YEGAH

Musicology Journal
S o«

e-ISSN: 2792-0178 DOI: 10.51576

Founder and Editor-in-Chief

Assoc. Prof. Dr. Tolga KARACA

[ssue Editor
Assoc. Prof. Dr. Beril CAKMAKOGLU

Volume VII - [ssue 3
September / 2024
Tokat / Turkey



Yegah Musicology Journal

International Refereed Journal

Founder and Editor-In-Chief
Assoc. Prof. Dr. Tolga KARACA
Tokat Gaziosmanpasa University

Issue Editor
Assoc. Prof. Dr. Beril CAKMAKOGLU

Ege University

e-1SSN:2792-0178

Volume VII. Issue 3
23 September 2024

Tokat / Turkey



Yegah Miizikoloji Dergisi

Uluslararasi Hakemli Dergi

Kurucu ve Bas Editor
Dog. Dr. Tolga KARACA

Tokat Gaziosmanpasa Universitesi

Say1 Editorii §
Dog. Dr. Beril CAKMAKOGLU

Ege Universitesi

e-1SSN:2792-0178

Cilt VII. Say1 3
23 Eyliil 2024

Tokat / Tiirkiye



Editor's Note

Our journal, which is published four times a year, in March,
June, September and December, has a national and
international quality. In the September 2024 issue of the
journal, there are a total of Fifteen articles, four of which
are written in English. The studies in this issue, which has
the highest participation throughout the publication life of

the journal, are diverse in terms of subject content and are
at a level that will make significant contributions to the !
relevant fields.

e Prepared in English “An Epistemological Perspective on the Relationship Between Music and
Metaphysics” While the article examines the relationship between music and metaphysics with
a descriptive understanding.

o “Music and Cardiovascular Health: The Effects of Listening To And Performing Music on
the Heart” The article titled is structured by evaluating the relationship between music and
medicine in the context of data analysis.

o  “Kars As A Form Of Religious Music” The article titled "Kar in Traditional Turkish Music"
was created by evaluating the form of profit in the context of religious music genre. Another
article in English reads,

e  Again, written in English “Research on the Construction of Ai Composition System Based on
Hmms” The article titled is presented as a study on artificial intelligence composition, which
is very popular especially today.

e “The Tradition Of Reciprocal Taksim in Turkish Music: The Example Of Erol Deran
And Aka Giindiiz Kutbay’s Segdh Taksim” the article titled includes the findings about the
type of joint partition through the execution analysis.

e Prepared in English “Lviv (Lemberg) Artefacts of Theobald Bohm’s Flute Workshop” ve

e  “The Vocal Cycle “Machines Agricoles” as a Manifestation of Darius Milhaud’s Creative
Credo” The articles titled are also shaped in the context of music analysis.

e “The Effects Of Callisto Guatelli On The Musical Identity Of Sultan Abdulaziz” The article
titled "Work Analysis™ is a study on the composer's style.

e “Composition Basics Of Works In Zencir Usul And Beste Form” The article titled includes
analysis data in the context of procedure and type and is structured with the interpretation of
the findings.

o “Techniques Used In Group Recordings Of Strings Instruments” In the article titled, the

recording techniques of violin, viola and cello instruments as a group were examined. The study



is included in this issue as the only study that includes sound recording techniques/music
technology topics. In this issue of our journal, it is observed that studies in the field of music
education are predominantly included.

For example; “24 Etudes In 4 Makams For The Visually Impaired” The article titled includes
the study to improve the verbal transcription skills of disadvantaged individuals. Another article
specific to the field of music education is;

“Review Of The Archives Of State Conservatories Undergraduate Cello Curriculum” and
covers the examination and evaluation of the documents obtained from the individual archives
of the relevant lecturers of the conservatories in Turkey regarding the undergraduate cello
curricula.

“Analysis Of Methodological Principles Used In Piano Teaching In The Example Of Elena
Gnesina’s “Piano Alphabet”” “Another article titled” Possible contributions of the data
obtained through the analysis of piano etudes to piano teaching™ are included.

“The Effect Of Instrument Knowledge On Musical Performance” In another article titled, the
contributions of a musician's instrument knowledge in the context of instrument technique,
musical understanding and expression ability were evaluated. Another article on the field of
music education;

“Curriculums On Common Ground: Comparative Analysis Of Turkish And Music
Curriculums” 1t is presented under the heading. By analyzing the curricula of these two courses,
the interaction between the two different disciplines was revealed.

We think that all the articles in this issue will make important contributions to the fields they are
academically related to. We would like to thank all our authors, and as the Yegah Musicology
family, we hope that in our next issue, there will be more qualified new studies that will

contribute to Turkish music and academic studies.

Hope to meet you in our December 2024 issue. With our love and respect...

September 2024 Issue Editor

Assoc. Prof. Dr. Beril CAKMAKOGLU



Editoriin Notu

Mart, Haziran, Eyliil ve Aralik donemleri olmak tizere yilda
dort kez yayimlanan dergimiz, ulusal ve uluslararasi bir
nitelik tagimaktadir. Derginin 2024 yili Eylil sayisi
icerisinde, dort tanesi Ingilizce yazilmis olmak iizere
toplamda on bes adet makale yer almaktadir. Derginin yayin

hayatt boyunca en ¢ok katilimin saglandigi bu sayidaki

caligmalar, konu icerikleri baglaminda ¢esitli olup ilgili
alanlara 6nemli katkilar saglayacak diizeydedir. ’

e Ingilizce hazirlanmis “An Epistemological Perspective on the Relationship Between Music
and Metaphysics” baglikli makale, miizik-metafizik iliskisini betimsel bir anlayisla incelerken

e  “Miizik ve Kardiyovaskiiler Saglik: Miizik Dinlemenin ve Icra Etmenin Kalp Uzerindeki
Etkileri” baglikli makale ise miizik-tip iliskisinin veri analizi baglaminda degerlendirilmesiyle
yapilandirilmagtir.

o  “Bir Dini Miizik Formu Olarak Karlar” baslikli makale, Geleneksel Tiirk Musikisi igerisinde
yer alan Kar biciminin, dini musiki tiirii baglaminda degerlendirilmesiyle olusturulmustur.
Ingilizce olarak hazirlanmis diger bir makale de,

e Yine Ingilizce yazilmis “Research on the Construction of Ai Composition System Based on
Hmms” baslikli makale, 6zellikle glinlimiizde olduk¢a popiiler olan yapay zekda besteciligi
iizerine gerceklestirilmis bir ¢alisma olarak sunulmustur.

o  “Tirrk Miisikisinde Miisterek Taksim Gelenegi: Erol Deran ve Aka Giindiiz Kutbay’in Segdh
Taksim Ornegi” baslikli makale ise icra analizi {izerinden miisterek taksim tiiriiyle ilgili
bulgular1 icermektedir.

e ingilizce hazirlanmis “Lviv (Lemberg) Artefacts of Theobald Béhm’s Flute Workshop” ve

e “The Vocal Cycle “Machines Agricoles” as a Manifestation of Darius Milhaud’s Creative
Credo” baslikli makaleler de miizik analizi baglaminda sekillendirilmis ¢alismalardir.

e “Callisto Guatelli’nin Sultan Abdiilaziz’in Miizikal Kimligi Uzerindeki Etkileri” bashikl
makale de eser analizi 6zelinde besteci tslubuna yonelik bir ¢aligma olarak karsimiza
cikmaktadir.

e “Zencir Usuliinde ve Beste Formundaki Eserlerin Insa Riikiinleri’ baslikli makale de, usil
ve tlir baglaminda analiz verilerini igermektedir ve bulgularin yorumlanmasi ile
yapilandirilmistir.

o  “Yayh Calgilarin Grup Kayitlarinda Kullanmilan Teknikler” baslikli makalede de, keman,
viyola ve c¢ello ¢algilarimin grup olarak kayit teknikleri incelenmistir. Calisma, bu sayida ses

kayit teknikleri/miizik teknolojisi konularim iceren tek calisma olarak yer almaktadir.



Dergimizin bu sayisinda, miizik egitimi alanini igeren ¢alismalarin agirlikli olarak yer aldigi
gozlenmektedir.

Ornegin; “Gérme Engelliler I¢in 4 Makam 24 Etiit”’ baslikli makale, dezavantajli bireylerin
sozel desifre becerisini gelistirmeye Yonelik calismayr icermektedir. Miizik egitimi alanina
0zgi diger bir makale de

“Deviet Konservatuvarlari Lisans Viyolonsel Miifredatlarina Yonelik Arsivlerin
Incelenmesi” baghig altinda olusturulmustur ve Tiirkiye’deki konservatuvarlarm ilgili 6gretim
elemanlarinin, lisans viyolonsel miifredatlarina iligskin bireysel arsivlerinden elde edilen
dokiimanlarin incelenmesini ve degerlendirilmesini kapsamaktadir.

“Elena Gnesina’nin “Piyano Alfabesi” Orneginde Piyano Ogretiminde Kullanilan Yontemsel
Ilkelerin Analizi” bashkh diger bir makale ise piyano etiitlerinin analizi izerinden elde edilen
verilerin, piyano 6gretimine olasi katkilarini icermektedir.

“Enstriiman Bilgisinin Miizikal Performansa Etkisi” baslikli diger bir makalede de, bir
miizisyenin c¢algi bilgisinin kendisine, c¢algi teknigi, miizikal anlayis ve ifade yetenegi
baglaminda sunacag katkilar degerlendirilmistir.

Miizik egitimi alanina iligskin diger bir makale de;

“Ortak Zeminde Ogretim Programlari: Tiirkce Dersi ile Miizik Dersi Ogretim
Programlarimin Karsilastirmal Analizi” bashig altinda sunulmustur. S6z konusu iki derse ait
Ogretim programlar: analiz edilerek, iki farkli disiplin arasindaki etkilesim agiga ¢ikarilmaistir.
Bu sayida yer alan tiim makalelerin, akademik anlamda iligkili oldugu alanlara 6nemli katkilar
sunacagini diistinmekteyiz. Tiim yazarlarimiza tesekkiirlerimizi sunar, Yegah Miizikoloji ailesi
olarak bir sonraki sayimizda da Tiirk miizigine ve akademik caligmalara katki saglayacak,

nitelikli yeni ¢alismalarin artmasin dileriz.

2024 Aralik saymmizda bulugmak dilegiyle. Sevgi ve saygilarimizla...

Eyliil 2024 Say1 Editorii

Dog. Dr. Beril CAKMAKOGLU
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DEVLET KONSERVATUVARLARI LISANS ViYOLONSEL

MUFREDATLARINA YONELIK ARSIVLERIN INCELENMESI
ELGUN, Ozgiir!
UMUZDAS, Serpil?
0z

Konservatuvar egitimi, alana 6zgii bir i¢ program ve miifredatla yiriitiilmektedir. Temelde sanat¢1
yetistirmek amaciyla kurulan sistemde, miifredat ve isleyise yonelik ortak ve farkli yonler
olabilmektedir. Program ve isleyis, seffaflik ilkesiyle paydaslarin erisiminde olmalidir. Bu ¢alisma,
Tiirkiye’deki konservatuvarlarin ilgili 6gretim elemanlarmin lisans viyolonsel miifredatlarina
iliskin bireysel arsivlerinden elde edilen dokiimanlarin incelenmesini ve degerlendirilmesini
icermektedir. Bu biitlinciil arastirmaya; konservatuvarlarinda viyolonsel lisans egitimi veren
kurumlardan, Ankara Hacettepe Universitesi, Izmir Dokuz Eyliil Universitesi, Edirne Trakya
Universitesi, Bursa Uludag Universitesi, Antalya Akdeniz Universitesi Devlet Konservatuvarlari

ile Ankara Bilkent Universitesi Miizik ve Sahne Sanatlar1 Fakiiltesi’nin miifredatlar1 dahildir. Bu
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miifredatlarda simif diizeyine gore zorunlu ve ihtiyari eserler belirlenerek bir standart yakalamaya
calisilmistir. Mevcut calisma, konservatuvarlarin viyolonsel lisans ders igeriklerini; etiit, sonat,
kongerto ve Bach siiitleri donem ve siniflara gére incelemektedir. Calismanin en 6nemli 6zelligi,
yazarlarin; tarihi ve giincel arsivlere ulasip derlemeleriyle, biitiinciil ve karsilastirmali bir belge
elde edilmesidir. Hazirlanan dokiimandan, oncelikli olarak kurumsal program yapicilar, 6gretim

elemanlar1 ve 6grencilerin yararlanmasi beklenmektedir.

Anahtar Kelimeler: Viyolonsel, miifredat, devlet konservatuvari, lisans egitimi, arsiv.

REVIEW OF THE ARCHIVES OF STATE CONSERVATORIES
UNDERGRADUATE CELLO CURRICULUM

ABSTRACT

The conservatory education provided within conservatories is conducted by a field-specific internal
program and curriculum. The system, which is primarily designed to cultivate artistic talent, may
encompass both shared and distinct elements within its curriculum by the principles of transparency
and accountability. This study entails an examination and evaluation of the documents obtained
from the individual archives of the relevant faculty members of conservatories in Turkey regarding
their undergraduate cello curricula. This comprehensive study encompasses the curricula of several
prominent conservatories in Turkey, including those of Ankara Hacettepe University, Izmir Dokuz
Eyliil University, Edirne Trakya University, Bursa Uludag University, Antalya Akdeniz University
State Conservatories, and Ankara Bilkent University Faculty of Music and Perfor and operational
framework. The program and its functioning should be accessible to all relevant stakeholders, in
ac ming Arts. In these curricula, an effort was made to establish a standard by determining the
required and optional repertoire according to the grade level. The present study examines the cello
undergraduate course contents of conservatories, including etudes, sonatas, concertos, and Bach
suites by period and grade. Of particular note is the authors' achievement of a comprehensive and
comparative document by accessing and compiling historical and contemporary archives. It is
anticipated that this document will prove beneficial to institutional program makers, teaching staff,

and students alike.
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GIRIS

Tiirkiye’de Klasik Bat1 Miizigi egitimi veren konservatuvarlar, genel olarak ilkokuldan sonra kabul
saglamakla birlikte, 6grenciye; lisans ve lisansiistli diizeyindeki egitimini burada devam ettirme
imkani1 da verebilmektedir. Yetenege iliskin 6zel sartlar gerektiren konservatuvar egitimi, lisansa
kadar Milli Egitim Bakanlig1’na, lisans ve lisansiistii diizeyinde Yiiksek Ogretim Kurumu’na bagl
olarak 6zel bir i¢ program ve miifredatla yiiriitiilmektedir. Diinya’da yaygin olarak kurumlagarak
mesleki egitim veren konservatuvarlarda; miizik, tiyatro, bale gibi sanat dallar1 bulunmaktadir. Bu
kurumlarin temel amaci sanatg¢1 yetistirmektir. Ortak amaglari olsa da akademik anlayis farkliliklar:
ile uygulamada da farkliliklar goriilebilmektedir. Temel bir sistemin i¢inde kurulan bu farkliliklar
olasidir ve 6zgiinliigii saglar. Ancak i¢ program ve isleyis, seffaflik ilkesiyle paydaslarin erisiminde
olmalidir. Bu igerigin; kabul ve devam sartlari, miifredat, 6lgme degerlendirme kriterleri gibi belli
basliklarla dijital olarak sunulmasi beklenir. Ancak bazi akademik web sitelerinde giincel ve yeterli
bilgilerin yer almadig1 gézlenmektedir.

Konservatuvarlardaki miizik egitimi, calgi egitimi temelinde yliriitilmektedir. Burada, calgi
egitimi programinin hedeflerine yonelik olarak teknik ve miizikal becerileri kapsayan etiit ve
eserler seslendirilmektedir (Umuzdas, 2013: 1223). Calgiya baslama yasindaki farkliliklar (Bal,
2019: 22) gibi nedenlerle 6grencilerin eristigi diizeylerde degisiklik gdzlenebilmektedir Hazir
bulunusluluk diizeyindeki olas1 bu farkliliklar, lisans diizeyinde devam edebilmektedir. Ancak her
siif diizeyinde zorunlu ve ihtiyari eserler belirlenerek bir standart yakalamaya galisilir. Mevcut
calisma, konservatuvarlar viyolonsel lisans ders igeriklerini; etiit, sonat, kongerto ve Bach siiitleri
donem ve siniflara gore incelemektedir. Caligmanin en dnemli 6zelligi, yazarlarin; tarihi ve giincel
arsivlere ulasip derlemeleriyle, biitlinciil ve karsilastirmali bir belge elde edilmesidir. Hazirlanan
dokiimandan, oncelikli olarak kurumsal program yapicilar, 6gretim elemanlar1 ve 6grencilerin

yararlanmasi beklenmektedir.

YONTEM

Arastirma; nitel betimsel yontem ile tarama modelinde yliriitilmiistiir. Calismada; ¢ogu veri,
goniillii akademik personelin sagladigi kisisel arsivlerden elde edilmistir. Bunun yani sira ilgili web

sitelerindeki kisitlh dokiimandan elde edilen verilerin sistemli olarak incelenmesi ve
129



Devlet Konservatuvarlari Lisans Vivolonsel Miifredatlarina Yonelik Arsivierin Incelenmesi

degerlendirilmesi yapilmistir. Saglanan belgeler gizli bir bilgi icermemektedir. Ayrica veriler goriis
vs. igermediginden etik izin gerektirmemektedir. Mevcut calismayla hazirlanan kapsayici ve
giincel dokiiman; donem ve sinifa gore eser ve etiit isimlerini ve ilgili belirtke tablosunu sunar.
Makalede veriler birinci yazar tarafindan toplanmis ve tablolastirilmistir, diger kisimlar ikinci
yazar tarafindan yazilmistir.

Arastirma i¢in; viyolonsel dalinda lisans diizeyinde egitim verme kosulunu saglayan
konservatuvarlardan; Ankara Hacettepe Universitesi, Izmir Dokuz Eyliil Universitesi, Edirne
Trakya Universitesi, Bursa Uludag Universitesi, Antalya Akdeniz Universitesi Devlet

Konservatuvarlari ile Ankara Bilkent Universitesi Miizik ve Sahne Sanatlar1 Fakiiltesi miifredatlari

dahildir.

BULGULAR

1. Konservatuvarlarin Lisans Viyolonsel Programindaki Zorunlu Etiit Sayisi

Diizey Hacettepe Dokuz Eyliil Trakya Uludag Akdeniz Bilkent
1. Sumf 3 Etiit 1 Etiit 4 etiit 2 Kapris Belirtmemis 4 etiit
2. Simf 3 Etiit 1 Etiit 4 etiit 2 Kapris Belirtmemis 4 etiit
3. Sif 4 Etiit 1 Etiit 4 etiit 2 Kapris Belirtmemis 4 etiit
4. Simf 3 Etiit 1 Etit 4 etiit 2 Kapris Belirtmemis 4 etiit

Tablo 1. Zorunlu etiit sayisi.

2. Lisans Viyolonsel Programindaki Zorunlu Sonat Sayisi

Sonatlar Hacettepe Dokuz Eyliil Trakya Uludag Akdeniz Bilkent
1. Simf 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat
2. Simf 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat
3. Siif 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat
4. Simf 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat 1 Sonat

Tablo 2. Zorunlu sonat sayzus.
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3. Konservatuvarlarin Lisans Viyolonsel Programindaki Zorunlu Kongerto Sayisi

Kongertolar Hacettepe Dokuz Eyliill  Trakya Uludag Akdeniz Bilkent

1. Simf 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto
2. Simf 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto
3. Simf 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto
4, Simf 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto 1 Kongerto

Tablo 3. Zorunlu kongerto sayisi.

4. Konservatuvarlarin Lisans Viyolonsel Miifredatlarindaki Zorunlu Bach Siiitler

Bach Hacettepe Dokuz Trakya Uludag Akdeniz Bilkent

Siiitler Eyliil

1. Simf No.l1veya2 No.2 Belirtilmemis No.lveya2 No.lveya2 No.2

2. Simf No.2veya3 No.3 Belirtilmemis No.3 No.2veya3 No.3

3. Simif No.3 veya 4 No.4 Belirtilmemis No.4 No.2 veya 3 No.4
veya 5 veya 4

4. Simf No.4 veya 5 No.5veya6 Belirtilmemis No.5veya6 No.4 veya5 No.5
veya 6 veya 6

Tablo 4. Zorunlu Bach siiitler.

5. Konservatuvarlarin Lisans Viyolonsel Miifredatlarindaki Zorunlu Etiit ve Eserler

Hacettepe Universitesi Devlet Konservatuvari lisans viyolonsel etiitleri:

Lisans 1, L. R. Feuillard (La Technique du V. Cello vol. 6, 7), Duport (21), Griitzmacher (vol. 1),
R. Matz (Pus vol. 4), Popper (op. 83 vol. 1,2,3), Kreutzer (22 Studies), Cossmann (Concert Studies;

Op. 10), Piatti, Servais, Rode, Franchomme (12 Caprices) ve benzeri.

Lisans 2, L. R. Feuillard: La Teknique du V. Cello vol. 6,7 — Duport 21- Griitzmacher vol. 1, 2 —

Popper op. 83 vol. 1,2,3 — Kreutzer 22 Studies — Cossmann Concert Studies Op. 10- Piatti — Servais

— Franchomme 12 Caprices- Silva ve benzeri, 7 arizali minérleriyle Feuillard, Cossmann veya

benzerlerinden.
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Lisans 3, Bazelaire (3, 4), P. Rode, L. R. Feuillard (La Teknique du V. Cello vol. 6, 7), Dotzauer
(4), Duport (21), Griitzmacher (vol. 2), Popper (op. 83 vol. 3, 4), Kreutzer (42), Kummer,
Cossmann (Concert Studies Op. 10), Piatti, Servais, Franchomme (12 Caprices), Silva ve benzeri.

Lisans 4, Bazelaire (3, 4), Stutschevsky (4), P. Rode, L. R. Feuillard (La Teknique du V. Cello vol.
7, 8), Dotzauer (4), Duport (21), Griitzmacher (vol. 2), Popper (op. 83 vol. 3, 4), Kreutzer (42),
Kummer, Cossmann (Concert Studies Op. 10), Piatti, Servais, Franchomme (12 Caprices), Silva,

Mainardi ve benzeri.

Hacettepe Universitesi Devlet Konservatuvari lisans viyolonsel sonatlari;

Lisans 1, Boccherini (4, 5), Beethoven (Varyasyonlar 1, 2), Haydn (Do), M. Marais (La Folia),

Breval (Sol major), Bach (1, 2), Francoeur (Mi major) ve benzeri.

Lisans 2, Boccherini (No. 6), Beethoven (No. 4, varyasyonlar), Haydn (Do), Bach (No. 1, 2),

Saygun, Grieg, Brahms (No. 1), Debussy, Béelmann, Schumann (5 stiicke), Chopin ve benzeri.

Lisans 3, Boccherini (No. 6), Beethoven (No. 3, 5), Bach (2, 3), Shostakovich, Reger, De Falla
(Stiit), Saygun, Grieg, Brahms (No. 1), Debussy, Schumann (5 stiicke), Chopin, Strauss,

Mendelssohn ve benzeri.

Lisans 4, Prokofyev, Beethoven (No. 3, 5), Bach (2, 3), Valentini, Franck, Kodaly, Rachmaninov,
Lalo, Shostakovich, Reger, Faure (No. 1, 2), Stravinsky (Siiit), Schubert, Hindemith, Britten,
Cassado, Locatelli, De Falla (Siiit), Saygun, Grieg, Brahms (No. 2), Debussy, Strauss,

Mendelssohn ve benzeri.

Hacettepe Universitesi Devlet Konservatuvari lisans viyolonsel koncertolari,

Lisans 1, Boelmann (Syn. Vry), Saint-Saens, Haydn (Do major), E. Lalo, D. Von Goens, Roussel
(Koncertino), Goltermann, Romberg, Davidoff, Klengel, Tartini, Boccherini ve benzeri.

Lisans 1, Elgar, Lalo, Milhaud (No. 1), P. E Bach (La), Kabalevsky (No. 1), Popper, Romberg,

Davidoff, Klengel, Tartini, Boccherini ve benzeri.
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Lisans 3, Bloch, Khacaturian, Caykovski (Rococo Vry), Respighi (Vry), Saint-Saens (No. 2),
Elgar, Milhaud (No. 1), Delius, P. E Bach (La), Kabalevsky (No. 1), Popper, Romberg, Davidoff,

Klengel, Tartini, Boccherini ve benzeri.

Lisans 4, Haydn (Re), Dvorak, Bloch, Khacaturian, Caykovski (Rococo Vry), Respighi (Vry),
Elgar, Milhaud (No. 1, 2), Schumann, Shostakovich (No. 1, 2), Prokofyev, Barber, Honneger,
Saygun, Kodalli, Alnar, Akses, Hindemith, Delius, P. E Bach (La), Kabalevsky (No. 1, 2),

Davidoff, Boccherini ve benzeri.

Hacettepe Universitesi Devlet Konservatuvari lisans viyolonsel Bach solo siiitler,

Lisans 1, Bach No. veya 2.

Lisans 2, Bach No.3 veya 3.

Lisans 3, Bach No. 3 veya 4 veya 5.
Lisans 4, Bach No.4 veya 5 veya 6.

Dokuz Evliil Universitesi Devlet Konservatuvari lisans viyolonsel etiitleri:

Lisans 1, Dotzauer Vol. III & IV, D. Popper Op. 73, F.A. Kummer Op. 60, F.W. Griitzmacher Op.
38 Vol. II, A.F. Servais Caprices Op. 11 (sinif giicliiglinde olanlar), A. Piatt1 Caprices Op. 25 (sif
giicliigiinde olanlar), J.L. Duport 21 Etiiden, J. Stutschewsky Vol. 111, J. Klengel Vol. lll & 1V,
L.R. Feuillard Cello Technik Vol. VI, A. Franchomme 12 Caprices.

Lisans 2, A. Pais, P. Bazelaire, J.F. Dotzauer Vol. IV, D. Popper Op. 73, F.W. Griitzmacher Vol.
IL, J.L. Duport 21 Etiiden, A.F. Servais Caprices, A. Piatti, Caprices, A. Franchomme 12 Caprices.

Lisans 3, Dotzauer Vol. IV, Feuwllard Vol. VII & VIII, A. Franchomme Caprices, F.W.
Griitzmacher Vol. II, A. Pais 20 Etiiden, A. Piatt1 Caprices, D. Popper Op. 73, A.F. Servais

Caprices.

Lisans 4, Dotzauer Vol. 1V, Feullard Vol. VII & VIII, A. Franchomme Caprices, F.W.
Griitzmacher Vol. II, E. Mamardi, A. PAIS, A. Piatti Caprices, D. Popper Op. 73 Vol. Il & IV,
A.F. Servais Caprices, P. Tortellier.
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Dokuz Eyvliil Universitesi Devlet Konservatuvari lisans viyolonsel sonatlart:

Lisans 1, L. van Beethoven No. 1, 2, J.B. Breval Sol Major, L. Boccherini, F. Francoeur, M. Marais

“La Folia”, J.S. Bach ve benzeri.

Lisans 2, R. Schumann “5 Stiicke im Folkston”, L. van Beethoven No. 2, 5 veya 7 Varyasyon, J.S.

Bach, J. Brahms mi1 mindr, L. Boccherint Sol Major veya “Dodici Sonat” ve benzeri.

Lisans 3, Beethoven No. 4, J.S. Bach gamba sonat No. 3, J. Brahms mi minér,_C. Debussy, M. de
Falla “Suite Popular Espariola”, C. Franck La Major,F. Mendelssohn, A.A. Saygun, E. Grieg, D.

Shostakovich, R. Strauss, M. Reger ve benzeri.

Lisans 4, S. Barber, Beethoven No. 3 La Major, J. Brahms Fa Major, B. Britten Do Major, L.
Bocchermi No. 6, G. Cassado, F. Chopin, C. Debussy, E. Dohnany1 Op. 8, G. Faure No. 1, 2, C.
Franck, P. Hindemith, Z. Kodaly, E. Lalo, E. Grieg, P. Locatelli, B. Martinu No. 1, 2, F.
Mendelssohn Variations, F. Mendelssohn No. 1, 2, S. Prokofiev, S. Rachmaninov, M. Reger, C.
Saint-Saéns No. 1, 2, Saygun veya Partita, D. Schostakovich, F. Schubert “Arpeggione”, R. Strauss,

L. Stravinsky “Suite Italienne”, G. Valentin1 ve benzeri.

Dokuz Evliil Universitesi Devlet Konservatuvari lisans viyolonsel kongertolart;

Lisans 1, L. Boccherini Si Bemol Major, C. Davidoff (sinif giigliigiinde olanlar), G. Goltermann
(smuf giigliigiinde olanlar), B. Romberg (sinif giicliigiinde olanlar), J. Klengel (smif giigliigiinde
olanlar), D. von Goens, G. Tartini (sinif giigliigiinde olanlar), C.P.E. Bach la minér, C. Saint-Saéns

la mindr, L. Boellmann Symphonic Variations op. 23 ve benzeri.

Lisans 2, L. Boccherini Si Bemol Major, E. Elgar, E. Lalo, D. Milhaud No. 1, J. Haydn Do Major,

C.P.E. Bach la minoér, C. Saint Saens ve benzeri.

Lisans 3, E. Bloch “Schelomo”, E. Elgar, J. Haydn Do Maj6r, D. Kabalevsky No. 1, 2, A.

Khachaturian, E. Lalo, O. Respighi Variations ve benzeri.

Lisans 4, F. Alnar, S. Barber, E. Bloch “Schelomo”, F. Delius, A. Dvorak, E. Elgar, A.
Khachaturian, J. Haydn Re Major, A. Honegger, D. Kabalevsky, N. Kodalli, N. Miaskovsky, S.
Prokofiev Symphony Concertante, D. Shostakovich No. 1, 2, R. Schumann, R. Strauss “Don

Quixote”, P.I. Tchaikovsky Rococo Variation ve benzeri.
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Dokuz Evliil Universitesi Devlet Konservatuvari lisans viyolonsel Bach siiitleri:

Lisans 1, Bach No. veya 2.
Lisans 2, Bach No.3

Lisans 3, Bach No.4

Lisans 4, Bach No.5 veya 6.

Trakya Universitesi Devlet Konservatuvari lisans viyolonsel etiitleri:

Lisans 1, Piatti 12 Kapris Op.2, J. Franchomme 12 Kapris Op. 7, Popper Etiit Kitabi Op.73,
Griitzmacher Etiit Kitab1 Op.38, Servais 6 Kapris Op. 11, Dotzauer 113 Etiit 11l veya IV. Kitap,
Duport 21 Etiit Kitaba.

Lisans 2, Dotzauer 113 Etiit I1l. veya IV. Kitap, Popper Etiit Kitabi Op.73, A. Kummer “IKi
viyolonsel i¢in 92 Etit” Op. 60, A. Piatti 12 Kapris Op.25, A. Nolck Etit No.8 A-dur, F.
Griitzmacher Etiit Kitab1 Op.38, J. Schofield “Yay ve Parmaklar i¢in 12 Teknik Calisma Kitab1”,
J. L. Duport 21 Etiit Kitabi1, A. J. Franchomme 12 Kapris Op. 7.

Lisans 3, D. Popper Etiit Kitab1 Op.73, J. Schofield “Yay ve Parmaklar i¢in 12 Teknik Calisma
Kitab1”, A. Piatti 12 Kapris Op.25, M. Bukinik “4 Konser Etidi” No.4 F-moll, F. Dotzauer 113
Etit IV. Kitap, J. L. Duport 21 Etiit Kitabi, A. Servais 6 Kapris Op.11, A. Franchomme 12 Kapris
Op.7.

Lisans 4, D. Popper Etiit Kitab1 Op.73, A. Piatti 12 Kapris Op.25, J. Franchomme 12 Kapris Op.
7, J. L. Duport 21 Etiit Kitab1, M. Bukinik “4 Konser Etiidii” No.4 F-moll, F. Griitzmacher Op.38.

Trakya Universitesi Devlet Konservatuvari lisans viyolonsel sonatlari;

Lisans 1, L. V. Beethoven Piyano & Viyolonsel Sonatlari, L. Boccherini 6 Sonat, F. Francoeur
Sonat E-dur, S. Prokofiev Sonat Op. 119 C-dur, J. S. Bach Viola da Gamba Sonat1 (ilk 3’tinden
biri), Shostakovich Sonat Op.40, Brahms Sonat 1 veya 2.

Lisans 2, L. V. Beethoven Piyano ve Viyolonsel Sonatlar1, C. Frank Sonat Op.42, L. Boccherini 6
Sonat, G. Valentini Sonat Op.8 E-dur, D. Shostakovich Sonat Op.40 D-moll, S. Prokofiev Sonat
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Op.119 C-dur, A. J. Franchomme “ikili Biiyiik Kongertant” E-dur B.70, J. Brahms Sonat No.1 E-
moll & F Major No.2.

Lisans 3, L. V. Beethoven Piyano ve Viyolonsel Sonatlari, D. Shostakovich Sonat Op.40 D-moll,
J. Brahms Sonat Op.38 No.1 E-moll veya Op.99 No. F-dur, S. Rachmaninov Sonat Op.19, F.
Francoeur Sonat E-dur, F. Mendelssohn Sonata Op.45 No. 1 in B-dur veya Op.58 D-dur No.2 g)
E. Grieg Sonat Op.36, C. Frank Sonat Op.42, A. A. Saygun Sonat Op.12.

Lisans 4, L. V. Beethoven Piyano ve Viyolonsel Sonatlar1, D. Shostakovich Sonat Op.40 D-moll,
J. Brahms Sonat Op.38 No.1 E-moll veya Op.99 No. F-dur, S. Rachmaninov Sonat Op.19, R.
Schumann 5 Par¢a” Op.102, F. Mendelssohn Sonata Op.45 No. 1 in B-dur veya Op.58 D-dur No.2
2) S. Prokofiev Sonat Op.119 C-dur, C. Debussy Sonat D-moll, G. Valentini Sonat Op.8 E-dur, P.
Locatelli Sonat D-dur, F. Chopin Sonat Op.65 G-moll, R. Strauss Sonat Op.6 F-dur, E. Grieg
Sonat Op.36, C. Frank Sonat Op.42, A. A. Saygun Sonat Op.12.

Trakya Universitesi Devlet Konservatuvari lisans viyolonsel koncertolari;

Lisans 1, Saint-Seans Kongerto A-minor, K. Davidov Kongerto (4 kongertodan biri), D.
Kabalevsky Kongerto (Op. 49 G-moll No.1 veya Op.77 C-moll No.2), A. Khachaturian Kongerto
E-moll, J. Haydn Kongerto C-dur, E. Lalo Kongerto D-moll, T. Khrennikov Kongerto C-dur No.
I, J. Haydn Kongerto D Major.

Lisans 2, K. Davidov Kongerto(4 kongertodan biri), E. Lalo Kongerto D-moll, J. Haydn Kongerto
D-dur, Saint-Seans Kongerto Op.119 No.2 D-moll, A. Khachaturian Kongerto E-moll, E. Elgar
Kongerto Op.85 E-moll, D. Kabalevsky Kongerto (Op. 49 G-moll No.1 veya Op.77 C-moll No.2)
h) T. Khrennikov Kongerto C-dur No. I, D. Milhaud Kongerto Op.136 No.1.

Lisans 3, J. Haydn Kongerto D-dur, E. Lalo Kongerto D-moll, D. Shostakovich Kongerto Op.107
No.1 Es-dur, R. Schumann Kongerto Op. 129 A-moll, A. Khachaturian Kongerto E-moll, K.
Davidov Kongerto No.2 veya No.4, P. Tchaikovsky “Rokoko Temas1 Uzerine 12 Varyasyon” Op.
33 1) B. Romberg Kongerto Op.56 No.9 veya Op.75 No0.10, A. Khachaturian Kongerto E-moll, E.
Elgar Kongerto Op.85 E-moll, A. A. Saygun Kongerto Op.74.
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Lisans 4, A. Dvorak Kongerto Op. 104 B-moll, P. Tchaikovsky “Rokoko Temas1 Uzerine 12
Varyasyon” Op.33, R. Schumann Kongerto Op. 129 A-moll, E. Lalo Kongerto D-moll, D.
Shostakovich Kongerto Op.107 No.1 Es-dur, E. Elgar Kongerto Op.85 E-moll, K. Davidov
Kongerto No.2, A. Khachaturian Kongerto E-moll, J. Haydn Kongerto D-dur.

Trakya Universitesi Devlet Konservatuvari lisans diizeyi miifredatindaki J.S. Bach solo siiitleri

bilgisine ulasilamamustir.

Uludag Universitesi Devlet Konservatuvari lisans viyolonsel etiitleri:

Lisans 1, A.Franchomme 12 kapris, A.Piatti kapris, F.Griitzmacher Op.38 Kitap 1, 2,
D. Popper Op.73, A.F. Servais kapris, Op.11, J.L.Duport 21 etiit.

Lisans 2, A.Franchomme 12 kapris A.Piatti kapris, F.Griitzmacher Op.38, D. Popper Op.73 No:
20, A.F. Servais kapris Op.11.

Lisans 3, A. Franchomme 12 kaprisler A.Piatti kaprisler A.F. Servais kaprisler Op.11
F.Griitzmacher Op.38 2. kitap.

Lisans 4, M. Bukinik Konzert etud, A. Piatti kaprisler, F. Griitzmacher Op.38 2.kitap, A.F.
Servais kaprisler Op.11, A. Franchomme 12 kapris.

Uludag Universitesi Devlet Konservatuvari lisans viyolonsel sonatlari;

Lisans 1, F.Francoeur, J.B. Breval G Maj, L. van Beethoven Varyasyonlar, L. van Beethoven
Sonatlar, M. Marais La Folia.

Lisans 2, L. van Beethoven No: 3,4,5, L.Boccherini A Major G Major, J.Brahms E.Grieg,

R.Schumann Fantasiestiicke.

Lisans 3, A.A. Saygun Op.12 L. van Beethoven 3,4,5 J.Brahms, C.Debussy S.Prokofiev Op.119,
D. Schostakovich Op.40, S. Rachmaninov, F. Schubert Arpeggione, R. Schumann fantasiestiicke,

R.Schumann 5 stiicke im volkston.

Lisans 4, A.A. Saygun Op.12, L. van Beethoven 3,5, J. Brahms, C. Debussy, S. Prokofiev Op.119,
D. Schostakovich Op.40, S. Rachmnaninov, F. Schubert Arpeggione, P. Locatelli Re Major C.
Frank.
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Uludag Universitesi Devlet Konservatuvari lisans viyolonsel koncertolart:

Lisans 1, L. Boccherini B flat majér L. Boelmann Senfoni Varyasyonlar, J. Haydn in C Major,

C.Saint-Seans, A. Khacaturyan.

Lisans 2, L. Boccherini si bemol major, E. Lalo, J. Haydn Do Major, C.Saint-Seans, E. d'Albert in
Do Major.

Lisans 3, E. Elgar, E. Lalo, J. Haydn Re Major, P.l. Tchaikovsky Rococo variations, R.
Schumnann, E. d'Albert in Do Major.

Lisans 4, A. Dvorak, D. Schostakovich, E. Elgar, E. Lalo, J. Haydn in Re Major
P.1. Tchaikovsky Rococo varyasyonlar, R. Schumann, A. Honegger, D. Kabalevsky No: 2.

Uludag Universitesi Devlet Konservatuvari lisans Bach viyolonsel siiitleri:

Lisans 1, Bach No.1 veya 2.
Lisans 2, Bach No.3.
Lisans 3, Bach No.4.
Lisans 4, Bach 5 veya 6.

Akdeniz Universitesi Antalya Devlet Konservatuvari lisans viyolonsel etiitleri:

Lisans 1, Op.8’den 36’ya kadar Minardi, 7 arizali minoérleri ile Feuillard, Cossmann ve
benzerleri, Feuillard La Technique du V. Cello vol 6 ve 7, Dupord 21, Grutzmacher vol 1, R.
Matz pus vol 4, Popper Op 83 Vol 1,2,3, Kreutzer 22 Studies, Cossmann Concert Studies

Op.10, Piatti, Servais, Franchomme 12 Caprices.

Lisans 2, Feuillard, Sevcik Op.8 No:41’¢ kadar, 7 arizali minérleri ile, Feuillard, Cossmann
veya benzerleri, Lisans 1°den kalan eksikliklerin tamamlanmasi, Feuillardla technique du V.
Cello vol, 6,7, Dupord 21, Grutzmacher vol 1,2, Popper Op. 83 vol. 1,2,3, Kreutzer 22 Studies,
Cossmann Concert Studies op.10, Piatti, Servais, Franchomme12 Caprices, Silva.

Lisans 3, Feuillard, Sevcik Op.8 No:46’ya kadar, 7 arizali minérleri ile Feuillard, Cossmann
veya benzerlerinden, Lisans 2’den kalan eksikliklerin tamamlanmasi, Bazelaire 3,4, P. Rode,

Feuillard La technique du V. Cello vol 7,8, Dupord 21, Grutzmacher 2, Dotzauer 4, Popper
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Op. 83 Vol 3 ve 4, Kreutzer 42, Kummer, Cossmann Concert Studies op.10, Piatti, Servais,

Fanchomme 12 Caprices, Silva.

Lisans 4, Sevcik Op.8 No:56’ya kadar, 7 arizali minérleriyle, Lisans 3’den kalan eksikliklerin
tamamlanmasi, Bazelaire 3,4, Dupord 21, Feuillard: La technique du V. Cello vol 7,8,
Grutzmacher vol 2, Dotzauer 4, Popper Op. 83 Vol 3 ve 4, Kreutzer 42, Stutschevsky 4, Rode,

Cossmann Concert Studies Op.10, Piatti, Servais, Franchomme Caprices, Silva, Mainardi.

Akdeniz Universitesi Antalya Devlet Konservatuvari lisans viyolonsel sonatlari;

Lisans 1, Boccherini 4,5, Beethoven 1,2-varyasyonlar, M. Marais la Folia, Breval Sol Major,

Haydn Do Major, Bach 1,2, Franceor Mi, Saygun Partita solo.

Lisans 2, Boccherini 6, Beethoven 4 varyasyonlar, Haydn Do, Bach 1,2, Saygun, Grieg
Brahms 1, Debussy, Boelman, Schumann 5 stuck, Chopin.

Lisans 3, Boccherini 6, Beethoven 3,5 varyasyonlar, Bach 2,3, Sostakovi¢, Reger, De Falla

suit, Chopin, Saygun, Grieg, Brahms 1, Debussy, Strauss, Mendelssohn.
Lisans 4, Beethoven 3,5, Shostakovich, Prokofiev, Brahms 2, Reger, Saygun, Debussy

Strauss, Mendelssohn 2, Lalo, Valantini, Franck, Kodaly, Rachmaninov, Faure 1,2, Stranvsky
suit, Schubert, Hindemith, Britten, Saint-Saens 2, Cassado, Locatelli.

Akdeniz Universitesi Antalya Devlet Konservatuvari lisans vivolonsel koncertolari:

Lisans 1, Boelmann Syn. Vry., Saint-Saens, Haydn Do Major, Lalo, D. Von Goens, Rossel
Concertino, Goltermann, Romberg, Davidoff, Klengel.

Lisans 2, Elgar, Lalo, Delius, Milhaud 1, Ph. Em. Bach La, Kabalevsky 1, Popper, Romberg,
Davidoff, Klanger, Tartini, Boccherini.

Lisans 3, Bloch, Hagaturian, Kabalevsky I, Caykovski Rococo varyasyon, Respigi vr., Elgar,
Lalo, Saint-Saens 2, Ph. Em. Bach La, Delius, Milhaud 1, Romberg, Davidoff, Klengel,

Boccherini.
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Lisans 4, Haydn 2, Hagaturian, Kabalevsky 1,2, Caykovski Rococo varyasyon, Elgar, Dvorak,
Bloch, Lalo, Ph. Em. Bach La, Milhaud 1,2, Schumann, Sostakovi¢ 1,2, Prokofiev, Barber,
Honegger, Saygun, Kodalli, Alnar, Akses, Hindemith, Davidoff, Boccherini.

Akdeniz Universitesi Antalya Devlet Konservatuvari lisans viyolonsel Bach solo siiitleri:

Lisans 1, Bach No.1 veya 2.
Lisans 2, Bach No.2 veya 3.
Lisans 3, Bach No.3 veya 4 veya 5.

Lisans 4, Bach No.4 veya 5 veya 6.

Bilkent Universitesi Miizik ve Sahne Sanatlar1 Fakiiltesi Miizik B6liimii lisans viyolonsel etiitleri:

Lisans 1,2,3,4, Dotzauer vol.3, Stutschevsky vol.3, Feuillard etiit vol.6, Popper op.73, Duport 21,

Grutzmacher op.38 vol.1, Franchomme 12 Kapris.

Bilkent Universitesi Miizik ve Sahne Sanatlar1 Fakiiltesi Miizik Boliimii lisans viyolonsel sonatlart;

Lisans 1, Beethoven 2. veya 4. Sonat, Boccherini, Reger.
Lisans 2, Debussy, Schumann 5 stuck im Folkston, Grieg, Strauss, Beethoven 5. Sonat.

Lisans 3, Mendelssohn 1-2, Beethoven 3. Sonat, Valentini, Shostakovich, M. de Falla Ispanyol

stiitleri, Brahms sonat No.1, St Saens Sonat 1 ve 2, Mendelsshon Varyasyonlar.

Lisans 4, Prokofiev, Schubert, Locatelli Re, Boccherini La No.6, Brahms 1I, C. Franck, Kodaly,

Rachmaninoff, Lalo, Faure 1-2.

Bilkent Universitesi Miizik ve Sahne Sanatlari Fakiiltesi Miizik Bé6liimii lisans viyolonsel

kongertolarti;

Lisans 1, St. Saens, Goltermann (sif giigliigiinde olanlar) Kongertodan 1 boliim, Boccherini si

bemol Majoér, Haydn Do Major, Davidoff, Romberg, D. Von Goens.

Lisans 2, Elgar, Boccherini, Em.Bach, Lalo, Milhaud.
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Lisans 3, Bloch Schelome, Kabalevski, Haydn Do, Re, Respighi Varyasyon.
Lisans 4, Strauss Don Kisot, Tschaikovsky Rococo, Schumann, Dvorak.

Bilkent Universitesi Miizik ve Sahne Sanatlar1 Fakiiltesi Miizik B6liimii lisans viyolonsel Bach

suitleri:

Lisans 1, Bach No.2.
Lisans 2, Bach No.3.
Lisans 3, Bach No. 3.

Lisans 4, Bach No. 5.

SONUC VE ONERILER

Tiirkiye’de klasik bati miizigi egitimi veren konservatuvarlarda ilkokuldan sonra baslayarak on iki
yil siiren egitimin son dort yilini igeren lisans donemi, sanat¢iliga giden yolda uzmanlagma
baglamindaki 6nemli adimlardandir. Bir sanat¢inin hizmet 6ncesi aldig1 bu formal egitim siirecinde
olusturdugu repertuvar, mesleki yasaminda karsilagsacagi yeni eserlere adaptasyonunun ve yorum
becerisinin temellerini olusturur. Kurumlar, bu biling ve misyonla miifredatlarina O6nem
vermektedir. Yazarlarin, miifredatlar1 inceleme amaciyla yiiriittiikleri bu arastirmayla; her
kurulusun ilgili belgelerini bir arada ve paydaslara agik sekilde sunamadig1 anlagilmistir. Calisma
kapsaminda, bu eksiklik giderilmis, biitiinlestirici giincel bir belge sunulmustur. Calismaya dahil
edilen tiim konservatuvarlarin lisans miifredatlar: etiitler agisindan degerlendirildiginde, her bir
konservatuvarda etiit sayilari ve cift sesli etiitler agisindan sayica farkliliklar goriilmektedir.
Hacettepe Devlet Konservatuvari, her egitim yili boyunca 3 etiit bir tanesi ¢ift sesli, Trakya Devlet
Konservatuvari her y1l toplam 4 etiit, Uludag Devlet Konservatuvari her y1l toplam 4 kapris, Dokuz
Eyliil Devlet Konservatuvari 2 etiit, Bilkent ise 4 etiit 2 tanesi ¢ift sesli istemektedir. Tiim okullarin
ogrencinin entonasyon, ton ve teknik becerilerini arttirabilmesi adina ¢ok genis bir yelpazeden
eserler segerek dgrencinin tercihine biraktiklar: gériilmektedir. Sonatlar agisindan bakildiginda ise
Hacettepe Devlet Konservatuvart giiz doneminde bir sonatin tamami, Trakya Devlet

Konservatuvart giiz doneminde sonatin 1. boliimii, bahar déneminde geri kalan boliimlerini,
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Uludag ve Dokuz Eyliil Konservatuvarlar1 giiz doneminde bir sonatin tamami, Bilkent giiz
doneminde bir sonattan 1 veya 2 boliim, bahar doneminde ise geri kalanimi istemektedir.
Miifredatlarda var olan sonatlar; klasik donemden cagdas doneme denk zengin bir icerige sahiptir.
Miifredatlar kongertolar acisindan ele alindiginda ise Hacettepe Devlet Konservatuvari, giiz
déneminde kongertonun tamamini, Trakya Devlet Konservatuvari giiz doneminde kongertonun bir
boliimiinii, bahar doneminde ise geri kalan boliimlerini, Uludag ve Dokuz Eyliil Konservatuvarlari
bahar doneminde tamamini, Bilkent ise giiz doneminde kongertodan 1 boliim, bahar doneminde ise
geri kalanimi istemektedir. Okullarin kongerto repertuvarlar1 da sonatlar gibi klasik donemden
cagdas doneme uzanan genis bir repertuvari 6grenci ve dgretmeninin tercihlerine sunmaktadirlar.
J.S Bach viyolonsel solo siiitleri acisindan okullarin miifredatlarina bakildiginda ise, en zor olarak
kabul edilen siiit No.6, sadece Hacettepe, Dokuz Eyliil ve Akdeniz Universiteleri miifredatinda
lisans 4 seviyesinde istenmektedir. Bu konservatuvarlarla birlikte diger konservatuvarlar zorluk
derecesine gore her donem en az 3 boliim olmak {izere miifredatlarina eklemislerdir. Antalya
Universitesi Devlet Konservatuvarinda eserler etiit, sonat kongerto ve Bach siiitler agisindan yillara
ayrilmis, ancak her donem ne kadar eser ¢alinmasi beklendigi bildirilmemistir. Ayrica Hacettepe,
Uludag ve Dokuz Eyliil Devlet Konservatuvarlarinin web adreslerinde uygulanmakta olan
miifredata iligkin veri bulunmamaktadir. Mevcut ¢alismanin bulgularinin web sitelerinden bilgiler
konservatuvarlarda dersten sorumlu olarak gorevli bulunan viyolonsel dgretim elemanlarinin
bireysel arsiv ve dokiimanlarindan elde edilmesi, sahada ise yarar bir biitiinsel veri saglamaktadir.
Veri toplama siirecinde yazarlarin karsilastign veri kaynagi eksikligi; Yiiksek Ogretim
biinyesindeki egitim siirecinde giincel yenilikler baglaminda akreditasyon ¢alismalarina ivedilik
kazandirilmasi geregini 6ne ¢ikarmaktadir. Bu arastirmanin temel arastirma sorusu olmasa dahi;
arastirma siirecinde varligi tespit edilen durum, yeni arastirmacilara dncelikli bir aragtirma 6nerisi
olarak sunulmaktadir. Calisma ile, program ve yaklagim gelistirilmesi ihtiyacina (Giiler, 2006: 612)
kaynak ve destek olabilecek bulgular elde edilmistir. Konservatuvarlarin viyolonsel miifredatlari
ozelindeki bu arastirmanin ilgili calisma (Elgiin ve Umuzdas, 2022) ile birlikte okunmasi,
degerlendirilmesi ve kullanilmasi yerinde olur. Calismanin en 6nemli 6zelligi, yazarlarin; tarihi ve
giincel arsivlere ulasip derlemeleriyle, biitiinciil ve karsilastirmali bir belge elde etmis olmalaridir.
Hazirlanan dokiiman, kurumsal program yapici ve uygulayici akademik personelin yararia

sunulmustur.
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EXTENDED ABSTRACT

Introduction

In Turkey, conservatories that provide classical Western music education generally admit students
after they have completed primary school. However, these institutions also offer students the
opportunity to continue their studies at the undergraduate and graduate levels. Conservatory
education, which necessitates specific criteria related to talent, is conducted through a distinctive
internal program and curriculum. It is affiliated with the Ministry of National Education up to the
undergraduate level and with the Higher Education Institutions at both the undergraduate and
graduate levels. Conservatories, which are a widely institutionalized form of vocational education,
offer instruction in a range of artistic disciplines, including music, theater, and ballet. The principal
objective of these establishments is to provide training for artists. Despite shared objectives,
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discrepancies emerge in practice due to variations in academic comprehension. These
discrepancies, which emerge within a fundamental structure, are feasible and contribute to a
distinctive character. Nevertheless, the internal program and its functioning should be accessible
to all relevant stakeholders by the principle of transparency. It is anticipated that this content will
be presented in digital format, organized under the following headings: admission and attendance
requirements, curriculum, and assessment criteria. However, it has been observed that some
academic websites lack the most recent and comprehensive information.

The objective is to establish a standard by determining the compulsory and optional works at each
grade level. This study examines the cello undergraduate course contents of conservatories,
including etudes, sonatas, concertos, and Bach suites, according to periods and classes. The most
significant aspect of this study is that the authors have created a comprehensive and comparative
document by accessing and compiling historical and contemporary archives. It is anticipated that

this document will be beneficial for institutional program creators, instructors, and students.

Methodology

The research was conducted by a survey model employing a qualitative descriptive methodology.
The majority of the data utilized in this study were sourced from the personal archives of volunteer
academic staff. Furthermore, the data obtained from the limited documents on the relevant websites
were subjected to a systematic analysis and evaluation. The information and documents provided
do not contain any confidential information. The comprehensive and up-to-date document prepared
in conjunction with the present study presents the names of works and etudes organized by period
and grade, as well as a related specification table. The research encompasses the curricula of
conservatories that offer undergraduate education in cello, including Ankara Hacettepe University,
Izmir Dokuz Eyliil University, Edirne Trakya University, Bursa Uludag University, Antalya
Akdeniz University State Conservatories, and Ankara Bilkent University Faculty of Music and
Performing Arts.

Conclusions and Recommendations

The research conducted by the authors to examine the curricula revealed that the relevant
documents were not consistently available in every organization and were open to stakeholders. In
the context of this study, this shortcoming has been addressed and an integrative and current

document has been presented.
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Upon evaluation of the undergraduate curricula of all conservatories included in this study in terms
of etudes, notable discrepancies emerge concerning the number of etudes and the number of
double-voice etudes present in each conservatory. Hacettepe University State Conservatory
requires three etudes, one of which is for two voices. Trakya University State Conservatory requires
a total of four etudes each year. Uludag University State Conservatory requires a total of four
caprices each year. Dokuz Eyliil University State Conservatory requires two etudes. Ankara Bilkent
University Faculty of Music and Performing Arts requires four etudes, two of which are for two
voices. It is evident that all educational institutions afford students the autonomy to select pieces
from an extensive array of options, to enhance their intonation, tone, and technical abilities.
Regarding sonata requirements, the Hacettepe University State Conservatory mandates the
completion of a full sonata during the fall semester, while the Trakya University State Conservatory
necessitates the submission of Part 1 of a sonata during the fall semester, with the remaining
components to be presented in the spring semester. Additionally, the Dokuz Eyliil Conservatories
mandate the completion of a full sonata during the fall semester. The Ankara Bilkent University
Faculty of Music and Performing Arts, on the other hand, necessitates the submission of either one
or two sections of a sonata during the fall semester, with the remaining components to be presented
during the spring semester. The sonatas included in the curricula encompass a diverse array of
styles, spanning from the classical era to the contemporary period.

In terms of concertos, the curricula of the Hacettepe University State Conservatory and the Trakya
University State Conservatory diverge. The former requires the entire concerto in the fall semester,
while the latter requires only the first movement of the concerto in the fall semester, with the
remainder to be completed in the spring semester. In the spring semester, Uludag and Dokuz Eyliil
Conservatories require the entire concerto, while Ankara Bilkent University Music and Performing
Arts requires one movement of the concerto in the fall semester and the remainder of the concerto
in the spring semester. The concerto repertoire of these institutions, like sonatas, offers a diverse
range of compositions spanning the classical, contemporary, and student-teacher preferences eras.
An analysis of the curricula of various academic institutions reveals that the most challenging of
Johann Sebastian Bach's cello solo suites, Suite No. 6, is only required at the undergraduate 4 levels
in the curricula of Hacettepe, Dokuz Eyliil, and Akdeniz Universities. Additionally, other
conservatories have incorporated at least three sections into their curricula each semester, with the

difficulty level varying according to the specific institution.

145



Devlet Konservatuvarlari Lisans Vivolonsel Miifredatlarina Yonelik Arsivierin Incelenmesi

Upon examination of the four-year curriculum table of Antalya University State Conservatory, it
becomes evident that the works are divided into years based on the categories of etudes, sonata
concertos, and Bach suites. However, the number of works expected to be played in each semester
remains undocumented. Furthermore, an examination of the websites of Hacettepe, Uludag, and
Dokuz Eyliil State Conservatories revealed no information regarding the curriculum currently in
use. The present study's findings were obtained from the websites and individual archives and
documents of the cello instructors responsible for the course at the conservatories, providing
valuable comprehensive data in this field. The absence of data sources encountered by the authors
during the data collection process underscores the necessity for accreditation studies in the context
of current innovations in the higher education sector. While not the primary focus of this study, the
findings presented here are offered as a priority research proposal for new researchers in the field.
The findings of this study can serve as a valuable source of information and support for the
development of new programs and approaches (Guler, 2006, p. 612). It is recommended that this
research (Elgiin & Umuzdas, 2022) on cello curricula in conservatories be carefully read,
evaluated, and utilized.

The most significant aspect of this study is that the authors have created a comprehensive and
comparative document by accessing and compiling historical and contemporary archives. This
document is intended to be a valuable resource for institutional program creators and implementing

academic staff.
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ABSTRACT

The purpose of this research was to identify the key aspects of Darius Milhaud’s creative credo
through the lens of the vocal cycle “Machines agricoles”. The musical elements in the vocal cycle
were analyzed to understand its composition. The study of Darius Milhaud’s work, including his
vocal compositions, revealed the influence of historical events, cultural and social trends on his
music, considering the context of the time. The unique features of Milhaud’s creative style in this

particular vocal cycle were also covered. Additionally, the socio-cultural aspects of the period were
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highlighted. The analysis of the vocal cycle “Machines agricoles” underscored its significance in
the artistic context. Additionally, issues that lead to differences in its interpretation were identified.
Reflecting the interaction with the cultural context and personal feelings, this cycle is not only a
piece of music, but the embodiment of a new understanding of human and nature. The analysis of
the composition and aesthetic aspects of this cycle revealed the profound significance of Milhaud’s
creative principle. New perspectives for understanding Milhaud’s creative legacy were offered,
which contributed to a broader understanding of the art and cultural context of the time. The study
of the vocal cycle “Machines agricoles” by D. Milhaud helped to expand the understanding of the
composer’s creative heritage and his approach to composition. The research highlights Darius
Milhaud’s unique musical techniques in vocal cycles, offering insights into his creative process. It

underscores Milhaud’s significance in 20th century music and his impact on musical culture.

Keywords: 20th century French music, musical language, poetic context, composer, vocal cycle,

Darius Milhaud, “Machines agricoles”, style.

DARIUS MIiLHAUD’UN YARATICI iLKESINIiN BiR YANSIMASI
OLARAK “MACHINES AGRICOLES” VOKAL DONGUSU

07/

Bu calismanin amaci, Darius Milhaud’un “Machines agricoles” vokal dongiisii merceginden
yaratici inancinin temel yonlerini belirlemektir. Vokal dongiisiindeki miizikal unsurlar bestesini
analiz etmek igin incelendi. Darius Milhaud’un vokal besteleri de dahil olmak iizere eserlerinin
incelenmesi, tarihi olaylarmn, kiiltiirel ve sosyal egilimlerin miizigi lizerindeki etkisini zamanin
baglaminda ortaya koydu. Calisma ayrica Milhaud’un bu belirli vokal dongiisiindeki yaratici
tarzinin benzersiz 6zelliklerini de ele aldi. Ek olarak, dénemin sosyo-kiiltiirel yonleri vurgulandi.
“Machines agricoles” vokal dongiisiiniin analizi, sanatsal baglamdaki 6nemini vurguladi. Ayrica,
yorum farkliliklarina neden olan konular belirlendi. Kiiltiirel baglam ve kisisel duygularla
etkilesimi yansitan bu dongii, sadece bir miizik pargasi degil, insan ve dogaya dair yeni bir anlayigin
somutlagsmis halidir. Bu dongiiniin kompozisyon ve estetik yonlerinin analizi, Milhaud’un yaratici
ilkesinin derin anlamini ortaya koydu. Bu ¢alisma, Milhaud’un yaratici mirasini anlamak igin yeni
perspektifler acti ve dénemin sanat ve kiiltiirel baglammin daha genis bir anlayisina katkida
bulundu. D. Milhaud’un “Machines agricoles” vokal dongiisiiniin incelenmesi, bestecinin yaratici
mirasint Ve besteleme yaklagimini anlamayi genisletti. Calisma, Darius Milhaud’un vokal
dongiilerindeki benzersiz miizikal tekniklerini vurgulayarak, yaratici siirecine dair iggoriiler sundu.
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Bu, Milhaud’un XX. yiizyll miizigindeki O6nemini ve miizik kiiltliri {lizerindeki etKisini
vurgulamaktadir.

Anahtar kelime: XX. yiizy1l Fransiz miizigi, miizikal dil, siirsel baglam, besteci, vokal dongiisii,
Darius Milhaud, “Machines agricoles”, stil.

INTRODUCTION

D. Milhaud’s vocal cycle “Machines agricoles” was composed in 1919. Its creation in this period,
after the end of the First World War, forever linked it to a tragic cultural and historical context.
This was reflected in various aspects of the work — in its concept, organisation, and musical
language. Even at the youthful age of 27, Milhaud displayed a remarkable level of maturity in his
composition. This work, recognised as one of the first in his early experience as a composer,
testified to the artist’s firm decision to convey his creative ideas to the audience. One might have
expected this to provide the basis for in-depth research into various aspects of Milhaud’s work, but
the fate of this opus (Op.) turned out to be different.

Milhaud’s “creative credo” refers to his entire artistic philosophy, which combines unique
composing methods with a thorough understanding of the social, cultural, and historical
background of his period. Milhaud’s philosophy is manifested in his vocal cycle “Machines
agricoles” through his avant-garde approach, which confronts established musical standards by
putting technical, prosaic words to music rather than the highly creative, expressive lyrics that were
typical of French vocal music. Avant-garde music is marked by its originality and experimentation,
which regularly question accepted musical norms and traditions. Milhaud’s work exemplifies the
avant-garde essence by rejecting established aesthetic standards in favour of new sounds, therefore
rethinking what music is and how it may address societal issues. This unconventional decision is
consistent with his experimental mindset, which includes the usage of polytonality, rhythmic
intricacy, and the incorporation of other inspirations such as jazz and Brazilian folklore. His artistic
ethic, therefore, entails stretching the bounds of music to reflect greater human experiences, such
as the interaction between technology and nature, post-war trauma, and the increasing spiritual
component of human existence. The cycle illustrates his commitment to translating his personal
experiences into a new spiritual and creative realm, demonstrating his capacity to combine

originality with emotional depth (Liu, 2017).
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The Ukrainian translation of the title as “Catalogue of Agricultural Machines” further emphasises
the extraordinary verbal content of the vocal cycle, diverging from the true meaning of the work.
In the context of the French musical tradition, where it was standard to set the poems of prominent
poets (such as P. Verlaine, S. Baudelaire, S. Mallarmé, A. Rimbaud) to expressive musical
performance, the prosaic nature of the text of “Machines agricoles” was a major departure. This
shocked many contemporaries. For a long time, “Machines agricoles” has positioned Milhaud as
an avant-garde composer who upends established norms and traditions. However, few of the
musicologists who disseminated such interpretations had scrutinised the cycle or had personal
experience of its performance.

Analyzing D. Milhaud’s “Machines agricoles” is crucial for contemporary musicology, offering
insights into the cultural context of its creation. This work reflects the time, with its social and
cultural aspects. Analysing a piece of music opens a wide range of tasks for researchers. The
semantic aspects that bring to life the cultural layers of the time in the work itself have been
previously identified and analysed. This included the study of the musical motifs used, as well as
contextual references that point to the socio-cultural aspects of the era (Hasanov et al., 2018: 749-
759). The analysis of “Machines agricoles” also involved identifying the principal ways of
understanding the meaning of the work in the context of its creation and reception. This included
researching how the work itself was perceived and interpreted in its time, as well as how it is
understood and appreciated by contemporary audiences and musicologists. Some aspects of this
work have already been studied by other researchers.

In the Ukrainian humanitarian space, the name of D. Milhaud is known as a significant element of
the “panoramic projections” of the cultural life of Paris in the first half of the 20th century.
Although a small number of studies are devoted to Milhaud, they mainly focus on aspects of the
composer’s use of non-European musical sources, such as Brazilian folklore and American jazz.
Recently, Y. Shang (2021: 121-130; 2022: 72-84) paid special attention to the vocal work of D.
Milhaud and his personality, while V. Zharkova (2023) offered valuable observations on the
essence of the work. In global musicology, Milhaud’s art is represented in a more diverse and
detailed manner (Ee, 2024: 13-24). Among the numerous studies by various researchers, it is worth
mentioning the fundamental monographs by J. Drake (2002), J. Ross et al. (2023), A. Gritten
(2020), B. Kelly (2023), as well as the monograph by French authors J. Harbec and M.N. Lavoie
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(2014). L.K. Epstein (2014; 2023: 1-5) investigated the manifestation of Darius Milhaud’s
“Machines agricoles” as a phenomenon of post-pastoralism in 20th century culture.

Despite the considerable interest in the works of Darius Milhaud and his recognised place in the
history of music, the specific aspects of his vocal cycle in the work “Machines agricoles” are still
only partially explored. Therefore, it is important to conduct additional research aimed at covering
the influence of this work on contemporary musical culture and determining its role in the context
of the evolution of musical styles and trends. Particular attention should be paid to revealing the
specific individual features of the composer’s creative process, including its influence on the
development of the musical identity and artistic ideas of the era. Additionally, the ways in which
audiences have responded to the work in different temporal, cultural, and social contexts should be
carefully examined to gain a full understanding of its impact and significance in the musical world.
This study aims to explore this musical masterpiece in greater depth and expand the understanding
of its place in music history as an important stage in the development of musical art.

The purpose of this research was to reveal the unique concept and structure of D. Milhaud’s vocal
cycle “Machines agricoles” as a manifestation of his personal spiritual world. The objectives
included analysing the musical elements of the vocal cycle “Machines agricoles” to cover the
technical and artistic aspects of the work, investigation of the influence of historical events on
Darius Milhaud’s music through the analysis of the context of the time of composition, as well as
analysing the composer’s creative style and identifying the socio-cultural aspects of the period.

METHOD

The analysis of the vocal cycle “Machines agricoles” was aimed at identifying its musical and
textual characteristics, as well as at understanding their meaning and interaction in the context of
Milhaud’ creative process. The analysis examined the structure of the work, its musical themes,
harmony, rhythm, and musical texture. The specific features of each part of the cycle, their
interconnections and influence on the overall listening experience were highlighted. Specifically,
the musical techniques employed by the composer to convey the imagery and emotional content of
the text were analyzed. Particular attention was given to the specific features of the rhythmic and
melodic line, which gracefully reproduce the mood and shades of feelings inherent in the text. An
in-depth analysis revealed harmonic techniques that help create atmosphere and convey mood,
building a sound that creates a sound image of the verbal text. The study showed how the composer
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successfully integrated musical and verbal elements to create a coherent artistic picture. The text
of the piece was also carefully analysed to cover its semantic load and interaction with the musical
material. Key themes and imagery dominating the text were identified, along with their relevance
to the cycle’s overarching concept. Particular attention was paid to the reproduction of the poetic
content through musical techniques, which enriches the emotional scope of the work and extends
its inner meaning. This approach allows the listener to experience not only the beauty of the
melodies, but also the depth of the feelings that the artist put into his creation.

Additionally, the analysis of the vocal cycle “Machines agricoles” revealed a wide range of musical
and poetic means employed by the composer. Comparative analysis of works by D. Milhaud with
other vocal cycles of the era helped to imagine common features and differences, which revealed
the depths of the context and features of the work. Particularly noteworthy is the non-standard
choice of literary material, which contributed to the creation of a unique atmosphere and the
reproduction of images and plots related to rural life and work in agriculture. The analysis helped
uncover the specific features and differences of the composer’s work compared to his other works,
as well as to other works of a similar genre. The results of the comparative analysis highlighted the
unique features of “Machines agricoles”, such as the choice of non-standard literary material and
its musical arrangement. This testifies to the composer’s creative approach and his ability to create
original and memorable musical works that impress listeners with their depth and expressiveness.
The analysis of the work included an in-depth investigation of not only its musical aspects, but its
contextual and historical shades, which opened new horizons for understanding the composer’s
creative credo. The integration of the analysis results on the work’s structure, musical themes,
harmony, and text with the comparative characteristics of other works by Milhaud and analogous
vocal cycles of the era improved the understanding of “Machines agricoles”. The analysis helped
to identify the key moments and themes that distinguish this vocal cycle as an expressive
manifestation of Milhaud’s creative credo. Particular attention was given to the role of the work in
shaping the composer’s musical style and its influence on the subsequent development of vocal
music. The identified features and differences of “Machines agricoles” in comparison with other
Milhaud’s works, as well as with works of an analogous genre of the era, emphasised the
significance of this work as a historical phenomenon and cultural heritage. The findings of this

study emphasised role of the work in shaping the composer’s musical style.
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RESULTS AND DISCUSSION

Analysis of the characteristics of creativiiy and manifestation of the author’s style of Darius
Milhaud i composing “Machines agricoles”
Ukrainian musicology is considered one of the most dynamic and constantly evolving fields in the
world of music science. It is constantly expanding its horizons, discovering new facets of musical
culture from different eras and different countries. This constant evolution allows researchers and
art lovers to expand their knowledge and understanding of the world of music. One of the most
striking examples of innovation in musicology is the study of little-known or completely
unexplored works.
In 1919, Darius Milhaud composed one of his most scandalous and outrageous works, a vocal cycle
called “Machines agricoles” (Machines agricoles, Op. 56). Each part of the series is named after
an agricultural machine: No. 1 “La Moissonneuse Espigadora” (“Harvester”, machine for gathering
harvest), No. 2 “La Faucheuse” (“Mower”), No. 3 “La Lieuse” (“Binder”), No. 4 “La Déchameuse-
semeuse-enfouisseuse” (“Harrow-plough-sower-digger”), No. 5 “La Fouilleuse-draineuse”
(“Subsoil-draining plough™), No. 6 “La Faneuse” (“Hay Tedder”) (Cilingir et al., 2023; Kwag,
2021). These titles reflected the unexpected prosaic “industrialised” text that Milhaud borrowed
from a catalogue of agricultural machinery for an agricultural industrial exhibition. This was so
unexpected for the world of French refined vocal music of the time that it long impeded the
understanding of the work’s intent and its compositional and semantic aspects.
For a long time, critics considered this cycle to be a “Dadaist provocation”, a joke by a young
composer who broke the traditional norms and rules of vocal music. Such assessments outraged
Milhaud because of their unfairness. Milhaud argued that no critic had understood what motivated
him to compose these works or that they were written in the same spirit as those that previous
composers had celebrated at the time of harvest, grapes, or the “good farmer,” in the same spirit in
which Honegger celebrated the locomotive and Fernand Léger — the world of machines. Milhaud
also noted that those who wanted to show his penchant for irony and eccentricity quoted “Machines
agricoles” (Gagné, 2019). He attempted to ‘defend’ his work, insisting that he had composed it
sincerely, professionally, and ‘with his heart. He expressed surprise that some intelligent people
could believe that an artist would spend his time deceiving people, since the creative process
requires a lot of painstaking work. Although as early as 1925 one of the critics in the La Revue
musicale journal expressed a dissenting opinion, with which the majority did not agree, researchers
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have recently begun to pay special attention to the hidden layers of meaning in “Machines
agricoles” and recognise the special role of this cycle in the composer’s oeuvre.

It is worth paying attention to the title of the work — “6 Pastorales pour une voix et sept instruments”
(6 Pastorales for voice and chamber ensemble), which directs the listener to the world of rural
landscapes and unadulterated emotional impressions. The author rejects the widespread belief that
the prose text and musical language of the cycle’s parts contradict the title of the work. It is also
worth highlighting the opinions of Madeleine Milhaud, the composer’s wife, and the famous
American researcher Roger Nichols, who argued that parts of the cycle were not satirical or similar
at all: they were like pastorals. Thus, in his cycle, Milhaud uses the pastoral tradition on a new
level that rejects the romantic idealisation of rural space (Sonn, 2022).

The “spirit of pastoral” covers the more profound aspects of nature and human interaction with it,
pushing the boundaries of the traditional symbols of fauns and shepherds. In this broad context, the
choice of themes for Milhaud’s vocal cycle becomes understandable and quite natural. “Machines
agricoles” reflect the ecological aspect of farm life, where ecology includes not only natural
elements but also the human impact on the environment. This approach to Milhaud’s composition
allows considering it as an attempt to embody a new relationship between human and nature. In
the musical images of “Machines agricoles”, one can see not only a product of technological
advance, but also a symbolic act of reviving the connection with nature and human efforts to
preserve ecological balance (Popovici et al., 2021). This Milhaud’s approach to the cycle allows
considering it as the embodiment of a new unity between human and the pure world of nature.
Overall, “Machines agricoles” reveals significant artistic guidelines of the composer, which reflect
“pastoralism” as a spiritual dimension of human existence in the post-apocalyptic environment of
post-war Europe, as well as the desire to create a holistic sound world of equivalent semantic layers
(Lenk and Majsova, 2022). “Machines agricoles” is a manifestation of Milhaud’s creative credo
and a testament to his ability to transform traumatic experiences into a new spiritual space.

The appeal to devotion as a spiritual effort that transforms a person and their perception is known
in various artistic forms of European culture. This concept not only plays a major role in traditional
artistic expressions, but also has a profound existential meaning that touches the soul and
encourages inner cognition. In this context, Milhaud’s “Machines agricoles” becomes the
embodiment of this semantic space that transcends simple words and expressions (Thorpe, 2023).

This musical composition opens a space of new impressions and feelings for the listener, which
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cannot always be verbalised. It captivates with its depth and emotional impact, penetrating the
depths of human consciousness and eliciting reflection on the nature of devotion and the place of
humanity in this world. Thus, “Machines agricoles” become not just a musical composition, but a
way for listeners to delve into the inner world of devotion, which is full of feelings and emotions
that need to be expressed. They open the door to a unique spiritual space where music becomes a
language that transforms the soul and perception, helping us to get closer to the depths of our own
existence.

The vocal cycle “Machines agricoles” is an essential aspect of Milhaud’s oeuvre, which played a
saving role for him in an era when French artists were trying to find a way out of the humanitarian
crisis. In a complex cultural and historical context, the musical harmony, brightness of sound, and
lyricism of pastoral images that reflected the composer’s childhood in Provence and expressed the
artist’s Mediterranean nature became the foundation for the unleashing of his creative energy over
the decades to come. Therefore, it is advisable to consider this cycle as a manifestation of Milhaud’s
creative credo. Cultural exchange has always been a key element in the development of art, and
investigation of the work of foreign masters becomes a crucial step in this process. A special place
in this context is occupied by Darius Milhaud’s early vocal works, whose compositions stay a
source of inspiration for many musicians and musicologists today. The inclusion of his works in
the Ukrainian musicological context is a major step that allows broadening our understanding of
contemporary musical culture and its place in the world. This step contributes to the enrichment of
cultural heritage and stimulates new research in music science.

C. Utz (2021) noted in his book that this period in the history of music was marked by the spread
and mixing of various cultural influences, which necessitated a new approach to understanding
musical evolution. As a result, the researcher has identified the foundations of global music
historiography, relying on new models such as transnationalism, tangled histories, and reflexive
globalisation. Y. Shang (2021: 121-130) notes that the inclusion of Darius Milhaud’s early vocal
works in the Ukrainian musicological context expands the understanding of Ukrainian researchers
about the strategies of renewing the musical thinking of 20th century French composers (Kalashnyk
etal., 2024: 1421-1427). Milhaud’s oeuvre, which uses words and poetic texts, is still understudied.
His experiments, combining national culture with avant-garde research, open new perspectives for
understanding the development of musical culture in the 20th century. Milhaud used the poetry of

F. Jammes and P. Claudel, which shows the influence of French culture, where music and poetry
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have always been intertwined. As noted in the research, Milhaud is characterised by a distinctive
character, experimentation, and a desire to play the melody in a style that is special to the author.
We can agree that French culture has a strong influence on Milhaud, which is evident in all his
works, and in “Machines agricoles” specifically.

Between 1910 and 1920, Paris witnessed remarkable changes in its musical landscape, shifting
from international conflict to cultural enrichment. During these years, the city experienced not only
social and political turbulence, but also became a centre of cultural and musical diversity, attracting
talented artists from all over the world. Music in this period no longer solely expressed emotions
and ideologies, but also became a powerful mechanism of unification and cooperation. The vocal
cycle “Machines agricoles”, as a kind of musical monument of the era, is not only a reflection of
the complex emotional and cultural aspects of its time, but also an embodiment of the composer’s
profound creative philosophy. Analysis of this composition has revealed to researchers not only its
musical concept and technical solutions, but also delves into the essence of Milhaud’s creative
intent, revealing the depth of his artistic expression and his influence on the musical culture of his
time. This study has restored the context and circumstances that prompted the composer to create
this work.

Darius Milhaud, a prominent French composer of the 20th century, is known for his rich and varied
oeuvre. His music, imbued with sincere emotionality and a profound understanding of the world,
impresses listeners with its depth and sophistication. Y. Shang (2022: 72-84) highlighted the
specific features of D. Milhaud’s oeuvre, which is marked by a complex fusion of different national
traditions and stylistic searches. Among the key aspects of his artistic personality are the concept
of “Provence”, the use of poetic texts and expressive skills, which testify to his belonging to the
French mentality.

The vocal cycle “Machines agricoles” becomes an important object of research, as it is not only a
piece of music, but also a kind of reflection of Darius Milhaud’s creative credo. The cycle plunges
into the depths of the composer’s musical aesthetics and reveals his influence on the French musical
culture of the 20th century. J. Walker (2015) examines Milhaud’s opera Esther de Carpentras,
created during a period of debate about French identity. The opera reflects the debate about the
benefits of a centralised Parisian identity over regional diversity that was taking place in society.
Her Jewish roots influenced the concept of Frenchness, demonstrating how a combination of

different identities could become the basis for a true French identity. The study also examines the

156



ZHARKOVA, V., ZHARKOQV, O., SHANG, Y. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.147-177

ways in which the opera addressed these issues and provides a critical analysis of the perception of
the work. Overall, this shows how for Milhaud, the composition became a means of creating an
idealised image of the “patrie” through the integration of various elements. Considering each note
sign and musical element of the cycle, one can hear not only melodic lines and harmonic transitions,
but also feel the depth of poetic images that reflect the sound of nature and human feelings through
the musical dimension. Furthermore, the technical aspects of the composition demonstrate the
skilful use of polyphony, rhythmic structure, and orchestration, which testifies to Milhaud’ high
level of skill and his ability to create musical images that stay in the memory of listeners for many
years. The composition’s relation to contemporary musical trends underlines the relevance of its
musical language and Milhaud’s ability to adapt to changes in the musical world of his time while
staying true to his ideals and aesthetic convictions.

“Machines Agricoles”, a work that explores the intersection of machinery and agriculture, can be
altered or reinterpreted in various performance contexts through multimedia presentations or
modern reorchestration. In multimedia performances, the integration of visual elements such as
video projections of agricultural processes or real-time data visualization can enhance the
audience’s understanding of the themes of mechanization and productivity. Additionally, modern
reorchestration could involve the use of electronic instruments and digital sound manipulation to
create a more contemporary soundscape that reflects the technological advancements in agriculture,
thereby emphasizing the contrast between traditional farming practices and modern innovations
(Afonina and Karpov, 2023: 76-81). This approach not only revitalizes the original composition
but also invites audiences to engage with the evolving narrative of agriculture and its reliance on
machinery in today’s world.

Examining the blending of poetry and music is an essential aspect of understanding the evolution
of both arts and their relationship to the development of print communication (Kalashnyk et al.,
2020: 2984-2990). The combination of poetry and music attracts the attention of not only creators,
but also critics, researchers, and the general public, as it opens the door to new ways of expressing
emotions, thoughts, and ideas. The study of the vocal cycle indicates a coherent fusion of poetry
and music. In considering it, one can see that word and sound complement each other to create a
unique musical world full of poetic depth and emotional intensity. Poetic texts that come to life to
the accompaniment of musical sounds helped to better understand the depth of the poetic

expression and its musical embodiment. This combination opened new ways of perceiving and
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interpreting both arts, enriching the understanding of their interaction and impact on the cultural
landscape. K. Green’s (2011) research on the blending of poetry and music in the context of their
evolution and interconnection with the development of print communication shows that poetry is
becoming more linguistic, but at the same time still difficult to understand due to a specific reading
strategy. Combining poetry with music creates two different images in one format but can create
tension between the rhythm of the music and the complexity of the poem. This creates interesting
dynamic interrelationships between musical and poetic elements, revealing new layers of meaning
and shades in the composition. The study focuses on a specific musical work by Milhaud and its
reflection of the composer’s creative credo. It allows for a better understanding of Milhaud’ artistic
contribution to the music scene through the analysis of a specific piece of music. Penetration into
the depths of his creative process and perception of the musical dialogue between poetry and music
allows enjoying not only the musical form, but the versatility of poetic images embedded in this
composition (Markova, 2023: 90-96).

Examining the role of the piano in French cinema of the 1930s makes a valuable contribution to
the understanding of the visual and audiovisual arts of the period. The history of cinema is filled
with extraordinary moments when music becomes not only a background, but also an active
participant in the plot, emphasising emotional tension, evoking mood, and even creating its own
image. The embodiment of the “Machines agricoles” cycle in French cinema of that period not
only reflects the sound atmosphere and aural aesthetics of the era, but also acts as a key component
for understanding the composer’s artistic expression and creative philosophy H. Lewis’s research
(2020: 158-179) explores the piano’s visual and narrative presence in this cinematic context, noting
its potential for aural disruption. This approach is used to analyse the significance of the musical
instrument as a symbol of emotional and cultural dynamics in cinema. This opens new perspectives
for understanding the interaction between music and cinema and their influence on the

development of artistic and cultural trends of the 20th century.

Analysis of the exposition sections of the parts of the “Machines agricoles” cycle
In “Machines agricoles”, the composer recreates the idea of various mechanical movements, which
is embedded in the titles and verbal texts of the vocal miniatures. He creates six contrasting

movements that are united by common musical means and techniques and include the sound of the
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voice and seven instruments: violin, viola, cello, double bass, piccolo (or flute), clarinet in B-flat,
and bassoon (Nosara, 2021).

The first episode in the cycle, “La Moissonneuse Espigadora” (the harvester), in many ways sets
the rules of the game and presents the composer’s concept for the entire cycle. From the very first
bars, “Machines agricoles” takes listeners away from laughing at its provocative title and creates a
transparent pastoral sound. The viola, clarinet, and flute offer gentle pentatonic melodies in
different keys, while the soprano sings the text. The composer interprets these words as the basis
for the composition, successfully transferring the characteristics of the content to the constructive
level of the miniature. The first part of this cycle consists of two stanzas with an introduction and

a final part, which convey to the listener an unusual description of a convenient mechanism (Figure

1).
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Figure 1. Excerpt from the first episode in the cycle, “La Moissonneuse Espigadora”

Source: L.K. Epstein (2014).

Notably, the introduction (bars 1-4) is a two-voice canon constructed as an endless canon of the
first category, without a clearly defined leader or subject (proposta) to begin the imitation (Epstein,
2014). A clarinet in C major and a viola in B flat major perform it. In bar 4, the cello joins the

canon, but with only one motif, creating a natural link for the vocal voice to enter. Such a beginning
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can be perceived as professional maturity and uniqueness of the composer of the work, who
possesses mastery and a prominent level of polyphonic technique and is brave enough to start the
cycle with acute polytonal tension: C major/B flat major. Furthermore, the beginning of the vocal
cycle with an instrumental dialogue and the stratification of the musical fabric into short expressive
chants will also stay a characteristic feature of the following parts of the cycle.

The second part of the cycle, La Faucheuse (The Mower), is based on a completely different
principle. Here, too, the structural aspects of the texture are important, as they recreate the idea of
another type of mechanical movement and unfold the advertising poem for this machine. The

miniature’s shape has three parts with elements of variation (Figure 2).
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Figure 2. Fragment of the second part of the cycle, “La fauchese ”

Source: U. Sonntag et al. (2023).

Here, the texture consists of four layers: clarinet, bassoon, cello (in the second and fourth cases,
additionally flute); violin and double bass (in the first case, only the solo violin); viola; vocals. The
development in miniature is based on an eight-bar first instrumental layer. “La fauchese” begins
with it and is repeated three more times, while in the fifth and final case, only the first three bars

are heard. Syntactically, the motifs of different instruments do not coincide within this layer: the
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clarinet has a 2+3+3 bar structure, the bassoon — 2+2+1+3 structure, while the cello has a 2+2+2+2
pair structure. This creates a sense of the complexity of movement and independent functioning of
individual “small” mechanisms within a single texture layer. This principle also applies to shaping.
In the second measure, a second textural layer appears (solo violin) with an expressive melody in
the upper register. It is also eight-bar and ends a measure later than the first, which “blurs” the
boundaries of the section.

In the third bar, the viola and voice enter —the third and fourth layers. The viola presents its material
in parallel quintets, its syntactic structure is 4+4 bars. The vocal part also has an eight-bar
organisation: 4+4 bars. They complete the presentation of the material in the tenth bar, when the
first layer has already been within the structural boundaries of the second section for two measures,
while the second layer has also “completed” its first measure. This polyphonic layering avoids a
general caesura and creates a sense of continuous movement. Each instrument (all the layers) has
its own unique melodic line, which has its individual key: the clarinet plays in A major, the bassoon
— in B flat major, the violin and voice — in B major, the viola — in conventional C major, and the
cello, like the clarinet, in A major (Oberlander, 2011). This creates a bright polytonal sound, where
the tones form the acronym BACH. Perhaps this allusion to J.S. Bach’s polyphony is an ironic joke
by Milhaud, or perhaps it is an indication of the period of flourishing of polyphonic technique in
European Baroque music. Different melodic lines in such a relief pitch organisation are united by
the similarity of the rhythmic figures on which each part is based. The melody of each part varies
around the I-11-111-V degrees of its key. This similarity of melodic movement contributes to the
simultaneous unification of different lines. Notably, in terms of harmonies, the layers merge due
to church modes: the clarinet and voice have A major in Lydian, and the viola has C major in
Mixolydian. This creates common sounds that combine melodic lines of different levels. The third
miniature, “La Lieuse” (binder), embodies a new aspect of mechanical movement by displaying
the text: “the case is made entirely of steel, the angle and the tubes are square, this type of tube is
used because of its greater resistance”. This composition has a three-part structure with reduced

repetition, where the first two parts have a two-part form (Figure 3).
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Figure 3. Fragment of the third part of the cycle, “La Lieuse”

Source: U. Sonntag et al. (2023).

The texture differs in the extreme parts of the miniature. Each instrumental line represents a
separate layer of texture (with the exception of the flute and bassoon, which are played together in
four-octave doubling, and the violin and viola, which also form a single line). Clearly, each of these
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lines is more contrasting than the others. For instance, the flute and bassoon perform a rather

cantilena-like melody, the clarinet part is virtuosic and expressive; the violin and viola create a

vertical structure of four pure quintets, moving like a melody, with a basis consisting of quintet

movements; the cello part is similar in character to that of the clarinet; the movement of the double

bass is based on the contrast of jumps in septuplets (bar 1) and simple gradual melodic shapes (bar

2). All this creates a multi-layered contrasting polyphony.

The fourth miniature, “La Déchameuse-semeuse-enfouisseuse” (the harrow-plough-sower-digger),

played in slow tempo, creates an instrumental and tempo contrast with the previous parts of the

cycle. The text details the advantages of this tractor unit, including its stable and reinforced part

for holding the seed basket. It is also equipped with a distributor that supports the ploughshare. The

key musical concept of this cycle part is the use of harmonics of the stringed instruments, which

creates a certain contrast in the cycle, as Milhaud did not employ this technique in his previous

miniatures (Figure 4).
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Figure 4. Fragment of the fourth part of the cycle, “La Déchameuse-semeuse-enfouisseuse ”

Source: U. Sonntag et al. (2023).
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The main theme, as in the previous movements, consists of several layers: the vocal part; the
melody in the flute; the string layer of violin, viola, and cello (Martins, 2019: 49-87). The string
layer, which plays the harmonics, also has two lines: the polyphonic interaction of the violin and
viola with complementary rhythm; the sustained sound of the cello in A of the second octave. This
timbre solution creates a new colourful sound, reflecting the work of a new mechanism, which is
reflected in the title of the piece and the text. It is interesting that the violin and viola parts feature
conditional polytonal sound. The violin plays on the notes of A-B-C-sharp, which are consonant
with A major in the vocal part, while the viola plays on the triads of D-E-F-sharp, which later
develop into D major/B minor. A separate textural line is the melody of the low flute, which begins
in E of the first octave and ends in D-sharp of the third octave, moving from C-sharp minor to A
major at the end of the first movement. Here, too, one can feel the mechanistic nature of the
movement. In the flute part, this is expressed in the repetition of the motif with variations, which
creates the sound effect of any mechanism. This melody has certain features of romantic music,
which can be considered the composer’s sneer at the traditions of romantic music, where
mechanisms were not the subject of expression in moments of inspiration.

The fifth miniature, “La Fouilleuse-draineuse” (the subsoil-draining plough), is based on a text that
details the advantages of a machine with a long ploughshare and a drainage system for removing
water from swamps or wet land. This part is constructed as a two-part form, where the first verse
consists of two lines (5+6), while the second verse is one continuous stanza (bars 12-20), where

the last three bars serve as a coda (Figure 5).
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Figure 5. Fragment from the fifth part of the cycle, “La Fouilleuse-draineuse .
Source: U. Sonntag et al. (2023).
In the first theme, the composer again uses multi-layered texture and polytonality, as in the first

three miniatures. Here, the texture consists of several layers: 1) voice; 2) flute with violin; 3)
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clarinet with viola; 4) bassoon with cello. Interestingly, all the layers sound in G major, while the
clarinet and viola lines sound in E major, creating a polytone effect. In all layers, there are
movements around stages I-111-V. This movement forms similar intonations in each part, which
generally convey the feeling of continuous mechanical movement in a circle.

The sixth miniature “La Faneuse” (the hay tedder) impresses with its large-scale structure, complex
rhythm and rich musical material, stretched over 64 bars, divided into four stanzas. The last stanza,
which is a reprise, reproduces the main theme and completes the musical journey. In the first
section (section A, 14 bars long), the instrumental parts impress with their sophisticated
construction. They are presented in the form of consecutive two endless canons of the first category,
which are exquisitely refined by the violin and cello. This musical receptivity creates the
impression of a profound and fascinating musical landscape, where each instrument plays its own
unique melodic line that intertwines with the others to create a complex and exciting polyphony
(Figure 6).
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Figure 6. Fragment from the sixth part of the cycle, “La fauchese”

Source: L.K. Epstein (2014).

The first canon lasts 6 bars, while the second also consists of 6 bars. In the context of these canons,
the viola part acts as a counterpoint, attracting attention with its large trills and the G—E-flat motif.
All the string instruments play with the horn, giving the music a transparent texture that, on the one
hand, hearkens to the beginning of the fourth movement, and, on the other hand, allows the

composer to gradually increase the density and dynamics of the texture. The first two bars unfold
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in the diatonic G major, while the further sound of the canon is enriched by the sound of E flat in
the parts of viola and voice, which creates a harmonious sound of G major. Notably, this is the only
beginning of the miniature where the diatonic character prevails. The movement of the vocal part
is based on the sounds of the tonic triad, while the use of quartets enhances the first phrase, creating
the impression of fanfare, which is further smoothed out by the gradual development and the sound
of E flat. In measure 5, the clarinet joins the voices, creating a diatonic counterpoint to the voices
of the canon and the vocal part. In measure 8, the bassoon joins in with its new counterpoint in G
minor, creating a polymodal sound (Delgado, 2023). All this gives the impression of simplicity,
continuous movement through the canon, and relative diatonicity.

“Machines agricoles” reveals Milhaud’s important artistic guidelines. Pastoralism as a special
spiritual dimension of human existence in the post-apocalyptic environment of post-war Europe; a
sense of the subtle semantic layers of the artist’s self-fulfilment in the context of French musical
traditions inextricably linked to the concepts of mastery, clarity, and completion; the desire to
create a holistic sound world of equivalent semantic layers, formed by expressive timbre (the voice
and each instrument have their own line) — all this testifies to the depth of the cycle’s concept and
its outstanding role in shaping Milhaud’s creative credo” (Losleben, 2019: 36-56). Thus,
“Machines agricoles” is a manifestation of the composer’s creative credo, a kind of confession by
the author, transforming his traumatic life experience into a new spiritual space. Notably, the appeal
to the phenomenon of confession as a special spiritual effort to enter a space that exceeds the
possibilities of words takes on various artistic forms in the history of European culture, but always
has a profound existential meaning. “Machines agricoles” is a manifestation of this semantic space.
The vocal cycle “Machines agricoles” plays a “saving role” in Milhaud’s work at a time when
French artists were looking for a way out of the humanitarian catastrophe. In a complex cultural
and historical context, the beauty of the musical fabric, its light colour, soft lyricism of pastoral
images that reflected the composer’s childhood in Provence and revealed the “Mediterranean”
nature of the artist, formed the foundation for the deployment of the creative energy of the artist in
the following decades. Therefore, it is advisable to consider the cycle as a manifestation of the

composer’s creative credo.
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Analysing Darius Milhaud’s work in terms of style and characteristic features of the author
Composed in 1919, Darius Milhaud’s “Machines agricoles” is one of the crucial works in his
oeuvre, as well as in the context of the musical culture of the early 20th century. It is often compared
to other works of the period in various ways. In terms of a theme, Milhaud’s “Machines agricoles”
can be considered a composition that reflects not only the beauty and tranquillity of rural life, but
also penetrates the essence of contemporary transformations in agriculture (Losleben, 2019: 36-
56). The first parts of the composition can transport the listener to the calm, idyllic rural landscapes,
where work in the fields, communication between peasants, and the sounds of nature take place.
However, as one listens to the piece, the music gradually reflects the introduction of technology
and mechanisation into agriculture. Milhaud skilfully recreates the sounds of rural life, using a
variety of musical means to create an atmosphere filled with rhythmic activity and melodic
harmony. However, he also emphasises the impact of technological change on the lives of peasants
and agriculture overall. The mechanical sounds that gradually mix with natural sounds give the
composition a paradoxical nature, showing the tension between traditional lifestyles and innovative
technologies. The composition’s postwar background lends an additional degree of relevance to its
interpretation. While not openly anti-war, the piece captures the mood of post-World War | Europe,
when scientific advancements and mechanisation were transforming society. This setting, together
with the cultural and emotional repercussions of the war, affected Milhaud’s creative expression,
making Machines agricoles a representation of the complicated interplay between mankind, nature,
and industrialisation in a period of recovery and transition (Lazzaro and Moore, 2019: 3-14).
Milhaud’s “Machines agricoles” transports the listener into the complex world of rural life and its
interaction with technological transformation and social change (Bouzonviller and Gay, 2022). It
is perceived as both an embodiment of the beauty of nature and a call to care and the wise use of
modern technology in harmony with the environment (Kozlin and Hryshchenko, 2023: 88-100).

Compared to other works of the period, Milhaud’s “Machines agricoles” stands out for its unique
orchestration and ability to convey the sound of rural life and nature. Compared to Maurice Ravel’s
“Daphnis et Chloé”, which also features exquisite orchestration and detailed depictions of nature,
“Machines agricoles” may reflect more profound social and technological aspects of rural life
(Herrmann and Repath, 2019). They can also be a tangible response to the realities of their time,
reflecting industrial development and changes in agriculture. Compared to George Gershwin’s

“America”, which also features elements of folk music and rich orchestration, “Machines
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agricoles” may have a more profound focus on rural life and its interaction with technological
change (Katorza, 2020: 323-341). They can reflect not only the aesthetic appeal of nature, but also
the impact of industrialisation and mechanisation on agriculture and the way of life of the peasants.
In this way, “Machines agricoles” can be distinguished by its deeper social and technological
perspective than other works of its time. They can represent not only the musical beauty and
aesthetic aspects of rural life, but also become a kind of cultural reflection of the period of industrial
development and social change.

Milhaud’s “Machines agricoles” is a work that stands out for its uniqueness in the context of 20th
century musical literature. This composition combines various musical trends of the period,
demonstrating the impressive originality of the author’s approach (Sarno, 2020: 36-58). He
effectively uses the orchestra to create picturesque soundscapes that transport the listener into the
world of rural life, but also reflect the impact of technological change and social transformation. In
his musical work, Milhaud is not afraid to experiment with structure, rhythm, and harmony, which
makes his approach to composition particularly interesting and advanced for his time. He creates
music that not only captivates the listener with its beauty and depth, but also reflects the complexity
of the modern world and the constant search for new expressive means. Thus, Milhaud’s “Machines
agricoles” stays not only a prominent example of musical creativity of its time, but also continues
to impress with its relevance and influence on the development of musical art. They are evidence
that innovation and creativity can help musicians break new ground and push the boundaries of
conventional styles and formats (Martens and Wentink, 2023: 61-76).

The findings of the present study suggest that the vocal cycle “Machines agricoles” by Darius
Milhaud plays a significant role in revealing the composer’s main creative principles and his
creative approach. This composition, which transcends the conventional poetic context by using
industrial descriptions of mechanisms for agricultural labour, is marked by significant musical
means that play a key role in creating a chamber-vocal composition. This approach shifts attention
from the dominance of the word to musical expression in the vocal miniature, opening new
perspectives on the development of the genre in early 20th century French music. The structure of
the cycle, as a key element of Milhaud’s creative expression, is full of a series of unique features
that mark his individuality. One of the most prominent features is the emphasis on the instrumental
nature of the vocal part. Milhaud skilfully combines vocals with instrumental sounds, creating a

unique atmosphere that reflects his skill and musical ingenuity. Furthermore, this style is marked
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by the polyphonic independence of voices, which is achieved through imitations and other
polyphonic techniques. This creates the effect of a profound intellectual dialogue between different
musical lines, revealing the expressive potential of each voice. In his oeuvre, Milhaud also uses
polytonality, which gives his compositions a colourful sound and linear multidimensionality
characteristic of the 20th century. This forces listeners to reject their usual reference points and
closely follow the unfolding of an individual commonsense logic. Furthermore, experiments with
the sound of instruments such as the piccolo flute and clarinet give Milhaud’s works a unique
nature. He skilfully combines a variety of sound textures to create an impressive palette of sounds
that often becomes his trademark.

This vocal cycle has been found to be an important representation of the cultural context of its time.
The agricultural machines that became the basis for the creation of this cycle reflect technological
advances and social changes in agriculture, and most importantly, substantial changes in the
spiritual world of human and his ideas about emotional lyrical markers. Furthermore, the results of
the analysis of texts and musical form made it possible to understand that Milhaud uses music not
only as a means of expression, but also as a means of communication and reflection on modernity.
He integrates a variety of musical genres and styles into his works, which demonstrates his high

level of compositional skill.

CONCLUSION AND SUGGESTIONS

The principal idea of the cycle is to identify new spiritual markers in the “post-apocalyptic” space
of post-war Europe as a result of the shift in the established norms of understanding the boundary
between humanity and nature. Milhaud’s decision to utilise technical, prosaic language about
agricultural technology rather than conventional poetry forms is a considerable break from French
musical conventions. This choice illustrates the composer’s avant-garde approach and ambition to
break away from existing artistic traditions while also linking his work with the greater cultural
and technical developments of post-World War | Europe. The research emphasises how “Machines
agricoles” allows Milhaud to investigate the complicated link between humans, nature, and
mechanisation, showing a deeper philosophical and spiritual component to his work.

This research discovered that Milhaud’s compositional strategies, such as polytonality, rhythmic
layering, and instrumental experimentation, play an important role in producing a multidimensional

soundscape that reflects the interaction between rural life and technological advancement. The
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vocal cycle’s structure, with each section named after an agricultural equipment, emphasises the
mechanical features of modern life, while Milhaud’s melodic vocabulary reinterprets these
industrial components as emblems of human resilience and inventiveness. The incorporation of
musical and linguistic components demonstrates Milhaud’s talent for integrating numerous
influences, ranging from French pastoral traditions to expanding avant-garde trends, resulting in
“Machines agricoles” reflecting both its historical background and the growth of musical art.

The study’s broad implications show that this composition is more than just an experimental piece;
it is also a major cultural artefact that captures the postwar transition in creative expression.
Milhaud illustrates how art may be used to promote spiritual refreshment and intellectual curiosity
by translating the tragedy of war and technological transformation into a pastoral, but mechanised,
musical language. This piece illustrates his conviction in music’s ability to express complex
emotional and cultural ideas while transcending traditional genres to address current societal
challenges. As such, “Machines agricoles” not only adds to our understanding of Milhaud’s
creative growth but also offers insight into broader tendencies in twentieth-century music, in which
conventional limits were progressively pushed in towards innovation and experimentation.

The vocal cycle by D. Milhaud is a key object for research from different perspectives. Further
research may pursue the following avenues: expanding the understanding of the stylistic features
of the composer’s thinking; investigating the transformation of polyphonic technique in musical
compositions in the early 20th century; studying the relationship between the work and the socio-
cultural environment. Exploring these areas will provide deeper insight into D. Milhaud’s creative

credo and his contribution to the development of vocal music.
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GENISLETILMIS OZET

Bu ¢alismanin amaci, Darius Milhaud’un yaratici anlayigsinin temel yonlerini “Machines agricoles”
vokal dongiisii izerinden belirlemektir. VVokal dongiideki miizikal unsurlar, bestesinin analiz
edilmesi i¢in incelendi. Darius Milhaud’un vokal besteleri de dahil olmak tizere eserlerinin
incelenmesi, tarihi olaylarin, kiiltiirel ve sosyal egilimlerin miizigi lizerindeki etkilerini, doneminin
baglamimi dikkate alarak ortaya koydu. Bu ¢alisma ayn1 zamanda Milhaud’un yaratici tarzinin bu
belirli vokal dongiisiindeki benzersiz 6zelliklerini de kapsadi. Ayrica, dénemin sosyo-kiiltiirel
yonleri de vurgulandi.

“Machines agricoles” vokal dongiisiiniin analizi, sanatsal baglamda 6nemini ortaya koydu. Bu
baglamda, yorum farklarina neden olan sorunlar belirlendi. Kiiltiirel baglamla ve kisisel duygularla
etkilesimi yansitan bu dongii, sadece bir miizik eseri olmanin 6tesinde, insan ve doga anlayisinin
yeni bir yorumu olarak goriilmektedir. Bu déngiiniin kompozisyon ve estetik yonlerinin analizi,
Milhaud’un yaratict prensibinin derin anlamimi ortaya koydu. Bu calisma, Milhaud’un yaratici
mirasinin anlagilmasi i¢in yeni perspektifler acti ve dénemin sanat ve kiiltiirel baglamimnin daha
genis bir sekilde anlasilmasina katkida bulundu.

D. Milhaud’un “Machines agricoles” vokal dongiisiiniin incelenmesi, bestecinin yaratici mirasinin

ve besteleme yaklasiminin daha iyi anlasilmasina yardimer oldu. Calisma, Darius Milhaud’un
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vokal dongiilerdeki benzersiz miizikal tekniklerini vurgulayarak, onun yaratici siireci hakkinda
icgoriler sundu. Milhaud’un XX. yy. miizigindeki 6nemini ve miizikal kiiltiir tizerindeki etkisini
vurguladi.

Darius Milhaud’un “Machines agricoles” vokal dongiisiine odaklanan bu ¢alismada, bestecinin
yaratici anlayisinin temel yonleri belirlenmis ve vokal dongiideki miizikal unsurlar detayli bir
sekilde analiz edilmistir. Milhaud’un vokal besteleri de dahil olmak tizere eserlerinin incelenmesi,
tarihi olaylarn, kiiltiirel ve sosyal egilimlerin miizigi iizerindeki etkilerini, doneminin baglamini
dikkate alarak ortaya koymustur. Calisma, Milhaud’un yaratici tarzinin bu belirli vokal
dongiistindeki benzersiz 6zelliklerini de kapsamaktadir. Ayrica, donemin sosyo-kiiltiirel yonleri de
detayli bir sekilde ele alinmustir.

“Machines agricoles” vokal dongiisiiniin analizi, sanatsal baglamda énemini vurgulamis ve yorum
farklarina neden olan sorunlar1 belirlemistir. Kiiltiirel baglamla ve kisisel duygularla etkilesimi
yansitan bu dongii, sadece bir miizik eseri olmanin Gtesinde, insan ve doga anlayisinin yeni bir
yorumu olarak goriilmektedir. Bu dongiiniin kompozisyon ve estetik yonlerinin analizi,
Milhaud’un yaratici prensibinin derin anlamini ortaya koymustur. Bu galisma, Milhaud’un yaratici
mirasinin anlagilmasi i¢in yeni perspektifler agmis ve donemin sanat ve kiiltiirel baglaminin daha
genis bir sekilde anlagilmasina katkida bulunmustur.

D. Milhaud’un “Machines agricoles” vokal dongiisiiniin incelenmesi, bestecinin yaratici mirasinin
ve besteleme yaklasiminin daha iyi anlasilmasina yardimci olmustur. Calisma, Darius Milhaud’un
vokal dongiilerdeki benzersiz miizikal tekniklerini vurgulayarak, onun yaratici siireci hakkinda
icgoriiler sunmustur. Milhaud’un XX. yy. tizigindeki 6nemini ve miizikal kiiltiir tizerindeki etkisini
vurgulamastir.

Bu ¢aligmanin amaci, Darius Milhaud’un yaratici anlayisinin ana unsurlarini “Machines agricoles”
vokal dongiisii baglaminda belirlemektir. Bu vokal dongiisiindeki miizikal unsurlar incelenerek
kompozisyonunun analiz edilmesi hedeflenmistir. Darius Milhaud’un eserlerinin, 6zellikle vokal
kompozisyonlarmin incelenmesi, tarihi olaylar, kiiltiirel ve sosyal egilimlerin miizigi tizerindeki
etkisini, donemin baglami g6z oniinde bulundurularak ortaya koymustur. Bu ¢alismada ayrica,
Milhaud’un bu 6zel vokal dongiisiindeki yaratici tarzinin benzersiz 6zellikleri de ele alinmustir.
Sosyo-kiiltiirel baglamin 6nemi vurgulanarak, dénemin kiiltiirel ve toplumsal dinamiklerinin

Milhaud’un miizigi tizerindeki etkisi detaylandirilmistir.
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Milhaud’un eserleri, 6zellikle “Machines agricoles” vokal dongiisii, tarihi ve kiiltiirel baglamin
miizige nasil yansidigimi anlamak agisindan 6nemli bir 6rnektir. Caligma, Milhaud’un yaratici
stirecindeki ana unsurlar1 ve bu siiregte etkili olan kiiltiirel ve tarihsel faktorleri detaylandirmstir.
Bu baglamda, Milhaud’un miizikal dilinin ve kompozisyon tekniklerinin dénemin kiiltiirel ve
toplumsal dinamikleriyle nasil sekillendigi analiz edilmistir.

Calisma, Darius Milhaud’un yaratici prensiplerinin derinligini ve miizikal anlayisinin kapsamini
ortaya koyarken, onun sanatsal mirasinin modern miizik tizerindeki etkisini de goézler Oniine
sermektedir. Milhaud’un miizigi, sadece estetik bir ifade araci degil, ayn1 zamanda kiiltiirel ve
tarihsel bir fenomen olarak degerlendirilmektedir. Bu baglamda, Milhaud’un miizigi, dénemin
sosyo-kiiltiirel dinamikleri ve kisisel deneyimlerinin bir yansimasi olarak incelenmistir.
“Machines agricoles” vokal dongiisiiniin analizi, bu eserin sanatsal baglamdaki Onemini
vurgulamistir. Bu baglamda, eserin yorumlanmasindaki farkliliklara neden olan konular da
belirlenmistir. Kiiltiirel baglam ve kisisel duygularla etkilesimi yansitan bu dongii, sadece bir
miizik pargasi olmanin Otesinde, insan ve doga anlayisinin yeni bir yorumu olarak
degerlendirilebilir. Bu kompozisyonun ve estetik unsurlarin analizi, Milhaud’un yaratici
prensibinin derin anlamini ortaya koymustur. Bu ¢alisma, Milhaud’un yaratict mirasin1 anlamak
icin yeni perspektifler sunmus ve donemin sanat ve kiiltiirel baglaminin daha genis bir anlayisina
katkida bulunmustur.

D. Milhaud’un “Machines agricoles” vokal dongiisiiniin incelenmesi, bestecinin yaratict mirasini
ve kompozisyona yaklagimini anlamada onemli bir katki saglamistir. Bu g¢alisma, Darius
Milhaud’un vokal dongiilerdeki benzersiz miizikal tekniklerini vurgulayarak, onun yaratici
stirecine dair 6nemli bilgiler sunmaktadir. Milhaud’un XX. yy. iizigindeki 6nemini ve miizik
kiltiiriine olan etkisini 6ne ¢ikarmaktadir.

Darius Milhaud’un “Machines agricoles” vokal dongiisii, bestecinin miizikal dilinin 6zgiinligiini
ve yaraticiligini gosteren 6nemli bir eserdir. Bu ¢alismada, Milhaud’un bu eserde kullandigi
miizikal teknikler ve kompozisyon unsurlari detayli bir sekilde analiz edilmistir. Eserin
kompozisyonu incelenirken, ritmik yapi, melodik cizgiler ve armonik diizenlemeler {izerinde
durulmustur. Milhaud’un yaratici siirecindeki yenilik¢i yaklasimlar ve miizikal dili, donemin
miizik anlayisina 6nemli katkilar saglamistir.

Milhaud’un “Machines agricoles” eseri, sadece miizikal bir yapit olmanin Gtesinde, donemin

kiiltiirel ve toplumsal dinamiklerinin bir yansimasi olarak da degerlendirilmistir. Bu baglamda,
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Milhaud’un miiziginin kiiltiirel baglamla olan etkilesimi ve bu etkilesimin miizige nasil yansidigi
detaylandirilmigtir. Milhaud’un eseri, donemin sosyo-kiiltiirel baglami icinde ele alinarak, miizigin

kiilttirel bir ifade araci olarak nasil kullanildigini géstermektedir.
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ABSTRACT

The analysis of artefacts from Theobald Bohm’s Second Flute Workshop is crucial for
understanding 19"-century music industry developments and craftsmanship. This study aims to
analyze the reception of BOhm’s reforms and their popularization among specialists and
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Lviv (Lemberg) Artefacts Of Theobald Bohm'’s Flute Workshop

intellectuals, particularly in the capital of the Kingdom of Galicia and Lodomeria, part of the
Austrian Empire. The main methods include analysis of archival materials, comparison of newly
manufactured flutes with previous forms, and retrospective analysis. The study examines Bohm’s
activities, focusing on his second workshop (1855-1858). The investigation of Lviv artefacts from
Bohm’s workshop is of significant scientific and cultural interest, enhancing our understanding of
flute evolution and B6hm’s contributions. The study highlights the importance of Bohm’s flute
artefacts in the history of flute art, refining and complementing existing knowledge and supporting
further research. The early years following Béhm’s 1847 reform reveal the shock and varied
reactions of industry experts, including rejection, refutation, adaptation, or acceptance of Bohm’s
inventions. The initial stages of mastering these new instruments in European provincial centers,
such as Lviv, provide unique insights into the professional crisis triggered by the reform. The Lviv
example illustrates distinct attitudes towards Bohm’s innovations and general trends as filtered
through Galician consciousness and mentality. This study utilizes previously unpublished archival
information and facts, contributing to a comprehensive understanding of this pivotal event in flute
history.

Keywords: musical instrumental creativity, history of musical instruments, wind instrument
performance, flute construction, retrospective analysis.

THEOBALD BOHM’UN FLUT ATOLYESINE AIT LVIV (LEMBERG)
ESERLERI

oz

Theobald Bohm'iin ikinci fliit atolyesi'nden gelen eserler analizi, XIX. ylizy1ll miizik endiistrisi
gelismeleri ve zanaatkarligin1 anlamak i¢in ¢ok dnemlidir. Bu ¢alisma, Bohm'iin reformlarinin
kabuliinii ve bunlarin 6zellikle Avusturya Imparatorlugu'nun bir pargasi olan Galigya ve Lodomeria
Kralligi'nin baskentindeki uzmanlar ve entelektiieller arasinda yayginlastirilmasini analiz etmeyi
amaglamaktadir. Baslica yontemler, arsiv materyallerinin analizi, yeni {iiretilen fliitlerin onceki
formlarla karsilastirilmas: ve retrospektif analizdir. Calisma, Bohm'lin faaliyetlerini ve ikinci
atolyesini (1855-1858) incelemektedir. Bohm'iin atdlyesinden Lviv artefaktlarinin incelenmesi,
fliitlin evrimini ve BOhm'liin katkilarini anlamamizi artiran 6nemli bilimsel ve Kkiiltiirel ilgi
tasimaktadir. Calisma, Bohm'iin fliit artefaktlarinin fliit sanatinin tarihinde 6nemini vurgulamakta,
mevcut bilgileri rafine etmekte ve ek arastirmalar1 desteklemektedir. Bohm'iin 1847 reformunu
takip eden ilk yillar, endiistri uzmanlarinin sok ve ¢esitli tepkilerini, reddetme, ¢liriitme, uyarlama
veya Bohm'iin icatlarini kabul etme dahil olmak {izere, ortaya koymaktadir. Lviv gibi Avrupa'nin
tasra merkezlerinde bu yeni enstriimanlari ustalasmanin ilk agamalari, reformun tetikledigi mesleki
krizi anlamak i¢in benzersiz i¢goriiler sunar. Lviv 6rnegi, Bohm'iin yeniliklerine yonelik belirgin
tutumlar1 ve Galigya bilinci ve zihniyeti prizmasindan kirillan genel egilimleri gdstermektedir. Bu
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caligma, daha 6nce yayimlanmamis arsiv bilgileri ve gergekleri kullanarak fliit tarihindeki bu
onemli olay1 kapsamli bir sekilde anlamaya katkida bulunmaktadir.

Anahtar Kelimeler: miizikal enstriimantal yaraticilik, miizik aletleri tarihi, nefes sanati, fliit
yapimi, retrospektif analiz.

INTRODUCTION

T. Bohm is the creator of the modern flute, whose perfection has remained unsurpassed for more
than 170 years. The importance of the artist and craftsman and his activity in developing wind
performance can generally be compared to the weight and authority of Antonio Stradivari in the
history of violin art. Throughout his life, T. Béhm (2011) produced about 800 flutes, 550 of which
were made after the extensive reform of 1847. The uniqueness of T. Bohm’s professional journey
and the development of his creations in performance practice stems from the intricate and
protracted phases of adjustment that experts and audiences underwent during the 19th century to
embrace the fundamentally new systems and sounds of his instruments. Appreciating the true
greatness of the Munich musician’s innovation emerges only in contemporary times, following a
comprehensive understanding of the intricacies involved in crafting his models and juxtaposing
their outcomes with those of his nearest rivals. Now, in the context of growing interest in the history
of musical instruments, T. Bohm’s activity becomes particularly relevant. This allows for a better
understanding of the technical progress in the manufacture of musical instruments and for
determining the master’s contribution to the formation of the musical heritage.

A number of Ukrainian scientists have dedicated their work to T. Bohm’s activity. V. Hromchenko
(2018: 105-117) raises the question of revealing the specificity of spiritual artistic individual
creativity in the times of romanticism, using T. B6hm’s activity as an example. A. Y. Karpyak
(2002) devoted a substantial part of his study to T. Bohm’s activity. N. A. Ponikarovska and
A. S. Ryabukha (2020) dedicated an entire paper to flutes created by T. Bohm. They focused in
detail on the specifics of the musical instruments created by the artist and described his life path,
calling T. B6hm a reformer and innovator of that time. V. P. Kachmarchik (2009) also noted the
substantial role of the artist in shaping the culture of wind instruments in the romantic era in his
work. In particular, the researcher noted that thanks to T. Bohm, the components of local and

“total” improvement of the mechanical-acoustic system of the flute were determined.
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The purpose of this study is to provide a comprehensive overview of flute artefacts crafted by T.
Bohm from 1847 to 1858, particularly focusing on specimens that made their way to Lviv between
1855 and 1858. To achieve this purpose, a specific set of objectives was defined: to determine
T. Bohm’s contribution to the development of flute art; to analyse the innovations and changes he
introduced in the construction and sound of flutes; to provide an objective assessment of the
master’s influence on the development of wind art in the 19th and 20th centuries; to highlight the
importance of T. Bchm as a master and innovator; to identify key characteristics of T. Bohm’s
creativity using analytical methods; to explore the geographical distribution of T.B6hm’s
instruments across countries and regions during the specified period; to monitor the increasing

popularity of the master’s instruments among both professionals and amateurs.

METHOD

Analysis is one of the key methods used in examining T. B6hm’s contribution to the development
of flute art. This method entails a comprehensive examination and analysis of information derived
from a multitude of sources throughout the course of the study. These included books, articles, and
monographs dedicated to the history of the flute and the life and work of T. Bohm. Analysis was
also applied to musical journals and newspapers containing articles about T.Bohm, his
innovations, and his influence on flute art. The study benefited immensely from the examination
of archival materials: letters, manuscripts, notes, and diaries of T. Bohm, including documents
related to his collaboration with workshops and musicians. One of T. Bohm’s books (1847), in
which he discussed the principles of flute construction as a whole and the possibility of improving
the instrument, played an important role in the analytical component of the study. T. B6hm’s results
were not left without attention. He actively corresponded with other musicians, describing the
advantages of the instrument he had improved. For example, this is evident in his letter to Wilhelm
Popp, a famous German flutist and composer (Béhm, 2021). However, T. Bohm did not limit
himself to personal correspondence. Anything related to flutes, requirements for this instrument,
improvement of acoustics, construction, T. Bohm shared with the masses by publishing thematic
articles.

During the analysis process, the obtained data were systematised, key facts, quotes, were extracted.
All the data obtained were analysed for the assessment of the credibility and reliability of sources,

comparison of different points of view, and identification of contradictions. The final stage of the
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analysis was the integration of the results with those from other sources and research methods to
form a comprehensive understanding of T. Bohm’s contribution. The comparative method is one
of the key methods used in researching T. Béhm’s contribution to the development of flute art.
This method involves comparing the constructive and acoustic characteristics of T. B6hm’s flutes
with flutes by other masters of the 19th and 20th centuries (Sanver, 2023: 53-57). During the
research process, parameters and criteria for comparison were chosen. Material, construction, and
acoustic characteristics of the musical instrument were considered (lzahar, 2022). Flutes by
T. Bohm and other masters were also selected for comparison. All the results of the comparative
analysis were summarised, and similarities and differences between the flutes were determined.

The retrospective method of research explores the evolution of the flute in a historical context,
considering the musical trends and technological capabilities of the time. This method allows
understanding how T. Bohm’s flute emerged and developed during the 19th and 20th centuries.
During the research process, chronological frameworks were established, the period under study
was examined. Musical trends, technological capabilities, cultural, and economic factors of that
time, which influenced the development of the flute, were also investigated. The retrospective
method provided an understanding of the context in which the evolution of the flute took place,
evaluated T. Bohm’s contribution to the history of flute development. Additional aspects of the
research included identifying factors that influenced the development of the flute and conducting
typologization of flutes within chronological frameworks (Kalashnyk et al., 2024: 1421-1427).

The study of T. Bohm's work is a comprehensive and robust approach, but it has limitations. The
use of archival sources is challenging due to potential gaps in historical records and B6hm's own
writings may exhibit bias due to his advocacy for his innovations. Cross-referencing is used to
address this issue, comparing Bohm's statements with those of other musicians and scholars during
the same period. However, not all flutes produced by other makers have been preserved or
documented as detailed as those created by Bohm, resulting in potential gaps in the analysis.
Additionally, technological advancements since Bohm's time make direct comparisons between
instruments from different historical periods challenging. Despite these challenges, the research
provides a detailed insight into Bohm's lasting impact on the art of the flute. By acknowledging
these limitations, the research strengthens and offers a detailed understanding of Bohm's

contributions.
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RESULTS

This section presents the research findings on the activities of T. Bohm’s workshop. The process
of creating T. B6hm’s innovative instrument can be divided into several stages (Table 1). T. Bohm
aimed to create a flute with a wider range, a more convenient key system, and better sound.
T. Bohm, a German flutist and inventor, sought to improve the flute. He examined the acoustic
principles of the instrument, discussed the experience of previous masters, and based on this,
developed a new design (Yenne, 2023; Kachmarchyk and Kachmarchyk, 2022: 49-62; Krutsko,

2021: 121-124).

Stage Description Processes Important moments Conclusion
1._ Experlmgnts T Béhm not
with various onl

Research  of silver alloys. T. B6hm was not only an . y
. . . improved the
different 2. Testing inventor but also an
. : : . flute but also
. materials, different types of experienced flutist. | _.
Experiment . . laid the
constructions, keys. T. Bohm personally .
: . foundation for
and sizes of 3. Development supervised all stages of
. . further
the flute of a new finger production. i
Instrument
placement
development.
system.
1. Development T.Boéhm’s new key
Development of a new lever system revolutionised T. Bohm
of a new key system. flute manufacturing. This created a key
The new key system  that 2. Application of system later became a and air
and bore significantly a cylindrical standard worldwide. channel
system of the facilitated shape for the Furthermore, the flute’s system for the
instrument  flute playing sound channel possibilities  expanded instrument
and expanded with a parabolic significantly due to the that is still
its range. head of the cylindrical shape of the used today.
instrument. channel.
Flutes We.re The use Of_ only T. Bohm’s flutes were T.Bohm
handmade in the highest . . .
s : : characterised by high- established
T. B6hm’s quality materials :
. quality sound. These the
Manufacturing workshop and a complex .
. . flutes were true works of production of
from  high- manufacturing . .
. art and were also very high-quality
quality process for :
: expensive. flutes.
materials. flutes.
The master T.Bohm asked T.B6hm  was  very T.Bohm

Testin personally other musicians demanding about the guaranteed

g tested each to test the flute. quality of his flutes. He the high
flute to T.Bohm made did notallow a flute to be quality of
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guarantee its design changes sold if it did not meet his each flute

quality. based on the test high standards. Thanks to through
results. thorough testing, control over
T. Bohm ensured the high their
quality of each flute. manufacture.

Table 1. Process of Creating the New Format of T. Béhm s Instrument.

T. Bohm experimented with various materials. He used wood, metal, and plastic for flute making.
He conducted experiments to determine the optimal size and shape of the holes, the most effective
arrangement of the keys, and the most suitable types. T. Bohm created detailed drawings of a new
type of flute, including dimensions and placement of all parts, key construction, lever system
(Figure 1). T. Béhm’s invention had a revolutionary impact on the flute as a phenomenon. The
flute’s range was significantly expanded, allowing it to perform more complex musical pieces. The
flute’s timbre became more even and expressive. The new key system greatly facilitated the
execution of chromatic passages, which was important for popularising such an instrument
(Wasser, 2021: 5).

Photo 1. The flute made by T. Béhm in Munich, Germany, in 1848.

Note: This is a Bohm system flute, serial number 4, made of silver with a wooden lip plate and supplemented with an antique case.
Identical to instruments available in Lviv.

Source: Theobald Bohm Flute (2024).

Letters, diary entries, and memoirs of contemporaries provide an idea of the atmosphere in
T. Bohm. T. Bohm personally controlled the production process. He meticulously monitored all
stages of flute manufacturing, ensuring their high quality (Gul, 2023: 246-258). The workshop had

a creative atmosphere, with T. Bohm encouraging his employees to experiment and explore new
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ideas. T. B6hm’s workshop became a gathering place for flutists. Musicians from all over the world
gathered to order instruments or to see the master at work. From 1847 to 1859, in the so-called
Second workshop of T. Bohm, the master personally made 130 flutes of the latest model, which
practically did not differ from modern instruments but contrasted significantly with the usual
wooden specimens of the early and mid-19th century. T. Bohm’s flutes were sold in various
countries worldwide, and his workshop played a crucial role in spreading this new type of flute.
The price of the flute was quite high, indicating that T. Bohm’s instruments were considered
prestigious (Michael, 2022: 89-97).

The geography of instrument distribution during this period was quite wide, as T. B6hm’s
workshop was known from 1828. Primarily, in Munich, T. Bohm managed to place 18 instruments.
Some of them remained in the master’s family (for example, the ebony-nickel flute No. 106 was
made for T. Béhm Jr.); among other buyers were T. Bohm’s students or well-known and respected
musicians of the city. The name of C. Wehner (1838-1912) is noteworthy — one of the best students
of the master, who soon took the position of a soloist at the Imperial Mariinsky Theatre in St.
Petersburg (1867-1884), and later became the leading flutist in New York, a soloist of the
Metropolitan Opera orchestra. In September 1857, C. Wehner purchased a standard silver flute No.
119; in March 1858, a new model silver flute No. 123. However, throughout his subsequent
professional life, C. Wehner remained faithful to the granadilla flute by T. Bohm, purchased in
1878 (De Lorenzo, 1992).

Among other notable flute buyers, F. Lachner (1803-1890) stands out. From 1829, he held the
position of first Kapellmeister of the Vienna Kirntnertor Theatre, court Kapellmeister in
Mannheim (1834), and from 1836 was appointed Chief Conductor of the Bavarian Opera (1836-
1867). A composer and author of the famous Concerto for Flute and Orchestra in D minor (1832),
F. Lachner became the happy owner of a silver flute by T. B6hm No. 59. Among the buyers of five
instruments in neighboring Stuttgart, one of T. Béhm’s students, K. Kriiger (1831-1905), stands
out. He later became the first flutist of the Royal Chapel and a professor at the conservatory in
Stuttgart (flute made of coconut wood No. 8). Another noteworthy buyer was W. Boéhm, the
master’s son, who acquired flutes No. 75 and No. 97 (De Lorenzo, 1992). In Paris, a single silver
flute No. II, weighing 16.5 lot (290.4 g), was sent as a sample for the flute firm “Godfroy & Lot”
Hypollite Godfroy and Louis Lot, who acquired a license from T. Bohm to manufacture his silver
cylindrical flutes in 1847. Among the buyers in London (12 flutes sold), R. Carte (1808-1891)
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deserves special mention — a performer, composer, master, author of “A Complete Course of
Instructions for the Bohm Flute” (London, 1845), and secretary of the “London Flute Lover
Society” (1866), who purchased flutes No. I, No. 14, No. 23 from T. Bohm’s workshop (Giannini,
1993).

One flute each was purchased in T. Bohm’s workshop at that time by Italian buyers from Florence
and Rome. Emanuele Krakamp (1813-1883), after purchasing instrument No. 90, was one of the
first in Italy to develop the Method of Playing the T. Bohm Flute (“Metodo per il Flauto Cilindrico
Alla Bohm Op.103”, Emanuele Krakamp, Milan 1847), which became the basis in all
conservatories in Italy even during the musician’s lifetime, including Naples, where the musician
worked as a professor at the conservatory. The renowned flutist and composer
G. Briccialdi (No. 4, 1848) was among those who, initially enthusiastic about the creation of the
Bohm flute, decided to become famous for his achievements by reforming the conical flute in 1860
and improving the cylindrical metal flute in 1869. Contemporary flutists, performing popular
virtuosic pieces by the musician, had to adapt to the unsuccessful proposal of D. Briccialdi to swap
the b-h keys on the T. B6hm flute, which was eagerly taken up by musical instrument factories, as
well as the inappropriate closed gis key by L. Dorus (Kachmarczyk, 2004: 218-228; 2007: 10-15;
Petrucci, 2018).

Six out of nine instruments purchased in the United States were made for the active and prudent
professor from New York (No. 83-88, 110, 111) P. Ernst (1792-1868). The teacher purchased five
wooden flutes and one silver flute and later added two flutes made of coconut wood. Nine flutes in
the Russian Empire were purchased mainly through the efforts of A. Rapp in St. Petersburg (No.
20, 26, 29, 78) and A. Sacchetti, who initially purchased a flute in Odesa (No. 31, 1849) while
working as a soloist at the Italian Opera, and later in Tambov (No. 79, 81, 82, 1854, No. 105, 1856)
as a teacher at the Tambov Institute (Frolova-Walker, 2018). In the sphere of popularity and
influence of Georg Bair’s “Viennese” flute, the Austrian Empire did not warmly welcome the
invention of T. Bohm. The only flute in Vienna made of melchior copper-nickel alloy (No. 19) was
purchased in 1848 by T. Bohm’s student, H. Heindl (1828-1849). In a letter to the master dated
May 20, 1848, he writes: “Thank you for the wonderful flute. I feel endless joy from the instrument
and will undoubtedly honour your invention in my playing”. Unfortunately, H. Heindl tragically

passed away shortly thereafter at the age of 21.
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Quite unexpectedly, considering the fierce competition in Austria for the preeminence of reverse-
conical models, Lviv residents showed significant interest in the latest technology and ordered as
many as five instruments from T. Bohm, covering practically the entire spectrum of the master’s
offerings from silver flutes with “do” (No. 115) and “si”” (No. 93 and 98) keys to a grenadilla flute
with silver keys (No. 126) and the first of T. B6hm’s alto flutes (No. 120) (Ventzke, 1966). In the
first half of the 19th century, many professional flutists operated in Lviv: A. Borowski,
K. Brunnhofer, J. Baschny, F.K.Pollak, as well as amateurs: G.E. Aslan, M. Ciemirski,
Dr. Krobshoffer, and others (Schreiner et al., 2009). In addition to progressive steps and instrument
updates by Galician flutists, who were satisfied with simple flute models at the crossroads of eras,
such changes usually came from outside and required lengthy absorption. In the first half of the
19th century, the city did not lack attention from touring flutists from all corners of Europe.
Chevalier der Poligny — L.Vogel from Paris (1809), J. Wolfram from Vienna (1825),
C. aus Bohmen from Prague (1832), J. G. Vledder from Amsterdam (1838) gladly performed in
Lviv.

The arrival of J. Wolfram in 1825 had a significant resonance in the city, influencing not only the
aesthetic tastes of music lovers but also defining new instrumental preferences among Lviv
residents. The event was covered extensively in the press for a long time. Even before the artist’s
arrival, newspapers, including the “Warsaw Courier” (February 8), informed about the significant
achievements of the flautist and his extensive concert tour, which included cities in Russia,
Warsaw, Lublin, and Lviv. Throughout several issues: No. 11, No. 13, No. 16, No. 20, the Galician
publication “Mnemozina” convinced readers of the exceptional mission of Joseph Wolfram, who
decided to share with Lviv residents the latest discoveries of flute masters and brought with him a
progressive model — the improved “Panaulon” flute. The artist stayed in the city for more than two
weeks to give an additional concert on March 3 and to acquaint a large circle of interested parties
with the previously unknown instrument model in more detail (Truyén, 2023: 57-70).

In the 1820s, flutes with an extended lower joint reaching G became popular in Austria, and they
were manufactured in Vienna (Dikicigiller, 2014: 21-25). These instruments were called
Panaulons. Some of these flutes had a U-shaped, bassoon-like lower knee, while others remained
straight. Determining the source of the instrument’s invention remains somewhat difficult today.
In 1813, G. Bayr announced the creation of a flute capable of covering the range from G small

octave and later published the methodology “Praktische Flotenschule” in 1823. According to
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another version, the 17-key Panaulons were created by Trexler and Koch in 1815. At the time of
J. Wolfram’s arrival in Lviv and the first appearance of the ‘“Panaulon” model in the city by the
Doppler brothers, tasked with glorifying the unique generation of “Viennese” flute in their
immortal works, they were still too young (Powell, 2002).

Therefore, over the next decades, Lviv’s flute instrumentarium was in the stream of improvements
of “Viennese” flute prototypes, among which the precedence was subsequently attributed to
Viennese master J. J. Ziegler (1795-1858). The successes of F. Doppler and K. Doppler only
reinforced the conviction of the instrument’s system’s perfection. The flute, at least externally,
reached the capabilities of the violin range. Prominent representatives of classical and romantic art
Ludwig van Beethoven and Franz Schubert used the sound of the “Viennese” flute in their
compositions without hesitation. Panaulon equally wonderfully and uniquely illuminated the
themes of F. Schubert’s tragic love, and the fiery Hungarian folk motifs of the Doppler brothers’
works. However, the distinctiveness of the flute, which was always considered its strength in the
restless era of instrumental reform, began to contradict the demands for universality and cold
calculation of general instrument unification. From such a rigid perspective, several shortcomings
were revealed: the “folk-original” tuning of the flute conflicted with the evenly tempered demands
of ensemble and orchestral practices, the deceptive width of the range was limited to achieving
individual sound effects in the lower register and was not provided with convenience in terms of
technique and motor skills, complicating already quite inconvenient fingering sequences, the large
weight complicated the performance process, and the significant number of holes, valves, and the
metallic base of the head led to the rapid appearance of cracks in the wooden base of the instrument
and much more (Loza and Charczuk, 2016; Pustlauk, 2016). The sophisticated progressive
audience, intellectuals, and some young artists subconsciously and consciously awaited quick and
radical changes, trying to promote the acceleration of the process.

In 1855, T. Bohm first released flutes that immediately gained recognition among musicians
(Bohm, 1871). Over the next three years, until 1858, his workshop continued to improve the design
and increase the quality of its instruments. Flutes by T. Bohm had a significant impact on the
musical culture of the 19th century. With their help, musicians gained new technical capabilities
and expanded the musical range of performance, which influenced the development of the
performing arts. The musical community responded to T.Bohm’s flutes with interest and

enthusiasm. Their high quality and exceptional design made them popular among both professional
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musicians and amateurs. His technical innovations, most notably the introduction of a cylindrical
bore and a groundbreaking key system, had a profound impact on the pedagogical approaches to
flute education. The instrument's ease of handling, increased range and improved intonation were
not only appealing to professional musicians but also necessitated updates to the flute curriculum
in conservatories across Europe. Educators began integrating advanced techniques made possible
by the T. Bohm flute, thereby restructuring the methodology employed in the training of
prospective flutists (Hasanov et al., 2018: 749-759). T. Bohm’s craftsmanship in flute design
proved to be not only technically advanced but also a creative contribution to the world of music.
His instruments became a symbol of a new era in the development of 19th-century musical culture,
changing the standards of quality and opening up new possibilities for musicians and composers.
Based on the analysis of narrative materials and official information, it can be concluded that T.
Bohm’s workshop was an important center for manufacturing flutes of a new type. Here,
instruments were made that significantly expanded the capabilities of the flute and enriched the
musical world. T. Bohm’s workshop was one of the most modern enterprises of its time. It was a
time of real trial for the inventor. The recognition of his talent, efforts, and achievements depended
on the success of the new flutes. T. Bohm worked diligently and carefully, refining every detail.
He did not employ assistants, which became common in later periods of his workshop’s operation,
when he collaborated, in particular, with K. Mendler (1833-1914). The situation was complicated
by the high price of T. Bohm. Their cost sometimes doubled that of conventional models. Recently
invented metallic cylindrical flutes were so expensive that initially, only wealthy people could
afford them.

Among such buyers, the name M. Ciemirski from Lviv stands out. The most interesting order
placed by M. Ciemirski, the third in line, was his request to T. Bchm to make him an alto flute,
which turned out to be the first instrument of this model made by the master. This event, despite
M. Ciemirski’s amateur activities, allowed the botanist’s name to be included in various
professional flute studies (Rees, 2013; Kachmarczyk, 2005: 218-231; 2008). In January 1858, the
alto flute No. 120 made of a nickel-silver alloy was purchased by the customer for 156 florins.
Thus, the quality samples of T. Bohm’s instruments only fuelled M. Ciemirski’s enthusiasm. In
early autumn, he purchased a granadilla flute, No. 126, with silver keys from the master for 170
florins. According to the great-grandson of T. Béhm, Mr. L. Bohm, it is quite plausible to assume

that M. Ciemirski’s purchases did not end there, as the workshop records end in February 1859 and
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are partially restored only for the period 1876-1879. T. B6hm’s invention of a new type of flute
had a significant impact on the musical sphere. In 1850, he was awarded a silver medal at the
industrial exhibition in Leipzig; in 1851 — the highest medal at the industrial exhibition in London;
in 1854 — the highest medal at the industrial exhibition in Munich; and in 1855 — a gold medal at
the World Exhibition in Paris.

The T. Bohm flute had a more uniform tone across its entire range. This made the flute’s sound
more expressive and richer. Flutists were able to use new sound production techniques that were
previously impossible. This led to the flute being used in a wider range of musical genres. The new
key system of the T. Bohm flute significantly facilitated the execution of chromatic passages. This
allowed flutists to play more complex musical pieces. The flute became a more accessible
instrument for beginner musicians, significantly increasing the number of flutists worldwide. The
invention of the T. Bohm flute stimulated composers to write new compositions for this instrument.
Many new concerts, sonatas, chamber works, and opera parts for the flute appeared. The flute
became one of the most popular solo instruments in the world. The key system of the T. Bohm
flute was borrowed from other wind instruments, such as the oboe, clarinet, and bassoon. This led

to the modernisation of these instruments and expanded their capabilities.

DISCUSSION

The data on T. Bohm’s flute artefacts indicate his decisive influence on the development of flute-
making and musical culture. His innovative approaches to creating and improving instruments
found resonance in the community of experts and musicians of that time. Observations from a
retrospective perspective show that T. Bohm’s reforms were crucial for the evolution of flute
making. His decisions and instrument models set a precedent in the development of musical
technologies that influenced the further development of wind instruments. Analysing the tasks and
purposes of the most active customers of T. Bchm’s workshop during 1847-1859, one cannot fail
to notice the distinctive character of the mentality of Lviv patrons. Among the regular customers
of the master who purchased four or more instruments from T. B6hm, the following benefactors
stand out: P. Ernst (New York), A. Rapp (St. Petersburg), A. Sacchetti (Odesa, Tambov), and
M. Ciemirski (Lviv). With the exception of the Lviv amateur, all other proposed names belong to
well-known artists, professional educators who had a clear and understandable goal to master the

new instrumentation and pass on knowledge to the next generation of specialists.
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In the Lviv artistic environment of the mid-19th century, vibrant progressive tendencies are
observed: an interest in scientific and technological achievements, in constant renewal, a desire to
move in harmony with the times, not to lag behind the advanced ideas of the era, and to be modern
and versatile. However, what appears peculiar and specific is that such aspirations were not formed
in the pursuits, efforts, or work of professional flutists but in the circles of amateur movements and
hobbies, in the work of intellectuals often not directly related to the musical profession. The
activities of direct specialists were in no hurry to go beyond the existing tradition, gradually
provincialising and playing only a role as instruments in the hands of successful and wealthy art
enthusiasts. It was too dependent on existing norms, authorities and sluggish. In the 1850s, the
Doppler brothers’ career peaked. They periodically visited Lviv with concerts and remained
devoted to traditional instrumentation, giving local experts no reason to worry about the future
(Karpyak, 2002; 2013; 2018).

Despite T. Bohm’s groundbreaking innovations, not all musicians were able to flourish in the
evolving professional landscape. A case in point is that of J. Pappius, a young artist based in Lviv,
who found it challenging to integrate into the professional music community. This protracted
struggle exemplified the resistance encountered by some musicians when adapting to Bohm's
instruments, resulting in a missed opportunity for Lviv to retain its position at the vanguard of
European flute performance (Afonina and Karpov, 2023: 76-81).

Y. Yaroslavenko, a prominent composer in the 1920s, advocated for the continued use of flutes
with 8, 10, and 12 keys in Lviv's ensembles. In his publication “How to Establish a Wind
Orchestra” he emphasised the longevity and craftsmanship of these earlier models, which were
crafted from grenadilla, ebony, and boxwood. This illustrates the cultural attachment to traditional
instruments despite the innovations introduced by B6hm (Kozlin and Hryshchenko, 2023: 88-100).
In the 1930s, the Lviv music magazine “Orkiestra” played a significant role in the promotion of
various flute models. For example, advertisements from a wind instrument factory in Przemysl
exhibited both the Bohm system flutes and the Schwedler-Kruspe system flutes, reflecting the
competitive atmosphere that pervaded flute design during this era (Kuryshev, 2023: 107-112).
Even in the 1950s, flutes of the H. F. Meyer system remained popular in Galicia, as evidenced by
the surviving artefacts in the Y. Biletsky collection and the numerous photographs of local
ensembles. The continued use of these older systems indicates that the region was reluctant to adopt

Bohm's designs, despite their technical superiority (Boonrod, 2024: 25-40).
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Due to the lack of powerful competitors of T. Bohm’s workshop and uncompromising traditionalist
authorities (including J. L. Tulou, G. Briccialdi, H. Mayer, M. Schwedler) on the periphery, in the
outskirts of the Austrian Empire, the provincial world absorbed all the latest developments much
easier and more organically, often peacefully combining the use of instruments of invincible
antagonists (Berry, 2017). It seemed that Lviv’s acquaintance with the new wind instrumentation,
the transition of specialists to the use of flutes of a fundamentally new generation, proceeded quite
calmly and peacefully, without encountering sharp resistance or denial, rejection of certain
constructive principles of the inventor and his instrument system as a whole, characteristic of major
musical centres. However, the phenomenon of embracing flute reform in Lviv, despite the initial
progressive response, unfolded in a spontaneous, chaotic, unfocused, and weak manner. Obviously,
even according to the contents of T. Bohm’s office books, Lvivians possessed sufficient financial
resources to provide themselves with instrumental novelties and, as a result, professional growth,
but only an intellectual and first-year student responded to the challenge of modernity. Experts who
were obliged to take the organisation of notification and advertising into their own hands in a timely
manner (actions that can be observed in many other cities that joined the popularisation of the
master’s latest technology through the efforts of H. Godfroy and L. Lot, G. Briccialdi, B. Koch,
P. Camus, L. Buffet, “Rudall and Rose” firm), agitation to provide younger colleagues, students,
and apprentices with the latest instrumentation (P. Ernst, A. Rapp, A. Sacchetti, G. Rudall),
clarification of the advantages of changes, creation of guidelines, textbooks for mastering new
instrumentation (R. Carte, E. Krakamp, P. Camus, H. Altes), showed overt conservatism and lack
of understanding, unprofessionalism in Galicia (Cardoso, 2023).

Regarding the comparison of this study with the works of other authors, commonalities in
effectiveness have been identified. In particular, other studies confirm the influence of T. Bchm on
the evolution of flute-making and recognise him as a key figure in the development of musical
instruments. The similarity of conclusions may serve as a basis for further attempts to detail and
expand the scope of research. On the other hand, differences in effectiveness may highlight new
areas or overlooked aspects of T. Bohm’s activities that could be the subject of further research.
For example, common aspects of this study and the work of J. Benevento can be noted. Both studies
have similarities in that historical sources and archival data were used in the process of work.
However, this study is more focused on the influence of T. Bohm’s personality and his activities

in the provincial music and art world. Meanwhile, the aforementioned study explores issues within
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a broader context of flute art (Benevento, 2021). Both sources describe the life and work of
T. Bohm. Both the book and the study analyse the impact of T. Bohm’s flute on the musical sphere.
Comparing the study with the work of R. Bigio and E. Nugent (2022: 1-5), it can be concluded that
both sources describe the development of the flute in the 19th century. The importance of
T. Bohm’s invention — the flute of a new type can be emphasised. The impact of T. Bohm’s flute
on performance practice and playing technique was analysed. However, the authors of the work
focus on the personal flute of the artist Vern K. Powell, making him the central figure of their
study.

Similarly, to this study, M. De Palma (2022: 103-113) emphasised the importance of T. B6hm’s
contribution to the development of wind music in the 19th century in his article. However, unlike
the study, more attention was paid to comparing musical instruments. Information about T. Bohm’s
concerns about the imperfect construction of the flute, as well as the long path to creating the ideal
instrument, can be found in both this study and the paper of C. H. Klein (2020). While in this study
T. Bohm is portrayed as an inventor who influenced changing musical tastes in the regions of
European countries, in the opponent’s work more attention is paid to T. Bohm’s relationships with
other artists of the time. R. J. Brown et al. (2023) highlight T. Bohm as an innovator and talented
inventor in the world of 19th-century wind instruments. This echoes the present study, which also
recognises T. Bohm’s significant contribution to the development of musical art. However, a
difference can be found here as well. While this study is built around T. Bohm’s activities and
inventions, in the opponent’s paper, the focus is on common terms related to the music industry.
Comparing the obtained results, several key aspects defining the uniqueness and significance of
the research can be identified (de Almeida Ribeiro, 2023). The analysis of this subject highlights
the great contribution of the master to the development of the instrument. Considering the obtained
results and comparing them with the findings of other authors, a number of commonalities and
differences are revealed, which should be considered in analysing the evolution of flute art. One of
the key aspects that appeared common in most studies is the emphasis on T. Bohm’s role as a
reformer and innovator in the field of flute art. In particular, the work of J. H. Rindel (2021)
extensively illuminated T. Bohm’s activities, covering a broader period of his life. This study
focused on the period from 1855 to 1858. Other studies that cover a longer period or focus on
different aspects of his activities complement the research, expanding the overall context. Agreeing

with the study of S. J. Clark (2023), a need for further research on the influence of T. B6hm can be
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indicated, as the researcher noted the influence of T. Bohm on the development of wind music in
other European countries.

Today, the T. Bohm flute is the most popular type of flute worldwide. It is used both in orchestras
and in solo performances. T. B6hm made a significant contribution to the development of the flute,
and his work will continue to influence musicians worldwide. The obtained results concern the
flute artefacts created by T. Bohm for Lviv between 1855 and 1858. The main task of the discussion
was to determine the importance of the obtained data and their context in the broad field of research

on the history of musical art.

CONCLUSIONS

This study systematised and analysed the data on flute artefacts created by T. B6hm for Lviv during
1855-1858. The study focused on analytical, comparative, and retrospective analyses of these
artefacts and their influence on the development of Lviv’s musical culture in the specified period.
T. Bohm created a new flute model, which significantly differed from previous instruments.
T. Bohm improved the flute mechanism by adding valves to all tone holes, changing their
placement and shape, applying a new lever system, and giving the instrument a cylindrical bore.
These innovations significantly expanded the flute’s range, improved its intonation, and facilitated
the performance of complex musical compositions.

The mastery of the Bohm flute in Lviv, which was created in the mid-19th century by M.
Czemirski, was not always accessible in famous musical centers. J. Pappius, a young artist,
struggled in the professional environment, leading to a prolonged struggle over many decades. This
missed an opportunity to remain in the modern and ambitious European professional environment,
achieved through the efforts of previous generations of Lviv flutists. Composer Y. Yaroslavenko,
who directed Lviv wind orchestras in the 1920s, highlighted the use of flutes with 8, 10, and 12
keys in Lviv musical ensembles. Even in the 1930s, Lviv music magazine “Orkiestra” advertised
from a wind instrument factory in Przemysl, which offered an early instrument of the Schwedler-
Kruspe system. Flutes of the H. F. Meyer system, 1814-1897, remained actively used in Galicia
even in the 1950s.

This study opened up new horizons in understanding the development of flute art in the provincial
world of the 19th century. T. Bohm’s innovative approach to construction and the refined sound of
his instruments highlight his uniqueness among the masters of that time. T. Béhm’s influence on
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the world music scene and active role in shaping the flute repertoire make him a key figure in the
history of musical instrument making, which became evident only in the 20th century. This study
contributed to a better understanding of his legacy and has opened up new perspectives for future
research in musical archaeology. An analysis of sources, a comparison of T. Bohm’s flutes with
the work of other masters, and a retrospective analysis of the subject were conducted. Given the

above, the purpose of the study has been fulfilled.
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GENISLETILMIS OZET

Theobald Bohm'iin ikinci fliit atdlyesinden elde edilen eserlerin analizi, XIX. yy. miizik
endiistrisinin ve zanaatkarlifin gelisimini anlamada biiyiik tarihi 6neme sahiptir. Bu eserlerin
ortaya cikarilmasi ve analizi, donemin teknolojik ilerlemeleri ile miizik enstriimanlarinin
ozelliklerinin daha iyi anlagilmasini saglar. Bu ¢alismanin amaci, T. Bohm’iin reform sonuclarina
verilen tepkilerin ve bu icatlarin uzmanlar ve entelektiieller arasinda, ozellikle de Avusturya
Imparatorlugu’nun bir bolgesi olan Galigya ve Lodomeria Kralligi'min baskentinde nasil
yayginlastirildiginin analizidir.

Bu baglamda, kullanilan ana ydntemler sunlardir: arsiv malzemelerinin analizi, yeni iretilen
fliitlerin Onceki formlarla karsilastirilmast ve retrospektif yontem. Calisma, T. Bohm'iin
faaliyetlerini cesitli acilardan incelemektedir. Ayrica, bu ¢alismanin énemli bir kismi, mucidin
1855-1858 yillar1 arasinda faaliyet goOsteren ikinci atdlyesinin incelenmesine ayrilmistir. T.
Bohm'tin Lviv'deki fliit atdlyesinden elde edilen eserlerin incelenmesi, fliitiin evrimi ve T. Bohm'iin
bu enstriimanin gelisimine olan katkisini daha derinlemesine anlamak agisindan 6zel bilimsel ve

kiiltiirel bir 6neme sahiptir. Bu arastirmanin sonuglari, T. Bohm'iin fliit eserlerinin tarihsel
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baglamda 6nemini ve fliit sanatinin gelisimi iizerindeki etkilerini daha genis bir perspektifte
degerlendirmemizi saglamaktadir.

Calisma sirasinda elde edilen veriler, genel olarak fliit sanatina iligskin bilgileri derinlestirip
tamamlamakta ve bu konudaki gelecekteki arastirmalara katki sunabilecek niteliktedir. T. Bohm'iin
1847 reformunun ardindan gegen ilk yillar, endiistrinin 6nde gelen uzmanlarinin yasadigr sok
durumunu, bu icatlar1 reddetme, ¢iirlitme, abartma, kullanma, “modernlestirme” ¢abalarini veya
yeni profesyonel hayata uyum saglama girisimlerini en canli ve ikna edici bigimde yansitmaktadir.
Arastirmacilar, Avrupa'nin tagra merkezlerinde bu yeni enstriimanlarin benimsenmesinin ilk
asamalarina ¢ok az dikkat gostermistir. Bu yerlerdeki deneyimler, reformun yol agtig1 profesyonel
krizinin bireysel agamalarini analiz etmek i¢in sira dis1 ve 6zgiin veriler sunabilir ve bu fenomenal
olayin biitlinciil bir resmini olusturmaya yardimc1 olabilir.

Lviv 6rnegi, bir yandan profesyonel ve amator fliit diinyasinda Miinih'teki bu gelismeye karsi olan
tutumlarin 6zgiin yansimalarini, diger yandan Galisya bilinci ve mentalitesi prizmasindan kirilarak
genel egilimlerin bazi ozelliklerini canli bir sekilde ortaya koymaktadir. Calisma, ilk kez
yayinlanan arsiv bilgileri ve veriler kullanilarak gergeklestirilmistir. Lviv'deki arsiv materyallerinin
detayl1 bir sekilde incelenmesi, yerel zanaatkarlarin T. Bohm'iin yeniliklerine olan tepkilerini ve
bu yeniliklerin miizik diinyasina olan etkilerini daha derinlemesine analiz etmemizi saglamaktadir.
Ayrica, Galigya ve Lodomeria Kralligi'nin baskentinde yer alan fliit atlyelerinin, bu yenilikleri
nasil benimsedigi ve uyguladigi konusunda kapsamli bir inceleme yapilmistir. T. Bohm'iin
yeniliklerinin yayilma siirecinin incelenmesi, sadece yerel bir olay olarak degil, ayn1 zamanda
Avrupa miizik endiistrisinin daha genis bir ¢ercevede nasil sekillendigini anlamak agisindan da
biiylik 6nem tasimaktadir. Bohm'iin fliit reformu, sadece bir miizik enstriimani inovasyonu olarak
kalmamis, ayn1 zamanda donemin zanaatkarlik anlayisini da derinden etkilemistir.

Calismanin bir diger 6nemli yonii, bu yeniliklerin donemin entelektiiel ve kiiltiirel yasamina olan
etkilerinin analiz edilmesidir. Ozellikle Lviv gibi kiiltiirel merkezlerde, Bohm'iin icatlarinin nasil
karsilandigi ve bu yeniliklerin yerel miizik kiiltliriinii nasil sekillendirdigi iizerine yapilan
incelemeler, reformun genis ¢apli etkilerini anlamak i¢in kritik bir rol oynamaktadir. T. B6hm'iin
reformlarinin yerel zanaatkarlar ve miizisyenler tarafindan nasil algilandig1 ve uygulandigi, Avrupa
miizik tarihinin bu dénemi hakkinda daha derin bir anlayis kazanmamiza olanak tanir.

Sonug olarak, bu ¢alisma, T. Bohm'iin fliit atdlyesinden elde edilen eserlerin incelenmesi yoluyla,

miizik enstriimanlarinin evrimi ve bu enstriimanlarin miizik diinyas: tizerindeki etkileri hakkinda
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daha genis bir perspektif sunmaktadir. Bohm'iin yeniliklerinin yerel ve uluslararasi diizeyde nasil
algilandig1 ve uygulandigi, Avrupa miizik tarihinin bu 6nemli donemini daha iyi anlamamiza
yardimci1 olmaktadir.

Bu caligmanin bulgulari, T. Béhm'iin reformlarinin yalnizca fliit yapiminda degil, ayn1 zamanda
genel miizik aletleri yapiminda da 6nemli bir doniim noktas1 oldugunu gostermektedir. Reformlarin
Lviv gibi bir sehirdeki yankilari, yerel zanaatkarlarin ve miizisyenlerin yenilikleri benimseme ve
bu yenilikleri kendi baglamlarinda nasil uyarladiklarina dair benzersiz bir bakis agis1 sunmaktadir.
Lviv'in dénemin kiiltiirel ve entelektiiel merkezi olarak rolii, Bohm'iin yeniliklerinin bu sehirde
nasil algilandig1 ve uygulandigini incelemek i¢in ideal bir 6rnek teskil etmektedir.

Bu analiz, Bohm'iin fliit reformunun, miizik diinyasinda genis ¢apli bir etkiye sahip olmasinin yani
sira, donemin sosyo-kiiltiirel dinamiklerini nasil sekillendirdigini de gozler Oniine sermektedir.
Reformlar sadece teknik yenilikler olarak kalmamis, ayn1 zamanda miizikal ifade bigimlerini ve
performans pratiklerini de derinden etkilemistir. Ozellikle, fliit sanatindaki bu radikal
degisikliklerin, diger miizik aletlerinin yapiminda ve ¢alinisinda da benzer doniistimlere yol agtig1
gbzlemlenmistir.

Calismanin bir diger kritik noktasi, T. Bohm'iin reformlarinin, donemin miizik egitimindeki
etkileridir. Bu yeniliklerin miizik egitim kurumlarinda nasil kabul gordigii ve Ogretildigi,
reformlarin kalicilig1 ve yayginligi hakkinda 6nemli ipuglar1 sunmaktadir. Bohm'iin reformlarinin,
miizik egitimi alanindaki geleneksel metodolojiler iizerinde nasil bir etki yarattigi ve bu
reformlarin, egitim programlarina entegrasyonu, miizik egitiminin evrimi acisindan dikkate
degerdir.

Lviv'deki arsiv belgeleri ve elde edilen eserler, T. Bohm'iin yeniliklerinin sadece miizikal degil,
ayn1 zamanda kiiltiirel bir fenomen olarak da nasil benimsendigine dair zengin bir bilgi kaynagi
sunmaktadir. Ozellikle, reformlarin yerel miizik kiiltiirii {izerindeki etkisi, Lviv'deki miizikal
faaliyetlerin incelenmesi yoluyla daha iyi anlasilabilir. Bu tiir belgeler ve eserler, reformlarin
sadece miizik enstriimanlar1 yapiminda degil, ayn1 zamanda miizik kiltiriinde de kokli
degisikliklere yol actigin1 ortaya koymaktadir.

Bu baglamda, Bohm'iin reformlarinin, miizik enstriimanlarinin estetik ve akustik niteliklerini nasil
doniistiirdiigii lizerine yapilan incelemeler, enstriman yapimi sanatindaki degisimlerin

anlasilmasinda kritik bir rol oynamaktadir. Fliit yapiminda gergeklestirilen bu yeniliklerin, diger
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enstriiman yapimcilari lizerindeki etkileri ve bu yeniliklerin farkli miizik tiirlerinde nasil bir etki
yarattig1 da ¢alismanin bir diger 6nemli boyutunu olusturmaktadir.

Aragtirmanin sonuglari, T. Béhm'iin reformlariin, sadece fliit sanatinda degil, genel olarak miizik
sanatinda bir devrim yarattiginm1 gostermektedir. Bu reformlarin etkileri, fliit sanatinin Otesine
geemis ve miizik diinyasinda genis capli bir doniisiim baslatmistir. Bohm'iin yeniliklerinin,
Avrupa'nin ¢esitli kiiltiirel ve entelektiiel merkezlerinde nasil algilandig1 ve uygulandigi, miizik

tarihindeki bu 6nemli dénemi daha iyi anlamak i¢in zengin bir kaynak sunmaktadir.

201



KUCUKGOKCE, O. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.202-215

YEGAH MUSICOLOGY JOURNAL

HTTP://DERGIPARK.ORG.TR/PUB/YEGAH

e-ISSN: 2792-0178

Makalenin Tiirii / Article Type . Aragtirma Makalesi/ Research Article
Gelis Tarihi / Date Received :29.07.2024
Kabul Tarihi / Date Accepted : 14.08.2024
Yaym Tarihi / Date Published : 23.09.2024
DOI : https://doi.org/10.51576/ymd.1523661
e-ISSN 1 2792-0178

Intihal/Plagiarism: Bu makale, en az iki hakem tarafindan incelenmis ve intihal icermedigi teyit edilmistir. / This article
has been reviewed by at least two referees and confirmed to include no plagiarism.

GORME ENGELLILER iCIN 4 MAKAM 24 ETUT*
KUCUKGOKCE, Ozgen®
0z

Gorme engelli bireylerin, 6zellikle miizik egitimine yonelik materyal eksiklikleri bilinen bir
gercektir. Bireyler, Braille alfabesi ile yazilmis kabartma nota yazilarinin azligini siklikla ifade
etmekte ve bu anlamdaki boslugun israrla doldurulmasi gerektigini diisiinmektedirler. Bu
baglamda Ege Universitesi Devlet Tiirk Musikisi Konservatuvarr gerek kurum gerekse kisiler
bazinda Oncii ¢alismalarda bulunmakta ve alandaki eksiklikleri gidermeye yonelik c¢abasiyla
dikkati cekmektedir. Bu calisma da Ege Universitesi Bilimsel Arastirma Projeleri Koordinasyon
Birimi tarafindan desteklenen ve 2023 yili Ekim ayinda sonlandirilan “Goérme Engelliler Igin 4
Makam 24 Etiit” baslikli 23901 numarali projenin ardindan hazirlanmis ve elde edilen verilerin

sunulmastyla yapilandirilmistir. Ege Universitesi Devlet Tiirk Musikisi Konservatuvar1 dgretim

* Bu calisma, Dog, Dr. Ozgen Kiiciikgdkee tarafindan yiiriitiilen ve 2023 yili Ekim ayinda sonlandirilan Ege
Universitesi GAP kapsamindaki “Gérme Engelliler icin 4 Makam 24 Etiit” baslikli projeden uretilmistir.

! Dog, Dr, Ege Universitesi Devlet Tiirk Musikisi Konservatuvari, Tirk Mizigi Blimi, TSM Anasanat Dall,
ozgen.kucukgokce@ege.edu.tr. https://orcid.org/0000-0002-0155-0886
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Géorme Engelliler Icin 4 Makam 24 Etiit

iiyesi Dog. Dr. Ozgen KUCUKGOKCE tarafindan, 2020 yilinda egitime yonelik hazirlanan ve
veriler, Ege Universitesi Devlet Tiirk Musikisi Konservatuvari resmi web sitesinde yayimlanmistir.
Gorme engelli bireylerin sozel desifre becerisini gelistirmeye yonelik herhangi bir calismanin daha
once gerceklestirilmemis olmasi, projeyi alanda 6nemli bir boslugu doldurmaya yonelik bir nitelige
biirtindiirmistiir. Verilerin internet sitesinde yayimlanmasindan sonra, gérme engelli on birey ile
goriismeler gergeklestirilmistir. Gorlismeler sonucunda projenin, hedef kitlenin miizik egitim
kalitesine olan katkisi, proje ile ilgili goriisler ve daha sonrasinda yapilabilecek benzeri ¢alismalara

dair oneriler elde edilmis ve bu ¢alismada da yorumlanarak sunulmustur.

Anahtar Kelimeler: Geleneksel Tiirk sanat miizigi, gorme engelliler, Braille nota yazisi, 4 Makam

24 Etiit kitab1, gorme engelliler i¢in proje.

24 ETUDES IN 4 MAKAMS FOR THE VISUALLY IMPAIRED

ABSTRACT

It is a known fact that visually impaired individuals lack materials, especially for music education.
Individuals often express the scarcity of braille notation written in the Braille alphabet believe that
this gap should be persistently filled. In this context, Ege University State Turkish Music
Conservatory carries out pioneering work both on the basis of institutions and individuals and
attracts attention with its efforts to eliminate the deficiencies in the field. This article was prepared
following the project number 23901 titled "4 Positions 24 Studies for the Visually Impaired", which
was supported by the Ege University Scientific Research Projects Coordination Unit and
terminated in October 2023, and was structured by presenting the data obtained. Ege University
State Turkish Music Conservatory faculty member Assoc. Dr. A book titled 4 Makam and 24
etudes, prepared for education and aiming to increase students' verbal deciphering skills, was
published by Ozgen KUCUKGOKCE in 2020. The book, which has been observed to be useful in
verbal sight-reading studies in Traditional Turkish Classical Music, especially in the repertoire
course, was projected within the scope of GAP and translated into Braille Notation in order to be
useful for visually impaired individuals, and the data was published on the Official Website of the
Ege University State Turkish Music Conservatory. The fact that no study has been carried out

before to improve the verbal decoding skills of visually impaired individuals has made the project
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an attempt to fill an important gap in the field. After the data was published on the website,
interviews were held with ten visually impaired individuals. As a result of the interviews,
suggestions about the contribution of the project to the music education quality of the target
audience, opinions about the project and similar studies that can be done in the future were obtained

and presented in this article study.

Keywords: Traditional Turkish classical music, visually impaired people, Braille notation writing,

4 makams and 24 etude books, project for the visually impaired.

GIRIS

Tarih siireci igerisinde tiim toplumlarda yazi ve yazili kaynaklarin olduk¢a Onem tasidigi
bilinmektedir. Yazi, toplum hafizasinin, degerlerinin, bilgi ve birikimlerinin sonraki nesillere
aktarimini saglayan onemli bir ifade unsurudur. Miizik alaninda yazili {irtinler, birikimin aktarimi
acisindan olduk¢a 6nemlidir. Gorme engelli bireylerin basili miizik materyal eksiklikleri oldugu,
kendileri tarafindan siklikla dile getirilmektedir ve bu alandaki kaynak ihtiyaci arastirmacilar
tarafindan fark edilip alandaki boslugu doldurmaya yonelik ¢calismalar gerceklestirilmektedir.
Calismanin konusu, Ege Universitesi Bilimsel Arastirma Projeleri Koordinasyon Birimi tarafindan
desteklenen ve 2023 yili Ekim ayinda sonlandirilan “Gérme Engelliler Igin 4 Makam ve 24 Etiit”
adli proje calismasinin siire¢ ve sonuglarini icermektedir.

Gorme Engelliler Igin 4 Makam 24 Etiit adli proje, 2020 yilinda Ege Universitesi Devlet Tiirk
Musikisi Konservatuvari égretim iiyesi Dog. Dr. Ozgen KUCUKGOKCE tarafindan yazilan “4
Makam 24 Etiit” adli kitabin, Braille Nota Yazisi kullanilarak goérme engelliler i¢in dijital ortamda
yazilmastyla olusturulmustur. Gérme Engelliler I¢in 4 Makam 24 Etiit olarak diizenlenen kitabin
dijital verileri, Ege Universitesi Devlet Tiirk Musikisi Konservatuvart resmi web sitesinde
yayinlanmistir.

Calisma, web sitesi'nde, projeler bashg altinda; https://konservatuvar.ege.edu.tr/tr

18455/gorme vetersizligi olan bireyler icin 4 makam 24 etud.html linkinde mevcuttur.

YONTEM, EVREN ve ORNEKLEM
Bu caligmada, literatiir taramasinin yani sira proje kapsaminda gergeklestirilen yar1 yapilandirilmis

goriisme yontem ve tekniklerinden de faydalanilmistir. Nitel veriler toplanarak degerlendirmeye
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alimmigtir. Arastirmanin evreni, Braille Nota Yazis1 kullanarak miizik alaninda materyal {iretmek,
orneklemi de 4 Makam 24 Etiit adli kitabin Braille Nota Yazis1 kullanilarak dijital ortama

aktarilmasidir.

Braille Yazisi

1829 yilinda, kendisi de gorme engelli olan Fransiz Louis Braille tarafindan, gérme engellilerin
okuyup yazmalaria imkan saglayan bir alfabe olusturuldugu bilinmektedir. Sistem, iki siitundan
olusan, dikdodrtgen bir diizen lizerine dizilmis alt1 tane noktanin kabartilmasi esasina dayanir.
Kabartma yazi ya da alt1 nokta gibi farkli isimlerle de anilan Braille Nota Yazisi, gorme engelli
bireylerin okuma ve yazma amaciyla kullandiklar1 en temel araglardandir (Koenig ve Holbrook,
2000: 264).

Resim 2. Kabartma Yazi Uygulamast.
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Braille Yazisi, 27 satir ve 30 hiicreden olusan bir tabletin arasina yerlestirilmis A4 boyutundaki bir
kagida, ¢ivi uclu bir kalemle bastirilarak, kagidin kabartilmasi yoluyla 6 adet kabartma nokta
cikartilarak elde edilmektedir. Noktalar, sol iistten baslayip sag altta bitecek sekilde 1°den 6’ya

dogru numaralandirilarak seslendirilir (Ozel, 2018: 5).

Braille Nota Yazis1 ve Tiirkiye’deki Kullanimi

Braille miizik isaretlerinin Fransa’da 1829-1834 yillar1 arasinda yaygin olarak kullanilmaya
baslanmasina ragmen yazili bir kaynak haline getirilmesi, Ingiliz Dr. Armitage’nin 1871 yilinda
Londra’da yaptig1 caligmalar sonucunda miimkiin olabilmistir. Nitekim 1879 yilinda miizik
isaretleri anahtar1 Almanca olarak basilmis, 1885 yilinda ise Braille miizik sistemi Paris’te
basilmistir (Krolick, 1996: 6-10).

Braille nota alfabesi, iilkemizde 1925 yilinda agilan ilk gérme engelliler okulu ile kullanilmaya
baslanmistir. Baslangigta Braille alfabesi Tiirk¢ce ve matematik yaziminda kullanilmistir. 1961 ve
1975 yillarinda yayimlanan kabartma yazi el kitaplarinda, yalnizca Tiirk¢e ve matematik yazim
kurallar1 yer alirken bu boliimde kabartma miizik isaretlerine dair bir veri bulunmamaktadir
(Sendurur, 1995: 3-14).

Braille’nin iilkemizde miizik alaninda kullaniminin baglangici, 1986 yilinda Milli Egitim Bakanlig:
Ozel Egitim ve Rehberlik Dairesi Baskanlig1’nin emri ile olusturulan Braille Danisma Kurulu nun,
uluslararas1 Braille miizik isaretlerini esas alarak tlilkemizde kullanilacak olan miizik isaretleri
kilavuzunu hazirlamaya baslamasiyla gerceklesmistir (Ozel, 2018: 45).

Bu tarihten itibaren, gérme engelli bireylerin materyal eksikliklerini tamamlamaya yonelik ¢esitli
caligmalar gergeklestirilmis ve ihtiyact olanlarin hizmetine sunulmaya baslanmistir. Teknolojinin
gelismesi, internet ¢aginin getirdigi kolayliklar neticesinde, gérme yetersizligine sahip bireylerin
verilere ulagsmasi daha kolay hale gelmektedir.

Tiirkiye’de gorme engelli bireylerin egitimde esitligini ve kaynaklara kolay ulagimin1 saglamak
amaciyla ¢alisan gesitli kurumlara ait yapilan ¢alismalar mevcuttur. Ornegin; Egitimde Gorme
Engelliler Dernegi 2018 yilindan beri gorme engelliler i¢in ¢evrimigi miizik kiitiiphanesi hizmetini
yiriitmektedir. Bu platformda bireyler, sisteme yiiklenmis olan brf uzantili dijital mizik
materyallerine ulagabilmektedirler.

2004 yilinda Izmir’de kurulan “Tiirkiye Gérme Oziirliiler Kitaplig1”, gérme engellerin egitimleri

ile kiiltiirel gelisimlerine iicretsiz hizmet etmek lizere egitim materyalleri iireten ve bu alanda
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projeler uygulayan bir kurumdur. Uye say1s1 6000°i asan kurum, iilke i¢i ve dis1 birgok yere iicretsiz
materyal hizmeti sunmaktadir. Bu kurumun kabartma nota iizerine gerceklestirdigi ilk ve tek
calisma, 2015 yilinda Ege Universitesi Devlet Tiirk Musikisi Konservatuvari ile bitlikte yiiriitiilen
"Tirk Miizigi Egitiminde Kabartma Nota Materyalleri Gelistirme Projesi"dir. Bu proje
kapsaminda, Ege Universitesi Devlet Tiirk Musikisi Konservatuvari grencilerinin Tiirk Miizigi
Solfej ve Kurami derslerinde yararlandiklar1 Geleneksel Tiirk Miizigi Nazariyati kitaplarindaki tiim
etiitler ve TSM Repertuvari I-1I, THM Repertuvari I-II kitaplarindaki tiim eserler, kabartma nota
sistemine ¢evrilmis ve 6grencilerin hizmetine sunulmustur.

2017 yilinda Marmara Universitesi Engelli Ogrenci Birim Koordinatorliigii tarafindan, gérme
engelli kisilerin egitim metodolojisinin olusturulup, ¢éziimlerin siirdiiriilebilirliginin saglanmasi,
gorme engelli miizik kiitliphanesinin kurulmasi, mevcut miizik programlarinin erisilebilirligi gibi
konular1 igeren bir calistay diizenlenmistir. Bu projenin vyiiriitiicisii Dog. Dr. Ozgen
KUCUKGOKCE ve arastirmacilarindan Birsen Buket TUZUNiin katildig1 bu calistayda, Braille
nota yazisi, gorme engelli bireylerin miizik egitimleri, kabartma nota bilgisayar yazimlarinin
tanitimi, ulusal gérme engelli miizik kiitliphanesi kurulumu gibi konular ele alinmis ve mevcut
sorunlarin giderilmesine iliskin ¢6zlim Onerileri tartisilmistir.

Milli Egitim Bakanligi, Caligma ve Sosyal Giivenlik Bakanligi ve (IQSES) Hibe programi
kapsaminda, Bartin Universitesi ortaklig1 ile gorme engelli bireylerin notalara erisim sorunlarina
yonelik sorunlarmin ¢6ziimii ve miizik Ogretmenlerinde engellilie yonelik farkindaligin
gelistirilmesi  amaciyla “Notalara Dokunmak (Touching Notes)” isimli bir proje
gerceklestirilmistir. Proje kapsaminda, ihtiyag sahiplerinin kimseden yardim almaksizin erisilebilir
sekilde kendi calismalarmi olusturarak Braille veya miirekkep baskili sekilde materyal elde
etmesini saglamak i¢cin bir yazilim gerceklestirmek amaclanmigtir
(https://www.eged.org/notalaradokunmak, Erisim tarihi: 03 Temmuz 2022).

2019 yilinda Manisa Celal Bayar Universitesi, “Gorme Engelli Bireyler I¢in Miizik Egitimi
Calistay1” gergeklestirilmistir. Calistay, Manisa Celal Bayar Universitesi Giizel Sanatlar Tasarim
ve Mimarlik Fakiiltesi, Istanbul Teknik Universitesi Tiirk Musikisi Devlet Konservatuvari,
Iskenderun Teknik Universitesi Mustafa Yazic1 Devlet Konservatuvari, Ege Universitesi Devlet
Tiirk Musikisi Konservatuvari, Manisa Celal Bayar Universitesi Engelliler Danisma ve

Koordinasyon Birimi, Manisa Aile Calisma ve Sosyal Hizmetler I1 Miidiirliigii isbirligi ile
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diizenlenmistir. Calistay sliresince, ortak sorunlar masaya yatirilmis ve ¢6ziim Onerileri
sunulmustur.

1- 4 Eyliil 2022 tarihleri arasinda Ankara'da, gérme engelli miizik 6gretmenlerine yonelik nota
okuryazarlig1 egitimi, Egitimde Gérme Engelliler Dernegi Proje Ofisi’nde gergeklestirilmistir. Bu
egitimde, Tiirk sanat miizigi ve Tiirk halk miizigi notalarinin yazimi konular islenmis, yazilan
kabartma notalarinin ¢ikt1 olarak alinabilme siireci hakkinda bilgiler sunulmustur.

Ege Universitesi Devlet Tiirk Musikisi Konservatuvari, ilk defa 2007 yilinda gérme engelli bir
bireyi lisans egitimine kabul etmistir. Ogrencinin egitimi siiresince materyal eksikligi fark edilmis
ve sorunun giderilmesine yonelik girisimlerde bulunulmustur. Miizik egitimi almaya hak kazanan
gorme engelli bireylere yardime1 olmak iizere, 2015 yilinda Ege Universitesi Devlet Tiirk Musikisi
Konservatuvar1 Ogr. Gor. Birsen Buket TUZUN, Braille nota yazis1 egitimi almistir ve TUZUN,
2015-2016 oOgretim yilindan beri “Kabartma Nota Uygulamalar1 I-II (Seg¢meli)” derslerinde
konservatuvarin gorme engelli 6grencilerine Braille yazidaki notasyon sistemini 6gretmektedir.
2018 yilinda kabartma nota yazimini kolaylagtirmak ve 6grencilere istedikleri notalar1 daha hizli
temin edebilmek lizere, internet ortaminda kabartma sisteminde nota yazimini saglayan yazilim
olan “Duxbury Braille Translator” ve “Index Braille Everest Dv-5 Embosser” kabartma baski1
makinesi Ege Universitesi Rektorliigii tarafindan Ege Universitesi Devlet Tiirk Musikisi
Konservatuvarina alinmis ve gorme engelli 6grencilerin hizmetine sunulmustur. Bu sayede gérme
engelli 6grencilere sinavlarda sorulan sorular, kabartma notaya cevrilmis sekliyle 6grencilere
sunulmaktadir.

2021 yilinda, proje ekibi tarafindan Tiirkiye’de ve alaninda ilk olan bir Sosyal Sorumluluk Projesi
hayata gecirilmistir. Ege Universitesi Tiirk Musikisi Konservatuvari Tiirk Miizigi Béliimii dgretim
iiyesi Dog. Dr. Ozgen KUCUKGOKCE nin yiiriitiiciiliigiinde “Gérme Engelliler i¢in Geleneksel
Tiirk Miiziginde 100 Temel Eser” projesi kapsaminda hazirlanan kabartma nota kitabi, gérme
engelli konservatuvar dgrencilerinin yani sira; profesyonel Tiirk miizigi topluluklarinda ses ve saz
icracisi olarak gbrev alan gorme engelli bireylere, amator Tiirk miizigi topluluklarinda ses ve saz
icracis1 olarak gorev alan gorme engelli bireylere, Tiirkiye genelindeki tiim konservatuvarlara
hazirlik yapan gorme engelli bireylere, Milli Egitim Bakanligina baglh okullarda egitim veren
gorme engelli 6gretmenlere, Milli Egitim Bakanligina bagli okullarda egitim géren gérme engelli

ogrencilere materyal iiretmek amaciyla hazirlanmigtir.
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“4 Makam 24 Etiit” Adh Kitabin Icerigi

Geleneksel Tiirk sanat miizigi alaninda, 6zellikle egitime yonelik kaynaklarin eksikligi bilinen bir
gercektir. Gerek calgisal gerek sozel tiirlerin icrasina yonelik egitim etiitlerinin az olusu, bu
boslugu doldurmaya yonelik calismalarin 6nemini artirmaktadir. Bilindigi gibi 6zellikle
konservatuvar gibi kurumlarin miizik egitimi igerisinde, miiziksel isitme-okuma-yazma,
repertuvar, ¢algi egitimi, armoni gibi derslerde miizigin dili 6gretilmektedir. Bir miizik yazisini,
seslerin siireleri, yiikseklikleri ve adlari ile hiz, giirliik, anlatim 6zelliklerine uygun olarak okumaya
miiziksel okuma denir. Hazirliksiz olarak ilk kez karsilasilan bir miizik yazisini okuma ise miizikte,
desifre olarak tanimlanmaktadir. Desifre becerisi kazandirmak, miizik egitimi igerisinde, lizerinde
onemle durulmasi gereken konularin basinda gelmelidir. Ingilizcede sight-singing olarak ifade
edilen terimin Tiirkge karsilig1, desifre sarki sdylemedir. Ezginin, ilk goriiste ve hazirliksi1z olarak,
sOzleriyle seslendirilmesi sozel desifre olarak ifade edilebilir. Sozel desifre, 6zellikle geleneksel
Tiirk sanat miizigi egitimi igerisinde, Tiirk miizigi konservatuvarlarinin repertuvar derslerinde
egitimin 6nemli bir unsuru olarak karsimiza ¢ikmaktadir ve sozel desifredeki basari, miizikalitenin
onemli bir par¢as1 konumundadir. Geleneksel Tiirk sanat miiziginin sozel eserleri, makamsal ezgi
yapisi-usiil-s6z birlikteliginden olusur. S6zel desifre yapilirken de dogal olarak makam ve ustl
bilgisinin iyi olmas1 beklenir. Iyi bir sézel desifre yapabilmenin temel kosulu, seslendirilecek
ezginin makam O6zelliklerinin iyi bilinmesi ve kullanilan ustle hakim olmaktan geger. Geleneksel
Tiirk sanat miiziginin s6zel seslendirilmesi sirasinda eserin, ilgili usiiliin dizlere vurularak beraber
seslendirildigi geleneksel bir anlayis bulunmaktadir. Konservatuvarlarin repertuvar derslerinin
egitim miifredati igerisinde de siirdiiriilen bu davranis, derslerde okunan s6zel eserlerin tlimiinde
uygulanmaktadir. S6zel desifre, mutlaka ustliin vurulmasi yoluyla gergeklestirilir. Bu durumun
ogrencileri oldukca zorladig1 fark edildiginden, konuyla ilgili ¢alismalar yapmanin gerekliligi
ortaya ¢ikmustir.

Bir diger gereklilik, sozel desifre becerisini gelistirmeye yonelik makamsal egitim etiitlerini igeren
caligmalarin eksikligidir. Bu diisiince dogrultusunda segilen, Saba, Bestenigar, Diigdh ve Sevkefza
makamlari, eser sayis1 bakimindan geleneksel Tiirk sanat miiziginin diger makamlarina gore daha
az kullanilmis olmakla birlikte, belli kurumlardaki icracilar disinda genel olarak giiniimiiz

icracilarinin daha az eser seslendirmeyi tercih ettigi makamlar arasinda yer almaktadir. Ayrica
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caligmanin konusunu olusturan dért makamin, 6grencilerin s6zel desifre sirasinda en ¢ok zorlandigi
makamlar arasinda oldugu gozlemlenmistir.

Etiitlerdeki ezgi yapilanmalari, ilgili makamin geleneksel seyir Ozellikleri dikkate alinarak
olusturulmustur. Etiitlerin bir bélimiinde ise makam dizisi disinda yer alan bazi gesni ve gegkiler
kullamilmistir. Sozel desifreyi gelistirmeye yoOnelik iiretilen egitim etiitleri, bigimsel agidan,
geleneksel Tiirk sanat miiziginin herhangi bir sozel tiriiniin 6zellikleri diisiiniilerek
tasarlanmamustir.

"S6z" unsuru, etiitlerin, makam ve usil disindaki ti¢lincii yapi tasidir. Calismada yer alan etiitlerde
kullanilan sozler, 6grencinin sézel desifresini gelistirmek amaci giittiiglinden edebi degeri olan,
biitiinsel anlamli sozler yerine, geleneksel Tiirk sanat miiziginde terenniim adi verilen 6zel s6z
gruplarinin kullanilmasi ile olusturulmustur. Anlam igeren ya da sozliikk anlami olmayan kelime
gruplarina terenniim adi verilir. Terenniim, geleneksel Tiirk sanat miiziginin Kér, Beste, Agir
Semai, Yiiriik Semai gibi biiyiik tiirleri igerisinde kullanildig: gibi, sarki tiiriindeki bazi eserlerde
de yer almaktadir.

Calismada kullanilan terenniimlerde yer alan s6zciik/s6z dizileri sunlardir: “ah”, “yadr”, “ey”, “of”,
“hey”, “gel”, “aman”, “dost”, “gonil”, “medet”, “cdnd”, “camm”, ‘“‘candmm”, “ydrim”,
“giilsenim”, “giiltenim”, “efendim”, “sadikinam” “servindzim”, “¢dresdzim”, “sith-i sitemkdrim”,
“dilniivdazim”, “kurbaninam”, “hayraninam”, “sergerddaninam”, “dilde nihan”, “dilde girydin”, “be
li yarim”, “be li mirim”, “be li dost”, “tir ye lel li ye le lel 1i”, “ten nen ni ten nd”, “ten nen ni te
nen”, “te ne nd, na dir”, “ney”, “ter dil i, “de re dil la na”, “yd la ye le lel Ii”, “miijdeler olsun”,
“o giizel basin ¢tin”, “o hilal kasin ¢iin”.

Etiitlerde kullanilan ustllerin se¢imi, ilgili makamlarin TRT (Tiirkiye Radyo Televizyon Kurumu)
repertuvarinda yer alan sozel eserler igerisinde, sirasiyla en fazla kullanilan 6 usiliin tespit
edilmesiyle gerceklestirilmistir. Eger usil sayilarinda esitlik var ise usil cesitliligini saglamak
amact ile caligmadaki diger etiitlerde kullanilan usil dengesi dikkate almarak tercihte
bulunulmustur. S6zel desifrenin, usil ile birlikte yapilma zorunlulugu bulundugundan, ¢alismada,
egitim etiitlerinin altinda ustliin gorsel sekli de hatirlatma amaciyla verilmistir. Calismada
kullanilan makamlarin repertuvarinda yer alan sozel eserlerdeki usil dagilimlari, tablolar halinde

sunulmustur.
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Proje Siireci

Ege Universitesi Bilimsel Arastirma Projesi Koordinatorliigii biinyesinde, 23901 numarali Genel
Arastirma Projesi igerisinde yiiriitiicii olarak Dog, Dr. Ozgen KUCUKGOKCE yer almistir.
Kabartma nota yazim islemi, arastirmact Ogr. Gor. Birsen Buket TUZUN tarafindan
gerceklestirilmistir. Ayrica, Dog. Dr. Beril CAKMAKOGLU, Ogr. Gér. Derya TANSU ve Ogr.
Gor. Nesem YENIPAZAR COSKUN da proje siirecinde gérev alan diger arastirmacilardir. 24.10.
2022 tarihinde baglatilan proje, 2023 Ekim ayinda sonlandirilmistir.

Proje, oncelikli olarak “4 Makam ve 24 Etiit” adl1 kitabin, proje ekibi iiyelerinden Ogr. Gor. Birsen
Buket TUZUN tarafindan Braille Nota Yazisina ¢evrilmesi siireciyle baslatilmistir. 12 aylik siirede
tamamlanan proje sonucunda, EUDTMK resmi Web Sitesinde dijital olarak yayimlanan veriler,
ilgili kisilerin hizmetine sunulmustur.

Proje tamamlandiktan sonra, verilerin yararlilig1 ve alandaki etkisini degerlendirebilmek adina
gorme engelli bireyler ile goriismelerde bulunulmustur. Proje kapsaminda, goriisme kisileri i¢in
etik kurul onay belgesi de alinmistir. Goriisme kisileri segilirken; yas araligi, cinsiyet, miizik egitim
diizeyi, farkli bolgelerde ikamet etme gibi kriterler dikkate alinmigtir. Gortisme kisileri, 14 ile 65
yas arasinda olup alt1 tanesi erkek, dort tanesi kadindir. Katilimeilardan ii¢li Diyarbakir, dordii
Izmir, ikisi Istanbul, biri Kibris’ta ikamet etmektedir. Miizikle gerek amator gerekse profesyonel

olarak ilgilenen katilimcilarin tamami Braille nota yazis1 bilmektedir.

SONUC ve ONERILER

Braille yazisinin kullanimina, iilkemizde 1925 yilinda agilan ilk korler okulu ile birlikte
baslanmistir. 1961 ve 1975 yillarinda yayimlanan kabartma yazi el kitaplarinda yalnizca Tiirkce ve
matematik yazim kurallar1 yer almaktadir. Kabartma miizik isaretleri ile ilgili ilk ¢alismalar ise
Milli Egitim Bakanlig1 Ozel Egitim ve Rehberlik Dairesi Bagkanliginin emri ile olusturulan Braille
Danigsma Kurulu’nun, 1986 yilindan itibaren uluslararas1 Braille miizik isaretlerini esas alarak
gerekli uyum siirecini saglamasi ve lilkemizde kullanilacak olan miizik isaretlerine yonelik bir
kilavuz hazirlamasi ile gergeklestirilmistir. Bu tarihten itibaren ¢esitli caligmalar yapilsa da, gérme
engelli bireylerin Braille miizik notasyonu 6zelinde materyal eksiklikleri oldugu bilinen bir
gercektir.

Ege Universitesi Bilimsel Arastirma Proje Koordinatorliigii tarafindan desteklenen, 23901

numarali ve “Goérme Engelliler I¢in 4 Makam 24 Etiit” baslikli proje de, materyal eksikligini
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gidermek ve ilgili bireylere katki saglayarak onlarin miizikal gelisimine olumlu anlamda ivme
kazandirmay1 amaglamaktadir.

Miizik alani ile ilgili ¢alismalar degerlendirildiginde, gorme engelli bireylere yonelik sézel desifre
becerisi kazandirma amaci giiden herhangi bir c¢alismanin olmadigr goriilmektedir. Proje
yiiriitiiciisii Dog. Dr. Ozgen KUCUKGOKCE tarafindan 2020 yilinda “4 Makam 24 Etiit” baslkli,
sozel desifre becerisini gelistirmeye yonelik, makamsal egitim etiitlerini igeren bir kitap
yayimlanmistir. Bu proje ise ad1 gegen kitabin Braille nota yazisina cevrilerek, Ege Universitesi
Devlet Tiirk Musikisi Konservatuvari resmi web sitesine yliklenmesi ve géorme engelli bireylere de
ulagsmasini amaglamis ve elde edilen verilerin yiiklenmesiyle proje tamamlanmistir. Projenin,
alaninda ilk olmasi nedeniyle 6zgiin bir deger tasidig1 ve hedef kitlenin miizik egitim kalitesini
ylikseltmesi bakimindan da ilgililere 6nemli bir katki sagladig1 sonucuna varilmstir.

Projenin tamamlanmasindan ve dijital verilerin web sitesine aktarilmasindan sonra, projenin alana
katkis1 gérme engelli on birey ile gergeklestirilen goriismeler sonucunda ortaya cikarilarak,
yorumlanmigtir. Goriisme kisileri, ¢aligmadan sagladiklar1 yararlar1 belirtmis ve projenin
kendilerinin miizikalitelerine olumlu anlamda katki sagladigini ifade etmislerdir.

Gortisme kisilerinin tiimii enstriiman ¢aldiklarini belirtmisler ve proje materyalinin ¢algi egitim
stireclerine olumlu anlamda katk: sunacagini diisiinmektedirler. Ayrica “4 Makam 24 Etiit” adli
kitaptaki etiitlerin, geleneksel Tiirk sanat miiziginde az kullanilan makamlardan olusmasi nedeniyle
kendilerine makamsal zenginlik kazandiracagini dile getirmislerdir. Calismanin, desifre becerisini
gelistirmenin yani sira us@il uygulamalar baglaminda da katki sundugu hedef kitle tarafindan
belirtilmistir.

Goriisme kisilerinin bu siirecte bazi dnerileri oldugu da dikkati ¢ekmistir. Ornegin, projenin daha
cok kisiye ulasabilmesi yoniinde ¢alismalarin yapilmasi beklenmektedir. Calismanin iceriginde yer
alan dort makamda olusturulan etiitler gibi farkli makamlarda da etiitler hazirlanmas: ve yine
Braille nota yazisina c¢evrilerek ulasima agilmasi dneriler arasinda yer almaktadir.

Gorme engellilerin Braille notalara erisim durumunun, onlarin miizik egitimlerine olumlu katkilar
sunacagl ve dolayisiyla miizikalitelerinin yiikselmesinde oldukca etkili olacagi diistiniilmektedir.
Braille nota yazisina yonelik, yazili materyallerin nitelikli bir bicimde artarak devam etmesi,
ihtiyac duyan bireylere olumlu katkilar sunmasi, ayrica iilkemizde bu konuyla ilgili farkindaligin

da ¢ogalmas1 6nerilmektedir.

212



Géorme Engelliler Icin 4 Makam 24 Etiit

KAYNAKLAR

Koenig, A. J. & Holbrook, M. C. (2000, Vol. Il). Instructional strategies for teaching children and
youths with visual impairments. Foundations of Education. s. 264-330.

Krolick, Bettye (1996). Dictionary of Braille Music Signs. Washington, D.C. Library of Congress,
National Service for the Blind and Physically Handicapped.

Kiiciikgokee, O. (2020). 4 Makam 24 Etiit. Ege Universitesi Basimevi.

Ozel, B. (2018). Amerika Birlesik Devletleri'ndeki Gorme Engellilerin Miizik Egitiminde Braille
Nota Sisteminin Kullanimi ve Tiirkiye'deki Durumun Incelenmesi. (Yayimlanmamus yiiksek
lisans tezi). Gazi Universitesi Egitim Bilimleri Enstitiisii, Ankara.

Sendurur, Y. (1995, No. 16). Gérme Oziirli Ogrencilerin Keman Egitiminde Karsilastig
Giigliikler. Mavi Nota Dergisi.

Internet:https://konservatuvar.ege.edu.tr/tr
18455/gorme_vyetersizligi_olan_bireyler_icin_4 makam_24 etud.html (erisim tarihi: 16
Haziran 2024).

Internet: https://www.eged.org/notalaradokunmak (erisim tarihi: 03 Temmuz 2022).

EXTENDED ABSTRACT

Writing and written sources are of great importance for every society throughout history because
writing is a crucial element that allows societies to progress interact with each other in every field,
and transfer their knowledge from generation to generation. The contribution of written culture to
transmission as well as oral culture should not be ignored. As it is known, writing and reading are
of great importance in the field of music. Visually impaired people have suffered from the lack of
printed musical materials for many years. The lack of notes written in Braille and theoretical
resources led them to education by ear. This situation necessitated memorization-based education.
We can clearly state that the studies on the education of visually impaired individuals are not yet
fully sufficient in our country. In this context, it seems that writing and reading music poses a
significant problem for the visually impaired. Based on the fact that writing and reading are the
main necessity in music education, it is important to address the solution focus of this problem.

Braille Note Writing is one of the basic requirements in the music education of visually impaired
individuals. Before explaining the studies on Braille notation writing, it is necessary to talk about

Braille writing.
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It is known that in 1829, an alphabet was created by the Frenchman Louis Braille, who was also
visually impaired, allowing the visually impaired to read and write. This system, called the Braille
alphabet, is based on the embossing of six dots arranged on a rectangular pattern consisting of two
columns. It is known that this system included the signs required in music as well as the letters
used in the alphabet, and that Louis Braille further developed the system expressing music until
1834.

Braille writing, also known as braille (tactile alphabet) or six dots, is one of the most basic tools
used by visually impaired individuals for reading and writing (Koenig and Holbrook, 2000: 264).
The Braille Notation System was also created by Louis Braille. “In the time that has passed since
the Braille Musical Signs System was first used in France between 1829 and 1834, each nation has
made some changes according to its own musical system and made arrangements to ensure that it
can be used in the most fluent way. In our country, the Braille Advisory Board ensured that
universal Braille music signs were adapted to Turkish Music in the most appropriate way in 1986
(Ozel, 2018: 45). We have personally determined the contribution of the resources written with the
help of these musical signs to the education of visually impaired individuals.

Since this date, various studies have been carried out to fill the material deficiencies of visually
impaired individuals and started to be made available to those in need. As a result of the
development of technology and the conveniences brought by the internet age, it has become easier
for visually impaired individuals to access data.

In Turkey, there are studies carried out by various institutions working to ensure equality in
education and easy access to resources for visually impaired individuals. One of these studies is
the GAP project named "4 Positions 24 Studies for the Visually Impaired", which is the source of
our article.

Assoc. Ozgen KUCUKGOKCE took part. The process of writing braille notes was carried out by
researcher Lecturer. See. It was realized by Birsen Buket TUZUN. Also, Assoc. Dr. Beril
CAKMAKOGLU, Lecturer. See. Derya TANSU and Lecturer. See. Nesem YENIPAZAR
COSKUN are other researchers who took part in the project process. 24.10. The project, which
started in 2022, was terminated in October 2023.

he project is primarily based on the book titled 4 Makam ve 24 Etude, prepared by one of the
project team members, Lecturer. See. It was initiated by Birsen Buket TUZUN with the process of

translating it into Braille Note Writing. As a result of the project completed within 12 months, the
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data published digitally on the EUDTMK Official Website was made available to the relevant
people.

The book titled "4 Makam 24 Etudes", which constitutes the content of the project, is a resource
written on the lack of resources in the field of traditional Turkish classical music, especially for
education. The lack of training studies for both instrumental and vocal genres highlights the
importance of efforts to fill this gap. As it is known, especially in the music education of institutions
such as conservatories, the language of music is taught in courses such as musical hearing-reading-
writing, repertoire, instrument training and harmony. Reading a musical text in accordance with
the duration, height and names of the sounds, as well as speed, loudness and expression
characteristics, is called musical reading. Reading a musical text encountered for the first time
without preparation is defined as sight-reading in music. Acquiring sight-reading skills should be
one of the most important issues in music education. Verbal sight-reading appears as an important
element within the magam and usul elements, especially in traditional Turkish classical music
education. It became necessary to present the book written in this direction for the benefit of

visually impaired individuals.

215



LEE, I., YANG, W. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.216-240

YEGAH MUSICOLOGY JOURNAL

HTTP://DERGIPARK.ORG.TR/PUB/YEGAH

e-1SSN: 2792-0178

Makalenin Tiirii / Article Type : Arastirma Makalesi/ Research Article
Gelis Tarihi / Date Received : 20.08.2024
Kabul Tarihi / Date Accepted : 09.09.2024
Yayin Tarihi / Date Published : 23.09.2024
DOI : https://doi.org/10.51576/ymd.1536267
e-ISSN 1 2792-0178

Intihal/Plagiarism: Bu makale, en az iki hakem tarafindan incelenmis ve intihal icermedigi teyit edilmistir. / This article
has been reviewed by at least two referees and confirmed to include no plagiarism.
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ABSTRACT

The era of Artificial Intelligence (Al) in music has truly arrived. Since the groundbreaking success
of “Genesis,” the first Al-composed album released in 2016 by the world’s inaugural Artificial
Intelligence Virtual Artist (Aiva), the music industry has witnessed an Al revolution. This
momentum continued with the remarkable launch of Suno Al V3 in early 2024, capable of
generating publishable music within minutes based on simple prompts. Al composition has now
become a focal point of interest for scholars around the globe. Currently, there are many automatic
composition algorithms in the interdisciplinary research field of musicology and computer science,
and Markov chain is a representative automatic accompaniment algorithm for intelligent computer
systems. With the advent of the big data era, Markov chain, an automatic composition method
based on probability theory, has gradually been ignored by everyone, but research on artificial
intelligence music generation based on Hidden Markov model (HMM) is still very valuable. This
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Research On The Construction Of Ai Composition System Based On Hmms

paper proposes a method for constructing an Al composition system based on the HMM. This
system achieves the goal of automatically generating accompaniment music from score data. The
proposed system has achieved relatively stable results in the generation of musical elements such
as form and harmony, accompaniment texture, and instrumentation, and has scored well in
evaluation experiments. This study hopes to explore the technical boundaries of musicology
research in the Al era through the construction of algorithmic composition engineering cases in an
empirical way.

Keywords: Automatic accompaniment algorithm, Artificial Intelligence, composition, popular
music, Hidden Markov Model.

HMMS TEMELLI YAPAY ZEKA BESTECILiGI SISTEMI INSASI
UZERINE ARASTIRMA

O0Z

Miizikte Yapay Zeka (YZ) ¢agi gergekten bagladi. Diinyanin ilk YZ Sanal Sanatgist (Aiva)
tarafindan 2016 yilinda yayimlanan ve biiyiikk bir basar1 elde eden “Genesis” adli alblimden,
2024’iin baglarinda yalnizca birkag kelimelik bir komutla dakikalar i¢inde yayimlanmaya hazir
miizik tiretebilen Suno Al V3’iin dikkat ¢ekici ¢ikisina kadar, miizik enddistrisi bir YZ devrimi
yasamaktadir. YZ ile beste yapimi, artik diinyanin dort bir yanindaki akademisyenler i¢in ilgi odagi
haline gelmistir. Su anda, miizikoloji ve bilgisayar bilimi disiplinler aras1 arastirma alaninda bir¢cok
otomatik besteleme algoritmasi bulunmaktadir ve Markov zinciri, zeki bilgisayar sistemleri i¢in
temsil edici bir otomatik eslik algoritmasidir. Biiyiik veri ¢agmin gelmesiyle birlikte, olasilik
teorisine dayali bir otomatik besteleme yontemi olan Markov zinciri yavas yavas géz ardi edilmeye
baglanmistir. Ancak, Gizli Markov Modeli (HMM) temelli YZ miizik {iretimi lizerine yapilan
aragtirmalar hala ¢ok degerlidir. Bu makale, popiiler miizik tarzi icin HMM’ye dayali bir YZ beste
sistemi insa etme yontemini Onermektedir. Bu sistem, nota verilerinden otomatik olarak eslik
miizigi iiretme hedefini gerceklestirmektedir. Onerilen sistem, form ve uyum, eslik dokusu ve
enstriimantasyon gibi miizikal unsurlarin {iretilmesinde gorece istikrarli sonuglar elde etmis ve
degerlendirme deneylerinde iyi notlar almistir. Bu calisma, YZ c¢aginda algoritmik besteleme
miihendisligi 6rneklerinin ingas1 yoluyla miizikoloji arastirmalarinin teknik sinirlarini deneysel bir

sekilde kesfetmeyi amaclamaktadir.
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Anahtar kelimeler: Otomatik eslik algoritmasi, Yapay Zeka, beste, popiiler miizik, Hidden
Markov Model.

INTRODUCTION

Artificial Intelligence (Al) has emerged as a new scientific research field in recent years within the
realm of computer science. The research on (Minsky, 2007) and (Gurkaynak et al., 2016) indicates
that it encompasses the relevant theories, methods, technologies, and applications for constructing
human intelligence systems and has consistently been a focal point of research. Professor (Zhu,
2017) and professor (Tang, 2021) express that the development of artificial intelligence is built
upon the mutual permeation of foundational disciplines such as computer science, philosophy, and
linguistics. (Farbood & Schoner, 2001), (Allan & Williams, 2004) and (Bell, 2011), among others,
multiple studies have pointed out that Al composition stands as a representative intersection
between computer science and musicology. (Sako et al., 2014)’s research points out that the
markov chain has been a foundational aspect of Al composition research. As early as (Simon et al.,
2008)’s research, it particularly emphasized the research perspective of “following limited melodic
score data and generating accompaniment in real-time”. Simultaneously, both studies on (Luque,
2009) and (Fernandez & Vico, 2013) indicate that Al composition can be regarded as an advanced
method of intelligent accompaniment and an important part of the algorithmic composition system.
The construction of algorithms based on music composition theory is the core of its technology.
The artificial intelligence automatic accompaniment has developed very rapidly in recent years due
to the progress of science and technology (Oliwa, 2008), especially on the international level,
where artificial intelligence accompaniment already has a relatively systematic approach (Xia &
Dannenberg, 2015). The following research case on Al Composition and Hidden Markov Model
(HMM) is the basic reference for this study. This study also focuses on algorithm modeling
research on this topic.

About the Al Composition, (Dannenberg & Grubb, 1994) published intelligent accompaniment of
real-time music, marking an early initiation of real-time intelligent accompaniment experiments.
(Backman, 2009)’s optimal harmony progression and (Doush & Sawalha, 2020)’s accompaniment
system based on polyphonic rock music are both anchored in the performer’s ‘score,” analyzed by

a computer program, and then synthesized into the accompaniment. Examples such as (Thom,
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2000) and (Linson et al., 2012)’s improvisation system using artificial intelligence are also
relatively well-known.

About the HMM, Markov Chain and Hidden Markov Chain are crucial algorithms in the Al
composition domain, especially in the field of intelligent accompaniment, where these algorithms
are frequently employed for data analysis or function matching. The rule-based knowledge base
system algorithm, also known as an expert system (Dannenberg & Hu, 2003), such as tonal
harmony rules (Chong & Ding, 2014), can be cumbersome due to a large number of rules and a
huge database. (Rohrmeier & Graepel, 2012) and (Herremans et al., 2017) built a database based
on Bach Chorales and performed harmony matching operations based on the Hidden Markov
Chain. Additionally, (Shan & Chiu, 2010) and (Zarro & Anwer, 2017), based on the alignment
work of Palestrina, employed the Markov Chain for harmony matching operations. Furthermore,
the accompaniment system of (Orio, 2001) and (Jordanous & Smaill, 2008) also utilizes Hidden
Markov Models.

In the aforementioned research, the Hidden Markov algorithm is employed to predict the next
harmony or texture. Whether the music scores follow the algorithmic composition system or
popular tools like “(Band-in-a-Box, 2024)” and “(Music Memos, 2024)”, they all represent the
standardization trend of the composition process. The methods used in the mentioned literature
mostly rely on the theory of artificial intelligence model. After analyzing the melody of the song,
the result of the generated harmony and accompaniment is executed. Therefore, this article aims to
implement the Al Composition System based on HMM (HMM-AICS) in a more innovative and
convenient way. This experimental work aligns with the trend by focusing on “Al Composition”
and “HMM.”

This article proposes HMM-AICS based on the existing research on Al composition, combined
with the music theory of pop music style and the application of orchestration. The first step involves
melody identification, analyzing the tonality, phrases, rhythm, tempo, and other features of the
melody. The second and third steps focus on program theme content, and the final part involves
accompaniment output. The system is divided into four parts: music element analysis, harmony
matching, orchestration matching, and accompaniment output, as illustrated in Figure 1. Based on
this structure, this study completed the construction of a database based on music theory, and
further integrated the HMM into this system. In the last part of this study, the experimental

verification of musical works was also set up.
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Music Element Analysis

Y

Harmony Matching

Orchestration Matching

Accompaniment Mapping

Figure 1. The Structure of HMM-AICS.

METHOD

Popular Music Style Database Construction

The database of the proposed HMM-AICS is based on music theory, which can make the
accompaniment more consistent with the rules of music creation and optimize the operation of the
program. There are two concepts in pop music, namely broad and narrow. In this study, it
specifically refers to the “non-classical” commercial music style. In the accompaniment of pop
music, notes, harmony, and rhythm are crucial structural components (Wright et al., 2012). This
section revolves around the construction of three databases: “Notes, Harmony, and Rhythm.” The
Notes Basic Database explains fundamental data about the music, such as tone color, pitch, and
duration. The Pitch Database specifically focuses on major and minor tonalities of harmony or
melody, as well as other special pitches. The Harmony Database serves as the foundational corpus
for automatic accompaniment, including common triads, seventh chords, suspended chords, etc.
Additionally, it can enhance the richness of harmonic vocabulary through algorithms related to
random probabilities. The Rhythm Database serves as a reference for the musical bass and drum
sections. Based on note duration and values, musical rhythms are composed, and after grouping

several rhythms, they are stored in the rhythm database.

Notes database
Note data utilizes universal MIDI information as the architectural standard. This paper defines the
representation method for each note, including P (pitch), D (duration), R (rhythm), V (velocity), T
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(timbre), as shown in Equations (1) to (6). Here, “a” represents the MIDI pitch number, “b”
represents the MIDI note duration, “ ¢ ” represents the combined MIDI rhythm grouping of “a”

and “b”, “d” represents the MIDI velocity, and “e” represents the MIDI instrument number.

Tone=F (P,V,D,T) 1)
P(Pitch) = 12k + a (2)
D(Duration) = b 3)
R(Rhythm) = ¢ 4)
V(Velocity) = d )
T(Timbre) = e (6)

Pitch is the musical element that needs to be defined first. By defining pitch, the arrangement of
scales can be determined. Based on the different arrangements of scales, different modes and
tonalities can be formed. Scales and modes are the foundation of harmony. The correspondence
between pitch and scales is shown in Score 1. Here, “k” represents the octave pitch position, a
represents the relative pitch position within the same octave, and “12k + a ” can accurately
represent any pitch position. It is important to note that both k and k’ are integers and are adjacent
octaves.

128 (12K +2 12K +4 {12K 45 §

© [® )

©

SIS

©- L34

12K +7 {12K +9 12K +11} 12K’

> <
©

<

>
©

Score 1. Correspondence chart of natural major scale and pitch.

Six major tonality databases, including natural, melodic, and harmonic scales, can all be defined
and stored using this method. Other commonly used scales such as blues, medieval, and ethnic
scales can also be extended based on this approach. By considering pitch and scales, chords can be

deduced, completing the establishment of the harmonic progression.
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Harmony database

Setting harmonic data involves calculating adaptable harmonic combinations based on the
identified melody. This section focuses on summarizing the mapping methods between harmonic
theory and data. Due to program limitations, this paper uses the common tonality in popular music,
specifically the harmonic major tonality, as a case study. Starting from functional harmony, Table
1 reflects the basic harmonic functional attributes. From popular music to classical music, harmonic
movement unfolds as T (Tonic) - S (Subdominant) - D (Dominant). Therefore, the harmonic
database is extended based on these three fundamental functional groups. Comparing with Score
2, each chord corresponds to pitch expression parameters based on the natural major tonality. The

subsequent variations in harmonic color and progressions are derived from this.

Tonic Function | Hin
Subdominant Function v Hm
Dominant Function V Him

Table 1. Basic Harmony Function Property Sheet.

12k +7 12k+9 12k + 11 12k 12k’+2 12k’+4 12k’ +5
12k+4  12k+5  12k+7 12k+9 12k+11 12k° 12k’ +2
12k 12k+2  12k+4 12k+5 12k+7 12k+9 12k+11

%9 9 0 ) 0 ﬁi_

IIIm 1A% VIim vIr

Score 2. The Corresponding Position is the Chord Storage Parameter Based on Natural Major.

(1) Chord Color Transformation

Expand harmonic color beyond basic functional harmony. Functional harmony only satisfies basic
harmonic combinations, and by adding or replacing pitches, harmonic color can be further
enriched. As shown in Table 2, all colors can be classified into major chords, minor chords,

suspended chords, and dominant seventh chords, these being the four basic colors. Then, by adding
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notes, 13 commonly used compound chords such as seventh chords and ninth chords can be

formed. Eight alternative chords can also be obtained by replacing the third note.

Basic Color Augmented Chord Altered Chord (3rd Tone)
Major 6th, M7, M9, add2 sus2, sus4

Minor 6th, m7, m9, m11, add2 m, sus4

Suspended sus2 None

Dominant 7 9th, 13th, #9th 6th, 7th sus4, 11th

Table 2. The Basic Chord Color and Conversion Table.

Map the chords of the four basic colors. By replacing and adding notes, a rich harmonic color
palette can be achieved, and the data can be represented by three types of actions: replacing pitches,
adding pitches, and adding materials for compound chords. It can be understood as changing the
third note based on the triad, or directly using seventh chords, ninth chords, and eleventh chords.
Refer to the three tables below, which are further extensions of Table 2. The left column represents
the indication of replacing, adding, or stacking chords, while the right column expresses pitch or
chord codes. In this context, “a” represents the third note, belonging to a pitch position within an

octave, and “b” is an additional pitch, excluding the pitch of the triad, in the same octave range.

Alter the 3rd Tone/ 12k + a a={2, 34,5}
Add a Pitch/ 12k + b b={2,8, 11}
9th Chord 12k + 11; 12k + 13

Table 3. Major Chord Basic Harmony Color Deformation Representative Code.

Alter the 3rd Tone/ 12k + a a={3,4,5}

Add a Pitch/ 12k + b b={2, 8,11}

9th Chord 12k +11; 12k + 13

11th Chord 12k + 11; 12k + 13; 12k + 17
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Table 4. Minor Chord Basic Harmony Color Deformation Representative Code.

Suspended Chord: Alter the 3rd Tone/ 12k + a a={2}

Dominant 7 Chord: Alter the 3rd Tone / 12k + a a={9, 5}

9th Chord / 12k + b; 12k + ¢ b={11};c={2, 3}

13th Chord 12k +11; 12k + 2; 12k + 5; 12k + 9

Table 5. Suspended Chord and Dominant Chord Basic Harmony Color Deformation Representative Code.

(2) Harmony Progression Settings

Based on the harmony degrees, summarize the matrix related to harmony degrees. The harmony
degree matrix represents the probability of each harmony degree appearing in the song. This
probability is not fixed and is influenced by factors such as the overall musical structure, rhythm,
and cadence. Throughout the process of harmony progression, in addition to considering the degree
of melodic matching, additional explanations for the overall direction of harmony are needed. The
probability of harmony progression in major keys is shown in Table 6. The matrix at the
intersection of the X and Y axes is organized based on the frequency of occurrence of various
degree harmonies in popular music, and similar methods can be used to define probability matrices
for other modes. Based on the harmony database and chord probabilities, matching harmonies can
be calculated. After determining the harmony degrees, the harmonic colors can be expanded, but it
is important to adhere to common harmonic patterns in popular music. The probability of chromatic
harmony substitution can fluctuate around 30%, and it is important to limit the number of chromatic

harmony substitutions to three times in the same musical section.

VII° Vim \Y v IIm IIm I
I 0.3 0 0.3 0 0 0.3 0
IIm 0.2 0.3 0.06 0.2 0.2 0.02 0.01
Iim 0.3 0.2 0.2 0.1 0.05 0.1 0.05
v 0.3 0.15 0.15 0.08 0.3 0.01 0.01
\% 0.02 0.2 0.06 0.2 0.2 0.3 0.02
Vim 0.2 0.06 0.2 0.2 0.3 0.03 0.01
VII° 0.07 0.18 0.18 0.18 0.18 0.18 0.03

Table 6. The Major Key Chord Progression Probability Transition Matrix based on Popular Music Theory.
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Rhythm database

Rhythmic components determine the rhythm of a pop song. Based on the formulas 1 and 3
mentioned earlier, musical rhythms can be compiled according to the defined durations, and several
rhythms can be grouped and stored in the rhythm database. Duration is the primary focus. The
duration of notes is divided based on time, and rhythm and beats are based on this division.
Duration is measured in milliseconds. In regular calculations, a rhythm of 60 BPM (beats per
minute) means 60 vibrations per 1000 milliseconds (1 minute), and other speeds can be calculated

accordingly. If a whole note corresponds to 4000 milliseconds, the note values in Table 7 can be

calculated.
Note Whole Half Quarter 8th 16th 32th
Duration (ms) 4000 2000 1000 500 250 125

Table 7. The Numerical List of the Note Duration.

Based on the duration, the rhythmic section for the bass can be composed. The bass is the
fundamental part of harmony, defining not only the harmonic functions of the music (root position,
inversion) but also establishing the foundation of the texture. The bass’s range is preferably
between 30 and 50 (MIDI pitch range). The system classifies the bass into three types: regular bass,
melodic bass, and patterned bass. Regular bass uses the root (sometimes the fifth) of the chord as
the bass. Melodic bass is often created by adding passing tones, introducing a melodic quality to
the bass line. Patterned bass is based on the decomposition and semi-decomposition structure of
the chord, also relying on the root and fifth. Each type of bass is associated with 10 common
rhythmic patterns, serving as templates for the system. In units of short phrases, these rhythmic
patterns are called upon, looped within the same section, and undergo slight variations.

The bass voice database can be synchronized with the percussion voice database. When
consolidating the databases, the drum groups in the percussion voice database are sorted by
rhythmic complexity. Based on the bass voice, similar bass groups are selected. The bass voice
database includes multiple categories of rhythmic combinations. Once the pitch is determined,
rhythmic combinations are automatically matched and stored in a temporary buffer, awaiting

subsequent calls from the system.
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In summary, this section focuses on the music theory database, revolving around the construction
of the “notes, harmony, and rhythm” databases. It specifically defines algorithms for musical
elements such as pitch, rhythm, and duration. Regarding dynamics and timbre, MIDI CC data can
be temporarily utilized, and future extensions for sound quality can be achieved through third-party
VST sources. This study aims to discuss musical content, avoiding further exploration of sound
quality. The database is not only applicable to the analysis of musical elements but can also be

invoked in harmony matching, orchestrator matching, and other areas.

RESULTS

Al Composition System for Popular Music

The proposed HMM-AICS architecture includes the harmony matching part and polyphonic
matching part. The harmony matching part is composed of fundamental harmony matching, altered
chord matching, and inversion/origin. The polyphonic matching part is composed of percussion
part matching, low-pitched part matching, harmony texture part matching, and secondary melody
part matching. As shown in Figure 2, the proposed AISFSPM can automatically generate chords
and accompaniment textures based on MIDI file data. The harmony arrangement process is mainly

shown in Figure 3, which is also the accompaniment generation database application process.

| Begin

Fundamental
Harmony Matching
Harmony Maitching Part
Altered Chord
Matching
Inversion / Origin
Select
Percussion Part
Matching
Low-Pitched Part
Matching
Polyphonic Matching Part ¢

Harmony Texture
Part Matching

v

Secondary Melody
Part Matching

| End )
~.. “

Figure 2. The Proposed HMM-AICS Architecture.
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Melody

Mode Identification

Structure Analysis Database: Music Theory Rule
Harmony Database Summarization
Polyphony Database

/ Probability Calculation

Harmony Generation

|

Voice Part Adjustment 1 —» Polyphonic Part Generation

}

Voice Part Adjustment 2

/

Accompaniment Generation

'

End

Figure 3. The Flow Chart of Accompaniment Generation Database Application.

Hidden Markov Model Harmony Matching Analysis

Hidden Markov Model (HMM) includes 2 state classes and 3 probability matrixes. The probability
matrixes includes hidden state S, observable state O, and initial state probability matrix 7, hidden
state transition matrix A, observed state transition probability matrix B. HMM can be expressed as
A=(A, B, m) three elements, or A=(N, M, A, B, n) five elements.

In harmony matching, each harmony states Dn (D1, D2, D3, D4,...Dn) can be matched from the
melody, and the HMM can calculate the visible final state. The five elements corresponding to
harmony matching are a hidden state within the same measure available chorus state. The initial
state matrix is the hidden state matrix, and is retrieved from the database, can finally obtain the

matched chord output.
(1) Hidden State Class N

S is the harmony state class, which can be directly called from the database. The n states are

01,62, ...6n , and at time t , the Markov state is gt, and qt € {61,62,...6n}.
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(2) Observable State M
The melody trend can be analyzed from the database, and divided m into t + 1 measures, where
t duration determines the chord density, change a chord every t. This time is the observable state
at time t, and the number of possible chords corresponding to each state. The number of chords
matches the corresponding state in the database. Let n states be V1,V2, ... Vn. The observable state
attimetis Ot {V1,V2,..Vn}. B = {bj(k)}, which represents the probability of harmony between
the observed state and the hidden state. From the melody trend of the previous step, calculate the
possible harmony hidden state:

Bj (k) = P(Ot = vk|qt = 6)) (7)

(3) Initial state probability matrix =, = = {i}, and:
T, =P(qt=0j),1<ij<M (8)

Most of the initial chords of popular music start from the tonic key, and the probability refers to
the matrix in the database.

(4) Hidden state transition probability matrix A = {aij}.
aij = P(qt+1 = 6j|qt = 6i) 9)

Where aij > 0. State at the previous moment t is gt, and the chord q(t + 1) is at the next time

)

“t + 17, the Markov chain chord state transition as shown in Figure 4.

R
Y&

Figure 4. The Markov Chain Chord State Transition.
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Accompaniment Matching Analysis Notes and harmony parts matching

In this paper, in terms of algorithmic programming, first, select possible chords for the melody,
and then provide the probability of the current chord according to the previous chord state. In the
melody limited chorus option, generate the required basic harmony and proceed to the next step.
In the melody limited chorus option, generate the required basic harmony and proceed to the next
step. Hidden Markov chains are used in basic chord generation. The latter includes probability
generation ofs altered chords and suspended chords. The above chords can be obtained from the

dataset. The harmony generation system flow chart is as illustrated in Figure 5.

(= )

b

{ Melody Input Original Chord

l l

Chord Output
Divided H(t)

qt/q(t+1)...q(t+n)

Harmony Generated _
(HMM) t=t+1 -+
qt

e \\\\
<_Change Chord? >

™~ - -

Y\f/ O e )

Altered Chord
Generated

1

Inversion / Origin
Select
Based on Note Time
Distance

|

Figure 5. Harmony Generation Flow Chart.

For harmony texture part matching, keyboard and guitar can perform in a complementary role for
both. When the keyboard performs a long tone for the harmony texture, the guitar can perform a

rhythmic tone for the harmony texture, vice versa.
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Chord progression example: 17 - VIm7 — | — IV - VIm7 — V - V7 — |. Keyboard performs a long
tone as the background, and Arpeggio part can be performed by guitar, I7 chord including “C, E,
G, B,” as the four parameters: 12k, 12k+4, 12k+7, 12k+11. Bass part matching uses original, and
the second pitches from high to low are 12k, 12k+4, 12k+7, and 12k+11. And the pitch 12k+7,
from low to light is 12+11, 12+12, 12+16, 12+12, 12+11, and 12+12.

Bass and percussion parts matching

Bass and percussion are representatives of the rhythm section of pop music. The bass part includes
conventional bass, melody bass, and figured bass. The genetic algorithm can automatically
compose music when provided with a bass line (De Prisco et al., 2010). According to previous
research, the genetic algorithm can automatically generate the required bass-part according to the
ready-made melody and chord progression direction data.

(1) Conventional Bass: according to the dataset to generate a conventional bass line.

(2) Melody Bass: decreasing big jump and increasing stepwise.

(3) Figured Bass: repeating pitches to avoid exceeding the range.

The example chord progression: 17 —VI7 — 1 — IV —VI7 -V — V7 —I. In the case of I7 — V17, the
first note is the root note of the original, and C can be connected with one of A, C, E, G notes from
VI7. If change these notes to digits, 0 can be connected with one of 9, 12, 16, 18. Melodyized
harmony uses the database to generate regular rhythms, so that the pitch goes up and down, not
exceeding the range. After the above algorithm determines the pitch of the accent position, other
parts use more passing tones.

The percussion section of pop music exhibits strong patternicity and belongs to the arrangement of
the looping type. In the looping rhythm pattern, adding some drum group variations in each section
can enhance the music’s agility. Therefore, in every 3-4 cycles, slight changes can be made on the
basis of the original rhythm pattern to meet the changing needs. A piece of music typically changes
its sectional texture in different parts, and the drum group rhythm pattern follows suit. The drum
group generation process rules are shown in Figure 8.

(1) Drum Set Loop: with drum set loop rhythm.

(2) Drum Set Subtraction: in the basic drum set to delete separate strong beats.

(3) Drum Set Fine Tuning: in the basic drum set to change the note slightly.

(4) Embellishment Ending: in the ending part to add some embellishment notes.
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Drum Set Drum Set Embellishment
Subtraction Fine Tuning Ending

Drum Set Loop

Figure 6. The Rules of Drum Set Generation Flow Chart.

In summary, this section centers around the architecture approach of the Al Score Following
System based on the HMM. Starting from the system and database construction process, it provides
a detailed introduction to the principles of setting up the two classes and three probability matrices
of HMM. Furthermore, it explains the accompaniment matching methods for notes, harmony, and
rhythm, emphasizing melody, texture, bass, and percussion sections. It can be understood as a
mapping construction scheme for the Al Composition System based on HMM and music theory

databases.

DISSCUSSION

The following experiment compares the original accompaniment of the three pieces: Love
Transferred (Eason Chan, 2013), Rice Field (Jay Chou, 2013), and Glory (TFBOY'S, 2021) with
the proposed HMM-AICS in this article as an example. Table 8 shows the basic music attributes.

Pieces Tempo Key

Love Transferred 54 F Major
Rice Field 82 A Major
Glory 62 A minor

Table 8. The Basic Music Attributes.

Tables 9, 10, and 11 show the chord generation cases of the original chords, music memos, and
HMM-AICS of three pieces of music.

Piece Chord Direction
Original Chord Direction (1 Grid 1 Measure)
I v Im Vim -V I
Love Transferred Vim IIm IIm7 \V VIim
Il V-V I VIm IIm — IIm7
[Im7 VI Vsus4add9 |
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Music Memos

V V-1 VI-1Im I I
-V I IIm I VIm
VIim v-V I I I
VIim I IIm-V I
HMM-AICS
IIm 1 V7 Vim -V VIm
Vsus2 IIm 1Im7 Vv IHHim
[H170mit5 1 IHIm I Ilsus2
V "7 Vsus4 I
Table 9. Love Transferred.
Piece Chord Direction
Original Chord Direction (1 Grid 1 Measure)
ladd9 — V VI7 - 117 17 — Vsus4 ladd9 ladd9 — V
VI7 - 117 IIm7 — Vsus4 ladd9 ladd9 — V VI7 - 1117
IIm7 — Vsus4 ladd9
Music Memos
Rice Field I—1m V IHIm Vim -V IIm
VI7 - 1117 VI HIM7 — 11 V V —1Im
V-1V I
HMM-AICS
-1l -1 n-vi Il |
1l IIm7sus2 — V | V7 VI-—1
IIm 17 |
Table 10. Rice Field.
Piece Chord Direction
Original Chord Direction (1 Grid 1 Measure)
Vm7 — | VIim7 - VII7 IHHIm7omit5 — VIM7 Hm—11
Vm7 — | VIim7 - VII7 IHHIm7omit5 — VIM7 Hm
Music Memos
Glory Vm —lIm #VI - lm | — Vinr #VII
Hm—#VII Hm—Vin Vm—Vln Hm
HMM-AICS
I Vm7omit3 — 117 IV7 —1Im7 I
I —1n Vm7 blllm—VI; VIl
Table 11. Glory.
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We also conducted a comparative analysis of the musical content of the three versions of the

aforementioned three pieces:

(1) About the Love Transferred
a. Original: mainly uses MIDI keyboard, strings, and Jazz drum set. Keyboard includes
Arpeggio, strings secondary melody, and percussion is more regular.
b. Music Memos: uses bass, Jazz 2-part drum set, and drum kit accompaniment for the bass
part, with a fixed form more rigid.
c. HMM-AICS: uses MIDI keyboard, guitar, and bass to perform the polyphonic
accompaniment. Keyboard uses column chords, guitar accompaniment, and the bass uses a

long bass tone.

(2) About the Rice Field
a. Original: mainly uses drum set, percussion, vocal choir, and synthesizer accompaniment.
The abundant percussion timbres make the performance lively. The synthesizer in addition to
arpeggio uses a bright high-frequency timbre.
b. Music Memos: uses bass and drum set, with some texture variance.
c. HMM-AICS: uses drum set, synthesizer, and guitar for the arrangement. Guitar performs
arpeggio, drum set fixed rhythm is more rigid, and synthesizer supplements guitar texture and
low-pitched parts.

(3) About the Glory
a. Original: uses drum set, percussion, vocal choir, synthesizer accompaniment. The
arrangement is more regular, percussion uses loops texture, vocal choir uses choir harmony,
and synthesizer uses high-pitched plucked for secondary melody.
b. Music Memos: uses bass and drum set. Texture has some variance.
c. HMM-AICS: uses drum set, synthesizer, guitar, and bass. Synthesizer performs plucked
arpeggio, drum set performs looped texture with approximate variance. Bass performs low-

pitched tones, and the guitar uses variant arpeggio for the supplement.
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Based on the comparison results above, the proposed HMM-AICS in this paper can essentially
accomplish the conventional arrangement of popular music styles. However, it is also evident that
there is still considerable room for improvement with HMM-AICS. The accompaniment generated
based on the melody in this study may benefit from further optimization using alternative

algorithms, particularly in aspects such as harmony and texture.
CONCLUSION

This study developed an Artificial Intelligence Composition System (AICS) based on Hidden
Markov Models (HMM) and a music theory database, achieving certain results in the generation
of accompaniment music. The discussion on the construction of the music theory database revolves
around the three databases: “Notes, Harmony, and Rhythm,” with a particular focus on defining
algorithms for musical elements such as pitch, rhythm, and duration. The architecture of HMM-
AICS is explained starting from the process of system and database construction, providing a
detailed introduction to the principles of setting up two classes and three probability matrices within
HMM, and further explaining the methods for matching notes, harmony, and rhythm in
accompaniment. HMM-AICS performed well in experiments and can serve as a case study for Al

music generation for researchers.

Recommendations

This study belongs to the interdisciplinary research content of computer science and musicology,
and can provide reference cases for researchers in these two disciplines. This study simulates the
complete orchestration process in popular music and generates music through hidden Markov
chains through machine learning. The main focus of this study that can provide reference for
relevant researchers is as follows.

(1) The Architecture Method of HMM-AICS.

(2) Establish a music theory database - note database, harmony database, and rhythm database.
(3) The Principle of Four Step Generation Setting for Hidden Markov Chains

(4) Matching Method between HMM and Harmony Sound Part

(5) The mapping and matching method of accompaniment parts - notes, harmonies, bass, and
Percussion parts.

From the perspective of accompaniment assistance, the proposed HMM-AICS still has significant

room for development. Al Composition belongs to the challenging field of artificial intelligence,
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requiring interdisciplinary integration of artificial intelligence, machine learning, and music theory
to achieve certain research results. This study references the complete process of music
composition in an Al manner and then imitates and generates accompaniment styles, providing
insights into new arranging and music generation methods. The proposed HMM-AICS is still in a
relatively new stage. Due to various limitations, there are still many shortcomings. The fixed nature
of accompaniment texture, the need for database expansion, and the improvement of music rules

are challenges that need to be addressed and are directions for future research.
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GENISLETILMIS OZET
Bu calisma, Gizli Markov Modelleri (HMM) ve bir miizik teorisi veritabanina dayali bir YZ

Besteleme Sistemi (AICS) gelistirmis ve eslik miizigi liretiminde belirli sonuglar elde etmistir.
Miizik teorisi veritabaninin insasi, “Nota, Armoni ve Ritim” olmak iizere ii¢ veritabani etrafinda
aciklanmis, 6zellikle perde, ritim ve siire gibi miizikal unsurlarin algoritmalarla tanimlanmasina
odaklanilmistir. HMM-AICS nin mimarisi, sistem ve veritabani olusturma siirecinden baslayarak,
HMM igindeki iki smif ve ii¢ olasilik matrisinin ayar prensiplerine ayrintili bir giris saglamis ve
ardindan nota, armoni ve ritmin eslikte nasil eslestirilecegini agiklamistir. HMM-AICS, deneylerde
iyi performans sergilemis ve Al miizik tiretimi i¢in ilgili aragtirmacilara bir vaka galismasi olarak

hizmet edebilir.
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HMM-AICS, popiiler miizik tarzlarinin miizik teorisi ve orkestrasyonunu bir araya getirerek, teori
tabanli bir veritabani ingasini tamamlamis ve bu sisteme Gizli Markov Modellerini entegre etmistir.
HMM-AICS veritaban1 miizik teorisine dayanir ve bu sayede eslik, miizik kompozisyonunun
kurallarina daha uygun hale getirilir ve programin isleyisi optimize edilir. Bu insa, “Nota Armoni
ve Ritim” olmak {izere ti¢ veritabani etrafinda gergeklesir. Nota veritabani, miizigin tinisi, perde ve
stire gibi temel verileri saglar. Tonal veritabani, armoni veya melodinin major ve mindr skalalarina
ve diger Ozel tonal yonlere odaklanir. Armoni veritabani, otomatik eslik i¢in temel bir veri
kaynagidir ve yaygin {i¢lii akorlar, yedili akorlar, aski akorlar1 vb. igerir. Ayrica, rastgele olasilikla
ilgili algoritmalarla birlestirerek armonik kelime dagarciginin zenginligini artirabilir. Ritim
veritabani, miizigin diisiik sesli boliimlerine referans olarak hizmet eder ve bas ve davul
boliimlerini igerir. Nota siirelerine ve degerlerine gore miizik ritmi yazilir, birkag ritim gruplanir
ve ritim veritabaninda saklanir. Dinamikler ve tin1 boliimii i¢in gegici olarak MIDI CC verileri
kullanilabilir ve daha sonra liglincii parti VST eklentileriyle ses kalitesi genisletilebilir. Veritabani,
miizikal unsurlarin analizi, armoni eslestirme, orkestrasyon eslestirme gibi boliimlerde
kullanilabilir.

HMM-AICS’nin ¢ekirdegi veritabani ingasidir ve mimari haritasi, HMM i¢indeki iki smif ve ii¢
olasilik matrisinin ayarina odaklanir. Nota, armoni ve ritim eglik yontemleri, HMM nin ay1rt edici
bir 6zelligidir ve 6zellikle melodi, doku, bas ve vurmali ¢algilar boliimlerine vurgu yapar. HMM-
AICS, MIDI dosya verilerine dayanarak otomatik olarak akorlar ve eslik dokular1 olusturabilir.
Armoni diizenleme siireci, akor eslestirme ve armoni eslestirme boliimlerini igeren eslik tiretim
veritabani uygulama siirecinin bir parcasidir. Akor eslestirme boliimii, temel akor eslestirme,
degistirilmis akor eslestirme ve ters ¢evrim/kok pozisyonundan olusur. Armoni eslestirme bolimii
ise vurmali ¢algilar boliimii eslestirme, bas boliimii eslestirme, armoni dokusu eslestirme ve ikincil
melodi boliimi eslestirmeden olusur. Gizli Markov algoritmasi, bir sonraki armoni veya akoru
tahmin etmek i¢in kullanilir. Besteleme siirecinin standardizasyon egilimini, algoritmik
kompozisyon sistemini takip eden bir nota veya “Band-in-a-Box” ve “Music Memos” gibi klasik
araclar temsil eder.

Bu calismanin son bdliimiinde, miizik eserlerinin deneysel dogrulamasi da yapilmistir. Deneyler,
bu ¢alismada 6nerilen HMM-AICS’yi bir tiretim modeli olarak kullanmistir. Eason Chan’in 2013
yilinda yayinlanan “Love Transfer”, Jay Chou’nun 2013 yilinda yayinlanan “Rice Field” ve

TFBOYS’un 2021 yilinda yayinlanan “Glory” adli ii¢ sarkisinin orijinal eslikleriyle
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karsilastirmalar  yapilmistir. Miizik igeriginin niteliksel arastirma sonuglarina dayanan
karsilagtirmalara gore, onerilen HMM-AICS temel olarak pop miizik tarzinin rutin diizenlemelerini
gergeklestirebilmektedir. Bununla birlikte, HMM-AICS’nin hala 6nemli bir ilerleme kaydetme
potansiyeline sahip oldugu da gozlemlenmistir. Bu ¢alismada melodiye dayali olarak iiretilen
esliklerde, armoni, doku gibi detaylarda diger algoritmalarin kullanilarak daha fazla optimize
edilmesi diistiniilebilir.

HMM-AICS, deneysel ortamlarda gii¢lii bir performans sergilemis ve YZ miizik iiretimi
konusunda aragtirmacilar i¢in degerli bir vaka ¢alismasi olarak konumlandirilmistir. Bu disiplinler
aras1 ¢aligma, bilgisayar bilimi ve miizikoloji arasindaki kopriiyli kurarak her iki alandaki
arastirmacilara referans ¢ergcevesi sunmaktadir. Calismanin ana katkilar1 sunlardir:

(1) HMM-AICS’nin mimari metodolojisi.

(2) Nota, Armoni ve Ritim veritabanlarinin olusturulmasi ve yapilandirilmasi.

(3) Gizli Markov Zincirleri igin dort adimli tiretim ayar ilkeleri.

(4) HMM ile armonik ses bilesenlerinin eslestirilmesi yontemleri.

(5) Eslik unsurlar1 olan nota, armoni, bas ve perkiisyonun haritalanmasi ve eslestirilmesi stratejileri.
HMM-AICS modelinin, eslik miizigi yardimi alaninda 6nemli bir gelisim potansiyeline sahip
oldugu diistiniilebilir. YZ destekli besteleme, bir¢ok disiplinle yakindan iligkili bir ¢apraz disiplin
alanidir ve bu durum, HMM-AICS’nin bir disiplinler aras1 entegrasyon sonucu olarak gelisiminin
de YZ, makine 6grenimi ve miizik teorisi gibi alanlarda derinlemesine igbirligi gerektirdigini
gostermektedir. Bu calisma, zorlu bir alan olan YZ destekli bestelemeyi temel alarak, miizik
yaratim siirecini referans almakta ve eslik tarzlarinin taklidi ve liretimi lizerine yogunlagmaktadir.
Bu, miizik iiretiminde yenilik acisindan 6nemli bir anlam tasimakla birlikte, miizik iiretim
yontemlerine de yeni bir yon sunmaktadir.

Ancak, HMM-AICS su anda baz1 sinirlamalar ve zorluklarla karsi karsiyadir. Sistem, miizik
igeriginin yalnizca armoni kismina odaklanmakta ve tini, kontrpuan gibi alanlarda daha fazla
tartismaya yer vermemektedir. Ozellikle, eslik dokusunun nispeten sabit kalmasi sorunu, diger
algoritmalarla ¢oziilmesi gereken bir durum olabilir ve giincellemelerle daha zengin ve esnek
miizikal ifadeler saglanabilir. Ayrica, veritabaninin zenginligi, YZ 6grenme siirecini dogrudan
etkiler; daha kapsamli bir miizik veritabani, HMM-AICS’nin performansini artirmaya yardimci
olacaktir. Ayn1 zamanda, miizik teorisinin biitiinliigii de kilit bir faktordiir ve daha dogru miizik

yaratimi ve eslik liretimi i¢in miizik teorisi ile Aapay Zeka algoritmalarinin daha derin bir sekilde
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birlestirilmesi  gerekmektedir. HMM-AICS’nin  gelecekteki  arastirmalarda, algoritma
optimizasyonu, veritabani genisletme ve miizik teorisinin derinlestirilmesi gibi konularda daha
fazla gelistirilmesi gerekecektir. Siirekli kesif ve yenilikler sayesinde, HMM-AICS’nin YZ destekli

miizik yaratimi alaninda daha biiyiik atilimlar yapmas1 beklenebilir.
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YAYLI CALGILARIN GRUP KAYITLARINDA KULLANILAN

TEKNIKLER

TANYERI, Bekir!
oz
Bu ¢alismada keman, viyola ve gello gibi yayl calgilarin grup olarak kayit teknikleri incelenmistir.
Calismanin giris boliimiinde gelisen teknolojinin miizik iiretimine ve miizik sanatina etkileri
anlatilmigtir. Devaminda ses kayit tarihine deginilmistir. 19. yy’da kullanilan kayit tekniklerinden
anlatilmigtir. Giiniimiize kadar uzanan bu seriivenin giiniimiizde nasil bir hal aldig1 vurgulanmistir.
Bulgular boliimde, ti¢ farkl stiidyoda yapilan grup yayli ¢algi kaydi canli olarak gozlemlenmistir.
Birinci stiidyoda; 5 keman, ikinci ve {igilincii stiidyolarda ise 4 keman icracis1 bulunmaktadir. Her
ti¢ stiidyoda da viyola ve 1 viyolonsel icracist bulunmaktadir. 3 stiidyoda da farkli kayit teknigi
kullanildigi, farkli mikrofonlama tekniklerinin tercih edildigi gozlemlenmistir. Yakin ve uzak
mikrofonlama tekniginin ayni anda kullanilmasi durumunda alinmasi gereken onlemlerden
bahsedilmigtir. XY mikrofonlama tekniginin grup yayl c¢algi kayitlarina etkisi iizerinde

durulmustur. Farkli odalarda yapilan kayitlarda kullanilan teknikler incelenmistir. Sonug olarak
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Yavli Calgilarin Grup Kayvitlarinda Kullanilan Teknikler

grup tiye sayisinin Ve kullanilan mikrofon sayisinin kayit tekniklerini etkiledigi goriilmiistiir. Genis
diyaframli kondansat6r mikrofonlarin tercih edildigi gozlemlenmistir. Miks asamasinda yapilacak
olan stereo konumlandirmanin kayit esnasinda basladigi belirtilmistir. Yine miks asamasinda tercih
edilecek olan zaman tabanli islemcilerin (Reverb ve delay) kayit asamasinda da kullanildig: ve
dinamik alan ve frekans tabanli islemcilerin, kayit asamasinda kullanilmamasi gerektigi

belirtilmistir.

Anahtar Kelimeler: Ses kayit, miizik teknolojisi, kayit teknikleri, sayisal islemciler,

mikrofonlama teknikleri.

TECHNIQUES USED IN GROUP RECORDINGS OF STRINGS
INSTRUMENTS

ABSTRACT

In this study, the recording techniques for string instruments such as violin, viola, and cello in a
group setting have been examined. The introduction section discusses the impact of developing
technology on music production and the art of music. Following this, the history of sound recording
is explored, with a focus on the techniques used in the 19th century. The study emphasizes how
this journey has evolved up to the present day. In the findings section, live observations were made
of group string instrument recordings conducted in three different studios. In the first studio, there
are five violinists, while the second and third studios each have four violinists. Each of the three
studios also includes one violist and one cellist. It was observed that different recording techniques
and microphone placements were employed in each of the three studios. The precautions that
should be taken when using both close and distant miking techniques simultaneously are discussed.
The impact of XY miking techniques on group string instrument recordings is highlighted.
Techniques used in recordings conducted in different rooms are also examined. As a result, it was
found that the number of group members and the number of microphones used influenced the
recording techniques. Large-diaphragm condenser microphones were preferred. It is noted that the
stereo positioning that will be applied during the mixing stage actually begins during the recording

process. Additionally, it is stated that time-based processors (reverb and delay), which are preferred
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during the mixing stage, are also used during recording, whereas dynamic and frequency-based

processors should not be used during the recording phase.

Keywords: Audio Recording, Music Technology, Recording Techniques, Digital Processors,

Microphone Techniques.

GIRiS

21. yiizyilda gelisen teknoloji bizlere her sahada biiyiik kolayliklar saglamaktadir. Miizik endiistrisi
de gelisen teknolojiden faydalanip, kusursuz nitelikte driinleri {iretebilmektedir. Bilgisayar
teknolojisi, aranjeden mastering’e kadar, projede yer alan her bireyin isini kolaylastirmaktadir.
Gelisen bu teknoloji ile insanin yaraticiligi birlesince elde edilecek iiriinlerin gesitliligi ve kalitesi
artmaktadir. Farkli kayit teknikleri ile ses isleme programlarinin yeteneklerinin birlesmesi
sonucunda, kiiciik bir odada kaydedilen sesler ¢cok daha biiyiik konser salonundaymis gibi
hissedilmektedir. Ses kayit teknikleri, miizik prodiiksiyonunda Kritik bir rol oynar. Kaydedilen
sesin kalitesi, son iriiniin basarisin1 belirlerken, dogru tekniklerin kullanilmasi kayit siirecinin
etkinligini ve sonuglarin tatmin ediciligini saglar. Bu kapsamda, kemanin grup kayitlarinda 6zel
bir yeri ve énemi vardir. Grup yayl kayitlari, birden fazla yayli ¢algmin bir araya gelerek es
zamanli olarak ¢alindigi, karmasik ve harmonik yapilar olusturdugu 6zel bir disipline dayanir. Bu
tiir kayitlarin basartyla gergeklestirilmesi, enstriimanlarin dengeli bir sekilde kaydedilmesi, uygun
mikrofon yerlesimi, akustik ortamin optimize edilmesi ve teknisyenin 6zenli ¢alismasi gibi birgok
faktore baglidir.

Miizik diizenlemelerinde bir¢ok c¢algi yer almaktadir. Bunlarin bazilar1 ses kiitiiphanelerinden
kullanilmaktadir. Baz1 dzel ¢algilarim ise canli calinmasi1 gerekmektedir. Ozellikle solo ¢algilar ses
kiitiiphanelerinden tercih edilmemektedir. Klarnet, ney, kaval, klasik kemenge gibi uzun sesli
calgilar tercih edilmemektedir. Bu galgilardan biri de kemandir. Keman giiniimiizde hemen hemen
her tiir miizigin igerisinde yer almaktadir. Ozellikle grup yayl, miizige zenginlik, derinlik ve
doluluk katmaktadir. Birden fazla kemanin bir araya gelerek ¢almasiyla olusturulan ses dokusu,
tek bir kemanin ¢ikardig sese kiyasla daha genis ve dolgun bir ses yelpazesi sunmaktadir. Farkli
sesleri ve melodileri bir araya getirerek harmonik ve polifonik yapilar olusturur. Bu durum,
miizikal derinlik ve karmasiklik saglayacagi gibi dinleyicilere daha zengin bir dinleme

sunmaktadir. Grup yaylinin sicak ve duygusal tonu, dinleyicilere derin duygusal baglar kurma
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firsat1 verebilir. Bu enstriimanin kullanimiyla, miizikte duygusal bir atmosfer yaratilabilir ve
dinleyiciler iizerinde giiglii bir etki birakilabilir. Klasik miizikten caz, pop, rock ve diinya halk
miiziklerine kadar bircok farkli miizik tiiriinde kullanilmaktadir. Ozellikle film miiziklerinde
izleyicideki duygu degisiminde biiyiik rol oynamaktadir. Bu esneklik, miizik yapimcilarina ve
bestecilere cesitli tarzlarda ve projelerde grup yaylinin dinamik ve esnek kullanimini
saglamaktadir.

Senfonik orkestralarda genellikle yayl ¢algilar grubu kemanlar, viyolalar, ¢ellolar ve kontrbaslar
olmak tizere dorde ayrilmaktadir. Genellikle bu gruba “yaylilar” denilmektedir. Yaylilar igerisinde
kemanlar birinci kemanlar ve ikinci kemanlar olarak ikiye ayrilmaktadir. Her bir keman grubunda
10-18 kisi yer almaktadir. Viyola ve ¢ellolar 6-10 ve bas grupta 4-8 kisi bulunmaktadir. Bu sayilar,
orkestranin biiylikliigiine, ¢alinacak eserin ozelliklerine ve konser salonunun biiytikligiine gore
degisebilir. Ayrica, belirli bir performansta konuk miizisyenlerin katilimi da bu sayilar
etkileyebilir. Yani standart senfonik yayli orkestrasinda yaklagik 70 kisi yer almaktadir. “En
kalabalik orkestra toplulugu senfoni orkestrasidir. Toplulugun yayl ¢algilar kesimi bu adla anilan
orkestray1 olusturur. Bir senfoni orkestrasi, ikili, tiglii ya da dortlii orkestra diizenine gére kurulur.
Bu terimler, her iifleme calgidan (6zellikle tahta tifleme calgilardan) orkestrada kacgar tane
kullanilacagini belirler. Her kiimedeki yayli galgilarin sayisi da, tifleme galgilarin sayisina gore
dengeyi saglayacak yolda arttirilir” (Miizik Ansiklopedisi; 1985).

Miizik aranjelerinin ¢ogunda bas gitar kullanildig: i¢in yayh kayitlarinda genellikle kontrbas tercih
edilmemektedir. Iki galg1 da alt frekanslara sahip oldugu icin ikisinden birisi kullanilmaktadir.
Tablo 1’ de yayl calgilarin frekans araliklar1 goriilmektedir. Miizik tiirtine goére degiskenlik
gosteren bu tercih, genellikle bas gitardan yana kullanilmaktadir. Hatta miks asamasinda
¢akismanin Oniine gegmek igin ¢ellonun alt frekanslar1 kesilmektedir. Bas gitarin tercih edilmesinin
diger bir nedeni ise; kontrbas, elektrik bas gitara gére ¢ok daha biiyiik bir ¢algidir. Bir de kontrbasin
sustaini, elektrik bas gitara gore daha kisadir. Bu etkenler ¢alginin kullanim sahasini olumsuz

yonde etkilemektedir.

Calgi 1. Tel 2. Tel 3. Tel 4. Tel

Keman Sol3-195.6 Re4 - 293.3 Las - 440.0 Mis - 660.0
Viyola Do3-130.4 Sol3-195.6 Res - 293.3 Lag - 440.0
Viyolonsel Do2 - 65.19 Sol2-97.78 Re3-146.7 La3 - 220.0
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Calgi 1. Tel 2. Tel 3. Tel 4. Tel

Kontrbas Miz - 41.25 Lai1 - 55.00 Re2-73.30 Sol2 - 97.78

Tablo 1.Keman ailesinin frekans tablosu (Zeren:202:2003).
Standart bir ses kayit stiidyosu genellikle ortalama 15 ila 30 metrekare arasinda degisen bir alana
sahiptir. Ancak bu alan biiyiikliigi, stiidyonun amacina, kullanimina, donanimina ve biitgesine

bagli olarak degisebilir. Daha biiyiik stiidyolar genellikle daha fazla ekipman ve daha genis bir

calisma alan1 saglayabilir. Standart bir stiidyonun iginde kontrol odasi, kayit odasi ve bazen bir

Fotograf 1: Hans Zimmer Strings ses orneklerinin kayit ani.

Fotograf 1’de 60 kisilik yayli kaydi1 goriilmektedir. Fotograf Hans Zimmer’in tasarladigi bir ses
kitapliginin kayit asamasinda c¢ekilmistir. Yakin ve uzak mikrofonlama teknigi bir arada
kullanilmistir. Hatta uzak mikrofonlamada stereo etkiyi artirmak ig¢in ¢ok sayida mikrofon
kullanilmistir. Bu sayede daha hacimli ve genis bir ses elde edilmektedir. Fotograf 1’de goriilen

yaylilar, sag, sol ve orta olmak iizere 3’e ayrilmistir. 20 keman orta, 20 keman sol ve 20 keman sag
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hoparlore gonderilecek sekilde stereo planlama yapilmistir. Boyle bir proje yiiksek biitce ve
profesyonel bir ekip c¢alismasi gerektirmektedir. Bu nedenle alternatif kayit teknikleri

kullanilabilmektedir.

Ses Kaydinin Tarihi

Ses kaydinin kisa tarihine gegmeden once ses olgusu frekans terimlerinin tam olarak anlasilmasi
gerekmektedir. Miizik teknolojisinin ham maddesi sestir. Ses, insan yasaminda ve iletisiminde
merkezi bir rol oynamaktadir. iletisimin en temel araglarindan biri olan ses, hem dil bilgi
alisverisini saglar hem de duygularin ve diisiincelerin ifade edilmesine olanak tanir. Isitsel algi,
cevremizdeki diinyay1 anlamamizda ve deneyimlerimizde Kritik bir rol oynar. Miizik, konusma,
doga sesleri ve uyaricilar gibi farkli ses tiirleri, insan duygulari iizerinde giiclii etkiler yaratabilir.
Kulagimiz1 uyaran ve bu yolla beynimizde duyumlara yol agan etkilerin bir ses olusturdugundan
soz ederiz. Buna gore, bir sesin var olabilmesi igin, ¢alisir durumda bir kulak ve beynin (yani bir
alict sistem) bulunmasi, onlar1 uyarabilecek nitelikteki etkenlerin bir yerlerde (ses kaynagi)
olusmas1 ve bu etkenlerin, olusturduklar yerden kulaga kadar, kulagi uyarmaya yetecek siddette
iletilmesi (iletici ortam) gerekir. Bu 6gelerden herhangi birisi yoksa ses de yoktur (Zeren; 2003).
Bir ses dalgasinin frekansi sikisma ve seyreklesme dongiisiiniin sayisiyla dlgiliir. Pargaciklarin tek
bir ileri-geri titresim hareketi bir dongiiyii teskil eder. Frekans bir saniyede meydana gelen dongii
sayisidir. Birimi Hertz (Hz) dir. Bir saniyede 100 dongii (cycle per second, cps) 100 Hz’e esittir ve
2000 cps da 2000 Hz’e veya 2 kHz anlamina gelmektedir (Pasinoglu; 2016).

Ses kayit teknolojisinin tarihi, insanligin sesleri yakalama ve yeniden iiretme konusundaki uzun
stireli aray1gin1 yansitir. Bu teknolojinin gelisimi, birgok bilim insani ve mucidin katkilartyla zaman
icinde 6nemli ilerlemeler kaydetmistir.

Sir Charles Wheatstone, mikrofon ifadesini ortaya atan ilk Kisidir. Unlii ingiliz fizik¢i ve mucit
olan Wheatstone, telgrafi icat etmesiyle taninmaktadir. Wheatstone ¢esitli ilgi alanlarina sahipti ve
1820’lerde akustik ¢alismalara zaman ayirmistir. Wheatstone sesin ortamlar araciligi ile dalgalar
tarafindan iletildigini taniyan ilk bilim insanlar1 arasindadir. Bu bilgi, sesi bir yerden baska bir yere,
hatta uzun mesafelerde bile iletmenin yollarim1 kesfetmesine vesile olmustur. Mikrofon adini
verdigi, zayif sesleri yiikseltebilen bir cihaz tizerinde caligmistir
(https://www.thoughtco.com/history-of-microphones-1992144).
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25 Mart 1857°de Fransiz mucit Eduard-Leon Scott de Martinville, ses kaydedebilen bir cihaz olan
Fonotograf’1 patentleyen ilk kisi olmustu. Bu cihaz, sesi yakalamak i¢in koni seklinde bir konugsma
borusu kullaniyordu. Titresimler; koninin kii¢iik ucundaki esnek bir diyaframi hareket ettiriyordu
ve bu da siyah is ile kapli kdgida kaydedilen dalgali ¢izgiler olusturabiliyordu. Cihaz ses
dalgalariin izini ¢ikarip kaydedebilse de kaydedilen sesi tekrar ¢alma yetenegine sahip degildi
(https://artloftmedia.com/the-history-of-recording-sound-music-timeline/).

1876 yilinda Graham Bell’in telefonu tanitilmisti. Emilie Berliner bu telefon tizerinde ¢alisip zayif
yonleri lizerinde ¢alismalar gergeklestirmistir. Berliner’a gére bu aletin zayif yonlerinden birisi
vericisiydi. Odasinda tek basina ¢alisirken, iletilen sesin hacmini artiran, “loose contact” adini
verdigi yeni bir verici tiirii, yani mikrofon gelistirdi. Bu alet iletilen sesini hacmini artirmisti
(https://mww.loc.gov/collections/emile-berliner/articles-and-essays/emile-berliner-biography/).
Yapilan biitin bu ¢alismalarin miizik i¢in degil de haberlesme igin oldugunu sdylemek
miimkiindiir. Sesi akustik enerjiden elektrik enerjisine doniistiirmek ve gaz disindaki ortamlarda da
hareket ettigini bulmak aslinda miizik teknolojilerinin ilk adimi olmustur. “Daha sonraki yillarda
duyurulacak olan fonograf da telgraf sinyallerini kaydetmek ve saklamak i¢in gelistirilmistir.
Sinyalleri saklamak ve kaydetmek igin gelistirilen bu cihaz miizik endiistrisinde bir devrim olmaya
baslamistir” (Kaya; 2022).

1877’ de Thomas Edison fonografi duyurmustur. Fonograf sinirl siirede kayit yapabiliyordu.
Aslinda insan sesini kaydetmek i¢in tasarlanmisti (Bozkir; 2017). Fakat bu haliyle bile bir devrim
niteligini tagidigini sdylemek miimkiindiir.

1887°de Alman bilimci Emile Berliner, Thomas Edison’un fonografini gelistirmistir. Daha
donaniml1 hale gelen bu cihaza gramofon adini vermistir. Berliner, bu cihazi “gramaphone” adiyla
ti¢ lilkede tescil ettirmistir. Donen bir tabla iizerine yerlestirilen ve is ile karartilmig olan disk/plak
ylizeyine Yyatay izler kaziyarak ¢alisiyordu (Kaya; 2022).

1. Diinya Savasi’na kadar inlii sanatgilarin kaydedilmis eserleri olduk¢a fazlaydi. Bu durum
sanat¢ilarin tinlenmesine ve biiyiikk gelir elde etmelerine sebep olmustur. Her miizisyen bu
durumdan bu derece faydalanamamistir. Ciinkii ¢algr tipi ve kayit teknoloji arasindaki iliski bu
durumu etkileyebiliyordu. Doénemin calgi kayitlarinda frekans genliginden dolay:r piyano
kayitlarda en basarili sonucu verirken, bunun yaninda keman kayitlarinin iyi sonug¢ vermedigi
bilinmektedir. Senfoni ve oda orkestrasi gibi uzun siireli miizik eserlerinin sadece bir kisminin
kayit edilmistir (Bozkir; 2017).
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Bu gelismeler 1s18inda fonograf ve gramofon’un icadinin, miizigi ticarilesmesinde baslangig
noktasi oldugu kabul edilebilir. Amerikan ve Avrupa merkezli sirketler, 20. yy’in bagindan itibaren
bu alana yatirimlar yapmuslar ve bu sayede hegemonik gii¢c haline gelmislerdir. 1. Diinya Savasi,
sektor i¢in olumsuz etki yaratmistir. Fakat radyo, yatirimcilarin tiim ¢ekincelerine ragmen, etkili
bir promosyon araci oldugunu kanitlayarak, Kitleleri harekete ge¢irmeyi basarmistir (Aydin
Oztiirk; 2015).

1925°de elektronik kayit teknolojisi gelismistir. Bu donemde mikrofonlar ve amplifikatorler
kullanilarak yiiksek kalite ses kayitlari yapilmistir. Bu donemde radyolar yayginlasmaya
baslamstir.

1922°de yilinda ingiliz radyosu BBC devlet destegi ile kuruldu. Bu dénemde bir¢ok 6zel ve yerel
radyo yayina baglamisti. Radyolar baslangigta sadece haber yayini yapiyorlardi fakat 1930’larda
stlidyolarin1 miizik gruplarina agmaya basladilar. Bu durum, dinleyicilere ilk kez ticretsiz miizik
dinleme firsat1 sunarken, miizisyenlere de turne masraflarindan kurtularak stiidyolarda calarak

miizisyenliklerini tanitma sans1 sagladi (Aydin Oztiirk; 2015).

Amacg ve Onem

Bu caligmanin amaci; giinimiiz miizik iiretiminde biiylik olmayan stiidyolarda grup yayli ¢algilar
kayitlarinda kullanilan teknikleri belirlemektir.

Yayli calgilar grubu giiniimiiz miizik endistrisinde biiyiik 6neme sahiptir. Kullanildigi miizik
tiirlerinin zenginliginden daha 6nce de bahsedilmistir. Bu nedenden dolay1 biiyiik dneme sahiptir.
Onem arz eden diger nedenler asagida belirtilmistir.

Dengeli ve Biitiinliikli Ses; Her kemanin ayni seviyede ve dogru tonla kaydedilmesi, homojen bir
ses saglar. Grup yayh kayitlarinda kullanilan teknikler, her kemanin ayri sesini dengelemek ve
biittinliikli bir ses elde etmek i¢in 6nemlidir.

Sahne Derinligi ve Stereo Alan; Grup yayli kayitlarinda ve kayit sonrasi agsamalarda kullanilan
teknikler, sahne derinligi ve stereo alan olusturmak i¢in 6nemlidir. Mikrofon yerlesimi ve stereo
tekniklerle, kemanlarin farkli pozisyonlardan ve agilardan kaydedilmesiyle derinlik ve genislik
hissi saglanabilir.

Miizikal Ifade ve Dinamiklerin Yakalanmasi; Grup yayl kayitlarinda kullanilan farkli teknikler,

keman grubunun miizikal ifadesini ve dinamiklerini yakalamak i¢in 6nemlidir. Dogru kayit
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teknikleri ve mikrofon yerlesimi, kemanlarin ifade giiclinii ve performansindaki incelikleri dogru
sekilde yansitabilmesi agisindan 6nemlidir.

Kayit asamasindan sonraki asamalarda yapilacak olan ¢alismalar ile eldeki ham veriler daha iyi
hale getirilmektedir. Bu ¢alismada elde edilecek verilerin literatiire eklenmesi, alanda yapilacak

akademik ve sanatsal ¢alismalara destek olacagindan 6nem tasimaktadir.

Problem Durumu
Giintimiiz miizik prodiiksiyonlarinda yayli galgilar, 6zellikle grup yayli calgilar, miizige zenginlik,

derinlik ve genislik katma konusunda kritik bir role sahiptir. Ancak, kii¢iik stiidyo ortamlarinda
yapilan grup yayh ¢algilar kayitlarinda, teknik sinirlamalar ve akustik zorluklar, ideal bir ses
kalitesine ulasmay1 zorlastirmaktadir. Cesitli kayit teknikleri ile mikrofon yerlesimleri, bu tiir
kayitlarin Kkalitesini 6nemli 6lgiide etkilemektedir. Bu nedenle, yayli ¢algi gruplarmin kii¢iik
ortamlarda nasil kaydedildigi ve bu kayitlarin kalitesinin nasil optimize edilebilecegi, ¢oziim
bekleyen bir problem olarak karsimiza ¢ikmaktadir. Bu ¢alismada yayli ¢algi gruplarinin kiigiik
stiidyo ortamlarinda gergeklestirdikleri kayitlarda kullanilan teknikler, zorluklar ve bu zorluklarin
istesinden gelmek i¢in kullanilan yontemler incelenmektedir.

Bu problem durumu, c¢aligmanin odaklandigi ana sorunu ve bu sorunun miizik prodiiksiyonlari

tizerindeki etkisini acikca ifade etmektedir.

Problem Ciimlesi
Calismanin problem ciimlesi “Grup yayl calgilarin kayit siirecinde kullanilan teknikler ne
sekildedir” olarak belirlenmistir.

Evren ve Orneklem

Aragtirmanin evreni; “Ses kayit stiidyolarinda kullanilan kayit teknikleri” seklindedir. Caligmanin
orneklemi ise; “Ses kayit stiidyolarinda yapilan grup yayli calgilarinda kullanilan teknikler”
seklindedir.

Metodoloji
Bu arastirma, nitel arastirma yontemleri kullanilarak gerceklestirilmistir. Arastirmanin temel
amaci, grup yayl calgi kayitlarinda karsilasilan teknik zorluklari ve bunlari gidermek igin

kullanilan stratejileri incelemektir.
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Arastirma deseni olarak durum g¢alismasi yaklagimi benimsenmistir. “Nitel durum ¢alismasinin en
temel 6zelligi bir ya da birka¢ durumun derinligine arastirilmasidir. Yani bir duruma iliskin
etkenler (ortam, bireyler, olaylar, siiregler, vb.) biitiinciil bir yaklasimla arastirilir ve ilgili durumu
nasil etkiledikleri ve ilgili durumdan nasil etkilendikleri iizerine odaklanilir” (Yildirim, Simsek;
2013).

Calismadaki veriler 3 farkli ses kayit stiidyosundan toplanmustir. Arastirmanin 6rneklemine konu
olan grup yayl calgilarin kayit siireci izlenmistir. Kayit siireci boyunca karsilasilan problemler ve

bu problemlere iirettikleri ¢6ziim 6nerileri incelenmistir.

Tammlar

Uzak Mikrofonlama Teknigi

Yakin mikrofonlama tekniginin tam tersi olan uzak mikrofonlamada (distance miking) hedef,
kaynaktan dogrudan gelen sesler yerine sag ve sola carparak, yani yansiyarak gelen seslerdir.
Bunun i¢in kaynak ile mikrofon aras1 mesafenin en az 1 metre olmasi tavsiye edilir (Isikhan; 2013).
Uzak mikrofonlama teknigi genellikle ses miihendisligi ve miizik kayitlarinda kullanilan bir tekniktir. Bu
mesafe, kaydedilen sesin dogal akustik 6zelliklerini ve ortamin etkilerini daha fazla yansitmak amaciyla
kullanilir. Uzak mikrofonlama tekniginin bazi avantajlart sunlardir:

Dogal Akustik Ortamin Yakalanmasi: Mikrofon kaynagin uzaginda oldugunda, gevresel sesler ve ortam
akustigi daha fazla yakalanir. Bu, ozellikle biiyiik konser salonlar1 veya dogal ortamlarda istenen dogal
yankilanma ve akustigi kaydetmek igin yararlidir.

Ince Detaylarin Yakalmmasi: Uzak mikrofonlama, ses kaynagmin tiim frekans spektrumunu ve dinamik
araligin1 daha iyi yakalayabilir. Bu, 6zellikle vokal ve enstriimantasyonun genis bir araligini duymak
istediginiz durumlarda avantajlidir.

Balansta Daha Fazla Esneklik: Daha genis bir ses alani yakalandigi i¢cin miksaj asamasinda daha fazla
esneklik saglar. Ses miihendisleri, farkli ses kaynaklarin1 ve ortam seslerini miksajda daha iyi

dengeleyebilirler.

Stereo ve XY MikrofonlamaTeknigi

Stereo mikrofonlama teknikleri herhangi bir ses kaynagini iki mikrofonla stereo olarak kayit etmek
icin kullanilir. Bu teknikleri uygularken amaglar ve tercihler dogrultusunda yakin ve uzak
mikrofonlama yapilabilir. Diinyada standart olarak kabul edilen 7 adet stereo mikrofonlama teknigi

vardir. Bunlar; AB, XY, M-S, Blumlein, ORTF, NOS ve DIN seklindedir. Bu teknikler iginde en
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yaygin olarak kullanilan AB, XY ve M-S’dir. XY mikrofonlama tekniginde iki adet yardioid
mikrofon diyaframlari iist iiste gelecek sekilde yerlestirilir. Mikrofonlardan biri ses kaynaginin orta
noktasindan 45-60 derece sol tarafa, digeri de ayni agida fakat ters yone, sag tarafa dogru

pozisyonlandirilir. Mikrofonlarin kendi aralarindaki ac1 90-120 derece arasindadir. (Onen; 2013).

YONTEM

Bu arastirmadaki incelemeler 3 farkli ses kayit stiidyosunda yapilmistir. Stiidyolarda grup yayl
calg1 kayitlarinda kullanilan teknikler incelenmistir. Incelemelerin yapildig: stiidyolar biiyiik yaylt
gruplar1 ig¢in uygun olmadigindan farkli kayit tekniklerinin kullanildigi gozlemlenmistir. Bu
teknikler icin kullanilan mikrofonlar ve mikrofonlama teknikleri incelenip analizi yapilmistir.
Kayitlarda Rode Nt 2A ve Akg C414 genis diyaframli hassas mikrofonlar kullanilmaktadir.
Mikrofonlar konumlandirildiktan sonra kaynaga olan mesafesi 6l¢iilmiistiir. Oda igerisinde oturma
diizeni ve mikrofonlarin konumlar1 grafik olarak c¢alisma igerisinde verilmistir. Yapilan tekrar
kayitlarin sayist ve bu kayitlarin daw igerisindeki isimlendirilmeleri tablolastirilmistir.

Ug farkli stiidyoda kullanilan teknikler sonug béliimiinde maddeler halinde verilmistir. Sonuglara

iligkin Oneriler devaminda yer almaktadir.

BULGULAR
Birinci Stiildyoda Kullanilan Kayit Teknigi

Incelemenin yapildig1 birinci stiidyoda, kayitta 5 keman, 2 viyola ve 1 ¢ello kaydedilmistir. Keman
grubu ezgiyi 5 tekrar seklinde calmistir. Bu teknige double kayit teknigi denilmektedir. Kayit
esnasinda 1. mikrofondan gelen sinyaller sirasiyla sol ve sag tarafa 2. mikrofondan gelen sinyaller
yine sirastyla sag ve sol tarafa gonderilmistir. Mikrofonlar kaynaga 1 metre mesafe ile
yerlestirilmistir. Bu iki mikrofona ek olarak 2 adet mikrofon kaynaga yaklasik 3 metre mesafeye,
XY mikrofonlama teknigi ile konumlandirilmistir. Kayitlar i¢in Akg c414 mikrofonlar

kullanilmistir ve sandalyeler arasinda Imetre kadar mesafe bulunmaktadir.
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1. Mikrofon (Left) 2. Mikrofon (Right)

XY Stereo Mikrofon
3 metre

Sekil 1. Birinci stiidyoda keman grubunun oturma diizeni ve mikrofonlama teknigi.

Sekil 1°de birinci stiidyoda keman grubunun oturma diizeni ve mikrofonlarin konumlari verilmistir.
Goriildigi tizere keman grubu i¢in 4 mikrofon kullanilmistir. 2 adet mikrofon yakin, 2 adet
mikrofon uzak konumlandirilmistir. Mikrofonlar konumlandirilirken 3:1 kuralina dikkat edildigi
gorilmiustir.

Birinci stidyoda keman grubu A odasinda galarken, viyolalar ve ¢ello grubu B odasinda es zamanl
olarak kaydedilmistir. B odasinda cam bdlme olmadigi ve kamera ile kayit odasina goriintii
saglandig1 goriilmistiir. Resim 2’de keman grubunun hilal seklinde oturdugu goriilmektedir.
Viyolalar ve ¢ello grubunun oturma diizeni ise ayn1 hizadadir. Her calgi i¢in yakin mikrofonlama
teknigi kullanilmistir. Bununla birlikte yine XY uzak mikrofonlama teknigi kullanilmistir. Yakin
mikrofonlamada viyolalar icin Rode NT1, viyolonsel i¢in ise Rode NT2a kullanilmistir. XY teknigi
icin yine Akg c414 tercih edilmistir ve sandalyeler arasinda 1.5 metre mesafe bulunmaktadir. Xy

mikrofonlar disindaki mikrofonlar ¢algilara 1’er metre mesafe ile konumlandirilmistir.
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Viyola

1 1
L ¢

1. Mikrofon (Left) 2. Mikrofon 3. Mikrofon (Right)

1 metre 1 metre

XY Stereo Mikrofon

3 metre

Sekil 2. Birinci stiidyoda viyola ve gello grubunun oturma diizeni ve mikrofonlama teknigi.

Viyolalar ve ¢ello grubu igin toplam 5 mikrofon kullanilmistir. Kayit 8 miizisyenin es zamanl
icrasi ile gerceklestirilmistir.

Bu proje i¢in yayli ¢algi grubu, daha biiyiik hissedilebilmek i¢in farkli sayilarda tekrar kayit
calmistir ve bu sinyaller st siste kaydedilmistir. Keman grubu 6 tekrar ¢alarken, viyola ve
viyolonsel grubu 4 tekrar ¢almistir. Bu sayede daha genis ve hacimli bir ses elde edilmistir. 8

kisiden olusan yayli grubu 24-32 kisilik bir grupmus gibi hissedilmektedir.

Tekrar Sayisi 1. Mikrofonun Adi 2. Mikrofonun Adi XY Mikrofonun Adi
Keman 1 Double 1L Double 1R St1
Keman 2 Double 2R Double 2L St2
Keman 3 Double 3L Double 3R St3
Keman 4 Double 4R Double 4L St4
Keman 5 Double 5L Double 5R St5
Keman 6 Double 6R Double 6L St6

Tablo 2. Birinci stiidyoda keman grubunun Daw icerisindeki Pan yé6nleri ve kanal isimleri.

Tekrar Sayisi 1. Mikrofonun Adi 2. Mikrofoun Adx 3. Mikrofonun Adx XY Mikrofonun Adx
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Viyola - Cello 1 Double 1L Double 1R Double 1R Stl
Viyola - Cello 2 Double 2R Double 2L Double 2L St2
Viyola - Cello 3 Double 3L Double 3R Double 3R St3
Viyola - Cello 4 Double 4R Double 4L Double 4L St4

Tablo 3. Birinci stiidyoda viyolalar ve ¢ello grubunun Daw icerisindeki Pan yénleri ve kanal isimleri.

Neticede 24 mono kanal, 10 stereo kanal elde edilmistir. Bu 34 kanalin daw icerisindeki stereo
konumlandirilmasi ve isimleri tablo 1 ve 2’de verilmistir.
Kayit esnasinda icra hatalarindan kaynakli birka¢ kez kayit durdurulup yeniden baslatilmistir.

Kayit esnasinda mikrofonlarin ve oturma planinin bozulmamasi i¢in sadece 2 kere mola verilmistir.

ikinci Stiidyoda Kullanilan Kayit Teknigi

Incelemenin yapildig: ikinci stiidyoda, kayitta 4 keman, 2 viyola ve 1 cello kaydedilmistir. Keman
grubu ezgiyi 8 tekrar seklinde ¢almistir. Viyolalar ve gellolar ise 4 tekrar calmistir. Kayit esnasinda
1. mikrofondan gelen sinyaller sol tarafa 2. mikrofondan gelen sinyaller ise sag tarafa
gonderilmistir. Mikrofonlar kaynaga 1 metre mesafe ile yerlestirilmistir. Bu iki mikrofona ek
olarak 2 adet mikrofon kaynaga yaklasik 3 metre mesafeye, XY mikrofonlama teknigi ile
konumlandirilmistir. Yine birinci stiidyoda oldugu gibi Akg c414 mikrofonlar kullanilmistir ve
sandalyeler arasinda yaklasik 80-100cm kadar mesafe bulunmaktadir. Bu kayitta kanal isimleri

double olarak degil take olarak adlandirilmistir.

Keman 4

4
1. Mikrofon 2. Mikrofon

1 metre 1 metre

XY Stereo Mikrofon

3 metre

Sekil 3. Ikinci stiidyoda keman grubunun oturma diizeni ve mikrofonlama teknigi.
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Tekrar Sayisi 1. Mikrofonun Adi 2. Mikrofonun Ada XY Mikrofonun Adi
Keman 1 Take 1L Take 1R Stl
Keman 2 Take 2L Take 2R St2
Keman 3 Take 3L Take 3R St3
Keman 4 Take 4L Take 4R St4
Keman 5 Take 5L Take 5R St5
Keman 6 Take 6L Take 6R St6
Keman 7 Take 7L Take 7R St7
Keman 8 Take 8L Take 8R St8

Tablo 4. ikinci stidyoda keman grubunun Daw icerisindeki stereo konumlari ve kanal isimleri.

Tekrar Sayis1 1. Mikrofonun Adi 2. Mikrofonun Adx XY Mikrofonun Ad1
Viyola - Cello 1 Take 1L Take 1R Stl
Viyola - Cello 2 Take 2R Take 2L St2
Viyola - Cello 3 Take 3L Take 3R St3
Viyola - Cello 4 Take 4R Take 4L St4

Tablo 5 ikinci stiidyoda viyolalar ve ¢ello grubunun Daw icerisindeki konumlari ve kanal isimleri.

Viyola ve gello kayitlar1 kemanlar galdiktan sonra ayni1 odada gergeklestirilmistir. Sandalyelerin
konumu birinci stiidyodaki viyolalar ve ¢ello grubundaki gibi konumlandirilmistir. Mikrofonlar bu
kayitta degismemistir yine keman grubunda kullanilan Akg c414 mikrofonlar tercih edilmistir.
Daw igerisinde gapraz sekilde konumlandirilmamistir. Birinci stiidyoda mikrofonlar sirasiyla sag
ve sol yone gonderilmistir. Fakat ikinci stiidyoda bu isleme gerek duyulmamistir. Birinci
mikrofondan gelen sinyaller sadece sol tarafa, ikinci mikrofondan gelen sinyaller ise sadece sag
tarafa yonlendirilmistir. Capraz yonlendirme viyolalar ve gello kanallarinda uygulanmuistir.

Bu kaydin sonunda 24 mono, 12 stereo ses dosyasi elde edilmistir. Toplamda 36 kanal olan ses
dosyalar1 genislik ve hacim kazanmasi i¢in daw igerisinde stereo konumlar diizenlenmistir. Stereo

konumlar1 ve isimleri tablo 3 ve 4’de detayl1 bir sekilde verilmistir.

Uciincii Stiidyoda Kullanilan Kayit Teknigi
Incelemenin yapildig1 igiincii stiidyoda, kayitta 4 keman, 2 viyola ve 1 cello kaydedilmistir.
Keman grubu ezgiyi 10 tekrar seklinde calmustir. Viyolalar ve gellolar ise 6 tekrar calmistir. ilk 5

kayitta 1. mikrofondan gelen sinyaller sol tarafa 2. mikrofondan gelen sinyaller ise sag tarafa
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gonderilmistir. Sonraki 5 kayitta bu islemin tam tersi yapilmistir. Mikrofonlar kaynaga 1 metre
mesafe ile yerlestirilmistir. Yine birinci stiidyoda oldugu gibi Akg c414 mikrofonlar kullanilmigtir

ve sandalyeler arasinda yaklasik 1 metre kadar mesafe bulunmaktadir. Bu kayitta kanal isimleri

“yay” ve “baso” olarak olarak adlandirilmistir.

TRNTRRT

Keman 3 Keman 4

§ §
1. Mikrofon 2. Mikrofon

1 metre 1 metre

Sekil 4. Uciincii stiidyoda keman grubunun oturma diizeni ve mikrofonlama teknigi.

Ucgiincii stiidyoda toplamda 4 mikrofon kullanilmustir. Birinci stiidyoda oldugu gibi viyola ve
cellolar, kemanlar ile ayn1 zamanda kayda katilmiglardir. Keman grubu igin 2 adet mikrofon
kullanilmustir. Birinci mikrofon ilk iki icracinin ortasina, ikinci mikrofon ise 3 ve 4. sandalyenin
ortasina 1 metre mesafe ile konumlandirilmistir. Sekil 4’de detayli bir sekilde verilmistir. Xy
mikrofonlama teknigi kullanilmamistir. Bu neden alinan kayit sayisinin diger stiidyolardan daha

fazla oldugunu sdylemek miimkiindiir.
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i

Gello

V(@

XY Stereo Mikrofon

3 metre

Sekil 5. Uciincii stiidyoda viyola ve ¢ello grubunun oturma diizeni ve mikrofonlama teknigi.

Viyolalar ve ¢ello kaydi i¢in resim 6’da da goriilecegi tizere sadece XY mikrofonlama teknigi
kullanilmistir. Mikrofonlar 3 metre mesafe ile konumlandirilmistir. Cello ortadaki sandalyede yer
almaktadir. Bu nedenle her iki taraftan da esit seviyede duyulmaktadir.

Ugiincii stiidyoda viyolalar ve gellolarn oldugu boliimde kayit odasindan goriilebilecek bir
camekan olmadig i¢in yine kamera ile goriintii alinmistir. Kameradaki goriintii ¢ok az bir gecikme

ile kayit odasina ulagmaktadir. Bu gecikmenin performansa herhangi bir etkisi bulunmamaktadir.

Tekrar Sayisi 1. Mikrofonun Adi 2. Mikrofonun Adx
Keman 1 Yay 1L Yay 1R
Keman 2 Yay 2L Yay 2R
Keman 3 Yay 3L Yay 3R
Keman 4 Yay 4L Yay 4R
Keman 5 Yay 5L Yay 5R
Keman 6 Yay 6R Yay 6L
Keman 7 Yay 7R Yay 7L
Keman 8 Yay 8R Yay 8L
Keman 9 Yay 9R Yay 9L
Keman 10 Yay 10R Yay 10L

Tablo 6. ikinci stiidyoda keman grubunun Daw icerisindeki stereo konumlari ve kanal isimleri.
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Tekrar Sayist

XY Mikrofonun Adi

Viyola - Cello 1 Stl
Viyola - Cello 2 St2
Viyola - Cello 3 St3
Viyola - Cello 4 St4
Viyola - Cello 5 St5
Viyola - Cello 6 St6

Tablo 7. ikinci stidyoda viyolalar ve ¢ello grubunun Daw igerisindeki konumlari ve kanal isimleri.

Ucgiincii stildyodaki kaydin sonunda, 20 tanesi mono, 6 tanesi stereo olmak iizere toplamda 26 kanal

kayit elde edilmistir. Bu kaydinda diger stiidyolardaki gibi genis ve hacimli duyuldugunu séylemek

mumkuindiir.

SONUC VE ONERILER

Ug stiidyoda da grup yayli ¢algi kaydi igin biiyiik diyaframli kondansatér mikrofonlar
kullanilmistir. Ayrica, bu stiiddyolarin timiinde XY stereo mikrofonlama teknigi uygulanmuistir.
Icraci sayist ile tekrar sayisi arasinda ters oranti gozlemlenmistir; yani icraci sayisinin azalmasi
durumunda, alinan tekrar sayisinin arttigi gorilmiistiir. Ayni sekilde tekrar sayisi ile mikrofon
sayisinin da ters orantili oldu goriilmistiir. Mikrofon sayisi azalirsa kayit sayisi artmaktadir.
Ug stiidyoda da benzer mikrofonlama teknikleri kullanilmasina ragmen, stereo etkiyi artirmak
icin farkli stereo konumlandirma teknikleri tercih edilmistir.

Viyola ve ¢ello tekrar kayit sayilari, keman grubuna kiyasla daha diisiiktiir. Oransal olarak ifade
edilecek olursa; viyola ve ¢ello kayitlarindan elde edilen tekrar sayisi, keman grubunun tekrar
sayisinin en az %50’si kadardir. Bu oranin tizerinde kaydedilirse, daha hacimli bir sound elde
edildigi sOylenebilir.

Ugiincii  stiidyoda, keman grubu icin XY mikrofonlama tekniginin kullanilmadig
gozlemlenmistir. Bu baglamda, kemanlarin hacminin yeterli oldugu ancak derinlik agisindan
zayif oldugu sonucuna varilabilir.

Stiidyolarin kii¢iik boyutlarinin yayli ¢algi kayitlar1 {izerinde olumsuz etkiler yarattigini

soylemek miimkiindiir. Ancak, bu durumun kamera yardimi ile asildig1 belirtilmistir.
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* Tiim yayl grubun aym odada degil de farkli odalarda bulunmasi, grubun homojenligini
olumsuz yonde etkileyebilir. Ancak miks asamasinda, bu durumun bazi avantajlar sagladigi
soylenebilir. Farkli odalarda bulunan galgilar, mikrofonlarda ses sizintisin1 6nleyerek daha
temiz bir miks elde edilmesine olanak tanimastir.

e Stiidyolarda kullanilan yansitic1 ve emici akustik panellerin, yayl ¢alg: kayitlarinda Kritik bir
rol oynadigi gézlemlenmistir. AKustik diizenlemeler, oda yankilanmasini kontrol altinda
tutarak galgilarin daha temiz ve net bir sekilde kaydedilmesini saglamistir.

* Mikrofonlarin yerlestirilmesinde kullanilan agilar, sesin stereo goriintiisiini ve derinligini
dogrudan etkilemistir. Mikrofonlarin yanlis agilarda yerlestirilmesi, stereo alanin dengesiz veya
bozuk olma riskini artirmaktadir.

» Stiidyolarin farkli akustik 6zelliklerinin, yayli ¢algilarin tonlari {izerinde belirgin bir etkisi
oldugu gozlemlenmistir. Genis odalarda yayli ¢algilarin dogal reverb etkisinin arttig1, kiigiik
odalarda ise daha kuru bir ses elde edildigi belirlenmistir. Farkli odalarda kayit yapilirken,
odalarin akustik yalitiminin birbirine yakin olmasi gerektigi vurgulanmistir.

* Kayit sirasinda bazi icracilarin kendi akustik seslerini daha iyi duymak amaciyla kulakliklarinin
bir tarafin1 agtigi goriilmistiir. Agik olan taraftan gelen ses dalgalarinin mikrofona sizdigi
belirlenmistir. Mikrofon sayisinin yetersiz oldugu durumlarda, kaydedilen tekrar sayisinin
arttig1 soylenebilir.

* Yine ig stiildyoda da XY stereo mikrofonlama teknigi kullanilmistir.

e Icraci ile tekrar sayisini ters orantili oldugunu sdylemek miimkiindiir. Ciinkii icrac1 sayisi az
olmas1 durumunda, alinan tekrar sayisinin arttigi goriilmiistiir.

o Ug stiidyoda da benzer mikrofonlama teknikleri kullanilmistir fakat stereo etkiyi artirmak igin
farkli stereo konumlandirma teknikleri kullanilmustir.

e Ugiincii stiidyoda keman grubu igin XY mikrofonlama tekniginin kullanilmadig1
goriilmektedir. Bu durumda kemanlarin hacimli fakat derinlik bakiminda daha zayif oldugunu
sOylemek miimkiindiir.

e Stidyolarin kiigiik olmalarmin yayl kayitlari1 olumsuz yonde etkiledigini sdylemek

miimkiindiir. Fakat bu durumun kamera yardimu ile ¢oziildiigii sylenebilir.

Bu sonuglar dogrultusunda asagida konu ile ilgili 6nerilere yer verilmektedir.
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Mikrofon yerlestirme siirecinde, birden fazla mikrofon kullanildiginda, 3:1 kuralina kesinlikle
uyulmasi gerekmektedir. Bu kural, mikrofonlar arasindaki mesafenin, mikrofonlardan en
yakindaki kaynaga olan mesafenin en az ii¢ kat1 olmasi gerektigini belirtir ve bu, faz sorunlarini
minimize etmek igin kritik 6neme sahiptir.

Grup yayl galgi kayitlarinda yakin mikrofonlama teknigi kullanilmali ve bununla birlikte, uzak
mikrofonlama teknikleri arasinda miimkiinse XY mikrofonlama tercih edilmelidir. XY
mikrofonlama, ses kaynagma yonelik olarak iki mikrofonun birbirine dik agcilarla
yerlestirilmesiyle gerceklestirilir ve bu yontem, stereo Qoriintiiyii netlestirirken faz
uyumsuzluklarini en aza indirir.

Keman grubu ile viyola ve ¢ello gruplarinin farkli odalarda kaydedilmesi durumunda, odalarin
akustik ozelliklerinin birbirine yakin olmasi1 biiyilk 6nem tasir. Akustik uyumsuzluklar,
kayittaki ses dengesi ve dogal reverb etkileri tizerinde olumsuz etkiler yaratabilir, bu nedenle
odalar arasindaki akustik farklarin en aza indirilmesi gerekmektedir.

Genis diyaframli kondansator mikrofonlar, gézlemlenen iig stiidyoda da tercih edilmistir ve bu
durum, bu tiir mikrofonlarin yayli calgi kayitlarinda istiin performans sagladigini
gostermektedir. Dolayisiyla, genis diyaframli kondansatér mikrofonlarn kullanimi tavsiye
edilmektedir. Bu mikrofonlar, genis frekans yanitlar1 ve yiiksek hassasiyetleri sayesinde daha
zengin ve detayl ses kayitlart sunar.

Bazi miizisyenlerin kayit esnasinda kulakliklarinin tek tarafini ¢ikarmalari, mikrofona ses
sizintisina Yol agabilmektedir. Ses sizintisinin énlenmesi i¢in kulakliklarin her iki tarafinin da
stirekli olarak takilmasi tavsiye edilmektedir.

XY mikrofonlarmin orkestranin merkezine konumlandirilmas: gerekmektedir. Bu yerlesim
saglanmadiginda, stereo dengesi bozulma riski ortaya ¢ikabilir.

Grup yayl ¢algilarin kaydindan sonra miks asamasinda ¢esitli sayisal islemciler kullanilabilir.
Bu islemciler, kayitlarin Kalitesini artirmak, sesin dengesini saglamak ve genel ses tasarimini

optimize etmek amaciyla kullanilir. Yaygin olarak kullanilan bazi sayisal islemciler sunlardir:

Ekolayzir (EQ)
Ses frekanslarmin diizenlenmesini saglar, boylece istenmeyen frekans azaltilabilir ve sesin ton

dengesi iyilestirilebilir.
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Dinamik Kompresarler ve limitérler
Bu dinamik islemciler, sesin dinamik araligin1 kontrol eder. Kompresorler, sesin yiiksek ve

diisiik bolimleri arasindaki farki azaltarak daha dengeli bir ses ¢ikisi saglar.

Reverb ve Delay
Ses alanina derinlik ve uzam kazandirmak i¢in kullanilir. Reverb, sesin dogal bir ortamda nasil

yankilandigini simiile ederken, delay sesin tekrarini saglar.

Stereo Genigsletici
Stereo genisletme islemcileri, sesin stereo alanindaki genisligini artirarak daha genis bir ses

sahnesi olusturur.

Harmonik Distorsiyon ve Saturasyon

Bu islemciler, sesin zenginligini ve karakterini artirarak daha sicak ve dolgun bir ton saglar.

Giiriiltii Giderici (Noise Gate)
Arka plan giiriiltiilerini azaltmak igin kullanilir, béylece istenmeyen sesler ve parazitler kayit
dis1 birakilir.

e Son olarak, icracilarin oturma diizeninin hilal seklinde olmas1 6nerilmektedir. Bu diizen, ses
kaynaklarinin mikrofonlar tarafindan daha homojen bir sekilde yakalanmasini saglar ve ayni
zamanda icracilar arasinda gorsel ve isitsel iletisimi kolaylastirarak performans kalitesini

artirir.
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EXTENDED ABSTRACT

Sound recording techniques play a critical role in music production. Within this scope, the
recording of string ensembles holds a special place and significance. Ensemble string recordings
rely on a unique discipline where multiple string instruments come together and play
simultaneously, creating complex and harmonic structures. Successfully achieving these types of
recordings depends on numerous factors, including the balanced recording of instruments,
appropriate microphone placement, optimization of the acoustic environment, and the meticulous
work of the technician.

The aim of this study is to identify the techniques used for recording string ensembles in small
studios in contemporary music production. String instruments, particularly in ensemble settings,

play a crucial role in adding richness, depth, and breadth to music. However, in small studio

262


https://epicomposer.com/spitfire-audio-hans-zimmer-strings-review/
https://www.thoughtco.com/history-of-microphones-1992144
https://artloftmedia.com/the-history-of-recording-sound-music-timeline/
https://www.loc.gov/collections/emile-berliner/articles-and-essays/emile-berliner-biography/

TANYERI, B. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.241-264

environments, technical limitations and acoustic challenges make it difficult to achieve ideal sound
quality in ensemble string recordings. Various recording techniques and microphone placements
significantly impact the quality of such recordings. Therefore, how string ensembles are recorded
in small environments and how the quality of these recordings can be optimized presents a problem
that requires a solution. This study examines the techniques used in recording string ensembles in
small studio environments, the challenges encountered, and the methods used to overcome these
challenges.

This research was conducted using qualitative research methods. The primary objective of the study
is to investigate the technical challenges faced in ensemble string recordings and the strategies
employed to address these challenges. Data for the study were collected from three different audio
recording studios. The recording process of the string ensembles in the sample was observed.
Problems encountered during the recording process and the proposed solutions to these problems
were examined.

Recording Technique in the First Studio: In the first studio examined, the recording included 5
violins, 2 violas, and 1 cello. The violin group played the piece in 5 takes, a technique known as
double recording. During the recording, signals from the 1st microphone were alternately sent to
the left and right channels, while signals from the 2nd microphone were similarly alternated
between the right and left channels. The microphones were positioned 1 meter from the source. In
addition to these two microphones, 2 more microphones were positioned approximately 3 meters
from the source using the XY microphone technique. AKG C414 microphones were used for the
recordings, and the distance between chairs was approximately 1 meter.

Recording Technique Used in the Second Studio: In the second studio under examination, the
recording included 4 violins, 2 violas, and 1 cello. The violin group played the piece in 8 takes,
while the violas and cellos played in 4 takes. During the recording, signals from the 1st microphone
were sent to the left, and signals from the 2nd microphone were sent to the right. The microphones
were positioned 1 meter from the source. In addition to these two microphones, 2 more
microphones were positioned approximately 3 meters from the source using the XY microphone
technique. As in the first studio, AKG C414 microphones were used, and the distance between
chairs was approximately 80-100 cm.

Recording Technique Used in the Third Studio: In the third studio under examination, the recording

included 4 violins, 2 violas, and 1 cello. The violin group played the piece in 10 takes, while the
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violas and cellos played in 6 takes. In the first 5 takes, signals from the 1st microphone were sent
to the left, and signals from the 2nd microphone were sent to the right. In the subsequent 5 takes,
this process was reversed. The microphones were positioned 1 meter from the source. As in the
first studio, AKG C414 microphones were used, and the distance between chairs was
approximately 1 meter. In this recording, the channel names were designated as "high" and "bass."
Four microphones were used in the third studio. As in the first studio, violas and cellos were
recorded simultaneously with the violins. Two microphones were used for the violin group: the
first microphone was positioned 1 meter from the center of the first two performers, and the second
microphone was positioned 1 meter from the center of the 3rd and 4th chairs.

Conclusion: In all three studios, large-diaphragm condenser microphones were used for recording
string ensembles. Additionally, the XY stereo microphone technique was applied in all these
studios. A reverse correlation was observed between the number of performers and the number of
takes. Similarly, a reverse correlation was also observed between the number of takes and the
number of microphones. Despite the use of similar microphone techniques in all three studios,
different stereo positioning techniques were employed to enhance the stereo effect. The number of
takes for viola and cello recordings was lower compared to the violin group. Recording above this
ratio is indicative of achieving a more voluminous sound.

It is possible to state that the small sizes of the studios had a negative impact on string recordings.
Having the entire string ensemble in separate rooms, rather than in the same room, may negatively
affect the homogeneity of the group. However, this arrangement provided some advantages during
the mixing stage. The use of reflective and absorptive acoustic panels in the studios was observed
to play a critical role in string recordings. Acoustic treatments helped control room reverberation,
allowing for cleaner and more distinct recordings of the instruments.

The angles used in microphone placement directly affected the stereo image and depth of the sound.
It was observed that the different acoustic characteristics of the studios had a distinct effect on the
tones of the string instruments. Different acoustic characteristics of the studios distinctly affected
the tones of the string instruments. During recording, some performers opened one side of their
headphones to better hear their acoustic sound, which caused sound waves from the open side to
leak into the microphones.
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TURK MUSIKiSINDE MUSTEREK TAKSiM GELENEGI:
EROL DERAN VE AKA GUNDUZ KUTBAY’IN
SEGAH TAKSIiM ORNEGI

BAYRAKCIL Omer Faruk?

(074

Bu ¢aligmada gerek dini gerekse dindist masiki formlarinin igerisinde 6nemli bir yere sahip olan
taksim formunun bir tiirii olan miisterek taksim hakkinda bilgi verilmesi ve taksim formundaki
icralart pek ¢cok miizisyen i¢in 6rnek olan Kanuni Erol Deran ve Neyzen Aka Giindiiz Kutbay’in
Segah makamindaki miisterek taksimlerinin incelenmesi amaglanmistir. Miisterek taksim
formunun farkli 6rneklerine de yer verilen ¢alisma i¢in Erol Deran ve Aka Gilindiiz Kutbay’in
Segah miisterek taksimi notaya alinarak incelenmistir. Taksimdeki form ve makam anlayis1 lizerine
yapilan analizlerle miisterek taksimin icras1 hakkinda genel bir fikir elde edilmesi amaglanmaistir.
Gozlem, dokiiman analizi gibi veri toplama yontemlerinin kullanildig: nitel bir arastirma olan
caligmada genel tarama modeli kullanilmistir. Tiirk msikisi formlar: igerisinde taksimin yeri ve

tiirleri hakkinda bilgi verildikten sonra miisterek taksim konusu detaylandirilmis ve bu taksim

1 Dr. Ogr. Uyesi, Eskisehir Osmangazi Universitesi ilahiyat Fakiiltesi, islam Tarihi ve Sanatlari B6lim, Tiirk Din
Musikisi Anabilim Dali, o.farukbayrakci@hotmail.com, Orcid: 0000-0002-1779-2206
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tiirline ait baz1 6rnek icralar paylasilmistir. Erol Deran ve Aka Giindiiz Kutbay hakkinda kisa bir
biyografi verilmis ve Segah miisterek taksimin icra kaydina ait karekod verilmistir. Bu icra notaya
alimmig ve melodik climleler halinde form, makam, siire kullanimi gibi konular iizerinden
degerlendirmeler yapilmustir. Ilgili literatiir incelendiginde taksim ya da eser analizi gibi
caligmalarin yapildig1 ancak miisterek taksim 6zelinde bir ¢calisma yapilmadigi goriilmiistiir. Bu
yoniiyle ¢aligmanin bundan sonraki ¢aligmalara 1s1k tutacagi ve literatiire onemli bir katki sunacagi

diistiniilmektedir.

Anahtar Kelimeler: Tiirk misikisi, taksim, miisterek taksim, Erol Deran, Aka Giindiiz Kutbay.

THE TRADITION OF RECIPROCAL TAKSIM IN TURKISH MUSIC:
THE EXAMPLE OF EROL DERAN AND AKA GUNDUZ KUTBAY’S

SEGAH TAKSIM
ABSTRACT

In this study, the aim is to give information about the reciprocal taksim, which is a type of the
taksim form, which has an important place in both religious and non-religious music forms, and to
examine the reciprocal taksims of Kanuni Erol Deran and Neyzen Aka Giindiiz Kutbay, whose
performances in the taksim form serve as examples for many musicians in the makam Segah. For
the study, which also includes different exambiples of the reciprocal taksim form, the Segah
reciprocal taksim of Erol Deran and Aka Giindiiz Kutbay was notated and analysed. By analysing
the form and makam understanding in the taksim, it was aimed to obtain a general idea about the
performance of the reciprocal taksim.

In the study, which is a qualitative research in which data collection methods such as observation
and document analysis were used, the general survey model was used. After giving information
about the place and types of taksim in Turkish music forms, the subject of reciprocal taksim was
elaborated and some sample performances of this type of taksim were shared. A brief biography
about Erol Deran and Aka Giindiiz Kutbay is given and a link to the performance recording of the
Segah reciprocal taksim is given. This performance was notated and evaluations were made on
issues such as form, makam and duration usage in melodic sentences. When the related literature

was examined, it was seen that studies such as taksim or work analyses were conducted, but no
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study was conducted specifically on the reciprocal taksim. In this respect, it is thought that the

study will shed light on future studies and make an important contribution to the literature.

Keywords: Turkish music, taksim, reciprocal taksim, Erol Deran, Aka Giindiiz Kutbay.

GIRIiS

Tirk musikisi formlart ¢esitli sekillerde tasnif edilmekle birlikte genellikle saz musikisi
(enstriimantal musiki) ve sozli masiki (vokal masikl) olmak tizere iki ana bashk altinda
toplanmaktadir. Saz misikisi formlarinin icerisinde taksim, pesrev, saz semai, medhal, longa, sirto,
oyun havasi, aranagme ve koda gibi formlar yer almaktadir. S6zlii mdsiki formlar1 ise dini ve din
dis1 (1adin?) olmak tiizere iki baslik altinda toplanmaktadir. S6zIii misikinin din dis1 formlarinin
arasinda kar, kar-1 natik, karce, beste, agir semai, yiirik semai, gazel, sarki, tiirkii, kdcekee gibi
formlar yer almaktadir. Dinl masiki fomlarin1 genel olarak enstriiman kullanilip
kullanilmamasindan dolay1 kendi igerisinde cami musikisi, tekke musikisi ve cami-tekke ortak
formlar1 olarak ti¢ baslik altinda siiflandirmak miimkiindiir. Cami musikisinin igerisinde; Kur’an-
1 Kerim tilaveti, ezan, kamet, sala, tekbir, salat-1 immiye, telbiye, cumhur miiezzinligi, mahfel
stirmesi, Cuma hutbesi ve giilbanki, tardiyye, teravih tertibi, temcid, miinacaat, tesbih, istigfar,
mevlid, muhammediye, ta’rif, feraciye, miraciye ve regaibiye formlari bulunmaktadir. Tekke
misikisi formlarini ise; ism-i celal, durak, mersiye, nefes, deyis, Mevlevi ayini, savt, salat-1
kemaliye, nevbe ve giilbank olarak siralamak miimkiindiir. Hem camide hem de tekkede icra

edilebilen ortak formlar da; na’t, kaside, tevsih, i1ahi ve sugul olarak siralanmaktadir.

Arastirmanin Amaci

Calismada taksim formunun bir tiirii olan miisterek taksimin geg¢misten giiniimiize uygulanisi
hakkinda bilgi edinilmesi amacglanmistir. Ayn1 zamanda bu formun 6nemli icracilarindan olan
Kanuni Erol Deran ve Neyzen Aka Gilindiiz Kutbay’in Segah makamindaki icra kaydi tizerinden

yapilan analizle formun detayl bir sekilde anlagilmas1 amaglanmustir.

Arastirmanin Onemi
Miisterek taksim geleneginin zaman igerisindeki degisim siirecinin ortaya koyulmasi ve alanin en
iyi temsilcilerinden olan sanatgilar tarafindan yapilmis taksimin analizi ile miisterek taksim formu-
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nun anlasilmasi bakimindan bu ¢alisma 6nem arz etmektedir.

Smirhliklar
Bu caligma,;
- Tiirk saz misikisi formlarindan olan taksimin yalnizca miisterek taksim tiirii ile,
- Misterek taksim Orneklerinin fazlaligindan dolay1 icraciligi pek cok otorite tarafindan
kabul goren Erol Deran ve Aka Giindiiz Kutbay ile,
- Erol Deran ve Aka Gindiz Kutbay’in ¢ok kullanilan makamlardan olan Segah

makamindaki miisterek taksimleri ile sinirlandirilmastir.

YONTEM

Nitel arastirma, gozlem, goriisme ve dokiiman analizi gibi veri toplama yontemlerinin kullanildigi,
alg1 ve olaylarin dogal ortamda gergekei, biitlinciil bir sekilde ortaya koyuldugu ¢aligsma tiirii olarak
tanimlanmaktadir (Yildirim ve Simsek, 2013: 45). Bu y0Oniiyle nitel bir arastirma olan ¢aligmada
genel tarama modeli kullanilmistir. Calisma icin Erol Deran ve Aka Giindiiz Kutbay’in Segah
makamindaki miisterek taksimi notaya alinmistir. Eserin icras1 Kalan Miizik Sirketi tarafindan
2012 yilinda youtube platformunda paylasilmis, ¢alismada bu paylasima erisimi saglayacak
karekoda yer verilmistir. Notaya alma iglemi i¢in Mus2 nota programi kullanilmig ve Arel-Ezgi-
Uzdilek nazari sistemi esas alinmigtir. Kayittaki icra mansur ahengi (5 ses)’dir ancak notaya
alinirken yerinde Segah makamu dizisi lizerinden yazilmigtir. Taksim gibi serbest icralarin notaya
aliminda icray1 birebir gosterebilmek miimkiin olmadigindan notaya alimirken sade bir yazim
kullanilmaya ¢aligilmig, ana hatlariyla analize imkéan saglayacak sekilde yazilmaya O6zen

gosterilmistir.

Tiirk Misikisinde Taksim

Arapca kokenli, bolmek, parcalamak anlamina gelen taksim kelimesinin bu forma adini vermesi
ile ilgili farkli gorlisler mevcuttur. Yaygin olan goriis; ¢esitli eserlerin yer aldigi bir akisin
igerisinde programi ikiye boldiigl i¢in taksim ad1 verildigi seklindedir. Ancak bu yaklagim taksim
tiirleri igerisinde yalnizca ara taksim igin gecerli olacagindan eksik kalmaktadir. Dr. Suphi Ezgi
ise usulsiiz olarak okunan gazel formunun taksimle benzerligine dikkat ¢cekerek kelimenin buradan

geldigine isaret etmistir (Ozalp, 1992: 8). Icra sekli itibariyla gazel, kaside, uzun hava gibi usulsiiz
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okunan masiki formlarina benzer olan taksimin diger formlardan ayrilan en 6nemli 6zelligi
sanat¢inin o anki ilhamui ile yani irticali bir icraya dayali olmasidir. Bir seye hazirlanmak anlamina
gelen Fransizca kokenli provis sdzctigiiniin zitt1 olan emprovize kelimesi de hazirlik yapmadan,
icinden geldigi gibi, anlaminda taksim icrasini ifade etmek i¢in zaman zaman kullanilmaktadir.
Caz miiziginin icrasinda daha ¢ok karsimiza ¢ikan bu kavram emprovize icranin bat1 miiziginde de
onemli bir yeri oldugunu gostermektedir. Bunun yaninda bati miizigi formlarindan kongertonun
icerisinde de taksim Orneklerini gormek miimkiindiir (Giirbiiz ve Bol, 2023: 2843). Ancak taksim
icraciligini yalnizca emprovize kelimesiyle iliskilendirmek yeterli degildir. Bestelenmis bir eseri
yorumculuk becerileri ve saz hakimiyeti ile birlestirerek icra eden sazende icin bu defa bestecilik
kabiliyetini de ortaya koymasi gerekmektedir. Bu bakimdan taksim icras1 diger biitiin saz ve sozli
miusiki icralarindan farkli olarak miizisyenin 6zgiin melodiler gelistirebilmesi, bu melodileri bir
kompozisyon kurgusu igerisinde sunabilmesini zorunlu kilar. Bu durum geleneksel masiki 6gretim
yontemimiz olan meskin 6nemini de ortaya koymaktadir. Behar’in da belirttigi gibi; mesk, yalnizca
teori, makam, usul, saz teknigi, tavir gibi konularin 6grenildigi bir egitim degil ayn1 zamanda
melodi dagarciginin da gelistirildigi bir ¢aligmadir (Behar, 2019: 19). Bu bakimdan mesk
yontemiyle yapilan egitimler, ¢esitli mesk ortamlarindan ya da konserlerden hatta ses kayitlari
araciligtyla yapilan dinlemelerden kazanilan repertuvarin taksim etme kabiliyetine sunacagi katki
cok biiyiiktiir. Erguner bu konunun 6nemini, “Eser icrasinda ve hele taksimlerdeki Tiirk miisikisi
tislubunu kegfetmenin dinlemekten baska yolu yoktur” cimlesiyle ifade etmistir (Erguner, 1986: 4).
Ozetlemek gerekirse, iyi bir taksim icrasi i¢in sazendenin sahip olmas1 gereken 6zellikler; makam
bilgisi, saz hakimiyeti ve kompozisyon (bestecilik) olarak siralanabilmektedir.

Gerek dini gerekse dindisi eserlerin yer aldigi misiki ortamlarinda taksim ¢ogunlukla dinleyiciyi
icra edilecek esere hazirlamak i¢in kullanilmaktadir. Bunun yaninda aranagme ya da basinda saz
parcalarinin olmadigi, sozlii eserlerin girisinde de solist ya da koronun dogru akordu tayin
edebilmesi i¢in taksime ihtiya¢ duyulur. Dini misiki formlarinin icerisinde de kaside, na’t gibi
serbest formlarin basinda ya da aralarinda taksim icra edilmektedir. Icerisinde farkli formlar:
barindiran Mevlevi ayininin icrasi sirasinda bas taksim, son taksim gibi isimlerle karsimiza
¢ikmaktadir. Kiyam Ism-i Celli icrasinda da zikir, kaside ve taksim icralarmin bir arada
uygulandigr goriilmektedir (Diizbasg, 2023:18).

Taksim icra edildigi yere gére farkli isimlerle karsimiza ¢ikmaktadir. Ozkan (2006: 97), taksim

tiirlerini ii¢ baslik altina géstermistir:
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Giris taksimi (gosteri taksimi) Esere baglamadan 6nce eserin makamina ait seslere dinleyiciyi

hazirlamak amaciyla tek makamda yapilan taksimdir.

Ara taksim: Konser ya da faslin ortasinda yapilan ve farkli makam gegkilerinden sonra ilk

makama doniilen taksimdir.

Gecis taksimi: Baglanilan makamdan farkli bir makama gegilerek karar edilen taksimdir. Ayrica
cok fazla makam geckisi iceren taksimlere de fihrist taksim (natik taksim, taksim-i natik) adi
verilmektedir.

Ozalp’e gore ise taksim tiirleri sekiz baslik altinda toplanmaktadir:

Bas taksim: Mevlevi ayinlerinin ve saz eserlerinin basinda yapilan taksimdir.

Son taksim: Mevlevi ayinlerinin ve saz eserlerinin sonunda yapilan taksimdir.

Giris taksimi: Solo ve koro icralarin basinda yapilan taksimdir.

Ara taksim: Sozli eserlerden olusan bir repertuvarin arasinda genellikle tek makamda yapilan

taksimdir.

Gecis taksimi: Bir makamdan baska bir makama gecis esnasinda kulaklar1 alistirmak i¢in yapilan

taksimdir.

Olciilii (ritimli-eslikli) taksim: Eserin arasinda diger sazlarm tuttugu tempo esliginde yapilan

taksimdir.

Fihrist taksim: Taksim-i kiilli ad1 da verilen ve ¢ok fazla makam gosterdikten sonra basladigi

makamda karar veren taksimdir.
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Karisik taksim: Taksim-i muhtelit, karsilikli taksim, masiki sohbeti gibi isimler de verilen birden
fazla saz tarafindan yapilan taksimdir (Ozalp, 1992: 8-9).

Yavasca ise, yedi farkli taksim ¢esidi oldugunu belirtmektedir ve bunlari1 sdyle siralamistir; bas
taksim, son taksim, giris taksimi, ara taksim (ge¢is taksimi), ¢ifte telli taksim (ritimli-eslikli

taksim), fihrist taksim ve karsilikli taksimdir (Yavasga, 2002: 105).

Miisterek Taksim Gelenegi

Miisterek taksim, birden fazla icraci tarafindan karsilikli olarak yapilan taksimdir. Yukarida da
belirtildigi gibi misterek taksim yerine karsilikli taksim, karisik taksim, taksim-i muhtelit,
karsilikli taksim, misiki sohbeti gibi farkli isimlerin kullanildigi da goriilmektedir. Yavasca,
miisterek taksimin yalnizca sazlarla degil sazla sesin karsilikli da yapabildigine dikkat ¢ekmis ayni
zamanda icracilarin karsilikli olarak birbirlerine beklenmedik geckiler yaparak nazari ve pratik
alanlarda siirlarii zorladiklart bir atisma seklinde de olabildigini vurgulamistir. Bir mesk
ortaminda gerceklesen Kani Karaca (1930-2004) ve Cinugen Tanrikorur (1938-2000) un karsilikli

icralarina ait ses kaydi buna bir 6rnek olarak gosterilebilir.

Sekil 1. Cinucen Tanrikorur ve Kani Karaca 'min karsilikly icralart.

Taksim formunun en 6nemli temsilcilerinden biri de Tanburi Cemil Bey (1873-1916)’dir. Gerek
besteleri gerekse icra teknigiyle bugiin bile pek ¢ok sazendenin yakindan takip ettigi Cemil Bey’in
taksimleri bu formun gelismesine 6nemli katkilar sunmustur. Cemil Bey’in giinlimiize ulagan
kayitlar1 arasinda yer alan donemin tanminmis hafizlarinin gazellerine eslik ettigi taksimler de
misterek taksim kayitlariin ilk 6rnekleri olarak karsimiza ¢ikmaktadir. Tanburi Cemil Bey’in
bagka sazlarla karsilikli yaptig1 bir taksim kaydina ulasilamamistir. Ayni1 doneme ait Ud1 Nevres
Bey, Tanburaci Osman Pehlivan, Serif Muhittin Targan, Arap Mehmet Efendi gibi saz
sanatcilarinin taksim kayitlarinda da sazlarin karsilikli icralarmin olmamasi miisterek taksim
anlayisinin o donemde daha cok ses ve sazin karsilikli icralart olarak uygulandigini
diistindiirmektedir. Bu degerlendirmeyi yaparken doneme ait sinirlt sayida ses kaydi oldugunu goéz

onilinde bulundurmak gerekmektedir.

271



Tiirk Misikisinde Miisterek Taksim Gelenegi: Erol Deran Ve Aka Giindiiz Kutbay in Segdh Taksim Ornegi

Sekil 2. Tanburi Cemil Bey ve Hafiz Yasar Bey'in karsilikli icralari.

Tanburi Cemil Bey’in tanburla eslik ettigi Sevkefza makamindaki gazel Dede Efendi’nin
besteledigi Yiiriikk Semai’nin giiftesidir. Dede Efendi’nin bu giifte i¢in Sevkefza makamini tercih
etmis olmasindan dolayr Cemil Bey ve Yasar Bey’inde bu makama bagli kalmis olmalar
muhtemeldir. icra sirasma bakildiginda Cemil Bey’in agisinin ardindan Yasar Bey’in iki misra
okudugu, ardindan tekrar Cemil Bey’in icrasi ve Yasar Bey’in diger iki misrayr meyan olarak
seslendirdigi goriilmektedir. Gazelin ardindan icra tekrar Cemil Bey ile karar ettirilmistir.

Bugiin miisterek taksimin daha ¢ok iki sazin karsilikli yaptig1 taksimi ifade etmek i¢in kullanildig:
goriilmektedir. Bu taksim bir makamda baglayip baska bir makamda karar eden bir gecis taksimi
olabildigi gibi farkli geckiler icerse de bagladig1 makamda karar veren bir taksim de olabilmektedir.
Icracilar éncesinde kendi aralarinda ana hatlariyla bir paylasim planlayabilirler. Taksim esnasinda
birbirlerini dikkatle takip ederek yapilan gecki ve melodilerde uyumlu ve birbirini tamamlayici
melodiler gelistirmeye ¢alisirlar. Taksimin meyan boliimlerinde karsilikli kisa melodilerle soru-
cevap seklinde yapilan uygulamalar da miisterek taksimde yaygin olarak kullanilmaktadir. Benzer
sekilde sazlardan birinin diiz seslerle digerinin melodilerine eslik etmesi de pek ¢ok miisterek
taksimde karsimiza ¢ikmaktadir. Erciimend Batanay (1927-2004) ve Haluk Recai (1912-1972)’nin
Refik Talat Alpman’m Hicaz Saz Semaisinin basinda yaptiklar1 tanbur-klasik kemenge taksimi

bugiin elimizde kaydi bulunan 6rneklerden biridir.

Sekil 3. Erciimend Batanay ve Haluk Recai’nin Hicaz Miisterek Taksimi.
Erol Deran Kimdir?
1937°de Ankara Polatli’da dogmustur. Babasi Burhaneddin Deran, annesi Bedahat Deran’dir.
Subay olan babasinin farkli gorev yerlerinde bulunmasi nedeniyle ilk ve orta &grenimine
Gaziantep’te basladiktan sonra Balikesir, Erzurum ve Canakkale’de devam etmis ve Istanbul’da

tamamlamigtir. 1957°de bugiinkii Mimar Sinan Universitesi Giizel Sanatlar Fakiiltesi’ni
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kazanmstir (Torun, 2023: 24). Tk masiki derslerini kanun, ud, keman ve tanbur ¢alan babasindan
alan Deran, Giizel Sanatlardaki egitimine devam ederken Istanbul Radyosunda kanun sanatcisi
olarak goreve baslamis alt1 yil burada calistiktan sonra Ankara Radyosuna ge¢mistir (Halili, 2013:
3). Istanbul Teknik Universitesi Devlet Konservatuvari’nda da gérev yapan Erol Deran, akademik
kariyerinde profesorliik derecesine kadar yiikselmis, boliim baskanligi, anabilim dali baskanligi,
cesitli kurul iyelikleri gibi farkli idari gorevlerde bulunmustur. Taksimlerinde kurguladig:
kompozisyon, makam uygulamalari, kendine has tonu, sade ve anlasilir tavriyla pek ¢ok kanun
icracisinin Ornek aldig1 klasik tavrin en Onemli temsilcilerinden kabul edilmektedir. Halig

Universitesi Konservatuvari’nda ¢alismalarina devam etmektedir.

Aka Giindiiz Kutbay Kimdir?

Aka Giindiiz Kutbay 1934’de Istanbul’da dogmustur. Ogrenim hayatim ortaokul ikinci sinifta
birakarak kunduracida cirak olarak calismaya baglamistir. Bu yillarda masiki ¢alismalarina
baslamus, Uskiidar Misiki Cemiyetine giderek Emin Ongan’m talebesi olmustur (Gdgen, 2019: 2).
1960°da Istanbul Radyosu’na neyzen olarak girmis, koro sefligi yapmis, ITU Devlet
Konservatuvari’nda ney hocalig1 yapmistir (Ak, 2002: 223). Tiirk masikisi disinda bat1 misikisiyle
ilgilenmis, bat1 ses araliklarini kullanarak caldig1 ney ile caz orkestralarina eslik etmis ve cesitli
Avrupa tllkelerinde konserler vermistir. Calgi yapimciligiyla da ilgilenen Kutbay 27 Agustos
1979°da Istanbul’da vefat etmistir (Ozalp, 1986: 190).

BULGULAR VE DEGERLENDIRME

Segah Miisterek Taksime Ait Bulgular

Erol Deran’in kanun, Aka Gilindiiz Kutbay’in ney ile icra ettigi taksim mansur ahengi lizerinde
yapilmustir. Segah makaminin karar sesi olan segah perdesi bes ses asagiya gogiiriildiigiinden karar
sesi kaba dik hisar perdesi olarak kabul edilmistir. Icranin notasi yerinde segah dizisi iizerinden

gosterilmistir. Kalan miizik tarafindan yayinlanan icraya ait kayit agagida verilmistir.

Sekil 4. Erol Deran ve Aka Giindiiz Kutbay in Segdh Miisterek Taksimi.
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Nota 1. Birinci ney taksimi.

Ney taksimi uzun bir rast perdesi ile baglamis ardindan Segah makaminin yeden sesi olan kiirdi
perdesini kullanarak segah perdesinde kalis yapmustir. Ikinci satirda makamin giicliisii olan neva
perdesi vurgulanmis ve eksik segah beslisi sesleri iizerinde gezinilmistir. Ugiincii satir ve ayni
zamanda taksimin giris boliimiiniin {iglincii ciimlesi sayilabilecek boliimde neva perdesi
giiclendirilmistir. Neva-gerdaniye atlamasinin ardindan yine eksik segah beslisi sesleri ve yeden
perdesinin kullanildig1 sesler iizerinde dolasilmistir. Doérdiincti satirda rast-kiirdi perdeleri
kullanilarak yapilan carpmalarla karar hissi gii¢lendirilmis ve segah perdesinde tam kalis

yapilmistir. Miisterek taksimin bu bdliimii bir dakika stirmiistiir.

Nota 2. Birinci kanun boliimii.

274



BAYRAKCI, O. F. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.265-282

Kanun taksimi birinci ve ikinci satirda nim hicaz perdesini kullanarak Nisdbur ¢esnili benzer
ciimleler kullanarak rast perdesinde kalis yapmistir. Ugiincii satirda Nisabur ¢esnili diziye devam
ettigi, once nim hicaz perdesinde kisa bir kalis yaptiktan sonra neva perdesini rast perdesiyle
beraber gii¢lendirerek kaldig1 goriilmektedir. Ugiincii satir boyunca ney segah perdesini tutmustur.
Dordiincii satirin basinda rast, segah ve neva perdeleri lizerinden tiglii araliklar1 kullanmis ve rast
perdesine kiirdi yeden perdesini kullanarak inmistir. Bu esnada ney de rast perdesini tutarak eslik
etmistir. Daha sonra segdh-neva atlamasinin ardindan gerdaniye perdesinden baglayarak inici
melodilerle karar sesine gelindigi goriilmektedir. Uzunca ve oktavl seslerle giiglendirerek segah
perdesinde kalis yapilmistir. Segah evig atlamasinin ardindan nevada hicaz dizisi gésterilmis ve
segah perdesinde kalis yapilmistir. Bu sirada ney’in neva ve segah perdelerini tuttugu
goriilmektedir. Miisterek taksimin kanunla yapilan birinci boliimii elli iki saniyede tamamlanmistir

(01:01-01:53).
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Nota 3. Ikinci ney boliimi.
Miisterek taksimin {iglincli boliimii ney tarafindan yapilmistir. Kanun’un oOnceki boliimde
kullandig1 nim hicaz perdesini kullanarak neva perdesinde kalig yapmistir. Ardindan nim hicaz
perdesinde uzun bir asma kalis yapilmig ve rast perdesine Segahin yeden sesi olan kiirdi perdesi
kullanilarak rast perdesine inilmistir. Ikinci satirda ayni sesler kullanilarak rast ve neva perdeleri
iizerinde seyredilmis ve nim hicaz perdesinde kalinmistir. Segaha yakin makamlardan olan Miistear
makamu seslerinin kullanildigi bu bdliimde kanunun kalis yapilan sesler {izerinde neyi takip ettigi

goriilmektedir. Bu boliim otuz yedi saniye stirmiistiir (01:53-02:30).
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Nota 4. fkinci kanun béliimii.

Miisterek taksimin ikinci kanun boliimiinde Miistear makami devam etmektedir. Yogun sekilde
iicleme melodilerinin kullanildig1 bu béliimde Erol Deran’in iicleme melodilerde {iglemenin birinci
sesini susturarak (staccato) olarak c¢aldig1 goriilmektedir. Ilk iki satir boyunca neva perdesi odakli
melodiler gelistirilmistir. Uciincii satirda tekrar eden aceliteli melodiler kullanilmistir. Daha sonra
yogun sekilde tlicleme melodilerden olusan oktavli soru-cevap melodilerin tercih edildigi
goriilmektedir. Son climlede ise tremolo kullanilarak yapilan uzun seslerle segah perdesinde karar

edilmistir. Bu boliim elli bes saniye stirmiistiir (02:31-03:26).
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Nota 5. Usiincii ney béliimii.
Ney taksiminin {igilincii ve son bdliimiinde kanunun bir onceki boliimde kullandigi tiglemeli
melodileri tekrar ederek basladigi goriilmektedir. Bu boliime gelene kadar kullanilan Miistear
makamindan ¢ikilarak Segah dizisi sesleri lizerinde dolagilmis ve birinci satirda segah perdesinde
eksik segahli kalis yapilmis ve bu kalis melodisine kanunla karsilik verilmistir. ikinci satirda yegah
perdesine kadar inilerek burada ussak ¢esnili kalindig1 ve bu climlenin kanun ile tekrar edildigi
goriilmektedir. Neyin final ciimlelerini uzun sesler tutarak yaptigi {i¢iincii satirda kanun kalig

yapilan seslere ¢ift sesli tremololarla eslik etmistir. Bu boliim yaklasik bir dakikada tamamlanmigtir

(03:27-04:30).
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Nota 6. Ugiincii kanun final ciimlesi.

Kanunun segah sesleri tizerinde yaptig1 kisa final climlesi boyunca ney karar perdesini tutmus, bu

boliim on dort saniyede tamamlanmistir (04:31-04:45).
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Sekil 5. Miisterek Taksimde Siire Kullanima.

Erol Deran ve Aka Giindiiz Kutbay’in Segah taksim kaydi incelendiginde dort dakika kirk bes
saniyelik taksimde iki dakika otuz yedi saniyenin ney, iki dakikalik siirenin ise kanun tarafindan
icra edildigi goriilmektedir. Toplamda alt1 boliim olan taksimin birinci boliim icralar giris, ikinci
béliimler meyan seklinde kurgulanmistir. Uglincii béliimde ney tarafindan meyan ciimleleri bir siire
daha devam ettirilmis ancak sonunda final climlesi ile karar verilmis, kanun da kisa bir karar

melodisi ile karsilik vererek taksim tamamlanmustir.

SONUC VE ONERILER

Bu calisma i¢in Tiirk masikisi i¢erisinde taksim formunun yeri ve tiirleri incelenmis, bugiin daha
cok miisterek taksim olarak isimlendirilen formun ge¢miste farkli adlarla tanimlandigi
goriilmiistiir. Gegmisten giinlimiize isimlendirmedeki bu degisim ayn1 zamanda icra seklinde de
farkliliklar oldugunu bize gostermektedir. Ulasabildigimiz en eski saz kayitlarinda bugiin
anladigimiz sekilde iki ya da daha fazla sazin karsilikli yaptig1 taksim Orneklerinin olmamasi
miisterek taksim anlayisindaki degisikligi ortaya koymaktadir. Tanburi Cemil Bey, Yorgo
Bacanos, Udi Nevres Bey, Serif Muhittin Targan gibi donemin en Onemli saz sanat¢ilarinin
giinlimiize ulasan kayitlar igerisinde sazlarla karsilikli taksimlerin olmamasi ancak gazel, kaside
gibi serbest icralara yapilan eslik kayitlarinin varligi bu goriisii destekler niteliktedir.

Erol Deran ve Aka Gilindiiz Kutbay’in Segah miisterek taksimi makamsal agidan incelendiginde
taksimin biiyilik boliimiinde yeden sesi olan kiirdi perdesinin kullanildigi, evi¢ perdesi yerine ise
daha cok acem perdesi kullanilarak eksik Segah dizinin tercih edildigi goriilmiistiir. Meyan
boliimlerinde her iki icrasinin da nim hicaz perdesi kullanarak Miistear makami seslerinde

dolastiklar1 ve nota tartimlarindan da {igleme ve onaltilik nota kaliplarin1 kullandiklar tespit
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edilmistir. Bugiinkii miisterek taksim icralarinda siklikla karsimiza ¢ikan kisa soru-cevap
climlelerine bu taksimde de yer verildigi goriilmiistiir. Ayn1 zamanda taksimin ikinci yarisindan
itibaren bir saz taksime devam ederken digerinin karar sesi ya da farkli sesler tizerinden eslik ettigi
tespit edilmistir. Son béliimde ise taksim ney tarafindan tamamlanmasina ragmen kanun tarafindan
kisa bir karar ciimlesi eklenmek suretiyle miisterek taksimin iki saz ile beraber karar ettirildigi
gorilmistir.

Tiirk masikisi formlarindan taksimin bir alt tiiri olan miisterek taksimin anlagilmasi i¢in Erol Deran
ve Aka Giindiiz Kutbay gibi icralariyla miasikimize 6nemli katkilar sunan sanat¢ilarin kayitlariin
dinlenilmesi, paylasilmasi ve analizlerinin yapildig1 bilimsel yayinlarin iiretilmesi bu ¢aligmanin
onerilerinden biridir. Calismanin bundan sonra yapilacak benzer ¢alismalara 1s1k tutarak ve tesvik

ederek literatiire nemli bir katki saglayacagi diistiniilmektedir.
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EXTENDED ABSTRACT

Turkish music forms are generally categorised under two main headings: instrumental music
(instrumental misiki) and vocal music (vocal misiki). Spoken music forms are categorised under
two headings: religious and non-religious (1adini). Taksim, which is the subject of the study, is
included in instrumental music forms and has some types within itself. There are different opinions
about the Arabic origin of the word taksim, which means to divide, to break up, giving its name to
this form. The common opinion is that it is called taksim because it divides the program into two
parts in a flow that includes various pieces. However, this approach is incomplete since it is valid
only for the intermediate taksim among the taksim types. The most important feature of the taksim,
which is similar to other musical forms such as ghazal, ode and long air in terms of its performance
style, is that it is based on the artist's inspiration at that moment, in other words, it is based on a
reactionary performance. The word improvise, which is the opposite of the French word provis,
which means to prepare for something, is sometimes used to express the performance of taksim in
the sense of being spontaneous, without preparation. However, it would be incomplete to associate
taksim performance only with the word improvisation. For the sazende, who performs a composed
work by combining it with his interpretation skills and instrumental mastery, this time he must also
demonstrate his compositional ability. In this respect, the performance of taksim, unlike all other
instrumental and spoken music performances, requires the musician to be able to develop original
melodies and present these melodies in a compositional structure. This undoubtedly reveals the

importance of mesk, our traditional music teaching method. In this respect, the contribution of the
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repertoire gained from the trainings made with the mesk method, from various mesk environments
or concerts, or even from listening through recordings, to the ability to perform taksim is very great.
For a good taksim performance, the instrumentalist must have skills such as makam knowledge,
instrumental mastery and composition (composing). We can list the types of taksim as follows:
Bas taksim: It is the taksim performed at the beginning of Mevlevi rituals and instrumental pieces.
Son taksim: It is the taksim performed at the end of Mevlevi rituals and instrumental pieces.
Introduction taksim: It is the taksim performed at the beginning of solo and choral performances.
Intermediate taksim: It is a taksim usually performed in a single makam between a repertoire of
spoken pieces.

Transition taksim: It is a taksim made to familiarise the ears during the transition from one makam
to another makam.

Measured (rhythm-accompanied) taksim: It is a taksim made in the middle of the piece
accompanied by the tempo kept by other instruments.

Fihrist taksim: It is also called taksim-i kiilli and it is a taksim that decides on the makam it started
with after showing too many makams.

Mixed taksim: Taksim-i muhtelit, reciprocal taksim, masiki sohbeti, etc., is a taksim performed by
more than one instrument.

For the reciprocal taksim discussed in this study, we can briefly say that it is a reciprocal taksim
performed by more than one performer. It is also seen that different names such as reciprocal
taksim, mixed taksim, taksim-i muhtelit, reciprocal taksim, misiki sohbeti are used instead of
reciprocal taksim. It is also seen that reciprocal taksim can be performed not only with instruments
but also with instruments and voice, and it can also be in the form of a quarrel in which the
performers push their limits in theoretical and practical fields by making unexpected transitions to
each other.

In this study, the taksim of kanun player Erol Deran and ney player Aka Giindiiz Kutbay in the
makam of segah was notated and analysed. When analysed in terms of makam, it was seen that the
curdi pitch, which is the yeden sound, was used in most of the taksim, and the incomplete segah
scale was preferred by using the acem pitch instead of the evig pitch. In the meyan sections, it was
determined that both performances used the nim hicaz pitch and wandered around the sounds of
the makam of miistear and used triplets and hexadecimal note patterns from the note scales. In the

last section, it was observed that the taksim was actually completed by the ney, but at the end, the
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kanun added a short decisive phrase at the end and ensured that the reciprocal taksim was
completed with both instruments.

In the study, which is a qualitative research using data collection methods such as observation and
document analysis, the general survey model was used. For the study, Erol Deran and Aka Giindiiz
Kutbay's reciprocal taksim in segah makam was notated. The performance of the work was shared
by Kalan Music Company on the youtube platform in 2012, and the study includes a QR code that
will provide access to this sharing. Mus2 notation programme was used for notation and the AEU
notation system was taken as a basis. The performance in the recording is in mansur harmony (5
voices), but when it was notated, it was written over the segdh makam scale in situ. Undoubtedly,
it is not possible to show the performance exactly in the notation of free performances such as
taksim. For this reason, a simple notation was tried to be used as much as possible during notation,
and care was taken to write in a way that would allow analysis with its main lines.

In this study, it is aimed to obtain information about the application of reciprocal taksim, which is
a type of taksim form, from the past to the present. At the same time, it is aimed to reveal the
understanding of reciprocal taksim by analysing the performance recordings of Kanuni Erol Deran
and Neyzen Aka Giindiiz Kutbay, who are important performers of this form, in Segdh makam.
This study is important in terms of revealing the change process of the reciprocal taksim tradition
over time and understanding the reciprocal taksim form by analysing the taksim made by the artists
who are the best representatives of this field.

This study is limited with only the reciprocal taksim type of taksim, which is one of the forms of
Turkish instrumental music, with Erol Deran and Aka Giindiiz Kutbay, who are accepted by many
authorities due to the abundance of reciprocal taksim examples, and with Erol Deran and Aka

Giindiiz Kutbay's reciprocal taksims in the makam Segah, which is one of the most used makams.
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ELENA GNESINA’NIN “PiYANO ALFABESI” ORNEGINDE PiYANO
OGRETIMINDE KULLANILAN YONTEMSEL iLKELERIN ANALIZi

GAFAROVA, Leylat

(074

Bu ¢alisma, Elena Gnesina’nin “Piyano Alfabesi” adli albiimii 6rnegi tizerinden piyano 6gretiminde
kullanilan yéntemsel ilkelerin incelenmesine adanmistir. Unlii piyanist, pedagog, besteci ve toplum
aktivisti Elena Gnesina, 19. yy’in sonlar1 ile 20. yy’in ilk yarisinda Rus ve Sovyet miizik tarihinde
onemli yere sahiptir. Gnesina’nin bu dénemde temelini atmis oldugu, ¢ok kademeli miizik egitimi
sisteminin, giinlimiizde Rusya Federasyonu ve eski Sovyetler Birligi iilkelerinin egitim
kurumlarinda hala islendigi goriilmektedir. Ayrica, besteci olarak piyano egitimi i¢in pedagojik
dagarcigin olusturulmasina biiyiik katkida bulunmustur. Bu eserlerin igerigi, baslangic asamasi
piyano egitim-6gretimindeki teknik sorunlarin ¢éziimiine yoneliktir. Bu tiir eserler arasinda, piyano
egitiminin baslangi¢ asamasi i¢in bestelenmis “Piyano Alfabesi” albiimii yer almaktadir. Gnesina,
albiime teorik pedagojik goriislerini iceren 6nsdzle baslar ve bu goriislerini eserin igerigine yansitir.
Calismanin amaci, Gnesina’nin 6gretim ilkelerini “Piyano Alfabesi”nin piyanistik analizi 1s181inda

ortaya koymaktir. Calismanin diger amaci, onun pedagojik prensiplerini Tiirkiye’deki piyano

! Dog. Dr., Kocaeli Universitesi, Devlet Konservatuvari, Miizikoloji Béliimii, leyla.gafarova@kocaeli.edu.tr,
https://orcid.org/0000-0002-5194-4023
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egitimine entegre etmektir. Belirlenen ama¢ dogrultusunda, arastirma siirecinde konuya iligskin
kitaplar, monografiler, makaleler, metodik notlar ve diger dokiiman materyalleri incelenmistir.

Calismanin verileri, piyano tekniginin 6zellikleri agisindan, “Piyano Alfabesi’ndeki 50 etiid ve
piyesin analizi sonucunda elde edilmistir. Analiz sonucunda albiimiin, legato, non legato, staccato,
portato, tenuto gibi piyano artikiilasyon tekniklerinin kademeli olarak gelistirilmesine yonelik
onemli bir metodik materyal oldugu, farkli icra tekniklerinin eszamanli olarak uygulanmasini, el
hareketlerinin koordinasyonunu ve senkronizasyonunu saglamak icin etkili bir kaynak oldugu
sonucuna vartlmistir. Ayrica, “Piyano Alfabesi” albiimii uzun siire boyunca arastirmaci tarafindan
farkli yas gruplarindaki 6grencilerle pratikte kullanilmistir. Bu baglamda albiimiin, 6grencilere
profesyonel piyano ¢alma becerileri kazandirmada etkili metodik materyal oldugu sdylenebilir.

Anahtar kelimeler: Elena Gnesina, “Piyano Alfabesi”, piyano 6gretimi, yontemsel ilkeleri,
artikiilasyon, analiz.

ANALYSIS OF METHODOLOGICAL PRINCIPLES USED IN PIANO
TEACHING IN THE EXAMPLE OF ELENA GNESINA’S “PIANO
ALPHABET”

ABSTRACT

This study is dedicated to the examination of methodological principles used in piano teaching
through the example of Elena Gnesina’s album “Piano Alphabet”. Elena Gnesina, a renowned
pianist, pedagogue, composer, and social activist, holds a significant place in Russian and Soviet
music history during the late 19th and early 20th centuries. The multi-level music education system
that Gnesina established during this period is still evident in the educational institutions of the
Russian Federation and the former Soviet Union countries today. Additionally, as a composer, she
made significant contributions to the creation of a pedagogical repertoire for piano education. The
content of these works aims to solve technical problems encountered in the initial stages of piano
instruction. One of such works is the ‘Piano Alphabet’ album composed for early stages of piano
education. Gnesina begins the album with a preface that reflects her theoretical pedagogical views,
which are then integrated into the content of the work.

The purpose of this study is to elucidate Gnesina’s teaching principles in light of a pianistic analysis

of the ‘Piano Alphabet’. Another aim of the study is to integrate her pedagogical principles into
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piano education in Turkey. To achieve these objectives, books, monographs, articles,
methodological notes, and other documentary materials related to the subject were examined during
the research process. he study’s data were obtained through the analysis of 50 etudes and pieces
from the ‘Piano Alphabet’ with respect to their specific features in piano technique. The analysis
concluded that the album is a significant methodological resource for the gradual development of
piano articulation techniques such as legato, non-legato, staccato, portato, and tenuto, and it
effectively facilitates the simultaneous application of different performance techniques,
coordination, and synchronization of hand movements. Additionally, the ‘Piano Alphabet’ album
has been practically used by the researcher with students of different age groups for an extended
period. In this context, the album can be considered an effective methodological tool for developing

professional piano playing skills in students.

Keywords: Elena Gnesina, ‘Piano Alphabet’, piano teaching, methodological principles,
articulation, analysis.

GIRIiS

Piyano icin etiitler, baslangic seviyesindeki egitimden ileri diizeydeki piyano becerilerini
gelistirmeye kadar farkli asamalarda onemli bir yer tutar. 19. yy. boyunca ve 20. yy’in ilk
ceyreginde, F. Liszt, J. Brahms, F. Busoni, F. Chopin, C. Czerny, T. Kullak, A. Skriyabin ve diger
birgok diinya ¢apinda segkin besteci ve piyanist etiid bestelemislerdir. “Unlii ‘Gradus ad Parnassum’
(‘Parnassus’a Adim’) derlemesinin yazar1 M. Clementi’den baglayarak, neredeyse her iinlii Bati
Avrupali piyanist-0gretmen, teknigin gelisimi i¢in miizikal ve Ogretici materyal olarak etiit
bestelemeyi bir gorev olarak gérmiistiir” (Smirnov, 2018, s. 23).

Iki yiizyiln kesisiminde Rus Imparatorlugunun ve daha sonra Sovyet Birligi’nin miizik egitimi
sisteminin olusumu ve gelisimi Elena Fabianovna Gnesina (1874-1967) ile dogrudan iligkilidir.
Solovyeva’ya (2016, s. 104) gore, Gnesina Rus miizik egitim sisteminin temeli atmistir ve Sovyetler
Birligi’nde modern ii¢ kademeli miizik egitimi sisteminin (ilk/orta miizik okulu, lise miizik okulu,
miizikal enstitli) kurucusu olarak bilinmektedir. Gnesina Miizik Akademisi olarak bilinen ve
Rusya’nin en biiylik miizik egitim kurumlarindan birinin kurucusu olarak kurumun tarihine gegmis

Elena Gnesina, 70 yildan fazla bir siire bu kurumda 6gretim yapmis ve piyano bdliimiiniin
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baskanligin yiiriitmiistiir.> Rus piyano okulunun en iyi geleneklerine dayanarak ve piyano egitimine
yeni baslayanlar i¢in bir¢ok alblim, alistirma, etiid ve piyes besteleyerek, Gnesina kendini bir
pedagog-besteci olarak da gostermistir. 19. ve 20. yiizyillarin gegis doneminde, baslangig
seviyesindeki piyanistler i¢in dagarcigin olusturulmasindaki katkis1 6zellikle Onemliydi.
Zakharenkova’ya (2020, s. 194) gore, Gnesina pedagojik kariyerine basladiginda, Rusya’daki
piyano literatiirii sinirltydi. Bu durum nedeniyle, kendi 6gretim repertuarini olusturmay1 denemeye
karar verdi ve bir dizi piyano albiimleri besteledi. “Aslinda, hayat1 boyunca iizerinde c¢alistigi
ogretim yontemi, Elena Gnesina’nin miizik eserlerinde en 6nemli yansimasini buldu ve bu eserler,
piyano egitimindeki bir¢ok sorunun ¢dziimiine yonelik olarak tasarland1” (Gnesina, 2021, s. 104).
Bu baglamda, “Piyano Alfabesi” albiimii ¢alisma konusu olarak dikkatimizi ¢ekmistir. Calismada,
“Piyano Alfabesi” albiimii, Gnesina’nin piyano pedagojik ilkeleri ve kullanmis oldugu yontemsel
ilkeler 1s1g¢1nda incelenmistir. Alblimdeki eserler piyano ¢almada kullanilan farkli artikiilasyon
teknikleri acisindan incelenmektedir.’

‘Artikiilasyon’ terimi Latince articulatio ‘pargalamak’ anlamina gelir, articulo ise ‘agikca ifade
etmek’ kelimesinden tiiretilmistir. Bilindigi gibi, ‘artikiilasyon’ kavrami dilbiliminde de
bulunmaktadir. Konusmada artikiilasyon, kesik veya nefes nefese konusma seklini yansitabilir
ve/veya belirli kelimeleri ve ifadeleri vurgulamayi, kelimelerin net bir sekilde telaffuz edilmesini
icerir.*

Miizikte artikiilasyon en 6nemli ifade araglarindan biridir. “Miizik pratiginde ‘telaffuz’ terimini ilk
kez 1882 yilinda yayimlanan ‘Miizik So6zliigii’nde linlii Alman teorisyen G. Riemann kullanmigtir”
(Kislitsin, 2009, s. 182). “Miizik teorisinde artikiilasyon, miizigi ve her seyden once melodiyi,
tonlarin belirli bir derecede ayrilmasi veya baglilik derecesiyle icra etme sanatini, legato ve staccato
tekniklerinin icrada kullanilmasini igeren ¢esitli yontemleri kapsar” (Braudo, 1961, s. 3). Say’ya
(2005, s. 42) gore, artikiilasyon kavrami Tiirk¢e’ye “anlatim, ifadelendirme” olarak ¢evrilmistir.
Haciev (2020, s. 175), artikiilasyon ile ilgili olarak, “seslerin ayr1 ayr1 ya da grup olarak nasil icra

edilecegini gosteren isaretlere artikulyasiyon isaretleri denir” seklinde agiklama yapmustir.

22024 yilmin, E.F. Gnesina’nm 150. y1ldéniimii dolayisiyla Rusya’da anma yili ilan edilmistir.

3 ¢ Artikiilasyon® kavramimin tiim var olan dzellikleri ve karmasik bilesenleri bu ¢alismada dahil edilmemektir.
4 https://rock-academy.ru/samouchitel-fortepiano/muzykalnye-vyrazitelnye-sredstva-artikulyaciya-urok-13-
samouchitelya-fortepiano
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Cesitli artikiilasyon isaretlerini tanimlayan terim, Alman ve Rus miizik terminolojisinde ‘strich’
olarak adlandirilir. ‘Strih’ s6zciigii Almanca strich kelimesinden tiiretilmistir ve Tiirkge karsiligi
‘cizgi’ anlamina gelir.

Miizikte, “Strihler, herhangi bir enstriimanda ses ¢alma bigiminin farkl tiirleri, tipleri ve karakteri”
seklinde ifade edilmektedir ® (Stakhanova, 2020, s. 6). Calismada, strih’ terimi, legato, non legato,
staccato, portamento, tenuto v.b. temel piyano ¢alma bigimleriyle bagli olarak kullanilmaktadir. ®
“Legato teknigi, melodik seslerin bagl sekilde icra edilmesini ifade eder ve yay seklindeki bir ¢izgi
ile gosterilir” (Vahromeyev, 1971, s. 219). Sembolik isareti olmayan non legato terimi,
Italyanca’dan Tiirk¢e’ye ‘bagli olmayan, akici olmayan’ anlaminda ge¢mistiranlamma gelir ve
baglantisiz ¢calma big¢imi, ancak sesler arasinda minimum araliklarla ¢alma eknigini ifade eder.
“Staccato teknigi, melodik seslerin veya akorlarin kisa ve kesik bir sekilde icra edilmesini ifade
eder” (Vahromeyev, 1971, s. 219). “Portamento terimi piyano pratiginde, neredeyse bagl bir
sekilde, hem tek tek seslerin hem de akorlarin (6zellikle tekrar edenlerin) ¢alindigi, derin bir ‘non
legato’ teknigini ifade eder” (Vahromeyev, 1971, s. 220) ve portamento ile iliskili Goffman (1961,
s. 107), “notalarin her birinin bir sonrakinden hafifge ayrilarak ¢calinmasi gerektigini” belirtmistir.
Goffman (1961, s.108) tenuto’nun tanimini yaparken, nota siiresini korudugunu belirten isaretin
notanin altinda veya iistiinde kisa bir ¢izgiyle gosterildigini sdylemistir. Bu kisa ¢izgi yerine bazen
“ten”de goriilebilir.

Calismanin ilk boliimiinde, literatiir taramasindan elde edilen bilgilere dayanarak Elena Gnesina’nin
hayat1 ve sanatsal faaliyetleri hakkinda bazi bilgiler aktarilmaktadir. Devam eden diger boliimde
“Piyano Alfabesi” albiimiindeki 6ns6z ele alinmigtir. Bulgular boliimiinde ise albiimiin igerigi,

yontemsel ilkeler ve piyano artikiilasyonunun 6zellikleri agisindan analiz yapilmaktadir.

Arastirmanin Amaci

Aragtirmanin amaci, “Piyano Alfabesi” albiimiindeki eserlerin analiziyle Elena Gnesina’nin temel
pedagojik ilkelerini ortaya koymaktir. Bu baglamda, albiimiin igerigi, piyano icrasinda belirli
ozelliklerin gelisimini destekleyen miizikal araglarin ortaya konmasi agisindan incelenmektedir.
Arastirmanin diger bir amaci, egitimciler ve aragtirmacilarin Gnesina’nin pedagojisinin yontemsel

ilkelerine dikkatlerini ¢ekmekdir.

5 “Strih’ kelime, gesitli icerikteki bilimsel ve teknik metinlerde de kullanilmaktadr.
6 Piyano strihlerinin, keman ve iiflemeli calgilardan alindig1 bilinmektedir.
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Arastirmanin Onemi

Elena Gnesina’nin “Piyano Alfabesi” albiimiiniin incelenmesi ve uygulamasinin, hem miizik
ogretmenlerinin mesleki diizeylerinin gelistirilmesine hem de 6grencilerin aslangi¢ asamasindaki
piyano becerilerine katki saglayacagi diisiiniilmektedir. Ayrica, ¢alismada verilen artikiilasyon
kavramlarina dair teorik tanimlar ve bu baglamda yapilan etiid ve piyeslerin pratik analizinin,
ogrencilerin piyano miizigindeki artikiilasyon ozelliklerini teorik ve pratik olarak kavramalar
acisindan 6nemli oldugu diisiiniilmektedir. Bunun yani sira, Tiirkiye’de daha 6nce Gnesina ile ilgili
bir calisma yapilamamis olmasi sebebiyle, Gnesina’nin sanatsal faaliyetlerinin Tiirkiye’de
incelenmediginden dolayi, c¢alismanin konusunun 0zgiin, giincel ve Onemli oldugu

distiniilmektedir.

Sinirhliklar

Aragtirmanin kapsami, Elena Gnesina’nin “Piyano Alfabesi” albiimiindeki 50 etiid ve piyeslerin
piyanistik analizi ile sinirhidir. Analiz, piyanoda legato, non legato, staccato, portato ve tenuto gibi
piyano calma tekniklerinin incelenmesiyle sinirli olup ellerin hareketlerinin koordinasyonu ve

senkronizasyonu agisindan da ele alinmustir.

Ilgili Aragtirmalar

Bu calisma, Gnesina’nin “Piyano Alfabesi” eserleriyle ilgili sorunlarin gesitli yonleri, M. E.
Rittih’in (2003) editorliiglinde Enena Dabuanoena [necuna. Bocnomunanus co8pemeHHUKOS
(Elena Fabianovna Gnesina. Cagdaslarin Anilar1), L. B. Bulatova’nin (1976) Ileoacocuueckue
npunyunel E. ®. I'necunou (E. F. Gnesina’nin pedagojik ilkeleri), V. V. Tropp’un (2021)
editorliiglinde Gnesina’nin mektuplari, anilari, konusmalarini, metodik notlar1 ve diger
dokiimanlarinin A Ipusvikna Joneo Kume (Uzun Yasamaya Alistim) kitabinda ve digerlerinin
monografik caligmalarinda ele alinmistir. Calismamiz i¢in degerli bircok bilgi, Zakharenkova

(2020) In The Class Of Elena Fabianovna Gnesina eserinde bulunmaktadir.

YONTEM
Calismanin belirlenen amaci dogrultusunda, Elena Gnesina’nin “Piyano Alfabesi” piyano

albiimiindeki No. 1-No. 50 eserler arasinda piyanistik 6zellikler agisindan analiz edilmistir. Bu
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baglamda, legato, non legato, staccato gibi artikiilasyon unsurlari ile ellerin serbestligi serbestligin
ve koordinasyonu konular1 ele alinmistir. Bunun yani sira, eserlerin form, tonalite, kontrpuan,
melodi, ritim gibi 6zellikleri agisindan kismi miizik teorisi analizi de yapilmistir.

Calismada, konuya iligkin uluslararas1 akademilerin aragtirma veritabanlar1 taranmis ve
incelenmistir. Bu konuda ¢alismanin hazirlanmasinda agirlikli olarak Rusga basili kaynaklar ve
makaleler kullanilmistir. Ayrica, Gnesina’ya iliskin literatiir ve piyano 6gretim yontemleri lizerine
dokiiman incelemesi yapilmistir. Ek olarak, bazi piyano ustalarinin yontemsel ¢alismalarinin da
taramasi yapilmistir. Calismada, literatiir tarama ve miizikal analiz yontemleri bir arada
kullanilmistir. “Piyano Alfabesi” albiimii, ¢alismanin yazari tarafindan farkli yas gruplarindan

ogrenciler i¢in yaklasik 20 yil boyunca 6gretim materyali olarak kullanilmaistir.

Fotograf 1. Elena GNESINA https://rrc-ural.ru/150-let-e-f-gnesinoj

Elena Gnesina’nin Hayat1 Ve Sanatsal Faaliyeti
Seckin Rus orkestra sefi ve besteci Yevgeny Svetlanov’a (Gnesina, 2003, s. 154) gore, “Elena

Fabianovna’nin hayati, sanata ve insanlara yonelik yorulmak bilmeyen, fedakar ve devasa 6lgekte
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hizmetin nadir bir 6rnegidir”. Uzun yillar siiren pedagojik faaliyetleri siiresince Gnesina, diinya
capinda iin kazanmis bir¢ok besteci, piyanist, miizikolog ve pedagog yetistirmistir. Bunlar arasinda
Boris Caykovski (1925-1996), Lev Oborin (1907-1974), Gennady Rojdestvensky (1931-2018),
Yevgeny Svetlanov (1928-2002) ve digerleri bulunmaktadir.

Elena Fabianovna Gnesina 18 Mayis 1874’te Rusya’nin Rostov-na-Donu sehrinde dogdu. Rittih
Gnesina’ya (2003, s. 9) gore, babasi Fabian Osipovig, hahamlik gorevini bankadaki isiyle birlikte
yiriitityordu, annesi ise Bella Isaevna iyi bir piyanistti ve muhtesem bir koloratur soprano sesine
sahipti. Gnesin ailesinin dokuz ¢ocugundan besi hayatlarin1 miizige adamistir. Elena’nin kardesleri
Evgeniya, Maria, Elizaveta ve Olga da onun gibi Moskova Konservatuvari’nda egitimi alarak
profesyonel miizisyenler olmuslardir.” Bes Gnesin kiz kardes, hayatlar1 boyunca birlikte yasamus,
egitim almis ve kendilerini tamamen okuldaki pedagojik ¢alismalara adamislardir.®

1886°da Gnesina, Profesor E. Langer’in® sinifinda Moskova Konservatuari’na kabul edildi. Daha
sonra V. I. Safonov’un'® ve F. Busoni’nin simiflarinda piyano egitimi aldi. “Unlii Rus besteci Sergey
Taneyev, Gnesina’ya kontrapunkt dersleri vermistir ve A. S. Arensky’den armoni dersleri almistir”
(Potemkina, 2024, s. 16). “1893 yilinda Gnesina, Profesdr P. Shlozer’in! siifindan giimiis madalya
ile konservatuvardan mezun olduktan sonra solo piyanist ve akompanyator olarak konser vermeye
baslad1” (Gnesina, 2003, s. 11). 19. yiizyihn 90’ yillarinda, Gnesina aktif bir konser hayati
stirdiiriiyordu. “Bu donemde Gnesina, Moskova’da ve diger sehirlerde, basta Scriabin’in eserleri
olmak iizere bestecilerin yeni eserlerini tanittig1r bir¢ok konser verdi” (Bulatova, 1976, s. 9).
Potemkina’ya (2024, s. 13) gore, iinlii Ferruccio Busoni,!? Gnesina’nin konser piyanisti kariyerine
sahip olacagii ongérmiistii. Bu konuda Gnesina (2021, s. 37), “Ferruccio Busoni, bir y1l boyunca

Moskova Konservatuvari’nda profesor oldugu donemde, bana yurtdisina onunla birlikte taginmami

" Evgeniya Fabianovna Savina-Gnesina (1870-1940), Moskova Konservatuvari’ni giimiis madalya ile bitirmis, piyano
ve miizik teorisi alaninda segkin bir pedagogdur. Maria Fabianovna Gnesina (1874-1918), konservatuvardan mezun
olduktan hemen sonra, Gnesin egitim okulun kurulusundan itibaren Miizik Okulu’nda g¢aligti. Elizaveta Fabianovna
Gnesina-Vitachek (1876-1953), bes kiz kardesin tek kemancisidir. 1901 yilinda Moskova Konservatuvari’ndan I. V.
Grzhimali’nin sinifindan mezun olduktan sonra, kardeslerinin okulunda keman sinifin1 kurdu ve elli yili agkin siire
boyunca Okulun yayli ¢algilar boliimlerini yonetti. Olga Fabianovna Aleksandrova-Gnesina (1881-1963), Gnesin
Okulu’nu bitirdikten sonra altmis yildan fazla bir slire Gnesin egitim kurumlarinda piyano dersleri verdi.

8 https://www.gnesina-museum.com/elena-gnesina-i-semya-gnesinyh

® 1886°da Gnesina, Profesor E. Langer’in sinifinda Moskova Konservatuari’na kabul edildi.

10 vasiliy Ilyi¢ Safonov (1852-1918), Rus sef, piyanist, pedagog ve toplum aktivistiydi.

11 Paul de Schldzer (1841- 1898), Alman kokenli Polonyal piyanist ve pedagogtur.

12 Ferruccio Busoni (1866-1924), Italyan besteci, piyanist, orkestra sefi ve miizikologdur.
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ve konser piyanisti olarak faaliyet gostermemi 1srarla telkin etti” ifadesini kullanmistir. Ancak
Gnesina, pedagojik faaliyetlere biiyiik ilgi gostermis ve kendini pedagojik ¢aligmalara adamaistir.

1895 yilinda, Gnesin kiz kardesler Moskova’da Gagarin Caddesi’'nde “E. ve M. Gnesin Miizik
Okulu”®® adli 6zel miizik okulu actilar. Tropp’a (2021, s. 35) gore, okulun binasi, iinlii politikaci
ve Onde gelen ekonomist V. K. von Schlippe’ye aitti. Piyanoyu ise taninmis hayirsever ve
Moskova’nin eski tiiccar ailelerinden birine mensup zengin bir fabrikator olan Alexander Pavlovig
Kaverin finanse etmistir. Ayrica, okulun Halk Egitim Komiseri A. V. Lunacharsky’nin destegiyle
acildig1 da bilinmektedir.

1901 yilinda okulun ilk mezunlar1 arasinda Gnesina’nin kiz kardesi Olga ve o sirada Moskova
Konservatuvari’nt keman sinifin1 bitiren kiz kardesi Elizaveta, Gnesin Miizik Okulu’nda
ogretmenlik yapmaya baslamislardir. Piyano ve keman boliimlerinin yani sira, okulda ¢ello sinifi da
acilmig ve diizenli olarak solfej ve koro dersleri verilmistir. Rittih’a (Gnesina, 2003: 12) gore “Bu
durum, okulu Moskova’daki diger 6zel egitim kurumlarindan 6nemli 6l¢iide farkli kilryordu”

[lk on y1lin sonuna gelindiginde, Gnesin okulu Moskova’nin miizik okullar1 arasinda énemli bir yer
edindi. Tropp’a (Gnesina, 2021, s. 35) gore, her yil okul 6grencileriyle halka agik konserler
diizenlenirdi ve Gnesina’nin konservatuvardan arkadaslar1 S. Rachmaninov ve A. Scriabin siklikla
bu konserlerin konuklariydi.

1917 yilinda Gnesina, piyano i¢in Manensvxue Imwoowt na Havunaowux (Baslayanlar I¢in Kiigiik
Etiitler) yazmistir. Daha sonra Ilepsvie Illacu (Ilk Adimlar1), @opmenuannas Asbyxa (Piyano
Alfabesi), Arvb6om Hemckux I[lvec [ns @opmenuano (Piyano igin Cocuk Pargalari Albiimii),
Toozomosumenvuvie Ynpagsicnenuss K Paziuunviv Buoam @opmenuannoi Texnuxu (Piyano
Tekniginin Cesitli Tirlerine Hazirlik Alistirmalart) gibi piyano albiimleri besteleyip egitim

dagarciginin olusturulmasinda 6nemli katki saglamistir. Ayrica Gnesina, My3wbikanbHo-

14 15

Teopemuueckas bubnuomexa™ ve Obwecmeo Ceoboonoi Icmemuxu=> gibi topluluklarin
caligmalarina aktif olarak katilmistir.

Rusya’daki Ekim Sosyalist Devrimi ile ilgili sosyo-politik olaylar sonucunda, Gnesina okulunun
miizik pedagojik sisteminin yapisinda degisiklikler yasanmustir. “1 Temmuz 1918’de

Narkompros’ta, Elena ve Evgeniya Gnesina’nin yani sira diger bircok seckin miizisyenin aktif

13 Monogramda iki bas harfin altinda ii¢ kiz kardesin ismi yer almaktadr.
14 Miizik Teorisi Kiitiiphanesi
15 Ozgiir Estetik Dernegi’nin
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olarak ¢alistigi Miizik Boliimii (Muzo) kurulmustur” (Bulatova, 1976, s. 13). Bulatova’ya (1976, s.
13) gore, Miizik Fakiiltesi, miizik okullarinin ilkokul, ortaokul ve lise (teknikum) olarak ayrilmasini
ongoren iilkedeki miizik egitimi reformuna iligkin materyaller hazirlamistir. 1919 yilinda Gnesin
Okulu, devlet egitim kurumlar1 agma dahil edilmis edildi ve miidiirii olarak Elena Gnesina
atanmistir.

1920’lerde, Gnesina biriktirdigi pedagojik deneyimleri sistematik hale getirerek, piyano ¢alma
metodolojisi tizerine dernek kurdu. Bu dernegin gatis1 altinda hem piyano dersleri yapiliyor hem de
piyano ¢alma metodolojisi ile ilgili seminerler diizenleniyordu. “O déonemde miifredatta metod dersi
bulunmadig1 i¢in dernek faaliyetleri egitimde hayati 6nem tasiyordu. Dernegin ¢alismalarindan elde
edilen deneyim daha sonra metod dersinin olusumunda kullanmistir (Bulatova, 1976, s. 16).
Boylece, “1920’lerin sonlart ile 1930’larin baslarinda ‘Piyano Calma Metodolojisi’ adli ders
olusturulmustur” (Zakharenkova, 2020, s. 195).

1925 yilinda egitim kurumunun 30. y1l doniimiinde, okula ve liseye Gnesin adi verildi ve Elena ile
Evgeniya Gnesinler Sovyetler Birligi’nin onur sanatcisi unvanmi aldi.*® Unlii Rus piyanist ve
besteci Tihon Khrennikov’a (Gnesina, 2003, s. 6) gore, “Gnesin kardesler, hakli olarak onlarin adini
tastyan okul, konservatuvar ve enstitii gibi benzersiz bir miizik egitim kurumlari sisteminin temelini
attilar”. “1930’larin sonlarina gelindiginde Elena Gnesina, Gnesin Okulu ve Lise temelinde kurulan
Miizik ve Pedagoji enstitiisiinii yonetiyordu” (Titova & Sarayeva, 2022, s. 182).

Ikinci Diinya Savas: sirasinda birgok dgrenci ve dgretmenin savunma ¢alismalarina katilmasina ve
cephede savagmasina ragmen, Gnesin egitim kurumu faaliyetlerini siirdiirdii ve bu donemde,
Tropp’a (Gnesina, 2021, s. 30) gore, “Gnesina’nin ¢abalari sayesinde, Gnesin Enstitiisii’niin 6grenci
ve oOgretmenlerinin ¢ogu tahliye edildikten sonra Moskova’ya donebildi ve caligmalarina
baslayabildi. Enstitiiniin geri donen ilk 6§retmenleri arasinda G. G. Neuhaus da vardi”.

1944°de, Elena Gnesina okulun bir¢ok dgretmeni ile birlikte “Moskova’nin Savunmasi I¢in”
madalyasiyla ddiillendirildi. Ayn1 yilda Sovyet hiikiimetinin karariyla Gnesinlerin adin1 tagryan
Miizik Pedagoji Enstitiisii (GMPI) kuruldu. 1994 yilinda bu okul Gnesin Rusya Miizik
Akademisi (RAM) olarak yeniden adlandirildi. Hayatinin son yillarina kadar Elena Gnesina,

yasaminin anlami haline gelen egitim kurumunda ¢alismaya devam etti (Titova & Sarayeva,
2022, s. 183).

16 https://rrc-ural.ru/150-let-e-f-gnesinoj
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“Piyano Alfabesi” Ve Onsézdeki Baz1 Pedagojik Ilkeler
“Piyano Alfabesi” albiimii ilk kez 1932 yilinda yaymlanmistir ve 40 kiigiik etlit ve piyesten
olugsmaktadir. 1940 yilinda ise albiimiin eser sayisinin 50’ye c¢ikarildigi altinci baskisi
yaymlanmistir. Biigiin albiimiin toplamda ondan fazla baskis1 vardir.'’
Albiimiin olusturulmasinda pedagoji derneginin 6grencilerinin de aktif rol aldig1 bilinmektedir.
“Ogrenciler, kendi Ogrencileriyle gesitli etiitler iizerinde ¢alisirken, metod derslerinde Elena
Fabianovna ile birlikte bu egzersizlerin artilarini ve eksilerini tartisarak kendi ¢éztimlerini 6nerdiler,
diizeltmeler yaptilar ve belirli durumlarda Elena Fabianovna bu diizeltmeleri kabul etti”
(Zakharenkova, 2020, ss. 194-195).
“Piyano Alfabesi” alblimiiniin ilk baskisina Elena Gnesina tarafindan yazilmis 6ns6z eklenmistir.
Gnesina’nin yontem icerikli calismalar1 arasinda 6nemli bir yer tutan 6nsdz, baslangi¢ seviyesindeki
dgrencilerle ¢aligmanin baz1 pedagojik ilkelerini 6zetlemektedir. Onsézde, temel pedagojik ilkeler
ve albiimle calisma konusundaki Oneriler sunulmustur. Bu baglamda, piyano 6gretmenleri igin
Gnesina’nin kilavuz oldugu soylebilir.
“Piyano Alfabesi’ne onsoz, baslangi¢ seviyesindeki ogrencilerle ¢alisan bir ogretmen igin
pratik bir kilavuz olan metodolojik bir not niteligindedir. Yazarin bu onemli egitim dénemine
dair bir¢ok mevcut konu hakkindaki goriisleri ve inanglari, piyano iizerindeki temel
becerilerin gelistirilmesi i¢in gerekli uygun bir sira i¢inde sistematik olarak diizenlenmigstir”
(Bulatova, 1976, s. 19).
[lk olarak 6nsdziin metni 1943 baskisinda yer almistir, daha sonra 1954 yilinda Gnesina tarafindan
revize edilmis ve sonraki baskilarda degisiklik yapilmadan basilmigtir. Gnesina’nin (2012, s. 6),
“Piyano Alfabesi” kitabinin 6nsoziindeki ilkeleri 6zetle sunlardir:
. S6z konusu albiimii olusturan kiigiik etiitler ve piyesler, baslangi¢ seviyesindeki 6grenciyle
on hazirlik ¢aligmalar1 yapildiktan sonra kullanmasi gereken egitim materyalidir.
. Ik iki-ii¢ hafta boyunca, dgretmen dgrencinin isitsel ve ritmik becerilerini gelistirmeye
odaklanmali, onu nota simgesi ve porte ile tanigtirmalidir. Notalardan calmaya ancak 6grenci

klavyede Ozgiirce gezinebildiginde ve notalar1 rahatga soyleyebildiginde baglayabilir.

17 Bugiine kadar, Rusya’da Piyano Alfabesi albiimii 2012 yilinda MPI (Musik Produktion International) yaymevi
tarafindan basilmis, ardindan ayni yaymevi tarafindan 2019 yilinda yeniden yayimlanmistir. 2014 yilinda Feliks
yayinevi tarafindan, 2018 ve 2022 yillarinda Planeta Muziki yayinevi tarafindan yaymlanmis ve yine bu yaymevi
tarafindan 2024 yilinda tekrar basilmistir.
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Ogrenciye piyano esliginde sarkilar soylenmeli ve klavyede farkl1 seslerden kiiciik melodiler
calinmalidir.

Ogrenci dogru sekilde sandalyede oturmay1 6grenmeli ve ilk temel ¢alma hareketlerini
kavramalidir. Calma esnasinda 6grencinin viicudunun pozisyonu kambur, dirsekler ve eller
asag1 sarkik ve gergin olmamalidir. Kiigiik ¢ocuklar i¢in ayaklarinin altina bir tabure koymak
gereklidir.

Gnesina’ya (2012, s. 6) gore, egitimcilerin “Ogrencide omuz, 6n kol ve bilekte dzgiirliik
hissi gelistirmeye ¢alismasini, elin agirliginin parmak uglarinda yogunlastigini hissetmesini”
tavsiye etmektedir.

Alblimdeki etiid ve piyeslerin siralanmasi ilkesi, baslangi¢c seviyesindeki becerilerin
kademeli olarak gelistirilmesini amag¢lamaktadir.

Albiimdeki etiitlerin ve piyeslerin siralama ilkesi, her bir elin bagimsizligin1 saglamaya
yoneliktir.

Albiimdeki etiid ve piyeslerin siralama ilkesi, her bir elin bagimsizligini saglamaya yonelik
olup, bu da enstriimanin hizli ve 6zgiir bir sekilde kavranmasina olanak tanir.

Dogru hislerin ve temel hareket becerilerinin gelistirilmesi i¢in, ilk etiidleri 6grenciye klavye
lizerinde ayr1 ayr1 sesler olarak, yani non legato sekilde verilmelidir.

Ogrenci, klavyeye rahatca ve yumusak bir sekilde elini yerlestirmeyi ve sesi c¢ikardiktan
sonra eli kolayca kaldirmay1 6grendiginde; tliciinct, ikinci ve dordiincii parmaklarla tuslara
basarak ses ¢ikarmay1 ve ardindan birinci ve besinci parmaklarla begli veya altili araliklarini
birlikte calmay1 basardiktan sonra, iki, li¢ ve daha fazla ses iceren legato ile calmaya gegcmek
uygun olacaktir.

Legato calarken, elin pozisyonuna (dirsekte hafifce yuvarlanmis ve serbest durumda) ve
parmaklarin (hafif¢e yuvarlanmis ve siyah tuslara yakin yerlestirilmis) durusuna dikkat
etmek gereklidir.

Ogretmen, nota metninin maksimum dogrulukta icra edilmesini ve iyi bir ses kalitesinin
saglanmasini hedeflemelidir. Her tiirlii dikkatsizlik ve 6zensizlik (sus isaretleri atlanmasi,
yanlis parmak numaralarinin kullanimi, par¢ay1 sonuna kadar dinlememe, ritim hatalar1 vb.),
Ogretmen tarafindan egitim siirecinin ilk adimlarinda géz ardi edilirse, dgrenciye kotii
aliskanliklar kazandirir ve bu aligkanliklardan Ogrenciyi ileriki O6grenme siirecinde

vazgecirmek zor olabilir.
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“Piyano Alfabesi” nde Gnesina, dogru pedal kullanma tekniginin 6gretilmesine de biiyiik 6nem
vermektedir. Onsoziinde Gnesina (2012, s. 108), “Metindeki dikkatsizliklere ve 6zellikle dikkatsiz
pedal kullanma, pedale siirekli basma aligkanligina karsi ¢ok titizim. Siirekli pedali kullanmak, her
seyi tek bir renkle boyamak gibi yanlis bir aligkanliktir” seklinde bir agiklama yapmastir.

Albiimiin No. 43, No. 48, No. 49 ve No. 50 numarali etiitleri, 6grencilerin piyano pedalini kullanma
becerisini gelistirmeye yoneliktir. Gnesina No 35. etlidiinde son ii¢ 6l¢iide pedal isareti eklemistir.
Alblimde gecikmeli pedal kullanma becerilerini gelistirmek i¢in dnemli materyaller bulunmaktadir.
Ornegin, No. 48 Manenwvxuii Iledansuuiii Imioo (Kiigiik Pedal Etiidii) isimli eser bunlardan biridir.
Onsoziin yan1 sira, bazi etiit ve eserler icin Gnesina nin, etiitlerin icra iisliib artikiilasyon 6zellikleri,
el hareketlerinin &zellikleri gibi konularda &nerilerini igeren notlar1 da bulunmaktadir. Ornegin,
albiimiin baslarinda Gnesina (2012, s. 7), “Virgiil konulan her yerde eli kaldirmak™ notunu eklemis
ve sus isaretleri ile ilgili “Suslar oldugu her yerde eli serbest¢e kaldirin” yazmistir. Albtimdeki virgiil
isaretinin tiim 50 etiit ve piyeslere eklenmis oldunu belirtmeliyiz.

“Piyano Alfabesi” albiimiin temel pedagojik yonelimiyle iliskili olarak Grohotov (2006, s. 76),
“Elena Gnesina’nin ‘Piyano Alfabesi’ adli eseri, bagh ¢alma teknigi i¢in hazirlik alistirmalarini
icerir. Ornegin, aktif parmaklarla 6nce iki, sonra ii¢, daha sonra dért ve bes ses baglanarak calinir.
Bu bagli olan ses gruplari, elin kaldirilmasiyla birbirinden ayrilir” ifadesinde bulunmustur.
“Piyano Alfabeleri” albiimiindeki bazi etiit ve piyesler, pedagojik pratikte genis popiilerlik kazanmis
ve baslangic seviyesindeki piyano albiimlerine dahil edilmistir. Bunlar arasinda, Aleksander
Nikolaev, Sofia Lyakhovitskaya, Lidiya Yegorova ve Regina Sirovi¢ ve diger yazarlarin

editorliiglinde hazirlanan alblimler bulunmaktadir.

BULGULAR

Elena Gnesina’min “Piyano Alfabesi” analizi temelinde pedagoji ilkeleri

Bu ¢alismanin konusu, baglangi¢ seviyesindeki piyano egitimi siirecinin oncelikleri ve belirlenen
hedeflere ulasma sonuglar1 dogrultusunda belirlenmistir. Caligmada, 19. yy’in sonu ve 20. yy’in
ortalarinda Rusya’da taninmis piyanist ve pedagog Elena Gnesina tarafindan bestelenen “Piyano
Alfabesi” ele alinmigtir. Alblimiin igerigi, piyanistligin basitten karmasiga dogru kademeli olarak
zorluklarin arttig ilkesi lizerine insa edilmistir. Neredeyse albiimiin tiim etiitler ve piyesler periyod
formunda yazilmistir. Istisnalar, iki periyod igeren bigimde yazilmis No. 36, No. 43, No. 48, No. 49

ve No. 50. eserlerdir. Ayrica, No. 2, No. 3, No. 4, No. 5 ve No. 6 etiitleri dort dl¢iilii periyod
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formunda yazilmistir. Gnesina albiimde genel olarak, Do Major tonalitesi disinda yazilmis
eserlerde, anahtarin yaninda tonalitenin isaretlerini belirtmemistir. Bu durumun, 6grenciyi erken
egitim asamalarinda teorik bilgilerle asir1 yliklememek amactyla yapildigi disiiniilmektedir. Etiid
No. 10°dan itibaren, yazar dinamik niianslari, 6rnegin crescendo ve diminuendo gibi niianslari

kullanmaktadir.

Etiid No. 1°de temel ilke, sag ve sol el ile doniisiimlii olarak ¢almaktir. Etiidiin melodisi, sag ve sol
el partileri arasinda paylastirilmistir. Gnesina tarafindan belirtilen parmak numarasina gore, etiidiin
ticlincii ve besinci parmaklarla ¢alinmasi gerekir. Bu etiid 6rneginde, farkl: artikiilasyon tiirlerinin
(farkli strihlerin) melodik ¢izginin entonasyonunu nasil etkiledigi gosterilir. Piyano klavyesine hizl
alismak ve mantiksal yetenekleri gelistirmek amaciyla, bu etiidiin siyah tuslar da dahil olmak tizere,
farkl tuslarla calinmasi 6grenciye Onerilebilir.

Etiid No. 2’nin miizikal materyali, staccato teknigiyle tanismay1 hedefler. Ugiincii ve besinci
parmaklarla staccato tekniginde calmak, parmaklarin giiglenmesine katki saglar. Ugiincii parmakla
eller arasinda doniisiimlii olarak non legato ¢almak, hem klavyede serbest yonelimi gelistirir hem
de miizikal materyalin biitiinsel algisin1 destekler. Bu etiitte karakteristik teknik, doniistimlii ellerle
staccato ¢alma yontemidir. Ayrica etiid No. 2, tipki sonraki etiid No. 3 gibi, ritim duygusunun
gelisimine katkida bulunur.

Etiid No. 3’te, ana icra teknigi staccato’dur. Burada, etiid No. 2’de oldugu gibi, temel egitimsel
amact, ellerin doniistimlii kullanim metodudur. Etiidiin bir diger 6nemli yonii, 6grencinin melodi ile
ritmik yap1 rasindaki baglantiy1r kavramasidir.

No. 4 ve No. 5 Etiidler, piyanistik hedefler ve miizikal yap1 agisindan birbirinin aynisidir. Sadece,
Etiid 4°te sag eldeki tema, Etiid 5’te sol ele geger. Etiitlerde ii¢ tus legato ile ¢alinir. Bu etiitler i¢in
Gnesina (2012, s. 8) su notu birakmustir: “No. 4 ve No. 5 legato ve staccato ile icra edilmelidir”.
Etiid No. 6’da (Nota 1), ellerin hareket koordinasyonuyla ilgili olusabilecek zorluklardan dolay,
bu etiidiin ¢alisilmasina ilerleyen seviyelerde baglanmasi tavsiye edilebilir. Burada sol elin tusa
basildig1 anda sag elin hafifce kaldirilmasi, sag elin basildiginda sol elin kaldirilmasi1 gerekir.

Béylece, eller klavyede doniisiimlii olarak kullanilmaktadir.'8

18 Bu etiid ¢alisilmasiyla kazanilan beceriler, polifonik eserlerin, 6rnegin J.S. Bach’in invensiyonlar ve fiigleri gibi
icra edilmesinde 6nemli rol oynar.
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Nota 1. E. GNESINA. Piyano Alfabesi, Etiid No. 6 https://notes24.ru/instrumentyi
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Etiidler No. 7 ve No. 8 pedagojik hedefleri ve ilkeleri agisindan birbirine benzerdir. Bu etiidlerde
genel olarak staccato ¢calma teknikleri gelistirilir. No. 7 etlidiinde, tenuto strih de vardir. Etiidlerde
her bir sonraki 6l¢ii sirayla sag ve sol elle ¢almir. Ornegin, ilk dl¢ii sag elle, ikinci ol¢ii sol elle,
ticlincii ol¢ii tekrar sag elle ¢alinmaya devam eder. Bu, melodiyi calarken 6grencinin bir elden
digerine geg¢isini dikkatle izlemesine yardimci olur. Ayni sekilde, melodinin bir satirdan digerine
‘zikzak’ seklinde gegisi, No. 8. etiidiinde de goriilmektedir. Boylece, No. 7 ve No. 8 etiidler
orneginde 0grenci, melodiyi yalnizca yatay olarak degil, ayn1 zamanda dikey olarak da ‘okumaya’
alisir. Ayrica, eller arasinda doniisiimlii olarak staccato calmak, bu etiitlerde karakteristik bir
tekniktir.

Etiid No. 9°da, Gnesina, hem iki elde ayn1 anda staccato’yu, hem de her elde sirayla iki nota legato
ile calmay1 vurgulamistir. Etiidiin ikinci climlesinde besteci, taklit (imitasyon) kontrpuan unsurunu
eklemistir. Ornegin, 5. dlciide sol-mi-do notalarindan olusan motif dnce sag elle, 6. dlciide ise sol
elle tekrar edilir. Motifin sol-mi sesleri legato teknigiyle baglanmaktadir. Ugiincii do sesi staccato
teknigiyle calinir. Bag isareti altinda yer alan iki tus, ilk ses iistiinde vugulanarak ¢alinmalidir.
Ikinci, mi tusu daha hafif ¢alinir; bu ses, bilegin nazik bir sekilde yukar1 kalkip tusa basilmasiyla
elde edilir.

Etiid No. 10’un temel piyanistlik hedefi, iki tusu birlestirerek ikinci tustan yumusak bir sekilde elin
kaldirilmasimi saglamaktir. 1. 6lgiide mi tusu elin agirhgiyla istten ¢almali ve bu sirada bilek
yavasca asag1 dogru inmelidir. Bu tus, parmaklar bir tustan digerine ‘adim atiyormus’ gibi, yumusak
ve baski yapmadan calinmalidir. Re tusunu daha hafif ¢alinmali ve tusa bastiktan sonra bilegi

yavasca klavyeden kaldirarak yukariya dogru hareket ettirilmelidir.
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Etiid No. 11, No. 6 etiid ile benzerlik gostermektedir. Burada ellerin sirasiyla degistirilmesine,
virgiil igaretine uygun olarak bilegin kaldirilmasia dikkat edilmelidir. Ayrica, her notay1 (tusu)
dikkatlice dinleyip net bir sekilde ¢almak gerekmektedir.

Etiid No. 12°de, legato, staccato ve non legato gibi tiim temel strihler kullanilir. Etiidiin son, 8. 6l¢ii,
artikiilasyon kontrastina bir Ornektir (Nota 2). Burada, sag el partisinde la-si seslerinin
baglanmasindan sonra ve sol sesinin alinmasindan once, sol el partisinde legato teknigi kullanilir.
Yani tek bir 6l¢iide, legato ve non legato ¢alma teknikleri birlestirilir. Bu goriiniisten basit bir etiid,
hem oOnceden edinilen becerileri pekistirmeye hem de artikiilasyon kontrast1 (ayn1 anda farkli

strihleri) gibi piyano ¢alma tekniklerinin otomatiklesmesini saglamaya yardimei olur.

Nota 2. E. GNESINA. Piyano Alfabesi, Etiid No. 12 https://notes24.ru/instrumentyi

Etiidlerde No. 13 ve No. 14, sag ve sol eller senkronize olarak calar. No. 13 etiitte hareket altil1
(seksta) araligindan devam eder, 14. etiitte ise onluk (desima) aralifindan baslar. Bu etiidler legato
becerisinin gelistirilmesi bakimmdan énemlidir. Burada, legato iki tus iizerinde ¢almir. Ornegin No.
13 etiidiinde, mi-fa-mi-fa-mi seslerinden olusan motif legato teknigi ile ¢alinir. Ardindan, 3. dlgiide
re-mi-re-mi tuslar1 legato ile baglanir ve ayni sekilde devam eder. Bu etiidiin diger 6nemli 6zelligi,
ellerin zit yonlerde hareket etmesi sirasinda ‘aynasal’ tipi parmak aplikatiir uygulamasinin
kullanilmasidir.

Etiid No. 15, senkronizasyon becerisinin gelistirilmesi amaciyla bestelenmistir. Etiitte paralel ve

karsit melodik hareketler bir arada kullanilir. Burada temel hedef 6grencinin {i¢ tusu legato
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teknigiyle ¢alma becerisini gelistirmektir. Her 6l¢iinlin sonunda, ‘mikro’ motifi tamamladiktan
sonra, Gnesina tarafindan belirtilen virgiil isaretine uygun olarak eli klavyeden kaldirmak gerekir.

Etiid No. 16, amag ve hedefleri bakimindan No. 13 ve No. 14. etiidlerine benzemektedir. Bu etiitte
legato ve senkronizasyonlu hareketler gibi beceriler gelistirilir. Ayrica zit yonlerde ellerin ayni1 anda
calinmasi sirasinda ‘aynasal’ parmak pozisyonlart kullanilir. 1. 6l¢iideki mi-fa-mi-fa-mi motifi

(Nota 3), sag elde diyatonik dereceler boyunca yukariya dogru sekvens seklinde gelisir.
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Nota 3. E. GNESINA. Piyano Alfabesi, Etiid No. 16, 1-4 él¢iiler. https://notes24.ru/instrumentyi

Etiid No. 17’nin ayirt edici 6zelligi, eller arasindaki artikiilasyon kontrasti ilkesidir. Artikiilasyon
kontrast: ilkesi, etiidiin tiim dl¢iilerinde gézlemlenmektedir. Ilk ciimlesinde (1.- 4. dlgiileri), sag
eldeki staccato ve tenuto teknigiyle ¢alinan do-la motifi, sol elde mi-fa legato olarak galmnr. Ikinci
climlede ise (4. 0l¢li), sag eldiki tema sol eldeki tema ile dikey olarak yer degisir. Boylece, sag elde
do-la-si seslerinden olusan motif legato ile ¢alinirken, sol eldeki sol-mi tuslar1 staccato olarak
calmir.

Etiid No. 18 hakkinda Gnesina (2012, s. 13) sunlar1 belirtmistir: “Ugliileri gii¢lii parmaklarla ¢alin,
suslarda ve virgiillerde eli serbest birakip kaldirin”. Bu etiid ti¢lii (tersiya) aralik tekniginin
gelistirilmesine yoneliktir. Tek elle iki tusa ayni anda basilmasi, parmaklarin ve bilegin dogru
pozisyonunun pekistirilmesine yardimei olur. Bu etiidii ¢alarken 6zellikle parmak uglarinin
kullanimma 6zen gosterilmelidir. Ornegin, parmak eklemlerinin biikiilmemesine dikkat etmek
gerekir. Bununla birlikte, etiidii ¢alarken iki elin senkronize hareketi biiylik 6nem tagir.

Etiid No. 19, el bileginin dogru pozisyonunun gii¢lendirilmesine ve sabitlenmesine yoneliktir. Bu
etiid, elden ele doniistimlii olarak aktarilan sol-mi-sol-mi-do motifine dayanir. Bu motif legato

teknigiyle calinir. Etiidiin 5. ve 6. Olciilerindeki melodinin 6zellikleri, 1., 3. ve 5. parmaklarin
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giiclenmesine ve bagimsizliginin artmasina, ayrica parmaklarin senkronize motor becerilerinin
gelismesine katkida bulunur.

Yap1 olarak tek sesli olan Etiid No. 20, legato, staccato ve non legato gibi temel piyano ¢alma
tekniklerini pekistirmeyi hedefler. Ik iki ses olan do-si, parmaklardan parmaklara ‘adim atar’ gibi
legato olarak calinir. Bu sirada, si notasini ¢aldiktan sonra bilek esnek bir sekilde yukar1 kalkar ve
ardindan parmak tustan ayrilir. ilk ciimlenin bulundugu sag elindeki melodi daha sonra sol ele
gecer. Burada tiim strihlerin, virgiillerin ve dinamik niianslarin son derece dikkatli bir sekilde yerine
getirilmesi gerekir.

Etiid No. 21, bir dizi teknik zorlugu igermektedir. Ogrenci bu etiid iizerinde ¢alismaya, “Piyano
Alfabesi” albiimiiniin 6nceki materyalini yeterli dliizeyde 6grendikten sonra baglamalidir. Sag ve sol
el partilerdeki artikiilasyon kontrastinin netligi bu alistirmanin ana amacidir. Bu baglamda,
bestecinin belirledigi strihlerine, virgiillere ve dinamik niianslarin uygulanmasina titizlik
gostermelidir. Ayrica, etiidiin 5. 6l¢iide (Nota 4), sag elin melodik temasinin sol el partisine gegmest,

hem sag hem sol elin motor becerilerinin esit derecede gelisimine katki saglar.
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Nota 4. E. GNESINA. Piyano Alfabesi, Etiid No. 21, 5-8 ol¢iiler. https://notes24.ru/instrumentyi

No. 22 etiidiiniin melodik temasi, bes ve daha fazla tusun legato tekniginde calinmasina
dayanmaktadir. Melodinin eller arasinda doniisiimlii olarak sirayla aktarilmasi, her iki elin
bagimsizliginin gelismesine katkida bulunur. Benzer melodik gelisim ve piyanistlik ilkeleri, No. 6.,

No. 10., No. 11. ve No. 19. etiidlerinde de yer alir.
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Etiid No. 23 Sol Major tonalitede yazilmistir.!® Burada genel olarak non legato teknigi
kullanilmistir. Etiidiin dokusu, sag ve sol el partileri arasinda solo melodi ve eslik olarak ayrilir. Bu
baglamda, bu etiidii ¢alarken melodinin anlamli bir sekilde entonasyonunun ve biitiinliigiiniin

saglanmasi gerekir. Mi-fa diyez-sol-si-re seslerden olusan melodiyi, 4. 6l¢tideki kadans anina dogru
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yiikselen tek melodik hat olarak calmak gerekir. Bu etiidiin ikinci ciimlede (4-8 olgiiler), c¢ift
notalarin ¢alinmasi sirasinda araliklarinin {ist notalarinin dinlenilmesi ve vurgulanmasi gerekir.
Etiid No. 24, sol ve sag el arasindaki artikiilasyon kontrast1 becerisini pekistirmek i¢in gelistirilmis
bir eserdir. Bu sekilde, 1-2 olciilerde sol elde legato teknigiyle ¢alinan do ve si notalarinin arka
planinda, sag elde staccato teknigiyle mi ve fa diyez notalar1 ¢alinir. 2. dlglide, 6grencinin forte’den
piano’ya dogru dinamik azalma (decrescendo) saglayarak ¢almasi gerekmektedir.

Etiid No. 25°te, legato, staccato ve non legato gibi temel ¢alma teknikleri gériilmektedir. Burada
Gnesina, taklit teknigin elementleri kullanmistir. Ornegin, sag eldeki do-si-re baslangic motifine
karsilik gelen fa diyez-mi-re-sol motifi sol elde 2. dl¢lide kullanir. Bu etiid 6rneginde, Gnesina’nin
her iki elde de bagimsizligin gelisimine 6zellikle 6nem verdigi sdylenebilir.

Albiimiin No. 26 eseri Maaenvkuit Mapuw (Kiigiik Mars) adli program basligina sahiptir. Bu piyes,
karmasik artikiilasyon ve koordinasyon becerilerinin gelistirilmesi i¢in bestelenmistir. Dolayisiyla
ogrencilerin eseri calismaya baslamadan 6nce, bir 6nceki etiidleri basariyla tamamlamalar1 gerekir.
1. olgiide sol elde do-si-la-sol seslerinden olusan ostinato hareketinin arka planinda, sag el ¢ift
notalarla melodi seslendirmektedir (Nota 5). Bu eserin miizikal dilinin 6zellikleri, mars tiirline ait

ozellikleri yansitir.

19 Gnesina burada ve Do Major disinda yazilmis diger etiitlerde, tonalite isaretlerini anahtarin yaninda
belirtmemektedir.
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Etiid No. 27, akorlar1 calma becerisinin gelistirilmesi i¢in bir 6rnektir. Bu etiidii calarken ellerin ve
bileklerin tamamen serbest olmasi hedeflenir. Ayrica, 1. ve 2. dlgiilerde birinci vurustan {igiincii
vurusa kadar dinamik diminuendo’yu gerceklestirmek de 6nem teskil eder.

No. 28 ve No. 29 etiidler, birinci, tiglincii ve besinci parmaklarin gelisimine adanmistir. No. 28 etiidii
ile ilgili Gnesina (2012, s. 17): “Besinci ve tiglincii parmaklara dayanarak ilk parmakla tusa hafifce
dokunun. Birlik notalarindan 6nce eli serbestce kaldirin® agiklamasini yapmistir. Bu etiitlerin dogru

calinmasi, 1., 3. ve 5. parmaklarin bagimsizliginin gelisimine katkida bulunur (Nota 6, 1.-4. 6l¢iiler).
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Nota 6. E. GNESINA. Piyano Alfabesi. Etiid No. 28, 1-4 dl¢iiler. https://notes24.ru/instrumentyi

Etiid No. 30’un temel piyano teknigi, bes tusunu legato ile baglamak ve son notayr yumusak bir
kaldirmayla gergeklestirmektir. Bu etiitte tiim virgiil isareti konulan her yerde klavyeden eli
kaldirmak gerekir. Legato tekniginde, ikinci ve ti¢iincli parmaklarla si-do-si-do-si motifini ¢alarken,
do tusuna yumusak sekilde basmak gereklidir. 2. 6l¢lide aynt motif sol elde taklit seklinde
tekrarlanir. Ayrica, onceki etiitte oldugu gibi parmak eklemlerini biikkmemek ve tusa dogru Agirlig
vererek calmak onemlidir.

Etiid No. 31, taklit teknigi unsurlarini igerdigi i¢in, 6grenciyi benzer polifonik dokulara hazirlamaya
yardimc1 olur. Tema, tonik akorun seslerine dayanir ve barok donemi fliglerinin temalarini animsatir
(Nota 7, 1.-4. olgiiler). Burada, legato ve staccato teknikleri arasindaki kontrasti ozellikle

vurgulamak gerekir.
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Nota 7. E. GNESINA. Piyano Alfabesi, Etiid No. 31, 1.-4. élciiler. https://notes24.ru/instrumentyi

Etiid No. 32’nin doku yapist ve melodinin ‘zikzakli’ hareketleri, staccato teknigini gelistirmeye
yonelik olarak tasarlanmistir.?’ Bu etiid, 6grencinin ellerinin serbest koordinasyon ve melodinin bir
elden digerine geg¢isini dikkatle takip etme becerilerini kazanmasina yardimeci olur.

Etiid No. 33, Sol Major tonalitesinde yazilmistir. Albiimdeki diger eserlerden farkli olarak, etiid,
her biri sekiz 6l¢iiden olusan iki climlelik periyod bi¢cimindedir. Bestecinin virgiilleri gdsterdigi
yerlerde, el yavasca kaldirilir ve diger elle tusa basilarak birlestirilir.

Etiid No. 34 La Major tonalitesinde bestelenmistir. Bu etiid, alblimiin en sanatsal eserlerinden biri
olarak, artikiilasyon kontrast1 becerisini gelistirmeye ve sag ile sol el koordinasyonunu saglamay1
hedefler.?! Burada, legato ve staccato gibi piyano ¢alma teknikleri eszamanli olarak
uygulanmaktadir. Yani, bir elde legato, diger elde ise staccato olarak ¢alinir. Bu etiidii ¢alarken, 1.
oOl¢iide sol elin {i¢iincii vurusunda tam olarak suslar iizerinde kaldirilmasina 6zen gosterilmelidir.
Benzer sekilde, 2. dlciide, sol elde legato calinirken, sag elin suslar {izerinde kaldirilmasi gerekir
(Nota 8, 1-2. olgiiler). Etiidiin miizikal materyali, farkli piyano ¢alma tekniklerinin ayni anda

calimmasini gelistirir, ayrica ellere hareket 6zgiirliigii kazandirir.
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Nota 8. E: GNESINA: Piyano Alfabesi. Etiid No. 3, 1-2. dl¢iiler.

20 Benzer yapilar ve piyanistlik ilkeleri etiid No. 23’te de gzlemlenmektedir.
21 Bu etiidiin farkli piyano albiimlerinde siklikla yer almaktadir.
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Etiid No. 35 Re Major tonalitesinde bestelenmistir. Bu etiitte baz1 melodik, ritmik ve icra etme
zorluklar1 bulunmaktadir. Etlidiin iki sesli dokusu, kontrast partilerinin gelisimine dayanir. Ellerin
z1it yonde hareket etmesi, legato-staccato gibi kontrastli artikiilasyonlarla birlestiginde, icray1
karmasik hale getirerek zorlastirir. Etiidlin 4. Olglisiinde, tek tus ilizerinde parmak degistirme
tekniginin kullanildig: goriilmektedir. Burada, kesintisiz legato’yu devam ettirmek i¢in re tusundaki
birinci parmak {igiincii parmakla degistirilir. 6-8. dlgiilerde, doku akor tipi bir yapiya doniisiir.
Burada, pedal ile birlikte her akordan sonra belirlenen virgiiller iizerinde elleri nazik¢e kaldirmak
gerekir (Nota 8, 3-8 ol¢iiler).

Etiid No. 36, Sol Major tonalitesinde yazilmis olup, bi¢im olarak esit olmayan iki periyottan olugan
forma sahiptir. Birinci béliim 10 dl¢iiden, ikinci boliim ise 6 dlgiiden olusmaktadir. Ikinci boliimdeki
tonal kararsizlik, kromatik degisimlerden kaynaklanmaktadir. Bu etiit lizerinde ¢alisirken
karsilasilan temel zorluk, staccato ve legato gibi strihlerin ayni anda icra edilmesi gerektigindendir.
Etiid No. 37, portamento teknigi becerisini gelistirmeye yoneliktir. Bu strih ile tekrar edilen la-fa
diyez-re-sol-do diyez motifi, sol elde staccato ile galinan re-re motifiyle ayni anda seslenir. Bu
motifi, her kelimenin vurgulandig1 konugsma climlesi gibi ve tek bir nefeste ¢alinacak sekilde icra
etmek gerekir. Etiidiin icrasi, 6grencinin dikkat ve konsantrasyonunu gerektirir.

Etiidler Ne 38 ve Ne 39, cift notalar staccato ve tenuto teknigiyle calma becerisini gelistirmeye
yoneliktir. Tersiyalar ¢calindiginda, el tustan tusa, serbest ve hafif agirlik hissiyle hareket etmelidir.
Parmaklar tuslara dokundugunda, tusa derin bir sekilde basilma hissi olmali, el ve bilek yarim daire
seklinde hareketler yapmalidir.

No. 38 Etiitte, bulunan staccato ve tenuto strihlerine ragmen, tersiyalar: entonasyonel olarak
birlestirmek ve etiidiin ilk motifi (1.-2. 6l¢iiler) ‘seslendirmek’ gerekir. 2. 6lgiliniin sonunda, do-mi
aralig1 lizerinde tenuto ile vurgulanan bitis, motife tamamlanmis bir karakter verir (Nota 9). Bu
etiitte staccato teknigi uygulanirken ve elin oktav araliklarina tasinmasi sirasinda, bilegin klavyeden

serbest birakilmasi gerekmektedir.
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Nota 9. E. GNESINA. Piyano Alfabesi, Etiid No. 38, 1-4 dl¢iiler. https://notes24.ru/instrumentyi
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Etiid No. 39, iki pes pese ¢ift sesten olusan kisa motife dayanir. Motif, staccato ve tenuto tekniginde
calinarak bir eldeki partiden digerine gecer, bu da eller arasinda bir ‘diyalog’ etkisi yaratir. Tenuto
ile calinan ¢ift sesler, giiglii ve biikiilmemis parmaklarla ¢alinmalidir.

Etiit No. 40, sol mindr tonunda yazilmis olup legato ve staccato artikiilasyonlarinin eszamanl
kullanimina dayanmaktadir. Tekrar eden dort notali motif, kontrast strihleri tarafindan doniistimlii
olarak icra edilir. 1. dlgilide staccato, 2. 6l¢iide ise legato ile devam eder. 3. dlgiideki partilerin taklit
tekniginin gelisimi, ayn1 anda sag elde legato ve sol elde staccato teknigi ile icra edilmektedir. 2.
ol¢iide, motifin son notasi olan sol, sag elde legato ile icra edilirken, sol elde mi bemol staccato
teknigiyle ¢alinir. Boylelikle, farkli piyano teknikleri ayni anda kullanilir.

Etiid No. 41°de, 6nceki No. 8 ve No. 10 numarali etiitlerde oldugu gibi, artikiilasyon kontrasti ilkesi
gozlemlenmektedir. Burada, ayni anda legato ve staccato gibi temel piyano ¢alma teknikleri
kullanilir. Sag elde staccato teknigiyle armonik araliklar ¢alinirken, sol elde legato teknigiyle asagi
dogru motif ¢alinir: do-si-la-sol. Bu motif, tipki basso ostinato gibi etiidiin son dlgiisiine kadar
duyulur. Sag eldeki parti, staccato teknigiyle icra edilen iki sesli dokuya dayanmaktadir. Altil1, tiglii
ve dortlii araliklar, hafif ve aynm1 anda saglam, biikiilmeyen parmaklarla ¢calinmalidir. Etiitteki
araliklar, notalarda belirtilen parmaklarla ¢alinmalidir: 1/3-2/5 ve 1/3-1/4-1/5.

Gnesina (2012: 24), Etiid No. 42 icin “Legato ve staccato ¢alin” notunu yazmistir. Etiid, bastan
sona kadar tekrar eden do-re-mi-fa-mi-fa-mi-fa-mi-fa-mi motifine dayanmaktadir. Sol el partisi
icindeki armonik araliklar, kromatik degisim ve la mindr tonalitesinin sapmasi ile karakterize edilir.
Bu tir bir mizik dilinin ¢esitliligi, 6grencinin armonik isitme yetisini gelistirmeye ve
zenginlestirmeye katkida bulunur. Bunun yani sira, etiitte besteci crescendo ve diminuendo dinamik
niianslarinin da oldugunu belirtmistir.

No. 43 Manensvkuit Bansc (Kiigiik Vals) adli eser, Sol Major tonalitesinde bestelenmistir. Bu eser,
her boliimii kendine 6zgili bir melodiyle karakterize edilen basit ii¢ boliimlii formda yazilmistir.
Olgek olarak kiigiik olmasina ragmen (24 &lgii), 6grencinin piyano ¢alma konusunda belli temel
birikimlere ve piyano motor becerilere sahip olmasini gerektiren karmasik bir miizik eseridir. Eserin
birinci béliimiinde (1.-8. dlgiiler), sag ve sol el partilerinde legato artikiilasyonu kullanilmistir. ikinci
boliimiinde (9.-15. 6lgiiler) tema, sol el partisinde yer alir ve legato ile ¢alinir. Bu anda sag el
partisinde araliklar staccato ile ¢alinir. Bu eser, alblimiin 6nceki tiim eserlerinden farkli olarak pedal
kullanimini igerir. Eserdeki temel zorluk, ellerin hareketinin koordinasyonu ve pedalin ikinci

vurusta kullanilmasidir (Nota 10, 1-5 olgiiler).
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Nota 10. E. GNESINA. Pyano Alfabesi, Etiid No. 45, Manenskuii Banvc, 1-5 olgiiler. https://notes24.ru/instrumentyi

Etiid No. 44’de, portamento, staccato ve legato gibi strihlerin kullanimi gézlemlenmektedir.
Ogrencinin sol el partisinin dzgiin melodik ¢izgisine dikkat etmesi 6nemlidir. Miizikal dokuda
‘gizli’ temay1 vurgulayarak icra etme becerisi, daha karmasik sanatsal piyano hedeflerini
gerceklestirmek i¢in 6nemli bir beceridir.

Etiid No. 45, la min0r tonalitesinde bestelenmistir; birinci climle natiirel, ikinci climle ise mindriin
armonik tlirlinde bestelenmistir. Bu etiidiin miizikal yapisinda 6zgiin kontrapunktik partiler yer
almaktadir. Etiitte portamento, staccato ve legato gibi artikulasyon isaretleri bulunmaktadir. Farkl
piyano tekniklerinin ayn1 anda kullanilmasi, bu partilerin kontrastini vurgulamakta ve icrada belirli
zorluklar yaratmaktadir.

Etiid No. 46, Re Major tonalitesinde bestelenmistir. Etiidiin miiziksel materyali taklit teknigi
izerine kuruludur. Buradaki ana teknik, legato ve staccato gibi artikiilasyon strihlerinin
kombinasyonudur. Ilk 6l¢iiden itibaren bu strihler burada eszamanli olarak kullanilir. Bu etiid,
ogrencilerin polifonik (kontrpuan) dokuyu isitme yetenegini gelistirmeye yoneliktir.

Etiid No. 47, Re Major tonalitesinde bestelenmistir. Bu eser piyanistik performans acisindan bazi
zorluklar igermektedir. Buradaki icra zorlugu, bizzat taklit 6geleriyle polifonik miizik dokusundan
kaynaklanmaktadir. 1. 6lgiide ikinci vurus, sol el partisindeki stretto teknigi ile girer ve sag eldeki
melodi i¢in kontrapunkt olusturur.

Eserin dokusu ne kadar akiskan karakter tasisa da, 4. dl¢lide yarim kadansin belirgin duraklamasi
net bir sekilde duyulmaktadir. Burada, dominant akorundan ve virgiille belirtilmis olan
duraklamadan sonra elleri yumusakca klavye tizerinden kaldirmak gerekir. Etiidiin son iki
olgiistinde ise (7. ve 8. ol¢iiler) sag elde net bir non legato ifadesi gerekmektedir.

‘Piyano Alfabesi’ albiimiiniin son ii¢ etlidii olan No. 48, No. 49 ve No. 50 etiitler, pedallama

tekniginin 6grenilmesine yoneliktir.
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Etiid No. 48, Manensvkuii Ileoanvnvii Imioo (Kiigiik Pedal Etiidii) adli eseri Sol Major
tonalitesinde bestelenmistir. Bu etiid i¢in 6neri olarak Gnesina (2012, s. 27), “Pedala bastiktan sonra,
sol el esnek bir sekilde sag elin tizerinden gegirilir” notunu yazmistir. Eserde, besinci parmaktan
ikinci parmaga hafif dairesel bir hareketle gegis yapilir, ardindan ikinci parmaktan besinci parmaga
geri gegilir. Etiid, basit ii¢ boliimlii formda yazilmistir. Birinci boéliimde (1.-8. dlgiiler) sol elin ana
temasi, ikinci boliimiin (9.-16. olgiiler) dikey partisinde seslendirilir. Boylece, 6grenci bu tiir
ornekler iizerinde kontrpuan doku ¢alma becerilerini gelistirir ve yavasca bu kompozisyon stiline
alisir. Bulatova (1976, s. 38), etiidiin ikinci boliimiiniin 6nemini vurgulayarak, bu boliimiin bir dizi
amaci karsiladigini belirtir: isitme gelisimi, el ve ayak hareketlerinin koordinasyonu, gecikmeli
pedal kullanma becerisi.

No. 49 numarali eser Iledanvnwvii Imioo (Pedal Etiidi) basligina sahiptir. Etiit, Fa Major
tonalitesinde ve basit iki bolimlii formda bestelenmistir. Bu eserdeki icra tekniklerinin
Ogrenilmesinde en 6nemli amag, ellerin ve pedalin koordineli hareketlerinin gelistirilmesi ve bu
hareketlerin otomatik hale getirilmesidir. Eserin yumusak karakterini, eslik boliimiiniin miizikal
ozelligi ve miizikal dokunun akiciligi belirler. 1.-3. dl¢tilerde, sag el partisi yatay hatti, legato olarak
icra edilen araliklarla saglanir, sol el partisinde ise do-fa-do notalari portamento teknigiyle icra
edilir. Burada pedal kullanimi, etiidiin miizikal dolgunlugunu ve dokunun zenginligini artirir. Pedal
burada 6lgiiniin 2. ve 3. vuruslarini birlestirir. Pedal, dl¢iiniin ikinci vurusunda alinir ve dordiincii
vurusunda kaldirilir. Etiidiin zorlugu, legato, portamento ve staccato tekniklerinin eszamanli olarak
pedal kullanimiyla birlestirilmesinde yatmaktadir.

Etiid No. 50’nin bashigi Marenvkuit Imwo na zanazoviearowmyro nedans (Gecikmeli pedal
iizerinde Kii¢iik Etiid) olarak adlandirilmistir. Etiid Sol Major tonalitesinde bestelenmistir. Etiid,
doku agisindan birbirinden farkli iki periyotdan olusmaktadir. Ilk sekiz 6l¢ii, koral tarzin1 andiran
dikey akorlardan olusurken (Nota 11, 1.-4. dlgiiler), ikinci periyod romantik doku stilinde melodik

olarak boliinmiis akorlari igerir (Nota 12, 11.-13. dlgiiler).
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Nota 12. E. GNESINA. Piyano Alfabesi, Etiid No. 50, Manensxuii Imw0 na 3anazosieaiowyro nedans 9-11 slgiiler.
https://notes24.ru/instrumentyi

Bu etiid ile ilgili Gnesina (2012, s. 29), iki not yazmistir. Birincisi, mevcut olan egzersizle (Nota
13) dogrudan iligkilidir: “Pedal, siirenin yarisinda hafifce basilir ve yeni bir ses ortaya ¢iktig1 anda
kaldirilir”. Ikinci notta ise Gnesina (2012, s. 29), “ Pedala bastiktan sonra, pedalda devam eden yeni

net sesi duymak i¢in ellerinizi virgiillerin tizerinde kaldirin” yazmistir.
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Nota 13. E. GNESINA: Piyano Alfabesi. Ekzersiz. https://notes24.ru/instrumentyi

SONUC VE ONERILER

Genel olarak, Elena Gnesina’nin ‘Piyano Alfabesi’nin igerigi analizi sonucunda albiimiin gelisim
amacl Ogretim niteliginde oldugu soylenebilir. Albiim, baslangi¢ seviyesindeki piyanistlerin
profesyonel piyano becerilerini gelistirmeleri i¢in degerli metodik bir materyaldir. Tiim eserler bir

sekilde birbirleriyle baglantili olup, albiim sistematiklik ve tutarlilik 6zellikleriyle karakterize edilir.
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Ayrica albiim, basitten karmasiga prensibine dayanmaktadir ve halihazirda piyano becerileri olan
ogrenciler i¢in hazirlanmistir.
‘Piyano Alfabesi’nin genel amaci, legato, non legato, staccato, portato, tenuto gibi artikiilasyon
strihlerinin 6grenilmesi, her iki elde farkli artikiilasyon strihlerinin eszamanli olarak ¢alinmasi
becerisinin gelistirilmesi, pedal kullanim kabiliyetinin kazanilmasi ve taklit unsurlar1 igeren
polifonik dokularin ¢alinmasina alisilmasi i¢in gerekli becerileri kazandirmaktir. Albiimii dahil olan
50 etiid ve piyesin detayli analizi temelinde, Gnesina tarafindan kullanilan yontemsel ilkeler
sunlardir:

. Albilimiin igerigi, 6grencilerin miizikal ifade araglarin1 anlamalarini ve piyano ¢almanin

teknik incelikleri araciligiyla pratik uygulama becerilerini gelistirmeye yoneliktir.
. Baslangi¢ seviyesindeki dgrencilerle ilk piyano ¢alma bigimleri serbest el hareketleri ve

non legato tekniklerini igermelidir. Gnesina tarafindan belirtilen virgiil isaretine ve sus

isaretlerine gore, elin hafifce klavyeden kaldirilmasi gerekmektedir.

. Albiim, ellerin bagimsizligin1 ve koordinasyonunu gelistirmeye yonelik etiitleri
icermektedir.
. Legato ¢alma tekniginin egitimi, bag isareti altindaki seslerin sayisinin kademeli olarak

artirtlmasi ilkesine gore yapilandirilmistir. Egitim 6nce iki, sonra ii¢, ardindan dort ve
daha sonra bes sesin baglanmasiyla baslamalidir.

. Bes parmak genellikle begli aralik ¢ercevesinde kullanilmalidir.

. Bir eserde farkli piyano strihlerinin bulunmasi, benzerlik ve farkliliklarin1 anlamay1
saglar ve calma hareketlerinin hassasiyetini ve duyarliligini gelistirmeye yardimcei olur.
Albiim, birlesik artikiilasyon tekniklerinin (non-legato — legato — staccato; legato —
staccato) icra becerilerini gelistirmeye yonelik eserleri icermektedir.
artikiilasyon ile) ayn1 anda ¢alma becerisini gelistirmeye yoneliktir. Ornegin, sag elde
non legato, solda legato veya sag elde staccato, solda legato vb. (No. 12, 17, 24, 26, 37,
40, 45, 46 etiidler).

. Ellerin z1t yonlerde senkronize hareket ettigi ve “aynasal” parmak numaralandirmaya
iliskin materyal No. 13 ve No. 14 etiitlerde bulunmaktadir.

. Alblim, polifonik dokuyla tanismayr ve kontrpuan taklit teknigini gelistirmeyi
amaclayan miizikal unsurlar1 icermektedir (No. 21, 22, 30, 31, 34, 37, 46 etiidler).
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. Etiitler , No. 43, No. 48, No. 49 ve No. 50, 6grencilerin diiz ve gecikmeli piyano pedalini
kullanma becerilerini gelistirmeyi amaglayan pedal isaretleri igerir.

Sonug olarak, Elena Gnesina’nin ‘Piyano Alfabesi’ alblimiindeki etiitlerin, baslangic seviyesindeki
piyano ¢alma becerilerini olusturma siirecinin optimizasyonuna katkida bulundugunu séylenebilir.
Elena Gnesina’nin sanatsal faaliyetleri, yeni bilimsel-pedagojik arastirmalar icin ilgi ¢ekici bir
konudur. Bu ¢alisma, onun pedagojik ilkelerinin kapsamli arastirilmasi igin bir temel olusturabilir.
Bilimsel aragtirmanin ayri bir konusu olarak Manensvrxue Imioowt [ Hauunaiowux (Baslayanlar
icin kiigiik etiitler) ele alabilir. Ayrica, Gnesina’nin Iloocomoeumenvhbie YNpadsCHeHUs K
pasnuunoiM  eudam ¢popmenuannoti mexuuxu (Piyano tekniginin ¢esitli tilirlerine hazirlik
alistirmalar1) albiimiindeki metodik ilkelerin 6zelliklerinin incelenmesi de arastirmaya deger bir
konu olarak 6ne ¢ikmaktadir. Ayrica, bestecinin diger piyano eserleri de arastirma konusu olarak
ele alinabilir. ‘Piyano Alfabesi’ miizikal materyali, hem miizik egitim kurumlari i¢in ek bir kaynak

olarak, hem de mesleki egitim kuruluslarinin faaliyetlerinde kullanilabilir.
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EXTENDED ABSTRACT

This study is devoted to the study of the album ‘Piano Alphabet’, written by the outstanding pianist,
teacher, composer and public figure of Russia and the Soviet Union Elena Fabianovna Gnesina.
Gnesina entered the history of Russian music as the founder of the Musical Pedagogical College
and the Gnessin Musical and Pedagogical Institute. An outstanding pedagogue and methodologist,
Gnesina created in Russia a unique multistage educational system aimed at educating professional

musicians performers, teachers and scientists. Her sisters Eugenia and Maria Gnesina, professional
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musicians, also took an active part. It should be noted that Gnesina’s model of musical education,
which includes a primary school for children, a college and a higher education institution, continues
to function today in Russia, as well as in the countries of the former Soviet Union.

Along with this, Gnessin made a great contribution to the creation, so necessary in the first half of
the 20th century in Russia, of a methodological repertoire for beginners, educational material for
the development of piano technique, as well as artistic plays of varying degrees of complexity. Thus,
Gnesina is the author of such albums as ‘Little Etudes for Beginners in Four Notebooks’, ‘6 Little
Pieces for Piano’, ‘Piano Alphabet’, ‘Preparatory Exercises for Various Types of Piano Technique’,
‘Picture Pieces’ and other works. She has also written ‘Musical Dictations’ and ‘Duets for Little
Violinists’.

The aim of the present study is to identify the pedagogical principles and provisions of Elena
Gnesina on the basis of a detailed examination of the works in the album ‘Piano Alphabet’. The
method of the present study is to analyse the works on the album from the point of view of the
pianistic art peculiarities. In this regard, we note that the study is limited to aspects of articulation,
specifically such playing techniques as legato, non-legato, staccato, portato and tenuto Additionally,
the analysis considers issues related to hand freedom, coordination, and synchronization. At the
same time, the analysis considers issues related to hand freedom, coordination and synchronisation.
By necessity, the works on the album have also been analysed from a musical and theoretical
perspective. This concerns, for example, the characterisation of the form of the etudes and the
specifics of the texture. The latter is connected with Gnesina's frequent use of polyphonic texture
with elements of imitation techniques. In connection with the set goal In the course of the research,
scientific publications, books, articles, methodological works, data of official sources from the
Internet were also studied. In addition, at the stage of analysis, the author relies on her own practical
experience of using the album ‘Piano Alphabet’ in pedagogical practice.

‘Piano Alphabet’, written in 1930, contains 50 small etudes and pieces united by a common
methodological orientation. The main feature of this album is the objective correspondence of the
musical material with the development of a particular pianistic skill. All etudes and pieces of the
album are built on the principle from simple to complex.

The preface written by Gnesina to the publication of ‘Piano Alphabet’ in 1943 has an important
pedagogical purpose. This preface can be said to have a general meaning of some of her

methodological principles and views on piano teaching. The main condition for starting practical
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lessons on album etudes, as Gnesina noted in the preface, was the student’s preparedness, his
familiarity with the features of the piano and the presence of basic musical theoretical knowledge.
In addition, in the preface, Gnesina talks about the correct seating of the student and the position of
the hands, the importance of singing songs and singing to notes, freedom of the hands, careful
attention to the execution of the musical text, and more. Gnesina believed that the very first exercises
should include movements of the whole hand, and the first playing technique should be the
technique of extracting sounds with the whole hand non legato.

In addition, Gnesina wrote recommendations and explanatory notes for some of the sketches and
plays in the album. For example, the author writes about the need to freely raise your hand from the
keyboard wherever a comma is placed, and also always raise your hand during pauses. In some
notes, the author recommends performing the same etude with different techniques, such as legato
and non-legato. She also recommends raising the hand before pressing a note of a whole duration.
Gnesina's pedagogical recommendations on the correct use of the piano pedal are also important. In
this regard, her recommendations for exercises and etudes on the use of the delayed pedal are
particularly valuable.

Based on the analysis of the works of ‘Piano Alphabet’, we can say that the album is a kind of
creative laboratory for Gnessina and is intended for the formation and development of initial piano
playing skills. In each subsequent etude of Gnesin’s album, using accessible and thoughtful musical
material, he introduces the student to a new technical technique. Thus, the Etudes are systematized
educational material for practicing articulatory techniques such as legato, non-legato, staccato and
others. Moreover, the material focused on developing the skill of accurately performing contrasting
playing techniques simultaneously with both hands is crucial. In addition, material aimed at
developing the skill of accurately performing contrasting playing techniques with both hands at the
same time is important.

It is fair to say that Complex of Etudes from the ‘Piano Alphabet’ album helps to optimise the
process of developing initial piano playing skills.
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BIiR DINi MUZIK FORMU OLARAK KARLAR
BOL, Yasin !
DUZBAS, Meri¢?

07/

Gerek karlar ile ilgili yapilmis lisansiistii tezlerde, gerekse konuyu ihtiva eden kitap, ansiklopedi
maddesi ve makalelerde karlara yonelik yapilmis olan baslica tespit, bu formun din-dis1 miizige ait
bir form oldugu yoniindedir. Tiirk miizigi repertuvarinda notalart mevcut tiim karlar tizerinden bir
inceleme yapildiginda, karlarin ¢ok biiyiikk oranda din-disi form olduguna yonelik bir sonuca
varilabilir. Nitekim 18. yiizyildan sonraki bestekarlarin tamaminin, kar formunda eser bestelerken
bu temel kabul tizere (din-dist form) eserlerini inga ettikleri ve din-dis1 olma kaidesini
degistirmedikleri goriilmektedir. Bu calismada; hem Tiirk miizigi repertuvarinda notast mevcut
karlar i¢inde hem de 21. ylizy1la intikal edememis ancak eski fasil mecmualarinda tespit edilen dini
icerikli kar 6rnekleri iizerinde durulmus, yapilan tespit ve degerlendirmeler sonucunda ise gecmiste
kar formunun sadece din-dis1 bir form olarak kullanilmamis oldugu, genele nispetle sayilar1 az da

olsa dini konular1 ihtiva eden karlarin mevcut oldugu tespit edilmistir. Bu ¢alisma ile; kar formunun

1Dr. Ogretim Uyesi, Anadolu Universitesi, Tiirk Miizigi Boliimii, yasinbol@anadolu.edu.tr, https://orcid.org/0000-0002-5693-2857
2 Dr. Ogretim Uyesi, Anadolu Universitesi, Tiirk Miizigi Béliimii, mericduzbas@anadolu.edu.tr, https://orcid.org/0000-0001-
6594-2507
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Bir Dini Miizik Formu Olarak Karlar

sadece din-dis1 bir form olduguna yonelik yazili kaynaklarda yer alan eksik bilginin bundan sonra

yapilan ¢alismalarda diizeltilmesi ve tamamlanmas1 hedeflenmistir.

Anahtar Kelimeler: Kar, Dini miizik, Tirk din miizigi, Tiirk miizigi.

KARS AS A FORM OF RELIGIOUS MUSIC
ABSTRACT

Both in academic graduate theses on kars and in books, encyclopedia articles and articles on the
subject, the main determination made about kars is that this form is a form belonging to our non-
religious music. An analysis of all the kars in our repertoire can lead to the conclusion that the
majority of kars are non-religious forms. As a matter of fact, it is observed that all composers after
the 18th century, when composing works in the form of kar, built their works on this basic
assumption (non-religious form) and did not change the principle of being non-religious. In this
study, we have focused on the examples of kars with religious content that we have identified both
in the existing kars whose notation has survived to the present day and in the old lyric (Fasil)
mecmuas that have not survived to the present day, and as a result of the determinations and
evaluations made, it has been determined that the kar form was not used only as a non-religious
form in the past, and that there are kars containing religious subjects, although their number is
relatively small compared to the general number. With this study; it is aimed to correct and
complete the missing information in the written sources that the kar form is only a non-religious

form in future studies.

Keywords: Kar, Religious music, Turkish religious music, Turkish music.

GIRI

Bilindizi tizere geleneksel Tiirk miizigine ait birgok farkli miizik formu bulunmaktadir. Bu miizik
formlarmin bir kisminin, geleneksel Tirk miiziginin 16. yiizyilin ortalarinda daha Onceleri
baglantil1 oldugu Islam/Ortadogu ve Acem miizik geleneklerinden ayrilmasi suretiyle meydana
cikmaya basladig1 ve bugiin bilinen form yapilarina yakin bir sekle biiriindiikleri goriilmektedir
(Behar, 2020: 11,19). Ancak Tiirk miizigi repertuvarinda yer alan karlar incelendiginde, bir kisim

karin Islam/Ortadogu ve Fars miizik geleneklerinden Tiirk miizigine tevariis etmis oldugu
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gozlemlenmektedir. Bu formun, eski gelenegin bir uzantis1 olarak diisliniilmiis oldugunun en
onemli kaniti, kar formunda eser vermis olan Tiirk miizigi bestekarlarinin, kar formunun
onciillerini besteledigi diistiniilen Abdiilkadir Meragi’nin kullandig1 bi¢cim o&zellikleri ile kar
bestelemeleridir (Karaman, Akbulut, 2009: 406-407). Hatta Tiirk miizigi bestekarlar1 kar formuna
o kadar biiylik 6nem atfetmislerdir ki karlarin bir bestekarin sanat giiciinii gosterdigi en biiyiik ve
onemli eseri oldugu fikri tiim yazili kaynaklarda ifade edilmektedir. Ancak bu yazili kaynaklarin
tamaminda kar formunun, geleneksel Tiirk miiziginin din-dis1 (1adin7) formlar tabir olunan kismina
ait bir form olduguna yonelik ifadeler de yer almaktadir (Ozalp, 1992: 11, Oztuna, 2006: 432, Ezgi,
1933: 143). Mevzulan bakimindan kar giifteleri siklikla tasvir, sitem, hiciv, sevgi, medhiye ve
ask’a dair kaleme alinmis siirlerden se¢ilmis olsalar dahi notalarina ulasilabilinen karlar arasinda
az 0rnegi olmakla birlikte cogunlukla eski fasil mecmualarinda; miiellif tarafindan giifte, terenniim,
makam, usil, bestekar ve kimi zaman giiftekar1 da belirtilmis olan ve dini konulari ihtiva eden
karlarin bulundugu diistiniilmektedir.

flgili miizik literatiiriinde ekseriyetle Tiirk miiziginin, dini ve din-dis1 olarak siniflandirildig
bilinmektedir. Dini miizik tanimi ise kaynaklarda alt tiirlere ayrilarak Cami, Tekke ve hem Cami
hem Tekke miizigi olarak siniflandirilmistir (Yavasca, 2002: 29-121, 403-621). Bu noktada dini
miizigin tanim1 6nem arz etmektedir. Tiirk miizigi formlar1 genel hatlar1 ile saz miizigi ve sozli
miizik olarak ikiye ayrilmaktadir. S6z1i miizik de kendi iginde din-dis1 ve dini miizik olarak iki
ayr1 boliimde smiflandirilmustir. Tiirk din miizigi yiizyillar boyunca Islami hayatin bir sonucu
olarak meydana gelmistir. Kur’an prensipleri ile Hz. Muhammed (s.a.v.) ve sahabenin
uygulamalar1 yaninda mutasavviflarin yaklagimlar: dogrultusunda da sekillenen dini yasayis tarzi,
zaman iginde cami, tekke ve tarikat toplantilarinda yapilan ibadet ve zikirler esnasinda icra edilen
ve dini miizik adin1 alan bir miizik tiiriinii meydana getirmistir (Ozcan, TDVIA).

Bu dogrultuda ¢alismada; karlarin sadece bir din-dis1 miizik formu olup olmadigina yoénelik tespit

ve degerlendirmeler yapilmigstir.

Problem Ciimlesi ve Hipotez
Karlarin kuramsal kaynaklarda belirtildigi iizere sadece bir din-dis1 miizik formu olup olmadig:
hususu ¢aligmanin ana konusunu teskil etmektedir. Calismanin problem ciimlesi de bu dogrultuda

“Karlar1, dini miizigin bir unsuru olarak kabul etmek miimkiin miidiir? olarak belirlenmistir.
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Calismanin hipotezi ise “Karlarin hem dini hem de din-dis1 miizikte kullanilmis ortak bir form

oldugu” yoniindedir.

Alt Problemler
v' Tespit edilen dini igerikli karlar hangileridir?
v’ Bu kérlarin; makam, usil, bestekar ve giiftekar bilgileri nasildir?

v' Dini igerikli karlarin giifte konular1 nelerdir?

Metodoloji

Betimsel modelin esas alindigi bu arastirmada veriler kaynak tarama yontemi ile elde edilmistir.
Arastirmanin alt problemleri dahilinde konu ile ilgili kaynaklara ulasilmis ve c¢oziime katki
saglayacak bilgiler toplanmistir. Literatiire yonelik olarak ilgili tez, dergi, makale, kitap ve internet
kaynaklarina ulasilmustir. Ik olarak ilgili kaynaklardan karlarm giifteleri tespit edilmeye
calisilmistir. Hekimbasi Mecmuasindan alinan 6rneklem dahilindeki eserlerin giifteleri, eski
yazidan Tirk¢e Latin alfabesine ¢evrilmis, ilgili edebi metinlerden kontrol edilmis ve orijinal
metinleri tespit edilerek diizeltmeleri yapilmistir. Ceviriler ve degerlendirmeler, her bir eserin

incelendigi baslikta toplu olarak ve belirlenen alt problem sorular1 ¢cergcevesinde yapilmistir.

Evren-Orneklem

Calismanin evrenini; Kiiltiir Bakanligi Devlet Korosu Arsivi, TRT Tarihi Tiirk Miizigi Arsivi,
Darti’l-Elhan Kiilliyat1 ve Tirkiye Radyo Televizyon Kurumu Tiirk Sanat Miizigi Sozlii Eserler
Repertuvari’ndan elde edilen notalar1 mevcut tiim karlar ile 18. yiizyilda yazilmis Hekimbasi
Subhizade Abdiilaziz Arif Efendi’ye ait Mecmfa-y1 Letaif fi Sandukati’l-me’arif (Hekimbast
Mecmuasi) isimli eserde tespit edilen 94 kar olusturmaktadir. Arastirmanin orneklemi ise
arsivlerden elde edilmis ve notalar1 Tiirk miizigi repertuvarinda mevcut olan 2 dini igerikli Kar ile

Hekimbags1 Mecmuasi’nda yer alan 94 kéar i¢cinden tespit edilen 6 dini i¢erikli Kar’dan olugmaktadir.
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BULGULAR VE YORUMLAR

v' Acem Kar
Nad -1 Ali ®
Amel-i Abd-i Ali
Usiilii: Hafif
Terenniim * Nad-1 aliyyen mazharu’l-aciyib Terenniim Nad-1 aliyyen mazharu’l-acdyib
Terenniim Miikerrer
Bend-i Sdni
Tecidithii avnen leke fi’n-neva’ib Terenniim bi-mislihi
Meyén
Kiillii hemmin ve gammin seyenceli Terenniim Bi-niibiivvetike yé Muhammed, bi-veldyetike yd
Ali Terenniim
Héne-i Ahir - Terenniim
Acem Kdarin Hekimbasi Mecmuasindaki metni:
il elia e AL
il il (A el g oans

laims at 5 0a S
‘5”~ .w ‘5.. ..~
e Ll L el iy

Dudnin Acem Kar’da kullanilan metni:

le 5 S 5 2 L i ladi e b OR ol ) b Gl e da cilaall gt Gle oG
Nad-1 aliyyen mazharii’l-acayib tecidhi avnen leke fi’n-neva’ib kiilli hemmin ve gammin
seyenceli bi-niibiivvetike ya Muhammed, bi-velayetike ya Ali.
v’ Segih Kar
Amel-i Abd-i Ali®
Usilii: Hafif
Terenniim Nad-1 aliyyen Terenniim mazharu’l-acdyib Terenniim
Meydanhdne - Muhammes

Kiillii hemmin ve gammin seyenceli seyenceli

3 Hekimbas1 Mecmuasi, Varak 129a.
4 Incelenen tiim karlarda ikai ve lafzi terenniimler yer almaktadir. Konu temel itibartyla terenniimler ile degil giifte ile ilgili oldugu
icin Hekimbasit Mecmuasinda yer alan bu terenniimler metin iginde ayrintili olarak belirtilmemistir. Ancak terenniim yer alan
kisimlarin anlasilmasi adina metin i¢inde Terenniim ibaresi diisiilmiistiir.
5 Hekimbas1 Mecmuasi, Varak 343a.
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Sakil - Terenniim
Lenk Fahte
Terenniim Bi-veldyetike yd Ali Terenniim
Miilazime — Hafif - Terenniim
Segah Kar’'in Hekimbasi Mecmuasindaki metni:
ilaall jglaa ke AL
(i ot g b S
S bl b e bty
Dudnin Segdah Kar’da kullanilan metni:
Gle G5 et sz 5 O clasd Sdia e i

Nad-1 aliyyen mazharu’l-acayib Kiillii hemmin ve gammin seyenceli bi-velayetike ya Ali.

Tiirkce Cevirisi:

Ali’yi cagir, zira o olaganiistii kerdmetlere mazhardir. Cagir ki, musibet aninda onu kendine
yardimc1 bulasin. Allah’im; biitiin dert ve iizlintiiler Sen’in azametinle, ey Muhammed Sen’in
niibiivvetinle ve ey Ali, Sen’in velayetinle agilir ve aydinliga kavusur. Ey Ali! bana yetis.

Acem Kar ve Segih Kar’da giifte olarak kullanilan bu iki metin ayn1 olmakla birlikte Segah Kér’da
il 5 b &lise 8355 (tecidhi avnen leke fi'n-nevd’ib) ve 3334 G i3y (bi-niibiivvetike ya
Muhammed) kisimlar1 yer almamaktadir.

Mgili literatiirde ve dijital medya kaynaklarinda bu dua metninin hem Arapca hem Tiirk¢e alfabe
ile bir¢ok farkli versiyonu bulunmaktadir. Bunlardan bazilar1 asagida belirtilmistir.

el LY 5 e L iy i o 5 o IS i) 8l e a3 sl g Lo 305 L
v Ism-i sih nad-1 aliyyen mazharii’l-acdyib tecidhii avnen leke fi’n-neva’ib kiillii hemmin ve
gammin seyenceli bi-nilibiivvetike ya Muhammed bi-velayetike ya Ali (Sarikaya, 1998: 20).

v’ Nad-1 aliyyen mazharii’l-acéib tecidhd avnen leke fi’n-neva’ib li ilallahi hacetehii kiille hemmin
ve gammin seyenceli binuri azimetike Ya Allah. Binuri niibiivvetike Ya Muhammed ve binuri
velayetike Ya Ali. Edrikni la feta illa Ali 14 seyfe illa Zilfikar (el-Hoyi, 1853: 102).

Nad-1 Ali duas1 Alevi - Bektasi ¢evrelerinde sifahi olarak nakledilen ve yazili literatiirde yer alan
bir duadir. Tlaveten bu dua, Bektasi-Alevilerde okunan tek Arap¢a duadir (Sarikaya, 1998: 17-18).
Sarikaya, calismasinda bu dudnin sadece Alevi - Bektasi ¢evrelerinde okunan bir dud olmadigi,

Kadiriyye tarikatinda yedinci nefis mertebesine ulasan miiridlere seyhin, Kahhar esmasim
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zikretmesini telkin ettigi ve Nad-1 All duasinin aynen Bektasilerde okundugu haliyle yer aldiginm
belirtmistir. Ayrica Erzurum’daki bazi Kadiri dervislerinin de bu dudyi bildiklerini ve virdlerinde
okumakta olduklar1 belirtilmistir.
Nad-1 Ali duasimin hassalarina ve mevcidiyetine yonelik olarak bir¢ok farkli bilgi bulunmaktadir.
Hassalarma yonelik bilgilere konu dis1 oldugu i¢in burada deginilmemistir. Mevcidiyetine yonelik
olarak da farkl rivayetler bulunmasina ragmen kaynaklar tarafindan genel hatlari ile tekrarlanan
rivayet su sekildedir:
Uhud Savasi sirasinda Halid bin Velid komutasindaki ordunun Islam ordusuna saldirmasi iizerine,
Islam ordusunda bir kargasa ¢ikar ve bir miisrik Rastilullah'a tas atarak iki disinin kirilmasina sebep
olur. Hz. Muhammed (s.a.v.) bir ¢ukura diiser, bu esnada miinafiklar "Muhammed 61di" diye
bagirirlar. Bunu duyan sahabenin savasma istegi kirilir ve bazilari savasi birakir. Bu sirada Cebriil,
Hz. Muhammed’in (s.a.v.) yanina gidip Ali'ye seslenmesini 6nerir ve Hz Muhammed (s.a.v.) ile
birlikte Nad-1 Ali duasim tekrar ederler. Hz. Ali uzak bir noktada bulunmasina ragmen Hz.
Muhammed’in (s.a.v.) bu ¢agrisini igitir ve yardimina kosar (Sarikaya, 1998: 25).
Golpinarly, ilgili eserinin dipnotunda kaynak belirtmeden bu duanin; Misa oglu Aliyy-al-Riza ile
ayn1 donemde yasamis D1’bil isimli bir saire ait Arapga bir siir oldugunu, bu siirin Hz. Ali’den
yardim isteyen bir kit’asina bu ismin verildigini ve Bektasilerin bu kit’ay1 bir ¢ok eklentilerle
biiyiittiiklerini belirtmektedir (Golpinarli, 2022: 80).
v’ Biselik-Asiran Kar
Diivazde Imam °
Usiilii: Darb-1 Tiirki
Der miilket-i veld-y1 Ali serv-i ydsemen, Serves-i Hiiseyin dmede vii ydsemen-i Hasan Terenniim
Bend-i Sdni
Zeyn-al-Abidin vii Bakuwr vii Sadik der in ¢cemen, Citn Miisd vii Riza giil vii nesrin vii nesteren
Miyanhdne
Siisen Taki benefse Naki Askeri cemen, Mehdi siikiife est ki lebdn seste ez leben terenniim
Buselik-Asiran Kar’in (Diivazde) Hekimbasi Mecmuasindaki metni:
Oanly g e Y5 iSla
G Ganly 5 02l a5 e
(e (A (a5 8L 5 Cpalalicn )

6 Hekimbas1 Mecmuasi, Varak 252a.
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O 5 Gt 3 IS L) 5 (omse 052

O 6 S (i 48y S (g

O 3 sl (Ul 4S ) 48 S (5260
Biselik-Asiran Kar’da kullanilmis olan bu Diivazde, Iran’in Neyriz kentinde bulunan ve Safeviler
donemine tarihlenen Neyriz Cuma Cami’sinin ana mihrabinin etrafina yazilmis alt1 kitdbede yer
almaktadir (bkz. Resim 9). Imam Mehdi’nin isminin yazili oldugu mihrabin altinc1 kitabesi tahrip
oldugu i¢in uzmanlar tarafindan okunamamustir. Ik bes kitdbe bu Kar’mn giiftesi ile ¢ok kiiciik
farklar ile aynidir. Sonradan restore edilen altinci kitabenin metni de Hekimbasi’nda yer alan metin

ile kiictlik farklar disinda benzerdir.

Biiselik-Asiran Kar’da kullanilan Diivazde 'nin Neyriz Cuma Cdmi 'nin ana mihrabindaki metni:

Ganly 5 5 e Y5 0K
G Ganly 5 2l G (5
O ) 2 Bba 5 L i
O 5 (o 5 Bl 5 50 05
O SE Gl ) 4848 SS (s3¢e
Der giilsen-i vela-y1 All serv vii yasemen
Serves-i Hiiseyin amed vii yasemen-i Hasan
Zeyn-al-Abidin Bakir vii Sadik der in cemen
Cln Misa vii Riza giil vii nesrin vii nesteren
Stisen Taki, benefse Naki Askeri semen
Mehdi siikafe-geh zi lebanes sekker siken (http 1, http 2).
v Irak Kér
Diivazde Imam
Tasnif-i Hoca Abdiilkadir
Usiilii: Hafif
Terenniim Der miilket-i veldyet-i veli dn sah Terenniim batd Terenniim Hursid-i Muhammed vii
Ali-ra Terenniim bid Terenniim Hursid-i Muhammed ii Ali-rd Terenniim
Hane-i Sani

Niiri ki ez-dehr-i dii nasibi, meydin be-yakin ki ni’metullih

7 Hekimbas1 Mecmuasi, Varak 321a.
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Miyanhdne - Devr-i Revdn

Terenniim Mehimind be nebiyyen Terenniim veli her dii piiser Terenniim Be Abidin be Bakir
Terenniim Taki vii hem be Naki Terenniim be askeri vii be Mehdi Terenniim imdm-1 din-i Cafer
Terenniim Her giinah ki kerdem Terenniim zi-dgikdr ii nihdn Terenniim bi-hakk-t sdh-1 veldyet
Terenniim ez heme be-giizer Terenniim bi-hakk-t ciimle imdmdn Terenniim ez heme be-giizer
Terenntim

Hafif

Terenniim meyddn be-yakin ki ni’metu’lldh Terenniim

Irak Kar’in Hekimbags: Mecmuasindaki Metni:
Jﬁbmo“;‘qujﬁaﬁjd
I Sle s aane il A

a5 A 148 55
A Crazs S iy Ay

Dm 5308 (s L 5 Laga
G 58 B pale 4
i 0 alal (B3ge 4 5 (5 S 4
Ol 5 KA1 aa SaSHlE
BUNEUUISIR PR o
o an 5] el alen 5
Irak Kar’wn ilk iki beyiti;
Giifte: Sah Ni’metullah Veli ® (http 3).
Rubii:
320l Iy o cu¥ 5 as
Asiole e 5 aeae 0l A

)R (a0 Gl HlAS 55
3 gn dll) Caand AS pdy An (ylase

Ber taht-1 velayet-i an veli sah bid
Hursid-i Muhammed i Ali mah bid

Nri ki ez in her di nasibi dared

8 Sah Ni’metullah Veli, Rubaiyat, 137 Numarali Rubai. Sairi tarafimizca tespit edilen bu rubai metni Hekimbasi’nda yer alan metin
ile oldukga farklidur.
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Meydan be-yakin ki Ni’metullah bad

Ik iki beyitin ardindan gelen Diivazde imam kismma ise birgok internet kaynaginda
rastlanmaktadir. Ancak Kar’in giiftesindeki de§isim ve bozulmalar yiiziinden Diivazde’de Oniki
Imam’in Birincisi Aliyy-al-Murtaza, yedincisi Misa-I-Kdzim ve sekizincisi Aliyy-al-Riza
bulunmamaktadir. Internet kaynaklarinda yer alan Diivazde’de ise Oniki Imam’1n isimleri eksiksiz

olarak yer almaktadir.

Diivazde:

38 5o s o 4o Lage
Sma g plal A4 5 Gele 4
G S gla) s s
DMy 3108 XA 55 Se 4
Mehimina be-Nebi vii Ali vii her dii Piiser °
Be-Abidin vii be-Bakir imam-1 din-i Cafer
Be-Miisa vii be-Riza vii Taki vii hem be-Naki
Be-Askeri vii be-Mehdi Aziz-i Peygamber
Dud/Tevbe
e 5 S 5 o2 S 4SS
BESES ISt PRIVIE S
D0 e ) lalal alea 3y
Her giinah ki kerdem zi asikar-1 nihan
Bi-hakki Sah-1 Velayet ez heme be-giizer
Bi-hakki ciimle Imaman ez heme be-giizer
Tiirkge Cevirisi:
Agiktan ve gizliden isledigim her giinah,
Sah-1 velayet (Hz. Ali) ve ciimle Imamlar hakki i¢in affolunsun.
Kaynaklarda yukarida belitilen Diivazde ile benzer fakat Dua/Tevbe kismi farkli bir metin daha
tespit edilmistir (http 4, http 5, http 6).

a5 e g oA Lasga
o2 O alal A4y 5 Cpadle 4

9 ...Ali vii her dii Piiser: Ali ve her iki erkek evladi.
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A pr 5 S g la) A e
D2 (R alel B 5 6 e 4

S Olrad Gl 5o idy

PSS Bl dg O e dabli g 6
Mehimina be-Nebi vii Ali vii her dii Piiser
Be-Abidin vii be-Bakir imam-1 din-i rehber
Be-Misa vii be-Riza vii Taki vii hem be-Naki
Be-Askeri vii be-Mehdi Imam-1 din-i rehber
Be-bahs ciirm ii giindhan-1 silyan-1 yekser
Zenan be-Fatima, merdan be-saki-i kevser
Diivazde, Fars¢a’da oniki anlamina gelmektedir. Alevi/Bektasilerde, Oniki imam’1 &ven nefeslere
Diivazdeh imam ya da Diivazde denilmektedir (Gélpinarl;, 2015: 102). i¢inde Oniki Imam’in
sirastyla isminin anildigi lirik Alevi-Bektasi siiri ve miizigine de Diivazde denilmektedir (Duygulu,
1997: 12).
Demirge ve Erol (2023) yaptig1 alan arastirmasinda, goriisiilen kaynak kisilerden aldiklar bilgilere
dayanarak “Tevbe Diivaz1” isimli bir tiiriin Irak Kar’da yer aldig1 gibi Anadolu’da da var oldugunu
belirtmektedir (s. 1240). 1°
Hz. Hiiseyin’den sonra bir kisim Sia, Hz. Ali’nin diger oglu Muhammed Hanefiyye’yi imam
tanirken, bir diger kismu1 Hz. Hiiseyin’in oglu Ali Zeyn-al-Abidin’i imam tanidi. Ardindan, imam
taninan kisi/kisiler vefat ettikge Sia arasinda anlasmazliklar ¢ikti. Bu anlagsmazliklar neticesinde
Sia birgok béliige ayrildi. Bu béliikler iginde en bilineni Onikiler (Isna-aseriyye) béliigiidiir ve
“Imamiyye” denilince bu boliik akla gelir. Altinct Imam olan Muhammed oglu Cafer-al-Sadik,
heniiz hayattayken kendi oglu Ismail’i imam tayin etmesine ragmen Ismail vefat etmisti. Bir kisim
Sia, Ismail’den sonra oglunu imam tanimist: ki bunlara Ismailiyye ismi verilmektedir. Bu yiizden,
Cafer-al-Sadik’tan sonra oglu Miusa-l1 Kadzim’t imam tanmiyanlar “Caferiyye” diye anilmaya
baslandi (Golpinarl, 1992: 45-46).
Oniki Imamlar sirastyla asagida belirtilmistir:
Aliyy-al-Murtaza, Hasan-al-Miicteba, Hiiseyin-al-Sehid, Ali  Zeyn-al-Abidin-al-Seccad,
Muhammed-al-Bakir, Cafer-al-Sadik, Musa-I-Kazim, Aliyy-al-Riza, Muhammed-al-Takiyy-al-

10 Tevbe Diivaz1 6rnekleri icin bkz. (Demirtas, 2018: 267-268).
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Cevad, Aliyy-al-Nakiyy-al-Hadi, Hasan-al-Askeriyy-al-Zeki, Muhammed-al-Mehdi (Gélpinarl,
1992: 45-46 ve Onatca, 2007: 24 ve Ozmen, 1998: 540).

Biselik-Asiran Kar ve Irak Kar’da giifte olarak iki farkli diivazde kullanildig1 ve her iki diivazdenin
de Golpmarli’nin (1992) ifadesiyle Cafer-al-Sadik’in ardindan Misa-I-Kazim’1 imam taniyan

Onikiler firkasina (Caferiyye) mensup kisiler tarafindan yazildigi anlagilmaktadir.

v Segih Kar

Kar-1 Ses-agaz 1!

Amel-i Hoca Abdiilkadir

Usiilii: Hafif

Terenniim Ey sehingih-1 Horasan ya Imam Ibnii’l Hiimam, Ser-feda-yi hik-i rahet sih Ali Miisa
er-Rizd Terenniim Ser-fedda-yi hak-i rahet Sah Ali Miisa er-Rizd, Terenniim

Bend-i Sdni

Ey seh-i cud ii seniyy ii lutf u hulk-1 merhamet, Sehsiivar-1 riiy-i meyddin gaziyen riiz-i gazd
Terenniim ke’l-evvel Meydnhdne

Bend-i 4hir

Terenniim Gevest Terenniim Sehnaz Terenniim Selmek Terenniim Maye Terenniim Nevriz
Terenniim Gerdaniyye Terenniim ild ahirihi.

Segdh Kar in Hekimbasi Mecmuasindaki metni:
alagdl (l alal b sl )3 oligd (!
Lol aase Ao old il dlla slad
Cn e BlA 5ol 5 G 5 35m 4b )
138 D50 B8 Ol 50 ) s s
Ey sehingah-1 Horasan ya imam ibnii’l himam
Ser feda-yi hak-i rahet sah Ali Misa er-Riza
Ey seh-1 c(id i seniyy ii lutf u hulk-1 merhamet
Sehsiivar-1 riiy-i meydan gaziyen rliz-i gaza
Tiirkge Cevirisi:
Ey Horasan’1n sahi, ey yiice kisinin oglu Imam!

Basim senin yolunun topragina feda ey Ali bin Misa er-Riza

11 Hekimbas1 Mecmuasi, Varak 343b.
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Ey comertlik, lituf, iyi huy ve merhamet sahi, miicadele gilintintin gazisi timsali!
Savas meydaninin sah1 ve o meydanin efendisi!
Segah Kar metninin ikinci musrasinda goriildiigii iizere Isna-aseriyye yani Onikiler firkasinin
Sekizinci imam’1 Misa-I-Kazim’in oglu Aliyy-al-Ri1za’nin ismi ge¢mektedir. Bu Kar dini bir
kimligi olan Misa oglu Aliyy-al-Riza’ya methiye niteligindedir.
[ran’da Hiimay(in Seceryan tarafindan 2011 yilinda yayimlanan Sevkname (Meragi Besteleri)
isimli albiimiin kitap¢iginda da bu goriisii destekler nitelikte ilgili siirin ve eserin; “Sii
imamlarindan olan Imam R1z4’ya y&nelik bir kaside oldugu, bu eserin ve giiftesinin Meragi’ye ait
ise veya en azindan Timurlu donemine ait ise, bu donemde 6zellikle Sahruh’un sarayinda Siilere
duyulan sayginin dikkate deger 6rneklerinden biri oldugu belirtilmektedir (Seceryan, 2011: 29).
v’ Hiiseyni Kar
Kir-1 Kavl-i Hiiseyni 2
Hoca Abdiilkadir Merdgi
Usalii: Muhammes
Terenniim Sahda zi lutf eger nazar-i sity-i ma kiini, Terenniim Derd-i dil-i sikeste-i md ra deva kiini,
Terenniim
Bend-i Sani
Cesm-i iimid-i ma be-tii darim yd Ali, Ta riiz-1 hagr kiige-i cesmi be-md kiini
Meyain
Pirim ii ndtiivan ii zaif ii miistemend, Terenniim Behr-i Hiidd ki hédcet-i menddn revd kiini,
Terenniim
S Le s gk SIkl Hlals
Sy Leanuls Jaa
e Ll 54 Lol adia
Sty oada 43S Hda 55,
didiie a9 o i g Ay
S g Ohie Ciala 4S 2 e
Saha zi-lutf eger nazar-i stiy-i ma kiini

Derd-i dil-i sikeste-i ma ra deva kiini

12 Hekimbagt Mecmuasi, Varak 213b. Bu metnin orijinali tespit edilemediginden Hekimbasi’nda yer alan metin degistirilmeden
Tiirkge Latin alfabesine aktarilmigtir. [1aveten eserde yer alan ikai terenniimlere de bu kisimda yer verilmemistir.
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Cesm-i iimid-i ma be-tii darim ya Ali
Ta rhz-1 hasr kiise-1 cesmi be-ma kiin1
Pirim i natiivan i zaif i miistemend

Behr-i Hiida ki hacet-i mendan reva kiini

Tiirkce Cevirisi:
Ey sahim, eger lutfunla bize dogru bir bakarsan

Bizim kirik gonliimiiziin derdine deva edersin

Ey Alj, biz senin timidini gozliiyoruz,

Mabhsere kadar bizden bu himmetli bakislarini esirgeme
Yaslhyiz, giicsiiziiz, zayifiz, ihtiyag sahibiyiz

Allah i¢in yaslilik ihtiyacini gider.

Segah Kar’da oldugu gibi bu eser de, Hiimay(n Seceryan tarafindan 2011 yilinda Iran’da

yayimlanan Sevkname (Meragi Besteleri) isimli alblimiin kitapgiginda yer almaktadir. Kitapgikta

bu eserin “Sii imamlarindan olan Imam Mehdi ile sade ve giizel bir diyalog igerdigi (Seceryan,

2011: 29), daha 6zelde sii itikadinin Oniki Imam kabuliindeki Onikinci imam’1 yani Mehdi’yi

muntazira yonelik oldugu anlasilmaktadir. Ilaveten 3. ve 4. musrada yer alan kisim Sevkname

albiimiinde yer almamaktadir. Eserin bu kismina sadece Hekimbas1 Mecmuasinda rastlanmistir.

Yukarida belirtilen kér giiftelerinden harig olmak {izere baska karlarda da tamamen dini muhtevali

olmasa da bir kisim dini metinlere rastlanmistir.
v' Mahur Kar
Kar-1 Salavitnime **
Tasnif-i Hoca Abdiilkadir

Usiilii: Hafif

Terenniim Riihi fedak ey sanemii’l-bathi lakab, Astb-1 terk-i sir-1 acem-i fitne-i arab, Terenniim

Habib sallii aleyhi sallii aleyhi ya nebiyya'llih

Bend-i Sdni

Ya men beda cemaliik fi kiilli ma beda, Bada-1 hezar can mukaddes tii ra feda

Terennim kel-evvel Mevanhane

13 Hekimbas1 Mecmuasi, Varak 52a.
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Kesi nist der-cihan ki zi hiisnet aceb niimaned Terenniim, Ey der kemal-i hiisn aceb ter zi her aceb
Terenniim sallit aleyhi 112 ahirihi.
Al adayl alia ) Shad o
G Al aae )l 5 S i gl
& b agle daaile dacua
lyle JS A Sdlaa 1 e by
18 1) 55 e Gl ) 5o 10
alad e Giua §4S Glea )3 G S
Gac a ) e Gua JlS ol
& Ll shaadle da
Giifte: Abdurrahman Cami ** (http 7).
Riihi feddk ey sanemii’l-bathi lakab

Astib-1 terk-i siir-1 acem-i fitne-i arab
Habib sallii aleyhi sallit aleyhi ya nebiyya'llih

Ya men bedd cemaliik fi kiilli ma beda

Bada-1 hezdr can mukaddes tii vd feda

Kesi nist der-cihan ki zi hiisnet aceb niimaned

Ey der kemal-i hiisn aceb ter zi her aceb

Sallii aleyhi sallii aleyhi ya nebiyya'llih

Tiirkce Cevirisi:

Ey Allah’in Sevgilisi ve Nebisi! Salatlar ve Selamlar Senin Uzerine Olsun.

v Irak Kar

Kar-1 Ten Ten ®°

Tasnif-i Abd-i Ali

Usiilii Hafif

Terenniim Bi-ism-i Rabbi miibdiii’l-hallik-1 esydi’l-verd Terenniim Kad medehat innehit nazmi

fi melihi’l-Mustafa Terenniim

14 Abdurrahman Cami, Fatihatii’s Sebab, Gazeliyat, No: 78 ve No: 1. Sairi tarafimizca tespit edilen bu gazel metni Hekimbasi’nda
yer alan metin ile oldukga farklidir. Burada Hekimbagi mecmuasinda yer alan giifte degil gazelin orijinal metni yazilmistir. {laveten
eserde yer alan ikai terenniimlere de bu kisimda yer verilememistir.

15 Hekimbas1 Mecmuasi, Varak 321b.
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Meyanhdne

Terenniim kad medehat innehii nazmi.

o L3 Al a3 s
Bi-ism-i Rabbi miibdiii’l-hallak-1 esyai’l-vera

Kad medehat inneht nazmi {1 melthi’l-Mustafa

Tiirkg¢e Cevirisi:
Rabbimin admi andigim ve biitiin yaratilmislarin ilki olan Mustafa’y1 (s.a.v.) évdiigim igin

nazmim giizellik kazandi. 18

SONUCLAR
Acem Kar ve Segah Kar’da giifte olarak “Nad-1 Ali duasinin kullanildig1, ancak Segah Kar’da “bi-

niiblivvetike yA Muhammed” kisminin bulunmadigi goriilmiistiir. Nad-1 Ali dudsmin Alevi -
Bektasi ¢evrelerinde okunan tek Arapg¢a dua oldugu, sadece Bektasi-Alevi ¢evrelerinde degil
Kadiriyye tarikati virdlerinde de okunmakta oldugu tespit edilmistir.

Nad-1 Ali dudsiin hassalarina ve mevcidiyetine yonelik olarak bir¢ok farkli goriis bulundugu,
mevcidiyetine yonelik olarak da farkli rivayetler bulunmasina ragmen genel ortak tespitin, Uhud
savasinda Peygamber Efendimizin (s.a.v.) savasta diistiigli miiskiil vaziyet lizerine Hz. Ali’ye
seslenerek yardim talep ettigi rivayetinin 6n plana ¢iktig1 goriilmiistiir.

Nad-1 Ali duasinin; Misa oglu Aliyy-al-Riza ile ayn1 donemde yasamis D1’bil isimli bir saire ait
Arapca bir siir oldugunu, bu siirin Hz. Ali’den yardim isteyen bir kit’asina bu ismin verildigi,
Bektasilerin de bu kit’ay1r bir¢ok eklentilerle genisletmis olduklar1t bu konudaki sonuglar
arasindadir.

Biselik-Asiran Kar’da giifte olarak 6 misrali bir Diivazde’nin kullanilmis oldugu tespit edilmistir.
Bu Kar’da kullanilmis olan giiftenin orijinal metnine, Iran’m Neyriz kentinde bulunan ve Safeviler
doénemine tarihlenen Neyriz Cuma CAmisi ana mihrabinin etrafina Oniki Imam’a ithafen yazilmisg

6 kitdbede rastlanmistir. Sonradan restore edilen ve Imam Mehdi’nin isminin yazili oldugu

16 By metinde “&¥8Y) EEA W &Y 3 (Levlake levlak lema halaktii'l-eflak) “Sen olmasaydin, alemleri yaratmazdim™ hadisine atif
yapilmaktadir.
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mihrabin altinci kitabesinin, bu Kéar’in altincit misrasi ile ¢ok kiiglik farklar ile ayn1 oldugu tespit
edilmisgtir.

Irak Kar’da 3 farkli kismi1 bulunan karma bir giiftenin kullanildig1 tespit edilmistir. Giiftenin birinci
kisminda Sah Ni’metullah Veli’ye ait bir rubai, ikinci kisminda bir Diivazde, ti¢lincii kisminda ise
Duéa/Tevbe’nin yer aldig1 goriilmistiir.

Biselik-Asiran Kar ve Irak Kar’da giifte olarak iki farkli diivazde kullanildig1 ve her iki diivazdenin
de Cafer-al-Sadik’tan sonra Misa-1 Kadzim’1 imam taniyan Onikiler firkasina (Caferiyye) mensup
kisiler tarafindan yazildigi tespit edilmistir.

Segah Kar’da (Kar-1 Ses-agaz) kullanilan giiftenin Isna-ageriyye yani Onikiler firkasinin Sekizinci
Imam’1 olan Miisa-1-K4zim’1n oglu Aliyy-al-Riza’ya ithafen yazilan bir kaside oldugu,

Hiiseyni Kar’da kullanilan giiftenin Isna-aseriyye yani Onikiler firkasmnin Onikinci Imam’1 olan
Imam Mehdi ile sade ve giizel bir diyalog icerdigi, daha &zelde Sii itikadmin Oniki Imam
kabuliindeki Onikinci Imam’1 yani Mehdi’yi muntazira yénelik oldugu,

Mahur Kar’da Abdurrahman Cam1’ye ait gazelin aralarinda “Salat i Selam” lafizlariin kullanilmig
oldugu,

Irak Kar’da (Kar-1 Ten Ten) tamamen Arapga ve “Levlake levlak lema halaktii'l-eflak™ “Sen
olmasaydin, felekleri yaratmazdim” hadisine atfen Hz. Muhammed’e (s.a.v.) methiye olarak
yazilmis bir giifte kullanilmis oldugu tespit edilmistir.

[laveten bu ¢alismada; Kar, Beste, Agir Semai, Yiiriik Semai vb. din-dis1 formlarda siklikla
gormeye alisik oldugumuz ikai terenniimlerin sadece din-dis1 miizik formlarinda degil, dini bir
formda da kullanilmis oldugu tespit edilmistir.

Elde edilen veriler dogrultusunda; Kérlarin kuramsal kaynaklarda belirtildigi {izere sadece din-dis1
miizikte kullanilmis bir form olmadigi, Tirk miizigi repertuvarinda notalar1 mevcut 2 Kar ile
notalar1 21. yiizyila intikal edememis 6 Kar giiftesinin dini igerikli oldugu tespit edilmistir. Bu
dogrultuda; Karlarin hem dini hem de din-dis1 miizikte kullanilmig ortak bir form oldugu”

hipotezinin dogru oldugu sonucuna varilmaistir.
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EXTENDED ABSTRACT

As is known, there are many different forms of music in Traditional Ottoman/Turkish Music. Some
of these musical forms began to emerge in the mid-16th century as a result of the separation of
Traditional Ottoman/Turkish Music from the Islamic/Middle Eastern and Persian musical
traditions with which it had previously been connected, and they took on a form close to the form
structures we know today. However, when the kars in our repertoire are analysed, it is understood
that some of them have been transferred from Islamic/Middle Eastern and Persian musical
traditions to Traditional Ottoman/Turkish Music. The most important proof that kars were
conceived as an extension of the old musical tradition is the fact that our composers who composed
works in the form of kars imitated some of the formal features of the kars attributed to Abdiilkadir
Meragi, who is thought to have composed the first examples of the form. In fact, our composers
attached such great importance to the kar form that the idea that the kar is the greatest and most
important work of a composer showing his artistic power is commonly expressed in all written

sources.
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Bir Dini Miizik Formu Olarak Karlar

Turkish music forms are generally classified into two as instrumental music and vocal music. VVocal
music is also classified in two separate sections under the main headings of religious music and
non-religious music.The definition of non-religious music is subdivided into sub-genres in the
sources and classified as mosque, tekke and both mosque and tekke music. At this point, the
definition of religious music is important. Turkish religious music has emerged as a result of
centuries of Islamic life, and the principles of the Qur'an, the practices of the Hz. Muhammed
(s.a.v.) and his followers, as well as the religious life shaped in this direction after the emergence
of Sufism, have formed a music that is performed on various occasions during worship in mosques,
tekkes, various sect meetings and is called religious music.

However, in all of written sources, while defining the form, there are statements that kars is a
musical form belonging to the non-religious part of Traditional Ottoman/Turkish Music. In terms
of their subjects, the lyrics and subjects of the kars are generally chosen from poems about love,
affection, reproach, description, praise and satire. However, although there are a few examples
among the existing kars, it has been determined that there are mostly kars containing religious
subjects in the old fasil magazines, in which the lyrics, terenniim, makam, usial, composer and
sometimes the composer are also specified by the author. Both in academic graduate theses on kars
and in books, encyclopaedia articles and articles on the subject, the main determination made about
kars is that this form is a form belonging to our non-religious music. When an analysis is made of
all the kars whose scores are available in our repertoire, it can be concluded that a very large
proportion of them are non-religious forms. As a matter of fact, it is observed that all composers
after the 18th century, when composing works in the form of kar, built their works on this basic
principle (non-religious form) and did not change the principle of being non-religious.

This study examines religious content in both surviving kars scores and old fasil magazines that
have not survived and as a result of the determinations and evaluations made, it has been
determined that the kar form has not been used only as a non-religious form in the past, and that
there are kars containing religious subjects, albeit in small numbers compared to the general
number. Accordingly, 8 kar lyrics with religious content were analysed in this study. In two of
them (Acem Kar and Segah Kar), the prayer “Nad-1 Ali”, which is recited by Alevi-Bektasi
communities, is used as the lyrics, and in the other two (Buselik-Asiran Kar and Irak Kar), two
different Diivazde texts in which the names of the Twelve Imams are mentioned are used as lyrics,

in one of them (Segah Kar), a eulogy dedicated to Aliyy-al-Riza, the son of Musa-I-Kazim, the
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Eighth Imam of the Twelve, is used as a lyrics, in one of them (Hiiseyni Kar), a text about the
Mehdi, the Twelfth Imam of the Twelve, was used as a text, in one of them (Mahur Kar) the words
‘Salat i Selam” were used, and finally in one of them (Irak Kar) a text written as a eulogy to the
Hz. Muhammed (s.a.v.) with reference to the saying “Levlake levlak lema halaktii'l-eflak, Wl &V 3l
BN IHES ”, “If it were not for you, I would not have created the universe” was used. It was

determined that a lyrics written as a eulogy to the Hz. Muhammed (s.a.v.) was used.

With this study, both the hypothesis that “Kars are a common form used in religious and non-
religious music” has been proved to be correct and the missing information in the written sources

that the Kar Form is only a non-religious form has been tried to be corrected in future studies.
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‘ Resim 3. (Biiselik-Agiran Kar - Kdr-1 Diivazde Imam)

Resim 4. (Irak Kar - Kdr-1 Diivazde Imam 2)

Resim 5. (Segdh Kar - Kar-1 Ses-dgaz)
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%

Resim 6. (ﬁseynf Kar - Kar-i Kavi-i Hiiseyni)

Resim 7. (Mdhur Kar - Kar-1 Salavdt-ndme)

Resim 8. (Irak Kar - Kdr-1 Ten Ten)
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Resim 9. (Iran, Neyriz Cuma Cami Mihrabt)

337



SOYLU BAGCECI F. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.338-368

YEGAH MUSICOLOGY JOURNAL

HTTP://DERGIPARK.ORG.TR/PUB/YEGAH

e-ISSN: 2792-0178
Makalenin Tiirii / Article Type . Aragtirma Makalesi/ Research Article
Gelis Tarihi / Date Received :03.07.2024
Kabul Tarihi / Date Accepted : 13.08.2024
Yaym Tarihi / Date Published : 23.09.2024
DOI : https://doi.org/10.51576/ymd.1495334
e-ISSN 1 2792-0178

Intihal/Plagiarism: Bu makale, en az iki hakem tarafindan incelenmis ve intihal icermedigi teyit edilmistir. / This article
has been reviewed by at least two referees and confirmed to include no plagiarism.

AN EPISTEMOLOGICAL PERSPECTIVE ON THE RELATIONSHIP
BETWEEN MUSIC AND METAPHYSICS

SOYLU BAGCECI, Fulya!

ABSTRACT

Thinking together about all the elements of music based on concrete indicators and the qualities of
this field that point beyond what is known, brings to the agenda an accumulation of knowledge on
the axis of art, philosophy, and music. The idea of art, which is the subject of music, or the key
issues that transform music into art, point to the deep meanings of music in connection with
metaphysics. The approaches adopted in the history of thought, scientific advances and social
turning points have shaped the quality of music and the meanings attributed to it. In this descriptive
study, which aims to make an epistemological examination of the relationship between music and
metaphysics through this accumulation, metaphysical issues that enable us to characterize music

as art are revealed. Thus, regardless of the context, it is possible to see a metaphysical perspective

1 Dr. Ogr. Uyesi, Nigde Omer Halisdemir Universitesi, Tiirk Musikisi Devlet Konservatuvari, Miizikoloji Boliimii,
fsoylubagceci@ohu.edu.tr, https://orcid.org/0000-0001-9915-9078
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An Epistemological Perspective On The Relationship Between Music And Metaphysics

that progresses intertwined with music in many circumstances, with various semantic contents,

forming itself from not only as a natural outcome of music but also an axis that inspires music.

Keywords: Music, metaphysics, philosophy of art, epistemology, art theory, first philosophy.

MUZIK VE METAFIZIK ILISKISINE EPISTEMOLOJIK BIR BAKIS

Oz

Miizigin somut gostergelere dayali biitiin unsurlarin1 ve bu alanin bilinenin 6tesine isaret eden
niteliklerini birlikte diisiinmek sanat, felsefe ve miizik ekseninde yer alan bir bilgi birikimini
giindeme getirir. Miizige konu olan sanat diisiincesi ya da miizigi sanata eviren kilit konular
metafizikle baglantili olarak miizigin derinlikli anlamlarina isaret eder. Diislince tarihinde
benimsenen yaklasimlar, bilimsel ilerlemeler ve toplumsal donlim noktalar1 miizige ve miizige
yliklenen anlamlarin niteligine yon vermistir. Bu birikim {izerinden miizik ve metafizik iligkisinin
epistemolojik bir incelemesini yapmay1 amaclayan bu betimsel ¢alismada, miizigi sanat olarak
nitelendirmemizi saglayan metafiziksel konular ortaya konmustur. Boylece baglami ne olursa
olsun pek ¢ok kosulda miizikle i¢ ige ilerleyen, ¢esitli anlamsal iceriklerle gerek miizigin dogal bir
sonucu olarak gerekse miizige ilham olan bir eksende kendini meydana getiren metafiziksel bir

perspektif gormek miimkiindiir.

Anahtar Kelimeler: Miizik, metafizik, sanat felsefesi, epistemoloji, ilk felsefe.

INTRODUCTION

The field of music has artistic expectations and a search for meaning that cannot be limited to our
sensory perceptions and cannot be reduced to concrete indicators of this field. It is precisely at this
point that this field comes into contact with subjects that question beyond, such as metaphysics,
and all elements of music can be the subject of philosophical inquiries and artistic thoughts that go
beyond music. We can evaluate the subject from many different perspectives, such as the
intersection of music with metaphysics, metaphysical subjects giving driving force to music, or the
elements of music creating a field of meaning for metaphysics. In a whole artistic activity that
includes the formation, production and performance of music, it can enter into a relationship with
metaphysics and metaphysical meanings that can find a channel through musical situations and
tools. These issues have been discussed both in the history of thought and in the art world, and
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until today, a body of knowledge has been built with theoretical issues and approaches on the axis
of science, art, and philosophy. In the study, an epistemological road map on the axis of music and
metaphysics is determined and in this direction, Western philosophy and classical Western music
were focused on. In this study, which aims to reveal the relationship between music and
metaphysics through an epistemological examination, the issues covering art ideas, intellectual
environments, and philosophical views in which this relationship comes to the fore are examined.
Thus, major scientific developments, paradigms, artistic ideas and musical perspectives that
progressed one after another in the historical process were analyzed on the axis of historical
breaking points, and the prominent themes in this context were emphasized. In the study, which
was methodologically carried out with a descriptive survey model, the basic sources of the
relationship between music and metaphysics were determined, and interpretations and evaluations
were made on the basis of basic sources and current studies based on the content of the subject.
Therefore, although the study has a qualitative character in that it includes topics on the axis of
philosophy, metaphysics, music, and art, it also reveals a descriptive character due to its focus on
the epistemological heritage of these fields. This research, which systematically brings together the
intersection of all the fields in question in a single study, has presented how the first metaphysical
questions of musicology, which has a very wide range, are answered in an interdisciplinary
framework. The study is important in that the interaction of a field such as metaphysics, which
goes beyond physics, with music is examined theoretically within the scope of this research. It
provides an epistemological accumulation not only for the field of musicology but also for other

fields that intersect with the subject.

On Understanding Metaphysics

When metaphysics is mentioned, the first thing that comes to mind is that this field has a content
that goes beyond what is known in philosophical, ontological and theological matters and deals
with transcendental knowledge. The mysteries of man and nature, the creation of the universe, the
functioning of the divine system, the knowledge of God, the questioning of our place in creation,
the search for the reason for existence, the origin of origin and movement can be given as examples
of this content. The kind of intellectual environment in which these inquiries will be conducted
often confronts contradictory issues. Concrete reality is positioned against abstract knowledge,

matter against spirit, objective and objective realities against thoughts and abstract acts, the known
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against the unknown. Looking at metaphysics from a perspective where sensory knowledge is at
the center, expectations of explanation, establishing cause-effect connections, evidence,
experiments, acceptance of rationality, factuality and objectivity with an uncompromising attitude
cause this field to be perceived as in need of research and proof. These contradictions will come to
the fore in scientific research, where the tradition of statistical, countable, measurable and
universally generalizable research based on positive sciences, physics and natural laws is
prioritized. However, common-sense implicit metaphysical presuppositions are propositions that
cannot be fully realized, cannot be fully expressed, and whose truth cannot be tested with the
methods of formal and experimental sciences (Griinberg & Griinberg, 2019: 5).

Understanding and interpreting both metaphysics as a discipline and the metaphysical knowledge
we can encounter in the context of philosophy, art, aesthetics, religion and sociology have taken
on different qualities in the historical course. Different approaches and acceptances can be
encountered in the works of philosophers, artists and scientists. The knowledge of first principles
and the transcendent can have different contents within various schools. This situation is related to
the nature of metaphysics, which leads self to a process of understanding that cannot be defined
with sharp boundaries. The nature of metaphysical knowledge varies depending on which field
such content is related to. For example, metaphysics can deal with similar types of questions both
in the field of philosophy and religion. Metaphysical uncertainty and the search for meaning are
issues that desired to make clearer and more understandable in both fields. While metaphysical
knowledge in the philosophical field focuses more on solving the complexities, mysteries and
unknowns of life, the quality of knowledge is handled accordingly since the religious field promises
the salvation of man. However, we know that in the historical process, despite the common points
of these two fields, they have contents that contradict each other and reject each other under certain
conditions. On the other hand, the fact that the search for meaning in both fields is ambiguous and
a clear explanation can never be provided makes these two fields more free and meaningful (Tokat,
2013: 8).

The first course of metaphysical and ontological studies is seen in the pre-Socratic period of the
history of philosophy, Sophists and Socrates, Plato and his ideas, Aristotle's works and Hellenistic
philosophy (Skirbekk & Gilje, 2017). Considering that studies such as information theory and
ethics emerged after metaphysics, which is the oldest and most basic discipline of philosophy

(Sulul, 2003: 57), metaphysics as a discipline and metaphysical knowledge, traces of which we can
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find in all historical, sociological, theological and artistic fields. It is a field where the most
fundamental issues are questioned. In Aristotle's work Metaphysics, a field of knowledge that
examines being qua being is mentioned. This field of knowledge is not the same as the individual
fields of knowledge. Because no field of knowledge makes a general examination of what exists
as such. According to Aristotle, by conducting such an examination, the first leading causes will
be comprehended (Aristotle, 2023: 73). From this point of view, we can understand metaphysics
as a field that deals with the most fundamental principles and general ones based on a specific
subject, rather than presenting the knowledge of a partial field. In this case, the questioning of what
exists as being is more general and comprehensive than the questioning of individual beings.
Focusing on this allows understanding the first and leading causes (Aristotle, 2023: 72-73). The
reason why Aristotle called metaphysics the first philosophy is that this field is related to the science
of first principles (Kam, 2020: 13). In Brian Garrett’s (2022: 47) book titled What is Metaphysics?
said "A serious part of metaphysics is concerned with answering the first question.” However, in
questioning these first principles, the issues subject to metaphysical examination have taken
direction according to the course of history, the structure of society, belief and the political structure
of the period. For example, while the most prominent topics of metaphysics appear in contexts such
as God, the nature of existence, absolute existence, the principles of change, and the principles of
the universe, in certain periods, metaphysical topics may change according to the experiences of
the current circumstances, knowledge or management style. For example, we see that the
philosopher of the Athenian period was different from the philosopher of the Hellenistic period.
Since the philosophers of the Athenian period received share from the democracy implemented in
the Greek city-states, they produced ideas on many subjects related to society, politics, politics and
the state. Since the philosophers of the Hellenistic period became a subject of an absolute monarchy
with the rise of Macedonia and the pressure of Alexander the Great, unlike the Athenian period,
they felt the need to separate morality from politics and keep politics out of their field of interest.
This situation also reveals why philosophy, and therefore metaphysics, must be understood as an
art of living (Arslan, 2008: 16-17). Similarly, we can interpret the fact that God was placed at the
center of philosophy in the Middle Ages and the theological perspective guided metaphysics as a
similar situation. As a result of the institutionalization of individual sciences in the Renaissance,
sciences and metaphysics began to polarize and conflicts occurred. The metaphysics of Descartes,

Spinoza, Leibniz and Wolf can be given as examples of this. The critical philosophy put forward
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by Kant turns into a positivist understanding of philosophy under the influence of the positivist
understanding of science (Sulul, 2003: 61-68). With Galileo and Newton, the need for explanations
without resorting to metaphysical and theological designs is emphasized (Ozlem, 2016: 75).
Descartes, who tries to base many philosophical issues such as the nature of the human soul, the
existence of God, the essence of matter, and the knowledge of truth, on the view of skepticism, in
his work titled Meditationes de Prima Philosophia, talks about the reasons why everything,
especially corporeal things, should be doubted, unless there is no basis other than scientific
foundations (Descartes, 2021: 13). Expressing that every science is an undoubted and obvious
knowledge, Descartes states that he rejects knowledge that is not certain and clear, but accepts
knowledge that is completely certain and free from doubt (Descartes, 1942: 11-12).

In the perspective of positivism and historicism, two major philosophical attitudes that have been
discussing the concepts of knowledge and science since the 19th century based on different
principles. From the positivist perspective, the source of knowledge is sense data. In this regard,
perception follows information and perception is treated as an activity in itself for all kinds of
activities. With Hegel, Marx, and especially Dilthey, Rickert, Weber, and Mannheim, perception
does not appear to be something independent of human spirituality. Perception is something that
spiritual-historical humans realize with this quality (Ozlem, 2016: 198). It is not possible to
consider and evaluate fields such as ethics, morality, art and religion, which are unique to humans,
within the framework of a purely physical approach specific to natural sciences and the mechanical
methods of this approach (Yardimci, 2020: 391). Thus, while natural sciences aim to explain issues
related to the physical world, spiritual sciences, which include fields such as philosophy, theology,
art and sociology, will try to understand the world specific to humans (Yardimci, 2020: 389).
According to Dilthey (1999), human sciences represent a hermeneutic revolution. Life itself is
objectified in texts and works of art. Thus, a subject of research is the ways in which the soul is
objectified within culture and society. Life is the most fundamental category, and therefore life is
a quasi-transcendental necessity for the existence of human sciences (Skirbekk, Gilje, 2017: 386).
In Hegel's metaphysics, spirit and history appear as two important dynamics. The world has brought
spiritual and physical nature together in itself. From this point of view, we can understand that
world history is built on a spiritual basis. Physical nature also includes world history. After nature,
humans emerge and humans build their own world. Therefore, according to Hegel, we belong to

two worlds: the natural world and the spiritual world. The world of the spirit includes everything
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that has interested and continues to interest man. It may be useful to recognize spiritual nature in
the course of history according to the way the spirit unites with nature and according to human
nature (Hegel, 1995: 52-53). Hegel's concept of universal reason, mind or spirit is a metaphysical
doctrine that transcends the senses (Gokberk, 1972: 13).

Among those who see metaphysics as an illegitimate science and question its legitimacy are the
leading critics (Kant's students) and positivists (Auguste Comte's students) (Kam, 2020: 14).
According to Auguste Comte, each of our basic views, each branch of our knowledge, passes
through three stages. Due to its structure, human intelligence uses three successive philosophical
methods in its research. In the first method, the theological (imaginary) stage, human intelligence
sees the events it cannot explain as the direct intervention of supernatural factors. In the
metaphysical stage, which is the second philosophical method, supernatural factors give way to
abstract forces. In the third stage, which is the positive philosophy method, the human intelligence
understands that it is difficult to find the absolute and gives up searching for issues about where
the universe comes from and where it is going. Therefore, it tries to find the unchangeable
continuity and similarity relations of events with the help of reasoning and observations (Comte,
1964: 217). Kant, on the other hand, sees metaphysics as a misleading science that is stuck within
the boundaries of the human mind. Metaphysics is a science that takes its foundations from the
human mind. The human mind is mistaken because it wants to reach synthetic a priori concepts
about the structure of the universe. Because, the human mind falls into a dialectical situation due
to its structure. As a result, person's ability to question metaphysically, which is the most original
and natural feature, leads to imaginary success. Kant wants to emphasize that the basis of opposing
metaphysical systems is the existence structure of the mind. The human mind's attempt to
understand infinity is misleading due to the nature of its mind's existence. The metaphysical
contradictions created by this situation are explained with the principle of the dialectics of the mind
(Heimsoeth, 1986: 108). For this reason, while natural sciences make progress based on proven
knowledge, metaphysical systems have been at war throughout history (Heimsoeth, 1986: 106).
Although metaphysics seems to be an unreliable field that is pushed out of the fields of scientific
research in both Kant's and Comte's studies on metaphysics, we can reach conclusions from these
studies that we can describe as the metaphysics of metaphysics. Even inquiries that reveal the
unreliability of metaphysical thought can be made with styles of expression, propositions and

premises that go deep into this field. Contrary to the questions that metaphysics is an imaginary
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pursuit that cannot make any scientific progress, Collingwood, who has views on how to present
this field scientifically effective, sees it as the knowledge of absolute presuppositions
(Collingwood, 1940: 41). What absolute assumptions have actually been made by various people
at various times in carrying out various pieces of scientific thought? According to Collinwood, the
job of metaphysics is to find the answer to this question. If a certain absolute assumption has been
made by one person at one time, this absolute assumption may have been made by other people
with the same cultural equipment. The only way to prove whether someone has made a certain
absolute assumption is to analyze and find records of his thought. When this is applied, the strange
confusions and ambiguities that are always thought to surround the work of the metaphysician will
disappear. At the same time, the scope of metaphysical research will expand (Collingwood, 1940:
60). Karl Popper, one of the 20th century philosophers who came to the fore with his studies in the
philosophy of science, emphasized the scientific method and drew attention to how metaphysical
theories should be understood epistemologically. According to Popper, reaching scientific laws is
possible not with the induction but with the fallibilism method (Kilig, 2019: 699-700). A
metaphysical theory may be true or meaningful. However, if this theory cannot be tested, it will
not be possible to evaluate it on a scientific basis. On the other hand, theories that cannot be tested
experimentally can still be discussed critically (Ugar, 2020: 530). It is not acceptable for Popper to
neglect propositions being not scientific or not subject to scientific criteria as to be wrong or
unnecessary (Kilig, 2019: 701).

In the history of thought, in the effort to understand and explain all kinds of unknowns based on
the universe, life and humanity, all disciplines differ from each other in terms of the methods of
reaching the answer, the nature of the answers, and their interpretation. Even in this study, which
is carried out only to understand metaphysics and the course of this field from past to present, it is
seen that various studies, inquiries and efforts to explain what metaphysics is have shifted to
different points. However, although this seems quite normal for a field such as metaphysics, which
focuses on the knowledge of transcendent and uncertain subjects, such differences can be seen in
every field of science. It is obvious that both metaphysical, ontological knowledge, as well as other
research areas of philosophy such as philosophy of science, epistemology, aesthetics, etc., and other
fields such as direct scientific research that nourish efforts to understand and give meaning to life
intellectually and philosophically in the historical process. We can understand that many facts

accepted as scientific laws today begin with a metaphysical assumption. However, many
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philosophers have stated in their views that every metaphysical assumption does not have to be
generalizable to the whole universe and provable with sharp limits. This situation is not an
indication that metaphysics does not seek the truth and makes progress in this search. Popper's
conclusions based on Einstein and Marxist propositions constitute an example of the subject. Even
if most of the Marxist propositions are false, he can use thousands of facts to his advantage.
However, a single experiment was enough for Einstein to invalidate the Newtonian theory of
matter. Thus, Popper emphasizes the principle of fallibilism, draws attention to the importance of
criticism, and criticizes known and accepted scientific attitudes, regarding assumptions and
propositions in line with this principle (Baudouin, 2015: 11). Caner Taslaman (2016: 10) said in
his book "Big Bang and God" that "science cannot have different truths, philosophy cannot have
different truths, religion cannot have different truths; But there may be wrong science, wrong
philosophy and wrong understanding of religion. It is understood that these walls were built so
that the mistakes of each activity within them cannot be interfered with, and each area can maintain
its own authority." These differences advancing with different methods and principles in fields
should reveal discussions of ideas progressing on the axis of thought and science, rather than a

conflict of legitimacy.

Introduction to the Epistemology of the Relationship Between Music and Metaphysics

The epistemological accumulation of the relationship between music and metaphysics is connected
to all fields that concern humans and society, especially philosophy. Although metaphysics is a
field related to the questioning of issues that involve uncertainty, not seem possible to be proven
fully, many thoughts have been produced. Arguments have been put forward and theories have
been developed both on metaphysics and on what content metaphysics has or should have in the
historical process. This accumulation, which we can describe as the epistemology of the
relationship between music and metaphysics, should be considered within the scope of the history
of thought. Research and inquiries based on art and music, research based on belief systems and
the role of music in this context, and research involving the relationship between the universe,
humans and music. The epistemology of music and metaphysics, which includes many historical,
field, subject or paradigm-based issues, can be reduced by determining certain main questions, and
the common starting points, basic issues and perspectives of both fields can be categorized with a

systematic and holistic approach. Thus, with the epistemological perspective (Simard, 2003: 13),
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which is a second-order method that examines a first-order activity, it can be discussed how issues
that may have contents whose legitimacy is questioned in the context of some researchers,
philosophers and schools are or should be examined. In this case, the first question that awaits an
answer should be “What are the nature of the metaphysical foundations and theories that guide art
and music?” By answering this question, each of the consistent understanding and knowing
activities would be determined. At the same time, theories with different subject contents that are
considered correct, meaningful or based on truth, and the differentiating aspects of these theories
will be emphasized. What are the basic issues, research and knowing activities that come to the
fore in a field- and discipline-based epistemological examination? Within the scope of the second
question, basic approaches covering the relationship between music and metaphysics in social
science research including areas such as religion, belief systems, culture and society research would
be discussed. Finally, how were the metaphysical dimensions of music perceived by performers,
composers and music producers? How have metaphysical issues been addressed through the
performance of music or its melodic, rhythmic and harmonic elements? The questions and
metaphysical issues from the perspective of music-based phenomena as well as those who represent
this field would be discussed. This epistemological examination will enable the determination of
the most basic scientific foundations of the subject, which is placed on the interdisciplinary axis,
and present it with a systematic and categorized content. Thus, by directing the focus to
information, its quality and how, a holistic perspective could be developed through the intersection

of these two different fields.

Art Theories

We can see art as the field that most reflects the abstract acts and spiritual consciousness of
humanity. The depth of artistic consciousness and activity of art, its inability to be framed by sharp
boundaries and rules, and its independence from time and place are the prominent features about
art. The integrity reflected in the concrete indicators of the work of art such as form, balance,
proportion, melody, rhythm, sounds and frequencies has the potential to attract consciousness to a
special area of awareness. The most striking aspect of the artistic content, which opens the doors
to an open-ended, uncertain and abstract world, will be these features, that is, the metaphysical side
of the work of art. We can search for the source of such a consciousness in humans, in human

nature against the universe that surrounds them, and we can see traces of metaphysics in all human
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social institutions, from science to art, from religion to ideology. In human history, the process of
information has progressed by reaching different levels of consciousness, and this process has
extended from the most primitive sensations to the most advanced theories. People have made
efforts to understand the universe the subject of their theoretical activities and reconstructed it at
levels of consciousness such as religion, ideology, science and art (Hangeroglu, 2007: 345). It is
not difficult to understand that metaphysics accompanies all areas of human life that build historical
and social consciousness, and that metaphysics has always existed and will always continue to
exist. However, it can be discussed in which area and to what extent it exists. The field of art is
intertwined with metaphysics due to its intense relationship with categories of consciousness. On
the other hand, it can be seen that the most fundamental discoveries are made based on a
metaphysical proposition, even in areas that are considered to be distant from metaphysical issues.
Whether the subject of metaphysics is mentioned or not, all approaches that include information
and theories about the field of art will be related to metaphysics.

While the origins of art theories are discussed in a timeline extending back to Ancient Greek
thought and Planton's views, we can see that the search for knowledge about art dates back to
primitive man and primitive societies. These searches may be related to both the perception of art
through the eyes of primitives, and questioning the traces of primitive art in art activities. Could
there be a perception of art from the perspective of primitives? With what understanding should
we evaluate productions such as paintings and sculptures in primitive art? Questions like these may
come to mind. These productions should be seen as expressions of strong beliefs, hopes, and fears
rather than artistic activities (Okan, 2018: 98). Scientists, who argue that primitive art can control
natural events and have the purpose of influencing the course of life and events through dance and
magic, discuss the possible relationship of both prehistoric and contemporary primitives with art
with a metaphysical content (Miilayim, 1994: 95). In this case, we can emphasize that primitive
man has created metaphysical bases to cope with situations that exceed his own existence, and
knowledge capacity. It is thought that primitive man perceived the power beyond himself as
meaning and that the idea of primitive meaning is the starting point even in the most advanced
philosophy (Hangeroglu, 2007: 23). Therefore, all areas of life of human beings, who establish
metaphysical connections that we can describe as meaning with all situations that transcend
themselves, accompanied by magic, dance and sounds, hypothetically become the subject of

primitive art. At first, it is assumed that man must reach a consciousness in which he must think of
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himself as an entity separate from nature. Situations such as gaining courage against natiire, and
starting to challenge it started to make people think that they had a magical power. Eventually they
added art to their efforts to make what was inside themselves visible, and created another world of
their own (Kiyar, 2013: 137). Ritual and magic must have dominated early art and must have
become a necessity for establishing order, division of labor, and social management. It can be
thought that the subsequent autodomestication inspired the domestication of animals and plants
(Zerzan, 2013: 23).

The theory, whose origins are based on the views of Plato and Aristotle on art in Ancient Greek
thought and the metaphysical inquiries of these philosophers, is called imitation or mimetic theory
of art. We can place the theory of ideas, which reveals Plato's form of beauty, which he examines
on the axis of the idea of art, and his metaphysical thoughts on existence, at the center of his
thoughts, which are considered within the scope of imitation. This theory, which preserved its
importance until the 18th century, is referred to as reflective theory because it sees art as a reflection
of life, and representative theory in the sense of representing real objects. For example, it can be
said that music imitates sounds in nature, sculpture imitates people, and theater imitates human
actions (Tagsdelen & Yazici, 2018: 34). Whatever the object, sounds or situations that are the subject
of art, it reflects the truth to the extent that it carries the idea of beauty, that is, the metaphysical
information of this idea. In a way, the artist should recreate the beautiful in his artistic activities,
and the work of art should be able to reflect the knowledge of the beautiful to the eyes that look at
it. Socrates' retributive justice emphasizes that all things, objects, and concrete elements share in
certain ideas and may have some qualities accordingly. For example, large objects receive a share
of greatness, as with the fair and beautiful objects receive a share of justice (Russell, 1996: 239).
What creates the beauty of something is its share of what is called beauty (Arslan, 2006: 231).
There is an opposition established by Plato between the ideal world and the real world, the world
of the mind and facts, and which Aristotle also adopted to some extent. At this point, Plato and
Aristotle think that the real essence of man consists of his mind and that the mind is superior and
transcendent to the sensory, physical world (Arslan, 2008: 19). Plato's theory of beauty talks about
the stages of maturity starting from the world of senses and continuing until reaching absolute
beauty, which is metaphysical beauty. There is an evolution process in which the passion for
physical beauties or individual beauties must evolve in the next stage to reaching the beauty of life,

the beauty of spirit and virtue, beautiful knowledge, beauty from itself and finally absolute beauty.
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Absolute beauty is the beauty at the top. It is not only beautiful but it is also the absolute being
(Tunali, 1998: 144). Here, Plato not only created an indelible theory for the field of aesthetics and
art that will continue to this day, but also thought about evolution of human spirit through the
concept of beauty and presented a metaphysical design of the adventure of existence. In his work
titled The Republic, Plato draws attention to the concept of rhythm and order for music and talks
about an effective art that penetrates people. According to Plato, a good musical education glorifies
people, but if the education is bad, the opposite happens. Many people who are involved with music
are fascinated by beautiful sounds. However, according to Plato, very few of these people can
understand beauty itself. For this reason, he thinks that being interested in concrete pleasures in
music, having a superficial, sensory understanding of beauty, and therefore dealing with imitations
are harmful to society (Plato, 2016: 125).

Formalism or structuralism was born from linguistics and was first adopted in the field of literature
and witnessed the search for meaning through the understanding of assimilating art to language
(Tunali, 1998: 98). In this theory, while the formal features of the work of art such as color, sound,
rhythm, shape, and lines are important, the historical context of the work or what the artist thought
when creating the work is not important (Tasdelen & Yazici, 2018: 35). As a sign, the work of art
is based on a signified element and a signifying element. The signifying element includes the
material dimension of the work of art. Matters such as sounds in music, colors in painting, and
drawings are sensory external symbols. In each sign, there is a sensory external symbol, a reality,
and meaning that it expresses (Tunali, 1998: 101). According to Derrida, metaphysical thought has
dominated all fields from science to art. Metaphysics is like a central structure around which all
cultural systems take shape, the absolute reference point of cultural, artistic and scientific
formations (Dogan, 2021: 5662). All metaphysical oppositions such as signifier, signified, writing,
speech, language, passivity, activity, are breaking away from their old meanings (Derrida, 1994
56). In his book Semiotics and Of Grammatology, Derrida says that the signifier, that is, the
meaning combined with what is externalized, is a thought, spiritual ideality. In this context, whether
the signifier is externalized or not, the meaning can combine with the sensible face of the signifier,
but the meaning does not need the signifier at all (Derrida, 1994: 60). The structural functioning at
the level of the signifier continues its existence with signifieds that do not have a specific origin.
In this continuity, truth is surrounded by what is shown. Therefore, the relationship between

language and reality has been completely broken (Dogan, 2021: 5664). A work of art is similar to
350



An Epistemological Perspective On The Relationship Between Music And Metaphysics

language and expresses a semiological phenomenon like language. The relationship established
between the speaker and the listener in the language is established between the artist and the person
who comprehends the art in the work of art (Tunali, 1998: 101). In this respect,
formalism/structuralism in music points to the meaning hidden in the forms that make up a musical
work. These forms are musical events such as sounds, themes, the march of themes, and rhythmic
movements. Subjective emotions are outside these physical features, and emotions fall into the
background when it comes to the aesthetics of music (Corakli, 2016: 490). The artistic perspective
called romanticism or emotivism, on the contrary to formalism, prioritizes emotions and
subjectivity. Romanticism regards freedom as something that each individual achieves through his
or her own efforts, rather than something that exists. Because human nature can be visible in the
lives of individuals (Isbir, 2020: 232). While enlightenment thought glorified reason, romanticism
gave importance to human nature, subjectivity, and life. In romanticism, the meaning of the
relationship between nature, the individual and art lies in the understanding of the "I". German
philosopher Schelling conceived the Absolute Self as both subject and object. He thinks that the
subject is a part of nature and opposes considering the subject with an idea that is against nature.
He tried to show that nature and spirit are identical (Alan Siimer, 2019: 269). Drawing on the
philosophy of identity and the idea of absolute unity, Schelling thinks that differences disappear in
works of art only through aesthetic activity. The highest level of the Self is aesthetic consciousness.
For this reason, artistic consciousness can reveal the essence of existence, and the distinction
between nature and consciousness disappears in the artist's creation. Romantics adopted artistic
feeling and saw art as a manifestation of life (Alan Siimer, 2019: 263-275). Romantic art reflects a
quest to dream beyond borders. Praise of nature has an important place in painting, poetry, and
music. Composers transfer nature sounds and nature features into their music. However, nature
finds a place in art not only with its good and beautiful aspects, but also with its storms, winter,
thorns, clouds, and scary caves (ilyasoglu, 1995: 79).

Intuitionism, the view of art that rejects both emotion and form, sees intuition as a key in making
sense of the artist's art and work of art (Tasdelen and Yazici, 2018: 36). Bergson, an intuitionist
philosopher, emphasizes that intuition always dominates comprehension in order to prove that
intuition is superior to thought. According to Henri Bergson, comprehension is used when intuition
cannot be achieved. Thinking is an element that is used as much as necessary to fill the gaps of

inner and outer intuition (Kivilcimli, 2008: 43). According to Benedetto Croce, what is important
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is that the artist sees with fantasy, grasps with intuition, that is, reaches spiritual synthesis (Tunali,
1998: 188). According to Bergson, if we could directly perceive reality with our senses and
communicate with ourselves directly, we would be artists. However, people often notice the
manifestation of their own mood. There is a constant curtain between ourselves and our own
consciousness. Artists, on the other hand, perceive this curtain in a more transparent way and open
it for us. The artist is not an ordinary person. He is the person who shows how to move from reason
to intuition (Aydogdu, 2006: 184-185). The artist can express impressions and emotions with
words, colors, lines and sounds. Each of these is an expression, a shaping of the spirit. In this
context, no artistic expression can be devoid of intuition in terms of its own essence (Tunal1, 2013:
32).

Voluntarism, another theory of art, gives priority to will over reason and knowledge, and sees will
as the basis of spiritual events and the process of knowledge. Will, as a philosophical term, means
driving force (Akarsu, 1975: 101). In this context, Dewitt Parker's (1920) book The Principles of
Aesthetics, whose name comes to the fore, makes various explanations about musical structures
and our reactions while listening to a musical work in the chapter titled The Esthetics of Music.
According to Parker (1920: 158), a sound evokes not only a sensory process in the ear but also the
relevant stimulus. This is a sensation but also an incipient motor response. These are so light and
diffuse that they only produce what we call mood. Sensual feelings of this kind are the subtle but
essential ingredient of all beauty. The variety of moods expressed by tones is almost endless. There
is a psychophysical connection between the rhythmic structure of music and us. Even if we do not
visibly move in harmony with the rhythm, the body's motor structure is stimulated by sounds
(Parker, 1920: 170).

FINDINGS
Metaphysical Approaches in Music Art

The concrete expression of music, and the abstract sensations that occur in the individual who

perceives it are an important reason for us to think that there are close ties between the art of music

and metaphysics. How should metaphysics be understood in the artistic expression of music? What

are the metaphysical issues associated with artistic creation in music? What is the relationship

between sensory elements and metaphysical symbols in music? How are the formal features of

music interpreted from a metaphysical perspective? Examining the intersection of music and
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metaphysics through questions such as these also allows us to examine the epistemological
knowledge of the fields of philosophy of art and philosophy of music. The most important question
to understand here is this: Does every subject where we can talk about beyond-concrete,
unpredictable, and abstract qualities of metaphysical in exist the art of music? In summary, the
question “Is it metaphysics that turns music into art?” comes to the fore in the axis of
epistemological issues.

The fundamental source of all subjects in the triangle of music, art and metaphysics is human. No
matter what context we consider art, it is not possible to think without humans. Because a work of
art exists with its buyer (Ering, 1998: 1). All our abstract thoughts about art, whether philosophical,
mystical or mythological, interact with social, historical and cultural dynamics, which are the
productions of human existence consciousness. In the art of music, as in all fine arts, there is an
effort of creative humor to shape the meaning it carries as if it were visible, inspired by cultural
and even scientific accumulation as well as emotional accumulation (Altar, 1996: 89). However,
when we look at the search for the first principles of art and music, we can see that both
philosophers and artists prioritize certain perspectives. For example, in these approaches to art,
sometimes the first principle may be nature itself, while sometimes the art activity or musical work
itself is placed in an autonomous area, and thus we can see that nature or its elements are evaluated
in a secondary plan. Again, we can see that the source of artistic pleasure in humans is based on
formal issues or that art is part of an evolutionary process from concrete indicators to metaphysics.
The most fundamental common point of all these perspectives is that the art of music is at a key
point in discovering the limits of human existence. First of all, it is necessary to focus on how we
should understand metaphysics based on its relationship with music. Evaluating a musical work
with the awareness of artistic creativity and the reception of art would focus on the issues where
the connections between music and metaphysics are most intense. Here, both the abstract
sensations triggered on the side that perceives the work and the meanings attributed to the artist
and the work contain metaphysical dimensions. However, the metaphysical factor in the art of
music should not reflect an understanding in which the artist is completely isolated from concrete
realities and acts on his own. Rather, it should reflect metaphysical issues where artistic
consciousness is transformed into a planned and systematic educational transfer process, which
should be understood with both its originality and its historical, artistic, and philosophical context.

As Martin Heidegger mentioned (2003: 55), we can even see philosophy itself as the activation of
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metaphysics. Here, we can generalize metaphysics to philosophical fields that refer to all open-
ended, uncertain abstract thoughts. However, according to Heidegger (2003: 55), metaphysics is in
human nature. It is neither the share of a school philosophy nor an area where fantastic creations
spread their wings. It is an essential moment in presence. It is presence itself. The subject of
creativity in art is not a mystical or a metaphysical understanding such as creating something out
of nothing, but the ability to add imagination, a signification to the ability of perception, and to use
the ability of intuition in it (Ering, 1998: 85). Within the framework of this understanding,
metaphysical inquiries include issues that need to be understood on the basis of certain artistic
principles, such as creativity, rather than fantastic and mystical thoughts. According to Sitk1 M.
Ering (1998: 85), the source of creativity is not extraordinary powers but manners, knowledge,
experiences and life.

Arthur Schopenhauer (2009) explains the aspects of the art in music that distinguish it from other
branches of art, in his work titled Die Welt als Wille und Vorstellung. By emphasizing that, music
art is described being far from the world of phenomena and imitation, and that music is not a copy
of ideas, but a copy of desire. According to Schopenhauer, music completely ignores the world of
phenomena. It can exist, to a certain extent, even if the world does not exist at all. While other fine
arts talk about shadows, music expresses the true essence (Pamir, 1981: 50). It is possible to find
music in many philosophical views with a content that emphasizes the meaning of existence. These
views can be discussed under topics such as human self, thoughts, emotions, order, harmony and
functioning in the universe, and truths beyond concrete life. For example, according to Hegel,
abstract subjectivity is necessary for the expression of music. What needs to be understood here is
that both subjectivity and self-consciousness must be side by side but unconditionally, free from
external factors and also free from one's personal thoughts, feelings and issues. Thus, the source of
expression in music can be reached and the deep meaning in the harmonic and melodic movements
within itself can be found (Pamir, 1981: 49). While some artistic perspectives emphasize the
importance of focusing on internal meanings in music, others have questioned the basis of truth in
art based on external and formal elements. The work of art has two elements, one internal and the
other external. We see and understand the external element through the instruments or notes that
create the work of art. As for the internal element, we need to understand the essence, meaning and
content of the work and the environment of existence it covers in terms of thought (Tagkent, 2011:

569). Those who embrace the idea of autonomy in music start by assuming that music actually
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consists of pure sound. The art of music, which began to be perceived as a branch of fine arts
towards the end of the 18th century, initially acquired its meaning from external sources. In this
context, music was perceived as a relatively low-level activity that serves social purposes. Since
the 20th century, music began to be perceived as autonomous sound fields that could be
symbolically represented by notes. Thus, it began to be believed that it was necessary to ignore all
non-musical factors and ensure that reality and meaning in music emerged only from “here”
(Ridley, 2007: 19-23). The formalist understanding bases the essence of music on the sound
principle, which is an external element, such as sound, rhythm, melody and harmony are the basic
principles that provide musical beauty. The combination of these principles and forms that move
only sonically, without the aim of expressing any emotion or concept, constitute the original beauty
of music (Corakli, 2016: 492). However, whether it is related to the formalist understanding or not,
the idea that atomism of meaning being absolutely wrong also attracts attention. In this case, just
as separating a sentence into words will distort the meaning of the whole, the same is true for music.
On the other hand, there is also the view that understanding the language of music means searching
for the meaning conveyed by musical pieces, which are the building blocks of musical works. Here,
the meaning of the musical expression should be hidden in the smallest building blocks of music
(Ridley, 2007: 37). We come across some views in Schopenhauer that we can base music's search
for meaning on the internal element. Schopenhauer thinks that the truths revealed will actually
repeat themselves in the truths discovered through concepts by philosophy and metaphysics. If
music is a metaphysical activity that occurs without awareness, then music can be seen as a type
of philosophy (Esenyel, 2020: 72). Pythagoras was the person who looked at music as a
metaphysical art that proceeds side by side with mathematical subjects (Tarhan, 2020: 220). This
understanding underlies many views that question the meanings of music in its internal elements.
According to Grolman (1993: 45-46), music, called the harmony of the universe, has the force of
law beyond life and people. The kosmos was established according to this law, and humans also
carry this harmony within themselves. Music and human soul unite in this harmony.

In the art of music, many elements such as polyphony, tonality, atonality, polytonality, the
composer's orientation, the use of timbre and colors of the instruments, horizontal and vertical
texture are important in reflecting the symbolic language and creating art (Altar, 1996: 114). At
this point, metaphysical meanings create themselves within the idea of art with a content that

overlaps both the composition techniques and the qualities of the music. The composer, the listener,
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the performer does not have to consciously search for metaphysics. Regardless of the emotion, will,
intuition, art tendencies of the period or structure, the idea of art spontaneously begins to enter into
various relationships with metaphysical meanings promoting the effect of deepening. If we
question this issue through the composer's qualifications, perspective on music and life, and his or
her attitude towards both society and oneself, we will encounter metaphysical tendencies as
numerous as the number of composers. For example, Beethoven's ideas in his works and the
enthusiasm of his works are closely related to the social realities of the period in which he lived. It
can be thought that situations such as liberation from feudal slavery and the importance of
bourgeois democracy were the source of the enthusiasm in Beethoven's works. In this case, it is of
course impossible to think that music is far from individuality. Personal emotions will find
themselves in the music. Because, there is no wall between the personal and the social in art
(Finkelstein, 1996: 61-62). For the Romantic period composer, we can bring up different social
and individual issues, and say that art forms its basis based on the accepted musical style of the
period, the personal orientations of the composers, and social issues. Emotion is considered a
starting point for the Romantic period composer. It is possible to talk about a musician profile that
escaped from the show-oriented nature of popular concert performances in this period. The
composer profile, which relied on the harmonic accumulation of the past and pursued real
emotions, was pursuing serious music away from mass-produced concerts (Finkelstein, 1996: 71-
72). Thus, the internal elements that determine the value of a musical work are centered on
subjectivity and emotion, and art creates both concrete and abstract bases with all its reality and
builds itself with these meanings. Music, which emphasizes subjectivity, emotion and nature
elements, is evident with both intense harmonic texture and long, lyrical musical phrases. The
musical qualities and metaphysical meanings of the work create bonds in which the concrete and
abstract are identified. With the discovery of all the tonality limits, the musician, whose
opportunities have diminished, begins to destroy the understanding of tonal centrality from the 20th
century onwards, thus systems such as atonality and polytonality are developed. A tendency
towards the musical heritage of the past begins, the musical styles of the baroque period and the
classical period begin to become the material of the 20th century composer. On the other hand, the
music of non-European cultures, traditional folk melodies and primitive cultures begin to gain
importance in music. However, this tendency towards the music of the past and the music of

traditional societies is not perceived as it actually is. They are designed as a sort of dream world
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within the music. At this point, the musician has a mission to search for exotic sounds that escape
from civilization to an imaginary principle. In musical art, all elements foreign to European music
aspire to replace major and minor scales as well as the harmonic principles on which these scales
are based (Finkelstein, 1996: 101). It is possible to establish multiple relationships between some
of the contemporary art music genres and memory. This is not an attitude related to memory recall
mechanisms, but means that memory plays a fundamental role in perceiving this music. In some
genres, such as electronic music, the materials of music are non-harmonic spectrums,
microtonality, noise, concrete sounds and psychoacoustic phenomena. This music does not use
established cultural codes and has no distinct repertoire. They are everyday materials that contain
many sounds, shapes and forms reflected in music. While listening to this music, we perceive an
external acoustic stimulus that embodies itself in our internal perception field that goes beyond its
source and spatial location. Philosopher Peter Strawson, who comes to the fore with issues such as
revisionary metaphysics and descriptive metaphysics (Strawson, 1967), believes that the idea of a
spaceless world is based on the assumption that we can imagine a sound experience that has
temporal existence but does not have a spatial dimension. Strawson's spaceless world, that is,
memory, is the area in which auditory objects are experienced without external spatial references.
Memory, which contains non-spatial representations of sounds, is both experiential and a shelter
for sounds outside experience. We can think that these sounds may exist without the context of
space and not yet perceived. In this case, it is possible for sounds to exist in a non-temporal
dimension. This dimension will contain unheard of sensory details (Wanke & Santarcangelo, 2021:
8-11). The most important point that draws attention at this point is the questioning of the sound
existence related to human memory, without the context of space. And even the idea that sounds
that have not yet been perceived can take place in a field of existence isolated from the temporal
context.

The understanding of tonal centrality and the functional relationship between sounds hides itself in
the elements of nature, universal principles, and human nature. When we look at the history of
Western classical music, until the 20th century, music was developed with focus on tonal centrality.
Within this framework, harmonic depth as well as melodic and rhythmic possibilities reached their
peak. Atonality is a kind of rebellion against the cyclicality of music, which moves in the tonal
center, on the axis of tension and resolution, and within the hierarchical relations of sounds. The

fact that all sounds are considered equal here, or that dissonance intervals and tension in music
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have become more important than in the past, of course, has meanings that go beyond a simple
search for freedom. This music, which puts the composition into a system within the framework of
12-tone seriality and keeps the listener on their toes, is also against a comfortable flow of
composition. Eliminating the harmony laws of tonality and ignoring the considered natural
relationships between sounds can be considered a revolutionary move and ignoring the historical
conditioning of listening habits (Simson, 2020: 191). Traditionally, harmony is considered
pleasant, while dissonance is considered harsh. But sounds cannot be harsh on their own. The tonal
and atonal contexts, which are the starting point here, can add meaning to music within traditional
expectations, and perception can be affected by this context. Both the artistic and philosophical
evaluation of atonal music as well as the meanings captured by the conscious listener are the basic
starting point. From a metaphysical point of view, the sources of meaning in this music are based
on the dilemmas of tradition versus novelty, and harmony versus dissonance. On the axis of these
dilemmas, all elements that are acceptable, easy to understand and traditional are discussed.
Catching the zero point in music and experiencing the opposite of what is known are identified
with human beings' basic existence experiences, and the meanings evolve into fundamental

metaphysical inquiries.

CONCLUSION

Metaphysical issues have come to the fore in philosophical views and in the understandings that
form the basis of art, in connection with the profound nature of the art of music. Scientific
approaches and periodic conditions have given different perspectives to both metaphysics and art.
At the same time, the emergence of a whole artistic activity based on the adopted intellectual basis
opened the door to metaphysics. Does the art of music find its meaning in metaphysics? It is not
appropriate to provide definitive answers to this question. However, art finds support for itself
within a comprehensive framework that extends from the most basic concrete materials of music
to the deepest meanings. When we trace these foundations with an understanding that extends to
the first principles, we inevitably encounter metaphysics, regardless of our stance towards it. There
can be an unlimited number of meanings, ranging from the aspect that evaluates the art of music to
the aspect that carries music to the axis of art. When we examine the historical process through an
epistemological analysis, we encounter various theories and tendencies. In each understanding,
some issues are prioritized. In the formation of art, this priority can be given to the structural
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features of music. On the other hand, priority may be given to the impact of music on the individual
or the reception of art. No matter which elements are prioritized, when it comes to art, concrete
elements and abstract dynamics will come together under certain conditions and evolve into a
meaningful artistic integrity. Artistic integrity can be reconstructed in any framework. One can
envision a systematized framework with certain musical dynamics that also extends to infinity with
the principle of art creating itself. In such a context where we talk about art in music, there will be
many factors that open the door to metaphysics. The epistemological construction of the art of
music, which has progressed with scientific, artistic and philosophical sources in the process until

today, makes this issue visible.
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GENISLETILMIS OZET

Miizik alan1 duyusal algilarimizla smirlanamayacak ve bu alanin somut gdostergelerine
indirgenemeyecek tiirden anlam arayislarina, sanatsal beklentilere sahiptir. Bu alanin metafizik
gibi bilinen 6tesini sorgulayan konularla iliski icerisine girmesi tam da bu noktada giindeme gelir
ve miizigin 6tesine gecen felsefi sorgulamalara, sanatsal diisiincelere miizigin biitiin unsurlari konu
olabilir. Miizigin metafizikle kesistigi, metafiziksel konularin miizige itici giiciinii verdigi ya da
miizigin unsurlarinin metafizige anlam sahasi yarattig1 gibi pek c¢ok farkli perspektiften konuyu
degerlendirebiliriz. Miizigin olusumu, iretimi, icrasin1 kapsayan biitiin bir sanatsal etkinlikte
miizik metafizikle iliskiye girebilmekte ve metafiziksel anlamlar miizikal durum ve araclar
vasitasiyla kendine kanal bulabilmektedir. Bu konular gerek diisiince tarihinde gerek sanat
diinyasinda tartisilmis giiniimiize dek bilim, sanat ve felsefe ekseninde yiirliyen kuramsal konular
ve yaklasimlarla bir bilgi birikimi insa edilmistir. Calismada miizik ve metafizik ekseninde yer alan

epistemolojik bir yol haritasi belirlenmis ve bu dogrultuda Bat1 felsefesine ve klasik Bat1 miizigine
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odaklanilmistir. Miizik ve metafizik iliskisini epistemolojik bir incelemeyle ortaya koymay1
amaglayan bu calismada bu iligskinin giindeme geldigi sanat fikirleri, fikir ortamlar1 ve felsefi
goriigleri kapsayan konular irdelenmistir. Boylece tarihsel siirecte birbiri ardina yiiriiyen belli bash
bilimsel gelismeler, paradigmalar, tarihsel kirilma noktalar1 ekseninde sanat diisiinceleri, miizik
perspektifleri ¢oziimlenmis, bu kapsamda 6n plana ¢ikan temalar vurgulanmistir. Metodolojik
acidan betimsel tarama modeliyle yiiriitiilmiis olan ¢calismada miizik ve metafizik iligkisinin temel
kaynaklar1 belirlenmis, konu igeriklerine dayali temel kaynaklar ve giincel ¢aligmalar ekseninde
yorumlamalar ve degerlendirmeler yapilmistir. Dolayisiyla ¢alisma felsefe, metafizik, miizik ve
sanat ekseninde konulari igermesi bakimindan nitel bir karaktere sahip olmakla birlikte bu alanlarin

epistemolojik mirasina odaklanmasina bagli olarak da betimsel bir karakteri ortaya koymaktadir.

Miizik, sanat ve metafizik iiggenindeki biitiin konularin en temeldeki kaynagi insandir. Sanat1 hangi
baglamda ele alirsak alalim insansiz diistinmek miimkiin degildir. Ciinkii sanat eseri alicisiyla
vardir (Ering, 1998: 1). Sanata dair ister felsefik ister mistik, mitolojik biitiin soyut diisiincelerimiz
insanin varlik bilincinin iretimleri olan toplumsal, tarihsel ve kiiltiirel dinamiklerle etkilesim
halindedir. Giizel sanatlarin tiimiinde oldugu gibi miizik sanatinda da yaratici esprinin, duygusal
birikimden oldugu kadar kiiltiirel hatta bilimsel birikimden de esinlenerek, tasidigi anlami adeta
goriinlirmiiscesine bigimlendirebilme ¢abasi vardir (Altar, 1996: 89). Ancak sanatin ve miizigin ilk
prensiplerine yonelik arayislara baktigimizda gerek filozoflarin gerek sanatgilarin belirli
perspektifleri dnceledigini gorebiliriz. Ornegin sanata konu olan bu yaklasimlarda bazen ilk prensip
doganin kendisi olabilirken bazen sanat etkinliginin, miizik eserinin kendisi 6zerk bir alana yerlesir
ve boylece doganin ya da doga unsurlarinin ikincil bir planda degerlendirildigini gorebiliriz. Yine
insanda meydana gelen sanatsal hazzin kaynaginin bigimsel konulara dayandirildigini ya da sanatin
somut gostergelerden metafizige dogru evrilen bir tekamdiil siirecinin pargasi oldugunu gorebiliriz.
Biitiin bu perspektiflerin en temel ortak noktasi miizik sanatinin insanin varliginin sinirlarin
kesfetmede kilit bir noktada yer almasidir. Oncelikle miizik ve metafizik iliskisinde metafizigi nasil
anlamamiz gerektigi lizerinde durmak gerekir. Bir miizik eserini sanatsal yaraticilik bilincinde ve
sanatin alimlanmasi ekseninde degerlendirmek miizik ve metafizik arasindaki baglarin en yogun
oldugu hususlara odaklanmak olacaktir. Burada gerek eseri algilayan cephede tetiklenen soyut
edimler gerekse sanatciya ve esere yiiklenen anlamlar metafiziksel boyutlar icerir. Ancak miizik
sanatinda metafizik faktorii somut gergekliklerden tamamen soyutlanmis sanat¢inin bagina buyruk

hareket ettigi bir anlayis1 degil sanat bilincinin planlt sistemli bir egitim aktarim siirecine
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dontstiigii, gerek 6zgiinliigiiyle gerekse tarihsel, sanatsal, felsefi donanimiyla birlikte anlagilmasi
gereken metafiziksel konular1 yansitmalidir. Martin Heidegger’in de bahsettigi gibi (2003: 55)
felsefenin kendisini dahi metafizigin harekete getirilmesi olarak gorebiliriz. Burada metafizigi ucu
acik, belirsizlik tagiyan biitiin soyut diisiinceleri kasteden felsefi alanlara genelleyebiliriz. Ancak
Heidegger’e gore (2003: 55) metafizik insanin dogasinda vardir. O ne bir mektep felsefesinin
payidir ne de fantastik yaratilarin kanat a¢tig1 bir alandir. O mevcudiyet igerisinde esaslt bir andir.
Bizzat mevcudiyettir. Sanatta yaraticilik konusu yoktan var etmek tiiriinden mistik ya da metafizik
bir anlayis1 degil algi yetisi lizerine bir diisleme, bir imleme yetisi katabilmek, bunun i¢inde sezgi
yetisini kullanabilmektir (Ering, 1998: 85). Bu anlayis cercevesinde metafizik sorgulamalar
fantastik ve mistik diislincelerden ziyade yaraticilik konusunu belli basli sanatsal prensipler
ekseninde anlasilmasi gereken tiirden konulari icerir. Sitk1 M. Ering’e gore (1998: 85) yaraticiligin
kaynag1 olaganiistii giicler degil gorgii, bilgi, yasantilar ve yasamdir.

Miizik sanatinin diger sanat dallarindan ayrilan yonlerini Arthur Schopenhauer (2009) Hayatin
Anlami isimli eserinde bu sanatin gorlingii diinyasindan ve taklitten uzak bir sanat olduguna ve
miizigin idealarin kopyasi degil istemenin bir kopyasi olduguna vurgu yaparak anlatir.
Schopenhauer’a gore miizik goriingii diinyasini bastan sona gérmezden gelir. O, bir yere kadar,
diinya hi¢c olmasa bile var olabilecektir. Diger giizel sanatlar golgelerden bahsederken miizik
gergek 0zii dile getirir (Pamir, 1981: 50). Miizigi varolusun anlamina vurgu yapan bir icerikle pek
cok filozofik goriiste bulmak miimkiindiir. Bu goriisler de insanin benligi, diisiinceleri, duygulari,
evrendeki diizen, ahenk ve isleyis, somut yasamin 6tesindeki hakikatler gibi konu basliklar1 altinda
ele alinabilir. Ornegin Hegel’e gore miizigin anlatimi i¢in soyut dznellik gereklidir. Burada
anlasilmasi gereken hem éznelligin hem de ben bilincinin yan yana ama kosulsuzca, dis etkenlerden
arinmis, ayrica insanin sahsi diisiince, duygu ve meselelerinden de arinmis olmasi gerekir. Boylece
miizikte anlatimin kaynagina ulasilabilecek, kendi i¢indeki armonik ve ezgisel hareketlerdeki derin
anlam1 bulunabilecektir (Pamir, 1981: 49). Baz1 sanatsal perspektifler miizikte i¢sel anlamlara
odaklanmanin 6nemine vurgu yaparken bazilar1 da digsal unsurlar ve bigimsel 6gelerden yola
cikarak sanatta hakikatin dayanaklarin1 sorgulamiglardir. Sanat yapitinin biri i¢ digeri dis olmak
lizere iki O6gesi vardir. Dis 6geyi sanat yapitinin ortaya ¢ikmasini saglayan galgilar ya da notalar
{izerinden goriir ve anlariz. I¢ 6e ile yapitin 6ziinii, anlamini ve igerigini ve diisiince bakimindan
kapsadig1 varlik ortamin1 anlamamiz gerekir (Tagkent, 2011: 569). Miizikte 6zerklik diisiincesini

benimseyenler miizigin aslinda saf sesten olustugunu varsaymakla ise baslar. 18. yiizy1lin sonlarina
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dogru giizel sanatlarin bir dali olarak algilanmaya baslayan miizik sanati1 6nceleri kendi anlamin1
dis kaynaklardan ediniyordu. Bu baglamda miizik toplumsal amaclara hizmet eden goérece diisiik
bir etkinlik olarak algilanmistir. 20. yiizyildan itibaren miizik notalarla simgesel olarak temsil
edilebilen 6zerk ses alanlar1 olarak algilanmaya baglandi. Boylece miizik dis1 olan biitiin etkenleri
yok sayarak miizikte gercekligin ve anlamin sadece buradan dogmasini saglamak gerekliligine
inanilmaya baslandi (Ridley, 2007: 19-23). Miizigin esasini dis 6ge olan ses ilkesine dayandiran
bicimci anlayis ses, ritim, melodi, armoni gibi unsurlarin miizikal giizelligi saglayan temel ilkeler
oldugunu, bu ilkelerin bir araya gelmesiyle hi¢cbir duyguyu ya da kavrami ifade etme amaci
olmadan sadece sessel olarak hareket eden bigimlerin miizigin 6zgiin giizelligini olusturdugunu
savunur (Corakli, 2016: 492). Ancak bicimci anlayisla baglantili olsun ya da olmasin anlam
atomculugunun kesinlikle yanlis oldugu diisiincesi de dikkat ¢eker. Bu durumda nasil ki bir
climleyi sozciiklere ayirmak biitiiniin anlamin1 bozacaktir miizik i¢in de ayni1 durum gecerlidir.
Diger bir taraftan miizigin dilini anlamanin miizik yapitlarinin yapi tast olan miizikal pargalarin
ilettigi anlam1 aramak oldugu goriisii de s6z konusudur. Burada ise miizikal ifadenin anlami
miizigin en kiiciik yap1 taslarinda gizli olmalidir (Ridley, 2007: 37). Miizigin anlam arayislarini i¢
ogeye dayandirabilecegimiz bazi goriislere Schopenhauer’da rastlariz. Schopenhauer ortaya
konulan hakikatlerin, aslinda felsefe ve metafizik tarafindan kavramlar yoluyla kesfedilen
hakikatlerde kendisini tekrar edecegini diisiiniir. Eger miizik, farkinda olunmadan gerceklesen
metafizik bir faaliyetse o halde miizik felsefenin bir tiiri olarak goriilebilir (Esenyel, 2020: 72).
Miizige matematiksel konularla yanyana ilerleyen metafiziksel bir sanat olarak bakan kisi
Pythagoras olmustur (Tarhan, 2020: 220). Miizigin anlamlarini i¢ 6gelerde sorgulayan pek ¢ok
goriisiin temelinde de bu anlayis yatar. Grolman’a (1993: 45-46) gore evrenin ahengi denilen miizik
hayatin ve insanlarin 6tesinde kanun hitkmiindedir. Kosmos bu kanuna gére kurulmustur ve insan
da bu ahengi iginde tasir. Miizik ve insan ruhu bu ahengin igerisinde birlesir.

Miizik sanatinda ¢okseslilik, tonalite, atonalite, politonalite, bestecinin yonelimleri, ¢algilarin tin1
ve renklerinin kullanilisi, yatay ve dikey doku gibi pek ¢ok unsur sembolik dilin yansitilmasinda,
sanatin meydana gelmesinde 6nem tasir (Altar, 1996: 114). Metafizik anlamlar gerek besteleme
teknikleriyle gerekse miizigin nitelikeriyle Ortiisen bir icerikle sanat diisiincesinin igerisinde
kendini meydana getirir. Burada bestecinin, dinleyicinin, icracinin metafizigi bilingli bir bicimde
aramasi1 gerekmez. Duygu, isteng, sezgi, ddnemin sanat yonelimleri ya da yap1 hangisi baz alinsa

alinsin sanat diisiincesi derinlesmenin verdigi etkiyle kendiliginden metafiziksel anlamlarla cesitli
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iligkiler icerisine girmeye baslar. Bestecinin nitelikleri, miizige ve hayata bakis agis1, gerek topluma
gerek kendisine olan tutumu iizerinden bu konuyu sorgularsak karsimiza besteci sayist kadar ¢ok
olan metafiziksel yonelimler ¢ikacaktir. Ornegin Beethoven’n yapitlarindaki fikirleri, yapitlarinin
coskusu yasadigi donemdeki toplumsal gercekliklerle yakindan iliskilidir. Feodal kolelikten
kurtulus, burjuva demokrasisinin 6énem kazanmasi gibi durumlarin Beethoven’in yapitlarindaki
coskuya kaynaklik ettigi disiiniilebilir. Bu durumda miizigin bireysellikten uzak oldugunu
diisiinmek elbette miimkiin degildir. Kisisel duygular miizigin i¢inde kendini bulacaktir. Cilinkii
sanatta kisisel olanla toplumsal olan arasinda bir duvar yoktur (Finkelstein, 1996: 61-62). Romantik
donem bestecisi i¢in ise farkli toplumsal ve bireysel konular1 giindeme getirebilir, donemin kabul
edilen miizik iislubundan, bestecilerin kisisel yonelimlerinden, toplumsal konulardan yola ¢ikarak
sanatin kendine dayanaklar olusturdugunu sdyleyebiliriz. Romantik dénem bestecisi i¢in duygu
bir hareket noktasi olarak kabul edilir. Popiilerlesen konser performanslarinin gosteri odakli
niteliginden kagmakta olan bir miizisyen profilinden bu donemde bahsetmek miimkiindiir. Giiciinii
geemisin armonik birikimine yaslayan ve ger¢cek duygularin pesinde olan besteci profili ise beseri
seri imalat konserlerden uzak ciddi miizik pesindeydi (Finkelstein, 1996: 71-72). Boylece miizik
yapitinin degerini belirleyen icsel Ogeler 6znellik ve duygu merkezli olmakta, sanat biitiin
gercekligiyle gerek somut gerekse soyut dayanaklarini olusturmakta, kendini bu anlamlarla insa
etmektedir. Oznellik, duygu ve doga unsurlarina vurgu tastyan miizik gerek yogun armonik
dokuyla gerekse uzun, lirik miizik climleleriyle belirgin olmakta, eserin miizikal nitelikleriyle
metafiziksel anlamlar1 somut ve soyutun 6zdeslestigi baglar olusturmaktadir.

Tonalitenin biitiin smirlarinin kesfedilmesiyle birlikte artik olanaklar1 azalan miizisyen 20.
yiizyildan itibaren tonal merkeziyet anlayigini yikmaya baslar. Boylece atonalite, politonalite gibi
sistemler gelistirilir. Ge¢misin miizik mirasina yonelis giindeme gelir ve barok donemin, klasik
donemin miizik tsluplar1 20. yiizy1l bestecisinin malzemesi olmaya baslar. Diger bir taraftan
Avrupali olmayan kiiltlirlerin miizikleri, geleneksel halk ezgileri ve miizikte ilkel kiiltiirler 6nem
kazanmaya baglar. Ancak gecmisin miiziklerine ve geleneksel toplumlarin miiziklerine olan bu
yonelis gercekte olduklar1 bi¢imde algilanmaz. Miizigin i¢inde bir tiir diisler diinyas1 olarak
tasarimlanirlar. Burada miizisyen uygarliktan diigsel bir ilkele kacan egzotik sesler arayan bir
misyona sahiptir. Miizik sanatinda Avrupa miizigine yabanci olan biitiin unsurlar major ve mindr
dizilerin ve bu dizilerin dayandigi armonik ilkelerin yerine gegmeye taliptir (Finkelstein, 1996:

101). Cagdas sanat miizigi tiirlerinin bazilari ile hafiza arasinda ¢oklu iligkiler kurmak miimkiindiir.
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Bu durum hafiza, hatirlama mekanizmalariyla baglantili bir tutum degil hafizanin bu miizigin
algilamasinda temel bir rol oynamasi anlamina gelir. Elektronik miizik gibi bazi tiirlerde miizigin
malzemeleri armonik olmayan spektrumlar, mikrotonalite, giiriiltii, somut sesler, psikoakustik
fenomenlerdir. Bu miizik yerlesik kiiltiirel kodlar1 kullanmaz ve belirgin bir repertuvari yoktur.
Miizikte yansitilan pek ¢ok ses, sekil ve bigimi igeren giindelik malzemelerdir. Bu miizigi dinlerken
kaynagmin ve mekansal konumunun 6tesine gegen icgsel algi alanimizda kendini somutlagtiran
digsal bir akustik uyarani algilariz. Revizyoner metafizik ve tanimlayic1 metafizik gibi konularla
On plana ¢ikan filozof Peter Strawson’un (Strawson, 1967) uzaysiz diinya diisiincesi, zamansal
varlig1 olan ancak uzaysal boyutu olmayan bir ses deneyimi tasavvur edebilecegimiz varsayimina
dayanir. Strawson’un uzaysiz diinyasi yani hafiza, isitsel nesnelerin dis mekansal referanslar
olmadan deneyimlenecegi alandir. Seslerin uzamsal olmayan temsillerini igerdigi bellek hem
deneyimseldir hem de deneyimin disindaki sesler i¢in barmaktir. Bu seslerin mekan baglami
olmadan ve heniiz algilanmamis olarak var olabileceklerini diisiinebiliriz. Bu durumda seslerin
zamansal olmayan boyutta da var olabilmesi s6z konusu olur. Bu boyut duyulmamis duyusal
ayrintilar1 barindiracaktir (Wanke, Santarcangelo, 2021: 8-11). Burada dikkat ¢eken en 6nemli
husus seslerin mekan baglami olmadan insan hafizasiyla ilgili olan varliginin sorgulanmasi, hatta
heniiz algilanmamis seslerin de zamansal baglamdan soyutlanmis bir varlik alaninda yer alabilmesi
diistincesidir.

Tonal merkeziyet anlayis1 ve sesler arasindaki fonksiyonel iliski doga unsurlarinda, evrensel
ilkelerde ve insanin dogasinda kendini saklar. Klasik Bati miiziginin tarihine baktigimizda 20.
yiizyila kadar gelinen siirecte tonal merkeziyet ¢ergevesinde miizik insa edilmis, gerek armonik
derinlik gerekse ezgisel, ritimsel olanaklar doruk noktaya ulasmistir. Atonalite, ton merkezinde
hareket eden miizigin gerilim ve c¢oOziiliim iligkisi ekseninde, seslerin hiyararsik iligkileri
cergevesinde ilerleyen dongiiselligine bir nevi bas kaldiridir. Burada seslerin hepsinin esit kabul
edilmesi ya da disonans araliklarin, miizikte gerilimin gegmise oranla dnem kazanmasi elbette basit
bir 6zgiirliik arayisini agan anlamlar tasir. Miizigi 12 ses diziselligi ¢ercevesinde bir sisteme oturtan
ve dinleyiciyi diken {izerinde tutan bu miizik ayn1 zamanda rahat bir kompozisyon akisina karsidir.
Tonalitenin uyum yasalarini ortadan kaldirip, sesler arasindaki dogal kabul edilen iliskilerin yok
sayilmasi devrimci bir hamle ve dinleme alisgkanliklarinin tarihsel kosullanmasinin yok sayilisi
olarak kabul edilebilir (Simson, 2020: 191). Geleneksel olarak ahenk hos kabul edilirken

uyumsuzluk sert olarak kabul edilir. Ancak sesler kendi baslarina sert olamazlar. Burada hareket
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noktasi olan tonal ve atonal baglamlar1 miizige geleneksel beklentiler i¢erisinde anlam katabilir ve
alg1 bu baglamdan etkilenebilir. Gerek atonal miizigin sanatsal ve felsefi degerlendirmesi gerekse
bilin¢li dinleyicinin yakaladigi anlamlar temel hareket noktasidir. Metafiziksel bakisla bu miizigin
anlam kaynaklar1 uyum-uyumsuzluk, gelenek-yeni, ahenk-ahenksizlik ikilemlerinden dayanagini
alir. Bu ikilemler ekseninde kabul edilebilir olan, kolay anlasilir olan, geleneksel olan biitiin
unsurlar masaya yatirilir. Miizikte sifir noktasin1 yakalamak ve bilinenin aksini deneyimlemek
insanin temel varolus deneyimleriyle 6zdeslesir ve anlamlar temel metafizik sorgulamalara evrilir.
Filozofik goriislerde ve sanata kaynaklik eden anlayiglarda miizik sanatinin derinlikli dogasiyla
baglantili olarak metafiziksel konular giindeme gelmistir. Bilimsel yaklagimlar ve donemsel
kosullar gerek metafizige gerek sanata olan bakis agilarina farkli yonler vermistir. Ayn1 zamanda
benimsenen fikri zemin iizerinden biitiin bir sanat etkinliginin meydana gelisi metafizige kap1
aralamistir. Miizik sanati anlamin1 metafizikte mi bulur? sorusuna iddiali cevaplar vermek dogru
degildir. Ancak miizigin en temel somut malzemelerinden en derinlikli anlamlara uzanan kapsamli
bir ¢ercevede sanat kendine dayanaklar bulur. Bu dayanaklarin izlerini ise ilk prensiplere uzanan
bir anlayisla stirdiiglimiizde metafizige olan tutumumuz her ne olursa olsun kendimizi metafizigin
icinde buluruz. Miizik sanatin1 degerlendiren cepheden miizigi sanat eksenine tasiyan cepheye
uzanan anlamlar sinirsiz sayida olabilir. Tarihsel siirece epistemolojik bir incelemeyle
baktigimizda belli bashi kuramlar ve yonelimlerle kars1 karsiya kaliriz. Her bir anlayista bazi
konularin 6ncelenmesi s6z konusudur. Sanatin meydana gelisinde bu 6ncelik miizigin yapisal
ozelliklerine verilebilir. Diger bir taraftan miizigin bireydeki etkisi ya da sanatin alimlanmasi
konularina 6ncelik verilebilir. Hangi unsurlar 6ncelenirse dncelensin sanat sz konusu oldugunda
somut unsurlar ve soyut dinamikler bazi kosullarda yan yana gelecek ve bu beraberlik anlam yiiklii
sanatsal bir biitliinliige evrilecektir. Sanatsal biitlinliik her bir ¢cer¢evede yeniden insa olabilir. Belirli
miizikal dinamiklerle sistematize olan ama ayni zamanda sanatin kendini meydana getirisi ilkesiyle
sonsuzluga uzanan bir ¢erceve hayal edilebilir. Miizikte sanati konustugumuz bdyle bir ¢ercevede
metafizige kap1 aralayan ¢okca faktor s6z konusu olacaktir. Giiniimiize kadar olan siiregte bilimsel,
sanatsal ve filozofik kaynaklarla ilerleyen miizik sanatinin epistemolojik insas1 bu konuyu goriiniir

kilmaktadir.
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ZENCIR USULUNDE VE BESTE FORMUNDAKI

ESERLERIN INSA RUKUNLERI
BOL, Yasin !
DUZBAS, Meri¢?

oz

Zencir usuliinii, bilesik bir usul olmasina ragmen zaman sayisi bakimindan Tiirk Miiziginin en
biiyiik usulii olarak kabul etmek miimkiindiir. Nitekim bu en biiyiik usul olma vasfi Zencir usulli
besteleri, Klasik Fasil Takimi siralamasindaki Beste formunun o6ncelikli konumu da
diisiiniildiiglinde bestekar1 ve hatta icracilari i¢in bir prestij eser konumuna getirmektedir. TRT
TSM Sozli Eserler Repertuvari, mevcut Tiirk Miizigi Nota Arsivleri ve diger sahsi nota
arsivlerinde tespit edilebilen Zencir beste sayis1 83 adettir. 61 Bestenin 17. ve 19. Yiizyillar
arasinda, 16 Bestenin 19. Yiizyilin ikinci yarisiyla 20. Yiizyilin ilk yarisinda, 6 Bestenin ise 20. ve
21. Yiizyilda bestelendigi tespit edilmistir. Bu veriler Zencir usuliinde ve Beste formunda eser
iiretim sayisinin artik durma noktasina geldigini gostermektedir. Bu durumda Tiirk Miizigi i¢in
gerekli olan, bir miktar irtibatimizin koptugu koklii miizik gelenegimiz ile tekrar irtibata gecip

iretim siirecini baglatmaktir. Yapmis oldugumuz bu ¢alisma tamamiyle tekrar liretim siirecini

L Dr. Ogretim Uyesi, Anadolu Universitesi, Tiirk Miizigi Boliimii, yasinbol@anadolu.edu.tr, https://orcid.org/0000-0002-5693-2857
2 Dr. Ogretim Uyesi, Anadolu Universitesi, Tiirk Miizigi Béliimii, mericduzbas@anadolu.edu.tr, https://orcid.org/0000-0001-6594-
2507

369


https://doi.org/10.51576/ymd.1539546
mailto:yasinbol@anadolu.edu.tr
https://orcid.org/0000-0002-5693-2857
mailto:mericduzbas@anadolu.edu.tr
https://orcid.org/0000-0001-6594-2507
https://orcid.org/0000-0001-6594-2507
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baslatabilmek adina yapilmistir. Daha 6nce Zencir bestelere yonelik bazi ¢alismalar yapilmustir.
Ancak bu calismalarin tamami kisith Orneklemlerde yapilmis g¢aligmalar oldugundan genel
hakkinda bu ¢aligmalar {izerinden bilimsel bir yargiya varmak miimkiin olamamaktadir.

Bu ¢alismada ulasilabilen tiim Zencir bestelerin yapi 6zellikleri, anlama ve yaratma siirecindeki
ilgililere form-bi¢im ve giifte-bigim olmak tizere iki ayr1 baslik ve asamada izah edilmistir. Sonug
olarak Zencir bestelerde 7 farkli form-bigim ve 6 farkli vezin kalibinda 23 farkli giifte-bigim
kullanilmis oldugu tespit edilmistir. Bestelerin bu iki baglik 6zelinde sema ve tablolar
olusturulmus, degerlendirmelerin tamami, detaylarin yaratici kabiliyeti baskilamasina izin
vermeyecek sekilde anlasilir ve son olarak tekrar iiretime gecilmesine fayda saglayacagini

diisiindiigiimiiz bir kilavuz bi¢giminde tasarlanmistir.

Anahtar Kelimeler: Zencir usulii, Beste formu, Form-bi¢im, Giifte-bigim, Tiirk miizigi.

COMPOSITION BASICS OF WORKS IN ZENCIR
USUL AND BESTE FORM

ABSTRACT

Although Zencir usul is a compound usul, it can be considered the largest usul in Turkish Music in
terms of the number of beats. As a matter of fact, This characteristic of being the largest usul makes
Zencir usul Bestes prestigious works for both composers and performers, considering the priority
position of the Beste form in the ranking of the Classical Fasil. The number of Zencir Compositions
that can be identified from musical archives is 83. It is understood from the data that the number
of compositions has gradually decreased until today and production has come to a standstill. This
work has been done in order to restart the Beste production process. Several previous studies have
been conducted on Zencir bestes. However, since all of these studies have been conducted in
limited samples, it is not possible to make a scientific judgment about the general subject through
these studies. In this study, the structural features of all Zencir Compositions that can be accessed
are explained under two separate headings: Form-composition and lyric-composition. As a result,
it was determined that 23 different lyric-composition were used in 7 different form-composition

and 6 different meter patterns in Zencir bestes. Schemes and tables of the compositions have been
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created under these two headings, and the evaluations have been designed in the form of an

understandable guide that does not allow the details to overwhelm the creative talent.

Keywords: Zencir usul, Beste form, Form-composition, Lyric-composition, Turkish music.

GIRIS

Liigatte (43w) sif. (Fars. besten “baglamak’tan beste) baglanmis, bagli; bir makam ve usul i¢inde
diizenlenmis nagmeler biitiinii; boylece meydana getirilen misiki eseri anlamlarina gelen Beste,
Tirk musikisi icrd siralamasinda kar formundan sonra gelen, giifteli, terenniimlerle
zenginlestirilmis klasik formlardan biridir (Ayverdi, 2016: 138). Daha dnceleri murabba olarak
adlandirilan bestenin bir form bi¢imi olarak adlandirilmasi 19. Yiizyilin ikinci yarisindan itibaren
baslamistir (Uz, 1964: 45).

Giifteleri cogunlukla divan edebiyatinin gazel tarzi manziimelerinden se¢ilen iki beyitten meydana
gelir. 1, 2, 4. misralara “zemin”, 3. misraya “Meyan” adi verilmektedir. Her misranin sonunda
terenniim denilen bir boliim yer almaktadir. Bestelerde misra ve akabinde terenniimden ibaret her
bir boliime “hane” ad1 verilir ve cogunlukla dort hane bulunmaktadir. Besteler ekseriyetle biiyiik
usuller kullanilarak bestelenmislerdir (Yavasca, 1992: 543). Her misra sonunda terenniimlerin
bulunmasi, ekseri biiyiik usullerle bestelenmis olmasi ve agir bir dinamizme sahip olmasi,
bestelerin teknik ozelliklerinin basinda gelmektedir (Ozalp, 1992: 15). Usulleri kismen agir
olanlara “birinci beste”, daha yiiriik olanlara ise “ikinci beste” denilmektedir. Besteler yapilar
bakimindan da “murabba beste” ve “nakis beste” olarak iki sinifa ayrilmaktadirlar. Her misranin
sonunda terenniim bulunursa buna “murabba beste” denir. Sadece murabba kelimesi de
kullanilmaktadir. Iki misradan sonra terenniim geliyorsa buna da “nakis beste” denir (Yavasca,
1992: 543). Sayilar1 az da olsa terenniimsiiz veya meyan terenniimii farkli besteler de
bulunmaktadir. Bu baglamda murabba besteler terenniimlii ve terenniimsiiz olarak {izere ikiye
ayirmak miimkiindiir. (Yavasca, 2002: 474). Bestelerin terenniimsiiz olanlar1 yalnizca giiftenin bir
kisminin tekrari ile veya “hey canim” gibi terenniim sayilabilecek giiftelerle bitirilmistir. Hane
bakimindan giiftenin tekrar edilen kisimlarina terenniim gozii ile de bakilabilir (Karadeniz, 1983:
172).

Tiirk masikisinde Kar formundan sonra en sanatli formlarindan olan Beste’ler yiiksek bir tislip

tagirlar ve ekseriya biiyiikk usullerle Olgiiliirler (Karadeniz, 1983: 172). Murabba Besteler,
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pesrevlerin de bestelendigi Zencir, Darb-1 Fetih, Sakil, Berefsan, Muhammes, Hafif, Cenber, Fahte,
Devr-i Kebir, Nim Sakil, Nim Devir gibi biiyiik usullerle bestelenir. (Ozalp, 1992: 15). Bestelerin
kendi aralarinda siralanmasi, yani birinci beste ve ikinci beste olarak konumlanmasi ise
olgtildiikleri usullerin biiyiikliiklerine gore diizenlenmektedir (Tanrikorur, 2005: 49-50).

Bu baglamda en biiyiik zamanli usul Zencir usulii oldugundan, Zencir usulli besteler klasik fasil
siralamasinda her zaman birinci beste olarak konumlanmaktadirlar.

Tiirk musikisinin glinlimiiz nazari anlayisiyla uyumlu sayilabilecek en eski kaynaklarindan olan
Kitabu ‘Ilmi’l- Misiki ‘ala vechi’l-Hurtfat adli eserinde Prens Dimitrius Kantemir Zencir usuliinii,
“Usil-i Zencir bes ustlden hasil olur, yani diiyekten, fahteden, ¢enberden, devr-i kebirden ve
berefsandan” seklinde tanimlamis, ustl dairesini de ¢izerek darblarini asagidaki sekilde

gostermistir (Tura, 2000: 85).
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Resim 1. Kantemiroglu 'nun Zencir Ddiresi (Tura, 2000: 85).
Benzeri bir tarifi Dr. Suphi Ezgi, Nazarl ve Ameli Tiirk Masikisi adli kitabinda sdyle vermistir:
“Zincir ushli iki nevi’dir; birinci nevi ilk mertebesi olan altmis zamanlhdir; ii¢ yiiz sene evvel
kullanilmistir; ikinci nevi onun ikinci mertebesi olan ylizyirmi zamanh bir diiziimdiir; bu 6l¢i
sirasila bir Cifte Diiyek, bir Fahte, bir Cenber, bir Devr-i Kebir ve bir Berefsan’dan miirekkeptir;
bu 6l¢li donanimda 120/4 liikle yazilir; miirekkeb oldugu ustller birer hatla ayrilmak ve her birinin

de yine miitesekkil oldugu ufak 6l¢iileri, noktalr hatlarla ayirmak faidelidir” (Ezgi, 1935: 155).
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Nota 1. Ezgi nin Zencir Semasi (Ezgi, 1935: 155).
Hursit Ungay ise bes usuliin birlesmesinden meydana geldigini syledigi Zencir usulinii soyle
sOyle tarif etmektedir:

“Bunlar Cifte Diiyek - Fahte - Cember - Devr-i Kebir - Berafsan’dir. Bu usiliin son halkasini teskil
eden Berafsan ustliinii almazsak sira ile, (Cifte Diiyek - Fahte - Cember - Devr-i Kebir) usiliinii
alirsak bu dort ustlden meydana gelen kaliba Eksik Zincir veya Murabba Zincir denir. Zincir
ustliinii meydana getiren bes uslliin yar1 degerindeki ustllerin birlesmesine de Nim Zincir
denmistir (Diiyek - Lenk Fahte — Nim Cember - Devr-i Revan - Nim Berafsan). Bunlarin da zaman
adedi toplami altmis zaman1 vermektedir” (Ungay, 1981: 234).

Ismail Hakk1 Ozkan ise zencir ustliiniin semasini asagidaki sekilde gostermistir.
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Nota 2. Ozkan in Zencir Semasi (Ozkan, 2013: 225).

Zencir usulii beste, kar, tevsih ve bazi ilahilerde kullanilmakla beraber pesrev formunda daha az
tercih edilmistir (Ozkan, 2013: 226).

Yapilan literatiir taramasi neticesinde Tiirk musikisi repertuvarinda, notasina ulagilabilinen 83 adet
Zencir usuliinde ve Beste formunda eser bulunmaktadir. Ilgili repertuvar incelendiginde Zencir
bestelerin sadece Murabba olarak bestelendigi, Nakis olarak bestelenmedigi goriilmiistiir. Her bir

Zencir bestede -Berefsan boliimiiniin eksik oldugu {i¢ beste 6rnegi hari¢ olmak tizere- 1. misranin
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ardina bir terenniim, bu terenniimiin ardinda ise ya 1. misranin ikinci yarisi ya da 2. terenniimiin
yer aldig1 tespit edilmistir. Bu diizen, toplamda her satir i¢in 4 defa tekrar edilmektedir.

Bu bakimdan, ihtiva ettigi usuller arasi gecislerdeki hassas dengeyi saglayabilmek, giifte
unsurunun da eklenmesiyle iyiden iyiye zorlasan uzun soluklu kompozisyonlar kurabilmek
acisindan Zencir’in kullaniminin oldukga mesakkatli bir usul oldugu repertuvardaki az sayida
eserden de anlasilmaktadir. Giiniimiiz eser lretimine bakildiginda da zencir usullii bestelerin
iiretimi neredeyse durma noktasina gelmistir. Calismamizda yeni bir yontem olan form-bigim ve
giifte-bi¢im analizi yontemi ile zencir usullii bestelerin insa riikiinlerinin daha kolay ve anlasilir
hale getirilmesi amaglanmigtir. Bu baglamda c¢aligma hem fiiretime katki saglamak hem de Zencir
usullii bestelerin insa riikiinlerinin genel ve 6zel hatlartyla tespit edilerek ortaya koyulmasi

bakimindan dnem arz etmektedir.

Problem Durumu ve Ciimlesi

Daha once arastirmacilar tarafindan Zencir usuliinde ve beste formundaki eserlere yonelik bazi
calismalar yapilmistir. Bu arastirmalarin iki tanesi usul-aruz-vezin incelemesi digeri ise Uslup-
Makam-Bi¢im konu basliklar1 6zelinde ve kisithi 6rneklem gergevesinde tasarlanmis ¢alismalardir.
Kisith 6rneklemde yapilan bu caligmalar iizerinden bilimsel genel bir yargiya varmak miimkiin
olmadigindan konu hakkinda geneli tanimlayici ve daha bilimsel yargilara varabilmek i¢in farkl
bir yontem ile konunun tekrar ele alinmasi ve s6z konusu durumun bilimsel olarak tespit edilmesi
gerekliligi dogmustur. Bu baglamda ¢alismanin problem climlesi “Zencir usuliinde ve Beste
formundaki eserlerin insa riikkiinlerinin, yeni bir yontem olan form-big¢im ve giifte-bicim analizi

yontemi ile daha kolay ve anlasilir hale gelmesi miimkiin miidiir?”” olarak belirlenmistir.

Alt Problemler

v’ Zencir usuliinde ve Beste formundaki mevcut eserler form-bigim baglaminda nasil inga
edilmigtir?

v’ Zencir usuliinde ve Beste formundaki mevcut eserler giifte-bigim baglaminda nasil insa

edilmistir?
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Hipotez
Zencir usuliinde ve Beste formundaki eserlerin insa riikiinlerinin, yeni bir yontem olan form-bigim

ve giifte-bi¢im analizi yontemi ile daha kolay ve anlasilir hale gelmesi miimkiindiir.

Metodoloji

Tiirkiye Radyo Televizyon Kurumu Tiirk Sanat Miizigi Sozlii Eserler Repertuvari, dijital
platformlardaki mevcut Tiirk Miizigi Nota Arsivleri ve Zeki Atkosar nota arsivinde yer alan Zencir
usuliinde ve Beste formunda 83 adet eser tespit edilmistir. Eserlerden elde veriler sirasiyla bestekar,
giiftekar, makam, ylizyil, vezin ve kendi gelistirdigimiz form-bi¢im ve giifte-bigim analizi
yontemleri ile ¢esitli bagliklar altinda analiz edilmistir. Veri toplama yontemi olarak kaynak tarama

yontemi kullanilmigtir.

Varsayimlar
Bu aragtirmada, kaynaklardan elde edilen verilerin yeterli ve giivenilir oldugu, kullanilan
yonteminin arastirma konusuna, amacina ve problemin ¢dziimiine uygun oldugu varsayimlarindan

hareket edilmistir.

Evren Orneklem
Calismanin evreni Tirk miizigi formlarindan biri olan Beste formundaki eserlerdir. Calismanin

orneklemi ise nota arsivlerinden tespit edilebilinen 83 adet Zencir usuliinde ve Beste formundaki

eserden olusmaktadir. Incelemeye tabi tutulan érneklem listesi asagida verilmistir.

Makam Giifte Bestekar

Sehnéz Acildi lale izarin cigerde dag-1 dertin Ismail Dede Efendi (Hammami-zade)
Bestenigar Erisdi mevsim-i giil seyr-i giilsitdn edelim Ismail Dede Efendi (Hammami-zade)
Ferahnak Figan eder yine biilbiil bahar 1 gérmiistiir Ismail Dede Efendi (Hammami-zade)
Hiizzam Goren fiitdde olur hiisn-i bi-bahanesine Ismail Dede Efendi (Hammami-zade)

Acem-Asiran

Mesam-1 hatira bly-i giil-i safa bulagdr

Ismail Dede Efendi (Hammami-zade)

Sultani-Yegah

Misalini ne zemin-ii zamén gérmiisdiir

Ismail Dede Efendi (Hammami-zade)

Nev'eser Nasil eda bilir ol dil ber-i feday1 goriin Ismail Dede Efendi (Hammami-zade)
Hicaz O mahitabi acep gdsterir mi bana felek Ismail Dede Efendi (Hammami-zade)
Sabé-Biselik O nahl-i bag 1 letafet aman aman geliyor Ismail Dede Efendi (Hammami-zade)
Maye Olmamak ziilfilin esiri dilriibd miimkiin degil Ismail Dede Efendi (Hammami-zade)
Neva Piyaleler ki o ruhsar-1 le ter getirir Ismail Dede Efendi (Hammami-zade)

Maihur-Biselik

Avyi ne edem ol seh-i hiibana hediyye

Ismail Efendi (Dellal-zade)

Muhayyer-Biselik

Cekme zahm-1 dil i¢in merheme zahmet cana

Ismail Efendi (Dellal-zade)

Yegih Goniil ki ask ile piir sinede hazine bulur Ismail Efendi (Dellal-zade)
Acem-Agsiran Hayatin ciimleye sir-i siirr-i sevket efzadir Ismail Efendi (Dellal-zade)
Revnakniima O dil ki ne gam ii endihu ne melal tutar Ismail Efendi (Dellal-zade)
Karcigar Yikildr ask ile abad gordiigiin génlim Ismail Efendi (Dellal-zade)
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Tahir-Buselik Agcild1 bagee-i reng {i blida bar-1 bahar Faik Bey (Hac)
Tarz-1 Cedid Cemende siinbiilii ziilf-i nigare benzettim Faik Bey (Haci)
Kiicek Gel ey saba yine ol giilizdrdan ne haber Faik Bey (Hac)
Gerdaniye Gelince va'd-i visdle bahaneler sdyler Faik Bey (Hac1)
Muhayyer-Siinbiile Sana bu can i dili verdim ey seh-i vala Faik Bey (Hac)
Nihavend Visal-i yare goniil sarf-1 himmet ister imis Faik Bey (Hac)
Hiiseyni-Asiran Azimetin nereden bdyle bi-nikab senin Sadullah Aga (Hac1)
Hicaz Cam-1 agkinla heman stride ser bir ben miyim Sadullah Aga (Haci)
Sedd-i Araban Ne dem ki sinesi ol giil-rithun kiisade olur Sadullah Aga (Hac1)
Saba-Zemzeme Nedir bu gonce-dehen sende ey giil-1 ahmer Sadullah Aga (Hac1)
Ussak Ne dem ki hiisniine ol mehvesin nazar ederiz Ebubekir Aga
Niihiift O siih olursa bana mihribdn muradimca Ebubekir Aga
Hiiseyni Senin'ciin hab-1 rahat ¢esm-i giryAnimla diismendir Ebubekir Aga

Evc Ziya-y1 mihri edib nesve-i serdb sana Ebubekir Aga

Muhayyer-Zengiile

Kemal-i hiisn veribdiir sarib-1 nib sana

Ali Efendi (Tanburi)

Muhayyer-Siinbiile

Tutustu gam oduna sad goérdiigiin gonlim

Ali Efendi (Tanburi)

Stz-i dil

Yikildi darb-1 sitemden harab olan gonliim

Ali Efendi (Tanburi)

Sipihr Yine bu gece ¢ikardim sipihre ndlemi ben Ali Efendi (Tanburi)

Rast Cuylar ile kiihsar da ¢aglardi kithken Zekai Dede

Stz-nak Goziime kiilhan olur sahn-1 giilsitan sensiz Zekai Dede

Hicazkar O nev-nihal ki serv-i revan olur giderek Zekai Dede

Dilkeshaveran SiikOfe zar-1 i’zarin giiliin naziresidir Zekai Dede

Evc-Hizi Ey beni agkinla sergerdan-1 hayran eyleyen Ismail Hakk1 Bey (Muallim)
Dil-efriiz Geldi yine mevsim-i giil biilbiil aglar iniler Ismail Hakk1 Bey (Muallim)
Hazi Hayret-ender-hayreti gel bizde gor ey dil-siken Ismail Hakk1 Bey (Muallim)
Gerdaniye N'ola ay1lmazsa yarin dide-i mestanesi Ismail Hakki Bey (Muallim)
Sultani-Segah Bize bir meclis olsa sdkiyd mahfi kedersizce Edhem Efendi (Santuri)
Cihar-Agézin Meclisde bu keyfiyyeti her dem mi sanirsin Edhem Efendi (Santuri)
Nihavend Nev-bahar oldu gelin azm-i giilistin edelim Edhem Efendi (Santuri)
Giilizar Beste-i, zencir-i, ziilfiindiir, géniil, ey dilriiba Isak (Tanburi)
Tahir-Buselik Giil ruhun sevkiyle ¢esmim ol kadar zar oldu ah Isak (Tanburi)

Isfahan Gel ey nesim-i saba hatt-1 yardan ne haber Itri (Buhuri-zade Mustafa)
Rahat'iil-ervah Unutturur gami ol kdmurani sdyletsek Itri (Buhuri-zade Mustafa)
Segah Boyle ruhsat dih iken gamze-i fettdnesine Mehmed Aga (Kiigiik)
Dilkeshaveran Siikife zar-1i’zarin giiliin naziresidir Mehmed Aga (Kiigiik)
Muhayyer Goniil diigiip ham-1 gisti-yi yéare kalmistir Yahya Nazim Celebi
Biselik Goniil o turra-i miiskin kemende diismiisdiir Yahya Nazim Celebi
Bayéti-Araban Dilé nihal-i emel sanma rayegan acilir Hamparsum

Bestenigar Diin gece bir &h ile ¢erhi siyeh-fam eyledim Hamparsum

Hiiseyni-Zemzeme

Baharistan-1 hiisniin eylemisler asikan ezber

Ali Riza Efendi (Neyzen, Seyh)

Sultani-Hiizzam

Hursid-i felek niir-i ¢erdg-1 emelimdir

Ali Riza Efendi (Neyzen, Seyh)

Sultani-Irak Bu hiisn-ii behget ile sana naz lazimdir Abdiilhalim Aga
Sevkutarab Turra turra sanma ruhsarinda kakiil devsirir Abdiilkaadir Tore
Dilkeside Cemal-i dilkesini afitdba benzetdim Ahmed Avni Konuk
Evcara Susmasin giilsen-i can biilbiilii feryad etsin Aldeddin Yavagca
Rahat'iil-ervah Her ne dem alsa ele cAm-1 safay1 saki Ali Riza Sengel

Kiirdi'li Hicazkér Ne kadar yareledi gamzelerin bak bedenim Arif Bey (Kanuni, Haci)
Hiiseyni Giilzéra salin mevsimidir gest-i giizarin Arif Sami Toker

Evcara Ey siih aceb ki derd-i nihdn bilir misin Bekir Sidki Sezgin
Ussak Bahar geldi dahi seyr-i giilsen eylemedik Hafiz Post

Nigdburek Kiisade sinesi bilmem ki bir sehés1 m1 var Hasan Aga (Enfi)
Dilkeshaveran Gamzen ne dem ki tig ¢ekip hlin-fesan olur Hasan Fehmi Mutel
Biselik Ne var bu mertebe ey siith bi-amén olacak Ismail Aga (Kara)
Hicazkar Alem icre bir keman-ebriiyu buldum kendime Kirkor Cigercioglu
Hisar Gubaér-1 hak-i payin ¢esmime kuhl-i cevahirdir Mehmed Aga (Ciroz)
Bayati Bu riitbe derd-i firdkin edip esir beni Mehmed Bey (Eyyubi)
Hicaz Ne néz-1 dilber ile ndil-i meram oluruz Mustafa Nezihi Albayrak
Ussak Goniil ki hande yiiziinden yasar hayata giiler Nuri Seyda Bey
Serefniima Senin ¢iin hab-1 rdhat cesm-i girydnimla diismendir Subhi Ezgi
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Sevkutarab Siinbiil-i giil-pGsunun yadiyle feryad eyledim Sultan I11. Selim (Selim Dede)
Nikriz Giil-1 rihd gibi seyr-i safi-y1 bag olmaz Semoil (Haham)

Evc Zavalli gonliime sordum nedir tasan diyerek Sentiirk Deveci

Saz-kar Hemise dilde siihan, elde saz karimdir Tab'i Mustafa Efendi

Bayati Goniilde dag-1 gam-1 agkini nihdn buldum Tahir Efendi (Halife-zade)
Karcigar O mahitab1 acep gosterir mi bana felek Tatyos

Nikriz Gelince ¢esmine cini, serdb-1 nab senin Yusuf Celebi

Tablo 1. Orneklem Listesi.

Tammlar

v’ Tefile: Aruzda bir vezni meydana getiren clizlere verilen addir. Tef’ileler; sebeb, veted ve fisila
adi1 verilen hece ve lafizlarin karisimindan meydana gelirler. Bir veznin 1. misrasinin ilk tef’ilesine
sadr, son tef’ilesine ariiz; ikinci misranin ilk tef’ilesine ibtida, son tef’ilesine darb veya aciiz; her
iki misranin ortalarindaki tef’ilelere hagv ismi verilmektedir (Safak, 2003: 51). 3

v Form-Bi¢im: Incelenen eserin misra ve terenniim kisimlarinmn usul ve ezgi yapisi baglaminda
degerlendirilmesini ve ilgili eser hakkinda misra, terenniim, usul ve ezgi temelli taslak bi¢im
semasinin tespit edilmesini ifade etmektedir.

v" Giifte-Bicim: Incelenen eserin giifte vezninin belirlenerek, vezin tef’ilelerinin numaralandiril-
mast1 suretiyle ilgili tef’ilelerin ya da tef’ile hecelerinin, usul devir ve usul bilesenlerine nasil pay
edildiginin tespit edilmesini ifade etmektedir.

v Yeknesak Vezin: Bir tef’ilenin aynen tekrarindan olusan vezinlerdir (Safak, 2003: 59).

v’ Diiz Vezin: Aruzda ayni tef’ilenin tekrarindan meydana gelen yeknesak vezinlerin, sonlarindan
birer hece eksiltilmis sekilleridir (Safak, 2003: 19).

v Kanisik Vezin: Farkli tef’ilelerin karigik bir sekilde siralanmasiyla meydana gelen aruz
vezinlerine verilen addir (Safak, 2003: 34-35).

v" Form-bi¢im semalarinda yer alan ve biiyiik harfle yazilmis A, B, C, D, E ve F harfleri, yazildig1
kisimdaki ezgi yapisim1 ve ezgilerin ilgili eserin farkli boliimlerindeki degisim ve tekrarlarim
belirtmek i¢in kullanilmistir.

v Form-bi¢im gsemalarinda yer alan “+” isareti 1 usul devrinin bittigini ve yenisinin basladigini
ifade etmektedir. Beste formunda Zencir usulii kullanilirken daima Cifte Diiyek, Fahte ve Cenber
usulleri ile giiftenin bir misrasi bestelendigi i¢in ilk ti¢ usul tek bir usul olarak degerlendirilmis ve

“+” igareti (Sadece Zencir usuliine 6zel olmak tizere) Cenber usuliinden sonra koyulmustur.

3 Giifte-Bigim Bulgular bdliimiinde karigikliga meydan vermemek igin bu isimlendirmeler kullanilmamus, tef’ileler sadece 1., 2.,
3. ve 4. tef’ile olarak isimlendirilmistir.
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Form-bi¢im semalarinda yer alan 1.m, 2.m, 3.m, 4.m kisaltmalar1 misra numaralarini, m/2 ilgili

misranin ikinci yarisini (3. ve 4. tef’ilelerini), “t” harfi ise terenniimii ifade etmektedir.

BULGU VE YORUMLAR

Form-Bi¢cim Bulgulari

Orneklem dahilindeki 83 adet Zencir bestenin form-bicim yapilar1 incelendiginde bestekarlarin
kullanmis olduklari insa riikiinleri asagida belirtilmistir.

Berefsan Boliimii Misra/2 Tekrarh Olan Form-Bicim Yapilari

1) Terenniim * ve Misra Tekrarlar1 Aym Ezgiyle

Alm+Bt+C1lm/2

A2m+Bt+C2m/2

D3.m+Bt+C3.m/2 (Meyan)

Adm+Bt+C4m/2

2) Meyanin Terenniimii Farkh Ezgiyle

Alm+Bt+C1lm/2

A2m+Bt+C2m/2

D3m+Et+C3.m/2 (Meyan)

Adm+Bt+C4m/2

3) Meyanin Terenniimii ve Misra Tekrar1 Farkh Ezgiyle

Alm+Bt+C1lm/2

A2m+Bt+C2m/2

D3m+Et+F3.m/2 (Meyan)

Adm+Bt+C4.m/2

Bu ii¢ form-bi¢cim yapisinda 1., 2. ve 4. misralar ayni ezgi yapisiyla (A), 3. misra farkli ezgi
yapisiyla (D) Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak bestelenmistir.

1)’de Devr-i Kebir usuliinde bestelenen terenniim (B t) ve Berefsan usuliinde bestelenen ilgili
misranin ikinci yarisi (C m/2) her misranin ardindan ayni ezgi yapisiyla tekrar edilmistir.

2)’de sadece 3. misranin (Meyan) ardina gelen Devr-i Kebir terenniim (E t) farkli ezgi yapisiyla

bestelenmistir.

4 Incelenen eserlerin 32 adedinde sadece Lafzi terenniimler, 51 adedinde ise lafzi ve ikai terenniimler beraber kullanilmustir.
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3)’de ise 3. misranin (Meyan) ardina gelen Devr-i Kebir terenniim (E t) ve Berefsan usuliinde
bestelenen ilgili misranin ikinci yarist (F m/2) farkli ezgi yapisiyla bestelenmistir.

Devr-i Kebir ve Berefsan Boliimleri Terenniimlii Olan Form-Bicim Yapilari

4) Terenniim Kisimlar1 Ayni1 Ezgiyle

Alm+Bt+Ct®

A2m+Bt+Ct

D3.m+Bt+Ct(Meyan)

Adm+Bt+Ct

5) Meyann i1k Terenniimii Farkh Ezgiyle

Alm+Bt+Ct

A2m+Bt+Ct

D3m+Et+Ct(Meyan)

Adm+Bt+Ct

6) Meyanin Tiim Terenniimleri Farkh Ezgiyle

Alm+Bt+Ct®

A2m+Bt+Ct

D3m+Et+Ft(Meyan)

Adm+Bt+Ct

Bu ii¢ form-bi¢im yapisinda 1., 2. ve 4. misralar ayni ezgi yapisiyla (A), 3. misra farkli ezgi
yapisiyla (C) Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak bestelenmistir.

4)’de Devr-i Kebir (B t) ve Berefsan usuliinde (C t) bestelenen iki farkli terenniim boliimii her
misranin ardindan ayni1 ezgi yapistyla tekrar edilmistir.

5)’de sadece 3. misranin (Meyan) ardina gelen Devr-i Kebir terenniim (E t) farkli ezgi yapisiyla
bestelenmistir.

6)’da ise 3. misranin (Meyan) ardina gelen Devr-i Kebir terenniim (E t) ve Berefsan terenniim (F
t) farkli ezgi yapisiyla bestelenmistir.

Berefsan Béliimii Eksik Olan Form-Bi¢im Yapisi ’

7) Tek Terenniim Boliimlii

51 Beste’de Berefgan yerine farkli bir ezgi yapistyla ikinci bir Devr-i Kebir kullamlmgtir.
6 1 Beste’de Berefsan yerine farkl bir ezgi yapistyla ikinci bir Devr-i Kebir kullanilmistir.
" Bu tiirden Zencir Usdlii 88 zamanli Eksik Zencir olarak adlandiriimaktadir.
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Alm+Bt?

A2m+Bt

C3.m+ Bt (Meyan)

A4dm+Bt

Bu form-bi¢im yapisinda 1., 2. ve 4. misra ayn1 ezgi yapistyla (A), 3. misra farkli ezgi yapisiyla
(C) Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak bestelenmistir. Devr-i Kebir usuliinde
bestelenen terenniim boliimii ise (B) her misranin ardindan ayn1 ezgi yapisiyla tekrar edilmistir. Bu
bigimde Berefsan usuli eksiktir.

Form-bi¢im bulgularina yonelik yukarida belirtilen 7 temel yapmin detaylart Tablo 2. Form-
Bicim Genel Tablosu’nda gosterilmistir. Tablo 2’nin daha anlasilabilir olmasi i¢in bir adet form-
bi¢im 6rnegi asagida izah edilmistir.

Ornek:

1. Satir: A 1.m (CD.FAH,CEN) + B t (DK) + C 1.m/2 (BER)

Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak A ezgisiyle 1. misranin tamami, B ezgisi ile
Devr-i Kebir usuliinde bir terenniim bolimii ve ardindan C ezgisiyle ve Berefsan usuliinde 1.
musrann ikinci yarist, °

2.Satir: A 2.m (CD.FAH,CEN) + B t (DK) + C 2.m/2 (BER)

Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak A ezgisiyle 2. misranin tamami, B ezgisi ile
Devr-i Kebir usuliinde bir terenniim bolimii ve ardindan C ezgisiyle ve Berefsan usuliinde 2.
misranin ikinci yarisi,

3.Satir: D 3.m (CD.FAH,CEN) + E t (DK) + F 3.m/2 (BER) Meyan

Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak D ezgisiyle 3. misranin tamami, E ezgisi ile
Devr-i Kebir usuliinde bir terenniim boliimii ve ardindan F ezgisiyle ve Berefsan usuliinde 3.
misranin ikinci yarisi,

4. Satir: A 4.m (CD.FAH,CEN) + B t (DK) + C 4.m/2 (BER)

Cifte Diiyek, Fahte ve Cenber usulleri kullanilarak A ezgisiyle 4. misranin tamami, B ezgisi ile
Devr-i Kebir usuliinde bir terenniim boliimii ve ardindan C ezgisiyle ve Berefsan usuliinde 4.

misranin ikinci yarisi.

8 Bu bicim 1 adet Murabba Beste’de kullanilmistir.

9 Oncelikle belirtmek gerekmektedir ki Zencir Usilii ile bestelenmis tiim bestelerin Devr-i Kebir béliimleri terenniim olarak
bestelenmistir. Giifte-Bicim Bulgular bolimiinde; giifte veznine gore her bir tef’ilenin, Cifte Diiyek, Fahte, Cenber ve eger
terenniim olarak bestelenmedi ise Berefsan usillerine nasil dagilim gosterdigi tef’ile numaralarina gore tafsilatiyla agiklanmistir.
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. . . . GRUPLANDIRILMIS
ZENCIR USULLU BESTE BiCIMLERI f TEMEL BICIMLER f %
A 1.m (CD.FAH,CEN) + B t (DK) + C 1.m/2 (BER) Alm+Bt+C1mp2
A 2.m (CD.FAH,CEN) + B t (DK) + C 2.m/2 (BER) g5 A2m+Bt+C2m2 3 42.20%
D 3.m (CD.FAH,CEN) + B t (DK) + C 3.m/2 (BER) Meyan D 3.m+B t+C 3.m/2 (Meyan) ’
A 4.m (CD.FAH,CEN) + B t (DK) + C 4.m/2 (BER) A4m+Bt+C4m?2
A 1.m (CD.FAH,CEN) + B t (DK) + C 1.m/2 (BER) Alm+Bt+C1lm?2
A 2.m (CD.FAH,CEN) + B t (DK) + C 2.m/2 (BER) 19 A2m+Bt+C2m2 19 22 90%
D 3.m (CD.FAH,CEN) + E t (DK) + F 3.m/2 (BER) Meyén D3.m+Et+F 3.m/2 (Meyén) ’
A 4.m (CD.FAH,CEN) + B t (DK) + C 4.m/2 (BER) A4.m+Bt+C4m/2
A 1.m (CD.FAH,CEN) + B t (DK) + C 1.m/2 (BER) Alm+Bt+C1lm/?2
A 2.m (CD.FAH,CEN) + B t (DK) + C 2.m/2 (BER) ;7 A2m+Bt+C2mp2 17 20.50%
D 3.m (CD.FAH,CEN) + E t (DK) + C 3.m/2 (BER) Meyan D3.m+Et+C 3.m/2 (Meyén) ’
A 4.m (CD.FAH,CEN) + B t (DK) + C 4.m/2 (BER) A4m+Bt+C4m2
A 1.m (CD.FAH,CEN) + B t (DK) + C t (BER)
A 2.m (CD.FAH,CEN) + B t (DK) + C t (BER) .
D 3.m (CD.FAH,CEN) + B t (DK) + C t (BER) Meyan Alm+Bt+Ct
A 4.m (CD.FAH,CEN) + B t (DK) + C t (BER) A2m+Bt+Ct 6 7 20%
A 1.m (CD.FAH,CEN) + B t (DK) + C t (DK) D3.m+Bt+Ct(Meyan) :
A 2.m (CD.FAH,CEN) + B t (DK) + C t (DK) 1 Adm+Bt+Ct
D 3.m (CD.FAH,CEN) + B t (DK) + C t (DK) Meyan
A 4.m (CD.FAH,CEN) + B t (DK) + C t (DK)
A 1.m (CD.FAH,CEN) + B t (DK) + C t (BER)
A 2.m (CD.FAH,CEN) + B t (DK) + C t (BER) 3
D 3.m (CD.FAH,CEN) + E t (DK) + F t (BER) Meyan Alm+Bt+Ct
A 4.m (CD.FAH,CEN) + B t (DK) + C t (BER) A2m+Bt+Ct A 4.80%
A 1.m (CD.FAH,CEN) + B t (DK) + C t (DK) D3.m+Et+F t (Meyan) :
A 2.m (CD.FAH,CEN) + B t (DK) + C t (DK) 1 Adm+Bt+Ct
D 3.m (CD.FAH,CEN) + E t (DK) + F t (DK) Meyan
A 4.m (CD.FAH,CEN) + B t (DK) + C t (DK)
A 1.m (CD.FAH,CEN) + B t (DK) + C t (BER) Alm+Bt+Ct
A 2.m (CD.FAH,CEN) + B t (DK) + C t (BER) 1 A2m+Bt+Ct 1 120%
D 3.m (CD.FAH,CEN) + E t (DK) + C t (BER) Meyan D3.m+Et+C t(Meyan) :
A 4.m (CD.FAH,CEN) + B t (DK) + C t (BER) A4m+Bt+Ct
A 1.m (CD.FAH,CEN) + B t (DK) Alm+Bt
A 2.m (CD.FAH,CEN) + B t (DK) 1 A2m+Bt L 120%
C 3.m (CD.FAH,CEN) + B t (DK) Meyan C 3.m+ B t (Meyan) ’
A 4.m (CD.FAH,CEN) + B t (DK) A4m+Bt
TOPLAM 83 100,00%

Tablo 2. Form-Bi¢im Genel Tablosu.

Giifte-Bicim Bulgularn

Mefiiliin / Feilatiin / Mefiiliin / Feiliin ya da Fa‘liin Karisik Vezninin Kullamldig1 Zencir

Usuliindeki Beste Bicimleri *°

Birinci Giifte-Bi¢cim:

Cifte Diivek: (T) ! + 1. misranin 1. tef’ilesi (mefailiin)

Fahte: 1. misranin 2. tef’ilesi (feilatiin)

10 Tiim tablolarda sadece 1. musra tef’ilelerinin dagilimi verilmistir. Eserlerin 2., 3. (Meyan) ve 4. misralar1 da tablolarda belirtilen
dagilim ile aynidir. Tablolarin sol tarafinda ise ilgili vezin-tef’ile-ustl dagiliminin frekansi belirtilmistir.

1 Parantez iginde biiyiik harfle (T), bir ya da iki defa kullanilmis ve bir terenniim boliimii olusturmayan tek heceli lafzi terenniimii
belirtmek icin kullanilmistir. Incelenen eserlerin biiyiik ¢ogunlugunda bu tek heceli lafzi terenniim bulunmaktadir (yar, ah vb.)
Bi¢im agiklamalarini karmagiklastirmamak adina, degerlendirmelerde bu tek heceli terenniim lafizlar1 belirtilmemis bu konuya
sadece sonuglar boliimiinde deginilmistir.
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Cenber: 1. misranin 3. tef’ilesi (mefaillin) + 1. misranin - 4. tef’ilesi (feiliin/fa‘liin)
Devr-i Kebir: Terenniim

Berefsan: (T) + 1. misramin 3. tef’ilesi (mefiiliin) + 1. misrann - 4. tefilesi (feiliin/fa‘liin) 1?

f 1. Tefile 2. Tef’ile 3. Tefile 4. Tef’ile Terenniim 3. Tef’ile 4. Tefile
47  mefailiin feilatiin mefailiin feiliin (fa‘liin) mefailiin feiliin (fa‘liin)
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 3. Birinci Giifte-Bi¢im Tablosu.

Ikinci Giifte-Bi¢im (Devr-i Kebir ve Berefsan Boliimleri Terenniimlii):

f  1.Tefile 2. Tefile 3. Tefile 4. Tefile Terenniim 1 Terenniim 2
2 mefailiin feilatiin mefailiin feiliin (fa‘liin)
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 4. Ikinci Giifte-Bigim Tablosu.

Uciincii Giifte-Bicim (Berefsan yerine Devr-i Kebir, Cift Terenniim Boliimlii):

Tablo 4. Ugiincii Giifte-Bigim Tablosu

f 1. Tefile 2. Tef’ile 3. Tef’ile 4. Tef’ile Terenniim 1 Terenniim 2
1  mefailiin feilatiin mefailiin feiliin (fa‘liin)
Cifte Diiyek Fahte Cenber Devr-i Kebir Devr-i Kebir

Tablo 5. Ugiincii Giifte-Bicim Tablosu.

Dérdiincii Giifte-Bicim (Berefsan usulii eksik): 13

f 1. Tefile 2. Tef’ile 3. TefPile 4. Tef’ile Terenniim
1  mefailiin feilatiin mefailiin feiliin (fa‘liin)
Cifte Diiyek Fahte Cenber Devr-i Kebir

Tablo 6. Dérdiincii Giifie-Bicim Tablosu.
Failatiin / Failatiin / Failatiin / Failiin Diiz Vezninin Kullanildig1 Zencir Usuliindeki Beste
Bicimleri
Birinci Giifte-Bi¢im:
Cifte Diiyek: 1. misranin 1. tef’ilesi (failatiin)
Eahte: 1. misranin 2. tef’ilesi (failatiin)
Cenber: 1. misranin 3. tef’ilesi (failatiin) + 1. misranin — 4. tef’ilesi (failiin)
Devr-i Kebir: Terenniim

Berefsan: 1. misranin 3. tef’ilesi (failatiin) + 1. misranin — 4. tef’ilesi (failiin)

f 1. Tef’ile 2. Tef’ile 3. Tef’ile 4. Tef’ile Terenniim 3. Tef’ile 4. Tef’ile
2  failatin failatiin failatiin failiin failatiin failiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 7. Birinci Giifte-Bigim Tablosu.

12 Cok bilyiik gogunlukla eserlerin misralar arasi gegislerinde veya eserin bitisinde yer alan ve Berefsan kismimin son 4 zamanina
denk gelen lafzi terenniimler sema ve tablolar lizerinde gosterilmemistir (hey canim vb.).
13 By tiirden Zencir Uslii 88 zamanli Eksik Zencir olarak tanimlanmaktadir.
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Tablo 7’deki bu giifte-bi¢im haricinde tef’ile hecelerinin usule dagiliminda farklilik arz eden ve
ayni vezinde bestelenmis 10 farkli giifte-bi¢im yapisi daha tespit edilmistir. Tablo 8, 9 ve 10’da

ayn1 vezindeki diger giifte-bi¢im yapilar1 belirtilmistir.

f 1. Tefile 2. Tef’ile 3. Tef’ile 4. Tef’ile 3. Tefile 4. Tef’ile

1 failatin-fa ilatlin failatiin failiin failatiin failiin

1  failatin - fa ilatiin - fa ilatiin failiin Terenniim failatin failiin

1 faila tiin - failatlin - fa ilatiin failiin failatin failiin

1 faila tiin - failatin failatiin failiin failatiin failiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 8. Birinci Giifte-Bigimin Diger Alt Tiirleri.

Ikinci Giifte-Bicim (Devr-i Kebir ve Berefsan boliimleri Terenniimlii):

f 1. TePile 2. Tefile 3. Tefile 4. TePile
1 failatin - fa ilatiin failatiin failiin
1  failatiin - fa ilatiin - fa ilatiin failiin Terenniim 1 Terenniim 2
1 faila tiin - failatiin - fa ilatiin failiin
1  failatin - fa ilatiin - faila tiin failiin
1  failatin - faila tiin - fA ilatiin failiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 9. Ikinci Giifte-Bigim Tablosu.

Uciincii Giifte-Bicim (Berefsan yerine Devr-i Kebir, Cift Terenniimlii):

f 1. TePile 2. Tefile 3. Tefile 4. Tef’ile TERENNUM1 TERENNUM 2
1  failatiin - faila tiin - fai latiin failiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Devr-i Kebir

Tablo 10. Ugiincii Giifte-Bigim Tablosu.
Feilatiin (Failatiin) / Feilatiin / Feilatiin / Feiliin ya da Fa’liin Diiz Vezninin Kullanildigx
Zencir Usuliindeki Beste Bicimleri 1*
Birinci Giifte-Bi¢cim:
Cifte Diiyek: 1. misranin 1. tef’ilesi (fe‘ilatiin)
Eahte: 1. misranin 2. tef’ilesi (fe‘ilatiin)
Cenber: 1. misranin 3. tef’ilesi (fe‘ilatiin) + 1. misranin - 4. tef’ilesi (fe‘iliin)
Devr-i Kebir: Terenniim

Berefsan: 1. misranin 3. tef’ilesi (fe‘ilatiin) + 1. misranin - 4. tef’ilesi (fe‘iliin)

f 1. Tef’ile 2. Tefile 3. Tef’ile 4. Tefile Terenniim 3. Tefile 4. Tef’ile
3 feilatiin feilatiin feilatiin feiliin feilatiin feiliin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 11. Birinci Giifte-Bi¢im Tablosu.

Ikinci Giifte-Bicim (Devr-i Kebir ve Berefsan boliimleri Terenniimlii):

f 1. TePile 2. Tef’ile 3. Tef’ile 4. Tef’ile

feilatiin feilatiin feilatiin feiliin Terenniim 1 Terenniim 2
2 feila tlin - feila tiin - feilatiin feiliin

Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

14 Feilatiin ile baglayan vezinlerde ilk tef’ile failatiin veya feilatiin, vezin sonlarindaki feiliin’ler de fa’liin olabilmektedir.
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Tablo 12. Ikinci Giifie-Bicim Tablosu.
Mefailiin / Mefailiin / Mefailiin / Mefailiin Yeknesak (Muttarit) Vezninin Kullamldig1 Zencir
Usuliindeki Beste Bi¢imleri
Birinci Giifte-Bi¢cim:
Cifte Diiyek: 1. misranin 1. tef’ilesi (mefailiin)
Fahte: 1. misranin 2. tef’ilesi (mefailiin)
Cenber: 1. misranin 3. tef’ilesi (mefailiin) + 1. misranin - 4. tef’ilesi (mefailiin)
Devr-i Kebir: Terenniim

Berefsan: 1. misranin 3. tef’ilesi (mefailiin) + 1. misranin - 4. tef’ilesi (mefailiin)

f 1. Tef’ile 2. Tefile 3. Tef’ile 4. Tefile Terenniim 3. Tef’ile 4. Tef’ile
2  mefiiliin mefailiin mefailiin mefailin mefailiin mefailiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan
Tablo 13. Birinci Giifte-Bi¢im Tablosu.
f 1. TePile 2. Tefile 3. Tef’ile 4. Tef’ile 3. Tef’ile 4. Tef’ile
1 mefailiin mefai liin - mefailiin mefailiin
1 mefailin mefailiin - mefai lin mefailiin Terenniim mefailiin mefailin
1  mefailin - mefa iliin - mefai lin mefailiin
1 mefal liin - mefai liin - mefailiin mefailiin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 14. Birinci Giifte-Bigimin Diger Alt Tiirleri.
Mef"ilii / Failatii / Mefailii / Failiin Karisik Vezninin Kullamldigi Zencir Usuliindeki Beste

Bicimleri °

f 1. TefPile 2. Tefile 3. Tef’ile 4. Tefile 3. Tef’ile 4. Tefile
2  mefili-fa ilatii - me faili failiin
1 mefali- fa ilati me'faili failiin Terenniim mefaili failiin
1 mefili- fa ilatii - mefa ili failiin
Cifte Diiyek Fahte Cenber Devr-i Kebir  Berefsan

Tablo 15. Birinci Giifte-Bigimin Tiirleri.
Mef"ilii / Mefailii / Mefailii / Feiiliin Karisik Vezninin Kullanildigi Zencir Usuliindeki Beste
Bicimleri

Birinci Giifte-Bi¢cim:

f 1. Tef’ile 2. Tefile 3. Tef’ile 4. Tefile 3. Tef’ile 4. Tef’ile
1  mefQli - mefa il - mefai li fetlin
1  mefQli - mefa ili - me faili fedliin Terenniim mefaili fetlin
1 mef ali - mefaili mefaili fedliin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 16. Birinci Giifte-Bi¢imin Tiirleri.

15 mef'iilii / failatii / mefailii / failiin vezninde diger vezinlerde 6rnekleri bulunan ve vezin tefilelerinin kullanilan usillere tam
olarak pay edildigi bir giifte-bicim bulunmamaktadir.
16 mef'iilii / mefailii / mefailii / fedliin vezninde diger vezinlerde drnekleri bulunan ve vezin tef’ilelerinin kullanilan usillere tam
olarak pay edildigi bir giifte-bicim bulunmamaktadir.
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Ikinci Giifte-Bicim: (Devr-i Kebir ve Berefsan béliimleri Terenniimlii):

f 1. TePile 2. Tefile 3. Tef’ile 4. Tefile Terenniim 1 Terenniim 2
1  mefl lii - mefa 1li - mefaili fetliin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 17. Ikinci Giifie-Bicimin Tiirleri.
SONUCLAR

Birinci Alt Probleme Yonelik Sonuclar

“Zencir usuliinde ve Beste formundaki mevcut eserler form-bi¢im baglaminda nasil insa edilmistir?
birinci alt problem sorusuna yonelik sonuglar asagidaki gibidir.

Zencir usuliinde ve Beste formunda incelenen 83 eserde toplamda 3 farkli temel form-bicim yapisi
kullanildig: tespit edilmistir.

Form-bigim yapilarinin 71 adeti, 1. temel form-bi¢im yapisi ile insa edilmistir. Bu bigim yapisi
ilgili misranin ikinci yarisinin, Berefsan boliimiinde tekrar edildigi form-bigim yapisidir. Bu form-
bicim yapis1 diizen olarak benzer olmasina ragmen 3 cesittir.

v Her misranin ardindan tekrar edilen; Devr-i Kebir usulii ile bestelenen terenniim ve Berefsan
usulii ile bestelenen misra tekrarlari ayni ezgiyle, (Bu yap1 35 adet Zencir bestede kullanilmistir.)

v" 3. misranin (Meyén) ardina gelen; Devr-i Kebir usulii ile bestelenen terenniim ve Berefsan usulii
ile bestelenen musra tekrarlari farkli ezgiyle, (Bu yap1 19 adet Zencir bestede kullanilmustir.)

v' 3. misranin (Meyan) ardina gelen ve Devr-i Kebir usulii ile bestelenen terenniim farkli ezgiyle,
(Bu yap1 17 adet Zencir bestede kullanilmistir.)

Form-bi¢im yapilarinin 11 adeti, 2. temel form-bi¢im yapisi ile inga edilmistir. Bu bigim yapist
Devr-i Kebir ve Berefsan boliimlerinin farkli ezgilerle iki ayri terenniim boliimil olusturacak
sekilde bestelendigi form-bigim yapisidir. Bu form-bigim yapisi diizen olarak benzer olmasina
ragmen 3 gesittir.

v' Her musranin ardindan tekrar edilen; Devr-i Kebir ve Berefsan usulleri ile bestelenmis
terenniimler ayni ezgiyle, (Bu yap1 6 adet Zencir bestede kullanilmigtir. Ancak 1 eserde Berefsan
yerine ikinci bir Devr-i Kebir terenniim yer almaktadir.)

v' 3. misranin (Meyan) ardina gelen; Devr-i Kebir usulii ile bestelenen terenniim ve Berefsan usulii
ile bestelenen misra tekrarlari farkli ezgiyle, (Bu yap1 4 adet Zencir bestede kullanilmistir.) Ancak
1 eserde Berefsan yerine ikinci bir Devr-i Kebir terenniim yer almaktadir.)

v' 3. musranin (Meyéan) ardina gelen ve Devr-i Kebir usulii ile bestelenen terenniim farkh ezgiyle,

(Bu yap1 1 adet Zencir bestede kullanilmustir).
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v’ 1 adet Beste ise 3. temel form-bi¢im yapisi ile insa edilmistir. Bu bi¢im yapisinda Berefsan
usulii eksik olup eser Devr-i Kebir usulii ile bestelenmis tek terenniim boliimlii olarak insa
edilmigtir. Misralarin ardindan gelen tiim terenniimler de ayni1 ezgi yapistyla tekrar edilmistir.

Genel bir degerlendirmede 83 Zencir bestenin %85,5’inin 1. temel form-bi¢im yapisi ile,
%13,3’lintin 2. temel form-bi¢im yapisi ile, %1,2’sinin ise 3. temel form-bigim yapisi ile insa

edildigi tespit edilmistir.

Berefsan Boliimii Misra/2 Tekrarli 71
Devr-i Kebir ve Berafsan Boliimleri Terenniimlii (Cift Terenniimlii) 9
Berefsan yerine iki Devr-i Kebir Terenniimlii (Cift Terenniimlii) 2
Berefsan Boliimii Eksik 1

Tablo 18. Temel Form-Bi¢imler Tablosu.

ikinci Alt Probleme Yonelik Sonuclar

“Zencir usulinde ve Beste formundaki mevcut eserler giifte-bi¢im baglaminda nasil insa
edilmistir?” ikinci alt problem sorusuna yonelik sonuglar asagidaki gibidir.

Orneklem dahilinde incelemeye tabi tutulmus 83 Zencir bestede toplam 6 farkli vezin kalibi
kullanilmistir. Zencir bestelerde kullanilmig giiftelerin vezinleri, bahirleri ve bestelendigi

yiizyillara gore dagilimi Tablo 19°da belirtilmistir.

Bahri Vezin Kalib1 Vezin Tiirii Yiizyillar Toplam %
17 17/18 18 18/19 19 19/20 20 20/21 f

Miictes mefailiin / feilatiin Karigik Vezin 1 7 10 13 16 3 - 1 51 61,4%
mefailin / feiliin

Remel  failatiin / failatiin Diiz Vezin - - 2 4 - 5 1 - 12 14,5%
failatiin / failiin
feilatiin / feilatiin Diiz Vezin - - 1 - 1 3 - 1 6 7,2%
feilatiin / feiliin

Heze¢  mefailiin / mefailiin Yeknesak - - 1 - 2 3 - - 6 7,2%
mefailiin / mefailiin Vezin
mef'ali / mefaila Karigik Vezin - - - - 1 2 1 - 4 4,8%
mefaili / fedlin

Muzari mefalil / failati Karigik Vezin - - - - 2 - 2 - 4 4,8%

mefaili / failiin

Tablo 19. Bahir, Vezin ve Yiizylllar Tablosu.

6 vezin kalibi i¢inde %71,1 oran ile en ¢ok karisik vezinlerin, %21,7 oran ile Diiz vezinlerin, %7,2
oran ile de yeknesak vezinlerin kullanildig: tespit edilmistir. Karigik vezin tiirlinde ve Miictes
bahrindeki “mefailiin / feilatiin / mefailiin / feiliin” vezninin ise Zencir usuliinde ve Beste formunda
eser giiftesi olarak kullanildig1 ve genel ilgiye mazhar oldugu tespit edilmistir. ilaveten bu veznin
mevcut Zencir bestelerin ilk 6rneklerinde kullanildigi ve siire¢ boyunca kullanilmaya devam ettigi
ancak diger vezinlerin gogunlukla 19. ylizyildan sonra kullanilmaya basladigi tespit edilmistir. Bir
tef’ilenin aynen tekrarindan olusan yeknesak vezinlerin ise Zencir beste giiftesi olarak ¢ok az tercih
edildigi tespit edilmistir.
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Incelenen tiim eserlerin ortak form-bigim 6zelligi, her bir misranin Cifte Diiyek, Fahte ve Cenber

usulleri ile bestelenmis olmasidir.

Bu dogrultuda vezinlerin usul temelli tef’ile dagilimlarinin agagida belirtildigi gibi oldugu tespit

edilmistir.
1. Tef’ile 2. Tefile 3. Tefile 4. Tefile f
mefailiin feilatiin mefailiin feiliin (fa‘liin) 51
Cifte Diiyek Fahte Cenber 51
Tablo 20. Birinci Vezin.
1. Tef’ile 2. TePile 3. Tefile 4. TePile f
failatiin failatiin failatiin failiin 2
failatiin - fa ilatiin failatiin failiin 2
failatiin - fa ilatiin - fa ilatiin failiin 2
faila tiin - failatiin - fa ilatiin failiin 2
failatiin - fa ilatiin - faila tiin failiin 1
failatiin - faila tiin - fa ilatiin failiin 1
failatiin - faila tiin - fai latiin failiin 1
faila tiin - failatin failatin failiin 1
Cifte Diiyek Fahte Cenber 12
Tablo 21. Jkinci Vezin.
1. Tefile 2. TePile 3. Tefile 4. TePile f
feilatiin feilatiin feilatiin feiliin 4
feila tlin - feila tiin - feilatiin feiliin 2
Cifte Diiyek Fahte Cenber 6
Tablo 22. Uciincii Vezin.
1. Tefile 2. Tefile 3. Tefile 4. TePile f
mefailiin mefailin mefailin mefailiin 2
mefailiin mefa't liin - mefailiin mefailiin 1
mefailiin mefailin - mefai lin mefailiin 1
mefailiin - mefa iliin - mefai lin mefailiin 1
mefai liin - mefai liin - mefailiin mefailiin 1
Cifte Diiyek Fahte Cenber 6
Tablo 23. Dordiincii Vezin.
1. Tef’ile 2. TePile 3. Tefile 4. Tefile f
mef'ali - fa ilatii - me faili failiin 2
mef'ali - fa ilati me'faili failiin 1
mefali - fa ilatii - mefa ilii failiin 1
Cifte Diiyek Fahte Cenber 4
Tablo 24. Besinci Vezin.
1. Tefile 2. Tef’ile 3. Tef’ile 4. Tefile f
mef'ili - mefa ilii - mefai li fetliin 1
mef'ili - mefa ilii - me faili fetliin 1
mef' alii - mefaili mefaili fedliin 1
mef'i lii - mefa ili - mefaila fedliin 1
Cifte Diiyek Fahte Cenber 4

Tablo 25. Altinct Vezin

“Mefiiliin feilatiin mefailiin feilin” veznindeki 51 eserin tamaminda, “failatiin failatin failatin
failiin” veznindeki 12 eserin 2 adetinde, “feilatiin feilatiin feilatii feiliin” veznindeki 6 eserin 4

adetinde, “mefailiin mefailiin mefailiin mefailiin” veznindeki 6 eserin 2 adetinde, “mef'llii mefaila
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mefaili felliin” veznindeki 4 eserin ise 1 adetinde vezin tef’ilelerinin kullanilan usullere,
tef’ilelerde boliinme olmadan tam olarak pay edildigi, “mef'Glii failatii mefailii failiin” veznindeki
4 eserin higbirinde tef’ilelerinin kullanilan usullere tam olarak pay edilmedigi tespit edilmistir.
“Mefailiin feilatiin mefailiin feiliin” vezni hari¢ olmak tizere kullanilan diger vezinlerde ortak bir
uygulama seklinin bulunmadigi gériilmiistiir.

Incelenen tiim eserlerin (83 adet Beste) bir diger ortak noktasi ise Devr-i Kebir usullii kisimlarmimn
terenniim olarak bestelenmis olmasidir. Bu eserlerin 71 adedinin Berefsan kisminda ilgili misranin
ikinci yarisi (3. ve 4. tef’ile) tekrar edilmistir. Giifte-bi¢im boliimii tablolarinda da belirtilen bu

hususun bazi istisnalart bulundugu tespit edilmistir. Tablo 26°da bu istisnalar 4 adet 6rnek ile

gosterilmistir.
No 1. Tef’ile 2. Tefile 3. Tefile 4. Tefile 3. Tefile 4. Tefile
1. Azimetin nereden boy le bi-nikab senin boyle bi-nikab senin
Ornek  Mef?’iliin fe’ilatiin me fa’iliin - f4’liin tiin - mefa’iliin - f4’liin
2. O dil kine gam (i endii hi ne melal tutar endiihi ne melal tutar
Ornek  Mefa’iliin fe’ilatiin mefd’iliin - f4’liin Terenniim 1atiin - mefa’iliin - fa’lin
3. Zannetme kendi kendi ne aglardi kihken aglardi kiihken
Ornek mefoli failati mefailii - failiin faili - failiin
4, Gubar-1 ha k-i payin ces mime kuhl-i cevahirdir kuhl-i cevahirdir
Ornek Mefa'iliin mefa'lliin mefa'iliin - mefa'iliin i liin - mefa'iliin
Cifte Diiyek Fahte Cenber Devr-i Kebir Berefsan

Tablo 26. Misra Tekrar: Ornek Tablosu.

Tablo 26°da gorildigii tizere Cenber kisminda 1. misra vezninin 3. ve 4. tef’ileleri bulunmaktadir.
Berefsan kisminda da giiftenin 1. misrasinin 3. ve 4. tef’ileleri tekrar edilmektedir. Fahte’den
Cenber usuliine gegislerde 2. tef’ilenin bir kelimeyi ikiye bolerek Cenber’in 3. tef’ilesinde devam
etmesi durumunda, Berefsan boliimiinde tekrar edilen 1. misranin 3. ve 4. tef’ilesinin basina
cogunlukla anlamda meydana gelecek bozulmanin 6niine gegmek adina 2. tef’ilenin son hecesi
“tiin” (Tablo 26, 1. Ornek) veya nispeten ¢ok az sayida “latiin” kismma denk gelen heceler
eklenmistir (Tablo 26, 2. Ornek). Az 6rnegi bulunmakla birlikte Berefsan boliimiindeki 3. tef’ilenin
ilk hecesinin (Tablo 26, 3. Ornek) ya da ilk iki hecesinin (Tablo 26, 4. Ornek) Berefsan kisimda
tekrarlanmadigr durumlar da bulunmaktadir. Dolayisiyla Berefsan kismindaki misra/2 tekrari
uygulamasinin istisnalart oldugu, vezin ve anlam durumuna goére degiskenlik gosterebildigi tespit
edilmigtir. 3. ve 4. tef’ilenin Berefsan boliimiinde eksiksiz tekrar edilmesi durumu sanki kati bir
kuralmisg gibi algilandigi i¢in anlamda bozulma olsa bile 3. ve 4. tef’ilenin Tablo 26 ‘daki istisnalari
kullanmadan tekrar edildigi eserler de bulunmaktadir. Tablo 26’da verilen 6rnekler, Berefsan
boliimiiniin, veznin 3. ve 4. tef’ileleri ile bestelendigi tiim Zencir besteler i¢in gegerli oldugu tespit
edilmistir.
388



BOL, Y., DUZBAS, M. Yegah Musicology Journal (YMJ) Volume 7 Issue 3 2024- p.369-392

Incelenen eserler iginde ortak uygulama olarak farkedilen bir husus daha bulunmaktadir. Zencir
usulii bilesenlerinin ilk usulii olan Cifte Diiyek baslangi¢larinda ve misra/2 tekrar1 olan Berefsan
boliimlerinin basinda, cogu bestekar tarafindan uygulanmis, bir terenniim boliimii olusturmayacak
kadar kiiciik, bir ya da iki tek heceli lafzi terenniim/terenniimler yer almaktadir. Incelenen eserlerin
Cifte Diiyek baslangiglarinda kullanilan terenniimler ¢ogunlukla “Yar” ya da “Ah” tek heceli lafzi
terenniimleridir.

Berefsan bollimlerinin basinda ise “yar”, “ah”, “dost” ve “vay” tek heceli terenniimleri
kullanilmustir. Ilgili misrada eksik hece bulunmasi durumunda bu terenniimlerin; “yar yar”, “ah
yar” ve benzeri ikili sekillerde de kullanildig: ancak eksik hece bulunmamasi durumunda da bu
kisimda lafzi terenniimlere yer verildigi tespit edilmistir. Soyle ki; melismatik besteleme bigiminin
daha hakim oldugu eserlerde bu kismin baginda bulunan lafzi terenniimlerin sayisinin bir ya da iki
tek heceli terenniimden olustugu, hecesel (syllabic) besteleme bigimine dogru gidildiginde bu
kistmdaki terenniimlerin 6rnekleri az da olsa sayisinin arttig1 tespit edilmistir. ilaveten sayis1 cok
az olmakla birlikte Devr-i Kebir kisminin ikai terenniimle bestelendigi bazi eserlerde, baglanti
maksadi ile Berefsan boliimiine sarkan ve bir terenniim boliimii olusturmayan bir ya da iki ikai

terenniim kullanildig: (lel 1i vb.) ayrica Cifte Diiyek ve Berefsan boliimlerinin basinda tek heceli

terenniimlerin kullanilmadig eserlerin de bulundugu tespit edilmistir.

Tek Heceli Lafzi Terenniim Kullanimlar: f

1 Cifte Diiyek Girisi Terenniim Var 44
Berefsan Girisi Terenniim Var

2 Cifte Diiyek Girisi Terenniim Var 14
Berefsan Girisi Terenniim Yok

3 Cifte Diiyek Girisi Terenniim Yok 10
Berefsan Girisi Terenniim Var

4 Cifte Diiyek Girisi Terenniim Yok 3
Berefsan Girisi Terenniim Yok

Tablo 27. Tek Heceli Lafzi Terenniim Kullanimlart.

Bu hususta farkli uygulamalarin bulunmasi hasebiyle, genel bir yargiya varmak yerine bu durumun

uygulamadaki varligin1 Tablo 27°de belirtmekle yetinilmistir.
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EXTENDED ABSTRACT

Although Zencir usul is a compound usul, it can be considered as the biggest usul of Turkish Music
in terms of the number of times. As a matter of fact, this characteristic of being the biggest usul
makes Zencir usul Bestes a prestige work for its composer and even its performers, considering its
prioritized position in the Classical Fasil ranking. The recognition received by composers who
created works in the Kar form should be similar for the composers of Zencir bestes, because when
we look at the number of both Kars and Bestes in the Zencir usul in the repertoire, it is seen that
very few composers produced Bestes in the Zencir usul, but there were a few composers who were
very productive in this form and usul. In addition, Zencir usul was used not only in vocal works
but also in the repertoire of instrumental works. When the relevant repertoire was examined, it was
found that the Zencir bestes were composed only as Murabba and that in each Zencir beste -except
for the three examples where the Berefsan section was absent- there was a Terenniim after the 1st
verse and either the second half of the Ist verse or the 2nd Terenniim after this Terenniim. This
scheme is repeated 4 times in total for each verse. It is understood from this that in each Murabba
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Zencir beste, the Zencir usul is repeated 4 times as per the form. Zencir usul, as it is known, is a
combination of 16/4 Cifte Diiyek, 20/4 Fahte, 24/4 Cenber, 28/4 Devr-i Kebir and 32/4 Berefsan
usul in a total of 120 time. In this respect, it is clear from the limited number of works in the
repertoire that Zencir is a very difficult usul to use in terms of maintaining a delicate balance in the
transitions between the usuls it contains and constructing long-winded compositions that become
more difficult with the addition of the lyrics.

The number of identifiable works written in Zencir usul and Beste form in the Tiirkiye Radyo
Televizyon Kurumu Tiirk Sanat Miizigi Vocal Works Repertoire, existing Turkish Music Note
Archives on digital platforms and other personal note archives is 83. When a historical evaluation
is made based on the composers of all Zencir bestes and the periods in which these composers
lived, it is seen that the history of compositions with Zencir usul belongs to the 17th century and
later. Among the Zencir bestes that have survived to the present day and whose notation is
available, the oldest one belongs to the 17th century. From the 17th century to the 19th century,
73.5% of the 83 Zencir beste were composed, 19.3% were composed in the second half of the 19th
century and the first half of the 20th century, and the remaining 6 works were composed in the 20th
and 21st centuries. In addition, these numbers do not include the Zencir bestes that have not reached
the present day. Naturally, since the forgotten works are from before the 19th century, the situation
portrayed here in the name of Zencir beste is more dire than it seems. These data show us that the
number of works produced in the Zencir usul Beste form has come to a standstill.

As is well known, there are two critical requirements for a musical genre or form. The first is the
continuation of production and, if this is not possible, self-renewal. The second requirement is a
requirement whose time has not yet come for Turkish music. Because it is thought that Turkish
Music has not yet even approached the limits of its possibilities in terms of richness of makam,
richness of usul, etc., both in terms of what is already known and what has not yet been discovered.
In this situation, what is necessary for Turkish Music is to get back in touch with our deep-rooted
musical tradition, with which we have lost some contact, and to start the production process. This
is only possible if the accumulation of the past is analyzed, interpreted and known by those
concerned. This work we have put forth has been done in order to start the production process
again. Previously, some studies have been conducted by researchers on works in Zencir usul and
Beste form. The first of these studies is a usul-ariz-vezin analysis of Hammamizade Ismail Dede

Efendi, Zekai Dede and Dellalzade ismail Efendi, the second is a structural characteristics and
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usul-aruz-vezin analysis of 17th century Zencir bestes and the third is a style-makam-form analysis
of Sadullah Aga and all of them are very valuable works. However, since all of these studies were
conducted in limited samples, it is not possible to make a scientific judgment about the general
situation through these studies.

The usul-aruz-vezin analyses in previous studies are in the form of determining how the lyrics and
meter are placed in the Zencir usul's velvele. This method of analysis certainly reflects the truth.
However, it is obvious that those concerned cannot use this method of analysis within the
framework of the integrity of the form and enter into a process of understanding and creation.
Indeed, the results of these studies concluded with the findings that, except for minor details, the
syllable distributions did not show major differences between composers and that the composers'
have similar meter prefences and which ones they are.

If all the rules are set and the framework is strictly defined, the product or output that will be
required from the other people will be the same or similar. The point to be considered here is to
explain the general framework as much as necessary and to explain the details without allowing
this framework to suppress the creative ability. In this study, with particular attention to the
aforementioned issues, the structural features of all accessible works in the Zencir usul and Beste
form were explained to those interested in the process of understanding and creation, not in strict
rules, but in general, and the evaluation process was carried out in two stages in this context. Bestes
in Zencir usul are analyzed under two separate headings: Form composition and lyric Composition.
All of the works have been schematized under these two headings, and all of the evaluations and
determinations have been designed in a way that does not allow the details to suppress the creative

ability, and finally in the form of a guide that we think will benefit the producting again.
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CALLISTO GUATELLI’NIN SULTAN ABDULAZIiZ’IN MUZIKAL
KiMLiGI UZERINDEKI ETKILERI

OKCU, Semih*

YANAR, Melike?
oz
Bu ¢alismada; Sultan Abdiilaziz’in, hocas1 olan Callisto Guatelli’den aldig1 Bati miizigi egitimi ile
algisma farkli bir yon verip Tirk miiziginin yam1 sira Bati miizigine karsi ilgi duymaya
baslamasiyla kendini bu alanda gelistirip eserler kaydettigi bilgisine ulasilmistir. Bunlarin
sonucunda ise sark ve garp miizigi entegrasyonunun saglandigi ve miizikal O6zelliklerinin
harmanlandig1r goriilmistiir. Sultan Abdiilaziz’in, Guatelli Pasa’dan aldig1 derslerle Bati
miizigindeki ilerleyisini gormek, iki bestekdrin eserleri hakkinda yapilan arastirmalar ve
incelemelerle miimkiindiir. Bu baglamda calisma i¢erisinde Sultan Abdiilaziz tarafindan bestelenen
“Valse Davet (Invitation a la Valse)” ve Guatelli Pasa’nin besteledigi “Aziziye Mars1” eserinin

analizi yapilmistir. Bu iki eser nezdinde yapilan incelemeler sonucu, donemin miizikal anlayiginin

! Aras. Gor. Dr., Atatiirk Universitesi, Giizel Sanatlar Fakiiltesi, Miizik Bilimleri Bolimii, semih.okcu@atauni.edu.tr, ORCID:
0000-0002-9992-9834

2 Yiiksek Lisans, Atatiirk Universitesi, Giizel Sanatlar Enstitiisii, Miizikoloji Anasant Dal1, melikeyanar10@gmail.com, ORCID:
0009-0002-7811-457X

393


https://doi.org/10.51576/ymd.1521862
https://orcid.org/0000-0002-9992-9834
https://orcid.org/0009-0002-7811-457X

Callisto Guatelli 'nin Sultan Abdiilaziz’in Miizikal Kimligi Uzerindeki Etkileri

nasil degistigi ve Bati miiziginin Osmanli’daki yeri agiga cikmaktadir. Arastirma konusu
kapsaminda, Osmanli’da Bat1 miiziginin yeri ve dnemine dair ¢esitli bilgi ve belgeye yer verilmis,
Sultan Abdiilaziz’in aldig1 egitimler sonucunda gelistirdigi kendine 6zgii miizikal anlayis: ile
yasadig1 doneme yenilik getirdigi sonucuna ulagilmistir.

Bu calismanin amaci, Osmanli Imparatorlugu’nun bestekar Padisahlarindan biri olan Sultan
Abdiilaziz’in sanat anlayisinda kullandigi tekniklerin isleyisini bilimsel bir ¢alisma ile ortaya
koyup hem bestekarin hem de hocasinin ilgili eserlerini hem teknik hem de semiyotik agidan analiz
ederek donemin miizikal yaklagimini yansitmaktir.

Callisto Guatelli’nin Sultan Abdiilaziz lizerindeki etkisi, sadece miizikal egitim ve bilgi birikimi
ile sinirli kalmamus, ayn1 zamanda Osmanli imparatorlugu'nun bat1 miizigi ile olan etkilesimini ve
bu miizigin toplumda yayilmasini da saglamigtir. Guatelli Pasa'nin rehberligi ve Sultan
Abdiilaziz'in miizikal ilgisi, Osmanli miiziginin zenginlesmesine ve ¢esitlenmesine dnemli katkilar
yapmustir. Bu etkilesim, Osmanli miizigi tarihinde 6nemli bir donlim noktasi olarak var olmaktadir.
Arastirmaya konu olan iki eserde de bu etki goriilmektedir. Eserler semiyotik agidan incelendiginde
her iki eserinde benzer miizikal betimlemeler ve miizikal yiiriiylisler dogrultusunda bestelendigi

goriilmektedir.

Anahtar Kelimeler: Callisto Guatelli, Sultan Abdiilaziz, aziziye marsi, valse davet.

THE EFFECTS OF CALLISTO GUATELLI ON THE MUSICAL
IDENTITY OF SULTAN ABDULAZIZ

ABSTRACT

In this study, it has been learned that Sultan Abdiilaziz, with the Western music education he
received from his teacher Callisto Guatelli, gave a different direction to his perception and started
to be interested in Western music as well as Turkish music, and developed himself in this field and
recorded works. As a result, it has been seen that the integration of eastern and western music was
achieved and their musical characteristics were blended. It is possible to see the progress of Sultan
Abdiilaziz in Western music with the lessons he received from Guatelli Pasha through research and
examinations on the works of the two composers. In this context, the study analyzes the works of

“Valse Davet (Invitation a la Valse)” composed by Sultan Abdiilaziz and “Aziziye March”
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composed by Guatelli Pasha. As a result of the examinations made on these two works, it becomes
clear how the musical understanding of the period changed and the place of Western music in the
Ottoman Empire.

The aim of this study is to present the functioning of the techniques used in the artistic
understanding of Sultan Abdulaziz, one of the composer Sultans of the Ottoman Empire, through
a scientific study and to reflect the musical approach of the period by analyzing the relevant works
of both the composer and his teacher from both technical and semiotic perspectives. Within the
scope of the research topic, various information and documents regarding the place and importance
of Western music in the Ottoman Empire were included, and it was concluded that Sultan
Abdiilaziz brought innovation to the period in which he lived with his unique musical
understanding that he developed as a result of the education he received.

Callisto Guatelli's influence on Sultan Abdiilaziz was not only limited to musical education and
knowledge, but also ensured the Ottoman Empire's interaction with western music and the
dissemination of this music in society. Guatelli Pasha's guidance and Sultan Abdiilaziz's musical
interest made significant contributions to the enrichment and diversification of Ottoman music.
This interaction exists as an important turning point in the history of Ottoman music. This effect is
seen in both works that are the subject of the research. When the works are examined from a
semiotic perspective, it is seen that both works were composed in line with similar musical
descriptions and musical walks.

Keywords: Callisto Guatelli, Sultan Abdulaziz, Invitation a la valse, Aziziye march.

GIRIS

Sultan Abdiilaziz'in padisahligi doneminde, Bati miizigine olan ilgi ve uyum siireci, donemin
miizikal yapisinda 6nemli bir evrimin habercisi olmustur. Bu donemde Bati miizigi, Osmanl
toplumunda giderek artan bir etki yaratmistir. Sultan Abdiilaziz'in Bati miizigine ilgi duymaya
baslamas1, Osmanli imparatorlugu'nun son dénemlerinde miizikal ve kiiltiirel degisimlerin izlerini
tasimaktadir. Bu yonelim, cesitli faktorlerin etkisi altinda gelismistir ve onun kisisel miizikal
evriminde 6nemli bir rol oynamistir. Abdiilaziz'in Tiirk miiziginin yan1 sira Bat1 miizigi alanina da
yonelmesi, Osmanli Imparatorlugu'nun miizikal ve kiiltiirel degisim siireglerinin dnemli bir
yansimasidir (Araci, 2014:287-289). Sultan Abdiilaziz'in Bati miizigine ilgi duymasinin baslica

nedenlerinden biri egitim ve g¢evresel etkiler olarak one ¢ikar. Sultan Abdiilaziz, hiikiimdarlig

stiresince Guatelli Paga gibi batili miizik ustalarindan aldig1 dersler, Bat1 miizigi ile tanismasinda
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kritik bir rol oynamistir. Guatelli Pasa'nin 6gretileri ve Sultan Abdiilaziz'in kisisel ilgisi, donemin
miizikal anlayisinda bir sentez yaratmis, sark ve garp miizigi arasinda Onemli bir etkilesim
saglanmistir (Baydar, 2010:289-291). Sultan Abdiilaziz’in miizikal yetenekleri ve kisisel zevkleri,
Bat1 miizigi ile ilgilenmesini tesvik etmistir. Bu donemde Avrupa’dan getirilen enstriimanlar ve
miizikal formlarla, Padisahin miizikal deneyimleri zenginlesmistir. Bunun yam sira 19. yiizyilin
ikinci yarisinda Osmanli imparatorlugu'nda hizli bir modernlesme siireci yasanmistir. Bu siirec,
Avrupa'daki sanat ve kiiltiirel akimlarin Osmanli toplumuna girisini kolaylastirmis ve Bat1 miizigi
gibi unsurlarin yayginlasmasina zemin hazirlamistir. Buna ek olarak politik ve diplomatik iliskiler
bazinda, Osmanli Devleti'nin dis iliskilerinde Bati Avrupa ile yakin temaslar kurmasi, Bati
kiiltiirinliin ve miiziginin saray g¢evrelerinde popiiler olmasina yol agmistir. Sultan Abdiilaziz'in
Bati miizigine olan ilgisi, bu dis iligkilerin bir sonucu olarak da degerlendirilebilmektedir. Bu
durum, Osmanli miiziginde Bat1 etkilerinin entegrasyonu ve yeni miizikal formlarin olusumu i¢in
bir temel olusturmakla beraber ayni zamanda, Osmanl kiiltiiriiniin Bat1 ile etkilesimini ve bu
etkilesimin sonuglarini yansitmaya yardimci olmaktadir (Isiktag, 2016: 1115-1119). Osmanli
Imparatorlugu'nda “alaturka-alafranga” miizik algisi, miizikal ve kiiltiirel bir sentezin {iriiniidiir ve
Osmanli toplumunun miizikal yasaminin 6nemli bir parcasini olusturmustur. Bu kavram, sark ve
garp miizik gelenegi arasinda kopriiler kurma cabasini ifade eder ve Osmanli miiziginin Bati
miizigi ile etkilesimini tanimlar (Toker, 2012:1118). “Alaturka” ifadesi, Bati miiziginde “Tiirk
tarzinda” manasina gelen, Mozart, Beethoven gibi bestekarlar Mehter miiziginden ilham alarak
yazdiklar1 parcalar iizerine bu terimi kullandiklar1 bir terimdir. Italyanca olan bu tabir, Tanzimattan
sonra, Tirk veya Dogu misikisi manasinda kullanmilmistir. Mizika-i Hiimayun hocasi olarak
Istanbul’a gelen Italyanlarm kullandiklar1 bu tabirin milli misikiye isim olarak uzun siire
kullanilmas1 gariptir. Ancak Sadettin Arel gibi Tiirk miiziginin ileri gelenleri bu tabire siddetle
karst koymus sonunda yerine “Tiirk Mosikisi” tabirini getirmislerdir (Oztuna, 1969: 27).
“Alafranga” terimi ise Bat1 miizigi anlamma gelir. Osmanli Imparatorlugu'nda alafranga miizik,
Avrupa’dan gelen miizikal etkilerin etkilesim siirecinin liriinlerini ifade eder. Bu miizik, genellikle
Bat1 miizigi formlari, armonileri ve enstriimanlari {izerinden icra edilmistir. Osmanl saray1 ve
entelektiiel cevrelerde alafranga miizigin yayginlagmasi, Bati ile olan kiiltiirel ve diplomatik
iliskilerin bir yansimasidir. Osmanli imparatorlugu'nda “alaturka-alafranga” miizik algisi, bu iki
farkli gelenegin zaman zaman bir araya getirilmesiyle olugsmustur. Bazi1 besteciler ve miizisyenler,

geleneksel Tiirk miizikal formlarin1 Bati miizigi teknikleri ve enstriimanlariyla harmanlamislardir.
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Bu sentez, hem klasik Tiirk miizigi makamlarimin hem de Bati miizigi form ve tarzlarmin
birlesimini igerir (Toker, 2012:1118).

Osmanli Imparatorlugu'nda alaturka-alafranga miizik algisinin gelisiminde sarayin ve padisahlarin
onemli bir rolii vardir. Padisahlar, 6zellikle Bat1 miizigi egitimi alarak ve Bat1 miizigi besteleri icra
ederek bu sentezi tesvik etmislerdir. Sultan Abdiilaziz gibi padisahlar, Bat1 miizigi ile olan kisisel
ilgileriyle bu miizikal degisim siirecinde belirleyici olmuslardir. Alaturka-alafranga miizik algisi,
Osmanli toplumunda zamanla kabul gérmiis ve miizikal icra sahnelerinde yayginlagsmistir. Bu
miizikal sentez, Osmanli miiziginin evriminde ve donemin miizikal kimliginin olusumunda 6nemli

bir rol oynamistir (Yigit, 2019:40-41).

Arastirmanin Amaci

Bu ¢aligmanin amaci, Osmanli Devleti’nin bestekar Padisahlarindan biri olan Sultan Abdiilaziz’in,
Italyan asilli hocasi Callisto Guatelli’den aldig1 Bati miizigi egitimi sonrasi besteledigi “Valse
Davet (Invitation a la Valse)” adl1 eseri ve hocasinin Padisah onuruna besteledigi “Aziziye Mars1”
adli eserlerini “tarihsel miizikoloji” ¢ergevesinde, “karsilastirmali miizikoloji” baglaminda

inceleyerek donemin sanat anlayigindaki miizikal sentezinin bu alandaki varligini yansitmaktir.

Arastirmanin Onemi ve Gerekgesi

Yasami boyunca Tiirk miizigi ile ilgilenen Abdiilaziz’in Avrupa seyahatini gergeklestirdikten sonra
egitimine Callisto Guatelli’yi dahil etmesiyle Bat1 miizigine yonelip bu alanda eserler yazmasi,
“Alaturka ve Alafranga” tarzinda farklilagan miizikal kavramlarin tespiti ve kullanim amaci
acisindan incelemeler yaparken deginilmeyi gerektiren 6nemli bir husustur. Bu arastirma ise Sultan
Abdiilaziz ve Guatelli Pasa tarafindan Bati miizigi alaninda ortaya konulmus olan ilgili eserlerin
analizi ¢ercevesinde varyasyonlara sahip olgulari icermesiyle donemin miizik anlayiginin

farklilagsmasi agisindan 6nem arz etmektedir.

Orneklem
Calismanin 6rneklemini Sultan Abdiilaziz’in besteledigi “Valse Davet (Invitation a la Valse) ve

Callisto Guatelli’nin besteledigi “Aziziye Mars1” eserleri olugturmaktadir.
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Arastirmanin Sinirhihklar:
Bu arastirma, “Valse Davet (Invitation a la Valse)” ve Callisto Guatelli’nin Sultan i¢in

besteledigi “Aziziye Mars1” eserinin analizi ile sinirlandirilmistir.

Arastirmanin Varsayimlari

Arastirmanin varsayimlari; elde edilen notasyonlarin dogru oldugu ve uygulanan analizlerin

arastirma amacina uygun oldugu seklindedir.

Terim ve Tamimlar

Alaturka miizik

Tiirk miiziginde Osmanli donemine 6zgii geleneksel bir miizik tiiriinii ifade eder. Bu miizik tiirt,
makam sistemi iizerine kurulmus olup belirli kurallar ve motifler ¢ercevesinde icra edilir. Alaturka
miizik, Bat1 miiziginden farkli olarak, genellikle daha karmasik ritmik ve melodik yapilar igerir

(lyasoglu, 2009:322).

Alafranga miizik
Osmanli imparatorlugu’nda Bat1 miizigi etkisiyle ortaya ¢ikan bir miizik tarzini ifade eder. Bu

terim, "Bati tarz1" anlamina gelir ve 6zellikle 19. yiizyilin ikinci yarisindan itibaren Osmanli'da

Bati miiziginin etkilerinin artmasiyla birlikte kullanilmaya baglanmistir (ilyasoglu, 2009:322).

Vals

Vals, ii¢ zamanli bir ritme sahip, zarif ve akici hareketlerle yapilan bir ¢ift dansidir. Kokeni 18.
ylizyilin sonlarina, 6zellikle Avusturya ve Almanya’ya dayanmaktadir. Vals, Avrupa'da popiilerlik
kazandiktan sonra, diinya genelinde yayginlagsmistir (Calan; Tiirker ve Karamollaoglu, 2021:197).

Mars

Mars, genellikle belirli bir ritmik yap1 ve tempoya sahip olan, askeri gegit torenleri, resmi torenler,
kutlamalar ve diger etkinliklerde ¢alinan veya sdylenen miizik eseridir. Marslar, coskulu ve enerjik
bir karaktere sahiptir ve belirli bir diizen i¢inde yiiriiyen gruplarin adimlarina eslik etmek i¢in

tasarlanmistir (Ugan, 2022:21).
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YONTEM

Bu c¢alisma literatiir tarama modelini temel almaktadir. Tarama arastirmalarmnin one c¢ikan
ozelliklerinden biri, bu tiir aragtirmalarin verilerinin ¢esitli kaynaklardan toplanmasi ve konuyla
ilgili detayli bilgi saglanmasi nedeniyle yiiksek gecerlilige sahip olmalaridir. Arastirma
ornekleminin belirlenmesi, tarama aragtirmalarinin 6nemli bir 6zelligidir (Karakaya, 2009:60).
Literatiir taramasi, alanda konuyla ilgili bugiine kadar hangi tiirde calismalar yapildigini, dnceki
caligmalarin bulgularini, kullandiklar1 yontemi, alana katkilarini, heniiz arastirilmamis noktalarini
anlamimiza saglayan bir yontemdir. Her arastirma secilen veri toplama yonteminden bagimsiz
olarak literatiir taramasiyla baglar. Literatiir taramasiyla elde edilen veriler cevabinizi ve hipotezi
olusturmaktadir (Karahasanoglu ve Yavuz, 2018:18). Tarama arastirmalarinin 6ne c¢ikan
ozelliklerinden biri, bu tiir arastirmalarin verilerinin ¢esitli kaynaklardan toplanmasi ve konuyla
ilgili detayl1 bilgi saglanmasi nedeniyle yiiksek gecerlilige sahip olmalaridir. Arastirma siirecinde
bahsi gecen bilgiler, dergi makaleleri ve ¢esitli cevrimi¢i kaynaklardan temin edilerek arastirma
kapsaminda ilgili bilgilere ulasilmigtir. Arastirmada, arastirmanin 6rneklemini olusturan Valse
Davet (Invitation a la Valse) ve Aziziye Mars1 adl1 eserler ele alinarak karsilastirmali eser analizi
yontemlerinden yararlanilmistir. Gergeklestirilen eser analizi yontemi esnasinda g¢alismanin

metodolojisi aktarilmugtir.

Metodoloji

Arastirma kapsaminda ele alinan eserler; form ve yapi anlaminda melodik, ritmik ve armonik
acidan incelenmesinin yani sira dinamik ifade, enstriimantasyon, kiiltiirel ve tarthsel baglam
acisindan da analizler yapilmistir. Ayrica eserlerin analizinde nota lizerinde goriilen “semiyotik”
analiz ¢ercevesinde ‘“ses benzerligi, hareket benzerligi ve s6z boyama” tekniklerinden
faydalanilmistir.

Gértner’e gore eserlerde kullanilan triller, bir kus vb. Gtiisiinlin sesini temsil ettiginden sesle
saglanan bir benzerlik olusturulur. Miizigin dogadaki canlilarin sesini taklit etmesi, miizikal
betimleme unsuru olarak degerlendirilmistir. Bu duruma “ses benzerligi” denilmektedir (2016:212-
223).

Giértner ayrica notasyondaki hareket benzerligine dikkat ¢ekmektedir. Genelde kisa siirede hizli

kosmalar yapip ardindan da uzun siireli beklemeler yapan gelincik vb. hareketiyle, eserin
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notasindaki seslerin siireleri ve hareketliligi arasinda bir benzerlik kurulup kurulamayacagi
sorgulanir (Gértner, 2016:212-223.).

Ses ve hareket benzerligi disinda “miizikal semiyotik™ ¢ercevesine giren bir diger analiz teknigiyse
s0z boyama teknigidir. S6z boyama teknigi temel olarak miizik ile konugma dili arasindaki amacsal
benzerlige dayandirilmaktadir. S6z boyama tekniginde bestecinin sdzel anlami miizik araciligi ile
fiziksel benzerlikler tizerinden betimlemesi i¢in gelenekselcilik ¢ercevesinde s6z ve miizik arasinda
dogal bir benzerlik bulunmamasina ragmen kiiltiirel veya toplumsal ¢cagrisimlara dayanan miizikal
tasvirler i¢in kullanilir. Ancak her zaman boyanan s6z degildir. Dolayisiyla eserlerde boyanan
bazen eserin baslig1 ya da temasi da olabilir (Monelle, 2006; Swain, 1996’dan Akt. Ozen ve Baysal,
2017:54-57). Burada ifade edilmek istenen esasinda eserin miizikal hatti, yani notalarin gorsel
olarak olusturdugu motiflerdir. Bu motiflere “dag, dalga, firtina ve kili¢” motifleri seklinde

isimlendirmeler verilebilir.

Dag Motifi
oy A
et —_—
L - - I 1T
o/ ¥ E:
shall be ex all ed.
Dalga Morifi

49
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n T F T o r - T 1T ) — I -1 I T ]
w '_‘_"_ﬁ_"____/ ) : A ¥ : - v
S r
EKali¢ Motifi
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Nota /. Miizikal hat motifleri
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Gorselde “Dag Motifi” olarak adlandirilan miizikal hareket, George Frideric Handel’in “Every
Valley Shall Be Exalted” adl1 eserinde gorselin exalted (yiikseltilmis) kelimesinin yani s6zlerin
anlamiyla birebir ortiistiigiinii goriilmektedir (Swain, 1996:145).

“Dalga Motifi” ise Ahmet Avni Konuk’a ait Rast Kar-1 Natik adli eserinde miizikal hattin dalha
seklinde ilerlemis oldugu goriilmektedir (Okcu, 2023:47).

Wagner’in “Die Walkiire” operasindan verilen bu temalar firtina ve kilict miizikal olarak sembolize

etmektedir (Brown, 1999: pencer, ve Millington, 2010:17-24).

Sultan Abdiilaziz’in sanatkarhgi ve sanat eserleri

1830 yilinda Istanbul’da II. Mahmud’un Pertevniyal Sultan’dan olan oglu 32. Osmanl Padisahi
Abdiilaziz’in kisisel gelisiminde, annesi Pertevniyal Valide Sultan’in dindar ve gelenekci
karakteristiginin etkilerini benimsedigi ve Padisahlig1 siiresince bu fikir yapisina uygun olarak
davrandigi bilinmektedir. 1834 yilinda Kur’an talimine baglamis, Aksehirli Hasan Fehmi
Efendi’den Arap dili ve ser’i ilimler Neyzen Yusuf Pasa’dan ney egitimi almistir. Padisahliginin
ilk senelerinde yanan saray tiyatrosunu yaptirmayarak saray ahirlarina devretmesi ve sarayda
bulunan bazi Bat1 miizigi hocalarin1 gérevden almasi tepki ¢ekse de, kendisinin hanedanin diger
tiyeleri arasinda bir Bati miizigi eseri besteleyen ilk isim olusu ve dolayisiyla Bat1 miizigine en
hakim Padisah olusu bilgisi yadsinamaz nitelikte bir gercektir. Bu durumun sebebinin, yetistirilme
tarzindan ortaya ¢ikan gelenekgi karakter yapist ve milli degerlere sahip ¢cikmaya meyilli bir fikir
yapisina sahip olmasindan kaynakli oldugu ve devlet isleyisini etkileyen kararlar1 bu hususlara gore
bicimlendirme arzusundan kaynaklandigi diisiiniilmektedir. Batiya ve Batinin aligkanliklarina
karsin yaklasiminin olumsuz oldugu diisiincesi Sultanin Avrupa seyahatinden sonra farklilastigi ve
bu gezi itibartyla hem Dogu hem de Bati goriislerini benimseye basladigi ve bu dogrultuda
yenilikler yaptigi kayda gegmektedir (Kurtgu, 2022:993-995).

Miizik alaninda oldukga yetenekli olan Abdiilaziz’in Tiirk miizigi disinda Guatelli’den Bat1 miizigi
egitimi aldiktan sonra Bati miizigi alaninda da eserler ortaya c¢ikarmustir (Toker, 2012:79).
Guatelli’den aldig1 egitimin katkilariyla Batt miizigi ¢er¢evesinde “Invitation a la Valse”, “La
Gondolle Barcarolle”, “La Harpe Caprice” ve “Polka” adl1 dort eseri bestelemistir. Bu parcalarin
disinda “Melancholy” adinda bir vals eserinin de bulundugu fakat Milan’da basilacaginin
sOylenmesine ragmen notasinin kaydina ulasilamamuistir. Bu eserlerinden yalnizca “Invitation a la

Valse” isimli par¢anin notast bulunmaktadir (Artag, 2018:47).
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Sultan Abdiilaziz’in Miizik Alanina Katkilar1 ve Yenilikc¢i Yaklasimlar:

Hem Tiirk hem Bati miiziginde olmak tizere eserler yazmis ve aldig1 miizik egitiminin neticesinde
piyano, lavta ve 6zellikle de ney sazini ileri derecede icra etmistir. Bunlarin yani sira, Tiirk bestekar
ve hanendeyi koruyup opera ve tiyatrodan ziyade orta oyununu seyretmesi ile halk, Padisahinin
milli kiiltiirii canlandiracagin1 ve milli degerlere de bagli kalacagin1 kavramaya baslamistir.
Ozellikle Avrupa seyahatinden sonra Bat1 miizigine yéneldigi gériilmiistiir (Kurtgu, 2022:995).
Abdiilaziz, ingiltere seyahati siiresince birgok sanatsal faaliyete katilmistir. ilk olarak 13
Temmuz'da Sultan onuruna Buckingham Sarayi’nda bir Kraliyet Balosu tertip edilmistir.
Sonrasinda ise 15 Temmuz’da Covent Garden Tiyatrosunda Kraliyet Italyan Operasi’nin
hazirladig1 temsile katilmistir. Serefine bestelenen Ode’nin icrasinin ardindan Auber’in
“Masienello” adli operasi sahnelenmistir. Sultan, 16 Temmuz’da Cyrstal Palace’da bir konser ve
ates gosterisi izlemistir. Bu konserde iki bin kadar miizisyenin sanat icra ettigi bilinirken padisahin
bir sene evvel yanan Cyrstal Palace'in tamiri i¢in bin lira bagisladigr bilinmektedir (Araci,
1988:30). 18 Temmuz'da Lord Mayor tarafindan Guildhall'de Sultan onuruna bir konser verilmistir.
Bu programdaki repertuvar, Donizetti, Verdi ve Rossini gibi birgcok énemli miizisyenin eserinden
olusmustur (Toker, 2012:61).

Kendisinin déneminde yapilan Tiirk miizigi eserlerine bakilacak olursa, ¢ogunlukla Hicazkar ve
Sehnaz makamlar1 6ne ¢ikmaktadir. Bu durumun sebebi ise bestelerin Abdiilaziz’in en sevdigi
makamlar lizerine yazilmasidir. Abdiilaziz doneminde sarayda Bat1 miizigi etkinlikleri azalmasina
ragmen Gedikpasa Tiyatrosu ve Opera Tiyatrosu gibi girisimlere hiikiimet tarafindan destek
saglandig1 goriilmistiir. Arsiv kayitlarindaki Bat1 miizigi eserlerin yani sira Sultan Abdiilaziz’in
besteledigi Alaturka pargalardan sadece 4 tanesinin notasina ulasilabilmektedir. Eserlerin giifte
sahiplerinin bilinmemesiyle beraber isimleri ve makamlari ise su sekildedir: Sevkefza
makamindaki “Ey Nevbahar-1 hiisnii an” isimli eseri, Evcara makaminda besteledigi “Ettiginden
utanmazsin” isimli eseri, Muhayyer makaminda bir sarki olan “Bihuzurum nale-i miirg-i dil-i
divaneden” isimli eseridir. S6zIi eserlerinin disinda yazdig1 s6zsiiz eserleri ise Hicaz Sirto, Hicaz
Mandira ve Kanun Taksimi olarak siralanabilir. Bestelerinden en ¢ok sevileni Hicaz sirto olmakla

birlikte digerlerine nazaran giiniimiize kadar siklikla icra edilen eseridir (Kurtgu, 2022:995-996).
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Callisto Guatelli’nin Sultan Abdiilaziz ile Kisisel Baglantis1 ve Sanatsal Is birligi

26 Eyliil 1819 dogan Italyan miizisyen Callisto Guatelli Pasa, Donizetti’den sonra uzun yillar
Muzika-i Hiimayun’un sefligini yapmustir. Ilk olarak Sultan II. Abdiilhamid igin, “Osmaniye
Marsi, Bayram Marsi, Yildiz Mars1 ve Sefkat Mars1” adli eserlerinde Ozellikle yerel ezgiler ve
makamsal motifler kullanmis ve halkin da kolay anlamasi i¢in bu tiirde eserler yazmistir. Tiirk
bestekarlarinin  eserlerini  harmanlayarak ¢ok sesliligi 6ne ¢ikartmaya g¢alismistir
(Gazimihal,1955:71). Osmanli Imparatorlugu’nda Bat1 miiziginin tamitilmas1 ve yayginlasmasinda
biiyiik rol oynayan Callisto Guatelli’nin, 19. yiizyilda Sultan Abdiilmecid’in modernlesme
hareketleri kapsaminda, Batili miizisyenleri Osmanli Imparatorlugu’na davetleri esnasinda Padisah
tarafindan Istanbul’a ¢agirilmasiyla Osmanli ordusunun miizik egitimine katkida bulunmak iizere
gorevlendirilmistir. Guatelli, Osmanli’nin batililasma siirecinde, miizigin 6nemli bir pargasi haline
gelmesine katkida bulunarak Bati miizigi ile Osmanli miizigini birlestirmis ve yeni bir miizikal
tarzin gelismesine yardimci olmustur. Sark ve garp miiziginin bulugsmasi anlaminda Guatelli
Pasa’nin, vals gibi Bat1 miizigi formlarint Osmanli miizigi ile harmanlayarak, iki farkli miizik
kiiltiirinin bulusmasini saglamasi, Osmanli miiziginin zenginlesmesine ve ¢esitlenmesine katki
saglamistir. Ayrica Bati miizigi teorisi ve pratigi lizerine Osmanli miizisyenlerine verdigi
egitimlerle, Bati miizigi tekniklerinin Osmanli miiziginde yayginlagsmasini saglamistir. Dolayisiyla
Guatelli Pasa'nin ¢aligsmalari, bu modernlesme siirecinin 6nemli bir unsuru olarak kaydedilmistir
(Aract, 2014:287-289).

Callisto Guatelli’nin, Avrupa’dan miizisyenler ve sanatcilar getirerek Sultan Abdiilaziz'in bu
sanatcilarla etkilesime girmesini saglamasi Sultan’in Avrupa seyahati sonrasi artan Bat1 miizigine
olan ilgisini ve bilgisini daha da pekistirmistir. Guatelli’nin egitimleri ve rehberligi Sultan
Abdiilaziz’in Bati miizigi tarzinda basarili eserler bestelemesine ve Osmanli sarayinda Bati
miiziginin yayginlagsmasina katkida bulunmustur. Bu egitimler sayesinde Sultan Abdiilaziz Bati
miizigi formlarni, armoni ve melodik yapilarini 6grenme firsati bulmustur (Baydar, 2010:284-
291).

Guatelli’nin saray i¢in valsler ve marslar1 bestelemesi, valslerin sarayda popiiler hale gelmesiyle
Osmanli miiziginin Bat1 miizigi ile olan etkilesimini artirip kiiltiirel bir sentez yaratmistir (Isiktas,
2016:1115-1119). Osmanli Imparatorlugu icin birgok mars, vals ve polka besteleyen Guatelli
Pasa’nin eserleri hem resmfi torenlerde hem de saray etkinliklerinde ¢alinmistir. Guatelli Pasa’nin

etkisiyle Sultan Abdiilaziz'in bestelerinin sadece sarayda degil, ayn1 zamanda halka acik
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etkinliklerde de icra edilmesiyle Bati miiziginin Osmanli toplumunda daha genis bir kitleye
ulagmast saglanmistir. Saray i¢i etkinlikler kapsaminda Guatelli Pasa’nin Saray i¢inde diizenlenen
konserler, balolar ve diger miizikli etkinliklerde 6nemli bir rol oynadig1 kayda ge¢mistir. Pasanin
eserlerinden bazilari1 Hamidiye Marsi, Mecidiye Marsi, Aziziye Mars1 gibi Padisahlar icin
bestelenmis marslar; valsler ve polkalar olmak lizere saray balolar1 ve diger eglence etkinlikleri
icin bestelenmis dans miizikleri ve dini miizik kategorisinde olan kilise miizigi ve diger dini temali

eserler olarak siralanabilmektedir (Baydar, 2010:287).

BULGULAR

Calismamizin bu boliimiinde Sultan Abdiilaziz’e ait “Valse Davet (Invitation a la Valse)” ve
Callisto Guatelli’ye ait “Aziziye Mars1” eserlerinin analizi yapilmis ve bundan hareketle ¢esitli
bulgulara yer verilmistir.

“Valse Davet” Sultan Abdiilaziz’in Bat1 miizigi etkisinde besteledigi eserlerden biridir. Bu eser,
Bat1 miiziginin Osmanli miizigiyle nasil kaynastigini gosterir. Bu baglamda eseri form ve yap1
anlaminda melodik, ritmik ve armonik acidan incelemenin yani sira parcaya dinamik ifade,
enstriimantasyon ve genel atmosfer ¢ercevesinde bakildiginda analizi detaylandirmak miimkiin
olacaktir. Ayrica eserlerin analizinde nota {izerinde goriilen miizikal “semiyotik” analiz

b9

cergevesinde Gértner’in “ses benzerligi, hareket benzerligi” dogrultusunda” “s6z boyama”
tekniginden faydalanilmis olup ton ya da makam analizi yapilmamustir.

“Aziziye Mars1” ise Osmanli Imparatorlugu doneminde Sultan Abdiilaziz’e ithaf edilen bir marstir.
Mars, 19. yiizy1ll Osmanli miiziginin bir 6rnegi olarak hem Bat1 hem de Dogu miizik unsurlarini
barindirmaktadir. Analiz kapsaminda form ve yap1 unsurlarini incelerken melodik, armonik, tonal
ve ritmik yapiya deginmek, ayni zamanda enstriimantasyon, kiiltiirel ve tarihsel baglam agidan
eserin detay noktalarina ulasmay kolaylastiracaktir. Calismada iki farkli forma ait eser se¢ilmistir.
Ciinkli ayn1 formda eserin yiiriiyiis bicimleri ayn1 olacagindan semiyotik analizde saglikli sonug

elde edilemeyecektir. Dolayisiyla karsilastirma i¢in Guatelli’ye ait bir vals yerine dogrudan

Abdiilaziz’e ithaf edilen bir mars secilmistir.
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Valse Davet (Invitation a la Valse) adli eserin Miizikal Semiyotik analizi
Miizikal Betimleme
Ser Benzerligi: Fiilkil &tisi takmiiz Dag Motifi
Hareket Benzerlifi: elinmlk vilriysiis tekms
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Nota 2 . Valse Davet (Invitation a la Valse) (Musescore, 2022).

Gorsel 1. Valse Davet adli eserin ses kaydi

Semiyotik Analiz

Nota iizerinde yuvarlak halka igerisinde belirtilen alanlarda miizikal betimlemeler ifade
edilmektedir. Buna gore eserin miizikal betimlemesinde ses benzerligi “biilbiil Gtiisi”, hareket

benzerligi ise “gelincik yiirliylisii” seklindedir. Eserin miizikal yliriiylis modeli ise geneli itibariyla

“dag motifi” seklindedir.
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Form ve Yap1

Form: “Valse Davet” klasik vals formuna uygun olarak genellikle A-B-A seklinde bir yapi
izlemektedir. Bu form, dinleyicilere ana temay1 tekrar eden bir diizen sunmaktadir.

Giris: Parca, genellikle ana temanin tanitildig1 bir enstriimantal girisle baglamistir.

Gelisme: Orta boliimlerde, ana tema {izerinde varyasyonlar yapilarak farkli melodik materyaller
tanitilmastir.

Sonug: Ana tema, ¢esitli varyasyonlar sonrasinda tekrar edilmis ve par¢a sonlandirilmistir.

Melodik Yap1
"Valse Davet," Osmanli saray miiziginin zarif ve siislii melodik yapisini1 yansitirken eserin
melodisi, genellikle akici ve lirik bir yapi icerisindedir. Ayrica genis bir dinamik yelpazeye sahip

olan bu ezginin, romantik ve duygusal bir ifade tagidigi da gortiilmektedir.

Modiilasyon
Re mindr tonalitesinde yazilmis eser igerisinde re major modiilasyonu kullanilmigtir. Ayrica tonal
yapt igerisinde armonik gegisler siklikla kullanilmistir. Bu gegisler parcanin melodik zenginligini

artirmistir. Ayrica melodik temalar arasinda gegisler yaparak dinleyiciye ¢esitlilik sunmaktadir.

Ritmik Yapi

Ritim: Parga, vals ritmine uygun olarak 3/4'liikk 6l¢iide yazilmistir. Bu ritim, parg¢aya dans edilebilir
bir nitelik kazandirmistir. Ayrica modiilasyon uygulanan boliimiin sonundan ana tona gecerken bir
yavaslama kullanilmistir.

Tempo: Orta hizda bir tempoya sahiptir, bu da melodinin zarif ve akici bir sekilde devam etmesini

saglamaktadir.

Armonik Yapi

Eser, Bat1 miizigi etkilerini yansitarak zengin bir armonik yap1 sunmaktadir. Re mindr tonunda
yazilan eserde klasik olarak eksen-ceken-eksen yapisit kullamlmistir. ilk tema ¢eken akorun
ardindan eksenin majorii kullanilarak bitirilmistir. Bu yapi eserin finalinde de kullanilmis ve major

bir bitirig kullanilmistir. Modiilasyon kullanilan eserin ikinci boliimii re major tonunda yazilmistir.
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Eser genelinde major ve mindr akorlar arasinda gegisler bulunmakta ve zengin bir armonik yap1

icermektedir.

Eserin Genel Atmosferi
"Valse Davet," zarif ve asil bir atmosfer sunarken Osmanli sarayimin ihtisamini ve Bat1 miiziginin
romantik etkilerini bir araya getirmektedir. Melodik ve armonik zenginlik, eserin etkileyici ve

unutulmaz olmasini saglamaktadir.
Aziziye Mars1 adli eserin Miizikal Semiyotik analizi

Bu eserin ulasilan notalar1 nota yazim programlari ile olugturulmadigi i¢in yeniden notaya alinmis

ve yeni notalar iizerinden miizikal semiyotik analizi yapilmistir.

Aziziye Marst — Guatelli
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Nota 3. Aziziye Marsi orijinal notalarinin bir kismu (Divanmakam, 2021).
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Gorsel 2. Aziziye Marst ses kayd:

Semiyotik Analizi

Nota iizerinde yuvarlak halka igerisinde belirtilen alanlarda miizikal betimlemeler ifade
edilmektedir. Buna gore eserin miizikal betimlemesinde ses benzerligi “biilbiil 6tiisii”, hareket
benzerligi ise “gelincik yiirliyiisii” seklindedir. Eserin miizikal ylriiylis modeli ise geneli itibariyla

“dag ve kili¢ motifi” seklindedir.

Form ve Yapi

Form: Mars formunda bestelenmistir. Geleneksel mars formu genellikle A-B-A (ternary) veya A-
B-A-B (rondo) yapisinda bir goriiniime sahip iken Aziziye Marsi’da A-B-A formunu takip etmistir.
Boliimler: Mars sekiz olgiiliik bir girisin ardindan A, yine sekiz 6l¢iiliik hazirlik kisminin ardindan

modiilasyon yapilan B boliimii ve finali olusturan A bdliimlerinden olusmustur.

Melodik Yap1

Ana Tema: Marsin ana temas1 genellikle giiclii ve coskulu melodilerden olugmaktadir. Guatelli
Pasa Sultan Abdiilaziz'e ithafen yaptig1 bu bestede, giiclii bir karakter ve major tonlar kullanarak
imparatorlugun giiciinii ve thtisamini yansitmistir.

Motifler: Melodik motifler, tekrarlayan yapilarla dinleyicinin aklinda kalic1 bir etki birakmay1
hedeflemistir.

Armoni ve Tonal Yap1

Do mindr tonunda bestelenen mars ¢eken ve melodik yapi kullanimi ile coskulu bir havaya
biliriinmiistiir. B bdliimiinde yapilan modiilasyon ile do major tonalitesi kullanilmigtir. Bu béliim
major olarak yazilmasina ragmen ana temayi iceren A bdliimiine gore daha yumusak bir duyum
icermektedir. Klasik bati miizigi armonisinde yazilan mars kisa gecislerde armonik minér

kullanimindan dogan artik ikili aralig1 ile kisa bir Tiirk miizigi tinis1 ortaya koydugu sdylenebilir.
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Ritmik Yapi

Tempo: Mars tempolu ve yiiriiylis temposunda bestelenmis ve bu durum notasyonda belirtilmistir.

Bu, askeri marslarin karakteristik 6zelliklerinden biridir.

Ritim: Ritmik yapinin, diizenli ve tekrar eden dlgiilerden olugsmasi marsin yiiriiyiis ritmine uygun
olmasim1 saglamigtir. B boliimiinde modiilasyonla birlikte ritmik yapida da degisiklik
goziikmektedir. Bu degisiklik mars temposunu bozmamakla beraber duyulusta farklilik

olusturmaktadir.

Dinamikler: Dinamik gegisler, marsin enerjik ve gii¢lii yapisin1 vurgulamaktadir. Forte ve piano

gecisleriyle marsin dramatik etkisi artirilmastir.

Kiiltiirel ve Tarihsel Baglam

Callisto Guatelli, italya kokenli bir besteci olarak Bati miizigi egitimine sahiptir. Bu nedenle,
marsta Bati miiziginin armonik ve melodik 6zellikleri belirgindir. Ancak, mars ayn1 zamanda
Osmanli miiziginin etkilerini de tasimaktadir. Bu, Dogu ve Bati miiziginin bir sentezi olarak

degerlendirilebilmektedir.

SONUC VE ONERILER

Sultan Abdiilaziz’in Avrupa seyahatleri ve Guatelli Pasa’nin etkisi, Abdiilaziz’in Bat1 kiiltiirii ve
sanatina olan sempatisini artirmakla beraber bu ilgi seviyesi, Abdiilaziz’in Bati miizigi tarzinda
eserler bestelemesine ve Bat1 miizigi ile Osmanli miizigi arasinda kiiltiirel bir etkilesim yaratmasina
neden olmustur. Tanzimat sonrast donemde hiikiim siiren Sultan Abdiilaziz, alaturka ve alafranga
miizik tarzlar1 arasinda bir denge kurmaya caligmistir. Bu denge, hem modern Bati miizigi
tekniklerini 6grenmesini hem de Osmanli’nin geleneksel miizik tarzlarina sadik kalmasini
saglamistir. Sultan Abdiilaziz'in Bat1 miizigine olan mesafeli tavri, Avrupa seyahatlerinden sonra
degismis ve bu dogrultuda Tanzimat sonrasinda Osmanli Imparatorlugu’nda alaturka-alafranga
ikilemi yaganmis olmasina ragmen Abdiilaziz’in hiikiimdarlig siiresince hem Dogu hem de Bati
miizigi alaninda faaliyet gosterdigi ve sanata her anlamda katkida bulunmustur. Arastirma konusu

kapsaminda, Osmanli’da Bat1 miiziginin yeri ve dnemine dair ¢esitli bilgi ve belgeye yer verilmis,
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Sultan Abdiilaziz’in aldig1 egitimler sonucunda gelistirdigi kendine 6zgii miizikal anlayisi ile
yasadig1 doneme yenilik getirdigi sonucuna ulagilmistir.

Sultan Abdiilaziz ve Guatelli Pasa'nin miizikal iliskisi, Osmanli imparatorlugu’nda Bat: miiziginin
yayllmasinda Oonemli bir rol oynamistir. Sultan Abdiilaziz'in “Valse Davet” adli eseri, bu
etkilesimin bir tirliniidiir. Bu eser, hem tarihi hem de miizikal agidan degerli bir 6rnektir. Abdiilaziz
Han’in, melodik ve armonik zenginligi ile dikkat ¢ceken “Valse Davet” isimli eseri, donemin
miizikal ve kiiltlirel zenginligini yansitan bir 6rnek olarak degerlendirilebilmektedir.

“Aziziye Mars1” yine donemin Osmanli miizigi ile Bati miizigi etkilerinin bir sentezi olarak dikkat
ceker. Melodik yapisi, armonik ve ritmik 6zellikleri, marsin coskulu ve giiclii dogasini destekler
niteliktedir. Guatelli Pasa’nin bu bestesi, Osmanli Imparatorlugu'nun kiiltiirel ve tarihsel
baglaminda 6nemli bir yere sahiptir. Aziziye Marsi, Guatelli’nin Bat1 miizigi egitimi ve Osmanli
miizigine olan katkilarinin bir yansimasi olarak kayitlara gegmektedir. Eser, giiclii melodik yapist,
zengin armonisi ve diizenli ritmik yapisiyla dikkat cekerken vatanseverlik temasi etrafinda
sekillenen mars, Osmanli Imparatorlugu'nun miizikal mirasinda énemli bir yer tutmaktadir.
Sultan Abdiilaziz'in Callisto Guatelli’den etkilenme siireci, Osmanli imparatorlugu’nun Bati
miizigi ile tanigma ve bu miizigi benimseme siirecinin énemli bir parcasini olusturmaktadir. Bu
etkilenme, cesitli acilardan incelenebilmektedir. Ornegin miizikal egitim ve bilgi birikimi
anlaminda Guatelli Pasa Sultan Abdiilaziz'e Bat1 miizigi teorisi ve pratigi konusunda kapsamli bir
egitim vermistir. Bu egitim, Abdiilaziz’in Bati miizigi formlarii, armoni ve melodik yapilarini
O0grenmesini saglamistir. Sultan Abdiilaziz'in “Valse Davet (Invitation a la Valse)” adli eseri ile
Callisto Guatelli’'nin “Aziziye Mars1” adli eseri arasinda farkli agilardan birtakim benzerlikler
bulunmaktadir. Her iki eser de, Bat1 miizigi etkilerini tasimakta ve Osmanli miiziginin Bat1 miizigi
ile olan etkilesimini yansitmaktadir. “Valse Davet” bir vals olarak, 3/4'liik 6l¢iide, akici ve dans
edilebilir nitelikte var olan bir Bati miizigi formunda bestelenmistir. Sultan Abdiilaziz'in bu
eserinin, Bat1 miiziginin melodik ve ritmik 6zelliklerini tasidig1 goriilmektedir. “Aziziye Mars1”
ise bir mars olarak, diizenli ritme sahip, giiclii ve coskulu melodiler i¢eren bir Bati miizigi formunda
bestelenmistir. Guatelli Pasa’nin bu eseri, Bati miiziginin armoni ve melodik yapilarin
kullanmaktadir. Her iki eser de, Bat1 miizigi armonisi ve melodik yapilar1 kullanildig1 gibi Osmanli
miizigine 6zgii motifleri ve dokular1 da igermektedir. Sultan Abdiilaziz’in Bat1 miizigi konusunda
aldig1 egitim ve Guatelli’nin Bat1 miizigi 6gretimi, her iki eserin de Bati1 miizigi etkisi altinda

olmasimi saglamistir. Bu etkilesim, eserlerin Bati miizigi standartlarina uygun olarak
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bestelenmesine yol agmistir. Arastirmaya konu olan iki eserde de bu etki goriilmektedir. Eserler
semiyotik acidan incelendiginde her iki eserinde benzer miizikal betimlemeler ve miizikal
yirliylsler dogrultusunda bestelendigi goriilmektedir.

Calismamiz, Osmanli Imparatorlugu’nun bestekar padisahlarindan biri olan Sultan Abdiilaziz’in
sanat anlayisinda kullandig1 tekniklerin isleyisini bilimsel bir ¢alisma ile ortaya koyup hem
bestekarin hem de hocasinin eserlerini analiz ederek donemin miizikal yaklagimini yansitmaktir.
Osmanli Devleti’nin bestekar padisahlarindan biri olan Sultan Abdiilaziz’in, italyan asilli hocasi
Callisto Guatelli’den aldig1 Bat1 miizigi egitimi sonrasi besteledigi “Valse Davet (Invitation a la
Valse)” adli eseri ve hocasinin ise padisah onuruna besteledigi “Aziziye Mars1” adli eseri
inceleyerek donemin sanat anlayisinin bu alandaki varligini yansitmaktir. Ayrica, Callisto
Guatelli’nin Sultan Abdiilaziz tizerindeki etkisi sadece miizikal egitim ve bilgi birikimi ile sinirl
kalmamis, ayn1 zamanda Osmanli Imparatorlugunun Bati miizigi ile olan etkilesimini ve bu
miizigin toplumda yayilmasini da saglamistir. Guatelli Pasa'nin rehberligi ve Sultan Abdiilaziz’in
miizikal ilgisi, Osmanl miiziginin zenginlesmesine ve ¢esitlenmesine dnemli katkilar yapmuistir.

Bu etkilesim, Osmanli miizigi tarihinde 6nemli bir doniim noktasi olarak da var olmaktadir.
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EXTENDED ABSTRACT

In this study, it has been learned that Sultan Abdiilaziz, with the Western music education he
received from his teacher Callisto Guatelli, gave a different direction to his perception and started
to be interested in Western music as well as Turkish music, and developed himself in this field and
recorded works. As a result, it has been seen that the integration of eastern and western music was
achieved and their musical characteristics were blended. It is possible to see the progress of Sultan
Abdiilaziz in Western music with the lessons he received from Guatelli Pasha through research and
examinations on the works of the two composers. In this context, the study analyzes the works of
“Valse Davet (Invitation a la Valse)” composed by Sultan Abdiilaziz and “Aziziye March”
composed by Guatelli Pasha. As a result of the examinations made on these two works, it becomes
clear how the musical understanding of the period changed and the place of Western music in the
Ottoman Empire.

This study examines Western music works during the reign of Sultan Abdiilaziz, focusing
specifically on “Invitation a la Valse” by Sultan Abdiilaziz and “Aziziye March” by Callisto
Guatelli. Despite the availability of recordings for only five of Sultan Abdiilaziz's Western
compositions and four Turkish pieces, this research is confined to the analysis of these two
aforementioned works.

The research posits that Sultan Abdiilaziz's musical direction evolved significantly following his
Western music education under Guatelli Pasha after his visit to England, leading to a fusion of
Turkish and Western musical elements in his compositions.

Employing a screening model, this study benefits from high validity as it collates data from diverse

sources, thereby offering comprehensive insights into the subject matter. Information was
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meticulously sourced from periodicals and various online resources. Comparative analysis
techniques were utilized to scrutinize “Invitation a la Valse” and “Aziziye March,” which serve as
the research sample. The study's methodology was elucidated through the work analysis approach.
The objective of this study is to scientifically elucidate the techniques employed by Sultan
Abdiilaziz, one of the composer Sultans of the Ottoman Empire, in his artistic endeavors, and to
convey the musical zeitgeist of the era through an analysis of the works of both the Sultan and his
mentor.and to reflect the musical approach of the period by analyzing the works of both the
composer and his teacher. Our research includes the work titled “Invitation a la Valse”, composed
by Sultan Abdiilaziz, one of the composer Sultans of the Ottoman Empire, after the western music
education he received from his Italian-origin teacher Callisto Guatelli, and “Aziziye”, composed
by his teacher in honor of the Sultan. The aim is to reflect the existence of the artistic understanding
of the period in this field by examining the work called “Mars1.”

The fact that Abdiilaziz, who was interested in Turkish music throughout his life, included Callisto
Guatelli in his education after his trip to Europe, turned to western music and wrote works in this
field, is an important issue that needs to be mentioned when making examinations in terms of the
detection and purpose of use of musical concepts that differ in the Turkish-Alaturka style. This
research is important in terms of differentiating the musical understanding of the period, as it
includes phenomena with variations within the framework of the analysis of the works put forward
in the field of western music by Sultan Abdiilaziz and Guatelli Pasha.

Sultan Abdiilaziz's “Invitation a la Valse” and Callisto Guatelli's “Aziziye March” create a
culturally interactive synthesis between Ottoman music and western music. Although both works
use western music techniques, they also include motifs and textures specific to Ottoman music. In
addition, these works were performed both at events held in the palace and at public events,
enabling western music to reach a wider audience within the Ottoman society. These similarities
show the close relations of Sultan Abdiilaziz and Guatelli Pasha with western music and their
contributions to Ottoman music. These are important examples that reflect the western music
influences of the period and enrich Ottoman music. It is seen that this synthesis between eastern
and western music combines the armonic and melodic richness of western music with the
traditional motifs of Ottoman music. The Italian conductor's western music teachings and Sultan
Abdiilaziz's creative vision strengthened the interaction of Ottoman music with western music and

started a new era in Ottoman music.
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Callisto Guatelli's influence on Sultan Abdiilaziz was not only limited to musical education and
knowledge, but also ensured the Ottoman Empire's interaction with western music and the
dissemination of this music in society. Guatelli Pasha's guidance and Sultan Abdiilaziz's musical
interest made significant contributions to the enrichment and diversification of Ottoman music.
This interaction exists as an important turning point in the history of Ottoman music. This effect is
seen in both works that are the subject of the research. When the works are examined from a
semiotic perspective, it is seen that both works were composed in line with similar musical
descriptions and musical walks. Within the scope of the research topic, various information and
documents regarding the place and importance of Western music in the Ottoman Empire were
included, and it was concluded that Sultan Abdiilaziz brought innovation to the period in which he
lived with his unique musical understanding that he developed as a result of the education he

received.
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ORTAK ZEMINDE OGRETIM PROGRAMLARI: TURKCE DERSI iLE

MUZIK DERSi OGRETIM PROGRAMLARININ KARSILASTIRILMASI
DONMEZ, Ayhan'

oz

Ogretim programlari, bir iilkenin egitim sistemini ve disiplinlere bakis agisin1 yansitan dnemli
materyallerdir. Gilinlimiiz egitim anlayis1, 6gretim programlarinin disiplinlerarasi bir bakis agisiyla,
birbirleriyle uyumlu bir sekilde kullanilmasini ve bdylece bireylerin her alanda kendilerini
gelistirmeleri lizerine insa edilmistir. Disiplinlerarasi anlayisin dgrenciler tizerindeki etkilerinin
arastirildigr birgok deneysel c¢alismaya rastlanmaktadir. Bu arastirmada ise disiplinlerarasi
yaklasimin Tiirkce ve miizik dersi 6gretim programlarindaki boyutu incelenmistir. Arastirmada,
2019 Tiirkge Dersi Ogretim Programi ile 2018 Miizik Dersi Ogretim Programi incelenerek iki
program arasindaki baglantilar ve etkilesimler detayl1 bir sekilde analiz edilmistir. Bu nedenle her
iki Ogretim programi ayrintili bir bicimde incelenmistir. Arastirmada dokiiman analizi yontemi
kullanilmigtir. Arastirma sonuglarma gore her iki programin 6zel amaglarinin benzerligi ve

kazanimlarin birbirleriyle uyumlu oldugu belirlenmis ve Tiirkge dersi ile miizik dersinin
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Ortak Zeminde Ogretim Programlari: Tiirkce Dersi Ile Miizik Dersi Ogretim Programlarinin Karsilastirilmast

disiplinlerarast bir anlayisla islenebilecegi ortaya ¢ikmistir. Tiirk¢e dersi ile miizik dersinin
disiplinleraras1 bir anlayisla islenebilecegini ortaya koymaktadir. Aragtirma sonucunda gelecekte
yapilacak ¢alismalara yonelik arastirmacilara, deneysel ¢alismalar ile disiplinlerarasi anlayisla
olusturulan kazanimlarin Ogrenciler lizerinde etkilerini incelemeleri ve farkli disiplinlere ait
Ogretim programlarinin yeni karsilastirmalar yapilarak benzer ve farkli yonlerini ortaya koymalari

Onerilmektedir.

Anahtar Kelimeler: Ogretim programlari, disiplinlerarasilik, Tiirkce dersi, miizik dersi,

karsilastirmal1 analiz.

CURRICULUMS ON COMMON GROUND: COMPARATIVE ANALYSIS
OF TURKISH AND MUSIC CURRICULUMS

ABSTRACT

Curricula are essential documents that reflect a country's education system and perspective on
various disciplines. Today's educational approach is built on using curricula from an
interdisciplinary perspective, in harmony with each other, and thus enabling individuals to improve
themselves in every field. Numerous experimental studies have investigated the effects of
interdisciplinary approaches on students. In this study, the dimension of the interdisciplinary
approach in Turkish and music lesson curricula was examined. The aim of the study was to reveal
the similarities between the 2019 Turkish Course Curriculum and the 2018 Music Course
Curriculum and the interaction between these two disciplines. For this reason, both curricula were
examined in detail. Document analysis technique was used in the study. According to the study's
findings, the similarity of the specific objectives in both programs and the compatibility of their
learning outcomes suggest that Turkish and music lessons can be taught with an interdisciplinary
approach. As a result of the study, it is recommended that researchers investigate the effects of
learning outcomes developed with an interdisciplinary approach through experimental studies and
conduct new comparisons of curricula from different disciplines to highlight their similarities and

differences.

Keywords: Curriculum, interdisciplinarity, Turkish language course, music course, comparative
analysis.
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GIRIS

Ogretim programlari, egitim-6gretim siirecinin vazgegilmez bir unsurudur. Senemoglu (2002, s.
5), O0gretim programini bir ders c¢ercevesinde O0grencilere kazanimi saglanacak hedef, buna bagl
davraniglar ve davraniglarin kazanimina yonelik 6grenme-6gretme durumlari ile davraniglarin ne
diizeyde kazandirildigini belirleyecek 6lgme durumlarini igeren, gelisime yonelik birden fazla
faktor ile etkilesim iginde olan 6gelerin tiimii olarak tanimlamistir. Bir llkeye 6zgii egitim
sisteminin igerigine dair bilgi veren ve 6gretmenlere egitim-6gretim siireci boyunca yol gosteren
giinimiiz 6gretim programlart (MEB, 2019, s. 3), disiplinleraras: biitiinlesmis bir yapida
hazirlanmistir. Ogretim programlarmin temel felsefesi genellikle amag, perspektif, dlgme ve
degerlendirme, bireysel gelisim ve dgretim programlari ile sonug boliimlerinde agiklanir. Ancak
sonraki boliimlerde disiplinlerin 6zel amaclar1 belirtilerek alana 6zgii yaklasimlar, 6lgme ve
degerlendirmeler, disipline 6zel fiziki araglarin olmasi1 gereken boyutlari, 6gretim programi ve
kazanimlarin yapisi yer alir. Ogretim programlarinda siire¢ igerisinde ortaya ¢ikan gelismeler ve
degisen ihtiyaclar kapsaminda gerekli diizeltmeler yapilabilir (Giizel ve Karadag, 2013, s. 47).
Bunun yani sira s6z konusu 6gretim programlarinin birbirlerine benzer yapida olduklar
goriilmektedir. Ogretim programlarmin birbiriyle uyumlu olmas1 6grenme siirecinde 6grencilerin
edindigi bilgileri birbiriyle bagdastirabilmelerine ve bdylece edinilen bilgilerin kalic1 olmasina
katki saglar. Bu olgu, disiplinlerarasi anlayisin getirisidir. Disiplinlerarasilik kavrami, 6grencilerin
farkl disiplinlerdeki bilgileri biitiinlestirerek kavramlar baglaminda onlar1 iist diizey diislinmeye
yonlendiren bir yaklasimdir (Aybek, 2001, s. 2). Ogrenme ortamlari igin vazgegilmez bir kavram
olan disiplinlerarasilik, Erden’e (2007, s. 14) gore gercek hayatta karsilasilan sorunlarin
¢oziimiinde kullanilacagi gibi egitim programlarinin da olmazsa olmaz niteliklerinden biridir. Buna
ornek olarak Tiirer (1992, s. 261), 6,7 ve 8 yaslarindaki ¢ocuklar i¢cin Hayat Bilgisi dersinin 6nemli
oldugunu, bu vesileyle aktif 6grenme becerilerini artirarak hem Fen Bilimleri hem de Sosyal
Bilgiler disiplinlerine hazirlik kapsaminda bilgiler kazanimini saglayabilecegini ifade etmektedir.
Nitekim 6grenme siirecinde de ele alinan bilgiler gergek hayatta oldugu gibi disiplinlerarasi
olmalidir ve farkli disiplinlerle bir biitiin haline getirilen kazanimlar, ger¢cek problemlere ¢6ziim
yolu gostermelidir (Ornstein & Hunkins, 2014, s. 25).

Kuskusuz, 6gretmenler de benzerlikler izin verdigi miiddet¢e disiplinlerarasi kaynastirmalar
yapacaktir (Giirkan ve Gokege, 1999, s. 33). Yapilan arastirmalar dogrultusunda disiplinlerarasi
yaklasimin, 6grenciler iizerinde 6nemli katkilar1 oldugu goriilmektedir. Ozhamamei (2013, s. 90)
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tarafindan yapilan bir ¢alismada disiplinleraras1 uygulamalarin 6grencilerin derse yonelik ilgi ve
anlama diizeyini yiikselttigi ve problem ¢dzme becerisini gelistirdigi tespit edilmistir. Konukaldi
(2012, s. 66) ise disiplinlerarast yontemi ile siirdiiriilen tematik yaklasimin, 6grencilerin Fen ve
Teknoloji dersine ait basar1 ve motivasyonlar1 tizerindeki etkilerini incelemistir. Arastirma
sonucuna gore disiplinlerarasi yonteme bagli tematik yaklagima yonelik egitim alan 6grencilerin
hem basarilarini yiikselttigi hem de motivasyonlarini artirdig tespit edilmistir. Bu arastirmada
Tiirkce dersi ile miizik dersine ait 0gretim programlar1 ayrintili bir bigimde analiz edilmistir. S6z
konusu disiplinler, birbirilerinden bagimsiz bir goriinlime sahip olsa da bahsi gegen Ggretim
programlarini birbirine yakinlastiran temel 6ge konusma ve sdyleme becerilerine yonelik
Tiirkgenin dogru ve etkili kullanimidir. Zira Talim Terbiye Kurulu Baskanligi araciligiyla 2006
yilinda yayimlanan ilkogretim Miizik Dersi Ogretim Programi’nda dgrencilere verilen miizik
egitiminin “Tirkgeyi dogru, giizel ve etkili kullanma” becerisini gelistirdigi belirtilmektedir. 2019
yilinda Milli Egitim Bakanli aracilifiyla yayimlanan Tiirkge Dersi Ogretim Programi’na ait alt
basliklarinda belirtilen 6zel amaglarina yonelik “Tiirk¢eyi, konugsma ve yazma kurallarina uygun,
bilingli, dogru ve 6zenli bir bigcimde kullanmalarinin saglanmasi” ifadesi de miizik egitimi ile

Tiirk¢e dersini birbirlerine yakinlastiracak ve ortak zeminde bulusturacak olgulardan biridir.

Arastirmanin Amaci
Buna bagli olarak bu arastirmanin amaci 019 Tiirkge Dersi Ogretim Programi ve 2018 Miizik Dersi
Ogretim Program’min benzer ydnlerini ortaya koyarak iki farkli disiplin arasindaki etkilesimin

boyutlarini ortaya ¢ikarmaktir.

Orneklem
Bu arastirmanin evrenini 2019 Tiirkge Dersi Ogretim Programi ve 2018 Miizik Dersi Ogretim

Programi olusturmaktadir.
Problem Ciimlesi

Calismaya bagli olarak gelistirilen problem ciimlesi “2019 Tiirk¢e Dersi Ogretim Programi ile 2018

Miizik Dersi Ogretim Programi arasindaki benzerliklerin gériiniimii nasildir?” seklindedir.
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YONTEM

Bu arastirmada, calismaya bagli olarak gelistirilen problem ciimlesindeki s6z konusu 6gretim
programlari ¢esitli degiskenler bakimindan analiz edilmistir. Bu nedenle betimsel arastirma modeli
kullanilnmustir (Biiyiikdztiirk, Cakmak, Akgiin, Karadeniz ve Demirel, 2013, s. 41). Ogretim

programlarinin analiz edilmesinde nitel yonteme bagl dokiiman analizi kullanilmistir.

BULGULAR

Arasgtirma sonucunda elde edilen veriler 6gretim programlarinin alt bagliklarina gore kategorize
edilmistir. Milli Egitim Bakanlig1 tarafindan yayimlanan 6gretim programlarina ait genel bilgiler
“Programlara Genel Bakis” bashg1 altinda incelenmis, 2019 Tiirkge Dersi Ogretim Programi ve
2018 Miizik Dersi Ogretim Programi’ndaki ortak 6zellikler ise “Programlarm Belirli Amaglar1” ve

“Ogretim Programlarinin Hedeflenen Kazanimlar1” basliklar1 ¢ergevesinde ele alinmustir.

Programlara Genel Bakig

Ogretim programlarma ydnelik genel bilgilere Milli Egitim Bakanligi Ogretim Progranu basligi
altinda deginilmistir. Bu boliimde teknolojide yasanan hizli degisimler, toplumsal agidan siirekli
degisen ihtiyaclar ve buna bagli olarak degisen 6gretim yontem ve ilkelerden bahsedilmistir.
Bireylerden beklenen nitelikler agiklanarak 6gretim programlarinda olmasi gereken Ozellikler
belirtilmistir. Bu bdliimde, 6gretim programlarinin diger disiplinlerle olan iligskisine vurgu
yapilarak, degerler, beceriler ve yetkinlikler cercevesinde biitiinciil bir 6gretim programi
olusturuldugu belirtilmistir. Ogretim programlarinin amaglar1 kapsaminda ise 1739 sayili Milli
Egitim Temel Kanununun 2. maddesinin esas alindig1 belirtilerek okul dncesi egitimi, ilkokulu,
ortaokulu ve liseyi tamamlayan O6grencilerin birbirini tamamlayici amaglar dogrultusunda
ulagmalar1 gereken beceriler belirtilmistir.

Ogretim programlarinin benimsedigi perspektifler deger ve yetkinlik kavramlari igerisinde
aciklanmis, bu temele bagli 6grencilerin yetistirilmesinin gerektigi ifade edilmistir. Ayrica bu
kavramlarin birbirinden ayr1 tutulamayacagi, bizi biz yapan ve toplumumuzun temellerinde
sekillenen bir miras oldugu belirtilmistir. Programlar araciligiyla kazandirilmaya calisilan bilgi,
beceri ve davranislar ise giincellenebilme ve yenilenebilme 6zellikleriyle giiniin sartlarina uyum
gosterme Ozelliklerine sahip oldugu agiklanmistir. Bunun yani sira degerler ve yetkinlikler ayri

basliklarda incelenmistir. Degerlerimiz baslig1 altinda deger kavraminin tanimi yapilmis olup kok
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degerlerimizden bahsedilmistir. S6z konusu degerlerin ise ayr1 ayr1 konular cercevesinde
islenmedigi, biitiin 6gretim programinin her biriminde yer aldig: belirtilmistir. Yetkinlikler baslig
altinda ise sekiz adet anahtar yetkinlikten (Ana Dilde iletisim, Yabanci Dilde Iletisim,
Matematiksel Yetkinlik ve Bilim/Teknolojide Temel Yetkinlikler, Dijital Yetkinlik, Ogrenmeyi
Ogrenme, Sosyal ve Vatandaslikla Ilgili Yetkinlikler, inisiyatif Alma ve Girisimcilik, Kiiltiirel
Farkindalik ve ifade)

Programlarda belirtilen 6lgme ve degerlendirme yaklasiminin esneklik tasimasi ve o6gretim
programlarina uygun bi¢cimde kullanilmasi1 gerektigi ancak her bireye ayni 6lgme-degerlendirme
aracinin kullanilmasinin sakincali oldugu belirtilmistir. Buna baglh olarak gelistirilen ilkeler, bu
tutumu desteklemektedir. Ayrica bireysel gelisim de g6z Oniinde bulundurularak 6gretim
programlarinin harmonik bir yaklasimla hazirlandigi belirtilmis ve bireysel farkindaliklar

gozetilerek programlarin buna bagli bicimde hazirlandigina deginilmistir.

Programlarin Belirli Amaglart

2019 Tiirkge Dersi Ogretim Programi ile 2018 Miizik Dersi Ogretim Programi’na ait dzel amaglar
“Estetik Yon Kazanma”, “Kendini Ifade Etme”, Yaraticilif1 Gelistirme”, “Deger Kazanim1” ve
“Zihinsel Becerileri Gelistirme” basliklar altinda toplanmustir.

Estetik Yon Kazanma: Ogretim programlarindaki 6zel amaglar estetik yon acisindan incelendiginde
Tiirkge dersindeki estetik degerlerin basta Tiirk diinyast olmak {izere biitiin diinyada var olan kiiltiir
ve sanata yonelik eserler ile kazandirilmasi amaglanmig, miizik dersinde ise miizik etkinlikleri
yoluyla 6grencilere benimsetilmesi ongoriilmiistiir.

Kendini Ifade Etme: Ogrencilerin duygu, diisiince ve deneyimlerini ifade edebilmeleri igin Tiirkce
dersinde sozlii ve yazili becerilere ihtiyag duyulurken, miizik dersinde miizik araciligiyla
kendilerini ifade etmeleri amaglanmistir.

Yaraticiligi Gelistirme: Tiirkge dersine ait 6gretim programinda basili materyal ve ¢oklu medya
kaynaklari ile bilgi iiretme kapsaminda yaraticilik kavramina deginilmisken, miizik dersine ait
Ogretim programinda miizik araciliiyla yaraticiligin gelistirilmesi hedeflenmistir.

Deger Kazanmimi: Her iki programda da deger kazanimi ¢ok 6nemli bir amag haline getirilmistir.
2019 Tiirkge Dersi Ogretim Programi’nda Tiirk kiiltiirii ve sanatina ait eserlerin benimsenmesinin
saglanmasi; milli ve manevi degerlere iliskin bireylerin énemle iistiinde durmasi ve buna bagh

olarak milli duygu ve diistincelerin giiglendirilmesi ve resmi dilimiz olan Tiirkgenin dogru ve 6zenli
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kullanilmasinin saglanmas1 amaglanmisken 2018 Miizik Dersi Ogretim Programi’nda yerel ve
ulusal miizik tiirlerinin taninmast ve bunlarin kiiltiirel varlik olarak algilanmasini saglamak,
oncelikle Istiklal Marsimizin yam sira diger marslarimizin da uygun bicimde seslendirilmesini
saglamak, Atatiirk’iin Tlrk miizigi ile ilgili goriislerini kavramalarina katki saglamak, 6grencilerin
milli birligimizi pekistiren ve bunu daha kolay hale getiren miizik kiiltiirii ve bilgisi kazanmalarini
saglamak, miizik ile sevgi, paylasim ve sorumluluk duygularini gelistirmeyi saglamak
amaglanmstir.

Zihinsel Becerileri Gelistirme: 2019 Tiirkge Dersi Ogretim Programi’nda zihinde yapilandirma
becerilerinin gelistirilmesi amaglanmisken 2018 Miizik Dersi Ogretim Programi’nda bu becerilerin

miizik olgusu vasitasiyla gelistirilmesi hedeflenmistir.

Ogretim Programlarinin Hedeflenen Kazanimlart

2019 Tiirkce Dersi Ogretim Programi’ndaki kazammlar doért temel dil becerisi {izerine
smiflandirilirken, 2018 Miizik Dersi Ogretim Programi’ndaki kazanimlar dinleme/sdyleme basta
olmak {tizere miiziksel alg1 ve bilgilenme, miiziksel yaraticilik ve miizik kiiltlirii ¢ergevesinde
diizenlenmistir. 2019 Tiirkge Dersi Ogretim Programi incelendiginde toplamda 190 farkli
kazanima yer verildigi tespit edilmistir. 2018 Miizik Dersi Ogretim Programi incelendiginde ise
toplamda 134 farkli kazanima yer verildigi belirlenmistir. Bu kazanimlar ortak ¢ergevede ele
alindiginda “Degerler”, “Ses Kaynaklar” ve “Is Birlikli Calisma” basliklar1 altinda toplandig

goriilmektedir.

Degerler

Kazammlar, degerler gergevesinde incelendiginde 2019 Tiirkge Dersi Ogretim Programi’nda
siklikla deyim ve atasozleri, edebi eserler, Tiirkgenin sadeligi ile ilgili kazanimlara yer verilirken
2018 Miizik Dersi Ogretim Programi incelendiginde Atatiirk’iin miizik ve tiirkiilere yonelik ilgisi,
belirli giin ve haftalar, halk danslari, Istiklal Mars1, milli birlik ve beraberlik, milli, dini ve manevi
degerler, milli ve manevi biling, Tirk kiiltiiriine ait miizikler, bunlarin bigimleri ile makamsal

yapist ve yurdumuza ait miizik tiirleri tizerine kazanimlara yer verildigi goriilmektedir.
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Ses Kaynaklart

Programlardaki ses kaynaklarinin ayirt edilmesine yonelik kazanimlar incelendiginde 2019 Tiirkce
Dersi Ogretim Programi’nda dogal ve yapay seslerin ayirt edilmesi, duyulan seslerin taklit
edilmesi, harf seslendirmeleri, vurgu, tonlama ve telaffuza dikkat edilerek okunmasi
amagclanmisken, 2017 Miizik Dersi Ogretim Programi incelendiginde bu kazanimlara benzer olarak
cevresinde duyulan seslerin taklit edilmesi ve ses kaynaklarinin ayirt edilmesi hedeflenmistir. Bu

zemindeki benzerlikler Tiirkge ve miizik derslerinin baglantili disiplinler oldugunu géstermektedir.

Is Birlikli Calisma

2019 Tiirkge Ogretim Programi’ndaki sinif ici tartisma ve konusmalara katilima tesvik edilmesi,
dinleme/izleme, konusma, okuma ve yazma stratejilerinden grup ¢alismalarina yer verilmesi, 2018
Miizik Ogretim Programi’ndaki birlikte sdyleme ve seslendirme kazanimlar ile ortak zeminde
bulustuklar1 sdylenebilir. Boylece her iki 6gretim programinda da is birlikli 6grenmeye yer

verilmesi s6z konusu ¢aligmalarin benzer yonlerinin oldugunu gostermektedir.

SONUC VE ONERILER

Bu arastirmada Tirk¢ce ve miizik derslerine ait 6gretim programlarinin benzer yonleri ortaya
konularak iki farkli disiplin arasindaki etkilesimin boyutlari tespit edilmeye c¢alisilmistir.
Dolayisiyla “2019 Tiirkge Dersi Ogretim Programi ile 2018 Miizik Dersi Ogretim Programi
arasindaki benzerliklerin gériiniimii nasildir?” seklinde bir problem ciimlesi olusturulmustur.

Milli Egitim Bakanligi tarafindan yayimlanan tiim 6gretim programlarinda teknolojik gelismelere
uyum aranmakta ve toplumsal dinamiklerde gerceklesen degisimlere baglh 6gretim programlarinin
hazirlanmasi esas alinmaktadir. Ayrica hazirlanan programlarin diger disiplinlerle iliskili olmasi
onemli bir olgudur. Ogretim programlarmin belli kanunlar cergevesinde hazirlandigi belirtilmis
olup her kademeye 6zgii ulagilmasi beklenen hedefler belirtilmistir. Bunlarin yam sira 6gretim
programlarinin perspektifi kapsaminda deger ve yetkinlik kavramlar1 da dikkate alinmis ve kok
degerlerden bahsedilmistir. Yetkinlikler ¢cercevesinde ise sekiz anahtar yetkinlikten s6z edilmistir.
Programlar, 6l¢me ve degerlendirme kapsaminda incelendiginde ise esneklige ve bireysel farkliliga
onem verildigi, her bireye ayni1 6lgme-degerlendirme aracinin kullanilmamasi1 gerektigi ifade
edilmistir. Programlara ait 6zel amaglar incelendiginde iki program arasinda bir¢ok ortak noktanin
oldugu goriilmiistiir. Bu ortak noktalar 6grencilerin estetiksel beceri kazanmasi, kendilerini ifade
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etmesi, yaraticiliklarini gelistirmesi, deger kazanimlarinin gergeklesmesi ve zihinsel becerilerini
gelistirmeleri olarak belirlenmistir. Her iki 6gretim programinda da 6grencilere estetik anlayisinin
kazandirilmasi farkli yollar ile olsa da ortak bir amag haline gelmistir. Ogrencilerin kendilerini
ifade etme becerilerinin de gelismesi ortak amaglardandir. Bunun yani sira Ogrencilerin
yaraticiliklarini gelistirme, degerlerin kazanilmasina yonelik caligmalar yapma ve ogrencilerin
zihinsel becerilerinin gelistirilmesi her iki 6gretim programinin da amagladigi bir olgudur. Her iKi
ogretim programinda dgretim hedeflerini gerceklestirmek i¢in yer alan kazanimlar, degerler, ses
kaynaklar1 ve is birlikli caligma temalariyla bir araya gelmistir. Degerler kapsaminda
degerlendirilen kazanimlarin genel itibariyla Tiirk¢enin s6z varligi cevresinde gelistigi, Tiirk
kiiltiirtine ait ogeler barindirdigi, Tiirkcenin dogru kullanimina iliskin yonergeler verildigi tespit
edilmistir. Ses kaynaklar1 temastyla incelenen kazanimlarin ise seslerin ayirt edilmesi ve taklidi
iizerine ortak oOgelerin varh@ dikkat cekmektedir. Is birlikli ¢alisma temasinda incelenen
kazanimlarda ise her iki 6gretim programinda da grup calismalarina 6nem verildigi tespit
edilmisgtir.

Dokiiman incelemesi yoOntemiyle yapilan bu arastirmada Tiirkce ve miizik derslerinin
disiplinlerarasi uygulamalar yoluyla sentezlenip dgretimin yapilmasinin iki ders i¢in daha uyumlu
olabilecegi sonucuna varilmistir. Bu sonuca bagli olarak yapilan literatiir taramasinda Demirhan
Iscan (2007: 286) tarafindan yapilan bir ¢alismada ii¢ farkli disiplin biitiinlestirilmis bir program
dahilinde oOgrencilere sunulmus ve bu programin, ogrencilerin akademik basarilar1 ve deger
kazanimlarina etkisi incelenmistir. Aragtirma sonunda her iki becerinin de gelistigi goriilmiistiir.
Yildirim (1996, s. 93) tarafindan yapilan bir ¢alismada ise disiplinlerarasi 6gretimin, 6grencilerin
diisiinme becerilerini giiclendirdigini ayrica Ogrencilerin derinlemesine Ogrenme, -elestirel
disiinme, 1s birligi yapma gibi becerilerinin gelismesine de katki sagladigini tespit etmistir.
Kurtdede Fidan’in (2013, s. 387) gerceklestirdigi baska bir ¢alismada ise Sosyal Bilgiler dersinde
disiplinlerarasi iligkilendirme yoluyla 6gretim yapilmis ve arastirma sonunda degerler egitiminin
daha etkin hale geldigi sonucuna ulasilmistir. Ozgelik (2015, s. 96) ise bu sonuglara benzer bir
sekilde geometri dersi i¢in disiplinlerarasi bir perspektifle konulari islemis ve bu yonteme uygun
bir bicimde Ogretim etkinlikleri hazirlamistir. Arastirma sonucunda Ogrencilerin akademik
basarilarinin gelistigini ve problem ¢dzme becerilerinin arttigini saptamigtir. Bu arastirma

kapsaminda ulagilan sonuglarla birlikte arastirmacilara, farkli disiplinleri bir arada inceleyerek yeni
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karsilagtirma g¢alismalar1 yapmalar1 ve deneysel ¢alismalar yapilarak ayni zeminde olusturulan

kazanimlarin 6grenciler tlizerinde gerceklesip gergeklesmedigini test etmeleri 6nerilmektedir.,
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EXTENDED ABSTRACT

The text emphasizes the indispensable role of curriculum in the education process. Curricula are
defined as comprehensive plans that include the behaviors targeted to be acquired by students and
the evaluation of these behaviors through teaching-learning processes. These programs determine
the content of a country's education system and guide teachers throughout the education process.
These programs are designed with an interdisciplinary structure and can be updated according to
evolving needs and emerging innovations over time. The concept of interdisciplinarity aims to
integrate information from different disciplines and to develop students' high-level thinking skills
through this information. Interdisciplinarity in learning environments plays a critical role in
providing students with the ability to produce solutions to real-life problems. In this context,
similarities between curriculums contribute to students' ability to relate what they have learned to
each other and to this knowledge becoming permanent. This understanding encourages teachers to
establish connections between disciplines and to develop a more in-depth understanding of
students' learning processes. It has been observed that similarities between curriculums increase
students' interest and level of understanding in the course and develop problem-solving skills.
Research shows that interdisciplinary methods are effective in enhancing students' success and
motivation. In this context, the relationship between Turkish and music lessons has been examined.
These disciplines, which seem independent at first glance, meet on common ground with their
focus on the correct and effective use of Turkish, especially for speaking and singing skills. One
of the main purposes of the Turkish course is to ensure that students use Turkish consciously,
correctly and carefully. Similarly, it is stated that the music course also develops the skill of using

Turkish correctly and effectively. This situation is an important element that reinforces the

430



Ortak Zeminde Ogretim Programlari: Tiirkce Dersi Ile Miizik Dersi Ogretim Programlarinin Karsilastirilmast

interaction and interdisciplinarity between the two courses. The aim of this research is to reveal
these similarities and interactions between Turkish and music courses. The universe of the research
consists of the curriculums of Turkish and music courses. The problem statement of the study is to
examine the similarities between the 2019 Turkish Course Curriculum and the 2018 Music Course
Curriculum. In this context, the effects of the understanding of interdisciplinarity on students and
the contributions of the two different disciplines to each other are evaluated. The research aims to
analyze the contribution of the interaction between disciplines to educational processes by
revealing the similarities and differences in the objectives, perspectives, measurement and
evaluation methods of the curriculums and individual development dimensions. In this study, the
curriculums in question in the problem statement developed based on the study were analyzed in
terms of various variables. Therefore, a descriptive research model was used (Biiyiikoztiirk,
Cakmak, Akgiin, Karadeniz and Demirel, 2013, s. 41). In analyzing the curriculums, a document
review technique based on the qualitative method was used. The curriculums published by the
Ministry of National Education are constantly updated to reflect the modern educational approach
and aim to adapt to technological developments. These programs are restructured depending on the
changes in social dynamics, thus providing an educational environment suitable for the needs of
the age. In addition, associating the prepared programs with other disciplines aims to ensure that
students gain an interdisciplinary perspective. Curriculums are created within certain legal
frameworks and the expected goals for each level of education are clearly determined. These goals
aim to ensure that students gain certain knowledge, skills and attitudes. In the perspective of the
programs, the concepts of "value" and "competence” have an important place. Curriculums that
focus particularly on "core values™ and eight key competencies aim to develop both academic and
social skills of students. Core values are fundamental principles that are accepted as the common
cultural heritage of society and facilitate students' participation in social life. Competencies are the
characteristics that enable individuals to use their knowledge, skills and attitudes effectively. When
we look at the measurement and evaluation dimension of the programs, we see that flexibility and
individual differences are given importance. In this context, it is emphasized that assessment tools
that are appropriate for each student's learning style and pace should be used. This supports
individualized teaching approaches in education and allows each student to use their potential at

the highest level.
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When the specific objectives of the Turkish and music curriculums are examined, it is seen that
there are many common points between the two programs. In particular, the objectives such as
students gaining aesthetic skills, expressing themselves, developing their creativity, realizing value
acquisitions and developing their mental skills come to the fore in both programs. These common
objectives ensure that interdisciplinary approaches are adopted in the teaching process and that
students receive a holistic education. Both programs aim to develop students' aesthetic
understanding. This enables students to develop their perspectives on artistic values and beauty. In
addition, self-expression skills are among the common objectives of both courses. While the
Turkish course allows students to express their thoughts and feelings effectively by using their
language skills, the music course allows students to develop their musical talents and artistic
expressions. This allows students to have a richer learning experience by bringing together the
skills they have gained in different disciplines. Creativity is another important issue that both
curriculums focus on. Developing students' creative thinking skills has been determined as a basic
goal in both Turkish and music courses. Studies on the acquisition of values aim to increase
students' sensitivity to social and ethical values. In this context, both courses aim to ensure that
students internalize values and apply these values in their daily lives. The learning outcomes aimed
at achieving the teaching objectives of Turkish and music courses are centered around themes such
as values, sound sources, and collaborative work.. The achievements evaluated within the scope of
values generally develop around the vocabulary of Turkish and include elements of Turkish culture.
In addition, guidelines regarding the correct use of Turkish are also among these achievements.
The achievements examined under the theme of sound sources focus on distinguishing and
imitating sounds and include common elements in this area. Within the scope of the theme of
collaborative work, both curricula emphasize group work and support students' learning by
working together. In this context, this research conducted with the document review method has
reached the conclusion that teaching Turkish and music courses by synthesizing them through
interdisciplinary practices would be more compatible for the two courses. This finding shows that
new comparative studies should be conducted by considering different disciplines together. Other
studies in the literature also reveal that interdisciplinary approaches have positive effects on student
success and value acquisition. Therefore, it is recommended that future studies examine different
disciplines together and examine the effects of interdisciplinary relationships on students in more
depth.
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MUZIK VE KARDIiYOVASKULER SAGLIK: MUZiK DINLEMENIN VE
ICRA ETMENIN KALP UZERINDEKI ETKILERI
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GUNDEMIR, Ibrahim Ozan?

OZET

Bu arastirma, miizik dinlemenin ve icra etmenin kardiyovaskiiler saglik tizerindeki etkilerini
degerlendirmek i¢in literatiir taramas1 ve ikincil veri analizi kullanilarak gergeklestirilmistir.
Miizik, sadece duygusal bir ifade bicimi olmanin 6tesinde, fiziksel saglig1 destekleyen terapotik
bir ara¢ olarak da kabul edilmektedir. Literatiirde, miizik dinlemenin kalp atis hizin1 diistirdigii,
kan basincini dengeledigi ve stres hormonlarini azalttigina dair bir¢ok kanit bulunmaktadir.
Ozellikle rahatlatict miiziklerin, parasempatik sinir sistemi iizerinden kardiyovaskiiler sistemi

olumlu yonde etkiledigi gézlemlenmistir.
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Miizik Ve Kardivovaskiiler Saglik: Miizik Dinlemenin Ve Icra Etmenin Kalp Uzerindeki Etkileri

Ayrica, miizik icra etmenin fizyolojik ve zihinsel uyarilmayi artirarak dolagim sistemine katkida
bulundugu belirtilmistir. Miizik icrasinin, stres seviyelerini diigiirerek ve sosyal etkilesimleri
tesvik ederek kalp sagligina dolayli olarak fayda sagladigi da literatiirde vurgulanmaktadir.
Miizik terapisi, kardiyovaskiiler hastaliklarin tedavisinde tamamlayic1t bir yontem olarak
kullanilmakta ve hastalarin iyilesme siireclerini hizlandirici etkiler gostermektedir. Bu
baglamda, miizik terapisi, kalp sagligin1 destekleyen diisiik maliyetli, erisilebilir ve yan etkisiz
bir tedavi segenegi olarak one ¢ikmaktadir.

Sonug olarak, miizik terapisi ve miizik dinlemenin kardiyovaskiiler saglik iizerindeki olumlu
etkileri, bu uygulamalarin klinik alanda daha yaygin bir sekilde kullanilabilecegini
gostermektedir. Gelecekte yapilacak arastirmalar, miizik terapisi uygulamalarinin uzun vadeli
etkilerini ve farkli demografik gruplar {izerindeki sonuglarini daha ayrintili bir sekilde
inceleyerek bu alandaki bilgi birikimini genisletebilir. Bu ¢alisma, miizigin saglik hizmetlerinde
daha genis bir sekilde kullanilmasini tesvik etmek amaciyla mevcut literatiire 6nemli katkilar

sunmaktadir.

Anahtar Kelimeler: Kardiyovaskiiler saglik, Miizik terapi uygulamalari, Hemodinamik

yanitlar, Kan basinci regiilasyonu, Stres yonetimi.

MUSIC AND CARDIOVASCULAR HEALTH: THE EFFECTS OF
LISTENING TO AND PERFORMING MUSIC ON THE HEART

ABSTRACT

This study was conducted with the aim of evaluating the effects of listening to and playing
music on cardiovascular health through a literature review and secondary data analysis. Music
is recognized not only as a form of emotional expression but also as a therapeutic tool that
supports physical health. The literature provides substantial evidence that listening to music can
lower heart rate, regulate blood pressure, and reduce stress hormones. It has been particularly
observed that relaxing music positively influences the cardiovascular system via the
parasympathetic nervous system.

Furthermore, playing music has been noted to enhance both physiological and mental
stimulation, thereby contributing to the circulatory system. It is also emphasized in the literature
that engaging in music-making can indirectly benefit heart health by reducing stress levels and
promoting social interactions. Music therapy is employed as a complementary method in the

treatment of cardiovascular diseases, showing effects that accelerate patients' recovery
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processes. In this context, music therapy stands out as a cost-effective, accessible, and side-
effect-free treatment option that supports heart health.

In conclusion, the positive effects of music therapy and listening to music on cardiovascular
health suggest that these practices could be more widely utilized in clinical settings. Future
research could further expand knowledge in this area by more thoroughly examining the long-
term effects of music therapy and its outcomes on different demographic groups. This study
makes significant contributions to the existing literature by encouraging the broader use of

music in healthcare services.

Keywords: Cardiovascular Health, Music Therapy Applications, Hemodynamic Responses,

Blood Pressure Regulation, Stress Management.

GIRiS

Miizik, tarih boyunca insan yasaminin ayrilmaz bir par¢asi olmus ve duygusal, psikolojik ve
fiziksel saglig1 olumlu yonde etkileyen bir arag olarak degerlendirilmistir. Giinlimiizde, miizigin
terapoOtik potansiyeli, 6zellikle kardiyovaskiiler saglik tizerindeki etkileri baglaminda dikkat
cekmektedir. Kardiyovaskiiler hastaliklar, diinya genelinde en yaygin 6liim nedenleri arasinda
yer almakta olup, bu hastaliklarin yonetiminde stresin azaltilmasi, anksiyetenin kontrol altina
alinmas1 ve genel fizyolojik iyilegsmenin saglanmasi biiyiik 6nem tagimaktadir. Bu baglamda,
miizik terapisi, bu tiir saglik sorunlar1 ile basa ¢ikmada potansiyel bir ara¢ olarak One
cikmaktadir. Bu ¢alisma, literatlirdeki mevcut verileri inceleyerek miizik dinlemenin ve miizik
terapisi uygulamalarimin kardiyovaskiiler saglik {zerindeki etkilerini degerlendirmeyi

amaclamaktadir.

Miizik ve Saghk Arasindaki Baglanti

Miizigin saglik lizerindeki etkileri, 6zellikle son on yillarda artan bir ilgi gormektedir. Miizik
terapisi, hastalarin stres seviyelerini diisiirme, anksiyeteyi hafifletme ve genel ruh halini
tyilestirme gibi psikolojik faydalar sunarken, ayni zamanda fizyolojik diizeyde de 6nemli
etkiler yaratabilmektedir. Literatiirde yer alan ¢alismalar, miizigin kalp atis hizi, kan basinci ve
stres hormonlar iizerindeki diizenleyici etkilerini ortaya koymaktadir. Ornegin, rahatlatici
miiziklerin kalp atis hizin1 diisiirdiigli ve kan basincim1 dengeledigi, bunun da genel

kardiyovaskiiler saglig1 destekledigi gosterilmistir.
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Buna ek olarak, miizik terapisi uygulamalari, kardiyovaskiiler hastaliklarin tedavi slireglerinde
tamamlayic1 bir miidahale olarak kullanilmis ve olumlu sonuglar elde edilmistir. Miizik, viicutta
hem fizyolojik hem de psikolojik degisimlere yol agarak, hastalarin iyilesme siireclerine katkida
bulunabilmektedir. Bu etkiler, miizigin saglik alaninda daha genis bir sekilde kullanilabilecegini

gostermektedir.

Kardiyovaskiiler Saghik ve Onemi

Kardiyovaskiiler saglik, diinya genelinde en 6nemli halk saglig1 sorunlarindan biri olarak kabul
edilmektedir. Yiiksek kan basinci, stres ve anksiyete gibi faktorler, kardiyovaskiiler
hastaliklarin gelisiminde kritik bir rol oynar. Bu hastaliklarin tedavisinde kullanilan geleneksel
tibbi yontemlerin yani sira, tamamlayici terapiler de giderek daha fazla 6nem kazanmaktadir.
Miizik terapisi, bu baglamda, diisiikk maliyetli, erisilebilir ve yan etkisiz bir miidahale olarak
dikkat cekmektedir.

Miizik terapisi, hipertansiyon hastalarinda kan basincini ve kalp atis hizin1 etkili bir sekilde
azaltabilir, kaygi ve depresyon seviyelerini diisiirebilir ve hastalarin uyku kalitesini artirabilir,
boylece kan basinci kontroliinii ve hastalarin prognozunu iyilestirebilir. Ila¢ tedavisi ile
karsilastirildiginda, diisiik maliyetli, kolay uygulanabilir ve invaziv olmayan bir tedavi yontemi
olarak miizik terapisi, tedavi edici etkiler saglarken tibbi masraflar1 azaltabilir ve klinisyenlerin
bagimsiz olarak sunabilecegi bir yardimci tedavi olarak degerlendirilebilir. (Cao & Zhang,
2023,s.7)s

Yapilan aragtirmalar, miizik dinlemenin kardiyovaskiiler saglik tizerindeki etkilerini agikga
ortaya koymaktadir. Miizik, stres hormonlarini azaltarak, kan basincini diisiirerek ve kalp atis
hizim1 dengeleyerek kardiyovaskiiler sistemi olumlu yonde etkileyebilir. Bu etkiler, miizigin
kalp sagligim1 koruma ve iyilestirme potansiyelini vurgulamakta ve miizik terapisi
uygulamalarinin klinik alanda kullanimini desteklemektedir.

Bu konuda yapilan iki randomize kontrollii ¢aligmada (RCT), miizik dinleme sirasinda
katilimcilarin tiikiiriik 6rneklerinden alinan stres hormonu olarak bilinen kortizol hormon

seviyelerinin dncesine gore azaldig1 tespit edilmistir. (Hou, ve digerleri, 2017)

Arastirmanin Amaci

Bu aragtirmanin amaci, mevcut literatiire dayali olarak miizik dinlemenin ve icrasinin
kardiyovaskiiler saglik iizerindeki etkilerini degerlendirmektir. Arastirma, miizik terapisi
uygulamalarinin kalp sagligini nasil destekleyebilecegini ve bu etkilerin klinik uygulamalarda

nasil kullanilabilecegini incelemeyi amaglamaktadir.
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Arastirmanin Onemi

Kardiyovaskiiler hastaliklar, diinya genelinde en yaygin 6liim nedenleri arasinda yer almakta
ve bu hastaliklarin tedavi siirecinde stres yonetimi, kan basinci regiilasyonu ve genel ruh hali
tyilestirmeleri biiylik 6nem tasimaktadir. Miizik terapisi, diisiik maliyetli ve yan etkisiz bir
tedavi yontemi olarak, bu siireclere katkida bulunabilecek 6nemli bir aractir. Arastirmanin
bulgulari, miizigin kardiyovaskiiler saglik iizerindeki etkilerini anlamaya ydnelik literatiirii

zenginlestirecek ve bu alandaki farkindalig: artiracaktir.

Problem Durumu

Kardiyovaskiiler hastaliklar, diinya genelinde halk saglhigi agisindan ciddi bir sorun
olusturmaktadir. Geleneksel tedavi yontemlerine ek olarak, tamamlayici ve alternatif terapilerin
bu hastaliklarin yonetiminde nasil kullanilabilecegi giderek daha fazla arastirilmaktadir. Ancak,
miizik terapisi gibi tamamlayici yaklagimlarin kardiyovaskiiler sistem iizerindeki etkilerine dair
mevcut literatiir sinirlidir. Bu durum, miizik terapisi uygulamalarinin etkinligini ve bu

uygulamalarin klinik kullanimlarin1 daha derinlemesine arastirmayi gerekli kilmaktadir.

Alt Problemler

Bu arastirma asagidaki alt problemleri ele alacaktir:

Farkli miizik tiirlerinin ve tempolarinin kardiyovaskiiler saglik tizerindeki etkileri nelerdir?
Miizik dinlemenin stres hormonlar1 {izerindeki etkileri nelerdir?

Miizik icrasinin kardiyovaskiiler sistem tlizerindeki potansiyel etkileri nelerdir?

Miizik terapisi uygulamalari, kardiyovaskiiler hastaliklarin tedavisinde nasil kullanilabilir?
Sosyal etkilesimler ve miizik terapisi, kardiyovaskiiler saglik {izerindeki dolayl etkileri nasil

sekillendirir?

Problem Ciimlesi
Bu arastirmanin problem ciimlesi su sekildedir: "Miizik dinlemenin ve miizik icra etmenin
kardiyovaskiiler saglik tizerindeki etkileri nelerdir ve bu etkiler miizik terapisi uygulamalarinda

nasil kullanilabilir?"
Smirhhklar
Aragstirma, literatiir taramasti ve ikincil veri analizine baglh oldugundan, calismanin siirliliklar

su sekildedir:
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Veri Kaynaklari: Calismada kullanilan veriler, mevcut literatiirden derlenmistir; bu nedenle,
verilerin gilincellenmis ve dogrulanmis olmasi, arastirmanin giivenilirligi agisindan 6nem
tagimaktadir.

Calisma Grubu: Arastirma, dogrudan insan denekler iizerinde yapilmadigi i¢in, elde edilen
bulgularin genellestirilebilirligi sinirlidir.

Zaman Kisitlamalari: Literatlir taramasinda belirli bir zaman araligindaki c¢alismalar
incelenmistir, bu da arastirmanin giincel literatiirii tam anlamiyla kapsayip kapsamadigina dair
soru isaretleri dogurabilir.

Oznellik: Tkincil veri analizleri, arastirmacinin yorumu ve literatiiriin secimi gibi &znel

faktorlere bagl olarak degisebilir.

Metodoloji

Bu arastirma, literatiir taramasi ve ikincil veri analizi yontemleriyle yiiriitiilmiistiir. Ilk olarak,
miizik terapisi ve kardiyovaskiiler saglik {izerine yapilan mevcut akademik caligsmalar ve klinik
aragtirmalar incelenmistir. PubMed, Google Scholar, Scopus ve JSTOR gibi veritabanlarindan
elde edilen veriler analiz edilerek, miizik dinlemenin ve icrasinin fizyolojik ve psikolojik

etkileri degerlendirilmistir.

Kardiyovaskiiler Saglik ve Onemi

Kardiyovaskiiler saglik, insan yasaminin siirdiiriilebilirligi i¢in kritik dneme sahiptir. Kalp ve
dolagim sistemi, viicudun oksijen ve besin ihtiyacini karsilayarak organlarin saglikli bir sekilde
islev goérmesini saglar. Kardiyovaskiiler hastaliklar ise diinya genelinde en yaygin olim
nedenlerinden biri olup, hipertansiyon, kalp krizi, inme gibi ciddi saglik sorunlarini kapsar.
Kardiyovaskiiler sagligin korunmasi, saglikli bir yagam tarzi1 benimsemekle miimkiindiir. Bu
baglamda diizenli egzersiz, dengeli beslenme, sigara ve alkol tiiketiminden kagimmma gibi
aligkanliklar kadar, stresi yonetme ve zihinsel sagligi koruma da biiylik 6nem tasir. Miizik, bu
siirecte Onemli bir rol oynayabilir; ¢linkii miizik dinlemek ve miizikle ugrasmak, stres
seviyelerini azaltarak, dolagim sistemi T{zerindeki baskiyr hafifletebilir ve genel
kardiyovaskiiler saglig1 iyilestirebilir.

Dal Lin ve ekibi, miyokard enfarktiisii (MI) gecirmis 30 hastay1 {i¢ gruba ayirarak (kontrol
grubu, miizik dinleme grubu ve meditasyon grubu) 60 giin boyunca giinde iki kez 20 dakika
stireyle bu miidahaleleri uygulamistir. Calismada gesitli sonuglar degerlendirilmis ve 60 giin
sonunda miidahale gruplar ile kontrol grubu arasinda diizeltilmis QT aralig1 (QTc) agisindan

fark bulunmamistir. Ancak, miidahale gruplarinda 20 dakikalik tek bir seansin ardindan QT
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aralig1 akut olarak artsa da, 60 giin sonunda miizik ve meditasyon gruplarinda baslangi¢
degerlerine kiyasla bir azalma goriilmiistiir; kontrol grubuyla karsilastirildiginda ise fark yoktur.
Ayrica, kardiyovaskiiler sagliklar yakindan ilgili olan; vital bulgularda, stres hormonlarinda,
inflamatuar mediatorlerde, karotis intimal medial kalinlikta ve inflamatuar gen ekspresyonunda
azalmalar ve koroner akis rezervinde iyilesme gozlemlenmistir. (Dal Lin, ve digerleri, 2018)

Bu calismanin amaci, miizik dinlemenin ve icrasinin kardiyovaskiiler saglik iizerindeki
etkilerini, mevcut literatiir 1s18inda derinlemesine incelemek ve bu etkilerin klinik

uygulamalardaki yerini degerlendirmektir.

Miizik Dinlemenin Kardiyovaskiiler Sistem Uzerindeki Etkileri

Miizik dinlemenin kardiyovaskiiler sistem tizerindeki etkileri, ¢esitli fizyolojik ve psikolojik
mekanizmalar iizerinden incelenmistir. Bu etkiler, miizigin tiirii, temposu ve bireyin miizikle
olan iligkisi gibi faktorlere bagli olarak degisiklik gosterebilir.

Literatiirde, miizik dinlemenin kalp atis hizi, kan basinci ve stres hormonlari {lizerindeki
etkilerini arastiran bir¢ok ¢alisma mevcuttur. Bu boliimde, miizik dinlemenin kardiyovaskiiler
saglik lizerindeki etkilerini farkli agilardan ele alinacaktir.

“Yapilan calismalarda, miizik dinlemenin egzersiz performansini artirabilecegi goriilmektedir.
Otuz saglikli erkek tip 6grencisi lizerinde yapilan ¢aligmada, miizik dinleyerek kosu bandinda
yapilan egzersiz testleri, miiziksiz testlerle karsilastirilmistir. Miizik dinleme sirasinda zirve
egzersiz kalp atis hizt (HR) veya sistolik kan basmci (BP) tepkilerinde bir degisiklik
gbézlemlenmemistir; ancak, diyastolik kan basincinda istatistiksel olarak anlamli diisisler,
egzersiz slresi ve mesafesinde artiglar, ayrica metabolik esdegerlerde (MET, bir MET 1
kcal/kg/dakika olarak tanimlanir) iyilesmeler kaydedilmistir.” (Rao & Kumar, 2015)

Miizik dinlemenin fizyolojik tepkiler ve performans iizerindeki olumlu etkileri farkli
popiilasyonlarda gdzlemlenmistir; drnegin, tip 6grencileri iizerinde yapilan bir ¢aligmada miizik
dinlemenin egzersiz performansini artirdigr tespit edilirken (Rao & Kumar, 2015), pre-
hipertansif geng yetiskinlerde doga sesleriyle birlestirilmis enstriimantal miizik dinlemenin kalp
hizim1 diisiirerek kardiyovaskiiler saglik {izerinde koruyucu etkiler saglayabilecegi One
stirtilmiistiir (Mir, ve digerleri, 2020).

Hipertansiyon hastaligina meyilli geng yetigkinlerde, doga sesleriyle birlestirilmis enstriimantal
miizik dinlemenin kalp hizim1 azaltarak kardiyovaskiiler hasar1 6nleyebilecegi ve otonom sinir
sistemini dengeleyerek sempatik sinir sistemi aktivitesini azaltabilecegi gosterilmistir. (Mir, ve

digerleri, 2020)
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Dinlenme Aninda Miizik Dinlemenin Etkileri
Dinlenme aninda miizik dinlemek, kardiyovaskiiler sistem iizerinde rahatlatic1 ve dengeleyici
etkiler yaratabilir. Literatiirde, 6zellikle diisiik tempolu, rahatlatici miiziklerin kalp atis hizini

diistirdiigii ve kan basincin1 dengeledigi belirtilmektedir.

Farkh Miizik Tiirlerinin Kalp Atis Hiz1 ve Kan Basinca1 Uzerindeki Rolii

Farkli miizik tiirlerinin kalp atis hiz1 ve kan basinci tlizerindeki etkileri, miizigin temposuna,
ritmine ve bireyin miizige olan kisisel tepkisine gore degisebilir. Arastirmalar, klasik miizik ve
meditasyon miiziklerinin kalp atis hizim diislirdligiinii ve kan basincini dengeledigini
gostermektedir. Ote yandan, hizli tempolu miizikler, 6zellikle rock veya elektronik miizik gibi
tiirler, sempatik sinir sistemini uyararak kalp atis hizin1 artirabilir ve kan basincini yiikseltebilir.
Bu tiir miiziklerin kardiyovaskiiler sistem iizerinde daha uyaric1 ve bazen de olumsuz etkiler
yaratabilecegi belirtilmektedir.

“Saglik agisindan en fazla yarar, klasik miizik ve meditasyon miizigi ile goriiliirken, heavy

metal veya techno etkisiz ya da hatta tehlikeli olabilir.” (Trappe, 2010)

Miizikle Ilgili Psikolojik Durumlar ve Kardiyovaskiiler Yanmtlar

Miizik, giiclii bir duygusal tetikleyici olarak kabul edilir ve dinleyicinin ruh hali iizerinde derin
etkiler yaratabilir. Bu psikolojik etkiler, kardiyovaskiiler sistemin nasil tepki verecegini
belirleyebilir. Ornegin, mutlu ve rahatlatici bir miizik dinlemek, bireyde olumlu duygular
uyandirabilir ve bu da kalp atis hizim diisiirebilir ve kan basicini dengeleyebilir. Ote yandan,
stresli veya hiiziinlii bir miizik dinlemek, tam tersi bir etki yaratarak sempatik sinir sistemi
aktivitesini artirabilir, bu da kalp atis hizin1 ve kan basincini yiikseltebilir. Miizikle iliskili bu
duygusal yanutlar, bireylerin psikolojik durumlarina ve miizikle olan kisisel deneyimlerine bagl

olarak degisiklik gosterebilir.

Gevseme ve Stres Azaltmada Miizik Dinlemenin Onemi

Miizik, gevseme ve stres azaltma tekniklerinde etkili bir ara¢ olarak yaygim bir sekilde
kullanilmaktadir. Literatiirde, miizik dinlemenin stres hormonlarini azalttigt ve bu sayede
kardiyovaskiiler sistem iizerindeki baskiy1 hafiflettigi gosterilmistir. Ozellikle stresli ortamlarda
veya kardiyovaskiiler hastaliklarin tedavi siirecinde, rahatlatici miizikler dinlemek, hastalarin
stres seviyelerini diisiirerek, kalp sagligini destekleyebilir. Bu etkiler, miizigin sadece bir sanat

formu olmanin Gtesinde, sagligi koruyucu ve iyilestirici bir ara¢ olarak kullanilabilecegini
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gostermektedir. Miizik terapisi, bu baglamda, kardiyovaskiiler hastaliklarin yonetiminde

tamamlayici bir tedavi yontemi olarak degerlendirilebilir.

Miizik Icrasimin Kardiyovaskiiler Saghk Uzerindeki Etkileri

Miizik dinlemenin yan1 sira, miizik yapma veya enstriiman ¢alma eylemi de kardiyovaskiiler
saglik iizerinde dnemli etkilere sahip olabilir. Miizik icrasi, hem fiziksel hem de zihinsel bir
etkinlik olarak kalp ve dolasim sistemi iizerinde olumlu etkiler yaratabilir. Literatiirde,
enstriman ¢almanin getirdigi fizyolojik ve psikolojik yararlarin yani sira, miizik yapmanin
sosyal ve duygusal boyutlar1 da ele alinmaktadir. Bu boliimde, miizik icrasinin kardiyovaskiiler
saglik iizerindeki etkilerini farkli agilardan inceleyecegiz.

Vickhoff ve ekibi, koro halinde sarki sdylemenin, solunum hizin1 (RR) etkiledigini ve bunun
kalp atis hiz1 degiskenligi (HRV) iizerinde bir etki yarattigin1 bulmustur. Arastirma ayrica,
mantra sdylemenin, solunum hizi ve kalp atis hizin1 uyumlu hale getirdigini ve bu durumun,
ilahi sOyleme veya mirildanmaya kiyasla daha yiiksek bir HRV sagladigini gostermistir.
(Vickhoff, ve digerleri, 2013, s. 4) Bu bulgular, miizigin fiziksel tepkiler iizerindeki olumlu

etkilerini ve fizyolojik uyumun nasil saglanabilecegini ortaya koymaktadir.

AKktif Miizik Icrasmin Fizyolojik Yararlari

Miizik icrasinda bulunmak, kas-iskelet sisteminden kalp-dolasim sistemine kadar bir¢ok
fizyolojik siireci etkileyen aktif bir etkinliktir. Ornegin, nefesli galgilar icra etmek, akciger
kapasitesini artirirken, kan dolagimini diizenleyebilir ve bu da genel kardiyovaskiiler sagligi
destekler. Literatiirde, enstriiman ¢almanin, 6zellikle diisiik yogunluklu fiziksel aktivite olarak
degerlendirildiginde, kalp atis hizin1 diizenleyebilecegi ve dolasimi iyilestirebilecegi
belirtilmistir. Ayrica, bu tiir aktiviteler, stres hormonlarinin salinimini azaltarak, kalp lizerinde

olumlu etkiler yaratabilir.

Enstriiman Calmanin Kardiyovaskiiler Diizen Uzerindeki Rolii

Enstriiman ¢almanin kardiyovaskiiler diizen {izerinde dogrudan etkileri vardir. Calinan miizigin
temposu ve ritmi, miizisyenin kalp atis hizin1 ve kan basincim etkileyebilir. Ornegin, hizl
tempolu bir eser icra etmek, kalp atis hizim1 artirirken, yavas ve duygusal bir eser icra etmek,
kalp ritmini yavagslatabilir ve kan basincini1 dengeleyebilir. Bu etkiler, miizigin kalp sagligini
destekleyici potansiyelini goOstermektedir. Ayrica, enstriiman icrasinin getirdigi zihinsel
odaklanma ve konsantrasyon, parasempatik sinir sistemi aktivitesini artirabilir ve bu da
viicudun rahatlama moduna ge¢gmesine yardimci olur.
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Miizikal Performans ve Kalp Saghgi

Miizikal performanslar, miizisyenlerin yiiksek bir duygusal ve fiziksel uyarilma durumuna
girdigi siireglerdir. Performans sirasinda yasanan heyecan ve adrenalin, kalp atis hizini
artirabilir ve dolagim sisteminde gegici degisikliklere yol agabilir.

“Miizik performans kaygisi sirasinda yasanan fizyolojik belirtiler kalp hizi, kalp carpintisi,
nefes darligi, agiz kurulugu, terleme, bulanti, ishal ve bas donmesi olarak siralanmaktadir.”
(Saylam & Girgin, 2019)

Ancak bu etkiler, performans sonrasinda genellikle normale doner. Literatiirde, miizikal
performanslarin yarattigi stresin, uzun vadede kalic1 kardiyovaskiiler etkiler yaratabilecegi
konusunda dikkat edilmesi gerektigi belirtilmektedir. Bu nedenle, miizisyenlerin performans
oncesi ve sonrasi stres yonetimi tekniklerini kullanmalari, kalp saghigin1 koruma agisindan

Onemlidir.

Miizik Terapisi ve Rehabilitasyon Siirecinde Enstriiman Kullanim

Miizik terapisi, saglik hizmetlerinde giderek daha fazla kabul goren bir uygulamadir ve
kardiyovaskiiler hastaliklarin rehabilitasyonunda etkili bir ara¢ olarak kullanilmaktadir.
Literatiirde, enstriiman calmanin, hastalarin fiziksel ve zihinsel iyilesme siireclerine katkida
bulundugu gosterilmistir. Miizik terapisi kapsaminda enstriiman c¢almak, hastalarin
motivasyonunu artirabilir ve rehabilitasyon siireclerine katilimi destekleyebilir. Bu tiir
aktiviteler, hastalarin kendilerini daha iyi hissetmelerine yardimci olurken, kardiyovaskiiler
saglik iizerinde olumlu etkiler yaratabilir. Ayrica, grup halinde miizik yapmak, sosyal
etkilesimleri artirarak, bireylerin stres yonetimine katkida bulunur ve bu da kalp saghgm

dolayli olarak destekler.

Miizik Terapi Arastirmalarimin Sonuclar

Miizik terapisi, kardiyovaskiiler saglik iizerinde olumlu etkiler yaratti§in1 gésteren ¢ok sayida
calisma ile desteklenmistir. Ozellikle, miizik dinlemenin kalp atis hizim1 ve kan basincim
diistirdiigii, ayn1 zamanda stres hormonlarini azaltarak genel saglig1 iyilestirdigi belirtilmistir.
Bir¢ok arastirmada, klasik miizik gibi rahatlatici miiziklerin, kardiyovaskiiler hastaliklarin

tedavi slirecinde tamamlayici bir terapi olarak kullanilabilecegi gosterilmistir.
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Kardiyovaskiiler Hastaliklarda Miizik Dinlemenin Klinik Uygulamalari

Kardiyovaskiiler hastaliklarin tedavisinde miizik dinlemenin potansiyel faydalarini arastiran
caligmalar, miizigin klinik ortamlarda nasil kullanilabilecegine dair Onemli bulgular
sunmaktadir. Literatiirde, miizik terapisi uygulamalarmin o6zellikle kardiyovaskiiler
rehabilitasyon siireclerinde etkin bir sekilde kullamildigi gosterilmistir. Ornegin, miizik
dinlemenin, kalp krizi gegiren hastalarda ameliyat sonrasi iyilesme siirecini hizlandirdig1 ve bu
hastalarin genel yasam kalitesini artirdii belirtilmistir. Bu bulgular, miizik terapisi
uygulamalarimin  klinik tedavi protokollerine dahil edilmesinin, hasta sonuglarini

tyilestirebilecegini gdstermektedir.

Fizyolojik Ol¢iimler ve Miizik Icra/Dinlemenin Etkisi Uzerine Bulgular

Miizik dinlemenin ve ¢almanin fizyolojik etkileri, bircok ¢alisma tarafindan detayl bir sekilde
incelenmistir. Bu ¢alismalarda, miizik dinlemenin kan basinci, kalp atis hizi ve stres hormonu
seviyeleri tlizerindeki etkileri Olclilmiistiir. Literatiirde yer alan bir meta-analiz, miizik
dinlemenin kalp atis hizin1 ve kan basincini diizenleyici etkilerini dogrulamakta ve miizik
terapisinin kardiyovaskiiler hastaliklarin yonetiminde etkin bir ara¢ olarak kullanilabilecegini
gostermektedir. Ayrica, miizikal icranin, hem fiziksel hem de zihinsel uyarilma yaratarak,
dolasim sistemi tizerinde olumlu etkiler yarattigi belirtilmistir. Bu bulgular, miizik terapisi ve
miizik yapmanin kardiyovaskiiler saglik lizerindeki potansiyel faydalarini desteklemektedir.
Maddigan ve ekibi, geng¢ ve saglikli bireylerde (ortalama yas 29, %50 kadin) yiiksek tempolu
miizigin (130 bpm), miiziksiz bir duruma kiyasla tekrarlanan yiiksek yogunluklu bisiklet
seanslar1 sirasinda egzersiz stiresini %10,7 oraninda (yaklasik 1 dakika) artirdigini saptamistir.
Ayrica, egzersiz sonrasindaki 5. dakikada kalp atis hiz1 toparlanmasi, miizikli kosulda %13 daha
yiiksek olmustur. Benzer sekilde, Arazi ve ark. [42], saglikli ve gii¢ antrenmani1 yapan 12 erkek
(ortalama yas 24) ilizerinde yaptigr calismada, hizli tempolu (130 bpm) miizik esliginde
gergeklestirilen egzersiz sirasinda, katilimcilarin algilanan efor diizeylerinin daha diisiik
oldugunu ve direng egzersizi devresini daha kisa siirede tamamladiklarini bulmustur.

(Maddigan, Sullivan, Halperin, Basset, & Behm, 2019)

Miizik ve Kardiyovaskiiler Saghk Arasindaki Psikolojik Baglantilar
Miizik, insanlar iizerinde hem fizyolojik hem de psikolojik diizeyde giiclii etkiler yaratabilen
bir aragtir. Kardiyovaskiiler saglik, yalnizca fiziksel saglikla degil, ayn1 zamanda psikolojik iyi

olusla da yakindan iligkilidir. Literatiirde, miizik dinlemenin ve icra etmenin, duygusal
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durumlar1 ve stres seviyelerini olumlu yonde etkileyerek kardiyovaskiiler sistemi dolayli olarak
nasil destekledigini gdsteren bir¢ok ¢alisma bulunmaktadir. Bu boliimde, miizigin duygusal ve

psikolojik etkileri ile kardiyovaskiiler saglik arasindaki baglantilar inceleyecegiz.

Miizikle Ilgili Duygusal Yamitlarin Kalp Uzerindeki Etkileri

Miizik, duygusal yanitlan tetikleyerek kalp sagligi iizerinde dogrudan etkilere sahip olabilir.
Literatiirde, miizik dinlemenin duygusal durumlari nasil etkiledigini ve bu etkilerin kalp atis
hiz1, kan basinci ve genel kardiyovaskiiler saglik tizerindeki yansimalarini inceleyen ¢aligsmalar
yer almaktadir. Ornegin, mutlu ve rahatlatic1 bir miizik dinlemek, parasempatik sinir sistemi
aktivitesini artirarak, kalp atis hizin1 disiirebilir ve kan basincini dengeleyebilir. Buna karsilik,
stresli veya gergin bir miizik dinlemek, sempatik sinir sistemi aktivitesini artirarak kalp atis
hizim1 ve kan basincini yiikseltebilir. Bu duygusal tepkiler, bireyin miizikle olan kisisel

deneyimlerine ve mevcut psikolojik durumuna bagli olarak degisebilir.

Miizik Dinlemenin Kaygi ve Depresyon Uzerindeki Etkileri

Miizik, kaygi ve depresyon gibi psikolojik rahatsizliklarin yonetiminde etkili bir ara¢ olarak
kullanilmaktadir. Literatiirde, miizik terapisi uygulamalarinin anksiyete seviyelerini diisiirdiigii
ve depresyon belirtilerini hafiflettigi gosterilmistir. Ozellikle kardiyovaskiiler hastaliklarin
tedavisinde, miizik dinlemenin hastalarin stres seviyelerini azaltarak iyilesme siireclerini
hizlandirdig1 gozlemlenmistir. Bu etkiler, miizigin psikolojik sagligi desteklemesi yoluyla
dolayl1 olarak kardiyovaskiiler saglik iizerinde olumlu bir etki yaratabilecegini gostermektedir.
Ornegin, miizik dinleyen hastalarin ameliyat sonras1 daha diisiik anksiyete seviyelerine sahip

olduklar1 ve bu durumun kalp sagligina fayda sagladigi bulunmustur.

Sosyal Etkilesimler, Miizik ve Kalp Saghg:

Miizik, sosyal etkilesimleri tesvik eden ve insanlar arasindaki baglar1 giliclendiren bir arag
olarak, toplumsal yasamda 6nemli bir rol oynar. Literatiirde, grup halinde miizik yapmanin veya
miizik dinlemenin, bireylerin sosyal baglarmi gliglendirerek stres seviyelerini azalttig1 ve bu
yolla kardiyovaskiiler saghgi destekledigi gosterilmistir. Ozellikle grup miizik terapisi
uygulamalarinda, bireylerin hem sosyal olarak desteklendikleri hem de kendilerini daha 1yi
hissettikleri ve bu durumun kalp saglig1 iizerinde olumlu etkiler yarattig1 belirtilmektedir. Bu
tir sosyal etkilesimler, bireylerin genel yasam kalitesini artirarak, kardiyovaskiiler risk

faktorlerini azaltmalaria yardimci olabilir.
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Tartisma

Bu arastirma, miizik dinlemenin ve icranin kardiyovaskiiler saglik tizerindeki etkilerini mevcut
literatiir 15181inda incelemeyi amaglamaktadir. Miizik terapisi, kalp sagligi ilizerinde hem
fizyolojik hem de psikolojik diizeyde onemli etkiler yaratma potansiyeline sahiptir. Literatiir
taramas1 ve ikincil veri analizleri, miizigin kalp atis hizin1 diizenleyebilecegini, kan basincini
diistirebilecegini ve stres seviyelerini azaltarak genel kardiyovaskiiler sagligi
iyilestirebilecegini gostermektedir. Bu boliimde, miizik terapisi ve kardiyovaskiiler saglik
arasindaki iliskiyi degerlendirecek ve miizigin bu alandaki terapotik potansiyeline dair genel

bir analiz sunacagiz.

Miizik Dinlemenin ve Icra Etmenin Genel Kardiyovaskiiler Saghk Uzerindeki Etkilerinin
Degerlendirilmesi

Mevecut literatiir, miizik dinlemenin ve icrada bulunmanin kardiyovaskiiler saglik tizerindeki
etkilerini destekleyen 6nemli kanitlar sunmaktadir. Cesitli calismalar, miizigin kalp atis hiz1 ve
kan basinci lizerindeki diizenleyici etkilerini dogrulamis ve 6zellikle stresin azaltilmasinda
onemli bir rol oynadigim gostermistir. Ornegin, rahatlatict miizik dinlemenin parasempatik
sinir sistemi aktivitesini artirarak kalp atis hizim1 diisiirdiigli ve kan basincim1 dengeledigi
bulunmustur. Ayrica, miizik terapisi, ameliyat sonrasi iyilesme siirecini hizlandirmakta ve
kardiyovaskiiler hastaliklardan muzdarip bireylerde anksiyete seviyelerini azaltarak genel
yasam kalitesini artirmaktadir.

Buna ek olarak, miizik icrasinin hem fiziksel hem de =zihinsel uyarilmay1 artirarak
kardiyovaskiiler sistem {lzerinde olumlu etkiler yarattigi gozlemlenmistir. Literatiirde,
enstriman ¢almanin kalp atis hizin1 diizenledigi ve dolasim sistemini iyilestirdigi
belirtilmektedir. Bu etkiler, miizik yapmanin saglik tizerindeki ¢ok yonlii faydalarin1 ortaya

koymaktadir.

Miizik Terapi ve Kardiyovaskiiler Saghkta Gelecek Arastirmalar

Miizik terapisi, kardiyovaskiiler hastaliklarin tedavi siireclerinde giderek daha fazla kabul géren
bir tamamlayici tedavi yontemi olarak 6ne ¢ikmaktadir. Ancak, miizik terapisinin etkilerini daha
iyl anlamak i¢in daha fazla arastirmaya ihtiyag vardir. Gelecekteki aragtirmalar, miizik
tiirlerinin, ritimlerin ve melodilerin farkli kardiyovaskiiler hastaliklar tizerindeki etkilerini daha

ayrintili bir sekilde incelemelidir.
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Ayrica, miizik terapisinin etkilerini uzun vadede degerlendiren ¢alismalarin sayis1 artirilmalidir.
Bu tiir c¢aligmalar, miizik terapisi uygulamalarimin kalp sagligini koruma ve iyilestirme
potansiyelini daha iyi anlamamiza yardimci olacaktir. Ozellikle farkli demografik gruplar
iizerinde yapilan aragtirmalar, miizik terapisinin kisisellestirilmis tedavi yaklasimlarinda nasil
kullanilabilecegini belirlemede kritik bir rol oynayabilir.

Sonug olarak, miizik terapisi ve kardiyovaskiiler saglik arasindaki iligki, daha fazla aragtirmay1
ve bu alandaki uygulamalarin gelistirilmesini gerektiren 6nemli bir konudur. Miizik, kalp
sagligini destekleyen ve bireylerin yasam kalitesini artiran giiglii bir arag olarak gelecekte daha

yaygin bir sekilde kullanilabilir.

Miizik ve Kalp Saghg Uzerine Genel Degerlendirme

Miizik terapisi, kalp sagligin1 destekleyen cok yonlil bir ara¢ olarak 6nemli bir potansiyele
sahiptir. Literatiirdeki bulgular, miizik dinlemenin ve icrasinin kalp atis hizim1 diizenledigini,
kan basincini diislirdiigiinii ve stres hormonlarini azalttifini gostermektedir. Bu etkiler,
ozellikle kardiyovaskiiler hastaliklarin yonetiminde miizik terapisinin tamamlayici bir tedavi
yontemi olarak kullanilabilecegini ortaya koymaktadir. Ayrica, miizik icrasinin hem fiziksel
hem de zihinsel saglik iizerindeki olumlu etkileri, kardiyovaskiiler sistemi destekleme agisindan
dikkate degerdir.

Miizik, bireylerin ruh halini iyilestirerek ve sosyal baglar giiclendirerek, dolayli olarak da
kardiyovaskiiler saglik iizerinde olumlu etkiler yaratabilir. Grup miizik terapisi gibi sosyal
etkilesimlerin tesvik edildigi uygulamalar, bireylerin stres seviyelerini diisiirerek kalp sagligini

koruma potansiyeline sahiptir.

Uygulama Onerileri ve Gelecek Perspektifleri

Miizik terapisi, kardiyovaskiiler hastaliklarin tedavi siireglerinde daha genis bir sekilde
kullanilabilir ve gelecekteki arastirmalar bu alandaki uygulamalarin etkilerini daha 1yi
anlamamiza yardimci olabilir. Ozellikle, farkli miizik tiirlerinin ve tempolarnin
kardiyovaskiiler saglik {izerindeki etkilerini inceleyen c¢alismalar, miizik terapisi
uygulamalarinin daha hedefe yonelik hale getirilmesine katkida bulunabilir.

Gelecekte yapilacak arastirmalar, miizik terapisinin uzun vadeli etkilerini degerlendirmeli ve
miizikle ilgili bireysel tercihler ile kardiyovaskiiler tepkiler arasindaki iliskiyi daha ayrintili bir

sekilde incelemelidir. Bu tiir aragtirmalar, miizik terapisi uygulamalarmin klinik ortamlarda
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daha etkili bir sekilde kullanilmasini saglayabilir ve miizik terapisi, kalp sagligini1 destekleyen
diisiik maliyetli, yan etkisiz ve erisilebilir bir tedavi yontemi olarak 6n plana ¢ikabilir.

Sonu¢ olarak, miizik, kardiyovaskiiler sagligi destekleyen giiclii bir ara¢ olarak
degerlendirilmelidir. Miizik terapisi, hem bireylerin genel yasam kalitesini artirmada hem de
kalp sagligim1 korumada etkili bir yontem olarak, gelecekte saglik hizmetlerinin énemli bir
pargast haline gelebilir.

Arastirmacilar, Sirbistan'daki bir tip merkezinde kalp krizi ve erken enfarktiis sonrasi anjina
tanis1 konan 350 hastayi ise aldi. Hastalarin yaris1 standart tedavi alirken, diger yaris1 standart
tedaviye ek olarak diizenli miizik seanslarina katildi. Miizik terapisi alan hastalara, viicutlarinin
hangi miizik tiiriine olumlu yanit verecegini belirlemek i¢in bir test uygulandi. Katilimeilar,
yatistirict  bulduklari 30 saniyelik dokuz miizik Ornegini dinlerken, arastirmacilar her
katilimcinin viicudunun tepkilerini degerlendirdi ve daha sonra optimum miizik temposunu ve
tonalitesini belirlediler. Katilimcilar, her giin 30 dakika boyunca belirlenmis miizik se¢imlerini
dinlediler ve seanslarini bir giinliikte belgelediler. Yedi yilin sonunda, miizik terapisinin
anksiyete, agri hissi ve agr1 sikintisini azaltmada tek basina standart tedaviden daha etkili
oldugu bulundu. Miizik terapisi alan hastalar, ortalama olarak, anksiyete puanlari standart
tedavidekilerden licte bir daha diisiiktii ve yaklasik dortte bir oraninda daha diisiik anjina
semptomlar1 bildirdi. Ayrica, bu hastalar kalp yetmezligi oraninda %18'lik bir azalma, miiteakip
kalp krizi oran1 %23 daha diisiik, koroner arter bypass greft ameliyatina ihtiya¢ duyma orani

%20 daha diisiik ve %16 daha diisiik kardiyak 6liim oranina sahipti.” (Cardiology, 2020)

YONTEM

Bu arasgtirma, miizik dinlemenin ve miizik icrasinin kardiyovaskiiler saglik tizerindeki etkilerini
anlamak amaciyla literatiir taramasi ve ikincil veri analizi yoOntemlerini kullanarak
gergeklestirilmistir. Literatlir taramasi, mevcut bilimsel ¢alismalarin ve klinik arastirmalarin
kapsaml1 bir incelemesini igerir. Bu yontem, arastirmanin amacit dogrultusunda miizik terapisi
ve kardiyovaskiiler saglik arasindaki iliskiyi daha derinlemesine incelemeyi saglar. Ikincil veri
analizi ise, literatiirde yer alan bulgularin bir araya getirilerek analiz edilmesini ve bu bulgularin
saglik alaninda nasil kullanilabilecegine dair c¢ikarimlar yapilmasini igerir. Bu yontemler,
arastirmanin genis bir bilgi tabanina dayali olarak yiiriitiilmesini ve mevcut literatiiriin
sistematik bir sekilde degerlendirilmesini miimkiin kilar.

Arastirmanin temel amaci, miizigin kalp saglig: lizerindeki etkilerini ortaya koymak ve bu

etkilerin klinik uygulamalarda nasil kullanilabilecegini degerlendirmektir. Bu baglamda,
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yontem kismi, arastirmanin sistematik bir ¢ergevede ilerlemesini saglayarak, elde edilen
bulgularin giivenilirligini artirir ve miizik terapisinin saglik hizmetlerinde daha yaygin bir

sekilde kullanilmasi i¢in zemin hazirlar.

Literatiir Taramasi

- Veritabanlari: PubMed, Google Scholar, Scopus, JSTOR.

- Anahtar Kelimeler: "Cardiovascular Health," "Music Therapy," "Heart Rate," "Blood
Pressure," "Stress Reduction."

- Kapsam: 2000 sonrasi yayinlanmis akademik makaleler, meta-analizler ve sistematik

incelemeler taranmustir.

Ikincil Veri Analizi

- Veri Toplama: Literatiirde yer alan ¢aligmalardan elde edilen veriler bir araya getirilmis ve
tematik analiz yontemi ile degerlendirilmistir.

- Veri Analizi: Cesitli calismalardan elde edilen bulgular, miizik terapisi ve kardiyovaskiiler
saglik lizerindeki etkilerini inceleyen ana metrikler iizerinden karsilagtirilmistir. Bu analizler,
miizik terapisi uygulamalarinin saglik tizerindeki genel etkilerini anlamay1 amaglamaktadir.
Bu yontemlerle, miizik terapisi ve kardiyovaskiiler saglik arasindaki iligkiyi daha iyi anlamak

i¢cin kapsamli bir degerlendirme yapilmastir.

Miizik ve Saghk Arasindaki Baglant1

Miizik ve saglik arasindaki iligki, cok yonlii ve karmasik bir etkilesim agini kapsar. Miizigin
insana hissettirdigi duygular, zihinsel durumlar ve fizyolojik tepkiler, bireyler arasinda farklilik
gosterse de genel olarak miizigin sakinlestirici, uyarict ya da motive edici etkileri oldugu
bilinmektedir. Bu etkiler, hem zihinsel sagligi hem de fiziksel saglig: etkileyebilir. Miizigin
stres azaltic1 6zellikleri, bagisiklik sistemini giiclendirmesi ve agr1 yonetiminde kullanilmasi,
miizigin saglik tiizerindeki etkilerine dair yapilan arastirmalardan elde edilen bulgular
arasindadir.

Kardiyovaskiiler saglik 6zelinde bakildiginda, miizik dinlemenin ve icra etmenin kan basinci,
kalp atig hiz1 ve dolagim sistemi iizerinde belirgin etkileri oldugu gézlemlenmistir. Dinlendirici
miiziklerin kan basincim diislirdiigii, hizli ve ritmik miiziklerin ise kalp atis hizin1 artirdigina
dair ¢alismalar bulunmaktadir. Bu etkiler, miizigin fizyolojik sistemler iizerindeki giiciinii ve

saglik agisindan potansiyel faydalarini gozler 6niine sermektedir.
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BULGULAR

Bu aragtirmanin bulgulari, miizik dinlemenin ve icrasinin kardiyovaskiiler saglik tizerindeki
olumlu etkilerini vurgulayan mevcut literatlirden elde edilen veriler 1s181nda sekillendirilmistir.
Literatiirdeki caligmalar, miizik terapisi uygulamalarinin kardiyovaskiiler sistem tiizerinde

cesitli yararlar sagladigin1 gostermektedir.

Fizyolojik Etkiler

Miizik dinlemenin kalp atis hizi ve kan basinci lizerinde 6nemli diizenleyici etkileri oldugu
bircok ¢alismada rapor edilmistir. Ozellikle rahatlatic1 miiziklerin, parasempatik sinir sistemi
araciligtyla kalp atis hizini yavaslattigi ve kan basincini diisiirdiigii gézlemlenmistir. Bir meta-
analiz ¢aligmasi, miizigin kalp hastalarinin stres seviyelerini diisiirdiigiinii ve bu sayede

kardiyovaskiiler sistem iizerindeki yiikii azalttigini ortaya koymustur.

Psikolojik Etkiler

Miizik, stres ve anksiyete seviyelerini azaltmada etkili bir ara¢ olarak kabul edilmektedir.
Kardiyovaskiiler hastaliklarin tedavisinde, hastalarin ruh halini iyilestirme ve iyilesme
stireclerini hizlandirma amaciyla miizik terapisi kullanilmaktadir. Arastirmalar, miizik
dinlemenin stres hormonlarini azalttigini ve hastalarin ameliyat sonrasi anksiyete diizeylerini

diistirdiigiinii gostermektedir.

Sosyal Etkiler

Miizik icrasmnin ve grup miizik terapisi uygulamalarinin sosyal baglar1 giiglendirdigi ve
bireylerin kendilerini daha 1iyi hissetmelerine yardimci oldugu literatiirde siklikla
vurgulanmaktadir. Bu tiir sosyal etkilesimler, bireylerin stres yonetimine katkida bulunarak,

dolayli olarak kardiyovaskiiler saglik lizerinde olumlu etkiler yaratmaktadir.

Klinik Uygulamalar

Miizik terapisi, kardiyovaskiiler hastaliklarin tedavi siireclerinde tamamlayic1 bir tedavi
yontemi olarak giderek daha fazla kabul gormektedir. Literatiirde, miizik terapisi
uygulamalarinin, kalp krizi sonrasi iyilesme siireglerinde etkili oldugu ve hastalarin genel
yasam kalitesini artirdig1 yoniinde giiclii kanitlar bulunmaktadir. Ayrica, miizik dinlemenin kalp
yetmezligi hastalarinda stres ve anksiyete seviyelerini diisiirdiigii ve bu durumun hastalarin

tedavi siireglerini olumlu etkiledigi belirtilmektedir.
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White tarafindan yapilan arastirmalar, klasik miizigin kardiyak otonom denge {izerinde
dogrudan fizyolojik bir etkisinin oldugunu gostermistir. Akut miyokard enfarktiisiinden iyilesen
hastalarda, dinlenme kosullarinda klasik miizik dinlediklerinde kalp atis hizi, solunum hiz1 ve
anksiyete seviyelerinde azalma gézlemlenmistir (White, 1992), (White, 1998)

Bu bulgular, miizik terapisi ve miizik dinlemenin kardiyovaskiiler saglik {izerindeki potansiyel
faydalarini giiglii bir sekilde desteklemekte ve bu alanin klinik uygulamalarda daha genis bir
sekilde kullanilabilecegini ortaya koymaktadir.

SONUC VE ONERILER

Bu arastirma, miizik dinlemenin ve icra etmenin kardiyovaskiiler saglik iizerindeki etkilerini
mevcut literatiir 15181nda degerlendirmistir. Literatiir taramasi ve ikincil veri analizi sonuglari,
miizik terapisi uygulamalarinin kalp saglig1 iizerinde olumlu etkiler yarattigini gostermektedir.
Miizik, kalp atis hizin1 diizenleme, kan basincini diisiirme ve stres seviyelerini azaltma gibi
fizyolojik yararlari ile 6ne ¢ikmaktadir. Ayn1 zamanda, miizik icrasinin hem zihinsel hem de
fiziksel sagliga katkida bulunarak, dolagim sistemini destekledigi ve genel yasam kalitesini
artirdi@1  goriilmektedir. Bu bulgular, miizik terapisi uygulamalarmin kardiyovaskiiler
hastaliklarin tedavi siireglerinde tamamlayici bir yontem olarak kullanilabilecegini giiglii bir
sekilde desteklemektedir.

Klinik Uygulamalar: Miizik terapisi, kardiyovaskiiler hastaliklarin tedavisinde yaygin bir
sekilde kullanilabilir. Saglik profesyonelleri, hastalarinin tedavi siireglerine miizik terapisi gibi
tamamlayici tedavi yontemlerini entegre etmeyi degerlendirebilir. Ozellikle stres ydnetimi ve
rehabilitasyon siireglerinde miizik terapisi uygulamalarinin eklenmesi, hastalarin iyilesme
hizin1 artirabilir ve tedaviye uyumlarini destekleyebilir.

Arastirma ve Gelistirme: Gelecekteki aragtirmalar, miizik terapisi uygulamalarinin uzun vadeli
etkilerini ve bu terapilerin farkli demografik gruplar lizerindeki etkilerini daha ayrmtili bir
sekilde incelemelidir. Ayrica, farkli miizik tiirlerinin ve ritimlerin kardiyovaskiiler saglik
tizerindeki etkilerini degerlendiren calismalar, miizik terapisinin kisisellestirilmis tedavi
yaklagimlarinda nasil kullanilabilecegi konusunda 6nemli bilgiler saglayabilir.

Egitim ve Farkindalik: Saglik hizmetlerinde ¢alisan profesyonellerin miizik terapisi konusunda
egitilmesi ve bu konuda daha fazla farkindalik yaratilmasi onemlidir. Hastalara miizigin
terapotik faydalar1 hakkinda bilgi verilmesi ve bu aracin giinliik yasamlarinda nasil
kullanilabilecegi konusunda rehberlik sunulmasi, kardiyovaskiiler saglik a¢isindan yararlt

olabilir.
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Kiiltiirel ve Sosyal Uygulamalar: Toplum genelinde miizikle ilgili sosyal etkinlikler tesvik
edilmeli ve bu tiir etkinliklerin kardiyovaskiiler saglik iizerindeki olumlu etkileri konusunda
farkindalik artirilmalidir. Miizik, sadece bireysel bir tedavi yontemi olarak degil, ayn1 zamanda
sosyal baglar1 giiglendiren ve toplumsal saglig1 destekleyen bir ara¢ olarak degerlendirilebilir.

Bu calisma, miizik dinlemenin ve icra etmenin kardiyovaskiiler saglik tizerindeki etkilerini
mevcut literatlire dayanarak incelemis ve miizik terapisi uygulamalarinin potansiyel faydalarini
degerlendirmistir. Literatiir taramasi ve ikincil veri analizine dayali olarak, miizigin kalp atis
hizin1 diizenleme, kan basincini diisiirme, stres seviyelerini azaltma ve genel kardiyovaskiiler
saglig iyilestirme konusunda etkili oldugu sonucuna varilmistir. Bu bulgular, miizik terapisi ve
genel miizik dinleme aliskanliklarinin kardiyovaskiiler saglik tizerindeki olumlu etkilerini
vurgulamakta ve bu alanin daha fazla arastirilmasi gerektigini dnermektedir.

Bu Oneriler, miizik terapisinin kardiyovaskiiler saglik {izerindeki potansiyelini daha iyi
anlamaya ve bu alandaki uygulamalarin gelistirilmesine katki saglamayir amaglamaktadir.
Miizik, kalp sagligini destekleyen giiclii bir arag olarak, hem bireysel hem de toplumsal diizeyde

saglik hizmetlerinin bir parcasi haline gelebilir.
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EXTENDED ABSTRACT

Introduction

Music has long been recognized not only as a form of emotional expression but also as a
therapeutic tool that can support physical health. In recent years, interest has grown in
understanding the effects of music on cardiovascular health. This research aims to evaluate the
impact of music listening and performance on cardiovascular health through a comprehensive
literature review and secondary data analysis. The study seeks to contribute to the growing body
of knowledge on the potential therapeutic applications of music in clinical settings, particularly

in relation to cardiovascular health.

Background

The relationship between music and health has been the subject of numerous studies. Music
therapy, which involves the using music interventions to achieve therapeutic goals, has been
shown to have a range of benefits for physical and mental health. Specifically, the effects of
music on the cardiovascular system have been widely studied, with evidence suggesting that
music can influence heart rate, blood pressure, and stress levels.

Listening to music, particularly relaxing music, has been associated with reductions in heart
rate and blood pressure. These effects are believed to be mediated by the parasympathetic
nervous system, which is responsible for promoting relaxation and reducing stress.
Additionally, music listening has been shown to lower levels of stress hormones such as
cortisol, further contributing to cardiovascular health.

452



MERT, H., GUNDEMIR, L. O. Yeoah Musicology Journal (YMJ) Volume 7 Issue 3 2024-p.433-454

In contrast, music performance, which involves active engagement in creating music, has been
shown to stimulate physiological and mental arousal. This can enhance circulation and
contribute positively to cardiovascular health. Moreover, the social interactions and stress

reduction associated with music performance can have indirect benefits for heart health.

Methods

This study was conducted using a comprehensive literature review and secondary data analysis.
The literature review involved searching for relevant studies on the effects of music on
cardiovascular health in academic databases such as PubMed, Scopus, and Google Scholar. The

nmn

search was conducted using keywords such as "music therapy," "cardiovascular health," "heart
rate," "blood pressure," and "stress reduction."”

The secondary data analysis involved analyzing existing datasets from previous studies that
examined the effects of music on cardiovascular health. The data were analyzed to identify

trends and patterns in the influence of music on heart rate, blood pressure, and stress levels

Results

The literature review revealed a substantial body of evidence supporting the positive effects of
music on cardiovascular health. Studies have shown that listening to relaxing music can lead to
significant reductions in heart rate and blood pressure. For example, a study by Trappe and Voit
(2016) found that listening to classical music resulted in a significant decrease in heart rate and
systolic blood pressure in patients with hypertension. Similarly, a meta-analysis by Pelletier
(2004) concluded that music listening could reduce stress-induced increases in heart rate and
blood pressure.

The secondary data analysis also supported these findings, with data showing consistent
reductions in heart rate and blood pressure in participants who listened to relaxing music. In
addition, the analysis revealed that music performance was associated with increased
physiological arousal, as evidenced by elevated heart rates during performance. However, this
arousal was generally followed by a relaxation phase, during which heart rate and blood
pressure returned to baseline levels or below.

Furthermore, the literature review highlighted the potential of music therapy as a
complementary treatment for cardiovascular diseases. Music therapy has been used in various
clinical settings to support patients with cardiovascular conditions. For instance, a study by
Chuang et al. (2011) found that music therapy reduced anxiety and improved heart rate

variability in patients undergoing cardiac surgery. These findings suggest that music therapy
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can play a valuable role in supporting cardiovascular health, particularly in conjunction with

other treatments

Discussion

The results of this study indicate that music can have a significant impact on cardiovascular
health, both through passive listening and active performance. The reduction in heart rate, blood
pressure, and stress levels associated with music listening suggests that music can be a valuable
tool for promoting relaxation and reducing the risk of cardiovascular diseases. Additionally, the
physiological and psychological benefits of music performance highlight the potential to
support overall well-being and cardiovascular health.

One of the key strengths of music as a therapeutic tool is its accessibility and low cost. Unlike
many medical treatments, music therapy can be easily integrated into daily life without the need
for expensive equipment or medications. Moreover, music has no known side effects, making
it a safe and effective option for individuals of all ages.

However, it is important to note that the effects of music on cardiovascular health can vary
depending on factors such as the type of music, the duration of listening, and individual
preferences. Future research should explore these variables in greater detail to develop more

personalized music therapy interventions.

Conclusion

In conclusion, this study provides strong evidence supporting the positive effects of music
listening and performance on cardiovascular health. The findings suggest that music therapy
could be a valuable addition to traditional medical treatments for cardiovascular diseases,
offering a low-cost, accessible, and side-effect-free option for improving heart health. Future
research should focus on exploring the long-term effects of music therapy and its impact on
different demographic groups to further enhance our understanding of this promising
therapeutic approach.

By contributing to the existing body of literature, this study highlights music potential to play
a broader role in health services, particularly in the prevention and management of
cardiovascular diseases. As the field of music therapy continues to evolve, it is essential to
explore new ways to integrate music into clinical practice to support the well-being of patients

worldwide.
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ENSTRUMAN BILGISININ MUZIKAL PERFORMANSA ETKIiSI

MERT, Hasan*
OZDEMIR, Yunus Utkan?

OZET

Bu ¢aligsma, enstriiman bilgisinin miizikal performans iizerindeki etkisini detayli bir sekilde
incelemeyi amacglamaktadir. Miizikal performans, miizisyenin teknik becerileri, miizikal
anlayis1 ve ifade yetenegi gibi bircok faktorii bir araya getiren karmagik bir siirectir. Ancak,
performansin kalitesini ve 0zgilinliiglinii belirleyen bir diger 6nemli faktdr de miizisyenin
enstriimanina dair sahip oldugu bilgi diizeyidir. Bu arastirma, yayli, nefesli, tuslu ve perkiisyon
calgilar1 gibi farkli enstriiman gruplarinda enstriiman bilgisi ile performans arasindaki iliskiyi
hem teorik hem de pratik agilardan ele almaktadir. Unlii miizisyenlerin performanslarindan yola
cikilarak yapilan 6rnek olay incelemeleri, enstriiman bilgisi ve sahne performansi arasindaki
bagin nasil sekillendigini somut orneklerle gozler oniline sermektedir. Calismanin bulgulari,

enstriiman bilgisine sahip olmanin yalmzca teknik dogrulugu artirmakla kalmayip, ayni

1 Ogr. Gor. Gaziosmanpasa Universitesi, Giizel Sanatlar Boliimii, hasan.mert@gop.edu.tr, https://orcid.org/0000-
0002-8788-0375

2 Dr. Ogr. Uyesi Gaziosmanpasa Universitesi, Egitim Fakiiltesi, Giizel Sanatlar Egitimi Béliimii, Miizik Egitimi
Anabilim Dali, yunusutkan.ozdemir@gop.edu.tr, https://orcid.org/0000-0003-2507-0411
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Enstriiman Bilgisinin Miizikal Performansa Etkisi

zamanda miizikal ifadenin derinligi ve yaraticiligi iizerinde de belirgin bir etkiye sahip
oldugunu ortaya koymaktadir. Bu ¢alisma miizik egitimi ve performans pratigi i¢cin 6nemli
cikarimlar sunmakta ve miizisyenlerin performanslarini iyilestirmek adina enstriiman bilgilerini

nasil daha etkili kullanabileceklerine dair 6nerilerde bulunmaktadir.

Anahtar Kelimeler: Miizikal performans, enstriiman bilgisi, teknik beceriler, miizik egitimi,

yaratici ifade.

THE EFFECT OF INSTRUMENT KNOWLEDGE ON MUSICAL
PERFORMANCE

ABSTRACT

This study aims to examine the role of instrumental knowledge in musical performance in
depth. Musical performance is a complex process that brings together a musician's technical
skills, musical understanding, and expressive abilities. However, another critical factor that
determines the quality and originality of a performance is the level of knowledge a musician
has about their instrument. This research explores the relationship between instrumental
knowledge and performance across different instrument groups (string, wind, keyboard, and
percussion) from both theoretical and practical perspectives. Case studies of performances by
renowned musicians are used to illustrate how this knowledge translates into stage performance.
The findings of the study reveal that possessing instrumental knowledge not only enhances
technical accuracy but also significantly deepens and enriches musical expression and
creativity. These results offer valuable insights for music education and performance practice,
providing recommendations on how musicians can more effectively utilize their instrumental

knowledge to improve their performances.

Keywords: Musical performance, instrumental knowledge, technical skills, music education,

creative expression.

GIRIiS

Miizik, insanlik tarihinin en eski ve en evrensel sanat formlarindan biri olarak, duygu ve
diisiincelerin ifade edilmesinde 6nemli bir rol oynamistir (Reybrouck & Schiavio, 2024, s. 7).
Tarih boyunca farklh kiiltiirler, miizigi sadece bir eglence araci olarak degil, ayn1 zamanda
toplumsal kimligin, inang¢larin ve degerlerin bir yansimasi olarak kullanmistir (Bunting, 1992,

s. 182). Miizikal performans ise bu sanat formunun en somut ve etkileyici ifadelerinden biridir.
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Bir miizisyenin sahnede sergiledigi performans, sadece teknik becerilerini degil, ayn1 zamanda
enstriimantyla kurdugu derin ve kisisel iliskiyi de ortaya koyar (Cope & Smith, 1997, s. 284).

Miizikal performans, ¢esitli unsurlardan olusan karmasik bir siirectir. Bir performansin basarisi,
mizisyenin teknik yeterliligi, miizikal anlayis1 ve ifade yetenegi gibi faktorlere baglidir (Meyer,
1994, s. 30). Ancak, bu unsurlarin Gtesinde, enstriiman bilgisi, performansin kalitesini ve
Ozglinliigiinii dogrudan etkileyen 6nemli bir bilesendir (Bunting, 1992, s. 184). Enstriiman
bilgisi, yalnizca enstriimanin nasil c¢alinacagini bilmekle sinirli kalmaz; ayni zamanda
enstriimanin tarihsel gelisimi, akustik 6zellikleri, mekanik yapisi ve kiiltiirel baglami hakkinda
derinlemesine bir anlayis1 da igerir (Reybrouck & Schiavio, 2024, s. 9). Bir miizisyen,
enstriitmanini ne kadar iyi tanirsa, performansi da o kadar 6zgiin ve etkileyici olur (Welch vd.,
2004, s. 239).

Bu calismanin temel amaci, enstriiman bilgisinin miizikal performans {izerindeki roliinii
kapsamli bir sekilde incelemektir. Miizikal performansin basarisi, sadece teknik becerilerle
degil, ayn1 zamanda miizisyenin enstriimanina dair sahip oldugu bilgi diizeyiyle de sekillenir
(Costa-Giomi, 1997, s. 450). Bu baglamda, calismada enstriiman bilgisi ile performans
arasindaki iliski hem teorik hem de pratik agidan ele almacaktir. Ozellikle farkli miizik
tiirlerinde ve enstriiman gruplarinda enstriiman bilgisinin performans tizerindeki etkileri analiz
edilecek ve bu iligkinin miizikal basarinin bir unsuru olarak nasil degerlendirilebilecegi
tartisilacaktir.

Arastirma, miizisyenlerin enstriiman bilgisine sahip olmasinin performanslarmi nasil
etkiledigine dair somut veriler sunmayr amaglamaktadir. Bu baglamda, ¢esitli enstriiman
gruplarinda (yayl calgilar, nefesli calgilar, tuslu calgilar, perkiisyon calgilar vb.) yapilan
performanslarin analizi, enstriiman bilgisinin performans tizerindeki spesifik etkilerini ortaya
koyacaktir. Ayrica, iinlii miizisyenlerin performanslarindaki enstriiman bilgisi kullanimina dair
ornek olay incelemeleri, bu iliskinin nasil pratige dokiildiigiinii somutlagtiracaktir.

Bu calismanin sonuglarinin, miizik egitimi ve miizikal performans alaninda énemli katkilar
saglamas1 hedeflenmektedir. Miizik egitiminde enstriiman bilgisinin yeri ve onemi, miizikal
performansin gelistirilmesinde g6z ardi edilemez (Ohlsson, 1994, s. 55). Bu nedenle, bu
caligmada elde edilen bulgularin, hem profesyonel miizisyenler hem de miizik egitmenleri i¢in
yol gosterici olmast beklenmektedir. Sonug olarak, enstriiman bilgisinin miizikal performans
iizerindeki rolii, hem performans kalitesinin artirilmasinda hem de miizik egitiminin

etkinliginin gelistirilmesinde kritik bir oneme sahiptir (Welch vd., 2004, s. 239).
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Arastirmanin Amaci

Bu c¢alismanin temel amaci, enstriiman bilgisinin miizikal performans iizerindeki roliinii
incelemektir. Miizikal performans, bir miizisyenin teknik becerilerini, miizikal anlayisini ve
ifade yetenegini bir araya getiren karmasik bir siirectir. Bu siirecte enstriiman bilgisi,
performansin kalitesini ve 6zglnliglinli belirleyen kritik bir faktor olarak one ¢ikmaktadir.
Arastirma, bu bilginin performans lizerindeki spesifik etkilerini ve bu etkinin farkli enstriiman

gruplarindaki yansimalarini ele almay1 hedeflemektedir.

Problem Durumu

Miizikal performans, teknik becerilerin ve miizikal ifadenin bir araya gelerek olusturdugu
karmasik bir sanatsal siirectir. Ancak, bu siirecte bir miizisyenin enstriiman bilgisi,
performansin kalitesini belirlemede Onemli bir rol oynar. Bu bilgi eksikligi, miizisyenin
performansinda teknik zorluklar, ifade eksiklikleri ve yaraticilik sinirlamalar1 gibi cesitli
problemlere yol agabilir. Ayrica, enstriiman bilgisinin performans iizerindeki etkileri konusunda
yapilan arastirmalarin sinirli olmasi, bu konunun yeterince anlasgilmasini engellemektedir. Bu
caligmada, enstriiman bilgisinin performans iizerindeki etkileri ele alinarak, bu alandaki bilgi

eksikliginin giderilmesine katki saglanmas1 hedeflenmektedir.

Arastirma Sorulari

Bu arastirma, asagidaki sorulara cevap aramay1 amaglamaktadir:

- Enstriiman bilgisi miizikal performans1 nasil etkiler?

- Organoloji bilgisi hangi bagliklar altinda degerlendirilebilir?

- Farkli enstriiman gruplarinda (yayli, nefesli, tuslu, perkiisyon) enstriiman bilgisinin
performans tizerindeki etkileri nelerdir?

- Unlii miizisyenlerin performanslarinda enstriiman bilgisinin rolii nedir?

- Miizik egitimi programlarinda enstriiman bilgisi nasil kullanilmigtir?

Miizikal Performansin Temelleri

Miizikal performans, bir miizisyenin eserleri icra etme siirecini ifade eder ve bu siireg, teknik
beceriler, miizikal anlayis, ifade giicii ve dinleyiciyle kurulan etkilesim gibi ¢esitli unsurlari
icerir (Palmer, 1997, s. 115-116). Miizikal performans, sadece notalarin dogru ¢alinmasi degil,
ayni zamanda eserin ruhunu ve duygusunu iletmeyi de gerektirir (Gabrielsson, 2003, s. 225).

Bu nedenle, miizikal performansin temellerini anlamak, basarili bir icra ic¢in kritik bir 6nem
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tasir. Bu boliimde, miizikal performansin ne oldugu, temel unsurlar1 ve bu unsurlarin birbiriyle

nasil etkilestigi ele alinacaktir.

Miizikal Performansin Tanimi ve Unsurlar

Miizikal performans, bir miizisyenin veya miizik grubunun, bir eseri belirli bir zaman ve
mekanda dinleyiciye sunma siirecidir (Chaffin vd., 2005, s. 22). Performans sirasinda
miizisyen, sadece teknik olarak dogru notalar1 ¢almakla kalmaz, ayni zamanda miizigin
dinleyici {izerinde bir etki birakmasini saglamak i¢in ifade yeteneklerini de kullanir (Juslin &

Timmers, 2010, s. 460). Miizikal performansin temel unsurlar1 sunlardir:

Teknik Beceri: Eseri dogru ve akici bir gsekilde ¢alma yetenegi (Chaffin vd., 2005, s. 23).

Miizikal ifade: Eserin duygusal ve dramatik 6zelliklerini dinleyiciye aktarma kapasitesi

(Palmer, 1997, s. 120).

Repertuvar Bilgisi: Icra edilen eserin stilini, tarihini ve baglammi anlama yetenegi

(Gabrielsson, 2003, s. 227).

Sahne Varhgi: Dinleyici ile etkilesim kurma ve performans: etkileyici bir sekilde sunma

becerisi (Juslin & Timmers, 2010, s. 462).

Performans Teknikleri ve Stil

Performans teknikleri, miizisyenin enstriimanini nasil ¢aldigina dair stratejileri igerir. Bunlar,
dogru nota iiretimi, ritmik dogruluk, artikiilasyon ve dinamizmi igerir (Davidson, 1997, s. 212).
Her enstriimanin kendine 6zgii performans teknikleri vardir ve bu teknikler, miizisyenin
enstriiman tizerindeki ustaligini gosterir (Hallam, 1995, s. 127). Stil ise, miizisyenin bir eseri
icra ederken kullandig kisisel veya kiiltiirel 6zellikleri ifade eder. Stil, miizikal doneme, eserin
tiiriine ve bestecinin niyetine uygun olarak sekillenir (Lehmann vd., 2007, s. 14). Miizisyenin
stil bilgisi, performansin 6zgiinliigiinii ve dinleyici lizerindeki etkisini artirir (Rink, 2002, s. 20-
24). Miizikal performans s6z konusu oldugunda; stil, dogrudan cografya ve tarihle ilintilidir.
Performanslar modaya gore de degisiklik gdsterebilir. Tarihi kayitlar incelendiginde, en temel
gostergelerden biri olan metronom tercihinin nasil degisiklik gosterdigine iliskin dramatik bir

ornek olarak Gould’un 1955 ve 1981 Goldberg Cesitlemeleri kayd1 gosterilebilir.
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Dinleyici Beklentileri ve Performansin Degerlendirilmesi

Miizikal performans, yalnizca miizisyen acisindan degil, ayn1 zamanda dinleyici agisindan da
degerlendirilir (Juslin & Laukka, 2004, s. 230). Dinleyiciler, performans sirasinda belirli bir
kalite ve 0zgiinliik bekler. Bu beklentiler, miizisyenin teknik yeterliligi, miizikal ifadesi ve
sahne hakimiyeti gibi unsurlara dayanir (Davidson & Correia, 2002, s. 248). Performansin
basarili sayilmasi, dinleyicinin miizikal deneyiminden memnun kalmasiyla iligkilidir (Sloboda,
1996, s. 109). Bu nedenle, bir miizisyen i¢in dinleyici beklentilerini anlamak ve bu beklentilere
uygun bir performans sergilemek, sanatinin Onemli bir pargasidir. Performansin
degerlendirilmesi, genellikle dinleyici geri bildirimleri, elestirmen yorumlar1 ve kisisel 6z
degerlendirmeler yoluyla yapilir. Bu degerlendirmeler, miizisyenin gelisim siirecinde yol

gosterici olabilir (Thompson, 2015, s. 220).

Enstriiman Bilgisinin Kavramsal Cercevesi

Enstriiman bilgisi, bir miizisyenin performansini sekillendiren en énemli unsurlardan biridir
(Hallam, 1998, s. 122). Bu bilgi, yalnizca enstriimanin fiziksel 6zelliklerini bilmekle kalmaz;
ayni zamanda enstriimanin tarihgesi, akustik yapist ve miizikal kullanimi hakkinda
derinlemesine bir anlayis gerektirir (Ericsson, Krampe, & Tesch-Romer, 1993, s. 363).
Enstriiman bilgisi, miizisyenin teknik yeterliligini, ifade yetenegini ve sahne performansini
dogrudan etkiler (Williamon, 2004, s. 19-20). Bu boliimde, enstriiman bilgisinin ne oldugu,

tiirleri ve miizik egitimi tizerindeki etkileri ele alinacaktir.

Enstriiman Bilgisi Nedir?

Enstriiman bilgisi, bir miizisyenin ¢aldig1 enstriiman hakkinda sahip oldugu tiim bilgi ve
anlayis1 kapsar. Bu bilgi, enstriimanin nasil calindigini, hangi materyallerden yapildigini,
akustik 6zelliklerini ve tarihsel baglamini igerir (Burwell, 2013, s. 281). Ayrica, enstriimanin
teknik limitlerini ve potansiyelini anlamak da bu bilgiye dahildir (Hallam, 1998, s. 132).
Enstriiman bilgisi, miizisyenin ¢alma yetenegini gelistirmesinin yani sira, performans sirasinda

daha bilingli ve yaratici kararlar almasini saglar (Davidson, 2009, s. 369).

Enstriiman Bilgisinin Tirleri
Enstriiman bilgisi, farkli alanlarda derinlesmis bilgi tiirlerini icerir. Bu bilgi tiirleri, miizisyenin
enstriiman tizerindeki hakimiyetini artirir ve performansini daha etkili hale getirir (Ericsson vd.,

1993, s. 363). Organoloji alaninda yapilan ¢alismalar giderek daha biiylik bir bilgi ortaya
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koymaktadir. Bu calismadaki sinirlilik igerisinde enstriiman bilgisine yonelik smirliliklar

icerisinde baglica bilgi tiirleri sunlardir:

Teknik Bilgi

Teknik bilgi, enstriimanin nasil ¢alinacagina dair tim mekanik ve fiziksel becerileri kapsar
(Parncutt & McPherson, 2002, s. 58). Bu bilgi, dogru ses iiretimi, parmak pozisyonlari, arse
teknikleri (yayli calgilar i¢in) ve nefes kontrolii (nefesli calgilar i¢in) gibi unsurlart igerir.
Teknik bilgi, miizisyenin enstriiman {izerinde rahat ve etkili bir sekilde performans
sergilemesini saglar. Ayrica, bu bilgi, miizisyenin daha karmasik tekniklere hakim olmasini ve

bunlar1 miizikal ifadesinde kullanmasini miimkiin kilar (Lehmann vd., 2007, s. 81).

Tarihsel ve Kiiltiirel Bilgi

Tarihsel ve kiiltiirel bilgi, enstriimanin ge¢misi, gelisimi ve farkli kiiltiirel baglamlarda nasil
kullanildigini kapsar (Kendall & Carterette, 1990, s. 154). Bu bilgi, miizisyenin c¢aldig1 eseri
daha derinlemesine anlamasina ve bu eseri uygun bir stil ve ifade ile icra etmesine yardimci
olur (Rink, 2002, s. 135). Ornegin, bir Barok dénemi eserini icra eden bir miizisyenin, donemin
enstriiman yapis1t ve ¢alma teknikleri hakkinda bilgi sahibi olmasi, performansin otantik
olmasini saglar (Butt, 2002, s. 59). Bu bilgi tiirii, miizisyenin eseri tarihsel ve kiiltiirel baglamina

uygun bir sekilde yorumlamasina imkan tanir (Taruskin, 1995, s. 101-102).

Akustik ve Mekanik Bilgi

Akustik ve mekanik bilgi, enstriimanin fiziksel yapisi, ses iiretim mekanizmasi ve akustik
ozellikleri hakkinda derinlemesine bir anlayis1 ifade eder. Bu bilgi, miizisyenin enstriimandan
en iyi sesi alabilmesi igin nasil ¢almasi gerektigini anlamasima yardimci olur. Ornegin, bir
piyanistin, piyano tellerinin nasil titrestiini ve bu titresimlerin ses tahtasi tarafindan nasil
amplifiye edildigini bilmesi, daha etkili bir ton kontrolii saglar (Fletcher & Rossing, 2012, s.
219-221). Aym sekilde, bir nefesli c¢algi icracisinin, enstriimanin boru uzunlugu ve dudak
pozisyonunun ses iizerindeki etkilerini anlamasi, performansin kalitesini artirir (Benade, 1990,

5. 325-326).

Enstriiman Bilgisinin Miizik Egitimi Uzerindeki Etkisi
Enstriiman bilgisi, miizik egitimi siirecinde 6nemli bir rol oynar. Miizik egitmenleri,
ogrencilerine enstriiman hakkinda derinlemesine bilgi kazandirarak onlarin teknik becerilerini

ve miizikal ifadelerini gelistirmeyi hedefler (Hallam, 1998, s. 127-128). Bu bilgi, 6grencinin
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sadece bir eseri dogru bir sekilde icra etmesini saglamakla kalmaz; ayni zamanda o eseri
anlamlandirmasina, yorumlamasina ve dinleyiciye en etkili sekilde aktarmasina yardimci olur
(Davidson & Scripp, 1992, s. 57-58). Enstriiman bilgisi, miizik egitiminin temel bir pargasi
olarak, 6grencilerin miizikal yolculuklarinda daha bilingli ve 6zgiivenli adimlar atmalarini
saglar. Bu nedenle, miizik egitiminde enstriiman bilgisinin yeri ve 6nemi goz ardi edilemez

(Woody, 2006, s. 32).

Enstriiman Bilgisinin Performans Uzerindeki Etkileri

Enstriiman bilgisi, miizikal performansin kalitesini ve 6zgiinliiglinii dogrudan etkileyen bir
unsurdur. Bu bilgi, miizisyenin teknik becerilerini, yaratici potansiyelini ve performans
sirasinda aldigir kararlart sekillendirir (Lehmann, Sloboda, & Woody, 2007, s. 83-84).
Enstriiman bilgisi, miizikal ifadenin derinlestirilmesine ve miizisyenin kendine 6zgi bir stil
gelistirmesine yardimci olur (Ericsson vd., 1993, s. 368; Parncutt & McPherson, 2002, s. 62).
Bu béliimde, enstriiman bilgisinin teknik ve yaratici performans iizerindeki etkileri incelenecek

ve performans sirasinda karar verme siiregleri ele alinacaktir.

Teknik Performans Uzerindeki Etkiler

Enstriiman bilgisi, miizisyenin teknik performansini énemli 6l¢iide etkiler. Teknik performans,
bir eserin dogru ve akici bir sekilde icra edilmesi i¢in gerekli olan fiziksel ve zihinsel becerileri
icerir (Lehmann, Sloboda, & Woody, 2007, s. 68-70). Enstriiman hakkinda derinlemesine
bilgiye sahip olan bir miizisyen, teknik zorluklarin iistesinden daha kolay gelir ve performansini

daha giivenli bir sekilde sergiler (Ericsson, Krampe, & Tesch-Romer, 1993, s. 367).

Icra Kolayhg ve Giiveni

Enstriiman bilgisi, miizisyenin icra siirecini daha kolay ve giivenli hale getirir. Enstriimanin
yapisal ozelliklerini ve teknik limitlerini iyi bilen bir miizisyen, eserin gerektirdigi teknikleri
daha dogru bir sekilde uygular ve performans sirasinda daha az hata yapar (Hallam, 1998, s.
129). Bu bilgi, miizisyenin sahne iizerindeki 6zgilivenini artirir ve performansin genel kalitesini
yiikseltir (Lehmann et al., 2007, s. 85). Ozellikle karmasik pasajlar ve hizli tempolar, enstriiman

bilgisi ile daha rahat bir sekilde icra edilebilir (Woody, 2006, s. 218).

ifade ve Niians Kontrolii
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Enstriiman bilgisi, miizisyenin miizikal ifadesini ve niianslarii daha etkili bir sekilde kontrol
etmesine olanak tanir (Parncutt & McPherson, 2002, s. 64). Enstrimanin ton iiretim
mekanizmasini ve akustik 6zelliklerini iyi bilen bir miizisyen, farkli dinamik seviyelerinde ve
artikiilasyonlarda daha genis bir ifade yelpazesine sahip olur (Benade, 1990, s. 327-328). Bu,
performansin duygusal derinligini ve izleyici {izerindeki etkisini artirir. Niians kontrolii,
ozellikle solo performanslar ve oda miizigi gibi daha kisisel ve yakin icralarda biiyiik 6nem tasir

(Hallam, 2006, s. 102).

Yaratic1 Performans Uzerindeki Etkiler
Yaraticilik, miizikal performansin vazgecilmez bir unsurudur ve enstriiman bilgisi, miizisyenin
yaratict potansiyelini artirir. Bu bilgi, dogaglama, yenilik¢i tekniklerin kullanimi ve eserin

yeniden yorumlanmasi gibi yaratici siireglerde biiyiik rol oynar (Lehmann vd., 2007, s. 87).

Dogaclama

Dogaglama, miizikal yaraticiligin en 6zglin formlarindan biridir ve enstriiman bilgisi,
dogaglama siirecini destekler. Enstriimanini iyi taniyan bir miizisyen, dogaclama sirasinda
enstriimanin sinirlarini zorlayabilir ve yeni, 6zgiin ifadeler yaratabilir (Berliner, 1994, s. 221-
223). Bu bilgi, miizisyenin farkli akor yapilari, ritmik motifler ve melodik varyasyonlar
iizerinde daha yaratict olmasimi saglar. Dogaclama sirasinda enstriiman bilgisinin etkili

kullanimi, performansin dinamik ve canli kalmasina katki saglar (Prouty, 2008, s. 106).

Yenilik¢i Performans Teknikleri

Enstriiman bilgisi, miizisyenin yeni performans teknikleri gelistirmesine ve bunlar icralarinda
kullanmasina olanak tanir. Bu bilgi, miizisyenin enstriimaninin smirlarini kesfetmesini ve
alisilmisin diginda sesler ve ifadeler yaratmasini saglar (Lehmann vd., 2007, s. 91). Ornegin,
yayl c¢algilarda arse kullaniminin farkli tekniklerle cesitlendirilmesi veya nefesli calgilarda
farkl nefes teknikleriyle yeni tonlar elde edilmesi, bu tiir yaratici siireclerin bir sonucudur
(Rossing, 1990, s. 57; Fletcher & Rossing, 2012, s. 315). Yenilik¢i teknikler, performansi
siradanliktan ¢ikararak daha ilgi ¢ekici ve etkileyici hale getirir (Bailey, 1992, s. 109-110).

Performans Esnasinda Karar Verme Siirecleri

Performans sirasinda alinan kararlar, miizikal ifadenin sekillenmesinde 6nemli bir rol oynar. Bu

kararlar, spontane ve dnceden planlanmis olmak iizere iki kategoriye ayrilabilir (Ericsson,
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Krampe, & Tesch-Romer, 1993, s. 370). Enstriiman bilgisi, her iki tiir karar verme siirecinde de

miizisyene rehberlik eder (Lehmann vd., 2007, s. 93).

Spontane Karar Verme

Spontane karar verme, performans sirasinda anlik olarak alinan ve miizikal akisi etkileyen
kararlardir. Bu kararlar, performansin dogasina ve o anki sahne kosullarina bagli olarak
sekillenir (Berliner, 1994, s. 249-250). Enstriiman bilgisi, miizisyenin bu tiir durumlarda hizl
ve etkili kararlar almasina yardime1 olur (Lehmann vd., 2007, s. 92). Ornegin, bir dogaglama
sirasinda aniden bir melodi degisikligi yapma karari, enstriiman bilgisi sayesinde daha rahat ve

basaril bir sekilde gergeklestirilebilir (Bailey, 1992, s. 111).

Onceden Planlanan Karar Verme

Onceden planlanan Kkararlar, performans &ncesinde yapilan hazirliklar ve stratejiler
dogrultusunda alinan kararlardir. Bu kararlar, eserin yorumlanmasi, tempolarin belirlenmesi ve
dinamiklerin diizenlenmesi gibi unsurlar igerir (Woody, 2006, s. 27). Enstriiman bilgisi,
miizisyenin bu kararlar1 daha bilingli ve etkili bir sekilde almasina olanak tanir (Ericsson vd.,
1993, s. 371). Bu sayede, performans daha kontrollii ve planli bir sekilde icra edilir. Onceden
planlanan karar verme, ozellikle biiyiik orkestralar veya oda miizigi gruplar1 gibi bir¢cok
miizisyenin bir arada performans sergiledigi durumlarda kritik 6nem tasir (Lehmann vd., 2007,

. 94).

Farkh Enstriimanlarda Bilgi ve Performans Iliskisi

Enstriiman bilgisi, miizikal performansin her yoniinii etkileyen kritik bir faktordiir. Ancak, bu
bilginin 6nemi ve dogasi, enstriimanin tiiriine gore degisiklik gosterebilir (Lehmann, Sloboda,
& Woody, 2007, s. 95). Yayh ¢algilar, nefesli ¢algilar, tuslu galgilar ve perkiisyon calgilar gibi
farkli enstriiman gruplari, kendilerine 6zgli performans teknikleri ve bilgi gereksinimlerine
sahiptir. (Rossing, 1990, s. 60). Bu boliimde, farkli enstriiman gruplarinda enstriiman bilgisi ile

performans arasindaki iliski incelenecektir

Yayh Calgilarda Enstriiman Bilgisinin Onemi
Yayl ¢algilar, keman, viyola, ¢ello ve kontrbas gibi enstriimanlar1 kapsar. Bu enstriimanlarda
enstriiman bilgisi, teknik performans ve miizikal ifade {izerinde biiylik bir etkiye sahiptir

(Davidson & Scutt, 1999, s. 81). Yayh c¢algilar, arse kontrolii, yay ac¢is1 ve yay hiz1 gibi
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faktorlerin dogru yonetilmesini gerektirir. Enstriiman bilgisi, bu teknik unsurlarin miizikal
ifadeye doniistliriilmesinde kritik bir rol oynar (Baillot, 1991, s. 47). Ayrica, yayl calgilarin
akustik ozellikleri, ton iiretimindeki farkliliklar1 anlamak ve bu farkliliklar1 performansa
yansitmak ac¢isindan onemlidir (Fletcher & Rossing, 2012, s. 322). Miizisyenin enstriimanin
yapisal Ozelliklerini ve bu 0Ozelliklerin ses iizerindeki etkilerini anlamasi, performansin

kalitesini artirir (Rossing, 1990, s. 61).

Nefesli Calgilarda Enstriiman Bilgisinin Onemi

Nefesli calgilar, fliit, klarnet, obua, saksafon ve trompet gibi enstriimanlar1 igerir. Bu
enstriimanlarda enstriiman bilgisi, nefes kontrolii, embouchure (dudak pozisyonu) ve
artikiilasyon gibi unsurlar {izerinde yogunlasir (Benade, 1990, s. 330-331). Nefesli calgilarda
dogru nefes teknikleri ve embouchure bilgisi, miizikal performansin temel taslarindandir
(McPherson & Gabrielsson, 2002, s. 103). Ayrica, enstriimanin boru uzunlugu, malzeme tiirii
ve ses deligi pozisyonlar1 gibi yapisal 6zelliklerin bilinmesi, miizisyenin ton kalitesini ve
intonasyonu (entonasyon) kontrol etmesini saglar (Campbell & Greated, 1994, s. 142). Nefesli
calgilarda, farkli parcalarin gerektirdigi tekniklerin ve enstriiman {izerindeki etkilerinin

anlasilmasi, performansin miizikal ifadesini zenginlestirir (Lehmann vd., 2007, s. 96).

Tuslu Calgilarda Enstriiman Bilgisinin Onemi

Tuslu calgilar, piyano, org ve klavsen gibi enstriimanlari icerir. Bu enstriimanlarda enstriiman
bilgisi, klavyedeki dokunus teknigi, pedal kullanimi1 ve rezonansin dogru yonetimi gibi unsurlar
iizerinde odaklanir (Lehmann vd., 2007, s. 99-100). Piyanoda, tuslara yapilan baski kuvveti ve
hizi, ton kalitesini dogrudan etkiler (Sandor, 1981, s. 54). Ayrica, pedallarin kullanimi, eserin
dinamik yapisinin kontrol edilmesinde biiyiik 6nem tasir (Parncutt & McPherson, 2002, s. 144).
Enstriiman bilgisi, miizisyenin bu teknik unsurlar1 dogru bir sekilde kullanarak performansi
daha etkileyici hale getirmesine olanak tanir. Ayrica, piyano ve diger tuslu calgilarin akustik
ozelliklerinin bilinmesi, performansin genel ton kalitesini optimize etmek i¢in gereklidir

(Fletcher & Rossing, 2012, s. 321).

Perkiisyon Calgilarda Enstriiman Bilgisinin Onemi

Perkiisyon calgilar, davul, marimba, zil ve timpani gibi enstrimanlar1 kapsar. Bu
enstriimanlarda enstriiman bilgisi, vurus teknikleri, dinamik kontrol ve ritmik dogruluk
lizerinde yogunlasir (Blades, 1992, s. 85-87). Perkiisyon calgilarinda kullanilan malzemelerin

ve bu malzemelerin ses iizerindeki etkilerinin bilinmesi, miizisyenin performansini
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sekillendirmesine yardimci olur (Cook, 2006, s. 102). Ornegin, farkli davul derilerinin veya
baget tiirlerinin nasil farkli sesler iirettigini bilmek, miizisyenin istenen tonu elde etmesine
olanak tanir (Rossing, 1990, s. 65). Ayrica, perkiisyon c¢algilarimin yerlesim diizeni ve
performans sirasindaki hareket yonetimi, sahne performansinin basarisi i¢in kritik dneme
sahiptir (Schick, 2006, s. 43). Enstriiman bilgisi, bu unsurlarin bilin¢li ve etkili bir sekilde
yonetilmesini saglar (Lehmann vd., 2007, s. 102).

Ornek Olay incelemeleri

Enstriiman bilgisinin miizikal performans {lizerindeki etkilerini daha iyi anlayabilmek i¢in, tinlii
miizisyenlerin performanslarindan 6rnekler incelemek faydali olacaktir. Bu béliimde, farkli
miizisyenlerin enstriiman bilgilerini nasil kullandiklar1 ve bu bilginin performanslarina nasil
yansidig1 incelenecektir. Ornek olay incelemeleri, teorik bilgilerin pratikte nasil uygulandigini

gostererek, miizikal performansin ¢esitli yonlerini somutlastirmay1 amaglamaktadir.

Biiyiik Yorumcularin Enstriiman Bilgisinden Yararlandiklar1 Ornekler

Bu alt bolimde, tarihe mal olmus 6nemli dehalarin enstriiman bilgilerini performanslarinda
nasil kullandiklarma iligkin 6rnek olaylara deginilmistir. Keman virtiiozii Itzhak Perlman'in
performanslarindaki teknik ustaligi ve keman iizerindeki kontrolii, enstriiman bilgisinin
miizikal ifade lizerindeki etkisini gbzler oniine serer. Perlman, kemanin tarihsel ve akustik
ozelliklerine dair derin bir anlayisa sahiptir ve bu bilgi, onun performanslarini etkileyici kilan
unsurlarin baginda gelir. Benzer sekilde, piyanist Martha Argerich'in piyanodaki teknik becerisi
ve dinamik kontrolii, enstriiman bilgisinin performans kalitesine nasil katki sagladigin1 gosteren
baska bir 6rnektir.

Biiyiik yorumcularin calgilarin1 derinden tanidiklar1 gdsteren diger bir 6rnek olarak Glenn
Gould’un Peter Bolla ile roportajindaki agiklamalarina deginilebilir. Bolla (2006), “Sanat ve
Estetik” adl1 kitabinda Glenn Gould’un Bach yorumu ve pedal kullanimu ile ilgili detaylara yer
vermistir. Yazar, atesli tartigmalara konu olan Bach’ta pedal kullanimi1 konusunda su tespitlerde
bulunmustur. Gould’un taninmaya baslamasiyla diger yorumcular da pedal kullanmaya
baslamiglardir. Bu mini uzlasim sonucu giinlimiizde Bach c¢alarken smirli da olsa pedal
kullanim1 kabul gormiistiir. Gould’un Goldberg c¢esitlemelerini ¢aldigi 1981 tarihli goriintii
kaydinda bazi ¢esitlemelerde sag ayaginin pedaldan uzakta oldugu ve hi¢ pedal kullanmadigi
goriilse de; eser boyunca yarim saniyeyi asmayan siirelerle bir¢ok kez pedal kullanmistir. Bu

anlik pedallarin dinleyici tarafindan anlasilmasi oldukca giigtiir. Pedalin bu 6zgiin kullanimi
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bilingaltindan kaynaklandig1 izlenimi verse de bu tarz 6zgiin ve yenilik¢i uygulamalar aslinda
bilingli tasarim ve yiiksek konsantrasyon iiriinii olarak ortaya ¢ikmustir.

Gould, diger bazi piyanistlerde de oldugu iizere klavsenin yapisini iyi tanir, bu calgiy1 ¢alar ve
kayitlariyla begeni toplamistir. Kendisinin Barok eser yorumlarken; ozellikle artikiilasyon
tekniklerini kullanirken daha secici ve isabetli kararlar aldigr goriiliir. Gould’un
performanslarindaki portato teknigi buna 6rnek olarak gosterilebilir.

Piyanistler, hayal giiciine bagli olarak mekanik bilgiden istifade edebilmektedirler. Bu durum
su sekilde 6rneklenebilir: Gould ve Dorantes gibi bazi biiyiik piyanistlerin, 6n tabla ve siirgiili
nota rafini sokerek, tuslarin piyanonun i¢ kismina dogru uzanisini gérmek, seste kirilmaya bagl

hacim kaybin1 en aza indirmek gibi detaylar1 onemsedikleri bilinir.

Farkh Miizik Tiirlerinde Enstriiman Bilgisi ve Performans

Bu alt boliimde, tinlii miizisyenlerin enstriiman bilgilerini performanslarinda nasil kullandiklari
analiz edilecektir. Ornegin, keman virtiidzii Itzhak Perlman'm performanslarindaki teknik
ustalig1 ve keman tizerindeki kontrolii, enstriiman bilgisinin miizikal ifade tizerindeki etkisini
gozler Oniine serer ((Perlman, 2008). Perlman, kemanin tarihsel ve akustik 6zelliklerine dair
derin bir anlayisa sahiptir ve bu bilgi, onun performanslarini etkileyici kilan unsurlarin baginda
gelir (Szigeti, 1969, s. 35). Benzer sekilde, piyanist Martha Argerich'in piyanodaki teknik
becerisi ve dinamik kontrolii, enstriiman bilgisinin performans kalitesine nasil katki sagladigini

gosteren baska bir 6rnektir (Walker, 1987, s. 22-23).

Enstriiman Bilgisi ve Sahne Performansi Arasindaki Iliski

Sahne performansi, miizikal performansin en goriiniir ve izleyiciyle dogrudan etkilesimde
oldugu asamasidir. Bu agamada enstriiman bilgisi, miizisyenin sahne tlizerindeki varligini ve
performansinin etkileyiciligini artirir (Lehmann vd., 2007, s. 104-105). Ornegin, iinlii gellist
Yo-Yo Ma, sahne performanslarinda enstriiman bilgisini sadece teknik ustalik olarak degil, ayn1
zamanda izleyiciyle duygusal bir bag kurmak icin de kullanir (Libbey, 2006, s. 146). Ma'nin
performanslarindaki ifade giicii, ¢ello lizerindeki hakimiyeti ve enstriimanin ses 6zelliklerini
bilingli bir sekilde kullanmasiyla dogrudan iliskilidir (Stowell, 1999, s. 201). Sahne
performansinda enstriiman bilgisi, miizisyenin hem teknik hem de duygusal yonlerini
dengelemesine yardimci olur ve izleyiciyi derinden etkileyen bir performans ortaya ¢ikarir

(Davidson, 2002, s. 92).

Miizik Egitimi ve Enstriiman Bilgisi
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Miizik egitimi, O0grencilerin miizikal yeteneklerini ve performans becerilerini gelistirmeyi
amaclayan bir slirectir. Bu siirecte enstriiman bilgisi, miizikal basarinin temel taslarindan biridir
(McPherson & Gabrielsson, 2002, s. 102). Enstriiman bilgisi, 6grencilerin enstriimanlarin1 daha
iyi tanimalarina, teknik becerilerini gelistirmelerine ve miizikal ifadelerini zenginlestirmelerine
yardimer olur (Hallam, 1998, s. 129). Bu bdliimde, enstriiman bilgisinin miizik egitimi

programlarindaki yeri ve 6nemi ele alinacak, bu bilginin egitim siirecindeki rolii incelenecektir.

Egitim Programlarinda Enstriiman Bilgisi

Miizik egitiminde enstriiman bilgisi, 6grencilerin performanslarini gelistirmeleri i¢in gerekli
olan bir dizi bilgi ve beceriyi kapsar (Lehmann vd., 2007, s. 106). Egitim programlarinda
enstriiman bilgisine yer verilmesi, 6grencilerin teknik becerilerinin yani1 sira enstriimanlarinin
yapisal ve akustik 6zelliklerini anlamalarina olanak tanir (Parncutt & McPherson, 2002, s. 144).
Bu bilgi, 6grencilerin enstriimanlariyla daha derin bir bag kurmalarini ve performanslarin1 daha
bilin¢li bir sekilde icra etmelerini saglar (Hallam, 1998, s. 130). Ayrica, enstriiman bilgisi,
ogrencilerin eserleri tarihsel ve kiiltiirel baglaminda daha iyi anlamalarina ve bu baglamda icra
etmelerine yardimci olur (McPherson & Gabrielsson, 2002, s. 104). Miizik egitiminde
enstriiman bilgisinin sistematik bir sekilde 6gretilmesi, 6grencilerin hem teknik hem de miizikal
anlamda daha donanimli olmalarmi saglar (Lehmann vd., 2007, s. 107). Azerbaycan Bakii
Miizik Akademisi, Fortepiano ve Yorumculuk Fakiilteleri’'ndeki piyano egitimi ile ilgili
incelemelerde; Fortepiano (Uzmanlik), Genel Fortepiano, Maestro Ustaligi, Org ve Klavsen
gibi derslerin yaninda ‘Piyano Yorumculugu Tarihi ve Teorisi ve Ozel Pedagojik Hazirligin
Metodik Ogretimi’ adli bir derse rastlanmistir. Bu derste Piyano Calmanin Tarihi adli kitap
okutulmaktadir. Dersin igerigine tam olarak ulasilamamistir ancak; “Aleksandr Alekseev
tarafindan yazilan kilavuz kitap: Sahne sanatlar1 ve pedagojisi baglaminda, piyano sanatinin
koklerinden giinlimiize en O6nemli unsurlarini - besteci yaraticilifinin sentezinde inceler”
(Alekseev, 2017-2018). Ozdemir’in deneysel ders uygulamalari, piyano egitiminin bilissel
gelisimi destekleyici yonlerini ortaya koymaktadir. Ozdemir, geleneksel 6gretim yontemlerinin
Otesine gecerek, 6grencilerin elestirel diisiinme becerilerini aktive eden modern yaklagimlar
benimsemektedir. Bu yaklasim, 6grencilerin piyano ¢almanin 6tesinde, miizigin kiiltiirel ve
estetik boyutlarini da anlamalarina yardimer olmaktadir. Bu uygulamayla, 6grencilerin piyano
edebiyatinin ¢esitli yonlerini kesfetmeleri, ¢alginin mekanik isleyisini 6grenmeleri ve miizikal

anlayislarin1 derinlestirmesine gelistirebilmeleri igin firsatlar sunmaktadir (Cokamay & Oz,
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2023). Koken olarak polifonik miizikle yabancilagsan toplumlarda bunun gibi kuramsal temelli

kiiltiir derslerinden destek alinarak dgrenci gelisimine biiyiik katki saglandig1 goriilmektedir.

Enstriiman Bilgisinin Egitimdeki Yeri ve Onemi

Enstriiman bilgisi, miizik egitiminin temel unsurlarindan biri olarak kabul edilmelidir (Hallam,
1998, s. 132). Bu bilgi, 6grencilerin sadece performans tekniklerini gelistirmelerine yardimci
olmakla kalmaz, ayn1 zamanda miizikal ifadenin de 6nemli bir parcasi olarak degerlendirilir
(Davidson, 2002, s. 96). Enstriiman bilgisi, 0Ogrencilerin performans sirasinda
karsilagabilecekleri teknik zorluklari asmalarini saglar ve bu zorluklar1 yaratici bir sekilde
cozmelerine yardime1 olur (Lehmann vd., 2007, s. 108). Ayrica, enstriiman bilgisi, 6grencilerin
miizikal ifadelerini daha zengin ve derin hale getirir (Parncutt & McPherson, 2002, s. 146). Bu
nedenle, miizik egitiminde enstriiman bilgisinin 6nemi goz ardi edilemez ve bu bilginin
ogrencilere etkili bir sekilde kazandirilmasi, egitim siirecinin basarisi i¢in kritik bir rol oynar

(Hallam, 1998, s. 133).

Egitimci Perspektifinden Enstriitman Bilgisi

Miizik egitmenleri, 68rencilerine enstriiman bilgisi kazandirma siirecinde 6nemli bir rol oynar
(Woody, 2006, s. 23). Egitmenler, 0grencilerin enstriimanlarini daha iyi anlamalarin1 ve
performanslarini gelistirmelerini saglamak i¢in bu bilgiyi sistematik bir sekilde 6gretmelidir
(McPherson & Gabrielsson, 2002, s. 105). Egitimciler, enstriiman bilgisinin &grencilerin
miizikal gelisimindeki 6nemini vurgulamali ve bu bilgiyi pratik uygulamalarla desteklemelidir
(Hallam, 1998, s. 134). Ornegin, bir yayh calg1 egitmeni, 6grencilerine arse tekniklerinin yani
sira, enstriimanin yapisal 6zelliklerini ve bu 6zelliklerin performans {izerindeki etkilerini de
ogretmelidir (Davidson, 2002, s. 97). Egitimci perspektifinden enstriiman bilgisi, sadece teknik
bir bilgi degil, ayn1 zamanda miizikal ifadenin ve yaraticiligin bir araci olarak
degerlendirilmelidir (Lehmann et al., 2007, s. 109). Egitimciler, 6grencilerinin bu bilgiyi nasil
kullanacaklarini anlamalarina yardimci olmali ve onlari daha derinlemesine bir miizikal

anlayisa yonlendirmelidir (Woody, 2006, s. 23-24).

YONTEM

Bu arastirma, nitel bir arastirma yontemi kullanarak gergeklestirilmistir. Calismada, literatiir
taramasi, 0rnek olay incelemeleri gibi yontemler kullanilarak enstriiman bilgisinin miizikal

performans tizerindeki etkileri detayli bir sekilde incelenmistir. Arastirma, yayli ¢algilar, nefesli
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calgilar, tuslu c¢algilar ve perkiisyon calgilar gibi farkli enstriiman gruplarini kapsamaktadir.
Ayrica, iinli miizisyenlerin performanslar1 iizerinden yapilan Ornek olay incelemeleri,
enstriiman bilgisinin sahne performansina yansimasini somutlagtirmak amaciyla kullanilmistir.
Arastirmanin bulgulari, miizik egitimi ve performans pratii acisindan onemli ¢ikarimlar

sunmay1 hedeflemektedir.

BULGULAR

Arastirmanin bulgulari, enstriiman bilgisinin miizikal performans iizerinde ¢ok yonlii etkileri
oldugunu ortaya koymustur. Bu bilgi, miizisyenin teknik becerilerini gelistirirken, ayni
zamanda yaratic1 siireglere de katki saglar. Enstriiman bilgisine sahip olan miizisyenler,
performans sirasinda daha 6zgiivenli ve kontrollii olurlar, bu da performansin genel kalitesini
artirir. Ayrica, enstriiman bilgisi, miizikal ifadenin zenginlesmesine ve dinleyici ile daha giiclii
bir bag kurulmasina yardime1 olur. Bu sonuglar, enstriiman bilgisinin miizik egitiminin ayrilmaz

bir pargasi olarak ele alinmasi gerektigini vurgulamaktadir.

SONUC VE ONERILER

Bu calismada, enstriiman bilgisinin miizikal performans iizerindeki etkileri detayl bir sekilde
incelenmistir. Arastirma bulgulari, enstriiman bilgisinin, bir miizisyenin performansinin
kalitesini, yaraticiligin1 ve sahne iizerindeki basarisini dogrudan etkiledigini gostermektedir.
Enstriiman bilgisi, sadece teknik becerilerin gelistirilmesinde degil, ayn1 zamanda miizikal
ifadenin derinlesmesinde ve yaratici performanslarin ortaya ¢ikmasinda da onemli bir rol
oynamaktadir. Bu boliimde, aragtirmanin bulgular1 6zetlenecek, enstriiman bilgisinin
performans tlizerindeki rolii iizerine degerlendirmeler yapilacak ve gelecekteki arastirmalara
yonelik oneriler sunulacaktir.

Bu arastirma, enstriiman bilgisinin miizikal performans tizerindeki etkilerini kapsamli bir
sekilde ele almistir; ancak bu konuda daha fazla arastirma yapilmasi gerekmektedir.

Gelecek arastirmalar, farkli miizik tiirlerinde ve kiiltlirel baglamlarda enstriiman bilgisinin
roliinii daha ayrintili olarak inceleyebilir. Ayrica, enstriiman bilgisinin miizik egitiminde nasil
daha etkili bir sekilde Ogretilebilecegi ve bu bilginin performans iizerindeki uzun vadeli
etkilerinin neler oldugu da arastirilabilir. Teknolojik gelismelerin enstriiman bilgisi {izerindeki
etkileri ve bu bilgilerin dijital platformlarda nasil aktarilabilecegi de dnemli arastirma konular1
arasinda yer almaktadir. Gelecek caligmalar, bu alanlarda derinlemesine incelemeler yaparak,

miizik egitimi ve performans pratigine katki saglayabilir. Cagin gereksinimleri géz niinde
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bulunduruldugunda; kapsamli bilgiyi edinebilen ve bu bilgiyi igsellestiren miizisyenler i¢in

yaraticiligin kapilari agilmaktadir.

Enstriiman Bilgisinin Performans Uzerindeki Etkisi Uzerine Degerlendirmeler

Enstriiman bilgisi, bir miizisyenin performansinin kalitesini belirleyen temel unsurlardan biridir
(Lehmann vd., 2007, s. 110). Bu bilgi, teknik becerilerin 6tesinde, miizikal ifadenin derinligini
ve yaraticiligt dogrudan etkiler (Ericsson vd., 1993, s. 368). Miizikal performans sirasinda
alian kararlar, miizisyenin enstriiman bilgisine dayanarak sekillenir ve bu bilgi, performansin
Ozgilinliiglinii ve izleyici lizerindeki etkisini artirir (McPherson & Gabrielsson, 2002, s. 106).
Ayrica, enstriiman bilgisi, miizisyenin sahne iizerindeki varligini gliclendirir ve izleyici ile daha
derin bir bag kurmasina olanak tanir (Davidson, 2002, s. 99). Bu degerlendirmeler, enstriiman

bilgisinin miizikal performansin her yoniinde hayati bir rol oynadigini géstermektedir (Woody,

2006, s. 25).
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EXTENDED ABSTRACT

Introduction

Musical performance is a complex and multifaceted endeavor that merges technical proficiency,
musical interpretation, and expressive capability into a cohesive whole. While much attention
is often given to the developing technical skills and interpretative abilities, the critical role of a
musician’s knowledge of their instrument in shaping the quality and originality of performance
is frequently underappreciated. This study aims to delve into the nuanced relationship between
instrument knowledge and musical performance, with a focus on how this knowledge
influences musicians across various instrument groups, including string, wind, keyboard, and
percussion instruments. By examining this relationship, the study seeks to uncover the extent
to which a deep understanding of one's instrument contributes to the overall quality and

expressiveness of musical performance.

Background
Instrument knowledge is an encompassing term that includes not only the technical aspects of
playing an instrument but also an understanding of its history, acoustic properties, mechanical

construction, and cultural significance. A musician with profound knowledge of their
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instrument is often better positioned to navigate the technical challenges of performance while
also bringing a greater level of creativity and expressive depth to their interpretation. Previous
research has highlighted the benefits of instrument knowledge in enhancing technical precision,
improvisational skills, and overall performance quality. However, most existing studies have
been limited in scope, often focusing on specific instruments or performance contexts. There
remains a significant gap in the literature concerning the broader effects of instrument
knowledge across different instrument groups and performance settings. This study aims to fill
that gap by providing a comprehensive analysis of how instrument knowledge impacts

musicians from diverse backgrounds and how it manifests in different types of performances.

Methods

To achieve a thorough understanding of the relationship between instrument knowledge and
musical performance, this study adopts a qualitative research methodology. The approach
includes an extensive review of the existing literature on the topic, case studies of renowned
musicians from various instrument groups, and interviews with experts in the field of music
education and performance. The literature review provides a foundation by examining the
theoretical frameworks and previous research findings related to instrument knowledge and its
impact on performance. The case studies focus on how prominent musicians, known for their
expertise and innovation, utilize their instrument knowledge in live performances. These case
studies are selected to represent a diverse range of instruments, including strings, winds,
keyboards, and percussion, ensuring a comprehensive analysis across different musical
contexts. Additionally, expert interviews offer insights into the pedagogical implications of
teaching instrument knowledge, with a particular emphasis on how this knowledge can be
systematically integrated into music education to enhance both technical and expressive aspects

of performance.

Results

The findings of this study reveal that a profound understanding of one’s instrument significantly
enhances the quality of musical performance. Musicians who possess extensive instrument
knowledge exhibit greater confidence, control, and versatility during performances, which
directly translates into technical accuracy and expressive richness. For instance, string players
with a deep understanding of their instrument's acoustic properties and construction are able to
manipulate tone production more effectively, achieving a wider range of dynamic expression.

Similarly, wind players who are well-versed in the mechanics of breath control and embouchure
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can produce more consistent pitch and tone quality, particularly in demanding performance
situations. Keyboard players benefit from an in-depth knowledge of touch techniques, finger
positioning, and pedal use, allowing them to execute complex passages with precision while
maintaining musicality. Percussionists, on the other hand, gain a significant advantage from
understanding the material properties of their instruments, which enables them to explore a
broader palette of tones and textures. The study also identifies specific instances where
musicians have used their instrument knowledge to overcome performance challenges, innovate

within their genre, and create distinctive musical interpretations.

Discussion

The implications of these findings underscore the importance of integrating instrument
knowledge into music education curricula at all levels. The study suggests that a systematic
approach to teaching instrument knowledge—encompassing the physical, historical, cultural,
and acoustic dimensions of an instrument—can significantly enhance students' technical skills
and expressive abilities. This holistic approach to music education not only equips students with
the tools necessary for technical mastery but also fosters creativity and originality in musical
interpretation. Educators are encouraged to move beyond traditional teaching methods that
focus solely on the physical mechanics of playing an instrument. Instead, they should embrace
a more comprehensive educational model that includes discussions on the historical evolution
of instruments, their role in different cultural contexts, and the scientific principles underlying
their acoustics. Such an approach is likely to produce musicians who are not only technically
proficient but also capable of making informed, creative choices in their performances.
Moreover, the study highlights the potential for instrument knowledge to serve as a bridge
between technical proficiency and artistic expression. By understanding the intricate details of
their instruments, musicians are better able to connect with their audience on an emotional level,
delivering performances that are both technically sound and deeply moving. This connection is
particularly evident in live performance settings, where the immediacy of the musical
experience requires musicians to draw upon all aspects of their instrument knowledge to

respond to the dynamic nature of the performance environment.

Conclusion
In conclusion, instrument knowledge is a crucial element in the pursuit of high-quality, original,
and impactful musical performances. The findings of this study emphasize the need for a deeper

focus on instrument knowledge within both performance practice and music education. By
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fostering a more comprehensive understanding of their instruments, musicians can enhance
their technical precision, expressiveness, and creativity, ultimately leading to more compelling
and memorable performances. Future research should continue to explore the role of instrument
knowledge in various musical genres and cultural contexts, as well as investigate the long-term
effects of this knowledge on performance. Additionally, the study suggests that technological
advancements, such as interactive learning tools and virtual reality simulations, could offer new
opportunities for enhancing the teaching and learning of instrument knowledge. These
technologies have the potential to make instrument knowledge more accessible and engaging
for students, thereby furthering the integration of this critical aspect of musicianship into
contemporary music education.

As we move forward, it is essential to recognize that instrument knowledge is not merely an
academic pursuit but a fundamental component of what it means to be a musician. By
embracing this knowledge, musicians can unlock new dimensions of technical mastery and
artistic expression, leading to performances that resonate with both the performer and the

audience in profound and lasting ways.
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