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Considering its development in the historical process, the transcription method
showed its most significant improvement during the Romantic period. The popular
works are arranged for different instruments according to the instrument technique
features. It can be said that through the transcriptions, the works composed for one
instrument are not limited to that particular instrument, but are performed with other
instruments enabling the work to be heard and recognized by a wider audience. The
piano works of Frédéric Chopin, one of the most important composers of the period,
have been adapted to other instruments by many composers by emphasizing the tonal
characteristics of various instruments. The purpose of this research is to examine the
transcriptions of Chopin's Nocturne Works fort he violin-piano in the Romantic period
and to investigate the composers and performers who have made these transcriptions.
For this purpose, the study group of the research is Adolf Griinwald, Karoly Huber,
Friedrich Hermann, Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld,
Pablo de Sarasate, Richard Hofmann, August Wilhelmj, Emil Kross, Leopold Auer and
Bronistaw Huberman; the study works are the transcriptions of Chopin's Nocturne
works. Descriptive research techniques were used in this qualitative study. Research
data were accessed through document review and data were analyzed through
descriptive analysis method.

Romantik Dénemde Frédéric Chopin’in Nocturne Eserlerinin Keman-
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Tarihsel siireg igerisindeki gelisimi ile ele alindiginda, transkripsiyon metodunun romantik
dénemde biiyiik bir gelisim gosterdigi soylenebilir. Popiiler hale gelmis eserler, calg:
teknigi 6zelliklerine gore farkli galgilar icin diizenlenmistir. Transkripsiyonlarin, bir ¢alg:
igin bestelenmis eserlerin o calg1 ile siirli kalmayip bagka calgilarda da seslendirilerek,
daha genis kitlelerce duyulmasi ve taninmasim sagladigl sdylenebilir. Dénemin 6nemli
bestecilerinden Frédéric Chopin’in piyano eserleri de birgok besteci tarafindan cesitli
calgilarin tinisal Ozellikleri 6n plana c¢ikarilarak bagka ¢algilara uyarlanmistir. Bu
arastirmanin amaci, romantik déonemde Chopin’in Nocturne eserlerinin keman-piyano igin
yapilmus transkripsiyonlarin incelenmesi ve bu transkripsiyonlar1 yapmis olan besteci ve
icracilarin arastirilmasi olarak belirlenmistir. Bu amag dogrultusunda arastirmanin ¢alisma
grubunu Adolf Griinwald, Karoly Huber, Friedrich Hermann, Camille Saint Saéns, Adolf
Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard Hofmann, August
Wilhelmj, Emil Kross, Leopold Auer ve Bronistaw Huberman; calisma eserlerini ise
Chopin’in Nocturne eserlerinin transkripsiyonlari olusturmaktadir. Nitel bir ¢alisma olan bu
aragtirmada betimsel arastirma teknikleri kullamilmigtir. Aragtirma verilerine dokiiman
inceleme yolu ile ulasilmis ve veriler betimsel analiz yontemi ile incelenmistir.
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Giris
Fransizca kokenli bir kelime olan transkripsiyon dilbilimi, tip gibi alanlarda da kullanilmakla
birlikte Tiirk Dil Kurumu (2019) "geviri yazi" olarak tamimlanmaktadir. Miizik sanatinda
transkripsiyon ise, uyarlama, uygulama anlamina gelmekle birlikte miizigin tiim yapisini koruyarak

baska bir calgiya ya da sese uygulamaktir (Aktiize, 2010, 5.643). Transkripsiyon terimini karsilayan

calismalar Tiirkge’de "uyarlama" olarak da kullanilmaktadir.

Bir kompozisyonun orijinal olarak yazildigindan farkli bir enstriiman (galgi, ses, grup) i¢in
yeniden yazilmasidir. Orta Cag sonlarinda, vokal parcalar: genellikle bir veya daha fazla enstriiman,
genellikle bir Iud veya bir grup viyol icin diizenlenmistir. Bu uygulama Ronesans (1450-1600) ve
sonrasinda da devam etmistir. Barok besteciler (1600-1750) ¢ogu zaman hem kendilerine hem de diger
bestecilere ait kompozisyonlar1 diizenlemistir (Ammer, 2010, ss.14-15). Romantik doénemde ise
Beethoven’in, Muzio Clementi'nin talebi dogrultusunda Re Major Keman Kongertosu'nu bir piyano

kongertosu olarak diizenledigi bilinmektedir.

Miizikte, var olan bir eserden yola cikarak o eserin farkli bir bi¢ime doniistiiriilmesini
karsilayan cesitli terimler bulunmaktadir. "Borrowing (Alintilama), Self-borrowing (Kendinden
alntilama), Imitatio (Taklit), Parody (Taklit), Transformative Imitation (Déntisimsel taklit), Musical
Imitation (Muizikal taklit), Allusion (Amistirma), Re-composition (Yeniden besteleme), Re-working
(Yeniden ¢alisilma/islenilme), Re-writing (Yeniden yazim), Re-use (Yeniden kullanim), Re- arrangement
(yeniden dtizenleme), Reconstruction (Yeniden yapilandirma), Re-scoring (Yeniden notaya dékme) gibi
sozciikler, bu kullanim tiirlerine iliskin tanimlardan bazilardir ve yaymnlarda siklikla

kullanilmaktadar” (Onder Basarir, 2016, ss.16-17).

Tarihsel olarak ele alindiginda transkripsiyonlarin, bir ¢alg: icin bestelenmis eserlerin o ¢algi
ile sirurli kalmayip baska calgilarda da seslendirilerek, daha genis kitlelerce duyulmasi ve taninmasiru
sagladig1 sOylenebilir. Ayrica transkripsiyonu yapilmis olan eserler, orijinal eserler ile birebir ayni

yorumda sergilenmemesi bakimindan, farkli yorumculuklarin gelismesine katki saglamistir.

Viztiidzite baglaminda pek ¢ok miizisyenin kendini gosterdigi 19. yiizyil, transkripsiyon
calismalarmin pek ¢ok besteci tarafindan benimsendigi bir donemdir. Franz Liszt, gelisen ses
kapasitesi ve yapisi ile bu dénemin 6nemli bir ¢algist haline gelen piyano i¢in yapmis oldugu 700’e

yakin transkripsiyon ¢aligmast ile transkripsiyonda bu dénemin &nciisii olarak diisiiniilmektedir.

Polonya halk miizigi ogeleri ile lirik romantizmini piyanoya yansitan Frédéric Chopin, bu
donemin temsilcilerinden bir diger énemli bestecidir. Bestecilik yasaminda yalnizca piyanoya yonelen
Chopin, "piyanonun kullanim imkanlarmin gelisimine katkida bulunmus, piyanodan elde ettigi renk
ve armonilerin zenginligiyle, samimi ve romantik bir stil meydana getirmigtir" (Daglar, 2010, s.416).
Piyanodan baska bir ¢alg icin beste {iretmemis olmasi, pek ¢ok miizisyeni Chopin’in piyano eserlerini

bagka calgilar i¢in transkripsiyonunu yapmaya tesvik etmistir.
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Yasadig1 donem itibari ile incelendiginde Adolf Griinwald, Karoly Huber, Friedrich Hermann,
Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard Hofmann,
August Wilhelmj, Emil Kross, Leopold Auer, Bronistaw Huberman gibi bestecilerin, Chopin’in
Nocturne eserlerinin keman-piyano icin transkripsiyonunu yapmis olduklari tespit edilmistir.
Alanyazin tarandiginda ise Chopin’in Nocturne eserlerinin keman-piyano transkripsiyonlarinin ve
transkripsiyonlar1 yapan bestecilerin incelendigi bir ¢alismaya rastlanmamistir. Buradan hareketle
aragtirmanin amaci, romantik dénemde Chopin’in Nocturne eserlerinin keman-piyano i¢in yapilmis
transkripsiyonlarin incelenmesi ve bu transkripsiyonlar1 yapmis olan besteci ve icracilarin
arastirilmast olarak belirlenmistir. Calismanin, romantik doénemde yapilan keman-piyano

transkripsiyon tekniklerine 1s1k tutmasi bakimindan 6énemli oldugu diisiiniilmektedir.
Yontem

Bu béliimde aragtirmanin modeli, calisma grubu, ¢alisma eserleri, arastirmaya iliskin verilerin

toplanmasi ve analizine iligkin bilgilere yer verilmistir.
Arastirmanin Modeli

Nitel bir ¢alisma olan bu arastirmada betimsel arastirma yontem ve teknikleri kullanilmistir.
Romantik donemde Chopin’in Nocturne eserleri igin yapilan transkripsiyonlarin ve bu
transkripsiyonlar1 yapan bestecilerin arastirildigi bu ¢alisma durum calismasma ornektir. "Durum
calismas1 arastirmasi, arastirmacinin zaman iginde simirlandirilmis bir veya birden ¢ok durumu
ayrintili olarak, birden ¢ok bilgi kaynagin iceren derinlemesine veri toplama yoluyla (6rnegin,
gozlemler, roportajlar, gorsel-isitsel materyaller, belgeler ve raporlar) bir durum ve durumun

temalarini sundugu nitel bir yaklasim olarak tanimlanmaktadir” (Creswell ve Poth, 2018, s.96).
Calisma Grubu

Aragtirmanin c¢alisma grubunu romantik dénemde Chopin’in Nocturne eserlerinin keman-
piyano transkripsiyonunu yapan besteciler ve icracilar olusturmaktadir. Transkripsiyon literatiirii
incelendiginde Chopin’in keman-piyano igin yapilmis transkripsiyonlarinin biiyiik bir ¢ogunlukla
Nocturne’lerden olustugu tespit edilmistir. Buradan hareketle seckisiz olmayan Ornekleme
yontemlerinden maksimum gesitlilik yontemi ile ¢alisma grubu Adolf Griinwald, Kéroly Huber,
Friedrich Hermann, Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de
Sarasate, Richard Hofmann, August Wilhelmj, Emil Kross, Leopold Auer ve Bronistaw Huberman
olarak belirlenmistir. ‘Amag, genelleme yapmak igin gesitliligi saglamak degildir; tam tersine, gesitlilik
gosteren durumlar arasinda ortak ya da paylasilan olgularin ve ayriliklarin olup olmadigini1 bulmaya
calismak ve cesitlilige gore problemin farkli boyutlarini ortaya koymaktir’ (Yildirim ve Simsek, 2016,
sf.119).
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Calisma Eserleri

Calisma grubundan yola ¢ikilarak olusturulan ¢alisma eserleri Sekil 1’de yer almaktadir.

A. Griinwald Op-32 No.1, Op.32 No.2
K. Huber Op.55 No.1
F. Hermann 0p.9No.1, Op.9 No.2, Op. 9 No.3, Op.15 No.1, Op. 15 No.3, 0p.27 Ne.1, Op. 37 No.1, Op.48 No.1
C. Saint Saéns 0p.55No.2, Op.62 No.2
A. G. Sonnenfeld |Op.9 No.2
F. Rehfeld 0p.15 No.2, 0p.37 No.1
P. Sarasate Op.9 No.2 &0p.27 No.2
R. Hofmann |Op-9 Ne.2
A. Wilhelmj Op9 No2, 0p.27 No.2, Op.32 No.1, Op.32 No.2, 0p.37 No.1
E.Kross 0p.9 No.2
L. Auer Op.72 No.1
B. Huberman |0p.37 No.2

Sekil 1. Calisma eserleri

Verilerin Toplanmasi ve Analizi

Arastirma kapsaminda verilerin toplanmasinda dokiiman inceleme yolu kullanilmis, literatiir
taranarak bilimsel yayinlar ve nota kitaplarina ulasilmistir. Ulasilan bu kaynaklardan elde eldilen
veriler, betimsel analiz yontemi ile eserlerin transkripsiyona aktarimi ve piyano ve kemanda
kullanilan teknikler agisindan incelenmistir. Eserlerin orijinali incelenirken Schirmer edisyonu kaynak
olarak kullanilmistir. Betimsel analiz, gesitli veri toplama teknikleri ile elde edilmis verilerin daha
énceden belirlenmis temalara gore 6zetlenmesi ve yorumlanmasini igeren bir nitel veri analiz tiridir.
Bu analiz tiiriinde temel amag, elde edilen bulgularin okuyucuya 6zetlenmis ve yorumlanmis bir

bicimde sunulmasidir (Dawson, 2009, aktaran Ozen ve Arslan Hendekgi, 2016, 5.625).
Arastirmanin Etik Izinleri

Yapilan bu c¢alismada “Yiiksekogretim Kurumlar1 Bilimsel Arastirma ve Yayin Etigi
Yonergesi” kapsaminda uyulmas: belirtilen tiim kurallara uyulmustur. Yonergenin ikinci boliimii
olan “Bilimsel Arastirma ve Yayimn Etigine Aykir1 Eylemler” bashg: altinda belirtilen eylemlerden

higbiri gerceklestirilmemistir.
Etik Kurul izinleri: Dokiiman inceleme yolu ile eserlerin incelendigi bu arastirmada etik kurul izni
ve/veya yasal/0zel izin alinmas1 gerekmemistir.

Bulgular

Bu boliimde arastirma kapsaminda Adolf Griinwald, Karoly Huber, Friedrich Hermann,
Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard Hofmann,
August Wilhelmj, Emil Kross, Leopold Auer, Bronistaw Huberman’a iligskin bilgilere yer verilmis ve

Chopin’in Nocturne eserlerine iliskin yapmis olduklar: transkripsiyonlar: incelenmistir.
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Adolf Griinwald (1826 Brieg, Polonya- 1901 Berlin, Almanya)

Keman sanatcisi, besteci ve miizik egitimcisi olan Griinwald, aktif bir miizik yasantis1 stirmdis,
konserler vermis, besteler yapmis ve 6grenciler yetistirmistir. Gostermis oldugu basarilardan otiirii

1868 yilinda Kraliyet Prusyasi tarafindan fahri “Profesor” iinvani verilmistir.

Literatiir incelendiginde, Griinwald’in Chopin’in Nocturne eserlerinden Op. 32 No.1 ve No.2
eserlerini keman-piyano icin transkripsiyonunu yapmis oldugu goriilmektedir. Ancak No.2'nin

notalarina ulagilamamis, No.l incelenmistir.

Nocturne Op. 32 No.l: Chopin’in piyano icin bestelemis oldugu bu eser, orijinalinde Si Major
tonalitesinde yazilmistir. Griinwald’in keman-piyano i¢in yapmis oldugu transkripsiyonda ise tonalite
Si Bemol Major olarak goriilmektedir. Form yapisi incelendiginde transkripsiyonun, orijinal eser ile
birebir uyumlu oldugu goriilmektedir. Piyano eserinde sag el tarafindan seslendirilen ezgi,
transkripsiyonda kemana verilmis; piyano esligi ise ritmik ve teknik agidan eserin orijinali ile uyumlu

olarak yazilmustir. Piyano esliginde kuvvetli zamanlarda sol elde oktavlarin yer almaktadir.
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Sekil 2. Nocturne op.32 no.1, 1-4
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Sekil 3. Nocturne op.32 no.1 transkripsiyonu 1-4

.
¢

Cogunlukla keman tarafindan seslendirilen ezgi, toplam 6 Olciide piyano ile paylastirilarak
duyurulmustur. Ik olarak 20-22 dlgiileri arasinda goriilen bu durum 41-43 oSlgiilerinde aym seslerde

yapilan tekrarda ikinci bir kez goriilmektedir.
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Sekil 5. Nocturne op.32 no.1 transkripsiyonu 20-22

Kemanda kullanilan teknikler incelendiginde ise, eserin genelinde legato tekniginin
kullanildigi ve bu baglamda uzayan seslerle birlikte romantik bir karakter ortaya ¢iktig1
goriilmektedir. Legato teknigi ile birlikte detaché, tril, staccato, bagl staccato, ¢ift ses teknikleri de
kullanmilmistir. 54-59 Olciiler arasinda piyano eserinde yalnizca legato teknigi kullanilmis olmasinda

ragmen transkripsiyonun keman partisyonunda staccato, bagl staccato ve cift ses teknikleri tespit

edilmistir.
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Sekil 6. Nocturne op.32 no.1 transkripsiyonu 54-59
Karoly Huber (1828 Varjas, Romanya-1885 Budapeste, Macaristan)

Miizik yasamina erken yasta keman calarak baslayan Huber orkestra sefligi, bestecilik, miizik
Ogretmenligi yapmis ve bir keman sanatcist olarak pek ¢ok konserde yer almistir. Viyana Opera
Orkestrasi’'nda bas kemanci olmus, Avrupa’da bir ¢ok yerde kemanci olarak konser vermis, Ulusal
Tiyatro’da seflik yapmus, Richard Wagner'in operalarim sahneye koymustur. "Kornél Abrényi ve
Mihaly Mosonyi gibi yillardir Wagner’in taninmasi i¢in miicadele eden miizik dergilerinin editorleri,

Huber’in bu ¢abalarini desteklemistir" (Gombos, 2012, s.2).

Cogunlukla galgt ve vokal igin beste calismalar1 yapmis olan Huber, komik opera ve operetler
de bestelemistir. Chopin’in Nocturne eserlerinden ise Op. 55 No.l'in keman-piyano igin

transkripsiyonunu yapmustir.
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Nocturne Op. 55 No.1: Huber’'in Nocturne Op. 55 No.1 (fa mindr) transkripsiyonu incelendiginde
tonalite ve form yapisinin eserin orijinali ile ayn1 oldugu goriilmektedir. Piyano esligi, eserin orijinal
halinde sol elde yer alan yapz ile ortiismektedir. Akorlar ve akorlarin bulundugu oktavlar ise birebir
aynidir. Eser igcinde yer alan siislemeler transkripsiyonda da yer almistir. Kemanda kullanilan
teknikler incelendiginde ise, legato, detaché, tril, louré, tenuto, ¢ift ses ve akorlarin kullanildig: tespit

edilmisgtir.

Eserin ezgisel yapis1 cogunlukla keman i¢in yazilmis olmasina ragmen tekrarlayan ciimlelerde
bu ezgiler piyanoya da verilmis, keman ve piyano unison bir bi¢cimde ayni ezgiyi tasimistir. Bu

durumlarda keman, piyanoya bir oktav asagidan eslik etmistir.
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Sekil 7. Nocturne op.55 no.1, 8-10

Friedrich Hermann (1828 Frankfurt, Almanya- 1907 Leipzig, Almanya)

Besteci, keman sanatgist1 ve Ogretmeni olan Hermann, giiniimiizde "Felix Mendelssohn
Bartholdy" Miizik ve Tiyatro Universitesi olarak bilinen Kraliyet Miizik Konservatuar’nda 6grenim
gormiis, Ferdinand David ile keman; Felix Mendelssohn ile kompozisyon galismigtir. Ogrenciliginin
bitmesinin ardindan ayni kurumda keman 6gretmenligine baslamis ve yasaminin sonuna kadar bu
kurumda calismistir. Bestecilik c¢alismalarinin yani sira transkripsiyon ve Ozellikle editorliik
calismalari ile bilinmektedir. Peters ve Augener Yaymevleri tarafindan yayimlanan Tartini, Haydn,
Mozart, Beethoven, Mendelssohn ve Schubert gibi pek ¢ok bestecinin ¢alismalarinin editorliigiinii
yapmustir. Chopin’in ise Nocturne Op.9 No.1,No.2, No.3; Op.15 No.1, No.3; Op.27 No.1; Op. 37 No.1;
Op.48 No.l1 olmak tizere 8 eserini keman-piyano igin transkripsiyonunu yaparak bir kitapta

bulusturmus ve bu kitap Peters Yayinevi tarafindan yayimlanmustir.

Nocturne Op.9 No.1: Chopin Nocturne Op.9 No.1 eserini si bemol mindr tonalitesinde bestelemistir,
ancak Hermann keman-piyano transkripsiyonunda tonaliteyi si minor olarak degistirmistir. Eserin
ezgisi tamamen kemana verilmis olup, piyano eslii orijinal eserin sol elinde bulunan yapidan
olusturulmustur. Orijinal eserde sol elde yazilmis olan arpejler, transkripsiyonda iki elde

paylastirilmis ya da sol el tek ses veya oktav calarken sag elde siirmiistiir.

Piyano eserinde sag elde oktav olarak bulanan ezgiler, keman transkripsiyonunda tek ses
olarak yazilmistir. Kemanda kullanilan teknikler incelendiginde ise, legato, detaché, louré, tril, cift ses,

portato ve flajole kullanildig1 goriilmektedir.



Eker, B. ve Caglak Eker, T.

e = /__...-—\
- y- = —— | - i&
() u —, = o - a7 Hale o™ Fx- —
r ) - | 8 . i ] Bl | - 1
- 11 ko i i Tt § —— F:'
. e e : =2 .

-
~
1>

)
)
|
)

ez
B

.

M
1

—TTy

Sekil 8. Nocturne op. 9 no.1, 13-21
Nocturne Op.9 No.2: Piyano eserinin orijinalinde tonalite Mi Bemol Major olmasina ragmen Hermann
keman-piyano transkripsiyonunda tonaliteyi Mi Major olarak degistirmistir. Op.9 No.1’e benzer
sekilde ezgi tamamen kemana verilmis, piyano esligi eserin sol elinde bulunan yapiy1 paylasmus.
Transkripsiyonda sol el tek ses veya oktav calarken, sag el cift ses veya akorlar1 icra etmektedir.
Piyano transkripsiyonunda seslerin bulundugu oktavlara da sadik kalinmis, bu durum da sag elin ses
araligmi kiigiik oktav ve 1. oktavla smirli tutulmasma yol acmistir. Transkripsiyonun keman
partisyonunda ise legato, detaché, staccato, tril, tenuto, louré, ¢ift ses tekniklerinin kullanildig tespit

edilmisgtir.

Sekil 9. Nocturne op. 9 no.2, 19-22

Nocturne Op.9 No.3: Nocturne Op.9 No.3 incelendiginde esas tonalitesi Si Major olan eserin,
transkripsiyonun Si Bemol Major tonalitesinde oldugu goriilmektedir. Eserin Agitato boliimiinde ise
tonalite degiserek si mindr olmus, ancak transkripsiyon da si bemol mindre gecilmesi gerekirken
eserle ayni sekilde si mindrde devam etmistir. Piyano egliginde Olcli baslarinda veya kuvvetli
zamanlarda noktali dortliik ve noktali ikilik notalar sol ele verilmis, orijinal eserde sol elde yer alan

arpejleri transkripsiyonda sa§ el {istlenmistir.

Agitato boliimiinde transkripsiyonda eserin orijinaline sadik kalinmis ve bu béliimde piyano
esligi orijinal eserde yer alan boliimii seslendirmistir. 8 ol¢iiniin ardindan keman da ana ezgi ile
piyanoya katilmigtir. Piyano esligi orijinal eserde yer alan boliimle Ortiigse de, sag elde akor ve ezginin
birlikte oldugu yapilarda melodiyi keman siirdiirmiistiir. Bu boliimiin ardindan tekrar Tempo I-
Allegretto  bolimiine gecildiginde piyano, eslik gorevine geri donmiistiir. Eserin keman
transkripsiyonu yapilirken ise legato, detaché, staccato, portato, flajole, tril, cift ses, bagh staccato ve

tenuto teknikleri kullanilmigtir.
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Sekil 10. Nocturne op. 19 no.3, 55-58
Nocturne Op.15 No.1: Nocturne Op.15 No.1 eserinin transkripsiyonu incelendiginde Hermann'mn Op.9
icin yapmis oldugu calismalardan farkhi bir yaklasim sergiledigi soylenebilir. Tonalite ve form
yapisina sadik kalinan transkripsiyonda piyano, orijinal eser ile ilk iki boliimde (Andante cantabile &
con fuoco) birebir aymidir. Piyano orijinal partisyonu calarken, keman bir eslik calgisi olarak
diislintilmiis ve kistm kistm kromatik gecislerden veya motiflerden olusmustur. Ancak con fuoco
boliimiiniin ardindan tekrar gelen Tempo I ile ana tema bu sefer kemanda duyurulmus, piyano eslik
gorevini iistlenmistir. Kullanilan teknik bakimindan ise keman transkripsiyonunda legato ve detaché

teknigi tespit edilmistir.
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Sekil 12. Nocturne op. 15no.1, 1-4
Nocturne Op.15 No.3: Nocturne Op.15 No.3 eserinin transkripsiyonu incelendiginde tonalite ve form
yapisinin ayni oldugu goriilmektedir. Bu eserde A bdlmesinde ana melodi kemana verilmis, piyano
da eslik niteligini tasimistir. Eslik yapist incelendiginde oktav ses genisligi eserin orijinal yapisi ile
uyumlu olarak, akorlar sag elde oktav veya tek sesler ise sol elde yazilmistir. B bolmesinde ise piyano
esligi, piyano eseri ile birebir ayni yazilmis solo, piyanoya verilmistir. 16 dl¢iiniin ardindan keman da
melodiyi c¢alarak piyanoya eslik etmis, unison bir yapi olugsmustur. Bitiste ise melodiyi keman
siirdlirmiis, piyano ise orijinal eser benzer yapida sol elde duyurulan motif ve sag elde bulunan
akorlar ile eslik etmistir. Keman transkripsiyonu yapilirken ise legato, detaché ve flajole teknikleri

kullanilmistir.

Sekil 13. Nocturne op. 15n0.3, 1-8
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Nocturne Op.27 No.1: Nocturne Op.27 No.l eserinin transkripsiyonunda Laghetto baslayan kisimda
ezgi kemana verilmis, piyano esligi ise esas partisyonda yer alan arpejleri sag ve sol elde paylasmisgtir.
Esas eserde iki sesli boliimlerde yer alan soprano partisini keman, alto partisini ise piyano
seslendirmektedir. Pizi mosso boliimiinde piyano esligi orijinal partisyonu devralmis, keman noktali
ikilik degerde cift ses ¢alimlarla eslik pozisyonuna ge¢mistir. Bu bdliimiin sonunda tonalitenin La
Bemol Majore ge¢mesi ile ezgiler ortak yiiriitiilmiis, Agitato kismina gecildiginde ise ezgiyi keman
iistlenmistir. Bitiriste Tempo I'e doniildiigiinde transkripsiyon yapisimnin ilk bastaki yap: ile ayni

oldugu goriilmektedir.
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Sekil 15. Nocturne op. 27 no.1, 37-40

Kemanda kullanilan teknikler incelendiginde, transkripsiyonda legato, detaché, cift ses,

staccato, tril, louré ve portato tekniklerinin kullanildig: tespit edilmistir.

Nocturne Op.37 No.1: Nocturne Op.37 No.l eserinin transkripsiyonunda ezginin kemana verildigi,
piyanonun esas notadaki sol elin partisini iki elde paylasarak eslik yaptig1 goriilmektedir. Kirmalarin

coklukla yer aldig1 bu eserde, ezgiye ait olan kirmalar keman yerine piyanoya verilmistir.
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Sekil 16. Nocturne op. 37 no.1, 37-38
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Sekil 17. Nocturne op. 37 no.1, 37-38
Eserin Mi Bemol Major boliimiinde piyanonun orijinal partisyonu c¢aldigi, kemanin ise bu
boliimde yer alan akorlarin tiist seslerini caldig1 tespit edilmistir. Esas tonaliteye doniisle birlikte
transkripsiyon yapisi baslangictaki oldugu gibi ezginin kemanda, esligin piyanoda oldugu bigimini
almaktadir. Ayrica kemanda legato, detaché, flajole, tril, louré ve bagl staccato tekniklerinin

kullanildig1 goriilmektedir.

Nocturne Op.48 No.1: Nocturne Op.48 No.1 eserinin transkripsiyonu incelendiginde, ezginin kemanda
esligin piyano oldugu bir yap1 goriilmektedir. Ancak Poco pitt lento boliimiine gecisle birlikte piyano
orijinal partisyonu devralmis ve eslik niteliginden ¢ikmistir. Keman ise bu boliimdeki akorlarin {ist
seslerini tek ses, ¢ift ses ve akor calimlari ile desteklemektedir. Tonalitenin do mindre gectigi Agitato
boliimiinde ise orijinal eserde piyanonun sag elinde akorlar ve soprano ezgi yer almaktadir.
Transkripsiyonda bu soprano ezgiyi keman, akorlar ile piyano seslendirmistir. Kemanda tenuto,
louré, legato, detaché, flajole, cift ses, akor ve staccatonun kullanildig: tespit edilmistir. Poco piu lento

boliimiinden bir kesit, Sekil 18’de gosterilmistir.
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Sekil 18. Nocturne op. 48 no.1, 32-49
Camille Saint Saéns (1835 Paris-1921 Cezayir)

Fransiz besteci Camille Saint Saéns, , ayn1 zamanda orkestra sefi, orgcu ve piyanisttir.
Romantik doneme damgasini vuran eserlerinden bazilar1 Introduction and Rondo Capriccioso (1863), 2.
Piyano Kongertosu (1868), Danse Macabre (1874), Samson and Delilah Operast (1877), 3. Keman Kongertosu
(1880), 3. Senfonisi ‘Organ’ (1886) ve The Carnival of the Animals (1886) olarak belirtilebilir.

Bir besteci olarak kendinden oOnceki Fransiz bestecilerinin eserlerini incelemis ve Fransiz

miizigine bagh kalmistir. Bu milliyet¢i yaklasimla Romain Bussine ile birlikte Societe Nationale isimli
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milliyet¢i bir miizik dernegi kurmustur. "Dernegin kurulus hedefi 19. ylizyil Fransiz mtizigine egemen
olan Alman romantizmi ve italyan operalarinin etkisinden kurtulup Fransiz ulusal senfoni ve oda
miiziginin yasatilmasidir”" (Giindiiz, 2016, .81). Paris’te Ecole de Musique Classique’de gorev yapmis ve
Maurice Ravel olan Gabriel Fauré gibi Fransiz miiziginin 6nemli temsilcileri olarak goriilen bestecileri

yetistirmigtir.

Saint Saéns’in yapmis oldugu transkripsiyonlar incelendiginde, Chopin’in Nocturne Op.55

No.2 ve Op.62 No.2'nin keman-piyano i¢in transkripsiyonlarini yapmis oldugu goriilmektedir.

Nocturne Op.55 No.2: Saint Saéns’in Nocturne Op. 55 No.2 icin yapmis oldugu transkripsiyon
incelendiginde ezginin kemanda bagladig1 goriilmektedir. Ancak piyano partisinde yer alan alto
ezgiler de piyano ile seslendirilmektedir. 47. Olgiide bu durum degismis ve soprano ezgi piyanoya
verilmistir. Orijinal eserde bu ezgiler tek sesle yazilmis olsada, transkripsiyonda oktav olarak
diizenlenmistir. Keman burada alto ezgiyi ¢alarak piyanoya eslik etmektedir. Kemanda transkripsiyon
yapilirken tril, legato, bagl staccato ve cift ses tekniklerinin kullanmildig: tespit edilmistir. 56. Olgiiye

gelindiginde keman tekrar soprano ezgiyi almis, piyano ise sag elde alto ezgiyi seslendirmistir.
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Sekil 20. Nocturne op. 55 no.2, 48-50
Nocturne Op. 62 No.2: Nocturne Op.62 No.2'nin transkripsiyonu incelendiginde ise keman ve
piyanoda ezgi paylasimlarmin siklikla degistirildigi goriilmektedir. Eserin baslangicinda ana ezgiyi
kemandadir. Piyano orijinal eserdeki sol el partisini, iki elde siirdiirmektedir. Ancak bu egligin ses
aralig orijinal eserdeki ile birebir aym degildir, oktavlar diizenlenmistir. 17. Olciide ana ezginin
tekrarinda piyanonun tamamen orijinal partisyonu seslendirdigi, kemanin ise motifsel yapilarla eglik
ettigi tespit edilmistir. 32. Olgiide piyano alto ezgiyi devralarak keman soprano ezgiyi seslendirmistir.
58. Olgiiye gelindiginde ana ezginin tekrar kemana verilmistir. Eser icinde ezgide yer alan kirmalarin,

kemanin ezgiyi seslendirdigi boliimlerde kemana degil piyanoda oldugu goriilmektedir.
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Transkripsiyonun keman partisyonunda ise sostenuto ifadesi ve legato, cift ses, tril ve portato

tekniklerinin kullanildig1 tespit edilmistir.

Sekil 21. Nocturne op. 62 no.2, 68-81

Adolf Gustaw Sonnenfeld (1837 Wroctaw, Polonya- 1914 Wroctaw)

Adolfson olarak da bilinen keman sanatgis1 Adolf Gustaw Sonnenfeld, ayni zamanda orkestra
sefi ve bestecidir. Bir kemanci olarak kendi sehrinde yetismis ve Wroctaw Orkestrasi'nda solist
olmustur. "Sonnenfeld 1854’te Leipzig'deki Kraliyet Miizik Konservatuari’'na katilmis, Ferdinand
David ile keman, Maurycy Hauptmann ve Ernst Friedrich Richter ile kompozisyon g¢alismistir"
(Blaszczyk, 2014). Onemli orkestralarda solist ve sef olarak yer almis ve 1867 yilinda Varsova
Orkestrasi’'mi kurmustur. Keman sanatgist ve sef olarak sagladigi basarilarin yaninda opera ve bale
igin yapmis oldugu besteleri de ses getirmistir. Transkripsiyon calismalari incelendiginde ise

Chopin’in Nocturne Op.9 no.2 eserinin keman-piyano icin transkripsiyonunu yaptig1 goriilmiistiir.

Nocturne Op.9 No.2: Sonnenfeld’in Nocturne Op.9 No.2 transkripsiyonu incelendiginde, orijinali Mi
Bemol Major olan tonalitenin Do Major olarak diizenlendigi goriilmektedir. Transkripsiyonda ezgi
tamamen kemana verilmis olup, piyano eslik gorevi yapmaktadir. Piyano da orijinal eserdeki yapiya
sadik kalinmis, ses araliklar1 diizenlenmeden kiigiik, biiyiik ve contra oktavda siirmdistiir. Sol el her
tiglii grubun ilk notasini tek ses olarak seslendirirken, sag el hafif zamanlarda yer alan akor ¢alimlarim

gerceklestirmektedir.

Eserin transkripsiyonunun keman partisyonu incelendiginde legato, detaché, portato, louré,
cift ses ve tenuto tekniklerinin kullanildigi tespit edilmistir. Ayrica eserin son boliimiinde 16’lik
notalardan olusan kadans keman i¢in degistirilmis, farkli bir kadans yazilmistir. Sekil 22’de orijinal

piyano eserinde yer alan kadans pasaji ve Sekil 23'te keman transkripsiyonundaki sekli gosterilmistir.

Sekil 22. Nocturne op. 9 no.2, kadans



Eker, B. ve Caglak Eker, T.

L
E:
L

— ———
9 o b-lﬁ- ?JQ JAJEJI:J JhJ 'I _
\Q_)V ) +

Sekil 23. Nocturne op. 9 no.2, keman transkripsiyonu kadansi

Fabian Rehfeld (1842 Tuchola, Prusya- 1920 Berlin)

Besteci ve keman sanatgisi olan Rehfeld, Berlin’de Zimmermann ve Griinwald ile ¢calismistir.
"1868 yilinda Berlin Devlet Operasinda oda miizigi sanatcis1 olmus ve 1873'ten 1898’e kadar
orkestray1 yonetmistir" (Killy ve Vierhaus, 2005, s.203). Keman ve viyola icin bestelemis oldugu
kongerto ve salon miizigi eserlerinin yaninda oda miizigi eserleri de bestelemistir. Yapmis oldugu

transkripsiyonlar arasinda Chopin’in Noctune Op.15 No.2 ve Op.37 No.1 eserleri yer almaktadir.

Nocturne Op.15 No.2: Rehfeld’in Op.15 No.2 transkripsiyonu incelendiginde, Fa Diyez Major olan
esas tonalitenin Sol Major olarak degistirildigi goriilmektedir. Transkripsiyon yapisi ise kemanin
ezgiyi caldig1 piyanonun eslik niteliginde oldugu bicimdedir. 26. Olgiide B bolgesinde ise keman,
orijinal eserde sag elde bulunan soprano ezgiyi oktav bigimde ¢ift ses olarak, piyano ise alto partisini
seslendirmektedir. 49. Olgiide Tempo I'e doniildiigiinde keman baglangicta oldugu gibi ana ezgiyi tek
ses olarak calmaktadir. Kemanda kullanilan teknikler incelendiginde ise louré, legato, tril, portato,

staccato, ift ses, tenuto, staccato ve yapay flajolenin kullanuldig1 goriilmiistiir.
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Sekil 24. Nocturne op. 15 no.2, 56-62

Nocturne Op.37 No.1: Nocturne Op.37 No.l incelendiginde esere ilk olarak piyanonun ana ezgiyi
duyurmasiyla baslandig1, kemanin 4 6l¢ii sonrasinda girdigi goriilmektedir. Ayrica orijinal tonalitenin
sol minor oldugu bu eserde tonalite fa diyez minor olarak degistirilmistir. Kemanda legato, louré, tril,
tenuto ve c¢ift ses tekniklerinin kullanildig1 tespit edilmistir. Piyano egligi eserin orijinali ile birebir
ayni yazilmamis, akor ve kirmalar ile zenginlestirilmis, ses sinirlar1 genis diisiiniilmiistiir. Tonalitenin
degistigi Grandioso boliimiinde piyano akor kirmalari ile ana ezgiyi ¢almakta, keman ise akorlarin {ist

seslerini ¢alarak piyanoya eslik etmektedir.
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Sekil 26. Nocturne op. 37 no.1, 45-48

Pablo de Sarasate (1844 Pamplona, ispanya- 1908 Biarritz, Fransa)

Donemin en iinlii keman virtiidzlerinden biri olan Sarasate, gerek yorumculugu gerek de
besteci kisiligi ile keman tarihinde 6nemli bir yere sahiptir. Erken yasta keman ¢almaya baglamus,
konserler vermis ve egitimi i¢in 12 yasinda Paris’e gitmistir. Kariyerinde oldukga basarili olmus ve
diinyanin pek ¢ok yerinde konserler vermistir. Ispanyol ezgilerini seslendirmesi herkeste ilgi
uyandirmis, baska miizisyenlere de ilham kaynagi olmustur. "Cogunlukla asil melodinin nerede
basladigin veya bittiginin fark edilmesini zorlastirarak, popiiler ve halk ezgilerini siirekli olarak kendi

melodileri ile birlestirmistir"(Shin, 2016, s.23).

Keman i¢in yazmis oldugu bestelerinin yaninda transkripsiyon calismalar1 da oldukga iin
kazanmistir. Bu duruma en biiyiik 6rnek Carmen Fantasy olarak bilinen, keman-piyano icin Bizet'in
Carmen Operasinin transkripsiyonudur. Chopin’in Nocturne eserlerinden ise, Op.9 No.2 ve Op.27

No.2 eserlerinin transkripsiyonunu yapmustir.

Nocturne Op.9 No.2: Sarasate'nin Op.9 No.2 i¢in yapmis oldugu transkripsiyon incelendiginde
tonalite ve form yapisinin orijinal eserler uyumlu oldugu, eserin ezgisinin kemana verilerek
piyanonun eslik olarak kullanildig1 goriilmektedir. Piyano eslik orijinal eserdeki notalar ile aymn olsa
da yapisal baglamda farkliliklar tasimaktadir. Sol el her 3/8’ligin kuvvetli zamaninda oktav olarak
calmaktadir. Ayrica sag el de orijinal eserdeki kiigiik oktav ses sinur1 igerinde degil, 1. Oktav ve kiigiik
oktav igerisinde yer almaktadir. Kemanda kullanilan teknikler incelendiginde detaché, legato, tril,
portato ve cift ses teknigi tespit edilmistir. Eserin sonunda yer alan kadans kemana verilmis, orijinal

gecise ek olarak pasaja eklemeler yapilarak genisletilmistir.
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Sekil 27. Nocturne op. 9 no.2, keman transkripsiyonu kadans:

Nocturne Op.27 No.2: Nocturne Op.27 No.2’de Re Bemol Major olan esas tonalitenin degistirildigi,
transkripsiyonun Re Majorde yapildig1 goriilmektedir. Sarasate bu transkripsiyonunda piyano esligini
oldukca sade tutmustur. Sol elde 6/8'lik yapilarin kuvvetli zamanlar oktav olarak yazilmistir. Eslik
yapisl ise eserin tamaminda aynidir. Keman partisyonu incelendiginde ise orijinal eserde piyanonun
sag eli i¢in yazilmis olan cift seslerin tamaminin keman icin yazildig1 goriilmektedir. Kemanda
kullanilan teknikler incelendiginde ise legato, detaché, cift ses, marcato, flajole ve staccatonun

kullanildig: tespit edilmistir.
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Sekil 28. Nocturne op. 27 no.2,12-16
Richard Hofmann (1844 Delitsch-1918 Liepzig)

Hayatinin biiyiik bir bolimiinii Leipzig'de geg¢irmis olan Hofmann, burada miizik
ogretmenligi yapmistir. Pek ¢ok onemli eserinin yaninda, "piyano, yayl ve {iflemeli calgilar igin
Ogretici metotlar yaynlamistir: degerli ve kapsamli Praktische Instrumentationsschule (Pratik Calgt
Okulu); galgilar icin bir rehber; gesitli orkestra calgilar1 i¢in metotlar; Fiihrer durch die Violin-und Viola-
Litteratur (Keman ve Viyola Edebiyati Rehberi) " (Schirmer, 1940, s.517). Bu egitici kompozisyon
calismalarmin yaninda Hofmann pek c¢ok bestecinin eserlerinin transkripsiyonunu yapmustir.

Chopin’in Nocturne eserlerinden ise, Op.9 No.2 eserinin transkripsiyonunu yapmuistir.

Nocturne Op.9 No.2: Hofmannin Nocturne Op.9 No.2 i¢in yapmus oldugu transkripsiyon
incelendiginde, Sarasate’nin yapmis oldugu transkripsiyonda siisleme ve gegislerin daha zengin
olmasi disinda genel olarak benzer yapida olduklar: goriilmektedir. Piyano esliginde tek farklilik sol
elde kuvvetli zamanlarda yer alan seslerin daimi bicimde oktav olarak devam etmemesidir. Keman

transkripsiyonunda kullanilan teknikler bakimindan incelendiginde legato, tril, portato, louré, tenuto
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ve c¢ift ses tekniginin kullanildig1 tespit edilmistir. Yazim biraz daha sade olmakla birlikte son

boliimde yer alan kadans, orijinali ile ortiismektedir.
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Sekil 29. Nocturne op. 9 no.2, keman transkripsiyonu kadansi

August Wilhelmj (1845 Usingen, Almanya- 1908 Londra)

Annesi Charlotte Petry, Offenbach ve Chopin’in 6grencisi olmus, taninmis basarili bir
piyanisttir. Wilhelmj, erken yasta keman c¢almaya baslamis ve sergiledigi basarili konserlerle {inlii
miizisyenlerin takdirini toplamistir. Bu dénemde g¢ogunlukla ‘Alman Paganini’ olarak anilmustir.
Leipzig Konservatuari’'nda Ferdinand David ile calismistir. "1876’da Richard Wagner’in Der Ring des
Nibelungen eserinin ilk performansinin gerceklestirildigi Beyrut Festivali'nde bas kemanci olmustur.
1885 yilinda ise, Osmanli Sultanimmin daveti {izerine haremdeki kadinlar i¢in konser vermistir"
(Britannica, 2020). Konserlerin yani sira egitimci olarak Ogrenci yetistirmis, Londra’da bulunan

Guildhall Miizik Okulu’'nda keman profesorii olarak gorev yapmuistr.

Keman igin pek ¢ok transkripsiyon calismasi bulunmaktadir. En ¢ok bilinen transkripsiyonu
ise J.S5.Bach’in 3. Orkestra Suitinin 2. Boliimii Air on the G String’dir. Chopin’in Nocturne eserleri igin
yapmis oldugu transkripsiyonlar ise Op.9 No2, Op.27 No.2, Op.32 No.1, Op.32 No.2, Op.37 No.1

olarak belirtilebilir.

Nocturne Op.9 No.2: Wilhelmj'in yapmis oldugu transkripsiyon incelendiginde Mi Bemol Major olan
esas tonalitenin degistirilerek La Major'de yazildig1 goriilmektedir. Piyanonun eglik niteliginde
oldugu transkripsiyon, 2 olgiiliik bir piyano girisi ile baslamaktadir. 3/8lik gruplarin kuvvetli
zamanlarinda sol el oktav veya tek ses olarak kullamilmis, sag el hafif zamanlarda akorlar:
seslendirmektedir. Kemanda tril, legato, cift ses, louré, flajole, kromatik glissando ve glissando

teknikleri kullanilmigtir.

L_g— 1 351

Sekil 30. Nocturne op. 9 no.2, 23-26
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Eserin sonunda yer alan kadans kemana verilmis ve orijinalinden ¢ok farkli bir sekilde

zenginlestirilerek genisletilmistir.
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Sekil 31. Nocturne op. 9 no.2, keman transkripsiyonu kadansi
Nocturne Op.27 No.2: Asil tonalitenin Re Bemol Major oldugu eser, transkripsiyonu yapilirken Re
Major olarak diizenlenmistir. Transkripsiyon incelendiginde ezginin tamamen kemana verilerek
piyanonun eslik olarak yapilandirildigr goriilmektedir. 6/8'lik gruplarin kuvvetli zamanlarinda sol
elde tek sesten olusan bir yiiriiylis yer almakla birlikte, eserin tamaminda bu yapmin kullarldig:
tespit edilmistir. Transkripsiyonun keman partisyonu incelendiginde flajole, legato, louré, cift ses,

tenuto, portato, akor, tril ve glissando tekniklerinin kullanildig1 gortilmektedir.

Sekil 32. Nocturne op.27 no.2, 67-73

Nocturne Op.32 No.1: Nocturne Op.32 No.l incelendiginde, esas tonalitenin Si Major oldugu eserin
transkripsiyonunda Sol Major olarak diizenlendigi goriilmektedir. Transkripsiyon 4 Olgiiliik bir
piyano girisi ile baglamistir. kemanin ana ezgiyi duyurarak giris yapmasi ile birlikte piyano eslik
gorevini iistlenmistir. Esligin yapisi legato ve arpejlerin kullanimi bakimindan uyumlu olsa da,
orijinal partisyon ile birebir aymn1 degildir. Oktav, cift ses ve tutan seslerin kullanilmasi ile piyano esligi
zenginlestirilmistir. Kemanda kullanilan teknikler incelendiginde ise legato, cift ses, akor, tril, louré ve

flajolenin kullanildig: goriilmektedir.
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Sekil 33. Nocturne op.32 no.1, 61-67
Nocturne Op.32 No.2: Wilhelmj bu Nocturne’de de tonalite degisikligine giderek La Bemol Major olan
tonaliteyi Mi Major olarak degistirmistir. 4/4’lik olan ilk bdliimde piyano eslik olarak sade bir yapida
ele alinmis, keman ise ana ezgiyi seslendirmistir. 12/8'lik kisimda ise piyano esliginin yapist sol elde
bas yiiriiyiisii, sag elde alto ve cift ses eslikler biciminde degistirilmistir. Bu kisimda keman ise orijinal
eserde sag eldeki akorlarin iist seslerini ¢almaktadir. Kemanda kullanilan teknikler incelendiginde ise

legato, tril, flajole, louré, tenuto, detaché ve cift ses tekniklerinin kullanildig: tespit edilmistir.
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Sekil 34. Nocturne op.32 no.2, 51-56
Nocturne Op.37 No.1: Nocturne Op.37 No.l'in transkripsiyonu incelendiginde sol minor olan esas
tonalitenin mi minor olarak degistirildigi goriilmektedir. Ezginin kemanda oldugu transkripsiyon, 4
ol¢iiliik bir piyano solo girisi ile baglamaktadir. Piyano esligi birebir orijinalinden alinmamus, dortlitk
notalarin kullanimi ve legato bir ifade kullanilmasi ile benzerlik gosterse de kompozisyon bakimindan
oldukga farklidir. Tonalitenin degisip akorlarin basladig1 boliimde ise 4 6l¢tiniin ardindan akorlar ift
sese doniistiiriilmiistiir. Ardindan tekrar akorlara gecilmis, akorlara sol elde staccato bir yiiriiyiis eslik
etmistir. Ana ezginin tekrari ile son boliime gecildiginde piyano esligi daha da zenginlesmis, sag ve
solde tek ses, cift ses tremololara yer verilmistir. Kemanda kullanilan teknikler incelendiginde ise
legato, detaché ve tril kullanildig) tespit edilmistir. Ayrica tonalitenin degistigi B bolmesinin ardindan

ana ezginin tekrarina gecilirken transkripsiyonda keman i¢in bir kadans eklenmistir.
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Sekil 35. Nocturne op. 37 no.1, keman transkripsiyonu kadansi

Emil Kross (1852-1917)

Alman besteci ve keman sanatgisi Emil Kross, kemanda yay teknigi ile ilgili ¢alismalar
yapmistir. Rode’un Solo Keman I¢in 24 Kapris'i, Vitali'nin sol minér Chaconne’u, Bach’in Solo Keman
Sonat ve Partitalar1 ve Paganini’nin Solo Keman I¢in 24 Kapris'i basta olmak {izere, keman literatiirii

iginde 6nemli bir yere sahip olan yapitlarin editorliigiinii yapmustir. Ayrica keman piyano i¢in yapmis
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oldugu transkripsiyonlar arasinda Mozart, Beethoven, Mendelssohn, Wagner gibi pek ¢ok bestecinin
eserleri yer almaktadir. Chopin’in Nocturne eserlerinden ise, Op.9 No.2 eserinin transkripsiyonunu

yapmuistir.

Nocturne Op.9 No.2: Kross'un yapmis oldugu Nocturne Op.9 No.2 transkripsiyonu incelendiginde
Hofmann'in ¢alismasi ile oldukga benzer oldugu goriilmektedir. Piyano sade yapist ile eslik gorevi
ylirlitmekte, keman ise ezgiyi calmaktadir. Eslikte Hofmann'in ¢alismasinda oldugu gibi kuvvetli
zamanlarda sol el oktav veya tek ses olarak ses tutmakta, sag el hafif zamanlarda akor ¢almaktadir.
Kemanda kullanilan teknikler incelendiginde ise legato, detaché, tril, louré, cift ses, staccato ve tenuto
tekniginin kullanildig: tespit edilmistir. Eserin sonunda yer alan kadans ise yine kemana verilmis,

bi¢im olarak ayni goériinse de notalarda farklilik yapilmistir.
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Sekil 36. Nocturne op. 9 no.2, keman transkripsiyonu kadansi

Leopold Auer (1845 Lipot, Macaristan-1930 Loschwitz, Almanya)

Macar kemanci, besteci, sef ve egitimci Leopold von Auer, erken yasta keman calmaya
baslamis ve yetenegi ile dikkat ¢ekmesi {izerine Viyana'ya gonderilmis, Jacop Dont ile calismistir.
llerleyen yillarda ise Joseph Joachim’in &grencisi olmustur. Joachim’le yaptigi galismalar keman
teknigini ¢ok gelistirmis ve Auer’in ilerleyen zamanlarda keman egitimi i¢in yapacagi calismalarin
temelini olusturmustur. Pek ¢ok yerde konserler vererek kendini tanmitmis, bunun bir sonucu olarak
Rubinstein tarafindan Saint Petersburg Konservatuari’na keman 6gretmeni olarak davet edilmistir.
"Auer, icracilifindan ¢ok 6gretmenligi ve yetistirdigi virti6z 6grencileriyle anilir. Mischa Elman, Jascha
Heifetz, Nathan Milstein, Efrem Zimbalist, Georges Boulanger, Kathleen Parlow, Konstanty Gorsky,
Toscha Seidel, Myron Poliakin, Benno Rabinoff, Oskar Shumsky, Eddy Brown, David Hochstein,
Sasha Lasserson ve daha niceleri gibi pek ¢ok virtiiézin ve kemancilik alaninda kariyer edinmis ismin

ogretmeni olmustur” (Koger Fedorean, 2018, s.138).

Bestecilik calismalarinin yanmi sira pek ¢ok onemli eserin editorliigiinii ve keman-piyano
transkripsiyonlarin1 yapmistir. Ayrica Violin Playing as I Teach It kitabi, keman literatiiriinde énemli
bir yere sahiptir. Chopin’in Nocturne eserlerinden yapmis oldugu transkripsiyon ise Op.72 No.1 olarak

tespit edilmistir.

Nocturne Op.72 No.1: Auer’in yapmis oldugu transkripsiyon incelendiginde eserin baglangicinda
piyanonun orijinal eserinde sol elde yer alan yapiy: iki elde paylastig1 ve kemanin ana ezgiyi caldig:
goriilmektedir. A* bolmesinde eslik ¢ift ses ve akorlarin eklenmesiyle zenginlestirilmistir. A" bolmesi

sag elde akor kirmasiyla baglamig ve sol el aym orijinal eserde oldugu gibi arpejleri seslendirmedir. Bu
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boliimde sag elde ise ezgiye uygun eslik yapilari yer almaktadir. Transkripsiyonun keman

partisyonunda ise legato, ¢ift ses, tril, tenuto ve flajole teknikleri kullanilmistir.
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Sekil 37. Nocturne op.72 no.1, 32-39

Bronistaw Huberman (1882 Cestohova, Polonya- 1947 Isvicre)

Polonya’li kemanci Huberman, ge¢ romantik donemde ton, esneklik ve farkli yorumu ile {in
kazanmigtir. II. Diinya Savasi sebebiyle Avrupa’daki Yahudi miizisyenlerin tehlikede olmasi,
Huberman’t kazandig1 bu iinii baska bir amagla kullanmaya tesvik etmistir. "Filistin’de yeni bir
topluluk olarak toplanacak en iyi Yahudi orkestra miizisyenlerini ise almis, daha sonra bu topluluk
Israil Filarmoni Orkestrast adiyla anilmistir" (Tsioulcas, 2013). Hubermann bu gabast ile miizisyen ve

ailelerinden olusan neredeyse 1000 kisinin hayatin1 kurtarmigtir.

Keman-piyano icin transkripsiyonlar1 bulunan Hubermannmm yapmis oldugu

transkripsiyonlar arasinda Chopin’in Noctune Op.37 No.2 eseri yer almaktadir.

Nocturne Op.37 No.2: Nocturne Op. 37 No.2 icin yapilmis olan transkripsiyon incelendiginde
piyanonun eslik goérevinde oldugu ancak orijinal piyano partisyonunun birebir ayrisi olmadig1
goriilmektedir. Uglii arpej ve legato kullanimi ile yapisal bakimdan benzer olan transkripsiyonda, sag
el i¢in eklemeler yapilmis ve piyano esligi daha yogun bir bigime doniistiiritilmiistiir. Kemanda teknik
bakimindan incelendiginde ise transkripsiyonda yalnizca legato ve cift ses tekniklerinin kullanilmistir.

Eserin orijinalinde sakin bir yapida olan 120. Olgii, transkripsiyonda piyanoda cift ses yiiriiyiisler ile

zenginlestirilmistir.
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Sekil 38. Nocturne op.37 no.2, 120-123
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Sonug¢

Arastirma kapsaminda elde edilen bulgular dogrultusunda, transkripsiyonlarin form
yapisinda orijinal esere sadik kalindigi gortilmiistiir. Transkripsiyonlar incelendiginde piyano
partilerinin genellikle eserin orijinal partisyonunda sol elin caldigi boliimlerden olusturuldugu
goriilmektedir. Ancak Rehfeld, Sarasate, Wilhelmj ve Hubermann yapmis olduklarn
transkripsiyonlarda piyano partisini zenginlestirerek fark yaratmislardir. Sonnenfeld, Rehfeld,
Sarasate, Hofmann, Wilhelmj, Kross, Auer ve Huberman ezgiyi yalmizca kemanda kullanarak
piyanoya eslik gorevi vermistir. Griinwald, Huber ve Saint Saéns ise transkripsiyon igerisinde partileri
keman ve piyanoya paylastirmistir. Ayrica Griinwald, Sonnenfeld, Rehfeld ve Wilhelmj yapmis
olduklar: transkripsiyonlarda eserin tonalitesini degistirmislerdir. Chopin’in Nocturne eserlerinden 8
Nocturne'nin  transkripsiyonu ile en kapsamli ¢alismayr yapmis olan Hermann ise,

transkripsiyonlarinda farkli yaklasimlar sergilemis, ayni teknikleri kullanmamastir.

Sonu¢ olarak Chopin’in yazmis oldugu bu eserlerde piyanoda yer alan teknikler,
transkripsiyon calismalar: yapilirken kemanda cesitlendirilmis, kemanin karakteristik ozelliklerini
yansitan farkli teknikler kullanilmistir. Ozellikle Wilhelmj'in yapmis oldugu transkripsiyonlarin,
keman teknigi baglaminda ¢ok gesitli tekniklerin kullanilmis olmasi bakimindan diger

transkripsiyonlara gore keman teknigini gelistirici nitelikte oldugu sdylenebilir.

Chopin’in bu eserlerinin keman-piyano transkripsiyonun yapilmis olmasi Nocturne’lerin

keman-piyano ile birlikte seslendirilmesine imkan yaratarak keman literatiiriine katki saglamistir.

Chopin’in lirik romantizminin kemandaki yansimasi olan bu transkripsiyonlarin, kullanilan
legato teknigi ve rubato ifadeleri ile miizikal ifadeyi; uzun seslerde sol el teknigi vibratoyu gelistirici

yapida oldugu soylenebilir.

Romantik dénemde yasamis olan bestecilerin yapmis oldugu bu transkripsiyonlarin aymn
zamanda romantik donemde keman-piyano miizigi literatiiriine besteleme teknikleri bakimindan
kaynak olduklar1 diisiiniilebilir. Ayrica bu bestecilerin transkripsiyon c¢alismalarmin romantik

doénemin bestecilik 6zelliklerini yansittig: goriilmiistiir.
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Introduction

Transcription linguistics, a word of French origin, is also used in fields such as medicine, but
is described as "translation writing" by the Turkish Language Institution (2019). In the art of music,
transcription means adaptation, application and preservation of the entire structure of a piece of
music and applying it to another instrument or tune (Aktiize, 2010, p. 6.43). Studies matching the term

of transcription are also used as "adaptations” in Turkish.

Transcription is the rewriting of a composition for a different instrument (instrument, sound,
group) than originally written. In the late Middle Ages, vocal pieces were usually arranged for one or
more instruments, usually a lud or a group of viols. This technique continued in the Renaissance
(1450-1600) and beyond. Baroque composers (1600-1750) often arranged compositions for themselves
and other composers (Ammer, 2010, pp. 14-15). To exemplify, in the Romantic period, it is known that
Beethoven arranged the D Major Violin Concerto as a piano concerto at the request of Muzio

Clementi.

There are various terms in music that refer to the conversion of a work to a different form
based on an existing work. "Words like Borrowing, Self-borrowing, Imitatio, Parody, Transformative
Imitation, Musical Imitation, Allusion, Re-composition, Re-working, Re-writing, Re-use, Re-arrangement,
Reconstruction, Re-scoring are some of the definitions for these types of use and are often used in

publications" (Onder Basarir, 2016, p.16-17).

Historically, it could be noted that transcriptions, works composed for a particular instrument,
are not only limited to that instrument, but also performed on other instruments, allowing them to be
heard and recognized by a wider audience. They also contributed to the development of different
interpretations in that the transcribed works were not displayed in the same interpretation as the

original works.

In the context of virtuosity, the 19th century, where many musicians made names for

themselves, is a period in which transcription works were adopted by many composers. Franz Liszt is
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considered to be the pioneer of this period with nearly 700 transcription studies he made for the
piano, which has become an important instrument of this period with its developing sound capacity

and structure.

Frédéric Chopin, who reflects the Polish folk music elements and lyric romance on the piano,
is another important composer of the representatives of this period. Chopin, who turned to the piano
only in his compositional life, "contributed to the development of the possibilities of piano usage, with
the richness of colors and harmonies obtained from the piano, created an intimate and romantic style"
(Daglar, 2010, p.416). The fact that he did not create a composition for any other instrument other than

the piano encouraged many musicians to transcribe Chopin's piano works for other instruments.

When analyzed by the period in which he lived, it was determined that his works were
transcribed for violin-piano by composers such as Adolf Griinwald, Karoly Huber, Friedrich
Hermann, Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard
Hofmann, August Wilhelmj, Emil Kross, Leopold Auer, Bronistaw Huberman. After a review of the
literature, it was determined that no study was found to examine the violin-piano transcriptions and
composers performing the transcriptions of Chopin's Nocturne works. The aim of the study was to
examine transcriptions of Chopin's Nocturne works for violin and piano during the Romantic period
and to investigate the composers and performers who made these transcriptions. The study is thought
to be important in terms of shedding light on violin-piano transcription techniques performed in the

romantic period.
Method

This section provides information about research design, work group and works, collection

analysis of the data related to the research.
Research Design

In this qualitative study, descriptive research methods and techniques were used. This work,
in which investigated transcriptions made for Chopin's Nocturne works during the romantic period
and the composers who made these transcriptions, is an example of case study. "A hallmark of a good
qualitative case study is that it presents an in-depth understanding of the case. In order to accomplish
this, the reseaecher collects many forms of qualitative data, ranging from interviews, to observations,

to documents, to audiovisual materials" (Creswell and Poth, 2018, p.96).
Study Group

The study group of the research is composers and performers who transcribed Chopin's
Nocturne works for violin-piano in the romantic period. When the transcription literature is examined,
it has been determined that the transcriptions of Chopin for violin-piano are mostly composed of

Nocturne. The study group was determined as Adolf Griinwald, Karoly Huber, Friedrich Hermann,
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Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard Hofmann,
August Wilhelmj, Emil Kross, Leopold Auer ve Bronistaw Huberman with the maximum diversity
method from non-selective sampling methods. ‘The aim is not to provide diversity to generalize; on
the contrary, it is to try to find out whether there are common or shared facts and differences between

diverse situations and to reveal different dimensions of the problem according to diversity” (Yildirim

ve Simsek, 2016, sf.119).
Study Works

The study works created based on the study group are given in Figure 1.
A. Grinwald Op-32 No.1, Op.32 No.2
K. Huber |Op-55 No.1
F. Hermann 0p.9No.1, 0p.9 No.2, Op. 9 No.3, Op.15 No.1, Op. 15 Ne.3, 0p.27 No.1, Op. 37 No.1, Op.48 No.1
C. Saint Saéns |0p.55No.2, 0p.62 No.2
A. G. Sonnenfeld Op.9 No.2
F. Rehfeld 0p.15 No2, 0p.37 No.1
P. Sarasate Op.9 No.2 &0p.27 No.2
R. Hofmann | Op.9No.2
A. Wilhelmj Op.9 Noz, 0p.27 No2, 0p.32 No.1, 0p.32 No.2, 0p.37 No.1
E.Kross 0p9Ne.2
L. Auer Op.72 No.1
B. Huberman |0p.37No2

Figure 1. Study Works

Data Collection and Analysis

Within the content of the research, document review method was used to collect data,
publications and note books were reached by scanning the literature. The data obtained from these
sources were analyzed in terms of transferring the works to transcription and techniques used in
piano and violin by descriptive analysis method. While examining the original of the works, the
Schirmer edition was used as a source. Descriptive analysis is a type of qualitative data analysis that
includes summarizing and interpreting the data obtained by various data collection techniques
according to predetermined themes. The main purpose of this type of analysis is to present the
findings obtained in a summarized and interpreted way to the reader. (Dawson, 2009, as cited in Ozen

and Arslan Hendekgi, 2016, p.625).
Ethical Consents of Research

In this study, the rules stated in the “Higher Education Institutions Scientific Research and
Publication Ethics Directive” were followed. None of the actions stated under the title "Actions
Against Scientific Research and Publication Ethics", which is the second part of the directive, were not

taken.
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Ethics Committee Consent: In this study, where the works were examined through document review,

the ethics committee permission and/or legal/special permission was not required.
Findings

In this section, information about Adolf Griinwald, Karoly Huber, Friedrich Hermann,
Camille Saint Saéns, Adolf Gustaw Sonnenfeld, Fabian Rehfeld, Pablo de Sarasate, Richard Hofmann,
August Wilhelmj, Emil Kross, Leopold Auer, Bronistaw Huberman was provided and transcriptions

of Chopin's Nocturne works were examined.
Adolf Griinwald (1826 Brieg, Poland-1901 Berlin, Germany)

Griinwald, a violin artist, composer and music lecturer, continued an active music life, gave
concerts, composed compositions and educated students. Due to his achievements, he was granted an

honorary "professor' by the Royal Prussia in 1868.

When the literature ise examined it appears that Griinwald transcribed Chopin’s Nocturne
works Op. 32 No.1 and No.2 for violin-piano. However, the notes of No.2 could not be reached, and

No.1 was examined.

Nocturne Op. 32 No.1: This piece composed by Chopin for piano was originally written in the B
Major. In the transcription made by Griinwald for violin-piano, tonality is seen as B Flat Major. When
the form structure is examined, it is seen that the transcription is exactly compatible with the original
work. The melody, performed by the right hand in the piano piece, was given to the violin in
transcription; piano accompaniment is written rhythmically and technically in accordance with the

original work. In piano accompaniment, octaves are placed in the left hand in on beats.
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Figure | 3. Nocturne op.32 no.1 transcription 1-4
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The melody, which is mostly played by the violin, has been shared with piano in 6 measures.

This situation, which was first seen between 20-22, was observed for the second beat in the repeat of

the same notes at 41-43.
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Figure 5. Nocturne op.32 no.1 transcription 20-22

When the techniques used in the violin are examined, it is seen that the legato technique is
used throughout the work and a romantic character emerges with lengthed notes in this context.
Along with the legato technique, detaché, tril, staccato, tied staccato and double stop techniques were
also used. Although only legato technique was used in piano work between 54-59 measures, staccato,

tied staccato and double note techniques were found in the violin partition of transcription.
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Figure 6. Nocturne op.32 no.1 transcription 54-59

Karoly Huber (1828 Varjas, Romania-1885 Budapest, Hungary)

Starting his music life by playing violin at an early age, Huber worked as conductor,
composer, music teacher and has been involved in many concerts as a violin artist. He became the
concertmaster in the Vienna Opera Orchestra, gave a concert as a violinist in many places in Europe,
was a conductor in the National Theater, and put Richard Wagner's operas on the stage. "The editors
of music magazines, such as Kornél Abranyi and Mihéaly Mosonyi, who have been struggling for

Wagner's recognition for years, have supported Huber’s efforts" (Gombos, 2012, p.2).

Huber, who has mostly composed works for instruments and vocals, has also composed

funny opera and operettas. He has transcribed Op. 55 No. 1 from Chopin's Nocturne works for violin-

piano.
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Nocturne Op. 55 No.1: When Huber's Nocturne Op. 55 No. 1 (f minor) transcription is examined, it is
seen that the tonality and form structure are the same as the original of the work. Piano
accompaniment coincides with the structure on the left hand in original form of the work. Chords and
octaves with chords are exactly the same. The ornaments included in the work were also included in
the transcription. When the techniques used in the violin were examined, it was determined that

legato, detaché, trill, louré, tenuto, double stop and chords were used.

Although the melody structure of the work is mostly written for violin, in the repetitive
sentences, these melodies were given to the piano as well, and the violin and piano have the same

melody as unison. In these cases, the violin was accompanied by an octave below.
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Figure 7. Nocturne op.55 no.1, 8-10
Friedrich Hermann (1828 Frankfurt, Germany - 1907 Leipzig, Germany)

Hermann, a composer, violinist and teacher, studied at the Royal Music Conservatory known
today as The University of Music and Theater "Felix Mendelssohn Bartholdy", violin with Ferdinand
David; composition with Felix Mendelssohn. After his education, he started teaching violin in the
same institution and worked in this institution until the end of his life. In addition to composing, he is
known for transcription and especially for editorial work. He edited the work of many composers
such as Tartini, Haydn, Mozart, Beethoven, Mendelssohn and Schubert, published by Peters and
Augener Publishers. He transcribed Chopin's 8 works, including Nocturne Op.9 No.1,No.2, No.3;
Op.15 No.1, No.3; Op.27 No.1; Op. 37 No.1; Op.48 No.1 for violin-piano and brought together in a

book, and this book was published by Peters Publishing House.

Nocturne Op.9 No.1: Chopin composed Nocturne Op.9 No.l in b flat minor tonality, but Hermann
changed the tonality to b minor in violin-piano transcription. The melody of the piece is completely
given to the violin and the piano accompaniment is formed from the structure in the left hand of the
original piece. Arpeggios written in the original hand on the left hand were shared for two hands or

the left hand played on the right hand while playing a single voice or octave in transcription.

In piano piece, melodies written as octaves on the right hand was written as a single voice in
violin transcription. When the techniques used in the violin are examined, it is seen that legato,

detaché, louré, trill, double voice, portato and harmonic are used.
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Figure 8. Nocturne op. 9 no.1, 13-21
Nocturne Op.9 No.2: Although tonality was E Flat Major in the original of the piano work, Hermann
changed tonality to E Major in violin-piano transcription. Similar to Op.9 No.1, the melody was given
to the violin and the piano accompaniment shared the structure in the left hand of the piece. In
transcription, the left hand plays a single note or octave, while the right hand performs a double note
or chords. In the piano transcription were also adhered to octaves, this situation caused the right hand
to be limited to the small octave and the 1st octave. It was determined that legato, detaché, staccato,

trill, tenuto, louré, double stop techniques were used in the violin partition of the transcription.

Figure 9. Nocturne op. 9 no.2, 19-22

Nocturne Op.9 No.3: When Nocturne Op.9 No.3 is examined, whose main tonality is B Major, it is seen
that the transcription of the work is in B Flat Major. In the Agitato section of the work, tonality
changed and became b minor, but in transcription while the tonality should be b flat minor, the same
has continued in the same minor as the work. Dotted and dotted double notes are given to the left
hand at the beginning of the piano accompaniment or on beat, and the arpeggios on the left hand in

the original work were taken by the right hand in transcription.

In the Agitato section, in transcription, the original of the work was adhered to, and in this
section the piano accompaniment sang the part in the original work. After 8 measurements, the violin
also joined the piano with the main melody. Although the piano accompaniment coincides with the
part in the original piece, violin continued the melody in the progression where chord and melody are
together in the right hand. After this episode, when the Tempo I- Allegretto section was switched back,
the piano returned to its accompanying task. While writing the violin transcription of the work,
legato, detaché, staccato, portato, harmonic, trill, double stop, tied staccato and tenuto techniques

were used.
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Figure 10. Nocturne op. 19 no.3, 55-58
Nocturne Op.15 No.1: When the transcription of the Nocturne Op.15 No.1 work is examined, it can be
said that Hermann has a different approach from the studies he made for Op.9. In transcription, which
is same to the tonality and form structure, the piano is exactly the same in the first two sections
(Andante cantabile & con fuoco). While the piano was playing the original partition, the violin was
considered as a companion instrument and consisted of chromatic passages or motifs. However, the
main theme with Tempo I, which came again after con fuoco, was announced in violin this time and
piano is accompanied. In terms of the technique used, legato and detaché techniques were determined

in violin transcription.
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Figure 11. Nocturne op. 15 no.1, 1-4
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Figure 12. Nocturne op. 15 no.1, 1-4
Nocturne Op.15 No.3: When the transcription of Nocturne Op.15 No.3 is examined, it is seen that the
tonality and form structure are the same. In this work, in the A section, the main melody was given to
violin and the piano was accompanied. When the accompaniment structure is examined, the octave
range is in accordance with the original structure of the work, chords are written in the right hand,
octaves in the right hand or single note in the left hand. In section B, the piano accompaniment was
written exactly th same as the piano piece. After 16 measurements, the violin accompanied the piano
by playing the melody and an unison structure was formed. At the end, the melody continued the
violin, while the piano was accompanied by the motif announced in the left hand and the chords in

the right hand. In violin transcription, legato, detaché and harmonic technique were used.
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Figure 13. Nocturne op. 15 no.3, 1-8

1364



KEFAD Cilt 21, Say1 3, Aralik, 2020

Nocturne Op.27 No.1: In the transcription of Nocturne Op.27 No.1, in Laghetto the melody was given
to the violin, while the piano accompaniment shared the arpeggios in the main partition in the left and
right hand. The soprano partition is located as double note in the main work, played by violin and alto
partition played by piano. Piano accompaniment took over the original partition in Pin mosso, violin
has moved to the accompaniment position playing with double stop double-dotted notes. At the end
of this section, melodies were conducted jointly with the modulating of tonality to A Flat Major, and
violin undertook the melody when moving to the Agitato. When returning to Tempo I at the finish, it is

seen that the transcription structure is the same as the original structure.
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Figure 15. Nocturne op. 27 no.1, 37-40

When the techniques used in the violin were examined, it was determined that legato,

detaché, double stop, staccato, trill, louré and portato were used in transcription.

Nocturne Op.37 No.1: In the transcription of Nocturne Op.37 No.l, it is seen that the melody was
given to the violin and the piano accompanied by sharing the partition of the left hand in the main
work by two hands. In this work, in which the arpeggios are mostly included, the arpeggios of the

melody were given to the piano instead of the violin.
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Figure 16. Nocturne op. 37 no.1, 37-38
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Figure 17. Nocturne op. 37 no.1, 37-38
It was determined that the piano played the original partition in the Major section of the work,
while the violin played the upper notes of the chords in this section. With the return to the main
tonality, the transcription structure takes the form that the melody is on the violin and the
accompaniment is on the piano as it was at the beginning. In addition, it is seen that legato, detaché,

harmonic, trill, louré and bound staccato techniques are used in violin.

Nocturne Op.48 No.1: When the transcription of Nocturne Op.48 No.1 is examined, a structure which
the melody is accompanied by a piano is observed. However, in Poco piit lento section, the piano took
over the original partition and became a companion. Violin, on the other hand, supports the upper
notes of the chords in this section with single note, double stop and chord playing. In the Agitato
section, where tonality passes to the ¢ minor, in the original work, there are chords and soprano
melody in the right hand of the piano. In transcription, this soprano melody performed by violin and
the chords by piano. It was determined that tenuto, louré, legato, detaché, harmonic, double stop,

chord and staccato were used in the violin. A section from the Poco piu lento is shown in Figure 18.
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Figure 18. Nocturne op. 48 no.1, 32-49
Camille Saint Saéns (1835 Paris-1921 Algeria)

French composer Camille Saint Saéns is also an orchestra conductor, organist and pianist.
Some of his important works in the Romantic period are Introduction and Rondo Capriccioso (1863),
Piano Concerto No.2 (1868), Danse Macabre (1874), Samson and Delilah (1877), Violin Concerto No.3 (1880),
Symphony No.3 ‘Organ’ (1886) and The Carnival of the Animals (1886).

As a composer, he studied the works of his previous French composers and adhered to French

music. With this nationalist approach, he established a nationalist music association called Societe
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Nationale with Romain Bussine. "The founding aim of the association is to get rid of the influence of
German romance and Italian operas that dominate 19th century French music and to keep French
national symphony and chamber music alive" (Giindiiz, 2016, p.81). He worked in Ecole de Musique
Classique in Paris and trained composers who were considered important representatives of French

music such as Maurice Ravel, Gabriel Fauré.

When the transcriptions made by Saint Saéns are examined, it is seen that Chopin’s Nocturne

Op.55 No.2 and Op.62 No.2 has transcribed for violin-piano.

Nocturne Op.55 No.2: When the transcription of Nocturne Op. 55 No.2 made by Saint Saéns is
examined, it is seen that the melody started in the violin. However, the alto melodies at the piano
partition are also performed with the piano. At the 47th measure, this situation changed and the
soprano melody was given to the piano. Although these melodies were written with a single voice in
the original work, they were arranged as octaves in transcription. Here the violin plays the alto
melody and accompanies the piano. It was determined that trill, legato, tied staccato and double voice
techniques were used while transcribing the violin. In the measure of 56, the violin took the soprano

melody again, while the piano performed the alto melody in the right hand.
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Figure 20. Nocturne op. 55 no.2, 48-50

Nocturne Op. 62 No.2: When the transcription of Nocturne Op.62 No.2 is examined, it is seen that the
sharing of melody in violin and piano are frequently changed. At the beginning of the work, the main
melody is in the violin. The piano continues the left hand partition in the original work in two hands.
However, the range of this accompaniment is not exactly the same as in the original work, octaves are
arranged. In the 17th measure, it was determined that the piano is performing the original partition in
the repetition of the main melody and the violin is accompanied by motifs. In the 32nd measure piano
took the alto melody and violin performed soprano melody. In the 58th measure, the main melody

was given to the violin again. It is seen that the arpeggios in the work not in violin partition, are in
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piano partition. In the violin partition of the transcription, sostenuto expression and legato, double

stop, trill and portato techniques were used.
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Figure 21. Nocturne op. 62 no.2, 68-81
Adolf Gustaw Sonnenfeld (1837 Wroclaw, Poland- 1914 Wroctaw)

Violin artist Adolf Gustaw Sonnenfeld, also known as Adolfson, was also conductor and
composer. He grew up in his city as a violinist and became a soloist in the Wroctaw Orchestra.
"Sonnenfeld joined the Royal Music Conservatory in Leipzig in 1854, and studied violin with
Ferdinand David; composition with Maurycy Hauptmann and Ernst Friedrich Richter" (Btaszczyk,
2014). He played in important orchestras as a soloist and became conductor and founded the Warsaw
Orchestra in 1867. Besides his success as a violin artist and conductor, his compositions for opera and
ballet are also important. When the transcription studies were examined, it was seen that Chopin's

Nocturne Op.9 no.2 was transcribed for violin-piano.

Nocturne Op.9 No.2: When the Nocturne Op.9 No.2 transcription of Sonnenfeld is analyzed, it is seen
that the tonality, originally E Flat Major, was arranged as C Major. In transcription, the melody is
entirely given to the violin and piano acts as accompaniment. The piano remained same to the original
structure, and continued in small, great and contra octaves without adjusting the ranges. While the
left hand sings the first note of each triple group as a single note, the right hand performs chord plays

in off beats.

When the violin partition of the transcription of the work was examined, it was determined that
legato, detaché, portato, louré, double stop and tenuto techniques were used. Also in the last part of
the work, the cadence consisting of semi-quaver notes was changed for the violin and a different
cadence was written. Figure 22 shows the cadence passage in the original piano work and Figure 23

shows the shape in the violin transcription.

Figure 22. Nocturne op. 9 no.2, cadence
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Figure 23. Nocturne op. 9 no.2, cadence of violin transcription

Fabian Rehfeld (1842 Tuchola, Prussia- 1920 Berlin)

Rehfeld, a composer and violinist, worked with Zimmermann and Griinwald in Berlin. "He
became a chamber musician at the Berlin State Opera in 1868 and directed the orchestra from 1873 to
1898" (Killy and Vierhaus, 2005, p.203). In addition to the concerto and salon music works he
composed for violin and viola, he also composed chamber music pieces. His transcriptions include

Chopin's works Nocturne Op.15 No.2 and Op.37 No.1.

Nocturne Op.15 No.2: When Rehfeld's Op.15 No.2 transcription is examined, it is seen that the main
tonality, which is F Sharp Major, was changed to G Major. The transcription structure is in the form
that the violin plays the melody accompanied by the piano. In the 26th measure, in the B section, the
violin performs the soprano melody, that found in the right hand in the original work, as octave in
double stop, and the piano plays the alto partitition. In 49th measure by Tempo I, the violin plays the
main melody as one note, as it was at the beginning. When the techniques used in the violin were
examined, it was seen that louré, legato, trill, portato, staccato, double stop, tenuto, staccato and

artificial harmonic were used.

Figure 24. Nocturne op. 15 no.2, 56-62

Nocturne Op.37 No.1: When Nocturne Op.37 No.l is examined, it is seen that the work first started
with the piano's announcement of the main melody and the violin get started after 4 measurements. In
addition, in this work where the original tonality is g minor, the tonality was changed to f sharp
minor. It was determined that legato, louré, trill, tenuto and double stop techniques were used in the
violin. The piano accompaniment was not written exactly the same as the original work, enriched with
chords and arpeggios, and the ranges were considered broad. In the Grandioso section, where the
tonality changes, the piano plays the main melody with arpeggios, while the violin plays the upper

notes of the chords and accompanies the piano.
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Figure 25. Nocturne op. 37 no.1, 45-48
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Figure 26. Nocturne op. 37 no.1, 45-48

Pablo de Sarasate (1844 Pamplona, Spain - 1908 Biarritz, France)

Sarasate, one of the most famous violin virtuosos of the era, has an important place in the
history of violin as a composer and performer. He started playing violin at an early age, gave concerts
and went to Paris at the age of 12 for his education. He was very successful in his career and gave
concerts in many parts of the world. His voice in Spanish melodies inspired an interest in everyone
and inspired other musicians. "He continually integrated popular and folk melodies into his own
melodies, often making it difficult to discern where the original tunes began or ended"(Shin, 2016,

p-23).

In addition to his compositions for violin, his transcription works have also gained a lot of
fame. The biggest example of this kind of works is the transcription of Bizet's Carmen Opera for
violin-piano, known as Carmen Fantasy. He also transcribed the Op.9 No.2 and Op.27 No.2 works

from Chopin's Nocturne works.

Nocturne Op.9 No.2: When the transcription arranged by Sarasate for Op.9 No.2 is examined, it is
seen that the tonality and form structure are compatible with the original works, piano is used as an
accompaniment by giving the melody to violin. Although the piano accompaniment is the same as the
notes in the original piece, it has differences in the structural context. The left hand plays as an octave
in the first beat of every 3/8. Also, the right hand is located within the 1st octave and small octave, not
within the small octave range in the original work. When the techniques used in the violin were

examined, detaché, legato, trill, portato and double stop technique were determined. The cadence at
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the end of the work was given to the violin, and in addition to the original work it was expanded by

adding additions to the passage.
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Figure 27. Nocturne op. 9 no.2, cadence of violin transcription

Nocturne Op.27 No.2: In Nocturne Op.27 No.2, it is seen that the main tonality, which is D Flat Major,
has been changed and transcription has been made in D Major. Sarasate kept the piano
accompaniment quite simple in this transcription. The third beats of 6/8 beat on the left hand were
written as octaves. The accompaniment structure is the same throughout the work. When the violin
partition is examined, it is seen in the original work that all the double notes written for the right hand
of the piano were written for the violin. When the techniques used in violin were examined, it was

determined that legato, detaché, double stop, marcato, harmonic and staccato were used.
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Figure 28. Nocturne op. 27 no.2,12-16

Richard Hofmann (1844 Delitzsch-1918 Liepzig)

Hofmann, who spent most of his life in Leipzig, taught music here. Besides his many
important works, "published instructive compositions for piano, strings and wind instruments; a
valuable and exhaustive Praktische Instrumentationsschule; a catechism of musical instruments;
Methods for the various orchestral instruments; a valuable Fiihrer durch die Violin-und Viola-Litteratur"
(Schirmer, 1940, p.517). In addition to these educational composition works, Hofmann transcribed the

works of many composers. He made the transcription of Op.9 No.2, one of Chopin's Nocturne works.

Nocturne Op.9 No.2: When the transcription made by Hofmann for Nocturne Op.9 No.2 is examined,
it is seen that Sarasate has a similar structure in general except that the ornaments and transitions are

richer. The only difference in piano accompaniment is that the notes in the left hand in on beats do not
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continue as octaves permanently. When examined in terms of the techniques used in violin
transcription, it was determined that legato, trill, portato, louré, tenuto and double stop technique

were used. Addition to the writing is a little simplier that the cadence is same with the original.
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Figure 29. Nocturne op. 9 no.2, cadence of violin transcription

August Wilhelmj (1845 Usingen, Germany - 1908 London)

His mother, Charlotte Petry, was a student of Offenbach and Chopin, a well-known successful
pianist. Wilhelmj started playing the violin at an early age and was appreciated by famous musicians
for his successful concerts. During this period, it was often referred to as 'German Paganini'. He
worked with Ferdinand David at the Leipzig Conservatory. "He was the concertmaster at the
Bayreuth Festival in 1876 when the first performance of Richard Wagner’'s Der Ring des
Nibelungen took place. In 1885, at the invitation of the Sultan of Turkey, he played for the ladies of the
Sultan’s harem." (Britannica, 2020). In addition to the concerts, he trained students as an lecturer and

worked as a violin professor at the Guildhall Music School in London.

There are many transcription studies for violin arranged by Wilhelmj. The most well-known
transcription of him is J.S.Bach Orchestral Suite No.3 Movement 2 Air on the G String. Transcriptions
for Chopin’s Nocturne works can be specified as Op.9 No2, Op.27 No.2, Op.32 No.1, Op.32 No.2, Op.37
No.1.

Nocturne Op.9 No.2: When the transcription made by Wilhelmj is examined, it is seen that the main
tonality, which is E Flat Major, was changed and written in A Major. Piano is accompanied in
transcription. In the first beat of groups of 3/8, left hand was used as octave or single voice, right hand
voiced chords in off beats. In violin trill, legato, double stop, louré, harmonic, glissando and chromatic

glissando techniques were used.
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Figure 30. Nocturne op. 9 no.2, 23-26
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The cadence at the end of the work was given to the violin and enriched in a very different

way than the original.
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Figure 31. Nocturne op. 9 no.2, cadence of violin transcription
Nocturne Op.27 No.2: The work, in which the original tonality was D Flat Major, was edited as D
Major while transcribed. When the transcription is examined, it is seen that the piano is structured as
an accompaniment by giving the melody to violin completely. In the first beat of the 6/8 groups, a
structure consisting of a single voice was found on the left hand, but it was determined that this
structure was used in the entire work. When the violin partition of the transcription is examined, it
can be seen that harmonic, legato, louré, double stop, tenuto, portato, chord, trill and glissando

techniques are used.

Figure 32. Nocturne op.27 no.2, 67-73

Nocturne Op.32 No.1: When Nocturne Op.32 No.l is examined, it is seen that the main tonality is B
Major, and the transcription is arranged as G Major. Transcription started with 4 measures of piano.
After the violin get started with the main melody, piano took on the accompaniment. Although the
structure of the accompaniment is compatible with the use of legato and arpeggios, it is not exactly the
same with the original partition. Piano accompaniment is enriched by using octave, double notes and
tied notes. When the techniques used in the violin are examined, it is seen that legato, double stop,

chord, trill, louré and harmonic are used.



Eker, B. ve Caglak Eker, T.

>
Y
)
:1)
N
b
.
iy
W)
NI
N
Y
. E )
[T
[TTe
L
k]
b
)
e
e
o

¥ = o
o) 5 [ -
Aw m quast Recit. ~ [ p———
g p—  — " i I — —
VLA B  — i r J 1 1
1y I % = = | - S T & -I—lbd—ﬁ':
P o—1 | b = =

&) — e — = —
O — JE*r ey e ==

N~——— N—

Figure 33. Nocturne op.32 no.1, 61-67
Nocturne Op.32 No.2: Wilhelmj changed the tonality from A Flat Major to E Major in this Nocturne. In
the first section, which is 4/4, the piano was handled in a simple structure as accompaniment, while
the violin performed the main melody. In the 12/8 section, the structure of the piano accompaniment
was changed as bass progression on the left hand, alto and double note accompaniments on the right
hand. In this part, violin plays the upper notes of the chords which are in the right hand in the original
work. When the techniques used in violin were examined, it was determined that legato, trill,

harmonic, louré, tenuto, detaché and double stop techniques were used.
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Figure 34. Nocturne op.32 no.2, 51-56
Nocturne Op.37 No.1: When the transcription of Nocturne Op.37 No.l is examined, it is seen that the
main tonality, which is g minor, is changed to e minor. The transcription, in which the melody is in
the violin, starts with a piano solo over 4 measurements. Although the piano accompaniment is not
taken from the original, it is similar to the use of quarter notes and using a legato expression, but quite
different as composition style. In the section where the tonality changes and chords begin, after 4
measurements, the chords are written as double notes. Then, the chords started again, and were
accompanied by a staccato march in the left hand. The piano accompaniment was further enriched by
the repetition of the main melody, and the single and double note tremolo were included in the right
and left hand. When the techniques used in violin were examined, it was determined that legato,
detaché and trill were used. In addition, a cadence was added for the violin in transcription while

repeating the main melody after section B where tonality changed.
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Figure 35. Nocturne op. 37 no.1, cadence of violin transcription

Emil Kross (1852-1917)

German composer and violinist Emil Kross worked on the bow technique in violin. He edited

Rode's 24 Capris for Solo Violin, Vitali's g minor Chaconne, Bach's Solo Violin Sonata and Partitas,
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and Paganini's 24 Capris for Solo Violin works which have an important place in the violin literature.
In addition, his transcriptions for violin piano include the works of many composers such as Mozart,
Beethoven, Mendelssohn, Wagner. He made the transcription of Op.9 No.2, one of Chopin's Nocturne

works.

Nocturne Op.9 No.2: When Nocturne Op.9 No.2 transcription made by Kross is examined, it is seen
that it is quite similar to Hofmann's work. The piano is accompanied by its simple structure, while the
violin plays the melody. As in the Hofmann's work, the left hand holds the notes as an octave or single
voice in on beats, and the right hand plays chords in off beats. When the techniques used in violin
were examined, it was determined that legato, detaché, trill, louré, double stop, staccato and tenuto
techniques were used. The cadence at the end of the work, is given to the violin again, although the

structure looks the same, the notes are different.
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Figure 36. Nocturne op. 9 no.2, cadence of violin transcription

Leopold Auer (1845 Lipot, Hungary-1930 Loschwitz, Germany)

Hungarian violinist, composer, conductor and educator Leopold von Auer started playing the
violin at an early age and was sent to Vienna and studied with Jakob Dont after drawing attention
with his talent. In the following years, he became a student of Joseph Joachim. His work with Joachim
has greatly improved the violin technique and has become the basis for Auer's future violin training.
He introduced himself by giving concerts in many places and as a result he was invited by Rubinstein
to the Saint Petersburg Conservatory as a violin teacher. " Auer is known for his teaching and his
virtuoso students, rather than for his performance. He has been the teacher of many virtuosos and
names who have had a career in violin playing such as Mischa Elman, Jascha Heifetz, Nathan
Milstein, Efrem Zimbalist, Georges Boulanger, Kathleen Parlow, Konstanty Gorsky, Toscha Seidel,
Myron Poliakin, Benno Rabinoff, Oskar Shumsky, Eddy Brown, David Hochstein, Sasha Lasserson

and many more" (Koger Fedorean, 2018, p.138).

In addition to composing, he edited many important works and made violin-piano
transcriptions. The book of him that Violin Playing as I Teach It has an important place in violin

literature. He made the transcription of Op.72 No.1, one of Chopin's Nocturne works.

Nocturne Op.72 No.1: When the transcription made by Auer is examined, it is seen that at the
beginning of the work, the piano shares the structure which is on the original work, on the left hand
with two hands and the violin plays the main melody. In the A' section, the accompaniment is
enriched by the addition of double notes and chords. The A" section started with chords in the right

hand, and the left hand plays the arpeggios, just like in the original work. In this section, there are
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companion structures suitable for melody in the right hand. In the violin partition of the transcription,

legato, double, trill, tenuto and harmonic techniques are used.
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Figure 37. Nocturne op.72 no.1, 32-39
Bronistaw Huberman (1882 Chestohova, Poland- 1947 Switzerland)

Polish violinist Huberman became famous for his tone, flexibility and different interpretation
in the late romantic period. The fact that Jewish musicians in Europe are in danger due to the Second
World War encouraged Huberman to use his reputation he earned for another purpose. "He began
recruiting the best of the best Jewish orchestral players to regroup in Palestine as a new ensemble, the
Palestine Symphony Orchestra, later renamed the Israel Philharmonic Orchestra” (Tsioulcas, 2013).

With this effort, Hubermann saved almost 1000 lives of musicians and their families.

Among the transcriptions made by Hubermann, who has transcriptions for violin-piano,

Chopin's Noctune Op.37 No.2 work is included.

Nocturne Op.37 No.2: When the transcription for Nocturne Op.37 is examined, it is seen that the piano
is as accompanied, but the original piano partition is not exactly the same structure. In transcription,
which is structurally similar with the use of arpeggio and legato, additions were made for the right
hand and the piano accompaniment was transformed into a more intense form. When analyzed in
terms of technique in violin, it is seen that only legato and double stop techniques were used in
transcription. The 120th measure, which is in a calm structure in the original of the work, is enriched

with double note on the piano in transcription.
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Figure 38. Nocturne op.37 no.2, 120-123
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Conclusion

In line with the findings obtained within the scope of the research, it is observed that the
transcriptions were true to the original work in the form structure. When the transcriptions are
examined, it is seen that the piano partitions are generally composed of the parts played by the left
hand in the original partition of the work. However, Rehfeld, Sarasate, Wilhelmj and Hubermann
differed in their transcriptions by enriching the piano partition. Sonnenfeld, Rehfeld, Sarasate,
Hofmann, Wilhelmj, Kross, Auer and Huberman accompanied the piano using the melody only in
violin. Griinwald, Huber and Saint Saéns shared the partition on violin and piano in transcription. In
addition, Griinwald, Sonnenfeld, Rehfeld and Wilhelmj changed the tonality of the work in their
transcriptions. Hermann, whose work was more comprehensive with the transcription of 8 Nocturnes,

showed different approaches in his transcriptions and did not use the same techniques.

As a result, in these works written by Chopin, the techniques on the piano were diversified in
the violin while transcription studies were carried out, and different techniques that reflect the
characteristics of the violin were used. In particular, it can be said that the transcriptions made by
Wilhelm;j improve the violin technique compared to other transcriptions in terms of using various

techniques in the context of violin technique.

The violin-piano transcription of these works of Chopin contributed to the violin literature by

enabling Nocturne to be performed together with the violin-piano.

These transcriptions, which are the reflection of Chopin's lyric romance on the violin, include
the legato technique and the rubato expressions and musical expression; in length notes, it can be said

that the left hand technique has the facility to develop vibrato.

These transcriptions made by composers who lived in the Romantic period were also the
source of the techniques for composing the violin-piano music literature in the Romantic period. In
addition, transcription studies of these composers were seen to reflect the compositional style of the

Romantic period.
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