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TURKISH HISTORY THESIS AS A LEGITIMIZING
INSTRUMENT IN MUSIC DEBATES OF EARLY REPUBLICAN
TURKEY”

Onur Giines Ayas™

ABSTRACT

The goal of the early republican elite was to form a new national identity supporting
westernization and the consciousness of secular Turkishness while excluding the Ottoman-
Islamic legacy as much as possible. Turkish History Thesis was, above all, an ideological
instrument for supporting and legitimizing these objectives. The influence of the Turkish
History Thesis on music debates of the early republican period is reflected by the arguments
on the Central Asian and archaic Anatolian origins of Turkish music, the alleged impact of
this archaic Turkish music on the other great music traditions of the world such as Western
music and the famous pentatonism thesis. In these debates, the Turkish History Thesis has
been employed as an ideological instrument rather than a scientific explanation. The
ideological background underlying the Turkish History Thesis and its various extensions in
the field of music has dominated not only the official view but also the oppositional discourse,
despite its weak scientific basis. This fact points to the extent of ideological hegemony
exercised by the dominant cultural discourse on the oppositional one and also presents a good
case of how the survival strategies of the oppositional culture against the attacks of an official
discourse pave the way for the internalization of this dominant discourse by it.

Keywords: Turkish music reform, Ottoman music, Turkish folk music, pentatonism,
sociology of music, Turkish History Thesis, Turkish modernization, Turkish national identity

* This article is the revised and expanded version of its Turkish draft first submitted to XVII. Turkish Congress of
History organized by the Turkish Historical Society in 15-17" September 2014. | am deeply grateful to Baki Enis
Balakbabalar for his careful proofreading and helpful suggestions.

** Asistant Professor, Yildiz Technical University, Sociology Department, Turkey, gunesayas@gmail.com



Turkish History Thesis as a Legitimizing Instrument in Music Debates of Early Republican Turkey

ERKEN CUMHURIYET DONEMi MUZIK )
TARTISMALARINDA MESRULASTIRICI BiR ENSTRUMAN

OLARAK TURK TARIH TEZI
OZET

Cumhuriyet elitlerinin amac1 Batililasmay1 ve sekiiler Tiirkliik bilincini destekleyen
ve Osmanli-Islam mirasin1 miimkiin oldugunca dislayan bir milli kimlik yaratmakt1. Tiirk
Tarih Tezi biiyiik 6l¢iide bu amaglar1 destekleyen ve mesrulastiran bir ideolojik enstriimandi.
Tiirk miiziginin Orta Asya ve kadim Anadolu’daki kdkenleri ve diinyanin diger biiyiik miizik
geleneklerine etkisi hakkindaki argiimanlar ve pentatonizm tezi Tiirk Tarih Tezi’nin miizik
tartigmalari lizerindeki etkisini yansitmaktadir. Tiirk Tarih Tezi bu tartismalarda bir bilimsel
aciklama olarak degil de ideolojik bir enstriiman olarak kullanilmistir. Bilimsel temelinin zay1f
oldugu yaygin bir sekilde kabul edilmesine kargin, Tiirk Tarih Tezi’nin ideolojik arka plani ve
miizik tartigmalarindaki uzantilar1 resmi sdylemi oldugu kadar muhalif s6ylemleri de etkisi
altina almistir. Bu durum hakim kiiltiir sdyleminin muhalif sdylem tizerindeki ideolojik
hegemonyasina isaret etmekte ve mubhalif kiiltliriin ayakta kalma stratejilerinin nasil hakim
sOylemin i¢sellestirilmesine yol agabileceginin iyi bir 6rnegini sunmaktadir.

Anahtar Kelimeler: Musiki Inkilabi, Osmanli miizigi, Tiirk halk miizigi, pentatonizm, miizik
sosyolojisi, Tiirk Tarih Tezi, Tiirk modernlesmesi, milli kimlik

INTRODUCTION

Turkish History Thesis, the official historical doctrine of the early republican regime
in 1930s, has been studied from various aspects until now. In most of these studies, it has been
emphasized that the thesis is a part of the official efforts to provide the new republican
generations with a new national identity rather than being simply a product of pure intellectual
interests. The goal of the republican political elite was to form a new national identity
supporting westernization and the consciousness of secular Turkishness while excluding the
Ottoman-Islamic legacy as much as possible. Turkish History Thesis was, to a large extent, an
instrument for supporting and legitimizing these ideological objectives. In this respect, there
is a close similarity between the Turkish History Thesis and the debates on the Turkish music
reform or the so-called Music Revolution (Miisiki Inkildbz). The main point in the debates on
the Turkish Music Reform was not about the aesthetic choices or the specific problems of
music. The official spokesmen of Turkish music reform aimed to legitimize the Westernizing-
Turkist stance and exclude oriental elements in traditional culture from the field of legitimacy
just as did the official spokesmen of Turkish History Thesis. In other words, it was not the
music or the history but the national identity which was at issue. Therefore, it is important to
note that these two debates are closely related with each other although they appear to be
unrelated at first glance. For the very reason, during the heated debates on the Turkish Music
Reform (which is popularly called alaturka-alafranga debate) both camps have referred to
Turkish History Thesis in order to legitimize their arguments. In this article, | shall examine
how some arguments of the Turkish History Thesis are reflected in the dominant and
oppositional discourses employed in the music debates of the early republican period.
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Republican Westernization and the Turkish History Thesis

Turkish History Thesis was formulated to a great extent as a response to the seemingly
conflicting needs of the new Turkish Republic. In order to get rid of the Ottoman-Islamic
legacy which prevents the new regime from making peace with the West, Kemalist elite had
to bring the Central Asiatic origins to forefront. On the other hand, they had to find Anatolian
ancestors in order to have a response to the Western-supported Greek and Armenian claims
on Anatolia (Copeaux, 1998, 32). Moreover, they needed a new historical narrative that would
be able to legitimize both the nationalist and Westernizing policies at once. The difficulty of
this intellectual task stemmed from the complicated nature of the Kemalist regime. The young
republican elites were deriving their legitimacy from the victorious national independence
struggle led by them against the Western powers, though they themselves were mostly feverish
proponents of Westernizing policies in Turkey. Adopting a nationalist ideology was an
inevitable choice for the new regime whose legitimacy depended on the national struggle.
Most probable others of this nationalist ideology were supposed to be the Western enemies
against whom the nationalist leaders had fought during the national struggle. However, rather
than the West, the new regime “otherized” the Ottoman-Islamic legacy for political and
ideological reasons and took its recent enemies as a model for the new Turkey. In other words,
the West which had been the historical “exterior other” of Turkish national identity became
the very model to be followed, while the Ottoman-Islamic legacy which had been the deepest
source of the national identity became the “interior other” itself.

The main source of the new national identity was supposed to be the so-called
“Turkishness”. But this Turkishness had to be isolated from the Ottoman-Islamic legacy and
transformed into something that is adaptable to the westernizing policies. It was the
sociological concepts of Gokalp that provided the theoretical framework for such a
westernized Turkishness. Through the culture-civilization distinction, the theoretical
framework of Gokalp was not only legitimizing the westernization project but also dismissing
the Ottoman-Islamic legacy from the formative sources of national identity. In order to push
the Ottoman-Islamic legacy into the background, Gokalp gave prominence to the Central
Asiatic origins of the national identity. The theoretical framework built by him in his
masterpiece Tiirkgiiltigiin Esaslar: (The Principles of Turkism) shaped all of the patterns of
thought in the official historical discourses. However, the advocates of the Turkish History
Thesis were more daring than Gokalp was.

For the creators of the Turkish History Thesis, who argued that all the civilizations in
the world, including the Western civilization, took their source from the Central Asiatic-Turkic
pre-history, it was the Ottomans who were responsible for having broken the Turks’
connections with the West. Ottoman-Islamic parenthesis in Turkish history, they argued, had
suspended Turks’ march towards the West and their guidance in the march of civilizations.
Now it was time for Turks to close this parenthesis by cleaning up the remnants of the Ottoman
and oriental elements in the contemporary Turkish culture and turning it back to its “genuine”
source. In this sense, westernization was nothing but returning to the “genuine” source of
Turkishness. As Deren (2007, 383) put it, “contrary to the fact that all the nations striving for
westernization had to look to the future, it was sufficient for Turks to look their past” (but very
distant past). Hence, the Ottoman-Islamic recent past was to be otherized while a new past
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which is compatible with the West was to be invented in the depths of history.? It was in this
context that the Turkish History Thesis took its shape.

Although there is a vast literature on the Turkish History Thesis?, the summary
presented by Resit Galip, one of the prominent formulators and vigorous advocates of it, is
sufficient for our present purposes. Resit Galip (1933, 167-8) has outlined the Turkish History
Thesis in the journal Ulki, one of the prominent media organs of the new regime, as follows:

(1) Central Asia was the cradle of not only the Turks but also the entire humanity. (2)
The first civilization in history was founded by the Turks who were also the indigenous
population and the first inhabitants of Central Asia (3) “Turkish race belongs to
Brachycephalic-Alpine type.” (4) “Throughout history, the great migrations have taken place
from east to west, not the opposite.” (5) “As an outcome of the drought in Central Asia, Turks
have spread across all over the world and founded the ancient civilizations there.” (6)
“Anatolian highland has been the densest area of passage and concentration for these great
migrations.” (7) “The oldest history of Turks” can be traced back not only to the Central Asia
but also to Anatolia, “in racial terms one of the areas representing the Turkishness in its purest
form without hybridism”. And lastly (8) “It is the accidental causes and factors that have
brought about the present situation in which Turks have not been able to fulfill their mission
of guidance in the progress of civilization for the last few centuries. However, since the
republican Turkey has “a reliable racial fabric” and also has overcome the accidental problems
leading to decline, through the modernizing reforms, there is nothing now to prevent Turkish
nation from undertaking its historical mission of civilization once again.

The origins of this historical view emphasizing the secular Central Asiatic origins of
Turks and finding them Anatolian ancestors as well while putting the archaic Turkishness to
the very source of all civilizations, can be traced long before 1930s. For instance, in a book
named Pontus Meselesi (Pontus Question) which was published even before the republican
period, the writer claimed that Sumerians and Hittites were Turkic in origin. In the very early
years of the republican period, Yusuf Ziya Ozer, one of the prominent professors at the faculty
of law, asserted that Hammurabi and even Greeks were also Turkic in origin (Berktay, 1983,
50-1). By the way, that Hittite studies gained momentum in the beginning of the twentieth
century was almost a blessing for Kemalists who was striving hard those days to prove the
Turkic origins of Anatolia against the claims of various nations (Copeaux, 1998, 31-2).

It was only in 1930s that the Turkish History Thesis attained a state of programmatical
integrity. Tiirk Tarihinin Ana Hatlar: (The Outlines of Turkish History), which was first

L As it is well known, peoples in Middle East conquered by the Arabs, Greeks and Romans, in order not be
assimilated by them, have attempted to attribute the origins of the civilization of the conquerors to their own history,
inventing certain cultural myths for this purpose. For those kinds of cultural myths see McCants, 2012. The
difference of the Turkish History Thesis lies in the fact that it has invented an imagined national history located in
a very distant past largely unknown, while otherizing the recent past which is still a living part of the collective
memory. Moreover, the new Turkish state had been founded after a victorious independence war against the
invaders, rather than conquered by them as it happened in the Middle Eastern cultural myth inventing processes.
Serif Mardin (1997, 180) compares the Turkish experience with the experience of most of the developed countries
and particularly those in the Third World which have done their best to benefit from the legacy and social
institutions of their recent history. In this sense, having attempted to exclude the brightest era of its past from the
collective memory, Turkey presents an anomalous case of nation-building process.

2 For comprehensive information on the literature see Behar, 1992.
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started to be written by Afet Inan with Atatiirk’s order in 1929 and finalized by an official
commission and printed 100 copies in 1930, was the manifesto of the Turkish History Thesis.
The expanded introduction of this book (Methal) was printed thirty thousand copies and
distributed among the teachers and students of public schools, though it was not introduced
into the market owing to the fact that it was being criticized in terms of its insufficient
documents, sources and methodology. However, the four-volume textbook of History (Tarih
I, 11, 1, IV), which was written according to the main ideas in this outline, was approved as
the official textbook and read by the students until 1939. The Turkish History Thesis also left
its mark on the first two congresses of the Turkish Historical Society, one of the most important
cultural institutions of the early republican Turkey. Therefore, despite the fact that it remained
in force for a relatively short period of time, it can be said that the thesis has been the official
historical view of the early republican period rather than being simply an eccentric experiment.

It is important to note that the Turkish History Thesis hardly gives a place to Ottomans
and Arabs in its historical narrative, though it argues that the archaic Turkishness is the origin
of all the civilizations in the world. As a matter of fact, since every nation in the world, in one
way or another, originated from Turks according to this historical narrative, it could have led
to a very humanistic worldview which has no “other”. However, the Turkish History Thesis
has created an “interior other” rather than an “exterior one”. In this historical narrative even
Romans were somehow an important part of the “Turkish” history, but Ottoman-Islamic past
was almost completely left outside of it.

In terms of scientific knowledge, it can be said that the new historical view of the
Kemalist regime, to a large extent, has freed Turkish historiography from being confined
within the limits of the Ottoman-Islamic history and directed it to the new areas of Turkish
and World history. However, it has certainly gone beyond the proper limits. For instance, Turk
Tarihinin Ana Hatlar: (The Outlines of Turkish History), includes 622 pages and not more
than fifty pages of it have been devoted to the Ottomans who ruled for over six hundred years.
Even in the expanded introduction of this book (Methal), there is no mention of Ottomans
either. In general, advocates of the thesis have attributed the great successes of the Ottoman
history to an imagined and ambiguous Turkishness and all the failures including the decline
of the empire to those Ottomans defined by them as the anti-thesis of Turkishness (Behar,
1992, 106-7). The greatest sin of the Ottomans was that they had blocked the historical march
of Turks towards the West and destroyed the bridge between the Turks and “the civilization”
(in other words the West).?

Turkish History Thesis and the Official Music Policy

Throughout its historical development, traditional (or so-called classical) Turkish
music has been identified with the Ottoman culture. Therefore, it is not surprising that the
Ottoman musical legacy has become one of the main targets against which the cultural-
historical policy makers have directed their attacks. In early republican Turkey, the most
essential pillar of the official position towards music was to exclude and otherize the Ottoman

3 This claim, which was insistently emphasized by Mustafa Kemal Atatiirk in his speeches made against the
Ottoman legacy (for example see Sdylev ve Demecler 111, 65), would later form a basis for the historical narrative
of Bernard Lewis (1968) on the origins modern Turkey. For a helpful summary of this approach of Lewis see
Kasaba, 1997: 20-1.
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musical legacy. This official position had been inspired by the “national music” formula
expressed by Gokalp in his book Tiirkciiliigiin Esaslar: (The principles of Turkism). As
Tekelioglu (1996, 202) compactly put it, Gokalp’s formulation was defining the problem and
solution as follows: “The enemy is Eastern music, the source is folk music, the model is
Western music and its harmony and the purpose is to achieve national music.” In this
conjunction, republican elites claimed that the Ottoman music tradition in the cities and the
folk music in the Anatolian villages were completely dissimilar in terms of their historical
origin and the musicological and cultural features. On the other hand, they strived to discover
some common traits between the Western and the Turkish folk music at every opportunity. In
Gokalp’s formula, Ottoman music was not only “backwards”, “sick”, “somniferous” and
“cosmopolitan” but also a “foreign” music taken from Byzantines. Gokalp argued that
Ottoman music, which was “the remnant of the obsolete Byzantine culture”, had nothing to do
with Turkishness. The pure and genuine music of the Turks could only be found among the
Anatolian folk songs which had no connection with this “foreign” Ottoman music. Since the
genuine Turkish culture (hars) and the new civilization (medeniyet) of Turks were represented
respectively by the Anatolian folk songs and the Western music according to Goékalp’s model,
these two were supposed to be compatible.* The first thing to do for Turks to merge the music
of this new civilization and the Turkish folk music representing the genuine pure Turkish
culture into a modern-national synthesis was to get rid of the music of their old civilization. In
this sense, adopting the Western musical system was a part of a broader civilization change
project.

Inspired by the Turkish History Thesis, Ali Rif’at Cagatay (1934), one of the
prominent spokesmen of the so-called Turkish Music Revolution, has argued that it is not even
necessary to speak of a civilization change regarding the Westernization of Turkish music. For
Cagatay, the archaic Turkish music has provided a basis for the polyphonic Western music; in
just the same way as the archaic Turkishness defined by the Turkish History Thesis has
provided a basis for the world civilizations. According to this line of thought, the
westernization of Turkish music is in fact returning to the genuine source of Turkishness rather
than a civilization change. As a result of this logic, even some official practices, like the
banning of the Ottoman-Turkish music and the enforcing of the Western music in official
institutions, paradoxically have been legitimized through a nationalist discourse. Moreover,
they are the very musicians trained within the Ottoman musical tradition that have undertaken
this legitimizing mission in the most sophisticated manner.

One of the most striking examples of legitimizing the Westernization policies in music
through the Turkish History Thesis can be found in a newspaper article by Cagatay (1934)
published just after the banning of Ottoman-Turkish music in the Radio. Before dealing with
this more closely, we should first remember the political atmosphere of these days. As it is
well known, the unfavorable stance of the new regime towards the Ottoman-Turkish music
was not limited to the intellectual field. Policies to exclude the Ottoman music legacy were
also put into practice. For example, as early as 1926 Ottoman-Turkish music education had
been banned in official institutions. Turkish youth was learning and practicing only Western

4 For the famous Gokalpian formula of national music see Gokalp, 1923a, 342 and Gokalp 1923b, 130-1. For
detailed information and analysis on the origins, impacts and implementation of Gokalp’s formula see Ayas, 2014,
71-145 and Ayas, 2015a.
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music in schools. By the late 1934, Turkish music broadcast on the radio was also forbidden.
For about two years, radio listeners had to listen to mere Western music. In the official
commissions responsible for the Turkish Music Reform, some proposals were discussed for
banning the Ottoman-Turkish music not only in the official institutions but also in the public
realm as well, including the entertainment and record industry. Thankfully these proposals
were rejected after long discussions, but for a very long period of time, insulting attacks
towards the Ottoman music tradition and its members proceeded without an interruption
through the statements of the official spokesmen and a kind of witch-hunt undertaken by
newspapers.®

It was in this atmosphere that Ali Rif’at Cagatay attempted to legitimize all these
practices on the grounds of the Turkish History Thesis. Originally trained in the Ottoman-
Turkish musical tradition, Ali Rif’at Cagatay was a famous composer of this genre but also an
advocate of the Westernizing approaches in music. The Turkish national anthem composed by
him in makam Acemasiran had remained in use until 1930. However, the official circles who
found it inadequate on being Western decided to replace it with the composition of Zeki Ungor,
conductor of the Presidential Symphony Orchestra. What is more closely related to my article
is that Cagatay is also the writer of the chapters on music in Téirk Tarihinin Ana Hatlar: (The
Outlines of Turkish History), the main text of the Turkish History Thesis.® What is all Cagatay
does in this passages is to inform the reader about the general outlines of the musical traditions
of various archaic peoples and, since he thinks that Turkish History Thesis already “proved”
that almost all civilizations including Hittites and Sumerians were Turkic in origin, this
assumption automatically makes all these musical traditions early examples of the Turkish
music. For example, when Cagatay speaks of the music of the Hittites, he also speaks of the
music of “Hittite Turks”. So automatically all the musical traditions become part of the general
Turkish music tradition overnight. Not surprisingly, this is not applicable to the Ottoman
music. There is not any reference to Ottoman music in Tirk Tarihinin Ana Hatlari (The
Outlines of Turkish History). It is really hard to understand why a Turkish writer of an official
handbook on Turkish history has considered the Hittite, Sumerian and even Greek music to be
a part of the Turkish music tradition, but has been unable to find it necessary to mention the
contributions of Ottomans even in a sentence.’

In 1934, just a few days after the banning of Ottoman-Turkish music on radio, this
time Cagatay (1934, 6) made reference to the Turkish History Thesis with a more ideological
emphasis in order to legitimize the banning decision and the Turkish Music Reform in general.
Cagatay had discovered “twelve chromatic pitches in the double flutes played by the human
figures in the cartouches available at the Hittite museums”. This fact, according to him, proved
that “the octave which underlay the Western music had already existed in the music of Hittites

5 For detailed information on these practices and reactions against them see Ayas, 2014, Balkilig, 2009. For an
illuminative overview on the modernization efforts and music reforms in Turkey written in English see Komsuoglu
and Turan, 2005.

6 For the offprint of Cagatay’s manuscripts which had been used in a much more concise form in the music-related
passages of Tiirk Tarihinin Ana Hatlar: see Cagatay, 1933.

7 In the music-related passages of Tiirk Tarihinin Ana Hatlari, Cagatay (1930, 247) includes many poorly-grounded
“details” into his narrative such as the claim that Greeks borrowed not only their musical instruments but also their
whole music theory from “HittiteTurks”. However he doesn’t mention even once from the Ottoman music in the
chapters devoted to the Ottomans who are claimed to be only soldiers having made no contributions to cultural and
artistic fields.
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who had emigrated Anatolia from Central Asia”. This also meant that “the origins of the
contemporary European music could be found in Central Asia and Anatolia”. Since the “grass
root of the Western music was the archaic Turkic music”, it was fair enough to adopt it. The
reason why the Turks to this day had not realized the need to adopt the Western music was
that they were used to live in backward social conditions that “encaging the Turkish women”
and “forcing the musicians to play music on bended knees in presence of their oppressive
sultans”. When the Ottoman music which conformed to neither “the genuine Turkish history”
nor the requirements of the contemporary world, was replaced by the Western music, the
Turkish music would return to its source and keep up with the modern world at the same time.
In short, Cagatay makes effective use of the Turkish History Thesis to legitimize
Westernization of Turkish music in a nationalist discourse.

The Turkish History Thesis also left its mark on the first Turkish opera (Ozsoy) ever
performed in the republican Turkey. Not surprisingly, in practical terms, the most important
goal of the Turkish Music Reform was to establish a Turkish opera (Ustel, 1993, 43). The fact
that the subject of the first Turkish opera ever performed in the republican period being the
Turkish History Thesis itself is very important in terms of the main point of this article. It
really shows what a central place the Turkish History Thesis occupies in the music debates of
the early republican period.

The first national opera performed in Turkey, Ozsoy was composed by Ahmet Adnan
Saygun at the behest of Atatiirk. The libretto of the opera written by Minir Hayri Egeli and
inspired by the ideas of Atatirk, clearly reflects the Turkish History Thesis:

“History tells us: The river of “civilization”

found its very source in the brachycephalic race.

This race originated from Asia and spread all over the world.
This history was considered the beginning of the rise.

In Europe, Anatolia, Iran and the Middle West

Copper entered into the civilization with the great race.”
(Refig, 2012: 61)

The subject and content of this opera was directly dictated by Atatirk and written by
Miinir Hayri Egeli (Refig, 2012: 24). So it was a direct expression of the official view. The
relation between the Turkish History Thesis and the dominant music discourse and practice
went beyond the rhetorical level. The Turkish History Thesis also played a key role in the
classification and the evaluation of the musical genres and even in the shaping of the new
official music of the republic. For example, pentatonism thesis proposed by Ahmet Adnan
Saygun and Mahmut Ragip Gazimihal was to a large extend inspired by the Turkish History
Thesis. In his memoirs, Saygun (1982: 46-9) clearly states that just like the Ozsoy opera,
pentatonism thesis did too originate from the historical view of Atatiirk. According to Saygun,
Atatlirk has emancipated Turks from being obliged to adopt the narrative that equates the
Turkish history to the “Ottomans originating from four hundred tents”. Owing to the new
historical view of Atatiirk, the Turks have realized that “the contemporary inhabitants of
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Anatolia which has been the cradle of civilization throughout history are not only the inheritors
of the creators of these civilizations but also their descendants, sharing a common Turkic origin
with the Turkic tribes coming from Central Asia.”

The pentatonism thesis is a result of his attempts to adapt this historical view to music.
Saygun asserts that there exists “a common pentatonical structure in the folk musics of
Anatolian, Hungarian, Finnish and the Turkic people living beyond the Ural Mountains” and
attempts to find out the dispersal routes of this structure all over the world. As Aksoy (2015)
put it, “pentatonism was a racial element” according to Saygun (1936, 6) who argued that
“wherever one encounters pentatonic elements, the stamp of Turkishness in music, he should
conclude that the inhabitants of this place are Turkic in origin.”® In his memoirs Saygun states
that Atatlrk, briefed by him about the thesis during the course of four and a half hours, has
paid close attention to the pentatonism thesis and adopted it enthusiastically. Having seen the
genuine national character of the pentatonic music and its noncompliance with the Ottoman
music system, Saygun claims, Atatirk has concluded that Ottoman music is completely
foreign to Turkish nation and just after a week made his famous speech in the parliament that
has paved the way for the banning of the Ottoman-Turkish music.

As a matter of fact, the pentatonism thesis is a more sophisticated and technical
variation of the Gokalpian formula that emphasized the contrast between the Ottoman and folk
music. The aim of Gokalp was to show that, from the nationalist point of view, there was
nothing wrong in Westernization since the Ottoman civilization had been just as foreign as the
Western one. Pentatonism thesis not only created a contrast between the folk and Ottoman art
music but also attempted to invent a shared history between the Turkish folk music and
Western music. For example, Saygun (1936) claims that the genuine Turkish folk music which
has Central Asiatic origins is pentatonic in character and the pentatonical elements observed
in the world music have been spread all over the globe from Central Asia. In his book, there
are also maps showing the dispersal routes of the pentatonism, reminiscent of the migration
maps in the textbooks of Turkish History Thesis.

There is another key figure that encouraged the advocates of the pentatonism thesis by
claiming Central Asiatic origins for the Hungarian folk songs: Bela Bartok (Balkilig, 2009,
133). In just the same way as the European scholars embraced and acclaimed in the the history
congresses like Eugene Pittard whose ideas were compatible with the Turkish History Thesis,
the ideas of Bela Bartok were attached great importance by official circles probably since he
was seen as a prominent Western musician and scholar who testified the Central Asiatic origins
of the Western music. However, Bartok, though he himself was a Hungarian nationalist, was
too serious a musician to manipulate music for political ends and had nothing to do with the
Turkish History Thesis.

The argument that the pentatonic music as the genuine music of the Turks was spread
throughout the world including Anatolia from Central Asia has been advocated not only by
Saygun and Gazimihal but also other important figures such as Resit Tanrikut and Izzettin
Tugrul Nisbay (Balkilig, 2009, 135). We can also see the impacts of the thesis on Muzaffer

81t should be noted that, however, Saygun changed his mind afterwards. In 1986, he wrote that, since he was
influenced by the Turkish History Thesis, he had thought in 1930’s that the origin of pentatonism was Central Asia
due to his imperfect knowledge and lack of experience but now realized that he was mistaken. For his auto-critic
and revised analysis on pentatonism see Saygun, 1986, cited in Aksoy, 2015.
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Sarisozen, the architect of the folk music policies of the state, who asserts that “the Turkish
pentatonic folk music is the elementary form of the polyphonic Western music” and therefore
“Turks have an important share in the beginning of the polyphonic music of Europe” (cited in
Balkilig, 2009, 143). However, there is not a necessary relationship between the pentatonism
thesis and employing the Turkish History Thesis in music discourses. For example, Ali Rif’at
Cagatay has criticized the pentatonism thesis severely, despite the fact that he has embraced
the Turkish History Thesis. According to Cagatay, it is intolerable to consider a kind of music
such as pentatonism, which is in fact one of the musical features of “primitive and savage
tribes”, as the distinguishing feature of Turkish music.® Nonetheless, as we have seen above,
he too, though in a different way, claims Turkish music to be the origin of the Western music.
Another example of employing the Turkish History Thesis in music discourse without
referring to pentatonism is Mesut Cemil, son of the legendary tanbur player Tanburi Cemil
Bey and also the director of the official Istanbul Radio, who claims, in order to legitimize
Westernization, that “most of the instruments played by Western musicians in Europe and
United States are Central Asiatic in origin.”°

The main goal of the pentatonism thesis was to find out a common origin between the
Western and Turkish music. Until that time, in both foreign and Turkish music circles, it was
widely agreed that Ottoman-Turkish makam music and the polyphonic Western music were
two different music systems, one is modal and the other tonal, therefore contrasting each other
in technical and structural terms. Ottoman-Turkish music, perhaps the most refined and
sophisticated member of the Oriental makam music, has distinctive and rich micro-tonal
pitches that almost inevitably should be eliminated when being transformed into a polyphonic
structure. It is therefore very difficult to create a synthesis between these two music systems
without destroying the distinctive features of the makam music. The pentatonism thesis is a
response to this challenge. Since the problem rises from the Ottoman makam music, the
advocates of the thesis argued that the Ottoman makam music should be abandoned and
another native source that can be made adaptable to the Western music system should be
found. This source has been found among the pentatonic melodies in the Anatolian folk songs.

However, there are very few examples in these melodies that can be considered
pentatonic. The advocates of the thesis explained this problem again by putting it on Ottomans’
shoulders. According to this explanation, the genuine Turkish music was pentatonic but it had
transformed into its present state because of the disruptive effects of the Ottoman culture. It
was argued that the masters of Ottoman music had scorned the folk melodies, not finding them
worthy of analyzing in theoretical terms. Due to this scorn and neglect of the Ottomans, the
genuine Turkish folk music had disappeared from the cities and nearby villages (Gazimihal,
1936, 12 cited in Balkilig, 2009, 137). As a consequence, the folk music performed in most of
the cities and nearby villages was a deformed and degenerated form of the genuine folk music.
It was therefore necessary to go to the furthest villages in Anatolia to discover the so-called
“untainted” music of the Turks. For example, Gazimihal (1936, 37) argues that, it is not even
enough to go far from Istanbul to find this music. Because, “if we go for instance to Konya”,
he writes, “we see that the folk songs of the villages of Konya have already lost their

9 Ali Rifat Cagatay, Ik Miisveddeye Karsi Yapilan Tenkitlere Cevap, “Tiirk Tarihinin Ana Hatlar1” eserinin
miisveddeleri, seri I, no. 6/ A, Aksam Matbaasi, Istanbul, no date [193?], s. 4-7, cited in Aksoy, 2015.

10 See Mesut Cemil, 1936 and Mesut Cemil, “Folklorumuzun Hudutlar”, Radyo, II (17) cited in Balkilig, 2009,
135.
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untaintedness and pureness because of their long relationship with the classical alaturka and
Mevlevi music in the city”. It is just the same problem that the members of the official research
teams encountered when they first attempted to collect the so-called “pure” Anatolian Turkish
folk songs. The reports in the Halk Sarkilarimiz Defteri (Noteboook of Folk Songs) prepared
by the collector-researchers and published by Daruilelhan shows that the folk songs are very
similar to the makam music in cities in structural and technical terms. While citing the
observations recorded by Sabri Bey in the introduction of the second notebook, Gazimihal
notes that the Anatolian villagers has come to prefer to play and listen makam music
instruments such as violin (keman), lute (ud), zither (kanun) and tanbur, now more popular
than baglama in some places. According to him, some sophisticated forms of makam music
have recently become widespread in Anatolia. The reason of this, Gazimihal (1928 cited in
Ayas, 2014, 143) notes, is the effects of the Ottoman city culture which has penetrated into the
countryside via the dervish lodges (tekke), military organizations and the modern media such
as gramophone or radio.

Vahit Liitfi Salc1!, an expert on Alevi-Bektashi music, through a somewhat
conspiracist speculation and with a very little evidence, has come to the same conclusion. He
claims that there are two different branches in Turkish-Anatolian folk music: A secret-
esoterical folk music and a manifest folk music. The secret branch which belongs to the
Turkish Alevi tribes reflects the genuine culture of Turks and contains polyphonic elements.
They are such secret in nature that the folk songs collected by Bartok and even the Bektashi
hymns (nefes) collected by the conservatoire are very far from this genuine Turkish music.
That is why the Turkish folk music and the Ottoman makam music, misleadingly, appears to
have a lot of things in common. However, in the secret and genuine Turkish folk music, there
are in fact many elements that point out to polyphony. So this “secret branch” in folk music,
Salct (1940, 24-25; 39-49) claims, “exonerates Turkish music from the accusation of
monophony”. There is neither “feminine and somniferous elements” nor “something belongs
to the Arab nation or religion” in this branch. All of its products are expressions of “the lively
and pure Turkish spirit”. They are not only “completely Turkish” but also “in accordance with
the contemporary universal Western technique”.

In short, according to these improved and enriched variations of the Gokalpian
formula, the “untainted” and “pure” samples of the Turkish folk music are the raw materials
that are to be processed by the Western musical techniques. The only thing to do, then, is to
get rid of the Ottoman-Oriental elements in Turkish music. In other words, the Ottoman
makam music is the main enemy of the Turkish music reform and all the approaches
attempting to legitimize it including those based on the Turkish History Thesis. However, it is
interesting that some advocates of the Ottoman makam music have also made use of the same
thesis in order to legitimize their case against the attacks of the Turkish Music Reform. Now
it is time to see how.

The Impact of the Turkish History Thesis on the Oppositional Discourse

Above, we had seen how Ali Rif’at Cagatay applied the Turkish History Thesis to the
music debates in order to legitimize the Westernizing policies of the Kemalist government and
the exclusion of the Ottoman makam music as well. On the contrary, a group of musicians

11 For comprehensive information on Vahit Liitfi Salc1 and a selection from his writings see Arslan, 2015.
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representing the Ottoman-Turkish makam music have made use of the Turkish History Thesis
in order to expand the legitimacy of it. Sadettin Arel and his follower Laika Karabey (1963,
8-9; 10-7), one of the most striking representatives of this approach, have not only attributed
the origin of the Ottoman-Turkish makam music to Central Asia and even the Sumerians and
the proto-Turks allegedly lived in Hatay thousands of years ago, but also discovered in Turkish
music some elements supposedly more suitable for polyphonic music than the elements in
Western music itself.!2 These representatives of the Ottoman-Turkish makam music who
themselves were the targets of the official attacks based on Gokalp and the Turkish History
Thesis created an alternative and revised version of these two approaches in order to defend
the music they represented. As Bulent Aksoy (2008, 150) wrote, “Arel applied the cultural
ethnicism to Turkish music and responded Gokalp with Gokalp”.

It is true that, in general terms, Arel has remained loyal to the Gokalpian framework
although he has criticized his dismissive arguments against the Ottoman makam music. He is
the first musicologist who has used the term “Turkish music” with an ideological emphasis. In
his revised version, not only the Turkish folk music, as in Gokalpian formula, but also the
makam music has come from Central Asia. Therefore, the Ottoman-Turkish makam music is
ethnically as pure as Turkish folk music. In other words, there is again a “pure”, ethnically
defined Turkish music but this time including the Ottoman makam music. Moreover, since
this music has influenced the Oriental nations without being influenced by them, it cannot be
classified as a branch of Oriental music anymore. Because the so-called Oriental music is itself
a result of the Turkish influence on the region.

Arel (1949a, 3) argues that all of the key elements of the Western musical technique
potentially exist in Ottoman-Turkish makam music whose material is even richer than Western
music itself. “The Turkish music,” in his words, “contains ten times as many technical
possibilities as the Western music does.” The only thing to do is to find out these riches and
process them through the Western musical techniques. The formula is simple enough:
“Western science in the service of Turkish Art”. This formula, which looks very familiar, is
almost identical with the Gokalpian formula with the only difference that in Arel’s formula
the Ottoman makam music replaces the Turkish folk music in the original one. Arel explains
this (seemingly slight but, fundamentally very great) difference on the basis of the general
assumptions of the Turkish History Thesis. Regarding his sympathy towards the Ottoman
music and his critical views against the official music policies, Arel’s approach can be
classified among the oppositional discourses. However, this oppositional discourse
paradoxically has internalized almost all the general assumptions of the official discourse
including the Gokalpian approach. Now let’s examine it more closely.

In fact, Arel, even though without referring to the word Orient, acknowledges the fact
that there has been a common music culture among the Oriental nations throughout history.

12 As a matter of fact, in a different context | had discussed Arel’s views in a more detailed way elsewhere (Ayas,
2014, 221-33 and Ayas, 2015, 329-44). However, in this article | had to repeat some of my findings since | thought
it necessary to draw attention to the power of the ideology underlying the Turkish History Thesis by showing its
influence on the oppositional discourses. It should be noted that Arel is not a marginal figure in the Turkish makam
music circles. He is the creator of the contemporary Turkish makam music notation, director of the municipal
conservatory of Turkish music, composer and teacher of many official and non-official prominent figures
performing or representing makam music. So | think that he provides a typical example, particularly in the field of
the history of Turkish music, although he has some marginal ideas not approved by the alaturka camp.
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After all, this fact has already been acknowledged by the opposing alaturka and the alafranga
camps both having associated the Turkish makam music with Oriental music though for
different reasons. However, Arel draws a very different conclusion from this consensus. All
the music traditions in the former Ottoman territories, Arel argues, have come into being as a
result of the spreading of the Central Asiatic Turkic music in the region. In his words: “It is
the Turkish conquests that have united three nations like Arabs, Persians and Byzantines, who
have little in common in terms of geography, language, culture, nationality and race, in a single
music journey” (Arel, 1990, 34-5).

In his masterpiece, Turk Musikisi Kimindir? (To Whom Does the Turkish Music
Belong?) Arel (1990) has mobilized all the available materials in support of this “Turkish
conquest thesis” without closely examining their coherence. For example, in the first chapter
of his book, he attempts to show that the Persians have taken their music from Turks. Though
this argument has not been supported by any strong evidence, he fails to follow up on further
guestioning and in the second chapter, on the basis of the Orientalist literature claiming that
the Arabic music has been taken from Persians, Arel concludes that, since there is not such a
thing as Persian music, Turkish music is also the source of the Arabic music. It is a similar
reasoning that he employs when attempting to show that the Byzantine and even Greek music
is also Turkic in origin.

Arel’s strategy in this book consists of two stages. In the first stage, he begins with
the claim that all the Oriental nations from Middle East to Africa have had no music of their
own and in the second stage he explains the wide currency of the common makam music
tradition in this vast geography by attributing them to the Turkish migrations and conquests.
Accordingly, while he rages against the Western orientalists who argue that “Turks have no
music of their own”, he praises the argument of the same people when they claim that there is
no such thing as Arabic music. Moreover, he uses these Orientalist arguments denying the
existence of Oriental music traditions in one way or another, in order to prove the Turkic
origins of Arabic music. After all these discussions, Arel concludes that “Turks, Arabs,
Persians, Armenians and Jews have a common musical tradition... first owners of which are
Turks who have distributed it to the inhabitants of the countries which they pass over.” Then,
it means that there is not such a thing as Oriental music. According to this way of thinking,
the music supposed to be Oriental, is in fact the very Turkish music that has influenced most
of the music traditions in the world. (Arel, 1990, 98-100).

It is interesting to note that, according to Arel, Turks have succeeded to influence all
these music traditions without being influenced by any of them. This is just the very miracle
that is attempted to be proven by the Turkish History Thesis. “The fact that Turks have not
taken their music from any nation but brought together from Central Asia”, writes Arel (1990,
235), “glitters like a sun over all the claims, deductions, discussions and comparisons.” A
slightly revised version of Gokalpian explanation isn’t enough for Arel to prove this
miraculous fact. He needs another instrument of legitimization, finding it in the Turkish
History Thesis. Arel (1990, 234) writes: “For example, what would you say if | proved that
the ancient Greeks didn’t give us their music but rather did take it directly from us?... Let me
explain. We can trace back the origins of the civilizations of the Egyptians, Babylonians,
Assyrians, Hebrews and Phoenicians to the Sumerian civilization, the origin of the Western
civilization, from which the ancient Greeks have taken a good number of their cultural
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elements and institutions.” On the ground that Sumerians are proto-Turks according to the
Turkish History Thesis, Arel takes it for granted that this is enough to prove the Turkic origins
of many musical traditions all over the world. He has written about this subject, which first
appeared in a lecture given by him in 1941, in four successive articles published in the famous
Musiki Mecmuas: (Music Journal) in 1949. According to Arel (1949b, 4), there is no doubt
that Sumerians are Turks migrated from Central Asia. Sumerian civilization, the origin of all
the great civilizations in the world, has naturally influenced the Western civilization. Not only
the Turkish music itself but also the Western musical forms and techniques as the notation and
the opera, Arel claims, have come from Sumerians®. Although he acknowledges the fact that
we have unreliable and insufficient information about the long centuries between us and the
Sumerians, according to him, it will not be difficult to find out these evidences once our
scientists proceed to excavate in Central Asia and the former Sumerian geography, finding
new sources and evidences about the history of Turkish music (Arel, 1948b, 4).

As it can be remembered, the Turkish History Thesis has not only emphasized the
Central Asiatic origins of the civilizations but also the Turkishness of the archaic Anatolian
peoples. Accordingly, Arel (1948c, 3-4) has adopted the eccentric discourse of some official
historians considering Hatay as a “millennial Turkish land”, claiming that the Western notation
and the collective performance as an elementary form of Western choruses are both rooted in
the musical practices of the “Hatay Turks” (Karabey, 1963, 8-9; 17-8).

According to Arel and some of his followers, Turkish music was not only the
primordial source of the Western music but also could provide a fresh solution to its current
problems. As it is well known, during early twentieth century, many composers, critics and
intellectuals have pointed out the constraints and deadlocks of tonal music. They even
discussed the possibility of exploiting the micro-tonal elements in order to bring a fresh blood
to the Western music which was in a very serious crisis. Some of the Turkish intellectuals were
following these discussions with great interest and very happy that the Ottoman makam music,
which is humiliated in Turkey in those days, now could play a universal role as a potential
rescuer of Western music. Fatih-Harbiye, the famous novel of Peyami Safa, which refers to
these discussions on music in the dialogues of his heroes, presents a good example of this
atmosphere. For example, one of the characters, in order to criticize the dismissive attitude of
the official circles towards the Ottoman-Turkish makam music, quotes from a Western man
of music (Eugene Borel) writing on the crisis of music in Europe. He writes that “The Western
art music should take inspirations from Oriental art music traditions, most convenient of which
is Turkish music in terms of proximity and perfectness” (Safa, 2000, 120). Hence, the theme
of “Turkish music as a rescuer of Western music” developed later by Arel and followers is in
fact not that much novel.

To see how this theme has been used for legitimizing purposes by the “alaturka” camp,
we should turn our eyes to Osman Sevket Uludag, who is both a follower of Arel and one of
the leading spokesmen of the “alaturka” camp. In 1940, during the famous debates in the
Turkish parliament regarding the music policies of the state, Uludag defends the Ottoman
makam music by giving its enemies a dose of their own medicine, reversing the Gokalpian
formula. According to Uludag, “European music has been trying to free itself from the cage

13 For the claim that the Western notation was rooted in Sumerians see Arel, 1949d, 3. For the claim that the opera
is rooted in Sumerians see Arel, 1949c, 5.
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of the major and minor tones.” This provides a very good opportunity for Turkish music to
play a universal role. The Western music is in need of micro-tonal materials to overcome its
crisis, while the Turkish music needs the Western musical techniques to modernize itself.
Merging of the micro-tonal materials of the Ottoman-Turkish makam music and the modern
Western musical techniques might be a good solution to the problems of both music
traditions.™

It is noteworthy that in both the Gokalpian formula and this revised version of it,
though the latter is more challenging and inclusive in a sense, the Turkish music is somewhat
a raw material to be processed by the Western musical techniques. According to Gokalpian
formula this raw material should include only folk songs. However, Arel argues that a musical
modernization that confines itself to the folk songs is bound to fail since the makam music as
a raw material contains elements much more convenient for this purpose in terms of richness
and complexity. In his words: “The efforts of building a new music from the folk songs, while
ignoring the rich material of makam music, resembles building a new modern architecture
from the adobe huts, while scorning the architectural style of Stleymaniye Mosque for being
a copy of Byzantine style” (1964, 20).

In short, Arel and his followers, through the instrumentality of the Turkish History
Thesis, portrayed the Ottoman-Turkish makam music as a pure Turkish music which was
rooted in Central Asia and not influenced by any musical traditions of the Orient. Thus they
replaced the folk music in the Gokalp’s formula by its Ottoman counterpart. However, just as
in the way that Gokalp did in the case of folk music, they saw the Ottoman musical legacy as
a raw material only to gain its real value when processed by the Western musical technique.
So the same group of people, who were the target of the official attack based on the Gékalpian
thoughts, formed an alternative and revised version of this Gokalpism in order to defend
themselves.

CONCLUSION

Now it is time to draw some conclusions from these discussions. First of all, it should
be emphasized once again that the Turkish History Thesis has been employed as an ideological
instrument rather than a scientific explanation in the music debates of the early republican
period. For example, as Bilent Aksoy has noted (2015), the paradigm of the folk music studies
in Turkey including the pentatonism debate has derived from the political and ideological
views of the thinkers outside the field of music rather than being a result of “the curiosity and
initiative of the music circles”. In this respect, “the motivations underlying the folk music
studies in the early republican period and the studies of Bartok in Hungary are different from
each other.” The main aim of the former is to provide cultural legitimacy for the musical
practices, making them compatible with the political requirements of the new regime. This
legitimizing role is twofold. A revised and more challenging version of the Gokalpian formula,
the Turkish History Thesis, has both legitimized the Turkist policies and Westernization at the
same time by claiming that all the great civilizations including the Western one is rooted in
archaic Turkishness. More precisely, it has provided a Turkist legitimacy for Westernization.
Hence, pentatonism thesis is a translation of the Turkish History Thesis and Kemalist ideology
into a musical context.

14 TBMM Zabut Ceridesi, Devre IV, c. 11, Ictima 1, 13 May 1940, p. 97.
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Secondly, it is important to note that the ideological background underlying the
Turkish History Thesis and its various extensions in the music debates have dominated not
only the official view but also the oppositional discourses, despite its weak scientific basis.
This fact points to the extent of ideological hegemony exercised by the dominant cultural
discourse on the oppositional one. For example, Arel’s arguments on the origins and influence
of Turkish makam music influenced by the official historical view have been widely welcomed
among the Ottoman-Turkish makam music circles. The followers of Arel, including important
figures such as Laika Karabey and Yilmaz Oztuna have adopted his historical narrative on
Turkish music.'® It is interesting to note that even a resolute defender and spokesman of the
alaturka camp such as Rauf Yekta, who has played a very important role in transmitting the
Ottoman-Islamic culture to the republican generations, has had to refer to the Shamanic origins
of the Mevlevi rites though he himself was a high-ranking Mevlevi (Rauf Yekta, 1934 cited in
Salci, 1941, 8-11). However, it is not that much surprising when we take account of the
political atmosphere of the 1930s. What is surprising is that, today, standard textbooks on the
history or theory of the Turkish makam music still refer to Arel’s general narrative when they
argue for the Turkishness of the Ottoman makam music.® So it can be said that the core of the
dominant ideology in the official music discourse of the early republican period is still very
influential although its practical aspects, particularly the strict measures against the makam
music, are being widely criticized and rejected by nearly all parties involved in music debates.
Another important fact that points to the extent of this ideological hegemony is that it has
succeeded to unite very different and conflicting approaches in a general ideological
framework. Ali Rif’at Cagatay is a harsh critic of pentatonism and a supporter of the
Westernization policies. Gazimihal and Saygun are the advocates of pentatonism and use it to
dismiss the Ottoman makam music and Arel is one of the prominent spokesmen and defenders
of it. However, they all share the same ideological background reflected in the main points of
the Turkish History Thesis.

Thirdly, the music debates related with Turkish History Thesis are significant in terms
of the relationship between invented and living traditions. Inventing traditions, as Hobsbawm
(1983) put it, is an inseparable part of nearly all nation-building processes. However, it should
be remembered that each invented tradition is somehow rooted in a tangible cultural element
already existed in the history of that society. Some of these elements keep on living and it is
these very elements that shape the living traditions. However, as Eliassen (2014, 774) put it,
“invented traditions,” more often than not, “oppose and distort customary behaviors that are
living traditions.” The success of the nation-building or tradition-inventing process depends
largely to the distance between the invented and living traditions. In the case of pentatonism,
field studies have shown that pentatonic elements in Turkish folk music consist of a relatively
very small part of its corpus in terms of living tradition and historical precedents as well. As a
result of this wide gap between the invented and the living traditions, pentatonism thesis has
failed to establish pentatonic elements in music as the key feature of national Turkish music
culture as expected by Saygun, Gazimihal etc. As a result, after the strict ideological
atmosphere of the 1930s has come to an end, it has been put on the shelf. Hence, it is not

15 Even his most ardent critics such as Cinugen Tanrikorur have referred to these arguments when arguing against
the Westernist discourse claiming the Ottoman music to be non-Turkic in origin.

16 For one of the most widely circulated examples of this approach in educational music institutions see Ozkan,
2003, 26-30
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surprising that the pentatonism debate has almost been forgotten for a long time though the
soft ideology underlying it is still in effect in one way or another. But this can be a subject of
another article.

I wish the music studies influenced by the Turkish History Thesis could serve to draw
attention to the cultural diversity and richness of the Turkish musical culture rather than
attempting to find a monolithic source for national identity defined in strict ideological terms.
Finally, what is left from these debates is not only a striking example of an ideological
instrumentalization of the musical field but also a motivation to reconsider the place of Turkish
music in universal music traditions. Even if the early republican attempts failed in terms of the
latter, they can still inspire us to find a much more nuanced way to achieve this task today.
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ULUS DEVLETIN KULTUREL ACMAZI:
TURKIYE’DE ERKEN CUMHURIYET DONEMINDE ULUSAL
MUZIK SORUNSALI

OZET

1930’larin  ilk yanisindan itibaren Tiirkiye’de de Cumhuriyet’in kiiltiirel
planlamaciligi ve ulusal kiiltiir yaratma hedefleri arasinda miizik politikalar1 dikkat ¢ekici
bir sekilde doniistii. Yeni rejimin gelenekle olan mesafeli iliskisi ve Tanzimat’tan gelen
siirecin de etkisiyle miizik Batili ancak ulusal karakterde sekillendirilmeye calisildi. Bu
donem aydinlar1 arasinda, devletin resmi politikalarinda, radyo yayinciliginda ve egitimde
miizik konusunda canli bir tartisma ortami olustu. Aslinda bu ortam 19. yiizyilin ikinci
yarisindan itibaren daha belirgin hale gelen kiiltiirel doniisiimler iizerinden bir hesaplagsmay1
beraberinde getirmekteydi. Bizzat Mustafa Kemal’in tavrinda yansiyan yeni ve ulusal
karakterde bir miizik arayisi yeni toplumun insa siirecinde miizigi kiiltiir alanindaki en
simgesel unsur haline getirdi. Donemin metinlerinde *“mizik devrimi” ifadesiyle karsilik
bulan resmi politikalar miizik yasami iizerinde kokli etkiler birakti. Bu makalede erken
Cumbhuriyet’in ulusal miizik insa siireci, bunun araclar1 ve toplumsal yansimalari ele
almacaktir. S6z konusu siire¢ 20. yiizyilda milliyetciligin kiiltiirel kurumlar tizerindeki
doniistiiriicti etkisini dikkate alarak degerlendirilecektir.

Anahtar Kelimeler: Milliyet¢ilik, Kiiltiir, Miizik Politikalari, Erken Cumhuriyet, Tiirkiye

INTRODUCTION

“Nationalism closes the gap between music and culture more than any other form
of identity. In so doing, it heightens the disjuncture created by conflicting musical processes
for constructing the nation™?

Nationalism was the most successful political force of the 19" century. It emerged
from two main sources: The Romantic exaltation of "feeling™ and "identity" and the liberal
requirement that a legitimate state is based on a "people" rather than, for example, a dynasty,
God or imperial domination. The German Confederation was a loose association of 39
German states in Central Europe, which was created by the Congress of Vienna in 1815, to
replace the Holy Roman Empire and to coordinate mainly the economies. Later in the 19"
and 20" centuries, the Austro-Hungarian, the Ottoman and the Russian Empires succeeded
by the former Soviet Union, dissolved into nation-states (Rice, 2005, pp. 117-122).

It stands to reason to interpret the 20" century with its dissolution of empires and
the foundation of nations based on the paradigm of a nation-state. While building borders,
institutions and public relations, nation-states aimed at fictionalizing their cultural structures
due to their revisionist or “nationalistic” characters. The regimes evolving from the Balkans,

3 Bohlman outlines the comprehensive model of the relationship between music and nationalism
relation that fits the Turkish case well. Giray, C. (2015). “A Change of Perception: The
Rapprochement of the State with the Colours of Anatolia Through Traditional Musics”, In Which
Direction is Music Heading? Cultural and Cognitive Studies in Turkey Edited by Firat Kutluk and
Ugur Turkmen, Cambridge Scholars Press, p. 110.
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Eastern Europe and also in the Near East tried to establish their neo-patrimonial national
characteristics on Habsburg, Ottoman and Russian imperial legacies which also implied a
multinational heterogeneous cultural pragmatism. While building up a national culture,
music was a major phenomenon with direct impact on the nation-state. Therefore, music
became an instrumental art including both the socio-cultural and ideological presentation of
the nation-state (Barkey and Hagen, 1997).

Early Republic, Kemalist Nationalism and Music Life in Turkey

The Republic of Turkey was officially proclaimed on the 29 of October 1923
in Ankara. From the early 1930s onwards, the new republican regime under Mustafa Kemal
Atatlirk made a huge effort to reorganize culture politics and to adapt it to the needs of the
young nation. The new republican regime kept distance from the Ottoman tradition and tried
to establish a national music. Pursuing the legacy of the prior Tanzimat period (1876), the
aim was to create and support a music which has indeed a nationalist character but is based
on major western influences. Also, during this period a major debate started within the
intelligentsia about the state’s policy on radio transmissions. In fact, this debate mirrored
the bitter discussion upon the cultural evolution which had started during the mid-19th
century (Berkes, 1964, pp. 144-155).

Atatlrk’s direct intervention in the process of creating a national music shows that
this art was regarded as a major corner stone of success during the process of building the
new national character. The “Music revolution” as it was called in the publications of the
period, deeply affected both public life and musical culture of the new nation.

During the 1930s worldwide economic crisis, Turkey pursued a liberal economic
policy. Considering the political atmosphere of the period, this was not surprising. The
opposition had been restricted, and educating the masses according to the principles of
Kemalist revolution, had priority for the government (Tuncay, 1981, pp. 282-293). The
single party system facilitated the process of forming the new Turkish citizen. The control
over the musical life was also included in this new political system (Ahmad, 1993, pp. 63-
64).

During the same time, the arts have also been controlled and regulated by the
authorities in certain European countries. Germany, between the two World Wars, could be
the most evident example for this kind of policy. The measures of Hermann Goéring and
Joseph Goebbels, filled in the people about the music regime and was regarded to be
convenient and quite successful. The ‘Reichsmusikkammer’ was founded in 1933 and
promoted "good German music”. This means music composed by Aryans was seen as
consistent with Nazi ideals, while ‘degenerate music’, which included atonal music, jazz
and music by Jewish composers was surpressed. The institute extolled and promoted ‘good
German music’, specifically those of Beethoven, Wagner, Bach, Mozart, Haydn, Brahms
and Bruckner to legitimize the claimed world supremacy of Germany in terms of culture.
‘Deutsche Musikkultur’ was founded in 1936 by Peter Raabe, Fritz Stein and Christhard
Mahrenholz, to head the music policy of the Third Reich. Composers like Paul Hindemith,
Anton Schonberg and conductors like Otto Klemperer and Bruno Walter were some of the
numerous victims of discrimination (Kutluk, 1997, pp. 19-21). Italy pursued a similar policy
with the Syndicate of Fascist Musicians. Composers like Goffredo Petrassi advocated a
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musical style which formed a strong ideological relationship with the regime (Kutluk, 1997,
p. 28).

Although the political ideology in Russia differed from Germany and ltaly, the
communist regime pursued the same strategies to control the arts. Both the Association of
Contemporary Music (ASM) and the Russian Association of Proletarian Musicians
(RAPM) were founded in 1923 in Moscow to create and promote a proletarian music
culture. The associations were unified in 1932 with the Russian composers association.
Those impacts on the musical life and the arts have also been successfully completed.
Composers like Dmitri Shostakovich, Sergei Prokofiev and Aram Khachaturian faced the
criticism of the regime for not supporting enough of the ideology.* As Howard S. Becker
points out, political hymns and revolution songs have been essential for the development of
the movement. Patriotic songs and movies strengthened the class consciousness. Music and
art approved by the regime were used to inculcate the people (Becker, 2013, p. 211). In the
Republic of Turkey, the introduction of Western classical music grew from a reform that
comprised the very understanding of officially promoted culture, “resulting in conversion
almost on a civilizational level” (Pohlit, 2010, p. 5).

During the 1930’s, music became the most important propaganda material besides
tournaments, cinema and propaganda posters. This development had already started during
the First World War. One of the most serious problems with the Ministry of Foreign Affairs
of the Ottoman Empire was to show the Allies during the First World War that they are a
civilized nation. The public opinion in the West towards the Ottoman Empire was generally
negative. To improve the image, an advertising campaign was started. Part of this campaign
was to organize concerts and exhibitions abroad. The Mabeyn-i Himayun (the orchestra of
the Imperial Palace) under the direction of Zeki Bey, went with 80 musicians on a concert
tour to Vienna, Dresden. Munich, Budapest and Sofia to perform works by Beethoven,
Wagner, Schubert and Haydn. The ministry also organized exhibitions was headed by Celal
Esad in Vienna and Berlin. The founders of the Turkish Republic pursued later the same
image policy (Arseven, 1993, pp. 20-21).

The Turkish Republic had aligned itself with the West. But the beginning of the
Westernization can already be tracked back to the Tanzimat era (Hanioglu, 2008, pp. 94-
96). The debate about ‘alaturka’ and ‘alafranga’ in music — the latter means ‘civilized’
Western music- was not a new topic in the young Turkish Republic which preferred the
Western music (Hanioglu, 2005, pp. 60-62). To finish the age-long debate, Muzaffer Resid
wrote 1933 in the Varlik that *alafranga’ would clearly be the winner in this debate. The
term *alaturka’ would get automatically associated with the music of the mosques, Dervish
lodges, Byzantine churches and other deeply symbolic sources of Ottoman arts
(Haciibrahimoglu, 2012, p. 267). So it would be impossible to consider ‘alaturka’ which
reflects the multiculturalism and multireligiousness of the Ottoman Empire as a national
music for the new Turkish civilization. He reasons that this music would be kept far from
the people and could not cause any nationalist feelings in them (Giiray, 2015, p. 4).

4 Sostakovi¢ D. (2010), Bir Sovyet Sanatgis1 Olarak Tarihe Tanikligim, gev. Volkan Terzioglu,
Istanbul: Yazilama Yayinlari, also see Surovtsev Y. & Karagonov A. & Anastasyev A. (1978).
Sosyalizm ve Kiltiir Sovyet Sanat Tarihi Enstitiisii, istanbul: Konuk Yayinlari.
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The reform of Turkish music during the republic’s early years and into the 1940s is
a very interesting case. Reforms in music can be first detected in the idea of the ‘imposed
synthesis’, developed by the young republic’s leading ideologue Ziya Gokalp. In his well-
known book ‘Principles of Turkism’ (1923), Gokalp provided the ideological foundations
for the new republic, and to a certain extent was a manual for implementing “the fusion’ of
Turkish ideas ‘with those of the West’. He spoke of how Turkish music could become
national and outlined a program for its future development. Gokalp divided existing music
in the main Turkish lands into three classes: Eastern, Western and folk. ‘Eastern’ is the
music of the elite during the pre-Republican era, although the peak of Ottoman cultural
achievement in terms of music, was essentially Byzantine. The only “healthy’ music can be
found in the folk music of Anatolia. ‘Alaturka’ could not be transformed into *Alafranga’
music because their essentials and souls would be completely different (Gokalp, 1339, p.
131). Simply to adopt Western music, according to Gokalp, is not a sufficient solution as it
would not be possible to call it “‘our music’. He writes: ‘In order to create our own
international music, we should work on our own melodies...and then polyphonize them
according to the rules of Western harmonic music.” So it would not be a contradiction to be
both Western-orientated and nationalist (Gokalp, 1959, p. 268). Cem Behar points out that
this approach was already made before Gokalp and refers to Necip Asim’s publication in
the “Tiirk Yurdu’. In his essay ‘Our language’ (Dilimiz), Asim suggests to collect the folk
music of Anatolia and to make national operas out of it. He seconds the way Hungaria was
establishing a national music style and advices to bring experts from Hungary to Turkey to
receive necessary tools for creating a national music (Behar, 1987, p. 94-95). The idea of
Anatolian folk music polyphonized with Western harmonies was supported broadly by the
intellectual elite of the young Turkish Republic. The 1926 program of the ‘Tiirk Ocaklar1’
(Turkish Hearths) organization seizes the ideas of both Gokalp and Asim (Ustel, 1997, pp.
223-225). From Atatiirk’s direct environment, Falih Rifki Atay also divides Turkish music
into the three classes, Western music, early music and folk music. He claims that ‘our music
should be the Western music merged with the folk music’. Kemalists could never be able
to name the Ottoman or early music a “nationalist music’ (Atay, 1938, p. 4).

Sadri Ertem, takes the composer Dede Efendi as an example to flesh out this thesis.
Born in 1778, Dede Efendi was one of the musical geniuses of the Ottoman Empire and
belonged to the Mevlevi order. Ertem compares the composer and his work with hut and
garment of the Mevlevi dervishes. As the clothes of the dervishes would be inappropriate
for going out, the old Ottoman music could not reflect the republican soul, he claims. For
Halil Bedii, the case is very simple: Folk melodies should be enriched with Western
harmonies. The Western composition technics according to him are the tools to educate the
new nations soul (Ertem, 1941, p. 7). Halil Bedii is not free of orientalist ideas. Without
giving names, he writes about an Ud player who tried to bring a musical reform on the way
(Bedii, 1340, pp. 129-132). But Bedii blames the Ud player for his efforts. Such behavior
makes it easy to understand why virtuosi of the Ottoman music like Serif Muhiddin Targan
emmigrated to the United States (Isiktas, 2013, pp. 49-50).

During the 1930’s “Alaturka” was constantly downgraded. The most striking
example, is the ban placed on Alaturka music from the radio in November 1934. “The model
for Turkey should not be Radio Cairo, it should be a Western Radio”, said the supporters of
the ban (Ustel, 1993, p. 40). According to them, Turkish music would not help to learn
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Western music. Chamber music and choirs performing polyphonic music should take over
the place of Alaturka and Fasil (Mahmut Ragip, 1935, p. 342). Radio was considered to be
the most powerful tool to educate the ears and taste of the young generation. In the course
of time, the sound of Ud, Ney and Kemence would be replaced in the ears of the nation with
the music of Bach, Mozart and Beethoven (Yolcu, 2014, p. 204). So the polyphonic music
would be the music of the Turkish nation in the end.

This ban placed on Turkish music has an exciting history of its own. Mustafa Kemal
made his second public assessment of Turkish music in his opening speech at the 1934
session of parliament. He asked for a rapid program: “What is required is the collection of
national expression that conveys fine thoughts and feelings, and without delay, putting it
into music along the lines of the most modern rules. Only in this way can Turkish national
music rise to take its place among the music of the world.” The impact of Ziya Gokalp is
evident here. The connection made between the so called “Kemalist Renaissance” in Asia
and the music in the early years of Turkish Republic deserves closer attention (Ataturk,
1989, p. 396; Atatiirk, 1987, pp. 212-213). According to Selim Sirr1 Tarcan, a nation would
always own its own music and to superimpose the music of other cultures would cause a
loss of identity. A possible solution would be to compare Western music with Turkish
music, look what is missing there and make the necessary adaptions (Tarcan, 1935, p. 204).

This strategy was also assumed to help create a national Turkish opera. Adnan
Saygun’s 1934 composed opera Ozsoy is the earliest example for this kind of adaption. The
basic condition shows how authentic Turkish folk melodies can be woven together with the
Western music system and becomes evident in the score. Or as Muzaffer Resid says: “The
harmony of the national soul was created by the young generation with Western technics
within the first ten years of the republic and this is the way the basics of modern Turkish art
were created.” (Yolcu, 2014, p. 205).

Mahmut Ragip Gazimihal, the musicologist and folklorist is not as dogmatic as Ziya
Gokalp and his supporters (Mahmut Ragip, 1340, p. 154). He seconds indeed to complete
the pureness of folk music with Western harmony. But the way to do it should be more
flexible and not only be limited to Western music (Ayas, 2014, pp. 104-105). In his article,
published in Milli Mecmua, he emphasizes that the Western harmonization of the folk songs
(Tdrkd) should be an option. Inspiration for composers could come from other cultures and
sources too. To impose restriction by only using Western techniques, creativity and flow in
the arts would be blocked. Besides, he points out that incesaz, the music of the urban
Ottoman upper class, could also be national music. “Alaturka” might have its roots in
Byzantine culture and in Iran, but this music always had its audience. So a possible solution
for creating a national music would not only be limited to research about the music of the
village and its adaption. The music of the urban elite could be adapted too. Gazimihal might
not agree completely with Ziya Gokalp but he also sees the pureness of the folk music and
its pentatonic system and certain national character. Cemal Resit Rey experimented in 1926
and 1927 with the harmonization of Turkish folk music, he praised it to the skies and treaded
in Beld Bartoks footsteps (Behar, 1987, pp. 98-103; Ayas, 2015, p. 161). In his latter
published book, he claims the harmonization of the folk repertoire to be the best solution
for a national music (Gazimihal, 2006).
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Folk Music and Turkish National Identity

The connection between folk music and national music is the sense of creating a
nationalist character, which deserves a closer look. Herder, argued in the 19" century that
national identity and spirit was most authentically expressed in rural speech, folk tales, and
folk songs.®> Supporting the search for a nation's patrimony, "musical folklorists" began to
collect "folk songs" from villagers in the countryside. Transcriptions of these songs in
musical notation were compiled in books that took their place alongside the ostensibly great
works of literature and art music in the national libraries. Classically trained composers,
often, collectors themselves, used the peasants' melodies to write "national music", typically
orchestral tone poems, rhapsodies and operas expressed the national spirit for an urban
bourgeois audience. This political impetus generated enormously valuable researches under
the premise of urbanization, education and industrialization.®

So, “Invention of the tradition” could be selected as the keyword for describing the
development of national music.” All national culture is rooted in the folk culture. So
researches about folk culture has priority. The reanimation of the ethnic roots and the village
culture was a characteristic for the first years of the young Turkish Republic (Balkilig, 2009,
p. 10). Gellner, however points out that nationalism tends to develop a feeling of supremacy
whose base would not be the real folk culture. Nationalists would rather put an invented
folk culture over the real traditions (Balkilig, 2009, p. 22). The cultural space of folk music
responds to two broadly conceived sets of metaphors, temporal and spatial, respectively. By
their very nature, the temporal and spatial metaphors of folk music’s cultural space are
mutually dependent. Folk music’s temporal spaces are made possible because of its
numerous narrative qualities, in other words, the capacity of folk music to tell stories. These
stories may be tales about individual or communities, and they may generalize the moments
that together form the narrative of human life. They employ fantasy to make characters and
events larger than life, or they may take specific historical occurrences as points of
departure. There are repertories of folk songs that function in tandem with rites of passage,
and there are others that, removed generations from historical events, create a narrative
qualities are, they transform folk song and dance into stages on which the complex events
that define a community, region or nation are performed (Bohlman, 2002, p. 71).

Studies about folklore and ethnography supported the development of a new
Turkish identity. So the Tirk Dil Kurumu (Turkish Language Council) and the Tirk Tarih
Kurumu (Turkish History Council) were founded in the 1930’s and contributed to the
growing Turkish national identity (Katoglu, 2009, pp. 42-45). The Turkish identity has to

> There is considerable evidence to support a a view that Herder was able to develop an sustained
interest in folk. Herder’s role as an inventor of World music has music has also acquired significance
because of its influence on several critical areas of Enlightenment thought and then beyond on the
Romantic and modernist development of that thought. To Herder are attributed several fundamental
critical formulations of nationalism; 19th-and 20th-century scholars extended his arguments about
folk music to national music and ethnic music (Bohlman, 2002, pp. 40-41).
& Each nation had its indefatigable collectors and activists, among the most famous of whom were
Cecil Sharp (1859-1924), Ralph Vaughan Williams (1872-1958), and Percy Grainger (1882-1961)
in England; Nikolay Rimsky-Korsakov (1884-1908) in Russia; and Bela Bartok (1881-1945) and
Zoltan Koédaly (1882-1967) in Hungary (Rice, 2014, pp. 14-15).
" For the invention of tradition, see Hobsbawm, 2006, pp. 1-18.
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be defined according to the official meaning of the regime with the rural folk culture of
Anatolia while Istanbul is still considered to be the symbol of the multiethnic Ottoman
Empire (Ahmad, 2003, pp. 88-89). The researches about folk culture and language during
the first years of the republic seem to have been without limit. The folksongs were
researched with the technics of Western musicology. So Turkish national music was born
out of the research of local traditions and Western musical knowledge. According to ‘Cigir’
and ‘Varlik’, young composers should be urged to visit Anatolia, and collect the folk songs
and create a national music for the Turkish youth, following the path of Atatirk. According
to Kdsemihal, the development of Turkish national music would be empowered as more
young composers produce and also criticize each other. Music would be the tool to show
and teach the principles of the Kemalist revolution, like a bonfire, it would help to adapt to
the new life style in the new republic. So national music would teach the correct behavior
to the people. Dance was considered to have the same impact and strategies needed to
develop a national Turkish dance which are similar to those of music (Yolcu, 2014, p. 206).
In the process of making the Zeybek a national dance, the connection between Atatlirk and
Selim Sirr1 Tarcan is worth a glance. Because national music is a music that a nation could
perform together, the Zeybek is assumed to be a “social dance” that can be danced by the
whole nation (Oztiirkmen, 2006, pp. 128-129). According to Tarcan, the main characteristic
of a national dance is a collective concept and not an individual improvisation. Tarcan’s
favorite dance is the Sar1 Zeybek for which he also made a new composition. As Sar1 Zeybek
is danced both by men and women, it also fits the needs for a national dance of a modern
republic.

Until the year 1957, several trips were made every year to Anatolia to collect
thousands of folk tunes. Yusuf Ziya Demircioglu from the Istanbul Conservatory travelled
in 1927 four times to Anatolia and took the notation of 850 folk songs. The collection has
been published in the 15 volumes “Halk Tirkileri.” The most serious effort was made in
1937 from Ankara Conservatory. The institution published a total of 10.000 folk songs by
1957 (Ulkiitasir, 1973, pp. 30-31). Muzaffer Sarisézen in Ankara and Sadi Ataman in
Istanbul created two choirs named Memleket Havalar1 (Songs of the Country) and Yurttan
Sesler (Voices of the Country) for the radio which made it easy to spread the new national
music throughout the country (Ustel, 1999, p. 46). The radio had become the most important
tool for people’s education since the early 1930s. With the effort of collecting folk
repertoire, the content of the radio program became more versatile, Western music and folk
music appeared abreast. After the radio ban, some people could not find “their music”
anymore and turned to radio transmitters in Cairo, Tehran or New Delhi. This case had an
effect on the people's music tastes in the next period (Kitiked, 2012, pp. 48-49).

The programs of the People’s Houses (Halkevleri) mirrored the regimes cultural
policies and served to fill in people with new ideas in the arts. It mostly happened through
music or theatre (Tuncay, 1981, p. 299; Zrcher, 2003, p. 180). A speech from Necip Ali
Bey emphasized this aim, claiming that the old Fasil music has a lack of rules and a new
musical style would catapult the national melodies finally to the international musical world
(Alp, 1936, p. 184). In the end, Turkish music would have its own character like Russian or
Hungarian music. Joseph Marx, director of the Vienna Music Academy, spoke at a
conference, held in the Emindnu Halkevi in November 1932. Marx advised the people to
add new and progressive elements to the national music without destroying its original

1083



The Deadlock of Nation-state: The Problem of Nationalisation of Music During the Early Republican Era in Turkey

character. But it seems that his report did not get enough interest from people in power in
culture politics.

The people’s houses have also been a platform for experts from Europe to share
their experiences about national music. So Bela Bartok took part in these conferences in the
Halkevi in Ankara in November 1936. He shared altogether in three conferences his
researches about Hungarian and Turkish music. The young Turkish composers Ahmet
Adnan, Ulvi Cemal and Necil Kazim made field studies especially in the area of Ankara
and Adana. The report of the Folk Music archive focuses on the pentatonic character of the
Turkish folk music. At the same time, the theories about the “Asian pentatonism” in the
Turkish folk songs, rooted in Central Asia, became popular and got a wide range of support
among the Turkish intellectuals (Bartok, 1991, pp. 13-14).

“After looking at the repercussions of the double narration of Kemalist populism-
nationalism on the acts of folk music during the Early Republican Period, another
important reflection of Kemalist populist-nationalist comprehension should be
analyzed, which is the issue of pentatonism. In other words, another important
debate to shape the opinions and efforts of Kemalist cadres was seen in the issue of
the pentatonic characteristic of folk songs. This point is very important to
understand the acts of Kemalist cadres on folk music in terms of the fact that the
opinions on the pentatonic characteristic of the Turkish folk music was highly
related with the Turkish History Thesis. On the other hand, it should be claimed
that the historical and theoretical backgrounds of the pentatonic features of the
Turkish folk songs were very weak.” (Balkilig, 2005, p. 87; Balkilig, 2009, p. 138)

As a conclusion, the pentatonic elements, whose place of origin was Central Asia,
could be found in the Turkish folk songs. Already, the existence of pentatonism was strictly
related with the high civilizations of Turks in Central Asia. Compatible with the logic of
narration in the Kemalist history thesis, these elements were disseminated to various parts
of the world with the expansion of Turks; in fact, these elements could be found in the
ancient civilizations of Anatolia (Balkilig, 2005, p. 92-93; Balkilig, 2009, p. 140).

The performance of songs and working in choirs and bands together and also
instrumental education in the Halkevleri was supported by the government. Especially the
march which plays a chief part in the political and ideological education (Karpat, 2004, pp.
401-402). The topics of the marches helped to develop a sense of community. Examples are
the Ziraat mars1 (March of agriculture), Cift¢i mars1 (March of Farmers) or Sanat ve Iktisat
mars1 (March of Arts and Economics). According to Domenach, musical phrases can effect
people deeply, even in very advanced and educated individuals (Turan, 1998, pp. 143-144).
That enthusiasm reaches the highest point in national marches of the ruling party or the
nation's iconic songs. Each sound is heard directly in the chest and repeated in a religious
sense in the collective of the choir. Singing in the choir is equivalent to combining and
coordinating the masses.® According to Benedict Anderson the best tool to create a

8 The nation joins together as a singing nation. The Communal experience of music-making generates
a feeling of cultural intimacy, what Michael Herzfeld describes as the “social poetics” of the nation-
state. Significantly, it is not one genre or repertory of music that lends itself to cultural intimacy, but
virtually all kinds. As concepts such as unisonance and cultural intimacy make clear, national music
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corporate identity would be the march.® Music could make the people feel equal for a while.
Especially the military and religious institutions, they used the power of music as an
indispensable tool during the foundation of nation-states (Fischer, 2010, p. 184).

The Creation of a National Opera

The year 1934 was the most important in the musical debate. Atatlrk’s speech
before the parliament had, without a doubt, the strongest impact. The most important result
was the foundation of Music Commission on 26" of November 1934. “The Academy for
National Music and Performance” was founded on 25" of June according to the law 2541.
“The national music in our country has to be raised and propagated according to academic
principles and the performance has to be trained efficiently in all branches, and music
teachers have to be educated.” The foundation of the Ankara Conservatory is also an
outcome of this law and began in 1935. In the same year, Cevat Dursunoglu made a contract
in Berlin with the composer Paul Hindemith who had been declared persona non grata by
the Nazi regime. Turkish government consigned Hindemith with the establishment of a
Western conservatory to help with the organization of the musical life in the country. In
addition, Hindemith’s reports “Suggestions on how to emancipate the musical life in
Turkey” were published in March and May 1936, the Ankara conservatory was founded in
the same year (Hindemith, 1983, p. 33; Kahramankaptan, 2013).

The process of establishing a Turkish national opera was also accelerated. Mahmut
Ragip writes about it: “The opera... the national opera... it will be the first measure in
Turkish music, the first step on a new way, everyone has to compose. This is a necessity.”
(Okyay, 2013, p. 52). Gazimihal brought up the need for the national opera since 1930 in
his publications in Turk Yurdu: "Symphonic concerts will bring honor to the country”. The
Cellist Bedri writes in an article that all civilized countries will focus on the development
of dramatic music so it will be a necessity to create a national opera as soon as possible
(Viyolonist Bedri, 1930, pp. 31-32). He recommends that the Turks should also promote a
national music as the Russians would do. So the value given to the opera by the national
elite becomes evident. There is a parallelism with the development of the 19" century opera
in Europe (Hutcheon, 2006, p. 242). Mustafa Kemal pointed this out on the occasion of his
visit in Sofia when he connected the achievements of the Bulgarian nation with
opera performances he attended there (Kinross, 1964, p. 60).

First serious efforts to establish a national opera have been made in 1934. Three
operas by Ahmet Adnan Saygun and Necil Kazim have been performed in Halkevleri.
Those operas have been composed with the encouragement of Atatiirk. Saygun’s first opera
Ozsoy was composed for the visit of Riza Sah Pehlevi from Persia (Yalgin, 1995, pp. 41-
47). It was performed on the 19" of June 1934, in the Halkevi in Ankara and its topic was
selected by Atatiirk with corrections in the libretto.® The mythological topic can be

is also fundamentally collective. It is hardly surprising that choruses often take it upon themselves to
perform a music that unequivocally projects nationalism. (Bohlman, 2002, pp. 94-95).
9 “It is not only the nation that shapes national music. Music, because of its performativity, can
powerfully shape the nation. To explain this performative power of music Benedict Anderson has
coined the term, “unisonance”, the sonic moment that occurs when people from throughout the nation
gather in a shared performance of music.” (Bohlman, 2002, p. 94; Anderson, 1995, p. 163).
10 “fran Sehin Sah Hazretleri’nin Serefine Verilen Temsil”, Cumhuriyet, 20 Haziran 1934.
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interpreted as a historical emphasis in the relations between the two countries who were
considered to be fraternal states (Atabaki and Zircher, 2004, p. 221). The next opera with
the character of a diplomatic mission was Saygun’s Tasbebekin one act and Akses'
Bayonder. The libretto for Tagbebek was written by Munir Hayri Egeli who also wrote the
libretto for Ozsoy. Tasbebek was composed for the celebration of the republic's 15%
anniversary and Ataturk himself made the necessary corrections in the libretto. Akses'
Bayonder was performed for the first time in Ankara on 28" of December 1934 (Komsuoglu
and Turan, 2007, pp. 5-30). So it becomes understandable that opera was unsatisfactory
with the expectations from the beginning.

The article “Yar1 Siyasal” (Semi-political), published in the Ulus newspaper on the
30" of December 1934, states that the current productions of operas would not be authentic.
According to the newspaper, a national music has to be created firstly from the original
repertoire and should not mingle with modern music. This mistake could be seen clearly in
the first two operas. “The national motives can be found in the pure compositions of the
shepherds in the mountains. Composers should not add their personal views to the
composition.” (Ustel, 1999, p. 44). It was clearly a kind of warning. For a successful musical
revolution, an institutionalisation would have priority. Paul Hindemith gave in his report
dating from 1936, advice on how to establish an opera system: an opera house has to be
built first, then after, musicians, dancers, singers, and the technical staff should have a well-
grounded education. The composers who create the national opera should be Turks. But the
base would be provided by foreign experts (Hindemith, 1983, pp. 65-69). Prominent names
among the foreigners who helped Turkey to establish the genre of opera and the education
of young artists were from 1936 until March 1947, Carl
Ebert, Dr. Praetorius, Eduard Zuckermayer and Markovits (Widmann, 1981, pp. 124-
125).

The national operas were unable to meet the expectations. Because of this, Western
popular operas were performed in the Tatbikat Hall of Ankara Conservatory starting from
1941. After attending Puccini’s Tosca and Madame Butterfly, culture minister Hasan Ali
Yicel stated that these performances opened a brand new chapter in Turkish humanism.
Yicel had a holistic view about music. According to him, every kind of music would bring
the mankind a new way of thinking and a new reception. So all compositions deserve
respect. “The author and the composer may not be from us, but when we understand the
words and the music, it will revitalize us. So the pieces and operas we are performing in the
conservatory are ours too. They are Turkish and national. We actually educate our authors
and composers in this way. The young artists and responsible people in the arts show their
respect to the whole world”. So Yucel wrote: “Although the writer or the composer may
have another nationality, we are interpreting and shaping the words which means the
dramas and operas performed by the State Conservatory belongs to us. They belong to the
Turkish Nation. The writers and composers who prosper from this nation may only follow
this lead. Young artists, you will implant the world's well respected names in to the Turkish
nation’s conscience by your success in art.” (Arikan, 2007, pp. 16-17).

According to Hasan Ali Yiicel, the content of the national concept should be
extended with humanistic thoughts. The young generation of composers should go abroad
and when they return follow the new techniques of Western music and add local elements.
As before, in Russia with the 'Russian Five', the composers Cemal Resit Rey, Ulvi Cemal
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Erkin, Hasan Ferit Alnar, Ahmet Adnan Saygun and Necil Kazim Akses formed the "Turkish
Five'. Their common aim was to use the colors of Turkish music while composing in the
Western style. Cemal Resit Rey, after 1926 used Turkish folk melodies, but after 1931, his
music shows a more mystical character. Since the 1950s, he dedicated himself to bigger
cyclic forms and composed symphonies in the style of an East-Western synthesis. His march
for the Republic's 10" anniversary was used as a popular propaganda tool. Ulvi Cemal’s
Music shows influences of Turkish folk dance music, and traces of traditional modes and
ideas of Islamic mysticism. Ferit Alnar's position is the most special one. He studied
classical Turkish music and was a famous performer of the instrument called “kanun”. After
his education in Vienna, he turned to Western techniques and this synthesis is reflected in
his work. He keeps the structures of traditional music and long improvised modulations
(Taksim). In his 77 compositions, Saygun works mainly with folk songs but he was also
inspired by fairy tales, epics and the mysterious chants of the Sufi tradition.

The musical politics in the first years of the Republic spent time developing
strategies on how to educate the people. Since the Tanzimat period, an ongoing debate
between alaturka and alafranga ended with the victory of alafranga. The 1930s were
characterized by the debate over the national music in which Ziya Gokalp’s cases prevailed.
Those kind of eliminative measures resonated different in the environment of the classical
Turkish music. First, the alaturka musicians started to organize themselves, especially about
collective agreements. The 'Tirk Musiki Cemiyetleri Federasyonu' (The Federation of
Turkish Music Associations) which was founded by Ali Rifat Bey who also was the first
president of the federation, is a typical example (Ustel, 1999, p. 42). The second reflex was
to defend the origins and roots of the music. It is important to emphasize that in those
published defenses the debate about Turkishness was excluded. Turkishness was regarded
to be an ingredient according the rod of a multicultural empire as the Ottoman Empire was.
The discussions in subsequent years are based on these developments (Arel, 1969). When
the early Turkish Republic was building its cultural institutions through a national identity
concept, musical life in other societies in progress of nationalisation, was transformed into
an area of intervention field of the state.

The cultural and musical policy of the early republic era was, an attempt to create a
powerful tool for the building of the new Turkish nation. This process symbolized the
victory of the westernized elite over the alaturka-alafranga which had been ongoing since
the Tanzimat period. During the 1930’s, those arguments were replaced by debates over a
national music. In the end, debates over the meaning of “national” and the approach of
Gokalp’s camp who labeled the classical Turkish music as “non national” prevailed. This
excluding position caused various attitudes within the Turkish music circles. The first
reaction came from the “alaturkacilar” group who had attempted to establish an organisation
based on the recognition of common goals and rights of profession. “Turk Musiki
Cemiyetleri Federasyonu”, was formed under the presidency of Ali Rifat Bey in 1928, it
constitutes an important example among such attempts. The second reaction was a defensive
reflex against the critics that attacked the roots of the music. While such attempts aimed to
carry the native Turkish music out of the scope of ongoing arguments, there was a tendency
to present Turkish music as the product of the Turkish identity rather than a cultural heritage
of a cosmopolitan empire (Ayas, 2014, pp. 289-294). It should be pointed out that the music
revolution constituted a basis of the future partition within the music circles. While the early
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republic built its cultural institutions over the terms of a national identity, the musical life
became vulnerable to state intervention, a practice which occurred almost in any society
that is in a process of nation building.

CONCLUSION

Recent studies on nationalism reveal the misleading comprehension of nationalist
elite’s intentional interpretation of an imposed culture on a passive society or a doubtful
interpretation of the idea of nation building. National identity is a process that is embedded
in the mechanized relations and routines of the society’s interaction during daily life in
which it is reproduced and discussed regularly. Nationalism leaves its mark upon many
popular cultural practices, from sports to music (Ozkirimly, 2010, pp. 173-174). It affects
the common norms that regulate the social behavior. Therefore it is natural to consider
music as a part of the national identity. The political elites of the early republic intervened
such details of the daily and personal life as a part of their modernization project. There was
an attempt to reshape the society in terms of a modern and a nationalist character, not only
with materialist symbols like clothing but also with solitary symbols like music. It should
be noted that this situation was not only related to Turkey. It was related to a wider
geography. Italian, German, British and Russian composers were influenced by romanticist
nationalism and pursued the myth of national music. Such composers were searching for a
music that was inspired by the “Volksgeist” which was a characteristic for every nation’s
own being. A naturally but slowly growing quest shaped the nationalistic character of the
European music. In Turkey, the creation of the nationalist music was state-oriented. Music
was an instrument of the Kemalist regime for creating solidarity and identity. While
modernizing the society, its music was also recreated. Music books especially for kids were
published after 1928 to spread the new musical style. The relation between music and the
national state can be considered as a kind of “social engineering” project. Values have been
discussed between the regime and the 'old society'. The debate about music not only mirrors
the discussion about new social values, it is even its symbolic expression as Hobsbawm
mentions. The modernization of the music is also reflected in the traditional music
(Hobsbawm, 2006, pp. 14-15). So the Turkish makam Sultaniyegah was changed to a Milli
Yegah. As G Minor is similar to the Nihavend makam, it has been called Nihavend Tango.
The states' intervention however met a kind of passive resistance in the society. Music has
still been produced according to preferences. It cannot be controlled completely by the state
as people have their own cultural codes.
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ABSTRACT

The Imperial Edict of Gulhane (1839) brought unprecedented reforms to the Ottoman
higher education. With the foundation of modern educational institutions, education of arts
and sciences began to gain a more westernized look. During this transition, music education
secured a better position in these modern colleges. The purpose of this study is to give an
account of music education offered at Ottoman Higher Education institutions during the post
1839 reformation era based on the information revealed by the archive records of the Ottoman
Ministry of Education.

Keywords: Academy of Sciences, School of Fine Arts, Schools of Arts and Crafts, Teacher
Training Schools, Music Education

OSMANLI YUKSEKOGRETIMINDE MUSIKIi?

OZET

Tanzimat Fermani (1839) ile birlikte Osmanli yiiksek 6gretiminde 6nemli reformlar
yapildi. Modern egitim kurumlarinin kurulmasiyla birlikte fen ve sanat dallariin 6gretimi
daha Batil1 bir ¢ehreye biirtinmiistiir. Bu ge¢is doneminde yiiksek 6gretim kurumlarinda
masiki egitimi verilmeye baglanmigtir. Bu aragtirmanin amaci Maarif kayitlarina dayanarak
Osmanl yiiksek 6grenim kurumlarinda verilen miizik egitimi hakkinda bilgiler sunmaktir.

Anahtar Kelimeler: Dariilfiinun, Sanayi-1 Nefise, Sanayi Mektepleri, Miizik Egitimi

INTRODUCTION
Musical education in Ottoman Empire was undertaken for centuries by various
institutions including the Ottoman Court School (Enderun Mektebi), the Janissary Band

! Turkish Religious Music Department of Istanbul University.
2 Bu makale yazarin "Osmanli Maarifinde Musiki" isimli doktora tezinden iiretilmistir.
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(Mehter), the Sufi lodges of Mevlevi order® and the imperial military music school (Muzika-i
Humdyun). During the reformation period beginning with the declaration of the Imperial Edict
of Giilhane, newly founded schools affiliated with the Ministry of Education also began to
offer music classes to students. Music teachers working at these schools were trained with a
modern educational approach and thus they themselves started to abandon the master-
apprentice system in music training in favor of a modern system involving modern curriculum
and examination methods. As a result, a new generation of classroom materials and resources
began to be used with modern teaching methods.

1. The Academy of Sciences and Music Education

Until the Imperial Edict of Giilhane (1839), Ottoman higher education institutions
basically consisted of Madrasas* and a couple of military schools. After the foundation of the
Ottoman Ministry of Education in 1845, it was decided that a new higher education institution
in association with the Ministry of Education would be opened to offer tertiary education
following primary and secondary schools and this boarding school (Darulfunun)® would admit
students from all ethnic and religious backgrounds within the borders of the empire. As a
result, an Italian architect was hired to build a three-storied building with one hundred rooms
which would serve as the faculty of natural sciences. However, the construction process took
about twenty years. (Karal, 1988)

The pressure by the religious scholars (Ulama) on the Darulfunun, which took
eternally long to be built, withered away over time. In this period, thousands of schools were
opened all around the country while the school started to become gradually more systematized.
Although in the early years, the curriculum included only the classes offered in the Teacher
Training Colleges (Darulmuallimin), it was expanded in the following years. However, the
number of research studies at the faculty of sciences remained unsatisfactorily low as the
education was still being given with traditional methods. Nevertheless, it can be seen that the
curriculum was expanded in a short time to an extent where even teaching foreign languages
was given a higher priority. Beside Turkish, Persian, French, English, German and Russian
languages, Hungarian, Italian, Arabic, Greek and Chinese language classes were added into
the curriculum during the Second Constitutional Era (Turan, 2000, p. 80). The number of
international lecturers among the academic staff was quite high. Apart from giving lectures,
these lecturers also tried to apply the higher education structure of their own countries to
Ottoman higher education. It was in this period when the terms faculty, institute, discipline
etc. started to appear in this school. Later on, this school was named the Faculty of Natural
Sciences.

The Ministry of Education records show that, besides aforementioned classes, music
classes were also given including piano and violin lessons. In this school where western music
had a predominant position, music classes were given mostly by foreign lecturers. However,
we were unable to see any documents on music classes given at Darulfunun like those for

3 Mevlevi Order is a traditional Islamic sufi order following the spiritual teachings of world-known
sufi and mystic Mawlana Jalaluddin Rimi.
4 "Madrasa" or "Madrasah" is the Arabic word of any kind of educational institutions. Later on, the
word acquired a more specific meaning and was used only for religious schools for the study of
Islamic religion.
5 "Darulfunun” (lit. trans. "The House of Sciences) was the first western-style university in the
Ottoman Empire

1094



Ozden, E. Rast Miizikoloji Dergisi, Cilt IV, Say1 1 (2016), s.1093-1099

lower secondary (Idadi) and the higher secondary (Sultani or Lycee) schools found among the
records of the Ministry of Education and other archives. Although we have no idea about the
reason behind it, the following points might be helpful to get an idea to come to a conclusion.

1. The foundation of the Darulfunun was a very problematic process and it took a very
long time. That is why music was unable to receive as much attention as the natural
sciences and language classes.

2. Music classes given in Darulmuallimin, Sultani and Idadi high schools were seen
adequate for public education.

3. As Darulfunun graduates were generally led to more technical areas whereas music
and other fine arts classes received little attention from curriculum designers.

4. Because music was added to the curriculum only as an elective course, it did not have
an intensive content.

5. It is obvious that the number of students who attended the elective classes was
relatively low.

6. As it is stated above, the traditional Madrasa education had an impact on the
educational approach in Darulfunun although it was founded as a modern faculty. The
traditional approach of Madrasas prevented music from being thought officially and
this was probably the case in Darulfunun, as well.

These assumptions might give us an idea on music courses at Darulfunun. One
document found among the college records suggests that there were elective music classes
albeit not a part of the curriculum. One letter of job application belonging to a Darulfunun
graduate submitted to the Ministry of Education for a teaching position states that he had taken
music courses in the college and he could also give piano classes to the students.® No records
of class schedules of Darulfunun show any signs of a music course but it seems almost
impossible to assume that one could apply for a position to teach music without at least a 4 or
5-year music training. Apart from these, an anthem composed for Darulfunun attracts our
attention. "The Darulfunun Anthem" composed by Mehmet Zati Bey was the official anthem
of the college. On the cover of the lead sheets reads "Approved by the Ministry of Education™
and the signature of the composer dated 1909. The lyrics belong to the esteemed Turkish poet,
Tevfik Fikret. It was composed for voice and the piano. Among his countless compaositions,
Zati Bey also composed another school anthem whose lyricist was Ali Ulvi Bey.

2. Teacher Training Schools and Music Education

Intellectuals of the Constitutional Period were of the idea that the quality of education
in Ottoman elementary and junior high schools could be improved with a modern teaching
staff. The biggest problem in reforming these schools was the lack of pedagogically educated
teachers. It was an urgent need to add teachers with a modern educational background into the
system. That is why it was immediately decided that a school which would train modern
teachers had to be opened as soon as possible. As it seemed impossible to employ these newly
graduated teachers in thousands of elementary schools all around the country in a short time,
the priority was given to meeting the staff needs of junior high schools.

6 BOA, MF. TLY. 673/41.
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The teaching staff of the first Teacher Training College (Darulmuallim) opened in
1848 constituted mostly Madrasa instructors. With a staff comprised of even clerics, it seemed
quite difficult to achieve desired goals. Science lessons were covered by teachers from military
schools. This school which was founded to train teachers for five junior high schools (Mekdtib-
i Riisdiye) in total was named "Darulmuallimin-i Rigdi”. The curriculum of the school was
heavily loaded with theology classes, which was a common practice of the ministry of
education at that time. After a while, a second Teacher Training College named
"Darulmuallimin-i Sibyan" was opened in 1868 to train teachers for elementary schools
(Mekdtib-i Sibyan). Located where Istanbul University Central Library stands now, the school
was opened amid tension. Due to the ongoing slander by the Ulama, the school lost all its
students and had to be closed. (Oztiirk, 2007)

The biggest challenge the Ministry of Education had to face in the process of
modernization of the education system was the education of girls. Girls enrolled in elementary
schools were usually removed by their parents from school at the age of 9-10 years. One of
the reasons for this was the fact that majority of school teachers were male. Sultan Mahmud I1
paid special attention to this issue and imposed certain sanctions. He made elementary schools
compulsory to all children and thus took a step to help girls learn at least to read and write.
Intellectual publications and the portrayal of a free public life during the reformation period
helped promote educating women and thus sending girls to school. Establishment of girls'
schools and the rise in the number of female students created a need for more teachers.
Especially in boarding schools, having female teachers was necessary. As a result, a Teacher
Training College for Girls (Darulmuallimat) was opened. The need for the establishment of a
Teacher Training College for Girls to train teachers for elementary and junior high schools for
girls was stated in the constitution of the Ministry of Education. The school started teaching
in a wooden mansion in Sultanahmet in 1873.

Unfortunately, by the beginning of republican era, there were no separate schools left
to train music teachers. The first school which trained music teachers was opened in September
1924 in Cebeci, Ankara. The school principal was Zeki Ungaér. The main purpose of the school
was to train teachers to teach western music. The school was transferred to Gazi Institute of
Education, eventually becoming the Faculty of Music Education of Gazi University (Pacaci,
2002, p. 14). Like in the imperial era, several students went abroad to get a music education
after the foundation of the republic. These teachers were employed as music teachers, as well.

Darulmuallimin and Darulmuallimat Colleges were divided into sections, which are,
namely, Primary (lIbtidai), Junior High (Rusdiye) and Higher Education (Aliye) departments.
Students of each department had music classes once a week in addition to piano and violin
lessons. A weekly two-hour piano class during the preparatory year is also mentioned in the
documents. Certain records show that there was music theory, vocal (Gina) and piano classes.
It is stated in the course time table of a Darulmuallimat school that students had one hour
music theory and vocal classes every week and preparatory students had one hour music class
twice a week.” Another document shows that the course was given by Cemile Hamim for two
hours a week.® The "Aliye" department of the school employed Siireyya Bey to give a one-
hour music class every week.®

"BOA. MF. ALY174/2.
8 BOA. MF. ALY. 174/6.
®BOA. MF. ALY. 171/50.
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The existence of piano and violin classes in the "Aliye" department of the school is
stated in the records, according to which the music classes were given by Siireyya Bey, the
violin by Kevser Hanim and the piano by s~ SI2 (?) Hanim.1°

3. School of Arts and Crafts and Music Education

Vocational education in the Ottoman Empire had been undertaken by the guilds until
the reformation period. Training young children in a master-apprentice relationship in
workshops and other workplaces started to become insufficient in meeting the need for skilled
workers with the technological breakthroughs in manufacturing industry in Europe (Semiz &
Kus, 2004). As a consequence, it was deemed necessary to open a school of arts and crafts
(Sanayi Mektebi) to supply the modern factories established during the reformation period
with skilled workers. The main purpose of this school was to enable its students to be employed
in accordance with the branch of occupation for which they were being trained. There were
similar attempts before the establishment of the first school of arts and crafts in 1868. Yet
those schools had to be closed for various reasons (Ergin, 1977, p. 627). The first of these
schools founded thanks to the huge efforts of Mithat Pasa was a boarding school with five
classrooms. The curriculum had included ironwork, machinery, architecture, carpentry,
tailoring and painting classes. Other art classes including music were added into the curriculum
in time, as well. After a while, the school was renamed "Mekteb-i Sanayi-i Sahane" (Ergin,
1977, p. 636).

3.1. School of Arts and Crafts for Girls and Music Education

Among the schools of arts and crafts established during the reformation period, the
Schools of Arts and Crafts for Girls (/nas Sanayi-i Nefise Mektebi) stand out as a very
important development in education and inclusion of women in the workforce. The schools
mainly focusing on textile industry included Uskiidar and Sel¢uk Hatun Schools of Arts and
Crafts for Girls. It is clear that extensive music training was being given in these two schools.
Historical documents show that the former school included music, the piano and the violin
classes in its curriculum.** A more detailed curriculum of the latter suggests that students
received music training every year during their five-year education. Furthermore, some course
syllabi contain course evaluations. Although for the most part these evaluations only claim the
syllabus has been covered in class, they are quite important for our understanding of music
classes in schools of arts and crafts. Courses offered at these schools are basically as follows.

Music courses added to the school curriculum some time later as the records do not
mention about any kind of music education in the initial school constitution.!?> The courses
given at Sel¢uk Hatun School include piano and vocal classes. Examination schedules of the
years 1921-1922, again, mention vocal and piano classes.'® This shows that there were three
distinct music classes offered at this school. It is a very positive development for the school to
offer these courses although they were not included during the initial years of the school's
history.
| Holy Koran | Theology | Ottoman Turkish

U BOA. MF. ALY. 169/12.
1 BOA. MF. TLY, 677/29.
12 see the constitution of the Arts and Crafts School for Girls, BOA, MF. ALY, 2/56.
13 BOA, MF. TLY, 688/27.
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Calculation Geometry Geography

Nature Morality Calligraphy
Painting Dyeing Sericulture

Sewing Physical Education Music

The Course List belonging to the School of Arts and Crafts for Girls™

However, it is impossible to see the same practice at all such schools in the country. That is
because we were unable to find records of any kind of music education at Mekteb-i Sanayi-i
Sahane or any other previously founded arts and crafts schools. The intensive courses given
at Selcuk Hatun School prove its relatively more established system compared to other schools.
This conclusion stems from the wages music teachers earned as they, on average, could make
the least amount of money among teaching branches at the time. From this point of view, we
can easily conclude that a school fared financially well if it could hire more than one music
teacher.

One document, dated 1909, mentioning the lack of teachers to give musicology classes
and also plans to establish a music school for girls proves that important steps were being
taken in giving a music education to women in that period. In this petition bearing the signature
of a woman called Madame ale b & (?), it is stated that children from muslim and non-
muslim families around that area had to go to Beyoglu to attend music classes and establishing
a music school in that area would remove the necessity of attending the one in Beyoglu. It is
also stated that Madame >\ b5 4 was a music teacher who got her education in Europe.®

3.2. School of Fine Arts and Music Education

The School of Fine Arts (Sanayi-i Nefise), today known as Mimar Sinan University
of Fine Arts, was another important school that offered music courses in 19" century. Unlike
other schools of its time, this school had an extensive curriculum for music and a special
classroom for music classes. Some records indicate that equipment such as violins, pianos,
note sheets etc. needed in this classroom was constantly supplied.'® Furthermore, while other
arts and crafts schools were inviting guest trainers from other schools, Sanayi-i Nefise hired
its own full time teachers. There was music, violin and piano classes. We also see solfége
classes in several syllabi. The courses were given one day a week and included all the subjects
stated above.!’

The one and only record on the teachers of the school belongs to Galata Post Office
teller, Hac1 Arif Efendi. Giving music lectures at the school once a week, he would pick
talented kids and bring them to the music venues and societies in the city.’® Some records also
show that concerts accompanying art shows or other types of ceremonies were given in the
conference room of the school.*®

14 BOA, MF. TLY, 687/101.
15 BOA, DH. MKT, 126/11.

18 BOA, MF
7 BOA, MF
1B BOA, MF

. MKT, 918/11.
. MKT, 918/11-9.
. MKT, 918/11-21.

19 BOA, MF. ALY, 161/62. (In the document, it is mentioned that the school published a newspaper.
However, we have been unable to find any records of this newspaper. Here, we should mention two
newspapers named "Sestar" and "Musiki" published by the Ministry of Education, at that time. We
have found the licenses of these newspapers among the archive records but no published issues.)
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CONCLUSION

During the reformation period following the declaration of the Imperial Edict of
Giilhane, music education underwent an unprecedented systematization process thanks to
modern curriculum and teaching methods used at the newly founded higher education
institutions within the borders of the empire. This study aims to shed light on this
transformation based on the information recorded in archive documents. Further research on
archive records at a larger scale will definitely uncover more details on the subject. We hope
that the documents and records used in this study will contribute to the study of the history of
music education in Turkey.
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Adem Merter Birson?!

ABSTRACT

In the early years of the Turkish Republic, music was a central topic in the cultural reforms that
aimed to guide Turkey in the modernism and progressivism that defined the first half of the
twentieth century. Several issues were involved, including the “change of civilizations” from an
Ottoman and Eastern identity to becoming more like a Western European nation-state. This was
a period that saw the establishment of Western-style music conservatories and the employment
of musicians and musicologists to help establish a national classical music based on Turkish
folk elements. At the same time, media outlets such as radio helped to shape and disseminate a
national folk musical style. Private music making and cultural exchange with the West also
played an important role in shaping a new Ottoman style. All of these elements worked together
to form a rich and complex fabric of musical identity during the early days of the Turkish
Republic.

Keywords: Turkish Republic, National Identity, Cultural Reforms, Classical Music, Folk
Music

TURK CUMHURIYETI KURUMLARINDA MUZIKAL KiMLIK
MESELESI (1923-1950)

OZET

Yirminci yilizyilin ilk yarisinda miizik, Tiirkiye’yi erken Cumhuriyet déneminde ¢agdaslik ve
ilericelik konusunda yoénlendiren Onemli bir alan olarak tanimlanmigtir. Osmanli ve Dogu
kimliginden Bat1 ve Avrupa ulus devletine doniigiim, uygarliklarin degisimi gibi birgok konuyu
iceriyordu. Bu, Bati stili miizik konservatuvarlarinin kurulusu ve Tirk halk kiiltiiriine dayal
ulusal klasik miizigin olusturulmast amaciyla miizisyenlerden ve miizikologlardan
faydalanilmasini igeren bir donemdi. Ayn1 zamanda, 6zellikle radyo gibi medya kaynaklart milli
halk miizik stilinin sekillenmesi ve yayilmasi konusunda yardimci oldu. Yeni Osmanli miizik
stilinin olusmasinda 6zel miizik yapimi ve Bati ill kiiltiirel etkilesimler 6nemli rol oynamustir.
Bu 6gelerin tamami erken Cumhuriyet doneminde zengin ve kapsamli bir miiziksel kimlik
dokusu olusmasinda ortak olarak ¢aligmiglardir.

Anahtar Kelimeler: Tirk Cumhuriyeti, Milli Kimligi, Kiiltiirsel Reformlari, Klasik Miizigi,
Halk Miizigi

! Director of Ipek University Conservatory.
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INTRODUCTION

The years leading up to and after the establishment of the Turkish Republic in 1923
constitute one of the most significant periods in Turkish history. This was a period that saw
intense ideological reforms manifested on many fronts: certainly on the political and economic
fronts, but also to a great degree on the cultural front. Not least of these cultural reforms was the
battle waged over identity in music, which was crucial for the founders of the Republic in terms
of establishing a sense of Turkish identity that was separate from the powerful sense of Ottoman
identity that had dominated social life in the region for centuries. The Republicans sought to
reform Turkish national culture in such a way that it would be situated within the social and
political ideological structure of the West. This meant a strict breaking of ties with Eastern
modes of thought, including Islam, as well as anything having to do with the nation’s Ottoman
past.

PHILOSOPHICAL CONSIDERATIONS

Assuming a lead role in the dissemination of this new philosophy was the intellectual
and poet Ziya Gokalp (1876-1924), whose influential volume The Principles of Turkism, first
published in 1920, was widely read by the revolutionary Turks. These Young Turks, led by
Mustafa Kemal (1881-1938), were eager to follow the example put forth by Turkish
intellectuals like Gokalp; it is astounding to see how many of Gokalp’s ideologies came to
fruition during the early years of the Republic. For this reason, the material laid out in the pages
of The Principles of Turkism can be said to have represented a practical model for the extensive
socio-political reforms of the Atatiirk regime in the beginning of the twentieth century. Music
was a key factor in determining this new sense of Turkish identity during such volatile years.
The debate revolved around three concepts of music making: that of the West, which was
embodied in the classical tradition, that of the East, which was represented by the Ottoman
court, and that of the Turkish folk, comprised by the peasant class from the Anatolian
countryside.

The aristocracy had adopted Western influences even in Ottoman times, as exemplified
during the Tanzimat Reforms of 1839-78, initiated by Sultan Mahmud Il (1785-1839), and
codified by Sultan Abdilmecid I (1823-1861). These reforms were employed with the goal of
instilling certain European infrastructures within the Ottoman political system—in large part by
lessening the emphasis on religious law—while maintaining the essential components that
provided the sultan with absolute power. The Republican period advanced this concept to the
extreme, as it was to lead in time to a new Turkish government and society that had become
completely westernized.

According to the Turkist philosophy laid out by Gokalp, there was a great difference
between the definition of culture and that of civilization. The former was said to be the true
spirit of the people, while the latter was the system in which culture was said to operate. This is
a crucial distinction to make, for the transfer of Turkish culture from Eastern to Western, or
from Ottoman to European, civilization could, in theory, have been completed with relative
ease. The split between culture and civilization could be illustrated by the existence of two quite
distinct kinds of music, one pertaining to the Ottoman elite and the other to the rural halk, the
folk. In Gokalp’s view, Turkish folk music could easily be separated from Ottoman music,
which was less a type of music than a technique based on rules as they were taken from the
Byzantines. Thus, Turkish culture was to remain much as it was deemed always to have been,
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whilst the civilization only was to effect the change from oriental to occidental:

Civilization is the sum total of concepts and techniques created consciously and
transmitted from one nation to another by imitation. Culture, however, consists of
sentiments which cannot be created artificially and cannot be borrowed from other
nations through imitation. Hence, whereas Ottoman music is a technique based on
specific rules, Turkish music consists of melodies unfettered by rules, systems and
technique, of sincere songs which express the heart of the Turk. Because of its source,
Byzantine music is part of the culture of ancient Greeks (Gokalp, 1968, p. 24).

He continues:

The Tanzimatists attempted to reconcile Ottoman with Western civilization, but two
conflicting civilizations cannot live side by side. Since their systems are opposed to
each other, each corrupts the other. For example, Western and Eastern music cannot be
reconciled, nor can Western pragmatism and Eastern scholasticism live together in
harmony. A nation is either Eastern or Western. Just as individuals cannot have two
religions, so a nation cannot have two civilizations. The Tanzimatists failed in their
reforms because they did not understand this point. The Turkists will succeed in their
efforts, however, because they want to discard entirely the Byzantine civilization of the
East and [completely] adopt Western civilization. Turkists wish to enter Western
civilization completely and unreservedly, while remaining Turks and Muslims. Before
we do so, however, we must discover and expose our national culture (Gokalp, 1968, p.
33).

Gokalp believed, however, that only one kind of music could exist as the true, national music of
Turkey, and this was to be achieved through a synthesis of Turkish folk music and the musical
techniques of Western civilization. It was of paramount importance to Gokalp that the new
Turkey should be able to produce musical genius of the caliber of the Western masters (Stokes,
1992, p. 33). In order to accomplish this, Gokalp first had to discredit the accomplishments of
the musical high culture of the Ottoman court. His first strategy was to attack its religious
nature:

The rhythmic music of the East is a musical technique which al-Farabi borrowed from
Byzantium and transposed into Arabic. This music penetrated the havas class of Arabs,
Persians, and Turks but remained restricted to that class, for it was never able to
penetrate the lower strata of the people. This is why Muslim nations have never been
able to demonstrate in music the originality that they have in architecture. The Turkish
lower classes have created a national popular music by continuing the techniques they
had developed under Far Eastern civilization, and the Arab and Persian lower classes
also continued to use old techniques. As a result, Eastern music has not become the
national music of any Eastern nation. Another reason for not calling this Islamic music
is the fact that it is used not only by Muslim nations but also in the religious ceremonies
of the Orthodox nations, the Armenians and the Jews (Gokalp, 1968, p. 42).

The havas class represents the religious upper class prevalent during Ottoman times. Gokalp is
careful to distinguish between upper and lower class in order to demonstrate the lack of
authenticity of the Ottoman music as a true barometer of the people. He demonstrates that al-
Farabi, an intellectual belonging to high civilization, artificially borrowed techniques that were

1102



Birson, A. M. Rast Miizikoloji Dergisi, Cilt IV, Say1 1 (2016), s.1100-1110

used only by the religious aristocracy, but had no bearing on the nature of the music made by
the lower classes, where the true forms of Arabic, Persian, and Turkish culture were to be found.
Furthermore, these lower classes based their national popular music on the continuation of Far
Eastern techniques that predate the artificial incorporation of Byzantine techniques brought by
al-Farabi. In this passage, GOkalp discredits both the religious aristocracy along with their
“false” interpretation of Byzantine musical techniques, neither of which can speak to the hearts
of the folk. His next discussion on music continues this logic, taking it a step further and
revealing the motivation behind his argument:

Byzantine and Roman civilizations did not diverge one from the other during the
Middle Ages. Muslims were unable to impose great transformations on Eastern
civilization, just as Christians were unable to effect great changes in Western
civilization. Only two innovations, in fact, were instituted in Europe during the
medieval period: opera appeared in feudal chateaus, and respectful and chivalric love
and salon and female aesthetics arose in the southern areas of Western Europe. The first
innovation led to the perfection of musical techniques and the creation of modern
Western music. Not being suitable for opera, the quarter-tones of the ancient Greek
musical technique were abandoned. Simultaneously, monotone melodies were also
dropped under the influence of opera and the element of harmony was added (Gdkalp,
1968, p. 43).

It is here where Gokalp reveals his belief in the superiority of Western music, as it
represented the proper way of interpreting Byzantine musical techniques. Opera, for Gokalp,
demonstrated a capacity to internalize Byzantine source material and create something out of it
that was emotional, powerful, and, most importantly, an honest reflection of the heart of the
Westerner. This was achieved through the abandonment of the modes of Byzantine music, to be
replaced with harmony, what Gokalp understood to be the greatest Western musical
achievement. Conversely, it is in this way that Ottoman music failed. Its insistent use of quarter
tones became archaic, backward, and therefore incapable of expressing the emotions of the
people. In order to identify precisely what the halk style is, and in order to ensure that the
government of the new Turkish nation institutionalizes this sense of identity, a position created
to administer the identification of the Turkish halk, the “directorate,” is suggested:

The Directorate General of Statistics will differ from the special statistical organizations
that already exist in each ministry. The latter are concerned only with the statistics
required by their respective official procedures, whereas the Directorate will be a
manifestation of our national culture and will thus concern itself with all aspects of
national life. Once the Directorate, which will be administered by a European specialist,
had been organized, all statistical organizations now attached to the ministries and to
various semi-official institutions will be placed under its control so that all will operate
according to the same methods and procedures. It is only after a comprehensive
centralized statistical organization has been established that it will be possible to
determine from statistics our social deficiencies and aptitudes. Only a study of facts
brought to light by basic statistical compilations can indicate which of the proposed
reforms and innovations will be harmful and which beneficial.

The national cultural institutions discussed above are merely those that will have the
task of searching for, and finding, our national culture. There are numerous other
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national cultural organizations which, once the national culture has been discovered,
will have the task of integrating its various branches with European civilization. These
include the...Tlrk Darulelhan (Turkish Conservatory)...

Let us take the Tirk Darilelhan as an example. The Dartlelhan which now exists in
Istanbul is a conservatory of the monotone system, i.e., of Byzantine music. It attaches
no importance to real Turkish music, the primitive elements of which are reflected in
the sincere melodies of the people and which will acquire a modern and Western
character after having been harmonized in accordance with European musical
techniques (Gokalp, 1968, p. 70).

Finally, in a summary of the above points leading to their logical conclusion, Gokalp lays out
his agenda for establishing a Turkish music in which melodies derived from the rural halk
would provide the basis for a Western art music tradition:

Today, we are thus confronted with three kinds of music: Eastern, Western, and folk. |
wonder which of them is our real national music? We have already noted that Eastern
music is both sick and non-national, whereas neither folk nor Western music is foreign
to us since the first is the music of our culture and the second is that of our new
civilization. | submit, therefore, that our national music will be born of a marriage
between folk and Western music. Our folk music has given us many melodies. If we
collect these and harmonize them in the Western manner, we shall have both a national
and a European music. The music committees of the Turk Ocag: clubs are among those
who will carry out this task. This, essentially, is the Turkist program in the field of
music; the rest is up to our national musicians (Gokalp, 1968, p. 99).

Gokalp had thus laid the foundations for the creation of a nationalist musical agenda for music
based on that of the Turkish folk, completely modernized and westernized, along with the
methodology with which to carry it out.

HISTORICAL ANALYSIS
Western Conservatories, Folk Music and a Turkish Classical Style

A direct consequence in the 1930s was the foundation of conservatories—where
Western music could be taught—and teacher training schools, all of which led to the
institutionalism of operas, ballets, orchestras, chamber and choral music in the 1940s (Say,
1995). The establishment of the Turkish Republic put Ottoman music, or “Turkish classical
music” as it was now called, into a new situation. As a consequence of the secularist reforms put
into place by Atatlrk, the closing of the dervish lodges in 1925 removed one of the most
important patrons of traditional art music from the Ottoman period (Feldman, 1996, p. 16).
Finally, the “Turkish Nation State” model, conceived by Gokalp and enacted by Atatlrk’s
regime, clearly stated that making references to Asian and Anatolian history would form the
identity of the young Turkish Republic. Wanting to build its new identity on “its own culture,”
the Republican ideology was of course obliged to define those cultural elements that were “its
own” (Duygulu).

Folk music in Turkey is considered by its proponents and practitioners to play a specific
role in creating a culturally unified and cohesive nation-state (Stokes, 1992, p. 20). With the
defeat of the Ottomans and the occupation of Anatolia by British, Greek, French, and Italian
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forces, and the eventual formation of the Ankara resistance, these diffuse currents of Turkist
philosophy were sharply focused in the figure of the leader, Mustafa Kemal Atatlirk (Stokes,
1992, p. 24). In order to establish a sense of pride in a Turkish nation, a break had to occur with
its Ottoman past, and so the Kemalist republic had powerful incentives for emphasizing the
differences between itself and the empire. In order to achieve this split, Mustafa Kemal emerged
as the undisputed leader of the national resistance movement in the years 1919-1922, and his
primary goal was for the new Turkish Republic to gain recognition and prestige in Europe
(Zurcher, 2004, p. 99). This was evidenced by the fact that, within a short space of time, the
religious apparatus of the Ottoman state had been dismantled, and the new government had
endorsed the Gregorian calendar, the employment of metric weights and measures, the
compulsory adoption of surnames, reforms of dress codes, language, and every expression of
cultural identity (Stokes, 1992, p. 24-5). As we shall observe from analysis of Ziya Gokalp’s
The Principles of Turkism, music was considered a vital element in this larger social
transformation, and it was specifically Turkish folk music that would enable the people to affect
this transformation musically.

As stated earlier, the degree to which these Turkist philosophies came to fruition during
the first half of the twentieth century is astonishing. The establishment of a Turkish folk style to
be expressed in a Western musical model was carried out in a variety of ways, perhaps most
important of which was the enlistment in 1935 of Béla Bartok to conduct a research trip in rural
Turkey. This was a venture designed not to directly establish a national opera or symphony
orchestra, but to instigate a systematic and scientific collection of folk music (Stokes, 1992, p.
37). For Bartok, presumably this venture presented an opportunity to expand his repertoire of
material for his own composition; for the Turkish Republic, to document the existence of a
uniquely Turkish style of music: this collection was a systematic attempt to extract a purely
Turkish identity from the music of the Anatolian countryside. He travelled, at the subsequent
invitation of the Ankara halkevi (house of the people) to Istanbul, Ankara, and then Adana in the
south of Turkey. His research was conducted through the use of an Edison phonograph and his
own written transcriptions. Bartok’s folk music was however considered a success in terms of
the example he set, particularly in his painstaking techniques of notation and transcription
(Stokes, 1992, p. 37).

As has been established, the cultural policy from the founding of the Republic to 1950
supported Western music. Musical education in Turkey during this period was based on the
principle that such training in this field is compulsory for everyone, as music is the leading
element of common general culture (Say, 1995, p. 275). The Dardilelhan, mentioned by Gokalp
as an institution in need of reform, was the first Turkish conservatory. It was closed in 1921, to
be re-opened in 1923 with Turkish and Western music departments. The Istanbul Municipal
Conservatory was established in 1923, and two years later, a Teachers’ Academy was set up in
Ankara to train music teachers in the new Turkist musical style. The increasing demand for
musicians trained in accordance with the most recent techniques resulted in the establishment of
the third conservatory, this time in Ankara in 1936. That same year, preparations were begun for
the development of a Turkish opera within the conservatory in Ankara. The establishment of so
many conservatories in so short a time is indicative of the importance placed on education of
musicians who could become well versed in the Western musical style. It also created an
environment that fostered further development of this style through the research and cataloging
of Turkish folk music.
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In particular, the Turkish cultural authorities sought to bring out a Turkish musical
language that could blend well with Western harmonies, and in order to accomplish such a
synthesis, the system of makam, adapted from the Arabic musical modes, had to be dispensed
with. The quarter tones present in the makam were impossible to harmonize using Western
chord structures. It was perhaps for this reason that Turkish national intelligentsia aimed to align
itself more closely with the nation’s Asian musical heritage through the use of the pentatonic
scale. This mode, consisting of five notes that coincide with pitches found in Western major and
minor scale structures and had already been used by Western composers, provided a compatible
basis from which to ultimately establish a Turkish national operatic and symphonic music.

The Turks saw as potential models the various nationalist schools of composition that
arose throughout Europe in the nineteenth century: the Czech school of Smetana and Dvorak,
the Finnish school of Saint-Saéns, the Spanish school of Albéniz, Granados and Fallas, and, the
most direct model for the Turks, the “Russian Five” of Balakirev, Mussorgsky, Rimsky-
Korsakov, Cui, and Borodin. In order to achieve success similar to that of the national music
school of Russia, Cemal Resit Rey, who had received music education in France, was invited to
Turkey. Other talented young musicians, such as Ahmet Adnan Saygun, Ulvi Cemal Erkin,
Hasan Ferit Alnar and Necil Kazim Akses were sent to schools in Paris, Vienna, and Prague
(“Songs of Passion”, p. 7). These composers, in a manner similar to the Russian five, would
become the leading figures of Turkish symphonic and operatic music in the twentieth century.

Indicative of the degree to which these composers adhered to the nationalist agenda is
Ahmed Adnan Saygun’s 1934 report to the Historical Society at the Teachers’ Academy in
Ankara, which was later developed and published as a treatise, Pentatonism in Turkish Folk
Music, in which he states the following:

1. In the musical journey of mankind, pentatonism is not something which all
races have in common. It has a completely racial quality.

2. Pentatonism is the stamp of the Turk in his music.

3. Wherever pentatonism is present:

a) the people living there are Turks

b) Turks, founding a civilization in those places in ancient times left their
influence on the local people.

4, The homeland of pentatonism is Central Asia, the homeland of the Turks.
Its directions of diffusion are those of the Turks.

6. Comparisons of various pentatonic characters will provide us with very
important results. These comparisons will make it possible for us to determine
the origins of Turks who are living far from their homeland (Duygulu; Saygun,
1934, 1936).

This treatise reads as though a realization on musical-theoretical terms of Turkism as laid out by
Gokalp. In fact, Saygun’s Yunus Emre Oratorio (1942) won international acclaim for its
combination of makam, Western harmonic progressions, and pentatonism in the same piece.
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Mass Media: Turkish National Radio and National Folk Music

Up until now, we have observed the ways in which Ziya Gokalp’s The Principles of
Turkism has been manifested in Turkish culture and society during the first half of the twentieth
century. However, there are modes of cultural interaction that Gokalp did not anticipate in his
philosophical volume. Mass media outlets, such as radio and recordings, gave the Turkish
people ways of spreading culture that both supported and subverted the techniques of nationalist
cultural manipulation. Initially, the period of Western reforms was helped by the radio. Groups
and ensembles founded to research, preserve and perform traditional music between 1923 and
1950, were established at Instanbul and Ankara Radios, and presented most successfully
traditional music retaining its authentic features (Say, 1995, p. 261). Thus research, collection,
performance, and state media policy became tightly interconnected with the operation of a
national radio broadcast.

Seminal in this process was the formation, by Muzaffer Sarisdzen, of the Yurttan Sesler
(Voices from the Homeland) chorus for a radio program of that name in 1948 (Duygulu).
Saris6zen had been connected with the Ankara state conservatory archives from the late 1930s,
and used these archives as material for his teaching and performing repertoire at the state radio
station in Ankara (Stokes, 1992, p.40-1). Yurttan Sesler put forth a monumental effort to
broadcast these local styles countrywide, and realize its fundamental goal of uniting the entire
country. Saris6zen explains the ideology behind Yurttan Sesler:

“The broadcast of folk songs, which the Radio has held onto fervently and performed
successfully, is not only about providing a pleasant time for the listener nor simply
giving an idea about our folk song types. Yurttan Sesler’s foremost goal is to unite our
hearts and create a single feeling throughout our country. It hardly needs explaining any
more that the artists working for Yurttan Sesler are creating an entirely new kind of
fortress, and even the most modern agents of destruction will not be able to knock the
tiniest piece from it.” (Duygulu).

This statement falls in line with the rhetoric of the nationalist reform movement. Moreover, the
chorus was crucial in establishing a sense of Turkish pride through its inclusion and
performance of all the folk styles throughout Turkey, which could now be contained within a
single entity of public radio broadcasting.

Ottoman Traditions

However, since the early 1900°s the recording industry also turned towards this new
concept of folk music. There were thus two fundamental groups with a stake in the folk music
practice of this period. On one side was the musical practice founded on the control principle of
radio stations, which highlighted Turkish identity and heeded local styles; and on the other was
commercial folk music, which behaved completely according to market demands (Duygulu).
The market demands in turn provided a wild card in the establishment of pure Turkish identity
since they operated largely out of government control. Thus began an evolution in style that
represented in many ways a continuation of Ottoman musical styles that were adapted to suit the
tastes of the new Turkish middle class. This more Ottoman-friendly style of music became
characterized as alla turca, as opposed to the Western alla franca, and was censored by the
government within their spheres of influence. The overall social change imposed upon these
musicians not only created new musical practices such as how and where music is made, but
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also the audiences. Music was not the preserve of cultural elite anymore, it was now being heard
in social clubs, concert halls, and commercial establishments (“Songs of Passion”, p. 8). These
changes were being recorded and disseminated throughout Turkey.

This process of change taking place within the alla turca style ultimately gave way to
new and popular genres that had their basis in Ottoman musical tradition. However, the decline
of Ottoman Classical music had been underway for decades before the establishment of the
Republic. This, coupled with the shift in patronage from the court to the middle class population
of Turkey necessitated certain adjustments to the music. These adjustments included moving
from the meter of divan literature to the syllabic meter of folk literature, leaving the classical
forms of the fas:/ and moving towards simpler forms in an effort to address large audiences
rather than an elite class (“Songs of Passion”, p. 11). The transformation of the fas:/ from a
courtly to a bourgeois tradition resulted in the reinterpretation one of the more popular forms in
Turkey, the sark:, or song form.

Sarkr represents the synthesis of folk content and Ottoman tradition. While divan
literature of Ottoman times employed couplets, this form was based on stanzas (“Songs of
Passion”, p. 9). A highly problematic characteristic of this genre from the nationalist point of
view was its adherence to principles of makam as it related to the structure of the song. Makam
has had a long history within Turkish musical tradition, dating back as long as the fifteenth
century, when a fasi/ suite of compositions was used to explore all the possible melodic aspects
of a single makam. In the more modern sense, a typical sark: usually consisted of stanzas of four
verses, each of which revealed a different segment of a given makam. In a song that has four
verses, the first verse displays the characteristic melody of that makam, the second verse is
patterned with the most striking melodies of the makam, the third verse is the locus of transition
or at least, expansion, and the fourth verse is again refrain, based on the melody of the second
one. Thus, in terms of simplicity of lyric content and song structure, the sark: offered an
accessibility and lightness appreciated by the general public. In terms of its remaining situated
within the makam tradition, it provided a way of reconnecting with an Ottoman past.

In the early twentieth century, these folk style sark: that were performed by fasil
musicians became increasingly popular. This established a musical movement that in many
ways countered and balanced the extreme Westernization and nationalistic music supported by
the early Repubic. The records of Minir Nurettin, a singer who performed as much in the old
divan lyrical meter and fas:/ tradition as he did the more popular sark:, were in great demand
(“Songs of Passion”, p. 9). There also existed a faction within Turkish musical intelligentsia that
wanted to use the Western style conservatories to promote Ottoman music. Foremost among
these people were scholars and musicians like Rauf Yekta, Mildan Niyazi, Dr. Suphi Ezgi,
Husein Saadettin Arel, and Rusen Ferid Kam, who sought to catalog the makam and transcribe
Ottoman classical compositions (“Songs of Passion”, p. 9). At the same time, the spread of
recordings from the West introduced waltzes, mazurkas, fox trots, jazz bands, and fantasies,
elements of which found their way into the sark:i. In these ways, the recording industry’s
responses to bourgeois popular taste facilitated its own musical identity, one that operated
outside of government censorship yet had the ability to interact with and affect the nationalist
style of music.

CONCLUSION

From the founding of the Turkish Republic in 1923, we observe a period of intense
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musical metamorphosis from a music that had its basis in the Ottoman style to one that was
systematically extracted from these roots and supplanted within a Western idiom that was more
aligned with the politics of the new regime. This shifting of foundations during the tumultuous
first half of the twentieth century was largely successful, as evidenced by the coming to fruition
of nearly every one of Ziya Gokalp’s ideas concerning Turkist musical reforms. An orchestral
tradition accompanied by an academic institution to support and expand it was established along
Western lines, while a sense of pride in Turkish culture and folk tradition came to the fore with
research institutions and performance entities such as Yurttan Sesler. However, to say that the
Turkist philosophy was all encompassing would be inaccurate. The development of the sark
was subversive to this political agenda in the sense that it went against the official policy of the
Republic to reject Ottoman influence on moral and historical grounds. In any case, the creation
of a government funded national music had significant consequences on a musical culture that
had been significantly altered from its form just a few decades prior. The landscape thus became
a blank canvas onto which the struggle for identity and individual expression was played out for
the most part between Western, Eastern, and folk idioms.
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OZET

Osmanli-Tiirk modernlesmesi 19. yiizyilda sosyo-ekonomik ve siyasal zorunluluklarin
sonucunda ortaya ¢ikan sancili bir siire¢ olmustur. Bati’nin etkisi yalnizca devletin siyasi
kurumlarinda degil, kiiltiirel anlamda da hissedilmeye baslanmistir. Miizik, mimari ve edebiyat
basta olmak iizere, Bati’dan gelen diisiinsel ve estetik unsurlar, 6zellikle miizik kiiltiirii lizerinde
belirleyici bir rol oynamustir. Geleneksel miizigin patronaj ve icra kaynaklarini yitirmeye
baslamas1 Osmanli-Tiirk miiziginin yasadigi doniisiimde etkilidir. Biitlin bu siire¢, Cumhuriyet
doneminde gerceklestirilen kiiltiirel planlamaciligin ve miizik politikalarmim altyapisim
olusturmustur. Bu makalede amac¢lanan 1930’larda “musiki inkilab1” olarak tanimlanan siirecin
stireklilik anlayisi igcinde Osmanli donemindeki altyapisi ve diigiinsel mirasina isaret etmektir.

Anahtar Kelimeler: Osmanli, Batililasma, Miizik Reformu, Tiirkiye
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HERITAGE OF THE CULTURAL AND POLITIC OF THE
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ABSTRACT

The Ottoman-Turco modernization during the second half of 19" century, which was
based on the socio-economical change and political necessities, was a troublesome process. The
Western influence was not only limited to the scope of political institutions but also the cultural
spheres. There were several Western intellectual and ethical motives on Music, architecture and
literature, but a special emphasis on Music can be put forward. The Westernisation process
contributed to the era in which the patronage and the performance of the traditional music was
declining. So it was the effects of the modernisation which had enabled the new Republic to
constitute a new cultural policy on music. This article aims to analyze the management of the so-
called "Music Reform" of the 1930s by emphasizing the relevance with its Ottoman infrastructure
and Ottoman heritage.
Keywords: Ottoman, Westernisation, Music Reform, Turkey
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GIRIS

Erken Cumhuriyet déneminin kiiltiir politikalar1 i¢inde en ¢ok ses getireni donemin
basiminda “musiki inkilab1” olarak yer bulan miizik reformu cabalaridir. Ozellikle Sosyo-kiiltiirel
dontistimlerin hiz kazandigi, tek parti rejimin kurumsallastigt 1930’larda miizik yasamui,
hiikiimetin ve donemin sanat ¢evrelerinin kiiltiirel inga siirecindeki rolii sonraki donemde bir hayli
tartisilmistir. Ddneme dair anlatilar i¢cinde en ¢ok atif yapilan mesele ise 1934 yilinda Atatiirk’lin
TBMM’nin agilis oturumunda yaptigi konugma ve bunun yarattig1 sonuglardir. Bu konugsmadan
birkag giin sonra radyolarda Tiirk miizigi yayinlarinin durdurulmasi, Tiirk miizigine yonelik siyasi
otoritenin tepkisinin en ileri gostergesi olarak sunulur. Konuya dair yapilan caligmalarin bir
kisminda Tiirk miiziginin yozlagmasinda hatta 1960°lardan itibaren baskin bir tavir haline gelen
arabesklesmede bu yasagin ve donemin miizik politikalarinin etkisinin biiyiik oldugu ileri
siiriilmektedir (Ozbek, 2003, s. 141-142). Tiirkiye’de miizik politikalarnin miizik yasamia
yansimasinin incelendigi bazi ¢aligmalardaysa yasaklama kararinin arkasindaki iradenin aslinda
Atatiirk olmadig iddia edilerek donemin biirokratlarinin ve 6zellikle igisleri bakanliginin roliine
isaret edilir. Buradaki tavir daha ¢ok Atatiirk’{in siirecteki miidahalesini hafifletmeye yoneliktir.
Biitlinliyle bakildiginda ise 1930’larin resmi miizik politikalarina dair genel kan1 Bat1 miizigi
kurumlanyla ilgili kazanimlara ragmen Tiirk miizigi iizerinde olumsuz etkiler biraktigina
yoneliktir. Oysa s6z konusu caligmalarda belli belirsiz deginilse de ihmal edilen mesele erken
Cumhuriyet’in miizik politikasimin bir baslangigtan c¢ok 19. yiizyildan itibaren yasanan
modernlesme hareketinin yarattigi ikilemin bir sonucu oldugudur. Bu c¢aligmada amaclanan
tarihsel bir siireklilik i¢inde Tiirkiye’de miizigin toplumsal degisimler karsisindaki niteliksel
doniisiimiin koklerine isaret edebilmektir.

Toplumsal Doniisiimiin Gosterge Alam Olarak Miizik

Platon’dan Schopenhauer’a kadar bir¢ok diisiiniir toplum ve miizik arasindaki iligskiye
dikkat cekerken toplumsal degisimlerin miizigi ne sekilde doniistiirdiigline isaret etmistir.
Ornegin Konfiigyiis’e gore bir toplumun miiziginin bozulmasi toplumsal anlamda da pek ¢ok
seyin bozuldugunun gostergesidir. Her toplumsal diizen kendi kiiltiirel kurumlarini ve miizigini
yaratir. Miizik hem bireyin i¢ diinyasinin yansimasi hem de bagl bulundugu toplumsal yapinin
tarih, edebiyat ve diger kiiltiirel kodlar gibi kolektif ortakliklarinin {irlinii  olarak
degerlendirilmelidir. Bu durumda toplumsal zihniyet, siyasal kurumlar ve diizenin degisimi
miizik yasamini dogrudan etkileyecektir. Yine Schopenhauer’a gore “miizigin olaylar diinyastyla
bir ilgisi yoktur”; miizik “iradenin bir kopyasidir”’; miizigin etkisinin &biir sanatlarin etkisinden
daha giiclii ve yogun olmasinin nedeni de budur. Ciinkii 6biir sanatlar bir seyin golgesini dile
getirirken miizik 6zlini dile getirir. Hegel’e gore, “miizik en 6znel ve 6zgiir bir i¢ yasantiy
icerir’(Fischer, 2010, s. 184).

Miizik ortak duygular1 uyarma amacini giider. ilk zamanlardan itibaren insanlari
calismaya ve miicadeleye iten kigkirtici bir islev istlenir. Ses diizenleri ve ses imgeleri otomatik
cagrisimlar yaratir. Miizigin insanlar1 bir siire i¢cin duyguca esit yapabilmesi, 6zellikle askeri ve
dinsel kurumlarda ¢ok ise yaramistir. Ancak zaman i¢inde miizik bu islevlerin iistiinde birlestirici
ve ortak hedefe, yeni bir toplumsal diizene hizmet edici misyonlar {istlenecektir. Hobsbawm’in
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Devrimler Cag olarak nitelendirdigi 19. yiizyilda devrim kendi miizigini iiretmistir.? Napoleon’a
Eroica adli tiglincii senfonisini ithaf eden Beethoven, i¢ diinyasinin oldugu kadar ayn1 zamanda
devrimin de miizigini yazmaktaydi. 1815’e gelindiginde Avrupa’nin hemen her yerinde belirgin
olan kabarmis ulusculuk duygusu, bir olgiide diipediiz siyasal anlamda kendini koruma
giidiisiiniin bir pargastydi. Napoleon Savaslar1 bunaliminda, Ispanyollar pek dogal olarak kendi
kimliklerinin, Almanlar Almanliklarinin vb. daha ¢ok bilincine varmislardir. Bununla birlikte
Romantik ge¢mise doniis egilimi, her ne kadar Fransiz Devrimi ve Napoleon’la yogunluk
kazanmigsa da gercekte 1789’dan Once baslamistir. Filozoflar ortagaglarin her seyin listiinde dinle
ugragmalarindan nefret ediyorlardi. Elbette Romantikler filozoflarin kizdiklar1 ne varsa onu
yucelteceklerdi. Alman yazar Herder?, bir kiiltiirel ulusguluk kurami gelistirmisti.*

Romantik bagkaldir1 déneminde miizisyenler halk ezgilerini ve kendi geg¢miglerinin
Oykiilerini aramaya koyuldular. Opera ve sarki bestecileri, renk ve dram 6geleri elde etmek i¢in
siklikla Shakespeare’in oyunlarina, Scott’un romanlarina ve Goethe ile Puskin’in siirlerine
basvurdular. Bu evrimde en biiyiik rol Beethoven’e aittir. O, Bach, Haydn ve Mozart’tan kalan
biiylik gelenegi yeniden bigimlendirmistir. Beethoven’in Viyana’daki ¢agdasi Franz Schubert,
yiikksek bir sanat diizeyine ulagmistir. Von Weber, gercek bir Alman operas1 yaratmaya
cabalarken, Rus besteci Glinka da iilkesinin kilise dis1 miizik sanatinda o zaman kadar egemen
olan Italyan etkilerini bir yana itmistir. Ruslan ve Ludmila operasmin konusunu Puskin’in bir
siirinden almistir (Knight, 2005; Kindarman, 2009, s. 61-92).

Osmanh imparatorlugunda Degisimin Onciileri ve Miizik Yasami

Avrupa’da edebiyat, miizik kiiltiirel kurumlar burjuva devrimleri sonucunda doniisiirken,
Osmanli Imparatorlugu’nda I11. Selim ile birlikte siyasal, kiiltiirel yap1 degisime ugramaya baslar.
Fransa’daki devrim riizgarinin Avrupa’yr sarmakta oldugu, insanlarin ozgiirlik, esitlik ve
kardeslik sloganlari etrafinda feodal monarsilere ve liretim iliskilerine baskaldirdig: bir donemde
Osmanli tahtina ¢ikan III. Selim, I. Mahmud ve 1. Abdiilhamid doneminde goriilen reform
cabalarin1 daha ileriye tasimistir. Siyasi kimliginin 6tesinde bakildiginda Selim’in entelektiiel
davranis, incelik, his, diisiince ve reformculuk zaruretini anlama agisindan Avrupa’da aydinlanma
donemi hiikiimdarlariyla benzerlikler gostermesi sasirtict degildir. Ilhami mahlasiyla, siirler
yazmis, Kirimizdde Kamil Efendi’den miizik egitimi almugtir. Sir Katibi Ahmed Efendi’nin
verdigi bilgiye gore opera izleyen ilk hiikiimdardir. izlenimleri olumlu olmasa bile Bat1 miizigine
olan merakli tavr1 devam etmistir. Lale Devri’yle baslayan miizikal tarz ve ifade III. Selim’in de
katkilariyla gelisme gosterir. Bircok eser besteleyen Selim doneminin bestekarlar1 arasinda
Sadullah Aga, Sakir Aga, Zeki Mehmed Aga, Abdiilbaki Nasir Dede, Numan Aga ve nihayet

2 Devrim sonrasi romantik tepkinin kiiltiir yasamina etkilerinin incelendigi bir ¢alisma igin bkz. Isiktas, B.
(2015). “Avrupa’da Devrimler Caginda Toplumsal Degisim, Kiiltiir ve Miizik Yasamina Dair Notlar”
Beykent Universitesi, Sosyal Bilimler Enstitiisii Dergisi, Cilt 8, Say1 2, s. 158-172.
3 Romantizmde bireyin kendi bireyselligini ifade edebilme istegi merkezdeydi. Hicbir sey bireysel cosku
ve duygunun en yogun ifadesini olusturan giizellik, doga, hayal ve ac1 gibi duygularin 6niine gegemezdi.
Herseyin temeline “ben kiiltii”niin yerlestirildigi bu donemde Almanya’da Herder (1744-1803),
Descartes’in “Diigliniiyorum, Oyleyse varim” soziine karsilik “Hissediyorum, Oyleyse varim” seklinde
uyarlama yaparak bu s6zii Romantik diinya gorsiiyle uyumlu hale getirdi (Van Der Loo ve Van Reijen
2014, s. 81).
419. yiizy1lin toplumsal doniisiimleri ve kiiltiirel yansimalarina dair bkz. (Hobsbawm, 2009).
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Ismail Dede gibi biiyiik isimler dikkat ¢ekmektedir. Bu devirde saraydaki kiime fasillarmin
aramlan isimlerinden biri de Sultanin tanbur hocasi Izak’tir. Viyana Sefiri Ebubekir Ratib
Efendi’nin Nizam-1 Cedid olarak tanimladigi degisimler Sultanin biiylik baglilik duydugu
miizikte de etkilerini gdsterecektir. Bircok makam terkib eden Selim, Rast-1 Cedid, Hiizzam-1
Cedid gibi makamlar yeni bir miizikal anlayisla diizenleyecektir.® Bununla birlikte I11. Selim’in
miizikal diinyasi gelenekle icice ve ondan beslenmektedir. III. Selim, aydinlanma donemi
hiikiimdarlarindan biri olmakla birlikte devrimci bir kimlige sahip olmayip radikalizmden uzak
durmus ve kiiltiirel kurumlarin gelisim siirecine sert miidahalelerden kaginmistir (Beydilli, 2010,
s. 31-34). Ancak II. Mahmud’un reformlar siyasal ve kiiltiirel kurumlar iizerinde daha radikal
nester vuruslari icerecektir.

Sultan II. Mahmud dénemi her anlamda Hobsbawm’1n “gelenek icad1” olarak tanimladig:
stregle uyum gostermekteydi.® Geleneksel bir Akdeniz Imparatorlugu kurumlarini Batili bir
modelde donistiiriirken kiiltlirel anlamda da yeni semboller yaratmakta gecikmiyordu. Osmanli
armasi ve flama gibi kartografik unsurlarin yani sira Mehterhane’nin kapanmasiyla yerine kurulan
Muzika-i Hiimayun imparatorlugun yeni imaj tasariminin da unsurlar1 haline getirilmisti.” Belki
Dede Efendi’yi “oyunun tad: kagcti” dedirtecek kadar buruklastiran yeni kiiltiirel atmosfer heniiz
toplumun genis kitlelerince paylasiliyor degildir ancak Sultan Mahmud bazi yerlesik kaliplari
sarsma konusunda radikal bir tavra sahiptir.

Muzika-i Hiimayun Tiirkiye’de miizik yagami iizerinde derin etkiler birakti. 1826 yilinda
Yenigeri Ocagmin kaldirilmasi Mehterhane’nin, geleneksel ordunun miiziginin de islevini
yitirdiginin disiiniilerek kapatilmasiyla Osmanli dénemi miiziginin iiretim kaynaklarindan birine
darbe indirilmis oluyordu. Biilent Aksoy, mehter musikisinin yitirilmesini Osmanli musikisinin
kayiplarindan biri olarak degerlendirirken haklidir. Bu durum geleneksel mehter musikisinin
repertuvarinin kayip olmasina, sazlarinin terk edilmesine hatta icra bi¢imlerinin unutulmasina yol
agmustir.® Mehterhane gibi 19. yiizyilda saraym himayesindeki egitim kurumu Enderun’un
fonksiyonunu kaybetmesi de Osmanli miiziginin biitiinliigiinii saglayan en 6nemli kaynaklardan

5 Bu konuda genis bilgi i¢in bkz. III. Selim Déneminin Miizik ve Miizisyenler A¢isindan Incelenmesi,
Yaymlanmamis Doktora Tezi, Istanbul Teknik Universitesi, Sosyal Bilimler Enstitiisii, Tiirk Sanat Miizigi,
(Besiroglu, 1993). ayrica bkz. agy., “IIl. Selim’in Bestekarlig1”, Nizam-1 Kadim den Nizam-1 Cedid’e III.
Selim ve D6nemi, Ed. Seyfi Kenan, ISAM Yayinlari, istanbul (Besiroglu, 2010, s. 654-664).

6 “Icat edilmis gelenek” alenen ya da zimnen Kabul gérmiis kurallarca yonlendirilen ve bir ritiiel ya da
sembolik bir 6zellik sergileyen, gecmisle dogal bir siireklilik anistirir sekilde tekrarlara dayanarak belli
degerler ve davranis normlart asilamaya calisan bir pratikler kiimesi anlaminda disiiniilmelidir. Aslinda
miimkiin olan her yerde bu pratikler, hemen kendilerine uygun diisen bir tarihsel ge¢misle siireklilik
olusturmaya girisirler” (Hobsbawm, 2006, s. 2).

71826°da Yenigeri Ocagi ile birlikte Mehterhanenin de kapanmasiyla bando kurulmustur. Daha II1. Selim
doneminde Nizam-1 Cedid ordusunda trampet kullanilmas: bunun baslangicini olusturmaktadir.
Muhafazakar ¢evrelerden ylikselen tepkiler karsisinda Ubeydullah Kusmani kaleme aldig1 bir risalede bu
yeni enstriimani savunmak durumunda kalmistir. O trampeti Batili ordulardaki disiplin ve diizenin bir
pargasi olarak gormekte ve Yenigeri ocagindan gelen tepkiler karsisinda trampet kullanilmasinin “ehemm-
i miithimmat ve elzem-i levazimdtdan” oldugunu belirtmektedir. (Turan, 2011°de atifta bulunuldugu gibi).
8 Biilent Aksoy’un (2008) isaret ettigi gibi 1911°de kurulan mehterin artik orijinaliyle bir ilgisi yoktu. Ali
Ufki ve Kantemiroglu’nun yazdiklar1 olmasa mehter havalar1 ve mehter dagarinin ne oldugu konusunda bir
fikir sahibi olunmasi miimkiin degildi. 1952’den sonraki mehterler ise kayiplar telafi etmek bir yana
hamasi torenlere hizmet etmekten 6te bir anlam tasimamuistir (s. 234).
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birinin yitirilmesi anlamina geliyordu.® Yeni kurulan bandoyla aym zamanda farkli bir miizik
anlayis1 ve repertuvar alani hayata geciriliyordu. Aslinda bu gegis siireci cok da basarili degildi.
Nitekim AtA tarihinde anlatilanlar Istanbul’da bugiinkii Teknik Universite’nin Taskisla
boliimiinde kurulan ve Enderun Agalarindan Nokta Mehmed Efendi’nin bagkanligindaki bir
heyetin idaresine birakilan Muzika-i Humayun’da beklenilen sonuglarin hemen alinamamast
iizerine Yurtdisindan uzmanlar c¢agrildigini gostermektedir. 1828°’de Fransa’da gelen M.
Manguel, basarisiz olunca bu defa Italyan sef Giuseppe Donizetti II. Mahmut tarafindan
Istanbul’a davet edildi (Umur, 1987, s. 186). Daha sonra Donizetti Pasa olarak anilacak olan
Giuseppe Donizetti 17 Eyliil 1828’de geldigi Istanbul’da 28 y1l hizmet edecekti. Donizetti, yeni
donemin resmi miizik anlayisinin mimariydi. Goreve baglamasindan bir y1l sonra besteledigi
Mahmudiye Mars1 1846 yilinda Abdiilmecid i¢in yeni bir mars yapincaya kadar resmi mars olarak
kullanilmist1. 1856’da 6liimii iizerine yerine getirilen Necip Pasa basarili olamayinca Abdiilaziz,
ftalyan Miizisyen Guatelli’yi bu goreve atadi.!® Donizetti ve Guatelli Pasa Osmanli’da resmi
miizigin déniisiimii {izerinde belirleyici olan en énemli isimlerdir. Ik basta Bati miizigi merkezi
hiikiimetin resmi ve diplomatik protokollerinde, torenlerde yer alirken zaman i¢inde basinda
Halife-Sultanin yer aldig1 bir geleneksel monarside dini anlamda en 6nemli protokollerden biri
olan Cuma selamligina kadar girecektir.

Bat1 miiziginin Osmanli resmi ¢evrelerinde ve seckinler arasinda yer edinmesi kamusal
alanda 0zel alanin aksine protokole dair tiim organizasyonlarin iginde yer almasi kokli bir
degisime isaret ettigi gibi s0z konusu siireg geleneksel miizigin iretildigi ortamlarin
dontistimiinde de etkilidir. Seckinlerin Bati uygarliginin miizigine olan ilgisi saray ve konaklardan
Bat1 miiziginin sedasinin yiikselisi yeni yasam bi¢iminin sonucu olarak geleneksel miizigin
bestecilerine ve icracilarina karsi da bir koruma kalkaninin ortadan kalkmasina neden olmus, Tiirk
miizigi Bogazi¢i’'ndeki Rum tavernalarina ve Topkapi’daki meyhanelere siginmak durumunda
kalmistir (Ogiin, 2000, s. 434). Cumhuriyet doneminde 6nyargili kimi yazarlarin bu miizigi diisiik
bir meyhane miizigi olarak nitelendirmesinin ardinda yatan tarihsel durum buydu.!* Oysa Ayas’m
(2014) da isaret ettigi gibi saray ve tekke gibi iki dnemli egitim ve icra kurumunun yam sira
toplumun kiiltiirlii {ist siniflar1 arasindaki hamilerini de kaybeden miizik geleneginde bir seviye
diismesi kagiilmazdir. Bununla birlikte geleneksel miizik ¢evrelerinin millete siginarak halk
zevki i¢inde kendisine bir sigmak bulmasi, yalnizca seviye diismesine degil, popiiler formlar
gergevesinde 0zglin sentezlere de yol agmig ve halktan kabul gormiistiir (s.193).

Ayn1 dénemde geleneksel miizigin yalnizca icra platformlar degil, miizikal icerik ve
fonksiyonlar1 da degisime ugramaktadir. Agir formlar, biiylik usuller modernlesmenin
degistirdigi zaman algis1 i¢inde eski cazibesini yitirmekte ve yerini eglenme-oyalanmaya yonelik
kolay icra edilebilir, hafif formlar ve usullere birakmaktadir. Sarki formu artik ¢ok zengin makam
ve usul geckileri iceren karlarin yerini almaktadir. Bat1 miizigindeki sonatlar gibi uzun siireli

® Enderun Osmanli Imparatorlugu’nda yalmzca biirokrat yetistiren kapikulu sinifinin iiretildigi bir mektep
degildi. Aym zamanda burada edebiyat, cesitli ilimler ve musiki de dgretilirdi. Bu konuda bkz. Inalcik, H.
(1994). The Ottoman Empire: The Classical Age 1300-1600, London: Phcenix, s. 78-79.
10 Donizetti Pasa’nm miizik yasam iizerindeki etkisi hakkinda ayrintili bilgi igin bkz. Araci, E. (2006).
Donizetti Pasa Osmanl Sarayinin Italyan Maestrosu, Istanbul: Yap1 Kredi Yaymlar
11 S6z konusu yaklagimi dénemin yaym organlarinda gérmek miimkiindiir. Behzat, E., (1934). Ankete
Cevap: Meyhane ve Caz Musikisine Karg1 Harp, Nota Dergisi, say1 29, 15 Haziran
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eserler daha kolay tiiketilebilen kisa siireli ve akilda daha kolay kalan hafif eserlerle miicadele
edememektedir. Batili orkestrasyon geleneksel miizigin icrasinda heniiz iltifat géormemektedir;
bununla birlikte viyola, viyolonsel hatta piyano gibi enstriimanlar Mevlevihanelerde, tekkelerde
ayin gibi dini formlarin icrasinda kullamlmaktadirlar. Sultanin hizmetindeki miizisyenler yeni
donemde yeni arayislarin da ilk {iriinlerini vermektedirler. Vasat bir besteci olmasina ragmen
Guatelli, besteledigi pek ¢ok marsin yani sira bazi klasik Tiirk miizigi parcalarini ¢coksesli hale
getirmistir. Cok sesli armonize ettigi besteler arasinda ¢agdasi olan Sevki Bey, Haci Arif Bey ve
Rifat Bey’e ait ¢cok sayida eser bulunmaktadir. Bati miizigi armoni sistemiyle diizenledigi 24 sarki
ve tiirkiiden olusan Arie Nazionali e Canti Popolari Orientali, Antichi e Moderni adli eseri
Istanbul’da yaymlanmstir (Turan, 2008, s. 86-87). Tanzimat’a giden siiregte miizigin ierigi ve
yerlesik kaliplar1 degisirken bunun toplumsal ve kiiltiirel yansimalar1 da daha goriiniir olmustur.
Kisacasi Cinugen Tanrikorur’un bozulma ve ¢dkiis olarak tasvir ettigi bu dénemde III. Selim’in
baslayip II. Mahmud’un tamamladig1 yenilik hareketleri ortami, ismail Dede, Sakir Aga, Zeki
Mehmed Aga, Dellalzdde, Kazasker, Osman Bey ve Yusuf Paga gibi son klasikleri yaratmig, ama
ayn1 zamanda klasik eserlerdeki formlarin yerini sarki formundaki hafif eserlere birakmasina da
zemin hazirlamusti. I1I. Selim’in kesf ve himaye, II. Mahmud’un itibar ve taltif ettigi Ismail
Dede’yi miizikte Donizetti’nin egittigi Abdiilmecid, sarayinda tutmayi basaramayacakti
(Tanrikorur, 2011, s. 43). Giines Ayas’a (2014) gore Bat1 miizigi saraya ilk geldiginde, Bati
miiziginin hafif eserlerinin karsisinda Osmanli miiziginin sanat diizeyi eserleri vardi. Cok
ge¢meden bu durum degismis, alicisin1 kaybeden her yiliksek sanat gibi Osmanli miiziginin de
halk begenisine yaslanarak ayakta durmaya ¢alisirken, Bati miizigi bu siiregte kurumlagmaya ve
sanat seviyesini ylikseltmisti (s. 90).

Tanzimat’in Tanzim Ettigi Kiiltiirel Kurumlar I¢inde Miizik

Tanzimat’in kuruculari, Mustafa Resit Pasa ve onun takipgileri, Bati’nin askeri ve idari
yapisimi Osmanli Imparatorlugu’na aktarirken Bati'min giinliik kiiltiirii de ikinci defa etkin
bicimde imparatorluga girmisti. Giyim, ev esyasi, paranin kullaniligi, evlerin stili, insanlar arasi
iligkiler “Avrupai” olmustu. Son donemin biiyiik alimi, hukuk¢u ve tarih¢i kisiligiyle doneme
damga vuran Ahmet Cevdet Pasa (1822-1895), bu hayat degisikliginin eski Osmanli degerlerini
nasil kostekledigini anlatir (Mardin, 2012, s. 23). Onun elestirel bakisina ragmen Italyan seyyah
Edmondo de Amicis’in Istanbul’a dair notlar1 Tanzimat sonrasi de@isen sehir kiiltiiriinii, yeni
biirokrat sinifin ve bunlarin olugturdugu toplumsal yapinin taleplerine gore bicimlenen bir yagsam
anlayisini gozler dniine serer. De Amicis’in tanik oldugu Osmanli toplumu I. Wallerstein’in isaret
ettigi gibi 19. yiizyilda kapitalizme eklemlenme miicadelesi veren bir imparatorlugun tebaasidir
artik. Geleneksel yap1 sarsilmig ancak yeni diizenin oturmasi sanildigi kadar kolay olmamustir.
ftalyan seyyah, Istanbul halkinin yasamini yansitirken, “eski” ve “yeni” tabirlerini 6zellikle
kullanir. Ona gére yeni Istanbul’da bigimlenen bir Tiirk’{in evinde duvarda asili duran udun yerini
piyano almigtir. Evin hanimi ya da ¢ocuklar Pera’da bulunan bir miizik diikkanindan alinan
notalara ragbet etmektedir. Dahasi, artik bir musiki muallimi bu yeni yagamin parcasi haline
gelmis olan piyanoyu Ogretmek iizere 0zel derslere gelmektedir. Bu yeni ev “Avrupali bir
hanimin evine benzer. Evde bir piyano bulunur ve Hiristiyan bir kadin hoca hamima piyano
calmayt 6gretir” (De Amicis, 1986, s. 259). Sarayda sehzadelerin egitiminde yer verilen miizik
derslerinin igerigi de artik Bati miiziginin aktarimi seklindedir. Hanedan mensuplar1 alafranga
yasamin etkisiyle yalnizca mobilya ve kostiimlerini degistirmekle kalmamislar, ayn1 zamanda
zevkleri de degismistir. 1847 yilinda Istanbul’u ziyaret eden Macar virtiioz Franz Liszt, bu yeni
yasam biciminin Dogu’nun egzotik baskentine ¢ektigi ilk isim degildir elbette. Kendisi
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Istanbul’daki dinleyicilerin ilgisinden ve agirbashi konser takiplerinden bir hayli etkilenmistir.
Bunu, yazdig1 mektuplarda dostlarina bildirmekten geri kalmayacaktir. Hanedan tiyeleri arasinda
Bat1 miizigi formlarinda eserler ortaya koyanlar yine bu dénemde ortaya g¢ikacaktir. Avrupali
birgok bestecinin vals ve polka besteleyerek, ithaf ettigi monarklar arasinda artik Bogazi¢i’ndeki
Sahil Saraylarinda biitiiniiyle Batili bir yasam siirmekte olan Osmanli Hiikiimdarlar1 da vardir
(Egecioglu, 2012). Ancak bu anlatilanlar Osmanli toplumu arasinda Bati miiziginin biiyiik
tevecciih gordigii anlamina gelmemektedir. Bununla birlikte segkinlerin Bati miizigine olan
ilgisinin ardinda da onu ¢ok iyi anlayip 6zimsemeleri degil, dahil olmak istedikleri diinyanin
kiiltiirel unsurlarindan biri olarak gormeleri etkilidir.'?

Sultan Abdiilmecid ve Sultan Abdiilaziz donemleri yeni toplumsal baski gruplarmin
gelistigi donemlerdir. Dogmakta olan intelligentsia 1840’11 yillardan kalkarak gelismeye baslayan
basinla, 6zellikle bu yolla meramini anlatir. Toplum batindan alman tiyatro, roman, felsefi
deneme gibi edebi tiirlerle tanisir. Schiller ile Victor Hugo ¢evrilir, Moli¢re uyarlanir; seyirciler
sosyal yergi ve burjuva draminin temalartyla i¢li digh olurlar bu sayede. Osmanli baskenti Batilt
opera kumpanyalarint agirlamaya baslar. 1840°da Abdiilmecid’in izniyle Bosco Tiyatrosu
kurulur. Bosco, 400 kisiye hizmet verebilecek kapasitedeki tiyatroyu agtiginda her siniftan insana
seslenebilecek bir oyun tiirii olarak operay diisiinmiis, italya’dan bir grup ¢agirarak temsillerine
baglamistir. Kasim 1841 devletin resmi gazetesi Ceride-i Havadis’te tiyatro ve opera sanatiyla
ilgili bir habere yer verilmistir. Haberde opera ve tiyatronun ne oldugu anlatilmig, bunlarin nasil
seyredilecegiyle ilgili uzun 6giitlerde bulunulmustur.

Bosco Tiyatrosunda oynanan oyunlar Italyanca olup izleyiciler genellikle yabancilar,
yabanci dil bilen Hiristiyan ve Miisliiman yerli halkti. Ancak yabanci dil bilmedigi halde gazete
ilanlarindan etkilenerek temsillere katilanlara her zaman rastlaniyordu. Ceride-i Havadis’in 19
Nisan 1842 tarihli niishasinda yer alan, Donizetti’nin Belisario Operasinin librettosunun Tiirkce
olarak yayinlandigi ve halka altisar kurusa satildigi yolundaki haber dikkat c¢ekmekteydi.
Operanin ve Bati miiziginin yiiksek simif arasinda gordiigi ilgi sarayr memnun etmise
benzemektedir. Abdiilmecid, Beyoglu tiyatrolarinda yabanci sanatgilardan dinleyip seyrettigi bu
miizikli sahne sanatinin Tiirk genclerine 6gretilmesini istemis, bunun {izerine Donizetti harekete
geemistir. Tiim bu gelismeler ayn1 zamanda Bat1 miiziginin seckinler arasinda algilaniginin da bir
gostergesidir. Turan’a gore Bati miizigi, Batili toplumlar gibi olmanin ya da o sekilde
algilanmanin araglarindan biri olarak kabul edilmektedir. Bu konuda verdigi 6érnek énemlidir.
1844’de Bosco Tiyatrosu’nu devralarak isletmeye baslayan Tiitiinciioglu Mihail Naum
Efendi’nin tiyatrosunun yanmasi iizerine hiikiimetten istedigi yardim talebine kars1 Meclis-i Vala
tarafindan bir mazbata hazirlanir. 29 Safer 1846 tarihli belgede konuyla ilgili asagidaki satirlar
yer almaktadir. “Soylemeye liizum yoktur ki bu opera ve tiyatro Avrupa memleketlerinin ¢cogunda
bulundugundan padisah sayesinde Istanbul’'da da kurulmasi giizel bir sey ve Avrupa’ca da hos
karsilanacak oldugundan Mihail Naum un tiyatro ingasi ve temsiller vermesi uygun goriilerek
izin verilmigti... Tiyatro sahibinin taksitle geri 6demek sartiyla 250.000 kurus kredi istedigi
biliniyorsa da soylendigine gore bu sahsa insaat icin yabanci elgilikler tarafindan para
yardiminda bulunulacakmis. Padisalimiz tarafindan da yardimda bulunulmasi dost devletler
elgileri ve onlarin tebaasina karsi bir ¢esit saygr gosterisi olacagr gibi devletimiz tebaasinda
oldugu halde Osmanli Devleti tarafindan yardim edilmesi saltanatin sanina uygun
diigsmeyecektir...” (Turan, 2008, s. 90-91).

1.2 Tanzimat toplumunun alafrangalig1 igin garpici bir tahlil icin bkz. Ortayl, I. (2014, s. 229-261.).
Imparatorlugun En Uzun Yiizyil1, Istanbul: fletisim Yayinlar1.
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Batihllasmanin Goéstergesi Olarak Miizigin Sunumu ve Tiirk Miiziginin Oryantalist
Yorumu

Osmanli modernlesmesi kiiltiirel kurumlarda telif¢i bir nitelik tagirken imparatorlugun
imajmin tasariminda ve onu Batil1 degerleri benimsemis bir Avrupali monarsi olarak gdsterme
gayreti Batict biirokratlarin giindem maddeleri arasina girdi. Batililasma kiiltiirel ve edebi
anlamda da yeni tiirler ve kavramlar1t Osmanli toplumunun giindemine soktu. Basin ve matbuat
kamuoyu olusturmada etkili araglar olurken, yeni edebi tiirler ve tiyatro geleneksel tiirlerin yerini
almaya baslad1. Miizigin 6nemli bir farki bulunuyordu. Oncelikle kamusal temsili, resmi protokol
ya da gilindelik yasam i¢indeki yeri daha fazla hissediliyordu. Bu nedenle imaj tasariminda
kullanilmas1 daha kolaydi. Tanzimat sonras1 Osmanlilik geleneginin yikilmasi sonucunda ortaya
¢ikan dort ana ugurum i¢inde Niyazi Berkes, devlet ve halk arasindaki ayrisimdan bahseder
(Berkes, 2013, s. 254). Devlet ve halk arasindaki ugurumun gézlendigi kiiltiirel alanlar i¢inde yeni
donemin imajim belirleyen unsurlardan olan miizik de vardir.

Bat1 miizigine fazla ilgisi bulunmayan Abdiilaziz doneminde bile imparatorlugun imaj
tasariminda Bat1 miizigi bir kiiltiirel form olarak kamusal alanda kullanilacaktir. Kii¢iik formlarda
birka¢ bestesi de bulunan Abdiilaziz i¢in Bati miizigi ayn1 zamanda kendi reklamini yapmanin
aracidir. 1867°de Paris, Londra ve Viyana’y1 kapsayan bir dis geziye ¢ikan Abdiilaziz burada
onuruna diizenlenen toplantilarda klasik Bat1 miiziginin bestekarlarinin eserlerini dinleyecektir.
Saltanatinin ilk giinlerinde saray tiyatrosunun Odenegini kisan, Dolmabahg¢e’deki yanginla
harabeye dénen saray tiyatrosuyla ilgilenmeyen Abdilaziz, Richard Wagner’in Bayreuth opera
binasi i¢in agtig1 yardim kampanyasina 3000 thalerlik bir bagis yapar. Sonug beklendigi gibidir.
Avrupa basinindan gelen ovgiiler, Franz Liszt’in Prenses Wittgenstein’e yazmis oldugu mektupta
Sultanin davranisginin  Avrupali prenslere Orek olmasi gerektigini belirtmesi imaji igin
mitkemmel bir yatirimdir. Abdiilaziz Avrupali denkleri arasinda bonkdr ve sanatsever bir
hiikiimdar olarak resmedilmektedir. 1869°da Istanbul’u ziyaret eden istikbalin ingiltere Kral
veliaht Prens Edward’a imparatorlugun Batili yiiziinii gostermek isteyen Sultan bu kez Naum
Tiyatrosu’nda 6zel bir gosteri hazirlatir. 7 Nisan 1869 gecesi gerceklesen gorkemli gecede Galler
Prensi ve Prensesi halkin coskun tezahiiratlar1 arasinda, sagli sollu yerlestirilmis alay bandolarinin
Ingiliz Ulusal Mars1 God Save the Queen’i esliginde tiyatroya gelir, Meyerbeer’in L’ Africaine’in1
izler. Yabanci misyon seflerinin ve Osmanli devlet ricalinin katildig1 bu gece Osmanli bagkentinin
yasamakta oldugu degisim siirecini gozler dniine serer (Kosal, 2003, s. 35-42; Araci, 1998, s. 30-
33). Abdiilaziz Bati miizigine biiyiik bir ilgi duymasa bile onu himaye etmis, icracilarina
ihsanlarda bulunmustur®™ (Toker, 2012, s. 247-269).

Bat1 miiziginin kamusal alanda, resmi torenlerde hatta dini Cuma selamliklarinda bile yer
bulusu, seckinler arasinda gordiigi itibar zaman i¢inde geleneksel miizige yonelik bir agagilama
hatta acik bir ifadeyle oryantalist bir sdylemin ingasinda da etkili olacakti. Aslinda bu oryantalist
sOylem en az alaturka-alafranga ¢ekismesi kadar kiiltiir tartigmalarinda belirleyiciydi. Tekseslilik
ve ¢okseslilik, gelismislik ve az gelismislik hatta ilkellik kavramlari iizerinden toplumsal bir
profil ¢izmeye dayali bakislar geleneksel makam miizigine yonelik bir ényarginin olusumuna
hizmet etti. Bu konuda Osmanli donemi miizigi iizerine yazan yazarlarin etkisi de
unutulmamalidir. Ornegin Charles Fonton’a goére Dogu miizigi Asya’nin ruhuna uygun olarak
cansiz ve gevsektir. Onda Bat1 miiziginin hiziyla hayatiyet bulunamaz. Dogu miiziginin en biiyiik

13 Hikmet Toker, Sultan Abdiilaziz Déneminde Osmanli Sarayinda Musiki, Yaymlanmamis Doktora Tezi,
Marmara Universitesi Sosyal Bilimler Enstitiisii, Istanbul 2012, s. 247-269.
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kusuru ona gdre monotonlugudur. Oysa bir miizik her tiirli izlenimi yaratip tiim duygular
harekete gecirebilmelidir. Dogu miizigine egemen olan tekdiizelik ise buna engeldir ve yine bu
miizik ne denli giizel olursa olsun, eger tek diizeyse dinleyende hep ayni izlenimi yaratryorsa
dinleyicinin ruhunda uyku duygusu yaratir, onu uyusturur (Fonton, 1987, s. 58). Osmanl
miizigine yonelik bir diger dnyargili oryantalist tez ise bu miizigin kdkenine dairdir. Tiirklerin
miizigini gelismis ve kuramsal olarak degerlendiren Toderini dahi “Tiirk musikisi modern
Farsgadir” diyerek kokeni hakkinda polemikgi bir tavir sergilemistir (Toderini, 2012, s. 119). Bu
tavir sonraki dénemde Ziya Gokalp basta birgok yazarda etkisini gosterecektir.'* Oryantalist
paradigmanin 19. yiizyilda yerlesen bir diger yaklasimi ise tekseslilik esasina dayanan Dogu
miiziginin insanlarin ¢ok sesli diislinmelerine firsat vermedigi, bu nedenle elestirel ve ¢ogulcu bir
yaklasimin Dogulularda gelismedigi konusudur. Osmanli miiziginin Bati miizigiyle
uzlagsmazligimi ve “geriligini” ac¢iklamak ig¢in siklikla miizik dis1 OSlgiitlere basvuruldugu
gorilmektedir. Ayn1 dogrultuda cokseslilik Dogu despotizmiyle, tek tanricilikla, bagnazlikla
Ozdeslestirilmistir. Jules Rouanet “Miisliiman miizigi” olarak adlandirdigi miizigin temel
Ozelligini tekseslilik olarak belirttikten sonra, bunu Sami 1irkinin “gokluga akil erdiremeyisine” ve
tevhid inancia baglamaktadir (Arel, 1969, s. 57). Antoine Murad dahi Batililarin Osmanli
miizigine yonelik onyargilarimi kirmak icin kaleme aldig1 calismasinda Dogu miiziginde keder ve
hiizniin 6n planda olmasini despot hiikiimdarlara karsi halkin garesizliginin bir ifadesi olarak
yorumlamustir (Aksoy, 2003, s. 175). S6z konusu yaklagimin etkilerini giiniimiizde dahi Bernard
Lewis gibi oryantalist yazarlarda goérmek mimkindir. Bunlara gdre demokrasiyi bir tirll
igsellestiremeyen Dogulular tek sesli bir kiiltiire sahiptir ve bu miiziklerine kadar sirayet etmigtir®®
(Lewis, 2002, s. 148-149).

Tanzimat sonrasinda Osmanli yazarlarinin yorumlarinda goriilmeye baslayan oryantalist
sOylemlerin yarattig1 algilamay1 bireysel diizeyde ortaya koyan en etkili 6rneklerden biri II.
Abdiilhamid’in goriisleridir. 19. yiizyilin son dénemine otoriter siyaset anlayisiyla damgasini
vuran, muhafazakar siyasal sOyleminin yaninda modernlesmeci tavriyla imparatorlugun
donisiimiinde pay sahibi olan Abdiilhamid’in Tiirk miizigine dair gorisleri Osmanlt
modernlesmesinin kiiltiirel yansimalarinin seckinler arasindaki ifadesi olarak degerlendirilebilir.
Kizi Ayse Sultan ve Beylerbeyi Sarayi’ndaki goézetim yillari boyunca yaninda bulunan
doktorunun notlarinda geleneksel miizige dair anlattiklar1 Sultanin disa yansitmada &zellikle
biiyiik gayret sarf ettigi muhafazakar imajiyla ¢elisir niteliktedir. “Dogrusu alaturka musikiden
hoslanmam, insana uyku getirir. Alafranga musikiyi tercih ederim, bilhassa opera ve operetler
pek hosuma gider. Hem size bir sey soyleyeyim mi? Alaturka dediginiz makamlar Tiirklere ait
degildir. Yunanlilardan, Acemlerden, Araplardan alimmustir. Tiirk ¢algisi davulla zurnadir,
derler ya bunda da tereddiidiim vardir. Bu iki ¢algi da Araplarinmug. Bir tarihte, Tiirkistan
taraflarinda seyahat etmis bir zattan tahkik ettim. O tarafin koylerinde eskiden beri calinan ¢algi
sazmis. Bizde de Anadolu’nun asil Tiirk koylerinde daima saz ¢alinirmis ” (Osmanoglu, 1960, s.
25-26).

Fransiz Alexandre Efendi’den piyano dersleri alan, miizik bilgisini gelistirmede Guatelli
Pasa’dan ve Paul Dussoppe’den yararlanan Sultan Abdiilhamid’in tam bir Bat1 miizigi 6zellikle
de opera hayrani oldugu bilinir. Hac1 Arif Bey basta olmak iizere, Rifat Bey ve Ismail Hakki Bey

14 Doénemin diger énemli fikir adamlar1 i¢in bkz. Akinci, L. K. (1963). Garplh Géziiyle Tiirk Miizigi,
Istanbul: Dogan Giines Yayinlari, s. 29-42.
15 Bernard Lewis’in tezlerine yonelik elestirel bir yorum icin bkz. Turan, N. S. (2005). Bernard Lewis’in
Disiindiirdiikleri, Andante: Miizik ve Toplum EKki, Eyliil-Kasim, say1 18, s. 12-15.

1119



“Misiki Inkilabi "nmi Osmanhi-Tiirk Modernlesmesinin Kiiltiirel ve Siyasi Mirasi Olarak Yorumlamak

gibi donemin 6nde gelen Tiirk miizigi bestekarlarina ilgi gostermekle birlikte Batt miizigi
icracilarina ayri bir ilgi duymustur. Keman, piyano ve viyolonsel onun hayranlik besledigi
enstriimanlar oldugundan bunlarm icracilar1 onun 6zel ilgisine mazhar olmaktaydilar. Ornegin
kemanc1 Vondra Bey’i egitim amaciyla Paris’e gondermis, doniisiinde ise sarayda bir davet
diizenletmistir. Kendisinin de katildigi bu térende sehzade Burhaneddin Efendi (piyano),
Abdiirrahim Efendi (viyolonsel) ve Muzika-i Hiimayun’dan Tevfik Efendi mini bir konser
vermiglerdir. Muzika-i Hiimayun kumandanlarindan Safvet (Atabinen) Bey’i fliit teknigini
gelistirebilmesi i¢in 1908°de bir yi1lligina Paris’e gonderen Sultan, Haci Arif Bey’in viyolonsel
calan oglu Cemil Bey’i de desteklemis, siklikla saraya davet ederek dinlemistir. Cocuklarinin
miizik egitimi konusunda hassasiyet gosterdigi anlasilan Abdiilhamid’in oglu Burhaneddin
Efendi bu konuda biiyiik bir yetenek ortaya koyarak 1894°te 7 yasinda iken besteledigi Re Major
cok sesli bir mars1 (Bahriye Mars1) babasina ithaf etmistir. Burhaneddin Efendi Alman Imparatoru
II. Wilhelm’in oglu Prens Albert ile birlikte Sultanin 6niinde kiiciik bir konser vermistir. Frangois
Lombardi Sadiye Sultan ve Ayse Sultan’a piyano 6gretirken Mehmed Selim Efendi (piyano),
Naime Sultan (piyano), Mehmed Abdulkadir Efendi (keman), Abdlrrahim Efendi (viyolonsel ve
nefesli sazlar) iizerine egitim almislardi. Ayse Sultan miikemmel piyano ¢almanin yani sira
giiftesi de kendisine ait olan ilk eseri Hamidiye Marsi’m1 12 yagindayken Abdiilhamid’e 25. ciilus
yildoniimiinde (31 Agustos 1901) hediye etmisti. Dahas1 Sultan operalar seyredebilmek i¢in
Yildiz Saraymnin igine bir tiyatro insa ettirmis, burada Maria Malibran, Calyapin gibi iinli
yildizlari, Avrupa’dan gelen opera kumpanyalarini misafir etmistir. Dindar bir hiikiimdar
portresinin 6zenle korunmasina biiyiik hassasiyet gdsteren Sultan, Cuma selamliklarinda Avrupali
bestecilerin eserleri esliginde Y1ldiz Camii’ne tesrif etmigtir'®

Bat1 miiziginin kamusal alanda kazandig1 mevkii, segkinler arasinda gordiigii itibar bir
zaman sonra modernlesmenin Osmanli edebiyatina kazandirdigi yeni formlardan romanda da ona
yonelik temalarin kullanimina firsat sagladi. Bununla birlikte Tanzimat romancilarinin Bati
miizigine yaklasimlar1 ¢ok bilingli sayilmaz. Bati miiziginin romanda yer almasi bu miizigin
toplumun yeni tanidig1 Bati kiiltiirii ve Batililasma cabasinin bir sonucudur. Piyano bu dénemde
Bat1 miiziginin en taninan ve sembolik enstriimanidir. Bazi aileler tipki Mehmed Rauf’un Eyliil
romanindaki Suad’in babasi gibi ¢ocuklarini ud ve kanundan men ederek onlar1 piyano ¢almaya
tesvik etmislerdir. Mizancit Murad’in Turfanda mi Yoksa Turfa mi? adli eserinde miizik bahsi ¢ok
sinirlt olsa da Zehra’nin piyanosunda ¢aldigi ve Fransizca olarak sdyledigi bir romans, onu igiten
Mansur’u Zehra’ya bir anda asik eder. Halid Ziya’nin olgunluk déneminin ilk eseri olan Mai ve
Siyah’ta yazari temsil eden Ahmed Cemil, tipki Halid Ziya gibi klasik bat1 miizigine diiskiindiir.
Yazar Ask-1 Memnu adli romaninda ise Nihal’in piyanoda miirebbiyesinden 6grenerek ¢aldigi
parcalara deginir. Mehmed Rauf’un, Eyliil romaninda miizik iki insan1 birbirine baglayan, onlar
arasinda duygu aligverisini saglayan bir konuma sahiptir. Romanin asli sahislar1 olan Suad ve
Necib’in miizige duyduklar biiyiik ask zaman i¢inde birbirlerine kars1 derin hisler beslemelerine
neden olur. Bati miizigi artik romanlarda Batili yasam bi¢iminin, “asriligin”, hatta gorgulu
olmanin bir araci olarak sunulmaktadir.!” Ahmet Mithat Efendi’ye gore Bati miizigine asina
olmak, bu konuda bir seyler sdylemek hem sosyete terbiyesi, hem de bir kiiltiir gostergesi
geregidir (Okay, 1991, s. 340).

16 Bu konuda genis bilgi igin bkz. Turan N. S. (2012). “Opera Tutkunu Bir Sultan II. Abdiilhamid”, Evrensel
Kultlir, Ocak, say1 241, s. 28-29.
17 Tanzimat ve Servet-1 Fiinun romaninda miizik temasinin islenisi {izerine yapilmus ayrmtili bir ¢alisma
olarak bkz. Uner, A. M. (2006). Roman ve Musiki, Istanbul: Simurg Yayinlari.

1120



Isiktas, B. Rast Miizikoloji Dergisi, Cilt IV, Say1 1 (2016), s. 1111-1126

Bati miiziginden Coksesli Milli Musikiye

Osmanli 19. yiizyilmin Bati miizigiyle irtibati daha c¢ok Avrupa kapitalizmiyle
eklemlenme siireci igindeki sehirli kii¢iik burjuvanin yasaminda bir eglence araci olarak baglayip,
en u¢ noktada toplumsal gorgii ve seckin sinif iiyesi olmanin gostergelerinden biri seklinde
algilanmasiyla siirdii. Mesrutiyet doneminde aile, kadin, evlilik, hukuk gibi toplumsal konularin
yaninda kiiltiirel konulardaki tartismalara miizik de eklenir. Ozellikle Ziya Gokalp’in yaklasin
miizigin bir kiiltlirel form olarak milli bir karakter i¢inde yeniden insasina yoneliktir. Bu donemde
Tiirk miiziginin kdkeni {izerine tartismalara girisilir. Kimi yazarlara gore Tiirk miiziginin kdkleri
fran’da kimine goreyse Bizans ya da Arap miizigindedir. Ornegin Klesewetter, Tiirklerin miizigi
oldugu iddiasina karsi ¢ikmus, bu miizigi Iran miizigi olarak nitelendirmistir. Mesrutiyet
doneminin Tiirk¢ii aydinlar1 bu diisiincelerden etkilendigi anlasilmaktadir. Tiirk¢li aydinlar
Ozellikle ulusal bir miizik meydana getirebilmek i¢in yabanci kokenli miizigin birakilarak halk
miiziginin islenmesi geregi iizerinde durmuslardir. Necip Asim /kdam ve Tiirk Yurdu’nda ¢ikan
yazilarinda Tiirk miiziginin Yunan kaynakli oldugunu, Araplar araciligiyla Tiirklere geldigini ileri
siirerek ulusal bir miizik olusturmak i¢in Macarlarin yaptig1 gibi, halk havalarin1 Bati miizigi
teknigiyle diizenlemek gerektigini savunmustur. Ancak bu konuda en can alici tartismayi
Tiirk¢iiltigiin Esaslar adli yapitinda stirdiirecektir (Ayvazoglu, 1996, s. 48).

Ziya Gokalp, ilk olarak kiiltiir ve uygarlik kavramlarini birbirlerinden ayirarak tartismaya
girer. Ona gore kaltdr bir ulusun “dini, ahlaki, hukuki, muakalevi, bedii, lisani, iktisadi ve fenni”
yasamlarinin uyumlu bir toplamidir. Uygarlik ise aymi “mamure”ye dahil birgok uluslarin
toplumsal yasamlarinin toplamidir. Kiiltiir ulusal, uygarlik ise uluslararasidir. Buradan hareketle
iilkede bir arada yasayan iki miizigin oldugunu sdyleyen Gokalp’e gore, bunlardan birisi halk
arasindan dogan “kaidesiz, usulsuz, fensiz melodilerden olusan Tiirk miizigi, digeri ise Farabi’nin
Bizans tan terciime ve iktibas ettigi Osmanli miizigidir. Bunlardan birincisi kiiltiiriimiiziin ikincisi
ise uygarhigimizin miizigidir” (Gokalp, 1965, s. 33-36). Gokalp, yiksek bir zevkin trlnd olarak
gordiigli Osmanh miizigiyle ilgili artik yeni bir sey yapilamayacagini iler siirerek, halk miiziginin
nagmelerinin Bat1 teknigiyle islenerek ¢okseslilik anlayisiyla ancak yerelden hareketle bir ulusal
miizik olusturulabilecegini savunur. Gokalp, Hars ve Maarif baglikli makalesinde de
“Rousseau’nun ‘tabiata riicti edelim!” kaidesi, bize konusulan lisana, tiirkiilerde terenniim edilen
vezinle musikiye... ¢agirtyor” der (Gokalp, 1972, s. 97-98). Avrupai bir miizige sahip olmanin
yolu ona gore bellidir: “Halk musikisi harsimizin, garp musikisi de yeni medeniyetimizin
miizikleri oldugu icin her ikisi de bize yabanci degildir. O halde, milli musikimiz memleketimizde
halk musikisiyle garp musikisinin imtizacindan dogacaktir. Halk musikimiz bize bir¢ok melodiler
vermigtir. Bunlari toplar ve garp musikisi usuliine armonize edersek, hem milli hem de Avrupai
bir musikiye malik oluruz.”(Gokalp, 1972, s. 152-154).

Aslinda milli bir romantizm igin tasraya yonelis, folklor 1780’lerden itibaren
Britanya’dan Iskandinavya’ya dek genis bir cografyada goriilen bir yonelimdir. Ik kesif ve
kargilagmalardan itibaren otantik bir kiiltlir meraki geligsmis, yerel Kkiiltiirlerin evrensel
medeniyetten daha oncelikli olduguna yonelik temalar tiiremistir. Bu andan itibaren Aksakal’in
da belirttigi gibi folk kiiltiir, “Aydinlanmanin diyalektigi” dogrultusunda doganin akil ve kéar
ugruna tahrip edilmesine karsi ¢ikan; icinde bulunulan hale itiraz eden tiim entelektiieller i¢in
muazzam bir fikri sermaye olmustur (Aksakal, 2014, s. 104-105). Edebiyat ve miizikte bu ulusalct
romantizmin etkileri daha carpici goriilebilir. Bunun en tipik yansimasini Rus beslerinde
bulabiliriz. Besler ulusal olan, ulusunun tarihini ve halkinin karakterini ve biiyiikliigiinii temsil
eden bir miizigin yaratilmasi icin biiyiik bir adanmishkla miicadele ettiler (Finkelstein, 1996, s.
90). Alman klasik ve romantik bestecilerinden 6grendikleri ¢algilama, armoni, kontropuan ve
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bi¢im anlayisini, Rus ulusal miizigini yaratmada kullandilar. Bagka ekollere yanasmadiklar1 gibi,
iisluplarina yabanci 6geler karismasina da izin vermediler. Yerel kaynaklar onlarin beslendigi ana
damardi. Rus halk miiziginde bu yasanirken 19. ylizyilda vatanseverlik ve folk miizik arasinda
coskulu bir iligki kurulmustu. Schubert, ¢caginin halk miizigiyle popiiler miizigin lirik tohum
Ozlerini birlestirdi. Chopin’in miiziginde halk miiziginin kaynaklarindan yararlanigi, onun
vatanseverligine ve ulusal 6zgiirliik ¢cagrisina baglidir. Bir¢ok eserinde salt kisisel bir kederi degil
halkinin ¢ektigi acilara terciimanlik etmistir. Chopin ne kadar Polonya ise Liszt’in miizigi o denli
Macardir (Finkelstein, 1995, 135-162). Miizikte ortaya ¢ikan bu ulusal etki ulus devletin kurulusu
siirecinde erken Cumhuriyetin siyasi elitlerince de dikkate alinacak, kiiltiir politikalarina referans
kabul edilecektir.

19. yiizyilda Osmanli-Tiirk modernlesme hareketinin miizik yasami {izerinde yarattigi
etkiler cumhuriyetin ilan1 sonrasinda kiiltiirel politikalar i¢in altyapiyr hazirlamigtir. Yeni bir
toplum olusturma, cumhuriyetin yurttasini insa etme arayisi, baska bir ifadeyle toplumsal
miihendislik kiiltlirel alanda da devletin planlamaciligini beraberinde getirmistir. Yalniz burada
bir fark bulunmaktadir. Osmanli modernlesme hareketi i¢inde miizik doniisiip yeni igerikler
kazanirken devletin bunu halkin genis kesimine gotiirme gibi misyonu yoktur. Oysa 20. yiizyilin
baslarindan itibaren kitle iletisim araclarinda radyo yayimciligi ve plak sektoriinde gelismeler
yasanmistir. Miizigin ideolojik ve ulus¢u paradigmadaki birlestirici rolii tiim bu teknolojik
imkanlarla daha 6nemsenir olmustur. Artik okul gibi devletin ideolojik aygitlariyla da kitlenin
egitiminde yeni ve ulusal bir miizik arayisi kurucu kadro arasinda tartigmaya agilmistir. Bu
konudaki en veciz ifade Atatiirk’iin dilinden yansimaktadir. 1 Kasim 1934’te TBMM’nin
Dérdiincii Dénem Dordiincii Toplantt Yili'mi agarken sOyledikleri devrim, giizel sanatlar ve
genglik arasinda kurulan iliskinin yansimasidir. “Gtizel sanatlarin hepsinde, ulus gengliginin ne
tiirlii ilerletilmesi istediginizi bilirim. Bu, yapilmaktadir. Ancak, bunda ¢abuk, en 6nde goriilmesi
gerekli olan Tiirk musikisidir. Bir ulusun yeni degisikliginde o6l¢ii, musikide degisikligi
alabilmesi, kavrayabilmesidir. Bugiin dinletmege yeltenilen musiki yiiz agartacak degerde
olmaktan uzaktir.” Atatiirk miizik politikas1 konusunda sikintrya dikkat ¢ektikten sonra genclige
asilanacak miizigin hangi kistaslarla yapilacagini da su sekilde ifade eder: “Ulusal, ince duygulari,
diisiinceleri anlatan, yiiksek deyisleri, soyleyisleri toplamak, onlar1 bir giin 6nce, genel son musiki
kurallarina gore islemek gerekir. Ancak bu gilizeyde Tiirk ulusal musikisi yiikselebilir, evrensel
musikide yerini alabilir. Kiiltiir Isleri Bakanligi’nin buna degerinde 6zen vermesini, kamunun da
buna ona yardime1 olmasim dilerim.”8

Miizik ilerlemenin gostergelerinden biri olarak algilanmaktadir. 30 Kasim 1929°da
Vossische Zeitung gazetesi muhabiri Emil Ludwig’e verdigi demegte Atatiirk’iin altinm ¢izdigi
nokta budur: “Montesquieu’nun ‘bir milletin musikicilikteki meyline ehemmiyet verilmezse, o
milleti ilerletmek miimkiin olamaz’ s6ziinii okudum, tasdik ederim. Bunun i¢in, musikicilige pek
cok itina gostermekte oldugumuzu goriiyorsunuz.” Bu roportajda dikkat ¢ekici olan Atatiirk’iin
geleneksel miizigin kokenine dair yaklasimidir. “bunlar hep Bizans’tan kalma seylerdir. Bizim
hakiki musikimiz Anadolu halkinda isitilebilir” (Atatiirk’iin S6ylev ve Demegleri, 1989, s. 128).
S6z konusu yaklagim Atatiirk’iin iginde yetistigi Tanzimat modernlesmesi sonrasindaki kiiltiirel
atmosferden ne denli etkilendiginin gostergesidir. Toplumsal ilerleme ve miizik arasindaki iligki
devrimci bir liderin dikkatinden kacacak bir realite degildir. Sofya’da seyrettigi operadan

18 1934 yilinda gerceklestirilen bu konusma sonraki donemde miizik politikasinin rotasini belirlemesi
acisindan son derece 6nemli bir role sahiptir. Tam metni i¢in bkz. Atatirk’tin Séylev ve Demegleri, (1989).
Ankara: Atatiirk Aragtirma Merkezi Yaynlari, c. 1, s. 396.
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etkilenmesi ve onu daha once asagilanan, koylii olarak goriilen Bulgar toplumunun medenilik
seviyesinin bir yansimasi olarak gérmesi gen¢lik doneminden itibaren bu konuyla ilgilendigine
isaret eder. Bu nedenle miizikte oldugu gibi operada da ulusal bir kimlik ortaya konulmasi
gerektigini diigliniir. Opera Osmanli son doneminde Batili yasam bigiminin ragbet gosterdigi
miizikal formlardan biridir. Ama cumhuriyet donemine gelindiginde onun politik bir mesaj verme
ve ideolojik anlamda kullanilma kapasitesi de kesfedilmistir. Beethoven’den Wagner’e kadar
birgok biiyiik bestecide ¢cogu zaman iistii kapali, ya bir masal ya da fantastik bir olay gercevesinde
islenen mesajlar kitleyi egitmede cumhuriyet kadrolar igin kiiltlirel araglardan biri olarak
goriilmektedir. 1934°te Iran Sah1 Riza Han’m Tiirkiye ziyareti sirasinda konusu bizzat Atatiirk
tarafindan belirlenen Ozsoy operasmin eski Tiirk ve Iran dostlugunu mitolojik olaylara dayali
olarak anlatmasi ve temsili i¢in secilen siyasi konjonktiirii g6z Oniinde tutmak gerekmektedir
(Turan ve Komsuoglu, 2007 s. 5-30). Bununla birlikte Cumhuriyet’in miizik goriisiinii
Tiirkgiiliige indirgemek de miimkiin degildir. Musiki inkilab1 Tiirkg¢iiliigii gélgede birakacak
bicimde Batici politikalara yonelerek halk miizigini diglayabilmis, bazen de geri adim atip
Osmanli miizigiyle uzlagsmalar arayarak, Tiirk¢ii sentezi daha esnek hale getirecek ¢oziimler
iizerinde ¢alismistir. Bu inis ¢ikislarda gelenegin direnci de etkilidir (Ayas, 2014, s. 96). 19.
yiizy1lda Osmanli modernlesmecilerinin Bati1 miizigine yiikledikleri simgesel anlam Cumhuriyet
doneminde daha ileri gotiiriilerek simgeselligin de Gtesinde yeni toplum ve devletin kiiltiir
politikalarinin rotasini belirlemistir. Bagka bir ifadeyle Cumhuriyet donemi miizik politikasinin
belirlenmesinde Osmanli son yilizyilinin entelektiiel mirasi belirleyici olmustur. Aradaki fark
radikalizmin kiiltiir politikasindaki yonlendiriciliginde gizlidir.

SONUC

Tiirkiye’de 1930’lu yillardan baslayarak donemin basininda daha yogun tartisilmaya
baslanan ve devlet politikas1 olarak benimsenen “musiki inkilab1” Tiirkiye’de miizik yasaminin
dontistimiinde 6nemli bir kirilma olarak goriilmekle birlikte s6z konusu siirecin kokleri daha
eskiye dayaniyordu. Ge¢ 18. yiizyilda Osmanli toplumun yasadigi degisim ve modernlesme
olgusunun kiiltiirel yansimalar1 miizik yasami iizerinde de derin izler birakmisti. Mehterhane’ nin
kapatilmasi, Enderun gibi bir egitim kurumunun islevini yitirmesi geleneksel miizigin tiretildigi
ve aktarildig1 kurumlar1 yok ederken, i¢ine girilmeye c¢aligilan Bat1 uygarliginin miizigi Osmanli
yiiksek smifi arasinda ve resmi alanda kendisine yer edinmeye basladi. Bat1 miizigi Osmanl
seckini ve aydini i¢in yeni uygarliginin sesiydi. Bununla birlikte Tanzimat’in toplumsal ve siyasal
alanda yarattig1 ikilem miizik alaninda da kendisini gosteriyordu. Batililasma donemi Osmanli-
Tiirk musikisi iizerinde kokli etkiler birakirken toplumsal yasamin ¢esitli alanlarinda goriilmeye
baslayan “alafrangalagma” egilimiyle geleneksel degerler, aligkanliklar ve anlayislar
yabancilagmis ve bu yabancilagma siireci musiki alanini1 dogrudan etkilesmisti.

Osmanli déneminde baglayan toplumun degisimine yonelik modernlesme hareketi
Cumbhuriyetle birlikte ulus devletin gelecege yonelik beklentilerini igeren siyasi bir Batililagma
hareketine doniisecektir. Bununla birlikte arada yasanan kopuslar kadar siireklilikler de
mevcuttur. En belirgin fark 19. yiizyilda Osmanli Batililagsmasinin taklitgi niteliine karsin
Cumbhuriyet’in, Batili normlarda bir ulus devlet ve onun kiiltiirlin{i yaratma arayiginda olusudur.
Atatlirk’lin gerceklestirdigi devrimin en 6zgiin niteligi, Taner Timur’un da ifade ettigi gibi her
tiirlii taklitgilige kast olma ve kendisine has bir kiiltiir yaratma hedefidir. Mustafa Kemal’in II.
Mahmud ile baglayan Batililagma hareketine karsi olumsuz bir tavir takinmasinin nedeni budur.
Ona gore Sultan Mahmud iilke idaresini ilerletmek icin tesebbiiste bulunmak istemis fakat bu
daha ¢ok Avrupa’y: taklit seklinde gerceklesmistir. Oysa kurucu liderin konusmalarinda Bati
uygarligindan c¢ok c¢agdas uygarlik kavramima vurgu yapilmaktadir. Tarihi anlamiyla Tiirk
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Devrimi, geleneksel Osmanli kiiltliriiniin ¢6ziilmesi ve II. Mahmud’tan itibaren baslayan
Batililasma hareketleriyle ortaya ¢ikan “kiiltiir ikilesmesi” sorununu ¢6zmek zorundaydi.
Yapilanlarin bir taklitgilik seklini almamasi i¢in bilimsel temele dayali ve ulusal bir kiiltiir siyaseti
benimsendi (Timur, 1968, s. 149-156).

Cumhuriyetin ulus devlet sirecinde kendinden énceki dénemin imparatorluk kaltrind
ve onun unsurlarimi otekilestirdigi dogrudur, ancak bu durum yalmizca Tiirkiye’ye 6zgii bir
gerceklik degildir. Her seyden dnce ulus devlet kurma asamasindaki toplumlarda tarihin, ge¢mis
algisinin ve kiiltliriin algilanma bi¢imi boyledir. Rusya’da, Balkanlarda ya da manda rejimleri
sonrasinda Arap diinyasinda yasananlar benzer seylerdir. Kiiltiirel doniigiimler ve stireklilikler
tizerine digiiniirken miizigin tarihsel ve toplumsal altyapisina mutlak bakmak gerekmektedir.
Tiirkiye 6zelinde degerlendirildiginde Tanzimat’tan itibaren baglayan modernlesme siireci miizik
iizerinde de etkiler birakmis, tercihler, begeniler, tavirlar ve nihayet geleneksel miizigin icra
anlayisinin ve estetik unsurlarinin degisiminde etkili olmustur. Egitim, alfabe degisikligi, kiyafet
reformlart modern bir devletin temelini olusturan hukuk reformlar1 gibi miizik de kiiltiirel
doniistimiin bir pargasi hatta en simgesel yonii olarak goriilmiistiir. Cumhuriyet donemindeki
miizik politikalart ve bunlarin toplumsal sonuglarinin bdyle bakis agisiyla yaklagildiginda bir
baslangica degil tiim bu birikim sonucunda gelinen bir sonuca isaret ettigi goriilebilir. Ancak bu
sonu¢ Tanzimat’la baslayan taklit¢i bir tavirdan yana degil, ulusa yerel nitelikli bir kiiltiir ve
miizik inga etme anlayigsindan yola ¢ikacaktir. Kimi uygulamalarinda radikalizme savrulmasinin
ardinda donemin toplumsal kosullar1 belirleyici olacaktir. Bununla birlikte Tiirkiye’de miizik
yasaminin yeni kosullara gore bicimlenmesinde donemler arasindaki siireklilik ve miidahaleler
etkili olup, sonraki donemin miiziginin karakterine yon verecektir.
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OZET

Tiirk Musikisi ile ilgili kaynaklarda adi sik¢a karsimiza g¢ikan Koca Osman veya
Kasimpagali Koca Osman XVII. ylizyllda yasamis olan en Onemli musikisinaslardandir.
Musikisinasliginin yaninda hocaligi ile de kaynaklarda adi gegmektedir. Koca Osman’in
Ogrencileri arasinda adi gecen Hafiz Post’un giifte mecmualarinda ve sonraki donemlerde
yazilmis olan giifte mecmualarinda Koca Osman’in bestelerine sik¢a rastlanilmasindan hem
mesk silsilesindeki yerinin énemi hem de fasil musikisindeki yeri anlagilmaktadir. Dimitri
Kantemiroglu ise yazmis oldugu kitabinda musiki egitiminin Koca Osman’in 6grencilerinden
egitim aldigini belirtmis ve musiki i¢in 6nemini vurgulamistir. Caligmanin ilk kisminda Koca
Osman’in hayat1 lizerine kaynaklarda belirtilmis bilgiler {izerinde durulurken, tereke defterleri
ve sair tezkirelerinde Koca Osman olma ihtimali olan kisilerin bilgileri verilecektir. Bu kisiler
zaman ve mekan acgisindan degerlendirilerek Koca Osman ile ortak yanlan iizerine durulacaktir.
Calismanin son kisminda ise Koca Osman’in yasadigi donemde notaya alinmis olan eserinin
tanitimi yapilacaktir.
Anahtar Kelimeler: Osmanli Devleti, Tiirk Musikisi, Koca, Osman, Mecmua, XVII. yiizyil.

COMPOSER KOCA OSMAN

ABSTRACT

Koca Osman was one of the most important names in Turkish classical music during the
XVII. century. He was not only a musician but also a teacher. He had numerous famous
students such as Hafiz Post and Buhurizade Mustafa Itri Efendi. Historian, musician and
statesman Dimitrie Cantemir, in his book, marked that he was trained in Turkish music by Koca
Osman’s students Tanburi Angeli and Kemani Ahmed. We can see his composition firstly a
lyric book (giifte mecmuasi), written by Hafiz Post. In our article firstly indicate materials
which including informations about Koca Osman’s life. After that giving informations about
persons who possibility being Koca Osman from inheritence registers and poetry book. We will
see some people who can be Koca Osman. At the end of the article it will be included in a
composition which registered by Ali Ufki Bey.
Keywords: Turkish Music, Koca Osman, Mecmua, XVII. century, Musiki, Ottoman

GIRIS

Zamaninin en Onemli musikisinaslarindan birisi olan Koca Osman ayni zamanda
kendinden sonraki donemin de en énemli hazirlayicisi olup Tiirk Musikisinin kendisinden sonra
gelen 6nemli isimlerinin de hocaligin1 yapmustir. Gerek yasadigi donem igerisinde gerekse de
sonraki donemlerde tezkire, giifte mecmuasi ve nota mecmualarinda adinin sik¢a gegmesi

1 Gaziantep Universitesi TMDK, msoylemez@gantep.edu.tr
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hocaliginin yaninda fasil musikisi ve Tiirk miiziginin geleneksel 6grenim yontemi olan mesgk
igerisinde onemli bir yere sahip oldugunu bizlere gostermektedir. Koca Osman adinin karsimiza
ilk ¢iktig1 isim Evliya Celebi’nin Seyahatname adli eseridir. Burada hanendeleri anlatirken
Kasimpasali Koca Osman adina da yer vermistir. Sonrasinda ise Hafiz Post yazmis oldugu giifte
mecmualarinda Koca Osman eserlerini kayit etmistir. Hafiz Post ve sonrasinda yazilan giifte
mecmualarinin biiyiik kisminda Koca Osman adi karsimiza ¢ikmaktadir. Hayat1 ile ilgili bir
takim bilgiler ise Dimitri Kantemiroglu’nun Osmanli Imparatorlugu’nun Yiikselis ve Cokiis
Tarihi” adli kitabinda ve Seyhiilislam Esad Efendi’nin yazmis oldugu Atrabii’l Asar adli
musikisinaslar tezkiresinde karsimiza ¢ikmaktadir.

Bugiine kadar yapilan ¢ogu arastirmada Koca Osman’in eserleri sadece isimleri veya
mesk silsilesi iizerinden gecerek notaya alinmis eserleri kapsamistir. Bu c¢alismamizda bir
taraftan Koca Osman’in hayati sorgulanip ortaya konulurken Basbakanlik Osmanli Arsivinde
bulunan belgelerin onun hayatiyla ilgili olup olmadigi, diger taraftan Ali Ufki’nin yazdig1
Mecmua-i Saz u S6z adli eserde bulunan bir bestenin Koca Osman’a ait olup olmadig1
sorgulanacaktir.

METODOLOJI

Koca Osman’in hayati gerekli kaynaklar tespit edilmis ve taranmistir. Taramalarin
sonucunda elde edilen bilgiler bulgular1 teskil etmistir. Calismamizda nitel arastirma teknigi
1s181nda bilgi fisleme (arsiv belgeleri) tarama (kaynak bilgileri) sistematik miizikoloji; bilgiyi
siniflandirma metodu uygulanmistir. Calismamiz Koca Osman’in hayati ve Ali Ufki Bey
tarafindan notaya alinmig eserleri ile sinirlandirilmagtr.

Koca Osman’in Hayati1 Uzerine

Koca Osman’mm dogum tarihi ile ilgili olarak kaynaklarda kesin bir bilgi
bulunmamaktadir. Bu konu ile ilgili olarak Seyhiilislam Esad Efendi (1685-1753) Atrabii’l-
Asar adli eserinde bazi ipuglart vermektedir. “kemal-1 istihar1 zaman-1 avatif-resan-1 Sultan
Murad Han” (Behar, 2010:262) diyerek sohretinin en olgun ¢agmi Sultan Murat Han? (1612-
1640) zamaninda yasadigini sOylemistir. 1612 yilinda dogmus ve on bir yasinda yani 1623
yilinda tahta ¢ikan Sultan Murad’in idareyi tam olarak ele almasi yaklasik 1633 yilidir. Hem
memuriyette hem de sanattaki mevkii géz oniine alindiginda Sultan Murat tahta ¢iktiginda Koca
Osman otuzlu yaslarinin ortalarinda olmalidir. Bu bilgiler 1518inda Koca Osman’in dogum yili
on altinct yiizyilin sonu on yedinci yiizyillin bast yani 1595 ile 1600 yillar1 arasinda olma
ihtimali yiksektir.

Hayat1 ile bilgileri ¢ogunlukla 6grencilerinin veya kendisinden sonraki dénemde
yazilmis olan tezkire ve giifte mecmualar1 gibi kaynaklardan ulagilmaktadir. Evliya Celebi’
(1611-1682) nin Seyahatnamesinde Koca Osman igin “Atlas-1 Felekte melek gibi imam bir pir
ve usta idi” diyerek. Seyahatname yazildig1 sirada hayatta olmadigi anlasilmaktadir. Kendisi de
bir musikisinas olan Evliya Celebi’nin pir ve usta gibi sozlerle Koca Osman’1 anlatmasindan
kendisini  tamidigr  disiiniilebilir.  Dimitri ~ Kantemiroglu = (1673-1723)  “Osmanl
Imparatorlugu’nun Yiikselis ve Cokiis Tarihi” adl1 kitabinda Koca Osman i¢in “Istanbullu bir
soylu” (Cobanoglu, 1999:461) olarak soz etmis ailesinin hem soylu bir aileye sahip oldugunu
hem de Istanbullu oldugunu yazmustir. Giiniimiize ulasmis olan miizik hakkindaki en 6nemli
kaynaklardan birisi olan Seyhiilislam Esad Efendi’ nin (1685-1753) Atrabii’l- Asar’da, “Koca
Osman Celebi” unvani altinda degerlendirilip Istanbul’un Kasimpasa semtinden oldugu

2 Osmanl Padisahi1 (1612-1640) 1623 ile 1640 yillar1 arasinda padisahlik yapmistir. ( 1A, Ziya Yilmazer, 2006, c.31,
s.177)
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yazilmigtir. IV. Murad zamaninda sohret oldugu ve miiteferrika® oldugu agikga belirtilmistir.
(Konstantiniyettii’l mahmiyyede Kasimpasa ve kemal-i istihar1 zaman-1 avatif-resan- Sultan
Murad Han olup giiruh-1 enbuh-1 miiteferrikadir). Yine Atrabii’l Asar’da, “Heniiz yakic1 genclik
giinlerinde ¢esitli maharetlerin gosterildigi oyun yerine gitmekte iken sarki sdylemeye ve rebab
calmaya heves etmis, biiyiikk bir gayret ve titiz ¢calismayla mevcut olan terane sdyleyen irfan
sahiplerinden edvar ilmini 6grenmis ve nese siarli sirlarina niifuz etmistir.” diyerek, ¢ok erken
yaslarda calgi ¢calmak, sarki soylemek ve musikinin ilmi tarafini 6grenip ¢cok degerli hocalardan
egitim aldigim belirtmistir. Dimitri Kantemiroglu (1673-1723) Osmanli’da zamanla gerileyen
musikinin, “Sultan Mehmed zamaninda salt canlanmakla kalmayarak, istanbullu bir soylu olan
Osman Efendi’nin sayesinde en mitkemmel bi¢imini bulmustur” (Cobanoglu, 1999:461) diyerek
donem musikisi adina Koca Osman’in énemini belirtmistir. Kantemiroglu ayrica “Kitabu ‘ilmi’l
musiki ‘ala vechi’l- Hurufat” adli eserinde bu dnemli bestekarin bazi eserlerinin notast olmasa
da musiki form ve yapilarini anlattigi kisimlarda deginerek onun eserlerinin egitici ve musiki
yapilarinin ~ tamimlanmasindaki ~ 6nemini  ortaya koymustur (Kantemiroglu, Tura,
2001:175,177,182,183).

Koca Osman’in 6liim tarihi ile ilgili olarak elimizde tam bir kayit olmasa da ayni
donemde yasamis olan ve bulundurdugu ozellikler itibari ile Koca Osman olma ihtimali olan
kisiler lizerinden bazi1 tahminlere varilabilir. Koca Osman ile ayn1 donemde yasamis olan ve bir
tezkiresi bulunan Mehmet Salih Yumni Efendi (6.1663) “Pendi” mahlas1 baslig1 ile ele aldigi
Kasimpagali Osman Efendi’nin kanimiza gore Koca Osman olma ihtimali yiiksektir. Yenigeri
katibi oldugu belirtilen bu sahsin tezkire icerisinde birde siirine yer verilmigtir. Safayi
(6.1725)’nin tezkiresinde “Pendi” mahlasi ile gecen bu sair igin Oliim tarihi olarak “1070
hududunda fevt olmustur” diyerek vefat yilimi 1659-60 olarak vermistir. Bu tarih
aragtirmacilarin tahmin ettigi yillarla ortiismektedir. Fakat daha sonra yazilmis olan Ismail
Belig’in (6.1729) Nuhbet-iil- Asar Li — Zeyli Ziibdeti’l — Eg’ar isimli eserinde yine ayni1 sair bu
sefer “Bendi” mahlas1 ile kayit edilmis ve Kasimpasali olup Yenigeri Katibi oldugu
belirtilmistir. Fakat 6liim tarihi “Bin yiiz yigirmi doértde fevt oldi1” denilmis yani 1712 yili vefat
tarihi olarak verilmistir. Bu tarihin dogru olmadigini Mehmet Nail Tuman (6.10 Nisan 1958)
Tuhfe-i Naili isimli eserinde “Pendi Osman Celebi, Kasim-pasali, yenigeri katibi” demistir ve
“Beligin vefatin1 1124 yazmasi dogru degildir” diyerek 6liim tarihini “H.1070/M.1659” olarak
Yumni ile aym tarihi kullanmistir. Safayi bu bilgilerin yaninda Kasimpasali Osman igin “asrin
su’arasindan bir sa’ir-i sirin-zebandir” diyerek, doneminin tath dilli bir sairi oldugunu
sOyleyerek sairi anlatmay1 bitirmistir. Bu sozlerin bir benzeri Esad Efendinin Atrabii’l Asar’da
yazmis oldugu “lehge-i dil pesend ii miimtazi belagat-niimayende olup kava’id-i fenn-i merkum
levha-i derun-1 ma’arifdisarinda yegan yegan mevcud u mersum idi” (tatli sesi gonle hos gelici
olup temiz lehgesi yiiksek seviyedeydi) sozlerini hatirlatmaktadir.

Istanbul igin diizenlenmis “Tereke Defterlerine®” bakildig1 zaman Koca Osman olma
ihtimali olan bir isim goze carpmaktadir. istanbul Ser’iye sicilleri koleksiyonlari arasinda yer

3 Osmanlilar’da hiikiimdarla vezirlerin maiyetinde bulunan bir tiir hizmetli siifi. Osmanl sarayinda cesitli isler
yapmakla gérevli kimselerin genel bir adlandirmasi olup diger hizmetlilerden farkli olarak soy ve mevki agisindan
seckin sahislardan segilenler ve muayyen bir isle degil degisik hizmetlerde gérevlendirilenler igin kullanilir. Ayrica
vezir ve beylerbeyilerin maiyetindeki hizmetlilere de miiteferrika denilmistir. (Islam Ansiklopedisi, Afyoncu, 2006:
c.32s, 183)

4 Olen kisilerin varislerine terk ettigi her tiirlii mal, esya ve diger servet kalemlerinin ayrintili dékiimiinii ve tereke
toplamindan ¢esitli masraf ve haramalar diisiildiikten sonra kalan metrukatin mirascilar arasinda Islam Miras
hukukukan gore taksimini igeren tereke defterleri, Osmanli sosyal tarih arastirmalarinda dnemli bir kaynak serisini
olusturmaktadir. (Bozkurt, Tarih Dergisi, 2011: 94, Istanbul)
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alan Said Oztiirk (d.1964) tarafindan incelenmis olan “Askeri Kassam defterlerinin™®
besincisinde El-Hac Osman b. Abdullah tereke kaydi (Oztiirk, 1995:468) dikkatimizi
cekmektedir. Kececi Piri Mahallesine kayith olan bu zatin Kasimpasali Koca Osman olma
ihtimali yiiksektir. Kayitli oldugu Kececi Piri Mahallesi Kasimpasa semtinin yaninda olup ayni
zamanda Kasimpasa Mezarligini da bir kismini i¢inde barindirmaktadir. Terekenin diizenlenmis
oldugu Hicri “15 Cemaziyelevvel 10717 tarihi miladi olarak 16 Ocak 1661 yilina denk
gelmektedir. “Kegeci Piri Mahallesi” zaman ve mekan acgisindan makul goriilmektedir. Yine bu
kisinin esinin ad1 “Saliha bt. Durmus” olarak kayit edilmis ve mehir® miktar1 10.000 akge olarak
verilmistir. Esi disinda ayni1 zamanda bir oglu oldugu da belirtilmis ve miras listesinde yer
almigtir. Bunun disinda Reiszade adindan birinde de 49270 akge alacakli oldugu not diisiilmiis
ve degeri “10000” akge olarak verilmis bir cariyesi oldugu kayitlara gegmistir.(Oztiirk,
1995:353,363) Tereke defterindeki bilgileri dikkate alirsak babasinin adi Abdullah, esinin adi
Saliha’dir. Aym1 zamanda bir oglu ve bir cariyesi oldugunu &greniyoruz. Bu iki adin Koca
Osman ile zaman ve mekan agisindan ¢ok benzer 6zelliklere sahip olmalar1 Koca Osman ile
ayn1 kisi olma ihtimalini ortaya ¢ikarmaktadir. Bunun net olarak sdylemek elimizdeki verilerle
¢ok miimkiin durmamaktadir.
Ogrencileri

Koca Osman’nin yasadig1 donemde sadece miizisyenligi ile degil ayn1 zamanda hocalig1
ile 6ne ¢iktigin1 Kantemiroglu “Osmanli Imparatorlugu’nun Yiikselisi ve Cokiisii Tarihi”
kitabinda belirtmektedir. Bunun yaminda “Kitab-1 [lmi'l-Misiki dla Vechi'l-Hurifdt” adh
kitabinda nazariyat ve sekil konusunda bilgi verirken Koca Osman’in eserlerini kullanmasinin
ana nedenlerinden birisi hi¢ kuskusuz kendi hocalarinin hocasi olarak Koca Osman’nin adini
zikretmis olmasidir. Kantemiroglu Koca Osman’in 6grencileri oldugunu belirttigi “Kemani
Ahmed ve Ortodoks Angeli’nin kendisine on bes yil dgretmenlik yaptigimi sOylemistir”.
(Cobanoglu, 1999:461) Dimitri Kantemiroglu (1673-1723) “Osmanli Imparatorlugu’nun
Yiikselis ve Cokiis Tarihi kitabinda Koca Osman’nin musiki egitimindeki yerine de deginip
ogrencileri hakkinda bazi bilgiler vermistir. “Osman Efendi, kendisinden sonra, hem sazli, hem
de sozlii musiki alaninda birgok sanatkdr birakmistir. Ses sanatgilarindan Komiir lakabini
tastyan Hafiz, sonra Buhurcuoglu (Buhurizade), Memis Aga, Kiigiik Miiezzin ve Tespih¢i Emir
iin salmiglardir. Sazli sanatcilar iginde ise, iki Rum vardi: Biri, dinini degistiren Kemani Ahmed,
oteki Ortodoks Angeli’dir.” (Cobanoglu, 1999:461) Bunun yaninda Celebiko adinda bir Yahudi
miizisyenin adi da Koca Osman’in 6grencileri arasinda sayilmistir. Bu isimler disinda Hafiz
Post ad1 da arastirmalarda 6grencisi olarak gegmektedir. Arastirmalar igerisinde bu bilgi ilk defa
R.Ferit Kam’in (6.1981) Radyo Dergisi’ndeki makalesinde Hafiz Post’un egitimi ile ilgili olarak
“Pir’i cihandide Kasimpasali Osman Ef. Bu zat hakkinda Seyhiilislam Esad Efendi’nin
musikisinaslar tezkiresinde su sozler vardir: Ustatlik tarikatinin piri, ehliyet vadisinin rehniimasi
olup bir¢ok musiki iistadlarmin iistad: olmustur. Iste Koca Osman’in ‘Ehliyet vadisindeki
rehniimaligl” Hafiz Post’un da musikiye olan kabiliyet ve istidadimi acti, genisletti ve onu,
devrinin en biiylik iistad bestekari mertebesine yiikseltti.” bilgisini vererek musikiyi 6grendigi
kisinin devrin biiyiikk musikisinas hocalarindan Koca Osman oldugunu bize bildirmektedir.
(Kam, 1947:9) Egitmenligi konusunda Esad Efendi Atrabii’l Asar’da “Ustatlik tarikatinin piri,
ehliyet vadisinin kilavuzu olup Anadolu iistatlarinin ¢ogunun {istadi ad1 gegen ilmin hakikatler

5 Sait Oztiirk tarafindan “Istanbul Tereke Defterler” adi ile Nisan 1995°de ¢ikmus olan kitaptan almmustir.

6 Mehir, Islam Hukukunun, kocalarin eslere nikah akdi nedeniyle ddemekle yiikiimlii tuttugu mehir; terekelerde iki
durumda bulunmaktadir. Vefat eden kadin ise terekesi icerisinde alacak olarak kaydedilmekte, eger vefat eden erkek
ise terekeden esine 6denmesi gereken borg olarak harcama kalemleri arasinda yer almaktadir.
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ortaya koyan olgu kigisi olmustur.” Diyerek, Esad Efendi Koca Osman’nin 6grencilerinin
isimlerinden s6z etmese de kanimizca onun bu yeteneginin ve aktardigi bilgilerin zamaninda
gormiis oldugu deger iizerinden hareket ederek cogu iistadin ustast oldugunu soylemistir. Gerek
Kantemiroglu’nun vermis oldugu isimler gerekse de Esad Efendi’nin vermis oldugu bilgilerden
bugiin klasik musiki anlaminda XVII. yiizy1l deyince akla gelen ¢ogu ismin Koca Osman’in
Ogrencisi veya O0grencilerinin 6grencisi oldugu sonucu ¢ikmaktadir.

Besteleri

Atrabli’l Asar’da ayrica Koca Osman’in iki yiizden fazla eseri oldugu ve buselik
makaminda ve Tiirkidarb usuliinde Niyazname adinda sanatli bir kar tasnif emistir ki eger bir
tek bendi Gulam Sadi’nin kulaginda kiipe olsaydi; o konuda onun koélesi olmayi can ve
goniilden kabul ederdi.” Buradaki Ovglilerden sanatinin ne kadar iist seviyelerde oldugunun
anlasilmas1 miimkiindiir. XV. Yiizyilin en énemli musikiginaslarindan biri olan “Gulam Sadi”
ile bu kiyaslamanin oliimiinden yaklasik elli yil sonra ele alinan bir eserde bile yapilmasi
Ogrencilerinin veya hocasi oldugu kisilerin 6grencilerinin eser yazildig1 sirada dénemin en iyi
miizisyenlerinden oldugu gercegini bize gostermektedir. Yine Atrabii’l Asarda soz edildigi
iizere “Hace-i Acem’in kendisinden nese ortaya koyan musiki ilmi hakkinda ders almaya;
Farabi’nin de sarki fenninin inceliklerini 6grenmeye layik oldugu musiki erbabinca malum ve
meshurdur.” (Behar, 2010:262) “Koca Osman Celebi’nin sanat giiclinden s6z edilirken “Hace-i
Acem” denerek bu bestekar Abdiilkadir Meragi’ye benzetilmis ve eger yasasaydi Gulam
Sadi’nin ona 6grenci olacagi soylenmistir”. (Uslu, 2009:217)

Koca Osman’in elimizde adi bulunan bestelerinde gesitlilik géze ¢arpmaktadir. Besteleri
noktasindaki énemli kaynaklarimizdan birisi olan Hafiz Post Giifte Mecmuasinda kar, beste,
semai, nakis, sarki, gibi formlarin adinin gegmesi Koca Osman’in ¢ok farkli yapilarda beste
yaptigimin onemli bir isareti sayilabilir. Kantemiroglu’nun kar ve nakis konusunu anlatirken
Koca Osman’in bestelerinden 6rnekler vermesi 6zellikle bu formlar da usta oldugunun bir
gostergesi olabilir. (Kantemiroglu, Tura, 2001:175,177,182,183)

Koca Osman’in yasadigi donemdeki musiki iizerinde olduk¢a etkin olmus ve gerek
sanat1 gerekse de Ogrencileri ile musikiye etki ettigi goriilmektedir. XVIIL yiizyilin 6nemli
kaynaklarindan olan Ali Ufki Bey’in Mecmua-1 Saz ii S0z adli eserinde, Hafiz Post’un Giifte
Mecmualarinda ve sonraki donemde yazilmis olan ¢ogu giifte mecmuasinda Koca Osman’in
eserleri karsimiza ¢ikmaktadir. Bu kaynaklardan 6zellikle Ali Ufki Bey’in Mecmua-i Saz u S6z
adli eseri donemin musiki eserlerinin sézlerini notalar1 ile kaleme almasindan dolay1 oldukca
onemli kaynaklardan birisidir. Bugiine kadar Koca Osman’in eserleri Tiirk Miiziginin
geleneksel egitim metodu olan mesk ile kulaktan kulaga gelip belli donemlerde miizik yazisina
alinmig eserlerinden olusmaktaydi. Fakat aragtirmalarimiz da Koca Osman’in yasadig1 donemde
de eserlerinin notaya alindig1 gdstermistir. Bu eserin hem Turc 292 olarak gegen yazmada hem
de Mecmua-i Saz u S6z’de notaya alindig1 goriilmiistiir. Eserin bu mecmualarda bestecisinin ad1
verilmese de hemen sonraki donemde yazilmis olan Hafiz Post’a ait giifte mecmuasinda Koca
Osman adina aynt makam ve usul ile kayit edilmistir. Hafiz Post’a ait iki eserinde benzer
sekilde bestecileri belirtilmeden notaya alindigi tespit edildiginden Ali Ufki’nin yazmalarinda
bu tip bir durumu daha 6nce bir bagka bestekar i¢inde oldugu goriillmiistiir.
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Bestekar Koca Osman

SONUC
Tiirk Musiki kaynaklarinda adi oldukea sik anilan ve ¢ok musiki i¢in ¢ok biiylik 6nem
tasidigi belirtilen musikisinaslarin eserlerinin bilyiik bir kismi miizik yazis1 kullanimi ¢ok kisith
oldugundan giinlimiize ulagsamamigtir. Glinlimiize ulaganlar ise mesk yontemi ile geldigi icin
kisilerin duyumsamalarina bagli olarak degisikliklere ugramistir. Bu durumdan otiirii notast
tespit edilebilen biitiin eserler biiylik 6nem tagimaktadir. Koca Osman gibi hem egitimciligi hem
de musikisinaslig1 ile yasadigt donemin en Onemli isimlerinden birisinin bazi eserlerinin
notalarin1 tespit edebilmek dénem musikisini anlamamiz i¢in biiylik 6nem arz etmektedir.
Calismamiz igerisinde Koca Osman’in hayatina dair bazi ayrintilarinda ortaya ¢ikmasi igin
yapilmis olan kaynak taramalarinda Koca Osman olma ihtimali olan ve arsivlerde karsimiza
¢ikan isimlere dair bazi ayrintilar verilerek bazi sorular ve bu sorulara cevaplar aranmistir. Tiirk
musikisinde isimleri giifte mecmualar1 ve tezkirelerde biiyiik {istatlar arasinda yer almis olan
Koca Osman ve diger onemli musikisinaslarin yeni eserlerinin tespitleri gegmis musikimizin ve
usta sayilan insanlarin tam olarak anlagilmasi adina ¢ok énemli olacaktir.
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TURK TASAVVUF MUSIKISi iILAHILERINE YAPISALCI BiR
YAKLASIM: ‘IRFAN-I ASK’ ALBUMU ORNEGI
Mustafa Ozagac’

OZET

Siir ve miizik, sozlii bir miizik eserinin iizerinde durdugu iki sac ayagini olusturur. Hal
boyleyken bir eseri hem miizikal hem de edebi yonden dikkate alarak birbiri ile iliskisini
inceleyen caligmalara pek rastlanmamaktadir. Her iki disiplin i¢in de ¢ok cesitli arastirma
yontemleri mevcuttur. Miizik ve edebiyatin bir arada degerlendirilecegi bir ¢aligmada, sonuglari
her iki alan i¢in ortak bir zemine oturtulabilecek arastirma yontemleri secilmelidir.
Calismamizda giiftenin miizikal bir kisveye biirlinme siirecinde canli bir unsur olarak nasil rol
alabilecegini inceleyecegiz. S0z ile miizik arasindaki baglantiyr arastirirken, yazimin derin
yapisina ulasmay1 ifade eden yapisalci analizden yararlanacagiz. Miizik yoniinden ise, eserlerin
temposunu sayisal olarak tespit etmekten ibaret olan bir yol izleyecegiz. Elde edecegimiz
sonucglart karsilagtirmak suretiyle, giiftenin biirlinmils oldugu miizikal sdretteki roliinii
arastiracagiz.

Anahtar Kelimeler: Siir, Giifte, Beste, Yapisalcilik, Tiirk Misikisi.

A STRUCTURALIST APPROACH TO TURKISH SUFI HYMNS:
THE CASE OF THE ALBUM “IRFAN-I ASK”

ABSTRACT

Poetry and music are two most important parts of a musical work with lyrics. And yet it
is considerably difficult to find studies which examines them from the perspective of both music
and literature. There are many different research methods for both disciplines. In a study that
assesses music and literature together, selected methodology should be the one that provide, for
both disciplines, a common ground upon which the results can be based. In this study, we plan
to examine how the lyrics -as a living component- plays a role during the process of
transformation from a text to a musical composition. Structuralism, which gives an opportunity
to have a deeper meaning of texts, will be used in the research. In terms of music, it is aimed to
determine the numerical values of the musical works’ tempos. By using the results of this
measurement, a comparison will be made and the role of the lyrics in the body of a musical
piece will be shown.

Keywords: Poetry, Lyrics, Music, Structuralism, Turkish Music.

! {stanbul Universitesi, ilahiyat Fakiiltesi, Tiirk-Islam Edebiyati Ana Bilim Dali
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GIRIS

‘Irfan-1 Ask’, Kiiltiir ve Turizm Bakanligi'na bagh istanbul Tarihi Tiirk Miizigi
Toplulugu’nun hazirladigi, dort cd'den olusan ilahi albiimiiniin adidir. Alblimde on sekiz ayri
makamdan olmak iizere toplam yiiz ii¢ ilahi yer almaktadir. Bu ilahiler, yaklasik yedi asr1 bulan
bir kiiltiirel mirasin 6rneklerini teskil etmektedir. Farkli zaman dilimlerine ait eserleri bir biitiin
halinde sunmasi, yapilacak bazi incelemeler igin bu albiimii elverisli kilmaktadir.

Yaptigimiz bu ¢alismada temel sorumuz sudur: Misiki eserlerinin temposunun bestekar
ya da icraci tarafindan tayin edilme siirecinde bagimsiz bir riiha sahip ve canli bir unsur olan
giifte ne derecede rol oynamaktadir?

‘Her giifte, bestecisinin keyfince tasarladigi beste ile viicut bulur’ demek slretiyle gifte
ile beste ya da icra arasinda bag kurma diisiincesine daha en basta uzak kalabilirdik. Nitekim,
zikredilen albiimden segecegimiz ildhilerin bazilarinin farkli besteleri de vardir. Hatta bu
alblimde bile ayn1 ilahinin iki farkli beste ile icrast mevcuttur. Yine de ‘s6z’e olan inancimiz
dogrultusunda sordugumuz sorunun iizerine gitmek ve alacagimiz sonuglar1 goérmek istedik.
Hem mdsiki hem de edebiyatin ¢alismaya dahil olmasi kaginilmazdi. Hatta belki psikoloji bilimi
ve baska disiplinlerden de yararlanmak yoluyla daha etkin sonuglara ulasilabilirdi. Ancak daha
once benzerine rastlamadigimiz sorularla girisilen bir arastirma siirecinde hangi disiplinden ne
oranda faydalanilacagina karar vermek, emsal teskil edebilecek ilk galigmalar igin biraz miigkil
meseledir.

Giifteyi anlayip duyumsayan bir icraci ya da besteci, onun giyecegi elbiseyi diken bir
terzi mesabesindedir. Ilahilerle istigdll eden tasavvuf ehli de, anlamak ve duyumsamak
konusunda sistemli bir yol izleyen, irfin1 Onceleyen kimselerdir. Hz. Mevlana’nin
Mesnevi’sinde anlattigi Rim nakkaslar ile Cinli nakkaslarin hikayesinde? oldugu gibi, tasavvuf
ehli kendi goniillerini siirekli cilalayip piiriizlerini yok etmek siretiyle karsilarindakini ayna gibi
yansitmayr amac¢lamaktadirlar. Hal boyleyken aragtirma alanimizi tasavvuf ildhileri olarak
belirlemek, giiftenin roliiniin aragtirilmasinda nispeten objektif olabilecek bir sahayi tercih
etmek anlamina gelmektedir. S6z ve miizik iligskisine dair Zekai Dede ile ilgili olarak anlatilan
bir anekdot, eserlere yaklasim tarzimizi agiklamaktadir. Zekai Dede giifteyi ilk gordiigii anda
hemen onu besteleyebilecek kadar kabiliyetliymis. Bu durum onun hem miizikal hem de edebi
yetenegini gosterir. Biz de dikkatimizi siir ile onu okuyan misiki ehlinin bulustugu ‘an’a
yonlendirmek arzusundayiz. Burada Onemli bir husus sudur: Eserler bugiline kadar mesk
ustlityle gelebildigi i¢in bir eser bestelendigi andan itibaren giliniimiize gelinceye dek miizikal
anlamda degisim gecirebilmektedir. Hizli tempoda bestelenmis bir eser bugiin yavas icra
edilebilmektedir. Biz calismamizda albiimdeki icray1 esas almaktayiz.

Aragtirmanm yOntemi, arastirilan seyin gerektirdigi yaklagim tarzi tarafindan
belirlenmelidir. Eski edebiyatimiz igin batili yontemler gerekli mi gereksiz mi tartismasina
girmeksizin, kanaatimizce boylesi bir ¢aligmada yapisalc1 yaklasimdan istifade edilebilir. Zira
yapisalci yaklagim, sadece metni esas alarak onun derinligini kesfetmeyi amaglar.® Biz de
giifteyi tek basina canli bir unsur olarak telakki etti§imiz i¢in onu derinligine inceleyen bir
yonteme ihtiyag duymaktayiz. Bunun i¢in ¢alismamizda gosteren ve gosterilen iliskisinin

2 Mevlana, Mesnevi-i Serif, (Cev. Siileyman Nahifi, Sad. Amil Celebioglu), Timas Yayinlari, istanbul,

2012, s. 141.

3 Aysegiil Yiiksel, Yapisalcilik ve Bir Uygulama: Melih Cevdet Anday Tiyatrosu, Ankara 1995, s. 13.
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inceleme arac1 sayilabilecek olan yapisalct analizden yararlanmayn tercih ettik.* Giftenin derin
yapist i¢erdigi duygu cesitliligi dogrultusunda pek ¢ok imkanlar barindirabilmektedir. Bunlar1
gorebilirsek giiftenin viicut bulacagi olast miizikal haller hakkinda fikir sahibi olabiliriz
kanaatindeyiz.
ILAHILER

3.20° Bestenigar ilahi
Giifte: Semseddin-i Sivasi
Beste: Hafiz Kemal Tezergil
Tempo: 98

Canan elinin giillerinin bag goriindii

Dost ikliminin lalesinin al1 goriindii

Envar-1 Muhammed doguben tuttu cihani

Sakkii’l-kamerin mucize parmagi goriindii

Semsi’ye dahi dostunun otag1 goriindii

Canan e A Dost
elinin | *Sevsilinin diyar iklimi(nin)

uliinlin | *Bahge N
R Topl(]:ak lalesi(nin)

Ik iki dizede deyim yerindeyse giilliik-giilistanlik bir hikdye anlatilmaktadir: Oyle bir
yere gelinmistir ki sevgilinin diyarinda yetisen giiliin, etrafindaki biitiin ¢igeklerle birlikte
bulundugu bahge buradan goriinmektedir. Dost diyarinda yetigen lalenin nasil bir kirmiziya
sahip oldugu da artik secilebilmektedir. Hz. Muhammed’in niiru biitiin diinyay1 kaplamistir ki O
Peygamber, Ay’t ikiye bdlme mucizesini gostermistir. Niru ile diinyay1 kaplayan bir
Peygamber geldiyse, bizim de gidecegimiz yol belli olmustur. Getirdigi mesajlar ve takindigi
tavirlar ile insanliga 6rneklik teskil eden peygamberin diisturlari tiim giizelligiyle biitiin cihani
bir nir gibi kaplamistir. Onun bulundugu yer ve gittigi yol o kadar aydinlik ve berraktir ki diger
biitiin varliklar bu nurlu yola girmek istemektedirler.

eDostun
diyari

eLile

4 Eserlerin miizikal tempolarini saptamak bize ihtiyacimiz olan matematiksel verileri sundugu igin
‘makamlar’ mevzuuna girmedik. Eserlerin temposunun saptanmasinda -miizikal o6l¢ii birimi 1/8
alinmistir- kendisine miiracaat ettigim Istanbul Universitesi Ilahiyat Fakiiltesi, Tiirk Din Musikisi Ana
Bilim Dali’nda aragtirmalarin siirdiiren Talha Giinaydin’a tesekkiirii borg bilirim.

5 Eserin hangi cd’deki kaginci parca oldugunu ifade etmek i¢in 6rnegin: 3. cd’nin 20. parcasini ifade eden
“3.20” ifadesi en basta yer alacaktir.
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Giil ve Lale, Peygamber’i ve Allah’1 anlatmada birer sembol olarak kullanilagelmistir.
Lale’nin alinin gériinmesi, Allah in rengiyle boyandik® ayetinden milhemdir. ‘Giil bahgesi’nin
gosterileni ‘cigekler ve toprak’tir. Bunlarin nihayet ‘goriinmiis’ olmasi, aslinda ‘yol’un
goriinmiis ve belirmis olmasidir.

‘Toprak’ ve ‘yol’ gibi gdsterilenler, tabiatlarinin bir sonucu olarak duygulari algalmaya
cagirmaktadir. Giil ve lale gibi unsurlardaki giizel renk ve kokularin ¢agrisimlar da duygular
yumusakliga ve siiklinete cagirmaktadir. Giiftenin ¢agrisim yansitmayi amaglayan bestekar ya
da icracinin bu sézleri diisiik tempolu bir miizikal sirete biiriindiirmesi beklenir. irfan-1 ask
alblimiinde bu ilahinin tespit ettigimiz miizikal tempo degeri 98’dir. Bu rakamin nisbeten diisiik
bir oran oldugu, asagida verecegimiz diger ilahilere dair bilgilerden sonra daha iyi
anlagilacaktir.

3.21 Bestenigar I1ahi 4.10 Mahur [1ahi

Giifte: Osman Sems Efendi Giifte: Osman Sems Efendi
Beste: Neyzen Osman Bey Beste: Salahi Dede
Tempo: 126 Tempo: 208

Gel giilsen-i tevhide su biilbiil gibi ya Hi
Nalan olup Allah diyelim Ha diyelim HG
Gozyasi ile giilbiin-i agka verelim su
Giryan olup Allah diyelim HQ diyelim HQ

Bul Semsi gibi agk-1 Muhammed’le delili
Bil ates ile sirr-1 giilistan-1 Halil’1

Musa gibi seyretmeye envar-1 Celil’i
Payan olup Allah diyelim HG diyelim H{

Gel giilsen-i

tevhide Gidelim

Nalan olup
Allah
diyelim

einleyelim

Giryan olup

Allah e Aglayahm

diyelim

Bu ilahi, albiimde iki farkli beste ile yer almaktadir. Bunlar, Neyzen Osman Bey’in
nispeten yavas seyreden (tempo birimi 126) bestenigar bestesi ve Saldhi Dede’ye ait (tempo
birimi 208) olan mahur bestesidir. Calismamizda bu ildhiye yer vermemiz, bu karmagik goériinen
durumu irdeleme istegimizden kaynaklaniyor. Giiftenin kendi basma c¢esitli imkanlar

6 Kur’an-1 Kerim, 2/Bakara,138.
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barindirdirabilecegi ve bestenin de buna gore c¢esitli sliretlere biiriinebilecegi ihtimalini dikkate
alarak yola ¢ikiyoruz. Peki siir nasil imkanlar barindirmaktadir?

Giftede cagr bildiren “gel” sozciigii, ¢cagristirdigi hareketlilik ile daha ilk kelimesinde
siirin 6zlinli ortaya koyuyor: Durulmayacak, Allah’in birliginin bahgesine gidilecek, gozyasi
dokiilecek. Aglayarak ve inleyerek Allah denilecek. Hizli bir tempoyu tesvik eden durumlar ilk
dortliikte ardi ardina siralanmaktadir.

Ikinci dértliikte ise Ulii’l-azm olan peygamberlere ait anekdotlar telmih yoluyla
hatirlatilir:

Ask-1
Muhammedi ile eHz. Muhammed
rehberini bul

Hz. Ibrahim'e
atesi giil bahgesi | ° HZ' .
eyleyen sirri bil | Ibrahim

Hz. Musa gibi
Allah'1 gérmeyi *Hz.
iste Musa

Albiim genelinde dikkat g¢ekici bir husus sudur: Hz. Muhammed’in ilk iki dizede anildig1
giifteler, Hz. Muhammed’e ithaf edilmis siirler daima agir bir tempo ile karsimiza ¢ikmaktadir.
Hz. Muhammed’in ménevi agirhgmin miizikal bir agirhigi davet ettigi seklinde bir yorum
herhalde isabetli olur. Zira Hz. Muhammed’i anmak, Fars¢a meshur bir sézde dile getirildigi
tizere edeb duygusu ile esdegerdir:

Bd Hiida divine bds / Ba Muhammed edeb bds.
(Hiida’ nin agki ile deli olunabilir ama Muhammed’in agki ile edepli olunur.)

Giiftenin ikinci kisminda adi gecen peygamberler de agirlik duygusunu davet etmekte ve
miizikal bir yavaghiglr temin etmektedir. Dolayisiyla siirin biitiiniinde hem hareket bildiren
cagrilar, hem de agirlastiric1 unsurlar birlikte yer almaktadir. Siirin bu iki yonliiligii, bestesinin
tempo itibariyle ¢esitliligine kap1 aralamaktadir. Siir iki farkli sekilde bestelendi ise, hareketli
bir tempo tercih eden bestekdrin ¢agri kelimelerinin tesirine kapildigi; yavas tempoyu tercih
eden bestekarin ise siirdeki yatistirict unsurlardan kendini alamayarak duragan bir ezgi ortaya
koydugu diistiniilebilir.

2.13 Hiizzam ilahi

Giifte: Esrefzade Rimi

Beste: Yusuf Celebi

Tempo: 212

1139



Ozagag, M. Rast Miizikoloji Dergisi, Cilt IV, Sayi 1 (2016), s. 1135-1141

Diiseli bu askin cinim eline
Beni diisiirdii bu halkin diline
Ism @i resmi Esrefzade Riimi’nin
Kiil olup savruldu askin yeline

Bu ilahi, ele aldiklarimiz arasinda en yiiksek tempoya sahip olanidir.

Askin eline | *Ask'aboyun
diismek egmek

Hflil'km eHayatin sosyal
diline yoniinden
diismek vazgecmek

. eHayata dair her
Kiil olup seyden vazgecmek

savrulmak * Ask atesiyle

yanarak kil olmak

Giiftede yukaridaki sekilde siralanan ii¢ durum, askin artarak devam eden héllerini
sirasiyla yansitmaktadir. Bu héller, doruk nokta olan “kiil olup savrulma” ile tamamlanir.
Hayatin dogal dongiisii ile agkin seyri bu anlamda paralellik arz eder.

Askin eline ‘
diismek

(dogum)

Halkin diline
diismek

(yagam)

Kiil olup
savrulmak

(6liim)

Yanmaya ait son sathanin da dile getirilmesi, siirin ates gibi yiikselen, yerinde
durmayan bir ruhu oldugunu gosterir. Bu ruh, kendisini bir viicut gibi saracak olan bestenin
yapisin1 belirlemis ve onun hizli, heyecanli, temposu yiiksek bir hal almasini saglamistir.
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SONUG

‘Irfan-1 Ask’ albiimiinde canli, hareketli, yakic1 yonii giiclii giiftelerin aym oranda
hareketli sekilde calindigini; daha az hararet iceren giiftelerin ise daha duragan tempoda
calindigini dinleyici olarak farkedebiliyoruz. Calismamizda giifte ve beste arasinda hareketlilik
yoniinden bir orantt kurmaya caligtik. Siiri baglibagina bir unsur telakki ederek biiriinecegi
miizikal kisvenin tdyininde nasil rol alabilecegini arastirmak istedik. Bu minvalde baska
caligmalar yapmak, edebiyatin ¢esitli yontemlerinden ve farkli disiplinlerden yararlanmak
yoluyla miizik ve siirin bulustugu zemin hakkinda tespitler yapilabilir. Béylece belki "Falanca
tiirkii aslinda bir agittir, simdiyse oyun havasina doniigmiis” tiirlinden elestirilerin isaret ettigi
ironik durumun bile bir izah1 yapilabilir.
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BENAI VE MUSIKI RISALESINDE MAKAM KAVRAMI
Ogr. Gor. Gamze Kopriilii'

OZET
15. yiizyil igin tarihi kaynak ozelligi tasiyan Misiki Risalesi Herat Tiirklerinden olan Benai
tarafindan h.888/ m. 1483 yilinda Farsca olarak kaleme alinan ve Tiirk miisikisi konularini isleyen
bir nazariyat kitabidir. Benai eserinde tel bolinmeleri, makam (devirler), avazeleri, su’beler basta
olmak {iizere bir¢ok nazariyat konusuna yer vermistir. Caligmada esas aldigimiz konu riséle
igerisinde yer alan makamlar konusudur. Benai eserinde meshur on iki devir {izerinde durmustur.
Bu devirleri 6zel daireler yerine kendi hazirladigi bir tablo iizerinde ebced sembolleri ile
gostermeyi tercih etmis ve tabaka birlesimleri ile agiklamistir. Bu on iki devri anlatirken 6nce
miellifin verdigi sekil ile ardindan konunun daha rahat anlasilmasi i¢in Arel- Ezgi-Uzdilek
nazariyati lizerinden gosterdik. Safiyyiiddin-i Urmevi, Abdiilkadir Meragi ve Alisah b. Hac1 Biike
gibi 6nemli isimleri eseri icerisinde zikreden ve referans olarak kullanan Bendl icin sistemci
okulun takipgileri arasinda oldugunu soyleyebiliriz. Caligmadaki amacimiz, tarihi kaynak niteligi
tastyan bu eseri arastirmacilara tanitarak miisiki literatiiriine kazandirmaktir.
Anahtar Kelimeler: Mizikoloji, Bendl, Riséle, 15.yy., Devir, Makam.

BENAT AND THE CONCEPT OF MAKAM (MODE) IN MUSICAL

RISALA

Lecturer Gamze Koéprula
ABSTRACT
Being a historical source since the 15th century, Musical Riséla is a theoretical work written in
Persian language by Benal, who is a Turkish man from Herat, in 888 (Islamic calendar)/1493
(Gregorian calendar). Benal mentioned a variety of theoretical topics in his work such as string
divisions, cycles (modals), avaze, and su’be. In this study, we focused of cycles (modes) in the
risala. Ben&l emphasized famous twelve cycles in his work. He preferred to show these cycles
through numerical symbols on a table prepared by himself instead of special cycles, and he
explained them using layer combinations. While explaining these twelve cycles, we first showed
them on the tables of the author, and then demonstrated them through the theory of Arel-Ezgi-
Uzdilek so that it could be understood more easily. Referencing and mentioning important
characters such as Safiyiiddin-i Urmevi, Abdiilkadir Meragi and Alisah b. Haci Biike in his work,
it can be said that Bendi was one of the followers of the systematic school. Our aim in this study
is to introduce this historical source book to the researchers and music literature.
Keywords: Musicology, Benai, Risala, 15th century, Cycles, Modal.

1 Ogretim Gérevlisi, Gaziosmanpasa Universitesi Devlet Konservatuvar, Cemalet@n mabh., Sulusokak
Cad. Deveciler Han1 Tokat, Tiirkiye, gamze.koprulu@gop.edu.tr. Bu makale Gazi Univ. Giizel Sanatlar
Enstitiisiinde devam eden doktora tezinden ¢aligilmistir.
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GIRIS

15. yiizyil Tiirk Islam Medeniyetinin kiiltiir ve sanat merkezleri Semerkant ve Herat’ tir. Timurlu
Devleti’nin hiikiim siirdiigii bu yilizyilda Semerkant ve Herat kiiltiir ve sanatta en parlak
donemlerini yasamislardir. Gogebe bir toplum olan Cagatay Hanligindan aldig1 mirasi yerlesik
topluma ¢eviren Timur, baskent olarak Semerkant’1 segerken Horasan’dan mesul olan oglu Mirza
Sahruh babasinin dliimiinden sonra devletin bagina gecerek baskent olarak Herat’1 secti. Mirza
Sahruh’un Sliimiinden sonra basa gecen Ebu Said ve Hiiseyin Baykara’da Herat’in bagkentligini
devam ettirdiler. Herat ve Semerkant huzur ve giivenin hakim oldugu bir bolge oldugundan dolay1
sadece bolgede yasayan sanatcilar degil farkli cevrelerden gelen sanatgilarinda oldugu
bilinmektedir. Ciinkii burada sanata ve sanatgiya deger veren hiikiimdarlar bulunmaktadir. Misiki
burada bir ilim ve sanat dali olarak goriilmekte ve kabul edilmektedir. Mirza Sahruh tarafindan
Herat’ta Tarabhane isminde bir eglence mekani yaptirilmistir. Burasi bir bahgenin ortasinda
bulunmaktaydi. Iki katli, kiigiik, sirin bir imaretti (Sahin, 2013). Bu eglence merkezi sadece
musikiyi degil heykel, hat ve resim sanatini da igerisine almaktadir. idarecilerin sanata ve
sanatgiya gostermis oldugu deger boyle bir girisimle ortaya konmustur. Timurlular déneminde
misiki Herat ve Semerkand gibi devletin 6nemli sehirleri bagta olmak iizere diger pek ¢ok sehirde
de oldukga yaygin sekil alan bir sanat olmustur. Miizikli eglenceler hem meclislerde, hem diigiin
ve eglencelerde kendini iyice hissettirmistir (Sahin, 2013, s. 430).

Misiki Timurlular zamaninda altin ¢agini1 yasadi. Timur devri hanendeleri arasinda Abdiilkadir

Meragi, Yusuf Endigant (Uslu, 1997, s. 84-85). Abddllatif Damgani, Hiseyin Baykara, Mahmud
Harizmi ve Cemaleddin Ahmet Harizmi, Hafiz Haci, Celaleddin Mahmut Nayi, Ali Sir Nevai,
Kul Muhammed Udi, Gulam Sadi?, Mir Azu, Seyhi Nayi, Hoca Abdullah Mervarid (Arat, 2000,
s. 283,284,285,271), Baba Sevdal ve Mevlana Abdurrahman Cami (Sahin, 2013, s. 436) en
meshurlardandir. Hiiseyin Baykara 15.yiizy1lin 6nemli sanat sahsiyetlerinden biridir.

Bu doénemin 6nemli nazariyatgilar1 olarak Meragi, Abdiilaziz Celebi, Meragizade Abdiilaziz b.
Mahmut, Alisah b. Hac1 Biike, Abdurrahman Cami’ yi saymak miimkiindiir. Bu nazariyatcilarin
yazdig1 eserlerin bazilar1 Farsga olarak yazilmistir. Islamiyet’ten dnce Iran kiiltiiriiyle i¢ ice
olunmasi ve Islamiyet’in kabuliinden sonra Arap kiiltiiriiniin etkisiyle ilim dili olarak Arapga,
sanat dili olarak ta Farsca kullanilmaktaydi. Yine 15. yiizyildan itibaren ise Tiirk insanina kendi
dili ile hitap etmeye baslayarak Tiirkce olarak yazilan bircok eser 15. yiizyil Tiirk Islam
Medeniyeti misikisinin kose taslar1 olarak karsimiza ¢ikar.

15. ylizy1l nazariyatgilar ilim erbabi ve is erbabi olarak iki farkli iislup ortaya koymuslardir.
Urmevi’nin matematik temelli sistemci okulunu takip eden nazariyatcilar ilim erbabi olarak kabul
edilmistir. Edvarlar icerisinde makam ve ses sistemleri ezgi organizasyonlari, perde, aralik, cins,
tabaka ve devir hiyerarsisinde dikkat edilen anlayis icerisinde sunulmustur (Giiray, 2012, s. 66).
Perde isimleri ebced notasi ile gdsterilmistir. Bu okulu takip eden diger nazariyatgilar ise
Abdiilkadir Meragi, Abdullah Cami, Ladikli Mehmet Celebi, Fethullah Sirvani, Alisah bin Hact
Biike, Ahmedoglu Siikrullah’tir. Matematik temelli sistemi takip etmeyen ig erbaplar1 ise perdeler
ve devirler arasinda dogrudan iliski kurmuslardir, adindan da anlasilabilecegi gibi tamamiyla
uygulamaya yonelik sozlii tariflerle makdmlar1 anlatmay1 hedeflemektedir (Giiray, 2012, s.

2 Baz1 kaynaklarda “Sadi” olarak geger.
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66.70). Ebced notasi tamamen terkedilmese de artik yerini perde isimlerine birakmaya
baglamistir.

15.ylizy1lin kuram anlayisinda yasanan bir dnemli degisim de perde isimlendirme konusundadir.
Bu yiizy1l i¢inde yavas yavas ebced sistemine dayali isimlendirilme birakilmaya, bunun yerine
her perdeye ezgi organizasyonu igindeki islevine gore 6zel bir isim veren bir anlayis olusmaya
baslamigtir. Bu degisim basit bir isim degisikligi olarak goriilmemelidir. Zira perdelerin
organizasyon icinde 6zel islevler almasi; perdelerin birbirine esdeger oldugu, dolayisiyla araliklar
degismedikce sadece bir tek organizasyonun olusabilecegi duragan ses dizilerinin yerlerini
perdeler arasi bir hiyerarsiye sahip ses dizilerine birakmakta oldugunu gostermektedir. Perdeler
arast bu hiyerarsi, ses malzemesinde yer alan her perdenin bir digeri ile iligki kurabildigi ve bu
iligkinin mahiyetinin diziyi olusturan ses malzemesinden daha 6nemli oldugu bir dénemin de
habercisidir (Giiray, 2012, s. 70). Is erbab1 okulun takipgileri ise Yusuf bin Nizameddin Kirsehr,
Hizir bin Abdullah, Bedri Dilsad, Seydi, Kadizade Tirevi’dir.

Sistemci okul takipgilerinden olan Ben&i’nin Masiki Risalesi isimli eseri 7 Zi’l-hicce 888/1483
(Zi’1-hicce sene seman ve semaniye) yilinda tamam olmustur (Benai, h.888, vrk.64b). Herat
Tirklerinden mimar, mdasikisinas, hattat ve sair olan Kemaliiddin Sir Ali-yi Herevi siirlerinde
Benai (yap1 ustasi) mahlasini kullandigindan dolay1 Benai olarak bilinmektedir. Benal Farsca
olarak kaleme aldig1 Tiirk musikisi nazariyatin1 anlattifi eserinde tel boliinmeleri, araliklarin
nispetleri, uyumlu araliklar, tenafiir sebepleri, meshur olmayan daireler ve oranlarinin beyani,
tabakalarin ¢ikarilmasi ve alti daire, seksen dort terkib, bahir, bes telli ¢algilarda diizen, on iki
devir, edvarin ortak nagmeleri, alt1 avazat, yirmi dort su’be, 1ka‘, icra ve tasnifi, masiki formlart
basliklarina yer vermis ve agiklamistir. Miiellif eseri igerisinde bagta Safiyyiiddin-i Urmevi
olmak tlizere Abdiilkadir Meragi ve Alisah b. Haci Biike’den bahsetmektedir. Eser igeriginin
islenisine baktigimizda da yine bu isimlerin referans olarak alindigi muhakkaktir. Benai i¢in ise
ilim erbabi ekoliin temsilcileri arasinda oldugunu séylemek miimkiindiir.

METODOLOJI

15.ylizyi1lda Herat *ta Benai tarafindan 64 varak olarak yazilan ve dili fars¢a olan MUsiki Risélesi
terciime edildikten sonra icerisinde yer alan konulara daha rahat ulagilmasi1 amaciyla tarihi kaynak
niteligi tasiyan eser bilgiyi siniflandirma yontemine gore diizenlenmistir. Calismada eserin
basliklarindan birini olusturan devir (makam) kavrami incelenmistir. Bu ¢alismada Benai ’ye ait
Miisiki Risalesi i¢erisinde gecen devirlere yer verilmis ve Arel-Ezgi-Uzdilek nazariyati iizerinden
Benai’nin verdigi devir dizileri porte lizerinde gosterilmis ve on iki devri verirken sadece
basliklarda ve sonug¢ kisminda makam kelimesi kullanilmistir.

BULGULAR
Msiki Risalesinde Devirler

13. yiizy1l Safiyyiiddin-i Urmevi, 15. Yiizy1l Abdiilkadir Meragi gibi misiki nazariyatinin kdse
taslar1 olan nazariyatcilar eserlerinde devirlerden bahsederken Ussak, Neva, Buselik, Rast, Irak,
Isfahan, Zirefkend, Biiziirk, Zengile, Rahevi, Hiiseyni ve Hicaz olmak iizere on iki meshur devrin
ismini zikretmektedirler. Bendi’de daha once bahsettigimiz gibi bu isimleri referans alarak
eserinde on iki meshur devri zikreder.

Miiellif; eserinde on yedili ses sistemini esas alarak makam kavraminda devir ve edvar
kelimelerini kullanmistir. Devirlerin gosterilmesinde, daireler iizerinde gostermek yerine tablo
iizerinde gostermeyi tercih etmis, perde isimlerini kullanmayarak ebced sembolleri ile devir
dizilerini agiklamistir. Devir dizilerini, seyir, karar sesi gibi sdzel agiklamalara yer vermeden yedi
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birinci tabaka dortlii cins ve on iki ikinci tabaka begli cins iizerinden agiklamistir. Benai astrolojik
kavramlara eserinde yer vermemistir.

Tablo 1. Ebced sembolleri

Perde Ad1 Perde Ad1
A-) YH-z=
B-< YT-k
C-z K-&
D-4 KA-\
H-o KB-os
V-3 KC-z=
Z-) KD-as
H-¢ KH-&=
T-k KV-ss
Y-¢ KZ-3s

YA-L Kh-4s
YB-<x KT-<&s
YC-z L-J

YD-x LA-Y
Yh-4 LB-
YV-s LC-&
YZ-3 LD-u
YH-z= Lh-Ad

Ussak Makami

Bu daireler seksen dortliik dairelerden olusturulmaktadir ki birinci tabaka birinci kat (ussak
dortlii) ile ikinci tabaka birinci kattan (ussak beslisi) olusur. Arel-Ezgi-Uzdilek ses sisteminde
kullanilan ¢argdh makam dizisine benzemektedir (Ozkan, 2006, s. 95).
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Tablo 2. Benai ‘de ugsak makamu

Adet | 9/10 | 9/8 | 20/19 | 9/8 | 9/8 | 20/19 | 9/8
Ebat b kb - b b < B

Not (V|2 3| ¢ | @ | % | 9@ | &=

e
T T B T T B T

Nota 1. Arel-Ezgi-Uzdilek’e gore ugsak makaminin porte iizerinde gosterilmesi

Neva Makami
Bu daire on dordiincii dairedir. Birinci tabaka birinci kisim ile ikinci tabaka ikinci kismin
(biselik dortlii ile bhselik beslinin) birbirine eklenmesidir Arel-Ezgi-Uzdilek ses sisteminde
yer alan nihavend makam dizisine benzemektedir (Kacar, 2012,s.214).

Tablo 3: Benai ‘de neva makam

Adet | 9/8 | 20/19 | 9/8 | 9/8 | 20/19 | 9/8 | 9/8
Ebat b @ L | kb @ L | b
Not || @ ° c | . u “

5 — b
S 7

T B T T B T T

Nota 2: Arel-Ezgi-Uzdilek’e gore neva makaminin porte iizerinde gdsterilmesi

Biiselik Makami

Birinci tabaka tigiincii kisim ile ikinci tabaka ti¢lincii kismin (kiirdi dortlisii ile kiirdi beslinin)
birlesmesidir. Arel-Ezgi- Uzdilek sisteminde kiirdi makam dizisinin rast kararli seddi olan
kiirdilihicazkar dizisine benzemektedir. Bu dizi bugiin kullanilmamaktadir.

Tablo 4: Benai ‘de baselik makamu
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Adet | 20/19 | 9/8 | 9/8 | 20/19 | 9/8 | 9/8 | 9/8
Ebat < §2 b - kb b b
Not || « > z b & | 4|
) I | |

P ] ]
! 5 o %

Loy o=

e
B T T B T T T

Nota 3: Arel-Ezgi-Uzdilek’e gore biselik makdminin porte {izerinde gosterilmesi

Rast Makamm

Birinci tabaka dordiincii kisim ile ikinci tabaka dordiincii kismin (rast dortliisi ile rast besli)
birlesmesidir. Arel-Ezgi-Uzdilek nazariyatinda rast makam dizisine benzemektedir(Kacar, 2012,
s. 74).

Tablo 5: Benai ‘de rast makami

Adet | 9/8 | 16/15 | 12/15 | 9/8 | 16/15 | 12/15 | 9/8
Ebat | & d e |b| € d &
Not | V|2 ) d L &= 4 &=

0

2 <

o

T € C€C T C C T

Nota 4: Arel-Ezgi-Uzdilek’e gore rast makdminin porte {izerinde gosterilmesi

Zengiile Makami
Birinci tabaka dordiincii kisim ile ikinci tabaka altinci kismin, rast dortlii ile hicdz beslinin
birlesmesidir.

Tablo 6: Benai ‘de zengiile makém

Adet 9/8 16/15 | 16/15 | 16/15 | 9/8 | 12/15 | 9/8

Ebat | & | g | ¢ | € |& | ¢ |&

Not | V | 2+ |3 cC | ¢ || % |®
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ﬁ E I' ‘. &il

e
T ¢ ¢ C T C T

Nota 5: Arel-Ezgi-Uzdilek’e gore zengile makamimin porte iizerinde gosterilmesi

Isfahan Makam
Birinci tabaka dordiincii kisim ile ikinci tabaka sekizinci kismun, rast dortlisi ile i1sfahanin

birlesmesidir.

Tablo 7: Benai ‘de 1sfahan makami

Adet | 9/8 | 16/15 | 16/15 | 9/8 | 16/15 | 16/15 | 16/15 | 20/19

Ebat | & | ¢ | ¢ || ¢ | ¢ | & | ¢

Not |V|=2] s z |v | = Gl x| &

H to

Voll

)
T € € T C € C B

Nota 6: Arel-Ezgi-Uzdilek’e gore 1sfahan makaminin porte lizerinde gosterilmesi

Hiiseyni Makami
Birinci tabaka besinci kisim ile ikinci tabaka besinci kismin, ussak dortlii ile hiiseyni

beslinin birlesmesidir. Arel-Ezgi-Uzdilek ses sisteminde yer alan Hiiseyni makam dizisine
benzemektedir (Arel, 1968, s.22).

Tablo 8: Benai ‘de hiiseyni makém
Adet | 16/15 | 16/15 | 9/8 | 16/15 | 16/15 | 9/8 | 9/8

Ebat | & d & d d | b

Not |V |z | & |¢C ¢ | < “ &

9 ; E’/‘ QE o EE)
. §

cC ¢ T C C T T
Nota 7: Arel-Ezgi-Uzdilek’e gore hiiseyni makdminin porte iizerinde gosterilmesi
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Hicazi Makam

Birinci tabaka besinci kisim ile ikinci kisim altinci tabakanin, ussak dortliisii ile hicaz beslinin
birlesmesidir Arel-Ezgi- Uzdilek sisteminde kullanilan karcigar makami dizisine benzemektedir
(Arel, 1968, s. 23). Urmevi ve Meragi’de ayni araliklarla kullanmiglardir.

Tablo 9: Benai ‘de hicazi makami

Adet | 16/15 | 16/15 | 9/8 | 16/15 | 9/8 | 16/15 | 9/8
Ebat | ¢ e |+ | &8 | 2| & | &
Not | ) |¢g s C $ ] 4 ]
9 . | | |

|2 @
o

c C T C T C T

Nota 8: Arel-Ezgi- Uzdilek’e gore hicdzl makaminin porte iizerinde gosterilmesi

Zirefkend Makami
Birinci tabaka besinci kisim ile ikinci tabaka on birinci kismin ussak dortliisii ile zirefkend

beslisinin birlesmesidir.

Tablo 10: Benai ‘de zirefkend makam

Adet | 16/15 | 16/15 | 9/8 | 16/15 | 16/15 [ 20/19 | 9/8 | 16/15
Ebat | ¢ z I3 d d < b
Not | Vg | c ¢ e ® | ®
‘0 ' L lo—ltl S "1
)

c ¢ T Cc € B T C

Nota 9: Arel-Ezgi- Uzdilek’e gore zirefkend makaminin porte {izerinde gosterilmesi

Rahevi Makami
Birinci tabaka altinci kisim ile ikinci tabaka besinci kismin yani hicaz dortliisii ile hiiseyni

beslisinin birlesmesidir.
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Tablo 11: Benai ’de rahevi makam

Adet | 16/15 | 9/8 | 16/15 | 16/15 | 16/15 | 9/8 | 9/8
Ebat | ¢ | & | ¢ d T | k| &
Not |V |z | s z ¢ b L E
9 . | | |

P @
J

C T Cc C C T T
Nota 10: Arel-Ezgi- Uzdilek’e gore rahevi makadminin porte {izerinde gosterilmesi

Irak Makam
Birinci tabaka altinci kisim ile ikinci tabaka dokuzuncu kisimdan olusur Irak dortliisiine

rak dortliisii ve bir tam ses eklenmesi ile olusur.

Tablo 12: Benai ‘de irak makami
Adet | 16/15 | 9/8 | 16/15 | 16/15 | 9/8 | 16/15 | 20/19

Ebat | ¢ |& )| ¢ | ¢ |2 | ¢ | &
Not [ Vlg|ls| C | ¢ |&| %4 | &

o) | |
P A I o LS

Yoll

)
c T C C T C T

Nota 11: Arel-Ezgi- Uzdilek’e gore Irak makamimin porte iizerinde gosterilmesi

Biiziirk Makam
Birinci tabaka altinci kisim ile ikinci tabaka onuncu kismin, segah ya da hicaz dortliisii

ile bir tam ses ve rast dortliisiiniin (penggah beslisi) eklenmesidir.
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Tablo 13: Benai ‘de buzlirk devri
Adet | 16/15 | 9/8 | 16/15 | 16/15 | 9/8 | 16/15 | 16/15 | 20/19

Ebat| ¢ |& | ¢ | € |« | & | ¢ | ¢

G
N
N3
s
Q@

Not [V|&z| 9| C

9 —

o—q-o

Voll

)
c T ¢ € B T C C

Nota 12: Arel-Ezgi- Uzdilek’e gore blzlrk devrinin porte Uzerinde gdsterilmesi

Tiirk musikisi tarihi agisindan 15.ylizy1l nazariyesi ile ilgili bilgiler vermesi sebebiyle
MQsiki Risalesi tarihi miizikoloji perspektifinden bakildiginda bir belge niteligindedir. Ayrica
eserin ilk kez ¢alisiliyor olmasi, miiellifinin ve yazildigi donemin bilinmesi, donemin misiki
terimlerinin agiklanmasi ve nazari bilgilerini icermesiyle ayrica Onemlidir. Arastirmacilara
kaynak olmasi yoniiyle alana 6nemli katki saglayacagi kanaatindeyiz.

SONUC

Benai’nin islemis oldugu on iki makam kendisinden 6nce yazilan edvarlarda yer alan
makam devirlerinden ¢ok farkli degildir. Sistemci okul nazariyatinin takip edildigi eserde
makamlar devir, edvar ve daire olarak isimlendirilmistir. On yedili perde sisteminin esas alindig1
makamlarin izahi daireler yerine tablo {izerinde ebced harfleriyle gosterilmistir. Bu durum hem
anlatimi1 hem de anlagilmay1 kolaylastirmistir. Makamlarin durak, giiclii, karar perdeleri ve seyir
Ozelliklerinin verildigi sdzel anlatim yoktur. Bunun yerine makamlarin olustugu yedi birinci
tabaka olan dortlii cinsler ve on iki ikinci tabaka olan besli cinsler verilmistir. Benai’nin vermis
oldugu makam tablolar1 daha rahat anlagilabilmesi amaciyla makam dizileri Arel-Ezgi-Uzdilek
ses sistemine goOre porte lizerinde gosterilmistir. 15. ylizyil Oncesi ve sonrasi donemlerin,
ginlimiizde musikinin tarihinin yazilmasi, repertuvarmin sistemlestirilmesi, egitim
metodolojisinin yazilmasi, déonemin terminolojisinin ortaya konmasi ge¢miste yazilan nazariyat
eserlerinin tahliline, tespitine ve terciimesine baglhidir. Bu eserler giin yiiziine ¢ikmadan Tiirk
misikisi tarihi yazili olarak tamamlanmis sayilmaz. Bu sebeple bu ve bunun gibi eserleri
calismanin 6nemi daha da ortaya ¢ikmakta ve artmaktadir.
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SOSYO-KULTUREL BiR MUZIK iCRA ORTAMI OLARAK ASIK
KAHVEHANELERI VE BURSA ASIKLAR KAHVESI
Yrd. Do¢. Dr. Erdem OZDEMIR!
OZET
Kahvehaneler Anadolu’da gériilmeye baslandigr 16. yiizyildan buyana Tiirk toplum

hayatinin 6nemli toplanma ve istisare mekanlarindan biri olmustur.Her fikir ve kesimden
insanlarin katilim sagladigi bu mekanlar zaman i¢inde ¢esitli meslek gruplarinin adi ile de
amlmustir. Asik kahvehaneleri de bu meslek ve sanat gruplarindan biri olan asiklarin, diger icra
ortamlart ile birlikte, sanat icra ettikleri mekanlardan biridir. Asik kahvehaneleri ilk olarak
Istanbul’ da ortaya ¢ikmus daha sonra diger illere yayilmistir. Bursa asiklar kahvesi de
Erzurum’dan Bursa’ya go¢ eden Asik Mehmet Giines tarafindan 1955 yilinda Bursa merkezde
kurulmus ve gilinlimiize kadar benzer amag¢ ve katilimci yapisi ile varligimi siirdlirmiistiir.
Giliniimiizde asiklik gelenegine mensup olanlardan daha ¢ok asik olmayan miizik icracilarinin
katildig1 fasillarda biiyiik cogunlukla TRT Tiirk halk miizigi repertuarinda bulunan tiirkiiler yine
TRT koro ve solo icra mantalitesi drnek alinarak seslendirilmeye calisilmaktadir. Asiklar
kahvesinde en ¢ok icra edilen enstriiman baglamadir ve baglama icrasinda da yine kaliplasmis
yoresel icra tavir ve lislubu tercih edilmektedir. Bu fasillara icraci ve dinleyici bakimindan ciddi
manada katilim olmas1 Bursa’nin Osmanli Devleti’nin ilk baskenti olmasi ve bu nedenle tarihsel
ve kiiltiirel derinlige sahip olmasi ile iligkilendirmek miimkiindiir. Ayrica 6nemli oranda go¢ alan
sehir hem tarihsel hem de cografi anlamda ¢esitlilik arz eden bir sosyokiiltiirel yapiya sahiptir.
Bursa asiklar kahvesi yakin zamanda Bursa’da agilan pek ¢ok yeni miizikli/¢algili kahvehaneye
de model olmustur. Her kesimden insanin icract ya da dinleyici olarak bir araya gelip vakit
gecirdigi ve boylece farkli arka planlara sahip yapilardan olusan kent kiiltiiriinii biinyesinde
barmdirabilen Bursa asiklar kahvesi pek c¢ok ozelligiyle, yiizlerce yillik miizikal begeni ve
birikimin, giinlimiizde halk nezdinde temsil edildigi ender mekéanlardan biri olma o&zelligi
tasimaktadir. Bu ¢alismanin amaci Bursa asiklar kahvesi ornegi ile Tiirkiye’deki sosyokiiltiirel
miizik icra ortamlarini, icracilari ve bu iki unsurun zaman igerisinde meydana gelen degisikliklere
kars1 pozisyonunu tespit ve tahlil etmektir.

Anahtar Kelimeler: Kahve, Kahvehane, Aslk, fcra

! Uludag Universitesi Devlet Konservatuvari Tiirk Miizigi Ana Sanat Dali erdem@uludag.edu.tr eo7@soas.ac.uk
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ASIK COFFEEHOUSES AS SOCIOCULTURAL MUSIC PERFORMANCEVENUES
AND THE ASIKLAR COFFEHOUSE IN BURSA

ABSTRACT

Coffeehouses have been one of the most important public gathering places in Turkey
since they had begun to appear in 16" century. These places that had many frequent visitors from
all the socio-cultural levels were sometimes called with the names of occupational groups, one of
which is “Asiklar Coffe house”. Asik coffee houses were initially founded in istanbul but soon
after spread to the other cities.Many important “asik”s had been cultivated in these places
especially big cities. The “Asiklar Coffe house” in Bursa is one of the most interesting example
of them since it has been active for almost 60 years. It is not only a place where the musicians
perform but also functions as an oral and visual musical training centre. | also had attended to
performances in there when [ was a student at Conservatory between 1999 and 2004. The “Asiklar
Coffechouse” was founded in 1955 by an asik named Mehmet Giines who came to Bursa from
Erzurum. People who come to “Agsiklar Coffeehouse” for performing music are not only ashiks
but also amateur and professional musicians. The instrument most played at the asiklar
coffechouse is “baglama’ and basic source of repertoire is the corpus of TRT (The Turkish Radio
and Television Corporation), that contains thousands of Turkish folk music notes. These pieces
are played in a way that is appropriate to “TRT’s mentality” of solo and choir performing style.
The Asiklar Coffeechouse in Bursa has also been a model for other new places opened in Bursa.
There are many attendances in fasils that are performed in The Asiklar Coffeechouse in Bursa”.
This situation can be associated with the historical perspective of Bursa as it was the first capital
of Ottoman Empire. It can also be associated with Bursa’s cosmopolitan populace. The Asiklar
Coffeehouse in Bursa where musicans and audiences can gather and spend time is a rare place
that can mirror the cultural accumulation and musical taste of hundreds of years. The purpose of
this article is determination and analyzes the socio-cultural performance venues and performers
besides their position agains to had occured changes in courses.
Keywords : Coffee, Minstrel, Performing

GIRIS
Anadolu’da Kahvehane Kiiltiirii ve Asik Kahvehaneleri

Kahvehaneler ortaya ¢iktigi zamanlardan giiniimiize dek Anadolu merkezli Tiirk
sosyokiiltiirel yasaminda énemli toplanma merkezlerinden biri olmustur. “16. yiizyildan itibaren
Osmanli sosyal hayatinda yerini alan kahvehaneler, Osmanli’nin altin ¢agim yasadigi bu
ylizyildan baslayarak Tanzimat’ta, Mesrutiyet’te ve sonrasinda Cumhuriyet doneminde yasanan
sosyal degisim ve Batililasma siirecinde aktif mekanlar olarak yer almistir” (Ediz, Ismail; 2008 s:
179-189).As1k kahvehaneleri, gegmiste asiklik geleneginin yogunlukla ve sistematik olarak kendi
i¢ diizeni icinde icra edildigi mekanlarin basinda gelmektedir. “Asik_kahvehanelerinin ortaya
c¢ikisi icin kesin bir tarih verilemese de baglangic¢ olarak X V1. yiizyil ve 6zellikle XVII. yiizyilin
ilk ceyregi yaygin bir kabul gérmektedir. Kahvehanelerin yayginlagsmas: ile asik tarzi siir
geleneginin de gelisimi arasinda bir paralellik vardir” (Balkaya, 2013; s883). Asik
kahvehanelerinin, gelenege katkilar1 hususunda Cobanoglu’nun tespitleri de ayni dogrultudadir;
“ Asiklik gelenegi, Osmanli kiiltiirel yapisim etkileyen ve yeni sosyal aliskanliklarin ve davrams
kaliplarinin ortaya konuldugu bir sosyal kurum olan kahvehanelerin {irlintidiir”’ (Cobanoglu 1999,
54). Gelenegin olusmasinda mekanlarin etkin ve fiiretici rol oynadigi en net bigimde asik
kahvehaneleri 6rneginde de goriilebilmektedir. “Ortaya ¢ikan teknolojik gelismeler ve degisen
hayat sartlarina paralel olarak bazi farkliliklar goriilmesine ragmen, giiniimiize kadar asik
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kahvehaneleri temel islevlerini yitirmemislerdir” (Artun 2005, 36). Performansa dayali
etkinliklere ev sahipligi yapan mekanlar, sergilenen unsurun var olan normlarinin, icraci -
dinleyici iliskisinin, mekan baglaminda g¢evrelenerek muhafaza edilmesi ile diizenleyici ve
konservatif bir anlam yliklenirler. Ayn1 mekan i¢inde siirdiiriilen performansin, gerek dinleyici
gerekse icraci igin geleneksellesme siirecinde daha kapali ve biitiinciil algiya daha miisait bir
yapida gergeklesmesi, mekani sistemin kurulmasi bakimindan 6nemli unsurlardan biri yapar.
Aslk kahvehaneleri de bu baglamda birden fazla amaca hizmet eden, kiiltiirel icra ve aktarimin,
sabit hale gelmis mekanlarindan biridir. “Aslinda icraci asik farkinda olmadan aym
mekan(lar)da/kahvehane(ler)de daha 6nceden ifada bulunan asiklar1 canlandirir. Bu durum icract
as1gin hem stireklilige katkist hem de kendi donemi ve kendisinden sonrakiler i¢in 6rnekligidir”
( Balkaya, 2013; s883).

Aslklar, gecmiste aldiklari kam, ozan, baksi gibi isimlerle, Tiirklerin bilinen ilk miizisyen
karakterini teskil etmektedirler. “ Baslangici Tiirklerin, Islamiyet 6ncesi inamgma dayanan
ozanlik gelenegi, 16. yiizyilda, ¢esitli degisimlerle asiklik gelenegi olarak anilmaya baglanmis ve
gilinlimiize kadar varligini stirdiirmiistiir. Gegmiste ve gliniimiizde sanatsal bir algi ile icra edilen
asiklik geleneginin sanatci birer karakteri olan asiklar, siir, hikaye ve miizik gibi sanat alanlarinda
faaliyet gostermektedir. Bahsedilen tarzda icralarin yapildigi mekéanlardan biri olan kahvehaneler
asiklik geleneginin, ge¢cmisten giinlimiize uzanan temel mekanlarindan birisi olmustur. Tiirk
kiiltiiriinde, ¢esitli belge ve bulgularla gidilebilen en eski donemlerden giiniimiize kadar siiregelen
bir toplumsal eylem olan “toplanma”, inan¢ ve ayin baglaminda olanlar basta olmak {izere,
muhtelif nedenlerle gerceklestirilen bir uygulamadir. Bu uygulama, sonrasinda “toy” gibi resmi
ve hiyerarsik kapsamlarda oldugu gibi, Tiirklerin Anadolu’ya geldikten sonra olusturduklari
sosyokiiltiirel yapilar biinyesinde, yeni anlam ve mekanlar kazanmistir. Bir esnaf locasi olarak
tesekkiil eden ve daha sonra donemin en kurumsal ve giiglii yapilarindan biri haline gelen Ahi
teskilatinin farkli sehirlerdeki yapilanmalari, gliniimiize kadar varligini stirdiiren bizim tabirimizle
“sirali/donemsel toplanma gelenegi” ve mekanlarmi, Tiirklerin sosyal ve kiiltiirel hayatina
sokmustur. Koy odalari, bey konaklari, sahis evleri vb. mekanlarda siirdiiriilen bu gelenek
unsurlar1 Sira gecesi, Barana gecesi, Yaren sohbetleri, Gezek vb. isimlerle giiniimiize kadar
varliklarini stirdiirebilmistir. “K&y yerinde yapilacak isin kalmadigi uzun kis gecelerinde gruplara
ayrilan geng ve yash yarenler, geceleri kendi aidi olduklar1 yaren odalarina gitmekte; orada hem
yasanilan problemlere ¢6ziim bulunmakta, hem makul ve mesru olgiiler icinde eglenceler
yapilmakta, hem de bilgi ve gorgli aktarimi gergeklestirilmektedir. Bu yaren odalar1 bir taraftan
kdyiin yerli halk: i¢in bir okulmisyonunu iistlenmis, 6te yandan da oradan gegen yabancilarin
konaklanip agirlandig1 bir konukevi olma fonksiyonunu icra etmistir” (Unver, Mustafa, 2004).

Cesitli dini yapilar bilinyesinde tekke ve dergahlarda donemsel olarak gergeklestirilen ayin
ve sohbetler, vakit ve Cuma namazi dncesi ya da sonrasinda camii ¢ay ocaklarinda olusan sohbet
ortamlari, Tiirk sosyal hayatinda bir arada olma, yardimlasma, gerekli / gereksiz konularda
konusma gibi maksatlarda toplanma aligkanliklarinin mekan ve sebepleri olarak gdsterilebilir.
Camii sonrasi toplanma ve sohbet etme, Anadolu Tiirklerinin disinda diger Tiirk toplumlarinda
da gorilen bir sosyal harekettir. Rachel Harris, Uygur Turklerinin muzik kaltart ile ilgili
caligmasindaki “ geleneksel olarak cuma namazi sonrasi, insanlar hikaye anlaticilar1 dinlemek
icin ¢ay evlerinde toplanirdi, ancak giiniimiizde bu uygulama nadir hale gelmistir” ifadesiyle,
gerek toplanma olgusunun, gerekse kahvehane benzeri mekénlarin Uygur sosyal hayatindaki
islevini ve gliniimiizdeki durumunu ifade etmistir ( Harris, Rachel; 2008, s 22).
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Kahvehaneler ise dini toplanma mekanlarindan farkli olarak her giin gidilebilen ve yukarida
saydigimiz 6nemli gayelerin olmayabildigi, ancak erkek niifusun 6nemli bir kesiminin sosyal
hayatinin neredeyse tamami olan mekanlar olarak tanimlanabilir. Ge¢miste 6nemli bilgi aktarim
merkezlerinden biri olarak da zikredebilecegimiz kahvehaneler, kendi i¢ hiyerarsisine de sahipti.
“Eski kahvehaneler bir muhabbet meydani idi. Cok defa bir ‘mir-i kelam’ etrafinda halka olunur,
onun sohbetinden istifade edilirdi. Burada mekteplerde-medreselerse edinilemeyen bilgiler
edinilirdi. Alim baska arif baska her 4lim sohbet eri olamaz. Fakat kahvelerde dyleleri vard: ki
bunlar kitaplardan edinilemeyen bilgileri yayarlardi” (Aksel, Malik; 1964 s 236). Pek ¢ok
maksatla toplanma mekani olan kahvehaneler seyyar saticilarin, duyuru yapmak isteyenlerin,
yardima ihtiyaci olanlarin ve de asiklarin siklikla ugradigi mekanlardir. “Asiklar herhangi bir
kahvehanede gegici siirelerde asik fasillar1 diizenlemisler veya belli bir kahvehaneyi mekén tutup,
burada siirekli calip sdylemis, hikdye anlatmislardir. Bu kahvehaneler “asik kahvesi” adiyla
bilinip taninirlardi. (Duvarci, Ayse; 2012).

Biiyiik sehirlere ve 6zellikle Istanbul’a gelen Asiklarin bulunduklari cevre, Asiklarin
sanatsal edimlerini etkilemis ve dénemin kent kiiltiiriine dair yap1 ve terminolojiyi bilinyesine
katmalarin1 saglamistir. “17. yiizyil baslarindan itibaren kurumsallagsmaya baslayan ve Osmanli
kahvehane geleneginde asik kahvehaneleri olarak nitelendirilen kahvehanelerin yerini, 18.
yiizyilda Yenigeri kahvehaneleri ve onun sonrasinda ise semai kahvehaneler almustir. Asik
kahvelerinde ve Yenigeri kahvelerinde miidavimlik yapan saray ve esnaf tabakasinin haricindeki
kimselerin yaninda, 6zellikle 19. ylizyilda yayginlasan semai kahvehanelerde daha ¢ok eglence
ve miizige yonelik bir program mevcuttur” (Ediz, Ismail; 2008 s: 179-189). Ayrica yine gegmis
donemlerde Istanbul’da klasik miizik 6zelliklerini ¢agristiran ve fasil gelenegi dahilinde asiklar
tarafindan gergeklestirilen icralarin oldugunu da Képriilii niin istanbul Tavukpazari’ndaki bir asik
kahvehanesi ile ilgili ifadelerinden 6grenmekteyiz; “Saz Sairleri’nde eski Osmanli Asiklari’nin
hususi teskilati, kiyafetleri ve Asik fasillar1 hakkinda mufassal malumat vardir. Muhtelif siklar
toplanarak fasil icra ettikleri zaman, 6nce Cuhac1 oglu Ali Pasa pesrevi ¢alinir; sonra Asiklar reisi
tarafindan Hiiseyni, Hicaz, Evc, Rast, Ussak, Kiirdi — Hiiseyni makamlarindan karar1 ve miyani,
yerli yerinde gezinme ve taksimler icra edilerek, fasila baglanilir. Reisin okudugu bir gazelden ve
bir tek beyitten sonra Divan denilen bir beste Asiklarinistirakiyle iki inme bir ¢ikma tertibi tizre
terenniim olunur. Bunu her Asik’in ayr1 ayr1 galdiklar1 birer Divan takip eder. Sonra, reis bir
Kosma okuyarak Taglama denilen mizahi konusmalara baglar. Cinas ve telmihlerle dopdolu olan
bu taslamalar pek eglenceli olur ve diger Asiklar da reisi takip ederler. Herhangi Asik reisin
sualine mukabele edemezse herkesin ortasinda elinden sazi alinir ve bir latife olmak {izre
muvakkaten susturulur”(Koprilu 1966, 242). Burada bahsi gegen asiklarin saray merkezli klasik
miizik ve sanat anlayisina yakin olmalari ve bahsedilen kahvehane ve diger kentsel icra
ortamlarindan etkilenmeleri s6z konusudur. Sirasiyla yazilan fasil repertuvart bunu
kanitlamaktadir ancak giliniimiiz zaviyesinden bakildiginda giincel asik miiziklerinden ziyade
klasiklesmis bir kent miizikalitesini yansitmakta oldugu agiktir.

Giiniimiizde asik kahvehaneleri genellikle asiklik geleneginin siirdiiriildiigii illerde ve bu
illerin go¢ verdigi diger illerde isletilmektedir. “20. Yiizyilin baglarindan itibaren istanbul’ da asik
kahvehanesi geleneginin zayiflamaya baslamasina karsilik basta Erzurum, Kars ve Kayseri olmak
lizere Anadolu’nun gesitli bdlgelerinde varhgini siirdiirmiistiir. Ozellikle son geyrek yiizyilla
iginde Anadolu’nun gesitli bolgelerinden Istanbul, Ankara, Bursa gibi biiyiik kentlere gdgciin
hizlanmasi, gelenegin bu biiyiik kentlere tasimmasina sebep olmustur” (Artun 2005, 38).
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Yukaridaki agiklamalardan anlasilacagi lizere, kahvehane kiiltiirli giiniimiizde her ne kadar koy
merkezli bir algiya sahip olsa da aslinda kent kiiltliriinden dogan bir yapidir. Biiyiiksehirlerde
tesekkiil edip toplumun kiiltiirel hayatinda kabul géren ve sonrasinda tasraya yayildigi kabul
edilen bir gelenegin, bugiin tasradan biiyiiksehirlere go¢ ile gelmesi ve boylece kabul gérmesi,
kanaatimizce kiiltlirel yasam dinamiklerinin ne denli biiyiik doniisiim i¢inde oldugunun en agik
gostergelerinden biridir.

Asik kahveleri, diger tiim ticari ve resmi kurumlar gibi 6ncelikle merkezi 6zellik tastyan
yerlerde kurulmustur. Katilime1 potansiyeli bakimindan il ve ilge merkezindeki kahvehaneler, koy
kahvehanelerine gore daha avantajli ve iletisim bakimindan daha verimli mahiyettedir. Yakin
gecmiste ve giiniimiizde asiklik geleneginin yogun olarak siirdiiriildiigii Erzurum ve Kars illeri,
asik kahvehaneleri bakimindan da 6nem arz etmektedir. Kahvehaneler ve asiklarin iliskisi iki
acidan degerlendirilebilir. Bunlardan birincisi, asiklarin sanat icra etmek ve ge¢imini saglamak
icin gezginlik vasfina da uygun olarak ziyaret ettikleri ve icra yaptiklar1 kahvehanelerdir. Bu tiir
kahvehaneler genelin disinda bir 6zellik tagimayan, insanlarin dinlenmek, sohbet etmek, cay
igmek gibi ¢esitli maksatlarla gittikleri mekanlardir. Asiklar bu tiir kahvehanelere geldiginde
popiilasyon artmakta ve bundan isletmeci de memnun kalmaktadir. Bu tiir ziyaretler programl
olabildigi gibi habersiz bir sekilde de gergeklesebilmektedir. Bu tiir bir faaliyet 2015 yilinda Bursa
Yildirim Belediyesi tarafindan baslatilmis bulunmaktadir. Belediye biinyesinde bulunan “Asiklar
Otag1” adl1 birimde istihdam edilen Erzurum’lu usta asiklardan Temel Turabi, iyi anlastig1 diger
asik arkadaglanyla ilge simirlarinda bulunan kahvehanelere sirayla ugrayarak performans
sergilemektedirler.?ikinci kahvehane tiirii ise ¢alismaya asil konu olan, asiklarin icra yapmasi
amaciyla, bir asik ya da asik olmayan bir isletmeci tarafindan agilan veya devralinan mekanlardir.
Karsli Asik Murat Cobanoglu, Erzurumlu Asik Nuri Ciragi ve Erol Ergani, bulunduklari illerde
bu tiir kahveler igletmislerdir. Doktora tez ¢alismamiz siirecinde bilgi ve tecriibelerine gokca
basvurdugumuz Astk Nuri Ciragi, kendi ustalarndan olan Erzurumlu Asik Reyhani ile
Erzurum’da bir kahvehane actigini, kendisi ozamanlar yeni ve taninmamis bir asik oldugu i¢in
Asik Reyhani’nin sohretinden de istifade ederek bu girisimi yapabildigini nakletmistir. Bu
durumu isimlendirmek i¢in “ yani ben ona daldalandim” ifadesini kullanmistir (Miilakat, Nuri
Cirag1 2012). Bahsi gecen bu dsiklardan Asik Murat Cobanoglu harig, digerleri Bursa ve Kocaeli
illerine go¢ etmisler ve asikliga bu illerde devam etmislerdir.

Bursa ve Kocaeli, Erzurum’dan yogun go¢ alan illerin basinda gelmektedir. Kocaeli’de
Darica, Bursa’da ise Yildirim ilgesi bu goglerin odaginda bulunmaktadir. Erzurum ili dgiklarindan
(mahlaslari ile) Mevliid Ihsani, Nuri Ciragi, Erol Ergani ve Taner Oztiirkoglu Kocaeli’de; Yasar
Reyhani, Hiiseyin Stimmanioglu, Cemal Divani, Temel Tiirabi ve Ebubekir Zamani ise Bursa’da
yasamis / yasayan taninmig asiklardir.

2Sadece bu &rnekte bile agiklarin diger sanat¢i ziimrelerden ayri bir yerde oldugu anlasilabilmektedir. Giiniimiizde
televizyon dahil pek ¢ok iletisim olanaklar1 ile dinleyiciye ulasan ve belirli bir l¢iide popiilarite sahibi olan asiklar,
gerektiginde hem sanat icra etmek hem de sadece sosyallesmek maksadi ile kahvehanelere gitmekte ve toplumdan
“ger¢ek manada” hi¢ kopmadan yagamuni siirdiirebilmektedir. Bu durum bize, toplum ile sanatg1 arasinda bir ugurum
yaratmadan da sanat iiretilebilecegini hatta bu anlamda bizzat toplumdan beslenip, bu edinimlerin higbir araci olmadan
dogrudan topluma aktarilabilecegini gostermektedir.
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Asiklik geleneginin bu derece yaygm oldugu Erzurum’dan biiyiik 6lgiide go¢ alan ve gog
edenlerin icinde asiklarin da fazlaca yer aldig1 Bursa’da, giiniimiizde isler durumda bulunan
miizikli kahvehanelerin en eskilerinden biri olan Bursa asiklar kahvesi 1955 yilinda agilmustur.
Yine Erzurum’dan Bursa’ya goc¢ eden Asik Mehmet’in ( Mehmet Giines) Bursa’nin yiizlerce
yillik sehir merkezi olan, Orhan Cami ile Ahmet Vefik Pasa tiyatrosu arasinda ve “tarihi belediye
binasinin” agagr kisminda bulunan Koyli Pazari’nin kosesinde actigi asiklar kahvesi, hem
asiklarin ve asik olmayan sazendelerin, hem de miizige asina olan vatandasin ugrak yeri olmustur.
Goglin sadece insanlar1 ve esyalart degil, gelenegi ve dahas1 mekanlar1 da tagidigr gercegi Bursa
asiklar kahvesi 6rneginde en iyi sekilde goriilmektedir. Muhsin Giines ile yaptigimiz miilakatta
kahvenin tarihiyle ilgili vermis oldugu bilgiler ilgi ¢ekicidir. “Muhsin Giines babasi Mehmet
Giines’in ( Hac1 Asik) kahveyi ilk basta siradan bir cay ocagi olarak actigii kahvede, miisterilerin
tavla ve kagit oyunu istemelerine ragmen, inanci geregi bu tiir eglence unsurlarim kahveye
sokmadigini, birgiin saz ¢almak iizere ¢agirildigi bir meclisten donerken, sazi eve tasimamak i¢in
kahvede biraktigini, ertesi glinoradan gegerken iceride saz1 goren birinin saza bakmak i¢in izin
istedigini ve caldigini ve sonraki glin ayni kisinin yaninda bir arkadasi ve sazlar1 ile gelip Haci
Asik ile birlikte uzun siire mesk ettigini ve o giinden sonra kahvenin artik bir asiklar ve
miizisyenler kahvesi oldugunu nakletmistir.

METODOLOJI

Calisma, bir alan arastirmasidir ve dnemli oranda “katilarak / katilimer gézlem?® > teknigi
ile elde edilen bilgilere dayanmaktadir. Aragtirmaya konu olan mekanda, dogal katilimcilarla
gerceklestirilen miizikal pratikler, katilimcilarin davramis bigimlerini, birbirleriyle ve
dinleyicilerle olan iliskilerini, miizikal ve genel bakis agilarim1 ve deger yargilarini anlama
bakimindan onemli faydalar saglamistir. Bu baglamda 1999 ila 2004 yillar1 arasinda siklikla;
sonrasinda ise seyrek de olsa firsat buldukea, katilimc1 gbzlemeci ve icraci olarak gitmeye devam
ettigimiz Bursa asiklar kahvesi ile ilgili gézlem ve degerlendirmelere yer verilmistir. Katilarak
gbzlem yonteminin sagladigi “dogal” ortamin, arastirma konusuyla ilgili en saf bilgileri vermis
oldugu sdylenebilir. Bu nedenle, caligmada gézleme dayali bilgilere yazili kaynaga dayali bilgiler
kadar 6nem ve daha fazla yer verilmistir. Calismada uygulanan ikinci yontem ise goriismedir
(miilakat). Bu baglamda hem ilgili mekanin isletmecisi, hem dogal katilimcilardan bir kisi hem
de kimi agsiklarla yapmis oldugumuz goriismelerden notlar aktarilmigtir. Calismada uygulanan
ticlincli yontem ise kaynak taramasi ve alintilamadir. Bu yontem 6zellikle, konunun tarihsel
siirecine iliskin bilgilerin, tarihi kaynaklara dayandirilarak aktarilmasi ve bazi kronolojik
bilgilerin dogru bir sekilde siralanmasi konularinda uygulanmistir. Kahvehaneye icraci olarak
gelen kisiler birbirilerini sadece isim ve lakaplariyla tamidiklari ve genelde birbirilerinin
soyadlarini bilmedikleri i¢in bugiin hayatta olmayan ya da bizim bulundugumuz zamanlarda
kahvehanede bulunmayan pek ¢ok icracinin soy isimleri zikredilmemistir.

Bursa Asiklar Kahvesinde Miizik

Kendisi de 4sik olan ve hacca gittikten sonra hac1 asik olarak amlmaya baslanan Asik Mehmet’in
acip isletmis oldugu kahvehaneyi uzun yillardir ve gliniimiizde ogullarindan Muhsin Giines
isletmektedir. Kendisi de baglama ve ritim ¢alan Muhsin Giines, kahvehanede yapilan mesklerin
biiyiik cogunluguna istirak etmektedir. Ayni miilakatta Muhsin Gilines, 56 yasinda oldugunu ve

3 Gozlemcinin, aragtirmaci kimligini gizleyerek ya da ifsa etmeyerek katilimeilardan biri olarak aragtirma ortaminda
bulunmasi ile gerceklestirilen gozlem teknigi ( Bkz: Karasar, 2005 - Balcti, 2005).
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dogdugundan beri kahvehaneye geldigini ve basta baglama olmak iizere, keman ve iiflemeli
calgilar harig, tiim Tiirk miizigi enstriimanlarini belirli bir seviyede caldigini sdylemistir.

Osmanli devletine baskentlik yapnis olmasi, Istanbul’a yakin olmasi, cografi 6zellikleri
ve bunlara bagli daha pek ¢ok sosyokiiltiirel sebep, Bursa’da koklii bir miizikal alginin olugmasi
ve yasamasina neden olmustur. Uzak ve yakin tarihte ve de giinlimiizde sayisiz bestekar, sair ve
icract yetigsmis olan Bursa, klasik Tiirk miizigi begenisinin yiiksek ve dinleyicisinin fazlaca
oldugu bir ildir. Giiniimiiz zaviyesinden bakildiginda dahi Bursa’da klasik Tiirk miiziginin, Tiirk
halk miizigine gore daha ¢ok takipgisi oldugunu séylemek miimkiindiir. Ancak son yillarda Tiirk
halk miizigi alg1 ve begenisinin de yiikselise gectigi gercegi de gdz ardi edilemez. Bu durumunun
nedenleri arasinda Dogu Anadolu ve Dogu Karadeniz illerinden yogun gog¢ almasi ve Keles,
Orhaneli gibi halk kiiltiiriinlin ve miizik anlayisinin siirdiiriildiigi Tiirkmen beldelerindeki
kiiltiirel yasamin ve miiziklerin ¢esitli kurumlarin ilgi ve ¢alismalarina konu olmasi gosterilebilir®,
Ayrica Bursa Biiyiiksehir Belediye Konservatuar biinyesinde 1993 yilinda Yiicel PASMAKCI
onciliigiinde kurulan Tiirk halk miizigi boliimii ve icra toplulugunun da, sehirde 6nemli bir
karsilik buldugunu sdyleyebiliriz. Ayni1 goriismede Muhsin Giines bize, “bugiin Belediye
konservatuarinda gorev yapan kimi hocalarin, bu kahvehanede yetistigini ancak simdi
kahvehanede miizik icra edenlerin, kahvehanede yetisip profesyonel miizik hayatina gegis yapan
bu kisilerden faydalandigmi, tiirkiilerin en dogru sekliyle icrast hususunda bilgiler aldigini
nakletmistir”. Bu ifadelerden de anlasilacagi iizere, asiklar kahvehanesi sifahi 6gretim_yani sozli
ve gorsel aktarim sistemi i¢inde 6nemli bir gorev listlenmistir.

Konservatuar 6grencilik yillarimizda bizim de bildiklerimizi tatbik ve bilmediklerimizi
de 6grenmek hususunda ¢okga faydalandigimiz Bursa asiklar kahvesi, kiiltiirel dongii i¢indeki
gorevini halen siirdiirmektedir. Bursa’nin yakin ge¢misinde asiklik gelenegi ile ilgili cagrisim
yapabilecek herhangi bir kaynagin olup olmadigini arastirdigimizda Bursa merkezde Pinarbasi
mahallesinde “Buhara Kalenderhanesi ve Lala Pasa tiirbesi olarak da zikredilen Gar-1 Asikan adli
bir tekkeden bahsedilmekte oldugu goriilmiistiir. Ayn1 kaynaklarda, tekke civarinda kendilerine
asikan denildigi rivayet edilen Abdiissamed ve Bahaeddin efendilerin kabirlerinin bulundugu
ifade edilmektedir” ( Bkz. Kara, 1993; s 227 — Semseddin, 1997; s 447). Hem alint1 yapilan bu
iki kaynakta hem de konuyla ilgisi olabilecegi diisiiniilen diger kaynaklarda Gar-1 Asikan
dergahinin bu ismi almasinda bilinen manada asiklikla ilgili bir belgesel baglant1 bulamadigimizi
ancak, belgelendirilemese de Gar-1 Asikan ismi ile kastedilen manada asiklik arasinda bir bagin
mevcudiyetinin kuvvetle muhtemel oldugu diisiincemizi ifade etmeliyiz. Ayrica Bursa’da
donemin kimi tekkelerinde miizik icra edildigini yine ayni1 kaynaklarda gérmekteyiz. “Asirlarca
Celveti Tekkelerinde icra edilen dini musiki, ilhamini Uftade ve Aziz Mahmud Hiidai’den
almistir. Uftade’ninVakiat’taTaptuk Emre’nin Sesta, yani alt1 telli saz1 oldugundan bahsetmesi,
onun musikiye olan meyline delil olarak gosterilmektedir. Uftade’den sonra gerek Uftade
Tekkesinde gerekse Hiidai Tekkesinde musiki faaliyetleri hizlanarak devam etmistir. ( Kara,
1993; s 326)

“Bahsedilen goglerin Bursa nin kiiltiirel yapisina etkisi gok daha genis ve disiplinler aras1 bir ¢aligmanin alanma
girdiginden, bu konuya, ¢alismamizla ilgili olarak kisaca deginilmistir.
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Bursa Asiklar Kahvesinde Mesk

Bursa agiklar kahvesinin saz ¢alan kisiler i¢in ayrilmis bir kosesinde, oturmak i¢in ayrilan
sedirlerin {ist kismanda duvarda asili sazlar bulunmaktadir. Baglamalar genellikle akortlu bir
halde tutulur ancak mesk bagladiktan sonra tekrar akortlar kontrol edilir. Genellikle 6glen
saatlerinden sonra, bir ve ya birden fazla icracinin saz ¢almasiyla mesk baglamig olur. Daha sonra
gelen bir icraci olursa o da duvardan bir saz alip meske istirak eder. Sayet ¢alinan tiirkii tiim
icracilarca biliniyorsa bu sesin siddetine ve ¢alim kalitesine yansir. Eger az bilinen bir tiirkii icra
ediliyorsa tiirkiiyli en iyi bilen kisi daha emin ve yliksek sesle calar digerleri ise bu kisiyi takip
eder. Mizikte, bilinmeyen bir eserin (nota olmadan) icra edilmesi gibi bir uygulama yoktur ancak
bu mekanda bilinmeyen ya da az bilinen eserler i¢in, eseriiyi bilen kisiye “sen ¢al ben pesinden
gelirim” dendigine defalarca sahit oldugumuzu belirtmeliyiz. Bursa asiklar kahvesinde ¢algi aleti
olarak en c¢ok baglama bulunmaktadir. Meske katilan icracilarin neredeyse tamami baglama
calmaktadir. Bunun diginda bendir, kaval ve kabak kemane de icra edilmektedir. Eseri calan
herkes genellikle bildigi kadar1 ile sézlerine de istirak eder ancak ortamda vokal ya da calgisal
icrasina hiirmet edilen bir profesyonel oldugunda, diger icracilar eslik etmez ya da cok diigiik
sesle katilirlar. Calinan baglamalarin hemen hepsi tambura addedilen uzun sap baglamadir. Az
sayidaki kisa sap baglamalar ise daha ¢ok gen¢ katilimcilarca, deyis ve nadiren de olsa tiirkii
formundaki bestelerin icrasinda kullanilir. Kisa sap baglama repertuari bilindigi iizere gogunlukla
deyis, semah ve nefes olarak adlandirilan Alevi ve Bektasi miiziklerinden olusmaktadir ve
kahvede genelin disinda bu repertuarm islendigi fasillar da gergeklesmektedir. Ozellikle deyis ve
asiklama® tarz1 repertuara hakimiyetleri ile bilinen Baklavaci Cemal ve Piyangocu Cemil gibi
isimlerin katildig1 fasillarda bu repertuvar siklikla islenmekteydi.

Repertuvar ve Icracilar

Bursa agsiklar kahvesine, icra i¢in gelenlerin biiyiik cogunlugu, asil meslegi miizik icra
etmek olmayan amator miizisyenlerdir. Genelde orta yasin {izerinde olan icracilar, uzun yillar
boyunca sazla istiraki olan kisilerdir. Bu kisilerin saz ¢alma seviyeleri genellikle birbirlerine yakin
olmakla birlikte i¢lerinde daha iyi saz ¢alan, profesyonel ya da yar1 profesyonel icracilik, Belediye
konservatuarinda ve 6zel miizik kurslarinda baglama hocalig1 yapmis ya da yapmakta olanlari da
mevcuttur. Bu tiir icracilarin sézle dile getirilmeyen bir 6nceligi vardir. Katilimeilarin biiytik
cogunlugunun erkek olmasina ragmen, zaman zaman kadin katilimcilarinda icraci ve dinleyici
olarak kahvehaneye geldiklerini sdyleyebiliriz. Icraci olarak gelen kadin katilimcilarin genellikle
Konservatuar ve 6zel miizik kurslarinda 6grenim goren ya da gérmiis geng¢ addedilebilecek yasta
olduklari1 gbézlemlenmistir. Gliniimiizde kadin katiliminin arttigini sdylemek miimkiindiir.

Kahvedeki icracilarin en temel miizikal referans ve 6grenim kaynagi TRT Tiirk halk
miizigi korolar1 ve repertuvaridir. Saz calmada, gorsel takip ve kisisel c¢aba ile kendilerini
gelistiren bu icracilarin, biiyiilk ¢ogunlugu nota bilmemektedir. Ancak bildikleri tiirkiilere adeta
notastyla ¢aligmig gibi tiim ayrintilariyla hakim olabildikleri gozlemlenmistir. Kanaatimizce bu
ozellik, radyo dinleme gelenegine yetismis olmakla alakalidir ki bu katilimcilarin ¢ogu, TRT nin

5 Genellikle Dogu Anadolu Bolgesi asiklarinca tambura ve kisa sap baglama ile icra edilen deyis tiiriindeki tiirkiilere
ve icra tarzina verilen addir. Bu icra tarzi, her iki tip baglamada da paralel besli yiiriiyiislerin, tezene takma ve parmak
cekme-carpma tekniklerinin kullanilmas ile meydana gelir.
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hangi korosunda hangi usta icracinin oldugunu ve hangi tiirkiiyii kimin daha iyi icra ettigini
bilmektedirler.

Ismi asiklar kahvesi olmasina ragmen bizim devam ettigimiz tarihlerde bu mekanda
icraya genellikle asik olmayan amatdr ya da profesyonel miizisyenler katilmaktaydi ancak ¢ok sik
olmamakla birlikte Bursa’da yasayan asiklarin zaman zaman gelip mesk yaptiklarini da yine
Mubhsin Giines ile yaptigimiz goriigmeden 6grenmis bulunmaktayiz.

Bursa asiklar kahvesinde miizik icra edilirken takip edilen bir sira ya da sistemli bir fasil
gelenegi yoktur. Genellikle mevcut icracilarin tiimiiniin ya da ¢ogunun bildigi tiirkiiler tercih
edilir. TRT repertuvarinda bulunan tiirkiilerden, biitiin Tiirk halk miizigi tiirlerine mensup olanlar,
bilindigi nispette icra edilebilmektedir fakat Zeybek karakteri tasiyan ve Orta Anadolu tabir edilen
tiirlerin 6nceligi vardir. Kanaatimizce bunun iki nedeni vardir. Bunlardan birincisi Bursa’nin da
cografi olarak Zeybek bolgesinden uzak olmamasi ve oOzellikle dag koylerinde icra edilen
miiziklerin, yiiriik/hizli/oynak zeybek tiiriine ¢ok yakin olmasindan dolayr gelisen aginalik;
ikincisi ise bahsi gegen yorelerin miizik karakterinin Bursali dinleyici ve icracilarin hi¢ uzak
olmadig1 makamsal 6zellikler tasimasidir. Tiirkiiniin miizikal niteligine dnem verilen bu ortamda,
makamsal tiirkiiler tercih edilmektedir. Ornegin; Hisarli Ahmet’ten alinan “Feracemin ucu
sirma”, “Elif Dedim Be Bedim”, “Ben Kendimi Giiliin Dibinde Buldum” gibi detayli ezberi ve
icrast zor sayilabilecek tiirkiiler, kahvedeki mesklerin favorileridir. Bunlarin diginda “Giil
Kuruttum” ( Hatay), Izmir’in iginde Al Yesil Bayrak (Sivas), Feracemi Al Isterim (Izmir), “Ey
Bostanc1 Bir Bostan Ver” (Istanbul), “Biilbiiliin Kanad:1 Sar1” (Diyarbakir), “Konma Biilbiil
Konma” (Agr1), “Evlerinde Bir Ipekten Hali Var” (Gaziantep),vb. pek ¢ok tiirkiiniin, mesklerde
topluca icra edildigine defalarca tanik oldugumuzu ifade etmeliyiz. Elbette, kahvehanedeki
mesklerde icra edilen tiirkiiler bunlarla smirl degildir ve repertuvar o an ki icracilara gore de
cesitlenebilmektedir. Ornegin Baklavaci Cemal namiyla bilinen katilime1r genellikle uzun sap
baglama ile deyis, semah ve nefesler sdyler, diger icracilar ise bilgileri nispetinde eslik ederlerdi.
Baklavaci Cemal, tarzi ve repertuvari ile mesklerin, sevilen ve aranan simalarindandir. Bununla
birlikte bircok Keles ve Orhaneli tiirkiisiine kaynaklik eden Ismet INCI, 6zellikle bu yérelerin
tiirkiilerini yore tavri ile icra ederdi. Bursa asiklar kahvesi her ne kadar miizik edimi {izerine
kurgulanmisg bir algiya sahip olsa da burada, sadece var olan repertuvarin tekrarlanmasi esastir.
Yeni bir tiretim yoktur ve “TRT mantig1” denilen “anonim” halk miiziginin icrasina doniik alginin
hakim olmasindan dolayi iiretim umulmamakta ve bu yonde gayret gosterilmemektedir.

Bizim Bursa agiklar kahvesine siklikla ugradigimiz 1999-2005 yillar1 arasinda
miitemadiyen kahvehaneye gelip meske katilan kisileri Coskun, (Baglama) Cura Kemal (Cura),
Tavsan Kemal (Bendir) Niyazi (Baglama), Adem (Baglama), Kadir (Baglama),Muzaffer
(Baglama),irfan  (Baglama), Arif (Baglama), Capraz Hiiseyin(Baglama), Ozden
(Baglama),Ahmet Metin (Baglama), Ahmet Demir(Baglama), Siileyman (Vokal), Divan Mahmut
(Baglama), Ercan (Vokal), Piyangocu Cemil (Baglama - Ritim) Baklavaci Cemal (Baglama,
Vokal) olarak siralayabiliriz. Sayabildigimiz bu miidavim isimlerin haricinde ayni siklikla geldigi
halde bizimle ayni gilinlere denk gelmeyen ya da daha seyrek ama siirekli gelen ve ismini
sayamadigimiz pek ¢ok icracinin mesklere katildigi muhakkaktir.

Bursa asiklar kahvesi ve diger miizikli/calgili kahvehanelere toplumdaki her
sosyokiilturel seviyeden insanlar hem muzik icra etmek hem de dinlemek icin gelmektedir. Bu
katilimeilar i¢inde orta gelir sinifina mensup ve emekli vatandaglar ¢ogunlugu olusturmaktadir.
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Serbest calisan ve gen¢ kesim ise ikinci sirada zikredilebilir. Bu kisiler her siyasi goriisten ve
Bursa’da mevcut her etnik/kiiltiirel alt yapidan gelebilmektedir.

Bursa agsiklar kahvesinde genel prensip olarak siyaset konusulmamaktadir. Genelde TRT
repertuvarindan ve dolayisiyla protest ifadelerin olmadig: tiirkiilerin seslendirilmesi bu prensibi
destekleyen unsurlardandir. Zaman zaman bu repertuvarin disinda bulunan eserler de icra
edilebilmektedir ancak ilk bahsettigimiz repertuvar kahvelerde her zaman 6nceliklidir.

Temsil Kabiliyeti

Gilinlimiizde Tiirk halk miizigi radyo, tv, kafe/bar, dernek okullar vb. pek ¢ok mekanda
icra edilmektedir. Bu ve benzeri mekan ve ortamlarin zamanin gerektirdigi sekilde diizenlenmesi
ve doniistliriilmesi, giincel ihtiyaglar karsisinda siirdiiriilebilirlik agisindan 6nemlidir. 1940’11
yillar sonras1t Muzaffer Sarisdzen tarafindan olusturulan Yurttan Sesler korosu ile sabit / resmi bir
sekil ve tarz kazanmaya baglayan Tiirk halk miizigi icrasi, bu girisimler sonras1 yeni mantalitesini
Oziimsemis ve dinleyici nezdinde (yOresel icralarla birlikte) bu haliyle karsilik bulmaya
baslamistir (Bkz. Ekici, 2004, Yilmaz, 1996). Yukarida degindigimiz, kokleri Ahi teskilatinin
farkli sehirlerdeki yapilanmalarina dayanan ve zaman iginde bicimlenen “Sirali Toplanma
Gelenegi”, cercevesinde olusan; koy evleri, bey konaklari, asik kahvehaneleri, alevi cemleri,
ordugahlar, kina, diiglin vb. ortamlarda ve de Mevlevi ve Bektasi ocaklarindaki ayin temelli
fasillarda olusan toplu miizik icra algisi, profesyonel ve resmi bir miidahale ile Yurttan Sesler
korosu ve daha sonra kurulan benzeri korolarda sabit bir yapiya oturtulmustur. Etnomiizikoloji
terminolojisinde “canonisation” (sabitleme / kanunlastirma) olarak adlandirilan bu uygulama
(Bkz: Harris, 2006 — Weber, 2001) kiiltiirel iiriin ve ortamlarin dogal seyrinin digina
degerlendirilmesi anlamina da gelmektedir. Bu korolar1 geleneksel icra ortamlarinin temsil
edildigi suni ortamlar olarak tanimlamak yanlis olmayacaktir. Ciinkii yukarida sayilan geleneksel
icra ortamlarinin hi¢birinde ayakta duran bir sefin komutlariyla kadin ve erkek olarak topluca eser
icra eden bir topluluktan bahsedilemez. Ancak Yurttan Sesler Korosu ile baslayan bu icra algisi
da zaman i¢inde geleneksel bir Ozellik kazanmistir. Giiniimiizde tiim Tirkiye’de bu “yeni
geleneksel” icra algisindan miilhem amat6r ve profesyonel korolar kurulmus, ciddi bir kesim
tarafindan, gergek ve “otantik” icranin bu korolarda yapildig1 goriisii benimsenmistir. Yani Tiirk
halk miizigi temelli geleneksel toplu icra dendiginde, 6zellikle ilgili dinleyici nezdinde Yurttan
Sesler ve sonrasindaki koro olusumlar1 anlasilmaktadir. Fakat tim bu gelismelerle birlikte
“gercek otantizmi” bulma ve yasatma algisi ile, TRT 6ncesi miizik icra mantelitesi de takip edmis
ve de TRT notasyonu yerine dogrudan sesli kayitlardan ya da yasayan kaynak kisilerden alinan
eserler de seslendirilmistir. (Bkz. Arif Sag, Musa Eroglu, Cengiz Ozkan, Muharrem Temiz, Erol
Parlak). THM ve otantisite konusunda Ayhan Erol’un su ifadeleri dikkate degerdir; “Yeniden
canlandirilan pratigi diger miiziklerden ayirmada ve varsayilan “zaman derinligine” dikkat
cekmede kullanilan terim ise ‘“otantisite”dir. Aslin1 séylemek gerekirse her tiirlii otantisite
s0ylemi, hem THM’ nin aslina uygun oldugu sdylenen pratiklerinin hem de bunlarin aslina uygun
olmayan unsurlarla birlestirilerek yenilestirilmesinin mesrulagtirict motifidir” (Erol, Ayhan; 2009
$79). Bursa agiklar kahvesi, miizik icrasinda profesyonel bir amag giidiilmemesi ve tamamen keyfi
bir megk ortamina sahip olmasi nedeniyle, “canonizasyon” oncesi dogal toplu icra ortamlarini;
genellikle TRT repertuvarmin iglenmesi ve TRT icra kurallarmin 6énemsenmesi nedeniyle de
“yeni geleneksel” toplu icra mantalitesini temsil etmektedir.
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Model olma ozelligi

Cumbhuriyet doneminde Bursa’da bilinen ilk asiklar kahvehanesi olan Bursa asiklar
kahvesi”, daha sonra agilan kimi mekanlara model olma 6zelligi tasir. Bunlardan ilki, Bursa Ulu
camii karsisi, Tahtakale carsisi iginde agilanidir. Kendisi miizisyen olmayan ancak miizige ilgi
duyan bir isletmeci tarafindan ticari amagla 2000’li yillarin baginda agilmis olan bu kahvehane,
Bursa asiklar kahvesinde katilimec1 olan miizisyenlerin pek ¢ogunun istirak ve mesk ettigi bir
mekan olmustur.

Bursa asiklar kahvesi model alinarak agilan ikinci miizikli kahvehane ise tarihi kahvenin
miidavimlerinden olan baglama ve ritim aletleri ¢alan ve tiirkii syleyen ancak ilk mesleginden
dolay1 Piyangocu Cemil olarak bilinen icracinin Bursa asiklar kahvesine yakin bir yer olan Ahmet
Vefik Pasa Tiyatrosunun hemen altinda, uzun ¢arsinin iist sokagin da agtig1 “Goniilden Goniile
Tiirkii Evi”dir. Bu mekan resmiyette her ne kadar kahvehane ismini tagimasa da hem isletilis tarzi
hem de aligkanliktan dolay1 “Cemil’in kahvesi” olarak anilmaktadir. Hem bu tiir mekéanlara olan
ilginin ve popiilasyonun artmasi hem rekabetsizlik ortaminin dogdurdugu/doguracagi 6zgiivenin
isletmecilerin tavir ve davraniglarina yansimis / yansiyacak olma ihtimali hem de ticari amaglar,
ikinci ve daha fazla mekanin agilma fikrini makul kilmaktadir. Bu iki miizikli/calgil
kahvehanenin ardindan ii¢ ayr1 miizikli/calgili kahvehane daha agilip digerleri kadar ragbet
gormemis oldugunu kahvehane miidavimlerinden Kerim Erdem ile yaptigimiz goriismeden
Ogrenmis bulunmaktay1z.

SONUGC

Kahvehaneler, Anadolu’da ortaya ¢ikmaya bagladig1 16. Yiizyildan bu yana ilk amacina
uygun sekilde; Asik kahvehaneleri de degisen sosyokiiltiirel ve politik sartlara ragmen gelenegin
degismeyen mekanlar olarak Tiirk kiiltiir hayatinda varliklarim siirdiirmektedir. Toplanma/cem
olma olgusunun 6nemini yitirmedigi siirece ki dijital haberlesme olanaklarmin bu konuda ciddi
anlamda olumsuz etkisi oldugu bir ger¢ektir, kahvehaneler ve benzeri sosyal mekanlarin pek ¢cok
amag ile birlikte miizik yapmak i¢in de bir araya gelen insanlara ev sahipligi yapaya devam
edecegi bir 6ngoriilmektedir. Sehrin, halk begenisine dayali miizikal yonelisine 6nemli katkilar
olan Bursa agiklar kahvesi, gerek sahip oldugu dogal 6gretim dongiisii gerekse diger mekanlara
model olma &zelligi ile 6onemini korumakta ve arttirmaktadir. Resmi ya da sivil kurum ve
kuruluslarin ¢abasi ile hayatta kalmasi saglanan ya da sadece folklorik bir 6ge olarak temsil edilen
pek cok folklor unsurundan farkli olarak Bursa asiklar kahvesinin, sehrin dogal kiiltiirel yasami
igerisinde 6nemli ihtiyaglara cevap verdigini; bir miizikal edim ve dinleme merkezi olarak halktan
yogun ilgi gordiigiinii soyleyebiliriz. 1999 yilindan bu yana, azimsanamayacak bir siire igerisinde
gozlemleme firsatt buldugumuz mekanda, meydana gelen kimi degisimlere de taniklik etmis
bulunmaktayi1z. Kadinlarin ve genglerin hem dinleyici hem de icraci olarak katilimlarinin artmast
bu degisimlere 6rnek gosterilebilir. Isletmenin adinin Asiklar Kahvesi olmasma ve Bursa’nin
asiklarin yogun olarak yasadigi bir sehir olmasina ragmen, katilimcilarin genelde dsik olmayan
miizisyenlerden olugmasi ile Anadolu’da saz c¢alan kisilere, asik olmadigi halde halk tarafindan
asik denmesi arasinda tarihsel ve kiiltiirel bir iliskinin mevcut oldugunu da sdylemeliyiz.
Tiirkiye’nin yakin gecmisinde gog, politik yaklasimlar ve egitim gibi pek ¢cok nedenle meydana
gelen kiiltiirel degisimin, asik kahvehaneleri ve bu mekanlarda temsil edilen gelenek ve davranig
ornekleri ile agiklanmasina gayret edilen bu calismada, hem bahsedilen siirece tanik ve dahil olan
bir katilime1 hem de bir miizik bilimcisi olarak bu gozlemleri analitik bir yaklagimla ortaya
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koymaya calistigimizi, bununla birlikte konunun sosyolojik boyutunun daha fazla 6ne ¢iktig1 yeni
caligmalara ihtiya¢ duyuldugunu sdylemeliyiz
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OZET

2007 Ocak ayinda ITU Sosyal Bilimlerde yapilan tez ¢aligmasindan kaynaklanan bu
makale, 10 icrac1 lizerinden yapilan 14 eserin ses kayitlarinda yalnizca insan sesi ile
gergeklestirilen siisleme elemanlar1 olan nota dist farkliliklar {izerinde belirleme ve siniflama
girisimi ile bu elemanlarin miizige sagladiklar1 katki ve etkilerin neler oldugu tespit edilmeye
calisilmigtir. Miizigin tarihsel gelisim ve degisiminin tespiti agisindan kayit Orneklerinin
¢Oziimlemesi ile Tiirk makam miiziginde {islip analizi ¢calismalarinda hizla yol alinacaktir. Bu
caligmalar ile miizigin bilimsel ve estetik yoniiniin agiga ¢ikarilmasi ve kuramsallastiriimasi
miimkiin olacaktir. Fasil sarkiciliginda bireysel yaraticiligin aséletine ve icrd ekoliiniin
sorumluluguna sahip miizisyenin icrasi sirasinda gerceklestirdigi melodik orgli ve motifleri
zenginlestirmek icin kullandiklar siisleme elemanlarinin analiz ve siiflandirmalar1 gereklidir.
Boylece, fasil sarkiciligi egitimi agisindan metodik olusumlara yonelik ve icra kolayligi agisindan
stislemelerin nota yaziminda kullanilabilmesi igin gerekli isaretlerin tespitinin yani sira fasil
sarkiciligi icra tarihinin olusturulmasi konusunda da gerekli verilerin olusmasina miimkiin
olacaktir.
Anahtar Kelimeler: Siislemeler, Tiirk makam miizigi, fasil sarkiciligi, nota dig1 farkliliklar.

TO MAKE AN EXTEMPORE
IN THE FASIL MUSIC PERFORMANCE

ABSTRACT

In this article some pieces of makam music, which have been alive througout the
centuries, developed and revitalized by the help of mesk system, are selected among the Turkish
makam music repertoire, and their sounds- records belonigng to early twenties have been

! Bu makale, “Fasil Sarkicih@g Agisindan Tiirk Makam Miizigi’'nde Siislemeler” San.Yet. (2007) tez
calismasindan tretilmistir. Ayrica, ilk kez 38. ICANAS, Uluslar aras1 Asya ve Kuzey Afrika Caligmalari
Kongresi, 1. Cilt, s. 565-571 (2007) de yayinlanan makalenin gelistirilerek tekrar yayina hazirlanmisg
bicimidir.
2 Dogent. YTU / Sanat ve Tasarim Fakiiltesi. Miizik Topluluklari AnasanatDalx.
ozgulozbilen@gmail.com
3 Profesor. Fatih Universitesi Konservatuari, Tiirk Miizigi Boliimii, ruhi.ayangil@fatih.edu.tr
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analyzed; in that way ssome special ornaments, which in fact did not exist in written music, yet
added by master singers in a really skillful and tasteful manner, are tried to be found out.
Keywords: Ornaments, Turkish makam music, fasil singing, extemporize.

GIRIS

Mizik kaltaramiz icerisinde UslGp 6zellikleri ile 6nemli yeri olan Tiirk makam miizigi4
repertuart, 20. ylzyilin baslarina kadar mesk sistemi diye adlandirilan 6gretim bi¢imi ile -nota
kullanilmadan-, hafizalarda muhafaza edilerek giinlimiize tasmmmistir. Bu repertuarin kayit altina
alinmas1 hususunda ylizyillar boyunca c¢aba harcayan musikisinas ve kurumlarin katkilart
onemlidir.*

Giliniimiizde kullanilan makam miizigi repertuar1 Rauf Yekta Bey ve Arel-Ezgi-
Uzdilek’in gelistirdigi nazariyat ve notalama sistemi ile 20.yiizy1l i¢inde notaya alinmistir.
Ancak, Tlrk Makam Miizigi repertuarinin notaya gecirilmesinde eserlerin biitiin 6zelliklerinin
gdzlemlenmesine imkan veren bir yazi biciminin olusmadig1 goriilmektedir.® Bu konuya ¢esitli
yayinlarda farkli bigimlerde deginilmistir.

Nagamati raptedecek bir vasitamiz yoktur diyordum. Ortada alafranga ve

Hamparsum var ise de gercekten fenn-i edvara mensup olanlardan tahkik edilip

bit tecrilbbe dahi sabit oldugu vechile, bu notalar bizim nagamatimizi

(nagmelerimizi) bihakkin ihata ve ihtiva edemiyorlar (kapsayip i¢ermiyorlar).

Bestenin asil ruhu mesabesinde (derece, kadar) olan bir takim hiirde ve musanna

(ince ve san’atl) nagmeler harigte kaliyor.®

Notanin siklikla kullanilmaya baglanilmasina kadar gecen siire i¢inde nota yazilari
icracilarin tarzlarina ve eserler tizerindeki tasarruflarina gore sekillenmistir. Boylece icracilarin
eserlere ekledikleri melodik ve ritmik farkliliklar sonraki kugaklara aktarilmistir. “Nazar? Ameli
Tiirk Musikisi” adli eserinde, Dr. Suphi Ezgi “unsur yahut ¢igek’ ezginin ve usuliin en kiiguk
parcasi olarak adlandirilir ve ezgi sesindeki tekrar ve kiigiik degisikliklerden bir lahnin biinyesi
olarak tarif edilir.” Boylece, icracilarin eserler hakkindaki kisisel yorumlari ile olusan nota dist
farkliliklar baz1 miizik bilimcilerce eserlerin ¢igeklendirilmek suretiyle bozulmasi olarak goriilse
de, giiniimiizde bu durum icracilarin sanatlarindaki yetkinligin bir gdstergesi ve ustalik olarak
gorilmektedir.

Bu sebepten otiirii Tiirk makam miizigi nota repertuarinda yer alan bir eserin farkl
icra kanallarindan gegerken biirlindiigli sekillerden dolay1 birden fazla ve farkli bi¢imde nota
yazisina rast gelmek ve bu tiir farkli yazilimlar yiiziinden “eserin asli budur” tartigmalarina tanik
olmak miimkiindiir. Ayn1 zamanda kullanilan nota yazim sisteminin elliptic (baz1 6zellikleri
yaziya gecirmeyen) 6zelligi sebebiyle her eserin iislip farkliliklarina gére yazilmis birgok degisik
sekli ile karsilagsmak olagandir. Nota metni icra edilmekte olan eserin ana hatlarin1 gésteren bir
yol haritas1 olma 6zelligini biinyesinde barindirir. Béylece icracilarin kendi tislip 6zelliklerinden

4 Ali Ufki (1650), Kantemir (1700), Nayi Osman Dede (61.1730), Abdiilbaki Nasir Dede (1756 - 1812) ve
Hamparsum’un(1813-1815) , Notact Hac1 Emin Efendi (1845- 1907), Saml1 Selim, Saml1 Iskender, Saml
Tevfik (1901/1920 ), Muallim Ismail Hakki Bey (1866-1927), Notac1 Melekzet (Mustafa Nuri) Efendj,
Udi Apet, Onnik Zadoryan, Musiki-i Osmani Cemiyeti, Darfittalim-i Musiki Nesriyati, Fahri Kopuz ve
Rauf Yekta Bey bagkanligindaki Dartilelhan.

5 Ayangil, Ruhi, Kisisel Goriisme, 03 Ekim 2005.

6 Behar, Cem , (1987), Klasik Tiirk Miizigi Uzerine Denemeler, Baglam Yayincilik, s:72. Celebi,
Veled,(1894) Mektep Mecmuasi, sayi: 10, 11, Zilkade 1311.

7 Ezgi, Suphi, Dr. (1935), Nazari ve Ameli Tiirk Musikisi , Istanbul Konservatuari Nesriyati, c:III, s:15
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kaynaklanan ancak nota yazisinda bulunmayan/belirlenmeyen siisleme elemanlar: olarak bilinen
nota dis1 farkliliklar Tiirk makam miiziginde bugiine degin iizerinde itina ile durulmayan bir konu
olmustur.

Tirk Makam Miizigi’nde siisleme elemanlari ¢algilar ve insan sesi agisindan bakildiginda
cesitli goriiniimlerde gergeklestirilir ve algilanir. Ozellikle fasil sarkicilarinin® icralari siisleme
elemanlar1 bakimindan 6nemli bir zenginlik alanidir.

Klasik Tirk Miizigi gelenegi igerisinde bestecinin kendi yapit1 {izerindeki
egemenligi mutlak olmaktan ¢ok uzakti ve miizik bir bakima her icrada yeniden
iiretilebiliyordu. Yazisizligin bir sonucu da goreli bir icra dzelligiydi.®

Insan sesiyle yapilan siislemelerin galgi aleti ile yapilan siislemeden daha zor
duyumsanacag1 ve getrefil olabilecegi varsayilabilir. Insan sesi ile yapilan siisleme, hangerenin
kivraklik 6zelligine de bagli olarak ¢algi aletinin yaptig: siislemeye gore daha az belirgin, hatta
siisleme yokmus gibi algilanabilir. Bdylece, gercek melodi ve siisleme arasindaki ayirimi ayirt
edebilmek insan sesinde her zaman mimkiin de olmayabilir. (Celik, 2005)

Kimi pargalarin notalar1 ezginin ¢iplak ¢izgilerini vermekten 6teye gidemezken,
kimilerinde eser zengin siislemelerle yazilmistir. Bu bakimdan, notaya gecirilen
pargalarin okunmasi, ¢alinmasi notanin yol gdstericiliginden ¢ok, okurun, icracinin
onu yeniden yaratma ustaligina baglidir.®

Eski deyimle hanende (Osm.), giiniimiiz Tiirk¢esiyle fasil sarkicilarmin sahip olduklar
sanat giliclinlii ortaya g¢ikarmak ve ustaliklarmi vurgulamak maksadiyla, farklilagma adina
icralarinda ortaya koyduklar siisleme elemanlari miizigimiz lizerine bilimsel arastirmalarin
siklikla yapilmaya baglandig1 giinlimiiziin meselesidir:

Tiirk makam miiziginde siislemeler, yiliksek icra giiciine sahip icracilar tarafindan
bilingli olarak veya aliskanlikla nota disi bezeyisler olarak kullanilagelmistir.
Yorumcunun alanim1 belirleyen, icracinin sanat giiclinii temsil eden siisleme
elemanlar1 ve notada olmayan ilaveler, Tiirk makam miizigi notalarinda siklikla yer
bulmamis; en sik kullanilan isaret, tekli ¢carpma notalarindan ileri gidememistir.
Ancak bu ¢carpmalarin bile tam olarak hangi nota ile bagintili oldugu ya da degerinin
ne oldugu ¢oklukla belirgin degildir. Eser icrasi sirasinda yapilan vibrato, grupetto,
glissando ya da portamento ise ¢cogunlukla notaya yazilmamis ve sinirli 6rnekler
disinda da el’ an yazilmamaktadir. Bu 0Ozelligiyle sesle yapilan siisleme
elemanlarinin tanimlama ve siniflamay1 zorlastirici, anonim bir karakter tasidiklari
gozlemlenmektedir.!

8 Fasil sarkiciligi terimi ilk defa YTU Sanat ve Tasarim Fakiiltesi’nin kurulusu (1999) sirasinda
Prof. Ruhi Ayangil tarafindan kullanilmistir ve Tiirk makam miizigini biiylik formlardaki eserleri
seslendirme kudretine, teknik bilgi donanimina ve ustalig1 sahip icractya verilen isimdir. Tiirk
Makam Miizigi okuyuculugunun gerek toplu gerekse solo icralarin tiimii itibariyle fasi/ sarkicilig
olarak adlandirilmasi, makam miizigimizin esasen bir fasil miizigi olusundan kaynaklanmstir.

® Behar, Cem , (1987), Klasik Tiirk Miizigi Uzerine Denemeler, Baglam Yayncilik, Istanbul, s:69

10 Judetz,E. Popescu, (1996) , Tiirk Musikisi Kiiltiiriiniin Anlamlari, Pan Yayincilik, s:36

1 ()zbilep, N. Ozgiil, (2007) Fasil Sarkiciligi Agisindan Tiirk Makam Miiziginde Siislemeler, San. Yet.
Tezi, ITU, Istanbul
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Baz1 20.yiizy1l bestecileri!? eserlerinin dogru sekilde icra edilmesini garanti altina almak
maksadiyla notalarinda kivrak hangere motiflerini, hiz gerektiren melodileri agik sekilde notada
gosterme yolunu se¢mislerdir.

Sadettin Kaynak’in eserleri hi¢ ilave kabul etmez. Sadettin Kaynak’in eserlerinde
deha vardir. Zeki Arif Ataergin’de de ayni sey fazlasiyla vardir. Ataergin
aranagmelere fazla yer vermemistir, ama muhkem eser yapmistir. Onun eserlerinin
melodik yapisina, usiile intibakina, giderine bir sey ilave edemezsiniz. Zeki Arif
Ataergin, ‘Bak evladim benim besteledigim sarkilarda, meziirler arasindaki ¢izgileri
kaldirirsan gazel olur. Gazelde ben siirpriz geckilere ¢ok énem veririm, bu siirpriz
gegkiler bol bulundugundan dolay1 bunu ayrica siislemeye gerek kalmaz’ demisti. 3

Heterofonik' yapisindan kaynaklanan melodik ciimlelerin ayrintilarinda yer alan sirlart
ile usliip ve ifade miizigi olarak siisleme teknikleri ve dogaclama 6zellikleri ile diinya muzikleri
icinde 6nemini korumaktadir. Mesk esnasinda siislemeler ve dogaclamalarla birlikte dgrenilir.
Eserin toplulukla ya da solo icrasi, eserin mutlu ya da hiiziinlii olusu, ciimle baslarinin, climle
tekrarlarinin, climle sonlarinin nasil siislenmesi gerektigi, yani siislemelerin daha fazla ya da daha
az yapilmasi gereken durumlar da mesk yoluyla 6grenilir. Her icrada icracinin yorumunun eseri
yeniden ortaya ¢ikarabildigi icracinin 6zgiir birakildig: gelenek 20.ylizyi1ldan 6nce notaya alinmig
olan eserlerin dogru olarak kabul edilemeyecegi sorunsalini da beraberinde getirmektedir.

Kullanilan nota yazisinin musikinin 6zelliklerini tam olarak yansitmamasi sebebiyle
eserlerin iislip bazinda bakilmasini zorunlu kilar.

Melodik bosluklar nagme parcaciklari ile doldurulur...eserin igindeki uzun sesler
birkag¢ parcaya boliiniip eserin makamina uygun kiigiik siislemeler haline getirilirdi.
Bu piyasa tavrinin bir 6zelligi, icracinin uydurup esere -ama usulil asla bozmadan-
ilave ettigi siisleme ve nagmeciklerin her icrada farkli olabilmesiydi.'®

Fasil sarkicilarinin perde hakimiyeti ve repertuarinin genisliginin yani sira fasil musikisi
icrasinda kendilerini fark ettirmek, eserler icra ederken sahip olduklar1 sanat giiclinii ortaya
cikarmak, ustaliklarin1 vurgulamak ve hatta hayranlik kazanmak igin siisleme elemanlarina
basvurduklar1 ve boylelikle eseri yeniden var ettikleri diisiiniilebilir.®

Melodik ¢izginin karar sesleri, es’ler, saz paylar1 ve aranagmeler yer degistiremezler
ve nihai karar nagmeleri hep ayni kalir. Bunun diginda asagi yukari her sey serbesttir,
bir dortliiniin yerine iki sekizli ya da triole koymak caizdir, araliklar degistirilebilir,
bircok kural ¢ignenebilir. Bu noktada Tiirkler eski Fransiz ve Italyan ekollerine
benzer. Beste her seferinde icraci tarafindan siislenmesi gereken ve onun becerilerini
sergileyebilecegi basit bir semadir sadece. Icraci burada tamamen dzgiirdiir. Oyle ki,
taninmis bir icracinin icrasindaki kromatik bir dizide icra edilen bir boliim, diger bir
prestijli icracinin versiyonunda diyatonik olabilecektir. Ama bu biiyiik 6zgiirliigiin

12 Sadettin Kaynak, Zeki Arif Ataergin, Osman Nihat Akin, Yorgo Bacanos, Bimen Sen, Suphi
Ziya Ozbekkan, Artaki Candan v.b.
18 Yavasca, Alaeddin, Prof. Dr., Kisisel Goriisme, 14 Nisan 2005
4 Yatay bir hareket ¢izgisi izleyen, ¢esit sesli miizik.
15 Behar, Cem, (1987),Klasik Tiirk Miizigi Uzerine Denemeler, Baglam Yaymcilik, s:75
18 Ayangil, Ruhi, Kisisel Goriisme, 03 May1s 2006
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diizensizlige ve anarsiye yol acgtigi sanilmasin. Cesitli slislemelerin ardinda esas
bestenin melodik ¢izgisini her zaman teshis etmek miimkiindiir. '

Fasil icrasinda seste virtiiozitenin vazgegilmez dinamigi olan siirat unsuru ile birlikte
icrada renklilik yaratma cabasi ile siisleme elemanlarina ihtiya¢ duyulmasi kagimilmazdir.
Giliniimiizde Tiirk makam miiziginin giderek daha zayif giiciine sahip icracilar tarafindan icra
ediliyor olmasi, siisleme elemanlarinin yarattig1 6zgiirliik alaninin kétii ve zevksiz kullanilmast
sonucu fasil miiziginin miizigin yozlasmasina yol actig1 gozlenmektedir. Boyle durumlarda -
yorum adina- icra edilen eserin biitiinliiglinii bozulmaktadir. Nota dis1 ilave ve siislemelerin kotii
kullanilmasi fasi/ miiziginin basit bir miizik tiirii gibi algilanmasina sebep olmaktadir. Halbuki
gercekte fasil miizigi icracilarin iistiin performans dzelliklere sahip oldugu bir icradir.

Her tlrlt sisleme, tremolo, legato, staccato, hatta glissando, portamento gibi

tekniklerin kullanilmasi, notadan olmayan seslerin c¢alinmasi bati disiplininde

notada gosterilmedik¢e yapilmaz. Niians, vurgu, eserin gideri gibi yorum
elemanlarindan farkli olarak, yazilmamis olan bu ilavelerin se¢imi, yapilmasi,
miizigimizde icranin tercihine kalmustir. Ancak dengeyi kagirmamak, eserin

iislibuna uygun olanlar1, ana ¢izgiyi bozmadan yapmak gerekir. 18

Siisleme elemanlarinin bi¢cim ve siklik agisindan dogru kullanilmasi eserin aslindan
uzaklasilmamasini da gerektirir. Aksi halde icrada bir kakofoni ortaya cikabilecegi gdzden
kagirilmamalidir. Notaya alinmig miizik metinlerinin hangi oranda siislenmesine iligkin 68 subeyi
uistatlardan 6grendigini zikreden Tamburi Kiigiik Tanburi Artin:

“Bu bizim yazdigimiz kabadir, lakin hiisn-i hattin (glizel yazi) ve tahriratin

(yazilar) nihayeti yok. Bir talip ne kadar hiisn (giizellik) verebilirse versin. Amma

yazilan perdelerden harig gezinmesin™®
uyarisiyla slisleme elemanlarinin kullanimina dikkat ¢eker.

Eserlerde kullanilacak siislemelerin kaliteli bir icray1 hedeflemesi bunun i¢in de miizigin
ifadesi sirasinda siisleme elemanlarinin titizlikle kullanilmasi gereklidir.

Bir de erbabinin yapmasi ldzim. Mesela bir Yorgo (Bacanos) yapardi ama o sanatini
agsmis bir adamdi. Bir Vecihe (Daryal) yapardi, koydugu siisleme yakigirdi. Sef de
tasvip ederdi. Ctinkii bozmaz, gtizellik getirirdi.?

Solo icra agisindan bakildiginda &6zellikle Miinir Nurettin Selguk’un icralarinda eseri
bozmadan, bestecinin duygularini pekistiren bir ifade saglamak ve duygusunu yiikseltmek i¢in
siislemelerin kullanilis1 goze ¢arpmaktadir.

Toplulukla yapilan icralarda ise siislemelerin secilmesi ve uygulanmasinda sefin tavri
onemlidir. Koro sefinin dogru siislemeleri secerek topluluga aktarabilmesi hakkinda Aldeddin
Yavas¢a’nin goriisleri dikkate degerdir: “Sefi al bir kenara, icra aynen devam etsin. Al yerine
baska bir sef koy. Herkes bildigini okuduktan sonra herkes bildigini ¢aldiktan sonra sefe gerek
yoktur.” 2!

17 Behar, Cem, (1993), Zaman, Mekan, Miizik, Afa Tiirkiye Uzerine Arastirmalar, Istanbul ,s:80-
81,Borrel, Eugene, 4 Aralik 1922, “La Musique Turque”, Revue de Musicologie, VI, s: 151-152
18 Torun, Mutlu, (1996), Ud Metodu, CaglarYayncilik, istanbul, s:318

19 Judetz, E. Popescu,( 2002), Tanburi Kiiciik Artin, Pan Yayincilik, Istanbul, s:27.

2 Yavasca, Alaeddin, Prof. Dr., Kisisel Goriisme, 14 Nisan 2005

ZLAg.e.
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SUSLEME ELEMANLARINA BAKIS
Bat1 miizigi’nde ses gruplar kendilerine ait partileri icra etmeleri sebebiyle, miizisyenler

bu notalar diginda bir sey icra etmeye ihtiyac hissetmezler. Miizigimizde ise tiim ses ve calgi
aletleri i¢in tek tip nota kullanilmasi sebebiyle sesinde veya sazinda ustalasan miizisyenler
icralarina farklilik getirmek maksadiyla siisleme elemanlarina basvururlar. Bu esnada
yorumcunun dogaglama teknigine bagsvurdugu kabul edilir. Bu dogaglama siirecinde bezeme
olarak bilinen basmakalip ezgisel figiirler veya kiimecikler ya orijinal notanin yerine gegerler ya
da orijinal notaya eklenirler.?? Ayrica siislemeler, i¢giidiisel yolla ezgiye dekoratif amagla eklenen
Ogelerdir.

Miizikte “dekoratif” amaglarla ana ezgiye eklenen 6gelere siisleme denir. Bunlarin

en dogal bicimi, halk sarkicilarmin okuduklar ezgiye kattiklari siislemelerin

olusturdugu “melismalar”dir. Bu yaptiklari i¢giidiisel eklemeyi, dogaglama benzeri

bir yoldan gerceklestirirler. En sik kullanilan miizikal siislemeler basamak

(appoggiatura), carpma (acciaccatura), yukari ve asag1 mordan, grupetto ile trildir. 23

Stisleme elemanlarinin kullamm amaglar ifadenin sive giiciinii arttirmak igin esas bir

sese katilan nagme notalari olarak da tanimlanmaktadir. 2 Ayrica siislemeler, eserin gercek notasi
olmadiklar i¢in, miizik yazisinda kiiclik notalar veya 6zel isaretlerle gosterilirken degerlerini
kendinden dnce ya da sonra gelen notadan alirlar.® Bu makalede Carpma Ailesi, Titresim Ailesi,
Paylastirma Ailesi ve Diger siisleme elemanlar1 bagliklar1 altinda 6zellikle fasil sarkicilarinin
kullandiklar siisleme elemanlarina yer verilecektir.
SUSLEME ELEMANLARININ SINIFLANDIRILMASI
1. Carpma Ailesi
1. 1. Carpma /Acciaccatura (it.acciaccare, ing.crush) Makam miiziginde nota yazilarinda en stk
rastlanan ve kiigiik yazilan siisleme notasidir. Fasil uslibu igerisinde en ¢ok kullanilan bu siis
elemani, genellikle notaya yazilmaya ihtiyag duyulmadan icraci tarafindan giinlimiize kadar
tasinmugtir. Miimkiin oldugunca kisa zamanda icra edilmesi, ¢arpma zamanini hangi notadan
alacagna icracinin karar vermesi genel kurallar arasinda sayilabilir. 2
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Sekil 1. Acciaccatura / garpma
Genellikle carpma/acciaccatura, apojiyatiir ile goriintii olarak biri birine karigtirilmus,
carpmanin ¢apraz ¢izgili kii¢lik notasi apojiyatiiriinki gibi bag ile kendinden 6nce ya da sonra
gelen notaya baglanmis, boylece carpmanin degerini hangi notadan aldig1 belirginlestirilmistir.
Makam miiziginde en sik kullanilan ¢arpma tiirii degerini kendinden sonraki notadan alan ¢arpma
tiirtidiir. Bu tiir carpma esas notadan once geldigi icin kuvvetli zaman denk gelir ve vurgulu

22 Apel, Willi, (1953), Harvard Music Dictionary, Cambridge, Massachusetts, Harvard University Press.,s:
542.a.

23 Karolyi, Otto, (1996), Miizige Giris Pan Yayncilik, Istanbul , s:35-36.

24 Gazimihal, M. Ragip, 1961, Musiki Sozliigii, Milli Egitim Basimevi, Istanbul,s:239

25 Torun, Mutlu, (1996), Ud Metodu, Caglar Yayinlari, Istanbul,s:283

2 Torun, Mutlu, (1993), Ders Notlar, Istanbul.
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calinir. Degerini kendinden dnceki notadan alan ¢arpmada ise esas nota vurgulu ¢arpma notast
ise zayif zamanda ¢alinir. Genellikle sekizlik ya da onaltilik nota degerleri arasinda kisa bir

zaman birimi igerisinde degerini kendinden sonra veya Once gelen notadan alarak ¢arpma
yapilir.
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Sekil 2. Cift Apojiyatir / Carpma

19. ve 20. yiizy1l miiziginde asil melodiye ilave edilen kiigiik nota veya yanlislikla acciaccatura
olarak ifade ediliyordu. Bazen modern yayinlarda ¢apraz ¢izgili sekizlik gibi yazilidir, fakat bu
nota yazimi 19. yiizyila kadar geleneksellesmeye baslamadi. Barok miizikte apojiyatiirlerin
uzunlugu daima genel icerik, kurallar ve sanatla belirlendi, ama asla goriiniisle belirlenmedi.
Goriildiigii gibi armonik islevi disarida tutuldugunda kisa apajatiiriin bu sekilde kullanimi yani
acciaccatura seklinde yazilmasi1 Makam miizigindeki ¢arpma-apajiyatiir terimlerinin karistirilist
hakkinda fikir vermektedir.
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Sekil 3. Carpma.
Nerkis hanimin seslendirdigi Hicaz Sarki
“Nes’em emelim ruh-i hazinim zedelendi” icrasindan notaya almmuistir.

1.2. Cift Apojiyatlr(fr. port de voix double; ger. anschlag.) Makam miiziginde kullanilan
degerlerini kendilerinden 6nceki ya da sonraki notadan alabilecegi gibi esas notanin alt ve {ist
seslerini de kullanabilen bu siisleme iki hazirlayici nota iceren ¢ift carpma notasidir. Onceden
gelen gercek notanin son kisminda miimkiin oldugu kadar kii¢iik zamanda iki kii¢iik not duyulur
sonradan gelen gercek nota ise, gecikmemis olarak, tam zamaninda calinir. Apojiyatiir
karakterinde olmadiklarindan, ger¢ek notanin vurgusunu almazlar, aksine vurusun zayif
zamaninda ¢alinirlar.
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Sekil 4.Cift Apojiyatir / Carpma
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Bitisik seslerle gercek notaya varan iki kiiclik notaya da bazi kaynaklar ¢ift apojiyatiir
adim1 vermektedir. Boylece, ilk kiiclik not, ikincinin apojiyatiirii durumundadir. Zaten, ikinci,
gergek notun apojiyatiiriidiir. Inici veya ¢ikici olabilir. 2’

1.3. Glissando (fr. coule, ger. schleifer, ing. slide) Tiirk¢e’de “kaydirma, kaydirarak™?®
terimleriyle de ifade edilen bu siisleme eleman1 nota baslar1 arasinda kirik ¢izgi ile gosterilir. Iki
ses arasindaki dizinin hizli bir sekilde kaydirma hareketidir. Dizi olusturan bir portamento
hareketi olarak da tanimlanabilir. Melodik fonksiyonu olan bu siisleme oktav atlayisi sirasinda da
sikca kullanilir. Glissando iki nota arasinda uzayan kirik ¢izgi ile birlikte kii¢iik “g.” harfi ile
gosterilebilir.

Seslendirilen
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Sekil 5. Glissando
Yesari Asim Arsoy’un seslendirdigi Kiirdilihicazkar Sarki
“Omriimce o saf askin1 kalbimde yasatsam” icrasindan notaya alinmistir.

1.4. Portamento (it. Portamento di voce) Ozellikle ses miiziginde ve telli ¢algilarda bir notadan
digerine sigramlmaksizin® kayarak veya siiziilerek, iki ses arasinda uygun bir gegisi kapsayan
seslendirme teknigidir. Makam Miizigi’nde fasil sarkicilar tarafindan kullanilan bu siisleme
elemani nota baglar arasinda diiz ¢izgi ve kiigiik “p.” harfi ile gosterilebilir. Glissandodan farki
iki uzak ses arasinda hizlica bir dizi olusturmamasidir.
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Sekil 6. Portamento
Yesari Asim Arsoy’un seslendirdigi Hiiseyni Sarki
“Omriimce o saf agkini kalbimde yasatsam” icrasindan notaya alimustir.

Icra tarihinde 6zellikle Yesari Asim Arsoy’un icrasinda siklikla kullandigi portamento,
sesleri birbiri lizerine devirmek suretiyle gerceklesirken ¢ok saglam bir perde hakimiyeti i¢inde

2" Torun, Mutlu, (1993), Ders Notlar, istanbul.
28 Gazimihal, M. Ragip, (1961), Musiki Sozliigii, Milli Egitim Basimevi, Istanbul, s:103
2 Gazimihal, M. Ragip, (1961), Musiki Sozliigii, Milli Egitim Basimevi, Istanbul, s:208
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gercek bir iisltp yaratildig gézlenmektedir. Ses kaydirmasi yapilirken sesin kalktigi ve gidecegi
yeri iyi bilen icraci portamento igareti olmadan sesinde istedigi icray1 yapabilir.

1.5. Iradi perde pestlesmeleri: Ses ve perde hakimiyetinde ustalasmis icracilarin bazi makam
perdelerini bilerek ve isteyerek daha cana yakin, daha dramatik bir tesir yaratmak amaciyla “iradi
perde pestlesmeleri”ne bagvurmalar1 bir ton disilik ya da bir detonasyon olarak algilanilmamasi
gereken pestlesmelerdir. Nota lizerinde melodik hareketi yonlendirici ucu asagi dogru uzanan bir
ok ile isaret edilebilir.
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Sekil 7. Iradi Perde Pestlesmeleri
Perihan Altindag S6zer’nin seslendirdigi Hicaz Sarki
“Sine-i suzanima ahim yeter” icrasindan notaya alinmustir.
2. TITRESIM AILESI
Ritmik fonksiyon tasiyan ve sesin tekrar yoluyla kii¢iik nota degerlerine boliinme,
tremolo, tril, garpmalt tril v.b. gibi farkli degerdeki yapilarla birlikte ortaya ¢ikabilir.
2.1.Tremolo (fr. Balancement, ger. Bebung, it. tremolo, tremoletto, trillo Tril olarak da bilinen bu
siisleme tek bir nota sesinin titresimlerinden olusur. Tremolo ve vibrato, birbiriyle karigtirilmak i¢in
yeterince benzerdirler. Miizige ilave edilen en genel siis olan ses titremesi veya sesin titresim
halinde olmasi, bitislerde, kadanslarda ve seving, haykirig veya keder, tutku, ihtiras v.b. ifadeler
i¢in kullanilir. Tremoloda tek bir ses, bir nota {izerinde bogazin iistiinde kiigiik dili sallayarak elde
edilebilir. Yavas baslayan ve diizensiz bir sekilde tam olarak notaya alinmasi miimkiin olmayarak
hizlanan ve sadece iyi bir 6gretmenin taklit edilmesi ile 6grenilen vokal tremolo Ortagag’dan
giinlimiize 6nce vibrato daha sonra da Tril olarak adlandirilan sakin ve genis bir dalgalanma ile
tanimlanir. %

Sekil 8. Tremolo
Trilden fark: bagka bir sesle iliskisinin olmamasi sadece tek nota {izerinde yapilmasidir
ve t, trem gibi kisaltmalarla ifade edilir. Tremolo vibratodan daha agir yapildiginda hos olmayan,
kiiiik dilin vurulmasiyla melemeye benzer ciddi bir vokal problem ortaya ¢ikabilir. 3

30 The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London,
(ed. Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.
Shwww.bohemianopera.com,//jsf?bid=CB09780511781834&cid=CB09780511781834A01220065.
Erisim tarihi: 5 Ocak 2005
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Sekil 9. Vokal Tremolo
(Hanende Ibrahim’in seslendirdigi Sultaniyegah Sarki
“Omriimce o saf askin1 kalbimde yasatsam” icrasindan notaya alinmustir.)

Tremolo siislemesine Makam miiziginde daha ¢ok calgi aleti icrasinda rastlanirken, fasil
sarkicilig1 icrasinda zaman zaman eski iislipta hanende okuyuslarinda gézlemlemek miimkiin
olabilmektedir. Sesle yapilan tremolo siklikla kullanilmazken, vibrato, tril ve c¢arpmali tril
ozellikle ses miiziginde ses uzunluguna belli yerlerde aksan katmak, vurgulamak suretiyle ifadede
bir etki yaratmak amaciyla sikca kullanilan bir tekniktir.

2.2. Vibrato (fr. plainte, flattement, pince, battement; ger. bebung, schwebung) Sik aralikli ve
dalgalanisli seslerle sesin uzamasi yoluyla nota degerinin tamaminin veya bir boliimiiniin hangere
yoluyla doldurulmasidir. Vibrato, ¢ikan sese hayat veren bir ifade unsurudur.®
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Sekil 10. Vibrato
Yesari Asim Arsoy’un seslendirdigi Kiirdilihicazkar Sarki
“Omriimce o saf agkin1 kalbimde yasatsam” icrasindan notaya almmustir.

Makam miizigi icrasinda fasil sarkicilarimin neredeyse diisiinmeden, sesin canliligini
sirdiirmek icin perdeyi hafif ve dalgali sekilde titreterek uyguladigi ve sesin daha parlak
igitilmesini saglayan yaygin bir siisleme cesididir. Yeteri kadar siklikla icra edildiginde kulak
farkli nota dizilerini algilamaz; sadece sesin tinisinda bir degisiklik fark edilir. Vibrato, notanin
tekrarinda ani degisikliklerden kaginilarak, anlamli bir boliime dikkat cekmek tizere, yiiksek nota
veya sesin bir kismini alip sesin dinamik hareketinin gériintiisiinii yaratirken, kiiciik dilin telagsiz
titresimi ile elde edilen bir ige g¢ekis olarak teoriden ¢ok uygun uzun notalarda uygulanarak
ogrenilir.®® Makam Miizigi’'nde iislip geregi makam sesleri genellikle uzun sesler olarak
dalgalanir. Acik ve mikro bir aralik sistemi i¢inde gegisler olduk¢a yumusak duyurulur, perdeler
yerlerine oturtulurken yapilan gizli carpmalar heterofonik (yatay melodik) sistemi zenginlestiren
referans noktalar1 olarak agiklanabilir. Vibrato sesin ilizerinde “ vib.” kisaltmas: ile
gosterilmektedir.

32 The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London,
(ed. Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.
33 http://www.recorderhomepage.net/technique/tremolo-and-vibrato Erigim tarihi :25 07.2005
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2.3. Tril (fr. cadence, tremblement, trille, , ger. triller; it. trillo, tremoletto, groppo.) Uygulandigi
notadaki sesin bir veya yarim ton iist tarafindaki sesle sik ve muntazam ¢arpma yaptiran siisleme
elemamdir. Tril insan sesi ile yapilan siisleme elemanlarin vazgegilmez Ogelerinden biridir.
Carpmalarin sayis1 climlenin hiz ve karakterine gore degisirken, musiki climlesinin sonunda ve
kadans iginde yer alan trile kadans da denir. Tril kelimesinin iki bas harfi “ tr.” notanin tepesinde
isaretli bulunur. Uzayacak trillerde isaretin dniine yatik bir tirtilli ek bulunur. **Triller de yine
vibrato gibi fasil sarkicilarinin siklikla kullandiklari, ses uzunluguna belli yerlerde aksan katmak,
vurgulamak suretiyle ifadede bir etki yaratan bir siisleme ¢esididir. Uzun trillerin temel
fonksiyonu melodik olup, ritmik degildir. Bunlar sesi kismen uzatmak yerine, onu neseyle parlatan
ve titrestiren bir ozellik tasirlar. Ote yandan galgilarin siiresiz ses c¢ikarma kabiliyetini
destekleyerek etki yaratirlar, *°
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Sekil 11. Tril

Nerkis hanimin seslendirdigi Hicaz Sarki
“Nes’em emelim ruh-i hazinim zedelendi” icrasindan notaya alinmistir.

Tarih boyunca, “iist ton trili, yarim tril”, “doygun tril”, “sonlandirmasiz tril”, “tam tril”, “gec
tril” gibi ¢esitli adlar altinda isimlendirilen ve her birinin icrasi bir digerinden farkliliklar arz eden
trillere benzer bigimde, makam miizigimizde de rastlanabilen siislii séyleme sekilleri bulunmaktadir.
Bu siislii soyleme sekilleri netlikle tanimlanip adlandiriimamalarina ragmen, batidaki benzerleri ile
karsilagtirlldiginda aralarinda ¢ogu kez 6nemli derecede ortak 6zelliklere sahip olduklart goriiliir.
Ornekle yarm triller, ait olduklar1 ana notalar icin gerekli sure kadar uzatilarak basitge ana sese
karisip kaybolurlar. Bu uygulama makam miiziginde de goriiliir.

2.4. Mordan (fr. mordant, pince, pincement; ger. mordent, mordant; it. mordente) Mordan,
bir notanin iki veya {i¢ kere ¢carpma yapmasiyla olugan bir tiir doygun trildir. Notanin iistiine
konulu zikzak bir yatik ¢izgicikle yazida gosterilir.®’

3 Gazimihal, M. Ragip, (1961), Musiki Sézliigii, Milli Egitim Basimevi, Istanbul,s:256
3% The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London,
(ed. Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.
36 Trillerin icra edilme bigiminde hiz/hareket unsurunun énemli bir rolii vardir: a) Tril biitiinliyle ¢cok agir
icra edilebilir. Ornegini daha ziyade dini fasil 6rneklerinde-duraklar, kasideler- ve bazi dindis1 form
seslemelerinde -gazellerin baglangic boliimleri- gorebiliriz. b) Tril biitiiniiyle agirca baslayabilir ve giderek
hizlandirilabilir. Bu teknik, parlakligi azaltmakla birlikte, siislemenin anlamliligini arttirir. ¢) Tril aniden
susturulup, bir etki elde edilmeye calisilabilir. d) Tril orta ve daha yukar1 izlarda yapilabilir ki fasil sarkiciliginda
en yaygin bu bicimi ile kullanilir. Bu nitelikler icrada ustalik konularidir. Bagindan sonuna kadar yinelenen
trilin sabit hizi, icracilar bakimindan giivenli bir yol olarak goriiliir. Bunlar yorumcu tarafindan, notada
Onerilmemesine ragmen siklikla gosterilebilir. Her durumda siireleri, notadaki goriiniisleri ile degil, trilin
kendi ifade ve hiziyla belirlenir.
37 Gazimihal, M. Ragip, 1961, Musiki Sozliigii, Milli Egitim Basimevi, Istanbul
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Sekil 12. Mordan
Asma veya muvakkat kalislarda kesinligi kuvvetlendirmek; eser sonlarinda bitig

duygusunu denge iginde siislemek amaciyla kullanilir. Temel olarak ritmik fonksiyonu olan bu
slisleme az siire i¢inde vurguda kararlilik gerektirir; vurguyu arttirir, dogal ritmin giiclendirilmesine
yol acar. Vurustan Once, Ol¢iiye ters bir vurgu alir, dogal ritmin yer degistirmesi sonucu senkop ile
karsilastirilabilir. Mordan sadece notaya 6zel bir vurgu vermek istendiginde kullaniimalidir. Kisa
mordanlarm ritmik vurgulamalar1 daha biiyiik, uzun mordanlar melodik fonksiyonlar igin
meyillidir.

36 P E ELEfEf; W :
<< 1 — ! £ ‘le ————
e = =

es ra____ 1 ru ha sa In di
Hn _t= o 17} » 'it l"" P o 4
A —— ud f i L 1 i i o
< i 1 i f t S — e 1 —T—
A\ 1 o -EH I 1 I I
L 2

Sekil 13. Mordan

Yesari Asim Arsoy’un yorumladigi Hiizzam sarki

“Diin gece bir suhun” icrasindan notaya alinmustir.
3.PAYLASTIRMA AILESI

Bu siisleme ailesi melodik varyasyon sanati ile ilgili siislemeleri igerir. Bu ailedeki

stislemeler apojiyatiir ve titresim ailesinde de yer alabilir.
3.1.Gegis Notasi (it. tirata, fr. tirade, coule, flatte, ger. schleifer) Ses gecidi ya da
nagmeleme olarak da adlandirilan birbirini izleyen gecis notalar1 daha ¢ok degerini kendinden
onceki notadan alan bir, iki veya ii¢ kiigiik notayla eklenen siisleme notalaridir. iki siisleme
notasindan birlesmis bir ses ge¢idinin ana notaya yol gdstermesini igerir.®® Cikici ve inici formlar
daha ¢ok kullanilan; noktali ya da noktasiz olabilen ge¢is notalar1 fasil sarkicilarinin da siklikla
kullandiklarn siisleme elemanlaridir.

slisleme isareti olmadan yazim stislemeli yazim

9 ) r- { T | t T f J\F o il — f il
EGEEES === s ===
D) I T

3 The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London,
(ed. Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.

39The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London, (ed.
Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.
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Sekil 15. Gegis Notasi
Miinir Nureddin Selguk’un yorumladig Hiizzam sark:
“Son hatira agkimda kalan bir sar1 sa¢t1” icrasindan notaya alimustir.

Melodik hareketi sonlandirici, yonlendirici, bagka bir harekete baglayici etkilere sahip
olan baskaca baglanti siislemeleri olabilir. Mesela, Miinir Nureddin Selguk’un icrasinda notada
boyle bir gosteris olmasa da ¢ok karakteristik olarak, onun icrasi ile baglantili, diiz bir hatta
giderken ani bir kirilma yapan bir te-fe-ta ya da triole eklemesinin diiz hatta bir doniis etkisi
yarattigina tanik olunur. Bu durum, bir baska noktaya hareketi yonlendiren belirgin bir etki saglar.
3.2. Degistirme Notalar1 ( it. cambiata, fr. echappee, ing. auxiliary note.) Bu suslemeler,
birbiriyle ayn1 veya birlesik ana notalar arasindaki ara degerler ekli notalari igerir.
3.2.1.Kadans (Cadent)

Sonradan calinacak notanin 6nceden c¢alinmasi “cadent” degistirme notalarina dahil
edilebilir. Genel olarak armonik fonksiyona bagli olarak degerlendirilen kadansin makam
miizigindeki karsilig1 muvakkat ve tam kararlar, kalislar ve eser bitirisleridir. Bu kalislarda rubatolu
sOyleyisler yaninda karar sesine gidiste, karar etkisini kuvvetlendirecek ritmik yapidaki
degistirmelere, ilavelere rastlanabilir.

No

1

| M an WP

SNa—

Sekil 16. Kadans
3.2.2. Plainte (fr. accent, aspiration; ger. nachschlag) I¢ cekis, basit vurgusuz degistirme
notalarina benzerler. Bu tip bir siislemeyi 6zellikle Miinir Nureddin Sel¢uk’un icra tarzinda bir
nevi “hickirik” olarak adlandirilabilen siisleme olarak gozlemlemek miimkiindiir.
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Sekil 17. Plainte
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3.3. Doniis Cesitleri

3.3.1.Melismatik Gruplar ve Grupetto (fr. double, cadence, double-cadence, ger. doppelschlag, it.
groppo, gruppetto, circolo mezzo.) Melismatik gruplar 6ncelikle bestecilerin bagvurdugu tek
heceye uzun melodik orgiiler olarak goriilmesinin yaninda bu orgiilere icra sirasinda icracinin
yaptig1 diger siisleme eklentileri ile daha karmasik bir hal alir. Ozellikle Tiirk Halk Miizigi’nde
de goriilen ve bir teknik olarak Bela Bartok’un “Anadolu Tiirkiileri’ni incelerken kullandig1 bu
terim fasil miizigimizdeki yansimalari itibari ile ele alinmistir.*°
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Sekil 18. Grupetto Cesitleri

Grupetto, esas notanin bir derece {ist veya alt perdesinden baslayan, ii¢ veya dort notalik
olusan kiime seklindeki melodik siislemedir.** Notalar degerlerini iizerine grupetto isareti konan
notadan alir ve zayif zamana denk gelir. Iki nota arasina, liste kondugunda, ilk notanin son

40 Ayangil, Ruhi, Kisisel Gériisme, 03 Mayis 2006
4 Gazimihal, M. Ragip, (1961), Musiki Sézliigii, Milli Egitim Basimevi, Istanbul,s:104
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kismindan alir. Ve miizigimizde lavta mizrabi olarak taninan grupetto fasil sarkicilarinin da
kullandig: bir siislemedir.*?
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Sekil 19. Melismatik Gruplar
Nerkis Hanim’n seslendirdigi Hiizzam
“Siikunla geger dmriim” icrasindan notaya alinmustir.

3.3.2. Kirik Notalar (fr. arpege, harpege, ger. brechung, it. arpeggio) Notalar1 melodik olarak
yani arka arkaya duyulan arpejden olusan bu siisleme elemani fasil sarkicilarin kullandig: ve
ritmik fonksiyon tagiyan siislemelerdendir.

4. DIGER SUSLEMELER
4.1.Falsetto Atlamalh Oktav Araliklari: Fasil sarkicilariin melodik etki amaciyla Falsetto

teknigi ile oktav araliklar1 kullanarak oOzellikle yiiksek araliklarda kafalarinin en {ist
kisimlarindaki rezonans bosluklarini kullanarak sesin dogal dizisinin disinda elde ettikleri parlak
ve ilgi ¢ekici vibrato teknigidir. Notalarin iizerinde “8 va...” isaretiyle kullanilir.
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Sekil 20. Falsetto Atlamali1 Oktav Araliklar
Hafiz Burhan’in seslendirdigi Mahur
“Bir goniilde iki sevda” icrasindan notaya alinmistir.
4.2.Kesik Okuyus — Staccato: Her sesin takip ettigi notadan ayri, kesik, kisa ve belirgin olarak
seslendirilmesi ile elde edilen siisleme teknigidir.*® Icrada ritmik yapiy1 belirginlestiren ve usuliin
vurgularint 6ne ¢ikartmak i¢in kullanilir. Fasil sarkiciliginda 6zellikle aksak tartimli usullerde
siklikla kullanilan bu siisleme notanin {izerinde nokta veya ¢izgi olarak isaret edilir.

42 Torun, Mutlu, (1993), Ders Notlar1, Istanbul.

43 Ayangil, Ruhi, Kisisel Goriisme, 03 May1s 2006
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Sekil 21.Kesik Okuyus — Staccato
Miinir Nureddin Selguk’un seslendirdigi Muhayyerkiirdi
“Aksam yine golgen” icrasindan notaya alinmustir.
4.3.Rubato: Eserin icras1 sirasinda yorumcunun eser iizerinde gelisigiizel ve keyfe gore hareket
edigini ifade eden rubato* nota degerlerinin kesintiye ugramadan anlaml gecikmesini ifade eder.
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Sekil 22. Rubato

Yesari Asim Arsoy’un seslendirdigi Hiizzam Sarki
“Diin gece bir suhun” icrasindan notaya alinmustir.

Hem miizikal anlattmin hem de siislemenin bir dali olarak gdzlemlenen rubato *° fasil
sarkicilar1 tarafindan genellikle ya eserlerin meyan roprizlerini bir oktav pestten ve ritmi hafif
cekerek tekrarlamalar1 suretiyle ya da nakaratlarda karar Oncesinde bagvurulan ritmik
geciktirmeler yoluyla gerceklestirilir.® Icracinin anlamli bir etki birakmak icin eserin gercek
ritmine bagli kalmadan ritmi agirlastirmasi ya da hizlandirmasi ile gergeklesen ve fasil sarkicilart
tarafindan siklikla kullanilan bu siisleme de pek ¢ok siisleme elemani gibi makam miizigi
notalarinda gosterilmez. Rubato, “rub.” Kisaltmasi nota tizerinde gosterilebilir.
4.4.Serbest Kisim: Solo veya birka¢ calgi aleti ile yapilan icralarda serbest ilavelerin
kullanilmas1 daha ¢ok kabul goriilmekle birlikte, tekrarlanan boliimlerin tekrara giden
doniislerinde koprii vazifesi goren minik ses kadanslariin kullanilmasi da miimkiindiir. Serbest
kisim Fasil Sarkicilarinin teknik becerilerini gostermek maksadiyla esere ait olmayan gosterisli
bir boliimii esere eklenmesi ile olusan kadans benzeri kisimdir. Zaman i¢inde begenilen ve
geleneksellesen bu kadansgiklarin esere dahil olarak notalarda yer almasi ise sik¢a karsilagilan bir
durumdur.
4.5.Stapo: Ritmi belli etmek ve ritmik etkiyi kuvvetlendirmek icin, heceleri takdi ederek; eskinin
goygoylu sdylesinin amaci notasiz miizigin ezberlenisinde ritmin hangere yoluyla vurulmasi ve
dolayisiyla hecelerin takdi yapilacak ciimle parcaciklarmin usiilin belli yerlerine getirilip

4 Gazimihal, M. Ragip, (1961), Musiki Sozliigii, Milli Egitim Basimevi, istanbul, s:217

4The New Grove Dictionary of Music and Musicians., 2001, Macmillan Publishers Limited, London, (ed.
Stanley Sadie) ¢eviri/ Erisim Tarihi: 20.01.2005.
46 Ayangil, Ruhi, Kisisel Goriisme, 03 May1s 2006
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oturtulmasini amaglayan bu siislemedir. Ritmi durdurarak stapo yapmak fasil sarkicilarinin
siklikla kullandig siisleme elemanlarindandir. Bu ¢alismada kiigiik “s” harfi ile gosterilmistir.
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Sekil 23. Stapo

Yesari Asim Arsoy’un seslendirdigi Hiiseyni Sarki
“Farig olmam negve i rindaneden” icrasindan notaya alinmistir.

4.6.Subito: Ani bitiris anlamina gelir ve kisaca “sub.”” ile gosterilir.
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Sekil 24. Subito
Yesari Asim Arsoy’un seslendirdigi Kiirdilihicazkar Sarki
“Seninle ey giil i ahsen ” icrasindan notaya alinmustir.
4.7.Sus lIsaretlerinin Nota ile Doldurulmasi ya da Tersi: Sus isaretlerinin nota ile
doldurulmasi1 melodiyi zenginlestirirken; melodiye es’lerin eklenmesi ritmik yapiy1
zenginlestirir. Bununla birlikte melodik fonksiyon amaci tagiyarak var olan notanin, baska bir
nota yada es ile degistirilmesi nota yazim farkliliklarindan dogacag gibi icracinin istegi ile de
ortaya ¢ikan ve eserin degisiklik yoluyla siislenmesine katki saglayan bir durum olarak kabul

edilmektedir.
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Sekil 25. Sus Isqretlerinin Nota ile Doldurulmasi ya da Tersi
H. Yiiceses, S. I¢li, N. Tokyay’in seslendirdigi Hiizzam sark1
“Gormedim uysun felek” icrasindan notaya alinmustir.
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4.8.Vakfe: Dini miizikte kullanilan kiraat ilimlerinden bir olan vakfe muhakkak durmak
anlamina gelir. Bu durus miizigin akis1 i¢inde tamamen icracinin yorumuna bagli olarak
gergeklesir. Nota yazisinda yukaridan virgiille (,) gosterilir.’

.9 g p.
¢ Sy o e 0 e o o o .
e e s s i i
1 1 1 | I~y | 1 1 1 g 1 § Vi
[ 2
a tempo
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r r}' r % 1™ 11 1 1
T - — §_
Sekil 26. Vakfe

Miizeyyen Senar’in seslendirdigi Nihavend sarki

“ Koklasam saclarini icrasindan notaya alinmugtir.
4.9.Vurgu: Melodinin belli notalarinin 6ne ¢ikartilarak bir etki yaratilmasi yolunda basvurulan
bir siisleme bi¢imidir. Vurgular icraci tarafindan genellikle grupettolarini ilk notalarina veya ezgi
guruplar igerisinde digerlerinden daha yiiksek (tiz) frekansta olan notalara yapilan vurgu
seklinde goriiliir. Son devir icracilarinda goriildiigii {lizere yanhis kullanimi {islubu
bayagilastirabilmekte; bu sebeple de dikkatli kullanimi gerekmektedir. Vurgu, nota iizerinde ok
isaretinin ucu “ > “ ile gosterilir.
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Sekil 27. Vurgu

Nerkis Hanim’n seslendirdigi Hiizzam
“Siikunla geger 6mriim” icrasindan notaya alinmigtr.
4.10.Recitativo: Konusur gibi soyleyis demektir. Porte iizerinde “Resitativo” yazilarak
gosterilir.
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Sekil 28. Recitativo
Miinir Nureddin Selguk’un seslendirdigi Muhayyerkiirdi
“Aksam yine golgen” icrasindan notaya alinmustir.
4.11.Notaya Gore Ritmik / Melodik Yapida Sadelesme: Nota degerlerinin kendinden daha
biliyilk nota degerleriyle seslendirilmesidir. Buna karsilik bazi eski nota yazilarinda eser

47 Sezgin, B. Sitk1, (1996), Samanyolu TV Telve Programi, 4 Subat 1996.
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tamamen fasil icrasina gore notaya alinmistir. Bu tip notalarda giiniimiiz icrasindan farkl
olarak daha kalabalik melodi gruplarinin ¢ogunlukta oldugu goriilmektedir. “®Fasil
okuyucularin miizigi daha kivrak ve cazip kilmak; renklendirmek amaciyla birtakim ses
oyunlarma bagvurmalari, bdylece farkli ustaliklart miizige katabilme yaklagimu ile ritmik yapida
ve melodik yapida degisiklik yaratmalar1 olagandir.
SONUCLAR
1. Tiirk Makam Miizigi kiiltiiriiniin korunabilmesi ve gelecek kusaklara dogru, bilimsel yollarla
aktarilabilmesi i¢in sesli kayit tarihinin teknik analizin yapilmast miizik kiiltiiriiniin kalicilig
acisindan 6nemlidir. Bu yolla elde edilecek sonuglarin siniflandirilarak icra ve tislup 6zelliklerini
tanmimlayan Ogretici metotlarin yazilmasi ile farkli iisluplara sahip icracilarin benzerlik ya da
farkliliklart ortaya ¢ikacak; farkli icralarda kullanilan teknikleri tanimlamak miimkiin
olabilecektir. Bdylece miizik egitimde standardizasyonun saglanmasi miimkiin olabilecektir.
2. Fasil sarkiciligi ekoliine bagli olan farkli yorumlarin analiz edilmesi, kisisel iisliplarin
belirginlesmesine yonelik tespitlerin yapilmasi farkli icra ekollerinin tespiti ve bu dogrultuda
makam miizigi iisliip tarihinin ortaya ¢ikarilmasi miimkiin olacaktir.
3. lIcralarin karakteristik ozelliklerini yansitan siislemeleri ortaya cikarilmasi ve bilimsel
caligmalarin ¢ogalmas1 ile makam miizigi icrasina ait agiklayict bir terminoloji
olusturulabilecektir.
4 Miizikte renklilik yaratma ¢abasi sonucu yayginlasan siisleme elemanlar1 konusuna miizikoloji
biliminde yer verebilmenin yolu siisleme elemanlarinin teknik karsiliklarinin agiklanmasi ile
miimkiin olacaktir. Bdylece, eser notalarinda asil ya da siisleme elemanlarinin ayrigtirilmasindan
yola ¢ikarak kompozisyon alaninda yardimei bilgilerin ortaya ¢ikmasi muhtemel olacaktir.
Stisleme elemanlarini en dogru sekilde kullanabilmek, kismen dogustan gelen miizikal
yetenek ve dejenere olmamis zevke sahip olmak, ozelestiri yapabilmek, disiplinli ¢aligmak,
gelenegi dogru algilamakla ve miizikaliteden 6diin vermemekle miimkiindiir.
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