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Onsoz

Rast Miizikoloji Dergisi’nin 7 (3) Kis sayis1 yaymlanmigstir. Bu sayida yayinlanan makalelerin bir
kismi 2019 yilinin Aralik ayinda, bir kismida 2020 yilinin Ocak ve Subat ayinda yaymlanmistir.
Dolayisiyla kis sayisinin tamamlanmast 2 Subat 2020 yilinda gergeklesmistir. Bu sayida yine
birbirinden kiymetli yazarlarin yazilar1 yer almaktadir.

Ik makale, Gamze Nevra Kéroglu ve Arda Taspinar ortak yazarliginda “Peyk-i Safd saz
semaisi 'nin klasik kemenge ve viyolonsel ile icrast baglaminda incelenmesi” makale bagligi ile
okuyucuya sunulmaktadir. Arastirma, Derya Tiirkan ve Ugur Isik tarafindan Petraki Tiryaki’ye
ait olan Peyk-i Safd saz semaisinin icrasinda kullanilan nota dis1 siisleme ve artikiilasyonlarin
incelenmesine ve etkilerinden s6z edilmesine dayanmaktadir.

Ikinci makale “Notation of nonmetric structures” makale bashg ile Fikri Soysal ve Erkan
Yiiriimez ortak yazarliginda okuyucuya sunulmaktadir. Bu arastirmada Tiirk halk miiziginde uzun
havalarin notalanmasina dair yararh fikirler sunulmaktadir.

Uciingii makale Hamim Garadagh tarafindan “Besteci Rauf Haciyevin operetlerinin miizik dilinin
uslup ozellikleri” bashigi ile okuyucuya sunulmaktadir. Bu ¢aligmada Azerbaycan’in inli
bestekar1 Rauf Haciyev’in operet ve miizik komedi eserlerinin bedii etkisinden s6z edilmektedir.

Dordiincii ¢alisma Bilge Karga Gollii tarafindan yapilan bir kitap tanitimidir. Tanitimi
yapilan eser “Divdn’dan nagmeler: farkli boyutlariyla edebiyat-misiki iliskileri” adiyla
2019 yilinda yaymlanmistir. Kitap tanitimi ilgili alanda 6nemli yazarlar tarafindan ele
alian dikkat ¢ekici konular1 dikkati nazarlara sunmaktadir.

Son yazimiz Cem Omeroglu tarafindan calisilmistir. Arastirma, ¢inar agaci ve ladin agac
cesitleri ile yapilan kanun calgis1 gogiis tahtasinin deneysel titresim analizlerinin
yapilmasina dayanmaktadir. Makale bashig1 “Kanun gogiis tahtasimin titresim analizi”
olarak belirlenmistir. Yazar, ¢inar agact ve ladin arasindaki frekans dagilimlarina dikkat
¢cekmektedir.
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Preface

The winter 7 (3) issue of the Rast Musicology Journal was published. The publication of
the articles of the winter issue began in December 2019 and was completed with the last
articles published in January and February 2020. Thus, the winter issue was completed

on February 2, 2020. This issue contains the studies of valuable authors.

The first article is presented to the readers under the title of “Peyk-i Safa saz semaisi’nin
klasik kemenge ve viyolonsel ile icrasi baglaminda incelenmesi” [“Investigation of the
Peyk-i Safa saz semai within the context of its performance with the classical kemenche
and the cello”] under the co-authorship of Gamze Nevra Koroglu and Arda Tagpinar. The
study is based on the investigation of the extemporized ornaments and articulations used
in the performance ofthe Peyk-i Safa saz semai, which belongs to Petraki Tiryaki,

by Derya Tiirkan and Ugur Isik, and mentioning their effects.

The second article is presented to the readers under the title of “Notation of nonmetric
structures” under the co-authorship of Fikri Soysal and Erkan Yiiriimez. In this study,
useful ideas are presented with respect to the notation of unmetered folk songs in the

Turkish folk music.

The third article is presented to the readers under the title of “Besteci Rauf Haciyevin
operetlerinin miizik dilinin Gslup 6zellikleri” [“Stylistic characteristics of the musical
language of the Composer Rauf Hajiyev’s operettas”] by Hanim Garadagli. In this study,
the aesthetic effect of the operettas and musical comedy works of Rauf Hajiyev, a famous

composer in Azerbaijan, is discussed.

The fourth study is a book introduction by Bilge Karga Golli. The introduced work was
published in 2019 under the title of “Divan’dan nagmeler: farkli boyutlariyla edebiyat-
musiki iligkileri” [“Tunes from the Divan: the literature-music relationships in different
aspects”]. The book introduction puts forward the remarkable topics addressed by

significant authors in the relevant field.



Our last study belongs to Cem Omeroglu. The research is based on the experimental
vibration analyses of the ganun table made of the plane tree and spruce varieties. The title
of the article was determined as “Kanun gogiis tahtasinin titresim analizi” [“The vibration
analysis of the gqanun table]. The author attracts attention to the frequency distributions

between the plane tree and spruce.

Editorial Team
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Peyk-i Safd saz semaisi’nin klasik kemence ve viyolonsel ile
icras1 baglaminda incelenmesi

Gamze Nevra Koroglu* ve Arda Taspinar**

Sorumlu Yazar:

*Manisa Celal Bayar Universitesi Giizel Sanatlar Tasarim ve Mimarlik Fakiiltesi Miizik Boliimii, Halil
Erdogan Cad. Ahmet Bedevi Mah. istasyon Mevkii (Eski Rektérliik Binasi) Sehzadeler / Manisa 45040
Turkiye, nevragulser@hotmail.com, https://orcid.org/0000- 0001-7118-1222

** Manisa Celal Bayar Universitesi Glizel Sanatlar Tasarim ve Mimarlik Fakiiltesi Mizik Bolimu

ardaa.taspinar@gmail.com, https://orcid.org/0000-0002-3742-8081

Ozet

Klasik kemence; Klasik Tiirk Miizigi’nde 18. yiizyildan bugiine kadar kullanilmis ve halen kul-
lanilmaya devam etmektedir. Viyolonsel ise; 19. yuzyilda Osmanli’nin Batililasma Hareketle-
ri ile beraber Klasik Tiirk Miizigi’ndeki yerini almistir. Bu calismada, (¢ telli klasik kemence
icracist Derya Tirkan ve viyolonsel icracis1 Ugur Isik tarafindan Petraki Tiryaki’ye ait olan
Peyk-i Safa saz semaisinin gorsel-isitsel kayitlar tespit edilmis, saz semaisinin diktesi yapil-
mis, icra sirasinda yapmis olduklari nota disi siislemeler ve kullanmis olduklar artikiilasyon
ogeleri incelenmis, bu inceleme sonucunda icralar siisleme ve artikiilasyon 6geleri basliklar
altinda kategorize edilmis ve bulgulara donusturulmustur. Yapilan dikte analizi sonucunda;
Derya Tiirkan ve Ugur Isik’in Peyk-i Safa saz semaisini “bolahenk nisfiye” akordunda icra
ettikleri gorulmustur. Her iki icracinin da glissando, trill, gruppetto, mordan ve carpma gibi
teknikleri kendi icra tslUplar icerisinde etkili bir bicimde kullandigi tespit edilmistir.

Anahtar kelimeler

klasik kemence, viyolonsel, derya tiirkan, ugur 1sik, klasik tirk miizigi

Klasik Tirk Mizigi’nin nesilden nesile
aktariminda mesk sisteminin kullanildig
bilinmektedir. Mesk sistemi, usta-cirak
iliskisi ile butlinuyle hafizaya dayanan bir
ogretim seklini icermektedir (Kacar, 2005:
216). Bu acidan bakildiginda; eserlerin
ustadan ciraga aktarilmasinda, aym
zamanda belirli Uslup ve tavir o6zelliklerinin
olustugu gorilmektedir. Bu sayede olusan
uslup ve tavir ozellikleri gecmisten
glinumiize kadar aktarilarak gelmistir
(Gercek, 2008: 152). Ancak, Bat1 notasinin
Osmanli’da kullanilmaya baslanmasi
ile birlikte besteciler eserlerini notaya
aktarma imkanina ulasmislardir (Koroglu,
2015: 2). Klasik Tirk Mizigi bestecileri
notay1 bir amac olarak degil, hatirlatici
bir arac olarak kullanmislardir. Bestelerini
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eseri icra ettikleri sekli ile notaya
almamislar, icracilan ozgir birakmislardir.
Bu durum ise; Klasik Tiirk Miizigi’nde belirli
bir Uslup ve tavrin dogmasinda neden
olmustur (Kacar, 2005: 216).

Gunilimiiz Klasik Tirk Mizigi egitim ve
ogretim slirecine bakildiginda, notali
sistemin  yaygin  olarak  kullanmldig
goriilmektedir. Notanmin miizik egitiminde
kullanilmasinin ogrenim surecini
kolaylastirdig1 goz ardi edilemez. Ancak
Klasik Tirk miiziginde eserler siisleme ve
artikilasyon 6geleri gosterilmeden notaya
alinmaktadir. Bu durumun aksine Bati
miziginde esere ait tiim icra ogeleri nota
uzerinde gosterilmektedir. Oysa Klasik Turk
mizigi icra eden bir sazende, kendi tavir

SUBMITTED: DEC9, 2019 PUBLISHED: DEC 30, 2019
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ve ekollerine gore nota dis1 suslemeler
yapmakta, notaya alinan eser ve icra
arasinda bazen kiciik, bazen de buyik
farklar ortaya cikmaktadir.

Klasik Tirk Mizigi’nde yiiksek miizik ve
icra yetenegine sahip icracilar notayi
hatirlatici  bir ara¢ olarak kullanmislar
ve mesk sistemi yoluyla ogrendiklerini
icralarina yansitmislardir. Eserin notasinda
gosterilmeyen carpma, trill, glissando gibi
cesitli susleme ve artikiilasyon ogeleri,
icracilar tarafindan eser yorumlanirken
kullanilmis ve icracilarin bu eser uzerinde
yuksek muzik bilgilerini yansitmalarina
olanak saglamistir. Notada bulunmayan
bu ogeler ise mesk aktariminin disinda ses
kayit icralan ile ginimuze kadar ulasmistir
(Koroglu, 2015: 3). Giiniimiize kadar ulasan
ve Klasik Tirk Mizigi uUslup ve tavrim
yansitan onemli isitsel kayitlardan biri de
Tanburi Cemil Bey’in kayitlandir. Tanburi
Cemil Bey’den once saz icracilarinin
isitsel kayitlarina erisilememesi sebebiyle,
icracinin tavrim yansitan ozelliklere ilk
olarak Tanburi Cemil Bey ile ulasabiliyoruz.
Bu durum sazendelerin icra ve tavir
ozelliklerinin genis kitlelere ulasmasi
ve kayit altina alinarak nesilden nesile
aktarilmas1 acisindan onemlidir. Nitekim
Tanburi Cemil Bey’den sonra vyetisen
ve onun ekoliinden gelen bircok onemli
icracinin yetistigi bilinmektedir.

Niyazi Sayin, ihsan Ozgen, Necdet Yasar
gibi onemli icracilar Tanburi Cemil Bey’den
etkilendiklerini ve onu feyz aldiklarim
dile getirmislerdir. Bu onemli isimlerin
yetistirdigi bircok icract olmustur. Bu
icracilarda onlarin  tavir ve Uslubunu
devam ettirmektedirler. Burada, aslinda
her ne kadar notali sistem kullanilmis
olsa da, bir mesk silsilesinin devam
ettigi gorlilmektedir. Gilnimiiz Klasik
Tirk Miziginde yer alan onemli icracilar
vardir. Klasik kemence tslGbunu yansitan
ve kabul gormius onemli isimlerden biri
Derya Tirkan’dir. Yine Klasik Tirk Mizigi
viyolonsel icraciiginda kabul goren bir

Kéroglu, G.N. & Taspinar, A.

diger isim de Ugur Isik’tir. Bu dogrultuda
yapilan arastirmada; Derya Tirkan ve
Ugur Isik’in icralarina yer verilmistir.
Arastirmada, adi gecen iki icraci tarafindan
icra edilen Peyk-i Safa saz semaisinin gorsel
ve isitsel kaydinin diktesi yapilarak, nota
dis1 siisleme ve artikiilasyon ogeleri porte
uzerinde gosterilmistir.

Nota disi siislemeler

artikiilasyon Ogeleri

Bu bolumde arastirma kapsaminda yer alan
nota dis1 siisleme ve artikiilasyon 6gelerinin
tanimlarina yer verilmistir.

ve

Nota disi siislemeler

Sislemeler mizik yazisinda, asil notadan
daha kicuk vyazilmis notalar ve ozel
isaretler ile belirtilir. Sisleme notalan
eserden cikarilsa bile eserin asil yapisim
etkilemezler. Bu slsleme notalan,
degerlerini kendinden onceki veya sonraki
asil notadan alirlar. Eserin hizi ne olursa
olsun genellikle hizli bir sekilde calinirlar.
Eserde sayica birden cok siisleme notasi
olabilir (Torun, 2009: 282).

Suslemeler; forslag veya carpma, mordan,
gruppetto, trillolmak tizere sinmiflandiritirlar.
Forslag veya carpma adi verilen sisleme
isaretleri uzun sureli ve kisa sureli olmak
uzere ikiye ayrilir. Uzun siireli olan forslag’a
apojyiatiir de denmektedir. Carpma ise ait
oldugu notanin siire degerine gére cabuk
icra edilmektedir. Cizgili olarak yazilan
carpma bir kiiclik sekizlik, birden fazla
notadan olusan kisa forslag ise baglh kiicik
onaltiliklarla gosterilmektedir (Elhankizi,
2012: 233-234). Say (2002:126)’a gore ise
carpma; “iki notadan olusan bir sisleme
bicimidir. Birinci ses carpip kacar ve
boylece asil ses vurgulanmis olur. italyanca
adr acciacatura olarak gecer”. Torun (2009:
282) ise; carpmalar degerini kendinden
onceki notadan alan carpma ve degerini
kendinden sonraki notadan alan carpma
olmak Uzere ikiye ayirmistir. Buna gore;
degerini kendinden o6nceki notadan alan
carpma su sekilde ifade edilmistir; ilk
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gercek notanin sonuna dogru carpma
baslar ve ikinci gercek nota tam zamaninda
icra edilir. Tirk miziginde genellikle bu
carpma sekli kullamlir. Degerini kendinden
sonraki notadan alan carpma ise; ilk gercek
nota tam zamanini doldurmaktadir ve
carpma ikinci zamanin basindadir. Ikinci
gercek nota, carpma zamam kadar gec
calinmaktadir. Bu daha cok Bat1 miiziginde
kullanilan carpma turudur.

Mordan; “ek ses ile olusan siuslemedir. Ek
ses esas sesin yarim ya da bir ton yukarisi
veya asagisidir” (Elhankizi, 2012: 234).

Grupetto; kucuk yazilan uc veya dort kucik
notaya verilen isimdir. Gercek notanin
tizerinde yer aldiginda, degerini bu notadan
almaktadir (Torun, 2009: 292).

Trill; notanin Uzerine konulan  “tr”
isareti ile gosterilmektedir (Torun, 2009:
293). Sire degerleri aym olan iki sesin
siralanmasindan olusan trill ogesinde,
seslerin biri esas digeri yardimci sestir.
Trill’in siire degeri esas notanin siire degeri
kadar calinmaktadir (Elhankizi, 2012: 235).

Artikiilasyon ogeleri

Diksiyon ve hitabet terimi olarak bilinen
artikiilasyon diger adiyla bogumlama,
mugzik terimleri arasinda da yer almaktadir.
Artikiilasyon’un miizik climlesinin ifade
ve anlam kazanmasinda rol oynadigi
soylenebilir.

Say ( 2002: 42)’a gore: Articulation (Fr):
“Anlatim, ifadelendirme. Anlatim terim
ve isaretleri. Ornegin; legato, portato,
staccato, spiccato. Bu terimler, yazili
olarak yay, nokta, cizgi gibi isaretlerle
belirtilir. Sozlii miizik eserlerinde dogru,
acik, anlasiir soyleyis”dir.

Artikilasyon isaretleri, miizik eserinin nasil
icra edilecegini gosteren isaretler olarak
bilinmektedir. Her artikiilasyon isaretinin
farkli bir anlam1 vardir. Bu artikiilasyon
isaretleri asagida gosterilmektedir:

“Staccato: Seslerin veya akorlarin kisa
calinmasi icin kullanilan isarettir. Notanin
uzerine nokta seklinde konulur.

Glissando: iki farkli uzak mesafede
yerlesen notalar arasina koyulur. glissando
terimi enstrimantel mizikte kullamlir”
(Elhankizi, 2012: 237).

“Portato: Iki ya da bir grup bagl nota,
oksar gibi calimr. Her nota cok nazikce
artikiile edilir. Bir nota digerine tasiniyor
gibidir. Burada ses hafif baslar, buyir ve
diminuendo ile yumusak bir sekilde biter.
Ses, sag el baskis1 degistirilerek iretilir. Sag
elin isaret parmagi burada onemli bir gorev
ustlenir ve calis esnasinda hareketlidir”
(Cuhadar, 2009: 125).

Peyk-i safa makami

Peyk-i Safa makaminin giinimizde az
kullanmilan makamlar arasinda oldugu
bilinmektedir. Klasik Tlirk Miizigi repertuvari
incelendiginde, giiniimiize ulasan eserlerin
de sayica fazla olmadigi goriilmektedir.
Makamin tarifine yonelik olarak
Oztuna(1990: 192); “Klasik Tuirk Miizigi’nde
bir miirekkeb makam ki: Ismail Hakki
Bey koleksiyonunda su ornekleri vardir:
Artin’in Cember Pesrev ve Saz Semaisi,
Petraki’nin Cenber Pesrev ve Saz Semaisi,
Hizir Aga’nin Diiyek Pesrev ve Saz Semaisi,
Serif Celebi’nin Cenber Pesrev ve Saz
Semaisi” seklinde ifade etmektedir. Kutlug
(2000: 318) ise, Peyk-i Safa makaminin
tarifini daha genis bir sekilde aciklamistir.
Peyk-i Safa makaminin inici-cikict  bir
seyir gosterdigini, Saba, Cargah(cargahta
hicaz) ve yerinde Nihavend makamlarinin
birlesmesi ile olustugunu dile getirmistir.

Yontem

Arastirmada Derya Tirkan ve Ugur Isik’in
uc telli klasik kemence ve viyolonsel ile
beraber icra etmis olduklar Peyk-i Safa saz
semaisinin dort hane ve tesliminin nota dis1
stislemelerveartikiilasyon ogelerinin notaya
alinarak ortaya koyulmasi amaclanmistir.
Arastirma Tiryaki Petraki’ye ait olan Peyk-i
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Safa saz semaisinin dort hane ve tesliminin
uc telli klasik kemence ve cello icracilarinin
gorsel-isitsel kayitlan ile simirlandintmistir.
Arastirmada yer alan verilerin elde
edilmesinde belgesel tarama yontemi
kullanmilmistir. “Var olan kayit ve belgeleri
inceleyerek veri toplamaya belgesel tarama
denir. Tarananlar gecmisteki olgularin
aninda iz biraktig1 resim, film, plak, ses
ve resim kayitli bantlar, ara¢c gerec, bina
heykel, vb. kalintilardir” (Karasar, 2011:
183). Bu calismada ilk olarak, uc telli
klasik kemence icracis1 Derya Turkan ile
viyolonsel icracist Ugur Isik’in, Tiryaki
Petraki’ye ait olan Peyk-i Safa saz
semaisinin Youtube’de yer alan gorsel ve
isitsel kaydina ulasilmistir. Ulasilan bu
isitsel ve gorsel kayit sonrasinda adi gecen
saz semaisinin notasina “Nota Arsivleri”
isimli internet sitesinden erisilmistir. Uc
telli klasik kemencenin ve viyolonselin nota
dis1 siisleme ve artikiilasyon 6gelerinin
ortaya konulmasi amaciyla Youtube’de yer
alan gorsel ve isitsel kayit muziksel dikte
yoluyla notaya alinmistir. Eserin geleneksel
notasi ile dikte yoluyla elde edilen notalarin
ortak ve farkli yonlerinin anlasilabilmesi
icin U¢ dizek kullamlmistir. Birinci dizekte
eserin geleneksel notasi, ikinci dizekte uc
telli klasik kemencenin icrasinda yer alan
nota dis1 siisleme ve artikiilasyon ogeleri,
Ucuincl dizekte ise viyolonsel icrasinda
yer alan nota dis1 siisleme ve artikiilasyon
ogeleri yer almaktadir.

Bulgular ve yorum

Arastirmanin bu boliimiinde; Peyk-i Safa saz
semaisinin dort hane ve tesliminin uc telli
klasik kemence ve viyolonsel icracilarinin
(Derya Tirkan ve Ugur Isik) birlikte yapmis
olduklan icralarinda yer alan nota disi
sislemeler ve artikiilasyon Ggelerine
yonelik bulgulara yer verilmistir (Tablo 1).
Tablo 2.’ de yer alan bilgiler dogrultusunda;
Derya Turkan’in adi gecen eserin birinci
hanesinde; Degerini Kendinden Onceki
Notadan Alan Carpma turunu 1. olcude,
Degerini Kendinden Sonraki Notadan
Alan Carpma turunu ise 2., 3. ve 4.

Kéroglu, G.N. & Taspinar, A.

olcilerde uyguladig gorulmektedir.
Bu hanede degerini kendinden sonraki
notadan alan carpma tirune siklikla yer
verilmistir. Gruppetto’ya ise 3. olcude
rastlanilmaktadir. Ayrica 4. olcuide yer alan
Glissando teknigi, inici bir ezgi yapisinda
kullamlmisti. 5. olcude ise mordan
yapist kullamlmistir. Bunun yam sira 2.
ve 5. olculerin son notalarinda Staccato
kullamldigr goriilmektedir.

Tablo 3.’de yer alan bilgiler dogrultusunda;
Ugur Isik’in adi gecen eserin birinci
hanesinde; Degerini Kendinden Sonraki
Notadan Alan Carpma tirune 1. olcude yer
verdigi goriilmektedir. Glissando teknigine
2. olcude c¢1kici ezgi yapisinda rastlanmistir.
4, ve 5. oOlciilerde ise aym teknigin inici
ezgi yapisinda kullamldigr belirlenmistir.
3. Olcide Gruppetto, 2. ve 5. olculerde
Mordan yapist kullanilmistir. Staccato’nun
ise, 2. ve 5. olculerin son notalarinda
uygulandig1 goriilmektedir.

Tablo 4.’de yer alan bilgiler dogrultusunda;
Derya Turkan’in adi gecen eserin birinci
tesliminde; Degerini Kendinden Onceki
Notadan Alan Carpma turinu 6. ve 7.
Olclide, Degerini Kendinden Sonraki
Notadan Alan Carpma turinu ise 6. ,7. ve 9.
olciilerde uyguladig1 goriilmektedir. Ayrica
7. olciide yer alan Glissando teknigi, cikict
bir ezgi yapisinda kullamlmistir. Mordan
yapisina 7. ,8. ve 9. dlciilerde yer verildigi
gorulmektedir. Gruppetto’ya ise 10. olcude
rastlanmlmaktadir. Ayrica 7. ve 9. olcllerde
Staccato kullanildigr goriilmektedir. 9.
olcude ise Cift Ses’e rastlanilmaktadir.

Tablo 5.’de yer alan bilgiler dogrultusunda;

Ugur Isik’in adi gecen eserin birinci
tesliminde; Degerini Kendinden
Sonraki Notadan Alan Carpma turine

7. olclde, Gruppetto’ya ise 10. olcude
rastlanmlmaktadir.  Aym1  zamanda 7.
ve 9. olclilerde Staccato artikiilasyon
ogesi kullamldigr goériilmektedir. Birinci
teslimde kullanilan Staccato tekniginin
olcii  sonlarinda kullanildig1  bulgusuna
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ulasilmistir.

Tablo 6.’da yer alan bilgiler dogrultusunda;
Derya Turkan’in adi gecen eserin ikinci
hanesinde; Degerini Kendinden Onceki
Notadan Alan Carpma tiriine sadece
11. Olclide yer verdigi gorilmektedir.
Degerini Kendinden Sonraki Notadan Alan
Carpma turune ise 12., 14., 17. ve 18.
olciilerde rastlamlmaktadir. ikinci hanede
Degerini Kendinden Onceki Notadan Alan
Carpma tirl yerine, daha cok Degerini
Kendinden Sonraki Notadan Alan Carpma
tlriine yer verildigi bulgusuna ulasilmistir.
Mordan yapisinin ise 13. ve 16. olculerde
kullamldigr gorilmektedir. 12., 16., 21. ve
22. olculerde Staccato’ya olcu sonlarinda
rastlanmlmaktadir. Ayrica 15. olclde Cift
Ses kullanildig1 bulgusuna ulasilmistir.

Tablo 7.’de yer alan bilgiler dogrultusunda;
Usur Isik’in adi gecen eserin 13. olciisiinde
Mordan yapisim1 kullandig1 goriilmektedir.
12. ve 16. oOlcllerde ise Staccato’ya
olcli sonlarinda vyer verildigi bulgusuna
ulasilmistir. 18. dlciide Glissando tekniginin
inici  bir ezgi yapisinda kullanildig
gorilmektedir.

Tablo 8.’de yer alan bilgiler dogrultusunda;
Derya Turkan’in adi gecen eserin ikinci
tesliminde; Degerini Kendinden Sonraki
Notadan Alan Carpma turine 23., 24. ve
26. oOlcilerde yer verdigi goriilmektedir.
24., 26., ve 27. olcilerde ise Mordan
yapisina rastlanilmaktadir. Ayrica 27.
olcude Gruppetto kullanilmistir. 24. ve
26. olcillerde Glissando tekniginin cikici
ezgi yapisinda kullamldigr goriilmektedir.
Bunlarin disinda sadece 26. olcude Cift Ses
kullamldigr bulgusuna ulasilmistir.

Tablo 9.’da yer alan bilgiler dogrultusunda;
Usur Isik’1n ad1 gecen eserin; 27. dlciisiinde
Gruppetto’ya yer verdigi goriilmektedir.
Staccato tekniginin ise eserin 26. 6lcisiinde
ve 6Glcliniin sonunda kullanldigr bulgusuna
ulasilmistir.

Tablo 10.’dayer alan bilgiler dogrultusunda;
Derya Turkan’in ad1 gecen eserin Ucuncu
hanesinde; Degerini Kendinden Sonraki
Notadan Alan Carpma turiine 28., 29., ve
31. olcllerde yer verdigi goriilmektedir.
Glissando tekniginin ise 30. olclide cikict
ezgi yapisinda kullamldigi  bulgusuna
ulasilmistir. Ayrica 28. olcude Staccato
tekniginin sadece olcii sonunda yer aldig
gorulmektedir.

Tablo 11.’de yer alan bilgiler dogrultusunda;
Ugur Isik’in adi gecen eserin iclnci
hanesinde; Degerini Kendinden Sonraki
Notadan Alan Carpma turiini ve Staccato
yapisini 28. 6lciide kullandigi goriilmektedir.
Staccato tekniginin, 28. olciiniin sonunda
kullamldigr bulgusuna ulasilmistir.

Tablo 12.’de yer alan bilgiler dogrultusunda;
Derya Turkan’in ad1 gecen eserin Ucuncu
tesliminde; Degerini Kendinden Onceki
Notadan Alan Carpma tlrine vyalnizca
36. Olciide, Degerini Kendinden Sonraki
Notadan Alan Carpma turine 32., 33., 34.
ve 35. olciilerde yer verdigi goriilmektedir.
Uclincii teslimde kullanilan siisleme ogeleri
icerisinden siklikla, Degerini Kendinden
Sonraki Notadan Alan Carpma turunin
kullamldigr  goriilmektedir. Ayrica 34.
ve 35. olculerde Mordan kullamlmistir.
Gruppetto’nun 36. olcide, Trill’in ise 32.
olclide kullamildigi goriilmektedir. Ayrica
33., ve 35. oOlciilerde Glissando tekniginin
cikicl ezgi yapisinda kullamildigi bulgusuna
ulasilmistir. 35. ve 36. olclilerde Staccato’ya
olci sonlarinda rastlanmaktadir. Bunlarin
disinda 34. ve 35. olculerde Cift Ses
kullanimina yer verilmistir.

Tablo 13.’de yer alan bilgiler dogrultusunda;
Ugur Isik’in adi gecen eserin iclnci
tesliminde; Gruppetto yapisina 36. olclde,
Trill’e 32. olcude, Staccato’ya ise 35. ve
36. olcilerde yer verdigi goriilmektedir.
Staccato tekniginin, yukarnda adi gecen
olciilerin sonlarinda kullanildig1 bulgusuna
ulasilmistir.
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Tablo 1: Derya Tiirkan ve Ugur Isik’in icralarinda Yer alan Nota Disi Siisleme ve Artikiilas-
yon Ogeleri

- Ugur
< Derya Turkan Is1k
') Mordan X X
§ Glissando X X
‘.LE Staccato X X
= Cift Ses X
< Portato X

o Degerini Kendinden Sonraki Notadan Alan Carpma X X

GE) G| Degerini Kendinden Onceki Notadan Alan Carpma X X

gé" Gruppetto X X

w

Trill X X

Tablo 2: Derya Tiirkan’in 1. Hanede Klasik Kemence ile icra Ettigi Nota Dis1 Siisleme ve
Artikiilasyon Ogeleri

1. Hanede Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri

(Klasik Kemence) Olgiiler

Degerini Kendinden Onceki Notadan Alan Carpma

Degerini Kendinden Sonraki Notadan Alan Carpma 2.-

Mordan
Gruppetto
Glissando

Staccato 2.-5.

Alwlyra|lw|—

Tablo 3: Ugur Isik’in 1. Hanede Viyolonsel ile icra Ettigi Nota Disi Stisleme ve Artikiilasyon
Ogeleri

1. Hanede Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri (Viyolonsel) Olgiiler
Degerini Kendinden Sonraki Notadan Alan Carpma 1.

Mordan 2.-5.
Gruppetto 3.

Staccato 2.-5.

Glissando 2.-54.-
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Tablo 4: Derya Tiirkan’in Birinci Teslimde Klasik Kemence ile icra Ettigi Nota Dis1 Siisleme

ve Artikiilasyon Ogeleri

1. Teslimde Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri Oleiiler
(Klasik Kemence)
Degerini Kendinden Onceki Notadan Alan Carpma 6.-7.
Degerini Kendinden Sonraki Notadan Alan Carpma 7.-9.
Mordan .-8.-9.
Gruppetto 10.
Glissando 7.
Staccato 7.-9.
Cift Ses 9.

Tablo 5: Ugur Isik’in Birinci Teslimde Viyolonsel ile icra Ettigi Nota Dis1 Siisleme ve Arti-

kiilasyon Ogeleri

1. Teslimde Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri (Viyolonsel)

Olgiiler
Degerini Kendinden Onceki Notadan Alan Carpma 7.
Gruppetto 10
Staccato 7.-9.

Tablo 6: Derya Tiirkan’in ikinci Hanede Klasik Kemence ile icra Ettigi Nota Disi Stisleme ve

Artikiilasyon Ogeleri

2. Hanede Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri

Olgiiler
(Klasik Kemence)
Degerini Kendinden Onceki Notadan Alan Carpma 11.
Degerini Kendinden Sonraki Notadan Alan Carpma 1127‘ B 11‘;'3"
Mordan 3.- 16.
Staccato 12%1262
Cift Ses 15.
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Tablo 7: Ugur Isik’1n ikinci Hanede Viyolonsel ile icra Ettigi Nota Disi Siisleme ve Artikiilas-

yon Ogeleri

2. Hanede Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri (Viyo- P
Olgiiler
lonsel)
Mordan 13.
Staccato 12.- 16.
Glissando 18.
Portato 22

Tablo 8: Derya Tiirkan’in ikinci Teslimde Klasik Kemence ile icra Ettigi Nota Dis1 Stisleme

ve Artikiilasyon Ogeleri

2. Teslimde Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri .
(Klasik Kemence) Olotler
Degerini Kendinden Sonraki Notadan Alan Carpma 23.- 24.- 26.
Mordan 24.- 26.- 27.
Gruppetto 27.
Glissando 24.- 26.
Staccato 24.- 25.
Cift Ses 26.

Tablo 9: Ugur Isik’in ikinci Teslimde Viyolonsel ile icra Ettigi Nota Disi Siisleme ve Arti-

kiilasyon Ogeleri

2. Teslimde Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri (Viyolonsel) | Olgiiler
Gruppetto 27.
Staccato 26.

Tablo 10: Derya Tiirkan’in Uciincii Hanede Klasik Kemence ile icra Ettigi Nota Dis1 Stisleme

ve Artikiilasyon Ogeleri

3. Hanede Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri .
Olgiiler
(Klasik Kemence)
Degerini Kendinden Sonraki Notadan Alan Carpma 28.- 29.- 31.
Glissando 30.
Staccato 28.
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Tablo 11: Ugur Isik’1n Uciincii Hanede Klasik Kemence ile icra Ettigi Nota Disi Stisleme ve

Artikiilasyon Ogeleri

3.Hanede Yer Alan Nota Disi Siisleme ve Artiikiilasyon Ogeleri (Viyolonsel) Olgiiler
Degerini Kendinden Sonraki Notadan Alan Carpma 28.
Staccato 28.

Tablo 12: Derya Tiirkan’in Uciincii Teslimde Klasik Kemence ile icra Ettigi Nota Dis1 Siis-

leme ve Artikiilasyon Ogeleri

3. Teslimde Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri .
Olgiiler
(Klasik Kemence)

Degerini Kendinden Onceki Notadan Alan Carpma 36.
Degerini Kendinden Sonraki Notadan Alan Carpma 32.- 33.-
34.- 35.
Mordan 34.- 35.

Gruppetto 36.

Trill 32.
Glissando 33.- 35.
Staccato 35.- 36.
Cift Ses 34.- 35.

Tablo 13: Ugur Isik’in Uclincii Teslimde Viyolonsel ile icra Ettigi Nota Disi Siisleme ve Ar-

tikiilasyon Ogeleri

3.Teslimde Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri (Viyolonsel) | Olgiiler
Gruppetto 36.
Trill 32.
Staccato 35.-
36.
Tablo 14: Derya Turkan’in Dordiinci Hanede Klasik Kemence ile icra Ettigi Nota Dis1 Siis-
leme ve Artikiilasyon Ogeleri
4. Hanede Yer Alan Nota Dis1 Siisleme ve Artikiilasyon Ogeleri .
Olgiiler
(Klasik Kemence)
Degerini Kendinden Onceki Notadan Alan Carpma 38.- 44.
Degerini Kendinden Sonraki Notadan Alan Carpma 45.
Mordan 37.- 38.-
46.
Glissando 44,
Cift Ses 37.
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Tablo 15: Ugur Isik’in Dérdiincii Hanede Viyolonsel ile icra Ettigi Nota Dis1 Siisleme ve

Artikiilasyon Ogeleri

4.Hanede Yer Alan Siisleme ve Artikiilasyon Ogeleri (Viyolonsel)

Olgiiler

Staccato

37.

Tablo 16: Derya Tiirkan’in Dordiincii Teslimde Klasik Kemence ile icra Ettigi Nota Dis1 Siis-

leme ve Artikiilasyon Ogeleri

4. Teslimde Yer Alan Nota Disi Siisleme ve Artikiilasyon Ogeleri Sl
(Klasik Kemence) Olgtler
Degerini Kendinden Sonraki Notadan Alan Carpma 49.- 50. 51.
Mordan 49.- 50.- 51.
Gruppetto 52.
Glissando 49.
Staccato 51.- 52.
Cift Ses 51.

Tablo 17: Ugur Isik’in Dérdiincii Teslimde Viyolonsel ile icra Ettigi Nota Disi Siisleme ve

Artikiilasyon Ogeleri

4. Teslimde Yer Alan Nota Disi1 Siisleme ve Artikiilasyon Ogeleri (Viyolonsel) [ Olgiiler
Staccato 51.
Gruppetto 52.

Tablo 14.’de yer alan bilgiler dogrultusunda;
Derya Turkan’in ad1 gecen eserin dordincu
hanesinde; Degerini Kendinden Onceki
Notadan Alan Carpma tiurune 38. ve
44.6\clilerde, Degerini Kendinden Sonraki
Notadan Alan Capma turune ise yalnizca 45.
olclide yer verdigi goriilmektedir. Mordan
yapisina ise 32., 38., ve 46. olcilerde
rastlanmlmaktadir. Glissando tekniginin 44.
olclide cikic bir ezgi yapisinda kullamldig
bulgusuna ulasitmistir. Cift Ses kullanimina
ise 37. olcude rastlanmaktadir.

Tablo 15.’de yer alan bilgiler dogrultusunda;
Ugur Isik’in adi gecen eserin dordiincii
hanesinde Staccato’ya 37. olcude vyer
verdigi gorilmektedir. Staccato disinda

baska nota dis1 siisleme ve artikiilasyon
ogesinin kullanilmadig bulgusuna
ulasilmistir.

Tablo 16.’dayer alan bilgiler dogrultusunda;
Derya Turkan’in ad1 gecen eserin dordincu
tesliminde; Degerini Kendinden Sonraki
Notadan Alan Carpma turuine 49., 50. ve
51. olclilerde, Mordan’a ise yine 49., 50.
ve 51. olciilerde yer verdigi goriilmektedir.
Gruppetto yapist sadece 52. olcude
kullanilmistir. Glissando tekniginin ise 49.
olclide cikicr ezgi yapisinda kullanildig
gorulmektedir. Staccato’ya ise 51. ve
52. olcllerde rastlanilmaktadir. Staccato
tekniginin  51. Olclide olcli  sonunda
kullanildigr goriiliirken, 52. dlclide ise olci
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basinda kullanildigr goriilmektedir. Cift Ses
kullamimina sadece 51. élciide yer verildigi
bulgusuna ulasilmistir. Tablo 17.’de vyer
alan bilgiler dogrultusunda; Ugur Isik’in
adi gecen eserin dorduncu tesliminde
Staccato’ya 51. olcude ve olcli sonunda yer
verdigi gorilmektedir. Gruppetto yapisina
ise 52. olcude rastlanilmaktadir.

Tartisma

Derya Tirkan ve Ugur Isik’in klasik
kemence ve viyolonsel ile Peyk-i Safa saz
semaisinin icrasi sirasinda yapmis olduklan
nota dis1 suslemeler ve kullanmis olduklar
artikiilasyon ogelerinin incelenmesinden
elde edilen sonuclar, ilgili literaturde
bulunan ve daha oOnce ortaya konulan
diger arastirma  sonuclariyla  biiylk
olcude paralellik gostermektedir. Nitekim
arastirmanin konusuna paralellik gosteren
calismalar incelendiginde; Klasik Tirk
Miizigi’nde ekol olmus sanatcilara yonelik
calismalarin  yapildigi  goriilmektedir.
Bu calismalarin sonucuna bakildiginda;
Eruzun Ozel (2010), “Kemence ile Eser
icralarindan  Hareketle Tanburi Cemil
Bey’in Tavir Ozellikleri” adli calismasinda,
Tanburi Cemil Bey’in klasik kemence ile
saz eserleri icrasinda kullanmis oldugu
karakteristik susleme tekniklerini incelemis
ve carpma, glissando, cift ses kullanim
gibi nota disi susleme ve artikiilasyon
ogelerinin Tanburi Cemil Bey tarafindan
icra edildigini belirtmistir. Makaleden
elde edilen sonuclar ile Eruzun (2010)’un
calismasinin sonuclarinin benzerlik
tasichgr goriilmektedir. ilgar (2018) “Turk
Miiziginde Viyolonsel icraciiginda Mesud
Cemil” adli calismasinin  sonuclarinda
Mesud Cemil’in “Carpma, mordan, trill,
grupetto, glissando, pizzicato ve vibrato
gibi susleyici unsurlari Bolahenk ve Mansir
akordlarindaki viyolonsel icrasinda teknik
olarak daha esnek, parlak ve belirgin
bir bicimde uygulayabilmesine elverisli
olmasindan dolay1 kullandigini belirtmistir.
Mesiid Cemil’in Tanbdri Cemil Bey’in oglu
olmas1 sebebiyle icradaki mesk zincirinin
devam ettigi diistinildligiinde ve makalede

yer alan nota dis1 siisleme ve artikiilasyon
ogeleriincelendiginde; elde edilen sonuclar
ile ilgar (2018)’in calismasimin benzerlik
tasidig1 gorilmektedir. Makalenin konusu
dahilinde; Ugur Isik’in bolahenk akort
ile icra ettigi Peyk-i Safa saz semaisinde
carpma, glissando, portato, staccato gibi
nota dis1 siisleme ve artikiilasyon ogelerini
viyolonselin teknik ve karakteristik yapisina
uygun olarak kullandigi ve esere dinamiklik
kazandirdigi diisiiniilmektedir. Bubaglamda
bakildiginda; yapilan bu calismadan elde
edilen bulgular, ilgar (2018)'in calisma
sonucunda elde etmis oldugu bulgular ile
paralellik gostermektedir. Yapilan bir diger
calisma olan Klasik Tirk Miiziginde nota
ve icra arasindaki farkliliklar konusunda,
Koroglu (2015) “Niyazi Sayin’in Toplulukla
Saz Eseri icralarindaki Tavrinin incelenmesi
ve Bu Cercevede Kullanilan Etitlerin Ney
Egitiminde Kullanilabilirligi” isimli doktora
tezinde, Klasik Tirk Mizigi’nde notada
yer almayip irticalen yapilan susleme
ve artikilasyon ogelerinin ney ve calg
egitimini olumsuz yonde etkileyen bir
durum olarak distniildiigiinii ifade etmis
ve bu baglamda; tavrin &grenilmesi ve
kavranmasi icin nota yazisinin onemini
vurgulamistir. Ayrica nota disi susleme ve
artikiilasyon ogelerinin belirlenerek icra
ve tavir ozelliklerinin gelecek kusaklara
aktarilmasinin onemini vurgulamakta olup,
bu makaleden elde edilen sonuclar ile
Koroglu(2015)’nun arastirmasindan elde
edilen sonuclarin paralellik olusturdugu
gorulmektedir.

Sonuc¢

Eserin tamami g6z oOniine alindiginda;
Derya Turkan’in klasik kemence icrasi
sirasinda nota disi  susleme ogeleri
arasindan “carpma” susleme oOgesini
siklikla kullandigr sonucuna ulasilmistir.
Bu baglamda adi gecen ogenin klasik
kemence tavrim yansitici bir unsur olarak
kullamldigi diisiiniilebilir. Ayrica cogunlukla
olcu sonlarinda rastlamlan Staccatto’nun,
hem monotonlugu onlemek hem de
seslere kuvvetli bir yap1 kazandirmak icin
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kullamlmis oldugu séylenebilir. Ozellikle iki
ses arasinda kullanilan Glissando, makama
etkili ve yumusak bir doku katmistir. Esas
ses ile beraber dem niteliginde “Yegah”
perdesinin  birlikte kullamminin  eser
icerisinde cokseslilik yarattigi dustiniilebilir
ve bunun disinda cok seslilik arayisina
rastlanilmamaktadir.

Usur Isik’in viyolonsel icrasi incelendiginde;
eser icerisinde yer alan nota dis1 susleme
ve artikiilasyon ogelerinin eserin 06zgiin
notasina  bagli  kalarak  kullamldig
goriilmektedir. Klasik Tiirk Miizigi’nde hem
solo hem de eslik amaciyla icra edilen
viyolonselin arastirmaya konu olan eserde
eslik gorevini Ustlendigi anlasilmaktadir.
Viyolonselin, Klasik Tiirk Miiziginde uzun ses
ve bass ihtiyacinm karsiladig1 bilinmektedir.
Peyk-i Safa saz semaisinde enstriimanin
bas karakteri kullanilirken ayn1 zamanda
tiz seslerinin de ortaya cikarilmistir. Ancak
icra sirasinda yer verdigi nota disi siisleme
ve artikilasyon ogelerini kemence kadar sik
kullanmadig1 ve daha cok eserin 6z notasina
bagh kalmay1 tercih ettigi gorilmektedir.
Eser icerisinde kullanilan “carpma”sisleme
ogesini, kemence ile neredeyse benzer
melodik yapilarda kullandigi soylenebilir.
Ancak carpmalar benzer sekilde yapilmis
olsa da viyolonselin yapisina uygun sekilde
icra edildigi goriilmektedir. Bu acidan
incelendiginde; Ugur Isik’in viyolonsel
icrasinin, klasik kemencenin kendine 0zgu,
kivrak karakterini one cikaracak sekilde
icra ettigi anlasiimaktadir.

Her iki icracinin calismada yer alan saz
eserini icra edis bicimleri goz online
alindiginda; viyolonsel icrasinin daha cok
klasik kemence icrasim takip niteliginde
oldugu goriilmektedir. Eser icerisinde daha
cok uzun sesler tuttugu ve ozellikle klasik
kemence ile yapilan “carpma” sisleme
ogesini viyolonsel enstriimanina uyarladig
kanisina varilmistir. Ayrica klasik kemence
ve viyolonsel icrasinda her iki icracinin
da genellikle olcu sonlarinda gruppetto
yapisinl uyum icerisinde icra ettigi

Kéroglu, G.N. & Taspinar, A.

sonucuna ulasilmistir.

Yapilan incelemeler sonucunda; Klasik Turk
miziginde her ne kadar notali sisteme
gecilmis olsa da hala bir mesk silsilesinin
ve sisteminin devam ediyor oldugu
dusunilebilir. Hem Tanburi Cemil Bey’den
gelen tavir hem de Derya Tiirkan ve Ugur
Istk gibi icracilarin tavirlarinin  devam
etmesi ve gelecek kusaklara aktarilmasi
yoluyla Klasik Tiirk Miizigindeki nota disi
siisleme ve artikiilasyon ogelerini kapsayan
icra ozellikleri unutulmadan gelecek
kusaklara aktarilmas1 saglanabilecektir.
Bu baglamda, tavrin  &grenilmesi,
kavranmasi, gelistirilmesi ve sonraki
kusaklara aktarilmasinda nota yazisinin
da 6nemli oldugu soylenebilir. Klasik Tirk
miziginde eserlerin notaya alinmasinda
birtakim sorunlar yasandig1 goriilmektedir.
Nota yazisi kapsaminda, cogunlukla nota
dis1 sisleme ve artikiilasyon ogelerine
yer verilmemektedir. Yapilan icra-nota
farklilklan ve Klasik Tirk miiziginde
ekol olmus icracilarin nota disi susleme
ve artikiilasyon ogelerinin incelenerek
notaya alinmasi, icra ve tavrin nesilden
nesile aktarilmasinda onem tasimaktadir.
Arastirmadan elde edilen veriler
dogrultusunda; yapilan dikte calismasinin
enstrimanlarin  uyum icerisinde calinis
sekillerinin ortaya c¢ikarilmasi acisindan
onem teskil ettigi dusuiniilmektedir.
Ayrica bu arastirmanin baska enstriman
icralar ile ilgili calismalart yapilarak farkli
icracilarinda nota disi siisleme, artikiilasyon
ve icra tavir ozelliklerinin tespit edilmesi,
Klasik Tirk Mizigi’nin onemli isimlerinin
tavir ve icra ozelliklerinin belirlenerek
nota Uzerinde gosterilebilmesi ve bu
sayede icracilarin, tavir ozelliklerinin
gelecek kusaklardaki icracilara ve bu
alanda calisma yapacak arastirmacilara
aktarilabilmesi amaciyla isitsel ve gorsel
kayitlarin muhafaza edilerek bir arsiv
olusturulmasi onerilebilir.
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The Analysis of Peyk-i Safa Saz Semai in the Context of
Classical Kemence and Cello (Derya Tiirkan and Ugur Isik
Performances)

Extended Abstract

Musical notation system is the common method used in the Classical Turkish Music education and
training process of today. However, the works of Classical Turkish music are notated without
showing the elements of ornamentation and articulation. It cannot be ignored that the use of note
in music education facilitates the learning process. Contrary to this situation, most performance
elements of the musical work are shown on the note in Western music. However, an instrument
player who performs Classical Turkish music makes non-note ornamentations according to his/her
own tone and school and there occur small and big differences from time to time between the
notated work and the performance.

One of the most important auditory recordings that have survived to the present day and reflect
the style and tone of Classical Turkish Music are Tanburi Cemil Bey’s records. Since there was no
tradition of recording the performances of instrument performers in the past, we can have access
to the characteristics that reflect the performer’s tone thanks to the audio recordings of Tanburi
Cemil Bey. This situation is important in terms of the performance and tone characteristics of the
instrument players reaching the wider masses and transferring these characteristics from generation
to generation by recording. Indeed, it is known that there are many important performers who
were educated after Tanburi Cemil Bey and followed his school. Important performers such as
Niyazi Sayin, ihsan Ozgen, and Necdet Yasar stated that they were impressed and inspired by
Tanburi Cemil Bey. There have been many performers trained by these important names. These
performers continue their tone and style as well. Here, in fact, although the musical notation
system is used, it is seen that as a chain of mesk continues. There are many important classical
Turkish music performers today. One of the prominent recognized figures who reflect the classical
kemence style is Derya Tiirkan. Another musician is Ugur Isik. Isik is well recognized cello player in
Classical Turkish music.

In this research, it is aimed to present the non-note ornamentation and articulation elements of the
four hanes (sections) and teslim (recursive part at the end of each section) of the Peyk-i Safa saz
semaisi (instrumental music performed at the end of the fasil music) which are performed by Derya
Tilrkan and Ugur Isik together with three-stringed classical kemence and cello by notating them.
This research was limited to the audiovisual recordings of the three-stringed classical kemence and
cello performers of the four hane and teslim of Tiryaki Petraki’s Peyk-i Safa saz semai.

The documentary research method was used for this research. In this study, firstly, we accessed
to the visual and auditory recording of the Peyk-i Safa saz semaisi that was played by the
three-stringed classical kemence performer Derya Tiirkan and the cello performer Ugur Isik
from you tube. After accessing this auditory and visual recording, we obtained the notes of the
aforementioned saz semaisi through the website named “Nota Arsivleri” (Note Archives). The visual
and auditory recording on YouTube were notated by musical dictation in order to reveal the non-
note ornamentation and articulation elements of the three-stringed classical kemence and cello.
We use three staffs for understanding common and different aspects of the traditional notes of
the musical work and the notes obtained by dictation. There are the traditional notes of the work
in the first staff, non-note ornamentation and articulation elements in the performance of the
three-stringed classical kemence in the second staff, and non-note ornamentation and articulation
elements in the performance of the cello in the third staff.

When Derya Tiirkan’s classical kemence performance is considered, it is seen that the non-note
ornamentation and articulation elements which were employed in the work were used without
disrupting the mode and structural understanding of the work. Considering the whole work, it
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was concluded that Derya Turkan frequently used the “grace note” ornament element among the
non-note ornament elements during the classical kemence performance. In this context, it can be
thought that the element in question was used as a reflective element of classical kemence behavior.
Furthermore, it can be said that Staccato, which is mostly seen at the end of the meters, was used
both to prevent monotony and to give a strong structure to the sounds. Especially Glissando, used
between two sounds, added an effective and soft pattern to the mode. It can be thought that the
use of the “Yegah” pitch together with the main sound in the nature of dem (accompanying the
music) creates a polyphony inside the work and it does not seem another polyphonic element apart
from this in our analysis.

When the cello performance of Ugur Isik is analyzed, it is seen that the non-note ornament and
articulation elements in the work are used adhering to the original note of the work. It is understood
that the cello, which is used for both solo and accompaniment purposes in Classical Turkish Music,
has the role of accompaniment in the work subject to the research. It is known that the cello
meets the need for long sound and bass in Classical Turkish Music. While the bass character of the
instrument was used in the Peyk-i Safa saz semaisi, the treble sounds were also revealed. However,
it is seen that he did not use the non-note ornament and articulation elements that he used during
the performance as often as kemence and he preferred to adhere to the original note of the work.
It can be said that he used the “grace note” ornament element that was used in the work in melodic
structures almost similar to the kemence. However, although the grace notes were performed in
a similar way, it is seen that they were performed in accordance with the structure of the cello.
When examined from this point of view, it is understood that Ugur Isik’s cello performance was
performed in a way to highlight the unique, agile character of the classical kemence.

Considering the ways of performing the instrument work in the study of both performers, it is seen
that the cello performance usually has the nature of following the classical kemence performance.
It was concluded that both performers maintained the long sounds in the work and adapted the
“grace note” ornament, which is a common characteristic of the classical kemence, to the cello
instrument. In addition, it was concluded that both performers of classical kemence and cello
performed the gruppetto structure in harmony at the end of the meters.

Keywords
classical kemence, cello, derya tiirkan, ugur i1s1k, classical turkish music
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Abstract

In Turkish music, while the view regarding the non-inclusion of nonmetric musical structures
in notation has been prevalent until recently, it can be accepted that some progress has
been made in this regard nowadays. However, it cannot be said that the existing notation
methods can meet the needs even today. We believe that the most important reason for
this is that the emerging note cannot adequately reflect the performance of the resource
person. The lack of the metronome of the note and the failure to develop a strategy for
determining the unit time value can be shown as the main points that make us think that the
current notation is not enough to reflect the performance. Gazel in Turkish classical music,
qasida in religious music, and uzun hava in Turkish folk music and accordingly improvisation
or tagsim in folk music are nonmetric musical structures. In this paper, an example of the
applications performed to improve the notation of nonmetric structures was presented to
those concerned. As a performance of notation, the work entitled Sar Yazma, which was
randomly performed by Cekic Ali, was selected with nonmetric folk song samples in folk mu-
sic. These applications were made using the Sibelius 6 software. Furthermore, the current
notation of the same nonmetric folk song made by another researcher will be compared

with the notation made by us.

Keywords

uzun hava in Turkish folk music, gazel, qasida, nonmetric melodies, notation

Gazels in Turkish music, gasidas in religious
music, and uzun havas in folk music are
musical forms with a nonmetric structure.
It is also necessary to add improvisation
and guidance in folk music and tagsims
in Turkish classical music to them. Since
this study was performed with uzun havas,
other forms were excluded from the limits
of the study. A nonmetric folk song is a
form of music without a certain metric
walk, in other words, without a regular
rhythm (Senel, 1992) (Sarisozen, 1962,
s. 5); (Hossu, 1997, s. 12); (Ozbek, 1998,
s. 194); (Duygulu, 1995, s. 22); (Bartok,
1991, s. 221). Uzun havas in Turkish folk

VOL 7 NO 3(2020): WINTER  DOI 10.12975/PP2257-2265

music are more common in the Aegean,
Southern, Southeastern, Eastern, and
Central Anatolian regions compared to
other regions; however, they are also
available in various parts of the country.
According to Senel, brothers Seyfettin
and Sezai Asaf introduced and defined
the term “uzun hava” to the scientific
community for the first time. According to
Senel’s citation, it is stated that Mahmut
Ragip Gazimihal mentioned the concept
of dialect and that Ahmet Adnan Saygun,
Sadi Yaver Ataman, Muzaffer Sarisozen,
Nida Tiifekci, and Mehmet A. Ozbek made
repetitive definitions (Senel, 1992, pp.
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287-309).

Although the notation of uzun havas has
not reached a systematic instruction yet,
it is observed to have been notated by
many researchers/artists. We can list some
of the leading researchers such as Omer
San, Ahmet Turan San, Nurettin Camlidag,
Kubilay Dokmetas, Cihan Yurtcu (Yurtcu,
1996), Hamit Cine, Nurettin Demirbas,
Veysel Aydin, Altan Demirel, Muzaffer
Sarisozen, Melih Duygulu, Kurt Reinhard,
Yiicel Pasmakci, Siileyman Senel, Ugur
Kaya, Senel Onaldi, and Ali Can. Despite
the difficulty in including uzun havas in
notation due to their nonmetric structures,
these people have notated uzun havas and
made a significant contribution to the field.
The declamation of more than one word on
a note in a speaking way (Recitative), the
inclusion of a syllable in a note (Syllabic),
the ornament of a syllable with more than
one note persistently (Melismatic), and
the mixed use of them are the features of
uzun havas (Senel, 1992). Therefore, the
existing notation features were created
within this framework. The notes of uzun
havas are reflected in the performance
at the disposal of its performer. It appears
that a performer who wants to learn an
nonmetric folk song needs to resort to the
voice record of the resource person of the
nonmetric folk song that he/she wants to
learn. The note is not sufficient as it is.

The lack of knowledge of how fast the
note will be read due to not providing any
metronome, the fact that the notation
forms of the rhythm make it challenging
to read since they may be considered as
a notation error, and they do not overlap
with the performance of the resource
person, and the non-overlapping of those
with an indicated metronome with the
performance are regarded to be the main
problems encountered in the existing
notations. The most critical problem in the
notation of uzun havas is the question of
what the unit note value will be. Therefore,

it is essential to determine the unit note
value on the works studied in nonmetric
structures by the metronome test.

Although uzun havas may seem like a
nonmetric structure, they have vibrational
movements and frequencies with a
frequency of repetition at certain seconds
in the linear time space. The determination
of vibration frequencies may be visible
in the linear time space by the spectrum
analysis based on Fourier transform, which
also indicates that nonmetric structures
have periodic movements based on the
performance principles in the linear time
space. With Fourier analysis, a function
in the linear time space can be analyzed
by reducing it to frequency elements.
Therefore, the time period in which the
frequency or frequency components appear
can be determined.

Method

The questions of the study consist of
questions such as what the problems
experienced in the notation of uzun havas
are, how to create a system that can be
easily applied and gives the most accurate
result to solve those problems, what
the unit value will be, how to minimize
the difference between notation and
performance, and how to measure this
difference. The problems of the study
were revealed by the descriptive literature
review, various software packages were
examined for a feasible solution, Sibelius
6.0 notation software was preferred,
and hypotheses were prepared on how
to apply this program to uzun havas.
Afterward, based on the resulting data,
the difference that emerged as a result of
the synchronous execution of performance
and note was also measured with the
same program. The synchronous execution
of performance and note refers to the
metronome test. Moreover, time markers
were added. Accordingly, confirmation
of the overlap of the performance time
markers with the note or the overlap of
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the note with performance time markers
would be provided. For example, we
aimed to obtain the overlap confirmation
of the performance of Cekic Ali in the
same second with the note written at
00:00:04:22. The limits of the study were
the nonmetric folk song (uzun hava) San
Yazma taken from Cekic Ali. We selected
this work from among the works that had
been noted before us (Appendix 1), and
we also notated it using our own method
(Appendix 2) and compared them to see
the difference. The name of the person
who notated the work we compared (it will
be mentioned as the compared note) was
not given due to ethical reasons. In terms
of the historical method, the reality of
the work used in the study was considered
correct since it was transferred from the
resource person.

Tools and Materials

The tools and materials used in the study
were a computer, Sibelius 6 notation
program, and the recording of the work
to be notated that was converted into an
“audio” or “mp4” format.

Procedure

After the Sibelius 6 program opens, a
new notation page should be created on
the window that appears. Afterward, the
equipment and metronome are set to 100.
On the tools bar, the file extension is made
“All files” on the window “Play > Video and
Time > Add Video,” the “audio” or “mp4”
format of the work that we would notate is

Soysal, F. & Yiiriimez, E.

selected, and the “Open” button is pressed.
The letter “M” should be pressed so that
the tone of the work and the tone of the
notation program would match, the sign
“(Show interface)” o next to the first “GM
- MODULE” panel should be clicked from
the window that appears, and the tone
should be matched using the “Transpose”
and “Fine Tune” options on the window
that appears, which will make audition and
notation easier. In order to follow the time,
the “Play > Video and Time > Timecode and
Duration” instructions should be followed
from the toolbar, the “Above every
bar” option should be selected from the
“Timecode” section on the left side of the
window, and on the right hand, the time
unit should be selected per meter, and the
“OK” button should be clicked.

Results and analysis

The procedure was prepared in the
notation program, and the metronome test
was performed for real-time compliance
with the performance. The appropriate
metronome expense for this work was
found to be 97 (Note 1).

Metronome speeds other than 97 were
tested and found to be incompatible with
the real performance. A line from the note
sample compared in note 2 is given for
the metronome test. When the real-time
performance was carried out together with
the sample note compared, it was observed
that the note expense and performance
or the performance and the note did not

SARI YAZMA YAKISMAZ MI GUZELE

Kaynak Kisi : Ceki¢ Ali
Yore : Kirgehir

00:00:00:00

00:00:02:11

Notaya Alan: Erkan YURUMEZ

00:00:04:22

Note 1: The first line for 97 Metronome confirmation.
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Yoresi:Kirgehir
Kil_\"l.lzll\‘ Kist:Cekig ALI SAR[ YAZMA
0 ) -

A — -

Sa n yaz ma ya Ki§

maz m1 gi ze_ le

Note 2: The sample note compared.

overlap.

The notation made by us (presented in the
appendix) fully met the metronome test.
When the note and the real performance
were played synchronously, it was observed
that there was an overlap in the time
markers written on the top of the notation
and running parallel to the note. Therefore,
the closest note to the real performance
was obtained with this notation technique.

Conclusion

The conclusions achieved in
examination are presented below.
The following was concluded:

. the first thing that should be done
in the notation of nonmetric structures is
the metronome test,

. the closest notation to real-
time performance can be obtained by
determining how fast the work will be
read,

. notation according to Syllabic,
Recitative, or Melismatic structures leads
to notation errors,

o therefore, the notation should be
preferred to provide the ease of reading
the notes,

. the note should overlap with the
time markers in the performance of the
resource person,

. for example, depending on which
motives are present in the 35th second in
performance, the same motive should be
present in the 35th second of the note.

the

The uzun hava notation method presented
to the reader here is desired to be a practice
that everyone can contribute to developing

it further. We hope that it will be discussed
in doctorate and postgraduate studies and
that it will be further developed for both
notation and articulation, tone and dialect
features. We recommend this method to
both experts and students for the notation
of nonmetric melodies such as uzun hava,
gasida, and gazel.
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Nonmetrik yapilarin notasyonu

Ozet

Tirk miziginde nonmetrik miizikal yapilarin yakin zamana kadar notaya alinamayacagi gorisii
hakim iken giiniimiizde bu konuda biraz yol alindig1 kabul edilebilir. Ancak mevcut notasyon
yontemlerinin ihtiyaclar karsilayabildigini bugiin dahi sGyleyemeyiz. Bunun en onemli nedeni
ortaya ¢ikan notanmin kaynak kisi icrasini yeteri kadar yansitamamasi oldugu kanaatindeyiz.
Mevcut notasyonun icrayi yansitmada yeterli olmadigini bize disiindiiren noktalar baslica notanin
metronomunun olmamasi, birim zaman degerini tespit etmede bir strateji gelistirilememesi olarak
gosterilebilir. Sanat miiziginde gazel, dini musikide kaside, halk musikisinde ise uzun havalar ve
bunlara bagli acis veya taksimler nonmetrik miizikal yapilardir. Bu makalede nonmetrik yapilarin
notasyonunu iyilestirmek icin yapilan uygulamalardan bir ornek meraklilarina sunulmaktadir.
Notasyon uygulamasi halk miiziginde uzun hava orneklemi ile gelisigiizel Cekic Ali’nin okudugu Sar
Yazma isimli eseri secilmistir. Bu uygulamalar Sibelius 6 yazilim programi kullanilarak yapilmistir.
Ayrnica ayn1 uzun havanin baskasi tarafindan yapilmis mevcut notasini ile tarafimizdan yapilan
notasyon karsilastirilacaktir.

Anahtar kelimeler
uzun hava, gazel, kaside, nonmetrik melodiler, notasyon, serbest ritimli ezgiler
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Appendix 1
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Sevda kigesine biraktim postu,

Muhabbet kadimdir de unutmam dostu,
Ak ellerine de olayvim testi,
Al da heni dagdan daga gal glizel.
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Ozet

Musiqili sehne eserleri sirasinda 6ziinemexsus movgeye sahib olan operetta ve musiqili ko-
mediya janri Azerbaycan bestekarlarinin yaradiciliginda da xiisusi yer tutur. Bu janrin forma-
lasma ve tekamiil yollarinin arasdirilmasi musigisiinasliq elmi G¢tin muhim ehemiyyet kesb
edir. Bu jannin tesekkuli XX esrin muxtelif onilliklerinde fergli seviyyede reallasmagla ya-
nasi, onun inkisafina ayri-ayr bestekarlarin da xususi tesiri olmusdur. Operetta janriini esas
gayesi qoyulan problemi mehz yumor vasitesile hell etmek, hadiselerin gozlenilmez axarini,
gehremanlarin bas verenlere qgeyri-adi miinasibetini gostermekdir. Bestekar Rauf Haciyev
0z yaradiciiginda operetta ve musiqili komediya janrina miiraciet etmisdir. Onun bu janrda
yaratdig1 eserler neinki Azerbaycan, biitiin kecmis sovet mekaninda populyarliq gazanmis,
tamasag regbetine sahib olmusdur. R.Haciyevin operetta ve musiqili komediya janrinin in-
kisafinda gosterdiyi xidmetler evezsizdir. Onun operettalarinda hem maovzu dairesi, hem de
musiqi dramaturgiyasi yeni axtanlslarla zengindir. Estrada ve caz musiqgisinin imkanlarinda
genis istifade eden bestekar parlaq musigi tablolar1 yaratmaga miyesser olmusdur.

Anahtar kelimeler

operet, miizikal komedi, sahne, imge, libretto, rauf haciyev

“Sehnede dram gosterilirse, hem de
tamasaci onun musiqili hisselerini gozi
ile deyil, qulagi ile esidirse, biitiin sehne
emosiyasi, istirak eden aktyorlarnn lirik
ehval-ruhiyyesi, onlarin dahili aleminin
musiqginin ecazkar dili ile ifade olunursa,
butun bunlar tamasacginin eqline ve gelbine
o geder nufuz edir ki, bele bir tamasadan
ibret gorirmemek Ucln gerek gozlerin
kor ve qulaglarin kar olsun!” (Rehimli,
2013, 286). Dahi Uzeyir beyin bu fikirlerini
R.Haciyevin musiqili sehne eserlerine samil
etmek olar. Bestekar Rauf Haciyevin bu
janrda yaratdigi eserler neinki Azerbaycan,
butun kecmis sovet mekaninda populyarliq
gazanmis, tamasacl regbetine sahib
olmusdur. Yaradiciiginin ilkin dovriinden
VOL 7 NO 3 (2020): WINTER ~ DOI 10.12975/PP2266-2273

musiqili komediya janrina miraciet eden
R.Haciyevin ilk eseri “Telebelerin keleyi”
1940-c1 ile, muellifin telebelik illerine
tesaduf edir. Eser ingilis dramaturqu
Brandon Tomasin “Carleyin halas1” fars-
vodevili esasinda yazilmisdi. Eser bestekarin
ilk gelem sinag idi ve R.Haciyev bir de bu
janra 1960-ciilde gayidir. Onun operettalan
icerisinde en parlaq hesab olunan “Romeo
menim qonsumdur” eserinin ilk premyerasi
Bakida “Qonsular” adi ile bas tutmusdu.
Az sonra eser Moskva tamasacilarinin
da boyik regbetini gazanmisdi. Onun
populyarligi ve sevilmesi neticesinde
kecmis Sovet respublikalarinin bir coh
seherlerinde gosterilmis, 1964-cu ilde ise
eserin ekranlasdirilmasi onu genis tamasaci
SUBMITTED: NOV 30,2019 PUBLISHED: DEC 30, 2019
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kitlesine bir daha sevdirmisdi. “R.Haciyev
7 operetta yazmisdir. Teqdirelayiqdir
ki, onlardan besi mehz Moskva Dovlet
Operetta Teatrinin sehnesinde tamasaya
goyulmusdur” (Zohrabov, 2000, 37).

Eserde leytmovzu seviyyesine
“Sevgilim” mahmst sonralar
sekilde 0z konsert heyatim
miigennilerin repertuarinda davam
etdirmisdir. Qeyd edek ki, bu musiqi
S.Qurbanovun “Sensiz” tamasasinda da
istifade edilmisdi. “R.Haciyevin “Sensiz
mahnis1  rejissorun  ideyasina  tabe
edildi.Tamasa  (S.Qurbanov  “Sensiz”,
mus.R.Haciyev) her sey tamasanin esas
ideyas1 ile yanasi, pyesin umumi poetik
qurulusunu ifade eden ciddi vehdetde
qurulmusdu...R.Haciyevin musiqisi 6ziinde

galdinilan
miuisteqil
gorkemli

musbet enerjinin dasiyicist  kimi c¢ihis
edirdi”(Kerimova N. 1965). Operettanin
sujetinde  cemiyyetin en  mihtelif

tebegelerinden olan, yasli ve cavan, ferqli
dunyagorusune, dusitince terzine malik
insanlarin bir arada toplanmasi ve her bir
obrazin parlag musiqi seciyyesini yaradan
nomrelerle teqdim olunmasi R.Haciyevin
operettasina verilen yuksek giymete bariz
sebeblerden biridir. Azerbaycan musiqili
teatr sehnesinde verilen musiqili komediya
ve operettalarin  Uslub enenelerinden
uzaqglasan bestekar yeni terzde, muasir
musiqi ifade vasitelerinden vyararlanmis
ve tamasacinin zovquni ohsayan eser
yaratmaga nail olmusdur.

Eserin ilk teqdimatindan baslayaraq
R.Haciyevin bu janrda hisusi istedada
sahib oldugu metbuat sehifelerinde de
geyd olunmusdu. Operettada lirik baslangic
ustunluk teskil edir. Eserde semimi dostluq,
saf mehebbet hissleri terennim olunur.
3 perdeli operettada gehremanlarin
teqdimat1 ilk perdede aparilir. Bu perde
eserin en parlag hissesi hesab oluna
biler. Burada yer alan tematik plan finala
geder sahlamlir. Musiqi dramaturgiysinin
ugurlu teskili, obraz-ideya tecessiimiiniin,
hadiselerin dinamik aharinin tesvirinde

Garadagli, H.

aparici  rol oynamasi eseri operetta
meyarlarina  yahinlasdirmisdir. Lakin
bununla bele operettada merkezi yerde
mahni janri durur. Oz vyaradiciiginda
bu janra hususi yer ayirmis R.Haciyevin
misilsiz istedadi, zerif melodist ustalig
onun musiqili komediyalarinda da lize ¢ihir.
Eserde hisusi yer tutan “Sevgilim” mahnisi
lirik baslangicin bariz tecessiimiidiir. Bu
mahn1 operetta yazilmadan once movcud
idi. Onun esere dahil edilmesiile operettada
lirik nomrelerin mévzu bagliigr yaranmis,
yeni epizodlar bestelenmisdi. Mahninin
kuplet formasim bestekar orkestr girisinde
3 hisseli kompozisiyaya cevirir. Mahninin
melodiyas1 butlin eserin leytmovzusuna
cevrilir  Alik ve Nonanin mehebbet
simvoluna cevrilen movzu gehremanlan
harakterize eden bitin nomrelerde yer
alir ve aparici movge dasiyir. Qeyd edek
ki, bestekar onlarin obrazin1 musterek
intonasiya menbeyine malik nomrelerle
harakterize dir. Bununla da sevgililerin eyni
hislere ve dusunce terzine sahib olduglarini
gostermeye calisir.

Eserde yer alan lirik hettin diger cutluyu
Semed ve Suradir. Onlan harakterize eden
nomreler daha oynaq, ritmik cehetden
inkisafli, siltag harakterlidir.  Lakin
yumorla zengin harakteristikalara sahib
gehremanlar Stella ve Kolumb cutluyudur.
Onlan seciyyelendiren nomreler daha coh
kuplet ve regslerdir. Birinci perdede yer
alan kvartetde bu gehremanlarin teqdimati
daha coh acilir. Kvartet eserde dramaturji
ehemiyyete malikdir. Stellan1 tecessim
eden nomrelerde bestekar muasir regslerin
ritm-intonasiya cehetlerinden istifade edir.
Eserin ilk premyeradan baslanan boyuk
uguru kecmis sovet mekani ile yanasi
Bolgariya ve Polsada da davam etmisdi.
“Romeo menim qonsumdur” operettasi
ugurlu sehne heyat1 yasamisdir. O, 70-
ci illerde sovet teatrlarinin sehnesinde
artan populyarlig ve ugurla oynanilmis,
yubiley tedbirlerinde gosterilmis, radio
dalgalarinda defelerle seslendirilmisdi”
(Mirzeyeva, 1983, 57).
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Hele evvelki operettanin yaratdigr ugurlu
teessuratlar bitmemis, 1963-cu ilde
bestekar Moskva teatrinin sehnesine yeni
eserini teqdim edir. “Kuba mehebbetim
menim” operettast Kuba halqinin azadliq
ingilabinin 5illik yubileyine hesr olunmusdu.
Kuba halginin 6z azadligim gazanmagq
yolunda gosterdiyi slicaet sovet mekaninda
da boyik regbetle qarsilanmisdi. Bu
hadiselerden tesirlenen bestekar ingilabin
5 illik yubileyi serefine 0z operettasini
teqdim etmisdi. “Muasir dovrin butin
rengarengliyi - tezadlari, insanperverliyi ile
R.Haciyevin eserlerinde 0z eksini tapmis,
dogma yurdun menzeresini, tebietini,
heyirhah insanlarin1 vesf eden musiqisi
ise Azerbaycanin simvoluna cevrilmisdir”
(Hacibeyli, 1985, 116).

Operettanin sujeti Kuba halginin azadliq
mubarizesine hesr olunmusdu. Operetta
janrimin  harakterine uygun  olmayan
bu movzu mduellifler garsisinda bir sira
cetinlikler qoysa da, ciddi ve komik,
yumor ve satira, lirik ve sert tereflerin
garsilasdirilmas1 6zini dogrulda bilmisdi.
Belelikle de, Azerbaycan musiqili komediya
ve operettasinin tarihine janrin gehremani-
patriotik novudahil oldu. Bu eserde bestekar
daha coh opera janrinin teleblerine cavab
veren nomreler bestelemis, simfonik
tefekkur Ustunlik teskil etmisdir. 3 perdeli
operettada leytmotiv prinsipinin daha
gliclu tetbigi misahide olunur. Leytmotivler
butiin musiqgi dramaturgiyasinin esasini
teskil edir.

Eserin lirik hettini Raul ve Deliyanin
mehebbet munasibetleri teskil edir. Onlarin
obrazi daha coh duetler vasitesile acilir.
Lakin eserin esas gehremani Kuba halqi
oldugu liciin ansambl ve hor nomreleri daha
coh ustiinluk teskil edir. Meselen, | perdede
operetta jann uclin o geder de harakterik
olmayan horla kvartet halqin giiclu iradesini
ve metinliyini nimayis etdirir.

Operettada hadiseler suretle inkisaf
edir. Meselen, teqib sehnesini (Nota 1)

gostermek olar. Bu sehnede hadiseler
simfonik epizodla tecessim etdirilir. Onun
esasini da “Karib denizi ohuyur” mahnisinin
leytmovzulan teskil edir.

Bebirlinin qonaglar garsilama sehnesinde,
daha sonra ise Arifle Bubanin sehnesinde
verilir. Obrazlari harakterize eden
leytmovzulardan basqa, operettada yagisin
leytmovzusu yer almisdir ki, hadiselerin
inkisafinda hereketverici rol oynayir. Cuinki
mehz yagis en gozel gorislerin ve hosbeht
sonlugun yaranmasina sebebkardir. Yagisin
movzusu vokal-horeografik uslubda
yazilmisdir. Onun ilk kecidi Arifle Lalenin
gorusunde, novbeti kecidi ise hosbeht
sonlugu ifade eden final sehnesinde bas
verir. Yagisin mahnisi ve balet sehnesi
vahid movzu esasina malikdir. Butun nomre
boyu bestekar iti sinkopali ritmik qurulusu
sahlayir ki, bu da hem mahninin, hem de
regsin esasini teskil edir. “Yagisin mahnis1”
yungul, yadda galan melodiyaya malikdir,
kuplet formasinda yazilmisdir, her kupleti
bir solist ifa edir. Harmonik dili oldugca

maraqlidir,  septakkordlarin  ardicillig
hromatik hereketle misahide olunsa da,
sabit diatonika cercivesinden kenara
cthmir.

Partituranin esasini gehremanlarin
mahnivari harakteristikasini  yaradan

nomreler teskil edir. Bu nomreler mahni,
kuplet ve duetlerle seciyyelenir. Genc
gehremanlarin harakterinin esasini
teskil eden lirik baslangic miihtelif
his ve emosiyalarnn eks etdiren poetik
mahnilarda duyulur. Arifin obraz1 iki
mahn1 ile harakterize olunur: onlardan
biri gemgin, biri ise sendir. Sen mahni
yagisin mahnisinin mentiqi davami kimi
verilmisdir, gorusden yaranan sevinc hisleri
ile zengindir, estrada Uslubundadir. Arifin
ikinci mahnis1 sevgilisinin itmesi ile bagh
dogan kederli emosiyalarla zengindir.
Mahnida eks olunan mihtelif keder ve gem
hisleri tebiet menzereleri ile qarsilasdinlir.
Melodiya genis nefesli, ince intonasiyalarla
seciyyevidir. Lalenin de obrazi lirik
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Nota 1:Karib denizi oxuyur.

harakterli melodiyalarla acilir. Onun da
obrazi iki istiqametde, sen ve kederli
emosiyalarla harakterize olunur. Lirik
hettin kulminasiyas1 ise iki gehremanin
duetinde bas verir.

Musigqili komediyada daha bir clitliik Natavan
ve Bubadir. Onlarin obraz1 birincilerden

ferglenir. Bu cutluk daha hereketli ve bir
geder de komik cizgilerle harakterize
olunur. Onlarin teqdimati duetlerinde
verilmisdir. Duet iki kontrastli bolmeden
ibaretdir.  Onlardan birincisi  Bubanin
partiyasidir. Bubanin melodiyas1 nisbeten
deqiq bolgulu, israrli intonasiyalardan teskil
olunmusdur. Natavanin ikinci kupletde yer
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Nota 2:Pacan reksi.
alan partiyas1 ise daha sakit ve lirikdir, danilmazdir. Onlardan birincisi olan
vals ritmindedir. Onlarin ferqli obrazi daha giris eserin Umumi ehval-ruhiyyesini

sonra da eyni prinsiple harakterize olunur.
Buba daha ¢coh komik kupletlerle, Natavan
ise lirik mahnilarla terenniim olunur.

Bebirlinin obrazini harakterize eden musiqi
daha coh milli koklerle baglidir. Onun
partiyast blitiin eser boyu bu harakteri
sahlasa da, her cihisda hadiselerden asili
olaraq yeni boyalar alir. Bebirlinin mahnisi
operettada iki ciir, vokal ve instrumental
sekilde seslenir. Komik baslangic hemcinin
Bibi hanimin partiyasinda tze c¢ihir. Onun
mahnis1 da harakteri etibarile halq musiqi
janrlarina yahindir. Operettada vokal-
instrumental nomrelerle yanasi simfonik
epizodlar da yer almisdir. Onlarin sayi
coh olmasa da dramaturji ehemiyyeti

oziinde canlandirir. Qonagin garsilanmasi
sehnesinde simfonik epizod mars janrinda
yazilmisdir. Eserde balet sehneleri de yer
almisdir. Onlardan biri yagisin movzusu
iizerinde qurulmusdur. ikinci balet sehnesi
Cavansirovun arzulan ile bagli sehnede
yer almisdir. Uciincii balet sehnesi ise
“Bebirlinin yuhusu” ile teqdim olunur. Bu
sehne bir nece nomreden ibaret siiita ile
terennim olunur. «R.Haciyevin semimi,
heyatsever sen operettasti 0z zengin
musiqisi ve muasirliyi ile daim rejissorlarin
digget merkezinde olmusdur.  Onun
Ozunemehsus partiturast eseri mihtelif
rakurslarda seciyyelendirmeye imkan verir.
Operetta hem musiqili teatr eneneleri
esasinda, hem de qala konsert formasinda
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Nota 3:Yagish.

0z tecessimini tapmisdir» (Eliyeva, 2000,
117).

Bestekarin “Yolayric1” operettast 1981-
ci ilde boyik wugurla qgarsilanmisdi.
Eserin  movzusunu HH esrin evvelinde
bas veren ingilabi hadiseler teskil edir.
Lakin bu movzu oziinemehsus sekilde
acilmisdir. Eserde bu hadiseleri tesevvir
eden sehneler olmasa da, dramaturji
planda dolayisi ile mihim rol oynayir.
Operettada esas diqget bu hadiselerin
yukind 0z ciyninde cekmeye mecbur olan
sade insanlar uzerinde dayanir. Musiqi
formalarinin rengarengliyi kompozisiyaya
monumentlliq getirmisdir. Bu ilk nomrede
Ozunl gosterir. Enenevi Uvertiira evezine
burada kontrast obrazlarin cemlesdiyi
ses simvollarinin polifoniyasidir. Burada
mollanin azan, fabrik zenglerinin ugultusu,
sarmansikin mahnis1 bir-birine garismisdir.
Bu musigi nomresi hemin dovrun ingilabi

Bakisinin parlaq simasidir. Seherin obrazi
hem de bazar sehnesinde acilir. Bu bazarin
yolayricinda esas qehremanlar yasayir.
Tipik meiset sehnesinde obrazlarin ilk
teqdimati verilmisdir. Bestekar burada halq
mahni janrlarindan genis istifade etmisdir.
Bu sehne hem de eserin esas dramaturji
hettinin baslangic1 ile seciyyevidir. Bazar
sehnesinde hem inqilabi patriotik hetti
terennim eden Ehmedin mahnisi, hem
de lirik hetti aparan Zimrid ve Qudretin
mahnis1 teqdim olunur. Eserde qrotesk
hetti aparan Hesen, Braun, Solomon kimi
obrazlarin tecessimi isiqli, sen ve parlaq
harakterli enenevi operetta kankani ile
heyata kecirilir.

Sonug
Belelikle, R.Haciyevin operetta
yaradiciigina nezer salarag soyleye

bilerik ki, bestekar musiginin en muhtelif
janrlarina miraciet etse de, bu janr onun
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Ucun hususi ehemiyyet kesb etmisdir.
R.Haciyevin musiqili komediyalarn neinki
olkede, kecmis Sovet mekaninda boyuk
bir hadiseye cevrilerek tamasacilarin
boyiik regbetini gazanmaga nail olmusdur.
Umumilikde bestekarin 7 operettasinda
besi mehz Moskva Teatrinin sehnesinde
oynanilmis ve boyiik ugur gazanmisdir.
Estrada ve caz musiqgisinin imkanlarindan
genis istifade eden bestekar parlaq musiqi
tablolar1 yaratmaga miyesser olmusdur.
R.Haciyevin  musiqili  komediyalarinda
ilk novbede diqgeti celb eden megam
burada musiginin ©on planda c¢ihis
etmesidir. Buna sebeb bestekarin yiiksek
professional yaradici Uslubunu, unudulmaz
melodiyalar ustast olmasin1 gostermek
olar. “R.Haciyevin esrarengiz musiqisi
hec kimi bigane qoymurdu. Onun gozel
mahnilarn seslendiyi andan populyarliq
elde edirdi. Eger R.Haciyev yalnmz mahni
janrina muraciet etmis olsaydi bele, onun
“Sevgilim,”, “Azerbaycan”  mahnilan
bestekarin adinin tarihe yazilmasi uciin
kifayet ederdi”.

Diger terefden, R.Haciyevin yaradiciiginda
simfonik tefekkiirin movqgeyini de qeyd
etmek lazimdir ki, bu o0zuni musiqili
komediyalarda yer alan hisusi simfonik
nomrelerin yer almasi ile biruze vermisdir.
Bu bahimdan “Senin birce tebessumun”
operettasindan “Yagis” nomresi
parlag misaldir. R.Haciyevin musiqili
komediyalarina has olan daha bir cehet ise
burada cohcehetli ve rengareng obrazlar
aleminin terennimii ile baglidir. Onun
gehremanlart yalmz musbet ve ya menfi
cehetlerle seciyyelenen besit obrazlardan
ferglenir. Burada miusahide etdiyimiz her
obraz heyatin mihtelif hadiselerinde
0z harakterinin ve menevi dinyasinin
muhtelif tereflerini numayis etdirmeye
gadirdir. R.Haciyevin operetta ve musiqili
komediya janrimin inkisafinda gosterdiyi
hidmetler evezsizdir. Onun operettalarinda
hem movzu dairesi, hem de musiqi
dramaturgiyas1 yeni ahtanlslarla zengindir.

Kaynaklar

1. Eliyeva N. Zirveleri feth etmis
istedad./ “Musiqgi diinyas1” jurnali, 2/2000,
116-118 s.

2. Hacibeyli U.E. Opera ve dramin
terbiyevi ehemiyyeti haqqinda. / Secilmis
eserleri. B.: Yazici, 1985, 653 s. http://
uzeyir.musigi-dunya.az/az/article2.html

3. Mirzeyeva E.A. Rauf Haciyev. B.:
Isig, 1983, s.158.

4. Rehimli I.E. Azerbaycan Dévlet
Musiqili Teatri. B:Aspoligraf, 2013, 5.496.

5. Zohrabov R.F. Rauf Haciyev-80
Onun musigisi hemiseyasardir./ “Musiqi
diinyas1” jurnali, 3-4/2000, s.36-39.

1965-70-ci iller
teatr tarihinden./

6. Kerimova N.
Azerbaycan musiqili
“Harmony” 4/2005
http://harmony.musigi-dunya.az/RUS/
archivereader.asp?s=5264&thtid=250

7. Mamedov-Pasabeyli F.V. /
https://az.sputniknews.ru/
columnists/20170515/410274194/rauf-
gadzhiev-kompozitor-jubilej.html

2272



RAST MUZIKOLOJI DERGISI 2019, 7(3) Garadagli, H.

The features of musical language in the operettas
(or musical comedies) of the composer Rauf Gadjiev

Extended Abstract

The operetta and the genre of musical comedy take a special place in the works of Azerbaijani
composers. The investigation of the establishment and development of this genre is of great
importance for the science of musicology. The creation of this genre took place in different decades
of the twentieth century and also had a special impact on the work of other composers. The main
task of the genre of operetta is to solve a problem with the help of humor, to show an unexpected
flow of events and an unusual attitude of the characters to what is happening. Rauf Gadjiev used the
genre of operetta and musical comedy in his works. His works in the genre have gained popularity
not only in Azerbaijan but also in post-Soviet countries. The first work of R. Gadjiev, dedicated to
the genre of musical comedy from the first days of his career, “Pranks of Students,” dates back to
1940, which corresponds to the student years of the composer. The work was written based on the
work of the English playwright Brandon Thomas “Aunt Charley.” The work was the first test of the
composer, and R. Gadjiev returned to this genre in 1960. One of his bright operettas is “Romeo is My
Neighbor,” the premiere of which took place in Baku under the name “Neighbors.” Soon after this,
the work also received great sympathy among the Moscow public. The song “My Lover” (“Sevgilim”),
passing as a leitmotif, subsequently continued its independent concert life in the repertoire of
outstanding singers. The combination of people from different strata of society, old and young, with
different worldviews and ways of thinking, and the depiction of the characters by brilliant music of
each image are among the reasons for the high appreciation of the operetta of R. Gadjiev. Far from
musical comedies and operetta styles on the stage of the Azerbaijan Musical Theater, the composer
managed to create a new style that used modern musical expressions and delighted the audience.
In 1963, the composer presented his new work to the Moscow Theater. The operetta “Cuba, My Love”
was dedicated to the 5th anniversary of the Cuban Revolution. The courage exhibited by the Cuban
people in achieving their freedom was met with great enthusiasm in Soviet countries, and the plot of
the operetta was dedicated to the struggle of the Cuban people for freedom. This theme, which does
not correspond to the operetta genre, posed a number of problems in front of the composer, but he
was able to justify himself by comparing serious and comic, humorous and satirical, lyrical characters.
In 1969, the composer presented the work “Don’t Hide Your Smile,” and in 1971 the operetta “The
Fourth Vertebra” in a new style. “Don’t Hide Your Smile” was more of a vaudeville character.
Its main feature is the bright national atmosphere. The operetta of the composer “Crossroads”
was met with great enthusiasm in 1981. The theme of this work is the revolutionary events of
the early twentieth century. However, this theme was presented in a unique way. Although there
are no scenes representing these events in the work, they indirectly play an important role.
The primary attention in the operetta is paid to ordinary people, who must bear the burden of
these events. This is shown in the first act. The overture of the operetta is somewhat different
from the traditional one: the polyphony of sound symbols, which combine contrasting images,
prevails here, the call for prayer “Ezan,” the factory bell, and a charming song are mixed. This
musical number represents the bright face of revolutionary Baku of that time. The image of the
city also opens in the market. The main characters live in the middle of this market. A typical
home scene presents the first presentation of images. The composer used a wide range of folk
song genres. This scene is also typical for the beginning of the main dramatic line of the work.
Atotal of 7 operettas of the composer, 5 of which were staged on the stage of the Moscow Theater, were
successful. The contribution of the composer to the development of the genre of operetta and musical
comedy is priceless. In his operettas, literary and musical dramaturgy is enriched with new studies.
The composer managed to create brilliant musical masterpieces by widely using a variety of pop
and jazz music.

Keywords
operetta, musical comedy, stage, image, libretto
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Farkli boyutlariyla edebiyat-musiki

iliskileri eski tiirk edebiyati calismalar1 XIV
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Gazel, kaside, mesnevi, mecmua, yeni
yonelimler, metin nesri gibi Eski Turk
Edebiyati’nmin pek cok konu ve problemine
odaklanan calismalariyla dikkati ceken
ekip, yakin zamanda Eski Tiirk Edebiyati
Calismalan serisinin on dorduncu kitabiyla
okuyucunun karsisina ciktl. “Divan’dan
nagmeler: farkli boyutlariyla edebiyat-
msiki iliskileri” adin tasiyan eserdeki her
yazi, kitabin ismini dogrular niteliktedir.
ilk sayfasindan itibaren  okuyucuyu
yakalayan ve “farkli” bakis acilaryla
yapilmis arastirmalar, “edebiyat-musiki”
iliskisine degisik boyutlarda bakabilmeyi
saglamaktadir. Ayn disiplinlerden
arastirmacilarin  bir araya gelmesi de
calismay1 giiclendirmistir. Hem mdsiki hem
de edebiyat arastirmacilarina yol gosteren
eser, disiplinler aras1 calismalarin geregine
ve onemine bir defa daha isaret etmektedir.
Eserin, Misiki ile SO0z Arasinda basligim
tastyan giris yazisinda icerigin genel bir
dokumu yapilmistir. Calismada goze carpan
ve arastirmacilara yarar saglayacak bazi
onemli noktalar da bulunmaktadir. Bunlarin
okuyucuyla paylasilmasi faydali olacaktir.

Ersu Pekin’in Miizik Siirden Bagimsizlasacak
m1? adli yazisinda siir ve miuzik iliskisi
“Osmanli siir-miizik gelenegi baglaminda”
degil, modernlesme siireciyle birlikte ele
alinmaktadir. Antik caglardan bu yana
siirin miizikle aynmi paralelde ilerledigi,
hatta giindelik hayatin bir parcasi oldugu
acikca gorulebilmektedir. Siiri muzikle
okumanin asik siirinde de varligina isaret
eden vyazar, siirin “yazilan degil okunan”
oldugunun durum {izerindeki etkisini
de vyeri geldiginde hatirlatmaktadir.

VOL 7 NO 3 (2020): WINTER ~ DOI 10.12975/PP2274-227
2

9
2

Arastirma, siir-muzik iliskisinin gecmisten
bugiine genel bir gorinimuni sunmaktadir.
XVII. ylizyilda iki unsurun birbirine baglilig
henliz devam ederken, XIX. yuzyilda
siirin muzikten kopmaya ve uzaklasmaya
basladig1 soylenmektedir. Ozellikle yiiksek
kilturdekilerin “yeni soyleyis bicimleri”
olusturdugu belirtilerek, mizigi siirin
“zorunlu” olcu dayatmasindan kurtaran
Meragali Abdiilkadir’e atfedilen kamlar
buna ornek gosterilmektedir. XX. ylzyilda

ise mizigin, yeni arayslarla kendi
olanaklarin kullanmaya basladig1 ifade
edilmistir.

Pekin, miizigin siire yakinligin1 ezgi, 6lci ve
soyleyis licgeniyle aciklamistir. Bu 6zelligin,
Yunan siirinden Arap siirine hemen her
dilde ve kiiltlirde var oldugunu, en bastan
beri siirin ezgiyle okundugunu belirtmistir.
Asik  Celebi tezkiresinde karsilasilan
Aristotales’in “siirde vezin ve kafiyeye
gerek yoktur”' seklindeki dislincesi ise
farkli bir fikir olarak yazarin karsisina
cikmistir. Pekin de, Aristo’nun Poetica’sim
tekrar gozden gecirerek Aristoteles’in
aslinda siirdeki olciniin ritmin bir tiru
oldugunu ileri siirdiigiini? ifade etmistir.

Miizigin, siirden kopma ve uzaklasma
seriveni anlatilirken baz1 kelime ve
deyimler ise dikkati cekmektedir. Daha
yazinin  baslangicinda yer alan  “Siir
mizikten bagimsiz mi? Ya da siir miizikten
bagimsizlasti mi-pacasim  kurtardi mi?”
cumlesinde yer alan “pacasini kurtarmak”
deyiminin yazarin Uslup ozelligi olsa da
siir icin kullamlmasi ne kadar dogrudur?
“Giristigi, ama sonradan pisman oldugu giic
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durumdan kendini styirmak”? anlamindaki
deyim, siir gibi glzel sanatlarin en
ustunt kabul edilen sanat dalina uygun
mudur? Yazinin devaminda da kimi zaman
“siirden kurtulmak” olarak nitelendirilen
kopmalarin, “calisma alam” odaklanmasina
yenik diistiigii akla gelmektedir. iki unsurun
birbirinden uzaklasmasiniuygun kelimelerle
kiyaslamak daha saglikli olacaktir. Aksi
halde yazilanlar, karsilastirllan unsurlarin
kiyasi degil de savasi gibi algilanmaktadir.
Okan Murat Oztiirk’iin Makam Nazariyati,
Nazire ve Cantus Firmus: Mizikte
‘Model Olarak Besteleme’yle ilgili Uc
Yontem Arasindaki Muhtelif Baglantilar
Uzerine baslikli makalesinde, ilk bakista
birbirine uzak gibi goriinen U¢ kavramin
iliskisi basarili bir sekilde okuyucuya
sunulmaktadir. Bu unsurlarin  Osmanli
msiki diinyasinda nasil bir rol ustlendigi,
eserlerin ortaya cikmasindaki etkileri
irdelenmekte, soylenenler semalarla da
desteklenmektedir. Avrupa’da bestecilik
alaninda en eski yontemlerden biri olan
cantus firmus tekniginde de, temel alinan
unsur onceden var olan ezgilerdir. Bu
noktada nazireyle benzerlik gosterdigi
goze carpmaktadir.

Yazar, XVIII. yiizyildan itibaren masikinin
daha cok “yaraticiik” temelinde yeni bir
icerige kavustugunu ifade etmektedir.
Makam nazariyatinin besteleme icin tek
basina yeterli olmadigi, bestecinin pratik
alana yonelik ve “tarz-1 mahsus”un pesinde
oldugu belirtilmektedir. Kantemiroglu,
Mustafa Kevseri Koleksiyonlart ve Ali
Ufki’nin Mecmua-y1 Saz u Soz’iindeki bazi
ortak eserler calismaya dahil edilerek
masikideki nazirelerin tespitine gayret
edilmistir.  Koleksiyonlardaki  eserlerin
sadece % 4,25’inin nazirelerden olustugu
saptansa da, bircogunun farkli isimlerle
kaydedilmesinin  nazirelerin  miustakil
eserler gibi algilanmasina yol actigr ve
bunun da nazirelerin tespitini zorlastirdig
ileri strulmustur. Sonuclarindan belki de
en goze carpani, nazirelerin model alinan
eserden bestecilik teknigi acisindan diisiik

Karga Golli, B.

seviyeye sahip oldugu, Ustiinlikten cok
“ogrenme” ve “Oykiinme” etkenlerinin one
ciktigidir. Edebiyat alaminda da sairlerin
yetismeleri, gizel siirlerin taklidi yoluyla
saglanmaktadir. Bu yoniyle nazireler,
sairlerin yetismesinde onemli bir “itici
glic”tur.* Ancak, ortaya cikan siirin model
alinan siirden genellikle soyleyis, eda ve
konuda daha iyi olmasi1 istenmektedir.>

Bulent Aksoy’un Shakespeare’den
“Incesaz”’a “incesaz”dan Shakespeare’e
isimli yazis1 ise, Cevat Capan’in Mlsiki
Aski Besliyorsa Eger baslikli bildirisinden
hareketle kaleme alinmistir. Bu arastirma,

Cevat Capan’in  Shakespeare’in  bazi
oyunlarindaki dizelerin guftelerle
benzerligini  ornekleyen, daha sonra

Tiyatro Arastirmalan Dergisi’nde basilmis
bildirisini anlatan ve destekleyen bir
gorunumdedir. Bunun icin yazar, makalenin
daha basinda “Bu bildirinin derinligine
inilebilmesi icin  metindeki  kuramsal
soylem (discourse) dogrultusunda ilkin o
art alanin doldurulmasi” gerektigini ifade
etmektedir.

Oncelikle “konu baglaminda” Shakespear’in
oyunlarindaki  giifteleri  orneklendiren
yazar, cevirilerin  niteliginin  eserler
arasindaki benzerligi anlamak konusundaki
rolind irdelemistir. Hatta “cevirmek”
yerine “Turkce soylemek” anlayisini getiren
Can Yicel’in cevirilerini de buna ornek
gostermistir. Ancak, Cevat Capan’in ceviri
derslerinde fark ettigi giifte benzerlikleri,
eski tiyatrolarin durumu, gifte kaleme
alanlar, Yahya Kemal’in ve Nurullah Atac’in
divan siiriyle ilgili gorusleri gibi pek cok
konuda bilgi verilerek yazinin amacindan
saptig1 gozlenmektedir. Hatta yazinin
sonuna gelindiginde yazarin da “boylece
konu buraya kadar siriklendi” diyerek
sorunun farkinda oldugu goriilmektedir.
Cevat Capan’in  bildirisindeki  gufte
benzerlikleri ise, aym sekilde yazinin
arkasina ilistirilmis® ve bu benzerliklere
herhangi bir katki yapilmamistir.

Zeynep Yildiz Abbasoglu’nun Miizisyen
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ya da Raviyan-1 Sairandan Olmak: Miizik
Risaleleri ve Adab Literatiirii Baglaminda
On Birinci-On Besinci  Yuzyillarda
Miizisyenlerin ~ Meclis Adab1  Uzerine
adli calismasinda yine ilgi cekici bir
konu tercih edilmistir.  Mizisyenlerin
meclislerde nasil davranmasi gerektigine
dair bilgiler iceren adab literatiiriiniin
temel eserlerinden olan Sehname, Husrev
ud Redak, Kabusname ele alinmis, miizik
risalelerinde de meclis adabina dair bilgiler
oldugu belirtilerek, bu edebi tiire yakinligi
orneklerle sorgulanmistir. Kemalii Edebi’l-
Gina, Kenzi’t-Tuhaf, Camii’l-Elhan
ve Makasidu’l-Elhan (zerinden yapilan
degerlendirmelerle konu aydinlatilmaya
calisilmisti. XV, yuzyil  eserlerinden
Mecalisii’n-Nefais ve Babiirname’de de konu
hakkinda cesitli bilgilerin olduguna dikkat
cekilmistir. Kokii islam oncesine dayanan
ve edebi tir olan adab literatiiriiniin
sadece Arapca ve Farsca edebi metinlerinin
bir turi olmadign ve daha fazlasim
kapsadigi ileri surilmistir. Farkli tespitler
iceren calismanin sonunda ise, ele alinan
eserlerdeki baz1 adab kurallarinin birbirine
gore farklilik gosterdigi belirtilerek, baska
tartismalara zemin hazirlanmistir.

Ali Yildinm ve Serda Turkel Oter’in
birlikte hazirladigi Dede Efendi’nin
Yirik Semai Formunda Aynm1 Vezin ile
Bestelenmis Eserleri Uzerinden Usil-Vezin
Munasebetine Bir Bakis makalesinde bir
usll Uizerinde ve aym vezinde bestelenmis
eserlerle ilgili yapilacak calismalarla usil-
vezin iliskisinin daha iyi goriilebilecegi
ileri strilmistir. Ydrik Semai formunda
olan Dede Efendi’'nin 24 eseri uzerinde
usl-vezin iliskisine dair tespitlerde
bulunulmustur. Dagilimlar basarili  bir
sekilde gosterilmis, cesitli uygulamalarin
nedenleri de tartisilmistir. Bestekarlarin
vezin-usll uygulamalarinda manaya daha
fazla onem verdikleri gorilerek farkl
cikarimlarda da bulunulmustur.

Mustafa Cipan’in Klasik Tirk Misikisi
Eserlerinin Giifteleri/MUsikimizin Siiri isimli

calismasinda Klasik Tirk Masikisi giifte
varliginin sanilandan daha fazla oldugu
ve dogru bir sekilde ortaya cikarilmasinin
geregi vurgulanmistir. Giiftelerdeki hata
ve eksiklikler gosterilerek karsilastirma
ve diizeltmeler yapilarak saglikli eserlerin
ortaya ¢ikmasi ihtiyaci one cikarnlmistir.

“Gufte” konusunun disinda “Makam ismi
degisikligi”, “icra edilmeleri yasaklanan
eserler”, “Gecmiste sair ve bestekarlarin
hem edebiyata hem de mdisikiye vakif
olmalan” ve  “Misiki Istilahlarinda
(terminoloji)  birlik  meselesi”  gibi
basliklar dikkati cekmektedir. Ayn ele
alinmas1 gerektigi izlenimi veren bu
basliklarin, giifte konusundan okuyucuyu
uzaklastirdig1 soylenebilir. “Gecmiste sair
ve bestekarlarin hem edebiyata hem de
masikiye vakif olmalarn” basligi altinda ise
Buhirizade Mustafa Itri, Nabi, Nazim Yahya
ele alinmis, diger sairlerin sadece masiki ile
ilgileri tizerinde durulurken Nabi’nin hayati
hakkinda bile bilgi verilmistir. Boylelikle,
“alt basbhiklarin alt basliklarinda” da
kopmalara neden olunmustur. Yazinin
sonuna ise aceleyle eklendigi izlenimi veren
bir proje bilgisi ilistirilmistir. Bu projeyle
yazarin, “Klasik Tirk Musikisi Giifteleri”
adli kapsamli ve yararli bir calismaya
imza attig1 goriilse de makalede ayr1 ayn
ele alinmas1 gereken bircok baslik oldugu
soylenebilir.

Ayse Yildiz’in Nedim’in Murabbalarindan
Hareketle Edebiyat ve Miizik Iiliskisini
Yeniden Dusunmek isimli calismasinda
murabba-sarki iliskisi irdelenmistir.
Nedim’in  Divan’indaki 33 murabba,
mizikaliteyi saglayan etkenler (ulama,
imale vb.) goz oniinde bulundurularak
ayri  ayri  incelenmistir. Etkenlerin
tablolastinlmasiyla somut bir hal alan
veriler, murabbalarin bestelenmeye
elverisli oldugunu gostermistir.

Beyhan Kesik’in Cenabi Divani’nda Musiki
baslikli makalesinde Divan’da yer alan
nefesli, vurmali, telli, koruklu calgilar;
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masiki makamlar ve misiki ile ilgili diger
terimler ornek beyitlerle incelenmistir.
Ancak, cogu yerde beyitlerin anlamlan
verilirken, bazi yerlerde birden fazla beyit
verilip anlamin verilmemesi tutarsizliga
neden olmustur. Bununla birlikte “Masiki
ile ilgili diger terimler” bashig1 altindaki
bazi  terimlerde aciklamalarin  ayni
ciimleyle ifade edildigi goriilmistir. Mesela
“... bu sozciik, divanda da ayni anlamiyla
kullamlmistir” ciimlesi  “raks”, “sada”,
“terane” maddelerinde aym sekilde
gecmektedir. Yazinin sonundaki “Deyimler”
kisminda ise sadece “kulak bur-/buk-“
deyimi icin ayn bir baslik acilmistir.

Ozge Oztekin’in Edebiyatta Miizigin
Erganun Tonu adli makalesinde, diinyanin
en eski mizik aletlerinden sayilan
“erganin”un, aslinda cok eskiden beri
dogunun eserlerinde yerini  buldugu
orneklerle anlatilmaya calisilmistir. Kokeni
hakkinda cesitli eserlerden (Seyahatname,
Cengname, Camili’l- Elhan vb.) hareketle
genis bilgi de verilmistir. Daha sonra
“Orneklem” denilerek yakin dénem sair
ve vyazarlan (Atilla ilhan, Yahya Kemal
vb), Gazneli ve Anadolu Selcuklu donemi
ile Osmanli donemi eserlerinde (divanlar,
mesneviler, mecmualar, Seyahatname,
sefaretnameler) bu mizik aletinin gectigi
yerler alintilanmistir. Herhangi bir yorum
yapilmadan siralanan alintilar, dokiimden
Ooteye gecememistir. Sayfalarca siiren
“Orneklem” in cikarimlari yazinin sonunda
yapilinca da anlasilirlik azalmistir.

Cenk Guray’in Osmanli’dan Kalan Bir
Siir ve Mizik Mirasi: Gazi Murad Reis’ten
IV. Murdd’a ‘Vakaniivislik’ Ornegi Olarak
Yeniceri Asiklan yazisinda Ali Ufki Bey’in
(0. 1675) nota derlemelerinden biri
olan Mecmua-y1 Saz u S6z adli eserinden
hareket edilmistir. V. Murdd donemi
Yeniceri asiklarina ait eserlerin birer tarihi
vesika rolu ustlendikleri; XVII. yuzyiin siir
Uslubu, asiklik gelenegi, mizik ve makam
yapilann hakkinda bilgi verdigi; “sosyal
tarih aktancisi” olarak onemli bir rol

Karga Golli, B.

ustlendikleri orneklerle anlatilmistir.

Savaskan Cem Bahadir’in Meclisin Olmazsa
Olmazi: Misiki Aletleri isimli calismasinda
XVI. yizyil divanlanindaki misikiye ait
unsurlar lizerinde durulmustur. Once
meclisler hakkinda bilgi verilmis, meclisin
nerelerde ve ne zaman kuruldugu da
orneklerle  aciklanmaya  calisilmistir.
Divanlarda yer alan ceng, def, erganin,
kanin, kemence, kopuz, nefir ve kis, ney,
rebab, saz, tabl, tanbir gibi calgilarla
gazel-han, glyende, hanende, cengi,
deffaf/def-zen, kocek, mutrib, rakkas,
sazende masiki terimleri aciklanmistir.
XVI. yuzyil gibi ihtisamli bir donemin
divanlarinda daha fazla masiki terimiyle
karsilasilacagi beklenmektedir. Ancak yazar
da divan sayisinin artmasiyla farkli bilgilere
ulasilacagin soylemektedir.

Kitabin  sonunda ise  Encyclopaedia
Iranica’nin on birinci cildinde yer alan
Franklin Lewis’in “Hafiz ve mdsiki: ses
oruntiileri ve aruz disi ahenk unsurlan”
adi  makalesinin  ipek  Hiiner-Cora
tarafindan yapilan cevirisi yer almaktadir.
Yazida, Hafiz’in kullandig1 bazi terimlerin

mizikalite baglaminda kullamldig
ileri surilmus, orneklerle aciklanmaya
calisilmisti.  Ses yinelemesi, Unsiz ve

Unlii benzerligi, degisen unsiiz ve uUnli
paralelligi vb. ozelliklerle gazellerinin
cogunun miizige uygun oldugu gorilmistdr.
Bu baglamda, Divan’daki miizik sesleri,
mizikal usdller, olciiler ve melodik yapilar,
mizik enstrimanlan, uflemeli ve vurmali
calgilar, sarkicilar, mizisyenler, dans,
sarkilar vb. pek cok konuya deginilmistir.
Hafiz’in Avrupa miizigindeki etkilerine de
yer verilen yazinin cevirisiyle gerek misiki
gerekse Fars siiri lizerine calisanlara farkli
bir ornek sunulmustur.

Edebiyat, miuzik, tarih, tiyatro gibi
bircok alana hitap eden ve disiplinler
arast calismalarin daha basarnli sonuclar
verdigini ispatlayan bu kitap, bliyiik bir
emegin Urinudir. Yazarlarnin ele aldig
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konular merak uyandirici olmakla birlikte,
konu hakkinda calisanlara yol gostericidir.
Butun bu ozellikleriyle eser, alana ilgi
duyan arastirmacilarin onemli basvuru
kaynaklarindan biri olmay1 hak etmektedir.
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Tunes from Divan: literature-music relations with different
dimensions

Abstract

The 14th book of the Old Turkish Literature Studies series, which has attracted attention with its
researches presenting different subjects, has recently met with the reader, titled “Tunes from
Divan: literature-music relations with different dimensions”. In the work, which also includes
interdisciplinary researches, the interest of literature-music from different authors, music-
word context, mode theory, methods of composing music, musical treatments, method-meter
relationship, lyrics, music elements in divan poetry, janissary amorous, etc. subjects are included.

Since it is important to introduce the work, which will attract the attention of both literature
and music researchers, in our study, attention was drawn to some noticeable issues as well as

evaluations about the content of the book.

Keywords:
literature-music, old turkish literature studies, book evaluation
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Abstract

This study is focused on the vibration analysis of the top plate of a stringed instrument,
Kanun. The aim is to identify and predict the spruce and the plane tree top plate’s natural
frequencies by studying an experimental method and verify those experimental results with
the physical model results which are obtained by the finite element method. The method
is to measure the resonant frequencies with an impact hammer test experiment and then
verify those results with a 3D physical model of the plates computed with a PC in free modes
of vibration. This verification is achieved only for the free modes of vibrational behaviour
at this stage. Achieving this goal may lead the model to the next level to identify the fixed
modes of vibration behaviour of the top plates. Finally, the results are evaluated within the
range of the fundamental frequencies of the instrument. The plane tree has much more
natural frequency harmonic component within the frequency range of the instrument than

the spruce as one of an example.

Keywords

finite elements method, physical modelling, experimental modal analysis, natural

frequency, kanun, top plate

This study is focused on the top plate
vibration analysis of the Kanun instrument.
The aim is to identify and predict the
top plate’s natural frequencies by using
an experimental study and verify those
experimental results with the physical
model results which are obtained by the
finite element method (Degirmenli, 2018).
By doing so; the frequency spectrum of
the instrument is going to be analyzed and
evaluated with the model results for two
top plates of different woods called spruce
and plane tree.

The tendency to pick up particularly the
top plate of the entire instrument is highly
related with the study as presented by (Lee
etal., 2016) briefly mentioning the top plate
as a potential in future research to increase
the loudness of the instrument. According

VOL 7 NO 3 (2020): WINTER ~ DOI 10.12975/PP2280-2295

to Lee, (2016) “’The soundboard is the
most important part of the good quality
guitars. Research has proven that the top
plate plays an increasingly important role
compared to sound hole, back plate and
the bridge at high frequencies”.

As a plugged string instruments family
member, Kanun has 22 to 27 plastic made
strings with three strings on each course
approximately providing three and a half
musical octaves (Karadogan, 2010).

It has a half trapezoid shape with
dimensions of 95 to 100 cm length, 38 to 40
cm width and 5 cm depth (See Fig. 1). This
small composite chamber which is called
the instrument’s body is constructed mostly
with wood and a membrane surface making
it also a small reverb chamber. The body
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of the instrument also acts as a Helmholtz
resonator with its drilled ornaments placed
on top of the top plate, letting the air to
flow in and out from the instrument’s small
air chamber.

Apart from its delicate form, ornamented
texture and its complex view, the
instrument may be categorized as a simple
acoustic model like; a trapezoid box-shaped
body and strings attached to it. String and
body connectors are called bridges and
these are the energy transmitters in the
solid environment beside the air movement
around the instrument. The box is formed
with the main carcass and it is covered
with the back and the top plates. The back
plate is made of MDF and the top plate is
made of wood. In this case, the spruce and
the plane tree top plates are studied. The
main carcass is also supported with various
wood elements to increase reflection
and therefore reverberation inside the
instrument body.

Reverberant energy is also supported and
radiated with the help of the composite
material design, a membrane or skin is
located beside the top plate under the
bridge. The plastic grouping made up of
three strings is also subject to sympathetic

Fig. 1: Kanun instrument

vibration due to mechanical coupling and
sound energy radiation field apart from
their chorus effect on the timbre. Other
mechanical tuning parts and switches on
the instrument make it possible to fine-
tune in cents for micro tunings.

Even though only the top plate component
of the entire instrument construction is
analyzed and studied throughout this work,
the results may likely to be evaluated
by considering that narrowed research
concept in terms of Kanun’s complex
structure and form.

Method and procedure

The method is; to start with an
experimental study which measures the
resonant frequencies of the top plates with
an impact hammer test experiment. The
article of Akbulut M., Erol H. (2019) could
be given as an example of this kind of an
experiment practice. Roving hammer test
is performed; top plates are tapped with
an impact hammer from several points
and the impact responses are recorded to
a PC software via an accelerometer which
is fixed on the plates. Several individual
points on the plates are researched so
those data are stored and kept for the
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further stage of the study; physical model
verification. So the experimental study
stands for a reference point of the study
to confirm that the model is truly and
efficiently working and close enough to the
experimental results.

Finite element method (FEM) is used for
the physical modelling study to identify the
Eigen frequencies. By physically modelling
the different top plates and defining their
characteristic material properties in the
computer environment, the results were
computed with a PC software in free modes
of vibration for the 3D physical model of
the plates. After the verification is made,
by comparing the free modes of vibrational
behaviour; the model is approved that
it can be used for further computations
safely. Then the fixed modes of vibration
are studied and the results are evaluated
within the frequency range and of the
instrument.

Hammer test environment and

equipment

At this stage, two identical geometries
of spruce and plane tree top plates are
studied with hammer test experiments.
The experiment results are listed below
and they are used as a reference point
for validating the truly working physical
model of the top plates. This is done by
comparing the free modes of vibration.
After achieving the experiment and model
equality close enough with free modes
of vibration; it is confirmed that the
physical model is working close enough
to experimental study conditions. So this
may lead to calculate the fixed modes of
vibration for the physical model; which may
behave more likely to the real instrument
behaviour.

Experiments are performed on both
plates, as spruce can be seen in Fig. 2;
the numbers indicate the hammer impact
positions on the top plate. The hammer
is Dytran Dynapulse with a built-in Dytran

5800b3 force transducer (See Fig. 3 and
4). A steel tip was used to get proper
excitation in the range of interest, which
was from 20 Hz to 1500 Hz, a range that
starts from the human audible extreme
low frequency to Kanun’s highest pitches
of fundamental frequencies. The plates are
freely suspended and therefore extremely
lightly damped. The green highlighted
region in the figure below is covered
with an accelerometer. The plates were
drilled tiny enough to be hanged from
their corners. The plates were suspended
from their corners using soft rubber bands.
Thus, the damping effects due to boundary
conditions were kept small enough to be
neglected.

Fig. 2: Hammer test impact points and the
accelerometer position (spruce).

The output signal was measured using
a small light-weight DJB Instruments
Accelerometer Type A/123/e. The force
and vibration signals were analyzed using
the 01 Db multichannel analysis system
type Db4. Post-processing of the data was
carried out using the NetdB software. Using
a signal analyzer, the resonant frequency of
the plates could be monitored. Following
figures are covered with the results
of the hammer test experiments with
spruce plane tree and spruce and plane
tree together respectively.; as frequency
response functions (FRFs) obtained from
the measurements.
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DJB Instruments

TOP PLATE

Impact measurement

Acceleration

NetdB Pro-117/EXT

COMPUTER

Dytran Dynapulse
5800B3 HAMMER

A/M123/E

measurement

Fig. 3: Schematic model description of the hammer test experiment.

Method for computer analysis

Finite Element Method (FEM) is used to
identify the top plate resonant modes
with the COMSOL software running on a PC
Macintosh computer. Basically a computer
is used to obtain information about
top plate vibration mode calculations.
Therefore, aiming to verify the results
with the hammer test experiments. By
modelling the geometry, defining the
material properties and determining the
physical conditions; modal patterns and
their overtone frequencies may be seen
after the computation of the related
software.

Software Modelling and Associated

Parameters

Geometry, material density, Young
module (including 3 axes ;), Shear Module
(including 3 axes; X, y, z) and the Poisson’s
ratio (3 planes; xy, yz, xz) are the variable
parameters of the software calculations to
identify top plate resonant modes. At first
the instrument top plate is 3D modeled
with CAD module of the software and
then the material properties like density,
Shear and Young Modules and Poisson’s
ratio are defined for spruce and plane tree
respectively.

Free modes are calculated first to approve
the truly working 3D physical model. The
goal is to get the hammer test experiment
results as close as possible which are
naturally present in the real world as a
reference. And then the workflow order
comes to fixed boundary mode calculations
with the verified physical model. By doing
this we ideally like to get the model much
closer to real world conditions. Normally,
the top plate is fixed with the instrument’s
structural carcass. So at this stage the
model’s four boundaries are fixed, letting
the top plate’s top and bottom surface for
displacement.

Fig. 4: Equipment used for the hammer test
experiment.
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Geometry;
Spruce Dimensions:

Fig. 5: Spruce top plate view.

Length bottom: 75 cm
Length top: 10,5 cm
Width: 44 cm

Height: 0,4 cm

Plane Tree Dimensions:

Fig. 6: Plane tree top plate view.

Length bottom: 74 cm
Length top: 12 cm
Width: 43,5 cm
Height: 0,4 cm

Material properties:
Density SPRUCE: 355,6 kg/m3
Density PLANE TREE: 365 kg/m3

Young Module Values:

Elasticity implies that deformations
produced by low stress are completely
recoverable after loads are removed.
Elastic ratios, as well as the elastic
constants themselves, vary within and
between species and with moisture content
and specific gravity.

Table 1: Young Module values are listed and
compared in Mega Pascals for Spruce and Plane
Tree

Young Module | SPRUCE | PLANE TREE
(MPa)
E 2100 2500,2
E, 21000 12430
E, 1400 830,8

Woods are classified as an orthotropic
material simply which behaves non-
uniform in different axis. Basically, length
(longitudinal) (y), width (radial) (x) and
height tangential (z) axis presents different
material  properties  within  specific
conditions. Below are the related material
properties listed which may be required to
be used for further computations.

Poisson’s Ratio Values:

Table 2: Poisson’s ratio values are listed and
compared for Spruce and Plane Tree

Poisson’s Ratios | SPRUCE | PLANE TREE
Koy 0,030 0,033
. 0,467 0,604
Uy, 0,530 0,641

Shear Module Values:

Table 3: Shear Module values are listed and
compared in mega Pascals for Spruce and Plane
Tree

Shear Mod- SPRUCE PLANE TREE
ule (MPa)
G, 850 1653,2
G, 726 919,82
G, 35 12,43

Both material property values are taken
from Wood Handbook (Ross, R. J., 2010) at
first as a starting point and then the physical
model property values are approximated to
experiment results by changing density and
Young Modulus values during the physical

modelling study.
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Results and analysis
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Fig. 7: Spruce natural frequencies detected by the experiment on point 1.

On spruce, point 1 excites at; 20,31 Hz - 50 Hz - 95,31 Hz - 142,19 Hz - 288,28 Hz -
410,94 Hz - ... (See Fig. 7).
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Fig. 8: Plane tree natural frequencies detected by the experiment on point 1.

On the plane tree, point 1 resonates at;23,44 Hz - 50 Hz - 100 Hz - 125 Hz - 217,19 Hz -
235,59 Hz - 253,91 Hz - 292, 97 Hz - ... (See Fig. 8).
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Fig. 9: Natural frequencies viewed together detected by the experiment on point 1 for the spruce

and the plane tree.

As the experiments are carried through
with nine individual points on the top
plate (see Fig. 2), only a one-point analysis
will be described as an example for the
graphics. All points resonant frequencies
for two kinds of wood can be seen from
Table 4 and 5. These data for nine points
are collected and kept (See Fig. 10 and 11).
Therefore, that would be a reference point
from the real world parameters to compare
and verify with the following 3D Physical
Modelling stage.

SPRUCE
TOP PLATE RESONANT FREQUENCIES -
9 POINTS TOGETHER

12 3 4 5 6 7 8 9 10 11 12 13 14 15

ems POINT 1 s POINT 2 POINT 3 POINT 4 e POINT 5

s POINT 6 s POINT 7 s POINT 8 s POINT 9
Fig. 10: Spruce natural frequencies viewed
together for nine impact points detected by
the experiment on point 1. Below 200 Hz the
impact locations behave more like together.

Table 4: Spruce top plate natural frequencies viewed together for nine points in Hz. the results are

read and listed for spruce on all points.

Frequency No = POINT 1 POINT2  POINT 3 POINT 4
1 20,31 20,31 20,31 20,31
50 50 50 30
3 69 69,53 50
4 95,31 95,31 94,53 95,31
5 142,19 120 121 121
6 288,28 158 158 159
7 410,94 182 182 200
8 236 200 288
9 378 289 409
10 483 340 460
11 410 484
12 544
13
14
15

POINT5  POINT6 = POINT7  POINT8  POINT9
20,31 30,47 31,25 50 20,31
48,44 50 50 87,5 30,47
95,31 95 96 100 50

141,41 120 120 141 87,5
159,38 141 141 159 120,31

182,81 159 159 200 141
200 182 182 408 184
289 200 223 431 305
378 239 250 485 339
482 289 271 525 459
546 319 289 484
339 341 545

432

485

546

2286



RAST MUSICOLOGY JOURNAL

2020,

Omerodlu, C.

7(3)

Table 5: Plane tree top plate natural frequencies viewed together for nine points in Hz.

Frequency No POINT 1 POINT 2 POINT 3 POINT 4 POINT 5 POINT 6 POINT 7 POINT 8 POINT 9

1 23,44 23,44 23,44 24,22 2422 50,78 50 50 23,44

50 50 50 50 50,78 100 64,84 100 50
3 100 99,22 99,22 99,22 64,05 125 98,44 127 64,84
4 125 125,78 117 116,41 99,25 290 126,56 168 99,22
5 217 250 166 125 125,78 353 167,97 200 115
6 235 340 219 149 200 507 210,94 250 126
7 253,91 250 167 253,91 547 234,38 291 291
8 292,97 293 197,66 291,41 254,69 355 507
9 339 254,69 255,47 289,84 464
10 355 290,63 392,19 339,84 489
11 507 339,84 506,25 390,63 504
12 355,47 507,81 547
13 506,25 549,22

The natural frequencies of the top plates
PLANE TREE

are listed for two kinds of wood (See
Table 4 and 5). Below 200 Hz the impact
locations behave more like together.

Free modes of vibration modal

analysis

Fig. 12: Top plate static view without vibration

e

Fig. 13: Free mode first harmonic frequency
view for the spruce - 20,31 Hz.

Above and below the modal shape of the
natural frequencies can be seen in Fig 13
and 14; displacement from the equilibrium
position is shown through colours. Starting
from the low values from deep blue, blue,
green, yellow and finally the highest values
to the red.

TOP PLATE RESONANT FREQUENCIES -
9 POINTS TOGETHER

1 2 3 4 5 6 7 8 9 10 11 12 13

ez POINT 1 s POINT 2 POINT 3 POINT 4 emsmms POINT 5

s POINT 6 e POINT 7 s POINT 8 s POINT 9

Fig. 11: Plane tree natural frequencies viewed
together detected by the experiment on point
1.

-

Fig. 14: Free mode second harmonic frequency
view for the spruce- 43,88 Hz.

This harmonic series can be seen
individually like Fig 13 and 14 and so
forth. The natural frequencies are listed
below with the hammer test results for
comparison to verify the physical model is
efficiently working.

20,31 - 43,88 - 54,94 - 87,50 - 106,18 -
144,57 - 171,46 - 178,29 - 214,72 Hz ... and
SO on.
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Fig. 15: Free mode first harmonic frequency
view for the plane tree - 23,44 Hz.

Above and below the modal shape of the
natural frequencies can be seen in Fig 15
and 16; displacement from the equilibrium
position is shown through colours. Starting
from the low values from deep blue, blue,
green, yellow and finally the highest values
to the red.

Fig. 16: Free mode second harmonic frequency
view for the plane tree - 55,23 Hz.

As it is performed before, this harmonic
series can be seen individually like Fig 15
and 16 and so forth. The natural frequencies
are listed below with the hammer test
results for comparison to verify the physical
model is efficiently working.

23,44 - 55,23 - 62,33 - 104,04 - 106,18 -
120,07 - 142,03 - 166,73 - 191,44 Hz ... and
SO on.

Free Modes Comparison

SPRUCE & PLANE TREE FREE MODES
COMPARISON

300

250
200
150

100
50 /

0

i 2 ¢ 4 5 6 7 8 5 10
s FREE MODES COMPARISON MODE NO
e SPRUCE FREQUENCY (Hz) - FREE MODE

PLANE TREE FREQUENCY (Hz) — FREE MODE

Fig. 17: Free modes comparison of the spruce
and the plane tree; the orange line indicates
spruce and the gray line indicates plane tree.

Table 6: Free modes comparison for Spruce and
Plane Tree in Hz.

FREE MODES | SPRUCE PLANE TREE

COMPARISON

MODE NO | FREQUENCY | FREQUENCY
(Hz) - FREE | (Hz) - FREE
MODE MODE

1 20.31 23.44

2 43.88 55.23

3 54.94 62.33

4 87.50 104.04

5 106.18 106.18

6 144.57 120.07

7 171.46 142.03

8 178.29 166.73

9 214.72 191.44

10 251.26 239.76

As we see in Fig. 13, 14, 15, and 16, the
harmonic series of the natural fregencies
are listed in Table 6. Apart from the first
two harmonics, ten individual natural
frequencies can be compared for two kinds
of wood from Table 6.

Table 7: Spruce experiment and model results
comparison

SPRUCE SPRUCE MODEL
EXPERIMENT
FREQUENCY FREQUENCY
MEASURED (Hz) | CALCULATED (Hz)
20.31 20.31
50 54.94
95.31 87.50
100 106.18
142 144,57
181.25 178.29
200 214.72
288.28 297.74
342.97 345.41
410.94 400.2
457.03 450.69
527.34 521.32
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The graphical representation of Table 6 can
be seen in Fig. 17 which compares first ten
harmonics of the natural frequencies for
two kinds of wood.

SPRUCE EXPERIMENT MODEL COMPARISON

1 2 3 4 5 6 @ 8 9 10 11 12

e EXPERIMENT e MODEL

Fig. 18: Spruce experiment results compared
with the model results. The orange line
indicates the model; the blue line indicates the
experiment.

At this stage, the physical model for the
spruce top plate can be seen as approved
and verified (See Fig. 18).

Table 8: Plane Tree experiment and model
results comparison

PLANE TREE EX- [ PLANE TREE MODEL
PERIMENT
FREQUENCY MEA- FREQUENCY CAL-
SURED (Hz) CULATED (Hz)
23.44 23.44
50 55
100 104
125 120
166 166
217 214
253 239
292 297
342 356
410 421
457 466
527 521
547 579

2020, 7(3)

Omerodlu, C.

PLANE TREE - MODEL EXPERIMENT COMPARISON

1 2 3 4 5 6 7 8 9 10 1 12 13

e EXPERIMENT s MODEL

Fig. 19: Plane Tree experiment results
compared with the model results. The orange
line indicates the model; the blue line indicates
the experiment.

Both Fig. 18 and 19 look like the experiment
and physical model result graphics match.
Therefore, we may assume that the model
is working close enough to experimental
conditions. And also the model is ready for
further computations considering the fix
boundary conditions.

Fixed modes of vibration modal
analysis
Spruce fixed modes of vibration;

Fig. 20: Spruce fixed mode first harmonic
frequency view - 186,64 Hz.

Above and below the modal shape of the
natural frequencies can be seen in Fig. 20
and 21; displacement from the equilibrium
position is shown through colours. Starting
from the low values from deep blue, blue,
green, yellow and finally the highest values
to the red.

Fig. 21: Spruce fixed mode second harmonic
frequency view - 268,21 Hz.
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This harmonic series can be seen
individually like Fig 20 and 21 and so
forth. The natural frequencies are listed
below with the hammer test results for
comparison to verify the model is truly and
efficiently working. 186,64 Hz - 268,21 -
358,95- 431,38 - 106,18 - 460,94 - 171,46
- 554,52 Hz ... and so on.

Plane tree fixed modes of vibration;

Fig. 22: Plane tree fixed mode first harmonic
frequency view - 155,6 Hz.

Table 9: Kanun’s pitch and frequency values for equal temperament tuning and their correspond-

ing Turkish music names.

String PITCH FREQUENCY (Hz) PITCH (TURKISH MUSIC)
Group No (EQUAL TEMPERAMENT)
1 B2 123,5 E - Kaba Huseyni Asiran
2 C3 130,8 F - Kaba Acem Asiran
3 D3 146,8 G - Kaba Rast
4 E3 164,8 A - Kaba Dugah
5 F#3 185 B - Kaba Buselik
6 G3 196 C - Kaba Cargah
7 A3 220 D - YEGAH
8 B3 247 E - Huseyni Asiran
9 Cc4 261,6 F - Acem Asiran
10 D4 293,7 G - Rast
11 E4 329,6 A - Dugah
12 F#4 370 B - Buselik
13 G4 392 C - Gargah
14 A4 440 D - Neva
15 B4 493,9 E - Hiseyni
16 c5 523,3 F - Acem
17 D5 587,3 G - Gerdaniye
18 E5 659,3 A - Muhayyer
19 F5 698,5 B - Tiz Buselik
20 G5 784 C - Tiz Gargah
21 A5 880 D - Tiz Neva
22 B5 987,7 E - Tiz Huseyni
23 Ccé 1047 F - Tiz Acem
24 D6 1175 G - Tiz Gerdaniye
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Fig. 23: Plane tree fixed mode second harmonic
frequency view - 233,42Hz.

The modal shape of the natural frequencies
can be seen in Fig. 22 and 23; displacement
from the equilibrium position is shown
through colours. Starting from the low
values from deep blue, blue, green, yellow
and finally the highest values to the red.

Spruce fix modes vs pitch:

2020, 7(3)

Omerodlu, C.

As it is performed before, this harmonic
series can be seen individually like Fig 22
and 23 and so forth. The natural frequencies
are listed below with the hammer test
results for comparison to verify the model
is truly and efficiently working. 155,6 Hz -
233,42- 318,69 - 352,44 - 413,46 - 473,63
- 516,9 Hz ... and so on.

Actual sounding instrument frequency and
the pitch relation are listed above in Table
9 (Yilmaz, 2002). These data would stand
as a reference for the final results of the
physical model.

Table 10: Nine different pitchessuchasF#/ C/F/ A/ A#/ C#/ D/ G/ G#are naturally
produced on spruce top plate in the frequency range of the instrument; due to boundary fixed

conditions as well as material properties.

FIX MODE COMPARISON SPRUCE PITCH-FREQUENCY
MODE NO FREQUENCY (Hz) PITCH, OCTAVE REGISTER and FRE-
FIX MODE QUENCY

1 186.64 F# 3 (185 Hz)
2 268.21 C 4 (261.6 Hz)
3 358.95 F 4 (349.2 Hz)
4 431.38 A 4 (440 Hz)
5 460.94 A# 4 (466.2 Hz)
6 554.52 C#5 (554.4 Hz)
7 577.78 D 5 (587.3 Hz)
8 677.86 F 5 (698.5 Hz)
9 708.62 F 5 (698.5 Hz)
10 780.97 G 5 (784 Hz)
11 807.13 G# 5 (830.6 Hz)
12 848.69 A5 (880 Hz)
13 942.59 A#5 (932.3 Hz)
14 955.81 A# 5 (932.3 Hz)
15 999.07 B 5 (987.7 Hz)
16 1089.3 C# 6 (1109 Hz)
17 1124.2 C# 6 (1109 Hz)
18 1162.5 D 6 (1175 Hz)
19 1230.3
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Plane tree fix modes vs pitch:

Table 11: Twelve different pitches suchasD# /A# /F/ G#/C/D/F#/G/A/B/C#/Dare
naturally produced on plane tree top plate in the frequency range of the instrument; due to
boundary fixed conditions as well as material properties

FIX MODE COMPARISON PLANE TREE PITCH&OCTAVE - FREQUENCY
MODE NO FREQUENCY (Hz)
FIX MODE

1 155.6 D# 3 (155.6 Hz)
2 233.42 A# 3 (233.1 Hz)
3 318.69 D# 4 (311.1 Hz)
4 352.44 F 4 (349.2 Hz)
5 413.46 G# 4 (415.3 Hz)
6 516.9 C5(523.3 Hz)
7 594.19 D 5 (587.3 Hz)
8 623.29 D# 5 (622.3 Hz)
9 631.73 D# 5 (622.3 Hz
10 715.26 F 5 (698.5 Hz)
11 749.88 F #5 (740 Hz)
12 789.67 G 5 (784 Hz)
13 839.15 G# 5 (830.6 Hz)
14 878.38 A5 (880 Hz)
15 944.24 A#5 (932.3 Hz)
16 967.33 B 5 (987.7 Hz)
17 982.08 B 5 (987.7 Hz)
18 1013.8 B 5 (987.7 Hz)
19 1092.9 C# 6 (1109 Hz)
20 1109.4 C# 6 (1109 Hz)
21 1152.4 D 6 (1175 Hz)
22 1173.4 D 6 (1175 Hz)
23 1230.4
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Fixed mode comparison:

2020, 7(3)

Omerodlu, C.

Table 12: Spruce and plane tree fixed mode comparison; 23 individual overtones for plane tree

versus 19 individual overtones for spruce.

FIX MODES COMPARISON PLANE TREE SPRUCE
MODE NO FREQUENCY (Hz) FREQUENCY (Hz)
FIX MODE FIX MODE

1 155.6 186.64
2 233.42 268.21
3 318.69 358.95
4 352.44 431.38
5 413.46 460.94
6 516.9 554.52
7 594.19 577.78
8 623.29 677.86
9 631.73 708.62
10 715.26 780.97
11 749.88 807.13
12 789.67 848.69
13 839.15 942.59
14 878.38 955.81
15 944.24 999.07
16 967.33 1089.3
17 982.08 1124.2
18 1013.8 1162.5
19 1092.9 1230.3
20 1109.4

21 1152.4

22 1173.4

23 1230.4
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Conclusions

° Even a cm change in any dimension
of the geometry affects the natural
frequency results of the top plates.
Therefore, the sound’s emphasized
harmonic content and radiation intensity in
terms of frequency and the corresponding
amplitudes may be expected to be
changed in the perceived sound field.
Dimensions determine the wavelengths.
Thus, the natural frequency changes may
be expected while the dimensions change
when the speed of sound is constant.

. After handling several top plates
during the manufacturing process, even
though all plates have the same form and
geometry and identical dimensions, the
weights are variable in practice. Briefly;
the density and the relative humidity of the
wood strongly affect the natural frequency.
The speed of sound in solids is related to the
Young’s Modulus and the density. So, when
only the density parameter decreases;
the natural frequencies tend to go higher
inversely.

. Plane and spruce woods resonate
around different parts of the frequency
spectrum. In this case, again the geometries
are very closely identical. Additional to the
density, Young’s Modulus, Shear Modulus
and Poisson’s ratios together determine
these differences.

. While we check the fixed mode
results comparison of two kinds of wood
for the natural frequencies; the plane tree
has much more overtones (24) placed in
the actual sounding frequency range of the
instrument than the spruce (19).

. Intervals and chords may be
researched and analyzed for free and fixed
natural mode series of two kinds of wood.
. Composite materials may be seen
more often than before, which may behave
free of direction unlike the orthotropic
nature of the wood.

. Formulas, algorithms and further
modifications of the finite element method
model parameters may also be used as
a specific source data for digital sound

synthesis subject like physical modelling
digital sound synthesis.

Hopefully, this study could stand as a
meaningful and useful practical step for
instrument designers and luthiers. During
the design stage or before manufacturing
any change of ideas may be previewed,
analyzed and evaluated using the physical
model. Density, Young Module, Shear
Module, Poisson’s Ratio and finally the
dimensions and geometry may be changed
according to this study. So, any effect on
the natural frequencies coming from the
material properties or form and geometry
changes may be previewed and analyzed.
Another following alternative and a
complete step for this particular study
would be; analyzing the whole kanun body
construction with the same method and
the study model. As far as we confirm one
particular component like the top plate
vibration; the Helmholtz resonators on top
of the top plates, the air inside the body,
the skin membrane attached to the bridges
and finally the whole body may be modelled
and studied via the same method.
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Kanun gogiis tahtasinin titresim analizi

Ozet

Bu calisma kanun enstriimaninin gogiis tahtasinin titresim analizine yogunlagmistir. Calismanin
amaci, gogiis tahtasinin dogal titresim frekanslarin lic boyutlu fiziksel modelleme yardimiyla
tanimlamak ve tasarim siirecinde olas1 degisiklikleri ongorebilmektir. Yontem, baslangic olarak
cekic testi ile dogal titresim frekanslarini 6lcen deneysel calismay1 kullanmistir. Boylece deney,
fiziksel modellemenin dogru ve tutarli bir sekilde calistigin1 saglamak ve enstriimanin asil
sartlarina miimkiin oldugunca yakinligini sagladigin1 gostermek amaci ile bir referans noktasi
olarak kullanilmistir. Ardindan her iki farkli agac tiirii icin sabitlenmis titresim modlar ¢alisilmis
ve plakalarin dogal titresim frekanslarinin, enstriimanin ses sahasina farkli etkileri gozlemlenmis

ve iliskili parametreler belirtilmistir.

Anahtar kelimeler

sonlu elemanlar metodu, fiziksel modelleme, deneysel modal analiz, dogal

e as
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