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2022 Yaz Sayisi
Degerli yazarlarimz, hakemlerimiz, editorlerimiz ve okuyucularimiz!

Rast Miizikoloji Dergisinin Mayis ayinda Scopus Q3 diizeyinde oldugu anons edilmistir.
Bu basarida katkis1 olan herkese tesekkir ediyoruz. Bu ay Web of Science’a indekslen-
me basvurumuzu yaptik. Birlikte Web of Science’a kabul edilecegimizi umuyoruz. Bu
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Muzikoloji Dergisi yayin kuruluna uluslararasi katkinin artmasi icin sizleri davet ediyoruz.
Calismalarinizi belirten CV’nizi rastjournaleditor@gmail.com adresine gonderiniz. Ayrica
bu y1l “Mevlevi Muzik” temas1 olan ozel say1 icin makale davet sureci devam etmektedir.
Bu sayida katkilar olan yazarlarimiza, editorlerimize, hakemlerimize ve mizanpaj edito-
rumuze cok tesekkir ederiz.

Rast Miizikoloji Dergisi Editorligi

Summer 2022 Issue
Dear authors, reviewers, editors and readers!

In May, it was announced that Rast Musicology Journal is in the Scopus Q3 category. Thank
you to everyone who contributed to this success. This month, we submitted our applica-
tion for indexing to the Web of Science. We hope to be accepted into the Web of Science
together. In this issue, we present to you very high quality articles in terms of music
research. We invite you to increase the international contribution to the editorial board
of Rast Musicology Journal. Send your CV included in your studies to rastjournaleditor@
gmail.com. In addition, this year, the article invitation process continues for the special
issue with the theme of “Mevlevi Music”. We would like to thank our authors, editors,
reviewers and layout editor for their contributions to this issue.

Rast Musicology Journal Editor
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Tirk muzigi keman icraciiginda miizikal ifadeyi gliclendirmek amaciyla kullamlan icra tekniklerinden
biri de Cifte Kiris icra teknigidir. Cifte Kiris icra teknigine yonelik elimizde bulunan en énemli kaynak
ise Kemani Ama Recep’in Cifte Kiris teknigi ile icra etmis oldugu Rast makamindaki taksim ornegidir.
Bu calismada Tiirk miizigi keman icraciiginda Cifte Kiris icra tekniginin nasil meydana getirildigi, Tiirk
miizigi keman icra tarihine bakildiginda giinimiizde neden unutulmaya yiiz tuttugunun belirlenmesi,
Kemani Ama Recep’in Cifte Kiris icra teknigi ile Rast makamindaki taksim icrasimin tahlili yapilarak Cifte
Kiris icra tekniginde gereken diger teknik 6zelliklerin belirlenmesi icin nitel arastirma yontemlerinden
dokiiman analizi teknigi kullanilmistir. Cifte Kiris icra teknigine yonelik olusturulan tel diizenin; ikinci
telin alt kopriiden kaldinlarak birinci tele yakinlastirilmasi ve daha sonra ikinci telin, birinci telin
frekansinin yaris1 kadar olan degerde akortlanmasi ile olusturuldugu ortaya konulmustur. Bahsi gecen
icra tekniginin gerceklestirilebilmesi icin 6zellikle 1, 3 ve 4. konum degisikliklerine hakimiyet gerekliligi

ortaya konulmustur.

Anahtar Kelimeler

cifte kiris, keman, Kemani Ama Recep, taksim, Tiirk miizigi

Giris

Keman yapisi itibariyle glinimuzde bircok
muzik tUrunun icrasinda kullanmlan ve
onemli bir yere sahip olan bir calgidir. Turk
mizigi kiiltlrl icerisinde de kendine yer
bulan keman, zaman icerisinde Tirk miizigi
icrasinda en onemli yayli calgilardan birisi
olmustur. Osmanli donemi Tirk miizigi
tarihine de bakildiginda “Kemance (rebap)
18. yiizyila kadar saray miiziginin tek yayli
calgisidir (...) ancak 18. yuzyil ortalarinda
Tirk miziginde kullamlmaya baslayan
keman 19. yizyilda Sinekeman’dan daha
popiiler hale gelerek fasil miiziginin belli
basli calgilarindan biri olmustur” (Soydas
ve Besiroglu, 2007).

Kemanin Tirk miizigi icrasinda popiiler
bir hale gelmesini saglayan etkenlerden
bir digeri ise Tirk miizigi alaninda keman
icras1 ile onemli icracilarin yetismesidir.
Bu icracilardan bazilari; “18. ylzyil
icracilarindan Kemani isak, Kemani Arif
Aga, Kemani Hizir Aga, Kemani Osman Aga,
19. yizyil icracilarindan Kemani Ali Aga,
Kemani Edhem Aga, Kemanci Gayto, Kemani

Memduh, Kemani Sebuh, Kemani Arif
Efendi, Bulbili Salih Efendi. Cumhuriyet
donemi ve sonrasinda ise Kevser Hanim,
Resat ERER, Haydar TATLIYAY, Sadi ISILAY,
Nubar TEKYAY, Hakki DERMAN, Selahattin
INAL keman icracilign bakimindan seviye
olarak yasadiklarn donemin ustinde bir
icra sergilemisler ayn1 zamanda da ekol
olmuslardir” (Bukilmez, 2017, s. 532).
Bahsi gecen icracilar kullanmis olduklar
susleme teknikleri, yay teknikleri, ifade

bicimlerinin  farklilbiklaniyla kendilerine
munhasir  bir  tavir ozelligi meydana
getirmislerdir. Icracilarin “edindigi

muzik becerileri sonrasinda kendine has
inceliklerle eserin icrasina kattiklan”
(Yildinm, 2021, s. 46) tavir ozelliklerinin
olusmasindaki etkenlerden bazilarinin;
icracilarin  bireysel becerileri, yasamis
olduklari doneme ait mevcut teknik
bilgileri, miuzikal olarak etkilendikleri
icracilar oldugu distinilmektedir.

icracilarin  kullanmis  olduklan  tavir
ozellikleri ve teknik hakimiyet
gerekliginin baslica sebebi miizikal ifadeyi

167



Tiirk miizigi keman icraciliginda cifte kiris icra teknidi: Kemani Amd Recep’in Rast taksim...

gliclendirmek icindir. Bu baglamda genel
olarak calg1 icrasinda teknik hakimiyet
hususundaki amacin olusturulan dustince
ve duygunun calgi ile ifadesinde daha iyi
ve daha kolaylastiric1 bir unsur icin gerekli
oldugu soylenebilir. Ancak Tirk mizigi
keman icra geleneginde vyahut egitim
sisteminde teknik hakimiyet kazanilmasi
bakimindan yeterli yazili kaynaklarin mevcut
olmadig1 goriilmektedir. “Saz  oOgretim
siirecinde mesk yontemine baglilik gerekli
ogretim kaynaklarinin (metot-etiit-alistirma
vb.) gelisememesine neden olmustur”
(Hatipoglu, 2016, s. 425). “Turk mizigi
keman icra Uslubunun korunmasi, kusaktan
kusaga aktarilmasi, teknik hakimiyetin
kazandinlmas1 ve/veya arttirilmasi icin
kisilerin icra seviyelerine gore farklilik
gosteren bircok materyal olusturulmasi
gerekliligi goriilmektedir” (Bukiilmez, 2021,
s. 2). Zaman faktorinin etkisiyle yazili hale
donusturulmeyen  bilgilerin  unutulmaya
yliz tutmast kacinilmaz bir durumdur.
Tirk miizigi keman icraciiginda miizikal
ifadeyi guclendirmek amaciyla kullanilan
icra tekniklerinden biri de Cifte Kiris icra
teknigidir. 20. yiizyila kadar calgi icraciiginin
cogunlukla sozlii miizige eslik olarak
kullamlmasi ve Cifte Kiris icra tekniginin
eslik icralarinda neredeyse hic kullanilmamis
olmasi bahsi gecen icra teknigiyle icra edilmis
mevcut ses kayitlarinin ise cok az olmasi
glinumuzde keman icracilan tarafindan Cifte
Kiris icra tekniginin unutulmasina sebebiyet
vermektedir. Tlirk miizigi keman icraciiginda
Cifte Kiris icra teknigine yonelik elimizde az
sayida ses kaydinin mevcut olmasi ve bahsi
gecen icra teknigine yonelik bir (1) adet
plak yayini gerceklestirmis olmas1 sebebiyle;
en onemli kaynak Kemani Ama Recep’in
Cifte Kiris teknigi ile icra etmis oldugu Rast
makamindaki taksim ornegidir.

Konuyla ilgili literatirde Kemanda calma
teknikleri (Cuhadar, 2009), Keman egitiminde
cift ses calismalarinda karsilasilan gucluklerin
belirlenmesi ve kullanilan metotlarin analizi
(Aydin, 2019), Keman egitiminde cift ses
ve akor calma durumlarina iliskin 6grenci
gorislerinin, 6grenim alanlarina gore
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degerlendirilmesi (Sipahioglu, Angi, 2020),
Bat1 mizigi keman icraciigi tekniklerinin
Tirk mizigi keman 0ogretimi alaninda
kullanlabilirlik diizeylerinin  belirlenmesi
(Devecioglu, 2017), Nubar Tekyay’a ait
Hizzam keman taksiminin analizi (Gurel,
2016), Haydar Tatliyay ve Sadi Isilay’in
keman icralarinin tahlili (Bukulmez, 2017),
Hakki Derman’in keman taksimlerinin tahlili
ve bu tahliller dogrultusunda kullanilabilecek
alistirmalarin  olusturulmas1  (Demirdirek,
2018), Trt kurumuna baglh radyolardaki
glinimiiz Tirk mizigi keman icra tsldbunun
tespit ve tesrihi (Parlar, 2019), 20. yizyil
Tirk Muzigi keman icra UslUbunun taksim
icralan lizerinden tespiti ve tahlili (Kabaci,
2020) gibi calismalara rastlanmis ancak
Cifte Kiris icra teknigine yonelik mevcut bir
calismaya rastlanmamistir.

Yontem

Dokiman analizi verilerin belirli bir sistem
dahilinde analiz edilmesi icin kullanilan
yontemdir (Kiral, 2020). Bu calismada Turk
miizigi keman icraciiginda Cifte Kiris icra
tekniginin nasil meydana getirildigi, Tiirk
mizigi keman icra tarihine bakildiginda
glinumizde  neden  unutulmaya vyiz
tuttugunun  belirlenmesi, Kemani Ama
Recep’in Cifte Kiris icra teknigi ile Rast
makamindaki  taksim icrasinin  tahlili
yapilarak Cifte Kiris icra tekniginde gereken
diger teknik oOzelliklerin belirlenmesi icin
nitel arastirma yontemlerinden dokiiman
analizi teknigi kullanilmistir.

Bulgular

Arastirmanin  bu bolimiinde Tirk miizigi
keman icraciliginda Cifte Kiris icra tekniginin
nasil meydana getirildigine daha sonra bu
hususta mevcut en onemli kaynak olan
Kemani Ama Recep’in Cifte Kiris teknigi
ile Rast makaminda icra etmis oldugu
taksimin tahlili yapilarak Cifte Kiris icra
teknigi icin gereken tiim teknik 6zelliklerin
belirlenmesine yonelik calismalara yer
verilmistir.
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Tiirk Miizigi Keman icraciiginda Cifte
Kiris icra Teknigi

Cifte Kiris icra teknigi ile icra edilmis ses
kayit arsivlerine bakildiginda bahsi gecen
icra tekniginin eslik icralarinda kullanilmamis
olmasinin yan sira sadece iki (2) formun
icrasinda kullanmldig gorulmektedir.
Bunlardan birisi Taksim icralar digeri ise
Oyun Havasi icralandir. 20. yuzyila kadar
calgr icraciiginin cogunlukla sozlli mizige
eslik olarak kullamlmasi, Cifte Kiris icra
tekniginin ise sadece Taksim ile Oyun
Havast formlarinin icrasinda kullanilmasi
gibi sebepler bahsi gecen icra tekniginin
glinumuzde unutulmasina neden olmustur.
Bu hususta 20. yuzyil ses kayit arsivlerinde
karsilasilan en 6nemli kaynak ise Kemani Ama
Recep’dir. icracimin Cifte Kiris icra teknigi ile
icra etmis oldugu bir (1) Rast makaminda
taksim ve bir (1) Hicaz makaminda Ciftetelli
ses kaydi mevcuttur. Bunun yani sira Hrant
KENKULYAN’1n Ud ile Cifte Kiris icra teknigini
kullanarak Hicaz makaminda bir (1) taksim
kayd1 bulunmaktadir. 21. ylzyil kayitlarinda
ise daha cok Yunan keman icracilarinin
Cifte Kiris teknigi ile taksim ve Oyun Havasi
icralarina rastlanilmaktadir. Bu icracilardan
bazilar1 Michalis KOULOUMIS ve Kyriakos
GOUVENTAS’dir.

“Cifte Kiris” kelime anlam olarak Cifte
kelimesi iki, Kiris kelimesi ise tel anlami
tasimaktadir. Bu baglamda Bati miizigi
keman icra tekniklerinden Cift Tel (Fr. Double
cordes, ing. Double Stops) teknigi ile anlam
olarak benzerlik gostermektedir. “Cift Tel
(Fr. Double cordes, ing. Double Stops); Telli
calgilarda ayn1 anda iki ayn teli kullanarak
yapilan icra. Bu teknikle ¢ikarilan ses” (Sozer,
2021, s.66) olarak tarif edilmektedir. Ancak
Cifte Kiris icra teknigi keman tel diizenin
degistirilmesiyle meydana getirilmektedir.
Keman tellerinin  Tirk miizigi perde
isimleri (inceden kalina dogru) sirasiyla;
Muhayyer (659,2 Hz) - Neva (440 Hz) - Rast
(293,6 Hz) ve Kaba Cargah (196 Hz)’dir. Bu
noktada Tirk miizigi keman akort sistemine
deginmek gerekmektedir. Bat1 miizigi keman
akort sisteminde tel diizeni (inceden kalina
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dogru); Mi (659,2 Hz) - La (440 Hz) - Re
(293,6 Hz) - Sol (196 Hz) seklindedir. Turk
miizigi keman akort sisteminde ise teller
ayn frekansa sahip olmasina karsin farkli
notalarla isimlendirilerek (inceden kalina
dogru); La-Re-Sol-Do seklinde kullanilmistir.

Bu baglamda Soydas
Osmanli Saray miiziginde yayli calgilar
isimli calismada yer verdikleri “Calginin
Bat1 miizigine gore Sol-Re-La-Mi olan akordu
Tirk miziginde cogunlukla en ince telinki
degistirilerek Kaba Rast-Yegah-Diigah-Neva
seklinde” (Soydas ve Besiroglu, 2007, s.8)
kullanilan tel duzeni transport (aktarim)
akort olarak tarif edilen Tirk miizigi keman
akort bicimidir. “Gunumiz keman akordu
Bat1 miizigi keman akordu ile frekans olarak
aym yiiksekliklere akort edilmesine ragmen
farkli isimlendirilmektedir. Ornek olarak
kemanin ikinci teli hem Bat1 miiziginde hem
Tiurk miiziginde ‘440 frekansa’ akort edilir.
Ancak Bat1 miizigi keman akordunda ‘La’,
Tirk mizigi keman akordu ise ‘Re (Neva)’
olarak adlandintir”  (Hatipoglu, 2017,
s.304). Bat1 miizigi keman akort sistemi
ile aym frekansta akortlanmasina karsin
farkli notalarla isimlendirilen tel duzeninin
okuyucuya gucluk olusturmamasi icin bu
calismada tel diizeni Tirk miizigi perde
isimleri ve frekans degerleri ile birlikte tarif
edilmistir.

ve Besiroglu’nun

Ek boluiminde vyer alan barkod ile
iliskilendirilen Kemani Ama Recep’in
Cifte Kiris ile Rast taksiminin ses kaydi ve
Yunan keman icracilarinin Cifte Kiris icra
teknigine yonelik mevcut gorsel kayitlarina
bakildiginda Cifte Kiris icra teknigi;
birinci tel sabit kalarak ikinci tel ise alt
kopriiden kaldirip birinci telin bitisigine
getirildikten sonra birinci telin frekansinin
yarist kadar olan frekansa akortlanmasi
ile olusturulmaktadir. Boylelikle birinci tel
Muhayyer perdesine (659,2 Hz) akortlanmis
ise ikinci tel alt kopruden kaldirilarak birinci
telinin bitisigine getirilip Diigah perdesine
(329,6 Hz) akortlanmalidir. ikinci tel birinci
tele yaklastirilirken ust koprudeki yerinin
degistirilmemesine dikkat edilmelidir. Bunun
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sebebi ise alt kdpriideki yeri degistirilen ikinci
telin Ust koprude sabit tutularak akortlanan
frekansta sabit kalmas1 ve birinci tel ile olan
ahenginin saglanmas1 gerekliligidir. Daha
sonra her iki tele de aym1 parmak numaralan
ile basarak ve yay1 ayni anda her iki tele
surerek ses elde edilir. Boylelikle Cifte Kiris
icra teknigi meydana getirilmis olur. Genel
olarak keman tel dizeni ve aciklanan Cifte
Kiris icra tekniginin keman Uzerindeki tel
bicimi asagida iki farkli gérselde sunulmustur.

Kaba Cargih (196 Hz

Rast (293.6 Hz)

Resim 2. Cifte Kiris icrasina yonelik keman tel diizeni

Gorildugu Ulzere Cifte Kiris icra teknigi
Bat1 miizigi keman icra tekniklerinden Cift
Tel (Fr. Double cordes, ing. Double Stops)
teknigi ile kelime anlami olarak benzerlik
gosterse de Cifte Kiris icra teknigi keman
lizerindeki tel diizeninin degistirilmesiyle
olusturulmakta ve olusturulan tel duzeni
ile birlikte biiylik cogunlukla Oktav icrasinin
meydana getirilmesinden ibaret oldugu
anlasilmaktadir.

Tlrk muzigi icrasinda cift ses kullanimi,
taksim ve saz eseri icralarinda rastlanilan
icracilarin bir cesni katmak edasiyla cok az
kullanmis olduklan ve nadir rastlanilan bir
durumdur. Cift ses “Uyumlu iki sesin birlikte
kullanildigr icra sekilleridir. Bu icra tiiriinde
Bat1 Miizigi’nin etkileri gorilmektedir”
(Kacar, 2012, s. 133). Bunun yani sira Cifte
Kiris icra teknigi Tiirk miizigi tGslibuna uygun
bir icraya olanak saglamasi bakimindan 6nem
arz etmektedir.

Kemani Ama Recep’in Cifte Kiris ile Rast
Taksim Ornegi

Tirk mizigi keman icrasinda Cifte Kiris
icra teknigini kullanarak olusturulan en
onemli kaynak Kemani Ama Recep’in
Rast makaminda icra etmis oldugu taksim
ornegidir. 01.02.1939 tarihinde Columbia
sirketi tarafindan yayinlanan plagin haricinde
ne yazik ki Ama Recep hakkinda hicbir bilgiye
ulasilamamistir. Mehmet Hakan Ozsarac’in
plak arsivi ile Diccogs isimli plak sitesinden
alinan ve asagida iki farkli gorseli sunulan
plagin diger vyiizinde ise Ama Recep’in
Keman ile Hicaz makaminda icra etmis
oldugu taksimin ses kaydi bulunmaktadir.

Resim 3. Kemani ama Recep-keman ile Cifte Kiris Rast
taksim plagr (Mehmet Hakan Ozsarac¢’in plak arsivinden
alinmistir.)
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Resim 4. Discogs sitesinden alinan ilgili plagin gorseli

Kemani Ama Recep’in Columbia sirketi
tarafindan kaydedilen plagina dair cesitli
yorumlarin bulunmasi, plagin yalnmzca Tirk
toplumu icerisinde degil ayn1 zamanda plagin
dagitiminin gerceklestigi diger toplumlardaki
dinleyiciler tarafindan dailgiile karsilandigini
gostermektedir. Kazilan Gomalak, Columbia
sirketi tarafindan yayinlanan Kemani Ama
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Recep’in Ciftetelli plagina yorum olarak
“Ad1 ‘Recep, Kor Kemanci’ anlamina gelen
biiylik Kemani Ama Recep tarafindan kac
tane kayit tutulmustur bilmiyorum. Turkish
Columbia’da iki tane buldum ve ikisi de
ustaca performanslar, hepsi taksim. inanin
ya da inanmayin, Recep’in birkac bestesinin
45’li yillardan sonra piyasaya surulecek kadar
popiiler olduguna inanmyorum” ifadelerine
yer vermistir (https://excavatedshellac.
com/2009/01/19/kemana-ama-recep-
ciftetelli-taksim/).

Kemani Ama Recep’in Cifte Kiris teknigi ile
Rast makaminda icra etmis oldugu 03 dakika
06 saniye suren plak kaydindaki taksiminin
ayrnntili  tahliline gecmeden once ilgili
taksimin girizgdh bolumiine bakildiginda;
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Nota 1. Kemani Ama Recep’in Cifte Kiris ile Rast taksiminin girizgah bolimii

Gerdaniye ve Rast perdelerinin icrasinda
bos tel kullanmis olmasindan yola cikarak
Cifte Kiris teknigi icin olusturdugu keman
tel dizeninin (inceden kalina dogru);
Gerdaniye (587,2 Hz)- Rast (birinci tele
yakinlastinlan ikinci tel 293,6 Hz)-Rast
(293,6 Hz)-Kaba Cargah (196 Hz) perdesi
oldugu anlasilmaktadir. Recep’in birinci
teli Gerdaniye perdesine akortlamasinin
sebebinin hem yasamis oldugu doneme ait
keman icracilarinin kullanmis oldugu mevcut
tel diizeni hem de Cifte Kiris teknigi ile icra
etmis oldugu Rast makaminin karar perdesini
elde etme gerekliligi icin olusturdugu
soylenebilir.

Cifte Kiris teknigini simgeleyen herhangi
bir sembol bulunmamaktadir. Ilgili taksimin
notaya aktarilan girizgadh bdélimiinden de
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anlasildig1 lizere Cifte Kiris icra tekniginde
biiyiik cogunlukla oktav icrasinin meydana
getirildigi anlasilmaktadir. Hem tahlil icin
notaya alinan taksim icralarinin hem de
gelecekte olusturulacak oyun havalarinin
icrasinin Cifte Kiris ile gerceklestirilmesi
ve icraci ile okuyucuya kolaylik saglamasi
bakimindan bu calismada Cifte Kiris icra
teknigine yonelik bir sembol Onerisinde
bulunulmustur;

3

1
pp—

Sekil 1. Cifte Kiris icra teknigine yonelik sembol Onerisi
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Onerilen Cifte Kiris icra teknigine yonelik
sembolde yer alan birinci paralel ¢izgi keman
tel diizenindeki birinci perdeyi, paralel olarak
baslayan daha sonra kiicik bir dik ¢izgi ve
ardindan tekrar birinci cizgiye paralel olarak
devam eden ikinci ¢izgi ise Ust kopriide sabit
tutularak alt kopriden kaldirilip birinci tele
yaklastirilan ikinci perdeyi simgelerken, iki
paralel cizgiye denk gelecek sekilde olan dik
cizgi ise her iki tele ayn1 anda basilarak icra
edilecegi iizere tasvir edilmistir. Kemani Ama
Recep’in tahlili yapilan Cifte Kiris ile Rast
makamindaki taksiminin notaya aktarilan
niishasinda okuyucuya kolaylik saglamasi
amaciyla onerilen sembol kullanilmis olup
yalnizca icra edilen perdelerin pest olanlan
notaya aktarilmistir. Bu sebeple ilgili notanin
nushasinda ve aciklamalarda yer verilen
perdelerin bir 8’li yukarisindaki perdeler ile

birlikte dusunilmesi gerekmektedir.

Kemani Ama Recep’in Cifte Kiris teknigini
kullanarak Rast makaminda icra etmis
oldugu taksimde Segah perdesinden
agaz edilerek seyre baslanmistir. Diigah
perdesinde Ussak’li kalisin ardindan yerinde
Rast’li kalis gosterilmistir. Notaya alinan
ve minutajlarnn  dizeklerin baslangicinda
belirtilen ilgili taksimin ikinci dizeginde Neva
perdesi vurgulanmis, Huseyni perdesinin
icrast icin Neva perdesinin icrasinda 2.
parmak kullamlarak 3. konum degisikligi
kullanilmistir. Akabinde Cargah perdesinin
icrasinda 3. parmak kullanilarak 1. konuma
tekrar gecilmis ve vyerinde Rast’li kalis
yapilmistir. Taksim icrasinin ilgili bolumunde
Glissando, Carpma ve Tril susleme teknikleri
kullanilmistir (Nota 2).

Nota 2.

Uclincu dizekte Hiiseyni perdesinin icrasinda
2. parmak kullanilmis ve boylelikle 4. konuma
gecis yapilmis ardindan Acem perdesi
kullanlarak Neva perdesinde Nihavend’likalis
gosterilmistir. Cargah perdesinin icrasinda
3. parmak kullanilarak 1. konuma tekrar
donus yapilmis Kurdi perdesi tamamlayic
perde olarak kullamlip Segah perdesinde
Segah cesnisi kullamlmistir. Acem perdesinin
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icrasinda 4. parmak kullanilarak 3. konuma
gecis yapilmis ve inici bir ezgi kullanilan
bolimde Segadh perdesinin icrasinda 2.
parmak kullanilarak 1. konuma tekrar
gecilmistir. Dordiincli dizekte Cargah perdesi
vurgulanmis ve Rast perdesine inerek tekrar
Rast’li kalis duyurulmustur. Taksim icrasinin
ilgili bolumunde Carpma, Tril ve Glissando
susleme teknikleri kullanilmistir (Nota 3).

" Detayli bilgi icin bkz. Ijlatipoélu, V. (2017). “Turk
Miizigi Keman Akordu”, Idil Dil ve Sanat Dergisi,
say1:29, s. 289-309.
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Nota 3.

Besinci dizekte Rast-Acem atlamasinda
Acem perdesinin icrasinda 4. parmak
kullanilarak 3. konuma gecilmis akabinde
inici bir ezgi ile Segah perdesinin icrasinda
2. parmak kullanilarak 1. konuma tekrar
gecilmistir. Altinc1 dizekte Rast perdesinde

00.38

Acemli Rast kalis1 gosterilmistir. Huseyni
perdesinin icrasinda 3. parmak kullanilarak
3. konuma gecis yapilmistir. Taksim icrasinin
ilgili bolumunde Glissando, Carpma ve Tril
susleme teknikleri kullamlmistir (Nota 4).

Nota 4.

Yedinci dizekte Cargah perdesinin icrasinda
3. parmak kullanilarak 1. konuma tekrar
gecilmis ve Neva perdesi vurgulanmistir.
Daha sonra Diigah-Segah ve Diigah-Rast
perdeleri arasinda yogun bir sekilde

Glissando siisleme teknigi kullamlarak
sekizinci dizekte Rast perdesinde Rast’l1 kalis
hissiyat1 vurgulanmistir. Taksim icrasinin ilgili
bolimiinde Carpma ve Glissando susleme
teknikleri kullanilmistir (Nota 5).

Nota 5.

Dokuzuncu dizekte Rast perdesinde Rast’li
kalisin  ardindan  Rast-Huseyni  perdesi
atlamasinda Glissando siisleme teknigi
kullanmlarak Huiseyni perdesinin icrasinda 3.
parmak kullanilmis ve boylelikle 3. konuma
gecilmistir. Akabinde Cargah perdesinin
icrasinda 3. parmak kullanilarak 1. konuma
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tekrar gecis yapilmis ve Rast perdesinde
Rast’l1 kalis yapilmistir. Onuncu dizekte Neva
perdesinin icrasinda 2. parmak kullanilarak
3. konuma gecilmis, Hisar perdesinin
icrasiyla da Neva perdesinde Araban’li kalis
gosterilmistir. Neva perdesinin ardindan
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gelen Cargah perdesinin icrasinda 3. parmak
kullanilarak 1. konuma gecis yapilmis ve Rast
perdesindeBasitSuzinak’likalisgosterilmistir.
Rast-Cargah perdesi atlamasinda Glissando
sisleme teknigi kullanilarak gecis yapilmis
ve Cargah perdesinin icrasinda 1. parmak
kullanmlarak aym1 zamanda 3. konum
degisikligi gosterilmistir. Hisar perdesinin
icrasimin ardindan Glissando siisleme teknigi

kullanilarak Gerdaniye perdesi 4. parmak ile
icra adilmis ve 4. konuma gecis yapilmistir.
Daha sonra inici bir ezgi ile Cargah perdesi
1. parmak ile icra edilerek 3. konuma tekrar
gecis saglanmis ve Neva perdesinde Araban’li
kalis gosterilmistir. Taksim icrasimin ilgili
boliimiunde Carpma, Glissando ve Alt Mordan
susleme tekniklikleri kullamlmistir (Nota 6).

Nota 6.

On birinci dizekte Cargah perdesinin icrasinda
3. parmak kullanilarak 1. konumdan, Neva
perdesinin icrasinda 2. parmak kullanilarak
3. konuma gecilmistir. Biyik cogunlukla
ayn1 anda iki tele aynm parmak numaralarinin
icrasiyla gerceklestirilen Cifte Kiris icra
teknigi ile olusturulan taksimin bu boliimiinde
ikinci telde 2. parmak Neva perdesinde sabit
tutularak bir dem ses olusturulmus ancak
birinci telde farkli bir ezgi icra edilmistir.
Hisar perdesinin kullanimi ile birlikte Cargah

perdesinde Nikriz’li kalis gosterilmistir.
On ikinci dizekte Gerdaniye perdesinin
icrasinda  Glissando  siisleme  teknigi

kullanmilmis olup perdenin icras1 4. parmak

ile gerceklestirilmis ve boylelikle 4. konuma
gecilmistir. Acem ve Dik Hisar perdeleri
kullamlarak Cargah perdesinin icrasi 1.
parmak ile gerceklestirilmis ve akabinde
Neva perdesinde Ussak’li kalis gosterilmistir.
Daha sonra Gerdaniye perdesinin icrasinda
4. parmak kullanilarak 4. konuma gecilmis,
Acemiile Dik Hisar perdelerinin de kullanimina
devam edilerek Cargah perdesinin icrasinda
3. parmak kullanilarak 1. konuma gecilmis
akabinde Kirdi perdesi tamamlayici perde
olarak kullanilip Segah perdesinde Segah’li
kalis yapilmistir.  Taksim icrasimin ilgili

boliimunde Alt Mordan, Carpma ve Glissando
susleme teknikleri kullamlmistir (Nota 7).

Nota 7.

On Uclincli dizekte Glissando siisleme teknigi
kullanlarak Gerdaniye perdesinin icrasinda
4. parmak kullamlmis ve boylelikle 4.
konuma gecis yapilmistir. Daha sonra Acem
perdesi kullamlmis olup Neva perdesinin

icrasinda 4. parmak kullanilarak 1. konuma
gecilmis, Nim Hicaz perdesinin eklenmesi
ve Kurdi perdesinin de tamamlayici perde
olarak kullanilmas ile birlikte Segah perdesi
uzerinde Mustear cesnisi gosterilmistir.
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Akabinde Nim Hicaz perdesinin icrasinda
1. parmak kullanilarak 3. konuma, Segah
perdesinin icrasinda 2. parmak kullanilarak
1. konuma gecis yapilmistir. On dordincu
dizekte Huseyni perdesinin icrasinda 3.

parmak kullanilarak 3. konuma gecilmis ve
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olusturulan ezgiden sonra Segah perdesinin
icrasinda 2. parmak kullanilarak 1. konuma
tekrar gecis yapilmistir. Taksim icrasinin ilgili
bolimiunde Glissando ve Carpma susleme
teknikleri kullanilmistir (Nota 8).

Nota 8.

On besinci dizekte Nim Hicaz perdesinin
kullanimiyla birlikte Diigah perdesinde Saba
cesnisi  gosterilmistir. Rast perdesinden
Neva perdesine geciste Glissando siisleme
teknigi kullanilmis ve Neva perdesinin
icrasinda 2. parmak kullanilarak 3. konuma
gecis yapilmisti.  Akabinde  Hisar-Nim

Hicaz perdeleri kullanilmis olup Dik Kirdi
perdesinin icrasinda 2. parmak kullanilarak
1. konuma gecis yapilmis ve on altinc
dizegin sonunda Rast perdesinde Neveser’li
kalis gosterilmistir. Taksim icrasimin ilgili
bolimunde Glissando, Carpma ve Tril
susleme tekniklerine yer verilmistir (Nota 9).

Nota 9.

On vyedinci dizekte Huseyni perdesinin
icrasinda 3. parmak kullanilarak 3. konuma
gecis yapilmis akabinde Segah perdesinin
icrasinda 2. parmak kullanlarak 1. konuma
tekrar gecilmistir. On yedinci dizegin sonunda
Cargah perdesi vurgulanmis daha sonra
Nim Hicaz perdesinin kullanimiyla birlikte
Diigah perdesinde Saba cesnisi gosterilmis

02.20

3 2

ve ardindan Cargah perdesinde Hicaz’li kalis
yapilmistir. On sekizinci dizekte Hiseyni
perdesinin icrasinda 3. parmak kullanilarak
3. konum, Segah perdesinin icrasinda ise 2.
parmak kullanilarak 1. konum degisiklikleri
yapilmistir. Taksim icrasinin ilgili bolimiinde
Carpma ve Glissando susleme teknikleri
kullanilmistir  (Nota 10). On dokuzuncu
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dizekte Neva perdesinin icrasinda 2. parmak
kullanilarak 3. konuma gecis yapilmistir.
Daha sonra Segah perdesinin icrasinda 2.
parmak kullanilmis olup 1. konuma tekrar
gecilmis ve Segah perdesinde Segah cesnisi

02.39

gosterilmis, yirminci dizegin sonunda ise
Diigah perdesinde Usak’li kalis yapilmistir.
Taksim icrasinin ilgili bolimiinde Carpma,
Glissando ve Alt Mordan susleme teknikleri
kullanmlmistir (Nota 11).

02.45
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Nota 11.

Yirmi birinci dizekte Rast perdesine vurgu
yapilarak Rast perdesinde Rast’li kalis
gosterilmis akabinde Glissando susleme
teknigi kullanilarak Gerdaniye perdesinin
icrasinda 4. parmak kullamlmis olup 4.
konuma gecilmistir. Daha sonra Acem perdesi
kullamlmis ve Cargah perdesinin icrasinda ilk
once 1. parmak kullanilarak 3. konum, daha

sonra ayni perdenin icrasinda 3. parmak
kullamlarak 1. konum degisikligi yapilmistir.
Yirmi ikinci dizekte Rast perdesi Uzerinde
Rast seyri gosterilerek yerinde Rast’li kalis
yapilmistir. Taksim icrasinin ilgili boluminde
Glissando ve Carpma susleme teknikleri
kullamlmistir (Nota 12).
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Nota 12.

KemaniAméRecep’in(;ifteKiri§tekni§iileicra
etmis oldugu Rast makamindaki taksimde 1.,
3., ve 4. konum degisikliklerinin kullanildig:
goriilmiistiir. ilgili taksim icrasinda Rast
perdesinde Rast, Diigah perdesinde Ussak,
Segah perdesinde Segah, Rast perdesinde
Acem’li Rast, Neva perdesinde Araban,
Rast perdesinde Basit Suzinak, Cargah

perdesinde Nikriz, Neva perdesinde Ussak,
Segah perdesinde Miistear, Diigah perdesinde
Saba, Rast perdesinde Neveser ve Cargadh
perdesinde Hicaz cesnilerine yer verilmis
olup ilgili taksimin butuninde Glissando,
Carpma, Tril ve Alt Mordan susleme teknikleri
kullamlmistir.
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Sonug

Arastirmanin bu bolimiinde Tirk miizigi
keman icraciiginda Cifte Kiris icra teknigine
ve Kemani Ama Recep’in Cifte Kiris ile Rast
taksim icrasimin tahlili dogrultusunda Cifte
Kiris icra teknigi icin gereken diger teknik
ozelliklere iliskin sonuclara yer verilmistir.

Tirk miizigi keman icraciiginda kullanilan
Cifte Kiris icra tekniginin kelime anlam
olarak Bati miizigi keman icra tekniklerinden
Cift Tel (ing. Double Stops, Fr. Double
cordes) ile benzerlik gostermesine karsin
meydana getirilis biciminde farkliliklarin
oldugu ve Cifte Kiris icra tekniginin Tirk
miizigi Uslubuna yonelik meydana getirilecek
olan icraya uygun oldugu tespit edilmistir.
Cifte Kiris icra teknigindeki farkliligin tel
diizeninin degistirilerek olusturulmasindan
kaynaklandigi sonucuna vanlmistir. Cifte Kiris
icra teknigine yonelik olusturulan tel diizenin
ise; ikinci telin alt kopriden kaldirlarak
birinci tele yakinlastinlmasi ve daha
sonra ikinci telin, birinci telin frekansinin
yarisi kadar olan degerde akortlanmasi ile
olusturuldugu ortaya konulmustur. Ornegin;
birinci tel Muhayyer perdesine (659,2 Hz)
akortlanmis ise birinci tele yaklastinlan
ikinci tel Diigah perdesine (329,6 Hz)
akortlanmalidir. Cifte Kiris icra tekniginin
tel dizeninin  degistirilerek  meydana
getirilmesiyle olusan hem ses sahasi hem
de eslik icralarinda daha o6n plana c¢ikacak
olmasi sebebiyle eslik icralarinda neredeyse
hic kullanilmadigi sadece taksim ve oyun
havast formlarinin icralarinda kullanildig
tespit edilmistir.

Cifte Kiris icra teknigine yonelik mevcut bir
semboliin olmadigr ve ilgili ses kayitlarina
yonelik notayaaktarilanniishalarin okuyucuya
gliclik olusturacagi ortaya konulmus olup
bu sebeple Cifte Kiris icra teknigine yonelik
sembol onerisinde bulunulmustur.

Kemani Ama Recep’in Cifte Kiris teknigini
kullanarak icra etmis oldugu Rast
makamindaki taksimin tahlili dogrultusunda;
Cifte Kiris teknigi ile icra edilecek herhangi
bir makama ait dizinin tum perdelerini

2022, 10(2) 167-182
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kullanabilmek icin konum degisikliginin
biyik bir oneme sahip oldugu tespit
edilmistir. Bahsi gecen icra tekniginin

gerceklestirilebilmesi icin ozellikle 1, 3 ve 4.
konum degisikliklerine hakimiyet gerekliligi
ortaya konulmustur. Aynica Cifte Kiris
icra teknigiyle meydana getirilen taksim
icralarinda makam geckilerinin kullanilmasi
icray1 monotonluktan kurtararak daha zengin
bir hale doniistiirecegi sonucuna varilmistir.
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Cifte Kiris performance technique in Turkish music violin
performance: The example of Rast taksim of Kemani Ama
Recep

Extended Abstract

Due to its structure, the violin is an instrument that is used in the performance of many musical genres
and has an important place today. The violin, which has also found a place in Turkish music culture, has
become one of the most important string instruments in Turkish music performance over time. Another
factor that makes the violin popular in Turkish music performance is the training of important performers
in the field of Turkish music with violin performance. The main reason for the need for technical
mastery and the attitude characteristics One of the performance techniques used to strengthen the
musical expression in Turkish music violin performance is the Cifte Kiris performance technique.used
by the performers is to create personal expression and strengthen the musical expression. The fact that
instrument performance was mostly used as an accompaniment to oral music until the 20th century
and the Cifte Kiris performance technique was almost never used in accompaniment performances,
and the fact that there are very few existing sound recordings performed with the aforementioned
performance technique causes the Cifte Kiris performance technique to be forgotten by violin players
today. The most important source we have for the Cifte Kiris performance technique is the example
of the taksim in the Rast makam, performed by the Kemani Ama Recep with the Cifte Kiris technique.
In this study, it is aimed to determine how the Cifte Kiris performance technique was created in
Turkish music violin performance, and why it is being forgotten today when we look at the Turkish
music violin performance history and qualitative research method was used to determine the other
technical features required in the Cifte Kiris performance technique by analyzing the Kemani Ama
Recep’s Cifte Kiris performance technique and the taksim performance in Rast magam. Looking at
the archives of audio recordings performed with the Cifte Kiris performance technique, it is seen
that the mentioned performance technique is used only in the performance of two (2) forms. One
of them is Taksim performances and the other is Oyun Havasi performances. Although the Cifte Kiris
performance technique used in Turkish music violin performance is similar to the Western music violin
performance techniques, Double stops (Fr. Double cordes), there are differences in the way it is
formed and the Cifte Kiris performance technique will be created for the Turkish music style. found
to be suitable for execution. It has been revealed that the string arrangement created for the Cifte
Kiris performance technique is formed by lifting the second string from the lower bridge and bringing
it closer to the first string, and then tuning the second string at half the frequency of the first string.
It has been revealed that there is no existing symbol for the Cifte Kiris performance technique and the
transcripts transferred to the notes for the relevant sound recordings will create difficulties for the
reader, therefore, a symbol suggestion for the Double Beam performance technique has been made.
In line with the analysis of the taksim in Rast magam, which was performed by the Kemani Ama Recep
using the Cifte Kiris technique, it has been determined that the position change is of great importance
in order to use all notes of any magam’s scale to be performed with the Cifte technique. In order to
realize the aforementioned performance technique, the necessity of mastering especially the 1st, 3rd
and 4th position changes has been put forward.

Keywords
cifte kiris, taksim, Turkish music, violin, Kemani Ama Recep
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Abstract

We studied determinism and free will, encompassing links between philosophy, psychology, musical
poetics, music analysis, and musical theory of mind (MTOM). The determinism of a musical piece
refers to its deterministic features, the deterministic compositional processes involved in its creation,
as well as the psycho-poetical determinism of its composer. A strong deterministic composition
generates multiple musical elements rigidly and automatically under the premises set by a strong
poetic determinist. A weakly deterministic composition, as created by the weak poetic determinist,
generates small elements somewhat automatically and logically. Poetic libertarians compose music
without planning and as their fancy dictates. We use these ideal definitions to classify certain French
spectral and concrete composers and their pieces. We surveyed Koreans to establish whether they
heard these genres and composers as such. Five hundred four randomly selected respondents in Korea
heard parts of two spectral and two concrete pieces, then completed a data collection tool. Analyzing
data in SPSS/Microsoft Excel we identified how people listen to musical determinism/libertarianism
and how people have MTOM depend on their psycho-social attributes, including their psychological
beliefs in and understanding of determinism/libertarianism: e.g. Respondents who properly understood
determinism/libertarianism did better at perceiving the deterministic spectral music and free concrete
music than did individuals who did not. Our phenomenological research did not provide the only
possible explanation of the links or correlations.

Keywords

determinism, French concrete music, French spectral music, Korean way of
perceiving the musical determinism/libertarianism, musical poetics, musical
theory of mind, prepared deterministic composition, psychological determinists/

libertarians

Determinism and Free Will Pools:
Philosophy, Science, Socio-Culture,
and Psychology

According to the philosophical determinism,
an event or a state at a certain point of
our universe is both a result of a previously
existing cause or causes and the cause of
subsequent events or states; between the
cause and its effect, there is causality.
Determinism was proposed with atomism
and causality by ancient Greeks (Dennett,
2003, p. 7-8). With the keyword in
determinism being causality, Pink suggests
causal determinism (2004, p. 13). With
causal determinism, we can accept the
idea that the world can be understood,
explained, and predicted. Our universe is
strongly deterministic if causality always

works within." The explanation of the
deterministic universe needs physical
inevitability. Searle mentions the only
explanation of a natural phenomenon, that
it had to occur without other possibilities
(2007, p. 38-39). Penrose goes a step
further: Causality is expressed by some
precise mathematical scheme and the
entire history of causal universe is fixed
following this scheme (2016, p. 559).
The important elements of philosophical

" For strong determinism, see Wegner (2004),
Smilansky (2011) and Churchland (2013). Neural
determinism is a logical basis for strong determinism.
For neural determinism, see Gazzaniga (2011, p. 44,
129), Harris (2012, p. 9), Libet (1985), Fried et al.
(2011), Haggard (2011) and Haynes (2011). The brain
processes incoming signals via circuits that have been
laid down by our genetic inheritance (Critchlow,
2019, p. 4).
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determinism are causality, inevitability, and
pre-fixation. Does the pre-fixation mean a
fate? Determinism was proposed with fate
in many ancient cultures (e.g., Oedipus of
Sophocles and Karma of the ancient Indian
culture).? Some researchers distinguish
fatalism or predestination from determinism;
for Critchlow the fate is understood as the
destination we were always overwhelmingly
likely to arrive at (2019, p. 9).

An implicit concept of freedom was
proposed by Aristotle (2002), with self-
control and decision (p. 126). Freedom has
been linked with control (Engels, 1969, p.
136; Pink, 1996, p. 3; Pink, 2004, p. 2, 3).
Later, freedom was connected with choice:
Tatian the Assyrian (?-185) argued that the
free will was required so that the bad man
could be justly punished. The free man has a
choice to commit a sin: Only he is ethically
responsible for his sin (Frede, 2011, p. 11).
According to Campbell, freedom has long
been presupposed in moral responsibility (p.
400). Based on theories of self-causation/
self-determination, free will became the
universal foundation for American legal
system.

One can express causality with natural/
usual language or ideal/artificial language
(Mackie, 1965). Some have identified many
different concepts of causality in scientific
laws, simple physical feelings (Whitehead,
1978, p. 236), magical thought (Pronin,
Wegner, McCarthy & Rodriguez, 2006),
intuition (Kistler, 2015), intuitive theories
(Gopnik & Wellman, 2012; Shtulman, 2017,
p. 4), common-sense psychology (Heider,
2015, p. 5), language (Copley & Wolff,
2015), etc. Taylor identified various realms
of determinism (Taylor, 1967).

Causation is informed by our experiences
of the world we all live in and reflect
on (Honderich, 2005, p. 9). Causality,

% Since then, determinism as fate or destiny has been
used as motifs in arts: e.g., Shakespeare’s Macbeth,
Diderot’s Jacques le fataliste et son maitre, Wagner’s
Parsifal, Hardy’s Tess of the d’Urbervilles, Marquez’s
One Hundred Years of Solitude, and Kurumi’s Repeat,
etc.

causation, determinism, and free will
can be studied as philosophical/scientific
terms and as sociocultural/psycho-cultural
beliefs/memes, people’s  psychological
experiences, artistic motifs/poetics/terms,
etc.’ There are determinism and free will
pools from which persons draw their own
small repertoire.

The sociocultural meanings of beliefs in
determinism/libertarianism have changed;
e.g., for conservative LeBon, deterministic
socio-economic laws were more decisive,
which conflicted with the freedom that
French revolutionaries argued for (1980,
p. 129). Today’s American conservatives
tend toward libertarianism, liberals
toward determinism (Harris, 2012, p. 61).
Researchers study who believes in scientific
or incredulous theories and to what degrees
(Miller, Scott & Okamoto, 2006; Harris,
2009; Pew Research Center, 2009 & 2015;
Hood, 2009; Lewandowsky, Ecker, Seifert,
Schwarz & Cook, 2012). Sociocultural/
psycho-cultural studies on who believes
in determinism or free will and to what
degrees are necessary. Sociocultural factors
influence children’s academic achievement
(Oulhote & Grandjean, 2016), obesity (Datar
& Nicosia, 2018), and emotions (Kramer,
Guillory & Hancock, 2014). Sociocultural
factors may influence individuals’ beliefs
about determinism and free will, as well
as their musical experiences. There may be
psychological determinists and libertarians
among composers and among music
listeners. How people listen to a musical

3 People have psychological experiences of free will
(Locke, 1979, p. 625; Schopenhauer, 1985/1981, p. 349;
Barash, 2003, p. 222). Some tie the illusion of free will
to our evolutionary past (Wright, 1995, p. 350; Carter,
2010, p. 207; Baumeister, 2013; Miller 2018, p. 198).
People have also experiences of deterministic situations:
that they were not the authors of their thoughts/actions
and rather than these had just happened to them; they
report being able to only observe how their thoughts
manifested inside of them or being aware of their
inability to control their thoughts (Hadamard, 1945, p.
13, 15, 16, 17; Penrose, 2016, p. 419; Mithen, 1996, p.
167, 169; Lichtenberg, 2012, p. 6; Baggini, 2016, p. 88;
Sacks, 2017, p. 144). People’s feelings of free will and
determinism may not match up with philosophical free
will and determinism.
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piece may depend on their sociocultural
attributes, including their psychological
beliefs in and understanding of determinism/
libertarianism.

Brief History on Determinism and Free
Will in Musical Poetics

A poetics of music is a consciously created
theory about how music can be composed.
Creating a compositional process is creating
a poetics or theory of composition. That
is, some composers consciously invent and
follow certain compositional processes that
generate elements of a musical piece.* Such
processes can exist prior to the piece and
generate outputs automatically or inevitably
from their corresponding inputs; we can call
such a process a “prepared deterministic
compositional process” (PDCP). There is
a causality between output generated
from PDCP and input. Like Penrose’s pre-
fixed universe, Strongly deterministic
music is pre-fixed following the input and
PDCP. Composers who use a PDCP have
deterministic beliefs about musical poetics.

The determinism in composition arises from
formal processes that describe logical or
automatic generation (De Gérando, 1996, p.
9). The compositional formalism means “any
systematic ordering, or way of organizing,
creating, or analyzing compositional systems”
(Loy, 1989, p. 293). A PDCP is systematic
compositional formalism, such as by method,
rule, or algorithm. One can categorize
stronger determinisms of composers and
their PDCPs: composers who follow a PDCP
flexibly to generate one or two dimensions

4 Borrowing Molino’s model (1989), Nattiez (1987, p.
34) proposed three semiotic dimensions of the symbolic
phenomenon:  poiétique  dimension, esthésique
dimension, and trace. We translated the poiétique
dimension into the poetic dimension. For us, poetics
concerns this dimension. Nattiez said that the symbolic
form results from a creative process that one can
describe or reconstruct. A musical piece can be a
symbolic form. Creative compositional processes can
be Weber’s ideal types, on which see Weber (1949. p.
90), Coates (2006, p. 87), and Babbie (2016, p. 346). A
historian can create a musical model as a hypothetical
construction in which he compares phenomena to each
other (Dahlhaus, 1985, p. 121).
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of music are weakly poetic determinists,
and those who stringently follow the PDCP
as the algorithm for many dimensions are
strong poetic determinists. For a weakly
deterministic  piece, processes  work
flexibly, with some random and inexplicable
elements. In a strongly deterministic piece,
there is little or no inexplicable randomness;
many things within it are understandable
and explainable. A PDCP is useful when one
needs understanding and explanation. We
use “method” to mean a low-level PDCP,
“rule” to mean an intermediate-level PDCP,
and “algorithm” which is the most carefully
defined to mean a high-level PDCP.> Poetic
libertarians compose their music without
planning and as their fancy dictates. Debussy
reportedly said that “I wish only to render
what | can hear. There is no theory. You
have only to listen. Pleasure is the law”.
If he worked in this way, he was a poetic
libertarian.

The classic tonal system is a rule that
guarantees some predetermined and
predictable harmonic/melodic progressions.
It is a statistical system (Meyer, 1956, p. 54);
compositional syntax can be represented
as formal grammars (Roads, 1979, p.
53). These specify rules that determine
valid constructions (p. 49); Besson and
Faita (1995) allege that people appear to
internalize such a classic tonal system. The
post-romantic tonal system is a low-level
PDCP that permitted various harmonic/
melodic progressions that were difficult
to predict. According to Szendy (1996),
Schoenberg had a hard time with the long
instrumental forms in his free atonal period
(p. 20). It was possibly because he had
discarded traditional PDCPs; his twelve-
tone technique was novel and the strongest
PDCP of his time. With it, he could again
compose large-scale instrumental works.
Webern’s Variationen fiir Orchester, Op.
30, is a preexisting structure that delimits
compositional liberty (Schaffer, 1963, p.
263-268). Nono (1958, p. 25-37) identified

5 For a history of formalism, see Schwanauer and Levitt
(1993). For algorithms, see Loy (1989, p. 291-318).
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three historical phases: melodic serialism
(Schoenberg); melodic, harmonic, rhythmic,
and timbral serialism (Webern as composer
of Variationen fiir Orchester); and serialism
of all musical elements (Boulez, Maderna,
Nono, and Stockhausen). One sees here the
increasing musical determinism of PDCPs,
which was a sociocultural/psycho-cultural
phenomenon of WEIRD (Western, Educated,
Industrialized, Rich, and Democratic)
settings between 1923 and 1970.

A PDCP can be based on nature or artificial
algorithms. It can be assisted by computers.
Composers can generate musical elements
without using computers, as Schoenberg
manually did from his prime form of the row.

Determinism and Free Will in Spectral/
Concrete Music and Research Questions

Here we lay out reinterpretations of certain
French spectral pieces and concrete pieces.
From the analytical/poetic studies on these
pieces, certain research questions - stated
in bold/italic font - will be raised. We will
survey South Koreans to establish how they
respond to these questions.

In spectral music (SM), tones are already
registered in the compositional project:
their destiny is predetermined (Murail, 1989,
p. 154). Scientific and rigorous dissection
of selected sounds results in objective
descriptions that transcend the personal
tastes of the spectral composer (Anderson,
1989a, p. 21-22). Spectralists simply plant
a musical seed as a harmonic spectrum
and watch it grow (Anderson, 1989b, p.
135). These may be metaphorical stories or
authoritative claims. Anyway, spectralists
presented new ways to create music by
analyzing acoustic sounds.

There are some PDCPs and deterministic
features in contemporary Western artistic
music. Many deterministic pieces between
1950 and 1970 were created by serialists
who mainly wrote based on symbolic/
mathematical research. Some find it difficult
to listen to serial music (Barriere, 1989, p. 39;

Dufourt, 1991, p. 292). Certain spectralists
studied the audibility of music (Murail, 1989,
p. 151, 162; Barriere, 1989, p. 37; Malherbe,
1989, p. 47). If so, is the determinism of
SM perceptible? To examine this research
question, we study SM and reformulate it to
make it easier to answer.

Concrete music (CM) makes a good subject
for comparison with SM:

1. Many concrete composers created
their music by literally playing it by ear. They
also considered the auditory perceptibility.

2. Some concrete composers showed
weak PDCPs and a free way of composing
music.

3. Certain concrete composers posed
another deterministic question, one of
virtual causality (see below).

Are the weak determinism, freedom, and
virtual causality of CM perceptible? To
examine this research question, we study CM
and reformulate it.

Grisey analyzed the E2 sound of a trombone
and acquired a sonogram presenting certain
spectra, from which he took some partials
that were loud and long. He did not choose
partials arbitrarily. He then transcribed
the parameters of the partials into musical
equivalents, which produced the last page of
Périodes. These equivalent elements were
fixed outputs for an input, the E2 sound.
He did the same for the opening part of
Partiels with the E2 sounds of a trombone
and a contrabass. Grisey (1991, p. 356)
called the last page of Périodes “a synthetic
spectrum . . . the projection of the natural
structures [of the tone E:2] into a dilated
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and artificial space [as orchestral sound]”.
Périodes orchestrally resynthesizes the E2
sound. Grisey (p. 352) did an “instrumental
[additive] synthesis”, equivalent to an
additive synthesis in electronic music. These
descriptions also apply to Partiels. The
process of instrumental additive synthesis is
dilation of a sound object, whereas the sound
object [as a natural structure/spectrum] is
a contracted process (Grisey, 1989, p. 103).
If some spectral data of a sound object
are given, its dilation is also given. The
predetermined automatic transition from
the object/spectrum to process/projection
is a PDCP.

Some other examples of PDCP in SM are
the decimal logarithm of the ratio between
harmonic partials, multiplied by a factor k,
which generates the durations in seconds of
Partiels (Baillet, 2000, p. 114); the amplitude
modulation (AM) used from bars 23 to 31 of
Grisey’s Modulations (Grisey, 1991, p. 369,
370); and the frequency modulation (FM) for
an inharmonic bell spectrum in the opening
part of Murail’s Gondwana. These PDCPs
are for automatic generation of materials
composing the synthetic spectrum.¢

Composition with a spectrum implies
considering its transformations in time
(Anderson, 1989a, p. 14). Dilation composes
a section of SM, whereas transformations
create its part or global form. In Partiels,
Grisey gradually transforms the harmonic
state of the orchestrally synthesized spectrum
over time, by increasing inharmonicity.
Many spectral pieces are created with
such progressive sonic transitions. For the
materials of Partiels, Grisey used PDCPs,
such as the instrumental additive synthesis
and the decimal logarithm, and for its
transition he increased inharmonicity, for
which he followed his imagination. Grisey
(1984) said that “[w]e must understand [our
compositional] model as a landmark or an
airway beacon for an imaginary drift where
¢ For Gondwana, Murail introduces the aleatory to
humanize the mechanistic FM (D’Albavie, 1989, p. 157).

One can consider the aleatoricism deterministic (Du
Sautoy, 2016, p. 21, 22, 23).
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everything is possible” (p. 16). Do Korean
listeners to Partiels judge its composer to
be a weakly poetic determinist? Do they
feel weak determinism vis-a-vis Partiels?”

Spectralists can compose the transition
by following their PDCPs. In Mémoire/
Erosion, Murail had not yet discovered how
to organize the transition (Anderson, 1989b,
p. 125). He still showed arbitrary transition
in Dérives and Territoires de [’oubli. In
Ethers, he finally becomes a strong poetic
determinist: In the dimension of materials,
tones are automatically generated from ring
modulation,® and in the dimension of form,
“its important parts are composed as a suite
of waves” (Anderson, 1989b, p. 126). In
measures 17-70, each of the waves is shorter
than the previous one. This acceleration is
calculated by a logarithmic curve (p. 128),
a graphic image of the logarithmic function
by a dilation. Logarithmic functions always
produce a determined output for any input.
Do Koreans judge the composer of Ethers
to be a strong determinist? Do they feel
strong determinism vis-a-vis Ethers?

Feeling determinism (or freedom) vis-a-vis a
piece is different from judging its composer
to be a determinist (or libertarian). When
a piece is only heard to a listener, its
determinism (or freedom) is message for
the listener, its composer is messenger
for him. When a listener says that he can
judge a composer, we suppose that he has
a musical theory of mind. Theory of mind
(TOM) entails an ability to read others’
minds (Mithen, 1996, p. 53), or “an ability
to perceive others as thinking entities”
(Critchlow, 2019, p. 144), or “the capacity
to be aware of such mental states as desires
and intentions in both ourselves and others”
(Shermer, 2011, p. 87).° Varki and Brower
(2013) present four levels of TOM, and

7 A feeling is the perception of a certain mode of
thinking and of thoughts with certain themes (Damasio,
2003, p. 86).

8 For the ring modulation in instrumental music, see
Grisey (1991, p. 369).

® For more discussions on the TOM, see Humphrey
(1976), Baron-Cohen (1995), and Frith & Frith (1999).
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unlike levels 1 and 2, which are achieved by
nonhuman animals, only humans appear to
have achieved levels 3 and 4; at the level 3,
“full TOM”, individuals fully understand that
others have independent minds just as they
themselves do. At the level 4, “extended
TOM”, individuals comprehend that others
they have never met have minds (p. 85-86).
If a listener has attained level 4, she/he may
have insights into others’ minds and perceive
certain features of a piece as resulting from
the composer’s mental workings. Human
beings may perceive a musical piece as an
ensemble of signs left by its composer.

When we ask the following question “Do
Koreans judge the composer of Ethers to
be a strong determinist?”, we are actually
asking the following question: Do Koreans
have a musical theory of mind (MTOM)?
However, the extended MTOM may differ/
vary according to listener’s psycho-social
backgrounds. Our another research question
is that: Do Koreans’ MTOM and their

perceptual abilities differ/vary according
to their psycho-social backgrounds?

What may be deterministic feeling vis-a-vis
the transition/transformation of spectral
pieces? Laplace presented the idea of modern
determinism (1902, p. 4). It is based on
Leibniz’s metaphysics (Strien, 2014, p. 24),
which is formulated as: (1) nature makes no
leaps; (2) all natural transitions are gradual;
and (3) nothing can change from one state
to another without passing through all the
intermediary stages (p. 37). These classical
formulations can be used as guidelines for
defining the deterministic spectral transition:
(1) Listeners to the transition must have no
feelings of discontinuity, which are signs
that there were leaps; (2) the transition
must evoke a feeling of gradualism; (3) and
a short sonic state that remains the same,
as a section of such a transition, must be
created so that its listener can perceive it
as intermediate between preceding and
subsequent sections.

“Nothing takes place suddenly, and it is one of my great
and best confirmed maxims that nature never makes
leaps. | called this the Law of Continuity. [...] There is
much work for this law to do in natural science. It implies
that any change from small to large, or vice versa, passes
through something which is, in respect of degrees as well
as of parts, inbetween.” Gottfried Leibniz (1981, p. 56-57)

Figure 2. Leibniz and his view about the Law of Continuity

The listener may perceive this series of
sections as being both continuous and causal.
If this logic is not yet plausible, we must
introduce the concept that causality implies
temporality. This refers to uni-directionality,
asymmetry, and irreversibility between
things or states. For many modern people,
cause differs from effect; in a deterministic
universe, “nothing can be the cause of
itself” (Strawson, 2009, p. 299). People
assumed “the priority of time in the cause
before the effect” (Hume, 2010, p. 378).
This means that cause has one direction,
toward effect: The cause has an asymmetric

relationship to time.' If some sonic states
compose a unidirectional, asymmetric, and
irreversible transition that changes gradually,
progressively, and continuously in time,
without evoking the feelings of discontinuity,
contrast, and rupture, then the transition is
a deterministic expression of transitional SM.
This musical temporality results from how
people feel time as flowing. “Central to our
feelings of awareness is the sensation of the
progression of time” (Penrose, 2016, p. 391).
For the study on people’s way of perceiving
the music, it is recommended that one starts
from the sensation of the progression of time.
© Few say that the cause and the effect can occur at
the same time, and the cause is in symmetrical relation

with its effect (McTaggart, 1915; Russel, 1950; Taylor,
1963 & 1966).
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(Penrose, 2016, p. 391).

Figure 3. Some philosophers who talked about determinism, causality, and progression of time

Anderson (1989b) argues that the continuous
transformation in Murail’s music strongly
recalls Escher’s Metamorphoses. The same
princple of continuous transformation in
these lithographs offers a striking visual
analogy with Ethers or Gondwana (p. 135).
Denisov and Ligeti, a pioneer of SM, also
think that some of Ligeti’s pieces resemble
some of Escher’s pieces (Steinitz, 2003, p.
206-207). Grisey’s music may also recall
Escher’s pieces. Those who see Escher’s
transformation may feel temporality.
In his Metamorphoses Ill, there is one
direction toward which things that gradually
transform point (see (1) of question A2-2 in
Appendix 1. We assumed that the parts of
Escher’s pieces that we selected for the
survey are textbook examples of continuous
transformation. One may have feelings of
continuousness, gradualness, progressivity,
asymmetry, unidirectionality, irreversibility,
and temporality, even though there are still
a few discontinuities).

To restate the question “Do Korean listeners
to Partiels and Ethers feel determinism?”
in a simpler form appropriate for the survey,
we proposed “Do they perceive the analogy
between these spectral pieces and Escher’s
Metamorphoses?” We can also restate the

189

question “Do they judge each spectralist
to be a (weak or strong) determinist?” (see
A2-1 of Appendix 1). Later, Murail departed
from the world of continuity.™

For Murail, the audience for SM is a
Western public who search for novelty
and reject obsolete systems (1989, p.
162). The determinism of SM and CM is
a novelty. ldentifying whether and how
the Koreans - people who live in an EEIRD
(Eastern, Educated, Industrialized, Rich and
Democratic) country - perceives such WEIRD
novelties is meaningful.

Schaeffer’s fixed music on a medium is
“concrete because it is directly constructed
from preexistent elements” (Chion, 1991, p.
12). Schaeffer presented a new way to record
and manipulate sounds from daily life. The
concrete preexistent sonic element is a sound
object, which can also be a short recorded
fragment of sonic material. Schaeffer also
used “acousmatic sound” (1966, p. 91), a
sound whose cause is invisible. Acousmatic/
concrete music is produced by manipulation

" For the later pieces, which cannot serve as textbook
examples of deterministic and perceptible SM, see
Anderson (1989b, p. 135), Murail (2000, p. 5-9), and
Lelong (1988, p. 47).
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of sound objects, projected by speakers in
halls.

The acousmatic situation through the radio/
disc/telephone isolates the sound from
the audio-visual complex and dissociates
hearing from sight (Deliége, 2003, p. 421).
For this situation, Schaeffer proposes
“reduced listening” (1966, p. 270-272, 349-
359), an attitude of listening to sound for
itself, or decontextualized sound. With
reduced/acousmatic listening, concrete
composers will not detect physical causes
of the sound nor recall its referential and
cultural meanings. The acousmatic sounds
are “detached from their method of
production,” which implies “abandonment
of their real causality in favor of the virtual
causality that generates internal or external,
induced, imaginary, metaphoric spaces;
the juxtapositions of these spaces provoke
the meanings” (Denis Dufour, in Bosseur,
1996, p. 12). A cello sound is recorded and
manipulated by means of certain tools
until it becomes unidentifiable. For Dufour,
the virtual causality emerges from the
manipulations, whereas the cellist and his
cello are the real causes. This dichotomy
of real and virtual is not apposite, because
for an acousmatic sound, all elements and
manipulations that help make it are causes.
Anyway, in an acousmatic situation, do
Korean listeners conjecture virtual causes
or not? (see A2-3, A2-4 and A2-5 of Appendix

1).

The important techniques of early CM

used the cut sound fragments arising from
heterogeneous sources. “One entered an
empirical world which is totally strange to
the history of the composition”. Schaeffer
managed to design the structure of the sound
object (Deliege, 2003, p. 432, 424). Given
his own classifications, Schaeffer had “some
preferable processes” (1966, p. 414), which
were somewhat prepared and deterministic.
However, according to Deliége, there is an
arbitrariness in composing that Schaeffer did
not deny. Schaeffer no longer saw language
and grammar in his music (2003, p. 439),
since these can be considered deterministic
elements.

In his last piece, Bilude (1979), Schaeffer
showed how to avoid arbitrariness: he did an
integral citation of J. S. Bach’s 2nd prelude
in ¢ minor of the Well-Tempered Clavier,
using it as a virtual automatic generator. The
determinism of Bilude comes from how he
just uses certain elements of Bach’s work
as they are. This idea is a PDCP. Whether
or not Bach’s work is deterministic, as long
as Schaeffer appropriates it as a template,
certain elements of Bilude are inevitably
predetermined. Certain elements of Bach’s
work are simply replaced with other
instrumental sounds. There seems to be no
PDCP that determines which instruments
are to be used and when. Schaeffer did not
establish a PDCP for timbre. Is he then felt
as being weakly deterministic? Do Korean
listeners feel weak determinism?

“There’s this idea of freedom now which is easily evoked
which is kind of like, we want to do what we want,
whatever that is, though we’re not quite sure” (Baggini,
2016, p. 87-88).

Figure 4. An English contemporary artist Grayson Perry (1960-) and his liberalistic views.

2 For reduced phenomenological listening, see Kane
(2007, p. 16-17).
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CM as imperfect collage/montage/bricolage
does not disturb Pierre Henry (Deliége, 2003,
p. 422). If an artist does not feel disturbed
when he creates something without a logical
process, he probably feels free. As Grayson
Perry said, “[t]here’s this idea of freedom
now which is easily evoked which is kind
of like, we want to do what we want,
whatever that is, though we’re not quite
sure” (Baggini, 2016, p. 87-88). Henry’s
Divinité du Styx, the eighth piece of Echo
d’Orphée, is a typical collage, in which one
hardly identifies PDCPs. Do Korean listeners
to Divinité du Styx feel freedom? Is this
piece felt as being libertarian? We can
restate the questions for Divinité and Bilude.
“Do Korean people perceive the analogy
between these concrete pieces and some
collages?” (A2-1 of Appendix 1).

Research Model

We sent survey invitation emails to 5,000
people who were randomly selected from the
Korean population as of July 2019. We did a
nationally representative quota sampling for
age and sex of 504 people aged 18 years and
older. The survey period was from January
23 to January 28, 2020. Five hundred four
randomly selected respondents in Korea
heard parts of two spectral and two concrete
pieces, then completed a data collection
tool. Analyzing data in SPSS/Microsoft
Excel we identified detailed responses to
the research questions. The data collection
tool is composed of certain qualitative and
quantitative questions (see Appendix 1).

Thisonline survey had a 95 percent confidence
level with a + 4 percent error margin, and
adhered to the principles expressed in the
Code of Ethics of the American Association
for Public Opinion Research.

Data Collection Tool

The data collection tool refers to the
devices/instruments used to collect data.
Our tool was originally written in Korean,
but here we present the English version (see
Appendix 1). It examines four categories: (1)
the social attributes of Korean respondents,
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including their psychological beliefs in
determinism and libertarianism and their
understanding of philosophical determinism
and libertarianism; (2) how they judge each
composer after listening to each of the
stimuli; (3) whether they have an impression
of determinism or of freedom; and (4)
whether they conjecture acoustic causes
of the stimuli they listened to - all pieces
are only heard - or if they sought virtual
causality. We call this data collection tool
“Determinism/Libertarianism in  Musico-
Philosophical Disposition Inventory”.

Four stimuli composed no earlier than 1970
were selected as follows: (1) Partiels (1975,
115 seconds); (2) Ethers (1978) in measures
17-70 (150 seconds); (3) Bilude (1979, 68
seconds); and (4) Divinité du Styx (1988,
64 seconds). Respondents listened to these
stimuli in this order.

For category (2), the survey presented five
examples to the respondents: example (1)
is a strong determinist’s answer, (2) a weak
determinist’s answer, (3) the answer of a
weaker determinist or weaker libertarian,
(4) a weak libertarian’s answer, and (5) a
strong libertarian’s answer (see Appendix
1). Category (3) is based on four working
hypotheses: that Escher’s lithographs offer a
visual analogy to the SM and together they
evoke a deterministic feeling, and that some
collages offer a visual analogy to the CM and
together they evoke freedom. The survey
presented two images to the respondents:
specific parts of Escher’s Metamorphoses Il
and the Brazilian designer Rodrigo Pinheiro’s
collage Paste in Place (see Appendix 1).
Respondents chose one of the two images as
visual equivalents.

Questions pertaining to (1). The factual
questions in A0 are on the respondent’s
social variables; the information question
A1-1 asked what is the respondent’s belief;
and the information questions A1-2 and
A1-3 asked whether he properly understood
determinism and libertarianism. We
identified whether a respondent’s perceptual
abilities were related to their psycho-social
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backgrounds.

Questions pertaining to (2), (3), and (4). The
questions from A2-1 through A2-5 address
whether listeners have a MTOM and how
they perceive SM and CM. We did a crossover
analysis between the sociocultural/psycho-

cultural/cognitive attributes revealed by (1)
and the responses pertaining to (2), (3), and
(4). These attributes make up quantitative
data. We scored respondents’ responses in
terms of the expected correct/appropriate
answers to the questions (Table 1).

Table 1. Expected correct answers to the questions on the data collection tool

AM-2 | A1-3 Music A2-1 A2-2 A2-3 A2-4 A2-5
) 4) | Partiels @or3)| (1) (1) @)
Ethers (1) (1) (1) @)
Bilude BGyor @) | () ) )
Divinité du Styx|  (5) @) ) @)

All answers to A0 and A1-1 and certain
answers in A2-4 and A2-5 were not included
in the scoring. We identified and analyzed
the scores and the attributes of the variables
in the questions in AO using SPSS; theories
were constructed inductively.

Validity and Reliability of Data Collection
Tool

The Cronbach Alfa reliability coefficient for

three main musical questions (A2-1, A2-2,
and A2-3) is low (0.280). However, these
questions do not measure the same concept,
which means that it offers a low-risk solution:
If we fail a question, we get minimal loss. For
other statistical information, see Appendix
2.

Table 2. Item statistics for main three musical questions

Mean Standard Deviation N
Question A2-1 2.14 1.247 504
Question A2-2 1.14 0.346 504
Question A2-3 1.31 0.464 504

Table 3. Item total statistics

Scale Mean if
Item Deleted

Scale Variance if
Item Deleted

Corrected Item-
Total Correlation

Cronbach Alfa if
Item Deleted

Question A2-1 2.45 0.351 0.283 0.095
Question A2-2 3.46 1.843 0.385 0.079
Question A2-3 3.28 2.021 0.068 0.342
Table 4. Scale statistics
Mean Dispersion Standard Deviation Number of Items
4.60 2.325 1.525 3
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Results

There were 18 questions. On a scale of 99
points, the average score (AS) of the 504
respondents was 52.66, which reflects a
typical Korean’s aptitude for a specific
musico-philosophical task in the year 2020.
The AS of people who answered A1-2 and
A1-3 correctly was 54.01, the AS of people
who got only one answer right was 52.71, and
that of people who answered none correctly
was 46.75. This last group supported either
of the two dominant political parties in
Korea, whereas the others were more
diverse in the parties they backed. Apart
from the two philosophy questions, there
were 16 music questions. On a scale of 100
points, respondents who answered A1-2 and
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A1-3 correctly attained an AS of 63.16; those
who answered one of them correctly scored
62.66; and those who answered none of
them correctly scored 58.32. Respondents
who properly understood determinism/
libertarianism did better at perceiving SM/
CM than did individuals who did not.

We classified respondents who chose response
(1) in A1-1 as determinists, and those who
chose (2) as being libertarians. There were
more libertarians than determinists; the
latter outscored the former (Table 5). There
were more libertarians among men than
among women. Women outscored men;
determinists outscored libertarians (Table
6).

Table 5. Determinists / Libertarians breakdown and the AS (for 18 questions)

Total persons: 504

Determinists

Libertarians

Persons AS % Persons AS %
220 52.90 43.7 284 52.48 56.3
Table 6. Gender breakdown by determinist/libertarian leanings and the AS (for 18 questions)
Total Determinists Libertarians
Persons AS Percentage(%) AS Percentage(%) AS
504 52.66 43.7 52.90 56.3 52.48
Sex Male 261 52.07 43.3 52.37 56.7 51.84
Female 243 53.30 44.0 53.46 56.0 53.18

Among men in their twenties, 56.1% were
determinists, whereas 33.3% of 40-something
men were determinists. Libertarian women
in their 20s scored the highest (57.86). The
AS of libertarian men in their 60s or older

was 47.74. Except for women in their 20s,
people in their 30s, and men in their 40s,
determinists tended to outscore their
libertarian counterparts across all ages/
genders (Table 7).
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Table 7. Age/Genderbreakdown by determinist/libertarian leanings and the AS (for 18 questions)

Determinists Libertarians
Persons| AS
% AS % AS
All ages 504 52.66 43.7 52.90 56.3 52.48
M. 56.1 | 53.81 M. 43.9 | 50.45
20s 120 53.90| 55.0 45.0
F. 53.7 | 54.05 F. 46.3 | 57.86
M. 50 48.30 M. 50 52.37
30s 87 51.40 | 44.8 55.2
F. 39.0 | 51.22 F. 61 53.46
M. 33.3 | 53.47 M. 66.7 | 53.78
40s 106 52.92 | 35.8 64.2
F. 38.5 | 52.80 F. 61.5 | 51.73
M. 37.5 | 54.48 M. 62.5 | 53.59
50s 113 53.25 | 40.7 59.3
F. 43.9 | 53.68 F. 56.1 | 51.73
60s M. 35.9 | 50.68 M. 64.1 | 47.74
78 50.97 | 39.7 60.3
or older F. 43.6 55 F. 56.4 | 51.75

Out of the 220 determinists, 30% were in their 20s (Table 8).

Table 8. Determinists/Libertarians breakdown by age (for 18 questions)

20s 30s 40s 50s 60s or older
Determinists 30.0% 17.7% 17.3% 20.9% 14.1%
Libertarians 19.0% 16.9% 23.9% 23.6% 16.5%

The AS of the only respondent with no formal
educationwas 38.50; she/he was determinist.
For libertarians, a relatively strong positive
correlation existed between educational
attainment and the interconnected
mental abilities of musical perception and

philosophical/logical thinking; the link was
correspondingly weak for the determinists,
who outscored libertarians across all
educational categories, except for graduate-
degree holders (Table 9).

Table 9. Educational background by determinist/libertarian leanings and AS (for 18 questions)

Persons AS Determinists Libertarians

AS % AS %

No Formal Education 1 38.50 38.50 100 0
High School or less 72 48.67 50.11 49.3 47.27 50.7
Community College 68 53.38 56.38 41.2 51.29 58.8
College Graduate 274 53.09 53.52 44.9 52.74 55.1
Graduate Degree 89 54.07 50.67 37.1 56.08 62.9

Students included more determinists, homemakers were among the lowest.

whereas both white-collar and regular blue-
collar workers included more libertarians.
(Are these vested interests?) The AS of
white-collar workers was highest; that
of blue-collar workers, unemployed, and

(White-collar workers included freelancers/
self-employed, small business owners,
executives in government corporations/
big business, senior employees/retirees,
office  workers, full-time workers, and
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STEM workers. Blue-collar workers included
day workers, part-time employees, and
salespersons as non-employees.) Except for
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office workers, salespersons, and “other,”
the determinists outscored the libertarians
across all professions (Table 10).

Table 10. Occupation by determinist/libertarian leanings and AS (for 18 questions)

Determinists Libertarians
Persons AS

AS % AS %
White-collar 297 (58.9%) | 53.31 | 53.80 | 40.1 | 52.99 | 59.9
Blue-collar 21 (4.2%) | 51.60 | 50.60 | 47.6 | 52.50 | 52.4
Student 48 (9.5%) | 52.25 | 52.25 | 62.5 | 52.25 | 37.5
Homemaker/Unemployed 68 (13.5%) | 51.12 | 51.93 | 50.0 | 50.31 | 50.0
Other (senior employees/retirees) | 70 (13.9%) | 52.01 | 51.74 | 38.6 | 52.19 | 61.4

For libertarians, as household and personal
income rose, their interconnected mental
abilities (AS) increased in tandem; for
determinists, this relationship held until the
USD 4,130-5,779 range (Table 11). The survey

presents Korean currency of the respondents
as examples of income. We did the analysis
in terms of American dollars; 1,000,000
Korean won was approximately USD 825.47
as of February 2020.

Table 11. Income breakdown by determinist/libertarian leanings and AS (for 18 questions)

Determinists Libertarians
AS %

AS % AS %
Under 2,478 52.29 43.1 53.74 | 44.2 51.14 55.8
;ersmal 2,478 - 4,130 | 53.29 30.0 52.45 37.1 53.78 62.9

onthly
Income (UsD) | OVer 4,130 53.07 11.3 50.42 42.1 55.00 57.9
Other 52.22 15.7 53.00 55.7 51.23 44.3
Under 2,478 52.15 16.5 53.57 55.4 50.39 44.6
Household 2,478 - 4,130 | 52.27 33.9 52.33 | 39.8% | 52.22 60.2
Monthly 4130-5,779 | 54.19 26.8 55.54 | 37.8% | 53.36 62.2
Income (USD) | over 5,779 52.80 | 16.9 | 50.98 | 48.2% | 54.50 | 51.8
Other 49.13 6.0 49.50 | 46.7% | 48.81 53.3

Students (62.5%), men in their 20s (56.1%),
people with personal monthly incomes of
under USD 2,478 (55.4%), and women in
their 20s (53.7%) were mainly determinists,
whereas libertarians were prominent among
men in their 40s (66.7%), supporters of the
Bareunmirae Party (64.7%) and Liberty Korea
Party (64.9%), and graduate-degree holders
(62.9%). These two politically conservative
parties had the biggest proportion of
libertarians, who had the lowest AS, whereas
libertarians who backed the Justice Party
or were “uncommitted” had the highest

AS (Table 12). The Liberty Korea Party and
Bareunmirae Party were renamed. The
Justice Party is a minor progressive party.

Most respondents favored expanding social
welfare and wealth redistribution, i.e.,
were progressivist. A conservative favors
cutting social welfare spending; a moderate
supports freezing social welfare spending.
Moderate determinists had the highest AS
(55.11) (Table 13).
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Table 12. Political party support by determinist/libertarian leanings and AS (for 18 questions)

. Determinists | Libertarians
Political stance | Persons| AS %
AS % AS %
Democratic | o it 132 |52.58 | 26.2 |52.59 | 43.18 | 52.58 | 56.81
Party of Korea
'F;;br‘:';ty Korea | very conservative | 57 | 51.82 | 11.3 | 54.73 | 35.08 | 50.24 | 64.91
E::te;’”m"ae Conservative 17 5079 | 3.4 |51.33(35.29 | 50.50 | 64.70
Justice Party | Moderate left 44 56.63 | 8.7 |55.61(40.90|57.3359.09
Uncommitted 243 52.22 | 48.2 |52.35|46.09 | 57.75 | 53.90
Other 11 55.00| 2.2 |53.43|63.63|52.10 | 53.90
Table 13. Sociopolitical opinions by determinist/libertarian leanings and AS (for 18 questions)
Determinists Libertarians
Persons AS %
AS % AS %
Progressivist 321 52.31 63.7 52.01 43 52.54 57
Conservative 75 51.92 14.9 53.33 44 50.81 56
Moderate 108 54.24 21.4 55.11 45.4 53.51 54.6

About 27.6% of respondents correctly thought
the composer of Partiels to be “logical and
to have a plan”. Another 15.7% correctly
thought that she/he “seemed a little logical
but a little free”; 9.5% correctly thought that
the composer of Ethers was “very logical and
had an elaborate plan”; 19% felt that she/
he “seemed logical and to have a plan”;
51.2% correctly identified the composer of
Bilude as weakly libertarian: 17.9% correctly
thought that she/he “seemed a little logical
but a little free” and 33.3% also correctly
thought that she/he “seemed free” (42.5%

thought her/him to be “very free”); and
33.9% correctly thought that the composer
of Divinité was “very free” (ACAR of A2-1
in Table 11). About 27% felt that she/he
“seemed free”. The average correct answer
rate (ACAR) for a question is the percentage
who correctly answered it. Women did better
at assessing the composers’ minds than did
men. Determinists did better at perceiving
SM than did libertarians and did worse at
perceiving CM. Libertarians did better at
perceiving CM than did determinists and did
worse at perceiving Partiels (Table 14).
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Table 14. ACAR for all questions by determinists/all respondents/libertarians (for 18 questions)

Determinists (%) | All Respondents (%) | Libertarians (%)
Partiels 43.7 43.3 43
ACAR to the Ethers 9.1 9.5 9.9
Question A2-1 for | Bilude 48.7 51.2 53.2
Divinité 35.0 33.9 33.1
Partiels 87.3 86.1 85.2
ACAR to the Ethers 46.4 48 49.3
Question A2-2 for | Bilude 69.5 69.8 70.1
Divinité 63.2 67.3 70.4
Partiels 71.8 68.8 66.5
ACAR to the Ethers 50.5 51.4 52.1
Question A2-3 for | Bilude 28.6 28.6 28.5
Divinité 64.1 64.1 64.1
ACAR to the Partiels 82.3 80.7 79.4
Question A2-4 for | Ethers 87.4 83.8 81.1
ACAR to the Bilude 34.9 43.8 50.6
question A2-5 for | Divinité 40.4 44.3 47.3

For Partiels, 86.1% of respondents correctly
chose Escher’s pieces; for Ethers, 48%
correctly chose Escher; for Bilude, 69.8%
correctly chose the collage; and for Divinité,
67.3% correctly chose the collage. Except
for Ethers, the four working hypotheses
were supported on the whole (ACAR of
A2-2 in Table 14). Women’s high capacity
for perceiving analogies between the visual
images and music was not identified. There
was a dramatic rise and drop in ACAR: 58.9%
of men in their 50s correctly grasped Grisey’s
mind, 30.7 % of men in their 60s correctly
did so; 45.7% of women in their 50s correctly
did so; and 35.9% of women in their 60s
correctly did so.

For Partiels, of the 68.8% of respondents
who correctly guessed at an orchestra,
80.7% correctly guessed at ordinary
instruments; for Ethers, of the 51.4% who
correctly guessed at an orchestra, 83.8% did
it correctly; for Bilude, of the 71.4% who
guessed the orchestra incorrectly, 85.8%
incorrectly guessed at ordinary instruments:
92.9% of conservatives, 91.7% of blue-collar

workers, 90.6% of women in their 60s, and
90.3% of men in their 60s felt this way,
misperceiving Bilude. There were 65.1% of
determinists who guessed at an orchestra,
but 50.6% of libertarians disagreed. There
were 35.9% who misperceived Divinité;
among them, 87.3% incorrectly thought that
ordinary instruments were played, including
all women respondents in their 60s or older
and all blue-collar workers. There were 64.1%
who correctly imagined a piece without
orchestra; 44.3% of them correctly guessed
at recorded and edited sounds. Women in
their 20s (60%) and students (58.8%) did well
on this question.

Summary and Discussion

The way in which Koreans perceive musical
determinism depends on their individual
psycho-social character. Ten tendencies
were observable.

(1) Respondents who properly understood
determinism/libertarianism did better at
perceiving the deterministic spectral music
and free concrete music than did individuals
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who did not. We assume a very weak
positive correlation between understanding
of philosophical determinism/libertarianism
and perceiving of musical determinism/
libertarianism. Is the former the cause of the
latter or vice versa? We could not identify
it. The correlation was not statistically
significant. Our SPSS could not calculate the
correlation.

(2) Koreans appear to perceive determinism

well in spectral music (SM) and concrete
music (CM) on the visual-audio analogy.
Koreans appear to perceive a similarity
between the musical collage and the collage
as a picture. This is borne out by the ACAR
(average correct answer rate) for question
A2-2, which was higher than that for A2-1
(Table 15). The way in which they perceive
musical determinism/libertarianism may be
associative/implicit.

Table 15. ACAR for all questions by determinists/all respondents/libertarians (for 18 questions)

Partiels Ethers Bilude Divinité
ACAR for A2-1 43.3% 9.5% 51.2% 33.9%
ACAR for A2-2 86.1% 48% 69.8% 67.3%
ACAR for A2-3 68.8% 51.4% 28.6% 64.1%
ACAR for A2-4 80.7% 83.8%
ACAR for A2-5 43.8% 44.3%

(3) Many Koreans seemed limited in their
musical theory of mind (MTOM) for SM/CM,
as is indicated by the low ACAR for A2-1
(Table 15).

(4) Women appear to have relatively high
MTOM, as was found by studies on the
Empathy quotient: women tend to empathize
better than men (Nettle, 2007, p. 237). The
older people appeared to have relatively low
MTOM.

(5) Few Koreans seek virtual causality of CM
(A2-5 in Table 11). However, young people
did better at perceiving virtual causality,
perhaps because the electronic sound is more
familiar to them. Libertarians/white-collar
workers did well, whereas determinists/
blue-collar workers did worse. For Bilude,
34.9% of determinists and 22.2% of blue-
collar workers correctly guessed, compared
with 50.6% of libertarians and 48.1% of
white-collar workers. For Divinité, 40.4%
of determinists and 35.7% of blue-collar
workers answered correctly, compared with
47.3% of libertarians and 39.9% of white-
collar workers.

(6) Overall, libertarians (56.3%) outnumbered
determinists, but (7) determinists were the

most common among the students (62.5%),
men in their twenties (56.1%), women
in their twenties (53.7%), people whose
household monthly income under USD 2,478
(55.4%), and had a high-school diploma or
less (49.3%). These subgroups are marginal
in Korean society.

(8) Across 45 subgroups, the 30 subgroups of
determinists showed greater philosophical/
logical reasoning and musical perceptive
ability. Overall, Korean determinists seem
to be a clever musical minority, as do a few
subgroups of libertarians.

(9) Determinists did better at perceiving SM
and worse at perceiving CM. Libertarians
did better at perceiving CM, and worse at
perceiving Partiels. Being determinist or
libertarian is like a measurable indicator of
perceptions about the world. According to
Shermer, what one believes is what one sees.
Theory molds data, and concepts determine
percepts (2011, p. 21). Beliefs provide a way
to prepare oneself to interact with things
(MacKay, 1991, p. 112). For many Korean
respondents, beliefs seem to influence
listening: what they believe may be what
they listen to. Their beliefs thus provide
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a way to prepare themselves to interact
with music. Does this study suggest that all
hearing is epistemic? As O’Brien (2016, p. 72)
suggests, is the relation between experience
and thoughts holistic?

(10) We identified a positive correlation
between the Korean respondents’ social
achievements and their interconnected
mental abilities of musical perception on
SM/CM and logical thinking on determinism/
libertarianism.

Limitations of the Study and Suggestions
for Future Work

These phenomenological, descriptive, and
correlative findings arrived at empirically
restricted reception aesthetics as a
snapshot in a specific period, whereas a
cross-sectional study involves observations
of some populations at one time.
Longitudinal and comparative studies on
this subject are necessary. We did not
provide statistical results; factor analyses,
analyses of variances, and other statistical
studies are necessary. The findings are
intertwined; we cannot yet identify their
chains of causality. Identifying relations/
causalities are necessary. More opinion
questions that ask about the respondents’
beliefs need to be added to question A1-1,
and more information questions that ask
about whether the respondents properly
understand determinism and free will also
need to be added to A1-2 and A1-3. The
dualism underpinning the concepts of fate/
freedom is artificial and useful only up to a
point (Critchlow, 2019, p. 8). This research
was done in the context of dualism. Richer
studies beyond dualism are necessary.
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Appendix 1. A Data Collection tool <Determinism/Libertarianism in Musico-
Philosophical Disposition Inventory>

A1-1. Among these two propositions, which do you agree with more?

(1) Everything in the world results from a cause or causes. Your dreams, preferences,
will, thinking, imagination, creativeness, and moral passions are results of your
brain’s specific working. This universe is described as chains of causality like
following table.

Cause (1) ->  Result (1) as Cause (2) -> Result (2) as Cause (3)

My social/physical/ My brain’s specific My dreams, preferences,
chemical environment and working thinking, imagination, will,
my biological traits creativeness, emotion, and

moral passions

(2) In the physical world there may be causality. However, one cannot give a causal
explanation of human consciousness and intentions. With dreams, will, thinking,
etc., | overcome my socio-physical environment and select something | want: |
have free will.

A1-2. Select one proposition that does not seemingly correspond to proposition (1)
of A1-1.

(1) There are inevitable laws.

(2) | do what | want. | determine what | want.

(3) Sometimes | cannot control myself. That is not my responsibility.

(4) My moral belief is given by society. | have little choice but to accept it.

A1-3. Select one proposition that does not seemingly correspond to proposition (2)
of A1-1.

(1) My will changes my biological and social states.

(2) My spirit cannot be explained by natural laws and social environments | live in.
(3) I with free will am different from me who enters into certain biological/social
states.

(4) Criminal cannot overcome their socio-physical environments: They do not have
free will.

A2-1. What is your feeling for the composer of the music that you just listened
to? (Respondents listen to 4 stimuli in the following order: Partiels, Ethers, Bilude,
Divinité.)

(1) She/He seems very logical and to have an elaborate plan.

2) She/He seems logical and to have a plan.

3) She/He seems a little logical but a little free.

4) She/He seems free.

5) She/He seems to have no plan and very free.

Py
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An image of logical composer who has an elaborate plan:

A2-2. Which of these images does the music you just listened to most resemble?

(1)

A2-3. Is this piece played by an orchestra? (1) Yes. (2) No.

A2-4. If this piece is played by an orchestra, how would you describe its musical
instruments?

(1) The musical instruments are alien to me.
(2) The music is played by ordinary instruments.

A2-5. If this piece is not played by an orchestra, how would you describe this music?
(1) Some performers play unusual instruments that | had no knowledge of.
(2) | guess that recorded and edited sounds have been used.
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Appendix 2.

1. Case Processing Summary

N %
Valid 504 100.0
Cases Excluded* 0 0
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
0.342 2
Item Statistics
Mean Std. Deviation N
Question A2-1 2.14 1.247 504
Question A2-2 1.14 0.346 504
Item Total Statistics
Scale Mean if | Scale variance if Ictgrrrf'cl':cf:l C‘ronbach’s Alpha
Item Deleted Item Deleted . if ltem Deleted
Correlation
Question A2-1 1.14 0.120 0.400
Question A2-2 2.14 1.556 0.400
Scale Statistics
Mean Variance Std. Deviation N of Items
3.28 2.021 1.422 2
2. Case Processing Summary
N %
Valid 504 100.0
Cases Excluded* 0 0
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
0.079 2
Item Statistics
Mean Std. Deviation N
Question A2-1 2.14 1.247 504
Question A2-3 1.31 0.464 504

208




RAST MUSICOLOGY JOURNAL 2022, 10(2) 183-214

Item Total Statistics

Jinho

Scale Mean if Item Scale variance if Corrected Item-Total
Deleted Item Deleted Correlation
Question A2-1 1.31 0.125 0.063
Question A2-3 2.14 1.556 0.063
Scale Statistics
Mean Variance Std. Deviation N of Items
3.46 1.843 1.358 2
3. Case Processing Summary
N %
Valid 347 68.8
Cases Excluded® 157 31.2
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
-0.012:
The value is negative due to a negative average covariance
among items. 2
This violates reliability model assumptions. You may want to
check item codings.
Item Statistics
Mean Std. Deviation N
Question A2-1 2.09 1.267 347
Question A2-4 1.81 0.395 347
Item Total Statistics
Scale Mean if Item Scale variance if | Corrected Item-Total
Deleted Item Deleted Correlation
Question A2-1 1.81 0.156 -0.011
Question A2-4 2.09 1.604 -0.011
Scale Statistics
Mean Variance Std. Deviation N of Items
3.90 1.750 1.323 2
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4. Case Processing Summary

N %
Valid 157 31.2
Cases Excluded® 347 68.8
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
-0.031:
The value is negative due to a negative average covariance
among items. 2
This violates reliability model assumptions. You may want to
check item codings.
Item Statistics
Mean Std. Deviation N
Question A2-1 2.26 1.199 157
Question A2-5 1.41 0.494 157
Item Total Statistics
Scale Mean if Item Scale variance if Corrected Item-Total
Deleted Item Deleted Correlation
Question A2-1 1.41 0.244 -0.021
Question A2-5 2.26 1.438 -0.021
Scale Statistics
Mean Variance Std. Deviation N of Items
3.68 1.657 1.287 2
5. Case Processing Summary
N %
Valid 504 100.0
Cases Excluded® 0 0.0
Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Cronbach's Alpha

N of Items

0.095

2
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Mean Std. Deviation N
Question A2-2 1.14 0.346 504
Question A2-3 1.31 0.464 504

Item Total Statistics

Scale Mean if Item

Scale variance if

Corrected ltem-Total

Deleted Item Deleted Correlation
Question A2-2 1.31 0.215 0.052
Question A2-3 1.14 0.120 0.052
Scale Statistics
Mean Variance Std. Deviation N of Items
2.45 0.351 0.593 2
6. Case Processing Summary
N %
Valid 347 68.8
Cases Excluded® 157 31.2
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
-0.115:
The value is negative due to a negative average covariance
among items. 2
This violates reliability model assumptions. You may want to
check item codings.
Item Statistics
Mean Std. Deviation N
Question A2-2 1.13 0.333 347
Question A2-4 1.81 0.395 347

Item Total Statistics

Scale Mean if Item

Scale variance if

Corrected Item-Total

Deleted Item Deleted Correlation
Question A2-2 1.81 0.156 -0.055
Question A2-4 1.13 0.111 -0.055
Scale Statistics
Mean Variance Std. Deviation N of Items
2.93 0.253 0.503 2
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7. Case Processing Summary

N %
Valid 157 31.2
Cases Excluded® 347 68.8
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’s Alpha N of Items
-0.125:
The value is negative due to a negative average covariance
among items. 2
This violates reliability model assumptions. You may want to
check item codings.
Item Statistics
Mean Std. Deviation N
Question A2-2 1.17 0.373 157
Question A2-5 1.41 0.494 157

Item Total Statistics

Scale Mean if Item

Scale variance if

Corrected Item-Total

Deleted Item Deleted Correlation
Question A2-2 1.41 0.244 -0.061
Question A2-5 1.17 0.139 -0.061
Scale Statistics
Mean Variance Std. Deviation N of Items
2.58 0.361 0.601 2
8. Case Processing Summary
N %
Valid 347 68.8
Cases Excluded® 157 31.2
Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Cronbach's Alpha

N of Items

8.438E-15

2
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Mean Std. Deviation N
Question A2-3 1.00 0.000 347
Question A2-4 1.81 0.395 347
Item Total Statistics
Scale Mean if Item Scale variance if | Corrected Item-Total
Deleted Item Deleted Correlation
Question A2-3 1.81 0.156 0.000
Question A2-4 1.00 0.000 0.000
Scale Statistics
Mean Variance Std. Deviation N of Items
2.81 0.156 0.395 2
9. Case Processing Summary
N %
Valid 157 31.2
Cases Excluded® 347 68.8
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach’'s Alpha N of Items
0.000 2
Item Statistics
Mean Std. Deviation N
Question A2-3 1.41 0.244 0.000
Question A2-5 2.00 0.000 0.000

Item Total Statistics

Scale Mean if Item

Scale variance if

Corrected Item-Total

Deleted Item Deleted Correlation
Question A2-3 1.41 0.244 0.000
Question A2-5 2.00 0.000 0.000
Scale Statistics
Mean Variance Std. Deviation N of Items
3.4 0.244 0.494 2
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10. Case Processing Summary

N %
Valid 157 31.2
Cases Excluded® 347 68.8
Total 504 100.0
* Listwise deletion based on all variables in the procedure
Reliability Statistics
Cronbach's Alpha N of Items
0.000 2
Item Statistics
Mean Std. Deviation N
Question A2-4 2.00 0.000 157
Question A2-6 1.41 0.494 157

Item Total Statistics

Scale Mean if Item

Scale variance if

Corrected Item-Total

Deleted Item Deleted Correlation
Question A2-4 1.41 0.244 0.000
Question A2-5 2.00 0.000 0.000
Scale Statistics
Mean Variance Std. Deviation N of Items
3.41 0.244 0.494 2
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Akustikte, miizigin yaratildigi, kayit, mix ve mastering uygulamalarimn gerceklestirildigi odalar,
kritik dinleme odalar adi altinda siniflandinlir. Profesyonel stiidyolarda bu alanlar ciddi mimari ve
akustik tasarim sirecleri sonucunda olusmaktadir ve hoparlorlerden cikan direkt sesin dinleyiciye
minimum degisim ile ulasmasi temeldir amactir. Giiniimiizde ev stiidyolan da kritik dinleme alanlan
altinda siniflandirilmaktadir. Ancak ev stiidyolari, akustik kriterlerin saglanmasinda, tutarsizliklarin,
zorluklarin hatta imkansizliklarin goriildigu kritik dinleme odalandir. Ev stiidyolar gibi kiiciik hacimli
kritik dinleme odalarinda erken yansimalar onemli duyum sorunlar yaratirlar. Hoparlorlerden odaya
yayllan direkt sesteki “duruluk” hoparlorlerin yan yiizeylerinden, tavan ve zeminden, calisma
masalarindan ve masa Uzerine yerlestirilen objelerden yansiyan erken yansimalar ile bozulmakta
ve bu yansimalar odadaki frekans tepkisinde istenmeyen etkiler olusturmaktadir. Bu makalede ev
stiidyolarinda erken yansimalarla iliskili olan akustik bozulmalar ele alinarak, odalarda yer alan calisma
masalarindan kaynakli duyusal etkiler akustik simiilasyon yontemi ile degerlendirilmistir. Similasyonun
gerceklestirilmesi icin 6lctleri Bolt alani icerisinde yer alan bir oda modellenmis, oda icerisinde kaynak
olarak iki hoparlor ve dinleyici noktasina bir alict tanimlanmistir. Hoparlorlerden aliciya ulasan sinyalin,
masanin varligi ve yoklugu durumlarinda nasil degistigi yansima grafikleri ve frekans tepkisi grafikleri
lizerinden degerlendirilmistir. Olciim ve degerlendirmeler sonucunda calisma masasindan kaynaklanan
ve alic1 noktasina direkt sesten 0.56 ms sonra ulasan erken yansimanin alt ve orta frekanslarin isitsel

algisinda belirgin olumsuz etkileri oldugu gozlemlenmistir.

Anahtar Kelimeler

akustik problemler, erken yansimalar, ev stiidyolari, ev stiidyosu akustigi

Giris

Muzik yaratim, kayit ve mix surecleri
gunuimuzdeki teknolojik imkanlar ile
profesyonel studyolardan evlere tasinmis,
muzik  endustrisinin  bilesenleri  olan
mugzisyenler, aranjorler, produktorler ve
ses muhendisleri kucuk hacimli odalarda
- ev studyolarinda Uretim yapar hale
gelmislerdir. Neuenfeldt (2007) bunu
profesyonel stidyolarda yapilan uretimin
delokalizasyonu olarak aciklar. Dolayisiyla
pek cok eserin beste ve kayitlarinin
onemli bir kism1 ev studyolarinda
gerceklesebilmekte, ayrica muzik
teknolojisinde detayliuygulamalarolan mix,
mastering islemlerinin ve gorsel medya icin
gerceklestirilen seslendirme, ses tasarimi

vb. uygulamalarin da ev stiudyolarinda
gerceklestirildigi goriilebilmektedir.

Tim bu uygulamalarin gerceklestirilebildigi
ev studyolann profesyonel stiidyolarla
kiyaslandiklarinda, akustik parametre
ve standartlara ulasmanin zorlu oldugu
alanlardir. Ev studyolan, oda ylzeylerinde
yapisal degisikliklerin gerceklestirilemedigi
ve  profesyonel  seviyedeki  akustik
malzemelerin yerlestirilmesinin cogunlukla
mimkiin olmadig1 yerlerdir. Dolayisiyla
piyasada emici malzeme olarak pazarlanan
ancak herhangi bir akustik olcim verisine
sahip olmayan basit malzemelerin
ylizeylere gelisiglizel uygulandig1 odalarla
sikca karsilasilir.
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1950’lerden itibaren, akustik literatirinde
profesyonel stidyolarin kontrol odalan
uzerine calismalar yapilmaktadir.  Bu
calismalarda yansimalarin, ses yayiliminin
ve akustik bozulmalara sebep olan kusurlarin
kontroliine yonelik tasarim farkliiklar1 ve
farkli tekniklerle olusturulmus kontrol odasi
tasarimlarnt ortaya c¢cikmistir (Voetmann,
2007). Auvinen’e gore ise (2016) kapsamli
akustik tasarimlarin evlerdeki odalarda
uygulanmalan fiziksel kisitlar ve maliyet gibi
sebeplerden mumkiin olamamaktadir.

Yasam alanlar olan mustakil ev, apartman
vb. mimari yapilar genellikle belirli yapisal
standartlar gozetilerek, insaati kolay olan
formlardatasarlanirveinsaedilirler. Yapilarda
dikdortgen planlar, odalarin yerlesimi ve
odalarin  boyutlandirilmasinda  sagladig
esneklikler nedeniyle agirlik kazanmistir
(Staedman, 2006). Tavan vyukseklikleri
genellikle akustikte ideal olarak tanimlanan
yuksekliklere kiyasla alcaktir. Odalarin bu

formlarda insa edilmesi hem insaattaki
kullanim alan1 verimliliginin saglanmas,
hem de insaat maliyetleri agisindan

normal bir durumdur. Ancak yasam alanlan
olmanin otesinde, miuziksel icra ve kritik
dinleme ortami olarak kullanildiklarinda,
sebep olduklan akustik kusurlarla, yetersiz
bir  isitsel performans  gostermeleri
kacinilmazdir. Bu akustik kusurlar muzik
egitimi almamis kisiler icin cogunlukla
rahatsiz edici olmayan, fark edilmeyen ya
da bilincli bir duzeyde tammlanamayan
problemlerdir. Ancak muzik profesyonelleri
acisindan isitilebilir ve tanimlanabilirler.
Ozellikle de mix ve mastering uygulamalar
gerceklestiren muzik profesyonelleri, kot
akustige sahip odalarin etkilerini yaptiklar
uygulamalarda net bir sekilde algilayabilirler.
Bu etkilerin en belirgin sonucu yapilan mix
- mastering uygulamasinin ev studyosunda
“iyi”  duyulurken  kulaklik, farkli bir
hoparlor sistemi, araba ses sistemi ya da
baska bir dinleme odasi gibi diger dinleme
ortamlarinda “kotu” duyulmasidir. Bunun
onemli sebeplerinden birisi uygulamanin
yapildig1 ev stiidyosundaki yansimalar ve
yansimalarin  etkilerinden  kaynaklanan

duyum  bozulmalandir.  Dolayisiyla ev
stiidyolarinda karsilasilan akustik sorunlar ve
duyulan sinyaldeki renklenmeler, yapilacak
islerin tekrar tekrar kontrol edilerek is
teslim surelerinin uzamasina, yapilan mix
ve masteringler icin Ust uste duzeltmeler
istenmesine ve kotl senaryoda, tamamlanan

isin  kabul gormemesi gibi sonuclarin
dogmasina sebep olmaktadir.
Akustikte  duyuma yonelik  sorunlarin

diizeltilmesi yapisal degisiklikler ile beraber
maliyetli mudahalelerin gerceklestirilmesini
gerektirir. Sorunlar1 yaratan yansimalan,
yansimalardan kaynaklanan rezonanslar,
renklenmeleri, ekolar1 vb. kontrol altina
almak icin paralel yiizeyleri egimlendirme,
yeni yuzeyler olusturma, emici ve yayic
malzemelerin yerlestirilmesi vb. yontemler
uygulanmir.  Bu islemler maliyetlerinin
yaninda odalarin boyutlarinin buyuk oranda
degismesine ve kullanim alaninin azalmasina
sebep olur. Ayrica evlerdeki odalar gibi
kicuk hacimlerde, insaatin yapisi, oda
boyutlan ve hacim ile iliskili olan akustik
kusurlar, bahsedilen mudahaleler yapilsa
bile ya kismen duzelecek ya da dizelmenin
otesinde yeni akustik sorunlarin dogmasina
sebep olacaktir.

Kiiclik oda akustiginde en 6nemli problemler
altfrekanslardaetkiliolanodarezonanslarinin
dagilimlan, yiizeylerdeki erken yansimalarin
anlik etkileri ve bunlarin sonucu olarak
duyulan sesteki renklenmelerdir (Vorlander,
1998). Oda rezonanslan ya da diger adi ile
oda modlan her boyuttaki kapali hacimde
gorilen ancak kucuk odalarda etkileri
cok daha belirgin hissedilen alt frekans
rezonanslandir. Odalarin kimi noktalarinda
duyulan alt frekans seviyelerinde artis, kimi
noktalarinda ise azalis seklinde hissedilirler.
Kapali hacimlerde oda rezonanslarinin sebep
oldugu akustik sorunlar basit miidahalelerle
yok edilemezler. Ev stidyolarinda dinleme
noktasi, oda rezonanslarinin yaninda erken
yansimalarin da yogun etkisi altindadir.
Erken yansimalar hoparlorlerden dinleyicinin
kulagina hoparlér vyanlarinda yer alan
duvarlardan, tavandan ve hoparlor ile
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dinleyici arasindaki tum sert yizeylerden
yansiyarak seviyesi yiiksek erken yansima
enerjisi olarak ulasirlar. Bu sert ylizeylerden
biri olan calisma masalarnn  hoparlor
ve dinleyici arasindaki eksende erken
yansimalan en siddetli ileten yiizeylerdendir.
Kucuk odalarda - ozellikle de stidyo kontrol
odalarinda- yan yuzeylerden ve tavandan
olusan erken yansimalar uzerine pek cok
calisma olmasina ragmen, ev stiidyolarinda
calismalar yok denecek seviyededir. Ev
stidyolann  calismalarindaki  bu  kitligin
sebebi yukarnda da bahsedilen insaat
farkliiklarinin ve standart olmayan oda
formlarinin yarattigi olcim tutarsizliklan
ve bunlarla iliskili olan akustik tasarim
zorluklandir. Bu sebeple ev stiidyolarinda
kullanmcilarin kolayca miidahale edebilecegi
yuzeylerin belirlenmesi ve yapilacak akustik
duzenlemelerin bu yuzeyler cercevesinde
gerceklestirilmesi akilci olacaktir.

Kiiciik Oda  Akustiginde  Erken
Yansimalar
Yansimalar akustik biliminde pek cok

degerlendirmenin temeli ve yansisim siiresi
(reverberation time) adi verilen sonimlenme
etkisini olusturan bilesenlerdir. Geleneksel
akustik tasarim yaklasiminda yansisim siiresi
onemli bir degerlendirme kriteri iken bazi
arastirmacilara gore kiiciik hacimli alanlarda
onemsiz bir olclittir (Toole, 2008, s. 63).
Kucuk odalarda yansisim konser salonlarina
kiyasla cok daha kisa surelerde gerceklesir.
Bu sebeple yansimalarin erken ve gec
yansimalar olarak siniflandirilmasi ve erken
- gec yansima enerjilerinin duyumdaki
etkilerine gore degerlendirilmesi gerekir.
Erken yansimalarin yogunlugu, sayisi ve
yonsel davranislar odalarda onemli akustik
etkiler dogurur.

Ozis ve Vergili’ye gore (2008) kiiciik odalarda,
dinleyici noktasina ulasma sureleri buyuk
odalara kiyasla kisa olan erken yansimalarin
dinleyiciye ulasma zaman ve gurlikleri
onemli algisal etkiler dogururlar. Psikoakustik
alanindaki oncu calismalarinda Haas, erken
yansimalarin da icerisinde  bulundugu
zamansal araligi, sonim siiresinin 10 ile 35
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ms araligindaki bolimi olarak tammlar. Bu
alana akustikte “flizyon alan1” ya da “Haas
alam” adi verilir (Everest & Pohlmann, 2009,
s. 60). Haas alam, psikoakustikte, kaynak
konumlandirma (source localization) ile
ilgili ipuclarinin ve hacmin boyutsal hissini
veren oncelik etkisinin (precedence effect)
olustugu zamansal araliktir. Haas alanm ve
erken yansimalar degerlendirilirken ITDG
(Initial Time Delay Gap) suresinin de ele
alinmas1 gerekir. ITDG, Beranek tarafindan
direkt sesi takip eden ilk yansimanin dinleyici
noktasina ulasmasi icin gecen sire olarak
tanimlanir (Beranek, 2008). Bu slirenin
aldig1 zamansal degerler erken yansimalarin
enerjilerinin degerlendirilmesinde kullamlir
ve Beranek tarafindan akustikte samimiyet
(intimacy) olarak degerlendirilen algi
ile iliskilendirilir. Ayrica Beranek kuclk
hacimlerde konser salonlarina kiyasla daha
disuk ITDG zamanlarinin (<20 ms) tercih
edildigini belirtmistir (Hyde, 2019). Kontrol
odas1 akustigi literatiirinde de dinleme
noktasinda ilk 10 - 20 ms araligindaki
yansimalarin  kontrol altinda tutulmasi
gerekliligi belirtilir (Vergili, 2012). Bu
bilgileri destekler bir calismada Dunn ve
Protheroe (Dunn & Protheroe, 2007), erken
yansimalarin  konser salonu gibi buyuk
hacimlerde performansin bir parcasi haline
gelerek berraklik (clarity) ve kaynak genislik
algisinin (apparent source width) artmasinda
etkili oldugunu ancak bu etkilerin kiiclik
oda akustiginde istenmedigini belirtir. Bu
sebeple kiicik odalarda ozellikle de kritik
dinleme yapilan odalarda dinleme noktasina
ulasan erken yansimalar baskilanirlar. Ayrica
mix islemi yapilan odalarda duyumdan
odanin etkisini kaldirmak, yani akustik
olarak “cansiz” dinleme ortamlar bazi ses
muhendisleri tarafindan daha iyi olarak
tanimlanmistir (Toole, 2015).

Kilicik oda akustigi Ulizerine calismalar
incelendiginde  stidyo  kontrol  odasi
akustiginin yapilan calismalarin sayis1 ve
cesitliligi ile on plana ciktig1 goriiliir. Stlidyo
kontrol odalar 6zellesmis akustik tasarimlara
sahip hacimlerdir. Kontrol odasi akustiginde
erken yansimalarin baskilanmasi ve daha kisa
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ITDG zaman olusturulmast yaklasimlarinin
kimi zaman disina cikildigl, kimi zaman ise
korundugu goriilebilir. Dolayisiyla odanin
algisal olarak daha buyik ya da daha kicuk
hissedilmesini saglama arayisi, frekans
tepkisinin dogrulugunu saglama, dinlemede
diizgiin bir stereo imaj saglanmasi ve erken
yansimalarin  bozucu etkilerinin kontrol
altinda tutulmas1 gibi akustik gereklilikler
sebebiyle siirec icerisinde cesitli kontrol
odas1 tasarimlari ortaya cikmistir. Newell’in
(2017, s. 370) bu alandaki oncu kitabinda
belirttigi izere, 1970’li yillarda Westlake tipi
odalar olarak da bilinen “Geometrik olarak
kontrol altinda tutulan odalar” ile baslayan
tasarimlar, Jensen tipi odalar olarak bilinen
Directional Dual Acoustics prensibi ile devam
eder. Ayn1 donemlerde baslayan ve 80’lerin
baslarinda Tom Hidley’in son halini verdigi
“Non - Environment” tasarimi, ayn vyillarda
ortaya cikan Don Davis ve Chips Davis’in
“Live End - Dead End - LEDE” tasarimi kontrol
odalarinin mimari yapilarinda ve akustik
ozelliklerinde dikkat cekici degisimleri
getirir. Bundan sonra D’ Antonio ve Konnert’in
(1984) erken yansimalarin kontroliine yonelik
yaptiklar gelistirmeler ile “Reflection Free
Zone - RFZ” tasarimi gelir.

Yillar icerisinde gelisen ve degisen
tasarimlardaki amaclar, akustik kriterlerin
saglanabilmesi, ITDG araliklarinin elde
edilmesi ve erken yansimalarin olumsuz,
bozucu ve renklendirici etkilerinin onune
gecilebilmesidir. Ote yandan bu tasarim
yaklasimlari erken yansima problemlerini
oda duvarlari, zemin ve tavan gibi yapisal
bilesenleremidahaleederekcozmeyiamaclar.
Ayrica studyolarda, oda yuzeylerinden
olusan erken yansimalar haricinde tespit
edilen onemli bir erken yansima problemi
de studyodaki ses masalarimin (mixer)
yuzeylerinden yansiyan seslerdir. Bu oncu
yansimalarin sebep oldugu faz problemleri
ve frekanslardaki kayiplar Davis’in kontrol
odalan uUzerine calismalarinda ele alinmis,
hoparlorlerden dinleyiciye iletilen sinyalin
kimi frekanslarinda 5 desibeli asan kayiplarin
olustugu belirlenmistir. Ses masasinin erken
yansimalara sebep olan Uust yuzeyinin

akustik bir kapak ile kapatilmasi halinde
daha dogru bir frekans cevabi alinabildigi
yapilan olcum ile gosterilmistir (Davis &
Meeks, 1982). Ancak ses masasinin Uzerinin
bir kapakla kapatilmasinin  ekipmanin
kullamiminda yaratacagi sorunlar nedeniyle
uygulanabilirligi tartismalidir.

ITDG ve erken vyansimalar acgisindan
degerlendirildiklerinde ev stiidyolarindaki
akustik durum, profesyonel ses kayit
studyolarindan ayriir.  Daha once de
bahsedildigi gibi, evlerdeki odalarin mimari
cesitliligi bu odalarn akustik ozellikleri
bakimindan oldukca degisken mekanlar
haline getirmektedir. Odalar form, Olcu ve
hacim olarak standart degildirler. insaatta
kullanilan  malzeme  katmanlar, ses
gecis ve yalitim ozellikleri de farkliliklar
gostermektedir. Bunlara ek olarak oda
icerisinde yer alan Kkisisel kullamma
yonelik mobilyalar (koltuklar, kitapliklar
vb.) ve yuzeylerdeki rastgele yutucu
ozellikli malzemeler (halilar, perdeler
vb.); yansimalarin oda genelinde duzensiz
dagilimina sebep olurlar.

Ev stidyolarinda kuvvetli erken yansimalar
olusturan sert yizeyler, hoparlorlerin
ses yayilim oruntilerini bozarak isitilen
sinyalde frekans cevab1 bozulmalarina,
stereo imaj bozulmalarina ve bu olumsuz
etkilerin birlesimiyle dinleme noktasinda
hatali ve yaniltici bir duyumun olusmasina
sebep olmaktadir. Dinleme hattindaki
sert yuzeylerden en basta geleni calisma
masalarinin  Ust yuzeyleridir. Bu yuzey,
dinleyici ile hoparlor arasinda sesin kat
ettigi en kisa yolda yer alir ve hoparlorden
cikan direkt sesin ilk yansimalar1 olarak
yuksek seviyede erken yansimalar Uretir. Bu
tip yuzeylerin duyuma olan etkileri Uzerine
literatirdeki calismalar ise yetersizdir.
Gentner, Braasch ve Calamia (2007)
yaptiklari deneyde masif ve delikli masa
ylizeylerinin erken yansimalarin olusturdugu
renklendirmeleri nasil etkiledigini
arastirmislar ve iki asamali dinleme testinin
sonucunda masif masa yerine delikli
yuzeye sahip masa kullanilmast halinde
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renklenmelerin azaldigini, yapilan dinleme
testine katilan katilimcilarin tercihlerinin
de bu dogrultuda oldugunu belirlemislerdir.
Bu calisma haricinde masalarin duyumdaki
olumsuz etkilerine yonelik bir diger cikarim,
Grammy odilli ses mihendisi Jesse Ray
Ernster’in ev studyosu ozelinde yapilabilir.
Ernster ses endistrisinin  one c¢ikan
dergilerinden birisi olan Sound on Sound
dergisinin Haziran 2021 sayisi icin verdigi
roportajda ev stiidyosundan ve stiidyosundaki
kurulumundan bahseder. Roportajda yer alan
gorsellerle beraber Ernster’in ev studyosunda
hoparlor ve dinleyici arasinda herhangi bir
calisma masasi ya da obje olmadig1 goriildr.
Tum duvarlarin, tavan ve zeminin de cesitli
ses yutucu malzemelerle kaplandig, dinleme
noktasinda yansimasiz bir alan olusturuldugu
gorulebilmektedir. Dinleme  noktasinin
goriildiigli fotografin altinda ise Ernster’in
ev stiidyosunda masasiz bir kurulumu tercih
ettigi ve bu sayede yansimalarin bozucu
etkilerini yok ettigi belirtilmistir (Tingen,
2021).

Arastirma Problemi

Ev stiudyolarinin  formlarindaki ~ mimari
tutarsizliklar, kiiciikodalarlailiskilenenakustik
sorunlar ve erken yansimalarin etkilerine
yonelik bilgiler muzik profesyonellerinin
evlerinde gerceklestirdikleri uygulamalarda
onemli kisitlara sebep olmaktadir. Mimari
formlarin degisimi ve oda rezonanslarinin
indirgenmesi oldukca zorlu siireclerdir. Ote
yandan erken yansimalarin kontrol altina
alinmalan daha basit akustik miidahalelerle
saglanabilmektedir. Ev stiidyolarinda erken
yansimalarin  olumsuz etkilerinin tespit
edilmesi, ylksek seviyeli erken yansimalara
sebep olan vyiizeylerin belirlenmesi ve
yapilacak mudahalelerle erken yansimalarin
kontrol altina alinmasi duyulan sinyalin
durulugunda ve kalitesinde belirgin etkiye
sahiptir. Bu oOnermeden hareketle ev
stiidyolarinda hoparlor - dinleyici arasinda
yer alan calisma masalarinin ve calisma
masalarindan yansiyan erken yansimalarin
ortadan kaldirilmasinin odadaki akustik
durumda ve isitilen sinyalde ne gibi etkilerinin
oldugunun tespit edilmesi gereklidir.
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Yontem

Bu makalenin deney asamasi bilgisayar
ortaminda, akustik simulasyon yontemiyle
gerceklestirilmistir. Simulasyonun
gerceklestirilebilmesi icin Uc boyutlu bir
oda modellenmistir. Modellenen odanin
olculeri icin literatirde oda oranlan
uzerine yapilan calismalar temel alinmis
ve Bolt alanmi icerisinde yer alan, sayica
daha kontrolli oda rezonanslarina sahip,
tum yuzeyleri paralel dikdortgen formlu bir
oda modellenmistir. Secilen oda boyutlar
5.20 x 3.80 x 2.75 metredir ve oda 54.34
metrekip hacme sahiptir. Bu oda uzerinde,
ODEON yaziliminda bir akustik similasyon
gerceklestirilmis ve hoparlor dinleyici
arasinda calisma masasinin varligi ve yoklugu
durumunda dinleyici noktasina ulasan sesin
akustik verileri elde edilmistir. Bu akustik
veriler icerisinden yansima dagilim grafikleri
ve ITDG siresi ile erken yansimalarin
davranislan degerlendirilmistir. Daha
sonra dinleme noktasinda olculen frekans
tepki grafikleri ile masa kaynakli erken
yansimalarin duyumda bozulmalar yarattig
frekanslar tespit edilmistir.

Deneysel Modelleme

Akustik similasyon deneyi icin dikdortgen
formlu bir oda modellenmistir. Belirlenen
odanin olculeri icin iki kriter on planda
tutulmustur. Birinci kriter odanin giinumuzde
insaat1 yapilan yasam alanlarinin icerisinde
yer alabilecek olculerde bir oda olmasidir. Bu
sekilde glinimuz apartman, miustakil ev vb.
yasam alanlarinda yer alan ev studyolarinin
boyutlar ile uyumlu olcilerde bir oda elde
edilmesi amaclanmistir. ikinci kriter ise
odanin oOlculerinin literatirde Bolt alani
olarak tamimlanan alanin icerisinde yer alan
olculerde bir oda olmasidir. Bu sayede kiicuk
odalarda karsilasilan modal rezonanslarin
sayica kontrol altinda oldugu bir oda
elde edilmis olacaktir. Ozis ve Vergili’nin
calismasinda (2008) oda oranlarinin Bolt
alam icerisinde belirlenmesinin faydalan
aktanlmaktadir.

Bu kriterler goz onuinde tutularak modellenen
odanin uzunlugu 5.20m, genisligi 3.80m ve

219



Ev stiidyolari akustiginde ¢alisma masalarindan kaynaklanan erken yansimalarin isitilen ses...

tavan yiksekligi 2.75 metredir. Bu olciilerle
deney odas1 54.34 metrekip hacme sahiptir.
Odanin tum yuzeyleri paralel ylizeylerdir.
Odada dinleyici roliinde modellenen alic
yan duvarlara 190 cm uzaklikta olacak
sekilde yanal eksenin tam orta noktasina
konumlandinlmistir. Alict arka duvara 286, on
duvara ise 234 cm uzaklikta yer almaktadir.
Dinleyici noktasinin yerden yiiksekligi 120
cm’dir. Odada ses kaynagi olarak iki hoparlor
modellenmistir.  Hoparlorler arkalarinda
yer alan duvardan 60 cm uzaklikta,
yan duvarlardan ise 90 cm uzaklikta
konumlandinlmistir.  Hoparlorlerin  yerden
yukseklikleri 120 cm’dir. Hoparlorler ve
dinleyici noktas1 kusursuz bir eskenar licgen
olusturmaktadir. Eskenar Ulcgeni olusturan
iki hoparlor ve dinleyici arasindaki uzakliklar
200 cm’dir. Similasyonda ses kaynagi olarak
kullanilan hoparlorler icin endustrinin onde
gelen dinleme monitora Ureticilerinden
birinin lrettigi bir modele ait yayilim
diyagram1  kullanmilmis ve hoparlorlerin
her biri icin dinleyici noktasinda 79 dB(A)
dinleme seviyesi saglamak icin -11 desibel
cikis seviyesi belirlenmistir. Deneyde erken
yansimalara bagli duyum iizerindeki etkileri
arastirilacak olan calisma masasinin genisligi
180 cm, derinligi 80 cm, yerden yiiksekligi
75 cm’dir.

ODEON mimari akustik simulasyon yaziliminda
gerceklestirilen  simulasyon deneyi iki
asamali  olarak yurutulmastuar.  Birinci
asamada modellenen odanmin tum yuzeyleri
%100 emicilikte malzemelerle kaplanmistir.
Pratikte karsilasilmasi mumkun olmayan bu
malzeme kullanimi ile masa haricindeki tum
yuzeylerde olabilecek en yuksek emicilik
degerlerine ulasilmis, kismen yansimasiz
bir oda elde edilmis ve bu sayede calisma
masas1 yuzeyinden kaynaklanan erken
yansimalar izole edilmistir. ikinci asamada
ise odanin yuzeylerine, var olan bir ureticiye
ait emicilik degerleri bilinen akustik paneller
standart bir ev stiidyosu akustigi yaklasimi
ile yerlestirilmistir. Hoparlorlerin yanlarina,
arkalarina ve dinleyici noktasina tavandan
ulasan erken yansima noktasina bu akustik
panellerin yerlesimleri yapilmistir. Ayrica

zemine hali yerlesimi yapilarak zeminde de
yutucu 6zellik saglanmistir. iki asamali deney
icin modellenen odalar asagidaki gorsellerde
yer almaktadir.

Sekil 1. Deney icin modellenen odalar

Verilerin Analizi ve Bulgular

Birinci modelde ilk olarak calisma masasi
mevcutken simulasyon gerceklestirilmistir.
Bu simiilasyondan frekans cevap grafigi
ve vyansima grafigi (reflectogram) elde
edilmisti. Daha sonra calisma masasi
modelden kaldirlmis ve yeni bir simulasyon
gerceklestirilerek frekans cevap grafigi
ve yansima grafigi elde edilmistir. ikinci
modelde de calisma masasi var ve yok iken
gerceklestirilen  similasyonlarla frekans
cevap grafikleri ile yansima grafikleri elde
edilmistir. Deneyin her iki asamasindan elde
edilen grafiklerdeki sonuclar karsilastirlarak,
erken yansima davranislan arasindaki iliskiler
ve yansimalardan etkilenen isitsel durum
siradaki bolimde degerlendirilecektir.

Calisma Masali ve Masasiz Odalarin Yansima
Grafiklerinin Degerlendirmesi

ODEON yaziiminda gerceklestirilen akustik
simulasyon sonrasi elde edilen yansima
grafikleri (reflectogram) asagidadir.

Refectogram

o o o 0000 0000 0000 0000 0000 0000 0000 0001 0001
time (seconds rel. drect sound)

Sekil 2. Yansimasiz - Masali Oda Reflectogram
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Sekil 3. Yansimasiz - Masasiz Oda Reflectogram

Ratactogram
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Sekil 4. Basit Akustik Tasarim - Masali Oda Reflectogram

Refiectogram

i
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Sekil 5. Basit Akustik Tasarim - Masasiz Oda Reflectogram

Maksimum seviyede emici yuzeylere sahip
ve basit akustik tasarima sahip odalarin
reflectogramlan incelendiginde:

» Yansimasiz odada masa varken sadece
masadan yansiyan bir adet erken yansima
oldugu goriilmektedir. Bu yansima dinleyici
noktasina 5.83 ms de ulasan direkt sesten
0.56 ms sonra, 6.39 msde dinleyiciye
ulasmaktadir. Masa dinleyici ve hoparlor
arasindan kaldinldiginda bu yansimanin
kayboldugu ve dinleyici noktasina sadece
hoparlorlerden cikan direkt sesin ulastigi
sagdaki grafikte gorilebilir.

» Basit akustik tasarima sahip odada da
direkt ses ve masadan olusan ilk erken
yansima sirasiyla, 5.83 ms ve direkt sesten
0.56 ms sonra, 6.39 msde dinleyiciye
ulasmaktadir. Bu yansima soldaki grafikte
kirmizi renkle goriilen yansimadir. Sagdaki
grafikte  masadan  kaynaklanan  6.39
msdeki erken yansimanin ortadan kalktigi
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gorilmektedir. Ancak masa ortadan kalkinca
zeminden yansiyan iki yeni erken yansimanin
olustugu goriilebilmektedir.

Calisma Masali ve Masasiz Odalarin Frekans
Tepkisi Grafiklerinin Degerlendirmesi

Reflectogramlar ile masadan kaynaklanan
ve direkt sesten 0.56 ms dinleyiciye ulasan
ilk erken yansima tespit edilmistir. Asagidaki
grafiklerde maksimum emicilikte malzeme
kapli odada calisma masasindan kaynaklanan
erken  yansimanin  duyumdaki  etkisi
gosterilmektedir. Sol siutundaki grafikler
calisma masali odanin, sag taraftakiler ise
masasiz odanin frekans tepkisi grafikleridir.

P

Sekil 6. Masali Oda Tam Spektrum Frekans tepkisi

@
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Sekil 7. Masasiz Oda Tam Spektrum Frekans tepkisi
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Sekil 8. Masasiz Oda Tam Spektrum Frekans tepkisi
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Frequency (2)

Sekil 9. Masasiz Oda 63 - 500 Hz Aralig1 Frekans tepkisi
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Sekil 10. Masali Oda 500 Hz - 8 kHz Aralig1 Frekans tepkisi
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Sekil 11. Masasiz Oda 500 Hz - 8 kHz Aralig1 Frekans tepkisi

Yiizeyleri maksimum emicilikte malzeme ile
kapli, yansimasizolarak degerlendirilebilecek
odanin dinleme noktasindaki frekans tepkisi
degerlendirmesi sonucunda:

> Kirmizi renkli 1/1 oktav bant grafiginde
calisma masasi var iken 32 Hz - 63 Hz frekans
bandinin seviyesinin -4 desibel civarinda
oldugu, 63 Hz’den baslayarak merkez band1
270 Hz civarinda olmak Uzere 500 Hz’e kadar
genis bir Q egrisi ile -11 desibel kayip oldugu
gozlenmektedir. Hoparlor dinleme hattindan
calisma masasi kaldinldiginda seviyenin - 7
desibelde oldugu ve 500 Hz’e kadar diizenli
bir frekans cevabi ile kayipsiz bir sinyalin
dinleme noktasina ulastigi goriilmektedir.

» En alt siradaki kirmizi renkli 1/1 oktav
bant grafikleri incelendiginde calisma masasi
var iken - 4 desibel seviyesinde 500 Hz’den
baslayan, 1.6 kHz merkez bandi olan ve
3.5 kHz’e kadar genis bir alam kaplayan
bir sinyal dususu gorulmektedir. Bu dusus
13 - 14 desibel arasinda bir dusustir. Ayrica
insan kulaginin en hassas oldugu orta frekans
bolgesinde yer alan 1.6 kHz, 2 kHz ve 3.8
kHz bantlarinda -22 dB, -28 dB ve - 24 dB
seviyelerinde sert tarak filtreleme (comb
filtering) dususleri gozlemlenmektedir. 500
Hz - 3.5 kHz bantlarn arasindaki disis masa
kaldirldiginda da gozlemlenmektedir. Ancak
dislisiin seviyesi 8 - 9 desibel araligindadir.
Dikkat cekici olan diger bir nokta, dinleme
hattindan masa kaldinldiginda 1.6 kHz, 2
kHz ve 3.8 kHz bantlarindaki tarak filtreleme
seklindeki dususlerin ortadan kalkmalandir.

Asagidaki grafikler basit bir akustik tasarim
uygulamasi yapilmis odada calisma masasinin
duyumdaki etkisini gostermektedir. Sol
sutundaki grafikler calisma masali odanin,
sag taraftakiler ise masasiz odanin frekans
tepkisi grafikleridir.

Sekil 12. Masali Oda Tam Spektrum Frekans tepkisi

Sekil 13. Masasiz Oda Tam Spektrum Frekans tepkisi
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Sekil 14. Masali Oda 63 - 500 Hz Aralig1 Frekans tepkisi

Sekil 15. Masasiz Oda 63 - 500 Hz Aralig1 Frekans tepkisi
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Sekil 17. Masasiz Oda 500 Hz - 8 kHz Aralig1 Frekans tepkisi

Maksimum emicilikte malzeme kullanilan
odaya gore cok daha canli bir oda olan
ikinci odanin frekans tepkisi grafikleri
incelendiginde:

2022, 10(2) 215-227
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> Masali ve masasiz durumda bas frekans
yogunlugunun tiz frekanslardan ortalama 12
db daha fazla oldugu goriilmektedir. Bunun
sebebi yuzeylerde orta ve tiz frekanslarda
emicilik gosteren emici malzemelerin
kullanilmis olmasidir.

> Odada masali ve masasiz dinleme icin pek
cok tarak filtreleme frekanslarinin varligi
gorulmektedir. Ancak masasiz odada hem
filtrelenen frekans sayis1 masali odaya gore
daha azdir, hem de filtrelenen frekanslarin
dusme seviyeleri cok daha dusuktur.

> Kirrmizi renkli 1/1 oktav bant grafigine
gore, masali odada 20 Hz - 63 Hz bant
araliginda 6 dB seviyesinde  diisls
gorilmektedir. Bu disus turuncu renkli 1/3
oktav bant grafiginde 8 - 9 dB seviyesine
ulasmaktadir.

> 125 Hz - 1 kHz araligindaki alt-orta
ve orta frekans bantlarinda masali odada
gorulen dusus 12 dB’dir. Masasiz odada ise bu
diisiis 7 - 8 dB araligindadir. Dolayisi ile emici
malzemelerin olumsuz etkisine ragmen orta
frekanslarin masasiz odada daha dizenli
yayilim gosterdigi goriilmektedir.

> 2 kHz - 6 kHz araligindaki iist-orta frekans
alaninda masali odada 5 dB civarinda bir
yukselme soz konusudur. Masasiz odada ise
bu yikselme 2 - 3 dB arasindadir. Dolayisi
ile masasiz odada orta frekanslar genelinde

i masali odaya kiyasla daha dizenli olan

frekans yayilimi uUst-orta frekans alani icin
de soylenebilir.

Tartisma ve Sonug

Yansimasiz - masali odada merkez bandi
270 Hz’de olan ve 32 hz’den 500 Hz’e kadar
oldukca genis bir alam kapsayan cokme,
alt frekanslarda -4 desibelden -11 desibele
onemli bir kayip oldugunun gostergesidir. Bu
kayip odadan masa kaldinldiginda ortadan
kalkmaktadir. Bu frekans alam hem alt
frekanslarin hem de alt-orta frekanslarin yer
aldig1 bolgedir ve pek cok calginin ve insan
sesinin temel frekanslarinin yer aldigi 6nemli
bir frekans alamidir. Ayrica bu frekanslar,
dinleyiciler icin gic ve dolgunluk hissini
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saglayan frekanslardir.

Yansimasiz - masali odada, 500 Hz ve 3.5 kHz
araliginda, merkez bandi 1.6 kHz olan 13 -
14 desibellik bir dusus soz konusudur. Masa
ortadan kaldinildiginda bu disusiin seviyesi
azalmakta ve 8-9 desibele inmektedir.
Ayrica odada masa varken, 1.6, 2 ve 3.8
kHz frekanslarinda cok dar bantlarda
sert tarak filtreleme dususleri tespit
edilmistir. Bu dususlerin seviyeleri -22, -28
ve -24 desibellerdedir. Bu frekans alanlan
muzikte calgilarin ve insan sesinin temel
frekanslarinin ve armoniklerinin yer aldig
frekans bolgeleridir. insan kulaginin en hassas
oldugu frekanslar olan orta frekans bolgeleri
dinleyicilerin dolgunluk, netlik, berraklik
gibi algilarim1 da etkileyen frekanslardir.
Bu alanda olusacak duyum eksiklikleri ve
bozulmalar gerceklestirilen uygulamalarin
dinleyiciler tarafindan algilanmasinda da
sorunlar yaratacaktir.

Basit  akustik  tasarima  sahip  oda
ylzeylerinde, genel kullamc1 egilimlerine
benzer sekilde, hoparlor cevrelerinde

orta ve tiz frekanslarda emici malzemeler
kullanilmistir. Bunun sonucu olarak odanin
frekans cevabinda orta ve tiz frekanslar
azalmis, bas frekanslar one cikmistir. Ayrica
tum yulzeylerin yansitici karakterli olmalar
sebebiyle yansimasiz odaya kiyasla cok
daha karmasik bir frekans cevap grafigi
olusmustur. Odanin tum yuzeyleri arasinda
yansimalardan kaynaklanan akustik faz
farklan pek cok tarak filtreleme frekansinin
olusmasina sebep olusmustur. Masali odada
20 Hz - 63 Hz arasinda bas frekanslarda
ortalama 6 desibel dusus gorulmektedir. Bu
dusus masasiz odada ortada kalkmaktadir.
Masali odada 125 Hz - 1 kHz arasinda gorilen
12 desibellik diisiis masa kaldirildiginda 7 - 8
desibel civarina dusmektedir. Ayrica masali
odada 2 kHz - 6 kHz arasinda 5 desibellik
bir yukselme olculmis ve bu yukselme
masasiz odada 2 - 3 desibele inmistir. Tum
bu bilgilerden hareketle masasiz odanin
frekans tepki grafiklerinin cok daha dizenli
oldugu, tarak filtreleme frekanslarindaki
diislis seviyelerinin azaldigi, bas - orta ve tiz

frekanslar arasindaki seviye farkliliklarinin
azalarak daha es yayilimli bir frekans cevabi
elde edildigi goriilmektedir.

Gerceklestirilensimulasyondeneyisonucunda
elde edilen veriler dogrultusunda calisma
masalarinin duyumda vyarattig1 bozulmalar
simulasyon verileri ile belirgin bir sekilde
ortaya cikmaktadir. Masalarin hoparlor ve
dinleyici hattindan kaldirnlmasinin duyulan
ozellikle alt ve orta frekans bolgelerinde
saglanan  iyilesme  degerlendirmelerde
ve grafiklerde  gorulmektedir.  Muzik
endustrisinin  one ¢ikan mihendislerinin
de benimsemeye basladigi bu yaklasim,
suphesiz ki ev ortaminda calisan her ses
profesyoneli icin tercih edilecek bir yaklasim
olmayacaktir. Ancak beraberlerinde pek cok
akustik sorunla mucadeleyi getiren kucuk
odalarda dinleyici noktasindaki duyumu
iyilestirmek, ses uygulamalarinda olmasi
beklenen isitsel basariyr arttirmak yonunde
uygulanabilir ve etkili bir adim oldugu
one siriilmektedir. Ote yandan calisma
masasinin dinleyici - hoparlor arasindan
kaldinlmasi elbette ki oda icerisinde basarili
bir akustik saglanmasi icin tek basina yeterli
olmayacaktir. Dogru frekans cevab1 ve iyi bir
duyum, ancak odanin akustik problemlerinin
birer birer tespiti ve dogru tasarimsal
yaklasimlarin yuzeylere uygulanmasi ile
saglanabilir.

Sinirhibiklar

Bu calisma bilgisayar ortaminda
gerceklestirilmis bir akustik similasyon
deneyi ile gerceklestirilmisti. Calismada

ev studyosu ortaminda gercek bir olcum
yapilamamistir.  Gelecekteki calismalarda
bu calismada elde edilen verilerin gercek
olcumlerle teyit edilmesine yonelik bir
deney gerceklestirilecektir.

Bilgilendirme-Tesekkiir

Yazar, bu calismanin tum asamalarinda
sagladig1 destek ve verdigi degerli fikirler
nedeniyle sayin Prof. Dr. Feridun Ozis’e
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A simulation study on the auditory effects of early
reflections from work desks in home studio acoustics

Introduction

Music creation, recording and mixing processes have been moved from professional studios to homes
with today’s technological possibilities. Music industry professionals, musicians, arrangers, producers
and sound engineers have started to produce in small rooms - home studios. Home studios are rooms
where it is difficult to reach acoustic parameters and standards when compared to professional studios.
Structural changes to room surfaces cannot be made and the installation of professional-grade acoustic
materials is often not possible.

While there is a lot of work on early reflections from the side surfaces and ceilings in small rooms -
particularly studio control rooms - there is little to no work in home studios. The reason for this shortage
in home studio work is the measurement inconsistencies caused by the construction differences, non-
standard room forms and the acoustic design difficulties associated with them. For this reason, it
would be wise to determine the surfaces that users can easily interfere with in home studios and to
make acoustic arrangements based on these surfaces.

Hard surfaces, which create strong early reflections in home studios, disrupt the sound propagation
patterns of the speakers, causing frequency response distortions in the heard signal, deteriorations
on the stereo image, and a false and misleading sensation at the listening point with the combination
of these negative effects. The most prominent of the hard surfaces on the listening path are the top
surfaces of the work tables. This surface is located in the shortest path traveled by sound between
listener and speaker and produces early reflections high in level. Studies in the literature on the effects
of such surfaces on sensation are insufficient.

Research Problem

Detecting the negative effects of early reflections in home studios, identifying the surfaces that cause
high-level early reflections and controlling early reflections with interventions have a significant effect
on the clarity and quality of the heard signal. Based on this proposition, it is necessary to determine
the effects of the elimination of work tables located between the speaker and the listener in home
studios and the early reflections reflected from the work tables, on the acoustic situation in the room
and on the audible signal.

Method

The experimental phase of this article was carried out using the acoustic simulation method. In order
to carry out the simulation, a three-dimensional room is modeled. For the dimensions a room in the
Bolt area was modeled with parallel surfaces. The selected room dimensions are 5.20 x 3.80 x 2.75
meters and the room has a volume of 54.34 cubic meters. The acoustic simulation was carried out in
ODEON software and acoustic data of the sound reaching the listener point in the presence or absence
of a work table between the speaker and the listener were obtained.

Discussion and Conclusion

According to the result obtained, the distortions caused by the work tables in the senses are evident
with the simulation data. The improvement in the lower and mid-frequency regions, especially when
the tables are removed from the loudspeaker and listener lines, can be seen in the discussions of the
data and graphics. This approach, which the prominent engineers of the music industry have begun
to adopt, will probably not be the preferred approach for every sound professional working in a home
environment. However, it is claimed that it is a viable and effective step towards improving the sense
of the listener in small rooms and increasing the quality expected in audio applications. On the other
hand, removing the work table from the listener-speaker area will of course not be enough to provide
adequate acoustics in a room. Correct frequency response and good hearing can only be achieved
by determining the acoustic problems of the room one by one and applying the necessary design
approaches.

Keywords
acoustical problems, early reflections, home studios, home studio acoustics
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Abstract

This study aims to present the image and thoughts about K-POP among the public through objective
data as we realized that it is necessary to conduct a systematic analysis of the public mentality and
attitude toward K-POP to sustain the movement of Hallyu or Korean Wave. To this end, we used the
big data in 2014 and 2021 to compare and analyze the K-POP-related images, figures, and public
attitude between the two time points. The result can be summarized as follows: First, between 2014
and 2021, the changes over time in the media, where K-POP can be accessed by the audience, are
more pronounced than common images about K-POP; Second, the figures that appeared consistently
and commonly in 2014 and 2021 were found to be EXO and BTS, popular South Korean boy-bands. In
the case of EXO, there was no commonly related figure at both points of time, but as for BTS, it was
found that their fan club, A.R.M.Y, appeared as a common related figure; Third, compared to 2014,
the rate of positive response toward K-POP decreased while negative response increased in 2021; in
other words, the attitude toward K-POP turned negative. Unlike the previous studies that collect data
with questionnaires or materials and analyze them, we used the already stored data and Sometrend,
Korea’s big data analysis software, provided by VAIV Company, to find out what people think about
K-POP. This study is significant as it extracts information from the existing data, analyzes the contents,
and reinterprets the results from various angles to derive meaningful results. It is expected that the
findings of this study, presented through precise data—the K-POP-related images, figures, and public
attitude—will be used as basic material to contribute to the sustaining of the K-POP wave.

Keywords
Big Data, BTS, EXO, K-POP, Social Media

Introduction they produce information themselves

In the past, communications occurred 1N active and individualized ways and
mostly offline and in oral forms. Along Share them with others, via one-to-many
with the widespread use of smartphones bidirectional media. Now we have reached
and rapid growth of online activities, the stage where we can process the data
we are now able to instantly access and and information produced by the public to
exchange information in various forms. Suiteé the purpose and needs, and analyze
High penetration of smartphones increased ~the result data to predict the behavior and
the use of social networking services (SNs), mentality of people. As a part of the 4th
and the number of SNS users has been Industrial Revolution, SNS plays a central
continuously increasing as the internet role in providing ‘Big Data’ to analyze
access is becoming available anytime the !nformat1on sharing algorithms of the
anywhere. In the media convergence Public.

environment, SNS wusers are not just

. The term ‘Big Data’ became a household
passive consumers as they used to be;

word since the victory of the democratic
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candidate Barack Obama in the 2008 U.S.
presidential election where he was known to
use big data to create a voter map to use a
digital campaign geared toward the connected
set. The explosive data in the digital space
is a key resource in the analysis of big data.
The traces we make using internet and social
media are restored as data. Through the
analysis of this accumulated data, we are
able to understand the life patterns, desires,
and interests of consumers and to establish a
marketing strategy to lure them.

A growing number of countries and
companies are evaluating big data as an
innovative technology of the future, which
is predicted to be an era of big data. The
analysis of big data has been used a lot in
research lately, as it enables us to grasp the
newest trends and phenomena, to create
new values in combination with other areas,
and to establish strategies in various fields
(Kim, 2011). Currently, various studies using
big data are conducted in collaboration
with industries, but there has been lack of
research in the music industry. It is time to
connect the features and technologies of
big data in the field of music through the
research conducted from various angles.

Big data can be applied in a number of ways,
in various fields. In particular, it can be used
for ‘the sustaining of K-POP as Hallyu,’ a goal
for many artists, educators, and researchers,
who majored in K-POP (Cho & Sim, 2013;
Kim, 2015; Hwang, 2013; Lee & Kwon, 2021;
Lee & Jang, 2019). In the 21st century,
‘the era of culture,” when the culture of a
country is considered a competitive edge,
it is important to conduct a primary survey
for K-POP consumers to sustain the Hallyu
boom. Just as companies pursuing profits use
big data to analyze customers’ propensity to
create products that customers want, and
do customized publicity and marketing to
win customers’ hearts, K-POP would have to
make the same efforts.

Characteristics and Use of Big Data
There are three defining properties of big

data; the amount of data (volume), the
speed of data generation (velocity), and the
variety of the formats (variety), dubbed the
three Vs (O’Reilly Radar Team, 2012). Since
then, as the concept of data has gradually
been changing, some argue 6Vs, including
veracity, visualization, and value of data. To
sum up, big data is an information asset with
huge capacity and high speed or diversity,
through which we can discover new values
to find new insights, make rational decisions
based on it, and optimize the process.

Eric Schmidt when he was CEO at Google
in 2010 said at the Technomy Conference:
“There was 5 exabytes of information
created between the dawn of civilization
through 2003,” he proclaimed, “but that
much information is now created every 2
days (Google, 2010). You can see how large it
is considering that in 2021 Apple was storing
8 exabytes of data in Google Cloud (Hwang,
2021). According to a report by John Gantz
and David Reinsel, the first zettabyte-scale
data was created in 2010, with 75% of the
data being created voluntarily by individuals.
They expected that the data would about
double every two years, to grow to 7.9
zettabytes in 2015.

A report of the U.S. government has
emphasized that “every Federal agency
needs to have a “Big Data’ strategy”
(President’s Council of Advisors on Science
and Technology, 2011) and in 2012,
announced a R&D plan for big data with
a total investment of 200 million dollars
(Executive Office of the President, 2012).
The EU also announced the draft of the
Data Act on February 23, 2022 to form a
single market for big data and promote data
sharing. Also, in Korea, the Three Data Acts,
which utilizes big data, was passed by the
National Assembly in 2020.

The advantages of the research using big data
are as follows: First, it reduces the problems
and sample errors in the existing methods
of questionnaire, interview, and sampling,
reducing the distortion of the results due to
sampling errors (Ham & Chae, 2013); Second,
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the unstructured data (SNS posts, photos,
music, etc.), of big data, makes it possible to
conduct various new research, unthinkable
in the past; Third, big data can analyze not
only existing stored data, but also data that
is being stored in real time. This saves the
time to apply the analysis result, increasing
efficiency (Lee, Lim & Yoo, 2013). Starbucks
Korea predicted the four coffee trends based
on the big data of its operation in 2020 as
Home Cafe, Order & Pay, Personalized, and
Emotional well-being (Starbucks Korea,
2021). In Korea, during the presidential
election in 2022, ultra-thin competition
was predicted through big data analysis,
from Google, Naver, and Daum, which was
also proved in the results (Jeong, 2022). Big
data is playing an active part in the country,
government, corporations, medicine, retail,
manufacturing, and public sector, with its
application methods suggested in various
fields.

Big Data Analysis Method and Using of
Music Research

Big data analysis is an analysis of a huge
amount of data that exceeds the limits of
management, storage, and analysis with
existing software, overcoming the limitations
of capacity and extracting new value through
insight (Kim, Cho & Kang, 2016). It collects
and analyzes various types of big data that
are being generated in real time, enabling us
to predict the characteristics of the relevant
field appropriately for the modern society and
operate it efficiently, and provide, manage,
and analyze the information tailored to
the individualized members of the modern
society. In the previous research, data was
collected and analyzed with questionnaires
or other materials, but big data is too
extensive for an individual to analyze and
needs a company or specific software to
analyze (Han & Lee, 2012). As data has the
potential to provide meaningful information
to society and mankind in all areas such
as politics, society, economy, culture, and
science and technology, its importance has
increasingly been emphasized. By analyzing
such big data, it is possible to create new
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valuable meanings by analyzing hidden
patterns and relevance (Kim, 2012; Seo,
2021). Since the result of big data analysis
can be interpreted from various angles,
researchers should also work to reinterpret
the result to make it more meaningful (Ham
& Chae, 2013).

As of May 2021, a variety of big data analysis
tools are available. For example, Google
Trends allows you to view data from all
over the world, providing a good visual
representation of data with infographics, a
strength of Google. Sometrend, provided by
VAIV Company, provides the refined thoughts
of people, not just based on the search
volume, but on keywords from the social
media posts. There is various other software,
free or charged, including NAVER Datalab,
BLACKKIWI, keyzard, ODPia, Keyword Master,
DataPlanet, and KWFinder that provide big
data analysis and results.

Data mining, a representative method of
analyzing structured data, creates new
valuable information by identifying the
relevance of hidden content from big
data, to be applied in the decision-making
process. However, the data posted on social
media are mostly everyday languages-
unstructured data— and requires analysis
methods, including Text Mining, Social Web
Mining, and Opinion Mining. Text mining is
the process of extracting words from large
collections of posts to discover the hidden
emotions (Korea Information Society Agency,
2012). For example, if the word ‘music’ is
searched for in a sentence in the SNS post,
the keywords are connected to the words
‘good’ and ‘bad,’ on Twitter or Instagram,
to interpret whether it has a positive or
negative meaning. Matthew defined social
web mining as a method of analyzing the
main interests, influential people, songs,
etc. according to the conversation content
or relationship on social networks (Twitter,
Facebook, etc.) (Matthew, 2011). This is
mainly used to find the changes in public
opinion in marketing. Similarly, opinion
mining (or sentiment analysis) analyzes the
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SNS text to find out about the sentiment and
opinions of the people, turning their thoughts
and expressions into objective information
(Korea Information Society Agency, 2012).
In addition, a descriptive statistical analysis
method has been suggested to statistically
analyze the changes in various numbers
and the following on Twitter, rather than
text, and interpret them (Lee, Lim & Yoo,
2013). Recently, as big data becomes
commercialized, the three new factors
are emerging: Veracity, Variability, and
Visualization (Jeon & Seo, 2013). Variability
refers to the likelihood of meaning change
in the context due to the characteristics of
social media where people freely express
their thoughts. Veracity means that data
processing organizations using big data need
to look at the value and accuracy because
there is a high possibility of data loss due
to the huge amount of data processed.
In addition, the user should know and
understand the contents easily in processing
structured and unstructured data. This
means visualization is necessary to make
everyone understand data easily not to
waste time and money used to collect the
data (Lee, 2013).

Problem/Aim of Study

This study aims to present the image of K-POP
among the public and their thoughts through
objective data based on the realization that
a systematic analysis of the public mentality
and attitude toward K-POP is necessary to
sustain the movement of Hallyu or Korean
Wave. The detailed goals of this study are
as follows:

According to the analysis of big data,

» What are the differences in public opinion
on ‘K-POP,’ between 2014 and 2021?

» What is the difference in the image of
K-POP?

» Who are the K-POP-related figures?

» What is the difference in the public
attitude toward K-POP?

According to the big data analysis,

» Who is the leading figure of K-POP, and
who are related to the figure, and how is the
public attitude?

Method
Research Model

Unlike the previous studies that collect data
through the survey or questionnaire, we will
use the huge amount of data left by people.
To this end, we use Sometrend, operated by
VAIV Company, to compare and analyze the
difference between the two time points,
2014 and 2021. As a program used to analyze
unstructured data, Sometrend helps analyze
SNS Big Data easily. When searched with a
keyword, the related words are analyzed
and search results are presented up to 500
rankings. Furthermore, the related words
are divided into positive and negative, to
analyze the public attitude towards the
search term. The original source text,
including the keyword, is provided for the
users to read to understand the context.

Documents

This study compares and analyzes the
images and figures, associated with K-POP
and public attitude toward K-POP, through
the big data analysis. The time points were
set as 2014 and the current research point,
2021. The year of 2014 was set as a “critical
period when Hallyu’s popularity and boom
began, centering around K-pop, dominated
by idol groups.” The two periods, set as 2014
(January to December) and 2021(January to
December), are compared and investigated.

SNS is a medium that represents the opinion
of the people, and Twitter and Instagram are
open to the public and easy to access. Thus,
we selected these two social networking
services as the research target.

To be specific, the target of this study is
the posts created on Twitter and Instagram,
between January and December 2014, and
between January and December 2021, which
used keyword ‘K-POP.” <Table 1> shows the
number of the targets of the study.
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N=No. of Cases

Keyword 2014 2021
K-POP 165,495 273,911
Data Analysis through Sometrend represents people’s
The purpose of this study is to examine the thoughts about the keyword. In other

K-POP-related image, figure, and public
attitude toward K-POP through the big data.
Therefore, we extracted K-POP-related
words using Sometrend, operated by VAIV
Company. Extracted related words were
analyzed using Welch’s t-test statistical
analysis and Excel in the following way:

First, descriptive statistical analysis was
used through the comparison and contrast
of types and frequencies of related words,
between 2014 and 2021. In particular, in
the percent (%) analysis, the result was
expressed as a ratio of the frequency of the
keyword out of the total frequency of the
top 500, by category shown by Sometrend.

Second, Welch’s t-test (positive test,
significance level: 0.05) statistical analysis
was used to check whether there was a
significant difference in positive and negative
public opinion between 2014 and 2021. As
for the data, the percentage of positive and
negative public opinion for each week was
used for 53 weeks (N: 53).

Twitter is an open network that facilitates
user participation and fast spread of issues
while Instagram is good at distributing
contents and creating service issues as
a “vertical SNS platform.” (Jeong, 2020)
In other words, Twitter and Instagram
are the social networking services that
show what the public think in the mobile
communication society. If a person leaves a
SNS post on K-POP, the keyword suggested
by the researcher, it can be interpreted that
he or she thought or did something related
to the keyword. Also, whether the related
words, used with the keyword, are positive
or negative can be understood as their
association with the keywords. Therefore,
it can be expressed that analyzing related
words used together with the keyword

words, related words explain or express the
keyword, and not only do they represent the
keyword but also express whether people
are interested in the keyword at the time,
serving as the data through which we can
take a glance at what the public think about
the keyword.

Result

The result of this study is summarized as
follows:

First, ‘sustainability of K-POP as Hallyu’ is
a familiar slogan to students, musicians,
teachers, professors, and popular music
scholars studying K-pop. However, the media
for the public to access K-pop has been
changing in various ways. If 2014 K-POP was
centered around performances, 2021 K-POP
appeared as various TV programs. This
offers an opportunity to think again about
the research and activities to sustain K-POP
as Hallyu. Good performances are required
to continue the K-POP boom but it is also
important to think about how to utilize the
mass media and internet broadcasting media.
In order to increase the public’s interest in
K-POP, it will be necessary to study effective
methods of using the media—what media to
use, and how to prepare and practice for it.

Second, it is important to examine the figures
related to K-POP, the result of this study.
The fact that A.R.M.Y is the only figure that
was common in 2014 and 2021 indicates the
importance of continued interest of the fans
to the activities of the artist. In other words,
it will be necessary to think deeply about how
K-pop artists can sustain and create synergy
with their fans, and how to effectively do
that. As shown in the result of this study, we
need to think about popularization through
the collaboration with other countries,
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embracing different genres of music and
artists, just like imagining Coldplay through
BTS.

We studied the image, related figures, and
public attitude toward K-POP using big data,
but there is a possibility for more follow-
up research. In other words, through big
data analysis on various topics, we should
analyze the public opinion carefully, with an
approach based, not on thoughts or guesses,
but on scientific data, to create a sustainable
K-POP culture that the public wants.

Images about K-POP

As shown in [Photo 1], all related words
about K-POP among the public in 2014 were
related to performances such as ‘Hallyu’ and

singer

‘idol group’ and ‘concert’, and ‘festival.’
In particular, the posts on Twitter and
Instagram confirmed that words like ‘love
you’, ‘thanks’ reveals the sentiment of the
public toward K-POP music, targeted to ‘idol
groups,’ which sparked the L-POP craze.

In contrast, in 2021, people associated K-POP
with other formats than performances,
like TV shows, including ‘mama’, ‘Show
Champion’, and ‘Kingdom’(See [Photo 2].)
Also, as a result of checking the words
‘follow’, ‘retweet’, and ‘voting’ on Twitter
and Instagram, it was confirmed that the
public was communicating by sharing K-POP-
related events with the support of their
favorite artists.

k-pop

W OMZ 320l 92 SOIYATHL R K-Pop2 K-Pop-

12 2RO 221 FOIY BT 2 K-PopB K-Pop-ing
W (tH B ot ti Batk-popic EXOIS S A B I
2 1= 15 Batrtk-pop = EXOI S A R kS

W  K-POPARBIRY

K-POPAIZBHR

W KEIOIHZAYHAUG BO|TUE I} YMSHE K-pop-:

75t K-popEHE 2CH!

W K-POPARJSH FRI3I...

K-POP A2 %

Photo 1. 2014 Map of Related Words to K-POP and Some SNS Posts

k-pop

, [Young Hollywood] K-Pop Group Stray Kids' (AE2]|--

y Hollywood] K-Pop Group StrayK (2E3017
Special Message For Their STAYS!

22021 K-Pop Radar ¢1% 24+ #kpopradar

22021 K-Pop Radar &1

?Mnet K-POP Top 10 Most Viewed Video in 20217

Mnet K-POP Top 10 Most Viewed Video in 2021

2PAl % PM 6:00 ALL THE K-POP YouTubeOi|lA Y 5 El=
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Young Hollywood] K-Pop Group Stray Kid

Photo 2. 2021 Map of Related Words to K-POP and Some SNS Posts
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Among the top 15 images of K-pop in 2014
and 2021, the common images of K-pop
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music that the public has are ‘Pop’, ‘IDOL’,
‘Concert’, and ‘BTS’, as shown in Table 2.

Table 2. Top 10 Images Related to K-POP

Rank 1 2 3 4 5 6 7 8 9 10
2014 Concert | EXO POP Video | TVXQ! IDOL | INFNITE | INCHON | BTS Stage
6.74% | 3.43% | 3.19% | 2.49% | 1.78% | 1.73% 1.60% 1.57% | 1.38% | 1.21%
2021 -SI—S E’é Music BFI,' I?\lll((c ROSE | Source POP BTS NAVER IDOL | Concert
o | 12.22% o 6.26% | 2.12% | 2.00% 1.90% 1.60% | 1.36% | 1.18%
18.28% 8.33%

K-POP-related Figures

As shown in <Table 3>, Representative
figures for K-pop appeared as EXO in 2014
and BLACKPINK in 2021. However, EXO
and BTS were the only figures who were
associated with K-POP both in 2014 and
2021. In particular, the top 10 people related
to K-pop music in 2014 show that the 3rd
generation idol group appeared along with

the 2nd generation idol group who led the
Hallyu craze at the time.

In 2021, it was found that the related
figures expanded to include 4th generation
idol groups as well as 3rd generation idol
groups. In particular, EXO and BTS have been
consistently mentioned in the K-POP field
since 2014.

Table 3. Top 10 Images Related to K-POP

Rank | 1 2 3 4 5 6 7 8 9 10
2014 | E¥O [ Tvxar | vixx [INFINITE [ BTS | 2NET | v | EUNHYUK Ger?e‘;fﬁon GOT7
8.57% | 5.13% | 4.71% | 4.50% | 3.43% | 2.04% [1.71% | 1.65% neres 1.44%
BLACK | TREA | poose | BTs | wLisa | sisoo | exo | SUPER ITzY MONS-
2021 | PINK  SURE 140 g0 | 5.15% [ 1.313% | 1.310% | 1.21% | JUNOR | ¢ o7 TAX
20.81% | 18.95% R R A TR SR 1.09% R 0.99%

Search Frequency and Public Attitude
Toward K-POP

The search frequency for K-POP increased
significantly in 2021 (N=273,911) from 2014
(N=165,495). However, as shown in <Table
4>, the attitude toward K-POP showed a

significant decrease in positive rate in 2021,
compared to 2014, as a result of the two-
sided test (degree of freedom: 79, t: 2.41, p:
0.018). Also, the negative rate significantly
increased in 2021, compared to 2014 (degree
of freedom: 64, t: -2.17, p: 0.034).

Table 4. Pubic Attitude toward K-POP

K-POP 2014 positive rate

2021 positive rate

2014 negative rate | 2021 negative rate

Mean 92.56203721

86.15344678

4.963833 10.14322

K-POP-related Figures and Words, and
Public Attitude

The figures who appeared in the top 10 in
both 2014 and 2021 were EXO (2014 8.57%:
2021 1.21%) and BTS (2014 3.43%: 2021 5.15%)
confirming their status as representative
K-POP stars to the public. There were no

significant common images between the two
time points. As shown in <Table 5>, as for
the related images to EXO and BTS, In 2014,
images related to music videos (Video, MV)
appeared in common, and in 2021, those
related to Goods (Photo card, Mini photo
card, Album) appeared.
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Table 5. Top 10 Images Related to ‘EXO’ and ‘BTS’

Rank 1 2 3 4 5 6 7 8 9 10
2014 Video Concert Mnet Melon MAMA | Event MV Gift Ticket | Sunny10
(EXO) | 6.24% 3.50% 2.96% 1.51% 1.46% | 1.43% | 1.11% 1.04% 0.91% | 0.90%
2021 Mini Album Season | Entertainment | OST | Bambi Pct?rt; AS Song | Birthday
(EXO) | 6.01% 2.57% 2.39% 2.34% 1.87% | 1.59% 1.55% 1.49% 1.46% | 1.43%
. American
. Fan sing .
2014 Video Luv meetin Boy In Luv MV | Photo Day Hustle | Music Beast
(BTS) | 5.45% 3.96% g 2.89% 2.87% | 2.25% | 2.16% Life 2.09% | 1.55%
2.93% o
2.15%
Magic Mini
2021 DVD | MEMORIES | Butter Photo card Sale shg Album Card photo | Goods
(BTS) | 3.97% 2.43% 2.04% 2.03% 1.82% Pl 1.56% 1.52% card 1.45%
1.64% 1.47%
. 0

Top 10 figures, related to EXO and BTS are
displayed in <Table 6>. In the case of EXO,
there was no common related figure in
2014 and 2021, but as for BTS, their fan
club, A.R.M.Y, appeared as a related figure,
common at both time points. This shows
that the growth of BTS as a global artist
group was possible due to the interests of
A.R.M.Y. However, there was no common
related figure partly because the majority of
the related figures in 2014 currently stopped

their activities or was disbanded.

In the case of EXO, 10 out of 10 teams in 2014
and 7 out of 10 teams in 2021 were K-pop
artists while in the case of BTS, 9 out of 10
teams in 2014 and 5 out of 10 teams in 2021
were K-pop artists, as related figures. As the
related figure of BTS, the world-class British
rock band ‘Coldplay’ was mentioned as they
released the album ‘Universe’ together in
2021.

Table 6. Top 10 Figures Related to ‘EXO’ and ‘BTS’

Rank 1 2 3 4 5 6 7 8 9 10
Jo Lim Girls’
2014 S.E.S DEUX BOA | DJDOC | Seong Chang B1A4 INFINITE Genaration VIXX
(EXO) | 4.64% 3.52% | 3.43% | 3.39% Mo Jung 2.63% 2.50% 2.19% 2.18%
3.22% 3.06% I
Yoo Ji Cho Bae Jeon
2021 | SuperM Ha NCT god BOBBY Dal Nam g BTS Navi WayV
(EXO) | 31.86% o | 5.04% | 1.94% 1.84% Hwan 1.33% 1.29% 0.91%
18.84% 1.47%
1.80%
2014 | BeAT | vixx | Exo [Pl aArmy | SOPER | Bap 2PM | GIRLSDAY | INFINITE
0
(BTS) | 20.31% 7.36% | 7.04% 6.02% 5.97% 4.73% 3.88% 3.21% 2.57% 1.88%
Park Lee
2021 | A.R.M.Y | Coldplay | JJK Seo Jessi Geum KRIS Martin Choi Usik TXT
(BTS) | 23.33% 3.13% | 3.00% | Jun 1.54% Hui 1.16% 1.15% 1.06% 1.04%
1.60% 1.37%

The overall search frequency for EXO
increased by about 5.5 times in 2021
(N=10,389,424) from 2014 (N=1,859,230).
But as shown in <Table 7>, the two-sided
test confirmed that there was no statistically
significant difference in the positive rates

of 2014 and 2021 EXO (degree of freedom:
81, t: -0.48, p: 0.63). In addition, it was
confirmed that there was no statistically
significant difference in the negative rates
of EXO in 2014 and 2021 (degree of freedom:
80, t: -0.28, p: 0.78).
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EXO 2014 positive rate | 2021 positive rate | 2014 negative rate | 2021 negative rate
Mean 88.6732164 89.5977279 6.881051 7.32485
The overall search frequency for BTS 2014 (degree of freedom: 98, t: -2.32, p:

increased by approximately 13.4 times in
2021 (N=4,704,566) from 2014 (N=351,213).
As shown in <Table 8>, the two-sided test
showed that the 2021 positive rate of BTS
increased significantly compared to the

0.023). On the other hand, it was confirmed
that there was no statistically significant
difference in the negative rates of 2014
and 2021 (degree of freedom: 97, t: 1.81,
p-value: 0.074).

Table 8. Public Attitude toward ‘BTS’

BTS 2014 positive rate | 2021 positive rate | 2014 negative rate | 2021 negative rate
Mean 83.22480075 89.41319509 12.71313 8.626295
Conclusion increased significantly in 2021 compared

In this study, we used big data to compare
and analyze the public images, figures, and
public attitude related to K-POP. To this end,
Sometrend, operated by VAIV Company, was
used to compare and analyze the data of the
two periods, from January to December 2014
and from January to December 2021.The
conclusion of this study can be summarized
as follows:

First, between the two time points of 2014
and 2021, the common images of K-POP
appeared as ‘Pop,’” ‘IDOL,” ‘Concert,” and
‘BTS.’ In 2014, K-POP was mainly associated
with performances, including ‘Hallyu,’ ‘idol
group,’ ‘concert,’ and ‘festival.’ In contrast,
the images of K-POP in 2021 were related
with TV shows, a different format from the
previous performances, including ‘mama’,
‘show Champion,’ and ‘Kingdom.’

Also, representative figures for K-pop
appeared as EXO in 2014 and BLACKPINK in
2021. And in 2014 and 2021, two teams were
common at both time points—EXO and BTS.
In 2014, when the 3rd generation of idol
groups emerged, they appeared as related
figures, along with the 2nd generation of
idol groups, which was leading the Hallyu
craze at the time. In 2021, 4th generation
idol groups, as well as 3rd generation idol
groups, were included in the related figures.

The frequency of searches for K-POP

to 2014. This shows that a greater number
of people are using SNS more in 2021, than
in 2014, sharing a lot of information and
thoughts. However, as for the public attitude
toward K-POP, the positive rate decreased
significantly and the negative rate increased
significantly in 2021 compared to 2014.

Second, the figures the public is continuously
and commonly interested in were EXO and
BTS. There were no significant common
images between the two time points, but it
was found in 2014, images related to music
videos (Video, MV) appeared in common,
and in 2021, those related to Goods (Photo
card, Mini photo card, Album) were common.
Also, EXO has no related figures common
between 2014 and 2021, which means that
most of the people related in 2014 have
stopped their activities or disbanded. But as
for BTS, their fan club, A.R.M.Y, appeared
as a related figure, common at both time
points. This shows that the growth of BTS as
a global artist group was possible due to the
passionate interests of A.R.M.Y.

This study was conducted as part of the
efforts to build a database on the public’s
thoughts on K-POP for the sustaining of
K-POP Hallyu. Its significance lies in the fact
that the public attitudes toward K-POP or
leading K-POP figures, which were guessed or
estimated based on feelings, were analyzed
scientifically using precise statistic data to
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provide scientific information. This study
is also significant as it extracts information
from the existing data, analyzes the
contents, and reinterprets the results from
various angles to derive meaningful results.

Recommendations

We studied the image, related figures, and
public attitude toward K-POP using big data,
but there is a possibility for more follow-
up research. In other words, through big
data analysis on various topics, we should
analyze the public opinion carefully, with an
approach based, not on thoughts or guesses,
but on scientific data, to create a sustainable
K-POP culture that the public wants.

Limitations of Study

» Classification and limitations of Big Data-
SNS

In 2021, representative social media services
include Facebook, Twitter, Instagram, TikTok,
and YouTube among others. Since Facebook is
mostly not open, although divided into being
open and not open, and TikTok and YouTube
are based on the videos, which are impossible
to collect and analyze the data. Accordingly,
this study selected Twitter and Instagram for
analysis. As it is not comparison of K-POP, but
of people’s thoughts about K-POP between
2014 and 2021 K-POP, through the analysis
of big data, it was important to use the SNS
easily accessible during the study period. As
a result, we analyzed the posts related to
K-POP on Twitter and Instagram, between
January and December, of 2014 and 2021.

» Definition of related words and public
attitude

Related words means the words used
together with the keyword, K-POP, in Twitter
and Instagram posts. Through the analysis of
those related words, we were able to suggest
what K-POP meant to the public. The public
attitude toward the keyword can be divided
into positive (love, best, like, fighting,
cheer) and negative (cry, anger, regret,
worst, suffer), defined by VAIV Company’s
Sometrend.

» Result of social matrix analysis

Sometrend provides related words to 500th
ranks. In this study, we selected the related
words (images, figures, and public attitude)
to keyword and analyzed the data, and
presenting the top 10 related words in the
table. In [Photo 1] and [Photo 2], top 20
were presented to broaden the image of
related words.

> Definition of 2014 and 2021

In this study, the year of 2014 means the
period between January 1 and December 31
of 2014, and the year of 2021 is the period
between January 1 and December 31 of
2021. It should be noted that as this study
targets a specific period and points of time,
its result may not be applied to other periods
or points of time.
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Abstract

The article reveals the role of Uzeyir Hajibeyli (U.Hajibeyov in the Soviet period) in the formation
and development of Azerbaijani classical music. The period of formation and development of the
composer’s creativity in Azerbaijan is associated with the name of the composer. In the context of
the presence of the traditions of Russian classics in the opera works of Azerbaijani composers, for the
first time in local musicology, a comparative analysis of the first Azerbaijani classical opera Koroglu by
U.Hajibeyli and the first Russian classical opera “lvan Susanin” by M. Glinka has been conducted. The
main differences in the language of music, the tonal basis, the folklore material used, the author’s
research have shown the existence of common features of these two monumental works. The common
features in the operas are manifested in the vivid expression of the will of the people, the heroism of
the heroes and the intransigence against the oppressors, reflecting the national tonal structure of both
peoples in the struggle and the general heroic character of the operas. The article also includes the
history of creation of operas based on European classical opera traditions. In this research work, the
common and different aspects of “Koroglu” and “lvan Susanin” operas are analyzed in terms of staging
in certain time periods. The author also states the importance of Koroglu’s hero image for Turkish
peoples and as a result of this, the creation of the same name opera by the famous Turkish classical
composer Ahmet Adnan Saygun in 1973. In addition, in the article, the author draws attention to the
role and importance of the famous Azerbaijani composer and conductor Niyazi in this topic, based on

historical data on the staging of A. Saygun’s “Koroglu” opera.

Keywords

classical opera, Creativity of the Azerbaijani composer, epic theatre, “lvan
Susanin”, “Kéroglu” mugham, stage life, tonal-makam structure

Introduction

Every nation has its own culture, and,
undoubtedly, along with the art of oral
and written music, there are also myths,
tales and heroic-lyrical eposes, belonging
to literary creativity of oral traditions,
which perpetuate historical events. The
appearance of the epos “Kitabi Dada-
Gorgud” in the oral literature of Azerbaijan
in the XI century created conditions for the
emergence of such eposes as “Abbas and
Gulgaz”, “Ashig Garib”, “Tahir and Zohra”,
“Asli and Karam” later in the Middle Ages.
These eposes provided a favorable ground
for the creation of the epos “Koroglu”,
another famous monument of oral
literature, reflecting the struggle of the
Azerbaijani people against the feudal lords
in the late 16th and early 17th centuries.
The cause of emergence and formation of

the epos was closely connected with the
heroic struggle against the aggressors who
repeatedly tried to occupy the lands of
Azerbaijan, as well as against the group
that oppressed the ordinary people. This
monument of art has become popular not
only in Azerbaijan, but also in Central
Asia, Turkey and some Balkan countries.
Among many peoples, this epos is known
by various names such as “Koroglu”, “Kur-
oglu”, “Ger-oglu”, “Gurgulu” and others.
However, despite the different names,
each epos is very original and has a unique
place in the oral literary culture of its
people. The researcher of the epos B.A.
Garriyev writes: “The versions of “Koroglu”
which is the work of many peoples and
generations differ not only in the subject,
artistic and descriptive means, but also in
the reflection of the sequence of events.
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There are more historical elements in the
versions of South Azerbaijan than in all other
versions ” ( Gafarova, 1981:33).

“Koroglu”, which belongs to the oral folk
art of Azerbaijan, is a historical epos,
since it reflects the real events of the XVI-
XVII centuries, the struggle of the people
against the feudal lords. As it is noted in
the collection “Azerbaijan love eposes”:
“For centuries, heroism and chivalry have
been the mainstay of the Turkic way of life,
feelings and way of thinking, therefore the
heroic motif in folklore, as well as in the
tradition of storytelling, which is a mirror
of the ethno-spiritual system, stems from a
natural and historical necessity. The heroic
motif of the epos “Koroglu” from the giant
series of Oghuz eposes (including sections
of “Kitabi-Dada Gorgud” in the center),
which glorifies heroism, retained its leading
position until the fugitive eposes, had the
functions of an ethnic-heritage carrier of
an understanding about living, existing in
old Turkic-oguz societies. The strengthening
of the lyrical tendency in the epic tradition
resulted in the emergence of eposes purely
on the motive of love”. (Azerbaijan love
epics, 1979:124). Due to their deep artistic
content, some intense lyrical eposes became
the basis of the plots of several pre-Soviet
mugham operas. Such works include Uzeyir
Hajibeyli’s (in the Soviet era - Hajibeyov)
“Asli and Karam” based on the motives
of the same name epos widely popular
in the South Caucasus (1912, libretto by
U.Hajibeyli); “Ashig Garib” opera written by
Zulfugar Hajibeyli based on the motives of
the same name old ashug epos “Ashig Garib”
(1916, libretto by Z.Hajibeyli); composer
Muslim Magomayev’s opera “Shah Ismail”
(1916) based on the folk tale about Shah
Ismail Khatai |, who was the wise ruler of
Azerbaijan in the XVI century and managed
to unite large lands into the Safavi state. The
libretto of the opera “Shah Ismail” belongs
to the father of the famous Azerbaijani poet
Mikail Mushfig - Mirza Gadir Ismayilzade.
All these above-mentioned operas have
been loved by the people of Azerbaijan and

have been staged to this day and won the
sympathy of the audience.

The foundation of the European professional
music tradition in Azerbaijan was laid by
Uzeyir Hajibeyli, the founder of classical
music in the whole Middle East in the XX
century. The establishment and development
of the school of composition, music science
and education in our country is connected
with his name. Musicologist |. Pazicheva
wrote about it: “The Azerbaijani master
created a new type of an artistic unity in the
monolithic style by combining pan-European
elements with the national specific features
of our musical language” (Paziceva, 2017:
9). Indeed, the creativity of Uzeyir Hajibeyli
was the basis for the further development of
the Azerbaijani school of composition.

Photo 1. Founder of Azerbaijani classical music,
People’s Artist of the USSR, academician, public figure
Uzeyir Hajibeyli (1885-1948)

https://portal.azertag.az/uploads/news-files/Uze-
yir%20Haciyev.jpg

In the 1920s, despite the struggle of our
people for independence, Azerbaijan was
forcibly, by force of arms incorporated
into the Soviet Union. At the same time,
the representatives of the ruling ideology
called on creative people to create works
that glorify the heroism of ordinary people,
raise the spirits of the people. In response,
prominent Azerbaijani composers Uzeyir
Hajibeyli and Muslim Magomayev composed
both large-scale works (for example, M.
Magomayev’s symphony “In the steppes
of Azerbaijan”, U. Hajibeyli’s suite “In
the cotton fields”, fantasy “In the style of
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Chahargah”, overtures for orchestra) and
small-scale mass songs. After a short break,
in the 1930s U.Hajibeyli and M.Magomayev
again turned to the opera genre, which
allowed them to communicate with a
wide audience, and in 1935, M.Magomayev
created the opera “Nargiz”, and in 1936,
the genius composer Uzeyir Hajibeyli
created the first Azerbaijani classical opera
“Koroglu”, which is in full accordance with
the European classical opera tradition - an
overture in the form of a sonata allegro,
reflecting features of aria, ariozo, duet,
choral scenes, symphonic development of
music, structure of the opera and other
features of this genre” (History of Azerbaijani
Music,1992:302). As it is known, Uzeyir
Hajibeyli was the author of the first opera in
the whole Middle East with his work of the
same name composed in 1908 on mugham
based on the poem “Leyli and Majnun” by
Fuzuli, the great thinker and poet of the
Eastern world. After writing his first stage
work in 1908, about 30 years passed until the
opera “Koroglu” was created. U.Hajibeyli
wrote about it as follows: “This year marks
the 30th anniversary of the existence of
Azerbaijani opera. | am very happy to be
the author of the first and last Azerbaijani
opera for now. Thus, the road from “Leyli
and Majnun” to “Koroglu” is not only the 30-
year history of Azerbaijani opera, but also
my personal creative path “ (Hajibeyov,
1965:274). Uzeyir Hajibeyli believed that
the content of the opera should be bright
and interesting, reflecting the life of the
people. His important recommendation for
young composers was: “First, it is necessary
to study the folklore of the people, and then
you can start composing works. Secondly,
the composer is close to the people when
he can express his thoughts in his native
musical language ” (Hajibeyov, 1966:36).
These recommendations were followed by
the representatives of the later school of
composition - Gara Garayev, Jovdat Hajiyev,
Fikret Amirov, Soltan Hajibeyov, Arif Malikov,
Firangiz Alizade and others, and for this
reason, the Azerbaijani school of composition
was able to gain the world fame.

2022, 10(2) 243-256
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The opera “Koroglu” is a historical-heroic
monumental stage work consisting of 5 acts,
written between 1932 and 1936 on the basis
of the libretto by Mahammad Said Ordubadi.

Findings and Analysis

There has always been great interest and
attention to our first classical opera in the
Azerbaijani musical culture, and it has been
deeply studied and analyzed in great details

by professional musicologists - G.Gasimoy,
Kh.Agayeva, E.Abbasova, |.Abezgauz,
Z.Gafarova, K.Dadashzade. However, our

purpose is to show the influence of the leading
traditions of the Russian classical opera on
the Azerbaijani school of composition and
using the comparative historical method to
research the common features and reasons
of creation of U. Hajibeyli’s opera “Koroglu”
and M. Glinka’s work “lvan Susanin” from the
perspective of their structure, language of
music, patriotism and heroism of the leading
figures.

Photo 2. Founder of Russian classical opera Mikhail
Glinka (1804-1857)

The origin of classical music in Russia is
associated with the name of the great
Russian composer Mikhail Glinka (1804-
1857). Glinka received an excellent musical
education from prominent pianists at an
early age, and later, while living in Italy,
he learned the Bel canto vocal method,
and in writing his works, he studied the
experience of Russian romance and the
first operas (although unprofessional) in the
creativity of earlier Russian composers - I.E.
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Khandoshkin (1747-1804), M.S. Berezovsky
(1745-1777), D.S. Bortnyanski (1751-1825),
V.A. Pashkevich (1742-1797), A.A. Alyabyev
(1810-1851), A.N. Verstovsky (1799-1862).
After returning to Moscow from a foreign
trip, he decided to write the first Russian
national opera. The place of Glinka’s “Ivan
Susanin” in Russian music culture is almost
the same as the place and importance
of “Koroglu” opera in Azerbaijani music
culture. Therefore, in accordance with the
purpose of the study, we are examining the
reasons for the emergence of these two
operas (Ismayilzade, 2015 :175).

M. Glinka’s opera “lvan Susanin” (1836)
is a folk musical drama in terms of genre.
The historical period in which the events
took place in both operas is approximately
the same. The march of the Polish army
to Russia in 1613 is described in the opera
“lvan Susanin”. The events revolve around
an ordinary peasant Ivan Susanin and his
family. Although the main character Susanin
is an ordinary peasant, he is a very brave,
patriotic person and he is a sample of
heroism even ready to sacrifice his life for
the sake of the homeland.

The main character of the “Koroglu” opera
Rovshan was also an ordinary peasant - a
brave warrior, a talented ashig, a skillful
warlord who adopted the name Koroglu, a
hero of the epos in the memory of the people
who fought not for personal but for people’s
happiness.

Undoubtedly, it is very difficult to analyze
and compare the characteristics of the
operas “lvan Susanin” and “Koroglu”, as the
folklore of different peoples, the harmonic
language, the differences in the moods on
which they are based, perhaps do not allow
for comparison. However, when analyzing
the operas “Koroglu” and “lvan Susanin”,
some similar features of these works are
noteworthy: epic dramaturgy and structure
of works, similarity of ideas and images of
national heroes, ruthless struggles against
foreign enemies created the basis for their
comparison. Therefore, in this article, we

have focused our research on the similarities
and differences between these operas.

100 years have passed from the time when
both works were presented to the audience.
“lvan Susanin” was staged on November 27,
1836, “Koroglu” was staged on April 30, 1937.
Although both composers were not loved by
the authorities of their time, U.Hajibeyli’s
contribution to the establishment of our
musical culture was so great that the
government had to create all conditions for
the composer’s creativity. And this opera, in
fact, “saved” U.Hajibeyli from the exile of
our leading cultural figures in 1937-1939.

Reasons for the emergence of operas. After
the revolution of December 1825 in the
Russian Empire, the attitude of the people
and some aristocracy towards the family of
the Emperor was extremely bad. The state
commissioned the leading composers of the
time to write works in a heroic spirit and
proving the connection between the people
and the state. At that time, M.I. Glinka wrote
a folk heroic musical drama “lvan Susanin”
reflecting real events. As a result, the opera
was renamed “Life for the Tsar” by order
of the Emperor (to the words of the poet
Nestor Kukolnikov, the libretto is by E. Rose).
Exactly 100 years later, during the Soviet
period, in 1939, the plot was fundamentally
edited by the poet Sergei Gorodetsky, and
the name of the people’s hero “Ivan Susanin”
was returned to the opera.

The idea of writing an opera based on
“Koroglu” epos has long been among
U.Hajibeyli’s creative plans. At the request
of the Soviet government, the exaggeration
of folk images in musical works and the
accordance of that plot with the dominant
ideology simply hastened the creation of the
opera.

The Roots

In the opera “lvan Susanin”, the struggle
of the Russians against the Polish invaders
(shlyakhtichs) in the XVII century is reflected
in the same name epos, there is a “patriotic
tragedy” written in modern language based
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on real events. The opera “Koroglu” is based
on different versions of the same name epos
in Azerbaijan and Turkey. The Turkish version
is based on Koroglu, the people’s hero of
the movement, which went down in history
as the Jalali uprising in the 16th century.
He was born in the Anatolian city of Bolu
being inspired by the struggle of the local
peasants against the feudal lords; he was
writing poems and performing saz with great
mastery (he was an ashig-ozan). The main
character of the famous “Koroglu” epos in
Azerbaijan is Rovshan. After his father Ali
was blinded by the tyrant khan, Rovshan
was named Koroglu, and he began to lead
the people’s movement against those who
oppressed the peasants. That version formed
the basis of Koroglu opera. There is a Koroglu
fortress in the high mountains of Gadabay
region in Azerbaijan. Another source states
that the Chanlibel fortress shown in the
opera is located in Nakhchivan (for example,
the choir called “Chanlibel” in the 3rd act).
If to take into account the above-mentioned
geographical sources, then we can confirm
that these events took place in Azerbaijan.

The Language of Music

For the first time in Russian classical music,
the principle of symphonic development was
applied in the opera “lvan Susanin”. Here,
the vocal scenes are followed by symphonic
episodes. Conversational episodes and
dialogues that existed in previous operas
have been abandoned. The composer
skillfully used folk songs for the images of
heroes of Russian origin and for the images of
Polish origin the composer used dances such
as mazurka, polonaise, krakovyak, waltz.

Although there is no interstate conflict in the
“Koroglu” opera, the struggle of our people
against the feudal lords shows itself in the
sound and means of expression of certain
modes of mugam. U.Hajibeyli emphasizes
that the opera is based on our national music
by including an Azerbaijani traditional music
instrument tar in the symphony orchestra to
accompany the Singer girl and the dances.
The heroic-spiritual image of the people is
expressed in the first choirs in Jahargah, and
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after the revolt of the people in the lyrical-
dramatic Shur mode. Dotted rhythm and
marching themes are used to describe the
images of Hasan khan, images of his clown and
the army that serves them. Thus, according
to our conclusion, there are fundamental
differences between the two operas in the
language of music and sound. This is normal
in terms of 100 years difference between
them, since the music culture developed
significantly in the twentieth century, both
politically and professionally.

The Main Characters of Operas

In both works, the characteristics of images
are similar as both heroes come from the
people. Glinka’s main character lvan Susanin
is an ordinary Russian peasant, but by nature
he is a man of heroic qualities. Hajibeyli’s
main character Rovshan (Koroglu) is also a
fearless and courageous hero. Both heroes
reflect the power of the people and are
depicted in operas as monumental images.
The main images of the enemy - the Poles
in the first work (their characteristics goes
through the performance of the orchestra);
the image of the enemy belongs to the ruling
class - the tyrant Hasan Khan, his clown and
vizier, as well as feudal lords in the image of
Ibrahim Khan in the second work. If to look at
the Poles as occupiers and take into account
that the Russian people were fighting against
them, we can see that the Russian people
were fighting only against the feudal lords
of a foreign state (in fact, as in the opera
“Koroglu”).

In both operas, the events develop gradually,
without haste, moving from one act to
another. In addition, it should be noted that
the world of images of the enemy is described
more widely in the opera “Koroglu”. In both
operas, there are other characters from the
people - in the opera “Ivan Susanin” there
is a peasant Vanya (tenor), in the opera
“Koroglu” there are peasants - Vali (tenor),
Nadir (tenor). It is noteworthy that both
composers prefer the male voices of the
secondary characters, which are performed
aloud.
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As both operas are heroic, the people acted
as one of the main characters. The masses
are the main participants in the events
and the folk scenes occupy a leading place
in both operas as they glorify the people’s
thoughts and sufferings. Interestingly, the
images of the lyrical line are shown in the
background in both operas. In the first work,
it is lvan Susanin’s daughter Antonida, in the
second work, it is Hasan khan’s daughter,
Rovshan’s love Nigar.

These operas begin with a magnificent
overture-prologue composed in the form of a
three-part sonata allegro. Koroglu’s overture
clearly conveys the epic direction of the
opera with its music based on folklore and
Nigar’s leitmotifs and prepares the events to
take place. This can also be applied to the
impressive leitmotifs and character of the
main characters voiced in the overture of
“Ivan Susanin”, which begins with a solemn

introduction. However, here the victory of
the heroic images over the increasingly sad,
dark themes in the introduction is completed
by the transition to a magnificent code.

The overture of “Koroglu” attracts attention
with its solemn, heroic spirit from the very
first notes. U.Hajibeyli’s use of 5 mughams
here is an indicator of the nativeness of
music to our people. Thus, the first notes
are on “Shur” mugam. The general plan of
the overture uses “Chahargah” mugam and
its “Basta-Nigar” section, and the love line
is on “Mahur Segah” mugam. Even Uzeyir
Hajibeyli’s skillful use of “Rast” mugam
led to the heroic character of the whole
overture. Here again, the similar approach of
the two composers in the choice of tempo is
obvious. The fact that the main fast section
of lvan Susanin’s overture, based on Russian
folklore, is exciting and dynamic, is a sign of
dramatic events in the future.
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The Structure of Operas

The opera “lvan Susanin” consists of 4 acts
and an epilogue. In the first edition, M. Glinka
gave priority to vocal parts in the expression
of the music of his work. Symphonic episodes
were developed in 1939 after editing by
Bolshoi Theater director Boris Mordvinov
and renowned conductor Samuel Samos.
A symphonic intermission was included in
the fourth act and new instruments were
included in the final part. In this edition, folk
choirs are preferred to vocal numbers in the
form of simple couplets (even the images of
the main characters are accompanied by a
choir, not an arioza).

The choirs, the main “expression” of the
people, were also very important in the
five-act opera “Koroglu”. The images of the
heroes are revealed here more widely. In
particular, the images of Koroglu, Hasan khan
and Nigar are widely reflected in the arias.
Thus, in terms of structure and symphonic
development, the opera “Koroglu” was
composed more perfectly. Most of the arias
in the opera “Koroglu” have a complex three-
part form. In Glinka’s opera it is written in
simple 2 and 3 part form.

At the same time, we should note three
more features that are common for both
operas: 1) the second part of both operas
reflects the hostile forces that contradict
the common musical material (“The Poles
Stage” in in the opera “Ivan Susanin”, a
scene in Hasan khan’s palace in the opera
“Koroglu”); 2) In both operas, dance scenes
are given in the 2nd acts. M. Glinka used in
“lvan Susanin” polonaise, krakovyak, waltz
dances of Poles. U.Hajibeyli, along with the
dances he composed on the rhythm of Jangi,
uses in the last act the dance “Kecimemesi”
belonging to our people. 3) The last acts of
the two operas - Epilogue in “lvan Susanin” -
comments on the victory of the people over
the enemy, and “Slavsya, slavsya, svyataya
Rus” (Glorify, glorify, holy Russia), ends with
a “Chanlibel” choir performed by the masses
in the opera “Koroglu”.

2022, 10(2) 243-256
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Choir scenes. The new era of Russian music
culture is connected with the name of the
founder of classical music Mikhail Glinka. For
the first time in his work, which dates back
to the beginning of the XIX century, he was
able to combine the achievements of Russian
choral art and the school of composition,
and showed the choir as a driving force in
the direction of events. “Mikhail Glinka
created two branches of Russian opera by
continuing the opera traditions of Austrian,
German and lItalian classics: heroic-patriotic
and fairy-tale-epic. Choral scenes were
distinguished by their monumentality, and
folk choirs performed as a substantiating
component of the drama. Another distinctive
principle of Glinka’s opera choirs is the
vocal-choral and symphonic components.
Choral scenes nourished by folk art,
their form structure, variety of color and
orchestral accompaniment, application
of new coloristic means - all this can be
considered as Glinka’s novelty in the choral
music of operas ” (Babayeva, 2016:46). It
should be noted that for the first time in
Azerbaijani musicology, musicologist Ayten
Babayeva conducted a comparative analysis
of the choral music of Russian composer A.
Borodin’s “Prince Igor” and U. Hajibeyli’s
“Koroglu” in her book “The role of choir
scenes in the solution of the playwright’s line
in Azerbaijani operas” published based on
her dissertation work. However, the purpose
of our research is to highlight the structural
features and similarities and differences of a
number of choral scenes in the operas “Ivan
Susanin” and “Koroglu”.

The choir scenes in both works deeply
reflected the feelings and emotions of the
people. Examples from the opera “Ivan
Susanin” are the choirs in the first act
- “V buryu, v grozu” (Both in storm and
thunderstorm), and in the third act - “Rodina
moya” (My homeland). The joyous wedding
choir is followed by the heroic, the patriotic
choir is followed by the Na vraga (To the
Enemy) choir, and the choirs in the 4th act
continue the heroic line. Finally, one of
the last choirs, the choir of Sobin and the
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villagers “Bratya v meteli” (The brothers in
a snowstorm) and “Bedny kon v pole pal”
(Poor horse died in the field) followed by the
heroic aria of Vanya continues the peasant

choir. At the end of the epilogue, the opera
ends with the splendid choir “Slavsya,
slavsya, svyataya Rus” (“Glorify, glorify, holy
Russia”), which glorifies the Russian people.
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The plan of the choirs structure in the opera
“Koroglu” is interesting. Here, for the first
time in Azerbaijani opera literature, choirs
carry the function of opening the main
stage form and play a central role in the
development of events on the stage. The
choirs created a great image of the people and
reflected its psychology and horizon. Uzeyir
Hajibeyli combined our ancient national
dances “yalli” and “jangi” with choirs in
the opera and further strengthened their

influence on the audience. The folk choir
“This beautiful nature” in the first act is an
exposition, the following choir “Poor old Ali”
(Koroglu’s father who was blinded) shows the
oppression of the people. After the dramatic
choir “We must revolt today”, the first act
ends with the choir “From everywhere, from
the mountain, from the stone” based on the
heroic leitmotif. The image of the people
is well reflected by the “Covenant” choir.
The triumphant “Chanlibel” choir in the 3rd
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act, and the choir in the 5th act, which also
symbolizes victory, were composed on the
theme of Rovshan’s (Koroglu’s) “lI saw you”
ariosis in the 1st act.

The descriptive form of the natural
phenomenon in both works is also
noteworthy. In “lvan Susanin” opera, the
image of the winter landscape opens the
4th act in a symphonic development. In
the opera “Koroglu”, in our opinion, in the
background of the storm in the third act, the
dramatic scene “Theft of Rovshan’s lovely
Girat” can be considered the first example
of programmatic symphony in Azerbaijan.

The stage life of operas. The stage life of
“lvan Susanin” and “Koroglu” operas was
different. As the government changed
in Russia, the attitude to Glinka’s opera
also changed. In the 1930s and 1940s, the
music industry was completely under state
control. The Secretary General of the USSR,
Joseph Stalin, paid great attention to the
creation of Soviet classical opera. In this
regard, many historical sources indicate
that Stalin himself controlled the repertoire
of the Bolshoi Theater. The article “Soviet
classical opera: ideas and realities” written
by Ekaterina Vlasova, professor of the
Moscow State Conservatory named after
P. Tchaikovsky, presents an excerpt from a
letter written by the staff of the Bolshoi
Theater to the state leader of the USSR:
“Dear Joseph Vissarionovich! The workers
of our country connect all their successes
in the construction of culture and economy
in your name Your instructions and
recommendations on the construction of
“lvan Susanin” and other operas are of great
importance for the prosperity of the Bolshoi
Theater and the development of music arts
in the country ” (Vlasova, 2010:261). During
the mentioned period, even the appointment
of soloists, directors and conductors took
place in accordance with the choises of the
Kremlin leader and on the basis of clear
instructions. In this case, the independence
of music culture could not be discussed.
Ideological pressure from the state was
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obvious, so the renaming of the opera “Ivan
Susan” was in line with the requirements of
the time.

After the opera was edited twice
(1837, 1939) until the 1980s, ideological
values were re-evaluated on the eve of the
collapse of a powerful state such as the USSR,
and the opera’s name and abbreviations
needed to be reconsidered. In connection
with the beginning of that period, it could
not be reflected in the “ideological body”
of the opera “lvan Susanin”, which had a
special place in the Russian repertoire. In
1989, the opera was performed in a new
structure, and the main task was to restore
the original version of the opera. Based
on the premiere in 1836, the founders,
scientific editors T. Cherednichenko and
E. Levashova returned the title “Death for
the Tsar” to the opera (based on the old
text of E. Rose). Decorations, costumes
and abbreviated fragments of the original
edition are preserved in the design of the
play and are still included in the repertoire
of the Bolshoi Theater.

The opera “Koroglu” had a very successful
stage life, and U. Hajibeyli’s immortal work
wassuccessfully staged notonlyinAzerbaijan,
but also abroad with great success. It was
true that the initial version of the opera
was very large and the performance lasted
about 6 hours. However, after U.Hajibeyli’s
intervention, some numbers and scenes were
reduced and kept in the current version.
After the first performance in Baku, the
opera “Koroglu” was staged at the Bolshoi
Theater during the Decade of Azerbaijani Art
and Literature in Moscow (May 5-15, 1938)
and was very loved by the leader of the
USSR. Almost all high-ranking officials of the
country at that time gave a standing ovation
to the opera “Koroglu”. After the famous
event, the creative team was awarded high
prizes, and U. Hajibeyli was awarded the
honorary title of People’s Artist of the USSR.

U.Hajibeyli’s opera “Koroglu” was staged
in Turkey last time on January 9, 2016 on
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the stage of Mersin State Opera and Ballet
Theater under the direction of Aflatun
Nematzade with great success. Ahmed
Adnan Saygun (1907-1991), a prominent
composer, musicologist and teacher, one
of the founders of the national school of
composition of Turkey applied to “Koroglu”
epos and wrote an opera on its basis.

Photo 2. Author of the first Turkish national opera,
musicologist and teacher Ahmed Adnan Sayqun
(1907-1991)

Ahmed Adnan Saygun composed the first
Turkish national opera, Koroglu, during
his teaching years in Ankara (1964-1972).
However, on the last page of the opera
score, March 16, 1973 was marked with the
composer’s signature. Although we could not
get the clavier of the opera, we were able to
get a manuscript score for the orchestra. The
size of the musical material shows that the
opera is large and distinguished by its music
which is in accordance with the content.
A. Saygun’ s deep knowledge of modern
composition techniques is reflected in the
expressiveness of images in score music. The
libretto of the opera belongs to Selahattin
Batu.

Turkish librettist If we take into account
the inscriptions rarely found in the score,
it reflects the fact that the events took
place in one of the Turkish villages and
described the people’s struggle against the
beys. In general, Koroglu, as an example of
heroism, has almost the same function in
the literature of the Turkic world - a brave
people’s hero, a leader of the masses with
the desire to establish justice.
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We would like to note that the first producer
of A.Saygun’s opera “Koroglu” at the
Istanbul Opera Theatre and the conductor
of its premiere was a prominent Azerbaijani
composer and conductor maestro Niyazi.

The Result

As a result of our research, we can emphasize
once again that the images of national
heroes have a central place in the work of
composers of each country, regardless of the
period. The operas “Ivan Susanin” by Mikhail
Glinka, the founder of Russian classical
music, and “Koroglu” by Uzeyir Hajibeyli,
the founder of Azerbaijani classical music,
are the main evidence of this argument. The
article analyzes some of the similarities and
differences of these two works for the first
time in Azerbaijani musicology.

The events in the famous “Koroglu” epos,
one of our values uniting the Turkic-speaking
countries, and the main character’s struggle
for justice were reflected in music for
the first time in a magnificent opera by
Uzeyir Hajibeyli. The opera “Koroglu” has
received the highest praise from famous
composers and musicologists of our time in
foreign countries such as Russia, Georgia,
Turkmenistan, Ukraine, Uzbekistan,
Turkey, Iran. Although operas by F.Amiroy,
G.Garayev, J.Hajiyev, J.Jahangirov, Niyazi,
R.Mustafayev, V.Adigozalov, F.Alizade,
0O.Rajabov and others were written in
Azerbaijan on various topics in the opera
genre, there was not a second work that
reached the peak of “Koroglu” written
almost 100 years ago .
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Abstract

This descriptive and analytical work examines songs called highland songs or songs of the mountaineers.
These are folkloric creations, which have expanded within many but not all areas where the Balkan
Albanian people exist. They are mostly practiced in the Northern folkloric zones, and are unique,
conditional or determined through the specifics of the methods and how they are practiced. Throughout
this research, the main features and characteristics of the highland songs or songs of the mountaineers
will be explained and discussed. Clarification and arguments regarding the theoretical plan and
several concrete descriptive analyses will be conducted, which will be elaborated so as to support
the outcomes. The purpose of this article is to present clearly a complete overview of the depth and
breadth of this unique Albanian folkloric art. What piqued the interest of the authors to research this
art, was the discovery of the fact that the poetic styles of these songs are clearly noticeable and unique
compared to the other types of typical Albanian traditional folk songs. Throughout these songs, a way
of singing is noticed, which is completely different and unrepeatable in the other types of historical
songs; the poetic structure is shortened; poems have reduced vérsés; and they lack pronunciation and

comprehension of the poetic text in many cases.

Keywords

fact, historical epics, highland songs, legendary epics, music folklore

Introduction

Albanian folklore is very rich in genre and
different types of folk culture. Among
them are the creations of the Albanian
oral epic, which occupies its own special
place. Historical epic songs, represent
a special type of Albanian epic song in
general, which like legendary songs,
possess special characteristics and an
exclusive phenomenon within the narrative
or poetic narrative. Based on the nature of
this story, the specific way poetic thought
is expressed, Albanian folklore has already
accepted that the epic in general consists
of two major divisions or two separate
types of folklore, which are legendary
epics and historical epics.

Albanian historical epics are divided into
five types or main models. They are: songs
that talk about the War of Fushé Kosové
(The field of Kosovo); Arbéresh songs; songs

of Northern folklore; songs of the folklore
of the South; and the mountaineer songs
or, as they are popularly known as highland
songs.

The specific subject of this paper, will focus
particularly on the type of mauntaineer
or highland songs. Modeling, reliance on
tradition, lifestyles and performance,
typology, composition structure and
practiced stylistic tools are the parameters
that are presented in this writing. The
highland songs are folk creations which
are not practiced throughout all Balkan
Albanian territories. They are mostly
practiced in the northern folklore areas,
which are in the higher mountainous
regions north of Shkodra, Dukagjini and
Malesia e Madhe in Albania, Montenegro
and Kosovo. Each area has a unique style,
conditions or is determined by the specifics
in their way of practice. Mountaineer
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songs, like ancient songs, are sung in a very
special kind of way, therefore curiosity was
piqued by the authors to study and analyze
these songs.

What do highland songs represent and
what is their range of practice?

The different types of historical Albanian
epic songs are: The battle of Kosovo Songs
(1389), the Arbéresh historical model of
songs, folklore songs of the North region,
folklore songs of the South region, and the
dear unique highland or mountaineer songs
if the North. In order to describe the songs,
the authors founded their discovery based on
the fact that the poetic style of the highland
songs is completely distinctive and unique
compared to other types of typical historical
traditional Albanian songs. Set apart from all
others, this type of song could be noticeable
by; the way it is sung, which is entirely
different and generally unrepeatable in
every other type of historical song; the
poetic structure, which is a brief poem or
has reduced number of verses; and the lack
of enunciation and clarity of the poetic text
in many cases. Speaking on this type of song,
Rexhep Munishi expressed, “we understand
a specific way of singing of the mountaineers
on different occasions, a distinctive way of
singing that differs from other types of vocal
music of the mountaineers themselves,
but also of the Albanians in general.”" This
proclamation clarifies this type of song’s
identity, which negates any other wrong
usage or definition of the highlander or
mountaineering songs meanings. Based
on the claim of Savro Skendit, according
to Ernest Koliqi, in particular, it is written
that “Heroic Albanian songs of the North
mountaineers are called Highlander or the
songs of mountaineers, but a general term
of them would be bravery songs.”?

" Rexhep Munishi, Kéngét malésorce shqiptare (Albanian
Highland Songs), Instituti Albanologjik i Prishtinés,
Prishting, 1987, p. 15.

2 Stavro Skendi, Poezia epike gojore e shqiptaréve dhe
e sllavéve té jugut(Epic oral poetry of Albanians and
southern Slavs) Instituti i Dialogut dhe i Komunikimit,
Tirané, p. 124.

Generally, Highland songs are percieved as a
special type of historical song, however, even
though songs of such kind are lyrical in nature,
the lyrics are not the main focus, but the
poetry is. These poems mainly have a social
function, they determine the unique features
of these creations, and highlight other
elements such as: the type and the structure
of the sung verses, imposed musical forms,
textual and rhythmic structures, textual
and musical variants, etc.... In other words,
the advantageous role that the musical part
plays on these creations is accepted, yet, as
how it happens in all folkloric creation that is
truly naturally syncretic, the various verses
or proclamations, even though they can not
be defined, in the same sense that without
them, these songs can not be conceived with
the function they actually performed in their
folk life.

Picture 2. Batushé -Gjakova, 19844
3 Rexhep Munishi, Kéngét malésorce shqiptare (Albanian
Highland Songs), Instituti Albanologjik i Prishtinés,
Prishtine, 1987, p. 70.
4Rexhep Munishi, Kéngét malésorce shqiptare (Albanian
Highland Songs), Instituti Albanologjik i Prishtinés,
Prishting, 1987, p. 291.
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This claim derives from the fact that,
after all, these creations have present and
fused beween them two of the ancient
historical constituents of syncretism.® In
this type of melded song, is the significantly
harmonized practical utilitarian function
with their traditional dress and artistic
presentation, through the folklore subject.
In this coexistence, it is realized the very
existence, practice, and function of these
folk creations.

Picture 3. Batushé -Gjakova,1984°

The above-mentioned ethnomusicologist, R.
Munishi, one of the most known connoisseurs
of these songs, the only one to date who
has realized a monographic work for them,
rightly defines this type of song practiced
only by mountaineers, who “compared to
the inhabitants of the other valley regions,
are characterized with distinctive features
not only with other neighboring nations of
Balkans, but among the Albanian population
as well.”” However, his claim that highland
songs “do not have texts that elaborate
any topic, and they are not even lyrical
elaborations”® does not seem to be firmly
founded. The authors express this because
even these songs have their communicative
function. An acceptance of the function of

5> Rexhep Munishi, Kéngét malésorce shqiptare (Albanian
Highland Songs), Instituti Albanologjik i Prishtinés,
Prishting, 1987, p. 291.

6 Agron Xhagolli, Aspekte té sinkretizmit né vlerat
folklorike té festivalit, “Probleme té zhvillimit té
folklorit bashkékohor” (Aspects of syncretism in the
festival’s folk values, “Problems of the development
of contemporary folklore”), Akademia e Shkencave e
Shqipérisé, Instituti i Kulturés Popullore, Tirané, 1980,
pp. 85 - 88.

7 Rexhep Munishi, op. cit., p. 16.

8 Ibidem, p. 23.
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these folkloric creations is not simply about
the performer of such creations, but also
about the receiver or the recipient as well.
A similar phenomenon occurs with proverbs.
They would be meaningless, which means
that they would not perform any other
function if we do not see them in a certain
conversational context in the composition. In
reference to proverbs, A. Xhagolli said that
it “is always practiced in a certain context.
Therefore, it is a component of a certain
narrative that in the most cases is used as a
conclusion of a conversation. From this it is
discovered that from behind the proverb the
meaning of the speaker and the situation is
expressed.”

Specifically, it is on this basis that proverbs
are defined as one of the types of Albanian
folk prose.' Similarly, this same phenomena
occurs also in the case of highland songs,
therefore, the same judgement can be
applied. If the highland songs would not
have expressed anything, even just a simple
message, their mission and function would
be indefinable. The fact that such creations,
even though in the best case, do not have
in their composition genuine poetry, with all
the dimensions and structure of a folk poem,
are understood by the listener, means that
they convey a certain message. The authors
of this article believe that it is precisely
this intercommunication or understanding
between the act of communication and
that of the reception that is the main factor
which gives these creations an epic or lyric
nature, in general. Regardless of size of the
poetic text in these creations, everything is
within the aspirations of creation, entered
in the folkloric flow which means that it is
recognizable or is in the consciousness of
every receptor. The message that these songs
convey is comprehensible and complete in
the context previously known or implied
creativity. Moreover, R. Munishi himself,
% Agron Xhagolli, Etnologjia dhe folklori shqiptar
(Ethnology and Albanian folklore), Universiteti “Ismail
Qemali” , Vlore, 2007, p. 194.

© Agron Xhagolli, Klasifikimi i prozés popullore shqiptare
(Classification of Albanian folk prose), Botimet Dudaj,
Tirané, 2001, pp. 72 - 73.
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speaking of the factors that influenced the
preservation of highland songs, suggests a
claim of this nature: “In such circumstances,
in addition to the memory of the important
historical events of the people, the war and
its resistance, the memory of the songs that
could have played a major role in those
events, has been raised to a cult level.”"

In this sense, it would be safe to say that
there is room to separate highland songs into
epic and lyric creations, depending on the
context of their practice, i.e. the function
they perform. Of course, the way these are
examined will take into consideration only
those creations that appear to be a historical
epic type. Meaning, the highland songs are
able to be dividend into epic and lyrical.

The practice of these songs in the Albanian
lands does not have widespread coverage.
They are practiced in specific regions, mainly
in the alpine areas of Northern Albania,
as a means of communication, conveying
messages through folkloric creation, i.e. of
a syncretic nature. In general, researchers,
on the bases of concrete field research, have
identified these Northern Albanian regions
as the areas where these songs have been
practiced: Plave and Gucia, Trieshi and
Gruda, Malésia e Madhe and the Malésia
of Gjakova districts, Dukagjini, Rugova,
Kukés and the Has district, the plains of
Dukagjin, Shala e Bajgorés, Podrimje, the
Karadak district, and some parts Gollak."?In
addition to these most prominent regions,
researchers have also discovered other areas
of prctice, such as: the villages in Mirdite,
Puké, Bregu i Matés in Lezhé, Anamal, Kraje,
Tivar, Shtoj and others, which testifies that
these songs are practiced on larger scale
throughout these recently identified places
than what has been in the past. Scholars link
such a phenomenon to the fact that they
prove to be “a hidden reflex of an ancient
singing tradition.”"

" Rerxhep Munishi, op. cit., p. 89.
2]bid. p. 20 - 21.
3bid. p. 22.

Ethnic Map of Albania in 2011 (2002)
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Figure 1. Ethnic map of Albania 2011 (2002 census)™

Furthermore, there is some evidence of
interest, which states that “songs sung
loudly while holding a finger in the ear, with
a communicative and signaling function, are
still present within the Arbéresh in Southern
Italy.”"> This is mentioned with interest
because the existence of practice by the
Arbéresh of Italy convincingly documents
the early and widespread existence of these
creations among the Albanians. It remains
to be seen if the above mentioned evidence
of this way of singing is characteristic
for all Arbéresh people or only for certain
communities of them, generally an origin of
displacement from their ancestors from the
Northern Albanian regions. If we are dealing
with a practice in all areas of the Arbéresh,
then this phenomenon should accept a more
general Albanian plan, which has faded over
time and has fallen out of practice.

Actually, there are a variety of names for
highland songs, depending on the region
where they are practice, the conception
of these songs, their function, and the way

4 https://www.arcgis.com/apps/View/index.
htm?appid=f918393918f64194b42123a738d77320,
dt.12.05.2022" Ibid. p. 20 - 21.

51bid. p. 84.

260



RAST MUSICOLOGY JOURNAL

they are sung. Among some of them are
those which more clearly represent these
folkloric creations, such as: “mountaineer
songs”, “devotion songs”, “thermal songs”,
“asqgerce songs”, and singing with the finger
placed in the ear songs.' Regardless of the
names by different nature, the fact is, they
all by diversity make one doubt their unity,
but the truth is that in all these situations
they represent the same type of song. Their
commonality lies precisely on their function.
Therefore, the next section will discuss
more concretely the function the songs have
performed during this folklore circulation.

Functions of Highland Songs

Ethnomusicologists have argued that
generally different people, in certain
periods of their social development, have
operated differently in ways of producing
intercommunication between each other. For
example, these ways range from shouting,
chanting, organizing musical tonies, singing
specific songs, as well as intentionally
selected musical instruments. For highland
songs, it is generally accepted that their
main function has been for signaling
and communicative purposes, since the
beginning of thier practice. Focusing only on
the relevant creations of the historical epic,
it can be said that through them a certain
message has been conveyed. R. Munishi
agrees with this, by stating, “In order to
preserve the context of the category of
singing, the traditional creator has not
changed all the elements of this type of
creation. Thus, although the existing melody
has given a new text time, a new theme, it is
still related to the essential purpose of these
songs, which is one that communicative and
signaling.”" To concretise his opinion, the
same researcher analyzes the song “Words
for wire” and concludes that “this song not
only uses the characteristic melody, but also
with the textual content proves directly that
such a song serves as a signaling tool for
remote communication in order to transmit
the news of danger from the enemy.”'®

1 Ibid. p. 16 - 19.
7 |bid. p. 24.
1 |bid.
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Such identification of the function of the
highland songs prove there is a merging of
two functions; a practical utilitarian function
paired with artistic value, which considers
the latter in the totality of the content
components of the songs themselves. But
this fusion and harmonization has not always
existed. Some researches have suggested
that initially, in the beginning, “indeed in
that first phase of calls it was utilitarian,
signaling and communicative. This was a
stage when these had not yet been songs.”"
But despite the theoretical discussions, for
the purpose of this paper, the main point is
that these creations of Albanian historical
epics have come with a genuine and obvious
practical-utilitarian function, they are
fused, harmonized and have artistic value.
Especially here, in a more prominent way,
one can see the qualitative value in arranging
a special type of Albanian historical song like
this in general.

Regarding the general function of the
highland songs, they have been fully
explained by the researcher R. Munishi as he
laid down the functional foundation of these
songs. He has found that these songs have
carried or performed various functions from
time to time. Besides this, he focuses on
the dismantling of the function of carrying
out the conditions for war, but also in the
forms of military activity outside of those
conditions, from the Middle Ages until the
National Liberation War in 1944. Specifically,
he dismantles these allegations through
explanations or declarations on the subjects
with which he has worked in the field. Among
other things, Munishi claims that highland
songs were not only sung to increase doses
of courage and bravery for those leaving for
war, but also to keep alive the past of their
ancestors. Hence, he concludes that “such a
song was not just a simple artistic creation,
it was raised to the level of a symbol and
a magical formula, which made its role and
social function idealized.”?

" |bid. p. 27.
 |bid. p. 29.
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But this researcher does not stop there. In the
following he explains what really happened
to the function of these songs during
changes of historical periods. ”By becoming
an inventive object of a creative subject,
in broad social manifestations, it gains new
functional impulses. The rapport between
the creative subject and the interpretation,
on the one hand, and the social environment
as a non-passive but selective receptor,
on the other hand, as well as the object
(song) itself, form new relations. In the
last phase, were we find ourselves today,
mountain songs, their social function, in the
most general points, coincides with other
traditional creations in general, but they are
also unique, depending on the environment
and the moment of interpretation.”?'

Naturally, Munishi sees highland songs having
other functions as well. These creations are
practiced on special occasions and moments
such as a wedding, while shepherding, and
in gatherings of various nature. Since the
focus only on songs of historical epic has
been undertaken thus far, there will not be
an emphasis on analyzing concrete cases
and specifics of the practice in terms of
their lyrical expression. This is mentioned
simply to conclude that in gjeneral, highland
songs sung at Albanians social functions have
changed during the historical developments
of Albanian society, while becoming, at
the same time, an integral and interesting
part of the spiritual culture of the Albanian
people, presenting specific and expressive
elements, even of a lyrical nature.

While regarding the nature of highland songs
from the historical epic, their consecrative
character can be emphasize in a special way.
The greatest importance is the distinctive
feature in the historical epic highland
songs, that will be addressed a little
more extensively in the next section, as it
describes the spirit they carry and convey,
as well as the ways that make this feature
functional, which is a very important part of
these songs.

2 |bid.

The Spirit of Contemplation That
Pervades Highland songs

Generally all of the scholars who have
studied Highland songs have expressed
the opinion that their initial purpose
served for «calling and chanting for
different cases and circumstances. Thus,
R. Munishi states that “While observing
the process of transformation of signaling
and communicative elements, which are
still present today wraped in the melodic
element, we base our description regarding
the origin of these songs in the hypothesis,
that highland songs originated exactly
through signals as a means of communication
in their local area.” The description was
later changed to say that highland songs,
were raised to a level of being a traditional
cult. Remote communication has played
various parts, for meetings, announcements,
to announce danger or a disaster, etc....
Since the Albanian people have experienced
their historical past through numerous and
frequent battles against their invaders and
aggressors, it has been necessary to be united,
at least within certain communities, so as to
face these situations of danger together. But
with the living conditions as they were in the
mountainous areas of Northern Albania, and
usually the towers were placed at a great
distance from one other, it was necessary
to select effective ways of communication
between those distances. Consequently,
the battle cry was a necessary means of
communication in those areas where the
Albanian highlander lived. The battle cry
was a call to announce that someone was
approaching or something was happening, so
precautions could be taken. Certain actions
had to be taken, men had to gather in order
to prepare for what was ahead, mainly in
facing an invading enemy. The real living
conditions of the Albanian highlander was
both beautiful and yet scary in nature. The
terrain has high and steep mountains, deep
gorges and echos that resound throughout
the area. This is an organic setting that
allowed intercommunication for which the
residents depended on for living in such
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mountainous areas. R. Munishi correctly
emphasizes that the exact formation of this
nature influenced the cultural temperament
and natural character of the highlander,
especially, the way highland songs are sung.
Based on this observation Munishi makes a
connection in the fact that “highland songs
represent a very faithful interconnection

2022, 10(2) 257-271
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between the features of the songs and the
human personality, with the character of the
people who sing them.”?? Furthermore, he
states that “This accord, although it can be
considered as an objective reflection of the
natural conditions, is more the result of a
transferrance of human psychology to art.”

Highland songs ilustrated with notes
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Notation 1. First song

Table 1. N’Fush’ t’Kosov’s u mledh’ telalli?® (Representatives are gathered in the Field of Kosovo)

Albanian

English

(0) O n’Fushé t’Ko-so-ves u mledh’o o te e
la-li

ojaoseeveeteethoo-tou

0j se na a-me po ba aj-nou
ejoseeveteethoo-tou

0j se na a-me po a ba aj-ne e e jo u.

N’Fush’ t’Kosov’s u mledh’ telalli
veté e thon’ se na u ba nami,
veté e thon’ se na u ba nami.

Oh Representatives are gathered in the
Field of Kosovo

Oh wait I’m coming to tell them

Oh we’re doing a great job

Oh I’m coming myself and tell them

Oh we’re doing a great job.

Oh Representatives are gathered in the
Field of Kosovo

Are talking about victory

Are talking about victory.

23 Rexhep Munishi, “Kéngét malésorce shqiptare”,
Prishting, 1987, P. 209-210.
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Notation 2. Second song

Table 2. C’jan’ k’to gjam qi po i bjen era??* (What are these echoes coming along with the wind)

Albanian

English

(0) O o C’jam k’to gjam e ej
0 po jo bjen e-ra ah

oo luft’oooh

e po ho ba ha ajn-o oh

e eh e Ru-go-va ah Pe-ja ah.

C’jan’ k’to gjam qi po i bjen era?
Luft’ po bajn’ Rugova e Peja.

What’re these echoes
Oh wind is bringing
Oh war, oh oh

Rugova and Peja

Are fighting oh.

What’re these echoes coming along with the
wind?
Gjakova and Peja are fighting.

24 Rexhep Munishi, “Kéngét malésorce shqiptare”,
Prishting, 1987, P. 219-220.
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Table 2. O po fja-lo pér tel ih® (Telegram words)

Albanian

English

e ja po thu u-je Gja-ko-ve-es-o u
(o)eajthacoueedeell

e ja po thu u-je Gja-ko u

(e ) oethacoou-joouedeeel-ou.

Fjale pér tel:
Thuj Gjakovés ‘Cou e del!”
thuj Gjakovés ‘Cou e del!”

Through telegram words

Tell to Gjakova

Raise up and go out

Tell to Gjakova

It’s said to raise up and go out.

...Telegram words:
Tell to Gjakova raise up and go outl”
Tell to Gjakova “raise up and go out”

Note: The presented songs are without
phonetic changes, written as sung by the
singers. For translation or adaptation in
English, the songs were converted into the
standard Albanian dialect.

In each of the three highland songs, the
passion and emotion of their message can be
felt by the receiver. They convey a sense of
urgency that is short and precise. Through
the textual structure, it invites the listener
to imagine the performer standing atop
a tall tower facing the next in a distance,
surrounded by majestic mountains, he calls
out the warning or instruction. His own voice
answers back to him as he awaits a reply in
the stillness of the moment. These songs
create a unique captive experience by their
listeners, as they jump into the Albanian
history in their minds and try to translate
their message.

In the music score, one can notice mostly flat
notes are sung. But of greater uniqueness is
the long rest between phrases. Of course,
these long pauses are there to accommodate
the length of the echo needed to carry its
message across a far distance.

Conclusion

The fact that the variants of these songs
are usually not numerous, they generally
use archetypes of older forms of practice,
enriching them mostly with textual changes,
but also with the melodic nuances from
province to province. Their artistic value
might seem questionable. It is in the
versatility of these creations, which is one

of their main features and their folkloric
character, that space can be found to
identify their indisputable artistic value.

Similarly, it can be said that the creations
themselves, as complex as they are in
fulfilling a practical-utilitarian role through
their aesthetic expression or presentation, it
is understood how they come in syncretism
to, with complexity meet specific needs.
The evidence satisfies this even more. First,
these creations usually have poetic texts,
taken or borrowed from more complete
poetic creations and are developed in
historical epics in the Northern Balkan
territories. Consequently, they also fall short
in revealing their true value. Second, it is
true that highland songs do not have a well-
developed melodic line, but in themselves
they contain melismatic-recitative melodies.
Such an assertion means that highland
songs come with a variety of figurative and
decorative sounds. Third, the artistic value
and perception in these songs are related
to and conditioned by their performers,
through the skills they use to convey their
message to the community.

It is exactly through the combination of
textual and musical values, which serve to
meet the practical-utilitarian needs of the
performer, that the genuine artistic value
of the highland songs are realized. In most
cases it is not about the type of audience
who hears them, but about the communities
of those practicing and of those receiving

2 Rexhep Munishi, “Kéngét malésorce shqiptare”,
Prishting, 1987, P. 240.
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the message of the songs, understand and
value their practice, and do not consider
them just as traditional songs. The authors
of this article believe that even in a broader
scope the interpretation of these creations
arouses curiosity and provides aesthetic
pleasure. Usually, these songs are not sung
in vain during the various folk festivals as

Notes for the pictures
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Ismaili & Krasniqi

they have been sung, in most cases, not
very successfully, because they attract the
attention of spectators from home and
abroad, who have often seen old forms of
Albanian singing, but never have they felt
the pleasure of experiencing the unique and
diverse nature the highland songs convey
through the rich artistic value they carry.

Location Name and surname Age Occupation The number of song
Batushé -Gjakova | Isak Halili 60 IUliterate farmer 1
Batushé -Gjakova | Isak Halili 60 IUliterate farmer 2
Batushé -Gjakova | Hajdar Habibi 55 Farmer 2
Karadak - Gjilan | Zija Aliu 30 Dancer 3
Karadak - Gjilan | Izet Kurteshi 35 Dancer 3
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Oz

Teqdim olunan meqalede gorkemli musigisiinas-alim, Azerbaycan Respublikasinin xalq artisti,
senetsunasliq Uzre elmler doktoru, professor Ramiz Zohrabovun “Azerbaycan rengleri” haqqginda
elmi-tedqgiqat eserinin xususiyyetleri tedqiq edilmisdir. Melumdur ki, professor Ramiz Zohrabov xalq
musiqi yaradiciliginin arasdirilmasi istigametinde bir ¢ox elmi eserlerin miellifidir ve musigisiinasin
“Azerbaycan rengleri” adli kitab1 da sifahi eneneli Azerbaycan professional musiqisinin esas janrlari
ile baghdir. Meqalede Azerbaycan renglerinin janr, lad-meqam ve melodik xisusiyyetlerin tedqiqi
meseleleri esas gotiirlilmisdir. Bundan ireli gelerek meqalede esas megsed kimi vurgulanmisdir ki,
R.Zohrabov Azerbaycan renglerini sifahi eneneli Azerbaycan professional musiqgisinin bir esas janri
kimi seciyyelendirmis ve onlarin xususiyyetlerini elmi-nezeri aspektden arasdirmisdir. Onu da geyd
edek ki, muasir Azerbaycan musigisiinasliginda reng ve onun janrlarinin tedqiqi meseleleri mehdud
saydadir. Meqgalede R.Zohrabovun Azerbaycan renglerinin arasdirilmasi ile bagli miiddealan tedqiq
edilmis ve esas prinsipleri isiglandirilmisdir. Xisusile bu janrin novleri olan diringi ve deramedin
qurulus xususiyyetlerinin etrafli tedqiqi gosterilmisdir. Megalenin metodologiyas1 nezeri ve tarixi
melumatlara esaslanmis ve ireli surilen fikirler muqayiseli sekilde etrafli tedqiq edilmisdir. Eyni
zamanda R.Zohrabovun yaradiciligina istinaden “Rast deramedi”nin nezeri esaslarinin tehlili megam,
melodik xususiyyetler, musigi formasi ve diger cehetler baximindan tehlile celb edilmisdir. Meqalede
ilk defe olarag, R.Zohrabovun “Azerbaycan rengleri” adli elmi-tedgiqat eserindeki ireli sirdiyi
muddealar kompleks sekilde arasdirilmisdir. Bu zaman “Rast deramedi”nin nezeri cehetden tehlili
xUsusile vurgulanmis ve lad-meqam esasi ile melodik xisusiyyetleri nezere catdinlmisdir. Bele neticeye
gelinmisdir ki, professor R.Zohrabovun bu kitab1 Azerbaycan renglerinin seciyyevi janr xususiyyetlerinin
arasdirilmasi istigametinde mihiim ehemiyyet kesb edir.

Anahtar Kelimeler
Azerbaycan rengleri, deramed, diringi, meqam, mugam destgahi, nota yazmagq,
Ramiz Z6hrabov

Giris intonasiya sferasinin  nezeri esaslari,
Azerbaycan mugam destgahlarinin terkip  Fitmika haqqinda telim), tecriibi nezeriyye
hissesinde tez-tez rast geldiyimiz renglerin  Meseleleri (kompozisiya hagqinda

telim, vokal ve instrumental ifaciligin

ozunemexsus rolu vardir. Birmenali olaraq e e A "
normalan, musiqi aletlerinin tesnifati) 6z

sifahi eneneli professional musigi hagqinda

damsarken mugam-destgah, zerbi-mugam,
tesnif kimijanrlarlaberaber, rengjanrininda
spesifikas1 musigisiinaslarin digqetini celb
edir. Melumdur ki, mugam destgahlarinin
nezeri esaslarinin  arasdirilmasit  orta
esrlerden etibaren formalasmisdir. Bu
barede musiqisunas Gulnar Verdiyeva bele
yazir: “Orta esr alimlerinin traktatlarinda
estetika  meseleleri (o  clmleden,
musiqginin yaranmasi, onun tesir glcu
ve s.), musiginin elmi nezeriyyesi (lad-

eksini tapmisdir. Serq xalglarinin musiqi
medeniyyeti kontekstinde, Azerbaycanda
mugam - sifahi eneneli professional
musiginin aparici janridir. Mugam janrinin
tam formalasmasinin Orta esrlere aid
edilmesine baxmayaraq, bele disunmek
olar ki, onun terkibine daxil olan miixtelif
sobe ve guselerin, tesnif ve renglerin
yaranma tarixi daha gedimdir”.
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Bu baximdan yanassaq, R.Zohrabovun ireli
surdiyl miuddealar orta esr alimlerinin
fikirlerinin XX esrde yeni terzde nezeri

esaslandinlmasidir. Bele ki, R.Zohrabovun
“Azerbaycan rengleri” kitab1 bu janrin
xususiyyetlerinin etrafli tedqigi baximindan
mikemmel bir nimunedir.

Professor Ramiz Zohrabovun “Azerbaycan
Rengleri” Kitabinin Xiisusiyyetleri

Rengler musiqgi  qurulusu  baximindan
bitkin bir formaya malik instrumental
pyeslerdir. Onlar hecmce miixtelifdir. Bu
haggda musiqisiinas alim Ramiz Zohrabov
bele geyd edir: “Rengler bir nece musiqi
ibaresini 0ziinde cemlesdiren kicik miniatir
pyeslerden tutmus genismiqgyasl, inkisaf
etmis instrumental pyesler hecminde de ola
biler” [Zohrabov, 2006: 5].

Cedvel 1. Professor Ramiz Zohrabovun nesr olunmus kitablar

Kitap Adi: Gorkemli musigistiinas-alim
Yazar: Ramiz Zohrabov

ISBN: 978-9952-8220-9-0

Sayfa:368

Yayin Tarihi: 2013

Yayinevi: Mars-Print

Yayin Yeri: Baki

Kitap Adi: Azerbaycan rengleri
Yazar: Ramiz Zohrabov

ISSN: 4905020000-192-097
Sayfa: 250

Yayin Tarihi: 2006

Yayinevi: Mars-Print

Yayin Yeri: Baki

Kitap Adi: Azerbaycan mugamlar
Yazar: Ramiz Zohrabov
ISSN:4502020000-053

Sayfa: 336

Yayin Tarihi: 2013

Yayinevi: Tehsil

Yayin Yeri: Baki
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. RAMIzZ
ZOHRABOV

MiLLI MUSIQiSUNASLIGIMIZIN
IFTIXARI

Kitap Adi: Milli musigistinasligimizin iftixan
Yazar: Leyla Zohrabova
ISSN:978-9952-528-13-8

Sayfa:568

Yayin Tarihi: 2019

Yayinevi: Nurlar

Yayin Yeri: Baki

Kitap Adi: Mugam

Yazar: Ramiz Zohrabov
ISSN:5-552-00533-6

Sayfa: 119

Yayin Tarihi: 1991

Yayinevi: Azerbaycan Dovlet nesriyyati
Yayin Yeri: Baki

Sifahi eneneye esaslanan bu janr XX esre
geder musteqil sekilde ifa edilmirdi. Artiq
kecen esrin evvellerinden baslayaraq rengler
musteqil bir pyes kimi ifa edilmeye baslad1.
Rengler esasen sazende destesinin ifasinda
mugam-destgahlarinin  ve  kicik  hecmli
mugamlarin daxilinde seslenir. Lakin bununla
yanasi rengler genis terkibe malik xalq calg
aletleri ansambllarinda, hetta xalq calg
aletleri orkestrinde de ifa edilir.

Renglerinseciyyevijanrxususiyyetleri,onlarin
mugam destgah1 daxilinde mévcudlugunun
ehemiyyeti, adlarinin formalasmasi, novd,
notlasdinlmasi, eyni zamanda bu notlarin
uzerinde edilen tehliller oldugca maraqlidir
ve teqdim olunan meqalede bu cehetlere
toxunulmusdur. Bununla yanasi, megalede
gorkemli tarzen, Azerbaycan Respublikasinin
emekdar artisti Ehsen Dadasovun rehberliyi
ile xalg calg1 aletleri ansamblinin audio
yazisindan nota kocurulen (not yazisi Aslan
Mustafazadeye mexsusdur) Rast destgahinin
evvelinde seslenen rengin elmi-nezeri tehlili
de arasdinlmisdir.

Qeyd edek ki, rengler bir janr kimi konkret
tekmillesmis qurulusa malikdirler. Bitin
renglere aid etmek olmasa da, ekseriyyeti

sade formali qurulusa malikdir. Forma
qurulusuonlarinnovlerinden, yenideramedve
diringi olmasindan, eyni zamanda hecminden
asiidir. Rengler forma-qurulus xususiyyetleri
ile yanasi, musiqgi dilinin dolgunlugu ile de
secilir. Rengler ifade vasiteleri baximindan
diger sifahi eneneli professional musiqi
janrlarindan mueyyen derecede ferglenirler.
Bu haqda R.Zohrabov bele geyd edir: “Sifahi
eneneli Azerbaycan professional musiqisinin
bir janr kimi bu ornekler 0z tekmil qurulusu,
hem musigi dilinin herterefli, miufessel
sekilde islenilmesi, hem de ifade vasiteleri
baximindan yuksek seciyyesi ile secilirler”
[Zohrabov, 2006: 243].

Renglerin  mugam  destgah1  daxilinde
movcudlugunun ehemiyyetine bir nece
aspektden toxunmaqg mumkuindur. Melumdur
ki, her hansisa boyik hecme malik musiqi
kompozisiyasinin giris hissesinde onun Umumi
xarakterini mieyyen eden ve 0ziinemexsus
cizgilerini cemlesdiren instrumental
formali bir pyes seslenir. Bu xususiyyete
bestekarlarin klassik eserleri ile yanasi,
sifahi eneneli Azerbaycan professional
musigisinin bir cox janrlarinda da rast gelinir.
Bu baximdan yanasanda, Azerbaycan mugam
destgahlarinin evvelinde adeten rengin bir
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novu olan deramed seslenir. Deramed bir nov
ifa olunacag mugamin Umumi xarakterini
ifade edir. Rengin mugam destgahinin
terkibinde movcud olmasina zemin yaradan
en vacib cehetlerden biri de mehz ele budur.
Qeyd ede bilerik ki, mugam destgahindaki
deramedin funksiyas1 klassik musigi jann
olan operanin evvelinde seslenen Uvertura
ile mugayise oluna biler.

Ramiz Zohrabovun reng ve deramedlerle
bagli fikirleri gorkemli musigistinas-alim
Memmed Saleh ismayilovun bu barede
yazdig1 elmi-nezeri miilahizelere esaslanir.
Bele ki, M.S.ismayilov renglerin xarakterik
xususiyyetleri ile bagli bele qeyd edir:
“Rengler esas etibarile mugamlarla bagli
oldugu iiclin onlarin melodik-intonasiya,
ritmik ve meqgam kimi butln xususiyyetlerini
oziinde eks etdirerek, bir sozle, mugamin
“melodik rengi” ile boyanir” (ismayilov,
1984: 100). Mugam destgahi terkibinde olan
sObe ve guseler ritmik cehetden behrsizdir.

Destgah boyu davam eden bu sobe ve
guselerin ardicil seslenmesi hem xanendeni,
hem de solo misayiet eden aletleri mieyyen
derecede yora biler. Eyni zamanda bu tesiri
biz dinleyici Ucin de samil ede bilerik, bele
ki, fasilesiz ve arasikesilmeden davam eden
musiqi dinleyicide diqgetle dinlemek ucln
bir nov manee yaradir.

Rengin mugam destgah1 daxilinde ifa
edilmesinin diger boyuk ehemiyyeti, ardicil
gelen mugam sobe ve guselerinin dinleyicide
darixdinciliga zemin yaratmamasi, sazende
ansamblinin yorulmamasina sebeb olmasidir.
Mehz rengde olan bu spesifik cehet eyni ile
sifahi eneneli professional musigi janri olan
tesnife de aiddir.

Renglerin adlar aid oldugu mugamin sébe
ve guselerin adlan ile bilavasite baglidir.
Bu fakta istenilen mugamin terkibinde olan
renglerin adlarinda rast gelmek mumkundur.
Bestekar Seid Ristemovun nota saldig1 ve
iki defterden ibaret olan “Azerbaycan xalq
rengleri” mecmuesi buna parlag nimunedir.
Eyni zamanda “Rast” mugaminda “Hiseyni”
sobesinden sonra gelen “Huseyni rengi”,

“Segah” mugaminda “Sikesteyi-fars”
sobesinden sonra seslenen eyni adli reng
buna bariz nimunedir.

Ancaq burada maraqli diger bir fakt da vardir.
Bele ki, renglerin aid oldugu mugam sobesinin
adlarin1 dasimasi bir nov serti hesab edile
biler. Ona gore ki, eyni reng basqga mugam
destgahinin terkibinde de seslene biler. Bele
ki, “Rast” mugaminda “Vilayeti” sobesinden
sonra seslenen rengin  Sur destgahinda
“Sur-Sahnaz rengi” kimi seslenmesine de
rast gelinir. Bu hagda musigisinas alim
M.S.ismayilov bele yazir: “Sobeden ashi
olmayaraq, mugama aid biitlin rengler bir
cox hallarda hemin mugamin adin1 dasiyir.
Meselen, Surun rengleri, Segahin rengleri ve.
s” [ismayilov, 1984: 100].

Burada maraqli bir sual yarana biler:
rengler uzlasdigi sobeler ile ancaq ad
baximindan elaqgelidir? Tebii ki yox. Rengler
esaslandigt  mugamin sobelerinden lad-
intonasiya  xususiyyetlerini  ve  musiqi
xarakterini gotirerek oOziinde ehtiva edir.
ireli siirdilytiimiiz bu fikrin tamamile biitiin
mugam destgahlarinda olan sobe ve ona aid
olan renglere samil edilmesi mentiqlidir. Bu
baximdan bestekar Neriman Memmedovun
notlasdirdig1 “Rast” mugami destgah1 buna
bariz numunedir.

Musigisiinas alim R. Zohrabov ise reng ve
ona aid olan sobelerin daxilinde mieyyen
olan funksiyalara basqa aspektden baxaraq
bele yazir: “Rengler ardicil gelen mugam
sobelerini ciddi metro-ritme esaslanan
melodiyas1 ile nece deyerler, yekunlasdirir,
sobeleri bir-birile elagelendirir, hemcinin
sobeler arasinda tezad yaradir” [Zohrabov,
2006: 6].

R.Zohrabovun ireli surduyu sonuncu middea
olduqgca diqqgeti celb edir. R.Zohrabov bele
hesab edir ki, musiqgide olan tezadliq prinsipi
kompozisiyada, eyni zamanda da dinleyicide
tesir bucagini keskin deyisir. Bu deyisiklikler
bir nece predmet esasinda ola biler. En evvel
burada ifa edilen rengin novi predmetin
esasinda dayanir.
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Azerbaycan Renglerinin Xiisusiyyetleri

Melumdur ki, rengler 6z xarakteri ve ehval-
ruhiyyesine gore uc gisme aynlir: regsvari,
mars ve lirik seciyyeli.

Uc fergli xaraktere malik olan reng névleri
temp ve dinamika cehetden de tebiidir ki,
ferglenirler. Tezadliq prinsipi Uc¢lin movcud
ola bilecek en vacib predmetler de mehz bu
xususiyyetlerden ibaretdir.

Reng janrinin iki novi var:
» Diringi
» Deramed

Bu novlerden soz acmazdan once yuxarida

seslendirdiyimiz fikirlere esaslanaraq
deye bilerik ki, reng artiq sifahi eneneli
professional musigi janr1t kimi movcud

olmaqgla yanasi 0z-0zluyunde hemin janrin
eyni adli novine cevrilmisdir. Melumdur
ki, mugam destgahinin daxilinde her
sobeden sonra reng seslenir ve bu rengler
aid oldugu sobenin adinm dasiyir. Bu zaman
seslenen rengin deramed ve yaxud diringi
adlandirilmast mumkin deyildir. Ele bu
sebebden ireli gelerek reng ozluyiinde artiq
eyni adli janrin bir noviine cevrilmis olur.

Diringi ve deramed mieyyen qaydalara
esaslanaraq formalasmisdir. Yeni seslenen
her bir reng oziinemexsus xususiyyetleri ile
ya diringi, ya da deramed olmasi ile secilir.
Bes bunlan ayird eden esas xususiyyetler
hansilardir?

Nezere catdiraq ki, diringi sade, hecm
etibarile kicik, oynaq, sen xarakterli olur.
Etimoloji cehetden diringiler rengin ilkin
novu kimi gebul edilir. Bu hagda R.Zohrabov
bele geyd edir: “Ehtimal ki, rengin ilkin, en
sade novu mehz diringi olmusdur. Diringini
regs havalarn kimi xalq musigisinin gedim
novu saymaq olar” [Zohrabov, 2006: 9].

Musiqgisiinas alimin diringileri reqs
havalarinin gedim novi adlandirmasi ugln
tutarli esaslarn var. Bele ki, diringiler de
regsler kimi xarakter baximindan sen ovqata
malikdirler. Onlarin ritmik vezn bolgisi
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esasen oxsar olur. Bezi sazende desteleri
diringi evezine reqgs havalarn da ifa edirler.
Butin bu cehetler  R.Zohrabovun ireli
surduyu fikirleri esaslandinir. Lakin bu iddia
butin diringilerin regs, regslerin ise diringi
hesab edilmesi demek deyildir. R. Zohrabov
bu meseleye hessas sekilde toxunaraq
geyd edir: “O reqgs diringi sayila biler ki,
ifa olunan mugam sobesi ve gusesinin lad-
megam meziyyetlerini butlunlukle oOziinde
eks etdirsin” [Zohrabov, 2006: 9].

Arasdirma Problemi

Arasdrima zamani esas meqsed reng, diringi
ve deramedin janr xususiyyetlerini ortaya
goymaqdan ibaretdir. Bu janrlarin bir-
birinden fergi ve onlarin esas elametleri
arasdirmanin merkezinde dayanir. Bes hansi
lad megam xiisusiyyetlerine gore rengi
diringi hesab etmek olar;

> Reng janrinin nezeri tehlili

> Reng janrinda edilen tehlilden sonra
diger janrlarla miqayise etmek

Metod

Metodoloji baximdan meqalede adlarim
cekdiyimiz janrlardan rengi lad cehetden
tehlil etmisik. Burada rengin her bir cimlesi
daha detalli sekilde tehlil edilmisdir. Rengin
tehlili zaman1 nota yazma metodu da diqqet
celb edir. Bunun uc¢ln secdiyimiz rengi deqiq
olaraq qulaq asib notlasdirmaq esas mesele
hesab olunur. Mehz bu metod R. Zohrabovun
bitiin yaradiciiginda esas xiisusiyyetlerden
biri kimi gebul olunmusdur. O, xalq musiqisi
janrlarindan olan zerbi-mugamlan, tesnifleri
nota kocurmusdur. Eyni metodoloji prinsipe
esaslanaraq rengi notlasdirmaq meqalede
esas hesab edilir. Rast deramedi sibelius
nota yazma programi’ ile yazilmisdir.

Reng Janrinin Nezeri Tehlili

Diringiler 6z kompozisiya quruluslarina gore
aid oldugu ladin ancaq bir istinad pillesine
esaslanir. Eyni zamanda bitin cumle
quruluslart hemin istinad pillesi esasinda

" https://www.avid.com/sibelius (muasir dovrde en
cox notlarin yazilmasi tcin istifade edilen program)
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qurulur. Buna numune kimi Azerbaycan
Respublikasinin xalq artisti, gorkemli tarzen
Vamiq Memmedeliyevin miellifi oldugu
Segah-zabul Uzerinde olan “Sikesteyi-fars”
diringisi gosterile biler [18]. Bu diringi iki

0

tekrara malik kicik ibarelerden ibaretdir.
Her ikisi “Sikesteyi-fars” sobesine istinad
edir. Qeyd edek ki, “Sikesteyi-fars” sobesi
Segah megaminin VI pillesine istinad edir.
Bu diringinin ses qatan beledir:
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sikosteyi fars-istinad pillosi

Nota 1. Aslan Mustafazade terefinden nota kocurdiilen “Sikesteyi-fars”in ses qatan

Rengin ikinci novi olan “Deramed” deqiq
vezne malik olub, vokal-instrumental
destgahlarin  ancaq  giris  hissesinde
instrumental sekilde ifa olunur. Deramed
sozunin menast fars dilinde “der-qapi
ameden” demekdir ve tercimede “gapidan
daxil olmaq” menasim verir [imrani, 1998:
161].

Basga sozle ifade etsek, deramed “giris”
demekdir. Deramed sozu E.Bedelbeylinin
“izahli monografiq liigeti”’nde “Pisderamed”
kimi de isledilmisdir [Bedelbeyli, 1969: 59].

Reng Janrinda Edilen Tehlilden Sonra
Diger Janrlarla Miigayise Etmek

Deramedin mugam destgahlarinin evvelinde
seslenmesine esaslanaraq deye bilerik ki,
mehz bu cehet onu diringiden ferglendirir.
Deramed mugam destgahinin sobe ve
guseleri arasinda he¢ vaxt seslenmir. Diringi
ise bunun eksine olaraq seslenir.

Deramedi  seciyyelendiren bir  nece
xususiyyetleri de nezere catdirmaq maraqli
olardi. ilk énce bildirek ki, her bir mugam
destgahimin  girisinde seslenen deramed
ilkin olarag hemin mugama aid ehval-
ruhiyyeni dinleyiciye bir nov asilayir. Bu tesir
dinleyici ile yanasi, hem xanendeni, hem
de onu musayiet eden instrumental ifacilan
evvelceden lazim olan auranin formalasmasi
ucun hazirlayir.  Birmenali olaraq buna
sebeb deramedlerin mugam destgahinda
olan istinad pillelerine esaslanmasidir.
Sadaladigimiz cehetler deramedi

seciyyelendiren esas xususiyyetlerdendir.
Ele bu sebebler deramedlerin adlarinin
formalasmasina sebeb olmusdur. Deramedler
mugam destgahimin adi ile bagli adlanirlar:
Rast deramedi, Sur deramedi, Sister
deramedi ve s. Bununla bagli R.Zohrabov 6z
tedqiqatlarinda bele geyd edir: “Deramed
biutovlikde eyni adli destgaha ve ya kicik
hecmli mugama aid oldugu iiciin onlarin
bilavasite adin1 da daswyir. Ele bunun Uciin
de “Rast” destgahinda calinan biitiin
deramedleri ayri-ayriligda “Rast-deramedi”
ve ya kicik hecmli “Qatar” mugaminin
evvelinde ifa olunan deramedleri ise “Qatar
deramedi” adlandinirlar [Zohrabov, 2006:
11].

Deramedin daxilinde olan istinad pillelerinin
say1 onlan diringilerden ferglendirmeye esas
verir. Qeyd edek ki, diringiler aid oldugu
mugamin ancaq bir, deramed ise en azi iki
ve ya daha cox istinad pillesine esaslanaraq
formalasir.

Bu cehet butiin deramedlere samildir. Qeyd
etmek lazimdir ki, deramedler mugam
destgahlarimin ve kicik hecmli mugamlarin
ancaq giris hissesinde seslenmekle yanasi
musteqil sekilde de ifa edilir.

Melumdur ki, musigide mueyyen bir janrin
deqiqglikle arasdirilmasinda not yazisinin
boyuk onemi vardir. Bu baximdan renglerin
oyrenilmesinde not yazilan esas yardimci
vasitedir.
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Sifahi eneneli professional musigi janrlarinin
notlasdirnlmasi prosesinin baslanmasi
kecen esrin evvellerine aiddir. Azerbaycan
renglerinin ilkin notlasdirilmas1 da bu dovre
tesaduf edir. Qeyd edek ki, bu dovrde
reng jann ayrica olaraq deyil, mugam
destgahlarinin  terkibinde notlasdirilirdi.
Numune olarag M.Magomayevin instrumental
sekilde yazdig1 “Rast” (1928-ci il) ve “Sur”
(1935-ci il) mugam destgahlarinin adlarin
geyd ede bilerik. Bundan basqa miuxtelif
illerde Azerbaycan bestekarlart mugam
destgahlarinin nota kocurulmesi isini davam
etdirmisler. Bele ki, “Rast” ve “Zabul”
destgahim Tofiq Quliyev, “Digah” destgahin
ise Zakir Bagirov nota koclirmusddir.

Lakin renglerin mecmue seklinde
notlasdirilmasi gorkemli bestekar Seid
Riistemovun adi ile baglidir. Bele ki, 1950-
ci illerde Seid Rustemovun tertib etdiyi
“Azerbaycan xalq rengleri” mecmuesi iki
defterde nesr olundu ve bunlar renglerin
notlasdinlmasi sahesinde mihiim addim oldu.
Qeyd etmek lazimdir ki, hemin mecmueler
1978-1980-ci illerde tekrar nesr olunmusdur.
Birinci defterde cap olunan rengler dahi
bestekar Uzeyir Hacibeylinin “Azerbaycan
xalg musiqgisinin esaslan” elmi fundamental
eserindeki meqgamlarin ardicilligr ile uzlasir
[Hacibeyli, 1985: 154].

Notlasdinlan renglerin lad-megam esasinin
arasdirilmas1 meselesi daim Azerbaycan
musigistinaslarinin diqqetini celb etmisdir.
Janrindan asli olmayaraq her bir musiqgini
nezeri cehetden arasdiran zaman mieyyen
elmi-nezeri kitablara esaslanmaq sertdir.
Bu eneneni davam etdiren Ramiz Zohrabov
Azerbaycan renglerinin lad-megam esasini
arasdirdiqda Uzeyir Hacibeylinin, Memmed
Saleh ismayilovun, hemcinin gorkemli rus
musiqgisuinasi, professor Viktor Belyayevin
elmi eserlerinde olan nezeri sistemlere
istinad etmisdir [Belyayev, 1963: 300].

R. Zohrabov Azerbaycan renglerini megam,
ses qatarinin qurulusu, istinad pilleleri,
aralig ladlar, melizimler, alterasiyalar, ses
diapozonu cehetden etrafli sekilde tehlil
etmisdir.

2022, 10(2) 273-288
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Megqalede tehlil obyekti kimi gorkemli tarzen
Ehsen Dadasovun rehberliyi ile xalq calgi
aletleri ansamblinin musayiet etdiyi “Rast”
mugam destgahindan “Rast Deramed”i
nimune kimi arasdirilmisdir. Qeyd edek ki,
Ehsen Dadasovun ifa etdiyi rengler 2011-ci
ilde Baki Musiqgi Akademiyasinin professoru,
senetsunasliq uzre felsefe doktoru Arif
Esedullayev terefinden ilk defe olaraq
notlasdinlmisdir.  Burada tehlil edilen
reng ise Ehsen Dadasovun ifas1 esasinda
megalenin muellifi terefinden yeniden nota
yazilmisdir. “Rast deramedi” renginin tam
sekilde not yazisin1 teqdim edek.

279



Ramiz Zéhrabovun yaradiciliginda “Azerbaycan rengleri” ve “Rast deramed”inin nezeri...

Rast Deramadi

audio yazidan nota kogiirdon Aslan Mustafazado https://www.youtube.com/watch?v=gSLwqX6ViYE
allegretto

Nota 2. Aslan Mustafazade Terefinden Nota Kocurdiilen Rast Deramedi
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Mustafazade

Rast Destgahi

Video 1. “Rast” destgahanin Qulu Esgerov terefinden ifas

Sikesteyi-Fars Uchun Diringi (Kurdexani, 27-09-2015)

Video 2. Vamig Memmedeliyev terefinden diringinin ifasi
Numunede verilen deramed 2/4

ritmik  esaslanir. Deramedin ses qatari beledir
veznli olub, “fa” (f) mayeli rast meqamina

0

|
!
[ fan
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Nota 3. Aslan Mustafazade terefinden nota yazilan Fa mayeli rast megaminin ses qatarn
Gorunduyu kimi deramedin birinci cumlesi hereketin esasinda
mayenin Ust oktavasindan asagi istiqametde dayanir.

maye pillesine dogru hereket edir. Bu

sekvensiyali

ibareler

Nota 4. Aslan Mustafazade terefinden nota yazilan Rast dermadinin birinci cimlesi
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Tekrar qurulusa malik olan ikinci cuimle
sonda maye sesinde rast meqamina aid olan
x4 konsekventlik xususiyyetini gostererek
tamamlanir. Sonda verilen intonasiya eyni
ile “Rast” mugaminin berdastinda istifade
edilen ayagla eynilik teskil edir. Bu intonasiya
bir nov meqam tesdiq edir. Bundan basga

13

rast megaminin tam kadensiyasinda da
bu intonasiyadan enenevi olaraq istifade
edilir. instrumental ifacilar intonasiyanin
spesifikasin1 gostermek Ucun xususile maye
ve onun alt kvartasini dinamik cehetden
aksentli ifa edirler.

S=s=m=cF

q
ﬁ‘ﬁti

> @ >
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Nota 5. Aslan Mustafazade terefinden nota yazilan Rast deramedi ikinci ciimle

Il cimle artig temp cehetden bir geder
agirlasaraq deramedin xarakterini deyisir.
Deramed miigeddime funksiyas1 dasidigina

gore, bir nov mugam destgahinda bas vere
bilecek deyisiklikleri evvelceden gosterir.
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Nota 6. Aslan Mustafazade terefinden nota yazilan Rast deramedi liciincli cimle

IV cumle eyni ile Il cimleni tekrar edir. Ferq
ancaq sonuncu xanede maye pillesinde olan

notun uzunlugundan ve melizmden ibaretdir.
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Nota 7. Aslan Mustafazade terefinden nota yazilan Rast deramdedi dordiinci cumle

Bu ferq not vyazisinda hecmce kicik
gorinse de, deramedin novbeti climlede
basga istinad pillesine yonelmesi uciin bir
kontrastliq yaradir. V cimlenin tamamlayici

A tr

xususiyyetine gore “maye-rast” sobesinde
dayanmasina baxmayaraq , cumlenin
qurulusunda VI pille (lya sesi) diqqeti celb
edir.

Grretetietes 1=

| |

D B — B — — — e — B

tr
]
————

Nota 8. Aslan Mustafazade terefinden nota yazilan Rast deramedi: Ussaq

282



RAST MUZIKOLOJi DERGISI

Burada “Ussaq”a yonelme hiss olunur. Bu da
0z novbesinde deramedin zenginlesmesine
ve dolgun seslenmesine sebeb olur.

2022, 10(2) 273-288
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VI cimle yeniden V ciimleni tekrar ederek
maye pillesinde dayanir.

Nota 9. Aslan Mustafazade terefinden nota yazilan Rast deramedi

Deramedin en maraqli yonelmesi VI
cumlede bas verir. Burada VIl pilleye istinad
aydin sekilde nezere carpir. Hemin pillle
demek olar ki, ritmik qurulusu ile bize
tam sekilde “Huseyni” sobesini xatirladir.
Eyni zamanda bu cimlede Rast megamina
aid olan VI pille alterasiyasi da musahide
olunur (lya bemol- as). Qeyd edek ki, rast

hagqinda musigistinas alim Cemile Hesenova
daha etrafli sekilde “Azerbaycan musiqisinin
meqgamlan” adli elmi-nezeri kitabinda
geydler aparmisdir. C.Hesenova bu barede
yazir: “Rast meqaminda asagidaki pillelerin
alterasiyalarina yol verilir: VI(b) (tonika
etrafinda melodik gezismelerde), IX(b)-X(#)
(art.2-nin emele gelmesi)” [Hesenova, 2012:

meqgaminda movcud olan alterasiyalar 34].
) ir|
e |
wvvrrrr < FFe e rktr P ) 9] | -
o e == m— cese

Nota 10. Aslan Mustafazade terefinden nota yazilan Huiseyni sobesi

Burada istifade edilen “lya bemol” (as)
alterasiyasi hec de tesadufi hal kimi
giymetlendirile bilmez. Yeni bu alterasiya
melodik ahengi zenginlesdirmekle yanasi,
oziinemexsuslugu da gosterir.  Yuxarida
geyd etdiyimiz kimi, VI pillede movcud olan
alterasiya yalmz tonika etrafinda melodik
gezismeler zaman istifade edilir. Tebii ki,
bu alterasiya muxtelif instrumental ifalarda
melizmden istifade etmek meqsedi dasiyir.
Ancaqg onun esas funksionalligt mehz maye
pillesine enisi isare etmekden ibaretdir ve
seslenmede de esas meqgsed budur.

VIII cimlenin evvelinde yeniden “Hiseyni”
sobesi seslenir. Ancaq bu defe cumlenin
qurulusunda IX perdede sinkopa vasitesile
yaranan ritmik formuldan sonra asag
istigametde sekvensiyavari hereket
baslayi. Mehz bu sekvensiyanin yaratdigi
zengin seslenme ile cimle maye pillesinde
tamamlanir. Bu cimlede rast megamina
xas olmayan “si bekar” (h) alterasiyasi da
movcuddur. Bu sadece deramedin melodik
cehetden zengin seslenmesi ile elagedardir.

rit..

Nota 11. Aslan Mustafazade terefinden nota yazilan Rast deramedinin sonlugu
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Deramedin sonunda girisde seslenen berdast
eynile tekrar olunur.

Umumi Netice

Belelikle, nezerden kecirilen tehlil miuellif
terefinden notlasdirilmis rengin deramed
adlandirilmasi Gciin bir nece esasli sebeblerin
oldugunu nezere catdirr. Evvela deramedde
“Berdast”, “Huseyni” ve “Mayeyi-Rast”n,
hemcinin  “Ussaq”a olan  yonelmenin
movcudlugu aydin sekilde goriiniir. Bunlardan
basga her bir cimlenin rast megamina aid
olan xususiyyetlerini oziinde ehtiva etmesi
ve istinad pillerine esaslanaraq qurulmasi
deramed olmasina tam delalet edir.

R.Zohrabovun “Azerbaycan rengleri”
kitabinda ireli surduyu tehlil metodlarina ve
rengleri arasdirma usullarina esaslanaraq,
nezerden kecirilen “Rast deramedi”’nde bir
sira maraqli neticelere gelinmisdir. Bele ki,
Azerbaycan renglerinin janr xususiyyetlerinin
ve musiqgi dilinin tehlil edilmesini, elece
de nota yazilmis renglerin arasdirilmasin
nezerden kecirerken onlarin Azerbaycan
sifahi eneneli professional musiginin esas
janr olmasi diqqeti celb edir. Eyni zamanda
renglerin misteqil, mugam destgahlan, kicik
hecmli mugamlarin ve zerbi-mugamlarin
terkibinde instrumental pyes kimi istifade
olunmas da esas xiisusiyyet kimi vurgulanir.
Onudageydedekki, tehlilzamani geyd edilen
instrumental ifacilar dedikde tar, kamanca
ve qaval aletlerinde calan sazendeler destesi
nezerde tutulur ve bu terkib eyni zamanda
milli xalq calg1 aletleri ansambllarinda ve
orkestrlerinde istirak edirler.

Meqgalede vurgulanmisdir ki,
eneneli professional musigi janr kimi
qurulusu  ve  seslenmesi  baximindan
oziinemexsusulugu ile ferqglenir. Bele ki,
renglerin ve onlarin novlerinin esasin
Azerbaycan milli lad-megamlan teskil
edir.  Renglerin  melodiyasinin  hereket
istigametleri, istinad pilleleri etrafinda
gezismeleri, sekvensiyavari hereketleri ve
muxtelif sicrayislar, interval terkibi ve elece
de melodik cehetden zengin seslenmesi
onlarin seciyyevi xususiyyetlerindendir.

reng sifahi

R.Zohrabovun “Azerbaycan rengleri”
kitabinda ireli suirduyu tehlil metodlarina ve
rengleri arasdirma usullarina esaslanaraq,
nezerden kecirilen “Rast deramedi”’nde bir
sira maraqli neticelere gelinmisdir. Bele ki,
Azerbaycan renglerinin janr xususiyyetlerinin
ve musiqgi dilinin tehlil edilmesini, elece
de nota yazilmis renglerin arasdirilmasini
nezerden kecirerken onlarin Azerbaycan
sifahi eneneli professional musiginin esas
janr olmas1 diggeti celb edir. Eyni zamanda
renglerin miisteqil, mugam destgahlan, kicik
hecmli mugamlarin ve zerbi-mugamlarin
terkibinde instrumental pyes kimi istifade
olunmasi da esas xisusiyyet kimi vurgulanir.
Onudageyd edekki, tehlilzamani1geyd edilen
instrumental ifacilar dedikde tar, kamanca
ve qaval aletlerinde calan sazendeler destesi
nezerde tutulur ve bu terkib eyni zamanda
milli xalg calg1 aletleri ansambllarinda ve
orkestrlerinde istirak edirler.

Meqalede vurgulanmisdir ki, reng sifahi
eneneli professional musiqi janrn kimi
qurulusu  ve  seslenmesi  baximindan

oziinemexsusulugu ile ferglenir. Bele ki,
renglerin ve onlarin novlerinin esasini
Azerbaycan milli lad-megamlan teskil
edir. Renglerin melodiyasinin  hereket
istigametleri, istinad pilleleri etrafinda
gezismeleri, sekvensiyavari hereketleri ve
muxtelif sicrayislar, interval terkibi ve elece
de melodik cehetden zengin seslenmesi
onlarn seciyyevi xususiyyetlerindendir.

Xususile meqgalede isiglandirilan esas mesele
reng, deramed ve diringi arasinda oxsar
ve ferqli cehetlerin miqgayise olunmasidir.
Bele ki, xalg yaradiciliginin tedqigi ile
mesgul olan miixtelif nesil Azerbaycan
musigisiinaslarinin  elmi-nezeri  islerine
esaslanaraq, elece de meqalede arasdirilan
tehlile esaslanaraqg renglerin bezen deramed
adlandinlmasinin  sebebleri de nezere
catdinlmisdir. Reng, deramed ve diringi
arasinda olan miuxteliflikler tehlil prosesi
zamani mixtelif musigi numunelerinin
mugayisesine esaslanaraq serh edilmisdir.

Eyni zamanda meqgalede renglerin nota
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kocurulmesi de isiglandinlmis ve gorkemli
Azerbaycan bestekarlarinin  bu sahede
apardiglan isler nezere catdinlmisdir. Melum
olmusdur ki, renglerin nota kocurulmesi
onlarin musigisiinaslar terefinden tehlil
edilmesi Ucun esas zemin yaratmisdir.
Megalede tehlil numunelerinde professor
R.Zohrabovun ireli  surdiyu fikirlere
esaslanaraq, reng ve onun novlerinin
xususiyyetleri arasdirilaraq nezere
catdinlmisdir.

Elave Tedqiqat Uciin Tovsiyye

Xalg musigisinde arasdirmalar daima
musiqicilerin digget merkezinde olmusdur.
Bu sebebden renglerin tedqigat1 bizim
megalemizde de on plandadir. Renglerin
arasdirilmasi hal-hazirda da 6z aktualligim
goruyub saxlayir. Bir musigistinas
arasdirmaciya oneri olaraq qeyd etmek
olar ki, rengleri daha genis bir anlamda
arasdirmaq lazimdir. Rengler bir janr kimi
dogrudan da maraqli ve orjinaldir.

Bilgilendirme olaraq geyd etmek isterdim ki,
bu janrin tedgigatinda muasir dovrimuzde
Arif Esedullayevin nota kocurduyu rengler
bizim isimizi daha da maraqli etdi. Onun
bu janrda nota yazdigi biitiin niimuneler
oxucular ucun oldugca ehemiyyetlidir. Biz
yeni destgahlar dinleyib orada ifa edilen
rengleri nota yazib tehlil ede bilerik. Bunun
ucun Qulu Esgerovun ifa etdiyi “Zabul-
Segah”?, “Cahargah”3, Yaqub Memmedovun
“Rast”* mugam destgahlarini niimune gotiire
bilerik.

2 https://www.youtube.com/watch?v=yl7LJegR_L4
3 https://www.youtube.com/watch?v=jeNFQIN6rr0
4 https://www.youtube.com/watch?v=SrZIrOjQYF8
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Extended Abstract

The article presents that the features of the research conducted by the prominent musicologist, People’s
Artist of the Republic of Azerbaijan, Doctor of Arts, Professor Ramiz Zohrabov on “Azerbaijani rengleri”
[“reng” is a specific genre of Azerbaijani oral traditional professional music. “rengler” is a plural form
of the word “reng”] play a significant role for the study of oral traditional professional music. From
this point of view, it should be noted that Professor Ramiz Zohrabov, through comprehensive studying
various genres of folk music, especially the ones related to professional music of oral tradition, made
detailed comments and sound judgments in this area. Ramiz Zohrabov’s book “Azerbaijan rengleri”
is also devoted to the research of rengs, one of the main genres of oral traditional Azerbaijani
professional music. The article is primarily focused on the study of genre, magam and melodic features
of Azerbaijani rengs examined by R.Zohrabov.

Generally, the article emphasizes R.Zohrabov’s characterization of rengs, which are one of the main
genres of oral traditional Azerbaijani professional music, and his scientific-theoretical study of their
features as one of the main directions of national musicology.

It should be noted that the main principles of the study of Azerbaijani rengs talked about in the article
are essential for the study of folk art. It can be considered that the principles having been put forward
by R. Zohrabov are commendable in the study of mugham destgahs, as well as many genres, including
rengs. In addition, the study of rengs can also considerably contribute to the study of the structural
features of the bells and earnings, which are the other major genres of oral music. From this point of
view, it seems more logical to substantiate the basis of rengs and melodic features in a scientific and
theoretical way. Nowadays the study of national music being based on theoretical analysis creates
the basis for the formation of data on the study of folk art. Thus, the methods and methodological
approaches used by R.Zohrabov determine the direction of modern scientific viewpoints in the field of
folk art. Based on these features, it should be stressed that R.Zohrabov’s book “Azerbaijan rengleri”
plays an important role in the study of national musicology at the modern stage. Hence the analysis
of “Rast deramedi” based on the principles having been put forward by R.Zohrabov is especially
noteworthy from a theoretical point of view. Proceeding from complex approaches in the process of
rengs analysis, it is noted that the analysis process in the article is based on R. Zohrabov’s methodology
in terms of moment, melodic features, musical form and other aspects. It is worth to point out that
the principles of the various musicologists who conducted researches on national music had been taken
into account throughout comparative and analytical process of all research.

The article pays special attention to the theoretical analysis of “Rast deramedi”. In this case, the basis
of the magam and melodic features of “Rast deramedi” were thoroughly studied. Various examples of
music have been purposefully given to substantiate the ideas having been put forward in the article.
It was deduced that the book written by Professor R.Zohrabov has a remarkable impact on the study
of the specific genre features of Azerbaijani rengs. In this case, the tools used by the author and their
application mechanisms are taken into consideration.

The article states that rengs are an instrumental piece performed between mugham sections, and
therefore its functions are emphasized. Consequently, it has been shed light on the features of the
rengs played on large-scale instruments and in certain sections and corners of small-volume mughams.
It has been also brought to attention the main features of rengs, diringi and deramed. In particular,
the performance of mugham destgahs or small-volume mughams, on which the rengs are directly
based, and the combination of the musical content with the intonation of that department have been
emphasized as the main characteristics.

It has been drawn a conclusion that the function of rengs is bringing to an end of the successive
mugham sections with a melody based on a strict metro-rhythm, connecting the sections, and also
creating a contrast between the sections. And this in its turn increases the influence of the mugham
department. All these features have been taken into account during the study of “Rast deramedi” and
formed the basis of the analysis process based on the research of R.Zohrabov.

To sum up, rengs are coherent with mughams, and by embracing the latter’s metrorhythmic, melodic-
intonation, momentary features and enriching the artistic quality, gives completeness and richness to
the mugham to which they relate.

Keywords
Azerbaijan rengleri, deramed, diringi, meqam, mugham set, Ramiz Zohrabov,
write a note
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Abstract

Albanian culture coexisted for a period of over 500 years with Ottoman culture, at the turn of the
new century, along with the Balkan troubles that led to the continued embrace of the transition from
an old culture to the ideology of the Young Turk movement, and the continuation of joint Albanian-
Turkish actions, in order to protect the Albanian Vilayets from the Serbo-Montenegrin occupiers. Early
nineteenth-century Turkey emerged from bloody wars on all sides of its borders and from a weak
government led by Abdul Hamid Il faced a new war in 1915 now in defense of the Dardanelles in the
bloodiest battle “The Battle of Canakkale”. The First World War found Albanians divided and occupied
in some of its territories, however, from 1912 Albania had declared Independence, but Kosovo, Skopje
and Bitola, Ulcinj and Bar had remained outside the borders, while Chameria - the South of Albania
had been invaded by Greece. During the First World War a large number of Albanians remained in the
Turkish military service, many others joined the Turkish army, mainly Albanians who had migrated
to Turkey from the violence of the Serbo-Montenegrin invaders, as well as some more from Kosovo,
Skopje, Tetovo, Presevo, Shkodra, Ulcinj, etc who volunteered to help the Turkish army. According to
history, oral literature and written documents, many Albanians died heroically, it is said that about
25,000 martyrs had died in this battle. In their honor, the Albanian people composed songs, it is
worth mentioning the “song dedicated to the Battle of Canakkale” by the most prominent folklorists
of the Albanian nation. Our research was done through a semi-structured interview with: 5 teachers
of Albanian literature (at the same time master’s students at the University “Kadri Zeka” in Gjilan,
Kosovo); 5 history teachers (at the same time master’s students at the University of Prishtina “Hasan
Prishtina”, Prishtina, Kosovo); 2 independent researchers from the Institute of History “Ali Hadri”
Prishtina, Kosovo.

Keywords
Albanian folk songs about Canakkale Battle, historical analysis of folk songs,
Turkish folk songs

Introduction

At the beginning of the First World War,
Turkey faced an extraordinary aggression
by the military forces of England, France,
Russia, etc. which aimed to take control
of the Bosphorus Strait and with it secure

the two seas. The Turkish army erected
fortifications around the Bosphorus,
respectively in Canakkale. These military
positions built in Canakkale are mainly
divided into land and coastal bases
(ACIOGLU, 2016).
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Photo 1. Rare photograph from the Gallipoli Front (Turkish General Staff, 2022)

The entry of the Ottoman Empire into the
war alongside Germany and Austria made
things difficult for the Entente, as the Turkish
army was an insurmountable military power,
so in February 1915, the Franco-British fleet
attempted to penetrate the Dardanelles
but was repulsed by the Turkish army. The
Battle of Gallipoli was the most important
for the historical events that followed and
the existence of the Turkish state depended
on it (Schevill, 2022).

According to the scholar Suat Ilhan, the Turks
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lost about 250 thousand soldiers likewise the
other side lost about 250 thousand soldiers
in the Battle of Canakkale (Ilhan, 1994).

From 1908 until the end of the First World War,
many Albanians were lined up in battalions
to defend the lands of the Ottoman Empire
- Turkey, Albanian volunteers won the Gulf
Wars, Turkey maintained control over the
islands of the Aegean Sea of the Dardanelles
strait and Marmara, this is what the folk song
says:

Table 1. Songs for Brahim Pasha

Albanian Language

English Language

“Brahim pasha ej nji mjekérr zi,
Shikon detin, pasha me dyrbi

Zot cka doket, more Deti i Zi,
M’ka qgit mreti, skelén me ja rue,
Ky Gjinolli po e luan sangjakun,
Kta shqgiptarét e ngrejné bajrakun”
(Terziu, 1997)

Brahim Pasha with a black beard)
Pasha looks at the sea with binoculars)
God | can see the Black Sea)

The king sent me to watch the harbor)
Gjinolli is moving the sanjak)
Albanians raise the flag)

o~ — — —
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After 1912, due to the Serbo-Montenegrin
terror, about 120 thousand Albanians moved
to Turkey, while during 1914 this number
reached up to 281 thousand Albanians
displaced in Turkey (Kosovo Institute of
History, 1997), from 1914-1918, mainly
Albanians settled around Canakkale (Buzhala,
2011), Istanbul, Izmir, Marmara, Edirne,
Kayseri, etc. These Albanians voluntarily
supported the Turkish army (Islami, 1990).
How did it happen that among the many
fighters on the Turkish side were Albanians.
According to the documents, a considerable
number of them were regular soldiers, who
were captured in war and continued to
fight alongside the Turkish army, some of
the war commanders were Albanians too
(Mulaj, 2015). In the Albanian areas where
the Austro-Hungarians ruled during the First
World War, by the order of the latter, the
Albanians were mobilized to be sent to war
in Turkey (Rifati, 2019).

Folk creativity is very important to be
included in textbooks, especially when it
comes to folklore. Folklore is decomposed
according to the worldview that reflects the
daily spiritual life within the society, and
meets the needs for the realization of the
educational, historical and aesthetic role
in the textbooks. Through folklore children
manage to gain knowledge about historical
events from folk songs and stories (Shkodra,
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Photo 2. Aziziye bastions in Canakkale during Battle of Gallipoli

2002).

Regarding the textbooks that talk about the
Battle of Canakkale, there are not many
published in the Albanian language despite
the fact that Albanians are attacked in this
historical event (Koyuncu, Keskin, & Sonmez,
2010).

School has a special role in the education
of children, but we must be careful in
the content of the history and literature
textbooks because the education of the
learning of patriotism is influenced by school
curricula. When it comes to the historical
past, we should consider using the most
appropriate methods and methodologies
for the age of school children so that they
find the learning units that are developed
attractive especially when it comes to
learning about historical events. The Battle
of Canakkale is a good example of epos in
Turkish, Albanian and world history. “The
positive aspects of the Canakkale War” show
its importance. If the war had not been won
by the Turkish state, Turkey probably would
not have existed (Erdal & Egridere , 2018).

The great Shkurte Fejza, the singer of the
Albanian folk song, sang the song dedicated
to the Albanian soldiers who served in the
Turkish army, below you can find some
longing verses for the Albanian sons:
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Table 2. Song dedicated to the Albanian soldiers in the Battle of Canakkale - Trains are coming

Albanian Language

English Language

“Vijne vaporat moj nane bregut te detit
O dilni shifni moj nane asqerte e mbretit
O dilni shifni moj nane asqerte e mbretit
Disa kjajshin moj nane disa knojshin

O ka nji leter moj nane vilajt e cojshin

Ani ka nji leter moj nane vilajt e cojshin”

(Fejza, 2020)

(Oh Mother, trains are coming from the sea
shore)

(Oh Mother, come out and see the soldiers
of the king)

(Oh Mother, come out and see the soldiers
of the king)

(Oh Mother, some were crying, some were
singing)
(Oh Mother,
yets)

(Oh Mother, letters were sent by the vila-
yets)

letters were sent by the vila-

Shkurte Fejza

Vijne vaporat

Nota 1. The introductory part of the song “Trains are coming” - Shkurte Fejza

Utilizing the internet as an information
resource, which creates tremendous
opportunities for communication and
research (Dugolli, 2018), we found one of
the most prominent Turkish music singers
of Albanian origin Soner Ozbilen, he sang

the Albanian version of the song about the
Battle of Canakkale on the national public
broadcaster of Turkey TRT (The Turkish Radio
and Television Corporation) “Canakkale
icinde (Canakkale, | am coming)” (OZBILEN,
2013).

Soner OZBILEN - Canakkale icinde (Canakala u Nisa)

Soner OZBILEN - Ganakkale icinde (Qana Kala uNisa)
‘“ﬂ VElk

1M % toe/an

Video 1. Song for Canakkale
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Albanian folk singer, Salih Bajram Krasniqi
“Canakkale” (Krasniqi, 2009).

Table 3. Song for Canakkale

Albanian Language

English Language

Canakkale

N’Canakkale u nisa uné pej Stambollit

Oh lumja nona ku po m’qon karshi dushma-
nit

Oh pér t’rijt toné aman

N’Canakkale mrena topi bubullon

Oh ku po bjen gjylja vlla, aty ujé gufon

Oh pér t’rijt toné aman

N’Canakkale mrena, n’fusha t’mejdanit
Aty ishin kané mbledhun vlla, trimat e
xhihadit

Oh pér t’rijt toné aman

N’Canakkale mrena,u vrava, u varrova

Tri dité pa m’dalé shpirti vlla, vorrin e
kérkova

Oh pér t’rijt toné medet

N’Canakkale mrena, na u ba terr e zi

Ah t’vramit e t’varruemit, nér cadér tuj
shti

Oh pér t’rijt toné medet

N’Canakkale mrena, nisi me ra shi

Ah n’ate zavallé t’shpirtit vlla, m’mur malli
pér shpi

Oh pér t’rijt toné aman

N’Canakkale mrena, ni bunar mjedis

Oh mos e pini ujté oh vllazén, e kan xeher-
lisé

Oh pér t’rijt toné aman (Ramadani & Daci,
2020).

Dola pej Stambollit, me pa selamet

Ah nanés toné e babés tone, ymri ju k’puté
krejt

Oh pér t’rijt toné aman

N’Canakkale mrena,na mloj tymi i zi

Oh urdhni erdh pej mbretit vlla, hygjym me
singi

Oh pér t’rijt toné aman

N’Canakkale mrena, dola me ni skejé

Oh ballanat po shkojné pérpjeté, xhyphane
tue djege

Oh pér t’rijt toné aman! (Krasniqi, 2009).

Canakkale

| am going to Canakkale from Istanbul

Oh lucky mother, you are taking me in front
of the enemy

Oh for our youth, ah me

The cannon rumbles in Canakkale

Oh where the cannonball falls, there water
bubbles

Oh for our youth, ah me

In Canakkale, in the battlefield

Brother, the heroes of jihad were gathered
there

Oh for our youth, ah me

In Canakkale | was killed, | was injured
Brother, three days before my soul left, |
searched for the grave

Oh for our youth, oh God

In Canakkale, it is getting worse and worse
Oh, the killed and the injured are being put
under umbrellas

Oh for our youth, oh God

In Canakkale, it started raining

Brother, in that difficult situation, | started
missing home

Oh for our youth, ah me

In Canakkale, a well in the middle

Oh brothers, don’t drink the water, it’s
poisonous

Oh for our youth, ah me (Ramadani & Daci,
2020).

| left Istanbul to survive

Oh, the soul of our mother and father torn
apart

Oh for our youth, ah me

Canakkale is covered with black smoke

Oh brother, the king gave the order, attack
with spears

Oh for our youth, ah me

In Canakkale, | went to a corner

Oh airplanes are flying in the sky, burning
everything

Oh for our youth, ah me! (Krasniqi, 2009).
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Photo 3. Photo from the memorial of the martyrs of Canakkale - Albanian soldiers (Kuci, 2022)

Research problem

Our study aims to research and find folk
songs about Canakkale in Albanian history
and literature.

The Battle of Canakkale has the focus in
this research study since it is related to the
Albanians who contributed to this war. The
songs dedicated to this battle have taken
place in Albanian culture.

To conduct this research, the following
research question has been raised:

What are the Albanian teachers’ opinions
about the historical, cultural and musical
effects of folk songs about the Canakkale
battle in Albanian music folklore?

Methods
The research was conducted through
a qualitative research method (Kumar,

2017). Qualitative methods aim at studying
life experiences from work in teaching,
qualitative research work originates in the
descriptive analysis of events related in this
case to the research topic (Avdiu-Kryeziu,
2021).

Participants

For the research sample, teachers of
grades 6-9 of lower secondary schools
from different cities of Kosovo have been
selected, purposeful sampling has been
implemented. Teachers of Albanian language
and literature who are currently pursuing

master’s degree in “Albanian Language and
Literature Teaching” at the University “Kadri
Zeka”, Faculty of Education in Gjilan and
history teachers who are currently doing
master’s degree in “History Teaching” at the
University of Prishtina “Hasan Prishtina”,
Faculty of Education, and two independent
researchers of history at the Institute of
History “Ali Hadri” in Prishtina.

To see how much these songs are included in
Albanian history and literature, the research
was conducted through a semi-structured
interview with 5 teachers (current master’s
students) of Albanian language and
literature, 5 teachers (current master’s
students) of history, 5 teachers of Music, as
well as 2 independent history researchers at
the Institute of History “Ali Hadri” Prishtina.
It total, there are 17 participants in this
research study.

In order to maintain the confidentiality of
the interviewees, we will not present the
interviewed teachers and researchers with
names but we will present them with group
names as follows:

> Teachers of Albanian language and
literature

> Teachers of history

> Teachers of music

> Independentresearchersofthelnstitute
of History
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Table 4. Participants’ Structures

Participant No | Gender Age Program Code
4 Female | 23,25,33,50 Alban1an Language and Literature P1-F
Teaching
1 Male 32 Alban1an Language and Literature P1-M
Teaching
2 Female 23,25 Subject of History P2-F
3 Male 27,41,50 | Subject of History P2-M
4 Female | 22,29,33,35 | Subject of Music P3-F
1 Male 26 Subject of Music P3-M
2 Male 38,40 Inde:pendent researchers of the PA-M
Institute of History
Total: 17 10F/7M 22-50 P1,P2,P3,P4

Research instruments

For data collection, a semi-structured
interview instrument has been created by
the researchers (see appendix no. 1)

The semi-structured interview is practiced
using the same set of topics or questions
for each interview, the questions can be
presented in an appropriate order for each
interview, allowing participants to answer
the questions or discuss the issues in their
own way (Matthews & Ross, 2010).

The semi-structuredinterview was conducted
in written form, the data were continuously
submitted anonymously by all participants in
the research.

The purpose of this research is the historical,
cultural and musical analysis of folk songs
about the battle of Canakkale in the folklore
of Albanian Music. The analysis aims at
highlighting the truths of folk songs about
Canakkale.

The semi-structured interview contains
a total of 15 questions, 10 of which were
conducted with all interviewees, while
5 questions were conducted with music
teachers only.

Semi-structured interviews where
their topics or questions can be presented
in order or in different ways, as may be

appropriate for each interview (Matthews &
Ross, 2010). In our case we have listed the
topics in tables.

Scientific research is valuable when its
results are based on facts and when they
are logically true. The validity of scientific
research has two concepts: internal validity
and external validity (Azemi & Bujari,
2013). Our research has gained validity as
it is interpreted accurately and reliably,
the dimensions of our research can be
generalized to the population in real terms
even beyond the study.

Research reliability is the extent to which
findings and research are consistent even if
the research is repeated. The reliability of
the research can be measured if we do not
change the methods, the research conditions
(Azemi & Bujari , 2013).

Data Analysis

Content analysis was used as a data
analysis method. The interviews were first
transcribed. Then, the smallest meaningful
units of code were created from the answers
given to the interview questions. The
reliability of the analysis was ensured by
comparing the coding of the two researchers
to create the correct codes. Themes were
created by combining the codes. The theory
was constructed inductively. The themes and
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sub-themes found are shown in tables. It has
been reported with direct quotations for the
views on the themes.

Results and Discussions

In conducting the semi-structured interview,
we focused on important issues such as:

» Knowledge of history teachers and
Albanian language and literature teachers
regarding the Battle of Canakkale

> Inclusion of the Battle of Canakkale in
the school curriculum

» Inclusion of the Battle of Canakkale in
Albanian folk songs and literature

In the interview, the interviewed teachers
showed that the books of Albanian literature
and history talk about the Battle of Canakkale
and there are many folk songs dedicated to
this historical event which are still widely
listened by our people.

From discussions with teachers, we have
extracted some knowledge that we have
heard for the first time, for example teachers
stated that due to sensitivity Albanians had
responded to the call to participate in the
battle out of good will to keep the peace
which at that time very little was intended
to maintain world peace.

The main reason why this war still exists in
the memory of Albanians is the historical,
folkloric and literary aspect, and nowadays
songs about Canakkale continue to be
created by composers, singers and for this
fact they are transmitted from generation to
generation and are always kept in people’s
memory. (Ahmeti & Shala, 2020)

The research dedicated to the folk songs
about Historical, cultural and musical
analysis of folk songs about the Canakkale
battle in Albanian Folklore: Albanian
Teachers’ Opinions:

Table 5. The content analysis on teachers’ knowledge about the Battle of Canakkale which took place in 1915 in
Turkey between the Turkish army and the Entente powers

Theme 1. The knowledge of teachers ((P1, P2, P3) about the Battle of Canakkale
which took place in 1915 in Turkey between the Turkish army and the Entente F

powers
The knowledge about the Battle of Canakkale
» The Battle of Canakkale took place in 1915 4
» The Battle of Canakkale is also known as the Battle of Gallipoli 2
» It was one of the bloodiest battles of World War . 10
» The Entente lacked knowledge of the terrain that intended to attack in this 3
battle
It is interpreted to the students that in the cemetery of martyrs in Canakkale
» There are memorial plaques in commemoration of many Albanian martyrs 3
» There are memorial plaques in commemoration of many Turkish and other 2
martyrs
» In 2008 the families of Albanian soldiers who fell in battle received from the 1
Turkish state appreciation award certificates
» In this battle the fate of modern Turkey was determined 8
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Some quotations on the knowledge of teachers about the Battle of Canakkale are as
follows:

“I know that the Battle of Canakkale also known as the Battle of Gallipoli took place in
1915. It was one of the bloodiest battles of the First World War” (P1-F-23). “I know that the
Entente lacked knowledge of the terrain that intended to attack in this battle and this was
the strongest point of the Turkish army which caused great losses to Entente” (P2-M-41).
“During the teaching process, | explain to my students that in the cemetery of martyrs in
Canakkale, there are memorial plaques in commemoration of many Albanian, Turkish and
other martyrs” (P3-F-29). “This battle determined the fate of modern Turkey, in 2008 the
families of Albanian soldiers who fell in battle received from the Turkish state appreciation
award certificates” (P3-F-35).

Table 6. The content analysis on the inclusion of the songs about Canakkale in literary works

Theme 2. Songs dedicated to the Battle of Canakkale in literary works
Various literature

>
» They are adapted in Albanian
» In folktales

» Folk literature

N|IMAN|W|lW]|—H

Some quotations on the songs about Canakkale in literary works are as follows:

“I came across various literature in which the songs dedicated to the Battle of Canakkale
are mentioned” (P1-F-33). “There are songs about Canakkale in literary works. They are
originally in Turkish and then adapted in Albanian as they are dedicated to the Albanians
who fell in this battle” (P2-M-27). “While reading to prepare for my lessons | came across
songs dedicated to Canakkale such as in folktales as well as in folk literature” (P1-M-32).

Table 7. The content analysis on the topics and professionalism of the songs about Canakkale

Theme 3. The topics and professionalism of the songs about Canakkale | f
Topics:

» Bravery 5

» Heroism

> Freedom

Professionalism

» They are well sung

» They have comprehensible content

» They have a good and heroic topic

wliNhN|IN]|O

» They describe the event correctly

Some quotations on the topics and professionalism of the songs about Canakkale are as
follows:

“The songs about Canakkale are mainly related to bravery, heroism, freedom, resistance
to freedom, etc” P2-M-50). “I think that the songs about Canakkale are well sung, they
have comprehensible content, they have a good and heroic theme, they describe the event
correctly, etc” (P1-F-25). “The Battle of Canakkale is an important historical event and
well presented in folk songs, but more should be written in historical textbooks because
Albanian historiography lacks writings about this battle” (P4-M-38).

297



Historical, cultural and musical analysis of folk songs about the Canakkale battle in Albanian...

Table 8. The content analysis on the reasons that a considerable number of Albanians took part in this battle

Theme 4. A considerable number of Albanians who took part in this battle f
The reasons that the Albanians took part in this battle
» The spiritual connection they had with Turkey 2
> Military service 10

Their participation in the battle was influenced by
» Culture
» The official language they had learned during the Ottoman rule
» Religion
» The migration of the Albanian people to Turkey

[o< 2 BN (S @)}

Some quotations on the reasons that a considerable number of Albanians took part in
this battle are as follows:

“I think that the main reason for the participation of Albanians in this war is the spiritual
connection they had with Turkey as well as the military service as when this war broke
out, the Albanians were in the Turkish army performing this service” (P1-F-50). “The
participation of Albanians in this battle was influenced by: culture, official language they
had learned during the Ottoman rule, religion” (P2-M-27). “I believe that the migration of
the Albanian people to Turkey influenced their participation in this battle” (P3-M-26).

Table 9. The content analysis on the inclusion of the Battle of Canakkale in the school curriculum (Grades VI-IX)

Theme 5. The inclusion of the Battle of Canakkale in the school curriculum ¢
(Grades VI-IX)
The Battle of Canakkale in the school curriculum
» Adaptation of teaching units in specific areas in elective courses 6
» Extra-curricular teaching units 8
» There is no specific teaching unit about Canakkale 9
Days of the Turkish Community in Kosovo
» Days dedicated to this battle 2
» Discuss with students the role and importance of battle 1
» Extra classes are held 2

Some quotations on the inclusion of the Battle of Canakkale in the school curriculum
(Grades VI-IX) are as follows:

“I think that the Pre-University Education Curriculum in the Republic of Kosovo gives space
to teachers to adapt teaching units in specific areas in elective courses for extra-curricular
teaching units. However, anything related to the Battle of Canakkale specifically has
not been encountered in the textbooks of the history subject and Albanian language and
literature subject” (P2-M-50). “In the days dedicated to this battle we hold extra classes
and talk to students about the role and importance of the battle and the participation of
Albanians in this battle” (P2-M-41).
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Table 10. The content analysis on the Canakkale folk songs analysis in the historical / literary aspect

Theme 6. The analysis of the Canakkale folk songs in the historical / literary ¢
aspect
The analysis of the Canakkale folk songs in the historical aspect
» The song of Canakkale has given special values to the Albanian history 3
» Awareness of the younger generations
» The interconnection of national history and folklore 4
The analysis of the Canakkale folk songs in the literary aspect
» Musical folklore in the writings of literature 7
» The connection between folk songs and literature 2

Some quotations on the analysis of the Canakkale folk songs in the historical / literary
aspect are as follows:

“In the historical aspect, | think that the song of Canakkale has given special values to
the Albanian history, talking about the bravery and heroism shown in the war” (P1-F-25).
“This event influenced the awareness of the younger generations about the past history
of the Albanian and Turkish people” (P2-M-27). “The interconnection of national history
and folklore can be noticed in these songs” (P4-M-38). “I can say more about the literary
side, the influences of musical folklore were evident in the writings of literature in which
various forms of interrelationship between folk songs and literature are noticed. These
connections have often been expressed in the form of singing as folk songs in literary
writings” (P1-F-33).

Table 11. The content analysis on the historical / literary significance of Canakkale folk songs

Theme. 7. The historical / literary significance of Canakkale folk songs f
The historical significance of Canakkale folk songs

> Patriotic values 3

> War motives
» Pride event 8

The literary significance of Canakkale folk songs
» Common cultural environments

» Cooperation

» Literary stories

Some quotations on the historical / literary significance of Canakkale folk songs are as
follows:

“Regarding the historical / literary importance of folk songs about Canakkale, the songs
dedicated to this battle cultivated patriotic values in people, created common Albanian-
Turkish cultural environments, created a special interest for the folk music between these
two people” (P2-F-25). “l can say that Inside these songs there is a wide thematic plane
starting from war motives, through which the music and songs about Canakkale responded
directly to the popular ideas for cooperation between our nations historically to the present
day” (P3-F-22).
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Table 12. The content analysis on the usage of Canakkale folk songs in the lessons of history and literature

Theme 8. The usage of Canakkale folk songs in the lessons of history and

literature f

The usage of Canakkale folk songs in the lessons of history

» Deficiency in textbooks

» Folk songs are used very rarely

The usage of Canakkale folk songs in the lessons of literature
» They are included in educational planning 5

» They are part of folklore 4
» They occupy a special place 2

Some quotations on the usage of Canakkale folk songs in the lessons of history and
literature are as follows:

“In the subject of history, there is a lack of teaching units about folk songs, and folk songs
are used very rarely” (P2-M-41). “In the subject of literature, the songs about Canakkale
are included in educational planning, they are part of folklore and occupy a special place”
(P1-M-32).

Table 13. The content analysis on the learning of Canakkale folk song in terms of national folklore

Theme 9. The learning of Canakkale folk song in terms of national folklore f

Suggestions on learning the Canakkale folk song
» Canakkale folk song should be included in textbooks 5
» It should be taught in the subject of music

The Canakkale folk song in terms of national folklore

» It reminds us of the bravery of people 5
» The displacement of many Albanians in Turkey 2
» The contribution of the Albanians in this battle 3

Some quotations on the learning of Canakkale folk song in terms of national folklore are
as follows:

“I think that the song about Canakkale should be included in the textbooks of literature,
history, and a special importance to this historical event should be given especially in the
subject of music” (P3-F-33). “The Canakkale folk song reminds us of the bravery of our
people in this war and the contribution that the Albanian people had given to the Ottoman
army and to the formation of the present-day state of Turkey” (P2-M-27). “This event is
related to the displacement of many Albanians in Turkey as a result of the occupation and
abandonment of most of our lands under the occupation of neighboring Slavic states (P2-
F-23).
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Table 14. The content analysis of the views on the learning of songs about the battle of Canakkale in terms of
history, literature and music

Theme 10. The views on the learning of songs about the battle of Canakkale in ¢
terms of history, literature and music

The views on the learning of songs about the battle of Canakkale in terms of history
» A long history 4
» It was passed down from generation to generation 2

The views on the learning of songs about the battle of Canakkale in terms of
literature

» It is widely spread in Albanian folklore 4
» The composition of songs about Canakkale was passed on from one 2
generation to another

The views on the learning of songs about the battle of Canakkale in terms of music
» Itis also heard and sung with a great pleasure 5

» Promote intercultural mobilization between people
» Have the same pace of development 2

Some quotations on the learning of songs about the battle of Canakkale in terms of
history, literature and music are as follows:

“The song of Canakkale has a long history and was passed down from generation to
generation” (P2-M-50). “The Canakkale song is widely spread in Albanian folklore. The
composition of songs about Canakkale was passed on from one generation to another” (P1-
F-25). “The song of Canakkale is heard and sung every time with a great pleasure. Musical
creativity for Canakkale promotes intercultural mobilization between people” (P3-M-26).
“Reasons on the values of these songs to be learned are indisputable through the longevity
they have in our people and in the daily musical developments of the country, reaching to
our days with the same pace of development, learning and listening as in the past” (P4-M-
40).

Community teachers have the right, in The semi-structured interview questions
cooperation with the government, to design which were conducted only with the music
school modules related to their culture, teachers with the code P3 and analyzed in
history and traditions (OSBE, 2018). terms of music can be found below.

Table 15. The content analysis on the basic elements in the musical analysis of Canakkale folk songs

Theme 11. The basic elements in the musical analysis of Canakkale folk songs f

Musical analysis of Canakkale folk songs
» The fate of the Albanian people is described
» The most powerful folklore creations

» Itis sung and heard in many versions

301



Historical, cultural and musical analysis of folk songs about the Canakkale battle in Albanian...

Some quotations on the basic elements in the musical analysis of Canakkale folk songs
are as follows:

“The Albanian songs about Canakkale describe the fate of the Albanian people left at the
mercy of the Slavic, French, English armies that made efforts to eradicate the existence of
Turkey” (P3-F-22). “The song of Canakkale is one of the most powerful folklore creations of
the Albanian people which is sung and heard in many versions wherever there are Albanians”
(P3-F-35).

Table 16. The content analysis on the place that the Canakkale folk song holds in music education

Theme 12. The place that the Canakkale folk song holds in music education
» Very important

» Folk song

» Raises emotions

WIN|IDN|W|—

» The historical ties between the Albanian and Turkish people

Canakkale in music education

» Conveys messages

A song about suffering
Pride
Poetic text

VIVI|IV|V
glw|N|N|w

Emotions for the historical past
» A good melody song 3

Some quotations on the place that the Canakkale folk song holds in music education are
as follows:

“The place that Canakkale’s song holds in music education is very important in the context
of folk song which raises emotions, experiences, suffering, pride and conveys messages to
the younger generations about the historical ties between the Albanian and Turkish people,
through poetic text and musical melody. From this song listeners not only enjoy the folk
sounds, but create emotions for the historical past” (P3-F-29).

Table 17. The content analysis on the instruments that are used in the interpretation of Canakkale folk songs

Theme 13. The musical instruments that are used in the interpretation of
Canakkale folk songs

» Sharkia
Ciftelia
Lahuta
Violin

—h

Piano

Clarinet

Kavalli

VIVI|IVIVIV]|V|V
wWlw|lh|N|lw|N|O N

Drum
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Some quotations on the instruments that are used in the interpretation of Canakkale
folk songs:

“In the folk songs dedicated to Canakkale, as instruments for the creation of musical sounds
are used: sharkia (long-necked stringed instrument with 5-12 strings in three courses and
12-22 frets), ciftelia (two-stringed mandolin with a long neck), lahuta (a bowed single-
string musical instrument with an egg-shaped body and a long neck), violin, piano, clarinet,
kavalli (fife, shepherd’s pipe), drum, etc.” (P3-M-26).

Table 18. The content analysis on the musical analysis of Canakkale folk songs in Albanian folk music

Theme 14. Musical analysis of Canakkale folk songs in Albanian folk music f
Musical analysis of Canakkale folk songs
» It is not commercial music 4
» Historical character 3
» National character 4
» Sounds 5
» Rhythms 4
» Mimics 3
» Voices 2
» Sufferings 4
» Glory 5
» Adistinctive feature of the Albanian folk music 2
Folk music
» ltis heard in all regions 4
» Spiritual connection 4
» Albanian soldiers 3
» Triumphantly straight war 2
» Areal historical event 5
Historical event
» The resistance against the Entente 5
> Revolts 2
» The past of the people 4
» Great losses 2
» The willingness of people 3
» Help others 2

Some quotations on the musical analysis of Canakkale folk songs in Albanian folk music
are as follows:

“Albanian folklore in general is not commercial music but still it is heard in all regions due
to the spiritual connection that the song has with the historical and national character,
e.g. the song about Canakkale is heard in all Albanian territories, because it contains the
sounds, rhythms, mimics, voices related to the sufferings and glories of a large number
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of Albanian and Turkish soldiers who, although they saw their death with their eyes, still
triumphantly went straight war” (P3-F-33). “The connection of the songs about Canakkale
with the real historical event has been and remains a distinctive feature of the Albanian
folk music. Very powerful elements are found in it with regard to the resistance against
the Entente, the revolts, the sufferings, the sacrifices that the people and the army went
through at that time. The melody of these songs makes one feel sad because they describe
the painful event with great losses. The song, in addition to its historical character, contains
many educational elements for the new generations, it shows the willingness of people to
defend their country and to help others” (P3-F-35).

Table 19. The content analysis on the way of teaching these folk songs

Theme 15. The way of teaching these folk songs | f

Folk songs

» Interpreting the song

Listen to the song

Analyze the event

Instruments used
Quiet

Fast

Slow

Feelings while listening

Feelings while singing

Sing together

Listen to the song via CD player
Youtube

Qr-code

VIVIVI|IV|IVI|IVIVIVIV|V|V]|V

=l |IN|U|AR|WIWIANIN|IA|lW|lwW WL

Teaching and learning

» Talking about instruments

Talk about the event

WAL

>
» Type of music
> Search on the internet

Sing

Y

In groups

In pairs
Individually
Listen and sing
Analyze

VIVIV]|V
||| N
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Some quotations on the the way of teaching these folk songs are as follows:

“Learning a folk song has its own specifics: first we talk about the historical event that is
inside the song, knowing that for the Albanian people folk songs in general have been heard
over the centuries, then we listen to the song e.g., the song about Canakkale, students are
asked to make a brief analysis of the event, the instruments used in this song, the type of
music, if it is funny, quiet, fast, slow, etc.” (P3-F-22). “Often while teaching these songs,
we ask students to write how they felt while listening to these songs. We listen to the
song via CD player, Youtube, Qr-code, tablets, etc., through smart board and software we
process musical notes; we sing together several times, then in pairs or individually. At the
end of the lesson, we talk about the instruments that serve for the construction of folk
songs, using a musical instrument during the lesson as well. Students are encouraged to
research online about the song learned and the events described in the song” (P3-F-29).

(M Isio0) sleens? - irlesd mizA

(h)s2uea

N i ||

Video 2. Song dedicated to the Battle of Canakkale

Conclusions The musical interpretation of the songs

The Battle of Canakkale was both painful 2about Canakkale has passed on between

and proud because Turkey took its path of generations the culture, tradition, glory, it
revival there. has intertwined the past and the present,

the modern with the classical, bringing
According to many authors and scholars’ us many versions of the folk song about
opinions about Canakkale, songs are echoed Canakkale as well as singing and teaching it
in all Albanian territories about the brave across generations as said by music teachers
soldiers who were martyred. during the interview.

The memories of those who fought side by The Battle of Canakkale is not included as a
side with the Turkish soldiers in this war are separate teaching unit in school curricula but
full of emotions, courage, pride, glory, etc. in the subject of history when talking about
(Tarcin, 2016). the First World War, the Battle of Canakkale

) is very likely to be mentioned.
The war took place between the two alliances

Entente and Turkey supported by its allies The Turkish community in Kosovo which is
Germany and Austria, Albanians were on the included in the regular education system
side of Turkey in this war because during this during the special days dedicated to the
period the Albanian lands in the Balkans were  Turkish community speaks and holds activities
under Austro-Hungarian, Bulgarian, French in memory and respect for the fallen martyrs
and ltalian occupation and administration. in Canakkale.

In Albanian lands, there are many different Limitations of the study
songs dedicated to the Albanian soldiers who

A For this study we are mainly limited to the
fell in the Battle of Canakkale.

historiographical literature and Albanian

305



Historical, cultural and musical analysis of folk songs about the Canakkale battle in Albanian...

literature, but we have also oriented our
research to the practical side of the research
through a semi-structured interview. If we
had used other research instruments, the
results might have been different from the
ones we presented.
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Appendix
Semi-structured interview

The following questions were answered by the teachers of history, teachers of Albanian
language and literature, teachers of music and independent researchers of the Institute
of History

1. Do you have knowledge about the Battle of Canakkale which took place in 1915 in
Turkey between the Turkish army and the Entente powers? (Describe the knowledge you
have)

2. While reading literary works, did you come across any song dedicated to the Battle of
Canakkale? (Describe how you understood those texts)

3. The Albanian people through folklore have composed songs in honor of those who fell
in this battle. Have you heard songs dedicated to Canakkale, write about their theme?

4. How did it happen that a considerable number of Albanians took part in this battle?
5. Is the Battle of Canakkale included in the school curriculum (Grades VI-1X)?

6. What is taken into account in the analysis of Canakkale folk songs in the historical /
literary aspect? What did you find in this analysis?

7. What is the historical / literary significance of Canakkale folk songs?
8. What is the use of Canakkale folk songs in history and literature lessons?

9. What are your suggestions for learning the Canakkale folk song in terms of national
folklore?

10. What are your views on the history, literature and learning of folk songs about the
Battle of Canakkale?

The following questions were answered by the teachers of music only.
11. What are the basic elements in the musical analysis of Canakkale folk songs?
12. What place does the Canakkale folk song hold in music education?

13. What musical instruments are used in the interpretation of Canakkale folk songs? How
are folk songs sung?

14. What do you know about the musical analysis of Canakkale folk songs in Albanian folk
music?

15. How do you teach these folk songs?
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Oz

Turk msikisi tarihinde Tanbdr icrasiyla énemli bir yer edinen Cemil Bey, tanblrun yaminda klasik
kemence, yayli tanblr, viyolonsel ve lavta gibi enstriimanlarda da icraciigiyla ekol olmus bir isimdir.
Turk msikisinin saz masikisi basligi altinda yer alan formlarda besteledigi eserler ve icralariyla gelecek
kusaklara ilham kaynagi olmustur. Cemil Bey’in tanblirdan sonra ustalik derecesinde icra ettigi diger saz
klasik kemencedir. Cemil Bey, bilhassa Kemenceci Vasilaki’den etkilenerek bu sazin icrasina baslamistir.
Tanbdrunda yaptig1 bol carpmali, bol mizrapli seri nagmeleri kemencede de tatbik etmstir. Sazi etkili
kullanas1 sebebi ile kisa siirede kemence icrasinda da sohret oldugundan Tiirk miiziginde kemence ile
ilgili en eski ses kayitlari Cemil Bey’e aittir. Viyolonseli de musikimizde ilk kez kullanan Cemil Bey,
viyolonseldeki icralariyla da ilgi toplayarak sazin Tirk miizigi icra topluluklarin da yer almasina biyuk
katkida bulunmustur. Guntimiizde viyolonsel Turk miizigi icra heyetlerinde bas dolgunlugunu saglamak
amaciyla yaygin olarak kullanilmaktadir. Kemencede oldugu gibi Viyolonselde de en eski ses kayitlan
Cemil Bey’e aittir. Cemil Bey, icralarinda Tirk miizigi Uslibunda ve genel nazariyesinde kalmaya dikkat
etmis, kullandigi sazlarin icra tslGbunun olusmasinda belirleyici olmus, ayn1 zamanda kendine mahsus
tavr ile saz icrasinin ekollerinden olmustur. Turk misikisinde icra tahlilleri 6zgiin tavirlarin giinimiiz
icra ortam ve kaynaklarina aktarmak maksadiyla pek cok arastirmaya konu olmustur. Cemil Bey gibi Usta
icracilarin (Nevres Bey, Mes’ud Cemil Bey, Nubar Tekyay...) ses kayitlarinin tahlil edilmesiyle misikimizin
makam yapisi ve zenginligi daha derin idrak edilebilmektedir. Bu calismada Cemil Bey’in Bestenigar
makamindaki kemence ve viyolonsel taksimleri dikte edilerek teknik Gzellikler ve yorum acisindan
mukayese yapilmistir. Bestenigar kemence ve viyolonsel taksimlerindeki yorum-siisleme teknikleri, yay
teknigi, kullanmis oldugu pozisyonlar, makam ve seyir anlayisi tahlil edilmistir. Boylelikle Cemil Bey’in

iki icras1 arasindaki benzerlik ve farkliliklar tahlillerle somutlastirilmaya calisilmistir.

Anahtar Kelimeler

bestenigdr makami, Cemil Bey, kemence, mukdyese, seyir, taksim, Tiirk miizigi,

viyolonsel
Giris
Cemil Bey (1871 - 1916) Turk
Misikisi’nde bircok saz1 ustaca icra

etmesi yaninda, bestecilik ve nazariyat
alanindaki calismalart ile  Masikimize
onemli  hizmetlerde  bulunmus ekol
isimlerimizdendir. incelememizde Cemil
Bey’in Tirk MuUsikisi calgi topluluklarina
kazandirdig1 viyolonselde ve tanbirdan
sonra ustalik seviyesinde icra ettigi bir
diger yayli calgi olan kemencede yapmis
oldugu Bestenigar taksimlerinin tahlili ve
mukayesesi yapilmistir.

Cemil Bey’in Hayat1 ve icraci Kisiligi
1873 yilinda Istanbul’un Molla Giirani
semtinde diunyaya gelen Cemil Bey, Silistre

Valisi Mehmet Pasa’nin Ozenle yetistirdigi
evlatligi ve Sadrazam Hisrev Pasa’nin
olimiine dek kahyas1 olan Mustafa Resit
Efendi’nin torunu ve Teyfik Bey’in ogludur.
(Cemil, 2016: 57). Miizige kiiclk yaslarindan
itibaren ilgi duyan Cemil Bey’in calgilarla
olan ilk miinasebeti, agabeyi Ahmet Bey’in
ona hediye ettigi Tanblr ile baslamistir. O
vakitler agabeyi Ahmet Bey’den Misikinin
ilk teknik esaslarini, makam vyollarin,
usulleri ve hattad nota okumak gibi genel
bilgileri 6grenmistir. Sonra ki yillarda
amcasi Refik Bey Cemil Bey’i yanina almis,
masiki egitimine burada daha kapsamli bir
sekilde devam etmistir (Cetik ve Goniil,
2020: 348).
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Cemil Bey agabeyi Ahmet Bey’in hediye ettigi
tanblrla epey bir vakit gecirmis ve heniiz
17 yasindayken bu sazda karsilasilan teknik
zorluklarin Ustesinden gelerek o donemde
sanat camiasinda ismini duyurmustur. Mlsiki
cevresinde ismi giinden giine taninir olan
Cemil Bey, donemin meshur tanbdrilerinden
olan Tanbdri Ali Efendi ile tamsma firsati
bulmus ve onun takdir ettigi bir sazende
olmustur. Tanblri Ali Efendi’den genel
masiki egitimi bakimindan genis olciide
faydalanan cemil bey, birlikte bircok misiki
meclisinde yer almis ve beraber icralarda
bulunmuslardir.  Cemil Bey’in tanbdrdaki
cok mizrapli icrast donemin miizisyenleri
tarafindan elestirilirken, icrasinda bol
mizrap, bol carpma, seri nagmeler ve
tanblrun orta tellerinide kullanmasi yeni
bir icra tsldbunun ortaya cikmasina zemin
hazirlamistir (Eruzun: 1997: 9).

Resim 1. Tanbiri Cemil Bey (Akdagoglu, 2020: 213)

Cemil Bey 30 yasina geldiginde annesi Zihn-i
Yar Hamm’in Adile Sultan Sarayr’ndan
arkadast olan Cerkes Eflaknur Hanim’in
kizi Serife Saide Hamim ile evlenmistir. Bu
evlilikten aym zamanda “Tanblri Cemil’in
Hayat1” isimli kitabin yazar1 olan meshur
mizisyen ve koro sefi oglu Mes’ud Cemil Bey
dinyaya gelmistir. Yine bu donemde Tirk
masikisi nazariyatina kazandirdig1 “Rehber-i
Musiki” adl1 80 sayfalik makamlar tizerindeki
kendi goruslerini iceren nazariyat kitab1
yayimlanmistir (Tanrkorur, 2004: 223).

Cemil Bey, 20’li yaslara geldiginde tanblr

ile birlikte kemence, viyolonsel, lavta gibi
sazlarda da icra kabiliyetini ortaya koymus
ve misiki camiasina kendini kabul ettirmistir.
Mezki{r sazlardaki icralariyla dikkatleri
uzerine ceken Cemil Bey nesredilen kayitlan
ile Tlrk miziginin kay1t icra tarihinde mihenk

tas1 olusturmustur.

Resim 2. Mevlana Muzesindeki Cemil Bey’in Tanblru
(Oztufekgei, 2021: 26)

Cemil Bey’in Kemence ve Viyolonsel
Icracihg
Cemil Bey’in tanblrdan sonra ustalik

derecesinde icra ettigi diger saz kemencedir.
Bilhassa Kemenceci Vasilaki’den etkilenerek
bu sazin icrasina baslayan Cemil Bey tanbiirda
yaptigi bol carpmali, bol mizrapli seri
nagmeleri bu sazda da yapmistir. Dolayisiyla
tanblr icrasinin  etkileri kemenceye de
yansimistir. Cok gecmeden misiki camiasina
kemence ile de ismini kabul ettiren Cemil
Bey sonraki zamanlarda icrasindan cok
etkilendigi Vasilaki’nin de 6vgusini kazanmis
ve onunla bircok misiki ortaminda birlikte
icrada bulunmustur.

Cemil Bey’den oOncesine bakildiginda
kemencenin nasil icra edildigine dair yeterli
kayit bulunmamaktadir. Tetkik edilen

kaynaklar dogrultusunda kemencenin daha
once hangi mizik tirlerinde kullanildig,
yapisinin nasil oldugu ve teknik imkanlarinin
ne oldugu konularinda veri eksikligi
oldugu goriilmistiir. Giinimizde bile hala
kemencenin hangi cografi bolgelere ait bir
saz oldugu kesin olarak tespit edilememistir
(Eruzun, 1997: 4).
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Cemil Bey oncesinde kemencenin Enderun-i
Tahir Aga, Ruhsar Kalfa, Andelib Kalfa,
Nikolaki ve Vasilaki tarafindan icra edildigi
kaynaklarda gecmektedir. Ancak adi gecen
icracilanin  kemence icralan konusunda
herhangi bir kaynaga ulasilamamistir. Cemil
Bey doneminde kemence ilk olarak halk
miziginde ve klasik misikide kullamlmistir
(Eruzun, 1997: 4-6).

Cemil Bey, Tirk Misikisinde tas plaklarin
kullanildigi donemde yasamistir. Bundan
dolayr gunumuze kadar bircok tas plak
kaydi ulasmistir. Cemil Bey’den oOncesine
bakildiginda bu sazi icra edenlere ait
herhangi  bir kayit  bulunmadigindan,
ayricalikli olarak Cemil Bey’in incelenmesi
mecburiyeti dogmustur. Cemil Bey’in tanbur
disinda kemence, viyolonsel, lavta gibi
sazlardaki ustaligi ve bunun yaninda her
sazin icra tavrnim birbirleriyle birlestirerek
icralarina yansitmasi kendi doneminde ve
glinimiizde Turk mdsikisine bliyiik faydalar
saglamistir (Eruzun, 1997: 2).

Resim 3. Cemil Bey’in Kayitlarda Kullandig1 ve Andelib
Adin Verdigi Kemencesi (Cemil, 2016: 107)

Tirk mizigine Musika-i Himay(n ile giren,
bat1 kaynakli bir saz olan viyolonseli de Turk
miizigi icra heyetlerinde ilk kez Cemil Bey
kullanmistir. Bas sesli bir calgi olan viyolonsel
ile yaptigiicralar dikkat cekmis ve bu calginin
Tiirk miiziginde kolay yer edinmesinde bilyiik
rol oynamistir. Cemil Bey viyolonseli daha
cok lavta duzeninde ve hemen hemen bir
tam sese yakin diisiik akortta icra etmistir
(Oztiirk ve Besiroglu, 2009: 38).

Yapilan arastirmalar sonucunda Cemil
Bey’den once viyolonselin Niyazi Efendi
ve Cemil Arif Bey tarafindan icra edildigi
kaynaklarda  gecmektedir.  Ancak bu
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icracilann viyolonsel icrasina dair kayitlan
konusunda herhangi kaynaga ulasilamamistir
(Oztiirk ve Besiroglu, 2009: 35).

Giiniimiizde viyolonsel, Tirk miizigi icra
heyetlerinde yaygin olarak kullanilmaktadir.
Bu durumun olusmasinda en buyuk katkiyi
saglayan slphesiz Cemil Bey’dir (Aksoy,
2000: 11). Viyolonsel ile Tiirk miizigine iliskin
ilk ses kayitlart Cemil Bey tarafindan icra
edilmistir. Cemil Bey’in bu kayitlarda sadece
taksim icra ettigi tespit edilmistir. Viyolonsel
ile yaptigr taksimlerin 8 tanesi Orfeon Plak
Sirketi tarafindan kaydedilmis fakat 5 tanesi
glinumuze kadar gelebilmistir.

7%

Resim 4. Tanbdri Cemil Bey (Cetik, 2021: 157)

Cemil Bey’in Bestenigar makamindaki
kemence ve viyolonsel taksimleri dikte edilip
mukayesesinin yapildig1 bu calismada, Cemil
Bey’in iki saz icrasi arasindaki benzerlik
ve farkliliklar tahlillerle somutlastinlmaya
calisilmistir.

Usta sazendeler araciligiyla yapilan sanat
ve teknik seviyesi oldukca Uust seviyede
olan taksimler, doneminin ve ardindan
gelen kusaklarin saz icraciigi konusunda
ilerlemesinde oldukca mihim bir vyer
tutmaktadir. Bu durumda Cemil Bey
tarafindan icra edilen tim kemence ve
viyolonsel kayitlarinin notasinin  yazilip
teknik ve nazari bakimdan tahlil edilmesinin,
Tirk miiziginde bilhassa bu calgilar
ile ilgilenenlerin hem calg1 icralarinin
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gelismesine hem de Tirk miizigi teorisi
alanina katki saglayacag disiiniilmektedir.

Problem Durumu

> Cemil Bey’in Bestenigar makamindaki
kemence ve viyolonsel taksimleri nasildir?

Alt Problemler

Cemil Bey’in Bestenigar makamindaki
Kemence ve viyolonsel taksimlerinin;

» Tiurk musikisi nazariyat kaynaklarinda
makam tarifi nasildir?

» Yorum oOzellikleri nelerdir?
> Pozisyon teknigi ozellikleri nelerdir?
> Yay teknigi ozellikleri nelerdir?

> Makam ve seyir anlayisi nasildir?

Yontem
Bu arastirma nitel bir calisma olup,
dokiiman analizi teknigi kullamlmistir.

Dokiman analizinde, var olan kayit ve
belgeler incelenerek veri elde edilmektedir.
Dokiman analizi, belli bir hedefe yonelmis
olarak kaynaklar bulma, okuma, not alma
ve degerlendirme islemlerini icermektedir.
Baska bir deyisle dokiman analizi, basili
ve elektronik ogelerin analiz edilmesi ve
degerlendirilmesi  siirecinde gerceklesen
bir dizi islemdir (Yildinm ve Simsek, 2013).
Buna ilaveten bu siirec, resmi ya da ozel
kayitlarin toplanmasi, dizenli olarak tahlil
edilmesi ve yorumlanmasidir. Burada Cemil
Bey’in Bestenigar makamindaki kemence
ve viyolonsel taksimlerinde sisleme
tekniklerinin kullanimi, pozisyon kullanimi,
yay teknigi ve motif ve ciimle yapilarim
anlayabilme acisindan tahliller yapilmistir. Bu
tahliller icerik analizi teknigi ile yapilmistir
(Sak, Sahin Sak, Oneren Sendil ve Nas, 2021:
230).

Dokiimanlar

Arastirmamizda iki taksimin de siirelerinin
ayni olmasi ve birbirlerini nasil etkilediklerini
daha iyi anlayabilmesi sebebiyle Cemil
Bey’in, tahlil ve mukayesesi yapilmak

lizere Mans(r akortta icra ettigi 3.50 dakika
uzunlugundaki Bestenigar kemence taksimi
ile Bolahenk akortta icra ettigi 3.51 dakika
uzunlugundaki Bestenigar viyolonsel taksimi
ornek alinmistir.

Analiz ve Karsilastirma

Turk Masikisi’nde; donem ozellikleri, tir,
form ve bicim ozellikleri, bestecilik (isllb)
ozellikleri, icra ozellikleri, tavir 6zellikleri,
ustl - giifte iliskileri, ritmik unsurlar agisindan
ozellikleri, ezgi atiflart ve misiki tasviri
acisindan oOzellikleri olmak lizere bir eserin
veya icranin pek cok yonden analizi yapilabilir
(Kacar, Yahya, 2020: 3). Arastirmamizda
Cemil Bey’ e ait Bestenigar makamindaki
kemence ve viyolonsel taksimleri “Windows
Media  Player” programi  kullanilarak
dikte edilmis, daha sonra dikteler “Finale
2014” programi ile bilgisayar ortamina
aktanlmistir. Bilgisayarda yazilan her bir
dizek icin, dizek baslarinda sol anahtan
Uzerine numaralar verilerek numaralandirma
yapilmistir. Arastirmanin analiz orneklemi
Cemil Bey’in kemence ve viyolonselde icra
ettigi Bestenigar taksimleridir. Bununla
birlikte karsilastirmalar, makam unsurlar ve
perde anlayisi, Uslip ve tavir ozellikleri ve
teknik ozellikler acilarindan dokiiman analizi
teknigi ile dikte edilen taksimler incelenerek
yapilmistir.

Bulgular
Birinci Alt Probleme Ait Bulgular

Abdiilbaki Nasir Dede Bestenigar makamin
soyle tarif eder; “Bestenigar, Cargah icra
edip, Irak karar verir. Bu bilesim sonrakilerin
(Muteahhirin) bulusudur” (Akt. Baser, 2013:
179).

Tanburi Cemil Bey Rehber-i Mlsiki kitabinda
Bestenigar makamindan soyle bahseder;
Bestenigar Makam, altinci aralikta re bemol
ile merkezi olan fa diyez nim seslerini
muhtevi (bulunur) ise de miyanlarinda tabii
oldugundan, donanima yalmiz re bemol isareti
konularak, fa diyez nota oziinde gosterilir.
Bestenigar makaminin edas1 geregince,
bazen re bemol biraz daha tizleserek, Uzzal
denilen komaya donmiis olur. Uzzal, Hicaz
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ile Neva arasinda ve bu ikincisine daha yakin
bir konumdadir. Bestenigar’in zemini; Segah,
Cargahtan baslar ve Gerdaniye ile karargahi
arasindaki perdelere icra olunur. Miyani;
bazen tabii bazen bemollii Neva ile Muhayyer-
Diigah oktavinda, karari dahi Hiiseyni-Yegah
arasindadir (Akt. Cevher, 1992: 36).

Yakup Fikret Kutlug ise Bestenigar makaminm
soyle tarif ediyor; Irak lizerindeki Segah
dortlisiine tize dogru Saba makaminin
eklenmesiyle olusmustur. Makam,
cogunlukla giiclii perdesi olan cargah perdesi
ekseninde baslar. Karar perdesi gosterilse
bile sonrasinda cargah perdesine gecilmek
suretiyle makama girisler yapilir. inici-cikici
bir seyir gosterir. Saba makaminin da giicli
perdesi olan cargah perdesi cevresindeki
seslerde dolasir. Bu perde uzerinde sik sik
kalislar yapar. Ayrica Gerdaniye perdesi
lizerinde de bolca kalislar yapar (Kutlug,
2000: 276).
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tzerindeki Saba makami dizisi ile
Irak  perdesindeki  Segah  dortlistiniin
birlesmesinden = meydana  gelmektedir”

(Kacar Yahya, 2012: 131).

Bestenigar makami; “yerinde Saba yapip
Irakta Segah’li karar verir” (Gonil, 2017:
224).

Bestenigar makami; “saba perde diizeninde
Saba’li Cargah yapmaya baslayip Irak karar
veren terkiptir. Irak karar verirken segah
perdesinin ussak perdesine donismemesi
baska bir deyisle pest icra edilmemesi
gerekmektedir. Baska onemli bir husus
da saba perdesinin Bestenigar terkibi
eserlerinde zaman zaman saba perdesinden
biraz daha dikce basilabilmesi durumudur
ki adeta kendi perdesini yaratircasina icra
edilebilir. Bu perdenin icrasi sirasinda neva
perdesine gelecek kadar diklestirilmemesine
de dikkat edilmelidir” (irden, 2021: 68).

Bestenigar makami;  “Digah  perdesi
Temel Dizi Genigleme Alani

o | ¥ # P i &w'- =
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Yeden Karar perdesi Guclu Tiz Karar

Sekil 1. Bestenigar Makami Tesekkilu

Alaninda ekol olmus isimler tarafindan tarihe
adeta miras olarak birakilan sanat ve teknik
duzeyi yuksek taksimler, kendi doneminin
ve ardindan gelen nesillerin saz icraciig
konusunda gelisiminde cok muhim bir yer
tutmaktadir (Cetik ve Goniil, 2020: 353).

Ginimizde taksim icrasi, saz mizigi
acisindan onemli bir yere sahiptir. Turk
MUsikisinin ~ zengin  makamsal  yapisi
icerisinde, makamin temel esaslarina bagl
kalarak, melodik ve teknik beceriyi ortaya
koyarak dogaclama yapilan, makamsal bir
seyir olan taksimin tarihi 9. Yuzyila kadar
dayanmaktadir (Kacar, 2009: 115).

Cemil Bey, Tirk mdsikisi’nde taksim formunu
yaptig1 icralaryla adeta giiclendirmis, ona
ayn bir kimlik kazandirmistir. Yaptig1 Taksim
icralarinda ciimlelerin  kurulusu, genel
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ve oOzel insasi, birbirleriyle baglanmasi,
terkip, renklerin  uygunlugu acisindan
olaganiistii motifler ortaya cikarmistir. Kendi
doneminden gunimiize kadar Cemil Bey’i
taklit etmemis cok az sazende gosterilebilir
(Oztuna, 2006).

ikinci Alt Probleme Ait Bulgular

Uslup ve tawvir terimlerinin farklarinin
dogru anlasilmast onem arz etmektedir.
Literatilirde, “Tlrk misikisinde Usllp; zaman
icerisinde tekamil eden Tirk msikisi tiir
ve bicimlerinin icrasinda ortaya cikan ve
gelenek haline gelen icra bicimi olarak
tabir edilmelidir. Tavir ise icracimn hangi
tirde olursa olsun icra ettigi esere kendi
san’at birikimi ile kattiklanin1 anlatmak icin
kullanilmalidir. Yani iislip, zaman icerisinde
belirlenen bicim ozellikleri 15181nda eserlerin
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nasil icra edilecegini, tavir ise icracinin eser
bicimine ait Usllp ozelliklerini gbzeterek icra
ettigi esere san’at birikimiyle kattig1 kendine
has icrai beceri ve yorum ozelliklerini, ifade
bicimini anlatmaktir” bilgisi yer almaktadir
(Goniil, 2018: 42).

Tirk masikisinde yorumlamalar, icracinin
ozgun Uslup ve tavir unsurlarini belirgin hale

Cemil Bey Bestenigar makamindaki kemence
ve viyolonsel taksimlerinde, carpma,
cift carpma, uclu carpma, dortli carpma
(kimeleme), glissando (kaydirma), carpma
kaydirma, trill, vibrato, hizli vibrato,
staccato (kesik kesik icra) ve puandorg
yorumlama tekniklerini kullanmistir. Asagida
verilen orneklerde Cemil Bey’in iki taksimde
de kullandigi siislemeler nota lizerinde

ge".ur.mek malfsadl'yla. asagida ifade edlleq gosterilmistir.
muzikal tekniklerin icraya katilmasi sureti
ile belirginlesir.
1 h.vib.
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Nota 1. Cemil Bey’in Bestenigar Kemence Taksiminde kullanmis oldugu Bazi Yorumlama Teknikleri
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Nota 1’de Cemil Bey birinci dizekte cargah
perdesine baglanan iclii carpma kullanmistir.
ikinci dizekte carpma kaydirma ve hiiseyni
perdelerinden sonra bir sonraki sesle ile
yapilan carpma kullamlmistir.  Uciincii
dizekte 8’lik Ucleme tartimlar icerisinde
bir perdeden diger perdeye gecislerde
kaydirma yapilmistir. Dordiincu dizekte kalis
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teknigini kullanmistir. Altinci dizekte carpma
kaydirma ile hiiseyni perdesine gidilmis ve
bu perde lzerinde hizli vibrato yorumlama
teknigi yapilmistir. Dokuzuncu dizekte 1rak
perdesinde kalis yapmadan once cift carpma
yorumlama teknigi kullamlmistir. Ayrica bu
perde uzerindeki kalis vibrasyonlu yapilmistir.
Onuncu dizekte de karar perdesine baglanan

yaptig1 perdelerde puandorg yorumlama cift carpma kullanilmistir.
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Nota 2. Cemil Bey’in Bestenigar Viyolonsel Taksiminde Kullanmis Oldugu Yorumlama Teknikleri
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Nota 2’de, birinci dizekte cargah perdesine
baglanan iclii carpma ve kiimeleme 6rnekleri
vardir. Ayrica Saba makamimin  giicli
perdesinde kesik icra yorumlama teknigi
kullamlmistir. Yine bu dizekte segah perdesi
Uzerinde trill ve cargdh perdesi lizerinde
puandorg yorumlama teknikleri kullanilmistir.
ikinci dizekte nevad perdelerinden sonra
yapilan carpma ornekleri vardir. Buna ilavete
Saba makaminin karar sesi olan diigah
perdesinde kesik icra yorumlama teknigi
kullamlmistir. Cemil Bey, kesik icra yay
teknigini makamin onemli kalis perdelerinde
kullanmistir.  Dordiinci  ve  dokuzuncu
dizeklerde ise kaydirma, carpma kaydirma,
vibrato, hizli vibrato, kimeleme ve cift

carpma yorumlama teknikleri kullanmlmistir.

Uciincii Alt Probleme Ait Bulgular

Pozisyon, enstrimanlarda sol elin sapta
bulundugu yer ve sol el bu yerde iken
klavyede kullanilabilen bolge seklinde
aciklanabilir (Ucan, 2006: 18).

Kemence ve viyolonselde Tirk miiziginde
daha nitelikli icra yapabilmek adina 1.
pozisyon disinda baska pozisyonlarn da
kullanmak bir avantajdir. Asagida Cemil
Bey’in Bestenigar kemence ve viyolonsel
taksimlerinde kullanmis oldugu pozisyonlar
nota uzerinde gosterilmistir.

Nota 3. Bestenigar Viyolonsel Taksimi 10 ve 11. Dizekler Pozisyon Kullanimi

Nota 3’te, Bestenigar makaminda icra
edilen viyolonsel taksiminin 10. ve 11.
dizeleri arasinda, tiz cargah, tiz segah ve
muhayyer perdelerini icra edilmek adina
IV. pozisyon kullanmilmistir. Evic perdesinde

birinci parmagin kullanildigi yerlerde IlI.
pozisyon, neva-gerdaniye perdeleri arasinda
hiiseyni perdesinin birinci parmakla basildig:
yerlerde I. pozisyon kullanmilmistir.

IV, . 1. . Iv.

Nota 4. Bestenigar Kemence Taksimi 6 ve 7. Dizekler Pozisyon Kullanimi

Nota 4’te Bestenigar makaminda icra edilen
kemence taksiminin 6 ve 7. dizeklerinde
diigdh-neva perdeleri arasinda |. pozisyon
kullamlmistir. Carpma perde ile hiiseyni
perdesine gecilen yerde Il. Pozisyon, hiiseyni-
gerdaniye perdeleri arasinda lll. pozisyon,
muhayyer perdesine gectigi boliimlerde ise
IV. pozisyon kullanimi gortilmektedir.

Cemil Bey kemence ve viyolonsel taksiminde
pozisyon kullanarak;

» Farkl tinilar yakalamis,

> lcrasi zor olan siisleme tekniklerinin
icralarim daha kolay duruma getirmis,

> Ajiliteli zorlugunu
hafifletmistir.

ciimlelerin
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Yapilan analizler neticesinde Cemil Bey
Bestenigar makamindaki kemence ve
viyolonsel taksimlerinde genel olarak legato
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yay teknigini (bagli yay) kullanmistir. Buna
ilaveten icralarinda seyrekte olsa staccato
ve detache yay kullanimi da gorilmektedir.
Asagida ornekler verilmistir.

Nota 5. Bestenigar Kemence Taksimi 16. Dizek Legato Yay Kullanimi

Nota 5’te, 16. Dizekte bagli yay kullanim
goriilmektedir. Yapilan tahliller 1s18Inda
hiiseyniasiran-yegah, hiiseyni-neva ve neva-

h.vib.

neva perdeleri arasin1 Cemil Bey’in tek yayda
icra ettigi belinlenmistir.
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Nota 6. Bestenigar Viyolonsel Taksimi 15. Dizek Legato Yay Kullanimi

Nota 6’da 15. dizekte rast-cargah, rast-acem
ve hiiseyni-neva perdeleri arasinda bagli yay

kullanimi gosterilmistir.
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Nota 7. Bestenigar Viyolonsel Taksimi 1. ve 2. Dizekler Staccato Yay Kullanimi

Nota 7’de Saba makaminin giiclii perdesi
ve karar perdesi perdesi Uzerinde kesik
icra yay kullamimi goériilmektedir. Kesik icra

yay kullanimi ile guclu ve karar perdeleri
olan cargadh ve diigah vurgulanmis ve daha
belirgin hale gelmistir.
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Nota 8. Bestenigar Kemence Taksimi 9. Dizek Detache Yay Kullanimi

Nota 8’de kutucukta gosterilen tartimlar
detache yay kullamm ile icra edilmistir.
Bu yay kullammu ile icra edilerek keskin bir
duyum yakalanmistir.

Cemil Bey’in akici, butunlikli ve daha
yumusak bir ifade icin legato yay teknigini

kullandig1, icrasinda niians degisikligi yapmak
ve bazi perdeleri vurgulu hale getirmek icin
staccato yay teknigini kullandigi ve koseli
icralarda ise detache yay teknigini icrasina
kattigin1 soyleyebiliriz. Bununla birlikte kisa
ve enerjik cumlelerde yayr kisa hareketle
ve adeta bir mizrap gibi kullandigim
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soyleyebiliriz. Kemence icrasindaki kullandigi
yay teknigini viyolonsel icrasinda da gormek
muhtemeldir.

Besinci Alt Probleme Ait Bulgular

Tirk mUsikisi icralarinda duyguyu tam olarak
hissettirebilmek adina perdeleri dogru

ve yerinde kullanmak oldukca onem arz
etmektedir. icrada duyguyu aktarma, ezgi ve
mana uyumunu saglayama ayrica perdeleri
makamlarin ozelliklerine gore kullanma, Turk
masikisi icra Uslibu bakimindan hayati 6nem
tasimaktadir (Yildirim, 2021: 35). Bu bolimde
Bey’in

Cemil Bestenigar makamindaki

kemence ve viyolonsel taksimlerinde perde
kullamimi ve bestenigar makamini isleyisleri
hakkinda bilgi verilmistir. Ayrica iki icrasinda
da duygusunu aktarmak icin kullanmis oldugu
yorumlama teknikleri kisaca belirtilmistir.

Bestenigar kemence  taksiminin  giris
bolimiinde, dordiinci dizege kadar Saba
makami seslerinde dolasilmis ve dordiincii
dizekte neva perdesi kullanilarak Irak
perdesinde Segadh’li kalis yapilmistir. Bu
bolimde carpma, uclu carpma, glissando
(kaydirma), carpma glissando, hizli vibrato
ve puandorg susleme teknikleri kullanmlmistir.

Nota 9. Bestenigar Kemence Taksimi 1 ve 4. Dizekler

4. dizekte lIrak perdesinde Segah’li kalis
yaptiktan sonra 5. dizekte tekrar Saba
makam dizisine gecilmistir. 7. dizekte ezgi
muhayyer perdesi ekseninde genislemistir.
Devaminda 10. dizege kadar Saba makami ve
Irak perdesinde ki Segah makami seslerinde
musterek dolasilmistir. Bu dizekler arasinda

segdh, cargah, hicaz, hiseyni ve 1rak
perdelerinde puandorglu kalislar yapilmistir.
Bununla birlikte carpma, cift carpma,
glissando, carpma glissando, puandorg,
vibrato ve hizli vibrato sisleme teknikleri
kullamlmistir.
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Nota 10. Bestenigar Kemenge Taksimi 5 ve 10. Dizekler Arasi

11. dizekte makamin seyri bir oktav yukar
tasinarak ezgi evic perdesi ekseninde
devam etmis ve bu perde Uzerinde kalislar
yapilmistir. Tiz bélgelerde Saba makamindan
ziyade Evic makami etkileri goriilmektedir.
12. dizekte neva, nim hicaz, acem ve evic
perdeleri kullanilarak yerinde Evi¢ makami
dizisi olusmustur. 13. dizekte Uucleme
tartimlar kullanilarak sekvens yapilan bir
ciimle kurulmustur. 14. dizekte makamin seyri

tiz cargah perdesine kadar genislemistir. 15,
16 ve 17. dizeklerde soru-cevap cumleleri
olusturularak makamin ses sahasi karar
perdesinin altinda Yegah perdesine kadar, tiz
karar sesinin Ustiinde ise tiz segah perdesine
kadar genislemistir. Bununla birlikte bu
dizekler arasinda carpma, cift carpma,
dortlu carpma (kumeleme), glissando,
carpma glissando, vibrato, hizli vibrato ve
puandorg susleme teknikleri kullamlmistir.
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Nota 11. Bestenigar Kemence Taksimi 11 ve 17. Dizekler Arasi
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18 ve 21. dizekler arasinda neva perdesi
kullamlarak yerinde Evic makami seslerinde
dolasilmis ve 1rak perdesinde Segah’li
kalislar yapilmisti. Devaminda da 1rak
perdesi ekseninde dolasildiktan sonra 23.

18

dizekte 1rak perdesinde Bestenigar karar
verilmistir. Bu dizekler arasinda da carpma,
uclu carpma, carpma glissando, vibrato ve
puandorg susleme teknikleri kullanmlmistir.

Nota 12. Bestenigar Kemence Taksimi 18 ve 23. Dizekler Arasi

Bestenigar  viyolonsel  taksimi,  Saba
makaminin  giicli perdesi olan cargah
perdesinde kalislar yaparak seyre baslamis
ve 3. dizegin basina kadar Saba makam
seslerinde  gezindikten  sonra  diigdh
perdesinde kalis yapmistir. Devaminda 8.
dizegin basina kadar Saba makami dizisinde

puandorglu kalislar yapiip 8. dizekte Irak
perdesinde Segah’li kalis yapilmistir. Bu
dizekler arasinda carpma, Ucli carpma,
dortlu carpma (kumeleme), trill, vibrato,
hizli vibrato ve puandorg siisleme teknigi
kullamlmistir. Ayn1 zamanda Saba makaminin
gliclisli cargah perdesi ve karar sesi diigah

dolasilmis, cargah perdesi basta olmak perdesi 1. ve 2. dizeklerde staccato (kesik
lzere hicaz, digah ve rast perdelerinde icra) yay teknigi kullanilarak icra edilmistir.
1 k k
P e 2 o A A T A S > r |
@ } H } \'I \r/ Il T \' T \P - } #
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Nota 13. Bestenigar Viyolonsel Taksimi 1. ve 8. Dizekler Arasi

9 ve 10. dizekte taksim tiz karar sesi
ekseninde dolasarak tiz cargah perdesine
kadar genislemistir. Tiz bolgelerde Bestenigar
kemence taksiminde oldugu gibi Saba
etkisi degil de Evic etkisi hissedilmektedir.
11, 12 ve 13. dizekler arasinda da ezgi tiz
bolgelerde seyretmis ve sonrasinda yerinde
i vib. AS

9
0H

Evic makami seslerinde dolasilarak 18.
dizekte 1rak perdesinde Segah’li karar
verilmistir. Bu dizekler arasinda da carpma,
cift carpma, uclu carpma, dortlu carpma
(kumeleme), glissando, carpma glissando,
vibrato, hizli vibrato ve puandorg sisleme
teknikleri kullanilmistir.
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s )

Nota 14. Bestenigar Viyolonsel Taksimi 9. Ve 18. Dizekler Arasi

Sonug

Bu arastirmada, giinimiiz icralarinda
goriilen, makam ve gecki bilinci, motif
ve cumle kurma, cesitli tartimlara daha
farkli tartimlar sunma, icrada cesitli
varyasyonlarda ezgi olusturma ve bireysel
tavir gelistirme problemlerinin asilmasina
yonelik, Cemil Bey ekolii ozelinde farkl
bir bakis acis1 getirebilecegi sonuclarina
varilmistir.

Cemil Bey kemence ve viyolonsel ile
yaptig1 Bestenigar taksimlerde carpma, cift
carpma, uclu carpma, kiimeleme, kaydirma
(glissando), carpma kaydirma, vibrato,
hizli vibrato, puandorg siisleme tekniklerini
icrasina katmistir. Bununla birlikte ifade
unsurlann  acisindan inceleyecek olursak
staccato (kesik yay) yay teknigini viyolonsel
taksiminde kullanmistir.  Yine viyolonsel
taksiminde cift ses icras1 tespit edilmistir.
Cemil Bey’in taksim icralarinda karsilasilan
bu siisleme tekniklerinin ve ifade unsurlarinin
onun tavrinin olusmasindaki baslica unsurlar
oldugu saptanmistir.

Arastirmanin  sonucunda Cemil Bey’in
kemence ve viyolonselde yapmis oldugu
Bestenigar taksimlerde lll. ve IV. pozisyonu
siklikla kullandig1 tespit edilmistir. Cemil
Bey’in, iki sazda da pozisyon kullanimi ile
ajiliteli ciimlelerin zorlugunu azalttigi, bos
tel kullamm ile icras1 giiclesen siisleme
tekniklerinin icrasim daha icra edilebilir
duruma getirdigi ve sazlardan farkli tinilar
elde ettigi belirlenmistir.

Cemil Bey’in, iki icrayr da daha cok Legato
yay (bagli yay) ile icra ettigi zaman zaman

cok nadir de olsa kesik icra (stacatto) ve
detache vyay teknigini kullandig1 tespit
edilmistir. Bununla birlikte Cemil Bey’in
kemence de kullandigr kisa, dinamik,
hareketli yaylan viyolonsel icrasinda da
kullandig1 belirlenmistir.

Cemil Bey’in Bestenigar makaminda icra
ettigi kemence ve viyolonsel taksimlerini
dizi acisindan tahlil ettigimizde, genel
anlamda Saba makam seslerinde dolasildig1,
bununla birlikte karara gelislerde ise segah
perdesini ise 1rak perdesine gelis sebebi
ile daha dik basarak daha c¢ok Evi¢ dizisi
kullamp Irak perdesinde Segah’li karar
verdigi goriilmustiir.

Her iki icrada da tiz bolgelerde evic,
gerdaniye, muhayyer, tiz segah ve tiz cargah
perdeleri kullanilarak Saba etkisinden ziyade
Evic makam etkisi goriilmektedir.

Cemil Bey’in Bestenigar kemence taksiminde
ve Bestenigar  viyolonsel taksiminde
kullandigi ses aralig1 yegah-tiz cargah perdesi
araligidir. Her iki icrasinda da karar sesinin
altinda ve tiz karar sesinin ustiinde makamin
yapisi geregi genisleme yapmistir.

Cemil Bey, Bestenigar kemence taksiminde
oktavli soru-cevap cumleleri kullanarak
ses sahasim oldukca genisletmis ve ayni
zamanda ifade gucunu ortaya koymustur.
Yapilan tahliller dogrultusunda Bestenigar
viyolonsel taksiminde oktavli soru-cevap
ciimleleri kullanmadig tespit edilmistir.

Seyir acisindan mukayese ettigimizde,
Cemil Bey’in her iki taksiminde de
Bestenigdr makamim kendi tarifinden
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ziyade genel nazariyat kuramina uygun
isledigi goriilmektedir. iki taksim icrasina
da Saba makami seslerinde kalislar
yaparak baslamis ve karar gelirken Evic
makam dizisini kullanmistir. Bunu taksimin
genelinde islemistir. Bilhassa Saba makami
seslerinde dolasirken cargah, segah, diigah
perdelerinde c¢okca puandorglu kalislar
yapmis, karara gidislerde ise neva, cargah,
rak, yegah perdelerinde puandorglu kalislar
yapmistir.

Oneriler

Cemil Bey’in kemence ve viyolonsel yapmis
oldugu tiim taksimlerin notaya alinip teknik
ve nazari bakimdan incelenmesi yapilmalidir.

ilerideki Alistirmalara Yonelik Oneriler
Tirk  mizigine gonil vermis  genc
sazendelerin, Cemil Bey tavrin1 tam olarak
anlayabilmeleri icin, onun icralarnda
kullanmis oldugu siisleme tekniklerini, ifade
unsurlarini, pozisyon kullanimini, makam,
seyir ve perde anlayisini yansitan alistirmalar
yazilmali ve calisilmalidir.

Uygulamacilara Yonelik Oneriler

Cemil Bey’in Kemence ve Viyolonselde icra
etmis oldugu taksimleri, notas1 yardimi ile
yavas yavas calisilmali ve sik tekrar yapilarak
oradaki motif ve ciimlelerin oOzel icraya
aktarimi yapilmalidir.

325

Cetik



Cemil Bey’in Bestenigdr makdmindaki kemence ve viyolonsel taksimlerinin karsilastirmali...

Kaynaklar
Akdagoglu, T. (2020). Tirk Miziginde
Viyolonsel Ekolleri. Uluslararasi Anadolu

Sosyal Bilimler Dergisi, 4 (4), 213.

Aksoy, B. (2000). Avrupali
Goziinde Osmanlilarda Masiki (1.
Istanbul: Pan Yayinlari.

Gezginlerin
Baski).

Baser, Adile, F. (2013). Tirk Mdisikisinde
Abdilbaki Nasir Dede, Istanbul: Fatih
Universitesi Yayinlari.

Cemil, M. (2016). Tanbiri Cemil’in Hayat1 (4.
Baski). Istanbul: Kubbealt1 Nesriyat.

Cevher, Hakan, Muharrem (1992). Tanburi
Cemil Bey ve Rehber-i Misiki Yiiksek Lisans
Tezi, izmir: Ege Universitesi Sosyal Bilimler
Enstitusu.

Cetik, O. (2021). Tirk Miiziginde Viyolonsel
ve Egitimi. Gelenekten Gelecege Tiirk
Misikisi Egitim - Ogretim - icra, Ed. Mehmet
Goniil, 1. Baski, NEU Yayinevi, Meram/
Konya, 2021, 157.

Cetik, O. ve Gonil, M. (2019). Cemil Bey’in,
Huseyni Viyolonsel Taksiminin Rehber-i
Misikiye Gore Makam Tahlili ISTEM 36, 347-
359.

Eruzun, A. (1997). Tanbdri Cemil Bey’in
Kemence ile Eser icrasi Uzerine Bir
Calisma, Yiiksek Lisans Tezi, istanbul Teknik

Universitesi  Sosyal Bilimler Enstitiisi,
istanbul.
Gonil, M. (2018). Tirk Muisikisinin Tasnif

ve Tesmiyelerine Bir Bakis. istem Dergisi.
16/31, 35-46.

Gondil, M. (2017). Turk Mizigi Solfej- Makam-
Usll- Dikte Alistirmalari, (1.Baski), Ankara:
Gece Kitapligi

irden, S. (2021). Makamlar (1. Bask1). Konya:
Egitim Yayinevi.

Kutlug, Fikret, Y. (2000). Tirk Mdsikisinde
Makamlar, (1. Baski). Istanbul: Yap1 Kredi
Kaltur Sanat Yayincilik Ticaret ve Sanayi A.S.
276.

326

Oztuna, Y. (1969). Tiirk Misikisi Ansiklopedisi,
istanbul: Milli Egitim Basim Evi, 1. Basim,
1969.

Oztiifekci, Yalcin, M. (2021). Gelenekten
Dislanma Olgusunun Yayli Tanblr Enstriiman
Uzerinden Sosyolojik ve Organolojik Analizi,
Doktora Tezi, istanbul Universitesi Sosyal
Bilimler Enstitisii, istanbul.

Oztiirk, Ozgen Y.- Besiroglu, S. Sehvar.
Viyolonselin Tiirk Makam Miizigine Girisi
ve Tanburi Cemil Bey”. itii Sosyal Bilimler
Dergisi. 6/1 (Aralik 2009), 31-40.

Sak, R., Sak Sahin, T. i., Sendil, O. C., Nas,
E. (2021). Bir Arastirma Yontemi Olarak
Dokiiman Analizi. Kocaeli Universitesi Egitim
Dergisi. 4/1, 227-250.

Tanrikorur, C. (2004). Tirk Muzik Kimligi (3.
Baski). Istanbul: Dergah Yayinlar.

Ucan, A. ve Gunay, E. (2006). Cevreden
Evrene Keman Egitimi. Ankara: Evrensel.

Yahya Kacar, G. (2009). Tirk MUsikisi Uzerine
Gorusler (Analiz ve Yorumlar), Ankara: Maya
Akademi Yayin Dagitim Egitim Danismalik.

Yahya Kacar, G. (2012). Tiirk Misikisi Rehberi
(2. Baski). Ankara: Maya Akademi Yayin
Dagitim Egitim Danismanlik.

Yahya Kacar, G. (2020). Turk MUsikisinde Eser
ve Icra Tahlili Yontemleri, (1. Baski). Ankara:
Gece Kitapligi.

Yildirim, A. ve Simsek, H. (2013). Sosyal

Bilimlerde Nitel Arastirma Yontemleri.
Ankara: Seckin.
Yildinm, M. (2021). Tirk Masikisi icra

Ozellikleri. Gelenekten Gelecege Tiirk
Misikisi Egitim - Ogretim - icra, Ed. Mehmet
Goniil, 1. Baski, NEU Yayinevi, Meram/
Konya, 2021, 21.



RAST MUZIKOLOJi DERGISi 2022, 10(2) 311-328 Cetik

Yazarin Biyografisi

Ozcan Cetik 1990 yilinda Konya’min Karapinar ilcesinde dogdu. ilk ve
orta 6grenimini Nevsehir’de, lise 6grenimini Aksaray Anadolu Giizel
Sanatlar Lisesinde tamamladi. Lisans egitimini 2013 yilinda Necmettin
Erbakan Universitesi Ahmet Kelesoglu Egitim Fakiiltesi Miizik Ogretmenligi
Bolimii’nde tamamladi. 2012 yilinda Gazi Universitesi Tiirk Miizigi Devlet
Konservatuvarinin diizenlemis oldugu genc¢ sazendeler icra yarismasinda
mansiyon odulu aldi. 2012-2013 yillart arasinda TRT Ankara Radyosu Genclik
Korosunda, 2013-2014 yillan arasinda da TRT istanbul Radyosu Genclik
Korosunda viyolonsel icracisi olarak gorev Aldr.

2017 yilinda Prof. Leyla Pinar Tansever danismanliginda Halic Universitesi Sosyal Bilimler
Enstitiisli, Tlrk Miizigi Konservatuvan Tiirk Miizigi Ana Bilim Dalinda yiiksek lisans egitimini
tamamladi. 2019 yilinda Konya Necmettin Erbakan Universitesi Egitim Bilimleri Enstitiisii
Miizik Egitimi Anabilim Dali’'nda doktora programina kabul edildi. 2021 yili itibariyle ayn
Universitenin Sosyal Bilimler Enstitiisii Tirk Miizigi Anabilim Dalinda Prof. Dr. Mehmet Goniil
damsmanliginda doktora egitimine devam etmektedir. Halen Konya Necmettin Erbakan
Universitesi, Tiirk Miizigi Devlet Konservatuvari, Calgi Egitimi Boliimiinde Ogretim Gorevlisi
olarak vazifesini siirdiirmekte, sanatim icra etmekte ve akademik calismalarini devam
ettirmektedir.

327



Cemil Bey’in Bestenigdr makdmindaki kemence ve viyolonsel taksimlerinin karsilastirmali...

A comparative analysis of Cemil Bey’s kemence and cello
taksims in the Bestenigar makam

Extended Abstract

Cemil Bey, who has an important place in the history of Turkish music with his performance of Tanbur, is
a name that became a school with his performances in instruments such as classical kemence, stringed
tanbur, cello and lavta. Cemil Bey, who made his name accepted by the music community in many
instruments, should be especially emphasized on the tanbur popularized with his name (Tanburi Cemil
Bey). Performing the tanbur with plentiful plectrum, many instrument, rapid tune and in addition to
this, using the middle strings, has led to the emergence of an unusual new attitude. However, Cemil
Bey has inspired future generations by creating unique works under the title of instrumental music,
which is one of the forms of Turkish music. Another instrument that Cemil Bey performed masterfully
after the tanbdr is the kemence. Cemil Bey, especially influenced by Kemenceci Vasilaki, started to
play this instrument. He performed the series tunes with lots of instrument and plectrum, which he
made in the tanbdr, on this instrument as well. During and after Tanb(ri Cemil Bey’s period, Kemence
was first used in folk and classical music. The oldest sound recordings of the kemence in Turkish
Music belong to Cemil Bey. Since Cemil Bey lived in the period when stone records were used, many
recordings have survived to the present day. Since there was no record of the kemence before Cemil
Bey, it was necessary to investigate Cemil Bey first.

The cello, a stringed instrument of Western origin, met our music through Musika-i Himayun. With
the establishment of the Musika-i Himayun in 1828, various western-based instruments came to our
country. While the cello, one of these instruments, has been used in the West since the 16th century, it
took the 19th century to be included in Turkish music. Despite this, it has been accepted very quickly
in our music due to its long voice and bass character. However, Cemil Bey, who used the violoncello
for the first time in our music, attracted attention with his performances in the cello and contributed
greatly to the Turkish music performance ensembles of this instrument. The cello is used in Turkish
Music to provide bass fullness. Today, Cello is widely used in Turkish music executive committees. Cemil
Bey is the one who made the biggest contribution to the formation of this situation. As in the kemence,
the oldest sound recordings for the cello belong to Cemil Bey. Cemil Bey, who was aware of the lack of
sound in Turkish music performances at that time, was the first performer to use the cello in Turkish
music. Cemil Bey performed only taksim with the cello in his records.

Cemil Bey took care to stay in the style of Turkish music in his performances and displayed a unique
attitude. Performance analysis in Turkish music has been the subject of many studies. By analyzing
the sound recordings of master performers such as Cemil Bey (Nevres Bey, Mes’ud Cemil Bey, Nubar
Tekyay...) the makam structure and richness of our music can be comprehended more deeply.

In this study, first of all, the descriptions of the Bestenigar makam in various theory books were
mentioned, and then it was examined how Cemil Bey performed the makam in the kemence and cello
taksims in the Bestenigar makam. In addition, the dictated taksims were analyzed and compared
technically and melodically. The ornamentation techniques, bow technique, positions used, makam
and navigational understanding in the Bestenigar kemence and cello taksims are examined. Thus, the
similarities and differences between Cemil Bey’s two performances have been tried to be embodied
through analyzes.

Keywords

Bestenigar makam, Cemil Bey, comparative musical analysis, cello, kemence,
improvisation, seyir, Turkish music
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