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2022 Yaz Sayısı

Değerli yazarlarımız, hakemlerimiz, editörlerimiz ve okuyucularımız!

Rast Müzikoloji Dergisinin Mayıs ayında Scopus Q3 düzeyinde olduğu anons edilmiştir. 
Bu başarıda katkısı olan herkese teşekkür ediyoruz. Bu ay Web of Science’a indekslen-
me başvurumuzu yaptık. Birlikte Web of Science’a kabul edileceğimizi umuyoruz.  Bu 
sayımızda müzik araştırmaları açısından çok kaliteli makaleleri sizlere sunuyoruz. Rast 
Müzikoloji Dergisi yayın kuruluna uluslararası katkının artması için sizleri davet ediyoruz. 
Çalışmalarınızı belirten CV’nizi rastjournaleditor@gmail.com adresine gönderiniz. Ayrıca 
bu yıl “Mevlevi Müzik” teması olan özel sayı için makale davet süreci devam etmektedir. 
Bu sayıda katkıları olan yazarlarımıza, editörlerimize, hakemlerimize ve mizanpaj editö-
rümüze çok teşekkür ederiz. 

Rast Müzikoloji Dergisi Editörlüğü 

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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Arda GÖKSU – Türkiye
Byeonggyu PARK- Güney Kore
Faton KRASNİQİ – Kosova
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Mehmet Gönül - Türkiye
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Serkan DEMİREL - Türkiye
Sibel ÇELİK - Türkiye
Suat Soner ERENÖZLÜ - Türkiye
Tuğçem KAR - Türkiye
Uğur ÖZALP – Türkiye
Vasfi HATİPOĞLU - Türkiye
Yunjae SON - Güney Kore
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7�rk m�]iÿi kemaQ iFraFılıÿıQGa oiIte kiriş iFra tekQiÿi� .emaQv 
Çmk 5eFeS·iQ 5ast taksim |rQeÿi

Haluk Bükülmez
gÿU� G|U� DU�� THNLUGDÿ 1DP×N KHPDO ÜQLYHUVLWHVL� T�UN M�]LÿL DHYOHW KRQVHUYDWXYDU×� dDOJ× EÿLWLPL %|O�P�� 
THNLUGDÿ� T�UNL\H� EPDLO� KEXNXOPH]#QNX�HGX�WU OR&,D� �������������������

Öz
T�UN P�]LÿL NHPDQ LFUDF×O×ÿ×QGD P�]LNDO LIDGH\L J�oOHQGLUPHN DPDF×\OD NXOODQ×ODQ LFUD WHNQLNOHULQGHQ 
ELUL GH dLIWH KLULĂ LFUD WHNQLÿLGLU� dLIWH KLULĂ LFUD WHNQLÿLQH \|QHOLN HOLPL]GH EXOXQDQ HQ |QHPOL ND\QDN 
LVH KHPDQv ÇPk RHFHS·LQ dLIWH KLULĂ WHNQLÿL LOH LFUD HWPLĂ ROGXÿX RDVW PDNDP×QGDNL WDNVLP |UQHÿLGLU�  
%X oDO×ĂPDGD T�UN P�]LÿL NHPDQ LFUDF×O×ÿ×QGD dLIWH KLULĂ LFUD WHNQLÿLQLQ QDV×O PH\GDQD JHWLULOGLÿL� T�UN 
P�]LÿL NHPDQ LFUD WDULKLQH EDN×OG×ÿ×QGD J�Q�P�]GH QHGHQ XQXWXOPD\D \�] WXWWXÿXQXQ EHOLUOHQPHVL� 
KHPDQL ÇPk RHFHS·LQ dLIWH KLULĂ LFUD WHNQLÿL LOH RDVW PDNDP×QGDNL WDNVLP LFUDV×Q×Q WDKOLOL \DS×ODUDN dLIWH 
KLULĂ LFUD WHNQLÿLQGH JHUHNHQ GLÿHU WHNQLN |]HOOLNOHULQ EHOLUOHQPHVL LoLQ QLWHO DUDĂW×UPD \|QWHPOHULQGHQ 
G|N�PDQ DQDOL]L WHNQLÿL NXOODQ×OP×ĂW×U� dLIWH KLULĂ LFUD WHNQLÿLQH \|QHOLN ROXĂWXUXODQ WHO G�]HQLQ� LNLQFL 
WHOLQ DOW N|SU�GHQ NDOG×U×ODUDN ELULQFL WHOH \DN×QODĂW×U×OPDV× YH GDKD VRQUD LNLQFL WHOLQ� ELULQFL WHOLQ 
IUHNDQV×Q×Q \DU×V× NDGDU RODQ GHÿHUGH DNRUWODQPDV× LOH ROXĂWXUXOGXÿX RUWD\D NRQXOPXĂWXU� %DKVL JHoHQ 
LFUD WHNQLÿLQLQ JHUoHNOHĂWLULOHELOPHVL LoLQ |]HOOLNOH �� � YH �� NRQXP GHÿLĂLNOLNOHULQH KkNLPL\HW JHUHNOLOLÿL 
RUWD\D NRQXOPXĂWXU�

AQaKtar .elimeler
çifte kiriş, keman, Kemanî Âmâ Recep, taksim, Türk müziği

*iriş
KHPDQ \DS×V× LWLEDUL\OH J�Q�P�]GH ELUoRN 
P�]LN W�U�Q�Q LFUDV×QGD NXOODQ×ODQ YH 
|QHPOL ELU \HUH VDKLS RODQ ELU oDOJ×G×U� T�UN 
P�]LÿL N�OW�U� LoHULVLQGH GH NHQGLQH \HU 
EXODQ NHPDQ� ]DPDQ LoHULVLQGH T�UN P�]LÿL 
LFUDV×QGD HQ |QHPOL \D\O× oDOJ×ODUGDQ ELULVL 
ROPXĂWXU� OVPDQO× G|QHPL T�UN P�]LÿL 
WDULKLQH GH EDN×OG×ÿ×QGD ´KHPkQoH �UHEDS� 
��� \�]\×OD NDGDU VDUD\ P�]LÿLQLQ WHN \D\O× 
oDOJ×V×G×U ����� DQFDN ��� \�]\×O RUWDODU×QGD 
T�UN P�]LÿLQGH NXOODQ×OPD\D EDĂOD\DQ 
NHPDQ ��� \�]\×OGD SLQHNHPDQ·GDQ GDKD 
SRS�OHU KDOH JHOHUHN IDV×O P�]LÿLQLQ EHOOL 
EDĂO× oDOJ×ODU×QGDQ ELUL ROPXĂWXUµ �SR\GDĂ 
YH %HĂLURÿOX� ������

KHPDQ×Q T�UN P�]LÿL LFUDV×QGD SRS�OHU 
ELU KDOH JHOPHVLQL VDÿOD\DQ HWNHQOHUGHQ 
ELU GLÿHUL LVH T�UN P�]LÿL DODQ×QGD NHPDQ 
LFUDV× LOH |QHPOL LFUDF×ODU×Q \HWLĂPHVLGLU� 
%X LFUDF×ODUGDQ ED]×ODU×� ´��� \�]\×O 
LFUDF×ODU×QGDQ KHPDQv İVDN� KHPDQv AULI 
AÿD� KHPDQv +×]×U AÿD� KHPDQv OVPDQ AÿD� 
��� \�]\×O LFUDF×ODU×QGDQ KHPDQv AOL AÿD� 
KHPDQv EGKHP AÿD� KHPDQF× GD\WR� KHPDQv 

DOI ���������rastmG������021 6XEmitteG MarFK 20, 2022 AFFeSteG Ma\ ��, 2022

MHPGXK� KHPDQv SHEXK� KHPDQv AULI 
EIHQGL� %�OE�Ov SDOLK EIHQGL� &XPKXUL\HW 
G|QHPL YH VRQUDV×QGD LVH KHYVHU +DQ×P� 
RHĂDW ERER� +D\GDU TATL,<A<� SDGL ,ā,LA<� 
1XEDU TEK<A<� +DNN× DERMA1� SHODKDWWLQ 
İ1AL NHPDQ LFUDF×O×ÿ× EDN×P×QGDQ VHYL\H 
RODUDN \DĂDG×NODU× G|QHPLQ �VW�QGH ELU 
LFUD VHUJLOHPLĂOHU D\Q× ]DPDQGD GD HNRO 
ROPXĂODUG×Uµ �%�N�OPH]� ����� V� ����� 
%DKVL JHoHQ LFUDF×ODU NXOODQP×Ă ROGXNODU× 
V�VOHPH WHNQLNOHUL� \D\ WHNQLNOHUL� LIDGH 
ELoLPOHULQLQ IDUNO×O×NODU×\OD NHQGLOHULQH 
P�QKDV×U ELU WDY×U |]HOOLÿL PH\GDQD 
JHWLUPLĂOHUGLU� İFUDF×ODU×Q ´HGLQGLÿL 
P�]LN EHFHULOHUL VRQUDV×QGD NHQGLQH KDV 
LQFHOLNOHUOH HVHULQ LFUDV×QD NDWW×NODU×µ 
�<×OG×U×P� ����� V� ��� WDY×U |]HOOLNOHULQLQ 
ROXĂPDV×QGDNL HWNHQOHUGHQ ED]×ODU×Q×Q� 
LFUDF×ODU×Q ELUH\VHO EHFHULOHUL� \DĂDP×Ă 
ROGXNODU× G|QHPH DLW PHYFXW WHNQLN 
ELOJLOHUL� P�]LNDO RODUDN HWNLOHQGLNOHUL 
LFUDF×ODU ROGXÿX G�Ă�Q�OPHNWHGLU�

İFUDF×ODU×Q NXOODQP×Ă ROGXNODU× WDY×U 
|]HOOLNOHUL YH WHNQLN KkNLPL\HW 
JHUHNOLÿLQLQ EDĂO×FD VHEHEL P�]LNDO LIDGH\L 
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güçlendirmek içindir. Bu bağlamda genel 
olarak çalgı icrasında teknik hâkimiyet 
hususundaki amacın oluşturulan düşünce 
ve duygunun çalgı ile ifadesinde daha iyi 
ve daha kolaylaştırıcı bir unsur için gerekli 
olduğu söylenebilir. Ancak Türk müziği 
keman icra geleneğinde yahut eğitim 
sisteminde teknik hâkimiyet kazanılması 
bakımından yeterli yazılı kaynakların mevcut 
olmadığı görülmektedir. “Saz öğretim 
sürecinde meşk yöntemine bağlılık gerekli 
öğretim kaynaklarının (metot-etüt-alıştırma 
vb.) gelişememesine neden olmuştur” 
(Hatipoğlu, 2016, s. 425). “Türk müziği 
keman icra üslubunun korunması, kuşaktan 
kuşağa aktarılması, teknik hâkimiyetin 
kazandırılması ve/veya arttırılması için 
kişilerin icra seviyelerine göre farklılık 
gösteren birçok materyal oluşturulması 
gerekliliği görülmektedir” (Bükülmez, 2021, 
s. 2). Zaman faktörünün etkisiyle yazılı hale 
dönüştürülmeyen bilgilerin unutulmaya 
yüz tutması kaçınılmaz bir durumdur. 
Türk müziği keman icracılığında müzikal 
ifadeyi güçlendirmek amacıyla kullanılan 
icra tekniklerinden biri de Çifte Kiriş icra 
tekniğidir. 20. yüzyıla kadar çalgı icracılığının 
çoğunlukla sözlü müziğe eşlik olarak 
kullanılması ve Çifte Kiriş icra tekniğinin 
eşlik icralarında neredeyse hiç kullanılmamış 
olması bahsi geçen icra tekniğiyle icra edilmiş 
mevcut ses kayıtlarının ise çok az olması 
günümüzde keman icracıları tarafından Çifte 
Kiriş icra tekniğinin unutulmasına sebebiyet 
vermektedir. Türk müziği keman icracılığında 
Çifte Kiriş icra tekniğine yönelik elimizde az 
sayıda ses kaydının mevcut olması ve bahsi 
geçen icra tekniğine yönelik bir (1) adet 
plak yayını gerçekleştirmiş olması sebebiyle; 
en önemli kaynak Kemanî Âmâ Recep’in 
Çifte Kiriş tekniği ile icra etmiş olduğu Rast 
makamındaki taksim örneğidir.

Konuyla ilgili literatürde Kemanda çalma 
teknikleri (Çuhadar, 2009), Keman eğitiminde 
çift ses çalışmalarında karşılaşılan güçlüklerin 
belirlenmesi ve kullanılan metotların analizi 
(Aydın, 2019), Keman eğitiminde çift ses 
ve akor çalma durumlarına ilişkin öğrenci 
görüşlerinin, öğrenim alanlarına göre

değerlendirilmesi (Sipahioğlu, Angı, 2020), 
Batı müziği keman icracılığı tekniklerinin 
Türk müziği keman öğretimi alanında 
kullanılabilirlik düzeylerinin belirlenmesi 
(Devecioğlu, 2017), Nubar Tekyay’a ait 
Hüzzam keman taksiminin analizi (Gürel, 
2016), Haydar Tatlıyay ve Sadi Işılay’ın 
keman icralarının tahlili (Bükülmez, 2017), 
Hakkı Derman’ın keman taksimlerinin tahlili 
ve bu tahliller doğrultusunda kullanılabilecek 
alıştırmaların oluşturulması (Demirdirek, 
2018), Trt kurumuna bağlı radyolardaki 
günümüz Türk müziği keman icrâ üslûbunun 
tespit ve teşrihi (Parlar, 2019), 20. yüzyıl 
Türk Müziği keman icrâ üslûbunun taksim 
icraları üzerinden tespiti ve tahlîli (Kabacı, 
2020) gibi çalışmalara rastlanmış ancak 
Çifte Kiriş icra tekniğine yönelik mevcut bir 
çalışmaya rastlanmamıştır.

Yöntem
Döküman analizi verilerin belirli bir sistem 
dahilinde analiz edilmesi için kullanılan 
yöntemdir (Kıral, 2020). Bu çalışmada Türk 
müziği keman icracılığında Çifte Kiriş icra 
tekniğinin nasıl meydana getirildiği, Türk 
müziği keman icra tarihine bakıldığında 
günümüzde neden unutulmaya yüz 
tuttuğunun belirlenmesi, Kemani Âmâ 
Recep’in Çifte Kiriş icra tekniği ile Rast 
makamındaki taksim icrasının tahlili 
yapılarak Çifte Kiriş icra tekniğinde gereken 
diğer teknik özelliklerin belirlenmesi için 
nitel araştırma yöntemlerinden döküman 
analizi tekniği kullanılmıştır.

Bulgular

Araştırmanın bu bölümünde Türk müziği 
keman icracılığında Çifte Kiriş icra tekniğinin 
nasıl meydana getirildiğine daha sonra bu 
hususta mevcut en önemli kaynak olan 
Kemani Âmâ Recep’in Çifte Kiriş tekniği 
ile Rast makamında icra etmiş olduğu 
taksimin tahlili yapılarak Çifte Kiriş icra 
tekniği için gereken tüm teknik özelliklerin 
belirlenmesine yönelik çalışmalara yer 
verilmiştir.
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Türk Müziği Keman İcracılığında Çifte 
Kiriş İcra Tekniği
dLIWH KLULĂ LFUD WHNQLÿL LOH LFUD HGLOPLĂ VHV 
ND\×W DUĂLYOHULQH EDN×OG×ÿ×QGD EDKVL JHoHQ 
LFUD WHNQLÿLQLQ HĂOLN LFUDODU×QGD NXOODQ×OPDP×Ă 
ROPDV×Q×Q \DQ× V×UD VDGHFH LNL ��� IRUPXQ 
LFUDV×QGD NXOODQ×OG×ÿ× J|U�OPHNWHGLU� 
%XQODUGDQ ELULVL TDNVLP LFUDODU× GLÿHUL LVH 
O\XQ +DYDV× LFUDODU×G×U� ��� \�]\×OD NDGDU 
oDOJ× LFUDF×O×ÿ×Q×Q oRÿXQOXNOD V|]O� P�]LÿH 
HĂOLN RODUDN NXOODQ×OPDV×� dLIWH KLULĂ LFUD 
WHNQLÿLQLQ LVH VDGHFH TDNVLP LOH O\XQ 
+DYDV× IRUPODU×Q×Q LFUDV×QGD NXOODQ×OPDV× 
JLEL VHEHSOHU EDKVL JHoHQ LFUD WHNQLÿLQLQ 
J�Q�P�]GH XQXWXOPDV×QD QHGHQ ROPXĂWXU� 
%X KXVXVWD ��� \�]\×O VHV ND\×W DUĂLYOHULQGH 
NDUĂ×ODĂ×ODQ HQ |QHPOL ND\QDN LVH KHPDQv ÇPk 
RHFHS·GLU� İFUDF×Q×Q dLIWH KLULĂ LFUD WHNQLÿL LOH 
LFUD HWPLĂ ROGXÿX ELU ��� RDVW PDNDP×QGD 
WDNVLP YH ELU ��� +LFD] PDNDP×QGD dLIWHWHOOL 
VHV ND\G× PHYFXWWXU� %XQXQ \DQ× V×UD +UDQW 
KE1KÜL<A1·×Q 8G LOH dLIWH KLULĂ LFUD WHNQLÿLQL 
NXOODQDUDN +LFD] PDNDP×QGD ELU ��� WDNVLP 
ND\G× EXOXQPDNWDG×U� ��� \�]\×O ND\×WODU×QGD 
LVH GDKD oRN <XQDQ NHPDQ LFUDF×ODU×Q×Q 
dLIWH KLULĂ WHNQLÿL LOH WDNVLP YH O\XQ +DYDV× 
LFUDODU×QD UDVWODQ×OPDNWDG×U� %X LFUDF×ODUGDQ 
ED]×ODU× MLFKDOLV KO8LO8MİS YH K\ULDNRV 
GO89E1TAS·G×U�

´dLIWH KLULĂµ NHOLPH DQODP× RODUDN dLIWH 
NHOLPHVL LNL� KLULĂ NHOLPHVL LVH WHO DQODP× 
WDĂ×PDNWDG×U� %X EDÿODPGD %DW× P�]LÿL 
NHPDQ LFUD WHNQLNOHULQGHQ dLIW THO �)U� DRXEOH 
FRUGHV� LQJ� DRXEOH SWRSV� WHNQLÿL LOH DQODP 
RODUDN EHQ]HUOLN J|VWHUPHNWHGLU� ´dLIW THO 
�)U� DRXEOH FRUGHV� LQJ� DRXEOH SWRSV�� THOOL 
oDOJ×ODUGD D\Q× DQGD LNL D\U× WHOL NXOODQDUDN 
\DS×ODQ LFUD� %X WHNQLNOH o×NDU×ODQ VHVµ �S|]HU� 
����� V���� RODUDN WDULI HGLOPHNWHGLU� AQFDN 
dLIWH KLULĂ LFUD WHNQLÿL NHPDQ WHO G�]HQLQ 
GHÿLĂWLULOPHVL\OH PH\GDQD JHWLULOPHNWHGLU� 
KHPDQ WHOOHULQLQ T�UN P�]LÿL SHUGH 
LVLPOHUL �LQFHGHQ NDO×QD GRÿUX� V×UDV×\OD� 
MXKD\\HU ������ +]� ² 1HYk ���� +]� ² RDVW 
������ +]� YH KDED dDUJkK ���� +]�·GLU� %X 
QRNWDGD T�UN P�]LÿL NHPDQ DNRUW VLVWHPLQH 
GHÿLQPHN JHUHNPHNWHGLU� %DW× P�]LÿL NHPDQ 
DNRUW VLVWHPLQGH WHO G�]HQL �LQFHGHQ NDO×QD 

GRÿUX�� ML ������ +]� ² LD ���� +]� ² RH 
������ +]� ² SRO ���� +]� ĂHNOLQGHGLU� T�UN 
P�]LÿL NHPDQ DNRUW VLVWHPLQGH LVH WHOOHU 
D\Q× IUHNDQVD VDKLS ROPDV×QD NDUĂ×Q IDUNO× 
QRWDODUOD LVLPOHQGLULOHUHN �LQFHGHQ NDO×QD 
GRÿUX�� LD�RH�SRO�DR ĂHNOLQGH NXOODQ×OP×ĂW×U�

%X EDÿODPGD SR\GDĂ YH %HĂLURÿOX·QXQ 
OVPDQO× SDUD\ P�]LÿLQGH \D\O× oDOJ×ODU 
LVLPOL oDO×ĂPDGD \HU YHUGLNOHUL ´dDOJ×Q×Q 
%DW× P�]LÿLQH J|UH SRO�RH�LD�ML RODQ DNRUGX 
T�UN P�]LÿLQGH oRÿXQOXNOD HQ LQFH WHOLQNL 
GHÿLĂWLULOHUHN KDED RDVW�<HJkK�D�JkK�1HYk 
ĂHNOLQGHµ �SR\GDĂ YH %HĂLURÿOX� ����� V��� 
NXOODQ×ODQ WHO G�]HQL WUDQVSRUW �DNWDU×P� 
DNRUW RODUDN WDULI HGLOHQ T�UN P�]LÿL NHPDQ 
DNRUW ELoLPLGLU� ´G�Q�P�] NHPDQ DNRUGX 
%DW× P�]LÿL NHPDQ DNRUGX LOH IUHNDQV RODUDN 
D\Q× \�NVHNOLNOHUH DNRUW HGLOPHVLQH UDÿPHQ 
IDUNO× LVLPOHQGLULOPHNWHGLU� gUQHN RODUDN 
NHPDQ×Q LNLQFL WHOL KHP %DW× P�]LÿLQGH KHP 
T�UN P�]LÿLQGH ¶��� IUHNDQVD· DNRUW HGLOLU� 
AQFDN %DW× P�]LÿL NHPDQ DNRUGXQGD ¶LD·� 
T�UN P�]LÿL NHPDQ DNRUGX LVH ¶RH �1HYk�· 
RODUDN DGODQG×U×O×Uµ �+DWLSRÿOX� ����� 
V������ %DW× P�]LÿL NHPDQ DNRUW VLVWHPL 
LOH D\Q× IUHNDQVWD DNRUWODQPDV×QD NDUĂ×Q 
IDUNO× QRWDODUOD LVLPOHQGLULOHQ WHO G�]HQLQLQ 
RNX\XFX\D J�oO�N ROXĂWXUPDPDV× LoLQ EX 
oDO×ĂPDGD WHO G�]HQL T�UN P�]LÿL SHUGH 
LVLPOHUL YH IUHNDQV GHÿHUOHUL LOH ELUOLNWH WDULI 
HGLOPLĂWLU�

EN E|O�P�QGH \HU DODQ EDUNRG LOH 
LOLĂNLOHQGLULOHQ KHPDQL ÇPk RHFHS·LQ 
dLIWH KLULĂ LOH RDVW WDNVLPLQLQ VHV ND\G× YH 
<XQDQ NHPDQ LFUDF×ODU×Q×Q dLIWH KLULĂ LFUD 
WHNQLÿLQH \|QHOLN PHYFXW J|UVHO ND\×WODU×QD 
EDN×OG×ÿ×QGD dLIWH KLULĂ LFUD WHNQLÿL� 
ELULQFL WHO VDELW NDODUDN LNLQFL WHO LVH DOW 
N|SU�GHQ NDOG×U×O×S ELULQFL WHOLQ ELWLĂLÿLQH 
JHWLULOGLNWHQ VRQUD ELULQFL WHOLQ IUHNDQV×Q×Q 
\DU×V× NDGDU RODQ IUHNDQVD DNRUWODQPDV× 
LOH ROXĂWXUXOPDNWDG×U� %|\OHOLNOH ELULQFL WHO 
MXKD\\HU SHUGHVLQH ������ +]� DNRUWODQP×Ă 
LVH LNLQFL WHO DOW N|SU�GHQ NDOG×U×ODUDN ELULQFL 
WHOLQLQ ELWLĂLÿLQH JHWLULOLS D�JkK SHUGHVLQH 
������ +]� DNRUWODQPDO×G×U� İNLQFL WHO ELULQFL 
WHOH \DNODĂW×U×O×UNHQ �VW N|SU�GHNL \HULQLQ 
GHÿLĂWLULOPHPHVLQH GLNNDW HGLOPHOLGLU� %XQXQ 
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sebebi ise alt köprüdeki yeri değiştirilen ikinci 
telin üst köprüde sabit tutularak akortlanan 
frekansta sabit kalması ve birinci tel ile olan 
ahenginin sağlanması gerekliliğidir. Daha 
sonra her iki tele de aynı parmak numaraları 
ile basarak ve yayı aynı anda her iki tele 
sürerek ses elde edilir. Böylelikle Çifte Kiriş 
icra tekniği meydana getirilmiş olur. Genel 
olarak keman tel düzeni ve açıklanan Çifte 
Kiriş icra tekniğinin keman üzerindeki tel 
biçimi aşağıda iki farklı görselde sunulmuştur. 

Resim 1. Genel keman tel düzeni

Resim 2. Çifte Kiriş icrasına yönelik keman tel düzeni
Resim 3. Kemani âmâ Recep-keman ile Çifte Kiriş Rast 
taksim plağı (Mehmet Hakan Özsaraç’ın plak arşivinden 

alınmıştır.)

Görüldüğü üzere Çifte Kiriş icra tekniği 
Batı müziği keman icra tekniklerinden Çift 
Tel (Fr. Double cordes, ing. Double Stops) 
tekniği ile kelime anlamı olarak benzerlik 
gösterse de Çifte Kiriş icra tekniği keman 
üzerindeki tel düzeninin değiştirilmesiyle 
oluşturulmakta ve oluşturulan tel düzeni 
ile birlikte büyük çoğunlukla Oktav icrasının 
meydana getirilmesinden ibaret olduğu 
anlaşılmaktadır.

Türk müziği icrasında çift ses kullanımı, 
taksim ve saz eseri icralarında rastlanılan 
icracıların bir çeşni katmak edasıyla çok az 
kullanmış oldukları ve nadir rastlanılan bir 
durumdur. Çift ses “Uyumlu iki sesin birlikte 
kullanıldığı icrâ şekilleridir. Bu icrâ türünde 
Batı Müziği’nin etkileri görülmektedir” 
(Kaçar, 2012, s. 133). Bunun yanı sıra Çifte 
Kiriş icra tekniği Türk müziği üslûbuna uygun 
bir icraya olanak sağlaması bakımından önem 
arz etmektedir.

Kemanî Âmâ Recep’in Çifte Kiriş ile Rast 
Taksim Örneği
Türk müziği keman icrasında Çifte Kiriş 
icra tekniğini kullanarak oluşturulan en 
önemli kaynak Kemani Âmâ Recep’in 
Rast makamında icra etmiş olduğu taksim 
örneğidir. 01.02.1939 tarihinde Columbia 
şirketi tarafından yayınlanan plağın haricinde 
ne yazık ki Âmâ Recep hakkında hiçbir bilgiye 
ulaşılamamıştır. Mehmet Hakan Özsaraç’ın 
plak arşivi ile Diccogs isimli plak sitesinden 
alınan ve aşağıda iki farklı görseli sunulan 
plağın diğer yüzünde ise Âmâ Recep’in 
Keman ile Hicaz makamında icra etmiş 
olduğu taksimin ses kaydı bulunmaktadır. 
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Şekil 1. dLIWH KLULĂ LFUD WHNQLÿLQH \|QHOLN VHPERO |QHULVL

Nota 1. KHPDQL ÇPk RHFHS·LQ dLIWH KLULĂ LOH RDVW WDNVLPLQLQ JLUL]JkK E|O�P�

Resim 4. DLVFRJV VLWHVLQGHQ DO×QDQ LOJLOL SODÿ×Q J|UVHOL

KHPDQL ÇPk RHFHS·LQ &ROXPELD ĂLUNHWL 
WDUDI×QGDQ ND\GHGLOHQ SODÿ×QD GDLU oHĂLWOL 
\RUXPODU×Q EXOXQPDV×� SODÿ×Q \DOQ×]FD T�UN 
WRSOXPX LoHULVLQGH GHÿLO D\Q× ]DPDQGD SODÿ×Q 
GDÿ×W×P×Q×Q JHUoHNOHĂWLÿL GLÿHU WRSOXPODUGDNL 
GLQOH\LFLOHU WDUDI×QGDQ GD LOJL LOH NDUĂ×ODQG×ÿ×Q× 
J|VWHUPHNWHGLU� KD]LODQ GRPDODN� &ROXPELD 
ĂLUNHWL WDUDI×QGDQ \D\×QODQDQ KHPDQL ÇPk 

RHFHS·LQ dLIWHWHOOL SODÿ×QD \RUXP RODUDN 
´AG× ¶RHFHS� K|U KHPDQF×· DQODP×QD JHOHQ 
E�\�N KHPDQv ÇPk RHFHS WDUDI×QGDQ NDo 
WDQH ND\×W WXWXOPXĂWXU ELOPL\RUXP� TXUNLVK 
&ROXPELD·GD LNL WDQH EXOGXP YH LNLVL GH 
XVWDFD SHUIRUPDQVODU� KHSVL WDNVLP� İQDQ×Q 
\D GD LQDQPD\×Q� RHFHS·LQ ELUNDo EHVWHVLQLQ 
��·OL \×OODUGDQ VRQUD SL\DVD\D V�U�OHFHN NDGDU 
SRS�OHU ROGXÿXQD LQDQ×\RUXPµ LIDGHOHULQH 
\HU YHUPLĂWLU �KWWSV���H[FDYDWHGVKHOODF� 
FRP������������NHPDQD�DPD�UHFHS� 
FLIWHWHOOL�WDNVLP���

KHPDQL ÇPk RHFHS·LQ dLIWH KLULĂ WHNQLÿL LOH 
RDVW PDNDP×QGD LFUD HWPLĂ ROGXÿX �� GDNLND 
�� VDQL\H V�UHQ SODN ND\G×QGDNL WDNVLPLQLQ 
D\U×QW×O× WDKOLOLQH JHoPHGHQ |QFH LOJLOL 
WDNVLPLQ JLUL]JkK E|O�P�QH EDN×OG×ÿ×QGD� 

GHUGDQL\H YH RDVW SHUGHOHULQLQ LFUDV×QGD 
ERĂ WHO NXOODQP×Ă ROPDV×QGDQ \ROD o×NDUDN 
dLIWH KLULĂ WHNQLÿL LoLQ ROXĂWXUGXÿX NHPDQ 
WHO G�]HQLQLQ �LQFHGHQ NDO×QD GRÿUX�� 
GHUGDQL\H ������ +]�� RDVW �ELULQFL WHOH 
\DN×QODĂW×U×ODQ LNLQFL WHO ����� +]��RDVW 
������ +]��KDED dDUJkK ���� +]� SHUGHVL 
ROGXÿX DQODĂ×OPDNWDG×U� RHFHS·LQ ELULQFL 
WHOL GHUGDQL\H SHUGHVLQH DNRUWODPDV×Q×Q 
VHEHELQLQ KHP \DĂDP×Ă ROGXÿX G|QHPH DLW 
NHPDQ LFUDF×ODU×Q×Q NXOODQP×Ă ROGXÿX PHYFXW 
WHO G�]HQL KHP GH dLIWH KLULĂ WHNQLÿL LOH LFUD 
HWPLĂ ROGXÿX RDVW PDNDP×Q×Q NDUDU SHUGHVLQL 
HOGH HWPH JHUHNOLOLÿL LoLQ ROXĂWXUGXÿX 
V|\OHQHELOLU�

dLIWH KLULĂ WHNQLÿLQL VLPJHOH\HQ KHUKDQJL 
ELU VHPERO EXOXQPDPDNWDG×U� İOJLOL WDNVLPLQ 
QRWD\D DNWDU×ODQ JLUL]JkK E|O�P�QGHQ GH 

DQODĂ×OG×ÿ× �]HUH dLIWH KLULĂ LFUD WHNQLÿLQGH 
E�\�N oRÿXQOXNOD RNWDY LFUDV×Q×Q PH\GDQD 
JHWLULOGLÿL DQODĂ×OPDNWDG×U� +HP WDKOLO LoLQ 
QRWD\D DO×QDQ WDNVLP LFUDODU×Q×Q KHP GH 
JHOHFHNWH ROXĂWXUXODFDN R\XQ KDYDODU×Q×Q 
LFUDV×Q×Q dLIWH KLULĂ LOH JHUoHNOHĂWLULOPHVL 
YH LFUDF× LOH RNX\XFX\D NROD\O×N VDÿODPDV× 
EDN×P×QGDQ EX oDO×ĂPDGD dLIWH KLULĂ LFUD 
WHNQLÿLQH \|QHOLN ELU VHPERO |QHULVLQGH 
EXOXQXOPXĂWXU�
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Önerilen Çifte Kiriş icra tekniğine yönelik 
sembolde yer alan birinci paralel çizgi keman 
tel düzenindeki birinci perdeyi, paralel olarak 
başlayan daha sonra küçük bir dik çizgi ve 
ardından tekrar birinci çizgiye paralel olarak 
devam eden ikinci çizgi ise üst köprüde sabit 
tutularak alt köprüden kaldırılıp birinci tele 
yaklaştırılan ikinci perdeyi simgelerken, iki 
paralel çizgiye denk gelecek şekilde olan dik 
çizgi ise her iki tele aynı anda basılarak icra 
edileceği üzere tasvir edilmiştir. Kemani Âmâ 
Recep’in tahlili yapılan Çifte Kiriş ile Rast 
makamındaki taksiminin notaya aktarılan 
nüshasında okuyucuya kolaylık sağlaması 
amacıyla önerilen sembol kullanılmış olup 
yalnızca icra edilen perdelerin pest olanları 
notaya aktarılmıştır. Bu sebeple ilgili notanın 
nüshasında ve açıklamalarda yer verilen 
perdelerin bir 8’li yukarısındaki perdeler ile

birlikte düşünülmesi gerekmektedir.

Kemani Âmâ Recep’in Çifte Kiriş tekniğini 
kullanarak Rast makamında icra etmiş 
olduğu taksimde Segâh perdesinden 
âgâz edilerek seyre başlanmıştır. Dügâh 
perdesinde Uşşak’lı kalışın ardından yerinde 
Rast’lı kalış gösterilmiştir. Notaya alınan 
ve minütajları dizeklerin başlangıcında 
belirtilen ilgili taksimin ikinci dizeğinde Nevâ 
perdesi vurgulanmış, Hüseyni perdesinin 
icrası için Nevâ perdesinin icrasında 2. 
parmak kullanılarak 3. konum değişikliği 
kullanılmıştır. Akabinde Çargâh perdesinin 
icrasında 3. parmak kullanılarak 1. konuma 
tekrar geçilmiş ve yerinde Rast’lı kalış 
yapılmıştır. Taksim icrasının ilgili bölümünde 
Glissando, Çarpma ve Tril süsleme teknikleri 
kullanılmıştır (Nota 2).

Nota 2.

Üçüncü dizekte Hüseyni perdesinin icrasında 
2. parmak kullanılmış ve böylelikle 4. konuma 
geçiş yapılmış ardından Acem perdesi 
kullanılarak Nevâ perdesinde Nihavend’li kalış 
gösterilmiştir. Çargâh perdesinin icrasında 
3. parmak kullanılarak 1. konuma tekrar 
dönüş yapılmış Kürdi perdesi tamamlayıcı 
perde olarak kullanılıp Segâh perdesinde 
Segâh çeşnisi kullanılmıştır. Acem perdesinin 

icrasında 4. parmak kullanılarak 3. konuma 
geçiş yapılmış ve inici bir ezgi kullanılan 
bölümde Segâh perdesinin icrasında 2. 
parmak kullanılarak 1. konuma tekrar 
geçilmiştir. Dördüncü dizekte Çargâh perdesi 
vurgulanmış ve Rast perdesine inerek tekrar 
Rast’lı kalış duyurulmuştur. Taksim icrasının 
ilgili bölümünde Çarpma, Tril ve Glissando 
süsleme teknikleri kullanılmıştır (Nota 3). 

1 Detaylı bilgi için bkz. Hatipoğlu, V. (2017). “Türk 
Müziği Keman Akordu”, İdil Dil ve Sanat Dergisi, 
sayı:29, s. 289-309.
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Nota 3.

Nota 4.

Nota 5.

%HĂLQFL GL]HNWH RDVW�AFHP DWODPDV×QGD 
AFHP SHUGHVLQLQ LFUDV×QGD �� SDUPDN 
NXOODQ×ODUDN �� NRQXPD JHoLOPLĂ DNDELQGH 
LQLFL ELU H]JL LOH SHJkK SHUGHVLQLQ LFUDV×QGD 
�� SDUPDN NXOODQ×ODUDN �� NRQXPD WHNUDU 
JHoLOPLĂWLU� AOW×QF× GL]HNWH RDVW SHUGHVLQGH 

AFHPOL RDVW NDO×Ă× J|VWHULOPLĂWLU� +�VH\QL 
SHUGHVLQLQ LFUDV×QGD �� SDUPDN NXOODQ×ODUDN 
�� NRQXPD JHoLĂ \DS×OP×ĂW×U� TDNVLP LFUDV×Q×Q 
LOJLOL E|O�P�QGH GOLVVDQGR� dDUSPD YH TULO 
V�VOHPH WHNQLNOHUL NXOODQ×OP×ĂW×U �1RWD ���

<HGLQFL GL]HNWH dDUJkK SHUGHVLQLQ LFUDV×QGD 
�� SDUPDN NXOODQ×ODUDN �� NRQXPD WHNUDU 
JHoLOPLĂ YH 1HYk SHUGHVL YXUJXODQP×ĂW×U� 
DDKD VRQUD D�JkK�SHJkK YH D�JkK�RDVW 
SHUGHOHUL DUDV×QGD \RÿXQ ELU ĂHNLOGH 

GOLVVDQGR V�VOHPH WHNQLÿL NXOODQ×ODUDN 
VHNL]LQFL GL]HNWH RDVW SHUGHVLQGH RDVW·O× NDO×Ă 
KLVVL\DW× YXUJXODQP×ĂW×U� TDNVLP LFUDV×Q×Q LOJLOL 
E|O�P�QGH dDUSPD YH GOLVVDQGR V�VOHPH 
WHNQLNOHUL NXOODQ×OP×ĂW×U �1RWD ���

DRNX]XQFX GL]HNWH RDVW SHUGHVLQGH RDVW·O× 
NDO×Ă×Q DUG×QGDQ RDVW�+�VH\QL SHUGHVL 
DWODPDV×QGD GOLVVDQGR V�VOHPH WHNQLÿL 
NXOODQ×ODUDN +�VH\QL SHUGHVLQLQ LFUDV×QGD �� 
SDUPDN NXOODQ×OP×Ă YH E|\OHOLNOH �� NRQXPD 
JHoLOPLĂWLU� ANDELQGH dDUJkK SHUGHVLQLQ 
LFUDV×QGD �� SDUPDN NXOODQ×ODUDN �� NRQXPD 

WHNUDU JHoLĂ \DS×OP×Ă YH RDVW SHUGHVLQGH 
RDVW·O× NDO×Ă \DS×OP×ĂW×U� OQXQFX GL]HNWH 1HYk 
SHUGHVLQLQ LFUDV×QGD �� SDUPDN NXOODQ×ODUDN 
�� NRQXPD JHoLOPLĂ� +LVDU SHUGHVLQLQ 
LFUDV×\OD GD 1HYk SHUGHVLQGH AUDEDQ·O× NDO×Ă 
J|VWHULOPLĂWLU� 1HYk SHUGHVLQLQ DUG×QGDQ 
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gelen Çargâh perdesinin icrasında 3. parmak 
kullanılarak 1. konuma geçiş yapılmış ve Rast 
perdesinde Basit Suzinak’lı kalış gösterilmiştir. 
Rast-Çargâh perdesi atlamasında Glissando 
süsleme tekniği kullanılarak geçiş yapılmış 
ve Çargâh perdesinin icrasında 1. parmak 
kullanılarak aynı zamanda 3. konum 
değişikliği gösterilmiştir. Hisar perdesinin 
icrasının ardından Glissando süsleme tekniği 

kullanılarak Gerdaniye perdesi 4. parmak ile 
icra adilmiş ve 4. konuma geçiş yapılmıştır. 
Daha sonra inici bir ezgi ile Çargâh perdesi 
1. parmak ile icra edilerek 3. konuma tekrar 
geçiş sağlanmış ve Nevâ perdesinde Araban’lı 
kalış gösterilmiştir. Taksim icrasının ilgili 
bölümünde Çarpma, Glissando ve Alt Mordan 
süsleme tekniklikleri kullanılmıştır (Nota 6).

Nota 6.

Nota 7.

On birinci dizekte Çargâh perdesinin icrasında 
3. parmak kullanılarak 1. konumdan, Nevâ 
perdesinin icrasında 2. parmak kullanılarak 
3. konuma geçilmiştir. Büyük çoğunlukla 
aynı anda iki tele aynı parmak numaralarının 
icrasıyla gerçekleştirilen Çifte Kiriş icra 
tekniği ile oluşturulan taksimin bu bölümünde 
ikinci telde 2. parmak Nevâ perdesinde sabit 
tutularak bir dem ses oluşturulmuş ancak 
birinci telde farklı bir ezgi icra edilmiştir. 
Hisar perdesinin kullanımı ile birlikte Çargâh 
perdesinde Nikriz’li kalış gösterilmiştir. 
On ikinci dizekte Gerdaniye perdesinin 
icrasında Glissando süsleme tekniği 
kullanılmış olup perdenin icrası 4. parmak 

ile gerçekleştirilmiş ve böylelikle 4. konuma 
geçilmiştir. Acem ve Dik Hisar perdeleri 
kullanılarak Çargâh perdesinin icrası 1. 
parmak ile gerçekleştirilmiş ve akabinde 
Nevâ perdesinde Uşşak’lı kalış gösterilmiştir. 
Daha sonra Gerdaniye perdesinin icrasında 
4. parmak kullanılarak 4. konuma geçilmiş, 
Acem ile Dik Hisar perdelerinin de kullanımına 
devam edilerek Çargâh perdesinin icrasında 
3. parmak kullanılarak 1. konuma geçilmiş 
akabinde Kürdi perdesi tamamlayıcı perde 
olarak kullanılıp Segâh perdesinde Segâh’lı 
kalış yapılmıştır. Taksim icrasının ilgili 
bölümünde Alt Mordan, Çarpma ve Glissando 
süsleme teknikleri kullanılmıştır (Nota 7).

On üçüncü dizekte Glissando süsleme tekniği 
kullanılarak Gerdaniye perdesinin icrasında 
4. parmak kullanılmış ve böylelikle 4. 
konuma geçiş yapılmıştır. Daha sonra Acem 
perdesi kullanılmış olup Nevâ perdesinin 

icrasında 4. parmak kullanılarak 1. konuma 
geçilmiş, Nim Hicaz perdesinin eklenmesi 
ve Kürdi perdesinin de tamamlayıcı perde 
olarak kullanılması ile birlikte Segâh perdesi 
üzerinde Müstear çeşnisi gösterilmiştir. 
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Nota 8.

Nota 9.

Nota 10.

ANDELQGH 1LP +LFD] SHUGHVLQLQ LFUDV×QGD 
�� SDUPDN NXOODQ×ODUDN �� NRQXPD� SHJkK 
SHUGHVLQLQ LFUDV×QGD �� SDUPDN NXOODQ×ODUDN 
�� NRQXPD JHoLĂ \DS×OP×ĂW×U� OQ G|UG�QF� 
GL]HNWH +�VH\QL SHUGHVLQLQ LFUDV×QGD �� 
SDUPDN NXOODQ×ODUDN �� NRQXPD JHoLOPLĂ YH 

ROXĂWXUXODQ H]JLGHQ VRQUD SHJkK SHUGHVLQLQ 
LFUDV×QGD �� SDUPDN NXOODQ×ODUDN �� NRQXPD 
WHNUDU JHoLĂ \DS×OP×ĂW×U� TDNVLP LFUDV×Q×Q LOJLOL 
E|O�P�QGH GOLVVDQGR YH dDUSPD V�VOHPH 
WHNQLNOHUL NXOODQ×OP×ĂW×U �1RWD ���

OQ EHĂLQFL GL]HNWH 1LP +LFD] SHUGHVLQLQ 
NXOODQ×P×\OD ELUOLNWH D�JkK SHUGHVLQGH SDEk 
oHĂQLVL J|VWHULOPLĂWLU� RDVW SHUGHVLQGHQ 
1HYk SHUGHVLQH JHoLĂWH GOLVVDQGR V�VOHPH 
WHNQLÿL NXOODQ×OP×Ă YH 1HYk SHUGHVLQLQ 
LFUDV×QGD �� SDUPDN NXOODQ×ODUDN �� NRQXPD 
JHoLĂ \DS×OP×ĂW×U� ANDELQGH +LVDU�1LP 

+LFD] SHUGHOHUL NXOODQ×OP×Ă ROXS DLN K�UGL 
SHUGHVLQLQ LFUDV×QGD �� SDUPDN NXOODQ×ODUDN 
�� NRQXPD JHoLĂ \DS×OP×Ă YH RQ DOW×QF× 
GL]HÿLQ VRQXQGD RDVW SHUGHVLQGH 1HYHVHU·OL 
NDO×Ă J|VWHULOPLĂWLU� TDNVLP LFUDV×Q×Q LOJLOL 
E|O�P�QGH GOLVVDQGR� dDUSPD YH TULO 
V�VOHPH WHNQLNOHULQH \HU YHULOPLĂWLU �1RWD ���

OQ \HGLQFL GL]HNWH +�VH\QL SHUGHVLQLQ 
LFUDV×QGD �� SDUPDN NXOODQ×ODUDN �� NRQXPD 
JHoLĂ \DS×OP×Ă DNDELQGH SHJkK SHUGHVLQLQ 
LFUDV×QGD �� SDUPDN NXOODQ×ODUDN �� NRQXPD 
WHNUDU JHoLOPLĂWLU� OQ \HGLQFL GL]HÿLQ VRQXQGD 
dDUJkK SHUGHVL YXUJXODQP×Ă GDKD VRQUD 
1LP +LFD] SHUGHVLQLQ NXOODQ×P×\OD ELUOLNWH 
D�JkK SHUGHVLQGH SDEk oHĂQLVL J|VWHULOPLĂ 

YH DUG×QGDQ dDUJkK SHUGHVLQGH +LFD]·O× NDO×Ă 
\DS×OP×ĂW×U� OQ VHNL]LQFL GL]HNWH +�VH\QL 
SHUGHVLQLQ LFUDV×QGD �� SDUPDN NXOODQ×ODUDN 
�� NRQXP� SHJkK SHUGHVLQLQ LFUDV×QGD LVH �� 
SDUPDN NXOODQ×ODUDN �� NRQXP GHÿLĂLNOLNOHUL 
\DS×OP×ĂW×U� TDNVLP LFUDV×Q×Q LOJLOL E|O�P�QGH 
dDUSPD YH GOLVVDQGR V�VOHPH WHNQLNOHUL 
NXOODQ×OP×ĂW×U �1RWD ���� OQ GRNX]XQFX 
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dizekte Nevâ perdesinin icrasında 2. parmak 
kullanılarak 3. konuma geçiş yapılmıştır. 
Daha sonra Segâh perdesinin icrasında 2. 
parmak kullanılmış olup 1. konuma tekrar 
geçilmiş ve Segâh perdesinde Segâh çeşnisi 

gösterilmiş, yirminci dizeğin sonunda ise 
Dügâh perdesinde Uşak’lı kalış yapılmıştır. 
Taksim icrasının ilgili bölümünde Çarpma, 
Glissando ve Alt Mordan süsleme teknikleri 
kullanılmıştır (Nota 11).

Nota 11.

Nota 12.

Yirmi birinci dizekte Rast perdesine vurgu 
yapılarak Rast perdesinde Rast’lı kalış 
gösterilmiş akabinde Glissando süsleme 
tekniği kullanılarak Gerdaniye perdesinin 
icrasında 4. parmak kullanılmış olup 4. 
konuma geçilmiştir. Daha sonra Acem perdesi 
kullanılmış ve Çargâh perdesinin icrasında ilk 
önce 1. parmak kullanılarak 3. konum, daha 

sonra aynı perdenin icrasında 3. parmak 
kullanılarak 1. konum değişikliği yapılmıştır. 
Yirmi ikinci dizekte Rast perdesi üzerinde 
Rast seyri gösterilerek yerinde Rast’lı kalış 
yapılmıştır. Taksim icrasının ilgili bölümünde 
Glissando ve Çarpma süsleme teknikleri 
kullanılmıştır (Nota 12).

Kemani Âmâ Recep’in Çifte Kiriş tekniği ile icra 
etmiş olduğu Rast makamındaki taksimde 1., 
3., ve 4. konum değişikliklerinin kullanıldığı 
görülmüştür. İlgili taksim icrasında Rast 
perdesinde Rast, Dügâh perdesinde Uşşak, 
Segâh perdesinde Segâh, Rast perdesinde 
Acem’li Rast, Nevâ perdesinde Araban, 
Rast perdesinde Basit Suzinak, Çargâh 

perdesinde Nikriz, Nevâ perdesinde Uşşak, 
Segâh perdesinde Müstear, Dügâh perdesinde 
Sabâ, Rast perdesinde Neveser ve Çargâh 
perdesinde Hicaz çeşnilerine yer verilmiş 
olup ilgili taksimin bütününde Glissando, 
Çarpma, Tril ve Alt Mordan süsleme teknikleri 
kullanılmıştır.
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Sonuç
AUDĂW×UPDQ×Q EX E|O�P�QGH T�UN P�]LÿL 
NHPDQ LFUDF×O×ÿ×QGD dLIWH KLULĂ LFUD WHNQLÿLQH 
YH KHPDQL ÇPk RHFHS·LQ dLIWH KLULĂ LOH RDVW 
WDNVLP LFUDV×Q×Q WDKOLOL GRÿUXOWXVXQGD dLIWH 
KLULĂ LFUD WHNQLÿL LoLQ JHUHNHQ GLÿHU WHNQLN 
|]HOOLNOHUH LOLĂNLQ VRQXoODUD \HU YHULOPLĂWLU�

T�UN P�]LÿL NHPDQ LFUDF×O×ÿ×QGD NXOODQ×ODQ 
dLIWH KLULĂ LFUD WHNQLÿLQLQ NHOLPH DQODP× 
RODUDN %DW× P�]LÿL NHPDQ LFUD WHNQLNOHULQGHQ 
dLIW THO �İQJ� DRXEOH SWRSV� )U� DRXEOH 
FRUGHV� LOH EHQ]HUOLN J|VWHUPHVLQH NDUĂ×Q 
PH\GDQD JHWLULOLĂ ELoLPLQGH IDUNO×O×NODU×Q 
ROGXÿX YH dLIWH KLULĂ LFUD WHNQLÿLQLQ T�UN 
P�]LÿL �VOXEXQD \|QHOLN PH\GDQD JHWLULOHFHN 
RODQ LFUD\D X\JXQ ROGXÿX WHVSLW HGLOPLĂWLU� 
dLIWH KLULĂ LFUD WHNQLÿLQGHNL IDUNO×O×ÿ×Q WHO 
G�]HQLQLQ GHÿLĂWLULOHUHN ROXĂWXUXOPDV×QGDQ 
ND\QDNODQG×ÿ× VRQXFXQD YDU×OP×ĂW×U� dLIWH KLULĂ 
LFUD WHNQLÿLQH \|QHOLN ROXĂWXUXODQ WHO G�]HQLQ 
LVH� LNLQFL WHOLQ DOW N|SU�GHQ NDOG×U×ODUDN 
ELULQFL WHOH \DN×QODĂW×U×OPDV× YH GDKD 
VRQUD LNLQFL WHOLQ� ELULQFL WHOLQ IUHNDQV×Q×Q 
\DU×V× NDGDU RODQ GHÿHUGH DNRUWODQPDV× LOH 
ROXĂWXUXOGXÿX RUWD\D NRQXOPXĂWXU� gUQHÿLQ� 
ELULQFL WHO MXKD\\HU SHUGHVLQH ������ +]� 
DNRUWODQP×Ă LVH ELULQFL WHOH \DNODĂW×U×ODQ 
LNLQFL WHO D�JkK SHUGHVLQH ������ +]� 
DNRUWODQPDO×G×U� dLIWH KLULĂ LFUD WHNQLÿLQLQ 
WHO G�]HQLQLQ GHÿLĂWLULOHUHN PH\GDQD 
JHWLULOPHVL\OH ROXĂDQ KHP VHV VDKDV× KHP 
GH HĂOLN LFUDODU×QGD GDKD |Q SODQD o×NDFDN 
ROPDV× VHEHEL\OH HĂOLN LFUDODU×QGD QHUHGH\VH 
KLo NXOODQ×OPDG×ÿ× VDGHFH WDNVLP YH R\XQ 
KDYDV× IRUPODU×Q×Q LFUDODU×QGD NXOODQ×OG×ÿ× 
WHVSLW HGLOPLĂWLU�

dLIWH KLULĂ LFUD WHNQLÿLQH \|QHOLN PHYFXW ELU 
VHPERO�Q ROPDG×ÿ× YH LOJLOL VHV ND\×WODU×QD 
\|QHOLN QRWD\D DNWDU×ODQ Q�VKDODU×Q RNX\XFX\D 
J�oO�N ROXĂWXUDFDÿ× RUWD\D NRQXOPXĂ ROXS 
EX VHEHSOH dLIWH KLULĂ LFUD WHNQLÿLQH \|QHOLN 
VHPERO |QHULVLQGH EXOXQXOPXĂWXU�

KHPDQL ÇPk RHFHS·LQ dLIWH KLULĂ WHNQLÿLQL 
NXOODQDUDN LFUD HWPLĂ ROGXÿX RDVW 
PDNDP×QGDNL WDNVLPLQ WDKOLOL GRÿUXOWXVXQGD� 
dLIWH KLULĂ WHNQLÿL LOH LFUD HGLOHFHN KHUKDQJL 
ELU PDNDPD DLW GL]LQLQ W�P SHUGHOHULQL 

NXOODQDELOPHN LoLQ NRQXP GHÿLĂLNOLÿLQLQ 
E�\�N ELU |QHPH VDKLS ROGXÿX WHVSLW 
HGLOPLĂWLU� %DKVL JHoHQ LFUD WHNQLÿLQLQ 
JHUoHNOHĂWLULOHELOPHVL LoLQ |]HOOLNOH �� � YH �� 
NRQXP GHÿLĂLNOLNOHULQH KkNLPL\HW JHUHNOLOLÿL 
RUWD\D NRQXOPXĂWXU� A\U×FD dLIWH KLULĂ 
LFUD WHNQLÿL\OH PH\GDQD JHWLULOHQ WDNVLP 
LFUDODU×QGD PDNDP JHoNLOHULQLQ NXOODQ×OPDV× 
LFUD\× PRQRWRQOXNWDQ NXUWDUDUDN GDKD ]HQJLQ 
ELU KDOH G|Q�ĂW�UHFHÿL VRQXFXQD YDU×OP×ĂW×U�
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GD]LDQWHS ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW KRQVHUYDWXYDU× 
THPHO %LOLPOHU E|O�P�Q� GHUHFH\OH ND]DQG× YH ���� 
\×O×QGD E|O�P�QGHQ GHUHFH\OH PH]XQ ROGX� GHQoOLN YH VSRU 
EDNDQO×ÿ×Q×Q G�]HQOHPLĂ ROGXÿX T�UN P�]LÿL oDOJ× \DU×ĂPDV×QGD 
NXSD YH PDGDO\D ND]DQG×� GD]LDQWHS ÜQLYHUVLWHVLQGH SHGDJRMLN 
IRUPDV\RQ GHUVOHULQL DO×UNHQ GD]L ÜQLYHUVLWHVL T�UN M�]LÿL 
DHYOHW KRQVHUYDWXYDU×QGD \�NVHN OLVDQV \DSPD\D KDN ND]DQG×� 
���� \×O×QGD \�NVHN OLVDQV HÿLWLPLQL WDPDPODPDV×Q×Q DUG×QGDQ 
AQNDUD +DF× %D\UDP 9HOL ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW 
KRQVHUYDWXYDU×QGD DRNWRUD SURJUDP×QGD |ÿUHQLP J|UPH\H KDN 
ND]DQG×� <�NVHN OLVDQV YH DRNWRUD SURJUDP×Q× DRo� DU� 9DVÀ 
+DWLSRÿOX GDQ×ĂPDQO×ÿ×QGD WDPDPOD\DQ +DOXN %�N�OPH]·LQ 

´T�UN M�]LÿL KHPDQ İFUDF×O×ÿ×QGD ENRO OOPXĂ İNL 8VWD İVLP� +D\GDU TDWO×\D\ YH SDGL ,Ă×OD\µ 
LOH ´T�UN M�]LÿL KHPDQ EÿLWLPLQH <|QHOLN GHoNL YH dHĂQL EW�WOHULµ LVLPOL LNL NLWDS \D\×Q× 
EXOXQPDNWDG×U� %LOLPVHO oDO×ĂPDODU×Q×Q \DQ× V×UD ELUoRN NRQVHUGH NHPDQ× LOH \HU DODQ +DOXN 
%�N�OPH] ���� \×O×QGDQ LWLEDUHQ THNLUGDÿ 1DP×N KHPDO ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW 
KRQVHUYDWXYDU×QGD M�G�U \DUG×PF×V× RODUDN gÿU� G|U� DU� XQYDQ× LOH J|UHY \DSPDNWDG×U�
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Çifte Kiriş performance technique in Turkish music violin 
performance: The example of Rast taksim of Kemanî Âmâ 
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 Çifte Kiriş 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 Çifte Kiriş 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 Çifte Kiriş performance technique to be forgotten by violin players 
today. The most important source we have for the Çifte Kiriş performance technique is the example 
of the taksim in the Rast makam, performed by the Kemanî Âmâ Recep with the Çifte Kiriş technique. 
In this study, it is aimed to determine how the Çifte Kiriş 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 Çifte Kiriş performance technique by analyzing the Kemanî Âmâ 
Recep’s Çifte Kiriş performance technique and the taksim performance in Rast maqam. Looking at 
the archives of audio recordings performed with the Çifte Kiriş 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 Havası performances. Although the Çifte Kiriş 
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 Çifte Kiriş 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 Çifte 
Kiriş 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 Çifte Kiriş 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 maqam, which was performed by the Kemanî Âmâ Recep 
using the Çifte Kiriş technique, it has been determined that the position change is of great importance 
in order to use all notes of any maqam’s scale to be performed with the Çifte 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
çifte kiriş� taksim� TXrkisK mXsic� YiRlin� Kemanî Âmâ Recep
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Korean way of perceiving the determinism of French spectral 

music and concrete music since 1970

Kim Jinho
Professor, Department of Music, Andong National University, Gyeongdong-ro (SongCheon-dong), Andong, 
Gyeongsangbuk-do, 36729, Republic of Korea. Email: sultasto@andong.ac.kr ORCID: 0000-0002-9688-3148

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 

DOI 10.12975/rastmd.20221022 Submitted March 11, 2022 Accepted May  23, 2022

works within.1 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 

1 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).2 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, 
2 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 maître, 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.3 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.4 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: poïétique dimension, esthésique 
dimension, and trace. We translated the poïétique 
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).

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.5 Poetic 
libertarians compose their music without 
planning and as their fancy dictates. Debussy 
reportedly said that “I wish only to render 
what I 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 
Faïta (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 für Orchester, Op. 
30, is a preexisting structure that delimits 
compositional liberty (Schäffer, 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 für 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 (Barrière, 1989, p. 39; 

Figure 1. Gérard Grisey (1946-1998)

Dufourt, 1991, p. 292). Certain spectralists 
studied the audibility of music (Murail, 1989, 
p. 151, 162; Barrière, 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 E2] 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.6

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 
6 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).

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-à-vis Partiels?7

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 l’oubli. In 
Ethers, he finally becomes a strong poetic 
determinist: In the dimension of materials, 
tones are automatically generated from ring 
modulation,8 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-à-vis Ethers?

Feeling determinism (or freedom) vis-à-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).9 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). 
9 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-à-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. I 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.10 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.
10 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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Galen John Strawson 
(1952-) is a British analytic 
philosopher.

David Hume (1711-1776) was 
a Scottish Enlightenment 
philosopher.

Roger Penrose (1931-) is 
a British mathematical 
physicist, philosopher of 
science and Nobel Laureate 
in Physics.

“Nothing can be the cause of 
itself” (Strawson, 2009, p. 
299).

“[T]he priority of time in 
the cause before the effect” 
(Hume, 2010, p. 378)

“Central to our feelings of 
awareness is the sensation 
of the progression of time” 
(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 III, 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 

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.11

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. Identifying 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 

11 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 (Deliège, 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.12 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 

12 For reduced phenomenological listening, see Kane 
(2007, p. 16-17).

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 (Deliège, 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 Deliège, 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 c 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. 
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CM as imperfect collage/montage/bricolage 
does not disturb Pierre Henry (Deliège, 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 Écho 
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). 

This online 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, 

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 III 
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). 

A1-2 A1-3 Music A2-1 A2-2 A2-3 A2-4 A2-5

(2) (4) Partiels (2) or (3) (1) (1) (2)

Ethers (1) (1) (1) (2)

Bilude (3) or (4) (2) (2) (2)

Divinité du Styx (5) (2) (2) (2)

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

Table 2. Item statistics for main three musical questions 

Table 3. Item total statistics

Table 4. Scale statistics

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 A0 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.

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

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

Mean Dispersion Standard Deviation Number of Items

4.60 2.325 1.525 3
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Table 5. Determinists / Libertarians breakdown and the AS (for 18 questions)

Table 6. Gender breakdown by determinist/libertarian leanings and the AS (for 18 questions)

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 

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). 

Total persons: 504

Determinists Libertarians

Persons AS % Persons AS %

220 52.90 43.7 284 52.48 56.3

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)

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

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

Persons AS
Determinists Libertarians

% AS % AS

All ages 504 52.66 43.7 52.90 56.3 52.48

20s 120 53.90 55.0
M. 56.1 53.81

45.0
M. 43.9 50.45

F. 53.7 54.05 F. 46.3 57.86

30s 87 51.40 44.8
M. 50 48.30

55.2
M. 50 52.37

F. 39.0 51.22 F. 61 53.46

40s 106 52.92 35.8
M. 33.3 53.47

64.2
M. 66.7 53.78

F. 38.5 52.80 F. 61.5 51.73

50s 113 53.25 40.7
M. 37.5 54.48

59.3
M. 62.5 53.59

F. 43.9 53.68 F. 56.1 51.73

60s 

or older
78 50.97 39.7

M. 35.9 50.68
60.3

M. 64.1 47.74

F. 43.6 55 F. 56.4 51.75

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

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 

education was 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).

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, 

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 

homemakers were among the lowest. 

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

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

STEM workers. Blue-collar workers included 

day workers, part-time employees, and 

salespersons as non-employees.) Except for 

office workers, salespersons, and “other,” 
the determinists outscored the libertarians 

across all professions (Table 10).

Persons AS
Determinists Libertarians

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.

AS %
Determinists Libertarians

AS % AS %

Personal 

Monthly 

Income (USD)

Under 2,478 52.29 43.1 53.74 44.2 51.14 55.8

2,478 - 4,130 53.29 30.0 52.45 37.1 53.78 62.9

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

Household 

Monthly 

Income (USD)

Under 2,478 52.15 16.5 53.57 55.4 50.39 44.6

2,478 - 4,130 52.27 33.9 52.33 39.8% 52.22 60.2

4,130 - 5,779 54.19 26.8 55.54 37.8% 53.36 62.2

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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Political stance Persons AS %
Determinists Libertarians

AS % AS %

Democratic 
Party of Korea Centrist 132 52.58 26.2 52.59 43.18 52.58 56.81

Liberty Korea 
Party Very conservative 57 51.82 11.3 54.73 35.08 50.24 64.91

Bareunmirae 
Party Conservative 17 50.79 3.4 51.33 35.29 50.50 64.70

Justice Party Moderate left 44 56.63 8.7 55.61 40.90 57.33 59.09

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 12. Political party support by determinist/libertarian leanings and AS (for 18 questions)

Table 13. Sociopolitical opinions by determinist/libertarian leanings and AS (for 18 questions)

Persons AS %
Determinists Libertarians

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 (%)

ACAR to the 
Question A2-1 for

Partiels 43.7 43.3 43

Ethers 9.1 9.5 9.9

Bilude 48.7 51.2 53.2

Divinité 35.0 33.9 33.1

ACAR to the 
Question A2-2 for

Partiels 87.3 86.1 85.2

Ethers 46.4 48 49.3

Bilude 69.5 69.8 70.1

Divinité 63.2 67.3 70.4

ACAR to the 
Question A2-3 for

Partiels 71.8 68.8 66.5

Ethers 50.5 51.4 52.1

Bilude 28.6 28.6 28.5

Divinité 64.1 64.1 64.1

ACAR to the 
Question A2-4 for

Partiels 82.3 80.7 79.4

Ethers 87.4 83.8 81.1

ACAR to the 
question A2-5 for

Bilude 34.9 43.8 50.6

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.

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%

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

(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/

chemical environment and 
my biological traits

My brain’s specific 
working

My dreams, preferences, 
thinking, imagination, will, 
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., I overcome my socio-physical environment and select something I want: I 
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) I do what I want. I determine what I want. 
(3) Sometimes I cannot control myself. That is not my responsibility. 
(4) My moral belief is given by society. I 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 I 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.
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An image of logical composer who has an elaborate plan:

Two images of free composers:

  

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

(1)                                                                 (2)

                  

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 I had no knowledge of.
(2) I guess that recorded and edited sounds have been used.
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Appendix 2.
1. Case Processing Summary

2. Case Processing Summary

N %

Cases

Valid 504 100.0

Excluded* 0 0

Total 504 100.0

* Listwise deletion based on all variables in the procedure

N %

Cases

Valid 504 100.0

Excluded* 0 0

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Reliability Statistics

Item Statistics

Item Statistics

Item Total Statistics

Scale Statistics

Cronbach’s Alpha N of Items

0.342 2

Cronbach’s Alpha N of Items

0.079 2

Mean Std. Deviation N

Question A2-1 2.14 1.247 504

Question A2-2 1.14 0.346 504

Mean Std. Deviation N

Question A2-1 2.14 1.247 504

Question A2-3 1.31 0.464 504

Scale Mean if 
Item Deleted

Scale variance if 
Item Deleted

Corrected 
Item-Total 
Correlation

Cronbach’s Alpha 
if Item Deleted

Question  A2-1 1.14 0.120 0.400

Question A2-2 2.14 1.556 0.400

Mean Variance Std. Deviation N of Items

3.28 2.021 1.422 2
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3. Case Processing Summary

N %

Cases

Valid 347 68.8

Excluded* 157 31.2

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Item Statistics

Item Total Statistics

Item Total Statistics

Scale Statistics

Scale Statistics

Cronbach’s Alpha N of Items

-0.012: 
The value is negative due to a negative average covariance 
among items. 
This violates reliability model assumptions. You may want to 
check item codings. 

2

Mean Std. Deviation N

Question A2-1 2.09 1.267 347

Question A2-4 1.81 0.395 347

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-1 1.31 0.125 0.063

Question A2-3 2.14 1.556 0.063

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-1 1.81 0.156 -0.011

Question A2-4 2.09 1.604 -0.011

Mean Variance Std. Deviation N of Items

3.46 1.843 1.358 2

Mean Variance Std. Deviation N of Items

3.90 1.750 1.323 2
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4. Case Processing Summary

5. Case Processing Summary

N %

Cases

Valid 157 31.2

Excluded* 347 68.8

Total 504 100.0

* Listwise deletion based on all variables in the procedure

N %

Cases

Valid 504 100.0

Excluded* 0 0.0

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Item Statistics

Item Total Statistics

Scale Statistics

Cronbach’s Alpha N of Items

-0.031: 
The value is negative due to a negative average covariance 
among items. 
This violates reliability model assumptions. You may want to 
check item codings. 

2

Mean Std. Deviation N

Question A2-1 2.26 1.199 157

Question A2-5 1.41 0.494 157

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-1 1.41 0.244 -0.021

Question A2-5 2.26 1.438 -0.021

Mean Variance Std. Deviation N of Items

3.68 1.657 1.287 2

Reliability Statistics

Cronbach's Alpha N of Items

0.095 2
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6. Case Processing Summary

N %

Cases

Valid 347 68.8

Excluded* 157 31.2

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Item Statistics

Item Statistics

Item Total Statistics

Item Total Statistics

Scale Statistics

Scale Statistics

Cronbach’s Alpha N of Items

-0.115: 
The value is negative due to a negative average covariance 
among items. 
This violates reliability model assumptions. You may want to 
check item codings. 

2

Mean Std. Deviation N

Question A2-2 1.14 0.346 504

Question A2-3 1.31 0.464 504

Mean Std. Deviation N

Question A2-2 1.13 0.333 347

Question A2-4 1.81 0.395 347

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-2 1.31 0.215 0.052

Question A2-3 1.14 0.120 0.052

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-2 1.81 0.156 -0.055

Question A2-4 1.13 0.111 -0.055

Mean Variance Std. Deviation N of Items

2.45 0.351 0.593 2

Mean Variance Std. Deviation N of Items

2.93 0.253 0.503 2
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7. Case Processing Summary

8. Case Processing Summary

N %

Cases

Valid 157 31.2

Excluded* 347 68.8

Total 504 100.0

* Listwise deletion based on all variables in the procedure

N %

Cases

Valid 347 68.8

Excluded* 157 31.2

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Reliability Statistics

Item Statistics

Item Total Statistics

Scale Statistics

Cronbach’s Alpha N of Items

-0.125: 
The value is negative due to a negative average covariance 
among items. 
This violates reliability model assumptions. You may want to 
check item codings. 

2

Mean Std. Deviation N

Question A2-2 1.17 0.373 157

Question A2-5 1.41 0.494 157

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-2 1.41 0.244 -0.061

Question A2-5 1.17 0.139 -0.061

Mean Variance Std. Deviation N of Items

2.58 0.361 0.601 2

Cronbach's Alpha N of Items

8.438E-15 2
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9. Case Processing Summary

N %

Cases

Valid 157 31.2

Excluded* 347 68.8

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Item Statistics

Item Statistics

Item Total Statistics

Item Total Statistics

Scale Statistics

Scale Statistics

Mean Std. Deviation N

Question A2-3 1.00 0.000 347

Question A2-4 1.81 0.395 347

Mean Std. Deviation N

Question A2-3 1.41 0.244 0.000

Question A2-5 2.00 0.000 0.000

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-3 1.81 0.156 0.000

Question A2-4 1.00 0.000 0.000

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-3 1.41 0.244 0.000

Question A2-5 2.00 0.000 0.000

Mean Variance Std. Deviation N of Items

2.81 0.156 0.395 2

Mean Variance Std. Deviation N of Items

3.41 0.244 0.494 2

Cronbach's Alpha N of Items

0.000 2
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10. Case Processing Summary

N %

Cases

Valid 157 31.2

Excluded* 347 68.8

Total 504 100.0

* Listwise deletion based on all variables in the procedure

Reliability Statistics

Item Statistics

Item Total Statistics

Scale Statistics

Mean Std. Deviation N

Question A2-4 2.00 0.000 157

Question A2-6 1.41 0.494 157

Scale Mean if Item 
Deleted

Scale variance if 
Item Deleted

Corrected Item-Total 
Correlation

Question A2-4 1.41 0.244 0.000

Question A2-5 2.00 0.000 0.000

Mean Variance Std. Deviation N of Items

3.41 0.244 0.494 2

Cronbach's Alpha N of Items

0.000 2
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\D\×ODQ GLUHNW VHVWHNL ´GXUXOXNµ KRSDUO|UOHULQ \DQ \�]H\OHULQGHQ� WDYDQ YH ]HPLQGHQ� oDO×ĂPD 
PDVDODU×QGDQ YH PDVD �]HULQH \HUOHĂWLULOHQ REMHOHUGHQ \DQV×\DQ HUNHQ \DQV×PDODU LOH ER]XOPDNWD 
YH EX \DQV×PDODU RGDGDNL IUHNDQV WHSNLVLQGH LVWHQPH\HQ HWNLOHU ROXĂWXUPDNWDG×U� %X PDNDOHGH HY 
VW�G\RODU×QGD HUNHQ \DQV×PDODUOD LOLĂNLOL RODQ DNXVWLN ER]XOPDODU HOH DO×QDUDN� RGDODUGD \HU DODQ oDO×ĂPD 
PDVDODU×QGDQ ND\QDNO× GX\XVDO HWNLOHU DNXVWLN VLP�ODV\RQ \|QWHPL LOH GHÿHUOHQGLULOPLĂWLU� SLP�ODV\RQXQ 
JHUoHNOHĂWLULOPHVL LoLQ |Oo�OHUL %ROW DODQ× LoHULVLQGH \HU DODQ ELU RGD PRGHOOHQPLĂ� RGD LoHULVLQGH ND\QDN 
RODUDN LNL KRSDUO|U YH GLQOH\LFL QRNWDV×QD ELU DO×F× WDQ×PODQP×ĂW×U� +RSDUO|UOHUGHQ DO×F×\D XODĂDQ VLQ\DOLQ� 
PDVDQ×Q YDUO×ÿ× YH \RNOXÿX GXUXPODU×QGD QDV×O GHÿLĂWLÿL \DQV×PD JUDÀNOHUL YH IUHNDQV WHSNLVL JUDÀNOHUL 
�]HULQGHQ GHÿHUOHQGLULOPLĂWLU� gOo�P YH GHÿHUOHQGLUPHOHU VRQXFXQGD oDO×ĂPD PDVDV×QGDQ ND\QDNODQDQ 
YH DO×F× QRNWDV×QD GLUHNW VHVWHQ ���� PV VRQUD XODĂDQ HUNHQ \DQV×PDQ×Q DOW YH RUWD IUHNDQVODU×Q LĂLWVHO 
DOJ×V×QGD EHOLUJLQ ROXPVX] HWNLOHUL ROGXÿX J|]OHPOHQPLĂWLU� 
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*iriş
M�]LN \DUDW×P� ND\×W YH PL[ V�UHoOHUL 
J�Q�P�]GHNL WHNQRORMLN LPNDQODU LOH 
SURIHV\RQHO VW�G\RODUGDQ HYOHUH WDĂ×QP×Ă� 
P�]LN HQG�VWULVLQLQ ELOHĂHQOHUL RODQ 
P�]LV\HQOHU� DUDQM|UOHU� SURG�NW|UOHU YH 
VHV P�KHQGLVOHUL N�o�N KDFLPOL RGDODUGD 
� HY VW�G\RODU×QGD �UHWLP \DSDU KDOH 
JHOPLĂOHUGLU� 1HXHQIHOGW ������ EXQX 
SURIHV\RQHO VW�G\RODUGD \DS×ODQ �UHWLPLQ 
GHORNDOL]DV\RQX RODUDN Do×NODU� DROD\×V×\OD 
SHN oRN HVHULQ EHVWH YH ND\×WODU×Q×Q 
|QHPOL ELU N×VP× HY VW�G\RODU×QGD 
JHUoHNOHĂHELOPHNWH� D\U×FD P�]LN 
WHNQRORMLVLQGH GHWD\O× X\JXODPDODU RODQ PL[� 
PDVWHULQJ LĂOHPOHULQLQ YH J|UVHO PHG\D LoLQ 
JHUoHNOHĂWLULOHQ VHVOHQGLUPH� VHV WDVDU×P× 
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YE� X\JXODPDODU×Q GD HY VW�G\RODU×QGD 
JHUoHNOHĂWLULOGLÿL J|U�OHELOPHNWHGLU� 

T�P EX X\JXODPDODU×Q JHUoHNOHĂWLULOHELOGLÿL 
HY VW�G\RODU× SURIHV\RQHO VW�G\RODUOD 
N×\DVODQG×NODU×QGD� DNXVWLN SDUDPHWUH 
YH VWDQGDUWODUD XODĂPDQ×Q ]RUOX ROGXÿX 
DODQODUG×U� EY VW�G\RODU×� RGD \�]H\OHULQGH 
\DS×VDO GHÿLĂLNOLNOHULQ JHUoHNOHĂWLULOHPHGLÿL 
YH SURIHV\RQHO VHYL\HGHNL DNXVWLN 
PDO]HPHOHULQ \HUOHĂWLULOPHVLQLQ oRÿXQOXNOD 
P�PN�Q ROPDG×ÿ× \HUOHUGLU� DROD\×V×\OD 
SL\DVDGD HPLFL PDO]HPH RODUDN SD]DUODQDQ 
DQFDN KHUKDQJL ELU DNXVWLN |Oo�P YHULVLQH 
VDKLS ROPD\DQ EDVLW PDO]HPHOHULQ 
\�]H\OHUH JHOLĂLJ�]HO X\JXODQG×ÿ× RGDODUOD 
V×NoD NDUĂ×ODĂ×O×U� 
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1950’lerden itibaren, akustik literatüründe 
profesyonel stüdyoların kontrol odaları 
üzerine çalışmalar yapılmaktadır. Bu 
çalışmalarda yansımaların, ses yayılımının 
ve akustik bozulmalara sebep olan kusurların 
kontrolüne yönelik tasarım farklılıkları ve 
farklı tekniklerle oluşturulmuş kontrol odası 
tasarımları ortaya çıkmıştır (Voetmann, 
2007). Auvinen’e göre ise (2016) kapsamlı 
akustik tasarımların evlerdeki odalarda 
uygulanmaları fiziksel kısıtlar ve maliyet gibi 
sebeplerden mümkün olamamaktadır.

Yaşam alanları olan müstakil ev, apartman 
vb. mimari yapılar genellikle belirli yapısal 
standartlar gözetilerek, inşaatı kolay olan 
formlarda tasarlanır ve inşa edilirler. Yapılarda 
dikdörtgen planlar, odaların yerleşimi ve 
odaların boyutlandırılmasında sağladığı 
esneklikler nedeniyle ağırlık kazanmıştır 
(Staedman, 2006). Tavan yükseklikleri 
genellikle akustikte ideal olarak tanımlanan 
yüksekliklere kıyasla alçaktır. Odaların bu 
formlarda inşa edilmesi hem inşaattaki 
kullanım alanı verimliliğinin sağlanması, 
hem de inşaat maliyetleri açısından 
normal bir durumdur. Ancak yaşam alanları 
olmanın ötesinde, müziksel icra ve kritik 
dinleme ortamı olarak kullanıldıklarında, 
sebep oldukları akustik kusurlarla, yetersiz 
bir işitsel performans göstermeleri 
kaçınılmazdır. Bu akustik kusurlar müzik 
eğitimi almamış kişiler için çoğunlukla 
rahatsız edici olmayan, fark edilmeyen ya 
da bilinçli bir düzeyde tanımlanamayan 
problemlerdir. Ancak müzik profesyonelleri 
açısından işitilebilir ve tanımlanabilirler. 
Özellikle de mix ve mastering uygulamaları 
gerçekleştiren müzik profesyonelleri, kötü 
akustiğe sahip odaların etkilerini yaptıkları 
uygulamalarda net bir şekilde algılayabilirler. 
Bu etkilerin en belirgin sonucu yapılan mix 
- mastering uygulamasının ev stüdyosunda 
“iyi” duyulurken kulaklık, farklı bir 
hoparlör sistemi, araba ses sistemi ya da 
başka bir dinleme odası gibi diğer dinleme 
ortamlarında “kötü” duyulmasıdır. Bunun 
önemli sebeplerinden birisi uygulamanın 
yapıldığı ev stüdyosundaki yansımalar ve 
yansımaların etkilerinden kaynaklanan 

duyum bozulmalarıdır. Dolayısıyla ev 
stüdyolarında karşılaşılan akustik sorunlar ve 
duyulan sinyaldeki renklenmeler, yapılacak 
işlerin tekrar tekrar kontrol edilerek iş 
teslim sürelerinin uzamasına, yapılan mix 
ve masteringler için üst üste düzeltmeler 
istenmesine ve kötü senaryoda, tamamlanan 
işin kabul görmemesi gibi sonuçların 
doğmasına sebep olmaktadır. 

Akustikte duyuma yönelik sorunların 
düzeltilmesi yapısal değişiklikler ile beraber 
maliyetli müdahalelerin gerçekleştirilmesini 
gerektirir. Sorunları yaratan yansımaları, 
yansımalardan kaynaklanan rezonansları, 
renklenmeleri, ekoları vb. kontrol altına 
almak için paralel yüzeyleri eğimlendirme, 
yeni yüzeyler oluşturma, emici ve yayıcı 
malzemelerin yerleştirilmesi vb. yöntemler 
uygulanır. Bu işlemler maliyetlerinin 
yanında odaların boyutlarının büyük oranda 
değişmesine ve kullanım alanının azalmasına 
sebep olur. Ayrıca evlerdeki odalar gibi 
küçük hacimlerde, inşaatın yapısı, oda 
boyutları ve hacim ile ilişkili olan akustik 
kusurlar, bahsedilen müdahaleler yapılsa 
bile ya kısmen düzelecek ya da düzelmenin 
ötesinde yeni akustik sorunların doğmasına 
sebep olacaktır.

Küçük oda akustiğinde en önemli problemler 
alt frekanslarda etkili olan oda rezonanslarının 
dağılımları, yüzeylerdeki erken yansımaların 
anlık etkileri ve bunların sonucu olarak 
duyulan sesteki renklenmelerdir (Vorlander, 
1998). Oda rezonansları ya da diğer adı ile 
oda modları her boyuttaki kapalı hacimde 
görülen ancak küçük odalarda etkileri 
çok daha belirgin hissedilen alt frekans 
rezonanslarıdır. Odaların kimi noktalarında 
duyulan alt frekans seviyelerinde artış, kimi 
noktalarında ise azalış şeklinde hissedilirler. 
Kapalı hacimlerde oda rezonanslarının sebep 
olduğu akustik sorunlar basit müdahalelerle 
yok edilemezler. Ev stüdyolarında dinleme 
noktası, oda rezonanslarının yanında erken 
yansımaların da yoğun etkisi altındadır. 
Erken yansımalar hoparlörlerden dinleyicinin 
kulağına hoparlör yanlarında yer alan 
duvarlardan, tavandan ve hoparlör ile 
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GLQOH\LFL DUDV×QGDNL W�P VHUW \�]H\OHUGHQ 
\DQV×\DUDN VHYL\HVL \�NVHN HUNHQ \DQV×PD 
HQHUMLVL RODUDN XODĂ×UODU� %X VHUW \�]H\OHUGHQ 
ELUL RODQ oDO×ĂPD PDVDODU× KRSDUO|U 
YH GLQOH\LFL DUDV×QGDNL HNVHQGH HUNHQ 
\DQV×PDODU× HQ ĂLGGHWOL LOHWHQ \�]H\OHUGHQGLU� 
K�o�N RGDODUGD � |]HOOLNOH GH VW�G\R NRQWURO 
RGDODU×QGD� \DQ \�]H\OHUGHQ YH WDYDQGDQ 
ROXĂDQ HUNHQ \DQV×PDODU �]HULQH SHN oRN 
oDO×ĂPD ROPDV×QD UDÿPHQ� HY VW�G\RODU×QGD 
oDO×ĂPDODU \RN GHQHFHN VHYL\HGHGLU� EY 
VW�G\RODU× oDO×ĂPDODU×QGDNL EX N×WO×ÿ×Q 
VHEHEL \XNDU×GD GD EDKVHGLOHQ LQĂDDW 
IDUNO×O×NODU×Q×Q YH VWDQGDUW ROPD\DQ RGD 
IRUPODU×Q×Q \DUDWW×ÿ× |Oo�P WXWDUV×]O×NODU× 
YH EXQODUOD LOLĂNLOL RODQ DNXVWLN WDVDU×P 
]RUOXNODU×G×U� %X VHEHSOH HY VW�G\RODU×QGD 
NXOODQ×F×ODU×Q NROD\FD P�GDKDOH HGHELOHFHÿL 
\�]H\OHULQ EHOLUOHQPHVL YH \DS×ODFDN DNXVWLN 
G�]HQOHPHOHULQ EX \�]H\OHU oHUoHYHVLQGH 
JHUoHNOHĂWLULOPHVL DN×OF× RODFDNW×U� 

Küçük Oda Akustiğinde Erken 
Yansımalar
<DQV×PDODU DNXVWLN ELOLPLQGH SHN oRN 
GHÿHUOHQGLUPHQLQ WHPHOL YH \DQV×Ă×P V�UHVL 
�UHYHUEHUDWLRQ WLPH� DG× YHULOHQ V|Q�POHQPH 
HWNLVLQL ROXĂWXUDQ ELOHĂHQOHUGLU� GHOHQHNVHO 
DNXVWLN WDVDU×P \DNODĂ×P×QGD \DQV×Ă×P V�UHVL 
|QHPOL ELU GHÿHUOHQGLUPH NULWHUL LNHQ ED]× 
DUDĂW×UPDF×ODUD J|UH N�o�N KDFLPOL DODQODUGD 
|QHPVL] ELU |Oo�WW�U �TRROH� ����� V� ���� 
K�o�N RGDODUGD \DQV×Ă×P NRQVHU VDORQODU×QD 
N×\DVOD oRN GDKD N×VD V�UHOHUGH JHUoHNOHĂLU� 
%X VHEHSOH \DQV×PDODU×Q HUNHQ YH JHo 
\DQV×PDODU RODUDN V×Q×ÁDQG×U×OPDV× YH HUNHQ 
² JHo \DQV×PD HQHUMLOHULQLQ GX\XPGDNL 
HWNLOHULQH J|UH GHÿHUOHQGLULOPHVL JHUHNLU� 
EUNHQ \DQV×PDODU×Q \RÿXQOXÿX� VD\×V× YH 
\|QVHO GDYUDQ×ĂODU× RGDODUGD |QHPOL DNXVWLN 
HWNLOHU GRÿXUXU� 

g]LĂ YH 9HUJLOL·\H J|UH ������ N�o�N RGDODUGD� 
GLQOH\LFL QRNWDV×QD XODĂPD V�UHOHUL E�\�N 
RGDODUD N×\DVOD N×VD RODQ HUNHQ \DQV×PDODU×Q 
GLQOH\LFL\H XODĂPD ]DPDQ YH J�UO�NOHUL 
|QHPOL DOJ×VDO HWNLOHU GRÿXUXUODU� 3VLNRDNXVWLN 
DODQ×QGDNL |QF� oDO×ĂPDODU×QGD +DDV� HUNHQ 
\DQV×PDODU×Q GD LoHULVLQGH EXOXQGXÿX 
]DPDQVDO DUDO×ÿ×� V|Q�P V�UHVLQLQ �� LOH �� 

PV DUDO×ÿ×QGDNL E|O�P� RODUDN WDQ×PODU� %X 
DODQD DNXVWLNWH ´I�]\RQ DODQ×µ \D GD ´+DDV 
DODQ×µ DG× YHULOLU �EYHUHVW 	 3RKOPDQQ� ����� 
V� ���� +DDV DODQ×� SVLNRDNXVWLNWH� ND\QDN 
NRQXPODQG×UPD �VRXUFH ORFDOL]DWLRQ� LOH 
LOJLOL LSXoODU×Q×Q YH KDFPLQ ER\XWVDO KLVVLQL 
YHUHQ |QFHOLN HWNLVLQLQ �SUHFHGHQFH HIIHFW� 
ROXĂWXÿX ]DPDQVDO DUDO×NW×U� +DDV DODQ× YH 
HUNHQ \DQV×PDODU GHÿHUOHQGLULOLUNHQ ,TDG 
�,QLWLDO TLPH DHOD\ GDS� V�UHVLQLQ GH HOH 
DO×QPDV× JHUHNLU� ,TDG� %HUDQHN WDUDI×QGDQ 
GLUHNW VHVL WDNLS HGHQ LON \DQV×PDQ×Q GLQOH\LFL 
QRNWDV×QD XODĂPDV× LoLQ JHoHQ V�UH RODUDN 
WDQ×PODQ×U �%HUDQHN� ������ %X V�UHQLQ 
DOG×ÿ× ]DPDQVDO GHÿHUOHU HUNHQ \DQV×PDODU×Q 
HQHUMLOHULQLQ GHÿHUOHQGLULOPHVLQGH NXOODQ×O×U 
YH %HUDQHN WDUDI×QGDQ DNXVWLNWH VDPLPL\HW 
�LQWLPDF\� RODUDN GHÿHUOHQGLULOHQ DOJ× 
LOH LOLĂNLOHQGLULOLU� A\U×FD %HUDQHN N�o�N 
KDFLPOHUGH NRQVHU VDORQODU×QD N×\DVOD GDKD 
G�Ă�N ,TDG ]DPDQODU×Q×Q ���� PV� WHUFLK 
HGLOGLÿLQL EHOLUWPLĂWLU �+\GH� ������ KRQWURO 
RGDV× DNXVWLÿL OLWHUDW�U�QGH GH GLQOHPH 
QRNWDV×QGD LON �� ² �� PV DUDO×ÿ×QGDNL 
\DQV×PDODU×Q NRQWURO DOW×QGD WXWXOPDV× 
JHUHNOLOLÿL EHOLUWLOLU �9HUJLOL� ������ %X 
ELOJLOHUL GHVWHNOHU ELU oDO×ĂPDGD DXQQ YH 
3URWKHURH �DXQQ 	 3URWKHURH� ������ HUNHQ 
\DQV×PDODU×Q NRQVHU VDORQX JLEL E�\�N 
KDFLPOHUGH SHUIRUPDQV×Q ELU SDUoDV× KDOLQH 
JHOHUHN EHUUDNO×N �FODULW\� YH ND\QDN JHQLĂOLN 
DOJ×V×Q×Q �DSSDUHQW VRXUFH ZLGWK� DUWPDV×QGD 
HWNLOL ROGXÿXQX DQFDN EX HWNLOHULQ N�o�N 
RGD DNXVWLÿLQGH LVWHQPHGLÿLQL EHOLUWLU� %X 
VHEHSOH N�o�N RGDODUGD |]HOOLNOH GH NULWLN 
GLQOHPH \DS×ODQ RGDODUGD GLQOHPH QRNWDV×QD 
XODĂDQ HUNHQ \DQV×PDODU EDVN×ODQ×UODU� A\U×FD 
PL[ LĂOHPL \DS×ODQ RGDODUGD GX\XPGDQ 
RGDQ×Q HWNLVLQL NDOG×UPDN� \DQL DNXVWLN 
RODUDN ´FDQV×]µ GLQOHPH RUWDPODU× ED]× VHV 
P�KHQGLVOHUL WDUDI×QGDQ GDKD L\L RODUDN 
WDQ×PODQP×ĂW×U �TRROH� ������ 

K�o�N RGD DNXVWLÿL �]HULQH oDO×ĂPDODU 
LQFHOHQGLÿLQGH VW�G\R NRQWURO RGDV× 
DNXVWLÿLQLQ \DS×ODQ oDO×ĂPDODU×Q VD\×V× YH 
oHĂLWOLOLÿL LOH |Q SODQD o×NW×ÿ× J|U�O�U�  SW�G\R 
NRQWURO RGDODU× |]HOOHĂPLĂ DNXVWLN WDVDU×PODUD 
VDKLS KDFLPOHUGLU� KRQWURO RGDV× DNXVWLÿLQGH 
HUNHQ \DQV×PDODU×Q EDVN×ODQPDV× YH GDKD N×VD 
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ITDG zamanı oluşturulması yaklaşımlarının 
kimi zaman dışına çıkıldığı, kimi zaman ise 
korunduğu görülebilir. Dolayısıyla odanın 
algısal olarak daha büyük ya da daha küçük 
hissedilmesini sağlama arayışı, frekans 
tepkisinin doğruluğunu sağlama, dinlemede 
düzgün bir stereo imaj sağlanması ve erken 
yansımaların bozucu etkilerinin kontrol 
altında tutulması gibi akustik gereklilikler 
sebebiyle süreç içerisinde çeşitli kontrol 
odası tasarımları ortaya çıkmıştır.  Newell’ın 
(2017, s. 370) bu alandaki öncü kitabında 
belirttiği üzere, 1970’li yıllarda Westlake tipi 
odalar olarak da bilinen “Geometrik olarak 
kontrol altında tutulan odalar” ile başlayan 
tasarımlar, Jensen tipi odalar olarak bilinen 
Directional Dual Acoustics prensibi ile devam 
eder. Aynı dönemlerde başlayan ve 80’lerin 
başlarında Tom Hidley’in son halini verdiği 
“Non - Environment” tasarımı, aynı yıllarda 
ortaya çıkan Don Davis ve Chips Davis’in 
“Live End – Dead End - LEDE” tasarımı kontrol 
odalarının mimari yapılarında ve akustik 
özelliklerinde dikkat çekici değişimleri 
getirir. Bundan sonra D’Antonio ve Konnert’in 
(1984) erken yansımaların kontrolüne yönelik 
yaptıkları geliştirmeler ile “Reflection Free 
Zone – RFZ” tasarımı gelir.

Yıllar içerisinde gelişen ve değişen 
tasarımlardaki amaçlar, akustik kriterlerin 
sağlanabilmesi, ITDG aralıklarının elde 
edilmesi ve erken yansımaların olumsuz, 
bozucu ve renklendirici etkilerinin önüne 
geçilebilmesidir. Öte yandan bu tasarım 
yaklaşımları erken yansıma problemlerini 
oda duvarları, zemin ve tavan gibi yapısal 
bileşenlere müdahale ederek çözmeyi amaçlar. 
Ayrıca stüdyolarda, oda yüzeylerinden 
oluşan erken yansımalar haricinde tespit 
edilen önemli bir erken yansıma problemi 
de stüdyodaki ses masalarının (mixer) 
yüzeylerinden yansıyan seslerdir. Bu öncü 
yansımaların sebep olduğu faz problemleri 
ve frekanslardaki kayıplar Davis’in kontrol 
odaları üzerine çalışmalarında ele alınmış, 
hoparlörlerden dinleyiciye iletilen sinyalin 
kimi frekanslarında 5 desibeli aşan kayıpların 
oluştuğu belirlenmiştir. Ses masasının erken 
yansımalara sebep olan üst yüzeyinin 

akustik bir kapak ile kapatılması halinde 
daha doğru bir frekans cevabı alınabildiği 
yapılan ölçüm ile gösterilmiştir (Davis & 
Meeks, 1982). Ancak ses masasının üzerinin 
bir kapakla kapatılmasının ekipmanın 
kullanımında yaratacağı sorunlar nedeniyle 
uygulanabilirliği tartışmalıdır.

ITDG ve erken yansımalar açısından 
değerlendirildiklerinde ev stüdyolarındaki 
akustik durum, profesyonel ses kayıt 
stüdyolarından ayrılır. Daha önce de 
bahsedildiği gibi, evlerdeki odaların mimari 
çeşitliliği bu odaları akustik özellikleri 
bakımından oldukça değişken mekanlar 
haline getirmektedir. Odalar form, ölçü ve 
hacim olarak standart değildirler.  İnşaatta 
kullanılan malzeme katmanları, ses 
geçiş ve yalıtım özellikleri de farklılıklar 
göstermektedir. Bunlara ek olarak oda 
içerisinde yer alan kişisel kullanıma 
yönelik mobilyalar (koltuklar, kitaplıklar 
vb.) ve yüzeylerdeki rastgele yutucu 
özellikli malzemeler (halılar, perdeler 
vb.); yansımaların oda genelinde düzensiz 
dağılımına sebep olurlar.

Ev stüdyolarında kuvvetli erken yansımalar 
oluşturan sert yüzeyler, hoparlörlerin 
ses yayılım örüntülerini bozarak işitilen 
sinyalde frekans cevabı bozulmalarına, 
stereo imaj bozulmalarına ve bu olumsuz 
etkilerin birleşimiyle dinleme noktasında 
hatalı ve yanıltıcı bir duyumun oluşmasına 
sebep olmaktadır. Dinleme hattındaki 
sert yüzeylerden en başta geleni çalışma 
masalarının üst yüzeyleridir. Bu yüzey, 
dinleyici ile hoparlör arasında sesin kat 
ettiği en kısa yolda yer alır ve hoparlörden 
çıkan direkt sesin ilk yansımaları olarak 
yüksek seviyede erken yansımalar üretir. Bu 
tip yüzeylerin duyuma olan etkileri üzerine 
literatürdeki çalışmalar ise yetersizdir. 
Gentner, Braasch ve Calamia (2007) 
yaptıkları deneyde masif ve delikli masa 
yüzeylerinin erken yansımaların oluşturduğu 
renklendirmeleri nasıl etkilediğini 
araştırmışlar ve iki aşamalı dinleme testinin 
sonucunda masif masa yerine delikli 
yüzeye sahip masa kullanılması halinde 
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UHQNOHQPHOHULQ D]DOG×ÿ×Q×� \DS×ODQ GLQOHPH 
WHVWLQH NDW×ODQ NDW×O×PF×ODU×Q WHUFLKOHULQLQ 
GH EX GRÿUXOWXGD ROGXÿXQX EHOLUOHPLĂOHUGLU� 
%X oDO×ĂPD KDULFLQGH PDVDODU×Q GX\XPGDNL 
ROXPVX] HWNLOHULQH \|QHOLN ELU GLÿHU o×NDU×P� 
GUDPP\ |G�OO� VHV P�KHQGLVL JHVVH RD\ 
EUQVWHU·LQ HY VW�G\RVX |]HOLQGH \DS×ODELOLU� 
EUQVWHU VHV HQG�VWULVLQLQ |QH o×NDQ 
GHUJLOHULQGHQ ELULVL RODQ SRXQG RQ SRXQG 
GHUJLVLQLQ +D]LUDQ ���� VD\×V× LoLQ YHUGLÿL 
U|SRUWDMGD HY VW�G\RVXQGDQ YH VW�G\RVXQGDNL 
NXUXOXPXQGDQ EDKVHGHU� R|SRUWDMGD \HU DODQ 
J|UVHOOHUOH EHUDEHU EUQVWHU·LQ HY VW�G\RVXQGD 
KRSDUO|U YH GLQOH\LFL DUDV×QGD KHUKDQJL ELU 
oDO×ĂPD PDVDV× \D GD REMH ROPDG×ÿ× J|U�O�U� 
T�P GXYDUODU×Q� WDYDQ YH ]HPLQLQ GH oHĂLWOL 
VHV \XWXFX PDO]HPHOHUOH NDSODQG×ÿ×� GLQOHPH 
QRNWDV×QGD \DQV×PDV×] ELU DODQ ROXĂWXUXOGXÿX 
J|U�OHELOPHNWHGLU� DLQOHPH QRNWDV×Q×Q 
J|U�OG�ÿ� IRWRÿUDI×Q DOW×QGD LVH EUQVWHU·LQ 
HY VW�G\RVXQGD PDVDV×] ELU NXUXOXPX WHUFLK 
HWWLÿL YH EX VD\HGH \DQV×PDODU×Q ER]XFX 
HWNLOHULQL \RN HWWLÿL EHOLUWLOPLĂWLU �TLQJHQ� 
������

Araştırma Problemi 
EY VW�G\RODU×Q×Q IRUPODU×QGDNL PLPDUL 
WXWDUV×]O×NODU� N�o�N RGDODUOD LOLĂNLOHQHQ DNXVWLN 
VRUXQODU YH HUNHQ \DQV×PDODU×Q HWNLOHULQH 
\|QHOLN ELOJLOHU P�]LN SURIHV\RQHOOHULQLQ 
HYOHULQGH JHUoHNOHĂWLUGLNOHUL X\JXODPDODUGD 
|QHPOL N×V×WODUD VHEHS ROPDNWDG×U� MLPDUL 
IRUPODU×Q GHÿLĂLPL YH RGD UH]RQDQVODU×Q×Q 
LQGLUJHQPHVL ROGXNoD ]RUOX V�UHoOHUGLU� gWH 
\DQGDQ HUNHQ \DQV×PDODU×Q NRQWURO DOW×QD 
DO×QPDODU× GDKD EDVLW DNXVWLN P�GDKDOHOHUOH 
VDÿODQDELOPHNWHGLU� EY VW�G\RODU×QGD HUNHQ 
\DQV×PDODU×Q ROXPVX] HWNLOHULQLQ WHVSLW 
HGLOPHVL� \�NVHN VHYL\HOL HUNHQ \DQV×PDODUD 
VHEHS RODQ \�]H\OHULQ EHOLUOHQPHVL YH 
\DS×ODFDN P�GDKDOHOHUOH HUNHQ \DQV×PDODU×Q 
NRQWURO DOW×QD DO×QPDV× GX\XODQ VLQ\DOLQ 
GXUXOXÿXQGD YH NDOLWHVLQGH EHOLUJLQ HWNL\H 
VDKLSWLU� %X |QHUPHGHQ KDUHNHWOH HY 
VW�G\RODU×QGD KRSDUO|U � GLQOH\LFL DUDV×QGD 
\HU DODQ oDO×ĂPD PDVDODU×Q×Q YH oDO×ĂPD 
PDVDODU×QGDQ \DQV×\DQ HUNHQ \DQV×PDODU×Q 
RUWDGDQ NDOG×U×OPDV×Q×Q RGDGDNL DNXVWLN 
GXUXPGD YH LĂLWLOHQ VLQ\DOGH QH JLEL HWNLOHULQLQ 
ROGXÿXQXQ WHVSLW HGLOPHVL JHUHNOLGLU� 

Yöntem
%X PDNDOHQLQ GHQH\ DĂDPDV× ELOJLVD\DU 
RUWDP×QGD� DNXVWLN VLP�ODV\RQ \|QWHPL\OH 
JHUoHNOHĂWLULOPLĂWLU� SLP�ODV\RQXQ 
JHUoHNOHĂWLULOHELOPHVL LoLQ �o ER\XWOX ELU 
RGD PRGHOOHQPLĂWLU� MRGHOOHQHQ RGDQ×Q 
|Oo�OHUL LoLQ OLWHUDW�UGH RGD RUDQODU× 
�]HULQH \DS×ODQ oDO×ĂPDODU WHPHO DO×QP×Ă 
YH %ROW DODQ× LoHULVLQGH \HU DODQ� VD\×FD 
GDKD NRQWUROO� RGD UH]RQDQVODU×QD VDKLS� 
W�P \�]H\OHUL SDUDOHO GLNG|UWJHQ IRUPOX ELU 
RGD PRGHOOHQPLĂWLU� SHoLOHQ RGD ER\XWODU× 
���� [ ���� [ ���� PHWUHGLU YH RGD ����� 
PHWUHN�S KDFPH VDKLSWLU� %X RGD �]HULQGH� 
ODEO1 \D]×O×P×QGD ELU DNXVWLN VLP�ODV\RQ 
JHUoHNOHĂWLULOPLĂ YH KRSDUO|U � GLQOH\LFL 
DUDV×QGD oDO×ĂPD PDVDV×Q×Q YDUO×ÿ× YH \RNOXÿX 
GXUXPXQGD GLQOH\LFL QRNWDV×QD XODĂDQ VHVLQ 
DNXVWLN YHULOHUL HOGH HGLOPLĂWLU� %X DNXVWLN 
YHULOHU LoHULVLQGHQ \DQV×PD GDÿ×O×P JUDÀNOHUL 
YH ,TDG V�UHVL LOH HUNHQ \DQV×PDODU×Q 
GDYUDQ×ĂODU× GHÿHUOHQGLULOPLĂWLU� DDKD 
VRQUD GLQOHPH QRNWDV×QGD |Oo�OHQ IUHNDQV 
WHSNL JUDÀNOHUL LOH PDVD ND\QDNO× HUNHQ 
\DQV×PDODU×Q GX\XPGD ER]XOPDODU \DUDWW×ÿ× 
IUHNDQVODU WHVSLW HGLOPLĂWLU� 

Deneysel Modelleme
ANXVWLN VLP�ODV\RQ GHQH\L LoLQ GLNG|UWJHQ 
IRUPOX ELU RGD PRGHOOHQPLĂWLU� %HOLUOHQHQ 
RGDQ×Q |Oo�OHUL LoLQ LNL NULWHU |Q SODQGD 
WXWXOPXĂWXU� %LULQFL NULWHU RGDQ×Q J�Q�P�]GH 
LQĂDDW× \DS×ODQ \DĂDP DODQODU×Q×Q LoHULVLQGH 
\HU DODELOHFHN |Oo�OHUGH ELU RGD ROPDV×G×U� %X 
ĂHNLOGH J�Q�P�] DSDUWPDQ� P�VWDNLO HY YE� 
\DĂDP DODQODU×QGD \HU DODQ HY VW�G\RODU×Q×Q 
ER\XWODU× LOH X\XPOX |Oo�OHUGH ELU RGD HOGH 
HGLOPHVL DPDoODQP×ĂW×U� İNLQFL NULWHU LVH 
RGDQ×Q |Oo�OHULQLQ OLWHUDW�UGH %ROW DODQ× 
RODUDN WDQ×PODQDQ DODQ×Q LoHULVLQGH \HU DODQ 
|Oo�OHUGH ELU RGD ROPDV×G×U� %X VD\HGH N�o�N 
RGDODUGD NDUĂ×ODĂ×ODQ PRGDO UH]RQDQVODU×Q 
VD\×FD NRQWURO DOW×QGD ROGXÿX ELU RGD 
HOGH HGLOPLĂ RODFDNW×U� g]LĂ YH 9HUJLOL·QLQ 
oDO×ĂPDV×QGD ������ RGD RUDQODU×Q×Q %ROW 
DODQ× LoHULVLQGH EHOLUOHQPHVLQLQ ID\GDODU× 
DNWDU×OPDNWDG×U�

%X NULWHUOHU J|] |Q�QGH WXWXODUDN PRGHOOHQHQ 
RGDQ×Q X]XQOXÿX ����P� JHQLĂOLÿL ����P YH 
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tavan yüksekliği 2.75 metredir. Bu ölçülerle 
deney odası 54.34 metreküp hacme sahiptir. 
Odanın tüm yüzeyleri paralel yüzeylerdir. 
Odada dinleyici rolünde modellenen alıcı 
yan duvarlara 190 cm uzaklıkta olacak 
şekilde yanal eksenin tam orta noktasına 
konumlandırılmıştır. Alıcı arka duvara 286, ön 
duvara ise 234 cm uzaklıkta yer almaktadır. 
Dinleyici noktasının yerden yüksekliği 120 
cm’dir. Odada ses kaynağı olarak iki hoparlör 
modellenmiştir. Hoparlörler arkalarında 
yer alan duvardan 60 cm uzaklıkta, 
yan duvarlardan ise 90 cm uzaklıkta 
konumlandırılmıştır. Hoparlörlerin yerden 
yükseklikleri 120 cm’dir. Hoparlörler ve 
dinleyici noktası kusursuz bir eşkenar üçgen 
oluşturmaktadır. Eşkenar üçgeni oluşturan 
iki hoparlör ve dinleyici arasındaki uzaklıklar 
200 cm’dir. Simülasyonda ses kaynağı olarak 
kullanılan hoparlörler için endüstrinin önde 
gelen dinleme monitörü üreticilerinden 
birinin ürettiği bir modele ait yayılım 
diyagramı kullanılmış ve hoparlörlerin 
her biri için dinleyici noktasında 79 dB(A) 
dinleme seviyesi sağlamak için -11 desibel 
çıkış seviyesi belirlenmiştir. Deneyde erken 
yansımalara bağlı duyum üzerindeki etkileri 
araştırılacak olan çalışma masasının genişliği 
180 cm, derinliği 80 cm, yerden yüksekliği 
75 cm’dir. 

ODEON mimari akustik simülasyon yazılımında 
gerçekleştirilen simülasyon deneyi iki 
aşamalı olarak yürütülmüştür. Birinci 
aşamada modellenen odanın tüm yüzeyleri 
%100 emicilikte malzemelerle kaplanmıştır. 
Pratikte karşılaşılması mümkün olmayan bu 
malzeme kullanımı ile masa haricindeki tüm 
yüzeylerde olabilecek en yüksek emicilik 
değerlerine ulaşılmış, kısmen yansımasız 
bir oda elde edilmiş ve bu sayede çalışma 
masası yüzeyinden kaynaklanan erken 
yansımalar izole edilmiştir. İkinci aşamada 
ise odanın yüzeylerine, var olan bir üreticiye 
ait emicilik değerleri bilinen akustik paneller 
standart bir ev stüdyosu akustiği yaklaşımı 
ile yerleştirilmiştir. Hoparlörlerin yanlarına, 
arkalarına ve dinleyici noktasına tavandan 
ulaşan erken yansıma noktasına bu akustik 
panellerin yerleşimleri yapılmıştır. Ayrıca 

zemine halı yerleşimi yapılarak zeminde de 
yutucu özellik sağlanmıştır. İki aşamalı deney 
için modellenen odalar aşağıdaki görsellerde 
yer almaktadır.

Şekil 1. Deney için modellenen odalar

Verilerin Analizi ve Bulgular
Birinci modelde ilk olarak çalışma masası 
mevcutken simülasyon gerçekleştirilmiştir. 
Bu simülasyondan frekans cevap grafiği 
ve yansıma grafiği (reflectogram) elde 
edilmiştir. Daha sonra çalışma masası 
modelden kaldırılmış ve yeni bir simülasyon 
gerçekleştirilerek frekans cevap grafiği 
ve yansıma grafiği elde edilmiştir. İkinci 
modelde de çalışma masası var ve yok iken 
gerçekleştirilen simülasyonlarla frekans 
cevap grafikleri ile yansıma grafikleri elde 
edilmiştir. Deneyin her iki aşamasından elde 
edilen grafiklerdeki sonuçlar karşılaştırılarak, 
erken yansıma davranışları arasındaki ilişkiler 
ve yansımalardan etkilenen işitsel durum 
sıradaki bölümde değerlendirilecektir.

Çalışma Masalı ve Masasız Odaların Yansıma 
Grafiklerinin Değerlendirmesi
ODEON yazılımında gerçekleştirilen akustik 
simülasyon sonrası elde edilen yansıma 
grafikleri (reflectogram) aşağıdadır.

Şekil 2. Yansımasız - Masalı Oda Reflectogram
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Şekil 3. <DQV×PDV×] � MDVDV×] OGD RHÁHFWRJUDP

Şekil 6. MDVDO× OGD TDP SSHNWUXP )UHNDQV WHSNLVL

Şekil 7. MDVDV×] OGD TDP SSHNWUXP )UHNDQV WHSNLVL

Şekil 8. MDVDV×] OGD TDP SSHNWUXP )UHNDQV WHSNLVL

Şekil 4. %DVLW ANXVWLN TDVDU×P � MDVDO× OGD RHÁHFWRJUDP

Şekil 5. %DVLW ANXVWLN TDVDU×P � MDVDV×] OGD RHÁHFWRJUDP

MDNVLPXP VHYL\HGH HPLFL \�]H\OHUH VDKLS 
YH EDVLW DNXVWLN WDVDU×PD VDKLS RGDODU×Q 
UHÁHFWRJUDPODU× LQFHOHQGLÿLQGH�

 ¾ <DQV×PDV×] RGDGD PDVD YDUNHQ VDGHFH 
PDVDGDQ \DQV×\DQ ELU DGHW HUNHQ \DQV×PD 
ROGXÿX J|U�OPHNWHGLU� %X \DQV×PD GLQOH\LFL 
QRNWDV×QD ���� PV GH XODĂDQ GLUHNW VHVWHQ 
���� PV VRQUD� ���� PVGH GLQOH\LFL\H 
XODĂPDNWDG×U� MDVD GLQOH\LFL YH KRSDUO|U 
DUDV×QGDQ NDOG×U×OG×ÿ×QGD EX \DQV×PDQ×Q 
ND\EROGXÿX YH GLQOH\LFL QRNWDV×QD VDGHFH 
KRSDUO|UOHUGHQ o×NDQ GLUHNW VHVLQ XODĂW×ÿ× 
VDÿGDNL JUDÀNWH J|U�OHELOLU� 

 ¾ %DVLW DNXVWLN WDVDU×PD VDKLS RGDGD GD 
GLUHNW VHV YH PDVDGDQ ROXĂDQ LON HUNHQ 
\DQV×PD V×UDV×\OD� ���� PV YH GLUHNW VHVWHQ 
���� PV VRQUD� ���� PVGH GLQOH\LFL\H 
XODĂPDNWDG×U�  %X \DQV×PD VROGDNL JUDÀNWH 
N×UP×]× UHQNOH J|U�OHQ \DQV×PDG×U� SDÿGDNL 
JUDÀNWH PDVDGDQ ND\QDNODQDQ ���� 
PVGHNL HUNHQ \DQV×PDQ×Q RUWDGDQ NDONW×ÿ× 

J|U�OPHNWHGLU� AQFDN PDVD RUWDGDQ NDON×QFD 
]HPLQGHQ \DQV×\DQ LNL \HQL HUNHQ \DQV×PDQ×Q 
ROXĂWXÿX J|U�OHELOPHNWHGLU� 

Çalışma Masalı ve Masasız Odaların Frekans 
Tepkisi Grafiklerinin Değerlendirmesi
RHÁHFWRJUDPODU LOH PDVDGDQ ND\QDNODQDQ 
YH GLUHNW VHVWHQ ���� PV GLQOH\LFL\H XODĂDQ 
LON HUNHQ \DQV×PD WHVSLW HGLOPLĂWLU� AĂDÿ×GDNL 
JUDÀNOHUGH PDNVLPXP HPLFLOLNWH PDO]HPH 
NDSO× RGDGD oDO×ĂPD PDVDV×QGDQ ND\QDNODQDQ 
HUNHQ \DQV×PDQ×Q GX\XPGDNL HWNLVL 
J|VWHULOPHNWHGLU� SRO V�WXQGDNL JUDÀNOHU 
oDO×ĂPD PDVDO× RGDQ×Q� VDÿ WDUDIWDNLOHU LVH 
PDVDV×] RGDQ×Q IUHNDQV WHSNLVL JUDÀNOHULGLU�
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Şekil 9. Masasız Oda 63 – 500 Hz Aralığı Frekans tepkisi

Şekil 12. Masalı Oda Tam Spektrum Frekans tepkisi

Şekil 13. Masasız Oda Tam Spektrum Frekans tepkisi

Şekil 11. Masasız Oda 500 Hz – 8 kHz Aralığı Frekans tepkisi

Şekil 10. Masalı Oda 500 Hz – 8 kHz Aralığı Frekans tepkisi          

Yüzeyleri maksimum emicilikte malzeme ile 
kaplı, yansımasız olarak değerlendirilebilecek 
odanın dinleme noktasındaki frekans tepkisi 
değerlendirmesi sonucunda: 

 ¾ Kırmızı renkli 1/1 oktav bant grafiğinde 
çalışma masası var iken 32 Hz – 63 Hz frekans 
bandının seviyesinin -4 desibel civarında 
olduğu,  63 Hz’den başlayarak merkez bandı 
270 Hz civarında olmak üzere 500 Hz’e kadar 
geniş bir Q eğrisi ile -11 desibel kayıp olduğu 
gözlenmektedir. Hoparlör dinleme hattından 
çalışma masası kaldırıldığında seviyenin – 7 
desibelde olduğu ve 500 Hz’e kadar düzenli 
bir frekans cevabı ile kayıpsiz bir sinyalin 
dinleme noktasına ulaştığı görülmektedir.

 ¾ En alt sıradaki kırmızı renkli 1/1 oktav 
bant grafikleri incelendiğinde çalışma masası 
var iken – 4 desibel seviyesinde 500 Hz’den 
başlayan, 1.6 kHz merkez bandı  olan ve 
3.5 kHz’e kadar geniş bir alanı kaplayan 
bir sinyal düşüşü görülmektedir. Bu düşüş 
13 – 14 desibel arasında bir düşüştür. Ayrıca 
insan kulağının en hassas olduğu orta frekans 
bölgesinde yer alan 1.6 kHz, 2 kHz ve 3.8 
kHz bantlarında -22 dB, -28 dB ve – 24 dB 
seviyelerinde sert tarak filtreleme (comb 
filtering) düşüşleri gözlemlenmektedir. 500 
Hz – 3.5 kHz bantları arasındaki düşüş masa 
kaldırıldığında da gözlemlenmektedir. Ancak 
düşüşün seviyesi 8 – 9 desibel aralığındadır. 
Dikkat çekici olan diğer bir nokta, dinleme 
hattından masa kaldırıldığında 1.6 kHz, 2 
kHz ve 3.8 kHz bantlarındaki tarak filtreleme 
şeklindeki düşüşlerin ortadan kalkmalarıdır.

Aşağıdaki grafikler basit bir akustik tasarım 
uygulaması yapılmış odada çalışma masasının 
duyumdaki etkisini göstermektedir. Sol 
sütundaki grafikler çalışma masalı odanın, 
sağ taraftakiler ise masasız odanın frekans 
tepkisi grafikleridir.
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Şekil 14. MDVDO× OGD �� ² ��� +] AUDO×ÿ× )UHNDQV WHSNLVL

Şekil 17. MDVDV×] OGD ��� +] ² � N+] AUDO×ÿ× )UHNDQV WHSNLVL

Şekil 16. MDVDO× OGD ��� +] ² � N+] AUDO×ÿ× )UHNDQV WHSNLVL         

Şekil 15. MDVDV×] OGD �� ² ��� +] AUDO×ÿ× )UHNDQV WHSNLVL

MDNVLPXP HPLFLOLNWH PDO]HPH NXOODQ×ODQ 
RGD\D J|UH oRN GDKD FDQO× ELU RGD RODQ 
LNLQFL RGDQ×Q IUHNDQV WHSNLVL JUDÀNOHUL 
LQFHOHQGLÿLQGH�

 ¾ MDVDO× YH PDVDV×] GXUXPGD EDV IUHNDQV 
\RÿXQOXÿXQXQ WL] IUHNDQVODUGDQ RUWDODPD �� 
GE GDKD ID]OD ROGXÿX J|U�OPHNWHGLU� %XQXQ 
VHEHEL \�]H\OHUGH RUWD YH WL] IUHNDQVODUGD 
HPLFLOLN J|VWHUHQ HPLFL PDO]HPHOHULQ 
NXOODQ×OP×Ă ROPDV×G×U�

 ¾ OGDGD PDVDO× YH PDVDV×] GLQOHPH LoLQ SHN 
oRN WDUDN ÀOWUHOHPH IUHNDQVODU×Q×Q YDUO×ÿ× 
J|U�OPHNWHGLU� AQFDN PDVDV×] RGDGD KHP 
ÀOWUHOHQHQ IUHNDQV VD\×V× PDVDO× RGD\D J|UH 
GDKD D]G×U� KHP GH ÀOWUHOHQHQ IUHNDQVODU×Q 
G�ĂPH VHYL\HOHUL oRN GDKD G�Ă�NW�U�

 ¾ K×UP×]× UHQNOL ��� RNWDY EDQW JUDÀÿLQH 
J|UH� PDVDO× RGDGD �� +] ² �� +] EDQW 
DUDO×ÿ×QGD � G% VHYL\HVLQGH G�Ă�Ă 
J|U�OPHNWHGLU� %X G�Ă�Ă WXUXQFX UHQNOL ��� 
RNWDY EDQW JUDÀÿLQGH � ² � G% VHYL\HVLQH 
XODĂPDNWDG×U� 

 ¾ ��� +] ² � N+] DUDO×ÿ×QGDNL DOW�RUWD 
YH RUWD IUHNDQV EDQWODU×QGD PDVDO× RGDGD 
J|U�OHQ G�Ă�Ă �� G%·GLU� MDVDV×] RGDGD LVH EX 
G�Ă�Ă � ² � G% DUDO×ÿ×QGDG×U� DROD\×V× LOH HPLFL 
PDO]HPHOHULQ ROXPVX] HWNLVLQH UDÿPHQ RUWD 
IUHNDQVODU×Q PDVDV×] RGDGD GDKD G�]HQOL 
\D\×O×P J|VWHUGLÿL J|U�OPHNWHGLU�

 ¾ � N+] ² � N+] DUDO×ÿ×QGDNL �VW�RUWD IUHNDQV 
DODQ×QGD PDVDO× RGDGD � G% FLYDU×QGD ELU 
\�NVHOPH V|] NRQXVXGXU� MDVDV×] RGDGD LVH 
EX \�NVHOPH � ² � G% DUDV×QGDG×U� DROD\×V× 
LOH PDVDV×] RGDGD RUWD IUHNDQVODU JHQHOLQGH 
PDVDO× RGD\D N×\DVOD GDKD G�]HQOL RODQ 
IUHNDQV \D\×O×P× �VW�RUWD IUHNDQV DODQ× LoLQ 
GH V|\OHQHELOLU�

Tartışma ve Sonuç
<DQV×PDV×] � PDVDO× RGDGD PHUNH] EDQG× 
��� +]·GH RODQ YH �� K]·GHQ ��� +]·H NDGDU 
ROGXNoD JHQLĂ ELU DODQ× NDSVD\DQ o|NPH� 
DOW IUHNDQVODUGD �� GHVLEHOGHQ ²�� GHVLEHOH 
|QHPOL ELU ND\×S ROGXÿXQXQ J|VWHUJHVLGLU� %X 
ND\×S RGDGDQ PDVD NDOG×U×OG×ÿ×QGD RUWDGDQ 
NDONPDNWDG×U� %X IUHNDQV DODQ× KHP DOW 
IUHNDQVODU×Q KHP GH DOW�RUWD IUHNDQVODU×Q \HU 
DOG×ÿ× E|OJHGLU YH SHN oRN oDOJ×Q×Q YH LQVDQ 
VHVLQLQ WHPHO IUHNDQVODU×Q×Q \HU DOG×ÿ× |QHPOL 
ELU IUHNDQV DODQ×G×U� A\U×FD EX IUHNDQVODU� 
GLQOH\LFLOHU LoLQ J�o YH GROJXQOXN KLVVLQL 
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sağlayan frekanslardır. 

Yansımasız - masalı odada, 500 Hz ve 3.5 kHz 
aralığında, merkez bandı 1.6 kHz olan 13 – 
14 desibellik bir düşüş söz konusudur. Masa 
ortadan kaldırıldığında bu düşüşün seviyesi 
azalmakta ve 8-9 desibele inmektedir. 
Ayrıca odada masa varken, 1.6, 2 ve 3.8 
kHz frekanslarında çok dar bantlarda 
sert tarak filtreleme düşüşleri tespit 
edilmiştir. Bu düşüşlerin seviyeleri -22, -28 
ve -24 desibellerdedir. Bu frekans alanları 
müzikte çalgıların ve insan sesinin temel 
frekanslarının ve armoniklerinin yer aldığı 
frekans bölgeleridir. İnsan kulağının en hassas 
olduğu frekanslar olan orta frekans bölgeleri 
dinleyicilerin dolgunluk, netlik, berraklık 
gibi algılarını da etkileyen frekanslardır. 
Bu alanda oluşacak duyum eksiklikleri ve 
bozulmaları gerçekleştirilen uygulamaların 
dinleyiciler tarafından algılanmasında da 
sorunlar yaratacaktır.

Basit akustik tasarıma sahip oda 
yüzeylerinde, genel kullanıcı eğilimlerine 
benzer şekilde, hoparlör çevrelerinde 
orta ve tiz frekanslarda emici malzemeler 
kullanılmıştır. Bunun sonucu olarak odanın 
frekans cevabında orta ve tiz frekanslar 
azalmış, bas frekanslar öne çıkmıştır. Ayrıca 
tüm yüzeylerin yansıtıcı karakterli olmaları 
sebebiyle yansımasız odaya kıyasla çok 
daha karmaşık bir frekans cevap grafiği 
oluşmuştur. Odanın tüm yüzeyleri arasında 
yansımalardan kaynaklanan akustik faz 
farkları pek çok tarak filtreleme frekansının 
oluşmasına sebep oluşmuştur. Masalı odada 
20 Hz – 63 Hz arasında bas frekanslarda 
ortalama 6 desibel düşüş görülmektedir. Bu 
düşüş masasız odada ortada kalkmaktadır. 
Masalı odada 125 Hz – 1 kHz arasında görülen 
12 desibellik düşüş masa kaldırıldığında 7 – 8 
desibel civarına düşmektedir. Ayrıca masalı 
odada 2 kHz – 6 kHz arasında 5 desibellik 
bir yükselme ölçülmüş ve bu yükselme 
masasız odada 2 – 3 desibele inmiştir. Tüm 
bu bilgilerden hareketle masasız odanın 
frekans tepki grafiklerinin çok daha düzenli 
olduğu, tarak filtreleme frekanslarındaki 
düşüş seviyelerinin azaldığı, bas – orta ve tiz 

frekanslar arasındaki seviye farklılıklarının 
azalarak daha eş yayılımlı bir frekans cevabı 
elde edildiği görülmektedir.

Gerçekleştirilen simülasyon deneyi sonucunda 
elde edilen veriler doğrultusunda çalışma 
masalarının duyumda yarattığı bozulmalar 
simülasyon verileri ile belirgin bir şekilde 
ortaya çıkmaktadır. Masaların hoparlör ve 
dinleyici hattından kaldırılmasının duyulan 
özellikle alt ve orta frekans bölgelerinde 
sağlanan iyileşme değerlendirmelerde 
ve grafiklerde görülmektedir. Müzik 
endüstrisinin öne çıkan mühendislerinin 
de benimsemeye başladığı bu yaklaşım, 
şüphesiz ki ev ortamında çalışan her ses 
profesyoneli için tercih edilecek bir yaklaşım 
olmayacaktır. Ancak beraberlerinde pek çok 
akustik sorunla mücadeleyi getiren küçük 
odalarda dinleyici noktasındaki duyumu 
iyileştirmek, ses uygulamalarında olması 
beklenen işitsel başarıyı arttırmak yönünde 
uygulanabilir ve etkili bir adım olduğu 
öne sürülmektedir. Öte yandan çalışma 
masasının dinleyici - hoparlör arasından 
kaldırılması elbette ki oda içerisinde başarılı 
bir akustik sağlanması için tek başına yeterli 
olmayacaktır. Doğru frekans cevabı ve iyi bir 
duyum, ancak odanın akustik problemlerinin 
birer birer tespiti ve doğru tasarımsal 
yaklaşımların yüzeylere uygulanması ile 
sağlanabilir.

Sınırlılıklar
Bu çalışma bilgisayar ortamında 
gerçekleştirilmiş bir akustik simülasyon 
deneyi ile gerçekleştirilmiştir.  Çalışmada 
ev stüdyosu ortamında gerçek bir ölçüm 
yapılamamıştır. Gelecekteki çalışmalarda 
bu çalışmada elde edilen verilerin gerçek 
ölçümlerle teyit edilmesine yönelik bir 
deney gerçekleştirilecektir.
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A simulation study on the auditory effects of early 
reflections from work desks in home studio acoustics

Introduction
MXVLF FUHDWLRQ� UHFRUGLQJ DQG PL[LQJ SURFHVVHV KDYH EHHQ PRYHG IURP SURIHVVLRQDO VWXGLRV WR KRPHV 
ZLWK WRGD\·V WHFKQRORJLFDO SRVVLELOLWLHV� MXVLF LQGXVWU\ SURIHVVLRQDOV� PXVLFLDQV� DUUDQJHUV� SURGXFHUV 
DQG VRXQG HQJLQHHUV KDYH VWDUWHG WR SURGXFH LQ VPDOO URRPV � KRPH VWXGLRV� +RPH VWXGLRV DUH URRPV 
ZKHUH LW LV GLIÀFXOW WR UHDFK DFRXVWLF SDUDPHWHUV DQG VWDQGDUGV ZKHQ FRPSDUHG WR SURIHVVLRQDO VWXGLRV� 
SWUXFWXUDO FKDQJHV WR URRP VXUIDFHV FDQQRW EH PDGH DQG WKH LQVWDOODWLRQ RI SURIHVVLRQDO�JUDGH DFRXVWLF 
PDWHULDOV LV RIWHQ QRW SRVVLEOH�
:KLOH WKHUH LV D ORW RI ZRUN RQ HDUO\ UHÁHFWLRQV IURP WKH VLGH VXUIDFHV DQG FHLOLQJV LQ VPDOO URRPV ² 
SDUWLFXODUO\ VWXGLR FRQWURO URRPV ² WKHUH LV OLWWOH WR QR ZRUN LQ KRPH VWXGLRV� TKH UHDVRQ IRU WKLV VKRUWDJH 
LQ KRPH VWXGLR ZRUN LV WKH PHDVXUHPHQW LQFRQVLVWHQFLHV FDXVHG E\ WKH FRQVWUXFWLRQ GLIIHUHQFHV� QRQ�
VWDQGDUG URRP IRUPV DQG WKH DFRXVWLF GHVLJQ GLIÀFXOWLHV DVVRFLDWHG ZLWK WKHP� )RU WKLV UHDVRQ� LW 
ZRXOG EH ZLVH WR GHWHUPLQH WKH VXUIDFHV WKDW XVHUV FDQ HDVLO\ LQWHUIHUH ZLWK LQ KRPH VWXGLRV DQG WR 
PDNH DFRXVWLF DUUDQJHPHQWV EDVHG RQ WKHVH VXUIDFHV�
+DUG VXUIDFHV� ZKLFK FUHDWH VWURQJ HDUO\ UHÁHFWLRQV LQ KRPH VWXGLRV� GLVUXSW WKH VRXQG SURSDJDWLRQ 
SDWWHUQV RI WKH VSHDNHUV� FDXVLQJ IUHTXHQF\ UHVSRQVH GLVWRUWLRQV LQ WKH KHDUG VLJQDO� GHWHULRUDWLRQV 
RQ WKH VWHUHR LPDJH� DQG D IDOVH DQG PLVOHDGLQJ VHQVDWLRQ DW WKH OLVWHQLQJ SRLQW ZLWK WKH FRPELQDWLRQ 
RI WKHVH QHJDWLYH HIIHFWV� TKH PRVW SURPLQHQW RI WKH KDUG VXUIDFHV RQ WKH OLVWHQLQJ SDWK DUH WKH WRS 
VXUIDFHV RI WKH ZRUN WDEOHV� TKLV VXUIDFH LV ORFDWHG LQ WKH VKRUWHVW SDWK WUDYHOHG E\ VRXQG EHWZHHQ 
OLVWHQHU DQG VSHDNHU DQG SURGXFHV HDUO\ UHÁHFWLRQV KLJK LQ OHYHO� SWXGLHV LQ WKH OLWHUDWXUH RQ WKH HIIHFWV 
RI VXFK VXUIDFHV RQ VHQVDWLRQ DUH LQVXIÀFLHQW�

Research Problem
DHWHFWLQJ WKH QHJDWLYH HIIHFWV RI HDUO\ UHÁHFWLRQV LQ KRPH VWXGLRV� LGHQWLI\LQJ WKH VXUIDFHV WKDW FDXVH 
KLJK�OHYHO HDUO\ UHÁHFWLRQV DQG FRQWUROOLQJ HDUO\ UHÁHFWLRQV ZLWK LQWHUYHQWLRQV KDYH D VLJQLÀFDQW HIIHFW 
RQ WKH FODULW\ DQG TXDOLW\ RI WKH KHDUG VLJQDO� %DVHG RQ WKLV SURSRVLWLRQ� LW LV QHFHVVDU\ WR GHWHUPLQH 
WKH HIIHFWV RI WKH HOLPLQDWLRQ RI ZRUN WDEOHV ORFDWHG EHWZHHQ WKH VSHDNHU DQG WKH OLVWHQHU LQ KRPH 
VWXGLRV DQG WKH HDUO\ UHÁHFWLRQV UHÁHFWHG IURP WKH ZRUN WDEOHV� RQ WKH DFRXVWLF VLWXDWLRQ LQ WKH URRP 
DQG RQ WKH DXGLEOH VLJQDO�

Method
TKH H[SHULPHQWDO SKDVH RI WKLV DUWLFOH ZDV FDUULHG RXW XVLQJ WKH DFRXVWLF VLPXODWLRQ PHWKRG� ,Q RUGHU 
WR FDUU\ RXW WKH VLPXODWLRQ� D WKUHH�GLPHQVLRQDO URRP LV PRGHOHG� )RU WKH GLPHQVLRQV D URRP LQ WKH 
%ROW DUHD ZDV PRGHOHG ZLWK SDUDOOHO VXUIDFHV� TKH VHOHFWHG URRP GLPHQVLRQV DUH ���� [ ���� [ ���� 
PHWHUV DQG WKH URRP KDV D YROXPH RI ����� FXELF PHWHUV� TKH DFRXVWLF VLPXODWLRQ ZDV FDUULHG RXW LQ 
ODEO1 VRIWZDUH DQG DFRXVWLF GDWD RI WKH VRXQG UHDFKLQJ WKH OLVWHQHU SRLQW LQ WKH SUHVHQFH RU DEVHQFH 
RI D ZRUN WDEOH EHWZHHQ WKH VSHDNHU DQG WKH OLVWHQHU ZHUH REWDLQHG�

Discussion and Conclusion
AFFRUGLQJ WR WKH UHVXOW REWDLQHG� WKH GLVWRUWLRQV FDXVHG E\ WKH ZRUN WDEOHV LQ WKH VHQVHV DUH HYLGHQW 
ZLWK WKH VLPXODWLRQ GDWD� TKH LPSURYHPHQW LQ WKH ORZHU DQG PLG�IUHTXHQF\ UHJLRQV� HVSHFLDOO\ ZKHQ 
WKH WDEOHV DUH UHPRYHG IURP WKH ORXGVSHDNHU DQG OLVWHQHU OLQHV� FDQ EH VHHQ LQ WKH GLVFXVVLRQV RI WKH 
GDWD DQG JUDSKLFV� TKLV DSSURDFK� ZKLFK WKH SURPLQHQW HQJLQHHUV RI WKH PXVLF LQGXVWU\ KDYH EHJXQ 
WR DGRSW� ZLOO SUREDEO\ QRW EH WKH SUHIHUUHG DSSURDFK IRU HYHU\ VRXQG SURIHVVLRQDO ZRUNLQJ LQ D KRPH 
HQYLURQPHQW� +RZHYHU� LW LV FODLPHG WKDW LW LV D YLDEOH DQG HIIHFWLYH VWHS WRZDUGV LPSURYLQJ WKH VHQVH 
RI WKH OLVWHQHU LQ VPDOO URRPV DQG LQFUHDVLQJ WKH TXDOLW\ H[SHFWHG LQ DXGLR DSSOLFDWLRQV� OQ WKH RWKHU 
KDQG� UHPRYLQJ WKH ZRUN WDEOH IURP WKH OLVWHQHU�VSHDNHU DUHD ZLOO RI FRXUVH QRW EH HQRXJK WR SURYLGH 
DGHTXDWH DFRXVWLFV LQ D URRP� &RUUHFW IUHTXHQF\ UHVSRQVH DQG JRRG KHDULQJ FDQ RQO\ EH DFKLHYHG 
E\ GHWHUPLQLQJ WKH DFRXVWLF SUREOHPV RI WKH URRP RQH E\ RQH DQG DSSO\LQJ WKH QHFHVVDU\ GHVLJQ 
DSSURDFKHV�

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 
In the past, communications occurred 

mostly offline and in oral forms. Along 
with the widespread use of smartphones 

and rapid growth of online activities, 

we are now able to instantly access and 

exchange information in various forms. 
High penetration of smartphones increased 

the use of social networking services (SNS), 

and the number of SNS users has been 

continuously increasing as the internet 

access is becoming available anytime 

anywhere. In the media convergence 

environment, SNS users are not just 

passive consumers as they used to be; 

DOI 10.12975/rastmd.20221024 Submitted April 29, 2022 Accepted June 17, 2022

they produce information themselves 

in active and individualized ways and 

share them with others, via one-to-many 

bidirectional media. Now we have reached 

the stage where we can process the data 

and information produced by the public to 

suite the purpose and needs, and analyze 

the result data to predict the behavior and 

mentality of people. As a part of the 4th 

Industrial Revolution, SNS plays a central 

role in providing ‘Big Data’ to analyze 

the information sharing algorithms of the 

public.

The term ‘Big Data’ became a household 

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 

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,

 ¾ What are the differences in public opinion 
on ‘K-POP,’ between 2014 and 2021?

 ¾ What is the difference in the image of 
K-POP?

 ¾ Who are the K-POP-related figures?

 ¾ What is the difference in the public 
attitude toward K-POP?

According to the big data analysis,

 ¾ 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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Keyword 2014 2021

K-POP 165,495 273,911

N=No. of CasesTable 1. Search Frequency in the Target SNS                    

Data Analysis
The purpose of this study is to examine the 
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 

through Sometrend represents people’s 
thoughts about the keyword. In other 
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, 



A big data analysis of K-POP on social media: focused on images, figures, and public attitude

234

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 

‘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.

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

Photo 2. 2021 Map of Related Words to K-POP and Some SNS Posts 
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Table 2. Top 10 Images Related to K-POP

Table 3. Top 10 Images Related to K-POP

Among the top 15 images of K-pop in 2014 
and 2021, the common images of K-pop 

music that the public has are ‘Pop’, ‘IDOL’, 
‘Concert’, and ‘BTS’, as shown in Table 2.

Rank 1 2 3 4 5 6 7 8 9 10

2014 Concert
6.74%

EXO
3.43%

POP
3.19%

Video
2.49%

TVXQ!
1.78%

IDOL
1.73%

INFNITE
1.60%

INCHON
1.57%

BTS
1.38%

Stage
1.21%

2021
TREA
SURE

18.28%

Music
12.22%

BLAKC
PINK
8.33%

ROSE
6.26%

Source
2.12%

POP
2.00%

BTS
1.90%

NAVER
1.60%

IDOL
1.36%

Concert
1.18%

Rank 1 2 3 4 5 6 7 8 9 10

2014 EXO
8.57%

TVXQ!
5.13%

VIXX
4.71%

INFINITE
4.59%

BTS
3.43%

2NE1
2.04%

JYJ
1.71%

EUNHYUK
1.65%

Girls’
Generation

1.49%

GOT7
1.44%

2021
BLACK
PINK

20.81%

TREA
SURE

18.95%

ROSE
16.99%

BTS
5.15%

LISA
1.313%

JISOO
1.310%

EXO
1.21%

SUPER 
JUNIOR
1.09%

ITZY
1.07%

MONS-
TA X

0.99%

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.

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).

K-POP 2014 positive rate 2021 positive rate 2014 negative rate 2021 negative rate

Mean 92.56203721 86.15344678 4.963833 10.14322

Table 4. Pubic Attitude toward K-POP

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.



A big data analysis of K-POP on social media: focused on images, figures, and public attitude

236

Rank 1 2 3 4 5 6 7 8 9 10

2014
(EXO)

Video
6.24%

Concert
3.50%

Mnet
2.96%

Melon
1.51%

MAMA
1.46%

Event
1.43%

MV
1.11%

Gift
1.04%

Ticket
0.91%

Sunny10
0.90%

2021
(EXO)

Mini
6.01%

Album
2.57%

Season
2.39%

Entertainment
2.34%

OST
1.87%

Bambi
1.59%

Photo
Card
1.55%

AS
1.49%

Song
1.46%

Birthday
1.43%

2014
(BTS)

Video
5.45%

Luv
3.96%

Fan sing 
meeting
2.93%

Boy In Luv
2.89%

MV
2.87%

Photo
2.25%

Day
2.16%

American 
Hustle 
Life

2.15%

Music
2.09%

Beast
1.55%

2021
(BTS)

DVD
3.97%

MEMORIES
2.43%

Butter
2.04%

Photo card
2.03%

Sale
1.82%

Magic 
shop
1.64%

Album
1.56%

Card
1.52%

Mini 
photo 
card
1.47%

Goods
1.45%

Table 5. Top 10 Images Related to ‘EXO’ and ‘BTS’

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.

Rank 1 2 3 4 5 6 7 8 9 10

2014
(EXO)

S.E.S
4.64%

DEUX
3.52%

BOA
3.43%

DJDOC
3.39%

Jo
Seong 

Mo
3.22%

Lim 
Chang 
Jung
3.06%

B1A4
2.63%

INFINITE
2.50%

Girls’
Genaration

2.19%

VIXX
2.18%

2021
(EXO)

SuperM
31.86%

Yoo Ji 
Ha

18.84%

NCT
5.04%

god
1.94%

BOBBY
1.84%

Cho
Dal 

Hwan
1.80%

Bae Jeong 
Nam
1.47%

BTS
1.33%

Navi
1.29%

WayV
0.91%

2014
(BTS)

BEAST
20.31%

VIXX
7.36%

EXO
7.04%

Park Ji 
Min

6.02%

A.R.M.Y
5.97%

SUPER 
JUNIOR
4.73%

BAP
3.88%

2PM
3.21%

GIRLSDAY
2.57%

INFINITE
1.88%

2021
(BTS)

A.R.M.Y
23.33%

Coldplay
3.13%

JJK
3.00%

Park 
Seo 
Jun

1.60%

Jessi
1.54%

Lee 
Geum 
Hui

1.37%

KRIS
1.16%

Martin
1.15%

Choi Usik
1.06%

TXT
1.04%

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

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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Table 7. Public Attitude toward ‘EXO’

Table 8. Public Attitude toward ‘BTS’

EXO 2014 positive rate 2021 positive rate 2014 negative rate 2021 negative rate

Mean 88.6732164 89.5977279 6.881051 7.32485

BTS 2014 positive rate 2021 positive rate 2014 negative rate 2021 negative rate

Mean 83.22480075 89.41319509 12.71313 8.626295

The overall search frequency for BTS 
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 

2014 (degree of freedom: 98, t: -2.32, p: 
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).

Conclusion
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 

increased significantly in 2021 compared 
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
 ¾ 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.

 ¾ 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.

 ¾ 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.

 ¾ 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 “Ivan 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 “Köroğlu” and “Ivan 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 “Köroğlu” opera.

Keywords
classical opera, Creativity of the Azerbaijani composer, epic theatre, “Ivan 
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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 lovе”. (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 I, 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 I. 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” (Pazıçeva,  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 



IsmayilzadeRAST MUSICOLOGY JOURNAL | SUMMER 2022, 10(2) 243-256

245

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

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. I 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.

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.Gasimov, 
Kh.Agayeva, E.Abbasova, I.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 “Ivan Susanin” from the 
perspective of their structure, language of 
music, patriotism and heroism of the leading 
figures.

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. 



The comparative analysis of similarities and differences of U. Hajibeyli’s “Koroglu” and...

246

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 “Ivan 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 
“Ivan 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 “Ivan 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 “Ivan 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. 
“Ivan 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 “Ivan 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 “Ivan 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 “Ivan 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 

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 Ivan 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 Ivan 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 Ivan Susanin’s overture, based on Russian 
folklore, is exciting and dynamic, is a sign of 
dramatic events in the future.

Figure 1. Overture and description of the clavier of the opera “Koroglu”

Figure 2. Overture and description of the clavier of the opera “İvan Susanin”
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The Structure of Operas
The opera “Ivan 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 
“Ivan 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 “Keçimemesi” 
belonging to our people. 3) The last acts of 
the two operas - Epilogue in “Ivan 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”.

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 Italian 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.

Figure 3. The last choir of “Koroğlu” opera

Figure 4. The last choir of “İvan Susanin” opera

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) “I saw you” 
ariosis in the 1st act.

The descriptive form of the natural 
phenomenon in both works is also 
noteworthy. In “Ivan 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 
“Ivan 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 
“Ivan 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 

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 “Ivan 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 
was successfully staged not only in Azerbaijan, 
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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Figure 5. The first page of the score of Ahmed Adnan Saygun’s opera “Koroglu”
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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.Amirov, 
G.Garayev, J.Hajiyev, J.Jahangirov, Niyazi, 
R.Mustafayev, V.Adigozalov, F.Alizade, 
O.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 vërsës; 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 Fushë Kosovë 
(The field of Kosovo); Arbëresh songs; songs 
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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 Arbëresh 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.”1 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.”2 

1 Rexhep Munishi, Këngët malësorçe shqiptare (Albanian 
Highland Songs), Instituti Albanologjik i Prishtinës, 
Prishtinë, 1987, p. 15.
2 Stavro Skendi, Poezia epike gojore e shqiptarëve dhe 
e sllavëve të jugut(Epic oral poetry of Albanians and 
southern Slavs) Instituti i Dialogut dhe i Komunikimit, 
Tiranë, 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 1. Batushë –Gjakova,19843

Picture 2. Batushë –Gjakova,19844

3 Rexhep Munishi, Këngët malësorçe shqiptare (Albanian 
Highland Songs), Instituti Albanologjik i Prishtinës, 
Prishtinë, 1987, p. 70.
4 Rexhep Munishi, Këngët malësorçe shqiptare (Albanian 
Highland Songs), Instituti Albanologjik i Prishtinës, 
Prishtinë, 1987, p. 291.
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Picture 3. Batushë –Gjakova,19845

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.6 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.

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.”7 However, his claim that highland 
songs “do not have texts that elaborate 
any topic, and they are not even lyrical 
elaborations”8 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 

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.”9

Specifically, it is on this basis that proverbs 
are defined as one of the types of Albanian 
folk prose.10 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, 

5 Rexhep Munishi, Këngët malësorçe shqiptare (Albanian 
Highland Songs), Instituti Albanologjik i Prishtinës, 
Prishtinë, 1987, p. 291.
6 Agron Xhagolli, Aspekte të sinkretizmit në vlerat 
folklorike të festivalit, “Probleme të zhvillimit të 
folklorit bashkëkohor” (Aspects of syncretism in the 
festival’s folk values, “Problems of the development 
of contemporary folklore”), Akademia e Shkencave e 
Shqipërisë, Instituti i Kulturës Popullore, Tiranë, 1980, 
pp. 85 – 88.
7 Rexhep Munishi, op. cit., p. 16.
8 Ibidem, p. 23.

9 Agron Xhagolli, Etnologjia dhe folklori shqiptar 
(Ethnology and Albanian folklore), Universiteti “Ismail 
Qemali” , Vlorë, 2007, p. 194.
10 Agron Xhagolli, Klasifikimi i prozës popullore shqiptare 
(Classification of Albanian folk prose), Botimet Dudaj, 
Tiranë, 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.”11

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, Malësia e Madhe and the Malësia 
of Gjakova districts, Dukagjini, Rugova, 
Kukës and the Has district, the plains of 
Dukagjin, Shala e Bajgorës, Podrimje, the 
Karadak district, and some parts Gollak.12 In 
addition to these most prominent regions, 
researchers have also discovered other areas 
of prctice, such as: the villages in Mirditë, 
Pukë, Bregu i Matës in Lezhë, Anamal, Krajë, 
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.”13

11 Rerxhep Munishi, op. cit., p. 89.
12 Ibid. p. 20 – 21.
13 Ibid. p. 22.

14 https://www.arcgis.com/apps/View/index.
html?appid=f918393918f64194b42123a738d77320, 
dt.12.05.202212 Ibid. p. 20 – 21.
15 Ibid. p. 84.

Figure 1. Ethnic map of Albania 2011 (2002 census)14

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 Arbëresh in Southern 
Italy.”15 This is mentioned with interest 
because the existence of practice by the 
Arbëresh 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 Arbëresh 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 Arbëresh, 
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 
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16 Ibid. p. 16 – 19.
17 Ibid. p. 24.
18 Ibid.

19 Ibid. p. 27.
20 Ibid. p. 29.

they are sung. Among some of them are 
those which more clearly represent these 
folkloric creations, such as: “mountaineer 
songs”, “devotion songs”, “thermal songs”, 
“asqerçe songs”, and singing with the finger 
placed in the ear songs.16 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.”17 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.”18

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.”19 

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.”20
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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.”21

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.

21 Ibid.

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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22 Po aty, 180.

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 

between the features of the songs and the 
human personality, with the character of the 
people who sing them.”22 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’ telalli23 (Representatives are gathered in the Field of Kosovo)

23 Rexhep Munishi, “Këngët malësorçe shqiptare”, 
Prishtinë, 1987, P. 209-210.

Albanian English

(o) O n’Fushë t’Ko-so-ves u mledh’o o te e 
la-lli
o jao se e ve e te e tho o-to u
oj se na a-me po ba aj-no u
e jo se e ve te e tho o-to u
oj se na a-me po a ba aj-ne e e jo u.

N’Fush’ t’Kosov’s u mledh’ telalli
vetë e thon’ se na u bâ nami,
vetë e thon’ se na u bâ 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.
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Notation 2. Second song

Table 2. Ç’jan’ k’to gjám qi po i bjen era?24 (What are these echoes coming along with the wind)

Albanian English

(o) O o Ç’jám k’to gjám e ej
o po jo bjen e-ra ah
o o luft’ o o oh
e po ho ba ha ajn-o oh
e eh e Ru-go-va ah Pe-ja ah.

Ç’jan’ k’to gjám qi po i bjen era?
Luft’ po bâjn’ 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, “Këngët malësorçe shqiptare”, 
Prishtinë, 1987, P. 219-220.
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Notation 3. Third song
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Table 2. O po fja-lo për tel ih25 (Telegram words)

Albanian English

e ja po thu u-je Gja-ko-ve-es-o u
( o ) e aj tha çou e e de el!
e ja po thu u-je Gja-ko u
( e ) o e tha ço ou-jo ou e de e el-o u.

Fjalë për tel:
Thuj Gjakovës ‘Çou e del!”
thuj Gjakovës ‘Çou 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”

25 Rexhep Munishi, “Këngët malësorçe shqiptare”, 
Prishtinë, 1987, P. 240.

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 



Ismaili & KrasniqiRAST MUSICOLOGY JOURNAL | SUMMER 2022, 10(2) 257-271 

269

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 

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.

Notes for the pictures 

Location Name and surname Age Occupation The number of song

Batushë –Gjakova Isak Halili 60 Illiterate farmer 1

Batushë –Gjakova Isak Halili 60 Illiterate farmer 2

Batushë –Gjakova Hajdar Habibi 55 Farmer 2

Karadak – Gjilan Zija Aliu 30 Dancer 3

Karadak – Gjilan Izet Kurteshi 35 Dancer 3
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5ami] =|KraERYXQ \araGıFılıÿıQGa ´A]erEa\FaQ reQJleriµ Ye 
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Aslan Mustafazade
Ü�+DF×EH\OL DG×QD %DN× MXVLTL ANDGHPL\DV×Q×Q GRNWRUDQW×� A]HUED\FDQ D|YOHW MHGHQL\\HW YH İQFHVHQHW 
8QLYHUVLWHWL� A]HUED\FDQ� %DN×� EPDLO� DVODQ�PXVWDID]DGHK�����#JPDLO�FRP  OR&,D� �������������������

Öz
THTGLP ROXQDQ PHTDOHGH J|UNHPOL PXVLTLĂ�QDV�DOLP� A]HUED\FDQ RHVSXEOLNDV×Q×Q [DOT DUWLVWL� 
VHQHWĂ�QDVO×T �]UH HOPOHU GRNWRUX� SURIHVVRU RDPL] Z|KUDERYXQ ´A]HUED\FDQ UHQJOHULµ KDTT×QGD 
HOPL�WHGTLTDW HVHULQLQ [�VXVL\\HWOHUL WHGTLT HGLOPLĂGLU� MHOXPGXU NL� SURIHVVRU RDPL] Z|KUDERY  [DOT 
PXVLTL \DUDG×F×O×ÿ×Q×Q DUDĂG×U×OPDV× LVWLTDPHWLQGH ELU oR[ HOPL HVHUOHULQ P�HOOLÀGLU YH PXVLTLĂ�QDV×Q 
´A]HUED\FDQ UHQJOHULµ DGO× NLWDE× GD ĂLIDKL HQHQHOL A]HUED\FDQ SURIHVVLRQDO PXVLTLVLQLQ HVDV MDQUODU× 
LOH EDÿO×G×U� MHTDOHGH A]HUED\FDQ UHQJOHULQLQ MDQU� ODG�PHTDP YH PHORGLN [�VXVL\\HWOHULQ WHGTLTL 
PHVHOHOHUL HVDV J|W�U�OP�ĂG�U� %XQGDQ LUHOL JHOHUHN PHTDOHGH HVDV PHTVHG NLPL YXUÿXODQP×ĂG×U NL� 
R�Z|KUDERY A]HUED\FDQ UHQJOHULQL ĂLIDKL HQHQHOL A]HUED\FDQ SURIHVVLRQDO PXVLTLVLQLQ ELU HVDV MDQU× 
NLPL VHFL\\HOHQGLUPLĂ YH RQODU×Q [�VXVL\\HWOHULQL HOPL�QH]HUL DVSHNWGHQ DUDĂG×UP×ĂG×U� OQX GD TH\G 
HGHN NL� P�DVLU A]HUED\FDQ PXVLTLĂ�QDVO×ÿ×QGD UHQJ YH RQXQ MDQUODU×Q×Q WHGTLTL PHVHOHOHUL PHKGXG 
VD\GDG×U� MHTDOHGH R�Z|KUDERYXQ A]HUED\FDQ UHQJOHULQLQ DUDĂG×U×OPDV× LOH EDÿO× P�GGHDODU× WHGTLT 
HGLOPLĂ YH HVDV SULQVLSOHUL LĂ×TODQG×U×OP×ĂG×U� ;�VXVLOH EX MDQU×Q Q|YOHUL RODQ GLULQJL YH GHUDPHGLQ 
TXUXOXĂ [�VXVL\\HWOHULQLQ HWUDÁ× WHGTLTL JRVWHULOPLVGLU�  MHTDOHQLQ PHWRGRORJL\DV× QH]HUL YH WDUL[L 
PHOXPDWODUD HVDVODQP×Ă YH LUHOL V�U�OHQ ÀNLUOHU P�TD\LVHOL ĂHNLOGH HWUDÁ× WHGTLT HGLOPLĂGLU� E\QL 
]DPDQGD R�Z|KUDERYXQ \DUDG×F×O×ÿ×QD LVWLQDGHQ ´RDVW GHUDPHGLµQLQ QH]HUL HVDVODU×Q×Q WHKOLOL PHTDP� 
PHORGLN [�VXVL\\HWOHU� PXVLTL IRUPDV× YH GLJHU FHKHWOHU ED[×P×QGDQ WHKOLOH FHOE HGLOPLĂGLU� MHTDOHGH 
LON GHIH RODUDT� R�Z|KUDERYXQ ´A]HUED\FDQ UHQJOHULµ DGO× HOPL�WHGTLTDW HVHULQGHNL LUHOL V�UG�\� 
P�GGHDODU NRPSOHNV ĂHNLOGH DUDĂG×U×OP×ĂG×U� %X ]DPDQ ´RDVW GHUDPHGLµQLQ QH]HUL FHKHWGHQ WHKOLOL 
[�VXVLOH YXUÿXODQP×Ă YH ODG�PHTDP HVDV× LOH PHORGLN [�VXVL\\HWOHUL QH]HUH oDWG×U×OP×ĂG×U� %HOH QHWLFH\H 
JHOLQPLĂGLU NL� SURIHVVRU R�Z|KUDERYXQ EX NLWDE× A]HUED\FDQ UHQJOHULQLQ VHFL\\HYL MDQU [�VXVL\\HWOHULQLQ 
DUDĂG×U×OPDV× LVWLTDPHWLQGH P�K�P HKHPL\\HW NHVE HGLU�
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*iriş
A]HUED\FDQ PXÿDP GHVWJDKODU×Q×Q WHUNLE 
KLVVHVLQGH WH]�WH] UDVW JHOGL\LPL] UHQJOHULQ 
|]�QHPH[VXV UROX YDUG×U� %LUPHQDO× RODUDT 
ĂLIDKL HQHQHOL SURIHVVLRQDO PXVLTL KDTT×QGD 
GDQ×ĂDUNHQ PXÿDP�GHVWJDK� ]HUEL�PXÿDP� 
WHVQLI NLPL MDQUODUOD EHUDEHU� UHQJ MDQU×Q×Q GD 
VSHVLÀNDV× PXVLTLĂ�QDVODU×Q GLTTHWLQL FHOE 
HGLU� MHOXPGXU NL� PXÿDP GHVWJDKODU×Q×Q 
QH]HUL HVDVODU×Q×Q DUDĂG×U×OPDV× RUWD 
HVUOHUGHQ HWLEDUHQ IRUPDODĂP×ĂG×U� %X 
EDUHGH PXVLTLĂ�QDV G�OQDU 9HUGL\HYD EHOH 
\D]×U� ´OUWD HVU DOLPOHULQLQ WUDNWDWODU×QGD 
HVWHWLND PHVHOHOHUL �R F�POHGHQ� 
PXVLTLQLQ \DUDQPDV×� RQXQ WHVLU J�F� 
YH V��� PXVLTLQLQ HOPL QH]HUL\\HVL �ODG�

LQWRQDVL\D VIHUDV×Q×Q QH]HUL HVDVODU×� 
ULWPLND KDTT×QGD WHOLP�� WHFU�EL QH]HUL\\H 
PHVHOHOHUL �NRPSR]LVL\D KDTT×QGD 
WHOLP� YRNDO YH LQVWUXPHQWDO LIDo×O×ÿ×Q 
QRUPDODU×� PXVLTL DOHWOHULQLQ WHVQLIDW×� |] 
HNVLQL WDSP×ĂG×U� āHUT [DOTODU×Q×Q PXVLTL 
PHGHQL\\HWL NRQWHNVWLQGH� A]HUED\FDQGD 
PXÿDP ² ĂLIDKL HQHQHOL SURIHVVLRQDO 
PXVLTLQLQ DSDU×F× MDQU×G×U� MXÿDP MDQU×Q×Q 
WDP IRUPDODĂPDV×Q×Q OUWD HVUOHUH DLG 
HGLOPHVLQH ED[PD\DUDT� EHOH G�Ă�QPHN 
RODU NL� RQXQ WHUNLELQH GD[LO RODQ P�[WHOLI 
Ă|EH YH JXĂHOHULQ� WHVQLI YH UHQJOHULQ 
\DUDQPD WDUL[L GDKD THGLPGLUµ�
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Bu baxımdan yanaşsaq, R.Zöhrabovun ireli 
sürdüyü müddealar orta esr alimlerinin 
fikirlerinin XX esrde yeni terzde nezeri 

Cedvel 1.  Professor Ramiz Zöhrabovun neşr olunmuş kitabları

Kitap Adı: Görkemli musiqişünas-alim
Yazar: Ramiz Zöhrabov
ISBN: 978-9952-8220-9-0
Sayfa:368
Yayın Tarihi: 2013
Yayınevi: Mars-Print
Yayın Yeri: Bakı

Kitap Adı: Azerbaycan rengleri
Yazar: Ramiz Zöhrabov
ISSN: 4905020000-192-097
Sayfa: 250
Yayın Tarihi: 2006
Yayınevi: Mars-Print
Yayın Yeri: Bakı

Kitap Adı: Azerbaycan muğamları
Yazar: Ramiz Zöhrabov
ISSN:4502020000-053
Sayfa: 336
Yayın Tarihi: 2013
Yayınevi: Tehsil
Yayın Yeri: Bakı

esaslandırılmasıdır. Bele ki, R.Zöhrabovun 
“Azerbaycan rengleri” kitabı bu janrın 
xüsusiyyetlerinin etraflı tedqiqi baxımından 
mükemmel bir nümunedir.  

Professor Ramiz Zöhrabovun “Azerbaycan 
Rengleri” Kitabının Xüsusiyyetleri 
Rengler musiqi quruluşu baxımından 
bitkin bir formaya malik instrumental 
pyeslerdir. Onlar hecmce müxtelifdir. Bu 
haqqda musiqişünas alim Ramiz Zöhrabov 
bele qeyd edir: “Rengler bir neçe musiqi 
ibaresini özünde cemleşdiren kiçik miniatür 
pyeslerden tutmuş genişmiqyaslı, inkişaf 
etmiş instrumental pyesler hecminde de ola 
biler” [Zöhrabov, 2006: 5].
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Kitap Adı: Milli musiqişünaslığımızın iftixarı
Yazar: Leyla Zöhrabova
ISSN:978-9952-528-13-8
Sayfa:568
Yayın Tarihi: 2019
Yayınevi: Nurlar
Yayın Yeri: Bakı

Kitap Adı: Muğam
Yazar: Ramiz Zöhrabov
ISSN:5-552-00533-6
Sayfa: 119
Yayın Tarihi: 1991
Yayınevi: Azerbaycan Dövlet neşriyyatı
Yayın Yeri: Bakı

Şifahi eneneye esaslanan bu janr XX esre 
qeder müsteqil şekilde ifa edilmirdi. Artıq 
keçen esrin evvellerinden başlayaraq rengler 
müsteqil bir pyes kimi ifa edilmeye başladı. 
Rengler esasen sazende destesinin ifasında 
muğam-destgahlarının ve kiçik hecmli 
muğamların daxilinde seslenir. Lakin bununla 
yanaşı rengler geniş terkibe malik xalq çalğı 
aletleri ansambllarında, hetta xalq çalğı 
aletleri orkestrinde de ifa edilir.

Renglerin seciyyevi janr xüsusiyyetleri, onların 
muğam destgahı daxilinde mövcudluğunun 
ehemiyyeti, adlarının formalaşması, növü, 
notlaşdırılması, eyni zamanda bu notların 
üzerinde edilen tehliller olduqca maraqlıdır 
ve teqdim olunan meqalede bu cehetlere 
toxunulmuşdur. Bununla yanaşı, meqalede 
görkemli tarzen, Azerbaycan Respublikasının 
emekdar artisti Ehsen Dadaşovun rehberliyi 
ile xalq çalğı aletleri ansamblının audio 
yazısından nota köçürülen (not yazısı Aslan 
Mustafazadeye mexsusdur) Rast destgahının 
evvelinde seslenen rengin elmi-nezeri tehlili 
de araşdırılmışdır.

Qeyd edek ki, rengler bir janr kimi konkret 
tekmilleşmiş quruluşa malikdirler. Bütün 
renglere aid etmek olmasa da, ekseriyyeti 

sade formalı quruluşa malikdir. Forma 
quruluşu onların növlerinden, yeni deramed ve 
diringi olmasından, eyni zamanda hecminden 
asılıdır. Rengler forma-quruluş xüsusiyyetleri 
ile yanaşı, musiqi dilinin dolğunluğu ile de 
seçilir. Rengler ifade vasiteleri baxımından 
diger şifahi eneneli professional musiqi 
janrlarından müeyyen derecede ferqlenirler. 
Bu haqda R.Zöhrabov bele qeyd edir: “Şifahi 
eneneli Azerbaycan professional musiqisinin 
bir janrı kimi bu örnekler öz tekmil quruluşu, 
hem musiqi dilinin herterefli, müfessel 
şekilde işlenilmesi, hem de ifade vasiteleri 
baxımından yüksek seciyyesi ile seçilirler” 
[Zöhrabov, 2006: 243].

Renglerin muğam destgahı daxilinde 
mövcudluğunun ehemiyyetine bir neçe 
aspektden toxunmaq mümkündür. Melumdur 
ki, her hansısa böyük hecme malik musiqi 
kompozisiyasının giriş hissesinde onun ümumi 
xarakterini müeyyen eden ve özünemexsus 
cizgilerini cemleşdiren instrumental 
formalı bir pyes seslenir. Bu xüsusiyyete 
bestekarların klassik eserleri ile yanaşı,  
şifahi eneneli Azerbaycan professional 
musiqisinin bir çox janrlarında da rast gelinir. 
Bu baxımdan yanaşanda, Azerbaycan muğam 
destgahlarının evvelinde adeten rengin bir 
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növü olan deramed seslenir. Deramed bir növ 
ifa olunacaq muğamın ümumi xarakterini 
ifade edir. Rengin muğam destgahının 
terkibinde mövcud olmasına zemin yaradan 
en vacib cehetlerden biri de mehz ele budur. 
Qeyd ede bilerik ki, muğam destgahındakı 
deramedin funksiyası klassik musiqi janrı 
olan operanın evvelinde seslenen üvertura 
ile müqayise oluna biler.

Ramiz Zöhrabovun reng ve deramedlerle 
bağlı fikirleri görkemli musiqişünas-alim 
Memmed Saleh İsmayılovun bu barede 
yazdığı elmi-nezeri mülahizelere esaslanır. 
Bele ki, M.S.İsmayılov renglerin xarakterik 
xüsusiyyetleri ile bağlı bele qeyd edir: 
“Rengler esas etibarile muğamlarla bağlı 
olduğu üçün onların melodik-intonasiya, 
ritmik ve meqam kimi bütün xüsusiyyetlerini 
özünde eks etdirerek, bir sözle, muğamın 
“melodik rengi” ile boyanır” (İsmayılov, 
1984: 100). Muğam destgahı terkibinde olan 
şöbe ve guşeler ritmik cehetden behrsizdir.

Destgah boyu davam eden bu şöbe ve 
guşelerin ardıcıl seslenmesi hem xanendeni, 
hem de solo müşayiet eden aletleri müeyyen 
derecede yora biler. Eyni zamanda bu tesiri 
biz dinleyici üçün de şamil ede bilerik, bele 
ki, fasilesiz ve arasıkesilmeden davam eden 
musiqi dinleyicide diqqetle dinlemek üçün 
bir növ manee yaradır.

Rengin muğam destgahı daxilinde ifa 
edilmesinin diger böyük ehemiyyeti, ardıcıl 
gelen muğam şöbe ve guşelerinin dinleyicide 
darıxdırıcılığa zemin yaratmaması, sazende 
ansamblının yorulmamasına sebeb olmasıdır. 
Mehz rengde olan bu spesifik cehet eyni ile 
şifahi eneneli professional musiqi janrı olan 
tesnife de aiddir.

Renglerin adları aid olduğu muğamın şöbe 
ve guşelerin adları ile bilavasite bağlıdır. 
Bu fakta istenilen muğamın terkibinde olan 
renglerin adlarında rast gelmek mümkündür.  
Bestekar Seid Rüstemovun nota saldığı ve 
iki defterden ibaret olan “Azerbaycan xalq 
rengleri” mecmuesi buna parlaq nümunedir. 
Eyni zamanda “Rast” muğamında “Hüseyni” 
şöbesinden sonra gelen “Hüseyni rengi”, 

“Segah” muğamında “Şikesteyi-fars” 
şöbesinden sonra  seslenen eyni adlı reng 
buna bariz nümunedir.

Ancaq burada maraqlı diger bir fakt da vardır. 
Bele ki, renglerin aid olduğu muğam şöbesinin 
adlarını daşıması bir növ şerti hesab edile 
biler. Ona göre ki, eyni reng başqa muğam 
destgahının terkibinde de seslene biler. Bele 
ki, “Rast” muğamında “Vilayeti” şöbesinden 
sonra seslenen rengin  Şur destgahında 
“Şur-Şahnaz rengi” kimi seslenmesine de 
rast gelinir. Bu haqda musiqişünas alim 
M.S.İsmayılov bele yazır: “Şöbeden aslı 
olmayaraq, muğama aid bütün rengler bir 
çox hallarda hemin muğamın adını daşıyır. 
Meselen, Şurun rengleri, Segahın rengleri ve. 
s” [İsmayılov, 1984: 100].

Burada maraqlı bir sual yarana biler: 
rengler uzlaşdığı şöbeler ile ancaq ad 
baxımından elaqelidir? Tebii ki yox. Rengler 
esaslandığı muğamın şöbelerinden lad-
intonasiya xüsusiyyetlerini ve musiqi 
xarakterini götürerek özünde ehtiva edir. 
İreli sürdüyümüz bu fikrin tamamile bütün 
muğam destgahlarında olan şöbe ve ona aid 
olan renglere şamil edilmesi mentiqlidir. Bu 
baxımdan bestekar Neriman Memmedovun 
notlaşdırdığı “Rast” muğamı destgahı buna 
bariz nümunedir.

Musiqişünas alim R. Zöhrabov ise reng ve 
ona aid olan şöbelerin daxilinde müeyyen 
olan funksiyalara başqa aspektden baxaraq 
bele yazır: “Rengler ardıcıl gelen muğam 
şöbelerini ciddi metro-ritme esaslanan 
melodiyası ile nece deyerler, yekunlaşdırır, 
şöbeleri bir-birile elaqelendirir, hemçinin 
şöbeler arasında tezad yaradır” [Zöhrabov, 
2006: 6]. 

R.Zöhrabovun ireli sürdüyü sonuncu müddea 
olduqca diqqeti celb edir. R.Zöhrabov bele 
hesab edir ki, musiqide olan tezadlıq prinsipi 
kompozisiyada, eyni zamanda da dinleyicide 
tesir bucağını keskin deyişir. Bu deyişiklikler 
bir neçe predmet esasında ola biler. En evvel 
burada ifa edilen rengin növü predmetin 
esasında dayanır. 
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Azerbaycan Renglerinin Xüsusiyyetleri
MHOXPGXU NL� UHQJOHU |] [DUDNWHUL YH HKYDO�
UXKL\\HVLQH J|UH �o TLVPH D\U×O×U� UHTVYDUL� 
PDUĂ YH OLULN VHFL\\HOL�

Üo IHUTOL [DUDNWHUH PDOLN RODQ UHQJ Q|YOHUL 
WHPS YH GLQDPLND FHKHWGHQ GH WHELLGLU NL� 
IHUTOHQLUOHU� TH]DGO×T SULQVLSL �o�Q P|YFXG 
ROD ELOHFHN HQ YDFLE SUHGPHWOHU GH PHK] EX 
[�VXVL\\HWOHUGHQ LEDUHWGLU� 

RHQJ MDQU×Q×Q LNL Q|Y� YDU�

 ¾ DLULQJL

 ¾ DHUDPHG

%X Q|YOHUGHQ V|] DoPD]GDQ |QFH \X[DU×GD 
VHVOHQGLUGL\LPL] ÀNLUOHUH HVDVODQDUDT 
GH\H ELOHULN NL�  UHQJ DUW×T ĂLIDKL HQHQHOL 
SURIHVVLRQDO PXVLTL MDQU× NLPL P|YFXG 
ROPDTOD \DQDĂ× |]�|]O�\�QGH KHPLQ MDQU×Q 
H\QL DGO× Q|Y�QH oHYULOPLĂGLU� MHOXPGXU 
NL� PXÿDP GHVWJDK×Q×Q GD[LOLQGH KHU 
Ă|EHGHQ VRQUD UHQJ VHVOHQLU YH  EX UHQJOHU 
DLG ROGXÿX Ă|EHQLQ DG×Q× GDĂ×\×U� %X ]DPDQ 
VHVOHQHQ UHQJLQ GHUDPHG YH \D[XG GLULQJL 
DGODQG×U×OPDV× P�PN�Q GH\LOGLU� EOH EX 
VHEHEGHQ LUHOL JHOHUHN UHQJ |]O�\�QGH DUW×T 
H\QL DGO× MDQU×Q ELU Q|Y�QH oHYULOPLĂ ROXU�

DLULQJL YH GHUDPHG P�H\\HQ TD\GDODUD 
HVDVODQDUDT IRUPDODĂP×ĂG×U� <HQL VHVOHQHQ 
KHU ELU UHQJ |]�QHPH[VXV [�VXVL\\HWOHUL LOH 
\D GLULQJL� \D GD GHUDPHG ROPDV× LOH VHoLOLU�  
%HV EXQODU× D\×UG HGHQ HVDV [�VXVL\\HWOHU 
KDQV×ODUG×U"

1H]HUH oDWG×UDT NL� GLULQJL VDGH� KHFP 
HWLEDULOH NLoLN� R\QDT� ĂHQ [DUDNWHUOL ROXU� 
EWLPRORML FHKHWGHQ GLULQJLOHU UHQJLQ LONLQ 
Q|Y� NLPL THEXO HGLOLU� %X KDTGD R�Z|KUDERY 
EHOH TH\G HGLU� ´EKWLPDO NL� UHQJLQ LONLQ� HQ 
VDGH Q|Y� PHK] GLULQJL ROPXĂGXU� DLULQJLQL 
UHTV KDYDODU× NLPL [DOT PXVLTLVLQLQ THGLP 
Q|Y� VD\PDT RODUµ >Z|KUDERY� ����� �@�

MXVLTLĂ�QDV DOLPLQ GLULQJLOHUL UHTV 
KDYDODU×Q×Q THGLP Q|Y� DGODQG×UPDV× �o�Q  
WXWDUO× HVDVODU× YDU� %HOH NL� GLULQJLOHU GH 
UHTVOHU NLPL [DUDNWHU ED[×P×QGDQ ĂHQ RYTDWD 
PDOLNGLUOHU� OQODU×Q ULWPLN YH]Q E|OJ�V� 

HVDVHQ R[ĂDU ROXU� %H]L VD]HQGH GHVWHOHUL 
GLULQJL HYH]LQH UHTV KDYDODU× GD LID HGLUOHU� 
%�W�Q EX FHKHWOHU  R�Z|KUDERYXQ LUHOL 
V�UG�\� ÀNLUOHUL HVDVODQG×U×U� LDNLQ EX LGGLD 
E�W�Q GLULQJLOHULQ UHTV� UHTVOHULQ LVH  GLULQJL 
KHVDE HGLOPHVL GHPHN GH\LOGLU� R� Z|KUDERY 
EX PHVHOH\H KHVVDV ĂHNLOGH WR[XQDUDT 
TH\G HGLU� ´O UHTV GLULQJL VD\×OD ELOHU NL� 
LID ROXQDQ PXÿDP Ă|EHVL YH JXĂHVLQLQ ODG�
PHTDP PH]L\\HWOHULQL E�W�QO�NOH |]�QGH 
HNV HWGLUVLQµ >Z|KUDERY� ����� �@�

Araşdırma Problemi 
AUDĂGU×PD ]DPDQ× HVDV PHTVHG UHQJ� GLULQJL 
YH GHUDPHGLQ MDQU [�VXVL\\HWOHULQL RUWD\D 
TR\PDTGDQ LEDUHWGLU� %X MDQUODU×Q ELU�
ELULQGHQ IHUTL YH RQODU×Q HVDV HODPHWOHUL 
DUDĂG×UPDQ×Q PHUNH]LQGH GD\DQ×U� %HV KDQV× 
ODG PHTDP [�VXVL\\HWOHULQH J|UH UHQJL 
GLULQJL KHVDE HWPHN RODU�

 ¾ RHQJ MDQU×Q×Q QH]HUL WHKOLOL

 ¾ RHQJ MDQU×QGD HGLOHQ WHKOLOGHQ VRQUD 
GLJHU MDQUODUOD P�TD\LVH HWPHN

Metod
MHWRGRORML ED[×PGDQ PHTDOHGH DGODU×Q× 
oHNGL\LPL] MDQUODUGDQ UHQJL ODG FHKHWGHQ 
WHKOLO HWPLĂLN� %XUDGD UHQJLQ KHU ELU F�POHVL 
GDKD GHWDOO× ĂHNLOGH WHKOLO HGLOPLĂGLU� RHQJLQ 
WHKOLOL ]DPDQ× QRWD \D]PD PHWRGX GD GLTTHW 
FHOE HGLU� %XQXQ �o�Q VHoGL\LPL] UHQJL GHTLT 
RODUDT TXODT DV×E QRWODĂG×UPDT HVDV PHVHOH 
KHVDE ROXQXU� MHK] EX PHWRG R� Z|KUDERYXQ 
E�W�Q \DUDG×F×O×ÿ×QGD HVDV [�VXVL\\HWOHUGHQ 
ELUL NLPL THEXO ROXQPXĂGXU� O� [DOT PXVLTLVL 
MDQUODU×QGDQ RODQ ]HUEL�PXÿDPODU×� WHVQLÁHUL 
QRWD N|o�UP�ĂG�U� E\QL PHWRGRORML SULQVLSH 
HVDVODQDUDT UHQJL QRWODĂG×UPDT PHTDOHGH 
HVDV KHVDE HGLOLU� RDVW GHUDPHGL VLEHOLXV 
QRWD \D]PD SURTUDP×�  LOH \D]×OP×ĂG×U�

Reng Janrının Nezeri Tehlili
DLULQJLOHU |] NRPSR]LVL\D TXUXOXĂODU×QD J|UH 
DLG ROGXÿX ODG×Q DQFDT ELU LVWLQDG SLOOHVLQH 
HVDVODQ×U� E\QL ]DPDQGD E�W�Q F�POH 
TXUXOXĂODU× KHPLQ LVWLQDG SLOOHVL HVDV×QGD 

� KWWSV���ZZZ�DYLG�FRP�VLEHOLXV �P�DVLU G|YUGH HQ 
oR[ QRWODU×Q \D]×OPDV× �o�Q LVWLIDGH HGLOHQ SURTUDP�
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qurulur. Buna nümune kimi Azerbaycan 
Respublikasının xalq artisti, görkemli tarzen 
Vamiq Memmedeliyevin müellifi olduğu 
Segah-zabul üzerinde olan “Şikesteyi-fars” 
diringisi gösterile biler [18]. Bu diringi iki 

Nota 1.  Aslan Mustafazade terefinden nota köçürdülen  “Şikesteyi-fars”ın ses qatarı

Rengin ikinci növü olan “Deramed” deqiq 
vezne malik olub, vokal-instrumental 
destgahların ancaq giriş hissesinde 
instrumental şekilde ifa olunur. Deramed 
sözünün menası fars dilinde “der-qapı 
ameden” demekdir ve tercümede “qapıdan 
daxil olmaq” menasını verir [İmrani, 1998: 
161].

Başqa sözle ifade etsek, deramed “giriş” 
demekdir. Deramed sözü E.Bedelbeylinin 
“İzahlı monoqrafiq lüğeti”nde “Pişderamed” 
kimi de işledilmişdir [Bedelbeyli, 1969: 59].

Reng Janrında Edilen Tehlilden Sonra 
Diger Janrlarla Müqayise Etmek 
Deramedin muğam destgahlarının evvelinde 
seslenmesine esaslanaraq deye bilerik ki, 
mehz bu cehet onu diringiden ferqlendirir. 
Deramed muğam destgahının şöbe ve 
guşeleri arasında heç vaxt seslenmir. Diringi 
ise bunun eksine olaraq seslenir.

Deramedi seciyyelendiren bir neçe 
xüsusiyyetleri de nezere çatdırmaq maraqlı 
olardı. İlk önce bildirek ki, her bir muğam 
destgahının girişinde seslenen deramed 
ilkin olaraq hemin muğama aid ehval-
ruhiyyeni dinleyiciye bir növ aşılayır. Bu tesir 
dinleyici ile yanaşı, hem xanendeni, hem 
de onu müşayiet eden instrumental ifaçıları 
evvelceden lazım olan auranın formalaşması 
üçün hazırlayır.  Birmenalı olaraq buna 
sebeb deramedlerin muğam destgahında 
olan istinad pillelerine esaslanmasıdır. 
Sadaladığımız cehetler deramedi 

seciyyelendiren esas xüsusiyyetlerdendir. 
Ele bu sebebler deramedlerin adlarının 
formalaşmasına sebeb olmuşdur. Deramedler  
muğam destgahının adı ile bağlı adlanırlar: 
Rast deramedi, Şur deramedi, Şüşter 
deramedi ve s. Bununla bağlı R.Zöhrabov öz 
tedqiqatlarında bele qeyd edir: “Deramed 
bütövlükde eyni adlı destgaha ve ya kiçik 
hecmli muğama aid olduğu üçün onların 
bilavasite adını da daşıyır. Ele bunun üçün 
de “Rast” destgahında çalınan bütün 
deramedleri ayrı-ayrılıqda “Rast-deramedi” 
ve ya kiçik hecmli “Qatar” muğamının 
evvelinde ifa olunan deramedleri ise “Qatar 
deramedi” adlandırırlar [Zöhrabov, 2006: 
11].

Deramedin daxilinde olan istinad pillelerinin 
sayı onları diringilerden ferqlendirmeye esas 
verir. Qeyd edek ki, diringiler aid olduğu 
muğamın ancaq bir, deramed ise en azı iki 
ve ya daha çox istinad pillesine esaslanaraq 
formalaşır.

Bu cehet bütün deramedlere şamildir. Qeyd 
etmek lazımdır ki, deramedler muğam 
destgahlarının ve kiçik hecmli muğamların 
ancaq giriş hissesinde seslenmekle yanaşı  
müsteqil şekilde de ifa edilir.

Melumdur ki, musiqide müeyyen bir janrın 
deqiqlikle araşdırılmasında not yazısının 
böyük önemi vardır. Bu baxımdan renglerin 
öyrenilmesinde not yazıları esas yardımçı 
vasitedir.

tekrara malik kiçik ibarelerden ibaretdir. 
Her ikisi “Şikesteyi-fars” şöbesine istinad 
edir. Qeyd edek ki, “Şikesteyi-fars” şöbesi 
Segah meqamının VI pillesine istinad edir. 
Bu diringinin ses qatarı beledir:
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Şifahi eneneli professional musiqi janrlarının 
notlaşdırılması prosesinin başlanması 
keçen esrin evvellerine aiddir. Azerbaycan 
renglerinin ilkin notlaşdırılması da bu dövre 
tesadüf edir. Qeyd edek ki, bu dövrde 
reng janrı ayrıca olaraq deyil, muğam 
destgahlarının terkibinde notlaşdırılırdı. 
Nümune olaraq M.Maqomayevin instrumental 
şekilde yazdığı “Rast” (1928-ci il)  ve “Şur” 
(1935-ci il) muğam destgahlarının adlarını 
qeyd ede bilerik. Bundan başqa müxtelif 
illerde Azerbaycan bestekarları muğam 
destgahlarının nota köçürülmesi işini davam 
etdirmişler. Bele ki, “Rast” ve “Zabul” 
destgahını Tofiq Quliyev, “Dügah” destgahını 
ise Zakir Bağırov nota köçürmüşdür.

Lakin renglerin mecmue şeklinde 
notlaşdırılması  görkemli bestekar Seid  
Rüstemovun adı ile bağlıdır. Bele ki, 1950-
ci illerde Seid Rüstemovun tertib etdiyi 
“Azerbaycan xalq rengleri” mecmuesi iki 
defterde neşr olundu ve bunlar renglerin 
notlaşdırılması sahesinde mühüm addım oldu. 
Qeyd etmek lazımdır ki, hemin mecmueler 
1978-1980-ci illerde tekrar neşr olunmuşdur. 
Birinci defterde çap olunan rengler dahi 
bestekar Üzeyir Hacıbeylinin “Azerbaycan 
xalq musiqisinin esasları” elmi fundamental 
eserindeki meqamların ardıcıllığı ile uzlaşır 
[Hacıbeyli, 1985: 154].

Notlaşdırılan renglerin lad-meqam esasının 
araşdırılması meselesi daim Azerbaycan  
musiqişünaslarının diqqetini celb etmişdir. 
Janrından aslı olmayaraq her bir musiqini 
nezeri cehetden araşdıran zaman müeyyen  
elmi-nezeri kitablara esaslanmaq şertdir. 
Bu eneneni davam etdiren Ramiz Zöhrabov 
Azerbaycan renglerinin lad-meqam esasını 
araşdırdıqda Üzeyir Hacıbeylinin, Memmed 
Saleh İsmayılovun, hemçinin görkemli rus 
musiqişünası, professor Viktor Belyayevin 
elmi eserlerinde olan nezeri sistemlere 
istinad etmişdir [Belyayev, 1963: 300].

R. Zöhrabov Azerbaycan renglerini meqam, 
ses qatarının quruluşu, istinad pilleleri, 
aralıq ladları, melizimler, alterasiyalar, ses 
diapozonu   cehetden etraflı şekilde tehlil 
etmişdir. 

Meqalede tehlil obyekti kimi görkemli tarzen 
Ehsen Dadaşovun  rehberliyi ile xalq çalğı 
aletleri ansamblının müşayiet etdiyi “Rast” 
muğam destgahından “Rast Deramed”i  
nümune kimi araşdırılmışdır. Qeyd edek ki, 
Ehsen Dadaşovun ifa etdiyi rengler 2011-ci 
ilde Bakı Musiqi Akademiyasının professoru, 
senetşünaslıq üzre felsefe doktoru Arif 
Esedullayev terefinden ilk defe olaraq 
notlaşdırılmışdır. Burada tehlil edilen 
reng  ise Ehsen Dadaşovun ifası esasında  
meqalenin müellifi terefinden yeniden nota 
yazılmışdır. “Rast deramedi” renginin tam 
şekilde not yazısını teqdim edek. 
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Nota 2.  Aslan Mustafazade Terefinden Nota Köçürdülen Rast Deramedi 
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Rast Destgahı

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

Video 1.  “Rast” destgahanın Qulu Esgerov terefınden ifası

Video 2.  Vamig Memmedeliyev terefinden diringinin ifası

Nümunede verilen deramed 2/4 ritmik 
veznli olub, “fa” (f) mayeli rast meqamına 

Nota 3.  Aslan Mustafazade terefinden nota yazılan Fa mayeli rast meqamının ses qatarı

Nota 4.  Aslan Mustafazade terefinden nota yazılan  Rast dermadinin birinci cümlesi

Göründüyü kimi deramedin birinci cümlesi 
mayenin üst oktavasından aşağı istiqametde 
maye pillesine doğru hereket edir. Bu 

esaslanır. Deramedin ses qatarı beledir:

hereketin esasında sekvensiyalı ibareler 
dayanır.
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Tekrar quruluşa malik olan ikinci cümle 
sonda maye sesinde rast meqamına aid olan 
x4 konsekventlik xüsusiyyetini göstererek 
tamamlanır. Sonda verilen intonasiya eyni 
ile “Rast” muğamının berdaştında istifade 
edilen ayaqla eynilik teşkil edir. Bu intonasiya 
bir növ meqamı tesdiq edir. Bundan başqa 

rast meqamının tam kadensiyasında da 
bu intonasiyadan enenevi olaraq istifade 
edilir. İnstrumental ifaçılar intonasiyanın 
spesifikasını göstermek üçün xüsusile maye 
ve onun alt kvartasını dinamik cehetden 
aksentli ifa edirler.

Nota 5.  Aslan Mustafazade terefinden nota yazılan Rast deramedi ikinci cümle

Nota 6.  Aslan Mustafazade terefinden nota yazılan Rast deramedi üçüncü cümle

Nota 7.  Aslan Mustafazade terefinden nota yazılan Rast deramdedi dördüncü cümle

Nota 8.  Aslan Mustafazade terefinden nota yazılan Rast deramedi: Üşşaq

III cümle artıq temp cehetden bir qeder 
ağırlaşaraq deramedin xarakterini deyişir. 
Deramed müqeddime funksiyası daşıdığına 

göre, bir növ muğam destgahında baş vere 
bilecek deyişiklikleri evvelceden gösterir.

IV cümle eyni ile III cümleni tekrar edir. Ferq 
ancaq sonuncu xanede maye pillesinde olan 

notun uzunluğundan ve melizmden ibaretdir.

Bu ferq not yazısında hecmce kiçik 
görünse de, deramedin növbeti cümlede 
başqa istinad pillesine yönelmesi üçün bir 
kontrastlıq yaradır. V cümlenin tamamlayıcı 

xüsusiyyetine göre “maye-rast” şöbesinde 
dayanmasına baxmayaraq , cümlenin 
quruluşunda VI pille (lya sesi) diqqeti celb 
edir.
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Nota 9.  Aslan Mustafazade terefinden nota yazılan Rast deramedi

Nota 10.  Aslan Mustafazade terefinden nota yazılan Hüseyni şöbesi

Burada “Üşşaq”a yönelme hiss olunur. Bu da 
öz növbesinde deramedin zenginleşmesine 
ve dolğun seslenmesine sebeb olur. 

VI cümle yeniden V cümleni tekrar ederek 
maye pillesinde dayanır.

Deramedin en maraqlı yönelmesi VII 
cümlede baş verir. Burada VII pilleye istinad 
aydın şekilde nezere çarpır. Hemin pillle 
demek olar ki, ritmik quruluşu ile bize 
tam şekilde “Hüseyni” şöbesini xatırladır. 
Eyni zamanda bu cümlede Rast meqamına 
aid olan VI pille alterasiyası da müşahide 
olunur (lya bemol- as). Qeyd edek ki, rast 
meqamında mövcud olan alterasiyalar 

haqqında musiqişünas alim Cemile Hesenova 
daha etraflı şekilde “Azerbaycan musiqisinin 
meqamları” adlı elmi-nezeri kitabında 
qeydler aparmışdır. C.Hesenova bu barede 
yazır: “Rast meqamında aşağıdakı pillelerin 
alterasiyalarına yol verilir: VI(b) (tonika 
etrafında melodik gezişmelerde), IX(b)-X(#) 
(art.2-nın emele gelmesi)” [Hesenova, 2012: 
34].

Burada istifade edilen “lya bemol” (as) 
alterasiyası heç de tesadüfi hal kimi 
qiymetlendirile bilmez. Yeni bu alterasiya 
melodik ahengi zenginleşdirmekle yanaşı, 
özünemexsusluğu da gösterir. Yuxarıda 
qeyd etdiyimiz kimi, VI pillede mövcud olan 
alterasiya yalnız tonika etrafında melodik 
gezişmeler zamanı istifade edilir. Tebii ki, 
bu alterasiya müxtelif instrumental ifalarda 
melizmden istifade etmek meqsedi daşıyır.  
Ancaq onun esas funksionallığı mehz maye 
pillesine enişi işare etmekden ibaretdir ve 
seslenmede de esas meqsed budur. 

VIII cümlenin evvelinde yeniden “Hüseyni” 
şöbesi seslenir. Ancaq bu defe cümlenin 
quruluşunda IX perdede sinkopa vasitesile 
yaranan ritmik formuldan sonra aşağı 
istiqametde sekvensiyavari hereket 
başlayır. Mehz bu sekvensiyanın yaratdığı 
zengin seslenme ile cümle maye pillesinde 
tamamlanır.  Bu cümlede rast meqamına 
xas olmayan “si bekar” (h) alterasiyası da 
mövcuddur. Bu sadece deramedin melodik 
cehetden zengin seslenmesi ile elaqedardır.

Nota 11.  Aslan Mustafazade terefinden nota yazılan Rast deramedinin sonluğu
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Deramedin sonunda girişde seslenen berdaşt 
eynile tekrar olunur.

Ümumi Netice
Belelikle, nezerden keçirilen tehlil  müellif 
terefinden notlaşdırılmış rengin deramed 
adlandırılması üçün bir neçe esaslı sebeblerin 
olduğunu nezere çatdırır.  Evvela deramedde 
“Berdaşt”, “Hüseyni” ve “Mayeyi-Rast”ın, 
hemçinin “Üşşaq”a olan yönelmenin 
mövcudluğu aydın şekilde görünür. Bunlardan 
başqa her bir cümlenin rast meqamına aid 
olan xüsusiyyetlerini özünde ehtiva etmesi 
ve istinad pillerine esaslanaraq qurulması 
deramed olmasına tam delalet edir. 

R.Zöhrabovun “Azerbaycan rengleri” 
kitabında ireli sürdüyü tehlil metodlarına ve 
rengleri araşdırma üsullarına esaslanaraq, 
nezerden keçirilen “Rast deramedi”nde bir 
sıra maraqlı neticelere gelinmişdir. Bele ki, 
Azerbaycan renglerinin janr xüsusiyyetlerinin 
ve musiqi dilinin tehlil  edilmesini, elece 
de nota yazılmış renglerin araşdırılmasını 
nezerden keçirerken onların Azerbaycan 
şifahi eneneli professional musiqinin esas 
janrı olması diqqeti celb edir. Eyni zamanda 
renglerin müsteqil, muğam destgahları, kiçik 
hecmli muğamların ve zerbi-muğamların 
terkibinde instrumental pyes kimi istifade 
olunması da esas xüsusiyyet kimi vurğulanır. 
Onu da qeyd edek ki, tehlil zamanı qeyd edilen 
instrumental ifaçılar dedikde tar, kamança 
ve qaval aletlerinde çalan sazendeler destesi 
nezerde tutulur ve bu terkib eyni zamanda 
milli xalq çalğı aletleri ansambllarında ve 
orkestrlerinde iştirak edirler. 

Meqalede vurğulanmışdır ki, reng şifahi 
eneneli professional musiqi janrı kimi 
quruluşu ve seslenmesi baxımından 
özünemexsusuluğu ile ferqlenir. Bele ki, 
renglerin ve onların növlerinin esasını 
Azerbaycan milli lad-meqamları teşkil 
edir. Renglerin melodiyasının hereket 
istiqametleri, istinad pilleleri etrafında 
gezişmeleri, sekvensiyavari hereketleri ve 
müxtelif sıçrayışları, interval terkibi ve elece 
de melodik cehetden zengin seslenmesi 
onların seciyyevi xüsusiyyetlerindendir. 

R.Zöhrabovun “Azerbaycan rengleri” 
kitabında ireli sürdüyü tehlil metodlarına ve 
rengleri araşdırma üsullarına esaslanaraq, 
nezerden keçirilen “Rast deramedi”nde bir 
sıra maraqlı neticelere gelinmişdir. Bele ki, 
Azerbaycan renglerinin janr xüsusiyyetlerinin 
ve musiqi dilinin tehlil  edilmesini, elece 
de nota yazılmış renglerin araşdırılmasını 
nezerden keçirerken onların Azerbaycan 
şifahi eneneli professional musiqinin esas 
janrı olması diqqeti celb edir. Eyni zamanda 
renglerin müsteqil, muğam destgahları, kiçik 
hecmli muğamların ve zerbi-muğamların 
terkibinde instrumental pyes kimi istifade 
olunması da esas xüsusiyyet kimi vurğulanır. 
Onu da qeyd edek ki, tehlil zamanı qeyd edilen 
instrumental ifaçılar dedikde tar, kamança 
ve qaval aletlerinde çalan sazendeler destesi 
nezerde tutulur ve bu terkib eyni zamanda 
milli xalq çalğı aletleri ansambllarında ve 
orkestrlerinde iştirak edirler. 

Meqalede vurğulanmışdır ki, reng şifahi 
eneneli professional musiqi janrı kimi 
quruluşu ve seslenmesi baxımından 
özünemexsusuluğu ile ferqlenir. Bele ki, 
renglerin ve onların növlerinin esasını 
Azerbaycan milli lad-meqamları teşkil 
edir. Renglerin melodiyasının hereket 
istiqametleri, istinad pilleleri etrafında 
gezişmeleri, sekvensiyavari hereketleri ve 
müxtelif sıçrayışları, interval terkibi ve elece 
de melodik cehetden zengin seslenmesi 
onların seciyyevi xüsusiyyetlerindendir. 

Xüsusile meqalede işıqlandırılan esas mesele 
reng, deramed ve diringi  arasında oxşar 
ve ferqli cehetlerin müqayise olunmasıdır. 
Bele ki, xalq yaradıcılığının tedqiqi ile 
meşğul olan müxtelif nesil Azerbaycan 
musiqişünaslarının elmi-nezeri işlerine 
esaslanaraq, elece de meqalede araşdırılan 
tehlile esaslanaraq renglerin bezen deramed 
adlandırılmasının sebebleri de nezere 
çatdırılmışdır. Reng, deramed ve diringi 
arasında olan müxteliflikler tehlil prosesi 
zamanı müxtelif musiqi nümunelerinin 
müqayisesine esaslanaraq şerh edilmişdir. 

Eyni zamanda meqalede renglerin nota 
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köçürülmesi de işıqlandırılmış ve görkemli 
Azerbaycan bestekarlarının bu sahede 
apardıqları işler nezere çatdırılmışdır. Melum 
olmuşdur ki, renglerin nota köçürülmesi 
onların musiqişünaslar terefinden tehlil 
edilmesi üçün esas zemin yaratmışdır. 
Meqalede tehlil nümunelerinde professor 
R.Zöhrabovun ireli sürdüyü fikirlere 
esaslanaraq, reng ve onun növlerinin 
xüsusiyyetleri araşdırılaraq nezere 
çatdırılmışdır. 

Elave Tedqiqat Üçün Tövsiyye
Xalq musiqisinde araşdırmalar daima 
musiqiçilerin diqqet merkezinde olmuşdur. 
Bu sebebden renglerin tedqiqatı bizim 
meqalemizde de ön plandadır. Renglerin 
araşdırılması hal-hazırda da öz aktuallığını 
qoruyub saxlayır. Bir musiqişünas 
araşdırmacıya öneri olaraq qeyd etmek 
olar ki, rengleri daha geniş bir anlamda 
araşdırmaq lazımdır. Rengler bir janr kimi 
doğrudan da maraqlı ve orjinaldır.

Bilgilendirme olaraq qeyd etmek isterdim ki, 
bu janrın tedqiqatında müasir dövrümüzde 
Arif Esedullayevin nota köçürdüyü rengler 
bizim işimizi daha da maraqlı etdi. Onun 
bu janrda nota yazdığı bütün nümuneler 
oxucular üçün olduqca ehemiyyetlidir. Biz 
yeni destgahları dinleyib orada ifa edilen 
rengleri nota yazıb tehlil ede bilerik. Bunun 
üçün Qulu Esgerovun ifa etdiyi “Zabul-
Segah”2, “Çahargah”3, Yaqub Memmedovun 
“Rast”4 muğam destgahlarını nümune götüre 
bilerik. 

2 https://www.youtube.com/watch?v=yI7LJegR_L4
3 https://www.youtube.com/watch?v=jeNFQ9N6rr0
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, maqam 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 maqam 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
AzerbaiMan rengleri� deramed� diringi� meTam� mugham set� Ramiz Zohrabov� 
Zrite 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 II 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
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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 
(ACIOĞLU, 2016).
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Photo 1. Rare photograph from the Gallipoli Front (Turkish General Staff, 2022)

Table 1. Songs for Brahim Pasha

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 

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:

Albanian Language English Language
“Brahim pasha ej nji mjekërr zi, 
Shikon detin, pasha me dyrbi 
Zot çka doket, more Deti i Zi, 
M’ka qit mreti, skelën me ja rue, 
Ky Gjinolli po e luan sangjakun, 
Kta shqiptarët e ngrejnë bajrakun”
(Terziu, 1997)

(Brahim Pasha with a black beard)
(Pasha looks at the sea with binoculars)
(God I can see the Black Sea)
(The king sent me to watch the harbor)
(Gjinolli is moving the sanjak)
(Albanians raise the flag)
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Photo 2. Aziziye bastions in Canakkale during Battle of Gallipoli

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, 

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 & Eğridere , 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

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

Video 1. Song for Canakkale

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

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) “Çanakkale 
İçinde (Canakkale, I am coming)” (ÖZBİLEN, 
2013).

Soner ÖZBİLEN - Çanakkale İçinde (Çanakala u Nisa)
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The historical song dedicated to the Albanian 
fighters who died in the Battle of Canakkale 
during the First World War was sung by the 

Albanian folk singer, Salih Bajram Krasniqi 
“Canakkale” (Krasniqi, 2009).

Table 3. Song for Canakkale

Albanian Language English Language

Canakkale
N’Çanakkale u nisa unë pej Stambollit 
Oh lumja nona ku po m’qon karshi dushma-
nit 
Oh për t’rijt tonë aman 
N’Çanakkale mrena topi bubullon 
Oh ku po bjen gjylja vlla, aty ujë gufon 
Oh për t’rijt tonë aman 
N’Çanakkale mrena, n’fusha t’mejdanit 
Aty ishin kanë mbledhun vlla, trimat e 
xhihadit 
Oh për t’rijt tonë aman
N’Çanakkale mrena,u vrava, u varrova 
Tri ditë pa m’dalë shpirti vlla, vorrin e 
kërkova 
Oh për t’rijt tonë medet 
N’Çanakkale mrena, na u ba terr e zi 
Ah t’vramit e t’varruemit, nër çadër tuj 
shti 
Oh për t’rijt tonë medet 
N’Çanakkale mrena, nisi me ra shi 
Ah n’atë zavallë t’shpirtit vlla, m’mur malli 
për shpi 
Oh për t’rijt tonë aman 
N’Çanakkale mrena, ni bunar mjedis 
Oh mos e pini ujtë oh vllazën, e kan xeher-
lisë 
Oh për t’rijt tonë aman (Ramadani & Daci, 
2020).
Dola pej Stambollit, me pa selamet 
Ah nanës tonë e babës tonë, ymri ju k’putë 
krejt 
Oh për t’rijt tonë aman 
N’Çanakkale mrena,na mloj tymi i zi 
Oh urdhni erdh pej mbretit vlla, hygjym me 
singi 
Oh për t’rijt tonë aman 
N’Çanakkale mrena, dola me ni skejë 
Oh ballanat po shkojnë përpjetë, xhyphane 
tue djegë 
Oh për t’rijt tonë aman! (Krasniqi, 2009).

Canakkale
I 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 I was killed, I was injured
Brother, three days before my soul left, I 
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, I 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).
I 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, I 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 Çanakkale 
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:

 ¾ Teachers of Albanian language and 
literature

 ¾ Teachers of history

 ¾ Teachers of music

 ¾ Independent researchers of the Institute 
of History
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Participant No Gender Age Program Code

4 Female 23,25,33,50 
Albanian Language and Literature 
Teaching

P1-F

1 Male 32
Albanian Language and Literature 
Teaching

P1-M

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
Independent researchers of the 
Institute of History

P4-M

Total: 17 10F/7M 22-50 P1,P2,P3,P4

Table 4. Participants’ Structures

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-structured interview 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:

 ¾ Knowledge of history teachers and 
Albanian language and literature teachers 
regarding the Battle of Canakkale

 ¾ Inclusion of the Battle of Canakkale in 
the school curriculum

 ¾ 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 Çanakkale 
battle in Albanian Folklore: Albanian 
Teachers’ Opinions:

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 
powers

F

The knowledge about the Battle of Canakkale
 ¾ The Battle of Canakkale took place in 1915 4

 ¾ The Battle of Canakkale is also known as the Battle of Gallipoli 2

 ¾ It was one of the bloodiest battles of World War I. 10

 ¾ The Entente lacked knowledge of the terrain that intended to attack in this 
battle 3

It is interpreted to the students that in the cemetery of martyrs in Canakkale
 ¾ There are memorial plaques in commemoration of many Albanian martyrs 3

 ¾ There are memorial plaques in commemoration of many Turkish and other 
martyrs 2

 ¾ In 2008 the families of Albanian soldiers who fell in battle received from the 
Turkish state appreciation award certificates 1

 ¾ In this battle the fate of modern Turkey was determined 8

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

Topics:
 ¾ Bravery 5

 ¾ Heroism 3

 ¾ Freedom 2

Professionalism
 ¾ They are well sung 6

 ¾ They have comprehensible content 2

 ¾ They have a good and heroic topic 4

 ¾ They describe the event correctly 3

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

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

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, I 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).

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 I came across 
songs dedicated to Canakkale such as in folktales as well as in folk literature” (P1-M-32).

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). 

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

 ¾ Various literature 3

 ¾ They are adapted in Albanian 3

 ¾ In folktales 4

 ¾ Folk literature 2
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Theme 4. A considerable number of Albanians who took part in this battle f

The reasons that the Albanians took part in this battle
 ¾ The spiritual connection they had with Turkey 2

 ¾ Military service 10

Their participation in the battle was influenced by
 ¾ Culture 6

 ¾ The official language they had learned during the Ottoman rule 2

 ¾ Religion 4

 ¾ The migration of the Albanian people to Turkey 8

Theme 5. The inclusion of the Battle of Canakkale in the school curriculum 
(Grades VI-IX) f

The Battle of Canakkale in the school curriculum
 ¾ Adaptation of teaching units in specific areas in elective courses 6

 ¾ Extra-curricular teaching units 8

 ¾ There is no specific teaching unit about Canakkale 9

Days of the Turkish Community in Kosovo
 ¾ Days dedicated to this battle 2

 ¾ Discuss with students the role and importance of battle 1

 ¾ Extra classes are held 2

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

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

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).

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

The historical significance of Canakkale folk songs
 ¾ Patriotic values 3

 ¾ War motives 6

 ¾ Pride event 8

The literary significance of Canakkale folk songs
 ¾ Common cultural environments 5

 ¾ Cooperation 3

 ¾ Literary stories 2

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

Theme 6. The analysis of the Canakkale folk songs in the historical / literary 
aspect f

The analysis of the Canakkale folk songs in the historical aspect
 ¾ The song of Canakkale has given special values to the Albanian history 3

 ¾ Awareness of the younger generations 2

 ¾ The interconnection of national history and folklore 4

The analysis of the Canakkale folk songs in the literary aspect
 ¾ Musical folklore in the writings of literature 7

 ¾ The connection between folk songs and literature 2

Table 10. The content analysis on the Canakkale folk songs analysis in the historical / literary aspect

Some quotations on the analysis of the Canakkale folk songs in the historical / literary 
aspect are as follows:
“In the historical aspect, I 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).

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). “I 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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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
 ¾ Deficiency in textbooks 3

 ¾ Folk songs are used very rarely 2

The usage of Canakkale folk songs in the lessons of literature
 ¾ They are included in educational planning 5

 ¾ They are part of folklore 4

 ¾ They occupy a special place 2

Table 12. The content analysis on the usage of Canakkale folk songs in the lessons of history and literature

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).

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

Suggestions on learning the Canakkale folk song
 ¾ Canakkale folk song should be included in textbooks 5

 ¾ It should be taught in the subject of music 4

The Canakkale folk song in terms of national folklore
 ¾ It reminds us of the bravery of people 5

 ¾ The displacement of many Albanians in Turkey 2

 ¾ The contribution of the Albanians in this battle 3

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

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

The views on the learning of songs about the battle of Canakkale in terms of history
 ¾ A long history 4

 ¾ 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

 ¾ It is widely spread in Albanian folklore 4

 ¾ The composition of songs about Canakkale was passed on from one 
generation to another 2

The views on the learning of songs about the battle of Canakkale in terms of music
 ¾ It is also heard and sung with a great pleasure 5

 ¾ Promote intercultural mobilization between people 2

 ¾ Have the same pace of development 2

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

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 
cooperation with the government, to design 
school modules related to their culture, 
history and traditions (OSBE, 2018).

The semi-structured interview questions 
which were conducted only with the music 
teachers with the code P3 and analyzed in 
terms of music can be found below.

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

Musical analysis of Canakkale folk songs
 ¾ The fate of the Albanian people is described 4

 ¾ The most powerful folklore creations 3

 ¾ It is sung and heard in many versions 5

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

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).

Theme 12. The place that the Canakkale folk song holds in music education f

 ¾ Very important 3

 ¾ Folk song 4

 ¾ Raises emotions 2

 ¾ The historical ties between the Albanian and Turkish people 3

Canakkale in music education
 ¾ Conveys messages 3

 ¾ A song about suffering 2

 ¾ Pride 4

 ¾ Poetic text 3

 ¾ Emotions for the historical past 5

 ¾ A good melody song 3

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

 ¾ Sharkia 4

 ¾ Çiftelia 5

 ¾ Lahuta 2

 ¾ Violin 3

 ¾ Piano 4

 ¾ Clarinet 4

 ¾ Kavalli 3

 ¾ Drum 3

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

Table 17. The content analysis on the instruments that are used in the interpretation of Canakkale folk songs
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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 Çanakkale, 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), çiftelia (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).

Theme 14. Musical analysis of Canakkale folk songs in Albanian folk music f

Musical analysis of Canakkale folk songs
 ¾ It is not commercial music 4

 ¾ Historical character 3

 ¾ National character 4

 ¾ Sounds 5

 ¾ Rhythms 4

 ¾ Mimics 3

 ¾ Voices 2

 ¾ Sufferings 4

 ¾ Glory 5

 ¾ A distinctive feature of the Albanian folk music 2

Folk music
 ¾ It is heard in all regions 4

 ¾ Spiritual connection 4

 ¾ Albanian soldiers 3

 ¾ Triumphantly straight war 2

 ¾ A real historical event 5

Historical event
 ¾ The resistance against the Entente 5

 ¾ Revolts 2

 ¾ The past of the people 4

 ¾ Great losses 2

 ¾ The willingness of people 3

 ¾ Help others 2

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

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 Çanakkale 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 Çanakkale 
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). 

Theme 15. The way of teaching these folk songs f

Folk songs
 ¾ Interpreting the song 5

 ¾ Listen to the song 3

 ¾ Analyze the event 3

 ¾ Instruments used 4

 ¾ Quiet 2

 ¾ Fast 4

 ¾ Slow 3

 ¾ Feelings while listening 3

 ¾ Feelings while singing 4

 ¾ Sing together 5

 ¾ Listen to the song via CD player 2

 ¾ Youtube 5

 ¾ Qr-code 1

Teaching and learning
 ¾ Talking about instruments 5

 ¾ Talk about the event 4

 ¾ Type of music 4

 ¾ Search on the internet 3

Sing
 ¾ In groups 4

 ¾ In pairs 2

 ¾ Individually 5

 ¾ Listen and sing 5

 ¾ Analyze 5

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

Video 2. Song dedicated to the Battle of Canakkale

Conclusions
The Battle of Canakkale was both painful 
and proud because Turkey took its path of 
revival there. 

According to many authors and scholars’ 
opinions about Canakkale, songs are echoed 
in all Albanian territories about the brave 
soldiers who were martyred.

The memories of those who fought side by 
side with the Turkish soldiers in this war are 
full of emotions, courage, pride, glory, etc. 
(Tarçın, 2016).

The war took place between the two alliances 
Entente and Turkey supported by its allies 
Germany and Austria, Albanians were on the 
side of Turkey in this war because during this 
period the Albanian lands in the Balkans were 
under Austro-Hungarian, Bulgarian, French 
and Italian occupation and administration.

In Albanian lands, there are many different 
songs dedicated to the Albanian soldiers who 
fell in the Battle of Canakkale.

The musical interpretation of the songs 
about Canakkale has passed on between 
generations the culture, tradition, glory, it 
has intertwined the past and the present, 
the modern with the classical, bringing 
us many versions of the folk song about 
Canakkale as well as singing and teaching it 
across generations as said by music teachers 
during the interview.

The Battle of Canakkale is not included as a 
separate teaching unit in school curricula but 
in the subject of history when talking about 
the First World War, the Battle of Canakkale 
is very likely to be mentioned.

The Turkish community in Kosovo which is 
included in the regular education system 
during the special days dedicated to the 
Turkish community speaks and holds activities 
in memory and respect for the fallen martyrs 
in Canakkale.

Limitations of the study
For this study we are mainly limited to the 
historiographical literature and Albanian 
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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-IX)?

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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Özcan Çetik
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Öz
T�UN P�VLNvVL WDULKLQGH TDQE�U LFUkV×\OD |QHPOL ELU \HU HGLQHQ &HPLO %H\� WDQE�UXQ \DQ×QGD NOkVLN 
NHPHQoH� \D\O× WDQE�U� YL\RORQVHO YH OkYWD JLEL HQVWU�PDQODUGD GD LFUkF×O×ÿ×\OD HNRO ROPXĂ ELU LVLPGLU� 
T�UN P�VLNvVLQLQ VD] P�VLNvVL EDĂO×ÿ× DOW×QGD \HU DODQ IRUPODUGD EHVWHOHGLÿL HVHUOHU YH LFUkODU×\OD JHOHFHN 
NXĂDNODUD LOKDP ND\QDÿ× ROPXĂWXU� &HPLO %H\·LQ WDQE�UGDQ VRQUD XVWDO×N GHUHFHVLQGH LFUk HWWLÿL GLÿHU VD] 
NOkVLN NHPHQoHGLU� &HPLO %H\� ELOKDVVD KHPHQoHFL 9DVLOkNL·GHQ HWNLOHQHUHN EX VD]×Q LFUkV×QD EDĂODP×ĂW×U� 
TDQE�UXQGD \DSW×ÿ× ERO oDUSPDO×� ERO P×]UDSO× VHUL QDÿPHOHUL NHPHQoHGH GH WDWELN HWPĂWLU� SD]× HWNLOL 
NXOODQDV× VHEHEL LOH N×VD V�UHGH NHPHQoH LFUDV×QGD GD Ă|KUHW ROGXÿXQGDQ T�UN P�]LÿLQGH NHPHQoH LOH 
LOJLOL HQ HVNL VHV ND\×WODU× &HPLO %H\·H DLWWLU� 9L\RORQVHOL GH P�VLNvPL]GH LON NH] NXOODQDQ &HPLO %H\� 
YL\RORQVHOGHNL LFUkODU×\OD GD LOJL WRSOD\DUDN VD]×Q T�UN P�]LÿL LFUk WRSOXOXNODU×Q GD \HU DOPDV×QD E�\�N 
NDWN×GD EXOXQPXĂWXU� G�Q�P�]GH YL\RORQVHO T�UN P�]LÿL LFUk KH\HWOHULQGH EDV GROJXQOXÿXQX VDÿODPDN 
DPDF×\OD \D\J×Q RODUDN NXOODQ×OPDNWDG×U� KHPHQoHGH ROGXÿX JLEL 9L\RORQVHOGH GH HQ HVNL VHV ND\×WODU× 
&HPLO %H\·H DLWWLU� &HPLO %H\� LFUkODU×QGD T�UN P�]LÿL �VO�EXQGD YH JHQHO QD]DUL\HVLQGH NDOPD\D GLNNDW 
HWPLĂ� NXOODQG×ÿ× VD]ODU×Q LFUk �VO�EXQXQ ROXĂPDV×QGD EHOLUOH\LFL ROPXĂ� D\Q× ]DPDQGD NHQGLQH PDKVXV 
WDYU× LOH VD] LFUDV×Q×Q HNROOHULQGHQ ROPXĂWXU� T�UN P�VLNvVLQGH LFUk WDKOLOOHUL |]J�Q WDY×UODU×Q J�Q�P�] 
LFUk RUWDP YH ND\QDNODU×QD DNWDUPDN PDNVDG×\OD SHN oRN DUDĂW×UPD\D NRQX ROPXĂWXU� &HPLO %H\ JLEL 8VWD 
LFUkF×ODU×Q �1HYUHV %H\� MHV·XG &HPLO %H\� 1XEDU THN\D\«� VHV ND\×WODU×Q×Q WDKOLO HGLOPHVL\OH P�VLNvPL]LQ 
PDNDP \DS×V× YH ]HQJLQOLÿL GDKD GHULQ LGUDN HGLOHELOPHNWHGLU� %X oDO×ĂPDGD &HPLO %H\·LQ %HVWHQLJkU 
PDNkP×QGDNL NHPHQoH YH YL\RORQVHO WDNVLPOHUL GLNWH HGLOHUHN WHNQLN |]HOOLNOHU YH \RUXP Do×V×QGDQ 
PXND\HVH \DS×OP×ĂW×U� %HVWHQLJkU NHPHQoH YH YL\RORQVHO WDNVLPOHULQGHNL \RUXP�V�VOHPH WHNQLNOHUL� \D\ 
WHNQLÿL� NXOODQP×Ă ROGXÿX SR]LV\RQODU� PDNkP YH VH\LU DQOD\×Ă× WDKOLO HGLOPLĂWLU�  %|\OHOLNOH &HPLO %H\·LQ 
LNL LFUkV× DUDV×QGDNL EHQ]HUOLN YH IDUNO×O×NODU WDKOLOOHUOH VRPXWODĂW×U×OPD\D oDO×Ă×OP×ĂW×U�
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Cemil Bey ağabeyi Ahmet Bey’in hediye ettiği 
tanbûrla epey bir vakit geçirmiş ve henüz 
17 yaşındayken bu sazda karşılaşılan teknik 
zorlukların üstesinden gelerek o dönemde 
sanat câmiâsında ismini duyurmuştur. Mûsikî 
çevresinde ismi günden güne tanınır olan 
Cemil Bey, dönemin meşhur tanbûrilerinden 
olan Tanbûri Ali Efendi ile tanışma fırsatı 
bulmuş ve onun takdir ettiği bir sâzende 
olmuştur. Tanbûri Ali Efendi’den genel 
mûsikî eğitimi bakımından geniş ölçüde 
faydalanan cemil bey, birlikte birçok mûsikî 
meclisinde yer almış ve beraber icrâlarda 
bulunmuşlardır. Cemil Bey’in tanbûrdaki 
çok mızraplı icrâsı dönemin müzisyenleri 
tarafından eleştirilirken, icrâsında bol 
mızrap, bol çarpma, seri nağmeler ve 
tanbûrun orta tellerinide kullanması yeni 
bir icrâ üslûbunun ortaya çıkmasına zemin 
hazırlamıştır (Eruzun: 1997: 9).

Resim 1. Tanbûri Cemil Bey (Akdağoğlu, 2020: 213)

Cemil Bey 30 yaşına geldiğinde annesi Zihn-i 
Yâr Hanım’ın Adile Sultan Sarayı’ndan 
arkadaşı olan Çerkes Eflâknur Hanım’ın 
kızı Şerife Saide Hanım ile evlenmiştir. Bu 
evlilikten aynı zamanda “Tanbûri Cemil’in 
Hayatı” isimli kitabın yazarı olan meşhur 
müzisyen ve koro şefi oğlu Mes’ud Cemil Bey 
dünyaya gelmiştir. Yine bu dönemde Türk 
mûsikîsi nazariyatına kazandırdığı “Rehber-i 
Mûsikî” adlı 80 sayfalık makâmlar üzerindeki 
kendi görüşlerini içeren nazariyat kitabı 
yayımlanmıştır (Tanrıkorur, 2004: 223).

Cemil Bey, 20’li yaşlara geldiğinde tanbûr 

ile birlikte kemençe, viyolonsel, lâvta gibi 
sazlarda da icrâ kabiliyetini ortaya koymuş 
ve mûsikî câmiâsına kendini kabul ettirmiştir. 
Mezkûr sazlardaki icrâlarıyla dikkatleri 
üzerine çeken Cemil Bey neşredilen kayıtları 
ile Türk müziğinin kayıt icrâ tarihinde mihenk 
taşı oluşturmuştur.

Resim 2. Mevlâna Müzesindeki Cemil Bey’in Tanbûru 
(Öztüfekçi, 2021: 26)

Cemil Bey’in Kemençe ve Viyolonsel 
İcrâcılığı 
Cemil Bey’in tanbûrdan sonra ustalık 
derecesinde icrâ ettiği diğer saz kemençedir. 
Bilhassa Kemençeci Vasilâki’den etkilenerek 
bu sazın icrâsına başlayan Cemil Bey tanbûrda 
yaptığı bol çarpmalı, bol mızraplı seri 
nağmeleri bu sazda da yapmıştır. Dolayısıyla 
tanbûr icrâsının etkileri kemençeye de 
yansımıştır. Çok geçmeden mûsikî câmiâsına 
kemençe ile de ismini kabul ettiren Cemil 
Bey sonraki zamanlarda icrâsından çok 
etkilendiği Vasilâki’nin de övgüsünü kazanmış 
ve onunla birçok mûsikî ortamında birlikte 
icrâda bulunmuştur.

Cemil Bey’den öncesine bakıldığında 
kemençenin nasıl icrâ edildiğine dair yeterli 
kayıt bulunmamaktadır. Tetkik edilen 
kaynaklar doğrultusunda kemençenin daha 
önce hangi müzik türlerinde kullanıldığı, 
yapısının nasıl olduğu ve teknik imkanlarının 
ne olduğu konularında veri eksikliği 
olduğu görülmüştür. Günümüzde bile hâlâ 
kemençenin hangi coğrafi bölgelere ait bir 
saz olduğu kesin olarak tespit edilememiştir 
(Eruzun, 1997: 4).
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&HPLO %H\ |QFHVLQGH NHPHQoHQLQ EQGHUXQ�L 
TkKLU AÿD� RXKVDU KDOID� AQGHOLE KDOID� 
1LNROkNL YH 9DVLOkNL WDUDI×QGDQ LFUk HGLOGLÿL 
ND\QDNODUGD JHoPHNWHGLU� AQFDN DG× JHoHQ 
LFUkF×ODU×Q NHPHQoH LFUkODU× NRQXVXQGD 
KHUKDQJL ELU ND\QDÿD XODĂ×ODPDP×ĂW×U� &HPLO 
%H\ G|QHPLQGH NHPHQoH LON RODUDN KDON 
P�]LÿLQGH YH NOkVLN P�VvNvGH NXOODQ×OP×ĂW×U 
�EUX]XQ� ����� �����

&HPLO %H\� T�UN M�VLNvVLQGH WDĂ SODNODU×Q 
NXOODQ×OG×ÿ× G|QHPGH \DĂDP×ĂW×U� %XQGDQ 
GROD\× J�Q�P�]H NDGDU ELUoRN WDĂ SODN 
ND\G× XODĂP×ĂW×U� &HPLO %H\·GHQ |QFHVLQH 
EDN×OG×ÿ×QGD EX VD]× LFUk HGHQOHUH DLW 
KHUKDQJL ELU ND\×W EXOXQPDG×ÿ×QGDQ� 
D\U×FDO×NO× RODUDN &HPLO %H\·LQ LQFHOHQPHVL 
PHFEXUL\HWL GRÿPXĂWXU� &HPLO %H\·LQ WDQEXU 
G×Ă×QGD NHPHQoH� YL\RORQVHO� OkYWD JLEL 
VD]ODUGDNL XVWDO×ÿ× YH EXQXQ \DQ×QGD KHU 
VD]×Q LFUk WDYU×Q× ELUELUOHUL\OH ELUOHĂWLUHUHN 
LFUkODU×QD \DQV×WPDV× NHQGL G|QHPLQGH YH 
J�Q�P�]GH T�UN P�VLNvVLQH E�\�N ID\GDODU 
VDÿODP×ĂW×U �EUX]XQ� ����� ���

Resim 3. &HPLO %H\·LQ KD\×WODUGD KXOODQG×ÿ× YH AQGHOLE 
AG×Q× 9HUGLÿL KHPHQoHVL �&HPLO� ����� ����

Resim 4. TDQE�UL &HPLO %H\ �dHWLN� ����� ����

T�UN P�]LÿLQH MXVLND�L +�PD\�Q LOH JLUHQ� 
EDW× ND\QDNO× ELU VD] RODQ YL\RORQVHOL GH T�UN 
P�]LÿL LFUk KH\HWOHULQGH LON NH] &HPLO %H\ 
NXOODQP×ĂW×U� %DV VHVOL ELU oDOJ× RODQ YL\RORQVHO 
LOH \DSW×ÿ× LFUkODU GLNNDW oHNPLĂ YH EX oDOJ×Q×Q 
T�UN P�]LÿLQGH NROD\ \HU HGLQPHVLQGH E�\�N 
URO R\QDP×ĂW×U� &HPLO %H\ YL\RORQVHOL GDKD 
oRN ODYWD G�]HQLQGH YH KHPHQ KHPHQ ELU 
WDP VHVH \DN×Q G�Ă�N DNRUWWD LFUk HWPLĂWLU 
�g]W�UN YH %HĂLURÿOX� ����� ����

<DS×ODQ DUDĂW×UPDODU VRQXFXQGD &HPLO 
%H\·GHQ |QFH YL\RORQVHOLQ 1L\D]L EIHQGL 
YH &HPLO AULI %H\ WDUDI×QGDQ LFUk HGLOGLÿL 
ND\QDNODUGD JHoPHNWHGLU� AQFDN EX 

LFUkF×ODU×Q YL\RORQVHO LFUkV×QD GDLU ND\×WODU× 
NRQXVXQGD KHUKDQJL ND\QDÿD XODĂ×ODPDP×ĂW×U 
�g]W�UN YH %HĂLURÿOX� ����� ����

G�Q�P�]GH YL\RORQVHO� T�UN P�]LÿL LFUk 
KH\HWOHULQGH \D\J×Q RODUDN NXOODQ×OPDNWDG×U� 
%X GXUXPXQ ROXĂPDV×QGD HQ E�\�N NDWN×\× 
VDÿOD\DQ Ă�SKHVL] &HPLO %H\·GLU �ANVR\� 
����� ���� 9L\RORQVHO LOH T�UN P�]LÿLQH LOLĂNLQ 
LON VHV ND\×WODU× &HPLO %H\ WDUDI×QGDQ LFUk 
HGLOPLĂWLU� &HPLO %H\·LQ EX ND\×WODUGD VDGHFH 
WDNVLP LFUk HWWLÿL WHVSLW HGLOPLĂWLU� 9L\RORQVHO 
LOH \DSW×ÿ× WDNVLPOHULQ � WDQHVL OUIHRQ 3ODN 
āLUNHWL WDUDI×QGDQ ND\GHGLOPLĂ IDNDW � WDQHVL 
J�Q�P�]H NDGDU JHOHELOPLĂWLU�

&HPLO %H\·LQ %HVWHQLJkU PDNDP×QGDNL 
NHPHQoH YH YL\RORQVHO WDNVLPOHUL GLNWH HGLOLS 
PXNk\HVHVLQLQ \DS×OG×ÿ× EX oDO×ĂPDGD� &HPLO 
%H\·LQ LNL VD] LFUkV× DUDV×QGDNL EHQ]HUOLN 
YH IDUNO×O×NODU WDKOLOOHUOH VRPXWODĂW×U×OPD\D 
oDO×Ă×OP×ĂW×U� 

8VWD Vk]HQGHOHU DUDF×O×ÿ×\OD \DS×ODQ VDQDW 
YH WHNQLN VHYL\HVL ROGXNoD �VW VHYL\HGH 
RODQ WDNVLPOHU� G|QHPLQLQ YH DUG×QGDQ 
JHOHQ NXĂDNODU×Q VD] LFUkF×O×ÿ× NRQXVXQGD 
LOHUOHPHVLQGH ROGXNoD P�KLP ELU \HU 
WXWPDNWDG×U�  %X GXUXPGD &HPLO %H\ 
WDUDI×QGDQ LFUk HGLOHQ W�P NHPHQoH YH 
YL\RORQVHO ND\×WODU×Q×Q QRWDV×Q×Q \D]×O×S 
WHNQLN YH QD]DUv EDN×PGDQ WDKOvO HGLOPHVLQLQ� 
T�UN P�]LÿLQGH ELOKDVVD EX oDOJ×ODU 
LOH LOJLOHQHQOHULQ KHP oDOJ× LFUkODU×Q×Q 
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gelişmesine hem de Türk müziği teorisi 
alanına katkı sağlayacağı düşünülmektedir.

Problem Durumu
 ¾ Cemil Bey’in Bestenigâr makamındaki 

kemençe ve viyolonsel taksimleri nasıldır?

Alt Problemler
Cemil Bey’in Bestenigâr makamındaki 
Kemençe ve viyolonsel taksimlerinin;

 ¾ Türk musikisi nazariyat kaynaklarında 
makam tarifi nasıldır?

 ¾ Yorum özellikleri nelerdir?

 ¾ Pozisyon tekniği özellikleri nelerdir?

 ¾ Yay tekniği özellikleri nelerdir? 

 ¾ Makâm ve seyir anlayışı nasıldır?

Yöntem
Bu araştırma nitel bir çalışma olup, 
doküman analizi tekniği kullanılmıştır. 
Doküman analizinde, var olan kayıt ve 
belgeler incelenerek veri elde edilmektedir. 
Doküman analizi, belli bir hedefe yönelmiş 
olarak kaynakları bulma, okuma, not alma 
ve değerlendirme işlemlerini içermektedir. 
Başka bir deyişle doküman analizi, basılı 
ve elektronik öğelerin analiz edilmesi ve 
değerlendirilmesi sürecinde gerçekleşen 
bir dizi işlemdir (Yıldırım ve Şimşek, 2013). 
Buna ilaveten bu süreç, resmi ya da özel 
kayıtların toplanması, düzenli olarak tahlil 
edilmesi ve yorumlanmasıdır. Burada Cemil 
Bey’in Bestenigâr makamındaki kemençe 
ve viyolonsel taksimlerinde süsleme 
tekniklerinin kullanımı, pozisyon kullanımı, 
yay tekniği ve motif ve cümle yapılarını 
anlayabilme açısından tahliller yapılmıştır. Bu 
tahliller içerik analizi tekniği ile yapılmıştır 
(Sak, Şahin Sak, Öneren Şendil ve Nas, 2021: 
230).

Dökümanlar
Araştırmamızda İki taksimin de sürelerinin 
aynı olması ve birbirlerini nasıl etkilediklerini 
daha iyi anlayabilmesi sebebiyle Cemil 
Bey’in, tahlil ve mukayesesi yapılmak 

üzere Mansûr akortta icrâ ettiği 3.50 dakika 
uzunluğundaki Bestenigâr kemençe taksimi 
ile Bolâhenk akortta icrâ ettiği 3.51 dakika 
uzunluğundaki Bestenigâr viyolonsel taksimi 
örnek alınmıştır. 

Analiz ve Karşılaştırma
Türk Mûsikîsi’nde; dönem özellikleri, tür, 
form ve biçim özellikleri, bestecilik (üslûb) 
özellikleri, icrâ özellikleri, tavır özellikleri, 
usûl – güfte ilişkileri, ritmik unsurlar açısından 
özellikleri, ezgi atıfları ve mûsikî tasviri 
açısından özellikleri olmak üzere bir eserin 
veya icrânın pek çok yönden analizi yapılabilir 
(Kaçar, Yahya, 2020: 3). Araştırmamızda 
Cemil Bey’ e ait Bestenigâr makamındaki 
kemençe ve viyolonsel taksimleri “Windows 
Media Player” programı kullanılarak 
dikte edilmiş, daha sonra dikteler “Finale 
2014” programı ile bilgisayar ortamına 
aktarılmıştır. Bilgisayarda yazılan her bir 
dizek için, dizek başlarında sol anahtarı 
üzerine numaralar verilerek numaralandırma 
yapılmıştır. Araştırmanın analiz örneklemi 
Cemil Bey’in kemençe ve viyolonselde icrâ 
ettiği Bestenigâr taksimleridir. Bununla 
birlikte karşılaştırmalar, makâm unsurları ve 
perde anlayışı, üslûp ve tavır özellikleri ve 
teknik özellikler açılarından doküman analizi 
tekniği ile dikte edilen taksimler incelenerek 
yapılmıştır. 

Bulgular
Birinci Alt Probleme Ait Bulgular
Abdülbakî Nâsır Dede Bestenigâr makâmını 
şöyle tarif eder; “Bestenigâr, Çargâh icrâ 
edip, Irak karar verir. Bu bileşim sonrakilerin 
(Müteahhirîn) buluşudur” (Akt. Başer, 2013: 
179).

Tanburi Cemil Bey Rehber-i Mûsikî kitabında 
Bestenigâr makâmından şöyle bahseder; 
Bestenigâr Makâmı, altıncı aralıkta re bemol 
ile merkezi olan fa diyez nim seslerini 
muhtevi (bulunur) ise de miyanlarında tabiî 
olduğundan, donanıma yalnız re bemol işareti 
konularak, fa diyez nota özünde gösterilir. 
Bestenigâr makâmının edâsı gereğince, 
bazen re bemol biraz daha tizleşerek, Uzzâl 
denilen komaya dönmüş olur. Uzzâl, Hicâz 
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ile Nevâ arasında ve bu ikincisine daha yakın 
bir konumdadır. Bestenigâr’ın zemîni; Segâh, 
Çargâhtan başlar ve Gerdâniye ile karargâhı 
arasındaki perdelere icrâ olunur. Miyanı; 
bazen tabîi bazen bemollü Nevâ ile Muhayyer-
Dügâh oktavında, karârı dahî Hüseynî-Yegâh 
arasındadır (Akt. Cevher, 1992: 36).

Yakup Fikret Kutluğ ise Bestenigâr makâmını 
şöyle tarif ediyor; Irak üzerindeki Segâh 
dörtlüsüne tize doğru Sabâ makâmının 
eklenmesiyle oluşmuştur. Makâm, 
çoğunlukla güçlü perdesi olan çargâh perdesi 
ekseninde başlar. Karar perdesi gösterilse 
bile sonrasında çargâh perdesine geçilmek 
suretiyle makâma girişler yapılır. İnici-çıkıcı 
bir seyir gösterir. Sabâ makâmının da güçlü 
perdesi olan çargâh perdesi çevresindeki 
seslerde dolaşır. Bu perde üzerinde sık sık 
kalışlar yapar. Ayrıca Gerdâniye perdesi 
üzerinde de bolca kalışlar yapar (Kutluğ, 
2000: 276).

Bestenigâr makâmı; “Dügâh perdesi 

üzerindeki Sabâ makâmı dizisi ile 
Irak perdesindeki Segâh dörtlüsünün 
birleşmesinden meydana gelmektedir” 
(Kaçar Yahya, 2012: 131).

Bestenigâr makâmı; “yerinde Sabâ yapıp 
Irakta Segâh’lı karar verir” (Gönül, 2017: 
224).

Bestenigâr makâmı; “sabâ perde düzeninde 
Sabâ’lı Çargâh yapmaya başlayıp Irak karar 
veren terkiptir. Irak karar verirken segâh 
perdesinin uşşak perdesine dönüşmemesi 
başka bir deyişle pest icrâ edilmemesi 
gerekmektedir. Başka önemli bir husus 
da sabâ perdesinin Bestenigâr terkibi 
eserlerinde zaman zaman sabâ perdesinden 
biraz daha dikçe basılabilmesi durumudur 
ki adeta kendi perdesini yaratırcasına icrâ 
edilebilir. Bu perdenin icrâsı sırasında nevâ 
perdesine gelecek kadar dikleştirilmemesine 
de dikkat edilmelidir” (İrden, 2021: 68).

Şekil 1. Bestenigâr Makâmı Teşekkülü

Alanında ekol olmuş isimler tarafından tarihe 
adeta miras olarak bırakılan sanat ve teknik 
düzeyi yüksek taksimler, kendi döneminin 
ve ardından gelen nesillerin saz icrâcılığı 
konusunda gelişiminde çok mühim bir yer 
tutmaktadır (Çetik ve Gönül, 2020: 353).

Günümüzde taksim icrâsı, saz müziği 
açısından önemli bir yere sahiptir. Türk 
Mûsikîsinin zengin makamsal yapısı 
içerisinde, makamın temel esaslarına bağlı 
kalarak, melodik ve teknik beceriyi ortaya 
koyarak doğaçlama yapılan, makamsal bir 
seyir olan taksimin tarihi 9. Yüzyıla kadar 
dayanmaktadır (Kaçar, 2009: 115).

Cemil Bey, Türk mûsikîsi’nde taksim formunu 
yaptığı icrâlarıyla adeta güçlendirmiş, ona 
ayrı bir kimlik kazandırmıştır. Yaptığı Taksim 
icrâlarında cümlelerin kuruluşu, genel 

ve özel inşası, birbirleriyle bağlanması, 
terkip, renklerin uygunluğu açısından 
olağanüstü motifler ortaya çıkarmıştır. Kendi 
döneminden günümüze kadar Cemil Bey’i 
taklit etmemiş çok az sazende gösterilebilir 
(Öztuna, 2006).

İkinci Alt Probleme Ait Bulgular
Üslup ve tavır terimlerinin farklarının 
doğru anlaşılması önem arz etmektedir. 
Literatürde, “Türk mûsikîsinde üslûp; zaman 
içerisinde tekâmül eden Türk mûsikîsi tür 
ve biçimlerinin icrâsında ortaya çıkan ve 
gelenek hâline gelen icrâ biçimi olarak 
tâbir edilmelidir. Tavır ise icrâcının hangi 
türde olursa olsun icrâ ettiği esere kendi 
san’at birikimi ile kattıklarını anlatmak için 
kullanılmalıdır. Yani üslûp, zaman içerisinde 
belirlenen biçim özellikleri ışığında eserlerin 
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nasıl icrâ edileceğini, tavır ise icrâcının eser 
biçimine ait üslûp özelliklerini gözeterek icrâ 
ettiği esere san’at birikimiyle kattığı kendine 
has icrâi beceri ve yorum özelliklerini, ifade 
biçimini anlatmaktır” bilgisi yer almaktadır 
(Gönül, 2018: 42).

Türk mûsikîsinde yorumlamalar, icracının 
özgün üslup ve tavır unsurlarını belirgin hale 
getirmek maksadıyla aşağıda ifade edilen 
müzikal tekniklerin icraya katılması sureti 
ile belirginleşir.  

Cemil Bey Bestenigâr makamındaki kemençe 
ve viyolonsel taksimlerinde, çarpma, 
çift çarpma, üçlü çarpma, dörtlü çarpma 
(kümeleme), glissando (kaydırma), çarpma 
kaydırma, trill, vibrato, hızlı vibrato, 
staccato (kesik kesik icrâ) ve puandorg 
yorumlama tekniklerini kullanmıştır. Aşağıda 
verilen örneklerde Cemil Bey’in iki taksimde 
de kullandığı süslemeler nota üzerinde 
gösterilmiştir.

Nota 1. Cemil Bey’in Bestenigâr Kemençe Taksiminde kullanmış olduğu Bazı Yorumlama Teknikleri
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Nota 2. Cemil Bey’in Bestenigâr Viyolonsel Taksiminde Kullanmış Olduğu Yorumlama Teknikleri

Nota 1’de Cemil Bey birinci dizekte çargâh 
perdesine bağlanan üçlü çarpma kullanmıştır. 
İkinci dizekte çarpma kaydırma ve hüseynî 
perdelerinden sonra bir sonraki sesle ile 
yapılan çarpma kullanılmıştır. Üçüncü 
dizekte 8’lik üçleme tartımlar içerisinde 
bir perdeden diğer perdeye geçişlerde 
kaydırma yapılmıştır. Dördüncü dizekte kalış 
yaptığı perdelerde puandorg yorumlama 

tekniğini kullanmıştır. Altıncı dizekte çarpma 
kaydırma ile hüseynî perdesine gidilmiş ve 
bu perde üzerinde hızlı vibrato yorumlama 
tekniği yapılmıştır. Dokuzuncu dizekte ırak 
perdesinde kalış yapmadan önce çift çarpma 
yorumlama tekniği kullanılmıştır. Ayrıca bu 
perde üzerindeki kalış vibrasyonlu yapılmıştır. 
Onuncu dizekte de karar perdesine bağlanan 
çift çarpma kullanılmıştır.



Cemil Bey’in Bestenigâr makâmındaki kemençe ve viyolonsel taksimlerinin karşılaştırmalı...

318

Nota 3. Bestenigâr Viyolonsel Taksimi 10 ve 11. Dizekler Pozisyon Kullanımı

Nota 4. Bestenigâr Kemençe Taksimi 6 ve 7. Dizekler Pozisyon Kullanımı

Nota 3’te, Bestenigâr makâmında icrâ 
edilen viyolonsel taksiminin 10. ve 11. 
dizeleri arasında, tiz çargâh, tiz segâh ve 
muhayyer perdelerini icrâ edilmek adına 
IV. pozisyon kullanılmıştır. Eviç perdesinde 

birinci parmağın kullanıldığı yerlerde III. 
pozisyon, nevâ-gerdâniye perdeleri arasında 
hüseynî perdesinin birinci parmakla basıldığı 
yerlerde I. pozisyon kullanılmıştır.

Nota 4’te Bestenigâr makâmında icrâ edilen 
kemençe taksiminin 6 ve 7. dizeklerinde 
dügâh-nevâ perdeleri arasında I. pozisyon 
kullanılmıştır. Çarpma perde ile hüseynî 
perdesine geçilen yerde II. Pozisyon, hüseynî-
gerdâniye perdeleri arasında III. pozisyon, 
muhayyer perdesine geçtiği bölümlerde ise 
IV. pozisyon kullanımı görülmektedir.

Cemil Bey kemençe ve viyolonsel taksiminde 
pozisyon kullanarak;

 ¾ Farklı tınılar yakalamış,
 ¾ İcrâsı zor olan süsleme tekniklerinin 

icrâlarını daha kolay duruma getirmiş,
 ¾ Ajiliteli cümlelerin zorluğunu 

hafifletmiştir.

Nota 2’de, birinci dizekte çargâh perdesine 
bağlanan üçlü çarpma ve kümeleme örnekleri 
vardır. Ayrıca Sabâ makâmının güçlü 
perdesinde kesik icrâ yorumlama tekniği 
kullanılmıştır. Yine bu dizekte segâh perdesi 
üzerinde trill ve çargâh perdesi üzerinde 
puandorg yorumlama teknikleri kullanılmıştır. 
İkinci dizekte nevâ perdelerinden sonra 
yapılan çarpma örnekleri vardır. Buna ilavete 
Sabâ makâmının karar sesi olan dügâh 
perdesinde kesik icrâ yorumlama tekniği 
kullanılmıştır. Cemil Bey, kesik icrâ yay 
tekniğini makâmın önemli kalış perdelerinde 
kullanmıştır. Dördüncü ve dokuzuncu 
dizeklerde ise kaydırma, çarpma kaydırma, 
vibrato, hızlı vibrato, kümeleme ve çift 

çarpma yorumlama teknikleri kullanılmıştır.

Üçüncü Alt Probleme Ait Bulgular
Pozisyon, enstrümanlarda sol elin sapta 
bulunduğu yer ve sol el bu yerde iken 
klavyede kullanılabilen bölge şeklinde 
açıklanabilir (Uçan, 2006: 18).

Kemençe ve viyolonselde Türk müziğinde 
daha nitelikli icrâ yapabilmek adına 1. 
pozisyon dışında başka pozisyonları da 
kullanmak bir avantajdır. Aşağıda Cemil 
Bey’in Bestenigâr kemençe ve viyolonsel 
taksimlerinde kullanmış olduğu pozisyonlar 
nota üzerinde gösterilmiştir.
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Nota 6. Bestenigâr Viyolonsel Taksimi 15. Dizek Legato Yay Kullanımı

Nota 7. Bestenigâr Viyolonsel Taksimi 1. ve 2. Dizekler Staccato Yay Kullanımı

Nota 8. Bestenigâr Kemençe Taksimi 9. Dizek Detache Yay Kullanımı

Dördüncü Alt Probleme Ait Bulgular
Yapılan analizler neticesinde Cemil Bey 
Bestenigâr makamındaki kemençe ve 
viyolonsel taksimlerinde genel olarak legato 

yay tekniğini (bağlı yay) kullanmıştır. Buna 
ilaveten icrâlarında seyrekte olsa staccato 
ve detache yay kullanımı da görülmektedir. 
Aşağıda örnekler verilmiştir.

Nota 5’te, 16. Dizekte bağlı yay kullanımı 
görülmektedir. Yapılan tahliller ışığında 
hüseynîaşîran-yegâh, hüseynî-nevâ ve nevâ-

Nota 8’de kutucukta gösterilen tartımlar 
detache yay kullanımı ile icrâ edilmiştir. 
Bu yay kullanımı ile icrâ edilerek keskin bir 
duyum yakalanmıştır.

Cemil Bey’in akıcı, bütünlüklü ve daha 
yumuşak bir ifade için legato yay tekniğini 

kullandığı, icrâsında nüans değişikliği yapmak 
ve bazı perdeleri vurgulu hale getirmek için 
staccato yay tekniğini kullandığı ve köşeli 
icrâlarda ise detache yay tekniğini icrâsına 
kattığını söyleyebiliriz. Bununla birlikte kısa 
ve enerjik cümlelerde yayı kısa hareketle 
ve adeta bir mızrap gibi kullandığını 

Nota 5. Bestenigâr Kemençe Taksimi 16. Dizek Legato Yay Kullanımı

nevâ perdeleri arasını Cemil Bey’in tek yayda 
icrâ ettiği belinlenmiştir.

Nota 6’da 15. dizekte rast-çargâh, rast-acem 
ve hüseynî-nevâ perdeleri arasında bağlı yay 

kullanımı gösterilmiştir.

Nota 7’de Sabâ makâmının güçlü perdesi 
ve karar perdesi perdesi üzerinde kesik 
icrâ yay kullanımı görülmektedir. Kesik icrâ 

yay kullanımı ile güçlü ve karar perdeleri 
olan çargâh ve dügâh vurgulanmış ve daha 
belirgin hâle gelmiştir.
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Nota 9. Bestenigâr Kemençe Taksimi 1 ve 4. Dizekler

4. dizekte Irak perdesinde Segâh’lı kalış 
yaptıktan sonra 5. dizekte tekrar Sabâ 
makâmı dizisine geçilmiştir. 7. dizekte ezgi 
muhayyer perdesi ekseninde genişlemiştir. 
Devamında 10. dizeğe kadar Sabâ makâmı ve 
Irak perdesinde ki Segâh makâmı seslerinde 
müşterek dolaşılmıştır. Bu dizekler arasında 

segâh, çargâh, hicâz, hüseynî ve ırak 
perdelerinde puandorglu kalışlar yapılmıştır. 
Bununla birlikte çarpma, çift çarpma, 
glissando, çarpma glissando, puandorg, 
vibrato ve hızlı vibrato süsleme teknikleri 
kullanılmıştır.

söyleyebiliriz. Kemençe icrâsındaki kullandığı 
yay tekniğini viyolonsel icrâsında da görmek 
muhtemeldir.

Beşinci Alt Probleme Ait Bulgular
Türk mûsikîsi icrâlarında duyguyu tam olarak 
hissettirebilmek adına perdeleri doğru 
ve yerinde kullanmak oldukça önem arz 
etmektedir. İcrâda duyguyu aktarma, ezgi ve 
mâna uyumunu sağlayama ayrıca perdeleri 
makamların özelliklerine göre kullanma, Türk 
mûsikîsi icrâ üslûbu bakımından  hayati önem 
taşımaktadır (Yıldırım, 2021: 35). Bu bölümde 
Cemil Bey’in Bestenigâr makamındaki 

kemençe ve viyolonsel taksimlerinde perde 
kullanımı ve bestenigâr makâmını işleyişleri 
hakkında bilgi verilmiştir. Ayrıca iki icrâsında 
da duygusunu aktarmak için kullanmış olduğu 
yorumlama teknikleri kısaca belirtilmiştir.

Bestenigâr kemençe taksiminin giriş 
bölümünde, dördüncü dizeğe kadar Sabâ 
makâmı seslerinde dolaşılmış ve dördüncü 
dizekte nevâ perdesi kullanılarak Irak 
perdesinde Segâh’lı kalış yapılmıştır. Bu 
bölümde çarpma, üçlü çarpma, glissando 
(kaydırma), çarpma glissando, hızlı vibrato 
ve puandorg süsleme teknikleri kullanılmıştır.
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Nota 11. Bestenigâr Kemençe Taksimi 11 ve 17. Dizekler Arası

Nota 10. Bestenigâr Kemençe Taksimi 5 ve 10. Dizekler Arası

11. dizekte makâmın seyri bir oktav yukarı 
taşınarak ezgi eviç perdesi ekseninde 
devam etmiş ve bu perde üzerinde kalışlar 
yapılmıştır. Tiz bölgelerde Sabâ makamından 
ziyâde Eviç makâmı etkileri görülmektedir. 
12. dizekte nevâ, nim hicâz, acem ve eviç 
perdeleri kullanılarak yerinde Eviç makâmı 
dizisi oluşmuştur. 13. dizekte üçleme 
tartımlar kullanılarak sekvens yapılan bir 
cümle kurulmuştur. 14. dizekte makâmın seyri 

tiz çargâh perdesine kadar genişlemiştir. 15, 
16 ve 17. dizeklerde soru-cevap cümleleri 
oluşturularak makamın ses sahası karar 
perdesinin altında Yegâh perdesine kadar, tiz 
karar sesinin üstünde ise tiz segâh perdesine 
kadar genişlemiştir. Bununla birlikte bu 
dizekler arasında çarpma, çift çarpma, 
dörtlü çarpma (kümeleme), glissando, 
çarpma glissando, vibrato, hızlı vibrato ve 
puandorg süsleme teknikleri kullanılmıştır.
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Nota 12. Bestenigâr Kemençe Taksimi 18 ve 23. Dizekler Arası

Bestenigâr viyolonsel taksimi, Sabâ 
makâmının güçlü perdesi olan çargâh 
perdesinde kalışlar yaparak seyre başlamış 
ve 3. dizeğin başına kadar Sabâ makâmı 
seslerinde gezindikten sonra dügâh 
perdesinde kalış yapmıştır. Devamında 8. 
dizeğin başına kadar Sabâ makâmı dizisinde 
dolaşılmış, çargâh perdesi başta olmak 
üzere hicâz, dügâh ve rast perdelerinde 

puandorglu kalışlar yapılıp 8. dizekte Irak 
perdesinde Segâh’lı kalış yapılmıştır. Bu 
dizekler arasında çarpma, üçlü çarpma, 
dörtlü çarpma (kümeleme), trill, vibrato, 
hızlı vibrato ve puandorg süsleme tekniği 
kullanılmıştır. Aynı zamanda Sabâ makâmının 
güçlüsü çargâh perdesi ve karar sesi dügâh 
perdesi 1. ve 2. dizeklerde staccato (kesik 
icrâ) yay tekniği kullanılarak icrâ edilmiştir.

18 ve 21. dizekler arasında nevâ perdesi 
kullanılarak yerinde Eviç makâmı seslerinde 
dolaşılmış ve ırak perdesinde Segâh’lı 
kalışlar yapılmıştır. Devamında da ırak 
perdesi ekseninde dolaşıldıktan sonra 23. 

dizekte ırak perdesinde Bestenigâr karar 
verilmiştir. Bu dizekler arasında da çarpma, 
üçlü çarpma, çarpma glissando, vibrato ve 
puandorg süsleme teknikleri kullanılmıştır.
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Nota 13. Bestenigâr Viyolonsel Taksimi 1. ve 8. Dizekler Arası

9 ve 10. dizekte taksim tiz karar sesi 
ekseninde dolaşarak tiz çargâh perdesine 
kadar genişlemiştir. Tiz bölgelerde Bestenigâr 
kemençe taksiminde olduğu gibi Sabâ 
etkisi değil de Eviç etkisi hissedilmektedir. 
11, 12 ve 13. dizekler arasında da ezgi tiz 
bölgelerde seyretmiş ve sonrasında yerinde 

Eviç makâmı seslerinde dolaşılarak 18. 
dizekte ırak perdesinde Segâh’lı karar 
verilmiştir. Bu dizekler arasında da çarpma, 
çift çarpma, üçlü çarpma, dörtlü çarpma 
(kümeleme), glissando, çarpma glissando, 
vibrato, hızlı vibrato ve puandorg süsleme 
teknikleri kullanılmıştır.
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Nota 14. Bestenigâr Viyolonsel Taksimi 9. Ve 18. Dizekler Arası

Sonuç
Bu araştırmada, günümüz icrâlarında 
görülen, makâm ve geçki bilinci, motif 
ve cümle kurma, çeşitli tartımlara daha 
farklı tartımlar sunma, icrâda çeşitli 
varyasyonlarda ezgi oluşturma ve bireysel 
tavır geliştirme problemlerinin aşılmasına 
yönelik, Cemil Bey ekolü özelinde farklı 
bir bakış açısı getirebileceği sonuçlarına 
varılmıştır. 

Cemil Bey kemençe ve viyolonsel ile 
yaptığı Bestenigâr taksimlerde çarpma, çift 
çarpma, üçlü çarpma, kümeleme, kaydırma 
(glissando), çarpma kaydırma, vibrato, 
hızlı vibrato, puandorg süsleme tekniklerini 
icrâsına katmıştır. Bununla birlikte ifade 
unsurları açısından inceleyecek olursak 
staccato (kesik yay) yay tekniğini viyolonsel 
taksiminde kullanmıştır. Yine viyolonsel 
taksiminde çift ses icrâsı tespit edilmiştir. 
Cemil Bey’in taksim icrâlarında karşılaşılan 
bu süsleme tekniklerinin ve ifade unsurlarının 
onun tavrının oluşmasındaki başlıca unsurlar 
olduğu saptanmıştır.

Araştırmanın sonucunda Cemil Bey’in 
kemençe ve viyolonselde yapmış olduğu 
Bestenigâr taksimlerde III. ve IV. pozisyonu 
sıklıkla kullandığı tespit edilmiştir. Cemil 
Bey’in, iki sazda da pozisyon kullanımı ile 
ajiliteli cümlelerin zorluğunu azalttığı, boş 
tel kullanımı ile icrâsı güçleşen süsleme 
tekniklerinin icrâsını daha icrâ edilebilir 
duruma getirdiği ve sazlardan farklı tınılar 
elde ettiği belirlenmiştir.

Cemil Bey’in, iki icrâyı da daha çok Legato 
yay (bağlı yay) ile icrâ ettiği zaman zaman 

çok nadir de olsa kesik icrâ (stacatto) ve 
detache yay tekniğini kullandığı tespit 
edilmiştir. Bununla birlikte Cemil Bey’in 
kemençe de kullandığı kısa, dinamik, 
hareketli yayları viyolonsel icrâsında da 
kullandığı belirlenmiştir. 

Cemil Bey’in Bestenigâr makâmında icrâ 
ettiği kemençe ve viyolonsel taksimlerini 
dizi açısından tahlil ettiğimizde, genel 
anlamda Sabâ makâmı seslerinde dolaşıldığı, 
bununla birlikte karara gelişlerde ise segâh 
perdesini ise ırak perdesine geliş sebebi 
ile daha dik basarak daha çok Eviç dizisi 
kullanıp Irak perdesinde Segâh’lı karar 
verdiği görülmüştür.

Her iki icrâda da tiz bölgelerde eviç, 
gerdâniye, muhayyer, tiz segâh ve tiz çargâh 
perdeleri kullanılarak Sabâ etkisinden ziyâde 
Eviç makâmı etkisi görülmektedir.

Cemil Bey’in Bestenigâr kemençe taksiminde 
ve Bestenigâr viyolonsel taksiminde 
kullandığı ses aralığı yegâh-tiz çargâh perdesi 
aralığıdır. Her iki icrâsında da karar sesinin 
altında ve tiz karar sesinin üstünde makâmın 
yapısı gereği genişleme yapmıştır.

Cemil Bey, Bestenigâr kemençe taksiminde 
oktavlı soru-cevap cümleleri kullanarak 
ses sahasını oldukça genişletmiş ve aynı 
zamanda ifade gücünü ortaya koymuştur. 
Yapılan tahliller doğrultusunda Bestenigâr 
viyolonsel taksiminde oktavlı soru-cevap 
cümleleri kullanmadığı tespit edilmiştir.

Seyir açısından mukâyese ettiğimizde, 
Cemil Bey’in her iki taksiminde de 
Bestenigâr makâmını kendi tarifinden 



Çetik

325

RAST MÜZİKOLO-İ DERGİSİ | YAZ 2022, 10(2) 311-328

ziyâde genel nazariyat kuramına uygun 
işlediği görülmektedir. İki taksim icrâsına 
da Sabâ makâmı seslerinde kalışlar 
yaparak başlamış ve karar gelirken Eviç 
makâmı dizisini kullanmıştır. Bunu taksimin 
genelinde işlemiştir. Bilhassa Sabâ makâmı 
seslerinde dolaşırken çargâh, segâh, dügâh 
perdelerinde çokça puandorglu kalışlar 
yapmış, karara gidişlerde ise nevâ, çargâh, 
ırak, yegâh perdelerinde puandorglu kalışlar 
yapmıştır.

Öneriler 
Cemil Bey’in kemençe ve viyolonsel yapmış 
olduğu tüm taksimlerin notaya alınıp teknik 
ve nazari bakımdan incelenmesi yapılmalıdır.

İlerideki Alıştırmalara Yönelik Öneriler
Türk müziğine gönül vermiş genç 
sazendelerin, Cemil Bey tavrını tam olarak 
anlayabilmeleri için, onun icrâlarında 
kullanmış olduğu süsleme tekniklerini, ifade 
unsurlarını, pozisyon kullanımını, makam, 
seyir ve perde anlayışını yansıtan alıştırmalar 
yazılmalı ve çalışılmalıdır. 

Uygulamacılara Yönelik Öneriler
Cemil Bey’in Kemençe ve Viyolonselde icrâ 
etmiş olduğu taksimleri, notası yardımı ile 
yavaş yavaş çalışılmalı ve sık tekrar yapılarak 
oradaki motif ve cümlelerin özel icrâya 
aktarımı yapılmalıdır.
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<a]arıQ %i\RJraÀsi
Özcan Çetik ���� \×O×QGD KRQ\D·Q×Q KDUDS×QDU LOoHVLQGH GRÿGX� İON YH 
RUWD |ÿUHQLPLQL 1HYĂHKLU·GH� OLVH |ÿUHQLPLQL ANVDUD\ AQDGROX G�]HO 
SDQDWODU LLVHVLQGH WDPDPODG×� LLVDQV HÿLWLPLQL ���� \×O×QGD 1HFPHWWLQ 
EUEDNDQ ÜQLYHUVLWHVL AKPHW KHOHĂRÿOX EÿLWLP )DN�OWHVL M�]LN gÿUHWPHQOLÿL 
%|O�P�·QGH WDPDPODG×�  ���� \×O×QGD GD]L ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW 
KRQVHUYDWXYDU×Q×Q G�]HQOHPLĂ ROGXÿX JHQo VD]HQGHOHU LFUk \DU×ĂPDV×QGD 
PDQVL\RQ |G�O� DOG×� ��������� \×OODU× DUDV×QGD TRT AQNDUD RDG\RVX GHQoOLN 
KRURVXQGD� ��������� \×OODU× DUDV×QGD GD TRT İVWDQEXO RDG\RVX GHQoOLN 

KRURVXQGD YL\RORQVHO LFUkF×V× RODUDN J|UHY AOG×�

���� \×O×QGD 3URI� LH\OD 3×QDU TDQVHYHU GDQ×ĂPDQO×ÿ×QGD +DOLo ÜQLYHUVLWHVL SRV\DO %LOLPOHU 
EQVWLW�V�� T�UN M�]LÿL KRQVHUYDWXYDU× T�UN M�]LÿL AQD %LOLP DDO×QGD \�NVHN OLVDQV HÿLWLPLQL 
WDPDPODG×� ���� \×O×QGD KRQ\D 1HFPHWWLQ EUEDNDQ ÜQLYHUVLWHVL EÿLWLP %LOLPOHUL EQVWLW�V� 
M�]LN EÿLWLPL AQDELOLP DDO×·QGD GRNWRUD SURJUDP×QD NDEXO HGLOGL� ���� \×O× LWLEDUL\OH D\Q× 
�QLYHUVLWHQLQ SRV\DO %LOLPOHU EQVWLW�V� T�UN M�]LÿL AQDELOLP DDO×QGD 3URI� DU� MHKPHW G|Q�O 
GDQ×ĂPDQO×ÿ×QGD GRNWRUD HÿLWLPLQH GHYDP HWPHNWHGLU� +DOHQ KRQ\D 1HFPHWWLQ EUEDNDQ 
ÜQLYHUVLWHVL� T�UN M�]LÿL DHYOHW KRQVHUYDWXYDU×� dDOJ× EÿLWLPL %|O�P�QGH gÿUHWLP G|UHYOLVL 
RODUDN YD]LIHVLQL V�UG�UPHNWH� VDQDW×Q× LFUk HWPHNWH YH DNDGHPLN oDO×ĂPDODU×Q× GHYDP 
HWWLUPHNWHGLU�
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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 kemençe, 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 tanbûr 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 tanbûr, on this instrument as well. During and after Tanbûri 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 Hümayun. With 
the establishment of the Musika-i Hümayun 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� FomSarative mXsiFal analysis� Fello� kemenFe� 
imSrovisation� seyir� 7XrkisK mXsiF
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