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2022 Sonbahar Sayisi
Degerli yazarlarimiz, hakemlerimiz, editorlerimiz ve okuyucularimiz!

Rast Miizikoloji Dergisi, dogu ve batinin kesisiminde miizik arastirmalarinin yayinlandig
en cok takip edilen bilimsel platformdur. Editor kurulunda dergimize katki sunmak icin
yeni arkadaslarin katiimi icin cok tesekkiir ederiz. Rast Miizikoloji Dergisi’'nin ilke ve
politikalarinin belirlenmesinde editor kurulundaki her bir akademisyenin katkisin
onemsiyoruz.

indekslenme calismalarimiz  devam etmektedir. TR DIZIN basvurumuzda ara
degerlendirmede teknik konularda (Ozet yerine Oz yazilmasi gibi) diizeltme istenmistir.
TR DIiZiN’e kabul edilecegini umuyoruz. Ayrica, Erih Plus, Index Copernicus indekslerine
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Calismalarinizi belirten CV’nizi rastjournaleditor@gmail.com adresine gonderiniz.
Bu sayida katkilarn olan yazarlarimiza, editorlerimize, hakemlerimize ve mizanpaj
editorumuze cok tesekkir ederiz.

Rast Miizikoloji Dergisi Editorligi

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

Rast Musicology Journal is the most followed scientific platform where music researches
are published at the intersection of east and west. We thank very much to academics who
participate in the editorial board for contributions to the journal. We value the contribu-
tion of each academician in the editorial board in determining the principles and policies
of Rast Musicology Journal.

Our indexing efforts continue. In TR DIZIN evaluation process, corrections were reques-
ted on technical issues (such as writing “Oz” instead of “Ozet”). We hope that our jour-
nal will be accepted to TR DIZIN. We submitted to the Erich Plus and Index Copernicus
indexes also.

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. We would like to thank our authors, editors, reviewers and layout editor for their
contributions to this issue.
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Azerbaycan miizik folkloriiniin gesitliligi baglaminda Nah¢ivan
bolgesinin diigiin ritiielinin incelenmesi
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Bu makalenin amaci Azerbaycan miizik folkloriiniin 6nemli 6gelerinden biri olan diigiin térenlerinin
Nahcivan yoresine ait 6zelliklerinin kiiltiirel ve miizikal acidan incelenmesini amaclamaktadir. Arastirma
modeli, nitel arastirma yontemlerinden durum calismasi ve dokiiman analizi tekniklerine uygun
olarak tasarlanmistir. Diigiin tiirkiilerinin derlenmesi ve Sibelius Music Notation Software programi ile
nota analizleri yapilmistir. Arastirmada, Nahcivan bolgesinin secilmesinin nedeni bolgenin folklorik
ozellikleri acisindan zengin icerige sahip olmasi ve folklorik dogasinin korunmasidir. Arastirmada veri
toplama araclari olarak ilgili dokiimanlar ve goriisme yontemi kullanmlmistir. Arastirmada Nahcivan
digiin rittelinin 6geleri ve muzikal 6zellikleri ilgili kaynaklar ve goriismeler 1s1ginda sunulmustur.
Duguin ritiielinin unsurlarindan icra edilen eserler miizikal agidan analiz edilmistir. Nahgivan yoresi
digiinlerinde; kiz begenme, s6z kesme, elcilik, nisan, bayramlik, kiz diigiinii, kina gecesi, erkek diigiind,
duvak toreni, el opme asamalar bulunmaktadir. Yalli Dansi, yorenin onemli bir muzikal semboluddur.
Bu dans topluca yapilir, gesitliligi ve dans ezgileri kendine 6zgudir. Dugiinlerde kiiltiirel aktarimla
glinimiize kadar gelen oyunlar Koceri, Tanzara, Tello, Galadan-galaya, Urfani’dir. Arastirmada, Hakista,

Gulum Hey, Kina Gecesi ve Gelin Ugurlama tiirkilerinin nota analizleri yapilarak sunulmustur.

Anahtar Kelimeler

diigiin miizikleri, diigiin ritiieli, miizik folklorii, Nah¢ivan Yoresi

Giris

Her milletin eski geleneklerini ve kilturinu
anlatan ulusal degerleri ve folkloru vardir.
Halklarin  soykokunu ve etnokiltirinu
incelemek icin folkloriine atifta bulunarak
fikir sahibi olmak mumkiindir. Dinyanin en
kadim milletlerinden biri olan Azerbaycan
halki milli geleneklerini ve folkloriinu
korumus ve nesilden nesile aktarmistir.
Gunumuzde folklor calismalarn sosyal
bilimlerinen onemli konularindan biridir.
Cunku modern zamanda toplum gelistikce,
gelenekler ve aliskanliklar  degisip
yenilenmekte, dogal olarak yeni gelenekler
hayatimiza girmektedir. Bu durum folklorin
giderek unutulmasina ve milli koklerden
uzaklasilmasina yol acabilmektedir. Bu
nedenle geleneklerimizi korumak ve
gelecek nesillere aktarmak icin folklor
orneklerinin arastirilmasi ve yayinlanmasi
cok onemlidir. Bu calismada, zengin bir
kilturel mirasa olan Nahcivan bolgesinde
digiinlerde icra edilen mizik, gelenek ve

gorenekler ele alinmistir.

Nah¢ivan Bolgesi Hakkinda

Nahcivan Ozerk Cumhuriyeti, 1924 yilinda
Azerbaycan  Cumbhuriyeti biinyesinde
kurulmustur. Nahcivan’in baskenti cok eski
geleneklere ve asirlik bir tarihe sahiptir.
Nahcivan topraklarinin  batisi  Turkiye
Cumhuriyeti ile simir komsusudur ve bu
nedenle baz1 geleneklerde benzerlikler
vardir. Kafkasya’nin giineydogusunda yer
alan Nahcivan, Araz nehrinin sol kiyisina
yakindir. Nahcivan topraklarinda yapilan
arkeolojik kazilar, ilk insanlarin 500-300
bin yil once yerlestigini kanmtliyor (web 1).
Nahcivan daglik bir bolgede yer alir ve sert
bir iklime sahiptir. Nahcivan topraklarinda
cok eski tarihi eserler vardir ve bunlar
kulturiin bir parcasi olarak korunmaktadir.
Nahcivan  topraklarn  cografi  olarak
Azerbaycan’dan uzak oldugu icin sosyo-
ekonomik iliskilerde Tirkiye Cumhuriyeti
ile daha cok iliskilidir.
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a. Nahcivan haritasi

b. Nah¢ivan’dan genel bir foto

c. Nahgivan’in dogal manzarasi

Fotograf 1. Nahgivan haritasi ve manzaralar (web 2)

Nahcivan Yoresi Miizik Folkloriinde

seven

Bu kadar eski bir tarihe sahip olan
Nahcivan’in cok eski gelenekleri vardir
ve bu ozellikler kultur alamna da
yansimaktadir.Yazinin konusu olarak
verdigimiz Nahgivan diiglin  tGrenlerinin
kadim geleneklere sahip olmasi buradan
kaynaklanmaktadir.  Nahcivan’in  digiin
torenleri eski geleneklere sahip olmasina
ragmen, miizikologlar ve etnomiizikologlar
tarafindan arastirnilmamistir. Nahcivan diigiin
torenlerine sadece Azerbaycan diigiinlerinin
arastirilmas1t  baglaminda  yaklasilmistir.
Azeri muzikolog Samira Azizova, Azerbaycan
diiglin torenlerini arastirirken Nahgivan’da
diizenlenen torenlere degindi ancak ayrintili
bir inceleme yapmamistir. Azizova’ya gore:
“Dugiin toreni folkloru, Tiirkce konusan
halklar da dahil olmak Uizere Azerbaycan
halkinin  ortak genetik kokenlerini ve
toren  kulturunudn  gelisiminin  tipolojik
duzenliliklerini ortaya c¢ikarmaya hizmet
eden bir faktordur.” (Azizova, 2017: 25).
Bu nedenle sunulan makale bu alandaki ilk
bilimsel yaklasimdir. Nahcivan’da yasayan
insanlar eski geleneklere cok baglilar ve
bu nedenle modern zamanlarda bile bircok
gelenegi siirdiirmeye calisiyorlar. Nahcivan
diigiinlerinde soylenen miizik ve sarkilarin
kokleri eski orneklere dayanmaktadir.
Diiglin toreninin asamalan bile eskisi gibi
tutulmustur.  Nahcivan digiinlerine  cok
sayida insan katilir. Nahcivan bolgesinin

orta kesimlerinde dugiinler karma bir
sekilde yapilir, yani erkekler ve kadinlar
birlikte katilirlar. Kirsal kesimde kadinlar ve
erkekler torene ayn ayn katilirlar. Nahcgivan
bolgesinde yapilan diigiin torenlerine ait
resimlerin internette cok az oldugunu da
belirtmek gerekir. Bu ayn1 zamanda nufusun
dusunce tarziyla da ilgilidir ve internette
resim yayinlamay1 sevmezler. Bu nedenle
makalede kullanilan bazi fotolar yazarn aile
albuimiine dayanmaktadir.

.\.
n } )
4

Fotograf 2. Nah¢ivan’da diizenlenen nikah torenine
gelin ve damadin girisi (web 3)

Nahcivan diigiin  torenlerinde  dugiiniin
ana unsuru muziktir Bu donemde milli
bir halk calgis1 olan zurna ozellikle tercih
edilmektedir. Oldukca yiksek bir sese ve
genis bir ses yayiimina sahip olan zurna,
agirlikli olarak diigiin torenlerinde Yalli
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icrasi sirasinda kullamlir. Zurna calgis1 siyah
bir boganin boynuzundan yapildig icin halk
arasinda “kara zurna” olarak da adlandirlir.
Zurna bir nefesli calgidir ve genellikle cok
bliylik degildir (web 4). Eski bir vurmali calg
olan davul, Nahcivan diigiinlerinde de yaygin
olarak kullanilmaktadir. Bu enstriman

2022, 10(3) 329-344
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ozellikle gelini babasinin evinden cikarirken
ritmik bir oyunculuk yaratmak icin gereklidir
(web 5). Yumusak ve melankolik bir sese
sahip milli bir halk calgis1 olan balaban,
Nahcivan diigiin torenlerinde de kullamlir
(web 6).

a. Zurna

b. Davul

c. Balaban

Fotograf 3. Nahc¢ivan diigiinlerinde kullamlan mizik aletleri (web 4, 5, 6)

Nahgivan digiinlerinde muzisyenler
egitimli icracilardir. Digiin miizisyenlerinin
profesyonel miizik egitimi almas1 her zaman
gerekli degildir. Ancak mikemmel bir miizik
anlayislarn  vardir ve torenlerde calinan
mizige asinadirlar. Arastirmact  Bahlul
Abdulla’ya gore “Dugiin kutlamasi ozellikle
gelin ve damadin dansiyla renklenir. Bey
genellikle “Kazag1”, “Salaho”, “Bagdaduru”
ve benzeri, cesaret ve cabuklugu yiicelten
ve koreografik becerilerini gosteren danslar
seslendirdi. Gelinler genellikle popiiler
lirik dans “Uzundare”yi seslendirirdi.”

(Abdulla, 1990: 12). Mizisyenler genellikle
acik havada halk dansi yaparlar. Genellikle
lirik kadin danslarinin yani sira kahramanlik
erkek danslarn da miuzisyenler tarafindan
icra edilir. Muzikolog Saadat Abdullayeva,
“Azerbaycan Halk Mizigi Enstriimanlan”
kitabinda diiglin torenlerinde calinan miizigi
soyle anlatiyor: “Azerbaycan dugiinleri
halk oyunlan acisindan zengindir. Dans
ezgileri, enstrimantal miizigin temelidir.
Burada her asamaya 6zgu danslar kullamlir.”
(Abdullayeva, 2002: 260).

Fotograf 4. Nahcivan diigiinlerinde miizik yapanlar (web 7)
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Arastirma Problemi

Bu arastirmada, Azerbaycan folkloriinde
onemli bir yeri olan Nahcivan yoresindeki
diigiin ritlielinin kiltirel ve miizikal acidan
incelenmesi amaclanmistir.  Arastirmanin
problemi asagida belirtilmistir.

» Azerbaycan’in folklorik unsurlarindan
olan Nahcivan Yoresi digiin ritielleri ve
digiinlerde icra edilen eserlerin miizikal
ozellikleri nelerdir?

Yontem

Arastirma modeli, nitel arastirma
yontemlerinden  durum  calismast  ve
dokiiman analizi tekniklerine uygun olarak
tasarlanmistir. Arastirmada, Nahcivan
bolgesinin secilmesinin nedeni bolgenin
folklorik  ozellikleri  acisindan  zengin

icerige sahip olmas1 ve folklorik agidan
korunmasidir. Arastirmada veri toplama
araclan olarak ilgili dokimanlar ve gorisme
yontemi kullanilmistir. Arastirmada Nahcivan
digiin ritielinin o6geleri ilgili kaynaklar ve
gorlismeler 1s1ginda  sunulmustur.  DUgin
ritielinin unsurlarinda icra edilen eserler
muzikal acidan analiz edilmistir. Eserlerin
nota haline getirilmesinde Sibelius notasyon
programi  kullamlmistir. Arastirmaci,
Nahcivan bolgesinde yasayan yaslilarla
gorusmeler yapmistir. Gorusmelerin
yapilarak  bulgularda

transkripsiyonlar
sunulmustur.

Fotograf 5. Arastirmacinin Nahgivan yoresinde yasayan
bir yasli ile goriismesi

Gorusmelerden elde edilen bilgiler ilgili dokiimanlarin
incelenmesi ile elde edilen bilgileri destekleyici olarak
kullanmilmisti.  Gorusme yapilan kisiler kaynakcada
eklenmistir (bkz: kaynakga).
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Bulgular

ve icra Edilen Miizikler

Bu boliimde Nahgivan yéresi digiin ritiielinin
asamalarn, bu asamalarnn folklorik ve
kilturel acidan terimsel karsibiklar sirayla
sunulmustur.

Digunin ilk asamas1 elcilikle baslar.
Birbirlerini goren ve hoslanan iki genc (bazen
gencler gorucu usult ile de tamstinlirlar)
ailelerine haber verirler. Begenilen kiz
icin ilk once hammlar (oglanin annesi ve
yakin akrabalarindan biri) elcilik ederler.
Kadinlarin ziyareti basarili olursa, erkek
evinin yaslilar, “Evet” yanit1 almak icin kiz
evine buyik elcilik icin giderler. Bu sirada
“Sirin Cay” toreni icin toplananlar, “Evet”
cevabindan sonra ozel bir sekilde hazirlanan
cayi icerler.

Belge Toreni

“Belge” adi verilen torende kiza yiuzik,
yazma (esarp) ve tatli honcalan getirilir.
Halkimiz  kirnmziy1  seving, nese ve
mutlulugun sembolii olarak gordiigii icin
yazma genellikle kirmizi renkli olur. Erkegin
kiz kardesi veya yakin akrabalarindan biri
ylizigli gelinin parmagina takar, yazmayi
onun omzuna orter, bu sirada yiiziigi takana
kiz evi tarafindan hediye verilir. Kiz evinden
biri damada yemek gotiirir ve hediyesini alir.
Baz1 yorelerde uygulanan bir adete gore,
tatlinin yarisi geline yedirildikten sonra diger
yaris1 yemesi icin damada goturilur.

Nisan Toreni

“Belge” toreninden kisa bir suire sonra buyuk
nisan toreni yapilir. Bu sure zarfinda kiz
icin alis veris yapilir. Nisanlilik doneminde,
digiine kadar biitiin bayramlarda, kiza
“bayram pay1” (bayramlik) goturulur:
kiyafetler, mucevherler, cesitli tatlilarla
dolu honcalar (bohcalar) hazirlanir ve her
bayrama o6zel ikramlar gotiiriilir. Ornegin,
Kurban Bayrami’nda boynuzlu kog, Nevruz’a
ozel geleneksel Nevruz tatlilan (sekerbura,
baklava, badambura, gogal) vs. nisandan
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sonra oglan, misafir olarak davet edilinceye
kadar kizin evine gitmez. Kizin ailesi oglam
arkadaslarn ve akrabalaryla birlikte davet
eder ve buna “ayakact1” denir.

.....

Bir siire sonra damadin en yakin akrabalarn
(cogunlukla erkekler) diigiinin ginini
belirlemek icin  kiz evine gider, diigiin
glinli belirlenir ve digin hazirliklan baslar.
Belirlenen zamanlarda once kiz, sonra
erkek digunu yapilir. Eski zamanlarda
glinlerce siiren diigiin toreni (genellikle
cuma aksamlar, cumartesi ve pazar dahil
3 giin sirerdi) artik mimkiin oldugu kadar
kisa (sadece bir giin) yapilmaktadir. Hatta
bazen kiz ve erkek diigini aym giinde
gerceklestirilmektedir. Eskiden diiglinden
birkac guin once kadinlar ve kizlar erkek ve kiz
evinde toplanir, hamur yogurur ve tandirda
“toy coreyi” (digin ekmegi) denilen lavas
(yufka) pisirirlerdi. Bir cok yerde artik bu
gelenek ortadan kalkmistir.

Paltarbicti Meclisi

Digiintinilk glinlinde, kizevinde “Paltarbicti”,
“Parcabicti”, bazi bolgelerde “Parca” olarak
adlandinlan ve yalnizca kadinlarin katildigi
bir yapiir, damat tarafi kicuk bir muzik
grubu ile bu meclise katilir, geline aldiklar
elbiseleri, miucevherleri getirir ve onlan
burada bulunan misafirlere gosterirdi. Ev
akraba ve komsularla dolardi. Herkes yan
yana dizilir ve toreni ilgiyle izlerdi. Gelen
misafirler gelin icin kimi kumas, kimi hediye,
kimi para getirirdi. Sirayla konuklara yaklasan
kadin “dizdayag1” (bahsis) toplardi. Folklor
soyleyicimiz Simuzer teyze o zamanlar boyle
hatirliyor: “Bir araya gelip, buglin gelinin
“Parca”s1 oldugunu soylerlerdi. O zamanlar
ne vardi? Bir kadin beline yazma baglar,
icini kuru dut, kayisi, igde ile doldururdu.
Yaklastig1 misafirler ona para verir, o da
bunu vyiuksek sesle herkese duyururdu.
Mesela, “Simuzer 5 manat” - deyip, parayi
aldiktan sonra “Allah sizin bekarlariniza da
nasip etsin” diyerek o misafirin karsisindaki
tabaga kuruyemis koyardi. Toplanan para
geline verilirdi.” (Kaynak kisi: Guliyeva
Simuzer). Simdi bu gelenekler bazi koylerde
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devam etmekle beraber bircok yorede
artik uygulanmamaktadir. Ortadan kalkan
baska bir gelenek ise, diigiinden énce erkek
tarafinin kizin annesine “Sut hakki” ve ya
“Baslik” denilen bir para vermesidir. Kiz
tarafi bu paraya ceyiz hazirlardi.

Diiglinlin bir takim komik, esprili gelenekleri
de vardir. Bunlardan biri “Gazanacdi” denilen
adettir ki, digilin giinii as¢1 yemegi servis
etmeden once “Kazanin kapagi agilmiyor”-
diye damadin yakinlarina seslenir, bu zaman
kapagin acilmasi icin damadin babasi veya
amcasi yemek kazaninin kapaginin lizerine
“nemer” (para, bahsis) atarlar.

Kina Gecesi Toreni

Erkek diigiiniinden bir veya birkac giin once,
diigiin geleneklerimizin enilginci olarak kabul
edilen “Kina Gecesi” (“Hinayahdi”) yapilir.
Kina gecesi muzik calinir, misafirler yiyip
icer ve eglenirler. Bu sirada cesitli tiirkiler
ve oyunlar oynanir. Oglan evinin gen¢ ve
yaslilar, erkek ve kadinlar buyuk bir kasede
demlenen kinay1 kiz evine getirirler. Kina
honcasini getirene hediye verilir. Hazirlanan
kinay1 gelin dahil herkes eline, parmaklarina
surer.

Kinada Okunan Tiirkiiler

Kinatorenisirasindaherikitaraftakiinsanlarin
soyledikleri “Hakistalar” (aym zamanda
“hakuska” olarak da bilinir) ozellikle ilgi
cekicidir. Nahcivan’da yaygin olan merasim
muzik folklorunun ornekleri arasinda halk
turkuleri ve bunlarin arkaik turleri olan
“Hakistalar” ve “Gulum heyler” vyoresel
folkloriin arastirilmasinda ozel bir oneme
sahiptir. Bu sarki-danslarin bas icracilar,
digline veya halk solenlerine toplanan geng
kizlar ve kadinlardir. “Hakistalar”1 icra eden
hammlar iki gruba ayrilarak karsi karsiya
gelir ve deyisme (atisma) baslar. Hakistalar
okunurken genellikle muzik ¢almaz. Raksin
ritmini el cirparak tutarlar. Resitatif bir
uslupla, atisma seklinde soylenen komik,
mizahi sozleri olan hakistalar ile kina
merasimi daha da eglenceli bir hal alir.



Azerbaycan miizik folkloriiniin cesitliligi baglaminda Nahcivan bélgesinin diigtin...

Hakista Tiirkiileri

Dort misra ve her misrasinda yedi heceden
olusan “Hakistalar”in sozleri agirikli olarak
mizahi, nukteli, cok beyitli olup sarkinin
dizilisini ortaya koymaktadir:

Bu dere alixlidi, hakista,
Alixti-balixtidi, hakista.

Men sevdiyim oglanin, hakista,
Ayag carixlidi, hakista.

Balgun balguna baxir, hakuska,
Ustiinden bulag axir, hakuska.
Bu toyun camahati, hakuska,
Menim yarima baxir, hakuska.

Girmizi balinc Uzu, hakuska,
Yar da beyenmir bizi, hakuska.
Yar oyreden giz1, hakuska,
Dilinden lal olaydi, hakuska.

(Kaynak kisi: Guliyeva Simuzer).

Menim yarim seyitdi, hakuska,
Qastum-salvar geyipdi, hakuska,
Yigib diinyanin malin, hakuska,
Mene gurban deyipdi, hakuska.

(Kaynak kisi: Seyidova Kusun).

Menim yarim seyitdi, hakuska,
Qastum-salvar geyipdi, hakuska,
Yigib diinyanin malin, hakuska,
Mene gurban deyipdi, hakuska.

(Kaynak kisi: Seyidova Kusun).

Gebirsannix gul asdi, hakista,
Oliler durdu gasd1, hakista.
Gedin anama deyin, hakista,
Gizin gosuldu gasdi, hakista.

(Mammadova, 2012: 186-188).

“Giiliim hey” Tiirkiileri

Nahcivan’da diigiin  torenlerinde  (aynm
zamanda Nevruz torenlerinde) icra edilen bir
sonraki sarki ve dans turu “Gulum heyler”dir.
Siirsel-anlamsal yapis1 nukteli, mizah ve
ask motifli oyunun sekli “Hakistalar”daki
ile aymdir. Ama buradaki fark, siirin her
misrasinin sonunda ikinci grubun Uyelerinin
“hakista” yerine “gulum hey” demeleri ve
yallidaki gibi omuz omuza dans etmeleridir.
Aym zamanda “gulum hey”ler belli bir
melodiyle okunuyor. Burada degisik kitalar
aym iki olcluden ibaret melodi Uzerinde
okunuyor. Melodinin diyapazonu tum folklor
orneklerinde oldugu gibi kiiclktir. Ses araligi
K3 hacmindedir. Asagidaki ornek bu fikri
dogrulamaktadir:

| 10N

| T
e L e - =
Ar - mud a - ga-oa ha - ¢a, A gii- lim hey, gii - lim hey!
I - gid a - na de - mi-som, A gii- lim hey, gii - lim hey!
0H
P A I 1 |
o = i
o v e @ o M o o 4
9 - lim i - lig-di sa - ¢a A gli - lim hey, gli - lim hey!
Sev - di- yin a - lib qa - ¢a A gii - lim hey, gli - lim hey!

Nota 1. “Gulim hey” turkusu (notaya alan: G.Mammadova)
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Baxcamizda nar sirin, gulim hey,
Heyva sirin, nar sirin, gulum hey,
Sag olsun gohum-gardas, giilim hey,
Hamisinnan yar sirin, gilim hey.

(Azerbaycan folkloru antologiyasi, 1994:

294).

Armud agaci hacga,

A gulum hey, gulum hey.
Elim ilisdi saca,

A gulim hey, gilum hey.
igid ona demisem,

A gulim hey, gulim hey.
Sevdiyin ala, qaca,

A giilim hey, gulum hey.

(Kaynak kisi: Eminova Meleksima).

Bolgenin mizik folklorunda “Hakista” ve
“Gulumheyler”in yaygin bir sekilde popiler
olmasi, Nahcivan’in zengin kiiltiirel mirasini,
folklor ortaminin  varligini  gostermekte
ve tirlerinin coklugunu ve cesitliligini
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gerceklerin diliyle bir kez daha teyit
etmektedir. Sunu da ozellikle belirtmek
gerekir ki, “hakistalar” Nahcivanin hemen
hemen her yoresinde okunuyorsa, “gulim
heyler” esasen Serur ve Sahbuz yorelerinde
rastlanmaktadir.

Kina Gecesi Adetleri

Kina gecesi, gelin tarafi da damat icin
kina hazirlar ve damat honcasi ile birlikte
oglan evine gider. Damadin annesi, damat
honcasini getiren kiza bir hediye verir. Gelinin
yakinlar damatla oynar ve herkes damada
“sabas” (para) verir. Burada cesitli yallilar
(halk oyunlar1) oynanir. Bunlarin en unlusu
“Bey Yallis1”dir. Bu dansin damat tarafindan
herkesle birlikte icra edilmesinden dolay
“Bey Yallis1” ismi verilmistir. Siradan guinlerde
halk arasinda bir soz vardir: “Kina gecesi
mi, neden uyumuyorsunuz?” Bu ifade, kina
gecelerinin uzun ve sabaha kadar siirdiigiiniin
bir isaretidir. Kina gecesinde gece yarisina
kadar miizik calar, cesitli tirkiiler ve o
zamanin popiiler sarkilarn soylenir, gencler
dans ederlerdi.

T SRp—

Gir-dim ya-nn o-ta-§i-na, xon-¢a-sin qoy-dum ya-mi-na

T e R ey e e e e
S I S e— | em— S e e S —— . —
S — — —— N W W —— —— -‘-'-‘_----

=
Qa-dan bi-bi-nin ca-m-na,

ban o~ lum,

Bay du-ran of

- lan, s5-n> qur -

Tel vu-ran of- lan, so-nd qur - ban o-lum

Nota 2. “Kina Gecesi” tiirkiisii (notaya alan G. Mammadova)

Girdim beyin otagina,

Hongasin goydum yanina.

Gadan bibinin canina,

Bey duran oglan, sene gurban olum,
Tel vuran oglan, sene gurban olum.

Toy evine gelen gizlar, gelinler,
Siz de deyin, toya gelen oynasin.
Adin1 demirem, elden ayipdr,
Gemzesi bagrimi delen oynasin,
Siz de deyin, toya gelen oynasin.

Goy at gelsin enisden,
Sinebendi gumiusden.
Haminin subayina gismet,
Honcadaki yemisden.

(Kaynak kisi: Guliyeva Simuzer).

Kina gecesinde genelde uyunmaz, herkes
uyanik kalir, diigiin icin hazirlik yapilirdi.
Aym zamanda, ozellikle gencler fikralar
anlatir, cesitli sakalar yapar ve birbirleriyle
eglenirlerdi. Kina gecesinde eger biri
uyursa, digerleri onu yataga diker, ocaktan
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kil (is) alip yuziine sirer, Uzerine su doker
vs. komik eylemler gerceklestirirlerdi.
Kadinlarin kina gecelerinde erkek kiyafetleri
giyip kendilerini taninmaz hale getirerek
seyircileri eglendirmeleri de eski bir mizah
gelenegidir. Kina gecesinde, oglan evinden
kiz tarafi yakinlarinin, aym zamanda, kiz
evinden oglan tarafi yakinlarinin her hangi
bir esyay1 calmasi da sakadir. Ayrica gelenege
gore kina gecesi damat sagdic ve solducu ile
birlikte, gizlice kiz evine gider, bir tavuk
calar, tavugu kesip pisirir ve yerler.

“Gelinin Baba Evinden Gitmesi” Toreni

Eskiden gelini baba evinden almaya damat
gitmezdi. Damadin babas1 basta olmak lizere
ailenin buyukleri, tim yasti gencg, herkes
gelini baba ocagindan yeni evine gétiirmeye
giderlerdi. Bu sirada damat, sagdic ve

solducla birlikte evin catisinda beklerdi. Ama
glinimuzde gelini baba evinden c¢ikarmaya
herkesle birlikte damat da gitmektedir. Gelin
kapidan c¢ikarken basinin ustiinde Kur’an-1
Kerim tutulur, gelin onun altindan gecer.

(arastirmacinin kisisel arsivi)

Moderato

Bundansonrakiztarafindanerkekcocuklardan
biri kap1y1 keser ve gelini gotiurmelerine izin
vermez, damadin babasindan bahsis alir ve
cekilir. Buna “gapikesdi” denir. Baziyorelerde
damadin en yakin akrabalarindan yasli birisi,
bazilarinda da genc¢ bir adam gelinin beline
kirmizi kusak baglar. Kusagi lic defa gelinin
basindan ve ayaklarinin altindan gecirir, her
defasinda salavat getirir, “Allahimme salli
ala Muhammed’in ve ala ali Muhammed”
der ve lclincli soyleyisinde kusagi gelinin
beline sikica baglar (Kaynak kisi: Seyidov
Mirmohsiin). Bu ise gelinin gittigi yeni eve
bagli olmasi anlamim tasir. Baba, kizim
hayir dua ve nasihatle ugurlar. Gelin icin,
kiz tarafindan genc kizlar ayna ve kirmzi
kurdele ile suslenmis bir lamba tutarlar.
Damat tarafi yakinlan miizik esliginde dans
eder.

Gelinin Ugurlama Toreninde Miizik

Daha eski zamanlarda digiinlerde sarki
okuma adeti yoktu. Digilinlerde esasen 2
zurna ve davul (nagara) esliginde insanlar
cesitli halaylar, halk danslan icra ederlerdi.
Tahminen son 50-60 yil 6ncesinde diigiinlerde
sarki okumak artik moda olmustur. Gelini
baba evinden gotiiren zaman damat
tarafi yakinlan mizik esliginde dans eder,
“Aparmaga gelmisik”, “Yol acin gelin gelir”,
“Ay mubarek” gibi sarkilar soylerler. Bu
zaman, miizik grubu agirlikli olarak garmon,
nagara ve klarnetten olusur.

Aparmaga Gelmisik Sarkisinin Miizikal
Analizi

A-par-ma ga gol-mi-sik,

sal al - ma- ga

gol-mi- sik. Og-la-nin  a-da- mi- yiq,

w— —

e : #A.u__.i._‘u

a- par-ma- ga

gol-mi-sik,

og-la-nmin

a-da-mi- yiq,

N \
Yy T N—

a- par-ma- ga gol-mi-sik.

Nota 3. Nahcivan diigiinlerinde okunan “Aparmaga Gelmistik” sarkisinin nota analizi
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“Aparmaga Gelmisik” sarkisi fa Segah, 6/8-
lik metrik olcl, “Moderato” tempoda, ayn
zamanda neseli ruhdadir. Sarkinin bicim
yapist boyledir: 4+4+4. Burada periyot Uc¢
ciimleden olusmustur. ikinci ciimle birincinin
tekrandir.
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Yol Acin Gelin Gelir Sarkisinin Miizikal
Analizi

Ay yol-la-ra gil do6-so- yin,

yol a-¢mn, go-lin go- lir,

ay yol a-¢min, go-lin go- lir.

Qar-da- sin

gil to - yu- dur, yol a-¢in,

Mii-ba-rok

go- lin

go- lir,

ol- sun!"De- yin,

yol a-¢in  goa-lin  go-lir.

Nota 3. Nahcivan diigiinlerinde okunan “Aparmaga Gelmistik” sarkisinin nota analizi

Gelinin Damat Evine Gelmesi Toreni

Dligiin gini geline kendisi ile birlikte
gotirmesi icin baba evinden beyaz veya
kirmizi renkli yumurtlayan tavuk hediye
edilmesi gelenegi de yasatilan adetler
arasindadir. inanca gére o tavuk kesilmez,
eceli ne zaman gelirse kendiliginden oliir.
Cogu zaman evin avlusunda gelin icin
kurbanlik bir koc kesilir. Bu sirada damat
yakin arkadaslar (sagdic ve solduc) ile evin
catisina cikar ve gelinin basina kirmizi elma
ve kucuk sekerler atar. Cocuklar, gencler,
herkes atilan bu sekerlerden evine gotirmek
ister, sekerlerden yiyecek olanlara da diigiin
ve mutluluk nasip olacagina inanirlar. Gelin,
damat evinin kapisina geldiginde, kirmasi
icin onun ayaginin altina bir tabak koyarlar.
Bunun anlam cesitli sekillerde yorumlanir:
nazar kirmak, kotu ruhlarn uzaklastirmak
ve ayni zamanda gelinin kendi gucunu
gostermesi anlamina gelir. Eve girdikten
sonra gelinin oturmasi icin ayn bir sandalye
konur. Kayinpeder ve kayinvalide ona
“Hosgeldin” derler. Gelin “cokbilmis” cikarsa
sandalyeye oturmaz ve etraftakiler damadin
annesine “Bahsis verin, gelin otursun.” diye
seslenirler. Damadin annesi geline “helet”
(bahsis) - para, altin veya herhangi bir hediye
verir ve buna “dizdayag1” denir.

Damat Evinde Miizik
Damat evinde aksamdan muzik calin,

kizlar, gelinler ve erkekler cesitli danslarin
eglenceli ritimleri esliginde dans eder,
yall oynarlar. Mizikolog M.ismayilov,
dans ezgilerini tempo ve ritmik karakter
bakimindan tirlere ayirmistir.  “Gunluk
yasamda, yani, dugilinlerde, ziyafetlerde,
halk senliklerinde, eglencelerde vs. yerlerde
icra edilen danslar ritmik karakterlerine,
melodilerine ve hareket hizlarina gore
agir-orta, hafif-ritmik ve Gaytagi gibi hizh
ve tempolu danslar olarak ayrilmaktadir”
(ismayilov, 1984: 44). Bilim insan1, “Mirzeyi”,
“Turac1”, “Uzundere” gibi agir ve yumusak
oyunlarin yaslilar tarafindan, “Terekeme”,
“Brilyant”, “Ceyram” gibi hafif ve ritmik
danslarin genc erkek ve kizlar, “Gaytag”,
“Gazag1”, “Hancobam” gibi hizli ve tempolu
danslarin ise sadece genc erkekler tarafindan
oynandigini belirtmektedir.

Sembol: Yalli Dansi

Nahcivan halk oyunlarinin arzlarn ve sekilleri
de rengarenktir. Burada ayrica erkeklerin
oynadig1 veya erkeklerin katilimi olmadan
yalmzca kadinlarin oynadigi oyunlar da
mevcuttur. Halk oyunlan icerisinde solo
danslar, iki erkek veya iki kadinin birlikte
gerceklestirdigi danslar oyunlar, grup ve
toplu sekilde oynanan oyunlar da vardir ki,
onlar karakter, tempo ve melodi bakimindan
farkllik icerir. Ozellikle cesitli torenlerde
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ve digiinlerde icra edilen danslara koy
folklor muhitinde zurna, balaban ve tulum,
sehir ortaminda ise ayr1 ayn halk miuzik
calgilann eslik eder. Danslarnn niteligine
gore milli muzik enstrumanlarindan tar,
balaban, nagara (davul), gosa nagara,
klarnet, zurna vb. enstrumanlar yaygin
olarak kullanilmaktadir. Nahc¢ivan diigiinleri
Yali danst olmadan disuinilemez. Yally,

Nahcivan’in muzik sembolu olarak kabul
edilir. Bu nedenle diigiiniin bitmesine yakin
kadin erkek, genc, yasli, omuz omuza herkes
yalli oynar.

Fotograf 7. Nahcivan diigiinlerinde yalli dansi
(arastirmacinin kisisel arsivi)

Yallllar, tiir cesitliligi ve performans
ozellikleri bakimindan diger dans tiirlerinden
farkbidir. Yalli (yalli Tirkce’de halay’a
karsiik gelir) danslarinin muzikal yapisinin
metro-ritmik ozellikleri birbirine benzese
de, her birinin metrik boyutlarindaki olcu
ici ritmik formullerin farkli sekilleri bu tirun
niteligini, cesitliligini ve cok yonliligini
kanitlamaktadir. Yalli danslarinin  toplu
dans turine ait olmasi, bu janrin daha
eski  geleneklerden sizilip geldigini
gostermektedir. Her bir yalli, melodik dil
ozellikleri ve dans sirasinda yapilan ayak
hareketlerinin  cesitliligi, aym1 zamanda
ulusal ozelliklerden kaynaklanan lad-
makam, entonasyon rengarekligi ve ritmik
yapisi nedeniyle birbirinden farklidir. Bu
alanda yapilan arastirmalar, Nahcivan’in
kadim geleneginden miras kalan yalli mizik

orneklerinin komsu ulkelerde - Urmiye, Kars,
Igdir ve diger bolgelerde yaygin oldugunu
kanmtlamaktadir.  “Koceri”  (“Gogebe”),
“Tanzara”, “Tello”, “Galadan-galaya”,
“Urfam”,“Qaz qazi”ve diger Yallilar, eski
caglardan beri dugilinlerimizin  en cok
oynanan danslarindan olmustur. “Yally,
toplu dans oldugu icin insanlarda neseli bir
ruh hali uyandinr. Ayr ayn torenlerde icra
edilen yallilar her zaman halk tarafindan
memnuniyetle karsilanmis ve icralar sadece
Nahcivan’da degil, tiim Azerbaycan’da
bir gelenek haline gelmistir. Yalli’'min tir
ozellikleri incelendiginde psiko-emosyonel
yonleri bakimindan halk arasinda bir tir toplu
dusunceyi, nezaket hislerini, samimiyyeti
ve ulusal birlik tefekkiiriinii olusturdugu
sonucuna varila bilmektedir.” (Mammadova,
2012: 74).

“Duvaggapma” Toreni

Nahcivan’da diigiiniin ertesi gini damat
tarafi “Duvaggapma” (Duvak) denen bir
merasim dizenler, hem damadin, hem
gelinin yakin akrabalan (gelinin annesi haric)
bu torende istirak ederler. Onlar giiniin ozel
yemeklerinin - “Ziratov”, “Gayganag” gibi
tatlh ikramlann yani sira gelinin ceyizini
getirirler. Ayn bir sandalyede oturan gelinin
basina kiiciik nisanda getirilen kirnizi esarp
veya yazma ortulur. Erkek evinden bir
kadin, meyve agacindan bir dal alir, gelinin
basindaki esarbin iki ucunu toplar ve soyle
der: “Gelin geldi, ne getirdi? Gelin, yaninda
uc seyle geldi: biri uzun, biri kisa, biri kalin.
Uzun onun omrd, kisa onun dili, kalin onun
mal varligidir.

Fotograf 8. “Duvaggapma” toreninde gelin
(arastirmacinin kisisel arsivi)
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Turkiye’de de “duvak” toreni yapiliyor.
Miizikolog E. Eroglu bu konuda sunlan
yaziyor: “Dligiinin en son safhasi olan
“duvak” toreni, gelinin bekaretini, iffetini,
ciftlerin kari-koca olmasim ifade eden bir
torendir. Genellikle digiiniin ertesi giinu
tertip edilen “duvak” torenine gelenlere
yemek ikram edilir, yoreye has calgilar
esliginde tiirkiiler soylenir, oyunlar oynanir.
“Duvak” genel olarak, hem kiz, hem de
erkek tarafindan bayanlarin katildigi, ortak
bir eglence goriinimiindedir. Evlenme
gelenekleri dizisi duvak gunuyle sona erer.”
(Eroglu, 2014: 275).

“Duvaqqapma” Sarkisinin Miizikal
Ozellikleri

Ardindan diyalog seklinde “Duvaqgapma”
sarkist  okunur.  Nahcivan  folklorunda

torenlerde yer alan bircok ezgi, sade mizik
tlrt seklinde, calgi esligi olmadan soylenir

Moderato
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ve bu da toreni daha ilginc yapar. Muzikal
folklorun bolgesel ozelliklerine ve rengarenk
geleneklerinden kaynaklanan tiiriin dogasina
bagli olarak merasim sarkilan arasinda,
ozellikle dugiin torenlerinde diyalog seklinde
olan sarkilara siklikla rastlamak mimkundur.
Duvak torenine 0ozel mizisyenler davet
edilmedigi icin danslar yapilmaz, ancak
sarkilar koro seklinde torene toplananlar
tarafindan seslendirilir.  Burada duvak
merasimine 0zel olarak soylenen sarkinin
metin yapis1 poetik-anlamsal yapisina gore
ikiye ayrilir. Gelinin imajin1 yaratan ve onun
dilinden konusan sunucu, “Hani atam? Hani
anam? Hani Mirzem? Yoktur gardasim (erkek
kardes), yoktur bacim (kiz kardes)” ifadeleri
ile diyalogu baslatinca damadin akrabalan
onu teselli ederek “Gayinatan (kayinpeder)
senin atan, gayinanan (kayinvalide) senin
anan” gibi ifadelerle gelinin yeni evinde, yeni
hayatina baslamasini alkislarla karsilarlar.

Not yazisi: G. Mammodova

Galin de yar: Ham

a tam, Qoyu nuqu zuya ga tam?Qaynatan s

nin a tan, ay golin

xos gal din, xosgol din. Bizim e va

tus gol din

tusgoldin  Galin de yor: Hami Mirzom s6z 1o ri mi

yazibdii zom.

Daglardas kilibmor zo, Géyaribxal xibdidi zo. Boyilkqaynin sanamir zo, B yiikqaynin

24
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$9  na mir zd Ay go lin xos gol din xos gdol din Bi zim e Vo

tus gol din

tug gol din

Go lin gol di

no got di?  Yorgan la do sok got di.

Nota 5. “Duvaggapma” toreninde okunan “Hos Geldin” sarkisinin nota analizi (notaya alan G. Mammadova)

“Hos Geldin” Sarkisinin Miizikal Analizi

“Hos Geldin” sarkist  6/8-lik olcd,
“moderato” tempo, orta kisim 2/4 oOlcuye
gider, “moderato” tempo. Melodi cok basit.
Siirin metni degisse de melodi cok az degisir.
Sarkinin esas melodisi 4 Olcliden ibarettir. Bu
sarki neseli tonlamalar acisindan zengindir.
Sarkinin melodik plan aslinda iki bolumden
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olusmaktadir. Diyalog tarzinda olan sarki
gelin ve damadin akrabalan arasinda gecen
bir soru cevap seklindedir. Gelinin okudugu
melodi 4, onu karsilayanlarin melodisi ise 8
olcuden ibarettir. Ardindan ikinci kisim 4+8
yapisi ile devam ediyor. Sarkida 6/8 ve 2/4
metrik olculerin sirayla gecmesi goruinuyor.
Sonda soylenen 6 olculi melodide, damat



Azerbaycan miizik folkloriiniin cesitliligi baglaminda Nahcivan bélgesinin diigtin...

tarafi sevinclerini ve tebriklerini koro
seklinde “Gelin, hosgeldin, hosgeldin, bizim
eve tus geldin, tus geldin” sozleriyle ifade
ediyor.

Sarki bittiginde bir erkek cocuk gelinin
basindaki duvagi alip kacar, onu damada
verir ve bir hediye alir. Baz1 bolgelerde
duvagi kaciran cocuk onu meyve veren bir
agacin basina atar ki, gelin ogullu-kizli
olsun. Daha sonra damat tarafi, “Gelin geldi,
ne getirdi?” sorusuyla meclisin sunucusuna
soru yonelterek onu yeniden diyaloga davet
ederler. O da gelinin getirdigi ceyizleri
sirasiyla herkese gosterir. Diiglinden ug giin
sonra gelin, kocasiyla birlikte babasinin
evine gider, buna “elopdu” denir. Genc aile,
anne ve babanin elini operek bir kez daha
onlarin hayir duasini alir ve onlara minnet ve
saygilarini sunarlar.

Ayagacdi Meclisi

Diiglinden kisa bir siire sonra gerceklesen
“ayagacd1” meclisinde, once gelinin ailesi,
damadi ve aile uyelerini davet eder, sofrayi
susler, onlan onurlandirir, her aile Uyesine
hediyeler verir ve daha sonra ayni adeti damat
tarafi gelinin yakinlar icin gerceklestirir. Bu
gelecekte akrabalarin birbirleriyle dostca ve
samimi bir iliski kurabilmeleri icin yapilir.

Sonug

Bu arastirma, Nahcivan yoresi dugiin
ritielleri, asamalar, icra edilen eserlerinin
mizikal analizinin yapildig1 bir arastirmadir.
Nahcivan yoresinin  diiglin  toérenleri su
asamalardan olusur:

> Diiguiniin Elcilik Asamasi
Belge Toreni

Nisan Toreni

Diigiin Hazirliklan
Paltarbicti Meclisi

Kina Gecesi Toreni

VvV V V VY V V

Gelini Ugurlama Toreni

> Gelinin Damat Evine Gelmesi Toreni
> “Duvaggapma” Toreni
> Ayagacdi Meclisi

Makaleyi yazarken cesitli kaynak kisilerle
gorusmelerde  ve  arastirmact  olarak
katildigim ve gozlemledigim diigiinlerde bu
asamalan takip ettim ve sirasin listeledim.
Nahc¢ivan bdlgesindeki diiglin torenlerinde
geleneklerin  korunmasi, yaslilarin geng
nesillere 6gretmesinden kaynaklanmaktadir.
Digiin  torenlerinde  sOylenen  siirler,
sarkilar ve miuzikler sozlu olarak korunur.
Yashilarla yapilan goriusmelerden yola
cikilarak  Nahgivan’da  yapilan  diigiin
torenlerinin  ozellikleri ~ belirlenmis  ve
makale cercevesinde incelenmistir. Makale,
diigiin torenlerinde okunan siirlerin seving
ve kutlama duygulariyla dolu oldugunu ve
agirlikli olarak lirik ask temalanyla ilgili
oldugunu belirledi. Diigin sarkilarinin
yapisi basittir ve genellikle ayn1 melodik
malzemenin tekrar tekrar tekrarlanmasina
dayanir. Genellikle melodinin tekrar kismen
degistirilir. Duglin torenlerinde sOylenen
sarkilarin baslica ozellikleri sunlardir:

> Nahgivan bolgesindeki diigiin torenleri
arasinda en onemli asamalar Nisan toreni
ve Hinayahdi torenidir. Bunlar digiin
hazirliginin en onemli kisimlandir.

> Duglin torenlerinin asamalarina bagl
olarak sarkilarin icerigi ve melodisi
farkidir. ilk asamada sdylenen miizik
sadeligi ile ayirt edilse de, melodiler
yavas yavas karmasik hale gelir. Miizigin
en zengin ornekleri “Hinayahdi” toreninde
bulunabilir.

> Agirlikli olarak vyallilar,halk danslan
veeski tirkiiler hakimdir. “Vagzali”,
“Salaho”, “Terekeme” danslar, “Koceri”,
“Tanzara” yallilan, “Hos geldin” gibi
turkuler daha sik soylenir. Yani, her toren
icin tipik olan muzikal numaralar vardir.

torenlerde
yaslilardan

sirasinda
kac turki

» Arastirma
soylenen bir
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ogrenilmis tarafimdan

dokulmustur.

ve yaziya

» Notalama sirasinda sarkilarin ritim
ve melodilerinin benzerliklerine gore
farkilik gosterdigi ve bu sarkilarin
hafizasini belirledigi belirlenmistir.

Nahcivan halki geleneklere cok baglidir ve
bu nedenle uzun yillar digiin torenlerine
iliskin tim asamalar birkac degisiklikle
korunmustur. Eskilerin anlattiklanyla
karsilastirirsak, bu geleneklerin korundugunu
ve bu geleneklere olan giivenin gunumiuzde
bile hissedildigini goriiyoruz. Diigiin genel
kiiltiirtin aktariminda énemli bir unsur oldugu
gibi muzik kultirunun de aktarimi acisindan
onemli bir unsur oldugu bu arastirmada
gorulmustur.

Oneriler
ilerideki Arastirmalara Yonelik Oneriler

Bu arastirma, Nahcivan yoresindeki digiin
gelenegi ile mizik eserlerinin derlenmesini
saglamistir. ilerideki arastirmalarda
Nahcivan’nin  farkli bolgelerindeki digiin
ritieli ve icra edilen muziklerde ve muzik
enstrimanlarinda farklilasma olup olmadig
arastinlabilir.

Arastirmada 4 kisiden gorusmelerle veriler
alinmistir. ilerideki arastirmalarda deneyim
ve bilgiye sahip olan daha fazla kisilerden
bilgiler alinabilir. Muzik eserleri ile ilgili
detayli bilgilere ulasmak icin digiin icra
eden Kisilerle de gorusmeler yapilabilir.

incelenen dokimanlar bu alandaki yazili
kaynaklar olup, gecmisteki gazete,
dergi, devlet kayitlarnnin da incelenmesi
saglanabilir.

Uygulamacilara Yonelik Oneriler

Antropolog ve kiltur arastirmacilarinin ve
mizisyenlerin bu alanda yapmis oldugu
arastirmalarin sergilenmesi ve tanitimlarinin

yapilmasi ile bu alandaki arastirmalarin
paylasimi  ve  aktariminda isbirligine
gidilebilir.

Diigiin ve digiindeki mizik kiltirinin
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ozelliklerinin arastirilmasina yonelik
arastirma projeleri yapilabilir ve
desteklenebilir.
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Extended Abstract

The aim of this article is to examine the cultural and musical aspects of the wedding
ceremonies of the Nakhchivan region, which is one of the important elements of
Azerbaijani folklore. The research model was designed in accordance with the case
study and document analysis techniques from qualitative research methods. The reason
for choosing the Nakhchivan region in the research is that the region has a rich content
in terms of folkloric features and is protected folklorically. Relevant documents and
interview method were used as data collection tools in the research. In the research,
the elements of the Nakhchivan wedding ritual are presented in the light of relevant
sources and interviews. The works performed in the elements of the wedding ritual
were examined musically. The problem of the research is stated below. What are the
musical features of the wedding rituals of Nakhchivan Region, which is one of the
folkloric elements of Azerbaijan, and the works performed at weddings? The research
model was designed in accordance with case study and document analysis techniques
from qualitative research methods. The reason for choosing the Nakhchivan region in
the research is that the region has rich content in terms of folkloric features and is
protected. Relevant documents and interview method were used as data collection
tools in the research. In the research, the elements of the Nakhchivan wedding ritual
are presented in the light of relevant sources and interviews. The works performed in
the elements of the wedding ritual were analyzed musically. Sibelius notation program
was used in the notation of the works. The researcher conducted interviews with the
elderly living in the Nakhchivan region. Transcriptions of the interviews were made and
the findings were presented. In Nakhchivan region weddings; There are stages of liking
a girl, interrupting, embassy, engagement, holiday, girl’s wedding, henna night, men’s
wedding, veil ceremony, hand kissing. Yalli Dance is an important musical symbol of the
region. This dance is performed collectively, its variety and dance melodies are unique.
Other games played at weddings; Kocheri, Tanzara, Tello, Gala-to-galaya, Urfani have
survived to the present day with cultural transfer. In the research, the musical notes of
the folk songs Hakista, Gulim Hey, Henna Night and Bride’s Farewell were presented.
mong the wedding ceremonies in the Nakhchivan region, the most important stages are
the Engagement ceremony and the Hinayahdi ceremony. These are the most important
parts of wedding preparation.Depending on the stages of the wedding ceremonies, the
content and melody of the songs are different. Although the music sung at the initial
stage is distinguished by its simplicity, the melodies gradually become complex. The
richest examples of music can be found in the “Hinayahdi” ceremony.

Keywords
Nakhcivan region, music folklore, music ritual, wedding music
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Abstract

The music education subject, which is part of the curriculum area of arts, and music as a whole, as
an educational activity by the teacher, is necessary to be used in activities with students for effective
teaching in primary schools. It is very important that the teacher, during educational activities,
includes, in every subject, music as a teaching tool with the aim of inclusiveness for all students
in the classroom. The purpose of this research is to get teachers’ opinions on whether they can use
music as a tool for inclusiveness for effective teaching in primary schools. This research was carried
out with primary school teachers, grades 1-5, with the aim of incorporating music in all subjects as a
tool for inclusiveness. The research methodology is oriented to the review of the literature that deals
with this topic, and the semi-structured interview with primary school teachers in Kosovo. From this
research, we have obtained satisfactory results, which argue our topic that music is an effective tool

in inclusiveness on primary school education.

Keywords

inclusive education, music, music education, primary school teacher

Introduction

Music as a means of inclusiveness, as an
emotional, creative, aesthetic, moral
factor, etc. is necessary in educational
activities. Primary school teachers can
use music effectively in the inclusion of
special needs children in primary school.
(Manning, 2016) Seeing the need and trends
of inclusiveness, music as a tool facilitates
the work of teachers in the inclusion of
all children in the learning process (Eren,
2015).

This theoretical-practical study aims
to shift attention beyond a traditional
education, orienting the general public
towards an inclusiveness and use of
music as an inclusive teaching tool,
offering concepts that may prove useful
in educational policies in the use of music
as a reasonable inclusive tool in primary
education (Kivijarvi & Rautiainen , 2021).

The inclusive classroom enables all children
to be welcomed, educated regardless of
their gender, their intellectual, physical,
emotional, social characteristics, in
short, the inclusive classroom provides
equal opportunities without distinctions,
understanding the value of being different
(Save the Children, 2007).

The use of music in the education of
children can lead to the improvement
of their career in the future, always
combining it with pedagogical advice, many
young people find their way to advance,
socialize, relieve feelings, disorders from
the autism spectrum, behavioral disorders,
hyperactivity, attention deficit, etc. This
shows that engaging students through
music can increase feelings of inclusion
and increase overall school performance
(Tettey, 2019).

Curricular integration helps teachers
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overcome some of the concerns such as:
multiple intelligences, diversity, inclusion
of students with special needs, etc.
Curriculum integration can be implemented
more supportively among subjects: social,
emotional, cognitive, physical development
(Wall & Leckie, 2017).

Literature Review
Music and Inclusive Education

The use of music as an inclusive tool is a
model of good music-pedagogical practice
since music is one of the oldest arts of
society; (Dhomi, 2010) different researchers
have argued in different ways about music in
relation to inclusive education, challenging
the opposite opinions to this, the use of
music as an inclusive tool is a challenge
of our modern times as there are teachers
who hardly accept this and practice it in the
learning process. It is worth saying, as the
authors Les & Westerlund have concluded,
that the turning point has already happened,
the education of teachers putting in their first
plans the use of music as an inclusive tool and
interactions between subjects, has brought
innovation (Laes & Westerlund, 2018) . Older
teachers feel less prepared for the inclusion
of special needs children in primary schools,
compared to their younger colleagues who
feel they can use different tools to achieve
successful inclusion (Barnova, Kozuchova,
Krasna, & Osad’an, 2022).

Various teachers have used music to
change the emotional mood of students,
the integration of music education is seen
as an integral part of communication with
children, children like to listen to music,
sing, perform. It is suggested that music
should be part of school classrooms as
it encourages children to participate in
classroom activities that help inclusion (Sze
& Yu, 2004).

For the realization of inclusive education,
qualified, trained teachers are required,
who include: teaching contents, methods,
teaching tools, new technologies to work
with special needs students (Fole, 2017). In

this context, the use of music as an inclusive
tool for effective teaching is of special
importance, which offersequal opportunities,
quality services and innovations during the

learning process (Ovcharenko, Sysoieva,
Samoilenko, Chebotarenko, & Bohianu,
2021).

Very little attention has been paid to
inclusive education through music, focusing
mainly on music as an inclusive tool more
on the curricular level of educational
policies, based on a school curriculum for
the education of children with special needs
rather than on music as an inclusive tool
that has a significant impact on effective
teaching, this has recently changed and
music is now given a different approach than
in the past (Kivijarvi & Rautiainen, 2021).

Inclusive education and music have different
effects on many types of impairments in
students with special needs, e.g. in cases
where students are visually impaired, the
teacher must adapt to the student’s abilities,
giving general instructions that can benefit all
students in the class (Pino & Viladot , 2019).
Results from various researches showed that
even children with autism (ASD) show their
innate abilities through music, which helps
to increase the social skills of these children
(Bharathi, Venugopal, & Vellingiri, 2019).
Teachers working in inclusive classrooms
with students with special needs noticed
that students with special needs were more
involved when music had been integrated
into other subjects, but despite the good
inclusive intentions many teachers still feel
unprepared to teach students with special
needs, as they are concerned about the
quality of education that students with
special needs receive in these classes. Many
of these concerns are attributed to the lack
of training and qualifications they receive
for special needs children (Manning, 2016).

Evidence gathered from many studies shows
that the integrated curriculum is very
effective for teaching and learning. Students
who learn with an integrated teaching have
higher academic achievements because the

346



RAST MUSICOLOGY JOURNAL

integrated curriculum helps in getting deeper
results during the learning process; these
approaches lead to the increased engagement
and motivation, less absenteeism in school,
better attitudes towards school and society,
etc. the benefits of area integration can
also be seen internationally in the PISA
tests where they have all the provisions of
curricular integration (Drake & Reid, 2018).

The new challenges presented in today’s
society require constant professionalism in
the learning process, which is a challenge in
the interactions created at school (Freitas
Martins, Joly, & Junior , 2020). A very
powerful reason is to understand what role
the use of music as an inclusive learning tool
plays in overcoming these challenges of the
time; in recent years the use of music has
gained special importance as part of the
educational curriculum to promote other
cross-curricular disciplines (Blasco-Magraner,
Bernabe-Valero, Marin-Liébana, & Moret-
Tatay, 2021). Music has an extraordinary
ability to express, transmit, evoke emotions,
it has an impact on the intellectual, social,
personal development, psychological well-
being of all children without distinction
even those with special needs, (Blasco-
Magraner, Bernabe-Valero, Marin-Liébana,
& Moret-Tatay, 2021) children with autism,
down syndrome, behavioral disorders, visual
impairments, physical and intellectual
impairments, etc. (Meyer, 2017).

The Inclusion for Children with Special
Needs and Music

The progress achieved in the digitization of
society, communication technology, various
applications, music have become necessary
in daily use as well as in the learning process.
(Lee & Chang, 2021) With the use of various
digital applications, children can learn
effectively in: mathematics, singing, drama,
various games, music, helping children with
special needs in inclusiveness and to achieve
positive results (Lee & Chang, 2021).

New digital technologies and resources
in music education are based on their
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connections to the Internet and technological
devices that help us access various online
and offline applications, classifying them by:
access (online and offline), distribution (paid
and free), (Riley, 2016) the educational
process should focus on open source and
cheaper software that can be accessed by
all even those who cannot afford to pay, this
helps to use music as a tool for inclusiveness
in effective teaching (Ruiz & Bosco, 2020).
Teachers are witnessing an increasing use
of software applications with which they
can: record voice, listen to music, use
social media, share it, etc. this creates a
sustainable form of inclusion within schools
where students can make a meaningful
connection through music (Clauhs, Franco,
& Cremata, 2019).

In recent times, teachers are increasingly
using  technological tools -  various
applications in the learning process, and it
may be very normal for future teachers to
use these applications in their daily teaching
including: games, stories, technological
simulations, get answers online, etc. in
appropriate inclusive environments for an
effective teaching (Camilleri & Camilleri,
2019).

Curricular integration provides teachers and
students with easier ways to integrate, ask
questions and research on issues involved
in different areas and subjects. However,
continuous research is needed in this
regard to explore the positive and negative
aspects of student learning during curricular
integration and the role it has in the inclusion
of students, especially the subject of Music
Education (Wall & Leckie, 2017).

By analysing various studies, technological
applications can be used in music education
and inclusiveness, using the knowledge
that teachers have about technology, using
it for the development of students, giving
importance to music in the curricular aspect,
the need, importance, design, student
participation, etc. all these applications
(YouTube Music, Yokee, Piano Academy, Gutar
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free, Karaoke-sing, Voice, Radio, Listening)
provide an inclusiveness of students in
primary school classrooms (Moreno, Moreira,
Tymoshchuk, & Marques, 2021).

Primary School Teachers and Their Musical
Competence

Given the fact that teacher competencies
have a very important effect on learning
outcomes, competent teachers are able to
create effective, fun, stimulating learning
environments, are better managers, create
through music inclusive environments in
their lessons, they play a very important role
in conveying competences to their students
(Moneva & Bacante, 2020).

Competence-based education in the Republic
of Kosovo began after 2000, although in
the USA it had started since the 70s, the
countries of the region took Kosovo as an
example. Teachers began to put teaching
competencies in their diaries during the
drafting of lesson plans, which gave them
space to include music in the plan for the
development of educational activities in all
subjects (Musai, 2020).

The need for support and competence on
the part of teachers for the use of inclusive
practices and tools requires changes in
culture, behavior, educational policies,
ongoing practice of schools to provide
inclusive education. Various studies suggest
increasing the competencies of teachers
to implement inclusive practices (Steele,
McFerran, & Crooke, 2022).

According to the study conducted by the
authors Celiktas, Enfur & Ozeke on the
musical competencies of primary school
teachers, it can be seen that teachers feel
insecure about using music as an inclusive
tool, in this study it is said that the
acquisition of competencies is harder than
you think (Celiktas, Engiir, & Ozeke, 2022).

Various research in education can tell us
about the use of music as an inclusive
tool for effective teaching, teachers have
competencies and skills to function within
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the situations created to achieve the desired
successes, in this study we suggest that the
concept of using teachers’ competencies is
more reasonable in terms of their teaching
skills (Kivijarvi & Rautiainen , 2021).

Teachers in Kosovo are competent and
qualified for the subject of music in primary
school, since all public universities - Faculties
of Education, which prepare future teachers
in the primary program, include within their
curriculum the courses music and teaching
methodologies in music which prepare these
teachers for a fair and inclusive use of music
for effective teaching in the schools where
they are employed (University of Prishtina
“Hasan Prishtina”, 2019).

To make teaching as inclusive as possible for
all students by overcoming the challenges
together, pedagogical competence needs
to be used to understand the needs of each
student, to adapt and create comprehensive
learning strategies, by attending various
trainings related to new teaching
methodologies in the interconnection of
subjects and their integration in different
curricular areas (Santos, Carvalho, & Lobato,
2020).

The musical competences of teachers
who work in primary education should be
determined depending on the grade in which
they work or the curricula of the musical
subjects that they develop in the learning
process (Begi¢, Begic, & Skojo, 2017).
According to the primary school program,
the music subject is developed by the class
teacher who is a professional for this subject
in primary education. (Ministry of Education,
Science and Technology, 2016) During the
development of the learning process in the
subject of music, teachers should also use
accompanying instruments such as: piano,
guitar, accordion, synth, etc. while singing
songs for an inclusiveness of students (Begic,
Begic, & Skojo, 2017).

Research Problem

Our research is focused on highlighting
the role of using music as an inclusive tool
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in primary school for effective teaching.
Almost all the teachers surveyed in
Manning’s research study say that music is
very important to be used as an inclusive
tool (Manning, 2016).

The main research problem:

» What are primary school teachers’
views on the effective use of music in
inclusive education for students with
special educational needs?

The sub-problems are:

» What are the opinions of primary
school teachers about the compatibility
of the primary school curriculum with the
use of music in the inclusion of students
with special educational needs?

» What are the opinions of primary
school teachers about the difficulties in
the use of music in the primary school
curriculum to integrate students with
special educational needs?

Methods
Research Model

Our study is a qualitative and exploratory
study of various literature related to the
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role of the subject Music Education in the
inclusion of students with special needs in
primary schools. The qualitative method
tries to help us understand the social world
in which we live and why things are as they
are (Mohajan, 2018).

Participants

Participants in this study are primary
school teachers who teach in different
municipalities in Kosovo and who have
children with special educational needs
in their classrooms. A semi-structured
interview was used to collect data, selecting
a deliberate focus group for research. To
address this topic, we collected research
data through a semi-structured interview
with primary school teachers in Kosovo, a
total of 10 teachers and 2 curriculum experts
from the Ministry of Education, Science,
Technology and Innovation.

The interview was confidential and the
interviewed teachers were named as primary
school teachers.

Table 1 shows the codes used for each
participant; for example, T1-F-50 refers to
T- for teachers; 1 - for the enumeration of
participant; F/M - gender and 50 - age.

Table 1. Structures of Participants

Participant No Gender Age Work Experience Code
P1 Female 50 years 20 years T1-F-50
P2 Female 47 years 10 years T2-F-47
P3 Female 43 years 6 years T3-F-43
P4 Female 39 years 5 years T4-F-39
P5 Female 35 years 5 years T5-F-35
P6 Male 32 years 8 years T6-M-32
P7 Male 30 years 7 years T7-M-30
P8 Female 27 years 4 years T8-F-27
P9 Female 27 years 3 years T9-F-27
P10 Female 25 years 2 years T10-F-25
P11 Female 48 years 25 years E1-F-48
P12 Female 35 years 16 years E2-F-35

T: Primary school teacher E: Curriculum development expert
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Data Collection Tools

This study aims to understand the role of
music as an effective comprehensive tool in
the inclusion of students with special needs
in primary schools. To address this topic,
we collected research data through a semi-
structured interview with primary school
teachers in Kosovo and curriculum experts
from the Ministry of Education, Science,
Technology and Innovation in Kosovo.
To get the opinions of teachers, 5 open-
ended questions were included in the semi-
structured interview (Manning, 2016).

Semi-structured Interview Form

Semi-structured interviews are extremely
suitable for a variety of valuable tasks,
especially when we use multiple open-ended
questions which we use to get independent
opinions from each individual, important
opinions on unknown issues, etc. (Newcomer,
Hatry, & Wholey, 2010).

The semi-structured interview consists of a
total of 5 questions, it was conducted with
10 primary school teachers (grades 1-5),
whose classes have children with special
educational needs, as well as 2 curriculum
experts from the Ministry of Education
Science Technology and Innovation.

The data obtained from the semi-structured
interview are presented anonymously in
written form.

Data Analysis

The data analysis was carried out through
the qualitative method, which deals with
social scientific research through which
we collect and process non-numerical data
and which seeks to interpret the meaning
of these data, which help us understand
social life. (Matthews & Ross, 2010) After
collecting the data from the research
through the qualitative method, we coded
them according to the purposeful variables
of the research, for our research we took
as an example the book of Kumar (2017);
regarding the coding presented in the
research for qualitative data, we generated

them through special qualitative categories,
age, gender, work experience, which we
coded with separate numbers (Kumar, 2017).

Ethics

The approval for the research carried
out in primary schools of the Municipality
of Gjilan was given by the Municipal
Directorate of Education in Gjilan. All
interview participants were formally invited
and willingly participated in this research.
They were informed about the topic and
the importance of this research, as well
as that it is not obligatory to participate
in the research, but they participated on
their own will. All 12 participants agreed
to participate in the research voluntarily
without compensation. Confidentiality was
guaranteed to the participants, at the same
time they were informed that in our research
they would be presented with codes as in
Table 1.

Procedure
The research was carried out through semi-
structured interviews with 10 primary

school teachers in the Municipality of Gjilan
(primary schools: “Abaz Ajeti”, “Thimi
Mitko”, “Musa Zajmi”, “Nazim Hikmet”,
and 2 Curriculum Experts from the Ministry
of Education, Science, Technology and
Innovation - MESTI). The interview allowed
the participants to express themselves
freely regarding the aforementioned topic,
since teachers and curriculum experts were
interviewed separately. The interview took
place in the period May-June 2022 in the
schools where the interviewed teachers are
employed. The interviews were conducted
before classtime, so that the teachers are
not hindered in their work. The interview
with the Curriculum Experts took place
after-hours. Obtaining permission from the
Directorate of Education in Gjilan was done
after our request for research, they gave the
permission on April 19, 2022.
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Figure 1. Image from the inclusive activity through
music in the subject of mathematics, (Primary School
“Abaz Ajeti”, Gjilan, Grade 3-4)

Results

Our study aimed to obtain teachers’ opinions
regarding the use of music as an inclusive
tool for effective teaching in primary
schools. From the semi-structured interview,
three (3) main themes were drawn from this
research:

» The importance of effective use of
music in inclusive education for students
with special educational needs
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» Primary school teachers’ views on
the compatibility of the curriculum in
the use of music as an inclusive tool for
students with special educational needs

» Teachers’ views regarding the
difficulties in using music in the primary
school curriculum for the integration of
students with special educational needs

Kosovo Curriculum Framework, respectively
Kosovo Core Curriculum, promotes and allows
integrated teaching and learning, which
enable the interconnection of curricular
areas, subjects, topics and life practices,
etc. Integrated teaching and learning aim to
develop the main competencies foreseen for
the curricular level (Ministry of Education,
Science and Technology, 2016).

Theme 1. The use of music as a tool for
inclusive education

Table 2. Content analysis of participants’ view about the use of music as a tool for inclusive education

Sub-theme 1: The support of the primary school curriculum for the use of mu-
sic in the inclusion of children with special educational needs

The curriculum supports the use of music as an inclusive tool 12

Songs that can be combined with other subjects 1

The music attracts the attention of the pupils

It depends on the teaching unit

w

A stronger inclusion

Children with autism

In mathematics

Language and communication

Drawing

Physical education

Body part

NININIDMNIWIN

Quotations on the views of teachers
regarding the use of music as an effective
inclusive tool in primary school are divided
into 3 dimensions:

Dimension 1: Curriculum requirements for
using of music as an inclusive education
tool

Quotations on teachers and curriculum
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experts’ views regarding the support of
the primary school curriculum for the use
of music in the inclusion of students with
special educational needs are as follows:

All participants (T1-T10, E1, E2) agreed that
the curriculum supports the use of music
in the inclusion of students with special
educational needs.
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“In music education textbooks, there are
songs that can be combined with other
subjects and they are used as inclusive
tools when we learn: mathematics,
language, art, physical education, etc.”
(T1-F-50)

“With the music textbooks, we also get
CDs with songs on them, listening to
the songs automatically attracts the
attention of the students to get involved
in the planned activities” (T2-F-47)

“In my class | have a pupil with autism,
he listens to music with great pleasure,
he quickly catches the rhythm to dance
or in mathematics to put the numbers in
their place” (T5-F-35)

“In the class | work, | have a special need
pupil, the pupil has speech impediment,

but follows the music, he writes musical
notation, draws when there is a rhythm
of music, writes the required text better
when he listens to music” (T9-F-27)

“The curriculum supports inclusiveness
and the use of music as an inclusive tool
in all subjects depending on the teaching
unit, for instance through music, all
students can: maintain hygiene, perform
physical education activities such as the
teaching unit: head, arms, shoulders,
songs to learn letters, numbers, etc. (E1-
F-48)

“Through the wuse of music, the
integration of areas and subjects can be
done, learning will be more stable and
we have a stronger inclusion” (E2-F-35)

Table 3. Content analysis of participants’ view about the qualification of teachers using of music as a tool for
inclusive education

Sub-theme 2: Qualification for the inclusion of children with special needs f
using music as an inclusive tool in primary school

Adequate preparation for the inclusiveness of students with special needs

Kosovar teachers are prepared 12
| am prepared 9
Appropriate methods and strategies 3
| can contribute 3
The use of music as an inclusive tool in primary school

Inclusive tool 5
It needs improvements 6

Quotations on teachers and curriculum
experts’  views regarding  adequate
preparation for the inclusion of students with
special needs using music as an inclusive tool
in primary school are as follows:

“From the third grade onwards, we are
not well prepared for the subject of
music, but no teacher who has completed
the faculty of music could contribute
more in this direction, because we are
more professional for the age of children
and teaching methodologies of this age”
(T3-F-43)
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“I think I am prepared because | have the
appropriate methods and strategies for
effective teaching” (T6-M-32)

“In the inclusion of pupils, | am able
to contribute maximally even by using
music” (T7-M-30)

“Kosovar teachers are prepared to use
music as an inclusive tool because the
curriculum enables them to do so” (E1-
F-48)

“Inclusion is the main principle of our
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curriculum and teachers are prepared
for this and for the use of music as
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an inclusive tool although it needs
continuous improvement” (E2-F-35)

Table 4. Content analysis of participants’ view about the teacher inservice training of inclusive eduction with

music
Sub-theme 3. Training of teachers according to the fields they want f
Teacher training 3
All training related to teaching 10
Accredited training 12
Integration of subjects 2
The use of music 4
Inclusive teaching 3
Integration of areas 3

Regarding the needs for in-service training
of teachers according to the fields they want
to be trained in, they stated:

All the participants (T1-12, E11, E12) said
that the training related to teaching and
accredited by the Ministry of Education is
welcome.

“Training for inclusive education is very
important “ (T1-F-50)

“Training related to subject integration
would help us a lot” (T2-F-47)

“Training and different courses on the
use of instruments, even though musical
instruments are missing in our schools”
(T3-F-43)

“Training on the use of music as an
inclusive education tool” (T4-F-39; T5-F-
35; T7-M-30; T9-F-27)

“Inclusive teaching and integration of
fields” (T6-M-32)

“The use of music with children with
hearing impairment and those with
autism” (T8-F-27)

“Music and children with concentration,
movement and multiple difficulties” (T9-
F-27)

“The use of music applications through
inclusive technologies” (T10-F-25)
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“The Kosovar teachers are all trained for
the curriculum which is in use and which
enables them to use music as an inclusive
tool” (E1-F-48)

“l am also a trainer in various trainings
including curriculum which enables the
integration of fields, but there is a need
for trainings that enable inclusiveness in
primary school” (E2-F-35)
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Theme 2. Examples of the use of music in inclusive education

Table 5. Content analysis of participants’ view about the examples of curricular adaptations

Sub-theme 4. Curricular adaptations in primary school for the inclusion of
pupils with special educational needs, for example, the use of music in school

subjects

Curricular adaptations in primary school for pupils inclusion 10

Primary school

Inclusion of pupils

Musical sounds

w

The use of music in school subjects

Music is used in all subjects

—_
o

The use of songs

Imitation

Counting

Letters

Inclusion

Means of transportation

Geometric figures

ANIN|G|lUOI|A~A|W|WL

Examples of adaptations in primary school
curriculum for the inclusion of pupils with
special educational needs, for example, the
use of music in school subjects, quotations
from teachers and curriculum experts are as
follows:

“The curriculum enables adaptations and
the use of songs, for example learning
body parts through songs” (E1-F-48)

“There are many teaching units and songs
that can be linked eg. How do animals
howl, their imitation in the subject the
human and nature, numbers, letters,
etc.” (E2-F-35)

“l often use music as a stimulant in
other subjects, for example in physical
education” (T2-F-47)

“When learning about means of
transportation in the subject society and
environment, | use the songs “Autobusi”
(Bus), “Tym Tym”(Smoke smoke), “Treni”
(Train) etc.” (T1-F-50)
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“l use music in all subjects, e.g. the song
“Loja me emra” (Game with names) in
Albanian language subject, exercises
with clapping, counting with claps,
pencils, markers, the song “Shkruaj dhe
kéndo” (Write and sing)” (T3-F-43)

“Learning of geometric figures, song for
the house” (T5-F-35)

“In the Albanian language lesson when
we recite, we accompany it with music”
(T7-M-30)

“In math class, we count, the counting
of music notation, the value of music
notation, Y2, %, etc” (T8-F-27)

“The teacher must use music according
to the needs she/he has in her/ his class”
(T9-F-27)

“Songs of letters to remember sounds,
about body parts, cleanliness “wash your
hands”, imitation “chirp-chirp little
bird” (exclamations, animals), emotions,
etc.” (T10-F-25)
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Table 6. A song that includes all the students
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Albanian Language

English Language

“Vetém duhet pak kujdes
Pak kulturé, e pak vullnet
E té sjellim malin né qytet” (Rasimi, 2021)

(It just takes a little care
Little culture, little will

And bring the mountain to the city)

Té mbjellim té gjithé nga njé dru - Let's all plan...

C

Dua Rasimi
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Note 1. The introductory part of the song “Let’s all plant a tree” - Dua Rasimi
Table 7. Song for all children
Albanian Language English Language
“E dua Kosovén, e dua liriné | love Kosovo, | love freedom
Femijé té dashur, gézuar pavarésine” Dear children, happy independence”
(Kryeziu, 2020)
Gezuar Pavaresine - Happy Independence
Vlera
F
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Note 2. The introductory part of the

song “Happy Independence” Vlera Kryeziu
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Dimension 3. Challenges of using music in inclusive education

Table 8. Content analysis of participants’ view about the problems of inclusive education with music

use of music in primary school

Sub-theme 5. Problems in the inclusion of pupils with special needs during the

Problems in the inclusion of students with special needs

Lack of didactic materials

Music cabinet

Musical tools

Musical instruments

The use of music

Knowledge of parents

Overloaded curriculum

Support teacher

Assistant for children with special needs

Professional support

Conditions

Music

Challenge

Strategy

Methods

Effective

Game

Lesson

O WIN|[=|RAR|U|W|IN|AN|GIU|N]|AMIN]IAM|IN|ON|U

Quotations on teachers and curriculum
experts’ views regarding problems in the
inclusion of children with special needs when
using music in primary school are as follows:

“Challenges are daily and often
insurmountable, especially in the
absence of didactic materials and those
of music” (T1-F-50)

“In lessons where music is used as an
inclusive tool, it would be more effective
if they were hold in the music cabinet, as
well as possess musical instruments and
tools, space for all students to play” (T2-
F-47)

“The simple problem is the lack of
musical equipments, at the same time
the challenge is also the knowledge of
parents who often do not want their
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”

children to be involved in all activities
(T3-F-43)

“The problem is when teachers do not
find suitable forms or strategies during
work” (T5-F-35)

“The overloaded curriculum and the
lack of support for children with special
needs with support teachers or assistants
for children with special needs presents
a problem in itself” (T6-M-32; T10-F-25)

“The barriers we encounter are the same
for almost all Kosovar teachers: lack
of necessary tools, lack of professional
support in schools (lack of professional
teams), lack of conditions, etc.” (T7-M-
30; T8-F-27; T9-F-27)

“The problems faced by teachers
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are mainly technical, they are not
professional problems because Kosovar
teachers are well prepared professionally,
but they lack didactic tools, conditions in

schools, etc.” (E1-F-48; E2-F-35)

Dimension 4. The suggestions for inclusive
education with music

Table 9. Content analysis of participants’ view about suggestions for inclusive education with music

nal needs using music in primary school

Theme 6. Suggestions for effective inclusion of students with special educatio-

Suggestions for effective inclusion of students with special needs

Multiple intelligences

Cross-curricular integration

Positive effects

Collaboration

Expert

Training

Applications

Special

Curriculum

Curricular area

Each subject

VIV O|IN|N|N|j|ul|cw |~ |©O|—

Teachers and curriculum experts’ suggestions
for effective inclusion of pupils with special
educational needs using music in primary
school are as follows:

“Practise more lessons of multiple
intelligences with pupils using music as a
stimulating tool” (T1-F-50)

“Teachers should be offered training
related to cross-curricular integration
and there should be more collaborations
with different experts in the school and
outside the school” (T2-F-47)

“Provide inclusiveness training using
music as an inclusive tool, and work more
with students who have special talents”
(T3-F-43)

“Create the necessary spaces for
inclusiveness, the conditions, equipping
schools with didactic tools, musical
instruments, etc.” (T4-F-39)

“Awareness campaign for  parents
regarding inclusiveness, better
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cooperation on the formation of
professional teams in schools” (T5-F-35)

“Employ more support teachers,
assistants for children with special
needs, offer more training” (T6-M-32)

“Music has positive effects, music makes
pupils happy, so it should be used more
during lessons regardless of the subject,
but we should be careful about the type
and content of the songs we choose for
pupils” (T7-M-30)

“Music is important like all other
subjects, it should be treated as such by
teachers and parents” (T8-F-27)

“The state, municipality, school, teachers
and all stakeholders who are part of
the learning process should handle and
organize more cultural-musical activities
for students, inclusiveness will succeed”
(T9-F-27)

“Music and pupils with special needs
are inseparable because in most cases
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it brings success in inclusiveness, don’t
overuse it if it seems to you that it is not
beneficial in lessons” (T10-F-25)

“Music  brings innovation in the
classroom, entertainment, cross-
curricular integration, inclusiveness,

we suggest using it in every subject
without damaging the subject in which
it is integrated, as it is with the Kosovar
curriculum, and create applications that
can be used in lessons”. (E1-F-48; E2-F-
35)

Conclusion and Discussion

The study aimed to investigate the use of
music as an inclusion tool: can primary school
teachers use it effectively? In this study, we
researched different literature related to
this issue and conducted a semi-structured
interview with primary school teachers.

The findings showed that all Kosovar teachers
use music as an inclusion tool for pupils with
special needs depending on the situation and
the subject. Similar arguments have been
offered by the study of the authors Kivijarvi
& Rautiainen (2021), stating that teachers
rely on the use of music as part of Finnish
inclusive education.

All participants indicated that they are
professionally prepared for the use of music
as an inclusive tool in primary school, they
stated that there is a need for additional
training, as professional development
must be ongoing for teachers. According
to researchers Laes & Westerlund (2018)
teacher training faces challenges in their
organization, but it should be inclusive and
is necessary in all programs of the learning
process and those related to music.

Music education is a special subject in
primary school, the teachers also declared
that they have curricular spaces to integrate
it into other subjects as a teaching tool for
inclusiveness, e.g. in learning numbers,
letters, geometric figures, drawing, physical
education, etc. For the impact of the use
of music as an inclusive tool, the findings

of the study of Blasco-Magraner, Bernabe-
Valero et.al. (2021) show that students in
primary school were happier, better social,
language, visual relations, etc. Music as an
inclusive tool affects students positively in
their emotions.

The problems encountered with Kosovar
teachers during the research were of a
technical nature, they stated that they
lacked the conditions, didactic tools, musical
instruments, professional support, support
teachers, assistants for children with special
needs, but in reality inclusiveness was
realized and there were activities organized
where music is used as a tool for inclusion.
While researchers Moreno et.al. (2021)
show that musical instruments and new
technologies are accessible to everyone in
Portugal, it is the opposite from our country
which faces a lack of these tools.

Teachers and curriculum experts suggested
that music can be integrated in all subjects,
depending on the teaching unit, they also
suggested having more didactic tools,
creating musical applications that can be
used in school, etc. In their study Freitas
Martind et.al. (2020) suggested that music
must be integrated into the wider community
where pupils: engage, articulate, share
experiences, aspirations, learn from each
other, play, evaluate, taking the potential
and impact that music has on human
development, it brings today an inclusive
development of pupils.

From the findings of the research, using music
as an effective, inclusive tool brings new
concepts to our society, helps inclusiveness
and enables students to be equal in their
classrooms. Various studies have shown that
the use of music as an inclusive tool gives
the opportunity to keep in step with the
times and bring students an involvement in
all subjects. Music can be interrelated to all
subjects without distinction, the Kosovar
curriculum has created the possibility to
include music in all curricular areas by
connecting them and to create opportunities
for students to be involved in all activities
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within the lesson according to their needs
that they have.

Recommendations

The authors of this research, relying on
the used literature and practical research,
recommend that the relevant institutions in
Kosovo equip the schools with the necessary
didactic-musical, audio-visual tools, musical
instruments, music cabinets, etc.

Teachers need to be trained in the use of
music as an inclusive tool for children with
special educational needs, this should be
done by the responsible institutions. In
addition to teachers, awareness campaigns
for parents should also be held regarding the
activities held in the classroom for pupils
with special needs.

Actors related to teaching should take
measures to improve conditions in general,
hire more support teachers and assistants for
children with special needs, pay attention
to technology, install applications in school
technology so that music can be used as an
inclusive tool etc.

Recommendations for Further Research

Since our study was carried out in a region
of Kosovo, and four primary schools were
the focus of the study, it is recommended
that similar studies be expanded throughout
Kosovo and beyond to larger samples with
primary school teachers and expert in
various fields from the Ministry of Education.

Recommendations for Applicants

To use music as an inclusive tool for the
integration of all children without distinction,
in all subjects where the curriculum allows.

Music should be part of teachers’ planning in
curricular and extracurricular activities, for
an inclusion of pupils in primary school.

Limitations of the Study

Our study is based on the researched
literature and the semi-structured interview
conducted with primary school teachers

2022, 10(3) 345-363
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and curriculum experts from the Ministry
of Education, Science, Technology and
Innovation. If we used any other research
instrument, we could have got other results
in this study.
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Appendix 1. Semi-structured interview

Semi-structured Interview Form

Explanation: The aim of this study is to investigate The role of music as an inclusion
tool: can primary school teachers use it effectively? The answers received from you will
helps us in drawing the results for this research. All answers will remain confidential and
only for the needs of this research.

Gender: Female ( ) Male( ) Age ......
Questions

Question 1. Does the primary school curriculum support the use of music in the inclusion
of children with special educational needs? Please explain with examples?

Question 2. Do you feel adequate for the inclusion of children with special needs using
music as an inclusive tool in primary school? If in-service training is planned, what areas
would you like to be trained in?

Question 3. Give examples of adaptations you have made to the primary school curri-
culum for the inclusion of children with special educational needs. For example, what
songs do you use in the lessons of different subjects? Explain in detail...

Question 4. Do you encounter problems in the inclusion of children with special needs
when using music in primary school? If yes, please explain these problems (in terms of
educational environment, materials, family, school management).

Question 5. What are your suggestions for effective inclusion of children with special
educational needs by using music in primary school?
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Oz

Enstriman icracilan icin basarili performans sergileyebilmek, dogru enstriman ve dogru ekipman
kullammyla paralel olarak ilerleyen bir siirectir. icraci icin uygun enstriiman ve ekipman secimi bu
baglamda bliyiik nem tasimaktadir. Uflemeli bir enstriiman olan si bemol klarnet icracilar da, kendilerini
miuzikal acidan ifade etmenin en iyi yolunu bulmak icin farkli arayislara girmektedirler. Enstriimandan
cikan tonun ve ses renginin once kendisine daha sonra da dinleyenlere giizel gelmesi icin yillarca farkl
ekipmanlar1 deneyerek en giizel timyr bulmaya calisirlar. Klarnetlerin ekipmanlari teknolojinin de
ilerlemesiyle yillar icinde gelisim ve degisiklik gostermistir. Bu gelismeler neticesinde icracilarn istedikleri
timlara ulasmalarini saglamak icin enstriiman ureticisi olan miizik sirketleri her ekipman icin farkli iiriin
gelistirme yoluna gitmislerdir. Makalede bu ekipmanlarin kullanim alanlan, farkliliklar gibi konulardaki
bilgi eksikliginin giderilmesi adina detayli bir inceleme sunulmasi amaclanmistir. Makaleye konu olan
ekipmanlar ile ilgili bilgilere literatiir taramasi yapilarak ulasilmis ve detayli olarak ele alinmistir. Si
bemol klarnette kullamlan agizliklar, bilezikler, kamislar ve bariller incelenmis; model, marka ve
ozelliklerine gore gruplandinlip kullanim alanlarindaki farkliliklar hakkinda detayli bilgi sunulmustur.
Ayrica arastirma sirasinda diinyaca taninmis cesitli klarnet markalarimin trettigi farkli model ekipmanlar
incelenerek karsilastirmalar yapilmistir. Bu arastirmanin klarnet icracilanimin performanslarini olumlu

anlamda degistirecek yararli bir kaynak niteligi tasidig1 diistiniilmektedir.

Anahtar Kelimeler

agizlik, baril, bilezik, kamis, klarnet, (iflemeli calgilar

Giris

Klasik bat1 miiziginde kullanilan si bemol
klarnetin kokeni ve gelisimi ile ilgili cok
sayida arastirma, bulunmaktadir. Klarnetin
ilk cikis zamanlari, klarnetteki az perde
sayis1 nedeniyle kacinilmaz olarak belli
kisitlayic1  ozelliklerle ortaya c¢ikmistir
(Lawson, 1995, s. 1). Klarnet tarih boyunca
glinimuizdeki formuna erisene kadar
bircok kez degisime ugramis ayrica farkl
bicimlerde ve malzemelerle Uretilmistir.
Bat1 miiziginde kullanilan si  bemol
klarnetlerin ilk yapildig1 tarihlerde farkli
ekipman secenegi ve teknolojik gelismeler
olmadigiicin icracilar performanslarini belli
bir diizeyde sunabiliyorlardi. Fakat zamanla

Almanlarin  ve Fransizlarin  gelistirdigi
klarnetteki yeni perde mekanizmalar
sayesinde, icracilar enstrimanlan

uzerinde daha fazla kabiliyet sahibi

oldular. Bu gelismelerin sonucu sadece
si bemol klarnet degil, klarnetle birlikte
uzerinde kullamlan ekipmanlarda gelisim
ve degisiklige ugradilar. Sanatin1 icra
eden icracinin glivendigi ve hakim oldugu
ekipmanlarla performansin1 sergilemesi
dinleyiciler icin sundugu miizigin kalitesini
de arttirdi. Bu durumu fark eden bircok
buyuk muzik sirketi ve lutiyeler yillar icinde
klarnetler icin yeni ekipmanlar olusturmaya
basladilar. Bu ekipmanlarin basinda agizlik
gelmektedir. Fransizca ismi ‘’bek” olan
agizlik, klarnetin en u¢ kisminda bulunur,
kamis ve bilezik sayesinde icracinin ses
uretmesine olanak verirken enstrumandan
cikan sesin kalitesine ve tonuna da buyuk
Olcude etki eder. Basarili icra ve kaliteli bir
ton icin iyi bir agizlik 6nem arz etmektedir.
Giiniimiizde bircok marka ve model agizlik
cesidi bulunmaktadir. Sanatinda basarili

365


https://dergipark.org.tr/tr/pub/rastmd/issue/72289/1161053

Klasik bat1 miiziginde kullanilan si bemol klarnet ekipmanlarinin incelenmesi ve kullanim...

olmus klarnet icracilarina iyi bir markali
klarnet iizerinde koti bir agizlik ya da koti
bir klarnet lizerinde iyi bir agizlik m1 diye
secenek sunulsa, cogu icract klarnetin tonunu
bliyiik olciide etkilediginden ikinci secenegi
sececektir. Bunun sebebi enstrimanin ne
kadar iyi olursa olsun agizlik ekipmaninin
istenilen  tonu vermemesi  yizlinden
yetersiz bir timinin ortaya cikmasidir. Ayrica
deginilmesi gereken baska bir onemli nokta
da si bemol klarnetlerinin agizliklar, aym
marka ve model olsa dahi, farkli ses rengine,
tona ve artikiilasyona sahip olabilmektedir.
Once istenilen klarnetin secilmesi, ardindan
agizligin ona uygun secilmesi daha dogru bir
islemdir (Stein, 1958). Agizlik secimlerinde
deginilmesi gereken baska bir konu da
herkesin agiz ve dudak anatomik yapisinin
farkli olmasidir. Gelistirilen ya da fabrikasyon
olarak (retilen agizliklar herkeste farkl
sekilde sonuc gosterebilir Bu nedenle
icracilarin si bemol klarnet agizliklarim
deneyerek kendilerine uygun olani secmeleri
onemlidir. Si bemol klarnette kullanilan
diger bir ekipman ise bilezik ya da kelepce
olarak adlandinlan ve klarnet kamisim
agiziga baglamaya yarayan materyaldir.
Bilezikler de aymi agizliklar gibi marka ve
modellere gore gruplandinlmaktadirlar. ilk
bilezikler ipten yapilirken gunimiizde daha
cok deri ya da nikel ile kaplanmis bilezikler
kullanilmaktadir. Deri olan modeller, ip
veya Orgli seklinde modeller, agactan
yapilmis modeller ve farkli materyallerden
olusturulmus  bircok  Uriin  yelpazesi
mevcuttur. Hepsinin kullanim alanlar farklh
olmakla birlikte tonlamalar1 ve artikilasyon
degisimleri, icracilarin secimlerini
belirlemesinde blyluk rol oynamaktadir.
Klarnette dogru bir ton elde etmek icin uygun
bilezigin secilmesi de 6nem arz etmektedir.
Si bemol klarnetin ekipmanlarindan biri olan
kamis, titresimle klarnetten sesin cikmasin
saglayan en onemli bilesenlerdendir. Klasik
bati miziginde icracilar kamis numarasi
olarak yiksek numaralar kullanilirken,
Tirk miiziginde genelde disiik numara
olan kamslart kullanmaktadirlar. Kargi
kamisindan olan kamislar haricinde yeni
teknoloji ile gelistirilen sentetik kamislar
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glinimiizde ragbet gormeye baslamistir.
Sentetik kamis, geleneksel olan kamis yapisi
ve olculerinden gelistirilen bir yeniliktir. Si
bemol klarnetin bir parcasi olan baril (fic1)
ayrica klarnetin akort edilebilmesini de
saglayan ekipmandir. Genelde Boehm sistem
kullanan si bemol klarnetler icin 62mm ile
68mm arasinda degisen uzunluklar vardir. Si
bemol klarnetin akordunun peslesmesi icin
daha uzun olan baril kullanilirken tizlesmesi
icin ise daha kisa olan baril kullanilmaktadir.
Barillerde klarnet ile aym malzemeden
yapilmis ve her iki ucunda metal halkalarla
donatilmis yuziikler bulunur. Barilin dis kismi
ic kismi ile ayn1 materyalden uretilmektedir.
Bircok icract ve enstriman yapimcisi,
barilin bir enstrimanin performansi icin
onemli oldugunu disiiniir. Bariller marka ve
modellerine gore plastik veya ebonit gibi
ahsaptan baska malzemelerde kullanilarak
cesitli sekil ve kalintiklarda tasarlanmistir
(Hoeprich, 2008, s. 3).

Arastirmanin Problemi

Bu arastirmada si bemol klarnet icracilarinin
ekipmanlar hakkinda bilgi sahibi olmalarinin
performanslarinda olumlu anlamda
gelisme yaratip yaratmadigi sorusuna yanit
aranmaktadir. Ekipmanlarin yanlis secimi
sayisiz probleme vyol acabilmektedir. Bu
anlamda ekipmanlarin ozellikleri acgisindan
degerlendirilmesi ve karsilastinlmasi nasil
olmalidir?

Yontem

Bu arastirmada si  bemol klarnet
ekipmanlarimin teknik ozellikleri ile ilgili
karsilastirma icin alanlarinda oneme sahip
ekipman Ureticilerinden detayli bilgiler
toplanarak inceleme yapilmistir. inceleme
sonucunda ulasilan bilgiler, teknik ozellikler
ve kullamnim alanlan gibi simiflara aynlarak

aktanlmistir  (Buyukozturk, vd., 2008).
Arastirmadaki veriler gorseller ve teknik
detaylardan  olusmaktadir. Bu veriler
olusturulurken ekipman ureticilerinin

web sayfalarindan yararlamlmis, edinilen
bilgiler ile detaylandinlarak sunulmustur.
Ekipmanlar ile ilgili yapilan karsilastirmada
ayn1 markanin farkli modellerinin yam sira
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ayn1 ozelliklere sahip farkli markalarin

urunleri de incelenmistir.

Bulgular

Mevcut bilgiler ve arastirma sonucunda
elde edilen bulgular, dogru ekipman
seciminin icracimin performansinda olumlu

etki vyaratacagi sonucunu dogrulamistir.
Egitimcilerin ve icracilarin  yasadiklar
problemleri ¢ozmelerinde, ekipmanlarin

teknik detaylan, Uretim materyalleri ile
ilgili yeterli bilgiye sahip olmalarinin avantaj
saglayacagi sonucuna varilmistir.

Si Bemol Klarnet Agizlik (Bek) Modelleri ve
Aralarindaki Farkhiliklar

Guzel tonla ve rahat klarnet calmak icin
kaliteli bir ekipmana sahip olmak onemlidir.
Hatta bir siralama yapilmas1 gerekirse
neredeyse klarnet kadar onemli olan parca
agizliktir. Basanli bir klarnet 06grencisi
ve icracist olmanin biiylik bir kismi dogru
agizligr secmektir. Her bir klarnet agizliginin
farkli karakteristik ozellikleri vardir. Bu
ozellikler boyutu, sekli, kullanilan malzeme
yapisi, ic, dis aciklik olcisii ve isciligine
gore degismektedir. Agizligin boyut ve sekil
yapisi sesin rahat cikmasina katkida bulunur.
Klarnetle birlikte verilen agizliklar genelde
yeni baslayanlar icin yeterlidir. icracimin
calmakapasitesiilerleyince dahaiyi ton veren
marka ve modellere yonelmesi gerekebilir.
Si bemol klarnet icin kullanilan agizliklarin
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malzeme yapisi genelde plastik, ebonit,
metal, agac ve kristal seklinde tiretilmektedir.
Bunun yanmi sira giinimiizde el isciligi ile
yapilan agizliklarda kullanilmaktadir. Fakat
tretim kolayligi ve bakimi acisindan yaygin
olarak kullamlan, Ebonit’ten yapilmis olan
agizliklardir.  Agizligin  yapildigi  madde
citkan tonu ve tepkisini onemli olcude
etkilemektedir. Buna ornek vermek gerekir
ise uc acikliklar ve sekli metalden yapilmis
bir agizlik daha acik bir ton sunabilirken,
kaplamasi daha farkli ama ayn1 uc aciklik ve
olciilere sahip olan agizlik cesitli faktorlere
bagli olarak daha koyu ton verebilmektedir.
Agizliklarin tasarim konusu da icracinin calma
tizerinde kesin bir etkisinin oldugu yoniinde
degerlendirilmektedir.  Klarnetten cikan
ses ilk olarak kamis ve agizlik ile agizligin
ic boluminde baslar (Teal, 1963, s. 19).
Klarnetin kamisinin titrestigi yer agizliktaki
yliz egrisi kisminin oldugu alandir. Yiiz egrisi
uzun olan agizlik titresim araligimi arttirr
ancak klarnet calmaya yeni baslayanlar
icin kontrol etmesi daha zor olabilir ciinki
kamisin titresecek daha fazla yeri vardir
(Etheridge, 2010, s. 65). Agizligin yapisindan
bahsetmek gerekirse, boyu ve sekli, agizigin
ucu, pencere kismi, ic ve dis duvarn, bosluk
kismi, yapilmis oldugu materyal, uc acikligr,
yliz egrisi, burun kismi, ses kismi, rampa
ucu bosluk kism1 ve agizligin ucunun ic kismi
seklinde soylenebilir.

AGIZLIK YAPISI

Ug egrisi

Pencere kismr

I duvar kismi

Bilezik
baglama
cizgisi

(U p——

Ug kalinligi

On yaz taraf

Orta Kisim

Bogluk kismi

Gorsel 1. Vandoren marka si bemol klarnet agizlik yapisi (web 1)
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Diinyada bircok Agizlik (ireticisi olan
firma bulunmaktadir. Vandoren, Backun,
Buffet  Crampon, Amati  alanlarinda
profesyonellesmis firmalardan bazilandir.
Bu firmalardan en onemlisi ve pazar payi
en yiksek olam “Vandoren” sirketidir. 1905

yiinda Fransa’da kurulan firma zamanla
klarnet ve saksafon ekipmanlan uzerine lider
olmustur. Vandoren marka si bemol klarnet
agizliklarindan en cok tercih edilen modeller
gorsel 2’de verilmistir.

g, ;-_'.i' 9
BD5 Modeli B40 Modeli
L E 2
5RV Modeli B45 Modeli

Gorsel 2. Vandoren marka si bemol klarnet agizlik modelleri (web 2)

M13 Modeli M15 Modeli
B45 lirli Modeli M30 Modeli
Klarnet agizliklarint  birbirinden  ayiran

farkliiklar uc aciklik olcileri ve yuzeyleridir.
Uc acikligr bek ve kamis arasindaki araliga
denmektedir. Bu aralik uzadikca kamis
secimini daha sert numarali kullanmak
kisaldikca ise daha yumusak numarali
kamis kullanmak onerilir. Si bemol klarnet
agizliklan yaklasik olarak 3,5 in¢ uzunlugunda
olmaktadir (Ellis, 1991, s. 1,2). Gunumuzde
cok sayida si bemol klarnet agizlik markalan
ve modelleri bulundugundan, miikemmel
agizligr bulmanin formiilt, farkli modelleri
kendi enstrimaninizla denemek ve klarnet
agizliklarinin sundugu her seyi detayli sekilde
o0grenmek icin zaman ayirmaktir. Ayrica yeni
alinmis bir agizlik ile ilk zamanlarda uzun ses
calismalar yapilip, agizliga alismak icracilar
icin onerilmektedir.

Vandoren markast modellerine gore web
sitesindeki ozellikleri su sekilde belirtilmistir.

» M13 Modeli: Zengin renkli ses, cok
kesin tepki verir. 100.5 mm kamis ile ug
arasindaki acikliktadir.

» M15 Modeli: Buyuk artikilasyon
kolayligi ve miizisyenlere renkli bir ses
yelpazesi sunar. 103.5 mm uc acikliktadir.

> BD5 Modeli: Koyu ve zengin ton
arasindaki milkemmel denge saglar. 113
mm uc¢ acikliktadir.

»  B40 Modeli: B45 modelindeki ile ayn
genis yuzey kisma sahip olup kompakt ve
oturmus ses 6zelligi vardir. 119.5 mm ug
acikliktadr.
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> B45 Lirli Modeli: Genis uc acikligr
sayesinde kolay Ufleme ve yuvarlak ses
ozelligi sunar. 127 mm u¢ acikliktadrr.

> M30 Modeli: Disa bakan uzunlugu
ona buyuk esneklik, tim ve yuvarlaklik
arasinda iyi bir denge saglar. 115 mm ug
acikliktadir.

»  5RV Modeli: Profesyonel miizisyenler
icin  kendini  kanmitlamis  standart
ozelliktedir.  Kaliteli ve geleneksel
yapidadir. 106.5 mm uc acikliktadir.

> B45 Modeli: Evrensel agizligi, ara
uc acikligi ve orta uzunlukta bir kaplama
ile cogu klarnetci tarafindan takdir
edilmektedir. 119.5 mm uc acikliktadir.

Si bemol klarnet calgisinda fabrikasyon
agizliklardan farkli olarak bir de el yapim
agizliklar  kullamlmaktadir. El  yapim
agizliklan dreten bircok firma giiniimiizde
“CNC” denilen bilgisayar sayiimli denetim
destekli makinalar ile agizligin seklini ve
kesimini yapmaktadir. Bu islem sonrasi
enstriman  lutiyeleri agizlik {zerinde
kullamcilarin istedigi tonlama ve acikligi
belirleyip, ona gore agizligin icini kaziyarak
ozel ayarlamalar yapabilmektedir. Bu islem
fabrikasyon uretiminden daha fazla emek
ve zaman istedigi icin fiyat olarak daha
yuksek sekilde uygulanmaktadir. Klarnet
beki icracilar icin olmazsa olmazlardandir.
Bu nedenle agizlik secerken sergilenecek
olan performansin hangi muzik tarzinda
yapilacak ise o tarza uygun olan agizligin
secilmesi yorumcu acisindan oOnem arz
eder. Ornek vermek gerekir ise caz ve Tiirk
miziginde kullanilan beklerin uc agiklik
olculeri klasik beklere gore daha fazla
yani acik olmalidir. Bu sebeple Tirk Miizigi
ve caz calan icracilar genelde bu tiur uc
acikligr fazla olan bekleri daha cok tercih
etmektedir. Agizlik tercihlerinde énemli bir
olguda, bulundugunuz yerin akordunun hangi
frekansina gore yapildigidir. Amerika Birlesik
Devletleri’nde bircok profesyonel orkestra
ve topluluk, akordunu 440 hz frekansina
gore yaparken, Avrupa orkestralar ise 442 hz
frekansina gore akort etmektedir. Boyle bir
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durumda icract kullanmas1 gereken agizlik
modeli ve uzunlugunu bulundugu bolgeye
gore secmelidir. Vandoren markasindaki
440 hz frekansindaki agizliklar genelde 13
numarasi ile gosterilmektedir.

Si Bemol Klarnette Kullanilan Bilezik
(Kelepge) Modelleri

Klarnet kamisint agizik kismina  sikica
sabitleyen ekipmana bilezik denir. Ses hem
agizligin hem de kamisin titresimleri yoluyla
uretilir, bu nedenle bilezik, ikisini bir arada
tutan onemli ekipmandir. Klarnetin ¢iktig ilk
yillarda kamisin bir ip veya kordon yardimi
ile agizlik kismina baglanmasi yontemi
kullanilirdi. Bu yontem “Spannschnur” veya
“Blattschnur” yontemi olarak adlandinlr.
Hala bircok Alman klarnet icracist bu
yontemi kullanmaktadir (Ellsworth, 2015, s.
65). Daha sonra 1812 yilinda Iwan Miilleri’in
gelistirdigi klarnet calgisinda ilk kez metal
bilezik kullamilmistir (Orkin, 2019, s. 23).
Si bemol klarnette agizlik, bilezik ve kamis
uyumu cok onemlidir. Her parca birbiriyle
etkilesim halindedir. O nedenle yeni bir
bilezik alinacaksa mutlaka kullanilan bek ve
kamis ile secmek icraci icin dogru bilezigi
secmede kolaylik saglayacaktir. Giinimiizde
kullanilan bircok bilezik tiiri vardir. Plastik,
metal, orgu, deri seklinde materyallerden
uretilmislerdir. Her birinin farkli tonu ve
ozellikleri vardir. Farkli 6zelliklere sahip olan
bilezikler klarnetten cikan ton kalitesi ve dil
atma teknigi lzerinde farkliliklara sahiptir.
Bilezigin kamisi agizlikta sabit tutmasimin
yaninda diger gorevi kamis lizerine esit
sekilde basin¢ uygulayarak kamisi agizliga
dogru cekmesidir (Coppenbarger, 2016, s. 22).
Basing sirasinda 6nemli olan diger bir olgu ise,
bilezigin kamisin serbest sekilde titremesine
olanak vermesidir. Bircok firma bilezikler
uzerinde teknolojik ve farkli arayislara
girmislerdir. Bu arayislar ve gelismeler
sonucunda piyasada cok fazla bilezik
modeli iretilmektedir ki bu da icracilarin
kendileri icin dogru olan bilezigi secmesini
her gecen giun daha da zorlastirmaktadir.
Uriin yelpazesi ne kadar fazla olursa secme
kriterleri zaman ve psikoloji agisindan o kadar
etkilenir. Cok sayida secenege sahip olmanin
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sakincalarindan biri her yeni secenegin
hedef ugruna baska bir parametreden/
hedeften vazgecmenin listesini arttirmasidir.
Ayrica her yeni verilecek kararin psikolojik
sonuclart  vardir. Hedef wugruna baska
bir parametreden/hedeften vazgecmek
zorunda olusumuz aldigimiz kararlarla ilgili
duygularimizi etkiler. Daha da onemlisi, bu
kararsizlik, verdigimiz kararlardan aldigimiz
tatminin dizeyini etkilemektedir. Sinirli
sayida secenekle bile bu sirecten gecmek
zor olabilir. Cunku seceneklerin sayisi
arttikca, iyi bir karar vermek icin gereken
caba da artar (Schwartz, 2004, s. 56). Si
bemol klarnette kullanmilan bilezikler kendi
iclerinde de icracinin yapmak istedigi tiirdeki
miizige ve mekana gore farklilik gosterebilir.
Klarnet icracilan genelde ellerinde bircok
model ve marka bilezik bulundururlar. Bunun
sebebi calacaklarn duruma ve salona gore
istedikleri bilezigi secmeleridir. Metalden
yapilan bilezikler zengin bir ton ve ylksek
ses verdikleri icin buyuk konser salonlarinda

Vandoren markasina ait deri bilezik
modelinin 6zelligi, hakiki deri, el yapim
kaplama, cift yonlu vida mekanizmasi ile
hizl1 ve simetrik sitkma ve sesi ayarlamak icin
degistirilebilir 3 baski plakasinin olmasidir. ip
bilezigin ozelligi ise, ayarlanabilir, takmasi
kolay dokuma tasarimi ve kamisin agizlik

BG Super Revelation

L &

Gorsel 3. Vandoren marka deri, ip ve

Rovner Versa
Gorsel 4. BG, Rovner ve Silverstein modeli bilezikler (web 4)

tercih edilirken, plastik ya da deri bilezikler
kiicik mekanlar ve oda miizigi gibi kiicuk
gruplu konserlerde tercih edilebilir. Tabi
bu durum icracinin ton anlayisina, rahat
calimina ve kisisel tercihine gore degiskenlik
de gosterebilmektedir. Diger bir yandan
bileziklerin cesitliligi ile satis maliyeti
de gelistirilen teknolojiler neticesinde
artmaktadir. Bu neden le bilezigi almadan
once si bemol klarnet lizerinde denenip sonra
uygun olani secmek daha iyi bir fikir olacaktir.
Deri ve metalden uretilen bilezik markalan
Vandoren, BG Franck Bichon, Rovner,
Silverstein seklinde siralanabilir. Si bemol
klarnette kullanmilan bilezik modellerinin
ozelliklerine gore marka ve modellerinden
bazilan asagidaki gorsellerde verilmektedir.
Gorseller ve modeller hakkindaki bilgiler
markalarin kendi web sitelerinden alinmis
ve cevirileri yapilmistir. ilk olarak Vandoren
markasina ait bilezik modelleri ilgili gorselde
verilmektedir.

>

%

optimum modeli bilezikler (web 3)

kismina tam sekilde oturmasi icin sikma
iplerinin olmasidir. ip bilezik bazen orgii
bilezik diye de adlandinlir. Aym1 markanin
digerlerinden farkli olan metal optimum
modeli, deri bilezik ile ayn1 ozelliklere sahip
olup aralarindaki fark sadece optimumum
modelinin metal olarak uretilmis olmasidir.

[g‘w“‘

Silverstein Hexa
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BG Markasina ait Super Revelation bilezigin
ozellikleri 24 ayar altin kaplama metal plaka
ile donatilmis deri olmasi ve icraci i¢in zengin
/dolu ton saglamasidir. Direk kamis temasi
saglayan metal plaka sayesinde miizisyenin
daha kolay artikulasyon yapabilmesine
olanak verir ve solist olarak calan icracilar
icin uygun olan modeldir. Rovner markasina
ait olan Versa modeli bilezik alt1 farkli ton
uretecek sekilde vyapilandinlmis ve tam
ton kontroline sahiptir (web 4). Silverstein
markasinin Hexa modeli bilezik tasariminda
gercek biratiim seklinde uretilmistir (web 5).
Alt1 kablo ve dort ince ayarlayici ile bilezik,
calinmas kolay kalirken benzeri gorilmemis
bir odak ve kontrol sunar (web 6). Gorsellerin
cogunda goriildiigli lizere bircok bilezik
marka ve modeli kendi aralarinda farkliliklar
ve ozellikler sunmaktadir. icracinin secim
yaparken istedigi kriterlere gore farkli model
ve markalari denemesi onem arz etmektedir.

Si Bemol Klarnette Kullanilan Kamislar ve
Ozellikleri

Klarnet calgisinda  kullanilan  kamislar
cogunlukta kargi kamisindan yapilmaktadir.

Klarnetten agizlik yardimiyla titresim
sayesinde  sesin  cikmasini  saglayan
ekipmandir. Kamisa verilen hava akimi,

kamisin ileri geri titresmesine ve akustik
dalgalar olusturarak sesin ¢ikmasina neden
olur. Akdeniz iklim kusaginda degisik ekolojik
ortamlarda yetisebilen ve hizli gelisebilen
ve uzun seneler sonucu olusan bir bitki
tird olan bu materyale “Arundo Donax”
da denmektedir (Arslan ve Sahin, 2014, s.
90). Arundo Donax (kamis) tam boyutuna
gelince ve glineste kuruduktan sonra diiz,
dikdortgen parcalar halinde kesilir. Bu islem
tamamlandiktan sonra zimpara ile sekil ve
kazinarak en son halini alir. Gunimizde
sentetik malzemeden (plastik) yapilan
modelleri de mevcuttur. icracimin istedigi
tonu cikarmasinda agizliktan sonra gelen
en onemli parca kamistir. Tek kamisli tahta
nefesli enstrimanlarin ton Uretiminde ucg
temel olan olgu vardir. Bunlar Rezonans
borusu, agizlik ve kamistir. Aralarindaki
en farkli ve degisken olan kamistir. Clinki
genellikle kullanimi sirasinda hem kimyasal
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hem de mekanik bozulmaya maruz kalir
(Casadonte, 1995, s. 5). Plastik olarak
uretilen kamislar bu bozulmaya maruz
kalmadigr icin bazi icracilar icin tercih
edilme sebebi olmaktadir. Konser veya
performans icin dogru kamisi bulmak cogu
zaman klarnet icracilarimin cabalarin1 ve
zamanlarinm alabilmektedir. Her kamis belli
numaralarda Uretilir. inceden serte dogru
giden bu numaralar sayesinde icracilara
farkli secimler sunulmaktadir. Yalmz burada
dikkat edilmesi gereken onemli konu,
kamislarin ayn1 marka ve numara olmasina
ragmen, birbirlerinden farkli sertlikte ve
yumusaklikta olabilmeleridir. Bunun sebebi
kargilarin yetistigi veya toplanildigi bélgenin
farkli olmasidir. Ureticilerin numaralandirma
sistemine gore duretilen kamislarda yeni
baslayanlar icin dusuk numara, kolay ses
cikan (1,1.5) numaralar onerilirken, fiziksel
olarak kondisyon gelisimi sonrast daha
sert olan (2,3,3,5) numaralara gecilmesi
uygun olacaktir. Sert numara olan kamislar
si bemol klarnette ust oktav denilen ince
seslerde icraciya daha fazla hakimiyet
ve ton kalitesi verdigi icin tercih sebebi
olmaktadir. Kamislarin yapis1 geregi uc
taraflan cok kirilgandir. En ufak bir carpma
veya dikkatsizlikte kinlabilirler. Bu da
calicimin  performansint  olumsuz sekilde
etkilemektedir (Lowry, 1985, s. 6). Kamislarin
kirilmasini veya zarar gormesini engellemek
icin kamis tutuculan veya koruyuculan diye
adlandinlan materyaller, klarnet icracilan
tarafindan tercih sebebi olmaktadir. Si
bemol klarnet icin uretilen bircok kamis
markas1 vardir. Gunumiizde en cok tercih
edilen kamis markalarn “Vandoren, Rico,
D’addario”dur. Vandoren markasina ait V12,
56 Rue Lepic ve V21 si bemol kamis modelleri
asagidaki gorselde verilmektedir.

‘‘‘‘‘

Gorsel 5. Vandoren marka si bemol kamis modelleri
(web 7)
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Traditional (geleneksel) model olan vandoren
kamisi, bag ve dil artikilasyonlarinin
yapilmasinda icraciya kolaylik saglarken
ayrica ton zenginligini korumaktadir. V12
model Vandoren kamis gelenekselden biraz
daha kalin uclu uzun bir palet tGizerinde kesilir
ve uzun palet seklinde kesildigi icin, kamisin
daha fazlasi titrestigi anlamina gelerek daha
derin ve zengin bir sesile sonuclanir. Rue Lepic
56 modeli mukavemet derecelendirmesi
daha kiicik ve daha spesifik olup, Alman
tarz1 kamislara benzeyen yapis1 vardir. V21
modeli 56 Rue Lepic kamisinin konik seklini
V12 profiliyle birlestirir. Zengin bir tona sahip
olup performans isteyen icracilar tarafindan
icin tercih edilmektedir. Klasik kargidan
yapilan kamislar organik olduklarn icin sicak
ya da soguk hava durumuna gore farkliliklar
gostermektedir. Bu neden ile Ureticiler
kamislarin bu durumdan etkilenmemeleri
icin cesitli urunler gelistirmislerdir. Plastik
ya da sentetik denilen klarnet kamisi bu
gibi durumlar icin Uretilmistir. Yapis1 aym
geleneksel kargi kamisi seklinde olup Cnc
makinalanyla kesilip, yine sertlik numaralan
verilerek uretilmektedir. Gunumizde tercih
edilen sentetik kamis Ureticilerinden bazilan
Legere, Forestone, Silverstein’dir. Klarnet
kamislarn  genelde 10’lu  kutu seklinde
satilmaktadi.  Cogu kamis fabrikasyon
olarak ayn1 numaralar ve olcilerde uretilmis
olsa da kutudan cikan 10 kamistan her biri
farkli citkmaktadir. Klarnet icracilan bu gibi
durumlarda kamislarda kazima veya ucg
tarafin1 kesme gibi kiicik oynamalar yaparak
istedikleri ses rengine ve kolay ufleme
rahatligina sahip olabilmektedirler. Secilen
kamisin cok uzun sureler kullanilmasi,
uzerinde bakterilerin Uremesi ylziinden
icracilar icin uygun olmamaktadir. Ayrica
yapilan arastirmalarda, calmadan hemen
once yenilen yiyeceklerin kamis uzerinde
birikerek bakteriler icin sicak bir ireme alan
olusturdugu ve enstriimandan cikan sese de
etki edebildigi kanitlanmistir (Salmon, 2007,
s. 22).

Klarnetlerde Kullanilan Baril Modelleri

Si bemol klarnet bariline Tiirkce’de fic1 da
denmektedir. Klarnetin geri kalam ile aym
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malzemeden yapilir. Her iki u¢ tarafinda
metal halkalar bulunur ve farkli uzunluklarda
uretilirler. Bu uzunluk olculeri 62mm - 68mm
arasinda degisir. Bircok icraci barilin ton ve
akort acisindan onemli oldugunu disindr.
Klarnetin akort edildigi en 6nemli yer bu
parcadir. Bariller alt ucundan yukari ve asagi
itip cekilerek akort edilmektedir (Hoeprich,
2008, s. 3). Genelde yeni alinan bir klarnetle
2 tane farkl olcude baril verilir. Bunun sebebi
beraber calinacak olan diger enstriimanlarla
klarnetin dogru akordu saglayabilmesidir.
Barilin olcii numarasi ne kadar artarsa(uzarsa)
klarnetin akordu o kadar peslesir tam tersi
olursa da tizlesir. Ayrica klarnet uzun sire
calinirsa enstriiman tizleseceginden dolay
orkestrada calan icracilar bu gibi durumlarda
ikinci barillerini kullanarak dogru akordu
saglamaya calisirlar. Baril {Ureticileri si
bemol klarnet icin fakli bariller tasarlamakta
ve lUrettikleri barilleri icracilarin istedigi
sekilde sekillendirmektedir. Buffet
Crampon, Backun, Paulus & Schuler gibi
sirketler, bariller konusunda arge yapan ve
farkli tasarimlar ile si bemol klarnet calan
icracilar tarafindan tercih edilmektedir. Bu
firmalardan Paulus & Schuler kendi dizayn
ettikleri ve alanda ilklerden olan zoom
modelini  tasarlamislardir.  Gelistirdikleri
zoom model baril, ikinci bir barile gerek
kalmadan orta kismindan ayarlanabilir bir
mekanizma ile barilin uzayip kisalmasim
saglamaktadir. Firma yaptiklar bu yenilik

sayesinde, aym baril ile icracilarn
akortlarim ve performanslarin1 sorunsuz
sergilemelerine  olanak  saglamislardir.

Bu yenilik senfoni orkestrasinda calan si
bemol klarnet sanatcilarn icin cok onemli
bir gelisme olmustur. Clnku klarnet uzun
siire calindig1 zaman icerdeki sicak hava
nedeniyle tizlesebilmektedir. Bu tizlesme
klarnetin akordunun degismesine sebep olur.
Zoom model baril kullanan yorumcular barilin
ortasindaki ayar mekanizmas1 sayesinde
akortlarim peslestirip tizlestirme ozelligini
kullanarak, dogru akordu yapabilmektedirler.
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Gorsel 6. Paulus & Schuler Zoom model baril (web 8)

Diger bir Kanadal {iretici firma olan Backun,
bariller konusunda kullandig1 farkli tarzda
agac modelleri ile one cikmaktadir. Bu
modeller Moba, Fatboy, ve New Traditional
(Geleneksel). Modeller arasindaki farklar,
agac yapilarinin ve sekillerinin birbirlerinden
ayr1 olmasidir. Moba modeline ait ozellikler,
si bemol klarnet icin uretilmis olup,
“grenadilla” veya “cocobolo” agacindan
yapilir. Artikiilasyon kolayligi ve koyu tona
sahiptir. Orkestrada calan veya solist olan
icracilar icin tasarlanmistir. Fatboy modeli
backun modelleri arasinda en c¢ok satan
modelidir. New Traditional olan model iki
halka arasina yerlestirilmis grenadilla veya
cocobolo agacindan yapilan ve oda miizigi
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calmak icin en uygun olan modeldir (web
9). Backun markasinin kullandigi Cocobolo
agac1 yaprak doken agaclar simifina dahil
olan ve genellikle Amerika kitasinin orta
kesimlerinde, El Salvador, Honduras, Costa
Rica, Panama, Guatemala gibi ulkelerde
yetisen oOzel bir turdir. Bu tur gelisimi
icin sulak alanlara ihtiyac duyar. iklim
olarak ise tropikal ozelliklerin hakim
oldugu bolgeler, cocobolo icin son derece
uygundur. Cocobolo’nun en onemli kullanim
alanlarindan biri de enstriman imalatidir.
Parlak tiz sesler ve bas sesleri uretebilmesi
nedeniyle sikca tercih edilir  Aynca
cocobolo’dan imal edilen enstrimanin sesi
sabittir ve zamanla degisiklik gostermez.
Koyu kirmizi rengi ile kullamldigr enstriimana
bambaska bir goriiniim kazandirir. icerdigi
ozel yaglar nedeni ile parlak bir goriintiiye
sahiptir ve sikca cilalanmas1 gerekmez (web
10). Cocobolo agacindan yapilmis fatboy
modeli daha kalin oldugu icin ahsabin
yogunlugundan dolay1 daha sicak ve dolgun
bir ses cikarr.

i

Moba Fatboy

New Traditional

Gorsel 7. Backun marka bariller (web 11)

Klarnet  Ureticisi  konusunda  kendini
ispatlamis olan Buffet Crampon markasinin
irettigi 3 farkli barillerden ilki olan icon
modeli, si bemol ve la klarnete uygun sekilde
uretilmistir. Govdesi 6zel bir sekilde uretilmis
olup, ince islenmis olan halkalar sayesinde
Buffet Crampon markasinin gelistirdigi
klarnet ailesinin en son akustik teknolojisi

Icon

s

=

Moenning

kullanilarak tasarlanmistir. Moenning modeli
Paris’te iretilmis, granadilla agacindan
yapilmis ve giimus kaplama ile kaplanmistir.
Chadash model barillerin ozellikleri 63mm
ve 68 mm araliklar1 uzunluklarinda uretilmis
olup, ismini modele veren Guy Chadash
tarafindan 1994 yilinda tasarlanmistir.

s

Chadash

Gorsel 8. Buffet Crampon marka bariller (web 12)
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Baz1 bariller tum klarnetler icin uygun
olmayabilirler. Baril marka ve modeli ne
olursa olsun onemli olan icracimin kendi
klarnetini taniyip ona uygun olan barili
kullanmasidir. Akort ederken dikkat edilmesi
gereken diger bir konuda, baril ve klarnet
arasindaki boslugun cok olmamasidir. Baril
gereginden fazla acilirsa orta oktavdaki
cikacak seslerde ve entonasyonda bozulmalar
olabilir Bu nedenle barili ¢ok acmak
yerine daha uzun bir baril takip dogru olan
entonasyon saglanmalidir. Agactan Uretilen
bariller, farkli sesler uretebilen cesitli agac
tirlerinden yapildigindan, aralarinda secim
yapabilecek bircok secenege sahiptirler.
Si bemol klarnet barilin bircok farkli sekili
vardir. Konik, silindirik ve ters konik seklinde
olabilirler. Farkli agaclardan uretilen bariller
kendi iclerinde de aynlirlar. Burada onemli
olan icracinin klarnetten nasil bir ses elde
etmek istedigi ile alakalidir. Daha parlak
veya daha koyu bir ses mi? yoksa daha berrak
acitk homojen bir ses mi? Ozellikle si bemol
klarnet barili secerken, icracinin ne tur bir
ses elde etmek istedigi konusunda net bir
fikre sahip olmasi1 onemlidir.

Sonug

Si bemol klarnet calmak isteyen icracilarin
istedigi miizigi ve yorumu yapabilmesi icin,
klarnetin yaninda gerekli olan en onemli

parcalar klarnet ekipmanlandir. Kicuk
degisiklikler gibi goriinen bu ekipman
degisiklikleri, enstrimanin ses rengi ve

rahat kullanilmasinda bliyiik olciide farklar
yaratabilmektedir.  Yapilan arastirmada
glinimuzde klarnet calan veya calmak isteyen
yorumcularin baslica unsur olarak hangi
ekipmanlari se¢meleri konusunda bilgi sahibi
olmadiklan gozlemlenmistir. Bu dogrultuda,
materyaller hakkinda dogru bilgi sahibi olan
icracilarin calma performanslarinda olumlu
anlamda gelisme olacag1 varsayilmaktadir.
Bunun yan1 sira makalede yer alan tim
ekipmanlar, marka model ve verilen teknik
ozellikleriile ilgili bilgiler sayesinde, si bemol
klarnet egitimi veren egitimcilere fayda
saglayarak farkli bir bakis acis1 getirebilecegi
ayrica motivasyon unsuru olunarak katki

saglayacagi sonuclarina varlmistir.
Makalenin ilk bolumiinde yer alan si bemol
klarnette kullanilan agizlik farkliliklan farkli
perspektiflerden incelenmis olup, onceki
modellerinde referans olarak alinmasinin
yardimi sayesinde dogru agizlik secilirken
nelere dikkat edilmesi konusu irdelenmistir.
Klarnet kamislarylailgili sunulan arastirmada
yorumcularin en cok secmede sorun yasadigi
kamis numaralarnn ve problemleriyle ile
ilgili aciklayicr bilgiler verilmistir. Si bemol
klarnette kullanmilan bilezik modellerinin
hepsinin farkli ton ve artikiilasyon cesitliligi
tespit edilmis ve icracinin bu farklar
konusunda bilgilendirilip gerekli secimleri
yapmasi onerilmistir. Klarnetin parcas1 ve
akordunun da yapildigi kisim olan baril icin
bircok firma cesitli modeller ve yenilikler
sunmaktadir. Bu yeni ozellikler ve modeller
icracilarin  secim yapmasini  daha da
zorlastirmaktadir. Bu gelistirmelerin sonucu
olarak makalede dizgin akort yapilmasi
ve icracinin kendi klarneti icin en dogru
barili secmesi icin onemli bilgilerin verildigi
dusunilmektedir. Ayrica farkli  firmalarin
sundugu ozellikler karsilastirlip iclerinden
hangilerinin icraciya kolaylik saglayacag
olas1 neden ve sonuclarina odaklamlmistir.
Arastirmanin  sonucunda ginumuzde si
bemol klarnet ekipmanlar icin yazilmis olan
kaynaklarin cok az oldugu goriilmektedir.
Bu nedenle calismanin sanat ve bilime olan
katkisinin bliyiik bir oneme sahip oldugu
dusunilmktedir.
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Examination of B flat clarinet equipment used in classical
music and differences in usage areas

Extended Abstract

The clarinet has undergone many changes throughout history until it reached its present form, and has
also been produced in different forms and materials. Since the B flat clarinets used in classical music
were first made, there were no different equipment options and technological developments, so the
performers were able to present their performances at a certain level. But over time, thanks to the
new fret mechanisms in the clarinet developed by the Germans and the French, the performers gained
more skill on their instruments. As a result of these developments, not only the B flat clarinet, but also
the equipment used on the clarinet underwent improvements and changes. For instrument performers,
performing successfully is a process that proceeds in parallel with the use of the right instrument and
the right equipment. Incorrect selection of equipment can lead to numerous problems. The selection
of appropriate instruments and equipment for the performer is of great importance in this context. B
flat clarinet players, which is a wind instrument, also search for the best way to express themselves
musically. They try to find the most beautiful timbre by trying different equipment for years so that
the tone and tone coming out of the instrument is pleasing to them first and then to the listeners. The
equipment of clarinets has developed and changed over the years with the advancement of technology.
As a result of these developments, musical companies, which are instrument manufacturers, have
gone to develop different products for each equipment in order to enable the performers to reach the
timbres they want. In this article, it is aimed to present a detailed examination in order to eliminate
the lack of information about the usage areas and differences of these equipments. The information
about the equipment that is the subject of the article was obtained by scanning the literature and
discussed in detail. Mouthpieces, ligatures, reeds and barrels will be discussed as equipment used in
B flat clarinet, and detailed information will be presented about the differences in usage areas by
grouping them according to model, brand and features. In addition, during the research, different
models of equipment produced by various world-renowned clarinet brands were examined and
comparisons were made. In this research, an answer is sought to the question of whether the B flat
clarinet players’ knowledge of the equipment creates a positive improvement in their performance.
Available information and research findings have confirmed the conclusion that choosing the right
equipment will have a positive impact on the performer’s performance. Equipment changes that
seem like minor changes can make a huge difference in the tone and comfort of the instrument.
It has been concluded that it will be advantageous for educators and performers to have sufficient
knowledge of the technical details of the equipment and production materials in solving the problems
they experience. It has been concluded that thanks to the information about all the equipment, brand
models and technical features in the article, it can bring a different perspective by providing benefits
to the trainers who give B flat clarinet training, and also contribute by being a motivation factor. It is
thought that this research is a useful resource that will positively change the performances of clarinet
players.

Keywords
barrel, clarinet, ligature, mouthpiece, reed, wind instruments
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Abstract

Shota Rustaveli’s poem “The Knight in the Panther’s Skin” is an epic poem containing medieval lyrical
passages. The poem is distinguished by a variety of musical instruments. Our article deals with the issue
of translating the most commonly used musical instruments in the Turkish translation of “The Knight in the
Panther’s Skin “. Using empirical material, source and target texts have been compared to understand
how adequately the musical instruments are translated in the Turkish translation of “The Knight in
the Panther’s Skin “ performed by Bilal Dindar and Zeynelabidin Makas. Our goal is to investigate the
principle of selection of equivalents and evaluate its adequacy. In this article, we will discuss the most
commonly used musical instruments, which can be grouped as follows: String instruments - Chang, Eban,
Barbuti, Chaghana; Wind instruments -Buki and Na; Percussionmusical instrument -Tsintsilani; Drums -
Noba and Nobati, Kosi, Tablaki. In many cases, these musical instruments have the corresponding words
in the Turkish language, however, the translator does not translate them into the target language. Based
on the comparison of the texts, we will empirically determine the proximity of the source text and the
translation text.

Keywords
equivalence, musical instruments, the Knight in the Panther’s Skin, Turkish
translation

Introduction increases the interest. In the composition
Shota Rustaveli’s poem “The Knight in the ©f the poem, there is no deviation from the
Panther’s Skin” is a unique monument of the ~ Systém of plot development, the meaning

12th century. “The Knight in the Panther’s ©f the poem goes beyond the scope of
Skin” is an epic work containing lyrical domestic literature and occupies a worthy

passages set in Arabia and India. These Place among the masterpieces of world
two stories are compositionally combined. literature, as it has been translated into
Integrity is achieved through organically 36 langgages. The only complete TurIqsh
derived storylines; So that another storyline ~ translation of it belongs to Prof. Bilal
isinserted into one, a third into another, and  Dindar and Zeynelabidin Makas.

so on. The narration of the story gradually

* This study is partially form first author’ doctoral thesis
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The Knight in the Panther’s Skin (Georgian)

INMS FILOHIIZ0

J0TBILGIANNI60

Author: Shota Rustaveli
Publication Date: Xl century
Page:413

Publisher: Merani (1992)

Web 1
Web 2

The Knight in the Panther’s Skin (Turkish)

Sota Rustaveli
WLASI
VALY

vra. e

Author: Bilal Dindar, Zeynelabidin Makas
Publication Date: 1991

Page: 283

Publisher: Eser Matbaasi

Amazon link Web 3

Photo 1. The Knight in the Panther’s Skin” book

From ancient times, man has tried and
succeeded in satisfying his musical needs not
only with his voice but also with the sound
of various objects. Over time, objects with
many different structures and devices have
proved useful for this purpose. Gradually, in
addition to the name intended for everything
separately, a common name for everythingas
a whole appeared. Musical instrumentshave
been used as a general term in the
ancient Georgian language since ancient
times(Javakhishvili,1938:97). According to
Sulkhan-Saba, a Musical instrument is every
percussion and wind musical instrument
(Sulkhan-Saba, 1949:555). This means that
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the word denotes both a string instrument
and a wind instrument.

The musical instruments differed from
each other in design, shape, material, and
purpose. According to Javakhishvili, a lot
of stringed, wind, and various instruments
existed in ancient Georgia for centuries.
Some of them have existed since ancient
times, some names are local, and many
appeared gradually, later, and were
assimilated from neighbors. Names of many
musical instruments have disappeared over
time, and we know about them thanks to old
and new works (Javakhishvili, 1938:100).
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As  Javakhishvili  introduced,  musical
instruments were mainly divided into three
groups. According to these groups, we
typify the instruments in “The Knight in the
Panther’s Skin” and compare them with the
Turkish translation.

The first group of instruments includes all
types of string musical instruments. Sulkhan-
Saba used two terms to name the second
group: Wind instruments and Trumpets.
The first word is considered to be a more
general term in Sulkhan-Saba’s dictionary
“Sitkvis Kona”, which is explained as follows
- those instruments that are with nostrils
are called wind instruments (Sulkhan-Saba,
1949:484). According to Javakhishvili, the
word “Nestvi”' has a broader meaning and
usually refers to all types of pipes. Initially,
however, it was assumed that it was simply
an expression of the concept of whistling and
was intended to refer to the object which was
used to whistle. Sulkhan-Saba also uses the
trumpet as one of the group’s instruments.
Many different wind instruments belonged to
this group, and what these trumpets had in
common was that they could produce sound
only by blowing (Javakhishvili, 1938:99).
The third-largest group of instruments was
Percussion.

Problem of Study

Thestudyhasnotbeen thoroughly researched.
For the first time, basic identification of
musical instruments and comparison with
common musical instruments in the Turkish
language is done.

In this article deals with the issue of
translating the most commonly used musical
instruments in the Turkish translation of
“The Knight in the Panther’s Skin “.

»  What are the musical instruments in
the Turkish translation of “The Knight in
the Panther’s Skin”?

Method
The methodological basis of the study is a

" wind instruments
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corpus-linguistic analysis of the original text
and the translation of “The Knight in the
Panther’s Skin”. In the process of work, the
corpus-linguistic method is used, which is
common in modern humanitarian studies.
Using this method allows us to quickly and
efficiently process large volumes of empirical
material.

Documents

In the process of research, we took two main
source - the original text of “The Knight in the
panthers skin” (1957) edited by A. Shanidze,
Al. Baramidze, K. Kekelidze which is the
result of critical comparison and analysis of
manuscripts and Turkish translation of “The
Knight in the panthers skin” (1991) by Prof.
Bilal Dindar and Zeynelabidin Makas.

Analysis

The methodological framework of the
research is the corpus-linguistic analysis of
the original text and the Turkish translation
of “The Knight in the panthers skin” , the
corpus-linguistic methods of research,
relevant to the modern humanitarian
studies. The use of this method allows to
conduct a quick and efficient processing of
a large amount of empirical material, which
simplifies the research process. We have also
used the methods of linguistic, literary and
translational analysis.

Results

In this section, we will discuss the various
musical instruments that are present in the
original text of “The Knight in the Panther’s
Skin” and in the Turkish translation of
the poem. In many cases, these musical
instruments have the corresponding words
in the Turkish language, however, the
translator does not translate them into the
target language.

Stringed instruments
Changi (Ceng)

According to Javakhishvili, Changi is not
found in ancient Georgian monuments and
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the origin of this name is connected with the
10th and 11th centuries. According to him,
Changi is an ordinary singing instrument in
“The Knight in the Panther’s Skin”, which
is used not only by the person who plays
specifically on it but it is used by everyone in
their own houses (Javakhishvili, 1938:140).

Photo 2. A musical instrument in “The Knight in the
Panther’s Skin”: Changi Web 4

This is confirmed by the following verse in
“The Knight in the Panther’s Skin”:

120: Avtandil wearing only a shirt was
sitting on the bed,

singing and rejoicing with a Changi in
front of him.

Events were not held without a Changi
when the king returned from hunting
with a large number of people and began
to spend time :

722: They were met in the palace
prepared, the singers who were invited
from another place

started to play Chnagi and Chagana as
they entered the palace.

In the Sulkhan Saba dictionary, it is defined
as a curved musical instrument (Sulkhan-
Saba,1949:815). According to the Explanatory
Dictionary of the Georgian Language, thisis a
non-resonant, rectangularly curved stringed
musical instrument played with fingers
(Explanatory Dictionary of the Georgian
Language, 1964:318). As for the etymology
of the word, it comes from a Persian
word. As we read in Javakhishvili’s book, a
Changi is a word imported into Georgia and

assimilated from Persia. A Changi of the
Persians and Indians, which once existed in
Persian, was called chank, the expression
of which was preserved in the bas-relief of
the Persian Kermanshah of the 6th century
(Javakhishvili, 1938:144). In the Turkish
etymological dictionary, this instrument is
defined as follows: in Persian, Changi zoScs
is a player, especially a changist? this word
comes from the word Chang zo<S, which
means a nail, an instrument played with a
nail (Nisanyan, 2015: 1).

It is noteworthy that the lexical unit Changi
was introduced and fixed in the Persian
language in both Georgian and Turkish.
Although in Turkish this instrument has the
corresponding name ceng, the translator
ignores it, as evidenced by the following
translations of the verses, where in the first
case the changi is not translated, and in the
second case the completely inappropriate
cingeneis transferred to the lexical unit
meaning gypsies.

722: They were met in the palace
prepared, the singers who were invited
from another place

started to play Changi and Chaghana as
they entered the palace.

Dindar & Makas (1991)’ translation:
Sahane bezenmis cadirlarda oturdular
usuliince

Sanatcilar musiki

okudular

gelip, esliginde

120: Avtandil wearing only a shirt was
sitting on the bed,

singing and rejoicing with a Changi in
front of him.

Dindar & Makas (1991)’ translation:
Pijamayla  oturmustu  Aftandil 6z
yataginda

Sarkir soyleyip oynuyordu bir c¢ingene
karsisinda

2 a Changi player
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Photo 3. Changi players and Changi master Web 5

The Turkish translation of “The Knight in
the Panther’s Skin” repeatedly confirms a
similar case where the translator ignores the
equivalent word common in his own culture,
namely not translating it or translating it
inappropriately.

Ebani

According to Sulkhan-Saba, Ebani is a daf
(Sulkhan-Saba, 1949:175), according which
Ebani belongs to the group of percussion
instruments, and not to the group of stringed
instruments. According to |. Abuladze, Ebani
is -1) daf, or mugni, 2) as well as string
instruments such as Barbitu, Chang, Knari,
etc. (Nozadze, 1961:506). According to I.
Javakhishvili, Ebani is a stringed instrument
and is synonymous with the harp, as proof
of this, he cites three editions of the birth
translation, where the Ebani is represented
by a harp with its synonym. In his opinion,
Eban and Knar are equal to Hebrew Kinor,
Greek Kinvor, Latin Kuitar, Armenian Knar,
and Greek Hekitar (Javakhishvili, 1938:136).
Sulkhan-Saba considered Knar and Chang to
be the same instrument, while I. Javakhishvili
defines Eban as the Georgian equivalent of
Knar and Chang.

Eban seems to have been a famous instrument
in the 12th century, it appears twice in “The
Knight in the Panther’s Skin”.

1121: The sound of Tsintsila and Ebani is
heard everywhere for about ten days.

Dindar & Makas (1991)’ translation: Tam
on glin her taraftan saz ve davul sesleri
gelir

1587: Tsintsila and Ebani sounded sadly
in India

Dindar & Makas (1991)’ translation: It is
not translated

We assume that in the Turkish translation the
translator uses the word Saz to correspond
to eban, because Saz, like Eban, is a stringed
instrument. The “stringed, long-stringed, in-
depth abdominal instrument is widespread
in Turkish culture. Saz was made mainly from
chestnut or mulberry wood, the body is cut
out, and this cut-out part is covered with the
roof made of Firs. The handling of the musical
instrument is a separate piece of hornbeam
wood. There are 6, 8, and 12 strings. It is
played with a cherry wood plate” (Akyay,
2014: 20). As we have already mentioned,
according to Georgian researchers, Ebani
is an instrument similar to the Knari and
Changi, which can be a synonym for these
musical instruments. As for the Saz, it is
stringed but different from the Knari, it is
more likely the Georgian Chonguri, Fanduri.

Barbiti

The barbiti is mentioned twice in “The Knight
in the Panther’s Skin” and appears to be one
of the instruments played during the feast.

179: | got away from feast and from the
sound of Changi, Barbiti and Na.
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Dindar & Makas (1991)’ translation: Ne
ney, ne de barbiid yakmaz gondil ¢irasini

488: Feast continued, Barbiti and Changa
were played again.

Dindar & Makas (1991)’ translation:
Kopliklenen kirmizi sarap serbet ile
yapmakta cenk

Photo 4. A musical instrument in “The Knight in the
Panther’s Skin”: Barbiti Web 6

The Sulkhan-Saba dictionary defines this word
as Mughni (Sulkhan-Saba, 1949:57), although
Mughni is no longer defined. A. Shanidze has
defined Barbiti as a stringed instrument (a
kind of chang) (Shanidze, 1960:4). According
to V. Nozadze, the Barbit is a stringed
instrument similar to a harp. According to
I. Javakhishvili, the Barbit is not mentioned
anywhere in the works of Georgian historians
and artists, which indicates that the Barbit
should not have been a common instrument in
Georgia. He also mentions that the Georgian
Barbit is similar to the Greek Barbiton and
differs from the Persian Barbati, and here he
gives us a description of the instrument: it
was an instrument with handling and body
parts with a low deep voice (Javakhishvili,
1938:154).

Photo 5. Barbiti player Web 7

In the Turkish translation, there is only one
case with the translated Barbiti - the lexical
unit barbud. This word in the form of Barbut
is mentioned in the travel book of the famous
17th-century Turkish traveler Evliya Celebi,
who says: “The inventor of this instrument is
unknown. It is a stringed instrument similar
to a Kobuzi® but It iswith straight handling
and iron strings on both sides with four
nostrils under the strings (Chelebi, 2003:
641).

Chaghana

Chaghana in Sulkhan-Saba’s dictionary
“Sitkvis Kona” is defined as follows: played
by Changists* (Sulkhan-Saba, 1949:165),
I. Javakhishvili interprets this definition
in his way: An instrument for playing on
the Changi. But he does not consider this
explanation correct, since Sh. Rustaveli
mentions this instrument together with
Changi, which means that Chaghana is a
stringed instrument played with Chang and
both of them knew the sound of singers,
as evidenced by Joseph Zilikhanyan
publication, 16th century, he says: “the
woman was crying that she could not attend
the feast and listen to the sound of Changi-
Chaghana. Therefore, Chaghana sounded
like Changi and was a stringed instrument”
(Javakhishvili, 1938:165). It is noteworthy
that Chaghana is mentioned in the group of
wind instruments by V. Nozadze, he learned
the word Chehnai in the history of Persian
music, which means a royal flute. In his
opinion, the Georgian chagana comes from
the Persian Shehnai, but he adds that he is
not sure about it (Nozadze, 1961:508-509). As
for the etymology of the word, according to I.
Javakhishvili, Chagana is an Iranian (Persian)
name. The lIranian chakana, chaghana is
a three-stringed bowed instrument with
a round body, elongated handling, and a
strongly curved, which is played with a bow.
In a word, chagana is the same as Kamancha
and can be considered an instrument of the
Georgian Chianuri (Javakhishvili, 1938:165-
166). According to T. Batonishvili, small

3 An old stringed instrument
“ People who play the Changi
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plates of copper or silver that the dancer
puts on his fingers and beat each other during
the dance are called Chaghana (Nozadze,
1961: 508). In Turkish literature, as well
as in Georgian, we find different opinions
about Chaghana. In ancient Turkish chagu
means the sound, in the Mongolian chagan
refers to Bayram (holiday). It looked like
a stick for coal with plates. In I. Gokcen’s
work, In the 17th century, P. Meninsky called
the chagana a percussion instrument, and
Evliya Celebi in his “Book of Travels” also
called the chaghana a percussion instrument
(Gokcen, 2017: 662). Chagana was always
mentioned with Chang, it was known as
ceng U cegane Changi and Chagana. As if the
two were inseparable (Tifekcioglu, 2021:
2484-2485). We read similar information in
other sources: According to written sources
in the 16th century, Chang and Chaghana
accompanied drinking events (Muhimme,
1995: 211). Chaghana, known by various
names in Turkish, and the Persian word
Chegane was used as a synonym for lkliga
and Kamancha. According to the dictionary,
on the side of Samsun and Ladik, Nak was
one of the stringed instruments of the Saz.
According to Evliya Celebi, chagana was
invented by a Palawan known as Shirihuda
(Ogel, 1991: 76). Chagana or Chegane is the
second name of Ikliga, which was common in
Asia. In Arabic, due to the lack of the letter
“CH”, the letter “SH” was replaced by the
letter Shegane. It is noteworthy that Chang
and Chagana are found together in the Divan
literature in this form. The famous Sufi poet
Mevlana calls the stringed instrument (saz)
-Chegan. In Afghanistan and Dagestan, a
stringed instrument called Chagana has been
preserved. Chagana was first mentioned in
Persian literature by the poet Vahshi (Kaya,
1998: 30). Handling and iron strings on both
sides with four nostrils under the strings
(Chelebi, 2003: 641).

2022, 10(3) 379-394
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Photo 6. A musical instrument in “The Knight in the
Panther’s Skin”: Chaghana Web 8

101: The sweet sound of Chagana and
Changi had disappeared.

Dindar & Makas (1991)’ translation: Sahin
keyfi diizelmedi; ylirek sanki bir bir pare

722: The singers who were invited from
another place started to play Changi and
Chagana.

Dindar & Makas (1991)’
Sanatcilar  gelip,  musiki
okudular

translation:
esliginde

1468: The sound of Chaghana and Changi
were heard all day and night.

Dindar & Makas (1991)’ translation:
Davul ve diger calgi aletleri hi¢c susmadi

handling and iron strings on both sides with
four nostrils under the strings (Chelebi,
2003: 641).
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Photo 7. Chaghana player Web 9

In the original text, Chagan occurs in three
cases, each time Changi and Chaghana are
mentioned together, while in the Turkish
translation they are never translated. We
have already mentioned in Turkish literature
that these two instruments were often
mentioned together as if the translator did
not have proper information about them,
which led to an inaccurate translation.

Wind Musical Instruments
Na

According to V. Nozadze, Na is a pipe. It
comes from a Persian word and means
reed. According to the study, the Caucasian
Tatars still have this instrument, which they
call nai, and it has nine pipe-like nostrils.
These nostrils are distributed on a zurna.
Na’s voice is slow and gentle. V. Nozadze
also emphasizes the explanation of King
Vakhtang, who explained this instrument
as follows: Na-Nei is a holed tree, it can
be played with blowing, Kizilbash know
it (Nozadze, 1961:507-508). According
to I. Javakhishvili, Nai is a feast musical
instrument in “The Knight in the Panther’s
Skin” and without Chang and Na events were
not held. Nay in Iranian means reed, and it
is also the name of a wind instrument. It is
also known in Arabia. Made of the reedis
very difficult to play an instrument with 7-8
nostrils, of which 6-7 nostrils are in front and
1 is behind (Javakhishvili, 1938:187).
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Photo 8. A musical instrument in “The Knight in the
Panther’s Skin”: Na Web 10

A musical instrument Na is a common
instrument in the Turkish language, which is
spread in this language in the form of the Ney.
Ney - “In classical Turkish music, especially
in Tekka, it is a pipe-like, low voice, reed-
made instrument” (Turk Dili Kurumu). As for
the etymology of the word, the Persian word
/st comes from nay/nay and means “reed,
reed-made instrument”. This word comes
from the Middle Persian word nad/nad,
which means “reed, arrow”. Here we want
to point out that the Sanskrit nada, which
also means “reed”, has a synonymous root
with Persian (Nisanyan, 2015:1). Nay is a
glossy, solid, frequently slotted instrument.
The reed has nine equidistant joints from
the top. It has seven nostrils and one more
hole at the back (Akyay, 2014:49). In “The
Knight in the Panther’s Skin” it is confirmed
twice as a musical instrument, but only one
case is translated in the Turkish translation.

Photo 9. Na player Web 11
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179: | got away from feast and from the
sound of Changi, Brbiti and Na.

Dindar & Makas (1991)’ translation: Ne
ceng, ne ney, ne de barblid yakmaz goniil
cirasini

1445: Without you we do not need the
sound of Changis

Dindar & Makas (1991)’ translation:
Sensiz, bizi hic bir sey nes’elendirmez,
tizer

Buki

Buki from Sulkhan-Saba is interpreted as a
large pipe (Sulkhan-Saba, 1949:77). Buki was
often used in “The Knight in the Panther’s
Skin”, it was an indispensable part even in
the event of war and Feast. For the first
time this instrument was found during the
consecration of Tinatin as the king, and the
sound of this instrument was also heard
during the march and celebration. We will
discuss in detail each case of translating
the instrumental Buki in Turkish translation,
according to research, the translation was
confirmed by three different translations of
words, namely double kontrbas, davul, cenk
aletleri.

|

Photo 10. A musical instrument in “The Knight in the
Panther’s Skin”: Buki Web 12

46: They started playing Buki and

Tsintsilani accompanied their voice.

Dindar & Makas (1991)’ translation:
Gecit resminde caldikca kontrbas ile zil

420: In the morning I sat on the horse and
ordered to start playing Buki and Noba

Dindar & Makas (1991)’ translation:
Sabah olunca ata binip, savas davulu
calinsin dedim
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450: The sound of Tablaki is played and
heard, Buki makes the sound louder.

Dindar & Makas (1991)’ translation: Onlar
ciktr bir taraftan, cenk aletleri cala cala

First, consider the word Kontrabass.
Contrabass belongs to the group of string
instruments, which is the largest, but the
lowest in sound. As for the etymology of
the word, the Italian word comes from
“contabbasso” and is known in Turkish
as kontrabas. It is noteworthy that these
musical instruments were developed in
Europe in the 16th century, and in the
Ottoman Empire they spread with the
introduction of Western music in the 19th
century and were actively used in palace life
until the collapse of the Ottoman Empire.
Contrabass was accompanied by an orchestra
(Soydas, Besiroglu, 2007:9). It follows from
the description of the Contrabass that it
is a stringed instrument and is completely
different in sound from the Buki, which
belongs to the group of wind instruments.
This is confirmed by Rustaveli himself in
the following verse from 1198: “Played
on Buki and Tablaka made sound louder”
(Javakhishvili, 1938, p. 182). In addition,
the Contrabass was introduced in the 16th
century and established itself in the Ottoman
Empire in the 19th century. We consider the
replacement of Buki with Contrabass as a
wrong translation strategy.

The next example of the translation of
the Buki is davul, which means drum. The
drum belongs to the group of percussion
instruments, which is the main distinguishing
feature of the Buki. According to our
research, the drum is a cultural concept
used in translation, since it performed the
same function for the Turkic people as Buki.
At first, it was an important fighting musical
instrument. According to sources, during
the fight, the drum was used as a means of
communication. Through the drum, the ruler
determined the beginning of the battle,
the retreat, the end of the battle, and the
relationship of combat units. The drum
was not only a combat instrument but also
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a frequent tool for hunting, celebrations,
and funeral ceremonies (Vural, 2013:4).
Historically, the drums were not only a
musical instrument or an important military
weapon musical instrument for the Turks, but
also had a symbolic meaning, and personified
the existence, integrity, independence, and
strength of the state (Pirgon, 2021:125).
Although the Drum is completely different
from the Buki, they are not even a common
group of instruments and differ in sound, but
their purpose is the same in both cases, so
the translator’s decision to use the Buki by
the Drum is quite legitimate.

The next example is “Cenk Aletleri”, which
is translated as fighting instruments, the
original verse mentions two instruments
Tablaka and Buki, and the translator has
a common word that combines the above
musical instruments. The translator does not
specify the two instruments presented in the
original text, but the common name “Cenk
Aletleri” - is used to express fighting musical
instruments.

Percussion Instrument
Tsintsila

According to Sulkhan-Saba Tsintsila is a
sweet musical instrument (Sulkhan-Saba,
1949:871). This musical instrument is often
mentioned in the Bible. According to I.
Javakhishvili, it was a metal plate, which was
often played by playing on a second similar
plate (Javakhishvili, 1938:207). According to
N. Natadze, Tsintsila is a musical instrument
similar to metal plates (Natadze, 2007:27).
V. Nozadze in his work “The Knight in the
Panther’s Skin Society” formed the views
of various Georgian scientists, for example:
according to D. Chubinashvili, Tsintsila is a
combination of metal plates. According to I.
Abuladze, this is a musical instrument with
metal plates. According to S. Kakabadze,
the Tsintsila is the name of a metal plate
transported from Syria to Armenia (Nozadze,
1961:512). In “Issues of the History of
Georgian Folk Music” by I. Javakhishvili we
read: The name of this instrument is also
found in original Georgian monuments. For

example, |. Shavteli says: In the palace of
the king of Georgia, “the voice of the poets
is heard, like the voice of the Ebans and
Tsintsila.” Therefore, the Tsinstsila could be
seen and heard in the palace of the king in
Georgia in the 12th century (Javakhishvili,
1938: 208). In “The Knight in the Panther’s
Skin”, the Tsintsila occurs for the first time
during the reign of Tinatin:

46: They started playing Buki and

Tsintsilani accompanied their voice.

Dindar & Makas (1991)’ translation:
Gecit resminde caldikca kontrbas ile zil

Photo 11. A musical instrument in “The Knight in the
Panther’s Skin”: Tsintsila Web 13

It seems that Sulkhan-Saba’s explanation
of the correctness of the Tsintsila as a
sweet instrument is visible in this verse.
In the Turkish translation, the Tsintsila is
translated by the word - Zil, which means -
to make a sound by hitting each other, after
putting themon the fingers (Akyay, 2014:
66). It should be noted that the translator’s
strategy used to translate the same word,
concept, Tsintsila found in other verses is
often incomprehensible, and in one of the
verses, it is no longer translated, moreover,
it is transmitted without

1122: The sound of Tsintsila is heard
everywhere for about ten days.

Dindar & Makas (1991)’ translation: Tam
on glin her taraftan saz ve davul sesleri
gelir

In this case, we are not talking about
Percussion instruments, but about stringed
instruments.
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Percussion Musical Instruments
Noba and Nobati

There are differences among Georgian
researchers regarding Noba. Sulkhan-Saba
names it as a pipe drum (Sulkhan-Saba,
1949:489). I. Abuladze names it a military
trumpet. According to S. Kakabadze, a Noba
is a large timpani, a kettledrum that is
played at certain hours (Nozadze, 1961:515).
N. Natadze’s Noba is a wind instrument used
to give signals in military affairs (Natadze,
2007:132). According to 1. Javakhishvili,
the beating of Nobi was Tablaka a sign of
the holiday and joy. During the feast of the
king of Georgia, the Nobatists were leaders
of the event playing Nobati (Javakhishvili,
1938:212). The instrument Nevbet in the
Turkic language was widespread even in the
period when the Turks worshiped the sky
god. Nevbet is a piece of music played on
a drum performed by a military band in a
palace or lord’s mansion (Sahin, 2020:110).
There are exaggerated references to the
voice of Nevbet: during the play on Nevbet,
mountains, plains, earth,sky, the sun and
moon shook (Hacib, 1959:18). According to
sources, Nevbet’s voice was so loud that
it could be heard even in remote places.
Nevbet was a symbol of state power and
stood in front of the palace. Nevbet was
played three to five times a day during the
ascension of the Sultan to the throne, at the
time of death, at a wedding, when receiving
an important guest, and during Muslim
prayers.

According to the above information, Nevbet
should have had a strong voice, but there
is also evidence that the notes of this
instrument and the sweet voice on the
battlefield made the army rejoice (Sahin,
2020:125).

According to V. Nozadze, Nobati comes from
the Indian word Naubat and is a Daf that
was hung at the entrance to the palace and
beaten over time. It makes a lot of noise and
is today’s gong (Nozadze, 1961:515).

Although Nobat has a Turkish equivalent, it
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is by no means translated as an instrument.

420: In the morning | sat on the horse and
made an order to start playing Buki and
Nobat

Dindar & Makas (1991)’ translation:
Sabah olunca ata binip, savas davulu
calinsin dedim

It is noteworthy that in some verses of
the original text, Nobati is presented as a
watchman, which is adequately translated
into Turkish. Nobet The Arabic word o<
comes from Navbat and means in turn, turn,
guard (Nisanyan, 2021:1).

1300: Nobatiplaying is not stopped all
day and night.

Dindar & Makas (1991)’ translation:
Gece-glindiiz pehlivanlar nébet tutar
deste deste

In the second case, the synonym Muhafiz is
used to correspond to nobet, which means
protector, guardian, watchman, watchman
(Gurgenidze, Chlaidze, 2001:1002).

1418: ten thousand unplayed Nobati like
dust.

Dindar & Makas (1991)’
On bin kale muhafizi
yatmaktadir

translation:
yerde cansiz

Kosi

According to Sulkhan-Saba, Kosi is a foreign
word and is copper-covered in Georgian
(Sulkhan-Saba, 1949:718). According to
Nozadze, this is a large copper cauldron
covered with leather, which was played
during a war or a meeting (Nozadze,
1961:516). Kos is a Persian word derived
from kus and established in Turkish as Kos.
Its meaning is a blow, a collision. According
to M. Ozergin, K6s means skin and it is a
word of Sumerian origin (Ozergin, 1983: 6).
In pre-Islamic times, this instrument was
called a korug, and since the 9th century, it
has been a military instrument in the Turkic
and Islamic states. During the battle, he led
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the actions of the army (Sanal, 2002: 270).
Kosi - during the battle was transported on
a camel or chariot (Yegin, 1999:530). This
instrument was also used for signaling and
was shaped like a large drum. It was made
of camel skin on copper. Half had an ovoid
shape, the upper part was wide. They used a
pair of drums to play. The smallest Kos was
carried on a horse or mule. Larger ones with
a camel, the largest ones with an elephant
(Sanal, 1964: 74). Although this instrument
is widely used in the East, it has never been
translated into the Turkish translation of
“The Knight in the Panther’s Skin”.

Photo 12. A musical instrument in “The Knight in the
Panther’s Skin”: Kosi Web 14

1460: Both Dabdabi and Kosi are well-
sounded

Dindar & Makas (1991)’ translation: It is
not translated.

Tablaka

This musical instrument was mentioned six
times in “The Knight in the Panther’s Skin”.

450: The sound of Tablaki is played and
heard, Buki makes the sound louder.

Dindar & Makas (1991)’ translation: Onlar
ciktr bir taraftan, cenk aletleri cala cala

1508: The crowd of people started
laughing after hearing the sound of
Tablaki

Dindar & Makas (1991)’ translation:
Senlik ¢igliklar1, davul sesi, yayildi her
tarafa

Photo 13. A musical instrument in “The Knight in the
Panther’s Skin”: Tablaki Web 15

In the Turkish translation, one case of the
tablak is not translated, at another time it
is referred to as a drum or a martial musical
instrument. According to Sulkhan-Saba,
Tablak is a small Nagara (Sulkhan-Saba, 1949:
635), and Nagara is explained as follows
- this is a foreign word, in Georgian it is
called Sambiks and Dumbuli (Sulkhan-Saba,
1949: 477), and the last one is not defined.
According to V. Nozadze, the Georgian Tablak
originated from the Persian word Tabl,
which is smaller than the drum (Nozadze,
1961:517). According to our research,
Georgian Tablaki must have originated from
the Arabic word Tabl (table) or Tabla 4l Its
meaning is “flat and round sine”. In Arabic
itself, Aramaic/Sumerian tabla x720 borrows
the word which refers to “tablet, writing
paper or calculator” (Justrow, 1903: 518).

Conclusion

As we have already mentioned, the Georgian
text “The Knight in the Panther’s Skin”
is distinguished by a variety of musical
instruments. We have discussed ten different
instruments, most of which have not been
translated into the Turkish translation of
“The Knight in the Panther’s Skin”. Some
of the instruments are not Georgian but are
widely used musical instruments in Central
Asia and the East in general. Although
these musical instruments are often found
in Turkish literature and history which is
ignored by the author.

As the study showed, the musical instruments
discussed in the article have a Turkish
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equivalent, a well-known musical instrument
widely used in much of Turkish literature.
The equivalent musical instruments in
the translation are Ebani’-Saz’, Barbiti’-
Barbuid’, Na’-Ney’, Tsintsilani ‘- Zil’, Noba’,
Nobati’-Savas Davulu’, Tablaki’-Davul’, Cenk
Aletleri’. There are cases when the above-
mentioned musical instruments (Ebani,
Barbiti, Na, Tsintsila, Noba and Nobati) are
omitted by the translator due to the need for
rhythm in the Turkish text. Sometimes the
translator uses a non-equivalent lexical unit
(Tsintsila’- Saz and Davul’), sometimes the
translator translates the same instrument
in different ways (Buki‘ - Kontrabas’,
Davul’, Cenk Aletleri’), but there is only
one correspondence. Although the Turkish
equivalents of musical instruments are
Changi - Ceng, Chaghana - Cegane, and Kos
- Kos, the translator does not translate them
into the Turkish translation of “The Knight in
the Panther’s Skin”.

Recommendations

Other language sources for these musical
instruments should be studied. For
researchers who research this field of
musicology can develop studies in organology
(musical instrument research), which is
very important for research an ancient
and modern musicology studies. In terms
of linguistics, the development and change
of the names of these musical instruments
can be studied comparatively by utilizing
different sources.

Limitations of Study

For this study we are mainly limited to the
Georgian scientific sources and pictures of
musical instruments and its players.
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20. yuzyil, miizik anlayisinin degistigi, gelistigi ayn1 zamanda da farkli arayislara gidildigi bir donemdir.
Klasik miizik, caz ve blues gibi bircok miizik tiriinde, enstriimanlar tzerinde farkli teknik denemeler ve
calismalar yapilmaya baslanmistir. Kiiresellesme ve teknolojinin de gelisimi ile birlikte degisen ve gelisen
mizik anlayisi ile birlikte bircok yeni calisma ortaya cikmis, besteciler eserlerinde fark yaratmak icin
popiiler tekniklerin yani sira farkli ve sira dis1 yontemler gelistirmis, bunlari deneme amacli eserlerinde
kullanmislardir. Mizik tarihinde klasik enstriimanlarin birgcogu icin repertuvar yiizyillara yayilarak, hemen
her miizik doneminde yazilmis eserlere rastlanabilmektedir. Bununla birlikte, trombonun orkestraya diger
enstrimanlardan sonra eklenmis olmasi ve yakin zamana kadar solo enstriiman olarak goriilmemis olmasi
20. yuizy1l oncesindeki miizik donemlerinde kisitl bir trombon repertuvar olusmasina neden olmustur. 20.
yiizyila kadar trombon repertuvari az sayida solo esere sahipken, 20. yiizyildan itibaren solo enstriiman
olarak kullamiminin artmasiyla birlikte besteciler tarafindan bu enstriimana cok sayida eser yazilmistir.
20. yiizyiin ikinci yarisinda ise, trombon repertuvarinda ve trombon tekniginde asagidaki boliimlerde
aciklanacag lzere bir yon degisikligi yasanmistir. Teknolojinin gelisimi ile birlikte trombonun calis
limitlerini zorlayan besteciler artmis ve bu nedenle trombon Uzerinde uygulanabilecek yeni teknikler
ortaya cikmistir. Makalede 20. yiizyilin ikinci yarisinda yazilmis eserler tzerinden “trombon ve ses”,
“multifonik ve mikroton”, “trombon ve elektronik” basliklar1 altinda bir inceleme sunulacaktir. Ayrica
trombon sanat dalinda kariyer arayan icraci ve egitimcilerin modern solo trombon calismalari hakkinda
derinlemesine bilgi sahibi olmalarinin avantajlar degerlendirilerek yenilik¢i eserlerin literatiire, egitime
ve miizikal kiltire olan katkilar incelenecektir.

Anahtar Kelimeler
cagdas miizik, mikroton, multifonik, miizik tarihi, trombon

Giris Solo enstriman olarak kullammi ve

Miizik tarihi ve literatiirii incelendiginde tanmmnmast 20. ylizyil baslan olarak
goriilmektedir ki trombon iiflemeli bir bilinmektedir. Bu gelismenin temelinde
enstriman olarak kimi zaman dénemin Yatan unsur, enstriman lzerinde denenen
popiiler enstrimanlan  arasinda yer V€ gelistirilmeye calisilan yenilikci calma
alirken, kimi zaman da kullamim alanlarimin ~ teknikleri — ve ~ trombon literatirine
daralmast  sebebiyle unutulmaya yiiz kazandinlan yeni besteler ve besteciler
tutacak evrelerden gecmistir. Mizik Olmustur (Kimbell, 2022). Enstrimanin
tarihinin ilk zamanlarindan itibaren solo S'nirlarini zorlayan yeni teknikler sadece
enstriman olarak kullamimi  simirlidir.  icracimin ve dinleyicinin ilgisini ¢cekmekle
Kilise miziginde koroya destek amaciyla Kalmamsti.  Aym  zamanda, trombon
trombona yer verilmisti. Zaman icinde kullaniminin yalnizca orkestra veya cesitli
orkestralarda kullamimi artmys, ses renginin  0da mizigi topluluklan ile simrli kalmayip
zenginligi ve enstriiman iizerinde yapilan S0l0 enstriman olarak kullamlmasi ve
teknik gelistirmeler ile birlikte de daha tamnmasimn da temellerini atmistir.

fazla alanda kullanilmaya baslanmistir

(Gunion, 2010). Yeni bir ylizyil basladiginda miizik de yeni

yuzyilina girmis sayilmaktadir. Dinya
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tizerindeki tim gelismeler ve degisimler ile
birlikte sanat alaninda da degisim kacinilmaz
olmustur.

20. vyuzyiin ilk gunleri, savaslarn,
karabasanlarin habercisi oldugu gibi,
ayni zamanda da teknoloji harikalarinin,
medya gucunin, insanlar arasit yakin
iliskilerin, uzaya atilacak adimlarin ve
sinerji dedigimiz, iki gliciin daha Ustin
bir guc icin birlesmesinin tohumlarim
filizlendirir. Caglar boyu gelismis ve
artik evrimini  tamamlamis  miizigin
yerine yeni cagin dilini konusan, yeni
mizik olusmalidir. Yeni mizik yeni cagi
yansitan, onun degerlerini kendi sanat
dalinda duyuran, yeni caga yakisan miizik
olmalidir (ilyasoglu, 1994, 197).

20. yuzyil ile birlikte icracilar icin
yenilikci mizik anlayisinda bildigimiz ve
tanmidigimiz  calma teknikleri yerine fark
yaratan denenmemis ve sonucun sasirtici
oldugu teknikler denenmeye baslanmistir
(Herbert, 2006). Besteciler farkli tin1 ve ses
arayislarini, yeni teknikler, ilave ekipmanlar
ve teknolojiden vyararlanarak bestelerine
yansitmislardir. icracilar ise miizik iizerinde
yasanan bu gelismeler ile birlikte yeni bakis
acilarnt gelistirerek dinleyiciye ilgi cekici ve
farkli tirde muzikler sunmaya baslamislardir.
Trombon, tum bu gelismeler ile birlikte daha
fazlailgi goren, daha cok merak edilen ve solo
repertuvan zenginlesen bir enstriman haline
gelmistir. Klasik, jazz, blues gibi tirlerin
teknik ve miizikal olarak harmanlandigi yeni
bestelerle, trombonunun kullanim alanlan
zenginlesmis, muzik tarihindeki yeri olumlu
anlamda gelisim gostermistir.

Arastirma Problemi

Bu arastirma, 20. yizyilda belirli olcutler
cercevesinde trombonda farkli tekniklerin
gelisiminin sistematik olarak incelenmesi

sonucunda nasil  bir trendin olustugu
problemine  odaklanmistir.  “Tekniklerin
gelismesi, trombonun miuzik tarihinde

degisen roliiniin yam sira ozellikle en onde
gelen icraci ve bestecilerin de trombona
yaklasimlarinda degisiklik yaratmis midir?”

Ayrica “trombonun performans ve gelecekteki
kullanimindaki  rolu Uzerinde yenilikci
tarzda yazilmis eserlerin ve kullanilan farkli
tekniklerin etkileri nelerdir?” sorularina
yanit aranmaktadir.

Yontem

Bu arastirma, 20. yiizyil ve sonrasi trombon
tarihi ve bu donemde yazilmis yenilikci
tarzdaki eserler tizerinden farkli ve alisiltmisin
disindaki trombon teknikleri hakkinda
dokuman incelemesi yapilan ve verilerin bu
yontemle toplandigi nitel bir arastirmadir
(Buyukozturk, vd., 2008). Trombon
tarihi, cagdas donem trombon eserleri ve
avangart trombon tekniklerinin incelendigi
alanyazin  taramas1 yapilarak  benzer
arastirmalara ve kaynaklara ulasilmistir.
Dokiimanlarn giivenilirligi kontrol edilmis
ve sinmflandinlmistir. Arastirmanin islevsel
amaclarina uygun olan belgelere vyer
verilmistir. 20. ylzyilin ikinci yarisindan
itibaren kullanmlan vyenilik¢i tekniklerin
arastirnlmasi dokiiman, nota ve gorseller ile
elde edilmistir. Bu belgeler karsilastirilarak
yorumlanmistir.

Bulgular

Trombonda 20. yuzyil ile birlikte gelisen
avangart muzik yazimi ve tekniklerinin
incelenmesi sonucunda, konu ile baglantili
cesitli kaynaklar bulunmustur. Bu kaynaklarin
karsilastinlmasi sirasinda makaleye konu
olan trombonun gecmis donem muzik
tarihine gore giunumuzde popularitesinin
arttignt  yoniinde bulgulara  ulagilmistir.
Bu bulgular cercevesinde cagdas donem
trombon eserleri arasinda belirlenen 6nemli
besteler Uzerinden yeni teknikler ve bu
tekniklerin katkilar tartisilmistir. Elde edilen
tum bu bulgular sonucunda, gelismelerin
hem icracilar hem de besteciler acisindan
olumlu bir degisim ve gelisime sebep oldugu
gozlemlenmistir.

Yenilik¢i Trombon Tarihi

Trombon icin yenilikci solo edebiyat tarihinin
izini surmek icin oncelikle Bati sanat
miizigindeki avangart hareketi bir bitiin
olarakincelememizgerekmektedir. “Avangart
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(avant-garde), dogrudan Fransizca’dan
cevrilmistir, “ileri diizey koruma” anlamina
gelir; yenilikci ve deneysel olan insan ve
eserlerin hareketidir (Cottington, 2013, 24)”.
Yenilikci sanat hareketleri, sanat araciligiyla
toplumun alistigi diizene kars1t olarak,
limitleri ve beklentileri zorlar. Trombon icin
bu yenilik¢ci anlayis bugiin hala gelismekte
olsa da ilk adimlar 20. yuzyil baslarina kadar
dayanmaktadir.

1940’lardan baslayip 1950’ lere dogru gelisen
trombon literaturinde, bestelerde buyuk
bir artis gorulmeye baslanmistir. Hindemith,
McKay, Creston ve diger pek cok bestecinin
yapitlari ana akim klasik muzik diinyasina
girmeyi basarmistir (Kimbell, 2022). 20.
ylizyilmodern miiziginin sekillenmesindeki en
onemli bestecilerden biri olan Shostakovich,
bestelerinde giderek daha fazla trombon
kullanmaya baslamistir. Alto trombonun da
klasik orkestra ve solo eserlerde yeniden
kullanmlmaya basladigi gorulmektedir
(Dempster, 1994, 68). Bu eserlerin tumdu,
trombon literaturinun gelismesinde son
derece onemli katki saglamakla birlikte,
neo-klasik veya neo-romantik cevrelerde

enstrimanin  dogasinin  6ne  cikmasini
saglamistir.
1950’den  baslayarak, beklenen klise

eserlerden farkli olarak, sinirlar1 zorlayan
bir trombon calismasinin bir 6rnegi Leonard
Bernstein’in “Elegy for Mippy” adli eseridir.
Trombon calmadan ayri ozel teatral talimatlar
iceren ilk trombon bestesidir. Bernstein,
icracinin bir ayagim doértlik vuruslarla yere
vurarak kendisine eslik etmesini ister. Bu
esliksiz eser, klasik vurgulan geleneksel caz
miizigi ile harmanlarken ayn1 zamanda klasik
trombon solosunun nasil olmas1 gerektigi ile
ilgili fikirlerin de degismesini saglamaktadir.
Bu eserin yazilmasindan bu yana, trombon
icin teatral unsurlar iceren 200’den fazla
eser yazilmistir (Duke, 2001, 42).

1957’ye dogru ilerlerken, Amerikan yenilikci
hareketinin onde gelen isimlerinden biri olan
John Cage’den gercek bir yenilik¢i trombon
eserinin nasil goriinebilecegine dair bir
ornek gelmistir. “Solo for Sliding Trombone
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from the Concert for Piano and Orchestra’
adli calismasi, standart notasyon kavramina
ve miizigi neyin olusturduguna dair algilara
tam bir meydan okuma seklindedir (Cage,
2022). John Cage Solo for Sliding Trombon
eseri deneysel ve yenilik¢i bestecilerin
trombon icin ciddi repertuvar calismalan
yapmalarinin ve yeni eserler yazmalarinin
kapilanim  acmistir.  1957’den itibaren,
giderek daha fazla yenilikci ve post-modern
besteci trombon icin solo eserler yazmaya
devam etmislerdir. Bu donemde yazilan
bir sonraki buylk eser Luciano Berio’ya
Stuart Dempster tarafindan siparis edilen
“Sequenza V” adli eserdir. Bu eser yalnizca
avangart trombon literatiiriiniin degil, tim
trombon literatirtiniin bas taci olacak tirde
bir eser olarak kabul edilmistir (Guion,
2010, 57). Bu calismanin basarisi, yenilikci
hareketin sinirlann  zorlayan daha fazla
eser yazilmasin1 ve enstrimanin teknik ve
kavramsal sinirlarinin zorlayarak literatirin
biiylimesini saglamistir. Trombon icin mevcut
olan bircok vyeni teknigin kullanilmasi,
avangart literatirdeki bu blylumenin
gerceklesmesindeki en onemli nedeninden
biri olarak gorilmektedir. Bu teknikler su
sekilde siralanabilir ancak bunlarla sinirh
degildir: ses hareketleri ve multifonikler,
calarken sesli harflerin ve unsiizlerin
kullanimi, genisletilmis glissandolar,
mikrotonlar, genisletilmis vibrato ve tril
stilleri, kulis ve kalak demontaji, vurmali
efektler, sessiz kullanim, elektronik ve
teatral yonler (Dempster, 1994, 86).

1970’ler ve 1980’ler boyunca, yenilikci
trombon literaturi  buyumeye devam
etmistir (Kimbell, 2022). Ayrica solo klasik
repertuarda uzmanlasmis, dunyanin ilk
virtuoz tromboncusu Christian Lindberg
1980’li wyillarda tamnmaya baslammistir.
Lindberg, lannis Xenakis, Jan Sandstrém gibi
besteciler ile birlikte calisarak repertuvara
bircok eser kazandirmistir (Cottington, 2013,
46). Bu eserler, trombon icracilarinin artan
teknik yeteneklerinin yam sira 20. yuzyil
bestecilerinin elindeki yeni teknolojileri
kullanmalarina da olanak saglamistir.
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2000’lere  gelindiginde ise teknoloji,
elektronik gibi kavramlar yeni bestelerde
denenmeye baslamistir. Bu eserler arasindaki
en onemli orneklerden birisi; 2015 yilinda,
ilk seslendirilisi Hollanda’li tromboncu
Jorgen van Rijen tarafindan yapilan ve yine
ayni trombon sanatcisi icin besteci Florian
Magnus Maier tarafindan yazilan “Slipstream
for trombone solo and loop station” adl
eserdir. Eser solo trombon ve Tiirkce karsiligi
dongu istasyonu olarak adlandinlabilecek
bir cesit cok sesli kayit cihazi ile birlikte
seslendirilmektedir. Bu eser, cok seslilik,
calma swrasinda sesli harf kullanim,
agiziigin  cikariip  enstriimana  vurarak
agizlik lzerinde metalik bir ses cikarma,
ayn1 zamanda populer miuzik armonilerini
ve caz ritmik figurlerini birlestirme gibi
bircok teknik beceri icermektedir. Dongl
istasyonu teknolojisi, trombonun yenilikci
repertuarinin gelistirilmesinde rol oynamaya
devam edecek olan ilerlemelerden sadece
bir tanesidir.

Trombon Tekniginin Gelisimi

Trombonun kendi basina bir solo enstriiman
olarak taninmaya, orkestra ve oda miizigi
eserlerinde yer almaya baslamast 20.
yiizyilda gerceklesmistir. Onceki yillarda
yazilmis eserler olsa da solo enstriiman
olarak kullaniminin artmasi ve daha popiiler
hale gelmesi 20. yuzyili bulmustur. 17. 18. ve
19. yuzyillarda trombona daha cok orkestra
eserlerinde rol verilmis, izole ornekleri
disinda 20. ylizyila kiyasla az sayida solo eser
uretilen bir enstriman olarak yer almistir.
19. yuzyiin  baslaninda  konservatuvar
egitim sisteminin yiikselisi miizisyenlerin
egitimlerinde daha iyi yerlere gelmelerini
saglamistir. Mezunlar icin mevcut solo solist
pozisyonlari olmamasina ve bu kariyerde ¢ok
az sayida basarili calici olmasina ragmen,
bakir enstriiman calan 6grenciler potansiyel
birer solist olarak egitilmistir (Webb,
2007, 152). O donemlerde o6grencilerin en
biyiik tutkusu, cok prestijli bir rol olarak
gorilen askeri bandoda kariyer yapmaktir.
Orkestra kariyeri ise ikincil bir hedef olarak
goriilmektedir. Egitim anlaminda ilk adim
1795’ te Paris Konservatuvarinin kurulmasi
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ile gerceklesmistir ancak trombon derslerinin
baslamast 1840’lar1  bulmustur. Trombon
calismalarin  baslamasindan kisa bir sire
sonra diger iilkeler de Paris Konservatuvarinin
ayak izlerini takip etmislerdir.

Trombon teknigindeki ilerlemelerin  bir
diger onemli sebebi de enstrimantal
metot kitaplarinin tamtilmasi ve siklikla
kullanilmaya baslanmasidir. O donemde en
iyi bilinen metot Jean-Baptiste Arban’in
Kornet Metodu idi. Valfli bir enstriman
icin tasarlanmis olmasina ragmen, teknik
ustaliklarim  gelistirme arayisinda olan
tromboncular arasinda oldukca populer
olmustur (Herbert, 2006, 140). Bugun hala
kullanilmaya devam etmekte ve popiilerligini
korumaktadir. Arban’in 1889’daki 6lumunden
sonra kornet metodunun transpoze edilmis ve
duzenlenmis bir versiyonu “Arban Trombon
Metodu” olarak yayinlanmistir.

Metot kitaplarinda yerini alan trill, nians
ve susleme teknikleri daha sonra caz gibi
diger tiirlere de dahil edilmistir. Yirminci
yuzyiin ~ baslarinda caz tromboncular
resmi konservatuvar stilini benimsemeye
baslamislardir. Miff Mole, Lou McGarrity, Jack
Teagarden ve Tommy Dorsey gibi donemin
taninmis caz trombonculari, enstrimantal
gelisim sonrasi pistonlu trombon yerine kulis
sistemli trombon kullanmaya baslamislardir.
Bu tip yeni gelismeler trombonda farkl
tekniklerin gelistirilmesine ve denenmesine
katki saglamistir.

20.yy’in baslarindaki en onemli virtuoz
tromboncu olan Arthur Pryor (1870-1942)
yukarida bahsedilen diger tromboncular gibi
bir caz mizisyeni degil yar askeri gruplarda
solist olarak gorev yapan bir muzisyendir
(Herbert 2006, 223). Pryor trombonda
daha once denenmemis yenilikci teknikleri
yapabilmesi ile taninmaya baslamistir. Bu
teknikleri denerken kendi ustaligindan
Ote, diger trombonculara da ornek olmasi
acisindan da onemlidir. Pryor’un besteleri,
ozellikle kendi virtiioz teknigini gostermek
icin yazilmistir ve o sirada mevcut olan diger
sololardan farkli ve yenilikci teknik beceriler
icermektedir (Wolfinbarger 1983, 27). Solo
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bestelerinde yer alan 6zel trombon teknikleri
arasinda pedal notalarin kullanimi, hizli ve
bagli oktav gecisleri, cift dil kullanimi gibi o
donemlerde cok populer olmayan teknikler
yer almakta ve tum besteleri, solistin
yeteneklerini dinleyicilere sergilemesi icin
firsat verecek bir kadans icermektedir.
Pryor’un besteleri ve trombon calma
teknigine getirdigi yeni boyut sayesinde
yepyeni bir anlayis gelismeye baslamistir.

20. yuzywin baslarinda muzik turleri
arasinda cazin on plana ¢ikmasinda bakir
enstrimanlarin, ozellikle de trombonun
onemli bir rolu olmustur. Gelisen tekniklerde
caz tromboncularinin  onemli  katkilan
oldugu belirtilmektedir (Gregory, 1973, 12).
Trombon calma stili daha fazla ozgurlesmeye
baslarken, sarki soyleme stili legato calma,
cevik kulis teknigi, genis ses araliklar,
surdin kullanimi, ifade, ton ve dinamikler
gibi caz teknikleri, yenilikci ve buyuyen
trombon teknikler arasinda yerini almistir.
Caz tekniklerinin bu onemli etkisiyle
birlikte, kendilerini caz muzisyeni olarak
gormeyen trombon sanatcilan, flutter dil,
dudak ve kulis glissandosu ve kulis vibratosu
gibi bir zamanlar cazda kullanilan yenilikci
teknikleri  benimsemeye  baslamislardir.
Boylece bu teknikler klasik bati miizigine
de dahil edilmistir. Yuzyiin basinda caz
tekniklerinin  klasik eserlerde kullanim
goriilmesine ragmen, ozellikle ikinci Diinya
Savasi sonrasi yenilikci donemde daha da
populer olmustur. Caz ve popller muzikte
kullanmlan teknikler sayesinde trombonun
poplilerligi artarak devam etmis, daha fazla
kullanilmaya ve talep gormeye baslamistir.
Ornegin legato calma tarz1 20. yiizyildan énce
duyulmamis ve surgulu trombonun icadindan
once kullanilmamistir. Ancak trombonun
caz miuzikte kullanilmasi ile birlikte, bir
tromboncu iyi bir teknikle legato caldiginda,
sesin karakteristik olarak sarki soyleyen insan
sesine yakin oldugu soylenilebilmektedir.

20. yuzyiin ikinci yarisinda, trombon
repertuvarinda ve icra pratiklerinde yon
degisikligi yasanmistir. Teknolojinin gelisimi
ile birlikte trombonun sinirlarin1 zorlayan
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besteciler ve yeni tinilar elde etmeye calisan
icracilar ortaya cikmistir. Serbest caz ve
dogaclamaya ilgi duyan Paul Rutherford,
Vinko Globokar ve Stuart Dempster gibi
tromboncular farkli sesler tiretmek icin yeni
teknikler gelistirmekle ilgilenmislerdir.

20. yuzywin ikinci yarisindan itibaren
genel muzik sunumuna ek olarak teatral
tekniklerde gelisme gorilmeye baslamistir.
Onceki yiizyillarda biiyiik bir kismin miizigin
olusturdugu operada oldugu gibi tiyatroda
da miizigin kullanimi gorilmektedir. Ancak
tiyatro alanmindaki  degisimler  yirminci
ylizy1l boyunca yon degistirmistir. Yiizyilin
baslarindan itibaren teatrallik populerdi,
ancak tipik olarak besteci tarafindan degil
icrac1 tarafindan kullanilmaktaydi. Yuzyilin
ikinci yarisindan itibaren ise besteciler
de teatral oOgelerin yer aldig1 besteler
yapmaya baslamislardir. Trombon miiziginde
tiyatronun kullanimi, sahne yonergelerinin
dahil edilmesi ve gorsel bir ogeye sahip
miizigin tanitilmas1 ile birlikte yeni bir
doneme girmeye baslamistir (Cage, 1960, 1).

Gelisen trombon tekniginde vyenilik¢ci bir
teknik de sesin kullanilmasidir. Bu kullanim
trombon eserinin bir parcas1 olarak tek
basina ses veya multifonik olarak bilinen
ses ve enstrimanin ayni anda kullanim
olarak tammlanabilir. Bir diger vyenilikci
teknik mikroton olarak adlandirilan yarim
tondan daha kucuk araliklarin muzikte
kullanilmasidir. Mikroton, trombonun kulisli
bir enstriman olmasi1 sayesinde kolaylikla
uygulanabilmektedir. Mizikte elektronigin
kullanim1 da onemli gelismelerdendir. Yeni
bir alan olarak miizikte elektronigi kullanmak
ve orkestra enstrimanlarnyla farkli sekillerde
birlestirmek, 1950’lerden itibaren giderek
daha popiler hale gelmistir. Gelisme ve
yenilikler yeni eserlerin ortaya cikmasini
saglarken aym1 zamanda da trombona olan
ilgiyi artirmistir.

Trombon ve Ses Kullanim
20. yuzyil ile birlikte gelisen miuzikal

anlayis icerisinde trombon ve ses kullanim
onemli bir yere sahiptir. Trombon icracilan
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icin trombon ile birlikte ses kullanimin
ogrenirken ustalasmak zaman ve azim
gerektirebilir. Etkili bir teknik icin, once
calinan notay1 Uretmek, ardindan soylenen
nota ile calinani birlestirmek ve son olarak da
tam tersi seklinde kullanmak gerekmektedir.
“icrac1 bir kez buna alistiginda her iki
notay1 ayn1 anda uretmeye yonelik gelismis
teknikte ustalasabilecektir” (Herbert, 2005,
97). Bazi eserlerdeki perdeler kadin sesinin
araligina pek uygun degildir. Bu nedenle
kadin icracilar bazen notasyonda yazili olan
oktavdan bir oktav daha yiiksege cikarmak
gibi alternatif coziimler bulmak zorunda
kalabilmektedir. Bu durumda akor yazildigi
gibi kali, ancak tim farkli gelebilir. Bu

nedenle vokal bolumleri yazmak icin ideal
aralik, cogu vokal icin ulasilabilir olmasi ve
kolay seslendirilebilmesi acisindan tenor ses
araliginda yazilir (Dempster, 1994, 68).

Trombon repertuvarinda ses ve multifonik
kullanimini iceren bircok eser yer almaktadir.
Bunlar arasinda John Cage’in “Solo for
Sliding Trombone” (1958), Luciano Berio’nun
“Sequenza V” (1966), Folke Rabe’nin “Basta”
(1982), John Kenny’nin “The Secret House”
(2001), Jan Sandstrom’un 1989 tarihli
“No. 1 Trombon Koncertosu / Motosiklet
Koncertosu”, Howard Buss’in “Camel Music”
(1976) sayilabilir.

Cagdas miizik yorumlamalariyla uluslararasi bir tine
sahip, tromboncu ve besteci John Kenny 1957’de
Birmingham’da dogmustur. Sanatci, ayn1 zamanda
caz ve erken donem mizik icra etmektedir. Bir
besteci olarak ozellikle dans ve tiyatro gibi ogeleri
muzik ile birlestirmesi ile taninmaktadir. John Kenny
su anda hem c¢agdas miizigin yorumlanmasinda
uzmanlastigr Londra’daki Guildhall Miizik ve Drama
Okulunda hem de sackbut ve erken donem miizigin
yorumlanmasi Uzerine yogunlastig1 Kraliyet iskoc
Mizik ve Drama Akademisinde profesor olarak
gorevini surdurmektedir (web 1).

Gorsel 1. Trombon sanatcisi ve besteci John Kenny

John Kenny, “The Secret House” adli eserini
kadin tromboncu Emily White’a trombon ve
kadin sesi icin bir parca olarak yazmistir.
Bunun nedeni, ozellikle kadin tromboncu
sayisinin yillar icinde artmasi, polifoniyi
iceren mevcut cagdas trombon repertuvarinin
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cogunun erkek ses araligina yonelik olmasi
ve kadin repertuvarina daha az erisilebilir
hale gelmesidir. Kenny, kadin tromboncular
icin benzersiz bir sekilde mevcut olan vokal
multifonik perdeler ve tinmilar Uretmek
istedigi icin bu eseri yazmistir (Kenny, 2022).
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20. yuzyilin en Unli miuzisyenlerinden ve modern
sanatlara ilham olan eserleriyle taninmis Amerikali
besteci, filozof, muzisyen John Cage 1912 yilinda
New York’ da dogmustur. Yaratici besteleri ve
alisilmisin disinda fikirleri olan Amerikali avangart
besteci 20. yiizyiwin ortalarindaki miizigi derinden
etkilemistir. Cage geleneksel tarzin disina cikmak icin
bestelerinde teyp, plak calar ve radyo ile denemeler
yapmistir. 1943’te New York’taki Museum of Modern
Art’ta perkiisyon toplulugu ile verdigi konser, onun
Amerikan avangart miiziginin lideri olarak ortaya
cikisinin ilk adimi olmustur (web 2).

Tandogdu Kilig

Gorsel 2. Amerikali besteci John Cage

1958’de John Cage, trombonla yapilabilecek
farkli sesleri arastiran bir calisma olan
“Concert for Piano and Orchestra’mn” bir
parcasiolan “Solofor Marquee Trombone” adli
eseri yazmistir. Trombonda uretilebilecek bir
dizi ses cesitliligini kullandigi, enstriimanin
icine bagirmak, konusmak veya havlamak
gibi vokal teknikleri dahil ettigi eserde,
belirli perde araliklarin1 yazmamistir. Eserin

yazildig1 yillarda trombona yazilmis bu
nitelikte ¢ok az eser oldugundan, trombon
icin ilk yenilikci eserlerden biri olarak kabul
edilebilir. Cage bu eseri, genis tekniklere
alistk olmasi ve klasik egitimin yani sira
avangart muzik tarzim Ustlenebilecek ideal
bir icraci oldugunu diistindiigli caz tromboncu
Frank Rehak icin yazmistir (Dempster, 1994,
36).

Avangart mizigin onde gelen temsilcileri arasina yer
alan, lirik ve etkileyici miizikal nitelikleri elektronik
gelismis  tekniklerle  birlestirmesiyle  taninan,
italyan asilli orkestra sefi, besteci, akademisyen
Luciano Berio Milano'daki Conservatorio Giuseppe
Verdi de beste ve seflik egitimi almistir. 1959 yilina
kadar Avrupa'nin onde gelen elektronik miuzik
stiidyolarindan biri haline gelen Studio di Fonologia
Musicale'nin kurucularindandir. Diinyanin onde gelen
okullarinda egitmenlik yapan Berio, oliimiine kadar
diinya capinda bircok odiile de layik gorilmustir
(web 3).

Gorsel 3. italyan besteci ve orkestra sefi Luciano Berio

Trombon ve ses
eserlerden birisi

kullaniminda
Luciano

onemli
Berio’nun

pek cok konuda oncu olmustur. Sequenza

“Sequenza V” adli eseridir. Eser yazildiktan
sonra baska trombon tekniklerinin gelisimini
de hizlandirmis, multifonik kullanimi ve
nefes teknikleriiceren calismalarin artmasin
saglamisti.  Sequenza V’te  kullanlan
yenilikci teknikler, kendi repertuvarlarindaki
kesfedilmemis alanlarnn aydinlatmis ve
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V’te ilk satir disinda vokal ses, cogunlukla
kullanilmistir.  Ayrica sesin  bir parcasi
olarak dahil edilen nefes ve bosluklar da
eserde kullamlmaktadir (Sluchin, 1995, 16).
Sequenza V, unlu palyaco Grock’un hayatini
temsil etmek icin yazilmis, polifoni, ses
ve enstrumanin birlesimiyle, virtuozluk,
teatrallik ve mizah temel alanlarinin ele
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alindig1 yenilikci model baglaminda yazilmis
bir eserdir. Eserin basindan sonuna kadar
“Neden?” sozciigl, kisa kulis hareketlerinde

ve Bolum B’deki cok sesli pasajlarin
bircogunda duyulabilmektedir. Eserin A
kisminda icracidan, palyaco Grock’un
performanslarindan  birini  canlandirmasi

istenmektedir. Performans sirasinda palyaco
Grock’un bir tromboncu olsaydr bunu nasil

=
L

gerceklestirebilecegi canlandiriimalidir.

Berio, parcadaki “WHY” sesini temsil etmek
icin ‘u-a-i’ sesli harflerini kullanmistir (bkz.
Sekil 1). Unli harfler, trombon calarken
dilin konumu ve agiz boslugunun sekli
degistirilerek, notanin polifonik olarak
calinmasi yerine nota sesi degistirilerek

uretilmektedir.

" X r;—'—~3'u——'—1 )
[ Fil : %1_4: monm b 9 0 @
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Sekil 1. Berio, Squenza V vokal seslerin nota lizerinde gosterimi

“WHY” ayrica pistonun sesi kapatilarak
seslendirilir ve yiksek sesle soylenir,
genellikle ‘u-a’ sesleri one cikar (bkz. Sekil
2). Sequenza V’te sadece performans ve
teatrallik degil, aym1 zamanda beden ve
enstriman birlesiminin de 06ne ¢iktigim

elde edilmektedir. Eserde surekli olarak
gelen neden sorusu ile ilgili farkli gorusler
mevcuttur. Baz1 goruslere gore palyaco
Grock’un olumine atif olarak neden
sorusunun soruldugu distiniiliirken, baz
goruslere gore de goriniste tartismali bu

soylenebilir, eserdeki miizikal algi, esasen avangart esere neden bir sanat eseri olarak
ses ve enstriimanin birlesmesi yoluyla saygi duyulsun sorusunu temsil ettigidir.
s g "*—‘»1 T w«

Sekil 2. u,a,i seslerinin nota lizerinde gosterimi
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Eserde yer alan muzisyen ve enstriman
arasindaki bu yakin iliski, Sequenza V’nin
yalnizca bir enstriman olarak trombonun
miuizikal bir portresini sunmakla kalmayip,
ayn1 zamanda bir solist olarak tromboncunun
da miizikal portresini sunmay1 amacladigi
varsayimini desteklemektedir (Hansen, 2010,
4). Eser, cagdas trombon repertuvarinda
trombon ve sesin birlestirilerek kullanildigi
onemli eserlerden biri olarak kabul
edilmektedir.

Multifonik ve Mikroton Kullanimi

Multifonik ve mikroton kullanim  20.
Yiizyiin ikinci yansindan itibaren, trombon
icin yazilan eserlerde siklikla karsilasilan
iki teknik haline gelmistir. Besteciler,
trombonun  teknik beceri  yelpazesini
tamdikca ve kesfettikce miiziklerinde daha
fazla yer vermeye ve yeni miizik anlayisiyla
birlikte gelisen farkli teknikleri de trombon
icin yazdiklan eserlerinde kullanmaya
baslamislardir. Bunlarda ikisi de mikroton ve
multifonik kavramlaridir.

Muzikte yarnm tondan daha  kucuk
araliklar mikro olarak adlandirilmaktadir
(Apel, 1974, 527). Alisilagelmis olan bir
oktav icinde yer alan on iki ses araligi
mikrotonlarin kullanilmasiyla birlikte
genisletilebilmektedir.  1970°li  yillardan
itibaren trombon litaraturinde cok yaygin
olmamakla birlikte mikroton kullanim
baslamistir. Esasinda trombon icin mikroton
kullanimi1, kulisli bir enstriman olmasi ve
ses araliklan ile kulis Uzerinde rahatlikla
oynanabiliyor olmasindan dolay1 sasirtic
degildir. Teknik olarak kulisin varligi mikrofon
dedigimiz alisilagelmis ses araliklarinin
disinda kalan sesleri trombon icin mumkun
kilmaktadir.  Mikrotonal miuzik, batil
besteci, muzisyen ve dinleyiciye mizikal ton
sisteminin olanaklarin1 ve imkansizliklarim
duyma olanag1 vermekte ve on iki tonlu
sisteme bakis1 degistirmektedir.

Yirminci yuzyiin ikinci yarisinda besteciler
muziklerinde mikrotonlara daha fazla
ilgi gosterdiler. Erken kullamma ragmen,
popiilerligini  kamtlamamis  bir  teknik
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olarak bilinmektedir. Trombonda kulis
kullanim1 ile birlikte kromatik dizinin
bir parcasi olarak kullanilan mikrotonlar
enstrimanin  fiziki  ozelligi  sayesinde
rahatlikla kullamlabilmektedir. “Geleneksel
perdedeki varyasyonlar daha once vibrato
ve glissando gibi diger tekniklerin bir parcasi
olarak kullanilmis olsa da kulis kullaniminin
esnekligi sayesinde, sanatciya kulisdeki
pozisyonlarin  geleneksel ~ konumlarinin
arasinda baska konumlarda da kullanma
olanagi vermektedir” (Dempster, 1994, 52).

Robert Erickson, 1969’da mikrotonlarin
kullanimini iceren bir calisma olan General
Speech’i yazmistir. Besteci lannis Xenakis’in
Phlegra (1975) adli calismasinda mikrotonlar
on plandadir. Bunun nedeni, notalar ve
kulis  pozisyonlann arasinda kullanilan
glissandolardir. Topluluk icin yazilmis bu
eser, icracilardan ustalik gerektirecek bir
virtuozluk talep etmektedir. Yine mikroton
kullanilan eserlerden birisi “Peter Eotvos’un
Intervalles Interieurs” (1982) adli eseridir.
Besteci, bilinen yarim perde araliklan
arasinda Uc¢ ses daha kullanmistir (Sluchin,
1995, 13).

John Cage mikrotonal sistemi miiziginde
kullanan bir diger bestecidir. Bestelerinde
ozellikle cok kucuk araliklarla mikrotonal
muzik yazmaktadir. Daha acik anlatmak
gerekirse Cage’ in her bir yarim perdelik ses
araligim1 7 adima boldigini soyleyebiliriz.
Ozellikle trombonun kulis mekanizmasi
sayesinde mikroton kullaniminin net ve
istenilen sekilde yapilabiliyor olmasindan
dolay1 Cage trombon icin yazdig1 bestelerinde
bu teknigi kullanmistir. Sekil 3‘te Cage’in
mikroton yazim ornegi  goriilmektedir.
Bu ornekte goriildiigli gibi nota iizerinde
yukaridan asagi veya asagidan yukar1 oklar
sesin hareketini gostermektedir. Trombon
disindaki diger Uflemeli enstriimanlar icin
yon talimati kullanmayan Cage, trombon
mekanizmasinin ozellikle glissando calmaya
cok uygun olmasindan yararlanarak yukari
tona veya asagi tona hareket kullanmistir.
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Sekil 3. John Cage tarafindan mikroton kavramimin
nota iizerindeki yazim ornegi

Sekil 4’te farkli sekillerde mikroton
kullaniminin nota lzerinde sembolize edilme
sekilleri ile ilgili ornekler gorilmektedir.
Bu orneklerde genel kullanim, bestecilerin
ozel yazimlan ve bazi okullardaki sembolize
edilme sekilleri de gorulmektedir.

¥ Ceyrek ton Genel kullanim
‘f Ceyrek ton kesin bicimde Genel kullanim
ud Dogal hareket Ericson
s coyrel ton ttestirerel. |07
1 Ceyrek ton keskin bicimde Polonya okulu
H Uc ceyrek ton keskin bicimde Polonya okulu
b Ceyrek ton duz Polonya okulu
d Uc ceyrek ton diiz Polonya okulu

Sekil 4. David Cope nota sembolleri (Cope 1976, 25)

Mikroton kullaniminda oldugu gibi multifonik
seslerin kullanim1 da yeni muzik anlayisla
birlikte daha populer bir hale gelmistir.
Muzik tarihinde Weber’in zamanindan beri
bir bakir uflemeli enstrimanin ayni anda
birden fazla nota vermesinin mumkin
oldugu bilinmektedir. Ancak 20. yizyilin
ikinci yansindan itibaren oldukca yaygin
olarak trombon eserlerinde kullanilmaya
baslanmistir. Multifonik olarak adlandirilan
bu teknik calma sirasinda enstrumanin icine
sarki soyleme veya mirildanma seklinde
uygulamir. Trombon bu teknigi uygulamak
icin oldukca uygun bir enstrumandir.
Multifonik kullanimi icracilarin oldugu kadar
dinleyicinin de oldukca ilgisini cekmekte,
uflemeli bir enstrimanin tek ses yerine cok

sesli hale gelmesi miizigi zenginlestirmekte
ve farklilastirmaktadir.

Bu teknigin yaygin olarak kullanilmaya
baslamasinin trombon literatlrdinin
kapsamin1 genisletmeye yardimci oldugu
da soylenebilmektedir. Vinko Globokar,
Stuart Dempster ve Albert Mangelsdorff
gibi muzisyenlerin multifonik kullanimin
iceren yeni eserler besteleyerek teknigi
desteklenmesine katki sagladiklar
disiiniilmektedir. Bu teknigin gelismesinde
bestecilerin oldugu kadar, trombonun solo
bir enstriiman olarak kabul gormesine ve ilgi
cekmesine sebep olan, diinyaca tnlu trombon
icracilarinin da pay1 blyuktur. Chirstian
Lindberg, Joseph Alessi gibi cagimzin
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yetenekli trombonculari, trombonda teknik
sinirlant zorlayan calismalara imza atarak,
bestecilerin trombon icin daha fazla eser
Uretmesini saglamis, trombonun literatiirdeki
popularitesini artirmislardir. 1964 yilindan bu
yana bestecilerin cok seslilige ve trombona
olan ilgisinin de artmas ile birlikte, trombon
icin yazilmis en az 51 eser multifonik teknigin
kullanimini icermektedir.

Trombon icin yazilmis multifonik teknik
iceren eserlerde iki cesit multifonik
gozlemlenmektedir. Bunlardan ilki vokal
ile Uretilen cok sesliliktir ve multifonik
teknigin en yaygin kullamim bicimi olarak
bilinmektedir. Calarken ayn1 anda sarki
sOylemek bu tiir cok sesliligi saglamaktadir.
ikinci  tiirdeki multifonik kullamm ise
trombonun  geleneksel olarak calindig
haliyle, iki yakin ses arasindaki bir frekansta,
dudaklann irettigi titresim ile elde edilen,
iki ayr1 sesin ayn1 anda uretilmesi seklindedir.
Sekil 5’te multifonik kullaniminin notasyon
sembolleri gorulmektedir. Breio, Drukman,
Wilson ve Cope’un yazim sekillerini
birbirinden farklidir.

0]

d

é“"a i Wilson
EJ Cope

Sekil 5. Multifonik ses sembolleri

Berio

Druckman

Multifonik, yenilikci miizikle birlikte degisim
gosteren trombon  teknikleri  arasinda
en onemli gelismelerden birisi olarak
goriiliirken, coksesliligin yarattig1 yeni sesler
ve armonik olanaklar elde edebilmek icin
multifonik kullanimi1 onem teskil etmekte ve
yenilikci miizigin gelisimiyle paralel olarak
kullanim alanm giin gectikce artmaya devam
etmektedir.

Trombon ve Elektronik Kullanimi

21. yiizyil enstriman esliginin sadece bir
piyano ve enstriman toplulugu ile degil,
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kayit cihazlan, bilgisayar, efekt pedali,
dongu istasyonu gibi elektronik aletlerle de
yapilabilmesine olanak taninan bir donem
olmustur. Bu yuzyilda farkli elektronik eslik
tirlerinin oldugu pek cok solo trombon eseri
yazilmistir. Bu eserler arasinda daha yakin
zamanda yazilmis ve on plana ¢ikanlar Brian
Sadler’in “Soundtrack”, Steven Snowden’in
“Ground Round” ve Florian Magnus Maier’in
“Slipstream” adl eserleridir.

20. yuzyilin ortalarindan itibaren gelismeye
baslayan elektronik muzikte kullanilan
ekipmanlar oldukca pahaliydi. 1950’lerden
itibaren elektronigiorkestraenstriimanlariyla
cesitli sekillerde birlestirmek giderek daha
populer olmustur. Elektronik kullaniminin
yayginlasmasi ile birlikte artan talep ve
uretim sonrasinda, 21. vyuzyil itibariyle
teknoloji daha fazla kullanilabilir ve kolay
ulasilabilir bir hale gelmistir. Ekipmanlara

ulasmak kolaylastikca, bestecilerin
eserlerinde elektronige yer verdikleri
gorulmektedir. Dunyanin bircok yerinde

elektronik muzik studyolarn kurulmaya ve
kullanilmaya baslanmistir.

ilk zamanlarda cogunlukla dijital ortamda
hazirlanmis sesler ve baska enstriman veya
enstriuman gruplarimin  birlestirilmesi ile
elektronik miuzik yapilmaktaydi. Trombon
icin yazilmis ilk orneklerden biri olan
Jacob Druckman’in “Animus” adli eserleri
agirlikli olarak trombon ve elektronik sesler
icermektedir (Cox, 2011, 6). ilerleyen
zamanlarda  teknolojinin  gelisimi ile
farkli ve merak uyandinci bircok ekipman
elektronik mizige dahil edilmistir. Trombon
ve elektronigin basit gibi goriinen ancak
oldukca islevsel olan bir baska kullanimi
da icracinin daha onceden kaydedilmis
olan orkestra veya piyano esliginin lizerine
calarak performansin1 gerceklestirmesidir.
Gunumuzde de bu sistem bircok icrac
tarafindan kullanilmaktadir. “Elektroakustik
eslikli miizigin, diger eslik bicimlerine sahip
muzikten daha genis teknikler gerektirmesi
cok daha olasidir” (Cox, 2011, 13). ileri
dizey teknikler icin icracinin deneyimli
olmas1 gerekmektedir. Bu nedenlerden
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egitiminde bu konunun iizerinde durulmasi
gerekmektedir.

dolayl, elektroakustik eslikli ~ mizigin
trombon icracilarinin repertuvarinda yer
almast oldukca onemlidir ve trombon

Eserlerinde giiniimiiz miiziginin ¢ok yonliliigiini
ele alan cagdas Amerikan bestecilerinin en onde
gelen isimlerinden biri aym zamanda orkestra sefi
ve egitimci Jacob Druckman orkestra, oda ve vokal
mizigi kapsayan onemli eserleri olan ve elektronik
muzikle onemli calismalar yapmis bir bestecidir (web
4).

Gorsel 4. Besteci ve egitmen Jacob Druckman

Trombon ve elektroakustik miizik icin yazilmis
besteci Larry Auistin’in “Changes: Open
Style” adli eseri trombon ve ses kaydinin
birlikte kullanilmasiyla icra edilmektedir.
Besteci saniye bazinda hazirladigi talimat
listesinin icract tarafindan uygulanmasin
istemektedir. Ornegin 0°05” de metalik
bir carpma sesi talimati, 0°40” da yavas

bir sekilde bir grup nota calma talimati
gibi saniye bazinda verilmis talimat listesi
eserde sunulmustur. Eserde yer alan bir
diger farklilk da nota yaziminda kullanilan
geleneksel olmayan yazim seklidir. Austin,
bu notasyon sistemini yorumlamak icin de bir
talimat sayfasi hazirlamistir.

Elektronik ve bilgisayar miizigi calismalariyla taninan
Amerikali besteci Larry Don Austin 1990’dan 1994’e
kadar Uluslararasi Bilgisayar Miizigi Birligi’nin (ICMA)
baskani olarak gorev yapmis ve 1984’ten 1988’e ve
1990’dan 1998’e kadar ICMA yonetim kurulunda gorev
almaya devam etmistir. Bircok onemli besteye imza
atmis olan bestecinin orkestra eserlerinin yaninda
ozellikle onemli bilgisayar miizigi/elektro-akustik
miizik yonleri olan oda miizigi ve solo eserleri de

bulunmaktadir (web 5).

Gorsel 5. Amerikali besteci Larry Don Austin

Trombon ve kaydedilmis olan elektronik
sesler birlikte bir melodiden daha cok
efekt olusturmaktadir. Uzay cagi tinilart ve
benzeri rezonansli tinilar eserin cogunluguna
hakimdir. Kimi zaman da kayit sesinin Uzerine
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tromboncunun ses Uretmeden sadece
nefes alma veya nefes verme sesi Uretmesi
istenmektedir. Sekil 6‘da kayit sag ve sol
hoparlorden devam ederken trombonda
nefes alma sesi istenmektedir.
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Sekil 6. Larry Auistin’in “Changes: Open Style” eserinden 6rnek bir kisim

Notada porte aralarinda yer alan cizgilerin
her biri 1 saniyeyi ifade etmektedir. Bu
durumda gorsel 4’te gordiglimiiz kisim
ilk olarak sag hoparlordeki ses ve trombon
icracisinin nefes alma sesi ile baslamaktadir.
0’04” de sol hoparlorden gelen ses dabhil
olmakta ve tromboncunun nefes almasi
0’15” de sona ermektedir.

Bu tiirde yazilmis bir diger ilgi cekici eser
2006 yiinda Jacob Ter Veldhuis tarafindan
bestelenmis olan “I Was Like Wow” adl
eserdir. Jacob Ter Veldhuis kendisini “Avant
pop” bestecisi olarak tanimlamaktadir.
Miizigi, cesitli popiiler stillerden (cogunlukla
funk, hip-hop ve caz gibi ritim odakli stiller)
alinan ritimler ve armoniler olusturmak icin
geleneksel klasik enstrimanlar elektronik
ses kaynaklariyla birlestirmektedir (Jacob,
2022). Bu eserde de “boombox” adi ile
bilinen tasinabilir kaset calar ve trombonu
birlestirmistir. Eser Irak savasindan yarali
olarak donmus olan bir askerin orada
yasadiklarim anlatan ses kaydi uzerine
yazilmisti. Trombon performans1 ve ses
kaydi birlikte olusturulan bu etkileyici eser
dinleyiciyi derinden etkileyen bir sunumla
muzikal etkinin yan1 sira sosyolojik anlamda
da buyuk bir etki yaratmistir.

Boombox, agirlikli olarak 1970°li ve 1980°li
yillarda ABD’de Afro-Amerikali ve Latin
kokenli gencler arasinda populerlesmis olan
tasinabilir kasetcalar veya CD calara verilen
isimdir. Hip Hop kilturinin yayginlasmasini

”

saglayan cihaz bu dénemde “getto baster
ismi ile anmlmaya baslamistir. Boombox
sadece yenilikci bir miizik aleti olarak degil
80-90’lardaki protestocu gencligin simgesi
haline gelen, felsefi bir durus anlami iceren
tasinabilir bir elektronik miizik dinleme
cihazi olarak tarihe adim1 yazdirmistir”
(Berger, 2017, 83-84).

Eser, yenilikci anlayis ile yazilmis diger
tum eserler gibi trombon partisyonunda
farkli sitilde yazim sekilleri, efektif sesler,
glisondo ve multifonikler gibi bircok teknigi
icinde barindirmaktadir. Besteci tarafindan
bu eserde duyulan sesler icin kullanilacak
terimler sozliigli hazirlanmistir. Trombonda
oldugu gibi ses kaydinda da farkli tiirde
elektronik teknikler kullanilmistir. Bunlar
arasinda, insan sesinin huzunlu bir ses gibi
gorunen elektronik olarak manipule edilmis
kayitlar, bateri sesini andiran bir dizi
elektronik ses, hecelerin tekrarlanmasi ile
olusturulan elektronik sesler gibi teknikler
bulunmaktadir. Bu teknik gecisler trombon
ve ses kaydi arasinda uyumlandinlmistir.
Ornegin ses kaydinda yer alan hece tekrarlar
sirasinda trombon da da ritmik ve tekrar
eden partiler yer almakta (bkz. gorsel 5),
insan sesini hiiziinlu hale getirerek elektronik
olarak manipile edilmis kisimlarda ise
trombon da glisandolar yer almaktadir
(bkz. gorsel 6). Eserin kendi icindeki bu
denge metnin etkileyiciligini artirmakta ve
dinleyende daha derin bir duygu durumu
olusturmaktadir.
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Sekil 8. | Was Like Wow adli eserde trombon ve elektronik olarak maniplile edilmis ses kaydi partisyon érnegi

| Was Like Wow adli bu eser, basarili bir
performans sunulabilmesi icin zorlayici
anlamda teknik bir beceri gerekmemektedir.
Eserdeki en onemli nitelik kusursuz
zamanlama ve uygun stile gosterilen ozendir.
Tiim boliimlerde saglam bir zaman duygusu ve
vurusun dogru yerlestirilmesi ritmik biitlinliik
onemli oldugu icin 6zen gosterilmesi gereken
bir husustur. Stil, ozellikle parcanin hip-hop
tarzi nedeniyle bir baska oneme sahiptir.
Yuksek sesli, ritmik ve keskin pasajlar net,
vurucu, kisa ve kendinden ¢cok emin bir calma
stili gerektirmektedir. Tum bu noktalara
dikkat edildigi takdirde oldukca etkileyici
ve farkli bir eserle dinleyiciyi bulusturmak
mumkin olacaktir. Eserin bestecisi Jacob
bu eserle ilgili soyledigi “dinleyicileri
trombonun harika, gizel ve cok yonlu bir
enstriiman olduguna ikna etmek icin miimkiin
olan en genis repertuvar yelpazesini sunmak
istedim” sozleriyle esere olan ilgi ve meraki
arttirmaktadir.

Miizikte yukarida degerlendirilen 6rneklerde
oldugu gibi elektronik miizikte kullanilan
aletlerden vyararlanilarak yazilan eserler,
gelisen teknoloji ve degisen miizikal
anlayis ile birlikte icracilarin teknik ve stil
anlaminda kendilerini gelistirmelerine katki
saglamaktadir. Alisilmamis yazim stilleri,

semboller, farkli ve efektif teknikler,
ogrenilmesi ve calisilmast gereken yeni
beceriler arasinda yerini almaktadir. Bu tur
eserler sayesinde icracilar kendi yetenek
ve becerilerinin farkina varabilmekte ve
eksik olan yonlerini tamamlamak icin arayis
icerisine girmektedir.

Sonuc ve Oneriler

Diger bircok enstriimanin solo repertuvarinin
aksine, trombon solo repertuari Mozart,
Beethoven, Strauss gibi usta bestecilerin
onemli eserlerini icermez. Ancak, 20.
yuzyildan itibaren besteciler, trombonun
teknik kabiliyetlerini daha fazla arastirmaya
baslamislardir.  Bununla birlikte besteci
ve icrac1 arasindaki is birliginin de onem
kazanmaya basladigi gorilmektedir.
icracilarin  performanslarindaki farkli ve
yenilikci yaklasimlarin literatirin artmasini
tesvik ettigi ve solo trombon icin yeni

kompozisyonlar yazan bestecilere ilham
verdigi  gorilmistir.  Cagdas trombon
literaturindeki bu ilgi ve buylumenin

nedenleri bir dizi faktore baglanabilmektedir.
En genel olan, miizikal performansta yeni
denemelere daha elverisli bir atmosfer
saglanmis olmas1 olarak goriilmektedir.
Diger bir neden ise elektronik miizik
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kayit sistemlerinin, sentezleyicilerin ve
kayit ekipmanlarinin artan ulasilabilirlik
ve kullanilabilirliginin  artmas1  olarak
degerlendirilebilir. Bu tirde gelismelerin
literatlrin artmasinm ve kullanimini tesvik
ettigi ayrica yenilikci tekniklerin denenmesini
sagladig1 gozlemlenmistir.

Cagdas mizik literatlirinlin yikselisi ve
genislemesiyle birlikte, sadece icrada degil,
ayn1 zamanda trombon icin yeni mizigin
siparis edilmesinde, bestelenmesinde ve
tartisilmasinda da bircok gelismeler yasanmis
ve yasanmaya devam etmektedir. Yasanan
gelismeler, besteci ile icracinin aralarindan
secim yapabilecegi cok cesitli bir palet haline
gelmistir. Bu alandaki gelismeler gelecekte
yavaslayabilir veya yon degistirebilir olsa da
yapilan calismalar kalic1 olacaktir. Trombon
egitiminde, cagdas olarak adlandirdigimiz
teknikler, temel teknik bilgi ve becerilerin
bir parcasi olarak mufredata dahil edilmeye
baslamistir. Bu gelisme hem icracilar hem de
besteciler icin oldukca onemli ve faydalidir.

Enstrimantal miizige sesin, yeni ve
alisilmamis tekniklerin, farkli efektlerin,
teatral ogelerin, elektronik ekipmanlarin
dahil edilmesi icracinin, bestecinin, dinleyici
ve izleyicinin ilgi ve tepkisini uyandirma
acisindan onem teskil etmektedir. 20.
yuzyildan itibaren trombonun taninmasi,
dinleyici ve besteciler acisindan ilgi duyulan
bir enstruman haline gelebilmesi, yenilikci
miizigin trombona kattigt en onemli
gelismelerin basinda gelmektedir. Yenilikci
anlayisla yazilmis eserlerin  performans
yoluyla muzikal ifadeyi genisletmek icin bir
firsat olarak kabul edilmesi gerekmektedir.
Bu sayede farkli stillerde yeni besteler
ortaya cikmaya devam edecek, baz1 eserler
zamanla unutulup gidecek olsa da ozu ve
fikri olan eserler literatiirde kalici bir yer
edinecektir. Bu performanslar sergileyen
icracilar da ¢ok yonlu muzik algisina sahip,
teknik ve stil anlaminda genis bir yelpazeye
hakim miuizisyenler olacaktir.

Bu arastirmadan elde edilen mevcut bulgular
yenilik¢i miizigin trombon lizerinde bliyiik bir
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katkist oldugunu dogrulamaktadir. Makalede
incelenmis olan yenilikci teknikler “trombon
ve ses kullanimi, multifonik ve mikroton
kullanimi, trombon ve elektronik kullanimi”
olarak uc¢ baslik altinda sinirlandintmistir.
Bu sinirlamanin  disinda kalan avangart
teknikler ileride yapilacak calismalar icin
potansiyel bir arastirma konusu olarak ele
alinabilir. Bu makale, inceleme, tartisma ve
daha fazla arastirma icin iyi bir baslangic
noktasi saglayabilir. Diinyada miizik alaninda
yasanan degisim ve gelisimin hic durmadan
devam ettigi g6z oniine alindiginda, ilerleyen
zamanlarda bu degisim cercevesinde yazilan
yeni eserler, uygulanan farkli teknik ve
beceriler ile birlikte daha fazla arastirmaya
ve tartismaya ihtiyac duyulacag1 ortaya
cikmaktadir.
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An analysis on the use and performance of contemporary
avant-garde trombone techniques

Extended Abstract

This research focuses on answering the two questions: First has the development of techniques led to a change
in the role of the trombone in the history of music, as well as in the approach to the trombone, especially by
the most prominent performers and composers? And second ”"what are the effects of the innovative style of
writing and the different techniques used on the role of the trombone in performance and its future use? This
research is a qualitative study about the history of the trombone since the 20th century. Unique and unusual
trombone techniques which have been written through innovative works in this period were analysed through
document review and data collected by this method. Similar research and sources were found by reviewing
the literature on trombone history, contemporary trombone works, and avant-garde trombone techniques.
The reliability of the documents was checked and classified. Documents suitable for the functional purposes
of the research were included. From the second half of the 20th century onwards, innovative techniques were
investigated through documents, sheet music and visuals. These documents were compared and interpreted.
As a result of examining the avant-garde music writing and techniques that developed since the 20th century
various sources related to the subject were found. The popularity of the trombone, which is the subject of the
article, has increased today. The developments of new techniques were discussed through analysing numbers
of significant contemporary trombone works. Such developments have posed positive change and development
for both performers and composers. The current findings from this research confirm that innovative music has
a great contribution on the trombone. The innovative techniques analysed in this article are limited under
three categories: “the use of trombone and voice, the use of multi phonics and microtones, and the use of
trombone and electronics”. The avant-garde techniques that fall outside this limitation can be considered as a
potential research topic for future studies. This article can provide a good starting point for review, discussion,
and further research. Considering that the change and development in the field of music in the world continues
unceasingly, it is clear that more research and discussion will be needed in the future with new works written
within the framework of this change, different techniques and skills applied. Unlike the solo repertoire of
many other instruments, the trombone solo repertoire does not include important works by master composers
such as Mozart, Beethoven, or Strauss. However, since the 20th century, composers have begun to explore
the technical capabilities of the trombone more and more. In addition, the collaboration between composer
and performer have become more important. The different and innovative approaches of the performers in
their performances encourage the growth of the literature and inspire composers to write new compositions
for solo trombone. The reasons for this interest and growth in contemporary trombone literature can be
attributed to a number of factors. The most general one is that it has created an atmosphere more conducive
to new experiments in musical performance. Another reason is the increasing availability and accessibility
of electronic music recording systems, synthesizers and recording equipment. Such developments have been
observed to encourage the growth and use of literature and the experimentation with innovative techniques.
With the rise and expansion of contemporary music literature a continued developments not only exists in
performance, but also in the commissioning, composition and discussion of new music for the trombone. These
developments have resulted in a diverse palette from which composers and performers can choose from.
Although developments in this field may slow down or change direction in the future, the work done will be
permanent. In trombone education, techniques that we call contemporary have begun to be included in the
curriculum as part of basic technical knowledge and skills. This development is very important and beneficial
for performers and composers. The inclusion of sound, new and unconventional techniques, different effects,
theatrical elements, electronic equipment in instrumental music are important for arousing the interest
and reaction of the performer, composer and listener. Since the 20th century, trombone has brought to the
attention of listeners and composers; more innovative works for trombone have created. Works written
with an innovative approach should be accepted as an opportunity to expand musical expression through
performance. In this way, new compositions in different styles will continue to emerge, and although some
works will be forgotten over time, works with essence and ideas will gain a permanent place in the literature.
The performers of these performances will be musicians who have a versatile perception of music and have a
wide range of technical and stylistic skills.

Keywords
history of music, microtone, modern music, multiphonic, trombone
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Abstract

The English-speaking market is huge. English dominates the international music. The two most powerful
countries in the world, the USA and the UK are the bases of the music industry. There is over one billion
people who speak English worldwide. It is no surprise that the English language is used as a base for
music by so many musicians. This work’s main objective is to find out the Kosovar musicians’ English
language proficiency level as well as gain knowledge about the importance of being an English-speaking
musician. The present study delves further into examining the internationalization of Albanian songs
from the viewpoints of musicians in Kosovo and investigating whether the Albanian songs would have
a different impact or would be more successful if translated and sung into the English language.
Last but not least, the researchers are also interested in discovering the communication of languages
(Albanian and English) through music and their harmonization. To go deep into the understanding and
the perception of the issue and answer our research questions, a descriptive qualitative approach was
used. To collect the data, semi-structured interviews with open-ended questions were conducted. Ten
(10) Kosovar musicians who have a lot of knowledge on the issues participated in this study and thus
provided us the necessary information. The results of this research correspond with the theoretical
framework. The results obtained from the data analysis reveal that Kosovar musicians are proficient
in English which is considered very advantageous since performing in English can help musicians build
an international music career. It is also indicated that an Albanian song can also be an international
success without the need to translate it into English since music is a universal language, musical notes
sound the same in all languages around the world, they are written the same, they have the same
position. Thus, the same musical sounds are found in every language of the world and they harmonize
with rhythm, melody and lyrics.

Keywords
Albanian songs, English level, internationalization of music, musician

Introduction foreign languages more quickly and more

Music began to be created 500,000 yearsago ~ €fficiently than the ones who did not have
while speech and language developed only musical training in early childhood. Music
200,000 years ago. The evidence shows that training is considered to be beneficial in the
speech as a verbal means of communication ~acquisition of foreign languages and plays a
has evolved from our original development ~central role in developing foreign language
and use of music. Adults who are musically ~8rammar, vocabulary, colloquialisms and
trained from a young age are able to learn prgn)unCIann (Support  the  Guardian,
n.d.).
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English is the universal language of today
spoken by over one billion people in the
world including both native and non-native
speakers. A large number of musicians make
music in the English language. Needless to

say, music makes money and more listeners
make more money. It is also thought that
English sounds better, it is simpler and is
easier to rhyme in English (LewisG, 2015).

Singer 1. Dafina Zeqiri
(Dafina Zeqiri/Instagram,
2018)

Singer 2. Ermal Fejzullahu
(Ermal Fejzullahu/
Facebook, 2018)

Singer 3. Dhurata Dora
(Dhurata Dora/Instagram,
2019)

Figure 1. Images of famous singers in Kosovo

What is the level of Kosovar musicians in
English? Why being an English-speaking
musician is important? What do the musicians
in Kosovo think about the internationalization
of Albanian songs? Do they think that if
Albanian songs were translated and sung
in English, they would have a different
impact or they would be more successful?
How do languages (Albanian and English)
communicate through music and how well do
they harmonize with each other? These are
some of the issues discussed in this paper.

Literature Review

Being good with languages is among the skills
needed to be a professional singer. In most
songs, emotions that are carried through
words are expressed. Understanding song’s
lines fundamentally will help singers analyze
in detail the meaning of what they are trying
to express as well as know exactly why they
are having that certain emotion while singing
a line (Huizinga, 2012).

Musicisabeautiful, powerful language. Music,
by its very nature, knows no boundaries. It
necessarily redefines itself by increasingly
crossing cultural boundaries (Reuell, 2018).
Music as a cultural and creative sector is
probably the one that reaches the largest
audience. It has the power to emotionally,
morally, and culturally affect society and
improve people’s wellbeing (European
Commission, n.d.).

Performing in different languages can help
singers connect with their fans as well
as make music more global. Fans can be
reached by releasing music in more than one
language and thus allow the bilingual singer
communicate with the fans in a language
they can understand. Being a bilingual
singer and a musician is very challenging but
extremely rewarding (Lyons, 2019).

Internationalization is an  extremely
popular and widespread term. According to
Kertz-Welzel (2021) it includes initiatives

414



RAST MUSICOLOGY JOURNAL

going beyond national borders. Moreover,
internationalization involves the transfer
and exchange of knowledge (De Wit et al.,
2017).

An integral part of the regular work life of
artists and culture professionals is mobility.
It is very important as it allows the artists
to display their work, access new career
opportunities, audiences and markets as
well as promote and experience cultural
diversity (European Commission, n.d.).

The practices of musicians have become
highly internationalized due to economic,
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technological, cultural and political
developments. It is so important to invest
in the internationalization of the arts.
However, this is not something that can be
easily explained to governments and other
stakeholders. Musicians indicate that they
have to work harder and harder to achieve
the same results in a foreign market.
Hence, promoting art should be one of the
top priorities. There should be concrete
projects that will promote musicians in
European countries, but also other countries
(Janssens, 2019).

Dua Lipa (IMDb, n.d.)

| | Parliament Hill School she passed her A-Levels, then re-

Singer Dua Lipa comes from Kosovo. She currently lives and
works in Great Britain. Born in London on August 22, 1995,
Dua grew up under the influence of the music of her father,
Dukagjin Lipa, who is a musician. She attended Fitzjohn’s
Primary School where she took music lessons, specifically in
Cello. At the age of 9, she began weekend singing lessons
at the Sylvia Young Theatre School. In 2008, her family
moved to Kosovo after the country’s independence, but at
the age of 15 (2010), Dua decided to return to London. At

entered Sylvia Young Theatre School part-time. She started
working as a model at the age of 16 and publishing covers
of her favorite songs on YouTube. She gained the most
attention when she won the audition for participation in
the ‘X Factor UK’ commercial, in 2013. When she was 19
years old, she released her first song, “New Love” (2015).
With the breakthrough of her first single, there was no limit
to what she could achieve in the future. Therefore, Lipa
started breaking many records by producing albums that
went viral and peaked on famous platforms like Billboard
Hot 100. Six Brit Awards, three Grammy Awards, two MTV
Europe Music Awards, an MTV Video Music Award, two
Billboard Music Awards, an American Music Award, and two
Guinness World Records are among the numerous accolades
that Lipa has received (“Dua Lipa”, n.d.)

Figure 2. Image and biography of Dua Lipa-a famous singer from Kosovo

Singers aim for the overseas markets to
expand the horizons and go international.
Consequently, they need to translate songs
in order to make it on the global market
because fans want to understand the lyrics
they hear. However, translating literary
texts respectively songs is not an easy task
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because word-for-word translation is not
acceptable, the original meaning of the
song’s lyrics needs to be conveyed as well as
the song’s context needs to be adapted into
something that could be directly opposite to
the source (Franzon, 2008).
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Rita Ora (TMDB, n.d.)

Rita Sahatciu Ora is a Kosovo-Albanian singer who lives and
works in Great Britain. She broke into the music industry
after the release of the song “Hot Right Now” (2012) in
collaboration with DJ Fresh. Rita was born on November
26, 1990 in Prishtina. Her family moved to London in 1991.
She grew up in Notting Hill, in West London and attended
a performing arts school, Sylvia Young Theatre School.
She began performing when she was young, singing in
her father’s bar, while in 2009 she wanted to compete to
represent Great Britain at Eurovision, but she withdrew
from the competition. Soon after, manager Sarah Stennett
made contact with Jay-Z’s ‘label’, Roc Nation, with whom
she signed a contract and appeared in the rapper’s music
video, “Young Forever”. Before releasing her first album,
Ora filmed several ‘video diaries’ on YouTube singing other
stars’ songs. These videos caught the attention of DJ Fresh,
who needed a vocalist for the song “Hot Right Now”. The
song became a hit and debuted at the top of the British
charts. After releasing singles such as “R.1.P” and “How We
Do (Party)” in 2012, the singer announced that she would
title her debut album “Ora”, which was released on August
27, 2012 and also debuted at the top of the British charts
(“Rita Ora”, n.d.)

Figure 3. Image and biography of Rita Ora-a famous singer from Kosovo

Translation becomes more complex when
the historical and cultural references of the
target audience need to be adjusted into
a language. Examples of this are the songs
such as “Bed of Roses” by Bon Jovi and
“Yesterday” by the Beatles. Even though
they are significant and poignant in their
original language, the sensitivity is lost in
the translated versions of these songs. But,
the following songs “Life of Mars” performed
in Portuguese; “Paint it Black” performed
in Italian; “Hotel California” performed
in Spanish; “Baby Love” sang in French;
“Somebody to Love” performed in Spanish;
“Stand by Me” performed in Italian are more
beautiful when performed in other languages
(Smith, 2021).

There is no need for the artists to be
constrained to producing music in just one
language. Bilingualism in music has seen a
dramatic rise recently. Artists have produced
songs written in multiple languages thus
opening audience’s eyes and ears to the
diversity of music across the world. The
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value of different musical styles which
are linguistically diverse has been shown
to them. Artists widen their audiences by
producing two versions of songs. Their music
is doubly accessible (Buccisano, 2021).

Research Aim
The objectives of this research are:

» to find out the Kosovo musicians’
English language proficiency level;

» to understand the importance of
being an English-speaking musician;

» to examine the internationalization
of Albanian songs from the viewpoints of
musicians in Kosovo;

» to discover the communication of
languages (Albanian and English) through
music and their harmonization;

» to identify the Kosovo musicians’
most common problems in learning
English and the most effective ways to
improve English language skills.
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Research Problem

This study was guided by the following
research problems:

»  Whatisthe level of Kosovar musicians
in English and what factors contributed
to that English level?

» Why being an
musician is important?

English-speaking

> What do the Albanian musicians
think about the internationalization of
Albanian songs?

» How do languages (Albanian and
English) communicate through music and
how well do they harmonize with each
other?

» What were the Kosovo musicians’
most common problems in learning English
and what are the most effective ways to
improve English language skills from the
viewpoints of musicians in Kosovo?

Method
Research Model

This study employs a descriptive qualitative
research method. This type of methodology
is considered more suitable for our research
purposes due to the small numbers of Kosovar
musicians who were available for interviews.
And since the qualitative research is aimed
at seeking insight rather than statistical

2022, 10(3) 413-430

Avdiu et al.

appropriate methodology for this study.
Moreover, the qualitative approach allows
a more subjective study of the problems
presented (Wilson, 2016). The selected
data has been analyzed without proposing
any hypothesis. As in qualitative research
the situations, events or phenomena are
described (Mason & Bramble, 1997), the data
is collected, arranged and analyzed and then
the conclusions are made in accordance with
the interpretation after the data analysis is
being investigated.

Participants

In total, there were ten (10) Albanian
musicians from different cities of Kosovo
who responded positively to the invitation
and accepted to participate in this study.
There were four (4) male and six (6) female
participants of different ages. The intention
of the researcher was to interview different
age musicians to get as diverse perspective
as possible of the opinions, experiences from
people who are part of the music industry,
have formal music training and were actively
practicing at the time of the research. All
the musicians involved in this research study
sing and hold a bachelor’s degree in music.
The technique of random sampling was used
in this research implying that every Kosovo
musician that has experience in the music
industry as well as formal music training
has equal chances of being selected to
participate in this research study (Halonen &

analysis (Bell, 1999), this is the most Santroct, 1999).
Table 1. Structure of research participants
Participant No Gender Age Musical experience (year) Code

1 M 32 22 years P1-M-32

2 F 25 16 years P2-F-25

3 F 29 18 years P3-F-29

4 M 35 20 years P4-M-35

5 M 40 25 years P5-M-40

6 F 38 24 years P6-F-38

7 M 45 28 years P7-M-45

8 F 24 15 years P8-F-24

9 F 27 19 years P9-F-27

10 F 33 23 years P10-F-33
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Data Collection Tools
Semi-structured Interview Format

Data collection is a crucial step in doing
research. In the present study, a semi-
structured interview with musicians in
Kosovo was used as the instrument for
collecting data. The interview is a common
instrument for gathering information from
people. An interview is a conversation of
one person with another person, either face
to face or in other forms, and between two
or more individuals for a specific purpose
(Kumar, 2017). Interviews are intended to
facilitate the collection of research data and
have specific features and techniques that
enable researchers to conduct it efficiently
(Mathhews & Ross, 2010).

The interview was conducted face-to-
face. The researcher took notes during
the interview so that it was easier for her
to analyze the results later. The interview
contains seven (7) questions which were
divided into some sections that include
English Language Proficiency Level of
Kosovar musicians, factors that influence the
English language development, importance
of speaking English language for musicians,
musicians’ views on the internationalizations
of Albanian songs, the communication of
languages (Albanian and English) through
music and their harmonization, the Kosovo
musicians’ challenges of learning English,
the Kosovo musicians’ views on the effective
ways to improve English.

Documentation

To testify the research results from the semi-
structured interview with Kosovo musicians
on their English knowledge as well as the
influence of the English language in the
success of a song, videos of Kosovo musicians
giving interviews in English were researched
on YouTube. As a result, 3 videos were found.
In these videos, the musicians’ proficiency
level in English can be defined. Moreover, 3
Albanian songs which have been versioned
into English were detected in order to
examine whether the translation of these
songs into English influenced their success.

Data Analysis

The qualitative data collected from the
interview were analyzed with codes
generating themes according to the questions
and the issues brought by the researchers
to the research. The themes arising from
the analysis of data can help describe the
English level of musicians for the research
question 1, they can help gain a deeper
understanding of the importance of being an
English-speaking musician for the research
question 2, themes can also demonstrate
the internationalization of Albanian songs
for the research question 3, as well as clarify
the communication of languages (Albanian
and English) through music and their
harmonization for the research question
4 and eventually explain the challenges in
learning English and show the most effective
ways to improve English language skills for
the research question 5. According to Crosley
and Jansen (2020) qualitative data coding is
the process of creating and assigning codes
to categorize data and to identify different
themes. Coding is the foundation of high-
quality analysis. It is important to make sure
that the data is valid and to ensure that the
analysis is undertaken systematically. The
interviewees’ responses were coded using
the usual method of Content Analysis which
analyses different sources of content dividing
it into categories and thus facilitating their
comprehension and subsequent classification
(Silva & Fossa, 2015 as cited in Brandao & De
Oliveira, 2019).

Results
Findings
musicians

from Interviews with Kosovo

The results of the interview questions are
presented along with the dimension with
which they are associated.

Findings from Interviews with Kosovo

musicians

The results of the interview questions are
presented along with the dimension with
which they are associated.
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English Language Proficiency Level of Kosovar musicians

Table 2. The content analysis of musicians’ English language proficiency level

Theme 1. English language proficiency level of musicians in Kosovo f
C1 English (Advanced) 6
B1 English (Intermediate) 4

Some quotations on musicians’ responses
about their level in English are as follows:

“I am a proficient user of the English
language. | can use the language naturally,
flexibly and effectively almost without
making mistakes in social, academic and
professional environments” (P2-F-25).

“I have a high level of English. | have the
confidence to communicate in English as
well as understand complex texts and
write song lyrics” (P5-M-40).

“I can express my opinion in English. | can
understand and produce texts on topics |
am familiar with whether in work, study
or leisure contexts” (P9-F-27)
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Rona Nishliu
(EurosongBe, 2012)

Elbenita Kajtazi
(Val so Classic, 2020)

Era Istrefi
(Toazted, 2016)

Figure 4. Kosovar singers giving interviews in English

The videos above also show that Kosovo
musicians are proficient in English. It can be
noticed that they possess sufficient structural
accuracy and vocabulary in English to answer
effectively the interviewer’s questions.
Moreover, musicians express themselves
clearly and succinctly, they are calm and
concentrated, they know the vocabulary

of their field, they develop well-structured
sentences that are easily understood. Taking
into account the fact that they are non-
native English speakers, it can be said that
their English is quite good and they can put
together meaningful sentences.
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Factors that influence the English language development

Table 3. The content analysis on the factors that contributed to the above levels of English

Theme 2. Factors that contributed to the above English levels of Kosovo

-

musicians

English language courses

School

English movies

English songs

The progress of professional education

Internet

Native speakers

English literary works

NIN|=|AAjlOW|OI|O|O

Some quotations on the factors that
contributed to the above English levels of
musicians are as follows:

“l attended private English language
courses and thus improved proficiency in
the English language” (P1-M-32).

“I had great English teachers in primary
and secondary school who helped my
English get better and better” (P2-F-25).

“l watched a lot of movies with English
subtitles which helped me learn English”
(P3-F-29).

“l enjoy listening to English songs
which definitely enhanced my language
comprehension” (P10-F-33).

“As a factor, | can point out the progress
of my professional education. | attended
a lot of training programs on the subjects

The importance of speaking English

such as interpretation, solfeggio, choral
singing, orchestration etc. Training
programs were offered in the English
language from experts of different
countries. The training programs helped
me to build up much more knowledge
of the English language related to my
career” (P7-M-45).

“Internet gives us access to a world of
information. Using many resources of
the internet improved my English” (P4-
M-35).

“I have a lot of friends who are native
speakers of English. | talk with them very
often” (P8-F-24).

“I enriched English language skills and
vocabulary by reading English novels”
(P9-F-27).

Table 4. The content analysis on the importance of speaking English for musicians

Theme 3. The importance of being an English-speaking musician

Find success in career

Understand song’s lines

Become a worldwide singer

Create music at a higher level

Find music literature

Go international

Get into music festivals abroad

IO |IN|ONIN|[O|O|=
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Some quotations on the importance of
speaking English for musicians are as follows:

“In English language performances to
understand the song’s lines, to get the
chance of making it in the music industry,
to know how to communicate in order to
open the paths to success” (P3-F-29).

“English is an international language
and is spoken in almost every country
in the world. English helps us find music
literature which cannot be found in the
Albanian language” (P6-F-38).

2022, 10(3) 413-430
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“The most advanced music industry in
the world is in the English language, so
knowing the English language helps us to
orient ourselves to create music at that
level” (P2-F-25).

“It is very important to speak English
in order to build an international music
career” (P7-M-45).

“Speaking English can help musicians
perform at a music festival abroad which
is a great way to get their music in the
world and reach new fans” (P4-M-35).

Views on the internationalization of Albanian songs

Table 5. The content analysis on the Kosovo musicians’ views about the internationalization of Albanian songs

Theme 4. The internationalization of Albanian songs: Would they have a

different impact or would they be more successful if translated into the f
English language?

No 9
Maybe 2

Some quotations on the internationalization
of Albanian songs: Would they have a different
impact or would they be more successful if
translated into the English language? can be
found below:

“l don’t think so. An Albanian song
reflects our culture, the circumstances in
which we live and the original Albanian
spirit. Our expressions cannot be fully
translated into another language. (For
example, the song ‘Pérrallé’(Fairytale)
performed in English at Eurovision Song
Contest 2016 received negative comments
such as: It’s a big mistake to perform this
song in English! The Albanian version
has more feelings and passion; Another
fan wrote: The song has lost its power.
Where is the love madness she feels in
the original version?)” (P3-F-29).

“Absolutely not. The English version of
the song ‘Shaj’ (Fall from the sky) at
Eurovision Song Contest 2020 made the
fans feel disappointed. According to the
fans the song would be more successful if
it was sung in Albanian” (P8-F-24).
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“Of course not. | believe that the original
version of a song gives it its uniqueness”
(P1-M-33).

“Not really. The song ‘Bonbon’ even
though performed in Albanian was a
successful international hit” (P10-F-33).

“Possibly. English cannot be ignored as it
may offer more opportunities for songs
to enter the international market” (P7-
M-45).

“’It is possible but our genuine Albanian
music has very ancient roots and has its
own beauty and distinctive characteristics
according to the regions” (P9-F-27).

The Albanian songs below have been
versioned into English. It can be seen
that they are not translated literally. The
translation has been adapted to the original
music. An effort has been made to respect
both the music and the content. These
songs were performed in the Eurovision song
contest 2011, 2014 and 2017. But none of
them made it to the final even though they
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were sung in the English language. On the
contrary the Albanian song “Suus” did not
contain any English lyrics, it was qualified
for the grand final and was ranked 5th at
Eurovision song contest 2012. This matches

with the opinions of Kosovo musicians that
it does not mean that an Albanian song must
be translated into English to be successful.
It seems that a song simply needs to sound
good in order to be listened and loved.

Table 6. The Albanian song “Boté” and its English version “World”

Albanian

English

Jemi prané dhe larg

Po mé ngel né fyt cdo fjalé

Uné dhe ti sa shumeé ne ngjajme
Sa véshtiré pér ne me falé

Kéte realitet

Ne e zgjodhém vetée
Smundem as té fle

Té gjata jané keto neté

Sa shume loté

Sa shumeé dhimbje né kete boté
Jo mé smund té duroj

Do té doja té jem me e forté

(Kryeziu, n.d.)

We’re so alike, yet different

At a loss for words, suffering

It don’t make sense what’s happening?
| just don’t understand

What’s the fight all for?

What’s the cost of life in this world?
Almost impossible

Just to let the love unite as all

Does anybody care? | am weak and I’m afraid
Wondering if | will make it through this day
For the life of me | refuse to be

Anything but free

But I’'m tired of all the battling

(ESC Passiii, n.d)

“World” Eurovision Song Contest 2017
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Table 7. The Albanian song “Kénga ime” and its English version “Feel the Passion”

Albanian

English

Zemér ti mos me lér pa fjalé

Dua t’ia them e dua t’ia marré

Sa heré vij edhe shkoj si frymé té kérkoj
Ne gjak mé je futur pa ty s’mund té rroj

Mé béhesh det edhe mé béhesh valé

Mé than njé lot edhe mé ndez njé mall
Sa heré vij edhe shkoj si frymé té kérkoj
Né gjak té kam kénga ime moj, ehehej

E pasur jam se ty té kam
Nuk jam né toké e asgjé s’mé ndal

Sot gé kéngen ma ke fal mé lér ta ndaj
Nuk ka ngjyré e nuk ka fjalé muret se
mbajné

Tokén giellin e bén bashké harron e fal
Se mé deh e mé mban gjallé asgjé s’me
ndal

(TeksteShqip, n.d.)

We’re so alike, yet different

At a loss for words, suffering

It don’t make sense what’s happening?
| just don’t understand

What’s the fight all for?

What’s the cost of life in this world?
Almost impossible

Just to let the love unite as all

Does anybody care? | am weak and I’m
afraid

Wondering if | will make it through this day
For the life of me | refuse to be

Anything but free

But I’m tired of all the battling

(ESC Passiii, n.d)

“Feel the Passion” Eurovision Song Contest 2011

Aurela Gage
Fm Fm
| T T N d. d.
: Eﬁ% : 5 =
e —— = } } {
P e e e ====—===" ==t s
uﬁh 3293 + 3 (§ 3 7 = b EiE
- ) - -
, Fm
| — i ; ; . :
(6% e ==
»
2
Sﬁﬁ—ﬁﬁ S senE e e e T
333 3 /29— 9 9 99— 9 9 3

4 BT 0 T A
© - b ¥
- - e - [
S ==r=5t=E

423




Kosovo musicians’ efficacy of using English language: Internationalization of Albanian songs

Table 8. The Albanian song “Zemérimi i njé nate” and its English version “One night’s anger”

Albanian English
| do, s’i do Say no, let go
fjalen e fundit mos e mendo Keep your breath
dysho, beso As the anger flows

mikun e ngushté ti mos e lendo

se ja vjen njé dite,

dite e re ge do ta kérkosh

getésohu njé nate,

mendoje pak gjaté

Ti largo zemérimin nga mendja jote
gé cdo méngjes eéshté mé i zgjuar se ¢cdo
mbrémje

mos lejo cmenduriné e njé zemre
mendohu dhe pak,

harroje ket naté

Kujto, harro,

fjalén e fundit mos e lésho

mos u nxito

migésiné ti mos e léndo

se ja vjen njé dité gé migésiné ti do ta
kérkosh

mos mbaj kaq inat,

mos mbaj zemra plagé

(TeksteShqip, n.d.)

| know, you know

Words can hurt

You’ll regret them though
So say say say say

You’ll be there

When the words are done
Don’t give in your pride
Keep calm and think twice

Free your mind

From the doubts

That are tickling

Free your heart

And let the peace
Enlighten your feelings
Sun will rise

And the light

Will be clearing

The tides of the night
Keep calm and think twice

(FIK TV, n.d.)

“One Night’s Anger” Eurovision Song Contest 2014
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Albanian and English - Their communication and harmonization through music

Table 9. The content analysis on the communication of languages (Albanian and English) through music and their
harmonization

and their harmonization

Theme 5. Communication of languages (Albanian and English) through music

There is a standard musical notation

The differences in the number of syllables

The difficulty of translating Albanian expressions

Two languages are mixed throughout a song

NI N|N|©o

Some quotations on the communication of
languages (Albanian and English) through
music and their harmonization are as follows:

“Music is a universal language. Musical
notes sound the same in all languages
around the world, they are written the
same, they have the same position.
Thus, the same musical sounds are found
in every language of the world and they
harmonize with rhythm, melody and
lyrics” (P1-M-33).

“During the translation, not only the
meaning is lost, but also the adaptation
of the syllables to the rhythm, and since
the languages differ in the number
of syllables the rhythm automatically

changes. Therefore, the translation and
the context are often changed just so
that the rhythm remains the same in
both languages” (P3-F-29)

“Some expressions may not be fully
translated into English. | think that
sometimes the context of the song is
lost as often the Albanian expressions
translated into English have no meaning”
(P4-M-35).

“As a result of the globalization of music,
two languages are being used in modern
music lyrics, for example (Albanian and
English) and they are being understood by
young people who have acquired English
as a second/ foreign language” (P9-F-27)

The Kosovo musicians’ problems in learning English

Table 10. The content analysis on The Kosovo musicians’ problems in learning English

Theme 6. The most common problems in learning English for Kosovo musicians f
Pronunciation 8
Grammar 7
Communication 6

Some quotations on the most common
problems in learning English are as follows:

“As one of the difficulties | can emphasize
was pronunciation. The English language
is written, spelled and pronounced
differently. There are a lot of words in
English which are not pronounced the
way they are spelled which can confuse
non-native speakers” (P2-F-25).

“Some grammatical patterns were
so difficult to be learned. | think the
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grammar of English is very tricky. There
are so many grammar rules that are not
clean-cut. There are exceptions to most
of them. That is why it was difficult to
memorize them and even more difficult
to apply them in different contexts” (P3-
F-29).

“It is very challenging to be fluent and
to express yourself properly in English.
Communication was one of the most
frequent problems in learning English.”
(P8-F-24).
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The Kosovo musicians’ views on the effective ways to improve English

Table 11. The content analysis on the most effective ways to improve English for Kosovo musicians

Theme 7. The most effective ways to improve English for Kosovo musicians

Writing down the new words and phrases

Watching movies in English with English subtitles

Listening to English songs

Communicating with native speakers

O |00 |00 ||

Some quotations on the most effective ways
to improve English are as follows:

“The best and most effective way that
has helped me a lot is writing down
unknown words and phrases, listening to
English songs as well as watching movies
in English with English subtitles because
you can listen and read along at the same
time. | think that these help a lot in
enriching your knowledge in the English
language” (P3-F-25).

“In order to be fluent in English, it is very
necessary to interact with native English
speakers, a great chance to practise
English. Being surrounded with English
speakers will force you into speaking the
English language as well as learn slang
and conversational English” (P4-M-35).

Discussion

This study aimed at gaining insight into
the importance of being an English-
speaking musician as well as examine the
internationalization of Albanian songs and
see the communication and harmonization
of languages (Albanian and English)
through music based on the perspectives of
musicians. To reach the aims of this study,
the qualitative research design was an
adequate approach to use as data collection.
A semi-structured interview was conducted
with ten (10) musicians in Kosovo whose
answers helped to generate data to answer
the research questions of this study.

The results of this study revealed that it
is very important for musicians to speak
English in order to build an international

music career. Moreover, speaking English
helps musicians get their music in the world
and gain more fans. This result aligns with
the study of Lyons (2019) which indicates
that performing in different languages can
help singers connect with their fans as well
as make music more global.

European Commission (n.d.) states that
internationalization is an integral part of
the regular work life of artists and culture
professionals. Internationalization is very
important since it allows the artists to display
their work, access new career opportunities,
audiences and markets. Similarly, based
on the Kosovo musicians’ perceptions,
internationalization gives the chance to
artists to become a worldwide singer as well
as make it in the music industry.

Regarding the question ‘Would the Albanian
songs have a different impact or would they
be more successful if translated into the
English language?’, the study respondents
unanimously answered ‘No’ illustrating
it with the examples such as: the song
‘Pérrallé’ (Fairytale) performed in English
at Eurovision Song Contest 2016 received
negative comments such as: It is a big
mistake to perform this song in English!
The Albanian version has more feelings and
passion; Another fan wrote: The song has
lost its power. Where is the love madness she
feels in the original version? then the English
version of the other song such as ‘Shaj’ (Fall
from the sky) at Eurovision Song Contest
2020 made the fans feel disappointed.
According to the fans the song would be
more successful if it was sung in Albanian.
Moreover, the song ‘Bonbon’ by Era Istrefi
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even though performed in Albanian was a
successful international hit. The opinion of
the musicians was supported by presenting
in this study the Albanian songs “Bote”
(“World”), “Kénga ime” (“Feel the passion”)
and “Zemérimi i njé nate” (“One night’s
anger”) which even though were versioned
and sung in English failed to make it to the
Eurovision final. The Albanian song “Suus”,
on the other hand, was qualified for the
grand final and even ranked 5th at Eurovision
song contest 2012 although it was solely
sung in Albanian. This result is consistent
with the study of Smith (2021) showing that
the songs such as ‘Bed of Roses’ by Bon Jovi
and ‘Yesterday’ by the Beatles, even though
significant and poignant in their original
language, the sensitivity is lost in their
translated versions.

Conclusion

This research study has helped to promote
a better understanding of the topic Kosovo
musicians’ efficacy of using English language:
Internationalization of Albanian songs. Based
on the results of analysis, these conclusions
are drawn.

First, musicians in Kosovo have a high level
of proficiency in English. English language
courses, school, English movies, English
songs, the progress of the professional
education, Internet, native speakers are
among the factors that contributed to this
English level of musicians. The English
language proficiency can also be seen on
the above YouTube videos showing Kosovar
musicians giving interviews in English.

Second, being an English-speaking musician
was considered very important. Since
English is an international language and is
spoken in almost every country in the world,
being able to perform in English helps the
musicians to open the paths to success, go
international, reach new fans, promote their
music overseas in short become successful in
the music industry.

2022, 10(3) 413-430
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Third, it is believed that an Albanian song
would not be more successful if translated
into the English language. The original version
of a song gives it its uniqueness. Any musical
composition sounds more powerful and
better in the language that it was created.
According to Kosovar musicians an Albanian
song reflects our culture, the circumstances
in which we live and the original Albanian
spirit. Our genuine Albanian music has very
ancient roots and has its own beauty and
distinctive characteristics according to the
regions.

Fourth, musicians claimed that music is a
universal language. It is not necessary to
translate melody, harmony, silence, rhythm
variations in order to reach different
cultures. Musical notes sound the same in all
languages around the world, they are written
the same, they have the same position. Thus,
the same musical sounds are found in every
language of the world and they harmonize
with rhythm, melody and lyrics.

Last but not least, pronunciation, grammar
and communication were the most common
problems faced by musicians while learning
English. It is thought that writing down the
new words and phrases, watching movies
in English with English subtitles, listening
to English songs and communicating with
native speakers are the most effective ways
to improve English language skills.

Contribution of Authors
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Appendix 1. Semi-structured Interview Format

Semi-structured Interview Format
Dear Musicians,

This interview is a data collection tool about our research paper titled “Kosovo musicians’
efficacy of using English language: Internationalization of Albanian songs”. Your contribution
will be of great help to make the research work achieve its objectives. You are kindly
required to answer the questions. All information provided will remain anonymous.

We appreciate your cooperation!

Respondent Details
Gender: Female ( ) Male ( )
Age:

Education level: High school ( ) Bachelor’s degree ( ) Master’s degree ( ) Doctorate ( )

Interview Questions
Q1. How would you describe your level of English?
Q2. What are the factors that contributed to this English level? Please explain shortly?
Q3. Why is it important for musicians to know English?

Q4. The internationalization of Albanian songs: Would they have a different impact or would
they be more successful if translated into the English language?

Q5. How do languages (Albanian and English) communicate through music and how well do
they harmonize with each other?

Q6. What are some of the most common problems in learning English?

Q7. What are the most effective ways to improve English language skills?
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Cumhuriyetin ilk yillarinda gerceklestirilen miizik inkilabi, giinimiize kadar egitimden giindelik yasama
kadar hayatin pek cok alaninda etkisini hissettirmistir. Bu konu iizerine yapilan calismalar azimsanmayacak
dlclide, genc Tiirkiye Cumhuriyetinin bu inkilaplar1 “ideoloji” ekseninde yaptigi goriisiinde birlesmektedir.
Elestirilere gore Turkiye Cumhuriyeti, izlenen “ulusalci ideolojik” politikalar yiziinden Batiya yonelmis
ve kendi kilturiine yabancilasmistir. Miizik inkilabinin ilkeleri dogrultusunda, Osmanli’ya ait olan Tirk
Sanat Mizigi terk edilerek Tirk halk sarkilarinin derlenmesi ve Bati teknigiyle cok seslendirilmesi bu
yabancilasmanin nedenini teskil etmektedir. Bununla birlikte bu yabancilasma, Batici-elitist ideolojinin
kiiltiirel bir yansimasi olarak kendisini gostermektedir. Elestiriler muzik inkilabina ait her seyin
ideolojik olmasi bakimindan olumsuz birtakim sonuclari da beraberinde getirdigini iddia etmektedir. Bu
calismada ideoloji kavraminin felsefi olarak coziimlemesiyle birlikte, miizik inkilabini ideolojik temellere
dayandiran elestiriler irdelenmis ve miizik inkilabinin ideolojik degil, idealist ilkelerden olustugu iizerinde
durulmustur. Bununla birlikte Cumhuriyet Miizik inkilabinin kendi kiiltiirline yabanci oldugu goriisiine

kars1, idealist olmasi bakimindan kendi 6z kiiltiiriinii temellendirdigi iddias1 ortaya koyulmustur.

Anahtar Kelimeler

Atatlirk, idealizm, ideoloji, miizik inkilabi, Tiirkiye Cumhuriyeti, Tiirk musikisi

Giris
1921 anayasasinin ilk U¢ maddesi,
hakimiyetin  iradesini millet olarak

belirlerken, idare yetkisini de Buyuk Millet
Meclisine ve onun en ust organi olan Turkiye
Buyuk Millet Meclisi Hukumetine vermistir.
Bunun anlam soyledir; Cumhuriyet’in
butun inkilaplann Buyuk Millet Meclisinin
iradesine dayanmaktadir. Ancak, Ataturk’un
cevresindekilerin inkilaplari gerceklestirme
hususundaki inanclar sdyle dursun, “istiklal
Savasi’min bircok kumandam bile istanbul’a
girmek, onu geri alabilmek umidinde (bile)
degildi. Anadolu’nun bir kismini kurtarmak
onlara gore o an icin yeterliydi” (Ortayl,
2020:301). Dolayisiyla Ataturk’un ileri
gorisliiliigu gerek istiklal harbinde gerekse
inkilaplar s6z konusu oldugunda 6nemli bir
karar yetisi olarak kendisini gostermektedir.
Ortayl’nin aktardig1 kadanyla, “Atatiirk
inkilaplarin1 yavaslatan, hatta saptiranlar
dayine etrafindakiler olmustur. Bu kadrosuz
ortamda Atatiirk’iin  biiyiik bir ozelligi
vardir ki o da ikna ve uyum saglamadir”

(2020:301).  Ataturk’un inkilaplarinin
gerceklestirilmesinde yalmz kaldigi, ileri
gorisluliigiiyle cozimler (Urettigi, ama
yine de kararlar alirken meclisin iradesini
atlamadigr goriilmektedir.

hizlanan
uc ilke Uzerinde

Cumhuriyet’in ilamyla
inkilap hareketleri
temellenmektedir. Bunlardan ilki
siyasi, kiiltirel ve egitim alanlarda
gerceklestirilecek yenilikler; ikincisi bu
yeniliklerin bilimsel ilkelere dayandirilmasi;
son olarak da buitiin bunlarin halk tabaninda
temellenmesidir. Atatirk 1922’de Petit
Parisien muhabirine Bursa’da verdigi
demecte su sozleri dile getirmektedir, “Yeni
Turkiye’nin Eski Turkiye ile hicbir alakasi
yoktur. Osmanli hikkiimeti tarihe gecmistir.
Simdi yeni bir hikiimet dogmustur. Ayn
Turk unsuru bu milleti teskil ediyor.
Ancak, tarz-1 idare degismistir” (Atatirk,
1997/111:72). Atatlirk, bu ifadesiyle heniiz
Cumhuriyet ilan edilmeden once Osmanli
ile arasindaki siyasi baglarin tamamim
koparmistir.
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Fotograf 1. Atatilirk’iin TBMM 4. donem 4. yasama yilin1 acis konusmas1 01.11.1934 (web 1)

Atatiirk, Osmanli ile siyasi baglarinin
kopartma kararini aldiktan sonra gerek siyasi
gerekse kilturel anlamda herhangi bir arayis
icine girmeden, zengin bir kultur birikimi
ve ozgur karakteriyle Turkiye’nin tek sahibi
olan Turk Halkina yonelmektedir. Ataturk’un
Erzurum’da yaptigi konusmada “bizim
nokta-i nazarlarnimiz -ki halkciliktir- kuvvetin,
kudretin, hakimiyetin, idarenin dogrudan
dogruya halka verilmesidir, halkin elinde
bulundurulmasidir” (1997/1:102) derken halk
olgusunu iki boyutta ele alir. Bunlardan ilki
siyasi anlamda, Cumhuriyet’in bir elemani
olarak, hatta Cumhuriyet’in kurucu G6gesi
olarak halk iken; ikinci olarak Tiirkculiigiin
(Turk Ulusu) temel ilkesi ve yapi tasi olarak
da kulturel halktir. Bu minvalde, siyasi halk
kavramindan ziyade kuilturel halk kavramiyla

birlikte, Turk milliyetciligi, Tirk ulusu
kavramlarinin inkilaplardaki ehemmiyeti
kendini gostermektedir. Dolayisiyla

Cumhuriyet inkilaplari, ozellikle de miuzik
inkilaplarn Osmanli kiiltlrel mirasinin Uzerine
degil, halkcr ilkeler iizerine temellenmistir.

Ataturk’in  Cumhuriyet donemi  Muzik
inkilaplarim1  etkiledigi  dislinilen  dort
konusmas1 vardir. Bunlar; izmir konusmast
(1925), Sarayburnu konusmasi  (1928),
Alman gazeteci Emil Ludwig ile yaptig

roportaj (1930)' ve 1934 yilinda yaptig
meclis konusmasidir (Kutluk, 2018:231).
Atatiirk’iin 14 Ekim 1925 yilinda, izmir kiz
ogretmen okulunda 06grencilere hitaben
yaptigi konusmada miizig§in Oneminden
bahsederek, inkilaplasma yolunda miizigin
onemini ima etmistir; “Hayatta musiki lazim
midir? Hayatta musiki lazim degildir. Ciinki
hayat musikidir. Musiki ile alakas1 olmayan
mahlukat insan degildir. Eger mevzuubahis
olan hayat insan hayati ise musiki behemehal
(kesin olarak) vardir. Musikisiz hayat zaten
mevcut olamaz. Musiki hayatin nesesi,
ruhu, sururu ve her seyidir. Yalniz musikinin
nev’i sayam mutaleadir” (1997/11:242).
Ataturk’in bu konusmas1 muzik inkilabinin
her alana sirayet edecegi ongoriisiinii acik
bir sekilde aktarmaktadir. Muzik alanindaki
bu yenilikler radikal bir degisimin onemli
sonucu olarak kendini gosterirken, hayatin
kendisi olarak goriilen miizigin programli bir
sekilde yapilandirilmasi, yeni Turkiye’'nin
temellerinin atilmas1 anlaminda onemli bir
tesebbus olarak ortaya ¢cikmaktadir.

Ataturk’in  Sarayburnu  parkindaki  bir
gazinoda yaptig1 konusma (10 Agustos 1928)
ise aslinda Tirk Harf inkilab ile alakalidir.

' Gazeteci Emil Ludwig’le yapilan roportaji Turgut
Ozakman, 30 Kastm 1929 olarak belirtir. Bakimz, Turgut
Ozakman, 1881-1938 Atatiirk, Kurtulus Savasi ve
Cumbhuriyet Kronolojisi, Bilgi Yayinevi, 2015, 5.189.
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Ancak o aksamki toplantida etkilendigi
Bat1 miizigini icra eden miizisyenleri ornek
gostererek miizik inkilabina deginir?2. Bu
konusmanin miizige ayirilan kismi ne kadar
kiicuk olursa olsun, bunun uzerine yapilan
tartismalarin etkisi o kadar buyuk olur. Bu
baglamda, Atatiirk’iin Tirk dili inkilabim
iceren konusmasinda ozellikle Uzerinde
durdugu bu miizik elestirisi, o giin yasanan
bir tesadiif olarak degerlendirilmemelidir.
Bunun nedeni Atatiurk’un ozellikle soz
(glifte) gelenegine dayanan Tirk mizigini,
harf devriminin onemli bir parcasi olarak
gormesidir.  Atatiirk, giiftelerin  dogru
okunuslarina ve gufte goz onune alinarak
hazirlanan repertuar secimlerine kadar pek
cok seye itina gosterir. Ozellikle “giifte,
beste uyusmasina, yani prozodiye ne kadar
onem verdigi sanatimin okuyus bicimi ile,
hitabedilen dinleyici kitlesi arasinda bir
duyus ve his birligini saglamas1 gerektigini
soyledigi, O’nu taniyanlarca ifade
edilmektedir” (Dincer, 2011:73). Dolayisiyla,
Atatiirk Sarayburnu’nda miuzikle ilgili olarak
yaptig1 konusmada, bir aydinlanma olarak
gordigli  Cumhuriyet inkilaplarinin  dille
(linguistik) ifade edilmesi bakimindan onemli
oldugunu ve miizigin de bu dilin bir parcasi
oldugunu vurgulamistir.

Atatirk’iin 1929’da verdigi roportaj din,
milli irade, Avrupa’ya bakis, muzik inkilab1
ve kendi hayatindan anilan icermektedir.
Bu demecinde Ataturk, genel olarak
Cumbhuriyet inkilaplarinin eskiye ait olan
her seyin topyekin yikilmasi ve yeni bir
yapilanma ilkesi uzerinde durmaktadir
(Dagli, 2016:100). Miizikle alakali kisimda
ise Ataturk, Montesquieu’nun ilerlemenin
milletin miizik anlayisiyla olacagi soziini
cihet almis, Alman muhabir Ludwig’in, Dogu
miziginin Batililara yabanci geldigi soziine
karsiik, “Onlarin hepsi Bizans malil bizim
gercek turkilerimizi ancak bozkirlarda,
cobanlar arasinda dinlemek mumkindur”
(Dagli, 2016:107) cevabin1 vermistir. Milli
muzik yaratma cabalarinin, 6zumuze ait
olan halk ezgilerinin Batinin teknigi ile
(cok seslilik) gerceklesecegi konusulduktan

2 Bkz. (Atatirk, Soylev ve Demecleri I-1ll, Tirk Tarih
Kurumu Basimevi. Ankara.1997/11-273).
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sonra Ludwig’in Batimin tekniginin ornek
alinmasinin -~ milli  duygulann  etkileyip
etkilemeyecegi sorusuna Atatiirk, Tirk
milliyetciliginin 6nemini vurgulayarak su
cevabi verir; “Asla! Cunku asri olan milliyet
prensibi beynelmilel taammium (genellesme)
etmistir. Biz de Turkligimiizii muhafaza
etmek icin gayretle itina edecegiz. Tirkler
medeniyette asildirler. Yunan’dan evvel izmir
taraflarinda sakin eski bir millet oldugumuzu
ilmi suretle ispat etmeye calisiyoruz” (Dagli,
2016:107).

Bu roportajda konusulan konular kadar dikkat
cekici iki hadise daha vardir; ilki Turkiye’de
hic yayimlanmamis olmasi, bir digeri ise 1940
yiinda ismet inonii tarafindan Atatiirk’iin
biyografisini yazmak maksadiyla Turkiye’ye
davet edilen Emil Ludwig hic tereddutsuz
gelmis ve calismalara baslamasidir. Ancak
donemin politik temayulunuin yapilacak
olan ise fazlaca mudahil olmasi ve baskici
tutumu Ludwig’in bir satir dahi yazmadan
llkeyi terk etmesine neden olmustur (Dagli,
2016:108-109). Bu yasananlar Ataturk’un
olumunden sonraki donemlerde cereyan
eden ve fanatiklesen Atatiirkclliigiin belki
de en acik gostergesidir.

Atatirk’in 1 Kasim 1934 yilinda yaptigi

meclis  konusmasi, arkasindan yapilan
icraatlar acisindan buyuk oOnem arz
etmektedir. Ataturk, ulkenin ekonomik

durumu, yapilacak fabrikalar, ic, dis ticaret,
bayindirlik, demiryollar, butce vb. konulara
degindikten sonra miizik inkilab1 adina
sunlar belirtir:

“Glizel sanatlarin  hepsinde,  ulus
gencliginin  ne  tirli ilerletilmesini
istediginizi bilirim. Bu, yapilmaktadir.
Ancak bunda en c¢abuk en oénde
gotiiriilmesi gerekli olan Tiirk musikisidir
(alkislar). Bir ulusun yeni dedisikliginde
olcii, musikide dedisikligi alabilmesi,
kavrayabilmesidir.

Bugiin dinletilmeye vyeltenilen musiki
yliz adartacak degerde olmaktan uzaktir.
Bunu acikca bilmeliyiz (sesler, alkislar).
Ulusal: ince duygulari, diistinceleri
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anlatan; yliksek deyisleri, soyleyisleri
toplamak, onlar1 bir gtin 6nce, genel son
musiki kurallarina gbre islemek gerekir.
Ancak; bu gtizide, Tiirk ulusal musikisi
ylikselebilir, evrensel musikide yerini
alabilir” (Atatiirk, 1997/1:396).

Meclisin  bu konusmanin ardindan tam
iki yil sonra,1936 yilinda, radyoda Tiurk
mizigine yayin yasagl konulmustur. Genel
olarak miizik inkilaplarina goz atildiginda
ilk icraatin, Cumhuriyetin ilaniyla degil3,
Cumhuriyet daha ilan edilmeden once
1922 yiinda halk sarkilarinin derlenmesiyle
basladigi goriilmektedir (Senel, 1999:106).
1924 Yilinda Musiki Muallim Mektebi acilir ve
ayni yil Ekrem Zeki Un ile Ulvi Cemal Erkin
meclisin aldig1 bir kararla Paris’e Bat1 miizigi
egitimi almaya gonderilir; 1926 yilinda Tiirk
halk ezgilerinin derlenmesi ve arsivlenmesi
icin tespit ve tasnif kurulu kurulur; 1928
yiinda Cevat Memduh Altar Leipzig’e,
Ahmet Adnan Saygun Paris’e, Halil Bedii
Yonetken Prag’a hiikiimet tarafindan Bati
mizigi egitimi almasi icin gonderilir; 1935
yiinda Giizel Sanatlar Genel Mudirlugii;
1936 yilinda da Ankara Devlet Konservatuari
kurulur ve bu icraatlar 1938 yilinda Ankara
Devlet Konservatuarinda Tiirk Halk Miizigi
Arsivi’nin kurulmasina kadar devam eder.
Bu durum acik bir sekilde gostermektedir
ki, Cumhuriyet’in ilanindan Once baslayan
muzik inkilab1 sistemli bir sekilde devam
etmistir. Bu baglamda Cumhuriyet miizik
inkilaplari, genel olarak Cumbhuriyet
inkilaplarinin ruhunu ve tarihsel boyutlariyla
onun sistematikligini yansitmaktadir.

inkilaplarin ideoloji Kavrami Uzerinden
Temellendirilmesi

Cumhuriyet’in muzik inkilaplarinin ideolojik
bir zeminde yapildig1 veya inkilaplarin
ideolojik bir zemin olusturdugu, konu
uzerinde caba sarf etmis akademisyenlerin
buyuk bir kismimin ortak dusuncesidir.
Dahasi, Cumhuriyet inkilaplarn so6z konusu
oldugunda ideoloji kavraminin olumlu ve
3 Cumhuriyetin ilaniyla basladigimn  iddias1 icin
bakimz. Cevik, S. (2021). Tirk Mizigi’nin gelisiminde
cumhuriyetin ilk donemleri ve Atatiirk’lin Tiirk Miizigi’ne
yonelik demecleri. Tirk Miizigi, 1(1), s. 32.

olumsuz olmak uzere iki farkli kullanimina
da sahit olunmaktadir. inkilaplan ideolojik
buldugu icin elestiren calismalar oldugu
gibi, Turkiye Cumhuriyeti’nin inkilaplarin
ideolojik olmas1 bakimindan basarili ve
essiz bulan calismalar da vardir. Buna
ornek teskil edilebilecek Ord. Prof. Dr.
Aydin Sayili’nin Atatiirk’iin ideolojisi isimli
makalesinde; cumhuriyetcilik, milliyetcilik,
halkcilik, devletcilik ve inkilapciligin Atatiirk
ideolojisinin belkemigini olusturdugu
dusuncesi hakimdir (1988:971).

Cumbhuriyet’in muzik inkilaplarina elestirel
nitelikteki bir yazisinda Ayas (2020), muzik
inkilaplarinin ideolojik bir cihette, sistemli
bir sekilde gerceklestirildigini ve devlet
organizmalarininbuideolojiile temellendigini
iddia etmektedir; “Kemalist Ideolojinin
Osmanli mirasint mesruluk alanimin disina
itmeye yonelik soylemleri cift yonlu olarak
isler. Bir yandan Osmanli mirasin1 gozden
dusururken bir yandan da Cumhuriyet’in yeni
siyasi tercihini mesrulastirmaya hizmet eder.
Aynm1 mesrulastirma mekanizmalarn, muzik
alanindaki butun soylemlerin de temelini
olusturur” (s.54).

Kutluk ise ideoloji’yi sistemsel bir
organizma olarak gormekte, Cumhuriyet
muzik inkilaplarinin en onemli hamlesinin
egitim alaninda gerceklestigini ve egitimin
de ideolojinin en onemli uygulayicisi
oldugunu diisinmektedir. Ancak Kutluk
sadece egitimde degil, Cumhuriyet miizik
inkilaplarinin  her kademesinde ve her
asamasinda verilen kararlarin ideolojik
oldugunu iddia etmektedir. Kutluk’a gore
(2018) Cumhuriyet mizik politikalarinda
her sey ideolojiktir; “1) Hedef belirleme:
Batiilasma, Cagdas Uygarlik. 2) Strateji
Belirleme: Halka Begendirme, Kitle Mizik
Egitimi. 3) Devletin ideolojik Aygitlar: Miizik
Okullar, Halkevleri, Ulkii Dergisi, Radyo,
Ceviri Kitaplar, Mizik Yazarlar. 4) Uygulama
Calismalan: Besteci, Beste, Seslendiriciler,
CSO (Cumhurbaskanligi Senfoni Orkestrast)
ve diger seslendirme kurumlar ideolojiktir”
(s.63). Ancak Kutluk, miizigin her alanina
sirayet etmis olan ideolojinin “neligi”
konusunda fazla ayrintiya girmez. Baska bir
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ifadeyle Batililasma, cagdaslasma, uygarlik,
halka begendirme, kitle mizik okullan,
dergiler, radyo, kitaplar, besteciler ve
kurumlarin ideolojik olmak bakimindan hangi
ideolojiyi yansittig1, bu ideolojinin kavramsal
ve tarihsel boyutlarn goz ardi edilmektedir.

Kutluk’un Cumhuriyet muzik inkilaplarinda
her seyin ideolojik oldugu goriisiinii Yore
ve Gokbudak bir Cumhuriyet bestecisi olan
Ahmet Adnan Saygun’un Uzerine yaptiklan
calisma (2012) ile desteklemektedir. Bu
calismada Saygun adina su belirlemelere

vanlir; “Ataturk’ten ve donemin siyasi
ideolojisinden  de  etkilenerek  kendi
ideolojisini olusturmus, bestecilik,

egitimcilik ve etnomiizikologluk cercevesinde
siirdiirdiigli meslek hayatin1 da bu dogrultuda
ylriitmistir”  (s.266). Goriildiigli  lzere
ideoloji kavraminin kullanmimi; Ataturk’un
ideolojisi, donemin siyasi ideolojisi ve
butun bunlarin etkisiyle olusan Saygun’un
bir ideolojisi olarak kendini gostermektedir.
Dolayisiyla muallakligin ortadan kalkmasi
icin bu ideolojilerin ne olduklari, Saygun’u
hangi Olcude etkiledikleri ve Saygun’un
kendine ait oldugu disiiniilen ideoloji
gorlisiinde hangi degisikliklere maruz kaldig
da bir aciklamaya ihtiya¢ duymaktadir.

Cumhuriyet muzik politikalarina bir baska
ideoloji eksenli elestiride Oztiirk, Herder’in
tarih ve dil anlayis1 minvalinde yapilandirdigi
kiltur calismasini referans olarak gosterir.
Oztiirk’e gore (2018);

“Bu uydurma ama ‘degismez’ nitelikteki
mit’e duyulan inanc ve bagliligin -aradan
onca zaman gecmis olmasina ragmen-
Tiirkiye’deki tiim folklor calismalarina
da temel olusturmus olmasi, konunun
‘bilim’den ziyade ‘ideoloji’ ekseninde
sekillenmeye devam ettiginin belki de en
somut gostergelerinden birini olusturur.
Bu anlayista, folklorun, sadece ‘eskiye
ait’ ve modernite karsisinda siirekli
olarak ‘yok olma tehdidi’yle kars1 karsiya
olduguna iliskin temel bir endise vardir.
Ancak burada bir noktaya, biraz daha
farkli bir acidan bakilmasi gerekir. Bu da
Herder’in halk’a yonelme ve onlardan,
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basta halk sarkilari olmak lizere, muhtelif
folklorik malzeme ‘derleme’ fikrindeki
temel itici giictin, onun inan¢ temelini
olusturan ‘Ibrani halki/milleti’ne 6zgii
tarihsel malzeme/kanit toplama anlayisi
olmasidir” (s.56).

Oztiirk bu elestirisinde, kiltiirel ciktilarin
zaman i¢inde unutulmamasi icin bellek
altina alinmasin1 bir mit, baska bir anlamda
bos bir inanc olarak gormektedir. Bununla
birlikte Herder’in calismalarini Cumhuriyet
Turkiye’sinin muzik inkilabinda yer alan
muzikoloji calismalariyla bir tutarken,
onu da bir muzikolog olarak gormektedir.
Oztirk’in  Herder’e  kiltirel  ideoloji
baglaminda yonelttigi elestiri, ozellikle
onun iizerinde durdugu tarih disiincesini
arka plana itmektedir. Herder’in cagdasi
olan Hegel, tarih felsefesinin onemini tin
(geist) kavramiyla vurgulamis, mutlak
tini (absolute geist) sanat, din ve felsefe
olarak belirlemistir. Herder’in dustinceleri
kendi yasadig1 cagi, yani Alman idealizmini
yansitirken Tarih Felsefesi adli kitabinda
su soruyu kendine sormaktadir, “Dunyada
her seyin bir felsefesi ve bilimi varken bizi
en vyakindan ilgilendiren genel insanlik
tarihinin de bir felsefesi ve bilimi olmaz mi?”
(2020:22). Dolayisiyla Herder, tarihi insan
felsefesiyle birlestirerek, tarihe insanin
sahip oldugu gibi bir biling vermekte, onun
ardindan da Hegel bunu mutlak tin (absolute
geist) olarak dile getirmektedir.

Bom Seift

Ehrdifden Poefie

‘Eine Anleitung

file die ficBpaber Derfelben und ber dlteflen
efdichre bes menRblicen Giftes,

S‘. (CX S?crb:t'.

Crfter Theil.

teipjylag,
bel 3ob. Poilipp Haugs Witewe, 1757,

Sekil 1. Herder (1787) ibrani Siirinin Ruhu Uzerine
(Vom Geist der ebraischen Poesie) (Herder & Bohlman,
2017:11).
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Mizik derlemelerini de bu minvalde ele
alan Herder’in halk miizidi (volkslied)
kavramini ortaya atmasi, 1774 yilinda halk
sarkilar projesiyle baslar. Antik sarkilar (Alte
Volkslieder) adin1 verdigi ve deneysel bir
malzeme olarak gordiigii bu sarkilar1 Herder,
tarihle beraber konumlandirir. Bohlman’in
Song Loves The Masses (Sarki Kitleleri Sever)
adli kitabinin basinda belirttigi gibi, ulusal
kimligin zayiflamakta oldugu aydinlanma
doneminde Herder’in sekillendirdigi hikaye
ve tarih arastirmasi beklenmedik sekilde
ulusal kimlik karakterine burunur (Herder &
Bohlman, 2017:21-25). Herder’in deneysel
olarak yaklastigr Antik Halk Sarkilar1 (Alte
Volkslieder), farkli sarkilarin ortak tarihsel
soylemleri olarak birlestigi dort ciltten olusan
bir antoloji ile sozli gelenegi yazili gelenege
aktarmay1r amaclamaktadir. Herder bunu
yaparken metinlerin tarihsel baglamlarindan
kopartmadan, dilin uluslailiskisiniyansitmaya
ozen gosterir. Herder’in dil ve tarih felsefesi
alanina yogunlasmasi ve onun edebiyatci
kisiligi, Alman Romantizminin simgesi sayilan
ve aydinlanma caginin edebiyat kanadinda
ortaya cikan firtina ve cosku (strum und
drang) ekolinu derinden etkiler. Dolayisiyla
Herder, Alman Romantizminin edebiyatci
filozof kisiligini yansitmaktadir ve Antik
Sarkilar (Alte Volkslieder) lzerine yaptigi
calismalar da sarkilarin siir formunda
yazili edebiyata olan biyuk katkist olarak
degerlendirilmektedir. Baska bir ifadeyle
Herder, sarkilarin  mahiyetine  degil,
edebiyat olarak soylencesine, yani derleme
calismalanyla yazili metne donistirdigi
edebiyat kismina ilgi duymaktadir®. Dahasi
Herder, 1787 yilinda yayimlanan kitabi1 ibrani
Siirinin Ruhu Uzerine’de (Vom Geist der
ebrdischen Poesie) (bkz. Sekil 1) ilgi odaginin
hem “ibrani kiiltiirii” oldugunu hem de kendi
tabiriyle “siirin ruhu” oldugunu gozler oniine
sermistir.

Gorlldugl  Uzere elestiriler bir vyana,
inkilaplarin  basarisinin  dahi  ideolojiye
baglanmasi, ideoloji kavraminin

4 Bkz. Johann Gottfried Herder ve Philip Bohleman, Song
Loves The Masses Herder on Music and Nationalism,
University of California Press, 2017, 21-22.

kullanimindaki celiskili ve muallak yapisim
gozler onune sermektedir. Dolayisiyla
Cumhuriyet (muzik) inkilaplarinin ideolojik
temeller Gizerine kurulmasi veya kurulmamasi
tartisilirken aynm zamanda ideoloji Uizerinden
temellenmesinin  sonuclarn  bakimindan
olumlu mu, olumsuz mu oldugu tartismasi
da ortaya ¢ikmaktadir. Bu durumda ideoloji
kavraminin ne oldugu, tarihsel ve felsefi alt
yapisinin incelenmesiyle birlikte bu ironik
durumun izaht mimkiin goziikmektedir.

ideoloji kavrami

Kant’in Bat1 felsefesindeki yeri onemlidir,
clinku felsefenin ilgisini 0zneye ve oznenin
bilgisinin sinirlarinin ne olduguna cekmistir.
ilk olarak Descartes, cogito ergo sum®
onermesiyle ilgileri 6znenin Uzerine cekmeyi
ve Yenicag felsefesinin rasyonel temellerini
atmayr basarmis, ancak oOznenin eylemini
sadece suphe duyma tesebbisiinden
oteye gecirememistir. Bu anlamda Kant’in
Descartes’a olan katkisi; 0Oznenin akla
dayanan (a priori) faaliyetlerinin, kendi
deyimiyle saf aklin sinirlarinin ve onun
bilme seklinin incelenmesidir.  Avrupa
aydinlanmasinin  temel dinamikleri olan
ilerleme ve akil ideali insam ozgurlik ve
mutluluga tasirken, Kant gelenege ve tek
merkeziyetcilige karst durusu “aydinlanma
nedir?” makalesinde dile getirdigi sapare
audio (aklini kullanma cesareti) mottosuyla
gerceklestirmistir®.  Alman  aydinlanma
felsefesinde idealler ve ilkelerin buyik bir
cogunlugu kiiltiir temeline dayandinlmistir.
Aydinlanmanin etkisi ile ortaya cikan bu
kulturel durus tam olarak Kant ile baslamasa
da Kant’in ilkelerinin etkisiyle aym
topraklarda Alman idealizmi veya baska bir
ifadeyle Alman Romantizmi akimi ile kendini
gostermistir.  Dolayisiyla  aydinlanmanin
ilerleme ve akil ilkeleri, Alman idealizmiyle
birlikte kulturin, sanatin, daha da onemlisi
yasamin bir parcasi olmustur.

ideoloji kavrami, ilk olarak Alman degil
Fransizaydinlanmasinda, Destutt de Tracy’nin

5 Dustintiyorum oyleyse varim.
¢ Bkz. Immanuel Kant, Secilmis Yazilar, cev. Nejat
Bozkurt, Sentez Yayincilik, Istanbul 2020, s. 311-321.
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aklin bilimi anlaminda kullanmasiyla ortaya
cikmis, Tracy’nin cagdasi olan Condillac’da
onu Fransiz devriminin idealleri arasina
tasimistir. Bunun ardindan ideoloji kavrami
kullamlmamis olsa da ona temel saglayan
gorisler one slirmustiir. Bu baglamda Francis
Bacon ideoloji kavraminin onculu olarak
idoller kavramini ele almis ve idolleri bir
yanilsama olarak gormustur. Hegel, tinin
fenomenolojisi’yle (phanomenologie des
geistes) akla tarihsel bir boyut kazandirmis ve
nihayetinde Marx ile ideoloji kavrami tekrar
glindeme gelmis, o da toplumsal, siyasi ve
kilturel boyutlarda ele almistir. Hegel’den
Marx’a ideoloji kavraminin sekillenmesini
Mardin soyle ifade eder; “Hegel, Kant’in
aksine insanin degismez bir 6zii olduguna
inanmiyor. Aksine, Hegel’e gore insanin
anlami zamanla degisir. iste burada Marx’in
ideoloji kavramina bir derece yaklasmis
oluyoruz ve Marx’in Hegel’den ne kadar
faydalandigim gorebiliyoruz” (2018:29).

Hegel, en temelinde insan vyasantisinin
(kalturunun) ve insan aklinin tarihsel bir
etkinligi olan tin (geist) anlayisin1 her seyi
olgularin bir toplami olarak kabul ederek
ortaya koymaktadir. Marx ise Hegel’in
felsefesini tersine cevirirken, “sosyal yasam
bilinci belirler savi kendisinin ideoloji
kavramini hangi anlamda kullanmis oldugunu
anlamakta oOnemli bir tutamak sagliyor”
(Mardin, 2018:33). Baska bir deyisle
Hegel’de, insan bilincinin kilturel izleri
veya olgulan olan tin felsefesi, Marx’ta
olgularin yani yasantilarin insamin bilincini
etkiledigi ideoloji felsefesine donusdir.
Boylece Alman idealizmi felsefesi zaman
icerisinde Alman ideolojisi  felsefesine
dogru evrilir. Ancak Kant’tan Hegel’e kadar
uzanan Alman idealizmi aydinlanma ve
romantizmin ilkeleriyle birlikte olumlu
bir tutum icindeyken, Alman ideolojisinde
Marx, ideoloji kavramini1 genellikle egemen
simfin yanmltict bir eylemi olarak olumsuz
anlamda kullanmir. Mardin’e gore (2018) Marx
ideolojiyi, is béliimiiniin insanlara diinyayi
ancak tek bir yonden gdrmelerine imkadn
verdigi bir toplum yapisinin yarattigi carpik
diistince (s.39) olarak gormus ve ideolojiyi
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en cok olumsuz anlamda kullanmistir (s.41).

Marx’tan once, dusuncelerdeki
yanilsamalarin koklerini arastiran Bacon,
ideolojinin yamlsama ile iliskisini acik bir
sekilde ortaya koyar. Bacon, insan zihninin
Urettigi yanilsamalar anlaminda kullandig
idol kavramin, dort farkli anlama vyayar.
Bunlardan ilki, insanin hem duyu hem de
akilla ilgili tim algilarinin evrene degil
kendisine ait oldugu, insanin dogasindan ve
irkindan (veya soyundan) kaynaklanan bir
yanilgiy1 yansittig1 soy idolleri’dir (idols of
the tribe). Bu idollerin insan dogasinda var
oldugu ve dogustan geldikleri icin tam olarak
yok edilmesi miimkiin degildir. ikinci olarak
idol kavram, insanlar arasindaki iliskilerin
degiskenligi ve diizensizligi lizerine kurulan
madaraidolleri’dir (idols of the cave). insamn
yanilsamalari, her bireyin kendi magarasinda
ancak doganin yansimasini algilamasinda,
bundan dolay1n da her insanmin kendi
magarasinda kurdugu diinyanin kendisinde
olusturdugu yanilsamalarin nedenini
olusturmasinda meydana gelmektedir
(Bacon, 2003:41). Baska bir ifadeyle
insanin bireyselligi, sosyal yasantinin bir
parcasi olarak onun etkisi altindadir. Bilincli
veya bilin¢siz bir sekilde insanin bireysel
dusuncelerinin bicimlenmesi kacinilmazdir.
Uclincli olarak insan iliskilerinin bir nedeni
olarak ortaya c¢ikan carsi-pazar idolleri
(idols of the marketplace) vardir ki, bunlar
anlasmanin formu olarak kabul edilebilen
sozcuklerdir. Bacon’a gore insanlar sozcukleri
kontrol ettigine inansa da sozciikler akli
yanilsamaya sevk eder (2003:48). Bacon’in
son olarak ele aldig tiyatro idolleri (idols of
the theatre), anlam olarak ideoloji kavrami
ile ortak ilkeler ve yanilsamalar temelinde
birlesmektedir. ilk iki idoliin (soy ve magara)
dogustan gelmesine karsilik, son iki idol
(carsi-pazar ve tiyatro) sonradan, sosyal
yasanti ile kazanilmasi1 bakimindan yanilsama
olarak ideoloji kavramina yakindir. Bunlar
tiyatro sahnesini andiracak bir bicimde
kurgulanmis, yazilmis ve oynanmis oldugu
kabul edilen yanilsamalardir. Tiyatro idolleri
masali andiran teoriler ve vyanlis ispat
temelleriyle ortaya atilir ve boyle kabul
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edili. Bundan dolay1 da bu yanilsamalan
curitmeye calismak beyhudedir (Bacon,
2003:49-50). Bacon’a gore zihni yanilsamaya
sevk eden bitiun bu idollerden ivedi bir
sekilde kurtulmak gerekmektedir. Tipki
ideoloji kavraminin isaret ettigi gibi,
Bacon’in idolleri de gercek bilginin oniinde
engel olusturmaktadir.

Althusser ise Marx’in ideoloji anlayisim
kabul etmekle birlikte, onun ideolojiye olan
olumsuz tavrim tersine cevirmeye yonelik
bir caba icinde olmustur. Bir baglamda
Althusser, Marx’tan cok Marx’¢1 olmustur
denebilir. Dahas1 Althusser’in ideoloji ve
Devletin ideolojik Aygitlan kitabim yazis
amaci, 2000 yilinda yayimlanan Turkce
cevirisinin onsoziinde Belge’nin de belirttigi
gibi; “Sovyet devriminin sosyalizmi kurmakta
basarsiz ya da yetersiz kalmasinin derinde
yatan nedenlerinin arastirilmasidir. ideoloji
ve Devletin Ideolojik Aygitlari, yazarin
(Althusser), ideolojiyi maddi bir pratik, kendi
etkileme alaninda belirleyiciligi olan bir
pratik olarak ele alinmasinin teorik aciklamasi
ve savunmasl. Bu teorik tezlerin ardinda,
Sovyetler Birligi’nde sosyalizmin kurulusu
cabalarinin  gozlemi vyatiyor” (Althusser,
2000:7). Dolayisiyla Althusser ideoloji
kavramiyla birlikte uretim kosullarimn,
uretim araclarimin, emek-guiciinun, yeniden-
uretiminin kosullarin1 aramaktadir. Althusser
Marksist devlet teorisine eklenmesi gereken
diye belirttigi Devletin ideolojik Aygitlan
kurumlar ise tamamiyla Marksist Devlet
Teorisinin eksiklerini giderme adina onerdigi
cozumu icermektedir. Althusser tezini su
sekilde dile getirmektedir; “Onerdigimiz
tez eger dogru temellendirilmisse, o zaman
bir noktada kesinlik kazandirarak klasik
Maksist devlet teorisine geri geldik sayilir,
devlet iktidan (ve filancanin elinde olmasi...)
ile devlet aygitim birbirinden ayirmak
gerektigini soyledik. Fakat devlet aygitinin
iki govdeyi kapsadigini ekleyecegiz: Bir
yandan devletin baski aygitin1 temsil eden
kurumlar govdesi, obur yanda Devletin
ideolojik Aygitlar govdesini temsil eden
kurumlar govdesi” (Althusser, 2000:37).

Sosyalizmin kurulmasinda yasanan pratik
eksikliklerinin giderilmesi adina Althusser’in
gosterdigi bu cabamin  sonucu olarak
ideoloji kavraminin evrensel bir sonucunun
cikarilmasi olasi bir durum degildir. Althusser
de bunu Marksist devlet teorisini referans
gostererek acik bir sekilde dile getirmektedir.
Dolayisiyla Althusser’i referans gostererek
Cumbhuriyet’in muzik devrimlerinin ideolojik
yonde gerceklestigini ortaya koyan iddialar’,
Cumhuriyet temellerine dayanan ulusal
bir devlet kurma ideallerinden uzak bir
cihettedir.

ideoloji kavramim italyan Marksist Antonio
Garmsci, tarihsel olarak farkli bir anlamda
ele aldig1 goriilmektedir. Mussolini tarafindan
Marksist oldugu gerekcesiyle hapse atilan ve
teorisini orada gelistiren Gramsci, ideolojiyi
elit kesimin halki egemenligi (hegemonya)
altina almas1 olarak ifade eder. italya’da
Kapitalist sistemin yikilmasi ve Marksizmin
yerine gecmesi icin cabalayan Gramsci,
temel problemini egemenlerin ideolojiyi
kullanmas1 lzerine kurmaktadir. Gorildigi
uzere, ideoloji kavram tarihte genellikle zor
kullanmanin bir alternatifi olarak kullamlmis
ve simf farklibklarinin bir neticesi olarak
kendisini  gostermistir.  Dolayisiyla da
ekseriyetle Marksist dusuncelerin siyasal
iktidan ele gecirme cabasinm yansitmaktadir.
Dahasi, Marksist filozoflar veya siyasetciler,
ideoloji kavramim savastiklari kapitalist
sistemi elestirmek icin kullandiklan goze
carpmaktadir.

Sonuc olarak ideoloji kavrami tarihsel olarak
degisik anlamlara biirlinen, ancak ortak bir
ilke olarak da bir sinifin bir sinifa tstiinliigiini
yansitan, olumsuz ve elestiriye yonelik
kullanim1 daha yaygin olan bir kavramdir.
Cogunlukla Marksist simif  miicadelesini
yansitmasi bakimindan da bir donemin ruhu
ile alakalidir.

7 Bkz. Omer Can Satir ve Hakan Reyhan, “Yiirii Tiirk
0Oglu: Bir Cumhuriyet ideolojisi Olarak Tirk Kimliginin
insasinda Marslar ve Cocuk Sarkilan”, Cumhuriyet Miizik
Politikalar1, ed. Firat Kutluk, H20 Yaymnlan, istanbul
2018, s. 205.
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Miizik inkilaplarina “ideoloji”
lizerinden yoneltilen elestiriler

Cumhuriyet donemi muzik inkilaplar; hasta
olarak adlandirilan ve hala imparatorlugun
ilkelerine bagl olan bir iilkenin, ulus devleti
olma miucadelesiyle birlikte; milli, halkc
ve ulusal degerler ve bu temeller lizerinde
kurulmasidir. Ozet olarak, siyasi ve kiiltiirel
anlamda mevcut olanin topyek{in degismesini
hedefleyen inkilaplar, su 6zelliklerin lizerinde
temellenmektedir;

»  Cumhuriyet’in butun inkilaplarinin
bir parcasi olarak planli ve sistematik bir
yapi icerisinde olma,

»  Tarihin ve donemin ruhunu (geist’ini)
g0z ardi etmeme,

» Aydinlanmanin ilkeleriyle, hatta
Turk aydinlanmasinin ilkeleriyle hareket
etme,

> Var olan bir diizenin degistirilmesi
degil, harf devriminde oldugu gibi
topyek(n yeniden yapilanma,

»  Bir ulus devletini, ulusal yani halkg
degerler lizerinden kurma.

Cumhuriyet muzik politikalarinda ideoloji ile
kurulan alakayla birlikte “Batiya yonelme”
ve “Osmanlinin reddi” iddialan, elestirilere
ideoloji ekseninde yansimaktadir. Ayas’a
gore, “Kemalist ideolojinin Osmanli mirasini
mesruluk alaninin disina itmeye yonelik
soylemleri cift yonlu isler. Bir yandan
Osmanli mirasim1 gozden dusururken bir
yandan da Cumhuriyet’in yeni siyasi
tercihini  mesrulastirmaya hizmet eder”
(Ayas,  2020:54). Osmanli’nin  basta
kilturel olmak Uzere butun birikimlerinin
itibarsizlastinnlmasi, sadece siyasi durusuyla

ve siyasi icraatlanyla dusunulmesi, bir
anlamda Cumhuriyet’in temel ilkelerini
gormezden gelmektir. Aksini dusunmek

Cumhuriyet’in butlin devrimlerini kultdr,
sanat ve bilimden kopartmak olacak ve
temel ilkelerinden yoksun birakacaktir.
Ayas’a gore, “Cumhuriyet doneminde
Osmanli’ya ait her sey geleneksel ve geri

2022, 10(3) 431-447

Erenozlii

olanla, Bati medeniyetiyse ileri ve modern
olanla ozdestirilmistir. Boylece baslangicta
medeniyet, cografya, siyaset, din ve yasam
tarzi  farkhiigimm  ifade eden Dogu-Bati
Ayrimi zamansal bir ayrnma donusmustur”
(2020:55).

Yeni  Turkiye’nin  devrim icraatlarim
surekli Osmanli ile kiyas icinde olmasi;
Osmanli-Cumhuriyet  Turkiye’si, gelenek-
medeniyet, Dogu-Bati, eski (diizen)- yeni
(duzen), alaturka-alafranga vb. kalabalik
ve tutarsiz bir dilemmayr da beraberinde
getirmistir.  Cumhuriyet harf devrimine
yoneltilen elestiriler, belki de butun bu
ikiye bolunmusluk tragedyalarinin donum
noktasidir. 20. yuzyilin onemli filozoflarindan
olan Wittgenstein (1889-1951) dil ile
yasam arasinda bulyiik bir iliski oldugunu,
kullanilan dilin yasam diinyasini belirledigini
soyler (Wittgenstein, 2013:135). Rossi’nin
aktardigina gore Wittgenstein, yasam ve
dil arasindaki kiiltlirel bag1 soyle kurar,
“bir dili tahayyul etmek, bir hayat formunu
tahayyul etmektir” (2001:60). Baska bir
ifadeyle, belirli bir yerde yasayan insanlarin
kulturleri ile dilleri arasinda buyuk bir
etkilesim vardir ve bu etkilesim kulturun
dili, dilin de kulturu etkilemesi seklinde cift
taraflidir. Wittgenstein’in bu belirlemeleri
ayn1 cografyada yasayan halklar icin
yaptig1 disiintlirse, Osmanli Tirkgesi’nin
halktan kopuk, sadece saray cevrelerinde
kullanilmasi, dil-halk kultur etkilesiminde
Osmanli dilinin etkisinin zaten olmadig
gostermektedir. Dahasi, Ortayli’ya gore
“Osmanlica bir lisan degil, bir biirokratik
jargondur... Butun imparatorluklarin boyle
bir burokrasi jargonu vardir. Sokaktaki insanin
bilemeyecegi veya herhangi bir okumusun
yazamayacagi sekilde yazar ve konusurlar”
(2000:355). Halkin konustugu dil olan Tiirkce
(halk dili) ile Osmanli Turkcesi (Saray dili)
farkli koklerden gelmektedir. Turkce, Altay
dil ailesine; Osmanli Tirkgesinin kaynagi
olan Arapca ise, Sami dil ailesine mensuptur.
Gramer olarak da birbirlerinden oldukca
farklidirlar. Bu sebeplerden dolay1r Turk
dilinin en buyuk problemi Arap alfabesine
uymamasi ve okuma-yazma problemlerinin
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yasanmasidir (Tasdemirci, 2009:36).
Cumhuriyet Donemi harf inkilabindan
once, 1926 yiinda Baku’de gerceklestirilen
Turkoloji kongresinde, Latin harfleri gindeme
gelmis, akabinde 1927 yilinda Azerbaycan,
Turkiye’den once Latin harflerini kabul etmis
ve Azerbaycan Turkcesi’ni hayata gecirmistir
(Menzel, 2017:41). Bu baglamda Cumhuriyet
Donemi inkilaplarinin alelacele ve Atatiirk’in
keyfi yaptigi icraatlar olarak disiiniilmesi
mumkin goziukmemektedir. Goruluyor ki
inkilaplar, biyilik bir emegin, arastirmanin
ve Anadolu disinda yasayan Turk Halklarinin
da ortak kiltiruni gozeten butunleyici
bir derin distinmenin icraatlandir. Dahasi
Arap harflerinin yetersizligi Cumhuriyet
inkilaplarindan neredeyse yiz yil kadar
once Katip Celebi tarafindan dile getirilmis,
1862’da Munif Pasa, 1869’da Mustafa
Celalettin Pasa Turk dilinin yenilenmesi,
Latin harflerinin kullanilmas1 ve egitim-
ogretimde kullanilmasi hususunda 1srarci bir
tutumda bulunmuslardir (Kula, 2018:281).

Bu sikintilarin neticesi olarak 1 Kasim 1928
yilinda halkin da rahatca okuyup yazmasina
imkan tammasi hedeflenen harf inkilabi
gerceklestirilmistir. Batililasma elestirilerine
hedef olan muzik yasaklarin1 daha genis bir
boyutta gorulmesi adina, harf inkilabinin
yapilmasindan oOnce 1928’de Ataturk’un
halka seslenisi blyuk 6nem arz etmektedir. 9
Agustos tarihinde, Sarayburnu gazinosu gece
toplantisinda Ataturk;

“bizim ahenktar, zengin lisanimiz yeni
Tiirk harfleriyle kendini g0Osterecektir
diyerek harf inkilabin1 adeta miijdelemis,
bunun arkasindan da neden bodyle bir
inkilaba ihtiyac duyuldugunu su sekilde
belirtmistir; Asirlardan beri kafalarimizi
demir cerceve icinde bulundurarak,
anlasilmayan ve anlayamadigimiz
isaretlerden kendimizi kurtarmak,
bunu anlamak  mecburiyetindesiniz.
Anladiginizin asarina yakin zamanda
biitiin kéinat sahid olacaktir” (Atatiirk,
1997:11/1272).

Bu metinden, eski dilin yani Osmanli
Tirkcesi’nin halk tarafindan anlasilamamasi

ve bunun neticesi olarak da eski dilin
kaldinlip yerine yeni Tirk harfleriyle, kolay
anlasilir bir dilin gelmesi gibi onemi bir
sonuc cikmaktadir. Atatirk, harf devrimi
gibi cok onem verdigi bu kisa konusmasinda,
harf devriminde duydugu kaygilarin aynisini
muzik konusunda da dile getirir. Osmanl
miizigini kastederek su ifadeleri kullanir;

“Benim Tiuirk hissiyatim lizerinde artik
bir musiki, bu basit musiki, Tirk’un
cok miinkesif (meydana cikarilmis) ruh
ve hissini tatmine kafi gelmez. Simdi
karsida medeni dinyanin musikisi de
isitildi. Bu ana kadar Sark musikisi
denilen terenniimler karsisinda kansiz
gibi goriilen halk, derhal harekete ve
faaliyete gecti” (1997: 11/273).

Ataturk, harf inkilab1 basat olmak tizere muzik
inkilabindan da bahsetmekte, bu inkilaplar
arasinda sistematik bir bag oldugunu ve
ozellikle harf inkilab1 ile muzik inkilabinin
ortak ilkelere dayandigin1 vurgulamakta ve
Cumhuriyet ile Halk¢iligin bir organi olarak
gostermektedir. Bu ilkeler Ataturk’in her
firsatta degindigi yeni Tiirkiye’nin kurulmasi
ve vyapilandirilmasidir.  Ataturk  bunun
yontemini de eski Turkiye, yani Osmanl
ile baglarnni kopartarak ve ulus devletini
Cumhuriyet temelinde yapilandirarak
olusturur. Dolayisiyla hem harf inkilabinin
hem de miuizik inkilabinin temelinde halk¢ilik
ilkesi yatmaktadir. Bu inkilaplar, halkin
kilturanin alimp Batinin bilimiyle islenerek
milli bir kultir olusturma idealidir. Osmanl
kiiltiirinde dil ve miizik baglantis1 konusunda
Ayas’in tespitleri su yondedir;

“Osmanli miizigi, sinirli bir saz eserleri
repertuarina sahip olmakla birlikte
temelde bir s6z miizigidir. Bu ylizden dille
cok yakindan baglantilidir. Kullanilan
usuller bliyiik olciide aruz vezniyle
iliskilidir. Aruz ve usuller arasindaki 6zel
iliski Osmanli miiziginin kendine has bir
prozodi anlayisi yaratmasina yol acmistir;
bu gelenegin terk edilmesi besteciler
acisindan da bir krize isaret eder Tek
heceye tek nota seklindeki yeni prozodi
anlayisi,  bestelerin  basitlesmesine,
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standartlasmasina, eski bliyiik usullerin
ivice terk edilmesine yol acmistir. Daha
da énemlisi tercih edilen dil, Batililasma
politikalarina verilen destedin,
hatta milliyetciligin ~ dlciitii  haline
getirildiginden, bu ‘eski’ dili tasiyan
bu eski repertuar kolaylikla ‘irtica’ ve
‘sarklilik’ ile iliskilendirilebilmistir”
(2000:117-118).

Ayas’in  bir baska  tespitine  gore,
“Cumhuriyet’in ilk yillarindaki alaturka-
alafranga muzik tartismasi, bir sanat
tartismast olmanin cok oOtesine gecmis,
toplum kimligine iliskin temel bir sosyo-
politik tartisma bicimine burunmustur”
(2000:47). Cumhuriyet’ten sonra Avrupa’nin
bilimine ve sanatina kars1 duyulan ilgi onemli
bir degisimi de beraberinde getirmistir. Bu
baglamda miizik inkilabina Dogu-Bat1polemigi
ile yaklasilmasi, Batililarin goziinden Doguyu
anlama(ma) cabasi olan ve ozellikle de
Edvard Said tarafindan Bati elestirisi olarak
kurgulanan oryantalizm gibi guclu bir elestiri
organinin kullanmlmasina olan temayuldur.
Oryantalizm aym zamanda Cumhuriyet’e
yoneltilen elestirileri emperyalist bir
polemik Uzerinden vyurutmek, dolayisiyla
da Cumhuriyet icraatlarini o cihete sokmak
anlamina gelmektedir. Cagimizin en 6nemli
kultur filozoflarindan birisi olan Edward Said
oryantalizmi, “somurgecilik ve emperyalizm
yoluyla Batinin Dogu iizerinde egemenligi”
(Kennedy, 2000:14) olarak dile getirmektedir.
Dolayisiyla ozellikle muzik inkilabi Gzerinden
Ayas’in dile getirdigi “gizli oryantalizm”® ve
“Kemalist oryantalizm’ ifadeleri, mizik
yolu ile Bat1 kulturunu kayitsiz ve sartsiz
olarak kabul edilmesi anlamina gelmektedir.
Dahas1 bu kabul, Bati emperyalizminin
mizik yolu ile Tirk kiltlriine zuhur ettigi
ve Tirk kiltiriniin bozuldugu anlamin1 da
tasimaktadir. Dolayisiyla bu olgu (bilim ve
sanat) milli ve kulturel bir hadisenin cok daha
otesinde bir yapiy1 gozler oniine sermektedir.
Batililasmay1 inkilabin  kendisiymis  gibi
gorenler, butun inkilaplarin tek amacinin
halkin sahip oldugu biitiin kiltiirel birikimi

8 Glines Ayas, Musiki inkilabinin Sosyolojisi, 2020: 72.
° Glines Ayas, Musiki inkilabinin Sosyolojisi, 2020: 75.
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terk edip, tamamiyla Batiya ait kultlr
elbisesini giymesi gibi bir inanc ve carpici bir
uslupla ele almislardir. Dahasi bu elestiriler,
Batililasmanin bir sonucu olarak ortaya cikan
elitist simfin ve olgularnn distopyasi halini
almistar'®,

ideoloji minvalinde kendini gosteren Dogu-
Bat1 polemigi ve oryantalist Atatirkculiigiin
bir neticesi olarak “Osmanli’min reddi”
ifadesi de dramatik olmakla beraber carpici
ve dikkat cekicidir. Bir seyi reddetmek
kiimilatif  olarak, dogabilecek biitiin
sonuclan ile goze almak demektir ki, zaten
Osmanli’'min  reddi tartismasinin  nedeni
olan hadise de tam olarak budur. Daha
da onemlisi reddedilecek seyin sunulmus
olmast ya da aidiyet ve sorumluluklarim
beraberinde getirmesi gerekmektedir. O
zaman da aidiyet ve devamlilik cercevesinde
meydana gelen bir tartisma esas olmaktadir
ki, Atatirk’iin her firsatta belirttigi gibi yeni
Turkiye’nin kurulusunun ilkeleri Osmanli’ya
aidiyet ve devamliligin feshidir. Bu baglamda
Osmanli’nin reddi hadisesini temellendirmek
de oldukca guctur. Osmanli yonetiminin, yani
hanedanlik ve saray esrafinin Cumhuriyet
duzeni tarafindan mesrutiyetinin  kabul
edilmemesi, halkc1 bir soylemdir. “Osmanli,
Turk halkini nasil ve ne kadar temsil ediyor?”
sorusuyla birlikte muzik inkilaplarinin bir
boyutu olarak Osmanli kulturuniin reddi de
Cumhuriyet’in ideolojik bir soylemi olarak
kabul edilmemelidir. Dolayisiyla Cumhuriyet
idealleri gerceklestikce Tiirk sanat miiziginin
halk arasinda tekrar sevilerek dinlenen bir
tir oldugu giiniimiiz Tirkiye’sinde acik bir
sekilde ortadadir. Bu konu ile alakali olarak
Sadi Yaver Ataman, Vasfi Riza Zobu’nun
Ataturk’le olan bir amsini su sekilde aktarir;

“Tirk  musikisinin  yasaklandigi  ve
radyolardan kaldirildigr sirada, bir gece,
Dolmabahce Saray’inda, Yunus Nadi Bey,
Atatlirk’e ricada bulunur.

- Pasam, alaturka sarkilardan,

' Cenk Giiray, “Cumhuriyet Politikalarinin Halk Miizigine
Yaklasimi: Bir Toplumsal Dontsim Modeli”, Cumhuriyet
Miizik Politikalari, ed. Firat Kutluk, H20 Yayinlar,
istanbul 2018, s. 41.
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Tiirkiilerden bizi mahrum etmesinler,
zevkimize, duygularimiza miidahale
edildidinden inciniyoruz, demis.

Atattirk, soyle cevap vermistir:

- Ben de hoslanmiyorum, fakat
inkilap yapan bir nesil, mahrumiyet
ve fedakarliklara katlanmak
mecburiyetindedir. Ancak milli
kiltiiriimiize kiymet verilmelidir.

Atatlirk’iin bu sozii de Tiirk musikisinin
topyekdn vyasaklanmasi, radyolardan
kaldirilmas1 demek olmadigini acikca
gostermektedir” (Ataman, 1991:20-21).

Son So6z

Ataturk’un ilke ve inkilaplarinin ideolojik bir
yapilanma oldugunu iddia eden elestiriler,
Cumhuriyet inkilaplarinin dogasina
aykin bir tablo olusturmaktadir. Cunku,
ideolojik soylemlerin kendi terminolojisi
vardi, tamamen siyasal bir dizenin
elemanmdir ve Marksist kuramsal bir temele
dayanmaktadir, bundan dolayr da Atatirk
ilke ve inkilaplarindan farklidir. Turkiye
Cumbhuriyeti’nin  kurulus temelleri, salt
kuramsal ve Milli Tiirk Musikisi litopyasi'
olmasinin aksine tamamen eyleme, yani
icraata doniiktir. Bilimsellik, hatta cagdas
bilimsellik esas alinirken ilke ve inkilaplarin
tamami kiiltiir ortakligina dayanmaktadir.

Ataturk’in soylev ve demeclerine goz
atildiginda, ideoloji kavraminm1 neredeyse
hic kullamlmadigi, kullandig1 kadariyla
da olumsuz gondermeler yapmak amacini
tasidig1  gorilmektedir. Bununla birlikte
ideal kavrami, Cumhuriyet’in ilke ve
inkilaplarina gonderme vyaparak, olumlu
bir cihette kullanmistir. Atatirk mecliste
yaptig1 konusmalarda sunlari dile getirmistir;
(1929) “Memleketin fikri ve iktisadi inkisafla,
yuksek terakki sahasi olmasina calismak
idealimizdir” (1997:1/378); (1936) “Seneler
gectikce, milli ideal verimleri, glvenle

" Bu ifade Oztiirk’e aittir. Bkz. Okan Murat Oztiirk,
“Milli Musiki Utopyasi: Halk Ruhunu Garp Fenniyle
Tekrib Etmek”, illiizyon, Ed. Firat Kutluk, H20 Yayinlar,
istanbul 2016, s. 18.

calismada, ilerleme hevesinde, milli birlik ve
milli irade seklinde gozlere carpmaktadir. Bu
bizim icin cok onemlidir; cuinki, biz, esasen
milli mevcudiyetin temelini, milli suurda
ve milli birlikte gormekteyiz” (1997:1/405);
(1937) “En basta vatan midafaas1 olmak
tzere, mahsullerimizi kiymetlendirmek ve
en kisa yoldan, en ileri ve refahli Turkiye
idealine ulasabilmek icin, bu bir zarurettir”
(1997:1/414). Atatuirk 27 Eylil 1937’de
Fransiz Buyiikelcisi’ne cevaben su ifadeleri
dile getirmistir; “Turkiye Cumbhuriyeti
sulh yolunda masruf buylk gayretlerin
inkisafin1 derin bir alaka ile takip etmekte
ve beseriyetin en buylk ideali olan sulhun
lazim ve esasli unsurlarin1 hulus-i niyetle
akdolunan ve bilhassa sidk ile tatbik edilen
miitekabil taahhiidata riayetin teskil ettigi
kanaatinde bulunmaktadir” (1997:11/276).
Orneklerden de anlasildigi gibi Atatiirk
yaptigi konusmalarda ideal kavramini,
ideoloji kavramindan cok farkli olarak ve
buyuk bir itina ile kullanmistir.

ideoloji ile idealizmin farki hususunda
Ark’in tespiti 6nemlidir. Arik’a gore “idealist
biitiin hareketlerini, inandig1 seye uydurur.
Onun isiyle ici arasinda aynlik, aykirnlik
bulunmaz. Ideale bu biitiinliigii veren
sey: Ondaki metafizik taraftir. ideolojide
metafizik yoktur” (1969:23-24). Dolayisiyla
Cumhuriyet’in mizik inkilaplarinin gelecege
sekil verme, ideoloji veya baska bir deyisle
toplum miihendisligi'? gibi algilanmasinin
aksine, metafizik bir temel Uzerinde varlik
gosteren tinselligin (geist’in) bir olgusu
olarak idealizm ekseninde temellenmektedir.

Turk  aydinlanmasi olarak  kendisini
gerceklestiren milli inkilaplar, 18. yuzyil
Avrupa aydinlanmasinin ilkeleriyle buyuk
oranda oOrtismektedir. Kant’in belirttigi
gibi  aydinlanma, baskasinin akliyla
hareket etmeme ve kendi aklin1 kullanma
cesareti gosterme™ anlamina gelmektedir
ki, bu, Cumhuriyet inkilaplarinin temel

2 Bu ifade Kutluk’a aittir. Bkz. Firat Kutluk, Mizik ve
Politika, H20 Yayinlari, istanbul 2018, s. 66.

3 Bkz. Immanuel Kant, Secilmis Yazilar, cev. Nejat
Bozkurt, Sentez Yayincilik, istanbul 2020, s. 311-321.
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argumanint  teskil etmektedir. Bununla
birlikte Cumhuriyet’in tarihine bakildiginda
Bat1 aydinlanmasi olan bu model, sekli
veya taklidi olarak degil; aksine analiz
ve tetkik edilmis, giniin kosullarina gore
revize edilmis, milli kultiriumize uyumlu
hale getirilmistir. Atatiirk’iin de ifade ettigi
gibi, Batinin bilimi ile bizim miizigimizin bir
sentezini ortaya koyma ideali Cumhuriyet’in
muzik inkilabinin en onemli amacim
yansitmaktadir. Cumhuriyet inkilaplarinin
temel ilkeleri, tipki aydinlanmanin temel
ilkeleri gibi; ilerlemecilik, akil, ozgurlik,
bagimsizlik, kiiltir, sanat tzerine kuruludur.
Bununla birlikte Cumhuriyet inkilaplarinin
Bat1 aydinlanmasindan farkli olan bir yani
daha vardir ki, o da Avrupa aydinlanmasi
burjuvanin etkin rol aldig1 ve destekledigi bir
olguyken, Cumhuriyet inkilaplar tamamiyla
halk tabanli ve bir halk aydinlanmasidir.
Sonuc¢ itibariyle Cumhuriyet inkilaplan
kilturel ve ekonomik anlamda elit bir
burjuva hareketi olmamakla birlikte, halk¢
bir kalkinma hareketinin tam kendisidir.

Elestiriler gostermistir ki, ideolojik boyutta
bir Cumhuriyet ve Atatiirk savunuculugunun
gotiirdigi yol; tek yonlilik, yanilsama ve
otekilestirme gibi Cumhuriyet inkilaplarina
ve milli-manevi  degerlerimize  zarar
verebilecek bir ortami1 yansitmaktadir. Bu
baglamda bu calisma, giinimiizde dahi
devam eden ideoloji penceresinden bakma
temayulunun, bir idea yaratma, 18. ylizyilin
Alman aydinlanmasinin idealizmini, kultur,
bilim, ulus olma ideasim hayata gecirme
tesebbisiiniin gerekligini ortaya koymustur.

Cumhuriyet’in muzik inkilaplar, cumhuriyet
rejimiyle birlikte yeni Turkiye’nin kurulus ve
yapilanma ilkeleri dustiniildiigiinde kiltiirel
ve bir o kadar da ulus devleti olma idealleri
bakimindan siyasidir. Bu baglamda siyasi ve
kulturel ozelliklerin birbirinden ayrilmaz
bir sekilde ic ice gectigi goriilmektedir.
Hatta inkilaplarin  ruhu, Hegelci bir
ifadeyle Inkilaplarin tini (geist), Turkiye
Cumhuriyeti’ninvarligiyla beraber var olmaya
devam edecektir. Dolayisiyla inkilaplarin bir
sonucundan degil, siirekliliginden bahsetmek

2022, 10(3) 431-447

Erenozlii

daha makul gozikmektedir. Bugiin modern
ve laik Turkiye'ye hizmet eden her birey
Cumbhuriyet’in inkilaplarina hizmet ediyor
demektir.
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A philosophical assessment on criticisms of “ideology” to the
Turkish music reform

Extended Abstract

The music reform, which was realized in the early years of the Republic, has felt its impact in many areas
of life from education to everyday life to the present day. The studies effected on this subject are merged
in the opinion that the young Republic of Turkey is making these reforms on the axis of “ideology” to an
extent that cannot be underestimated. According to critics, the Republic of Turkey has faced to the West
due to the “nationalist ideological” policies pursued and has become alienated from its own culture. Towards
the principles of the music reform, the Turkish Art Music belonging to the Ottoman was abandoned and the
compilation of Turkish folk songs and their arrangement in Western technique constitute the reason for this
alienation. However, this alienation manifests itself as a cultural reflection of the Western-elitist ideology.
Critics claim that everything that belongs to the music revolution, in terms of its ideological nature, also
entails a number of negative consequences.

The concept of ideology first appeared in the French Enlightenment, not the German, when Destutt de Tracy
used it in the sense of the science of reason, and Tracy’s contemporary, Condillac, brought it among the ideals
of the French revolution. After that, although the concept of ideology was not used, he put forward views that
provided the basis for it. In this context, Francis Bacon took the concept of idols as the premise of the concept
of ideology and saw idols as an illusion. Hegel brought a historical dimension to reason with his phenomenology
of the soul (phanomenologie des geistes), and finally with Marx, the concept of ideology came to the agenda
again, which he dealt with in social, political and cultural dimensions. In Hegel, the philosophy of spirit,
which is the cultural traces or phenomena of human consciousness, turns into an ideological philosophy in
which phenomena, that is, experiences, affect human consciousness. Thus, the philosophy of German idealism
evolves over time into the philosophy of the German Ideology. But while German idealism, from Kant to
Hegel, has a positive attitude with the principles of enlightenment and romanticism, in The German Ideology
Marx often uses the concept of ideology in a negative sense as a misleading act of the ruling class. As a result,
the concept of ideology is a concept that has historically taken on different meanings, but as a common
principle, reflects the superiority of a class over a class, and its negative and critical use is more common. It
is often related to the spirit of an era in that it reflects the Marxist class struggle.

Criticisms claiming that Atatilirk’s principles and revolutions were an ideological structure constitute a
picture contrary to the nature of the Republican revolutions. Because ideological discourses have their own
terminology, they are elements of a purely political order and are based on a Marxist theoretical basis, and
therefore they are different from the principles and reforms of Atatiirk. The foundations of the foundation
of the Republic of Turkey, contrary to being a purely theoretical and national utopia of Turkish music, are
entirely oriented towards action, that is, performance. While scientificity, even contemporary scientificity, is
taken as a basis, all principles and revolutions are based on cultural commonality.

The aim of this study is to make a philosophical analysis of the concept of ideology, to object to the criticisms
that base the music reform on ideological foundations, and to suggest that the music reform consists of
idealistic principles, not ideological ones. Therefore, in opposition to the view that the music reforms of the
Republic are alienated from their own culture in terms of being “ideological”, the claim has been put forward
that they are based on their own self-culture in terms of being “idealistic”.

Keywords
Atatiirk, idealism, ideology, music reform, Turkish music, Turkish Republic
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