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Abstract

Film has influenced the public as an important cultural form since the 20th century, and film music,
as an integral part of film, plays an important role in shaping its content. Film music was influenced
by late European Romantic music, and the Hollywood film score system was established based on
composers of European descent, followed by the fusion of numerous emerging musical styles, such as
Jazz, Rock, and EDM, etc. The orchestral music as the main composition of the film score has a sense
of aural expectation in the sound expression, which largely comes from the chromaticization of the
harmonies. When analyzing Hollywood film music, it is inevitable that chromatic harmony progression
cannot be accurately expressed by traditional tonal music analysis. This study analyzes the chromatic
harmony progression of chromatic mediant relationship in the film scores of four composers from the
perspective of neo-Riemannian theory. And the correlation between the four sets of transformations
and chromatically harmonic progression, H transformation, PL transformation, LP transformation, and
RP transformation, is derived from the comparative analysis of neo-Riemannian theory and chromatic
mediant relationship. These transformations have deepened the negative emotions of angst and fear
or the positive emotions of grandeur and sacredness in film narratives. Exploring and expanding the
use of neo-Riemannian theory in film music analysis has positive implications for the development of
film music by demonstrating the rationality, accuracy, and intuitiveness of neo-Riemannian theory in
the process of film musicology.

Keywords
chromatic mediant relationship, film music, Hollywood film score, neo-Riemannian
theory, transformational theory

had immigrated from Europe, many fleeing
Hitler and the rise of fascism’ (Kalinak
2010, 62-63). European-born composers
created the Hollywood system of film music
based on historical heritage and narrative
structure, and as the era evolved, many
styles emerged in subsequent eras, such
as Jazz, Rock, and EDM, etc. As a form
of musical expression, film music is not
limited to a certain style. Instead, it covers

Introduction

From the 1920s to the 1930s, Hollywood
films underwent a transition from silent
film to music in the soundtrack of the sound
film. And the 1930s saw the beginning of
the classical Hollywood film score. ‘The
classical Hollywood film score coalesced
especially through the work of three
composers in the 1930s, Max Steiner, Erich
Wolfgang Korngold, and Alfred Newman,

whose scores for King Kong (1933), The
Adventures of Robin Hood (1938), and
Wuthering Heights (1939) respectively
are among the most accomplished in the
form. They were joined by others, notably
Dimitri Tiomkin, Miklés Rozsa, Bronislau
Kaper, and Franz Waxman. All but Newman

almost all musical styles, and film music is
not synonymous with one musical style,
but a comprehensive embodiment of many
musical styles. So, it is necessary to analyze
film music with diverse perspectives and
theories.
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The use of chromatic mediant relationship
in film music is representative of the
chromaticism use of music, as described by
music theorist David Kopp:

Chromatic mediant relations are, of
course, not exclusive to nineteenth-
century music. Their presence in
Renaissance music is familiar. In Baroque
style they often occur at the boundaries
between large sections of pieces, as a
half cadence resolving to an unexpected
new tonic. Similarly in the music of Haydn
and Mozart, they appear most often as
major-third mediants at the boundaries
between sections in a minuet or scherzo.
Between or within phrases, though, they
are exceptional. In Beethoven’s and
Schubert’s music, chromatic mediants
began to appear with greater regularity
and to find their way into more local
harmonic contexts. As their presence
grew and their profile became more
familiar, chromatic third relations
gradually became an accepted and much-
exploited aspect of nineteenth-century
harmonic practice (Kopp, 2006:18).

Therefore, the use of chromatic mediant
relationship in film music is a continuation
of European classical music, especially the
compositional style influenced by the opera
style of Wagner and is a continuation and
development of stage music.

‘Film musicology is a scholarly sub-discipline
hardly twenty years old, and virtually no
dedicated or sustained analytical attention
was given to film scores in the conventional
venues of Anglo-American music theory—
journals, conferences, monographs, and
seminars—until a trickle began at the fin
de millénnaire’ (Lehman, 2012:1). In both
traditional classical music and contemporary
music, there are only a handful of universities
where film musicology is taught as a
separate professional discipline. Compared
to other disciplines in music, the study and
exploration of film musicology is still in a
new stage.

In the analysis of film music, it is easy to
see that the functional harmonic theory of
tonal music is no longer able to accurately
represent the large number of chromaticism
applications that occur in film music. There
are many compositions using chromatic
mediant  relationship  techniques in
chromatic music. There has been extensive
literature on the use of chromatic mediant
relationship in analyzing classical music, but
not much research has been conducted on
the use of chromatic mediant relationship in
film music.

Since the 1980s, neo-Riemannian theory has
beendevelopedbasedonthetransformational
theory proposed by David Lewin (1933-
2003), Henry Klumpenhouwer and other
music theorists, and has become a new
method for analyzing music. Although neo-
Riemannian theory takes the analysis of late
Romantic music works as the starting point,
through theorists’ continuous expansion and
refinement, it is found that neo-Riemannian
theory can provide a reasonable theoretical
basis for the analysis of film music.

David Kopp’s Chromatic Transformations
in  Nineteenth-Century  Music  (2002)
detailed description of common-tone
tonality, chromatic mediant relationship,
chromatic transformation system, etc. in
19th century music, providing a reference
for the analysis of chromaticization in film
music. Frank Lehman’s Hollywood Harmony
(2018) analyzing triadic transformations in
film music and analyzing chromaticism in
film music through neo-Riemannian theory,
demonstrating the superiority of neo-
Riemannian theory as an analytical theory.
Scott Murphy’s ‘tonal-triadic progression
classes’ (Murphy 2015, 485) analysis of
film music. Transformational theory, neo-
Riemannian theory and related expanded
theories presented by the above music
theorists provide valuable research material
for the analysis of 19th century Romantic
music and film music.
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Problem of Study

Chromatic mediant relationship has been
used for more than 400 years, but it was
not until the mid-19th century that its use
was taken seriously by composers, especially
recent film composers. The use of chromatic
mediant relationship as an important part
of chromatic harmony progression in film
music is used as the scope of this study, and
the researcher uses neo-Riemannian theory
in own analysis to explore the analysis of
chromatic harmony progression in film music
in an extended way. This study problems are;

» So how is chromatic mediant
relationship used in film music through the
composer’s use of different progressions
between major triads, between minor
triads and between major and minor
triads?

» How the use of neo-Riemannian
theory as well as transformation network
visualizes harmonic progressions in the
analysis of chromaticism film music?

> What different cinematic narrative

2022,
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emotions are expressed using different
chromatic mediant relationship?

This study takes the above questions as
the purpose of the study and explores the
analysis of chromaticism harmony in film
music through the analytical perspective
of this researcher with the use of neo-
Riemannian theory as an extension.

Method
Research Model

This study analyzes chromatic mediant
relationship-based  harmonies in  film
music  through neo-Riemannian theory
and uses transformation network to label
the movement patterns of harmonic
progressions. The neo-Riemannian theory
analysis is not centered on tonal functions and
involves different types of transformation
methods. By compiling the transformations
and extensions proposed by theorists such
as David Lewin, Brian Hyer, Richard Cohn,
Henry Klumpenhouwer, Frank Lehman, the
following Table 1 lists the transformations
involved in this study.

Table 1. A summary of common transformations

Common description Types of transformations Ex.
RP I > VI
LP [ >
. . . . PL I > bVI
Chromatic mediants in major
PR [ > bl
H(LPL) | <> bVIm
PRP I <> bllim
RP Im > Ilim
LP I'm->Vim
. . L. H(LPL) I m <> #lll
Chromatic mediants in minor
PRP I m <> #VI
PL I m - #llm
PR I'm - #Vim

This study is based on the music of four films,
Fahrenheit 451 (Director. Francois Truffaut,
1966), The Lord of the Rings: The Two Towers
(Director. Peter Jackson, 2002), Inception

(Director. Christopher Nolan, 2010), The
Hunger Games (Director. Gary Ross, 2012)
whose subjects are Sci-Fi, Thriller, Mystery,
Adventure.
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Selection Criteria of Film Musics

Bernard Herrmann, the composer of
Fahrenheit 451, was good at composing in
the above styles, and he was one of the
representative composers who pioneered
these styles. He is also one of the
representative composers with research
value in the history of film music, and his
works influenced composers later. These four
films are all based on the theme of talking
about good and evil in a fictional time and
space. A film does not have a single style
of subject matter, but generally consists
of several elements of subject matter.
The science fiction film is accompanied by
elements of adventure, and the thriller is
accompanied by elements of horror. So, the
subjects selected for analysis in this study
have subtle differences in subject matter
but are interrelated.

Analysis Techniques

Most of the films of the above subjects are
embodied in the chromaticism music. Most
of the analytical studies of chromaticism in
classical music have used tonal music for
works of the romantic period, and the use
of chromaticism in contemporary film music
draws on the creation theory of classical
music. However, combined with the
narrative function of film, composers have
explored and expanded the chromaticism
of music in new ways, and only a few music
theorists have studied and analyzed this
part. Meanwhile, the development of neo-
Riemannian theory has a more reasonable
representation for analyzing chromatic music
and non-functional harmony. Therefore, this
researcher chose neo-Riemannian theory
to analyze and explore chromatic mediant
relationship in film music.

Results

Throughtheanalysis, itwasconcludedthatthe
chromatic harmonic progression of chromatic
mediant relationship in the 4 pieces of music
used H transformation, PL transformation,
LP transformation, and RP transformation.
These 4 sets of transformation deepen the

negative emotions of unease and fear of
the film narrative, as well as the positive
emotions of grandeur and sacredness. It also
demonstrates the superiority and rationality
of neo-Riemannian theory analysis of film
music.

Analysis of Fahrenheit 451: Prelude

Bernard Herrmann (1911-1975) is the
representative  composer of classical
Hollywood film score, and he is different
from his contemporaries such as Max Steiner,
Dimitri Tiomkin, Franz Waxman, Erich
Wolfgang Korngold etc. He made modern
harmonies accepted in film and made
modern orchestration techniques created
new sound.

The film Fahrenheit 451 based on the 1951 Ray
Bradbury novel of the same name, The movie
is about a fireman who burned books as his
job because the government feared that the
public had the ability to think independently.
And after he started to read the books, he
began to question the motive behind the
book burning. Fahrenheit 451: Prelude is
opening theme, Figure 1 summarizes used
in the music as H(LPL) transformation,
L transformation, S transformation, T1
transformation. H transformation is the
chromatic mediant relationship of the most
frequent transformation in the music.
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Farenheit 451 : Prelude
2 3 4l>
bele—ng—tg—wp—pE—t—E—t—
 lTgarp ' B T B T 1L H H H H

17 18 19 20
)8 2 8 8 |
'\:j)} 1 1 1

Figure 1. Bernard Herrmann, ‘Prelude’, Fahrenheit 451: harmonic reduction

The music corresponds to the film images
shown in Figure 2. Although there is no
cinematic dialogue or story narration in
this section, the shifts of different bright
colors in the images suggest an unsettling
and tense sense of perspective. The music
makes extensive use of H transformation
chromatically harmonic progression,
which are consistent with the emotional
atmosphere conveyed by the film images,
and the constant color shifts and use of
chromatic harmony suggest the narrative
development of the film. The intuitive
nature of using transformation network to

observe harmonic progressions can be seen
through the demonstration in Figure 3. The
above analysis shows that the chromatic
harmony progression of the chromatic
mediant relationship using H transformation
deepens the uneasiness and fear of the film
narration. The instrument consists mainly
of violins, harps, glockenspiel with violins
playing in a continuous longitudinal harmonic
wave in the high voice range, many high-
frequency tones, and a dissonant chromatic
harmonic structure that deepens the tension
and uneasiness of the musical expression.

Figure 2. The opening scene of Fahrenheit 451
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H(LPD) <—L

™

T1—*'S$

Figure 3. Bernard Herrmann, ‘Prelude’,

Analysis of Gollum’s Song

Composer Howard Shore composed hours
of scores for the Lord of the Rings series.
He applied Wagner’s operatic mode of
compositiontowrite more than 100 leitmotifs,
providing a deep aural interpretation of the
film’s narrative and forming one of the most
ambitious and complex collections of themes
in the history of film scoring. As an important
character in the film, Gollum is both pitiable
and disgusting, and his character has two
sides. ‘“Gollum’s Song” is a song that plays
during the end credits of Peter Jackson’s
2002 fantasy film The Lord of the Rings:

Fahrenheit 451: transformation network

The Two Towers. It is sung from the point of
view of Gollum with a big focus on his tragic
story. It was performed by the Icelandic
singer Emiliana Torrini’ (Fandom, 2022).
The composer created this music for the sad
character Gollum using a lot of chromatic
music, and the lyrics are Gollum’s own
desperate confessions. Figure 4 summarizes
the chromatic mediant relationships
used in the music as RP transformation,
PL transformation, LP transformation.
The corresponding chromatic harmony
progressions are shown in Table 2.

Gollum’s Song
2 3 4
)
A f I ] |
AL o> 14 Il o DL ) 1
ANY4 e 0y 5 1) 1
o ¥ s 28 ure]
RP T1 PRM RP
5 6 7 8
0
v f f f !
[ . WY | §9Y I O 1Ay 1
ANV APV S ] 1. HhS IS ] 1
U HW by V_é_ TO
P T1 PRM N
9 10 11 12
)
o | | in I ]
g o ——————PHg————— o
ANEYA. ITul(‘ 1 I%() 1
O TO O TO
PL LP PL T1
13 14 15 16
0
v I I I 1|
[ Fan WEPSY IPL e ] I O IPLe ] 1l |
SV bBEy VLS ] Hh& L) 1l
DRSS o "S- el
PRM PRM PRM

Figure 4. Howard Shore, ‘Gollum’s Song’, The Lord of the Rings: The Two Towers: harmonic reduction
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Types of transformations | Chromatic mediant relationship Emotional themes
RP G#m - Bm Sadness
tragedy
despair
RP D-B anger
loss of hope
PL Gm - Bm
melancholy
uneasy
tense
LP Bm - Gm

Table 2. Howard Shore, ‘Gollum’s Song’, The Lord of the Rings: description of chromatic mediants

RP transformation is used as G#m - Bm, D -
B, Gm - Bm for PL transformation, and Bm -
Gm for LP transformation. RP transformation
in music is a progression between two
minor triads (G#m - Bm) and two major
triads (D - B), respectively, while both are
root connections of minor third interval
relationships. RP transformation (G#m - Bm)
is a minor triad progression representing
sorrow, and the root connection of the
minor third interval relationship is also
an expression of the emotional theme of
sadness and tragedy, with the corresponding
lyric ‘Where once was light, now darkness
falls. So in the end, I’ll be what | will be’
(Genius, 2022). The combination of music
and lyrics further deepens the tragedy of
the character. RP transformation (D - B) is
a major triad progression representing light
and hope, while the root note of the minor

third interval relationship also expresses the
emotional theme of sadness and tragedy,
corresponding to the lyrical part ‘Love is
no more. Don’t say Goodbye. Now we say
goodbye’ (Genius, 2022) expressing Gollum’s
sadness, despair and anger at the loss of hope.
PL transformation and LP transformation
are the interchangeable connections of the
minor triad Gm - Bm, and the melancholy,
uneasy and tense emotions of the minor
triad. Combined with the chromaticization
of a lot of music in Figure 4, the overall
music is tense and desperate, and the use
of chromatic mediant relationships shows
that the music has an important function
in shaping the sad character. The intuitive
nature of using transformation network to
observe harmonic progressions can be seen
through the demonstration in Figure 5.

v

RP — T1 — PRM

e

l

P PL «<— N

!

LP

Figure 5. Howard Shore, ‘Gollum’s Song’, The Lord of the Rings: The Two Towers: transformation network
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Analysis of Dream Is Collapsing

The film Inception storyline is the story of
Dom Cobb and his team stealing secrets
through the subconscious in the dream world.
The film is full of Action, Sci-Fi, Thriller
elements. Composer Hans Zimmer uses
orchestral and electronic music to create a
dream-like musical space for the film. ‘Dream
Is Collapsing is the third track on the album
Inception: Music from the Motion Picture. It
runs for 2:28 minutes. The title is a phrase said
by Arthur after waking up from the second
dream level (Saito’s palace) during the Saito
extraction job’ (Fandom, 2022). The music is
summarized in Figure 6 using the chromatic
mediant relationships RP transformation, PL
transformation, H transformation. The use of
RP transformation is Gb - Eb, B - Ab, the use of
PL transformation is Eb - B, Ab - E, and the use
of H transformation is E - Cm, B - Gm. RP and

PL transformation are harmonic progressions
between major triads, suggesting bright and
hopeful emotions, and H transformation
is a transition between major and minor
triads, suggesting uneasy tension and
expressing conflict. So, the music expresses
the scenario of the collapse of a dream
and the urgency to awaken the dreamer’s
tension. The chromatic harmony progression
of chromatic mediant relationship in this
piece has the function of creating tension
and releasing it. The harmonic progressions
can be observed visually in Figure 7. The
instrument composition is mainly orchestral,
with strings played by ostinato and the
brass family played by low brass, and the
sound effect of the low register is deepened
to create the scene of the collapse of the
dream.

Dream Is Collapsing
2 3 4
ﬁza I I | | I |
O | Y= I b o 1 |
s =4 15 7 & 7 IMcy=x 1 |
— | L 15N = 40 157 & 1l |
) O~ DO - ?
S(RPL) RP PL H (fgp L)
5 6 7 8
0
y I Hos Hos |
N1 o I os Y=< IM2Y= € 1
SV H: 1159 = € 157 H7 & ]
o 8 258 > >S:
S RP
9 10 1 12
0H
p’ A I I I Il |
o o e e i
SV B "S- h o~ S= QT i |
DRge=S > 8

PL

Figure 6. Hans Zimmer, ‘Dream Is Collapsing’, Inception: harmonic reduction

v

S(RPL) — RP — PL

\i

Figure 7. Hans Zimmer, ‘Dream Is Collapsing’, Inception: transformation network
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Analysis of Horn of Plenty

The film The Hunger Games tells the story of
a fictional dystopian future world in which
the main character takes the place of his
sister in a cruel game. The subject of the
film is Action, Sci-Fi, Thriller. ‘“Horn of
Plenty” is the national anthem of Panem
and is played during the Hunger Games, in
public announcements by the Capitol, and in
other official Capitol events or propaganda
commercials. During the Games, it is played
every night throughout the arena while the
faces of dead tributes are displayed in the
sky. In the film adaptation of The Hunger
Games, the instrumental version of this song
plays during the opening ceremony and the
display of the dead tributes in the arena’
(Fandom, 2022). The film’s composer, James
Newton Howard has constructed a fictional
and grand dystopian future musical world
for the film. The music can be summarized
in Figure 8 wusing chromatic mediant
relationship’s PL transformation and LP
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transformation, PL transformation’s use of
B - G, and LP transformation’s use of G - B,
B - D#. Both transformations are two major
triads and their roots are a major third apart.
The major triad expresses a grand and bright
emotion, while the major third interval has
the same emotional expression. And the
PL transformation and LP transformation
reinforce the grand and sacred narrative
presented by the capitol and in official
capitol events in the film. Of course, this
musical emotional representation can be real
orillusory and it is precisely the latter that is
represented in the film, thus corresponding
to the spatial architecture of the dystopian
future world of the film. The harmonic
progression can be observed visually through
Figure 9. The music is composed of orchestra
and choir, with the orchestration in an epic
style and the choir singing sacred lyrics
according to chant, presenting a sacred and
unreal dystopian future world.
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Figure 8. James Newton Howard, ‘Horn of Plenty’, The Hunger Games: harmonic reduction
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Figure 9. James Newton Howard, ‘Horn of Plenty’, The Hunger Games: transformation network
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Summary of the relationship between neo-
Riemannian theory and chromatic mediant
relationship

After analyzing the musical works of the
above four composers, the results of this
study are summarized as follows:

Firstly, the use of neo-Riemannian theory
and transformation network allows visual
observation of the chromatic harmony
progression of chromatic mediant

relationship in  music. Secondly, neo-
Riemannian theory can accurately interpret
and express the chromatic harmony
progression of the corresponding chromatic
mediant relationships. Thirdly, a summary
of the chromatic harmonic progressions
of the transformations used in the music
in this study in relation to chromatic
mediant relationship, and their expression
of the cinematic narrative atmosphere, is
presented through Table 3.

Table 3. A summary of chromatic mediants

Soundtrack title Types of_ Chromat]c me.dlant Emotional
transformations relationship themes
Fahrenheit 451: H | <> bVIm uneasiness
Prelude I m <> 4l fear
despair
I >Vl anger
RP loss of hope
| m sadness
Gollum’s Song m > 1iim tragedy
PL I m - #llim melancholy
uneasy
LP I m->Vim tense
RP 1> VI bright
Dream Is Collapsing PL I > bV hopeful
H | <> bVIim uneasy tension
PL I > bVI grand
Horn of Plenty sacred
LP > bright

Conclusion

Hollywood film music has some default
musical expressions in listening, which
are very often composed of chromatic
harmony progression in the structure of
chromatic mediant relationships. Using
these chromatic mediant relationships,
the composer allows the music to form an
emotional expression that is consistent with
the cinematic image and narrative function.
This study explores the chromatic mediant
relationship techniques used in Hollywood
film music of different eras by using neo-

Riemannian theory. The rationality and
accuracy of the neo-Riemannian theory
analysis method is demonstrated through
the analysis process, which summarizes
the structural relationship between H
transformation, PL transformation, LP
transformation, RP transformation and
chromatic mediant relationship in music.
These four transformations are related
to the Action, Sci-Fi, Thriller, Adventure
theme, and these transformations enhance
the narrative expression of the film as well
as the emotional depth of the film.
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The following is a comparative observation
with functional tonal harmony theory
through 3 aspects.

» Interms of benefits, neo-Riemannian
theory is more advantageous in analyzing
non-functional harmony because of
the use of a large amount of chromatic
music in film music, which is detached
from functional harmony. And the tonal-
focused properties of functional harmony
cannot meet the accurate representation
of chromatic harmony in film music.

> In terms of usefulness, neo-
Riemannian theory was developed
based on Riemannian theory, and neo-
Riemannian theory theorists critically
inherited the functional and harmonic
aspects of Riemannian theory and
expanded it into new branches of theory.
The function of film music is to assist the
narrative of the film, so the composition
of film music is needed for any possibility,
which also includes the use of functional
harmony and non-functional harmony.
The use of neo-Riemannian theory is more
useful than functional tonal harmony
theory.

» Interms of correctness, it is possible
to observe that the chromatic mediant
relationship  corresponding to the
transformation is correct and reasonable
through the harmonic  progression
by harmonic reduction. The results
presented by transformation network
are intuitive. The use of the above neo-
Riemannian theory is something that
cannot be presented and accurately
expressed by functional tonal harmony
theory.

Recommendations

Film music covers numerous music genres such
as classical music and pop music. Especially,
the extensive use of chromatic harmony
progression in film music makes the tonal
music analysis method somewhat limited.
As a music analysis tool, neo-Riemannian
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theory is powerful, and expanding the use of
neo-Riemannian theory in film music analysis
is worthy of the attention of researchers.

At the same time, for researchers, it is
hoped that neo-Riemannian theory can be
used to analyze more film music of different
themes, to summarize the current patterns
of harmonic progressions in film music in
relation to harmonic transformations, and
to explore new harmonic progressions to be
applied to the creation of film music.

Limitations of Study

There may be some limitations in this
study. There are twelve types of different
transformations of chromatic mediant
relationship, and due to the limitation of
the number of tracks analyzed in the study,
this study only explored the chromatic
harmony progressions of four chromatic
mediant relationships and could not show
the association and musical functions of
the other eight. This limitation can be
addressed in the future. An increase in the
number of tracks analyzed can identify all
film music works that use chromatic mediant
relationship in a more transformations way.
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Abstract

This study investigates the views and practices of teachers on the way of selecting the choral repertoire
and the opportunities that this repertoire offers for encouraging musical development of from primary
and lower secondary schools students within the framework of general education in Kosovo. In this
aspect, the experiences during the practical work of choir teachers and the technical or professional
difficulties they encounter during the selection of choral songs have been studied. Among other things,
the research aims to identify and analyze these factors, through which it is intended to pave the way
for further improvement in this matter. The design of this research was carried out through semi-
structured interviews, including the detailed analysis of choral songs, both in terms of musical content
and pedagogical aspects. The research was carried out with choir teachers of different schools in Kosovo
and satisfactory results were achieved, which highlight the real situation regarding the selection of the
repertoire, its quality in terms of musical and textual content and the opportunities it offers to students
in encouraging and developing musical talent. The recommendations from this study are addressed to the
relevant institutions which should aim to encourage and support the work with choral ensembles and the

improvement of practices regarding work with choir within general education.

Keywords

choir teacher, choral repertoire,
development

Introduction

Undoubtedly, the selection of the

repertoire is one of the most important
tasks on which the entire course of work
with the choir depends, from the rehearsals
to the final performance (Jones, 2012) in
front of the audience. For choral teachers,
the appropriate selection of songs is both
a sensitive and challenging task (Jansson,
Eslatd, & Daving, 2019), as the selection
of quality literature is a major test of a
musician’s skills and a time-consuming
task (Batey, 2002). Since the selection of
the repertoire is of particular importance,
choir teachers are often faced with the
dilemma of which song to choose, and at
this point, many criteria are presented

choral singing,

chorister, musical talent

on which they must focus. First of all, the
repertoire should be multi-dimensional of
varied character and content, with artistic
musical and textual-content requirements
in order to stimulate creativity and develop
the further musical education (Frizzell,
2021) as well as the general education of
the choristers.

The selection of the choral repertoire
depends on many factors, whether
professional or technical (infrastructural),
such as: the experience of the choral
group, the level of interpretation, the size
of the group, working conditions, etc. In
the first stages of the work the selection
of musical materials should be made taking
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into account the maturity of the singers
(McRae, 1991), is true and at this point,
songs should be chosen that are appropriate
depending on the age and performance level
of the choristers, but over time and as their
experience increases, the level of repertoire
requirements also increases to a more
challenging degree. Among other things,
the way of selecting the repertoire should
include different songs (Cruz, 2017), with
requirements from the simplest to the more
complex songs that contain a variety of styles
and different periods of the national culture
and other cultures around the world (Shaw,
2012), which offer a balanced range of styles
and levels of complexity, the qualities of
which should always challenge and motivate
musical learning (Doreen, 1993).

Literature Review
Choice of Choral Repertoire

Culturally responsive teaching, with its
student-centered focus, suggests that we
begin the repertoire selection process
by considering our students rather than
reading a publisher’s catalog or reading
through a stack of them (Shaw, 2012). In
the selection of the repertoire, the choir
teacher should be guided by the principles
of choosing songs that have genuine musical-
artistic and aesthetic values that are
representative because “when the quality
of the repertoire is excellent, the teaching
potential is unlimited” (Doreen, 1987). The
quality of the songs in question must be of
significant value of musical expression in
the melodic, rhythmic, harmonic aspect
and also the content-textual aspect must be
at a satisfactory artistic level (Bull, 2002),
because sometimes the most beautiful music
has the most horrible text, and vice versa
(Minton, 2002).

There are different opinions regarding the
choice of the choral repertoire, where
some of the choral teachers argue that
songs offer the chorister’s opportunities
for musical development should be chosen,
and songs that will quickly fade from their
memory or music that “is here today and

gone tomorrow” should in no case be
chosen. While on the other hand, some
choir teachers are of the opinion that before
determining which choral songs they will
perform with the choir, they should take into
account the audience, where according to
them the listener must be an integral part of
the concert-choral performance experience
(Batey, 2002) as usually a diverse audience
is part of the public, or as Hohweiler (2002)
states “when selecting music make sure to
use a variety of styles that will appeal to all
audience and give your group experience
with contrasting literature”.

In some cases, the choir teachers are
influenced by peripheral things and try to
create a varied repertoire “something for
everyone” so that the songs can be adapted
to the tastes of the choristers, thinking that
this way the rehearsals will become more
attractive for the students. But the student
will indeed enjoy rehearsals when we make
them enjoyable, and at this point, it should
in no case be the repertoire what makes
the rehearsal “fun” (Holcomb, 2002). The
repertoire should offer the choir members
what is truly beautiful: music that has good
content and is intellectually significant
because, among other things, the choice
of repertoire has a profound influence
on the formation of musical tastes (Eric,
2007), and often offers its participants a
lifelong curiosity and desire to be part of
choral performance (Broeker, 2000), and on
the other hand, to help students develop
understandings or concepts and enable them
to grow in empathy (Apfelstadt, 2000). Based
on these practices, choir teachers should not
limit themselves to selecting songs that are
simple, easy to perform, and entertaining,
but should select songs that are lasting and
will help choristers develop as much as
possible musically.

Although the repertoire should represent a
variety of styles and periods (NUnez, 2012), a
good opportunity for enriching the repertoire
is also the selection of folk songs - traditional
songs (Kastner & Menon, 2019), because
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through them we can offer students a more
complete knowledge of the choral heritage
and a better and more comprehensive
appreciation of choral art (Guy, 2001), and
as Kodaly states “these songs are the musical
‘mother tongue’ of our students” this kind of
music from the oral tradition provides a rich
material for learning about the history of our
country and the daily life of our ancestors
(Wilson, 2003). However, folk songs should
be carefully selected to reflect high quality.
Not all of these songs are worth learning from
a musical point of view, especially those that
have survived over time, provide acceptable
educational experiences for children
(Wilson, 2003). In this aspect, those songs
that stimulate and create opportunities for
further musical and general development of
students should be chosen.

During the selection of the repertoire, in
addition to the musical and artistic aspect,
extra attention should be paid to the
substantive aspect of the song so that the
choristers can experience and understand its
textual meaning. The text must represent
the best in poetic standards: freshness,
originality, be direct and substantive, which
means that quality choral music must have
texts that have value as meaningful poetry
(Batey, 2002). At this point, the text must be
well constructed, have poetic merit, literary
integrity and artistic value. As Fred says
“When | select a piece of music, | want to
make sure the text has something to say that
is relevant to myself and to my students”
(Ritter, 2002). Among other things, the
textual content should be adapted to the
level and age of the choristers, because
symbolic thinking does not develop until
the age of eleven and that, especially for
the young child, the most appropriate texts
are laid out in concrete language (McRae,
1991). If choir teacher when choosing a song
manages to adhere to the requirements
of the content, then for the chorister’s
meaningful music with strong lyrics will stay
with them for years to come (Bull, 2002). The
right choice of the choral repertoire with all
the musical and content components is the
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key to the success of a choral group, because
such songs will help the choristers to develop
and educate themselves musically and in
general. Also, the quality repertoire will
cultivate the musical taste of the choristers
that will potentially influence their future to
be music lovers and potential cultivators of
genuine artistic music.

Research Problem

Our study aims to investigate the practices
of teachers on how to select the choral
repertoire and the opportunities that this
repertoire offers for promoting the all-
round musical development of students
within general education. The research
aims to identify and analyze these factors,
through which it is intended to pave the way
for further improvement in this matter. To
conduct this research, we have raised the
research questions of the study;

» How does practices of teachers on
the way of selecting the choral repertoire?

»  Which songs have performed with
the choir in the last programs?

» What opportunities does choral
repertoire offer to choral students for
encouraging and all-round musical talent
development?

Method
Research Model

This research was carried out through the
qualitative method, through which data were
collected that enabled the detailed analysis
of the matter. Initially, data was collected
through semi-structured interviews were
conducted with choir teachers. Further,
we processed the qualitative data and the
detailed analysis of the songs that were
performed with a choir. We performed the
analysis of the songs in the musical, textual-
content and pedagogical aspects.

Participants

The study focuses on music education
teachers in general public education in
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Kosovo. To address this topic, we collected
research data through a semi-structured
interview with music teachers in Kosovo,
total of 18 teachers.

The interview was confidential and the

interviewed teachers were named as choir
teachers. Table 1 show the codes used for
each participant; for example, ChT1-M-37
refers to Choral Teachers; P1 - for the
enumeration of participant; F/M gender and
25 - age.

Table 1. Structures of participants

No Gender Age Work Experience Codes
P1 Female 25 3 years ChT1-F-25
P2 Male 37 9 years ChT2-M-37
P3 Female 45 22 years ChT3-F-45
P4 Female 32 8 years ChT4-F-32
P5 Female 34 10 years ChT5-F-34
P6 Male 27 4 years ChT6-M-27
P7 Female 30 7 years ChT7-F-30
P8 Female 34 8 years ChT8-F-34
P9 Female 55 29 years ChT9-F-55
P10 Male 63 34 years ChT10-M-63
P11 Female 28 4 years ChT11-F-28
P12 Male 46 22 years ChT12-M-46
P13 Female 44 20 years ChT13-F-44
P14 Female 36 11 years ChT14-F-36
P15 Female 34 8 years ChT15-F-34
P16 Female 39 11 years ChT16-F-39
P17 Male 58 32 years ChT17-M-58
P18 Female 48 26 years ChT18-F-48

Data Collection Tools

This study aims to understand the views and
practices of teachers on how to choose choral
repertoire and the opportunities that this
repertoire offers in the musical development
of students. To address this topic, we
collected research data through a semi-
structured interview with choir teachers
in Kosovo. To get the opinions of teachers,
open-ended questions were included in the
semi-structured interview.

Semi-structured interview form

The interviews were administered by the
authors of this research. The semi-structured
interview consists of a total of 6 questions,
which aim to provide information about way
of selecting the choral repertoire and to

identify the opportunities that this repertoire
offers for encouraging and developing the
musical talent of students in elementary
schools (see Appendix 1). The interviews
were conducted with 18 choir teachers
from primary and lower secondary schools,
which were recorded and transcribed,
always guaranteeing the anonymity of the
interviewees.

Data analysis

Data analysis was performed through
qualitative method and the technique of
musical and textual content analysis where
the musical parts of songs have been analyzed
in detail with all musical and content
components such as formal structure, the
way the melody and rhythm are organized,
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the importance of the theme/rhythmic
material, the voices, the high points of the
phrases, the harmonic structure and the
textual and content aspect of the songs.
To ensure transferability in this research,
participants’ views were described in detail
and direct quotations were included for
reliability in qualitative research; it means
stability or permanence (Neuman, 2014).
After collecting the data from the research
with the qualitative method, we coded
them according to the target variables of
the research; we generated them through
special qualitative categories, age, gender,
work experience, which we coded with
separate numbers.

Documents

In the next phase, the musical parts of songs
(See Appendix 2, 3) were analyzed in detail
with all musical and content components.
These songs (music sheet of songs) were
selected since the research shows that they
are mainly performed by choral groups, the
examples of the songs were collected during
the stage of the realization of interviews, or
in some cases the same were sent by email
to the address of the researchers.

Ethics

This study was approved by Ministry
of Education, Science, Technology and
Innovation (MESTI). Obtaining permission
was done after our request for research,
they gave the permission on February 03,
2022. All study participants were formally
invited and voluntarily participated in this
research. All methods were performed in
accordance with the relevant instructions
and regulations.

Procedures

The data collected during the first phase
present summary descriptions of the views
of the interviewees regarding the research.
The interview allowed the participants
to express themselves freely the views
and practices on the way of selecting the
choral repertoire, since choir teachers
were interviewed separately. After the
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interviews were transcribed, the answers
of the teachers that they provided through
interviews were compared. The interview
took place in the period February-April
2022 in the schools where the interviewed
teachers are employed. In addition to the
analysis and data comparison, during period
May-June 2022 the parts of choral songs
(music sheet) were also analyzed in terms
of musical, textual-content and pedagogical
content. First, the list and arrangement of
the songs that were performed in the last
three appearances before the audience
was made, from which the songs that were
performed the most by school choirs were
selected for detailed analysis.

Analysis of Songs

Work with the school choir is a very complex
whole that is interdependent on many factors
that have a chain function. At this point, the
focus of this study is to highlight one of the
main components (the first link of the chain)
which is then reflected in the functioning and
quality of the choral ensemble. It is known
that the benefits to students of participating
in the school choir are multidimensional
(Clift & Hancox, 2001), not only contributing
to musical and general development but, as
Rutter says, “in an age where the solitude
of the computer screen drives people away
and threatens to oust real group activity,
the world needs its choir ensembles more
than ever before, in school, church, concert
halls, and community” (Rutter, 2001).

Since the selection and performance of the
choralrepertoirereveals, amongother things,
the quality aspect of a choral ensemble, we
have presented the findings about the choice
and realization of the repertoire made by the
choir teachers. The musical parts of these
songs have been analyzed in detail with all
musical and content components such as
formal structure, the way the melody and
rhythm are organized, the importance of
the theme/rhythmic material, the voices,
the high points of the phrases, the harmonic
structure. Below we have presented one of
the analyzed examples.
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Figure 1. Choral s

“Lule boré” is considered as the hymn of
our lyric songs. It is a song from Shkodra,
composed 55 years ago by the composer Mr.
Simon Gjoni (a well-known composer from
Shkodra). The song was written by Mr. Nasho
Jorgagqi.

The formal structure of the song: a, a1, a2

Part (a) of the song is introduced in unison,
which consists of a small-scale period with
a very characteristic motif both of melodic
and rhythmic context. Song tonality of part
a is in g-mol. In a1 there is the division of
voices with the melody of the third interval
being divided into the first and second
voices. It consists of a minor sentence with
repeated two measures. A characteristic of
this theme is the repetition of motifs with
changed melodies and same rhythm.

a) lts tonality in modulation jumps to G
major. In the final part a2, a lighter melody
with the same rhythm structure and jump to
the initial tonality is noticed.
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The melody and rhythm

This song’s melody is simple with gradual
motions; it is a popular motifs song very
acceptable and easy to remember. During
the melodic course, the intervals of sixth
and minor third (6 and m3) are noticed. The
song’s range-the (ambits ranges) from c1 to
es2 for the first voice (soprano), whereas
for the second voice (alto), it reaches low
sounds to av. The rhythm of song is in the
form of 7/8. Also, different values of notes
are used such as the eight, the fourth,
and half notes, which do not present any
difficulties for interpretation by children’s
choir ensembles (especially lower secondary
(6-9) school choir ensembles).

The harmonic structure

This song’s harmony is more compressed by
giving it greater opportunities for harmonious
expression. Since its melody is melodious, it
creates greater opportunities so that even
the harmony is richer (whose chords are
written in details in the song’s part). Here
the cadence is simple and understandable
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(and persuasive too). It is particularly the
aspect of song’s form that gives it a distinct
development. a, a1, a2 are characterized by
maintaining the rhythm value, measure, and
modulation by not moving the note, but only
the accord from G major in that g minor.

The textual aspect

The textual aspect is simple is not in line
with the requirements of this age students’
- based on education point of views. This
phenomenon is present in many folk songs,
whose content-textual aspect exceeds
experiencing opportunities of students
of this level. In addition, it does not offer
anything to the latter either in pedagogical
or educational context.

Results
Research findings from interview

Our study aimed to investigates the views and
practices of teachers on the way of selecting

Theme 1. Sources of Choosing Choral Songs
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the choral repertoire and the opportunities
that this repertoire offers for encouraging
musical development of students within the
framework of general education.

From the semi-structured interview, three
(3) main themes were drawn from this
research:

» The use of resources (choral songs)
that the teachers have at their disposal

» The type of songs that the choir
teachers worked on and performed with
the choir

»  Working conditions faced by choir
teachers during choral rehearsals

Resources and assets are key factors for
choir teachers to perform repertoire
with appropriate musical and aesthetic
requirements.

Table 2. Content analysis of participants’ view about sources of choir repertoire selection

Choir teachers use different sources when choosing choral songs f
Sources from the Internet 9
Personal libraries 6
Material (choral songs) from own previous education 5
Books with a collection of folk songs 15
Arranging of folk songs by myself 8
Songs from music textbooks 18
From collaboration with other colleagues 3

Findings indicate that choir teachers use
different resources on an individual basis
according to their preferences (but without
following a set protocol).

“... due to the lack of choral songs in the
mother tongue, | often adapt different
songs by adapting them to the needs of
the choir and to the character of the
program (performance) during public
appearances” (ChT2-M-37; ChT8-F-34).

“I often use resources from the Internet,
especially in cases where | choose to

”

work on songs in a foreign language
(ChT1-F-25).

“Since we have a lack of choral songs for
children, | use my personal library with
materials that | have from my previous
schooling and the collection of songs
from my long experience of working with
a choir” (ChT10-M-63).

“Most of the choral songs that | have
at my disposal are composed for adult
choirs (MIX SATB), therefore, it was
imposed on me to adapt these songs
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to the interpretation capabilities of
the choir or in some cases to “deform”
them in such a way that the students/
choristers are able to interpret them”
(ChT14-F-36).

“We often collaborate with colleagues
by borrowing or exchanging choral songs
that are suitable for choir ensemble”
(ChT9-F-55; ChT18-F-48).

“l use the songs that are in the school
books by adapting (arranging) them for
the choir, since almost all the songs are
composed for one voice only” (ChT4-F-32;
ChT15-F-34; ChT11-F-28).

“In order for the songs to be more

attractive for the students and the public,
I arrange them myself” (ChT6-M-27).

“I prefer to choose folk songs because
they are more suitable for the choristers,
they learn them easier and faster, on
the other hand, there are more songs/
books available from different authors”
(ChT13-F-44).

The findings show that in most cases the
songs are not interpreted as written in a
standard way, but they are simplified, (even
exceeding the competences and copyrights),
deformed to suit the impulses of the choir
leaders or conditioned by the interpretative
capabilities of the choral group.

Theme 2. The Type of Songs that Choir Teachers Worked and Performed with the Choir

Table 3. Analysis of songs that choir teachers have worked during last school year

The number of songs you worked during the last school year

Up to three songs

Up to five songs 11
More than five songs 4
The way of interpreting /performing the choir songs

interpreting in unison 12
interpreting in two voices 14
interpreting in three voices 2
Songs that you have performed with the choir in the last three programs

Lule boré folk songs (songs with folk motifs) 15
A kané ujé ato burime folk songs (songs with folk motifs) 13
Pér mémeéedhene patriotic songs 9
Vajta n’Elbasan folk songs (songs with folk motifs) 14
Moj e bukura More folk songs (songs with folk motifs) 9
Shkolla ime school songs 6
Miré mbréma folk songs (songs with folk motifs) 7
Shkoj e vij flutrim si zogu folk songs (songs with folk motifs) 3
Kénga e Rexhés (qou Rexh’ qou djalo) folk songs (songs with folk motifs) 4

“During the school year | worked/ realized
only three new songs, the choir students
are busy with many other activities
and | don’t want to burden them more”
(ChT8-F-34).

“I worked on five new songs (including
the songs we had from previous
years), | sometimes work on new songs
depending on the need and the number
of appearances in front of the public”
(ChT16-F-39).
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“All the songs that | have worked with
the choir are well-known folk songs,
those that were more difficult to
perform, we performed in unison, while
the songs that had smaller interpretation
requirements, we interpreted them in
two voices” (ChT18-F-48; ChT6-M-27).

“I prefer to choose folk songs because
they are more suitable for choral
students; they learn them easier and
faster” (ChT13-F-44).

“I have worked on many new songs; most
of them are folk songs with some minor
exceptions in cases where we need to have
patriotic songs in the program in honor
of national holidays (eg anthem and any
other patriotic song)” (ChT9-F-55).

“During performances on holidays with a
national character, I usually choose well-
known songs which | adapt for children’s
choirs or we perform them in unison”,
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while other songs are from the repertoire
of popular folk songs (ChT17-M-58).

“The choral repertoire that | work with
the choir, adapted it to the possibilities
of choir students, | choose folk songs that
the students learn easily and sing with
pleasure” (ChT2-M-37).

“l pay attention to the choice of folk
songs, because they are very well received
by the public, we even have cases where
the public joined our performance by
singing or clapping. And this definitely
motivates me and the choir students”
(ChT11-F-28).

The findings show that in most cases the choir
teachers performed a limited repertoire.
They had not made a selection of songs that
represented different genres and styles that
possessed musical value, but for various
reasons chose to perform folk songs with
minor exceptions in some cases.

Theme 3. Working Conditions During Choral Rehearsals

Table 4. Conditions and difficulties that choir teachers face during the work with the choir

Conditions that choir teachers face during the work with the choir f
The conditions meet all of our requirements 5
Conditions partially meet our requirements 7
Conditions do not meet our requirements at all 6
Technical or professional difficulties that choir teachers face during the work with
the choir

The lack of space for choir rehearsals 6
The lack of choral songs in the mother tongue (native language) 15
The school staff and the principal are not cooperative 8
The lack of choral competitions 10
The choir is not included in curriculum plan 13
Students’ overload with other activities 7
The lack of training’s (how to conduct or work with the choir or for music education 11
in general)

“The lack of a separate class for choir
rehearsals creates difficulties working
with choir” (ChT14-F-36).

“Since there is a lack of choral songs in
the mother tongue, | am obliged to adapt

471

adult songs for the needs of the school
choir, which are then reflected in the
work with students and create difficulties
during their learning and interpretation”
(ChT8-F-34).
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“The overload of students in different
courses and teaching in two shifts creates
difficulties in adjusting the schedule for
choir rehearsals” (ChT16-F-39).

“The difficulties in adapting the choir
rehearsals for learning due to the fact in
that learning takes place in two turns”
(ChT12-M-46).

“To be organized by the municipal
directorates or the ministry of education
professional visits for the students of
the choir, from which they would benefit
professionally and also be motivated”
(ChT9-F-55).

“Even a single training was held with
us (either for choir work or for music
education in general” (ChT14-F-36;
ChT12-M-46; ChT1-F-25).

Research Findings from Analysis of
Songs

From the comparison of the repertoire and
the analysis of the songs, it can be noted
that most of the choir teachers were prone
to performing folk songs. These songs in most
cases were popular, which made them more
attractive to students and the public. For
more see Table 3. (ChT18-F-48; ChT6-M-27;
ChT13-F-44; ChT9-F-55; ChT11-F-28;
ChT17-M-58; ChT2-M-37). Mostly the songs
were single voice, (ChT18-F-48; ChT9-F-55;
ChT6-M-27) to which the accompanying
voice was added as a “melodic cover” and
as a result, in some cases the songs lost
their originality (the flow and clarity of
the song faded both in the melodic and
rhythmic form as well as in the structure-
form). In terms of melodic and harmonic
development they were simple, usually
starting in unison, then breaking into the
refrain part (or other suitable parts), where
the accompanying voice often performs in
a third (following the theme in imitation)
but with very modest development in the
vertical-harmonic aspect. Also, there is a
large distance between the voices (soprano,
alto), which washes out the artistic beauty
and originality, and is disproportionate to

pedagogical requirements.

While in the poetic aspect, text should
represent the best in poetic standards:
freshness, originality, and directness “quality
choral music uses text that have value as
poetry and are full of significance (Batey,
2002), “meaningful music with a strong text
will stay with them for years to come” (Tina,
2002), findings indicate songs in some cases
exceed the limits of the school choirs level
since their content contains terms, words
that exceed their experiential abilities. This
is probably also due to the fact that many of
these traditional folk songs were created a
long time ago and due to the time context
and socio-economic changes, in some
cases, they contain words that are almost
incomprehensible to students.

In general, elements of folk music dominate
the repertoires of choral ensembles of our
schools. It is absolutely understandable
for students to learn folk songs from their
culture and be exposed to traditional music;
however, choristers should be offered a
more comprehensive repertoire that gives
them greater opportunities for musical
talent development. Based on the detailed
analysis of the songs, it generally appears
that these songs are very simple and create
modest opportunities and limited musical
and aesthetic development.

The wise choice of the choral repertoire
with all the components, both musical
and content components, is the key to the
success of a choral group, because through
these songs the choristers will develop and
be educated musically and overall, and will
cultivate their musical tastes.

Conclusion and Discussion

This study highlights the real situation
related to the selection of the repertoire,
its quality in terms of musical and textual
content and the opportunities it offers to
students in encouraging musical and general
development. Choral singing is a unique
activity that allows amateur musicians to
perform a wide range of musical repertoire,
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to participate in performances, often
at a high level of musicianship, under

the guidance of skilled musical directors
(Einarsdottira & Helga, 2016).

From the analysis and comparison of
the repertoire, although, choir students
should be offered a variety of songs for
interpretation (Apfelstadt, 2000), it is
observed that them had not performed a
variety of songs that would represent musical
values, songs of different genres and styles
for the respective age. Instead, most choir
teachers were determined to perform folk
songs. They select and perform songs with
modest (few) artistic and musical demands,
simple songs which are really accepted more
easily and attract much more choristers
and also give a spectacle to the public, the
latter being precisely the only purpose of
the teachers. Moreover, some of these songs
are easily worked out and adapted to the
needs of the choir (mostly in two voices, or
singing in unison, and then in certain places
split into two voices). In most cases, choir
teachers have not followed professional
criteria, in an order to “allow the repertoire
to dedicate performance practices of various
cultures and periods (Cash, 2019), and thus
require certain performance practices and
tone colors” (Blue, Hoosen, & Orion, 2018),
but have applied and been influenced by
other peripheral criteria during the selection
of the repertoire, avoiding professional
responsibility.

Although, choral teachers say that in
general there is a marked lack of artistic
choral songs for children in their mother
tongue and according to them this imposes
such a selection. However, it is not only
the lack of choral songs for children that is
the reason associated with this selection,
but that folk songs are more attractive to
choristers and their practical performance
is achieved faster and easier. Some teachers
even emphasize that when they define the
repertoire, they always have the audience
in mind, because artistic-classical songs are
not often welcomed like folk songs. Although
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for choral teachers the choice is imposed
in the absence of adequate literature, it
is observed that there is a lack of will and
professionalism to find better alternatives
that offer students optimal opportunities for
further musical and general development. In
this aspect, teachers must work hard and use
better judgment in choosing the repertoire
(Walker, 2020).

We can say that one of the main factors
influencing these “excessive” variations is
due to the fact that there is no standard
or curricular requirement (MEST, 2016),
that provides for, suggests or obliges choir
teachers to meet requirements of working
with choral groups because “the use of a
multicultural repertoire can expose students
and their audiences to a wide range of music
literature, performance styles, musical
aesthetics, and concepts related to the
music-making process” (Maultsby, 1987).

Even choral repertoire and its qualities should
always challenge and motivate musical
learning (Doreen, 1987) in general, we can
conclude that the songs chosen by the choir
teachers were simple, did not have musical
and professional criteria (Reames, 2001),
and their realization with the choir does not
bring the appropriate benefits for the choir
students and does not create the required
opportunities for musical development.

Recommendations

The recommendations are addressed to
institutions and actors such as: MESTI-
Ministry of Education, Science, Technology
and Innovation, Municipal Directorates
of Education (MDEs), Faculty of Arts and
Faculty of Education and choral teachers
who in cooperation or independently can
directly influence the improvement of the
situation related to the issues that have
been addressed in this paper.

For Ministry of Education,
Technology and Innovation

» to announce a competition for the
creation of choral songs for school ages,

Science,
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to publish them in physical or online form,
or to attach them as additional packages
to music education texts.

»  to revise the curricular part related
to extracurricular activities outside the
classroom (referred to as additional
program). This will automatically reflect
the standard program requirements and
avoid major divergences-differences
during choral work by choral teachers.

»  incooperation with MDEs, the Faculty
of Arts and the Faculty of Education
should organize choral competitions
at all levels of education because this
increases competition, the professional
responsibility of choral teachers and the
ambitions of school choirs.

» in cooperation with the MDEs to
organize trainings for music teachers
with a special focus on the organization
of work with choirs (the trainings should
be held by qualified conductors or
distinguished choral teachers).

For Faculty of Arts

» in cooperation with composition
professors within the faculty to compose
choral songs for children in their native
language.

» to design a program where
composition department students are
required to create songs for children’s
choirs such as “canons”, songs for two
and three voices in accordance with the
requirements of this level. (Although it
is but a modest request for the student
of composition, such songs would serve
many teachers and choral groups in
secondary schools).

For Choral Teachers

» to organize choir work as a
professional requirement; to select choral
songs with artistic values that develop
the musical and general education of
students.

» to create a school music archive

(music library), store score sheets, audio
recordings or video recordings of choral
songs. This would facilitate the work of
colleagues about the selection of the
repertoire and would serve to prevent
the choral program from being repeated
too often.

Limitations of Study

The study is mainly based on the
measurement of variables in the study
based on participants’ self-declarations
through implementation of semi-structured
interviews, and based on analysis of music
parts of songs. If other instruments were to
be applied to the study, the results might
have been different from the ones we
presented in Kosovo.
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Appendix 1. Semi-structured Interview Format

Semi-structured Interview Form

The aim of this study is provide us with information about your way of selecting the choral
repertoire and to identify the opportunities that this repertoire offers for encouraging
musical development of students within the framework of general education in Kosovo.

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.

Thank you for your cooperation!

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

The following questions were answered by the choir teachers.

Q1. How many songs you have worked on with the choir during this school year?

Q2. In how many voices do you interpret choir songs?

Q3. Which songs have you performed with the choir in the last three programs?

Q4. From what sources do you get the songs you work on with the choir?

Q5. Do you think you have adequate conditions in your school to successfully realize
musical activities?

Q6. What are the difficulties you face as a teacher in performing the work with the
choir?
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Appendix 2. Sample Songs A Kan’ Uj’ AtoBurime

A kan' uj' ato burime
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The right choice of choral repertoire - a weakness or good opportunity for encouraging...
Appendix 3. Sample Songs VajtaN’elbasan

Vajta n'Elbasan

e =220
F B F B F B
a ‘ot 1
) moyvy a
A | — — i —" o ——— S _—" S— | —o————
SOPRANO I55 70 T 1 T 1 T L 1 1 1 1 Ol S | ) 1 ) 4
‘i)’ L» ) é ' 1 1 1 } % 11 'V 1 1 1 % { I A _V 1 !
D
Vaj-ta n'el-ba - san___ me ble nji fus - tan___ ish - te krizé e
A l 1 1 L
T " f—— +— + P —— . — $ 31 10
ALTO T Co—_ R v T S S—} | § 0 M e S e
\_ A— _._}_;[ —. IL Iyi % } e — i | L % t

ma-dhe go__ cé ve-re-si_ s'ma dhan'__ fo__ e mos fol

fol se tkam sev. da ho-pa be__lin e hollé

QI } ] I— | | } I | i A | | | T ' | T I T | | T |
| Il Il T I | T I I\,I I I I I I } I | T T T T T :I
N—
\e) 14 o " > F
— T Deceemeonn- Tovameen- —

480



RAST MUZiIKOLOJi DERGISI 2022, 10(4) 481-507
Arastirma Makalesi
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mecmuasinda yer alan ve 2013 yilina kadar Halep Keyyali
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Oz

Sugul, Turk Din Musiki’sinde Arapca giifteli ilahilere verilen isimdir. Bu ilahiler, gecmiste Osmanli kiiltiir
havzasinin her bolgesinde benimsenmis ve ozellikle 19. ylizyil sonlarina kadar icra edilmis, bugiin Tirk
Musikisi olarak adlandirilan makam miizigi ile bestelenmislerdir. Sugul formu daha cok Rifai, Sa’di,
Bedevi, Dess(iki gibi Arap kokenli ve kiyami zikir yapan tarikler vasitasi ile Anadolu, Istanbul ve Balkanlara
yayilmistir. Yazili kaynaklara bakildiginda suguller ile ilgili en kapsamli eser Hicri 1316 (m. 1898) tarihli
Tekfurdagli es-Seyh el-Hac Hafiz Mehmed Rifat Efendi tarafindan derlenmis olan Ebhe’n-nagdmdt fi
terenniimdti’l-ilahiyyat adli giifte mecmuasidir. Bu calismada Halep, Babu’l-Hadid Keyyali Zaviyesi
seyhlerinden Seyh Muhammed Bakir el-Keyyali, kardesi Seyh Hasan el-Keyyali ve zaviyenin dervisleri
tarafindan giiniimiizde icra edilmekte olan suguller ile Ebhe’n-nagdmdt fi terenniimdti’l-ilahiyyat adl
giifte mecmuasinda bulunan bazi ortak eserler {izerinden Istanbul ve Halep sehirlerinin ortak miizik
gecmislerinin izi strlilmustdr.

Anahtar Kelimeler
glifte mecmuasi, Halep, Keyyali, Rifai, sugul, Tiirk Dini Musikisi

Giris uygun olmast bakimindan cogunlukla
Tekke musikisinde cehri yani aciktan ve Nim-sofyan, sofyan ve duyek usullerinde
sesli zikir yapan tarikatlar vasitasiile zaman ~ Pestelenmislerdir. Baz sugullerin gufteleri
icerisinde bircok form ortaya cikmstir ve ~ HZ. EbU 'Be'klr,nl,mam Busiri, Bilal-i Habest,
bu formlardan biri de sugul formudur. Sugul Muhyiddin Ibnu l-A/’S‘rabl,.Ahmed er-Rifal ve
(Ust) kelimesi koken itibari ile is, ugras Ahmed el-Bedevi'ye nispet edilmektedir
anlamlarina gelen sudl (Jx&) kelimesinin (Ates, 2010, s. 226). XVII. yuzyildan 1:clbargn
coguludur (Js«, Tevakku Sozlik, 2018). kaynaklardayer almaya baslayan sugullerin
Istilahi olarak bakildiginda ise Tirk Din Zirve donemi ise XIX. ylzyildir. Suguller ile
Musikisinde Arapca giifteli ilahilere verilen il8ili glnimuze ulasan en kapsamli eser
isimdir (Ate§, 2010, s. 226) Bu ilahiler Hicri 1316 (Am 1898) tarihli Tekfurdagl!
zaman icerisinde oldukca ragbet gormis, ©$-3€yh el-Hac Hafiz Mehmed R’1fat Efendi
Osmanli kiiltiir havzasinin her bolgesinde ~tarafindan qerlAe(\’m1.§Aol.zin Ebhe’n-nagamat
benimsenmis ve bestelenmistir. Suguller f7 terennimati’l-ilahiyyat —adu gifte
daha cok Rifai, Sa’di, Bedevi, Dessiki gibi mecrvnuas1d1r. (A!tlanp, 1994, s. 7)‘. Feya1d
Arap kékenli, kiydmi zikir yapan tarikler ~Varaginda “Bin uc yiz on alti senesi rabiu’l-
vasttas! ile Anadolu, istanbul ve Balkanlara €Vvelde Ebhe’n-Negamat fi Terennimati’l-
yayilmistir (Uzun, 2000, s. 64-68; Ergun, [lahiyyat kitabim tahrir olunmustur. Eser-i
1943, s. 401-404). Zikrullah esnasinda icra Tgkfurdagh es-Seyh el-Hac Hafiz Mehmed
edilen suguller, kolay anlasilir ve hareketli Rif'at Seccadenisin-i Osman Baba der
yapya sahip eserlerdir. Ayrica bayram, Mahalle-i Hac1 Isa-sellemehullahu teald”
kandil ve hafta giinlerinde yapilan nevbe Yazmakta olan bu eserde, guftelerin
icrast icerisinde suguller oldukca énemli bir  Yan sira makamlarin gezegenlerle olan
yer tutmaktadir. Zikrin icrasina ve akisina  1Uskisine, Turk musikisindeki perdelerin
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isimlerine, nota degerleri ve usullere dair

bilgiler verilmektedir (Korkmaz, 2014,
s.57-59). Ayrica tekke kultlriinde okunmasi
gereken cesitli dua metinlerini ihtiva

etmektedir. Kirk sayfalik bir fihriste sahip
olan bu eserde, 59-423. sayfalar arasinda 265
sugullin giiftesine yer verilmistir (Altintop,
1994, s.8; Korkmaz, 2014, s.58).

Fotograf 1. Nevbe icrasinda kullanilan sazlara 6rnek
olarak Halep Ismail er-Rimi Zaviyesi’nde bulunan
sazlar; davul, nevbe, bendir (Hasan Sevil Arsivi)

Suguller gecmiste oldugu gibi giinimiizde de
genis bir cografyada ve bircok tarikatta icra
edilmektedir. Bu calismada Keyyali tarikati
muntesipleri tarafindan glnumiizde icra
edilmekte olan suguller ile Ebhe’n-nagdmat
fi  terenniimadti’l-ilahiyyat adli  giifte
mecmuasinda bulunan bazi ortak eserler
ele alinacaktir. Rifaiyye’nin bir kolu olan
Keyyali tarikati, Seyh ismail el-Meczim el-
Keyyali ile ortaya cikmistir. ismail el-Mecz(m
el-Keyyali, Ahmed er-Rifai’nin kizi Seyyide
Fatima’dan torunudur ve H. 573’te Ummii
Abide’de dogmustur. Hayatinin ilk donemini
Ummii Abide’de geciren ve egitimini burada
tahsil eden ismail el-Keyyali, Mogollarin
Irak’a girisinden sonra buradan aynlip
Halep’e gitmis, daha sonra ise bugiin idlib’e
bagli olan Tronbe koyiine yerlesmistir. Burada
keyl-(kile) kerameti ile sohret bulmus ve
vefatina kadar burada irsad faaliyetlerine
devam etmistir. Hicri 685 (1286) senesinde
Halep naibii’l-sultam Semseddin Karasungur
el-Manslri zamaninda 112 yasinda vefat
etmistir (Vassaf, 2006, 1/244; Tahrali, 2008,
35/99-103; Keyyali, 1994, 12).

Fotograf 2. ismail el-Mecz(im el-Keyyali’nin kabri;
Tronbe Kdyii, idlib, Suriye (Keyyali, 2011, 5.27)

o',‘ o

Fotograf 3. Halep Keyyali Zaviyesi (Keyyali, 2011, s.94)

Seyh Muhammed Bakir ve Seyh Hasan el-
Keyyali’den alinan malumata gére ismail
el-Keyyali’nin vefatindan sonra tekkede
faaliyetler devam etmis ve yakin zamana
kadar tekke aktifligini korumustur. 2013
yiinda miicbir sebeplerden dolay1 Keyyali
ailesi ve tarikatinin muntesiplerinin bir kismi
Turkiye’ye goc etmislerdir. Sahip olduklan
tekke kiiltir ve erkamm burada gelecek
kusaklara aktarmaya devam etmektedirler.
Halep Keyyali Zaviyesi ise glinlimiizde
faaliyetlerine devam edememektedir. Bu
calismada Halep, Babu’l-Hadid Keyyali
zaviyesi seyhlerinden Seyh Muhammed
Bakir el-Keyyali, kardesi Seyh Hasan el-
Keyyali ve zaviyenin dervisleri tarafindan
2017 tarihinde istanbul Eyiip Sultan’da icra
edilmis ve Hasan Sevil’in sahsi gayretleri ile
kayda alinmis olan nevbe icrasinda yer alan
suguller ele alinmistir.
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~ Fotograf 3. Keyyali tarikati mensuplar tarafindan
Istanbul Eyup Sultan’da 2017 yilinda icra edilen nevbe
(Hasan Sevil Arsivi)

Arastirma Problemi

Bu calismada sugullerin mevcut bulunan
yazili kaynaklar ve Osmanli cografyasindan
glinimize ulasan icra ornekleri Uzerinden
ele alinmas1 amaclanmaktadir. Bu sebeple
gecmiste Istanbul’dan sonra énemli musiki
merkezlerinden biri konumunda olan Halep
musiki kulturinin glnumiize yansimalarn
tekke mizigi cercevesinde ele alinacaktir.
Halep  tekke  kulturunu  yuzyillardir
yasatan Keyyali ailesi ve Keyyali tarikati
miintesiplerinin, istanbul’da 2017 yilinda
icra edilmis nevbe kaydi icerisinde okuduklan
suguller ile Miladi 1898 yilina ait Ebhe’n-
Negdmat fi Terenniimati’l-iléhiyyat giifte
mecmuasinda yer alan suguller arasinda bir
baglanti olup olmadigi sorusu bu arastirmanin
problemidir. Arastirmanin alt problemleri ise
glifte mecmuasi ve nevbe icrasi icerisinde
ortak bulunan sugul giiftelerinin metin,
makam ve usul acisindan karsilastirnlmasidir.

Alt Problemler

Alt problem 1: “El arifi’l-celili” misrai
ile baslayan suguliin metin, makam ve usul
acisindan karsilastirilmasi sonucu elde edilen
veriler nelerdir?

Alt problem 2: “Ya Raslallah Ya Habiballah”
misrai ile baslayan suguliin metin, makam ve
usul acisindan karsilastirmasi sonucu elde
edilen veriler nelerdir?

Alt problem 3: “Efdalu’l-alemin” misrai
ile baslayan suguliin metin, makam ve usul

2022, 10(4) 481-507

Erdas

acisindan karsilastirmasi sonucu elde edilen
veriler nelerdir?

Alt problem 4: “Akbele’l-bedru aleynd”
misral ile baslayan suguliin metin, makam
ve usul acisindan karsilastirmasi sonucu elde
edilen veriler nelerdir?

Alt problem 5: “Nazartii fi Mekke nehara’s-
si’d” misrar ile baslayan suguliin metin,
makam ve usul acisindan karsilastirmasi
sonucu elde edilen veriler nelerdir?

Alt problem 6: “Kum bind” misrai ile
baslayan suguliin metin, makam ve usul
acisindan karsilastirmasi sonucu elde edilen
veriler nelerdir?

Alt problem 7: “Es-salati ale’l-muzallel”
misrail ile baslayan suguliin metin, makam
ve usul acisindan karsilastirmasi sonucu elde
edilen veriler nelerdir?

Yontem

Bu arastirmada 2017 yilinda, istanbul Eyiip
Sultan Belediyesi sinirlan icerisinde vyer
alan Kara Sileyman Tekkesinde, yaklasik
bir saat kadar siren ve toplam 14 kisinin
katihmi1 ile gerceklestirilmistir.  Nevbe
icras1 kaydi incelenmistir. Arastirma bu icra
icerisinde yer alan 35 suguliin gifteleri
ile simrlandinlmisti.  Oncelikle okunan
sugullerin giifteleri dikte yontemi ile tespit
edilerek yazilmaya calisilmis ve suguller
notaya alinmistir Bu calisma sirasinda
telaffuz ve toplu icraya bagli olarak
giiftelerde anlasilamayan kisimlar konusunda
Seyh Muhammed Bakir el-Keyyali ve kardesi
Seyh Hasan el-Keyyali’ye danisilmistir. Ayrica
gorismelerle bazi veriler alinmistir.

483



Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

yapilan gorisme, Bursa (7.11.2021)

Fotograf 6. Seyh Hasan el-Keyyali ile yapilan goriisme,
Tekirdag (26.03.2022)

Ayrica nevbe icrasi icerisinde ele alinan 35
eserin guftesinin tespit edilmesinin ardindan
bugifteler Ebhe’n-nagdmat fiterenniimati’(-
ilahiyyat adli gifte mecmuasinda yer alan
265 sugul icerisinde taranmistir.

Tespit edilen giifteler metin, makam ve usul
bilgileri acisindan karsilastinlmistir. Burada
glifte metinleri arasinda yer alan benzerlik ve
farkliliklar incelenmistir. Ayrica mecmuada
verilen makam ve usul bilgileri ile nevbe
icerisindeki icrada belirlenen sugullerin
makam ve usulleri karsilastinlmistir. Bu
karsilastirmanin gorsel olarak saglanabilmesi
icin icra edilen sugullerin notalar1 da calisma
icerisinde sunulmustur.

Ayrica Emre Omiirli’niin arsivinde bulunan,
Selahaddin Giirer’in 1960’ l1 yillara ait icralan
incelenerek tekke kulturiine dair son donem
kayitlar icerisinde de nevbe kaydinda icra
edilmis suguller taranmistir.

Bunlarin yam sirra T.C. Kultur ve Turizm
Bakanligi Giizel Sanatlar Genel Mudurliigi
bunyesinde https://www.devletkorosu.
com/ adresinde kullanicilarin istifadesine
sunulmus olan Tirk Muzik Kiltirindn
Hafizas1 adli nota arsivinde nevbe icerisinde
icraedilen suguller taranmistir. Boylece tekke
musikimizde genellikle yakin donem icralarin
kaynakligina dayanan notalar icerisinde de
secimis olan bu suguller taranmistir.

Bulgular

Arastirma sonucu nevbe icerisinde icra
edilen ve ayn1 zamanda gufte mecmuasinda
yer alan 7 ortak eser tespit edilmistir. Nevbe
icerisindeki okunuslari esas kabul alinarak
isimlendirilen ve siralanan bu eserlerin
gufte mecmuasindaki goruntuleri verilmis,
nevbe icrasindaki gufteleri ise Arap ve Latin
alfabesi ile sunulmustur. Ayrica makam
ve usul karsilastirmasinin  gorsel olarak
saglanabilmesi adina eserlerin notalarina da
yer verilmistir.
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Elarifi’l-celiliimisraiile baslayan suguliin metin, makam ve usul agisindan karsilastirilmasi

Tablo 1. “El arifu’l-celili” misrai ile baslayan suguliin giifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 75.
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Rast Sugul
El-Arifii'l-Celili
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Nota 1. Nevbe icerisinde icra edilen “El arifii’l-celilu” misrai ile baslayan suguliin notasi

Nevbe icerisinde Rast makaminda ve Sofyan
usuliinde icra edilmis olan bu eser gifte
mecmuasinda Rast makaminda ve Diyek
usulinde kaydedilmistir. Bu eserin Emre
Omiirlu arsivi kayitlarinda Selahaddin Giirer
tarafindan Kiyam Kelime-i Tevhidi talimi
sirasinda icra edildigi gorilmektedir. Ayrica
Albay Selahaddin Bey’in icra ettigi sekli ile
eserin notasi Tiirk Miizik Kiiltiirtiniin Hafizas
arsivinde de bulunmaktadir.

Hicri 1316 (M. 1898)’da Ebhe’n-nagdmat fi
terenniimati’l-ilahiyyat glifte mecmuasina

kaydedilmis olan eserin bu tarihten yaklasik
60 y1l sonrasindaki Albay Selahaddin Gurer
icras1 ile Keyyall tariki tarafindan yapilan
glinumizdeki  icrasimin  blyik oranda
benzer oldugu goriilmektedir. Bu da eserin
kadim tekke kiiltirimiize dahil olan
sugullerden olabilecegi ihtimalini oldukca
kuvvetlendirmektedir. Bu eseri ilgi cekici
kilan bir diger husus ise giifte mecmuasinda
“Keyyali” nisbesinin gectigi iki eserden biri
olmasidir.
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Ya Rasalallah Ya Habiballah misrai ile baslayan suguliin metin, makam ve usul acisindan
karsilastiriimasi

Tablo 2. “Ya Rasdlallah Ya Habiballah” misrar ile baslayan suguliin giifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 226.
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Nevbe icrasinda Okunan Giifte

Al s LA Jeuy b Ya Rasdlallah Ya Habiballah
olall mbae b cagele &l Ddérike’l-melhif ya azime’l-cah
) Wat 8 gl S Ya kitabe’l-guyib kad lece’nd ileyk
dhle 33ally ) guall clad by Ya sifde’s-suddr bi’s-salati aleyk
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Lle cal 53 ket Laas Vencudna bi-nazré vahnun aleyya
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Rast Sugul
Ya Rastlallah Ya Habiballah

Ve a ley kes se lam Ya Ra si lel e nam

15 o 4 : ,
Ya ki ta bel gu yib Kad le ce' na i leyk
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YA si fa es su dir Bis sa 14 ti a leyk
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Kir mal Mu

23

Ya ha mil Bas ra

Ah dar bil

Ven cud na bi naz ra

Vah nun a ley na

Nota 2. “Ya Ras(lallah Ya Habiballah” misrai ile baslayan suguliin glifte mecmuasi ve icradaki metni

Nevbe icerisinde Rast makaminda ve
Sofyan usuliinde icra edilen bu eser giifte
mecmuasinda Hicaz makaminda ve Diyek
usuliinde kaydedilmistir. Bu sugulun sadece
“Rifai leyya ya seyhi leyya” ve “Ya Hami’l-
Basra ahdar bi’l-hadra, Vencudna bi-nazra
vahnun aleyya” misralan giifte mecmuasinda
yer almaktadir. icrada okunan giiftenin diger
lafizlart mecmua ile ortiismemektedir. “Rifai
leyya ya seyhi leyya” misrai ile baslayan ve
dini musikimizde notas1 giinimiiz arsivlerinde
de bulunan bu giifte burada farkli bir sekilde
ortaya cikmaktadir (Turk Mizik Kalturiindn
Hafizasi, 2010). Mecmuada verilen giiftenin
sonunda “Keyyali” nisbesinin goriilmesi,
bu nisbenin gectigi iki giifteden biri olmasi

hasebiyle ©onem arz etmektedir. Ayrica
mecmuada gliftenin devaminda gecen
“Ya’bne’r-rifal, zaki’t-tibai ya ebe’l-vefa
kin i murail” ifadeleri nevbe icerisinde
okunan Ya seyhu ya ze’l-se’n misrasi ile
baslayan sugulde goriilmektedir. “Ya’bne’r-
rifai” ifadesinin sugullerde siklikla vyer
almasindan dolay1 calismada ayn bir bashik
altinda yer verilmemistir. Fakat gerek
“Keyyali” nisbesinin olmasi, gerek giiftede
bulunan ifadelerin farkli sugul ve kasideler
icerisinde yer aliyor olmasi bu giiftenin
Keyyali tariki hafizasinda onemli bir yeri
oldugunu gostermektedir.
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Efdalu’l-Glemin misra1 ile baslayan suguliin metin, makam ve usul

karsilastirilmasi

Tablo 3. “Efdalu’l-alemin” misrai ile baslayan suguliin giifte mecmuasi ve icradaki metni

2022, 10(4) 481-507

Erdas

acisindan

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 75-76.
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Efdalu’l-alemin min ba’di’n-nebiyyin
Es-siddiku’l-emin evvelii’l-hdlefa
Abdullahi’-atik ve fi’l-dari refik

Ebd Bekri’s-Siddik sahibu’(-Mustafa
Omer ibnii’-Hattab miilhimu li’s-savab
Ferra minhu’l-vasab herabe va’htefda
Ve Aliyyii’l-Kerrdr ibnii ammi’l-muhtdr
Seyfehu zii’lfikdr kattu ma vekafa
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Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

Hicaz Sugul
Efdalu'l-Alemin

Es Sid di kul e

5 p
-
1 1
Sa hi bul Mus ta O mer ib niil Hat tab
10
L4 1 1 I 1 1
Mil hi mu lis sa vab Fer ra min hul va sab
12,\
=
| N 1 1 { 1 : 1
hq
He ra be vah te Ve A liy yiil Ker rar
14
| v Wt 1 1 1 1 1
ib nii am mil muh tar Sey fe hu Zil fi kar
16 A |
1 il |
J 1 !
|
kat tu ma ve ka fa

Nota 3. Nevbe icerisinde icra edilen “Efdalu’l-alemin” misrai ile baslayan suguliin notasi

Bu esere nevbe icrasi icerisinde “Efdalu’l-
alemin min ba’di’n-nebiyyin, Es-siddiku’l-
emin  evvell’l-hulefa”  misralan ile
baslanmistir ve daha sonra “Abdullahi’l-atik”
lafz1 ile baslayan beyte gecilmistir. Fakat
glifte mecmuasinda bu eser “Abdullahi’-atik

ve fi’l-gari refik” misrai ile baslamakta ve o
sekilde devam etmektedir. Nevbe icerisinde
Hicaz makaminda ve Sofyan usuliinde icra
edilmis olan bu eser giifte mecmuasinda
Rast makaminda ve Diyek usuliinde
kaydedilmistir.
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Akbele’l-bedru aleyna misrai ile baslayan suguliin metin, makam ve usul agisindan
karsilastirilmasi

Tablo 4. “Akbele’l-bedru aleynd” misrai ile baslayan suguliin giifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 73-74.
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Nevbe icrasinda Okunan Giifte

glasl Ll e lide ) Jdl Akbele’l-bedru aleynd min seniyyati’l-vedd
ghalesllyle Sl cag Vecebe’s-stikrii aleynd ma ded lillahi dai

sl JS iy dena i) gl Akbelet envar Ya Muhammed siirrife killi’(-bekai
ghalesllyle Sl cag Vecebe’s-stikrii aleynd ma ded lillahi dai
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Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

Ussak Sugul
Akbele'l-Bedru Aleyna
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Nota 4. Nevbe icerisinde icra edilen “Akbele’l-bedru aleyna” misrai ile baslayan suguliin notasi

Bu eser giufte mecmuasinda, dini musiki
repertuvarlarinda yaygin oldugu sekli ile
ayn1 olarak “Talea’l-bedru aleyna” misrai
ile baslamaktadir. Mecmuada “Akbele’l-
bedru aleyna” misrai ile baslayan bir gifte
daha bulunmaktadir. Fakat bu giiftenin geri
kalan kismi icra edilen eserin giftesi ile
ortismemektedir.
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Nevbe icerisinde Ussak makaminda ve Sofyan
usulinde icra edilmis olan bu eser gufte
mecmuasinda Rast makaminda ve Diyek
usuliinde kaydedilmistir.
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acisindan karsilastirilmasi

Nazartii fi Mekke nehdra’s-si’d misrai ile baslayan suguliin metin, makam ve usul

2022, 10(4) 481-507

Erdas

Tablo 5. “Nazartii fi Mekke nehara’s-sti’d” misrai ile baslayan suguliin glifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 228-231
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Nazartii fi Mekke nehdra’s-sa’d
Beyne’l-gavali zabyun malehu’l-mesil
Teshed lehu bi’l-husni verde’l-huddd

El-hdli ve’s-samadti ve’s-selsebil

Ndsedtehd bi’llahi lemma kafa

Ve’s-sa’bii abir inde babi’s-safé
Nahnu bend Mekke ve ehlii’l-vefa
Ve ma lend beyne’l-halaik mesil
Nahnu Rasdlullahi min indind
Ve menseli’s-siddiku fi hayyind
Ve caetii’l-dyati f1 hakkind
Li-ennend ner’i zemdme’n-nezil
Nahnu lend fi’l-hubbi a’lG makam
Ve indend Ka’betiin tuz’i fi’z-zalGm
Ve indend mes’da ve babii’s-seldm
Ve indend zemzem sifadi li’[-alil
Biisrdke ya kalbi bi-hubbi’r-rasl
El-Hasimi Taha tesir lehii’l-kafal
Nahnu bend tayyibe ve ehlii’(-kabdl

Ve ma lend beyne’l-halaik mesil
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Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...
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Nota 5. Nevbe icerisinde icra edilen “Nazartii fi Mekke nehara’s-sti’d”

Nevbe icerisinde Hiiseyni makaminda ve Nim-
Sofyan usuliinde icra edilmis olan bu eser
glfte mecmuasinda Hicaz makaminda ve
Diiyek usuliinde kaydedilmistir. Bu sugul ayni
zamanda Turk Muzik Kulturunun Hafizasi’nda
da Hicaz makaminda ve Diyek usuliinde yer
almaktadir.

icrada ve giifte mecmuasinda ortak olarak

misrai ile baslayan suguliin notasi

yer alan bu metnin her iki kaynakta buyuk
oranda benzer oldugu goriilmektedir. Bu
sugule nevbe icerisinde Ah levcede (7 ve hann
sugull ile baslanmaktadir. Okunan bir beytin
ardindan aslinda mdustakil bir eser olan ve
Nazartii fi Mekke nehdra’s-si’d misrasi ile
baslayan bu sugule gecilmektedir. Aslinda iki
ayri eser olan bu suguller tek bir sugulmis
gibi icra edilmektedirler.
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Kum bina misrai ile baslayan suguliin metin, makam ve usul agisindan karsilastiriimasi

Tablo 6. “Kum bina” misrai ile baslayan suguliin giifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 277.
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Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

Hiiseyni Sugul
Kum Bina Ya Uhayy

la na li kal  bi de va A 1i miin bi ha li

muh si  niin i ley Alla hu Al 1a hu D4 im Hayy Al 14 hu

21 p

Al 1a hu da im Hayy

Nota 6. Nevbe icerisinde icra edilen “Kum bind” misrai ile baslayan suguliin notasi

Nevbe icerisinde Hiiseyni makaminda ve usuliinde kaydedilmistir. Giifte mecmuasi
Nim Sofyan olarak icra edilen bu eser glifte ile icrada yer alan metin blylk oranda
mecmuasinda Hiseyni makaminda ve Dilyek ortiismektedir.
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Es-salatii ale’l-muzallel misrai ile baslayan suguliin metin, makam ve usul agisindan

karsilastirilmasi

Tablo 7. “Es-salati ale’l-muzallel” misrai ile baslayan suguliin giifte mecmuasi ve icradaki metni

Ebhe’n-nagamat fi terenniimati’l-ilahiyyat, 229.
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Hayri’l-halki’l-lahi serraf arza rama
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Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

Segah Sugul
Es-Salati Ale'l-Muzallel
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Nota 7. Nevbe icerisinde icra edilen “Es-salatii ale’l-muzallel” misrai ile baslayan suguliin notasi
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Nevbe icerisinde Segah makaminda ve Sofyan
usulinde icra edilmis olan bu eser gifte
mecmuasinda Segah makaminda ve Yirik
Sofyan usuliinde kaydedilmistir. Bu sugul
kiyam zikrinin baslangicinda cumhiir okuyus
ile icra edilmektedir. Ardindan zakirlerin
yaptig1 Kelime-i Tevhid zikri esliginde
nasidlerden yani okuyuculardan biri besteyi
solo olarak icraya devam eder. Nasidin bir
beyit kadar solo icrasinin ardindan tekrar
Es-salétii ale’l-muzallel kismina doniilerek
icraya cumhr olarak devam edilir.

Tekke musikimizde “usul ilahisi” olarak
adlandinlan  ilahiler  Kelime-i  Tevhid
zikrinden sonra devrana kalkilirken ya da
zikrin ilerleyen kisimlarinda okunan ilahiler
olarak bilinmektedir. Ayrica savt olarak
da adlandinlan bu ilahiler zikir icerisinde
kendilerine mahsus bir yeri, zaman1 ve icra
usllbu olan ilahilerdir (Uzun, 2000, 64-68).

Nevbe kaydinda kiyam zikrinin baslangicinda
cumhdr ilahi olarak Segdh makaminda
okunan bu suguliin giifte mecmuasinda
da Segah makaminda kaydedilmis olmasi
ve eserin kendine mahsus bir icra yeri,
zamani ve tarzi olmasi bu suguliin giinimiize
ulasabilen kadim tekke ilahilerinden oldugu
fikrini kuvvetlendirmektedir. Zira Keyyali
tariki ayn1 cografyada uzun siire bozulmadan
tekke kultur ve birikimini korumus, musiki
kiltliriinin oldukca aktif olarak yasandigi
Halep bolgesinde uzun siredir faaliyetlerine
devam etmis olan nadir topluluklardandir.

Sonug

Bu calismada, 2017 yiina ait bir nevbe
kaydinda okunan suguller ile Ebhe’n-
nagamadat fi terenniimati’l-ilahiyyat
adli gufte mecmuasinda yer alan ortak
suguller metini makam ve usiil agisindan
incelenmistir. Sonu¢ olarak 7 eserin giifte
mecmuasi ile ortak giiftelere sahip oldugu
tespit edilmistir. Sugullerin dini musiki
ve ozellikle nevbe icrasinda onemli bir
yere sahip olmasi, Keyyali tarikatim ve
musiki kulturunu, tekke musikisi icerisinde
oldukca 6nemli kilmaktadir. Ozellikle yakin
zamana kadar ayni devlet sinirlan icerisinde
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bulunan ve istanbul’dan sonra 6nemli musiki
merkezlerinden biri olan Halep sehrinin bu
kiltir ve medeniyet icerisindeki konumu
hatirlanacak olursa giinimuze ulasabilen bu
birikimin dikkate deger oldugu asikardir.

Yapilan arastirma sonucu 4 suguliin giiftesinin
biiylik oranda giifte mecmuasi ile ortiistligi
tespit edilmistir. Uc eserin ise hem giifte hem
makam olarak nevbe icrasinda ve mecmuada
ayni oldugu goriilmustiir. Bunlardan biri El
darifii’l-celilii misrar ile baslayan suguldr.
Bu suguliin 1960’1 yillarda Albay Selahaddin
Gurer tarafindan yapilan bir icrast Emre
Omdurli’niin arsivinde bulunmaktadir.
Ayrica Albay Selahaddin Bey’in icrasi nota
olarak Turk Mizik Kiltirinin Hafizasi
nota arsivinde de yer almaktadir. Eserin bu
notasi ile 2017 senesine ait nevbe kaydindaki
icranin buyuk oranda benzer olmasi bu
sugullin tarihi seyrini gozler 6niine sermekte
ve bu alana dair bir ornek teskil etmektedir.
ilk kez XIX. yiizyiin sonunda derlenmis bir
gufte mecmuasinda gortilen bu eser, 1960’11
yillarda Osmanli bakiyesi bir zakirbasi
tarafindan icra edilmistir. Bunun yanm sira
Halep’te halen icra ediliyor olusu bu eserin
iki asra yakin bir zamandir varligini muhafaza
ettigini ispat etmektedir.

Makam ve giifte bakimindan ortusen bir
diger eser ise Es-saldtii ale’l-muzallel misral
ile baslayan suguldiir. Kanaatimce nevbenin
ardindan vyapilan kiyam zikri icerisinde
kendine has bir tavir ile cumhr okuyusla icra
edilen bu sugul, ayn1 zamanda bir usul ilahisi
olabilir. Bu baglamda bestesi de g6z oniine
alindiginda, aym El drifii’l-celilii misra ile
baslayan sugul gibi kadim tekke kiiltiiriine
ait bir ilahi olabilir.

Son olarak Kum bind kum bind ya uhayy misrai
ile baslayan suguliin giifte mecmuasinda
Hiiseyni makaminda kaydedildigi ve nevbe
icerisinde aym makamda icra edildigi
gorilmektedir. Metnin kisa, eserin ritmik ve
hareketli bir yapiya sahip olusu, ayrica kolay
ogrenilebilir olmas1 sebebiyle bu sugul de
tekke musikisinde oldukca eskiye dayanan ve
cok bilinen sugullerden biri olabilir.



Ebha’n-nagamadt fi terenniimati’l-ildhiyyat adli glifte mecmuasinda yer alan ve 2013 yilina...

Yapilan bu calisma ile Turk Din Musikisi
arastirma alanlarindan olan tekke
musikisinde  nevbe icerisinde  okunan
sugullerin farkli cografya (Halep ve istanbul)
ve farkli zamanlarda yapilan icralarinin
izi slrulmistir. Gecmis ve gelecege dair
butiincul bir yaklasimla Osmanli ve Turk
medeniyet haritasindaki eksik parcalarin
tamamlanmasi icin ufak da olsa bir caba
ortaya konulmustur. Bu baglamda Halep
ve istanbul tekke musikisindeki suguller
ozelinde, ortak noktalar ve etkilesimler
olup olmadig1 incelenmistir. Yazili kaynaklar
bakimindan cok da zengin olmayan ve tarih
icerisinde sifahi olarak aktarimi devam etmis
olan musiki kulturimuzdeki bosluklarn,
ginumize  ulasabilmis ve  aktanlmis
kaynakliklar sayesinde doldurulabilecegi bu
calisma vasitasi ile ortaya konmustur.
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Shuguls in the corpus of Ebha’n-nagamat fi terennumati’l-
ilahiyyat and performed in Aleppo Kayyali lodge until 2013

Extended Abstract

The shugul is the name of hymns with Arabic lyrics in Turkish Religious Music. It is the plural of the word shugl
(J=2), which originally means work, occupation. These hymns sung during dhikr are easily understandable and
dynamic works. The shuguls spread to Anatolia, Istanbul and the Balkans by means of religious sects of Arab
origin such as Rifai, Sadi, Bedewi, Desuki. In addition, it has a very important place in the nawba performed
on important religious days. In terms of being suitable for the performance and flow of the dhikr, they were
mostly composed in nim-sofyan, sofyan and duyek patterns. The peak period of the shuguls, which started
to take place in the sources from the 18th century, is the 19th century. The most comprehensive work on
the shuguls that has survived to the present day is the lyric corpus Ebhe’n-nagamat fi terenniimati’l-ilahiyat
compiled by Tekfurdagi Sheikh Mehmed Rifat Efendi, dated Hijri 1316 (m. 1898). In this work, besides the
lyrics, information about the relationship of the makams with the planets, the makams in Turkish music,
note values and patterns are also given. It also contains various prayer texts that should be read in the
lodge culture. In this work, which has an index of 40 pages, the lyrics of 265 shuguls are included between
pages 59-423. Today, as in the past, shuguls are performed in a wide geography and in many sects. In this
study, some common works that are performed by the followers of the Kayyali sect today and in the lyrics
corpus called Ebhe’n-nagamat fi terenniimati’l-ilahiyyat were discussed. The Kayyali sect, which is a branch
of Rifaiyya, emerged with Sheikh Ismail al-Meczum al-Kayyali. ismail al-Meczum al-Kayyali is the grandson
of Ahmed Rifai and was born in Baghdad in 573 Hijri. After the Mongols entered Iraqg, he left here and went
to Aleppo, and then settled in the village of Tronbe, which is now connected to Idlib. He died here in 685
Hijri, at the age of 112. After his death, the activities in the lodge continued and the lodge remained active
until recently. In 2013, due to force majeure, the Kayyali family and some members of this sect immigrated
to Turkiye. They continue to transfer their lodge culture to future generations here. Aleppo Kayyali Lodge
cannot continue its activities today. In this study, the shuguls in the nawba performed in Istanbul in 2017 by
Sheikh Muhammed Bakir al-Kayyali, his brother Sheikh Hasan al-Kayyali and the dervishes of the lodge are
discussed. The shugul lyrics in the Ebhe’n-Negadmat fi Terenniimati’l-ilahiyyat lyrics corpus and the shugul
lyrics in the nawba performance were compared in terms of lyric, magam and usul. As a result of the
research, it has been determined that 7 hymns have common lyrics with the lyric corpus. The fact that
the shuguls have an important place in religious music and especially in the performance of nawba makes
the Kayyali sect and music culture very important in lodge music. If the place of the city of Aleppo, which
was within the borders of the same state until recently and was one of the important music centers after
Istanbul, in this culture and civilization is remembered, this accumulation that has survived to the present
day is remarkable. With this study, it has been tried to see the traces of music performances and hymns sung
in different geographies and times in lodge music. With a holistic approach to the past and the future, a small
effort has been made to complete the missing parts of our civilization map.

Keywords
Aleppo, Kayyali, rifai, shugul, Turkish religious music
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Misiki nazariyesinin kaide ve kurallarinin daha iyi anlasilabilmesi adina gecmiste yapilmis calismalarin
incelenmesi oldukca onemlidir. Makalemizde ilk donem miizik nazariyesi ile ilgili kavramlarin hangi
manaya tekabiil ettigini ortaya koyuyoruz. Calismanmin konusu, Uzerinde arastirma ve inceleme
yaptigimiz XIV. yiizyil miizik nazariyecilerinden Salahaddin Safedi’nin risalesi ile yazar bilinmeyen XVIlI.
ylizyll miizik nazariyesi ile ilgili yazilan es-Secere isimli iki eserin miizik nazariyat1 ve sekil bakimindan
karsilastinlmasidir. Safedi’nin Risale f7 [lmi’l Mdsikd’s1 ile miellifi bilinmeyen es-Seceretu Zati’l-ikmdm
el-Haviye li-Usuli’l-Engdm isimli eserlerin telif edildikleri yiizyillar farkli olmasina ragmen ele aldiklar
meseleler birbirine oldukca benzerlik gostermektedir. Sistematik miizikolojinin prensiplerine gore
bilgilerin ele alindig1 bu calismada kullanilacak yontem nitel arastirma olup, metodolojisi ise dokiiman
taramasiyla elde edilen verilerin karsilastirma, metin tahlili, ornekleme ve icerik analiziyle islenmesidir.
Boylelikle bu iki eserin bicim ve icerik kapsaminda degerlendirilmesi ve karsilastirmasi saglandi. Bu
calismamizda eserlerin makam-avaze-sube baglaminda farkli unsurlar ile iliskilendirilmesi tespit edildi.
S6z konusu iki eserdeki benzerlik ve farkliliklar tablolar esliginde gosterildi. Yaptigimiz karsilastirmalar
neticesinde iki eserdeki miizik nazariyesi ile ilgili yaklasimlarin 6nemli oranda aym oldugu gorildi.
Miizikoloji alaninda calisma yapacak olan arastirmacilarin ilk donem miizik nazariyati ile alakali yazilmis
olan eserlerin icerik baglaminda karsilastirmalar yapmalari o donemin miizik algisin1 daha iyi yansitacagini
distiniiyoruz.

Anahtar Kelimeler
avaze, es-Secere, makam, miizikoloji, Safedi, sube

Giris lizerinde hassasiyetle duruldugunu ve
Masiki ilminin gerek nazaride gerekse Oncekilerin sunmus oldugu temelin lizerine
pratikte ilerlemesi es zamanli olmasa Insaasimtamamlama ve siisleme gayretinde
da  teorik-pratik anlamda  birbirini olduklan goriilmektedir. Itk donem masiki

desteklemistir. Sanat ve estetige dair bircok
ilimde oncelikle pratik boyutunun one
ciktigl, arkasindan ise nazari inceliklerin
ortaya konulmasi genel kabul gormiis bir
olgudur. Sesin estetik olarak incelenmesi,
bunlarin tutarli ve belirli oranlarda bir
araya gelmesinde nazariyecilerin ve
icracilarin 6nemli katkilar1 bulunmaktadir.
Ozellikle nazari calismalara bakildiginda

nazariyesi calismalarimin  bu kapsamda
degerlendirilmesi gerekmektedir.

islam diinyasinda miizik nazariyati ile
ilgili kaynaklarin yazilmasi IX. yuzyildan
baslayarak teorik planda yazim gelenegi
olusturmasina olanak saglamistir.  XIII.
Asirda Safiyliddin  Abdilmiimin  Urmevi
(1294) onceki muzik nazariyecilerinden
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XIV. yiizyil miielliflerinden Salahaddin Safedi’nin Risale f1 ilmi’l Masikd‘s ile XVIIl. yiizyil...

Kindi (866), Farabi (950), ibn Sind’in
(1037) aksine yeni bir muzik teorisi ile
karsimiza cikmaktadir. Safiyuddin’in  bu
yeni sisteminin XIV ve XV. yuzyillarda da
kullanildigini  gormekteyiz (Uygun, 2008,
35/479). Safiyuddin’de makam kavraminin
henliz kullamlmadig1 goriilmekle beraber
Arapca “devr:donis” kelimesinin cogulu olan
“edvar:devirler” kavraminin kullanilmaya
baslandigina sahit olmaktayiz. Boylece
edvar gelenegi, Safiyiiddin ile baslayip
sonraki muzik calismalarina da kaynaklik
teskil etmistir (Uygun, 2002, 97). Safiyuddin,
Kitabli’l-Edvar isimli eserinde nagmenin
tanimi,  tizlik-pestlik durumu, araliklar,
devirler (on iki makam) ve avaze konular
gibi konulan ele almistir (Shiloah, 1978,
309).

Calismamizin  ornekleminde yer alan XIV.
yuzyll muzik nazariyecilerinden Salahaddin
Safedi’nin (1363) yazmis oldugu, Risale fi
ilmi’l Musika (Miizik ilmine Dair Bir Risale)
isimli eserde “makam” kavrami ilk kez
kullamlmistir (Tekin, 2007, ii). Tekin’in bu
iddiasina karsiik Sema Din¢ “Kutbiiddin

Sirazi’nin  Dirreti’t-Tac’indaki ~ masiki
bolumunun incelenmesi” isimli doktora
tezinde Kutbliddin  Sirazi’nin (1311)

“makam” kavramini ilk defa kullanan muzik
kuramcisi oldugunu belirtir (Ding, 2021,
13). Murat Bardakci ise bunlarin aksine
XV. yuzyil kuramcilarindan Abdulkadir
Meragi’nin (1435) “makam” kavramini ilk kez
eserlerinde isledigini soyler (Bardakgi, 1986,
63). Dolayisiyla hangi kuramcinin ilk olarak
“makam” kavramini eserlerinde isledigi net
degildir.

Bunun yam sira perde, avaze, sube
konularinin bu donemin nazariyat eserlerinde
islendigi  goriilmektedir. Bu  donemin
nazariyecilerinden olan Sirazi’nin de eserinde
perde, avaze, sube gibi bu donemin one
citkan konularina yer verdigini gérmekteyiz
(Ding, 2021, 122). XIV. yiizyilda Cemaliiddin
Hasan Ibn Ahmed’in, kaleme aldig1 Kitabii
Ravzati’l-Misteham fi ilmi’l- Engdm isimli
eserinde muzik kurami acisindan perde,
makam, avaze ve sube konularim isledigi

gorilmektedir. Ayrica makam kavraminin
dort unsur, mizaclar ve insan dogasinda yer
alan birtakim swvilar ile iliskilendirilmesi
yine bu eserde karsimiza c¢ikmaktadir.
(Oncel, 2018). Calismamizin kapsaminda yer
alan Safedi’nin Risalesi ile es-Secere’deki
kavramlar alt basliklar halinde ayrintili bir
sekilde “Eserlerdeki Muzikal Kavramlar”
basligi altinda ele alind1.

XIV. yizyll miizik nazariyesi ile ilgili bu
girizgahtan sonra arastirmamiza konu olan iki
eser ve muellifleri ile ilgili sunlarn belirtmek
miimkiindiir. Risale fi ilmi’l MUsika, yukarda
izah edildigi lizere bu dénemin miizik algisini
ve anlayisint  yansittigint  disiindiigiimiiz
eserlerden biridir. Bu eserin yazarinin asil
ismi Ebi’s-Safa (Eb( Said) Salahuddin Halil
b. izziddin Aybeg b. Abdilldh es-Safedi
‘dir. Safedi, Filistin’in Safed sehrinde 1296
yiinda dogmustur. Bu sehre nispet edildigi
icin kaynaklarda Safedi olarak gecmektedir.
Tarihci, Arapca dili belagat uzman,
edebiyatc ve sair olan Safedi (Durmus, 2008,
35/447), aym zamanda miizik nazariyat ile
ilgili eser de kaleme almistir. Risale fi ilmi’l
MUsika isimli bu eser Abdiilmecid Diyab -
Gattas Abdiilmelik Hasebe tarafindan tahkik
ve aciklamali metinler ile 1991 yilinda
Kahire’de yayinlanmistir.

Resim 1. Safedi’nin Risalesinin 1991 baski kapagi
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Resim 2. Risalesinin yazma eserinin ilk sayfasi

Safedi, bu eserinde miizigi etimolojik olarak
incelemektedir. Yazar, miuizik kelimesinin
kokeni ve faydalarn ile alakali bilgiler
vermektedir. Felsefecilerin miizigin tanim
konusundaki  goruslerini  aktarmaktadir.
Sonraki bolimlerde on iki makam, yedi
avaze ve dort subenin isimlerini vererek
gezegenler, burclar ve insan dogasinda
neye karsilik geldigini iliskilendirmektedir.
ilerleyen béliimlerde ise makam, avaze ve
subelerin perde dizilimini anlatmaktadir.

Arastirmamizin orneklemindeki ikinci eser,
XVIII. yuzyil calismalarindan olan es-Seceretu
Zati’l-ikmém el-Haviye li-Usuli’l-Engdm’dir
ki, bu eserin vyazan bilinmemektedir.
Yazarin yukarida bahsi gecen ve XIV. yuzyil
calismalarindan olan Safedi’nin Risalesinden
onemli Olclide eserinde faydalandig
gorulmektedir. Hatta Arapca yazilmis olan
bu iki eserin pek cok yerinde kelimesi
kelimesine ayni oldugu tespit edilmistir. Bu
eserde de muzik kavraminin yine etimolojik
olarak incelenerek felsefecilerin muzik ile
ilgili gorisleri ve miizigin faydalar iizerinde
durulmustur. es-Secere yazar, sonraki
bolumlerde perdeler, gecisler, ana makamlar,
avaze ve sube konular ele alinarak, bahsi

' Resim 2’deki gorsel, Abdiilmecid Diyab - Gattas
Abdiilmelik Hasebe tarafindan edisyon kritigi yapilan
Risale fi iltmi’l Mdsikd isimli calismadan alinmistir.
Bu eser, Kahire’deki el-Hey’eti’l-Misriyyetii’l-Amme
yayinevinde 1991 yilinda basilmistir.
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gecen seyirlerin dizilimini anlatmistir. Yazar,
ayrica bu bolumlerde makam-avaze-sube
kavramlarinin gezegenler, burclar ve insan
dogas1 ile iliskilendirilmistir. Safedi’nin
Risalesinden farkli olarak bu eserde ika
konusunun islendigi goriilmektedir. Bu
eser ise Gattas Abdiilmelik Hasebe ve izis
Fethullah tarafindan tahkik ve aciklamalar
ile 1983 yilinda Kahire’de yayinlanmistir.
o™ o'

PN ;\.’

OOOQO.

o"o‘

6.:9

'(.\- v

a » rv( we aaa
o‘i' ‘o‘ O e
Q%LU 2 $ere
7. .,. .‘".‘OA;‘
CPY Q," AL
T X ot X Tt -
-SR-S
RS AU VLIRS N IV IR
Resim 3. es-Secere’nin 1983 baski kapagi
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Resim 4. es-Secere yazma eserinin ilk sayfasi?

2 Resim 4’teki gorsel, Gattas Abdiilmelik Hasebe ve
izis Fethullah tarafindan edisyon kritigi yapilan es-
Seceretu Zati’l-lkmam el-Haviye li-Usuli’(-Engdm isimli
calismadan alinmistir. Bu eser, Kahire’deki el-Hey’etu’l-
Misriyyetii’l-Amme yayinevinde 1983 yilinda basilmistir.
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Eserin isminde yer alan “secere” kelimesi,
agac anlamindadir. Yazarin eserine bu ismi
vermesinin sebebi de eserin iceriginde
yer alan makam, avaze ve subelerin
siniflandirilmasinda aga¢c motifini kullanmis
olmasidir.

o) iy (o adpetd
cen B Uy

Resim 5. es-Secere’de makam-avaze-subelerin agac
motifi ile simiflandirnlmasi

Safedi’nin Risale fi ilmi’l Mdsik@’s1ile muellifi
bilinmeyen es-Seceretu Zati’l-ikmém el-
Haviye li-Usuli’l-Engdm isimli eserler bu
calismanin konusudur. Yaptigimiz literatiir
taramas1 neticesinde es-Secere’ye dair
ingilizce ve Tiirkce tafsilatli bir calismanin
yapilmadig1 tespit edildi. Ancak Safedi’nin
Risdle-i Mdasiki’si, Erhan Tekin tarafindan
yuksek lisans tezi olarak calisilmistir.
Tarafimizca ele alinan bu makalede ana
kaynak olarak Arapca nesredilen tahkikli
metin esas alind1.

Arastirmanin Sinirlihig

Calismanin  ana cercevesi XIV. ylzyil
eserlerinden olan Safedi’nin miizik ile
alakali risalesi ile XVIII. yiizyilda yazildigi
dusunilen ve muellifi bilinmeyen es-Secere
isimli eserlerin sekil ve icerik itibariyle
karsilastirmasin1 yapip, benzer ve farkl
noktalarini tespit etmektir. Ayrica eserlerde
seyirleri verilen makamlarin tamaminin
karsilastirmaktan ziyade birkac makam
ornek olarak verip birbirleri ile kiyaslama
yoluna gidecegiz.

Arastirma Problemi ve Sorusu

Genelde ilim dallarinda ozelde ise muzik
nazariyat1  baglaminda  farkli  zaman
dilimlerinde yazilmis eserlerin birbirlerinden
ne oOlcude etkilendikleri, muzik kuram
acisindan  yenilik  getirip  getirmedigi
tartisilmistir. Muzik kuramlari ile ilgili yazilan
eserlerin bu sekilde karsilastirma metodu ile
cok fazla irdelenmedigi goriilmustiir.

Bu baglamda yaptigimiz calismanin, bu konu
ile ilgili arastirmacilara bir yontem sunmasi
amaclanmaktadir.  XIV. yizyilda kaleme
alinan Safedi’nin risalesi ile XVIII. yiizyilda
yazilmis olan ve yazan bilinmeyen es-Secere
isimli iki eser arasinda yaklasik dort ylzyil
gecmis olmasina karsin siire¢ icerisinde
nazari planda  benzerlik ve farkliliklar
ortaya konularak alana katki sunulmasi
hedeflenmistir. Bu arastirmanin problemi;

>  Mizik nazariyat1 ile ilgili kaleme
alinan XIV. yiizy1l eserlerinden Safedi’nin
Risalesi ile XVIII. yuzyil calismalarindan
es-Secere eserlerinin  teorik acidan
karsilastirmasi nasildir?

Alt Problem Sorulan

» S0z konusu iki eser, sekil ve icerik
bakimindan benzerlik arz ediyor mu?

> Safedi’nin Risalesi ile es-Secere’nin
miizik etimolojisi bakimindan benzerligi
var midir?

> Siniflandirmada kullanilan makam-
avaze-sube kavramlarin arasinda butunluk
var midir?

» Asil makamlarin astrolojik olarak
burclar ile iliskilendirilmesi  nasil
yapilmistir?

» Her iki eserde yer alan avazeler
sayisal acidan aynm midir?

» Avazelerin gezegen ve mizaclar ile
iliskilendirilmesinde benzerlik var mdir?

» On iki Makamin mizac¢-dort unsur-
insandaki sivilar ile iliskilendirilmesinde
farkliik var midir?
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> Dort subenin, insan dogasindaki
unsurlar ve mizaclar ile iliskisi eserlerde
ele alinmis midir?

> ki eserde yer alan on iki makam ve
turevleri subelerin iliskilendirilmesinde
benzerlik var midir?

> Safedi’nin Risalesi ile es-Secere’de
seyirleri  verilen = makam-avaze-sube
anlatimlarinda  benzerlik oram ne
olcudedir?

Yontem

Sistematik miizikoloji kaideleri ekseninde
elde edilenbilgiler nitel arastirma yontemiyle
irdelenecektir. Buna gore dokiman tarama
yoluyla temin edilen bilgiler karsilastirma,
metin tahlili, ornekleme ve icerik analiziyle
islenecektir. Boylelikle bu iki eserin bicim
ve icerik kapsaminda degerlendirilmesi
ve karsilastirmas1 saglanacaktir. Eserlerin
makam-avaze-sube baglaminda farkl
unsurlar ile iliskilendirilmesi tespit edilerek,
iki eserdeki benzerlik ve farkliliklar
gosterilecektir. Bu benzerlik ve farkliliklarin
daha iyi anlasilmasi adina resim, tablo,
grafik ve portelerden vyararlamlmistir.
Bu calismada oncelikle eserlerin sekil
baglaminda incelenmesi yapilacaktir.
Gerek Safedi’nin risalesi gerekse de
yazar bilinmeyen es-Secere isimli eserler
Uzerinde yapilan calismalara deginerek
eksik kalmis noktalara odaklanilacaktir. Bu
makale boyunca bundan sonraki yazimlarda
Safedi’ye ait risale, “Safedi’nin Risalesi”,
yazari bilinmeyen es-Seceretu Zati’l-ikmdm
el-Haviye li-Usuli’l-Engdm ise “es-Secere”
seklinde kullanilacaktir.

Akabinde  eserlerin  neler icerdigine,
hangi konulara yer verildigine, makamsal
aciklamalar ve  seyirlerde ne tur
yaklasimlarda bulunulduguna deginilecektir.
Eserler farkli yuzyillarda kaleme alinmasina
ragmen aralarindaki benzer ve farkli noktalar
gosterilecektir. Calismada oOzellikle tablolar
kullanmak suretiyle eserlerin kiyaslanmasi
saglanacaktir.

Makalemiz kapsaminda yer alan bu iki
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eserden oncelikle es-Secere isimli eserin
calisilmamis olmasi bizi boyle bir arastirmaya
itti. Sirec icerisinde yaptigimiz literatiir
taramasiyla XVIII. yuzyil calismalarindan es-
Secere’nin yaklasik dort asirlik bir siire once
yazilmis bulunan ve XIV. yizyil eserlerinden
olan Safedi’nin Risalesi ile benzer ve
farkli yonlerinin bulundugunu tespit ettik.
Dolayisiyla karsilastirmali yontem ile soz
konusu olan bu eserlerin ortak yonleri ile
ayristiklart noktalar tespit etmek gerektigini
disiindiik.

Calismamizda yer verdigimiz perde isimleri
kiucuk harfler, makam isimleri ise buyuk
harflerde baslayarak yazilmistir.

S6z konusu edilen bu iki eserin
karsilastinlmasinm yaparken Dr. Abdulmecid
Diyab ve GattasAbdiilmelik Hasebe tarafindan
yayinlanan Salahaddin Safedi’nin Risdle fi
itmi’l Masika (Safedi 1991) ile izis Fethullah
ve Gattas Abdiilmelik Hasebe tarafindan
tahkik ve nesri yapilan es-Seceretu Zati’l-
ikmdm el-Haviye li-Usuli’l-Engdm (es-Secere
1983) adli calismalar dikkate alinacaktir.

Bulgular

Eserlerdeki Miizikal Kavramlar

Perde

Farsca “perde” (-2;) kelimesi, Arapca’ya
“burde” (32) seklinde gecmistir (Mutcaly,
1995, 49). Misiki nagmesi manasina
gelen bu kelimenin cogulu “burdavat”
(<522) seklindedir. Arap miizigine Hicri IX.
yuzyildan itibaren giren bu terim “sed” ve
“devr” kelimelerinin es anlamlisi olarak
kullamlmistir (Hasebe, 2003, 286). Zamanla
“ses, savt, derece, lahin, makam, sarki,
7 ses, perde vb.” farkli manalarda da
kullanilagelmistir  (Mahflz, 1977, 154).
Turkce’de ise perde seklinde kullanilan bu
kelime, sozlikte hicab, ortu gibi anlamlarda
kullamlip masiki terminolojisinde nagmenin
karsiigidir (Secere, 1983, 31). Muallim Kazim
Uz perdeyi “Alelumum keyfiyat-1 selaleyi
alan her bir sadanin hal-i tabiisine denir.”
(Uz, 1892, 14) seklinde tarif etmektedir.

Bat1 miiziginde nota kavraminin muadili
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olan perde kavrami, Tiirk misikisinde porte
tzerindeki kelimelerin cogu Farsca olup,
rast, diigah, segah, cargah, neva, hiiseyni,
acem, gerdaniye’ye kadar bir oktavi temsil
etmektedir. Misiki nazariyesine dair yazilmis
eserlere bakildiginda baslangic sesi yegah
kabul edilip sirasiyla diigah, segah, cargah,
pencgah, sestgah, heftgah, hestgah seklinde
de zikredilmistir (Ozcimi, 1989, 22).

Seslerin pestligini ifade sadedinden “kaba”,
“pest” gibi terimlerin yanm sira ilk donem
masikisinde “taht” (<=3) kelimesi ile de
karsilasmaktayiz. Sozluk anlami alt, alt taraf,
altinda gibi anlamlara gelmektedir. Burada
ise kaba sesleri nitelemek icin kullamlmistir.
Ayrica tiz sesleri izah ederken de kullanilan
“tiz”, “dik” gibi kelimelerden baska “fevk”
(3s%) ifadesi de getirilmistir. Arapca Ust,
ust taraf gibi manalara gelen fevk terimi,
tiz sesleri belirtmek icin kullanmilmistir (es-
Secere, 1983, 35).

Nazari kaynaklara bakildiginda perdeler
tam (tanini), yarim (nisf), miicennep, irha,
bakiyye gibi ifadelerle adlandinlmaktadir.
Buna ilaveten parmak baskisina gore de
perdelerden herhangi bir anzi durum ile
karsilasmayan seslere “mutlak” (3l) ses
yani udun bos teli denmektedir. Meragi
mutlak kelimesinin cogulu olan “mutlakat”
terimini parmak baskis1 kullanilmayan sazlar
seklinde gosterir. Bir diger perde gosterim
sekli ise anzi seslerden meydana gelen
yapidir. Bu tir perdeler ise “mukayyed”
olarak tavsif edilmistir. Aldiklar1 bemol ve
diyez gibi arizalar ile sayilarnn pek coktur.
Meragi, parmak baskisi yapilarak calinan
sazlara da “mukayyedat” demektedir (Koc,
2017, 70).

Makam

Sozlukte durulan yer, durum, pozisyon gibi
anlamlara gelen bu kelime (Mutcali, 1995,
739), misiki ilminde Suphi Ezgi’ye gore
“durak ve giiclii denilen nagmelerle (sesler)
dizinin diger sesleri arasindaki miinasebet
cihetinden seslerin icras1” seklinde tarif
edilmistir (Ezgi, 1933, 48). Kazim Uz’a
gore makam terimi, “bir takim sahs-1

mahsdsa tahtinda mazbat olup silsele-i
esvat-1 mdsikiyenin bir kism-1 mahd(dunda
icrd edilen nagamdt-1 muayyeneye denir”
seklinde tarif edilmistir. (Uz, 1892, 13.)
Makamlarin, {ic kiicik araliga boliinmiis
bir dortlu demek olan “cins”lerin bir araya
gelmesi ile ortaya cikan devirler seklinde
tanmmlayanlar da olmustur (Ozcimi, 1989,
23). Ekrem Karadeniz ise bir gam icinde
muayyen araliklara sahip ve kendi icinde
uyumlu seslerin seyir bakimindan kuralli
karakteristik misiki ciimlelerinin olustugu
cesni olarak tarif eder (Karadeniz, 2013,
64).

ismail Hakki Ozkan’a gore bir makami
meydana getiren birtakim unsurlar vardir ki
bunlar da; “dortlu ve beslilerden” olusmasi,
kendine has bir “seyir” izlemesi, bir “durak”
ve “karar” sesinin bulunmasi, makamin
izlerini tasiyan “donamim”inin olmasi gibi
hususiyetlerdir (Ozkan, 2003, 410-412).
Makam, tarihsel siirece bakildiginda bir
yoniyle yasamis oldugu cografyanin halkinin
kendi duyum ahenginde bulunan perde ve
ezgiler arasindaki etkilesimle vucuda gelen
kaliplar orgusudur denilebilir.  Bati’daki
mode, dizi, skala kavramlarinin tam karsiligi
oldugunu soylemek pek mimkiin degildir.
Ciinkii bizim misikimizde makam, muhtevasi
itibariyle perdelerin kendi icinde oynak ve
seyir bakimindan ise ana hatlan belli olan bir
ozgiirliige sahip yapilardir.

Avaze

Avaze, Farsca bir kelime olup sozlukte ses,
sadd, nara gibi manalara gelir. ilk donem
mUsiki nazariyati kaynaklarinda daha cok
makam kelimesine yakin bir anlamda ifade
edilmisse de yapi1 itibariyle gunumuzdeki
makam anlayisindan uzak bir mefhum olarak
karsimiza ¢ikmaktadir. Clinkii oktav araligi
kadar genis olmayip, ozellikle makamdan
daha dar ve eksik sesler dizisi veya butinu
olarak gorilmektedir (Karabasoglu, 2010,
39). XIlI ve XVI. Yizyllar arasindaki edvar
kitaplarina gore avaze, makam (makam,
avaze, sube ve terkib) tasnifinin dort
turinden biri olarak kabul edilmistir
(Oransay, 1964, 10).
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Nazmi Ozalp’a gore ses, nagme, perde
anlamlarina gelen bu terim, farkl
kaynaklarda “avaze, avaz, agaze” olarak

gecmektedir (Ozalp, 1986, 25).

Avazelerin sayis1 konusunda tam bir ittifak
yoktur. Genel kanaate gore avazelerin sayisi
alti tanedir. Safiyuddin Urmevi, Abdilkadir
Meragi, Ahmedoglu Sikrullah, Alisah b.
Biike, Abdiilaziz Meragi’de avazelerin sayisi
alt1 olarak gecmektedir (Cakir, 1999, 129-
130; Karabasoglu, 2010, 63; Uygun, 1996,
94). Ayrica XV. asirda yazildigi tahmin edilen
Cemaliiddin Hasan ibn Ahmed’in Kitdbii
Ravzati’l-Miistehdm Fi [lmi’l-Engdm isimli
kitabinda da avazelerin alt1 tane oldugu
goriilmektedir (Oncel, 2018, 253).

Avazelerin yedi tane oldugunu savunanlar da
olmustur. Bunlardan biri de XV. yiizyil misiki
nazariyecilerinden Ladikli Mehmet Celebi
olup alt1 olan avazeye bir yedinci olarak
Hisar1 da eklemistir (Akdogan, 1996, 37).
Bununla beraber Mimar Mehmet Aga, Hasim
Bey, Kirsehri, Fethullah Sirvani, Tirevi,
Seydi, Hizir b. Abdullah’in eserlerinde aym
sekilde avazeler yedidir (Bardakgi, 2011, 65;
Celik, 2001, 24; Dogrusoz, 2012, 110-112;
Yalcin, 2016, 30). Arastirmamizda yer alan
Safedi’nin Risalesi ile es-Secere isimli eserde
avazeler ile ilgili ayrnntili bilgiler, sonraki
bolimlerde tablolar esliginde incelenip
degerlendirilecektir.

Sube

Sube kelimesi sozlikkte “kisim, sinif, dal, alt
bolum ve boluk” gibi manalara gelmektedir
(Mutcali, 1995, 445). Misiki terminolojisinde
ise dort ana perde (yegah, diigah, segah ve
cargah) ve makamlarin siniflandinlmasinda
kullanilan bir kavramin karsiigi olarak
karsimiza ¢ikmaktadir. Bu terim hakkinda
baslangic ve karar seslerini goz onunde
bulundurularak pratikte kullanmilan ezgi
seyirleri (Uygun, 1996, 215); makamlarn
bilesenlerini ya da bolumlerini ortaya
cikaran perdeler (Oztiirk, 2014, 34); XV
ve XVI. yuzyillarda makamlarin belli bir
béliimiine verilen ad (Ozalp, 1986, 1/24);
tam ve bagimsiz dizilere sahip olmayan ancak
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dizilerle birleserek o diziyi zenginlestiren
sesler butunu (Cakir, 1999, 133) gibi
birbirine yakin manalara gelen ifadeler
gosterilmektedir.

Meragi, sube kavramini bazi nota topluluklan
olarak gostermektedir. Ona gore baz
subeler kucuk aralik, bazilan orta aralik
bazilar1 da oktav araligini da kapsayan
bliyiik araliklardan olusmaktadir. Meragi’nin
eseri basta olmak {lizere misiki nazariyesi
eserlerinde genel olarak yirmi dort adet sube
bulunmaktadir (Karabasoglu, 2010, 69-70).
Ancak yirmi dort tane oldugu meselesinin
ilk olarak Safedi’nin risalesinde gectigi ifade
edilmektedir (Uslu, 2022, 246). Avazelerde
oldugu gibi sube sayisi konusunda da tam
bir uyumdan bahsetmek miimkin degildir.
Ornegin Kutbuddin Sirazi’ye gore sube sayisi
dokuzdur ki bunlar; “diigah, segah, cargah,
pencgah, zavili, rly-i rak, miiberka, maye
ve sehnaz” seklindedir (Ding, 2021, 124).
Binnaz Basar Celik, Hizir bin Abdullah’a
dayandirarak subelerin baslangic ve karar
perdeleri gozetilerek dort ana perde ve dort
sube olarak tasnif edildigini belirtmektedir
(2001, 23).

Eserlerin Sekil Acisindan incelenmesi

Oncelikle Risale fi Ilmi’l Mdasikdé isimli
eserin muellifi kaynaklarda asil ad1 Ebu’s-
Safa (Eb( Said) Saldhuddin Halil b. izziddin
Aybeg b. Abdillah es-Safedi (0. 764/1363)
olarak gecmektedir (Durmus, 2008, 35/447-
450). Amnon Shiloah’a gore isim meselesi
tam olarak net degildir. Cilinkii Berlin
Staatsbibliothek’te okuduklan risalenin Uc
kopyasinin sonunda “Seyh Safedi” ifadesi
gecmektedir. Farmer ise bu miellifin “Safedi
Halil b. Aybeg” ile aym kisi oldugunu ifade
ederken, Shiloah bunlar1 ayni yazar olarak
kabul etmenin yanlis oldugu kanaatindedir
(Farmer, 1965, 56; Shiloah, 1978, 304).

Tirkiye’de Safedi’nin burisalesiileilgili Erhan
Tekin’in yapmis oldugu Safedi’nin Miizik
Teorisinin incelenmesi baslikli yiiksek lisans
tezi bulunmaktadir (Tekin, 2007). Tekin, bu
calismasinda eserin Salahaddin Safedi’ye ait
oldugunu, bunun ile ilgili delili ve cikarim
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risalenin 115. sayfasinda gecen bir anekdota
dayandirmaktadir (2007, 29). Ayrica Safedi
ile ilgili arastirmalar bulunan ismail Durmus,
calismasinda miuellifin eserlerini sayarken
Abdilmecid Diyab - Gattas Abdiilmelik
Hasebe tarafindan Kahire’de (1411/1991)
yiinda nesredilen Risdle fi ilmi’l-M{sika

isimli eserini de kaydetmektedir (Durmus,
2008, 35/447-450).
Shiloah, eserin U¢ nushasimin  Berlin

Staatsbibliothek isimli kutuphanede 5225,
5226 ve 5226/2 numaralarda kayitli oldugunu
ifade etmektedir (Shiloah, 1978, 304).

Tablo 1. Safedi’nin Risalesi ile es-Secere’nin sekil ve icerik karsilastirmasi

Safedi’nin Risalesi

es-Secere

Mukaddime, iki Bélim ve Sonuc

Mukaddime, Yedi Bolum ve Sonug

Eserin icerigi iki Ust baslik ve bunlarin
altinda ikiser alt baslik olmak uzere alt1 alt
basliktan meydana gelmektedir.

Eser, birinci boliim dort alt baslik iken, diger
bolumler iki alt basliktan olusmaktadir.

Eserin mukaddimesi; besmele, hamdele ve
salvele ile baslamaktadir.

Eserin mukaddimesi; besmele, hamdele ve
salvele ile baslamaktadir.

Birinci boliim, Masiki kelimesinin
etimolojisi, MUsikinin fazileti ve faydalan,
MaGsikinin faziletinin delilleri ve ruhlan
felsefecilerin Misiki hakkindaki gorisleri ile
makam, sube, avaze tasnifini ele almaktadir.

ikinci boliim, dort ana nagmenini izahi
ve onlarin turevi makamlar, avazeler ve
turevleri, on iki makamin,subelerin ve
avazelerin perdelerinin seyri, subelerin ve
avazelerin makamlar ile olan munasebeti
ve ortaya cikan guzel gecisleri icermektedir.

Birinci boliim, MUsikinin mahiyeti, MGsikinin
etimolojisi, fazileti-faydalan ve delillerini
icermektedir.

ikinci boliim, mutlak nagmenin mahiyeti
ve gecis (intikalat) konusu ve perdelerin
isimlerini ele almaktadir.

Uciincii  boliim; asil nagmeler, makam,
sube ve avazeler ile nlarin burclar ve dort
unsur ile olan iliskisi ve agac oOrnegi ile
makam-sube-avazelerin tasnifi konularim
icermektedir.

Dordiincii boliim; dort ana makam ve
onlardan ortaya c¢ikan dallarin makam
seyirleri ele alinmaktadir.

Besinci bdliim, ana makamlardan ortaya
cikan subelerin seyirleri islenmistir.

Altinc1 boliim, Avazelerin seyir konusunu ile
ika meselelerini icermektedir.

Yedinci boliim, subelerin makamlar ile
miinasebeti ve ortaya ¢ikan giizel nagmeler
ve intikal konularini islemektedir.

Safedi’nin Risalesi; bir mukaddime, iki bolim
ve bir sonuctan olusmaktadir. Safedi eserini
birinci bolum (bab) ve ikinci bolim olmak
uzere iki Ust baslik ve bunlarin altinda da
altisar alt baslik (fasil) seklinde tasarlamistir.
Amnon Shiloah’a gore eser iki bolum olup
birinci bolum yedi alt baslik, ikinci bolum
ise alti alt bastiktan meydan gelmektedir
(Shiloah, 1978, 305).

es-Secere’nin ise bir mukaddime, sekiz bolum
(bab) ve bir sonuctan (hatime) meydana
geldigini  gormekteyiz.  Miellif  birinci
bolimii dort alt baslikta ele almisken, diger
bolumlerdeki konulari ise ikiser alt baslikta
islemistir.  Shiloah, British  Museum’un
Sarkiyat Bolumu 1535 numarada kayitl
bulunan tek niushaya dayandirarak bahsi
gecen eserin sekiz boliimden olustugunu
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belirtmektedir (Shiloah, 1978, 418). Ancak es-
Secere miiellifinin mukaddimede bahsettigi
sekizinci bolum ve sonug¢ bolumu eserde
yer almamaktadir. Dolayisiyla calismamiz
dayandirdigimiz  Fethullah ve Hasebe
tarafindan tahkik ve serhi yapilan eser, bir
mukaddime ve yedi bolum olarak karsimiza
cikmaktadir. Bu eser ile ilgili Turkiye’'de
tespit edebildigimiz kadanyla yapilmis
akademik bir calisma bulunmamaktadir.

Her iki eser, besmele (Rahman ve Rahim olan
Allah’in adiyla) ve Allah’1 noksanliklardan
tenzih edip Hz. Peygambere salavat ile bir
girizgah yaparak baslar. Safedi risalesine
bu kisa giristen sonra direk bab dedigimiz
bolimlere gecerken (Safedi, 1991, 103-
104) es-Secere’de mukaddimede eserde
ele alinacak konular ozet halinde karsimiza
cikmaktadir (es-Secere, 1983, 19-22).

Eserlerinicerik Baglaminda Karsilastiriimas:
Miizigin mahiyeti ve etimolojik ac¢idan
incelenmesi

Safedi’nin Risalesi XIV. yiizy1l, es-Secere’nin
XVIII. yizyil calismalar1 olmalarina ragmen
mizigin mahiyeti baglaminda dayandirdigi
temellerin birebir ayni oldugu goriilmektedir.
Soyle ki,

Safedi, “Filozoflar soyle demistir: ‘Mdsiki,
nefsin cuimlelerle anlatmaktan aciz kalip
basit seslerle izhar ettigi bir hikmettir.
Nefis bu sesleri idrak ettiginde hemen ona
asik olur ve nefsin terenniimlerini o zaman
dinleye gor.” (Safedi, 1991, 107).

es-Secere, “Filozoflar sOyle demistir:
‘Masiki, nefsin ciimlelerle anlatmaktan aciz
kalip basit seslerle izhar ettigi bir hikmettir.
Nefis bu sesleri idrak ettiginde hemen ona
asik olur ve nefsin terenniimlerini o zaman
dinleye gor.” (es-Secere, 1983, 25).

Ardindan miizigin tanimi ile ilgili her iki eser
de felsefecilerden Eflatun’nun su sozune
gondermede bulunmaktadir;

Safedi, “MUsikinin  kaynagi nefistir ve
nefsin sevgilisidir. Asigin sevgilisinden ayn
birakilmast uygun olmaz.” (Safedi, 1991,
107).
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es-Secere, “MuUsikinin kaynagi nefistir ve
nefsin sevgilisidir. Asigin sevgilisinden ayn
birakilmasi uygun olmaz.” (es-Secere, 1983,
25).

Sonrasinda gelen cumlelerin de neredeyse
ayni olduguna sahit olmaktayiz.

Mizik kelimesinin etimolojik olarak nerden
tiredigi ile alakali yaklasimlar verirken de
Safedi ve es-Secere’de yine benzer olarak
geldigi goriilmektedir.  “Masiki  lafzinin
turetilisine gelince, Yunanca kelime olup
lahinler ilmi (0=l &) manasindadir.
Miteahhirun ise gina demistir. Clinkii ruh,
musikiyi dinlerken diger bedeni lezzetlere
ihtiyac duymaz.” (Safedi, 1991, 108; es-
Secere, 1983, 26).

Mizik ilminin faydalari konusunda ise
Pisagoras’a dayandirdiklari gonderme de
aymdir:  “Ginanin  konusmaya (kelama)
uUstlinligli, konusanin dilsiz kisiye olan
Ustlinliigli gibidir.” (Safedi, 1991, 109; es-
Secere, 1983, 27).

Safedi ve es-Secere miizigin degeri ile ilgili
ileri surdukleri argumanlar da aynidir:
“Hekimler, giizel ses ve hakiki nagmelerin
bedende dolasip damarlara girdigini ve
onunla kanin temizlendigini ve ruhun onu
dinledigini ve kalbin onunla rahatladigim ve
organlarin onunla titredigini ve hareketlerin
onunla hafifledigini iddia ederler. Buna delil
olarak da bir bebek agladigr zaman annesi
ancak terennim ederek oynatip ona sarki
soyleyip, eglendirdikten sonra hiiziinli sesle
uyutmalidir. Yoksa onun ruhu sikilabilir ve
onda kot huylar ortaya cikabilir.” (Safedi,
1991, 109; es-Secere, 1983, 27).

Bundan sonra Safedi farkli olarak Ahmet Bin
Abdiirabbihi, ikdii’l-Ferid adli kitabinda Leyla
Ahiliyyile ile ilgili bir hikayeyi aktarmaktadir.
Arkasindan her iki eserde de: “Glizel ses ve
hiiziinli nagmeler ile hem diinya hem ahiret
nimetlerine ulasiir. Clnku bu seslerde oyle
haller vardir ki, cesareti ortaya ¢ikarir, glicl
tazeler, yalmz kimsenin yalmzlgim giderir,
yorgunu rahatlati, mahzun kimseyi teselli
eder, ahlaki guzellestirir, takvaya, ibadete ve
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diinyanin bag ve alakalarindan soyutlanmaya
tesvik eder.” (Safedi, 1991, 110; es-Secere,
1983, 27) gibi benzer ifadeler kullanilmistir.

Bundan sonra miizigin degeri ile ilgili ortaya
koyduklan delil ve argumanlar her iki eserde
de “Musikinin ruhlara tesiri hakkindaki en
biiylik delili, Davud (a.s)’in nagmelerine
kuslarin durup kulak vermesidir. Bu rivayet
yazili ve sozlu kaynaklarla guvenilir kisilerden
bize rivayet edilmistir ve bunun inkan
mimkiin degildir” seklinde olup birbirinin
ayni climlelerdir (Safedi, 1991, 115; es-
Secere, 1983, 30). Devaminda Safiyuddin
Abdulmumin’in ud calarken vuku bulan olay
ayni lafizlar ile anlatilmaktadir.

Mizigin degeri acisindan Safedi baska
misaller de verirken, es-Secere’deki “Bal
arist misikiden dolay1 eglenir ve yavrulan
glizel sese gelirler.” soziiniin ise Safedi de
benzer lafizlarla yer aldig1 goriilmektedir
(Safedi, 1991, 116; es-Secere, 1983, 30).

Safedi, es-Secere isimli kitaptan farkli
olarak miizigin tarihsel baglamda ilk kez kim
tarafindan kesfedildigi konusuna, miizik ile
ilgilenenlerin gorislerine ve miizigin ortaya
konmasindaki gayeye yer verirken, es-Secere
birinci bolim ve dort alt bashik ile ilgili
bilgileri verip ikinci bolime gecmektedir
(Safedi, 1991, 117).

Her iki eserin bundan sonraki bolumlerde
ele aldiklarn meseleler farkli sekilde cereyan
etmektedir. Safedi, on iki makam, yedi avaze,
dort sube ve iliskilendirdigi burcg, gezegen ve
mizaclarn isimlerini izah ederken (Safedj,
1991, 120-122), es-Secere’de ise mutlak
nagme, mukayyed, gecisler (intikalat-seyir)
ve perdeler (yegah, diigah, segah, cargah,
pencgah, sistgah-hiiseyni, heftgah-maklib)
konularin1 islemektedir (es-Secere, 1983,
33-37). Tekin’in c¢ikarimina gore Safedi,
es-Secere’deki “yegah” perdesine karsilik
“rast” perdesini kullanmaktadir. Buna gore
Safedi’de perdeler su sekilde gelmektedir;
rast, diigah, segadh, cargah, pencgah,
hiiseyni, maklib seklinde yedi tam sestir
(Tekin, 2007, 37). Bu yoniyle Safedi’nin
zikrettigi ilk dort perde siralamasi gliniimiiz
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Tirk miiziginde de kullanilmakta olup aym
sekilde isimlendirilmektedir.

Dort makam ve onlardan tiireyen makamlar
ile makamlarin astrolojik olarak burclarla
iliskilendirilmesi

Gerek Safedi’nin  risalesinde  gerekse
de es-Secere kitabinda dort asil makam
Rast, Irak, Zirefkend, Isfahan ortak olarak
gosterilmistir. Ne var ki es-Secere’de farkli
olarak ana makam ve dallan izah edilirken
soy agacini temsilen agac semasi ile anlatim
yoluna gidilmektedir. es-Secere’nin muellifi
buna ornek olarak sunlarn kaydetmektedir:
“Agact daha o©nce nagmelerin vasfinin
terkibinde gectigi lizere geometrik bir
sekilde olusturduk. Dort ashi duz bir sekilde
agacin dallar icin tek bir asil haline getirdik.
Daha sonra bu asli dort kisma ayirdik. Her
asil, diger yan dallara ve onlarin dairelerine
gore daha blyiik daire seklindedir. Biz bu
kiiciik daireleri neyin 06rneginde oldugu
gibi intikalati cikarmak icin yaptik. Daha
sonra zikredilen bu aslin en altindan
baslayarak dallann olusturduk. Oncelikle
ogrettigimiz gibi Rast’in iki dalim cikardik.
Birincisini Rast’in sag tarafina Zengiile‘yi,
diger tarafina ise Ussak’t koyduk. ikisi de
rast perdesiyle baslayarak ortaya cikar.
Daha sonra zikri gecen on iki makam da bu
sekilde tamamlandi.” (es-Secere, 1983, 48).
Yazar, devaminda on iki makamdan tlireyen
subeleri de bu minvalde konumlandirarak
izah ettigini belirtmektedir.

Her iki eserde de dort asil makamdan
tireyen sekiz makam (Zengiile, Ussak, Hicaz,
Biselik?®, Rehavi, Biziirk, Hiiseyni, Neva)
ile beraber toplamda on iki makam elde
edildigi ve bunlarin astrolojik olarak burglar
ile iliskilendirildigi goriilmektedir. Asagida
verecegimiz tabloda Safedi ve es-Secere
muellifinin on iki makamin hangi burca denk
geldigi ile alakali bilgiler yer alacaktir.

3 Safedi, bir yerde dort makamdan tiireyen makamlar
ele alirken Biselik makami yerine Maye makami
ifadesini yazmistir. (Safedi, 1991, 133). Ancak on iki
makami ele aldig1 yerde Maye makaminin yerine de
Blselik makamint kaydetmistir (Safedi, 1991, 121).
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Tablo 2. Safedi ve es-Secere muellifinin on iki makam-burc iliskisi

es-Secere Safedi’nin Risalesi

On iki Makam Burclar On iki Makam Burclar
Rast Koc Rast Koc¢
Zenglle Aslan Zengilile Basak
Ussak Yay Ussak Balik
Irak ikizler Irak Boga
Hicaz Terazi Hicaz Yay
Buselik Kova Buselik Osglak
Zirefkend Yengec Zirefkend Yengec
Rehavi Akrep Rehavi Terazi
Bliziirk Balik Biiziirk Aslan
Isfahan Boga Isfahan ikizler
Huseyni Basak Huseyni Akrep
Neva Oglak Neva Kova

Tablo 2’de zikredilen makamlarin siralamasi
eserlerde farklibk arz etmektedir. On iki
makamin burclar ile iliskisinin daha iyi
anlasilmas1 adina makamlar benzer sirada
vererek karsilastirmasinin  daha kolay
olmasin sagladik. Tablo 2’de de goriilecegi
uzere her iki muellifin Rast ve Zirefkend haric,
makamlarin burclar ile iliskilendirilmesi
farklilik arz etmektedir.

On iki makamin miza¢-dort unsur-insandaki
sivilar ile iliskilendirilmesi

es-Secere muellifi, dort ana makam ve ondan
tureyen sekiz makami; dort unsur, mizag ve
insanda bulunan sivilar ile bagdastirmaktadir.
Safedi’de ise on iki makamin unsurla olan
iliskisi bu sekilde gorulmemektedir.

Asagida es-Secere’de bahsi gecen on iki
makam ve unsurlar arasindaki baglantiy1

su sekilde

Tablo 3. es-Secere’deki makamlarin farkli unsurlarla iliskisi

tablolastirmak  mumkunddr;

Asillar Dallar Mizag Dort Unsur insan’da Sivi
Rast Zengule-Ussak | Sicak ve Kuru Ates Safra
Irak Hicaz-Buselik Sicak ve Yumusak | Hava Kan
Zirefkend Rehavi-Biiziirk [ Soguk ve Nemli Su Balgam
Isfahan Hiseyni-Neva Soguk ve Kuru Toprak Sevda
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Eserlerde yer alan avazelerin sayisal ve
mizaclar ile iliskisi itibariyle kiyaslanmasi

Yaygin kanaate gore avazelerin sayis1 alti
tanedir. Avazelerin alti olma durumunu
Safiiyiddin Abdilmiimin Urmevi ve Abdiilkadir
Meragi’de gormekteyiz (Karabasoglu, 2010,
63; Uygun, 1996, 94). Avazeler, gezegenlerile
iliskilendirilmistir. Bundan dolay1 kimilerine

gore  yedinci  gezegenin  bulunusuyla
avazelerin sayisinin da yediye ciktig1 goriisi
ortaya cikmistir (Celik, 2001, 24). Safedi’de
avazelerin saysinin yedidir. Bunlar; Gevest,
Nevruz, Selmek, Sehnaz, Maye, Gerdaniye,
Hisar’dir. Safedi ayrica eserinde avazeleri
gezegen ve mizaclarla iliskilendirmektedir
(Safedi, 1991, 121). Bu durum su sekilde
tablolastinlabilir (Tablo 4);

Tablo 4. Safedi’deki avazelerin-gezegen-mizac iliskisi

Avazeler Gezegenler Mizaglar
Gevest Zuhal (Satlirn) Soguk Kuru
Nevruz Musteri (Jupiter) Sicak Nemli
Selmek Merih (Mars) Sicak Kuru
Sehnaz Sems (Gunes) Sicak Nemli
Maye Zehra (Veniis) Soguk Nemli
Gerdaniye Utarid (Merkiir) Karisik (Mimtezic)
Hisar Kamer (Ay) Soguk Nemli

Tablo 4’e gore Safedi, avazelerin sayisinin
yedi oldugunu, bunlan da farkli gezegen ve
mizaclarla alakalandirmistir.

es-Secere muellifi, avazelerin sayisinin alti
oldugunu ve bunlarin da on iki makamdan

tiredigini belirtmektedir. Miellif ayrica
avazeleri, Safedi gibi farkli mizaclar ile
bagdastirmaktadir (es-Secere, 1983, 47).
Avazelerin tiredigi makamlar ve farkl
mizaclarileiliskisisu sekilde tablolastirilabilir
(Tablo 5);

Tablo 5. es-Secere’deki avazelerin tiiredigi makam ve mizag iliskisi

Avazeler Tiiredigi Makamlar Mizaclar
Gerdaniye Rast-Ussak Sicak - Kuru
Selmek Zengule-Isfahan Sicak - Nemli
Maye Irak-Zirefkend Soguk - Nemli
Gevest Hicaz-Neva Mumtezic (Kansik)
Nevriiz Huseyni-Buselik Mumtezic (Karsik)
Sehnaz Rehavi-Biiziirk Soguk - Nemli

Avazeler ile ilgili Tablo 4 ve Tablo 5
incelendiginde avazelerin sayisi, avazelerin
siralamas1 ve mizaclar ile iliskilendirilmesi
onemli oranda farklilk arz etmektedir.
Safedi, avazeleri  gezegenlerle olan
iliskilendirip aciklarken, es-Secere’de buna
yer verilmemistir.
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Safedi, baska bir yerde avazeleri alt1 kisma
ayirarak, birtakim makamlarin fer’i oldugunu
belirtmekte ve bunu da su sekilde tasnif
etmektedir (Safedi, 1991, 134).
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Tablo 6. Safedi’deki on iki makamin bir dali olarak avazelerin birbirleri ile iliskisi

Avazeler Tiiredigi Makamlar
Nevruz Rast-lrak
Sehnaz Isfahan-Zirefkend
Selmek Ussak-Zengiile
Hicaz Maye-Buselik
Zerkesi Neva-Huseyni
Gevest Buziirk-Rehavi

Tablo 6’da da goriilecegi lizere, Safedi’de
avazelerin sayist  hususunda bir birlik
olmadigi goriilmektedir.  Zira risalenin
121. sayfasinda yedi tane olarak verdigi
avazeleri, 134. sayfada alti tane olarak
gostermektedir. Ayrica avazelerin isimlerinde
de farklhiliklar gozikmektedir. Tablo 3’te
avaze olarak saydig1 “Maye, Gerdaniye”nin
yerine Tablo 6’da “Hicaz, Zerkesi” avazeleri
yer almaktadir. Safedi, bazilan tarafindan
Hicaz’n asil makamlar arasinda gosterildigini
de burada kaydetmektedir. Hicaz’in asil
makam olarak sayilmasi Tablo 3’teki durum
ile paralellik arz etmektedir. Yine Tablo 4’ teki
“Hisar” avazesini Tablo 6’da vermemistir.
Bunun disinda Safedi’nin on iki makam-avaze
iliskisi, Tablo 5’teki es-Secere miuellifinin on
iki makam-avaze iliskisinden onemli olcude
farklilasmaktadir.

Safedi, avazelerin seyri ile ilgili yaptig
izahatta avaze siralamasi ile tiredigi
makamlar, Tablo 5’teki es-Secere’nin avaze
siralamasi ile tiiredigi makamlarla aymdir
(Safedi, 1991, 155-158). Burada su hususa
dikkat cekmek isteriz ki, Safedi’nin eserinde
konularin ele alimsi1 ve islenisinde tam bir
bitinligiin olmadigini séylemek miimkiindiir.

On iki makam-yirmi dort
karsilastirmali olarak incelenmesi
Safedi’nin  Risalesine bakildiginda sube
kavrami dort ana perdeye tekabll
etmektedir. Safedi’nin dort subesi Yegah,
Diigah, Segah ve Cargah’tir. Ayrica bu dort
subeyi de insan dogasi ve farkli mizaclar ile
iliskilendirmektedir ~ (Safedi, 1991, 122).
Buna gore su sekilde tablolastirabiliriz;

subenin

Tablo 7. Safedi’nin sube-insan dogasi-mizac iliskisi

Subeler insan Dogas1 Mizag
Yegah Safra Sicak - Kuru
Dligah Kan Sicak - Nemli
Segah Balgam Soguk - Nemli
Cargah Sevda Soguk - Kuru

Tablo 7’de de belirtildigi lizere subelerin
sayisim1 dort olarak ele alirken, baska bir
yerde makamlan izah ederken subelerin
sayisinin 24 oldugunu soylemektedir. Ona
gore 12 makamin her birinin ikiser subesi
vardir ki, bu da toplamda 24 subeye denk
gelmektedir (Safedi, 1991, 143). Subelerin
sayisinin 24 tane olma durumuna binaen
Safedi ile es-Secere miiellifinin ortak noktada
bulustuklarin1 soylemek mumkundur.
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Tablo 8. es-Secere ile Safedi’nin Risalesi’ndeki on iki makam ve onlarin subeleri

es-Secere Safedi’nin Risalesi
Makamlar Subeler Makamlar Subeler

Rast Miiberka-Pencgah Rast Miiberka-Pencgah

Zengule Cargah-Uzzal Isfahan Niyriz-Nisaverek

Ussak Zavil-Evic Hicaz Segah-Hisar

Irak Maklub-Ruyi Irak Maklub ve Riy-i Irak

Hicaz Segah-Hisar Klcek Rekbi-Beyati

Buselik Asiran-Nevruz Saba | Hiiseyni Diigah-Muhayyer

Zirefkend Rekbi-Remel Ussak Zavil-Evic

Rehavi Nevruz lfl'Arab' Neva Nevruz Ara-Mahur

Nevruzu’l-Acem

Biiziirk Hiimayun-Nihiift Blselik Asiran-Nevruz Saba

Isfahan Niyriz-Nisaverek Buzurk Humayun-Nuhuft

Neva Nevruz Natik-Mahur | Rehavi Nevruz lfl'Arab'
Nevruzu’l-Acem

Hiseyni Diligah-Muhayyer Zengiile Cargah-Uzzal

Tablo 8’de ise es-Secere ile Safedi’nin
risalesindeki on iki makam ve onlarin
subelerinin  karsilastinlmas1  yapilmistir.
Buna gore on iki makamdan her birinin ikiser
subesi vardir ki boylece yurmi dort sube
ortaya cikmaktadir. Oncelikle eserlerde
gecen on iki makam siralamasina kendi
iclerinde baktigimizda Tablo 2’ye gore
es-Secere’de sadece “Neva ve Huseyni”
makamlarinin  yerleri degismistir. Bunun
disinda kendi icerisinde bir butunlukten
bahsetmek mumkindir. Yine Tablo 2’ye
bakildiginda Safedi’nin on iki makam
siralamasinda kendi icerisinde bir butunluk
goremiyoruz. Ayrica Tablo 2’de on iki makam
arasinda saydig1 “Zirefkend”’in yerine Tablo

8’de “Klgek” makaminm zikretmistir. Ancak
sunu da belirtmek gerekir ki es-Secere’de
izah edilen “Zirefkend” makaminin seyri
ile, Safedi’nin risalesinde acikladig1 “Kiicek”
makamlarinin anlatimlarinin  birebir aym
oldugu goriilmektedir (Safedi, 1991, 137; es-
Secere, 1983, 53-54). Dolayisiyla muellifin
bu iki makami ayn1 makamlar olarak kabul
ettigini soylemek miimkiinddir.

Eserleri on iki makam-sube baglaminda birbiri
ile kiyasladigimizda makam siralamasinin
aynt olmadig1 goriilmektedir. Ancak on iki
makam ve onlardan tiireyen subelerin birkac
nokta haric aym oldugunu soyleyebiliriz.
Birbiriyle uyusmayan noktalara gelince es-
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Secere’de zikredilen “Zirefkend” makaminin
iki subesi “Rekbi-Remel”in yerine Safedi’de
“Klicek” makaminin iki subesi “Rekbi-
Beyati” yer almaktadir. iki eserdeki “Remel”
ve “Beyati” subelerinin farkli olmasinin
astinda isim farkliigindan baska bir sey
olmadigr anlasilmaktadir. Zira iki miiellifin
farkl isimlerdeki bu iki subenin seyirlerinin
ayn1 oldugu gorilmektedir (Safedi, 1991,
147; es-Secere, 1983, 67).

Ayrica es-Secere’de “Neva”’nin subelerinden
“NevruzNatik”, Safedi’de “NevruzAra” olarak
gosterilmistir. Bu meselede izis Fethullah,
“Nevruz Natik” ve “Nevruz Ara” subelerinin
ayni oldugunu, aralarinda herhangi bir farkin
bulunmadigini belirtmektedir.*

Safedi’nin Risalesi ile es-Secere’de izah
edilen makam-avaze-sube seyirlerinin
karsilastirilmasi

Baslangicta mdisiki ile ilgili genel bilgi, kaide
ve yaklasimlara yer verilen her iki eserde,
makam-sube-avaze  tasnifinin  ardindan
makamlar ve seyirlerinin nasil olduguna dair
izahata gecilmektedir.

Her iki muellif de makamlarin seyirlerine
oncelikle on iki makam ile baslamistir. Ancak
mezklr bu makamlarin dizilisinde ayni yolu
benimsememislerdir. Ornegin Safedi; rast,
1sfahan, hicaz, rak, kiicek, hiseyni, ussak,
neva, biselik, bizirk, rehavi, zengile
seklinde bir yol izlerken, es-Secere muellifi;
rast, rak, zirefkend, 1sfahan, zengiile, ussak,
hicaz, blselik, rehavi, biiziirk, neva, hiiseyni
seklinde bir siralamay takip etmistir.

Burada makamlan kiyaslarken makalenin
istiabin1 asmamak adina makam-sube-avaze
tasniflerinde bulunan makamlardan birer-
ikiser ornek vermek arzusundayiz. Diger
makamlar da asag1 yukar1 benzer formatta
ele alindigindan konu hakkinda daha genis
malumat almak isteyen arastirmacilar her iki
eserin ilgili bolumiine miracaat edebilirler.

Makam seyirleri karsilikli olarak
incelendiginde iki eserde de onemli oranda

4 Bkz: es-Secere’deki Nevruz Natik ile ilgili dipnota (es-
Secere, 1983, 77).
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benzerlikler dikkatimizi cekmektedir.
Ornegin Rast makami izah edilirken
muelliflerin  neredeyse ayn1 lafizlan

kullandiklar gorulmustur. “Rast perdesinden
baslayip asagiya dogru taht-1 maklab (irak)
perdesine ardindan taht-1 hiiseyniye tekrar
taht-1 makldb ve son olarak rast perdesine
gelerek karar verilir. Bu sekilde lic mutlak
perdeden olusmus ve toplam bes nagme
kullanmlmistir” (Safedi, 1991, 135-136).

]E

Nota 1. Safedi’nin Risalesi ile es-Secere’deki Rast dizisi

es-Secere muellifi buna ek olarak su ifadeyi
kullanmaktadir. “Burada mukayyed perdeler
kullanilmarmstir.” (es-Secere, 1983, 53).
isin aslina bakilirsa Safedi’nin “ilic mutlak
perdeden olusmus” ifadesinin  mana-
y1 mefhumuyla burada mukayyed perde
kullanmlmamis oldugu anlami c¢ikmaktadir.
Dolayisiyla bu makam 6zelinde baktigimizda
her iki muellifin seyir anlatimlar1 birbirinin
aynisidir demek mumkunddr.

Safedi’nin risalesi ve es-Secere’deki subelerin
sayisal olarak ve hangi makamlardan
meydana geldigi ile alakali karsilastirmalar
Tablo 7’de verildiginden burada sube
tasnifinde mevcut olan makamlardan bir-iki
tanesini kiyaslayacagiz.

Her iki eserde de Miberka ve Pencgah
subeleri Rastin iki subesi olarak kabul
edilmektedir. Safedi Miiberka subesi seyri
ile ilgili sunlan kaydetmektedir; “Rast
perdesinden baslayarak taht-1 maklab ve
taht-1 htiseyni perdesine iner. Akabinde
taht-1 makldb perdesine cikar ve rast
perdesine donlis yapar. Burasi durak yeridir.
Bu sube, tlic mutlak perde ve bes sesten
olusur.” (Safedi, 1991, 143).

f T I T f |
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Nota 2. Safedi’nin Risalesi’ndeki Miiberka dizisi
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es-Secere miellifi Miiberka subesinin seyri ile
ilgili sunlarn zikretmektedir; “Rast perdesi
ile baslayip, taht-1 makldb, taht-1 hiiseyni,
taht-1 pencgdh ve taht-1 cargdh perdesine
indikten sonra taht-1 pencgah, taht-1
hiiseyni, taht-1 maklab ve karar sesi olan
rasta cikar, burada karar verir. Bu tertibe
gore bes mutlak perde ve dokuz nagme
kullanilmistir.” (es-Secere, 1983, 65).

o)
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Nota 3. es-Secere’deki Muberka dizisi

Her iki muellif de makamin seyrine benzer
sesleri kullanmis, devaminda pest tarafa
(taht) inerlerken de aym perdelere vurgu
yapmislardir. Ancak es-Secere muellifi, seyri
pest taraftaki makamin genislemesini kaba
cargaha kadar yapip aym diizlemde geri
donerek rastta karar vermisken; Safedi, seyri
hiuseyni asiran perdesine kadar yaparak karar
sesi olan rasta cikmistir. Safedi, bu seyirde
uc mutlak perde ve bes ses kullanmisken,
es-Secere muellifi bes mutlak perde ve dokuz
nagme kullanmistir. Netice itibariyle her iki
kitaptaki seyir zenginligi disinda baslangic ve
karar seslerinin ayn1 oldugu goriilmektedir.

Rast makaminin bir diger subesi olan
Pencgdah subesinin karsilastirmasi ise su
sekildedir; Safedi’ye gore makam seyrine
“Pencgdh perdesinden baslar. Sonrasinda
sirasiyla rast perdesine kadar iner ve yine
kademeli olarak pencgdha cikar. Bu sube, bes
mutlak perdeden ve dokuz sesten meydana
gelmektedir.” (Safedi, 1991, 144).

ﬂ | 1 |
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Nota 4. Safedi’nin Risalesi’ndeki Pencgéh dizisi

es-Secere muellifi ise soz konusu makam
ile ilgili sunlar belirtmektedir; Makam
seyrine “Pencgah perdesi ile baslar. Sirasiyla
hiiseyni, pencgah, cargah, segdh, diigah
ve rast perdelerine iner. Akabinde digah,
segdh, cargah ve karar perdesi olan pencgah
ile seyrini sonlandirr. Bu terkibe gére alti
mutlak perde ve on bir nagme kullanmlmistir.”
(es-Secere, 1983, 66).

Nota 5. es-Secere’deki Pencgah dizisi

iki yazarin Pencgah anlatimlarina
bakildiginda neredeyse aynm seyir izlerine
rastlanmaktadir. Safedi subenin seyrini
anlatirken perde isimlerine yer vermeyip
“kademeli olarak iner-cikar” seklinde
bir metod izlemisken, es-Secere muellifi
seyirde kullanilan perdelerin direkt isimleri
vermistir. Aralarindaki tek fark ise Safed,
seyirde huseyni perdesini kullanmamisken,
es-Secere’de seyirde huseyni perdesi de
gorilmektedir.

Son olarak da iki eserdeki avazelerden
bir tanesini de karsilastinp bu bahsi
neticelendirecegiz. Mielliflerin avazelerin
ilki olarak olarak kabul ettikleri Gerdaniye
makaminin seyri su sekilde izah edilmektedir;

Rast ve Ussak makamindan tireyen
Gerdaniye avazesinin  Safedi’de  seyri
“Rasttan baslayarak bir seferde tiz rasta
(gerdaniye) cikar. Sonra sirasiyla rasta iner.
Burasi durak yeridir. Yedi mutlak perdeden
ve dokuz sesten olusur.”

%) s — i i i i f
f I
Nota 6. Safedi’nin Risalesi’ndeki Gerdaniye dizisi

es-Secere muellifi ise Gerdaniye subesini su
sekilde izah etmektedir; Ona gére makama
“Rastin asil perdesinden baslayip tiz rast
perdesine bir defada cikilir. Sonra sirayla
ile asa$i inilir. Bu sira gerdaniyve, maklab,
hiiseyni, pencgah, cargdh, segdh, diigdh ve
rasta inme seklindedir. Bu son durak yeridir.
Boylece seyir sekiz mutlak perde ve dokuz
nagmeden terkip edilmis olur.”

e e
oJ L

Nota 7. es-Secere’deki Gerdaniye dizisi

Iki yazarin Gerdaniye subesinin  seyir
vaklasimlarinin ayni oldugu gériilmektedir.
Sadece mutlak seslerin sayisinda bir farklilik
goziikmektedir. Buda muhtemelen Safedi’nin
rast perdesini bir kere saymasindan
kaynaklanmis olabilir.
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Sonug

Makam, avaze ve sube kavramlarinin
yuzyillar boyunca dort unsur (ates, hava, su
toprak), burclar, gezegenler, mizaclar (sicak,
soguk, kuru, nemli) ve insan dogasinda yer
alan birtakim unsurlar ile iliskilendirilmesi
bir gelenek haline gelmistir. Elimizde
tahkikli olarak bulunan Safedi’nin Risalesi ile
muellifi bilinmeyen es-Secere isimli eserler
de bu gelenegi devam ettirmis, Misikinin
hem doga hem de insan viicudu izerindeki
etkileri Uzerinde durmuslardir. Misikinin
mabhiyeti, etimolojisi ve insanlar Uzerindeki
faydalan yine bu calismalarin odak noktasi
olmustur.

Bu arastirmada XIV. yiizyilda yazildigi tahmin
edilen Safedi’nin Risale fi ilmi’l Mdsikd’s1 ile
XVIII. ylizyilda telif edildigi farz edilen ve
yazan bilinmeyen es-Secere isimli kitaplarin
bicim ve icerik acisindan karsilastirmasi
yapildi. iki eserin yazilis tarihleri aras
yaklasik dort asir olup bu calismada eserler
arasindaki benzerlik ve farkliliklar gosterildi.

“Safedi’nin Risalesi ile es-Secere, sekil ve
icerik bakimindan benzerlik arz ediyor
mu?” Alt Problemine Iliskin Sonug¢

Bahsi gecen eserler genel anlamda icerik
baglaminda birbirlerine  benzemektedir.
Ancak es-Secere yazart “ika” konusunu
ele almisken Safedi’nin risalesinde bu
meselenin islenmedigini gordik. Bu durum,
genel olarak miuzik nazariyesi eserlerinde
ele alinan konulara gore bir eksiklik olarak
gorulmektedir. Sekilsel olarak ise iki eserin
farklilik arz ettigini tespit ettik. Safedi’de
gecen konular mukaddime (giris), iki
bab (bolum) ve hatime (sonug¢) olarak
belirlenmistir. es-Secere’de ise konular
mukaddime (giris), yedi bab (bolum) ve bir
hatime (sonuc) ile sekillenmistir.

“Safedi’nin Risalesi ile es-Secere’nin
miizik etimolojisi bakimindan benzerligi
var midir?” Alt Problemine Iliskin Sonuc¢

Yapilan tarama ve inceleme neticesinde iki
eserin baslangicta yani muzik etimolojisi
ile ilgili giris bolumunde yazdiklar1 temel
bilgilerin birebir ayni oldugu gozlemlenmistir.
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Yiizy1l baglaminda bakildiginda Safedi’nin
Risalesi, es-Secere’den once yazildigindan
dolay1 es-Secere miuellifinin onemli oranda
bu eserden faydalandigi sonucu ortaya
cikmaktadir. Ancak bu duruma ragmen es-
Secere miellifinin Safedi’yi dogrudan ve
dolayli bir sekilde referans gostermedigini
gormekteyiz.

“Siniflandirmada kullanilan makam-avaze-
sube kavramlarin arasinda biitiinliik var
midir?” Alt Problemine Iliskin Sonucg

Devam eden bolumlerde her iki eserin de
makam tasniflerinde kullandiklari birtakim
kavramlara yer verilmistir. Bunlar; makam
(on iki makam: asil ve fer’i makamlar),
sube ve avazelerdir. Genel manada her
iki eserdeki makam-sube-avaze isimleri
birbirine uygunluk arz etse de baz
hususlarda farkliiklarin  bulundugu tespit
edilmis ve makalenin ilgili kisminda bunlara
isaret edilmistir. Bu iki eseri karsilastirirken
asil tarafimizca dikkat ceken olan husus,
Safedi’nin risalesinde yer verdigi makam-
sube-avaze isimleri ve aciklamalarinda tam
bir bitiinligin ve tutarliigin olusmamis
olmasidir.

“Asil makamlarin astrolojik olarak burclar
ile iliskilendirilmesi nasil yapilmistir?” Alt
Problemine iliskin Sonuc

iki eserdeki on iki makam-burc iliskisi
tablolardaki tasnife gore degerlendirildiginde
genellikle bir birbirleriyle uyumlu olmadig
fark edilmistir. Ayrica es-Secere’de genis bir
sekilde yer verilen on iki makam-mizac¢-dort
unsur-insan dogasi ile ilgili iliski Safedi’de
tam olarak ele alinmadigi goriilmektedir.

“Her iki eserde yer alan avazeler s_aylsal
acidan aynmi midir?” Alt Problemine lliskin
Sonug¢

Miellifler on iki makamdan tiireyen alt1 avaze
konusunda da birlik saglayamamistir. Bu
yonlyle aslinda Safedi’nin kendi icinde bile
celiskili ifadelere yer vermesi, avazelerin
seyri kisminda verdigi aciklamalar ise
gerek avazelerin sayis1 gerekse de isimleri
baglaminda es-Secere’deki avazelerin sayisi
ve isimleri ile bagdasmaktadir.
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“Avazelerin gezegen ve mizaclar ile
iliskilendirilmesinde benzerlik var midir?”
Alt Problemine Iliskin Sonug¢

Safedi’nin avazeleriiliskilendirdigi mizaclarin
es-Secere yazan ile paralellik gostermedigi
sonucuna vanlmistir. Ayrica Safedi, yedi
avazeyi yedi gezegen ile irtibatlandirmistir.
Bu avaze-gezegen irtibatinin es-Secere ile
ciddi farklilik arz ettigi miisahede edilmistir.
es-Secere’de boyle bir iliskilendirmenin
olmamasi, yazarin avaze sayisinin alt1 olarak
kabul etmesinden kaynakli olabilir.

“On iki makamin mizag-dort unsur-
insandaki swvilar ile iliskilendirilmesinde
farkliik var midir?” Alt Problemine iliskin
Sonug¢

es-Secere yazari, on iki makami; dort
unsur, miza¢ ve insanda bulunan sivilar ile
bagdastirirken, Safedi’de ise on iki makamin
bu unsurlar ile boyle bir iliski kurulmadigi
gorulmustur.

“Dort subenin, insan dogasindaki unsurlar
ve mizaclar ile iliskisi eserlerde ele alinmis
midir?” Alt Problemine Iliskin Sonug

Subelerin karsilastirmasinda ise oOncelikle
Safedi dort subeden bahsedip bunlari insan
dogas1 ve mizaclar ile iliskilendirmektedir.
Oysa ki es-Secere’de bu sekilde bir tasnif soz
konusu degildir.

“iki eserde yer alan on iki makam ve
tiirevleri subelerin iliskilendirilmesinde
ve sube sayisinda benzerlik var midir?” Alt
Problemine iliskin Sonuc

Safedi’nin subelerin seyrini verirken yaptigi
tasnif ve anlatimlarin es-Secere’deki yurmi
dort sube ile sayisal ve anlatim acisindan
benzerlik teskil ettigi tespit edilmistir.
Ancak makamlarin turevleri olan subelerin
birbirleriyle bliyiik oranda farklilik arz ettigi
belirlenmistir.

“Safedi’nin  Risalesi
seyirleri verilen makam-avaze-sube
anlatimlarinda benzerlik orani ne
olciidedir?” Alt Problemine iliskin Sonug

Her iki eserdeki = makam-avaze-sube
seyirlerinin verilis tarzi, anlatimi onemli

ile es-Secere’de
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olclide ayni oldugu gozlemlenmistir. Seyirler
ifade edilirken tercih edilen lafizlarin bile
benzer oldugu tespit edilmistir.

Sonu¢ olarak es-Secere miuellifi, eserini
yazarken -bazinoktalarda ayrismisolmalarina
ragmen- Safedi’nin eserinden ciddi anlamda
faydalandig1 ortaya cikmaktadir. es-Secere
miellifinin kanaatimizce getirdigi yenilik
“agac” figliriini kullanarak makam-avaze-
subelerin tasnifini daha belirgin bir sekilde
ortaya koymasidir. Son soz olarak bu makale
vesilesiyle es-Secere adli eserin tafsilath ve
mustakil olarak ele alimp incelenmesinin
ve tercumesinin yapilmas1 hususiyetini
onemli gordiglimiizi ve buna dair calismayi
baslattigimizi ifade etmek isteriz.

Makalemizin ~ “karsilastirmali  yontemi”
kullanarak calisacak olan arastirmacilar
icin  ornek bir model olabilecegini

distinmekteyiz. Ozellikle ilk donem Arap ve
Tirk mizigi kuramlar ve tarihsel boyutunu
calisacak olan ilgililerin Arapca ve Farsca
dillerine vakif olmalar1 onemlidir. Boylelikle
bu donemin daha iyi anlasilmasi ve akademik
sahaya dogru bir sekilde aktarilmasi mimkiin
olabilecektir. Yine bu yiizyillara odaklanacak
olan kimselerin o donemlerin miuzik
terminolojisini iyi bilmeleri gerekmektedir.

Bize gore ilk donem miiziginin nazari ve
tarihi arka planm tam olarak anlasilamamistir.
Genel itibariyle Ilahiyat Fakiiltelerindeki
akademisyenlerin bu donemlerdeki
calismalan ele aldigi  goriilmektedir.
Ozellikle konservatuvar cevrelerinin yukarida
bahsettigimiz hususlari edinerek farkli bakis
acilanyla bu yluizyillan arastirmalari cok daha
onemli olacaktir.
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XIV. yiizyil miielliflerinden Salahaddin Safedi’nin Risale f1 ilmi’l Masika‘s ile XVIII. yiizyil...

Comparison of Salahaddin Safedi’s Risale fi ilmi’l Masika
and the works named al-Seceretu Zati’l-lkmam el-Haviye li-
Usuli’l-Engam in terms of form and content

Extended Abstract

The Many valuable works have been written about music theory from the past to the present. In general, it
starts with the definition of music, its importance, and the words of important thinkers about music. Then,
concepts such as sound definition, its formation, harmonious sounds, discordant sounds, tune, tetrachords-
pentachords, scale, and magam are discussed. In the last part, the sections on rhythm, types of rhythm and
musicians are covered. In addition to these works that prioritize the theoretical dimension of music, we also
see information about how it should be performed in theory. XIV. The works named Risale f7 ilmi’l Mdsika’
written by Salahaddin Safedi, one of the music theorists of the 19th century, and es-Seceretu Zati’l-lkmdm
el-Haviye li-Usuli’l-Engdm, which is estimated to have been written in the 18th century and whose author
is unknown draws our attention.These works included in our research sample were handled in the context
of form and content and discussed in detail. When the works are examined in terms of form, it is seen that
there are small differences in the division of the subjects, although they are parallel to the content of the
theoretical works. Although the perception that these two works are different in the first examination, it
is seen that there are significant similarities in terms of content. Because although the periods they were
written were different and approximately four centuries passed between them, these two works used a
common language in general terms. On this occasion, two works were compared, and their similar and
different aspects were revealed; The definition of music, its benefits on the soul and body, etymological
approaches to music and the attitudes of philosophers were examined in this study.This study examined the
perspectives of the two works mentioned in the music theory books on magam, sube, and avaze. Both authors
used the concepts of magam-sube-avaze to classify makams.This article discusses the magam, sube and
avaze of two works; zodiac signs, four elements (fire, air, water, earth), temperaments, elements in human
nature and their connection with planets. Tables were used to understand these associations better and
reveal their similarities and differences. It was determined that both authors did not think the same about
associating “principal and secondary magams”, which are considered as twelve magams, with horoscopes.
Twelve magams; It was also revealed in this study that the association with the four elements, temperament,
and fluids in the human body was handled only by the es-Secere author. We see the connection of the avazes
with the seven planets only in Safadi. In Safadi’s Risalah and es-Secere books about the number of subes and
avaze, similarity in the number of sube being twenty-four; the number of avazes differs in that it is seven
in Safadi and six in the es-Secere writer. Another prominent issue in the research is to explain the course of
magam, subes, and avazes. Here, it is seen that both authors use similar expressions while describing the
cruises. While the subject of rhythm, which is an important issue in music theory, is not included in Safedi,
it has been determined that es-Secere’s author works in his work by adhering to the traditional music theory.
In this study, he presented a perspective on early music theory with the “comparison model.” The method
used in this study, in which information is discussed according to the principles of systematic musicology,
is qualitative research, and its methodology is the processing of data obtained by document scanning
with comparison, text analysis, sampling and content analysis. Thus, these two works were evaluated and
compared in terms of form and content. It can be clearly seen to what extent the music theorists mentioned
in this article influence each other. This research and analysis study aims to set a model for future research.

Keywords
Awazah, al-shacarah, magam, musicology, Safadi, suba
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Yuzyillar boyu doga ile i¢ ice yasayan toplumlar, gerek yasam bicimlerini olusturan kiltiirel yapilari
gerekse de dini inanglan etrafinda bitki ve hayvanlara birtakim anlamlar yiiklemislerdir. Halkin sozlii
kultiriinin en onemli ogelerinden biri olan tirkiilerde de hayvan ve bitki sembolleri oldukca yaygin
kullanmlmistir. Bu sembollerden biri olan “baykus”, olimii ve ugursuzlugu cagristirmasi bakimindan
binlerce yil 6ncesinden giiniimiize kolektif biling araciligiyla tasinan bir bilgi, algi ve tecriibe aktariminin
sonucu olarak literatirdeki yerini almistir. Bu calisma, nitel arastirma yontemlerinden dokiiman analizi
modeli ile desenlenmistir. Baykus semboliiniin gectigi, TRT Tirk halk miizigi repertuvar arsivine kayith
yirmi bes, kayitli olmayan dokuz, toplamda otuz dort tiirkii; yoresi ve bestecisi, makam dizisi, ses genisligi,
Olclsl ve sozlerindeki tema bakimindan incelenmistir. Baykus semboliiniin kullanildigi kirik havalar her
yorede goriilmekte, uzun havalar ise en fazla Sivas yoresinde goriilmektedir. Temasi1 ask, sevda ve sitem
olan bu tiirkiilerin makam dizisi cogunlukla Hiiseyni’dir. Ses genislikleri en az dort, en fazla on bir olan
turkilerin olcl sayis1 dokuz farkli sekilde goriilmis, en yaygin 4/4’lik 6lciinin kullamldigr belirlenmistir.

Anahtar Kelimeler
baykus, sembol, Tiirk halk miizigi, tiirkdi

anatomik oOzellikleri sayesinde ucabilen
kuslar, hem yerylziinde hem de yer altinda
yasayabilen yilanlar basta olmak uzere
kendisine gore surat, gorme, isitme ve
sezgi gibi yetileriyle one cikan daha pek

Giris

Henuzbilimletanisamamisarkaikinsanbasta
hayvanlar olmak Uzere diinyay1 paylastig
diger varliklara kars1 cesitli inanmalar
gelistirmistir. Bu inanmalar insanin anlama

ve anlamlandirma cabalaryla ilgili olup
bazilarnn totemizm, bazilarn da animizm
kaynaklidir.  Yaratilislann geregi arkaik
insanmin heniiz yapmay1 basaramadig1 pek
cok seyi yapabilen hayvanlarin olumlu ya da
olumsuz ozelliklerle bezenerek kutsanmasi
ve bu kutsama eylemi sonucunda giindelik
hayatin icerisine inanma baglaminda dahil
edilmeleri diinya milletlerinin tamaminda
gorulmektedir. Hayvanlarin gorunuslerinin
yaninda, ucma, yiizme, kosma, avlanma
gibi pek cok oOzelligi gozlemci toplum
bireylerinin ilham kaynagi olmus, materyal
ve kiltiirel yaratimlarimi da bu baglamda
olusturmustur.

Suda yuzebilen baliklar, muhtesem

cok hayvan arkaik insanin dikkatini cekmis
ve bunun sonucunda mitlerin bir parcas
olmuslardir. insanligin din ve bilimle
tanismasinin  ardindan mitler yerlerini
halk inanmalarina biraksa da kismen ve
yer yer form degistirerek bu inanmalarda
varliklarin1 surdurmastar.

Konuyla ilgili olarak Karine Lou Matignon
“Insan, hayvam gozleyerek, diinyanin
gizemini ve dunya icindeki yerini
anlayabilmistir.” der (Pick vd., 2003: 8).
Hayvandan tiireme, yeme vyasag:, kut
sahibi olma ve ugur getirme, lanetli olma
ve ugursuzluk getirme gibi inanmalar’

' Bu inanmalara ornekler icin bkz. Boratav, 2003: 78-
85.
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hayvanlara dair arkaik donemden guinimuze
uzanmis bazi inanmalardir. Bu baglamda
“Hayvanlar, dogal cevrenin, ekonomik
faaliyetlerin bir yansimasi olarak metinlerde
yer alirken, cesitli sembolik anlamlar
kazanarak soyut olani yansitmada somut bir
gosterge, sembolik bir dil unsuru olarak da
kullanmilmislardir. Dolayisiyla bir metinde yer
alan hayvanlar tahlil edildiginde o Uriinleri
yaratan insanlarin dogal cevresini, maddi
kiltur yaratmalarini, ekonomisini vs. takip
edebilirken bir yandan da bunlarin kazanmis
olduklari sembolik anlamlarda gizli olan
somut olmayan kilturel kodlan ¢ozebilmek
mumkundur.” (Yilmaz, 2011:229). Konar-
gocer toplumlarin yasam bicimlerinden
kaynaklanan sembolik ifade bicimi hayvanlar,
yerlesik toplumlarin sembolik ifade bicimi de
bitkiler olmustur.

Kendilerine dair cok sayida inanma bulunan
hayvanlar arasinda kuslar onemli bir yere
sahiptir. Kuslar; ucabilme, vyuksek bir
irtifadan dahi yeryuzinu gorebilme ve bazi
turlere 0zgu isitme yetenekleri sayesinde
tum dinya mitolojilerinde kutsanmis ve
bu kutsamanin sonucunda elde edilmis
olaganiisti  ozelliklerle kendilerine yer
bulmustur. Anka, Simurg, Phoenix ve Garuda?
gibi kuslar bunlardan bazilandir (Gorsel
1). Zaman icerisinde mitlerin yerini alan
halk inanmalarinda ise mitik kuslarin yerini
gundelik hayatta karsilasilan kuslar almistir.
Mitik kuslara yiiklenen olagandistiiliiklerin
ve bu olaganistiliiklerden kaynaklanan
inanmalarin  bir  kism1  kolektif  biling
sayesinde onlara aktanlmistir. Ait oldugu
toplumun fertleri tarafindan mutlak bir
kabulle benimsenen ve gundelik hayatin pek
cok alanminda kendilerinden izler gorulen
halk inanmalan, insan davramslarina da yon
vermektedir. Pozitivist bakis acisi tarafindan
batil olarak kabul edilen halk inanmalarinin
izlerinin  siriilebildigi mecralardan biri
olan muzik, ilk baslarda ritueller icerisinde
fonksiyonel gorevler ustlenmis sonralar ise
insanoglunun estetik kaygilarn baglaminda
giizel sanatlarin bir dali haline gelmistir.
Arkaik insanin tannst ya da tannlan ve

z Ayrintali bilgi icin bkz. Coruhlu, 2014: 7-29.

cesitli ruhlarla iliskilerini sirdirdigiini
diislinduigii rittiellerin onemli bir unsuru olan
mizik, modern donemle birlikte hak dinlerin
ve bu dinler etrafinda ortaya c¢ikan dini
yapilarin (mezhep, tarikat vb.) bir kisminda
da kendisine yer bulmustur. Kiliselerde
gorilen org; tekkelerde goriilen kudum, tef
ve ney gibi enstrimanlar ilahilerin icrasi
ve bir takim sembolik dans mahiyetindeki
eylemler sirasinda ozellikle one ¢cikmaktadir.
Tirk samaninin  ritliel sirasinda goge
yiikselmeyi sembolize ettigi hareketlerinin
kartali cagnstirmasi ve Garuda’nin yerel
danslarda taklit edilerek canlandirilmasi bu
baglamda degerlendirilmelidir. Yine konuyla
ilgili olarak Anadolu’da bilinen “Alli Turna,
Ceren, Cekirge, Cift Beyaz Guvercin, Deve,
Gokkarga Zeybegi, Giivercin, Kara Kus,
Karatavuk, Kartal, Kartal Semahi, Keklik,
Kurt Dolastirma, Kurt Kuzu, Serce, Tavuk
Bari, Teke Zortlatmasi, Topal Serce ve
Turnalar” (TUFAK, 2022) gibi hayvan adli
oyunlar da hayvan taklidine dayanmaktadr.
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Simurg-Anka

Phoenix

Garuda

iran  mitolojisi  kaynakli
olaganiistii bir kustur. Bati

Eski Misir mitolojisi kaynakli
olup Cin ve Turk mitolojik
anlatilarinda da kendisine yer
bulmus olaganiistii kustur.
Kiillerinden dogusuna dair
anlatilar nedeniyle ozellikle
Hristiyanlikta olimsizligin
ve yeniden dirilisin sembolu
olarak kabul edilmis ve Hz.

Hint ve Budist mitik anlatilan
menseli, yar1 insan, yan
kus seklinde tasvir edilen
olaganiistii varlik.

Turkligindn tasvirlerini
de etkilemistir. Tasavvuf
edebiyatinin  da  onemli
sembollerindendir. Anka
ise  Simurg’un  Musliman
topluluklardaki karsiigidir.
Zumruduanka olarak
da bilinir. Anlatilarda
Kaf  Dagr’min  zirvesinde

yasadigina deginilir.

isa’yla iliskilendirilmistir.

Gorsel 1. Diinya mitolojilerinde yer alan olagantistii kuslar (Tansi & Giiveng, 2017: 797-799)

Baykus ve insan

Tarih sahnesine ciktiklar1 cografya ile
yakinligindan  dolay1 Tirklerle Cinliler
arasinda ozellikle mitoloji kaynakli tasvirler
baglaminda etkilesim oldugu sanat tarihi
uzmanlarinca belirtilir. Cin mitolojisinde
baykus, diger yirtici kuslarla birlikte gogiin
basucu noktas1 (zenit), yaz gun donumi
(besinci ayin besinci gunu), ates yang
ilkesinin ve gok giriltisinin dogusu gibi
kozmik kavramlarla da iliskilendirilmistir
(Granet, 1959, Esin, 2004: 204’ten). Milattan
onceki donemlerde Cin’de san kus adi da
verilen ve kulaga benzer tiiyleri olan biiyiik
baykuslar ugursuz kabul edilmekle birlikte,
semavi bir haberci olarak da dustiniildiigi ve
gok tanrisinin kendisi veya kizi olarak kabul
edilen bu kuslara kiz cocuklar basta olmak
Uzere insanlarin kurban olarak sunuldugu
kaydedilmektedir (Granet, 1959, Esin, 1978:
40’tan). M.0. 1122-256 yillari arasinda
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Cin’de hanedanlik kuran Choular donemine
ait bir eserde gorulen pencelerinde bir insan
tutmus (Gorsel 2), basindaki tuyleri sivri
kulaklar1 andiran kartal-baykus tasviri de bu
kurban geleneginin bir uzantis1 olarak kabul
edilmektedir (Esin, 1978: 40).

KELX Mt
A
[ s

Gorsel 2. Kadin kaciran Simurg (Coruhlu, 2014: 261)

Yine Cin mitolojisinde savas tanrsi ve bir
alp olarak kabul edilen Ch’ih-yo’nun ongunu
yani yardimci ruhu/hayvani da baykus olarak
kabul edilmektedir (Granet, 1959, Esin,
2001: 110°dan). Cin’in kadim kitaplarindan
Shan Hai Jing’de, Lingqui Dagi’nda yasayan
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ve baykusa benzeyen “Yu”3 adinda bir kustan
bahsedilmekte ve bu kus goriindiigiinde
gokyuzunun altindaki her yerde kuraklik
olacagina inanildig1 anlatilmaktadir. Yine
konuyla ilgili olarak Fuzhou Daginda yasayan
Qi Zhong adinda baykusa benzeyen kusun
goriinduigli yerde veba salginin baslayacagina
inamldigt da kaydedilmektedir (Yilmaz,
2012: 39, 102).

Yunan mitolojisinde onemli bir yer tutan
tannica Athena’nmin  kutsal hayvam ve
simgesi baykustur. Baykus figlru bir donem
Atina’da basilan sikkelerde de kendisine yer
bulmustur (Gorsel 3) (Karwiese, 2004: 43).
Yunan mitolojisinde Eumelos’un kizi Meropis,
davetini kabul etmeyip kiifrettigi Athena
tarafindan baykusa dondurulmustur. Yine yer
alt1 tannst Hades tarafindan kacirldiktan
sonra kandinlip kendisine verilen nan
yiyerek orucunu bozan Persephone bir daha
yerylzune cikma sansin1 kaybetmis, bunun
uzerine annesi Demeter tarafindan baykusa
donusturulme yoluyla cezalandinlmistir.
Kral olan babasiyla ensest bir iliski yasayan
Nyktimene adli genc kiz utancindan kahrolup
bir ormana kacmis, masumiyetine inanip
kendisine aciyan Athena tarafindan bir
baykusa dondurulmustur. Bu yuzden baykusun
utancindan insanlardan ve 1siktan kactigina,
sadece geceleri ortaya ciktigina inanilir.
Poseidon’un ogullarindan Otos ve Ephialtes
adli iki dev, kustahlasip tanrlara isyan eder.
Avlandiklar bir glin disi geyik kiligina girip
onlar1 kandiran Artemis’in tuzagina disip
birbirlerini avlarlar. Ancak tanrilarin gazabi
bununla da son bulmaz. Oliiler iilkesinde
yilanli bir siituna baglanirlar. Baslarina
dikilen baykus da surekli oterek kendilerine
rahat vermez (Grimal, 1997, Gezgin, 2014:
52-53 ve 92-93’ten).

3 Bu hayvanin bir benzeri de Yunan mitolojisindeki Harpy
adli kustur (Rosen, 2008: 154, Yilmaz, 2012: 39’dan).

Gorsel 3. Baykus figurlu sikke (Karwiese, 2004: 43)

Amerika yerlilerinin bazilarinin  mitolojik
atalarin1 sembolize etmeleri icin evlerinin
onlerine diktikleri uzun totem direklerinin
Uzerlerinde kartal, ay1, kunduz, kurbaga
ve kurt gibi hayvanlarin yani sira kabartma
olarak islenen hayvanlardan biri de baykustur
(Ornek, 1995: 175). Baykus, Aztek ve Mayalar
arasinda olum ve kotulukle iliskilendirilmistir.
ispanyolcada goriilen “Baykus bagirdiginda
yerliolur. / Cuando el tecolote canta, el indio
muere”# seklindeki deyimin de bu inancin
kalintis1 oldugu dusiiniilmektedir. Navajolar
baykusu buyuculuk, baykus tiylerine sahip
olmay1 da ugursuz cadi ve sihirbazlarla
iliskilendirmektedir (Buffalo-Firedancer,
2007: 122, 123).

Sibirya’dan Balkanlara Tiirk Kiiltiiriinde
Baykus Sembolii

Turklerin inanc tarihlerinde onemli yer tutan
Gok Tann inang sisteminin ritiel yoneticisi
olan samanlarin giysi ve basliklarinda
baykus penceleri, tuyleri ve figurlerinin
bulundugu kaydedilir. Bu durum Altaylilarin
kartal ve baykusu tanri Kuday’in kuslan
olarak kabul etmeleriyle ilgilidir. Altaylilar
bu sekilde tannyla iliskili hayvanlarin
olaganiistii gliclerinden faydalanmayi
arzulamaktadir (Anohin, 2006: 51, 52, 56;
Alekseyev, 2013: 214). Turk sanatinda sikca
rastlanilan c¢ift basli kartal figurindeki

“web 1, web 2
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kartallarin kulaklarinin sivri olarak cizildigi
gorulmektedir (Gorsel 4). Aslinda kartalin
kulaklari puhunun yani baykusun kulaklaridir.
Bunun sebebi de Altay mitolojisinde puhunun
Tann ile insanlar arasinda ilahi bir aracilik
rolinii  Ustlendigine inamlmasidir.  Yine
puhunun insanlart kotu ruhlara karsi da
koruduguna inamlir. Samanlarin hastaliga
sebep olan ruhlann kovmak icin de puhu
besledikleri kaydedilmektedir. Figurlerde
kartal ve baykusun tek bir hayvan gibi
cizilmesinin nedeni giindiizlerin  hakimi
kartal ile gecelerin hakimi baykusun tek
viicutta birlestirilip yaratilan kutsal bir figir
tizerinden gece ve giindiize hakim olabilme
arzusudur.  Gunduzleri  kartalin  gorme,
geceleri de baykusun duyma kabiliyeti diger
hayvanlardan cok daha ustindir (Erdem,
1994: 73-74, Celik, 2007: 21’den).

Puhu kulag

Gorsel 4. Selcuk Universitesi logosundaki
puhu kulakli ¢ift basli kartal

2022, 10(4) 531-557
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Altay kamlarinin  baykus govdesinden
yapilmis baykus maskesi (baslik) taktiklar
da kaydedilmektedir (Harva, 2014: 417).
Sor samanlarinin ayin sirasinda giydikleri
keten ciibbelere baykus tiyu taktiklan
bilinmektedir (Potapov, 2012: 255). Tuva
samanlarinin  bir  kisminin  elbiselerinin
omuzlarinda ve basliklarinda baykus tlyu
demetleri bulunmaktadir (Gorsel 5). Bunun
sebebi de ritiiel sirasinda samanin bu tiyler
sayesinde ucabildigine inanilmasidir® ¢
(Fridman, 2002: 185, Bapaeva, 2013: 75,
77°den). Yakut samanlarinin kiyafetlerinde
de baykusun’ metalden yapilmis tasvirlerine
rastlanmakta  oldugu  kaydedilmektedir
(Pekarskiy-Vasilyev, 1910: 99-100, Alekseyev,
2013: 177°den).

>Bu baglamda Tuva samanizminde de goriilen ongon/
ongun yani yardimci ruh inancina gore baykus geceleyin
ormandaki koti ruhlarn hissederek samana yardim eder
(Bapaeva, 2013: 19).

¢Yine klasik doneme ait bazi tip eserlerinde baykusun
organlarinin bazi hastaliklarin tedavisinde kullamldig
anlatilir (Yildinm, 2008: 214).

7 Harva’mn aktardigina gore Yakutlar baykus kafasinin
ahir koruyup gozetecegine inanmaktadir (Harva, 2014:
333).

Gorsel 5. Turk Samanlarimin kus tiyleriyle suslenmis basliklar (Hoppal, 2012: 127, 215, 216)
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Baykus, Anadolu Turkleri arasinda da
cesitli halk inanmalarina konu olmustur.
Anadolu’da otmesi, konmasi ve ucmasina
anlamlar yiiklenen baykus genellikle ugursuz
bir hayvan olarak kabul edilmekte ve olimiin
habercisi olarak dusunulmektedir. Sedat
Veyis Ornek’e gore “Sesinin ve yiiziiniin
sevimsizligi, yikintilarda ve terkedilmis
yerlerde yuva yapmasi bu inanmanin
temelinde yatan nedenlerdendir. Baykus
da tipki kopek gibi salt otmesiyle degil,
ayn1 zamanda otis bicimi, otme zamani,
kondugu yer ve ottiigu yerlerle 6limi haber
vermektedir.” Bu ylzden halk arasinda
“6lim kusu” olarak bilinmektedir. insanlarda
bulunmayan baz1 yetenekleri, sezgisel
glicleri, bicimsel oOzellikleri ve ugurlu ya

Tablo 1. Baykus’un Turkiye’deki farkli illere gore 6

da ugursuz sayilmalari hayvanlann olimi
onceden haber verdiklerine dair inanmanin
nedenlerindendir (Ornek, 1971: 15, 18;
Ornek, 2000: 209). Anadolu’da baykusun
olimi habercisi® olusunun isaretlerine dair
kilturel izler bulunmaktadir. Tirkiye’deki
farkli illere gore otus bicimi ve olumu
cagnistiran sembolik anlam Ornek, (1971:
19)’e gore adapte edilerek Tablo 1’de
verilmistir.

8 ingilizcede baykus anlamina gelen “owl” sozciigiiniin
baykusun sesinden yansitilarak tiiretildigi, Latince
feryat cigliklan anlamina gelen “ululatio” kdkiinden
geldigi kaydedilir. Bu sebeple de baykusun c18lig1 ve gece
hayati1 diinyanin biyiik kisminda 6liimiin ve sanssizligin
habercisi olarak kabul edilir (Lloyd-Mitchinson, 2009:
29).

tlis bicimi ve 6limii cagnistiran sembolik anlami

Otiis Bicimi iller
“Viran, viran” diye oterse Amasya
Ac1 aa1 oterse Amasya, Kayseri, Usak
Uzatarak, “guuuk, guuuk” diye oterse | Balikesir
Siddetli ve surekli oterse Usak
Ulursa (ulur gibi oterse) Sivas

Otme Zamam iller
Gece oOterse Konya, Sivas
Tam gun batarken oterse Ankara

Kondugu Yer iller
Catiya konarsa Ankara

Bacaya konarsa

Afyonkarahisar, Ankara, Eskisehir, Sivas, Sanliurfa

Dama konarsa

Afyonkarahisar, Ankara, Sivas

Dama tiinerse

Eskisehir

Pencereye konarsa

Afyonkarahisar

.....

iller

Evin bacasinda oterse

Amasya, Kastamonu, Sivas

Evin Uzerinde oterse Kahramanmaras
Evin yakininda oterse Sivas
Evin daminda oterse Sivas
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Tablo 2. Tirkiye’nin farkli illerinde baykusa iliskin diger sembolik cagrisimlar

iller Eylem Cagrisim
Ankara’ Baykusun otmesi Ugursuzluk
Erzurum? Yoleuluk sirasinda baykusa islerin ters gitmesi
rastlamak
Giresun Baykus ottikten sonra . Kotiluklerin bertaraf edilmesi
ayakkabilardan birini ters cevirmek
Hatay Evin onlinde baykus 6tmesi Evden birinin Glmesi ya da bir
yikim olmasi
Isparta’ Baykusun cevya Qa dikkan Mekana bela ya da hastalik gelmesi
etrafinda otmesi
Kayseri' Evin daminda baykus 6tmesi Evden birinin olmesi
Konya' Baykusun otmesi Ugursuzluk,ﬂkondggu yern
> harabeye donmesi
Malatya'® Baykusun otmesi Ugursuzluk
Mersin' Baykusun 6tmesi ve bir eve Ugursuzluk
konmasi
Tekirdag'® Baykusun evin catisinda otmesi Evden birinin olmesi
Trabzon™ Baykusun otmesi Civardan birinin sebepsiz olmesi
Zonguldak?® Baykusun otmesi Civardan birinin 6lmesi

 Kalafat-Turan, 2015: 154.

10 Basar, 1972: 213, Mollaibrahimoglu, 2008: 116’dan.

" Celik-Kuruca, 2000: 348, Mollaibrahimoglu, 2008:
76’dan.

2 Kalaycioglu, 2001:
76’dan.

® Yorede baykusa “kocakus” da denir. Baykusun
ugursuzluguna kars1 tedbir olarak baykus ottugiinde
bir soganin kafast alinir ve “al arzunu ver muradimi”
denilerek baykusun 6ttiigii yere dogru atilir (Kilig, 2008:
420, Mollaibrahimoglu, 2008: 119’dan).

4 Gergel, 2001: 302, Mollaibrahimoglu, 2008: 76’dan.

15 Odabas, ?: 88, Mollaibrahimoglu, 2008: 133’ten.

6 Uslu, 2004: 94.

7 Yorede baykus kaynakli ugursuzlugu onlemek adina
baykusa bir tas ya da odun parcasi atilir (Tarsus Alan
Arastirmalar, 1998: 83, 146, 147).

'8 Artun, 1978: 245.

% Yorede baykus kaynakli ugursuzlugu onlemek adina
baykus ottiigiinde “hayir haber” denilir (Celik, 1999:
430-431, Mollaibrahimoglu, 2008: 74-75’ten).

2 Kalafat, 1998: 242, Mollaibrahimoglu, 2008: 76’dan.

134, Mollaibrahimoglu, 2008:

Dobruca (Romanya) Turkleri arasinda
baykusun otmesi birinin olecegine dair bir
isaret olarak kabul edilir (Celik, 1999: 432,
Mollaibrahimoglu, 2008: 74’ten). Gagavuz
Turkleri arasinda  “kukumelko” olarak
adlandinlan baykusun gece otmesi aglamak
olarak dusunulup olumle iliskilendirilmis,
ugursuzlugun oOniine gecmek icin  gece
oten baykusun oOniine et atilmasinin dogru
olacagina inanmlmistir  (Kalafat, 2002:
270). Nogaylar arasinda “oburkus” yani
baykus olum habercisi olarak kabul edilir.
Kizdirmamak adina ona “altinkus”, “orukus”
ve “guzelkus” seklinde seslenilir. Obur adli
kara iyenin de cocuklara musallat olup onlan
hasta ederek oldirilebilecegine inanilir.
Irak, Suriye ve Azerbaycan Turkleri arasinda
da baykusun 6liim habercisi olduguna inanilir
(Kalafat, 1998: 241, 243, Mollaibrahimoglu,
2008: 75’ten).
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Rivayetlerden anlasildigina gore islam
dininin de baykusa bakist cok olumlu
degildir. Konuyla ilgili bir rivayete gore “Hz.
Peygamber, yeni dogan cocugun sag kulagina
ikamet tilavetini tavsiye bulundular. Rivayete
gore: boyle yapildigr takdirde cocuk, “Ummi
sibyan”-dan zarar gérmez. Ummi sibyanin ne
oldugu hakkinda ithilaf vardir; bazilan disi
baykus, bazilar cinni dediler...” Yine baykus
etinin de kartal eti gibi haram olduguna da
deginilmektedir (Demiri, 1973: 36, Ertan,
1989: 162’den).

Ancak unutulmamalidir ki halk inanmalarinda
ve bilylisel nesnelerde “iki degerli” yani bir
seyin hem iyi hem kotu yorumlanabilmesi
soz  konusudur. Bu durum baykusa
yuklenen inanmalarla da gorilmektedir.
Yani bazen baykusun otusu olumlu olarak
yorumlanabilmektedir. Asagida bu durumun
karsiliklarina yer verilmistir.

»  Kesik kesik oterse (Balikesir),

» Normal oterse (Artvin, Amasya,
Rize),

> “Glg glg gilven” diye Oterse

(Amasya)(Ornek, 1971: 19).

Bu baglamda Kirgiz Tirkleri arasinda baykus
kutlu bir hayvan olarak kabul edilir. Genc¢
Kirgiz hanimefendiler kalpaklarina taktiklar
baykus telekleri sayesinde baykusun kutundan
faydalanacaklarina inanirlar (Kalafat-
Turan, 2015: 40). Yine Avusturalya’da bazi
kabileler arasindaki inanca gore erkekleri
yarasalar simgelerken kadinlarn baykuslar
simgelemekte ve yeryuziindeki kadin cinsi
baykuslar tarafindan korunmaktadir. Bu
inancin devami olarak bir baykusun olumi
bir kadimin olimune delalettir. Bu ylzden
kadinlarin baykuslan sahiplenip koruduklar
anlatilir (Frazer, 1992, Gezgin, 2014: 53’ten).
Amerika yerlilerinden Hopi ve Zuniler de
baykusu gecenin sifa 6gretmenleri olarak
gorip ona kars1 olumlu bir anlam yiiklerler
(Buffalo-Firedancer, 2007: 122, 123).
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Kuramsal Cerceve

Toplumun folklorik yapisinin ¢ozimlenmesi
onlarin kilturel  aktarim kodlarinin
cozumlenmesi ile olur. Anadolu ve Rumeli’nin
geleneksel kiiltiirtinti, folklorik degerlerini
miizik araciligiyla kusaktan kusaga aktarmada
en iyi araclardan biri de tirkiilerdir. Doga ile
ic ice yasayan Turkler, yasamlarinda olan
biten tim olaylan ve gozlemlerini turkilerle
ifade etmistir. “Halk turkuleri, belirli bir
topluma ozgu temel kilturel ozelliklerin,
davrams ve  tutumlarin  kristallesmis
bicimleridir. Turkuler sozlu kiltur ortaminda
dogmus, caglar boyu var olabilmis ve zaman
icinde degismis, bununla birlikte gilincel
kalabilmistir.” (Mirzaoglu, 2018: 2). Dasg,
deniz, ova, bitki, hayvan gibi pek cok canli
ve cansiz varlik motif ya da sembol formuna
donerek turkulere konu olmustur. “Motif
ve semboller, ait olduklarnn butiin hakkinda
onemli ipuclar sunarlar. Turkuler icin de
durum boyledir. Tirkiilerde yer alan motif
ve sembollerin saptanarak yorumlanmasi,
bolgenin kiiltiirel degerleri hakkinda onem
arz eder.” (Goher Vural ve Vural, 2013:647).
Turk kulturinde, insanlarin yasamlarin
devam ettirebilmeleri icin klicikbas ve
biiylikbas (keci, koyun, deve, sigir, okiiz,
at vb.) hayvanlar onemli yer tutmaktadir.
Doga ile biitiinlesik olmalarindan dolayr
kartal, sahin, dogan gibi yirtici kuslarin
da bu kultur icerisinde etkisi buyuktur.
Bundan hareketle insanlarin kendilerini
etkileyen olaylarda, kisileri ve olaylar bu tur
hayvanlarla ortusturip benzetme yaparak
halk ezgilerinde bu hayvanlarin isimlerini
kullanmislar ve oyunlarin1 da bu hayvanlan
taklit ederek gelistirmislerdir (Gok, 2011:
30). “Turk halk oyunlarinda ozellikle halay
basi cekenlerin bir an icin oyunun en coskulu
kisminda ekipten ayrlarak tek basina fir
donerek dans etmesi, havaya kuslar gibi
sicramasi, el kol ve diger beden hareketleriyle
cesitli hayvan figurlerini icra etmesi; ayrica
bireysel (solo) oyun olan zeybek ve segmen
oyunlarindaki oyuncularin, bir yirtici kus
(bir kartal) gibi havalanma, avina saldirma
ve avim parcalama figurleri” (Guven,
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2014:297), Teke yoresi oyunlarinda tekenin mecazi kullanimlarindan biri de baykustur.
yapmis oldugu sicrayis benzeri hareketlerin  Baykuslar, “Aves sinifimin  Strigiformes
taklit edilmesi gibi halk danslarina hayvan takimina ait gece yirticilandir. Turkiye’de
hareketlerinin  yansimasinin toplumun Strigidae ve Tytonidae familyalarina ait 10
yasayis sekli ile de dogrudan iliskili oldugu tiir yasamaktadir” (Colak, 2007:1). Bunlar;
soylenebilir. Bunlarin yaninda turkulerde, bir  “alaca baykus, kukumav, balik baykusu,
seyi diger bir sey ile kiyaslamaya, anlatmaya puhu, ishakkusu, cizgili ishakkusu, pacali
ya da benzetmeye vyarayan birtakim baykus, peceli baykus, kir baykusu ve
mecazi anlatimlar da siklikla kullanilmistir.  kulakli orman baykusu” tirleridir (Gorsel 6)
Hayvan  temalarimin  turkulerdeki  bu  (dogabilim.org, 2022).

Puhu ishakkusu

Alaca baykus Kukumav Balik baykusu v s
(Tawny Owl - (Little Owl - (Brown Fish Owl - (Eurasian Eagle-Owl - (Eurasian Scops Owl -
Strix aluco) Athene noctua) Ketupa zeylonensis) Bubo bubo) Otus scops)

Cizgili ishakkusu Pacali baykus Peceli baykus Kir baykusu Kulakl orman baykusu

(Pallid Scops Owl - (Boreal Owl - (Western Barn Owl - (Short-eared Owl - (Long-eared Owl -
Otus brucei) Aegolius funereus) Tyto alba) Asio flammeus) Asio otus)

Gorsel 6. Turkiye’de gorilen baykus tiirleri

Turkulerin  sozlerinde baykus sembolii tarafindan seslendirilen bu tirkilerden,
cok yogun olarak kullamlmamistir ancak uzun hava ve kirk hava olmak {izere one
baykusa yiiklenen anlamlarin ortak oldugu cikan reklam afisi ve video orneklerinden
soylenebilir. Tirk halk miizigi sanatcilarnn  bazilar Goérsel 7 ve Gorsel 8’de verilmistir.

ASIK
MAKSUT "
FERYADI » s Sefil Baykus

Gorsel 7. “Sefil Baykus” adli uzun havanin farkl Tiirk halk miizigi sanatcilan tarafindan seslendirilmesine yonelik
olusturulan reklam afisleri ornekleri
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(a)
Ak
GULABI
(b)
“Bugiin beAn?r:le(fk?rvznff:Pz{mm var” u YouTube
Op0
Musa Eroglu
“Yiirii Bre Yalan Diinya”
(d)
o ORI @ YouTube

Gorsel 8. (a) Asik Giilabi’nin seslendirdigi “Sefil Baykus” adli uzun havaya iliskin video; (b) Astk Ozlemi’nin
seslendirdigi “Bugiin Benim Efkarim Var Zarim Var” adli tiirkiye iliskin video; (c) Musa Eroglu’nun seslendirdigi
“Yiirii Bre Yalan Diinya” adli tiirkiiye iliskin video; (d) Asik Hasimi’nin seslendirdigi “Gezsem de Diinyanin Dért

Bucagim” adli tiirkiiye iliskin video

Hem mitolojide, hem yasamin tum kiltirel
ogelerinde, hem de sozlu edebiyatta sikca
yer alan baykusa ait sembolik ve metaforik
ifadelerin Tiirk halk miiziginde de kullanilmasi
ve vyazili materyallerle iliskilendirilmesi,
Tirk halk miizigi arastirmalari icin bir kaynak
olusturulmasi adina onemlidir. Tim bu veriler
1s181nda calisma, baykus semboliiniin Anadolu
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sahasi Turk halk turkulerine siirsel ve ezgisel
baglamda yansimalarinin tespiti amacim
tasimaktadir. Gecmisten guinimuze Turk halk
kiiltiriinde hayvan sembolizmi baglaminda
baykusun yazili kaynaklardaki kullanimi, her
bolge ve yorenin turkulerinde yer almasi,
turku sozlerindeki anlamsal ifadesi ve
turkulerin ezgilerine yansimasi gibi konularin
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analiz edilmesi Tiirk miizigi arastirmalarina
farkli bir bakis acisi getirecegi diistinildi.

Arastirma Problemi

Bu arastirmada, hayvan  sembolizmi
baglaminda baykus semboliiniin ne sekilde
goriildiigii ve tirkilerde kullamiminin ne
siklikta, hangi yorelerde, hangi makam
dizileriyle, hangi ses genislikleri ve olcllerde
olduguna ve tirkii sozlerindeki temalarin
neler oldugu sorularina yanmt aranmaktadir.

Buradan hareketle, arastirmanin temel
problemi;
» Hayvan sembolizmi baglaminda

baykusun Tiirk halk miziginde kullanimi
ne sekildedir?

Arastirmanin alt problemleri ise;

» Baykus sembolunuin turkulerde

kullanimi ne sikliktadir?

» Baykus sembolu gorilen turkulerin
yorelere gore dagiimi ne sekildedir?

» Baykus sembolu gorilen turkulerin
makam dizilerinin dagilimi nasildir?

» Baykus sembolu gorilen turkulerin
ses sinirlarinin dagilimi ne sekildedir?

» Baykus sembolli goriilen tirkilerin
olcu yapilar nasildir?

» Baykus sembolu gorilen turkulerin
temalan nelerdir?
Yontem
Bu boliimde arastirmanin modeli,
dokiimanlar, toplanan verilerin

cozumlenmesinde kullanmlan yontem ve
teknikler yer almaktadir.

Arastirma Modeli

Calisma, nitel bir arastirma olup, dokiiman
incelemesi  yonteminden  yararlanilarak
olusturulmustur. Bunun yaninda,
arastirmanin  verileri,  isitsel-  gorsel
materyaller yoluyla toplanmis ve icerik
analizi yapilarak céziimlenmistir. “icerik
analizinde temelde yapilan islem, birbirine
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benzeyen verileri kavramlar ve temalar
cercevesinde bir araya getirmek ve bunlar
okuyucunun anlayabilecegi bir bicimde
dizenleyerek  yorumlamaktir”  (Yildinm
ve Simsek, 2006:227). Baykus semboliinin
yer aldig1 yazili kaynaklar taranarak ilgili
konuya iliskin veriler bir araya getirilmis,
turkulerdeki baykus semboliniin kullanimina
iliskin ezgisel baglamda tirkii notalan
cozumlenmis, turki sozlerine  yonelik
metinler detayli sekilde incelenmistir.

Dokiimanlar

Baykus semboliiniin farkli kaynaklarda nasil
yer aldigimin belirlenmesi icin literatir
tarama yapilmis, mitoloji, halk bilimi, halk
edebiyat1, halk miizigi, sanat tarihi alanlarina
dair pek cok yazili kaynak incelenmistir.
Turkilerdeki kullanimina iliskin de TRT Muzik
Dairesi Tirk Halk Miizigi Repertuvari Nota
Arsivi ve yore halk sanatcilan tarafindan
soylenerek kayda alinmis plak, kaset, video
gibi materyaller taranarak ulasilabilen 22’si
kink hava, 12’si uzun hava olmak kaydiyla
34 tiurki belirlenmistir. Bu turkulerin
tamaminin  sozlerinde baykus sembolii
kullamldigr icin arastirmaya dahil edilmis ve
degerlendirilmistir.

Bulgular ve Yorum

Bu bolumde, arastirmada elde edilen
bulgular ve bu bulgulara iliskin yorumlar
yer almaktadir. Arastirmanin bulgularinin
verilis siras1 arastirma sorularinin sirasina
gore duzenlenmistir. Hayvan sembolizmi
baglaminda baykusun Tiirk halk miizigine
ne sekilde yansidigini Ogrenebilmek icin
turkulerin ezgileri ve sozleri incelenmis,
turkuler uzun hava ve kirk hava olarak ayr
ayri degerlendirilmistir.

Tirk halk miiziginde yer alan iki bilylik form
kirik hava ve uzun havadir. Kirik havalar, olcu
ve ritmik ozellikleri belirgin olan ezgilerdir.
Ritim kaliplar1 dizenlidir ve geleneksel
soyleyis ozelliklerine gore icra edilen
bir formdur. “Kendi icerisinde oyunlu ve
oyunsuz turler olmak Uzere ikiye aynlirlar.
Oyunlu turler; halay, bar, zeybek, semah,
hora karsilama, mengi, kasap havalan,
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glvende, kasik havalari, horon ve Teke
havalandir. Oyunsuz tirler ise; agit, divan,
tatyan, nefes, ilahi, giizelleme, yigitleme,
karsihkli tirkiler, destan, kina, is, sohbet,
kahramanlik tiirkiileri, ninni ve varsagidir.”
(Pelikoglu, 2012: 23). Uzun havalarin diizenli
bir ritim 6zelligi yoktur ya da serbest ritimli
bir yapidadir. Geleneksel soyleyis bicimlerine
gore icra edilen bir formdur. Bulunduklan
yorelere gére ornegin; Iic Anadolu’da
“bozlak”, Gilineydogu Anadolu’da “barak”,

“yol havas1”, Dogu Anadolu’da “maya”,
“hoyrat” gibi farkli isimlerde adlandirilir
ve o yorenin muzik ozelliklerine gore
farkli bicimlerde icra edilir. Turkulerin
yoresel olarak yaygintiklarinin belirlenmesi,
ritmik yapilarinin, makam dizilerinin, ses
genisliklerinin, olciilerinin degerlendirilmesi,
sozlerindeki temalarin daha anlasilir
olabilmesi ve kategorize edilebilmesi icin
kink hava ve uzun hava formlarn ayrn ayn
tablolarda sunulmustur.

Teke Yoresinde “gurbet”, Karadeniz’'de
Tablo 3. Baykus semboliiniin kullamldigi kirik havalar
Tiirkiinin Ads i/Yoresi/ | - kam Dizisi ses | Bicusu | Temasv
Bestecisi Genisligi Tiirli
1 Bahar Geldi Yine Yollar Nevsehir Sesah 7 ses 4/4 - | Ask -
isledi 3 g (Si-La) 6/4 |Sevda
Bugiin Benim Efkarim Var . 6 ses <
2 7anm Var Amasya Hicaz (La-Fa) 7/8 | Agit
Bulbul Ne Yatarsin Sarp . 5 ses Ask -
3 Kayalarda Erzincan Ussak (La-Mi) 474 Sevda
Cay Basinda Cirpiniyor . . 10 ses Ask -
4 Baykuslar Usak Huseyni (Fa#-La) 9/8 Sevda
5 | Cermigin Bahcalan Diyarbakir Ussak (Izas-(;/;) 4/4 ézl\jd-a
Deymen Benim Gaml . 7 ses Ask -
6 Yasli Gonlime Tokat Hicaz (La-Sol) 2/4 Sevda
Garsida Giza Gurban 6 ses Ask -
7 (Agir Halay) Mus Ussak (Sol-Mi) ar4 Sevda
Gezsem De Diinyanin . . 8 ses .
8 Dért Bucagint Corum Hiseyni (La-La) 4/4 | Deyis
iki Puhu Bir Derede Su ) 11 ses Ask -
9 icer Bursa Hicaz (La-Re) 2/4 Sevda
Karanfil Yalaklar Kadin i . 7 ses Ask -
10 Zeybesi Izmir Muhalif (Si-La) 9/4 Sevda
11 | Karsida Kus Oturur Ardahan Buselik (‘Sti?ls\?) 6/8 éz\ljd-a
Otme Dugguk Otme Bag- . ) 9 ses Ask -
12 rnm Eziktir Antalya Huseyni (La-Sib2) 2/4 Sevda
Sebep Mezerinde . . 7 ses Dua -
13 Yosunlar Bitsin Kirsehir Muhalif (Si-La) 2/4 Beddua
Sargisla icinde Sectim Bir | .. - 7 ses Ask -
14 Durna Sivas Muhayyerkiirdi (La-Sol) 19/8 Sevda
Amansiz Sevdaya Diistim | Ozan inci/ . . 7 ses .
15| Diisely Ergiin Ozmen | USEYM (LaSoly | 778 |>item
el et s . . 7 ses Ask -
16 | Bahcada Bir Biilbiil Aglar | Malatya Hiseyni (La-Sol) 2/4 Sevda

542




RAST MUZIKOLOJi DERGISI 2022, 10(4) 531-557 GOk & Yesildal

Tiirkiiniin Ad1 li/Yoresi/ |\ kam Dizisi ses | Bicuisui | TemasY
Bestecisi Genisligi Tiirii

17 | Gokyiizinde Yesil Yaprak | Kazim Birlik Kurdi &L_SI::) 4/4 Kader
Seher Vakti Baglarimda s . 6 ses .

18 7ar Etme Biilbiil Kazim Birlik Hicaz (La-Fa) 4/4 Sitem
Tepur Kayasi'na Versem . e . . . 7 ses

19 Dalim Dedegiil Koksal Ciftci Huseyni (Sib2-La) 5/8 Gurbet
Yuru Bre Yalan Diinya < - 7 ses .

20 Birgiin Musa Eroglu Muhayyerkiirdi (La-Sol) 7/8 | Sitem
Koyun Bacalari Duman izzet . . 7 ses

21 Tuter Altinmese Huseyni (La-Sol) 4/4 Gurbet
- " . 8 ses .

22 | Insafsiz Zalim Yar Adana Hiseyni (La-La) 4/4 | Sitem

Baykus semboliiniin kullanildigi kink hava Tablo 3’teki siralamaya gore Tablo 4’te
formundaki turkilerin sozlerindeki temalarin  sunulmustur.
daha net anlasilabilmesi icin ilgili kesitler

Tablo 4. Baykus semboliiniin gectigi kirik havalarin ilgili kesitleri

1 | Tiirkii Adi: Bahar Geldi Yine Yollar isledi 2 | Tiirkii Adi: Bugiin Benim Efkarim Var Zarim Var
Sebep Mezarinda Baykuslar Otsiin Lokman Hekim Gelse Sarmaz Yarayi
Ak Gerdanin Altinda Yilanlar Yatsin Hilebaz Dostunan Actik Aray
Evin Yikilsin Sebep Ne Koskumi Koydu Ne De Sarayi
Belin Bukdlsiin Sebep Baykuslar Tiinedi Dalima Benim
Otuz Iki Dislerin Degme Zalim Degme (Degme) Dalima Benim

Birden Dokulsiin Sebep

3 | Tiirkii Adi: Bulbul Ne Yatarsin Sarp Kayalarda 4 | Tirkii Adi: Cay Basinda Cirpiniyor Baykuslar

Kolda Gezdirirler Canim Alic1 (Alici Kusu) Cay Basinda Cirpiniyor Baykuslar
Kovun Gitsin Ara (Ara) Yerden Baykusu Kadir Mevlam Seni Bana Bagislar
Kadir Kiymet Bilmez Bilmez imis Her Kisi Kemendim Atmadik Dallar M1 Gald
Kadir Kiymet Bilen Yere Gidelim Basima Gelmedik Haller Mi Gald

Benim Efendim Aziz Sultanim

Tiirkii Adi: Deymen Benim Gamli Yasli

5 | Tiirkii Adi: Cermigin Bahcalan 6 Gonliime
Cermigin Bahcalar (A Hatun Yarim Suna Yarim) Kumru Gibi Gokyuzinde Donende
Meselidir Daglar1 (Hatun Yarim Le Le Kadan Baykus Gibi Viran Yurda Konanda
Alim) Cok Agladim Ferhat Gibi Collerde
Yarim Burdan Gideli (A Hatun Yarim Suna Sirin Gibi Ziilf-U Yardan Ayrildim
Yarim)
Baykus Tutmus Daglan (Hatun Yarim Le Le
Kadan Alim)

7 | Tiirkii Adi: Garsida Giza Gurban (Agir Halay) 8 | Tiirkii Adi: Gezsem De Diinyanin Dort Bucagini
Karsida Kus Oturur (Vay Lele Lele Le Le Le Ley Hasimi Birini Severse Goniil
Ley) Diken Bir Gul Olur Baykus Da Bilbiil
Gus Gusa Yem Gotiiriir (Giz Goyniim Senin Giizel Cuha Giyse Olur ipek Tiil
Omriim) Salinip Gezerken Goze Hos Gelir
Bildirki Sen Gonlime (Vay Lele Lele Le Le Le
Ley Ley)
Bu Y1l Baykus Oturur (Giz Goynim Senin
Omriim)
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9 | Tiirkii Ad: iki Puhu Bir Derede Su icer 10 | Tiirkii Adi: Karanfil Yalaklar (Kadin Zeybegi)
iki Puhu Bir Derede Su icer (Amman) Baykus Bakar Kovuktan
icer icer Dertlilere Dert Acar (Amman) Sular Akar Oluktan
Puhum Senin Gonliinden Kimler Gecer (Amman) Anne Ben Evlenicem
Zalim Avci Nasil Da Kiydin Bu Cana (Amman) Korkuyorum Soguktan
Kiyiir M1 Bu Yasta Bu Tatli Cana
iki Puhu Bir Derede Otisiir
Otme Puhum Derdim Bana Yetisir
iki Hasret Birbirine Kavusur
11 | Tiirkii Adi: Karsida Kus Oturur 12 | Tiirkii Adi: Otme Dugguk Otme Bagrim Ezikti
Bildir Ki Sen Gonlume (Glzeller) Otme De Dugguk Otme De Bagrim Eziktir
Bu Yil Baykus Oturur (Guzeller) Ah Abam Eziktir
Davulu Cala Cala (Guzeller) Soguk Vurmus Baglarimiz Bozuktur
Ciktim Bir ince Dala (Giizeller) Aman Aman Hey A Sirmelim Palazim Of
13 | Tiirkii Adi: Sebep Mezerinde Yosunlar Bitsin 14 [ Tiirkii Ad: Sargisla icinde Sectim Bir Durna
Sebeb Mezarinda Yosunlar Bitsin (Vay Bitsin) Pacadan Baktim Ki Yalimz Yatar
Yilanlar Ciyanlar Mekanin Dutsun (Sebep Giz Intizar Etsem Vallaha Dutar
Sebep) B Yiktin Sarayim Gonul Koskimi
Viran Olsun Yurdun Baykuslar Otstn (Vay Virane Gonuilde Baykuslar Oter
Otsiin)
Kimsesiz Ellerde Kalasin Sebep (Aman Aman)
Evin Yikilsin Sebeb
Belin Biikiilsiin Sebeb
Dalinda Baykus Otsiin
Guliin Dokiilsiin Sebeb
15 | Tiirkii Adi: Amansiz Sevdaya Diistum Duseli 16 | Tiirkii Adi: Bahcada Bir Biilbiil Aglar
Baykuslar Tiinedi Sevda Dagima Aksam Olur Giines Batar
Dut Yemis Biilbiilim Konmaz Bagima Viranda Baykuslar Oter
Dort Mevsim Riizgardin Solum Sagima Ferhat Da Kuliingiin Atar
Kuru Yaprak Gibi Savruldu Gonlim Yarin Elinden Elinden
17 | Tiirkii Adi: Gokyiiziinde Yesil Yaprak 18 ES{Q‘J)A"" Seher Vakti Baglanmda (Zar Etme
Bak Su Felegin Isine Yikilmis Viran Bahcemde
Neler Getirdi Basima Seslen Baykusa Son Demde
Mezarimin Bas Tasina Kan Toplanmis Hancerende
Baykus Konar Oter Birgiin Zar Etme Bulbul
Koca Diinyay1 Basima
Dar Etme Bulbdul
19 | Turkii Adi: Tepiir Kayasi’na Versem Dalimi 20 | Tiirkii Ad: Yiirii Bre Yalan Diinya Birgiin
Dedegiil
Teplr Kayasi’na Versem Dalimi Karac’oglan Der Nasima
Haykirsam Ovaya Arzu Halim Cok isler Geldi Basima
Koroglu Dinler Mi Kalmakalimi Mezarimin Bas Tasina
Ne Oldu Dedegiil Ne Oldu Boyle Baykus Konar Oter Birgiin
Baykuslar M1 Kondu Damina Soyle
21 | Tiirkii Adi: Koylin Bacalari Duman Tiiter 22 | Tiirkii Adh: insafsiz Zalim Yar

Baba Ocagina Baykuslar Konmus
Bagimiz Bahcemiz Sararmis Solmus
Hayin Eller Eller Zalim Eller Eller Eller
Coban Pinarimin Suyu Kurumus

Go¢ Goc Olmus Viran Kalmis Koylimiiz
Hayin Eller Eller Zalim Eller Eller Eller

Ol Deyip Bizim Gibi Saglara
Baykuslar1 Dadandirmis Baglara
Feymani’yi Deli Edip Daglara
Salmaya Salacak Amma Ne Zaman
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Tablo 5. Baykus semboliiniin kullanildig1 uzun havalar

Tiirkiiniin Ad ili/Yoresi M"fkf“f“ S?S ... | Olciisii | Temasi/Tiirii
Dizisi Genisligi
1 Asn1 Gurbet Harab Sivas Gerdanive 8ses |Uzun | Camsihi Agz1
Etmis Koyumu Y (La-La) | Hava Sitem
Biilbiil Otmez Viran 10 ses | Uzun )
2 Olan Yurdumda Kars Muhayyer (La-Do) [ Hava Sitem
Gine Yolum Dustu . . 9ses |Uzun |Camsihi Agzi
3 Gurbet Ellere Sivas Gerdaniye (Fa#-Sol) | Hava Sitem-Hasret
4 Gine Yukselecek Sivas Gerdanive 7ses |Uzun | Kahramanlik-
Turk Hava Kusu Y (La-Sol) [Hava [ Ovgu
5 Gonlim Viran Oldu Sivas Hiisevni 5ses [Uzun | Camsihi Agzi
Senin Elinden y (La-Mi) |Hava | Sitem
6 Kader Torbasina Sivas Hiisevni 7 ses [ Uzun Sitem
Elimi Attim y (Fa#-Mi) | Hava
Kara Tiren De Yol 7 ses [ Uzun <
7| Ay Ciirek'ten Malatya Ussak (Fa#-Mi) | Hava | Ar8UvanAsz
8 Nedir Bu Basimda Kirsehir Kiirdi 8ses | Uzun Bozlak
Bu Sevda Nedir > (La-La) |Hava |Sitem
9 Sefil Baykus Ne Sivas Hiisevni 8ses | Uzun Bozlak
Gezersin Bu Yerde y (La-La) |Hava |Sitem
Yara Benden Yara Alx 9ses |Uzun Elezber Hoyrat
10 genden Elazig Ussak (Re-Mi) |Hava | Sitem
Zulf-u Siyahimi . . 7 ses | Uzun
11 Gémdim Kaman'a Kirsehir Hicaz (Fa#-Mi) | Hava Ask - Sevda
Sahin Yuvasina Sivas 4ses |Uzun
12 Baykus Tiinemis (Ali izzet Ozkan) Ussak (La-Re) [Hava Ask - Sevda

Baykus semboliiniin  kullamildigi  uzun Tablo 5’teki siralamaya gore Tablo 6’da
havalarin sozlerinde yer alan temalarin sunulmustur.
daha anlasilabilir olmasi icin ilgili kesitleri

Tablo 6. Baykus semboliiniin kullanildig1 uzun havalarin ilgili kesitleri

1 | Tiirkii Adi: Asn1 Gurbet Harab Etmis Koyumu 2 | Tiirkii Adi: Biilbiil Otmez Viran Olan Yurdumda

Asri Gurbet Sen Harab Etmis Koyumd Baykus Olsam Viraneyi Yoklamam
Bulbul Gidip Baykus Konmus Gel Hele Ben Askimi Dostlarimdan Saklamam
(Bilbiil Gidip Baykus Oter Gel Hele) Hanci Olsam Boyle Han1 Beklemem
Dost Ben Agayim Ben Pasayim Diyenler Kervan1 Gecmeyen Yolu Neyleyim

Kapilan Kitlemisler Gel Hele

Oldiim Oldim Gele Hele

Yanarim Da Ben Bu Derde Yanarim
Bizim Elleri Bulanaca Ararim

O Glizellere Sira Vermeyen Pinarin
Daslarina Baykus Yuva Yapmis Gel Hele
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3 | Tiirkii Adi: Gine Yolum Dusti Gurbet Ellere

4 | Tiirkii Adi: Gine Yikselecek Tirk Hava Kusu

Gine Yolum Diistii Gurbet Ellere
Aman Turnam Bizim Elden Ne Haber
Baykus Konmus Bahcemizde Giillere
Bulbiilleri Figanimdan Ne Haber
Aman Durnam Aman Yardan Ne Haber

Gine Yikselecek Tirk Hava Kusu
Ordular Saracak Diizui Yokusu
Sahinler Bu Miilke Sokmaz Baykusu
Tecriibeler Gérmus Baskanimiz Var

5 | Tiirkii Adi: Gonlim Viran Oldu Senin Elinden

6 | Tiirkii Adi: Kader Torbasina Elimi Attim

Gonlum Viran Oldu Senin Elinden

Oy Daglar Daglar Vay Daglar Daglar Yanasin
Daglar

Baykus Bile Konmaz Oldu Ne Care

Oy Daglar Daglar Yanasin Daglar

Mecnun Olsam Gecmem lIssiz Coliinden

Gavil Avlanmisim Amma Ne Care De

Oy Daglar Daglar Yanasin Daglar Derd(i) Olan
Aglar

Kader Beni Kabdan Kaba Aktardi

Kosa idi Bu Dert Bana Yeterdi

Evvel Bagimizda Biilbiil Oterdi

Simdi Baykus Kondu Harali Cikt1 Vah Beni Beni

7 | Tirkii Adi: Kara Tiren De Yol Aliyr Curek’ten

8 | Tiirkii Adi: Nedir Bu Basimda Bu Sevda Nedir

Baykus Gibi De Tas Basinda Oturdum (Da Nazli
;2:1) Derdimi Cimlaleme Yetirdim (De Neydek
éaerl)Vefa51z Biraz Merhamet Eyle (De Neydek
g:r?in icin Ben Aklim Yitirdim (Bu Sene Bu
Sene Bu Sene)

Bilbiil Gibi Arzum Kald1 Gillerde
Baykus Gibi Ottiin Viran Yerlerde
Bir Garibim Kaldim Gurbet Ellerde
Perisan Halimi Sor Da Oyle Git

9 | Tiirkii Adi: Sefil Baykus Ne Gezersin Bu Yerde

10 | Tiirkii Adi: Zalf-a Siyahimi Gomdim Kaman’a

Sefil Baykus Ne Gezersin Bu Yerde
Yok Mudur Vatanin illerin Hani
Kismus Musun Selamimi Almadin
Seyda Biilbiil Sirin Dillerin Hani

Amanin Gine Boz Duman Var Baran Daginda
Baykuslar Otiisiir De (Aman) Goniil Baginda
Bir Yavru Yitirdim Gelin Caginda (Amman
Caginda)

Yesari Yasin1 Da Tut Garip Garip (Oy Felek Uy
Uy)

10 | Tiirkii Adu: Ziilf-U Siyahim Gomdiim Kaman’a

12 | Tiirkii Adi: Sahin Yuvasina Baykus Tiinemis

Amanin Gine Boz Duman Var Baran Daginda
Baykuslar Otiisiir De (Aman) Goniil Baginda
Bir Yavru Yitirdim Gelin Caginda (Amman
Caginda)

Yesari Yasinm1 Da Tut Garip Garip (Oy Felek Uy
Uy)

Sahin yuvasina baykus tiinemis
Bakin agalar buna can m1 dayanir
Zaten yalanci yarim beni unutmus
Asli zat olan hi¢ soziinden doner mi?

Baykus Semboliiniin Tiirkiilerdeki Kullanim
Sikhig

TRT Tirk halk mizigi repertuvar arsivine
kayitli, sozlerinde baykusun kullanildigr 25
tirkl belirlenmistir. Bu turkulerin 14’4 kirnk
hava, 11’i uzun hava formundadir. Buna ek
olarak repertuvar arsivine kayitli olmayip
halk sanatcilarn tarafindan plak, kaset, video
vb. kayitlarina ulasilan ve halk tarafindan
bilinen 8 kink hava ve 1 uzun hava da
calismaya dahil edilmistir. Boylece calismada
toplam 34 tiirkii incelenmistir. incelenen

turkulerde baykus turlerinin on plana
cikmadigi, hemen hemen hicbir tiirkiide
baykusun turline ya da cinsine iliskin bir
detayin olmadig1 goriilmiis, ayirt edici unsur
olarak sadece “puhu” turlne bir turkude
rastlanmistir. Baykus semboliiniin bulundugu
uzun hava ve kirk havalarda bulbul (13),
sahin (2), yilan (2), kumru, kargun, turna,
alicr kus, an, aslan, koyun, kuzu ve ciyan
olmak Uzere 12 farkli hayvan sembolune
de rastlanmistir. Bunun yaninda sadece
“kus” (3) sembolu de kullamlmistir. Bulbul
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ozellikle uzun havalarin biiyiik cogunlugunda
(12 uzun havadan 8’inde) baykusun karsiti
olarak anlamlandinlmis, bulbilin otmesi,
glle konmasi, bulbil gidince yerine
baykusun gelmesine yonelik ifadelere
siklikla yer verilmistir. Bulbdl ile gul her
zaman yan yana kullanilmamistir. Turkulerde
giil ile biilbiil bir arada kullanildiginda, giil
kavusulmaya calisilan kisi, sevgili; bulbul
ise glle kavusmaya calisan asik, seven
kisi olarak tasvir edilmistir. “Gul ve bulbul
edebiyatimizin her alaninda; divan, tasavvuf
ve halk siiri orneklerinde yaygin kullanilan
mazmun veya ask semboludir. Turkulerde
giil, kimi zaman sevgilinin benzetildigi bir
benzetme unsuru olarak kullamlirken, cogu
zamanda gul-bulbul, aynlmaz iki sevgili
gibi birlikte bulunur” (Mirzaoglu, 2018: 9).
Bulbul ve gulun turkulerdeki anlaminin ve
kullaniminin  aksine, tlrkulerin tuminde
baykusun otiisli, bulundugu yer, konmasi ya
da tlinemesine yonelik sozlerin oldukca sik
yer aldig, biilbiiliin giil ile baykusun diken ile
iliskilendirildigi, bulundugu yerden kovulmak
istenen, aynlik, ugursuzluk, olumsuzluk
cagristiran sembolik bir ifadesinin oldugu
belirlenmistir.

.....

Yorelere Gore Dagilim

Baykus  semboliiniin  gorildiigli  kirik
havalar; Nevsehir, Amasya, Erzincan, Usak,
Diyarbakir, Tokat, Mus, Corum, Bursa, izmir,
Ardahan, Antalya, Kirsehir, Sivas, Malatya ve
Adana’dir. Bunlarnn yaninda baykus, Ozan
inci/ Ergiin Ozmen, Kazim Birlik, Koksal
Ciftci, izzet Altinmese ve Musa Eroglu gibi
sanatcilarin bestelerinde de yer almaktadir.
Uzun havalardaki baykus semboll ise;
Sivas (7), Kirsehir (2), Malatya, Kars ve
Elazig vyorelerinde gorilmektedir.  Kirik
havalar hemen hemen her bolge ve yorede
goriilirken, uzun havalara ic Anadolu ve
Dogu Anadolu bélgelerinde rastlanmistur.

Tirkiilerde baykus semboliiniin kullanildig
en dikkat cekici yer Sivas yoresidir. Cografi
konumu ve kiiltiirel zenginligi bakimindan
oldukca onemli bir yer olan Sivas, “Orta ve
Dogu Anadolu bolgeleri arasinda gecis yeri
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durumundadir. Dogudan batiya, kuzeyden
glineye giden vyollarin da kavsaginda
bulunur. On Ucuinci ve on dordunci asirlarda
kiltur, yonetim ve ticaret merkezi olmus,
yorede dis etkilere acik bir kultiir meydana
getirilmistir. Uzun ve soguk kislar, sicak ve
kurak gecen yazlar da yorenin folklorunun
zenginlesmesinde onemli etkenlerdendir.
Tim bu etkenlere bagli olarak Sivas’ta cok
zengin bir musiki repertuvan olusmustur.”
(Bekki, 2004: 38-39). Sivas yoresinin bu
kiiltiirel zenginliginin bir sebebinin de yorede
uzun yillardir siiregelen Asiklik geleneginin
oldugu sdylenebilir. Asik Veysel Satiroglu,
Asik Ali Kiziltug, Muhlis Akarsu, Asik Talibi
Coskun, Asik Ruhsati, Zarali Halil Soyler, Asik
Mesleki bu yorede en cok bilinen asiklardan
bazilandir.

.....

Kullanilan Makam Dizileri

Baykus semboliiniin goriildiigi kirik havalarin
8 farkli makam dizisiyle benzerlik gosterdigi
belirlenmistir. Bu makam dizileri; Segah (1),
Ussak (3), Hicaz (4), Hiseyni (8), Muhalif
(2), Muhayyerkiirdi (2), Buselik (1) ve Kirdi
(1)’dir. Uzun havalarin ise 6 farkli makam
dizisi ile benzerlik tasidig1 tespit edilmistir.
Bu diziler; Gerdaniye (3), Huseyni (3), Ussak
(3), Muhayyer (1), Hicaz (1) ve Kurdi (1)’dir.

Buna gore turki ezgilerinin tamamina
bakildiginda; Hiseyni (f:11, %32), Ussak
(f:5, %17), Hicaz (f:5, %15), Gerdaniye
(f:1, %3), Kurdi (f:2, %6), Muhalif (f:2, %6),
Muhayyerkirdi (f:2, %6), Buselik (f:1, %3),
Muhayyer (f:1, %3) ve Segah (f:1, %3) makam
dizilerinin kullanildigi goriilmistiir.
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Tablo 7. Baykus semboliiniin goriildiigi tirkilerde
kullanilan makam dizileri

Tablo 8. Baykus sembolii goriilen tirkilerin ses
sinirlarinin dagilim

Tablo 7’de goriildugu gibi, 10 farkli makam
dizisinde gorulen bu tirkulerden Huseyni
makam dizisi ile benzerlik gosteren tirkiiler
(f:11, %32) kullanim sikligi bakimindan ilk
sirada yer almaktadir. Hiseyni makam
dizisinin tlrkilerde belirgin sekilde one
cikmasinin sebebi, “Tirk halkinin miiziksel
bellegine cabucak yerlestigi ve yurdun bircok
yoresinde kullanilis sikligi ile daha 6n planda
yer almasi, (..) toplumun ortak zevk ve
duygularinda birlestirici olan hiiseyni dizisi
herhangi bir mizik egitimi almamis halk
icin de birlikte uyumlu ve diger makamlara
oranla cok daha kolay seslendirilebilen,
dolayisiyla halkin bu sesler ve seslerin
olusturdugu eserler etrafinda daha kolay
birlestigi makam dizisi” (Kinik, 2011:468)
olmasidir. Bunun yaninda Ussak (f:6, %17) ve
Hicaz (f:5, %15) makam dizileri tiirkiilerdeki
kullanim siklig1 bakimindan ikinci siradadir.

Baykus Sembolii Goriilen Tiirkiilerin Ses
Sinirlan

Baykus semboliiniin gorildugl tirkiler 8
farkli ses sinirina sahiptir. Kirnk havalarin
ses sinirlarina bakildiginda, en az 4 en fazla
11 ses; uzun havalarin ses sinir1 ise en az 4
en fazla 10 ses araligina sahip oldugu tespit
edilmistir.

Makam Dizisi f % Tiirkiilerin Ses Sinin f %
Buselik 1 3 4 ses araligina sahip tiirkiiler 2 6
Gerdaniye 3 9 5 ses araligina sahip tiirkiiler 2 6
Hicaz 5 15 6 ses araligina sahip tirkiiler 3 9
Huseyni 11 32 7 ses araligina sahip tirkdiler 15 | 44
Kurdi 2 6 8 ses araligina sahip tirkiiler 5 14
Muhalif 2 6 9 ses araligina sahip tirkiiler 3 9
Muhayyer 1 3 10 ses araligina sahip tirkiler | 2 6
Muhayyerkirdi 2 6 11 ses araligina sahip tirkiiler | 2 6
Segah 1 3 Toplam 34 (100
Ussak 6 17 . - I

— Tablo 8 incelendiginde, tirki ezgilerinin
Toplam 34 100 2’sinin (%6) 4 ses sinirinda, 2’sinin (%6) 5

ses sinirinda, 3’uUntin (%9) 6 ses sinirinda,
15’inin (%44) 7 ses sinirinda, 5’inin (%14) 8
ses sinirinda, 3’uUntin (%9) 9 ses sinirinda,
2’sinin (%6) 10 ses sinirinda ve 2’sinin (%6)
11 ses sinirindan olustugu goriilmektedir.
Bu tirkilerin yansina yakinm (f:15, %44) 7
ses araligindadir. Ses sinirn en genis tiirkiler
11 ses araliginda olan “iki Puhu Bir Derede
Su icer” adli Bursa tiirkiisii ve “Gokyiiziinde
Yesil Yaprak” adli Kazim Birlik’in besteledigi
turkidir. En az ses araligina sahip olan
tlrkiler ise 4 ses genisliginde olan “Sahin
Yuvasina Baykus Tunemis” adli Sivas turkusu

ve “Karsida Kus Oturur” adli Ardahan
turkusuddur.
Baykus Sembolii Goriilen Tiirkiilerde

Kullamlan Ol¢ii Yapilari

Baykus sembolu gorulen 22 kirik havanin ol¢u
yapilarina bakildiginda, 9 farkli sekilde olcii
sayisinin kullanildigi belirlenmistir.
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Tablo 9. Baykus sembolii goriilen tirkilerin olci
yapilarinin dagiim
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Tablo 10. Baykus semboli goriilen tiirkulerin
sozlerindeki temalar

Tablo 9’da goriildiigl gibi, bu 22 tirkiiniin
en fazla 9’unda (%36) 4/4’lik olcinun
kullamldigr, 5’inde (%23) 2/4’lik olgi
sayisinin kullanildigi, 3’iinde (%14) 7/8’lik
olctiniin kullanildigr goriilmektedir. Ardindan
sirasiyla 1’inde 4/4-6/4 (f:1, %4), 9/4
(f:1,%4), 5/8 (f:1,%4), 6/8 (f:1,%5), 9/8
(f:1,%5) ve 19/8 (f:1,%5) olcu yapilarinin
tlirki ezgilerinde kullanildig1 goriilmektedir.
“Bahar Geldi Yine Yollar isledi” adli tiirkii
4/4’luk ve 6/4’luk karma olculerde notaya
alinmistir.

Aksak ritim olarak da adlandinlan 5/8,
6/8, 7/8, 9/8 ve 19/8 olcudeki turkulerin
dizim yapisi su sekildedir: 5/8’lik olcudeki
turkulerin duzim yapis1 2+3, 6/8’lik olcudeki
turkulerin duzim yapis1 3+3, 7/8’lik olcudeki
turkilerin  diuzim vyapist 3+2+2, 9/8’lik
olcudeki tirkulerin diiziim yapis1 2+2+2+3’tur.
Turkulerde cok sik karsilasilmayan bir olcl
olan 19/8’lik ol¢lideki turkiiniin diizim yapisi
2+3+3+3+3+2+3 seklindedir.

Tiirkiilerin

Baykus Sembolii Goriilen

Sozlerindeki Temalar

Baykus semboliiniin goriildiigii kirk havalarin
temasi genellikle ask-sevda (12), sitem (4),
gurbet (2), agit (1), deyis (1), dua-beddua
(1) ve kader (1) olmak Uzere 7 farkli sekilde
tespit edilmistir. Uzun havalarin temalar,
9’u sitem, 1’i kahramanlik-ovgu, 1’i gurbet-
hasret ve 1’i de agittir.

Olcii Gostergesi f % Tiirkii Sozlerindeki Temalar | f %
2/4 5 23 Agit 2 6
4/4 8 36 Ask-sevda 12 35
4/4 - 6/4 1 4 Dua-Beddua 1 3
9/4 1 4 Deyis 1 3
5/8 1 Gurbet 3 9
6/8 1 5 Kader 1 3
7/8 3 14 Kahramanlik-Ovgi 1 3
9/8 1 5 Sitem 13 38
19/8 1 5 Toplam 34 | 100
Toplam 22 100

Genel olarak baykus semboliiniin gorildigi
turkilerde sitem (f:13, %38) ve ask-
sevda (f:12, %35) temalarnnin one ciktigi
gorilmektedir. Sitem temali tiirkiilerde ask-
sevda, ask-sevda temali tiirkiilerde ise sitem
konularinin ic ice kullamldigina rastlanmistir.
Turkulerin sozlerindeki bu sitem, kisinin
icinde bulundugu hal ve duruma, sevgiliye,
kadere, baskalarinin davranmis bicimine,
alisilagelmis bazi ortam ya da mekanlarin
degisimine yoneliktir.

Turkulerde baykus adinin, puhu (Bursa)
ve dugguk (Antalya) olarak da kullanildig
goriilmektedir. Baykusun cogunlukla sitem
icerikli turkulerde kullanilmasinin yaninda,
Uzuntinin ve kaybin habercisi olarak
degerlendirilmekte ve ugursuzluk getirdigine
inanilmaktadir. Baykusun bulundugu alan
(bag, dag, viran, cay basi), kondugu ya
da tiinedigi yer (mezar, baba ocagi, dal,
dam) ve otusune iliskin sozlere siklikla
yer verilmistir. Garsida Giza Gurban adli
turkude “Hasimi Birini Severse Gonul, Diken
Bir Gul Olur Baykus Da Bilbul” sozleriyle
olumsuz bir durumun olumlu gosterilmesi
adina baykus ile bulbul aynm ifadede zit
anlamlarda kullamlmisti.  Dugguk kusu,
guguk kusu olarak dusunulebilir ancak turku
kayitlarinda baykus olarak belirtilmekte,
turkulerde kullamlan anlam1 bakimindan
da baykus ile ortusmektedir. Duggug ya da
dukkuk isimleriyle de adlandirilan “dugguk”,
Ozbek’in (2009: 165) calismasinda; biilbiil,
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ayn1 zamanda “baykus” ve “guguk kusu”
anlamlanyla verilmektedir. “Otme De
Dugguk Otme De Bagrim Eziktir, Soguk
Vurmus Baglarimiz Bozuktur” sozlerinde pek
cok turkiniun sozinde de yer alan baykus
ve bag iliskisi baglaminda anlamli bir iliski
bulunmakta ve ayrilik-hasret temasina vurgu
yapilmaktadir. Uzun havalarda baykusun
kondugu ve bulundugu yer ile Gtiisiine iliskin
sozlerde olumsuz bir durumu anlatma,
yalmzlik, ugursuzluk ve diisman ifadeleri
bulunmaktadir. Gine Yukselecek Turk Hava
Kusu adli tuirkiiniin genel temasi kahramanlik-
ovgu icerse de “Sahinler bu milke sokmaz
baykusu” soziinde baykusun disman safi
olmasina vurgu yapilmaktadir.

Sonug ve Oneriler

Tarihi siirec icerisinde Sibirya, Orta Asya,
Anadolu, Kafkasya ve Arap Yarimadas
gibi degisik cografyalara uzanmis Tirk
milletinin muhayyilesinde baykusun tarihin

ilk donemlerinden beri aynm anlamlan
tasimasi kolektif  biling kavramiyla
ilgilidir. ~ Turklerle  birlikte  dlnyadaki

diger milletlerde de baykusun sembolik
karsiigimin birbirine benzer sekilde olmasi
Rosiere’nin “aymi akli kapasiteye sahip olan
butin milletlerde muhayyile aym sekilde
tezahir eder”” ilkesiyle aciklanabilir.
Baykusun genellikle virane yerleri mesken
tutmasi, olimi ve ugursuzlugu cagnstirmasi,
binlerce yil oncesinden giiniimize kolektif
biling araciigiyla tasinan bir bilgi, alg

ve tecriibe aktarimi sonucudur. Bunun
yaninda, toplumumuzda bazi inanmalara
gore baykusun kesik kesik, normal ve

giig glig gliven seklinde &tisii olumlu
karsilanmaktadir. Kirgiz Turkleri arasinda da
baykus kutlu bir hayvan sayilmaktadir. Yazili
kaynaklarda baykus adi; sar1 kus, koca kus,
obur kus, olum kusu, kukumelko, puhu gibi
isimlerle anilmaktadir. Gecmisten guniimiize
Turk halk kiltirinde hayvan sembolizmi
baglaminda baykus semboliiniin, Tirk halk
miizigine siirsel ve ezgisel baglamda nasil
yandiginin analiz edilmesi amaciyla yapilan
bu calisma, nitel bir arastirma olup dokiiman
analizi modeliyle desenlenmistir.

2 Gennep, 1917: 284, Sakaoglu, 1992: 11’den.

Baykus Semboliintin Tirkiilerde Kullanim
Sikhigina Iliskin Sonuclar

Yapilan arastirmalar sonucunda,

»  TRT Mizik Dairesi Tirk Halk Miizigi
Repertuvari Nota Arsivi ve yore halk
sanatcilan tarafindan soylenerek kayda
alinmis plak, kaset, video gibi materyaller
taranarak 22’si kirnk hava, 12’si uzun
hava olmak kaydiyla 34 tirkide baykus
semboliiniin kullamldigr,

> Baykus  semboliiniin  gorildugi
tirkiler incelendiginde, “puhu” tiriinin
disinda hicbir turkude baykusun turiine ya
da cinsine iliskin bir detayin olmadigi,

»  Turkulerde baykus adinin, puhu
(Bursa) ve dugguk (Antalya) olarak da
kullamldig,

> Baykus  semboliiniin  bulundugu
turkulerin sozlerinde bilbul, sahin, yilan,
kumru, kargun, turna, alici kus, ar,
aslan, koyun, kuzu ve ciyan olmak uzere
12 farkli hayvan semboliiniin oldugu,

> Bulbulun, baykus  sembolinin
kullamldigr tiirkiilerde cokca yer aldig,
bilbul ve gulun turkulerdeki anlaminin ve
kullaniminin aksine, turkilerin timinde

baykusun diken ile iliskilendirildigi,
Uzuntunln ve kaybin habercisi,
bulundugu yerden kovulmak istenen,

disman, aynlik, ugursuzluk, olumsuzluk
cagristiran sembolik bir ifadesinin oldugu
sonuclarina vanlmistir.

Baykus Sembolii Goriilen Tiirkiilerin
Yorelere Gore Dagilimina lliskin Sonuclar
> Baykus  semboliinin  gorildiigi

kirnk havalarin Amasya, Erzincan, Usak,
Diyarbakir, Tokat, Mus, Corum, Bursa,
izmir, Ardahan, Antalya, Kirsehir, Sivas,
Malatya, Adana gibi Anadolu’nun pek cok
yoresinde gorildugi,

>  Baykus semboliiniin gorildigli uzun
havalarin ise Sivas, Kirsehir, Malatya,
Kars ve Elazig yorelerinde gorildugi; ic
Anadolu ve Dogu Anadolu bolgelerinin
haricinde diger bolgelerde rastlanmadigi,
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» Turkiulerde baykus semboliiniin
kullamldigt en yogun vyore olmasi
bakimindan en dikkat cekici yerin Sivas
yoresi oldugu sonuclarina ulasilmistir.

Baykus Sembolii Goriilen Tirkiilerinin
Makam Dizilerinin Dagihmina Iliskin
Sonuclar

» Baykus semboli goriilen 34 tirki
incelendiginde toplamda 10 farkli makam
dizisi ile benzerlik gosterdigi,

» Baykus sembolu gorulen 22 kirnk
havanin Segah, Ussak, Hicaz, Hiseyni,
Muhalif, Muhayyerkiirdi, Buselik ve Kirdi
olmak Uizere 8 farkli makam dizisiyle
benzerlik gosterdigi,

» Baykus semboli gorilen 12 uzun
havanin Gerdaniye ve Hiseyni makam
dizileri yogun olmakla birlikte, Ussak,
Muhayyer ve Kurdi gibi 5 farkli makam
dizisiyle benzerlik gosterdigi,

»  Baykus sembolu gorulen turkulerdeki
makam dizileri kullanim siklig1 bakimindan
degerlendirildiginde en fazla (f:11, %32)
Hiiseyni makami dizisinin kullanildig,
ardindan Ussak (f:6, %17) ve Hicaz (f:5,
%15) makam dizilerinin yaygin olarak
goriildiigui sonuclarina varilmistir.

Baykus Sembolii Goriilen Tiirkiilerin Ses
Sinirlarimin Dagilimina lliskin Sonuclar

» Baykus sembolu gorilen turkulerin
ses sinirlarinin dagilimina bakildiginda 4
ses (f:2,%6), 5 ses (f:2,%6), 6 ses(f:3,%9),
7 ses (f:15%44), 8 ses (f:5,%14), 9 ses
(f:3%9), 10 ses (f:2,%6) ve 11 ses (f:2,%6)
genisliginin oldugu,

» Butirkilerinenaz4 (f:2,%6) en fazla
11 (f:2,%6) ses araligina sahip oldugu,

»  Turkulerin yanisina yakininin (f:15,
%44) 7 ses araliginda oldugu sonuclarina
varilmistir.

Baykus Sembolii Goriilen Tirkiilerin Olcii
Yapilarina lliskin Sonuclar

» Baykus sembolu gorilen turkulerin
olcli yapilan incelendiginde, 2/4, 4/4,

2022, 10(4) 531-557

551

GOk & Yesildal

4/4-6/4, 5/8, 6/8, 7/8, 9/8 ve 19/8
olciilerde tirkilerin  bulundugu ve
en yaygin 4/4’luk (f:9, %36) olcunun
kullamldig,

> 5/8’lik olcudeki turkilerin dizim
yapisinin 2+3, 6/8’lik olcudeki turkulerin
duzim yapisimin 3+3, 7/8’lik olcudeki
turkulerin duzim yapisinin 3+2+2, 9/8’lik
Olcudeki turkulerin duzum yapisinin
2+2+2+3, 19/8’lik olcudeki turkunun
duzum yapisinin 2+3+3+3+3+2+3 seklinde
oldugu sonuclarina varlmistir.

Baykus Sembollii Goriilen  Tiirkilerin
Sozlerindeki Temalarina Iliskin Sonuclar
> Baykus  semboliiniin  gorildugi

turkulerde sitem (f:13, %38) ve ask-sevda
(f:12, %35) temalarinin one ciktigi,

»  Turkilerin  sozlerindeki  sitemin,
kisinin icinde bulundugu hal ve duruma,
sevgiliye, kadere, baskalarinin davranis
bicimine, alisilagelmis baz1 ortam ya da
mekanlarin degisimine yonelik oldugu,

» Turkulerde baykus adinin, puhu
(Bursa) ve dugguk (Antalya) olarak da
kullanmildigr,

>  Tirkilerde baykusun, kondugu ve
bulundugu yer ile 6tistine iliskin sozlerde
olumsuz bir durumu anlatma, yalmzlik,
Uzuntunin ve kaybin habercisi olarak
degerlendirildigi, ugursuzluk getirdigine
inanildig1 ve diisman olarak gorildiigi
sonuclarina ulasitmistir.

Oneriler
ilerideki Arastirmalara Yonelik Oneriler

> Baykus semboliiniin Tirk miiziginin
diger alanlanndaki kullamimi calisma
modeli 6rnek alinarak incelenebilir.

> Baykus sembolliniin Tiirk halk miizigi
eserlerine dahil olusu sirasinda aktif
olarak rol oynayan sozlu kilturel aktarim
ogeleri cok yonlu olarak incelemeye tabi
tutulabilir.
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» Kaynak sahislar belirlenerek yoresel
ve bolgesel gorisme ve gozleme dayali
arastirmalar yapilabilir.

> Tirk halk miizigi sanatcilan ile
baykus sembolunun kullanimina yonelik
icraya, beste ve gufteye dair betimleyici
arastirmalar yapilabilir.

Uygulamacilara Yonelik Oneriler

» Hayvan sembolizminin Turk halk
miizigi eserlerindeki yansimalar1 ve bu
yansimalarin kokenlerine dair disiplinler
arast akademik bilgileri seminerler,
konferanslar ve aciklamali dinletiler gibi
faaliyetlerde pekistirici unsur olarak
sunabilirler.

Arastirmanin Sinirhihklan

Arastirma 10.06.2022-15.10.2022 tarihleri
arasinda arastirmanin konusu ve icerigine
yonelik ulasilabilen kitap, makale, bildiri, tez
gibi yazili dokiimanlar, TRT Tiirk halk miizigi
repertuvar arsivinde yer alan ve sozlerinde
baykus sembolu olan 34 turku ve Turk halk
mizigi sanatcilarinin icra ettigi tirkilerin
ulasilabilen video kayitlar ile simirlidir.

Bilgilendirme

Bu arastirma Akdeniz Universitesi Bilimsel
Arastirma Projeleri Koordinasyon Birimi
tarafindan kismen desteklenmistir. Yazarlar
arasinda herhangi bir cikar catismasi
bulunmamaktadir.  Arastirma  esnasinda
baz1 turkiulerin ses kayitlarina ulasmada
katkilarindan dolayr TRT Antalya Radyosu
yetkililerine tesekkir ederiz.
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Reflections of animal symbolism on Turkish folk music: A
case study for the “Owl”

Extended Abstract

Societies that have lived in nature for centuries have attributed some meanings to plants and animals which
shape their lifestyles in both their cultural structures and their religious beliefs. Animal and plant symbols
are widely used in folk songs, which are one of the most important elements of the oral culture of the
people. In addition to their appearance, many features of animals such as flying, swimming, running and
hunting have been a source of inspiration for the members of the observant society and have created their
material and cultural creations in this context. Fish that can swim in the water, birds that can fly due to their
magnificent anatomical features, especially snakes that can live both on the ground and underground, and
many other animals with their physical strength, speed, sight, hearing and high sensing ability have attracted
the attention of archaic people. As a result, they became a part of myths, and thus of the first religious
and scientific experiments, and later of popular beliefs. Birds have an important place among animals that
have many beliefs about themselves. Birds have been blessed in all world mythologies due to their ability to
fly, to see the earth even from a high altitude and to hear (specific to some species), and they have found
a place for themselves with the extraordinary features obtained as a result of this blessing. Birds such as
Anka, Simurg, Phoenix and Garuda are some of them. In the folk beliefs that replaced the myths over time,
the mythical birds were replaced by the birds encountered in daily life. Some of the extraordinary things
attributed to mythical birds and the beliefs arising from these extraordinary things have been transferred
to them thanks to the collective consciousness. One of these birds, the “owl”, usually inhabiting desolate
places, evoking death and bad luck, is the result of a transfer of knowledge, perception and experience
that has been conveyed through the collective consciousness from thousands of years ago to the present.
Additionally, according to some beliefs in Turkish society, the intermittent, normal and muffled crowing of
the owl is welcomed. Among the Kyrgyz Turks, the owl is considered a blessed animal. Owl name in written
sources; It is also known as a yellow bird, big bird, gluttonous bird, death bird, kukumelko and puhu. One
of the best ways to transfer the traditional culture of Anatolia and Rumelia from generation to generation is
through folk songs. Turks living together with nature expressed all the events and observations in their lives
with folk songs. In addition to the use of the name owl as puhu (Bursa) and dugguk (Antalya) in folk songs,
the owl was often considered as a harbinger of sadness and loss, indicated as an enemy and believed to bring
bad luck. In this study, document analysis technique, one of the qualitative research methods, was used. It
aims to determine the reflections of the owl symbol on the Turkish folk songs of the Anatolian field in a poetic
and melodic context. In this research, answers are sought to the questions of how the owl symbol is seen in
the context of animal symbolism, how often it is used in folk songs, in which regions, in which magam scales,
in what sound widths and measures, and what the themes are in the lyrics of the folk songs. There are 25
recorded folk songs in the TRT Turkish Folk Music Repertory archive and 9 unregistered folk songs, in which
the name Owl is mentioned, a total of 34; The region and its composer, magam sequence, sound width, scale
and the theme in its lyrics were examined by creating a table. The magam order of these folk songs, whose
themes are reproach (f:13, 38%) and love (sevda) (f:12, 35%), is mostly “Huseyni” (f:11, 32%). The number of
measures of folk songs with a pitch of at least 4 (f:2,6%) and a maximum of 11 (f:2,6%) is 2/4, 4/4, 4/4-6/4,
5/8, 6/8. It was seen in 8, 7/8, 9/8 and 19/8 measures, and it was determined that the most common (f:9,
36%) 4/4 measure was used. Rhythmic melodies in which the owl symbol was used; It is seen in many regions
(cities) of Anatolia such as Nevsehir, Amasya, Erzincan, Usak, Diyarbakir, Tokat, Mus, Corum, Bursa, izmir,
Ardahan, Antalya, Kirsehir, Sivas, Malatya and Adana. While non-rhythmic melodies were detected in Sivas,
Kirsehir, Malatya, Kars and Elazig regions, they were mostly seen in Sivas folk songs.

Keywords
folk song, owl, symbol, Turkish folk music

557



558



RAST MUSICOLOGY JOURNAL
Research Article

2022, 10(4) 559-578

Recapitulation of Malay asli music genre transcriptions for a
chamber trio employing music score analysis

Violetta Ayderova

Lecturer, Faculty of Music and Performing Arts, Universiti Pendidikan Sultan Idris, Perak, Malaysia, Sultan
Idris Education University, 35900, Tanjung Malim, Perak, Malaysia.
Email: violetta@fmsp.upsi.edu.my ORCID: 0000-0002-1150-3768

DOI 10.12975/rastmd.20221046 Submitted October 5, 2022 Accepted December 29, 2022

Abstract

Music transcription in notation form is preferred method of preserving traditional music, which is
generally transmitted orally. The purpose of this study is to generate educational materials through the
collaborative analysis and editing of six transcriptions of Malay asli music for a flute, viola, and piano trio.
The central concerns of this research are whether the six transcriptions sufficiently convey the features
of this traditional music form whether these features should be imitated from the original sound. The
research is practice-led and involves experimental and analytical approaches employed by participants
who assume the role of researcher and collect data via self-observation. Following the recapitulation
outcomes from the analyses of the transcribed music scores, the six transcriptions were corrected with
modified interwoven voices, a range of sound pitches for each musical instrument, and a classification of
the rhythmic styles, music structure, and texture. The resulting transcriptions resemble typical Western
music scores, which are required to convey traditional music features through the imitation of previously
listened-to audio or video recordings of traditional ensemble performances. An advanced understanding
of the interpreted transcriptions through music score analysis may have significant practical benefits for
music performers, educators, and learners preparing to perform Malay asli music. Additionally, this may

provide a future framework for scholarly work on classical ensembles.

Keywords

asli, chamber trio, music form, music score analysis, transcriptions

Introduction

Among classically trained musicians, one
prevalent approach to performing the
traditional music of foreign culturesinvolves
the use of musical notation transcriptions.
Such transcriptions may provide musicians
with music-analytical interpretations of
the expressions of a particular music form
via reliance on intercultural borrowing.
The need for music transcription and
arrangement emerged in the nineteenth
century as a means of fostering social
interaction during home entertainment

activities (Casagrande, 2019; Irving,
2014; Miller-Kay, 2018). Through music
transcription analysis, musicians can

discover new varieties of music and come
to understand the historical evolution
of musical forms while developing their
own critical and creative thinking skills.
Determining the structure and mix of
melodic phrasing, rhythmic patterns, and
texture is an essential aspect of exploring

transcriptions of traditional music (Dansby,
1989).

Malay asli is one of the lesser known and
explored forms of traditional music.
According to a brief definition provided in
the Dictionary of the Art of Music, Malay
asli is a syncretic music form performed at
a slow, leisurely pace of 2/2 or 4/4 time
signature, typically in diatonic scales with
flat 3rd, sharp 4th, and flat 7th chromatic
tones (Arshad et al., 2022; Kong-Chiang,
2009, 12-13; Matusky & Tan, 2017; Mazlan
et al., 2020). Syncretic music in Malaysia
emerged in the sixteenth-century post-
Portuguese period. The music form involves
unique rhythmic patterns such as the asli,
inang, zapin, masri, and joget, which are
typically produced by drum instruments
and integrated from Arab, Indian, Chinese,
and Western music (Arshad et al., 2022;
Matusky & Tan, 2017, p. 6; Mazlan et al.,
2020).

559



Recapitulation of Malay asli music genre transcriptions for a chamber trio employing...

a)
Zapin style
.4 tak 2
Rcbanaﬂrzm‘_—g‘—b—tu—r—ﬂ
b)
Inang style
Rebana —IH{:-Z%;g—;%%%——ﬂl
/
c)
Masri style
wk 7 7 d 7 4
RcbanaJHF%T——-—.-ﬁrv—.——lﬂ
ungp 7y 7 r i
d)
Joget style
5
Rebana 0 . 3 rv

Notes 1. The basic rhythmic styles comprising Malay
asli music form

Malay asli music form consists of a linear
texture with embellishments in the
instrumental and vocal melodic lines,
making it more appealing (Matusky & Tan,
2017, p. 311). ‘Dondang Sayang’ is one of
the oldest prominent songs that represents
the asli musical framework, which is
characterised by a lyrical improvisational
style derived from the Chinese diaspora in
Melaka (Chopyak, 1986; Matusky & Tan,
2017). Historically, Malay asli traditional
music was transmitted orally from family,
cultural community members and traditional
ensemble musicians to apprentices (Irving,
2014; Isyak, 2018; Matusky & Tan, 2017;
Shah, 2013).

Accordion

Gambus (Oud)

Gong

Photograph 1. Music ensemble instruments for performing Melayu Asli traditional music

Generally, this music is comprised of a
simple main melody that is elaborated by
traditional ensemble instrumentalists who
add improvisational musical embellishments
such as glissando, turns, acciaccaturas,
mordents, and combinations of running
passages (Isyak, 2018; Mazlan et al.,

2020). Malay asli traditional music is rarely
published in fully notated transcriptions
or arrangements for individual classical
Western instruments. Thus, publications on
Malay asli music transcription predominantly
consist of textual research on the music
itself, comprising general definitions of
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the characteristics of traditional musical
instruments, pitch, and rhythmic styles
(Arshad et al., 2022; Irving, 2014, p. 199;
Mazlan et al., 2020). Consequently, since
the nineteenth century, few publications
have focused on the study and practice of
transcribing Malay asli traditional music,
mainly for piano or flute. One of the most
significant transcriptions of Malayan tunes
book was published for piano by James Low
in 1837 (Irving, 2014).

MALAYAN.

" Chinteh manis gunong.

#@E@*—-—'ﬁr—%@

Der umbun ka-terunti.

; 4 e 7z e 2
J g Wi |

#%’:E‘r?ﬁﬁjr‘:%%?ﬂff:?xﬁﬁ

Notes 2. Malayan tunes published for piano by James
Low in 1837 (Irving 2014:208)

To expand intercultural education and
performance repertoire for classical
instrument musicians, there is a need for
notated transcriptions of traditional Malay
asli music. However, creating transcriptions
of this music is only possible using existing
audio and video recordings of traditional
Malay ensembles, who perform this music
with their own style improvisations that
are never fully notated. Generally, these
performances involve a melody supported by
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chord progression. In this study, the Malay
asli songs ‘Bunga Tanjung’, ‘Tanjung Puteri’,
‘Rancak Bertemu’, ‘Dondang Sayang’,
‘Laksamana Raja di Laut’, and ‘Pantun Budi’
are chosen and transcribed for a trio of
flute, viola, and piano using Western music
notation. At the initial stage of the research,
these transcriptions are created with the
intention of developing educational materials
and presenting a concert performance. In
addition, the recapitulation of transcribed
songs is necessary as a framework to achieve
cognitive comprehension in transferring the
musical expressiveness of this unique music
form (Dansby, 1989; Shaffer, 1995; Stain,
1962).

This article presents findings from the
recapitulated analysis of transcriptions of the
Malay asli form, which are slightly modified
to verify and facilitate the transmission of
the main aspects of the interpreted music.
The researcher, participant-performer, and
observer viewpoints of this analysis are
reported by the violist of the trio ensemble.

Problem of Study

The primary aim of the study is to produce
transcriptions of Malay asli songs for a
trio ensemble of flute, viola, and piano
and to determine a suitable repertoire
for a concert performance. Successive
rehearsals and suggestions from an expert
performer of traditional Malay asli music
will allow us to define convenient solutions
to achieve balance between the instruments
and implement them in transcriptions. As
mentioned above, the subject of this study
is the six transcriptions, which are a means
of Malay asli recapitulation analysis from the
perspectives of classical musicians.

Objectives
» To analyse and clarify tempo
varieties, music form structure,

texture, tonality, scale features, voice
interlocking, and rhythmic patterns
implemented in transcriptions of Malay
asli music created for a piano, viola, and
flute trio.
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» To explore music embellishments
in audio-video recordings of traditional
ensemble performances of Malay asli
music that should be implemented and
imitated by the trio musicians in the
performance of the six transcriptions.

» To verify that recapitulated
corrections of music transcriptions
meet the level of educational and stage
performance materials for ensemble
musicians.

Methodology

The key features of this practice-led research
involve the adoption of experimental and
analytical approaches in data collection
carried out by researchers who combine
the dual roles of researcher and participant
and employ self-observation (Williamon et
al., 2021, p. 86). The researchers draw on
introspective observations of their musical
performance experiences and work with
a local traditional Malay asli music expert
to listen to and replicate the advised

demonstrations to acquire the subtleties
of musical phrases that are not apparent
to classically trained musicians (Marshall
& Rossman, 1989; Williamon et al., 2021).
Numerous video recordings of Malay asli
songs performed by traditional ensembles,
music scores available in libraries, and other
online sources are used by the researchers
(Rosny & Rosly, 2018).

Participants

A trio of professional Western classically
trained instrumentalists (a pianist, violist,
and flautist) and a Malay asli traditional
musician who plays the flute and rebana
serve as participant-researchers for this
study. All four participants are educators
from the Faculty of Music at Universiti
Pendidikan Sultan Idris, Malaysia, who
teamed up in 2016 to work on this research
project. Local music students from the same
music faculty were recruited to assist with
the notated transcription of this distinctive
musical form.

Table 1. Demographics of participant-researchers

Participant No. | Gender Age Seniority Expertise
1 Female 50 Doctor senior Flute
lecturer
2 Female 34 Doctor senior Piano
lecturer
3 Female 42 Lecturer Viola
4 Male 55 Leqturer and Malay | Flute, r.eb_ana, music
asli expert transcription
5 Male 28 Master student Rebgna, trom!)ope,
music transcription
6 Male 23 Bachelor student Music transcription
7 Male 22 Bachelor student Music transcription
8 Male 23 Bachelor student Music transcription
9 Male 24 Bachelor student Music transcription
Materials in this study. These songs were chosen based
TheMalay aslisongs ‘BungaTanjung’, ‘Tanjung " the appropriateness of the timbre of the
Puteri’, ‘Rancak Bertemu’, ‘Dondang flute, viola, and piano to convey the sounds
Sayang’, ‘Laksamana Raja di Laut’, and of traditional Malay asli music as precisely

‘Pantun Budi’ were selected for transcription

as possible. The songs were transcribed
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using a Western notation system on Sibelius
music software, and Western ornamentation
symbols were added to facilitate reading for
classical instrumentalists. The exploration
and preparation of transcriptions of Malay
asli music for educational and stage
performance repertoire were implemented

2022, 10(4) 559-578

Ayderova

during rehearsals at the music faculty.
Subsequently, to highlight the elements
of the traditional music style, drum parts
(rebana) were added to the transcriptions.
Devices such as laptops and mobile phones
were used for sound and video recordings.

Table 2. List of transcribed Malay asli traditional songs

Time Scale
Title Rh:(ttyhlemlc ;lng:i?ar; and Structure form | Embellishments
per minute Key
Heptatonic scale | Folk song form Tri!ls and
;| ‘Laksamana 2apin 4/4 G minor (ABB’A’CBB’A'C”) ;V;;ZZ:SOS;
Raja di Laut’ 100 bpm (srl‘1arp 4* and Introduction and | compound
7% cadenza gruppetto (turn)
Acciaccatura,
. Binary form passing notes
Pantun 4/4 Heptatonic scale (ABA'B") passage, trills,
2. Budi’ zapin C minor ] and written-
u 110 bpm (sharp 7*) Introduction and [ out passages
cadenza of compound
gruppetto (turn)
N Binary form Written-out
‘Bunga 4/4 Diatonic scale (AABB) of trills with
3. Tan't?n , asli G major i inverted
jung 40 bpm (flat 6 and 7t Opemng and mordent and
closing cadenzas | trills with turns
Ternary (song) '
Heptatonic scale | form Written-out
4 ‘Tanjung masri 4/4 D minor (ABA'ABA) inverted
" | Puteri’ and zapin | 90 bpm . mordent and
(sharp 7t Introduction trills
No cadenza
Heptatonic scale Folk song form Tri!ls and
j|oomsme o | 44 foma [ |t
‘| Sayang’ 65 bpm No introduction d
(sharp 4*" and compoun
flat 7%) No cadenza gruppetto (turn)
Complex folk
/4 Heptatonic scale | song form
: (AN, A, A7, .
‘Rancak . 72 bpm | D major A AT B AY Acciaccatura
6 | Bertemu’ fnang and 120 B") 777 [ and till
sharp 4% and . .
bpm 1£1at 3?(, and 7t No introduction
No cadenza
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Procedure

The exploration and negotiation of verbal
reports and concepts from the individual
practice sessions of each instrumentalist
took place during each rehearsal session.

Experimentation involved employing
different approaches to editing the
transcribed songs within the general

music structures utilised in traditional
performance, the interweaving of voices, and
the range of sound pitches for each musical
instrument. Embellishments to melodies
and improvisations were added based on
video-audio recordings of traditional Malay
asli ensembles and suggestions from the asli
expert.

Photograph 2. Practice and discussion sessions

Results
Laksamana Raja di Laut (Hero of the Sea)

This transcription for a classical trio ensemble
is an interpretation of the song Laksamana

Raja di Laut, composed by Suhami Mohd Zain
in the contemporary zapin style produced by
Vangelis Tika Spencer and Mohd Pauzi bin
Majid.

Laksamana Raja di Laut (04:16)
Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova

Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid

Rebana 2: Mustagim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 1. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 1)

The music transcription is written in
compound strophic or folk song form
(ABB’A'CBB’A’C’), with a  two-part

introduction in G minor (sharp 4th and sharp
7th). The first reprise comprises impetuous
passages played in unison on the flute, viola,
and piano in semiquavers with syncopated
patterns. The passage ends in descending
triplets on a dominant chord. The second
part of the introduction commences with a
cadenza (awritten-out improvisation) of flute
solo playing across changing time signatures
accompanied by piano in broken pedalled
chords, which ends in a sequence of chords

V-VI-V, producing an imperfect cadence.
This is followed by an exposition section (A),
which opens with a two-bar, unison prefix
of resolute expressions played on the flute,
viola, and piano. This progresses into a life-
affirming melody, led by the viola (verse),
intercepted by the flute, and accompanied
by the piano imitating a rhythmic pattern in
zapin style. This section ends with a suffix
(chorus), three instrumental passages in
total unison, finishing in dominant cadence.
The development section (B), led by the
flute in a continuous life-asserting mood,
is supported by the viola in short phrases,
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and in the third voice, at intervals in
the main melody, accompanied by the
piano accompanies in syncopated chord
progressions, leading to the suffix (chorus),
with all three instruments in full unison. In
the developmental section (B’), the lead role
is passed to the viola, with the flute following
in unison in identical rhythmic patterns at
mixed harmonic intervals accompanied by
the piano in syncopated harmonic chords in
the right hand, while the left hand exposes
a bass zapin rhythmic pattern with a suffix
(chorus) ending with all instruments in full
unison. The recapitulation section comprises
an arch form (A'CBB’A’C), summarising an
improvised exposition section (A’). It includes
a new reprise section (C) that culminates in
full unison passages (chorus) on the dominant
chord, returning to the development
sections by repeating (BB’), which ends in

Laksamana Raja Di Laut

for Flute, Viola,, Piano and Two Rebanas (Congas)

Edited by Karen As
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a coda. The (A’) section, initially led by the
flute alone, is later empowered by adding
a similar melody from the viola with an
interval of six (down) to highlight a sense
of victory in the sea element. Concurrently,
both hands on the piano transition to the
basso register to keep illustrating the zapin
rhythmic style. The coda represents a
slightly improvised reprise (C) section that
concludes with a duet of flute and viola in
mixed harmonic voice intervals common in
Eastern music. The coda continues with the
zapin rhythmic pattern on both hands of the
piano and ends in a unison (chorus) passage
of three instruments. Finally, it transits
into an exciting perfect cadence in a pace-
ascending scale in thirds on the flute and
viola, supported by the piano in a semibreve
dominant chord that ends on the tonic chord.

;‘:L’ r»;‘ A ) :

- -

= 3 = — = =
Reb 1, [P Jx" === J i a1

B e e e e e e e e e s e e e e

Notes 3. Music score transcription (part) of Laksamana Raja di Laut
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Pantun Budi (Poem of Good Deeds or
Quatrain of Kindness)

This transcription of the song Pantun Budi
(or Zapin Budi) is an interpretation by Mohd

Mustagim Abdullah and Mohd Pauzi Majid.
Zapin is the most prominent rhythmic style
of the Malay asli form and is presented in
this renowned song.

Pantun Budi (03:53)

Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova
Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid
Rebana 2: Mustagim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 2. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 2)

The song creates the impression of a pleasant
dancing atmosphere. The transcription is
written in simple binary form (ABA’B’) and a
heptatonic C minor (harmonic) scale with a
sharp 7th tone. The introduction—described
as Taksim in Malay traditional language—
is typically an improvisation played by a
traditional ensemble player on the gambus
or violin in a cadenza style in rubato tempo
(measure-free). For this study, an asli genre
specialist interpreted the improvisation for
the flute and wrote it out into a notated
music score as an illustration of one of the
potential variations. This melody is enriched
with a range of embellishments, such as
acciaccaturas, passing notes passages, and
trills, ending with a gruppetto (turn), all
of which were written out note by note in
detail, like passage groups, in the music
score. During experimentation, it was
decided that the Western ornamentation
symbols be added only for a particular
sequence of note groupings for which they
are well suited. The exposition begins in bar
20, with the piano (chorus) right hand playing
the primary melody (A), accompanied by a
distinctive zapin beat on the piano left hand.
After four bars, this theme is transferred
to the viola, on which it is embellished
with a mordent pattern, while the piano
continues to play a harmonised zapin rhythm
as an accompaniment part. At the end of
the first section, the viola and piano play
a descending passage in a heterophonic
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texture, finishing in a dominant cadence.
The second part of the exposition (B) is
converted into interlocking controversial
conversation melodies between the flute
and viola, repeated as a reprise, which
seamlessly transits into the first main theme
(A’). However, this time, the theme is again
played on the flute, and after experimenting
several times, it was agreed that this melody
should be enhanced with a specific zapin
kopak rhythmic pattern in bar 46, played on
the viola on double strings in a lower register.
Typically, the kopak rhythmic pattern as
a special excerpt is originally performed
by drum players (marwas or rebana) in an
interlocking manner as a bridge between
sections (verses). The developmental part
that follows opens with the second melody
from exposition (B’). During rehearsals, it
was decided that this part should be handed
over to the piano right hand, while the left
hand, with extended double notes in fifth,
sixth, and fourth intervals, is accompanied
by the flute and viola in weak beats (from
the 2nd and 4th beats) bars 51-57. This
section continues—bridged by a descending
stepwise scale on the viola—preparing the
refrain of the second part of the exposition
(B, A’, B, A'), which is an interlocking
conversation between the flute and the viola.
Meanwhile, the piano plays a harmonised,
prolonged rhythmic pattern typical of the
zapin style during both the exposition and
the refrain. The major chorus theme, bars
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74-79, is used to complete the final coda
(described as tahtim or wainab in Malay
traditional language), which is performed in
unison on the flute and the piano, with an
accompaniment on the viola characterised

Pantun Budi

for Flute, Viola, Piano and Two Rebanas

e
)

b
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by a kopak rhythmic pattern. The coda
concludes with a heterophonic descending
scale passage played in unison on all three
instruments.

o

Reb2, [T—=42

Notes 4. Music score transcription (parts) of Pantun Budi

Bunga Tanjung (Cape Flowers)

The contemplative sound of this song
portrays a gorgeous flower named Bunga
Tanjung. The form and structure of the music
transcription of this song in the Malay asli

traditional form for a classical trio ensemble
is an interpretation by a professional
performer of the Malay asli music, Mohd
Pauzi Bin Majid.

Bunga Tanjung (03:29)

Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova
Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid
Rebana 2: Mustagim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 3. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 3)

The basic structure of a Bunga Tanjung song
is the binary form AABB, which includes
opening and closing cadenzas on the flute
at the beginning, and on the viola at the

end. Playing on the piano are broken
arpeggio chords and tremolo rhythmic
patterns supporting the main melodies.
Both cadenzas are written out in G major
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and rubato (measure-free) tempo, which
the traditional asli musician would often
improvise. Each cadenza comprises two
phrases: an introduction and an elaboration
with flat 6th and 7th tones of the diatonic
scale. The elaboration phrase ends with
an imperfect cadence (V), anticipating an
ensuing main section characterised by a
distinct sense of the rhythmic style of asli
music. Two reprises, with interweaving
instrumental phrases in stepwise motion
and rhythmic layers acting as a discussion
between two voices complementing one
another, make up the exposition. The first
reprise (AA) is led by flute and supported
with a heterophonic texture as a counter
voice using an interval of third on the viola
and on the piano right hand, while the bass
line of the piano left hand illustrates the
rhythmic pattern of asli. For the convenience

of the reader, ornamentations such as trills
with inverted mordent in descending running
passages and trills plus turns in connecting
passages in the flute part were written out.
After conducting a variety of experiments,
it was decided that the second reprise (BB)
should begin led by the viola accompanied by
brief counter melodic flute phrases, with the
piano providing support for both instruments
with a brief reply in bars 27-28 in the right
hand, while the left hand emphasises the
asli rhythmic pattern. It was decided that
the flute passage in bars 30-34 be enhanced
with a heterophonic assist from the piano at
a third interval in the right-hand stepwise
passage. In bars 36-37, the viola, flute, and
the right hand on the piano all play the same
cadence in a heterophonic texture, leading
to the finish of the last cadenza on the viola.

Bunga Tanjung
for Flute, Viola, Piano and Two Rebanas 16
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Notes 5. Music score transcription (

Tanjung Puteri (Cape of Princess)

This song is considered a Malay asli
traditional song and was composed by Ali

parts) of Bunga Tanjung (Cape Flowers)

Othman. The music transcription of the song
for the flute, viola, and piano ensemble is an
interpretation by Adib Bunyamin.
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Tanjung Puteri (03:20)

Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova
Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid
Rebana 2: Mustaqgim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 4. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 4)

By combining homophonic and heterophonic
textures, the transcription was transcribed
in the traditional ternary (song) form
(ABA’ABA) in D minor heptatonic scale. The
song should be played with an imaginary
sense of contemplating the view of Tanjung
Puteri’s sandy beach and its entrancing
sunset scenery. The introduction combines
two sections. It was decided that the first
section should commence from six bars
with a piano-led melody that ends in a trio
unison in a half-dominant cadence, which
leads to the second section. Bars 7-9 of the
second section of the introduction provide a
continuous polyphonic dialogue between the
flute and theviola, with the piano contributing
harmonic accompaniment and a steady Masri
rhythm on the piano left hand. Following
bars 10 through 15, featuring octave-unison
playing on the flute and viola, the piano
joins in bar 15, ending with perfect cadence.
The exposition part (A) comprises the seven
bars of flute solo melody accompanied by
the piano in a harmonised and maintained
Masri rhythm. The viola enters with a bridge
phrase in bar 24, and from bars 27 to 32, the
viola interweaves with the leading melody
of the flute—which is an octave higher—
in brief replies throughout the next eight
bars. This section commences with a bridge
(prefix) of four bars of short viola phrases,
which leads to the main second melody,
modulating into a parallel G minor mode
with a rising fourth note. In bars 37 to 44,
the melody is led by the flute and assisted by
the melodic intervals on the viola in minims
and short contradictory phrases while the
piano accompanies both instruments in
arpeggiated chords, leading to the unison of
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three instruments in two bars and ending in
a dominant cadence. The refrain melody (A’)
in bars 45 to 52 is led by the viola intertwined
with contrasting dialogue on the flute while
the piano sustains and integrates both
instruments with warm broken chords and
the Masri rhythm. The reprise that follows
contains the second part of the main melody
(A) of the exposition, which overflows into
(B) and flows back to the main melody (A).
The coda commences in bar 80, with an
agitated sense conveyed by the viola, along
with arpeggiated semiquavers on the piano.
The coda then culminates with all three
instruments playing in unison, ending in a
tremolo.
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Tanjung Puteri

for Flute, Viola, Piano and Two Rebanas (Congas)
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Notes 6. Music score transcription (parts) of Tanjung Puteri (Cape of Princess)

Dondang Sayang (Love Song)

One of the most prominent Malay songs,
Dondang Sayang (love song), from which
the Malay asli form is derived, originated
around the 12th to 15th centuries (Ho 2004).

The music transcription of this song for the
trio ensemble is an interpretation by Nazmi
Muzaffar and Pauzi Majid, with the intention
of conveying the authentic mode.

Dondang Sayang (3:17)

Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova
Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid
Rebana 2: Mustagim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 5. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 5)

The song should be played expressing a
light-hearted, entertaining, dancing mood.
This transcription is written in D Major with
additional sharp 4th and flat 7th tones.
It follows a traditional song format, with
verses and choruses (AA'BA’'B’) repeated
based on the number of verses (Matusky and
Tan 2017, 312). In this transcription, the
viola is given the role of counter melody,
originally performed on the violin as a

preparation melody for the vocalists, whose
melody line is presented on the flute in this
interpretation. The music transcription of
the song opens with a four-bar prefix melody
on the viola. In bar 3, the piano right hand
joins in as a heterophony melody, an octave
down. Together, the viola and the piano
culminate in a tonic triad enhanced by trill
embellishments on the viola. After some
experimentation, it was decided to empower
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all the leading melodies on the viola with a
heterophonic texture on the piano, except
bars 33 to 37. From bar four, the flute
enters with the main verse melody (A),
with the piano right hand joining in on the
fourth beat. In bar five, the viola takes over
in unison with the melody on the flute an
octave down. In bar six, the viola is in unison
with the piano right hand, again in thirds
and stepwise, countered to the melody on
the flute, while the piano left hand sustains
the melody in the bass with octave steps
in harmony. Together, all three instruments
illustrate the majesty and cheerfulness that
characterise the song. The prefix melody on
the viola then arrives back (A’) in bar 7 as a
core section with a fortified piano texture on
the piano right hand and an empowered bass
line in octaves on the left hand. Meanwhile,
the flute emphasises the distinctive rhythmic
pattern of a little counter phrase in bar 10. In
bar 12, the melody on the viola is highlighted
with a piano ornamental descending
passage, bringing both the piano and the
flute to a dominant cadence. The bridge, or
prefix, beginning in the second half of bar
14, is produced with a heterophonic texture

Dondang Sayang

for Flute, Viola, Piano and Two Reba

as)
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in the subdominant key of G major on the
viola and piano in the two subsequent bars,
transferring it to the chorus melody (B) in the
main tonality of D major. The flute represents
the chorus melody (reprise section, bars 17-
22), and the viola, in heterophony with the
piano, sustains it with counter-short melodic
responses. In bars 23-24, the reprise section
ends with the flute and viola in unison in an
octave melody, supported on the piano right
hand with a harmony progression and on
the left hand with a vigorous asli rhythmic
pattern. From bar 25, the three voices are
combined into a homophonic texture that
returns to the first verse section. Before
the flute verse melody begins at bar 29, the
prefix viola melody from bar 27, enhanced
by piano broken arpeggio chords, drives
both into unison in an octave interval. In the
developing part, the flute continues like a
vocal melody, supported by energetic asli
rhythmic patterns on the piano from bars 42
to 51 in both hands. Then, the flute transits
forward through the second chorus section
(B’), with a reprise that concludes the music
work with all instruments in unison.

) ;
“?‘ —
R s
my Vo a—
frvwewe e~ /la >, ,A,,-,,,% FEErE—————
Vi 'ﬁg@ = ; ‘;':_J' e via. (8% 1} e =
. N - '
pood| poo g | te T
9 = (Pt e ==
= == = =
Reb 1 — A - - - : el —7 T == = ===
Cont. [HE = - Il [FI==SC==RsSE PRSI RS E s =SS =SS E
3
— = . i = s
RS = = S S = == — S =i e EE==712

Notes 7. Music score transcription (parts) of Dondang Sayang (Love Song)
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Rancak Bertemu (Random Meet)

This song should convey the sense of a
swinging dance mood and hidden hope for
mutual love. Music transcription of the song

Rancak Bertemu (Random Meet) for the trio
ensemble is an interpretation by lIzaidin
Zainudin.

Rancak Bertemu (04:09)
Flute: Karen Anne Lonsdale
Viola: Violetta Ayderova
Piano: Yen-Lin Goh

Rebana 1: Pauzi Majid
Rebana 2: Mustagim Abdullah
BrisAsia Festival in Brisbane,
20 February 2018

Figure 6. The video from BrisAsia Festival in Brisbane, 20 February 2018 (web 6)

The song is transcribed using heptatonic
scale D Major with sharp 4th, flat 3rd, and 7th
tones, employing the inang rhythmic style.
Because of the improvisational treatment of
the two primary melody themes (A and A’)
throughout the transcription, the structure
appears to be a complex song form (A, A’
AN A N B, A’ B’). The main theme
(A) is introduced in a slow rubato tempo,
opened by a flute solo accompanied by piano
semibreve valued chords. At bar 8, the viola
enters with short replicas countered to the
second theme of the main melody (A’) of the
flute. Simultaneously, the piano alternates
between the viola and the flute in unison,
supporting both with short excerpts. In the
13thand 17th bars, the flute and viola perform
in a homophonic texture at a third interval
in a range of over an octave, sounding like
a brief chorus. The piano accompanies both
voices with an extended chord progression.
The developing part then commences with a
prefix of short phrases on the flute and viola
in homophonic texture with an interval of
sixth, turning into dialogue mode from bars
25 to 28, accompanied by the inang rhythm
style expressed by the piano left hand,
with harmonised chords in the piano right
hand. The main theme melodies are slightly
modified (A”) on the flute in an octave
higher, returning in bars 29-48, supported
by replies on the viola while maintaining the
inang dance mood on the piano. After several
trials, it was decided to switch the parts of
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the flute and viola starting in bar 49, with
the viola leading the main theme melody
(A”?), the flute providing brief responses,
and the piano providing a continuous inang
sense. The recapitulation section begins
with a prefix connecting section (B) from bar
68, with additional piano texture passages
in the right hand and an unaltered rhythmic
pattern in the piano left hand. Consequently,
from bar 77, the piano has the role (A””’) of
leading the main theme melodies, while the
flute and viola maintain a continued inang
rhythm mood. Starting at bar 84, the inang
rhythmic element fades out, allowing the
piano to lead a vividly enriched melody in
double stops in thirds and octaves, while the
flute and viola continue to reply in unison
in rhythmic patterns at varying intervals.
The chorus on bars 94-95 culminates with
all three instruments in unison, giving the
illusion of a false ending. However, the main
initial theme melodies are again led by the
flute (A”), with a return to the inang rhythm
from bar 97. Concluding, the coda uses the
slightly varied second (chorus) melody (B’)
enriched with triplets, unison in the third
interval between flute and viola, and the
fortified sound of the inang rhythmic pattern
on the piano in the third interval. Iridescent
passages in the piano right hand and octaves
in the left hand culminate in the last three
bars, finishing in sync with the half-scale
ascending passages on the flute and viola in
demisemiquavers.
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for Flute, Viola, Piano and Two Rebanas (Congas)
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Notes 8. Music score transcription (parts) of Rancak Bertemu (Random Meet)

Conclusion

The purpose of this article was to recapitulate
six Malay asli music transcriptions made for
a chamber ensemble of flute, viola, and
piano with the intention of performing them
on a concert stage and disseminating these
transcriptions to classical instrumentalists
as educational materials and concert
repertoires. The findings of the study
revealed that the presented transcriptions
maintained distinct rhythmic characteristics
of the asli (40—62 bpm), inang (120 bpm),
zapin (90—110 bpm), and masri (90 bpm)
styles, which captured the sentiment of
Malay asli music-making. The time signature
of the six Malay asli transcriptions was
4/4, and the tempo ranged from 40 to
120 bpm (see Table 2). Consequently, the
transcriptions verified previous studies’
claims that Malay asli music is generally
performed at a ‘leisurely pace or melancholic
tempo’ (Arshad et al., 2022; Kong-Chiang
2009, pp. 12—13; Matusky & Tan, 2017;
Mazlan et al., 2020). In accordance with the
descriptive analysis of the structure of Malay

asli music (Arshad et al., 2022; Mazlan et
al., 2020; Ng Kea Chye, 2016), the present
transcriptions were written in folk song form
(i.e. AB binary form with an introduction, a
bridge connecting the phrases, a repeating
section, and a conclusion). Similarly, the
transcriptions compound the heterophonic
texture on a heptatonic or diatonic scale
with flat 3rd, flat é6th, flat 7th, sharp 4th,
and sharp 7th chromatic tones (Kong-Chiang
2009, 12-13; Matusky & Tan, 2017; Mazlan et
al., 2020; Arshad et al., 2022). As mentioned
in the introduction, Malay asli music was
historically transmitted orally (Irving, 2014;
Isyak, 2018; Matusky & Tan, 2017; Shah,
2013) and transcribed mostly in simple
melody lines with chord progressions written
above the melodies (Mazlan et al., 2020;
Isyak, 2018). As a result of the collaborative
experimentation and negotiation, the six
transcribed music scores were slightly
modified to bring them closer to the
traditional sound timbre. Each transcription
was slightly corrected to balance the
sound and interweaving voices of the three
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instruments (Arshad, 2015; Arshad et al.,
2022; Mazlan et al., 2020). Thus, suitable
solutions were applied according to the
voice-leading intervals in thirds, octaves, or
unison playing. The first leading voice in six
Malay asli song transcriptions belonged to
the flute. Three of the transcriptions began
with the introduction played by the flute in
cadenza style (measure-free) with written
improvisations, which were interpreted by
the asli music expert. The range of sound
registers for the flute part extended from
the fourth octave to the seventh. Then,
the viola carried the second leading voice,
which accompanied and interweaved with
the flute’s melodies as short-phrase replies.
For the viola, only one song included a solo
cadenza, which was improvised as suggested
and written by the asli music expert. The
viola’s role in the presented transcriptions
is similar to its role in classical music: it
is the medium voice between flute and
piano that fills up the middle register in
the octave range from the third up to
the sixth. The piano embraced a register
ranging from the first to sixth octaves. Most
of the melody embellishments in the six
transcriptions were written down for easy
readability, with additional common Western
ornamentation signs of acciaccatura, trills,
turns, passages of compound gruppetto
(turn), and trills with passing notes.
These were included considering that the
main melody is generally elaborated by
traditional ensemble instrumentalists who
add various embellishments (Isyak, 2018;
Mazlan et al., 2020). Furthermore, dynamic
nuances were rarely implemented, given
that the performers of these transcriptions
were expected to add their own intuitive
expressions. However, the recapitulated
analysis of the transcriptions suggested that
the expressive properties of the traditional
sounds of this music form would not be
transmitted through music notation. Instead,
it should be imitated via preliminary audio-
visualisation of traditional performances
with an emphasis on implicit musical
features, such as the nature of the sound of
melodic phrasings and embellishments.

It is expected that recapitulated analyses
of the presented transcriptions would
offer additional knowledge for ensemble
collaborative practice sessions of traditional
Malay asli music. Additionally, it was assumed
that the six fully notated and transcribed
Malay asli scores and their analyses would
encourage awareness and knowledge that
would sustain the worldwide dissemination
of this unique syncretic music form. While
most articles discussing the Malay asli
traditional form are mostly available in
the Malay language, this article intends to
provide researchers, educators, and students
with information on the musical analysis of
notated songs in addition to the literature
sources. The validation process to confirm
the validity of the modified transcriptions

was completed during performance
occasions, and it was proven that Malay
asli  traditional music  transcriptions
could serve as educational materials

for classical instrumentalists developing
their analytical and intuitive approaches
to their performances. Moreover, these
transcriptions provide musical awareness
and new semantic meaning of Malay asli
music from an epistemological perspective
for classical chamber ensemble players.

Unexpectedly, limitations in the creation
of transcriptions and recapitulated analysis
arose due to the lack of relevant sources in
certain song transcriptions and reference
materials in similar studies (Ayderova et
al., 2017; Matusky & Tan, 2017). Thus, the
hope is that this article will inspire young
researchers to create other fully notated
Malay asli music transcriptions for each
voice and to write out descriptions of
musical analysis for other songs. This will
help sustain, preserve, and develop this
music form not only in oral transmissions but
also in music transcriptions.

In  conclusion, there are opportunities
for further research and explorations of
analytical and intuitive approaches (Gritten,
2005) by classic musicians learning and
performing the distinctive rhythmic styles of
Malay asli music.
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On dokuzuncu yiizyilin ilk ceyreginde gelistirilen ve Hamparsum Limonciyan adli Ermeni bir miizisyenin
adiyla toplumsal hafizaya yerlesen Hamparsum miizik yazisi, ge¢cmisi hatirlamamizi saglayan bazi ezgilerin
yani sira, bilyiik bir kiiltlirel yapinin yeniden kurgulanmasinm saglayacak tarihsel verileri Hamparsum
miizik el yazmalari araciligiyla glinimiize aktarir. Hamparsum miizik el yazmalari, geleneksel Tiirk Sanat
Miizigini temsil eden bircok eserin giiniimiize ulasmasini saglamis, kiiltlirel aktarim siirecinde onemli
bir rol Ustlenmistir. Gliniimiizde, Hamparsum miizik el yazmalarimn ilk érneklerinin de bulundugu en
onemli kurumsal arsiv, istanbul Universitesi Nadir Eserler Kiitiiphanesidir. Bu arsivde kayitli on bes el
yazmasindan, Y. 213/11 arsiv numarali Hamparsum miizik el yazmasi belge, Hamparsum miizik yazisinin
Tlrk mizigini temsil rolini acgiklamak amaciyla secilmistir. Bu Hamparsum miizik el yazmasinda,
“Takim” adlandirmastyla sekiz eser saptanmis ve Mevlevi Ayini formu icinde goriilen saz terenniimleri
ile iliskisi aciklanmistir. Takim teriminin giinimiizde kullanilan anlami disinda bir miizikal yapiy1 temsil
ettigi, Mevlevi Ayinlerinin selam olarak adlandirilan béliimlerinde gériilen saz terenniimlerinin art arda
siralanmasiyla meydana gelen bir calgisal formun adi oldugu saptanmistir. Takim formunu agiklamak
tzere, Y.213/11 Hamparsum miizik el yazmasinda gérulen “Bestenigar Takim” érneklem olarak secilmis
ve istanbul Konservatuvari Nesriyati Mevlevi Ayinleri XXIIl icinde kayitli Bursali Mehmed Sadik Efendi’nin
Bestenigar Mevlevi Ayini ile karsilastinilmistir. Mevlevi Ayinleri’nin selam olarak adlandirilan boliimleri
arasinda usul ve makam degisimlerinde gecisleri saglayan saz terenniimleri ayri bir miizikal yap1 olarak
diistinilmedigi icin simdiye kadar bilimsel bir calisma ile degerlendirilmemistir. Terenniimlerin bir form
olusturacak sekilde art arda dizilmesi ilk olarak Hamparsum miizik el yazmalarinda varligi saptanan bir
miizikal ifade bicimidir. Bu incelemenin sonucunda, “Takim Formu” ile bir Mevlevi adap ve gelenegi
olan miiptedi mukabelesinin geleneksel yapisi arasindaki baglantilar agiklanmistir. Bu icra gelenegi,
tespit edilerek ve aciklanarak kiiltiiriin icinde yeniden sirdurilebilir olmasi saglanmis ve bu konuda
yapilacak calismalara temel olusturulmustur. Bu calisma, bir mizik yazisinin goriinen anlamlarinin disina
odaklanarak; mitler, metaforlar ve kodlar araciligiyla anlami yeniden insa etmistir. Tarihsel yap1 biitiinliigii
icerisinde, kiiltlirel ve miizikal gostergeler arasindaki baglantilarin ¢oziimlenmesi gerceklestirilmistir.
Hamparsum mizik el yazmasina siradan anlamsiz bir diizende dizilmis izlenimi veren miizikal yapilar,
metinlerarasiligin verileriyle okunup kilturel gostergelerin izinde agiklanmistir. Toplumun hafizasinda
elenerek ve zamanda yer degistirerek aktarilan miizikal yapinin kanonu temsil ettigi bilgisine ulasmak,
bu kuram tasarimindan beklenen sonuctur.

Anahtar Kelimeler
Hamparsum miizik el yazmasi, kanon, metinlerarasilik, Mevlevi miizigi,
ktiltiirel gosterge, miizik paleografisi, takim

miizik
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sonucunda ortaya cikar. Aym1 donemde
Osmanli modernlesmesinin bir sonucu olan
muzikte Batililasma hareketleriyle birlikte,
geleneksel olanin yerine konulmak istenen
nota yazist karsisinda, Tirk miiziginin
temsilcileri tarafindan Hamparsum miuzik
yazist benimsenir ve gelenegi aktarmak
uzere kilturun icinde bicimlenerek kabul
edilir. Turk ve Ermeni halklarinin kolektif
gelenekleri ve anilan ile sekillenerek her iki
toplum icin de zorunlu kiiltiirel degisim olarak
adlandirabilecegimiz bir zaman diliminde,
donemin siyasi erkini de kapsayan kosullarda,
inanc sistemlerine tutunarak ve toplumsal
yapinin icinde bir uzlasiyla gelistirilerek
glnumuze ulasir. Kerovpyan’a gore “19.
ylizy1in baslarinda, Ermeni Kilise Miizigi’nin
yaziya dokulebilmesi amaciyla olusturulan
ve bugiin ‘Hampartzum [Hamparsum] Notast’
adiyla bilinen sistem, Yalmzca Ermeni Kilise
mizigini degil, Klasik Osmanli Miizigi’nin de
tarihi acisindan onemli bir doniim noktasini
teskil eder” (2000, 83).

Hamparsum miuzik yazisi, 20. yuzyiin ilk
yarisinda geleneksel Tiirk Sanat Miziginin
onemli temsilcileri tarafindan kullanilmaya
devam etmistir. Rusen Ferit Kam (1902-
1981), Hamparsum miizik yazisimin diger
yazilara gore kiyaslanmayacak kadar genis bir
kullams sahas1 buldugunu ve Tanburi Cemil’e
kadar ‘garp notasi’ olarak adlandirdig1 Bati
nota yazisina rakip sayildigin1 belirtmektedir
(1947:24). Gunumuzde ise tarihsel muzik
yazilan icinde degerlendirilmekte, gelenegi
temsil rolunu Hamparsum muzik el yazmalan
ustlenmektedir. Bu el yazmasit belgeler
uzerinde okumalar yapildikca unutulmus
ya da degisime ugramis bircok kiiltiirel ve
muzikal ifade biciminin farkli gostergelerine
ulasilmaktadir.

Geleneksel Tirk Sanat Mizigi tarihine
baktigimizda, yazarak aktarmanin kabul
gormedigi, kuramsal calismalar disinda miizik
yazilarinin  kullaniminin  yayginlasmadig
ve sozli aktarim geleneginin siirdirildigi
gorullir. Bu aktarim yonteminin en etkin
bicimi mesk denilen Ggrenme ve Ggretme
gelenegidir. Ozkan (2004)’a gore “Tiirk

musikisinde mesk, hoca ve talebesinin
birlikte calismalan suretiyle sozli eserler
ve saz eserleri repertuvarinin yuzyillar boyu
nesilden nesle intikalini saglamis bir egitim
ve oOgretim yontemidir”. Bu yontemle,
toplumu temsilen mizisyenin hafizasinda
korunan eserler, belli bir donem algisina
ve begeni anlayisina gore elenir veya
aktarilmaya deger goriiliir. Assmann’a gore
kiiltiirel bellegin her zaman o6zel tasiyicilan
olmustur (2018, 62). Yaz1 kulturiine sahip
olmayan toplumlarda bellek aktaricilarinin
uzmanlasmasi, bu bellege vyiiklenen
sorumluluklarin geregidir. Bu durum, tarihsel
surecte kultirel unutmayla birlikte, kultiirel
eleme de denilebilecek bir yapiy1 ortaya
cikanr.  Aleida Assman’a gore kultirel
pratiklere daha yakindan baktigimizda, etken
ve edilgen iki unutma bicimini birbirinden
ayirt edebiliriz (2019, 283-287). Kilturel
eleme, kulturel unutmanin etken bicimidir.
Kulturel unutmanin edilgen bicimi, goz ard
etmek, unutmak, saklamak gibi, kasitl
olmayan davranislarla ilgilidir. Kaltur Gruni
maddi olarak kaybolmadiysa, daha sonra
ya sans eseri bulunabilir ya da arkeolojik
calismayla ortaya cikanlabilir. Bu calismanin
konusu olarak secilen ve Hamparsum
muzik el yazmalar, bu edilgen unutmanin
arkeolojik malzemesi olarak kabul edilebilir.
Bu durumda gecmisi muhafaza eden, muzikal
hafizanin korundugu yer, yani arkeolojik
alan, Hamparsum yazmalarimin bulundugu
arsivleridir.
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Fotograf 1. istanbul Universitesi Nadir Eserler Kiitiiphanesi (web 1)

Gecmisi simdiki zaman olarak muhafaza
eden ve etken sekilde yeniden dolasima
giren mizikal hafizayr temsil eden eserler
ise kanondur. Assmann’a gore kanon,
kilturel eleme siireciyle toplumsal hafizaya
aktanlan, belli olcit ve normlara sahip

eserler Uzerinden okunabilir (2018, 115).
Tirk miiziginin hafizas1 olarak kabul edilen
Hamparsum mizik el yazmalan, kanonu
temsil eden belli olciit ve normlara sahip
eserleri ginimiize ulastiran belgelerdir.
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Resim 1. Hamparsum miizik yazis1 6rnekleri (web 1)

Gunumizde Hamparsum muzik yazisini
temsilen, Hamparsum miuizik el yazmalarinin
bulundugu en 6nemli kurumsal arsiv istanbul
Universitesi Nadir Eserler Kiitiiphanesinde
bulunan on bes mizik el yazmasindan
olusan arsivdir. istanbul Universitesi Nadir
Eserler Kutuiphanesi Hamparsum mizik el
yazmalan ile ilgili ilk calisma; Ralf Martin
Jager’in 1996 yilinda yayinlanan, “Katalog
der  Hamparsum-Notasi-Manuskripte  im
Archiv des Konservatoriums der Universitat
istanbul” baslikli calismasidir. Bu calisma
ile arsivde bulunan Hamparsum mizik el

yazmalarnnin icerigi bir katalog olarak
yayinlanmistir.

Ginumuzde, ‘Yakindogu Yazmalarinin
Elestirel Basimi’ basbikli  bir  proje

yuriten Minster Westfalischen Wilhelms
Universitesi, 19. yiizyil Osmanli miizigine
iliskin el yazmas1 kaynaklarin ayrintil
edisyon ve transkripsiyonlarin1 yapmaktadir.
Miinster, Bonn ve istanbul’da farkli gérevler
ustlenen ekiplerce yirutilen Corpus Musicae
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Ottomanicae (CMO) projesi kapsaminda,
halen istanbul Universitesi Nadir Eserler
Kiitliiphanesinde 16 Hamparsum? miizik
el yazmas1 Uzerinde calisilmaktadir. Bu
arsivde Y. 203/1 arsiv numarasiyla kayitli
defter, “CODEX TR-IUNE 203-1 Pesrevs
and Saz Semaisis Notated By Hampartsum
Limonciyan (1768-1839)”, “CODEX TR-IUNE
215/13 Nadide Takimlar Atik” ve “Codex
TR-IUNE 217-15 Mecmua-y1 Pisrev” baslikli
Hamparsum muzik el yazmalari ceviri yazim
yapilarak 2020 yilinda yayinlanmistir.

Jager (1996, ix), Istanbul Universitesi Nadir
Eserler Kutliphanesi Arsivi, Hamparsum
miizik el yazmalar icerisinde 142 bestekarin

2 Dariilelhan arsivinin 2007 yilinda istanbul Universitesi
Devlet Konservatuvan kituphanesinden Nadir Eserler
Kutuphanesine tasinmasi sirasinda bir mizik el yazmasi
bulunamamistir, bu nedenle glinimiizde arsivde 15
defter okuyucuya aciktir. Bu kayip muzik el yazmasi,
Ralf Martin Jager’in hazirladigi katalog calismasinda MS-
iUko Y212/10 arsiv numarasi ile belirtilmistir. “Corpus
Musicae Ottomanicae” projesinde 16 defter uzerinde
calisilmaktadir.
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toplam 1200’den fazla eserinin bulundugunu
belirtmektedir. Bu veriler, Tiirk miiziginin
hafizasinda giicli bir iz birakan, bir 6gretiye
donisen ve kilturel sembollerle isaretlenen
Hamparsum miizik yazisini temsilen, istanbul
Universitesi Nadir Eserler Kiitiiphanesi
Hamparsum arsivinin kulturel bellek olarak
kabul edilmesinin onemini gostermektedir.
Feldman (2013, 89)’a gore; 17. yuzyilda
notaya alinmis belli bashi dokiimanlarda
varligin  koruyan eserlerin, 19. vyliizyilda
Hamparsum yazmalarinda da onemli sayida
orneginin bulunmasi, Hamparsum miizik

yazisinin  kiltirel aktarim  sirecindeki
onemini belirtir.

Kuramsal Cerceve

Bu arastirmanin kuramsal cercevesinin
olusturulmasinda merkeze alinan temel
kuram, Miimtaz Turhan’in, “Kaltur

Degismeleri, Sosyal Psikoloji Bakimindan Bir
Tetkik” baslikli calismasidir.

Turhan’a gore  (2020,99); “gecmiste
meydana gelmis ve zamaninda sistemli bir
sekilde musahede ve tespit edilmemis olmasi
nedeniyle, kiiltir degismeleri bakimindan
telafisi cok giic hatta bazen imkansiz kayiplar
verilmistir.  Kiiltir degismeleri lzerinde
muessir olan, ictimai-ruhi amilleri meydana
cikarmak gayet guc, zahmetli bir vazifedir.
Bunun icin muhtelif ilim subeleriyle alakali
ekiplerin musterek, sistemli bir sekilde
calismalan, arastirmalan lazimdir.” Turhan,
kiltlir degismelerini tarihsel perspektifte
incelemek amaciyla uc¢ ana baslikta ele alir
(Turhan, 2020, 101).

> Serbest degismeler devri, yani on
dokuzuncu asra kadar olan devir.

» Bir intikal devri olmak uzere IIl.
Selim zamani.

»  Sumullu ve cezri kultur
degismelerinin ancak mecburi bir sekilde
meydana  getirilebilecegi  kanaatinin
belirmeye basladigi devir. Bu kismi
da 1. Mahmut’la baslatmak suretiyle
muhtelif devirlere ayirmak muimkindiir.
(a) Il. Mahmut’tan Tanzimat’a kadar, (b)

582

Tanzimat’tan 1876’ya kadar, (c) 1876’dan
1908 inkilabina kadar, (d) 1908’den
1923’e kadar, (e) 1923’ten zamanimiza
kadar.

Hamparsum mizik yazisinin  gelistirildigi
donem (1808-1812), Turhan’in ‘Mecburi
Kiiltir Degismeleri Devri’ olarak adlandirdig
Il. Mahmut (1808-1839) devridir. Bu donem,
butun Batiilasma tarihinden ayn, yeni bir
devrin baslangicidir.  Kiiltir degismelerine
ait devirler arasinda hususi bir yeri vardir. Bu
devirde meydana gelen yenilikler zamanimiza
kadar devam eden mecburi degisimlerin
de baslangici olmustur (2020,119). Turhan,
mecburi kiltir degismeleri kuramin soyle
aciklar;

Mecburi veya empoze kiiltiir degismesi
diye, ayn kulturlere sahip iki ictimai grup
veya cemiyetten biri kendi kiltirini veya
muayyen bazi unsurlarint kabul etmesi
icin digerini tazyik eder veya idari bir
nufuz ve iktidara sahip bir ziimre yabanci
bir kultiri veya bunun muayyen bazi
unsurlarin1  ekseriyetin arzusu hilafina
kendi cemiyetine zorla kabul ettirmege
kalkisirsa neticede meydana gelen
degismelere denir (Turhan, 2020, 39).

Miizikte mecburi kiltir degismeleri, II.
Mahmut doneminde (1808-1839) hem
Bati’dan gelen yeni muzik dilinin hem de bu
yeni dilin yazisinin resmen kabul edilmesiyle
olmustur.  Tarihte “Vak’a-i  Hayriyye”
olarak adlandinlan Yeniceri Ocagi’nin
kaldinlmas1 (17 Haziran 1826), Osmanli’nin
kurulusundan itibaren bir devlet simgesi
olarak goriilen Mehterhanenin kapatilmasiyla
sonuclanmistir.  Yerine Muzika-i Hiimaydn
adiyla Batii anlamda bir askeri bando
kurularak, Enderun miuzik okulunda Bati
enstrimanlart ve nota yazisi Ogretilmeye
baslamisti. Bu kabul etme ise toplumun
tim kesimlerince benimsenen bir davranis
degildir. Tlrk miiziginin donem temsilcileri
tarafindan Hamparsum miizik yazisi gelenegi
temsil roluni bu donemde ustlenmis ve
modernlesmenin bir simgesi olarak kiilturiin
icine yerlestirilmistir.
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Turhan’in  zorunlu  kiltir  degismeleri
kuraminda ileri siirdiigi savlar, Osmanli
Katolik Ermeni cemaatini temsil eden
bir grup aydin tarafindan gelistirilen ve
kurulmakta olan Katolik Ermeni Kilisesi’nin
mizikal yaz1 sistemi olarak ortaya cikan
Hamparsum muzik yazisinin aciklanmasinda
da temel alinabilir. Batililasma hareketinin
etkisiyle, muzik yazis1 sorununun Batili
yontemlerle coziilmesi dusunilse de Katolik
mezhebinin kendi kilisesini kurmaya yonelik
hazirliklarinin sona dogru hiz kazandigi Il.
Mahmut doneminde, koklerini geleneksel
‘Khaz’ vyazisina dayandiran ulusalct bir
yaklasim tercih edilerek yeni bir muzik yaz
sistemi gelistirilmistir (Kerovpyan, 2010, 83).

Mecburikiiltiir degismeleriolarak adlandirilan
donemde gelistirilen Hamparsum miuzik
yazis1, Turk miiziginin en onemli alimlerinin,
bestekarlarin ve sazendelerin yetistigi miizik
okulu olarak bilinen Mevlevihaneler ve donem
temsilcileri tarafindan da muzik yazi dili
olarak kabul edilmis ve toplumsal yap1 icinde
itibar kazanmistir. Mecburi kiiltiir degismeleri
kurami muzik bilim alaninda yapilan bu
calismaya temel alindiginda ortaya cikan
sonuc, Bat1 miizigi nota yazisinin resmi miizik
dili olarak kabul edilmesinin dayatmaci bir
tutumla gerceklestigi donemde, Hamparsum
muzik yazisinin Turk miizigini kazamlmis bir
itibar ile temsil ettigidir.

Arastirmanin Amaci ve Problemi

Bir muzik yazis1 Uzerinden bir kulturu
cozumlemek ya da yeniden dusunmek,
yeni verilere ulasmak mumkun olur mu
sorusuyla Hamparsum miizik el yazmalan
incelendiginde,  gecmisi  hatirlamamizi
saglayan bu miizik yazisinin sadece bazi
ezgileri degil, bir bitiinlin parcasi olarak
izlendiginde biyiik bir kiltiirel yapinin
yeniden kurgulanmasini saglayacak tarihsel
bilgileri de glinlimiize aktardigi goriilmistdir.

Bu calismanin amaci, Hamparsum muzik
yazisinin  Mevleviligin miizikal unsurlarim
giinimiize nasil aktardigim coziimlemektir.
Bu amacla, érneklem olarak secilen istanbul
Universitesi Nadir Eserler Kiitiiphanesi,
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Y.213/11 arsiv numarali Hamparsum miuzik
el yazmasinin fiziksel yapist ve icerigi
¢cozumlenmistir. Fihristte, “Takimlar”
basligi altinda sekiz eserin bildirilmesinden
yola c¢ikarak bir “Takim Defteri” oldugu
anlasilan bu Hamparsum miizik el yazmasi
incelenmis ve Tirk miizigi gelenegini temsil
rolu aciklanmistir. Takim Defteri icerisinden
‘Bestenigar Takim’ orneklem olarak secilerek
miizikal yapisi coziimlenmis ve Bestenigar
Mevlevi Ayini’nin saz terenniimleri ile
karsilastinlmistir.

Bu arastirmanin temel problemi;

>  Hamparsum miizik yazisi ile Mevlevi
miiziginin unsurlarim arasindaki iliskiler
nelerdir?

Alt problemleri ise;

> .U NEK  Y.213/11  numarali
Hamparsum miizik el yazmasinin icerigi
hangi muzikal unsurlardan olusur?

> Takimlar ve Mevlevi miiziginin bir
unsuru olan saz terenniumleri arasinda
kiiltiirel ve miizikal baglantilar nelerdir?

>  Bestenigar Takim ve Mevlevi miizigini
temsil rolu nasil aciklanabilir?

Yontem

Bu calismada temel olarak nitel arastirma
yontemi  kullamlmisti.  Mizik  bilimin
kullandigi temel arastirma yontem ve
teknikleri kullanilarak tumevarima dayali
bir yaklasimla sonuclar butiincul ve gercekci
bir bicimde ortaya konmustur. Tarihsel
muzikolojinin bir alt disiplini olan Muzik
paleografisinin kullandig cozumleme
teknikleri temel alinarak, Hamparsum miuzik
yazisi ile kaydedilmis eserler cozimlenmis
ve bu arastirmada veri olarak kullamlmistir.

Geleneksel Tirk sanat miizigi tarihi
hakkinda yazarken, sosyal bilimlerin cagdas
yaklasimlari  ve arastirma  yontemleri
kullamlsa da mizik paleografisi gibi
¢oziumleme yontemlerini bilmek ve tarihsel
muizik yazilarin1 coziimlemek gerekir. Cemal
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Kafadar (2014:25), “Tarihci istedigi kadar
felsefi derinlik kazansin, istedigi kadar
yeni tarihcilik anlayisina ve metin okuma
stratejilerine asina olsun, edindigi ve
edinecegi filolojik ve paleografik becerileri
gelistirmek ve duzenli bir sekilde ampirik
malzeme Uzerinde uygulama anlaminda mesk
etmiyorsa bir yere varamaz” demektedir.

Muzik  bilimin  ¢ozimleme  yontemleri
kullamlarak, Y. 213/11 arsiv numarali
Hamparsum muzik el yazmasinin fihristinde
Takim olarak adlandirnlan sekiz eser
incelenmis ve gunuimiz Bati nota yazisina
ceviri yazimlarnn yapilmisti.  GuUnumuzde
bilinen takim formundan farkli bir muzikal
yapiya sahip olan Takimlar, Mevlevi Ayinleri
ile karsilastinlmistir.  Takimlari  meydana
getiren saz terenniimlerinin ilgili oldugu
Ayin-i Serif’in belirlenmesinin ardindan,
dort selam icerisindeki yerleri; Istanbul
Konservatuvari Nesriyati, Turk Musikisi
Klasiklerinden, Rauf Yekta, Zekaizade Ahmet,

Dr. Suphi Ezgi ve Mesut Cemil’den mutesekkil
Konservatuvar “Tasnif ve Tesbit Heyeti”
tarafindan notaya alinan Mevlevi Ayinleri
XXl ile karsilastinlmistir. Saz terennumleri,
Mevlevi Ayinleri’nin biitiinii icerisinde ayn
bir mizikal unsur olarak degerlendirilerek,
form yapilan ve geleneksel ifade bicimlerinin
incelenmesi amaclanmistir.

Dokiimanlar
Bu calismada, istanbul Universitesi Nadir
Eserler Kituphanesi arsivi, Hamparsum

muzik el yazmalarimin ilk orneklerinin de
bulundugu en kapsamli belgelik oldugu
icin secilmistir. istanbul Universitesi Nadir
Eserler Kiituphanesi arsivinde kayitlh Y.
213/11 numarali Hamparsum mizik el
yazmasi, Hamparsum mizik yazisinin Turk
miizigini temsil roliinii aciklamak amaciyla
incelenmistir. Takim olarak adlandinlan

miizikal yapiy1 olusturan saz terenniimlerinin
Mevlevi Ayini formu ile iliskisi, metinlerarasi
okumalar yaparak cozimlenmistir.

(web 1)
Bulgular istanbul  Universitesi Nadir  Eserler
Bu bolimde, istanbul Universitesi Nadir Kutlphanesi Y.213/11  Arsiv. Numarah

Eserler Kutuphanesi Hamparsum miizik el
yazmalar1  koleksiyonunda bulunan on bes
defterden, Y.213/11 arsiv numarali muzik el
yazmasi orneklem olarak secilerek kodikolojik
incelemesi yapilmistir. Takim adlandirmasiyla
goriilen miizikal yap1 ¢oziimlenerek, gelenegi
temsil rolu aciklanmistir.

Hamparsum Miizik El Yazmasinin Fiziksel
Yapisi ve icerigi

Y. 213/11 arsiv numarali Hamparsum miizik
el yazmasi, 25x17 cm yatay formatta Arapca
rik’a yazisimin versiyonudur. Eserler siyah
murekkep ile kamis kalem kullanilarak
yazilmistir. Eser basliklarinin daha ince uclu
bir kamis ile yazildig1 goriilmektedir. Conk
tipi yandan acilir el yazmasinin kapaga
yapisik olan ilk ic kapak sayfasi bos olup,
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ikinci sayfanin sol Ust kosesinde farkli arsiv
numaralann gorulmektedir. ‘B (Belediye)
Konservatuvar  Kutuphanesi’ damgasinin
altinda gorilen ilk arsiv numarasi 2900, daha
sonra 1617 ve son olarak 306 numaralarinin
yazildigi gorulur. Arsiv numarasi
degistirildiginde bir Onceki numaranin
uzeri cizilerek iptal edilmis, son sayimda
306 numarasiyla arsivlenmistir.  Buglin
kullandigimiz arsiv numaralan ise Belediye
Konservatuari’’min istanbul Universitesi’ne
nakli sirasinda, tasnif ve tespit heyetinin
vermis oldugu arsiv numaralandi. Y.
213/11 arsiv numarali Hamparsum miuzik el
yazmasinin sayfa numaralandirmalarindan
bazilarinin  karalandign  ve  sonradan
degistirildigi  gorilmistiir. Bu nedenle,
kaynak olarak kullanmak ve referans olarak
gosterebilmek icin yeni sayfa numaralan
atanmistir. Bu yazma icin, ilk eserin yazildigi
sayfadan itibaren, sol taraftaki sayfaya 1a sag
taraftaki sayfaya 1b numarasi verilerek butin
sayfalar bu yontemle numaralandinlmistir. ic
kapagin ikinci yapraginin sag lst kosesinden
baslanarak fihrist/fihriste basligi altinda,
“Takim”  adlandirmasiyla  sekiz  eser
kaydedildigi gorilmektedir. Fihrist basligi
altinda, sayfa numaralar, karsisina makam
adi, varsa veya biliniyorsa bestecinin adi
verilmistir.
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Resim 3. i.U. NEK Y.213/11 fihrist (web 1)

Hamparsum miizik el yazmasinin iceriginde
pesrev ve saz semai formunda eserler de
yazilmis olmasina ragmen sadece takimlar
fihrist/fihriste tamtiminda yer almistir.
Bir “Takim Defteri” oldugu bu icerik
tanitimindan anlasilmaktadir. Resim 3’te
goriildiigli gibi Fihrist sayfasinda bestekar
adi belirtilmeyen, Bestenigar, Sedd-i
araban, Hiizzam, Saba, Nihavend, Hiseyni
makamlarinda takimlarin hangi Mevlevi Ayini
ile iliskili oldugu saptanarak bestekar adi
icindekiler / fihrist Tablo 1’de gosterilmistir.

Tablo 1. i.U.NEK Y. 213/11 arsiv numarali Hamparsum Miizik El Yazmas fihristi

Bestekar Makam Form
Bursali Sadik Efendi (0. 1797) Bestenigar Takim
Ahmed Aga, Vardakosta (6. 1794) Hicaz Takim
Abdiirrahim Kiinhi Dede (1769-1831) Hicaz Takim
Naksi Mustafa Dede (0. 1854) Sedd-i araban Takim
ismail Dede Efendi, Hamamizade (1778-1846) | Hiizzadm Takim
Ahmed Aga, Vardakosta (0. 1794) Nihavend Takim
ismail Dede Efendi, Hamamizade (1778-1846) | Saba Takim
Beste-i Kadim Hiiseyni Takim

i.U NEK Y. 213/11 arsiv numarali Hamparsum
muzik el yazmasina, yukarida belirtilen
takimlarla birlikte Pesrev, [saz] semai gibi
calgisal formlarda yazilmis on dokuz eser
Hamparsum mizik yazisiyla kaydedilmistir.
Bu Pesrev ve [saz] semaileri incelendiginde,
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Mevlevi Ayini geleneginde ayinin giifteli kism1
baslamadan once “Devr-i veledi” denilen
dolasma esnasinda seslendirilen ilk pesrev ile
ayinin gifteli kism bittiginde seslendirilen
son pesrev ve son yirik semai olduklan
saptanmisti.  Gelenege gbre, Mevlevi
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Ayinleri’nde goriilen pesrev ve yiiriik semai,
ayinin bestekarina ait olabilecegi gibi baska
bir bestekar tarafindan yazilmis olabilir.
Mevlevi Ayini, sozlii icra gelenegine dayali
bir tir olup calgisal formlarla cevrelenmis
miuizikal yapinin ortasinda yer alir. Bu mizikal
yapinin bir diger bliyilk formu pesrevdir.
Mevlevi Ayinleri’nin pesrevleri bu icra
gelenegi icerisinde bulunduklari yere gore ilk

pesrev ya da son pesrev olarak adlandirilir.
Son pesrevin ardindan seslendirilen son yurik
semai ile miizikal yap1 tamamlamr. i.0. NEK
Y.213/11 arsiv numarali Hamparsum miuzik
el yazmasinda gorilen, takim, ilk pesrev,
son pesrev ve son yirik semai formunda
eserlerin bestekar adlari da belirlenerek,
makam, usul, tur bilgileriyle birlikte tam
listesi Tablo 2’de verilmistir.

Tablo 2. i.U. NEK Y. 213/11 “i¢cindekiler”

Bestekar Makam Usul Tiir Yaprak
isméil Dede Efendi A as N : 12 - 1b
(1778-1846) Bestenigar Atik | Devr-i Kebir 1Lk Pesrev 22
Bursali Sadik Efendi Bestenioar Terenniim-i Evvel / Aksak Semai Takim 2
(6.1797) g Terenniim-i Sani / Yiiriik
Ahmed Aga (Vardakosta) | Hicaz-1 P . ; 52 5b
(6.1794) hiimayan Devr-i Kebir Ilk Pesrev 6°

o Terennim-i Evvel / Aksak Semai 6°_6°
,(AQT;;L?ga (Vardakosta) Hicaz Terenniim-i Sani / Sengin Takim 7?
) Terenniim-i Salis/ Yirik
Terennum-i Evvel / Devr-i Hindi
Terenniim-i Sani / Evfer
.. P Terenniim-i Salis/ Aksak Semai 2 b
Abdurrahim Kiinhi Dede Hicaz Terennume-i Rabi / Yurik Takim 7
(1769-1831) oo . p 82_8°
Terennum-i Hamis/ Yuruk
Terenniim-i Sadis / Yirik
Terennum-i Sabi / Yuruk
Sultan I. Mahmud A 8°
(1696-1754) Sehnaz Fahte Son Pesrev 92 b
Sultan I. Mahmud A N An an | 9P
(1696-1754) Sehnaz Sengin Semai Son Semai 100100
Gazi Giray Han . A . . ; 112_11°
(1554-1607) Sedd-i araban Devr-i Kebir Ilk Pesrev 12a
Terennum-i Evvel / Evfer
Naksi Mustafa Dede Terennum-i Sani / Aksak Semai Takim 122 _12°
(0.1854) Terenniim-i Salis / Yurik 132
Terennum-i Rabi / Yurik
. Neveser ya da . . 132-13°
Anonim Sedd-i araban Devr-i Kebir Son Pesrev 142145
Osman Bey (Tanburi) L . P . ; 152-15P
(1816-1885) Hiizzam Devri Devr-i Kebir Ilk Pesrev 167
ismail Dede Efendi Terenniim-i Evvel / Aksak Semai
(1778-1846) ’ Hiizzam Terenniim-i Sani / Yirik Takim 162-16°
Terenniim-i Salis/ Yirik
Gazi Giray Han . 172-17°
(1554-1607) Hiizzam Fahte Son Pesrev 18°
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Gazi Giray Han oA - an b
(1554-1607) Huzzam Yaruk Son Semai |18
Osman Bey (Tanburi) oA P . ; 18 192
(1816-1885) Nihavend Devr-i Kebir Itk Pesrev 195207
Terenniim-i Evvel / Aksak Semai
Ahmed Aga (Vardakosta) | ., Terenniim-i Sani / Yirik b
(6.1794) Nihavend Terenniim-i Salis/ Yilrik Takim 1 20°.20
Terennlim-i Rabi / Yuruk
Terennim-i Evvel / Evfer
ismail Dede Efendi, A Terenniim-i Sani / Aksak Semai 2 94b
(1778-1846) >aba Terenniim-i Salis / Yiiriik Takim 21221
Terenniim-i Evvel / Aksak Semai
. Terenniim-i Sani / Yurik 2 99b
,(ABn:Sr;lenji Kadim) Huseyni Terenniim-i Salis/ Yiirik Takim %ga—zz
Terennlim-i Rabi / Yuruk
Terenniim-i Hamis/ Yuruk
Anonim Segah Aksak Semai Saz Semai | 232 23°

Y. 213/11 Numarali Hamparsum Miizik El
Yazmasinin Tiirk Miizigini Temsil Rolii

Y. 213/11 numarali Hamparsum miuzik el
yazmasi icinde sekiz eser takim olarak
adlandinlmistir. Takim terimi gunumuzde;
“Herhangi bir bestekarin ayn1 makamda
yaptig1; Birinci Beste, ikinci Beste ile Agir ve
Yiiriik Semai’ye verilen isimdir” (Ozkan, 1990,
90). Y. 213/11 numarali Hamparsum miuzik
el yazmasinda takim teriminin gunumuzde
kullanilan anlami disinda bir muzikal yapiyi
temsil ettigi gorilmistii.  Takimlarin,
Mevlevi Ayini ile iliskili oldugu ve selam
olarak adlandinlan bolumlerinde gorilen

saz terennumlerinin art arda siralanmasiyla
bir calgisal form meydana getirilerek toreni
temsil eden miizikal bir anlatinin gelistirildigi
saptanmisti.  Takimlann meydana getiren
saz terenniimlerinin ilgili oldugu Ayin-i
Serif’in belirlenmesinin ardindan, dort selam
icerisindeki yerleri; istanbul Konservatuvan
Nesriyati, Turk Musikisi Klasiklerinden,
Zekaizade Ahmet, Dr. Suphi Ezgi ve Mesut
Cemil’den mutesekkil Konservatuvar Tasnif
ve Tesbit Heyeti tarafindan notaya alinan
Mevlevi Ayinleri ile karsilastinlarak tespit
edilmistir.

Tablo 3. Saz terenniimlerinin karsilastirilmas

i.U. NEK Hamparsum Defterleri
“Y.213/11 Takim Defteri”

istanbul Konservatuvar: Nesriyati
“Mevlevi Ayinleri”

“Bestenigar / Mevlevi Ayinleri - XXIV”
b
Y-213/11(y. 2 Bursali Sadik Efendi
Bestenigar Terenniim-i Evvel / Agir Aksak Birinci ve ikinci Selam icin Terenniim yazilmams.
Takim Semai Uclincii Selam Terenniim- Aksak Semai (s.706)
R c g Uciincii Selam Terenniim-Yiiriik Semai (s.707-708)
Terennlim-i Sani / Yuruk P L )
(Aynm terenniim uciinci selam icinde iki kere)
“Hicaz / Mevlevi Ayinleri - XI”
a b a
Y.213/11(y. 6°_ 6°_7°) Musahip Ahmed Aga
Ahmed Aga Terenniim-i Evvel / Agir Aksak Birinci ve ikinci Selam icin Terenniim yazilmamis.
Hicaz Takim Semai Uciincii Selam Terenniim- Aksak Semai (s. 458-459)
Terennlim-i Sani / Sengin Uclincii Selam Terenniim- Yiiriik Semai (s. 459)
Terenniim-i Salis/ Yirik Uclincii Selam Terenniim- Yiiriik Semai (s. 460)
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Abdurrahim
Kiinhi Dede
Hicaz Takim

Y.213/11(y. 7>-7>-8-8%)

“Hicaz / Mevlevi Ayinleri-Xv”
Abdiirrahim Kiinhi Dede

Terennum-i Evvel / Devr-i Hindi

Birinci Selam Terennlim - Devr-i revan (s.545)

Terenniim-i Sani / Evfer

ikinci Seldm Terenniim - Evfer (5.547)

Terenniim-i Salis/ Aksak

Uclincii Selam Terenniim - Aksak Semai (s.548)

Terennum-i Rabi / Yirik

Uciincii Selam Terenniim - Yiiriik Semai (s.549)

Terennum-i Hamis/ Yirik

Uciincii Selam Terenniim - Yiiriik Sema (s.550)

Terennum-i Sadis / Ytk

Uciincii Selam Terenniim - Yiiriik Semai (s.552)

Terennim-i Sabi / Yuruk

Uciincii Selam Terenniim - Yiiriik Semai (s.553)

Sedd-i araban
Takim

Y.213/11(y. 122-12°-132)

“Sedd-i araban / Mevlevi Ayinileri - XXII1”
Naksi Mustafa Dede

Terenniim-i Evvel / Evfer

Birinci Selam Terenniim - Devr-i revan (s.688)

Terenniim-i Sani / Agir Aksak
Semai

ikinci Selam Terenniim - Evfer (s. 689)

Terenniim-i Salis / Yiruk

Uciincii Selam Terenniim - Aksak Semai (s.690)

Terennum-i Rabi / Yirik

Uclincii Selam Terenniim - Yiiriik Semai (s. 691,
692, 693)

Hiizzam Takim

Y.213/11 (y. 162_16°)

“Hiizzam / Mevlevi Ayinleri - XVIII”
ismail Dede Efendi

Terenniim-i Evvel / Agir Aksak
Semai

Birinci ve ikinci Selam icin Terenniim yazilmams.
Uciincili Selam Birinci Terenniim Aksak Semai (s.626)
Bu terennim, Y.213/11 ile benzerlik gostermez.

Terennim-i Sani / Yirik

Uclincii Selam ikinci Terenniim Yiiriik (s.627-628)
(‘Ey ki Hezar Aferin’ sozlerinden itibaren aym

Terennum-i Salis/ Yurlk

terenniim iki kere tekrarlanir) Terenniim-i Sani,
Terennume-i Salis / Yuruk ile aymdir.

Nihavend Takim

Y.213/11(y. 20°-20°)

“Nihavend / Mevlevi Ayinler - XII”
Musahip Ahmed Aga

Terenniim-i Evvel / Agir Aksak
Semai

Birinci ve ikinci Selam icin Terenniim yazilmamis.
Uciincili Selam Birinci Terenniim Aksak Semai (s.475)

Terenniim-i Sani / Yirik

Uciincii Selam ikinci Terenniim Yiiriik (s.476)

Terennlim-i Salis/ Yiruk

Uciincii Selam Uciincii Terenniim Yiiriik (s.477)

Terennum-i Rabi / Yirik

Uclincii Selam Dérdiincii Terenniim Yiiriik (s.477)

Saba Takim

Y.213/11(y. 21°-2%)

“Saba / Mevlevi Ayinleri - XVI”
ismail Dede Efendi

Terenniim-i Evvel / Evfer

ikinci Selam, I. Terenniim (s. 569)

Terenniim-i Sani / Agir Aksak
Semai

Uciincii Selam 1. Terenniim (s. 571)

Terennum-i Salis / Yuruk

Uciincii Selam 1. Terenniim (s. 572)

Hiseyni Takim

Y.213/11(y. 22°-22)

“Hiiseyni / Mevlevi Ayinleri - 1”
Beste-i Kadim

Terenniim-i Evvel / Agir Aksak
Semai

I:I'Liseyn? Ayinin birinci selaminin sonunda Diigah
Ayine gecilir ve sonuna kadar terenniimlerle

Terenniim-i Sani / Yirik

birlikte calimr. Sagah makaminda son pesrev son

Terenniim-i Salis / Yiruk

yliriik Semai ile bitirilir.
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Mevlevi ayini formu icinde, selam olarak
adlandinlan  ve  hanelerin  bolumleri
arasindaki gecislerde kopri vazifesi goren
saz terennumleri bicim, makam ve usul
bakimindan ayrica ele alinip incelenmemistir.
Hamparsum miuizik el yazmasi icinde ‘Takim’
basligi altinda bir mizikal yapinin varligim
gormek, 19. ylzyil miizik gelenegi icerisinde
saz terenniimlerin 0zel bir yeri oldugu ve
incelenmeleri gerektigini duslindiirmustdr.
Mevlevi ayininin mitsel kurgusu donen
dervislerin ritminde gizlidir. Bu nedenle
selamlarin arasina veya icine yerlestirilen
terenniimler yol gosterici oOzelligi tasir.
Takim olarak adlandirlan formun en az iki en
fazla yedi bélimlii bir yapidan olustugu i.0.
NEK. Y.213/ 11 arsiv numarali Hamparsum
muzik el yazmasi incelenerek saptanmistir.
Takimlarin hane sayisi, Mevlevi Ayinlerinin
saz terennumlerinin sayisi ile ilgilidir. Bu

nedenle Takimlarin haneleri; Terennum-i
Evvel, Terennim-i Sani, Terennim-i Salis,
Terennim-i  Rabi, Terennim-i  Hamis,

Terennum-i Sadis, Terennum-i Sabi olarak
adlandinlir. Ritmik yapilan acisindan
farklibik gosteren dort selam arasindaki ve
Ucunct selamin icindeki usul gecisleri bu
terennumlerle hazirlanir.

Bestenigar Takim ve Gelenegi Temsil Rolii

Takimlar aciklamak iizere, i.0. NEK. Y.213/
11 arsiv _numarali Hamparsum miuzik el
yazmasindan o6rneklem olarak Bestenigar
Takim ele alinmis ve Bursali Mehmed Sadik
Efendi’nin Bestenigar Mevlevi ayinini temsil
roli aciklanmistir. Bu yazmada, ikinci eser
olarak goriilen Bestenigar makaminda
eserin  bashiginda Takim  adlandirmasi
yoktur. Fakat, bu eserin bir takim oldugu
fihristte belirtilmektedir. Bestekar ad
da belirtilmeyen mizikal yap1 Uc saz
terennimiinden olusmaktadir: Terennim-i
Evvel- Agir Aksak Semai (2+3+2+3) ve
Terennlim-i Sani ve Salis- Yiiriik Semai (3+3).
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Resim 4. i.U. NEK Y.213/11 Bestenigar Terenniim-i
Evvel /Aksak, Terennim-i Sani ve Salis / Yuruk (web 1)

Bestenigar terenniimlerin, Bursali Mehmed
Sadik Efendi’nin Mevlevi ayininin Uglinci

selam1 icinde usul gecislerini saglayan
saz terennumleri oldugu, istanbul
Konservatuvari Nesriyati, Turk Musikisi
Klasiklerinden on dordiincii cilt, Mevlevi

ayinleri XXIV, s. 699-711. incelenerek tespit
edilmistir. Terennum-i Evvel her iki metin
tzerinden karsilastirildiginda, temel olarak
usul degisikligi Agir Aksak Semai’nin 10/4 ve
10/8’lik birimleri arasinda gorulur. Ezgisel
yap1 incelendiginde, melodik gidisin catki
sesler diyebilecegimiz temel yapiy1 korudugu
gorulmektedir. Terennim-i Sani ve Salis Yuruk
Semai iki metin lizerinden karsilastirildiginda,
ezgisel yapilarinin aynmi oldugu, bazi melodik
kaliplarin istanbul Konservatuvari Nesriyat
orneginde tekrarlanarak 2. terennidmiin
uzatildig saptanmstir. iki 6rnek arasinda yiiz
yil zaman farki olmasina karsin Bestenigar
Mevlevi ayininin saz terenniimleri gelenegin
hafizasinda korunmustur.
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istanbul Konservatuvarn “Tasnif ve Tespit
Heyeti” tarafindan 1937 yilinda notaya
alinan Mehmed Sadik Efendi’nin Bestenigar
Mevlevi ayininin ilk pesrevinin bestekan
olarak (Tablo 4) Numan Aga goriilmektedir.
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i.0. NEK Y213/11 numaral defterde ise Tablo
2’de belirtildigi gibi, ismail Dede Efendi’nin
(1778-1846), Devr-i  Kebir  usuliinde,
Bestenigar Atik makaminda pesrevinin, ilk
pesrev olarak yazildigr goriildr.

Tablo 4. Bestenigar Mevlevi ayinini olusturan miizikal unsurlar

(1750-1834)

(1750-1834)

Tiir/Form Bestekar Usul
ilk Pesrev Numan Aa
Bestenigar s Devr-i Kebir

Mevlevi Ayini

Bursali Sadik Efendi

I.Selam Devr-i revan
I1.Selam Evfer
I1l.Selam Devr-i Kebir

Bestenigar (6.1797) Aksak Semai

Yiirik Semai

IV. Selam Agir Evfer
Son Pesrev Zeki Mehmed Aga L3
Ferahnak (1776-1846) Velveleli Dlyek

Zeki Mehmed Aga

Son Semai

(1776-1846)

Yurik

Bu durum, 19. yiizyil Yenikap1 Mevlevihanesi
repertuan ile iliskilendirilerek aciklanabilir.
Dede Efendi 1832-33 yillarinda Bestenigar
Mevlevi ayini bestelemis ve ilk olarak
Yenikap1 Mevlevihane’sinde seslendirilmistir.
Rauf Yekta (2000, 163), Dede Efendi’nin
Yenikap1 Mevlevihanesi’nin ayin mecmuasina
Bestenigar ayin ile ilgili yazdiklarim soyle
aktanr. “1248 (1832-33) tarihinde tekmil
olup ibtida-i kiraat1 dergah-1 bab-1 ceditte
vaki olmustur - el-fakir Dervis ismail.” Dede
Efendi, ayin bestekarliginda her zaman
gorilmeyen bir durum olarak ilk pesrevi de
kendisi bestelemis ve bu pesrev 18. yuzyil
ayin gelenegini temsil eden Bursali Sadik
Efendi’nin Bestenigar Mevlevi ayininin ilk
pesrevi olarak da seslendirilmistir.

Mevlevi  ayin  geleneginde, formun
butunleyicisi olan pesrev ve semailerin farkl
bestekarlarin eserlerinden secilmesi, Mevlevi
adab1olarak da aciklanabilir. Ayin, bir besteci

3 Aslinda “Zencir” ikasmda olup Mevlevihane’de Velveleli
diyek ile calimirdi. (I.K.N. Tirk Musikisi Klasiklerinden
On Dorduncii Cilt, Mevlevi Ayinleri XXIV, 1937, 710)
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tarafindan yazilirken onu cevreleyen diger
formlarin farkli bestekarlarin ayn1 donemde
ya da erken donemlerde yazilmis eserlerinden
secilmesi gelenegin bicimlendirdigi kiiltirel
bir davranistir. Ayrica, ayinler belli bir makam
adiyla anilmasina ragmen dort selamin
farkli makamlarda yazildig1 orneklerine
de rastlanmaktadir. Feldman, bu degisime
acik miuzikal yapiy1 kulturel yaklasimla
iliskilendirerek soyle aciklamaktadir;

Bir ayinin bestecisi, bir makamdan
herhangi  bir makama gecmekte,
moduilasyon yapmakta 0zglirdu. Selamlar
olusturan belirli bir makam gerekli
degildi. On yedinci yiizyiin sonlarinda,
Birinci Selam’in makami tum ayine adim
verse bile, birbirini izleyen her selam
farkli makamlara donusebilirdi. Ayni
zamanda, her bir selam icin olusturulan
0zgun kompozisyon formlar, donemin
repertuarinda gorulen formlardan farkl
ozellikler tasimaktaydi. Ayin icinde, her
bir selam, usullerin ayirt edici siralamasi
ile karakterize edilmekte, Saray faslinin
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aksine uzun ve yavas usullerden kisa ve
hizli usullere dogru ilerleyecegine kisa
usullerden uzun usullere ve geri donerek
tekrar kisa usullere gecerek kendine 6zgu
bir dizilis sergilemekteydi (Feldman,
2022:58-60).

Mevlevi Ayin geleneginin form yapisinda,
makam ve usulseciminde goruilenbuyaklasim,
saz terennumlerin seciminde de saptanan
bir durumdur. i.0. NEK. Y 213/11 arsiv
numarali Hamparsum miuzik el yazmasinda,
Sedd-i araban takimin saz terenniimlerinin
Ferahnak makaminda yazilmasi bu duruma
ornek olarak verilebilir. Bunun yansira, Kunhi
Abdiirrahim Dede ve Miisahip Ahmed Aga’nin
Hicaz Mevlevi ayinlerinin saz terenniimleri
aynt makaminda yazilmis ve gunumuze
degismeden aktarilmistir.

Yenikapt Mevlevihanesi ayin gelenegini
temsil ettigi dusiiniilen takimlarin Mevlevi
adap ve erkanm icinde onemli bir ifade
bicimi olabilecegi distiniilebilir. Degirmenci
(2018) Takim olarak adlandirilan bu
formun, giinimiizde unutuldugu disiiniilen
bir Mevlevi adap erkanm olan ‘miptedi
mukabelesinin’ miizikal yapisi olabilecegi
belirtmektedir. Takim defterinden yola
cikarak degerlendirildiginde; once  bir
pesrev, ardindan ilgili ayinin sozlu kisimlan
cikarilarak saz terennumlerin art arda icra
edilmesi ve ardindan son pesrev ve son saz
semai ile Miiptedi mukabelesi Sema meskini
temsilen gerceklestirilmistir olur. Golpinarli

(2017,121), Miptedi Mukabelesini Sema
meskini  bitiren nev-niyazin mukabelesi
olarak aciklar.

“Sema meskini bitiren nev-niyazin

dedesi, bunu seyhe ve asc1 dedeye haber
verir. Bir mukabele giinli, yemekten
once Miibtedi mukabelesi yapilir. Diger
mukabeleler gibi Sema -hanede yapilan
bu mukabeleye seyh gelmez. Postun
altinda ascibasi durur. Na’t okunmaz. Kisa
bir ney taksiminden sonra Devr-i Veledi
icra edilir. Sema baslar dort devrede de
ayin okunmaz; mukabele pesrevle idare
edilir.”

Giiniimiizde unutuldugu diisiiniilen bu icra
formunun, Miptedi mukabelesi disinda
farkli nedenlerle uygulanan bir icra formu
olabilecegi ve kiiltiirel okumalar yapildikca
yeni ifade bicimlerinin ortaya ¢ikarilabilecegi
dusunilmektedir.

Sonug ve Tartisma

Turhan’in ~ Mecburi  Kiiltiir ~ Degismeleri
Devri olarak adlandirdigi donemde, II.
Mahmut zamani (1808-1939) gelistirilen
Hamparsum miizik yazisi, Tirk miiziginin
en onemli alimlerinin, bestekarlarin ve
sazendelerin yetistigi miizik okulu olarak
bilinen Mevlevihaneler ve donem temsilcileri
tarafindan mizik yaz1 dili olarak kabul
edilmis bu nedenle toplumsal yapi icinde
itibar kazanmis ve modernlesmenin simgesi
olmustur.

Mevlevihanelerin  kapatilmasinin ~ (1925)
ardindan  Hamparsum  muzik  yazisim
bilenlerin sayis1 azalmis, tarihsel muzik

yazilar icinde degerlendirilen el yazmasi
belgeler arsivlerde unutulmustur. Assmann
(2020, 284); “Unutma edimleri, icsel
toplumsal donusumlerin gerekli ve kurucu
bir parcasidir, ancak yabanci bir kiltire ya
da zulme ugramis bir azinliga yoneltildiginde
siddetli bir bicimde yikicidir” demektedir.
Hamparsum miizik yazisinin unutulmasinin
ardindan Hamparsum miuzik el yazmalan
da arsivlerde atil hale gelmis ve kulturel
unutmanin tum surecleri tamamlanmistir.

Ancak, 1996 yilinda Ralf Martin Jager’in,

Hamparsum mizik vyazisinin  en eski
orneklerinin  de  bulundugu istanbul
Universitesi  Konservatuvari  Hamparsum
muzik el yazmalanm  “Katalog der
Hamparsum-Notasi-Manuskripte im Archiv
des  Konservatoriums der  Universitat

istanbul” baslikli calismasiyla yayinlamasinin
ardindan arsivin icerigi bilim diinyasina
sunulmustur. Bu arsiv 2007 yilinda istanbul
Universitesi Nadir Eserler Kiitiiphanesine
tasinmis ve okuyucuya acilmistir.

Bu calismada, yaklasik iki asir boyunca
korunan Nadir Eserler  Kutuphanesi
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Hamparsum miizik el yazmalar incelenerek,
Mevlevi mukabelesinin yiizlerce yilda gelisen
geleneksel ifade bicimlerinden birisi olan
Takim formu tespit edilmistir. Takim formu
muzikal ve Kkilturel gostergelerin izinde
cozumlenmistir. On dokuzuncu yulzyilda,
Mevlevi Ayini’nin miizikal unsurlarindan
birisi olan saz terennimlerinin art arda
siralanmasiyla yeni bir ifade bicimi Uretilmis
ve takim formu gelismistir. Takimlarn,
Mevlevi Ayini ve Sema torenini temsil etmek
amaciyla, ayinlerin Selam olarak adlandirnlan
bolumlerinden secilen saz terennumlerinin
art arda dizilerek seslendirilmesiyle
olusturulmus bir icra gelenegi oldugu
bilgisine Hamparsum muzik el yazmalarindaki
varliklarinin fark edilmesiyle ulasilmistir. Bu
calisma ile Takim, bir tiir ve form olarak ele
alinmis, takim kelimesi bugtinkii anlamindan
farkli bir miizikal yapiy1 gosterdigi icin
yeniden kavramlastirilmis, gelenegi temsil
rolu aciklanmistir.

Takimlan meydana getiren saz
terennuimlerinin baz orneklerinde
gorulen, onceden gerceklesmis bir muzikal
unsurun yeniden kullanilmasi ise muzikte
metinlerarasilk kavramiyla aciklanacag
gibi aym zamanda bir saygi anlatimi olarak
da degerlendirilebilir. Aktulum’a gore (2017,
17) alint1 miiziksel baglamda ¢ogu zaman
bir saygi anlatimidir. Bu baglamda, Mevlevi
ayinlerinde gorulen bazi saz terennumleri
kendinden onceki ayin bestekarlarinin
gelenegi temsil eden ezgisel yaratimlarindan
secilebilir. Metinlerarasiik gelenekle iliski

kurmak ve gelenegi yeniden uretmek
baglaminda degerlendirildiginde, Istanbul
Universitesi Nadir Eserler Kutuphanesi

Hamparsum miuzik el yazmasinda saptanan
Takimlar bir kulturel miras olarak kabul
edilmistir.

Gunumuzde kilturel ve miuzikal edimine
rastlamadigimiz Takim formunun orneklerini
gormek gelenegin yeniden iretilmesinde
kanonu temsil eder. Toplumun hafizasinda
elenerek ve zamanda vyer degistirerek
aktarilan bu mizikal yapinin aslinda kanonu
temsil ettigi bilgisine ulasmis olmak, bu
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kuram tasariminin beklenen sonuclarindan
birisidir.

Bir Hamparsum miizik el yazmasi, Mevleviligin
kendine ozgu kilturel kodlann iceren
eserlerini gunumuze ulastirmistir. Yenikapi
Mevlevihane’sinde  yazildigi  duslniilen
Y.213/11 arsiv numarali Hamparsum muzik
el yazmasi, bu buyuk kulturu temsil eden
onemli bir degerdir. Hamparsum yazmalan
sadece bir muzik yazisin1 temsil etmezler ayni
zamanda yedi asirlik bir medeniyetin izlerini
de aktarirlar. Bu nedenle, Hamparsum muzik
el yazmalarini konu alan bir arastirmadan
sadece muzik paleografisinin cozimleme
teknikleri kullanilarak yapilan bir ceviriyazim
calismasi olmasi beklenmez. Ayn1 zamanda
kulturel gostergeler de cozumlenerek muzik
tarihinin yeniden yazimina katkilar sunmasi
beklenir. Sonuc olarak, bu arastirma yazisinin
bir yontem onerisi olarak degerlendirilmesi
ve vyapilacak arastirmalara ornek teskil
etmesi beklenmektedir.

Oneriler

Tarihsel muzik yazilarin1 inceleyen bircok
arastirmacinin  karsisina belgeye ulasma
sorunu c¢ikar. Bu bakimdan, Hamparsum
muzik yazisimm konu alan arastirmalarda
kullanilabilecek belge sayis1 digerlerine
gore daha fazladir. Bu belgelerin bircogu
halen ozel arsivlerde okuyucuya sakli tutulsa
bile, istanbul Universitesi Nadir Eserler
kltuphanesi en zengin ve kiymetli yazmalarin
korundugu tek arsivdir. Bu arsivde bulunan
15 Hamparsum miizik el yazmasinin bircogu
halen ¢coziimlenmemistir. Cozumlenen muzik
el yazmalan ise Turk mizik tarihine ait
bircok bilgiyi aci8a cikaracak arastirmacilar
beklemektedir. Bu nedenle yapilacak her
calisma kulturel tarihimize katki sunacaktir.

Hamparsum muzik yazisim1 inceleme konusu
olarak ele alan arastirmacilarin, sadece
ceviriyazim yapmakla kalmayip ayni zamanda
kilturel verileri de cozumleyerek muzik
tarihi yazimina biyiik katki saglayacaklan
disiinilmektedir. Bu baglamda, makam,
form, usul gibi muzikal unsurlan aciklamak,
geleneksel Tiirk Sanat Mizigi repertuarin
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gelistirmek, bestekarlar ve eserleri hakkinda
arastirmalar yapmak, muzik kultur tarihini
belgelerle aciklamak icin Hamparsum muzik
yazmalan yeniden degerlendirilmelidir.

Arastirmanin Sinirlibiklan

Arastirma, istanbul Universitesi Nadir Eserler
Kutuphanesi arsivinde kayith  Y.213/11
numarali Hamparsum miizik el yazmasi ile
simirlandinlmistir. Orneklem olarak secilen
bu defterin evreni temsil ettigi kabul
edilerek icerik coziimlemesi yapilmis ve
veriler incelenmistir.

Tesekkiir

Hamparsum miuizik yazmalarin1 hazirlayarak
glinimuze aktaran fakat isimlerini
bilmedigimiz miizik alimlerine ve bu
belgeleri koruyarak gunumuze aktaran arsiv
ve kutuphanelerin kiymetli c¢alisanlarina
tesekkuru bir borg bilirim.
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Acomparison of musical content in Hamparsum music manuscripts
through documents on Mevlevi music

Extended Abstract

The Hamparsum music notation was developed in the first quarter of the nineteenth century and found its place
in collective memory under an Armenian musician’s name, Hamparsum Limonciyan. Through Hamparsum music
manuscripts, this music notation transfers to our day not just some melodies that help us remember the past, but
also historical data that enable us to reconstruct a vast cultural structure. These manuscripts played a significant
role in the cultural transfer process by ensuring that many works representing Traditional Turkish Classical Music
survived to our day. Presently, the most important institutional archive that contains some of the first examples
of Hamparsum music manuscripts is the Rare Books Library at the Istanbul University. In this study, we selected
the manuscript with archive number Y. 213/11 as a sample to explain the role of Hamparsum music notation in
representing Turkish music. In this manuscript, we identified eight works named “Takim” and explained how they
relate to the saz terenniims (instrumental songs) seen in the Mevlevi Ayini (Ritual) form. We determined that the
term “Takim” is the name of the instrumental form created by concatenating the saz terenniims seen in the seldm
sections of Mevlevi Rituals. Such sequencing of saz terenniims is a musical expression that we identified for the
first time in the Hamparsum music manuscripts. Through our analysis, we assert that Takims represent the canon,
and explain the connections between the Takim form and the miptedi mukabelesi, which is a forgotten Mevlevi
etiquette and tradition. The Hamparsum music notation emerged in the nineteenth century Istanbul as the Catholic
Armenian society formed its own cultural and religious identity. Coinciding with the Ottoman modernization and
Westernization of music in the same era, this music notation also took on the role of representing Turkish music
against the Western notation that was poised to replace the tradition of oral transmission. It took shape through
the collective memories and traditions of the Turkish and Armenian people, got weaved into their religious belief
systems, and was accepted through societal consensus. Looking at the history of Traditional Turkish Classical Music,
we see that written transmission was rejected, the use of music notation was not widespread except in theoretical
works, and the tradition of oral transmission prevailed. The most preferred form of oral transmission was the
‘mesk’ tradition of learning and teaching. In this method, works that are preserved in the musician’s memory are
either eliminated or deemed worthy of preservation in line with the percepts and tastes of the period. In addition
to cultural forgetting, this creates a structure we can denote as cultural elimination in the historical process.
Cultural elimination is the active form of cultural forgetting. The passive form of cultural forgetting is related to
unintentional behaviors such as ignoring, forgetting, and hiding. Hamparsum music manuscripts can be considered
as the archeological material of this passive cultural forgetting. In this case, what preserves the past, where the
musical memory is protected, i.e., the archeological sites, are the archives where the Hamparsum manuscripts are
preserved. Works that preserve the past in the present, and represent the actively recirculating musical memory,
form the canon. Hamparsum manuscripts, which are accepted as the memory of Turkish music, are the documents
that bring to present day the works representing the canon and having certain measures and norms. In this study,
we use musical paleography (a subdiscipline of historical musicology) techniques to analyze some of the works that
were written using the Hamparsum music notation, and make further inferences on these transliterated works. We
select the Hamparsum manuscript with archive number Y. 213/11 as a sample from among the fifteen Hamparsum
manuscripts found in the Rare Books Library at the Istanbul University, and perform its codicological analysis.
We identify nineteen works in this manuscript, written in instrumental forms such as Takim, Pesrev, and [saz]
semai. Analysis of the pesrev and [saz] semdis reveal these to be (1) the first pesrev that is performed during the
“Devr-i veledi” phase of roaming, which occurs before the lyric part of the ritual begins, and (2) the last pesrev
and yiiriik semai that are performed once the lyric part of the ritual is over. Furthermore, we identify examples
of Takim in this manuscript, which is the instrumental form created by concatenating the saz terenniims that
act as a bridge between the seldm sections of Mevlevi Rituals. In order to explain “Takim” we select Bestenigar
Takim from this manuscript as an example, and explain the representational role of the Bestenigdr Mevlevi Ritual
composed by Bursali Mehmed Sadik Efendi. Lastly, we determine that the “Takim” form was likely the musical
structure of the ‘miptedi mukabelesi’, which is a Mevlevi etiquette (adap erkdni) that is forgotten today but
used to be performed by apprentices who completed their sema training. As the Hamparsum music notation got
accepted by Mevlevi Lodges - which are the institutions that raised the most important scholars, composers, and
musicians of Turkish music - as the language of musical writing, it gained reputation in the societal structure and
became the symbol of modernization. After the closure of the Mevlevi Lodges in 1925, the number of people who
knew the Hamparsum notation dwindled, and the manuscripts were forgotten in the archives. We determine that
a melodic structure representing tradition was reused in some of the Takims and explain this using intertextuality
in music. We evaluate intertextuality in the context of reproducing tradition, accept the Takims we identified in
this manuscript as part of cultural heritage, and assert that they represent the canon.

Keywords

canon, Hamparsum music manuscript, intertextuality, Mevlevi music, music cultural
indicator, musical paleography, takim
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