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2023 Bahar Sayısı
Değerli yazarlarımız, hakemlerimiz, editörlerimiz ve okuyucularımız! 
Rast Müzikoloji Dergisi, en üretken müzik araştırmacılarının katkısıyla 11. cilt 1. sayıyı sunar. Bu 
sayıda emeği geçen Rast Müzikoloji Dergisi ekibine yürekten teşekkür ederiz. Bu üç aylık süreçte 
neler yapıldığını sunmak isteriz. Web sayfamızda yayın politikalarımızla ilgili güncellemeleri 
yaptık. Editör kurulumuzla İngilizce makalelerde “Figure” olarak geçen sözcüğün Türkçe’de 
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Sisteminde “takip et” butonuna tıklayarak takip etmenizi yineliyoruz. Editör kurulu üyelerimizi 
her sayıda güncelliyoruz. Rast Müzikoloji Dergisi’nin kurumsal bir yapıda devamlı olarak kalitesinin 
ve dinamizminin artmasını katkı sağlayacak akademisyenleri kurullarımıza davet ediyoruz. TR 
Dizin’de indekslenme ile ilgili bir gelişme henüz bize ulaşmış değildir, ama umutluyuz. Prof. Dr. 
Walter Feldman’ın editörlüğünde Mevlevi Müziği özel sayısı makale başvuruları 30 Ağustos 2023’te 
sonlanacaktır.  Ayrıca 2023 yılının UNESCO tarafından Aşık Veysel’i anma yılı ilan edilmesinden 
dolayı Aşık Veysel özel sayısı duyurusuna çıktık, makale başvuru son tarihi 30 Ekim 2023 olarak 
belirlenmiş olup, özel sayı editörlüğünü Dr. Yusuf Benli hocamız yapacaktır.  
En içten saygılarımızla
Rast Müzikoloji Dergisi Editörlüğü

Spring 2023 Issue
Dear authors, reviewers, editors and readers! 
Rast Musicology Journal presents the 11th volume and the 2nd issue with the most prolifc contribu-
tion of creative music researchers. We would like to thank the team of Rast Musicology Journal who 
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with our editorial board that the use of the word “Figure” in English articles as “Şekil” in Turkish 
is incorrect and that the correct usage should be “Figür”, which is also included in the dictionary 
of the Turkish Language Association, and added it to our writing-spelling rules. We reiterate your 
follow-up by clicking the “follow” button in the Dergipark Journal System. We update our editorial 
board members in every issue. We invite academics who will contribute to the institutional struc-
ture of Rast Musicology Journal with sustainable quality and dynamism to our boards. We haven’t 
received any progress regarding indexing in TR Dizin yet, but we are hopeful. Submissions for the 
special issue of Mevlevi Music under the editorship of Prof.Dr. Walter Feldman will end on August 
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Art Music of Albanians in Kosovo: First steps towards initiation 
and development phase division

Rreze Kryeziu Breznica
Prof. Assist. Dr., Musicologist, University of Prishtina “Hasan Prishtina”, Faculty of Arts, Music Department, 
Rr. “Agim Ramadani”, p.n. 10 000 Prishtinë, Republic of Kosovo.
Email: rreze.kryeziubreznica@uni-pr.edu ORCID: 0000-0001-5601-5867

Abstract
The development of Albanian Art Music in Kosovo started after World War II and it shared the same fate 
as other countries situated in the Balkans. Art Music of Kosovo has gone through different political, social 
and economic situations as all other countries which were part of the then ex- Yugoslavia (1918-1991). 
However, the impact was stronger due to the beginning of the last war in Kosovo (commencing in 1990, 
almost a decade before the war), a war that made ten mandatory years desertion of the cultural and 
educational life of Albanians in Kosovo. The above-mentioned political and social circumstances, as well 
as other dramatic changes within Kosovo have negatively affected the development of Albanian Art Music 
in Kosovo, which, from my perspective, was and is a neutral sphere of identity, as it started in a vacuum 
– i.e., an emptiness, in terms of its activities which did not exist before 20th century. This article, strives 
to identify the existence of Art Music in Kosovo whose development when observed, acts as evidence 
just how great an achievement can be reached over a very short period of time. Its main purpose is to 
highlight the first steps towards its initiation and also the growing European music tradition within a 
society which was isolated for centuries.

Keywords
art music, central resources, Kosovo Albanians, isolation, social-political impact
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Introduction
Art Music of Albanians in Kosovo begins 
its development in the middle of the last 
century. Exactly, the Albanian ethnos in 
Kosovo, after the Second World War (Clara 
& Ninhos, 2016), from 1945 shares the fate 
with the other peoples of the then Yugoslav 
state. As an integral part of it, in this period 
favorable economic, political, social and 
cultural circumstances are created for the 
professional development and orientation 
of Art Music as an important segment of 
cultural life (Kryeziu-Breznica, 2020:43). 
During this, the basic precondition for its 
continuity are the activities of amateur 
music associations registered at the end of 
the 19th century, in the last stage of the 
so-called Albanian Renaissance. In addition 
to participating in some of these groups 
during traditional customs, followed by 
folk music, cultural life was complemented 
by performances of church choir societies. 
The dominance of spiritual music, over the 

secular one, is related to the fact that choirs 
constitute an inseparable and integral part 
of the educational and cultural mission of 
the Catholic religion in all cathedrals.

During the 1930s, amateur and semi-
professional chamber orchestras were 
formed which enriched the musical life with 
instrumental performances and influenced 
the expansion of musical culture. Among 
them, especially important are the wind 
orchestras that are created in Kosovo in 
which Serbs, Croats, Slovenes, and since 
1941 Albanians also participate.

In 1944, four military wind orchestras were 
formed in Prishtina, Prizren, Gjakova and 
Mitrovica, in which descending instruments 
such as the harp and the small drum are 
used. In their concert activity and holding 
weekly performances, these orchestras 
become important initiators of musical life 
in Kosovo.
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In November 1944 in the city of Prizren by 
the choir of Albanian intellectuals Anton 
Çeta and Zekirija Rexha formed the cultural 
society “Agimi”. Lorenc Antoni (1909-1991) 
- the first composer of Art Music in Kosovo 
(Berisha, 2004:48)- appears as composer 
and conductor of choir pieces (Berisha, 

2004:48). All previous musical activities 
highlighted, from the choir to the music of 
military orchestras, give a great contribution 
and inspiration for starting the path of 
professional activity in the field of Art Music 
which leads to the need for the formation of 
music education.

Photo 1. Choir at society “Agimi” (Conductor, Dashnor Xërxa). Photo provided from the monograph “Agimi”

Photo 2. Faculty of Arts – Music Department in Prishtina, Republic of Kosovo, https://arte.uni-pr.edu/

With the increase of the material and 
personnel base, schools for primary music 
education are opened (the first school 
established in 1948 in the city of Prizren), as 
well as music secondary schools (1949 also 
in the city of Prizren) in a large number of 

cities. Educational institutions starting from 
the first primary school, through the first 
high school of music, to the opening of the 
Faculty of Music Arts (1963) are the basis 
for creating and shaping the potential of 
productivity and reproduction in the country.
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In the development of Art Music however, 
the main role is played by composers and 
their contemporary creativity, which in itself 
bears the traces of European music of the 
20th century. As a result of the absence of the 
Faculty of Music in Kosovo until 1975, young 
authors of the war and post-war generation 
were forced to study at music faculties in the 
main centers of the former Yugoslavia such 
as Belgrade, Zagreb, Ljubljana, Sarajevo, 
Skopje, and through their professors also 
indirectly feel the influence of contemporary 
European trends. Returning to the homeland 
from different sides, composers have brought 
and practiced the norms of harmonic and 
polyphonic words, instrumentation, vocal, 
instrumental and vocal-instrumental forms, 
genres and structures, means of expression 
characteristic of the countries in which they 
were educated.

However, most decided to base their 
creativity to a large extent on the folklore 
basis, with the participation of peculiarities 
arising from the folkloric musical idiom. 
Over time, the musical idiom transforms 
its content, emphasizing the tonic-ethical 
values differently and making the psychology 
of the importance of the tonic material and 
that mutation of the source of the musical-
folklore archetype as a condition for the 
immanence of Kosovar-Albanian Art Music.

With the opening of the faculty, through 
the pedagogical activity of the already 
established composers, a complete basis is 
obtained for the identification of different 
composition schools, to a greater or lesser 
extent, included in the individual creations 
of future generations.

In the works of Kosovar composers in general 
one can see a wide spectrum in the transfer 
of musical inspiration from: simple musical 
expressions colored in the national musical 
style through the use of musical folklore, to 
neo-romanticism, through neoclassicism to 
expressionism and complete submission of 
atonality.

Art Music of Albanians in Kosovo, is the only 

musical genre for which nobody spoke and 
wrote so far or for which even today (2023) we 
cannot find the appropriate information. As I 
am part of the population of Balkan region, 
just as the musicologist of Serbian origin 
Tatjana Markovic, I came to the conclusion 
that both of us (me and Markovic) are 
bothered by the same problem. As Markovic 
points out in her article titled “Balkan 
Studies and Music Historiography: (Self) 
Representation between »Authenticity« and 
Europeanization”, the first thing one might 
notice while trying to find literature about 
Balkan music – via Google or in Wikipedia 
but also in sources such as the leading 
world music encyclopaedias The New Grove 
Dictionary of Music and Musicians and Die 
Musik in Geschichte und Gegenwart 2 – is 
that the concept of “Balkan music” has 
been represented almost exclusively by 
traditional, sometimes even neo-traditional 
or “turbo-folk” music, and rarely by Art 
Music, especially by contemporary Classical 
music (Markovic, 2009). As Markovic 
consequently stated in her above-mentioned 
article:

“Since the changed political situation 
in the Balkans from 1989 onward, 
a redefinition of national self-
representations took place one more 
time. New languages were constructed, 
new national academies of sciences were 
founded, new national histories were 
written, and new were moreover national 
sport teams, tourist guidebooks, and 
national histories of music” (Markovic, 
2009:5).

I do agree because the same situation is in 
Kosovo, as one of these countries of Balkans 
that never had a history of Art Music or was 
never represented through Art Music, and it 
was not mentioned even in the History of 
Art Music of Yugoslavian countries (Andreis, 
1982). According to the Croatian historical 
musicologist Josip Andreis (1909-1982), the 
only author who wrote about the music 
history of ex-Yugoslavian countries, the 
history of Yugoslav musical culture is a result 
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of the efforts of basically Slovenians, Croats, 
and Serbs. Andreis further remarked:

The other Yugoslav peoples and 
territories have no history of Art Music 
of their own because of very unfavorable 
and unavoidable circumstances. They are 
experiencing their musical presence, with 
significant results and success already 
achieved. However, having in mind 
that this book is primarily a historical 
development of Yugoslav musical culture, 
the chapters about those Yugoslav people 
and regions, which gained a richer and 
more intensive musical life in different 
respects only after World War II, will not 
be included (Andreis, 1982:6).

One of those countries which started to 
cultivate Art Music after World War II is 
Kosovo. According to the written history 
of music during Yugoslav period, Serbian 
musicologist Markovic remarks in her article 
“Balkan Studies and Music Historiography”:

History of music production in Yugoslavia 
could be called a survey in words and 
sound: Jugoton in Zagreb, the dominant 
record label in Yugoslavia, published five 
extensive series of Long Play recordings 
– 105 in total – accompanied by survey 
texts (in Serbo-Croatian and German) on 
music of Croatia, Bosnia and Herzegovina, 
Montenegro, Kosovo, Macedonia, 
Slovenia, Serbia (Markovic, 2009:1).

Today, music activities in Kosovo continue 
to have shortcomings in documentation, 
including the writing of its history, which 
would serve to evidence the existence of 
a culture of a people at a certain time. If 
the term historiography in the early modern 
period meant “the writing of history”, 
then, in accordance with Markovic, the 
historiography of music in the Balkan 
region has not yet been a topic of a study 
(Markovic, 2009). This means that knowing 
the difficult circumstances that Kosovo has 
faced, the same situation cannot be said 
about its history of music. The lack of proper 
documentation, the ruined archive makes 

it difficult to write a complete and clear 
history of music. It has been considered and 
still is a very problematic area.

My idea of writing the article History of 
Art Music of Albanians in Kosovo came as a 
result of a yearning to be recognized by our 
music culture identity which until nowadays 
21st century does not possess archive or 
many documents or even many memorized 
activities from the past generations, which 
makes us remain behind so many European 
countries, but also neighboring ones, such as 
Serbia, Macedonia, Albania, Montenegro etc. 
Therefore, knowledge about music history 
always occurs as a product of a specific 
present (Ph.D. Fellows of “Erinnerung – 
Wahrnehmung – Bedeutung, 2011). It is based 
on a constructive recollection of the past 
and on the contingency of its change (Ph.D. 
Fellows of “Erinnerung – Wahrnehmung – 
Bedeutung, 2011). However, this process of 
writing music history is not only influenced 
and generated by individual musicologists, 
a great variety of professions and different 
media partake in the production, realization 
and spreading of music-based knowledge 
(Ph.D. Fellows of “Erinnerung – Wahrnehmung 
– Bedeutung, 2011).  As Vesa Kurkela and 
Markus Mantere have pointed out, all in 
all music historiographers/historians have 
witnessed a growing need to reconsider 
objects, axioms and perspectives of writing 
history of music (Kurkela & Mantere, 
2020:2). For example, I cannot say the same 
for Kosovo. The history of Art Music in Kosovo 
was never written. There was no interest in 
writing history and I believe this came due to 
the difficult circumstances which Kosovo has 
been through.

Regarding the above-mentioned, this is the 
first act of this type under received by me, 
and hopefully in the future from others, 
because it will always be a need for a change 
and to enrich the history with its concrete 
elements.
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Research Purpose and Problem
Set against this situation, the purpose of 
this article is to determine and recognize 
the consequences of Albanian Art Music 
introduction in Kosovo and to follow the 
development and phase division. This 
article tends not to show the evidence of 
national Albanian music. Its main purpose 
is to highlight the growing European music 
tradition within a society which was isolated 
for centuries. Therefore, this research is 
not only an Art Music history of Albanians in 
Kosovo, but also pursues the role Albanians 
played in Art Music in Kosovo and beyond. 

I also reconsider the division of the 
generations of Kosovo Albanian Art Music 
composers by expanding it with the new 
generation of composers. Focus will be 
on the development of this type of music 
including all its components (institutions, 
composers and their compositional oeuvre 
style).

Method
This research can be considered as a historical 
review in qualitative research types, as it is 
conducted as an examination of Kosovo Art 
Music in the historical context on the axis 
of important records and documents. In the 
research, some documents were examined 
in order to reveal the findings related to 
the research problem. These are written 
historical records, associated research, 
photographs, newspapers, etc. Accuracy and 
reliability criteria were taken into account 
in the selection of these documents. 

Given the lack of an archive, written 
documents, an integration of oral history 
became necessary. In recent years, the use 
of qualitative and quantitative methods in 
studying the same phenomenon has received 
significant attention among the scholars and 
researchers. 

This study has also been based on data 
triangulation in that it comprises the analysis 
of different sources, such as the study of 
documents, biography methods, analysis of 
content, ethnographic participation based 

on description, as well as the case study 
method that has been used through direct 
conversations, informal interviews with 
participants of music life (performers, music 
pedagogues, etc.), and active creators in 
the development of Art Music in Kosovo 
(composers).

Results 
My interest is directed towards all main 
components which show us the existence 
of Kosovo Art Music whose development 
when observed, acts as evidence just how 
great an achievement can be reached over a 
very short period of time. As a result, I have 
chosen to explore and create a work on the 
history of Art Music of Albanians in Kosovo 
through the research that will consist of two 
parts:

 ¾ The first part will highlight the 
problems that have negatively affected 
the emergence of Art Music in Kosovo. 

 ¾ Albanian Art Music in Kosovo must 
have as result the establishment of 
educational music institutions (ranging 
from professional music schools all 
over Kosovo to more senior institutions 
such as the establishment of Opera and 
Ballet).  I will also present a group of 
Kosovar Albanian composers that will be 
presented as categorized in generations by 
previous musicological writers. However, 
this categorization might need to be 
expanded. Musicology in Kosovo (e.g., 
evidenced from the above-mentioned 
books) considers that motivation for Art 
Music development more specifically the 
weak sparkle in this field is a result of its 
late introduction. Having this in mind, I 
decided for the theme of the research to 
be history and all of its components that 
made its initiation in a multi- ethnic state 
such as Kosovo.

As previously mentioned in the introduction 
part, the main focus of the people of Kosovo 
was the creation of the new independent 
state. This is one of the key elements that 
proves just why Art Music of the population 
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in Kosovo was developed later and by such 
creating consequences resulted in stagnation 
of the development of institutions, of the new 
music professional staff and ultimately a not 
so rich music life. The year 2000 marks the 
establishment of the Symphonic orchestra 
and later (2003) the Opera of Kosovo, 
that carries out its activity in the National 
Theatre and enables the development of art 
and scenic music with performances of many 
concerts and fragments of different operas.

Representing the first musicologist from the 
University of Pristina (Kosovo), Faculty of Arts, 
it is essential that I continue enlightening a 
significant number of characteristics that 
cultural music presently contains in Kosovo 
because, as a result of the socio-political 
circumstances, they never came out.

History of Art Music of Albanians in Kosovo 
Through Cultural Memory 
While analyzing comparable music 
historiographies, a title that caught my eyes 
and intrigued me was Music historiography 
in New Zealand by author Martin Lodge 
(Lodge, 2009:32). New Zealand is a state 
that is felt to be at the end of the world from 
a Kosovo-related perspective, and about 
which the New Zealand historian Michel King 
(1945-2004) remarked: “According to the 
current consensus of scholarly opinion, New 
Zealand was the last significant land mass on 
the planet to be settled by humans” (King, 
2003), – and similarly, its music history is 
little known in Kosovo. From my perspective 
it appeared as an economically stable state, 
nowadays with no big challenges. To my 
surprise, Lodge  (2009) described a pace of 
development of Art Music similar to Kosovo. 
As he pointed out in his study: “Music 
historiography in New Zealand faces a number 
of special challenges, and the paucity of 
comprehensive music history writing in the 
country prompts investigation. Significant 
contributing factors to the current situation 
turn out to lie in the unique social, political 
and cultural history of the nation and certain 
limitations of narrative music history writing 
techniques in the Western tradition also play 
a role” (Lodge, 2009:32). 

It is exactly the same situation in Kosovo. 
Some well-known authors, musicologist to 
date pose a question regarding the relevance 
of writing a history of music (Kurkela & 
Mantere, 2020:2). In the introduction to their 
publication Critical Music Historiography: 
Probing Canons, Ideologies and Institutions, 
Vesa Kurkela and Marcus Mantera add 
that history with all it inevitable issues of 
rhetoric, power and legitimacy and emphasis 
– has become a contested and problematic 
area of scholarly inquiry (Kurkela & Mantere, 
2020:3). Still, it does depend on how we 
view history, in my case history of Art Music.

Kosovo has a relatively young Art Music that 
was developed in challenging circumstances 
as a result of which there is a significant 
absence of documentations in its archive. 
Lack of relevant documents continues today 
in Kosovo. One of the reasons is the Serbian 
Government which at the end of the war 
(1999) has received from institutions all the 
documents that could highlight the history 
of Kosovo Albanians by culture (music, 
theatre, film) and another part got burned 
during the last war (1999). I thus came to 
conclusion that in this part of the Balkans 
(Kosovo), music history can be written easier 
through support of the cultural memory, 
considered to be as the social construction 
of the past – not just an individual, private 
experience but it is also part of the collective 
domain. Memory and history, far from being 
synonymous, are thus in many respects 
opposed. Regarding this, the French historian 
Pierre Nora stated: “Memory is life, borne by 
living societies founded in its name (Nora, 
1989:8). It remains in permanent evolution, 
open to the dialectic of remembering and 
forgetting, unconscious of its successive 
deformations, vulnerable to manipulation 
and appropriation, susceptible to being long 
dormant and periodically revived”.  On the 
other hand, as Nora pointed out, “history is 
the reconstruction, always problematic and 
incomplete, of what is no longer” (Nora, 
1989:8).

The Serbian government had served well 
for 10 years of extinction of the musical 
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life for the destruction of archive and every 
document and the persecution of any musical 
activity that has to do with Kosovo Albanians. 
In the last war (1999), the archive, libraries 
and record libraries, including other musical 
institutions in Kosovo, remain vacant, and 
any evidence of the existence of this culture 
became inexistent or inaccessible. What 
helps us today is precisely the memory of 
the individuals who have been part of this 
entire process in initiating and developing 
the Art Music in Kosovo, as well as of the 
most difficult circumstances that came from 
the Serbian government (1980-1999).

As mentioned above, cultural memory has 
greatly helped me in collecting and recording 
the materials part of this thesis. Still, Art 
Music in Kosovo remains trapped within its 
borders, unprompted and not evidenced. 
Isolated due to political circumstances 
already mentioned numerous times, Art 
Music of Kosovo until this century and after 
its independence (2008) has sparked interest 
across Europe and beyond. At least it enabled 
the state independence of composers and 
performers to make its promotion abroad. I 
was also part of the concerts and festivals in 
many European countries where I did share 
some of the main characteristics about Art 
Music in Kosovo and its components.

According to the Polish philosopher Leszek 
Kolakowski (1929-2009), cited in the article 
“The Ends of Music History, or: The Old 
Masters in the Supermarket of Cultures”, 
“we learn history not in order to know how 
to behave or how to succeed, but to know 
who we are” (Berger, 2014:11). The reason 
behind my focus on Art Music history of 
Albanians in Kosovo is precisely this, proving 
the existence of Art Music in Kosovo among 
the people are considered to have very old 
culture in the Balkans. 

To write Art Music history one needs 
compositional oeuvre, and especially the 
existence of basic conditions for development 
as a generating motive for music production. 
The great support on writing the Art Music 
history of Albanians in Kosovo we can find in 

the historical circumstances, economic and 
especially political ones (various empires that 
ruled in Kosovo) and perception/inclusion of 
foreign cultures within the national culture.

In Kosovo, since the previously mentioned 
years (1980-1999) the most difficult period 
of all times started, when writing national 
history, playing or enjoying national sports 
could never cross people’s mind. Nowadays, 
even though with many difficulties, certain 
conditions have been created albeit with 
limited funding yet one that will ensure 
evidencing its existence and continuous 
development.

Division of Art Music Development in 
Kosovo (1945-2018)
According to the well-known Kosovar 
musicologist Engjëll Berisha and his articles 
about Art Music, from 1945 until 1975 Art 
Music in Kosovo can be divided in three 
development phases based on: designated 
compositions, treatment to national and 
folk music traditions and the institutional 
musical environment (Berisha, 2004:37). 
Berisha’s three phases include three periods 
of time starting from Art Music initiation in 
Kosovo in 1945 until 1955, then the second 
phase 1955 till 1965 and the third one which 
starts in 1965 and ends in 1975. The three 
above-mentioned phases were developed at 
the time of the so-called Tito’s Yugoslavia 
(1945-1980) or the Social Federal Republic 
of Yugoslavia, which for as long as it lasted, 
provided general social development of 
Kosovo. It is not accidental that after 1975, 
Berisha did not provide information on 
the development of Art Music in Kosovo. 
It was this phase when Kosovo’s relations 
with Yugoslavia were getting complicated. 
Kosovo, as well as other states, part of the 
then government of Yugoslavia, had begun 
seeking independence. This idea came as a 
result of the oppression that was made to it, 
especially after Tito’s death. The year 1980 
marks the beginning of a long and difficult 
period for Kosovo which brought the 1999 
war, and also Kosovo’s independence in 
2008. There is no written evidence of what 
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happened with Art Music after that period 
(after 1975), what made me very curious and 
decided to undertake a thorough research 
for the Art Music development after 1975, 
and I came to the conclusion that we face 
here another/new stage development of 
Art Music, starting from the preceding year 
(1975) until the present days (2021).

This does not mean that for the earlier 
stages we have provided the necessary 
and accurate material. Musicologist Engjëll 
Berisha wrote at a time when Kosovo was 
ruled by Serb government and circumstances 
were such that it was not allowed to write 
any book, article or any other scientific work 
related to Albanians in Kosovo and it was not 
possible to write against the power of time. 
However, my full support is in the three 
phases (1945-1975) divided by Berisha but 
complemented with works and stylistic issues 
on the composer’s oeuvre, representing the 
above-mentioned phases while Art Music 
development phase from 1975 to 2018 is 
evidenced by my own research and my 
great desire to mark the continuity of a new 
culture in the Balkans. Yet subsequently, we 
will first get acquainted with some general 
pre-conditions that made the initiation and 
development of Art Music in Kosovo.

First Phase of Albanian Art Music in 
Kosovo 
The first phase (1945–1955) of the 
development of Art Music includes the 
decade of the immediate “liberation” and 
recognition of the province of Kosovo under 

Yugoslavia (Berisha, 2004:40). According to 
Berisha, this period was also characterized 
by the beginning of the first music activities 
from amateur and semi-professional 
societies until the establishment of 
respective music educational institutions, 
starting with the first elementary music 
school in Prizren (Kosovo) in 1948 (Berisha, 
2004:40). This indicated that these societies 
served as a platform within which folk 
music and wind orchestras could form, as 
well as the choirs, which initially had only 
limited repertoire (i.e. SCA “Agimi”). These 
societies were characteristic throughout 
Yugoslavia, as an initiating stage towards 
the presentation of professional music that 
is equivalent to the opening of the first 
musical educational institutions. According 
to Serbian musicologist Roksanda Pejovic 
these societies were the pillars of Serbian 
(Yugoslavian) musical life (Pejovic, 2009:6). 
In Kosovo, Serbia and the whole ex-Yugoslavia 
they provided concerts with mixed programs 
– choral, soloist and orchestra compositions, 
including dramatic pieces as well (Pejovic, 
2009:6; Berisha, 2004:42).  

This phase is also characterized by the 
establishment of Art Music through national 
soloist expression displayed by choral works 
and songs from the first Albanian composers 
of Art Music in Kosovo such as Lorenc Antoni 
(1909-1991) and Rexho Mullaj (1923-1982), 
(more at ashak.org). Descriptively, this so-
called “national phase” is characterized also 
by the opening of the first musical institutions 
for which I will be discussing later on.

Photo 3. Music School in Prizren “Lorenc Antoni” – First music school in Kosovo
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The Second Phase of Albanian Art Music in 
Kosovo
From 1955 until 1965 the second phase 
comes to light, a phase in which the basic 
conditions had already been created for a 
further professional music development that 
also with establishment of professional music 
schools is to deliver the first generation of 
professional musicians who were deemed to 
give their contribution for years to come. 
The lack of music university education was 
not a problem for Kosovo, though such an 
institution did not exist in the country. 

The young talents could attend the University 
of Arts in Belgrade (Serbia), (University of 
Arts, Belgrade, 2022), established in 1957, 
which provided a professional preparation 
for a large number of Kosovo composers 
of this generation but also the successors 
(Berisha, 2004:38). The Russian music 
influence in Yugoslavia is noticed in Kosovar 
composers of this phase also. This indicated 
that local composers represent continuity in 
terms of folk involvement in compositional 
oeuvre, as the only possible style orientation 
of that time. 

However, their basic access to modification 
and inspiration is based on the fact that it 
comes to professional educated composers, 
such as Halit Kasapolli (1927-1959), Vinçenc 
Gjini (1935-2022), Mark Kaçinari (1935-
1985), Fahri Beqiri (1936-2021), Esat 
Rizvanolli (1936-2006), Akil Koci (1936- ), 
etc., (Berisha, 2004:32), who had or have 
a clear vision for European music trends, 
despite the need of affirmation for national 
musical identity.

The Third Phase of Albanian Art Music in 
Kosovo 
The third phase started from 1966 and lasted 
until 1975. The cultural-political situation 
remained the same during this period. Kosovo 
was still part of Social Federal Republic of 
Yugoslavia and professional institutions and 
associations in Serbia as the Yugoslav centre, 
continued to be used by Kosovo Albanian 
musicians who until 1975 did not have the 
opportunity to establish the Music Faculty.

According to the Serbian musicologist 
Roksanda Pejovic during this period in 
Yugoslavia (Pejovic, 2009), Art Music began 
to keep up with the tendencies of Western 
Europe (Pejovic, 2009), being part of it, 
the same situation was happening regarding 
compositional oeuvre of Albanian composers 
of Kosovo. They began to show interest in 
various stylistic trends, from romanticism 
to experimental music and here one can 
mention composers like Zeqirja Ballata 
(1941- ), Rauf Dhomi (1945- ), Rafet Rudi 
(1949- ), Gjon Gjevelekaj (1950- ) and 
Bashkim Shehu (1951- ), (Berisha 2004:52), 
but some of them remained traditional 
regarding access to new music styles (i.e., 
Rauf Dhomi), (Berisha, 2004:52).

The New Phase of Albanian Art Music in 
Kosovo
These above-mentioned periods brought also 
another period of Art Music development in 
Kosovo from 1975 until nowadays (2022), 
which I title as the period of a new 
generation of composers.

This phase involves the work of various 
composers such as Mendi Mengjiqi (1958- ), 
Baki Jashari (1960- ), Valton Beqiri (1967- ), 
(Berisha, 2004) and younger ones including 
Kreshnik Aliçkaj (1982- ), Donika Rudi (1982- 
), Dafina Zeqiri (1984- ) and Drinor Zymberi 
(1987- ), Liburn Jupolli (1989- ) etc., who 
enrich the national opus with a broad 
spectrum of music forms such as solo, parts 
of choir and chamber to symphonies, major 
vocal-instrumental forms, as oratorios. 
Hence, this period is characterized by 
the proof of expanding the techniques of 
authors, as a motive for the acquisition 
of environment within the music of West 
European art.

Further, in this open phase, a huge 
importance is given to the formation of 
orchestras on which we will discuss on the 
second part of the thesis, and ensembles that 
continuously contribute for higher criteria, 
for professionalism and the enrichment of 
musical life. 
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This third and the new period of Art Music 
in Kosovo are characterized with dramatic 
social and political circumstances. The 
disintegration of Yugoslavia started around 
1980 to continue with several political 
crises until 1990, a period which started 
the inter-ethnic war (Malcolm, 2011:192). 
In 1981, ethnic tensions between Albanians 
and Kosovo Serbs started, because of the 
unequal treatment of Kosovo Albanians 
by the Serbian government (Malcolm, 
2011:192). This situation was becoming 
even more difficult in 1987, when Slobodan 
Milosevic came to Yugoslavia’s leadership. 
His wild and submissive politics resulted in 
wars, first in Croatia and then, most severely, 
in multi-ethnic Bosnia and Herzegovina 
and the last Kosovo war in 1999 (Malcolm, 
2011:196). However, exactly this stage in 
its beginnings represents the establishment 
of the first Faculty of Music (1975) as the 
main and most important institution until 
nowadays, further the establishment of 
orchestras and professional choirs. Later 
the dark side of this period also impacted 
in cultural development. Although between 
1990 and 2000, cultural life in Kosovo was 
victim of violent silence imposed by the 
Milosevic government. This regime halted 
the education of Albanians in Kosovo who 
in response organized themselves and used 
private homes as the schools of that time 
(more at introduction). Albanian employees 
were expelled from each and every 
institution, public and private. 

The activity of professional orchestras, choirs 
and every music association or institution 
in Kosovo was stopped. This presents one 
of the most challenging and difficult times 
yet one of the most fruitful for Art Music 
composers, some of whom left Kosovo during 
this time – Vinçenc Gjini to Croatia, never to 
return. Some of other composers, who left 
Kosovo during the above-mentioned period, 
are Zeqirja Ballata and Baki Jashari who 
went to Slovenia, but after the end of the 
war in Kosovo (1999) returned to continue 
giving their contribution in the field of 
pedagogy and composition. Their work and 

compositions, however, are the best way to 
show the circumstances the people of Kosovo 
were going through. After 2000, cultural life 
began its revival and today besides difficult 
political and social circumstances as a post-
war country, its development continues.

Summarily
These phases represent the main activities 
of Art Music in Kosovo, phases which include 
all components, from the first music 
activities and circumstances of that period 
but also those that come along with a new 
generation of Albanian composers of Kosovo. 
I will proceed dwelling on the fundamental 
characteristics of the aforementioned 
phases, from the origin of Art Music to its 
development today.
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Phases of 
Kosovo Art 
Music

History 
(Years-
Year)

Influencing Causes Its Philosophy Some Musicians

First Phase 1945-55 -liberation and re-

cognition of Kosovo 

within Yugoslavia

-the establishment 

of Art Music through 

national soloist 

expression displayed 

by choral works and 

songs from the first 
Albanian composers 

of Art Music in Kosovo

Lorenc Antoni 

(1909-1991)

Rexho Mullaj 

(1923-1982)

Second Phase 1955-65 -establishment of 

professional music 

schools

-local composers 

represent continuity 

in terms of folk 

involvement in 

compositional oeuvre, 

as the only possible 

style orientation of 

that time.

Halit Kasapolli 

(1927-1959), 

Vinçenc Gjini 

(1935-2022), Mark 

Kaçinari (1935-

1985), Fahri Beqiri 

(1936-2021), Esat 
Rizvanolli (1936-

2006), Akil Koci 

(1936- )

Third Phase 1965-75 -Kosovo was still 

part of Social 

Federal Republic 

of Yugoslavia. 

Kosovo Albanian 

musicians who until 

1975 did not have 

the opportunity to 

establish the Music 

Faculty.

-various stylistic tren-

ds, from romanticism 

to experimental music 

but some of them re-

mained traditional re-

garding access to new 

music styles 

Zeqirja Ballata 

(1941- ), Rauf 

Dhomi (1945- ), 

Rafet Rudi (1949- 

), Gjon Gjevelekaj 

(1950- ) and Bash-

kim Shehu (1951- )

New Phase 1975- -the disintegration 

of Yugoslavia 

started around 1980 

to continue with 

several political 

crises until 1990, 

a period which 

started the inter-

ethnic war... This 

presents one of the 

most challenging 

and difficult times 
yet one of the 

most fruitful for Art 

Music composers.

-the national opus 

with a broad spectrum 

of music forms, chara-

cterized by the proof 

of expanding the te-

chniques of authors, 

as a motive for the 

acquisition of environ-

ment within the music 

of West European art.

Mendi Mengjiqi 

(1958- ), Baki 

Jashari (1960- ), 

Valton Beqiri 

(1967- ), (Berisha, 

2004) and younger 

ones including 

Kreshnik Aliçkaj 

(1982- ), Donika 

Rudi (1982- ), Da-

fina Zeqiri (1984- ) 
and Drinor Zymbe-

ri (1987- ), Liburn 

Jupolli (1989- ), 

etc.

Table 1. Phases of Kosovo Art Music, influences and its philosophy
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In the above table can be summarized 
that composers in Kosovo laid the modern 
composition foundations, carrying the 
experiences from working with collective 
amateurs in music life sphere. The main 
direction of the composers is characterized 
with a national music expression deriving 
from the collections in the field and 
processing of folk music, being identified 
through melodic and rhythmic elements. 
Even nowadays (2023), we note a delay 
of penetration of world musical styles 
within our Art Music style and that if we 
remember its early days which were also 
delayed. Nonetheless, the Kosovo Art Music 
composers of young and old age were able to 
follow up, being today in parallel with styles 
of world music, being worthy competitors in 
this field, but also by raising the level in our 
country, for a clear image for Europeans and 
beyond, and that could be evidenced below 
through their compositional work.

The Impact of Religious Spheres: The 
Importance of The Catholic Church Music 
for First Art Music Activities – Choir 
Appearances (1878-1944) 
Art Music for Albanians in Kosovo has 
undoubtedly been an important part of life 
since Antiquity. In Kosovo, where the majority 
of the population is actually of Muslim faith, 
it was the catholic music that played a vital 
role in the development of Art Music in 
general. The use of ecclesiastical music in 
Kosovo, a country with Muslim majority, did 
not come as a result of Yugoslav repression 
on religion, but because music was an 
integral part of church activities. After all, 
any war that started in Yugoslavia today is 
known as “ethnic wars” and not as religious 
wars, although we know that both of them 
were and still are tied together, especially 
when we argue regarding the war zones.  It 
was in the hands of the Western Christian 
Church that music in Europe underwent 
important developments that were to send 
it on a series of courses leading ultimately 
to classical forms and then on to influencing 
today’s musical styles” (Peterson, 2010).  
While in the ex-Yugoslavia, whose part was 

Kosovo too, church singing was done on the 
basis of the late Byzantine tradition and on 
the basis of Serbian folk singing; from 1713 
onward that music was part of Slavonic 
Church (Putnikovich, 1995).

People of ex-Yugoslavia represented a 
diverse religious affiliation. After the 
rise of communism, a survey received in 
1964 showed that just over 70% of the 
total population of Yugoslavia considered 
themselves to be religious believers 
(Atheism and Agnosticism, 2013). The 
places of highest religious concentration 
were that of Kosovo with 91% and Bosnia 
and Herzegovina with 83.8%. The places of 
lowest religious concentration were Slovenia 
65.4%, Serbia with 63.7% and Croatia with 
63.6%. Religious differences between 
Orthodox Serbs, Catholic Croats, Muslim 
Bosnians and Albanians alongside the rise of 
nationalism contributed to the collapse of 
Yugoslavia in 1999 (Atheism and Agnosticism, 
2013). However, if we go back in time, we 
will find that in different historical periods 
and circumstances, the Christian religion 
faced the successive difficulties. The reason 
I mentioned broadly the Catholic church of 
Kosovo is its importance towards Art Music, 
and the Orthodox Church (that was the second 
largest religious domination in Kosovo before 
1999) does not have such data. Even if today, 
we could prove something related to my 
study, it would be difficult to confirm, due to 
the current situation in the area where the 
Serbs live, North Mitrovica (Kosovo) (Enemo, 
2013), but even in different cities or villages 
Albanians are prevented from having any 
kind of research regarding Serb culture or 
any other documents. I personally had such 
experience. Meanwhile, the Muslim religion 
does not allow any non-religious musical 
activities within its religious institution, 
except religious chants which belong to 
this religion, and the research made until 
nowadays (2023) has not identified any 
support or relation of profane Art Music in 
Kosovo with Islam.

However, as the English historian Malcolm 
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continues further, civilized life in Kosovo 
began flourishing when the largest number 
of people in cities consisted of Muslims 
(Malcolm, 2011:423). One of these cities 
would be Prizren that in a report from 
1670 was the largest city with the largest 
population (Berisha, 1998:63). A turn in 
events for the history of Kosovo as well as 
all the Europe is marked by the entrance 
of Austrians in Kosovo (1689), which was 
a tremendous help for the recovery of 
Albanian.  The year of Berlin Treaty (1878) 
marked the separation of a territory of 
Kosovo that led to great uprisings from the 
Albanians of this region. This also serves as 
evidence of Kosovo historic struggles that 
as a consequence led to a great historical 
cultural stumble.

In Kosovo it was indeed in the churches where 
Art Music life began, similar to other parts 
in the world. According to Berisha (1998:63) 
the church named Zonja Ndihmëtare [“The 
Helping Lady”] as seen on picture no. 1, 
which has the Saint Cecilia as a symbol, 
who is the Patron Saint of Musicians, Music 
in general, and Church Music in particular), 
was where the first Art Music activities 
took place not necessarily only of Christian 
background but the church would also allow 
for cultivation of secular music. The first 
steps of Art Music besides catholic churches 
are connected to works of amateur-
instrumental, wind and vocal groups that 

are formed in different cities in Kosovo. 
Except for the participation in some of these 
groups during traditional activities, followed 
by folk music, cultural life was fulfilled with 
shows from Christian choir societies in that 
period. The prominence of religious music 
over the secular one in general society is 
a result of choirs being an inseparable and 
integral part of the educational and cultural 
mission of catholic faith in all cathedrals. 
From 1887 until 1892 the choir of cathedral 
Zonja Ndihmëtare [“The Helping Lady”] in 
Prizren (Kosovo) with frequent and profiled 
church art song displays is notable in a 
special manner. The work of this choir can 
be seen through data of that time in which 
the Austro-Hungarian state had donated 
harmonium that the choir of this church 
used to follow vocal parts, hence enriching 
the expression of music (Berisha, 1998). 
Regarding the Austro-Hungarian period in 
Yugoslavia, the Serbian musicologist Tatjana 
Markovic indicates that the periods of 
Austrian/ Austro-Hungarian rule in Croatia, 
Bosnia, or Serbia, by contrast, are almost 
always represented as periods of »culture« 
and Europeanization (Markovic, 2009: 2). 
This is seen as evident in the development 
of musical life, the establishment of 
pertinent institutions, the adoption of a 
European repertoire, mechanism of music 
education, and other signifiers of Bourgeois 
life (Markovic, 2009:2).

Photo 4. Church “Zonja Ndihmëtare” [The Helping Lady], Prizren, Kosovo (2014), PC: Rreze Kryeziu Breznica
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It was particularly the catholic church of 
Prizren (Kosovo) that initiated the religious 
and secular musical culture life in Kosovo. 
Their repertoire has adapted songs from 
Latin to Albanian language, songs with 
religious character (catholic). These songs 
were adapted for the church choir in 
Albanian language by priests; they were 
hymns, psalms and also pieces of masses, also 
compositions of world known composers as 
George Frederic Handel and Franz Schubert.

The order of music activities in cathedrals 
was later to be accepted among other cities 
as well. Regarding the above-mentioned, 
Berisha concludes that this link comes with 
respect to cleric’s works that already had 
experience in the formation and work of 

choir as well as translation of songs into 
Latin, Italian and Albanian. As Berisha points 
out, one of them is Father Pal Lumezi, who 
lived during 20th century who led the choir 
of cathedral Santa Katerina (see photo 5) in 
Peja (city in the west of Kosovo), and adapts 
songs from Latin in Albanian and Croatian, 
therefore, he had an important role in the 
wider acceptance by believers (Berisha, 
2004:80). During this phase, repertoire 
was divided depending on place and act of 
display because they were also held outside 
services and were substituted with folk, 
lyric and epic songs. Precisely, these choir 
activities until 1930 constituted the only way 
of introduction and cultivation of Art Music, 
soul and secular tradition.

Photo 5. Church “Shën Katerina” [Saint Caterina], Peja, Kosovo (2015), PC: Rreze Kryeziu Breznica

According to the historian András Riedlmayer, 
Kosovo has long been a cross-road of the 
Balkans, where large religious and cultural 
Mediterranean current is contiguous and 
interacted with one another and with local 
traditions. These cultural interactions have 
given Kosovo a tremendous legacy, including 

a 600-years tradition of European Islamic 
tradition, flourishing, once a part of the 
country’s heritage and the recognition it 
deserves a better rating (Riedlmayer, 2015). 
According to the linguist and connoisseur 
of Albanian literature Robert Elsie (1950- ), 
in the 5th century Christianity had already 



Kryeziu-Breznica

15

RAST MUSICOLOGY JOURNAL | SPRING 2023, 11(1) 1-29

begun to penetrate the interior regions such 
as Kosovo. Among the Church dignitaries 
who attended the first ecumenical Council 
of Nicaea in 325 AD, called by the Emperor 
Constantine I, to deal with the problems of 
Arianism, were a number of bishops from 
Dardania and Macedonia Salutare, which 
correspond to modern-day Kosovo and 
eastern Albania (Elsie, 2010:1-2).

Regarding the previously mentioned political-
economic circumstances in the Federal 
Republic of Yugoslavia, the wars that were 
to follow especially the last war 1998-1999 
in Kosovo (Berisha, 2004:80), made that all 
relevant documentations of many religious 
institutions to be lost, documentations 
that could have been used to evidence the 
history of Albanians in Kosovo (Berisha, 
2004:80). The churches have also suffered 
the aforementioned but also mosques of the 
country from which the documents were 
either stolen or destroyed. Included are 
music scores and some photos of choirs from 
this time to highlight the mini-culture being 
developed within and outside the churches.

Bearing in mind that the Albanian population 
in Kosovo has not had a tradition in Art 
Music until the period we are referring to, 
it is worth noting that the main support for 
beginnings (besides church music) of such 
works is found in the Albanian folk music, for 
the characteristics of which we shall say a 
few words.

Folk Music as A Central Resource of Art 
Music in Kosovo
According to the ethnomusicologist Bruno 
Nettl (1930- ), the terms used for folk music 
in different cultures illuminate aspects of 
the related utilized concepts. The English 
term “folk – traditional music” music of the 
people and its French and Italian analogues, 
“musique populaire” and “musica popolare”, 
indicate that this is a music associated with 
a social class, the “folk” (Nettl, 2016). 
The German Volksmusik [“people’s music”] 
combines the concept of class with the 
unification of an ethnic group, as does the 
Hindi term log git [“the people’s music”] in 

India. Czech, like some of the other Slavic 
languages, uses the term narod (“nation”) 
and its relatives, indicating that folk music 
is tied to a national concept, i.e. the musical 
unifier of all Czechs. Conversely, the Persian 
term mūsīqī-ye maḥallī [“regional music”] 
emphasizes the distinctions in folk music 
style and repertory among different areas 
of Iran (Nettl, 2016). The term folk music 
has also, perhaps unwisely, been used for 
traditional Art Music of Asian and African 
cultures, to distinguish them from the 
Western classical system (Nettl, 2016). In 
Kosovo, the term folk music (named muzika 
folklorike in Albanian language) has the 
same meaning like the above-mentioned 
Czech and other Slavic peoples. However, in 
Kosovo too, folk music is linked to a national 
concept, national music.

The role of folk music cultivated has become 
the subject in studies of many issues related 
to the defining the national individual style 
of the composers in different periods. 
Folk music has fed and actively feeds the 
professional art by giving examples of deep 
thought with an amazing phenomenon. This 
situation has happened in Kosovo. In the Art 
Music foundation, folk is used in various ways, 
ranging from methods of citation, elaborated 
by the compositional individuality of the 
composer. Regarding the Albanian folk music, 
Albanian ethnomusicologist Armira Kapxhiu 
points out in her article “The Impact of 
Folklore in the Musical Cultivated Creativity” 
that in many cases the innovative modal-
harmonic of Albanian folk compositions 
has maintained its importance, as well as 
other elements like prosperity of melodic 
figurations, rhythmic variety, instrumental 
colours etc. (Kapxhiu, 2016).

The beginnings of Art Music in Kosovo, as in 
other Balkan countries, have a direct link 
with local folk and also popular melodies, 
which were the only and main support for Art 
Music composer’s oeuvre. The reasons and 
causes of the retardation of the appearance 
of Art Music and the support that folk music 
had in its compositions have already been 
discussed at the introductory part of this 
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work. Folk music, in addition to the support 
that gave rise to the overall musical culture 
in the country, was also “used” for a creation 
of a national cultural identity. However, 
what is known is that the first compositions 
of Art Music that were of folk music-based 
were made of simple formal structure. 
Evidenced are some a cappella choral pieces 
elaborations and stylizations from folk music 
which we will discuss further at Kosovar 
composer oeuvre.

If we go back to the above-mentioned “folk 
music” and its equivalents in other languages 
denote many different kinds of music. 
“The meaning of the term varies according 
to the part of the world, social class, and 

period of history. In determining whether a 
song or piece of music is folk music, most 
performers, participants, and enthusiasts 
would probably agree on certain criteria 
derived from patterns of transmission, social 
function, origins, and performance” (Nettl, 
2016).

In ex-Yugoslavia (part of which Kosovo was 
as a multi-ethnic country) folk music had the 
same social function for all people’s part of 
it. It was known as “national music” (i.e. in 
Albanian language “muzika folklorike”, in 
Serbian “narodna muzika”) a national music 
that differs in language and its construction in 
the various constituent states of Yugoslavia.

Photo 6. From left: Lorenc Antoni, Fahri Beqiri and Vinçenc Gjini

Bearing in mind that Kosovo Albanians have 
not had a tradition or development of Art 
Music styles before the 20th century – a period 
which is known for the beginning of growth, 
the sole type being cultivated in this time was 
Albanian folk music which later on was going 
to act as the basic support for introduction 
and development of Art Music. Regarding 
the compositional oeuvre of Albanian 
composers in Kosovo, some of the main and 
popular choral arrangements are: Lorenc 
Antoni’s choral summaries “Kore shqiptare” 
[“Albanian Choirs”] and “Jehonat e zemrës” 
[“The Echos of the Heart”], Fahri Beqiri’s 
“Shkoj e vij” [“I go and come”], Vinçenc 
Gjini’s “Blegëron delja” [“Bleating Sheep”] 
etc. As the composer Rafet Rudi indicated, 
in isolated societies, such as population of 
Kosovo, folk music is far more popular and 
sits in a dominant place in the actuality of 
cultural “consumption” while in place with 

more developed culture and with a higher 
degree of social-economic development it is 
less present (Rudi, 2002:242). This, however, 
did not happen among Albanian professional 
composers who initiated the development of 
Art Music. As evident from their compositional 
oeuvre, they were and remain grateful for 
folk traditions, characteristic elements that 
this folk music possesses using them in their 
works; this is best noticed if we undertake a 
brief analysis of our composers, in particular 
of their initial part of compositional oeuvre. 

To better comprehend the use and support 
of folk music in Kosovo’s Art Music initiation 
and development (composers’ oeuvre), I 
think one should share few words about its 
main characteristics. Albanian folk music 
of Kosovo was initially anonymous, without 
any identified authors, with melodies 
which were composed by the population, 
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later developed and stylized by Art Music 
composers as is known in present times in 
Kosovo. This type of music was cultivated 
by ensembles and different amateur semi-
professional societies from which it gained 
great popularity as it continues to be today 
but perhaps not listened and cultivated as 
much. Albanian folk music consists of two 
main dialects, toskë and gegë, just as the 
Albanian language does. Kosovo uses the 
music of the gegë dialect.

One of the greatest other features that 
Albanian folk tradition has is polyphonic 
music - singing in voices from amateur 

singers. Unique for Albanian folk is the 
rhythm that shows different combinations 
along the basic one like (odd meters) 12/8, 
7/8, 8/8 etc. Augmented second music 
interval, pentatonic scale and Aeolian modes, 
major and minor notes are support for the 
compositions. Albanian ethnomusicologist 
Ramadan Sokoli, in his book Veglat muzikore 
të popullit shqiptar [“Music Instruments 
of Albanians”] points out that among most 
popular instruments of folk music in Kosovo 
are: çiftelia, sharkia, lahuta, flute, kavall, 
zumare, def, drum etc., (Sokoli, 1991:145), 
some of these instruments can be seen in the 
following pictures.

Table 2. Etnomusicologist Ramadan Sokoli and Veglat muzikore të popullit shqiptar

Veglat muzikore të popullit shqiptar Ramadan Sokoli’s photo

ISBN: 
Publish Date: 1991
Pages: 164
Publishing House: Akademia e Shken-
cave dhe Arteve
Authors: R. Sokoli & P. Miso

Ramadan Sokoli was born on June 14, 1920 in Shkodër. 
He was an Albanian ethnomusicologist, musician, 
composer and writer. He is regarded as one of the 
most distinguished scholars of the Albanian and Balkan 
music. Some of his books were: Vallet dhe muzika e të 
parëve tanë”, Tiranë, 1971;
“Folklori muzikor shqiptar-organografia”, Tiranë, 
1975, 1984, 1987, 1991;
“Figura e Skënderbeut në muzikë”, Tiranë, 1978;
“Gjurmime folklorike”, Tiranë, 1982;
“Këngë patriotike”, Tiranë, 1985;
“Veglat muzikore të popullit shqiptar”, me bashkautor, 
Tiranë, 1991;
“16 shekuj”, Tiranë, 1995;
“Antifonari i durrsakut Gjergj Danush Lapacaja”, 
Tiranë, 2000;
“Gojëdhana dhe përrallëza të botës shqiptare”, 
Tiranë, 2000
“Përtej 16 Shekujve”, Tiranë, 2002
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Special importance in terms of 
instrumentation of Albanian people in Kosovo 
has an instrument named Ocarina which can 
be seen in photo 7, found in Runik of Kosovo. 

From the diverse Neolithic location, we can 
single out an artefact and not only for the 
territory of Kosovo but for the region as 
well. This exemplar made of well cleaned 
and baked clay with a height of only 8 cm 

with holes suited for fingers from down-up 
that served as a wind music instrument, a 
kind of Neolithic pipe. The instrument was 
named Ocarina of Runik and is the first 
music instrument discovered in Kosovo. The 
warm sounds and vibrations coming from this 
instrument transmit to us the rich spiritual 
music world of the Neolithic human of this 
territory (Berisha, 2010:20).

Ocarina is an ancient wind musical instrument -- a 
type of vessel flute. Ocarina belongs to a much earlier 
time, in the middle neolith. According archaeologists’ 
data, reference is made to the time of Starçevi, 
hence, around 5000 years old.  

This music instrument contains a hole in the upper 
side and two holes to the sides (2+1) with a height 
of 8 cm whereas its width is 5 cm (Kryeziu-Breznica, 
2022:57). 

Photo 7. Ocarina (ancient instrument found in Kosovo)

Going back to the national concept that 
Albanian folk music has and its importance 
towards social and especially political 
circumstances through centuries in Kosovo, I 
relied in the article “Music and Nationalism” 
where the English historian Paul Halsal 
stated:

Nationalism was the most successful 
political force of the 19th century. It 
emerged from two main sources: the 
Romantic exaltation of “feeling” and 
“identity” and the Liberal requirement 
that a legitimate state be based on a 
“people” rather than, for example, a 
dynasty, God, or imperial domination. 
Both Romantic “identity nationalism” 
and Liberal “civic nationalism” were 
essentially middle-class movements 
(Halsal, 1997). 

I would rather freely say that the political 
significance of folk music is to express the 
national identity, especially to the late 
liberated societies such as Kosovo.

Regarding the importance of folk music for a 

nation, Sokoli in his above-mentioned book 
stated: “The folk music for a nation is its 
identity, a kind of a business card by which it 
is distinguished from other nations” (Sokoli, 
1991:232).

At the moment of the establishment of 
professional music institutions, many 
performers of folk music continued their 
studies, becoming part of professional 
music activities. Gradually the existence 
of the above-mentioned ensembles also 
faded away the need for popularization 
of commercial performers who deformed 
and degraded it. For these ensembles and 
their role in the context of musical activity, 
you will be provided more details in the 
following, however, I will mention some of 
them such as: Ramiz Sadiku (1958) Pristina, 
Hajdar Dushi (1964) Gjakova, Bajram Curri 
(1965) Prishtina, Agimi (1944) Prizren, etc 
(Berisha, 2004:50) which started their 
activity after World War 2. Regarding the 
above-mentioned, Berisha remarked in his 
book Studime dhe vështrime për muzikën 
[“Studies and Observations about the 
Music”]: 
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Consequences of such a national 

orientation is the great connection 

between composers and their people, 

emphasis of national identity, creation 

of national art cultural music as well 

as other consequences that can most 

easily be identified with other world 
known composers such as: Frederic 

Chopin (1810-1849), The Russian 5, Bela 

Bartok (1881-1945) etc. in some of their 

works with folk music motives (Berisha, 

2004:50). 

And I do agree with Berisha (2004), this 

national orientation has come as a result of 

serious political and historical circumstances, 

where the only way to protest against 

the hard situation and to express their 

willingness for changing composers was their 

musical creativity with textual and melodic 

content based on the people’s history.

According to Nettl, in the Western Europe 
during 19th century folk music songs 

were transcribed and notated from live 

performance, but then were often altered, 

“corrected” to conform to expected norms 

and published. Composers of Art Music 

including Johannes Brahms, Antonín Dvořák, 
and Joseph Canteloube fashioned elaborate 

piano accompaniments, and folk songs 

were added to classical concert programs 

worldwide (Nettl, 2016).

Johannes Brahms Antonín Dvořák
 

Joseph Canteloube

Photo 8. World known composers of Art Music

Some of the songs composed by these 

composers that could be found in the choir’s 

repertoires were, for instance: “Das Lied 

vom Herrn von Falkenstein”, opus 43, No. 4, 

“Liebesklage des Mädchens”, Opus 48, No. 3 

composed by Brahms, Dvoraks “4 Songs on 

Serbian Folk Poems”, Op.6, “Pastourelle” by 

Cantaloupe etc., (Berisha, 2004:62).

Returning to the origins of Art Music 

compositional oeuvre in Kosovo, as it seems 

and was previously mentioned, it started 

with choral music. Precisely, choral music 

with its specifics can show us its folk music 
role because in its initial compositional 

phases as the first form of Art Music in 
Kosovo, it was heavily supported by the 

usage of Albanian folk music (Berisha, 

2004:62). Absence of professional music 

institutions and professional composers has 

resulted in the first works with regard to 
Albanian Art Music with the developments 

and harmonisation of folk songs that were 

of extremely good use to amateur and semi-

amateur choirs of that time (1945-1973). 

One of the first composers in this field is 
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Art Music pioneer in Kosovo Lorenc Antoni, 
who gave much in the cultivation of Albanian 
music in Kosovo by his compositional oeuvre, 
conducting and enriching the first choir 
repertoire created in Kosovo CSA “Agimi” 

(1944) in Prizren, another centre of Art Music 
beginnings in Kosovo. The usage of folk music 
could be noticed and was even merged in the 
invention of great compositional technique 
of the author himself (Berisha, 1997:30). 

Photo 9. Society Agimi orchestra, photo provided from Monographic “Agimi

The Role of the Amateur–Semi-professional 
Instrumental Ensembles (1930-1944)
The formation of amateur chamber 
orchestras and semi-professional ones that 
enrich music life and develop music culture, 
with instrumental displays, evolved during 
the 1930s (Berisha, 2004:25). In Serbia as 
the centre of ex-Yugoslavia, according to 
Putnikovich, apart from native Serbian 
musicians, in the development of music (20th 

century), foreign musicians contributed as 
well, especially the Czechs, who were choir 
leaders in Serbian singing societies, playing 
in orchestras and teaching in the Serbian 
schools. The above-mentioned period in 
Kosovo’s Art Music had the identical situation 
and fate (Putnikovich, 1995).  Serbs, 
Croats, Slovenes and from 1941 Albanians 
took part in the existing and established 
amateur societies and wind orchestras 
throughout Kosovo. During these years, to 
be distinguished were: Mandolin Orchestra 
of Peja, established by Franjo Vaculin, 
later under the lead of Muhamet Belegu 
(1927-2014); amateur wind ensemble in 

Mitrovica directed by Franjo Stern, “Hajdar 
Dushi” orchestra renamed as “Bajram Curri” 
(1947) in Gjakova, “Kastriotët” in Ferizaj, 
“Ramiz Sadiku” (1963) in Pristina and 
“Gajreti” in Gjilan which along the years 
was transformed into a society of art and 
culture. The ensembles of that time were 
the most important part of the cultural 
music activity. These art societies initially 
began with only the orchestra and a singer, 
but later on expanded by adding dance 
ensembles, a bigger orchestra and other 
singers (Berisha, 2004:52). An identical 
situation also characterized the music of 
Albania. These kinds of formations/ societies 
rose too early in almost every city, becoming 
an important part of the artistic and cultural 
life of the neighbouring country in 1920 
(Berisha, 1998:77).



Kryeziu-Breznica

21

RAST MUSICOLOGY JOURNAL | SPRING 2023, 11(1) 1-29

Photo 10. Society “Përparimi” in the city of Peja
Photo provided from the book Tradita muzikore në Gjakovë (Music Tradition in Gjakova) from Behar Arllati

Photo 11. First music ensembles in the city of Gjakova
Photo provided from the book Tradita muzikore në Gjakovë (Music Tradition in Gjakova) from Behar Arllati.

The music to be cultivated was the folk and 
local traditional music, songs with contents of 
different character like love songs, wedding 
songs, emigration songs, ballads etc., which 
they performed in various family events as 
well as tours around Kosovo. Their orchestral 
formation would change in particular with 
the impeccability of western instruments’ 

arrival in Kosovo. One of the most common 
formations consisted of: sharkia (from the 
orient 4, 6, 9, 12 strings), the violin (string 
instrument, 4 strings), bugaria (from the 
east 14th-15th century, 4 strings) and then 
later harmonica, daira, darabuka, clarinet, 
flute, double bass etc (Arllati, 2014:65-66).
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Given this situation, the instrumentalists 
performed their songs in ‘softer’ tonalities, 
i.e. major C, D, E, F, G, A (Arllati, 2014:65-
66). These societies continue their work in 
most difficult conditions with or without 
the support of Kosovo institutions until 

today (2023). Today, their activity is 
related to festivals and different cultural 
manifestations in and out of the country, 
although more often than not were deprived 
from participations due to financial 
hardships.

Photo 12. Cineli (left) and Small baraban (right)

In 1944, four military orchestras1  were formed 
in Pristina, Prizren, Gjakova and Mitrovica, 
where instruments like cineli [cymbal] 
and small baraban (small folk drum called 
Nagara from India) were used. The military 
orchestra in Pristina was made of thirty 
musicians and worked under direction of Isa 
Drakula and the same number of musicians 
is noticed in Prizren, under direction of 
Stjepan Mateiq and in Mitrovica 24 members 
under direction of Buco Ramadan. In 
Gjakova was the largest military orchestra 
consisting of 60 instrumentalists directed by 
Hungarian musician Janosh Nemeti. In his 
concert activity and weekly displays held, 
these orchestras transformed in significant 
initiators of music life in Kosovo. During this 
period, notable is the role of individuals like 
Bogoljub Vojnovic and Nikolla Bunjin, who 
showed great enthusiasm, commitment and 
motivation for their work. Unfortunately, 
after the end of Kosovo war in 1999, a large 
number of documents which could highlight 
the life and musical activity of these 

1 The information regarding the military orchestras is 
taken from a letter written from a friend called Barisic 
to Professor Engjëll Berisha (1934-2015), in 2010.

individuals were destroyed, and today we 
get only indirect information from people 
who were part of these activities or that 
once could be heard and read about them, 
but no details are available.
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Photo 13. Red Hall at the Palace of Youth, the only concert hall in Kosovo, before and after the war
Photo provided from Dam Festival website (www.damfestival.com)

One of the SCA (Society for Culture and Art) 
that occupies the most important place in 
development of traditional and art culture 
in Kosovo is “Agimi”, that was established by 
some of the most well-known intellectuals 
of our country. This society continues its 
existence to date (2023). However, it is in 
no different position to other societies alike 
in Kosovo suffering from difficult conditions. 
As Berisha outlines regarding SCA “Agimi” in 
the monography where he was a co-author 
with Kolë Biter Shiroka, this SCA was formed 
in November 1944 in Prizren, by the Albanian 
intellectuals Anton Çetta and Zekirija Rexha. 
Lorenc Antoni became the composer and 
conductor of the SCA “Agimi” choir – the first 
composer of Art Music in Kosovo. According 
to the musicologist Engjëll Berisha who was 
also for a period of time part of the SCA, 
the first chamber ensemble (1945) worked 
under “Agimi”, composed of: Xhemil Doda 
(violin), Nuri Sherifi (violin), Lorenc Antoni 
(cello), Кolë Shiroka (flute), Lazër Mjeda 
(clarinet), Јosip Barashiq (horn), Nela Jakic 
(piano), Аnton Mjeda – (contrabass) (Berisha 
& Shiroka, 2004:24). To evidence how great 
was the importance of these societies for the 

cultivation of Art Music in Kosovo, we will 
mention some of the main Art Music pieces 
that were part of their repertoire. In the 
repertoire of the chamber ensemble, one 
could notice works of Wolfgang А. Mozart 
(1756-1791) Midnight Serenade, Franz 
Schubert (1797-1828) Unfinished Symphony, 
Johannes Brahms (1833-1897) Hungarian 
Dances, transcripts of operas from Friedrich 
Flotow (1812-1883) Маrtа, Georges Bizet 
(1838-1875) Carmen, and parts of Lorenc 
Antoni’s (1909-1991) i.e., Vallet shqiptare 
[“Albanian Dances”] (Berisha & Shiroka, 
2004:24).

Along the chamber orchestra, integral 
parts of this society were the orchestras of 
madolinata (1951) as seen in the picture no. 
13 and tambourine (1956), the first founded 
with initiative of the teacher Gani Luboteni 
(1927-2012), and the second by father Kol 
Gjoni, and during mandolin courses they 
taught music theory for technical grasp of 
the instrument and guitar (Berisha & Shiroka, 
2004:24).
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Photo 14. Mandolinists orchestra at Agimi Society, photo provided from Monographic “Agimi”

The Tambourine Orchestra had its first public 
concert performing the work of above- 
mentioned composer Lorenc Antoni, an 
orchestral work titled “Rapsodia shqipëtare 
nr.2” [“Albanian Rhapsody no. 2”].

Of special importance in this society is 
the mixed choir, considering Prizren’s long 
lasting tradition of choral singing. This choir 
interpreted the most prominent works of 
world and local composers like: Ludwig V. 
Beethoven (1770-1827) “Nature is Sleeping”, 
Wolfgang А. Mozart (1756-1791) “Waves”, 
Lorenc Antoni “Blegëron delja” [“Bleating 
Sheep”], Fahri Beqiri “Erdh Misiti” [“The 
Match Came”], Bedrich Smetana (1824-
1884) “Bartered Bride” etc. The cultural 
institutionalization of Albanians in Kosovo 
began with these societies. According to 
Berisha, the purpose of the establishment 
of the aforementioned ensembles was 
multifaceted, but primarily to develop 
Albanian cultural activities (Berisha & 
Shiroka, 2004: 30).

As a result, the above-mentioned cultural 
societies, the need for the establishment 

of professional music schools was felt, out 
of which the first professional staff will be 
introduced.
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Initiated after the Second World War by 
talented, non-professional musicians, 
members of the cultural, artistic societies, 
the Art Music in Kosovo laid the foundations. 
These foundations managed to survive the 
difficult social, economic and political 
circumstances mentioned and elaborated 
along the entire article.

Conclusion
Summarising the findings Art Music of Kosovo 
Albanians established its own development 
path in the middle of the last century when 
more favourable economic, political, social 
and cultural circumstances arose. Gradually, 
I come to the conclusion of the existence 
of and a continuous development of Art 
Music of a new state with a history of an 
aggravated past such as Kosovo. This article, 
particularly strived to help identify the first 
steps towards professional music in Kosovo 
and also highlight the specific problems which 
initially affected the delayed appearance of 
such tradition.

Photo 15. Choir at society “Agimi” (Conductor and director of Agimi, composer Lorenc Antoni is seen in the 
center, sitting. Photo provided from the monograph “Agimi”)

For a limited period of time, a broad 
and genuine music activity in Kosovo 
was developing despite the difficult 
circumstances the spark for a beginning 
of cultural life was lit. Sadly, this came to 
a halt and would collapse by the end of 
the 1990s.  This ultimately affected our 
general cultural flow in particular that in 
music.  Nevertheless, despite all the torture 
exercised, all the political influences, music 
and its power prevailed by accompanying the 
people of Kosovo through the darkest times.

Followed by occasional disruptions to its 
development, yet it continues to entice 
an extra-ordinary interest and not only 
for Kosovo. As previously mentioned, the 
first steps of Art Music are connected to 
works of amateur-instrumental, wind and 
vocal groups followed by folk music that 
are formed in different cities in Kosovo. 
Cultural life was also fulfilled with displays 
from Christian choir societies in that period. 
The prominence of religious music over the 
secular one in general society is a result 
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of choirs being an inseparable and integral 
part of the educational and cultural mission 
of catholic faith in all cathedrals – despite 
the dominance of Muslim faith. These choirs 
would play an extraordinary role for the 
initiation of Art Music in Kosovo.

As I would argue on the basis of my findings, 
the appearance delay of Kosovo’s Art Music 
resulted in a compositional oeuvre which 
was based on Albanian folk music, where 
composers began to express the national 
aspects, because they wanted to be 
distinguished by a unique style. Considering 
that they did not have local preceding role-
models, the four individual generations of 
composers got stuck to folk music elements, 
always merging their original invention 
within the trends of world music which was 
a trend at that time.

As I have mentioned, due to the lack 
of relevant supportive literature, 
documentation of the archive of Art Music 
in Kosovo, my work on the history of Art 
Music of Albanians in Kosovo was and still is 
difficult. Nevertheless, this was one of the 
reasons of my growing curiosity and going 
deeper into details in my work. Intact with 
different stages and periods, both historic 
and stylistic, Art Music in Kosovo supported 
into the religious music in its beginning, 
and in particular in the folk Albanian music, 
nowadays (2023) it is the best cultural 
representative of Kosovo. This is evidenced 
through the focused on the key moments of 
Art Music in Kosovo, including interpretative 
one (amateur-semi-professional ensembles) 
and most importantly the existence of the 
composing school.

The musical criticism is what is currently 
missing in our society, which also allowed 
the stagnation, the mismanagement and its 
vague development. Art Music community in 
Kosovo lacks in professional criticism even 
in daily publishing and constructive critics. 
Often, we do not have one due to lack of 
courage in Kosovo’s small community. We 
also lack the required knowledge for such a 
thing, especially when we are dealing with 

Art Music as a relatively new genre in Kosovo.

Art Music in Kosovo has been shaped by a 
complex interplay of outside political factors 
that were answered by the creation of a new 
local identity in which folk music played an 
important role. Art Music in Kosovo, which 
today although cultivated under unfavorable 
conditions and circumstances; it managed 
to rank at the artistic level of different 
European countries and beyond.

Recommendations for Further 
Research
Today, Art Music in Kosovo continues its 
development and this is also shown during 
this article, but I hope that in the near future, 
one will have further studies of this kind, 
which may also bring us even more details 
about the unique characteristics of Kosovo’s 
Art Music, which undoubtedly will sustain 
its path of development. Furthermore, one 
can also continue researching the ideo-
aesthetics and social aspects of Albanian Art 
Music in Kosovo.

Hopefully, this study may be the beginning 
of a wider research for professional music 
of Kosovo Albanians, may serve as support 
for the local and international researchers 
with the aim that in the future it provides 
possibilities to enlighten many factors that 
were an obstacle of its development but also 
for those who enabled its permanence and 
enrichment.
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%aÿlama iFrasıQGa tıQı estetiÿi� kXramsal temeller� estetik 
aQali] kRGlar Ye |ÿretimsel ilkeleriQ EelirleQmesi

<XsXI %eQli
DU� gÿU� Ü\HVL� İVWDQEXO ÜQLYHUVLWHVL DHYOHW KRQVHUYDWXYDU×� M�]LN %|O�P�� T�UN M�]LÿL AQD SDQDW DDO×� 
İVWDQEXO� MDOWHSH� T�UNL\H�
(mail� \EPSURGXNVL\RQ#JPDLO�FRP 25&,'� 0000-0002-7455-3797

g]
AQDGROX P�]LÿLQLQ WHPHO oDOJ×V× RODUDN NDEXO HGLOHQ EDÿODPDQ×Q ELQOHUFH \×OO×N WDULKVHO V�UHoWH J�Q�P�]H 
DNWDU×P× kĂ×N YH R]DQODU×Q XVWD�o×UDN LOLĂNLVL �]HULQGHQ JHUoHNOHĂPLĂWLU� MHWRGOX YH P�IUHGDWD GD\DO× 
EDÿODPD HÿLWLPL LVH \DNODĂ×N \DU×P DV×UO×N ELULNLP YH GHQH\LPH VDKLSWLU� %X oDO×ĂPDGD� EDÿODPDQ×Q WDULKVHO 
V�UHFL� |ÿUHWLPGHNL GHÿLĂLP YH JHOLĂLP V�UHFL LOH oDO×P WHNQLNOHUL KDNN×QGD JHQHO ELOJLOHU WHPHOLQGH WH]HQH 
LOH EDÿODPD oDOPD |ÿUHWLPLQGH JHoPLĂWHQ J�Q�P�]H NDGDU HOGH HGLOHQ ELULNLP YH GHQH\LP ×Ă×ÿ×QGD 
PHYFXW EDÿODPD PHWRGODU×QGDNL YHULOHUH HN RODUDN EXJ�QH NDGDU �]HULQGH SHN GXUXOPD\DQ� HVHUOHULQ� 
HVWHWLN EDÿODPD LFUDV×Q×Q WHPHO ELOHĂHQOHUL� VHV HVWHWLÿL oDO×P WHNQLÿL� W×Q× HVWHWLÿL YH HVWHWLN WHUPLQRORMLN 
WHULPOHU �]HULQGHQ EDÿODPD |ÿUHWLPLQH \HQL ELU EDN×Ă Do×V× ND]DQG×U×OPDV× DPDoODQP×ĂW×U� DX\XVDO 
J�]HOOLÿL NHQGLQH NRQX HGLQPLĂ HVWHWLN ELOLPLQLQ NXUDPODU×QGDQ KDUHNHW LOH T�UN +DON M�]LÿL·QGH EDÿODPD 
|]HOLQGH LGHDO VHV W×Q×V×Q× HOGH HWPH DPDF×\OD JHOHFHÿLQ EDÿODPD HÿLWLPLQH GLVLSOLQOHU DUDV× ELU \DNODĂ×POD 
×Ă×N WXWXOPD\D oDO×Ă×OP×ĂW×U� %DÿODPDGD VHV HWHWLÿL oDO×P WHNQLÿLQLQ NXUDPVDO WHPHOOHUL ROXĂWXUXOPD\D 
oDO×Ă×OP×ĂW×U� dDO×ĂPDGD WHPHO DPDo RODQ W×Q× HVWHWLÿL YH VDQDWVDO LOHWLĂLP �]HULQGHQ ELU EDÿODPD HÿLWLP 
PHWRGXQGD YHULOHFHN W�UN�OHULQ YH\D H]JLOHULQ ´VHV HVWHWLÿL oDO×P WHNQLÿLµ LOH HOGH HGLOHFHN HVWHWLN VHV 
W×Q×V×Q×Q WHNQLN ER\XWX |UQHN ELU HVHULQ HVWHWLN ELOHĂHQOHUL �]HULQGHQ J|VWHULOHUHN HOH DO×QP×Ă� HVWHWLN LFUD 
LoLQ \HQL WHUPLQRORMLN WHULPOHUH \HU YHULOPLĂWLU� %XQXQOD ELUOLNWH |UQHN W�UN�OHULQ YH H]JLOHULQ VDQDWVDO 
LOHWLĂLP EDÿODP×QGD P�]LNVHO YH HGHEL |]HOOLNOHUL �]HULQGH GXUXOPDV× YH P�]LN RQWRORMLVL EDÿODP×QGD 
HVHULQ YDUROXĂ DQODP×Q×Q o|]�POHQPHVLQLQ HVWHWLN LFUD DOJ×V×Q×Q ROXĂWXUXOPDV×QD NDWN×V× YXUJXODQP×ĂW×U� 
SHV HVWHWLÿL oDO×P WHNQLÿLQH |UQHN HVHU YH LFUDF×ODU×Q LFUDODU×QD GLNNDW oHNLOLS \|QOHQGLUPH \DS×ODUDN 
VHV HVWHWLÿL oDO×P WHNQLÿL KDNN×QGD |ÿUHQFLQLQ GX\XP IDUN×QGDO×ÿ×Q×Q JHOLĂWLULOPHVL KHGHÁHQPLĂWLU� 
AUDĂW×UPDGD� NRQX\D LOLĂNLQ DUĂLY� ND\QDN WDUDPDV× YH J|]OHP \DS×ODUDN HOGH HGLOHQ YHULOHU EHWLPVHO 
RODUDN Do×NODQ×S VRQXoODU× EXOJXODUGD RUWD\D NRQXOPXĂWXU� SRQXo RODUDN W×Q× HVWHWLÿL YH HVWHWLN EDÿODPD 
LFUDV×Q×Q WHPHO ELOHĂHQOHUL LoHULÿL LOH KD]×UODQDFDN EDÿODPD PHWRGODU×Q×Q� EDÿODPD |ÿUHWLPL \DS×ODQ E�W�Q 
NDPX YH |]HO NXUXPODUGD |ÿUHQFLOHULQ HVWHWLN LFUD\D GDLU DOJ×V×Q×Q ROXĂWXUXOPDV× DPDF×QD NDWN× VXQDFDÿ×� 
EDÿODPDQ×Q HÿLWLP V�UHFLQH \HQL ELU ER\XW ND]DQG×UDFDÿ× |QJ|U�OP�ĂW�U� A\U×FD W×Q× HVWHWLÿLQLQ EDÿODPD 
LFUDV×QD \DQV×W×OPDV×Q×Q VRQXFX RODUDN EDÿODPDGDQ GDKD |]HO VHV W×Q×ODU×Q×Q HOGH HGLOHFHÿL YH WRSOXPXQ 
P�]LN EHÿHQLVLQGH SR]LWLI \|QGH ELU GHÿLĂLPH \RO DoDFDÿ× |QJ|U�OP�ĂW�U�
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bağlama metodu, bağlama öğretimi, estetik icra, müzik ontolojisi, sanatsal iletişim, 
tını estetiği
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*iriş
EVWHWLN� LQVDQ×Q G�Ă�QPH YH VRUJXODPD 
V�UHFL LOH SDUDOHO RODUDN \DNODĂ×N DOW× ELQ 
\×OO×N ELU ]DPDQ GLOLPL LoLQGH SHN oRN 
ÀOR]RIXQ �]HULQGH oDO×ĂW×ÿ× GX\XVDO J�]HOOLÿL 
NHQGLQH NRQX HGLQPLĂ ELU ELOLP GDO×G×U� 
<XQDQFD GX\XP DQODP×QGDNL ¶DLVWKHVLV· 
V|]F�ÿ�QGHQ W�UHWLOPLĂ RODQ HVWHWLN WHULPL 
GX\JX LOH DOJ×ODPDN DQODP× WDĂ×PDNWDG×U 
�KDJDQ� ����� ����� G�]HOOLÿL LQFHOH\HQ 
HVWHWLN 3ODWRQ·D J|UH HVWHWLN LGHDO� J�]HOLQ 
WHVSLWL YH \HQLGHQ VXQXPXGXU� %DXPJHUW� 

HVWHWLÿL DQODP LOH GX\XVDO ELOJLQLQ ELOLPL 
RODUDN LIDGH HWPHNWHGLU� EVWHWLÿLQ NRQXVX 
GX\XVDO \HWNLQOLNWLU YH JHUoHNOHĂWLUPHN 
LVWHGLÿL GH J�]HO �VW�QGH G�Ă�QPH VDQDW×G×U� 

M�]LNWH VHV HVWHWLÿL� P�]LN LOH LOJLOL 
GHÿHU \DUJ×ODU×P×]D NDWN×GD EXOXQDUDN 
EHÿHQLOHULPL]LQ ELoLPOHQPHVLQL VDÿODU� 
%LUH\LQ HVWHWLN DOJ×V× NLĂLGHQ NLĂL\H IDUNO×O×N 
J|VWHUGLÿL LoLQ KHU ELUH\ D\Q× HVWHWLN GHÿHU 
\DUJ×ODU×QD VDKLS GHÿLOGLU� %X QHGHQOH 
HVWHWLN GHÿHU \DUJ×ODU× VRQXFX ROXĂDQ 
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estetik “Güzel”, “Güzel olmayan” yargısı 
kişiye göre değişkenlik gösterdiği için bir 
görecelik içermektedir. ´*�zelin� KoĂa 
Jiden, i\i, KoĂ, Eeklenene u\Jun d�Ăen, 
EaĂarı d�Ă�ncesi u\andıranµ (Dil Derneği, 
2012: 666) algı olduğu düşünülebilir. Bu 
algıdan hareketle ses estetiği; duyusal algıya 
bağlı, yüzde oranlı, duyusal güzellik olarak 
ifade edilebilir.

Müzikte, ses estetiği bağlamında bir bireyin 
güzel olarak kabul ettiği bir duyum, bir 
başka birey tarafından aynı güzellikte 
algılanamayabilir. Çünkü estetik değer 
yargılarının ve estetik kriterlerin oluşmasında 
da belli bir bilgi ve deneyimin gerektiğini, 
ayrıca neyin estetik olup olmadığı yargısında 
bulunabilmenin hem kültürel kod ve hafıza 
hem de alana yönelik birikimle iç içe olduğunu 
ifade etmek gerekir. Bunun içindir ki müzik 
ile ilgili tını estetiği -özel ses tonu (timbre)- 
duyusal bağlamda algılanabildiği oranda 
müzik ve ses estetiği ile ilgili değer yargısı 
ve tercihe dönüşür. Bu tercihinde toplumsal 
müzik beğenisine nitelik bağlamında oransal 
olarak yansıyacağı ifade edilebilir.

Müzik eğitimcisi ve estetikçisi Peter 
Kivy, müzik kültürünün ve deneyimlerin 
önemini ´0�ziksel iIade, m�zikal k�lt�r ve 
dene\imimizin ö\le a\rılmaz Eir Saroasıdır 
ki, m�zikte temel du\Jusal a\rımları 
\aSaEilme kaEili\eti olmaksızın, kiĂinin 
m�ziği anlaması nerede\se imkansızdırµ 
(Alaner, 2011: 1) şeklinde ifade etmiştir.

Müzikte Tını (Timbre) Estetiği 
Tını, “Türlü müzik araçlarının verdiği 
sesleri birbirinden ayırt etmeyi sağlayan ses 
özelliği” (www.tdk.gov.tr) dir. Tınıya karşılık 
gelen timbre terimi ´Bir sesi diğerinden 
a\ırdetmemizi sağla\an renk özelliğiµ 
(Göktepe, 2014: 149) olarak tanımlanır. 
Bir başka ifadeyle müzikte tını/timbre 
terimi “özel ses tonu-ses rengi” olarak da 
tanımlanabilir. Sesin üretilme biçimine göre 
değişiklik gösteren renk farkı, sesin tını 
özelliğini oluşturmaktadır. 

Tını estetiği anlayışının bağlama eğitiminde 
uygulanması seste karakterize edilmiş 
tını estetiği algısının oluşması ve icraya 
yansıtılması açısından önem arz etmektedir.

Medeniyetler beşiği olarak ifade edilen 
Anadolu’da yaşamış pek çok kültürün 
etkisinde kalarak gelişim ve değişim 
sürecine girmiş olan bağlama; yapısıyla, 
çalış biçimiyle, duygusuyla Anadolu’ya ve 
Anadolu insanına özgü bir saz olmuştur. Türk 
toplumunun kültürel belleğini oluşturması, 
taşıması, aktarması ve yaygınlaştırması, 
doğumdan ölüme yaşamının her safhasında 
halkın coşkusuna ve elemine ortak olması, 
çalgıya yüklenmiş olan tarihsel misyon ve 
toplumsal amaca araçlık işlevi, bağlamanın 
ve dolayısıyla müziğin Anadolu insanının 
hayatındaki yerini ve önemini göstermektedir.

Görsel 1. Göğsünde üç delikli eski bir bağlama (Yusuf Benli fotoğraf arşivi)
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Görsel 2. dHĂLWOL |Oo� YH \DS×ODUGD EDÿODPDODU �<XVXI %HQOL IRWRÿUDI DUĂLYL�

%LU NDo ELQ \×OO×N ELU JHoPLĂL ROGXÿX 
ND\GHGLOHQ WHOOL oDOJ×ODUGDQ EDÿODPDQ×Q 
N|NHQL KDNN×QGD LNL J|U�Ă |QH V�U�OPHNWHGLU� 
%LULQFLVL� ��� \\� VRQODU×QGD EDÿODPD DG×Q×Q 
NXOODQ×OPD\D EDĂODQG×ÿ× YH EX DG×Q GD HVNL 
ELU oDOJ× RODQ kopuz ROGXÿXQD LQDQ×OPDV× 
JHUHNWLÿLQL EHOLUWHQ MDKPXW RDJ×S GD]LPLKDO 
YH WDNLSoLOHULQLQ EDÿODPDQ×Q DWDV×Q× NRSX]D 
YH OUWD AV\D T�UN N�OW�U�QH EDÿODG×NODU× 
J|U�Ă�G�U �GD]LPLKDO� ����� ����� %LU GLÿHU 
J|U�Ă LVH KDUNDP×Ă NDEDUWPDODU×QGD VDS×QGDQ 
VDOODQDQ S�VN�O�QH YDU×QFD\D GHN E�W�Q�\OH 
EDÿODPD\D EHQ]H\HQ YH DVO×QGD +LWLWOHUH 
|]J� NXWVDO ELU VD] ROGXÿXGXU �%LUGRÿDQ� 
����� ���� İQDQG×N� %RÿD]N|\ YH AOLĂDU·GD 
HOH JHoHQ YD]R SDUoDODU×QGD J|U�OHQ VD] 
oDODQ P�]LV\HQ J|U�QW�OHULQGHNL EDÿODPDQ×Q 
ĂHNOL LOH WXWXĂ ELoLPL +LWLWRORJ SHGDW AOS·LQ 
GH\LPL\OH “Anadolu halk ozanlarının 
kullandığı sazla yakın bir benzerlik 
taşımakta” ROGXÿX J|U�Ă�G�U �AOS� ����� ���
���� %X ELOJLOHU ×Ă×ÿ×QGD OUWD AV\D·GDQ JHOHQ 
NRSX]GDQ oRN GDKD |QFHVLQGH AQDGROX·GD 
+LWLW X\JDUO×ÿ×QGDQ NDODQ ELU VD]×Q YDU ROGXÿX 
YH EXQXQ GD� EDÿODPDQ×Q DWDV× ROGXÿX 
NDQDDWL ROXĂPXĂWXU�

Bağlama İcrasına Genel Bakış
%DÿODPD� IDUNO× oDO×P WHNQLNOHUL YH 
G�]HQOHUL\OH� ]HQJLQ P�]LNVHO ER\XWX YH XVWD 
LFUDF×ODU× YDV×WDV×\OD T�UN N�OW�U� YH AQDGROX 
P�]LÿLQLQ JHOHFHÿH WDĂ×QPDV× WHPHO DPDF×QD 
DUDoO×N HWPHVL QRNWDV×QGD &XPKXUL\HWLQ 
NXUXFX NDGURODU×Q×Q GD |QJ|UG�ÿ� ĂHNLOGH 
R J�QGHQ EXJ�QH YDUO×ÿ× GHYDP HWWLULOPLĂ 
ELU VD]G×U� ����·GH MXVWDID KHPDO AWDW�UN 
“Beyler, bu bir Türk sazıdır. Bu küçük sazın 
bağrında bir millettin kültürü dile geliyor” 
GL\HUHN EDÿODPDQ×Q EX |]HOOLÿLQH GLNNDW 

oHNPLĂWLU �%DON×O×o� ����� ����� %DÿODPD LFUDV× 
YH HÿLWLPLQGH� kĂ×NODU×Q NHQGL DUDODU×QGDNL 
XVWD o×UDN HÿLWLPL� N|\ HQVWLW�OHUL YH KDON 
HYOHULQGH EDÿODPD GHUVOHULQLQ YHULOPHVL� 
UDG\RGD ´<XUWWDQ SHVOHUµ NRURVXQXQ 
NXUXOPDV× YH NRQVHUYDWXDUODU×Q Do×OPDV× 
|QHPOL ELU URO R\QDP×ĂW×U �%HQOL� ����� ���� 

Bağlama Öğretiminin Değişim ve 
Gelişim Süreci 
GHOHQHNVHO PDQDGD XVWD o×UDN LOLĂNLVL ĂHNOLQGH 
ELU |ÿUHQPH ELoLPL\OH DNWDU×OP×Ă RODQ EDÿODPD 
HÿLWLPL� VLVWHPOL ELU HÿLWLP ER\XWXQD DQFDN 
T�UN P�]LÿL NRQVHUYDWXDUODU×Q×Q Do×OPDV× LOH 
EDĂODP×ĂW×U� İVWDQEXO THNQLN ÜQLYHUVLWHVL T�UN 
MXVLNLVL DHYOHW KRQVHUYDWXDU×Q×Q �İTÜ TMDK� 
���� \×O×QGD NXUXOPDV× YH EXUDGD VLVWHPOL 
EDÿODPD GHUVOHULQLQ YHULOPH\H EDĂODPDV× 
LOH ELU GHÿLĂLP YH JHOLĂLP V�UHFL EDĂODP×ĂW×U� 
%X V�UHo EDÿODPD oDO×P×QD WHNQLN ELU 
ER\XW ND]DQG×UP×Ă YH ELU EDÿODPD |ÿUHWLP 
P�IUHGDW×Q×Q GD ROXĂPDV×Q×Q \ROXQX DoP×ĂW×U� 
dDOJ×Q×Q QRWDV\RQX ROXĂXUNHQ D\Q× ]DPDQGD 
SHUGHOHULQ SRUWH �]HULQGH NRQXPODQPDV×� 
WHO YH SDUPDN QXPDUDODU× LOH P×]UDS 
\|QOHUL JLEL WHNQLN ELOJLOHULQ J|VWHULPL GH 
JHUoHNOHĂWLULOPLĂWLU� <|UHVHO WDY×UODU RODUDN 
WDELU HGLOHQ P×]UDS NDO×SODU×Q× ROXĂWXUDQ 
o×USPD� WDNPD� WDUDPD� WULO YH V×\×UWPD 
JLEL P×]UDS KDUHNHWOHULQLQ J|VWHULPL� VDS 
�]HULQGHNL SR]LV\RQODU� oDUSPD� oHNPH YH 
ND\G×UPD JLEL EDVN× WHNQLNOHULQLQ J|VWHULPL 
VDÿODQP×ĂW×U� S|]� HGLOHQ QRWDV\RQ YH LFUD\D 
\DUG×PF× LĂDUHW GLOL oDO×ĂPDODU× VRQXFXQGD 
PHWRGLN EDÿODPD |ÿUHWLPL DQOD\×Ă× JHOLĂPLĂ 
YH EXQXQ VRQXFXQGD LFUD WHNQLNOHULQLQ 
|ÿUHWLPL DĂDPDV×QGD ELU JHOLĂLP RODUDN 
QLWHOHQHQ GHÿLĂLPOHU PH\GDQD JHOPLĂWLU�
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Uluslararası düzeyde müzik eğitimi 
kurumlarında uygulanan sistemlerin 
incelenmesi, organalojik olarak diğer telli 
ve perdeli çalgıların yapım tekniklerinin ve 
oranlarının adapte edilmesi, tampere ses 
sisteminin bağlama düzenleri ve perdelerine 
uygulanması gibi bir çok konunun çalışma 
sürecinin başlatılması da İTÜ TMDK’nın 
açılmasıyla mümkün olmuştur.

Tarihsel süreç içerisinde yurttan sesler 
geleneğiyle tavır olarak ifade edilen mızrap 
kalıplarının bağlama icrasında yerleşmesi 
sonucu Aşıklama, Ankara (Fidayda), zeybek, 
Yozgat, Kayseri, Konya, Teke, Rumeli, 
Karadeniz tavrı gibi belli başlı bölgesel 
ve yöresel tavır çeşitleri oluşmuştur. 
Bağlamada ana düzenler ve özel repertuara 
sahip düzenler (fidayda, segah, abdal...), 
yöresel tavırlar ve el ile çalma tekniği 
bağlama icrasının ve öğretiminin temelini 
oluşturmaktadır.

Türk Müziği Devlet Konservatuarlarının 
ülke genelinde sayısının artması, buna 
paralel olarak sistemli müzik eğitimi alan 
konservatuar mezunlarının kurduğu özel 
dershanelerin artması ve edinilen teknik bilgi 
ve birikim ile bağlama öğretimi yapılması 
bağlama öğretiminin gelişim sürecine 
olumlu katkı sağlamıştır. Televizyon, 
bilgisayar ve internet ortamında ses/
video kayıtlarına erişim ile birlikte online 
bağlama derslerin yapılabilirliği, teknolojik 
imkanlar kullanılarak çalınan notalar ile 
birlikte bağlama icrasının eş zamanlı olarak 
bilgisayar ekranına yansıtılması bağlama 
öğretimindeki gelişim ve değişim sürecini 
olumlu yönde etkilediği düşünülebilir. Ayrıca 
pek çok sivil toplum kuruluşlarında bağlama 
öğretimine yer verilmesi bağlama eğitiminin 
yaygınlaşmasına katkı sağlamıştır.

Geçmişten günümüze geleneksel manada 
bağlama eğitimi, yarım asır öncesine kadar 
“usta-çırak” ilişkisi üzerinden varlığını 
sürdürmüştür. Ancak bilişim ve iletişim 
çağı olarak ifade edebileceğimiz günümüz 
koşullarına adaptasyon açısından, bağlama 
eğitimindeki yarım asırlık birikim ve deneyim 
ışığında, bağlama öğretim metodlarının 

tını estetiği bağlamında yeniden gözden 
geçirilmesi ve bu içerikte hazırlanması alana 
hizmet açısından önem arz etmektedir.

Bağlama Çalım Teknikleri ve Estetik  
Kadim bir kültürel temsiliyeti olan bağlamanın 
tarihsel derinliği içerisinde oluşan ve gelişen 
bağlamadaki üç farklı icra tekniği, ses 
kümelerini kendine alan olarak seçen tını 
estetiği açısından önemli bir amaca araçlık 
yaptığı söylenebilir. Bu teknikler; tezene 
(mızrap) ile çalma, el ile çalma ve yay ile 
çalma tekniğidir. Her tekniğin kendine özgü 
ses üretme biçimleri vardır. Bağlamada 
tezene ile çalım tekniği, biribirinden farklı 
pek çok tezene kalıbı ile oldukça çeşitlilik 
göstermektedir. Bu çeşitlilik tını estetiği 
açısından önem arz etmektedir. İcradaki her 
farklı tezene kalıbının teknik olarak ürettiği 
ses biribirinden uslup olarak farklı olduğu için 
tavır ile elde edilen tını estetiği bağlamında 
estetik değer taşımaktadır. 

El ile çalım tekniği (Şelpe); tel ile tenin 
teması sonucu elde edilen özel bir ses 
tınısıdır. Bu özel ses tınısı estetik bağlamda 
özel olarak pek çok boyutta ele alınmasını 
gerektirmektedir. Piyano icrasındaki gibi her 
iki elin sap üzerinde birlikte melodi çaldığı 
bu icra tekniği, bağlamanın evrensel ölçekte 
icra edilmesinin kapasitesini üzerinde 
taşıdığı söylenebilir.

Yay ile bağlama çalma tekniği henüz daha 
fazla yaygınlaşmamıştır. Tarihsel süreç 
içerisinde var olmuş olmasına rağmen 
zamanla unutulmaya yüz tuttuğu söylenebilir. 
Yaylı bağlama icrasında yayın tutuş ve 
çekiş biçimi, yayın eşiğe olan yakınlık-
uzaklık mesafesi ve yay kılları ile kullanılan 
reçine sesin estetik bağlamdaki sertlik ve 
yumuşaklığına doğrudan etki etmektedir. 
Yaylı bağlama, estetik manada açışlarda ve 
ağır tempodaki türkü ve ezgilerdeki uzun 
sesleri tınlatmakda oldukça içli bir ses 
tınısına sahiptir.

Bağlamanın üç farklı teknik ile yüz yıllara 
meydan okurcasına varlığını sürdürüyor ve 
çalınıyor olması da bir saz olarak bağlamanın 
ayrıca toplumsal estetik beğeni açısından 
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GLNNDWH GHÿHU ELU GXUXP ROGXÿX V|\OHQHELOLU�

M�]LN YH HVWHWLN NRQXVX� P�]LN ELOLPOHUL 
LoLQ À]\RORMLN� GX\JXVDO GX\XP� G�Ă�QVHO 
YH IHOVHÀ Do×GDQ ELUoRN \|Q�\OH oDO×Ă×ODQ 
ELU DODQG×U� M�]LNWH HVWHWLÿLQ� W×Q× HVWHWLÿL 
|]HOLQGH EDÿODPD |ÿUHWLPL YH LFUDV× �]HULQGHQ 
LQFHOHQPHVLQLQ T�UN P�]LN DUDĂW×UPDODU×QGD 
|QHPOL ELU HNVLNOLÿL JLGHUHFHÿL |QJ|U�OP�ĂW�U�

Tezene ile Bağlama Çalım Tekniği 
THOOHUH YXUDUDN VHV o×NDUPD\D \DUD\DQ 
DUDoODUD P×]UDS YH\D WH]HQH GHQLU� DDKD 
oRN ĂHKLUOHUGH J|U�OHQ P×]UDS GDKD VRQUDODU× 
N×UVDOD \D\×OP×ĂW×U �O]DQRÿOX� ����� ���� 
MHWDO WHOOHULQ NXOODQ×OPDV× YH WHO VD\×V×Q×Q 
DUWPDV× LOH P×]UDS NXOODQ×P× GDKD GD DUWP×Ă 
YH \D\J×QODĂP×ĂW×U� AQFDN HO LOH oDO×P WHNQLÿL 
WDPDPHQ WHUN HGLOPHPLĂWLU� ZDPDQ LoHULVLQGH 
\|UHVHO EDÿODPD LFUDODU×\OD� P×]UDS LOH oDOPD 
WDY×UODU× RODUDN WDELU HGHELOHFHÿLPL] oRN 
IDUNO× P×]UDS NDO×SODU× ROXĂPXĂWXU� A\U×FD 
\LQH P×]UDS LOH WDY×UVDO QLWHOLN WDĂ×PD\DQ 
VDGH LFUDODUGD V|] NRQXVXGXU� 

El ile Bağlama Çalım Tekniği 
TDULKVHO V�UHo LoHULVLQGH ND\×WO× YHULOHU 
×Ă×ÿ×QGD HO LOH EDÿODPD oDOPD JHOHQHÿL� AOHYL�
%HNWDĂL WRSOXOXNODU×Q×Q \DĂDG×ÿ× E|OJHOHUGHNL 
\HUHO LFUDF×ODU LOH THNH %|OJHVL <|U�NOHUL 
YH G�QH\GRÿX <|U�N T�UNPHQOHULQLQ \HUHO 
LFUDF×ODU× WDUDI×QGDQ J�Q�P�]H NDGDU 
WDĂ×QP×ĂW×U� 1HVLPL dLPHQ� TDFLP DHGH� 
RDPD]DQ G�QJ|U� +DPLW dLQH� +D\UL DHY� 
g]D\ G|QO�P� TDOLS g]NDQ ELULQFL HYUH 
\HUHO LFUDF×ODUD |UQHN J|VWHULOHELOLU� İNLQFL 
HYUH LVH \HUHO LFUDF×ODU×Q oDO×P WHNQLNOHULQL 
PRGHOOH\HUHN YH JHOLĂWLUHUHN XOXVDO |OoHNWH 
\D\J×QODĂPDV×QD NDWN× VXQPXĂWXU� %X 
LFUDF×ODUD AULI SDÿ� EUGDO EU]LQFDQ� EURO 
3DUODN YH +DVUHW G�OWHNLQ LVLPOHUL |UQHN 
J|VWHULOHELOLU� %X WHPHO �VW�QH HO LOH oDOPD 
WHNQLÿL XOXVDO YH XOXVODUDUDV× |OoHNWH LOJL 
J|UHUHN JHOLĂLPLQL V�UG�UPHNWH YH DODQGD SHN 
oRN \HQL LFUDF× \HWLĂPH\H GHYDP HWPHNWHGLU�

EO LOH EDÿODPD oDOPD WHNQLÿLQGH� VDÿ HO LOH 
SHQoH YXUDUDN� WHO oHNHUHN� SDUPDN YXUDUDN 
YH oHNHUHN� RUWD HĂLN NDSDW×ODUDN �PXW�� VDS 
�]HULQGH HOOHU oDSUD] NRQXPGD NXOODQ×ODUDN� 

IDUNO× ELOHN YH SDUPDN KDUHNHWOHUL JLEL oRN 
oHĂLWOL LFUD WHNQLNOHUL X\JXODQ×U �VDÿODNODU�� 
EO LOH EDÿODPD oDOPD WHNQLÿLQGH� VRO HO 
LOH� |QFHOLNOH VDÿ HOLQ YXUXĂODU×QD NDUĂ×O×N 
SHUGHOHUH EDVDUDN� oDUSPD� oHNPH YH 
YLEUDV\RQ WHNQLÿL LOH WHOOHUL DĂDÿ× \XNDU× 
oHNHUHN� LOJLOL QRWDQ×Q \DU×P VHV YH\D WDP VHV 
WL]LQGHNL ELU VHVH DUND DUND\D K×]OD SDUPDN 
YXUXS oHNPH JLEL oRN oHĂLWOL LFUD WHNQLNOHUL 
X\JXODQ×U�

Yay ile Bağlama Çalım Tekniği 
´KRSX]µ LVPL LOH ELOLQHQ WHOOL oDOJ×ODU YH 
EDÿODPDQ×Q DWDV× YDUVD\×ODQ EX VD]×Q VHV HOGH 
HGLOLĂ DUDF× \D\G×U� SDS×QD SHUGH EDÿODQG×ÿ× LoLQ 
EDÿODPDQ×Q DWDV× ROGXÿX NDEXO HGLOPHNWHGLU� 
RRGROI·D J|UH Doğu Türkistan·GD E�W�Q 
WHOOL VD]ODUD ´KRSX]µ GHQL\RUGX �ANW� 
gJHO� ����� ����� <D\O× NRSX]XQ SHUGHOL 
IRWRÿUDI×� SHV YH THO %LUOLÿL <D\×QODU×QGD 
o×NP×Ă� MDKPXW RDJ×E GD]LPLKDO·LQ AV\D 
YH AQDGROX ND\QDNODU×QGD ´,NO×ÿµ NLWDE×Q×Q 
��� VD\IDV×QGD \HU DOPDNWDG×U� A\U×FD 3URI� 
DU� %DKDHGGLQ gJHO·LQ ´T�UN K�OW�U�QH 
GLULĂµ HVHULQLQ �� FLOGLQLQ ���� VD\IDV×QGD 
���� TDĂNHQG IHVWLYDOLQGHQ ELU UHVLPGH� 
EDÿODPD ĂHNOLQGH HVNL ELU K×UJ×] T�UN NRSX]X 
J|U�OPHNWHGLU� AQFDN \D\O× NRSX] J�Q�P�]H 
NDGDU YDUO×N J|VWHUHPHPLĂWLU� KRSX]GDQ 
HVLQOHQHUHN JHOLĂWLULOHQ \D\O× EDÿODPD� VRQ 
\×OODUGD ED]× LFUDF×� DUDĂW×UPDF× DNDGHPLV\HQ 
YH VDQDWo×ODU×Q �<DYX] TRS� DU� )HUGD 
EUHUHQ� DRo� DU� MHKPHW AOL g]GHPLU� g]J�U 
DRÿDQ���� ELUH\VHO oDEDODU× LOH J�QGHPH 
JHOPLĂ YH YDUO×N J|VWHUPH\H EDĂODP×ĂW×U� 
<D\O× EDÿODPD� EDFDN DUDV×QGD SLN WDKWDV×Q×Q 
�]HULQGH �D\DNO×N� \DNODĂ×N �� GHUHFHOLN Do× 
LOH NRQXPODQG×U×ODUDN oDO×Q×U� ́ <D\O× %DÿODPDµ 
EDÿODPDQ×Q \DS×V×QGD GHÿLĂLNOLNOHU \DS×ODUDN 
\D\ LOH oDO×QDFDN ELU IRUPD JHWLULOPLĂWLU�

g]HW RODUDN HVWHWLN VHV HOGH HWPH Do×V×QGDQ 
�o IDUNO× EDÿODPD oDO×P WHNQLÿLQLQ D\U× D\U× 
HOH DO×QDUDN LQFHOHQPHVL YH W×Q× HVWHWLÿL 
NXUDPVDO oHUoHYHVLQLQ ROXĂWXUXOPDV× 
JHUHNPHNWHGLU�
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Araştırmanın Amacı ve Problemi
Bu çalışmada, mevcut tezene ile bağlama 
çalma tekniklerinin verildiği metodlardaki 
verilere ek olarak bugüne kadar üzerinde 
pek durulmayan, eserlerin; estetik bağlama 
icrasının temel bileşenleri, ses estetiği çalım 
tekniği, tını estetiği ve estetik terminolojik 
terimler üzerinden bağlama öğretimine yeni 
bir bakış açısı kazandırılması amaçlanmıştır. 
Genel anlamda metod, bir çalışmada 
kullanılacak yöntemi ifade etmektedir. Bu 
açıdan bu çalışmada, bağlama öğretiminde 
geçmişten günümüze elde edilen birikim ve 
deneyime paralel olarak eğitim sistematiği 
ve müfredatı, çalım teknikleri ve düzen 
uygulamalarının yanı sıra eserlerin müzikal 
ve edebi form/tür bilgileri, kültürel 
bağlamları, özellikle ses estetiği ve tını 
estetiği, sanatsal iletişim boyutları ve müzik 
ontolojisi bağlamlarıda da ilave edilerek 
yeniden değerlendirmeye alınmıştır. Metodik 
olarak hazırlanan pek çok kaynakta bağlama 
öğretiminde -tezene ile çalım tekniği- tını 
estetiği vurgusunun eksikliğinin saptanması 
üzerine çalışmada estetik ses elde etmeye 
yönelik tekniklerin belirtilmesi ve öğretimin 
bu temel bazında kurulması üzerinde 
durulmuştur. 

Bu araştırmanın temel problemi; tezene ile 
bağlama çalma tekniklerinin öğretiminde 
ve icrasında tını estetiği farkındalığının ve 
algısının nasıl oluşturulacağıdır?

Araştırma Alt Problemleri 
Alt Problem 1. Bağlama icrasında tını (ses) 
estetiği nasıl olmalıdır? 

Alt Problem 2. Bağlamada akort, tavır ve 
telleme biçimleri ile elde edilen tını estetiği 
nasıl olmalıdır?

Alt Problem 3. Bağlamada çalım tekniği 
ve nüanslar ile elde edilen tını estetiğinin 
kuram temelleri nelerdir?

Alt Problem 4. Estetik bağlama icrasının 
temel bileşenleri (eserin estetik bileşenleri) 
bağlama öğretimine yönelik ilkeleri neler 
olmalıdır?

Alt Problem 5. Eserin estetik 
bileşenlerinden sanatsal iletişim kavramının 
bağlama icrasına uygulanması nasıl 
olmalıdır?

Alt Problem 6. Müzik ontolojisi 
metodolojisinden, bağlama öğretiminde tını 
estetiği açısından nasıl faydalanılınabilir?

Alt Problem 7. Bağlamada icra edilen bir 
eserin estetik tını açısından inceleme örneği 
nasıl olmalıdır?

Alt Problem 8. Usta bağlama sanatçılarının 
eserleri üzerinden estetik tını açısından 
güçlü yanları nasıl analiz edilebilir?

Yöntem 
Bu araştırmada nitel araştırma tekniklerinde 
doküman analizi, betimsel ve karşılaştırmalı 
analiz gibi teknikler kullanılmıştır. Estetik tını 
(tını estetiği) kavramının betimlenmesi için 
bağlama icralarında gösterimi, farklı icraların 
estetik tını bağlamında analiz edilmesi 
gerçekleştirilmiştir. Türk halk müziğine 
estetik açısından yeni terminolojilerin 
üretimi konusunda tümevarımsal tartışmalar 
yapılmıştır. Türk halk müziği icralarındaki 
estetik tını açısından analizin yapılmasında 
Nida Tüfekçi “Fidayda” eserindeki bağlama 
icrası -açış-, Ali Ekber Çiçek “Haydar 
Haydar” eserinin bağlama icrası, Arif Sağ 
“Dolap” eserinin bağlama icrası-açış-, 
Mehmet Erenler “Allı Turnam Bizim Ele 
Varırsan” eserinin bağlama icrası, Erol Parlak 
“Bir Ayrılık Bir Yoksulluk Bir Ölüm” bağlama 
icrası, Hasret Gültekin “Deli Derviş” eserinin 
bağlama icrası, Erdal Erzincan “Azeri Oyun 
Havası” eserinin bağlama icrası -açış- 
seçilmiştir. 

Birbirini takip eden bu farklı dört kuşak 
iracının en temel özellikleri birbirlerini 
sentezlemiş ve gözlemlemiş olmaları ve 
bunun sonucunda icralarında elde ettikleri 
tını estetiği nitelikleridir. Tını estetiği 
bağlamındaki analiz ve teknik çözümlemelere 
detaylı olarak yer verilmiştir.
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Bulgular
Bağlama İcrasında Tını (Ses) Estetiği 
%X oDO×ĂPDQ×Q RUWD\D o×NPDV×Q×Q WHPHO 
JHUHNoHVLQL ROXĂWXUDQ EDÿODPD LFUDV×QGD 
W×Q× HVWHWLÿLQLQ PXFLWOHUL RODUDN LIDGH 
HGHELOHFHÿLPL] EDÿODPDGD LFUDVDO Do×GDQ 
ELUHU HNRO RODUDN NDEXO HGLOHQ 1LGD T�IHNoL 
YH AOL ENEHU dLoHN·LQ LFUDODU×QGD HOGH 
HWWLNOHUL W×Q× HVWHWLÿLQLQ� WDNLSoLOHUL RODQ 
ED]× LVWLVQD EDÿODPD LFUDF×ODU× WDUDI×QGDQ 
EX |]HO YH J�]HO W×Q×Q×Q WDNOLW HGLOHUHN IDUN 
HGLOHELOGLÿL YH DOJ×ODQDELOGLÿL J|]OHPOHQPLĂ 
YH WHVSLW HGLOPLĂWLU� %X W×Q× HVWHWLÿL GDKD 
VRQUDNL NXĂDNODUGD GD \LQH D\Q× ĂHNLOGH 
LNLQFL NXĂDN LFUDF×ODU×Q W×Q× HVWHWLÿL LoHUHQ 
LFUDODU×Q×Q ED]× LVWLVQDL �o�QF� NXĂDN LFUDF×ODU 
WDUDI×QGDQ WDNOLW HGLOHUHN IDUN HGLOHELOPLĂ YH 
DOJ×ODQDELOPLĂ ROGXÿX J|U�OP�ĂW�U�

%X oDO×ĂPD� EDÿODPD LFUDV×QGD W×Q× 
HVWHWLÿLQLQ GDKD oRN LFUDF× WDUDI×QGDQ 
DOJ×ODQPDV×� JHOHFHN NXĂDNODUD DNWDU×OPDV× 
YH \D\J×QODĂW×U×OPDV× DPDF× LOH KD]×UODQDUDN 
RUWD\D NRQPXĂWXU�

%DÿODPD LFUDV×QGD� ´W×Q× HVWHWLÿLµ LOH LIDGH 
HGLOPHN LVWHQHQ� HVWHWLN EDÿODPD LFUDV×Q×Q 
WHPHO ELOHĂHQOHULQLQ �P�]LNVHO YH HGHEL 
|]HOOLÿL� LFUD ELoLPL� VDQDWVDO LOHWLĂLPL� P�]LN 
RQWRORMLVL� LoHULN EDÿODPODU× �Dÿ×W� GH\LĂ� 
KDOD\� J�]HOOHPH� WDĂODPD���� YH WHUPLQRORMLN 
WHULPOHU \ROX LOH LFUD\D DQODP \�NOHQHUHN 
YH GX\XP RODUDN GD VHVWHNL SDUODNO×N� 
GXUXOXN� \DO×QO×N YH S�U�]V�]O�N GX\XP KDOL 
VRQXFXQGD HOGH HGLOHQ GX\JX YH FRĂNX\X 
LoLQGH EDU×QG×UDQ� P�]LNOH LOJLOL Q�DQVODU×Q GD 
NXOODQ×OPDV× VRQXFX ROXĂWXUXODQ UDÀQH W×Q×G×U� 
gUQHN YHUPHN JHUHNLUVH \D\×Q HVQDV×QGD VHVWH 
PH\GDQD JHOHQ VHV SDUD]LWOHQPHVLQLQ W×SN× 
WRSUDNODPD KDWW× LOH RUWDGDQ NDOG×U×OPDV× JLEL 
´VHV HVWHWLÿL oDO×P WHNQLÿLµQLQ X\JXODQPDV× 
LOH EDÿODPD LFUDV× HVQDV×QGD PH\GDQD 
JHOHELOHFHN VHV SDUD]LWOHQPHOHULQLQ 
HQJHOOHQPHVL VDÿODQDELOLU�

%LU VHVLQ HOGH HGLOLĂ YH W×QODW×OPD ELoLPL� R 
VHVLQ GRÿXĂNDQODU×Q× YH EX GRÿXĂNDQODU GD 
R VHVLQ WHNQLN EDÿODPGD HVWHWLN ER\XWXQX 
ROXĂWXUXU� DRÿDGD ROXĂDQ ELU VHV ´VDI WRQµ 
RODUDN WDQ×PODQDQ ĂHNLOGH� WHN ELU WLWUHĂLP 

GHÿHULQH �IUHNDQV� VDKLS GHÿLOGLU�

DRÿDGDNL W�P VHVOHU WHPHO WLWUHĂLP 
GHÿHUL\OH �N|N VHV�� DULWPHWLN LOLĂNLVL 
EXOXQDQ YH VHVLQ GRÿXĂNDQODU× �DUPRQLNOHUL� 
RODUDN LVLPOHQGLULOHQ WLWUHĂLPOHUOH ELUOLNWH 
GX\XOXUODU� gUQHÿLQ WHPHO WLWUHĂLP GHÿHUL 
��� +] RODQ ELU VHV ���� ���� ��� YH ��� JLEL 
DULWPHWLN NDWODU×\OD ELUOLNWH GX\XOXU� THPHO 
WLWUHĂLP GHÿHUL GLÿHU GRÿXĂNDQODUGDQ GDKD 
EDVN×Q ROGXÿX LoLQ WHN ELU VHV GX\XOX\RUPXĂ 
JLEL KLVVHGLOLU �gQHQ� ����� ����

THPHO WLWUHĂLP GHÿHUL\OH GRÿXĂNDQODU×Q 
GX\XOPD RUDQODU×Q× HWNLOH\HQ IDNW|UOHU 
DUDV×QGD VHVL �UHWHQ PDWHU\DOOHU� DNXVWLN 
NRĂXOODU YH VHVL �UHWHQ ELUH\LQ VHVL �UHWPH 
ELoLPL EHOLUOH\LFL ROXU� %X GXUXPGD ELU 
oDOJ×GDQ HOGH HGLOHQ VHVL ROXĂWXUDQ oHYUHVHO 
IDNW|UOHU� �UHWLPL \DSDQ LFUDF×Q×Q EX NRQXGDNL 
ELOJL ELULNLPL YH GLNNDWL� LFUDGDNL EHÿHQLOHQ 
YH\D EHÿHQLOPH\HQ W×Q×ODU×Q ROXĂPDV×QGD 
HWNLOL ROXU�

%DÿODPD HÿLWLPL DODQ |ÿUHQFLOHULQ� HVWHWLN 
VHV HOGH HGHELOPHOHUL� |QFHOLNOH LFUD HWWLNOHUL 
P�]LÿLQ LoLQH J|P�O� ROGXÿX N�OW�UHO EDÿODP× 
QH NDGDU ELOGLNOHUL LOH GLUHN RUDQW×O×G×U� 
gÿUHQGLNOHUL HVHUOHULQ VDGHFH QRWDV×Q× oDOPDN 
GHÿLO� D\Q× ]DPDQGD N�OW�UHO |]HOOLNOHULQL 
|ÿUHQHUHN R QRWDODUD GX\JX� UXK YH HVWHWLN 
ELU ER\XW ND]DQG×UPDODU× JHUHNWLÿLQLQ ELOLQFL 
YHULOPHOLGLU� %XQXQ LoLQ HVHUOHULQ DNRUW 
IDUNO×O×NODU×� WDY×U oHĂLWOHUL� oDO×P WHNQLNOHUL 
LOH HVWHWLN ELOHĂHQOHULQL ROXĂWXUDQ WHPHO 
|]HOOLNOHULQ EDÿODPD HÿLWLPL HVQDV×QGD 
|ÿUHQFL\H YHULOPHVL JHUHNLU� gÿUHQFLOHU EX 
|]HOOLNOHUL ´GX\XVDO DOJ×ODPDµ LOH |ÿUHQLS� 
LoHULNOHULQL LFUDODU×QD \DQV×WDELOGLNOHUL RUDQGD 
HVWHWLN LFUD QLWHOLÿL YH GX\XVDO \HWNLQOLNOHULQL 
JHOLĂWLUHELOHFHNOHUGLU� d�QN� HGLQLOHQ ELOJLOHU 
×Ă×ÿ×QGD P�]LN LOH LOJLOL ´GX\XVDO G�Ă�QFHµ 
LFUD YH EHÿHQL ELoLPLQL EHOLUOH\HFHN YH 
IDUN×QGDO×N \DUDWDFDNW×U�

A\U×FD EDÿODPD \DS×P×Q×Q GD EDÿODPD 
LFUDV×QGDNL W×Q× HVWHWLÿL �]HULQGHNL HWNLVL� 
HQ D] oDO×P WHNQLNOHUL NDGDU |QHP DU] 
HWPHNWHGLU� G|YGH\L ROXĂWXUDQ NDSDN YH 
WHNQH N×VP×Q×Q \DS×P×QGDNL LĂoLOLN YH DÿDo 
X\XPX EX DQODPGD EHOLUOH\LFLGLU� DLÿHU 
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taraftan denge olarak tabir edilen tellerin 
iki eşik arasındaki tel yüksekliği diğer bir 
önemli husustur. İcracıların rahat bir çalım 
açısından tercih ettikleri düşük tel yüksekliği 
ise özellikle sap üzerindeki tesviye işleminin 
mükemmelliğiyle sağlanabilmektedir. 
Bu nedenlerledir ki bağlama yapımı tını 
estetiğini etkileyen çok önemli bir etkendir. 

Sahne uygulamalarında müzisyenin 
kabiliyetinden performansına, konser 
salonlarının akustiğinden, sahnedeki oturma 
düzenine, ses mühendisinden, teknik 
ekipmanlara, ses monitörlerinin niteliğinden 
konumlanışına kadar bir çok ayrıntı müzik 
estetiği ve bağlama icrasındaki tını estetiğini 
direk etkileyen faktörlerdendir. 

Bağlamadaki ses (tını) estetiği; “akort 
biçimleri, tavır çeşitleri ve tel bağlama 
biçimleri (telleme) ile elde edilen ses 
estetiği” ve “çalım teknikleri ve nüanslar ile 
elde edilen ses estetiği” olmak üzere iki ayrı 
başlık altında değerlendirilebilir. 

Bağlamada Akort, Tavır ve Telleme Biçimleri 
ile Elde Edilen Tını Estetiği 
Bağlamadaki akort farklılıkları farklı 
duyumların oluşmasını sağlamaktadır. Bu 
nedenle bazı eserler belli düzenlerde genel 
anlamda daha iyi tınlar ve daha çok kabul 
görür. “Haydar Haydar” eserinin bozuk 
düzeninde, “Yandım Şeker Oğlan” eserinin 
bağlama düzeninde kabul görmesi buna 
örnek olarak gösterilebilir. 

Ali Ekber Çiçek “Haydar Haydar” Nida Tüfekçi “Yandım Şeker Oğlan”

Video 1. “Haydar Haydar” ve “Yandım Şeker Oğlan” eserlerinin icraları

Bağlamada tavır olarak tabir edilen mızrap 
kalıplarının uygulanmasıyla da farklı 
duyumlar elde edilmektedir. Bu nedenle 
bağlamadaki tavır çeşitleri (tezene kalıpları) 
sesin estetik bağlamda üretilmesinde önemli 
rol oynamaktadır. Herhangi bir yöre tavrının 
başka bir yörenin ezgilerine uygulanmasında 
oluşacak duyum farkı estetik algıyı olumsuz 
etkileyebilmektedir. Örneğin; “Aşıklama” 
tavrı ile icra edilen deyişlerin, “Konya” tavrı 
ile icra edilmesi, “Zeybek” tavrı ile icra 
edilen eserlerin “Aşıklama” tavrı ile icra 
edilmesi genel kabul görmüş estetik algı ile 
örtüşmemektedir.

Bağlama icrasında telleme biçimleri de 
estetik tını oluşumuna önemli bir katkı 
sunmaktadır. Buna göre genel kabul görmüş 
ana düzenlerin (bozuk ve bağlama) telleme 
biçimi üzerinde gerek tel sayısı gerek tel 
numaraları gerekse yerlerinin değişimi ile 
farklı ve estetik tını elde edilebilmektedir. 
Örneğin, orta tele bam teli takılması, 
özellikle bağlama düzeninde ters telleme 
olarak ifade edilen telleme biçimi ve bam 
teli kullanılmadan yalnızca çelik telleme 
biçimleri sıralanabilir.



Benli

39

RAST MÜZİKOLOJİ DERGİSİ | BAHAR 2023, 11(1) 30-54

Görsel 3. %DÿODPD LFUDV×QGD WHOOHPH ELoLPOHUL

Genel (standart) telleme Ters telleme Çelik telleme (bamsız)

AOW WHO� ����PP � %DP� ����PP  
OUWD WHO� ����PP
ÜVW WHO� ����PP � %DP� ����PP

AOW WHO� ����PP
OUWD WHO� ����PP � %DP� ����PP 
ÜVW WHO� ����PP � %DP� ����PP

AOW WHO� ����PP
OUWD WHO � ����PP
ÜVW WHO� ����PP

Bağlamada Çalım Tekniği ve Nüanslar 
ile Elde Edilen Tını Estetiğinin Kuramsal 
Temellerinin İnşası 
%DÿODPD LFUDV×QGD� ´VHV HVWHWLÿL oDO×P 
WHNQLÿLµ oDO×P WHNQLÿL YH Q�DQVODU LOH HOGH 
HGLOHQ W×Q× HVWHWLÿL EDÿODP×QGD G�Ă�QVHO 
YH WHNQLN ROPDN �]HUH LNL\H D\U×O×U� 
D�Ă�QVHO ER\XW� GDKD oRN HVHUOHULQ HVWHWLN 
ELOHĂHQOHULQLQ LFUD\D \�NOHGLÿL DQODP 
�]HULQGHQ W×Q× HVWHWLÿL ROXĂWXUPDP×]× VDÿODU� 
EOGH HGLOHFHN VHVLQ E�W�Q QLWHOLÿLQL� FRĂNX 
YH \�NVHN HQHUML LOH SDUPDÿ×Q SHUGH\H YH 
WH]HQHQLQ WHOH RODQ ´THPDV×Q×Q K×YDP×µ 
EHOLUOHU� ´K×YDPµ V|]F�ÿ� DQDKWDU NHOLPH 
GXUXPXQGDG×U� K×YDP V|]F�ÿ� LOH LIDGH 

HGLOPHN LVWHQHQ� SDUPDN EDVN×V×QGDNL ´J�o 
\RÿXQOXÿX GHQJHVLµ YH WH]HQH WXWXĂXQGDNL 
´V×NPD GHQJHVLµ LĂOHPLGLU� %DVN× N×YDP× 
LoLQ� SDUPDÿ×Q SHUGH\H WHPDV DQ×QGDNL 
EDVN× J�o \RÿXQOXÿX� SDUPDÿ×Q WHOH WHPDV 
DQ×QGD SDUPDN XFXQGDNL NDU×QFDODQPD 
YH WHOLQ WLWUHĂLPLQL KLVVHWPHN� WH]HQH 
WXWXĂXQGDNL V×NPD N×YDP× LoLQ LVH WH]HQH\L 
VDGHFH G�ĂPH\HFHN YH LNL SDUPDN DUDV×QGD 
ND\PD\DFDN ELU N×YDPGD WXWPDNW×U� GHUHN 
SDUPDÿ×Q SHUGH\H WHPDV DQ×QGDNL EDVN× J�o 
\RÿXQOXÿX GHQJHVL JHUHN WH]HQH WXWXĂXQGDNL 
V×NPD N×YDP×� WHNQLÿLQ WHPHO |]HOOLÿL 
GXUXPXQGDG×U� 

Şekil 1. K×YDP NDYUDP× YH LOLĂNLOL ROGXÿX NDYUDPODU×Q J|VWHULPL 

dDO×ĂPDGD� DNRUW� WDY×U� LFUD QLWHOLÿL YH 
EDÿODPDQ×Q \DS×VDO |]HOOLÿL LOH HOGH HGLOHQ 
W×Q× HVWHWLÿLQL LIDGH HGHQ ELOJLOHULQ G×Ă×QGD� 
LFUDF×Q×Q VHV HVWHWLÿL oDO×P WHNQLÿL LOH HOGH 
HGHFHÿL W×Q× HVWHWLÿLQLQ WHNQLN ER\XWX DOW× 
DĂDPDGD HOH DO×QDUDN o|]�POHQPLĂWLU� TH]HQH 

WXWXĂXQGDQ� WHOH EDVN× N×YDP×QD NDGDU 
ROGXNoD GHWD\O× WHNQLN ELOJLOHU GH YHULOHUHN 
VHV HVWHWLÿL oDO×P WHNQLÿL LOH W×Q× HVWHWLÿL 
HOGH HGLOLĂLQLQ DOW \DS×V× ROXĂWXUXOPD\D 
oDO×Ă×OP×ĂW×U�
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Tablo 1. Bağlamada ses estetiği çalım tekniği ile tını estetiği elde edilişinin aşamalı olarak gösterimi

Birinci Aşama Düşünsel Boyut - Tezene Yapısı ve Tekniği

İkinci Aşama El ve Bilek Kulanımı - Denge ve Açı

Üçüncü Aşama Sol El Parmak İşlevi - Sağ El Tezene Kullanım Tekniği

Dördüncü Aşama Farklı Ses Kombinasyonları ile Tını Oluşumu

Beşinci Aşama Duyusal Nitelik ve Nüans Kullanımı

Altıncı Aşama Referans İcralar

Birinci Aşamada; tını estetiği öncelikle 
düşünsel bağlamda elde edilmek istenen 
sesin beyinde duyulması ve şekillenmesi 
sonrasında düşüncede oluşan bu sesin 
çıkma esnasında müzikal nüanslar aracılığı 
ve duyguların yönlendirmesi ile işlenip 
müzikal ifadeye dönüştürülmesi ile mümkün 
olacaktır. 

Teknik bağlamda ise sesi çıkarma aracı olarak 
ifade ettiğimiz tezenenin; uzunluğu-kısalığı, 
kalınlığı-inceliği, sertliği-yumuşaklığı, 
ucunun sivriliği-ovalliği gibi yapısal; tutma 
biçimi, tele düz veya yan vurması ve 
tutma kıvamı, tezenenin tel ile temasında 
telin ekseni etrafındaki hareketinde tele 
olan mesafesi ve tel ile temasındaki vurgu 
darbı, temasın kesilmeden devam etmesi ve 
tezene hareketlerinin seriliği gibi teknikler 
tahayyül edilen estetik sesin elde edilmesini 
etkileyen önemli temel faktörlerdendir.  
Bu faktörler, bir bağlama icracısının “ses 
estetiği çalım tekniği” açısından öncelikle 
neyi gözlemleyip deneyimlemesi gerektiği 
konusunda yapacağı çalışmanın başlangıç 
aşamasını oluşturmaktadır.

İkinci Aşamada; tezene tutan sağ el, sazın 
dengesi açısından terazi görevi görmektedir. 
Sol elin hareket kabiliyeti için sap ağırlığının 
sol ele bindirilmemesi gerekmektedir. Sağ el 
bileğinin tekne üzerindeki durduğu noktalar 
ile sağ el bileğinin teknenin kapağına olan açısı 
ve hareket anındaki kasılma veya gevşemesi 
tezene tutuşu ve tını estetiğine doğrudan 
etki yaptığı söylenebilir. Tezeneyi tutan 
sağ elin dirsekten değil, bilekten hareket 
ettirilmesi temel kuraldır. İcra esnasında 

tezenenin bilekten hareketinin sağlanması, 
tezenenin tutuş kıvamı ile doğru orantılı 
olduğu gözlemlenmiştir. Diğer taraftan sağ 
el ve sol elin eş zamanlı (senkron) hareket 
kabiliyeti de estetik ses tınısının oluşmasını 
doğrudan etkilemektedir.

Üçüncü Aşamada; icracının perdelere basan 
sol el parmaklarının tellere olan mesafesi 
ve yine sol el parmakları ile yapılan çarpma 
ve çekme hareketleri, tezene vuruşlarından 
dolayı oluşacak rahatsız edici seslerden icrayı 
arındırarak estetik bir duyumun oluşmasını 
sağlayacak ve ayrıca ihtiyaç halinde 
icraya serilik kazandıracaktır. Kalıplaşmış 
tezene vuruşlarının (tavır) dışındaki tezene 
vuruşları, ezgisel motif veya ezgisel cümle 
bitene kadar çarpma ve çekmeler ile de 
desteklenerek mümkün mertebe telden 
teması kesilmeden, ses tınısı kesintiye 
uğratılmadan devam ettirilmelidir. 

Aynı şekilde perdelere basan sol elin 
parmak uçlarının tel ile olan teması 
esnasında tırnakların tele temas etmemesi 
gerekmektedir. Gereğinden fazla (aşırı) baskı 
uygulanması tel salınımını engelleyeceği için 
titreşimin azalmasına ve sesin niteliğinin 
bozulmasına, sesin mekanikleşmesine 
ve matlaşmasına neden olacaktır. Yine 
gereğinden fazla baskı sesin kütleşip tınının 
uzamamasına ve elin kasılarak hareket 
kabiliyetinin azalmasına yol açacağı ifade 
edilebilir. Bunun tersi bir uygulama olan 
ses perdesine baskının gereğinden fazla 
hafifletilmesinin de oluşacak tınıyı bozduğu 
ve ses kirliliğine (cızırtı) neden olduğu 
gözlemlenen ve deneyimlenen tespitler 
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DUDV×QGDG×U� %XQGDQ GROD\×G×U NL ´VHV HVWHWLÿL 
oDO×P WHNQLÿLµQGH ´N×YDPµ V|]F�ÿ� DQDKWDU 
NHOLPH GXUXPXQGDG×U YH WHOH WHPDV VRQXFX 
ROXĂDFDN W×Q×Q×Q QLWHOLÿLQL� SDUPDÿ×Q SHUGH\H 
RODQ EDVN× N×YDP× LOH WH]HQHQLQ WXWXĂ YH 
YXUXĂ N×YDP× EHOLUOHU� 

3HUGHOHUH EDVDQ VRO HOLQ� EDVN× HVQDV×QGD 
SDUPDNODU×Q× ELUELULQGHQ ID]OD D\×UPDGDQ YH 
NDVPDGDQ ELWLĂLN QL]DPGD PLQLPDO GHUHFHGH 
DYXo LoLQGHQ Do×S NDSDWDUDN KDUHNHW 
HWWLULOPHVLQLQ W×Q× HVWHWLÿL LoLQ oRN |QHPOL 
ROGXÿX G�Ă�Q�OPHNWHGLU� 3DUPDNODU×Q EDVN× 
HVQDV×QGD WHOOHUGHQ X]DNODĂW×U×O×S WHNUDU 
\DNODĂW×U×OPDV× GD WHNQLN DQODPGD |]HOOLNOH 
VHUL �\�NVHN WHPSROX� HVHUOHULQ LFUDV×QGD 
ROXĂDELOHFHN EDVN× YH ULWPLN ]DPDQ ND\E× 
LGHDO W×Q×Q×Q GDÿ×O×S ER]XOPDV×QD QHGHQ 
ROPDNWDG×U� 3HUGHOHUH EDVDQ VRO HOLQ EDVN× 
V×UDV×QGD ELU VRQUDNL EDVN×\D KD]×UO×N DPDF×\OD 
LON EDVN×\× NDOG×UPDGDQ LNLQFL EDVN×\× \DSPDV× 
VHVWH WRSUDNODPD HWNLVL \DSDUDN W×Q× HVWHWLÿL 
ROXĂXPXQX VDÿODG×ÿ× WHVSLW HGLOPLĂWLU� 

Dördüncü Aşamada; LFUDF×Q×Q ELULQFL 
DĂDPDGDNL G�Ă�QVHO YH WHNQLN ER\XWWD 
LIDGH HGLOPHN LVWHQHQ LOH HGLQGLÿL J|]OHP� 
GHQH\LP� WHVSLW YH GX\XP IDUN×QGDO×ÿ× LOH 
NLĂLVHO \HWHQHÿL YH ELULNLPL GRÿUXOWXVXQGD 
LFUD HVQDV×QGD X\JXOD\DFDÿ× VHV HVWHWLÿL oDO×P 
WHNQLÿL LOH VHVLQ X]DPD YH V|QPH V�UHVLQH 
J|UH KHU KDQJL ELU DNRUW VLVWHPLQGH WHOOHU 
DUDV× IDUNO× NRPELQDV\RQODU NXUPDV×� D\Q× 
VHVOHULQ IDUNO× WHOOHUGH W×QODW×OPDV×� IDUNO× 
WHOOHUGHNL D\Q× VHVOHULQ ELUOLNWH W×QODW×OPDV×� 
NDUDU VHVLQ SHGDO VHV �GHP VHV� RODUDN 
W×QODW×OPDV× YH\D DUPRQLN VHV |UJ�OHUL\OH 
LFUD\× ]HQJLQOHĂWLUPH oDEDODU×� W×Q× HVWHWLÿL 
DUD\×Ă×Q×Q ELU GLÿHU DG×P× RODUDN EHOLUWLOHELOLU� 

İFUD HVQDV×QGD HVWHWLN VHV �UHWLPL LoLQ 
H]JLVHO \DS× ER]XOPDGDQ JHUHNWLÿL NDGDU 
LODYHOHU YH \RUXPODU \DS×ODUDN WHOGHQ WHOH 
JHoLĂWHNL PRWLI YH�YH\D F�POHOHUGHNL W×Q× 
DN×Ă× GLNNDWH DO×QDUDN \DS×OPDN LVWHQHQ� 
\HULQGH WHO GHÿLĂLPOHUL LOH HVWHWLN VHV W×Q×V× 
ROXĂWXUXODELOLU� A\U×FD LFUD HVQDV×QGD WHOOHULQ 
VDO×Q×P× YH NRPELQ NXOODQ×P× �ELUOLNWH 
W×QODWPD� |]HOOLNOH EHĂOL� G|UWO� YH RNWDY 
VHVOHUGH VHVLQ HVWHWLN W×QODW×OPDV× QRNWDV×QGD 
RODELOGLÿLQFH L\L GHÿHUOHQGLULOPHOLGLU� 

Beşinci Aşamada; ´VHV HVWHWLÿL oDO×P 
WHNQLÿLµQLQ \XNDU×GD EHOLUWLOHQ À]LNVHO 
QLWHOLNOHULQLQ� GX\JXODU× LIDGH HGHQ Q�DQV 
LĂDUHWOHUL �KDÀI� \XPXĂDN� NXYYHWOL� J�U���� LOH 
E�W�QVHOOLÿLQLQ ROXĂWXUXOPDV× JHUHNPHNWHGLU� 
M�]LN LOH LOJLOL GX\JX YH G�Ă�QFHOHULQ 
HVWHWLN EDÿODPODU× LOH GDKD HWNLOL ELU 
ĂHNLOGH LIDGH HGLOPHVL YH P�]LNVHO DQODW×P× 
WHN G�]HOLNWHQ NXUWDU×OPDV× LoLQ P�]LNVHO 
Q�DQVODU PXWODND NXOODQ×OPDO× YH EDÿODPD 
PHWRG oDO×ĂPDODU×QGD HVHULQ QRWDV\RQXQGD 
EHOLUWLOPHOLGLU� SHVLQ GX\XVDO QLWHOLNOHULQL 
ROXĂWXUDQ VHV \RÿXQOXÿX� VHVLQ ĂLGGHWL YH 
J�UO�ÿ�Q�Q À]LNVHO LFUD WHNQLNOHUL DUDF×O×ÿ× LOH 
ULWPLN YXUJXODU HĂOLÿLQGH HĂ ]DPDQO× RODUDN 
FRĂNX YH \�NVHN HQHUML LOH EHGHQ GLOL HĂOLÿLQGH 
GX\XUXOPDV×Q×Q JHUHNOLOLÿL GX\JXODU×Q W×Q× 
HVWHWLÿLQH G|Q�ĂW�U�OHELOPHVLQGH LQFH 
GHWD\ODU RODUDN LIDGH HGLOHELOLU�

Altıncı Aşamada; P�]LNWH GLQOHPHN 
|ÿUHQPHQLQ HQ |QHPOL DĂDPDV×G×U� %X 
EDÿODPGD� EDÿODPD LFUDV×QGD HVWHWLN 
W×Q× HOGH HGHELOPHN LoLQ LOJLOL LFUD YH 
LFUDF×ODU×Q GLQOHQHUHN HVWHWLN W×Q× KDI×]DV×Q×Q 
ROXĂWXUXOPDV× JHUHNOLGLU� %X HGLQLOHQ W×Q× 
KDI×]DV× \DUG×P× LOH o×NDU×OPDN LVWHQHQ HVWHWLN 
VHV W×Q×V×� |QFH ]LKLQGH GX\XOGXNWDQ VRQUD 
HVWHWLN EDÿODPD LFUDV×Q×Q WHPHO ELOHĂHQOHUL� 
WHNQLN YH WHRULN LFUD QLWHOLNOHUL NXOODQ×ODUDN 
W×Q× HVWHWLÿL HOGH HGLOHELOLU� %DÿODPD 
LFUDF×ODU×Q×Q W×Q× HVWHWLÿL EDÿODP×QGD P�]LNVHO 
LFUDODU VXQDELOPHOHUL LoLQ \XNDUGD LIDGH 
HGLOPH\H oDO×Ă×ODQ oDO×P WHNQLNOHULQGHNL EX 
DOJ× IDUNODU×Q× GHQH\LPOH\HUHN� GX\DUDN YH 
ELOHUHN LFUDODU×Q× JHUoHNOHĂWLUPHOHUL HVWHWLN 
W×Q×\D XODĂPDODU×QGD EHOLUOH\LFL RODFDNW×U�

Estetik Bağlama İcrasının Temel 
Bileşenleri (Eserin Estetik Bileşenleri) 

 ¾ T�UN� YH H]JLOHULQ P�]LNDO |]HOOLNOHUL 
�GH\LĂ� ]H\EHN� KDOD\����� 

 ¾ T�UN�OHULQ HGHEL |]HOOLNOHUL �W�U� 
ELoLP� NRQX� KLND\H��

 ¾ %DÿODPD LFUD ELoLPOHUL �LFUDVDO 
WHUPLQRORMLN WHULPOHU� WDQH WDQH oDOPDN� 
QDÿPHOL oDOPDN� FRĂNXOX oDOPDN����� 
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 ¾ Türkülerin sanatsal iletişim bağlamı 
(ileti içerikleri: neşeli, kederli, sevdalı, 
coşkulu, mistik...)

 ¾ Türkülerin ontolojik varlık tabakaları 
(cezbetme, ruhsal derinlik ve metafizik)

Eserin tüm kodlarına hakim olunmalı; 
Bağlama çalgısının öğretimi ve icra niteliğine 
boyut kazandırmak açısından, icrada 
kullanılan müzik sembolleri ve işaretlerinin 
dışında, halk müziği eserlerinin müzikal 
yapısı, estetik bağlama icrası ile ilgili 
açıklamalı terminolojik terimleri, türkülerin 
sanatsal iletişim bağlamı, türkülerin edebi 
form yapısı, kültürel kodları, felsefi ve müzik 
ontolojisi bağlamları, bağlama icrasında 
tını estetiği ve estetik bakış açısının 
algılanmasında önem arz etmektedir.

Eser ile icra biçimine etki eden faktörler 
eş zamanlı öğrenilmeli; Öğrenci bir türküyü 
veya ezgiyi metodik olarak öğrenirken, 
eserin; notası, tel numarası, parmak 
numarası ve tezene vuruşu ile beraber, eserin 
müzik-edebi form/tür biçimini, sanatsal 
iletişim bağlamını, müzik nüans işaretleri ile 
ifade edemediğimiz ve estetik terminolojik 
terimler ile anlatmaya çalıştığımız icra 
biçimlerini ve müzik ontolojisi bağlamındaki 
katmanlarınıda eş zamanlı olarak 
öğrenmelidir. Bir eserin bütün özelliklerini 
tüm yönleriyle icraya yansıtabilmek için buna 
ihtiyaç vardır. Örnek vermek gerekirse, ağıtın 
hüznünü, oyun havasının coşkusunu, semahın 
felsefesini, zeybeğin heybetini dinleyiciye 
tam manası ile hissettirebilmek için estetik 
bağlama icrası için teknik boyutların, estetik 
bileşenlerin, eserlerin kavramsal ve tanımsal 
özelliklerinden kaynaklı tüm detayların eser 
üzerinde uygulanması gerekir.

Eserin söz ile ezgisi arasındaki bağ 
anlaşılmalı; Halk şiirlerinde ve müziğinde 
konu ile ezgi arasında güçlü bir bağ vardır. Bir 
“güzelleme” ile bir “ağıtın” bir “koçaklama” 
ile bir “ninni”nin içerikleri aynı olmadığı gibi 
ezgileri de aynı değildir. Eserlerin söz teması 
müziğin tarzını belirlemeye etki etmektedir. 
Buna göre acı ve keder içerikli bir şiirin 
ezgisi, makamı ona uygun şekilde daha 

ağır tempoda ve hüzün barındırırken neşe, 
sevinç içerikli bir şiirin ezgisi ise yüksek 
tempolu ve coşkulu bir yapı oluşturur. Bu 
nedenle estetik bir bağlama icrasının elde 
edilebilmesi için eğitim aşamasında eser ile 
ilgili bütün bu detaylara dikkat çekilmelidir. 
Estetik tını algısının yerleşmesi ve gelişmesi 
için bir bağlama metod çalışmasında aynı 
zamanda olması gereken aşağıda belirtilen 
bilgilere yer verilerek ideal bir bağlama 
eğitiminin teorik alt yapısının oluşturulması 
hedeflenmiştir.

Eser için kullanılan terimler bilinmeli; 
öğrenilecek ve icra edilecek eserler ile ilgili 
yerel, genel, kavramsal terim ve hatta eser 
isimlerinin açıklanması öğrencinin estetik 
icra ile ilgili algıda seçiciliğini oluşturacaktır. 
Ağıt, Arguvan ağzı, Atışma, Bar, Barak, Bengi, 
Deli derviş ayağı, Deste bağlamak, Devriye, 
Deyiş, Divan ayağı, Duvaz-ı imam, Güvende, 
Halay, Horon, Kalenderi, Karşılama, Kaytağı, 
Kol havası, Menberi, Miraçlama, Mersiye, 
Ninni, Sallama, Semah, Teke Zortlatması, 
Yıldız türküleri, Zeybek... estetik tını 
icrası açısından bilinmesi öngörülen ve bir 
metod çalışması için üzerinde çalışılması, 
tanımlanması gereken tür, biçim, kavram ve 
eser isimlerinden bazılarıdır.

Estetik tını icrasında terminolojik yöne 
hakim olunmalı; Öğrenilecek ve icra edilecek 
eserler ile ilgili bir diğer temel nokta da, 
estetik bağlama icrası ile ilgili açıklamalı 
terminolojik terimlerdir. Bir müzik eseri 
hiç kuşkusuz nota ve ritimden çok fazlasını 
içermektedir. Bir eserin, estetik bağlamda 
icra edilebilmesi için icra biçimini gösteren 
mevcut imgelerin ve teknik işaretlerin 
yeterli geldiği söylenemez. Bu nedenle 
imge ve teknik işaretler ile tam olarak 
ifade edilemeyen bağlama icrasındaki tını 
estetiğinin, Tablo 2’de yer alan açıklamalı 
terminolojik terimler ile daha iyi ifade 
edebileceği düşünülerek hazırlanmıştır. Bu 
terimler, genellikle müzik teorisyenleri, 
icracılar, dinleyiciler, izleyiciler ve halk 
arasında geçmişten günümüze geleneksel 
olarak taşınmış, müziğin özeliklerini 
anlatmakta kullanılan ifade biçimlerinden 
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EHOLUOHQPLĂWLU� %X WHULPOHU LFUDF×\× W×Q× 
HVWHWLÿL EDÿODP×QGD \|QOHQGLULUNHQ D\Q× 
]DPDQGD ELU HVHULQ LFUDVDO EDÿODPGD 
LQFHOHQPHVLQL� \DS×ODQ×Q DG×Q×Q NRQPDV×Q× YH 
DQDOL] HGLOPHVLQL NROD\ODĂW×UDFDNW×U�

EVWHWLN W×Q× DOJ×V× YH LFUDV× Do×V×QGDQ 
ELOLQPHVL JHUHNHQ� JHOHQHNVHO LFUD WHULPOHUL 
YH EDÿODPD oDO×P WDELUOHULQLQ WHUPLQRORMLN 
EDÿODPGD ED]×ODU× ĂXQODUG×U�

Tablo 2. EVWHWLN EDÿODPD LFUDV× YH W×Q× HVWHWLÿL LOH LOJLOL WHUPLQRORMLN WHULP |UQHNOHUL

Terimsel Adı Açıklaması

Ahenkli çalma

GHOHQHNVHO HVWHWLN DOJ× LOH X\XPOX LFUD YH W×Q× HVWHWLÿLGLU� EVHULQ WDU]×QD� 
WDYU×QD� ULWPLQH X\JXQ YH HVWHWLN ELOHĂHQOHUL LOH X\XPOX ELU LFUD ELoLPL�
OUNHVWUDV\RQ oDO×ĂPDODUGD HQWRQDV\RQ� VHQNURQ YE� VRUXQODU \DĂDPDGDQ 
oDOPDN�

Aşk ile çalma
�AĂN×Q HVWHWLN W×Q×\D \DQV×PDV×�� KHQGLQGHQ JHoHUHN oDOPDN� gUQHN 
HVHUOHU YH LFUDF×ODU� 1HĂHW EUWDĂ�DR\XOXU PX� AULI SDÿ�DLUHQLĂ �DOE�P 
ND\G×�

Aşıklama çalma 
(Aşıklama tavrı)

�g]HO WDY×UVDO W×Q× HVWHWLÿL�
%DÿODPD LFUDV×QGD GDKD oRN ERÿPD YH\D VDUPD WHNQLÿL RODUDN WDELU 
HGLOHQ oDO×P ĂHNOL LOH SDUHOHO EDVN×ODU×Q KDNLP ROGXÿX� WDUDPD� V×\×UWPD 
YH WDNPD WH]HQH KDUHNHWOHULQLQ \RÿXQ RODUDN NXOODQ×OG×ÿ× LFUD ELoLPL� 
AĂ×NODU×Q NHQGL \|UHVHO WDY×UODU× LOH \DSW×NODU× oDO×S V|\OHPHOL LFUD ELoLPL�
gUQHN LFUDF×ODU YH HVHUOHU� AĂ×N DDLPL � SHKHUGH %LU %DÿD GLUGLP� MXUDW 
dREDQRÿOX�KL]LURÿOX MXVWDID %H\

Atışarak çalma

�ONWDY VHVOHULQ YH IDUNO× WHO W×Q×ODU×Q×Q VHV HVWHWLÿL�� �SRUX�FHYDS 
ĂHNOLQGH�
İFUDF×Q×Q D\Q× VD]GD YH�YH\D EDĂND VD] LOH D\Q× WRQDOLWHGH� SHVW YH 
WL] RNWDYODUGD LFUD HWWLÿL YH\D D\Q× RNWDYGD IDUNO× WHOOHULQ W×Q×ODU×Q× 
NXOODQDUDN JHUoHNOHĂWLUGLÿL� DVO×QGD H]JLQLQ LIDGHVLQL J�oOHQGLUPHN YH 
UHQNOHQGLUPHN LoLQ \DSW×ÿ× P�]LNVHO VRUX�FHYDS GL\DORÿX ĂHNOLQGH LNL 
IDUNO× LFUDF× KLVVL\DW× X\DQG×UDQ LFUD ELoLPLGLU� gUQHN� EUGDO EU]LQFDQ� 
�EUGDO EU]LQFDQ� AQDGROX AOE�P�� A]HUL O�+� Do×Ă��

Beden diliyle 
çalma

�%HGHQ GLOLQLQ LFUD\D \DQV×W×OG×ÿ× X\XP YH W×Q× HVWHWLÿL� +DOD\� ]H\EHN� 
VHPDK� EDU� NDUĂ×ODPD� R\XQ KDYDV×� VLQVLQ� PHQEHUL� oLIWHWHOOL JLEL 
HVHUOHULQ LFUDV×QGD� EHGHQ GLOL LoHUHQ KDUHNHWOHU �D\DN� RPX]� EDĂ� 
HO� NRO��� ÀJ�UOHUL JLEL� LOH X\XPOX ĂHNLOGH� GLQOH\LFLQLQ ]LKQLQGH 
FDQODQG×UPDV×Q× GD VDÿOD\DFDN �KLVVHWWLUHFHN� ELU WDY×U YH YXUJX LOH 
\DS×ODQ LFUD ELoLPL� gUQHN HVHU� TRSDO O\XQ +DYDV×� �WRSDOODU JLEL 
DNVD\DUDN VHQNRSOX ĂHNLOGH LFUD HGLOPHVL��

Dem tutarak 
çalma

�KDUDU VHVL LOH HOGH HGLOHQ W×Q× HVWHWLÿL�� KDUDU VHVLQL� oDO×QDQ H]JL LOH 
ELUOLNWH HĂ ]DPDQO× RODUDN� JHQHOOLNOH V�UHNOL GX\XUPDN� gUQHN HVHUOHU� 
gWPH E�OE�O� +D\GDU +D\GDU� )LGD\GD

Dinamik çalma

�<�NVHN HQHUML LOH \DS×ODQ LFUD VRQXFX HOGH HGLOHQ W×Q× HVWHWLÿL� &DQO×� 
HWNLQ YH KDUHNHWOL ELU ELoLPGH� \�NVHN HQHUML\OH� J�oO� P×]UDS GDUSODU× 
LOH oDO×QDQ H]JLQLQ WDUW×P YH YXUJXODU× LoLQGH� VHVLQ X]DPD YH V|QPH 
V�UHVL GLNNDWH DO×QDUDN \DS×ODQ LFUD� gUQHN HVHU YH LFUDF×ODU� <DYX] TRS�
gWPH %�OE�O� 9HOHG %H\�AV×P KX]XOXN� RXPHOL +RURQX�TDOLS g]NDQ� 
+DOLW AUDSRÿOX APDQ GH]H GH]H
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Dingin çalma Özümsenmiş ve içselleştirilmiş bir biçimde damıtarak yürekten 
süzülürcesine yapılan icra. Örnek: Mehmet Erenler, Allı Turnam

Dokunaklı çalma

(Duygu yoğunluğu ve hislererin seslere  dönüştüğü tını estetiği) İcracının 
sazıyla bütünleşerek, sesleri hisleriyle yoğurup, tınıya yoğunlaşarak, 
çalınan her nota ve vurulan her mızrap darbınının vurgusunu, 
duygularından süzerek,  eserin hikayesi, sözleri veya yaşanmışlıklarının 
da etkisiyle aşkı, sevdayı, çoşkuyu, acıyı, kederi..., icraya yansıtma 
yolu ile insanın ruhuna işleyen, derinden etkileyen, duygu yoğunluğu 
yüksek icra biçimi. Örnek icracılar: Arif Sağ-Musa Eroğlu; Arzu kamber 
halayı- Resital-1, Mehmet Erenler, Allı Turnam (Turkish Folk Saz-1, Musa 
Eroğlu-Trene Bindirdiler).

Duygu derinliği 
ile çalma

(Anlam yükleyerek elde edilen icra ve tını estetiği) Eserin felsefi içeriği 
ve sözleri ile düşünce dünyamızda çizdiği resim, müziğin ezgisi, ritmik 
yapısı ve büyüleyici gücü ile duygu dünyamızda yarattığı etki ile oluşan 
hissi yoğunluğu icraya yansıtarak çalmak Örnek eser ve icracı: Haydar 
Haydar- Ali Ekber Çiçek, Aşık Daimi-Kırklar Semahı (Gitme Turnam), 
(Hasret Gültekin- Abuzer Karakoç, Nesini Söyleyim)

Ezerek çalma

(Deforme edilmiş tını estetiği) Bir kaç komalık ses aralığı içinde tiz ve 
pes bölgelere doğru baskı noktasındaki basılı parmağın seri bir şekilde 
ileri geri veya sadece ileriye(tiz) doğru hareket ettirilerek sesi elde ediş 
ve işleme biçimi Örnek eserler ve icracılar: Garip ayağı açış (Turkish 
Folk Saz-1)-Mehmet Erenler, Hasret Gültekin- Deli derviş

Havaya girerek 
çalma

(Esere bağlı icra ve tını estetiği). İcracının kendi doğallığı içerisinde, 
farkına varmadan, eserin kendisinde uyandırdığı ruh halini, beden 
diline yansıtarak, neşeli, hüzünlü, coşkulu vb. bedensel davranışlar ile 
yapıtğı icra biçimi. Örnek icracı: Neşet Ertaş, Arif Sağ...

Heybetli çalma
(Beden dili ile müzik bütünselliğinin oluşturduğu icra ve tın estetiği). 
Ağır başlı, yiğit, cesur ve sert bir edayla müzik ile ilgili vurguları 
abartarak çalmak. Örnek: Zeybekler, Köroğlu türküleri

İfadeli çalma

(Estetik bileşenlerin oluşturduğu duygu ve düşüncenin icrada ifadeye 
dönüştüğü çalım ve tını estetiği). Eserin taşıdığı duygu durumunu 
dinleyiciye aktarmak üzere, gerekli teknik donanım ile birlikte, ritmik 
vurgulamalar ve müzik ile ilgili nüansların yerinde kullanıldığı icra 
biçimi Örnek: Nida Tüfekçi-Sabahınan esen seher yeli

Karekteristik 
çalma

(Öznel Tını estetiği). İcra duyulduğunda bir ekol veya kişiyi refere 
etmesi  durumu. Örnek: Ali Ekber Çiçek, Neşet Ertaş

Nağmeli çalma

(Ses işleme tekniği sonucu elde edilen tını estetiği). Normalde eserin 
bünyesinde olmayan (notasında da yazılmayan) ancak icracının 
kabiliyeti, birikimi ve hissiyatı doğrultusunda, eserin ritim yapısı 
içerisinde, ana sese çarpma yaparak, parmak trili kullanılarak veya 
ana ses üzerinde işlemeler ile sesi zenginleştirerek yapılan icra biçimi.

Mestane çalma

(Duygu ve icra bütünselliği ile elde edilen tını estetiği). Kendinden 
geçerek çalmak. “Sanatçı ne zaman kendinde değilse sanatının 
içindedir” Sazın, sözün, eserin ve ritmin icracıda uyandırdığı ve 
oluşturduğu hisler sonucu icracının transa geçmesi, esere, ruh ve can 
katarak icra etme hali. Örnek icracı: Arif Sağ-Bugün bize pir geldi
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Pençeli tezene 
vurarak çalma

�KXYYHWOL ]DPDQGD ULWPLN YXUJX\OD ROXĂDQ W×Q× HVWHWLÿL��
S×UDV×\OD JHQHOOLNOH \XNDU×GDQ DĂDÿ×\D� VHUoH� \�]�N YH RUWD SDUPDÿ×Q� 
P×]UDS LOH HĂ ]DPDQO× V×\×UWDUDN� J|ÿ�V E|OJHVLQGHNL WHOOHUH� JHQHOOLNOH 
G|UWO�N YH VHNL]OLN ]DPDQ SHULRGODU×QGD YXUXOPDV× LOH \DS×ODQ LFUD 
ELoLPL� gUQHN HVHU� EĂLQGHQ D\U×ODQ \DUDO× |UGHN

Tane tane çalma

�<DO×Q YH WHPL] W×Q× HVWHWLÿL�� İFUD HVQDV×QGD WHOGHQ WHOH JHoLĂOHUGHNL 
P×]UDS YXUXĂODU×QD GLNNDW HGHUHN� oRN ID]OD SDUHOHO EDVN× \DSPDGDQ 
VDGHFH oDO×QDFDN QRWD\× EXOXQGXÿX YH\D LVWHQLOHQ WHOGH� VDGH ELU 
ELoLPGH oDOPDN ĂHNOLQGH \DS×ODQ LFUD ELoLPL�

Eserin Estetik Bileşenlerinden Sanatsal 
İletişim Kavramının Bağlama İcrasına 
Uygulanması 
İOHWLĂLP� HQ \DO×Q ĂHNOL LOH ELU ]LKLQGHNL 
LOHWLQLQ ELU EDĂND ]LKQH DNWDU×OPDV× YH LQVDQ 
ELOLQFL LOH DQODPD G|Q�ĂW�U�OPHVL RODUDN 
LIDGH HGLOHELOLU� %X DQODPGD LQVDQRÿOXQXQ 
LON JHOLĂWLUGLÿL GLO EHGHQ GLOL� LON VDQDWVDO 
\DUDW×ODU×QGDQ ELULGH WDĂ \RQWXVXGXU� SDQDWVDO 
LOHWLĂLP� VDQDW×Q W�P EDÿODPODU× DUDF×O×ÿ× LOH 
ROXĂWXUGXÿX GX\JX GXUXPX �]HULQGHQ LOHWL 
DNWDU×U� SDQDW HÿLWLPLQGH VDQDWVDO LOHWLĂLPGHQ 
ID\GDODQPDN LĂLQ GRÿDV× JHUHÿLGLU� %DÿODPD 
|ÿUHWLP PHWRG NLWDSODU×QGD VDQDWVDO LOHWLĂLP 
IDUN×QGDO×ÿ×Q×Q� WHNUDUOD\DQ |ÿUHWLOHUOH LFUD 
YH LFUDF× �]HULQGH WHPHO HWNLOHU ROXĂWXUDFDÿ× 
|QJ|U�OPHNWHGLU� 

İOHWLĂLPLQ HQ |QHPOL NDQDOODU×QGDQ ELUL 
RODQ VDQDW� NLĂLVHO� WRSOXPVDO YH N�OW�UHO 
EDÿODPGDNL LOHWLĂLP V�UHFLQGH |QHPOL 
ELU LĂOHYH VDKLSWLU� İQVDQRÿOX \DĂDG×ÿ× KHU 
oDÿGD YH EXOXQGXÿX KHU \HUGH ELU LIDGH 
ELoLPL RODUDN VDQDW× NXOODQP×ĂW×U� %X GXUXP 
GX\XVDO JHOLĂLPLQ ELU |Oo�V� RODUDN NDUĂ×P×]D 
o×NPDNWDG×U�

3ODWRQ·D J|UH “Yer yüzündeki her ruh 
aslında müziksel armoniyle yazılmış bir 
bestedir. İçimizdeki armoni sayesinde sesin 
armonik bileşenlerini algılayabiliyoruz 
ve onların tadını çıkartabiliyoruz, çünkü 
onlarla benzer bir yapıya sahip olduğumuzu 
biliyoruz” �EFR� ����� ���� %X GD EL]H DVO×QGD 
VDQDWVDO LOHWLĂLPLQ DOW \DS×V×Q×Q QHUHGHQ 
JHOGLÿLQL J|VWHUPHNWHGLU� %X QHGHQOHGLU NL� 
L\L J�QGH� N|W� J�QGH� GRÿXPGDQ |O�PH� 
QLQQL LOH Dÿ×W LOH VDQDWVDO LOHWLĂLP KD\DW×P×]×Q 
D\U×OPD] ELU SDUoDV× ROPXĂWXU� |\OH NL 

VDYDĂ PRWLYDV\RQXQGDQ WXWXQ� P�]LN LOH 
WHGDYL\H YDUDQD NDGDU� +DWWD ED]× GLÿHU FDQO× 
YDUO×NODU×Q GX\GXNODU× VHV YH ULWPH EHGHQ 
GLOL LOH FHYDS YHUPHVL� DGHWD 3ODWRQ·XQ� \HU 
\�]�QGHNL KHU UXKXQ ELU P�]LNDO DUPRQL\OH 
\D]×OP×Ă ELU EHVWH ROGXÿX VDY×Q× GRÿUXOX\RU 
JLEL� 

SDQDWVDO LOHWLĂLP EDÿODP×QGD “müzik eseri 
aslında, bestecinin insanlığa sunduğu bir 
bildiridir”. S|] NRQXVX ELOGLULQLQ GLQOH\LFL\H 
LOHWLOPHVLQGH� LFUDF×\D �oDOJ×VDO YH\D  URID� 
|QHPOL J|UHYOHU G�ĂHU� %X V�UHoWH EHVWHFL� 
HVHU� LFUDF× YH GLQOH\LFL P�]LNVHO LOHWLĂLPLQ 
G|UW WHPHO |ÿHVLQL ROXĂWXUPDNWDG×U �SD\� 
����� ���� 

SDQDW KHU oDÿGD KHU ]DPDQ WRSOXPVDO 
D\G×QODQPD\D VDQDWVDO LOHWLĂLP \ROX LOH 
KL]PHW HWPH\L DPDo HGLQPLĂWLU� DHVFDUGHV·LQ 
����������� “Düşünüyorum o halde varım” 
IHOVHIHVLQLQ VDQDWVDO L] G�Ă�P� RODQ RRGLQ·LQ 
����·GH DDQWH·GHQ \ROD o×NDUDN GDKD JHQHO 
DQODPGD GHULQ G�Ă�QFHOHUH GDOP×Ă ELU 
DGDP EHWLPOHPHVL RODQ ´D�Ă�QHQ DGDPµ 
KH\NHOL �1HUHW� ����� ��� LOH AQDGROX·QXQ 
��� \\� KDON R]DQODU×QGDQ ÇĂ×N ZHYUDNL·QLQ 
V|\OHGLÿL ´%DĂ×P×]GD EH\LQ YDUG×U�D�Ă�Q 
ELUD] LQVDQRÿOX�%H\LQ \RNVD QH\LQ YDUG×U�
D�Ă�Q ELUD] LQVDQRÿOXµ �%HQOL� ����� ���� 
ĂLLUL VDQDWVDO LOHWLĂLP EDÿODP×QGD �o IDUNO× 
G|QHP YH NLĂLQLQ D\Q× DPDFD DUDoO×N HWWLÿLQL 
J|VWHUPHNWHGLU�

SDQDWVDO LOHWLĂLP EDÿODP×QGD ÇĂ×N 9H\VHO� 
´8]XQ İQFH %LU <ROGD\×Pµ HVHUL LOH \XNDUGD 
EDKVL JHoHQ SD\·×QGD LIDGH HWWLÿL JLEL 
“Müzik eseri aslında, bestecinin insanlığa 
sunduğu bir bildiridir” V|\OHPLQL NDQ×WODU 
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niteliktedir. Veysel’in insan ömrünü uzun 
ince bir yola benzetmesi, dünyayı, doğum ve 
ölüm olgusundan yola çıkarak iki kapılı hana 
benzetmesi, yaşam mücadelesinde menzile 
ulaşma çabasını gece gündüz gahi ağlayarak 
gahi gülerek betimleyerek şiirleştirip müzik 
ile bezeyerek insanlığa bildirisi sanatsal 
iletişimin iyi bir örneğini oluşturmaktadır.

Sözlerini Mehmet Akif Ersoy’un, müziğini 
ise keman virtüözü Zeki Üngör’ün yaptığı 
İstiklal Marşı, Türkiye Cumhuriyetinin İstiklal 
mücadelesinin sanatsal iletişim açısından en 
önemli temsiliyetini taşımaktadır. Bu eser 
ile toplumun kurtuluş savaşı mücadelesi dile 
getirilerek, hürriyet, inanç, yurt bilinci, milli 
birlik ve beraberlik vurgusu ile toplumun 
hafızası sürekli tekrarlar ile yinelenmekte, 
köklerine bağlanmakta ve sürecin önemine 
dikkat çekilmektedir.

Sanatsal iletişimin bağlama icrasına 
yansımasında eserlerin ileti içeriği (keder, 
sevinç, coşku...) büyük bir rol oynamaktadır. 
Eserin ileti içeriği, bağlamada ses estetiği 
çalım tekniğinin düşünsel boyutuna 
göndermeler yaparak icracının düşünsel 
algısında duyusal tını estetiği oluşturmasını 
sağlıyarak sanatsal iletişim amacına araçlık 
eder.

Bağlama aynı zamanda eserlerin icrasındaki 
fonksiyonelliği ile rastgele belli periyotlarda 
zamanda derinlik mekanda yaygınlık 
bağlamında eserlerin dinlenilmesi üzerinden 
yayın yoluyla tekrarlayan öğretiler ve farkına 
varmadan öğrenme yöntemi ile iletinin 
mesajının alıcının belleğinde kalıcılığını 
sağlar. Kitleleri etkileme amacına araçlık 
yapar. İlgili hedef kitlenin duygularına hitap 
ederek onları ortak bir paydada buluşturmaya 
çalışır. Müzik eserleri üzerinden toplum ile 
iletişim kurup, hedef kitleyi motive eder. 
Sosyal, siyasal, kişisel fikri bağlamlara, 
duygu ve düşüncelere ışık olur, kılavuz olur, 
dile getirir ve toplumsal hafızayı zinde tutar. 

Müzik Ontolojisi ve Bağlama Öğretimine 
Etkileri
Sanat ontolojisinin bir alt alanı olan müzik 
ontolojisi; temelde varlık tabakaları 

üzerinden müzik eserlerini somut ve soyut 
düzlemde ele alarak eserleri oluşturan 
bileşenlerin çözümlenmesi ile algılanmasını 
sağlar. Bu nedenle ontoloji (varlık felsefesi) 
metodolojisinin bağlama öğretiminde 
uygulanması müzikte tını estetiği amacına 
yönelik verilere ulaşmak için önem arz 
etmektedir.

Bir müzik eserinde; temelde öncelikle 
gerçek ve tinsel olmak üzere ayrı tabaka söz 
konusudur. Gerçek tabaka; sesleri ifade eden 
ton tabakasıdır. Her müzik eseri zorunlu 
olarak bu tabakaya dayanır. Tinsel tabaka; 
Nicola Hartmann’a göre dış tabakalar ve iç 
tabakalar olmak üzere kendi içinde ikiye 
ayrılırlar. Dış tabakalar daha çok eserleri 
şekil yönünden (bölüm, tema, varyasyon, 
hareket, hız) ele alırken iç tabakalar eserleri 
daha çok duyusal olarak ele almaktadır. Bu 
tinsel iç tabakaları;

 ¾ Duyulduğunda birlikte titreşime 
geçilen bu tabaka dans müziği ile başlar, 
hoşlanma ve cezbetmeye kadar ulaşır.

 ¾ Dinleyeni derinden etkileyen bir 
kompozisyon içerisinde belli özelliği olan 
eserlerde bulunur. Ruhsal derinliği hitap 
eder ve onları gün ışığına çıkarır. 

 ¾ Şeylerin tabakası veya metafizik 
tabaka olarak da ifade edilen bu tabaka, 
Schopenhaur’un evren iradesi dediği 
şeydir. Bu tabakaya çok ender olarak 
gerçekten sahip olunabilir. Üçüncü tabaka 
olan metafizik tabaka yalnızca inançsal, 
dini ve profane eserlerde, senfonilerde, 
quartedlerde, sonatlarda vb. görülür 
(Tunalı 2002: 139). 

İstisnai eserlerde bulunan metafizik tabaka, 
Türk müziğinde semahlar, duaz-ı imamlar, 
mersiyeler, ilahiler gibi inanç içerikli form/
türlerde bulunabilir. Örneğin semahlar, 
matafizik açıdan Vahdet-i vucut (Varlığın 
birliği) felsefesini işlediği için ontolojik bir 
analiz gerektirmektedir. 

Bir müzik eseri bütün bu tabakaların 
tümünden teşekkül eder. Ancak her eserde 
bütün tabakalar bulunmayabilir. Bir müzik 
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HVHULQLQ P�]LN RQWRORMLVL PHWRGRORMLVL 
\ROX LOH DQDOL] HGLOPHVL RQXQ HVWHWLN 
GHÿHUOHULQLQ RUWD\D o×NPDV×QD NDWN× VXQDFDÿ× 
|QJ|U�OPHNWHGLU� M�]LN RQWRORMLVL JHUoHN YH 
WLQVHO YDUO×N WDEDNDODU× �]HULQGHQ� EDÿODPDGD 
VHV HVWHWLÿL oDO×P WHNQLÿLQLQ G�Ă�QVHO ER\XWX 
DUDF×O×ÿ× LOH LFUDF×Q×Q HVHUOHUL GX\XVDO DOJ×\OD 
LoVHOOHĂWLULOPHVLQL YH LFUDV×QD \DQV×WPDV×Q× 
VDÿODU�

Bir Eserin Bağlama İcrasında Estetik Tını 
Özelliklerinin Belirlenmesi Örneği
%DÿODPD LFUDV×QGD HVWHWLN W×Q× HOGH HWPH\H 
\|QHOLN \DS×ODFDN |ÿUHWLP V�UHFLQGH QRWDV\RQ 
�]HULQGH oDO×P LĂDUHWOHUL� Q�DQV LĂDUHWOHUL� 
DQODP WHULPOHUL� VDQDWVDO LOHWLĂLP YH P�]LN  
RQWRORMLVL  EDÿODP×QD GLNNDW oHNPHN LoLQ 
\DS×OP×Ă |UQHN oDO×ĂPD� 

“Kırklar Semahı” adlı eserin estetik tını açısından incelenmesi

Yöresi: EU]LQFDQ�THUFDQ Derleyen: AGQDQ AWDPDQ 

Kaynak Kişi: AĂ×N DDLPL �İVPDLO A\G×Q� Düzenleyen: <XVXI %HQOL 

Eserin Estetik Bileşenleri

M�]LNVHO g]HOOLÿL T�U�� SHPDK� %LoLPL� K×U×N KDYD��o E|O�PO�

İFUD g]HOOLÿL
AĂ×NODPD TDYU× �%RÿPD WHNQLÿL� WDNPD WH]HQH�� VDSD \DN×Q oDOPDN� 
HĂLÿH \DN×Q oDOPDN� LIDGHOL oDOPDN� DĂN LOH oDOPDN� GX\JX GHULQOLÿL 
LOH oDOPDN� KDYD\D JLUHUHN oDOPDN

EGHEL g]HOOLÿL %LoLPL� KRĂPD� T�U�� SHPDK� KRQXVX� +]� AOL YH LQDQo |QGHUOHULQH 
RODQ VHYJL YH PXKDEEHW

SDQDWVDO İOHWLĂLPL MLVWLN� PDQHYL DQODP YH GX\JX GHULQOLÿL WDĂ×\DQ LOHWL

OQWRORMLN g]HOOLÿL 9DKGHW�L YXFXG �9DUO×ÿ×Q ELUOLÿL� IHOVHIHVL

“Kırklar Semahı” Bağlama İcra Notası

Tablo 3. ´K×UNODU SHPDK×µ DGO× HVHULQ HVWHWLN W×Q× Do×V×QGDQ LQFHOHPH |UQHÿL
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“Kırklar Semahı” Sözleri
Ağırlama
Gitme durnam gitme nerden gelirsin
Sen nazlı canana benzersin durnam
Her bakışta beni mecnun edersin
Gönülde mihmana benzersin durnam
 Has nenni nenni, dost nenni nenni
Kaşlarına mim duvası yazılır
Cemaline türlü benler dizilir
Seni sevmeyenler haktan üzülür
Pir balım sultana benzersin durnam
 Has nenni nenni, dost nenni nenni
Yürütme
Pir balım sultana benzersin durnam
Yörüde dilber yörü canana yörü
Durnam gökyüzünde pervane döner
Dertli aşıklara badeler sunar
Aşıkların senden inayet umar
Tabibe lokmana benzersin durnam
Pir balım sultana benzersin durnam
Pervaz
Allah Allah Allah Allah
Hudey Hudey Hudey Hudey
 Bugün ben pirimi gördüm
 Gelir salını salını
 Selamına karşı durdum
 Bağrım delini delini (Hudey, Hudey, Hudey)
Gel dedim yanıma geldi
Gamzesi sinemi deldi
Bir izzetli selam verdi
Aldım sevini sevini (Hudey, Hudey, Hudey)
 Gaynadı garıştı ganım
 Ezelden severdi canım
 Sen benimsin bende senin
 Dedim sevini sevini (Allah, Allah, Allah)
 Dedim sevini sevini (Hudey, Hudey, Hudey)
Gıymatın baha biçilmez
Cemalin nurdan seçilmez
Vakitsiz güller açılmaz
Derdim gülünü hülünü (Hudey, Hudey, Hudey)
 Dedemoğlu der ağlatma
 Yüreğim oda dağlatma
 Varıp yadlara bağlatma
 Zülfün telini telini (Allah, Allah, Allah)
 Zülfün telini telini (Hudey, Hudey, Hudey)
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Tablo 4. %DÿODPD LFUDV×QGD W×Q× HVWHWLÿLQL �VW G�]H\GH \DUDWDQ ED]× VDQDWo×ODU×Q HVHU LFUDODU×Q×Q LQFHOHQPHVL 

Sanatçı Adı/Eser Video Tını Estetiği Açısından Özellikler

1LGD T�IHNoL � 
µ)LGD\GDµ�Do×Ă�

 ¾ SHVWHNL SDUODNO×N� GXUXOXN YH 
\DO×QO×N 

 ¾ 3�U�]V�] YH UDÀQH ELU GX\XP 
 ¾ M�]LNOH LOJLOL Q�DQV NXOODQ×P×
 ¾ İFUDGDNL GX\JX� FRĂNX YH GLQDPL]LP
 ¾ %LOLQo LOH ELULNLPL DNWDUDUDN oDOPDN

 

AOL ENEHU dLoHN �
´āX <�FH DDÿODU× 
DXPDQ KDSODP×Ăµ

 ¾ SHVWHNL SDUODNO×N� GXUXOXN YH 
\DO×QO×N 

 ¾ 3�U�]V�] YH UDÀQH ELU GX\XP 
 ¾ M�]LNOH LOJLOL Q�DQV NXOODQ×P×
 ¾ DX\JX GHULQOLÿL LOH oDOPDN
 ¾ KDUDNWHULVWLN oDOPDN

 

AULI SDÿ � ´DRODSµ

 ¾ SHVWHNL SDUODNO×N� GXUXOXN YH 
\DO×QO×N 

 ¾ 3�U�]V�] YH UDÀQH ELU GX\XP 
 ¾ M�]LNOH LOJLOL Q�DQV NXOODQ×P×
 ¾ İFUDGDNL GX\JX� oRĂNX YH GLQDPL]LP
 ¾ SHQWH]OH\HUHN oDOPDN

 

MHKPHW EUHQOHU � 
´AOO× TXUQDPµ

 ¾ SHVWHNL SDUODNO×N� GXUXOXN YH 
\DO×QO×N 

 ¾ 3�U�]V�] YH UDÀQH ELU GX\XP 
 ¾ M�]LNOH LOJLOL Q�DQV NXOODQ×P×
 ¾ İFUDGDNL GX\JX� oRĂNX YH GLQDPL]LP 
 ¾ DDP×WDUDN GLQJLQ YH ]DULI oDOPDN
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Erol Parlak / 
“Bir Ayrılık Bir 
Yoksulluk Bir 
Ölüm”

 ¾ Sesteki parlaklık, duruluk ve 
yalınlık

 ¾ Pürüzsüz ve rafine bir duyum 
 ¾ Müzikle ilgili nüans kullanımı
 ¾ İcradaki duygu, çoşku ve dinamizim
 ¾ Dem tutarak çalmak

 

Hasret Gültekin /
“Deli Derviş”

 ¾ Sesteki parlaklık, duruluk ve 
yalınlık 

 ¾ Pürüzsüz ve rafine bir duyum 
 ¾ Müzikle ilgili nüans kullanımı
 ¾ Teknik ile duyguyu birleştirerek 

çalmak
 ¾ Ezerek çalmak

 

Erdal Erzincan /
“Azeri Oyun 
Havası“ -açış-

 ¾ Sesteki parlaklık, duruluk ve 
yalınlık 

 ¾ Pürüzsüz ve rafine bir duyum 
 ¾ Müzikle ilgili nüans kullanımı
 ¾ İcradaki duygu, çoşku ve dinamizim
 ¾ Atışarak çalmak

 

Bağlamada tını estetiği konusundaki icrasal 
duyum farkı algısının daha iyi anlaşılabilmesi 
için aynı eserlerin farklı icracılardan da 
dinlenmesi ve mukayese edilmesi anlatılmak 
istenen tını estetiğinin daha iyi kavranmasına 
katkı sunacak ve bu konuda algıda bir 
seçicilik oluşturacaktır.

Sonuç ve Değerlendirme 
Bağlama icrasındaki ve öğretimindeki gelişim 
ve değişim süreci incelenerek, bağlama 
icrasında estetik ses algısını oluşturan “tını 
estetiği” duyum farkındalığını sağlayacak 
olan estetik bağlama icrasının temel 
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ELOHĂHQOHUL� VHV HVWHWLÿL oDO×P WHNQLÿL YH 
HVWHWLN WHUPLQRORMLN WHULPOHULQ PHWRG LOH 
|ÿUHWLOHELOPHVL G�Ă�QFHVL LOH KD]×UODQDQ EX 
oDO×ĂPDGD ĂX VRQXoODUD XODĂ×OP×ĂW×U� 

Ü]HULQGHQ \DNODĂ×N \DU×P DV×UO×N ELU V�UHo 
JHoPHVLQH UDÿPHQ� 1LGD T�IHNoL YH AOL ENEHU 
dLoHN HNRO�Q� WDNLS HGHQ ED]× LFUDF×ODU×Q 
IDUN HGHELOGLÿL J|U�OHQ EDÿODPD LFUDV×QGDNL 
VHV HVWHWLÿL DQOD\×Ă×QGD� \HWHUOL ELU PHVDIH 
DO×QDPDG×ÿ× V|\OHQHELOLU� DROD\×V×\OD EX 
GXUXP KHP JHOHQHNVHO KHP PHWRGLN |ÿUHWLP 
\|QWHPOHULQH \DQV×P×ĂW×U� 

%DÿODPD |ÿUHWLPL LOH LOJLOL JHUL\H G|Q�N ����·OL 
\×OODU×Q EDĂ×QGDQ J�Q�P�]H NDGDU \D]×OP×Ă 
PHWRG oDO×ĂPDODU× LQFHOHQPLĂ YH SHN oRN 
PHWRGWD W×Q× HVWHWLÿL EDÿODP×QGD ELU PHWRGLN 
DQDOL]H GDLU ELU YHUL\H UDVWODQPDP×ĂW×U� 
%X QHGHQOH EDÿODPD |ÿUHWLPLQLQ GHÿLĂLP 
YH JHOLĂLP V�UHFLQGHNL oDO×ĂPDODU GLNNDWH 
DO×QDUDN EXQODUD HN RODUDN HVHUOHULQ P�]LNDO 
YH HGHEL IRUP�W�U ELOJLOHUL� N�OW�UHO YH 
P�]LN RQWRORMLVL EDÿODPODU×� |]HOOLNOH W×Q× 
HVWHWLÿL YH VDQDWVDO LOHWLĂLP ER\XWODU× GLNNDWH 
DO×QDUDN \HQLGHQ GHÿHUOHQGLUPH\H DO×QP×ĂW×U� 

dDO×ĂPDGD EDÿODPD |ÿUHWLPLQGH HVWHWLN 
W×Q× LFUDV× Do×V×QGDQ ELOLQPHVL JHUHNHQ YH 
LFUD ELoLPLQLQ QLWHOLÿLQH NDWN× VXQDFDÿ× 
G�Ă�Q�OHQ HVWHWLN WHUPLQRORMLN WHULPOHUH 
YH LFUD HGLOHFHN HVHUOHUH DLW \HUHO YH JHQHO 
NDYUDPODU×Q WDQ×W×OPDV× JHUHNOLOLÿLQLQ |QHPL 
YXUJXODQP×ĂW×U� %X EDÿODPGD \HQL HVWHWLN 
WHUPLQRORMLN WHULPOHU �UHWLOPLĂ YH oDO×ĂPDGD 
|UQHNOHQPLĂWLU� g] RODUDN XODĂ×OPDV× JHUHNHQ 
DOJ×Q×Q VDGHFH HVHUOHULQ QRWDV×Q×Q oDO×QPDV× 
GHÿLO� R QRWDODUD GX\JX� UXK YH HVWHWLN ELU 
ER\XW ND]DQG×UDFDN RODQ N�OW�UHO� WHRULN YH 
WHNQLN |]HOOLNOHULQ YDUO×ÿ×QD GLNNDW oHNLOHUHN 
SHGDJRMLN ELU DOW \DS× ROXĂWXUXOPDV× JHUHÿL 
RUWD\D NRQPXĂWXU�

<DS×ODQ oDO×ĂPDGD� DNRUW� WDY×U� LFUD QLWHOLÿL 
YH EDÿODPDQ×Q \DS×VDO |]HOOLÿL LOH HOGH 
HGLOHQ W×Q× HVWHWLÿLQL LIDGH HGHQ ELOJLOHULQ 
G×Ă×QGD� LFUDF×Q×Q VHV HVWHWLÿL oDO×P WHNQLÿL 
LOH HOGH HGHFHÿL W×Q× HVWHWLÿLQLQ WHNQLN 
ER\XWODU× DOW× DĂDPDGD HOH DO×QDUDN ´N×YDPµ 
NDYUDP× �]HULQGHQ E�W�Q WHNQLN GHWD\ODU× 
LOH DĂDPDO× ELU ĂHNLOGH DQODW×ODUDN GLNNDWOHUH 
VXQXOPXĂWXU� 

EVWHWLN VHV W×Q×V×Q× ROXĂWXUDQ GX\XP IDUN× 
DOJ×V×Q×Q JHOLĂLPLQL VDÿOD\DFDN \HWHUOL 
oDO×ĂPDODU×Q \DS×OPDP×Ă ROPDV× YH EDÿODPD 
LFUDV×QGD ´W×Q× HVWHWLÿLµ DOJ×V× Do×V×QGDQ 
WHVSLW HGLOHQ HNVLNOLNOHULQ JLGHULOPHVL 
DPDF×\OD KD]×UODQDFDN RODQ PHWRG 
oDO×ĂPDODU×QGD ´EDÿODPD LFUDV×QGD VHV 
HVWHWLÿL oDO×P WHNQLÿLµ NRQXVX �]HULQGH 
GXUXOPDV× |QHULOPHNWHGHGLU� %DÿODPD 
HÿLWLPL YHUHQ NDPX� |]HO E�W�Q NXUXP YH 
NXUXOXĂODUFD EX YH EHQ]HUL oDO×ĂPDODU×Q 
PRGHO DO×QDUDN DNDGHPLNOHĂWLULOPHVLQLQ YH 
NXUXPVDOODĂW×U×OPDV×Q×Q JHOHFHÿLQ EDÿODPD 
|ÿUHWLPL Do×V×QGDQ VRQ GHUHFH |QHP DU] 
HGHFHÿL VRQXFXQD YDU×OP×ĂW×U� 

T×Q× HVWHWLÿLQLQ EDÿODPD LFUDV×QD 
\DQV×W×OPDV×Q×Q VRQXFX RODUDN AQDGROX 
P�]LÿL YH RQXQ WHPHO VD]× RODQ EDÿODPDGDQ 
GDKD |]HO VHV W×Q×ODU×Q×Q HOGH HGLOHELOHFHÿL 
|QJ|U�OP�ĂW�U� %X EDÿODPGD WRSOXPXQ P�]LN 
EHÿHQLVLQH VXQXODELOLU�

Öneriler
EVWHWLN VHV W×Q×V×Q× ROXĂWXUDQ GX\XP IDUN× 
DOJ×V×Q×Q JHOLĂLPLQL VDÿOD\DFDN \HWHUOL 
oDO×ĂPDODU×Q \DS×OPDP×Ă ROPDV× YH EDÿODPD 
LFUDV×QGD ´W×Q× HVWHWLÿLµ DOJ×V× Do×V×QGDQ 
WHVSLW HGLOHQ HNVLNOLNOHULQ JLGHULOPHVL 
DPDF×\OD KD]×UODQDFDN RODQ PHWRG 
oDO×ĂPDODU×QGD ´EDÿODPD LFUDV×QGD VHV 
HVWHWLÿL oDO×P WHNQLÿLµ NRQXVX �]HULQGH 
GXUXOPDV× |QHULOPHNWHGLU� %DÿODPD |ÿUHWLPL 
YH LFUDV×  Do×V×QGDQ VRQ GHUHFH |QHP DU] 
HGHQ W×Q× HVWHWLÿLQLQ EDÿODPD HÿLWLPL YHUHQ 
NDPX� |]HO E�W�Q NXUXP YH NXUXOXĂODUFD 
EX YH EHQ]HUL oDO×ĂPDODU×Q PRGHO DO×QDUDN 
DNDGHPLNOHĂWLULOPHVL YH NXUXPVDOODĂW×U×OPDV× 
|QHULOLU� A\U×FD EXQGDQ VRQUDNL DUDĂW×UPDODUGD 
EX EDÿODPGD X\JXODPDODU×Q HWNLQOLÿLQLQ 
LQFHOHQPHVL |QHULOLU�

Bilgilendirme 
AUDĂW×UPDGD KHUKDQJL ELU IRQ YH SURMH 
NXOODQ×OPDP×ĂW×U� AUDĂW×UPDP HWLN NXUXO L]QL 
JHUHNWLUPHPHNWHGLU� AUDĂW×UPDPGD KHUKDQJL 
ELU o×NDU oDW×ĂPDV× EXOXQPDPDNWDG×U� 
GHQLĂOHWLOPLĂ |]HWLQ GLO Do×V×QGDQ 
LQFHOHQPHVLQGHNL NDWN×ODU× LoLQ DU� EUGDO 
āDOLNRÿOX YH AN×Q EPUH 3LOJLU·H WHĂHNN�U 
HGHULP�
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Timbre aesthetics in baglama performance: the determination of 
theoretical foundations, aesthetic codes of analysis, and instructional 
principles
Extended Abstract
In this study, it has been tried to shed an interdisciplinary light on the baglama education of the future with the aim 
of obtaining the ideal tone in Turkish Folk Music, based on the theories of the science of aesthetics, which is the 
subject of sensory beauty. The theoretical foundations of timbre aesthetic playing technique in baglama have been 
tried to be established.The transfer of the baglama, which is accepted as the basic instrument of Anatolian music, 
to our present has been realized through the master-apprentice relationship of minstrels and poets. Methodical and 
curriculum-based baglama education has nearly half a century of experience and knowledge. In addition to the data 
in the existing baglama methods, this study aims to gain a new perspective on baglama education by emphasizing 
the timbre aesthetics and artistic communication qualities of the works. These qualities have not been taken under 
consideration so far. The main problem of this research is as follows: How to create awareness and perception 
of timbre aesthetics in teaching and performance of playing techniques with plenctrum [Turkish:tezene]. In 
this research, among qualitative research techniques, document analysis, descriptive, comparative analysis and 
observation were used. In order to describe the concept of aesthetic tone (timbre aesthetic), inductive discussions 
were made about sampling in baglama performances, analyzing different performances in the context of aesthetic 
tone, and producing new terminologies for Turkish folk music in terms of aesthetics. This study deals with the 
“timbre aesthetic playing technique” of folk songs and melodies and new terminological terms are included for 
aesthetic performance. Folk songs and melodies in question are those included in a baglama education method 
through timbre aesthetics and artistic communication. In addition, by focusing on the musical and literary 
features of an exemplary work in context of artistic communication, it is shown how the perception of aesthetic 
performance is created by analyzing the raison d’etre of the relevant work.In baglama performance, what is 
meant to be expressed by “timbre aesthetics” is a refined timbre. The meaning is accorded into this tone through 
the basic components of aesthetic context performance (musical and literary feature, performance style, artistic 
communication), contexts of content (lament, deyiş, halay, beautification [güzelleme], satire [taşlama]...) and 
terminological terms. As a sensation, it contains the emotion and enthusiasm obtained as a result of the sensational 
state such as brightness, clarity, simplicity and smoothness in the sound. It is also a refined tone that is formed as 
a result of the use of musical nuances, and this is what is placed at the center of this study. It has been pointed out 
that it is possible to eliminate the sound pollution in the performance by applying the “timbre aesthetic playing 
technique”, which may occur during the baglama performance, just as the sound interference that occurs during 
broadcasting is eliminated with the grounding line. In the study, apart from the information expressing the timbre 
aesthetics obtained with the tuning, attitude, performance quality and the structural feature of the baglama, 
the technical dimension of the timbre aesthetics that the performer will obtain with the timbre aesthetic playing 
technique has been discussed in six stages. Also the study puts forward the theoretical basis of timbre aesthetics 
obtained with the playing technique and nuances in the baglama. Fundamentals of obtaining timbre aesthetics (by 
timbre aesthetic playing technique) have been tried to be formed by giving detailed technical information ranging 
from the way to hold the plenctrum to the the pressure on strings. The study, taking into account the changes in 
baglama performance and education, the studies in the development and transfer process as well as the musical 
and literary form/genre information of the works, their cultural contexts, especially timbre aesthetics and artistic 
communication dimensions, takes into account contexts of musical ontology and reassess this ontology in this 
perspective. The idea that it can be taught with the method has been put forward. The study emphasizes that 
the perception that needs to be reached in the method studies used in baglama education in order to create an 
aesthetic baglama performance is not only the notation of the works, but also the cultural, theoretical and technical 
features that will add emotion, spirit and aesthetic dimension to those notes and the awareness of the student on 
this issue. As a result, it is predicted that the baglama methods, which will be prepared with the content of timbre 
aesthetics and the basic components of aesthetic baglama performance, will contribute to the purpose of creating 
the perception of aesthetic performance of students in all public and private institutions where baglama teaching 
is given, and will add a new dimension to the education process of baglama. In addition, it is predicted that as a 
result of the reflection of the timbre aesthetics on the baglama performance, more special tones will be obtained 
from the baglama and it will lead to a positive change in the musical taste of society. It is recommended to focus 
on the subject of “timbre aesthetic playing technique in baglama performance” in methodological studies that 
will be prepared in order to eliminate the deficiencies identified in terms of the perception of “timbre aesthetics” 
in baglama performance. It is recommended that timbre aesthetics, which is extremely important in terms of 
baglama teaching and performance, be academicized and institutionalized by all public and private institutions and 
organizations that provide baglama education, by means of taking this and similar studies as a model. In addition, 
it is recommended to test the applications in this context and to look at the results in future studies.

Keywords
artistic communication, aestKetic SerIormance, Eağlama metKodoloJ\, Eağlama 
teacKinJ, musical ontoloJ\, timEre aestKetics
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7�rk GiQ mXsikisi IRrmlarıQGaQ FeQk]e QeYEesi iFrasıQıQ 
iQFeleQmesi� +aleS |rQeÿi

6aÀ\e āe\Ga (rGaş
DU� gÿU� Ü\HVL� SDNDU\D ÜQLYHUVLWHVL DHYOHW KRQVHUYDWXYDU×� EVHQWHSH KDPS�V�� SDNDU\D� T�UNL\H�
(mail� VDÀ\HVH\GD#VDNDU\D�HGX�WU 25&,'� 0000-0002-3277-6415

g]
1HYEH� T�UN DLQ MXVLNLVLQGH VRQ \�]\×OD NDGDU HQ DNWLI LFUD HGLOHQ IRUPODUGDQ ELUL\GL� )DNDW &XPKXUL\HW 
VRQUDV× G|QHPGH T�UNL\H V×Q×UODU× LoHULVLQGH LFUDV× ]DPDQOD XQXWXOPXĂWXU� %XQD NDUĂ×O×N T�UNL\H V×Q×UODU× 
G×Ă×QGD D\Q× PHGHQL\HWH PHQVXS FRÿUDI\DODUGD LFUDV×QD GHYDP HGLOGLÿL J|U�OPHNWHGLU� %X oDO×ĂPDGD LFUD 
RODUDN JHoPLĂWH NDOP×Ă ELU IRUP RODQ QHYEH\H GDLU ELU |UQHÿLQ VXQXOPDV× YH LQFHOHQPHVL DPDoODQPDNWDG×U� 
DDKD oRN EHOLUOL ELU PHNkQGD LFUD HGLOGLÿL ELOLQPHNWH RODQ QHYEH EX NH] KDUHNHW KDOLQGH YH G×Ă RUWDPGD 
ELU |UQHN �]HULQGHQ HOH DO×QDFDNW×U� &HQD]H QHYEHVLQLQ QDV×O LFUD HGLOGLÿL VRUXVX EX DUDĂW×UPDQ×Q DQD 
SUREOHPL RODUDN EHOLUOHQPLĂWLU� %X DUDĂW×UPDGD ���� \×O×QGD +DOHS·WH JHUoHNOHĂHQ İEUDKLP HO�KH\\kOL·QLQ 
FHQD]H QHYEHVLQH DLW YLGHR ND\G× LQFHOHQPLĂWLU� gQFHOLNOH QHYEHQLQ NDo IDV×OGD LFUD HGLOGLÿL YH KDQJL 
HVHUOHULQ RNXQGXÿX WHVSLW HGLOPLĂWLU� 1HYEH\H YH |]HOOLNOH FHQD]H QHYEHVLQH GDLU \DS×ODQ OLWHUDW�U 
WDUDPDV×Q×Q DUG×QGDQ HOGHNL ELOJLOHU ×Ă×ÿ×QGD FDQO× SHUIRUPDQV ND\G× GHÿHUOHQGLULOPLĂWLU� ONXQDQ ĂXÿXOOHU 
ND\×W HOYHUGLÿL |Oo�GH WHVSLW HGLOPLĂ� QRWD\D DO×QP×Ă YH oDO×ĂPD LoHULVLQGH VXQXOPXĂWXU� %|\OHFH FHQD]H 
QHYEHVLQH GDLU LFUD HGLOPLĂ |UQHN ELU UHSHUWXYDU×Q VXQXOPDV× DPDoODQP×ĂW×U� <DS×ODQ LQFHOHPH VRQXFX EX 
QHYEHQLQ \HGL IDV×OGDQ P�WHĂHNNLO ROGXÿX J|U�OPHNWHGLU� %X E|O�POHQGLUPH Tashîf PHWQLQH YH Kerte·\H 
ELQDHQ \DS×OP×ĂW×U� %X QHYEH LFUDV×Q×Q GLÿHU QHYEH LFUDODU×QGDQ IDUNO× ROGXÿX J|]OHPOHQPLĂWLU� &HQD]H 
QHYEHVLQLQ İVWDQEXO·GD JHoPLĂ G|QHPOHUGH LFUD HGLOPLĂ ROGXÿX ELOJLVL� +DOHS·WH EX JHOHQHÿLQ J�Q�P�]H 
NDGDU XODĂPDV× YH EXQD LODYH RODUDN RUWDN EHVWHOHULQ YDUO×ÿ×Q× |ÿUHQPHN EX LNL PHUNH] DUDV×QGDNL LOLĂNL\H 
GDLU |UQHN YH GHOLOOHUL oRÿDOWPDNWDG×U� SRQXo RODUDN FHQD]H QHYEHVLQH GDLU ELU |UQHÿLQ HOH DO×QPDV× YH 
LQFHOHQPHVL LOH EX IRUPXQ QDV×O LFUD HGLOGLÿL VRUXVX FHYDSODQP×Ă� OVPDQO× P�]LN N�OW�U� YH PLUDV×QD 
\|QHOLN ELU LQFHOHPH \DS×ODUDN DODQGDNL oDO×ĂPDODUD |QHPOL ELU NDWN× VXQXOPXĂWXU� %XQGDQ VRQUDNL 
oDO×ĂPDODU LoLQ IDUNO× FRÿUDI\DODUGD QHYEHQLQ LFUD HGLOLĂ ĂHNOL LQFHOHQHUHN� QHYEH LFUDV× �]HULQH \DS×OP×Ă 
oDO×ĂPDODUOD NDUĂ×ODĂW×UPDODU \DS×ODELOLU� %|\OHFH QHYEH IRUPX WDQ×P YH LoHULN RODUDN DUWDQ |UQHNOHUL LOH 
]HQJLQOLN ND]DQP×Ă RODFDNW×U� A\U×FD IDUNO× UHSHUWXYDUODUGD OVPDQO× P�]LN N�OW�U�QH GDLU \HQL HVHUOHU 
RUWD\D o×NP×Ă RODFDNW×U�
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*iriş
S|]O�NWH ´Q|EHW� V×UD� V×UD LOH J|U�OHQ LĂµ 
DQODPODU×QD JHOHQ QHYEH �نوبه� ELU YXUPDO× 
HQVWU�PDQ×Q DG× ROPDQ×Q \DQ× V×UD T�UN DLQ 
MXVLNLVLQGH N×\DPv ]LNLU \DSDQ WHNNHOHUGH 
|]HOOLNOH |QHPOL J�Q YH JHFHOHUGH LFUD 
HGLOHQ ELU WHUWvELQ GH DG×G×U �3DNDO×Q� 
����� ������ TRSDORÿOX�KDUDPDQ� ����� 
��� SkPv� ����� ����� DHYHOOLRÿOX� ����� 
����� 1HYEH LFUD HGLOHFHÿL GHUJkK×Q k\LQ 
J�Q� EDĂWD ROPDN �]HUH UDPD]DQ YH 
NXUEDQ ED\UDPODU×� KLOkIHW PHUDVLPL� QLNDK 
DNGL� V�QQHW G�ÿ�Q� YH EHG�L EHVPHOH� 
\DÿPXU GXDV× �QHYEHW�·O�LVWLVNk�� FHQD]H 
QHYEHVL �QHYEHW�·O�F�N� QHYEHW�·O�FHQkL]�� 
MHYOLG�L 1HEv JLEL VHEHSOHUH ELQkHQ GH 

LFUD HGLOPHNWHGLU� 1HYEH HVDV LWLEDUL\OH 
+]� 3H\JDPEHU·H VDOkW×� WDVDYYXI \ROX 
E�\�NOHULQH YH |]HOOLNOH ´DNWkE�× HUEDDµ\D 
\DQL AEG�ONkGLU GH\OkQv �N�V��� AKPHG 
HU�RLIkv �N�V��� AKPHG HO�%HGHYv �N�V�� 
YH İEUkKLP HG�DHV�Nv �N�V��·\H QL\D] 
QL\HWL LOH LFUD HGLOPHNWHGLU� AQDGROX YH 
%DONDQODUD KDGLUv� RLIkv� %HGHYv� DHV�Nv YH 
SD·Gv JLEL AUDS N|NHQOL WDULNDWODU YHVLOHVL 
LOH \D\×OP×ĂW×U �RHYQDNRÿOX� ����� ���� 
AJD\HYD� ����� ���������� 1HYEH EHOLUOL 
ELU PHNkQGD �WHNNH� GHUJkK YE�� LFUD 
HGLOGLÿL JLEL ELU \HUGHQ ELU \HUH \�U�QHUHN 
KDUHNHW KDOLQGH GH LFUD HGLOPLĂWLU� &HQD]H 
W|UHQOHULQGH FHQD]H DO×QG×ÿ× \HUGHQ NDEUH 
J|W�U�O�UNHQ \D GD kPLQ DOD\ODU×QGD \DQL 

https://dergipark.org.tr/tr/pub/rastmd/issue/75889/1233350
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PHNWHEH EDĂODPD W|UHQOHULQGH QHYEH VH\LU 
KDOLQGH LNHQ LFUD HGLOPLĂWLU� &HPDOHGGLQ 
SHUYHU RHYQDNRÿOX� E\�SO� DHOL +kOLG 
3DĂD·Q×Q FHQD]HVLQLQ E\�S SXOWDQ·GDNL YDSXU 
LVNHOHVLQGHQ DO×QDUDN NDEULVWDQD QHYEH 
HĂOLÿLQGH J|W�U�OG�ÿ�Q� DNWDUPDNWDG×U� 
<LQH RHYQDNRÿOX kPLQ DOD\×QD QHYEHQLQ 
HĂOLN HWPHVLQH |UQHN RODUDN ZHNkv DHGH·QLQ 
WRUXQODU×QGDQ ZHNkL]kGH MHKPHG M�QLU 
K|NWHQ·LQ kPLQ DOD\×Q× J|VWHUPHNWHGLU 
�RHYQDNRÿOX� ����� ����� TDKLU OOJXQ LVH 
<HQLNDS× MHYOHYvKkQHVL ĂH\KL YH GHUYLĂOHULQLQ 
MHUNH] EIHQGL DHUJkK×·QGD N×O×QDQ ED\UDP 
QDPD]×Q×Q DUG×QGDQ PHYOHYvKkQH\H G|QHUNHQ 
LFUD HWWLNOHUL QHYEH\L DNWDUPDNWDG×U �EUJXQ� 
����� �����

THNNH PXVLNL N�OW�U�QH YH JHOHQHÿLQH 
EDN×OG×ÿ×QGD QHYEH LFUDV×QGD EHQGLU� PD]KDU� 
KDOvOH� QHYEH� GDYXO� NXG�P YH QH\ JLEL 
HQVWU�PDQODU×Q \HU DOG×ÿ× J|U�OPHNWHGLU 
�RHYQDNRÿOX� ����� ���� AJD\HYD� ����� 
����������

1HYEH\H EDĂODQPDGDQ HYYHO� LFUD HGLOHFHÿL 
WDUvNLQ XV�O�QH \D GD LFUD VHEHELQH J|UH 
SDOkW�× KHPkOL\\H� WDULNH DLW HYUkG�× ĂHUvI \D 
GD PHYOLG RNXQXU� SRQ RODUDN RNXQDQ DĂU�× 
ĂHULILQ DUG×QGDQ ĂH\K HIHQGLQLQ L]QL LOH QHYEH 
VD]ODU× \HUOHULQGHQ DO×Q×U� +DOHS %kE�·O�+DGvG 
KH\\kOv ZkYL\HVL ĂH\KOHULQGHQ +DVDQ HO�
KH\\kOL QHYEH WHUWvELQL ĂX ĂHNLOGH DQODWP×ĂW×U 
�KLĂLVHO J|U�ĂPH� �� MDUW ������

´1HYEH RWXUXU YD]L\HWWH VDODYkW LOH 
EDĂODU� SRQUD D\DÿD NDON×O×U YH ULWLP 
VD] LFUDV×Q×Q K×]× DUWDUDN GHYDP HGHU� 
İ\LFH K×]ODQG×NWDQ VRQUD VD]ODU GXUXU YH 
RWXUXOXU� OWXUXOGXNWDQ VRQUD G�P YH 
WHN GDUEODU× LOH QRUPDO ELU K×]GD ULWLP 
YXUXOPD\D EDĂODQ×U� DDKD VRQUD ULWLP 
K×]ODQ×U YH QLKD\HWLQGH GXUXU� AUG×QGDQ 
GXk \DS×O×U YH 1ebevv )aslı EDĂODU� %X 
IDV×OGD ´ANEHOH·O�EHGUX DOH\Qkµ QHĂLGHVL 
�LODKLVL� RNXQXU� AUG×QGDQ LODKLOHU SHĂ 
SHĂH YH K×]ODQDUDN RNXQXU� )DVO×Q VRQXQGD 
ULWLPOHU K×]ODQ×U� VRQ K×]D HUGLNOHULQGH 
IDV×O QLKD\HWH HUHU� %XQGDQ VRQUD D\Q× 
EXQXQ JLEL ELU IDV×O GDKD EDĂODU� )DNDW 
EX EDĂOD\DQ IDV×O D\DNWD LFUk HGLOLU YH 

VDODYkWOD EDĂODQ×U� TDVKvI N×VP×QGDQ VRQUD 
ELU NDVvGH RNXQXU� KDVvGHQLQ DUG×QGDQ 
QHYEHQLQ LNLQFL IDVO× EDĂODU� 1HYEH\H 
VDODYkWOD EDĂODQG×ÿ× JLEL \LQH VDODYkWOD 
QLKD\HWH HUGLULOLU�µ

āH\K +DVDQ HO�KH\\kOv D\U×FD QHYEHGH 
NXOODQ×ODQ VD]ODU×Q ´DNWDE�× HUEDDµ\× WHPVLO 
HWWLÿLQL ELOGLUPLĂWLU� %X VD]ODUGDQ EHQGLU 
AKPHG HU�RLIkv �N�V�·\L� QHYEH AEG�ONkGLU 
GH\OkQv �N�V�·\L� KDOvOH İEUkKLP HG�DHV�Nv 
�N�V�·\L YH GDYXO AKPHG HO�%HGHYv �N�V�·\L 
WHPVLO HWPHNWHGLU� 1HYEHQLQ RWXUXĂ 
WHUWLELQGH LON VDIWD WRSODP � \D GD � NLĂL ROXU� 
RUWDGD QHYEH UHvVL RODFDN ĂHNLOGH UHvVLQ LNL 
\DQ×QD HĂLW VD\×GD NLĂL RWXUXU� 1HYEH UHvVL\OH 
ELUOLNWH WHN VD\× ROPDN ĂDUW× LOH |Q VDIWD 
�� � \D GD � EHQGLU EXOXQXU� +DOvOH YXUDQ 
NLĂL QHYEH UHvVLQLQ WDP DUNDV×QGD EXOXQDQ 
PH\GkQ QDNvELGLU� +DOvOHQLQ KHU LNL \DQ×QGD 
LVH QHYEH VD]× YDUG×U� A\U×FD DUNDGDNL EX 
VDI×Q KHU LNL XFXQGD D\DNWD DV×O× ĂHNLOGH 
GDYXO YXUXOPDNWDG×U �MXKDPPHG %kN×U HO�
KH\\kOv�KLĂLVHO J|U�ĂPH� � KDV×P ������

1HYEH LoHULVLQGH EXOXQXODQ GXUXPD YH 
NLĂLOHULQ KDOHW�L UXKL\HVLQH J|UH ELUNDo IDV×O 
KDOLQGH LFUD HGLOLU� 1HYEHQLQ EDĂODQJ×F×QGD 
Ta’tîr RNXQXU� %X N×V×P +D]UHWL 3H\JDPEHU·H 
PHGKL\HOHULQ ROGXÿX YH RQGDQ PHGHG 
LVWHQLOHQ ELU LoHULÿH VDKLSWLU� Ta’tîr·LQ P�]LNDO 
VH\UL YH V�UHVL LVH RNX\DQ NLĂLQLQ WDNGLULQH J|UH 
GHÿLĂLNOLN J|VWHUHELOPHNWHGLU �EUGDĂ� ����� 
����� AUG×QGDQ LNL ]DPDQO× GDUEODU HĂOLÿLQGH 
�G�P�WHN� “es-salât ve aleyke es-salât” 

ĂHNOLQGH +D]UHWL 3H\JDPEHU·H VDODYDWODU×Q 
JHWLULOGLÿL 1ebevv )aslı JHOPHNWHGLU� 1HEHYv 
)DVO× JHQHOOLNOH ´ANEHOH·O�%HGUXµ \D GD 
´TDOHD·O�%HGUXµ ĂXÿXOOHUL LOH EDĂODU� Nebevî 

)aslı·Q×Q İVWDQEXO NDGvP WHNNH N�OW�U�QGHNL 
NDUĂ×O×ÿ× LVH Tulûbî Nevbe·GLU �RHYQDNRÿOX� 
����� ����� 1ebevv )aslı·QGDQ VRQUD N×VD ELU 
VROXNODQPDQ×Q DUG×QGDQ nevbe KXWEHVL RODUDN 
RNXQDQ Tashîf �تصحیف� N×VP× JHOLU� Tashîf·GH� 
WDVDYYXI \ROXQXQ E�\�NOHUL ]LNUHGLOHUHN ELU 
PDQDGD RQODUGDQ GHVW�U LVWHQPHNWH YH RUDGD 
EXOXQDQ WRSOXOXN� +]� 3H\JDPEHU·H VDOkW YH 
GXk\D GDYHW HGLOPHNWHGLU� GHQHO KDWODU×\OD 
TDVKvI PHWQL ĂX ĂHNLOGHGLU �TDEOR ���
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تصحيف Tashîf

 الاقطاب والاوتاد والافراد الشهداء
والصالحین

 صحائف الشیخ الى روح شیخه ووالده وجدّه
الخلفاء النقباء الریاس

 ابناء الطریق الحاضرین الغائبین الى روح
المدد جمیع الصعید

 إلى روح جد الأشراف إلى سیدنا النبي وأمة
النبي

إلى روح السادة القادریة
إلى روح السادة البدویة

إلى روح السادة الدسوقیة
إلى كافة الأولیاء الاجمعین
وصلي على العربي محمد

ÇPLQ� AOOkP�PPH kPvQ� HO�DNWkE YH·O�HYWkG  YH·O�
HIUkG HĂ�Ă�KHGk YH·V�VkOLKvQ�
SkKkLI�·Ă�ĂH\K LOk UXKL ĂH\KLKL YH YkOLGLKL YH 
FHGGLKL� HO�KXOHIk HQ�QXNHEk HU�UL\kV�
EEQkH·W�WDUvN FHPL·V�VDv·G� HO�Kk]×UvQ HO�JkLEvQ LOk 
UXKL·O�PHGHG
İOk U�KL·O�FHGGL·O�HĂUkI LOk UXKL VH\\LGLQD·Q�QHEv YH 
�PPHWH·Q�QHEv
İOk U�KL·V�VkGkW HU�RLIkL\\H LOk U�KL·V�VkGDW HQ�
1DNĂLEHQGL\\H
İOk U�KL·V�VkGkW HO�KkGLUL\\H LOk U�KL·V�VkGkW HO�
%HGHYL\\H
İOk U�KL·V�VkGkW HG�DHV�NL\\H LOk NkIIHWL·O�HYOL\kL·O�
HFPDvQ�
9H VDOOL DOk HO�AUDEv MXKDPPHG

�KH\\kOv� 1HYEH İFUDV× 9LGHR KD\G×� ����� ������������������

7aElR �� TDVKvI PHWQL� AUDS YH LDWLQ KDUÁHUL LOH \D]×O×Ă×

Tashîf·LQ DUG×QGDQ QHYEHQLQ LFUD HGLOLĂ 
VHEHELQH J|UH ELU NDVLGH �QHĂvGH� RNXQXU 
YH 1HEHYv )DVO×·QGD ROGXÿX JLEL EX IDV×OGD 
GD WRSOX RODUDN ĂXÿXOOHU RNXQXU� )DVO×Q 
VRQXQD GRÿUX Kerte �كرته� DG× YHULOHQ N×V×P 
JHOPLĂWLU�  Kerte ULWLP VD]ODU×Q LNL ]DPDQO× 
YXUXĂODU×Q×Q �G�P YH WHN� K×]ODQDUDN LFUD 
HGLOGLÿL YH QLKD\HWH HUGLÿL E|O�PG�U� KHUWH 
D\Q× ]DPDQGD R IDVO×Q QLKD\HWH HUGLÿLQL GH 
ELOGLUPHNWHGLU �āH\K MXKDPPHG %kN×U HO�
KH\\kOv LOH \DS×ODQ J|U�ĂPH� %XUVD� � KDV×P 
2021). Kerte N×VP×QGD ULWLP VD]ODU×Q LFUD 
K×]ODU× DUWW×ÿ× |Oo�GH YHOYHOH GH DUWDU YH 
K×] NDELO RODQ VRQ UDGGH\H XODĂW×ÿ×QGD LVH 
GXUXOXU�

1HYEH IDV×OODU×Q×Q VRQXQGD N×\DP ]LNULQH 
JHoLOLU� K×\DP ]LNUL NHQGL LoHULVLQGH Celâlî, 

Hamd, Sâvî, Hammârî YH Demdeme JLEL 
]LNUHGLOHQ HVPDODUD YH YXUXODQ ULWPH J|UH 
NHQGLQH KDV WDYU× RODQ IDV×OODU LoHUPHNWHGLU 
�EUGDĂ� ����� ���������

.Xramsal deroeYe 
M�]LN E�W�Q GLÿHU VDQDWODUGDQ GDKD ID]OD 
WRSOXP NXUXFX ELU J�FH VDKLSWLU �AGRUQR�
+RUNKHLPHU� ������ %X VHEHSOH JHQLĂ ELU 
FRÿUDI\DGD |]HOOLNOH JHoPLĂWH E�\�N ELU 
HWNL\H VDKLS QHYEH LFUDV×Q×Q EXJ�Q KDOD 

L]OHULQL J|UHELOPHNWH\L]� 1HYEHQLQ VDGHFH 
KH\\kOv WDULNDW×QD KDV ELU LFUD ROPD\×S 
RLIkv� KkGLUv� DHV�Nv� %HGHYv KDWWD +DOYHWv 
WDULNDWODU×QGD GD LFUD HGLOGLÿL EL]H XODĂDQ 
ELOJLOHU DUDV×QGDG×U �āH\K +DVDQ HO�KH\\kOv 
YH İEUDKLP M�VOLPDQL LOH \DS×ODQ NLĂLVHO 
J|U�ĂPHOHU� ������ %X VHEHSOH ELU WHNNH 
PXVLNLVL IRUPX RODQ QHYEH\H GDLU |]HOOLNOH 
VRQ G|QHPOHUGH RUWD\D NRQXODQ \HQL ELOJLOHU 
ROGXNoD |QHPOLGLU� ZLUD EX IRUP E|OJHVHO 
YH HWQLN ELU LFUD\× GHÿLO GLQL PXVLNLQLQ 
ELU IRUPXQXQ QDV×O LFUD HGLOGLÿLQL RUWD\D 
NR\PDNWDG×U� %X VHEHSOH oDO×ĂPDP×]GD HOH 
DODFDÿ×P×]� QHYEHQLQ LFUD HGLOPH VHEHS 
YH ĂHNLOOHULQGHQ ELUL RODQ cenaze nevbesi 

LOH EX IRUPD GDLU KHP \HQL ELU |UQHN 
J|VWHULOHFHN KHP GH LoHULÿLQLQ \HQL ELOJLOHU 
LOH ]HQJLQOHĂPHVL VDÿODQDFDNW×U�

Araştırma 3rRElemi
%X oDO×ĂPDGD LFUD RODUDN JHoPLĂWH NDOP×Ă ELU 
IRUP RODQ QHYEH\H GDLU ELU |UQHÿLQ VXQXOPDV× 
YH LQFHOHQPHVL DPDoODQPDNWDG×U� DDKD oRN 
EHOLUOL ELU PHNkQGD LFUD HGLOGLÿL ELOLQPHNWH 
RODQ QHYEH EX NH] KDUHNHW KDOLQGH YH G×Ă 
RUWDPGD ELU |UQHN �]HULQGHQ HOH DO×QDFDNW×U� 
&HQD]H 1HYEHVL·QLQ QDV×O LFUD HGLOGLÿL 
VRUXVX EX DUDĂW×UPDQ×Q DQD SUREOHPL RODUDN 
EHOLUOHQPLĂWLU�
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Alt 3rRElemler
Alt 3rRElem �� Cenaze Nevbesi NDo IDV×O 
KDOLQGH YH QDV×O LFUD HGLOPLĂWLU"

Alt 3rRElem �� 1HYEH IDV×OODU× LoHULVLQGH 
KDQJL HVHUOHU RNXQPXĂWXU"

<|Qtem
%X E|O�PGH oDO×ĂPDPGD NXOODQ×ODQ 
DUDĂW×UPD PRGHOOHUL� NXOODQ×ODQ GRN�PDQODU 
YH DUDĂW×UPDQ×Q V�UHFL LOH LOJLOL ELOJLOHU 
YHULOHFHNWLU�

Araştırma mRGeli
1LWHO DUDĂW×UPD \|QWHPL NXOODQ×ODQ EX 
oDO×ĂPDGD GRN�PDQ DQDOL]LQLQ \DQ× V×UD DODQ 
DUDĂW×UPDV× oHUoHYHVLQGH NLĂLVHO J|U�ĂPHOHU 
GH \DS×OP×ĂW×U �<×OG×U×P YH āLPĂHN� ������ 
A\U×FD LĂLWVHO YH J|UVHO PDO]HPHGHQ E�\�N 
RUDQGD LVWLIDGH HGLOPLĂWLU�

Dokümanlar

%X oDO×ĂPDGD |QFHOLNOH ���� \×O×QGD +DOHS·WH 
JHUoHNOHĂHQ İEUDKLP HO�KH\\kOL·QLQ FHQD]H 
QHYEHVLQH DLW YLGHR ND\G×QGDQ \DUDUODQ×OG×� 
%XQXQ \DQ× V×UD QHYEH NRQXVXQGD J�Q�P�]H 
XODĂDQ ELOJLOHUH ND\QDNO×N HGHQ SDGHGGLQ 
1�]KHW EUJXQ YH &HPDOHGGLQ SHUYHU 
RHYQDNRÿOX·QXQ HVHUOHULQH EDĂYXUXOGX� A\U×FD 
EX oDO×ĂPDODUD ND\QDN RODUDN EDĂYXUPXĂ 
oDO×ĂPDODU GD LQFHOHQGL� %XQODU×Q G×Ă×QGD 
QHYEH LFUDV×QD ĂDKLW ROPXĂ YH KDWWD LFUDODU× 
EL]]DW \|QHWPLĂ NLĂLOHU LOH J|U�ĂPHOHU \DS×OG× 
YH EXUDGDQ HOGH HGLOHQ ELOJLOHU ND\QDNODU 
×Ă×ÿ×QGD DQDOL] HGLOGL�

6�reo
%X DUDĂW×UPDGD ���� \×O×QGD +DOHS·WH 
JHUoHNOHĂHQ İEUDKLP HO�KH\\kOL·QLQ FHQD]H 
QHYEHVLQH DLW YLGHR ND\G× LQFHOHQPLĂWLU� 
gQFHOLNOH QHYEHQLQ NDo IDV×OGD LFUD HGLOGLÿL 
YH KDQJL HVHUOHULQ RNXQGXÿX WHVSLW HGLOPLĂWLU� 
1HYEH\H YH |]HOOLNOH FHQD]H QHYEHVLQH GDLU 
\DS×ODQ OLWHUDW�U WDUDPDV×Q×Q DUG×QGDQ HOGHNL 
ELOJLOHU ×Ă×ÿ×QGD FDQO× SHUIRUPDQV ND\G× 
GHÿHUOHQGLULOPLĂWLU� ONXQDQ ĂXÿXOOHU ND\×W 
HOYHUGLÿL |Oo�GH WHVSLW HGLOPLĂ� QRWD\D DO×QP×Ă 
YH oDO×ĂPD LoHULVLQGH VXQXOPXĂWXU� %|\OHFH 
FHQD]H QHYEHVLQH GDLU LFUD HGLOPLĂ |UQHN ELU 
UHSHUWXYDU×Q VXQXOPDV× DPDoODQP×ĂW×U� KD\G× 
\DSDQ NLĂLQLQ YH FHQD]H FHPDDWLQLQ KDUHNHW 
KDOLQGH ROPDV× VHEHEL\OH ]DNLUOHULQ VHVOHUL 
]DPDQ ]DPDQ \DN×QODĂP×Ă YH X]DNODĂP×ĂW×U� 
%X VHEHSOH ]DPDQ ]DPDQ PHORGL YH J�IWH 
WHVSLWLQGH ]RUOXNODU \DĂDQP×ĂW×U� MHORGLVL YH 
J�IWHVL WHVSLW HGLOHELOHQ HVHUOHU QRWDV× LOH 
VXQXOPXĂWXU� 

Bulgular

&eQa]e 1eYEesi·QiQ )asılları Ye ĀFra (Giliş 
āekli
AUDĂW×UPDQ×Q NRQXVX RODQ ���� VHQHVLQGH 
YHIDW HGHQ� +DOHS %kE�·O�+DGvG KH\\kOv 
ZkYL\HVL ĂH\KOHULQGHQ +DVDQ HO�KH\\kOv YH 
MXDKDPPHG %kN×U HO�KH\\kOv·QLQ NDUGHĂL 
İEUDKLP HO�KH\\kOv·QLQ FHQD]H QHYEHVLQH 
DLW RODQ YLGHR ND\G× �� GDNLND �� VDQL\H 
V�UPHNWHGLU� %X ND\×W +DVDQ HO�KH\\kOv·QLQ 
DUĂLYLQGH EXOXQPDNWDG×U� 

)RtRÿraI �� İEUkKLP HO�KH\\kOv·QLQ WDEXWX RPX]ODUGD +DOHS VRNDNODU×QGD WDĂ×Q×UNHQ �+DVDQ HO�KH\\kOv AUĂLYL�
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&HQD]H QHYEHVL� FHQD]HQLQ +DOHS VRNDNODU×QGD 
RPX]ODUGD WDĂ×QDUDN GHIQROXQDFDÿ× \HUH 
J|W�U�OPHVL HVQDV×QGD LFUD HGLOPLĂWLU� 

TDEXWXQ �]HULQGH \HĂLO GHVWDUO× WHSHVL N×UP×]× 
ELU WkF�× ĂHUvI LOH \DND YH NRO N×V×PODU× N×UP×]× 
�]HUL LĂOL \HĂLO ELU OLEDV NRQXOPXĂWXU�

)RtRÿraI �� İEUkKLP HO�KH\\kOv·QLQ FHQk]H QHYEHVL YH NXOODQ×ODQ HQVWU�PDQODU �+DVDQ HO�KH\\kOv AUĂLYL�

&HQD]H QHYEHVLQLQ \HUOHĂLP G�]HQLQGH 
EDN×OG×ÿ×QGD Tashîf PHWQLQL RNX\DQ NLĂL \DQL 
QHYEH ĂH\KL YH QHYEH VD]ODU×Q× YXUDQ NLĂLOHU 
�DVKkE�× QHYEH� FHQD]HQLQ |Q WDUDI×QGD YH 
JLGLĂ LVWLNDPHWLQGHGLUOHU� Tashîf PHWQLQL LNL 
NLĂL G|Q�Ă�PO� RNXPXĂWXU� %XQODUGDQ ELUL 
QHYEH LoHULVLQGH KDOLOH YXUDQ NLĂL� GLÿHUL LVH 
QHYEH VD]ODU×Q×Q |Q�QGH \�U�\HQ YH LNLQFL 
IDV×OGD HOOHULQL DoDUDN VHPD HGHQ NLĂLGLU� 
İNLVL GH E�\�N RODV×O×NOD ĂH\KOLN PHUWHEHVLQH 
VDKLS NLĂLOHUGLU� ZLUD QHYEH LoHULVLQGH Tashîf 

PHWQL RNXPDN QHYEH ĂH\KLQH DLWWLU� A\U×FD 
RHYQDNRÿOX·QD J|UH QHYEH\L LGDUH HGHQ 
ĂH\K HIHQGL PXVLNLGHQ DQO×\RU YH KDOvOH 
NXOODQDELOL\RUVD QHYEH\L NHQGLVL LGDUH 
HGHELOLU �KRo� ����� FLOW� �� ����� %XUDGD GD 
HOLQGH KDOvOH RODQ NLĂL QHYEHQLQ LGDUHVLQGHQ 
VRUXPOX LNL NLĂLGHQ ELUL RODUDN J|U�OPHNWHGLU�

1HYEHGH EHĂ EHQGLU YH ELU KDOvOH NXOODQ×OG×ÿ× 
J|U�OP�ĂW�U� Tashîf PHWQL RNXQXUNHQ 
WRSOXOXN GXUXU� Tashîf·LQ DUG×QGDQ LVH |QGH 
]DNLUOHU ELU \DQGDQ EHQGLU YH KDOvOH YXUXU 
ELU \DQGDQ GD ĂXÿXOOHU RNX\DUDN LOHUOHU� 
&HQD]H LoLQ WRSODQP×Ă RODQ WRSOXOXÿXQ 
JHUL NDODQ× GD RQODUD X\PDNWDG×U� 1HYEH� 
Tashîf·LQ RNXQXĂ VD\×V× YH YHULOHQ )kWLKk·ODU×Q 
VD\×V×QD EDN×OG×ÿ×QGD \HGL IDV×O KDOLQGH LFUD 
HGLOPLĂWLU� &HQD]H QHYEHVLQGHNL IDV×OODU GDKD 
|QFH LQFHOHQPLĂ RODQ KH\\kOv WDULNDW×Q×Q LFUk 
HWWLÿL QHYEH\H J|UH ROGXNoD N×VDG×U� A\U×FD 

JHQHO RODUDN QHYEHGH ELU VHIHU RNXQDQ TDVKvI 
FHQD]H QHYEHVLQGH \HGL VHIHU RNXQPXĂWXU� 
A\U×FD GDKD |QFH LQFHOHQPLĂ RODQ QHYEH 
ND\G×QD J|UH FHQD]H QHYEHVLQGH KHU IDV×OGD 
VD\×FD GDKD D] HVHU RNXQPXĂWXU �KH\\kOv� 
������ ONXQDQ ĂXÿXOOHULQ LVH J�IWHOHULQLQ ELU 
\D GD LNL EH\WLQL RNXPDNOD LNWLID HWPLĂOHUGLU� 
%XQGD FHQD]H QHYEHVLQLQ IDV×O VD\×V×Q×Q GDKD 
ID]OD ROPDV×Q×Q GD HWNLVL YDUG×U� )DV×O VD\×V× 
DUWP×Ă IDNDW IDV×O V�UHVL� HVHU VD\×V× YH KDFPL 
D]DOP×ĂW×U�

�� )asıl� āH\K HIHQGLQLQ )kWLKk·V× LOH EDĂODU� 
AUG×QGDQ WDVKvI PHWQL RNXQXU� dDO×ĂPDQ×Q 
*iriĂ E|O�P�QGH YHULOPLĂ RODQ Tashîf PHWQL\OH 
E�\�N |Oo�GH D\Q× RODQ EX N×V×PGD EDĂWD İVPDLO 
HO�KH\\kOv ROPDN �]HUH WDVDYYXI \ROXQXQ 
E�\�NOHULQLQ LVLPOHUL ]LNUHGLOPHNWHGLU� %X 
IDV×OGD LNL ĂXÿXO RNXQPXĂWXU� %XQODU KLFD] 
PDNDP×QGD ´SDOkWXOOkK VHOkPXOOkK DOH\NH 
<k RDV�ODOOkKµ YH ´RLIkv OH\\kµ ĂXÿXOOHULGLU� 
´SDOkWXOOkK VHOkPXOOkK DOH\NH <k RDV�ODOOkKµ 
P×VUD× LOH EDĂOD\DQ EX ĂXÿXO DVO×QGD ELU 
VRQUDNL IDV×OGD J|U�OHFHN RODQ ´AOH\NH 
VDOODOOkKµ ĂXÿXO�Q�Q GHYDP×G×U�

´RLIkv LH\\kµ ĂXÿXO�Q�Q VRQXQD GRÿUX KHUWH 
N×VP× LFUD HGLOPLĂ YH IDV×O QLKD\HWH HUPLĂWLU�

�� )asıl� %X IDV×O GD ĂH\K HIHQGLQLQ )kWLKk 
HWPHVL LOH EDĂODU� AUG×QGDQ Tashîf RNXQXU 
YH WDVDYYXI \ROX E�\�NOHULQLQ LVLPOHUL DQ×O×U� 
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TDVKvI·LQ ELWPHVL LOH ĂXÿXOOHU RNXQPD\D 
EDĂODQ×U YH \�U�PH\H GHYDP HGLOLU� %X 
IDV×OGD KLFD] PDNDP×QGDNL ´AOOkK�PPH 
VDOOL DOk MXKDPPHGµ� ´AOH\NH VDOODOOkKµ 

YH ´EIGDOX·O�ÇOHPvQµ ĂXÿXOOHUL RNXQPXĂWXU� 
ONXQDQ ĂXÿXOOHULQ DUG×QGDQ Kerte LOH EX IDV×O 
QLKD\HWH HUPLĂWLU�

)RtRÿraI �� &HQD]H 1HYEHVL HVQDV×QGD GDKD |QFH Tashîf PHWQLQL RNXPXĂ RODQ NLĂLQLQ HOOHULQL DoDUDN VHPk HGLĂL

%X IDV×OGD GLNNDWL oHNHQ ELU GLÿHU QRNWD LVH 
IDVO×Q VRQXQGD GDKD |QFH TDVKvI PHWQLQL 
RNXPXĂ RODQ NLĂLQLQ HOOHULQL DoDUDN VHPD 
HGHU JLEL NHQGL HWUDI×QGD G|QPHVLGLU� 
Tashîf PHWQLQL RNX\DQ NLĂL JHOHQHÿH J|UH 
QHYEH ĂH\KLGLU� D|Q�Ă HVQDV×QGD EX NLĂLQLQ 
D\DNODU× J|U�QPHGLÿL LoLQ NODVLN DQODPGD 
VHPD HGLS HWPHGLÿL NRQXVXQGD NHVLQ ELU 
ĂH\ V|\OHQHPHPHNWHGLU� %X ĂHNLOGHNL semâ 

QHYEH LoHULVLQGH ELU GH MHYOLG�L 1HEv·GH 
J|U�OPHNWHGLU �%DW×QF×Nv ZkYL\HVL� MHYOLG�L 
1HEv 1HYEHVL� ����� MHYOLG�L 1HEv� ������

�� )asıl� āH\K HIHQGLQLQ )kWLKk HWPHVL LOH 
EDĂOD\DQ EX IDV×O GLÿHU IDV×OODUGD ROGXÿX 
JLEL Tashîf LOH GHYDP HGHU� TDVKvI LoHULVLQGH 
RLIkv� %HGHYv� DHV�Nv� āk]HOv YH MHYOHYv 
\ROXQXQ E�\�NOHULQGHQ GHVW�U LVWHQLU� DDKD 
|QFH GH EHOLUWLOGLÿL JLEL TDVKvI� İVWDQEXO 
WHNNH N�OW�U�QGH Nevbe Hutbesi·QH NDUĂ×O×N 
JHOPHNWHGLU� %X IDV×OGD GDKD |QFHNL IDV×OODUGD 
RNXQPXĂ RODQ ´RLIkv OH\\kµ ĂXÿXO� RNXQPXĂ 
YH DUG×QGDQ Kerte N×VP×QD JHoLOHUHN IDV×O 
QLKD\HWH HUGLULOPLĂWLU�

�� )asıl� āH\K HIHQGLQLQ )kWLKk·V×Q×Q 

DUG×QGDQ Tashîf RNXQPXĂWXU� AUG×QGDQ ´EQWH 
Q�VKDW�·O�HNYkQµ P×VUD× LOH EDĂOD\DQ ĂXÿXO 
LFUk HGLOPLĂWLU� %X ĂXÿXO İVWDQEXO WHNNH 
PXVLNLVLQGH LFUD HGLOPLĂ YH HGLOPHNWH RODQ 
SHJkK PDNDP×QGDNL ´AĂN×Q LOH AĂ×NODU <DQV×Q 
<k RDV�ODOODKµ P×VUD× LOH EDĂOD\DQ LODKL LOH 
D\Q× EHVWH\H VDKLSWLU� DDKD VRQUD ´Mk PHGGH 
OL KD\UL·O�KDONL \HGkµ P×VUD× LOH EDĂOD\DQ 
ĂXÿXO LFUD HGLOPLĂWLU� %X ĂXÿXO GH ́ %DÿU×PGDNL 
%LWHQ %DĂODUµ P×VUD× LOH EDĂOD\DQ +�]]DP 
PDNDP×QGDNL LODKL LOH D\Q× EHVWH\H VDKLSWLU� 
āXÿXOOHULQ ELWLPLQGH ULWLP VD]ODU×Q K×]ODQG×ÿ× 
KHUWH N×VP×QGD \�U�\�Ă GXUPXĂ YH VRQUDNL 
IDVO×Q Tashîf ELWLPLQH NDGDU EX GXUDNODPD 
GHYDP HWPLĂWLU�

�� )asıl� āH\K HIHQGLQLQ )kWLKk HWPHVL LOH 
EDĂOD\DQ EX IDV×O GLÿHU IDV×OODUGD ROGXÿX 
JLEL Tashîf LOH GHYDP HWPLĂWLU� TDVKvI 
LoHULVLQGH āH\K MXKDPPHG�·O�AUDEv� āH\K 
MXKDPPHG EEX·O�9HIk YH āH\K İEUDKLP 
dHUNHVv·QLQ LVLPOHUL ]LNUHGLOPLĂWLU� AUG×QGDQ 
´<k EUKDPH·U�RDKLPvQµ ĂXÿXO� RNXQPXĂ 
YH DUG×QGDQ Kerte N×VP× LOH IDV×O QLKD\HWH 
HUPLĂWLU� %X HVQDGD FHQD]HQLQ GHIQHGLOHFHÿL 
\HUH YDU×OP×ĂW×U�
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)RtRÿraI �� 1HYEH HĂOLÿLQGH RPX]ODUGD WDĂ×QDQ FHQD]HQLQ GHIQHGLOHFHÿL NDEULVWDQD YDU×Ă×

7aElR �� &HQD]H QHYEHVLQGH LFUD HGLOHQ IDV×OODU

�� )asıl� āH\K HIHQGLQLQ )kWLKkV× LOH EDĂOD\DQ 
EX IDV×OGD Tashîf LoHULVLQGH ÇOL KH\\kO 
�KH\\kOv DLOHVL�� RLIkv� KDGLUv� 1DNĂLEHQGv� 
DHV�Nv� SD·Gv� RHĂvGL YH MHYOHYv E�\�NOHULQLQ 
UXKDQL\HWOHULQGHQ GHVW�U LVWHQPLĂWLU� 
AUG×QGDQ ELU |QFHNL IDV×OGD RNXQPXĂ RODQ 
´<k EUKDPH·U�RDKLPvQµ ĂXÿXO� RNXQPXĂWXU� 
DDKD VRQUD KDOLOH YXUDQ NLĂLQLQ HOOHUL LOH GXU 
LĂDUHWL YHUPHVLQLQ DUG×QGDQ Kerte N×VP×QD 
JHoLOPLĂWLU�

�� )asıl� āH\K HIHQGLQLQ )kWLKk HWPHVL LOH 
EDĂOD\DQ EX IDV×O GLÿHU IDV×OODUGD ROGXÿX 
JLEL Tashîf LOH GHYDP HWPLĂWLU� AUG×QGDQ ELU 

ĂXÿXO RNXQPXĂWXU IDNDW V|]OHUL YH P�]LÿL 
DQODĂ×ODPDPDNWDG×U� RLWLP VD]ODU×Q Kerte 

LFUDV× LOH EX IDV×O QLKD\HWH HUPLĂWLU� TDEXW 
RPX]ODU �]HULQGH NDEULVWDQ GXYDU×Q×Q 
�]HULQGHQ NDEULVWDQ×Q LoLQH YHULOPLĂ YH WDEXW 
�]HULQGHNL WkF�× ĂHUvI YH OLEDV DO×QDUDN WDEXW 
LoHULVLQGHQ FHQD]HQLQ DO×QPDV× LoLQ KDUHNHWH 
JHoLOPLĂWLU� 

TRSODP \HGL IDV×O KDOLQGH LFUD HGLOHQ FHQD]H 
QHYEHVLQLQ KHU IDVO×QGD Tashîf RNXQPXĂ� 
E|O�P VRQODU×QGD Kerte LFUDODU× \HU DOP×ĂW×U� 
1HYEH IDV×OODU× YH LoHULVLQGH LFUD HGLOHQ 
ĂXÿXOOHU ĂX ĂHNLOGHGLU �TDEOR ��� 

1eYEe )asılları Tashîf 2kXQaQ āXÿXller .erte

1 9DU Aleyke sallallâh �+LFD]�
Rifâî leyyâ �+LFD]� 9DU

2 9DU
Allâhümme salli alâ Muhammed �+LFD]�
Aleyke sallallâh �+LFD]�
Efdalu’l-Âlemîn �+LFD]�

9DU

3 9DU Rifâî leyyâ �+LFD]� 9DU

4 9DU Ente nüshatü’l-ekvân �SHJkK�
Mâ medde li hayri’l-halki yedâ �+�]]DP� 9DU

5 9DU Yâ Erhame’r-Rahimîn �dDUJkK� 9DU

6 9DU Yâ Erhame’r-Rahimîn �dDUJkK� 9DU

7 9DU THVSLW HGLOHPHGL 9DU
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1eYEe )asılları ĀoerisiQGe ĀFra (GileQ 
(serler
dDO×ĂPDP×]GD HVHUOHU ND\×WWDNL LFUD V×UDV× LOH 
YHULOPLĂWLU� A\U×FD QHYEH LoHULVLQGH HVHUOHU 

KDQJL J�IWH LOH RNXQGX\VD QRWDV× R ĂHNLOGH 
YHULOPLĂWLU� ZLUD \HU \HU D\Q× HVHU IDUNO× 
J�IWHOHU LOH LFUD HGLOPLĂWLU�

)iJ�r �� +LFD] āXÿXO� Salâtullâh Selâmullâh Aleyke Yâ Rasûlallâh

)iJ�r �� +LFD] āXÿXO� Rifâî Leyyâ
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)iJ�r �� +LFD] āXÿXO� Rifâî Leyyâ �GHYDP×�
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)iJ�r �� +LFD] āXÿXO� Rifâî Leyyâ �GHYDP×�

)iJ�r �� +LFD] āXÿXO� Allâhümme salli alâ Muhammed
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)iJ�r �� +LFD] āXÿXO� Aleyke Sallallâh

)iJ�r �� +LFD] āXÿXO� Efdalu’l-Âlemîn
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)iJ�r �� SHJkK āXÿXO� Ente nüshatü’l-ekvân
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)iJ�r �� +�]]DQ āXÿXO� Mâ medde li halki’l-hayri yedâ
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)iJ�r �� +�]]DQ āXÿXO� Mâ medde li halki’l-hayri yedâ �GHYDP×�
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)iJ�r �� +�]]DQ āXÿXO� Mâ medde li halki’l-hayri yedâ �GHYDP×�
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)iJ�r �� dDUJkK āXÿXO� Yâ erhâme’r-rahimîn

6RQXo 
%X oDO×ĂPDGD� KDNN×QGD VDGHFH JHoPLĂ 
G|QHPOHUGH LFUD HGLOGLÿLQH GDLU VDW×U DUDV× 
ELOJLOHULQ EXOXQGXÿX FHQD]H QHYEHVL |UQHN 
ELU LFUD �]HULQGHQ HOH DO×QP×ĂW×U� <DS×ODQ 
LQFHOHPH VRQXFX EX QHYEHQLQ \HGL IDV×OGDQ 
P�WHĂHNNLO ROGXÿX J|U�OPHNWHGLU� %X 
E|O�POHQGLUPH Tashîf PHWQLQH YH Kerte·\H 
ELQDHQ \DS×OP×ĂW×U� %X QHYEH LFUDV×Q×Q� 
|QHPOL ELU NLĂLQLQ YHIDW×QD GDLU YH EHOLUOL ELU 
PHNkQGD LFUD HGLOPLĂ RODQ Nevbetü’l-Cûk 

�EUGDĂ� ����� YH GLÿHU QHYEH LFUDODU×QGDQ 
IDUNO× ROGXÿX J|]OHPOHQPLĂWLU� gQFHOLNOH 
QHYEH VDOkW× RODUDN LFUD HGLOHQ Ta’tîr YH 
1ebevv )aslı LFUD HGLOPHPLĂWLU� EQ ID]OD 
�o IDV×O KDOLQGH LFUD HGLOPHNWH RODQ QHYEH 
EXUDGD \HGL IDV×O KDOLQGH LFUD HGLOPLĂWLU� 
)DV×OODU� Tashîf·LQ RNXQPDV×Q×Q DUG×QGDQ 
ĂXÿXOOHULQ LFUDV× LOH GHYDP HWPHNWH YH 
Kerte N×VP× LOH QLKD\HWH HUPHNWHGLU� &HQD]H 
QHYEHVL G×Ă×QGDNL QHYEHOHUGH LVH IDV×OODU 
JHQHO RODUDN ĂXÿXOOHU YH KHUWH N×VP×QGDQ 
ROXĂPDNWDG×U� Tashîf LVH QHYEH LoHULVLQGH ELU 
NH] RNXQXU� %X YHULOHU GRÿUXOWXVXQGD FHQD]H 
QHYEHVLQLQ NHQGLQH KDV ELU LFUD ĂHNOL ROGXÿX 
WHVSLW HGLOPLĂWLU�

&HQD]H QHYEHVLQGH� QHYEH VD]ODU×QGDQ KDOLOH 
YH EHQGLUOHU J|U�OPHNWHGLU� SD\× RODUDN 
EHĂ EHQGLU EXOXQPDV× GLÿHU QHYEH LFUDODU× 
LOH |UW�ĂPHNWHGLU�  ONXQDQ HVHUOHU GDKD 
|QFH HOH DO×QP×Ă QHYEH LFUDV×QGDNL HVHUOHU 
LOH |UW�ĂPHNWHGLU� %XQODU×Q \DQ×QGD EDĂND 
ĂXÿXOOHULQ GH RNXQGXÿX J|U�OPHNWHGLU� A\U×FD 
EX oDO×ĂPD LOH ´EQWH V�UDW�·O�HNYkQµ YH ´Mk 

PHGGH OL KD\UL·O�KDONL \HGkµ ĂXÿXOOHULQLQ 
NDGLP İVWDQEXO WHNNH N�OW�U�QGH \HU DODQ 
´AĂN×Q LOH AĂ×NODU <DQV×Q <k RDV�ODOODKµ YH 
´%DÿU×PGDNL %LWHQ %DĂODUµ LODKLOHUL LOH D\Q× 
EHVWH\H VDKLS ROGXNODU×Q× WHVSLW HWWLP� &HQD]H 
QHYEHVLQLQ İVWDQEXO·GD JHoPLĂ G|QHPOHUGH 
LFUD HGLOPLĂ ROGXÿX ELOJLVL� +DOHS·WH EX 
JHOHQHÿLQ J�Q�P�]H NDGDU XODĂPDV× YH 
EXQD LODYH RODUDN RUWDN EHVWHOHULQ YDUO×ÿ×Q× 
|ÿUHQPHN EX LNL PHUNH] DUDV×QGDNL LOLĂNL\H 
GDLU |UQHN YH GHOLOOHUL oRÿDOWPDNWDG×U�

SRQXo RODUDN FHQD]H QHYEHVLQH GDLU ELU 
|UQHÿLQ HOH DO×QPDV× YH LQFHOHQPHVL LOH EX 
IRUPXQ QDV×O LFUD HGLOGLÿL VRUXVX FHYDSODQP×Ă� 
OVPDQO× PXVLNL N�OW�U� YH PLUDV×QD \|QHOLN 
ELU LQFHOHPH \DS×ODUDN DODQGDNL oDO×ĂPDODUD 
|QHPOL ELU NDWN× VXQXOPXĂWXU�

%XQGDQ VRQUDNL oDO×ĂPDODU LoLQ IDUNO× 
FRÿUDI\DODUGD QHYEHQLQ LFUD HGLOLĂ ĂHNOL 
LQFHOHQHUHN� QHYEH LFUDV× �]HULQH \DS×OP×Ă 
oDO×ĂPDODUOD NDUĂ×ODĂW×UPDODU \DS×ODELOLU� 
%|\OHFH QHYEH IRUPX WDQ×P YH LoHULN RODUDN 
DUWDQ |UQHNOHUL LOH ]HQJLQOLN ND]DQP×Ă ROXU� 
A\U×FD IDUNO× UHSHUWXYDUODUGD OVPDQO× P�]LN 
N�OW�U�QH GDLU \HQL HVHUOHU RUWD\D o×NP×Ă 
ROXU� %XQXQ \DQ× V×UD JHUHN WDVDYYXI YH 
WDULNDW WDULKL ND\QDNODU×QGD JHUHNVH WHNNH 
DUĂLYOHULQGH QHYEH\H GDLU ELOJLOHU ROXS 
ROPDG×ÿ× DUDĂW×U×ODELOLU� %X YHVLOH LOH OVPDQO× 
PXVLNL YH N�OW�U PLUDV×QD GDKD E�W�QF�O ELU 
\DNODĂ×P LOH EDN×OPDV×Q× YH \DS×ODFDN RODQ 
oDO×ĂPDODUGD DUDĂW×UPDF×ODU×Q EX QRNWD\× 
GLNNDWH DOPDODU×Q× WDYVL\H HGHULP�
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%ilJileQGirme Ye 7eşekk�r

<DS×ODQ EX oDO×ĂPDGD ´<�NVHN|ÿUHWLP 
KXUXPODU× %LOLPVHO AUDĂW×UPD YH <D\×Q EWLÿL 
<|QHUJHVLµ NDSVDP×QGD X\XOPDV× EHOLUWLOHQ 
W�P NXUDOODUD X\XOPXĂWXU� <|QHUJHQLQ 
LNLQFL E|O�P� RODQ ´%LOLPVHO AUDĂW×UPD 
YH <D\×Q EWLÿLQH A\N×U× E\OHPOHUµ EDĂO×ÿ× 
DOW×QGD EHOLUWLOHQ H\OHPOHUGHQ KLoELUL 
JHUoHNOHĂWLUOPHPLĂWLU� %X DODQGD oDO×ĂPD\D 
EHQL \|QOHQGLUHQ YH JHUHNOL EDÿODQW×ODU× 
NXUPDP× VDÿOD\DQ SQ� +DVDQ SHYLO·H� 
&HQD]H 1HYEHVL·QH GDLU ND\G× YH QHYEH LOH 
LOJLOL ELOJLOHUL EL]LPOH SD\ODĂ×ODQ SQ� +DVDQ 
HO� KH\\kOv YH SQ� MXKDPPHG %kN×U HO�
KH\\kOv·\H Ă�NUDQODU×P× DU] HGHULP� A\U×FD 
E[WHQGHG AEVWUDFW NRQXVXQGD \DUG×PODU×Q× 
HVLUJHPH\HQ SQ� 3KLOLS %U\HU·H WHĂHNN�U 
HGHULP�
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.a\Qaklar
AGRUQR� T� :� 	 +RUNKHLPHU� M� ������� 
6os\oloMik aoılımlar� sunular ve WarWıĂmalar 
�M� S� DXUJXQ 	 A� G�P�Ă� dHY��� %LOJHSX 
<D\×QF×O×N�

AJD\HYD� S� ������� 1HYEH� Türkiye Diyanet 

9akfı Āslam $nsiklopedisi� ����������� TD9 
<D\×QODU×�

AORVK� +� ������� %aWıncıkv =âvi\esi 
0evlid�i 1ebv video ka\dı� +DOHS� KWWSV���
ZZZ�\RXWXEH�FRP�ZDWFK"Y BR�Z,�
N]�\N	O LVW 3LSK, ,JNP&]MMZED]�4Z�
K1KTH�M4YEO3Q	LQGH[ �

DHYHOOLRÿOX� )� ������� 2smanlıca�Türkoe 
ansiklopedik l�JaW� A\G×Q KLWDEHYL�

EUGDĂ� S� ā� ��� ENLP ������ Mevlid-i Nebî 

video ka\dı� %XUVD�

EUGDĂ� S� ā� ������� T�UN DLQ M�VLNvVLQGH 
QHYEH IRUPX YH KH\\kOv\\H TDUvNLQGHNL 
LFUDV×Q×Q LQFHOHQPHVL� &umKuri\eW ĀlaKi\aW 
Dergisi, 26, 101-120. 

EUJXQ� S� 1� ������� Türk musikisi antolojisi: 

dini eserler� İVWDQEXO ÜQLYHUVLWHVL <D\×QODU×�

KH\\kOv� +� ������� ĀbraKim .e\\âlv·nin 
&enâze 1evbesi video ka\dı� +DOHS�

KH\\kOv� +� ��� MDUW ������ Nevbe üzerine 

kiĂisel JörüĂme� THNLUGDÿ�

KH\\kOv� M� %� �� KDV×P ������ Nevbe üzerine 

kiĂisel JörüĂme� %XUVD� 

KRo� M� ������� 5evnakoğlu·nun ĀsWanbulu� 
)aWiK� )DWLK %HOHGL\HVL�

M�VOLPDQL� İ� ������ MD\×V ������ Hatay 

Mustafa Kemal Üniversitesi Antakya Devlet 

.onservaWuvarı ´��� ve ��� \üz\ılda 2rWa 
'oğu·da 2smanlı müzik külWürüµ baĂlıklı 
sempoz\umda nevbe üzerine \apılan 
JörüĂmeler� +DWD\�

3DNDO×Q� M� Z� ������� 2smanlı WariK 
de\imleri ve Werimleri sözlüğü� MLOOL EÿLWLP 
%DNDQO×ÿ× <D\×QODU×�

RHYQDNRÿOX� &� S� ������� Eski sosyal 

Ka\aWımızda Wasavvuf ve WarikaW külWürü 

�KD]� %D\×Q� M� D� ² DHUYLĂRÿOX� İ��� K×UNDPEDU 
KLWDSO×ÿ×� 

SkPL ā� ������� .am�s�ı Türkv� EQGHUXQ 
KLWDEHYL�

SHYLO� +� ������� .e\\âlv 1evbe icrası video 
ka\dı� İVWDQEXO� E\�S�

TRSDORÿOX� %�� KDUDPDQ +� ������� Arapça 

Türkoe \eni kâmus� İVWDQEXO�

<×OG×U×P� A�� 	 āLPĂHN� +� ������� Sosyal 

bilimlerde niWel araĂWırma \önWemleri ��� 
EDVN×�� SHoNLQ MDWEDDF×O×N�

https://www.youtube.com/watch?v=_R8wI9kz8yk&list=PLpKIIJkmCzMjwEaz3Qw-hNhqe2MQvbOPn&index=6
https://www.youtube.com/watch?v=_R8wI9kz8yk&list=PLpKIIJkmCzMjwEaz3Qw-hNhqe2MQvbOPn&index=6
https://www.youtube.com/watch?v=_R8wI9kz8yk&list=PLpKIIJkmCzMjwEaz3Qw-hNhqe2MQvbOPn&index=6
https://www.youtube.com/watch?v=_R8wI9kz8yk&list=PLpKIIJkmCzMjwEaz3Qw-hNhqe2MQvbOPn&index=6
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6aÀ\e āe\Ga (rGaş ����·WH KRFDHOL·QGH GRÿGX� OUWD YH OLVH HÿLWLPLQL 
KDG×N|\ AQDGROX İPDP�+DWLS LLVHVL·QGH WDPDPODP×ĂW×U� ���� \×O×QGD 
MDUPDUD ÜQLYHUVLWHVL İODKL\DW )DN�OWHVL·QGHQ PH]XQ ROPXĂWXU� )DN�OWH 
\×OODU×QGD YH GHYDP HGHQ HÿLWLP V�UHFLQGH 3URI� DU� AKPHW +DNN× TXUkEL� 
DU� 1XUL g]FDQ� DU� 1XUL 8\JXQ YH 3URI� DU� A\ĂH %DĂDN İOKDQ +DUPDQF×·GDQ 
P�VLNv DODQ×QGD LVWLIDGH HWWL� ���� \×O×QGD MDUPDUD ÜQLYHUVLWHVL SRV\DO 
%LOLPOHU EQVWLW�V� İVODP TDULKL YH SDQDWODU× AQDELOLP DDO×QGD� +DOYHWv 

EYUkG× �9LUG�L SHWWkU�·Q×Q RXPHOL·GHNL RNXQXĂX YH P�]LNDO DQDOL]L DGO× WH]L LOH \�NVHN OLVDQV×Q× 
WDPDPODG×� ���� \×O×QGD \LQH D\Q× DQDELOLP GDO×QGDQ EYUkG RNXPD JHOHQHÿL LoHULVLQGH RLIkv 
HYUkG× �İVWDQEXO YH RXPHOL PXND\HVHOL |UQHÿL� DGO× oDO×ĂPDV× LOH PH]XQ RODUDN GRNWRUDV×Q× 
WDPDPODG×� ���� \×O×QGD SDNDU\D ÜQLYHUVLWHVL DHYOHW KRQVHUYDWXYDU×·QGD |ÿUHWLP �\HVL RODUDN 
J|UHYH EDĂOD\DQ EUGDĂ KDOHQ EX J|UHYLQL V�UG�UPHNWHGLU� DLQL M�VLNv YH |]HOOLNOH THNNH 
M�VLNvVL DODQODU×QGD oHĂLWOL oDO×ĂPDODU× EXOXQDQ \D]DU D\Q× ]DPDQGD NDQXQ VD]× LFUDF×V×G×U� 
dHĂLWOL NRQVHU� GLQOHWL� DOE�P YH WHOHYL]\RQ SURJUDPODU×QGD VD]× YH oDO×ĂPDODU× LOH \HU DOP×ĂW×U� 
.XrXm� SDNDU\D ÜQLYHUVLWHVL DHYOHW KRQVHUYDWXYDU×� SDNDU\D� T�UNL\H�
(mail� VDÀ\HVH\GD#VDNDU\D�HGX�WU 
25&,'� 0000-0002-3277-6415

<a]arıQ %i\RJraÀsi
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AQ e[amiQatiRQ RI tKe SerIRrmaQFe RI tKe IXQeral 1aZEa� RQe 
RI tKe IRrms RI 7XrkisK reliJiRXs mXsiF� tKe Fase RI AleSSR

([teQGeG AEstraFt
8QWLO WKH ODVW FHQWXU\� 1DZED ZDV RQH RI WKH PRVW DFWLYH PXVLFDO IRUPV LQ TXUNLVK UHOLJLRXV PXVLF� +RZHYHU� 
LWV H[HFXWLRQ ZLWKLQ WKH ERUGHUV RI TXUNH\ LQ WKH SRVW�RHSXEOLF SHULRG ZDV IRUJRWWHQ RYHU WLPH� OQ WKH 
RWKHU KDQG� LW FRQWLQXHV WR EH SHUIRUPHG LQ JHRJUDSKLHV EHORQJLQJ WR WKH VDPH FLYLOL]DWLRQ RXWVLGH TXUNH\·V 
ERUGHUV� ,Q DGGLWLRQ WR IROORZLQJ WKH +LMUL FDOHQGDU� WKH HYHQWV RFFXUULQJ LQ GDLO\ OLIH ZHUH DOVR FRQVLGHUHG 
IRU WKH SHUIRUPDQFH RI 1DZED� ,W KDV EHHQ SHUIRUPHG DQG LV SUDFWLFHG IRU PDUULDJH� FLUFXPFLVLRQ� IXQHUDO� 
DQG UDLQ SUD\HU� DV ZHOO DV UHOLJLRXVO\ LPSRUWDQW GD\V VXFK DV WKH GD\ RI WKH ULWH RI VHFW� FDOLSKDWH FHUHPRQ\� 
3URSKHW MRKDPPHG·V ELUWKGD\ �MDZOLG�L 1DEL�� ELGV �)LWU DQG AGKD� LQ GHUYLVK ORGJHV� 1DZED LV QRW RQO\ D 
SHUIRUPDQFH VSHFLILF WR WKH KD\DOL VHFW EXW LV DOVR SHUIRUPHG LQ WKH RLIDL� 4DGLUL� DHVXNL� %DGDZL� DQG +DOZDWL 
VHFWV� )RU WKLV UHDVRQ� QHZ LQIRUPDWLRQ DERXW QHYEH� ZKLFK LV D IRUP RI ORGJH PXVLF� KDV EHFRPH H[WUHPHO\ 
LPSRUWDQW� HVSHFLDOO\ UHFHQWO\� TKLV VWXG\ DLPV WR SUHVHQW DQG H[DPLQH DQ H[DPSOH RI 1DZED� ZKLFK LV D IRUP 
RI SHUIRUPDQFH WKDW LV URRWHG LQ WKH SDVW� ,W LV NQRZQ IRU EHLQJ SHUIRUPHG LQ D FHUWDLQ SODFH� EXW WKLV WLPH 
H[DPSOHV RI 1DZED ZLOO EH GLVFXVVHG LQ PRWLRQ DQG RXWGRRUV� +RZ WKH IXQHUDO 1DZED LV SHUIRUPHG LV WKH 
PDLQ FKDOOHQJH RI WKLV UHVHDUFK� AGGLWLRQDOO\� WKH VWXG\ FRQVLGHUV KRZ PDQ\ FKDSWHUV LW KDV DQG ZKLFK VKXJXOV 
�DUDELF KP\QV� DUH LQFOXGHG LQ LW� ,Q WKLV UHVHDUFK� WKH YLGHR UHFRUGLQJ RI ,EUDKLP DO�KD\DOL·V IXQHUDO 1DZED� 
ZKLFK WRRN SODFH LQ AOHSSR LQ ����� ZDV H[DPLQHG� )LUVW RI DOO� LW ZDV GHWHUPLQHG KRZ PDQ\ FKDSWHUV RI WKH 
1DZED ZHUH SHUIRUPHG DQG ZKLFK ZRUNV ZHUH UHDG� AIWHU WKH OLWHUDWXUH UHYLHZ RQ WKH 1DZED� DQG HVSHFLDOO\ 
WKH IXQHUDO 1DZED� WKH OLYH SHUIRUPDQFH UHFRUGLQJ ZDV H[DPLQHG LQ WKH OLJKW RI WKH DYDLODEOH LQIRUPDWLRQ� 
SKXJXOV UHDG LQ 1DZED KDYH EHHQ GHWHUPLQHG DQG� DV IDU DV WKH UHFRUGLQJ DOORZV� WKH\ KDYH EHHQ LQFOXGHG 
LQ WKH QRWHV DQG SUHVHQWHG LQ WKH VWXG\� TKXV� DQ H[HPSODU\ UHSRUW RI WKH IXQHUDO 1DZED ZDV SUHVHQWHG� 
)LUVW� LQ WKLV VWXG\� WKH YLGHR UHFRUGLQJ RI ,EUDKLP DO�KD\DOL·V IXQHUDO 1DZED� ZKLFK WRRN SODFH LQ AOHSSR 
LQ ����� ZDV XVHG� ,Q DGGLWLRQ� WKH ZRUNV RI SDGHGGLQ 1X]KHW EUJXQ DQG &HPDOHGGLQ SHUYHU RHYQDNRJOX � 
WKH VRXUFHV RI LQIRUPDWLRQ WKDW KDYH VXUYLYHG � ZHUH FRQVXOWHG� ASDUW IURP WKHVH� LQWHUYLHZV ZHUH KHOG 
ZLWK SHRSOH ZKR ZLWQHVVHG WKH SHUIRUPDQFH RI WKH 1DZED DQG HYHQ GLUHFWHG WKH SHUIRUPDQFHV� DQG WKH 
LQIRUPDWLRQ REWDLQHG IURP WKLV ZDV DQDO\]HG LQ WKH OLJKW RI WKH VRXUFHV� AV D UHVXOW RI WKH VWXG\� , VHH WKDW 
WKLV 1DZED FRPSULVHV VHYHQ FKDSWHUV� TKLV GLYLVLRQ KDV EHHQ PDGH EDVHG RQ WKH Tashif WH[W DQG Kerte� TKLV 
1DZED SHUIRUPDQFH LV GLIIHUHQW IURP RWKHU 1DZED SHUIRUPDQFHV� )LUVW RI DOO� Ta’tir ZKLFK ZDV SHUIRUPHG 
DV 1DZED VDODW DQG 1abaZi parW �fasıl� ZHUH QRW SHUIRUPHG� TKH 1DZED� QRUPDOO\ SHUIRUPHG LQ D PD[LPXP 
RI WKUHH SDUWV� LV SHUIRUPHG LQ VHYHQ SDUWV KHUH� AIWHU WKH UHFLWDWLRQ RI Tashif, WKH SDUWV FRQWLQXH ZLWK WKH 
SHUIRUPDQFH RI WKH VKXJXOV DQG HQG ZLWK WKH Kerte SDUW� ,Q WKH 1DZEDV RWKHU WKDQ WKH IXQHUDO 1DZED� WKH 
SDUWV DUH JHQHUDOO\ FRPSRVHG RI VKXJXOV DQG Kerte SDUWV� Tashif is recited once in the 1DZED� ,Q OLQH ZLWK 
WKHVH GDWD� , VHH WKDW WKH IXQHUDO 1DZED LV D XQLTXH IRUP RI H[HFXWLRQ� +DOLOH DQG EHQGLUV� ZKLFK DUH DPRQJ 
WKH 1DZED LQVWUXPHQWV� FDQ EH VHHQ RQ WKH IXQHUDO 1DZED� TKH SUHVHQFH RI ILYH EHQGLUV RYHUODSV ZLWK RWKHU 
1DZED SHUIRUPDQFHV� ,Q DGGLWLRQ WR WKHVH� RWKHU VKXJXOV DUH DOVR UHDG� ,Q DGGLWLRQ� ZLWK WKLV VWXG\� , KDYH 
GHWHUPLQHG WKDW ´EQWH VXUDWX·O�HNYDQµ DQG ´MD PHGGH OL KD\UL·O�KDONL \HGDµ KDYH WKH VDPH FRPSRVLWLRQ DV 
WKH K\PQV ´ AĂN×Q LOH AĂ×NODU <DQV×Q <k RDV�ODOODKµ DQG ´ %DÿU×PGDNL %LWHQ %DĂODUµ� ,Q DGGLWLRQ WR OHDUQLQJ 
DERXW WKH H[LVWHQFH RI FRPPRQ FRPSRVLWLRQV� WKH NQRZOHGJH WKDW WKH IXQHUDO 1DZED ZDV SHUIRUPHG LQ 
,VWDQEXO LQ WKH SDVW DQG WKDW WKLV WUDGLWLRQ KDV VXUYLYHG WR WKH SUHVHQW GD\ LQ AOHSSR LQFUHDVHV WKH H[DPSOHV 
DQG HYLGHQFH RI WKH UHODWLRQVKLS EHWZHHQ WKHVH WZR FHQWHUV� AV D UHVXOW� E\ FRQVLGHULQJ DQG H[DPLQLQJ DQ 
H[DPSOH RI WKH IXQHUDO 1DZED� WKH TXHVWLRQ RI KRZ WKLV IRUP ZDV SHUIRUPHG ZDV DQVZHUHG� DQG DQ LPSRUWDQW 
FRQWULEXWLRQ ZDV PDGH WR WKH VWXGLHV LQ WKH ILHOG E\ PDNLQJ DQ H[DPLQDWLRQ RI WKH OWWRPDQ PXVLF FXOWXUH DQG 
OWWRPDQ FXOWXUDO KHULWDJH� ,Q WKH QH[W VWXGLHV� PHWKRGV RI SHUIRUPLQJ WKH 1DZED LQ GLIIHUHQW JHRJUDSKLHV 
FDQ EH H[DPLQHG DQG FRPSDULVRQV FDQ EH PDGH ZLWK VWXGLHV RI WKH SHUIRUPDQFH RI WKH 1DZED� TKXV� WKH 
1DZED IRUP JDLQV ULFKQHVV ZLWK LQFUHDVLQJ H[DPSOHV LQ WHUPV RI GHILQLWLRQ DQG FRQWHQW� ,Q DGGLWLRQ� QHZ 
VWXGLHV RQ OWWRPDQ PXVLF FXOWXUH HPHUJHG LQ GLIIHUHQW UHSHUWRLUHV� ,Q DGGLWLRQ� LW FDQ EH UHVHDUFKHG ZKHWKHU 
WKHUH LV LQIRUPDWLRQ DERXW 1DZED LQ ERWK SXIL VRXUFHV DQG ORGJH DUFKLYHV� OQ WKLV RFFDVLRQ� , UHFRPPHQG WKDW 
WKH OWWRPDQ PXVLF FXOWXUH DQG OWWRPDQ FXOWXUDO KHULWDJH EH ORRNHG DW ZLWK D PRUH KROLVWLF DSSURDFK DQG 
WKDW UHVHDUFKHUV VKRXOG WDNH WKLV SRLQW LQWR FRQVLGHUDWLRQ LQ IXWXUH VWXGLHV�

.e\ZRrGs
Aleppo, funeral Nawba, Nawba, Rifai, Turkish Religious Music
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+�se\iQ 6aGettiQ Arel·iQ 7�rk makam m�]iÿiQGe oRk seslilik 
aQla\ışı� ´kemeQoe Eeşlemesiµ |rQeÿi

3rRI� 'r� *|]Ge dRlakRÿlX 6arı
'Ro� 6aGık 8ÿraş 'XrmXş
Araş� *|r� 2rkXQ =aIer g]JeleQ
İVWDQEXO THNQLN ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW KRQVHUYDWXDU×� M�]LNRORML %|O�P�� +DUEL\H� MDoND &DG�� 
āLĂOL� İVWDQEXO� T�UNL\H� (mail� FRODNRJOXJ#LWX�HGX�WU 25&,'� 0000-0001-5586-3426
İVWDQEXO ÜQLYHUVLWHVL DHYOHW KRQVHUYDWXDU×� M�]LNRORML %|O�P�� RHĂLWSDĂD MDK� EPLUJDQ� SDU×\HU�  İVWDQEXO� 
T�UNL\H� (mail� VDGLNXJUDVGXUPXV#LVWDQEXO�HGX�WU 25&,'� 0000-0001-7122-7390
SRUXPOX <D]DU� İVWDQEXO THNQLN ÜQLYHUVLWHVL T�UN M�]LÿL DHYOHW KRQVHUYDWXDU×� M�]LN THRULVL %|O�P�� 
9DOLGHL AWLN MDK� ÜVN�GDU� İVWDQEXO� T�UNL\H� (mail� R]JHOHQ#LWX�HGX�WU 25&,'� 0000--0003-3597-7703

g]
+�VH\LQ SDGHWWLQ AUHO �����������·LQ T�UN MDNDP M�]LÿL �TMM� oDOJ×ODU× LoLQ EHVWHOHGLÿL LNLOHPH� �oOHPH� 
G|UWOHPH1 JLEL HVHUOHUL YH |]HOOLNOH RUJDQRORMLN ELU G�Ă�QFH GRÿUXOWXVXQGD HOH DOG×ÿ× NHPHQoH EHĂOHPHVL 
SURMHVL� %DW×GDNL ´oRN VHVOLOLNµ YH ´oDOJ×ODPDµ DQOD\×Ă×Q×Q TMM oDOJ×ODU×\OD JHUoHNOHĂWLULOHELOHFHÿLQLQ 
LIDGHVLGLU� AUHO� EX ÀNUL %DW× P�]LÿLQGHNL� quartet, quintet JLEL \D\O× oDOJ× WRSOXOXNODU×QGDQ DOP×ĂW×U� %LU 
\DQGDQ TMM·\L PHĂUXODĂW×UPDN DPDF× J�GHQ AUHO� %DW× P�]LÿLQLQ VHV VLVWHPL �]HULQH LQĂD HWWLÿL ELU ¶VHV· YH 
¶HÿLWLP· VLVWHPL VXQPDNWD YH D\Q× |\N�QPH\L oRN VHVOL oDOJ×VDO HVHUOHUL\OH GH YHUPH\H oDO×ĂPDNWDG×U� MDNDP 
P�]LÿL YH oRN VHVOLOLÿL ELU DUDGD NXOODQG×ÿ× HVHUOHULQGH� EHVWHFLOHUH \HQL DQOD\×Ă× VXQPD\× KHGHÁH\HQ AUHO� 
\DĂDG×ÿ× G|QHPLQ P�]LN YH N�OW�UHO G�Ă�QFHVLQL \DQV×WPDNWDG×U� İNL E|O�PH D\×UDELOHFHÿLPL] oDO×ĂPDP×]×Q 
ELULQFL E|O�P�QGH� P�]LN oDOJ×ODU×Q×Q VRV\DO YH N�OW�UHO KD\DWWDNL |QHPLQLQ \DQ× V×UD� ¶NHPHQoH EHĂOHPHVL· 
SURMHVLQLQ WDULKVHO ND\QDNODU GRÿUXOWXVXQGD ELU |]HWL YHULOPLĂ YH PRGHUQOHĂPH DQOD\×Ă×Q×Q SURMH\H NDWN×V×QD 
N×VDFD GHÿLQLOPLĂWLU� dDO×ĂPDQ×Q PHWRGRORMLVL YH V×Q×UO×O×NODU× RUWD\D NRQPXĂ YH NXOODQ×ODQ WHULPOHULQ 
QHGHQVHOOLÿL Do×NODQP×ĂW×U� %X oHUoHYHGH EHĂOHPHGH NDUĂ×P×]D o×NDQ P�]LNDO WHULPOHU� HVHULQ IRUPX� GRQDQ×P 
YH DQDKWDU NXOODQ×PODU× J|VWHULOPLĂWLU� dDO×ĂPDP×]×Q LNLQFL E|O�P�QGH NHPHQoH EHĂOHPHVLQGHNL oDOJ×ODU� 
P�]LN WHULPOHUL� DQDKWDU YH GRQDQ×P NXOODQ×PODU× LOH oRN VHVOLOLN DQOD\×Ă× DQDOL] HGLOPLĂWLU� A\U×FD NHPHQoH 
EHĂOHPHVLQGH QH\ oDOJ×V×QD \HU YHULOPHVL� AUHO·LQ %DW× P�]LÿLQL HPVDO DODUDN \DSW×ÿ× SURMH GRÿUXOWXVXQGD� 
%DW× P�]LÿL IRUPODU× �]HULQGHQ WDUW×Ă×OP×ĂW×U� AUHO�E]JL�8]GLOHN �AE8� VLVWHPLQGH ELU VHNL]OL LoLQGH �� SHUGH 
ROPDV× YH DUDO×NODU×Q HĂLW ROPDPDV× VHEHEL\OH� HVHULQ DUPRQLN DQDOL]LQGH NDUĂ×P×]D o×NDQ DNRU WLSOHUL WHVSLW 
HGLOPLĂ YH DQDOL]OHU EX \|QWHP GRÿUXOWXVXQGD WRQDO DUPRQL DQDOL]L NDSVDP×QGD \DS×OP×ĂW×U� %X PH\DQGD 
AUHO·LQ EHVWHFLOLÿL YH NHPHQoH EHĂOHPHVLQLQ oRN VHVOLOLN DQOD\×Ă× LQFHOHQPLĂ YH NHQGL VLVWHPLQH X\DQ YH 
X\PD\DQ \DS×ODU WHVSLW HGLOHUHN |UQHNOHUOH Do×NODQP×ĂW×U�  %X HNVHQGH oDO×ĂPDP×] NHPHQoH EHĂOHPHVLQGHNL 
P�]LNDO DQDOL]LQ LON GHID HOH DO×QPDV× Do×V×QGDQ |QHP DU] HWPHNWHGLU� 

Anahtar Kelimeler
armonik analiz, Hüseyin Sadettin Arel, kemençe beşlemesi, makam teorisi, Türk 
makam müziği

'2, ���������rastmG��������� 6XEmitteG -aQXar\ ��, ���� Accepted MarFK ��, ����

*iriş
EOLRW %DWHV The Social Life of Musical 
Instruments DGO× PDNDOHVLQGH� DUDĂW×UPDF× 
KHYLQ DDZH·GHQ YHUGLÿL DO×QW×GD� oDOJ×ODU 
LoLQ� ´OQODU V|\OHP YH VL\DVDO RODUDN N�OW�U 
DÿODU×QGD \HU DO×UODU YH VWDW� EHOLUOH\LFL 
NRQXPGDG×UODU� dDOJ×ODU ELU PDWHU\DO 
ROGXNODU× NDGDU� VRV\DO \DS×Q×Q NHQGLVLGLUOHUµ 
�%DWHV� ����� ���� GHPHNWHGLU� g]HOOLNOH 
LQVDQ KD\DW×Q×Q ELU SDUoDV× RODQ oDOJ×ODU� 
VRV\DO� N�OW�UHO YH KDWWD VL\DVDO KD\DWWDQ 
D\U×ODPD] QLWHOLÿH VDKLSWLUOHU� %DWHV·LQ 

GH \D]G×ÿ× JLEL� NLPL ]DPDQ GX\JXVDO YH 
PDQHYL LKWL\DoODU× NDUĂ×OD\DQ� NLPL ]DPDQ 
WRSOXPVDO VWDW�P�]� EHOLUOHPH\H NDGDU 
LĂOHYVHOOLÿL RODQ oDOJ×ODU� P�]LÿLQ NHQGLVL 
NDGDU |QHPOL YH HWNLQ ELU UROGHGLU�

1 AUHO WDUDI×QGDQ T�UNoHOHĂWLULOPLĂ GXR� WULR� TXDUWHW YH 
TXLQWHWLQ NDUĂ×O×NODU× RODQ LNLOHPH� �oOHPH� G|UWOHPH� 
EHĂOHPH JLEL WHULPOHU� J�Q�P�]GH LNLOL� �oO�� G|UWO�� 
EHĂOL RODUDN WDQ×PODQPDNWDG×U� dDO×ĂPDP×]GD NHPHQoH 
EHĂOHPHVLQL WHPHO DOG×ÿ×P×]GDQ� EHĂOHPH WHULPL 
AUHO·LQ EXOGXÿX ELU NHOLPH RODUDN ELOLQoOL ĂHNLOGH 
NXOODQ×OPDNWDG×U�

https://dergipark.org.tr/tr/pub/rastmd/issue/75889/1232061
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+�VH\LQ SDGHWWLQ AUHO·LQ TMM·GH oRN 
VHVOLOLN G�Ă�QFHVLQL NHQGLQH |]J� NULWHUOHUOH 
JHUoHNOHĂWLUGLÿL LNLOHPH� �oOHPH� G|UWOHPH 
YH EHĂOHPH JLEL HVHUOHUL WDUDI×P×]GDQ 
LQFHOHQPLĂ YH EX oDO×ĂPDGD HO \D]PDV× 
GHIWHULQGH \HU DODQ Beşleme no.1·LQ WDULKVHO 
DUND SODQ× GRÿUXOWXVXQGD P�]LNDO YH DUPRQLN 
DQDOL]L \DS×OP×ĂW×U�

AUHO·LQ oRN VHVOLOLÿL PDNDPVDO oHUoHYHGH 
HOH DO×UNHQ DNRUODU× NXOODQPD \|QWHPOHUL 
oDO×ĂPDODU×P×] NDSVDP×QGD LQFHOHQPLĂ� 
Kemençe Beşlemesi HVHULQLQ DQDOL]LQGH PDM|U 
YH PLQ|U JLEL DNRUODUGDQ EDĂND� \HQL DUD\×ĂODU 
LoLQGH IDUNO× WLS DNRUODU×Q GD NXOODQ×OG×ÿ× 
WHVSLW HGLOPLĂWLU� %X QHGHQOH |QHUGLÿLPL] 
\|QWHP GRÿUXOWXVXQGD DNRU WLSOHUL YH EX 
DNRUODU× ROXĂWXUDQ �·O� DUDO×NODU×Q NRPD 
GHÿHUOHUL VXQXOPXĂWXU� AQFDN EX DNRUODUGD 
\HU DODQ SHUGHOHU� LFUD SUDWLÿLQGH IDUNO× 
IUHNDQVODUD WDĂ×QDELOPHNWHGLU� 3HUGHOHULQ EX 
GHÿLĂNHQOLÿL QHGHQL\OH� TDEOR �·GH VXQXODQ 
NRPD GHÿHUOHUL JHUoHN LFUD SUDWLÿLQL KHU 
]DPDQ \DQV×WPD\DFDNW×U� %X DUDO×NODU×Q 
WDQ×PODQPDV× LoLQ \LQH AE8 VLVWHPLQLQ 
VXQGXÿX NRPD GHÿHUOHUL WHPHO DO×QP×ĂW×U�

AraştırmaQıQ 6ıQırlılıÿı
MDNDOHPL]GH NHQGL LoLQGH oRN E|O�PO�� 
��� |Oo�GHQ ROXĂDQ� EHĂ D\U× oDOJ× LoLQ 
\D]×OP×Ă Beşleme no. 1 DGO× HVHUGH \HU DODQ 
P�]LN |UQHNOHUL LQFHOHQPLĂWLU� %X PH\DQGD 
GRNWRUD oDO×ĂPDV×QGD NDSVDPO× Do×NODPDV× 
YH LQFHOHPHVL \DS×ODQ HVHUGHQ� AUHO·LQ 
EHVWHFLOLN DQOD\×Ă×Q× RUWD\D o×NDUDFDÿ×Q× 
G�Ă�QG�ÿ�P�] N×V×PODU VHoLOPLĂ YH 
|UQHNOHQGLULOPLĂWLU� EVHUGH PDNDP YH WRQDO 
P�]LNWHQ \DUDUODQ×ODUDN NXUJXODQDQ oRN 
VHVOLOLN DQOD\×Ă× LoLQGH DNRU WLSOHUL WHVSLW 
HGLOPLĂ� EX DNRUODU |QHPOL NDO×Ă \HUOHULQGH 
EHOLUWLOPLĂWLU� EVHUGH NXOODQ×ODQ ´XVXOO� 
WDNVLPµ E|O�P�Q�Q JHOHQHNOH LOLĂNLVL ´K�OOL 
K�OOL\DWµ HVHUL GRÿUXOWXVXQGD VRUJXODQP×ĂW×U� 
A\U×FD HVHUGH ́ J|o�UPH �transpoze�µ \ROX\OD 
HOGH HGLOHQ PDNDPVDO \DS×ODU×Q� AUHO·LQ 
NHQGL VLVWHPLQH X\JXQOXÿX |UQHNOHQGLULOHUHN 
RUWD\D NRQPXĂWXU� 

Araştırma 3rRElemi
MDNDOHPL]LQ WHPHO DUDĂW×UPD SUREOHPL� 

+�VH\LQ SDGHWWLQ AUHO·LQ oRN VHVOLOLÿH EDN×Ă 
Do×Ă× oHUoHYHVLQGH Beşlemesi no.1 DGO× 
HVHULQLQ DQDOL] HGLOPHVL YH NHQGLVLQH DLW T�UN 
M�]LÿL VHV VLVWHPL NXUJXVX GRÿUXOWXVXQGD 
LQFHOHQPHVLQGHQ ROXĂPDNWDG×U� AUHO·LQ 
oRN VHVOLOLN DQOD\×Ă× YH PDNDPVDO P�]LÿH 
EDN×Ă Do×V× |]HOOLNOH AUHO·LQ� Türk Musikisi 
Kimindir?, Armoni Dersleri, Kontrpuan 
Dersleri, Füg Dersleri, Türk Müziği 
Nazariyatı Dersleri EDĂO×NO× NLWDS YH V�UHOL 
\D\×QODU× �]HULQGHQ GHÿHUOHQGLULOPLĂWLU�  %X 
EDN×Ă Do×V× YH G�Ă�QFHOHU GRÿUXOWXVXQGD� 
AUHO·LQ oRN VHVOL PDNDPVDO P�]LN HVHUOHULQLQ 
OLVWHVL o×NDU×ODUDN HOH DO×QP×Ă� EXQODU DUDV×QGD 
|]HOOLNOH ELU oDOJ× JUXEX �NHPHQoH� LoLQ 
EHVWHOHPLĂ ROGXÿX Beşleme no.1 DGO× HVHULQLQ 
DQDOL]L EX PDNDOHQLQ NRQXVXQX ROXĂWXUPXĂWXU� 
AUHO·H DLW NLWDS YH PDNDOHOHU G×Ă×QGD� Asrî 
Kemençe YH Orkestral Müzikte Yeni Bir Tını: 
Kemençe Kuartet LVLPOL NLWDSODU GD OLWHUDW�U 
DUDĂW×UPDV× V�UHFLQGH LQFHOHQPLĂWLU�

%X PDNDOHQLQ WHPHO DPDF× G|QHPH DLW oRN 
VHVOL PDNDPVDO P�]LN oDO×ĂPDODU× LoHULVLQGH 
AUHO·LQ oRN VHVOLOLN G�Ă�QFHVLQL NHPHQoH 
EHĂOHPHVL YH Beşleme no.1 DGO× HVHUL 
GRÿUXOWXVXQGD LQFHOHPHN� GHÿHUOHQGLUPHN 
YH P�]LNDO DQDOL]LQL VXQPDNW×U�

%X HNVHQGH�

 ¾ KHPHQoH EHĂOHPHVLQLQ oRN VHVOL TMM 
LoLQGHNL \HUL QHGLU"

 ¾ AUHO·LQ KHPHQoH EHĂOHPHVLQL 
ROXĂWXUPD ILNUL QHUHGHQ JHOPLĂWLU"

 ¾ %HĂOHPH QR� � PDNDPVDO oRN VHVOLOLN 
DQOD\×Ă× oHUoHYHVLQGH QDV×O EHVWHOHQPLĂ 
YH oRN VHVOLOLN DQOD\×Ă× PDNDPVDO P�]LÿH 
QDV×O X\JXODQP×ĂW×U"

 ¾ EVHUGH PDNDPVDO DQOD\×Ă \DQ×QGD 
WRQDO NXUJXODU GD YDU P×G×U"

 ¾ EVHULQ IRUPX QDV×OG×U"

 ¾ DRQDQ×P� DQDKWDU YH P�]LN WHULPOHUL 
NXOODQ×P× SDUWLV\RQD QDV×O \DQV×P×ĂW×U"

JLEL VRUXODU oDO×ĂPDP×]×Q WHPHO HNVHQLQL 
ROXĂWXUPDNWDG×U�
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<|Qtem 
%X PDNDOH J|]OHP� DQDOL] YH YHUL WRSODPD 
HVDV×QD GD\DQDQ QLWHO ELU DQOD\×Ă×Q �U�Q� 
ROXS� +�VH\LQ SDGHWWLQ AUHO·LQ G�Ă�QFH 
G�Q\DV× Do×V×QGDQ oRN VHVOLOLN ILNUL 
GRÿUXOWXVXQGD ´NHPHQoH EHĂOHPHVL SURMHVLµ 
YH HVHULQ P�]LN DQDOL]LQL NDSVDPDNWDG×U� 
dDO×ĂPDP×]×Q DQD HNVHQLQL� NHPHQoH 
EHĂOHPHVLQLQ P�]LNDO YH DUPRQLN DQDOL]L 
ROXĂWXUPDNWDG×U� G�Q�P�]H NDGDU NHPHQoH 
EHĂOHPHVL LOH \DS×ODQ oDO×ĂPDODU WDULKVHO YH 
RUJDQRORMLN ER\XWWD NDOP×Ă� HVHU J�Q�P�]H 
NDGDU VHVOHQGLULOHPHPLĂ� DUPRQLN \D GD 
PDNDPVDO LQFHOHPHVL \DS×OPDP×ĂW×U� %X 
PDNDOH YH PDNDOHQLQ EDÿO× ROGXÿX GRNWRUD 
WH] oDO×ĂPDP×]GD� NRQX LON NH] P�]LNDO YH 
DUPRQLN DQDOL] GRÿUXOWXVXQGD HOH DO×QP×ĂW×U�

Ao×NODQPDV× JHUHNHQ |QHPOL QRNWDODUGDQ 
ELUL GH HVHUL DQDOL] HGHUNHQ NXOODQG×ÿ×P×] 
YH TMM·GH ROGXNoD V×N NDUĂ×ODĂ×ODQ WHULP 
RODQ ¶oHĂQL· NDYUDP×G×U� ¶dHĂQL· NDYUDP× 
LON RODUDN +DĂLP %H\ EGYDU×QGD MXKD\\HU 
PDNDP× WDULILQGH NXOODQ×OP×ĂW×U� ´«
MXKD\\HUGHQ SHUGH SHUGH 1HYD� dDUJkK� 
SHJkK DoDUDN F�]·v SDEk oHĂQLVL EHOOL 
EHOLUVL] LFUD HGHUHN«µ �ONDQ� ����� ���� 
+DĂLP %H\·LQ LIDGHOHUL oHUoHYHVLQGH oHĂQL\L 
PDNDP×Q HVDV SHUGHOHULQLQ G×Ă×QGD ELU UHQN 
ROXĂWXUDQ \DS× RODUDN G�Ă�QHELOLUL]� 1LWHNLP 
MXKD\\HU PDNDP× SHUGHOHULQLQ G×Ă×QGDNL 
SDEk SHUGHVLQGHQ EDKVHGHUNHQ� RUDGD 
ROXĂDQ IDUNO× ELU PHORGLN \DS×\× WDQ×PODPDN 
LoLQ oHĂQL NDYUDP×Q×Q NXOODQ×OG×ÿ× Do×NW×U� 
AUHO YH RDXI <HNWD QD]DUL\DW NLWDSODU×QGD 
JHoPHPHNOH ELUOLNWH� oHĂQL NDYUDP×Q× AUHO 
HNRO�QGHQ İVPDLO +DNN× g]NDQ Türk Musikisi 
Nazariyatı ve Usulleri DGO× HVHULQGH EDVLW 
PDNDPODU× ROXĂWXUDQ �·O� YH �·OLOHUL oHĂQL 
RODUDN YHUPLĂWLU�

g]NDQ� oHĂQL\L ĂX ĂHNLOGH WDULI HWPLĂWLU� 
´dHĂQL� OH]]HW GHPHNWLU� T�UN PXVLNLVL HVDV×Q×� 
oHĂQL GHGLÿLPL] �·O� YH �·OLOHU PH\GDQD 
JHWLULUµ ������ ���� <DNXS )LNUHW KXWOXÿ LVH 
Türk Musikisinde Makamlar DGO× NLWDE×QGD 
oHĂQLQLQ PDNDPODU× WDQ×WPD J�F�QH VDKLS 
ROGXÿXQX YH EX ĂHNLOGH ELU PDNDP× GLÿHULQGHQ 
D\×UW HGHELOGLÿLPL]L \D]PDNWDG×U �KXWOXÿ� 
����� ��� ����� %X Do×NODPDODUGDQ EHOLUOL 

ELU UHQJL YH W×Q×\× LIDGH HGHQ PHORGLN \DS×\D 
oHĂQL GHQLOHELOHFHÿL o×NDU×P× \DS×ODELOLU�

dDO×ĂPDP×]GD oHĂQL WHULPL� ED]× SHUGHOHU 
�]HULQGH \DS×ODQ YH EHOLUOL ELU PDNDP LOH 
WDQ×PODQDELOHQ \D GD WDQ×PODQDPD\DQ 
PHORGLN \DS×ODU LoLQ NXOODQ×OPDNWDG×U� %X 
PHORGLN \DS×ODU %DW× P�]LÿLQGHNL WRQDO \DS×\D 
\DNODĂW×ÿ× GXUXPODUGD� oHĂQLQLQ \DQ×QGD 
WRQDO P�]LÿH DW×I \DSDQ NDYUDPODUOD GD LIDGH 
HGLOPHNWHGLU� 1LWHNLP AUHO HVHUOHULQL LNL 
P�]LÿLQ GH DUDo YH PDWHU\DOOHUL NXOODQDUDN� 
KLEULW ĂHNLOGH PH\GDQD JHWLUPLĂWLU�

KHPHQoH EHĂOHPHVLQLQ WRQDO DUPRQL HVWHWLÿL 
oHUoHYHVLQGH EHVWHOHQPLĂ ROGXÿX J|U�OHELOLU� 
KXOODQ×ODQ oRN VHVOLOLN DQOD\×Ă× WRQDO DUPRQL 
VLVWHPL LOH NXUJXODQP×Ă ROVD GD HVHUGH PDMRU� 
PLQRU� DUWP×Ă YH HNVLOPLĂ JLEL DNRUODU×Q \DQ× 
V×UD oRN JHQLĂ ELU \HOSD]H\H \D\×ODQ DNRUODUOD 
NDUĂ×ODĂPDNWD\×]� %XQXQ QHGHQL� TMM 
oHUoHYHVLQGH AE8 VLVWHPLQLQ ELU WDP VHVL � 
NRPD\D E|OPHVLGLU� SRQXoWD �·O� DUDO×NODUGDQ 
ROXĂDQ DNRU \DS×ODU× EX NRPD GHÿHUOHULQH 
J|UH TLS��� TLS��« RODUDN WHVSLW HGLOPLĂ YH 
HVHU LoLQGH GH JHUHNOL \HUOHUGH J|VWHULOPLĂWLU 
�TDEOR ��� %|\OHOLNOH WRQDO P�]LÿLQ \DS×V×QGD 
EXOXQPD\DQ DNRU \DS×ODU× ROXĂWXUXOPXĂWXU� 
EVHULQ WDĂ×G×ÿ× KLEULW \DS× VHEHEL\OH� EX 
oDO×ĂPD\D |]J� ELU DNRU V×Q×ÁDQG×UPD VLVWHPL 
JHOLĂWLULOPLĂWLU� �·O� DNRU VLVWHPLQLQ PDNDP 
P�]LÿLQH |]J� XQVXUODUOD E�W�QOHĂWLUHQ 
EHĂOHPH HVHULQLQ DUPRQLN DQDOL]LQL P�PN�Q 
N×ODQ EX VLVWHP DĂDÿ×GD VXQXOPXĂWXU�
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7aElR �� ANRU WLSOHUL YH NRPD GHÿHUOHUL

AkRr 7iSi Alt �·l� .Rma 'eÿeri hst �·l� .Rma 'eÿeri
TLS�� 18 13

TLS�� 17 14

TLS�� 14 17

TLS�� 13 18

TLS�� 18 17

TLS�� 18 18

TLS�� 14 13

TLS�� 13 13

TLS�� 17 10

TLS��� 17 9

TLS��� 10 16

TLS��� 10 17

TLS��� 17 18

TDEORGD �·OL DNRUODUGDNL DOW YH �VW �·O�OHULQ 
NRPD GHÿHUOHUL YHULOPLĂ YH DNRU WLSOHULQLQ 
oHĂLWOLOLÿL WHVSLW HGLOPLĂWLU�

%XlJXlar
MDNDOHPL]GH NHQGL LoLQGH oRN E|O�PO�� ��� 
|Oo�GHQ ROXĂDQ� EHĂ D\U× oDOJ× LoLQ \D]×OP×Ă 
Beşleme no. 1 DGO× HVHULQ P�]LNDO GLOLQL 
\DQV×WW×ÿ×Q× G�Ă�QG�ÿ�P�] P�]LN |UQHNOHUL 
LQFHOHQPLĂWLU� %X GRÿUXOWXGD PDNDPVDO 
oRN VHVOLOLN NXUJXVX LoLQGH NDUĂ×P×]D o×NDQ 
DNRU WLSOHUL WDEOR KDOLQGH YHULOHUHN� HVHU 
LoLQGH J|VWHULOPLĂWLU� KDQWHPLURÿOX·QXQ 
´K�OOL K�OOL\DWµ HVHUL ×Ă×ÿ×QGD� HVHUGHNL 
´XVXOO� WDNVLPµ E|O�P�Q�Q JHOHQHNOH LOLĂNLVL 
HOH DO×QP×ĂW×U� dRN VHVOLOLN NXUJXVX LoLQGH 
PDNDP NXOODQ×P×Q×Q� AUHO·LQ NHQGL QD]DUL\DW 
YH VHV VLVWHPLQH X\JXQOXÿX VRUJXODQP×Ă 
YH |UQHNOHUOH Do×NODQP×ĂW×U� A\U×FD AUHO 
WDUDI×QGDQ� %DW× P�]LÿLQGHNL quartet 
YH quintet JUXSODU×QGDQ LOKDP DO×QDUDN 
ROXĂWXUXODQ YH WHPHOGH NHPHQoH EHĂOHPHVL 
LoLQ EHVWHOHQHQ HVHUGH� �ÁHPHOL oDOJ× RODQ 
QH\ oDOJ×V×Q×Q \HU DOPDV× %DW× P�]LÿLQGHNL 
IRUPODU ×Ă×ÿ×QGD LQFHOHQPLĂWLU�

+�se\iQ 6aGettiQ Arel·iQ %esteFiliÿi Ye 
Eserleri
´AUHO HNRO�µQGHQ RODQ <×OPD] g]WXQD YH 
AUHO·H +DVDQ )HULW AOQDU LOH EDÿODQDQ RXKL 
A\DQJLO WDUDI×QGDQ AUHO·LQ HVHUOHUL W�UOHULQH YH 

VD\×ODU×QD J|UH OLVWHOHQPLĂWLU �EVHUOHULQ JHQLĂ 
NDSVDPO× V×Q×ÁDPD YH OLVWHVL LoLQ EN]� AUHO 
SHPSR]\XPX� A\DQJLO� ����� ������� <×OPD] 
g]WXQD ´AUHO·LQ ELQH \DN×Q NRPSR]LV\RQXQXQ 
DVO× KDOD LDLND KDUDEH\·GHµ �g]WXQD� ����� 
��� LIDGHVL\OH� AUHO·LQ ELQ FLYDU×QGD HVHUL 
ROGXÿXQX EHOLUWPHNWHGLU� İON EHVWHFLOLN 
\×OODU×QGD %DW× P�]LÿL YH IRUPODU×Q× NXOODQDUDN 
EHVWHOHU \DSDQ AUHO� VRQUDNL \×OODUGD GDKD 
oRN TMM·\H HÿLOPLĂ YH EXQD \|QHOLN HVHUOHU 
YHUPLĂWLU� g]WXQD� AUHO·LQ HVHUOHULQGH \�] 
FLYDU×QGD PDNDP NXOODQG×ÿ×Q× V|\OHPHNWHGLU� 
�� K�UGLOLKLFD]NkU� �� 8ĂĂDN� �� +�VH\QL� �� 
)HUDKQ�PD� �� %D\DWL� �� 1LNUL]� �� AFHP�
AĂLUDQ� �� KDUF×ÿDU� �� 1LKDYHQG JLEL« 
�g]WXQD� ����� ��������� AUHO·LQ TMM·GH 
QRWDV\RQ NRQXVXQD D]DPL GLNNDW HGHQ 
EHVWHFL ROGXÿXQX V|\OH\HELOLUL]� KXOODQG×ÿ× 
GLQDPLN� DUWLN�ODV\RQ� DQDKWDU� GRQDQ×P 
NXOODQ×P×� WHPSR WHULPOHUL� PHWURQRP YV� 
LFUDF×ODUD HVHUOHULQ \RUXPX KDNN×QGD ROGXNoD 
ILNLU YHUPLĂ YH \RO J|VWHULFL ROPXĂ� EX 
PDQDGD TMM·QLQ LFUD SUDWLÿLQH \HQL ELU EDN×Ă 
Do×V× JHWLUPLĂWLU� MDNDP GL]LOHULQL ĂHG RODUDN 
NXOODQPDV×� |]HOOLNOH GRQDQ×P LĂDUHWOHULQL 
V×N UDVWODQ×OPD\DQ ELU ĂHNOH oHYLUPLĂ YH 
EX QRNWDGD LFUDF×\× SR]LV\RQ NXOODQPD\D 
YH oDOJ×V×Q×Q V×Q×UODU×Q× NHĂIHWPH\H WHĂYLN 
HWPLĂWLU�
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AUHO·LQ HVHUOHULQGH NXOODQG×ÿ× WDVYLUL EDĂO×NODU 
�D�ÿ�Q EYLQGH� O\XQFX K×]� )HQD�\L +D\DW 
YV�� JHOHQHNWHQ JHOHQ ELU GXUXP ROVD GD 
�EN]� TXUD� Kantemiroğlu Edvarı Cilt II, ����� 
&HYKHU� Ali Ufki Bey ve Haza Mecmua i Saz 
ü Söz \HU DODQ WDVYLUL EDĂO×NO× HVHUOHU� ������ 
AUHO·LQ EX \|QWHPL L]OHQLPFL EHVWHFLOHU 
JLEL NXOODQG×ÿ×Q× V|\OH\HELOLUL]� gUQHÿLQ 

¶LNLOHPHOHU QR� �· GHIWHULQGHNL NHPDQ YH 
YL\ROD LoLQ \D]G×ÿ× DXD DGO× HVHUGH� QRUPDOGH 
HQVWU�PDQWDO RODUDN LFUD HGLOHQ N×V×PODU×Q 
DOW×QD  ¶OD LODKH LODOODK· JLEL GLQL ELU PHWQLQ 
\D]×OPDV×� HVHULQ EDĂO×ÿ× RODQ GXD NDYUDP×Q× 
LFUDF× Do×V×QGDQ GDKD HWNLOL N×OPDNWDG×U 
�)LJ�U ���

)iJ�r �� İNLOHPHOHU QR�� ¶DXD· E|O�P�

7aElR �� )RUPODU×QD J|UH T�UN PDNDP P�]LÿL EHVWHOHUL WDEORVX

AUHO·LQ WHVSLW HGLOHQ WHN VHVOL EHVWHOHULQLQ VD\×V× W�UOHULQH J|UH ĂX ĂHNLOGHGLU �TDEOR ���

7�rk Makam M�]iÿi (serleri

'iQi (serler 6|]l� (serler Saz Eserleri

 ¾ �� MHYOHYL A\LQL
 ¾ ��� DXUDN
 ¾ �� İODKL

 ¾ �� TDNVLP �1H\ LoLQ�
 ¾ �� 3HĂUHY
 ¾ �� KRQVHU SD] SHPDLVL
 ¾ �� SD] SHPDLVL
 ¾ �� O\XQ +DYDV×
 ¾ �� TDVYLUL SD] EVHUL
 ¾ � TDNVLP
 ¾ � K|oHNoH
 ¾ K|oHNoH TDN×P× ��� ���

 ¾ %HVWH
 ¾ SHPDL
 ¾ �� GD]HO
 ¾ � GD]HOOL TDNVLP
 ¾ � MDUĂ �İVWLNODO MDUĂ×� 

MDKXU %D\UDN MDUĂ×�
 ¾ ��� āDUN×

AUHO·LQ NHPHQoH EHĂOHPHVL LoLQ \D]G×ÿ× 
WRQDO YH PDNDPVDO oHUoHYHGHNL HVHUOHUL LNL 
DGHWWLU� ¶%HĂOHPH QR� �·� QH\� NHPHQoH� DOWR 
NHPHQoH� WHQRU NHPHQoH� EDV NHPHQoH LoLQ 
EHVWHOHQPLĂWLU� ¶%HĂOHPH QR� �·� � NHPDQ� 
DOWR� YL\RORQVHO� WDQEXU LoLQ EHVWHOHQPLĂ 
IDNDW WDPDPODQPDP×ĂW×U�

AUHO·LQ HVHUOHULQGH KHP \HQL ELU DQOD\×Ă 

\DUDWPD KDVOHWL� KHP GH GLGDNWLN |]HOOLNOHU 
J|]OHPOHQHELOPHNWHGLU� %XQXQ HQ |QHPOL 
VHEHSOHULQGHQ ELUL GDKD |QFH \DS×OPDP×Ă 
\D GD GHQHQPHPLĂ XQVXUODU EDU×QG×UPDV× 
EDN×P×QGDQ HOH DO×QDELOLU� AUHO EX XQVXUODU× 
NLPL ]DPDQ %DW× P�]LÿL PDWHU\DOOHULQGHQ� 
NLPL \D GD oRÿX ]DPDQ GD TMM DQOD\×Ă×QGDQ 
\DUDUODQDUDN HVHUOHULQGH WDWELN HWPLĂWLU� 
TDQ]LPDW VRQUDV× TMM·\L %DW× P�]LÿL 
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DQOD\×Ă× LOH DUPRQL]H HWPH HÿLOLPLQLQ |QHP 
ND]DQPDV×QGDQ VRQUD AUHO� TMM oDOJ× YH 
PDNDPODU×Q× oRN VHVOL ELoLPGH NXOODQDQ YH 
EX GRÿUXOWXGD ROGXNoD ID]OD HVHU YHUHQ LON 
EHVWHFLOHUGHQGLU� dRN VHVOLOLÿL WRQDO DUPRQL 
HVWHWLÿL oHUoHYHVLQGH HOH DO×UNHQ� PDNDPVDO 
P�]LÿH LOLĂNLQ VRUXQODUOD NDUĂ×ODĂW×ÿ×� KDWWD 
NHQGL VLVWHPLQH PXKDOLI RODQ PDWHU\DOOHU 
NXOODQG×ÿ× J|U�OPHNWHGLU� %XQXQOD ELUOLNWH 
oDO×ĂPDODU×Q×Q DODQ×QGD LON ROGXÿX J|] |Q�QH 
DO×QPDO× YH GLGDNWLN GHQHPHOHU RODUDN 
GHÿHUOHQGLUPHOLGLU�

+�VH\LQ SDGHWWLQ AUHO EHVWHFLOLÿH YH ´GkKL 
EHVWHFLµ \HWLĂWLUPH\H ROGXNoD |QHP 
YHUPHNWHGLU� OQXQ LoLQ EHVWHFL |\OH PXD]]DP 
\HQLOLNOHU \DSDU� |\OH KDULNDODU \DUDW×U NL 
kOHPOHU ELUOHĂVH ELOH EXQX LFDW HGHPH]OHU� 
AUHO EHVWHFLQLQ EXQX \DSDELOPHVL LoLQ VHNL] 
WHNQLNWHQ EDKVHWPHNWHGLU� %XQODU� DUPRQL� 
NRQWUSXDQ� NDQRQ� I�J� NRPSR]LV\RQ� 
oDOJ×ODPD YH RUNHVWUDV\RQGXU �ON� ����� 
����� AUHO KHU ELULQL ́ LOLPµ RODUDN WDQ×PODG×ÿ× 
EX GDÿDUF×ÿ× HVHUOHULQGH X\JXODPD\D 
|]HOOLNOH GLNNDW HWPLĂWLU� %X X\JXODPD\× TMM 
oDOJ×ODU× YH PDNDPVDO ĂHNLOGH LIDGH HWPHVL� 
AUHO·LQ GH\LPL\OH ́ PLOOL ELU PXVLNLµ ROXĂWXUPD 
NRQXVXQGD EHVWHFLOHUH ELU NDS× DoPD J�G�V� 
WDĂ×PDNWDG×U�

.emeQoe %eşlemesi Ye ¶%eşleme 1R� �·
KHPHQoHFL 9DVLODNL YH TDQEXUL &HPLO %H\·GHQ 
|QFH ¶NDED VD]· \D GD N|oHNoH WDN×PODU× 
LoLQGH RODQ NHPHQoH� EDKVHWWLÿLPL] LVLPOHU 
LOH ¶LQFH VD]· WDN×P×QD GDKLO ROPXĂWXU� &HPLO 
%H\ NHPHQoH\H G|UG�QF� WHOL LODYH HGHQ 
LON LFUDF×ODUGDQG×U� D|UG�QF� WHOL HNOHUNHQ 
NHPHQoHQLQ WHO ER\ODU×Q× J|] |Q�QGH 
EXOXQGXUPD\DQ &HPLO %H\·GHQ VRQUD AUHO� 
NHPHQoH\H �VW HĂLÿL HNOH\HUHN WHO ER\ODU×Q× 
HĂLWOHPLĂ YH ROXĂWXUGXÿX NHPHQoH\L ¶VRSUDQR 
NHPHQoH· RODUDN NDEXO HWPLĂWLU� 

Z�KG� R×]D TLQHO·LQ ����·GH NDOHPH DOG×ÿ×� 
NHPHQoH �]HULQH RUJDQRORMLN RODUDN |QHULOHU 
YH WDYVL\HOHU YHUGLÿ� G|UW WHOOL NHPHQoH YH 
NHPDQ DLOHVLQGHQ |UQHN DO×QDUDN G�]HQOHQPLĂ 
¶NHPHQoH EHĂOHPHVL·QGHQ EDKVHGLOHQ ¶AVUL 
KHPHQoH· DGO× NLWDS GD EHĂOHPHQLQ LON 
ILNLUOHULQL VXQDQ HQ |QHPOL ND\QDNODUGDQ 
ELULGLU �SDU×� ����� ����

AUHO·LQ � AÿXVWRV ����·GH MXVLNL 
MHFPXDV×·QGD \D]G×ÿ×� ´KHPHQoH %HĂOHPHVL 
+DNN×QGD +DW×UDODU YH D�Ă�QFHOHU���µ DGO× 
PDNDOHVLQGH EX G�Ă�QFHVLQLQ QDV×O KDV×O 
ROGXÿXQX DQODWPDNWDG×U� A\Q× VD\×GD VRSUDQR� 
DOWR� WHQRU� EDV YH NRQWUEDV KHPHQoHOHULQ 
DQDKWDUODU× LOH VHV VDKDODU× �)LJ�U �� YH 
G|QHPLQ LFUDF×ODU×Q×Q IRWRÿUDÁDU× YHULOPLĂWLU 
�)LJ�U ��� �AUHO� ����� �� �����

gWHGHQ EHUL NHPHQoHQLQ PXVLNLPL]GH 
GHÿHU LOH P�WHQDVLS ELU PHYNL DODPDG×ÿ×Q× 
J|U�U� EX VD]×Q KXVXVL\HWL ER]XOPDNV×]×Q 
WHNHPP�O HWWLULOHFHN ROXUVD P�KLP 
YD]LIHOHU \�NOHQHELOHFHÿLQL G�Ă�Q�UG�P� 
MLQLPLQL F�VVHVLQGHQ KLo XPXOPD\DFDN 
ELU J�UO�NOH o×NDUG×ÿ× WRN YH GRQXN VHVWHNL 
FD]LEH���KHU ]DPDQ EHQL LOJLOHQGLULUGL� 
+DWWD R PHUDNOD ELU YDNLW NHPHQoH GH 
oDOP×ĂW×P�

G|QO�P GL\RUGX NL� EX VD] \HJkK� UDVW� 
QHYD VHVOHULQH G�]HQOHQHQ �o WDQHFLN 
WHOLQ PDKGXW LPNDQODU× LoLQGH V×N×Ă×N 
NDOPDV×Q GD KHP WHOOHUL� NHPDQGD ROGXÿX 
JLEL G|UGH LEODÿ HGLOLS NDED UDVW� \HJkK� 
G�JkK� K�VH\QL VHVOHULQH G�]HQOHQVLQ� 
KHP GH \LQH NHPDQ QHYLQGH ROGXÿX 
JLEL ELUELULQGHQ E�\�N EHĂ NHPHQoH 
Y�FXGD JHWLULOHUHN WDNULEHQ EHĂ VHNL]OL 
JHQLĂOLÿLQGH VHV VHUYHWLQH YH R QLVEHWWH 
ERO LPNDQODUD VDKLS� SROLIRQL\H HOYHULĂOL 
ELU VD] KH\HWL RUWD\D o×NDU×OV×Q �AUHO� 
����� �� ���

)iJ�r �� KHPHQoH oHĂLWOHULQLQ DNRUW YH VHV VDKDODU× �AUHO� ����� �� ��
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)RtRÿraI �� KHPHQoH %HĂOHPHVL YH LFUDF×ODU×Q IRWRÿUDÁDU× �SDU×� ����� ���

%DW×GDNL \D\O× oDOJ× WRSOXOXÿXQXQ VHV VDKDV× 
GRÿUXOWXVXQGD� alto, tenor, bas YH kontrbas 
ĂHNOLQGH LIDGH HWWLÿL EHĂ NHPHQoH ILNULQL 
NXUJXODP×ĂW×U� %X NXUJX� EDW×Q×Q NHPDQ 
DLOHVLQLQ T�UN M�]LÿLQH KDV ELU oDOJ×\OD 
GD ROXĂWXUXODELOHFHÿLQL NDQ×WODUNHQ� 
JHOHQHNVHO ELU oDOJ× WRSOXOXÿX NXUPD\× GD 
KHGHÁHPHNWHGLU2�

Orkestral Müzikte Yeni Bir Tını: Kemençe 
Kuartet EDĂO×NO× NLWDSWD +�VH\LQ SDGHWWLQ AUHO 
YH Z�KG� R×]D T×QHO WDUDI×QGDQ EDĂODW×ODQ� 
2 g]HOOLNOH ��� \�]\×O×Q LNLQFL \DU×V×QGD RUWD\D o×NDQ 
¶XOXVDOF×O×N· ÀNUL� WRSOXPODU×Q KHU DODQ×QGD HWNLOL 
ROGXÿX JLEL� P�]LNWH GH HWNLVLQL J|VWHUPLĂWLU� ,� D�Q\D 
SDYDĂ× ����������� |QFHVLQGH \RÿXQODĂDQ YH VRQUDV×QGD 
GDKD NHVNLQOHĂHQ EX G�Ă�QFHQLQ LON WH]DK�UOHUL 
dDUO×N D|QHPLQLQ VRQ ]DPDQODU×QGD 9DVLO\ 9DVLOLHYLFK 
AQGUH\HY·LQ NXUGXÿX YH VRSUDQRGDQ EDVD NDGDU EHĂ D\U× 
oDOJ×GDQ ROXĂDQ %DODOD\ND WRSOXOXÿX LOH J|U�OP�ĂW�U 
�SDU×� ����� ������� ����·WH LP]DODQDQ 9DUĂRYD 3DNW× 
LOH ROXĂDQ DRÿX %ORÿX �ONHOHUL �%XOJDULVWDQ� 3RORQ\D� 
RRPDQ\D� MDFDULVWDQ�� ����·GH RXV\D SRY\HW )HGHUDWLI 
&XPKXUL\HWLQLQ \×N×OPDV×\OD EX UHÁHNVL J|VWHUPLĂOHUGLU 
�SDU×� ����� ����� RXV\D )HGHUDV\RQXQGDQ D\U×ODQ 
EX �ONHOHU� EDÿ×PV×]O×NODU×Q× ND]DQPDODU×\OD ELUOLNWH 
JHOHQHNVHO \DS×ODU× �]HULQGHQ ELUOLN YH EHUDEHUOLN 
GX\JXODU×Q× VHUJLOHPLĂ YH EXQXQ HQ |QHPOL |UQHNOHULQL 
P�]LN DODQ×QGD JHOHQHNVHO oDOJ× RUNHVWUDODU× NXUDUDN 
J�oOHQGLUPLĂOHUGLU�

&DIHU Ao×Q YH &�QH\W OUKRQ WDUDI×QGDQ HPHN 
YHULOLS GHYDP HWWLULOPH\H oDO×Ă×ODQ NHPHQoH 
EHĂOHPHVL SURMHVLQGH NRQWUEDV NHPHQoH YH 
EDULWRQ NHPHQoHQLQ KDQJL RUDQ YH PDNVDW LOH 
LPDO HGLOGLNOHUL WDUW×Ă×OP×ĂW×U �KRQX LOH LOJLOL 
WDULKVHO DUND SODQ LoLQ EN]� SDU×� ����� ���
���� KDOG× NL AUHO� Beşleme no.1 DGO× HVHUL 
ELU QH\ YH G|UW NHPHQoH LoLQ \D]P×Ă YH 
NRQWUEDV NHPHQoH\L NXOODQPDP×ĂW×U �SDU×� 
����� ���� İOJL oHNHQ |QHPOL NRQXODUGDQ ELUL 
GH� EHĂOHPHGH QH\ oDOJ×V×Q×Q NXOODQ×OPDV×G×U� 
AUHO QHGHQ oDOJ×ODPDGD NRQWUEDV NHPHQoH 
\HULQH QH\ WHUFLK HWPLĂWLU" %XQXQ FHYDE×Q× 
YHUPHN ]RU ROPDNOD ELUOLNWH� |]HOOLNOH %DW× 
P�]LÿLQGH RUNHVWUD oDOJ×ODU×Q×Q JHOLĂLPLQLQ 
V�UG�UG�ÿ� ��� \�]\×O RUWDODU×Q× KDW×UODPDN 
JHUHNHELOLU�

Divertimento, Seranad, Nocturne \D GD 
Scherzi IRUPODU×QD DLW P�]LNOHUGH� \D\O×ODU× 
SHGDO VHV YH NDGDQVODUGD GHVWHNOHPHN 
LoLQ Á�W� NRUQR� NODULQHW JLEL oDOJ×ODU×Q 
NXOODQ×P×Q× J|UPHNWH\L] �SPLWK� �����  ����
����� KHPHQoH EHĂOHPHVLQL ROXĂWXUXUNHQ 
%DW× P�]LÿLQGHNL G|UWO� YH EHĂOLOHUL G�Ă�QHQ 
AUHO·LQ� EHVWHFL RODUDN \LQH IRUPODUGDQ 
YH oDOJ×ODPDGDQ ILNLU RODUDN \DUDUODQG×ÿ× 
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NDQ×V×QGD\×]� A\U×FD AUHO·LQ NHPHQoH 
EHĂOHPHVL ILNULQL \LQH %DW× P�]LÿLQGHNL 
quartet �G|UWOHPH� \D GD quintet �EHĂOHPH� 
JUXSODU×QGDQ DOG×ÿ×Q× V|\OHPHN GH 
P�PN�QG�U� %X NRQXGD HQ |QHPOL DPDF×� 
NHQGLVLQLQ GH EHOLUWWLÿL JLEL� VHNL] RNWDYD 
YDUDQ ELU VHV VDKDV× HOGH HGLS� oRN VHVOLOLÿL 
EX GRÿUXOWXGD X\JXODPDNW×U�

AUHO·LQ ¶KHPHQoH %HĂOHPHVL· LoLQ EHVWHOHGLÿL� 
İVWDQEXO %�\�NĂHKLU %HOHGL\HVL  �İ%%�
AWDW�UN K�W�SKDQHVL·QGH LDLND KDUDEH\ 
KROHNVL\RQX·QGD EXOXQDQ Beşleme no.1 
�M�]LN DHIWHUL� EDĂO×ÿ×Q× WDĂ×\DQ HVHU� � 
QXPDUDO× GHIWHUGH \HU DOPDNWDG×U� EQYDQWHUL 
ĂX ĂHNLOGHGLU �TDEOR ���

%eşleme QR� ,

'eIter 1R 1

Kapak KDKYHUHQJL NDSDN

g]elliÿi 3RUWHOL P�]LN GHIWHUL

'ili T�UNoH

6a\Ia �� VD\ID VD\×V×� WRSODPGD �� VD\ID

'XrXm DHPLUEDĂ

7aElR �� %HĂOHPH QR�� DGO× HVHULQ HQYDQWHUL

EVHUGH NXOODQ×ODQ oDOJ×ODU ĂXQODUG×U� QH\� 
VRSUDQR NHPHQoH� DOWR NHPHQoH� WHQRU 
NHPHQoH YH EDV NHPHQoH� EVHULQ XVXO� 
����·OLN DNVDN VHPDLGLU� WHPSR E|O�P�QH 
allegro \D]×OP×Ă YH PHWURQRP VHNL]OLN QRWD\D 
��� RODUDN EHOLUWLOPLĂWLU� %DĂO×N YH EHVWHFLQLQ 
LVPL LDWLQ KDUÁHUL LOH oDOJ×ODU×Q LVLPOHUL LVH 
AUDS KDUÁHUL\OH \D]×OP×ĂW×U� İON VD\IDQ×Q VDÿ 
�VW�QH ���� WDULKL ND\GHGLOPLĂWLU� %X HVHULQ 

EHVWHOHQPH WDULKL PL \RNVD QRWD\D DO×QPD 
WDULKL PLGLU" %XQX WDKPLQ HWPHN ĂX DQ ]RU 
ROPDNOD ELUOLNWH� oDOJ×ODU×Q LVLPOHULQLQ AUDS 
KDUÁHUL\OH \D]×OPDV×� EHVWHQLQ EX WDULKWHQ 
|QFH \DS×OG×ÿ×QD GDLU ELU ILNLU YHUHELOLU�

DHIWHUGHNL HVHUOHUGH K×]� J�UO�N YH oDOJ×ODU×Q 
oDO×Ă WHNQLNOHUL DQODP×QGD NXOODQ×ODQ WHULPOHU 
LVH ĂX ĂHNLOGHGLU �TDEOR ���

+ı] 7erimleri *�rl�k 7erimleri 7ekQik 7erim Ye 8\JXlama

Allegro Poco 
Ritardando

Tempo 1 
Rallentando

Piano (p)
Forte (f)

Mezzo Forte (mf) 
Fortissimo (ff) 
Sforzando (sfz)

3L]]LFDWR
AUFR

SWDFFDWR
SXO A

TDNVLP
TULOO �WU��

<DSD\ YH GRÿDO DUPRQLNOHU

9XUJX �!�
&�POH %Dÿ×
8]DWPD %Dÿ×

SHNL]OLN
dDUSPD

3XDQGRUJ
ANRU YH oLIW VHVOHU

7aElR �� %HĂOHPHGHNL J�UO�N WHULPOHUL
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EVHUGH PDNDP GHÿLĂLPOHULQGHQ ND\QDNODQDQ 
GRQDQ×PODU NXOODQ×P V×UDV×QD J|UH ĂX 

ĂHNLOGHGLU �)LJ�U ���

)iJ�r �� EVHUGH NXOODQ×ODQ GRQDQ×PODU

)LJ�U �·WH J|U�OHQ GRQDQ×PODUD J|UH� 
HVHUGH NXOODQ×ODQ PDNDPODU JHQHO RODUDN 
ĂX ĂHNLOGHGLU� �� +LFD] DLOHVL PDNDPODU× 
LoLQ� �� )D GL\H] �]HULQGH M�VWHDU YH SHJkK 
PDNDPODU× LoLQ� �� +�VH\QL PDNDP× LoLQ� �� 
+�VH\QL PDNDP× LoLQ� �� LD �]HULQGH %XVHOLN� 
1HYHVHU PDNDPODU× LoLQ� �� )D �]HULQGH 
dDUJkK3 PDNDP×  LoLQ� �� %X GRQDQ×P AUHO�
E]JL VLVWHPLQGH oRN V×N J|U�OPH\HQ IDNDW 
HVHUL LQFHOHGLÿLPL] NDGDU×\OD +�PD\XQ� K�UGL 
PDNDPODU×Q×Q )D VHVL �]HULQH J|o�U�OPHVL\OH 
3 S|]�Q� HWWLÿLPL] dDUJkK PDNDP×� AE8 VLVWHPLQGH 
NXOODQ×ODQ YH EX WDULIH J|UH� TT%T �dDUJkK �·OLVL� � TT% 
�dDUJkK �·O�V��·GHQ ROXĂDQ ELU \DS×\D VDKLSWLU YH %DW× 
P�]LÿLQGHNL DR PDM|U GL]LVLQH ROGXNoD EHQ]HPHNWHGLU� 
GHOHQHNWH NXOODQ×ODQ dDUJkK PDNDP× LVH GDKD IDUNO×G×U� 
gUQHÿLQ ��� \�]\×OGD 1kV×U DHGH·QLQ dDUJkK PDNDP× 
WDULÀ ĂX ĂHNLOGHGLU� ´AFHP� JHUGDQL\H YH PXKD\\HU 
SHUGHOHULQGH oRNoD JH]LQHUHN VDEk J|VWHULS oDUJkK 
SHUGHVLQGH NDUDU YHULUµ �TXUD� ����� ���� 1kV×U DHGH·QLQ 
EX Do×NODPDV×\OD� dDUJkK PDNDP×Q×Q VDEk SHUGHVLQL 
NXOODQDQ YH PXKD\\HU�oDUJkK SHUGHOHUL DUDV×QGD VH\LU 
HGHQ ELU NDUDNWHUH VDKLS ROGXÿXQX DQODPDNWD\×]�

RUWD\D o×NDQ ELU GRQDQ×PG×U� �� dDUJkK YH 
%XVHOLN PDNDPODU× LoLQ� �� 1LĂDEXUHN PDNDP× 
LoLQ NXOODQ×OG×ÿ× JLEL� HVHUGHNL PHORGLN 
\DS× WRQDO P�]LNWHNL LD PDM|U GL]LVLQL 
DQG×UPDNWDG×U� ��� GHQHOOLNOH 1LĂDEXUHN 
PDNDP× LoLQ� ��� EVHUL DQDOL] HWWLÿLPL]GH� 
EXVHOLN �VL� SHUGHVLQH J|o�U�OP�Ă ELU SDEk 
PDNDP× GL]LVL LoLQ NXOODQ×OG×ÿ× J|U�OPHNWHGLU�

AUHO EHĂOHPHQLQ IRUPXQX EHOLUWPHPLĂWLU� 
EXQXQOD EHUDEHU HVHULQ IRUPX TMM·GHNL 
KHUKDQJL ELU IRUPD NDUĂ×O×N JHOPHPHNOH 
EHUDEHU� %DW× P�]LÿLQGH Through-Composed 
Music GHQLOHQ DUG×Ă×N RODUDN JHOHQ� IDNDW 
WHNUDU HWPH\HQ E|OPHOHUGHQ ROXĂDQ P�]LN 
IRUPXQD WHNDE�O HWPHNWHGLU �āHNLO ��� 
Through-Composed Music WHULPLQL ¶VHUEHVW 
DN×ĂO× P�]LN· RODUDN WDQ×POD\DELOLUL]� %X IRUPX 
SFKXEHUW·LQ OLHGOHULQGH GH J|UHELOPHNWH\L] 
�ANN×O×o� ����� �����

āekil �� KHPHQoH EHĂOHPHVL HVHULQLQ IRUP \DS×V×

EVHUGH PDNDPVDO \D GD WRQDO JHoNLOHULQ 
\DS×OG×ÿ× YH ¶N|SU�· RODUDN WDQ×PODG×ÿ×P×] 
E|OPHOHUGH NXOODQ×ODQ ULWPLN \DS×ODU×Q YH NLPL 
E|O�POHULQ ED]× EHQ]HĂPHOHULQGHQ EDĂND 
KHUKDQJL ELU WHPD YH YDU\DV\RQODUGDQ \D GD 
EHOLUOL ELU WHPDQ×Q JHOLĂLPLQGHQ EDKVHWPHN 
]RUGXU �)LJ�U ��� %X QHGHQOH KHU E|OPH NHQGL 
EDĂ×QD HOH DO×QP×Ă YH GHÿHUOHQGLULOPLĂWLU�
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)iJ�r �� ������ LOH �������� |Oo�OHUGHNL ULWPLN EHQ]HUOLNOHU

%eşlemeQiQ AQali]i
%HĂOHPHQLQ oRN VHVOL \DS×V× AUHO·LQ EHVWHFLOLÿL 
oHUoHYHVLQGH ´VHUEHVW NRQWUSXDQµ RODUDN 
WDQ×POD\DELOHFHÿLPL] ELU NRPSR]LV\RQ GLOLQH 
VDKLSWLU� %XQXQOD EHUDEHU EX P�]LN GLOL 
AUHO·H |]J�G�U GL\HELOLUL]� o�QN� NXOODQ×ODQ 

\D]×P GLOL oRN VHVOL ROVD GD� PHORGLN \DS×ODU 
oRÿXQOXNOD PDNDPVDOG×U� 

%HĂOHPH ZLUJ�OHOL +LFD] PDNDP×QGD EDĂODP×Ă 
YH TLS�� DNRUX \DS×V× NXOODQ×OP×ĂW×U �)LJ�U ���
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)iJ�r �� İON |Oo�GHNL LD �]HULQH NXUJXODQP×Ă TLS�� DNRU \DS×V×

EVHUGH GLNNDW oHNLFL ELU \DS× GD LNL D\U× 
oHĂQLQLQ D\Q× DQGD NXOODQ×OPDV×G×U� ��� 
|Oo�Q�Q EDĂ×QGD NXUXODQ TLS��� DNRUXQXQ 
DUG×QGDQ PDNDP×Q G|UG�QF� GHUHFHVLQGH ELU 
NDO×Ă \DS×OP×Ă� IDNDW QH\ YH DOWR NHPHQoHGH 
SRO QDW�UHO LĂDUHWLQLQ ROPDV×\OD EHUDEHU� EDV 

NHPHQoHGH SRO GL\H] VHVLQLQ KDOD GHYDP 
HWPHVL� )D GL\H] �]HULQGH KHP SHJkK 
�S�T�K�� KHP GH M�VWHkU �T�S�K� oHĂQLOHULQLQ 
ROXĂPDV×QD \RO DoP×ĂW×U� %X QRNWDGD oLIW 
oHĂQLOL ELU \DS× RODUDN NDUĂ×P×]D o×NPDNWDG×U 
�)LJ�U ���

)iJ�r �� TLS��� DNRUX YH SHJkK�M�VWHkU oHĂQLOHULQLQ ELUOLNWH NXOODQ×P×
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EVHULQ ��� |Oo�V�QGH VRSUDQR NHPHQoH YH 
QH\ oDOJ×V×QD YHULOPLĂ ¶WDNVLP· IRUPX XVXO 
LoLQGH \D]×OP×Ă YH +�VH\QL PDNDP×QGDG×U� 
AUHO·LQ āHKEDO GHUJLVLQGH KDQWHPLURÿOX 
�DLPLWULH &DQWHPLU�·QXQ Külliyat-ı Külli 
Külliyat YH Külliyat-ı Makamat DGO× HVHULQL 

\D\×QODPD\D EDĂODPDV× YH EX HVHUGH )DKWH 
XVXO�QGH YH +�VH\QL PDNDP×QGD ELU WDNVLP 
IRUPXQXQ ROPDV× �TXUD� ���������� AUHO·LQ 
JHOHQHNWH J|U�OHQ ELU DQOD\×ĂD GD DW×IWD 
EXOXQPD LKWL\DF× KLVVHWWLÿLQL J|VWHUPHVL 
Do×V×QGDQ |QHPOLGLU �)LJ�U ���

)iJ�r �� TDNVLP E|O�P�

��� |Oo�GH ID �]HULQGHNL dDUJkK PDNDP× 
GL]LVLQH ELULQFL GHUHFHQLQ �·O× DNRUX LOH 
EDĂODQ×OP×ĂW×U� SXQXODQ LNL |Oo�O�N |UQHNWH 

\HU DODQ DNRU \�U�\�ĂOHULQLQ� WRQDO P�]LÿH 
ROGXNoD \DN×Q ELU QRNWDGD GXUGXÿX 
J|U�OHELOPHNWHGLU �)LJ�U ���

)iJ�r �� ������ |Oo�OHUGH dDUJkK PDNDP× LOH PDM|U WRQDOLWH EHQ]HUOLÿL
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��� YH ��� |Oo�OHUGH ZLUJ�OHOL +LFD] YH 
+�PD\XQ oHUoHYHVLQGH \D]×ODQ E|O�P 
LQFHOHQGLÿLQGH AUHO·LQ NHQGL VHV VLVWHPL 
LOH oHOLĂHQ QRNWDODU J|U�OHELOPHNWHGLU� 
3DUWLV\RQGDNL DUWP×Ă �·OL DUDO×NODU×Q ROPDV× 

JHUHNHQGHQ LNL NRPD GDKD E�\�N ROGXÿX 
GLNNDW oHNPHNWHGLU� %XQXQ \DQ×QGD AUHO·LQ 
NHQGL VLVWHPLQGH N�o�N P�FHQQHS �S� ROPDV× 
JHUHNHQ DUDO×NODU� EHĂOHPH HVHULQGH EDNL\H 
�%� DUDO×ÿ×QD G|Q�ĂHELOPHNWHGLU �)LJ�U ���

)iJ�r �� ������ |Oo�OHUGH ZLUJ�OHOL +LFD] YH +�PD\XQ NXOODQ×P×

)iJ�r ��� )D �]HULQGH ZLUJ�OHOL +LFD] YH +�PD\XQ GL]LOHULQLQ NDUĂ×ODĂW×UPDV×

AUHO·LQ EHĂOHPH HVHULQGH \HU YHUGLÿL 
ZLUJ�OHOL +LFD] YH +�PD\XQ PDNDP×QGDNL 
DUDO×NODU×Q� NHQGL VLVWHPLQGHNL DUDO×NODUOD 

NDUĂ×ODĂW×U×OPDV× DĂDÿ×GD VXQXOPXĂWXU �)LJ�U 
����

������ |Oo�OHUGH QH\� VRSUDQR YH DOWR 
NHPHQoHOHUH YHULOHQ PHORGLGH ID VHVL 
�]HULQGH SDEk \DS×V× YH G|UG�QF� GHUHFHGHNL 
T��� DNRUX ��·O× DNRU� J|U�OPHNWHGLU �)LJ�U 
���� DX\XP RODUDN SDEk PDNDP×QD EHQ]H\HQ 
\DS×� AUHO·LQ NHQGL VHVWHPLQGHNL IRUP�O 
\DS×V×QD X\PDPDNWDG×U� SLVWHPGH SDEk 
G|UWO�V�Q�Q IRUP�O�� K�S�S ROPDV×QD NDUĂ×O×N� 

ID �]HULQGHNL EX \DS×� T�%�S DUDO×NODU×QD 
VDKLSWLU� SLVWHPGH ID QRWDV× �]HULQGH \D]×ODFDN 
SDEk LoLQ GLN PDKXU SHUGHVL �� NRPDO×N VRO 
EHPRO� JHUHNPHNWHGLU� AUHO·LQ EXQX QHGHQ 
NXOODQPD\× WHUFLK HWPHGLÿL ELOLQPHPHNWHGLU� 
%X Do×V×QGDQ |QHP DU] HWPHNWHGLU�
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)iJ�r ��� ������ |Oo�OHUGH )D �]HULQGH SDEk EHQ]HUL \DS× YH T��� DNRUX

AUHO·LQ EHĂOHPH HVHULQGH \HU YHUGLÿL SDEk 
oHĂQLVLQGHNL DUDO×NODU×Q� NHQGL VLVWHPLQGHNL 

DUDO×NODUOD NDUĂ×ODĂW×U×OPDV× DĂDÿ×GD 
VXQXOPXĂWXU �)LJ�U ����

)iJ�r ��� )D �]HULQGH SDEk oHĂQLVL NDUĂ×ODĂW×UPDV×

�������� |Oo�OHUGH EDV NHPHQoHGH 
X\JXODQDQ \DSD\ GRÿXĂNDQODU VHNL]OLN QRWD\D 
��� %3M·GH LFUD\× ROGXNoD ]RUODĂW×UPDNWD YH 
HVHULQ oDOJ×ODPD oHUoHYHVLQGH VRUJXODQPDV× 
JHUHNHQ ELU E|O�P RODUDN NDUĂ×P×]D 
o×NPDNWDG×U �)LJ�U ����
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)iJ�r ��� %DV NHPHQoHGHNL \DSD\ GRÿXĂNDQODU×Q EXOXQGXÿX N×V×P

6RQXo
%X oDO×ĂPDGD AUHO·LQ TMM·GH ¶oRN VHVOLOLN· 
DQOD\×Ă× YH oDOJ× NXOODQ×P× Beşleme no.1 DGO× 
HVHUL GRÿUXOWXVXQGD LQFHOHQPLĂ� WDUDI×P×]GDQ 
DQDOL] HGLOHQ HVHULQ VHoLOHQ SDVDMODU× |UQHN 
RODUDN YHULOPLĂWLU�

AUHO·LQ %DW× P�]LÿL WHPHOOL T�UN M�]LÿL VHV 
VLVWHPL YH PDNDP HÿLWLP PRGHOL LQĂDV×\OD 
ELUOLNWH T�UN M�]LÿL oDOJ× WRSOXOXÿX LQĂDV× 
ILNUL ¶NHPHQoH EHĂOHPHVL·QLQ WHPHOLQL 
ROXĂWXUPDNWDG×U� ¶KHPHQoH EHĂOHPHVL· 
ILNUL G|QHPLQ P�]LN SROLWLNDODU×� ¶T�UN·H 
KDV P�]LÿL RUWD\D o×NDUPD ILNUL� T�UNo�O�N 
DN×P×� ¶PXVLNL LQN×ODE×· JLEL SHN oRN NRQX LOH 
ELUOLNWH RNXQDELOLU� MDNDOHPL]GH ¶EHĂOHPH 
SURMHVL· AUHO·LQ AYUXSDL VLVWHP GRÿUXOWXVXQGD 
JHOHQHNVHO oDOJ× WRSOXOXÿXQX NHPHQoH 
EHĂOHPHVL LOH NXUPD ILNLUOHUL oHUoHYHVLQGH 
WDULKVHO DUND SODQ×\OD HOH DO×QP×Ă� HVHULQ 
P�]LNDO DQDOL]LQH \HU YHULOPLĂWLU�

��� \�]\×O×Q LON \DU×V×QGD \DS×ODQ Beşleme no 
.1  HVHULQLQ KHP JHOHQHNVHO oDOJ× NXOODQ×P×� 
KHP GH EHVWHFLOLN DQOD\×Ă×QD RODQ NDWN×ODU× 
|QHP DU] HWPHNWHGLU� %X oDO×ĂPDGD HVHUGHNL 
oRN VHVOLOLN DQOD\×Ă×� DUPRQLN \DNODĂ×P� oDOJ× 
NXOODQ×P× YH WHVSLW HGLOHQ DNRU WLSOHUL GH 
GDKLO HGLOHUHN LQFHOHQPLĂWLU�

 ¾ %HĂOHPHGH JHQHO LWLEDUL\OH VHUEHVW 
NRQWUSXDQ \D]×P VWLOL NXOODQ×OPDV×Q×Q 
\DQ×QGD ]DPDQ ]DPDQ KRPRIRQLN SDVDMODUD 
GD UDVWODQPDNWDG×U� AE8·GH ELU WDP VHVLQ � 
NRPD ROPDV× YH HĂLW E|O�QPHPHVL VHEHEL\OH 
%DW× P�]LÿLQGHNL PDMRU� PLQ|U� DUWP×Ă YH 
HNVLOPLĂ JLEL DNRU \DS×ODU×QGDQ GDKD oRN 
oHĂLW LOH NDUĂ×ODĂ×OPDNWDG×U� EVHUGH TMM·GHNL 
PDNDP SHUGHOHULQL NXOODQDUDN ROXĂWXUXODQ 
�� DGHW DNRU \DS×V× WHVSLW HGLOPLĂ YH �·O� 
DUDO×NODU× PH\GDQD JHWLUHQ NRPD NDUĂ×O×NODU× 
WDEOR KDOLQGH VXQXOPXĂWXU�

 ¾ %HĂOHPHQLQ IRUPX %DW× P�]LÿLQGH 
Through-composed music RODUDN DGODQG×U×ODQ 
VHUEHVW DN×ĂO×� N×VDFD EHOLUOL ELU WHPDQ×Q 
JHOLĂLPLQH GD\DQPD\DQ oRN E|OPHOL YH 
NHVLQWLVL] ELU \DS×GDG×U� <DS×V× A�%�K|SU��
&�D�E�)�G�K|SU��+�,�K|SU��J�K�L ĂHNOLQGH 
\D]×ODELOHQ HVHUGH� KHU E|OPHGH D\U× PDNDP 
YH oHĂQLOHU NXOODQ×OP×ĂW×U�

 ¾ EVHUGH QH\ oDOJ×V× LoLQ VRO DQDKWDU×� 
VRSUDQR NHPHQoH LoLQ VRO DQDKWDU×� WHQRU 
NHPHQoH LoLQ G|UG�QF� oL]JL GR DQDKWDU×� 
DOWR NHPHQoH LoLQ �o�QF� oL]JL GR DQDKWDU× YH 
EDV NHPHQoH LoLQ ID DQDKWDU× NXOODQ×OP×ĂW×U� 
EVHUGH � RNWDY× DĂDQ VHV VDKDV× PHYFXWWXU� 
TMM·GH oRN V×N UDVWODQPD\DQ GRQDQ×P 
NXOODQ×P×� SDUWLV\RQ \D]×P×� pizz., rallent., 
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RNWDY LĂDUHWL� ritardando, \D\ EDÿODU× JLEL 
WHPSR� J�UO�N YH WHNQLN WHULPOHUH WLWL]OLNOH 
\HU YHULOPHVL oDOJ×VDO P�]LÿH NDWN×ODU× 
Do×V×QGDQ |QHPOLGLU�

 ¾ AUHO·LQ %DW× P�]LÿLQGHNL G|UWO� YH 
EHĂOL oDOJ× JUXSODU×Q× G�Ă�QHUHN NHPHQoH 
EHĂOHPHVLQGH G|UW oHĂLW NHPHQoH YH ELU QH\ 
oDOJ×V× NXOODQPDV×� |]HOOLNOH KODVLN D|QHPGH 
divertimento YH serenade JLEL IRUPODUGD 
QHIHVOL oDOJ×ODU×Q GHVWHNOH\LFL XQVXU RODUDN 
\HU DOPDV×\OD LOLĂNLOHQGLULOHELOLU� %XQXQOD 
EHUDEHU MHYOHYv ĂH\KL YH NHQGL GH QH\]HQ 
RODQ +�VH\LQ )DKUHWWLQ DHGH·QLQ |ÿUHQFLVL 
ROPXĂ AUHO·LQ� MHYOHYv GRNWULQL LoLQ |QHPOL 
KDWWD NXWVDO VD\×ODQ QH\ oDOJ×V×Q× E|\OH 
ELU oRN VHVOLOLN \DS× LoLQGH YH VHN�OHU ELU 
P�]LN LoLQ NXOODQPDV× GD D\U×FD G�Ă�Q�OPHVL 
JHUHNHQ ELU NRQX RODELOLU�

 ¾ EVHULQ ��� |Oo�V�QGH EDĂOD\DQ ULWPLN 
WDNVLP E|O�P�QGH WDNVLP JLEL GDKD oRN 
GRÿDoODPD\D GD\DO× ELU IRUP QRWD\D 
DO×QDUDN |UQHNOHQPLĂWLU� %X E|O�P TMM 
EHVWHFLOLÿLQH \HQL ELU EDN×Ă Do×V× JHWLUPHVL YH 
SR]LYLWLVW \DNODĂ×P×Q VRQXFX KHU ĂH\LQ ND\×W 
DOW×QD DO×QPDV× GXUXPXQD GD HPVDO WHĂNLO 
HWPHNWHGLU�

 ¾ AUHO·LQ oRN VHVOLOLN DQOD\×Ă× GRÿUXOWXVXQGD 
HVHUGH NHQGL VLVWHPLQH X\DQ \D GD X\PD\DQ 
\DS×ODU WHVSLW HGLOPLĂWLU� %X PH\DQGD �� YH 
��� gOo�OHUGH ID VHVL �]HULQGHNL ZLUJ�OHOL 
+LFD] YH +�PD\XQ PDNDP× GL]LOHULQLQ AE8 
VLVWHPLQH X\PDG×ÿ× J|U�OPHNWHGLU� g]HOOLNOH 
+LFD] oHĂQLVLQGHNL S�A12�S ROPDV× JHUHNHQ 
IRUP�O�Q� %�A14�% ROPDV× HQ J�oO� J|VWHUJH 
RODUDN NDUĂ×P×]D o×NPDNWDG×U� ZLUD A14 DUDO×ÿ× 
AE8 VLVWHPLQGH ROPDPDNOD ELUOLNWH AUHO 
HNRO�QGHQ RODQ KLoELU QD]DUL VLVWHPGH \HU 
YHULOPH\HQ ELU DUDO×NW×U� %XQD EHQ]HU ĂHNLOGH 
AUHO·LQ ��� |Oo�GH \D]G×ÿ× SDEk oHĂQLVLQLQ 
GH AE8 QD]DUL\DW VLVWHPLQH X\PDG×ÿ× WHVSLW 
HGLOPLĂWLU�

 ¾ EVHULQ AUHO·LQ HO \D]×V×QGDQ VRQUD 
\HQLGHQ QRWD\D DO×QPDPDV×� TMM oDOJ× LFUDV× 
Do×V×QGDQ ]RU SDVDMODU LoHUPHVL �|UQHÿLQ 
�������� |Oo�OHU DUDV×QGD EDV NHPHQoH 
SDUWLVLQGH V�UHNOL NXOODQ×ODQ GRÿXĂNDQODU \D 
GD WHQRU� DOWR YH EDV DQDKWDU× JLEL TMM·GH 

KHPHQ KHPHQ KLo \HU DOPD\DQ DQDKWDUODU� 
JLEL QHGHQOHU� HVHULQ J�Q�P�]H NDGDU 
VHVOHQGLULOPHVL NRQXVXQGD HQJHO WHĂNLO 
HWPLĂWLU�

SRQXo RODUDN AUHO TMM·\L WRSOXPXQ KHU 
WDEDNDV× WDUDI×QGDQ NDEXO HWWLUPHN YH PHĂUX 
N×OPDN� AYUXSDL VLVWHP GRÿUXWXVXQGD PDNDP 
P�]LÿLQH KDV |ÿHOHUL  NXOODQDUDN \HQL ELU TMM 
VLVWHPL ROXĂWXUPDN NRQXODU×QGD oDO×ĂP×ĂW×U� 
A\Q× ]DPDQGD PDNDOHOHU YH NLWDSODU 
\D\×QODQP×Ă� HVHUOHU EHVWHOHPLĂ YH D\U×FD 
RUJDQRORMLN GRÿUXOWXGD NHPHQoH EHĂOHPHVLQL 
ROXĂWXUPXĂWXU� TMM Do×V×QGDQ GDKD |QFH 
GHQHQPHPLĂ \DS×ODU×� WHPDODU× YH oDOJ×VDO 
oRN VHVOLOLÿL WDKD\\�O HWPLĂ YH HVHUOHULQGH 
X\JXODP×ĂW×U� KHQGL LoHULVLQGH WXWDUV×]O×NODU 
GD LoHUHQ VHV VLVWHPL YH PDNDPVDO 
|ÿUHWLOHUL J�Q�P�]H NDO×SODĂP×Ă ELU ĂHNLOGH 
XODĂVD GDKL |]HOOLNOH oRN VHVOL oDO×ĂPDODU× 
VHVOHQGLULOHPHPLĂ� \HQLGHQ \D]×OPDP×ĂW×U� 
AUHO·LQ J�Q�P�]GH V×NO×NOD LFUD HGLOHQ 
HVHUOHULQLQ VD\×V× ROGXNoD D]G×U� MDNDOHPL]LQ 
NRQXVX RODQ YH D\Q× ]DPDQGD ELU RUJDQRORMLN 
ROXĂXP YH oDOJ× WRSOXOXÿX LoLQ EHVWHOHQPLĂ 
%HĂOHPH QR�� DGO× HVHUGH DUPRQLN \DS×� 
oDOJ× NXOODQ×P×� PDNDP LĂOH\LĂLQH GDLU \HQL 
DUD\×ĂODU PHYFXWWXU� AUHO·LQ %HĂOHPH QR�� 
DGO× HVHUL\OH ELUOLNWH W�P oRN VHVOL HVHUOHULQLQ 
LQFHOHQPHVL YH DQDOL] HGLOPHVL RQXQ PDNDP 
P�]LÿL LOH oRN VHVOLOLÿL KDUPDQODPD ILNUL YH 
KDUHNHWLQH GH ×Ă×N WXWDFDNW×U�

%ilJileQGirme 
dDO×ĂPDP×]GD o×NDU oDW×ĂPDV× 
EXOXQPDPDNWDG×U� MDNDOHQLQ \D]DUODU× 
oDO×ĂPDGDNL KHU ELOJL YH DQDOL] NRQXVXQGD 
EHUDEHU NDUDU DOP×ĂW×U� GHQHO RODUDN 
oDO×ĂPDQ×Q WDULKVHO YH RUJDQRORMLN ER\XWXQD 
3URI� DU� G|]GH dRODNRÿOX SDU× NDWN×ODU×Q× 
VXQPXĂWXU� dDO×ĂPDQ×Q P�]LNDO DQDOL]L 
E|O�P� LVH DRo� SDG×N 8ÿUDĂ DXUPXĂ YH 
AUDĂ� G|U� OUNXQ ZDIHU g]JHOHQ WDUDI×QGDQ 
HOH DO×QP×ĂW×U� %XQXQOD EHUDEHU E�W�Q 
\D]DUODU oDO×ĂPDQ×Q KHU V�UHFLQGH \HU DOP×Ă 
YH ILNLU VDKLEL ROPXĂODUG×U� dDO×ĂPDQ×Q DQD 
NRQXVX RODQ ¶NHPHQoH EHĂOHPHVL QR��· DGO× 
HVHU İ%% AWDW�UN K�W�SKDQHVLQLQ GLJLWDO 
DUĂLYLQGH EXOXQPDNWDG×U� DLMLWDO ND\QDN 
RODUDN \DUDUODQ×ODQ HVHU \HQLGHQ QRWD\D 
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DO×QP×Ă YH DQDOL]OHU EX QRWD �]HULQGHQ 
\DS×OP×ĂW×U� dDO×ĂPDGD NXOODQ×ODQ IRWRÿUDÁDU 
LVH +�VH\LQ SDGHWWLQ AUHO·LQ \D\×QODG×ÿ× 
¶MXVLNLVL MHFPXDV×· GHUJLVLQGHQ DO×QP×ĂW×U� 
MDNDOHQLQ \D]×OPDV×QGD KHUKDQJL ELU IRQ 
\D GD ILQDQVDO GHVWHN DO×QPDP×ĂW×U� A\U×FD 
oDO×ĂPDP×] İVWDQEXO THNQLN ÜQLYHUVLWHVL T�UN 
M�]LÿL DHYOHW KRQVHUYDWXDU×� SRV\DO %LOLPOHU 
EQVWLW�V�� M�]LNRORML YH M�]LN THRULVL 
3URJUDP×QGD ´+�VH\LQ SDGHWWLQ AUHO·LQ 
%HVWHFLOLÿL dHUoHYHVLQGH dDOJ× KXOODQ×P× YH 
dRN VHVOLOLN� KHPHQoH %HĂOHPHVL gUQHÿLµ 
\DS×ODQ GRNWRUD WH]LQLQ ELU o×NW×V× RODUDN 
VXQXOPXĂWXU�
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of Turkish music history as a cultural myth). 
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g]NRo� g� ������� Hüseyin Sadettin Arel’in 
çok seslilik üzerine olan düşünceleri ve 
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SPLWK� &�S� ������� Haydn’s chamber music 
and the flute (Part II). The Musical Quarterly, 
19���� ��������

TXUD� <� ������� Kitabu ‘İlmi’l-Musiki ‘ala 
vechi’l-Hurufat (Music science book through 
letters), dHYLUL\D]×P� <DS× KUHGL <D\×QODU×�

TXUD� <� ������� Tedkik ü tahkik (Review and 
research), dHYLUL\D]×P� 3DQ <D\×QF×O×N� 
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3URI� DU� *|]Ge dRlakRÿlX 6arı \XUW LoL YH \XUW G×Ă×QGD oHĂLWOL NRQJUH� 
VHPSR]\XP� SDQHO YH VHPLQHUOHUH ELOGLULOHUL LOH NDW×O×P×Q×Q \DQ× V×UD \LQH 
\XUW LoL YH \XUW G×Ă×QGD oHĂLWOL NRUR YH RUNHVWUDODUGD NHPHQoH LFUDF×V×� 
ĂHI YH JHQHO VDQDW \|QHWPHQL RODUDN J|UHY DOP×ĂW×U� 8OXVDO YH XOXVODUDUDV× 
DUDĂW×UPD SURMHOHULQGH \�U�W�F�� DUDĂW×UPDF× YH GDQ×ĂPDQ RODUDN 
EXOXQPXĂ� PDNDOHOHUL XOXVDO YH XOXVODUDUDV× KDNHPOL YH LQGHNVOL GHUJLOHUGH 
\D\×QODQP×ĂW×U� �� KDV×P ����·WH T�UNL\H·GH LON NH] P�]LNRORML E|O�POHULQL 

ELU DUD\D JHWLUGLÿL ´�� M�]LNRORML %|O�POHUL dDO×ĂWD\×µQ× G�]HQOHPLĂ YH DUG×QGDQ oDO×ĂWD\D DLW 
NLWDE× \D\×QD KD]×UODP×ĂW×U �MDUW ������ ´AQDGROX·GDQ %DONDQODUD KHPHQoHµ EDĂO×NO× NLWDE×Q× 
AWLQD� SHODQLN� GLULW� %DW× KDUDGHQL] YH THNH <|UHVLQGH \DSW×ÿ× DODQ oDO×ĂPDODU× GRÿUXOWXVXQGD 
+D]LUDQ ����·GD \D\×QODP×ĂW×U� A\U×FD NRQX\OD LOJLOL \D\×QODQDQ SHN oRN PDNDOHVLQGHQ ELUL 
3URI� āHKYDU %HĂLURÿOX LOH ELUOLNWH KD]×UODG×ÿ× ´+RZ WR MDNH D KHPHQFHµ EDĂO×NO× PDNDOHGLU YH 
´TKH SWUDGµ GHUJLVLQGH \D\×QODQP×ĂW×U �THPPX] ������ LLVDQV YH OLVDQV�VW� VHYL\HGH ́ TDULKVHO 
M�]LNRORMLµ� ́ M�]LN TDULKLµ YH ́ MDNDP THRULVLµ LoHULNOL GHUVOHUL \�U�WPHNWHGLU� ́ OVPDQO×�T�UN 
M�]LÿLQGH 3DGLĂDKODU×Q İ]OHULµ� ́ ��� <�]\×O %DW×O×ODĂPD +DUHNHWOHULQLQ OVPDQO×� T�UN M�]LÿLQH 
<DQV×PDODU×µ� ´T�UN M�]LÿL TDULKL <D]×ODELOLU PLµ� ´GHOHQHÿLQ <HQLGHQ İFDG× YH T�UN M�]LÿLQGH 
%LU MRGHUQLVW� +�VH\LQ SDDGHWWLQ AUHOµ� ´���� <×OO×N %LU GHOHQHÿLQ %XJ�QN� THFHOOL\DW×� 
T�UN MDNDP M�]LÿL EÿLWLP SLVWHPL Ü]HULQHµ EDĂO×NO× oDO×ĂPDODU× DODQ×QGD \D]G×ÿ× PDNDOHOHU 
DUDV×QGDG×U� A\U×FD PDNDP WHRUL WDULKL YH HÿLWLPLQH LOLĂNLQ NLWDE× KD]×UO×N DĂDPDV×QGDG×U� İTÜ 
%A3 ELULPL WDUDI×QGDQ GHVWHNOHQHQ ´T�UN M�]LÿL <D\O× dDOJ× ALOHVL KHPHQoH KXDUWHWµ EDĂO×NO× 
SURMHQLQ \�U�W�F�V�G�U  YH EX SURMHVLQLQ o×NW×V× RODUDN ���� \×O×QGD OUNHVWUDO M�]LNWH <HQL 
%LU T×Q×� KHPHQoH KXDUWHW EDĂO×NO× NLWDE× \D\×QODQP×ĂW×U� +DOHQ İTÜ T�UN MXVLNLVL DHYOHW 
KRQVHUYDWXDU× M�]LNRORML %|O�P�QGH SURIHV|U RODUDN J|UHY \DSPDNWDG×U�

DRo� 6aGık 8ÿraş 'XrmXş ���������� WDULKLQGH MDQLVD·GD GRÿGX� 
��������� \×OODU× DUDV×QGD İ]PLU AQDGROX G�]HO SDQDWODU LLVHVLQGH +DOLO 
ENVHUL\HW LOH Á�W� 1HUJLV āDNLU]DGH LOH GH SL\DQR oDO×ĂW×� ��������� \×OODU× 
DUDV×QGD %LONHQW ÜQLYHUVLWHVL M�]LN YH SDKQH SDQDWODU× )DN�OWHVLQGH� 
EOKDQ %DNLKDQRY LOH HÿLWLPLQL WDP EXUVOX RODUDN NRPSR]LV\RQ E|O�P�QGH 
V�UG�UG�� ���� \×O×QGD RRWWHUGDP KRQVHUYDWXYDU× �&ODARTS� KRPSR]LV\RQ 
E|O�P�QH NDEXO HGLOHQ DXUPXĂ� 3HWHU JDQ :DJHPDQV YH KODDV GH 9ULHV LOH 

NRPSRVL]\RQ HÿLWLPLQL V�UG�U�UNHQ� RHQH 8LOHQKRHW LOH GH HOHNWURQLN P�]LN oDO×ĂPDODU×QD 
GHYDP HWWL� ���� \×O×QGD PH]XQ ROGX YH DUG×QGDQ APVWHUGDP KRQVHUYDWXYDU× KRPSR]LV\RQ 
E|O�P� \�NVHN OLVDQV SURJUDP×QD NDEXO HGLOGL� %X NXUXPGD NRPSR]LV\RQ oDO×ĂPDODU×Q× TKHR 
LRHYHQGLH LOH V�UG�UG�� ���� \×O×QGD PH]XQ RODQ DXUPXĂ� T�UNL\H·\H G|QG� YH %LONHQW 
ÜQLYHUVLWHVL M�]LN YH SDKQH SDQDWODU× )DN�OWHVL KRPSR]LV\RQ %|O�P� SDQDWWD <HWHUOLN 
SURJUDP×QD NDEXO HGLOGL YH ���� \×O×QGD EX NXUXPGDQ PH]XQ ROGX� ANXVWLN YH EOHNWURQLN 
P�]LN \DS×WODU× AVNR EQVHPEOH� 1LHXZ EQVHPEOH� ,QVRPQLR EQVHPEOH JLEL VHoNLQ WRSOXOXNODU 
WDUDI×QGDQ SHN oRN �ONHGH VHVOHQGLULOGL� ���� \×O×QGD +ROODQGD %HVWHFLOHU %LUOLÿL WDUDI×QGDQ 
G�]HQOHQHQ +HQULHWWH %RVPDQV NRPSR]LV\RQ \DU×ĂPDV×QGD ELULQFLOLN |G�O� DOG×� 
KRPSR]LV\RQ oDO×ĂPDODU×QGD PDNDP P�]LÿL HOHPHQWOHULQH V×N V×N \HU YHUHQ DXUPXĂ� V×NO×NOD 
T�UN P�]LÿL oDOJ×ODU×Q× GD HVHUOHULQLQ PHUNH]LQH \HUOHĂWLUHUHN ´P�]LNWH PHOH]OLNµ NDYUDP× 
�]HULQH oDO×ĂPDODU×Q× \�U�WPHNWHGLU� %LU \DQGDQ PDNDPVDO |JHOHULQ IDUNO× GRNX YH WHNQLNOHUOH 
oRN VHVOL P�]LÿLPL] LoLQGH GDKD oRN \HU DOPDV×QD \|QHOLN oDO×ĂPDODU×Q× V�UG�UNHQ GLÿHU 
\DQGDQ JHOHQHNVHO P�]LÿLPL]GH JHQLĂ ELU DODQ× NDSVD\DQ DNVDN WDUW×PODU LOH \D]×ODQ PDNDP 
YH PRGDO HVLQOL VROIHM SDUoDODU×\OD ´PDNDP� PRG YH WRQDOLWHµ NDYUDPODU× DUDV×QGD N|SU�OHU 
NXUDUDN ELOLPVHO ELU ]HPLQ oHUoHYHVLQGH EX ROJXODU× NDUĂ×ODĂW×UPDNWDG×U�

<a]arılarıQ %i\RJraÀleri



Hüseyin Sadettin Arel’in Türk makam müziğinde çok seslilik anlayışı: “kemençe beşlemesi”...

94

İVWDQEXO KDG×N|\·GH G�Q\D\D JHOHQ 2rkXQ =aIer g=*(/(1� 
P�]LN HÿLWLPLQH EDÿODPD oDODUDN EDĂODG×� İTÜ T�UN M�]LÿL DHYOHW 
KRQVHUYDWXDU× dDOJ× EÿLWLP %|O�P� OLVH V×QDYODU×Q× ND]DQG×�
LLVDQVWD İTÜ KRQVHUYDWXDU× KRPSR]LV\RQ %|O�P�Q� ND]DQG× YH EX 
GHYUHGH EUDVPXV EXUVX LOH İWDO\D� RRPD� &RQVHUYDWRULR GL SDQWD 
&HFLOLD·GD LNL VHQH OUNHVWUDV\RQ YH KRPSR]LV\RQ GHUVOHUL DOG×� 
���� \×O×QGD İTÜ M�]LNDO TRSOXOXÿXQX NXUGX� %X GHYUHGH İTÜ·GH� 

ED]× IHVWLYDOOHUGH YH GDYHWOHUGH ELUoRN HWNLQOLN YH NRQVHU G�]HQOHGL� %X WRSOXOXÿX G|UW VHQH 
LGDUH HWWLNWHQ VRQUD ���� \×O×QGD KRo ÜQLYHUVLWHVL M�]LNDO TRSOXOXÿXQGDQ GDYHW DODUDN ELU 
VHQH GH EX WRSOXOXÿD P�]LN GLUHNW|UO�ÿ� YH HÿLWPHQOLÿL \DSW×� OVFDU :LOGH·×Q ́ DRULDQ GUD\·LQ 
3RUWUHVLµ DGO× URPDQ×Q×Q P�]LNDO DGDSWDV\RQX RODQ ´DRULDQµ LVLPOL P�]LNDOLQ G�]HQOHPHVLQL 
YH P�]LN GLUHNW|UO�ÿ�Q� \DSW×� ����·GH \DS×ODQ S�UH\\D OSHUDV× 8OXVDO %HVWH <DU×ĂPDV×QGD 
´+D\DO SHUGHVL S�LWLµ LOH J�UL g]HO gG�O�·QH OD\×N J|U�OG�� ���� \×O×QGD \DS×ODQ MLOOHWOHUDUDV× 
İODKL AĂN×Q SHVL \DU×ĂPDV×QGD WHĂYLN |G�O� DOG×� ���� \×O×QGD G�]HQOHQHQ �� 8OXVODUDUDV× 
MLNURWRQDO GLWDU <DU×ĂPDV× KRPSR]LV\RQ GDO×QGD �o�QF�O�N |G�O� DOG×� +DOL KD]×UGD İTÜ T�UN 
M�]LÿL DHYOHW KRQVHUYDWXDU×·QGD DNDGHPLV\HQ RODUDN J|UHY \DSPDNWDG×U�
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+�se\iQ 6aGettiQ Arel·s XQGerstaQGiQJ RI SRl\SKRQ\ iQ 7XrkisK 
makam mXsiF� tKe e[amSle RI ´.emeQoe %eşlemesiµ

([teQGeG AEstraFt
,Q +�VH\LQ SDGHWWLQ AUHO·V ����������� ZRUNV VXFK DV LNLOHPH� �oOHPH� DQG G|UWOHPH FRPSRVHG IRU TXUNLVK 
PDNDP PXVLF �TMM� LQVWUXPHQWV� DQG ¶NHPHQoH EHĂOHPHVL· SURMHFW� ZKLFK KH DSSURDFKHG HVSHFLDOO\ IURP 
RUJDQRORJLFDO SHUVSHFWLYH� FDQ EH FRQVLGHUHG DV D NLQG RI D VWDWHPHQW WKDW SRO\SKRQLF PDNDP PXVLF FDQ 
EH SHUIRUPHG ZLWK TMM LQVWUXPHQWV� AUHO SUHVHQWV D ¶SLWFK· DQG ¶HGXFDWLRQ· V\VWHP EXLOW RQ WKH SLWFK 
V\VWHP RI :HVWHUQ PXVLF LQ RUGHU WR OHJLWLPL]H TMM� A VLPLODU LQVSLUDWLRQ FDQ EH VHHQ LQ KLV SRO\SKRQLF 
LQVWUXPHQWDO FRPSRVLWLRQV� TKH VWXGLHV RQ WKH NHPHQoH EHĂOHPHVL XQWLO WRGD\ KDYH UHPDLQHG LQ KLVWRULFDO 
DQG RUJDQRORJLFDO VFRSHV� WKH ZRUN KDV QRW EHHQ SHUIRUPHG XQWLO WRGD\� DQG QR KDUPRQLF RU PDNDP DQDO\VLV 
KDV EHHQ PDGH� ,Q WKLV VWXG\ DQG LQ RXU 3KD WKHVLV� WKH VXEMHFW KDV EHHQ GLVFXVVHG IRU WKH ILUVW WLPH LQ WKH 
GLUHFWLRQ RI PXVLFDO DQG KDUPRQLF DQDO\VLV� ,Q WKLV VWXG\� ZKLFK FDQ EH GLYLGHG LQWR WZR SDUWV� D VXPPDU\ RI 
WKH NHPHQoH EHĂOHPHVL SURMHFW LV JLYHQ LQ OLQH ZLWK KLVWRULFDO VRXUFHV� DQG WKH HIIHFW RI QDWLRQDOL]DWLRQ RQ 
WKH EHĂOHPH DQG WKH FRQWULEXWLRQ RI WKH PRGHUQL]DWLRQ DSSURDFK WR WKH SURMHFW DUH EULHÁ\ PHQWLRQHG� ,Q WKH 
VHFRQG SDUW RI WKH VWXG\� WKH LQVWUXPHQWV� PXVLFDO WHUPV� FOHIV� XQXVXDO NH\ �PDNDP� VLJQDWXUH XVDJH LQ TMM 
DQG WKH KDUPRQLF VWUXFWXUH RI WKH NHPHQoH EHĂOHPHVL DUH DQDO\]HG� AUHO DGGHG WKH QXW WR WKH NHPHQoH� WR 
HTXDOL]H WKH OHQJWK RI WKH VWULQJV DQG QDPHG WKH NHPHQoH KH IRUPHG DV WKH ¶VRSUDQR NHPHQoH·� LLNH WKH 
UHJLVWHU RI WKH YLROLQ IDPLO\ LQ WKH :HVW� KH FRQVWUXFWHG WKH LGHD RI ¶NHPHQoH EHĂOHPHVL·� ZKLFK KH QDPHG 
DV DOWR� WHQRU� EDVV� DQG GRXEOH EDVV NHPHQoH� :KLOH WKLV GHVLJQ SURYHG WKDW WKH YLROLQ IDPLO\ RI WKH :HVW 
FRXOG EH IRUPHG ZLWK DQ TMM LQVWUXPHQW� AUHO DOVR DLPHG WR HVWDEOLVK D QHZ W\SH RI WUDGLWLRQDO LQVWUXPHQW 
HQVHPEOH� TKH ERRN ¶AVUL KHPHQFH·� ZULWWHQ E\ Z�KGX R×]D TLQHO LQ ����� ZKHUH KH JLYHV RUJDQRORJLFDO 
VXJJHVWLRQV DQG DGYLFH RQ WKH NHPHQoH� DQG PHQWLRQV WKDW WKH NHPHQoH EHĂOHPHVL ZDV IRUPHG DV DQ 
H[DPSOH IURP WKH IRXU�VWULQJHG NHPHQoH DQG YLROLQ IDPLO\� LV RQH RI WKH PRVW LPSRUWDQW VRXUFHV SUHVHQWLQJ 
WKH ILUVW LGHDV RI WKH EHĂOHPH� TKLV VWXG\ H[DPLQHV VHYHUDO H[DPSOHV LQ WKH Beşleme no. 1, ZKLFK LV ZULWWHQ 
IRU ILYH GLIIHUHQW LQVWUXPHQWV� FRQVLVWV RI ��� PHDVXUHV� DQG KDV PDQ\ VHFWLRQV LQ LW� ,Q WKLV FRQWH[W� WKH SDUWV 
WKDW ZH WKLQN ZLOO UHYHDO AUHO·V XQGHUVWDQGLQJ RI FRPSRVLWLRQ KDYH EHHQ VHOHFWHG DQG H[HPSOLILHG IURP WKH 
ZRUN� ZKLFK KDV EHHQ H[WHQVLYHO\ H[SODLQHG DQG DQDO\]HG LQ RXU 3KD WKHVLV� ,Q WKH AUHO�E]JL�8]GLOHN �AE8� 
V\VWHP WKHUH DUH �� SLWFKHV LQ DQ RFWDYH DQG WKH LQWHUYDOV DUH QRW HTXDO� )RU WKDW UHDVRQ� LQ WKH KDUPRQLF 
DQDO\VLV RI WKH ZRUN PDQ\ W\SHV RI FKRUGV ZHUH HQFRXQWHUHG� GHWHUPLQHG DQG OLVWHG ZLWK FRPPD YDOXHV RI 
WKH  EXLOGLQJ LQWHUYDOV� TKH KDUPRQLF DQDO\VLV ZDV PDGH ZLWKLQ WKH VFRSH RI WRQDO KDUPRQ\ WHUPLQRORJ\ ZLWK 
DGGLWLRQDO FKRUG W\SHV� ,Q DGGLWLRQ WR FKRUGV OLNH PDMRU� PLQRU� DXJPHQWHG DQG GLPLQLVKHG� ZH HQFRXQWHU 
D ZLGH UDQJH RI FKRUG W\SHV LQ WKH SLHFH� TKLV LV EHFDXVH LQ WKH TMM IUDPHZRUN� WKH AE8 V\VWHP GLYLGHV D 
PDMRU VHFRQG LQWR � FRPPDV �NRPD�� ,Q DGGLWLRQ WR WKH XVH RI IUHH FRXQWHUSRLQW ZULWLQJ VW\OH LQ WKH EHĂOHPH 
LQ JHQHUDO� KRPRSKRQLF SDVVDJHV DUH DOVR HQFRXQWHUHG IURP WLPH WR WLPH� ,Q WKH SLHFH� G FOHI �WUHEOH FOHI� 
IRU WKH QH\ �UHHG ÁXWH�� G FOHI IRU WKH VRSUDQR NHPHQoH� WHQRU FOHI IRU WKH WHQRU NHPHQoH� DOWR FOHI IRU WKH 
DOWR NHPHQoH� DQG WKH ) FOHI �EDVV FOHI� IRU WKH EDVV NHPHQoH DUH XVHG� TKHUH LV D UHJLVWHU WKDW H[FHHGV 
ILYH RFWDYHV� KH\ �PDNDP� VLJQDWXUHV� VHSDUDWH LQVWUXPHQW SDUWV� SL]]�� UDOOHQW�� RFWDYH VLJQ� ULWDUGDQGR� 
VOXUV� HWF�� ZKLFK DUH QRW YHU\ FRPPRQ LQ TMM QRWDWLRQ V\VWHP� DQG PHWLFXORXVO\ LQFOXGLQJ WHFKQLFDO WHUPV 
VXFK DV WHPSR DQG G\QDPLFV DUH LPSRUWDQW LQ WHUPV RI WKHLU FRQWULEXWLRQV WR TMM LQVWUXPHQWDO PXVLF� TKH 
IRUP RI WKH EHĂOHPH FDQ EH FRQVLGHUHG WKURXJK�FRPSRVHG LQ :HVWHUQ PXVLF� LW LV QRW DVVRFLDWHG ZLWK D 
FHUWDLQ WKHPH� LV IUHH�ÁRZLQJ DQG SRVVHVVHV DQ XQLQWHUUXSWHG VWUXFWXUH� &RQVLGHULQJ WKH TXDUWHW DQG TXLQWHW 
LQVWUXPHQW JURXSV LQ :HVWHUQ PXVLF� AUHO·V XVH RI IRXU W\SHV RI NHPHQoH DQG QH\ LQVWUXPHQW LQ WKH NHPHQoH 
EHĂOHPHVL FDQ EH DVVRFLDWHG ZLWK WKH SUHVHQFH RI ZRRGZLQG LQVWUXPHQWV DV D VXSSRUWLQJ HOHPHQW LQ IRUPV 
VXFK DV GLYHUWLPHQWR DQG VHUHQDGH� HVSHFLDOO\ LQ WKH &ODVVLFDO 3HULRG� TKH UHDVRQV VXFK DV WKH IDFW WKDW WKH 
SLHFH ZDV QRW SXEOLVKHG� DQG WKDW LW FRQWDLQV GLIILFXOW SDVVDJHV LQ WHUPV RI TMM LQVWUXPHQW SHUIRUPDQFH� 
KDYH KLQGHUHG WKH SHUIRUPDQFH RI WKH SLHFH XQWLO WRGD\� E[DPLQDWLRQ DQG DQDO\VLV RI DOO SRO\SKRQLF ZRUNV RI 
+�VH\LQ SDGHWWLQ AUHO� WRJHWKHU ZLWK KLV ZRUN FDOOHG %HĂOHPH� ZLOO DOVR VKHG OLJKW RQ KLV LGHD DQG PRYHPHQW 
RI EOHQGLQJ PDNDP PXVLF ZLWK SRO\SKRQ\�

.e\ZRrGs
harmonic analysis, Hüseyin Sadettin Arel, makam theory, kemençe quintet, Turkish 
makam music
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.RrkXteli \|resi G�ÿ�Q JeleQekleriQiQ m�]ik IRlklRrX 
aoısıQGaQ iQFeleQmesi
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&em 6aYaş
SRUXPOX <D]DU� ANGHQL] ÜQLYHUVLWHVL AQWDO\D DHYOHW KRQVHUYDWXYDU×� T�UN M�]LÿL %|O�P�� AQWDO\D� T�UNL\H� 
(mail� VHYLOD\JRN#DNGHQL]�HGX�WU 25&,'� 0000-0002-6635-718X 

AQWDO\D MLOOL EÿLWLP M�G�UO�ÿ�� THPHO EÿLWLP� DLMLWDO İoHULN GHOLĂWLUPH %|O�P�� AQWDO\D� T�UNL\H�
(mail� FHPP\PXVLF#JPDLO�FRP 25&,'� 0000-0001-6228-2689

g]
KRUNXWHOL \|UHVL G�ÿ�Q JHOHQHNOHULQLQ P�]LN IRONORUX Do×V×QGDQ VXQXOGXÿX EX oDO×ĂPDGD� \|UH\H |]J� 
N�OW�UHO GRNXODU×Q |QH o×NDU×OPDV×� WRSODQDQ YHULOHULQ \D]×O× GRN�PDQODUD G|Q�ĂW�U�OHUHN VRQUDNL 
oDO×ĂPDODUD ND\QDNO×N HWPHVL �]HULQH RGDNODQ×OP×ĂW×U� %X oDO×ĂPDGD� KRUNXWHOL \|UHVLQGH JHOHQHNVHO 
DQOD\×ĂODUOD J�Q�P�]H NDGDU JHOPLĂ� |]HOOLNOH HOHNWULÿLQ YH WHNQRORMLN LPNkQODU×Q V×Q×UO× ROGXÿX \D GD \HQL 
\HQL NXOODQ×OPD\D EDĂODQG×ÿ× G|QHPOHUL ����������·OL \×OODU� NDSVD\DQ G�ÿ�Q |UI YH DGHWOHULQLQ ELULQFL 
Dÿ×]GDQ \DQV×W×OPDV× DPDoODQP×ĂW×U� İOJLOL YHULOHU \|UHGHNL ND\QDN NLĂLOHUOH \DS×ODQ J|U�ĂPHOHUGHQ YH HOGH 
HGLOHQ GRN�PDQODUGDQ \DUDUODQ×ODUDN ROXĂWXUXOPXĂWXU� 1LWHO DUDĂW×UPD \|QWHPOHULQGHQ GXUXP oDO×ĂPDV× YH 
N�OW�U DQDOL]L �HWQRJUDÀ� HWQRJUDI\D� PRGHOL\OH GHVHQOHQHQ EX oDO×ĂPDQ×Q YHULOHUL EHWLPVHO DQDOL] \DS×ODUDN 
o|]�POHQPLĂWLU� <|UHGHNL G�ÿ�QOHU� G�ÿ�Q |QFHVL� G�ÿ�Q V�UHFL YH G�ÿ�Q VRQUDV× ROPDN �]HUH �o DĂDPDGD 
GHÿHUOHQGLULOPLĂ� G�ÿ�Q |QFHVL V�UHoWH� N×] LVWHPH� G�U�� RNX�GDYHWL\H� G�ÿ�Q V�UHFLQGH� WRQJDYXW�
WDUWDOD� NHĂNHN G|YPH� \XND Dÿ]×� ×VSD�×VSD\×�LVSDKL YH G�ÿ�QOHUGH R\QDQDQ R\XQODU� oH\L]DOW×� PDĂDOD� 
J�UHĂ� N×QD� \DV HWPH� N×] DOPD �JHOLQ DOPD�� G�ÿ�Q VRQUDV×QGD LVH JHOLQ \�]� \DS×OG×ÿ× EHOLUOHQPLĂWLU� 
GHOHQHNVHO G�ÿ�QOHU FXPD� FXPDUWHVL YH SD]DU \D GD VDO×� oDUĂDPED YH SHUĂHPEH ROPDN �]HUH �o J�Q 
\DS×OPDNWD� G�ÿ�Q |QFHVL KD]×UO×NODU YH G�ÿ�Q VRQUDV× \DS×ODQ ULW�HOOHUOH V�UHo EHĂ J�Q� EXODELOPHNWHGLU� 
KRUNXWHOL·QH DLW TRT T�UN KDON P�]LÿL DUĂLYLQH ND\×WO× GRNX] W�UN�� G�OL]DU� +LFD]� +�VH\QL� 8ĂĂDN YH ZLUJ�OHOL 
+LFD] ROPDN �]HUH EHĂ IDUNO× PDNDP GL]LVL LOH EHQ]HUOLN J|VWHUPHNWHGLU YH NXOODQ×P V×NO×ÿ× EDN×P×QGDQ 
HQ \D\J×Q J|U�OHQ G�OL]DU PDNDP× GL]LVLGLU� T�UN�OHUGH ���� ���� �������� ���� ��� YH ��� ROPDN �]HUH 
DOW× IDUNO× |Oo� VD\×V× NXOODQ×OP×ĂW×U YH EX |Oo�OHUGHQ HQ \D\J×Q× ���·GLU� T�UN�OHU G|UW IDUNO× VHV V×Q×U×QGD 
J|U�OP�ĂW�U YH H]JLOHU oRÿXQOXNOD VHNL] YH GRNX] VHV V×Q×U×QGDG×U� T�UN�OHULQ WHPDODU× oRÿXQOXNOD DĂN�
VHYGD YH JXUEHWWLU� <|UHGH� JHOLQ ROXUNHQ V|\OHQHQ YH |OHQLQ DUNDV×QGDQ V|\OHQHQ ROPDN �]HUH� NDG×QODU 
WDUDI×QGDQ LNL W�UO� Dÿ×W \DN×OPDNWDG×U� Aÿ×WODU×Q ULWPLN YH PHORGLN ELU \�U�\�Ă� \RNWXU YH DÿODPD ELoLPLQGH 
V|\OHQPHNWHGLU� GHOHQHNVHO N×QD YH G�ÿ�QOHUGH NDG×Q LFUDF×ODU EDN×U OHÿHQ� HUNHN LFUDF×ODU GDYXO� ]XUQD 
YH EDÿODPD oDOPDNWDG×U� SRQXo RODUDN� KRUNXWHOL \|UHVLQGH ���������·OL \×OODUGDQ J�Q�P�]H NDGDU XODĂDQ 
ELU ]DPDQ GLOLPLQGH� JHOHQHNVHO G�ÿ�Q DGHWOHUL LOH P�]LNOHULQLQ EHOJHOHQGLULOGLÿL YH EX EDÿODPGD \|UH\H 
|]J� G|QHPVHO N�OW�UHO GRNXODU×Q DQODW×OG×ÿ×� GDKD VRQUDNL DODQ DUDĂW×UPDODU×QD ND\QDN ROPD QLWHOLÿLQGH ELU 
oDO×ĂPD VXQXOPXĂWXU�

AQaKtar .elimeler
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*iriş
%LUH\OHULQ \DĂDP×QGD GRÿXP� HYOHQPH YH 
|O�P ROPDN �]HUH �o DQD JHoLĂ G|QHPLQLQ 
EXOXQGXÿX V|\OHQHELOLU� %X JHoLĂ DĂDPDODU×� 
NLĂLQLQ EXOXQGXÿX WRSOXPGDNL DQOD\×Ă� 
LQDQo� JHOHQHN� J|UHQHN YH DGHWOHUH J|UH 
GHÿLĂNHQOLN J|VWHUPHNWHGLU� ´%XQODU×Q 
KHSVLQLQ DPDF× GD NLĂLQLQ EX ´JHoLĂµ 
G|QHPLQGHNL \HQL GXUXPXQX EHOLUOHPHN� 
NXWVDPDN� NXWODPDN� D\Q× ]DPDQGD GD 
NLĂL\L EX V×UDGD \RÿXQODĂW×ÿ×QD LQDQ×ODQ 
WHKOLNHOHUGHQ YH ]DUDUO× HWNLOHUGHQ 

NRUXPDNW×Uµ �gUQHN� ���������� GHoLĂ 
G|QHPL LoHULVLQGHNL DGHW� JHOHQHN� J|UHQHN� 
ULW�HO YH W|UHQOHULQ X\JXODQ×Ă ELoLPOHUL 
R WRSOXPXQ JHOHQHNVHO N�OW�U�Q�Q ELU 
SDUoDV×Q× PH\GDQD JHWLUPHNWHGLU� AQDGROX 
KDON× LoLQ NXWVDO J|U�OHQ� VRV\DO KD\DW× E�\�N 
RUDQGD HWNLOH\HQ EX JHoLĂ G|QHPOHULQGHQ 
ELUL GH G�ÿ�QG�U� ´D�ÿ�Q NHOLPHVL G�ÿPHN 
PDVWDU×QGDQ JHOPHNWHGLU� D�ÿPHN� 
EDÿODPDN� G�ÿ�POHPHN GHPHNWLU� D�ÿ�Q� 
dDÿDWD\FD YH 8\JXUFD G�ÿ�P DQODP×QGD 
NXOODQ×OP×ĂW×U� AQDGROX Dÿ×]ODU×QGD LVH 

https://dergipark.org.tr/tr/pub/rastmd/issue/75889/1249199
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EXJ�Q ELOH \DĂDQDQ P�Q GHÿLĂPHVLQLQ 
´G�ÿ�Pµ NHOLPHVLQLQ ´G�ÿ�Qµ RODUDN NDEXO 
J|UPHVLQGH YH \D\J×QODĂPDV×QGD HWNLOL 
ROGXÿX J|U�Ă� \D\J×QG×Uµ �<DN×F×� ��������� 
´DLQL� PLOOL� KXNXNL YH N�OW�UHO GHÿHUOHUOH� 
PDKUHPL\HWH GD\DO× VRUXPOXOXN GX\JXVXQD� 
VRV\DO KD\DW×Q |]HOOLNOHULQH J|UH ELoLP YH 
LoHULN ND]DQDUDN JHOLĂHQ DLOH \DS×V×� HYOHQPH 
LOH WHĂNLO HGLOLUµ �gÿ�W ENHU� ��������� 
EYOHQPH ELoLPOHUL� WRSOXPODU×Q JHOHQHNVHO 
EDN×Ă Do×ODU×QD� HNRQRPLN NRĂXOODU×QD� 
GHÿHU \DUJ×ODU×QD� LQDQoODU×QD YH VRV\DO 
NRQXPODU×QD J|UH GHÿLĂLNOLN J|VWHUPHNWHGLU� 
+HU WRSOXPGD J|U�F�O�N \D GD N×] LVWHPH 
XVXO� LOH HYOHQPH J|U�O�UNHQ� ´N×] NDo×UPD 
�J|Q�OO�� ]RUOD \D GD GH]PDO NDo×UPDV×1�� 
EHĂLN NHUWPHVL� EHUGHU �EHGHO� N×] GHÿLĂ 
WRNXĂX�� NHSLU �\DEDQ GHÿLĂL2� YH WD\JHOGL3µ 
�gUQHN� ������������� JLEL GHÿLĂLN ELoLPOHUGH 
HYOHQPH ĂHNLOOHUL GH J|U�OPHNWHGLU� 
KRUNXWHOL·QGH ´V�U�PH�µ DG×QGD N×] NDo×UPD 
ĂHNOL GH EXOXQPDNWDG×U� ´G�Q�P�]GH� 
JHQoOHULQ oRFXN \DĂWD ELUELUOHULQH QLĂDQ 
WDN×OPDV× DQODP×QGD RODQ EHĂLN NHUWPHVL� 
HYOLOLN ROD\× LoLQGHNL |QHPLQL ND\EHGHUNHQ 
JHUHN JHOHQHÿLQ GHYDP HWWLÿL E|OJHOHUGH 
JHUHNVH HNRQRPLN ĂDUWODU×Q G�ÿ�QH HOYHULĂOL 
ROPD\×Ă× VHEHEL\OH NDoDUDN HYOHQPH XVXO� 
\HULQL NRUXPDNWDG×Uµ �<DN×F×� ��������� 
GHOHQHNVHO EDN×Ă Do×V×QD VDKLS WRSOXPODUGD� 
HYOLOLN \DĂ×Q× EHOLUOH\HQ XQVXU EL\RORMLN RODUDN 
JHOLĂPLĂ ROPDNW×U� EUJHQOLN G|QHPL |QFHOLNOL 
|Oo�WOHUGHQ ELUL VD\×ODELOLU� ´ÜONHPL]GH EXOXÿ 
oDÿ× ����� \DĂODU× DUDV×QGD EDĂODU� GHUHN 

1 %X kGHWH J|UH� N×] oHĂPHGH� \ROGD \D GD HYGH\NHQ 
GHOLNDQO× N×]×Q EDĂ|UW�V�Q� �GH]PDO×Q×� ]RUOD o|]�S 
NDo×U×U� %DĂ|UW�V� NDo×U×ODQ N×] JHUoHNWHQ NDo×U×O×S� LÿIDO 
HGLOPLĂ JLEL VD\×O×U YH RÿODQ DLOHVL N×]×Q DLOHVL\OH DQODĂPDN 
]RUXQGD NDO×U �gUQHN� ��������� %DUODV� �������·WHQ��
2 %HNkU LNL DUNDGDĂ� NHQGL DUDODU×QGD DQODĂDUDN N×] 
NDUGHĂOHULQL ELUELUOHULQH YHUPH\H� \kQL N×]ODU× NHQGL 
DUDODU×QGD GHÿLĂWLUPH\H NDUDU YHULUOHU �gUQHN���������� 
%DUODV� �������·WHQ��
3 DXO NDG×Q×Q� HVNL NRFDV×QGDQ RODQ oRFXNODU× GD DODUDN 
GXO ELU HUNHNOH \D GD GXO ELU HUNHÿLQ HVNL NDU×V×QGDQ 
RODQ oRFXNODU× GD DODUDN GXO ELU NDG×QOD HYOHQPH ELoLPL 
�gUQHN�����������
� K×]× NDo×UPDN LVWH\HQ GHOLNDQO× ´N×]×Q KDUHNHWOHULQL 
\DN×QGDQ LQFHOHU� |\OH \HU VHoHU NL R YDNLWWH YH R VDDWWH 
RUDV× N×]×Q NDo×U×OPDV×QD P�VDLW ROGXÿX LoLQ \DQ×QD 
DOG×ÿ× DUNDGDĂODU× LOH EX NDo×UPD LĂOHPLQL JHUoHNOHĂWLULU� 
dRN HVNLOHUGHQ N×]×Q EHOLQH EDÿODQDQ LSLQ ELU XFX DW×Q 
H\HULQH EDÿODQDUDNµ �dHOLN� ��������� JHUoHNOHĂWLULOHQ 
NDo×UPD ĂHNOLQH V�U�PH GHQLU�

N×]GD JHUHNVH HUNHNWH J|U�OHQ ELUWDN×P 
EL\RORMLN YH À]\RORMLN JHOLĂPHOHU EXOXÿ 
oDÿ×Q×Q EHOLUWLOHULGLU� AQQHOLN YH EDEDO×N LoLQ 
JHUHNOL RODQ EX JHOLĂPHOHU� RQODU×Q EL\RORMLN 
YH VRV\R�N�OW�UHO NLĂLOLNOHULQL JHOLĂWLUHQ 
|QHPOL EHOLUWLOHUGLUµ �gUQHN� ���������� 
+HU QH NDGDU HUJHQOLN �EXOXÿ� G|QHPLQGHNL 
EL\RORMLN JHOLĂPHOHU HYOHQPH NRĂXOODU×Q× 
X\JXQ KDOH JHWLUVH GH WRSOXPXPX]GD 
oRÿXQOXNOD ´HYOLOLN \DĂ×Q×Q EDĂODQJ×F×� N×]ODU 
LoLQ �� LOD ��� HUNHNOHU LoLQVH \D\J×Q RODUDN 
DVNHUOLN G|Q�Ă� EHOLUOH\LFL ROPXĂWXUµ �EUNHQ� 
����� �����

AQDGROX WRSOXPX HYOHQPH ROJXVXQD� \HQL 
ELU \XYD NXUPD� NHQGLOHULQGHQ VRQUDNL QHVOLQ 
GHYDPO×O×ÿ×Q× VDÿODPD� VRV\DO YH HNRQRPLN 
RUWDNO×N ROXĂWXUPD� VRUXPOXOXN ELOLQFL 
JHOLĂWLUPH� HYOHQHQ ELUH\OHULQ DLOHOHULQLQ 
DUDV×QGDNL ND\QDĂPD YH DNUDEDO×N EDÿODU×Q× 
NXYYHWOHQGLUPH JLEL VHEHSOHUOH ROGXNoD 
E�\�N ELU DQODP YH GHÿHU \�NOHPLĂWLU� D�ÿ�Q 
GHQLOGLÿLQGH \DOQ×]FD W|UHQVHO FRĂNX YH 
HÿOHQFH DN×OODUD JHOVH GH JHOHQHNVHO G�ÿ�Q 
DQOD\×Ă×QGD HÿOHQPHQLQ \DQ× V×UD \HPH LoPH� 
PLVDÀUSHUYHUOLN� HO VDQDWODU×� N|\ VH\LUOLN 
R\XQODU×� N×\DIHW� P�]LN� GDQV� N×QD� GXD� 
\DV HWPH� PkQL RNXPD� JHOLQ�J�YH\�RNXFX 
NDUĂ×ODPD� JHOLQ�J�YH\ RNĂDPD JLEL SHN oRN 
XQVXU \|UHVHO IDUNO×O×NODU J|VWHUHUHN NDUĂ×P×]D 
o×NPDNWDG×U� %X WRSOXPVDO X\JXODPDODU 
N�OW�UHO EHOOHN �U�QOHULGLU YH VRPXW 
ROPD\DQ N�OW�UHO PLUDV DODQODU×Q× PH\GDQD 
JHWLUPHNWHGLU� ´K�OW�UHO EHOOHN� JHQHO 
DQODP×\OD WRSOXPODU×Q JHoPLĂOHULQH GDLU 
ELULNLPOHUL\OH RODQ EDÿODQW×ODU×Q× WHNUDUODPDN 
VXUHWL\OH FDQO× WXWWXÿX YH EX ELULNLPLQ 
NXĂDNODU DUDV× DNWDU×P×Q× VDÿOD\DUDN V�UHNOL 
KDOH JHWLUGLÿL NROHNWLI NLPOLÿL ROXĂWXUDQ 
EHOOHN W�U�Q� WDQ×PODU� %X DQODPGD WRSOXPXQ 
JHoPLĂWHNL DQ× YH WHFU�EHOHULQL ELUOLNWH 
KDW×UODPDV× YH WHNUDUODPDV×� R WRSOXPD DLW 
RUWDN ELU NLPOLÿLQ J|VWHUJHVLGLUµ �AN×Q� ����� 
����� ´K�OW�U PLUDVODU× JHoPLĂLQ WDQ×NODU×G×U� 
EX \|QOHUL\OH JHOHFHÿLQ ĂHNLOOHQPHVLQGH 
HWNHQGLU� +DON N�OW�U� �U�QOHUL KDON DUDV×QGD 
PD\DODQG×ÿ× LoLQ� KDON×Q N�OW�U \DS×V×Q× 
YH GRNXVXQX RUWD\D NR\DU� +DON N�OW�U� 
WRSOXPVDO \DĂDPGD ELUOLNWHOLÿL SHNLĂWLULFL� 
GD\DQ×ĂPD\× DUW×U×F× |]HOOLNOHULQL V�UG�UHUHN 
ELU LĂOHY �VWOHQLU� KDON×Q NHQGL N�OW�U�\OH 
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\DEDQF×ODĂPDPDV×Q× VDÿODUµ �AUWXQ� ����� 
���� G�QD\� �������·WHQ�� +DON N�OW�U� 
�U�QOHUL RODQ |UÁHU� DGHWOHU� JHOHQHN YH 
J|UHQHNOHU EX WRSOXPVDO GD\DQ×ĂPD YH 
ELUOLNWHOLÿL SHNLĂWLULFL |]HOOLÿL LOH WRSOXPXQ 
RUWDN LQDQo� GX\JX YH G�Ă�QFHVLQL 
\DQV×WDQ ELUWDN×P ULW�HOOHU oHUoHYHVLQGH 
X\JXODQPDNWDG×U� ´D�ÿ�Q W|UHQOHULQGH 
\DS×ODQ E�W�Q SUDWLNOHULQ DPDF×� NXUXODFDN 
RODQ \XYDQ×Q� PXWOX YH KX]XUOX ELU DLOHQLQ 
WHPHOOHULQLQ DW×OPDV× YH X]XQ \×OODU GD\DQ×NO× 
ROPDV×� HYOHQHQ ELUH\OHULQ JHoLPOL ROPDV× 
JLEL L\L QL\HWOHUOH \DS×O×U �EUNHQ� ���������� 
D�ÿ�QOHUGH JHOLQLQ EDĂ×QGDQ EXÿGD\ 
�EDNOL\DW� DW×OPDV×� NDS× HĂLÿLQH EDO \D GD \Dÿ 
V�U�OPHVL� PXWOX ELU HYOLOLÿL RODQ NLĂLQLQ N×QD\× 
\DNPDV×� JHOLQLQ NXFDÿ×QD oRFXN YHULOPHVL� 
WHVWL N×UG×UPD JLEL ELUWDN×P ULW�HOOHU YH EDW×O 
LQDQoODU� \HQL HYOHQHQOHULQ HYLQGH EROOXN 
EHUHNHW ROPDV×� JHOLQLQ EDĂ×Q×Q ER]XOPDPDV× 
�D\U×OPDPD�� L\L JHoLQPHOHUL� oRFXN VDKLEL 
ROPDODU× YH ELUELUOHULQH VDG×N ROPDODU× LQDQF× 
YH LVWHÿL\OH |UW�ĂPHNWHGLU� D�ÿ�Q NDYUDP×Q× 
G�ÿ�Q |QFHVL� G�ÿ�Q V�UHFL YH G�ÿ�Q VRQUDV× 
RODUDN �o ĂHNLOGH LQFHOHPHN P�PN�QG�U� 
GHQHO ELU oHUoHYHGH EDN×OG×ÿ×QGD� G�ÿ�Q 
|QFHVLQGH� N×] LVWHPH� oH\L]� V|]� QLĂDQ YH 
GDYHWL\H� G�ÿ�Q V�UHFLQGH� \HPHN� oH\L] 
VHUPH� HÿOHQFH� N×QD� JHOLQ DOPD� QLNkK� 
G�ÿ�Q VRQUDV×QGD LVH JHOLQ J|UPH� HO |SPH 
JLEL DĂDPDODU EXOXQPDNWDG×U�

TRSOXPODU×Q JHoPLĂWHQ J�Q�P�]H JHWLULS 
\DĂDWW×ÿ× N�OW�UHO ELU PLUDV RODQ JHOHQHN� 
J|UHQHN� |UI YH DGHWOHU VRV\DO \DĂDP× 
G�]HQOH\LFL ELU XQVXU RODUDN ]DPDQ LoHULVLQGH 
G|QHPLQ NRĂXOODU×QD J|UH ĂHNLOOHQPLĂ� 
GDYUDQ×Ă ELoLPL� \D]×O× YH V|]O� DNWDU×P 
\ROX\OD QHVLOGHQ QHVLOH XODĂW×U×OP×ĂW×U� 
+HU E|OJH YH \|UHGH J|U�OHQ EX JHOHQHN� 
J|UHQHN� |UI YH DGHWOHU KRUNXWHOL·QGH GH 
\|UH\H |]J� ELUWDN×P GHÿHUOHU oHUoHYHVLQGH 
J|U�OPHNWHGLU�

.Xramsal deroeYe
%X E|O�PGH N�OW�U� KDONELOLPL �IRONORU� 
YH P�]LN NDYUDP× LOH oDO×ĂPD RGDÿ× RODQ 
KRUNXWHOL·QLQ FRÿUDÀ \DS×V×� WDULKL YH 
N�OW�UHO |]HOOLNOHULQH LOLĂNLQ Do×NODPDODU \HU 
DOPDNWDG×U�

.�lt�r� +alkEilimi �)RlklRr� Ye M�]ik 

.aYramları
+DON N�OW�U�� \�]\×OODUG×U KDON×Q 
GHQH\LPOHULQGHQ V�]�OP�Ă� ELoLP ND]DQP×Ă� 
]DPDQ LoHULVLQGH ELUWDN×P GHÿLĂLPOHUH 
XÿUDP×Ă YH J�Q�P�]H NDGDU DNWDU×ODUDN 
JHOPLĂWLU� TRSOXPVDO LOHWLĂLPLQ WHNQRORML 
LOH GHÿLĂLPL�G|Q�Ă�P� YH NLĂLGHQ NLĂL\H 
DNWDU×P× N�OW�U�Q GLQDPLN ROGXÿXQXQ GD ELU 
J|VWHUJHVL ROPXĂWXU� ´K�OW�U WHULPL� LDWLQFH 
Colere ÀLOLQGHQ W�UHWLOPLĂ RODQ Cultura’dan 

JHOPHNWHGLU� %X ÀLO HNLS ELoPHN DQODP×QGDG×U� 
K�OW�U WHULPL GH RQ VHNL]LQFL \�]\×OD NDGDU 
WRSUDÿ× ×VODK HWPH� �U�Q \HWLĂWLUPH�HNPH 
JLEL oRÿXQOXNOD WDU×POD LOJLOL DQODPODUD 
VDKLSWLUµ �G|NDOS� ��������� ´RRPDO×ODU 
FXOWXUD WHULPLQL GRÿDGD NHQGLOLÿLQGHQ 
\HWLĂHQ ELWNLOHUGHQ D\×UPDN �]HUH� LQVDQ 
HPHÿL YH HOL\OH WDUODGD HNLOHUHN \HWLĂWLULOHQ 
ELWNLOHUL DGODQG×UPDNWD NXOODQP×ĂODUG×U� 
T�UNoHGH ´N�OW�Uµ NDUĂ×O×ÿ× RODUDN |QHULOHQ 
´HNLQµ WHULPL GH FROHUH ÀLOLQGHNL HNLS 
ELoPHN� HNPHN� DQODPODU× HVDV DO×QDUDN 
W�UHWLOPLĂWLU �g]OHP� ����� ����� G�QFHO 
T�UNoH S|]O�NWH N�OW�U� ´WDULKv� WRSOXPVDO 
JHOLĂPH V�UHFL LoLQGH \DUDW×ODQ E�W�Q PDGGL 
YH PDQHYL GHÿHUOHU LOH EXQODU× \DUDWPDGD� 
VRQUDNL QHVLOOHUH LOHWPHGH NXOODQ×ODQ� LQVDQ×Q 
GRÿDO YH WRSOXPVDO oHYUHVLQH HJHPHQOLÿLQLQ 
|Oo�V�Q� J|VWHUHQ DUDoODU×Q E�W�Q�� KDUV� 
HNLQµ� +DONELOLP THULPOHUL S|]O�ÿ�QGH 
������ LVH ´ELUH\LQ �\HVL ROGXÿX WRSOXPGDQ 
|ÿUHQGLÿL ELOJL� JHOHQHN� J|UHQHN� GDYUDQ×Ă� 
\DVD� VDQDW� X\JXOD\×P� ]DQDDW JLEL |]GHNVHO 
YH WLQVHO �U�QOHUGHQ ROXĂDQ E�W�Qµ RODUDN 
WDQ×PODQP×ĂW×U �VR]OXN�JRY�WU�� %X EDÿODPGD� 
LQVDQ× YH WRSOXPX DQODWDQ N�OW�U�Q GLQ� GLO� 
WDULK� JHOHQHN� J|UHQHN� VDQDW JLEL EHOOL 
EDĂO× SHN oRN |ÿHVL EXOXQPDNWDG×U� K�OW�U�Q 
EX |JHOHULQL WRSOXPX ROXĂWXUDQ ELUH\OHULQ 
NHQGLQGHQ VRQUDNL QHVOH DNWDU×P× VRQXFX 
ELUWDN×P GHÿLĂLPOHUH XÿUD\DELOPHNWHGLU� 
´K�OW�U�Q GHÿLĂLPL K×]O× \D GD \DYDĂ RODELOLU� 
İQVDQO×ÿ×Q ]DPDQ×P×]D NDGDU JHoLUGLÿL 
HYULPOHU EXQXQ HQ J�]HO |UQHNOHULGLU� 
DHÿLĂLPLQ VHEHEL� LQVDQ�LQVDQ� LQVDQ�WDELDW� 
LQVDQ�oHYUH LOLĂNLOHUL YH QLKD\HW WRSOXOXNODU×Q 
LOLĂNLOHULGLU� %LU GHÿLĂLP� ELU WHPDV VRQXFXGXUµ 
�A\� ����� ���� ´%LUH\LQ LoLQH GRÿGXÿX 
N�OW�U� DQQHGHQ� DLOHGHQ EDĂOD\DUDN GLÿHU 
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WRSOXPVDO NXUXPODU DUDF×O×ÿ×\OD |ÿUHQPH 
V�UHFLµ �G|NDOS� ����� ��� N�OW�UOHQPH 
RODUDN WDQ×PODQP×ĂW×U� K�OW�UOHQPHQLQ 
GHWD\O× LQFHOHPHVLQLQ \DS×OG×ÿ× KDONELOLPL� 
EHOOL FRÿUDÀ E|OJHOHUGH \DĂD\DQ ELUH\OHULQ 
RUWDN \DĂDP ĂHNLOOHULQL� WDY×U YH WXWXPODU×Q× 
Do×NODPD\× VDÿODPDV×� RQODU×Q JHOHQHN� 
DGHW� W|UH JLEL N�OW�UHO DNWDU×P ELoLPOHULQL 
LQFHOHPHVL� WRSOXOXN WDUDI×QGDQ \DS×ODQ 
|]J�Q YH oDÿGDĂ \DUDW×PODU× RUWD\D 
o×NDUPDV× Do×V×QGDQ |QHPOLGLU �gUQHN� 
������ %X EDÿODPGD 3pUH]·H ������ J|UH 
¶IRONORU· NDYUDP×� ´Do×NoD EHOLUOL ELU NRQX\X 
NDSVDPD\D \|QHOLN LQVDQO×N WDUDI×QGDQ 
oDO×Ă×ODQ ELOJLOL EXOXĂ� N�OW�UHO �UHWLPLQ 
JHQLĂ IHQRPHQDO \HOSD]HVLQLQ ELU E|O�P�G�U� 
TDQ×P RODUDN� IRONORU N�OW�UOH LOJLOHQLU� %X 
GLVLSOLQ ´JHOHQHNVHOµ DQODP×QGD ´SRS�OHUµ 
RODUDN DGODQG×U×O×Uµ �V�����

)RONORU DUDĂW×UPDODU×QGD YHUL WRSODPDN� 
HWQRJUDÀN EHWLPOHPH YH GHÿHUOHQGLUPH 
\DSDELOPHN DG×QD SUREOHPLQ o|]�P�QH 
LOLĂNLQ KDON ELOLPL NXUDPODU×QGDQ 
\DUDUODQPDNWD ID\GD YDUG×U� K�OW�U�P�]LN 
LOLĂNLVLQGHNL N�OW�UHO DNWDU×P ELoLPL� 
KDONELOLPL NXUDPODU×QGDQ LĂOHYVHO \DNODĂ×P 
NXUDP× LOH |UW�ĂPHNWHGLU� KRQX\OD LOJLOL 
RODUDN ´N�OW�UHO \DS×ODU×Q LĂOHYOHUH EDÿO× ELU 
ĂHNLOGH GHÿLĂPH\H XÿUDG×ÿ× YH\D RUWDGDQ 
NDONW×ÿ×� IRONORUFXQXQ NXUXP YH \DS×ODUGDNL 
GHÿLĂPHOHUL VDGHFH WHVSLW HWPHN YH 
VRQXoODU× �]HULQGH GXUPDNOD \HWLQHPH\HFHÿL 
YH GHÿLĂLPLQ QDV×O PH\GDQD JHOGLÿLQL GH 
o|]�POHPHVL JHUHNWLÿL GLNNDWH DO×QG×ÿ×QGD� 
IRONORU DUDĂW×UPDODU×QGD SUREOHPOHULQ 
EHOLUOHQPHVL YH o|]�POHQPHVLQGH \DS×VDO 
LĂOHYVHO o|]�POHPH PRGHOLQLQ |QHPOL ELU 
\HUH VDKLS ROGXÿX J|U�OHFHNWLUµ �<ROFX YH 
AoD� ������������

´İĂOHYVHO NXUDPD J|UH LFUD HGLOHQ ELU IRONORU 
unsurunun onu anlatan ve dinleyende 

ROXĂWXUGXÿXQXQ YH\D ROXĂWXUGXNODU×Q×Q 
QLWHOLÿLQLQ RUWD\D NRQXOPDV×Q× 
DPDoODP×ĂW×U� %DĂND ELU GH\LĂOH IRONORUX 
YH RQXQ LQVDQ KD\DW×QGDNL URO�Q� WDP 
DQODP×\OD DQOD\DELOPHN LoLQ IRONORUXQ 
PLWOHU� HIVDQHOHU� QLQQLOHU� DWDV|]OHUL 
JLEL E�W�Q W�UOHU YH W�UN�OHU |UQHÿLQGH 
J|U�OHELOHFHÿL JLEL KHU W�U�Q LoLQGHNL DĂN 

W�UN�OHUL� VDYDĂ W�UN�OHUL� LĂ W�UN�OHUL 
DOW W�UOHULQH DLW IRUPODU×QD DLW �U�QOHULQ 
YH\D LFUDODU×Q GHÿLĂLN WRSOXPODUGDNL 
X\JXODPDODU×QD GDLU oRN GDKD ID]OD 
ELOJL VDKLEL ROPDP×] JHUHNPHNWHGLUµ 
�dREDQRÿOX� ����� ��������� 

d�QN� ´KDON GDQVODU×� P�]LN YH P�]LN 
DOHWL PHUNH]OL LFUD JHOHQHNOHUL� VHPDK�
VHPD YH FHP JLEL LQDQo PHUNH]OL ULW�HOOHU� 
G�ÿ�QOHU� N×QD JHFHOHUL� JHOHQHNVHO VRKEHW 
WRSODQW×ODU× YH GDKD ELUoRN KDON ELOJLVL �U�Q� 
WDQ×PODPD� GHUOHPH� WHVSLW� LQFHOHPH YH 
WDKOLO DĂDPDODU×QGD P�]LÿLQ W�U YH ĂHNLO 
EHOLUOH\LFLOLÿLQGHQ \DUDW×P� DNWDU×P YH 
J�QFHOOHPHGHNL HWNL YH NDWN×ODU×QD NDGDU 
X]DQDQ JHQLĂ ELU LĂOHYVHO DODQD VDKLS ROGXÿX 
J|U�OP�ĂW�U �AN×Q� ����� ����� MHMtD ������� 
KDON P�]LÿLQLQ� JHOHQHNVHO N�OW�U EDN×P×QGDQ 
N|NOHULQH HQ \DN×Q V|]O� JHOHQHN ROGXÿXQX 
YXUJXOD\DUDN� EX JHOHQHNVHO \DNODĂ×P 
DNDGHPLN P�]LNOH ELUOHĂWLÿLQGH� G�Q\DGDNL 
IDUNO× N�OW�UOHUH DLW JHOHQHNVHO P�]LNOHULQ� 
QRWDODU×Q NXOODQ×P×\OD NRUXQPDV×Q× P�PN�Q 
N×ODFDÿ×Q× EHOLUWPLĂWLU� +DON P�]LÿLQLQ EHVWH 
DODQODU×QD ULWPLN� PHORGLN� DUPRQLN YH\D 
W×Q× EDN×P×QGDQ IDUNO× HVWHWLN DQOD\×ĂODU 
JHWLUHUHN� WDULK ER\XQFD SHN oRN EHVWHFLQLQ 
HVHUOHULQL\DUDWDELOPHVL� JHOLĂWLUHELOPHVL YH 
GLÿHU N�OW�UOHULQ IRONORU XQVXUODU×Q× PDO]HPH 
RODUDN J|UHELOPHVLQL P�PN�Q N×OG×ÿ×Q× 
EHOLUWPLĂWLU �V���� +DON P�]LÿL� JHoPLĂOH 
EXJ�Q� N�OW�UHO DNWDU×P EDÿODP×QGD 
ELUELULQH EDÿOD\DQ� N�OW�U |JHOHULQLQ 
X\JXODQ×Ă× V×UDV×QGDNL SHN oRN ULW�HOLQ 
LoHULVLQGH \HU DODQ� KDON ELOLPLQLQ HQ |QHPOL 
|JHOHULQGHQ ELULGLU� %X QRNWDGDQ KDUHNHWOH� 
´ULW�HO YH P�]LÿLQ� VDKLS ROGXNODU× EX GRÿDO 
X\XP LoHULVLQGH� ELUELULQL EHOOL ELU G�]HQ YH 
EDÿODQW× oHUoHYHVLQGH DG×P DG×P L]OH\HQ 
¶JHoPLĂOH EDÿ NXUPD·� ¶WHNUDUODPD· YH 
¶FDQODQG×UPD· JLEL NLPOLN LQĂDV×Q×Q ROPD]VD 
ROPD] N�OW�UHO EHOOHN |JHOHULQL EDU×QG×UG×ÿ× 
J|U�O�Uµ �AN×Q� ����� ��������� SRQXo 
RODUDN� JHOHQHN� J|UHQHN� |UI� DGHW� LQDQo� 
ULW�HO YH EXQXQ JLEL SHN oRN X\JXODPD� R 
E|OJH \D GD \|UHGH \DĂD\DQ WRSOXPODU×Q 
\DĂD\×Ă×Q×� HVWHWLN GHÿHUOHULQL� EDN×Ă Do×ODU×Q×� 
LQDQoODU×Q× DQODPDGD YH GHÿHUOHQGLUPHGH 
\DUG×PF× ELUHU |JHGLU� GHOHQHNVHO N�OW�UOHU 
JHoPLĂOH ĂLPGLNL ]DPDQ DUDV×QGD V�UHÿHQOLN� 
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GHYDPO×O×N VDÿODPDNWDG×U� DROD\×V×\OD V�UHNOL 
GHÿLĂLP J|VWHUHQ WDULKL YH VL\DVDO NRĂXOODUD 
X\XP VDÿOD\DUDN ELUWDN×P GHÿLĂLPOHUL GH 
EHUDEHULQGH JHWLULU� %X GHÿLĂLPOHULQ WHVSLWL 
YH VRQXFXQX o|]�POH\HELOPHN� N�OW�U�Q 
QLWHOLÿLQL DQODPODQG×UDELOPHN DG×QD 
KDONELOLPL NXUDPODU×QGDQ LĂOHYVHOFL \DNODĂ×P 
NXUDP×QGDQ \DUDUODQPDQ×Q |QHPOL ROGXÿX 
G�Ă�Q�OPHNWHGLU�

.RrkXteli·QiQ &RÿraÀ <aSısı� 7ariKi Ye 

.�lt�rel g]ellikleri

AQWDO\D·GD \DĂD\DQ \HUOL KDON LoLQ \D\OD 
RODUDN J|U�OHQ KRUNXWHOL� AQWDO\D LOLQH 
EDÿO×� AQWDO\D·Q×Q NX]H\EDW×V×QGD NDODQ YH LO 
PHUNH]LQH �� NP X]DNO×NWD YH ���� P UDN×P 
\�NVHNOLNWH \HU DODQ ELU LOoHGLU� KRUNXWHOL·QLQ 

AN\DU� AODDGGLQ� AĂDÿ×SD]DU� AYGDQ� 
%DKoH\DND� %D\DW� %D\DWEDGHPOHUL� %HÿLĂ� 
%R]RYD� %�\�NN|\� dD\NHQDU×� d×YJDODU� 
dRPDNO×� dXNXUFD� DHUHN|\� DXUDOLOHU� 
EVHQ\XUW� GDULSFH� G|oHUOHU� G�]OH� İPHFLN� 
İPUDKRU� KDUDED\×U� KDUDNX\X� KDUDWDĂ� 
KDUJDO×N� KDUJ×Q� KDUĂ×\DND� KD\DEDĂ� 
KHPHUDÿ]×� KHYVHU� K×UNS×QDU� K×]×ODOLOHU� 
K×]×OFDGDÿ� KLUHPLWOL� KR]DÿDF×� K|VHOHU� 
K�o�NN|\� K�o�NO�� LH\OHN� MDPDWODU� 
MDQD\� 1HELOHU� OVPDQNDOIDODU� S×PDQG×U� 
S|ÿ�WF�N� S�OHNOHU� TDĂNHVLÿL� TDWN|\� 
8]XQROXN� <DNDN|\� <D]×U� <HOHPH� <HOWHQ� 
<HQL� <HĂLORED� <HĂLO\D\OD YH <XNDU×NDUDPDQ 
ROPDN �]HUH �� PDKDOOHVL EXOXQPDNWDG×U� 
KRUNXWHOL LOoHVLQH DLW KDULWD YH J�QFHO JHQHO 
J|U�Q�P G|UVHO �·GH YHULOPLĂWLU�

Görsel 1. KRUNXWHOL KDULWDV× �D� YH İOoH\H DLW J�QFHO J|UVHO �E� �D�QGHQ %XJ�QH AQWDO\D� ���������

TDULKL ELQOHUFH \×O |QFHVLQH GD\DQDQ KRUNXWHOL 
SHN oRN PHGHQL\HWH HY VDKLSOLÿL \DSP×ĂW×U� 
%LOLQHQ WDULKL ND\×WODUD J|UH EWLOHU ]DPDQ×QGD 
3VLG\D &XPKXUL\HWL G|QHPL� RRPD %L]DQV 
G|QHPL� SHOoXNOXODU G|QHPL� +DPLWRÿXOODU× 
YH THNH %H\OLNOHUL G|QHPL� OVPDQO× G|QHPL 
YH J�Q�P�]H NDGDU RODQ V�UHoWH SHN oRN 
EH\OLÿLQ YH GHYOHWLQ KLPD\HVLQGH NDOP×ĂW×U� 
KRUNXWHOL DG×Q× SXOWDQ ,,� %D\H]LG·LQ 
ĂHK]DGHOHULQGHQ RODQ KRUNXW·WDQ DOG×ÿ× 
ELOLQPHNWHGLU� ´����·GD %XFDN� ����·WH 
GH AQWDO\D PXWDVDUU×Á×ÿ×QD EDÿO× ELU LOoH 
ROPXĂ YH KRUNXWHOL LVPLQL DOP×ĂW×U� KRUNXWHOL 
)DWLK G|QHPLQGHNL GHIWHUOHUGH İVWDQR] 
YH\D İVWDQRV ĂHNOLQGH ND\GHGLOPLĂWLU� ;9,� 
\�]\×OD DLW GHIWHUOHUGH GH İVWDQRV ĂHNOLQGH 
ND\GHGLOGLÿL YH EX ĂHNLOGH JHoWLÿLµ �MRÿRO� 
����� ���� J|U�OPHNWHGLU� ´EYOL\D dHOHEL·QLQ 
,VWDQR] KDNN×QGD \D]G×ÿ× ELOJL\H J|UH EXUDGD 

İVLQGD DG×QGD ELU NDVDED YDUG×� İVLQGD 
NDVDEDV× 3LVLG\DO×ODU ]DPDQ×QGD NXUXOPXĂWXU� 
AODDGGLQ K×ĂOD MDKDOOHVLQGH İVLQGD 
NDVDEDV× 3LVLG\DO×ODUD DLW ĂHKLU NDO×QW×ODU×QD 
UDVWODQPDNWDG×Uµ �D�QGHQ %XJ�QH AQWDO\D� 
����� �����

KRUNXWHOL·QGH ´ANGHQL] LNOLPLQGHQ NDUDVDO 
LNOLPH JHoLĂ |]HOOLÿL J|VWHUHQ LNOLP 
J|U�OPHNWHGLU� <D]×Q ANGHQL] LNOLPLQLQ 
HWNLVL ID]OD LNHQ� N×Ă×Q NDUDVDO LNOLP 
HWNLVLQL J|VWHUPHNWHGLU� İOoHGHNL \×OO×N 
V×FDNO×N RUWDODPDV×� ���� �& LNHQ \×OO×N 
\Dÿ×Ă RUWDODPDV× ����� PP RODUDN WHVSLW 
HGLOPLĂWLUµ �&DQ� ���������� KRUNXWHOL 
´GRÿXVXQGD AQWDO\D PHUNH] LOoHVL� EDW×V×QGD 
MXÿOD )HWKL\H LOoHVL YH %XUGXU� G|OKLVDU YH 
dDYG×U LOoHOHUL� J�QH\GH KXPOXFD YH EOPDO× 
LOoHOHUL YH NX]H\GH %XUGXU� %XFDN YH THIHQQL 
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LOoHOHUL LOH oHYULOL EXOXQPDNWDG×Uµ �D�QGHQ 
%XJ�QH AQWDO\D� ����� �����

KRUNXWHOL \�]\×OODU ER\XQFD SHN oRN 
PHGHQL\HWH HY VDKLSOLÿL \DSP×ĂW×U� +DOHQ 
EX PHGHQL\HWOHULQ L]OHUL J|U�OPHNWHGLU� 
KRUNXWHOL� WDULKL� FRÿUDÀ \DS×V× YH N�OW�UHO 
]HQJLQOLNOHUL EDN×P×QGDQ THNH \|UHVL LOH 
ROGXNoD EHQ]HUOLN J|VWHUPHNWHGLU� THNH 
\|UHVL ´%XUGXU YH LOoHOHUL PHUNH] ROPDN 
�]HUH� DHQL]OL·QLQ AF×SD\DP� SHULQKLVDU� 
dDPHOL� MXÿOD·Q×Q )HWKL\H YH K|\FHÿL]·H 
NDGDU RODQ E|O�P�� AQWDO\D·Q×Q KRUNXWHOL� 
EOPDO× YH oHYUHVL LOH AI\RQ LOLQLQ DLQDU� 
DD]N×U×� %DĂPDNo× oHYUHVL� THNH \|UHVL 
N�OW�U�Q�Q J|U�OG�ÿ� YH \DĂDG×ÿ× ELU oHYUH 
RODUDN ELOLQPHNWHGLU �G|N AN\×OG×]� ����� 
��� EO VDQDWODU×QGDQ� \HPHN N�OW�U�QH� 
KDON R\XQODU×QGDQ P�]LÿLQH� NXOODQ×ODQ 
GLO |]HOOLNOHULQGHQ Dÿ×WODUD� WDU×PVDO 
|]HOOLNOHUGHQ PLPDUL\H� LNOLPGHQ \HU 
ĂHNLOOHULQH NDGDU SHN oRN |]HOOLN� WRSOXPXQ 
GX\JX YH G�Ă�QFHVLQL� GHÿHU \DUJ×ODU×Q×� 
\DĂD\×Ă ĂHNOLQL ĂHNLOOHQGLUPH\H \DUG×PF× ELUHU 
XQVXU ROPXĂWXU� KRUNXWHOL·QGH DGHW� JHOHQHN 
YH EX JHOHQHNOHU oHUoHYHVLQGH X\JXODQDQ 
ULW�HOOHULQ KHPHQ KHPHQ KHSVL THNH \|UHVLQL 

NDSVD\DQ LOOHU� NDVDEDODU YH N|\OHUOH RODQ 
HWNLOHĂLP EDÿODP×QGD ROXĂPXĂWXU� <|UHGH 
\DĂD\DQ WRSOXPXQ V|]O� EHOOHÿLQL DQODPD\D 
\DUD\DQ HQ |QHPOL DNWDU×P DUDF× GD P�]LNWLU� 
)RONORULN P�]LN HÿOHQFHOHULQLQ HQ \RÿXQ 
J|U�OG�ÿ� \HUOHU LVH G�ÿ�QOHUGLU� ´K�OW�U�Q 
\DĂDW×OPDV×QGD� GHYDPO×O×ÿ×QGD� JHOLĂLPLQGH 
YH DNWDU×P×QGD |QFHOLNOH JHOHQHNVHO 
N�OW�U�Q ELU \DS×ODU E�W�Q� RODUDN \DĂD\DQ� 
G|Q�ĂHQ YH WRSOXPX G|Q�ĂW�UHQ LĂOHYOHULQLQ 
EHOLUOHQPHVL YH ]DPDQ LoHULVLQGHNL HWNLQ 
YDUO×ÿ×Q×Q V�UG�U�OPHVL JHUHNOLOLÿL Do×NW×Uµ 
�G|N AN\×OG×]� ����� ��� ´K�OW�U� GDKD oRN 
N|\OHUGH NHQGLQL J|VWHULU� āHKLU N�OW�U�QGH� 
HVNL KDUHNHWOHU GHÿLĂPHNWH� ND\EROPDNWDG×U� 
D�ÿ�QOHU� PXKDEEHWOHU� GLÿHU WRSOXPVDO 
KDUHNHWOHU oDÿ×Q YH WHNQRORMLQLQ ROXPVX] 
HWNLVL\OH IRONORULN GHÿHULQL ND\EHWPLĂWLU� 
gUQHÿLQ� |]HO P�]LÿL LOH oDÿGDĂ ELU 
RUJDQL]DV\RQX \DQV×WDQ� HUNHNOHU DUDV× 
]L\DIHWOHU� QHUHGH LVH \RN ROPDN �]HUHGLU� 
D�ÿ�QOHULQ HVNL |]HOOLÿL NDOPDP×ĂW×U� K|\OHUGH 
LVH N�OW�U KDUHNHWOHUL JHOHQHNVHO RODUDN GDKD 
FDQO× GXUXPGDG×Uµ �dLQH� ����� ���� <|UH\H 
DLW P�]LNRIRONORULN5 |UQHNOHUL G|UVHO �·GH 
YHULOPLĂWLU�

Görsel 2. KRUNXWHOL·QLQ G�ÿ�Q JHOHQHNOHULQGHNL P�]LN IRONORUXQD LOLĂNLQ J|UVHOOHU

KRUNXWHOL \|UHVL G�ÿ�Q JHOHQHNOHULQLQ YH P�]LN 
IRONORUXQXQ VXQXOGXÿX EX oDO×ĂPD� \|UH\H 
|]J� N�OW�UHO GRNXODU×Q |QH o×NDU×OPDV×� 
WRSODQDQ YHULOHULQ \D]×O× GRN�PDQODUD 
G|Q�ĂW�U�OHUHN VRQUDNL oDO×ĂPDODUD 
ND\QDNO×N HWPHVL EDN×P×QGDQ |QHPOLGLU� %X 
EDÿODPGD KRUNXWHOL \|UHVLQGHNL JHOHQHNVHO 
QRUPODUOD J�Q�P�]H NDGDU JHOPLĂ� |]HOOLNOH 
HOHNWULÿLQ YH WHNQRORMLN LPNkQODU×Q ROPDG×ÿ× 
\D GD \HQL \HQL NXOODQ×OPD\D EDĂODQG×ÿ× 
G|QHPOHUL ����������·OL \×OODU� NDSVD\DQ 
G�ÿ�Q |UI YH DGHWOHULQL ELULQFL Dÿ×]GDQ 
\DQV×WPD\× DPDoOD\DQ EX oDO×ĂPDQ×Q YHULOHUL 

ND\QDN NLĂLOHUOH \DS×ODQ J|U�ĂPHOHUGHQ 
YH GRN�PDQODUGDQ \DUDUODQ×ODUDN HOGH 
HGLOPLĂWLU�

5 İVSDQ\ROFD·GD ́ LD P~VLFD IRONOyULFDµ RODUDN LIDGH HGLOHQ  
P�]LNRIRONORULN WHULPL ĂX ĂHNLOGH WDQ×PODQPDNWDG×U� ´LD 
P~VLFD WUDGLFLRQDO R P~VLFD IROFOyULFD HV OD GHQRPLQDFLyQ 
SDUD OD P~VLFD SRSXODU TXH VH WUDQVPLWH GH JHQHUDFLyQ 
HQ JHQHUDFLyQ SRU YtD RUDO �\ KR\ HQ GtD WDPELpQ GH 
PDQHUD DFDGpPLFD� FRPR XQD SDUWH PiV GH ORV YDORUHV \ 
GH OD FXOWXUD GH XQ SXHEORµ �GHOHQHNVHO P�]LN YH\D KDON 
P�]LÿL� ELU KDON×Q GHÿHUOHULQLQ YH N�OW�U�Q�Q ELU SDUoDV× 
RODUDN QHVLOGHQ QHVLOH V|]O� �YH J�Q�P�]GH DNDGHPLN 
RODUDN GD� DNWDU×ODQ SRS�OHU P�]LÿLQ DG×G×U� �KWWSV���
DOHSK�RUJ�P[�TXH�VLJQLÀFD�OD�PXVLFD�IROFORULFD� ������
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Araştırma 3rRElemi
%X DUDĂW×UPDGD AQWDO\D LOL� KRUNXWHOL 
LOoHVLQGH JHOHQHNVHO G�ÿ�Q DGHWOHULQLQ 
QHOHU ROGXÿX� QH ĂHNLOGH X\JXODQG×ÿ×� \|UH\H 
DLW T�UNL\H RDG\R YH THOHYL]\RQ KXUXPX 
�TRT� T�UN KDON P�]LÿL DUĂLYLQGH \HU DODQ 
W�UN�OHULQ QHOHU ROGXÿX� KDQJL W�UGH� KDQJL 
PDNDP GL]LOHULQGH� KDQJL VHV JHQLĂOLNOHULQGH� 
KDQJL |Oo�OHUGH ROGXÿX� W�UN� V|]OHULQGHNL 
WHPDODU×Q QHOHU ROGXÿX� JHOHQHNVHO N×QD YH 
G�ÿ�QOHUGH KDQJL W�UN�OHULQ LFUD HGLOGLÿL 
VRUXODU×QD FHYDS DUDQDFDNW×U� %X NDSVDPGD 
DUDĂW×UPDQ×Q WHPHO SUREOHPL�

 ¾ AQWDO\D�KRUNXWHOL·QGH JHOHQHNVHO 
G�ÿ�Q DGHWOHUL YH P�]LN SUDWLNOHUL QDV×OG×U"

AUDĂW×UPDQ×Q DOW SUREOHPOHUL LVH�

 ¾ AQWDO\D�KRUNXWHOL·QGH JHOHQHNVHO 
G�ÿ�Q DGHWOHUL QHOHUGLU YH QH ĂHNLOGH 
X\JXODQPDNWDG×U"

 ¾ AQWDO\D�KRUNXWHOL·QH DLW W�UN�OHU 
QHOHUGLU YH EX W�UN�OHULQ W�U�� PDNDP GL]LVL� 
VHV JHQLĂOLÿL� |Oo�V� YH WHPDV× QDV×OG×U"

 ¾ AQWDO\D�KRUNXWHOL·QGH JHOHQHNVHO 
IRUPGD JHUoHNOHĂWLULOHQ N×QD \DNPD 
ULW�HOLQGH YH G�ÿ�QOHUGH KDQJL W�UN�OHU LFUD 
HGLOPHNWHGLU"

<|Qtem
%X E|O�PGH DUDĂW×UPDQ×Q PRGHOL� GRN�PDQODU� 
YHUL WRSODPD YH o|]�POHPHVLQGH NXOODQ×ODQ 
\|QWHP YH WHNQLNOHU \HU DOPDNWDG×U�

AraştırmaQıQ MRGeli
1LWHO DUDĂW×UPD \|QWHPOHULQGHQ GXUXP 
oDO×ĂPDV× YH N�OW�U DQDOL]L �HWQRJUDÀ� 
HWQRJUDI\D� PRGHOL\OH GHVHQOHQHQ EX 
oDO×ĂPDQ×Q YHULOHUL� \DU× \DS×ODQG×U×OP×Ă 
J|U�ĂPH VRUXODU× YH GRN�PDQ LQFHOHPHVL 
\ROX\OD WRSODQP×Ă� HOGH HGLOHQ YHULOHU 
EHWLPVHO DQDOL] \DS×ODUDN o|]�POHQPLĂWLU� 
´EWQRJUDÀN PRGHOL NXOODQDUDN EHOLUOL 
ELU N�OW�U� WDQ×PODPD YH \RUXPODPD 
DPDF×\OD JHUoHNOHĂWLULOHQ DUDĂW×UPDODUGD 
YHUL WRSODPD DUDF× DUDĂW×UPDF×Q×Q NHQGLVL 
ROXS IDUNO× YHUL ND\QDNODU× YH YHUL WRSODPD 
\|QWHPOHUL NXOODQ×OPDNWDG×U� %X GXUXP 
ELUD] GD N�OW�U NDYUDP×Q×Q VWDQGDUW 

|Oo�POHU LoLQ X\JXQ ROPDPDV×QGDQ YH KHU 
ĂH\L \HULQGH DQODPODQG×UPDQ×Q JHUHÿLQGHQ 
ND\QDNODQPDNWDG×Uµ �āLPĂHN� ��������� 

'Rk�maQlar
D�ÿ�Q JHOHQHNOHULQH LOLĂNLQ KDON ELOLPL WHPHOOL 
\D\×PODQP×Ă GRN�PDQODU LOH KRUNXWHOL·QLQ 
WDULKL� FRÿUDÀ |]HOOLNOHUL� JHOHQHN� J|UHQHN� 
|UI YH DGHWOHULQH \|QHOLN \D]×O× ND\QDNODU 
WDUDQP×Ă� \DS×ODQ J|U�ĂPHOHU \D]×O× 
PHWLQOHUH G|Q�ĂW�U�OHUHN RUWDN WHPDODU 
EHOLUOHQPLĂ YH oDO×ĂPD\D GDKLO HGLOPLĂWLU� TRT 
T�UN +DON M�]LÿL RHSHUWXYDU AUĂLYL WDUDQDUDN 
KRUNXWHOL·QH ND\×WO× �·VL N×U×N KDYD �·VL X]XQ 
KDYD ROPDN �]HUH � W�UN� EHOLUOHQPLĂ� EXQODU� 
ND\QDN NLĂL� W�U� PDNDP GL]LVL� |Oo�V�� VHV 
JHQLĂOLÿL YH WHPDV× EDN×P×QGDQ LQFHOHQHUHN 
WDEORODUGD VXQXOPXĂWXU� KRUNXWHOL·QLQ 
JHOHQHNVHO N×QD YH G�ÿ�Q DGHWOHUL LoHULVLQGH 
NDG×QODU×Q NHQGL DUDODU×QGD HÿOHQLUNHQ 
V|\OHGLNOHUL W�UN�OHUGHQ \|UH\H DLW RODQ YH 
TRT T�UN KDON P�]LÿL UHSHUWXYDU DUĂLYLQH 
ND\×WO× ROPDG×ÿ× J|U�OHQ � W�UN� YH � ERÿD] 
KDYDV× ND\QDN NLĂLOHUGHQ GLQOHQHUHN QRWD\D 
DO×QP×Ă YH oDO×ĂPD\D GDKLO HGLOPLĂWLU�

*|r�şme
AQWDO\D�KRUNXWHOL·QGH JHOHQHNVHO G�ÿ�Q 
DGHWOHULQLQ QHOHU ROGXÿXQD YH X\JXODQPD 
ELoLPOHULQH LOLĂNLQ \DU× \DS×ODQG×U×OP×Ă 
J|U�ĂPH VRUXODU× KD]×UODQDUDN� NRQX\OD 
LOJLOL ELOJL YH GHQH\LPL ROGXÿX G�Ă�Q�OHQ 
NDW×O×PF×ODUD VRUXOPXĂ� YHULOHQ FHYDSODUD 
LVWLQDGHQ oDO×ĂPDQ×Q EXOJXODU× RUWD\D 
NRQPXĂWXU� İOJLOL ND\QDN NLĂLOHULQ 
J|U�ĂOHULQGHQ DO×QW×ODU \DS×ODUDN EXOJXODUGD 
VXQXOPXĂWXU� dDO×ĂPDGD P�]LN HWQRJUDÀVLQH 
\|QHOLN VDKD DUDĂW×UPDV× \DS×OP×Ă� AQWDO\D LOL 
KRUNXWHOL LOoH PHUNH]L ROPDN �]HUH EHĂ N|\GH 
�PDKDOOHGH� �%�\�NN|\� %R]RYD� KR]DÿDF×� 
S�OHNOHU� <HĂLO\D\OD� DUDĂW×UPDF× WDUDI×QGDQ 
\�] \�]H J|U�ĂPHOHU \DS×OP×ĂW×U� KDW×O×PF×ODU� 
KRUNXWHOL·QGH \×OODU ER\X N×QD YH G�ÿ�QOHUGH 
DNWLI RODUDN OHÿHQ� J�ÿ�P� GDUEXND� EDÿODPD 
oDODQ NDG×Q LFUDF×ODU LOH GDYXO� ]XUQD� EDÿODPD 
oDODQ HUNHN LFUDF×ODUGDQ ROXĂPDNWDG×U� %X 
ND\QDN NLĂLOHULQ ELOJL� J|U�Ă� GHQH\LPOHULQGHQ 
ID\GDODQPDN YH LVLPOHULQL Do×NoD EHOLUWPHN 
LoLQ U×]D EH\DQODU× DO×QP×ĂW×U� KDW×O×PF×ODU×Q 
GHPRJUDÀN |]HOOLNOHUL YH NRGODU �KD\QDN KLĂL� 
KK� TDEOR �·GH OLVWHOHQPLĂWLU�



Korkuteli yöresi düğün geleneklerinin müzik folkloru açısından incelenmesi

���

No &iQsi\et <aş (ÿitim Meslek�Āş 
GXrXmX M�]ik iFrası Kod

*|r�şme 
7ariKi

1 KDG×Q 77
İONRNXO 
mezunu

EY KDQ×P× K×QD YH D�ÿ�QOHUGH 
OHÿHQ� GHI oDOPD KK1 ����������

2 KDG×Q 59
İONRNXO 
mezunu

EY KDQ×P× K×QD YH D�ÿ�QOHUGH 
OHÿHQ� GHI oDOPD KK2 ����������

3 KDG×Q 50
İONRNXO 
mezunu

EY KDQ×P×
K×QD YH D�ÿ�QOHUGH 
OHÿHQ� GHI� EDÿODPD 

oDOPD
KK3 ����������

� KDG×Q 66
İONRNXO 
mezunu

EY KDQ×P× K×QD YH D�ÿ�QOHUGH 
OHÿHQ� GHI oDOPD KK� ����������

5 KDG×Q 60
İONRNXO 
mezunu

EY KDQ×P× K×QD YH D�ÿ�QOHUGH 
OHÿHQ� GHI oDOPD KK5 ����������

6 EUNHN 59
LLVH 

mezunu

M�]LV\HQ � 
DHÿLUPHQFL

D�ÿ�QOHUGH EDÿODPD 
oDOPD KK6 ����������

7 EUNHN 60
İONRNXO 
mezunu

M�]LV\HQ D�ÿ�QOHUGH GDYXO� 
]XUQD� EDÿODPD oDOPD KK7 ����������

8 EUNHN 75
İONRNXO 
mezunu

EF]DF× NDOIDV× 
� M�]LV\HQ

%DÿODPD oDOPD YH 
V|\OHPH KK8 ����������

7aElR �� KDW×O×PF×ODU×Q GHPRJUDÀN |]HOOLNOHUL 

%XlJXlar Ye <RrXm
%X E|O�PGH� DUDĂW×UPDGD HOGH HGLOHQ 
EXOJXODU YH EX EXOJXODUD LOLĂNLQ \RUXPODUD 
\HU YHULOPLĂWLU� AUDĂW×UPDQ×Q EXOJXODU×Q×Q 
YHULOLĂ V×UDV× DUDĂW×UPD VRUXODU×Q×Q V×UDV×QD 
J|UH G�]HQOHQPLĂWLU�

.RrkXteli '�ÿ�Q AGetleri Ye 8\JXlaQış 
%ioimleri
KRUNXWHOL \|UHVLQGH G�ÿ�QOHU� N×] LVWHPH� 
QLĂDQODQPD� G�U� KD]×UODPD� WDUWDOD� 
oH\L] DOW×� N×QD \DNPD� JHOLQ HYLQH oH\L] 
VHUPH� G�ÿ�Q HÿOHQFHOHUL YH JHOLQ \�]� 
DĂDPDODU×QGDQ ROXĂXU� %X \|UHGHNL JHOHQHNVHO 
G�ÿ�QOHU� PHYVLPOLN oDO×ĂPD KD\DW×� WDU×PVDO 
IDDOL\HWOHULQ WDPDPODQPDV× JLEL HNRQRPLN 
HWPHQOHU VHEHEL\OH JHQHOOLNOH VRQEDKDU 
YH N×Ă PHYVLPOHULQGH \DS×OPDNWDG×U� 
KRUNXWHOL·QGH oRÿXQOXNOD G�ÿ�Q 
KD]×UO×NODU×QD SHUĂHPEHGHQ EDĂODQPDNWD� 
FXPD� FXPDUWHVL� SD]DU ROPDN �]HUH �o J�QH 
\D\×ODUDN PLVDÀUOHU Dÿ×UODQPDNWD� P�]LN 
HĂOLÿLQGH R\QDPD� RUWD R\XQX YH PDĂDOD 
JLEL HÿOHQFHOHU \DS×OPDNWDG×U� D�ÿ�Q J�QOHUL 

G�ÿ�Q VDKLSOHULQLQ WHUFLKLQH YH PLVDÀUOHULQ 
GXUXPXQD J|UH SD]DUWHVL KD]×UO×NODUD 
EDĂODQDUDN VDO×� oDUĂDPED YH SHUĂHPEH 
J�QOHULQGH GH \DS×ODELOLU� <|UHGH G�ÿ�QGHQ 
ELU \D GD ELUNDo J�Q |QFH HNPHN \DSPD� 
RGXQ WRSODPD� HU]DN JHWLUPH� NHĂNHN 
G|YPH� PLVDÀU NDUĂ×ODPD JLEL ELUWDN×P 
KD]×UO×NODU YH G�ÿ�QGHQ VRQUD JHOLQ J|UPH� 
HO |SPH JLEL ELUWDN×P ULW�HOOHU \DS×OG×ÿ×QGDQ 
G�ÿ�QOHULQ EDĂODQJ×o YH ELWLĂL EHĂ J�QH 
\D\×ODELOPHNWHGLU� KRUNXWHOL G�ÿ�Q DGHWOHUL 
YH X\JXODQ×Ă ELoLPOHULQL G�ÿ�Q |QFHVL� G�ÿ�Q 
V�UHFL YH G�ÿ�Q VRQUDV× ROPDN �]HUH �o 
EDĂO×NWD LQFHOHPHN P�PN�QG�U�

%iriQFi aşama� '�ÿ�Q |QFesi
EYOLOLN oDÿ×QD JHOHQ JHQoOHULQ DLOHOHUL |QFHGHQ 
DUDĂW×UPD \DSDUDN X\JXQ JHOLQ DGD\× EHOLUOHU 
YH RÿXOODU×QD V|\OHU� OÿXOODU×Q×Q J|U�Ă� 
ROXPOX ROXUVD N×]×Q DLOHVLQH KDEHU YHULUOHU YH 
J|U�F� RODUDN JLGHUOHU� ́ AQDGROX·GD G�Q�U LOH 
LOJLOL |]O� ELU V|] YDUG×U� ´K×] G�Q�UH YHULOLUµ 
RQXQ LoLQ GH G�Q�UOHU KDW×U× VD\×O×U� DNO× 
EDĂ×QGD� Dÿ]× ODI \DSDQ G�U�VW LQVDQODUGDQ 
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VHoLOLU� SHoLOHQ G�Q�U WDUDI×QGDQ ELU LNL GHID 
JLGLS JHOLQPH VRQXFXQGD N×] ELWLUPH �N×] 
LVWHPH�� V|] NHVPH LĂL WDPDPODQ×Uµ �dHOLN� 
����������

.ı] isteme
´3HUĂHPEH YH SD]DU J�QOHUL N×] LVWHPH\H 
JLGLOLU� GLÿHU J�QOHU JLGLOPH]� K×] LVWHQGLÿLQGH� 
N×]×Q DLOH E�\�NOHUL LON LVWHPHGH N×]× YHUPH]� 
K×] LVWHPH\H �o NH] JLGLOLU o�QN� N×] HYL GH 
NHQGL DUDV×QGD NRQXĂPD \DSDU� GHÿHUOHQGLULU� 
ANUDEDODU×QD \DN×QODU×QD GDQ×ĂPDN LoLQ V�UH 
LVWHUOHU� K×]×Q DLOHVL EL] NDUDU YHUGLN GHUVH� 
HUNHN HYL KD]×UO×N \DSDU� oLNRODWD� ORNXP� 
ĂHNHU� ELVN�YL DODUDN KD\×UO× ROVXQ GHUOHU YH 
DLOHOHU ELUELULQH VDU×ODUDN NXWODUµ �KK���

Dürü

KRUNXWHOL·QGH RÿODQ YH N×] WDUDÁDU× 
ELUELUOHULQH KHGL\HOHU KD]×UODUODU� %X 
KHGL\HOHUH G�U� DG× YHULOLU� ´%RKoD GD 
DG× YHULOHQ G�U�� JHOLQ N×]×Q YH GDPDG×Q 
DQQHVLQH� EDEDV×QD� NDUGHĂOHULQH \DQL ELULQFL 
GHUHFH \DN×QODU×QD YHULOLU� GRID \DQL NDUJ×GDQ 
\DS×OP×Ă V�VO� ELU VHSHW LoHULVLQH NRQPXĂ 
G�U� D\Q× ]DPDQGD GDYHWL\H DQODP×QD GD 
JHOPHNWHGLUµ �KK��� %DĂND ELU LIDGH\OH 
´G�U�� N×] WDUDI×QGDQ HUNHN WDUDI×QD YHULOHQ 
KHGL\HOHUGLU� K×] HYL HUNHN HYLQGHQ G�U� LoLQ 
SDPXNOX HO GRNXPDV× NXPDĂ YH SDPXNOX LSOLN 
LVWHU� %X LSOLNOHUL GRNX\DUDN G�U� KD]×UODU� 
D�U�GH� HUNHNOHUH J|\QHN� GRQ� XFX LĂOHPHOL 
XoNXU� WR]OXN� SDUD NHVHVL YH oHYUH� NDG×QODUD 
GD GDVWDU DG× YHULOHQ GLNG|UWJHQ ĂHNOLQGHNL 
|UW�OHU� |UPH SDUD NHVHVL YH oRUDS \HU DO×Uµ 
�K×]×OND\D� ����������

Oku-davetiye

KRUNXWHOL JHOHQHNVHO G�ÿ�QOHULQGH� G�ÿ�QH 

GDYHW PDKL\HWLQGH ´RNXµ DG× YHULOHQ 
ELUWDN×P HĂ\DODU YHULOLU� ´D�ÿ�QGHQ |QFHNL 
oDUĂDPED J�Q�� ��� J�Q V�UHQ G�ÿ�QOHUGH 
GDKD GD |QFHGHQ� ELUHU ELUHU RNX GDÿ×W×U� %LU 
NLĂL HOLQH ELU GHÿQHN \D GD VRSD DO×U� NLEULWL 
VHSHWH NR\DU� VHSHWL GH NROXQD WDNDU KLoELU 
KDQH E×UDNPDGDQ NLEULW GDÿ×W×U� ANUDEDODUD� 
\DN×QODU×QD GD ��� PHWUHGHQ NHVLOPLĂ 
NXPDĂODUGDQ ĂDOYDUO×N� SLMDPDO×N� GRQOXN 
GDÿ×W×O×U� TDEL \DN×QODU×Q D\Dÿ×QD GDYXO ]XUQD 
JLWPH\LQFH G�ÿ�QH JHOPH]OHU� DDYXO ]XUQD 
HĂOLÿLQGH KHGL\HOHU DO×Q×U� GDYXOXQ DUNDV×QD 
G�ĂHU G�ÿ�Q HYLQH JHOLUOHUµ �KK��� D�ÿ�Q 
VDKLSOHULQLQ PDGGL LPNDQODU×QD J|UH RNXODU 
GHÿLĂNHQOLN J|VWHUHELOPHNWHGLU� ONX GDÿ×WPD 
LĂLQL ´G�ÿ�Q VDKLSOHUL DG×QD o×ÿ×U×F× \DSDU� 
d×ÿ×U×F×ODU Dÿ]×QD ODI \DN×ĂDQ EHFHULNOL FDQ× 
WH] NLĂLOHUGHQ VHoLOLU� G|QGHULOHQ RNXODU 
WRSOXP LoLQGHNL VD\J×QO×NODU×QD J|UH IDUNO×O×N 
DU] HGHU� MHVHOD oRN VD\J×Q LWLEDUO× NLĂLOHUH 
J|POHN� SDQWRORQOXN� NXPDĂ SHĂNLU �KDYOX� 
JLEL NLĂLQLQ GXUXPXQD J|UH DWOHW� oHYUH� 
\DÿO×N �PHQGLO� oD\ EDUGDÿ× �WDN×P KDOLQGH� 
oRUDS� NDKYH� LVSLUWH �NLEULW NXWXVX� JLEL 
RNXODU J|QGHULOLUµ �dHOLN� ����� �����

ĀkiQFi aşama� '�ÿ�Q s�reFi
<|UHGH G�ÿ�QOHUH J�QOHU |QFHVLQGHQ 
KD]×UO×N \DS×O×U� OÿODQ HYL YH N×] HYL LĂ ELUOLÿL 
LoHULVLQGH G�ÿ�Q V�UHFLQL \|QHWLUOHU� D�ÿ�Q 
KD]×UO×NODU×QD N|\O�OHU LPHFH XVXO� LOH 
GHVWHN ROXUODU� <|UHGH G�ÿ�QOHU oRÿXQOXNOD 
SHUĂHPEH EDĂOD\×S SD]DUWHVL ELWPHNWHGLU� 
D�ÿ�Q VDKLSOHULQLQ NDUDU×QD J|UH G�ÿ�Q 
J�QOHUL SD]DUWHVL EDĂOD\×S FXPD J�Q� ELWHFHN 
ĂHNLOGH GH EHOLUOHQHELOLU� %X V�UHoOHU N|\GHQ 
N|\H IDUNO×O×N J|VWHUHELOLU� %X G�ÿ�QOHULQ 
J�QOHUH J|UH GDÿ×O×P× YH G�ÿ�Q V�UHFLQGH 
\DS×ODQ H\OHPOHU TDEOR �·GH VXQXOPXĂWXU�

7aElR �� KRUNXWHOL·QGH JHOHQHNVHO G�ÿ�QOHULQ J�QOHUH J|UH GDÿ×O×P× YH G�ÿ�Q V�UHFLQGH \DS×ODQ H\OHPOHU

*�Qler '�ÿ�Q 6�reFiQGeki (\lemler

3erşemEe TRQJDYXW�TDUWDOD KHĂNHN G|YPH

&Xma SDEDK GDYXOX�9DNLW GDYXOODU× TRQJDYXW � TDUWDOD <XND Dÿ]× ,VSD�,VSD\×�İVSDKL K×QD

&Xmartesi dH\L] DOW× MDĂDOD K×QD Yas etme

3a]ar D�ÿ�Q HÿOHQFHVL K×] DOPD G�UHĂ

3a]artesi GHOLQ \�]�
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KDG×QODU DUDV×QGD \DS×ODQ HÿOHQFHOHU 
RGDODUGD \D GD HYLQ P�VDLW DODQODU×QGD 
\DS×O×U� ´D�ÿ�QOHU HY DOW×QGD DK×U GHQLOHQ 
KD\YDQODU×Q EDÿODQG×ÿ× N×V×PGD \DS×O×U� 
S�S�U�O�U� WHPL]OHQLU YH NLOLP VHULOLU� İQVDQODU 
RUDODUD \HUOHĂLS \HUOHUH RWXUXUODU� HÿOHQHQOHUL 
VH\UHGHUOHU� İQVDQODU×Q R\QDPDV× HÿOHQPHVL 
ELWHQH NDGDU RUDGD GXUXUODUµ �KK���

7RQJaYXt � 7artala
D�ÿ�QGHQ |QFHNL SHUĂHPEH J�Q� |ÿOHGHQ 
VRQUD WDUWDOD �TDK·\D J|UH NXUX \D GD \DĂ 
\HPLĂ� oHUH]� \D GD WRQJDYXW DG× YHULOHQ 
ELU ULW�HO JHUoHNOHĂPHNWHGLU� TDUWDOD� HUNHN 
HYLQGHQ G�ÿ�Q V�UHVLQFH OD]×P RODQ \L\HFHN 
YH LoHFHNOHULQ DW DUDEDV×QD \�NOHQHUHN GDYXO 
]XUQD HĂOLÿLQGH N×] HYLQH JHWLULOPHVLGLU� 
TRQJDYXW YH\D WDUWDOD DG× YHULOHQ EX 
ULW�HOOHU THNH \|UHVLQGH GH EHQ]HU ĂHNLOGH 
X\JXODQPDNWD� %XUGXU YH N|\OHULQGH XQGX] 
�XQ�WX]� \D GD XQXGXQ �XQ�RGXQ� RODUDN 
LVLPOHQGLULOPHNWHGLU� ´%X JHOHQHÿLQ DPDF× 
RÿODQ HYLQGHQ N×] HYLQH G�ÿ�Q�Q \DS×OPDV×QD 

\DUG×P DPDoO× J|W�U�OHFHN HU]DN �XQ� WX] 
JLEL�� JHQHOOLNOH N�o�NEDĂ KD\YDQ �NR\XQ� 
NHoL JLEL� YH G�ÿ�Q VRQUDV× JHOLQ YH GDPDG×Q 
NXOODQDFDÿ× HĂ\DODU×Q �\DWDN� \RUJDQ� N×O×N�
N×\DIHW� J|W�U�OPHVL RODUDN WDQ×PODQDELOLUµ 
�SDYDĂ� ����� ���� OÿODQ HYLQGHQ ELU \HQJH 
\D GD WH\]H NROXQD JHQLĂ E�\�N ELU VHSHW 
WDNDU YH LoHULVLQH JHOLQLQ LKWL\DF× RODELOHFHN 
N×QD� NRORQ\D YE� NR\DU� %XQXQ \DQ×QGD DW 
DUDEDV× \D GD X\JXQ ELU DUDFD RGXQ� HNPHN� 
HW� EXOJXU� SLULQo� QRKXW JLEL N×] HYLQH 
OD]×P RODFDN SHN oRN \L\HFHN YH LKWL\DoODU 
\�NOHQHUHN N×] HYLQH JLGLOLU� ´OÿODQ HYL ELU 
WDQH NRo J|QGHULU YH ER\QX]XQD DOO× \D]PD\D 
EHQ]HU W�OOHU \D GD EH]OHU LOH D\QD WDNDUODU� 
KHVLOHQ NRo �o J�Q V�UHFHN RODQ G�ÿ�QGH 
\HPHNOHUGH NXOODQ×O×Uµ �KK���  K×] HYLQGH 
\HPHN \HQGLNWHQ VRQUD GDYXO ]XUQD HĂOLÿLQGH 
HÿOHQLOLU� TRQJDYXW� ´WRKXP NDYXGXµ RODUDN 
GD DGODQG×U×OPDNOD ELUOLNWH \|UHGH ´N×QDQ×Q 
\DN×OG×ÿ× J�QH WRQJDY×G×µ �EUNHQ������ ���� 
GD GHQPHNWHGLU�

Görsel 3. TRQJDYXW � TDUWDOD ULW�HOLQGHQ |UQHN J|UVHOOHU

D�ÿ�Q \HPHNOHUL G�ÿ�Q VDKLSOHULQLQ PDGGL 
LPNDQODU×QD J|UH ĂHNLOOHQPHNWHGLU� <|UHGH 
oRÿXQOXNOD G�ÿ�QOHUGH \DS×ODQ \HPHNOHU� 
´NHĂNHN� �]�PGHQ \D GD NXUXWXOPXĂ 
HOPDGDQ� HULNWHQ KRĂDI� SLULQo oRUEDV×� 
NXODNO× oRUED �PDQW× \D GD \�NV�N oRUEDV× 
EHQ]HUL�� PHUFLPHN oRUEDV×� WDYXN oRUEDV×� 
NHOOH�SDoD oRUEDV× �FXPD J�Q� VDEDK�� NXUX 
IDVXO\H� QRKXW \HPHÿL� EXOJXU�SLULQo SLODY×� 
NHPLNOL HWOL NDYXUPD� WXUĂX� K|ĂPHULP� 
LUPLN KHOYDV×� ]HUGH� o|ÿHQ �o|YHQ� KHOYDV×� 
EDNODYD� VDU× EXUPD� NDGD\×I WDWO×V×G×Uµ �KK�� 
KK�� KK�� KK�� KK��� İOoHGH G�ÿ�Q \HPHÿL 
\DSDQ N|\ NDG×QODU× G|UVHO �·GH YHULOPLĂWLU�

Görsel 4. KRUNXWHOL·QGH G�ÿ�Q \HPHÿL \DSDQ N|\ 
NDG×QODU×
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.eşkek G|Yme
KHĂNHN� KRUNXWHOL YH FLYDU×QGD ROPD]VD 
ROPD] GHQHELOHFHN JHOHQHNVHO ELU \HPHN� 
D\Q× ]DPDQGD ELU ULW�HOGLU� KHĂNHÿH ´WRKXP 
NDYXGXµ DG× GD YHULOPHNWHGLU� ´&XPD J�Q� 
RODQ HVNL LVPL\OH WRKXP NDYXGX ĂLPGL LVH 
NHĂNHN RODQ EX \HPHN� R G|QHPOHUGH 
ELULQLQ V×UW×QD \�NOHQHQ KH\EHQLQ LNL 
J|]�QH NHĂNHNOLN EXÿGD\ NRQDUDN JHWLULOLU� 
WDĂWDQ R\PD GLEHNOHUGH |]HO KD]×UODQP×Ă 
DÿDoWDQ \DS×OP×Ă \HUGH EXÿGD\×Q NDEXÿX 
GLEHNWH G|Y�O�S NDEDUW×O×U YH NDEXÿX 
VR\XOXU� VDYUXOXU� OQGDQ VRQUD DĂo×ODU E�\�N 
\HPHN ND]DQODU×QD RQX NR\DU YH G|Y�OHUHN 
KD]×UODQ×U� D�ÿ�QH JHOHQOHULQ G�ÿ�Q ER\X 
\L\HELOHFHÿL ĂHNLOGH \DS×O×Uµ �KK��� KHĂNHN 
G|Y�O�UNHQ ´NHĂNHN G|YPH DUDF×Q× �VRNX� 
VDS N×V×PODU×QGDQ WXWDUDN RPX]ODU×QD NR\XS 
JHOHQ JHQoOHU GLEHN WDĂ×QGDNL oXNXUD G|N�OHQ 
EXÿGD\D V×UD LOH ELUL VRNX\X KDYD\D NDOG×U×UNHQ 
GLÿHUL VRNX\X GLEHN WDĂ×QGDNL NHĂNHNOLN 
EXÿGD\D LQGLULU� %|\OHOLNOH N×VD ]DPDQGD 
EXÿGD\ NDEXNODU×QGDQ o×NDU×ODUDN NHĂNHNOLN 
KDOH JHWLULOLU� DDYXO YH ]XUQDF× GD QHĂHOL 
SDUoDODU oDODUDN JHQoOHULQ R\QDPDODU×Q× 
VDÿODUµ �dHOLN� ����� �����  KHĂNHÿLQ �]HULQH 
WHUH\Dÿ× G|N�O�U� %XQXQ \DQ×QGD |]HO RODUDN 
K|ĂPHULPOH EHUDEHU GH NHĂNHN NDYUXOXU� 
+|ĂPHULP� V�W ND\PDÿ×Q× V�]�S LoLQH D]×F×N 
WX] HNOHQHUHN WHUH\Dÿ×QGD KDÀI VDUDUDQD 
NDGDU NDYUXODUDN \DS×O×Uµ �KK��� D�ÿ�Q 
]DPDQ× NHĂNHNOLN EXÿGD\ G|Y�OHQ GLEHN WDĂ× 
|UQHÿL G|UVHO �·WH YHULOPLĂWLU�

Görsel 5. D�ÿ�Q ]DPDQ× NHĂNHNOLN EXÿGD\ G|Y�OHQ 
|UQHN ELU GLEHN WDĂ× 

<Xka aÿ]ı
´D�ÿ�QGHQ \DNODĂ×N ELU KDIWD |QFH NRQX 
NRPĂX ELU DUD\D JHOHUHN \XIND HNPHN �\XND 

HNPHN� \DSDU� O ]DPDQODU SD]DU HNPHÿL 
GHQLOHQ VRPXQ HNPHNOHUL \RN �KK��� ´%XQD 
´\XND Dÿ]×µ GHQLU� ENPHNOHU SLĂWLNWHQ VRQUD 
o|UHN \DS×O×U YH ELUL JHOLQ ELUL GH GDPDW LoLQ 
D\U×ODQ o|UHNOHU HYLQ ELU \DNDV×QD DV×O×U� +DQJL 
o|UHN G�ĂHUVH R NLĂLQLQ XWDQG×ÿ× V|\OHQLU� 
gUQHÿLQ� N×] XWDQG×� RÿODQ XWDQPDG× GHUOHU 
YH R o|UHÿL JHOLQOH GDPDGD \HGLULUOHU �KK���

9akit GaYXlları
D�ÿ�Q�Q EDĂODG×ÿ× FXPD J�Q�QGHQ G�ÿ�Q�Q 
ELWWLÿL SD]DU J�Q�QH NDGDU �o J�Q� GDYXO YH 
]XUQD LFUDF×ODU× VDEDK� |ÿOH YH DNĂDP GDYXOX� 
RNXFX NDUĂ×ODPD� JHOLQ DOPD YH HÿOHQPH 
V�UHoOHULQGH DNWLI RODUDN \|UH H]JLOHULQL LFUD 
HGHUOHU� &XPD J�Q� VDEDK RÿODQ HYLQH GDYXO 
]XUQD JHOLU YH G�ÿ�Q EDĂODU� 9DNLW GDYXOODU×QD 
GD FXPD J�Q� EDĂODQ×U� ´9DNLW GDYXOODU× 
GHQLOHQ ĂH\ VDEDKOH\LQ H]DQ YDNWLGLU� O 
G|QHPLQ G�ÿ�Q HYLQGH JHOHQHN E|\OH ROGXÿX 
LoLQ VDDW �����·GD �����·GD GDYXO ]XUQD 
oDO×QPD]� SDDW ����� YH\DKXW H]DQGDQ VRQUD 
J�QHĂ GRÿPDGDQ |QFH oDO×QPD\D EDĂODU� AUW×N 
R DNĂDPD NDGDU RNXFX� G�U�F� NDUĂ×ODPDV× 
LoLQ EHOLUOL DUDO×NODUOD GHYDP HGHU� gUQHÿLQ� 
%�\�NN|\·GH \D GD %R]RYD·GD VDEDK GDYXOX 
oDO×Q×U� ED]× N|\OHUGH |ÿOH QDPD]×QGDQ VRQUD 
LKWL\DU \HPHÿL GL\H ELU DGHW YDUG×U� &DPLGHQ 
o×NDQ LKWL\DUODU×P×] JHOLU G�ÿ�Q HYLQGH 
\HPHN \HUµ �KK��� 9DNLW GDYXOODU×Q× oDODQ 
YH RNXFX NDUĂ×OD\DQ P�]LV\HQOHU G|UVHO �·GD 
|UQHNOHQGLULOPLĂWLU�

Görsel 6. 9DNLW GDYXOODU×Q× oDODQ YH RNXFX NDUĂ×OD\DQ 
P�]LV\HQOHU

´&XPD J�Q� VDEDK HUNHQGHQ RÿODQ HYLQLQ 
|Q�QGH ´G�OO�N GDÿ×µ DGO× JXUEHW KDYDV× 
oDO×Q×U� AUG×QGDQ ÜPP� \DQL ´oD\D G�ĂW� 
WXWDPDG×P NROXQXµ W�UN�V�� ��� ULWLPGH 
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RODQ W�UN�OHUGHQ oDO×Q×U PHVHOD VDU× ]H\EHN� 
&HPLOHP JLEL� EQ VRQ ELWLĂWH GH Aÿ×U K|URÿOX 
KDYDV× oDO×Q×U YH LQVDQODU VDEDK GDYXOXQXQ 
ELWWLÿLQL DQODUµ �KK��� SDEDK GDYXOXQXQ 
DUG×QGDQ P�]LV\HQOHUH \HPHN YHULOLU� SDDW 
����������� FLYDU×QGD FDPL FHPDDWLQGHQ 
NLPL QDPD] |QFHVL NLPL QDPD]GDQ VRQUD RNX 
LoLQ G�ÿ�Q HYLQL ]L\DUHW HGHU� GDYXO ]XUQD LOH 
NDUĂ×ODQ×UODU� &XPD J�Q� N×] YH RÿODQ HYLQLQ 
\DN×QODU×� N|\O�OHUL ]L\DUHW HGHU� FXPDUWHVL 
J�Q� LVH X]DNWDQ JHOHFHN NRQXNODU Dÿ×UODQ×U� 
&XPD J�QN� HÿOHQFHOHU RÿODQ HYLQGH JHFH 
����� \H NDGDU GHYHP HGHU� &XPDUWHVL J�Q� 
RÿODQ HYL N×] HYLQH JHOLU oH\L] DOW× HWNLQOLÿLQGH 
GDYXO ]XUQD HĂOLÿLQGH HÿOHQFH \DS×O×U�

,sSa�,sSa\ı�ĀsSaKi Ye G�ÿ�QlerGe R\QaQaQ 
R\XQlar
KRUNXWHOL JHOHQHNVHO G�ÿ�QOHULQGH DNUDED 
HĂ GRVW ELU DUD\D JHOGLÿLQGH NDG×QODU YH 
HUNHNOHU NHQGL DUDODU×QGD PLVDÀUOHUL GH 
HÿOHQGLUPHN LoLQ ELUWDN×P R\XQODU \DSDUODU� 

<|UHGH |]HOOLNOH NDG×QODU×Q \DSP×Ă ROGXÿX 
R\XQODUGDQ ELUL ,VSD·G×U� ´GHOLQ DO×F×V×Q×Q 
JHFH N×QDV×QD ×VSD \DSDUODU� %XQX NDG×QODU GD 
HUNHNOHU GH \DSDUODU� KDG×QODUGDQ ELUL HUNHN 
N×O×ÿ×QD JLUHU� ,VSD FHNHW JL\HU� ELU RNODYDQ×Q 
XFXQD SHĂNLU �KDYOX� DV×S HOLQH DO×U W�IHN JLEL� 
QHUHGH J�]HO N×] YDUVD HOLQGHNL GHÿQHNOH 
DO×S RUWD\D \HUH o×NDU×U� ,VSD RUWD\D o×NDUNHQ 
´KDGL ×VSD JHOL\RU�µ GL\HUHN JHQHOOLNOH H]JL 
HĂOLÿLQGH ĂX V|]OHU V|\OHQLU� ,VSD\× ×VSD\× 
RÿODQ ×VSD\×� J|]HOOHUL DUL DUL� VDNDOODU× GDUL 
GDUL� E×\×NODU× EXUD EXUD RÿODQ ×VSD\×� GHOLQ 
N×] GD DUDODU×QGD ROXU YH JHOLQL NDo×UPD 
QXPDUDV× \DS×O×U� SRQUD GDPDGD KDEHU 
YHULUOHU JHOLQ N×]× NDo×UG×ODU GL\H� GDPDW JHOLU 
YH N×]× YHUPHN LoLQ KDUoO×N LVWHUOHUµ �KK��� 
KDG×QODU HUNHN N×O×ÿ×QD JLUHUHN N×] NDo×UG×ÿ×� 
HOLQGHNL VRSDQ×Q W�IHN DPDF×\OD NXOODQG×ÿ× 
G�Ă�Q�O�UVH� ×VSD \D GD ×VSD\× NHOLPHVL VLSDKL 
�DWO× DVNHU� NHOLPHVLQLQ \|UHGHNL V|\OH\LĂ 
ELoLPL ROGXÿX V|\OHQHELOLU�

<|resi  � KRUNXWHOL�KR]DÿDo K|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � ,S3A<,

MetrRQRm � ��� ���� '�]�m   � 2+3

,63A<,
,VSD\× ×VSD\× RÿODQ ×VSD\×
G|]HOOHUL DUL DUL
SDNDOODU× GDUL GDUL
%×\×NODU× EXUD EXUD RÿODQ ×VSD\×

7aElR �� ´,VSD\×µ H]JLVLQLQ ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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A\Q× R\XQXQ EHQ]HUL HUNHN HÿOHQFHOHULQGH 
GH ROPDNWDG×U� EUNHNOHUGHQ ELUL JHOLQ N×O×ÿ×QD 
JLUHU� \�]�Q� NDUD\D ER\D\DQ ELUL AUDS ROXU 
YH N×]× NDo×U×U� %XQD \|UHGH AUDS R\XQX DG× 
GD YHULOLU� ́ EUNHNOHUGHQ ELUL N×] HOELVHVL JL\HU� 
N×]× HUNHNOHUGHQ ELUL NDo×U×U� ED]HQ EX AUDS 
ROXU� JHOLQL NDo×UDQ GDPDWWDQ EDKĂLĂ DO×U YH 
JHOLQL GDPDGD WHVOLP HGHUOHU� EXQXQ G×Ă×QGD 
N|\O�OHUGHQ ELUL oREDQ ROXU� ��� NLĂL GH NR\XQ 
ROXU� oREDQ NR\XQ J�GHU� R\XQ \DSDUDN 
LQVDQODU× HÿOHQGLULU� AQGDĂ× �DQ WDĂ×� DGO× ELU 
R\XQGD GD ELUL ´EHQLP WDUODP× V|NP�ĂV�Q� 
EHQLP WDUODQ×Q DODQ× ĂXUDGD\G×µ GL\HUHN ELU 
DUNDGDĂ×Q×Q HOOHULQL� NROODU×Q×� D\DNODU×Q× 
EDÿODUODU WDĂ JLEL GXUGXUXUODU� TDUODQ×Q 
DODQ×QD JLUPHVLQ GL\H V×Q×U EHOLUOHPHN LoLQ 
LOHUL\H JHUL\H RQX WDĂ JLEL \HUGHQ \HUH 
DWDUODU� SRQUD GD RQD YXUXUODU� +HUNHV J�OHU 
DPD R JHQFLQ KHU WDUDI× DF×Uµ �KK��� D�ÿ�Q 
HÿOHQFHOHUL V×UDV×QGD oHNLOPLĂ |UQHN ELU UHVLP 
G|UVHO �·GH YHULOPLĂWLU�

Görsel 7. D�ÿ�Q HÿOHQFHOHUL �+HNLPRÿOX� ���������

*|rsel �� dH\L]LQ VHUJLOHQGLÿL DODQGD \DS×ODQ GDYXO 
HĂOLÿLQGH HÿOHQFH �AKPHW AOL SHOoXN �VROGD�� OVPDQ 

AĂ×N� �OVPDQ AĂ×N AUĂLYL� 

de\i]altı
dH\L]DOW×� FXPDUWHVL J�Q� VDEDKWDQ LNLQGL 
QDPD]×QD NDGDU RODQ V�UHoWH JHOLQLQ 
oH\L]OHULQLQ N×] HYLQLQ |Q�QGH VHUJLOHQPHVL 
ULW�HOLGLU� ´K×] HYLQGH J�QG�] N×]×Q oH\L]OHUL 
HOGH GRNXPD RODQODUGDQ ROXU� İĂOHPHOHU ELU 
WDUDID� \D]PDODU ELU WDUDID� |UJ� YH \�Q 
oRUDSODU ELU WDUDID� N×\DIHWOHU ELU WDUDID 
RODFDN ĂHNLOGH LSOHUH oL]LOLU �V×UODPD� GL]PH�µ 
�KK��� %XQXQ \DQ×QGD JHOLQLQ oH\L]LQGH� 
´NLOLP� LNL N|ĂH PLQGHUL� GRNXPD VHFFDGH� 
\�Q \DWDN YH \RUJDQ� HQ D] \LUPL oLIW |UJ� 

oRUDS� RQ�RQ LNL GRQ� RQ G|UW�RQ EHĂ J|\QHN� 
RQ�RQ EHĂ GDVWDU� LĂOHPHOL oHYUH YH XoNXU 
EXOXQXUµ �K×]×OND\D� ����������

´dH\L] DOW×QGD R XUJDQODUD VHULOHQ N×]×Q E�W�Q 
\DĂDP ER\XQFD R ]DPDQD NDGDU \DSW×ÿ×� 
LĂOHGLÿL QDN×ĂODU× VHUJLOHU� İNLQGL\H NDGDU 
RUDGD HUNHÿLQ LĂL ROPD]� R NDG×QODUD DLWWLU 
YH oH\L] DOW×QGD PXKDEEHW ROXU �KK��� dH\L] 
VHUJLOHQGLNWHQ VRQUD HUNHN HYL N×] HYLQH 
JHOLU VHUJLQLQ DOW×QGD GDYXO ]XUQD oDO×QDUDN 
HÿOHQLOLU� dH\L]LQ VHUJLOHQGLÿL DODQGD \DS×ODQ 
GDYXO HĂOLÿLQGHNL HÿOHQFH G|UVHO �·GH 
YHULOPLĂWLU�

Maşala
KRUNXWHOL·QGH FXPDUWHVL DNĂDP× W�P 
GDYHWOLOHULQ NDW×O×P×\OD N|\ PH\GDQ×QGD 
DWHĂ \DN×O×S� HÿOHQFH \DS×O×U� ´AWHĂ� ER]N×U 
WRSOXOXNODU× LoLQ ELUOHĂWLULFL ELU J|UHYGH 
EXOXQXUNHQ� RFDN GD NXWVDOO×N ND]DQDUDN 
DLOHQLQ WHPHO VHPERO� KDOLQL DOP×ĂW×U� %LOKDVVD 
RFDÿ×Q V|QPHPHVL� VR\XQ V�UG�U�OPHVL\OH 
LOJLOL E�\�N ELU |QHP WDĂ×P×ĂW×Uµ �DDVKWVHUHQ� 
����� ����� ´AWHĂ N�OW�Q�Q R\XQOD LIDGH 
HGLOHQ ĂHNLOOHULQGHQ ELUL GH |]HOOLNOH 
PH\GDQODUGD� DWHĂOHU \DN×ODUDN \DS×ODQ 
W|UHQVHO R\XQODUG×U� dD\GDo×UD� GDYXUR\XQX� 
SDPDK� d×USPD� SLQVLQ� MDVDOODPD JLEL DGODU× 
YDUG×Uµ �AWDPDQ� �������� KRUNXWHOL·QGH GH 
DWHĂ \DN×ODUDN \DS×ODQ EX W|UHQH ´PDĂDODµ 
DG× YHULOPHNWHGLU� ´EOHNWULÿLQ ROPDG×ÿ× 
\×OODUGD D\G×QODQPD YH VRÿXN N×Ă JHFHOHULQGH 
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×V×QPD LKWL\DF×Q× JLGHUGLÿL JHUHNoHVL\OH� 
DNĂDP \D GD JHFH \DS×ODQ EX HWNLQOLNOHUGH 
HWNLQOLÿLQ \DS×ODFDÿ× PH\GDQD DWHĂ \DNPD 
LKWL\DF× GRÿGXÿX ELOLQPHNWHGLU� GHQHOOLNOH 
JHQoOHU JHWLUGLNOHUL RGXQODU× RUWDGD WRSODUODU 
YH DWHĂL \DNDUODU� MHĂDOH NHOLPHVLQLQ NHOLPH 
DQODP×Q× NRUXGXÿX� V|\OHQLĂL GHÿLĂHUHN 
\|UHVHO WDELUOH PDĂDOD GL\H DGODQG×U×OG×ÿ× 
G�Ă�Q�OPHNWHGLUµ �SDYDĂ� ����� ���� MDĂDOD 
W|UHQLQGH� DWHĂ HWUDI×QGD N|\ KDON×QGDQ 
ED]× NLĂLOHU PLVDÀUOHUL HÿOHQGLUPHN LoLQ N|\ 
VH\LUOLN R\XQX R\QDU� N×O×N GHÿLĂWLUHUHN N×] 
NDo×UPD R\XQODU× \DSDU YH EXQXQ \DQ×QGD 
P�]LN HĂOLÿLQGH HÿOHQFH ROXU�

*�reş
KRUNXWHOL·QGH J�UHĂ ROGXNoD |QHPOL ELU \HUH 
VDKLSWLU�  %D]× KDOL YDNWL \HULQGH RODQ NLĂLOHU 
G�ÿ�QOHUGH J�UHĂOHU G�]HQOHU� G�UHĂOHU 
JHQHOOLNOH JHOLQ DO×QG×NWDQ VRQUD \DS×O×U�  
D�ÿ�QH NDW×ODQODU� JHOLQ RÿODQ HYLQH JHoWLNWHQ 
VRQUD J�UHĂ \DS×ODFDN DODQD JHoHUOHU� ´D�ÿ�Q 
J�UHĂOHUL JHQHOGH N|\ PH\GDQ× YH KDUPDQ 
GHQLOHQ G�] \HUOHUGH \DS×O×U� 3HKOLYDQODU 
D\DN� RUWD� EDĂ ROPDN �]HUH �o ER\D D\U×O×U� 
G�UHĂH oHYUH N|\OHUGHQ NDW×O×P GD RODELOLU� 
G�UHĂ \DS×ODFDN \HU HÿHU NLUOL YH\D J�UHĂPH\H 
P�VDLW GHÿLOVH KDUPDQ \HULQH YDU×QFD 
J�UHĂPH\H X\JXQ KDOH JHWLULOLU� G�UHĂOHU 
N×UDQ N×UDQD XVXO�\OH \DS×O×U� G�UHĂ HVQDV×QGD 
NRO YH EDFDN N×U×ODELOLU� KDID \DU×ODELOLU� 
d�QN� \DVDNO× KDUHNHWOHU J�Q�P�]GHNL NDGDU 
\RNWXU� G�UHĂPHN LVWH\HQ NLĂLOHU VR\XQDUDN 
VDKD\D LQHU� &D]J×U |QFH ER\ODUD D\×U×U� 
SRQUD GD ELUELUOHUL\OH HĂOHU� +HU VHIHULQGH 
WHNUDU HĂOHĂPH \DS×O×U� gQFH D\DN ER\XQGDQ 
EDÿOD\DUDN J�UHĂOHU \DS×OPD\D EDĂODQ×U� 
SRQUD RUWD ER\ HQ VRQ GD EDĂ J�UHĂOHUL 
\DS×O×Uµ �g]GHPLU� ����� ���� ´%X J�UHĂOHUGH 
WR]NRSDUDQD J�UHĂHQOHUH NXUX �]�P� OHEOHEL� 
NXUX ĂHNHU� ORNXP JLEL \L\HFHNOHU YHULUOHU� 
A\DÿD J�UHĂHQOHUH ELU PLNWDU SDUD� RUWD\D 
J�UHĂHQOHUH GH ELUD] GDKD ID]OD SDUD YHULOLU� 
%DĂD J�UHĂHQOHUH GH ELU WRS EH] YH\D RÿODN� 
NX]X JLEL |G�OOHU YHULOLUµ �dHOLN� ����� �����

.ıQa 
K×QD DÿDF×Q×Q NXUXWXOPXĂ \DSUDNODU×QGDQ HOGH 
HGLOHQ� VDo YH HOOHUL ER\DPDNWD NXOODQ×ODQ 
WR]D �TDK� ����� N×QD GHQLU� TRSOXPXPX]GD 

N×QD \DNPD ULW�HOL N×QD \DN×ODQ NLĂL\L \D GD 
FDQO×\× NXUEDQ HWPH G�Ă�QFHVL YH LQDQF×\OD 
\DS×OPDNWDG×U� GHOLQH \DN×ODQ N×QD NRFDV×QD 
NXUEDQ ROPDV×� DVNHUH JLGHQH \DN×ODQ 
N×QD YDWDQ×QD NXUEDQ ROPDV×� NXUEDQO×N 
KD\YDQODUD \DN×ODQ N×QD GD \DUDW×F×\D NXUEDQ 
ROPDV× LQDQF×Q× WDĂ×PDNWDG×U� ´K×QDQ×Q 
N�OW�U�P�]GHNL |QHPL� E�\�N |Oo�GHÄ 
´DGDQP×ĂO×ÿ×µ LIDGH HGHQ VHPEROLN ELU YDV×I 
ND]DQPDV×QGDQ LOHUL JHOPHNWHGLU� %LU GLOHÿLQ 
JHUoHNOHĂPHVL DPDF×\OD NXWVDO ELU J�FH 
\|QHOLN QL\HWWH EXOXQPDN� NXWVDO VD\×ODQ 
ELU ĂH\ XÿUXQD NHQGLQL IHGD HWPHN� DQW 
QLWHOLÿLQGH V|] YHUPHN DQODP×QGDµ �D�OJHU� 
����� ��� NXOODQ×O×U�

KRUNXWHOL·QGH N×QDODU JHQHOOLNOH FXPD YH 
FXPDUWHVL DNĂDPODU× ROPDN �]HUH LNL J�Q 
\DS×OPDNWDG×U� KRUNXWHOL·QGH FXPD J�Q� 
DNĂDP×QGD JHOLQLQ EDĂ×QD N×QD \DN×O×U� 
´&XPDUWHVL VDEDK RNXFXODU \DYDĂ \DYDĂ JHOLU� 
|ÿOHGHQ VRQUD N×]ODU HUNHN HYLQH R\QDPD\D 
JLGHUOHU� OQGDQ VRQUD JHUL JHOLUOHU VDDW ����� 
JLEL DNĂDP N×QD\D KD]×UO×N \DSDUODU� ANĂDP 
VDDW ������ ����� JLEL RÿODQ HYL N×QD\× JHWLULU� 
K×QD\× RÿODQ×Q \HQJHVL \DNDU� K×] \HQJHVL GH 
\DNDU RÿODQ \HQJHVL GH� OQGDQ GDQV IDV×O× 
JHoHUOHU� R\XQODU R\QDQ×U �KK��� ´GHQHOOLNOH 
JHOLQLQ N×QD \DNPD LĂLQL QLNDK× ER]XOPDP×Ă� 
PXWOX JHoLQHQ� FDQ× WH] YH G�U�VW ELU NDG×Q×Q 
\DSPDV× XÿXU VD\×O×U ´K×QD� FXPD DNĂDP 
HÿOHQFHGHQ VRQUD N×]×Q VDo×QD \DN×OG×NWDQ 
VRQUD FXPDUWHVL DNĂDP× D\Q× PXKDEEHW 
HÿOHQFH WHNUDU ROXU� K×]×Q HOLQH D\Dÿ×QD 
OHÿHQFLQLQ oDOG×ÿ× OHÿHQL NDSDW×UODU� RUWD\D 
NR\DUODU� N×]×Q HOOHULQH� D\DNODU×QD \HQJHOHUL 
N×QD \DNDUODU� <HQJHOHULQH GH KHGL\H RODUDN 
ĂDOYDUO×N JLEL KHGL\H DWDUODUµ �KK��� ´K×]×Q 
HOOHULQGHQ EDĂND HEHGL\HQ EDĂ DÿU×V× 
oHNPHPHVL LoLQ DOQ×QD� NXODN DUNDODU×QD� 
SDUPDN XoODU×QD N×QD \DN×O×Uµ �dHOLN� ����� 
����� &XPDUWHVL J�Q� N×]×Q HOLQH D\Dÿ×QD 
\DN×ODQ N×QD \|UHGH E�\�N N×QD \D GD DV×O 
N×QD RODUDN DGODQG×U×OPDNWDG×U� %XQXQ 
VHEHELQLQ FXPDUWHVL JHFHVL JHOHQ PLVDÀUOHULQ 
\RÿXQOXÿX YH HÿOHQFHQLQ GDKD NDODEDO×N ELU 
RUWDPGD \DS×O×\RU ROPDV× RODELOLUµ �SDYDĂ� 
����� ���� K×QD \DN×ODFDN JHOLQL RUWD\D 
DOPDGDQ |QFH ELUWDN×P \DN×PODU \DN×O×U� 
K×QD \DN×P× |UQHNOHUL G|UVHO �·GD YHULOPLĂWLU� 
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´KD]DQ DOW×QD NR\GXODU VDF D\DN WDĂ×Q×

AQDV× \×NDG× N×]×Q×Q EDĂ×Q×

dDÿ×U×Q N×]×Q DQDV×Q× \DNV×Q N×]×Q×Q N×QDV×Q×µ 
�dHOLN� ����� �����

Görsel 9. K×QD \DN×P× |UQHN J|UVHOOHUL

´K|\OHUGH N×]D N×QD \DN×O×UNHQ� N×]×Q HYOL \D 
GD EHNDU DUNDGDĂODU×QD� N×] HYLQFH \HPHN 
YHULOLU� EXQD ´N×QD \HPHÿLµ GHQLU� K×QD 
JHFHVLQGH HÿOHQFHOHU G�]HQOHQLU� PDQLOHU 
YH W�UN�OHU V|\OHQLU� R\XQODU R\QDQ×U� 
T�UN�OHULQ ELU E|O�ÿ� N×]× YH DQQH\L DÿODWDQ 
W�UGHQ H]JLOHUGLUµ �gUQHN� ���������� K×QD 
\DN×O×UNHQ JHOLQ DÿOD\×QFD\D NDGDU W�UN�OHU 
V|\OHQLU� K×QDGD oRÿXQOXNOD ´\�NVHN \�NVHN 
WHSHOHUH N×] YHUPHVLQOHUµ DGO× W�UN� V|\OHQLU� 
´GHOLQ JXUEHWH JLGHUVH \DQL JXUEHWoL ELU 
JHOLQVH JXUEHW W�UN�OHUL V|\OHQLUµ �KK��� 
´K×QD JHFHVLQGH JHOLQ N×] PXWODND DÿODU� 
EÿHU DÿODPD]VD ´NRFDGD J|QO� YDUµ ĂHNOLQGH 
\RUXPODQ×U YH D\×SODQ×U� K×QD Dÿ×WODU× 
IDUNO× WHPDODUD \HU YHUPHNOH ELUOLNWH� EX 
Dÿ×WODUGD Dÿ×UO×NO× WHPD D\U×O×N YH JXUEHWWLUµ 
�<DOG×]ND\D������ ���� ´GHOLQ DÿOD\×QFD HÿHU 
DQQHVL EDEDV× WDUDI×QGDQ \DUDO×\VD \DQL |NV�] 
LVH JHOLQL ID]OD DÿODWPD]ODU� �]PH]OHUµ �KK��� 
´GHOLQH N×QD \DN×O×UNHQ DÿODWPDN GD XÿXU 

VD\×O×U� ´AÿOD\× DÿOD\× HNHQ� J�OH J�OH ELoHUµ 
EX DQODPGD J|]\DĂ× G|NPHQLQ� IHUDKO×N 
YHUGLÿLQH� \XYD\D EROOXN� EHUHNHW� PXWOXOXN 
JHWLUHFHÿLQH LQDQ×OPDNWDG×Uµ �AWDPDQ� 
�������� 

´K×QD JHFHOHULQGH JHOLQOHU SHN GHÿLĂLN 
N×\DIHW JL\PH]OHU� NDGLIH VLPOL HOELVHOHU 
JL\HU� DDKD VRQUDODU× N×QDQ×Q LON J�Q�QGH 
ELQGDOO× JL\PH\H EDĂODQG×µ �KK��� ´GHOLQ 
N×\DIHWLQGH ĂLPGLNL JLEL JHOLQOLN \RNWXU� Üo 
HWHN JL\LOLU� NDGLIHGHQ� N×UP×]×� VL\DK \D GD 
LVWHQLOHQ UHQNOHUGH HOELVHOHU GLNWLULOLU YH 
�]HULQL ERQFXN \D GD WDĂODUOD V�VOHUOHU� MXP 
oLoHNOL GHQLOHQ ×Ă×OGD\DQ HOELVHOHU DO×Q×U� WHOOL 
oHPEHU �]HULQH E�\�N SDWODN SDWODN EH\D] 
oLoHNOHU ROXU� Üo HWHN �]HULQGH JHOLQ IHV 
JL\HU� DOQ×QD GRÿUX SDUDODU WDN×O×Uµ �KK��� 
GHOLQLQ \DN×Q DUNDGDĂODU× �D� YH N×QD \DNDFDN 
\HQJHVLQLQ �E� JHOHQHNVHO N×\DIHWOHUL G|UVHO 
��·GD |UQHNOHQGLULOPLĂWLU�

Görsel 10. GHOLQLQ \DN×Q DUNDGDĂODU× �D� YH N×QD \DNDFDN \HQJHVLQLQ �E� JHOHQHNVHO N×\DIHWOHUL
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.RrkXteli·QGe s|\leQeQ aÿıtlar � \as etme
KRUNXWHOL \|UHVLQGH Dÿ×WODU× LNL ĂHNLOGH 
J|UPHN P�PN�QG�U� İONL |OP�Ă NLĂLOHULQ 
DUG×QGDQ V|\OHQHQ GLÿHUL GH HYGHQ D\U×ODQ 
JHOLQ N×]×Q DQQHVL YH EDEDV× EDĂWD ROPDN 
�]HUH DLOHVLQGHNL SHN oRN \DN×Q×QD \|QHOLN 
V|\OHGLÿL Dÿ×WODUG×U� KRUNXWHOL \|UHVL YH 
oHYUHVLQGH Dÿ×WODU \DV HWPHN�\DN×P \DNPDN 
RODUDN DGODQG×U×OPDNWDG×U� G�QFHO T�UNoH 
S|]O�NWH �TDK� ����� \DV NHOLPHVL ́ |O�P YH\D 
ELU IHODNHWWHQ GRÿDQ DF× YH EX DF×\× EHOLUWHQ 
GDYUDQ×ĂODU� PDWHPµ ĂHNOLQGH WDQ×PODQP×ĂW×U� 
EVHQ ��������� \DV NHOLPHVLQLQ N|NHQLQLQ 
AUDSoD� NHGHU DQODP×QD JHOHQ \H·V·GHQ 
JHOGLÿLQL LIDGH HWPLĂWLU� +DF×J|NPHQ ������ 
oDO×ĂPDV×QGD EHQ]HU ELU LIDGH\OH \DV LOH 
LOJLOL ĂXQODU× EHOLUWPLĂWLU� ´\DV LQVDQODU×Q� HQ 
oDUHVL] DQODU×QGD� VHYGLNOHULQL ND\EHWPHQLQ 
�]�QW�V�\OH� RQX ELU GDKD J|UHPHPHQLQ 
YHUGLÿL D\U×O×N DF×V×Q×Q KLVVHWWLUGLÿL ND\J×\OD� 
DÿODPD YH G|Y�QPHOHULQ \DQ×QGD� RUWD\D 
NRQDQ ELUWDN×P ULW�HOOHU YH EX GXUXP 
NDUĂ×V×QGD V|\OHQHQ V|]OHUGLUµ �V������ 

Aÿ×W LVH ´JHOLQLQ DUNDV×QGDQ QLWHOLNOHULQL 

DQODWDQ V|] YH\D H]JL� gOHQ ELU NLPVHQLQ 
JHQoOLÿLQL� J�]HOOLÿLQL� L\LOLNOHULQL� 
GHÿHUOHULQL� DUNDGD E×UDNW×NODU×Q×Q DF×ODU×Q×� 
E�\�N IHODNHWOHULQ DF×O× HWNLOHULQL GLOH 
JHWLUHQ V|] YH\D RNXQDQ H]JL� \D]×ODQ 
\D]×� VDJX� PHUVL\Hµ �TDK� ����� RODUDN 
WDQ×PODQPDNWDG×U� Aÿ×WODU oRÿXQOXNOD |OHQ 
NLĂLOHULQ DUNDV×QGDQ V|\OHQVH GH DVNHUH \D GD 
JXUEHWH JLGHQ NLĂLOHULQ� HYOHQLS HYGHQ D\U×ODQ 
N×]ODU×Q� ND]DODU×Q YH DIHWOHULQ DUG×QGDQ 
GD \DN×OP×ĂW×U�  Aÿ×WODU oRÿXQOXNOD NDG×QODU 
WDUDI×QGDQ \DN×OPDNWDG×U� ´EVNL T�UNOHUGHQ 
J�Q�P�]H NDGDU RODQ V�UHoWH |OHQ NLĂLQLQ 
\DN×Q× RODQ NDG×QODU×Q DÿODPDV×QGDQ EDĂND EX 
LĂL PHVOHN KDOLQH JHWLUPLĂ DÿOD\×F× NDG×QODU×Q 
YDUO×ÿ× GD ELOLQPHNWHGLU� %X DÿOD\×F× NDG×QODU� 
DGHWD Dÿ×W W|UHQOHULQLQ \|QHWLFLVL YH\D 
LFUDF×V× ROPD J|UHYLQL �VWOHQLUOHUµ �%D\DW� 
����� ����� KRUNXWHOL·QGH Dÿ×W \DNDQ Dÿ×Wo× 
NDG×QODU EXOXQPDNWD� FHQD]H ROGXÿXQGD 
FHQD]H HYOHULQH� G�ÿ�Q ROGXÿXQGD JHOLQLQ 
N×QD \DNPD V�UHFLQH GDYHWOL RODUDN LĂWLUDN 
HGHUOHU� KRUNXWHOL·QGH V|\OHQHQ Dÿ×WODUGDQ 
|UQHNOHU TDEOR �·D YH E·GH VXQXOPXĂWXU�

7aElR � �a�� KRUNXWHOL·QGH V|\OHQHQ Dÿ×WODU �GHOLQ RODQ N×]×Q V|\OHGLÿL Dÿ×WODU�

*eliQ RlaQ kı]ıQ s|\leGiÿi aÿıtlar

%HULGHQ JHOLYHU MHKPHW GD\× EHULGHQ
EO JLEL GH QL\H GXUX\RQ JHULGHQ JHULGHQ 
A\×UG×Q×]GD EHQL JXUEDQO×N JRo JLEL V�U�GHQ V�U�GHQ� 
AW×P×Q GD JDQDU\DFDÿ× VHNLOL
SHNLVLQH GH NDUDQÀOOHU HNLOL HNLOL 
%HQ JLGHUVHP GH MHKPHW GD\×P NLPOHU ROVXQ EX HYOHULQ YHNLOL YHNLOL 
DK
1H GLÿHQ GH DÿOD\HQ DQDP DQDP D\ DQDP 
1H GLÿHQ GH DÿOD\HQ DKD NXFD EXEDP EXEDP� 
EYLQL]LQ |Q� GH JXUX GLNPH 
AQDP GD HOLQL EHOLQH D VRNPD D VRNPD 
MHOHÿLP JHOHFHN GL\H DQDP GD \ROODUD EDNPD EDNPD DQDP DK
K×]×Q |]�QGHQ |]OHULQ DQDP DQDP DQDP
gOP�Ă DU×V× GD GL]LOPLĂ SHWHNOHULQ DQDP 
%RĂ NDOG×Q DQDP LQFH PHOHN \HUOHUL \HUOHULQ DQDP DQDP
GRFD GDÿ EDĂ×QGD GD ELU GROX GHVWL 
İoFHÿL]LQH GH oDP \HOL HVWL DK
AOW× VHQHGLU EHQ DQDPOD NDUGHĂLP EHQGHQ GH KDEDUODU× NHVWL DQDP 
kesti ne diyen anam anam 

dHNPHFHPLQ GH IHVLQH Do×YHULQ GH GX\VXQ JDULS DQDPGD EHQLP VHVLPL 
VHVLPL DQDP� 
AQDP P× GL\HP JDUGDĂ×P P× GL\HP HYOHULPLQ GH EHNoLVL PL GL\HP 
%HQ GHOL GHOL GHOLOLÿH YXUGXUX\RQ EHQ N×]×P EXQODU× EXQODU× QH GL\HQ 
DQDP� 
KRFD NDS×Q×Q PDQGDO×Q× GD QDV×O HÿPHOL DQDP
AQDPGD HO RÿOXQXQ NDS×V×QD QDV×O GRÿUXOXS YDUPDO× DQDP DQDP �KK���

´MHUGLYHQ EDĂ×QD o×N RWXU DQDP
EOLQL NR\QXQD VRN RWXU DQDP
K×]×Q JHOHFHN GL\H EDN RWXU DQDP
K×]×Q×Q JHOPHVL PDKĂHUH NDOG×
<ROODU oDPXU ROGX GD NDĂDPD 
NDOG× 
%DEDP VDDWLQL EHOLQGH JH]GLU
SDDWLQLQ �]HULQH EHQL GH \D]G×U
EÿHU EDEDP JXUEHW HOGH |O�UVHP
%HQLP PH]DU×P× V×OD\D ND]G×U 
EYLPL]LQ \D]J×V×Q× NDOG×UPD EDF×P
%HQLP \RNOXÿXPX ELOGLUPH EDF×P
GHOHQ DNUDQODU×P× G|QG�UPH 
EDF×P 
%HULGHQ JHO J�]HO DPFDP EHULGHQ
1H EDN×\RUVXQ HOOHU JLEL JHULGHQ
A\×UG×Q×] NR\XQ JLEL V�U�GHQ
S�U�GHQ D\U×OG×P WH]JLQ JLGHULP
<XYDGDQ D\U×OG×P EH]JLQ JLGHULP 
9HULYHULQ \HĂLO LSHN E�NH\LP
8]DW GD\×P HOOHULQGHQ |SH\LP
SHQLQ \HULQH EHQ NLPOHUL WXWD\×P
Senin yerini tutacak kimseler yok 

GD\×Pµ 
�EUNHQ� ����� �������
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7aElR � �E�� KRUNXWHOL·QGH V|\OHQHQ Dÿ×WODU �gOHQ ELULQLQ DUG×QGDQ V|\OHQHQ Dÿ×WODU�

gleQ EiriQiQ arGıQGaQ s|\leQeQ aÿıtlar

GHFHOHUL GH NDONDU NDONDU DÿODU×P 
DHOL J|QO�P� GH WHVHOOL HGHU H\OHULP
%HQ DQDPV×] EXEDPV×] EX G�Q\D\× QH\OHULP 
DQDP DK 
AVPD N|N�QGHQ GH oRNWXU N|N�P�] 
%H]LUJDQODU×Q LoLQGH GH \RNWXU NRNXPX] 
DDUD \HUGH ]DWHQ EL]LP \DU×P×]
3HQFHUHGHQ GH \HOOHU HVWL \D] P× ROGX 
AUDP×]GD ELU XIDF×N V|] P� ROGX 
%XEDP EHQ VHQGHQ D\U×ODO× GD D] P× ROGX DK 
EXEDP DK 
KRFD JDYDNWD QL\H JRPXĂ GDO×Q× 
KD]DQDQODUGD V�UHPHPLĂ GHPLQL
KD]DQDQODUGD V�UV�Q EDEDP GHPLQL 
<DÿPXU DNV×Q GD VHOOHU DOV×Q HYLQL 
GRFD NDYDN GD EXUXP EXUXP EXUXOXU 
AOW×QGDQ GD DNDQ oD\ODU GXUXOXU 
EOOHU DQDP EDEDP GHVH GH EHQLP ER\QXP 
EXUXOXU DK 
AOW×Q oD\ODUGDQ DOG× EHQLP IHVLPL 
dRN �QOHGLP GH LĂLWPHGLOHU VHVLPL 
%HQLP N×]×P \RN NLPOHU HWVLQ |O�UVHP \DV×P× 
DQDP DK 

AĂDÿ×GDQ GD GHYH JHOLU J|o JHOLU 
<D\×O×U \D\×O×U GD NDUQ× Do JHOLU 
%HQLP EXEDP KLQGLGHQ NHUL �EXQGDQ 
VRQUD� JHo JHOLU
%X D\U×O×NODU GD EDQD J�o JHOLU DQDP DK 
DHQL] NHQDU×QGD HVYDS \XPXĂODU 
�\×NDP×ĂODU�
G�O VX\XQOD GD ]HP]HP LOH \XVXQODU 
İNLPL]L GH ELU NDELUH NR\VXQODU
%LUL DQDV× GD ELUL N×]× GHVLQOHU DQDP DK 
AQWDO\D·Q×Q GD HÿUL E�ÿU� \ROX YDU
KHPHU V×NP×Ă GD ELU LQFHFLN EHOL YDU 
%HQ DÿODVDP GD J�Q� J�Q� \HUL YDU 
%HQ DÿODPD\D\×P GD NLPOHU DÿODV×Q 
%HQLP J|QO�P� GH NLPOHU H\OHVLQ DQDP 
DK �KK���

.ı]�JeliQ alma
3D]DU J�Q� VDEDK HUNHQGHQ N×] HYL oH\L]OHULQ 
VHULOPHVL LoLQ HĂ\DODU× KD]×U HGHU� RÿODQ HYL 
WUDNW|UOH GDYXO ]XUQD HĂOLÿLQGH N×] HYLQH 
JLGHUHN J|W�U�OHFHN HĂ\DODU× \�NOHUOHU� 
GHOLQLQ RWXUDFDÿ× HYH HĂ\DODU× JHWLULUOHU� K×]×Q 
oH\L]OHUL HYH VHULOLU� ´%X DUDGD GDPDW W×UDĂ 
ROXU� T×UDĂ ROXUNHQ GDPDG×Q D\DNNDE×ODU×Q× 
VDNODUODU� EDKĂLĂ DOPDN LoLQ� %X \�]GHQ GDPDW 
HYLQH JLWWLÿLQGH D\DNNDE×ODU×Q× o×NDUPD]µ 
�KK���

´gÿOHGHQ VRQUD JHOLQ DOPD\D DWOD JLGLOLU� 
<�U�PHN VHYDSW×U� \�U�WHUHN J|W�U�UOHU� 
KLPLQ J�]HO N×U ELU DW× YDUVD R DW JHWLULOLU� 
DOO× \HĂLOOL |UW�OHUOH V�VOHUOHU �KK��� ´DDPDW 
WDUDI× \�U�\HUHN GDYXOOD ELUOLNWH JHOLQL DOPD\D 
JHOLU� DDPDW JHOLQ DOPD\D JLWPH]� HYGH 
EHNOHU� GHOLQL DOPDN LoLQ HYH JHOGLNOHULQGH 
NDS×\× N×] HYLQGHQ oRFXNODU WXWDU YH JHOLQ 
HYGHQ o×NPDGDQ VDQG×ÿ×Q×Q �]HULQH \DN×QODU× 
RWXUXU� RÿODQ WDUDI×QGDQ SDUD DOPDGDQ 
VDQG×NWDQ GD NDONPD]ODU� NDS×\× GD DoPD]ODU� 

GHOLQLQ DWOD DO×QG×ÿ× G|QHPOHUGH JHOLQ� 
JHOLQOLN RODUDN ´�o HWHNµ YH\D \HQL GLNLOHQ 
KHUKDQJL ELU HOELVH JL\HUGL� AN\DU N|\�QGH 
�oHWHÿH ´oLWDULµ GHQLUµ �EUNHQ� ����� ����� 
´GHOLQ DO×F×ODU× JHOLQL DWD ELQGLULS G�ÿ�Q 
evine getirdiklerinde gelin attan inmeden 

JHOLQH EDĂWD GDPDG×Q DQQHVL YH EDEDV× ROPDN 
�]HUH \DN×QODU× YH PLVDÀUOHU ´LQGLUPHOLNµ 
DG×QGD KHGL\HOHU VXQDUODU� +HGL\H YDDGLQGH 
EXOXQDQ NLĂLOHUL VXQDQ NLĂL\H FD]J×U GHQLU� 
DDQD� NR\XQ� WDYXN� KLQGL� ELOH]LN� \�]�N� 
oH\UHN DOW×Q JLEL SHN oRN KHGL\H YHULOLU YH 
EXQODU ELU Nkÿ×GD QRW HGLOLUµ �KK�� KK��� 
´����·OL \×OODUGD WRSOX LÿQH LOH SDUD WDNPDN 
oRN \D\J×Q ROPDG×ÿ×QGDQ JHOLQH WDN×ODFDN 
SDUDODU WHN WHN DV×ODP×\RU� EX VHEHSOH V�VO� 
N�o�N ELU |UW�\� WHN LÿQH LOH LSOLNWHQ JHoLULS 
JHOLQLQ J|ÿV�QH WDN×O×U YH SDUDODU� WDN×ODU 
EXQXQ LoLQH NRQXUµ �KK��� GHOLQLQ N×\DIHWL YH 
ER\QXQD DV×ODQ SDUD�WDN× |UW�V� LOJLOL |UQHN 
G|UVHO ��·GH YHULOPLĂWLU�
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Görsel 11. GHOLQLQ N×\DIHWL YH ER\QXQD DV×ODQ SDUD�WDN× 
|UW�V�

GHOLQ DWWDQ LQGLULOLS� \DĂD\DFDÿ× HYH 
JLUPHGHQ |QFH ELUWDN×P ULW�HOOHU JHUoHNOHĂLU� 
%X ULW�HOOHULQ DPDF× JHOLQLQ JHOGLÿL HYGH 
|OHQH GHN NDOPDV×� HĂL\OH PXWOX ELU ĂHNLOGH 
\DĂDPDV× QL\HWL\OH \DS×OPDNWDG×U� ´K×] 
HYLQGHQ ELU oLYL ELU GH WDĂ JHWLULOLU� \HQL 
HYLQGH oLYL JLEL VDÿO×NO× ROVXQ� WDĂ JLEL 
ROVXQ� HYGH oLYL JLEL oDN×O× NDOV×Q GL\H� HYH 
JLUHUOHUNHQ JHOLQ YH GDPDG×Q EDĂ×QD DĂDÿ× 
ĂHNHU� oHUH]� EXÿGD\ VHUSHUOHU� EHUHNHWOL 
ROVXQ GL\Hµ �KK��� ´%X kGHWLQ WHPHOLQGH 
EHUHNHW VLPJHVL \DWPDNWDG×U� %HNkU N×]ODU 
YH HUNHNOHU LoLQ NXOODQ×ODQ ´GDU×V× EDĂ×QDµ 
GH\LPL GH EXUDGDQ JHOPHNWHGLUµ �gUQHN� 
����� ����� GHOLQLQ EDĂ×QGDQ ĂHNHU DW×OPDV× 
G|UVHO ��·GH |UQHNOHQGLULOPLĂWLU�

Görsel 12. GHOLQLQ EDĂ×QGDQ ĂHNHU DW×OPDV×QD \|QHOLN 
J|UVHO

WXWDUODU N|ĂH WDĂ× JLEL RWXUVXQODU GL\H� R 
ĂHNHUOHUL \HPH\LQ HYLQ N|ĂHVLQH NR\XQ GL\H 
GH WHPELKOHUOHU� K×] HYLQGHQ GHPLU oDQDN� 
N�O� NDĂ×N� P×V×U JHWLULOLU� OFDÿ× ROVXQ GL\H R 
N�OOHUGHQ JHWLULOLU� M×V×UODU WRKXPX VLPJHOHU� 
�UHVLQOHU GL\Hµ �KK��� EUNHQ·H ������ J|UH�

´OÿODQ HYL N×] HYLQH JHOLQ HUNHQ 
PD\DODQV×Q QL\HWL\OH KH\EHGH �o HNPHN 
J|W�U�U� K×] HYL GH KH\EH\H WX] WDĂ×� WX]� 
LNL WDQH oLYL YH N�O NR\DU� OÿODQ HYL WX]X 
HYGHNL WX]XQD� N�O� N�O�QH NDU×ĂW×U×U� 
dLYLOHUL \HQJHOHU HYLQ ELU GXYDU×QD oDNDU� 
TX] WDĂ×Q× GD ELU N|ĂH\H NR\DUODU� ´GHOLQ 
RWXUDNO× ROVXQµ GL\H \DSDUODU� K�O YH WX]X 
GD WDUDÁDU ELUELUL\OH ND\QDĂV×Q� JHOLQ 
JHOGLÿL HYGH DQODĂV×Q GL\HUHN NDU×ĂW×U×UODU� 
GHOLQ HYLQ LoLQH JLULQFH WH] ]DPDQGD oROXN 
oRFXN VDKLEL ROPDODU× LoLQ NXFDÿ×QD ELU 
oRFXN RWXUWXUODU� GHOLQ GH EX oRFXN LoLQ 
\DQ×QGD ELU PLNWDU SDUD JHWLULU YH oRFXÿD 
YHULUµ �V������

THNQRORMLQLQ JHOLĂPHVL LOH JHOLQ DOPDGDNL 
DUDoODU GD GHÿLĂLP J|VWHUPLĂ� DW� DW 
DUDEDV×Q×Q \HULQL |QFH WUDNW|UOHU VRQUD GD 
RWRPRELOOHU DOP×ĂW×U� ´G�OO� NLOLP GHQLOHQ 
GXYDU NLOLPLQL WUDNW|UH VHUHUOHU� WHNHUOHULQL 
QD\ORQODUOD NDSODUODU� WUDNW|U�Q |Q�QH GH 
ELU D\QD DV×O×UG×� GHOLQ WUDNW|U�Q �]HULQGH 
JHWLULOLUGL� SRQUDGDQ RWRPRELOOHUOH JHOLQ 
DO×QPD\D EDĂODQG×� AUDEDODU× V�VOHUOHUGLµ 
�KK���

ho�QF� aşama� '�ÿ�Q sRQrası
D�ÿ�Q�Q HUWHVL \DQL SD]DUWHVL J�Q� ´JHOLQ 
\�]�µ \DS×O×U� SDEDK HUNHQGHQ JHOLQLQ JHOGLÿL 
HYLQ |Q�QGH GDYXO ]XUQD VDEDK GDYXOX 
oDODU� GHOLQ JL\GLULOLU YH HYGHNL KHUNHVLQ 
HOLQL |SHU� ´GHOLQL GHI \D GD OHÿHQ oDODQ 
NDG×QODU R\QDW×UODU� GHOLQ R\QDUNHQ HOLQH 
EXÿGD\� o|UHN RWX YHULUOHU YH R\QDUNHQ 
EX WRKXPODU× HWUDID VHUSWLULUOHU� GHOLQLQ 
N×] ROGXÿX LVSDWODQG×ÿ×QGD� P�]LV\HQOHUH 
KDEHU YHULUOHU YH GDYXO ]XUQDQ×Q LĂL RUDGD 
DUW×N ELWHUµ �KK��� ´GHOLQ JHQHOGH VHVVL]FH 
XWDQDUDN RWXUXU� HÿHU JHOLQ XWDQPDGDQ UDKDW 
RWXUX\RUVD R JHOLQ GH ´ĂHOOLPĂDKµ JLEL GHUOHU� 
GHOHQ PLVDÀUOHUH ĂHUEHW LNUDP HGLOLU �EUNHQ� 
����� ����� D�ÿ�QGHQ VRQUDNL V�UHoWH JHOLQLQ 
JL\LPL G|UVHO ��·WH |UQHNOHQGLULOPLĂWLU�

´GHOLQ YH GDPDGD NDS×Q×Q �VW�QGHQ \Dÿ 
V�UG�U�O�U� KDS×GD EXODĂ×No×ODU ĂHNHU 
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Görsel 13. D�ÿ�QGHQ VRQUDNL V�UHoWH JHOLQLQ JL\LPL

.RrkXteli·Qe Ait 757 7�rk +alk M�]iÿi 
ArşiYiQe .a\ıtlı 7�rk�ler
TRT T�UN KDON P�]LÿL UHSHUWXYDU DUĂLYLQGH 
KRUNXWHOL·QH ND\×WO× � W�UN� WHVSLW HGLOPLĂWLU� 
<|UH\H DLW EX W�UN�OHULQ ND\QDN NLĂLVL� W�U�� 

EHQ]HUOLN J|VWHUGLÿL PDNDP GL]LOHUL� EHOLUOL 
ELU ULWLP NDO×E×QGD RODQODU×Q |Oo� \DS×V× YH 
W�UN�OHULQ H]JLOHULQGHNL VHV V×Q×U× TDEOR �·WH 
VXQXOPXĂWXU�

6ıra 
No

5eSertXYar 1R Ye 
7�rk� AGı .a\Qak .işisi )Rrm�7�r Makam 

'i]isi Ölçüsü
Ses 

6ıQırı 7eması

1

����
AĂD·Q×Q EOLQGH 
MDNDV K×QDODU

āHYNL <ROFX
MHKPHW 8\VDO

K×U×N +DYD
�D�]� 8ĂĂDN ��� 7 ses

�SRO�)D�
AĂN

Sevda

2

1903

&HSNHQLPL AO 
İVWHULP

MHKPHW 8\VDO
+DPGL dHWLQ

K×U×N +DYD
�K×YUDN 
ZH\EHN�

8ĂĂDN ��� 8 ses

�)D��)D� KDKUDPDQO×N

3

1297

dD\ %HQLP dHĂPH 
%HQLP

)DKUHWWLQ 
Çelik

K×U×N +DYD
�Aÿ×U 

ZH\EHN�
G�OL]DU ������� 9 ses

�LD�SL�
AĂN

Sevda

�

607

EVHU EVHU SDEDK 
Yeli Kesilmez 

�AYĂDU Aÿ]×�

)DKUHWWLQ 
Çelik

8]XQ +DYD
�GXUEHW� G�OL]DU

GXUEHW Do×Ă
S|] N×VP× 
VHUEHVW

8 ses

�LD�LD� GXUEHW

5

1869

EYOHULQLQ gQ� İÿGH 
DDOODU×

āHYNL <ROFX
MHKPHW 8\VDO K×U×N +DYD +LFD] ��� 9 ses

�SRO� LD�
AĂN

Sevda

6

175

E\OHQ DXUQDP 
�DD� E\OHQ +DEHU 
SRUD\×P

dD\O× OVPDQ 8]XQ +DYD
�GXUEHW� G�OL]DU

SD] N×VP× 
���

S|] N×VP× 
VHUEHVW

8 ses

�LD� LD� GXUEHW

7aElR �� TRT UHSHUWXYDU DUĂLYLQH ND\×WO× KRUNXWHOL W�UN�OHULQLQ |]HOOLNOHUL
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7

1809

)HVOLÿHQLQ %LU 
%XGDÿ× MDYLGLU

MHKPHW āLULQ
K×U×N +DYD

�K×YUDN 
ZH\EHN�

+�VH\QL ��� 7 ses

�LD�SRO�

%LWNL YH 
KD\YDQODUOD 

ilgili

8

1311

GDU M× DD <DÿP×Ă 
āX <D\ODQ×Q 
D�]�QH

+�VH\LQ 
1LĂDQF×

K×U×N +DYD
�D�]� +�VH\QL ��� 9 ses

�LD�LD� SLWHP�Aÿ×W

9
672

+DOLW EIH ZH\EHÿL EUGDO İ\L|]
K×U×N +DYD

�Aÿ×U 
ZH\EHN�

ZLUJ�OHOL 
+LFD] ��� 10 ses

�LD�DR�� -

KRUNXWHOL·QH ND\×WO× W�UN�OHULQ ND\QDN 
NLĂLOHUL� āHYNL <ROFX� MHKPHW 8\VDO� +DPGL 
dHWLQ� )DKUHWWLQ dHOLN� dD\O× OVPDQ� MHKPHW 
āLULQ� +�VH\LQ 1LĂDQF× YH EUGDO İ\L|] ·G�U� %X 
W�UN�OHULQ �·VL N×U×N KDYD� �·VL GH X]XQ KDYD 
W�U�QGHGLU� 

<|UH\H DLW � W�UN�� � IDUNO× PDNDP GL]LVL LOH 
EHQ]HUOLN J|VWHUPHNWHGLU� %X PDNDP GL]LOHUL� 
G�OL]DU ���� +LFD] ��� +�VH\QL ��� 8ĂĂDN ��� 
YH ZLUJ�OHOL +LFD]·G×U ��� �TDEOR ���

7aElR �� KRUNXWHOL W�UN�OHULQGH J|U�OHQ PDNDP GL]LOHUL

TDEOR �·GD J|U�OG�ÿ� �]HUH� � IDUNO× PDNDP 
GL]LVLQGH J|U�OHQ EX W�UN�OHUGHQ G�OL]DU 
PDNDP× LOH EHQ]HUOLN J|VWHUHQ W�UN�OHU 
�f��� ������� NXOODQ×P V×NO×ÿ× EDN×P×QGDQ 
LON V×UDGD \HU DOPDNWDG×U� %XQXQ \DQ×QGD 
+�VH\QL �f��� ������� YH 8ĂĂDN �f��� ������� 
PDNDP GL]LOHUL W�UN�OHUGHNL NXOODQ×P V×NO×ÿ× 
EDN×P×QGDQ LNLQFL V×UDGDG×U� T�UN�OHUGH 
NXOODQ×P V×NO×ÿ× EDN×P×QGDQ HQ D] J|U�OHQ 
+LFD] �f��� ������� YH ZLUJ�OHOL KLFD] �f��� 
������� PDNDP× GL]LOHULGLU�

KRUNXWHOL·QH ND\×WO× W�UN�OHULQ |Oo� \DS×V×QD 
EDN×OG×ÿ×QGD� � IDUNO× ĂHNLOGH |Oo� VD\×V×Q×Q 
NXOODQ×OG×ÿ× J|U�OPHNWHGLU� %X |Oo�OHU� ��� 
�f��� �������� ��� �f��� �������� ������� 

�f��� �������� ��� �f��� �������� ��� �f��� 
������� YH ���·GLU �f��� ������� �TDEOR ���

7aElR �� KRUNXWHOL W�UN�OHULQGH J|U�OHQ |Oo� \DS×V×

TDEOR �·GH J|U�OG�ÿ� JLEL� ��� �f��� ������� 
|Oo�GH RODQ N×U×N KDYDODU×Q NXOODQ×P V×NO×ÿ× 
GLÿHUOHULQH J|UH VD\×FD GDKD ID]ODG×U� ANVDN 
ULWLP RODUDN ELOLQHQ ��� |Oo�GHNL W�UN�Q�Q 
G�]�P \DS×V× ������ ��� |Oo�GHNL ́ )HVOLÿHQLQ 
%LU %XGDÿ× MDYLGLUµ YH ´&HSNHQLPL AO 
İVWHULPµ DGO× W�UN�OHULQ G�]�P \DS×V× 
�������� ´EYOHULQLQ gQ� İÿGH DDOODU×µ DGO× 
W�UN�Q�Q G�]�P \DS×V× LVH �������·GLU� 8]XQ 
KDYDODUGDQ ´EVHU EVHU SDEDK <HOL KHVLOPH] 
�AYĂDU Aÿ]×�µ JXUEHW KDYDV×Q×Q VD] E|O�P�QGH 
oRÿXQOXNOD JXUEHW Do×Ă× \DS×OPDNWD� ´E\OHQ 
DXUQDP E\OHQ +DEHU SRUD\×Pµ JXUEHW 
KDYDV×Q×Q LVH VD] E|O�P�QGH ��� ������� 
|Oo�GH P×]UDS YXUXĂX LOH HĂOLN \DS×OPDNWDG×U�

glo� *|sterJesi f %

��� 1 �����

��� 1 �����

������� 1 �����

��� 1 �����

��� 1 �����

��� 3 �����

7RSlam � 100.00

Makam 'i]isi f %

G�OL]DU 3 �����

+LFD] 1 �����

+�VH\QL 2 �����

8ĂĂDN 2 �����

ZLUJ�OHOL +LFD] 1 �����

7RSlam 9 100.00
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)iJ�r �� GXUEHW KDYDV×Q×Q VD] E|O�P�QGHNL P×]UDS YXUXĂX

D�] KDYDODU ��� \D GD ��� |Oo�OHUGH RODQ \DQL 
DNVDN ROPD\DQ W�UN�OHUGLU� ������� YH ��� 
|Oo�OHUGH J|U�OHQ W�UN�OHU Dÿ×U ]H\EHNOHU� 
��� |Oo�GH RODQ W�UN�OHU N×YUDN ]H\EHNOHUGLU� 
KRUNXWHOL� THNH \|UHVL N�OW�U�QGHQ 
HWNLOHQPLĂWLU� <|UHGH W�QJ�PH \D GD 
W�QJ�PHFLN RODUDN LIDGH HGLOHQ ���� |Oo�OHUGH 
RODQ THNH ZRUWODWPDV× W�U� GH ROGXNoD ID]OD 
LFUD HGLOPHNWH YH R\QDQPDNWDG×U� %X W�U�Q� 
UHSHUWXYDU DUĂLYLQGH KRUNXWHOL·QH ND\×WO× 
W�UN�OHU LoHULVLQGH J|U�OPHPHVL ROGXNoD 
GLNNDW oHNLFLGLU �TDEOR ���

7aElR �� KRUNXWHOL·QH DLW W�UN�OHULQ VHV V×Q×UODU×

7�rk�leriQ ses sıQırı f %

� VHV DUDO×ÿ×QD VDKLS 
W�UN�OHU 2 �����

� VHV DUDO×ÿ×QD VDKLS 
W�UN�OHU 3 �����

� VHV DUDO×ÿ×QD VDKLS 
W�UN�OHU 3 �����

�� VHV DUDO×ÿ×QD 
VDKLS W�UN�OHU 1 �����

7RSlam 9 100.00

TDEOR � LQFHOHQGLÿLQGH� W�UN�OHULQ � IDUNO× 
VHV V×Q×U×QGD ROGXÿX WHVSLW HGLOPLĂWLU� T�UN� 
H]JLOHULQLQ �·VLQLQ � VHV V×Q×U×QGD �f��� 
�������� �·�Q�Q � VHV V×Q×U×QGD �f��� �������� 
�·�Q�Q � VHV V×Q×U×QGD �f��� ������� YH 
�·LQLQ �� VHV V×Q×U×QGD �f��� ������� ROGXÿX 
EHOLUOHQPLĂWLU� SHV V×Q×U× HQ JHQLĂ W�UN� �� 
VHV DUDO×ÿ×QGD RODQ ´+DOLW EIH ]H\EHÿLµ DGO× 
]H\EHN KDYDV×� HQ D] VHV DUDO×ÿ×QD VDKLS RODQ 
W�UN�OHU LVH � VHV DUDO×ÿ×QGD RODQ ´)HVOLÿHQLQ 
%LU %XGDÿ× MDYLGLUµ YH ´AĂD·Q×Q EOLQGH MDNDV 
K×QDODUµ DGO× W�UN�OHUGLU� T�UN�OHULQ WHPDODU× 
JHQHOOLNOH DĂN�VHYGD ���� JXUEHW ���� VLWHP�
Dÿ×W ���� NDKUDPDQO×N ��� YH ELWNL�KD\YDQODUD 
\|QHOLN ��� NRQXODU× LoHUPHNWHGLU�

.RrkXteli .ıQa Ye '�ÿ�QleriQGe ĀFra (GileQ 
7�rk�ler
KRUNXWHOL JHOHQHNVHO G�ÿ�QOHULQGH NDG×QODU 
YH HUNHNOHU ELU DUDGD HÿOHQPHPHNWHGLU� 
EUNHN HÿOHQFHOHUL GDKD oRN G×ĂDU×GD \D GD 
RGDODUGD� NDG×Q HÿOHQFHOHUL LVH \DOQ×]FD 
RGDODUGD ROPDNWDG×U� K×QDQ×Q \DN×ODFDÿ× 
DNĂDP NDG×QODU ELU DUD\D JHOHUHN NXWODPD 
\DSDUODU� GHOLQLQ \HQL N×\DIHWOHULQL JHOLQLQ 
DUNDGDĂODU× JL\HU� GHQHUOHU� DHI� GDUEXND 
JLEL oDOJ×ODU× EXODPD]ODUVD EDN×U OHÿHQ� 
J�ÿ�P JLEL HY DUDo JHUHoOHUL NXOODQDUDN 
ULWLP WXWDUODU� W�UN� V|\OH\HUHN R\QDPDN 
LVWH\HQOHUL HÿOHQGLULUOHU� %XOXQGXNODU× 
\HUGH oDOJ× LFUDF×V× NDG×Q EXOXQPD]VD \DN×Q 
\HUOHUGHQ GDYHW HGLOLU� K×QD J�Q� HÿOHQPHN 
LoLQ \|UH NDG×QODU×Q×Q V|\OHGLÿL W�UN�OHU� 
´APDQ PRU NR\XQ PHOHU JHOLUµ� ´DHQL]H 
GDOD\×P P×µ� ´O\ EDKoDQ×]Dµ� ´MHĂHOLGLU 
HQJLQ GH GDÿODU PHĂHOLµ� ´K×]×OF×NODU ROGX 
PXµ� ´DLUPLO GDÿ× PHĂHOLµ� ´<D\OD \ROODU×µ� 
´&HPLOHPµ� ´&HYL]LQ \DSUDÿ× GDO DUDV×QGDµ� 
´K|SU�Q�Q DOW× JHUL]µ� ́ dHN GHYHFL GHYHOHULµ� 
´MHQHYĂHVL ER\XQ H\PLĂµ� ́ gWPH GH GXJJXNµ� 
´āX DLUPLO·LQ oDOJ×V×µ� ´OVPDQ ]H\EHN 
LQLS JHOLU LQLĂWHQµ� ´OÿODQ o×NP×Ă N|ĂN�\H 
ĂDSND HOLQGHµ� ´MHQHYĂH EXOGXP GHUHGHµ� 
´EYOHULQH EHQ YDUDPDG×P GDYĂDQGDQµ� 
´KDOHGHQ NDOH\H ĂDKLQ XoXUGXPµ� ´İNL 
JH\LN ELU GHUHGH VXODQ×Uµ� ´<�NVHN <�NVHN 
THSHOHUH EY KXUPDV×QODUµ� ´KRQ\DO×µ� ´āX 
K|\FHÿL] \ROODU×µ� ´O\ TRPEXOXPµ� ´GLGH 
JLGH ELU V|ÿ�GH GD\DQG×Pµ� ´SDEDK LOH 
YH <×NPD GD EDFDODU× \DSDPD]V×Qµ DGO× 
W�UN�OHUGLU� %X W�UN�OHU LoHULVLQGH TRT T�UN 
KDON P�]LÿL UHSHUWXYDU DUĂLYLQGH \HU DODQODU 
ROPDNOD ELUOLNWH� V|]OHULQGH IDUNO×O×N RODQ YH 
UHSHUWXYDUGD \HU DOPD\DQ �´K|SU�Q�Q DOW× 
JHUL]µ� ́ İNL JH\LN ELU GHUHGH VXODQ×Uµ� ́ OVPDQ 
]H\EHN LQLS JHOLU LQLĂWHQµ� ´OÿODQ o×NP×Ă 
N|ĂN�\H ĂDSND HOLQGHµ� ´MHQHYĂH EXOGXP 
GHUHGHµ� ´<×NPD GD EDFDODU× \DSDPD]V×Qµ 
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JLEL� W�UN�OHUH GH UDVWODQP×ĂW×U� RHSHUWXYDUGD 
\HU DOPDG×ÿ× J|U�OHQ EX W�UN�OHU \|UHGHNL 
LFUDF×ODUGDQ GLQOHQHUHN QRWD\D DO×QP×ĂW×U� 
RHSHUWXYDUGD \HU DODQ YH \|UHGH V|\OHQHQ 
W�UN�OHULQ UHSHUWXYDU QXPDUDV× YH \|UHVL 

EHOLUWLOPLĂWLU� KRUNXWHOL \|UHVLQGH N×QD YH 
G�ÿ�QOHUGH NDG×QODU WDUDI×QGDQ LFUD HGLOHQ 
W�UN�OHULQ V|]OHULQLQ GDKD DQODĂ×O×U ROPDV× 
LoLQ \|UH LFUDF×ODU×Q×Q V|\OHGLÿL ĂHNLOGH LOJLOL 
NHVLWOHU TDEOR �·GD VXQXOPXĂWXU�

7�rk� �� AmaQ MRr .R\XQ Meler *elir
������ AQkara�

7�rk� �� 'eQi]e 'ala\ım Mı
������AQkara�

Aman mor koyun meler gelir 

APDQ GDÿODU× GHOHU JHOLU 
+D\GL GH GDÿODU× GHOHU JHOLU 
APDQ KDNLNDWOL \DU LVHQ 
APDQ X\NX\X E|OHU JHOLU 
1HVLQH GH DVODQ \kULP QHVLQH
DR\XOPX\RU R N×]×Q FLOYHVLQH 

APDQ PRU NR\XQ PHĂHOHUGH 
APDQ J�O VX\X ĂLĂHOHUGH 
+D\GL GH J�O VX\X ĂLĂHOHUGH 
EOOHU \kULQL DOG× DOG× JLWWL 
APDQ EHQ NDOG×P N|ĂHOHUGH 
+D\GL GH EHQ NDOG×P N|ĂHOHUGH 
1HVLQH GH \kULP QHVLQH 
DR\XOPX\RU R \kULQ FLOYHVLQH �KK��

Aman mor koyun meler gelir 

<kULP GDÿODU× GHOHU JHOLU 
APDQ PRU NR\XQ PHĂHOHUGH 
<DYUXP J�O VX\X ĂLĂOHUGH 
1HVLQH GH \DYUXP QHVLQH 

SLJDUD GD NR\PXĂ IHVLQH 
APDQ FDQ JD\Q×\RU EDF×V×QD 
Aman mor koyun guzusuna 

1HVLQH GH \DYUXP QHVLQH 
Aman doyulmuyor cilvesine 

SLJDUD GD NR\PXĂ IHVLQH �KK��

DHQL]H GDOD\×P P× 
APDQ ELU EDO×N DYOD\×P P× 
+D\GH ELU EDO×N DYOD\×P P× 
A\ GRÿGX J�QHĂ EDWW× 
APDQ GDKD \DOYDUD\×P P× 
+D\GH GDKD \DOYDUD\×P P× 

Aman aman Alim nerdesin 

APDQ NDOG×U FDP×Q SHUGHVLQ 
APDQ NDODEDO×N \HUGH PLVLQ 

Deniz kumsuz olur mu 

APDQ \LÿLW VHQVL] ROXU PX 
+D\GLGH \LÿLW VHQVL] ROXU PX 

Aman aman alim nerdesin 

+D\GLGH NDOG×U FDP×Q SHUGHVLQL 
APDQ EHQLP GHUWOLPLVLQ �KK���

7�rk� �� 2\ %aKoeQi]e
������*iresXQ�

7�rk� �� MeşeliGir (QJiQ 'e 'aÿlar Meşeli
������AQtal\a�

O\ EDKoDQ×]D EHQ JLUHPHGLP �\DYUXP� 
gazelden 

O\ EDĂ×P DO×S EHQ JLGHPHGLP �\DYUXP� 
J�]HOGHQ 

+HOH KHOH \�U� ÀVWDQ× V�U�
AQDV×Q×Q QD]O× J�O� QLQD\ GD QD\ QD\ QDQD\ 
da nay

MHĂHOLGLU JDSSDGD GDÿODU PHĂHOL PHĂHOL 
GLELQGH GH KDO×GD NLOLP G|ĂHOL G|ĂHOL 
Üo J�Q ROGX EHQ EX GHUGH G�ĂHOL G�ĂHOL 
<XPXUWDQ×Q JXOSX \RN J|]OHULPGH X\NX \RN 
S�U JHPLFL JHPLQL KLo NLPVHGHQ NRUNXP \RN 
MHĂHOLGLU JDSSDGD GDÿODU PHĂHOL PHĂHOL 
Üo J�Q ROGXGD WR]OX \ROD G�ĂHOL G�ĂHOL 
<XPXUWDQ×Q VDU×V× \HUH G�ĂW� \DU×V× <DU×V×QGDQ 
ID\GD \RN NDo JHO JHFH \DU×V× �KK���

7aElR �� KRUNXWHOL \|UHVLQGH N×QD YH G�ÿ�QOHUGH NDG×QODU WDUDI×QGDQ LFUD HGLOHQ W�UN�OHULQ V|]OHUL
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7�rk� �� .ı]ılFıklar 2lGX MX
������(GirQe�

7�rk� �� 'irmil 'aÿı Meşeli
������%XrGXr�

K×]×OF×NODU ROGX PX 
Selelere doldu mu 

G|QGHUGLÿLP oRUDSODU 
A\Dÿ×QD ROGX PX 

MHQGLOL HOLQH 
MHQGLO YHUGLP JHOLQH 
KDUD N×QD \ROODP×Ă 
<DU EHQLP HOOHULPH 

TDEDNDV× D\QDO× 
āX RÿODQD YDUPDO× 
OÿODQ oRN J�]HO DPD 
AQQHVLQL QDSPDO× �KK��

DLUPLO GDÿ× PHĂHOL
DLEL PRU PHQHYĂHOL
KDUĂ×GD N×]ODU JHOL\RU
EOL DPEHU ĂLĂHOL

S�U�P V�U�P V�U�QV�Q V�UPHOL N×]ODU
G|ÿV� GH oDSUD] G�ÿPHOL N×]ODU

KX\X GLEL WDĂO·ROXU
gNV�] J|]� \DĂO·ROXU
AQD EDED YDU HPPH
<DU NRNXVX EDĂN·ROXU �KK���

7�rk� �� <a\la <Rlları
�����%XrGXr�

7�rk� ��
&emilem ������%XrGXr�

<D\OD \ROODU×QGD \�U�\HQ JHOLQ
AK DPDQ DK DPDQ
AOO× ĂDOYDU×Q× V�U�\HQ JHOLQ
AK DPDQ DK DPDQ  
%HQ YDUPDP LQHNOL\H \RÿXUGX VLQHNOL\H
AOODK QDVLS H\OHVLQ RPX]X W�IHNOL\H �KK���

&HPLOHPLQ JH]GLÿL GDÿODU PHĂHOL  LPDQ×P                                                                                                                
+D\GL �o J�Q ROGX FHPLOHP 
EHQ EX GHUGH G�ĂHOL                                                                                            
+D\GL �o J�Q ROGX FHPLOHP 
EHQ EX GHUGH G�ĂHOL                                                                                                               
GD\G×U× JXEEDN FHPLOHP 
QDV×O QDV×O HGHOLP EL] EX LĂL                                                                               
1LNDK×P×]× J×\V×Q �QQHQ JHOLQ KRFD PHPLĂL
&HPLOH J×] QH JH]HUVLQ KD\DWWD                                                                                                                                          
%DVPD GD ÀVWDQ� SDUODN GD SRWLQ D\DNWD                                                                                                                                    
GD\G×U× JXEEDN FHPLOHP 
QDV×O QDV×O HGHOLP EL] EX LĂL                                                                                                         
1LNDK×P×]× J×\V×Q �QQHQ JHOLQ KRFD PHPLĂL 
�KK���

7�rk� �� &eYi]iQ <aSraÿı 'al ArasıQGa 
�����AI\RQ� 7�rk� ��� .|Sr�Q�Q Altı *eri]

&HYL]LQ \DSUDÿ× GDO DUDV×QGD 
G�]HOL VHYHUOHU EDÿ DUDV×QGD EDÿ DUDV×QGD  
Üo EHĂ GH J�]HO ELU DUD\D JHOPLĂOHU 
%HQLP GH VHYGLFHÿLP \RN DUDV×QGD \RN 
DUDV×QGD   
EYOHULQLQ |Q� ]HUGDOL GDOL  
3HQFHUHGHQ J|UG�P N×QDO× HOL %HQLP GH 
VHYGLFHÿLP WRPXUFXN J�O� 
SHQVL] R GDÿODUD JLUHPH] ROGXP 
SHQVL] GH ORNPDODU× \L\HPH] ROGXP �KK���

K|SU�Q�Q DOW× JHUL] 
GHUL]GHQ JHoLYHULUL] 
AQDQ EDEDQ YHUPH]VH D J�O�P 
%LU JHFH JDo×YHULUL] 

TDEDNWDNL SH\QLU PL 
%X SH\QLU \HQLOLU PL 
%HQ VHQL JL]OL VHYGLP D FDQ×P 
EOOHUH V|\OHQLU PL �KK��

TDEDNWDNL SH\QLU PL"
 GHWLU EDNHQ \HQLU PL"
 G×] EHQ VHQL JL]OL VHYGLP
 A\ \kULP HOOHUH GHQLU PL"
<DU EHQ VHQL JL]OL VHYGLP
A\ \kULP HOOHUH GHQLU PL" �KK��
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7�rk� ��� dek 'eYeFi 'eYeleri
������.RQ\a�

7�rk� ��� MeQeYşesi %R\XQ (\miş 
������'eQi]li�

dHN GHYHFL GHYHOHUL GRODQV×Q DPDQ \DU \DU 
aman 

DRODQV×Q GD EDĂ S×QDUGDQ VXODQV×Q DPDQ 
Devesi daylak 

+HU \DQ× R\QDN 
%XQD GHUOHU D\ODN

Çek deveci develeri engine aman yar yar 

aman 

<�N YXUPXĂODU DOGDQ×F×N GRUXPD  
EÿHU GDO×QGD 
+H\EH NROXQGD 
<ROODUD G�ĂP�Ă 
K×]ODU NHQGL KDO×QGD �KK��

MHQHYĂHVL ER\XQ H\PLĂ 
G�O \DSUDÿ× VX\D GHÿPLĂ 
dHQJHO PHQHYĂHOLP oHQJHO 
AUDP×]GDQ JHoVLQ HQJHO 

MHQHYĂHVL ER\XQ H\PLĂ 
G�O \DSUDÿ× VX\D GHÿPLĂ 
K×] VHQL VHYHQ RÿODQ |OP�Ă 
dHQJHO PHQHYĂHOLP oHQJHO 
AUDP×]GDQ o×NV×Q HQJHO �KK��

7�rk� ��� gtme 'e 'XJJXk
������ AQtal\a�

7�rk� ��� āX 'irmil·iQ dalJısı
������%XrGXr�

gWPH GH GXJJXN |WPH GH EDÿU×P H]LNWLU
AK DEDP H]LNWLU
SRÿXN YXUPXĂ EDÿODU×P×] ER]XNWXU
APDQ DPDQ KH\ D V�UPHOLP SDOD]×P RI

KR\X GD ROXU JDEDUG×F×Q J|OJHVL
AK DJDP J|OJHVL
G�QGHQ J�QH DUWDU \DULQ VHYGDV×
APDQ DPDQ KH\ D V�UPHOLP SDOD]×P RI 
�KK���

āX DLUPLO·LQ oDOJ×V× D FDQ×P 
DDÿODUD YXUGX \DQN×V× 
āX JHOHQOHU LoLQGH D FDQ×P 
%HQLP \kULP KDQJ×V× 

AOW×Q \�]�ÿ�P YDU EHQLP 
3DUPDÿ×PD GDU EHQLP 
āX JHOHQOHU LoLQGH D J�O�P 
OUWDGD ER\OX \DU EHQLP �KK��

7�rk� ��� 2smaQ =e\Eek ĀQiS *elir ĀQişteQ 7�rk� ��� 2ÿlaQ dıkmış .|şk�\e āaSka 
(liQGe

OVPDQ ]H\EHN LQLS JHOLU LQLĂWHQ
+HU \DQODU× J|U�NPH\RU J�P�ĂWHQ 
OVPDQ×P OVPDQ×P JDULS OVPDQ×P GHFHOHUH 
NDOG×Q FDQ×P OVPDQ×P

<DWW×P \kULQ GL]LQH 
D�ĂW�P DOLQ DOLQ J|]�QH 

EYOHULQH YDUG×P HPPH JLUPHGLP 
OQ \HGL \HULPGHQ JXUĂXQ GD \HGLP DQDP GD 
|OPHGLP 

<DWW×P \kULQ GL]LQH 
D�ĂW�P DOLQ DOLQ J|]�QH �KK��

OÿODQ o×NP×Ă N|ĂN�\H ĂDSND HOLQGH RÿODQ 
RÿODQ QH YDU EHOLQGH QH YDU EHOLQGH QH YDU 
EHOLQGH
OÿODQ JHOPLĂ N×]D HO HGHULOHU 
OÿODQ o×NP×Ă N|ĂN�\H HO HGHU N×]D 
K×] RÿODQ× J|U�QFH G|QHU JHUL\H G|QHU JHUL\H 
G|QHU JHUL\H

MH]HUOHU DUDV×QGD ELU V�U� JR\XQ 
KHVLOGL NHÀQLP ×O×G× VX\XP 
AQDP ND\ID NDY×U×U WHUOHVLQ GL\H 
%XEDP \RUJDQ oHYLULU |OPHVLQ GL\H �KK��
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7�rk� ��� MeQeYşe %XlGXm 'ereGe
�7eke =Rrtlatması�

7�rk� ��� (YleriQe %eQ 9aramaGım 
'aYşaQGaQ ��� 'eQi]li�

MHQHYĂH EXOGXP GHUHGH 
Sordum evleriniz nerede 

AOO× PHQHYĂHOL PRUOX 
MRUOX PHQHYĂHOL PRUOX� 
MHQHYĂHVL \DSDODN WRSDODN 
<DU JHOL\RU |SHOHN NRNDODN �KK��

EYOHULQH GH EHQ YDUDPDG×P GD GDYĂDQGDQ        
OÿOXPX] J�oo�F�N J×]×Q×] XIDF×N  
8\XPXĂ NDOP×Ă DNĂDPGDQ        
EYOHULQH GH EHQ YDUD JHOH \RO HWWLP  
EO N×]×Q× EHQ NHQGLPH \DU HWWLP  
APDQLQ GRNPDQLP oDP JR]Dÿ×  
GL\LQPLĂ NXĂDQP×Ă DNĂDP �]HUL �KK��

7�rk� ��� .aleGeQ .ale\e āaKiQ 8oXrGXm
�����AGı\amaQ�

7�rk� ��� Āki *e\ik %ir 'ereGe 6XlaQır 
6XlaQır

KDOHGHQ NDOH\H ĂDKLQ XoXUGXP  
AK LOH YDK LOH |P�U JHoLUGLP  

KDOHQLQ EDĂ×QGD WDĂ EHQ ROD\G×P  
EOD J|] �VW�QH NDĂ EHQ ROD\G×P 
ā|\OH ROXU E|\OH ROXU T�UNPHQ J�]HOL 
EGDV× KRĂ ROXU T�UNPHQ J�]HOL
KDOHQLQ EDĂ×QGD KH\NHOOHU GDU× 
ENHUOHU ELoHUOHU HGHUOHU NkU× 
K×] EDQD \ROODP×Ă D\YD\OD QDU× 
ā|\OH ROXU E|\OH ROXU T�UNPHQ J�]HOL 
EGDV× KRĂ ROXU T�UNPHQ J�]HOL �KK��

İNL JH\LN ELU GHUHGH VXODQ×U VXODQ×U |I
SXODQ×U GD EDĂ S×QDUD GRODQ×U GRODQ×U DPDQQQ 
DPDQQ KH\
AUG×o DUDV×QGD EL]LP HYLPL] HYLPL] |I 
%LUELULPL]H G�ĂW� VHYLPL] VHYLPL]� 
KHNOLN ROGXP DOD FDPD G�]PHGLP G�]PHGLP
AOD\ODĂ×S ĂX GDÿODU× JH]PHGLP JH]PHGLP 
DQDP �KK��

7�rk� ��� <�ksek <�ksek 7eSelere (Y 
.XrmasıQlar �����(GirQe�

7�rk� ��� .RQ\alı
������.RQ\a�

<�NVHN \�NVHN GHSHOHUH HY NXUPDV×QODU 
AĂU× DĂU× PHPOHNHWH N×] YHUPHVLQOHU
AQQHVLQLQ ELU WDQHVLQL KRU J|UPHVLQOHU 
8oDQ GD NXĂODUD PkQL ROVXQ EHQ DQQHPL 
|]OHGLP 
+HP DQQHPL KHP EDEDP× EHQ N|\�P� 
|]OHGLP� 
KDUGHĂOHULP \ROODU×P× ELOVH GH JHOVH 
8oDQ GD NXĂODUD PkQL ROVXQ EHQ DQQHPL 
|]OHGLP 
+HP DQQHPL KHP EDEDP× EHQ N|\�P� 
|]OHGLP �KK���

Yar yar

AGDQD·GDQ� AQWDO\D·GDQ� KRQ\D·GDQ� 
KRQ\D·GDQ  
%L]H VHYHQ JHoPH] LPLĂ D�Q\D·GDQ 
<�U� KRQ\DO×P \�U�
āLPGL GH EXUGDQ JHoWL KRYDUGDQ×Q ELUL  

Yar yar 

KRQ\D ED]DU×QGD DUPXW VDWDUNHQ VDWDUNHQ                                                                                                                                         
THUD]L\L DOG×UG×P N×]× KDNND HUNHQ \�U�                                                                                                                       
<�U� \DYUXP \�U� VDoODU×Q× V�U�                                                                                                                                             
āLPGL GH EXUGDQ JHoWL KRYDUGDQ×Q ELUL �KK��� 
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7�rk� ��� āX .|\Feÿi] \Rlları
������MXÿla�

7�rk� ���  2\ 7RmEXlXm 7RmEXlXm
������7Rkat�

āX K|\FHÿL] \ROODU× 
KDOG×U A\ĂH·P NROODU×
%L]LP LoLQ \DS×OP×Ă 
āX MXÿOD·Q×Q GDPODU× 

OOGX PX A\ĂHP ROGX PX 
EQLĂWHQ FDP×]ODU× EXOGX PX 
%LU EDUGDF×N UDN×\ODQ
G�O EHQ]LQ A\ĂH·P VROGX PX

Ay variken gelemem 

Dillere destan olamam 

A\ EXOXWD JLULQFH 
%DÿODVDODU A\ĂH·P GXUDPDP �KK���

GLWPH JLGHQOHULQH 
%R\X ÀGDQODU×QD
1·ROXU EL VHODP V|\OH 
GHOLS JLGHQOHULQH WRPEXOXP 
O\ WRPEXOXP WRPEXOXP 
Yoldan geldim yorgunum 

EOOHU QH GHUVH GHVLQ 
G×] EHQ VDQD YXUJXQXP WRPEXOXP �KK���

7�rk� ��� *iGe *iGe %ir 6|ÿ�Ge 'a\aQGım
������AGaQa�

7�rk� ��� 6aEaK ile
������āaQlıXrIa�

GLGH JLGH ELU V|ÿ�GH GD\DQG×P GD\DQG×P 
O V|ÿ�G�Q DOODU×QD ER\DQG×P JHOLQ ER\DQG×P 
%HQ R \HUH GDÿODU NDGDU J�YHQGLP J�YHQGLP 
G�YHQGLÿLP GDÿODU HOLPH JHOGL HOLPH JHOGL 

gOHP EHQ |OHP EHQ 
KXUEDQ RODP Dÿ]×QGDNL GLOH EHQ JHOLQ GLOH 
EHQ 

GRFD GDÿODU YDU P× VL]H ]DUDU×P ]DUDU×P 
<DU \LWLUGLP XÿXUXQ XÿXUXQ DUDU×P JHOLQ 
DUDU×P 
%HQ R \kUL KHU JHOHQGHQ VRUDU×P VRUDU×P 
G�YHQGLÿLP GDÿODU HOLPH JHOGL HOLPH JHOGL 

gOHP EHQ |OHP EHQ 
KXUEDQ RODP Dÿ]×QGDNL GLOH EHQ JHOLQ GLOH 
EHQ �KK���

SDEDK LOHQ VDEDK LOH�
SDEDK LOHQ VDEDK LO�
KDKYHGH JHOLU VDEDK LOH�
AQDQ VHQL EDQD YHUGL
K�o�N \DYUXP QD]DU LOH �KK��� 

7�rk� ��� <ıkma Ga %aFaları <aSama]sıQ
<×NPD GD EDFDODU× \DSDPD]V×Q D\ JXĂ 
AOPD GD LNL JDU× EDNDPD]V×Q D\ JXĂ 
A\JXĂXPXQ HOLQGH VD]× GD YDU 
dDOPDV×Q× ELOPL\RU QD]× GD YDU DPDQ DPDQ 
DPDQ D\JXĂ �KK���

TDEOR �·GD EHOLUWLOHQ W�UN�OHUGHQ N×QD 
W�UN�OHULQLQ G×Ă×QGDNLOHU HUNHNOHU DUDV×QGD 
GD LFUD HGLOPHNWHGLU� DDYXO ]XUQD LOH LFUD 
HGLOHQ W�UN�OHULQ EDĂ×QGD JXUEHW KDYDODU× 
JHOPHNWHGLU� g]HOOLNOH YDNLW GDYXOODU× 
oDO×Q×UNHQ EDĂODQJ×oWD JXUEHW KDYDV× oDO×Q×S 

DUG×QGDQ \�U�N W�UN�OHU LFUD HGLOPHNWHGLU� 
%X W�UN�OHU� ´G�OO�N DDÿ×µ� ´dD\D G�ĂW� 
GXWDPDG×P NROXQX �ÜPP�P�µ� ´Aÿ×U 
K|URÿOXµ� ´%R]RYD ]H\EHÿLµ� ´AO \D]PD 
]H\EHÿLµ� ´SHUHQOHU ]H\EHÿLµ� ´AYĂDU 
]H\EHÿLµ YH EXQODU×Q \DQ×QGD \D\OD KDYDODU× 
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RODUDN ELOLQHQ ��� YH ���� |Oo�OHUGHNL 
´<D\OD \ROODU×µ� ´DLUPLOFLNWHQ JLGHU \D\ODQ×Q 
\ROXµ� ´DLUPLO GDÿ× PHĂHOLµ� ´SDU× ]H\EHNµ� 
´&HPLOHPµ �KK�� KK�� JLEL \|UHGH ELOLQHQ 
SHN oRN W�UN� oDO×QPDNWDG×U�

´EVNL JHOHQHNVHO G�ÿ�QOHUGH \DĂO×ODU D\U× 
ELU RGDGD JHQoOHU D\U× ELU RGDGD RWXUXUODU� 
<DĂO×ODU×Q RGDV×QD JLULOGLÿLQGH LKWL\DUODU×Q 
]H\EHN R\QDG×ÿ× J|U�O�U� <|UHGH \D\OD W�U� 
GHQLOHQ ����·O×N ���·OLN ULWLPOHUOH R\QDG×NODU× 
R\XQODU GD YDUG×U DPD JHQoOHU oRÿXQOXNOD 
���·O�N G�] ELU ULWLPOH R\QDUODU� <DQL JHQoOLÿLQ 
R\QDG×ÿ× KDYDODU D\U× LKWL\DUODU×Q R\QDG×ÿ× 

KDYDODU D\U× ROXU� ´AO \D]PD ]H\EHÿLµ� ´AYĂDU 
]H\EHÿLµ� ´SHUHQOHU ]H\EHÿLµQL KHUNHV 
R\QD\DPD]� EÿHU GHOLNDQO× ]H\EHN ELOPL\RUVD 
RGD\D DO×QPD]� RGD\D DO×QPDN LoLQ R ]H\EHÿL 
|ÿUHQPHN ]RUXQGD NDO×Uµ �KK��� 

KRUNXWHOL JHOHQHNVHO G�ÿ�QOHULQGH V|\OHQHQ 
YH EX oDO×ĂPD NDSVDP×QGD GHUOHQHQ YH QRWD\D 
DO×QDQ ´K|SU�Q�Q DOW× JHUL]µ� ´İNL JH\LN 
ELU GHUHGH VXODQ×Uµ� ´OVPDQ ]H\EHN LQLS 
JHOLU LQLĂWHQµ� ´OÿODQ o×NP×Ă N|ĂN�\H ĂDSND 
HOLQGHµ� ´MHQHYĂH EXOGXP GHUHGHµ� ´<×NPD 
GD EDFDODU× \DSDPD]V×Qµ DGO× W�UN�OHU TDEOR 
��� ��� ��� ��� �� YH ��·WH VXQXOPXĂWXU�

<|resi  � Korkuteli 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � &HPLOH GÜR%İLEK 'erleme 7ariKi  � ����������

(]Ji ismi � Kg3RÜ1Ü1 ALT, GERİZ

MetrRQRm � ��� ���� '�]�m   � 2+2+2+3

.g35h1h1 A/7, *(5Ā=

K|SU�Q�Q DOW× JHUL]
GHUL]GHQ JHoLYHUL]
AQDQ EDEDQ YHUPH]VH D J�O�P
%LU JHFH JDo×YHUL]

TDEDNWDNL SH\QLU PL"
%X SH\QLU \HQLU PL"
%HQ VHQL JL]OL VHYGLP D FDQ×P
EOOHUH V|\OHQLU PL"

TDEDNWDNL SH\QLU PL"
GHWLU EDNHQ \HQLU PL"
G×] EHQ VHQL JL]OL VHYGLP D\ \DULP
EOOHUH GHQLU PL"

7aElR ��� ´K|SU�Q�Q DOW× JHUL]µ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � İKİ GE<İK %İR DEREDE S8LA1,R

MetrRQRm � ��� � ��� '�]�m   � 1+1

Ā.Ā .(./Ā. %Ā5 '(5('( 68/A1,5

İNL JH\LN ELU GHUHGH VXODQ×U VXODQ×U |I
SXODQ×U GD EDĂ S×QDUD GRODQ×U GRODQ×U DPDQ DPDQ KH\

AUG×o DUDV×QGD EL]LP HYLPL] HYLPL] |I 
%LUELULPL]H G�ĂW� VHYLPL] VHYLPL] DPDQ DPDQ KH\

KHNOLN ROGXP DOD FDPD G�]PHGLP G�]PHGLP |I
AOD\ODĂ×S ĂX GDÿODU× JH]PHGLP JH]PHGLP DPDQ DPDQ KH\

7aElR ��� ´İNL JH\LN ELU GHUHGH VXODQ×Uµ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � OSMA1 ZE<%EK İ1İ3 GELİR İ1İāTE1

MetrRQRm � ��� � ��� '�]�m   � 2+2+2+3

26MA1 =(<%(. Ā1Ā3 *(/Ā5 Ā1Āā7(1

OVPDQ ]H\EHN LQLS JHOLU LQLĂWHQ
+HU \DQODU× J|U�NPH\RU J�P�ĂWHQ 
OVPDQ×P OVPDQ×P JDULS OVPDQ×P GHFHOHUH NDOG×Q FDQ×P OVPDQ×P

<DWW×P \kULQ GL]LQH 
D�ĂW�P DOLQ DOLQ J|]�QH 

EYOHULQH YDUG×P HPPH JLUPHGLP 
OQ \HGL \HULPGHQ JXUĂXQ GD \HGLP DQDP GD |OPHGLP 
OVPDQ×P OVPDQ×P JDULS OVPDQ×P GHFHOHUH NDOG×Q FDQ×P OVPDQ×P

<DWW×P \kULQ GL]LQH 
D�ĂW�P DOLQ DOLQ J|]�QH

7aElR ��� ´OVPDQ ]H\EHN LQLS JHOLU LQLĂWHQµ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � OþLA1 d,KM,ā KgāKÜ<E āA3KA ELİ1DE

MetrRQRm � ��� � ��� '�]�m   � 1+1

2þ/A1 d,.M,ā .gā.h<( āA3.A (/Ā1'(

OÿODQ o×NP×Ă N|ĂN�\H ĂDSND HOLQGH 
OÿODQ RÿODQ QH YDU EHOLQGH QH YDU EHOLQGH QH YDU EHOLQGH
OÿODQ o×NP×Ă N|ĂN�\H HO HGHU N×]D 
K×] RÿODQ× J|U�QFH G|QHU JHUL\H G|QHU JHUL\H G|QHU JHUL\H

MH]HUOHU DUDV×QGD ELU V�U� JR\XQ 
KHVLOGL NHÀQLP ×O×G× VX\XP 
AQDP ND\ID NDY×U×U WHUOHVLQ GL\H 
%XEDP \RUJDQ oHYLULU |OPHVLQ GL\H

7aElR ��� ´OÿODQ o×NP×Ă N|ĂN�\H ĂDSND HOLQGHµ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � ME1E9āE %8LD8M DEREDE

MetrRQRm � ���� � �� '�]�m   � 2+2+2+3

2þ/A1 d,.M,ā .gā.h<( āA3.A (/Ā1'(

MHQHYĂH EXOGXP GHUHGH 
Sordum evleriniz nerede 

AOO× PHQHYĂHOL PRUOX 
MRUOX PHQHYĂHOL PRUOX

MHQHYĂHVL \DSDODN WRSDODN 
<DU JHOL\RU |SHOHN NRNDODN 
AOO× PHQHYĂHOL PRUOX 
MRUOX PHQHYĂHOL PRUOX

7aElR ��� ´MHQHYĂH EXOGXP GHUHGHµ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � <,KMA DA %A&ALAR, <A3AMAZS,1

MetrRQRm � ��� � ��� '�]�m   � 2+2+2+3

<,.MA 'A %A&A/A5, <A3AMA=6,1

<×NPD GD EDFDODU× \DSDPD]V×Q D\ JXĂ 
AOPD GD LNL JDU× EDNDPD]V×Q D\ JXĂ 
A\JXĂXPXQ HOLQGH VD]× GD YDU 
dDOPDV×Q× ELOPL\RU QD]× GD YDU DPDQ DPDQ DPDQ D\JXĂ

7aElR ��� ´<×NPD GD EDFDODU× \DSDPD]V×Qµ W�UN�V�Q�Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL

%Rÿa] +aYası
%RÿD] KDYDODU× \|UHGH ERÿD] oDOPD RODUDN 
LIDGH HGLOPHNWHGLU� THNH \|UHVLQGH ERÿD] 
KDYDODU× ´KDGDµ LVPL LOH ELOLQPHNWHGLU� +DGD� 
´oDOJ× \HULQH WHUFLKHQ J×UWODÿ×Q VD]� SDUPDÿ×Q 
P×]UDS RODUDN NXOODQ×OG×ÿ×� ED]× E|OJHOHUGH 
GDKD oRN NDG×QODU×Q YH KHQ�] VHV GHÿLĂLPL 
ROPD\DQ oRFXNODU×Q LFUD HWWLÿL ELU P�]LN 
W�U�G�U� +DGDODU ED]× E|OJHOHUGH �AQWDO\D� 
DHQL]OL� ,VSDUWD JLEL� VHUEHVW� ��� YH ����·O×N 
|Oo�GH J|U�O�UNHQµ �G|N AN\×OG×]� ����� ��� 
KRUNXWHOL·QGH ���� |Oo�GH J|U�OP�ĂW�U� %X 
ERÿD] KDYDV× �·OL KHFH |Oo�V�\OH V|\OHQPLĂ 
PkQL W�U�QGHGLU� KR]DÿDo N|\�QGH ND\GD 
DO×QDQ EX ERÿD] KDYDV×Q×Q V|]OHUL YH ÀJ�U� 
TDEOR ��·GD VXQXOPXĂWXU�
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<|resi  � KRUNXWHOL�KR]DÿDo N|\� 'erle\eQ�1Rta\a AlaQ � DRo� DU� SHYLOD\ GgK

.a\Qak kişi � MHOHN İ1&E 'erleme 7ariKi  � ����������

(]Ji ismi � %OþAZ +A9AS,

MetrRQRm � ��� � ��� '�]�m   � 2+3+2+2+2

%2þA= +A9A6,

DDÿGDQ GDÿD NDoDNODU
&HYUHFLÿLQL VDoDNODU
GHWPH )DWPD GDÿODUD
OPDU DJDQ JRFDNODU

AN GHUHQLQ RYDV×
%�OE�OOHULQ \XYDV×
İQGLP GHUH\H GXUGXP
dLIWH J�YHUFLQ YXUGXP
āDĂN×Q FRĂNXQ GXUXUNDQ
İQFH EHOOL \DU EXOGXP
+D\ RYD KH\ RYD

AUP×WO×Q×Q GL]OHUL
Ao×OP×Ă QHUJL]OHUL
)DWPD AKPHW·H EDNDUNHQ 
<LWLUPLĂ |N�]OHUL

7aElR ��� KRUNXWHOL·QGH ND\GD DO×QDQ %RÿD] +DYDV×Q×Q ÀJ�U�� V|]OHUL YH GHUOHPH ELOJLOHUL

6RQXo Ye gQeriler
GHOHQHNVHO G�ÿ�QOHUGH \DS×ODQ SHN oRN 
X\JXODPDQ×Q L]OHUL KDOHQ J�Q�P�]GH 
J|U�OPHNWHGLU� %XQXQOD ELUOLNWH WHNQRORMLQLQ 
JHOLĂPHVL\OH LPNkQODU×Q NROD\ODĂPDV×� NLWOH 
LOHWLĂLP DUDoODU×Q×Q \D\J×QODĂPDV×� WRSOXPVDO 
LOHWLĂLPLQ IDUNO×ODĂPDV×� N|\GHQ NHQWH J|o�Q 
HWNLVL� PHVOHNL GHÿLĂLPOHULQ \DĂDQPDV× 
VHEHEL\OH N|\OHUGHNL JHQoOHULQ WDU×PVDO 
RGDNO× oDO×ĂPDODUGDQ X]DNODĂPDV× JLEL SHN 

oRN XQVXU� oDÿ×Q JHWLUGLÿL ELU V�UHo RODUDN� 
EX JHOHQHNVHO G�ÿ�QOHULQ YH ULW�HOOHULQ 
GHÿLĂPHVLQL� ]DPDQ LoHULVLQGH XQXWXOPDV× 
RODV×O×ÿ×Q× GD EHUDEHULQGH JHWLUPLĂWLU� 
GHOHQHNVHO G�ÿ�QOHULQ� N�OW�UHO YH VRV\RORMLN 
GHÿHUOHQGLUPHOHULQLQ \DS×ODELOPHVL� 
JHoPLĂOH EXJ�Q�Q NDUĂ×ODĂW×U×ODELOPHVL YH 
XQXWXOPDPDV× DG×QD \DS×ODQ oDO×ĂPDODU×Q 
|QHPL RUWD\D o×NPDNWDG×U� %X oDO×ĂPD LOH 
AQWDO\D�KRUNXWHOL·QGH JHoPLĂWHQ EXJ�QH 
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JHWLULOPLĂ SHN oRN JHOHQHN� J|UHQHN� 
|UI YH DGHWOHU� |]HOOLNOH HOHNWULÿLQ YH 
WHNQRORMLN LPNkQODU×Q ROPDG×ÿ× \D GD \HQL 
\HQL NXOODQ×OPD\D EDĂODQG×ÿ× G|QHPOHUL 
NDSVD\DQ ���������·OL \×OODUGDNL G�ÿ�Q 
DGHWOHUL� \|UH\H LOLĂNLQ \D]×OP×Ă SHN oRN 
ND\QDNWDQ \DUDUODQ×ODUDN YH \�] \�]H \DS×ODQ 
J|U�ĂPHOHU LOH ELULQFL Dÿ×]GDQ \DQV×W×OPD\D 
oDO×Ă×OP×ĂW×U� KRUNXWHOL·QGH JHOHQHNVHO 
G�ÿ�Q DGHWOHULQLQ YH X\JXODQ×Ă ELoLPOHULQLQ 
\DQ×QGD� \|UH\H DLW TRT T�UN KDON P�]LÿL 
DUĂLYLQH ND\×WO× W�UN�OHUL DQDOL] HWPHN YH 
JHOHQHNVHO G�ÿ�QOHUGH V×NoD LFUD HGLOHQ 
W�UN�OHUL EHOLUOHPHN DPDF×\OD \DS×ODQ EX 
oDO×ĂPD� QLWHO DUDĂW×UPD \|QWHPOHULQGHQ 
GXUXP oDO×ĂPDV× YH N�OW�U DQDOL]L �HWQRJUDÀ� 
HWQRJUDI\D� PRGHOL\OH GHVHQOHQPLĂWLU� 
KD\QDN NLĂLOHUOH \DS×ODQ J|U�ĂPHOHU YH 
GRN�PDQ LQFHOHPHOHUL VRQXFXQGD� AQWDO\D� 
KRUNXWHOL·QGH JHOHQHNVHO G�ÿ�Q DGHWOHUL 
YH X\JXODQ×Ă ELoLPOHULQH� TRT RHSHUWXYDU 
DUĂLYLQGH KRUNXWHOL·QH ND\×WO× W�UN�OHULQ 
P�]LNDO |]HOOLNOHULQH YH \|UHGHNL JHOHQHNVHO 
G�ÿ�QOHUGH LFUD HGLOHQ W�UN�OHUH \|QHOLN ĂX 
VRQXoODU PDGGHOHU KDOLQGH |]HWOHQHELOLU�

 ¾ <|UHGHNL G�ÿ�QOHU� G�ÿ�Q |QFHVL� 
G�ÿ�Q V�UHFL YH G�ÿ�Q VRQUDV× ROPDN 
�]HUH �o DĂDPDGD GHÿHUOHQGLULOPLĂ� G�ÿ�Q 
|QFHVL V�UHoWH� N×] LVWHPH� G�U�� RNX�
GDYHWL\H� G�ÿ�Q V�UHFLQGH� WRQJDYXW�
WDUWDOD� NHĂNHN G|YPH� \XND Dÿ]×� ×VSD�
×VSD\×�LVSDKL YH G�ÿ�QOHUGH R\QDQDQ 
R\XQODU� oH\L]DOW×� PDĂDOD� J�UHĂ� N×QD� 
\DV HWPH� N×] DOPD� G�ÿ�Q VRQUDV×QGD LVH 
JHOLQ \�]� \DS×OG×ÿ× EHOLUOHQPLĂWLU�

 ¾ KRUNXWHOL·QGH JHOHQHNVHO G�ÿ�QOHU 
oRÿXQOXNOD FXPD� FXPDUWHVL YH SD]DU 
ROPDN �]HUH �o J�Q \DS×OPDNWD� 
G�ÿ�QGHQ |QFHNL KD]×UO×N V�UHFL YH G�ÿ�Q 
VRQUDV× ULW�HOOHU LOH G�ÿ�Q V�UHFL EHĂ J�Q� 
EXOPDNWDG×U�

 ¾ GHOHQHNVHO G�ÿ�QOHUGH� JHOLQ YH 
GDPDW G�ÿ�Q HYLQH JLUHUNHQ� NDS×\D 
\Dÿ V�U�OPHVL� oLYL oDN×OPDV×� EDĂODU×QD 
ĂHNHU� oHUH]� P×V×U� EXÿGD\ VHUSLOPHVL� 
HYOLOLNOHULQLQ X]XQ V�UPHVL� EHUHNHWOL 
ROPDV×� QHVOLQLQ GHYDP HWPHVL LQDQF× YH 
QL\HWLQL J|VWHUPHNWHGLU�

 ¾ KRUNXWHOL·QH DLW TRT T�UN KDON 
P�]LÿL DUĂLYLQH ND\×WO× GRNX] W�UN�� 
EHĂ IDUNO× PDNDP GL]LVL LOH EHQ]HUOLN 
J|VWHUPHNWHGLU� %X PDNDP GL]LOHUL� 
G�OL]DU� +LFD]� +�VH\QL� 8ĂĂDN YH ZLUJ�OHOL 
+LFD]·G×U� %X W�UN�OHUGHQ NXOODQ×P V×NO×ÿ× 
EDN×P×QGDQ HQ \D\J×Q G�OL]DU PDNDP×� 
GL]LVL J|U�OP�ĂW�U� %X PDNDP GL]LVL\OH 
EHQ]HUOLN J|VWHUHQ ´dD\ EHQLP oHĂPH 
EHQLPµ DGO× N×U×N KDYD� ´EVHU HVHU VDEDK 
\HOL NHVLOPH] �AYĂDU Dÿ]×�µ YH ´E\OHQ 
GXUQDP H\OHQ KDEHU VRUD\×Pµ DGO× X]XQ 
KDYDODUG×U�

 ¾ KRUNXWHOL·QH ND\×WO× W�UN�OHUGH� ���� 
���� �������� ���� ��� YH ��� ROPDN �]HUH 
� IDUNO× ĂHNLOGH |Oo� VD\×V×Q×Q NXOODQ×OG×ÿ× 
J|U�OP�ĂW�U� %X |Oo�OHUGHQ HQ \D\J×Q 
NXOODQ×ODQ ���·OLN |Oo� NDO×E×G×U�

 ¾ T�UN�OHULQ G|UW IDUNO× VHV V×Q×U×QGD 
ROGXÿX� H]JLOHULQ oRÿXQOXNOD VHNL] VHV 
V×Q×U×QGD YH GRNX] VHV V×Q×U×QGD NXOODQ×OG×ÿ× 
EHOLUOHQPLĂWLU�

 ¾ T�UN�OHULQ WHPDODU× oRÿXQOXNOD DĂN�
VHYGD YH JXUEHWWLU�

 ¾ GHOHQHNVHO N×QD YH G�ÿ�QOHUGH NDG×Q 
LFUDF×ODU oRÿXQOXNOD EDN×U OHÿHQ oDOPDNWD� 
HUNHNOHU G×ĂDU×GD GDYXO� ]XUQD� RGDODUGD 
LVH EDÿODPD oDOPDNWDG×UODU�

 ¾ <|UHGH� JHOLQ ROXUNHQ V|\OHQHQ YH 
|OHQLQ DUNDV×QGDQ V|\OHQHQ ROPDN �]HUH 
NDG×QODU LNL W�UO� Dÿ×W \DNPDNWDG×U� 
Aÿ×WODU×Q ULWPLN YH PHORGLN ELU \�U�\�Ă� 
\RNWXU� AÿODPD ELoLPLQGH NRQXĂXU JLEL 
V|\OHQPHNWHGLU�

 ¾ TRT T�UN KDON P�]LÿL UHSHUWXYDU 
DUĂLYLQH ND\×WO× ´APDQ PRU NR\XQ 
PHOHU JHOLUµ� ´DHQL]H GDOD\×P P×µ� ´O\ 
EDKoDQ×]Dµ� ´MHĂHOLGLU HQJLQ GH GDÿODU 
PHĂHOLµ� ´K×]×OF×NODU ROGX PXµ� ´DLUPLO 
GDÿ× PHĂHOLµ� ́ <D\OD \ROODU×µ� ́ &HPLOHPµ� 
´&HYL]LQ \DSUDÿ× GDO DUDV×QGDµ� ´dHN 
GHYHFL GHYHOHULµ� ´MHQHYĂHVL ER\XQ 
H\PLĂµ� ´gWPH GH GXJJXNµ� ´āX DLUPLO·LQ 
oDOJ×V×µ� ´EYOHULQH EHQ YDUDPDG×P 
GDYĂDQGDQµ� ´KDOHGHQ NDOH\H ĂDKLQ 
XoXUGXPµ� ´<�NVHN <�NVHN THSHOHUH EY 
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KXUPDV×QODUµ� ´KRQ\DO×µ� ´āX K|\FHÿL] 
\ROODU×µ� ´O\ TRPEXOXPµ� ´GLGH JLGH 
ELU V|ÿ�GH GD\DQG×Pµ� ´SDEDK LOHµ DGO× 
W�UN�OHUL NDG×QODU NHQGL DUDODU×QGD N×QD 
YH G�ÿ�Q HÿOHQFHOHULQGH V|\OHPHNWHGLU� 
%XQXQ \DQ×QGD \|UHGH N×QD YH G�ÿ�QOHUGH 
V|\OHQHQ ´<×NPD GD EDFDODU×µ� ´OVPDQ 
]H\EHN LQLS JHOLU LQLĂWHQµ� ´OÿODQ o×NP×Ă 
N|ĂN�\H ĂDSND HOLQGHµ� ´MHQHYĂH EXOGXP 
GHUHGHµ� ´İNL JH\LN ELU GHUHGH VXODQ×Uµ� 
´K|SU�Q�Q DOW× JHUL]µ W�UN�OHUL GH DODQGD 
\DS×ODQ J|U�ĂPHOHU VRQXFXQGD ND\GD 
DO×QP×Ă YH oDO×ĂPD\D GDKLO HGLOPLĂWLU�

 ¾ EUNHNOHULQ HÿOHQFHOHULQGH YH 
G�ÿ�Q�Q KHPHQ KHPHQ W�P V�UHoOHULQGH 
�NDUĂ×ODPD� JHOLQ DOPD� WDUWDOD� HÿOHQPH� 
J�UHĂ� YDNLW GDYXOX JLEL� GDYXO ]XUQD 
|QHPOL ELU \HUH VDKLSWLU� 9DNLW GDYXOODU× 
oDO×Q×UNHQ EDĂODQJ×oWD ´G�OO�N DDÿ×µ 
JXUEHW KDYDV× oDO×Q×S DUG×QGDQ ´dD\D 
G�ĂW� GXWDPDG×P NROXQX �ÜPP�P�µ� 
´Aÿ×U K|URÿOXµ� ´%R]RYD ]H\EHÿLµ� ´AO 
\D]PD ]H\EHÿLµ� ´SHUHQOHU ]H\EHÿLµ� 
´AYĂDU ]H\EHÿLµ YH EXQODU×Q \DQ×QGD 
\D\OD KDYDODU× RODUDN ELOLQHQ ��� YH ���� 
|Oo�OHUGHNL ́ <D\OD \ROODU×µ� ́ DLUPLOFLN·GHQ 
JLGHU \D\ODQ×Q \ROXµ� ´DLUPLO GDÿ× 
PHĂHOLµ� ´SDU× ]H\EHNµ� ´&HPLOHPµ JLEL 
\|UHGH W�UN�OHU LFUD HGLOPHNWHGLU�

gQeriler
ĀleriGeki araştırmalara \|Qelik |Qeriler

 ¾ D�ÿ�Q N�OW�U�� G�ÿ�Q P�]LNOHUL� 
G�ÿ�QGH LFUD HGLOHQ GDQVODU YH J�Q�P�] 
G�ÿ�QOHULQGH \DĂDQDQ GHÿLĂLPOHUH 
LOLĂNLQ ND\QDN NLĂLOHU oRÿDOW×ODUDN IDUNO× 
DUDĂW×UPDODU \DS×ODELOLU�

 ¾ <|UHGHNL G�ÿ�QOHULQ \DS×O×Ă× V×UDV×QGD 
J|U�QW� ND\×WODU× DO×Q×S� EHOJHVHO ÀOP 
\DS×ODUDN DUĂLYOHQHELOLU�

 ¾ THVSLW HGLOHPHPLĂ G�ÿ�Q JHOHQHN YH 
J|UHQHNOHUL� G�ÿ�Q P�]LNOHUL YH GDQVODU× 
WHVSLW HGLOHUHN \D]×O× ND\QDN ROXĂWXUXODELOLU 
YH EX ND\QDNODU THNH <|UHVLQL NDSVD\DFDN 
ĂHNLOGH JHQLĂOHWLOHELOLU�

 ¾ %X oDO×ĂPD PRGHOL |UQHN DO×QDUDN 
GLÿHU \|UHOHUGHNL G�ÿ�Q JHOHQHNOHUL 

YH P�]LN SUDWLNOHUL LQFHOHQHELOLU YH 
NDUĂ×ODĂW×U×ODELOLU�

8\JXlamaFılara \|Qelik |Qeriler 
 ¾ GHOHQHNVHO G�ÿ�Q JHOHQHNOHULQLQ 

P�]LNRIRONORULN Do×GDQ LQFHOHQPHVLQH 
\|QHOLN oDO×ĂPDODU� NDUĂ×ODĂW×UPDO× RODUDN 
GLVLSOLQOHU DUDV× NRQIHUDQV \D GD VHPLQHU 
JLEL HWNLQOLNOHUGH VXQXODELOLU� \|UHGH 
GHUOHQHQ W�UN�OHU Do×NODPDO× RODUDN 
NRQVHUOHUGH LFUD HGLOHELOLU�

AraştırmaQıQ 6ıQırlılıkları
AUDĂW×UPD ���������� YH ���������� WDULKOHUL 
DUDV×QGD� DUDĂW×UPDQ×Q LoHULÿLQH \|QHOLN 
XODĂ×ODELOHQ� PDNDOH� WH] YH NLWDS JLEL \D]×O× 
ND\QDNODU� \|UHGH \DĂD\DQ YH DNWLI RODUDN 
JHOHQHNVHO G�ÿ�QOHUGH GHI� OHÿHQ oDODQ 
NDG×Q LFUDF×ODU LOH GDYXO� ]XUQD� EDÿODPD 
oDODQ HUNHN LFUDF×ODU� TRT T�UN KDON P�]LÿL 
UHSHUWXYDU DUĂLYLQGH KRUNXWHOL·QH ND\×WO× 
GRNX] W�UN� YH J|U�ĂPH \DS×ODQ ND\QDN 
NLĂLOHUGHQ GLQOHQHUHN QRWD\D DO×QDQ DOW× W�UN� 
YH ELU ERÿD] KDYDV× LOH V×Q×UO×G×U�

%ilJileQGirme
%X oDO×ĂPD� ANGHQL] ÜQLYHUVLWHVL %LOLPVHO 
AUDĂW×UPD 3URMHOHUL KRRUGLQDV\RQ %LULPL 
WDUDI×QGDQ N×VPHQ GHVWHNOHQPLĂWLU� <D]DUODU 
DUDV×QGD KHUKDQJL ELU o×NDU oDW×ĂPDV× 
EXOXQPDPDNWDG×U� KD\QDN NLĂLOHULQ ELOJL� 
J|U�Ă� GHQH\LPOHULQGHQ ID\GDODQPDN YH 
LVLPOHULQL Do×NoD EHOLUWPHN DPDF×\OD NLĂLVHO 
U×]D EH\DQODU× DO×QP×ĂW×U� %X GRÿUXOWXGD 
NDWN×ODU×QGDQ GROD\× MHOHN İQFH� 8ÿXU AVODQ� 
G�OFDQ g]� 3DSXĂ KRSDUDQ� &HPLOH G�UELOHN� 
AKPHW dREDQ� KDGLU SHOoXN YH RDVLK dHQLW·H 
WHĂHNN�U HGHUL]� EN RODUDN� oDO×ĂPDQ×Q VDKD 
DUDĂW×UPDODU× V�UHFLQGH YHUGLÿL GHVWHNOHUGHQ 
|W�U� TRT AQWDO\D RDG\RVX \|QHWLPLQH 
WHĂHNN�U HGHUL]� 3URI� AOODQ E�:� RHQQLH·\H 
İQJLOL]FH NRQWURO YH oHYLUL LoLQ WHĂHNN�U 
HGHUL]�

dDO×ĂPDGDNL \D]DU NDWN×ODU× ĂX ĂHNLOGHGLU� 
SRUXPOX \D]DU� AUDĂW×UPD \|QHWLPL� 
DUDĂW×UPD oDO×ĂPDODU×� PHWRGRORML� DQDOL]� 
\D]PD²RULMLQDO WDVODN�J|]GHQ JHoLUPH YH 
G�]HQOHPH� ��\D]DU� 9HUL LĂOHPH� OLWHUDW�U 
oDO×ĂPDODU×� NDYUDPVDOODĂW×UPD� J|UVHO 
G�]HQOHPH� \D]PD RULMLQDO WDVODN�
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.a\Qaklar
AN×Q� %� ������� K�OW�UHO EHOOHN YH P�]LN� 
Eurasian Journal of Music and Dance, 13, 
��������

AN×Q� Ü�%� ������� T�UN KDON ELOLPL 
oDO×ĂPDODU×QGD P�]LÿLQ LĂOHYVHOOLÿL �]HULQH 
HOHĂWLUHO ELU GHÿHUOHQGLUPH� Milli Folklor, 
32������ ��������

AQWDO\D� D�%� ������� Korkuteli. Antalya 

9DOLOLÿL İO K�OW�U YH TXUL]P M�G�UO�ÿ� 
<D\×QODU×� AQWDO\D�

AUWXQ� E� ������� Halk kültürü araştırmaları. 
KLWDEHYL� İVWDQEXO�

AWDPDQ� S�<� ������� Eski Türk düğünleri ve 
evlenme rit’leri �9RO� ����� K�OW�U %DNDQO×ÿ×�

A\� E� ������� Folklor (Halkbilim). 3DQ 
\D\×QF×O×N� İVWDQEXO�

%DUODV� 8� ������� Hakkâri ili evlenme töre 
ve törenleri. g]HU EDV×PHYL� KDUDE�N�

%D\DW� )� ������� T�UN IRONORUXQGD Dÿ×W� 
EPLQH G�UVR\ 1DVNDOL� Ağıt kitabı. KLWDEHYL� 
İVWDQEXO�

&DQ� İ� ������� Korkuteli’nin (Antalya) beşerî 
ve ekonomik coğrafyası. <�NVHN OLVDQV WH]L� 
SHOoXN ÜQLYHUVLWHVL� KRQ\D�

dHOLN� A� ������� Teke Kozağacı Korkuteli köy 
araştırması. AVXGH OIVHW�

dLQH� +� ������� %XUGXU +DON K�OW�U�� 
Geçmişten geleceğe Burdur halk kültürü 
ve turizm sempozyumu (2. Burdur 
sempozyumu). MUN %DVN×�

dREDQRÿOX� g� ������� Halkbilimi kuramları 
ve araştırma yöntemleri tarihine giriş. 
ANoDÿ <D\×QODU×�

DDVKWVHUHQ� 8� ������� EVNL G|oHEH 
KDYLPOHULQGH AWHĂ K�OW�� MHKPHW AOL %RODW� �� 
Uluslararası öğrenci sempozyumu bildiriler 
kitabı ��� TDULK� 8OXVODUDUDV× gÿUHQFL 
DHUQHNOHUL )HGHUDV\RQX �8DE)�� İVWDQEXO�

D�OJHU� &� ������� İ]PLU gGHPLĂ·WH N×QD 
JHFHVL kGHWOHUL� Uluslararası Folklor Akademi 
Dergisi, 2���, ������

EUNHQ� )� ������� Korkuteli ilçesi ve köyleri 
folkloru (Derleme, İnceleme), <�NVHN LLVDQV 
TH]L� ANGHQL] ÜQLYHUVLWHVL� AQWDO\D�

EVHQ� A� ā�  ������� Anadolu ağıtları. İOHWLĂLP 
<D\×QODU×�

G|N AN\×OG×]� S� ������� Burdur yöresi Türk 
halk müziği ve özellikleri. DRNWRUD TH]L� 
1HFPHWWLQ EUEDNDQ ÜQLYHUVLWHVL� KRQ\D�

G|NDOS� E� ������� K�OW�U� AQWURSRORMLN 
<DNODĂ×PODU� Kültür sosyolojisi (EGLW|U� 
EUJXU� A� 	 G|NDOS� E��. EVNLĂHKLU� AQDGROX 
ÜQLYHUVLWHVL <D\×QODU×� QR� �����

G�QD\� 8� ������� Osmanlı İmparatorluğu ve 
Türk halk kültürü. OVPDQO× K�OW�U YH SDQDW� 
F��� <HQL T�UNL\H <D\×QODU×�

+DF×J|NPHQ� M�A� ������� T�UNOHUGH \DV 
kGHWL WHPHOOHUL YH VRQXoODU×� Tarihçiliğe 
adanmış bir ömür: Prof. Dr. Nejat Göyünç’e 
armağan, SHOoXN ÜQLYHUVLWHVL T�UNL\DW 
EQVWLW�V� <D\×QODU×�

+HNLPRÿOX� ā� ������� Burdur’un folklorik 
eğlence kültürü. %XUGXU TLFDUHW YH SDQD\L 
OGDV×� DLOHN OIVHW�

K×]×OND\D� T� ������� AQWDO\D KRUNXWHOL \|UHVL 
K×UNS×QDU K|\� JHOHQHNVHO JHOLQ JL\VLOHUL� 
Akdeniz Sanat, 4���� ��������

MHMtD� R� 	 GXLOOHUPR� R� ������� Elementos 
de la música folclórica como material 
musical en la composición: unión de la 
tradición y la academia en la composición 
contemporánea (Elements of folk music as 
musical material in composition: union of 
tradition and academy in contemporary 
composition). MDVWHU TKHVLV� 8QLYHUVLGDG 
EA),T� &ROXPELD�

MRÿRO� +� ������� %H\OLNOHU D|QHPL AQWDO\DV× 
�THNHRÿXOODU× %H\OLÿL�� Dünden bugüne 
Antalya, İO K�OW�U YH TXUL]P M�G�UO�ÿ� 
<D\×QODU×� ����



Gök 	 Savaş

133

RAST MÜZİKOLOJİ DERGİSİ | BAHAR 2023, 11(1) 97-135

gÿ�W ENHU� G� ������� T�UN D�ÿ�Q GHOHQHÿL 
İoLQGH KDUDNHoLOL T�UN D�ÿ�Q�Q�Q RLW�HO 
Ao×GDQ DHÿHUOHQGLULOPHVL� Milli Folklor 
Dergisi, ��� �������

gUQHN� S�9� ������� Türk halkbilimi. K�OW�U 
%DNDQO×ÿ× <D\×QODU×�

g]GHPLU� M� ������� Yağlı güreş folkloru 
(Antalya ili örneğinde). <�NVHN LLVDQV TH]L� 
ANGHQL] ÜQLYHUVLWHVL� AQWDO\D�

g]OHP� D� ������� Kültür bilimleri ve kültür 
felsefesi (5. baskı). DRÿX %DW× <D\×QODU×�

3pUH]� J� M� ������� La tradición evocada: 
folklore y folklorismo (The evoked tradition:  
folklore and folklorism). 8QLYHUVLGDG GH 
&DQWDEULD� TUDGLFLyQ OUDO� �������

SDYDĂ� &� ������� Burdur ili Tefenni 
ilçesindeki 1970’li yıllara ait düğün gelenek-
görenekleri ve müzik pratikleri. <�NVHN 
LLVDQV TH]L� ANGHQL] ÜQLYHUVLWHVL� AQWDO\D�

āLPĂHN� A� ������� AUDĂW×UPD MRGHOOHUL� 
Anadolu Üniversitesi yayını, 1R� ����� V����
���

TRT M�]LN DDLUHVL T+M RHSHUWXYDU× 1RWD 
<D\×QODU×

<DN×F×� A� ������� D�ÿ�Q NHOLPHVL YH 
N�OW�U�P�]GHNL \HUL� Milli Folklor Dergisi, 
��� ������

<DN×F×� A� ������� AQDGROX G�ÿ�Q JHOHQHÿLQLQ 
VRV\DO KD\DWD� VDQDWD YH HGHEL\DWD HWNLVLQH 
GDLU� Milli Folklor, �� ������

<DOG×]ND\D� g�)� ������� Emirdağ yöresi 
Türkmen ağıtları. EPLUGDÿ %HOHGL\HVL K�OW�U 
<D\×QODU×��� KDQ\×OPD] MDWEDDF×O×N�  

<ROFX� M�A� 	 AoD� M�� ������� <DS×VDO 
LĂOHYVHOFLOLN Do×V×QGDQ IRONORUGD GHÿLĂPH 
YH LĂOHYVHO ]RUXQOXOXNODU PRGHOL� Folklor/
Edebiyat, 23����� ������

Web Sitesi

ZZZ�UHSHUWXNXO�FRP� TRT T�UN +DON M�]LÿL 
1RWD AUĂLYL

KWWSV���VR]OXN�JRY�WU�TDK

KWWSV���DOHSK�RUJ�P[�TXH�VLJQLILFD�OD�
PXVLFD�IROFORULFD

http://www.repertukul.com/
https://sozluk.gov.tr/
https://aleph.org.mx/que-significa-la-musica-folclorica
https://aleph.org.mx/que-significa-la-musica-folclorica


Korkuteli yöresi düğün geleneklerinin müzik folkloru açısından incelenmesi

���

DRo� DU� Sevilay GÖK, ���� WDULKLQGH AGDQD·GD GRÿPXĂ� ���� \×O×QGD EDÿODPD 
HÿLWLPLQH EDĂODP×ĂW×U� ���� \×O×QGD SHOoXN ÜQLYHUVLWHVL EÿLWLP )DN�OWHVL M�]LN 
gÿUHWPHQOLÿL 3URJUDP×QGDQ PH]XQ ROPXĂWXU� ���� \×O×QGD D\Q× �QLYHUVLWHGH M�]LN 
EÿLWLPL DODQ×QGD <�NVHN LLVDQV |ÿUHQLPLQL WDPDPODP×ĂW×U� ���� \×O×QGD ANGHQL] 
ÜQLYHUVLWHVL AQWDO\D DHYOHW KRQVHUYDWXYDU× T�UN M�]LÿL %|O�P� T�UN +DON M�]LÿL 
AQDVDQDW DDO×QGD gÿUHWLP G|UHYOLVL RODUDN J|UHYH EDĂODP×ĂW×U� ���� \×O×QGD 
1HFPHWWLQ EUEDNDQ ÜQLYHUVLWHVL M�]LN EÿLWLPL DRNWRUD GHUHFHVLQL DOP×ĂW×U� ���� 
\×O×QGD ANGHQL] ÜQLYHUVLWHVL AQWDO\D DHYOHW KRQVHUYDWXYDU× gÿUHWLP �\HVL RODUDN 
DWDQP×Ă� ���� \×O×QGD T�UN +DON M�]LÿL <RUXPFXOXN DODQ×QGD ´DRoHQW DRNWRUµ 

XQYDQ×Q× DOP×ĂW×U� DU� SHYLOD\ GgK� KDOL KD]×UGD ANGHQL] ÜQLYHUVLWHVL AQWDO\D DHYOHW KRQVHUYDWXYDU× 
E�Q\HVLQGH DNDGHPLN oDO×ĂPDODU×Q×Q \DQ×QGD VDQDWVDO IDDOL\HWOHULQL GH DNWLI RODUDN V�UG�UPHNWHGLU�

.XrXm� ANGHQL] ÜQLYHUVLWHVL� AQWDO\D DHYOHW KRQVHUYDWXYDU×� T�UN M�]LÿL %|O�P�� AQWDO\D� T�UNL\H�

(mail� VHYLOD\JRN#DNGHQL]�HGX�WU 

25&,'� 0000-0002-6635-718X

���� \×O×QGD AQWDO\D·GD GRÿDQ &em 6A9Aā� %XUGXU·XQ THIHQQL LOoHVLQLQ 
+DVDQSDĂD N|\� Q�IXVXQD ND\×WO×G×U� İONRNXO HÿLWLPLQL ,VSDUWD·Q×Q <DOYDo 
LOoHVLQGH� RUWDRNXO YH OLVH HÿLWLPLQL AQWDO\D·GD WDPDPODP×ĂW×U� ���� \×O×QGD 
S�OH\PDQ DHPLUHO ÜQLYHUVLWHVL %XUGXU EÿLWLP )DN�OWHVL M�]LN gÿUHWPHQOLÿL 
SURJUDP×QGDQ PH]XQ ROGXNWDQ VRQUD EU]XUXP� K×UNODUHOL YH AQWDO\D LOOHULQGH 
P�]LN |ÿUHWPHQL RODUDN J|UHY \DSP×ĂW×U� ���� \×O×QGD ANGHQL] ÜQLYHUVLWHVL 
G�]HO SDQDWODU EQVWLW�V� M�]LN AQDVDQDW DDO× \�NVHN OLVDQV SURJUDP×QGDQ 
PH]XQ ROPXĂWXU� dRFXNOXN \DĂODU×QGDQ LWLEDUHQ P�]LNOH LOJLOHQHQ &HP SA9Aā 
ELUoRN N�OW�UHO� VDQDWVDO IDDOL\HW LoHULVLQGH \HU DOP×Ă YH NDWN×GD EXOXQPXĂWXU� 

���� \×O×QGD AQWDO\D· GD MLOOL EÿLWLP M�G�UO�ÿ�� THPHO EÿLWLP� DLMLWDO İoHULN GHOLĂWLUPH� 
E|O�P�QH J|UHYOHQGLULOPLĂWLU� %X J|UHYLQH KDOHQ GHYDP HWPHNWHGLU�
(mail� FHPP\PXVLF#JPDLO�FRP

25&,'� 0000-0001-6228-2689

<a]arılarıQ %i\RJraÀleri
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AQal\sis RI tKe ZeGGiQJ traGitiRQs RI .RrkXteli reJiRQ iQ 
terms RI mXsiF IRlklRre
([teQGeG AEstraFt
TKH LQVWLWXWLRQ RI PDUULDJH LQ TXUNLVK VRFLHW\ FDUULHV JUHDW VLJQLILFDQFH DQG LPSRUWDQFH� VXFK DV HVWDEOLVKLQJ D KRPH� 
HQVXULQJ WKH FRQWLQXLW\ RI IDPLOLDO OLQHDJH� FKDQJHV LQ VRFLDO VWDWXV� DQG VWUHQJWKHQLQJ NLQVKLS WLHV� TKH ´ZHGGLQJµ� 
ZKLFK LV RQH RI WKH ULFKHVW HOHPHQWV RI TXUNLVK VRFLHW\ LQ WHUPV RI PXVLF DQG IRONORUH� KDV EHHQ RQH RI WKH SULPDU\ 
DUHDV RI UHVHDUFK IRU TXUNLVK PXVLF UHVHDUFKHUV LQ WKH WUDQVPLVVLRQ RI PDQ\ FXOWXUDO PXVLFDO VRXUFHV� TKH ZHGGLQJ 
SUDFWLFH YDULHV IURP UHJLRQ WR UHJLRQ DFFRUGLQJ WR WUDGLWLRQ� FXVWRP� DQG EHOLHI� TKH KRUNXWHOL UHJLRQ KDV EHFRPH 
D VDPSOH RI PXVLF DQG IRONORUH UHVHDUFK LQ WHUPV RI LWV JHRJUDSKLFDO IHDWXUHV� GHHS�URRWHG KLVWRU\� DQG EURDG DQG 
GHHS FXOWXUDO URRWV� TKHVH WUDGLWLRQV� FXVWRPV� DQG SUDFWLFHV WKDW DUH VHHQ LQ HYHU\ UHJLRQ DUH DOVR ZLWQHVVHG ZLWKLQ 
WKH VSHFLILF YDOXHV RI WKH KRUNXWHOL UHJLRQ� TKLV VWXG\� ZKLFK SUHVHQWV WUDGLWLRQDO ZHGGLQJ WUDGLWLRQV LQ KRUNXWHOL 
IURP D PXVLF DQG IRONORUH SHUVSHFWLYH� LV LPSRUWDQW IRU KLJKOLJKWLQJ WKH UHJLRQ·V VSHFLILF FXOWXUDO FRQWH[WV DQG IRU 
WUDQVIRUPLQJ WKH GDWD FROOHFWHG LQWR ZULWWHQ GRFXPHQWV WR VHUYH DV D VRXUFH RI UHIHUHQFH IRU IXWXUH VWXGLHV� AV WKH 
KRUNXWHOL UHJLRQ LV D UXUDO DUHD� WKH WUDQVPLVVLRQ RI FXOWXUH DQG WUDGLWLRQ XVXDOO\ RFFXUV WKURXJK LQGLYLGXDOV� TKH 
DUULYDO RI WHFKQRORJLFDO GHYHORSPHQWV DQG RSSRUWXQLWLHV WR WKH UHJLRQ DIWHU WKH ����V KDV PDGH LW GLIILFXOW WR DFFHVV 
DFWLYLWLHV DQG SUDFWLFHV WKDW ZHUH FDUULHG RXW XQWLO WKDW SHULRG� TKLV VLWXDWLRQ FDQ EH OLNHQHG WR WUDFNLQJ LQ WKH GDUN� 
TKHUHIRUH� WKH RSLQLRQV DQG H[SHULHQFHV RI WKRVH ZKR OLYHG GXULQJ DQG UHÁHFW XSRQ WKRVH WLPHV DUH VLJQLILFDQW� OYHU 
WLPH� WKH GHYHORSPHQW RI WHFKQRORJLFDO RSSRUWXQLWLHV KDV HQDEOHG UHVHDUFK WR JDLQ PRPHQWXP� TKLV VWXG\ VHHNV 
DQVZHUV WR TXHVWLRQV WKDW LGHQWLI\ WKH WUDGLWLRQDO ZHGGLQJ FXVWRPV LQ WKH KRUNXWHOL UHJLRQ� KRZ WKH\ DUH DSSOLHG� 
ZKDW VRQJV EHORQJLQJ WR WKH UHJLRQ DUH LQFOXGHG LQ WKH TRT �,QVW� RI TXUNLVK RDGLR DQG THOHYLVLRQ� TXUNLVK IRON PXVLF 
DUFKLYH� LQ ZKDW IRUPDW� LQ ZKLFK VFDOHV� LQ ZKLFK VRXQG UDQJHV� DQG LQ ZKLFK PHDVXUHV� DQG ZKDW WKH WKHPHV LQ WKH 
O\ULFV RI WKH VRQJV DUH� DQG ZKLFK VRQJV DUH SHUIRUPHG DW WUDGLWLRQDO KHQQD DQG ZHGGLQJV� TKH GDWD RI WKLV VWXG\� 
GHVLJQHG WKURXJK WKH FDVH VWXG\ DQG FXOWXUDO DQDO\VLV �HWKQRJUDSK\� PRGHO RI TXDOLWDWLYH UHVHDUFK PHWKRGV� ZHUH 
DQDO\VHG WKURXJK GHVFULSWLYH DQDO\VLV� RHOHYDQW GDWD ZDV FUHDWHG E\ XWLOLVLQJ LQWHUYLHZV ZLWK VRXUFHV LQ WKH UHJLRQ 
DQG WKH YDULRXV GRFXPHQWV REWDLQHG� :HGGLQJV LQ WKH KRUNXWHOL UHJLRQ DUH XQGHUWDNHQ LQ WKUHH VWDJHV� SUH�ZHGGLQJ� 
ZHGGLQJ� DQG SRVW�ZHGGLQJ� ,Q WKH SUH�ZHGGLQJ SURFHVV� WKHUH DUH VHYHUDO HYHQWV VXFK DV ´N×] LVWHPHµ �DVNLQJ IRU 
SHUPLVVLRQ IURP WKH JLUO·V SDUHQWV�� ´G�U�µ �D IRUP RI HQJDJHPHQW FHUHPRQ\�� VHQGLQJ RXW LQYLWDWLRQV� DQG WKH 
ZHGGLQJ SURFHVVLRQ LQFOXGLQJ ´WRQJDYXW�WDUWDODµ �WRVVLQJ FRLQV�� ´NHĂNHN G|YPHµ �SUHSDULQJ D WUDGLWLRQDO ZHGGLQJ 
GLVK�� ́ \XND Dÿ]×µ �WKH JURRP·V FHUHPRQLDO HQWUDQFH�� ́ ×VSD�×VSD\×�LVSDKLµ �D WUDGLWLRQDO GDQFH�� DQG YDULRXV JDPHV� 
DXULQJ WKH ZHGGLQJ� WKH ´oH\L]DOW×µ �EULGDO GRZU\�� ´PDĂDODµ �DQRWKHU WUDGLWLRQDO GDQFH�� ZUHVWOLQJ� ´N×QDµ �KHQQD 
QLJKW�� ´\DV HWPHµ �PRXUQLQJ FHUHPRQ\�� DQG ´N×] DOPDµ �EULGH·V GHSDUWXUH� ULWXDOV WDNH SODFH� AIWHU WKH ZHGGLQJ� 
´JHOLQ \�]�µ �EULGDO IDFH SDLQWLQJ� LV SHUIRUPHG� TUDGLWLRQDO ZHGGLQJV DUH KHOG IRU WKUHH GD\V RQ )ULGD\V� SDWXUGD\V 
DQG SXQGD\V� RU TXHVGD\V� :HGQHVGD\V DQG TKXUVGD\V� DQG WKH SUH�ZHGGLQJ SUHSDUDWLRQV DQG SRVW�ZHGGLQJ ULWXDOV 
FDQ H[WHQG WKH SURFHVV WR ILYH GD\V LQ WRWDO� ,Q WUDGLWLRQDO ZHGGLQJV� ZKHQ WKH EULGH DQG JURRP HQWHU WKH ZHGGLQJ 
KRXVH� WKH\ VKRZ WKHLU LQWHQWLRQ DQG EHOLHI LQ WKH ORQJHYLW\ DQG IHUWLOLW\ RI WKHLU PDUULDJH E\ KDYLQJ RLO VPHDUHG 
RQ WKH GRRU� QDLOV KDPPHUHG LQ� DQG WKHLU KHDGV VSULQNOHG ZLWK VXJDU� QXWV� FRUQ� DQG ZKHDW� 1LQH IRON VRQJV 
IURP WKH KRUNXWHOL UHJLRQ LQ WKH TRT TXUNLVK IRON PXVLF DUFKLYH KDYH VLPLODULWLHV LQ ILYH GLIIHUHQW PRGHV� QDPHO\ 
´G�OL]DU�µ ´+LFD]�µ ´+�VH\QL�µ ´8ĂĂDN�µ DQG ´ZLUJ�OHOL +LFD]�µ ZLWK WKH PRVW FRPPRQO\ XVHG PRGH EHLQJ ´G�OL]DU�µ 
SL[ GLIIHUHQW WLPH VLJQDWXUHV� LQFOXGLQJ ���� ���� �������� ���� ���� DQG ���� DUH XVHG LQ WKHVH VRQJV� ZLWK ��� 
EHLQJ WKH PRVW FRPPRQ� TXUNLVK IRON VRQJV DUH VHHQ LQ IRXU GLIIHUHQW YRLFH UDQJHV DQG PHORGLHV DUH PRVWO\ LQ WKH 
UDQJH RI HLJKW DQG QLQH YRLFHV� TKH WKHPHV RI IRON VRQJV DUH PRVWO\ DERXW ORYH� ORQJLQJ� DQG EHLQJ IDU IURP KRPH� 
,Q WKH UHJLRQ� ZRPHQ VLQJ WZR W\SHV RI ODPHQWDWLRQ� RQH VXQJ GXULQJ ZHGGLQJV DQG WKH RWKHU VXQJ DIWHU VRPHRQH 
KDV SDVVHG DZD\� LDPHQWV GR QRW KDYH D UK\WKPLF RU PHORGLF VWUXFWXUH DQG DUH VXQJ LQ D FU\LQJ IRUP� ,Q WUDGLWLRQDO 
KHQQD QLJKWV DQG ZHGGLQJV� IHPDOH SHUIRUPHUV SOD\ WKH FRSSHU EDVLQ ZKLOH PDOH SHUIRUPHUV SOD\ WKH GUXP� ]XUQD 
�D ZLQG LQVWUXPHQW�� DQG EDÿODPD �D VWULQJHG LQVWUXPHQW�� AV D UHVXOW� PDQ\ SUDFWLFHV FDUULHG RXW GXULQJ WUDGLWLRQDO 
ZHGGLQJV DUH VWLOO FRPPRQO\ VHHQ WRGD\� +RZHYHU� ZLWK WKH GHYHORSPHQW RI WHFKQRORJ\ DQG WKH HDVH RI DFFHVV� WKH 
SUROLIHUDWLRQ RI PDVV FRPPXQLFDWLRQ WRROV� FKDQJHV LQ VRFLDO FRPPXQLFDWLRQ� WKH LPSDFW RI PLJUDWLRQ IURP YLOODJHV 
WR FLWLHV� DQG FKDQJHV LQ RFFXSDWLRQV� PDQ\ IDFWRUV WKDW FRPH ZLWK WKH WLPHV KDYH DOVR OHG WR WKH SRVVLELOLW\ RI WKHVH 
WUDGLWLRQDO ZHGGLQJV DQG ULWXDOV FKDQJLQJ DQG HYHQWXDOO\ EHLQJ IRUJRWWHQ RYHU WLPH� TKH LPSRUWDQFH RI WKH ZRUN 
GRQH WR DVVHVV WKH FXOWXUDO DQG VRFLRORJLFDO YDOXH RI WUDGLWLRQDO ZHGGLQJV� WR FRPSDUH WKH SDVW ZLWK WKH SUHVHQW� 
DQG WR HQVXUH WKDW WKH\ DUH QRW IRUJRWWHQ LV HYLGHQW� ,Q KRUNXWHOL UHJLRQ� IURP WKH ����V WR WKH SUHVHQW GD\� D SHULRG 
GXULQJ ZKLFK WUDGLWLRQDO ZHGGLQJ FXVWRPV ZHUH GRFXPHQWHG IURP D PXVLFDO DQG IRONORULF SHUVSHFWLYH� DQG LQ WKLV 
FRQWH[W� D VWXG\ ZDV SUHVHQWHG WKDW QDUUDWHV WKH UHJLRQ�VSHFLILF FXOWXUDO WH[WXUHV WKDW VHUYH DV D VRXUFH IRU IXWXUH 
ILHOG VWXGLHV� SWXGLHV IRFXVHG RQ WKH PXVLF DQG IRONORUH RI WUDGLWLRQDO ZHGGLQJV FDQ EH SUHVHQWHG DW LQWHUGLVFLSOLQDU\ 
FRQIHUHQFHV RU VHPLQDUV� DQG IRON VRQJV FROOHFWHG IURP WKH UHJLRQ FDQ EH SHUIRUPHG LQ FRQFHUWV ZLWK DSSURSULDWH 
H[SODQDWLRQV�

Ke\ZRrGs
Korkuteli (a district in Antalya Province, Turkey), music folklore, tradition, Turkish 
folk music, wedding
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7�rk 'iQ M�]iÿi Ye dXEXk�āaEaQ|]� merke]li aleYi RFaklarıQıQ 
etkiQ RlGXÿX alaQ EaÿlamıQGa Çşık 6e\\iG 6�le\maQ 
ArmaÿaQ &RşkXQ
3URI�DU�� İVWDQEXO ÜQLYHUVLWHVL� DHYOHW KRQVHUYDWXYDU×� T�N M�]LÿL AQD SDQDW DDO×� İVWDQEXO� T�UNL\H�
(mail� DUPDJDQFRVNXQ��#RXWORRN�FRP 25&,'� 0000-0003-1148-5747

Öz
T�UN GLQ P�]LÿL LoHULVLQGH |QHPOL ELU \HU WHĂNLO HGHQ FHP kĂ×N�]kNLUOLÿL� J|o� NHQWOHĂPH� WHNQRORMLN JHOLĂPH� 
SRS�OHU N�OW�U YE� ELUoRN XQVXU NDUĂ×V×QGD \HUL YH |QHPLQL \LWLUPH WHKOLNHVL DOW×QGDG×U� %X oDO×ĂPD� T�UN 
GLQ P�]LÿLQGH |QHPOL ELU ÀJ�U RODQ ÇĂ×N SH\\LG S�OH\PDQ·×Q HVHUOHULQLQ HGHEL YH H]JLVHO NXUXOXĂ DQDOL]LQLQ 
\DS×OPDV×QGD KD\DW× LOH G|QHPLQLQ WDULKL ND\×WODU×Q×Q LQFHOHQPHVL Do×V×QGDQ WDULKVHO DUDĂW×UPD� AOHYL�
%HNWDĂL P�]LN N�OW�U�Q�Q NRGODU×Q×Q RUWD\D o×NDU×OPDV× Do×V×QGDQ HWQRJUDÀN NDUDNWHUGH ELU DUDĂW×UPDG×U� 
AUDĂW×UPDGD dXEXN�āDEDQ|]� PHUNH]OL AOHYL RFDNODU×Q×Q HWNLQ ROGXÿX DODQ×Q ELULNLPOHULQL WHPVLO HGHQ |QF� 
FHP kĂ×N�]kNLUL ÇĂ×N SH\\LG S�OH\PDQ·×Q T�UN GLQ P�]LÿLQH NDWN×ODU× HNVHQLQGH KD\DW× LOH HVHUOHUL� H]JLOHUL 
WHPDWLN YH HGHEL NXUXOXĂ EDN×P×QGDQ GLVLSOLQOHUDUDV× YH oRN \|QO� LQFHOHQPHVL KHGHÁHQPLĂWLU� AUDĂW×UPDQ×Q 
SUREOHPL� T�UN GLQ P�]LÿL YH RFDNODU×Q HWNLQ ROGXÿX DODQ EDÿODP×QGD ÇĂ×N SH\\LG S�OH\PDQ·×Q GLVLSOLQOHUDUDV× 
YH ELUoRN \|QGHQ NDWN×V× QH� QHOHU YH QDV×OG×U" %X DUDĂW×UPD ÇĂ×N SH\\LG S�OH\PDQ·×Q T�UN GLQ P�]LÿLQH 
NDWN×ODU×Q×Q \DĂD\DQ |JHOHULQLQ EHWLPOHQPHVL LoLQ EHOLUOHQHQ \|UHOHUGHNL ND\QDN NLĂLOHUOH J|U�ĂPHOHULQ 
\DS×OPDV× Do×V×QGDQ GXUXP oDO×ĂPDV× \|QWHPL NXOODQ×OP×Ă ROXS� oRNOX QLWHO DUDĂW×UPD WHNQLNOHULQLQ NXOODQ×P× 
LOH LOJLOL P�]LNRIRONORULN \DS×Q×Q o|]�POHQPHVLQL DPDoODP×ĂW×U� AUDĂW×UPDGD YHULOHULQ WRSODQPDV× LoLQ T�UN 
KDON ELOLPL� T�UN KDON HGHEL\DW×� T�UN KDON P�]LÿL� T�UN GLQ P�]LÿL DODQODU×QD GDLU ELUoRN \D]×O× ND\QDN 
LQFHOHQPLĂWLU� %X ND\QDNODU×Q EHOLUOHQPHVL YH VHoLPLQGH DODQD |]J� \|UHVHO YH P�]LN EDÿODP× NULWHUOHUL 
J|]|Q�QGH EXOXQGXUXOPXĂWXU� AODQD DLW LQFHOHPH VRQXoODU× ĂX GRÿUXOWXGDG×U� DODQ×Q N�OW�UHO YH LQDQFD 
DLW PLUDV×Q× ĂLLU YH H]JLOHULQH DNWDUDQ ÇĂ×N SH\\LG S�OH\PDQ·×Q HVHUOHULQGH LQDQo ROJXVX WHPHOLQGH V|] 
|Q SODQGD� P�]LN \DUG×PF× DUDo RODUDN \HU DOP×ĂW×U� +HFH YH]QLQLQ ��·OL NDO×E× LOH VDGH YH DQODĂ×O×U ELU 
GLO NXOODQDQ ÇĂ×N SH\\LG S�OH\PDQ·×Q ĂLLUOHUL WHPDWLN RODUDN ROGXNoD ]HQJLQGLU� M�]LNDO DQODW×P ELoLPOHUL 
QRNWDV×QGD GXYD]�× LPDPODU× VD\×FD GLÿHUOHULQH J|UH ROGXNoD ID]ODG×U� EVHUOHULQGH KDUF×ÿDU PDNDP×Q×Q 
KkNLP ROGXÿX J|U�OPHNOH ELUOLNWH EX H]JLOHULQ ELU N×VP× dDUJDK SHUGHVLQL HNVHQ RODUDN DO×UNHQ ELU N×VP× 
1HYD SHUGHVLQL HNVHQ DO×U� RHVW�dDUJDK DUDV× DWODPDODU J|]OHPOHQPHNWHGLU� 8ĂĂDN YH +�VH\QL PDNDPODU×QGD 
EDĂOD\×S ELWHQ H]JLOHULQ \DQ× V×UD +�VH\QL PDNDP×QGD EDĂOD\×S KDUF×ÿDU PDNDP×QD JHoNL \DSDQ H]JLOHU 
GH \HU DOPDNWDG×U� S|]O� N�OW�U RUWDP× WHPHOOL |]J�Q FHP kĂ×N�]kNLUOLÿL YH NHQWWHNL FHP kĂ×N�]kNLUOLÿL� 
AQDGROX AOHYLOLÿL LoHULVLQGH \HU DODQ GLÿHU RFDNODUD |]J� GLQv P�]LN X\JXODPDODU× EDÿODP×QGD KDON ELOLPVHO 
YH P�]LNRORMLN Do×GDQ DUDĂW×UPD PRGHOL |UQHN DO×QDUDN LQFHOHQHELOLU�

AQaKtar .elimeler
Âşık Seyyid Süleyman, Cem âşıklığı/zâkirliği, Çubuk/Şabanözü merkezli alevi 
ocakları, edebiyat, ezgi, müzik folkloru, Türk Din Müziği 

'2, ���������rastmG�20231116 6XEmitteG -aQXar\ ��, 2023 AFFeSteG MarFK ��, 2023

*iriş
T�UNOHULQ İVOkPL\HW·L NDEXO HWPHVL� 
AQDGROX·QXQ T�UNOHĂPHVL YH T�UN 
N�OW�U�Q�Q ROXĂXPXQGD E�\�N NDWN×ODU× 
RODQ +RUDVDQ EUHQOHULQLQ �AKPHG <HVHYL YH 
DUG×OODU×� ×Ă×ÿ×QGD D\G×QODQP×Ă RODQ kĂ×NODU 
YH GROD\×V×\OD kĂ×NO×N JHOHQHÿL T�UNLVWDQ·GDQ 
AQDGROX·\D YH GHYDP×QGD %DONDQODUD 
NDGDU X]DQDQ E�\�N ELU FRÿUDI\DGD YDUO×N 
J|VWHUPLĂWLU� T�UN P�]LÿLQLQ YH HGHEL\DW×Q×Q 
ELULQFLO ND\QDNODU× RODQ kĂ×NODU� T�UNOHULQ 
;,� \�]\×O LWLEDUL\OH İVOkPL\HW·L NDEXO 
HWPHVL\OH ELUOLNWH AQDGROX·GD EX JHOHQHÿLQ 
\HUOHĂPHVLQH YH \HĂHUPHVLQH YHVLOH 
ROPXĂODUG×U� AQDGROX·GD� DRÿX AQDGROX YH 

İo AQDGROX·GD GDKD \RÿXQ ELU ĂHNLOGH YDUO×N 
J|VWHUHQ kĂ×NO×N JHOHQHÿL PHYFXW GXUXPGD 
HVNL\H J|UH GHÿLĂHQ G|Q�ĂHQ ĂDUWODUD NDUĂ× 
PXNDYHPHW J|VWHUPH\H oDO×ĂPDNWDG×U� ÇĂ×N 
WDU]× ĂLLU JHOHQHÿLQLQ GLQv \|Q�Q� AQDGROX 
AOHYL FHPOHULQGH RQ LNL KL]PHWWHQ ELUL 
RODUDN kĂ×NODU LFUD HWPLĂOHUGLU� +RUDVDQ 
EUHQOHUL LOH RFDN NXUXFXODU×�|QGHUOHULQLQ 
HWNLVLQLQ E�\�N FDQO×O×N LOH GHYDP HWWLÿL 
AQNDUD�dXEXN YH dDQN×U×�āDEDQ|]� 
PHUNH]OL EHĂ RFDÿ×Q �āDK KDOHQGHU 9HOL 
OFDÿ×� +DF× TXUDEL 9HOL OFDÿ×� &LEDOL SXOWDQ 
OFDÿ×� +DF× MXUDGL 9HOL OFDÿ×� MHKHPPHG 
AEGDO OFDÿ×� HWNLQ ROGXÿX DODQGD RFDNODU 
WHPHOLQGH ]HQJLQ ELU HGHEL\DW YH FHP 
kĂ×NO×ÿ×�]kNLUOLÿL ĂHNLOOHQPLĂWLU� 
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Fotoğraf 1. Alevi müziği icra görüntüsü (Armağan Coşkun kişisel arşiv)

Fotoğraf 2. Alevi müziği icra görüntüsü (Armağan Coşkun kişisel arşiv)

Türk din müziğinde Alevi-Bektaşi geleneğinin 
dolayısıyla cem âşık/zâkirliğinin önemli bir 
yeri vardır. Bu alanın gelişimi, alana katkı 
sunan kişilerin çalışmalarının disiplinlerarası 
ve çok yönlü incelenmesi ile mümkün olabilir. 

Alevi müziğinde Âşık Seyyid Süleyman ve 
katkılarına yönelik yapılacak olan çalışma, 
Çubuk/Şabanözü merkezli incelemeler ile 
alanın gelişimini destekleyecektir.

Fotoğraf 3a. Ankara ili Çubuk ilçesi görünümü 
(Web 1)

Fotoğraf 3b. Çubuk ilçesi ve köyleri haritası
(Web 2)
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����·OL \×OODU LWLEDUL\OH EHĂ RFDÿ×Q HWNLQ 
ROGXÿX EDKVL JHoHQ N|\OHUGHQ NHQWH J|oOHU 
EDĂODP×Ă ROXS ����·O× \×OODU LWLEDUL\OH 
GH RFDNODU NDS×ODU×Q× DUDĂW×UPDF×ODUD 
DoP×ĂODUG×U� %HĂ RFDÿ×Q HWNLQ ROGXÿX DODQ 
LOH ���� \×O×QGD WDQ×Ă×S EXJ�QH NDGDU 
DODQGD ELUoRN VDKD oDO×ĂPDV× ������ ����� 
����� ����� ����� ����� ���� \×OODU×QGD� 
WDUDI×PGDQ \DS×OP×ĂW×U� G|o� NHQWOHĂPH� 
VDQD\LOHĂPH� WHNQRORMLOHĂPH YE� ELUoRN 
XQVXUD NDUĂ×Q RFDNODU NHQGL N�OW�UOHULQL 
NRUXPD oDEDV× LoLQGHGLUOHU� %X EDÿODPGD ELQ 
\×OO×N JHOLĂHQ ELU G�Ă�QFH JHOHQHÿLQL \DĂDWPD 
YH DNWDUPD QRNWDV×QGD PHQVXEX ROGXÿX 
VRV\R�N�OW�UHO oHYUHQLQ ELULNLPOHULQL WHPVLO 
HGHQ YH J�Q�P�]H DNWDUDQ ÇĂ×N SH\\LG 

S�OH\PDQ E�\�N |QHP DU] HWPHNWHGLU� ÇĂ×N 
SH\\LG S�OH\PDQ·×Q ĂLLUOHUL YH P�]LÿL dXEXN�
āDEDQ|]� PHUNH]OL AOHYL�%HNWDĂL N�OW�U� YH 
T�UN GLQ P�]LÿL Do×V×QGDQ |QHPOLGLU� ÇĂ×NO×N 
JHOHQHÿLQLQ NHQWOHĂPH V�UHFLQGH JLWWLNoH 
\HULQL YH |QHPLQL \LWLUGLÿL J�Q�P�]GH ÇĂ×N 
SH\\LG S�OH\PDQ JLEL EX JHOHQHÿH E�\�N ELU 
NDWN× VXQPXĂ RODQ |QHPOL ELU kĂ×ÿ× ND\×W DOW×QD 
DOPDN |QHPOLGLU� %X EDÿODPGD |QFH NRQX\D 
]HPLQ KD]×UODPD QRNWDV×QGD dXEXN�āDEDQ|]� 
PHUNH]OL AOHYL RFDNODU×Q×Q HWNLQ ROGXÿX 
DODQGDNL HGHEL\DW YH FHP kĂ×NO×ÿ×�]kNLUOLÿL 
HOH DO×QG×NWDQ VRQUD ÇĂ×N SH\\LG S�OH\PDQ·×Q 
KD\DW× LOH HVHUOHUL H]JLVHO� WHPDWLN YH HGHEv 
NXUXOXĂ EDN×P×QGDQ LQFHOHQHFHNWLU�

Fotoğraf 4a. dDQN×U× LOL āDEDQ|]� LOoHVL J|U�Q�P�  
�:HE ��

Fotoğraf 4b. āDEDQ|]� LOoHVL YH N|\OHUL KDULWDV×
�:HE ��

Çubuk/Şabanözü Merkezli Alevi 
Ocaklarının Etkin Olduğu Alandaki 
Edebiyata Genel Bir Bakış  
+RUDVDQ HUHQOHULQLQ� T�UNOHULQ İVODPL\HW·L 
NDEXO HWPHVLQGH� AQDGROX·QXQ T�UNOHĂPHVL 
YH T�UN N�OW�U�Q�Q ROXĂXPXQGD E�\�N 
URO R\QDPDODU× KXVXVX RUWDN NDEXO 
J|UP�Ă ELU JHUoHNWLU� %X GDLUH LoHULVLQGH 
GHÿHUOHQGLUGLÿLPL] dXEXN�āDEDQ|]� 
PHUNH]OL AOHYL RFDNODU×� |QHP DU] HWPHNWH 
ROXS RFDNODU×Q HWNLQ ROGXÿX DODQGD +RUDVDQ 
HUHQOHULQLQ GROD\×V×\OD RFDN NXUXFXODU×Q×Q�
|QGHUOHULQLQ HWNLVL E�W�Q FDQO×O×ÿ× LOH GHYDP 
HWPHNWHGLU� KXUXFXODU×Q×Q DGODU×Q× WDĂ×\DQ 
dXEXN�āDEDQ|]� PHUNH]OL RFDNODU× ´EO HOH 
HO +DNN·Dµ LONHVL oHUoHYHVLQGH KL\HUDUĂLN 
HNVHQGH ROXS ´SLU� P�UĂLW� UHKEHUµ LOLĂNLVL 

LoLQGH ELUELUOHULQH EDÿO×G×U� OFDNODU �AQNDUD�
dXEXN ² dDQN×U×�āDEDQ|]� PHUNH]OL RFDNODU� 
āDK KDOHQGHU 9HOL OFDÿ×� +DF× TXUDEL 9HOL 
OFDÿ×� &LEDOL SXOWDQ OFDÿ×� +DF× MXUDGL 
9HOL OFDÿ×� MHKHPPHG AEGDO OFDÿ×�� 
K×U×NNDOH·GHNL +DVDQ DHGH OFDÿ×·QD EDÿO× 
ROPDODU×Q×Q \DQ× V×UD +DVDQ DHGH� ā�FDDWWLQ 
9HOL·\H� ā�FDDWWLQ 9HOL GH K�WE��O ANWDE 
NDE�O HGLOHQ +DF× %HNWDĂ 9HOL·\H EDÿO×G×U 
�AUVODQRÿOX ����� ������ K|NHO YH EUVDO 
����������� &RĂNXQ ����� �������
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Fotoğraf 5. Hacı Turabi Veli Türbesi; Şabanözü ilçesi 
Mart Köyü (Armağan Coşkun kişisel arşivi)

Fotoğraf 6. Şah Kalender Veli Türbesi; Çubuk ilçesi 
Sele Köyü (Armağan Coşkun kişisel arşivi)

Çubuk/Şabanözü merkezli Alevi ocaklarının 
etkin olduğu alanda zengin bir edebiyat 
ve cem âşıklığı/zâkirliği oluşmuştur. Bu 
oluşum temelinde Horasan erenleri ile 
ocak kurucularının etkisinin paralelinde 
âşıkların anlaşılır, arı, duru dil kullanımı yer 
almaktadır. Ocakların etkin olduğu alanda 
19. yy itibariyle eser veren bazı âşıkları şu 
şekilde sıralamak mümkündür: Sabri Baba, 
Mefhari, Rindî, Zahmî, Kalecikli Mir’atî, 
Sadık, Vehhaç, Seyyid Süleyman, İsmail 
Günahkar (İsmail Edna), Hayri, Ali Kadri, 
Ali Tombakoğlu, Ali Ulvi Baba, Ali Rıza 
Karsavuranoğlu, Müslüm Dalkılıç, Ali Aslan 
Karsavuranoğlu, Muzaffer Çolakoğlu, Murat 
Uygur, Aşur Uygur, Battal Dalkılıç, Ali Koç, 
Hüseyin Çufadar, Yakup Akdoğan, Süleyman 
Ahi, Hüseyin Kesen (Coşkun 2017: 45).

Sekiz yüz yılı aşan bir süre içinde önemli 
bir sosyal örgütlenmenin yarattığı bir kültür 
ve inanç yapısının birikimlerini taşıyan 
âşıkların şiirleri ve ezgileri Çubuk/Şabanözü 
merkezli Alevi/Bektaşi kültürü açısından 
büyük önem taşımaktadır. Mevcut durumda 
beş ocağın etkin olduğu alandaki cem âşık/
zâkirlerinin eserlerini genel olarak edebi 
kuruluş bakımından incelediğimizde; 
âşıkların içinde yaşadığı ve geçmişten gelen 
kültürel mirastan beslendikleri, şiirlerinde 
bireysel duygularını ifade ederken bile inanç 
ortamlarından etkilendikleri görülmektedir. 
Alandaki âşık/zâkirlerin şiirleri tematik 
olarak ele alındığında; Alevi – Bektaşi 
öğretisi çerçevesinde Allah, Muhammed, 
Ali, Ehl-i Beyt, Oniki İmamlar, Kerbela 
olgusu, kendi ocaklarını şiirlerinde işlemenin 
paralelinde hiciv tarzında ve kendi sosyal 
çevreleri ile ilgili dinî olmayan konulara 
da yer verildiği görülmüştür. Genel olarak 
şiirleri 8’li ve 11’li hece kalıpları ile düz 
koşma, 6+5, 4+4 duraklı dizelerden oluşan 
dörtlüklerdir. Uyak dizilişi aaab/cccb/dddb 
ya da abab/cccb/dddb biçiminde olup dize 
sonlarındaki ses uyumları yarım ya da tam 
uyak oluşturan sözcüklerden seçilmiş olup 
uyak oluşturan sözcüklerin paralelinde redif 
de kullanılmıştır. Alanın âşık/zâkirleri sözcük 
seçiminin temelinde Alevi – Bektaşi inancının 
kutsalları noktasında; Muhammed, Ali Ehl-i 
Beyt, Hacı Bektaş Veli, Oniki İmamlar, 
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KHUEHOD� İUIDQ MHFOLVL� K×UNODU MHFOLVL� D\Q�× 
FHP� HOHVW J�Q�� ]LNU� PLKPDQ� LNUDU� EkGH� 
HUNkQ YE� NLĂL YH NDYUDPODUD \HU YHUPLĂOHUGLU� 
%HĂ RFDÿ×Q HWNLQ ROGXÿX DODQGD X]XQ \×OODUG×U 
kĂ×N�]kNLUOLN \DSDQ YH \|UH LoLQ |QHPOL ELU 
XVWD RODQ ÇĂ×N AĂXU 8\JXU·XQ ĂLLULQL DODQ×Q 
HGHEL\DW \|Q�QH ×Ă×N WXWPDV× Do×V×QGDQ 
EXUDGD SD\ODĂPDN X\JXQGXU� %HĂ RFDÿ×Q 
HWNLQ ROGXÿX DODQ� ��� \�]\×O KDOHQGHU İV\DQ×� 
āDK AEEDV G|QHPLQGH İUDQ·GD EUGHELO·GH 
ĂDKVHYHQ |UJ�WOHQPHOHULQGH YH ��� \�]\×O 
DHGHPRÿOX LV\DQ× V×UDV×QGD MDODW\D� TXQFHOL 
YH MDUDĂ \|UHVLQGHQ J|o DOP×ĂW×U� K�OW�UHO YH 
VRV\DO \DS× QRNWDV×QGD ELUELUOHUL\OH EHQ]HUOLN 
J|VWHUGLNOHUL LoLQ ND\QDĂP×ĂODUG×U� ÇĂ×N AĂXU 
8\JXU·GDQ YHULOHQ ĂLLU |UQHÿLQGH EX ELUOLNWHOLN 
LĂOHQPLĂWLU�

G|Q�O HUHQOHUL ]L\DUHW H\OH�
DDLPD HQJLQ RO� \�NVHNWHQ XoPD�
)×UVDW HOGH\NHQ \�N�Q� WD\OD�
DDKD QH W�NHQLQFH D]×NV×] J|oPH�

%LU ]L\DUHW H\OH +DF× %D\UDP·×
+�VH\LQ GD]LGHQ H\OH VH\UDQ×�
&�F�ÿH YDU GD J|U KX]XN×UDQ·×�
dDO GHGH\H \�]�Q� V�UPHGHQ JHoPH�

&HPDO GHGHPGHQ LoHVLQ GROX\X�
İQ SHOH·GH J|U NDOHQGHU 9HOv·\L�
S�U \�]�Q� VHYHU LVHQ AOL·\L�
SH\LG S�OH\PDQ·× J|UPHGHQ JHoPH�

EVNLĂHKLU·GHGLU SH\LG %DWWDO�
SXOWDQ S�FkDWWLQH ELU WHFHOOL N×O�
DRÿDQODU N|\�QGH MHKHPPHG AEGDO�
3LULQ GLYDQ×QD GXUPDGDQ JHoPH�

dDSXWOX \DW×\RU \ROXQ �VW�QGH�
<DK\D GHGHP K×]×O GHOL GHVWLQGH�
SDQ N×]D XÿUD EHOLQ �VW�QGH�
+DF× TXUDEL·\H NDQPDGDQ JHoPH�

SDQ İVPDLO \DQ×QD \DW×\RU \DQODUGD�
+HU GHUGLQ GHUPDQ× YDUG×U RQODUGD�
S|]�P� WXWDUVDQ EHQL GLQOHUGL�
+DF× MXUDG×·\× J|UPHGHQ JHoPH�

3DĂD SXOWDQ×Q NX]XODQ PHOHĂLU�
dDÿ×U×QFD &DEEDU EDED XODĂ×U�
ā×K āDEDQ·× J|UHQ J|]OHU NDPDĂ×U�
+D\GDU SXOWDQ·D NDQPDGDQ JHoPH� 

9DU ]L\DUHW H\OH XOX GHGH\L�
+DVDQ GHGHPGHQ LoHVLQ EDGH\L�
&�POH HYOL\D\D YHULU J×GD\×�
+DF× %HNWDĂ 9HOL·\H NDQPDGDQ JHoPH�

%LUOLNWH GRODĂW×N KHS HUHQOHUL�
SHNVHQ ELQ HUOHUL GRNVDQ ELQ SLUL�
AĂXU GHU \DUO×ÿD FHQDELO EDUL
OOXUD ROPD]D V×UU×Q× DoPD�

�&RĂNXQ ����� ��� � �����

Çubuk/Şabanözü Merkezli Alevi 
Ocaklarının Etkin Olduğu Alandaki Cem 
Âşıklığı/Zâkirliğine Genel Bir Bakış
%DÿO× ROGXÿX RFDÿ×Q� \|UHQLQ VRV\R�N�OW�UHO 
\DS×V×� KDON N�OW�U� JHOHQHÿL LoLQGH V|]O� 
N�OW�U RUWDP×QGD \HWLĂLS� WDVDYYXI N�OW�U�Q� 
RFDNODU� FHPOHU YH +DF× %HNWDĂ 9HOL·GHQ 
DO×S� kĂ×N WDU]× ĂLLU JHOHQHÿLQLQ GLQv \|Q�Q� 
AQDGROX AOHYL FHPOHULQGH RQ LNL KL]PHWWHQ 
ELUL RODUDN LFUD HGHQ� ELU HUNkQGDQ GLÿHU ELU 
HUNkQD JHoLĂL VDÿOD\DQ� KL]PHWOHUH X\JXQ 
XVWD PDO× GH\LĂOHU�QHIHVOHU YH NHQGL GH\LĂ�
QHIHVOHULQL V|\OH\HUHN FHPLQ DN×Ă×Q× VDÿOD\DQ 
NLĂL\H FHP kĂ×ÿ×�]kNLUL GHQLU �&RĂNXQ 
�������� %HĂ RFDÿ×Q HWNLQ ROGXÿX DODQGD FHP 
kĂ×N�]kNLUOLÿL |]J�QO�ÿ�Q� E�\�N RUDQGD 
NRUXPDNWDG×U� AODQGD ]kNLU SRVWXQXQ SvUL 
RODUDN İPDP +DVDQ NDEXO HGLOPHNWH ROXS 
kĂ×N YH ]kNLU WHULPOHULQLQ \DQ× V×UD kĂ×N EDED 
NXOODQ×P× GD WHUFLK J|UPHNWHGLU�  

%HĂ RFDÿ×Q HWNLQ ROGXÿX DODQGDNL FHP kĂ×N�
]kNLUOHULQLQ \HWLĂPHVLQGH NOkVLN DQODPGDNL 
kĂ×NO×N JHOHQHÿL X\JXODPDODU× N×VPHQ \HU 
DOPDNWDG×U� &HPGH SRVWD RWXUXS FHP 
kĂ×NO×ÿ×�]kNLUOLÿL \DSDELOPHVL LoLQ kĂ×N�]DNLU 
DGD\×Q×Q |QFHOLNOH HYOL YH PXVDKLSOL ROPDV× 
JHUHNPHNWHGLU� 8]XQ ELU ]DPDQ GLOLPLQGH 
\HWLĂHQ kĂ×N�]kNLUOHULQ SRVWD RWXUPDGDQ 
|QFH KDODND G×Ă×QGD LNHQ PXKDEEHW LOH QD]�
QL\D] KL]PHWLQGHNL PXKDEEHWOHUGH LFUDODU×Q× 
\DSDELOPHNWHGLUOHU� İNUDU YHUHUHN FHPH JLUHQ 
kĂ×N�]kNLU DGD\×Q×Q VD] oDOPDV× oRN |QHPOLGLU� 
8VWD�o×UDN LOLĂNLVL LoLQGH X]XQ ELU \HWLĂPH 
V�UHVL VRQXFXQGD HYOL YH PXVDKLSOL RODQ kĂ×N�
]kNLU SRVWD RWXUXUNHQ NXUEDQ NHVPHNWHGLU� 
%HĂ RFDÿ×Q HWNLQ ROGXÿX DODQGD kĂ×NO×N 
JHOHQHÿLQGHNL ´U�\D� EkGH� SvUµ DQOD\×Ă×QD 
LQDQ×OPDNWD DQFDN GLOH JHWLULOPHPHNWHGLU�
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Âşıkların Yetişme Süreci Açıklama

Birinci Evre Halaka dışındaki evre (posta oturmadan önce çıraklık 
evresi)

İkinci Evre Halakadaki evre (posta oturmaya hak kazandıktan 
sonraki evre)

Dinî erkânda / Cemlerdeki İcraları Dinî erkandışı / Cemdışı İcraları

 ¾ Abdal Musa Kurbanı Cemi
 ¾ Dar Kurbanı Cemi
 ¾ Mûsahip Kurbanı Cemi
 ¾ Gençler Kurbanı / Kızlar Kurbanı Cemi
 ¾ Yıl Kurbanı Cemi
 ¾ Koldan Kopan / Canbaş Lokması Cemi
 ¾ Düşkün Kurbanı Cemi
 ¾ Kızıldeli Kurbanı (Seyyid Ali Sultan) Cemi

 ¾ Muhabbetler
 ¾ İkrar Alma Kurbanı
 ¾ Aşure ve Aşure Kurbanı

Tablo 1. Beş ocağa bağlı alandaki âşıkların yetişme süreci (Coşkun, 2017)

Tablo 2. Ocakların etkin olduğu alandaki cem âşık/zâkirlerinin icra ortamları (Coşkun, 2017)

Ocakların etkin olduğu alanın cem âşık/zâkirlerinin icra ortamları tablo 2’de verilmiştir.

Bu bağlamda ocakların etkin olduğu alanın 
cem âşık/zâkirlerinin cemdeki hizmet 

bölümleri Abdal Musa Kurbanı Cemi örneği 
ile tablo 3’te verilmiştir.

Âşık/zâkirin kurban hizmetinin hakkını vermesi

Âşık/zâkirin karakazan hizmetinin hakkını vermesi

Âşık/zâkirin delil hizmetinin hakkını vermesi

Âşık/zâkirin erkân/seccade hizmetinin hakkını vermesi (Abdal Musa Kurbanı ceminde, 
Dar Kurbanı ceminde, Musahip Kurbanı ceminde)

Âşık/zâkirin naz niyaz hizmetinin hakkını vermesi

Âşık/zâkirin yürek hizmetinin hakkını vermesi

Âşık/zâkirin Miraçlama, Kırklar Semahı, Tevhid, Turnalar Semahı ve Kerbela Semahını 
okuması

Âşık/zâkirin sakka suyu hizmetinin hakkını vermesi

Tablo 3. Cemde âşık/zâkirlerin hizmet bölümlerinin Abdal Musa Kurbanı Cemi örneği ile ritüelik yapının 
açıklanması1 (Coşkun, 2017) 

Alanın cem âşık/zâkirleri cemin naz-niyaz 
bölümlerinde kendi eserlerini okuyabilmenin 
paralelinde dinî erkân dışında da icra 
yapabilmekte ve bu icraları dinî erkânda yer 
alan icralarından farklı olmayıp eğlendirme 
amacı taşımamaktadır. Dinî erkânda dışı 
icralarında oldukça kurallı olan âşık/zâkirler 
duvaz-ı imam ve semah okuma noktasında 
dikkatli hareket ederek yol ile ilgili deyişleri 
icra etmeye özen göstermektedirler. Âşık/
zâkirlerin zorunlu olmayan/serbest icraları 

kendi deyişlerini okudukları cemden 
önceki muhabbet ve cemdeki naz-niyaz 
bölümlerinin olmasının yanı sıra temel tören 
niteliğinde olan cemlerdeki icraları ise 
zorunlu ve serbest olmayan icra özelliğini 
ihtiva etmektedir (Tablo 4).

1 Belirli bir sıra ile verilmiştir.
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İcrâ Şekilleri Açıklama

ZRUXQOX OOPD\DQ � 
SHUEHVW İFUk

ÇĂ×N�]kNLUOHULQ ]RUXQOX ROPD\DQ � VHUEHVW LFUD RUWDP×� FHPGHQ 
|QFHNL PXKDEEHW YH FHPGHNL QD]�QL\D] E|O�POHULGLU�

ZRUXQOX RODQ � SHUEHVW 
ROPD\DQ İFUk

ÇĂ×N�]kNLUOHULQ ]RUXQOX RODQ � VHUEHVW ROPD\DQ LFUD RUWDP× FHPLQ 
LoLQGHNL ELU KL]PHWWHQ GLÿHU KL]PHWH JHoLĂL VDÿODG×NODU× E|O�POHU

Tablo 4. OFDNODU×Q HWNLQ ROGXNODU× DODQGDNL FHP kĂ×N�]kNLUOHULQLQ LFUk ĂHNLOOHUL �&RĂNXQ� �����

Sınıflandırma Unsuru Açıklama Örnekler

KHOkPODU×Q �GH\LĂ�QHIHV� 
HĂOLN VD]×�

AODQGD EDÿODPD YH GLYDQ 
VD]×Q×Q HĂOLÿL WHVSLW 
HGLOPLĂWLU�

ÇĂ×N S�OH\PDQ İPDPRÿOX GLYDQ VD]×� 
ÇĂ×N %DWWDO DDON×O×o� ÇĂ×N MX]DIIHU 
dRODNRÿOX� ÇĂ×N +�VH\LQ dXIDGDU 
EDÿODPD NXOODQDQODU DUDV×QGDG×U�

OFDN]kGH RODQ kĂ×NODU 
YH RFDN]kGH ROPD\DQ 
kĂ×NODU

OFDN]kGH ROPDN kĂ×NO×N 
LoLQ ELU ĂDUW ROPDPDNOD 
ELUOLNWH DODQGD RFDN]kGH 
RODQ kĂ×NODU GD VD\×FD 
ID]ODG×U�

OFDN]kGH RODQ kĂ×N |UQHNOHUL� 
ÇĂ×N SH\\LG S�OH\PDQ� ÇĂ×N %DWWDO 
DDON×O×o� ÇĂ×N M�VO�P DDON×O×o� ÇĂ×N 
<DNXS ANGRÿDQ� OFDN]kGH ROPD\DQ 
kĂ×N |UQHNOHUL� ÇĂ×N +�VH\LQ KHVHQ� 
ÇĂ×N +�VH\LQ dXIDGDU�

SD] LFUkODU× RODQ kĂ×NODU 
YH VD] LFUkODU× ROPD\DQ 
kĂ×NODU

AODQGD KHUKDQJL ELU 
HQVWU�PDQ oDOPD\DQ 
kĂ×NODU GD WHVSLW 
HGLOPLĂ ROXS EX kĂ×NODUD 
´\DUG×PF× kĂ×Nµ DG× 
YHULOPHNWHGLU� 

SD] LFUDODU× RODQ kĂ×NODU DUDV×QGD ÇĂ×N 
AĂXU 8\JXU� ÇĂ×N MX]DIIHU dRODNRÿOX� 
ÇĂ×N %DWWDO DDON×O×o \HU DOPDNWDG×U�

8VWDPDO× V|\OH\HQ NHQGL 
HVHUOHUL ROPD\DQ kĂ×NODU 
YH XVWD PDO× V|\OHPHQLQ 
\DQ× V×UD NHQGL HVHUOHUL 
RODQ kĂ×NODU

AODQGDNL EX WDVQLÀQ 
SDUDOHOLQGH WHPHOGH 
kĂ×N�]kNLULQ XVWD PDO× 
V|\OHPHVL |QHPOLGLU� 

ÇĂ×N MX]DIIHU dRODNRÿOX� ÇĂ×N 
+�VH\LQ dXIDGDU XVWDPDO× V|\OH\HQ 
YH NHQGL HVHUOHUL ROPD\DQ kĂ×N�
]kNLU |UQHNOHULGLU� ÇĂ×N S�OH\PDQ 
İPDPRÿOX� ÇĂ×N %DWWDO DDON×O×o 
XVWDPDO×Q×Q \DQ× V×UD NHQGL HVHUOHUL 
RODQ kĂ×N�]kNLU |UQHNOHULGLU� 

Tablo 5. dXEXN�āDEDQ|]� PHUNH]OL AOHYL RFDNODU×Q×Q HWNLQ ROGXÿX DODQGDNL FHP kĂ×N�]kNLUOHULQLQ V×Q×ÁDQG×U×OPDV× 
�&RĂNXQ� ����� 

OFDNODU×Q HWNLQ ROGXÿX DODQGDNL FHP kĂ×N�
]kNLUOHUL� WHPHO W|UHQ QLWHOLÿL WDĂ×\DQ 
FHPOHUGH LFUD YH UHSHUWXYDU VHoLPL 
EDÿODP×QGD ROGXNoD GLVLSOLQOL YH WLWL] 
GDYUDQPDNWDG×U� EXQD NDUĂ×O×N kĂ×N�]kNLUOHU� 
FHP G×Ă×QGDNL LFUD YH UHSHUWXYDU VHoLPLQGH 
N×VPHQ GDKD UDKDWW×U�  

AODQ×Q FHP kĂ×N�]kNLU UHSHUWXYDU×QGD 
<HGL 8OX O]DQ YH |]HOOLNOH āDK +DWD\L oRN 

|QHPOL ELU \HU WXWPDNWDG×U� +L]PHWOHU 
\�U�W�O�UNHQ āDK +DWD\L PHUNH]H DO×QPDNWD 
� EĂOLN VD]×� DODQ oDO×ĂPDV× YHULOHUL GRÿUXOWXVXQGD PHYFXW 
GXUXPGD GLYDQ YH EDÿODPD oDO×QPDV×Q×Q \DQ× V×UD HVNL 
G|QHPOHUGH FXUDGDQ E�\�N �o WHOOL VD]ODU×Q oDO×QG×ÿ× 
DQFDN ĂHOSH WHNQLÿLQLQ NXOODQ×OPDG×ÿ× WHVSLW HGLOPLĂWLU� 
%XQXQ SDUDOHOLQGH ���� \×O×QD NDGDU EHĂ RFDÿ×Q HWNLQ 
ROGXÿX DODQGD NHPDQ NXOODQ×OP×ĂW×U� KHPDQ NXOODQ×P× 
WHVSLWL K|NHO LOH EUVDO·×Q ������ �� ���� ´dDQN×U× LOL 
AOHYL K|\OHUL +DNN×QGDµ EDĂO×NO× oDO×ĂPDODU×QGD GD \HU 
DOPDNWDG×U�
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olup hizmetler Hatayi’nin deyiş/nefesleri 
ile mühürlenmekte ayrıca eserlerin son 
dörtlüğüne de “Hatayi” adı verilmektedir 
(Coşkun 2009:157). Repertuvar akışında Şah 
Hatayi’nin devamında ocaklarda yetişmiş ve 
yörenin âşık/zâkirliğine damga vurmuş olan 
Âşık Seyyid Süleyman gelmektedir. Âşık/
zâkirler “Yedi Ulu Ozan” içinde yer alan 
Şah Hatayi’nin dışında Pir Sultan Abdal, Kul 
Himmet, ocak kurucusu Mehemmed Abdal, 
Seyyid Süleyman, Sefil Ali, Sadık, Günahkâr 
ve kendi eserlerinden oluşan bir akışı takip 
etmektedirler. Repertuvar düzeni içinde üç 
duvaz-ı imamın bir bütün halinde okunması, 
zikredilmesi gereken önemli bir unsurdur.

Orta Anadolu’da teşekkül etmiş olan güçlü 
âşık tarzı şiir ve müzik geleneğinin, beş 
ocağın etkin olduğu alandaki cem âşık/
zâkirliğini büyük ölçüde etkilemiştir. Alandaki 
geleneksel cem âşık/zâkir repertuvarı; 
deyiş/nefes (yörede kelâm denilmektedir), 
semah, miraçlama, tevhid, duvaz-ı imam, 
mersiye ve sefalama gibi müzikal anlatım 
biçimlerinden oluşmaktadır; müzikal anlatım 
biçimlerindeki ağız, üslûp ve tavır unsurları 
beş ocağın etkin olduğu alanın karakteristik 
müzik yönünü ortaya çıkarmaktadır. Alandaki 
müzikal anlatım biçimlerinden duvaz-ı 
imamlar çok özel bir yerde durmakta olup 
Anadolu Aleviliği içerisinde beş ocağın etkin 
olduğu alanın duvaz-ı imamları hacimsel 
manada çokluk göstermektedir. Ocakların 
etkin olduğu alanda okunan üç duvaz-ı imam 
ya da sonuncusu Hatayi’den seçilmektedir. 

Ceme sade ve temiz günlük kıyafetleri 
ile gelen âşık/zâkirler şapka takmakta ve 
kemerbestlerini bağlamaktadırlar. Alanda 
âşık/zâkirlerin sazıyla (bağlama) ayağa 
kalktığı zaman dilimi kurbanın işaret verdiği 
andır ve bu noktada yörede kurbanın kabul 
olduğuna ve Hakk’a ulaştığına inanılmaktadır. 

Tüm Anadolu Aleviliğinde olduğu gibi 
bağlamaya Telli Kur’an denmekte olup ele 
alınırken ve bırakılırken niyaz edilmektedir. 
Alanda âşığın seçimine göre bağlama ya da 
divan çalınmaktadır.

Araştırmanın problemi
Bu araştırmada; Türk din müziği içerisinde 
önemli bir yer teşkil eden cem âşık/
zâkirliğinin Çubuk/Şabanözü merkezli Alevi 
ocaklarının hâkim olduğu alan noktasında 
yörenin öncüsü Âşık Seyyid Süleyman’ın ve 
katkılarının disiplinlerarası ve çok yönlü 
incelenmesi hedeflenmiştir. Göç, kentleşme, 
teknolojik gelişme, popüler kültür vb. birçok 
unsur karşısında cem âşık/zâkirliği de yerini 
ve önemini yitirme konusunda nasibini 
almaktadır. Bin yıllık gelişen bir düşünce 
geleneğini yaşatma ve aktarma noktasında 
mensubu olduğu sosyo-kültürel çevrenin 
birikimlerini temsil eden ve günümüze 
aktaran Âşık Seyyid Süleyman’ın bu bağlamda 
incelenmesi zaruridir. Buradan hareketle 
araştırmanın temel problemi; 

 ¾ Çubuk/Şabanözü merkezli Alevi 
ocaklarının etkin olduğu alan bağlamında 
Âşık Seyyid Süleyman’ın disiplinlerarasılık 
ve çok yönlülük açısından Türk din 
müziğine katkısı nasıldır?

Araştırmanın alt problemleri ise; 

 ¾ Alt problem 1. Çubuk/Şabanözü 
merkezli Alevi ocaklarının etkin 
olduğu alandaki edebi çerçeve nasıl 
şekillenmiştir?

 ¾ Alt problem 2. Çubuk/Şabanözü 
merkezli Alevi ocaklarının etkin olduğu 
alandaki cem âşık/zâkirliği uygulaması 
nasıl şekillenmiştir?

 ¾ Alt problem 3. Beş ocağın etkin 
olduğu alanın öncü cem âşık/zâkiri Âşık 
Seyyid Süleyman’ın hayatının müziğe 
katkıları ekseninde incelenmesi nasıldır?

 ¾ Alt problem 4. Âşık Seyyid 
Süleyman’ın eserlerinin ezgisel kuruluş 
bakımından incelenmesi nasıldır?

 ¾ Alt problem 5. Âşık Seyyid 
Süleyman’ın eserlerinin tematik ve edebi 
kuruluş bakımından incelenmesi nasıldır?
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Yöntem 
Araştırma Modeli
%X oDO×ĂPD� T�UN GLQ P�]LÿLQGH |QHPOL 
ELU ÀJ�U RODQ ÇĂ×N SH\\LG S�OH\PDQ·×Q 
HVHUOHULQLQ HGHEL YH H]JLVHO NXUXOXĂ DQDOL]LQLQ 
\DS×OPDV×QGD KD\DW× LOH G|QHPLQLQ WDULKL 
ND\×WODU×Q×Q LQFHOHQPHVL Do×V×QGDQ WDULKVHO 
DUDĂW×UPD� AOHYL�%HNWDĂL P�]LN N�OW�U�Q�Q 
NRGODU×Q×Q RUWD\D o×NDU×OPDV× Do×V×QGDQ 
HWQRJUDÀN NDUDNWHUGH ELU DUDĂW×UPDG×U� 
A\U×FD DUDĂW×UPD ÇĂ×N SH\\LG S�OH\PDQ·×Q 
T�UN GLQ P�]LÿLQH NDWN×ODU×Q×Q \DĂD\DQ 
|JHOHULQLQ EHWLPOHQPHVL LoLQ EHOLUOHQHQ 
\|UHOHUGHNL ND\QDN NLĂLOHUOH J|U�ĂPHOHULQ 
\DS×OPDV× Do×V×QGDQ GXUXP oDO×ĂPDV× \|QWHPL 
NXOODQ×OP×ĂW×U� %X DUDĂW×UPD� oRNOX QLWHO 
DUDĂW×UPD WHNQLNOHULQLQ NXOODQ×P× LOH LOJLOL 
P�]LN IRONORUX \DS×V×Q×Q o|]�POHQPHVLQL 
DPDoODP×ĂW×U�

Dokümanlar 
AUDĂW×UPDGD YHULOHULQ WRSODQPDV× LoLQ T�UN 
KDON ELOLPL� T�UN KDON HGHEL\DW×� T�UN KDON 
P�]LÿL� T�UN GLQ P�]LÿL DODQODU×QD GDLU ELUoRN 
\D]×O× ND\QDN LQFHOHQPLĂWLU� %X ND\QDNODU×Q 
EHOLUOHQPHVL YH VHoLPLQGH EHĂ RFDÿ×Q HWNLQ 
ROGXÿX DODQD |]J� \|UHVHO YH P�]LN EDÿODP× 
NULWHUOHUL J|] |Q�QGH EXOXQGXUXOPXĂWXU� 

Görüşme
AUDĂW×UPDGD DODQGDNL AOHYL�%HNWDĂL P�]LÿL 
LOH LOJLOL P�]LNDO LQFHOHPHQLQ \DS×OPDV× 
LoLQ R E|OJHGH YH RFDNODUD GHYDP 
HGHQ GRNX] NLĂL VHoLOPLĂWLU� %X NLĂLOHULQ 
VHoLOPHVLQGH� DUDĂW×UPD\D NDW×O×P×QGD YH 
NDWN× VXQPDGD J|Q�OO� ROPDODU×� XVWD kĂ×N 
�SRVW kĂ×ÿ×� ROPDV×Q×Q \DQ× V×UD ULW�HOLN 
P�]LN X\JXODPDODU×QGD DNWLI ROPD NULWHUOHUL 
JHWLULOPLĂWLU� %X NDW×O×PF×ODU �kĂ×N�]kNLUOHU� 
DĂDÿ×GDNL WDEORGD EHOLUWLOPLĂWLU� KD\QDN 
NLĂLOHULQ J|U�ĂOHUL oDO×ĂPDGD YHULOPLĂWLU�

Katılımcı3 Ocak Köy Doğum Tarihi Görüşme Tarihi Kod

ÇĂ×N S�OH\PDQ 
İPDPRÿOX

+DF× MXUDGL 
9HOL OFDÿ×

āDEDQ|]� 
LOoHVL KXWOXĂDU 
N|\�

1933
�������� 
���������� 
18.4.1998

K�

ÇĂ×N AĂXU 8\JXU MHKHPPHG 
AEGDO OFDÿ× 

āDEDQ|]� 
LOoHVL dDSDU 
K|\�

1941

���������� 
��������� 
���������� 
�������� 
���������� 
����������

K�

ÇĂ×N MX]DIIHU 
dRODNRÿOX

+DF× MXUDGL 
9HOL OFDÿ×

āDEDQ|]� 
LOoHVL %XOJXUFX 
K|\�

����

��������� 
�������� 
���������� 
���������  
����������

K�

ÇĂ×N %DWWDO 
DDON×O×o

&LEDOL SXOWDQ 
OFDÿ×

dXEXN LOoHVL 
SXVX] �<HQL-
N|\�

1948

�������� 
���������� 
���������� 
���������

ÇĂ×N +�VH\LQ 
dXIDGDU

&LEDOL SXOWDQ 
OFDÿ×

dXEXN LOoHVL 
DDÿNDOIDW K|\� ����

��������  
���������� 
���������� 
��������� 
���������� 
��������� 

K�

Tablo 6. KDW×O×PF×ODUD LOLĂNLQ ELOJLOHU YH NRGODU×
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Âşık Yakup 
Akdoğan

Cibali Sultan 
Ocağı

Çubuk ilçesi 
Yukarı Emirler 
köyü

1954
9.12.2016 
16.9.2017 
12.12.2022  

K6

Âşık Süleyman 
Ahi

Cibali Sultan 
Ocağı

Çubuk ilçesi 
Dağkalfat Köyü 1955

5.6.2010 
10.11.2010 
15.11.2010 
9.12.2016 
15.7.2017 
15.9.2017

K7

Âşık Hüseyin 
Kesen

Şah Kalender 
Veli Ocağ

Çubuk ilçesi 
Ovacık Köyü 1962

5.6.2010  
9.12.2016  
15.9.2017 

K8

Alper Çağlayan Cibali Sultan 
Ocağ

Çubuk ilçesi 
Dağkalfat Köyü 1948 15.7.2017 K9

Bu kişilerin görüşlerinden alıntılar yapılarak 
kodlarla (K1, K2...) verilmiştir. 

Gözlem
Araştırmada alandan kaydedilen cem 
ritüellerinin video kayıtları incelenmiş olup 
deşifre ve ezgilerin notaya dökümü yazar 
tarafından yapılmıştır.  

Bulgular
Âşık Seyyid Süleyman’ın Hayatı; Eserlerine 
Ezgisel Analiz, Tematik ve Edebi Kuruluş 
Bakımından Yaklaşım
Beş ocağın etkin olduğu coğrafyada çok 
önemli bir yeri olan Âşık Seyyîd Süleyman, 
Ankara/Çubuk’a bağlı eski adı Yeniköy olan 
Susuz köyünde 1857 (1274)’de doğmuştur. 
Annesinin adı Satı Ana (bir bilgiye göre 
Kezban)4 , babasının adı Seyyîd Abdullah’dır. 
Mütevazı bir yaşam sürmüş olan Âşık Seyyîd 
Süleyman’ın yaşadığı dönemde değeri 
anlaşılamamıştır. Okuma yazma bilmeyen, 
ümmî olan Âşık Seyyîd Süleyman’ın 
kelamlarının5  yaşadığı dönemde kayıt altına 
alınmaması sebebiyle pek azı günümüze bu 
kadar gelmiştir6. 1893 (1310)’de bâde içen 
3 Halk bilgisi yaratmalarını ilk defa yaratan, yeniden 
yaratıp nakleden, gerekli durumlarda bunların bütün 
veya ana özelliklerini aktarabilen ve de bunların 
derlemeciler tarafından yazılı, sözlü ve görsel olarak 
kaydedilmesi için sunumunu yapabilen kişilere “kaynak 
kişi” adı verilir (Ekici 2007: 50-51). 
4 Çağlayan’ın (2018;13) verdiği bilgi bu doğrultudadır.
5 Yörede nefes, deyiş, şiir anlamında kullanılmaktadır.
6 (Onun şiirlerini/Dağkalfat köyünden olan ve babası 
Halil Sami Çağlayan’dan esinlenerek derleyen Alper 

Âşık Seyyîd Süleyman, yedi yıl gibi kısa bir 
sürede çok önemli eserler vermiştir. Âşık 
Seyyîd Süleyman, ilk deyişini Hacı Bektaş 
Veli evlatlarından Ahmet Cemalettin Efendi 
evine gelince söylemiştir.

“Sefa geldin dost bağının bülbülü
Merhaba sevdiğim hâne sizindir.
Himmet et, açılsın ednânın dili
Merhaba sevdiğim hâne sizindir.

Dili açılan marifetini ortaya koyan Âşık Seyyîd 
Süleyman, aynı yıl bu sevdaya düştüğü için 
kendisine deli dendiğini söyler; 

“Tamam oldu dört duvarın temeli
Bundan sonra Hakk lokması yemeli
Sene bin üçyüz on tarih koymalı
Seyyîd Süleyman’a deli dediler” 

(Çağlayan 2018:13-14).

Âşık Seyyîd Süleyman Ankara’nın Hacıdoğan 
mahallesinde bulunan İbadullah cami 
bitişiğindeki medresede bir süre tahsil 
görmüştür (Onay 1930:255).

Çorum’un Sarımbeyli köyünden Deli Boran 
ile Sefil Ali mahlasını kullanan Âşık Ali ile 
çağdaş olan Âşık Seyyîd Süleyman karşılıklı 
deyiş söylemenin yanı sıra Hacı Bektaş’a 
Çağlayan; Âşık Seyyîd Süleyman’ın birinci kızı Zeynep 
Hatun’un oğlu Ârif Hikmet Dalkılıç Dede ile ikinci kızı 
Melek Hatun’un torunu Âşık Yakup Akdoğan’dan aldığı 
şiirler üzerinde “Cibâli Sultan Evlatlarından Seyyîd 
Süleyman” başlıklı bir kitap çalışması oluşturmuştur) 
Çağlayan tarafından kaleme alınan çalışmanın ilk baskısı 
1996 yılında, ikinci baskısı ise 2018 yılında yapılmıştır.
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&HPDOHWWLQ EIHQGL·\L ]L\DUHWH JLGHUHN 
RQD GH\LĂ RNXPXĂODUG×U� DHOL %RUDQ VHYGD 
WHPDO× ELU ĂLLU RNXPXĂWXU� %XQXQ NDUĂ×O×ÿ×QGD 
&HPDOHWWLQ EIHQGL ´VHQ EXQX SDU×PEH\ 
N|\�Q�Q N×]ODU×QD V|\OHµ GHPLĂWLU� DHOL 
%RUDQ·×Q DNDELQGH ÇĂ×N AOL YH GHYDP×QGD 
ÇĂ×N SH\\vG S�OH\PDQ·×Q RNXGXÿX GH\LĂOHUL 
EHÿHQHUHN RQODUD |YJ�OHULQL VXQPXĂWXU 
�dDÿOD\DQ ���������

ÇĂ×N SH\\vG S�OH\PDQ� VDGHFH DHOL %RUDQ YH 
ÇĂ×N AOL LOH oDO×S V|\OHPH]� D\Q× ]DPDQGD 
āDEDQ|]� SDU×NXUW N|\O� ÇĂ×N SDG×N LOH ELUOLNWH 
oDO×S V|\OHPLĂOHUGLU �dDÿOD\DQ ����� ���� +HU 
LNL kĂ×N GD ĂLLUOHUL LOH YDWDQODU× LoLQ PLOOv ELUOLÿL 
VDÿODPD\D |]HQ J|VWHUPLĂOHUGLU �ZHQJLQ 
���������� OQD\·×Q ������ DNWDUG×ÿ×QD J|UH 
ÇĂ×N SH\\vG S�OH\PDQ·×Q N|\� SXVX]·D ÇĂ×N 
SDG×N·×Q N|\� SDU×NXUW DUDV×Q×Q \�U�PH 
PHVDIHVL �o VDDWWLU YH EX PHVDIH\L ELUOLNWH 
NDW HGHUHN oDO×S V|\OHPLĂOHUGLU �V������ ÇĂ×N 
SH\\vG S�OH\PDQ� AQNDUD�dXEXN�āDEDQ|]� 
YH oHYUHVLQL VDUDQ FRÿUDI\DGDNL AOHYL ²%HNWDĂL 
JHOHQHÿL LoLQGH NXGVL\HWL NDEXO HGLOHQ ELU 
VLPDG×U� PXWODND RQXQ NHODP� GXYD]�× LPDP 
YH J�]HOOHPHOHUL ELOLQLU�

ÇĂ×N SH\\vG S�OH\PDQ DDÿNDOIDW N|\�QGHNL 
FHPH JLGHUNHQ \ROGD X\XU� U�\DGD K×UNODU 
&HPL·QH JLWWLÿLQL J|U�U� &HPH JHo NDODQ 
ÇĂ×N SH\\vG S�OH\PDQ·D FHPGHNL GHGH JHo 
NDOPDV× VHEHEL\OH �]HULQH JLGLQFH ĂX GH\LĂOH 
FHYDS YHULU�

´8VWk]N�Q GH\LQFH NHYQ�L PHNDQD
KDQGLO ĂDN ROGX� JHOGLP R ]DPDQ
S×U V|\OHĂLQFH GRNVDQ ELQ NHOkP×
8VWk]GDQVDEkN×P DOG×P R ]DPDQµ

�dDÿOD\DQ ������������

%X GH\LĂ LOH V×UU×Q× Do×NODPDV×Q×Q DNDELQGH 
KDVWDODQDUDN YHIDW HGHU ������������ ÇĂ×N 
SH\\vG S�OH\PDQ ����·GH ������ G�Q\D 
GHÿLĂWLUHFHÿLQL ELU GH\LĂLQGH DNWDUP×ĂW×U�

´ÇULÁHU IHKPHGHU GkU�× IHQk\×
M�·PLQOHU DO JL\VLQ� \DNV×Q N×QD\×
Üo \�] RQ \HGLGH VH\UHW G�Q\D\×
M�ON�Q VDKLEL YDU� NXOD QH PLQQHWµ 

�dDÿOD\DQ ���������

�� \DĂ×QGD YHIDW HGHQ ÇĂ×N SH\\vG S�OH\PDQ·×Q 
PH]DU× SXVX] N|\�QGH ROXS W�UEH KDOLQH 
JHWLULOPLĂWLU �dDÿOD\DQ ��������� 

Fotoğraf 7. ÇĂ×N SH\\LG S�OH\PDQ·×Q MH]DU×� dXEXN 
LOoHVL SXVX] K|\� �AUPDÿDQ &RĂNXQ NLĂLVHO DUĂLYL�

Âşık Seyyîd Süleyman’ın Eserlerinin Ezgisel 
Kuruluş Bakımından İncelenmesi
G�UD\ ������� GLQv P�]LN |UQHNOHULQLQ 
|QHPLQH ĂX ĂHNLOGH GLNNDW oHNPLĂWLU� ;,� 
\�]\×O LWLEDUL\OH AQDGROX·QXQ ´T�UN YH İVODPµ 
N�OW�UOHUL\OH EXOXĂPD YH ND\QDĂPD WDULKLQLQ 
N�OW�UHO ELU ĂDKLGL RODQ AOHYLOLN JHOHQHÿLQGH 
´LQVDQ ² HYUHQ ² TDQU×µ WDVDYYXUXQX DQODPDN 
QRNWDV×QGD HQ |QHPOL XQVXU ´GLQv P�]LNµ 
|UQHNOHULGLU �V������ %X EDÿODPGD EHĂ RFDÿ×Q 
HWNLQ ROGXÿX DODQGD |QHP DU]HGHQ YH ÇĂ×N 
SH\\vG S�OH\PDQ·D DLW WHPVLOL RODUDN VHoLOHQ 
HVHUOHU7 LNL JUXSWD HOH DO×QDUDN H]JLVHO 
DQDOL] EDÿODP×QGD GHÿHUOHQGLULOHFHNWLU� 
%LULQFL JUXSWD \|UHQLQ HQ \DĂO× XVWD kĂ×ÿ× 
ÇĂ×N AĂXU 8\JXU·GDQ ���������� WDULKLQGH 
\D]DU WDUDI×QGDQ GHUOHQHQ ÇĂ×N SH\\vG 
S�OH\PDQ·D DLW HVHUOHUH� LNLQFL JUXSWD LVH 
\D]DU WDUDI×QGDQ \D\×PODQDQ �&RĂNXQ� 
����� ´AQDGROX AOHYLOLÿLQGH &HP ÇĂ×NO×ÿ×�
ZkNLUOLÿL dXEXN�āDEDQ|]� MHUNH]OL AOHYL 
OFDNODU×QGDNL &HP ÇĂ×NO×ÿ×�ZkNLUOLÿL gUQHÿL 
İOHµ EDĂO×NO× NLWDS oDO×ĂPDV×QGD \HU DODQ EHĂ 
HVHUH \HU YHULOHFHNWLU� %LULQFL JUXSWD HOH 
DO×QDQ HVHUOHU YH H]JLVHO NXUXOXĂ ELOJLOHUL 
WDEOR �·GH J|U�OGLÿL JLELGLU�
7 %X QRNWDGD ÇĂ×N SH\\LG S�OH\PDQ·D DLW ROXS ´A\GRVµ� 
´AVO×P SDNW×U KLo NLQ \RNWXU |]�PGHµ |UQHÿLQGH 
ROGXÿX JLEL TRT UHSHUWXYDU×QGD \HU DODQ DQFDN ÇĂ×N 
SH\\LG S�OH\PDQ·×Q LVPLQH \HU YHULOPH\HQ HVHUOHU GH 
ELOLQPHNWHGLU�
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Yöresi: Çankırı/Şabanözü/Çapar Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Âşık Aşur UYGUR Derleme Tarihi: 12.12.2022

MUHİP CANLAR ARZULAYIP GELDİNİZ (SEFALAMA)  
Muhip canlar arzleyip geldiniz
Erenler cümleden sefâ geldiniz
Hakk diyerek Hakk cemine girdiniz
Erenler cümleden sefâ geldiniz

Muhammed Ali’nin kurduğu yoldur
Hatice Fatma’nın çektiği dardır
Bir adım gelene bin sevap vardır
Erenler cümleden sefâ geldiniz

Min’evvel ervahlar var olup geldi
Lâhmike Kavli’nde sır olup geldi
Mü’min müslim muhip bir olup geldi
Erenler cümleden sefâ geldiniz

Allah birdir yaratıcıdır Vahîd
Gerek müsahipli gerekse muhîb
Şefaat kıla cümlemize Habîb
Erenler cümleden sefâ geldiniz

Şeriatten tarîkate gelenler
Marifetten hâkikate erenler
Süleyman’ın arzettiği yârenler
Erenler cümleden sefâ geldiniz

Tablo 7. Muhip Canlar Arzulayıp Geldiniz (Sefalama) eserinin ezgisel kuruluş bilgileri

Eser serbest yapıda bir karakter 
sergilemektedir. Dizi ve dizi içindeki seyri 
belli olsa da ritmik ölçülendirme noktasında 
eşit bir değersel düzüm yapılamamaktadır. 
Âşık Aşur’un saz icrasında, eserin genel 
seyir özgünlüğü işitilmektedir. Kısa bir saz 
ifadesiyle, tüm deyişlerde olduğu gibi, 
bu eserde de asıl sözün ön planda olduğu 
vurgulanmaktadır. Her ne kadar esere “karar 
sesi-perdesi” üzerinde arenleme şeklinde 
giriş yapıyor olsa da devam eden ölçülerde 
deyişin seyir karakterini de ortaya koyan 
perdelerde dolaşmaktadır. Karar sesinden 
sonra “fa#-sol” perdelerinde dolaşıp 
eserin güçlü ve asma kalış perdelerini 
ifade eden “mi ve re” perdelerinde ifadeyi 
güçlendirmektedir.

Vokal icrada gayet rahat bir okuyuş ve tiz 
karakter sergileyen [tenor] bir üslup hâkimdir. 
Eski cem ve muhabbet ortamlarında vokal 
icraya eşlik eden bağlamaların biri dede sazı-
kısa saplı cura şeklinde- diğeri ise bağlama 
ve tambura sazının ortası bir form yapısına 
sahip sazlardan oluşmaktaydı. Genellikle bu 
ortamlarda saz çalan iki aşık, iki farklı forma 
sahip sazla icrada bulunmanın yanı sıra 
uzun saplı saza sahip olan aşıklar tenor ses 
sahasında icralarını gerçekleştirmekteydi. 
İşte bu durumun aynısı bu icrada da açıkça 
görülmektedir.

Türk halk müziğinde “yahyalı kerem” olarak 
ifade ettiğimiz; Türk sanat müziğinde 
Uşşak ve Hüseyni makamlarına denk gelen 
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GL]L\H VDKLS RODQ HVHULQ GHYDP HGHQ PRWLI 
YH F�POHOHULQGH KHUKDQJL ELU PHORGLN 
JHoLĂ >PRG�ODV\RQ@ J|U�OPHPLĂWLU� DH\LĂLQ 
GLÿHU N×WDODU×QGD GD D\Q× VHV |UJ�V� 

LoHULVLQGH KDUHNHWL J|]OHPOHQPLĂ YH LQLFL 
VH\LU NDUDNWHULQLQ DNVL ELU PHORGLN VH\LU 
J|VWHUPHGLÿL WHVSLW HGLOPLĂWLU�

Yöresi: dDQN×U×�āDEDQ|]��dDSDU K|\� Derleyen/Notaya Alan: AUPDÿDQ &OāK81

Kaynak kişi: ÇĂ×N AĂXU 8<G8R Derleme Tarihi: ����������

DOST GELİP HANEYE MİHMÂN OLUNCA (SEFALAMA) 
DRVW JHOLS KkQH\H PLKPkQ ROXQFD
DXPDQ EDĂ×P×]GDQ NDONPD] GD QH\OHU
%LU FDQ NXGXUHWWHQ LOPLQ DO×QFD
G�IHULQ PH\GDQD G|NPH] GH QH\OHU"

KXGXUHWWHQ GHUVLQ DO×U RNXUVD
%�OE�O ROXS J�O GDO×QGD ĂDN×UVD
<HWPLĂ �o�Q J�U�KXQD o×NDUVD
İPkQ×Q PH\GkQD VDoPD] GD QH\OHU"

Üo V�QQHWWHQ \HGL IDU]D HULQFH
D|UW NDS×GDQ N×UN PDNkPD JLULQFH
DRNVDQ ELQ NHOkPD KkI×] ROXQFD
KD\QD\×S ND\QD\×S FRĂPD] GD QH\OHU"

āLPGL LQVDQ +DNN·× J|UVH EDÿODQPD]
İEOLV LJDW HWPLĂ LPkQ H\OHQPH]
İOP�L LHG�Q KHU \HUOHUGH V|\OHQPH]
ÍPkQ NDQDW YXUXS XoPD] GD QH\OHU"

S�OH\PDQ·×P DUDG×ÿ×P EXUDV×
S×]×ODG× ĂX VvQHPLQ \DUDV×
9HGGXKk 9HOOH\O APPH V�UHVL
DRVWXQ WDUvN×QD NRQPD] GD QH\OHU"

Tablo 8. DRVW GHOLS +DQH\H MLKPkQ OOXQFD �SHIDODPD� HVHULQLQ H]JLVHO NXUXOXĂ ELOJLOHUL 

%LU |QFHNL VHIDODPD |UQHÿL LOH D\Q× 
|]HOOLNOHUH VDKLS ROPDNOD ELUOLNWH IDUNO×O×NODU 
ĂX ĂHNLOGHGLU� SHUEHVW \DS×GD RODQ HVHU 
o×N×F× YH LQLFL |]HOOLN J|VWHUPHNWHGLU� ÇĂ×ÿ×Q 
YRNDO LFUDGD� ODUHQNV KDQoHUH E|OJHVLQGH ELU 
´ERÿXPODPDµ \DSW×ÿ× J|U�OPHNWHGLU NL EX 

WHNQLN SLYDV�dDPĂ×K× Dÿ]× HVHU |UQHNOHULQGH 
V×NO×NOD UDVWODG×ÿ×P×] ELU |]HOOLNWLU�
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Yöresi: Çankırı/Şabanözü/Çapar Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Âşık Aşur UYGUR Derleme Tarihi: 12.12.2022

HER BUNALAN SANA TUTAR YÜZÜNÜ (DUVAZ-I İMAM)
Her bunalan sana tutar yüzünü
Hakk Muhammed Ali gel aman yetiş
Kabûl eyle yaz deftere sözümü
Bugün imdat günü el’aman yetiş

Bir hayırlı kapı aça Yaradan
Ayırma katerden cemden sıradan
Yeri göğü arşı kürşü var eden
Ağlatma çeşmimi sil aman yetiş

Katarladım aşk kervânın yederim
On İk(i) İmâmların virdin ederim
Sizden özge nazlı yâri niderim
Şâh Hasan Hüseyin gel aman yetiş

Zeynel Bâkır Cafer kıblegâhımız
Mûsâ Kâzım, Rızâ pâdişâhımız
Takî Nakî Askerî Mehdî râhımız
Zâlime bir kılıç çal aman yetiş

Yaralar hicrândır dermâna bakar
Şu Seyyîd Süleyman fermanâ bakar
Nâr cemâlin misk-i amber gül kokar
Hünkâr Hacı Bektaş Vel(î) aman yetiş

Tablo 9. Her Bunalan Sana Tutar Yüzünü (Duvaz-ı imam) eserinin ezgisel kuruluş bilgileri

Deyiş, İç Anadolu’dan Orta Karadeniz ve 
Güney Doğuya inen bölgede yaygın olarak 
kullanılan yapıdan farklı özellikli bir kurban 
deyişi  “İndim Koç Babayı Tavaf Eyledim” 
deyişinin ritmik örgüsüne benzese de âşık 
icrasında 7/8’lik bir ritmik ölçülendirmeye 
tabi olmaktadır. Ancak ölçü bitişi veya 
ritmik rahatlama hissiyatı çok belirgin 
değildir. Bu bölgelerde (Ankara, Çorum, 
Amasya, Tokat, Sivas, Erzincan, Malatya vb.) 
3+3+2+2=10/8’lik yapıda görülen eserlerden 
farklı olarak bir ritmik düzüme sahip olan 
kurban deyişinde 2+3+3+2=10/8lik usul yapısı 
görülmektedir.

Birçok deyişte olduğu gibi bu eserde de 
müzikal yapıdan önce söz unsuru gelmekte 
ve sürekli her kıtada bahsedildiği gibi inanç 
ile ilgili verilerin aktarımı yapılmaktadır. 
Ostinato tarz olarak ifade ettiğimiz ısrarcı 
melodinin sürekli tekrarı ile şiirin dörtlükleri 

didaktik bir şekilde yerleştirilmektedir. 
Fakat vokal icradaki üslup deyişin büyük 
bir kısmında “resitatif okuyuş” şeklinde 
ilerlemektedir. 

Deyiş melodik bağlamda toplam dört beş 
sesin oluştuğu bir aralıkta seyretmektedir. 
Dizi/makam ölçütlerinde baktığımızda: 
bozlak dizisi diye ifade edilen (Türk sanat 
müziğinde kürdi makamı) dizi sesleri üzerinde 
dolaştıktan sonra; si-b2 perdesini kullanarak 
bir modülasyon gerçekleştirmektedir. 
Dolayısıyla eser bozlak dizisinden yahyalı 
kerem dizisine [uşşak veya hüseyni makamı] 
bir geçiş yapmaktadır. Ancak bu modülasyon  
iki ölçü sürmekte üçüncü ölçüden sonra 
si b2 perdesi tekrar si b perdesine doğru 
değişkenlik göstermektedir. Hatta burada 
âşık, si b2 perdesini si b perdesine küçük 
“glissando” hareketleri ile yumuşak bir geçiş 
sağlamaktadır. 
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Yöresi: dDQN×U×�āDEDQ|]��dDSDU K|\� Derleyen/Notaya Alan: AUPDÿDQ &OāK81

Kaynak kişi: ÇĂ×N AĂXU 8<G8R Derleme Tarihi: ����������

BİSMİLLÂH BİR NOKTA AMEL KAPISI (DUVAZ-I İMAM)
%LVPLOOkK ELU QRNWD DPHO NDS×V×
İWLNDW ĂkU×QD JLUHOLP GLOEHU
K�OOv HĂ\D PHYFXW ROGX KHSLVL
%LU NkPLO P�UĂLGH YDUDO×P GLOEHU

EOKDP G�OLOOkKL QRNWD FkU RODQ
APHQW� N�PEHW � NXEEH YDU RODQ
8]DN JLGLS VHUVHUL\H \RUXOPDQ
MXKDPPHG AOL·\H YDUDO×P GLOEHU
RDEEL·O kOHPvQ NXUGX GLYkQ×
EUUDKPDQLUUDKv\P VHYHU VHYHQL
ākK +DVDQ +�VH\LQ KXSODU FLYkQ×
ākK ZH\QHO AEk·\D YDUDO×P GLOEHU

MkOLNL \HYPLGGvQ NDGLP GvQLPL]
KHUEHOk o|O�QGH DNDU NDQ×P×]
MXKDPPHG %kN×U·D G|QG�N \|Q�P�]
&kIHU�L SkG×N·D YDUDO×P GLOEHU

İ\\HNH QkE�G� M�Vk�L Kk]×P
9H L\\DNH QHVWDLQ SvUH QL\k]×P
ākK İPkP R×]k·G×U ĂkK×P ĂkKEk]×P
A\Q�HO KDNvNDWH HUHOLP GLOEHU

İKGLQDV V×UDW�HO PXVWDNv\P JHUHN
S×UDWHOOH]vQH oDN ROGX \�UHN
ākK TDNv YH 1DNv G�Q\D\D GLUHN
%LU GHP GLYkQ×QD GXUDO×P GLOEHU

EQ·DPWH DOH\KLP ROGX EDKkQH
+DVDQ AO·AVNHUv JHOGL EX kQH
GD\ULO PDÿGXEL MHKGv FLKkQH
DRVWXQ FHPDOLQL J|UHOLP GLOEHU

9HOHGGkOOvQ KDWLP NDUDU N×O×QG×
İQFLO ZHE�U THYUkW WDNVLP ROXQGX
KXU·kQ MXKDPPHG·H YDKv\ JHOLQGL
%DÿODQ×S LNUDUD� GXUDO×P GLOEHU

SH\\vG S�OH\PDQ·×P V×ÿ×QG×N ELOOkK
)HYN�L <HGXOOkK·× KDON HWWL AOOkK
9H Pk HUVHOQkNH KDVEHWHQ OLOOkK
,UDKPHW EDKULQH JLUHOLP GLOEHU

Tablo 10. %LVPLOOkK %LU 1RNWD APHO KDS×V× �DXYD]�× LPDP� HVHULQLQ H]JLVHO NXUXOXĂ ELOJLOHUL

DH\LĂLQ VRQXQGD kĂ×N� VHPDK W�U� HVHUOHULQ 
VRQXQGD EXOXQDQ ´GXDODPDµ LOH GH\LĂL 
VRQODQG×U×U� ´DXDODPDµ KHU QH NDGDU GHGHQLQ 
VHPDK G|QHQOHUH� kĂ×N�]kNLU YH\D KL]PHW 

HKOLQH VXQGXÿX ELU KDN WHVOLPL\HWL ROVD GD D\Q× 
]DPDQGD PHORGLN \DS×Q×Q ELWLĂ KLVVL\DW×Q× GD 
J�oOHQGLUHQ ELU YXUJXGXU�



Türk Din Müziği ve Çubuk/Şabanözü merkezli alevi ocaklarının etkin olduğu alan bağlamında...

152

Eser üçüncü sıradaki deyiş ile aynı özellikte 
olup ısrarcı ve tek cümlelik olmayan melodik 
yapıya sahip olması açısından farklılık 

göstermektedir. Yörede aynı ezgi ile söylenen 
duvaz-ı imamlar bağlamında âşıklarda 
varyant algısına sıklıkla rastlanabilir.

Yöresi: Çankırı/Şabanözü/Çapar Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Âşık Aşur UYGUR Derleme Tarihi: 12.12.2022

SEN EFENDİM GARİPLERİN HALİNİ
Sen efendim gariplerin hâlini
Gör Muhammed Mustafa’nın aşkına
Aradan kaldıralım gümân yayını
Gel Muhammed Mustafa’nın aşkına

Doğrudan doğrudur erenler râhı
Şah-ı Merdân Ali Cümleye sâki
Nûş edip mest olan bulmaz mı Hakk’ı
Kan Muhammed Mustafa’nın aşkına

İhlâs ile pîrden dâmen tutanlar
Pir önünde canı cana katanlar
Hakk deyip de bir lisandan ötenler
Dil Muhammed Mustafa’nın aşkına

Sekiz uçmak kapıları açılır
Şarâbân tahûra Kevser içilir
Mü’mine ırahmet burda saçılır
Bol Muhammed Mustafa’nın aşkına

Makâm-ı Kırklar’dan gelirsin beri
Orada oturur Huplar Serveri
Nâr-ı cehennemden kurtarır seni
Kâr Muhammed Mustafa’nın aşkına

Seyyid Süleyman’ım sır Ali sırrı
İşit bu sözümü gel beri beri
Burda baş verenler kurtarır seri
Ver Muhammed Mustafa’nın aşkına

Tablo 11. Sen Efendim Gariplerin Halini eserinin ezgisel kuruluş bilgileri

“Gel Efendim Gariplerin Meyini” adlı deyişin 
dizisi Türk halk müziğinde yahyalı kerem; 
Türk sanat müziğinde uşşak veya hüseyni 
makamı olarak ifade ettiğimiz dizi içerisinde 
seyretmektedir. Toplam bir oktava yakın bir 
ses örgüsüne sahiptir. Karar sesi la perdesi 
olarak düşünüldüğünde donanımında si b2 
ve değişken olarak fa #3 sesleri vardır. Seyir 
karakteri inici bir yapıdadır.

Derlenen ses kaydından eser dinlenildiğinde, 
ilk söze girişte saz melodisinin son iki 
cümlesinin tekrar edilmesi gerekliliği veya 
hissiyatı oluşmaktadır. Âşık, saz icrasından 
çok sözel ifadeye yer vererek direkt eserin 

vokal icra kısmına giriş yapmıştır. Vokal 
icranın kullanımında orta sert ve yumuşak bir 
hançere özelliği görülmektedir. Yöresel ağız 
özelliği çerçevesinde hançereye yansıyan 
vokal üsluplar da yer almaktadır. Bunların en 
başında vibrato ve çarpmalar gelmektedir.

Âşıkların genelde yaptıkları hece bölümlemesi 
bu eserde de mevcuttur. Âşık “Kar Muhammet 
Mustafa’nın Aşkına” cümlesinde Musta-fanın 
şeklinde nefes alınarak gövde kelimeyi 
bölerek okumaktadır. Ayrıca deyişlerin en 
nemli özelliği olan öğretici ve inançsal 
verilerin aktarımı bu deyişte çok belirgin bir 
şekilde kendini göstermektedir.
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Yöresi: dDQN×U×�āDEDQ|]��dDSDU K|\� Derleyen/Notaya Alan: AUPDÿDQ &OāK81

Kaynak kişi: ÇĂ×N AĂXU 8<G8R Derleme Tarihi: ����������

HAKK ÂDEME NÂZİL OLDU, ÂDEME İNDİ KİTAP

+DNN DGHPH QD]LO ROGX DGHPH LQGL NLWDS 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH
AGHPH ĂHULÀP GHGL İEOLV·H ROGX KLFDS
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH

AĂ×NODU×Q JHYKHUL NDQG×U GROGXUXU EX DOHPGH
D|NHU PDO×Q× P�ON�Q� VRUPD]ODU |]JH KDOLQ 
AVDV× HMGHUKD ROGX V|\OHU MXVD�L KHULP 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

GHUoHNOHULQ DVO× SDNW×U H]HOGHNL PD\DGDQ 
+DNN·×Q KD]LQHVL oRNWXU KHUELUL ELU ER\DGDQ 
SDOLK SH\JDPEHU o×NDUG× RO GHYH\L ND\DGDQ
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH

GHUoHN RODQ JHUoHNOHUL XQXWXU PX GXDGD
+DNN \DN×QG×U X]DN VDQPD GDÿGD EDÿGD RYDGD 
S�OH\PDQ·×Q WDF× WDKW× QDV×O XoWX KDYDGD 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

TD H]HOGHQ E|\OHGLU XVWD]ODUGD YDUG×U ELDW
g]�Q� IHKPHGHUVHQ NHP \HUH JHO HWPH LQDW
THSWL İVD�L RXKXOODK |O�OHU EXOGX KD\DW
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

%LOLU PLVLQ āDK +D\GDU āHKULEDQG×U JHOLQL 
+DVDQ +�VH\LQ ZH\QHO GRÿUX V�UHUOHU \ROXQX
<HGL LNOLP FDU N|ĂH\H XODĂW×U×U HOLQL
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

İPDP %DN×U &DIHU KHU GHUWOHUH HGHUOHU GHUPDQ 
OQODU× VHYHQH ĂHIDDW HGHUOHU KHU ]DPDQ 
%XQDODQ FDU GH\LQFH FDU×QD \HWLĂLU KHPDQ 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

<�] V�U�S YDUG×N İPDP MXVD�L KD]×P NDW×QD 
R×]D·\D DĂ×N RODQODU ELQHU DĂN×Q DW×QD
EYOL\D HQEL\D QD]DU N×ODU ]DKLU EDW×QD 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

TDNL·\L 1DNL·\L VHYHQLQ VXoXQX EDÿ×ĂODU 
1LKD\HW VHQGHGLU W�UO� KLNPHWOHU W�UO� LĂOHU 
+HU QHUHGH oDÿ×UVDQ VDQPDNL VHPWLQL ERĂODU 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

S|\�Q�U P� AO�L� AVNHUL·QLQ \DNW×ÿ× oHUDNODU 
MDKGL SDKLS ZDPDQ·× JHQH DOG× ÀUDNODU 
A\DQ ROGX PDÿULS LOH PDĂU×N \DN×Q ×UDNODU 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH 

SH\\LG S�OH\PDQ·×Q DKLW LOH LNUDU×Q J�GHU 
%X VHYGD\D DĂ×N RODQ J|UPH] PLKQHWOH NHGHU 
M�QNLUH GXYDU JHWLUGL P�·PLQH N×EOH GLGDU 
G|U DGHPGH QHOHU YDU EDN DGHPH DGHPH

Tablo 12. +DNN ÇGHPH 1k]LO OOGX� ÇGHPH İQGL KLWDS HVHULQLQ H]JLVHO NXUXOXĂ ELOJLOHUL
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Yöresi: Çankırı/Şabanözü/Çapar Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Âşık Aşur UYGUR Derleme Tarihi: 12.12.2022

TÂ EZELDEN KAFTAN KAFA HÜKMEDEN
Tâ ezelden kaftan kafa hükmeden
Ali birsin Ali birsin Ali bir
Arşta Muhammed’in mühürün yutan
Ali birsin Ali birsin Ali bir

Hasan Hüseyin’dir balkıyıp duran
Müşkülün var ise Zeynel’e dolan
Öldürüp Nusayrî’yi hem diri kılan
Ali birsin Ali birsin Ali bir

Muhammed Bâkır’dan Câfer’e yeten
Ali’mdir kendini kul edip satan
Hayber’in bâbını koparıp atan
Ali birsin Ali birsin Ali bir

Mûsâ-i Kâzım’sın doğup duransın
Şâh İmâm Rızâ’sın sâhip kıransın
Kaldırıp da dağı dağa vuransın
Ali birsin Ali birsin Ali bir

Takî’nin Nakî’nin hikmettir işi
Ejderhâ karnından çıkardı kuşu
Atti nic(e) kâfirin koyduğu taşı
Ali birsin Ali birsin Ali bir

Hasan Al(i) Askerî sevaplar tartar
Muhammed Mehdî’nin dalgası artar
Beşikte ejderhayı bez gibi yırtar
Ali birsin Ali birsin Ali bir

Seyyîd Süleyman’ım içen ayılmaz
Bir yâr sevdim sevgisine doyulmaz
Dû cihânda birdir iki denilmez
Ali birsin Ali birsin Ali bir

Tablo 13. Tâ Ezelden Kaftan Kafa Hükmeden Kitap eserinin ezgisel kuruluş bilgileri

“Hak Ademe Nazil Oldu” isimli eser “Muhip 
Canlar Arzulayıp Geldiniz” adlı sefalama 
ile; “Ta Ezelden Kaftan Kafa Hükmeden” 
isimli eser ise “Her Bunalan Sana Tutar 
Yüzünü” adlı eser ile aynı müzikal özellikleri 
barındırmaktadır (Tablo 12, Tablo 13). 

İkinci grupta zikredilen kitapta yer alan Âşık 
Seyyîd Süleyman’a ait olan eserler şunlardır:8 

8 Yazar tarafından kaleme alınan “Anadolu Aleviliğinde 
Cem Âşıklığı/Zâkirliği” başlıklı eserde (Coşkun, 2017) 
yer alan notalar ekte sunulmuştur.

 ¾ Ya İlâhi Sen Bilirsin (sayfa 166–
168’de)

 ¾ Evvel Hak Muhammed (Sayfa 169-
170)

 ¾ Üstaz Kün Deyince (Sayfa 195-196)

 ¾ Delil Duvaz-ı imam/Mümin Müslim 
Meydan Açtı Ali’den (Sayfa 201-202)

 ¾ Her Bunalan Sana Tutar Yüzünü 
(Sayfa 207- 208)
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´<D İOkKL SHQ %LOLUVLQµ DGO× HVHU GHUGDQL\H 
SHUGHVLQL HVDV DODUDN 1HYD � KDUF×JkU � EYLo � 
GHUGDQL\H oL]JLVLQGH WL] oHNLUGHNWHQ EDĂOD\×S 
RUWD oHNLUGHÿH �SHJDK ² dDUJDK ² 1HYD � 
%D\DWL� YH GHYDP×QGD NDUDU oHNLUGHÿLQH 
�RDVW � D�JDK � SHJDK � dDUJDK� JHOPHNWHGLU� 
OUWD oHNLUGHÿLQ PHUNH]L dDUJDK NDUDU 
oHNLUGHÿLQLQ PHUNH]L D�JDKW×U� %X HVHUGH 
PDNDP×Q JHUHÿL RODUDN ´+�VH\QLµ PDNDP×QD 
J|QGHUPH \DSPDNWDG×U� ´EYYHO +DN 
MXKDPPHGµ DGO× HVHU ´<D İOkKL SHQ %LOLUVLQµ 
HVHUL LOH D\Q× NDUDNWHUGH J|]�NPHNWH DQFDN 
EHOLUOL QRNWDODUGD %D\DWL ² 1HYD ² SHJDK� 
dDUJDK oHNLUGHÿLQLQ 1HYD SHUGHVLQL PHUNH] 
DOG×ÿ× GLNNDWWHQ NDoPDPDNWDG×U� ´ÜVWD] 
K�Q DH\LQFHµ DGO× HVHU +�VH\Qv ² GHUGDQL\H 
\DS×V×QGD ROXS KDUF×ÿDU JHoNL WDĂ×PDNWDG×U� 
DHOLO GXYD]�× LPDP RODQ ´M�PLQ M�VOLP 
MH\GDQ AoW× AOL·GHQµ DGO× HVHU dDUJDK SHUGHVL 
Dÿ×UO×NO× KDUF×ÿDU H]JLOHUH EHQ]HPHNWH ROXS 
dDUJDK SHUGHVLQGH NDUDU YHUPHNWHGLU� ´+HU 
%XQDODQ SDQD TXWDU <�]�Q�µ DGO× HVHU LVH 
dDUJDK PHUNH]OL KDUF×ÿDU H]JLOHULQ ELU |UQHÿL 
ROXS NDUDUD JLGHUNHQ SHJDK SHUGHVL \HULQH 
K�UGv SHUGHVL DOPDNWDG×U ������ ���������

%HĂ RFDÿ×Q HWNLQ ROGXÿX DODQGDNL P�]LNDO 
DQODW×P ELoLPOHUL RODUDN GH\LĂ�QHIHV�NHOkP� 
GXYD]�× LPDP� VHPDK� PHUVL\H� PLUDoODPD 
JLEL IRUPODUGD JHQHOOLNOH ´KDUF×ÿDUµ 
PDNDP×Q×Q KDNLP ROGXÿX J|U�OPHNWHGLU� 
8]XQ KDYDODUGD K�UGv PDNDP×Q×Q +�VH\QL 
YH GHUGDQL\H PHUNH]OL KDUHNHWOHUH 
UDVWODQPDNWDG×U� RLWPLN HVHUOHUGH LVH 
JHQHOOLNOH KDUF×ÿDU PDNDP× LoLQGHNL NDO×SODU 
LOH �UHWLOHUHN D�JDK SHUGHVLQGH \D GD 1HYD 
YH\D dDUJDK SHUGHOHULQGH NDUDU YHUPHNWHGLU� 
%XQXQ \DQ× V×UD +�VH\QL PDNDP×QGD EDĂOD\×S 
KDUF×ÿDU PDNDP×QD JHoNL \DSDQ H]JLOHULQ 
SDUDOHOLQGH D] GD ROVD 8ĂĂDN YH +�VH\QL 
PDNDPODU×QGD EDĂOD\×S ELWHQ H]JLOHUH GH 
UDVWODQ×OPDNWDG×U ������ ����� G�UD\ ������ 
\|UHGH VDKD DUDĂW×UPDV× \DSDUDN YHULOHU 
�]HULQGH ĂHNLOOHQGLUGLÿL oDO×ĂPDODU×QGD 
H]JLOHULQ PDNDPVDO \DS×ODU×QD GDLU ĂX ĂHNLOGH 
ELU GHÿHUOHQGLUPH ROXĂWXUPXĂWXU� \|UHGH 
LFUD SUDWLÿLQGH ´GXYD]�× LPDPµ H]JLVL RODUDN 
DQ×ODQ YH W�P GXYD]�× LPDPODU×Q D\Q× H]JL 
NDO×E× LOH LFUD HGLOPHVL WHPHOLQGH ND]DQ KDNN× 
LoLQ RNXQDQ GXYD]�× LPDP |UQHÿL H]JL \DS×V×Q× 

KDUF×ÿDU� 1HYUX]�+�]L� AUD]EHU YH 1HYD 
SHUGHVL �]HULQGHNL %XVHOLN oHNLUGHNOHULQLQ 
ELU ELUOHĂLPL RODUDN WDQ×PODP×ĂW×U �V������ 
MDNDP \DS×ODU×Q×Q ;9� \�]\×O P�]LN 
JHOHQHNOHULQH GD\DQG×ÿ×Q× LIDGH HGHQ G�UD\ 
������� D\U×FD V|] NRQXVX GXYD]�× LPDP H]JL 
YH ULWLP \DS×ODU×Q×Q \DQ× V×UD MLUDoODPD YH 
THYKLG JLEL P�]LNDO DQODW×P ELoLPOHULQGH GH 
EHQ]HU NDO×SODUD UDVWODQG×ÿ×Q× DNWDUP×ĂW×U �V� 
������������� A\U×FD PXVLNL |UQHNOHULQGH \HU 
DODQ NDO×SODU DUDV× EHQ]HUOLNWHQ KHP LQDQo 
N�OW�U�QH GDLU HWNLOHĂLPLQ KHP GH VLPJHOHU 
LOH P�]LÿLQ \HUHO N�OW�UGH EDÿGDĂPDV×Q×Q 
|UQHNOHUL RODUDN GHÿHUOHQGLUPLĂWLU�

Âşık Seyyid Süleyman’ın Eserlerinin 
Tematik Ve Edebi Kuruluş Bakımından 
İncelenmesi  
K|NOHUL <XQXV EPUH·\H NDGDU X]DQG×ÿ× NDEXO 
HGLOHQ AOHYv�%HNWDĂv HGHEL\DW×Q×Q NXUXOXĂX 
��� \�]\×OGD KD\JXVX] AEGDOOD ROPXĂWXU� 
��� \�]\×OGD +DWD\L PDKODV×\OD āDK İVPDLO�L 
SDIDYv� ��� \�]\×OGD 3LU SXOWDQ AEGDO EX 
HGHEL\DW×Q HQ |QHPOL WHPVLOFLOHUL NDEXO 
HGLOPHNWHGLU� <HPLQv� +D\GHUv� KDQEHUv� 
KHODPv� +D\UHWv� +DWD\v� KXO +LPPHW� 9LUDQv 
RQ DOW×QF× \�]\×O×Q� KXO +�VH\LQ� GHGD MXVOv� 
KD]DN AEGDO� ÇK�� DHUYLĂ MHKPHG� KXO 
+DVDQ� KXO MXVWDID� THVOLP AEGDO RQ \HGLQFL 
\�]\×O×Q� āvUv� GXUEv� +DĂLP %DED� KDOEv� 
TkKLU� )HGD\v� İVPDLO RQ VHNL]LQFL \�]\×O×Q� 
&H\KXQv� DHUWOL� DLGDUv� MLU·DWv� 3HULĂDQ 
%DED� ,VSDUWDO× SH\UDQv� S×UUv� T�UDEv %DED� 
KXO 9HOv� EFUv� +kW×Iv� <HVDUv� )HQQv� KHPWHUv� 
MHKPHG AOL +LOPv DHGHEDED� GHQo AEGDO� 
DHUYLĂ AOL�SH\\vG S�OH\PDQ RQ GRNX]XQFX 
\�]\×O×Q� +DUDEv� 1RNVDQv� āHKLGv� MLKUDEv� 
K�QFv� SkPLK R×IDW� AOL 1XWNv %DED� %DVUv 
%DED YH Kk]×P %DED GD \LUPLQFL \�]\×O×Q |QGH 
JHOHQ AOHYv�%HNWDĂv ĂDLUOHULQGHQ ED]×ODU×G×U� 
AOHYv�%HNWDĂv HGHEL\DW×QD DLW ĂLLUOHU� NHQGLQH 
|]J� ELU V|\OH\LĂ YH G�Ă�Q�Ă WDU]× RUWD\D 
NR\PDNOD ELUOLNWH KDON HGHEL\DW×\OD ĂHNLO 
YH GLO EDN×P×QGDQ RUWDNO×N J|VWHULU� ONXQDQ 
QHIHVOHU� GH\LĂOHU YH EX HGHEL\DWD DLW 
HVHUOHU T�UN HGHEL\DW×Q×Q ]HQJLQ |UQHNOHULQL 
ROXĂWXUXU�

ÇĂ×N HGHEL\DW×QGD XVWD kĂ×N ROPDN LoLQ 
JHOHQHNVHO ELU XQVXU RODUDN NDEXO HGLOHQ 
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rüyada bâde içme ritüeli, Alevî-Bektaşî 
edebiyatında da geleneğin önemli bir parçası 
olarak devam etmektedir. Bâde içen kişi 
Hakk aşığı olarak kabul edilmektedir. Seyyîd 
Süleyman da bâde içmiş bir Hakk aşığıdır 
(K1, K2, K3, K4, K5, K6, K7, K8, K9). Okuma 
yazma bilmeyen birinin söylediği deyişler ve 
duvaz-ı imâmların da zikrettiği âyet, sûre ve 
hadisler Allah tarafından verilmiş bir hikmet 
olarak kabul edilir. Bu sebeple âşıklar, halk 
tarafından saygın, bilge, ulu kişi olarak 
görülmüşlerdir. Alevî-Bektaşî kültüründe 
âşıklar tarafından dile getirilen bu eserlerin 
dinsel törenlerinde söylenmesi hem eserlerin 
hem de felsefesinin yaygınlaşmasını 
sağlamıştır.

Alevî-Bektaşî şiirinin ölçüsü, kafiyesi, 
nazım şekli ve dili âşık edebiyatı özellikleri 
ile aynıdır. Kendi içinde belli kurallara 
ve kalıplara bağlıdır. Kullanılan ölçü 
hece ölçüsüdür, nazım birimi dörtlüktür. 
Alevî-Bektaşî âşıkların nefes, deme ve 
deyişlerinde kullandıkları dil sade, kelime 
terkip ve mazmunlar âşıklar tarafından 
çok sık kullanılan söz ve bilgilerdir. Seyyîd 
Süleyman da şiirlerinde 11’li hece ölçüsünü 
kullanmıştır. Bazı dörtlüklerde hece ölçüsünü 
yakalamak için eklemeler ve kısaltmalar 
yaptığı görülmektedir:

Dünya kurulmadan kırk bin yıl evvel
Şu iki cihâna bir top nûr geldi
Uruhlar kandile secde kılınca
0l vakte “Bezm-i Eleste” dendi. (K6, K9)

Seyyîd Süleyman’ın devriyesinden alınan 
bu dörtlükte “ruh” kelimesinin yerine 
“uruh” kullanarak hece sayısı tutturulmak 
istenmiştir.

Alevî-Bektaşî şiirinin en kuvvetli tarafı 
muhtevasıdır.  Alevî-Bektaşî edebiyatında 
âşıklar “Hak Yolu” için şiirler söylemeleri 
sebebiyle şiirlerinde Allah’ın birliğini, Allah 
sevgisini, Allah’a kavuşma çabasını temel 
alırlar. Şiirlerde sıklıkla işlenen konular, Hz. 
Muhammed, Hz.Ali, ve Ehl-i beyt sevgisi, 
Kerbela, Hacı Bektaşî Velî, on iki imama 
bağlılık, Ahîlik, Abdallık, Kalenderilik örf ve 
adetleri ve mistik yaklaşımlardır. 

Seyyîd Süleyman’ın şiirlerinde de bu konuların 
çoğunu işlediği görülmektedir. Aşağıdaki 
dörtlükler Seyyîd Süleyman’ın Hz.Ali 
üzerine söylediği deyişinden alınmıştır. Hece 
ölçüsünün 11’li kalıbıyla söylenmiştir. Kafiye 
düzeni “ababcccbdddb....” şeklindedir. 
Hz.Ali’ye duyulan sevgi ve bağlılık konusu 
işlenmiştir. 

....

Söylersen bir mânâ delilli söyle
Katreden kanıp da ummânı boyla
Ârifler zübdetmiş, dört kitap böyle
Hem dînim, hem de îmânım Ali.

Seyyîd Süleyman’ım söyler kelâmı
0’dur ışıtan onsekiz bin âlemi
Ola idim gülâmıyın gülâmı
Hünkâr Hacı Bektaş Velî de Ali  

(Çağlayan 2018:62) (K6, K9).

Seyyîd Süleyman’ın konuk gelen âşıklarla 
karşılıklı muhabbetlerini anlattığı 
sefâlamaları9 11’li hece ölçüsüyle söylenmiş, 
kafiye düzeni “ababcccbdddb....” 
şeklindedir. Sefâlamalar konuk gelen bir 
âşığa, bir pîre memnuniyetini bildirmek, 
övgüde bulunmak için söylenmiştir.

Sefâ geldin dost bağının bülbülü
Merhabâ sevdiğim, hâne sizindir
Himmet et, açılsın ednânın dili
Merhabâ sevdiğim, hâne sizindir.

…….

Seyyîd Süleyman’ım yel nerden attı
Hâlis ustâz imiş, gevherin sattı
Gökte ararken yerde elimden tuttu
Merhabâ sevdiğim, hâne sizindir.  

(Çağlayan 2018:21) (K6, K9).

Seyyîd Süleyman öğüt biçiminde nasihatnâme 
adı verilen nasihat etme, Alevî-Bektaşî 
öğretisinin kurallarını hatırlatma, uyarıda 
bulunma amacıyla deyişler söylemiştir. 

9 Cemlerde cem başlamadan önce zâkirin dede ve cem 
erenlerine “hoşgeldiniz” anlamında okuduğu müzikal 
anlatım biçimine sefalama denir.
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G�YHQPH IkQL\H� KHP PkVLYk\D
SRQX \RN� G�Q\D\× WHUN HGHQ ELU J�Q
EYODW� GHYOHW EHQLP GL\H JDP oHNPH
MDO×Q× \kG HOH NRU JLGHQ ELU J�Q�

…….

EULĂ ELU JHUoHÿH |]�Q� EDÿOD
Z�EGH\OH V|]�Q� GRÿUX\X V|\OH
S�OH\PDQ \�]�Q� VHQ WXUkE H\OH
%LU \kU EXO� Dÿ\kU× NRU JLGHQ ELU J�Q 

�dDÿOD\DQ �������� �K�� K���

AOHYv�%HNWDĂv HGHEL\DW×QGD OQ İNL İPDP LoLQ 
V|\OHQPLĂ QHIHVOHUL LoHUHQ� G|UWO�NOHUGHQ 
ROXĂDQ GH\LĂOHUH ´GXYD]�× LPDPµ GHQLU� 
D|UWO�NOHUGH AOODK� +]� MXKDPPHG� +]� AOL 
YH V×UDV×\OD GLÿHU LPDPODU×Q LVLPOHUL ]LNUHGLOLU 
YH OQ İNLQFL İPDP MXKDPPHG MHKGL·QLQ 
DG×\OD ELWLULOLU� AĂDÿ×GDNL G|UWO�NOHU SH\\vG 
S�OH\PDQ·D DLW ELU GXYD]�× LPDP |UQHÿLGLU�

+HU EXQDODQ VDQD WXWDU \�]�Q�
+DNN� MXKDPPHG� AOL JHO DPkQ \HWLĂ
KDE�O H\OH� \D] GHIWHUH V|]�P�
%XJ�Q LPGDW J�Q�� HO·DPkQ \HWLĂ�

……………

<DUDODU KLFUkQG×U� GHUPkQD EDNDU
āX SH\\vG S�OH\PDQ IHUPkQD EDNDU
1�U FHPkOLQ PLVN�L DPEHU J�O NRNDU
+�QNkU +DF× %HNWDĂ 9HO�v� DPkQ \HWLĂ 

�dDÿOD\DQ ��������� �K�� K�� K�� K�� K���

SH\\vG S�OH\PDQ·Q×Q GH\LĂOHULQGH� AOHYv�
%HNWDĂv IHOVHIHVLQGH YH HGHEL\DW×QGD |QHPOL 
\HUL RODQ +]� +�VH\LQ YH EHUDEHULQGH EXOXQDQ 
\HWPLĂWHQ ID]OD NLĂLQLQ ĂHKLW HGLOGLÿL KHUEHOk 
KDGLVHVL NRQX HGLOPLĂWLU�

āLPGHQ VRQUD EL]L KHUEHOk EHNOHU
AK HGHULP DU]XPkQ×P KHUEHOk
LkGHQH GRNXQVXQ GHUPDQV×] RNODU
AK HGHULP DU]XPkQ×P KHUEHOk�

……………

SH\\vG S�OH\PDQ·×P DU]XP KHUEHOk
KXGXUHWWHQ EDĂD JHOGL EX EHOk
OQXOPD] \kUH PHOKHPLQ oDOD
AK HGHULP DU]XPkQ×P KHUEHOk� 

�dDÿOD\DQ �������� �K�� K�� K�� K���

SH\\vG S�OH\PDQ GHYUL\H WDU]×QGD GD ĂLLUOHU 
V|\OHPLĂWLU� AOHYv�%HNWDĂv ĂDLUOHUL WDUDI×QGDQ 
PDGGH kOHPLQGHNL J�]HOOLNWHQ PXWODN YDUO×ÿD 
XODĂPD DĂDPDV×QGD DVO×QD G|Q�ĂHQH NDGDU 
GHYDP HGHQ GHYUL DQODWDQ GH\LĂOHUGLU�

8VWk] N�Q GH\LQFH NHYQ�L PHNkQ×
KDQGLO ĂDN ROGX� JHOGLP R ]DPkQ
S×U V|\OHĂLQFH GRNVDQ ELQ NHOkP×
8VWk]GDQ VDEkP× DOG×P R ]DPkQ�

……………

SH\\vG S�OH\PDQ·×P� NXO NHQGL\LQGLU
´EQH�O +DNNµ GHGLÿLQ \RO NHQGL\LQGLU
%HQ ELU EDKo×YDQ×P� J�O NHQGL\LQGLU
GD\UL J�OH VDKLS ROVXQ EX ]DPkQ

�dDÿOD\DQ ����� ������ �K�� K�� K�� K�� K��� 

SH\\vG S�OH\PDQ·×Q \XNDU×GD |UQHNOHUL LOH 
YHUGLÿLPL] NRQXODU G×Ă×QGD J�]HOOHPH YH 
P�QDFDDW W�UOHULQGH \D]×OP×Ă ĂLLUOHUL GH 
EXOXQPDNWDG×U� 

Sonuç
TDULKVHO V�UHoWH dXEXN�āDEDQ|]� PHUNH]OL 
AOHYL RFDNODU×Q×Q HWNLQ ROGXÿX DODQ� 
AQDGROX AOHYLOLÿLQGHNL LQDQo XQVXUX� 
LEDGHW X\JXODPDODU× YH P�]LN X\JXODPDODU× 
QRNWDV×QGD |QHPOL ELU \HUGH GXUPDNWDG×U� 
%HĂ RFDÿ×Q HWNLQ ROGXÿX DODQ� AQNDUD·\D 
\DN×Q ROPDV×QD UDÿPHQ RFDNODUGD PXVDKLSOLN 
ROJXVX YH FHP ULW�HOOHUL E�W�Q FDQO×O×ÿ× LOH 
GHYDP HWPHNWH ROXS D\Q× ]DPDQGD NHQGL 
N�OW�UOHULQL NRUXPD oDEDV× LoLQGHGLUOHU�  

gQFHNL oDO×ĂPDODUGD GD LĂDUHW HGLOGLÿL 
�]HUH ]HQJLQ ELU ULW�HO G�Q\DV×QD VDKLS RODQ 
AQDGROX AOHYLOLÿLQGHNL X\JXODPDODU ´\RO 
ELU V�UHN ELQELUµ DQOD\×Ă×QD J|UH RFDNODUD� 
\|UHOHUH� V�UHNOHUH J|UH oHĂLWOLOLN YH ]HQJLQOLN 
J|VWHUPHNWHGLU� MHYFXW GXUXPGD AQDGROX 
AOHYLOLÿLQGHNL X\JXODPDODU JHOHQHNVHO 
\DS×ODU× QRNWDV×QGD ER]XOPD WHKGLGL LOH NDUĂ× 
NDUĂ×\DG×U� AOHYL ² %HNWDĂL N�OW�U�QGH V|]O� 
RUWDP LoLQGH ROXĂDUDN J�Q�P�]H NDGDU JHOHQ 
FHP kĂ×NO×ÿ×�]kNLUOLÿLQLQ LoHULÿLQL ROXĂWXUDQ 
ĂLLU PHWLQOHUL YH H]JLOHULQ� ND\×W DOW×QD DO×QDUDN 
RFDNODU EDÿODP×QGD LFUD RUWDP× LoLQGH DQDOL] 
HGLOPHOHUL ]DUXULGLU� A\U×FD EX GXUXP RFDNODU 
DUDV×QGD EHQ]HUOLN YH IDUNO×O×N QRNWDV×QGD 
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mukayese imkanı sağlayacaktır. Bu noktada 
beş ocağın etkin olduğu alanda geçmişte 
yaşamış ve bugün yaşayan âşıkların şiir ve 
ezgileri dinî ve dinî olmayan yönleri ile kayıt 
altına alınarak incelenmelidir. Bu anlamda 
bin yıla yakın bir zaman diliminde kuvvetli 
sosyal bağları olan ocaklardaki kültür ve 
inanç yapısı noktasında birikimlerini taşıyan 
Âşık Seyyid Süleyman, beş ocağın etkin 
olduğu alanda önemli bir âşıklık/zakirlik 
temsilcisidir. Horasan erenlerinin ışığında 
aydınlanmış olan Âşık Seyyid Süleyman, 
hak ettiği şekilde tanınmamıştır; alandaki 
kültürel mirastan beslenerek tasavvuf, 
kültür ve bilgi aktarım yeri olan cemlerdeki 
edebiyat ve müzik kültürünün özelliklerini 
aktarması bakımından önemlidir. 

Âşık tarzı şiir geleneğinin dinî yönünü Alevi 
cemlerinde on iki hizmetten biri olarak 
âşıklar icra etmişlerdir; “cem âşıklığı/
zâkirliği” olarak adlandırılan bu yönlerinde 
âşıklar şiire ve ezgiye bir bütün halinde 
hizmet etmiştir. Bu noktada inanç olgusunun 
etkisi açıkça görülmektedir. Âşık Seyyid 
Süleyman alandaki cem âşıklığı/zâkirliğini 
kuşaktan kuşağa taşınması noktasında 
yeni kuşaklar tarafından tanınmasını, yöre 
insanının kendi kültürel ve inançsal kökleriyle 
tanışmasını sağlayarak geçmişle günümüzü 
buluşturmuştur. 

Alevilikte inanç sisteminin çekirdeği olan 
cemlerdeki müziğin temelinde inanç olgusu 
yer almaktadır. Zira Alevilik inançsal ve 
kültürel kimliği ile mirasını kendisiyle 
özdeşleşen müziğe dayandırmaktadır. Tıpkı 
Âşık Seyyid Süleyman’ın eserlerinde olduğu 
gibi inanç olgusunun temelinde söz ön planda 
-tematik olarak çok zengin bir karaktere 
sahiptir- müzik yardımcı araç olarak yer 
almaktadır. 

Beş ocağın etkin olduğu alanda yer alan 
Âşık Seyyid Süleyman’a ait eserlerin ezgisel 
analizi şu şekilde değerlendirilebilir: sayıca 
fazla olan duvaz-ı imamların temelinde ona 
ait olan diğer müzik anlatım biçimlerinde 
genellikle “Karcığar” makamının hâkim 
olduğu görülmektedir. Bu ezgilerin bir kısmı 
“Çargah” perdesini eksen olarak alırken bir 

kısmı “Neva” perdesini eksen alır ve “Rast-
Çargah” arası atlamalar da görülmektedir. 
“Uşşak ve Hüseyni” makamlarında başlayıp 
biten ezgilere az rastlanılmakla birlikte 
“Hüseyni” makamında başlayıp “Karcığar” 
makamına geçki yapan ezgiler de yer 
almaktadır. Kerbelâ temalı uzun havalarda 
“Kürdî” makamının “Hüseyni” ve “Gerdaniye” 
merkezli hareketlere rastlanmaktadır. 

Âşık Seyyid Süleyman’a ait eserlerde inanç 
olgusu temelinde kuvvetli bir tematik 
muhteviyat hâkim olmakla birlikte (Allah’ın 
birliği, Allah sevgisi, Hz. Muhammed, Hz. Ali, 
Ehl-i beyt sevgisi, Kerbelâ, On iki imamlar, 
Hacı Bektaş Veli v.b) hece vezninin 11’li kalıbı 
ile söylediği deyişlerinde sade ve anlaşılır bir 
dil hakimdir. 

Alevilikte ilk duvaz-ı imam ve ilk miraçnâme 
yazan şair olarak kabul edilen Şah Hatayi’nin 
izinden giden Âşık Seyyid Süleyman, ocakların 
etkin olduğu alan için önemli bir duvaz-ı 
imam âşığıdır. Çubuk/Şabanözü merkezli 
Alevi ocakların etkin olduğu alan, Anadolu 
genelindeki ocaklara göre duvaz-ı imamlar 
bakımından oldukça zengin olup bunda da 
Âşık Seyyid Süleyman’ın katkısının büyük 
olduğu bir gerçektir. Karakterize edilmiş 
mevcut bir ezgiye sahip olan duvaz-ı imamlar 
alanın şiir ve ezgi geleneğini yansıtmakla 
birlikte yörenin diğer müzikal anlatım 
biçimlerini de bu anlamda etkilemiştir. Âşık 
Seyyid Süleyman’ın beş ocağın etkin olduğu 
alana kazandırmış olduğu duvaz-ı imamlar 
başta olmak üzere deyişleri/kelâmları şiir 
ve ezgi noktasında Türkistan’dan Anadolu’ya 
ve devamında Balkanlar’a kadar uzanan 
coğrafyada yeşermiş âşıklık geleneğinin 
bütününe ışık tutacak veriler oluşturmaktadır. 

Öneriler
İlerideki Araştırmalara Yönelik Öneriler

 ¾ Günümüzde geleneksel çizgisinden 
kopmamış köy, ilçe ve kısmen şehirde 
devam eden cem âşık/zâkirliği ile köyden 
kente göç sonucu kentte kapalılıktan açığa 
taşınan cem âşık/zâkirliği olmak üzere iki 
çeşit cem âşık/zâkirliği mevcuttur. Sözlü 
kültür ortamı temelli her iki çeşit cem 
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kĂ×N�]kNLUOLÿLQLQ |]J�QO�ÿ� QRNWDV×QGD 
EXUDGD VXQXODQ oDO×ĂPD |UQHN DO×QDUDN 
LQFHOHQHELOLU�

 ¾ %X oDO×ĂPDGD EHĂ RFDÿD |]J� RUWD\D 
o×NDU×ODQ FHP kĂ×N�]kNLUOLÿL LQFHOHPHVL YH 
FHP kĂ×N�]kNLU UHSHUWXYDU× |UQHN DO×QDUDN 
GLÿHU RFDNODU LoLQ GH oDO×ĂPD \DS×ODELOLU�

 ¾ AQDGROX AOHYLOLÿLQGH GLÿHU RFDNODUD 
|]J� FHP ULW�HOLN \DS× LoHULVLQGHNL P�]LN 
X\JXODPDODU× KDON ELOLPVHO YH P�]LNRORMLN 
Do×GDQ oDO×ĂPD PRGHOL |UQHN DO×QDUDN 
LQFHOHQHELOLU�

 ¾ &HP kĂ×N�]kNLUOHULQLQ LFUD RUWDPODU× 
EDÿODP×QGD LFUD HWWLNOHUL P�]LN 
X\JXODPDODU× RFDNODUD J|UH GHUOHQHUHN 
ND\×W DOW×QD YH QRWD\D DO×Q×S LQFHOHPHVL 
\DS×ODELOLU�

 ¾ <XNDU×GD YHULOHQ |QHULOHULQ 
SDUDOHOLQGH RFDNODUD |]J� \DS×ODQ 
oDO×ĂPDODU QHWLFHVLQGH ELUELUOHUL LOH 
PXND\HVHVL QRNWDV×QGD LQFHOHQHELOLU� 

Uygulamacılara Yönelik Öneriler
AQDGROX AOHYLOLÿLQGH \HU DODQ RFDNODUD |]J� 
\DS×ODFDN FHP kĂ×N�]kNLUOLÿL oDO×ĂPDODU×QD 
\|QHOLN NDWN× VXQDQ EX DUDĂW×UPD 
X\JXODPDF×ODU LoLQ |QHPOL ELU ND\QDN RODUDN 
NXOODQ×ODELOLU�

Araştırmanın Sınırlılıkları
AUDĂW×UPD� EHĂ RFDÿ×Q HWNLQ ROGXÿX DODQGD 
\D]DU WDUDI×QGDQ DUDĂW×UPDQ×Q NRQXVX LOH 
LoHULÿLQH X\JXQ NLWDS� PDNDOH� WH]� ELOGLUL 
YE� \D]×O× GRN�PDQODU LOH \D]DU WDUDI×QGDQ 
oDO×ĂPDGD YHULOHQ WDULKOHUGH \DS×OP×Ă RODQ 
DODQ oDO×ĂPDODU× YHULOHUL YH YLGHR ND\×WODU× LOH 
V×Q×UO×G×U� 

Bilgilendirme
%X oDO×ĂPDQ×Q W�P DĂDPDODU×QGD DODQ 
oDO×ĂPDODU×QD J|Q�OO� RODUDN NDWN× VXQDQ 
W�P \|UH VDNLQOHUL LOH FHP kĂ×N�]kNLUOHUL� 
ÇĂ×N S�OH\PDQ İPDPRÿOX� ÇĂ×N AĂXU 8\JXU� 
ÇĂ×N MX]DIIHU dRODNRÿOX� ÇĂ×N %DWWDO DDON×O×o� 
ÇĂ×N +�VH\LQ dXIDGDU� ÇĂ×N <DNXS ANGRÿDQ� 
ÇĂ×N S�OH\PDQ AKL� ÇĂ×N +�VH\LQ KHVHQ� 
AOSHU dDÿOD\DQ� +D\GDU THEHURÿOX� MXDOOD 
THEHURÿOX� MXUDW THEHURÿOX·QD D\U× D\U× 
WHĂHNN�U� ERUo ELOLULP� 
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Ekler: Diğer ilgili eserlerin ezgisel kuruluş bilgileri

Ek 1: Ya İlahi Sen Bilirsin eserinin ezgisel kuruluş bilgileri

Yöresi: Ankara/Çubuk/Dağkalfat Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Hüseyin ÇUFADAR, Süleyman AHİ Derleme Tarihi: 9.12.2016

YA İLAHİ SEN BİLİRSİN

Yâ İlâhi sen bilirsin hâlimiz
Bir Hayırlı devran gele bu demde
Zayıf halde perişandır hâlimiz
Bir hayırlı devran gele bu demde

Şu nûru şemsimiz hayır yazıla
Çürükler üzüle, sağlar düzüle
Kâfirin, münkirin devri bozula
Bir hayırlı devran gele bu demde

El’aman nutkumuz geri kalmaya
Mevlâm emekleri zaya salmaya
Âdûnun ettiği yanına kalmaya
Bir hayırlı devran gele bu demde

Medet,mürvet On İk’imam el’aman
Yeter çekticeğim çile bir zaman
“Ali’yyün Velîyullah” okuyun her an
Bir hayırlı devran gele bu demde

Süleyman çağırır bir Allah Allah
Aradan perdeyi yîr Allah Allah 
Cümlenin muradın ver Allah Allah
Bir hayırlı devran gele bu demde
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Ek 2: Evvel Hak Muhammed eserinin ezgisel kuruluş bilgileri 

Yöresi: Ankara/Çubuk/Dağkalfat Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Hüseyin ÇUFADAR, Süleyman AHİ Derleme Tarihi: 9.12.2016

EVVEL HAK MUHAMMED
Evvel Hakk, Muhammed, Ali’den yardım
Erenler aşkına geldi geldi bu delîl
Hatice, Fâtıma, Hasan, Hüseyin
Kırklar urfanına geldi bu delîl

Zeynel, Bâkır, Câfer, Mûsâ-i Kâzım
Rızâ, Takî, Nakî, Askerî bizim
Bâkiye Mehdî’ye aşk-ı niyâzım
Onik’imamlara geldi bu delîl

Muhammed, Ali’nin yârinden geldi
Hasan, Hüseyin’in nûrundan geldi
Zeynel Âbidin’in sırrından geldi
On iki erkâna geldi bu delîl

İmam Bâkır, Câfer verdi serini
Kâzım Musa, Rıza buldu yârini
Takî, Nakî, Askerî’nin torunu
Muhammed Mehdî’ye geldi bu delîl

Hak, Muhammed, Ali kabûl eyleye
Şah Hasan, Hüseyin, Zeynel’de bile
İmam Bâkır, Câfer vasfın söyleye
Onik’imamlara geldi bu delîl

Kâzım Musa, Rızâ böyle buyurdu
Takî, Nakî, Askerî’ye duyurdu
Mehdî Resûl, Zülfikâr’ı sıyırdı
Süleyman pîr aşkına geldi bu delil
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Ek 3: Üstaz Kün Deyince eserinin ezgisel kuruluş bilgileri

Yöresi: Ankara/Çubuk/Dağkalfat Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Hüseyin ÇUFADAR Derleme Tarihi: 15.7.2017

ÜSTAZ KÜN DEYİNCE
Ustâz kûn deyince kevn-i mekânı
Kandil şak oldu, geldim o zamân
Sır söyleşince doksan bin kelâmı
Ustâzdan sabâkım aldım o zamân.

Nebîler Nebîsi Server’e vardım
Delîlim Cenrâil, didâra erdim
“Levlâke levlâk”ı men orda gördüm
Habîb’e salavat verdim o zamân

Can var iken, ten yok iken dünyada
Dost elinden içtim al-yeşil bâde
Okudum bir nokta “İlm-i Simyâ”da
Ak üstüne akı yazdım o zamân

Eflâk-ı semâda yedi kapı açtım
Kırk sekiz eflakta bir şâra düştüm
Yed(i) Âşık’a dem verildi, ben de içtim
Kırklar’ın ceminde coştum o zamân

Men Ali’ye ikrâr verdim, and ettim
Kuduretten argım aldım, bend ettim
Lâl-i mercân, gevher aldım, dür sattım
Hakîkate dükkan açtım o zaman

Bilirsen târıkım, oku künyemde
Menâref sırrıdır söylenmez yâda
Yedi kere mihmân oldum dünyada
Pîrim Hacı Bektaş Velî bu zamân

Seyyîd Süleyman’ım, kul kendiyindir
“Ene-l Hakk” dediğin yol kendiyindir
Ben bir bahçıvanım, gül kendiyindir
Gayri güle sahip olsun bu zamân
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Ek 4: Delil Düvazı eserinin ezgisel kuruluş bilgileri

Yöresi: Çankırı/Şabanözü/Ovacık Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Hüseyin KESEN Derleme Tarihi: 15.9.2017

DELİL DÜVAZI
Mü’min,müslim meydan açtı Ali’den
Yansın Ali aşkına, uyansın çerağ
Muhammed Mustafa kevni doludan
Yansın Ali aşkına, uyansın çerağ

Hatice, Fâtıma nura boyandı
Hasan, Hüseyin’den içenler kandı
Şah Zeynel Abâ’dan çerağlar yandı
Yansın Ali aşkına, uyansın çerağ

Bâkır’dan bakalım Câfer yoluna
Musa-i Kâzım’ın gonca gülüne
Rıza’nın ihsanı çoktur kuluna
Yansın Ali aşkına, uyansın çerağ

Onik’imam dergâhında darımız
Tâki, Nâkî, Askerî sâdık yarimiz
Mehdî Sahip Zaman şavk-ı nurumuz
Yansın Ali aşkına, uyansın çerağ

Seyit Süleyman’ım zikrim Hakk ile
Hakikata Hakk katarı çekile
Kıyamete kadar yanıp yakıla
Yansın Ali aşkına, uyansın çerağ
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Ek 5: Her Bunalan Sana Tutar Yüzünü eserinin ezgisel kuruluş bilgileri

Yöresi: Çankırı/Şabanözü/Ovacık Köyü Derleyen/Notaya Alan: Armağan COŞKUN

Kaynak kişi: Hüseyin KESEN Derleme Tarihi: 15.9.2017

HER BUNALAN SANA TUTAR YÜZÜNÜ
Her bunalan sana tutar yüzünü
Hakk, Muhammed, Ali gel aman yetiş
Kabûl eyle, yaz deftere sözümü
Bugün imdat günü gel aman yetiş

Bir hayırlı kapı aça Yaradan
Ayırma katardan, cemden, sıradan
Yeri, göğü, arşı, kürşü vâreden
Ağlatma çeşmimiz sil aman yetiş

Katarladım, âşk kervanın yederim
Onik’imamların virdin ederim
Sizden gayri özge yâri niderim
Şah Hasan, Hüseyin el’aman yetiş

Zeynel, Bâkır, Câfer kıblegâhımız
Mûsa Kâzım, Rıza padişâhımız
Tâki, Nâkî, Askerî, Mehdî râhımız
Zâlime bir kılıç çal aman yetiş

Yaralar hicrandır, dermana bakar
Şu Seyyîd Süleyman fermana bakar
Nûr cemâlin misk-i amber gül kokar
Hünkâr Hacı Bektaş Vel’aman yetiş
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Turkish religious music and Âşık (minstrel) Seyyid Süleyman 
in the context of the field in which he was active in the 
Alevite Ocaklar (organizations) centered in Çubuk/Şabanözü 
Extended Abstract
The cem minstrel/Alevi minstrel tradition, which constitutes a significant place within Turkish religious music, 
is under the threat of losing its place and importance in response to many elements, such as migration, 
urbanization, technologicalization, popular culture, etc. This study is research that has an ethnographic 
character for conducting an analysis of the literary and melodic construction of the works by Âşık (Minstrel) 
Seyyid Süleyman, who was an important figure in Turkish religious music, historical research for carefully 
examining the historical records of his life and period, and for setting forth the codes of the Alevi-Bektaşi 
(Bektashi) music culture. This research carefully examined the life, works, and melodies for thematic and 
literary structures in the axis of contributions to Turkish religious music by the innovator Cem minstrel/
Alevi minstrel Âşık Seyyid Süleyman, who represented the accumulation of experiences in the fields where 
he was active in the Alevi ocakları (organizations), such as Shah Kalender Veli Ocağı, Hacı Turabi Veli Ocağı, 
Cibali Sultan Ocağı, Hacı Muradi Veli Ocağı, and Mehemmed Abdal Ocağı centered in Çubuk/Şabanözü. In 
the research, it was targeted to carefully examine the multidisciplinary and multifaceted contributions by 
Âşık Seyyid Süleyman, the innovator of the region where he was dominant in the Alevi Ocaks centered in 
Çubuk/Şabanözü of the cem minstrelsy/Alevi minstrelsy tradition, which constitutes an important place 
within Turkish religious music. The cem minstrelsy/Alevi minstrelsy tradition has received its share in losing 
its place and importance in response to the transforming and changing conditions in the context of the oral, 
written, and electronic environments in the present-day. It is mandatory to carefully examine in this context 
Âşık Seyyid Süleyman, who represents and transfers to the present-day the accumulation of experiences 
of the sociocultural environment of which he was a member on keeping alive and transferring a thought 
tradition, which developed for over one thousand years. Starting from this point of view, the problem of 
the research is what were and how were the contributions of Âşık Seyyid Süleyman from a multidisciplinary 
and multifaceted aspect in the context of the field where he was active in the Turkish religious music and 
the Alevi ocaks centered in Çubuk/Şabanözü? The research aimed to utilize the situation study method for 
conducting interviews with source persons determined in the region for depicting the elements, which kept 
alive the contributions of Âşık Seyyid Süleyman to Turkish religious music and to solve the musico-folkloric 
structure related to the use of multi-qualitative research techniques. Many written sources were carefully 
examined in the fields of Turkish folklore, Turkish folk literature, Turkish folk music, and Turkish religious 
music for collecting the data in the research. The regional and music-context criteria unique to the field 
that were active in the five ocaks were considered in the determination and selection of these sources. The 
traditional cem minstrelsy/Alevi minstrelsy repertoire formed from the works by Âşık Seyyid Süleyman, which 
were set forth belonging to the field, when taken as the basis within the framework of the contributions 
to Turkish religious music, the results of the careful examination of the literary and melodic structures 
were in the following direction: words were in the forefront of the belief action in the works by Âşık Seyyid 
Süleyman, who transferred the heritage belonging to the fields of belief and culture to poetry and melodies 
and music was included as an assistant means. Âşık Seyyid Süleyman used a simple and understandable 
language with the syllabic meter pattern of 11 and thematically, his poetry had a rather rich character. In a 
careful examination of the melodic structure, the number of duvaz-ı imamları (breaths praising the twelve 
imams) are rather more in numbers compared to the others for the forms in musical narration. It is observed 
that the Karcığar mode is dominant in his works and while together with taking the Çargah mode pitch as 
the axis in some of these melodies, some take the Neva mode pitch. Leaps are observed between the Rest 
and Çargah modes. Besides the melodies that start and finish in the Uşşak and Hüseyni modes, there are also 
melodies included that start in the Hüseyni mode and pass to a Karcığar mode. The fact that Âşık Seyyid 
Süleyman was productive from the aspect of duvaz-ı imams in the field provided the greatest contribution. 
The unique constructed cem minstrelsy/Alevi minstrelsy oral cultural environment and the cem minstrelsy/
Alevi minstrelsy tradition in the city can be carefully examined by taking the research model example for 
folk science and musicology in the context of the unique religious musical applications of the other ocaks 
included within Anatolian Alevism. 

Keywords
$levi ocakV centered in Çubuk/6abanözü� ÇĂık 6e\\id 6üle\man� &em minVtrelV\/$levi 
minVtrelV\� literature� melod\� muVic Iolklore� TurkiVK reliJiouV muVic
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Ü]HULQGHQ İQFHOHQPHVLµ LVLPOL \�NVHN 
OLVDQV WH]LQGHQ �UHWLOPLĂ ROGXÿXQD \|QHOLN 
ELOJLOHQGLUPH VHKYHQ XQXWXOPXĂWXU�

Erratum
,Q WKH DUWLFOH WLWOHG ´+HUPHQHXWLF DQDO\VLV 
RI PHWDSKRUV IRU WKH UHEDS LQVWUXPHQW LQ 
DLYDQ�L SKDPV�L TDEUL]Lµ SXEOLVKHG LQ RDVW 
MXVLFRORJ\ JRXUQDO� \HDU ����� YROXPH ��� 
QXPEHU �� LQIRUPLQJ DERXW WKH IROORZLQJ 
LVVXH ZDV LQDGYHUWHQWO\ IRUJRWWHQ� TKLV 
DUWLFOH ZDV SURGXFHG IURP WKH PDVWHU·V 
WKHVLV WLWOHG ́ E[DPLQDWLRQ RI PXVLF WKRXJKW 
LQ MHYODQD &HOkOHGGLQ RXPv·V DLYkQ�L KHEvU 
WKURXJK WKH UHEDE PHWDSKRUµ� ZKLFK ZDV 
FRQGXFWHG XQGHU WKH VXSHUYLVLRQ RI AVVLVW�
3URI� )XO\D SR\OX %DÿoHFL DQG ZULWWHQ E\ 
M�FDKLW g]GHPLU DW WKH SRFLDO SFLHQFHV 
,QVWLWXWH MXVLFRORJ\ DHSDUWPHQW RI 1LÿGH 
gPHU +DOLVGHPLU 8QLYHUVLW\�
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