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al-Farab1’s Philosophy of Music

Fdarabi’nin Miizik Felsefesi

Muharrem Hafiz'

ABSTRACT

al-Farabi investigates the physical origins of sound by criticizing the Pythagorean
music of the spheres. In his work, Kitab al-Miisiqa al-Kabir (The Great Music Book),
he discusses the precedence between practical and theoretical music and considers
that, like any science, the principles of musicology must be addressed in terms of
their origins. It is necessary to determine the method required to establish musicology.
Nevertheless, the order of the celestial bodies’ regular movements does not determine
musical principles. In other words, the Pythagoreans’ claim that sounds are formed
by celestial body movements cannot be used as a musicological principle. At this
point, al-Farabi revealed his musical philosophy’s most distinctive and unusual aspect.
This indicates the presence of an artistic environment and a cultural structure. This
approach helps us understand music culture because al-Farabi emphasizes musicians’
space and time experiences. Therefore, theoretical music requires a sensory foundation
to achieve rational unity. This article discusses the possibility of al-Farabi’s music
philosophy in terms of subject, issue, and method, drawing on his work Kitab al-
Miisiqa al-Kabir.

Keywords: al-Farabi, philosophy of music, musicology, Kitab al-Miisiqa al-Kabir,
cultural environment
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al-Farabi’s Philosophy of Music

Introduction’

al-Farabi (d. 950) begins his Kitab al-Miisiga al-Kabir with the following statement: “If
there were a detailed and complete analysis of this science, it would be unnecessary to write
a book on this subject. [...] Only ignorant and malicious individuals accept and transmit
other people’s words without proper understanding” (1967: 36). The phrase “other people”
in this passage by al-Farabi is the focus of this study on the uniqueness of his music research.
In light of al-Farab1’s philosophical background, this study also explores his theoretical and
practical music perspectives.

Before delving into al-Farabi’s philosophy of music, I must clarify a technical distinction
to avoid the current conceptual confusion. The distinction is between musicology and music
philosophy. Music theorists are concerned with elements inherent in music, such as tone,
intervals, melody, rhythm, modes, transitions, composition, and musical instruments and their
application in musical theory and performance. However, the philosopher of music addresses
questions about the nature and origins of sound. Some of the questions are as follows: What is
sound? Is the origin of sound physical, cosmic, or metaphysical? What is the difference between
sound and melody? Where does the distinction between music practice and music theory start?
When discussing musical principles, does practice come before theory, or vice versa? Are the
principles underlying melodic sounds natural or supernatural? How does composition relate
to performance? Which has precedence over the other? How can we explain the transition
from sound to melody? What is the legitimate basis for the relationship between music and
other sciences? Can we talk about the music of celestial bodies? If so, how does the celestial
principle of all worldly music make sense? Is the primary principle of music perceptual or
phenomenological? Can music be considered both an art and a science? If possible, what is
the subject, principle, and method of science.

These are not the questions that music theorists ask. In this respect, Urmevi (d. 1294)
and Meragi (d. 1435) are music theorists, not philosophers of music. However, al-Farabi and
Avicenna (d. 1037) were music theorists and philosophers. Despite this, music philosophers’
theoretical views have not been as popular or relevant throughout music history as those of
music theorists.

Today, musicology is primarily defined as a discipline concerned with the mathematical
analysis of musical practices (composition or performance). However, it also focuses on the
practical aspects of sounds, melodies, intervals, rhythms, and music. According to al-Farabi,
while these two fields are technically distinct, music philosophy is the only prerequisite for the
theoretical processing of material derived from practical music experience. Consequently, al-

1 This study does not intend to introduce al-Farabi’s works on music one by one, but rather to explore the possibility
of a philosophy of music in al-Farabi’s thought concerning subject, issue, and method based on his work titled
Kitab al-Miisiqa al-Kabir. Turabi (2005) comprehensively discusses the introduction to al-Farabi’s musical
works.
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Farabi criticized the Pythagorean music of the spheres,? claiming that it emphasizes mathematical
principles over physical sound. Therefore, he rejected the idea that theoretical explanations
should be based solely on practical aspects. It should be noted that, despite the distinct nature
of these two fields (theoretical and practical) at different levels, it is of the utmost importance
to integrate them to establish a comprehensive understanding of musicology.

I. Principles of Musicology (‘Ilm al-Miisiqa)

At the beginning of his book, al-Farab1 declares that his research has two dimensions:
theoretical (nazari) and practical (amelr). From this vantage point, al-Farab1’s understanding
of music has a systematic structure in which one aspect is firmly rooted in theory and the other
in practice, emphasizing their interconnectedness as integral components of a cohesive whole.
Like all scientific disciplines, musicology requires a discussion of the principles (mebadr)
and their origins. Therefore, we must understand the significance of theory and practice in
al-Farabi’s thought and determine, which aspect comes first, whether the primary inception
is temporal or ontological (logical).

According to al-Farabi (1967: 37), three conditions are required to achieve competence
in theoretical research. These conditions are as follows: 1) knowledge of the field of interest’s
principles, ii) ability to draw the necessary conclusions of these principles from the data
belonging to this science, and iii) ability to respond to false theories and discern and correct
the ideas put forth by other authors. In musicology, as in all theoretical research, it is critical
to establish fundamental principles and the implications that arise from them.

Theoretical music necessitates understanding the principles underpinning musicology and
drawing conclusions from them. According to al-Farabi, the spherical order that results from
celestial bodies’ regular movements does not, however, determine musical principles. In other
words, the Pythagoreans’ claim that the sounds created by celestial body movements cannot
serve as the foundational principle of musicology. On the contrary, musical sound necessitates
a human experience that is primarily defined by physical movement. In this light, claiming that
celestial bodies produce music with sounds that we cannot hear and that the vocal order of these
spheres with harmonic movements is also the source of our music is meaningless. Therefore,
theoretical music requires a sensory basis in order to achieve rational unity. This perspective
emphasizes the impossibility of theory without sensory experience. Based on al-Farabi’s
approach, we can define his field of interest as “the aesthetics of music™ in the literal sense.*

2 The concept of the “Music of the Spheres” (Musica Universalis) represents the Pythagorean view, which holds
that the universe operates harmonically and musically. According to this theory, all celestial bodies emit musical
sounds as they move.

3 “Aesthetics” comes from the Greek word aisthesis, which means perception. By “the aesthetics of music,” I
mean that the foundational principle in musicology is primarily sensory.

4 Atthis point, al-Farabi relies on Aristotle’s methodological foundations and Aristoxenus’ (d. 300) understanding
of perception in music. Aristoxenus, an Aristotelian student, rejects the Pythagorean musical view of spheres
and claims that sound is perceptual (sensory), with some theoretical inferences and determinations possible
after sensation.
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al-Farabi’s Philosophy of Music

Upon establishing the principles and rules of theoretical research in music, al-Farabi
delves into the nature of practical music. In this context, al-Farabi discusses the practical
aspects of his research, beginning with examining the nature and origin of sound in music,
i.e., composition and performance as subsets of practical music. He then began to explore
both vocal and instrumental melodies.

II. The Distinction Between Practical and Theoretical Music
1. Practical Music

According to al-Farabi, “music” in its broadest sense refers to “melody” (alhan). However,
al-Farabi does not exclude elements like tone, range, and rhythm because they are already
implicit in the definition and analysis of melody. Furthermore, because the notes that constitute
a melody are similar to those used in linguistic discourse, they cannot be arranged arbitrarily.
A specific order in music is required, just as a specific syntax is required for language to be
meaningful (Shehadi, 1995: 51). Following this general determination, al-Farab1 poses the
following questions:

Is our perception of melody the same as what we imagine or reason with it or is the
thing perceived by melody different from the imaginable or intelligible? Alternatively,
is the melody sensory under some conditions or imaginable and intelligible under
some other states? (1967: 49).

At the outset of the practical study of music, everything associated with the melody is
classified as sensory, imagined, or intelligible. Given that the three types of perception are
related to human experience, the melody is naturally included in any research on the nature and
origin of sound in music as the subject of these three classes, and nonhuman elements should
be excluded. Because sensation, imagination, and reasoning are human cognitive abilities, any
investigation into the nature and origin of the melody should exclude any elements outside
of this classification. At this point, al-Farabi discusses the relationship between practical and
theoretical music, a theme throughout his research. This discussion focuses on composition
and performance, subsets of applied (practical) music and instrumental and vocal music from
the types of performance.

1.1. Practice Precedes Theory

According to al-Farabi, “Music is an art that deals with melodies and makes them more
perfect and excellent” (1967:50). Since melody is always associated with an activity, such as
composition or performance, practical music takes precedence (fagaddum) over theory. However,
like all arts, music is composed of arrangements (kay 'a) regarding abilities and capacities. In
terms of determining the rational principles in these arrangements, the fact that theories come
after sensory experience in the temporal sense does not render reason completely useless or
trivial in musical analysis, nor does it diminish its importance in comparison to practice. If the
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scientific foundations of music are to be established, the material derived from practical music
must be rationally organized. Otherwise, there can be no discussion of musicology or music’s
scientific legitimacy. In this regard, sound’s auditory and phenomenological expressions do
not imply that musical sound is only sensual. Musicology cannot be discussed unless the entire
aural experience is integrated into a rational unity. Therefore, the theoretical and practical
aspects of music constantly depend on one another, and the absence of one raises questions
about the function of the other. In this regard, al-Farabi’s book emphasizes the prevalent
belief that performance takes precedence over theory for those who practice music and seek
to reinforce theory through performance.

al-Farabi argues that practical music emerges primarily through sensory experience. In great
detail, he examines the relationship between the two branches of practical music, composition
and performance. The question is, which comes first: composition or performance? At first
glance, one might wonder what the performer would play without a composition. However, as
al-Farabi suggests, performance should take precedence over composition from a functional
standpoint because compositions are designed to be performed. Unfortunately, due to the
limitations of my article, I cannot delve into this discussion here. However, it demonstrates
that practical music prioritizes theory, and similar discussions are extremely beneficial in the
context of practical music.

There is a similarity between instrumental and vocal music. Instrumental music takes
precedence over vocal music due to its general character. However, considering temporal
precedence, instrumental music is a later addition to vocal music. Ontological or logical
precedence may also be involved in rational inferences that establish the principal unity
of the aural material. On the other hand, one could argue that something that emerges later
may be more valuable in terms of purpose and competence. For example, in terms of human
biological and mental development, infancy comes before childhood, and childhood comes
before adulthood. However, a person’s level of perfection (kamal) does not correspond to
infancy or childhood. Although adulthood occurs later in life, it represents the potential for
human progress and development as a goal.

Sensation (experience), imagination (image), and intellect (concept) are three types
of perception. The melodic multiplicity formed by sensation and imagination must find a
fundamental unity through the intellect’s ability to form concepts. Only in such cases can one
speak of musicology, in which the rules are competently determined. As a result, theoretical
music can be defined as a stage of purposefulness and competence that, in principle, combines
the perceptual multiplicity of sounds. In any case, al-Farabi considers practical music is more
about imagination than intellect. However, in al-Farabi’s music research, the term “intellect”
does not refer to the faculty that forms a metaphysical union (i#fisal) with the divine existents.
Instead, it refers to the theoretical ability to develop materials derived from practical musical
composition. The only prerequisite for a comprehensive musicological treatment of the tone
and melody that emerged at the sensory and imaginative levels is the establishment of these
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multitudes of sounds with an intellectual arrangement in unity. Otherwise, we cannot discuss
the scientific foundations of musicology.

al-Farab1 (1967: 58) expanded on his analysis, including distinctions between sensation,
imagination, and reasoning in classical theories of the soul in the study of music. Thus, there
are three distinct degrees of musical organization:

i)  Musicians should always rely on sensation. The fact that sound is a physical phenomenon
is appropriate for this level.

ii) Without sensory material, the musician creates melodies in his imagination but is
unaware of their rational (theoretical) principles.

iii) The musician reaches the power of intellectual perception in everything he creates with
his or her sensation and imagination.

According to al-Farabi, when a musician cannot think about his or her composition, his
or her talent is known as instinct (ghariza) or temperament (tabia °). However, this cannot be
considered true art. Since one can speak of true art to the extent that musicians can intellectually
conceive what they imagine at the same time. In this category, al-Farabi (1967: 54) mentions
Ishak al-Mevsili (d. 850), an important figure in Arab music history. Although al-Farabt does
not mention his name in this category (iii), we can classify him as a composer, performer,
and music theorist.

According to al-Farabi, we must be in specific emotional states to produce melodic sounds.
In other words, the source of musical sounds cannot be external objects such as celestial bodies,
but rather the subject itself, specifically the human soul. al-Farabi explains his idea as follows:

If we consider sounds as signs of certain passions and emotions,’ they [melodies]
will replace these states. [...] Therefore, melodies that emerge from a passion are
its signs in terms of the expression and imitation of this state (1967: 66).

Therefore, music expresses the passions that arise in the soul, which naturally seeks
perfection, and serves as a sign pointing to these passions through imitation. In this case,
melodies take the place of emotions and states. al-Farabi’s phenomenological and perceptual
sound theory, which he proposed on the nature and origin of musical sound, is unique for
his time. In this regard, al-Farabt’s view of musical sounds and melodies as expressions of
feelings is reminiscent of modern impressionism Impressionist artists in modern times also
believed they were expressing their perceptions and impressions of nature, rather than nature
as an objective fact. Later, Ibn Sina defended and developed this impressionistic approach
(Shehadi, 1995: 77).

5 “Passion” comes from the Greek word “pathos” (pl. pathemata). The Arabic term as “infial” (pl. infialat”) refers
to a passive state of receptivity, also known as pathos. This term is most commonly translated into English as
emotions.
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1.2. The Separation Between Natural and Artificial Sound

The last subject that al-Farabi discusses in his analysis of practical music is the distinction
between natural (fabi7) and artificial (sun 7) sound. In this context, al-Farabi differentiates
between musical instruments’ natural and artificial sounds. Although oud or wind instruments are
considered artificial instruments, the human voice is the most obvious natural instrument. The
true meaning of the distinction between natural and artificial sound is to establish the fundamental
principles of music. As is well known, the sciences must first identify the fundamental principles
governing their subject and then organize the rationally derived results from these principles.
In this regard, we can inquire whether there is a relationship between natural and artificial
instruments, and which comes first. In other words, the question here is whether artificial
sounds are produced by artificial instruments or natural sounds by natural instruments.

Before al-Farabi, the classical (Pythagorean) understanding of music was based on spheres
and their movements. Even if such music exists, the sounds described by al-Farabt are not
natural because no instrument, such as the human larynx, produces them. Therefore, al-Farabi
adheres to the Aristotelian theory of nature and movement concerning the natural origin of
sound. Accordingly, motion is a physical phenomenon, whereas sound is a corporeal event
that occurs when two bodies collide. Celestial bodies do not fall into any of the instrument
categories in terms of sound production and perception. Even if they produce sound, they
cannot be the source and origin of musical sounds for us. For all of these reasons, Pythagoreans’
claim that celestial bodies are natural and musical instruments is unacceptable. Furthermore,
this approach cannot prove the melody principle because it accepts the existence of musical
sound in the absence of an instrument (Shehadi, 1995: 53-54).

According to al-Farabi, natural or artificial sounds must be audible to human perception,
because music that claims to be natural but lacks an auditory dimension lacks scientific
legitimacy. Music not produced by natural instruments, such as celestial bodies, is excluded
from the categories of al-Farabi’s musical sounds. Sounds that are not produced by natural
instruments like the larynx, uvula, and nose cannot be considered musical. In this context, al-
Farab1 explicitly presents his idea about the origin and nature of the melody in the following
passage:

As the Pythagoreans claim that celestial bodies and stars produce harmonious
melodies in terms of their movements is unacceptable. For it has been outlined in
natural science that they cannot produce sounds with their movements and that this
claim is not possible (1967: 88).

According to al-Farabi, celestial bodies are incapable of producing musical sounds. His
objection to the idea of musical spheres is based on natural science. In other words, this objection
is based on natural philosophy, as al-Farab1’s definitions of sound and musical sound are
consistent with his philosophy of nature and movement. On the other hand, even if we accept
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the possibility of universal music® in terms of tones and scales, the question of whether it can
be called “music” in the same way that we refer to any other human art form will arise. Thus,
al-Farabi follows the Aristotelian tradition of music philosophy rather than the Pythagorean.

2. Theoretical Music

al-Farabi does not use the term “musicology” (‘t/m al-miisiqa) in passages that describe the
practical aspects of music. Despite the precedence of practical music, it is evident that music is
not completely practical because it is a science. al-Farabi defines theoretical music as an actual
(bi’l-fi']) scientific explanation of melodies and their variations that arise in the soul (nafs)
(1967: 83). Music, like any other science, requires a solid understanding of its fundamentals.
Furthermore, al-Farabi used the term “scientific explanation” to refer to theoretical explanation
in music. Thus, theoretical music scientifically explains the melodious multitude that arose
imaginarily in souls. In other words, the scientific explanation of musical sounds requires the
presence of audible sounds.

In classical terms, practical music is analogous to matter, while theoretical music corresponds
to form. al-Farabi contends that the sensory material derived from practical music should be
described in a scientific framework using a theoretical language. Furthermore, the knowledge
required for practice is not scientific knowledge but skill (ma ‘rife), which is not theoretical.
Therefore, knowledge of the practical art refers to the proficiency required for that practice. In
this context, al-Farabi considers applied music to be an accidental (i /-araz) science, rather
than an essential (bizzat) (1967: 89).

When al-Farabi says “musicology is an actual (bi’l-fi‘l) scientific explanation,” he means
the potential (bi’l-kuvve) participation of practical/auditory content (material) through the
theoretical intellect, thereby configuring the sensory multitude. In this regard, al-Farabi cites
Aristotle’s Posterior Analytics for the theoretical (scientific) foundations of music (1967: 90).
On the other hand, the music theorist does not have to be the creator of tones and melodies;
all that is required is for the theoretician to contextualize the sounds produced by the musician
within a theoretical framework.

When researching theoretical principles of musicology, al-Farabt believes that the art
of music, like all other arts, should be rationally and scientifically organized (nutk).” al-
Farabi also uses the term “i/m” to refer to scientific knowledge. According to him, scientific
knowledge (science) is the discovery of the reasons for the existence of something in us.
This determination is critical for developing a causal understanding of melodies based on our
human/psychic (nefsani) experience. In other words, the ontic status of sound and its causes

6 By “universal music,” I refer to the Pythagorean understanding of music, which holds that the universe is
harmonically musical. As a result, al-Farabi opposes this type of universal music.

7 “Nutk” is a possible translation of the Greek term “/ogos.” It encompasses the concepts of knowing and speaking
with reason. al-Farabi believes that the principles of musicology should be established rationally, justifiably,
and scientifically.
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in the soul cannot be considered independently. Therefore, since knowledge in principle is the
knowledge of something that always exists (mevciid), the scientific determination of musical
sounds necessitates the presence of aural sounds. However, because sensation lacks the ability
or authority to judge, the sensory multiplicity of sounds must be brought together by the power
of reason. In this regard, although the vast amount of data gathered from practical music cannot
provide scientific knowledge, the intellect also lacks the legitimacy to impose principles and
theories independent of sensory experience.

As al-Farabi elaborated in his work Kitab al-Burhan (The Book of Demonstration), scientific
knowledge aims to deduce the primary causes from the consequences. According to al-Farabi,

The experiences of practical musicians are valuable in theoretical music. However,
when considering the chronological order of these two arts, it becomes evident that
the experiential precedes the theoretical in most cases (2008: 51).

Therefore, the principal objective of musicology is to establish scientific and demonstrative
knowledge based on practical music experiences (1967: 82—83). Although it is possible to
argue that music has a sensory component in al-Farabi’s research, it would be incorrect to
claim that his philosophy of music is purely empiricist, because the auditory multiplicity of
sounds must be unified using principles.

al-Farab1 (1967: 85) defines theoretical music as the rational form of practical music.
According to the Islamic peripatetic (Messhat) tradition’s matter-form ontology, practice
and theory cannot be considered distinct fields in music philosophy. To establish a musical
theory, it is always necessary to consider existing musical art practically, that is, a cultural
environment in which musical patterns emerge. When melodies reach a principled level, they
become the focus of theoretical music. Tone is the primary element of melody, just as letters
are in language. This tone and melody are the focus of theoretical research because melodic
sounds are a practical experience that emerges within a specific community and cultural context.
The idea of practical precedence over theory in his philosophy of music is outstanding at this
point. al-Farabt applies this conception to his society’s music culture, developing a theory of
these melodies with Aristotelian content.

In this context, al-Farabi likens music to language. Languages spoken by communities
have a structured framework of letters, words, and sentences (grammar), and perceptions
of melodic and rhythmic arrangements vary accordingly. al-Farabi associates differences in
musical structures with temperaments and innate qualities, just as languages vary between
nations. Physiological, biological, anthropological, geographic, and climatic conditions all
play a role. This characteristic is shared by melodic structures composed and performed at
specific times and locations. In his work Kitab al-Hurif (2018: 154-168), al-Farabi developed
a theory about the emergence of language, but he described the theory of the modal structure
that emerged in his land rather than Greek music. According to this viewpoint, al-Farabi’s
Kitab al-Miisiqa al-Kabir combines music theory with extensive experience and observation.
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al-Farabi examines melodies’ scientific structure, saying, “Let us now delve into the melodies
composed (te’11f) by these societies” (1967: 110). At the start of the section on theoretical music,
al-Farab1 posits that the first principles of demonstration (burhan) in any art are established
by sensing the specific elements of that art within the soul. This emphasizes how important
the cultural environment is in music. After these details are perceived, reason organizes the
aural materials. It is clear that rational principles extend beyond the senses. If such limitations
existed, it would be impossible to demonstrate theoretical knowledge of this art.

According to al-Farabi, exact knowledge is the process by which reason primarily combines
(terkib) data derived from sensual and imaginary sources. While some of these are validated
by precise reasoning, others require repeated sensory experience. However, reason lacks the
legitimacy to assert principles apart from the senses. According to al-Farabi, strong sensation
data lead to stronger principles, whereas weaker data lead to weaker principles (al-Farab1
1967: 92).

al-Farabi applies this general rule to the philosophy of music. al-Farabi refers to the repetition
of sensations in music as “experience.” In many ways, experience and induction (istiqra) are
similar, but not the same. Although there is no special act of induction that leads from the sense
to reason, there is such a feature in experience. As a result, the first principles of reason are
derived from the permanent experience created by sensations. More precisely, although the
entire collection of melodies represents a dispersed multitude, the theoretical reason in music
brings this multiplicity together and gives it a principle. However, it is incorrect to assume
that sensory materials provide the principle for a reason. The reason is that the only authority
provides the auditory multitude with its primary unity. In this regard, the multitude can only
provide the foundation for rational unity, not the principle of unity. Thus, neither practical nor
theoretical knowledge in music nor any other art form can be considered independent of the
experiential. Theoretical musical knowledge is not entirely free of the sensual, and it derives
its principles from experience, which is a combination of the senses. In a way, al-Farabt adapts
the first sentence of Aristotle’s Metaphysics, “desire to know”® (ma ‘rife bi t-tab) to musicology,
claiming that mental principles are derived from experience combined with sensation, memory,
experience, art, and scientific knowledge.

According to al-Farabi, some people lack such theoretical knowledge and perceive themselves
as independent of practical experience. As a result, association with a wise person (hakim)
elevates unproven knowledge to certainty and clarity. al-Farabi says, “For them, the wise is
the person who first brought art to light. However, this assumption is never true” (1967: 99).

8  Aristotle’s Metaphysics begins with the statement, “Man by nature desires to know.” The verb (orego) used
to express a desire to know something represents intent and orientation toward achieving a goal. As a result,
Aristotle defines scientific knowledge (episteme) as the gradual elevation of human nature’s potential abilities
to the rational level. al-Farabi translates this verb as “eagerness” (shevk). Consequently, when the fundamental
abilities (senses, imagination, experience, and art) are used correctly, this process leads an individual to precise
and certain knowledge. As a result, it is emphasized that knowledge, in terms of manner and method, cannot be
obtained without sensible experience. See also al-Farabi (1967: 66, 95-96).
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Thus, he criticizes the Pythagorean tradition’s understanding of wisdom and divine music.
Consequently, any activity centered on a person believed to have wise intelligence is unscientific.

2.1. Development of Music from a Natural Disposition to an Artistic
Competence

After stating that the principles of theoretical music should be proven by reason, al-Farabi
states that “most (cull) of the entities come into existence not through nature but through art in
this science [music]” (1967: 89). The key word here is “most.” Even if we interpret this word
as “for all practical purposes,” there may be at least one example. However, according to al-
Farabi, this cannot be an instance of heavenly music. What does it mean that not all musical
subjects, but the majority of them, lead to artistic expression? What are those that, except for
the word “most,” could still be included in the field of music?

Although the phrase “most” refers to all practical (artistic) uses, al-Farab1 allows for one
exception (Shehadi, 1995: 55). Whatever way we look at it, this exception will undoubtedly
not be heavenly music for al-Farabi. Celestial body movements cannot be the subject of
musicology because they are not within the scope of the discipline. So, why could al-Farabi
use such a unique expression? Are there any exceptional situations, even in a narrow sense?
That is, what constitutes natural music that is not artistic?

Suppose that the natural in this context refers to human (vocal) sound, and the artistic is
instrumental as an artifact (sun 7). From this perspective, vocal music belongs in the natural
category and instrumental music in the artistic category. Although instrumental music is the
next step after vocal melodic structures, it allows the natural style of producing vocal music
to be used artificially (sinar), that is, through musical instruments. Furthermore, people have
likely noticed that playing the instruments with a verbal melody has increased enjoyment
over time. Practical music may have achieved artistic competence through the invention of
the oud and other instruments.

When we consider the possible purpose of al-Farabi’s use of the word “most” in the context
of precedence in instrumental and vocal music, we reach the following conclusion: In addition
to the natural sound of the human voice (vocal music), the practical art of music as culture has
evolved through the invention and development of instruments by people living in a specific
community, time period, and geographical conditions. Therefore, it is more reasonable to
characterize the discussion here as the natural and artistic aspects of practical music in terms of
the development of musical abilities and tendencies. Furthermore, this issue is not independent
of the precedence problem in musical sound.

However, this interpretation is not without criticism. According to this interpretation, the
natural (human) voice achieves artistic competence through the use of artificial instruments.
As a result, it is believed that al-Farabi’s intention in this sentence (“most of the entities
come into existence not through nature but through art in this science”) is instrumental music
rather than vocal music containing the human voice. However, even if we separate musical
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competence for instrumental music from vocal music, it does not seem reasonable to say
that “most“of the music is performed with instruments and vocal music is an exception.The
subject addressed by al-Farabi here may be related to a discussion about the origins of music
as a cultural phenomenon. In other words, the term “natural music,” which does not fall
under the category of “most”, can refer to a style of music-making that has not yet reached a
sophisticated level and may be perceived as spontaneous, primitive, arbitrary, and amateurish.
Thus, an exception would be a “natural” feeling, i.e., basic, instinctive, or spontaneous, rather
than consciously and deliberately composed music. However, because al-Farabi claims that
celestial music is impossible, the exception mentioned in this passage cannot be applied to
any sound that is not produced by human effort. In this sense, musical sound with its natural
content, which has not yet advanced to the level of art, will provide the subject matter for this
science. Still, it will be primarily the subject of this science once it has advanced to an artistic
level in terms of composition and performance. In this sense, the phenomenon of music occurs
naturally in all human environments. However, when talented people engage in composition
and performance that go beyond arbitrary, elemental, instinctive, or spontaneous use, the music
and cultural environment begin to develop as practical art. This exception, which al-Farabi
excludes with the word “most”, may be associated with natural music in the sense of instinctive
and spontaneous (1967:97). As a result, this expression does not refer to the musicality of a
natural sound, such as birds chirping, or Pythagorean musica universalia, which cannot be
produced by human intervention or ability. In this case, practical music should be formed
through a musical experience primarily influenced by the cultural environment.

2.2. Bringing the Perceptual Manifold to Rational Unity: Inductive and
Deductive Methods

In the previous subsection, I discussed the argument that reasoning in theoretical music
should be based on sensory and imaginary experiences. The next stage must address the issue
of how auditory data obtained through experience is theoretically combined.

According to al-Farabi, a music theorist is someone who brings together a variety of aural
experiences. Tones, melodies, and intervals are indeed dependent on sensation and imagination.
In this regard, the theorist must understand both the inductive method, which takes the melodic
multiple to the rational principles, and the deductive method, which takes the first principles
to the individual melodies. While both methods function as causes, induction is the primary
method used in music to progress from aural multiplicity to principles.

When the principles are unclear, we use the inductive method to determine the practitioner,
followed by the deductive approach. To understand the principles, one must first know (i)
what these principles are, (ii) how many there are, and (iii) the conditions under which they
occur (al-Farabi 1967: 186—187).

According to al-Farabi, music, like most other arts, has innate principles. However, scientific
knowledge is not appropriate at this time. In this regard, the principles of any art should be
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established inductively. In this regard, al-Farab1 maintains that the theorist can receive practical
assistance from the musician. In other words, if we do not have the necessary principles in
musicology, we must learn them from a qualified («¢4/) individual. This method is inductive.
However, just because induction is the primary approach in musicology does not mean that
theorists exclude deduction. Like all other artistic disciplines, music is inherently sensory,
experiential, and phenomenological. As a consequence, the principles obtained through
deductive reasoning are subsequently applied to auditory data (al-Farabi 1967: 188).

Throughout his career, al-Farabt has linked scientific structure to applied music. He
strongly opposes the Pythagorean deductive method, which is based solely on mathematical
(theoretical) principles rather than perceptual basis. As a result, nonphenomenological and
nonexperimental sound models are not relevant to musicology. In conclusion, music theorists
must understand both methods based on the nature of musical phenomena.

ITI. The Cultural Environment as the Unity of Theory and Practice in
Music

Given the unity of theory and practice in al-Farabi’s philosophy of music, we can ask the
following questions: Can a theory be derived from an art whose practice has yet to be defined
in terms of music culture? What are the acceptable conditions for theorizing about the material
sufficiency of artistic activity? Is the musical data provided by an ordinary and spontaneous
activity, or by a cultural environment that qualifies it as true art? Could this be the theoretical
basis for music performed by societies that do not define their cultural environment? If so,
how legit is this? To find answers to these questions, we should consider al-Farabi’s views on
the temporality and spatiality of practical experience.

In his book’s second article (makale), al-Farabi states that the power of perception must
be precise to determine rational principles. Any cognitive faculty in sensory or imaginary
abilities is pleasant when it reaches the end of its competence (istikmal) and disturbing when
it contradicts its nature. Sensation, according to al-Farabi, should naturally function for
perceptual competence. Just as a patient is unable to taste their food, a person whose sensory
faculty has deviated from its natural state will perceive a pleasant tune as a disturbing sound.
In this context, al-Farabt contends that people naturally perceive pleasant and unpleasant things
based on their lands (mesakin). Therefore, when people leave their home territory and travel to
another location, they must assess the diversity of that land in its natural state (al-Farabi 1967:
109). These differences include the climate, eating and drinking habits, and customs of these
regions. Following these determinations, al-Farabi (1967: 110) states, “Now let’s examine the
melodies created by these communities (umem)” and moves on to a theoretical analysis of
the practical music performed by the communities in the geographical region where al-Farab1
lived. For, theoretical principles must be based on practical experience.

According to al-Farabi, musical theories cannot be established independently of time and
space experience. Let us consider al-Farabt’s statements, which I quoted at the start of this study:
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If there were a detailed and complete analysis of this science in all aspects, it would
be unnecessary to write a book on this subject. [...] Only ignorant and malicious
people accept and transmit other peoples’ sayings as it is (1967: 36).

Farmer (1997: 475) attributes al-Farab1’s ability to write a masterpiece such Kitab al-Misiga
al-Kabir to his familiarity with previously written Greek works in this field. While the works of
Greek music theorists were largely unknown in medieval Latin, the musical writings of renowned
thinkers such as Aristotle, Aristoxenus, Euclid, Nicomachus, Ptolemy, and Themistius were well
known among Islamic intellectual circles. Farmer does not claim that al-Farabi’s ideas in this
field are solely derived from ancient Greek philosophy, or that his musical views lack originality.
Farmer (1930: 288-89) takes a stand against those who claim that al-Farabi’s musical ideas
are entirely derived from Aristoxenus. However, it is not logical to attribute al-Farabi’s Kitab
al-Miisiga al-Kabir solely to his knowledge of Greek works in this field. The issue is only the
knowledge of these works. In this case, how should we interpret the originality in al-Farab1’s
approach to the philosophy of music?

As previously stated, al-Farabi’s philosophy of music strongly emphasizes practice before
theory. This assertion is anything but ordinary and trivial. al-Farabi applies this viewpoint to
the musical culture of the society in which he lives. He recognizes the practical aspect of music
and develops a theoretical framework for these melodies, drawing on Aristotle’s philosophical
foundations, as the ontic reality of this thing or thisness is extremely important in Aristotelian
philosophy.

Moreover, according to Farmer, the people al-Farabi refers to as “ancients” (kudema) in the
introduction of his book and who have “incomplete studies” in this science are ancient Greek
theorists. However, when al-Farab1’s claim of a theory based on practice is examined more
closely, it becomes clear that he focuses on musicology that has yet to be written in the geography
where he lives. To be more specific, the musical studies that al-Farabt considers incomplete
and faulty have nothing to do with Greek music. In contrast, al-Farabi emphasizes the scarcity
of philosophical and theoretical research on the practical experience of music that arose in his
cultural milieu. As a result, I argue that the expression refers to a lack of musicology of practical
music in the communities with which al-Farabt was familiar. When we interpret the text in this
way, we can better understand why it is ignorant and malicious to convey what others say as it is.

The unity of theory and practice, according to al-Farabi, should not be interpreted as a formal,
abstract, and universally applicable theory, as the Pythagorean approach is, but rather through
the music composed and performed by a specific nation at a specific time and place, as well as
the theoretical presentation of this music. Furthermore, al-Farabi recognizes the contributions of
ancient Greek thinkers and discusses the progressive aspect of musicology as follows:

I observed that some of the works I read had theoretical flaws and some were
consistent. These faults cannot be attributed to the incompetence of the ancient
authors, nor can it be assumed that they were unable to perfect this science. These
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thinkers were highly competent and had no goal other than advancing this field of
study. These mentally talented people followed each other and studied carefully the
words and thoughts of their predecessors in order to increase the knowledge they
acquired. Furthermore, some of their writings on music have either been lost or
incorrectly translated into Arabic. This could be the only plausible explanation for
the existence of these flaws (1967: 36-37).

Another point that will strengthen my idea is that the reference instrument used by al-
Farabi is not aulos’® but shahriid'® when basing his theoretical research on music (1967: 120).
According to al-Farabi, melodies exist within the communities that compose and perform them.
In this regard, musical theories cannot be developed unless they are grounded in the local and
specific context, and the natural melodies or instruments from which theoretical principles
can be deduced are those accepted within the community. In musical analysis, al-Farabi draws
inspiration from Aristoxenus and empiricist philosophers embracing the idea that ““practice
precedes theory.” Nonetheless, he offers a theoretical framework for applying this conception
to practical music in his region. Those who claim al-Farabi merely repeated Aristotle’s words
do not understand his philosophy. Therefore, unlike the Pythagorean philosophy of music, al-
Farab1’s philosophy of music should not be interpreted as a pure, absolute, and universal theory
free of sensation. In other words, al-Farabt’s understanding of music should be interpreted as
a theoretical presentation of a tonal system based on a given society’s musical experience. al-
Farabi also defends the validity of his idea with the following argument:

This emerges from the discourse of some master musicians who have long practiced
this art and studied natural notes, unlike those who could not provide clear evidence
of their claims in their writings due to their lack of musical ear training (1967: 136).

al-Farabi also claims that during his time, a group followed in the footsteps of the
Pythagoreans, relying on abstract mathematical proportions rather than the ear and perceptual
experience in musical sound. According to al-Farabt (1967: 138), this group imitated ancient
Greek mathematicians without considering practical musical experience. They accurately
conveyed what the ancients said, but could not explain and prove their claims.! al-Farabi
thought that it would be appropriate to examine sounds, melodies, and notes physically first,
then mathematically formulate the information gained from sensory experience. As a result,
al-Farabi sees no value in the purely quantitative synthesis and arrangement of musical sounds
without regard for experience. He explains in the following sentences why practice and theory
in music are inextricably linked:

Our senses alone do not enable us to determine all the states of a tune. Likewise,
theory cannot tell us whether a tune is natural. That is why we need to appeal to

Aulos is a woodwind instrument used in Ancient Greece.

10  Inhis book, al-Farabi (1967: 116) gives a detailed description of the instrument known as Shahriid, which means
“great oud.”.

11 Although al-Farabi does not name the members of the Muslim intellectual circles, it is known that the Pythagorean
theory of music influenced al-Kindi before al-Farabi and the Ihkwan al-Safa after him.
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both musical theory and practice. Accordingly, this art does not investigate the tune
in an absolute way but in terms of whether it is natural. [...] In a word, musical
theory and musical practice complement each other and their unity constitutes
musicology (1967: 174).

In this case, the coexistence of the practical and theoretical in music implies the fundamental
unity of perceptual melodies. al-Farabi’s philosophy of music is based on Aristoxenus rather
than the Pythagorean tradition. Therefore, al-Farabi’s understanding of sound necessitates
both perceptual and theoretical knowledge to rationally unite the diverse range of melodic
sounds. It also implies that musicology and its principles, like all sciences, can change, develop,
and progress over time. Integrating theory and practice in music is inextricably linked to the
cultural context. Without a historical context corresponding to practical music’s temporal
and spatial dimensions, any theory presented as an original construct will essentially transmit
other people’s perspectives.

At this point, the importance of Kitab al-Miisiga al-Kabir becomes clear. For instance, it
significantly affected music research in Medieval Europe, as did some empiricist philosophers
like Roger Bacon (d. 1292). However, considering al-Farabi’s idea of perceptually in his
philosophy of music but ignoring his conception of theory and practice unity about the
cultural environment indicates a misunderstanding of the philosopher’s perspective. In this
context, the Latin world turned to Kitab al-Misiqa al-Kabir to investigate the fundamental
principles of musicology. However, they were unable to fully comprehend the inner structure
of this book due to their failure to cultivate independent musical experience during that time
(Randel 1976: 188).

Conclusion

The theoretical determination of sounds independent of practical experience is not possible
in al-Farab1’s philosophy of music. This approach to his music research necessitates rejecting
the traditional understanding of heavenly music. In this respect, al-Farabi rejects the idea of
cosmic harmony/music. It also suggests that perception of melody’s original nature should
come before theoretical quantification. While content cannot exist without form, form does
not come before content. When applied to music, this general rule of matter-form ontology
leads us to the conclusion that practical music provides auditory data to theoretical music. On
the other hand, theoretical reason lacks the legitimacy to assert rational principles independent
of practical music.

Remarkably, al-Farabt’ excluded metaphysical and cosmic elements from his philosophy of
music, despite systematizing the view of emanation in Islamic philosophy. However, because
metaphysics examines existence in terms of being as well as the principles of other particular
and theoretical sciences, the relationship between music and metaphysics is established in terms
of proof principles rather than ontic level. In essence, al-Farabi’s comprehension of music
differs from the concepts of cosmic harmony and metaphysics. Nonetheless, metaphysics is
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the science that examines the principles of musicology, defines its main principles, and detects
its flaws, just like other mathematical sciences.

In al-Farab1’s philosophy of music, the doctrine of the soul is active rather than cosmic
harmony. Music has three aspects of composition, performance, and audience effects: sensation,
imagination, and intellect. Like any other art form, music is the result of human imagination. In this
sense, al-Farabi emphasizes the quality of musical works created by the musician’s imagination.
However, al-Farabi distinguishes between music that is dependent on an instrument and music
in which the imagination operates independently of sensation. This distinction corresponds to
the distinction between musicians who compose musical works without using an instrument
and those who compose solely from their imagination. al-Farabi also emphasizes the fact that
a composer rarely reaches the point of reflecting on the tunes he has created in practical music.
However, this level corresponds to the theoretical arrangement of practical music material. As
a result, the power of reason is not metaphysical, but rather active in the music theorist’s proof
of the principles.

Music’s unity of practice and theory can only be understood in a cultural context. al-Farabt’s
emphasis on temporal and spatial experience in this art prompts us to consider the concept of
musical culture. In this regard, al-Farabi constructs an anthropological map of music practice
and provides a theoretical framework. This framework can also consider musical factors such as
geographical region, historical period, politics, religion, and patronage. Consequently, al-Farabt
defends a distinct understanding of musicology, emphasizing scientific progress, development,
and evolution over time.
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Osmanli hanedaninin Bati miizigi ile ilk tanigmasinin ¢ok eski tarihlere dayanmasina
karsin, Osmanh Devleti’nde ilk Bati miizigi kurumlarinin 19. Yiizyil baslarinda
kuruldugunu gérmekteyiz. Baglangigta miizikal Batililagsma, askeri modernizasyonun
bir pargasi olarak goriilmiis ve tabiatiyla ilk Bati miizigi kurumu askeri sistemin bir
pargast olan Musika-i Hiimaytin olmustur. Ozellikle Dolmabahge sarayinin agilmasi ile
kadim Osmanli saray yasantisi onemli oranda degisime ugramis, dogal olarak sarayda
bulunan miizik hayat: da degismis ve sarayda Batili anlamda ilk miizik kurumlari
olugmaya baslamistir. Bu degisim siireci toplum yasantisinda da hissedilmis, istanbul
basta olmak tizere 6nemli sehir merkezlerinde agilan tiyatrolar ve cesitli eglence
merkezleri sayesinde Bati miizigi toplumsal hayatta da icra yogunlugunu artirmstir.
Tiim bu gelismeler yasanirken Tiirk miizigi icrasi da bu yeni yapr iginde kendine yer
bulmustur. Bahsettigimiz degisim siirecinin etkisiyle kadim icra ve egitim zincirinde
bazi kopukluklar olsa da devlet akli devreye girmis, ve Tiirk miiziginin yeni sisteme
ayak uydurmasi igin gerekli dokunuslar1 yapmistir. Bu yoniiyle mezkur donemde
Osmanli devletinin olduk¢a kapsayict bir miizik politikast uyguladigini sdylemek
miimkiindiir. Bu durumu miizik kurumlarinin i¢ ice gegmisliginden, miizisyenlerin
miizikal donanimlarina kadar pek ¢ok alanda miisahede etmek miimkiindir. Bu
makale Osmanli devletinin degisim c¢ag1 olarak gosterilen 19. Yiizyilda miizik
alaninda meydana gelen degisimin izlerini siirerken bu degisim esnasinda yiiriitiilen
kapsayici politikay1 gozler 6niine sermeye odaklanmaktadir. Tiim bunlarin yani sira
bu ¢alismada, bahsi gegen donemdeki miizikal degisimin felsefi temelleri tizerinde
de durulmustur.

Anahtar Kelimeler: Miizik-politik, Osmanli miizigi, Darulelhan, Musika-i Hiimayn,
Askeri Miizik

ABSTRACT

Although the Ottoman dynasty members had a long history of involvement with
Western music, the Ottoman Empire’s first Western music foundations were
established in the nineteenth century. At the beginning, Westernization was viewed
as a component of army modernization; naturally, the foundation of Western music of
the Ottoman had been Musika-i Hiimaytn (Military band of the sultan). The musical
life of seraglio changed dramatically after Ottoman dynasty members moved to
Dolmabahche Palace, which was built in the Western court style, and the first Western
music ensembles of courts were founded. The community has felt the impact of this
change process. Although there were disconnections in the classical Turkish music
education chain during this time, the Ottoman Empire’s strategic intelligence took
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precautions to keep Turkish music and its educational system alive. In this regard, we can conclude that the Ottoman state
pursued a highly inclusive music policy during the aforementioned period. This situation can be observed by looking at the
various musical institutions closely related to one another and the profiles of the musicians who performed in these institutions.
This article traces the changes that occurred in music during the 19th century, referred to as the Ottoman Empire’s age of change,
and focuses on revealing the inclusive policy implemented during this change. Furthermore, the philosophical foundations of
musical change during the aforementioned period are discussed.

Keywords: Ottoman music, Military music, Turkish music, Ottoman music policy

EXTENDED ABSTRACT

Although the Ottoman dynasty members had a long history of involvement with Western
music, the Ottoman Empire’s first Western music foundations were established in the nineteenth
century. At the beginning, Westernization was viewed as a component of army modernization;
naturally, Musika-i Hiimay(n (the Sultan’s Military Band) served as the first foundation of
Ottoman Western music. The musical life of seraglio changed dramatically after Ottoman
dynasty members moved to Dolmabahche Palace, which was built in the Western court style,
and the first Western music ensembles of courts were founded. The community has felt the
impact of this change process. Western music’s intensity of performance in social life has
increased due to the theaters and other entertainment venues that have opened in important
urban centers, particularly in Istanbul. During these changes, Turkish music found a place in
the new structure. Despite occasional disconnections in the classical Turkish music education
chain, the Ottoman Empire’s strategic intelligence took steps to preserve Turkish music and
its educational system. In this regard, it is possible to conclude that the Ottoman state pursued
a highly inclusive music policy during the aforementioned period. This situation can be
observed by looking at the various musical institutions closely related to one another and the
profiles of the musicians who performed in these institutions. For example, regardless of their
musical profession, many musicians working in one institution were very knowledgeable about
Turkish and Western music. This article traces the changes that occurred in music during the
19th century, referred to as the Ottoman Empire’s age of change, and focuses on revealing the
inclusive policy implemented during this change. Furthermore, the philosophical foundations
of musical change during the aforementioned period are discussed. The first part of this
article focuses on the Ottoman Empire’s social changes and their effects on musical life in
the nineteenth century. It focuses primarily on changes in court life following the discovery
of the Dolmabahche Palace, the Ottoman Empire’s first Western-style palace. Changes in
court music are one of the article’s main topics. This chapter also discusses the new court
music management system developed following the foundation of the first Western-style
palace. The versatile musical personalities of the Ottoman dynasty members is another topic
of this article. The text pushes the musical abilities and skills of the dynasty members on the
table for this purpose. The purpose of this table is to show that the dynasty’s members had a
thorough understanding of music. If we examine this table, we can see that many members
played Western or Turkish music instruments. In addition, some members played both Western
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and Turkish instruments simultaneously. The second major section of this article discusses
the versatile personalities of prominent Ottoman musicians from this era. During this time,
we can see many musicians skilled in both genres. This situation serves as an indicator of
the Ottoman government’s inclusive music policy. Because many of these musicians were on
the court. The Ottoman Empire’s inclusive music policy is then analyzed regarding musical
foundations. Some regulations and curriculums of the musical foundations were analyzed for
this purpose. Following the analysis process, we gathered some information, which we present
in this text. The final section of the text was used to analyze the representation problem in
Turkish music and the precautions for resolving it. This situation was discussed within the
framework of reform and representation theories.
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Osmanl Devletinin Kapsayic1 Miizik Politikasinin Saray Miizik
Yasantisina Yansimalari

19. yiizy1lda Osmanli devlet ve toplum yasantisi oldukg¢a hizli bir sekilde degismeye
basladi. Askeri alanda baslayan Batililasma riizgari kisa siire igerisinde hissedilir bir hal aldu.
Dogal olarak toplum hayatinin en 6nemli unsurlarindan bir olan miizik hayatinda da degisimler
yasanmaya basladi.

Bu degisim siirecinin onciisii olan II. Mahmut doneminde mezkur miizikal Batililasma
hareketlerinin sadece askeri alanla sinirli kaldig1 sdylenebilir. Tarihsel kaynaklar incelendiginde
II. Mahmut dénemi saray hayati iginde Bati miizigi icrasinin son derece kisitli oldugu
goriilmektedir. Zira bu dénemde yapilan reformlarin pek ¢ogu gibi miizik alaninda yapilan
degisiklik te askeri amagla yapilmis ve askeri alanla sinirl kalmustir. Unlii tarihgi {lber Ortayl,
mezkur donem reformlarinin miizik alaninda da gordiigiimiiz bu 6zelligini su sozlerle dile
getirmistir:

“Osmanli Imparatorlugu’nun, askeri: gereksinimleri dolayisiyla Avrupa diinyasina,
diisiince ve edebiyattan daha énce yaklasmak zorunda oldugu aciktir. Askeri
reformlarin sadece kislayla simirli kalmayacagi, daha dogrusu reformun askeri:
cerrah yetistirmek icin tip egitimi, istihkam ve yol i¢in miihendislik egitimi, matematik,
cografya derken sonunda vergilerin diizenli toplanmasi i¢in maliyeye yansiyacagi
agiktir.” (Ortayl, 2018, 5.25)

Yukarida degindigimiz gibi miizik alanin da yapilan reform da dncelikle askeri amacla
yapilmis ve uzun siire cogunlukla askeri merasimlerin bir pargasi olarak varligini siirdiirmiistiir.

II. Mahmut’un ardindan gelen sultanlarin dénemlerinde ise Bat1 miiziginin zaman zaman
artis ve eksilisler olmasina ragmen her zaman kendine bir icra alan1 buldugunu gérmekteyiz.
Ozellikle Tanzimat fermaninin ilan edilmesinin ardindan olusan yeni biirokrat smifinin, Bati
miiziginin Osmanl devleti topraklarinda kurumsal bir icra alan1 kazanmasina yardime1 oldugu
sOylenebilir.

Peki bu biirokrat kitleyi de kapsayan yonetici sinifin miizikle ilgili politikasi nasildi? Mezkur
sinif tarafindan uygulanan veya uygulanmasi diisiiniilen miizik politikas1 Bati miizigini dnceleyen
veya Tiirk miizigini yok sayan bir politika miydi1? Elimizdeki veriler bu durumun bdyle
olmadigini gosterir mahiyettedir. Bu durumun ilk 6rneklerinden biri, Bati miiziginin kendine
en ¢ok icra alani buldugu bir donem olarak nitelendirebilecegimiz Abdiilmecid doneminde
goriilmektedir. Osmanli Arsivinde yer alan bir belgede Musika-i Hiimaytin’da gorevli hanende
ve sazendelerinin talimi i¢in bazi ¢ok dnemli ustalarin gérevlendirildigi goriilmektedir. Bu
belgenin igerigi kadar tarihinin de 6nemli oldugunu diisiiniiyoruz.

Zira bu tarih 25 Rebi‘i’l-ahir 1272 [4 Ocak 1856] yani Dolmabahge saraymin agiliginin birkag
ay oncesidir. Bu tarihin 6nemi Dolmabahge oncesi sarayda miizik hayatini diisiindiigiimiizde
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anlasilmaktadir. Zira Dolmabahge saray1 dncesi saray sisteminde miizik egitimi Enderun’a
bagli odalarda verilmekteydi. Enderun’a ¢irak olarak alinan yetenekli talebeler gesitli odalara
almiyor ve burada ayni oda da bulunmakta olan kidemli hocalardan musiki mesk ediyorlardi.
(Toker, 2016, s. 56) Dolmabahge sarayinin tamamlanmasiyla beraber saray yasantisi degistigi
icin yukarida kisaca bahsettigimiz mesk sisteminin iglerligi ortadan kalkmis oldu. Asagida
sundugumuz belge Osmanli yoneticilerinin bu duruma bigane kalmadiklarini ve mezkur mesk
zincirinin devam ettirilmesi i¢in aldiklar1 bir 6nlemi gozler 6niine sermektedir:

Muzika-i Hiimdytin-1 cendab-1 sehriyaride bulunan hanende ve sazendelerin mesk ve
talimine memir Miiezzinan-1 Hassadan Hésim Bey ile Santuri Ismet Aga ve Kanini
Omer Efendi ve Tanbiiri Osman Bey ve Kemdni Todoraki'ye is bu memiiriyetlerine
mahsus olmak iizere Hazine-i Hassa-y1 Hazret-i Sahaneden sehriye dérder yiiz
kurus maas tahsisi ser kurend-i cendb-1 padisahi anfetlii efendi hazretlerinin iktizdst
derkenar etdirilerek manzur-1 ma’ali- mevfur-1 hazret-i tacdari buryrulmak iizere arz
—1 takdim kilinan bir kit’a takririnde is’ar olunmus ise de ol babda her ne vechile
emr ii ferman-1 hiimdytin-1 cendb-1 hilafetpenahi miiteallik ve seref-siidiir buyrulur
ise muktezd-1 miinifininin infazina miisaraat olunacagi canib-i nezaret-i celile- yi
hazine-yi hassa-y1 sahdneden ba- tezkire led-elistizan mumdileyhime zikr olunan
memiriyetlerine mahsus olmak iizere hazine-i hdassa-i sahaneden sehriye dorder yiiz
kurus maasg tahsisi miiteallik ve seref siidiir buyrulan emr i irdde-i seniyye-i cendb-1
miiliikane-i ittiza-y1 dlisinden bulunmusg oldugu, cevaben is’ar buyrulmus oldugundan
iktiza-1 tesviyesi hdzine-i hassa-yi1 sahane muhasebesinde led-es-sual miimdileyhime
tahsis buyrulan murakkamii’l- miktar maaslarin is bu yetmis iki senesinde vaki yetmis
bir senesi kanun-1 evveli ibtiddsindan itibdaren Muzika-1 Hiimaytin 'un Hazine-i Hassa-
yi sahdneden muhasses bulunan iki bin dokuz yiiz otuz kurus maaslarina ilaveten
i td kilmacagi malum olmak igin hazine-i merkiime muhasebesine kayd ile Muzika-y1
Hiimayun mirlivasi izzetlii Necip Bey Efendi taraflarina ve sergi muhasebesine ilm
ti haberlerinin tahriri husisu derkendr olunarak miicibince ilm ii haberleri tahrir
olunmak ferman-1 miisir? buyrulmus olmagin mantukinca kayd olunup Muzika-y1
Hiimayin mirlivasi izzetlii Beyefendi taraflarina ve hazine-i celile-i merkiime sergi
muhasebesine baska baska ilm ti haberleri verilmistir.

F125 Rebi‘ii’l-ahir sene 1272 [ 4 Ocak 1856] (BOA, HH.d. 650).

Yukarida da belirttigimiz gibi sarayda bulunan mesk zincirinin son bulmasiyla Tiirk musikisi
icrasinda dnemli oranda sikint1 dogacagi diistiniilebilir. Ancak tam bu nokta da devlet akli devreye
girmis, Tirk miizigi icrasini sarayda bulunan tiim miizik kurumlarini biinyesinde barmdiran
Musika-i Hiimaytn’a baglamis ve séz konusu toplulugun mensuplarinin egitimi i¢in bazi
usta musikisinaslari tayin etmistir. Zira daha 6nce de belirttigimiz gibi bu belge Dolmabahge
sarayinda yasam baslamadan birkag ay evvel tanzim edilmistir.

Mezkur belge bize Batili saray tipinde saray yasantisina gegtikten sonra da devlet yoneticilerinin
Tiirk musikisinin saraydaki varliginin devami i¢in 6nlem aldiklarint gostermektedir. Zira bu
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belge Bati miiziginin kurumsal olarak sarayda varligini arttirdig1 bir siiregte Tiirk miiziginin
saraydaki varliginin devamui i¢in yoneticiler tarafindan 6nlem alindigini gosterir mahiyettedir.
Bu yoniiyle bu belge Osmanli Devleti’nin kapsayici miizik politikasini gdstermenin yani sira
yoneticilerin bu iki miizik tiirlinlin ayn1 anda sarayda bulunmasi yoniindeki iradelerini de
gozler Oniine sermektedir.

Bu belge disinda bir¢ok kaynakta, Tiirk musikisi ve dini miizik topluluklarinin Dolmabahge
Saray1’nin tamamlandig1 siralarda tiim miizik kurumlarini kapsayan bir ¢ati kurum olan Musika-i
Hiimaytn’a baglandigina ve bazi 6nemli simalarm bu kurumlara muallim olarak atandigina
dair bilgiler yer almaktadir.

Ibniilemin Mahmut Kemal inal’m “Hossada ™ adli eserinde verdigi bir bilgi yukarida
belirttigimiz durumu dogrulamaktadir. Yazar, Musika-i Hiimaytn’un tesisinden sonra
Abdiilmecid’in miiezzinlerinden olan Seyyid Abdi Efendi’nin Miiezzinan-1 Hassa’ya muallim
olarak atandigini belirtmistir. (Inal, 1958, s. 15)

Yukarida kisaca bahsettigimiz diizenlemelerden sonra Musika-i Hiimay{in un ortaya ¢ikan
yapisi asagidaki sema ile gosterilmistir.

Musika-yi
Himaydn
Musika-yi Himay(n Miuezzinan-i
Orkestrasi Sazendegan-i Hassa Hassa Sairan-1 Hassa
(Bati mizigi ve (Turk masikisi (Dini masiki (Astk masiksi
askeri miizik icrasindan sorumlu) icrasindan icrasindan sorumlu)
icrdsindan Sorumlu) sorumlu)

Sekil 1. Musika-i Hiimayun’un yapisini gosteren sema. (Toker, Sairan-1 Hassa , 2014, s. 170)

Saray meskhanesinin yapisi da bu ¢alismamizda bahsettigimiz kapsayict miizik politikasindan
izler tasimaktadir. Ornegin, Sultan Abdiilmecid’in hemen ardindan gelen Sultan Abdiilaziz
donemine ait bir belge Saray meskhanesinde verilen egitimin Tirk miizigi ve Bati miizigini
kapsadigin1 gosterir mahiyettedir.

Keman Ustasi Kemange Ustast Balo Ustasi Folis Ustast
Todoraki Hristo Markiz Dimitri
1000 1000 600 600
Diger Keman Ustasi Hanende Ustasi Tavsan Kégek Ustasi
Paloni Nikos Kerbakola
600 400 500

Sekil 2. Sultan Abdiilmecid doneminin son yillarinda sarayda musiki icra eden mesk hane hocalarinin

isimlerini iceren belge
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Yukaridaki belge Tiirk miizigi ve Bati miizigi sazlar1 egitimi veren hocalarin Dolmabahge
Saray1 meskhanesinde ayni siiregte gérev yaptiklarini gdstermektedir. Ayrica belgede Folis
ustast olarak tabir edilen kisi yiiksek ihtimalle vals ustast olmalidir. Bunun yant sira belgede
Balo ustas1 Markiz ad1 yer almaktadir. Bu durum meskhanede Bati ve Tiirk danslarimin bir
arada ogretildigini gosterir mahiyettedir. Zira doneme ait birgok kaynakta Osmanli sarayinda
Tavsan dansi basta olmak iizere Tiirk danslarinin 6gretildigi ve icra edildigine dair bilgiler
bulunmaktadir. (Toker, Elhan-1 Aziz, 2016, s. 142)

Bu kapsayici bakis agisinin izlerini gorebilecegimiz bir baska fenomen Osmanli hanedant
mensuplarinin miizikal beceri ve zevkleridir. Selguk Alimdar tarafindan Osmanlt Saray: 'nda
Bati Miizigi adli ¢alisma i¢in hazirlanan sema, agirliklart degismekle beraber Osmanli hanedani
tiyelerinin hem Bati hem de Tiirk miizigi egitimi aldiklarini géstermektedir.

Hanedan Uyesi Adi Caldig1 Enstriimanlar Bestekarhk Durumu
II1. Selim 1761- 1808 Tanbur- Ney \
1. Mahmut 1785-1839 Tanbur- Ney v
11. Abdiilmecid 1823-1861 Piyano X
M. Burhaneddin Ef. 1849-1876 Flut v
Ibrahim Tevfik Ef. 1874-1931 Piyano X
Kadriye Sultan 1895-1933 Piyano X
Refia Sultan 1842-1880 Piyano X
Fatma Sultan 1840- 1884 V
Naciye Sultan 1896-1957 Piyano v
Sultan Abdiilaziz 1830-1876 Piyano- Ney- Lavta \

Nazime Sultan 1866-1947

Mehmet Seyfettin Ef. 1874-1927 Kanun v
Mehmet Abdiilaziz 1901-1977 Tanbur \
Fatma Gevheri Sultan 1904-1980 Kemenge- Tanbur- Lavta v
Mahmut Sevket Ef. 1903-1973 X
Mehmed Sevket Ef. 1872-1899 X
Mehmed Cemaleddin Ef. 1890-1946 Ud-Lavta \
V. Murad 1840-1904 Piyano- Keman v
Mehmed Selahattin Ef. 1861-1895 Piyano- Keman \
Ahmed Nihad Ef. 1883-1954 Piyano v
Behiye Sultan 1881-1948 Piyano X
Celile Sultan 1882-1899 Piyano v
Adile Sultan 1887-1973 Piyano X
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Rukiye Sultan 1885-1971 Piyano v
I1. Abdiilhamid 1842-1918 Piyano X
Mehmed Selim Ef. 1870-1937 Piyano X
Zekiye Sultan 1872-1950 Piyano X
Fatma Naime Sultan 1876-1945 Piyano- Keman X
Abdiilkadir Ef. 1878-1944 Piyano X
Ahmed Nuri Ef. 1878-1945 Piyano X
Naile Sultan 1884-1957 Piyano X
M. Burhaneddin Ef. 1885-1949 Piyano X
Sadiye Sultan 1806-1977 Piyano, Arp, Tanbur, Ud X
Hamide Ayse Sultan 1887-1960 Piyano \
Refia Sultan 1891-1938 Piyano X
Abdiirrahim Hayri Ef. 1901-1944 Piyano X
Ahmed Nureddin Ef. 1901-1944 Piyano v
Mehmed Abid Ef. 1905-1970 Piyano X
V. Mehmed Resad 1844-1918 Piyano X
Ziyaeddin Efendi 1873-1938 Kanun X
VI. Mehmed Vahideddin 1861-1926 Piyano-Kanun v
Rukiye Sabiha Sultan 1894-1971 Piyano
Fatma Ulviye Sultan 1892-1967 Piyano
Halife Abdiilmecid 1868-1944 Piyano \

Sekil 3. I11. Selim’den itibaren hanedan mensuplarinin miizik ile iligkilerini gdsteren sema. (Selguk Alimdar
tarafindan hazirlanmistir.) (Alimdar, 2016, s. 7,8)

Yukaridaki listeden de goriilecegi lizere 19. yiizyilda yasayan hanedan mensuplari arasinda
hem Bat1 hem de Tiirk miizigi sazlarini ayni anda ¢alanlar oldugu gibi, ¢ogu hanedan mensubu
Bat1 miizigi veya Tiirk miizigi sazlarindan en az birini ¢alabilmektedir. Hanedan mensuplari
icerisinde en ¢ok ¢alinan sazin piyano oldugu yukaridaki listeden elde edilebilecek bir baska veridir.

Sultan Abdiilaziz doneminde Saray tiyatrosunda yapilan bir performansla ilgili daha evvel
yayinladigimiz bir belge de s6z konusu kapsayiciligi gozler oniine sermektedir. Bu belgede
mezkur performansta kanto takimindan, canbaz takimina ve bat1 miizigi orkestrasina kadar pek
cok degisik tarzda toplulugun rol aldig1 gérilmektedir. (BOA, HH.MH, 611/17)

Bir ¢ok kaynakta, doneminde sarayda Tiirk misiki icrasinin ¢ok azaldigi belirtilen Sultan
Abdiilhamid zamaninda dahi degisik tiirlerde miizik icra eden musiki topluluklarinin sarayda
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hizmet ettigi, belgeler iizerinden anlasiimaktadir. Ibniil Emin Mahmut Kemal Inal tarafindan
verilen bilgiye gore bu donemde Haci Arif Bey, Sazendegan-1 Hassa muallimligine atanmis ve
Kolagasi riitbesine terfi ettirilmistir (Inal, 1958, s. 67). Ayrica Sultan Abdiilhamid déneminde
Tiirk miizigi topluluklarina atamalar yapildigini gsteren kaynaklara da rastlamak miimkiindiir.
Ornegin Ibniil Emin, Behaiiddin Bey’in Abdiilhamit doneminde ser-miiezzin olarak sarayda
hizmet verdigini belirtmistir. Bu agidan bakildiginda Osmanli sarayinin kimi zaman ilahilerin kimi
zaman karlar ve bestelerin ve kimi zaman marslar ve valslerin duyuldugu bir mekan oldugunu
soylemek miimkiindiir.

Osmanh Devletinin Kapsayic1 Miizik Politikasinin Donem Miizisyen
Profili Uzerindeki Yansimalari

Bu genis miizikal perspektif donem musikisinaslari tizerinde de etkisini gdstermistir. Mezkur
donemde, pek cok miizisyenin hem Bati miizigi hem de Tiirk musikisi ile ilgilendigi goriilmektedir.
Bu duruma en giizel 6rneklerden biri Musika-i Hiimay{in ser-muallimlerinden Yesarizade Necip
Pasa’dir. Necip Pasa’nin yasadigi doneme ait pek ¢ok Tiirk miizigi eserini notaya aldirdigi ve bu
eserlerin bir kisminin Sadettin Arel tarafindan toplandigi bilinmektedir. Ayrica Necip Paga’nin Tiirk
musikisi formlarinda da besteler yaptigini bilmekteyiz. Bu durum gayet normaldir. Zira Necip
Pasa 1824 ‘te Enderun’a alinmis orada Tiirk miizigi ile istigal ettikten sonra 1831°de Musika’ya
gecmis, 1846°da ise saray bandosuna fliit icracis1 olarak atanmustir (Ozcan, 2006, s. 488).

Bahsetmemiz gereken bir bagka ¢ok yonlii miizisyen Musika-i Hiimaytn naziri olarak da
gorev yapmis olan Yusuf Pasa’dir. Neyzen Said Dede’nin oglu olan Yusuf Pasa {inlii Neyzen
Salih Dede’nin de yegenidir. Yusuf Pasa’nin musikada yetismesi sebebiyle ney sazi kadar klarneti
de iyi ¢aldig1 bilinmektedir. Baz1 kaynaklarda Yusuf Pasa’nin bu sazlarin yani sira keman ve
¢igirtma sazlarmni da iyi derece de ¢aldigina dair bilgiler yer almaktadir (Toker, Elhan-1 Aziz,
2016, s. 291).

Bati miizigi ile ilgilendigini tespit ettigimiz bir diger 6nemli sima Dede Efendi’nin torunu olan
Ser-miiezzin Rifat Bey’dir. Rifat Bey’in baz1 Tiirk miizigi eserlerini Piyano ile ¢alinmak iizere
notaya aldig1 ve Maarif Nezareti’nden aldig1 ruhsatname ile bastirdigi goriilmektedir. Bunun
disinda Rifat Beyin marslardan, tevsihlere kadar pek ¢ok formda eserler verdigini de gérmek
miimkiindiir. (Toker, Elhan-1 Aziz, 2016, s. 212) Bir kismi Darulelhan’da da gérev yapan bazi
miizik adamlari tizerinden de bu ¢ok yonlii miizikal bakigin izlerini stirmek miimkiindiir. Ali Rifat
Cagatay’dan Rauf Yekta Bey’e kadar bir ¢ok miizik adami yukarida saydigimiz genis vizyonlu
miizik adamlarina 6rnek olarak gosterilebilir.

Unlii akademisyen Niyazi Berkes bahsettigimiz bu ¢ok yonlii insan tipinin varligim kabul
etmekle beraber bu durumun bir geliski oldugunu su sekilde vurgulamistir:

“Kisilerin bazilart kafaca ya yalniz geleneksel egitimin, ya yalniz ¢cagdas egitimin
vetistirmesi olarak karsi karsiya geleceklerdir. Kimileri de ikisinin karmast olarak
cifte kisilikli kimseler olacaklardwr.” (Berkes, 2002, 5. 203)
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Berkes olumsuz bir ifade olarak kullandigi bu ¢ifte kisilikli insan tipinin tanimi net olarak
belirtmese de bahsi gecen donemde reformlarla gelenegin bir dengesini bulmaya ¢alisan pek
¢ok simanin varligindan bahsetmek miimkiindiir. Yukarida da degindigimiz iizere miizik
alaninda da bu durum goriilebilir.

Bu duruma bir bagka érnek olarak Ibniilemin tarafindan verilen bazi bilgiler gosterilebilir.
Yazarin Hos Sada adli eseri incelendiginde Bat1 miizigi nazariyati ve notasi bilen pek ¢ok Tiirk
miizigi icracisinin varligi gozler oniine serilmektedir. Ancak 19. Yiizyilin sonlarinda miizik
icra etmis miizisyenlerde bu oranin ¢ok daha fazla oldugunu belirtmek gerekir ki bu durum,
Bati miiziginin yiizyilin sonlarina dogru temsil kabiliyetini giderek arttirdigini géstermesi
agisindan son derece 6nemlidir.

Osmanh Devletinin Kapsayic1 Miizik Politikas1 ve Miizik Kurumlari

19. yiizy1lin sonu ve 20. yiizyilin baslarindan itibaren miizik politikasinin miizik kurumlarina
daha formel bir yap1 kazandirmak iizere kurgulandig sdylenebilir. Zira 1912 ve 1918 yillarina
ait iki Musika-i Hiimay(n nizamnamesi ile sarayda faal olarak gorev yapan Miiezzinan-1
Hassa , Bat1 Miizigi Orkestras1 ve Sazendegan-1 Hassa’nin (O zamanki adiyla Ince Saz Heyeti)
bilimsel verilere gore diizenlenmeye ¢aligildigi goriilmektedir.

Ornegin bu nizamnamelerle, mezkur kurumlara giris ve terfi i¢in gesitli savlar diizenlendigini
gormekteyiz. Zira daha evvelki donemlerde mezkur kurumlara eleman teminin bilimsel
kriterlerle yapilmadigi ve bu durumun pek ¢ok sakincaya yol actigt bilinmektedir. Asagida
mezkur kurumlara personel temini ve yilikselme i¢in yapilan sinavlardan érnekler verilmistir:

Musika-i Hiimayin Sinavindan Ornek
1-Besinci sinifa kabul imtihant

Evvelen [ilk olarak] saz talimine mahsus kitaplardan miintehab [seg¢ilmig] bir par¢anin
calinmasi, saniyen [ikinci olarak] taliblerin hi¢ gormedikleri bir parcanin ¢alinmasi.

Bu imtihanda iiss-i mizan [basarili sayilmak i¢in gerekli olan minimum puan altidir.
(TOKER, 2015, s. 624)

Ince Saz Takimi Sinavi Miifredatindan Ornek
Duhul Imtihani:

Evvelen Rast, Suzindk , Nihavent, Hicazkar, Kiirdi-hicazkar, Ussak, Beydti, Karcigar, Hicaz,
Hiiseyni, Hiizzam, Acemagiran, Yegdh makamlarindan. Hanendegan icin taksim ve fasillar
sdzendegan igin taksim ve fasillarla beraber pesrev ve saz semdisi. (TOKER, 2015, s. 625)

S6z konusu sinavlar incelendiginde tiim kurumlar i¢in belirli temel kriterler olusturulmaya
calisildigr goriilmektedir. Tiim topluluklarin belirli kriterler ¢ergevesinde ayni yapi igcinde
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kurumsallastirilmaya g¢aligilmasi bahsettigimiz kapsayici politikanin bir baska gostergesi
olarak tanimlanabilir.

Tiirk tarihinin ilk konservatuvari olarak gosterebilecegimiz Dariilbedai’nin kurulugunda da
aynt kapsayici miizik politikasinin izlerini gérmek miimkiindiir. Tiyatro ve miizik boliimlerinden
olusan bu kurumda Tiirk miizigi ve Bati miiziginin birlikte ele alinmasi prensibi benimsenmistir.
Tiirk miizigi ve Bati miizigi alaninda kisa siire egitim veren miizik subesi savas sartlari nedeniyle
1916 yilinda kapanmis ve miizik egitimi 1917 yilinda kurulan Dariilelhan’da devam etmistir.
(Toker- Ozden, 2013, s. 120)

Bahsettigimiz kapsayici ve formel anlayisin Darulelhan’in kurulusunda da etkili oldugunu
gormekteyiz. Zira Darulelhan talimatnamesinde ve programinda Bat1 ve Tiirk Miizigi Teorileri
egitimi, nota egitimi ve eserlerin notayla 6gretimi hususlari 1srarla vurgulanan birer unsur
olarak goze ¢arpmaktadir.

Ornegin Darulelhan miifredat programinda daha birinci smiftan itibaren 6grencilere nota
egitimi ve Tiirk ve Bat1 gamlarmnin dgretilmeye basladig1 goriilmektedir. ilerleyen yillarda ise
bu egitim devam etmis ve armoni bahsine dahi girilmistir. (Ozden, 2015, s. 73,74)

Darulelhan igtiizigiiniin 4. bendinde eserlerin notaya alinmasi ve tetkik edilen notalar
iizerinden mesk edilmesi gerektigi su sekilde dile getirilmistir:

Bags muallim enciimenle tasdikine iktiran eden dsart tahrir ve bunlart is bu talimat
ile mevzii usul ve kavdide tevzifen talim ve talim edilmis olan dsarin bir tarz-1
miistesndda tercih ve terdidi husiisuna haber imkdni isdli icin cumhura miizakereler
icra etmek vazifesiyle miikellef oldugu gibi dsar talim ve miizakereden mesk etmekte
oldugu eserleri tasdik edilmis olan notalarina bakarak talim etmek mecburdur.

Yedi ve sekizinci bentlerde de eserlerin nota ile mesk edilmesine dair bilgiler bulunmaktadir:

7. Bend: (Hanende ve Sazendeler I¢in) Fasillara mahsiis olarak istinséh ettirilecek eserler
miidiirler nezdinde hifz olunacaktir. (Ozden, 2015, s. 88)

8. Bend: Fasl-1 musiki icin emr-ii talim talebe takim edilerek bas muallimin ve talebenin
onlerinde notalar mevzii oldugu halde icra edilecektir. Takim haricinde bulunanlar siralar
gelinceye kadar kezalik énlerinde notalar mevzii oldugu halde dershanede hazir bulunacak-
lardir: Dershaneyi terk edenler hak huzuru alamazlar. (Ozden, 2015, s. 89)

Yukarida verdigimiz bilgilerden de anlasilabilecegi gibi Darulelhan’da Klasik Tiirk musikisi
mesk sisteminden farkli olarak nota ile 6gretimin 6n plana ¢iktigin1 gérmekteyiz. Ayrica daha
evvel Tiirk musikisi icra alanlarindan biri olarak goriilmeyen konserlerin de Darulelhan’da
miifredata dahil edildigi goriillmektedir. Bu durum Tiirk miizigi icrasinda hibrit bir anlayisin
olusmaya basladigini géstermesi agisindan oldukg¢a dnemlidir.
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Tiirk Miiziginin Temsil Sorununa Coziim Arayislar: ve Herodianizm

Yukarida da bahsettigimiz tizere Tiirk miizigi ve Bat1 miizigi mezkur donemde agirliklari
degigmekle beraber varliklarmi siirdiirmiislerdir. Ancak, yaptigimiz okumalar ve incelemeler
bize mezkur donemde Tiirk miiziginin bir mesruiyet sorunu yasamasa da bir temsil sorunu
yasadigini gostermektedir. Zira degisen yagsam tarzi ve miizik sanatinin arz edilme bigimindeki
degisiklikler nedeniyle Tiirk miiziginin temsil giicli giderek azalmistir. Dogal olarak bu sorunu
gidermek igin 6nlemler almak kagmilmaz olmustur.

Kafiye Ozlem Alp, toplumsal degisim ve temsil iliskisini su sézlerle agiklamistir:

"Her temsil alaninin temsil ettigi durumu hangi olgiitler ¢ercevesinde temsil ettigi
de son derece degiskendir. Bu degisken durum iki ana nedene baglhidir. Bunlardan
ilki, temsil edenin, temsil ettigi seyi algilama ve aktarma durumudur. Bu durum bir
anlamda bireysel bir tavri icerir. Ikincisi ise temsilin toplumsal konumudur. Temsil,
ashinda bireysel niteligini de toplumsal konumundan alir. Oyle ki, temsil toplumsal
bir siirecin icinde gelisir ve doniisiir. Temsilin bu toplumsal ve dinamik yapisi ayni
zamanda her toplum ve dénemin kendi belirleyici egemen giicleri dahilinde sekillenir
ve ¢cogunlukla resmi sinirlarin kontrolii altinda gelisir. Bu nedenle her donemin ya
da ¢agin belirli bir temsil anlayisindan soz edilebilir.” (Alp, 2013, s. 43)

Miizik sanatinin temsili hususunda meydana gelen degisime ayak uydurma gabasi Tiirk miizik
egitiminden, miizigin anlam diinyasina ve sunum sekline kadar pek ¢ok hususta degisimlerin
olusmasina sebebiyet vermistir.

Darulelhan’da verilen egitimdeki degisim ve Tiirk misikisini daha formel bir sekilde
ogretilmeye calisildigi yukarida verdigimiz bilgilerden hareketle net bir sekilde anlagilmaktadir.
Bu degisimin felsefesi {izerinde durmamiz gerektigini diisiinmekteyim. Daha 6ncede belirttigimiz
gibi Osmanli devletinde Tiirk miiziginin mesruiyet sorunu kesinlikle olmamistir. Ancak bir temsil
sorununun varligindan bahsetmek yanlis olmaz. Bu durumun en giizel 6rneklerinden birini
birgok kaynakta, Darulelhan’in kurulusunu gerekcelendirmek igin kullanilan 1917 Almanya
konserinde bulmak miimkiindiir.

Bilindigi iizere Almanya turnesinde Zati Bey yonetimindeki Musika-i Hiimaytin orkestrasindan
bazi Tiirk miizigi eserleri talep edilmis orkestra bu eserleri ¢almakta basar1 saglayamamustir.
Bat1 miizigi eseri galan ve ellerindeki sazlar Bati miizigine gore diizenlenmis miizisyenlerin
mezkur eserleri ¢almakta basarisiz olmalar1 gayet normaldir. Ancak, s6z konusu donemde
sarayda hizmet vermekte olan Ince Saz Heyeti’nden higbir miizisyenin bahsi gecen geziye
gotiirlilmemesi bahsettigimiz temsil problemini gézler 6niine sermektedir. Bu durum degisen
temsil alan1 ve sekli icinde Tiirk miiziginin varlik alan1 bulmakta zorluk ¢ektiginin bir gostergesi
olarak gosterilebilir.

Iste bu yiizden dénem Tiirk miizigi temsilcilerinin 6nciiliigiinde her giin dozunu arttiran
degisim hareketinin, Tiirk Miiziginin temsil sorununa bir ¢6ziim bulmak amaciyla yiirtitiildigi
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kanisina varmak donem verileri incelendiginde hi¢ de zor degildir. Darulelhdan’in kurulus
felsefesinde de ayni degisim prensibi goriilmektedir. Zira Dartilelhan’in ve diger bazi kurumlarin
yapisi bahsettigimiz yeni temsil sekline uygun yeni bir felsefe ve anlayisin izlerini tagimaktadir.

Bahsettigimiz sorunu izale etmek i¢in hayata gegirilen 6nlemler, Toynbee tarafindan
toplumlarin Bat1 medeniyeti karsisinda verdikleri tepkileri agiklamak amaciyla kullanilan iki
kavaramdan biri olan Herodianizm ile benzerlik gostermektedir ve herodyanik yaklasimlar
olarak tanimlanabilir.

Toynbee’ye gore Bat1 kiiltiiriiniin baskin ve yayilmaci tutumuna maruz kalan kiiltiirler
iki tip karsilik verebilmektedirler. Bunlardan birincisi zelaotizmdir. Zelaotizmde Bati’nin
kiiltiirel baskisinin tamamen reddedildigi ve i¢e kapanildigi goriilmektedir. (Toynbee, 2004,
s. 161) Herodianizm’e gore ise reddetmek ¢oziim degildir. Yasamak icin kars1 tarafin her tiirlii
meziyetini 6grenmeli ve onun silahi ile silahlanmalidir. Ancak Toynbee’ye gore iki tarafinda
basar1 sans1 bulunmamaktadir. (Toynbee, 2004, s. 166) Soyle ki Zelaotizm’in zaten herhangi
bir basari sans1 bulunmamaktadir. Herodianizm ise basart getirmis gibi gdziikse de igin sonunda
uygulayicisinin eski halini muhafaza etme ihtimali goriillmemektedir. (Toynbee, 2004, s. 170)

Bu acidan bakildiginda Darulelhan’in ve diger baz1 miizik kurumlarinin uygulamis oldugu
bu fikri degisimin herodianizmde oldugu gibi baskin kiiltiiriin 6zellikleri ile yeni bir yap1
olusturma ¢abasi oldugu sdylenebilir. Hem Dartilelhdn’da hem de Sazendegan-1 Hassa gibi
kurumlarda yapilan konser diizenleme ve nota ile eser mesk etme gibi degisiklikler, Tiirk
miiziginin temsil alanini arttirmak i¢in alinan herodyanik dnlemler olarak goriilebilir. Zira
burada mezkur temsil sikintisini izale etmek i¢in Bat1 kiiltiiriiniin prensiplerini benimsemek
ve bu sekilde bir kiiltiirel unsuru yasatmak cabasi tim ¢iplakligi ile goriilmektedir.

Dariilehan’in kurulmast ile ilgili anlatilan, Almanya’da Musika-i HiimayGn orkestrasinin
Tiirk miizigi icrasinda basarisiz olmasi dolayisiyla Darulelhan’in kurulmasi i¢in girigimlerin
baglatilmasi olay1 da yukarida verdigimiz 1856 tarihli belge ile ayn1 devlet mantigini gozler
oniine sermektedir. ki durumda da devlet Tiirk miizigi ile ilgili bir sorunu ¢dzmek igin
kapsayici bir bakis agisiyla inisiyatif kullanmgtir.

Sonuc¢

19. yiizyilda baglayan miizikal Batililagma hareketi sonucunda askeri miizik topluluklari
basta olmak iizere bazi Bat1 miizigi kurumlarinin kuruldugu goriilmektedir. Tarihi belgeler
mezkur dénemde bu kurumlarin yani sira Tiirk miizigi topluluklarinin da kurumsallagmaya
basladigint gostermektedir.

Yoneticilerin zevkleri ve gorgiileri neticesinde zaman zaman icra agirliklart degisen bu
topluluklar, Osmanli devletinin yikiligina kadar varliklarint siirdiirmeye devam etmislerdir.
Yukarida sundugumuz bazi belgeler devlet yoneticilerinin bu kurumlarin devamliligini saglamak
icin inisiyatif aldigin1 gostermektedir. Bu durum mezkur dénemde Osmanli Devletinde kapsayici
bir miizik politikas1 uygulandigini gozler 6niine sermektedir.
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Yukarida belirttigimiz gibi Tiirk miiziginin Osmanli déneminde mesruiyet sorunu yoktur
ancak giinden giine artan bir temsil sorununun oldugu da net bir sekilde goriilmektedir. Bu
donemde tilke miiziginin temsilinin genelde Bat1 miizigi topluluklari yoluyla saglanmaya
calisildigt sdylenebilir.

Birgok kaynakta gordiigiimiiz Darulelhan’in kurulmasina gerekge olarak gosterilen, Musika-i
Hiimayin orkestrasinin, 1917 Almanya turnesinde talep edilen Tiirk miizigi eserlerini layik-1
veghile icra edememesi olay1 da bu duruma 6rnektir. Zira ayn1 donemde sarayda bu orkestra
ile beraber gorev yapan ve pek ¢ok dnemli miizisyeni blinyesinde barindiran bir Tiirk miizigi
toplulugu bulunmaktaydi. Ancak bu toplulugun yurt digina gétiirtilmesine gerek goriilmemistir.

Yukarida da belirttigimiz gibi 20. Yiizyilin baslarina gelindiginde Tiirk miizigi egitim
ve icrasiin yeni bir bakis agisiyla diizenlenmeye ¢aligildig1 goriilmektedir. Sarayda yapilan
nizamnamelerden yazilan nazariyat kitaplarina kadar bir¢ok alanda bu durumu gérmek
miimkiindiir.

Darulelhan miifredat ve talimnamesi bu durumu gézler éniine sermektedir. Ogrencilerin
Tiirk miizigi nazariyatinin yani sira armoni ve Bati miizigi teorisi 6grenmesi bahsettigimiz
kapsayict bakis agisini yansitmaktadir. Bu c¢alismalar ile daha dnce bireysel ¢abalarla elde
edilen birikimler sayesinde ortaya ¢ikan ¢ok yonlii miizisyen profilinin, formel bir egitimle
talebelere kazandirilmaya calisildigr goriilmektedir.

19. Yiizyil Osmanli’sinda Tiirk miiziginin temsil alanini arttirmak amaciyla herodyanik
bazi 6nemler alindig1 ve bazi hibrit ¢dziimler tiretildigi goriilmektedir. Bu uyarlamact tutum
Osmanli Devleti’nin son déonemdeki tiim politikalarinda oldugu gibi miizik politikasinda da
varligini siirdiirmiistiir.’
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Mir Seyyid Serif Ciircani, XIV. ve XV. asrin en taninmis alimlerinden biridir.
Ciircani’den sonra torunlari Siraz’da yasamus ve “Serif” ailesi, Siraz’in 6nde gelen
ailelerinden olmugtur. Asil sohretini fikih, kelam, felsefe ve filoloji ¢aligmalariyla
kazanan Ciircani’nin musiki ilmiyle de ilgili oludugu ileri siiriilmektedir.

Giiniimiize ulasan bazi mecmualar ve conklerde, “Mir Seyyid Serif” adiyla “Hafiz-1
Edvar” isimli masiki erbabi i¢in yazilmis bir tavsiye mektubu bulunmaktadir. Bu
tavsiye mektubu, ilk bakista Ciircani’nin yazdig1 bir mektup olarak goziikse de
dikkatle incelendiginde onun kaleminden g¢ikmadigi anlasilmaktadir. Kuvvetle
muhtemel Ciircani’nin dordiincii kusak torununun yazdigi bu tavsiye mektubunda
gecim sikintisi ve hayat sartlarindan dolay1 baska memleketlere go¢ etmek niyetinde
olan bir miizisyenin zengin bir Sirazl tarafindan himaye edilmesi talep edilmistir.
Ciircani, durumu anlatmak ic¢in berdat-i istihlal sanatindan faydalanarak miizik
istilahlarmi kullanmustir. Bu mektup dénemin masiki literatiiriiyle ilgili bilgiler
ihtiva etmekle beraber sanat erbabinin zenginler tarafindan himayesi hususunda
soylu ailelerin tavsiye mektuplarinin etkili oldugunun bir gostergesi olarak
degerlendirilebilmektedir. Ayrica metnin edebi degerinden dolay1 sonraki asirlarda
mecmualar i¢inde kopyalarinin bulunmasi dikkat ¢ekicidir. Bu ¢alismada, 6ncelikle
yeni akademik c¢alismalar 1g1@inda Seyyid Serif Ciircani ile ilgili bilgi verilmistir.
Akabinde, Ciircani’nin dordiincii kusak torunu olan “Mir Seyyid Serif”’in kaleminden
¢iktig diisiiniilen tavsiye mektubu incelenmis ve Tiirkgeye aktarilmigtir.

Anahtar Kelimeler: Seyyid Serif Ciircani, Hafiz-1 Edvar, Tavsiye Mektubu, Himaye

ABSTRACT

Mir Sayyid Sharif al-Jurjani was a well-known scholar from the 14th and 15th
centuries. Al-Jurjani, who rose to prominence through his studies in figh, theology,
philosophy, and philology, is said to have been interested in the science of music.
A letter of recommendation was written for a musician named “Hafez-e Adwar”
under the name “Mir Sayyid al-Sharif” in some surviving collections and jonks.
Although this letter of recommendation appears to have been written by al-Jurjani,
a closer examination reveals that it was not written with his pen. In this letter of
recommendation, probably written by al-Jurjani’s fourth-generation grandson, a
rich Shirazite was asked to patronize a musician who intended to emigrate to other
countries due to financial difficulties and living conditions. This letter contains
information about the music literature of the time and can be interpreted as evidence
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that letters of recommendation from noble families were effective in the patronage of artisans by the wealthy. This study uses
new academic studies to provide information on Sayyid al-Sharif al-Jurjani. The letter of recommendation is then analyzed and
translated into Turkish.

Keywords: Mir Sayyid al-Sharif al-Jurjani, Hafez-e Adwar, Recommendation Letter, Patronage

EXTENDED ABSTRACT

Mir Sayyid al-Sharif al-Jurjani is a well-known scholar of Islamic geography from the
14th and 15th centuries. Mir Sayyid al-Sharif was born in Jurjan, Iran, and completed his
primary education there. He spent the majority of his life in Shiraz and died there. Following
al-Jurjani, his children and grandchildren settled in Shiraz, and the “Sharif” family became
one of Shiraz’s most prominent families for centuries. Al-Jurjani’s main contributions to
figh, theology, philosophy, and philology earned him widespread recognition. However,
some sources claim that this great scholar was also interested in music and wrote a treatise.
According to the renowned music theorist Abd al-Qadir Maraghi, al-Jurjani was well-versed
in music theory and even had an opinion on the subject. Maraghi speaks highly of Sayyid al-
Sharif in his works Jami al-Alhan and Sharh al-Adwar. However, no definitive information
exists regarding al-Jurjant’s independent music treatise.

=90

A letter of recommendation was written for a musician named “Hafez-e Adwar” under the
name “Mir Sayyid al-Sharif” in some of the surviving collections and jonks. At first glance,
it appears that al-Jurjani wrote this letter of recommendation. However, when we carefully
analyze the letter’s content, it is clear that he did not write it. Because of its literary value, there
is more than one copy of this short letter, and all the surviving copies contain two couplets
by ‘Abd al-Rahman al-Jami. Because al-Jami died in 1492, it is impossible that the famous
al-Jurjani, who died in 1413, wrote this letter. Thus, to find the letter’s author, studies have
looked for another al-Jurjani who can be referred to by adjectives like “Allame” and “Sayyid
al-SharTf.” Sadr al-Din al-Jurjani, a descendant of al-JurjanT and thought to be his fourth-
generation grandson, has been suggested as the author of this letter. According to sources,
Sadr al-Din al-Jurjani, a qazasker for Shah Ismail, the founder of the Safavid government,
was killed in the Battle of Chaldiran in 1514. Our study focuses on the letter written by Sadr
al-Din al-Jurjani, also known as the “grandson al-Jurjani.”

The Persian letter of recommendation was written using the bardaat-e estehlal style. The
first lines of the work make it clear that the subject is music or a musician. This letter addresses
a musician who intends to emigrate to other countries due to financial difficulties and living
conditions. The author of the letter, al-Jurjani, addressed a wealthy man from Shiraz, whose
name we do not know, and requested that he patronize this musician using musical terms.

The person for whom the letter of recommendation was written is identified as “Hafez-e
Adwar.” It is understood that Hafez-e Adwar is a nickname rather than a given name. Hafez
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has been a nickname for people who have known the Qur’an and Hadith since ancient times.
However, the term Hafez was also applied to musicians. Furthermore, the word Adwar refers to
the science of adwar or the theoretical aspect of music. Therefore, unless new archival documents
become available, the true identity of Hafez-e Adwar, as mentioned in this recommendation
letter, will remain unknown.

The advice discussed in this study has been published twice in Iran. Ahmad Gulchin-e
Ma’ant published the first edition in 1968, based on Ketabkhane-ye Majles-e Shura-ye Melli,
nr. 2327. Meanwhile, Rokn al-Din Homayun Farrokh published the second edition in 1975,
based on a manuscript found in a friend’s private archive. This study is based on a publication
by Rokn al-Din Homayun Farrokh.

This study presents information on Sayyid al-Sharif al-Jurjant in light of recent academic
studies. The relationship between Jurjani’s and music is then analyzed, and an anecdote about
al-Jurjant narrated by ‘Abd al-Qadir Maraghi is translated into Turkish. In the continuation of
the study, we will discuss who wrote the letter of recommendation, who the addressee was,
and who was recommended. Subsequently, the information is provided on the manuscripts
and two printed editions of this letter that have been discovered thus far. Finally, the letter’s
Persian text and Turkish translation are provided, along with a list of over fifty musical terms
mentioned in the letter.
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Giris

Mecmualar, conkler ve miinseatlar, igerdikleri tarihi bilgi ve belgeler hasebiyle sadece
tarih ve edebiyat alanlarma degil, miizikoloji gibi bilim dallarina da katkida bulunmaktadir.
Bu baglamda mecmualar ve conkler arasinda bulunan belgelerin dikkatle incelenmesi 6nem
arz etmektedir.! Ote yandan, gerek eski dénemde Tiirk ve iran miiziginin kaynaklarinin
aynt olmasi, gerekse giiniimiizde yapilmakta olan Tiirk miizik arastirmalari ve miizikoloji
caligmalarinda Anadolu’da ve iran’da bulunan Farsg¢a belgelerin énemini vurgulamaya hacet
yoktur. Dogu’nun misterek mirasinda ti¢ dil vardir: Arapga, Fars¢a ve Tiirk¢e. Dolayisiyla,
her ii¢ dilde giinlimiize ulagan belgelerin dikkatle incelenmesi, akademik ¢aligsmalara katkilart
acisindan ayr1 bir 6neme sahiptir.

Mecmualar arasinda yer alan bazi kisa yazilar, eserleri veya biyografileri giiniimiize
ulasamayan tarihi sahsiyetler hakkinda bilgiler icerebilmektedir. Bununla birlikte, mecmualardaki
bilgiler bazen de zaten bilinen bir bilgi ve gergegin dogrulugunu onaylayabildigi gibi, bir
bilginin yanlis oldugunu da ortaya ¢ikarabilmektedir. Bu baglamda, gliniimiize ulagan bazi
mecmualarda Ginli dil ve fikih alimi Mir Seyyid Serif Ciircani’ye (6. 816/1413) ait oldugu
ileri stiriilen bir tavsiye mektubu bulunmaktadir. Mektupta Ciircani, “Hafiz-1 Rafi” veya
“Hafiz-1 Razi” veya “Hafiz-1 Rd-niivaz” isimli bir miizik ehlinin zor sartlarda yasadigini ve
bulundugu sartlardan dolay1 memleketini terk etmek istedigini belirtmis, sehirdeki bir zengin
is adamindan miizisyene hamilik talebinde bulunmustur. Bu ¢alismada 6ncelikle mevzu bahis
mektubun yazarinin meshir alim Mir Seyyid Serif Ciircani olmadig1 ve mektubun yazarinin
Ciircani’nin torunu oldugu gosterilmistir. Bununla birlikte, bir miizisyen i¢in yazilmis olan
bu tavsiye mektubundaki miizik istilahlari agiklanmustir.

1. Mir Seyyid Serif Ciircani
1.1. Hayatx:

Ciircani’nin adi kaynaklarda Ebii’l-Hasen Ali b. Muhammed b. Ali es-Seyyid es-Serif
el-Ciircani el-Hanefl olarak gegmekte ve dogum tarihi 24 Saban 740 Hicri/24 Subat 1340
Miladi olarak belirtilmektedir. Dogum yeri Hazar bolgesinde ve bugiiniin siyasi haritasinda
fran smirlarinda bulunan Ciircan (Giirgan)* sehrine baglh Takii bélgesindendir. Soyu Hz.
Peygamber’e dayandigi igin kendisine “seyyid serif” denmistir.

Kaynaklar Ciircani’nin XIV. asir mantik ve felsefe alimleri arasinda taninmig bir konumda
olan Kutbiiddin Muhammed er-Réazi’nin (6. 766/1365) talebesi oldugunu ve Herat’a gibip
Rézi’den mantik dersleri aldigini belirtse de (Giimiis, 1993, s. 134) son yapilan arastirmalar
bu bilginin dogru olmadigini géstermektedir (Ebtahi, 1402, ss. 61-64). Seyyid Serif, Kahire’de
Muhammed b. Miiberaksah (6. 784/1382’den sonra) nezdinde tahsil gdormek i¢in yola ¢iktiginda
once Anadolu’ya ugramistir. Anadolu’da Cemaleddin Aksarayi’den (6. 791/1388-89 ?) ders

1 Conkler hakkinda kapsamli bilgi i¢in bk. (Koksal, 2023).
2 Giirgan, eskiden Esterabad olarak da bilinirdi. Detaylar i¢in bk. (Kurtulus, 1993; Yazici, 1995).
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almak niyetinde olsa da Aksaray’a gelmeden Aksardayi’nin vefat ettigini 6grenmistir. Bunun
iizerine Misir yolculuguna Aksarayi’nin talebesi ve Osmanli’nin en taninmis fikih alimlerinden
biri olan Molla Fenrari (6. 834/1431) ile birlikte devam etmistir. Misir’da bir miiddet kaldiktan
sonra Bursa lizerinden Siraz’a gecmis, orada Darii’s-sifa’da hocalik yapmugtir. Timur un (1370-
1405) Siraz’1 ele gegirmesi iizerine bir donem Semerkant’a gotiiriilmiis, yaklasik 18 sene bu
sehirde kalmistir. Meshur filolog, Timur un 6liimiinden sonra (1405) Siraz’a geri donmiis ve
Omriiniin sonuna kadar bu sehirde yagamaya devam etmistir. Ciircani’nin 816/1413 senesinde
vefat ettigi kabul edilmektedir (Ebtahi, 1402, s. 131; Glimiis, 1993, s. 135).

1.2. Cocuklar

Ciircani’nin dogum yeri Siraz olmasa da bu sehre kdk salmistir. Cocuklar arasinda en
¢ok taninani -hakkindaki bilgiler ¢ok kisitli olsa da- Semsiiddin Muhammed’dir. Semsiiddin,
bir¢ok ilmi babasindan 6grenmis, Semerkant’ta bulunduklart donemde babasi gibi hocalik
yapmistir. Daha sonra, babasinin Siraz’a doniisii iizerine o da Siraz’a donmiis, bu sehirde
hocalik yapmaya devam etmistir. Semsiiddin 838/1434-35 yilinda bu sehirde vefat etmistir.?

Semsiiddin Muhammed’in ¢ocuklar: ile ilgili, kaynaklarda simdilik bir bilgiye
ulasilmamaktadir ancak ¢aligmamizin devaminda da goriilecegi lizere kuvvetle muhtemel
Semsiiddin’in torunu olan baska bir Mir Seyyid Serif daha vardir. Makale boyunca “Torun”
olarak adlandiracagimiz bu Mir Seyyid Serif, Ciircani’nin dordiincii kusaktan torunu ve
Semsiiddin Muhammed’in oglunun oglu olmalidir. Torun Mir Seyyid Serif, Caldiran Savasi’nda
cephede savasmis ve bu savasta oldiiriilmiistiir. Dolayisiyla, 838/1434-35 yilinda vefat etmis
olan Semsiiddin Muhammed’in 920/1514 yilinda savasa katilabilecek bir cocugunun oldugunu
diistinmek glictiir ve savasta 6ldiirtilen Seyyid Serif ancak onun torunu olabilir. Boylelikle en
az dort Mir Seyyid Serif’ten bahsetmek miimkiindiir:

[k Mir Seyyid Serif (Kaynaklarda “Allame”, “Mazi” ve “Ciircani” olarak gegmektedir),
vefat1 816/1413 senesidir. “Torun” Seyyid Serif ile ayirt edilmesi i¢in ¢caligma boyunca “Baba”
Seyyid Serif olarak vurgu yapilmistir.

Ikinci Mir Seyyid Serif (yani Semsiiddin Muhammed), 838/1434-35 yilinda vefat etmistir.
Ucgiincii Mir Seyyid Serif hakkinda bilgi yoktur ve vefat tarihi simdilik bilinmemektedir.

Dérdiincii Mir Seyyid Serif (“Sadr” veya “Sadriiddin”, Sah Ismai’in kazaskeridir), 920/1514
senesinde vefat etmistir.

fleride de gosterildigi iizere, makalemizin konusu olan tavsiye mektubunun yazari, dérdiincii
Mir Seyyid Serif’tir. Clircani’nin soyu, “Serifi” soyadi ile Siraz’da asirlar boyu saygin bir
konuma sahip olmustur (Ebtahi, 1402, ss. 144-145).

3 Detayl bilgi i¢in bk. (Ebtahi, 1402, ss. 132-135).
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2. CiircAni’nin Miisiki ile Tliskisi

“Baba” Ciircani’nin musiki ilmine asinalig1 ve bu ilim hakkinda s6z sahibi oldugu konusunda
hicbir siiphe yoktur. Ne var ki onun miisiki ile ilgili herhangi miistakil bir eser telif ettigini veya
kendisinden dnce yazilan eserlere serh yazdigini -en azindan simdilik- iddia etmek miimkiin
degildir.* Bunula birlikte Ciircani’nin ¢agdasi olan miielliflerin eserlerine bakildiginda onun
musiki ilmiyle alakali eserleri degerlendirebilecek derecede bu ilme vakif oldugu anlagiimaktadir.
Bu iddianin kanit1 ise {inlii nazariyatg1 Abdiilkadir-i Meragi’nin (6. 838/1435) iki eserindedir.

Meragi, Camiu’l-elhan adl eserinde Ciircani’yi “efdalii’l-miiteahhirin” yani “son donem
(alimlerin) en tstiinii” olarak yad etmektedir.’ Ad1 gegen eserde ve Meragi’nin kendi rivayetine
gore Meragi, giiftesi Arapga olan bir beste tanzim etmistir. Mecliste bulunan Ciircani, s6z konusu
giifteyi nazmen Farscaya terciime ederek ¢evirdigi beyitlere beste yapilmasini Meragi’den rica
etmistir. Meragi ise onun ricasini kabul etmistir (Meragi, 1366, s. 240, 1388, s. 270; Sezikli,
2007, s. 247).6

Yukarida belirtilen 6rnek diginda yine Abdiilkadir-i Meragi Serh-i Edvar adli eserinde
Ciircani ile ayn1 mecliste bulundugunu, Nasrullah Kaini’nin (6. ?) biiyiik nazariyat¢t Urmevi’nin
(6. 693/1294) Edvar adli eseri lizerine yazdigi serhi’ incelediginde s6z konusu serhte hata
buldugunu ve buldugu hatanin Ciircani tarafindan da teyit edildigini su sekilde aktarmistir:

Ve Edvar sarihlerinden biri, Mevlana Nasrullah Kaini idi ki birgok uliim-1 dakikada®
s6z sahibi idi. Bir giin Semarkant’ta Hace Imadiiddin Abdiilmelik ve Hace Kemaliiddin
Abdiilevvel ve Emir Seyyid Serif huzurlarinda -Allah onlar1 gufrantyla o6rtsiin-
mezkur sarih, [kendi yazdigi] Edvdr Serhi’ni bu fakire verdi ve serhte hata varsa
gostermemi rica etti. Kitab1 agar agmaz bu kisim [Yani Urmevi’nin Edvdr’indaki
perde cesitleri boliimii] agilmis oldu: “Veteri dokuza boldiiklerinde A-M veteri dokuz
tanini olacaktir. Ve her tanini bir bu’d C ve bir bu’d B dir. Oyle ki veterin toplami
on ti¢ C ve bir B bu’dudur.”

Dikkatle inceleyince onun bu kismi hatali serh ettigini farkettim. Kitab1 Hace
Abdiilmelik’e verdim, okudu ve sonra Emir Seyyid Serif’e verdi. Ikisi de okuyup
dikkatle inceledikten sonra “Bu s6z [yani Kaini’nin sozii] dogrudur,” dediler. Ben
[s6ziin dogru olmadigina dair] delillerimi gosterdikten sonra “Itirazin dogrudur,
zira burada hata vardir.” dediler (Meragi, 1370, s. 110).

4 Son donemde nesredilen bazi akademik ¢aligmalarda Ciircani’nin Siraz’da Sah Suca’a (1359-1384) sundugu
Serh-i Edvar adli eserden bahsedilse de (Uslu, 2015, s. 34) bu iddiaya ihtiyath yaklasmak gerekmektedir. Zira Sah
Suca’a sunulan s6z konusu Serk-i Edvdr Muhammed b. Miibareksah’a ait oldugu ileri siirtilerek yayimlanmistir.
Bk. (Buhari, 1392).

5 Meragi doneminde tespit edilen bazi miizik ve sanat erbabu ile ilgili bk. (Hiiseyni, 2023, s. 56).

6  Soz konusu beste, iran yapimi olan ve Tiirkiye’de de yaymlanan fmam Ali Dizisi’nin (1992) miizigi olarak icra
edilmistir.

7  Nasrullah Kaini hakkinda pek fazla bilgi bulunmamakla birlikte Meragi’nin soz ettigi lizere Serh-i Edvadr adli
eseri hakkinda da simdilik bilgi bulunmamaktadir.

8  Eski asirlarda “ulim-1 dakika” matematik, astroloji ve fizik gibi ilimlere denirdi.
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3. Tavsiye Mektubunun Yazar: Hangi Ciircani’dir?

Yukarida da vurgulandigi iizere, tarihte birden fazla Ciircani vardir. Bunlarin en ¢ok
taninani ise (Baba) Mir Seyyid Ciircani’dir. iranli edebiyat arastirmacis1 Riikniiddin Hiimaytin
Ferruh’un (6. 2001) Hdfiz-1 Hardbdti adli eserinde’, galigmamiza konu olan mektubun meshur
(Baba) Mir Seyyid Serif’e ait oldugu ileri siiriilmiistiir (Hiimaytn Ferruh, 1354, s. 4009). Baz1
kaynaklarda Sirazli Hafiz’in Hemedanli oldugu ve Muhammed Hafiz Rdniivaz/Radaveri isimli
bir sahsin meshur sair Hafiz-1 Sirazi ile ayni kisi olabilecegi ileri siiriilmektedir (Hiimaytn
Ferruh, 1354, s. 4009). Hiimayan Ferruh da bu mektubu kitabinda sahit gostermekle iki amag
glitmiistiir: 1. Muhammed Hafiz Rlidniivaz/Ridaveri isimli kisinin sair Hafiz-1 Sirazi’den
farkli kisi oldugunu kanitlamak, 2. Sirazli Hafiz’in aslen Hemedanli olmadigini ispat etmek.
Ne var ki Himay(n Ferruh diger kaynaklari tenkit ederken, nesrettigi mektubun basligindaki
“Seyyid Mir Serif Allame” adli kisinin Ciircani oldugunu diisiinerek esasinda baska bir
karisikliga yol agmistir. iranli ulema arasinda “Seyyid Mir Serif Allime” olarak akla gelen
ilk kisi Ciircani’dir. Mektupta, niishalarin ikisinde “Mevlana” ve birinde ise agikga Mevlana
Cami ad1 gegmekle birlikte iki beyitlik bir pasaj iktibas edilmistir. S6z konusu beyitler Cami
Divdni’nda yer aldigina ve Cami’nin vefat tarihinin ise 898/1492 olduguna gore 816/1413’te
vefat etmis olan Ciircani bu mektubu yazmis olamaz. Dolayisiyla, mektubun yazari olan Seyyid
Mir Serif Allame baska bir kisi olmalidir.

Iran edebiyat tarihgisi ve tezkireler iizerine cokca yayin yapan Ahmed Giilgin-i Me’ani
(6. 2000) bir ¢alismasinda bu konuya agiklik getirmistir. Giil¢in-i Me’ani’nin inceledigi ve
metnini nesrettigi niishada (Kitabhane-i Meclis-i Stra-y1 Milli, nr. 2327) yazarin adi “Mir
Seyyid Serif” seklinde kayitlidir ve “Allame” kelimesi yoktur. Giil¢in-i Me’ani, muhtemelen
Cam1’ye ait olan beyitleri g6z 6niinde bulundurarak mektubun miiellifinin Seyyid Serif Sadr
oldugunu tahmin etmistir (Giilgin-i Me’ani, 1347, s. 372). S6z konusu Seyyid Serif, meshir
Ciircani’nin dordiincii kusak torunu olmalidir. Torun Mir Seyyid hakkinda kaynaklardaki
bilgiler oldukea kisitlidir. Meshur hekim ve kelamci1 Sah Kazvini (6. 929/1523’ten sonra),
Ali Sir Nevai’nin (6. 906/1501) Mecalisii 'n-Nefdis adli eserinin Farsca terciimesinde Seyyid
Serif Mazi’nin soyundan oldugunu belirterek, 920 hicri senesinde ve Caldiran Savasi’nda
oldiiriildiigiinii kaydetmistir. Bununla birlikte yine ayn1 kaynakta Torun Seyyid Serif’in siirler
yazdig1 kaydedilmis ve bir siir 6rnegi gliniimiize ulagmistir (S4h Muhammed Kazvini, aktr.
Giilgin-i Me’ani, 1374, s. 373). Ayrica, Hasan-1 Rumlu’nun (6. 985/1577) Ahsenii t-Tevarih adli
eserinde Torun Seyyid Serif’i “Emir Seyyid Serif-i Sirazi” olarak tanitmakla birlikte, kendisinin
Seyyid Serif Allime’nin nebirelerinden'® biri oldugunu, “Hak mezhebini” yaymakta ciddi caba
gosterdigini vurgulamig ve adini 920 hicrl/1514 miladi yilinda vefat edenler listesinde adini
zikretmigstir (Rumlu, 1357, s. 199).

9 Sekiz ciltlik bu eseri Hiimayun Ferruh yirmi bes yilda telif etmistir. Miellif, eserde Hafiz-1 Sirazi’nin (6. 792/1390
?) yasadig1 donemi, sosyal ve siyasal durumlar1 ve Hafiz’in siirlerini kapsamli bir sekilde yorumlamustir.
10 Nebire, torunun ¢ocuguna denmektedir.
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4. Tavsiye Mektubunun I¢erigi

Bu mektup esasinda bir hamilik talebidir. Mektubu yazan kisi yani Ciircani, bir din ve devlet
adamidir. Ciircani, mektubunda adin1 bilmedigimiz bir Sirazli servet sahibine Hafiz-1 Edvar’1
6vmils, onun yeteneklerine ragmen parasiz kaldigini ve memleketi terk etmek niyetinde oldugunu
ileri stirmiistiir. Ciircani, yazisinda tavsiye ettigi kisinin miizikle ilgilendigini ¢cagirigtiracak bir
sekilde, ilk satirdan itibaren o donemin en yaygin miizik terimlerini kullanmaya ¢alismistir.
Bu duruma, yani mektubun veya eserin ilk satirlarindan igerigi hakkinda ¢agirisimlarda
bulunmak, edebiyatta “beraat-i istihlal” sanati olarak bilinmektedir."" Sah Ismail’in kazaskerigini
yapmis olan bir zatin kaleminden ¢ikan bu mektup, esasinda dénemin devlet gorevlilerinin,
miizisyenlerin ge¢im derdine care arayislarinin bir 6rnegi olarak degerlendirilebilir. Mektupta,
miizisyenin memleketini terk etmek istedigi vurgulanmistir ama neden go¢ etmek niyetinde
oldugu kaydedilmemistir. Bu durum, Safeviler doneminde sanatg1 ve 6zellikle miizik erbabinin
goglerinin bir bagka tezahiiriidiir.'> Buradaki “Hafiz-1 Edvar”’in Sirazli zengin tarafindan himaye
edilip edilmediginden -yeni arsiv belgeleri tespit edilene kadar- haberdar degiliz.

4.1. Tavsiye Mektubunun Muhatabi1 Kimdir?

Kitabhane-i Meclis-i Stira-y1 Milli, nr. 2327’de mektubun bashig1 “Ruk’a-i Mir Seyyid Serif
der Sifaris-i Hafiz-1 Edvar” seklinde kaydedilmistir. Bu durum Humaytn Ferruh’un yayminda
farklidir ve burada “Seyyid Serif Allame’nin Farshi'® Servet Sahiplerinden Birine Hafiz-1 Edvar
Icin Kaleme Aldig1 Tavsiye Mektubu” seklinde yazilmistir. Baghklarin hicbirinde mektubun
muhatabinin kim oldugu agikga belirtilmese de “Farsli servet sahiplerinden biri” ibaresi -zaten
mektubun metninden de anlasildig1 iizere- dara diismiis ve memleketini terk etmek niyetinde
olan bir miizisyene hami bulma c¢abasini gostermektedir.

4.2. Tavsiye Mektubu Kim Icin Yazilmistir?

Kitabhane-i Meclis-i Stra-y1 Milli, nr. 2327°de mektubun ilk satirinda tavsiye edilen
kisinin ad1 acik bir sekilde “Hafiz-1 Rafi”'* olarak kayitlidir. Hiimayt(in Ferruh’un niishasinda
ise baslikta yine Hafiz-1 Edvar ismi ge¢cmekle birlikte, ilk satirda belirtilen isim “Hafiz-1
Razi”" geklindedir. Her héliikdrda bu mektupta tavsiye edilen Hafiz isimli zat, tiim ntishalarda
“Edvar” lakabiyla anildigina gére miizigin nazariyat alaninda da Siraz’in taninmis simalarindan
biri olmalidir. Burada, “Hafiz” kelimesiyle ilgili su 6nemli notu paylagsmak gerekir: Eski
asirlarda ve giiniimiizde Kur’an-1 Kerim’i ezberlemek stretiyle “hifz” eden kisilere hafiz
iinvani verilegelmistir. Bununla birlikte Hafiz kelimesi ezberinde ¢ok sayida hadis olan
kisiye de verilmis bir addir.'® Ne var ki ayn1 kelimenin eskiden miizisyenlere de verilen bir

11 Beraat-i istihlal sanatryla ilgili detayl1 bilgi i¢in bk. (Hacimiiftiioglu, 1992).

12 Makalenin yazari, daha dnce yayimladigi bir ¢alismada Safevi doneminde Hindistan’a gogen miizisyen sairlerle
ilgili degerlendirmeler ve tespitlerde bulunmustur. Bk. (Salmani, 2023).

13 Fars, idare merkezi Siraz olan bir eyalettir. Bk. (Heyat, 1994).

14 g, kils

15 sl ki

16  Detayl bilgi i¢in bk. (Bozkurt, 1997; Kandemir, 1997).
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iinvan oldugu anlasilmaktadir. Zira sozliiklerde hafiz kelimesine es anlamli olarak “mutrip”
ve “kavval” kelimelerine de rastlamak miimkiindiir (Nefisi, 1355, s. 1195). Bu durum eskiden
beri miizisyenlerin kiiltiirel “bellek” gdrevi istlendikleri ve onlarin da miizigi “hifz” etmek
gibi son derece 6dnemli bir gelenege bagl olmalariyla iliskilendirilebilir. Dolayisiyla, tavsiye
edilen Hafiz-1 Edvar mutlak surette bir kisinin ismini bildirmekten ziyade esasinda meslek
bildirmektedir. Bu nedenle, bahsi gegen Hafiz-1 Edvar’in kimligi hakkinda daha detayli bilgiler
iceren belgeler bulunmadikga ad1, soyu, miizisyenligi ve misikisinasligi hakkinda fikir beyan
etmek pek miimkiin géziikmemektedir.

5. Tespit Edilen Niishalar, Degerlendirme i¢in Esas Ahnan Metin ve
Terciime

Torun Seyyid Serif’in tavsiye mektubunun ii¢ el yazmasi ve iki de matbu niishasina
ulasabildik. Niishalar incelendi ve baslik hari¢ aralarinda ciddi bir fark olmamas1 hasebiyle,
Riikniiddin Hiimaytn Ferruh’un yayini esas alindi.!” Himayun Ferruh, bu mektubu bir
arkadasinin'® sahsi arsivinde bulunan bir conkte gordiigiinii, s6z konusu congiin X. hicri/
XVI. miladi asrin sonlarina ait oldugunu belirtmistir (Hiimaytn Ferruh, 1354, s. 4010). Diger
niishalar ise su sekildedir:

1. Kitabhane-i Meclis-i Stra-y1 Milli, nr. 2327, s. 702: Bu mecmuanin istinsah tarihi
1072/1661-62 senesidir. Mecmua, Muhammed Riza isimli bir miingi tarafindan
derlenmistir. Mecmuanin i¢inde yiizden fazla mektup, insa ve dibace 6rnegi
bulunmaktadir. Niisha, 804 sayfadan olusmaktadir. Ek 1. Bu niisha Ahmed Giilgin-i
Me’ani tarafindan nesredilmistir (Giil¢in-i Me’ani, 1347).

2. Kitabhane-i Meclis-i Stra-y1 Milli, nr. 3455, s. 113: 1113-1140 hicri 1701-1728 miladi
seneleri arasinda farkli kisiler tarafindan istinsah edilen bu mecmuada ¢esitli fermanlar,
mektuplar, risaleler ve edebi eserler bulunmaktadir. Ek 2.

3. Tahran Universitesi Merkez Kiitiiphanesi nr. 4864, vr 24b-25a: Bu mecmuada da yiizii
askin ¢esitli mektup, ferman, risale ve siir 6rnegi bulunmaktadir. Niisha toplamda 434
varktir. Istinsah tarihi XI. hicri /XVII. miladi asirdir. Ek 3.

4. Matbu niisha: Riikniidddin HiimayGn Ferruh’un Hdfiz-1 Hardbati adl eserinde yayimladigi
niishadir. Hiimaytn Ferruh, esas aldig1 niishanin bir arkadasinin 6zel arsivinde oldugunu
beyan etmistir (Hiimaytn Ferruh, 1354, s. 4010).

5.1. Farsca Metin
23S (ald )l 5 Jala (s Oy )3 ()8 5 ) ) (So s adtle il e a8 AL

sl dlazinl JlaS a5 e oy s Hlsal HoaS Caul (53 ja )l dadla aS allad 83 e i jiaca g

17 Basliklar arasindaki farkliliklar 4. boliimde incelenmistir.
18  Arkadasinin adin1 Murteza Miiderrisi-i Cahardihi olarak kaydetmistir.

Meshk Journal of Religios Music 43



XV. Asirda Memleketini Terk Etmek Isteyen Sirazli Miizisyen I¢cin Yazilan Tavsiye Mektubu

ol 8ei 8 )85 e ) o) dumd (38 53 4 Jall 5 o) llall Jsiia 5 QB 2 50 48 s )y ikl
:ody)ﬁa\):“\ﬂ\g&dmégﬁ‘ﬂﬁu?‘oJ);‘)g,\S})P})ﬁ}U)gj\dacﬁﬁéd)ﬁém}&}m@&]g

Oisd Ol @sd 55, 3l 4
TS Ol 5 ol el s (48
O R i 31 5200 siae () sh 283 (Bliic 5o s aludi 50 5233 s la ) 5 s 35 0 Addinea

EV s 1) sm caaaali laded slia 5 (5 S ¢ )5l ga 5 omed Kia (s Jbal UL ) Gl 5 38 ¢ G)si g0
203 50 8 LY ga 45\_1\4; ¢l

A er (A 4 LA 5
i 38258 Jaalls S la)
28a ) gl A1l 4S sl ]
e a8 i U (sl 5 La e

Gl i dla g o 33 Gl 5 el aily 5 iy 3 Uilgians O sl 4gall a8 Ja )yl e se STl a2
3080 Gl Jlsel R0 ABSE s dea o 53l Bl ) IS 5 e Dl s 4y Cdld 51 s 0 GBS
AR ale abail 63150 4y Jlall 5 o0l dle 5 Gald diadl ol g8l o 1 5 Jae 5 gem codio ) AnilaS (las 4y iy
S At o 8 Ciadd a e 4a 1 5eS QU o sad a3 1) ol ol ST 5 lasa) e 48 alia ()l alie
25 JEAY 1S Jla dalid gl e | 5 J ey ) shad 5 ol S Gl (53158 31 shandi 1) 158 (0 0
O 25 R sl ple 5 Gala Cillge 5 Callie Jidl i gane 5 e Jandl ) siud 4 e 850l () 4S (0
L 48 il s 1y o slall o gana Pagaa <0353 (55 ya) ) e ddand 5 5 (5 503 Claga J somn el 3 5 ()
flie Gle L leiaal o 535,48 ity ase a 48 | s casai g sa el (Y B ol ) 5 lnine a5 g
Gl 5208 Gl e Slas el 5 2318 <l jlie la a5 Calee T A 1 lina 51, 258 Lalase 5 )l
A s s Bl a5 see JU8) 55848 duad cad phian (ol il 2,8 Gl s bl K4 Sl

5.2. Metnin Tiirkce Terciimesi

Seyyid Serif Allame’nin Farsli Servet Sahiplerinden Birine Hafiz-1 Edvar i¢in Kaleme
Aldig1 Tavsiye Mektubu:

Parlak ve yiice gonliiniize gizli olmasin ki: Hafiz-1 Razi, kendi zamaninin edvarinda (edvar
ilmi, kendi donemi) zahiri ve batini kabiliyetlere sahip bir erdir. Hakikaten o kabiliyetli ve
giizel huylu bir adamdir. Ve su an, -Allah’in fazlinin takdiriyle- felegin acimazsligindan dolay1
bir kdseye ¢ekilmistir. Oysa ki sesi ve girtlagi giizeldir ve kiigiik, biiyiik, geng ve ihtiyar olmak
tizere herkesin gonliinii celmistir. Nitekim Sadi —Allah topragini temiz kilsin- sdyle buyurmustur:

Gizel ses, giizel yiizden daha iyidir.

Zira giizel yiiz nefsin hazzidir, giizel ses ise ruhun gidasidir.”

19 Bu beyit, Giilistan’in meshur hikayelerinin birinden iktibas edilmistir. Bk. (Sadi-i Sirazi, 1394, s. 121, 2017, s.
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[Hafiz-1 Razi] Her daim rid (kemenge) ile hiiseyni ve rithavi [makaminda] ¢alar ve ussak
silsilesi ve dairesinde nevasizlik (yoksulluk) perdesinde calar. Ve algaklar1 besleyen felegin
muhalefetinden, rast (dik) boyu kétiiliikkler yiikii altinda ¢eng gibi egilmis, cigeri naehil dostlarin
cefasindan musikar gibi delik delik olmustur. Nitekim Mevlana® buyurmustur:

Ney sazinin sinesine sunun i¢in delikler agarlar: Her daim i¢indeki feryat ve siziy1 doksiin
diye.

Parmagini tepesinden tirnagina, nereye koyarsan koy, o incinmis (ney) can yakan feryatlar
eder.”!

[Bu mektuptan] maksat sudur: Mezkur zata Isfahan ve Irak’in pest ve biilendinden (yiice
ve alcagindan, zengin ve fakirinden) onun kanun [misali inleyen] ylireginde gam ve elemden
baska bir sey nasip olmamis, gdzyast tarlar (taneleri) [yay gibi biikiilmiis olan] kametine tel
misali baglamis; amel sdz1 ve kar (isi) edvarin (felegin) namertliginden yiiz yerden kirtlmigtir.

Zengile (¢ingirak) gibi yiiregi diglimlerle dolu, beli kemange gibi yay olmus; savti,
ameli ve kavli ciimle havass ve avamin diline diismiistiir. Halihazirda ise [sizin] comertlik ve
kerem makami olan o yiice mertebenizin hizmetgilerinin climlesine in’am (ve ihsan) sohretini
duyup size miilazemet (ve baglanmak) istemistir. Ve baska bir deyisle size hizmet etmek tizere
kemerbeste (hizmete hazir) olmustur.

Eger sizin ugsuz bucaksiz lutuflarinizdan bir sube (parca) ve sonsuz esirgeyislerinizden ve
ihsanimizdan azicik bu nevasizin (fakirin) hal-i piirmelalini kapsar ise, hi¢ stiphesiz [sizin] bu
giizel davranisiniz Arap ve Acem’in diistliru ve tiim toplumlarin ciimle muhalif ve muvafiklarinin
darb-i meseli olacaktir. Bu 6rnek davranis diinya mithimmati (arag gereci) ve ahiret emellerine
ulagmaya vesile olacagi i¢in, kalplerin sevgilisi olan [Hafiz-1 Edvar adina] rast-kavilliler (dogru
sozliiler) ve kabiliyetlilerin sigmag: ve feyz kaynagi olan [sizin] kapiniza miiracaat etti. Zira
rid (nehir/kemence) gibi Isfahan veya Irak’t makam kilmaya; iid misali kendisini ve sevenlerini
ayrilik ve go¢ atesiyle yakip Arap Hicaz’min yollarina diismeye ve bahtsikliklarindan otiiri
bu diyardan ¢ekip gitmeye niyetli idi. Iste bu sebepten [size] rahatsizlik verdim. Omriiniiz
ugurlu nevruzlarla, emel agaciniz ise meyve ve yaprakla dolsun.

5.3. Mektupta Gegen Miizik Terimleri:

Acem, Amel, Arab, Avaz, Avaze, Berg, Beste, Biilend, Ceng, Daire, Edvar, Evtar, Hafiz,
Edvar, Hicaz, Hiiseyni, Irak, Isfahan, Kar, Kanun, Kavil, Kebir, Kemange, Makam, Muhalif,
Masikar, Mialif, Nale, Neva, Nevaz, Nevazis, Nevriz, Ney, Perde, Pest, Rast, Rehavi, Rid,
Safir, Sagir, Savt, Saz, Sazgar, Silsile, Sikeste, Sive, Su’be, Tar, Ud, Ussak, Zengiile, Zih.22

192).

20 Buradaki “Mevlana”dan maksat meshur sufi, Abdurrahman-1 Cami’dir.

21 Cami Divani’nda yer alan 1514. gazelin 2. ve 3. beyitleri. Bk. (Cami, 1394, s. 678).

22 Terimler iran miizigi ve Tiirk miiziginde farkliliklar icerebilmektedir. Detayh bilgi i¢in asagidaki kaynaklara
bakilabilir: (Abdiilmiimin bin Safiyyiiddin, 1346; Kutlug, 2000; Ozkan, 2006; Setayesger, 1391; Vicdani, 1386).
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Sonug¢

Bu ¢alismanin konusu, yazma mecmualarinda Seyyid Mir Serif Ciircani’ye atfedilen miizik
stilahlarryla yazilmig bir tavsiye mektubudur. Ciircani, iinlii nazariyat¢1 Abdiilkadir Meragi
ile ayn1 donemde yasamis ve doneminin en taninmis filolog ve fakih alimlerinden biridir.
Calismada, dncelikle Mir Serif Ciircani ile ilgili kisa bilgiler paylasiimistir. Akabinde Clircani’nin
¢ocuklari hakkinda tespitler yapilmis ve Ciircani’nin miizikle olan iligkisi degerlendirilmistir.
Calismanin devaminda Seyyid Mir Serif’e atfedilen tavsiye mektubunun bizzat Ciircani
tarafindan yazilamayacagi ve kuvvetle muhtemel onun dérdiincii kugaktan torunu olan ve ayni
ismi tagina mir Seyyid Serif tarafindan yazildig1 gosterilmistir. Mektubu yazan Seyyid Serif,
Caldiran savasinda Sah Ismail ile birlikte Osmanl ordusuyla girilen catismada ldiiriilmiistiir.
Mektubun yazilis tarihi belli olmamakla birlikte yayimlanmis olan bir niishadan bu mektubun
Siraz’da yazildig1 anlasilmaktadir. Muhtemelen gegim sikintist ¢eken bir miizisyenin zengin
bir Sirazli tarafindan himaye altina alinmast i¢in yazilan bu tavsiye mektubu, i¢erdigi miizik
wstilahlart bakimindan 6nem arzetmektedir. Bu durum g6z 6niinde bulundurularak ¢aligmanin
son kisminda s6z konusu mektubun metni, Tiirk¢e terciimesi ve miizikle ilgili 1stilahlarin
listesi verilmistir.

Hakem Degerlendirmesi: D1 bagimsiz.
Cikar Catismasi: Yazar ¢ikar ¢atismasi bildirmemistir.
Finansal Destek: Yazar bu ¢alisma i¢in finansal destek almadigini beyan etmistir.

Peer-review: Externally peer-reviewed.
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Grant Support: The author declared that this study has received no financial support.
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Fatih Sultan Mehmet’in babasi Sultan Murad’in sayesinde gordiigii egitim ve
Ggretim, onu Islam diinyasinda ilim ve kiiltiiriin 6nciil hamilerinden biri yapnustir.
Fatih, Istanbul’u fethettikten sonra, bilimsel ve kiiltiirel merkezlerin insasiyla bu sehri
kisa siirede islam diinyasinin énemli bir ilim merkezi haline getirdi. Daveti iizerine
birgok alim Istanbul’a yerlesti. Birgogu da Istanbul’u ve Fatih’in ilim ehline olan
saygisint duyduktan sonra burada ikamet etmeye karar verdi. Bu durum, cesitli bilim
dallarinda eserlerin onun adina yazilmasina veya istinsahedilmesine yol agti. Miizik
ilimi de Fatih’in ilgi duydugu ilimlerden biriydi ve birkag eser onun adina yazild1.
Fatih’e adanmis ilk musiki eseri ve ayni zamanda Fars¢a miizik bilimi alaninda ilk
miistakil manzum eser Mahmudi’nin Nazm-1 Edvdr’idir. Mahmudi, bu doénemin
sairleri ve edipleri arasinda, Fatih’in 6vgiilerini duyduktan sonra Istanbul’a gelmis ve
eserini Fatih’e ithaf etmistir. Bu makalede, Fatih Sultan Mehmet’in kiiltiirel kisiligi ve
ozellikle miizik bilimindeki yeri incelendikten sonra, Mahmudi’nin Nazm-1 Edvar adli
eserinin icerigi ele alinacaktir.

Anahtar Kelime: Fatih Sultan Mehmet, Musiki, Nazm-1 Edvar, Mahmudi-i Mevlevi,
Istanbul

ABSTRACT
The education and training that Sultan Mehmet the Conqueror received under the
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shadow of his father, Sultan Murad, made him one of the leading patrons of science and culture in the Islamic world. After
conquering Istanbul, Sultan Mehmet quickly turned this city into an important scientific center of the Islamic world with the
construction of scientific and cultural centers. Upon his invitation, many scholars settled in Istanbul. Many of them decided to
reside here after hearing about Istanbul and Fatih’s knowledge friendship. This led to works in various branches of science being
written or copied in his name. The science of music was one of the sciences that Fatih was interested in and several works were
written in his name. The first musical work presented to Sultan Fatih and at the same time the first independent verse work in the

A

field of Persian music science is Mahmudi’s “Nazm-1 Advar”. Mahmudi, among the poets and writers of this period, came to
Istanbul after hearing the praises of Fatih and dedicated his work to Fatih. In this article, after examining the cultural personality

A

of Mehmet the Conqueror and especially his place in music science, the content of Mahmudi’s work “Nazm-1 Advar” will be
discussed.
Keywords: Fatih Sultan Mehmet, Music, Nazm-1 Adwar, Mahmudi-i Mevlevi, Istanbul

EXTENDED ABSTRACT

The education that Sultan Mohammad Fatih received under the shadow of his father Sultan
Murad made him become one of the prominent supporters of science and culture in the Islamic
world. After conquering Istanbul, Sultan Mohammad Fatih, by building scientific and cultural
centers, made this city one of the most important scientific and cultural centers of the Islamic
world in a very short period of time. With his invitation, many scholars went to Istanbul. Many
people decided to stay in Istanbul after hearing about the qualities of Istanbul and the friendship
of Sultan Mohammad Fatih. This also caused many works in various sciences to be authored
or copied in his name. The knowledge of music was also one of the sciences that Fatih was
interested in and on behalf of people such as Abd al-Qadir Maraghi’s son, Abd al-Aziz who
named “Naqgawa al-Adwar” and Fath Allah Shirwani who wrote “Al-Majla fi al-Musiqi” in his
name. Also, Yusuf bin Nizam al-Din Qarshahri’s treatise on music was translated from Persian
to Turkish by Darvish Hariri in 873 AH (1468). The first musical work written under the name
of Fateh and also the first independent Persian poem in the science of music is Mahmoudi
Molavi’s “Nazm-1 Advar”. Mahmoudi, one of the poets and writers of this era, after hearing
the attributes of Fatih, left for Istanbul and dedicated his poem to Fatih. Mahmoudi composed
his work, which is a poem of 337 verses in ten chapters, in 875 AH (1470). There is not much
information about Mahmoudi’s life. Based on what can be understood from his works, he was
one of the poets and writers of the time and in the Maulviyyah Tariqat. In addition to literature
and music, he was also familiar with other sciences such as mathematics and astronomy. A
manuscript of Mahmoudi’s “ Nazm-1 Advar “ is known, which is kept in Sulaimaniye library
in Istanbul and in Asher Effendi library with number 450. Mahmoudi, in the first two chapters
of “ Nazm-1Advar “, praised the Lord and praised the Prophet and the four caliphs, in the third
chapter he mentioned the reason for authoring his work, and in the fourth to sixth chapters he
praised Sultan Muhammad Fatih. In the seventh chapter, he talks about the importance and
honor of the science of music and tells the famous story of Safi al-Din and the camel. In the
8th and 9th chapters, twelve musical Magam are: Rast, Iraq, Isfahan, Hosseini, Bozorg, Hijazi,
Kochak, Zanguleh, Nava, Ushak, Rahavi, Buslik; Seven Avazeh, which are: Gavasht, Salmak,
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Nowruz, Shahnaz, Hisar, Mayeh, Gardanieh; Four Shubeh, which are: Yekgah, Dogah, Segah,
Chargah; And fifty-four Tarkibs, some of which are Sabz Ander Sabz, Baste Negar, Niriz,
Panjgah, Isfahan Baste, Dilkash Khavaran, Khajesti, Sambleh, Bad Saba, Ashiran, Rahah
Al-Arwah, Negar, Uzzal Ajam, Muhalifak, Mukhalif Hijaz, Ashiran Nawa, Iraq Maye, Segah
Maye, Rast Maye, Zavuli, Mubarqa, Zamzam, Nowruz Rumi, Nowruz Ajam, Rakb, Rakb
Nowruz, Zirafkand, Neishaburak, Sazghara, Nahavand Rumi, Ajam, Gardanieh, Negarink,
Muhayyir, Vejhi Hosseini, Qarachghar, Mustaar, Naheft, Sepehr, Hosseini, Ajam, Sehgah
Ajam, Ajam Rast, Ovj, Nahavand, Bahr Nazoq, Homayun, Hisar, Hisarak, Hisar Ovj, Turki
Hejaz, Shushtarak, Mahoor, Urian, Marghak, have been described. Is. In the ninth chapter, the
Makams and Avaze of these Tarkib, their names and combinations, and their relationship with
the four elements, twelve towers, and the hours of the day and night have been discussed. In
the 10th chapter, by mentioning an anecdote from Rumi’s Masnavi, he spoke about his own
Tariqat and attribution to Rumi and Maulviyyah.
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OZ

Bu galigma, Tiirk- Islam kiiltiir ve geleneginde énemli bir konuma sahip olan dini
musiki icra ve faaliyetlerinin toplumsal algi ve inang¢ boyutunun degismesiyle
pratik hayattaki durumunu sekiilerizm baglaminda ele almaktadir. Dini musiki
icra ve faaliyetleri insanlarin dini duygularini tatmin ve tezyin etmek amaciyla
uygulanmaktadir. Ancak mekanindan ve duygusundan yoksun bir alana ¢ekilen bu
faaliyetler, icerdigi irfani mana degerini kaybederek diinyevi ¢ikarlarin elde edilmesi
i¢in bir arag¢ haline getirilmektedir. Bahse konu olan faaliyetleri icra eden toplum
ve bireyin davranislar sekiilerizm baglaminda iki yonlii olarak degerlendirilmelidir.
Bu ¢alismada dini musiki faaliyetlerini mekanindan ve duygusundan uzaklastirarak
diinyevi ¢ikar elde etmek amaciyla faaliyetleri gerceklestirenlerin bu davranislari
sekiilerizm, faaliyete katilanlarin giindelik yasam pratikleri igerisinde dogatistii
alana ait uygulamaya katilmalari sebebiyle de sekiilerizm olarak degerlendirilmistir.
Sonug olarak dini musiki alani sekiilerist davranig ve tutum neticesinde diinyevi
bir ara¢ olarak kullanilmasindan dolay: anlam ve 6zgiinliik degerini kaybetmeye
baglamaktadir.

Anahtar Kelimeler: Dini miizik, Sekiilerizm, Toplum, Kiiresellesme

ABSTRACT

This study examines the status of religious music performances and activities that
are important in Turkish-Islamic culture and tradition in the context of secularisation.
People’s religious feelings are satisfied and enlivened through religious music
performances and activities. However, these activities, which are drawn to an area
devoid of space and emotion, lose their lyrical significance and are transformed into
a tool for obtaining worldly desires. In secularism, societal and individual behaviours
should be evaluated in two ways. In this study, the behaviours of those who engage in
religious music activities to gain worldly interests by removing them from their place
and emotion are evaluated as secularism. In contrast, the behaviours of those who
participate in the activities are classified as desecularism due to their involvement in
the practice of the supernatural in their daily lives. As a result of secularist behaviour
and attitude, the field of religious music begins to lose its meaning and unique value
due to its use as a worldly tool.

Keywords: Religious music, Secularism, Society, Globalisation
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EXTENDED ABSTRACT

Culture is one of the most important phenomena that brings people together while also
introducing privilege and difference into society. The culture contains all of the society’s
religious, moral, aesthetic, psychological and sociological dynamics. Undoubtedly, music
culture is an important field that reflects societal dynamics. Each culture has had a distinct
music culture. One can find traces of many aspects of society’s life in this music culture. Music
culture, which has an inclusive aspect that affects the entire society, has begun to change and
transform in tandem with the change and transformation of societal dynamics over time. Today,
the effects of the capitalist system, such as globalisation and the cultural industry, have created
a new commercial area by influencing the field of music.

The transformation of cultural elements, particularly music, into material commodities
has altered people’s perceptions of musical aesthetics. The degree of aesthetic concern and
compliance with the understanding of art determines the importance of art. Society can
improve its aesthetic understanding by adapting to the existing high level of art knowledge.
When art is reduced to society, situations such as loss of meaning in music may arise. At this
point, music has been transformed into a commodity and marketed as a commercial product.
According to Adorno, the musician is now a businessman. Not the music he performs with
artistic concerns, but the music he performs to satisfy societal tastes and earn a financial
return, has gained meaning.

Sociology, a branch of science that studies societal behaviour, attempts to explain why
people’s behaviour changes over time in specific situations. When we consider music practices
as a behaviour, they fall under the purview of sociology. This field, known as music sociology,
studies both the effects of music on society and the effects of society on music.

Religious music plays an important role in the Turkish-Islamic tradition, both religiously
and culturally. Its inclusive role in practical life elevates it to an important position. People’s
religious feelings are satisfied and enhanced through religious music performances and activities.
These practices have become customary and have been applied for specific purposes at various
points in history. Because of their effective social role, performances and activities can now
be used for specific purposes. Performances and activities drawn to an area devoid of space
and emotion lose their lyrical meaning and become a tool for acquiring worldly interests.

In this study, the behaviours of society and individuals performing these activities are
evaluated in two ways within the context of secularism. First, we look at the behaviours
of those who engage in the activities in question. Secularism is defined as the reduction of
supernatural beliefs and practices among individuals and societies in a given time and place.
First, it is observed that members of the group in question engage in supernatural practices.
They participated in or preferred to participate in activities that satisfied and enhanced their
religious feelings and thoughts. When it is considered that they do not expect any worldly
benefit from these behaviours but only a divine reward (good deed), they are engaging in
desecularist behaviour, which is the polar opposite of secularism.
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Second, some individuals and groups use these activities to further their worldly interests.
According to the study’s examples, practices such as marketing and advertising activities as
if they were commercial, demonstrate that this behaviour serves a secularist/worldly purpose.
Individuals and groups involved in the activities benefit globally due to their efforts. Practices
and activities unique to their religious identity and playing an important role in the cultural
field have become a commercial product of global interest. Moreover, individual and group
behaviours that result in a commercial product are evaluated within the context of secularism.

As aresult, although examples are provided in the study, it is possible to conclude that the
activities that serve the purpose of worldly interest are incompatible with the meaning and
authenticity of religious music.
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Toplum, Kiiltiir ve Degisim

Toplum, ortak bir kiiltiirii paylasan, belli bir toprak parcasinda yerlesik ve kendilerine
bir¢ok yonden birlesik ve 6zgiin bir varlik olarak goren insanlardan olusan bir grup olarak
tanimlanabilir (Marshall vd., 2003). Bireyleri topluma dahil eden, bireylerin kenetlenmesini
saglayan en dnemli unsurlardan birisi kiiltiirdiir. Kiiltiir, bireylerin zaman igerisinde yagadiklar1
toplumsal tecriibe ile ortaya koyduklari bir iirtindiir. Bu ortak tiriin ayn1 zamanda toplumun
kimligini ifade eden bir aragtir. Kiiltiiriin igerisinde toplumun yasadig: tarihi, siyasi, dini, sosyal
tecriibelerin izlerine rastlamak miimkiindiir (Cetinkaya, 2014).

Avrupa aydinlanmasi sonrasi Bati bir¢ok yoniiyle diger milletleri ve bu milletlerin kiiltiirlerini
etkileyen degisimin igerisine girmistir. Teknoloji ve bilimde yasanan yeniliklere ek olarak
milliyet¢ilik akimi ile ulus devletlerin olusmasina, imparatorluk gibi ¢ok kiiltiirlii devletlerin
yikimina neden olmustur (Aydin & Persembe, 2019). Bununla beraber pozitivist diisiince ile
mistisizm geri planda kalmis, din ve inang ile baglantili kurum ve olgulara karsi tutum da
zamanla degismistir.

19 ve 20. yiizyil Tirk siyasi ve igtimai hayati agisindan biiyiik degisimlerin oldugu bir
donem olmustur. Yiizyillar boyu diinyaya hiikmetmis, siyasetten bilime, edebiyattan askeriye
ve daha nice alanlarda tahakkiim saglayan bir devletin yikilisini ve yeni bir rejim ile degisen
algiy1 Tiirk tarihinde bahsi gegen dénemlerde gozlemlemek miimkiindiir (K6zleme, 2020). Tarihi
olay ve olgulari bir yana toplumsal bir¢ok degisimin de bu dénemde gerceklestigi goriiliir. Bati
medeniyetinin Tiirk toplum hayatina miidahalesi siyasi agidan tepeden inme bir zorunluluk
olarak uygulanmis ve bir kimlik krizi yasatmistir. Kiiltiirler toplumun ortak tecriibesi ile
olustugu i¢in bir anda aniden degisimi miimkiin kilmamaktadir. Nitekim Cumhuriyet rejiminin
kurucu elitleri tarafindan ikame edilmek istenen Batili yasam pratikleri toplum tarafindan ilgi
gormemistir (Kézleme, 2020).

Kiiresellesme, diinyanin farkli bolgelerinde yasayan insan, toplum ve devletlerin aralarindaki
iletisim ve etkilesiminin artmasini ifade etmektedir. Bu etkilesim kiiltiirel, ekonomik ve siyasi
vb. ¢cok boyutlu bir etkilesimi barindirmaktadir (Bayar, 2008). Kiiresellesme ve kiiltiir karsilikli
olarak birbirini etkilemektedir. Kiiresellesme biiyiik oranda kiiltiirleri etkilemistir. Hayat
tarzi agisindan toplumlarin gittikge birbirine benzemesi, kiiltiirlerin kendine has 6zelliklerini
kaybetmesine sebep olmaktadir. Amerikanlagma seklinde de isimlendirilen kiiresellesme;
diisiincede, iligkilerde, giyim tarzinda ve miizik kiiltiiriinde kisaca insanlarin hayata bakis
acisindan benzesme meydana getirmektedir. Genglerin giydikleri ayakkabi, pantolon, kazak
ve blucinlerden dinledikleri miiziklere, izledikleri film ve dizilere kadar giindelik hayatin her
alaninda kiiresellesmeden bahsetmek miimkiindiir. Kiiresellesme ile beraber kiiltiirel aidiyet
smirlarini asmis ve sosyal hareketler giiglenmistir. Iletisim imkanlarinin artmasi, insanlarin,
icinde bulunduklart toplumlari, siyasi, dini ve kiiltiirel degerleri sorgulamasina olanak saglamistir.
Kiiresellesme sosyal iletisim kanallar araciligryla etki boyutunu arttirarak geleneksel toplumlart
(6zellikle geng nesli) degisim ve doniisiime sokmaktadir. Haliyle bu durum kiiresellesmeyi
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lanse eden kesim tarafindan ekonomik, politik ve idealist ¢ikarlar1 barindiran bir olgu olarak
kullaniimasina olanak saglamaktadir. Ozellikle geng neslin fazlasiyla ilgisini geken kiiresellesme,
geleneklesen kiiltiirlin aktarimini olumsuz etkilemektedir. Bu nedenle kiiltiir unsurlarina sahip
cikmak ve onlar1 gelecege tastyan bir nesle ulagmak zor bir hal almaktadir (Talas & Kaya, 2007).

Kiiresellesmenin etkisiyle degisen ve doniisen toplumlar, popiiler kiiltiiri biitiiniiyle
benimsemislerdir. Popiiler kiiltiire ait alisveris, giyim-kusam, yeme-igme, miizik zevkleri
ve sosyal iliskiler vb. tim unsurlar topluma entegre olmustur. Bu durum yerel kiiltiirlerini,
degisen ve doniisen diinya diizenine karsin gelistirmeyen milletler i¢in milli kimlik kaybina
sebep olabilmektedir. Popiiler kiiltiiriin tiikketim kiiltiirtiyle olan iligkisi, tiikketici toplumu kiiltiir
endiistrisi agisindan agik bir pazar haline getirmektedir. Nitekim kitle iletisim araclart yoluyla
etki altina alinan toplum, popiiler kiiltiir tarafindan ekonomik, politik ve idealist ¢ikarlar i¢in
kullanilmaktadir (Birekul, 2015).

Adorno ve Horkheimer’in “kiiltiir endiistrisi” kurami, kiiltiiriin modernizasyon ¢ercevesinde
kullanilarak maddesel bir araca doniistiiriilmesini elestirmektedir (Adorno, 2003). Kiiltiirel
unsurlar toplumun 6ziinii ifade eden olgular oldugu i¢in maddi ¢ikar amaciyla kullanilmasi
ozgiinliik agisindan elestirilmektedir. Kiiltlir unsurlarinin {iretilen bir meta haline gelmesi,
kitlelerin tiiketimini g6z 6niine alarak diizenlenmesi ve belli bir plan dahilinde gergeklestirilmesi
bu durumu bir sektor haline getirmektedir. Olusan sektorle beraber sanatin 6zgiinliik ve seckinlik
ozelliklerine darbe vurulmaktadir. Sanat¢inin bu sifata haiz olabilmesi onun 6zgiin duygularimi
ifade ederek ortaya koydugu seyle miimkiindiir. Ancak Adorno ve Horkheimer’in elestirdigi
durumda sanat¢1 bir is adamina doniismekte ve kapitalist sistemin kiiltiir somiirgeciligine katki
saglamaktadir (Odabasi, 2014). Popiiler kiiltiirlin iireticileri toplumun biitiiniine yapmis oldugu
etki sayesinde bir siire sonra birey ve toplumu tirettigi seylere mecbur birakmaktadir. Bunu bir
ornekle aciklayacak olursak bugiin her bireyin bir akilli telefonu vardir. Eger bir birey telefon
almay1 reddetse insanlarla iligki kuramayacak ve bu durum o kisiyi toplumdan soyutlayacaktir.
Dislanmak istemeyen birey akilli telefonu almak mecburiyetinde kalacaktir. Popiiler kiiltiir
iireticilerinin amagladig1 sey sonu gelmeyen bir tiiketim ve hazdir. Uretilen iiriinlerle bireye
mutlulugun ve hazzin bir yansimasini gostererek uymaya zorlar. Bu durumda birey sistemin
gelisimine farkinda olmadan katki saglamaktadir. Clinkii kiiltiir tireticileri toplumun degerlerini ve
bu degerler cercevesinde davranis ve yasayis bicimlerini iyi analiz ederek gelistirdigi metotlarla
kendi tiriniinii satacak kivama getirmektedir. Toplumun din, siyaset, milliyet, vicdan ve hiirriyet
vb. duygularini bir meta haline getirir ve bunu piyasaya sunar (Adorno, 2003). Birey burada
kiiltiirel degerleri cercevesinde hareket ederek satin aldigini diisiiniir. Ancak yapmis oldugu
fiil, kdltiir ireticilerinin kar marjini artirmaktan baska bir sey degildir. Tiirk bayrakli tigortler,
bozkurt kolyeler, semazen biblolari, {izerinde dini ve milli sembol ve yazilarin bulundugu
objeler ve daha pek ¢ok {irlin bu amag ¢ergevesinde piyasaya siiriilerek metalastirilmaktadir.

Tam da bu noktada kiiltiirel unsurlarda anlam kaybinin sebebinin ortaya ¢iktig1 sdylenebilir.
Bir kiginin 6zgiin bir sanat eseri varliga getirebilmesi i¢in geleneksel sanatlarla belli bir vakit
mesgul olmasi gerekir. Ortaya ¢gikan sanat eserinde sanatkarin yillarca verdigi emegin izlerini
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gormek miimkiindiir. Sanatin gayesinin de 6zgiin bir eser ortaya koymak oldugu diisiiniildiigiinde,
hizli tiiketilen, gegici mutluluk ve haz veren bir seyin sanatsalligi tartigmalidir. Ciinkii sanat
kalict olmalidir. Bugiin Dede Efendi’nin bir agir semaisi ya da Mimar Sinan’in Siileymaniye
Camii 6zgiinliigiinii ve varligin1 korumakla beraber bu eserlerde ayni hislerin de kalic1 oldugunu
gormek miimkiindiir.

Gegici mutluluk ve haz hissiyle bireyi bir seyden bagka bir seye yonlendiren kiiltiir endiistrisi,
bireye o anki hazzi ve mutlulugu yasatmakla beraber ger¢ek mutlulugun tam karsiligimi
barmdirmadi1 icin gergek bir tatmine ulastirmaz. Ornegin aldigmiz akilli telefon igin size
kilif satarak bir sektor olusturur yahut size selfie cubugu, mercekler veya koruyucu camlar vs.
birgok iirlinle karsiniza ¢ikar ve sizi daima tiikketime sevk eder. Maddesel tiriinler disinda akillt
telefon sahibi olan bireyi sosyal medya ile mesgul eder. Sosyal medya lizerinden lanse etmis
oldugu tiiketim hazzi insan1 daha da fazla tiiketmeye ve tembellige sevk eder. Arama motorlari
ve sosyal medya aglar1 her ne kadar bazi yonleriyle faydali olsa da kiiltiir somiirgecileri bunlar
araciligiyla birey ve toplumlart kdlelestirir. Adorno’nun kiiltiir sémiirgeciliginde gelinen noktay1
tespit eden su ifadesi durumu acik bicimde ortaya koymaktadir: “Halkin kendisine yapilan
kotiliige karsi besledigi sevgi ilgili mercilerin kurnazligini bile geride birakmaktadir” (Adorno
& Horkheimer, 2007).

Kiiltiir endistrisinin mallari, ifade ettikleri 6zgiinliikle veya yapisindaki uyumla degil
piyasadaki degeri kadar 6nem kazanmaktadir. Bu minvalde iiretilen kiiltiir tiriinleri kar duygusuyla
tiretilmektedir. Kiiltiir unsurlar eskiden de bir ge¢im kaynagi nitelige sahipti. Ancak bu iligkide
kar amaci dolayliydi. Dogrudan bir sektor olugturma gayesiyle degil sanatsal bir 6zgiinliik
ortaya koymak amaclanmaktaydi. Hizli tiikketim ve hedonizme hitap etmeyen kiiltiir unsurlari
giintimiizde popiilaritesini kaybetmis ve yalnizca ilgili kesim tarafindan icra edilir hale gelmistir
(Adorno, 2003).

Kiiresellesme ve beraberinde toplum algisinda yerini bulan kiiltiir endiistrisinin tirtinleri,
toplumu diinyaya baglayan ve diinyaya daha da ait olmaya iten bir siirecin baglangicini
olusturmaktadir. Sekiilerizm olarak tanimlanacak bu aidiyet, toplumun ve bireyin hayatindan
dogaiistii alana ait inancin yerini diinyaya birakmaktadir. Din Tehanevi’nin tanimina gore:
“Akal sahiplerini kendi tercihleriyle diinyada salaha, ahirette de felaha gotiiren Allah tarafindan
konulmus kanundur” (DIN, t.y.). Din insana hem bu diinyada hem de diinya yasaminin bittigi
zamanki ahiret hayatinda ebedi bir mutluluk vadetmektedir. Dinin insan ve toplum hayatinin her
saniyesini ve her anini kapsayan yonii, diisiincede ve eylemde insan1 her zaman dini bir hiiviyete
sahip fiiller yapmasini saglamaktadir. Ancak kiiresellesme, kentlesme, bilimsel gelismeler ve
kapitalizmin yayginlastig1 toplumlarda din ve dine ait olgulardan soyutlanmasi, toplum ve
bireyleri sekiiler bir yasam tarzina gotiirmektedir.

Dini Miizik ve Sekiilerizm Iliskisi

Toplum ve miizik iligkisi baglaminda dini miizik barindirdig1 anlam agisindan insanlarin
ragbet gosterdigi bir kiiltlirel alan olmustur. Dini miizik dini ritiiellerin de bir pargasi olarak
toplumsal dini bir isleve sahip olmasi sebebiyle dnemini artirmaktadir. Dini miizigin anlam
diinyasi icerisinde ifade ettigi zenginlikler toplumsal ve bireysel olarak kapsayici 6zelligiyle
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etki alani artirmaktadir. Tiirk-Islam kiiltiir ve geleneginde bir ¢ocuk dogdugu zaman bir
kulagina ezan okunur diger kulagina ise kamet getirilerek isim verilir. Vefat ettiginde de yine
salalar okunur. Yani dini masiki Tiirk Islam geleneginde hem toplumsal hem de bireysel olarak
dogumdan 6liime kadar insanin biitiin siireglerinde aktif bir rol oynamaktadir. Giinde bes defa
minarelerden okunan ezan, cuma aksami ve cuma namazindan 6nce okunan salalar insan
hayatindaki varligini gosteren uygulamalardir. Diigiin, siinnet cemiyeti, asker ugurlama, bebek
mevlidleri ve cenaze merasimleri vb. organizasyonlar dini mésiki kiiltiiriiniin Misliiman toplum
icerisindeki yeri ve 6nemini gostermektedir.

Dini musiki icra faaliyetleri agisindan insanlarn dini duygularini tatmin ve tezyin etmek
amacityla uygulanmaktadir. Ancak bu kiiltiir unsuru da kiiltiir endiistrisinin bir alanina
dontigmektedir ya da donlismiistiir denilebilir. Mekanindan ve duygusundan yoksun bir
alana cekilen dini masiki icralari, ticari bir faaliyet alanina doniiserek manasini kaybettigi
soylenebilir. Kiiltiir merkezlerinde, kafelerde, diigiinlerde yapilan s6zde sema mukabeleleri,
Mevlevi anlayisa uymayan uygulamalardir. Restoranlarda, cemiyetlerde, kiiltiir merkezlerinde
icra edilen tasavvuf miizigi ve mevlid gibi uygulamalar ticari bir hiiviyet barindirdigi i¢in dinin
bir tiiketim malzemesine doniistiiriilmesini ifade etmesi sebebiyle dini misikinin amacina
uymayan faaliyetlerdir.

Bu durum sekiilerizm baglaminda iki yonlii olarak degerlendirilmelidir. Tlk olarak bahsedilen
faaliyetlere ragbet eden toplum ve birey agisindan bir degerlendirmeyi gerektirir. insanlarin
giindelik yasamindan farkli olarak bahsi gegen faaliyetlere katilmasi ve bu sebeple dini duygu
ve diislincelerini tatmin ve tezyin etmesi, desekiilerist bir davranig olarak tanimlanabilir. Bunu
bir 6rnekle agiklayacak olursak; giindelik yagaminda cuma namazlarina gitmeyen bir bireyin
Ramazan ayinda cuma namazlarma gitmesi, o bireyin desekiilerlestigini ifade eder. Giindelik
yasaminda dini misiki dinlemeyen bir bireyin afiste dini misiki konseri afisini gorerek bu etkinlige
katilmasi da ayni sekilde desekiilerist bir davranis olarak degerlendirilebilir. Desekiilerizm birey
ve toplumun giindelik yasam pratiklerinde dogaiistii alana ait olan uygulama ve inanglara daha
fazla yer vermesini ifade eder.

Sekiilerizm ve desekiilerizm kavramlarini ifade ederken dogatistii alana ait inanglar diyerek
din olgusunu da igerisine alan bir kavramlagtirma yapmak daha isabetli olacaktir. Nitekim
toplumumuzda Islam dinine ait olmayan ancak toplum nazarinda ilahi bir baglant1 kurma
amaciyla yapilan uygulamalar mevcuttur. Muskalar, agaclara baglanan bez parcalari ya da suya
atilan paralar vb. uygulamalar bunun 6rneklerinden sadece birkagidir.

Ikincisi ise bahsedilen faaliyetleri gerceklestiren ve bu faaliyetlerden diinyalik menfaat elde
eden bireylerin davranislaridir. Mevlid-i serifi, sema mukabelesini, tasavvuf miizigi icrasini da
bireyin diinyalik amaclar ¢cercevesinde icra etmesi, sekiiler bir davranis olarak nitelendirilebilir.

Yapilan literatiir taramasi neticesinde sekiilerizm agisindan dini miizik degerlendirilmedigi
gozlemlenmistir. Sekiilerizm konusu ve sekiilerizmin hem dini hem de kiiltiirel bir alan olan
dini musiki ile iligkisi ifade edilmek suretiyle anlatilmak istenen diisiince, sav ortaya konulmak
istenmistir.
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Kiiltiir endiistrisinin kiiltiir unsurlarinin ticari bir iiriine doniistiiriildiiglinii ifade etmesi,
dini masiki faaliyetlerinin pazarlanmasini tam olarak karsilayan bir durumdur. Yapilan dini
ritiieller, dini duygu ve diisiincelere sahip faaliyetler, diinyalik bir karsilik amaciyla icra edildigi
miiddetge bir lirlin haline doniismektedir. Bu durum dinin ve dine ait kiiltiirel unsurlarin tiikketim
malzemesi haline doniistiiriilmesidir. Dini misiki formlarini diinyalik bir menfaat elde etmek
amactyla icra eden kisilerin davranig bicimi de bu minvalde sekiilerist bir davranistir. Clinkii
yapilan icralar amacindan ve 6ziinden uzak, diinyalik ¢ikarlar amaciyla yapilmaktadir. Diinyalik
cikarlar ¢ercevesinde yapilan faaliyetlerin yapan kiside karsilig1 bu diinyaya ait bir 6diil oldugu
icin manasini ve 0ziinii yitirmektedir. Dolayisiyla birey ve toplumlarin faizin haram oldugunu
bilmesine ragmen ticari faaliyetlerinde hassasiyet géstermemesi zamanla ¢ogalan bir durum
olarak topluma yerlesmistir. Oz bakimindan faizin yapilan ticaretin bereketini ve helalligini
yok ettigi gibi dini msiki faaliyetlerinin de mana zenginligini ve 6ziinii yitirmesine sebebiyet
vermektedir. Manasini yitiren uygulamalar yalnizca ilgili alan dahilinde kalmayarak bireyi
daha da igine ¢eken bir diinyevilesmeye gotiirmektedir.

Toplum ve bireyin degisim ve doniisiim tecriibelerine bakildig1 zaman ansizin gergeklesmedigi,
tedrici olarak degisim ve doniisiime tabi oldugunu gézlemlemek miimkiindiir. Dogaiistii alanin
da toplum ve birey nezdindeki konumu bir anda zayiflayan bir durum degildir. Birgok etkenle
beraber dogaiistii alanin birey ve toplumun giindelik pratiklerinden soyutlanmasi da sekiilerizm
kavramiyla agiklanir. Bir toplumda bireylerin ticari hayati kapitalizmin etkisiyle dinf hiiviyetten
uzaklasir. Kentlesmeyle beraber bireylerin toplumsal diizeni de dini hiiviyetten uzaklasir. Buna
ilaveten bilimsel gelismelerle olusan veriler ve buluslar toplumu din hiiviyetten uzaklastirabilir.
Bu baglamda burada ticari hayat, toplumsal diizen ya da bilimsel gelismelerin kendisine iligkin
bir elestiri yapilmamaktadir. Yalnizca bu olgularin, sosyolojik olarak degerlendirildiginde,
dini kimlikten soyutladigi gerekgesiyle bireyde sekiilerizme neden oldugu gergegi goz oniinde
tutulmaktadir.

Sonuc¢

Bahsi gegen faaliyetler' dini degerlere saygi duyan ailelerin ragbet gostermesi ve sosyal
medyanin etkisiyle daha da yayginlagmis ve bir piyasa olusturmustur. Diiglin salonlarinda
tasavvuf miizigi ekibi ¢esitli segeneklerle sunulmakta, sadece bu sektdr i¢in internet siteleri,
semazen ekipleri ya da bayan tasavvuf gruplari kurulmaktadir. Sosyal medya aglarinda ¢okca

1 Asagidaki verilen baglanti linkleri yalnizca birkag 6rnekten olusmaktadir. Aragtirmalar neticesinde yapilan icra ve
faaliyetlerin biiyiik bir hacme sahip oldugu gézlemlenmis ancak ifade edilmek istenen sava delil olabilmesi agisindan
birkag rnegin yeterli olabilecegi diisiiniilmiistiir. ’ Tasavvufi diigiin”, <’Islami diigiin” gibi isimlendirmeler ile piyasada
ragbet edilen bir tarz olmakla beraber icra eden kisiler i¢in de rekabet alanina doniistiigii gozlemlenebilmektedir.
https://www.instagram.com/reel/C4TPB4JtDj /?utm_source=ig_web_copy link&igsh=MzRIODBINWFIZA==
http://hasanarvas.com/?gad_source=1&gclid=CjOKCQjw-r-vBhC-ARIsAGgUO2B2RUzTVEWBcnEtfmzmj
QIMaTvKWEMWYV03xWsBuej-VuDIEttxSW4aAukjEALw_wcB
https://www.facebook.com/photo/?fbid=79821487879403 1 &set=a.494838555798333
https://asirorganizasyon.com/16-dini-dugun-organizasyonu.html
https://www.facebook.com/reel/710235457978009
https://www.instagram.com/ahmetfeyzi?utm_source=ig_web_button_share_sheet&igsh=2DNIZDcOMzIxNw==
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https://asirorganizasyon.com/16-dini-dugun-organizasyonu.html
https://www.facebook.com/reel/710235457978009
https://www.instagram.com/ahmetfeyzi?utm_source=ig_web_button_share_sheet&igsh=ZDNlZDc0MzIxNw

Diindar A

tasavvuf miizigi ekiplerine ulasmak miimkiindiir. Ramazan aylarinda kafe ve restoranlarda
tasavvuf miizigi icralar1 da ayn1 sekilde miitedeyyin toplumu ilgili mekanlara iftar programina
yonlendiren faaliyetlerdir. Kiiltiir merkezlerinde yapilan dini icerikli bu tarz konserlerin amaci,
bu faaliyetleri ger¢eklestiren kurumun ya da toplulugun reklami, san ve s6hret kazanmasi veya
bilet satmasi gibi diinyalik menfaatleri goz 6niine aldigi miiddetge, manasina ve 6ziine aykirilik
icermesi bakimindan bir davranis olarak sekiilerizmle iliskilendirilebilir. Ancak dini masiki
kiiltiriiniin topluma aktarilmasi ve bir biling olusturulmasi, dini misikinin anlam zenginligini
insanlarin duygu diinyasina yerlestirmek amactyla yapildigindan farkli degerlendirilmelidir.

Yapilan incelemeler neticesinde kiiltiir endiistrisinin bir {irlinii haline gelen, kapitalist
ekonomik sistemin de etkisiyle dini miisiki alaninda bir anlam kaybinin yasandig1 gortilmektedir.
Gerek miizikal yapisi gerek de anlam derinligine sahip birgok dini musiki eseri, yalnizca ilgilisi
nezdinde kalmis, toplum nezdinde kiiresellesmenin de etkisiyle cabuk tiiketilen daha basit
kaliptaki ilahiler ilgi gérmiistiir. Bahsi gecen faaliyetlerde halkin begenisinin 6n planda oldugu
ilahiler tercih edilmistir. Ciinkii yapilan faaliyetlerin amact, icra edilen sanatin 6zgiinligiinii
ve anlam diinyasini topluma aktarmak degil, diinyalik kazang elde etmektir. Nitekim kiiltiir
iriinlerinin gegici mutluluk ve hazza hitap etmesi, ancak sektor igerisinde tutunabilmesine
olanak saglamaktadir. Ozetle sekiilerist kaygiyla icra edilen faaliyetlerin sanatsal olmaktan
ziyade getirecegi menfaat agisindan aragsal bir karsiligi bulunmaktadir. Ozetle maddi ¢ikar
kaygistyla icra edilen bu faaliyetler, dini misikinin anlam ve 6zgiinliik degeri agisindan dnemini
kavrama ve kavratmaktan uzaktir.
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YAZARLARA BiLGi

AMAC VE KAPSAM

Meshk Journal of Religios Music, Nisan ve Ekim aylari olmak lizere yilda iki defa yayinlanan, agik
erisimli, hakemli, bilimsel bir dergidir. Ulusal ve uluslararasi akademik ¢evreleri hedefleyen derginin
yayin dili Tirkge, ingilizce, Arapca ve Farscadir.

Dergi, mizigin din ile iliskisi baglaminda; muzikoloji, mizik tarihi, nazariyat gibi alanlarla birlikte
edebiyat, felsefe, sosyoloji gibi farkli disiplinlerin perspektifinden calismalar yapmayi ve bdylece dini
muzigin teorik alt yapisini gelistirmeyi hedeflemektedir.

Derginin kapsami beseri bir faaliyet olarak ortaya konan din ve miizik olacaktir. Bu minvalde din ve
mizik evrensel bir bakis acisiyla ele alinacak, belirli bir cografya ve inangla sinirlandiriimayacaktir.
Muzik derlemeleri ve cografyaya has muzikler dil ve nazari sistem farki gézetmeden derginin
kapsamina girmektedir. Bu minvalde ortaya konulan arastirma makaleleri, derleme makaleler, ceviri
makaleler, kitap tanitimlar gibi calismalara dergide yer verilecektir.

YAYIN POLITiKASI

Dergi yayin etiginde en yiksek standartlara baghdir ve Committee on Publication Ethics
(COPE), Directory of Open Access Journals (DOAJ), Open Access Scholarly Publishers Association
(OASPA) ve World Association of Medical Editors (WAME) tarafindan yayinlanan etik yayincilik
ilkelerini_benimser; Principles of Transparency and Best Practice in Scholarly Publishing bashdi
altinda ifade edilen ilkeler icin: https://publicationethics.org/resources/guidelines-new/principles-
transparency-and-best-practice-scholarly-publishing

Gonderilen makaleler derginin amag ve kapsamina uygun olmalidir. Orijinal, yayinlanmamis ve
baska bir dergide degerlendirme stirecinde olmayan, her bir yazar tarafindan icerigi ve génderimi
onaylanmis yazilar degerlendirmeye kabul edilir.

Makale yayinlanmak tizere Dergiye gdnderildikten sonra yazarlardan higbirinin ismi, tim yazarlarin
yazili izni olmadan yazar listesinden silinemez ve yeni bir isim yazar olarak eklenemez ve yazar sirasi
degistirilemez.

intihal, duplikasyon, sahte yazarlik/inkar edilen yazarlik, arastrma/veri fabrikasyonu, makale
dilimleme, dilimleyerek yayin, telif haklari ihlali ve cikar ¢catismasinin gizlenmesi, etik disi davranislar
olarak kabul edilir. Kabul edilen etik standartlara uygun olmayan tiim makaleler yayindan cikarilir.
Buna yayindan sonra tespit edilen olasi kuraldisi, uygunsuzluklar iceren makaleler de dahildir.

intihal

On kontrolden gecirilen makaleler, iThenticate yazilimi kullanilarak intihal icin taranir. intihal/
kendi kendine intihal tespit edilirse yazarlar bilgilendirilir. Editorler, gerekli olmasi halinde makaleyi
degerlendirme ya da Uretim sirecinin ¢esitli asamalarinda intihal kontroliine tabi tutabilirler.
Yiksek benzerlik oranlari, bir makalenin kabul edilmeden dnce ve hatta kabul edildikten sonra


https://publicationethics.org/
https://publicationethics.org/
https://doaj.org/apply/transparency/#principles-of-transparency-and-best-practice-in-scholarly-publishing
https://oaspa.org/
https://oaspa.org/
https://www.wame.org/
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
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reddedilmesine neden olabilir. Makalenin tiirline bagh olarak, bunun oranin %15 veya %20'den az
olmasi beklenir.

Cift Kor Hakemlik

intihal kontroliinden sonra, uygun olan makaleler bas editér tarafindan orijinallik, metodoloji, islenen
konunun 6nemi ve dergi kapsami ile uyumlulugu acisindan degerlendirilir. Editdr, makalelerin adil
bir sekilde ¢ift tarafli kor hakemlikten gecmesini saglar ve makale bicimsel esaslara uygun ise, gelen
yaziyl yurticinden ve /veya yurtdisindan en az iki hakemin degerlendirmesine sunar, hakemler gerek
gordugu takdirde yazida istenen degdisiklikler yazarlar tarafindan yapildiktan sonra yayinlanmasina
onay verir.

Acik Erigim ilkesi

Dergi acik erisimlidir ve derginin tiim icerigi okura ya da okurun dahil oldugu kuruma ticretsiz olarak
sunulur. Okurlar, ticari amag haricinde, yayinci ya da yazardan izin almadan dergi makalelerinin
tam metnini okuyabilir, indirebilir, kopyalayabilir, arayabilir ve link saglayabilir. Bu BOAI agik erisim
tanimiyla uyumludur.

Derginin acik erisimli makaleleri Creative Commons Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0)
olarak lisanslidir.

islemleme Ucreti

Derginin tiim giderleri Istanbul Universitesi tarafindan karsilanmaktadir. Dergide makale yayini
ve makale siireglerinin yurUtiilmesi lcrete tabi degildir. Dergiye gonderilen ya da yayin igin kabul
edilen makaleler icin islemleme Uicreti ya da gonderim Ucreti alinmaz.

Telif Hakkinda

Yazarlar dergide yayinlanan calismalarinin telif hakkina sahiptirler ve calismalari Creative Commons
Atif-GayriTicari 4.0 Uluslararasi (CC BY-NC 4.0) olarak lisanshdir. CC BY-NC 4.0 lisansi, eserin ticari
kullanim disinda her boyut ve formatta paylasiimasina, kopyalanmasina, cogaltiimasina ve orijinal
esere uygun sekilde atifta bulunmak kaydiyla yeniden diizenleme, donistiirme ve eserin Uizerine
insa etme dahil adapte edilmesine izin verir.

Diizeltme, Geri Cekme, Endise ifadesi
Editorler, yayinlanan makalede, bulgular, yorumlari ve sonuglan etkilemeyen kiiciik hatalar tespit
edilirse diizeltme yayinlamayi dustinebilirler. Editorler, bulgulari ve sonuclari gegersiz kilan buyiik

hatalar / ihlaller s6z konusu oldugunda, makaleyi geri cekmeyi diistinmelidir.

Yazarlar tarafindan aragtirma veya yayini kotiiye kullanmaya yonelik olasilik s6z konusu ise; bulgularin
glivenilir olmadigina ve yazarlarin kurumlarinin olayi sorusturmadigina dair kanitlar var veya olasi


https://www.budapestopenaccessinitiative.org/translations/turkish-translation
https://creativecommons.org/licenses/by-nc/4.0/deed.tr
https://creativecommons.org/licenses/by-nc/4.0/deed.tr
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sorusturma haksiz veya sonugsuz gériinlyor ise, editorler endise ifadesi yayinlamayi disinmelidir.
Duzeltme, geri cekme veya endise ifadesi ile ilgili olarak COPE ve ICJME yonergeleri dikkate alinir.

Arsiv Politikasi

Dergide yayinlanan tiim yazilarin korunmasini ve kalici olarak erisilebilir olmasini saglamak igin
makaleler, ulusal bir arsiv sitesi olarak hizmet veren ve ayni zamanda LOCKSS'in icerigi toplamasina,
korumasina ve sunmasina izin veren Dergipark’ta saklanmaktadir.

Ek olarak, yazarlarin kendilerinin makalelerinin son PDF strimiint Open Archives Initiative (https://
www.openarchives.org/) standartlarina uygun acik elektronik arsivlerde arsivlemeleri onerilir.
Yazarlar, yayinladiklari arsiv versiyonundan, i.U. Yayinevinin dergi web sitesinin URLsine baglant
saglamalidir.

Yayin Etigi Beyani

Meshk Journal of Religious Music, yayin etiginde en yiksek standartlara baglidir ve Committee
on Publication Ethics (COPE), Directory of Open Access Journals (DOAJ), Open Access Scholarly
Publishers Association (OASPA) ve World Association of Medical Editors (WAME) tarafindan
yayinlanan etik yayincilik ilkelerini benimser; Principles of Transparency and Best Practice in
Scholarly Publishing basligi altinda ifade edilen ilkeler icin adres: https://publicationethics.org/
resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing

Gonderilen tim makaleler orijinal, yayinlanmamis ve baska bir dergide degerlendirme stirecinde
olmamalidir. Yazar makalenin orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve
baska bir yerde, baska bir dilde yayinlanmak tzere degerlendirmede olmadigini beyan etmelidir.
Uygulamadaki telif kanunlari ve anlasmalari gozetilmelidir. Telife bagli materyaller (6rnegin tablolar,
sekiller veya buyik alintilar) gerekli izin ve tesekkirle kullanilmahdir. Baska yazarlarin, katkida
bulunanlarin calismalari ya da yararlanilan kaynaklar uygun bigimde kullaniimali ve referanslarda
belirtilmelidir.

Her bir makale en az iki hakem tarafindan cift kér degerlendirmeden gecirilir. intihal, duplikasyon,
sahte yazarlik/inkar edilen yazarlik, arastirma/veri fabrikasyonu, makale dilimleme, dilimleyerek
yayin, telif haklari ihlali ve ¢ikar catismasinin gizlenmesi, etik disi davranislar olarak kabul edilir.
Kabul edilen etik standartlara uygun olmayan tiim makaleler yayindan ¢ikarilir. Buna yayindan sonra
tespit edilen olasi kuraldisi, uygunsuzluklar iceren makaleler de dahildir.

Arastirma Etigi
Meshk Journal of Religious Music, arastirma etiginde en ylksek standartlari gézetir ve asagida
tanimlanan uluslararasi arastirma etigi ilkelerini benimser. Makalelerin etik kurallara uygunlugu

yazarlarin sorumlulugundadir.

- Arastirmanin tasarlanmasi, tasarimin gézden gecirilmesi ve arastirmanin yiritiilmesinde, butinlik,


https://publicationethics.org/resources/flowcharts/complete-set-english
https://www.icmje.org/recommendations/
https://www.openarchives.org/
https://www.openarchives.org/
https://publicationethics.org/
https://publicationethics.org/
https://doaj.org/apply/transparency/#principles-of-transparency-and-best-practice-in-scholarly-publishing
https://oaspa.org/
https://oaspa.org/
https://www.wame.org/
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
https://publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-scholarly-publishing
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kalite ve seffaflik ilkeleri saglanmalidir.

- Arastirma ekibi ve katimailar, arastirmanin amaci, yontemleri ve éngorilen olasi kullanimlari;
arastirmaya katilimin gerektirdikleri ve varsa riskleri hakkinda tam olarak bilgilendirilmelidir.

- Arastirma katilimcilarinin sagladigr bilgilerin gizliligi ve yanit verenlerin gizliligi saglanmalidir.
Arastirma katihmailarin 6zerkligini ve sayginhgini koruyacak sekilde tasarlanmalidir.

- Arastirma katiimailari gonilli olarak arastirmada yer almali, herhangi bir zorlama altinda
olmamalidirlar.

- Katihmcilarin zarar gérmesinden kaginilmalidir. Arastirma, katilimcilan riske sokmayacak sekilde
planlanmalidir.

- Arastirma bagimsizligiyla ilgili acik ve net olunmali; ¢ikar catismasi varsa belirtilmelidir.

- insan denekler ile yapilan deneysel calismalarda, arastirmaya katilmaya karar veren katilimcilarin
yazili bilgilendirilmis onay alinmalidir. Cocuklarin ve vesayet altindakilerin veya tasdiklenmis akil
hastaligi bulunanlarin yasal vasisinin onayi alinmalidir.

- Calisma herhangi bir kurum ya da kurulusta gerceklestirilecekse bu kurum ya da kurulustan calisma
yapilacagina dair onay alinmalidir.

- insan 6gesi bulunan calismalarda, “yéntem” béliimiinde katilimcilardan “bilgilendirilmis onam”
alindiginin ve calismanin yapildigi kurumdan etik kurul onayi alindigi belirtilmesi gerekir.

Yazarlarin Sorumlulugu

Makalelerin bilimsel ve etik kurallara uygunlugu yazarlarin sorumlulugundadir. Yazar makalenin
orijinal oldugu, daha 6nce baska bir yerde yayinlanmadigi ve baska bir yerde, baska bir dilde
yayinlanmak tizere degerlendirmede olmadigi konusunda teminat saglamalidir. Uygulamadaki telif
kanunlari ve anlagmalari gézetilmelidir. Telife bagh materyaller (6rnegin tablolar, sekiller veya bilylk
alintilar) gerekli izin ve tesekkurle kullaniimalidir. Baska yazarlarin, katkida bulunanlarin ¢alismalar
ya da yararlanilan kaynaklar uygun bicimde kullaniimali ve referanslarda belirtilmelidir.

Gonderilen makalede tim yazarlarin akademik ve bilimsel olarak dogrudan katkisi olmalidir, bu
baglamda “yazar” yayinlanan bir arastirmanin kavramsallastiriimasina ve dizaynina, verilerin elde
edilmesine, analizine ya da yorumlanmasina belirgin katki yapan, yazinin yazilmasi ya da bunun
icerik acisindan elestirel bicimde gézden gecirilmesinde gérev yapan birisi olarak gorilur. Yazar
olabilmenin diger kosullar ise, makaledeki calismayi planlamak veya icra etmek ve / veya revize
etmektir. Fon saglanmasi, veri toplanmasi ya da arastirma grubunun genel stipervizyonu tek basina
yazarlik hakki kazandirmaz. Yazar olarak gésterilen tim bireyler sayilan tim 6lcutleri karsilamalidir
ve yukaridaki dlcutleri karsilayan her birey yazar olarak gosterilebilir. Yazarlarin isim siralamasi ortak
verilen bir karar olmalidir. Tim yazarlar yazar siralamasini Telif Hakki Anlasmasi Formunda imzali
olarak belirtmek zorundadirlar.


https://iupress.istanbul.edu.tr/en/journal/meshk/information/author-guidelines 
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Yazarlik icin yeterli Slcutleri karsilamayan ancak calismaya katkisi olan tiim bireyler “tesekkiir /
bilgiler” kisminda siralanmalidir. Bunlara érnek olarak ise sadece teknik destek saglayan, yazima
yardimci olan ya da sadece genel bir destek saglayan, finansal ve materyal destegi sunan kisiler
verilebilir.

Butiin yazarlar, arastirmanin sonuclarini ya da bilimsel degerlendirmeyi etkileyebilme potansiyeli
olan finansaliliskiler, cikar catismasi ve ¢ikar rekabetini beyan etmelidirler. Bir yazar kendiyayinlanmis
yazisinda belirgin bir hata ya da yanlislik tespit ederse, bu yanhshklara iliskin diizeltme ya da geri
¢cekme icin editor ile hemen temasa gecme ve isbirligi yapma sorumlulugunu tasir.

Editor ve Hakem Sorumluluklan

Bas editor, makaleleri, yazarlarin etnik kdkeninden, cinsiyetinden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirirler. Yayina gonderilen makalelerin adil bir sekilde
cift tarafli kor hakem degerlendirmesinden gec¢melerini saglar. Gonderilen makalelere iliskin tim
bilginin, makale yayinlanana kadar gizli kalacagini garanti eder.

Bas editor icerik ve yayinin toplam kalitesinden sorumludur. Gereginde hata sayfasi yayinlamali ya
da diizeltme yapmalidir.

Bas editor; yazarlar, editorler ve hakemler arasinda cikar ¢atismasina izin vermez. Hakem atama
konusunda tam yetkiye sahiptir ve dergide yayinlanacak makalelerle ilgili nihai karari vermekle
yuktimlidar.

Hakemler, arastirma, yazarlarve/veyaarastirmayafon saglayanlarla cikar catismasiicinde olmamalidir.
Hakemler degerlendirmelerinin sonucunda tarafsiz bir yargiya varmalidirlar. Génderilmis yazilara
iliskin tim bilginin gizli tutulmasini saglamali ve yazar tarafinda herhangi bir telif hakki ihlali ve
intihal fark ederlerse editore raporlamalidirlar.

Hakem, makale konusu hakkinda kendini vasifli hissetmiyor ya da zamaninda geri déniis saglamasi
mimkiin goriinmiyorsa, editore bu durumu bildirmeli ve hakem sirecine kendisini dahil
etmemesini istemelidir.

Hakem Degerlendirme Politikalari

Daha 6nce yayinlanmamis ya da yayinlanmak tzere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
Gonderilen ve 6n kontrolii gecen makaleler iThenticate yazimi kullanilarak intihal igin taranir.
intihal kontroliinden sonra, uygun olan makaleler bas editér tarafindan orijinallik, metodoloji,
islenen konunun 6nemi ve dergi kapsami ile uyumlulugu agisindan degerlendirilir.

Secilen makaleler en az iki ulusal/uluslararasi hakeme cift tarafli kor hakemlik ile degerlendirmeye
gonderilir; yayin karari, hakemlerin talepleri dodrultusunda yazarlarin gerceklestirdigi
diizenlemelerin ve hakem siirecinin sonrasinda bas editor tarafindan verilir.
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Editor ve Hakem Sorumluluklari

Bas editor, makaleleri, yazarlarin etnik kdkeninden, cinsiyetinden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirirler. Yayina gonderilen makalelerin adil bir sekilde
cift tarafli kor hakem degerlendirmesinden ge¢melerini saglar. Gonderilen makalelere iliskin tim
bilginin, makale yayinlanana kadar gizli kalacagini garanti eder.

Bas editor icerik ve yayinin toplam kalitesinden sorumludur. Gereginde hata sayfasi yayinlamali ya
da diizeltme yapmalidir.

Bas editor; yazarlar, editorler ve hakemler arasinda ¢ikar ¢atismasina izin vermez. Hakem atama
konusunda tam yetkiye sahiptir ve dergide yayinlanacak makalelerle ilgili nihai karari vermekle
yuktimlidar.

Hakemler,arastirma, yazarlarve/veyaarastirmayafon saglayanlarla cikar catismasiicinde olmamalidir.
Hakemler degerlendirmelerinin sonucunda tarafsiz bir yargiya varmalidirlar. Gonderilmis yazilara
iliskin tim bilginin gizli tutulmasini saglamali ve yazar tarafinda herhangi bir telif hakki ihlali ve
intihal fark ederlerse editore raporlamalidirlar.

Hakem, makale konusu hakkinda kendini vasifli hissetmiyor ya da zamaninda geri déniis saglamasi
mimkiin goriinmiyorsa, editore bu durumu bildirmeli ve hakem siirecine kendisini dahil
etmemesini istemelidir.

Degerlendirme stirecinde editor hakemlere gézden gecirme icin gdnderilen makalelerin, yazarlarin
6zel milki oldugunu ve bunun imtiyazh bir iletisim oldugunu acik¢a belirtir. Hakemler ve yayin
kurulu Uyeleri baska kisilerle makaleleri tartisamazlar. Hakemlerin kimliginin gizli kalmasina
0zen gosterilmelidir. Bazi durumlarda editoriin karariyla, ilgili hakemlerin makaleye ait yorumlar
ayni makaleyi yorumlayan diger hakemlere gonderilerek hakemlerin bu siirecte aydinlatiimasi
saglanabilir.

Hakem Siireci

Daha 6nce yayinlanmamis ya da yayinlanmak tzere baska bir dergide halen degerlendirmede
olmayan ve her bir yazar tarafindan onaylanan makaleler degerlendirilmek tzere kabul edilir.
Gonderilen ve 6n kontrolii gecen makaleler iThenticate yazimi kullanilarak intihal igin taranir.
intihal kontroliinden sonra, uygun olan makaleler bas editér tarafindan orijinallik, metodoloji,
islenen konunun 6nemive dergi kapsamiile uyumlulugu agisindan degerlendirilir. Editor, makaleleri,
yazarlarin etnik kdkeninden, cinsiyetinden, cinsel yoneliminden, uyrugundan, dini inancindan ve
siyasi felsefesinden bagimsiz olarak degerlendirir. Yayina gonderilen makalelerin adil bir sekilde cift
tarafli kdr hakem degerlendirmesinden ge¢melerini saglar.

Secilen makaleler en az iki ulusal/uluslararasi hakeme degerlendirmeye gdnderilir; yayin karari,
hakemlerin talepleri dogrultusunda yazarlarin gerceklestirdigi diizenlemelerin ve hakem sirecinin
sonrasinda bas editor tarafindan verilir.
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Hakemlerin degerlendirmeleri objektif olmalidir. Hakem sireci sirasinda hakemlerin asagidaki
hususlari dikkate alarak degerlendirmelerini yapmalari beklenir.
-Makale yeni ve 6nemli bir bilgi iceriyor mu?
-0z, makalenin icerigini net ve diizgiin bir sekilde tanimliyor mu?
-Yontem butdnlikli ve anlasilir sekilde tanimlanmis mi?
-Yapilan yorum ve varilan sonuglar bulgularla kanitlaniyor mu?
-Alandaki diger calismalara yeterli referans verilmis mi?
-Dil kalitesi yeterli mi?
Hakemler, gonderilen makalelere iliskin tim bilginin, makale yayinlanana kadar gizli kalmasini
saglamali ve yazar tarafinda herhangi bir telif hakki ihlali ve intihal fark ederlerse editére
raporlamalidirlar. Hakem, makale konusu hakkinda kendini vasifli hissetmiyor ya da zamaninda
geri donis saglamasi mimkin goriinmiyorsa, editdre bu durumu bildirmeli ve hakem siirecine
kendisini dahil etmemesini istemelidir.
Degerlendirme siirecinde editor hakemlere gézden gecirme icin gdnderilen makalelerin, yazarlarin
6zel milku oldugunu ve bunun imtiyazl bir iletisim oldugunu acikca belirtir. Hakemler ve yayin
kurulu Uyeleri baska kisilerle makaleleri tartisamazlar. Hakemlerin kimliginin gizli kalmasina 6zen
gosterilmelidir.
YAZIM KURALLARI
Makale Hazirlama ve Gonderim

Derginin yayin dili Tiirkce ve ingilizcedir.

1. Yazarlarin; Telif Hakki Anlasmasi Formu, Yazar Formu ve Kapak Sayfasini makale ana metni ile
birlikte géndermeleri gerekmektedir.

2. Cift tarafli kdr hakemlik uygulamasi geregince makale ana metninde yazarin / yazarlarin kimlik
bilgilerinin yer almamasi gerekmektedir.

3. Kapak Sayfasi asagidaki bilgileri icermelidir:

Makalenin tard

Makalenin ingilizce baghg

Yazarlarin isimleri, kurumlar, egitim dereceleri ve ORCID numaralari
Finansal destek bilgisi


https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/F6DA9285219E4040AB36DE818BAB7CA6
https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/7A3629677B3844F0A3D249926126774F
https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/8F6AAB6D53B94D328ECE7BC1672F8E4F
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Sorumlu yazarin ismi, adresi, telefonu (cep telefonu dahil), faks numarasi ve e-posta adresi,
Makale hazirlama siirecine katkida bulunan ama yazarlik kriterlerini karsilamayan kisilerle ilgili
bilgiler

4. Calismalar, A4 boyutunda, Ust, alt, sag ve sol taraftan 2,5 cm. bosluk birakilarak, 11 punto Times
New Roman harf karakterleriyle ve tek satir aralik 6l¢lisu ile hazirlanmaldir.

5. Dergimize gonderilen makalelerde Giris bolimiinden 6nce 150-250 kelimelik calismanin
kapsamini, amacini, ulasilan sonuglari ve kullanilan yéntemi kaydeden 6zet (abstract) yer almalidir.
Ozetin altinda calismanin icerigini temsil eden en az 3 en fazla 5 anahtar kelime yer almalidir.

6. Calismalarin baslica su unsurlariicermesi gerekmektedir: Baslik, 6z ve anahtar kelimeler; ana metin
béltimleri, kaynaklar, tablolar ve sekiller. Arastirma makaleleri, 6z, anahtar kelimeler, giris, yontem,
bulgular, tartisma, sonuclar, kaynaklar bolimlerinden ve tablo, grafik ve sekillerden olusur.

7. Calismalarda tablo ve sekil gibi géstergeler numaralandirilarak, tanimlayici bir baslik ile birlikte
verilmelidir. Calismada yer alan her tablo ve sekil, metin icinde herhangi bir kisaltma yapilmadan
numara sirasina gore alintilanmalidir (Table 1, Figure 1 gibi).

8. Referanslar derginin benimsedigi APA (American Psychological Association) style 7th
Edition referans stiline uygun olarak hazirlanmalidir.

9. Kurallar dahilinde dergimize yayinlanmak lizere génderilen calismalarin her tiirli sorumlulugu ve
calismada gecen gorisler yazar/yazarlarina aittir.

KAYNAKLAR

Meshk Journal of Religios Music, kaynak gosterme ve metin ici alintilar icin APA (American
Psychological Association) style 7th Edition kullanmaktadir. Kaynakca alfabetik siraya gore
listelenmelidir. Alintilarin dogrulugu yazarin sorumlulugundadir. Tim kaynaklar metin icinde atifta
bulunulmalidir. Yazarlarin Zotero, Mendeley gibi bir Referans Yonetim yazilimini kullanmalari tavsiye
edilir.

Kaynaklar asagidaki 6rneklerdeki gibi gosterilmelidir.
Metin icinde Kaynak Gosterme

Kaynaklar metinde parantez icinde yazarlarin soyadi ve yayin tarihi yazilarak belirtilmelidir. Birden
fazla kaynak gosterilecekse kaynaklar arasinda () isareti kullaniimalidir. Kaynaklar alfabetik olarak
siralanmalidir.

Ornekler:
Birden fazla kaynak;
(Esin ve ark., 2002; Karasar 1995)


https://apastyle.apa.org/style-grammar-guidelines/references/examples
https://apastyle.apa.org/style-grammar-guidelines/references/examples
https://apastyle.apa.org/style-grammar-guidelines/references/examples
https://apastyle.apa.org/style-grammar-guidelines/references/examples
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Tek yazarli kaynak;
(Akyolcu, 2007)

iki yazarl kaynak;
(Sayiner ve Demirci, 2007, s. 72)

Ug, dort ve bes yazarli kaynak;
Uc ve daha cok yazarl kaynaklarda ilk kullanimda da gecerli olmak iizere; (Ailen ve ark., 2000)

Kaynaklar Boliimiinde Kaynak Gosterme
Kullanilan tiim kaynaklar metnin sonunda ayri bir b6liim halinde yazar soyadlarina gore alfabetik
olarak numaralandiriimadan verilmelidir.

Kaynak yazimi ile ilgili ornekler asagida verilmistir.

Kitap

a) Dergimize Gonderilen Makale Tiirkce Dilinde Yazildiysa Kitap Referansi:
Karasar, N. (1995). Arastirmalarda rapor hazirlama (8. bs). 3A Egitim Danismanlik Ltd.
Kamien, R. ve Kamien, A. (2014). Music: An appreciation. McGraw-Hill Education.

b) Tiirkceye Cevrilmis Kitap:
Mucchielli, A. (1991). Zihniyetler (A. Kotil, Cev.). iletisim Yayinlari. (Orijinal eserin basim tarihi 1990, 7.
Baski)

c) Editorlii Kitap
Oren, T, Uney, T. ve Colkesen, R. (Ed.). (2006). Tiirkiye bilisim ansiklopedisi. Papatya Yayincilik.

d) Cok Yazarl Tiirkce Kitap
Tonta, Y., Bitirim, Y. ve Sever, H. (2002). Tiirkce arama motorlarinda performans degerlendirme. Total
Bilisim.

e) Dergimize Génderilen makale ingilizce dilinde yazildiysa Kitap Referansi:

Karasar, N. (1995). Arastirmalarda rapor hazirlama (8th ed.) [Preparing research reports]. 3A Egitim
Danismanlik Ltd.

Kamien, R., & Kamien, A. (2014). Music: An appreciation. McGraw-Hill Education.

f) Dergimize gonderilen makale Tiirkce dilinde yazildiysa Kitap Ierisinde Béliim:
Bassett, C. (2006). Cultural studies and new media. G. Hall ve C. Birchall (Ed.), New cultural studies:
Adventures in theory icinde (s. 220-237). Edinburgh University Press.

g) Dergimize génderilen makale ingilizce dilinde yazildiysa Kitap icerisinde Béliim
Bassett, C. (2006). Cultural studies and new media. In G. Hall & C. Birchall (Eds.), New cultural studies:
Adventures in theory (pp. 220-237). Edinburgh University Press.


http://8.bs/
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Erkmen, T. (2012). Orgiit kltiirii: Fonksiyonlari, &geleri, isletme ydnetimi ve liderlikteki 6nemi
[Organization culture:Itsfunctions, elementsand importanceinleadership and business management].
In M. Zencirkiran (Ed.), Orgiit sosyolojisi [Organization sociology] (pp. 233-263). Dora Basim Yayin.

h) Yayimcinin ve Yazarin Kurum Oldugu Yayin
Tirk Standartlan Enstittsa. (1974). Adlandirma ilkeleri. Yazar.

Makale

a) Dergimize Gonderilen Makale Tiirkce Dilinde Yazildiysa Makale Referansi:

Mutlu, B. ve Savaser, S. (2007). Cocugu ameliyat sonrasi yogun bakimda olan ebeveynlerde stres
nedenleri ve azaltma girisimleri. istanbul Universitesi Florence Nightingale Hemsirelik Dergisi, 15(60),
179-182.

b) Dergimize Gonderilen Makale ingilizce Dilinde Yazildiysa Makale Referansi:
de Cillia, R., Reisigl, M., & Wodak, R. (1999). The discursive construction of national identity. Discourse
and Society, 10(2), 149-173. http://dx.doi.org/10.1177/0957926599010002002

¢) Yirmiden Fazla Yazarli Makale

Kalnay, E., Kanamitsu, M., Kistler, R., Collins, W., Deaven, D., Gandin, L., Iredell, M., Saha, S., White, G.,
Woollen, J., Zhu, Y., Chelliah, M., Ebisuzaki, W., Higgins, W., Janowiak, J., Mo, K. C., Ropelewski, C., Wang,
J., Leetmaa, A,, ... Joseph, D. (1996). The NCEP/NCAR 40- year reanalysis project. Bulletin of the American
Meteorological Society, 77(3), 437-471. http://doi.org/fg6rf9

d) DOI'si Olmayan Online Edinilmis Makale
Al, U. ve Dogan, G. (2012). Hacettepe Universitesi Bilgi ve Belge Yénetimi Bolimii tezlerinin atif analizi.
Tlirk Kiitliphaneciligi, 26, 349-369. Erisim adresi: http://www.tk.org.tr/

e) DOI'si Olan Makale
Turner, S. J. (2010). Website statistics 2.0: Using Google Analytics to measure library website
effectiveness. Technical Services Quarterly, 27,261-278. http://dx.doi.org/10.1080/07317131003765910

f) Advance Online Olarak Yayimlanmis Makale
Smith, J. A. (2010). Citing advance online publication: A review. Journal of Psychology. Advance online
publication. http://dx.doi.org/10.1037/a45d7867

g) Popiiler Dergi Makalesi
Semercioglu, C. (2015, Haziran). Siradanhdin rayihasi. Sabit Fikir, 52, 38-39.

TEZ, SUNUM, BiLDiRi
a) Tiirkce Tezler

Sari, E. (2008). Kiiltiir kimlik ve politika: Mardinde kiiltiirlerarasilik. (Yaymlanmamis Doktora Tezi).
Ankara Universitesi.


http://doi.org/fg6rf9
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b)Ticari Veritabaninda Yer Alan Yiiksek Lisans Ya da Doktora Tezi
Van Brunt, D. (1997). Networked consumer health information systems (Doctoral dissertation).
Available from ProQuest Dissertations and Theses. (UMI No. 9943436)

¢) Kurumsal Veritabaninda Yer Alan ingilizce Yiiksek Lisans/Doktora Tezi

Yaylali-Yildiz, B. (2014). University campuses as places of potential publicness: Exploring the politicals,
social and cultural practices in Ege University (Doctoral dissertation). Retrieved from: Retrieved from
http://library.iyte.edu.tr/tr/hizli-erisim/iyte-tez-portali

d) Web’de Yer Alan ingilizce Yiiksek Lisans/Doktora Tezi
Tonta, Y. A. (1992). An analysis of search failures in online library catalogs (Doctoral dissertation,
University of California, Berkeley). http://yunus.hacettepe.edu.tr/~tonta/yayinlar/phd/ickapak.html

e) Dissertations Abstracts International’da Yer Alan Yiiksek Lisans/Doktora Tezi

Appelbaum, L. G. (2005). Three studies of human information processing: Texture amplification,
motion representation, and figure-ground segregation. Dissertation Abstracts International: Section
B. Sciences and Engineering, 65(10), 5428.

f) Sempozyum Katkisi

Krinsky-McHale, S. J.,, Zigman, W. B., & Silverman, W. (2012, August). Are neuropsychiatric
symptoms markers of prodromal Alzheimer’s disease in adults with Down syndrome? In W. B.
Zigman (Chair), Predictors of mild cognitive impairment, dementia, and mortality in adults with Down
syndrome. Symposium conducted at American Psychological Association meeting, Orlando, FL.

g) Online Olarak Erisilen Konferans Bildiri Ozeti

Cinar, M., Dogan, D. ve Seferoglu, S. S. (2015, Subat). Egitimde dijital araglar: Google sinif uygulamasi
lizerine bir degerlendirme [Oz]. Akademik Bilisim Konferansinda sunulan bildiri, Anadolu Universitesi,
Eskisehir. Erisim adresi: http://ab2015.anadolu.edu.tr /index.php?menu=5&submenu=27

h) Diizenli Olarak Online Yayimlanan Bildiriler

Herculano-Houzel, S., Collins, C. E., Wong, P, Kaas, J. H., & Lent, R. (2008). The basic nonuniformity of
the cerebral cortex. Proceedings of the National Academy of Sciences, 105, 12593-12598.
http://dx.doi.org/10.1073/pnas.0805417105

i) Kitap Seklinde Yayimlanan Bildiriler

Schneider, R.(2013). Research data literacy. S. Kurbanoglu ve ark. (Ed.), Communications in Computer
and Information Science: Vol. 397. Worldwide Communalities and Challenges in Information Literacy
Research and Practice icinde (s. 134-140). Cham, isvicre: Springer.
http://dx.doi.org/10.1007/978-3-319-03919-0

j) Kongre Bildirisi

Cepni, S., Bacanak A. ve Ozsevgec T. (2001, Haziran). Fen bilgisi 6gretmen adaylarinin fen branslarina
karsi tutumlan ile fen branglarindaki basarilarinin iligkisi. X. [S6zIi Sunum] Ulusal Egitim Bilimleri
Kongresi Abant izzet Baysal Universitesi, Bolu.
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DIGER KAYNAKLAR

a) Gazete Yazisi
Toker, C. (2015, 26 Haziran).‘Unutma’ notlari. Cumhuriyet, s. 13.

b) Online Gazete Yazisi
Tamer, M. (2015, 26 Haziran). E-ticaret hamle yapmak icin tuketiciyi bekliyor. Milliyet. Erisim adresi:
http://www.milliyet.com.tr

c) Web Page/Blog Post
Bordwell, D. (2013, June 18). David Koepp: Making the world movie-sized [Web log post]. Retrieved
from http://www.davidbordwell.net/blog/page/27/

d) Online Ansiklopedi/Sozliik

Bilgi mimarisi. (2014, 20 Aralik). Vikipedi icinde. Erisim adresi: http://tr.wikipedia.org/wiki/Bilgi_
mimarisi

Marcoux, A. (2008). Business ethics. In E. N. Zalta (Ed.), The Stanford encyclopedia of philosophy.
Retrieved from http://plato.stanford.edu/entries/ethics-business/

e) Podcast
Radyo ODTU (Yapimai). (2015, 13 Nisan). Modern sabahlar [Sesli Podcast Bolimii]. http://www.
radyoodtu.com.tr/

f) Bir Televizyon Dizisinden Tek Bir Boliim
Shore, D. (Senarist), Jackson, M. (Senarist) ve Bookstaver, S. (Yonetmen). (2012). Runaways [Televizyon
dizisi bolum]. D. Shore (Bas yapimci), House M.D. icinde. New York, NY: Fox Broadcasting.

g) Miizik Kaydi
Say, F. (2009). Galata Kulesi. [stanbul senfonisi [CD] icinde. istanbul: Ak Mizik.

Son Kontrol Listesi
Asagidaki listede eksik olmadigindan emin olun:

o Editore mektup

«  Makalenin tira

« Baska bir dergiye gdnderilmemis oldugu bilgisi

+ Sponsor veya ticari bir firma ile iliskisi (varsa belirtiniz)

. Istatistik kontroliiniin yapildigi (arastirma makaleleri icin)

- ingilizce ydniinden kontroliiniin yapildigi

+ Yazarlara Bilgide detayli olarak anlatilan dergi politikalarinin gézden gecirildigi
« Kaynaklarin APA7'ye gore belirtildigi

o Telif Hakki Anlasmasi Formu

e Daha 6nce basilmis materyal (yazi-resim-tablo) kullanilmis ise izin belgesi


https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/E51F3CD5466F4402BCA88F30B3132DB4

e Makale kapak sayfasi

- Makalenin kategorisi

« Makalenin Tiirkce ve ingilizce bashig

+ Yazarlarin ismi soyadi, unvanlari ve bagli olduklari kurumlar (tniversite ve fakilte bilgisinden
sonra sehir ve Ulke bilgisi de yer almalidir), e-posta adresleri

- Sorumlu yazarin e-posta adresi, acik yazisma adresi, is telefonu, GSM, faks nosu

« Tum yazarlarin ORCID’leri

e Makale ana metni dosyasinda olmasi gerekenler:

- Makalenin Tiirkce ve ingilizce bashg

. Ozetler 150-250 kelime Tiirkce ve 150-250 kelime ingilizce

« Anahtar Kelimeler: 3-5 adet Tiirkce ve 3-5 adet ingilizce

- Makale Tiirkce ise, ingilizce genisletilmis Ozet (Extended Abstract) 600-800 kelime
+ Makale ana metin bolimleri

+ Kaynaklar

« Tablolar-Resimler, Sekiller (bashk, tanim ve alt yazilariyla)


https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/0067104EFB8A40F5A95FB4208CE84F9D
https://cdn.istanbul.edu.tr/file/JTA6CLJ8T5/31F51C8C613949A5A2A5184D0A493950

INFORMATION FOR AUTHORS

AiM AND SCOPE

Meshk Journal of Religios Music is an open access, peer-reviewed, scientific journal published twice
a year, in April and October. The publication language of the journal, which targets national and
international academic circles, is Turkish, English, Persian and Arabic.

In the context of the relationship between music and religion; It aims to work from the perspectives
of different disciplines such as literature, philosophy and sociology, along with fields such as
musicology, music history, theory, and thus to develop the theoretical infrastructure of religious
music.

The scope of the magazine will be religion and music presented as a human activity. In this way,
religion and music will be handled from a universal perspective and will not be limited to a specific
geography and belief. Music compilations and music specific to geography are included in the
scope of the magazine regardless of language and theoretical system. Studies such as research
articles, compilation articles, translated articles, book reviews, etc., will be included in the journal.

Publication Policy

Thejournalis committed to upholding the highest standards of publication ethics and pays regard to
Principles of Transparency and Best Practice in Scholarly Publishing published by the Committee on
Publication Ethics (COPE), the Directory of Open Access Journals (DOAJ), the Open Access Scholarly
Publishers Association (OASPA), and the World Association of Medical Editors (WAME) on https://
publicationethics.org/resources/guidelines-new/principles-transparency-and-best-practice-
scholarly-publishing

The subjects covered in the manuscripts submitted to the Journal for publication must be in
accordance with the aim and scope of the Journal. Only those manuscripts approved by every
individual author and that were not published before in or sent to another journal, are accepted for
evaluation.

Changing the name of an author (omission, addition or order) in papers submitted to the Journal
requires written permission of all declared authors.

Plagiarism, duplication, fraud authorship/denied authorship, research/data fabrication, salami
slicing/salami publication, breaching of copyrights, prevailing conflict of interest are unethical
behaviors. All manuscripts not in accordance with the accepted ethical standards will be removed
from the publication. This also contains any possible malpractice discovered after the publication.

Plagiarism
Submitted manuscripts that pass preliminary control are scanned for plagiarism using iThenticate

software. If plagiarism/self-plagiarism will be found authors will be informed. Editors may resubmit
manuscript for similarity check at any peer-review or production stage if required. High similarity
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scores may lead to rejection of a manuscript before and even after acceptance. Depending on the
type of article and the percentage of similarity score taken from each article, the overall similarity
score is generally expected to be less than 15 or 20%.

Double Blind Peer-Review

After plagiarism check, the eligible ones are evaluated by the editors-in-chief for their originality,
methodology, the importance of the subject covered and compliance with the journal scope. The
editor provides a fair double-blind peer review of the submitted articles and hands over the papers
matching the formal rules to at least two national/international referees for evaluation and gives
green light for publication upon modification by the authors in accordance with the referees’ claims.

Open Access Statement

The journal is an open access journal and all content is freely available without charge to the user
or his/her institution. Except for commercial purposes, users are allowed to read, download, copy,
print, search, or link to the full texts of the articles in this journal without asking prior permission
from the publisher or the author. This is in accordance with the BOAI definition of open access.

The open access articles in the journal are licensed under the terms of the Creative Commons
Attribution-NonCommercial 4.0 International (CC BY-NC 4.0) license.

Article Processing Charge

All expenses of the journal are covered by the Istanbul University. Processing and publication are
free of charge with the journal. There is no article processing charges or submission fees for any
submitted or accepted articles.

Copyright Notice

Authors publishing with the journal retain the copyright to their work licensed under the
Creative Commons Attribution-NonCommercial 4.0 International license (CC BY-NC 4.0) (https://
creativecommons.org/licenses/by-nc/4.0/ ) and grant the Publisher non-exclusive commercial right
to publish the work. CC BY-NC 4.0 license permits unrestricted, non-commercial use, distribution,
and reproduction in any medium, provided the original work is properly cited.

Correction, Retraction, Expression of Concern

Editor should consider publishing correction if minor errors that do not effect the results,
interpretations and conclusions of the published paper are detected. Editor should consider
retraction if major errors and/or misconduction that invalidate results and conclusions are detected.
Editor should consider issuing an expression of concern if there is evidence of research or publication
misconduct by the authors; there is evidence that the findings are not reliable and institutions of the
authors do notinvestigate the case or the possible investigation seems to be unfair or nonconclusive.
The guidelines of COPE and ICJME are taken into consideration regarding correction, retractions or
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expression of concern.
Publication Ethics and Malpractice Statement

Meshk Journal of Religious is committed to upholding the highest standards of publication ethics
and pays regard to Principles of Transparency and Best Practice in Scholarly Publishing published by
the Committee on Publication Ethics (COPE), the Directory of Open Access Journals (DOAJ), the Open
Access Scholarly Publishers Association (OASPA), and the World Association of Medical Editors
(WAME) on https://publicationethics.org/resources/guidelines-new/principles-transparency-and-
best-practice-scholarly-publishing

All submissions must be original, unpublished (including as full text in conference proceedings), and
not under the review of any other publication synchronously. Authors must ensure that submitted
work is original. They must certify that the manuscript has not previously been published elsewhere
oris not currently being considered for publication elsewhere, in any language. Applicable copyright
laws and conventions must be followed. Copyright material (e.g. tables, figures or extensive
quotations) must be reproduced only with appropriate permission and acknowledgement. Any work
or words of other authors, contributors, or sources must be appropriately credited and referenced.
Each manuscriptisreviewed at least two referees under double-blind peer review process. Plagiarism,
duplication, fraud authorship/denied authorship, research/data fabrication, salami slicing/salami
publication, breaching of copyrights, prevailing conflict of interest are unnethical behaviors.

All manuscripts not in accordance with the accepted ethical standards will be removed from
the publication. This also contains any possible malpractice discovered after the publication. In
accordance with the code of conduct we will report any cases of suspected plagiarism or duplicate
publishing.

Research Ethics

Meshk Journal of Religious Music dheres to the highest standards in research ethics and follows
the principles of international research ethics as defined below. The authors are responsible for the
compliance of the manuscripts with the ethical rules.

- Principles of integrity, quality and transparency should be sustained in designing the research,
reviewing the design and conducting the research.

- The research team and participants should be fully informed about the aim, methods, possible
uses and requirements of the research and risks of participation in research.

- The confidentiality of the information provided by the research participants and the confidentiality
of the respondents should be ensured. The research should be designed to protect the autonomy
and dignity of the participants.

- Research participants should participate in the research voluntarily, not under any coercion.

- Any possible harm to participants must be avoided. The research should be planned in such a way
that the participants are not at risk.

- The independence of research must be clear; and any conflict of interest or must be disclosed.

- In experimental studies with human subjects, written informed consent of the participants who
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decide to participate in the research must be obtained. In the case of children and those under
wardship or with confirmed insanity, legal custodian’s assent must be obtained.

- If the study is to be carried out in any institution or organization, approval must be obtained from
this institution or organization.

- In studies with human subject, it must be noted in the method'’s section of the manuscript that the
informed consent of the participants and ethics committee approval from the institution where the
study has been conducted have been obtained.

Author’s Responsibilities

It is authors’ responsibility to ensure that the article is in accordance with scientific and ethical
standards and rules. And authors must ensure that submitted work is original. They must certify that
the manuscript has not previously been published elsewhere or is not currently being considered
for publication elsewhere, in any language. Applicable copyright laws and conventions must be
followed. Copyright material (e.g. tables, figures or extensive quotations) must be reproduced
only with appropriate permission and acknowledgement. Any work or words of other authors,
contributors, or sources must be appropriately credited and referenced.

All the authors of a submitted manuscript must have direct scientific and academic contribution
to the manuscript. The author(s) of the original research articles is defined as a person who is

" "

significantly involved in “conceptualization and design of the study”, “collecting the data’, “analyzing
the data’, “writing the manuscript’, “reviewing the manuscript with a critical perspective” and
“planning/conducting the study of the manuscript and/or revising it". Fund raising, data collection or
supervision of the research group are not sufficient roles to be accepted as an author. The author(s)
must meet all these criteria described above. The order of names in the author list of an article must

be a co-decision and it must be indicated in the Copyright Agreement Form.

The individuals who do not meet the authorship criteria but contributed to the study must take
place in the acknowledgement section. Individuals providing technical support, assisting writing,
providing a general support, providing material or financial support are examples to be indicated
in acknowledgement section.

All authors must disclose all issues concerning financial relationship, conflict of interest, and
competing interest that may potentially influence the results of the research or scientific
judgment.When an author discovers a significant error or inaccuracy in his/her own published paper,
it is the author’s obligation to promptly cooperate with the Editor-in-Chief to provide retractions or
corrections of mistakes.

Responsibility for the Editor and Reviewers

Editor-in-Chief evaluates manuscripts for their scientific content without regard to ethnic origin,
gender, sexual orientation, citizenship, religious belief or political philosophy of the authors. He/
She provides a fair double-blind peer review of the submitted articles for publication and ensures
that all the information related to submitted manuscripts is kept as confidential before publishing.
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Editor-in-Chief is responsible for the contents and overall quality of the publication. He/She must
publish errata pages or make corrections when needed.

Editor-in-Chief does not allow any conflicts of interest between the authors, editors and reviewers.
Only he has the full authority to assign a reviewer and is responsible for final decision for publication
of the manuscripts in the Journal.

Reviewers must have no conflict of interest with respect to the research, the authors and/or the
research funders. Their judgments must be objective.

Reviewers must ensure that all the information related to submitted manuscripts is kept as
confidential and must report to the editor if they are aware of copyright infringement and plagiarism
on the author’s side.

A reviewer who feels unqualified to review the topic of a manuscript or knows that its prompt review
will be impossible should notify the editor and excuse himself from the review process.

The editor informs the reviewers that the manuscripts are confidential information and that this is a
privileged interaction. The reviewers and editorial board cannot discuss the manuscripts with other
persons. The anonymity of the referees must be ensured. In particular situations, the editor may
share the review of one reviewer with other reviewers to clarify a particular point.

Peer Review Policies

Only those manuscripts approved by its every individual author and that were not published before
in or sent to another journal, are accepted for evaluation.

Submitted manuscripts that pass preliminary control are scanned for plagiarism using iThenticate
software. After plagiarism check, the eligible ones are evaluated by editor-in-chief for their originality,
methodology, the importance of the subject covered and compliance with the journal scope.

The editor hands over the papers matching the formal rules to at least two national/international
referees for double-blind peer review evaluation and gives green light for publication upon
modification by the authors in accordance with the referees’ claims.

Responsibility for the Editor and Reviewers

Editor-in-Chief evaluates manuscripts for their scientific content without regard to ethnic origin,
gender, sexual orientation, citizenship, religious belief or political philosophy of the authors. He/
She provides a fair double-blind peer review of the submitted articles for publication and ensures
that all the information related to submitted manuscripts is kept as confidential before publishing.
Editor-in-Chief is responsible for the contents and overall quality of the publication. He/She must
publish errata pages or make corrections when needed.
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Editor-in-Chief does not allow any conflicts of interest between the authors, editors and reviewers.
Only he has the full authority to assign a reviewer and is responsible for final decision for publication
of the manuscripts in the Journal.

Reviewers must have no conflict of interest with respect to the research, the authors and/or the
research funders. Their judgments must be objective.

Reviewers must ensure that all the information related to submitted manuscripts is kept as
confidential and must report to the editor if they are aware of copyright infringement and plagiarism
on the author’s side.

A reviewer who feels unqualified to review the topic of a manuscript or knows that its prompt review
will be impossible should notify the editor and excuse himself from the review process.

The editor informs the reviewers that the manuscripts are confidential information and that this is a
privileged interaction. The reviewers and editorial board cannot discuss the manuscripts with other
persons. The anonymity of the referees must be ensured. In particular situations, the editor may
share the review of one reviewer with other reviewers to clarify a particular point.

Peer Review Process

Only those manuscripts approved by its every individual author and that were not published before
in or sent to another journal, are accepted for evaluation.

Submitted manuscripts that pass preliminary control are scanned for plagiarism using iThenticate
software. After plagiarism check, the eligible ones are evaluated by editor-in-chief for their
originality, methodology, the importance of the subject covered and compliance with the journal
scope. Editor-in-chief evaluates manuscripts for their scientific content without regard to ethnic
origin, gender, sexual orientation, citizenship, religious belief or political philosophy of the authors
and ensures a fair double-blind peer review of the selected manuscripts.

The selected manuscripts are sent to at least two national/international referees for evaluation and
publication decision is given by editor-in-chief upon modification by the authors in accordance
with the referees’ claims.

Editor in chief does not allow any conflicts of interest between the authors, editors and reviewers
and is responsible for final decision for publication of the manuscripts in the Journal.

Reviewers' judgments must be objective. Reviewers’ comments on the following aspects are
expected while conducting the review.

- Does the manuscript contain new and significant information?

- Does the abstract clearly and accurately describe the content of the manuscript?

- Is the problem significant and concisely stated?

- Are the methods described comprehensively?
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- Are the interpretations and consclusions justified by the results?
- Is adequate references made to other Works in the field?
- Is the language acceptable?

Reviewers must ensure that all the information related to submitted manuscripts is kept as
confidential and must report to the editor if they are aware of copyright infringement and plagiarism
on the author’s side.

A reviewer who feels unqualified to review the topic of a manuscript or knows that its prompt review
will be impossible should notify the editor and excuse himself from the review process.

The editor informs the reviewers that the manuscripts are confidential information and that this is a
privileged interaction. The reviewers and editorial board cannot discuss the manuscripts with other
persons. The anonymity of the referees is important.

AUTHOR GUIDELINES
Manuscript Organization and Submission

The publication language of the journal is English
1. Authors are required to submit Copyright Agreement Form, Author Form and Title Page.
together with the main manuscript document:

2. Due to double-blind peer review, the main manuscript document must not include any author
information.

3.Title page should be submitted together with the main manuscript document and should include
the information below:

Category of the manuscript

The title of the manuscript.

All authors’ names and affiliations (institution, faculty/department, city, country), e-mail
addresses, and ORCIDs.

Information of the corresponding author (in addition to the author’s information e-mail address,
open correspondence address, and mobile phone number).

Financial support

Conflict of interest.

Acknowledgment.
4.The manuscript should be in A4 paper standards: having 2.5 cm margins from right, left, bottom,
and top, Times New Roman font style in 11 font size, and single line spacing.

5. Submitted manuscripts should have an abstract of 150-250 words before the introduction,
summarizing the scope, the purpose, the results of the study, and the methodology used. Under the
abstract, a minimum of 3 and a maximum of 5 keywords that inform the reader about the content
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of the study should be specified.

6.The manuscripts should contain mainly these components: title, abstract and keywords; sections,
references, tables and figures. The main text of research articles should include Introduction,
Methods, Results, Discussion, and Conclusion subheadings.

7. Tables and figures can be given with a number and a caption. Every Figure or Table should be
referred within the text of the article in numerical order with no abbreviations (ie: Table 1, Figure 1)

8. References should be prepared in line with American Psychological Association (APA) 7 reference
system.

9. Authors are responsible for all statements made in their work submitted to the journal for
publication.

References

Meshk Journal of Religios Music complies with APA (American Psychological Association) style
7th Edition for referencing and in-text citations. References should be listed in alphabetical order.
Accuracy of citations is the author’s responsibility. All references should be cited in the text. It is
strongly recommended that authors may use Reference Management Software such as Zotero,
Mendeley, etc.

References should be cited as in the examples below.

Reference Style and Format

Reference Style and Format

Studies in Pscyhology- Psikoloji Calismalari complies with APA (American Psychological Association)
style 7" Edition for referencing and quoting. For more information:

- American Psychological Association. (2020). Publication manual of the American Psychological
Association (7" ed.). APA.

- http://www.apastyle.org

Citations in the Text

Citations must be indicated with the author surname and publication year within the parenthesis.
If more than one citation is made within the same paranthesis, separate them with ;).

Samples:

More than one citation;

(Esin et al., 2002; Karasar, 1995)

Citation with one author;

(Akyolcu, 2007)

Citation with two authors;

(Sayiner & Demirci, 2007)

Citation with three, four, five authors;

In references with three or more authors, valid for the first use; (Ailen et al., 2000)

Citations in the Reference

All the citations done in the text should be listed in the References section in alphabetical order
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of author surname without numbering. Below given examples should be considered in citing the
references.

Basic Reference Types

Book

a) Turkish Book

Karasar, N. (1995). Arastirmalarda rapor hazirlama (8" ed.) [Preparing research reports]. 3A Egitim
Danismanlik Ltd.

b) Book Translated into Turkish

Mucchielli, A. (1991). Zihniyetler [Mindsets] (A. Kotil, Trans.). iletisim Yayinlari. (Original work was
published in 1990, 7th Edition.)

¢) Edited Book

Oren, T, Uney, T,, & Célkesen, R. (Eds.). (2006). Tiirkiye bilisim ansiklopedisi [Turkish Encyclopedia of
Informatics]. Papatya Yayincilik.

d) Turkish Book with Multiple Authors

Tonta, Y., Bitirim, Y, & Sever, H. (2002). Tirkce arama motorlarinda performans
degerlendirme [Performance evaluation in Turkish search engines]. Total Bilisim.

e) Book in English

Kamien R., & Kamien A. (2014). Music: An appreciation. McGraw-Hill Education.

f) Chapter in an Edited Book

Bassett, C. (2006). Cultural studies and new media. In G. Hall & C. Birchall (Eds.), New cultural studies:
Adventures in theory (pp. 220-237). Edinburgh University Press.

g) Chapter in an Edited Book in Turkish

Erkmen, T. (2012). Orgit kiltiiri: Fonksiyonlar, 6geleri, isletme yonetimi ve liderlikteki énemi
[Organization culture: Its functions, elements and importance in leadership and business
management]. In M. Zencirkiran (Ed.), Orgiit sosyolojisi [Organization sociology] (pp. 233-263). Dora
Basim Yayin.

h) Book with the same organization as author and publisher

American Psychological Association. (2009). Publication manual of the American psychological
association (6™ ed.). Author.

Article

a) Turkish Article

Mutlu, B., & Savaser, S. (2007). Cocugu ameliyat sonrasi yogun bakimda olan ebeveynlerde stres
nedenleri ve azaltma girisimleri [Source and intervention reduction of stress for parents whose
children are in intensive care unit after surgery]. Istanbul University Florence Nightingale Journal of
Nursing, 15(60), 179-182.

b) English Article

de Cillia, R., Reisigl, M., & Wodak, R. (1999). The discursive construction of national identity. Discourse
and Society, 10(2), 149-173. http://dx.doi.org/10.1177/0957926599010002002

c) Journal Article with DOI and More Than Twenty Authors

Kalnay, E., Kanamitsu, M., Kistler, R., Collins, W., Deaven, D., Gandin, L., Iredell, M., Saha, S., White,
G., Woollen, J., Zhu, Y., Chelliah, M., Ebisuzaki, W., Higgins, W., Janowiak, J., Mo, K. C., Ropelewski, C.,
Wang, J.,, Leetmaa, A, ... Joseph, D. (1996). The NCEP/NCAR 40- year reanalysis project. Bulletin of
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the American Meteorological Society, 77(3), 437-471. http://doi.org/fg6rf9

d) Journal Article from Web, without DOI

Sidani, S. (2003). Enhancing the evaluation of nursing care effectiveness. Canadian Journal of Nursing
Research, 35(3), 26-38. Retrieved from http://cjnr.mcgill.ca

e) Journal Article wih DOI

Turner, S. J. (2010). Website statistics 2.0: Using Google Analytics to measure library
website  effectiveness.  Technical ~ Services  Quarterly, 27, 261-278.  http://dx.doi.
org/10.1080/07317131003765910

f) Advance Online Publication

Smith, J. A. (2010). Citing advance online publication: A review. Journal of Psychology. Advance
online publication. http://dx.doi.org/ 10.1037/a45d7867

g) Article in a Magazine

Henry, W. A., l1l. (1990, April 9). Making the grade in today’s schools. Time, 135, 28-31.

Doctoral Dissertation, Master’s Thesis, Presentation, Proceeding

a) Dissertation/Thesis from a Commercial Database

Sari, E. (2008). Cultural identity and politics: Interculturalism in Mardin. (Unpublished PhD Thesis).
Ankara University.

b) Dissertation/Thesis from an Institutional Database

Van Brunt, D. (1997). Networked consumer health information systems (Doctoral dissertation).
Available from ProQuest Dissertations and Theses database. (UMI No. 9943436)

c) Dissertation/Thesis from Web

Yaylali-Yildiz, B. (2014). University campuses as places of potential publicness: Exploring the politicals,
social and cultural practices in Ege University (Doctoral dissertation). Retrieved from Retrieved from:
http://library.iyte.edu.tr/tr/hizli-erisim/iyte-tez-portali

d) Dissertation/Thesis abstracted in Dissertations Abstracts International

Tonta, Y. A. (1992). An analysis of search failures in online library catalogs (Doctoral dissertation,
University of California, Berkeley). http://yunus.hacettepe.edu.tr/~tonta/yayinlar /phd/ickapak.html
e) Master’s/PhD Thesis in Dissertations Abstracts International

Appelbaum, L. G. (2005). Three studies of human information processing: Texture amplification,
motion representation, and figure-ground segregation. Dissertation Abstracts International: Section
B. Sciences and Engineering, 65(10), 5428.

f) Symposium Contribution

Krinsky-McHale, S. J.,, Zigman, W. B., & Silverman, W. (2012, August). Are neuropsychiatric
symptoms markers of prodromal Alzheimer’s disease in adults with Down syndrome? In W. B.
Zigman (Chair), Predictors of mild cognitive impairment, dementia, and mortality in adults with Down
syndrome. Symposium conducted at the meeting of the American Psychological Association,
Orlando, FL.

g) Conference Paper Abstract Retrieved Online

Liu, S. (2005, May). Defending against business crises with the help of intelligent agent based early
warning solutions. Paper presented at the Seventh International Conference on Enterprise Information
Systems, Miami, FL. Abstract retrieved from http://www.iceis.org/iceis2005/abstracts_2005.htm

h) Conference Paper - In Regularly Published Proceedings and Retrieved Online
Herculano-Houzel, S., Collins, C. E., Wong, P, Kaas, J. H.,, & Lent, R. (2008). The basic nonuniformity
of the cerebral cortex. Proceedings of the National Academy of Sciences, 105, 12593-12598. http://
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dx.doi.org/10.1073/pnas.0805417105

i) Proceeding in Book Form

Schneider, R. (2013). Research data literacy. S. Kurbanoglu ve ark. (Ed.), Communications
in Computer and Information Science: Vol. 397. Worldwide Communalities and Challenges
in Information Literacy Research and Practice in (s. 134-140). Cham, Isvicre: Springer.
http://dx.doi.org/10.1007/978-3-319-03919-0

j) Paper Presentation

Nguyen, C. A. (2012, August). Humor and deception in advertising: When laughter may not be the best
medicine. Paper presented at the meeting of the American Psychological Association, Orlando, FL.

Other Sources

a) Newspaper Article

Browne, R. (2010, March 21). This brainless patient is no dummy. Sydney Morning Herald, 45.

b) Newspaper Article with no Author

New drug appears to sharply cut risk of death from heart failure.(1993, July 15). The Washington
Post, p. A12.

c) Web Page/Blog Post

Bordwell, D. (2013, June 18). David Koepp: Making the world movie-sized [Web log post]. Retrieved
from http://www.davidbordwell.net/blog/page/27/

d) Online Encyclopedia/Dictionary

Ignition. (1989). In Oxford English online dictionary (2™ ed.). Retrieved from http://dictionary.oed.
com

Marcoux, A.(2008).Businessethics.InE.N.Zalta (Ed.). The Stanfordencyclopediaofphilosophy.Retrieved
from http://plato.stanford.edu/entries/ethics-business/

e) Podcast

Dunning, B. (Producer). (2011, January 12). inFact: Conspiracy theories [Audio podcast]. http://itunes.
apple.com/

f) Single Episode in a Television Series

Egan, D. (Writer), & Alexander, J. (Director). (2005). Failure to communicate. [Television series
episode]. In D. Shore (Executive producer), House; New York, NY: Fox Broadcasting.

g) Music

Fuchs, G. (2004). Light the menorah. On Eight nights of Hanukkah [CD]. Brick, NJ: Kid Kosher.

SUBMISSION CHECKLIST

Ensure that the following items are present:
e Cover letter to the editor

The category of the manuscript
Confirming that“the paper is not under consideration for publication in another journal”.

Including disclosure of any commercial or financial involvement.
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Confirming that the statistical design of the research article is reviewed.
Confirming that last control for fluent English was done.
Confirming that journal policies detailed in Information for Authors have been reviewed.

Confirming that the references cited in the text and listed in the references section are in line
with APA 7.

e Copyright Agreement Form
Permission of previously published copyrighted material if used in the present manuscript
Title page

The category of the manuscript

The title of the manuscript both in Turkish and in English

All authors’ names and affiliations (institution, faculty/department, city, country), e-mail
addresses

Corresponding author’s email address, full postal address, telephone and fax number
ORCIDs of all authors.

e Main Manuscript Document

The title of the manuscript both in Turkish and in English
Abstracts (150-250 words) both in Turkish and in English (150-250 words)
Key words: 3 to 5 words both in Turkish and in English
Extended Abstract (600-800 words) in English (only for Turkish articles)
Main article sections
References

All tables, illustrations (figures) (including title, description, footnotes
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