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Makale Bilgisi Oz

Gelis: 2 Aralik 2025 Turk musikisi, makamsal yap1, Gsltp, usal ve icradaki tavir 6zellikleri sebebi ile tarih
Kabul: 7 Eyliil 2026 boyunca ¢ok katmanli bir kiltiirel miras olan megk yontemiyle kugaktan kugaga
Online Yaym: 30 Eyliil 2026 aktartlmigtir. Bu sistemde egitim, birebir uygulamaya dayali usta-cirak iligkisi ile
Anahtar Kelimeler yuriitiilmiig ve ytizyillar boyunca icraciligin temelini olugturmugtur. Tiirk Musikisi’nde
20. yiizyil Tiirk miizigi Snemli bir yere sahip oldugu diigtiniilmesine kargin megk sistemi tizerine yapilan ¢aligmalar
Kanun sazi halen smirlidir ve ¢esitli belirsizlikler icerdigi goriilmektedir. Bu ¢aligma, literatiirde gérece
Kanunda megk sinirlt bigimde ele alman megk sistemini, glinimiiz kurumsal miizik egitimi ile iligkisi
Megsk sistemi

baglaminda, kanun sazi dzelinde incelemeyi; elde edilen bulgularla gelecekte yapilacak
Tiirk miizigi egitimi

Ust ) aragtirmalara katki saglamayr amaglamaktadir. Calismada nitel aragtirma yontemlerinden
sta giral

doktiman analizi kullanilarak kapsamli bir literatiir taramasi gerceklestirilmigtir. Aragtirma,
“Kanunda Megk™, “20. Yuzyil Ttrk Musikisi”, “Megsk Sistemi”, “Kanun Saz1”, “Usta-
crrak iligkisi” ve “Turk Miugzigi Egitimi” gibi anahtar kelimeler dogrultusunda
yapilandirlmigtir. Analiz kapsaminda Ttiirk Musikisi’nde megk sistemi, kanun sazinin bu
sistem i¢indeki yeri ve ge¢irdigi doniigiim, usta-irak iligkisinin icraciliga etkisi ve kurumsal
miizik egitimi ile megk sistemi arasindaki etkilesim gibi konular ele alinmigtir. Ayrica
Osmanlt Dénemi, Cumhuriyet Dénemi ve gliniimiizii temsil eden kanun icracilarinin
egitim ge¢migleri, icra bigimleri ve miizikal yaklagimlan karsilasurmali olarak
degerlendirilmigtir. Elde edilen bulgular, 20. yiizyilin baginda geleneksel megk yonteminin
belirleyici oldugunu, ytizyilin ikinci yarisindan itibaren ise konservatuvar temelli egitimin
2822.3195 / © 2026 TM icracilik anlayigini gekillendirdigini ortaya koymaktadir. Bu dontigiim, kanunun teknik
Geng Bilge Yaymncilik tarafindan kapasitesinde ve repertuvar ¢esitliliginde 6nemli bir geniglemeye yol agmigtir. Ayni
yayinlanmakra olup, acik erigim, zamanda megk sistemi ile kurumsal miizik egitiminin sentezlenmesiyle yeni bir geligim
CC BY-NC-ND lisansina sahiptir. alaninin ortaya ¢iktigr anlagilmaktadir. Sonug olarak kanun icracilifi gegmisten giintimiize

@@@@ kadar beslenmis oldugu megk sistemini korumakla beraber ¢agdas miizik egitimi ile

biitiinlegerek siirekli gelisen ve zenginlesen kiimiilatif bir yapiya doniigmiigtiir.
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Giri
Megsk, kelime itibariyle ustadan ¢iraga aktarim, egzersiz y§apma, yazma ya da bir yazi Gzerinde ¢alisma yapma
anlamlarinda kullanilmaktadir. Yalnizca musikide degil Hat, Nakkas ve Tezhip gibi sanat dallarinda da kullanilmakta
olan bir terimdir. “Megk, musiki diinyasinin hat sanatindan 6diing aldig1 “yazi 6rnegi”, “yaz1 alistirmasi” ya da “yazt
karalamas1” anlamina gelen bir terimdir” (Behar, 1998, s. 12). Mesk sozctigtiniin musikide kullanildigint tam anlamiyla

16.yy. baglarinda yazilmis olan Babtirname’de gormekteyiz. Ali $ir Nevai’nin tegviki ile Herat’ta musiki 6grenmeye
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baglayan Iranlt sair Benai hakkinda Babiir $ah su sozleri kaleme almugtir: “...ol kig musiki megk kilur...” (Behar, 1998,
s. 33) (Sah, Babtirname, 1986, s. 162).

Tirk musikisi, makamsal yaps, tislap, ustl ve icradaki tavir 6zellikleri sebebi ile tarih boyunca ¢ok katmanli bir
kiltiirel miras olan megk yontemiyle kusaktan kugaga aktarilmigtir. Bu sistemde egitim, birebir uygulamaya dayali usta-
cirak iligkisi ile yiirtitilmis ve ytizyillar boyunca icraciligin temelini olusturmustur. Ustadan ¢iraga taklit, tekrar, 6rnek
alma, ezber ve hafiza teknikleri ile uygulanan bu egitim sisteminde hoca 6grencisine bir eseri dgretebilmek icin boliim
boliim ya da eserin tiimiinii defalarca tekrarlamalidir. Ogrenci dikkatini hocasina, ustasina, vermelidir ve hafizasi giiglii
olmalidir. Gésterilmekte olan pasaji hafizasina kaydetmeli, tekrarlarint yapmalidir. “Hafizaya alinmadan bir eserin
6ziimsenmesi ve miizisyenin bir pargast haline gelmesi ve o eser tizerine yorum ve tavir koymast miimkiin olmayacaktir.
Hafizaya verilen bu 6nem ‘Megk’ olarak tanimladigimiz egitim sisteminin temelini olugturmusgtur.” (Besiroglu, 1998,
5. 137).

Yalnizca saz eserlerinde degil sozlii eserlerde de etkili olan bu egitim sistemi, sozlii eserlerde de ayni teknikler
kullanilarak icra edilmektedir. Cem Behar megk sisteminin nasil etkili oldugunu su sekilde ifade etmektedir:
“Gegilecek eserin giiftesi talebeye yazdirilir veya yazma ya da basilmig bir giifte mecmuasindan yararlanilir. Gegilecek
eserin usdlii bellidir. Eger hatirlatmaya gerek varsa esere baglanmadan dnce bu ustl birkag kere vurulur. Ogrenci ustilii
sag ve sol eliyle -dizlerini kudim itibar ederek- vurur. Sonra eser hep ustl vurularak hoca tarafindan okunur, 6grenciye
tekrar ettirilir. Hoca eseri kisim kisim (zemin, nakarat, meyan, varsa terenniim vs.) ve bir biitiin olarak 6grencinin
hafizasina iyice ve eksiksiz yerlesinceye kadar defalarca okutturur, &grencinin tereddiitleri ve yanlislart ortadan
kalkincaya dek tekrar ettirir. Nihai amag megk edilen eserin talebenin hafizasina naksedilmesidir.” (Behar, 1998, s. 16).

Tiurk Musikisi’nin, makamsal yapisi ve icradaki tavir 6zellikleri nedeniyle iislap miizigi olmasi megk sisteminin
kullanimint neredeyse zorunlu kilmaktadir. Bu durumu Alaeddin Yavasca su sekilde vurgulamaktadir: “Uslubun da
tam manastyla yerine oturtulmasi i¢cin onunla ¢ok yakindan iligkili bir megk diizeni vardir. Mesk diizeni, kendisinde
hangi sanat1 temsil ediyorsa o sanattaki ustaligr artik tamamuyla belirgin hale gelmis olan kisilerin, tecriibeli kisilerin,
tecriibesiz kisilere kendisindeki bu bilgileri, tecriibeleri vermesi, dagitmasidir.” (Yavas¢a, Tiirk Miizigi'nde Icra
Usliiplari, 1998, s. 52-60).

Tirk musikisi tarih boyunca stirekli olarak gelisim ve degisim géstermistir. 20. Yiizyila kadar olan siiregte batr etkisi
alunda olmayan Ttirk Musikisi, 20. yiizyila gelindiginde, Osmanlt Imparatorlugu’nun son dénemleriyle birlikte miizik
egitimi alaninda bat1 etkisi belirginlegmis, Cumhuriyet’in ilaniyla birlikte ise konservatuvar ve akademi diizeyinde
kurumsal miizik egitimi baglamugtir. Bu doniigiim, icracilik anlayisint da kékten degistirmistir.

“Gelenegimizdeki megk sisteminden bugiinkii notali egitime ge¢is devrinde nota bilenler eski sistemi, kulaktan
¢ikarmay1 kiigimsemislerdir. Ancak tamamen notaya dayali egitimde de kulak egitimi, ezbere icra gibi konular zayif
kalmigtir. Bu agidan, metotlardan yapilan ¢aligmada, gelenegimizdeki semai (isitmeye dayali) sistemin avantajlarindan
faydalanmak dogru olur.” (Torun, 2000, s. 15).

Arastirmanin Amaci ve Problemi

Bu aragsurma, Tiirk Musikisi'nde mesk sisteminden kurumsal mizik egitimine gecis siirecinin, kanun icraciligs
baglaminda nasil gergeklestigini ve bu doniisiimiin icra pratikleri tizerindeki etkilerini incelemeyi amaglamaktadr.
Caligmada, erken dénem, orta donem ve ¢agdas donem kanun icracilarinin egitim anlaysslart arasindaki farkliliklar:
ortaya konularak, megk sisteminin 6nemi degerlendirilmekte ve bu gelenegin zaman iginde yerini konservatuvar temelli
kurumsal egitime birakma stireci ele alinmaktadir.

Literatiirde megk sistemi ve kanun sazinda megk tizerine yapilan ¢alismalar incelendiginde, konunun genellikle
tarihsel, pedagojik ve tslup aktarimi baglaminda ele alindig1 gériilmektedir. Bununla beraber mevcut ¢aligmalarin
¢ogunlukla genel bir cerceve ile ele alindig, belirli calgilar 6zelinde yapilan derinlemesine analizlerin sinirli kaldigs
dikkat ¢ekmektedir. Ozellikle kanun sazi baglaminda, megk sisteminden kurumsal miizik egitimine gegis siirecinin
icracilik Gizerindeki etkilerini biittinctil bir yaklagimla ele alan ¢aligmalarin yetersiz kaldigi gériilmektedir. Bu baglamda

¢alismanin temel problemi su sekilde ortaya konulabilir:
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“Tturk Musikisi'nde megk sisteminden kurumsal miizik egitimine gegis siireci, kanun icracilig baglaminda nasil
gerceklesmis ve bu dontigtim icra pratiklerini nasil etkilemigtir?”

Bu aragtirma, s6z konusu literatiir boglugunu doldurmayr amaglamakla beraber megk sistemi ile kurumsal miizik
egitimi arasindaki etkilesimi kanun sazi 6zelinde inceleyerek alana 6zgiin bir katk: saglamayr hedeflemektedir. Bu
dogrultuda ¢alismada, Osmanli Dénemi, Cumhuriyet Donemi ve giiniimiizii temsil eden ti¢ kanun icracisinin egitim
gecmigleri, icra bi¢imleri ve miizikal yaklagimlart kargilagtirmalr olarak degerlendirilmis, s6z konusu doniisiimiin
¢alginin teknik kapasitesini ve repertuar agisindan gelisimi tizerindeki etkileri analiz edilmigtir.

Yontem

Arastirmanin Modeli

Bu aragtirma, nitel aragtirma yaklagimi gergevesinde yiirtitiilmiis olup tarihsel, betimsel ve kargilagtirmali analiz
aragtirma modeline dayanmaktadir. Caligmada, Tiirk Musikisi'nde megk sisteminden kurumsal egitime gegis stireci
dokiiman incelemesi yontemiyle ele alinmigtir.

Veri Toplama Araglar

Aragtirmada veri toplama araglar1 olarak literattir taramast kullanilmigtir. Aragtrmanin veri kaynaklarini erken dénem,
orta dénem ve ¢agdas dénem kanun icracilarina iligkin yazili kaynaklar ve biyografik ¢aligmalar olusturmaktadir. Bu
kapsamda, her donemi temsil eden ti¢ kanun icracisinin yagam Oykiileri, egitim siireleri ve teknik yaklagimlari
incelenmigtir. Aragtirmada incelenen icracilar amagli 6rnekleme yoluyla belirlenmigtir. Segimde, farkli tarihsel
dénemleri temsil etmeleri, egitim stireglerine iligkin yeterli kaynaga ulagilabilmesi ve megk sisteminden kurumsal miizik
egitimine gegisi yansitmalart temel Sl¢titler olarak alinmistir. Bu dogrultuda Kanuni Haci Arif Bey erken dénemi,
Vecihe Daryal ge¢is donemini, Goksel Baktagir ise ¢agdas donemi temsil eden 6rnekler olarak secilmistir.

Veri Analizi

Elde edilen veriler betimsel analiz yontemiyle incelenmis, icracilarin egitim siirecleri ve icra ozellikleri literatiir
dogrultusunda ele alinmigtir. Dénemler arasindaki benzerlik ve farkliliklar kargilastirmalr olarak degerlendirilmis,
bulgular tarihsel baglam ve literatiir kapsamu i¢erisinde yorumlanmigtir

Bulgular

Kanuni Hac1 Arif Bey (1862-1911) (Erken Dénem Kanun Icracisi)

Kanuni Hac1 Arif Bey, Istanbul’un Aksaray semtinde dogmustur. Tlkokul yillarini tamamladiktan sonra ortaggretimi
icin Koca Mustafa Paga Rigtiyesi'ne gegmis ve oradan mezun olmustur. 1885 yilinda Posta Ve Telgraf Nezareti
Muhasebe Midirligii’nde kitip olarak caligmaya baglamistr. Haci Arif Bey’e, 1893 yilt kasim ayinda salise riitbesi
verilmis, 1895 yilinda ise bagkitip olarak Yemen’e atanmistr. Meslek hayatt boyunca 3 kere Yemen’e gitmis
(gonderilmis) olan Haci Arif Bey, her zaman kisa bir siire gectiginde Istanbul’a dénmek zorunda kalmigtir ve
Menaha’da kolera hastaligina yakalanarak vefat etmistir.

Tirk Mizigi’nin 6nde gelen kanunilerinden biri olmasinin yani sira bestelemis oldugu eserler ile bestekar kimligini
de ortaya koymustur. Musikiye baglamasi, memurluk yillarmm baginda taniguigi Sari Talat Bey araciligiyla
gerceklesmistir. Sar1 Talat Bey’den birkag yil megk sistemiyle ders almigtir. Kisa bir zamanda uzun bir yol kat eden Haci
Arif Bey, Yemen’e gittigi dsnemde de kanun icrasint birakmamig caligmalarint siirdiirmiistiir. Siirekli Yemen-Istanbul
arasinda gidip gelen Hac1 Arif Bey, Cemil Bey, Neyzen Tevfik, Santari Ethem, Udi Nevres, Haci Faik, Haci Kerimi,
Lamekdnt Mustafa, Kagtyarik Hiisamettin Beyler, Bolahenk Nuri ve Zekai Dede gibi degerli musikisinaslarla yakin
iligkiler kurmus ve onlarla musiki toplantilar1 yapmig, megk etmislerdir.

Kanun icracilarinin daimi olarak kullanmakta oldugu “fiske” teknigini ilk kullanan kisi Hact Arif’ Bey’dir.
Ogrendigi ve gelistirmis oldugu sazinda hocalik yaparak mesk sistemiyle Kanuni Nazim Bey, Kanuni Regat Bey,
Sehzade Celalettin Efendi ve oglu olan Zeki Arif Ataergin gibi isimlere de aktarmus, icraciligr 6gretmistir.

“IL. Megrutiyet’in ilanindan sonra Dar-iil Musiki adinda bir Ttrk Musikisi Cemiyeti Kurmugtur. Tanburi Cemil Bey,
Santuri Ethem Efendi, Udi Nevres Bey gibi isimlerin egligi ile birlikte Tepebagt Tiyatrosu’nda halka mitkemmel
dinletiler gergeklestirmistir.” (Oztuna, Tirk Musikisi Ansiklopedisi , 1970, s. 67).
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Sekil 1 Kanuni Hact Arif Bey (Cumhurbagkanligr Klasik Ttrk Miizigi Korosu ).
“Kanuni Hac1 Arif Bey’den giiniimiize pegsrev, saz semaisi, sirto, beste, semai, marg ve sarki formlarinda bestelemis
oldugu yaklagik 96 eser kalmigtir.” (Oztuna, Tirk Musikisi Ansiklopedisi, 1970, s. 68).
Kanuni Hact Arif Bey’in egitim ve icra anlayisi incelendiginde, megk sisteminin belirleyici oldugu geleneksel bir yapi
goriilmektedir. Usta-¢irak iligkisi igerisinde edinilen bilgi ve becerilerin, bireysel ¢aba ve deneyimle pekistirildigi, teknik
gelisimin ise biiyiik 6l¢iide icra pratigi izerinden sekillendigi anlagilmaktadir. Bu baglamda, icracinin hem teknik
yenilikler (fiske teknigi gibi) gelistirmesi hem de bu birikimi mesk yoluyla sonraki kugaklara aktarmasi, erken dénem
kanun icraciliginin s6zIi ve uygulamaya dayali karakterini yansitmaktadir.
Orta Dénem: Gegis Siireci ve Kurumlagmanin Baglangici
Vecihe Daryal (1912-1970)
Annesi $4hende Hanim, babasi Sirvanli din bilgini Abdtilmecid Daryal’dir. Miizik egitimine ilk olarak Nazire (Nazira?)
Hanim’dan kanun dersleri alarak baglamustir. Nazire Hanim’in 6nerisi ile Dariilelhan (Kiz Ogretmen Okulu) miizik
subesine girerek Muazzez Yurcu Hanim’in &grencisi olmustur. Ayrica Rauf Yekta Bey’den Ttirk Miizigi nazariyat ve
musiki tarihi, Ismail Hakk: Bey’den fasil musikisi, Sedat Oztoprak ve Regat Erer’den saz eserleri iizerine dersler almgtur.
“Daryal, egitimi sirastnda Muazzez Yurcu Hanim ile kanun iizerine megk ettiklerini belirtmistir.” (Ozalp, 2000, s. 322).

Vecihe Hanim, Halil Nadaroglu ile yaptig1 bir gériismede almis oldugu kanun egitimi hakkinda su ctimleleri sarf
etmistir: “Kanunun ne demek oldugunu bana senelerce ders verme liitfunda bulunan Ama Nazim Bey’in 6grencisi
Muazzez Hanimefendi’den 6grendim.” (Daryal, 1946).

1926 yilinda Dariilelhan’in kapatilmast ile birlikte Capa Kiz Ogretmen Okulu’na gegis yapmis ve aynt yil icerisinde
mezun olmugtur. Daha sonra ayni yerde 3 yil boyunca Madam Heze ile Edgar Manas’tan piyano, Muhiddin Sadak’tan
solfej, Ekrem Besim Tektag tan Bat: Miisikisi tarihi, Cemal Resid Rey’den armoni 6grenmigtir.

Vecihe Daryal’in sanat hayati, Darul Elhan’in $ark Musikisi adina diizenlenen Beyoglu Unyon Fransez Salonu’nda
katilmis oldugu konser ile baglamustir (1926). 11k konseri olarak kayitlara gegmistir.

Ttrkiye’nin ilk radyo kurulugu olan Tiirk Telsiz Telefon A.S. (1928) ad: altinda yayina baglamis olan bir radyoda
Rugen Ferit Kam, Mesud Cemil gibi musiki ustalar: ile birlikte 1938 yilina kadar kanun icra etmistir. Istanbul
Radyosu’nun 1928 yilinda Eytip’ten Beyoglu’na taginmast ile beraber “Daimi Sanatkar” kadrosuna dihil edilmistir.
Ardindan Ankara Radyosu’na gecen Vecihe Daryal, 1953 yilina kadar kanun icrasina burada devam etmistir. “Ilk
Istanbul Radyosu Eyup’dan 1928°de Beyoglu'ndaki Biiyiik Postane’ye tagindiktan sonra Vecihe Daryal “Daimi
Sanatkar” olarak kadroya alindt.” (Ozalp, 2000, s. 323).

1953 yilinin sonlarina dogru Istanbul’a yerleserek Istanbul Radyosu ile birlikte Belediye Konservatuvart icra
heyetinde gorev almig, 1966 yilinda ise tekrar Ankara’ya dSnmiistiir. Boylece 44 yil boyunca araliksiz olarak icracilik,
hocalik yapmis, 6nemli konserlere katilmig ve sinav jiirileri arasinda yer almugtir.

Vecihe Daryal, Ttirk Musikisi igerisinde yetismis olan 6nemli sanatgilardan biridir. Vecihe Daryal’in mizrap vuruglar
Alnar’in mizrabina nazaran egige daha yakin daha sert ve ¢ikardigs sesler daha parlakuir.

“Mesud Cemil onun kanunundan ¢ikan sesler i¢in “Metal bir zemin tizerine diigen billur damlalar1.” Demigtir.”

(Ozalp, 2000, . 325).
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Vecihe Daryal’a gére “Kanunu orta derecede ¢almak diye bir sey yok ya mitkemmel ¢almak var ya da hi¢
calmamak.” Vardr. (Ozalp, 2000, s. 325).” Accompaniment” terimi ile ifade edilen miizikte eslik, her tiirlii refakati
temsil etmektedir. Vecihe Daryal, ses sanatgilarina etmis oldugu mitkemmel egliklerin yaninda sazendelere etmis oldugu
kanun eglikleri ile de taninmaktadir.

Ogrendigini unutmayan ve eline ge¢mis olan en ufak belgeyi bile saklama egilimde olan Vecihe Daryal, miizigin
icerisinde ge¢irmis oldugu 50 yil stiresince eline ulagmig her tiirlti eseri ve belgeleri toplamis titizlik icerisinde bir
koleksiyon meydana getirmistir. Nadir bulunan eserleri dahi bu koleksiyona dahil etmistir. Bu sayede bir¢ok eserin
dogru hallerini notaya dokmiigtiir. Bu koleksiyon daha sonra TRT tarafindan satin alinmigtir. 12 Kasim 1970 yilinda
seker komasimna girerek hayatini kaybeden Vecihe Daryal’n, kiitiiphanesi ve geriye kalan belgeleri ise Dicle
Universitesi’ne génderilmistir (1995).

“Cok okuyan, ¢ok ¢alisan, yiiksek edebiyat bilgisi olan, 6grendigini unutmayan, en ufak bir belgeyi saklayan bir
yaratilista olan Vecihe Daryal, elli yilltk sanat hayatinda titiz bir koleksiyoncu olarak eser ve belge toplamigtir.” (Ozalp,
2000, 5. 326).

Vecihe Daryal’in egitim siireci, mesk gelenegi ile kurumsal miizik egitiminin birlikte varlik gosterdigi bir gegis
dénemine isaret etmektedir. Dariilelhan biinyesinde aldigi sistemli egitim, teorik bilgi ve teknik donanimini
gliclendirirken, megk pratigi ise iislup ve tavir aktariminda belirleyici olmustur. Icra anlayiginda gozlenen teknik
kontrol, repertuvar hikimiyeti ve eslik becerisi bu iki farkli egitim modelinin sentezine dayanmaktadir. Bu durum, orta
dénemde kanun icraciliginin hem geleneksel hem de kurumsal unsurlart birlikte barindiran bir yapiya evrildigini
gostermektedir. Nitekim Kazazoglu (2017), Vecihe Daryal'n kanun icrasini teknik, ezgisel ve makamsal agidan

inceleyerek sanatginin kendine 6zgii tavir ve siisleme 6zelliklerini ortaya koymusgtur.

N e b AT § par
Sekil 2. Ilk Istanbul Radyosu ile Dariielhan’da gérev alan sanatkirlar. Soldan saga arka sira; Udi Nevres Bey, Refik

Fersan, Ali Riza Sengel, Mesud Cemil ve Selahaddin Demircioglu. Oturanlar; Udi Hayriye Ors(?), Vecihe Daryal ve
Rugen Ferit Kam. (Yavuzoglu ve Kirmizi, 2025, s. 43).

Cagdas Donem Kanun Icracisi; Kurumsallagma Ve Megk

Goksel Baktagir (1966)

Kirklareli sehrinde 7 Eyliil tarihinde diinyaya gelmistir. Vali Faik Ustiin Ilkokulu’nda ilk egitimini tamamlamgtir. 7
yaginda iken ablasi ile birlikte mandolin egitimi almig mandolin ¢almaya baglamiglardir. 10 yasinda iken babasinin
hediye etmis oldugu baglama ile baglama ¢almaya baglamustir ve baglamaya yakin olarak gordiigii ud denemeleri de
yapmugtir. 14 yaginda ise giiniimiizde icra ettigi kanuna yonelmistir. Lisede teknik lise ahsap boliimi okumustur.
Universite egitimi igin ise Istanbul’a taginmugtir.  Baktagir'in muzik egitimindeki ilk hocasi, Tirk Musikisi
enstriimanlarindan birgogunu icra ettigi bilinen rahmetli babast Muzafter Baktagir’dir. Kanun sazinda birgok kisiyi
etkilemis olan Ahmet Meter'den etkilenmis ve bunun {izerine kanuna baglamustir. Universite egitiminde Yavuz
Oziistiin, Erol Sayan, Erol Deren ve Selahaddin Igli gibi isimlerden ders almistir Kanun sazinda Ahmet Meter’i ekol

kabul etmektedir. Onun diginda ise 6nem verdigi, ekol kabul ettigi sanat¢1 Necdet Yagar’dir.
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Sekil 3. Goksel Baktagir Ve Hocast Necdet Yagar (Baktagir, 2021).

Miizikteki motivasyon kaynagi besteledigi eserler oldugu bilinen Baktagir, ¢cocuklugundan beri besteleme

yetenegini yok saymamus, tiniversitede kazanmug oldugu bilgilerle sentezleyerek bestelerine aktarmigtir.
1988 yilinda ITU Tiirk Musikisi Devlet Konservatuvar: Temel Bilimler Bsliimiinden mezun olmustur. 1989 yilinda
Necdet Yasar'in daveti iizerine Istanbul Devlet Tiirk Musikisi Toplulugu’nda kanun sanatgist olarak gérev almaya
baglamugtir. Necdet Yasar ile tanigmast hayatinin déniim noktalarindan birisi oldugu bilinmektedir. Necdet Yagar'in
icra yaklagimy, icracinin kendini geri plana gekip tiim varligiyla miizige yogunlagmasi gerektigi diisiincesine dayanir. Bu
yaklagim, bir¢ok icrac1 i¢in bir doniim noktast olarak degerlendirilmektedir.

Istanbul Devlet Tiirk Musikisi Toplulugu’nda birkag yil gérev aldiktan sonra Mimar Sinan Universitesi’nde
Geleneksel Ttiirk Musikisi adinda bir ders konulmast tizerine yaklagik 3 yil boyunca burada ders vermistir. Daha sonra
Hali¢ Universitesi’nde kanun egitmeni olarak gérev almistir. Bunun haricinde 16 yil boyunca her yaz Yunanistan’in
Girit Adasi’nda Yurdal Tokcan ve Derya Tirkan ile birlikte seminerler vermigtir. Su anda ise 3 ayda bir workshoplar
diizenlemekte ve dersler vermeye devam etmektedir.

Yerli yabanci birgok sentez galigmasi igerisinde yer alan Goksel Baktagir, Tiirk musikisinden ilerlemeyi tercih
etmistir. Eserleri arasindan en fazla Gl Bahgesi ve Miizik Kutusu isimli bestelerine kiymet verdigi bilinmektedir.

Goksel Baktagir'in miizikal gelisimi, kurumsal egitiminin merkezde oldugu ancak bireysel ve geleneksel etkilerle
beslenen c¢agdag bir yapiyr ortaya koymaktadir. Akademik egitim stireci teknik yeterlilik ve teorik alt yapisini
sekillendirirken usta icracilardan edinilen etkiler ve bireysel tiretim stireci icra anlayigina 6zgtinlitk kazandirmaktadir.
Beste faaliyetlerinin icracilikla paralel ilerlemesi, repertuvar yaklagimimnin yalnizca aktarim degil iiretim odakli bir boyut
kazandirdigint géstermektedir. Bu yoniiyle Baktagir, ¢cagdas donemde kanun icraciligmin hem gelenekle iligkisini
stirdiiren hem de yenilik¢i bir karakter kazanan yapisini temsil etmektedir.

Erken Donem, Orta Donem Ve Cagdas Donem Sazendelerinin Tematik Ve Donemsel Karsilagtirmals
Analizi

Tablo 1. Erken Dénem, Orta Dénem ve Cagdas Dénem Kanun Icracilarinin Tematik Olarak Karsilagtirilmast

Kategori Kanuni Hac1 Arif Bey Vecihe Daryal Goksel Baktagir
(Erken D6nem) (Orta Donem) (Cagdas Dénem)

Egitim Yapis: Megk sistemi temellidir. Sar1 | Mesk + kurumsal egitim | Kurumsal konservatuvar egitimi on
Talat Bey’den birebir megk | birlikte goriilmektedir. | plandadir (ITU TMDK). Bunun
yoluyla egitim almigtir. Egitim | Dartilelhan’da egitim almig; | yaninda aile i¢i (babasi) ve wusta
stireci usta-¢irak  iligkisine | ayni zamanda Muazzez Yurcu | icracilardan  (Ahmet Meter  vb.)
dayanmaktadir. ile megk etmistir. Batt miizigi | etkilenmigtir.

dersleri de almugtir.

Icra Teknikleri | “Fiske” teknigini ilk kullanan | Mizrap teknigi glicludiir; esige | Geleneksel icrayt modern yaklagimla
icractdir.  Teknik  gelisimi | yakin ve sert vuruglarla parlak | sentezler. ~ Teknik  gelisimi  hem
bireysel ¢caba ve megk siireciyle | ses elde eder. Teknik agidan | akademik egitim hem de usta etkisiyle
ilerlemistir. gelismis ve kontroll bir icra | sekillenmistir. ffade ve yorum 6n

anlayigi vardir. plandadir.
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Repertuvar Klasik Tark musikisi | Genis repertuvar Dbilgisine | Geleneksel Tirk musikisini temel alir
Yaklagim1 formlarinda  (pesrev, saz | sahiptir.  Eserleri titizlikle | ancak ¢agdas ve 6zgiin besteler tretir.
semaisi vb.) eserler | toplayarak argivlemis ve dogru | Kendi eserlerini repertuvara kazandirr.
bestelemistir. Repertuvari | notaya  aktarmigur.  Eglik
geleneksel ¢izgidedir. (accompaniment) konusunda
One ¢ikar.
Pedagojik Mesk  sistemiyle  egitim | Hem megk hem kurumsal | Kurumsal  egitimei  kimligi 6n
Yoéntem vermigtir.  Bilgiyi  birebir | egitim anlayigint | plandadir. Universitelerde ders vermis,
aktarim yoluyla 6grencilerine | benimsemistir.  Uzun yillar | workshop ve seminerlerle Ggretim
iletmigtir. icracilik ve egitmenlik | faaliyetlerini stirdiirmektedir.
yapmigtir. Disiplinli ~ ve | Geleneksel ile modern pedagojiyi
mitkemmeliyetci bir yaklagimi | birlegtirir.
vardir.

Tablo 1incelendiginde, erken dénem kanun icracilarinda egitimin biiyiik 6l¢ctide megk sistemi tizerine temellendig,
orta dénemde ise mesk gelenegi ile kurumsal muzik egitiminin birlikte varlik gosterdigi goriilmektedir. Cagdas
dénemde ise konservatuvar temelli egitimin belirgin bi¢cimde 6n plana ¢iktigi ancak megk geleneginin tamamen ortadan
kalkmadig1 anlagilmaktadir.

Icra teknikleri agisindan degerlendirildiginde, erken dénemde bireysel deneyime dayali teknik yaklagimlarin hikim
oldugu, orta dénemde bu yaklagimlarin daha sistematik bir yap:1 kazandig, ¢agdas donemde ise teknik yeterlilik ile
miizikal yorumun biitiinciil bir anlayssla ele alindigi dikkat ¢ekmektedir.

Repertuvar ve pedagojik yaklagimlar baglaminda ise siireg igerisinde sozlii ve usta-girak iliskisine dayali geleneksel
aktarimin yerini giderek daha planls, yazili ve kurumsal bir egitim anlayigina biraktgr séylenebilir.
Bu bulgular, Ttirk Musikisi’nde megk sisteminden kurumsal miizik egitimine ge¢is stirecinin dogrusal bir dontigimden

ziyade, stireklilik ve dontigiimiin birlikte yagandigs bir yapr sergiledigini ortaya koymaktadir.

Tartigma ve Sonug
Bu ¢aligmada, Tirk Musikisinde megk sisteminden kurumsal miizik egitimine gegis siirecini kanun icraciligs
baglaminda ele alarak, erken dénem, orta dénem ve ¢agdas dénem icracilarinin egitim anlaysslari, icra teknikleri,
repertuvar yaklagimlari ve pedagojik tutumlar: tizerinden kargilagtirmali bir degerlendirme sunmugtur. Elde edilen
bulgular, s6z konusu déniisimiin lineer ve keskin bir kopus seklinde gergeklesmedigini aksine tarihsel siireg ierisinde
mesk gelenegi ile kurumsal miizik egitiminin belirli dénemlerde eszamanlt olarak varlik gosterdigini ve birbirini
besleyen bir yapr ierisinde gelistigini ortaya koymaktadir.

Erken donem kanun icracisi 6rneginde, egitim ve icra pratiginin tamamen megk sistemi gercevesinde sekillendigi
goriilmektedir. Bu dénemde bilgi aktarimi, usta-girak iliskisine dayali birebir etkilesim yoluyla ger¢eklesmis teknik
yeterlilik, buytik 6l¢tide tekrar, taklit ve hafiza siiregleri araciligiyla kazanilmugtir. Icra pratigi ise dogrudan geleneksel
aktarimin bir uzantsi olarak gelismis ve bireysel yorumdan ziyade tslup bittinligiiniin korunmasi 6n planda
tutulmugtur. Bu durum, megk sisteminin yalnizca bir 6gretim yontemi degil, ayn1 zamanda icra estetigini belirleyen
temel bir yap1 oldugunu géstermektedir. “Hem sézlit hem de ¢algt miizigimizde megk edilerek 6grenilen ya da 6gretilen
eserler sonucu mutlaka bir tavir ve tislup s6z konusu ortaya ¢ikar.” (Kahyaoglu, 2021, s. 279). “Musikimizde mesk
yoluyla tistadindan, hocasindan bilmedigi eseri ve icra 6zelliklerini, tavir ve Gslubu 6grenirken, bestekarlik yetenegi
olan, bir yandan da bestenin nasil yapilacagini 6grenmis oluyordu. Mesk ettigi eserlerde kullanilan kaideleri, esaslar1 ve
diger unsurlari, hocast bestekir veya beste bilgisine sahip ise megk esnasinda ondan duyuyor ve kendisinin beste
yetenegi var ise bu nazari bilgisini megk ettigi eserlerdeki uygulamalara kiyasla yani bir ¢esit taklit yoluyla yaparak
ogreniyordu.” (Yavagca, 2002, s. 71-72).

Orta donem incelendiginde, megk sisteminin tamamen ortadan kalkmadig: ancak kurumsal mizik egitiminin
etkisiyle dontigiime ugradigi anlagilmaktadir. Dariilelhan ve benzeri kurumlarda verilen egitim, teorik bilginin
sistematik bicimde aktarilmasini saglarken, mesk uygulamalar1 Gslup ve tavir aktariminda tamamlayict bir rol

tstlenmistir.
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Bu baglamda orta donem, megk gelenegi ile kurumsal egitimin birlikte varlik gosterdigi ve birbirini tamamladigi bir
gecis evresi olarak degerlendirilebilir. Vecihe Daryal 6rneginde goriildiigii tizere hem geleneksel hem de Bat1 Miizigi
temelli teorik egitimin bir arada bulunmast icra anlayisinda teknik kontrol, repertuvar zenginligi ve yorum giiciniin
gelismesine katki saglamigtir. Benzer bicimde Kosreli (2024), mizik egitimi lisans programlarinda edinilen alan
bilgilerinin mesleki uygulamalarda aktif olarak kullanildigini ve 6zellikle uygulamali alan derslerinde kazanilan bilgi ve
becerilerin mesleki siireglere dogrudan katki sagladigini belirtmektedir. Bununla birlikte, kurumsal egitimin gelismesi
geleneksel aktarimin iglevini ortadan kaldirmamuig; 6zellikle repertuvarin kugaklar arasinda aktarilmasinda megk
onemini stirdiirmustiir. Kahyaoglu (2021) da Tiirk miizigi repertuvarinin tarihsel stirekliliginin saglanmasinda megk
sisteminin temel bir iglev tistlendigini belirtmektedir. Cumhuriyet doneminde miizik egitiminin kurumsallagmasi, yeni
egitim kurumlarinin olugturulmasiyla daha sistematik bir yap1 kazanmugtir (Dereli, 2022).

Schecher, insan yasamina ait deger ve davraniglarin bir arada bulundugu yerin sadece argivler olmadiginy, fiili olarak
eylemde bulundugu sézli deneyimlerinin biriktigi repertuvarin varligindan bahsetmektedir (Giimiig, 2010, s. 17). Bu
ifadeden hareketle megk ortaminin kiltiirel bir performans ortami yaratarak yasadigt toplumla arasindaki bagli
dénemin 6zellikleri ile birlikte ileriye tagimasi hem mecazi hem gergek anlamdaki “Repertuvar” kavraminin varligint
desteklemektedir (Ustiinkaya, 2025, s. 9).

Cagdas donemde ise konservatuvar temelli kurumsal miizik egitiminin belirgin bi¢imde 6n plana ¢ikug:
goriilmektedir. Bununla birlikte megk geleneginin tamamen terk edilmedigi, aksine bireysel 6grenme siireglerinde, usta
icracilarla kurulan iligkilerde ve geleneksel tavir aktariminda varligini strdtirdiigi anlagilmakeadir. Goksel Baktagir
orneginde, akademik egitim ile birlikte bireysel yonelimler, usta etkisi ve tiretim faaliyetlerinin icra siirecine entegre
oldugu, béylece icraciliginin yalnizca yorumlayan degil ayni zamanda beste tireten ve pedagojik faaliyet ytrtiten cok
yonlii bir yaprya doniistiigii goriilmektedir. Bu durum, ¢agdas dsnemde kanun icraciliginin hem teknik hem de estetik
agidan daha genis bir ifade alanina kavustugunu géstermektedir. “XIX. Asrin ilk ¢eyregine kadar Tirk Musikisi
6gretimi tamamen bu sisteme (megk) dayali olarak devam etmis daha sonralari Bat etkisiyle kurulan konservatuvar vb.
musiki kurumlarinda da megk kismen uygulanmus olup giintimiizde de belirli 6l¢tilerde stirmektedir. (Karatag, 2010, s.
134). Icra teknikleri agisindan degerlendirildiginde erken dénemden ¢agdas doneme dogru ilerleyen siirecte bireysel
deneyime dayali teknik gelisimin yerini daha sistematik ve kurumsal egitimle desteklenen teknik yeterliliklerin aldigt
buna paralel olarak icra anlayisinda da teknik ile yorumun birlikte ele alindigr bir yaklagimin ortaya cikugs
gorilmektedir. Repertuvar baglaminda ise erken dénemde geleneksel formlar igerisinde sinurli bir yap1 s6z konusu iken
orta donemde argivleme ve notalama faaliyetlerinin etkisiyle repertuvarin korunmasi ve aktarimi giiglenmis, cagdag
donemde ise hem geleneksel hem de modern besteleri igeren daha genis ve gesitlenmis bir repertuvar anlayis gelmistir.
Pedagojik agidan ise megk temelli birebir aktarim modelinin, kurumsal egitim igerisinde planli, programli ve ¢ok
kaynakli bir 6gretim yaklagimi ile desteklendigi ve zaman igerisinde bu iki yaklagimin birlikte varlik gésterdigi
anlagiimaktadir.

Megsk geleneginde ¢iragin, ustadan yalnizca eserleri degil; makami, icra bigimini, tGslup ve tavri ve donemin miizik
dagarcigint da 6grendigi, boylece repertuvarin nesilden nesile aktarildigs bilinmektedir (Behar, 2023, s. 19). Bununla
birlikte, XX. yiizyildan itibaren teknolojik gelismelerle birlikte ses kayit imkanlarinin artmasi ve eserlerin notaya
alinmasi, Ttrk musikisi repertuvarinin korunmasi ve aktarilmasinda 6nemli bir rol oynamugtir. Tanbtiri Cemil Bey’in
kayitlarinin giiniimtize ulagmast bu duruma 6nemli bir 6rnek olusturmakta; resmi ve kisisel cabalarla eserlerin
kaydedilmesi ve notaya alinmasi, msiki eserlerinin kaybolmasinin dniine gegilmesine katki saglamaktadir (Oncel,
2015, s. 221).

Tirk Musikisi'nde megk sisteminden kurumsal miizik egitimine gegis siirecinin dogrusal bir doniistimden ziyade
stireklilik ve doniisiimiin eg zamanli olarak yagandigs dinamik bir yapr sergiledigi séylenebilir. Kanun icraciligi 6zelinde
bu siire¢ (incelenen tig icraci baglaminda), calginin teknik kapasitesinin geniglemesine, repertuvarin zenginlesmesine
ve icra pratiklerinin ¢esitlenmesine katki saglamigtir. Bununla birlikte megk sisteminin tamamen ortadan kalkmadig
aksine kurumsal egitimle etkilesim igerisinde varligin1 siirdiirerek ¢agdas icra anlayisinin sekillenmesinde rol oynadig:

goriilmektedir. Mesk, icerdigi taklit, takrir, 6rnekleme ve bellek egitimi metodlart bakimindan ele alinip kullanilabilir
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bir hale getirilebilir. Nota ve megk yoluyla 6grenme birlegtirilebilir. Bu sayede gelenegin tislup 6zellikleri de korunup
islenebilir olacaktir (Gergek, 2008, s. 7).

Sonug olarak, kanun icraciligr giniimiizde megsk geleneginin birikimini koruyan ancak kurumsal miizik egitimi ile
biittinleserek gelisimini siirdiiren kiimiilatif ve cok katmanli bir yapiya dontigmiistiir. Bu baglamda, gelecekte yapilacak
aragtirmalarin farkli calgilar, daha genis icract 6rneklemleri ve farkli dSnemleri kapsayacak sekilde genisletilmesi, Ttirk

Musikisi egitiminde megk ve kurumsallagma iligkisini derinlemesine anlamaya katki saglayacakur.
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oo0ce

Turkish music has been transmitted from generation to generation throughout history through the
mesk method, amultilayered form of cultural heritage shaped by its modal structure, style, rhythmic
cycles (ustl), and performance characteristics. In this system, education was carried out through a
one-to-one master-apprentice relationship based on practical application and formed the foundation
of performance for centuries. Although the megk system is considered to have an important place in
Turkish Music, studies on the system remain relatively limited and contain. various uncertainties.
This study aims to examine the megk system, which has received relatively limited attention in the
literature, in relation to contemporary institutional music education, specifically through the qanun,
and to contribute to future research through the findings obtained. A comprehensive literature
review was conducted using document analysis, one of the qualitative research methods. The study
was structured around keywords such as “Mesk on the Qanun,” “20th-Century Turkish Music,”
“Mesk System,” “Qanun,” “Master-Apprentice Relationship,” and “Turkish Music Education.”
The analysis addressed the megk system in Turkish Music, the place and transformation of the qanun
within this system, the effect of the master-apprentice relationship on performance, and the
interaction between the megk system and institutional music education. In addition, the educational
backgrounds, performance styles, and musical approaches of qanun performers representing the
Ottoman period, Republican period, and present day were comparatively evaluated. The findings
indicate that the traditional mesk method was decisive at the beginning of the 20th century, while
conservatory-based education began to shape the understanding of performance from the second
half of the century onward. This transformation led to a significant expansion in the technical
capacity of the qanun and in repertoire diversity. At the same time, the synthesis of the megk system
and institutional music education appears to have created a new field of development.
Consequently, qanun performance has evolved into a cumulative structure that preserves the megk
system from which it has been nourished while continuously developing through integration with
contemporary music education.
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Introduction

The term megk is used to mean transmission from master to apprentice, practicing, writing, or working on a piece of
writing. It is a term used not only in music but also in art forms such as calligraphy, ornamentation, and illumination.
“Megsk is a term borrowed by the musical world from the art of calligraphy, meaning ‘a writing sample,” ‘a writing

3%

exercise,” or ‘a writing scribble’ (Behar, 1998, p. 12). The use of the word megsk in music can be clearly seen in the

Baburnama, written at the beginning of the 16th century. Babur Shah wrote the following about the Persian poet
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Benai, who began studying music in Herat at the encouragement of Ali-Shir Nava'i: ...ol kig musiki megk kilur...”
(Behar, 1998, p. 33; Shah, Baburnama, 1986, p. 162).

Because of its modal structure, style, rhythmic cycles, and performance characteristics, Turkish music has been
transmitted from generation to generation throughout history through the mesk method, a multilayered cultural
heritage. In this system, education was conducted through a one-to-one master-apprentice relationship based on
practical application and formed the foundation of performance for centuries. In this educational system, carried out
through imitation, repetition, modeling, memorization, and memory techniques from master to apprentice, the
teacher had to repeat a piece, either section by section or in its entirety, many times in order to teach it to the student.
The student had to focus on the teacher and master and possess a strong memory. The

student had to record the demonstrated passage in memory and repeat it. “Without being committed to memory,
it would not be possible to internalize a work, make it part of the musician, and develop an interpretation and manner
of performance for that work. The importance given to memory formed the basis of the educational system we define
as ‘Mesk™ (Besiroglu, 1998, p. 137).

This educational system was effective not only for instrumental works but also for vocal works, in which the same
techniques were used. Cem Behar describes the effectiveness of the megk system as follows: the lyrics of the work to be
learned were written down for the student or taken from a handwritten or printed collection; the rhythmic cycle was
established; if necessary, it was marked several times before beginning; the student marked the rhythm with the right
and left hands, treating the knees as a kudiim; the teacher then performed the work while keeping the rhythm, and the
student repeated it. The teacher had the student repeat the work section by section—such as zemin, nakarat, meyan,
and, where applicable, terenniim—and as a whole until it was firmly and completely established in the student's
memory. The ultimate aim was to engrave the practiced work in the student's memory (Behar, 1998, p. 16).

The fact that Turkish Music is a music of style because of its modal structure and performance characteristics makes
the use of the megk system almost indispensable. Alaeddin Yavasca emphasizes this as follows: “There is a megk
arrangement closely related to style in order for style to be fully established. The megsk arrangement is the transfer and
distribution, by people whose mastery in an art has become fully evident and who are experienced, of their knowledge
and experience to inexperienced people” (Yavagca, Tiirk Miizigi'nde Icra Usltiplary, 1998, pp. 52-60).

Turkish music has continuously developed and changed throughout history. Until the 20th century, Turkish
Music was not under Western influence; by the 20th century, however, Western influence became evident in music
education during the final period of the Ottoman Empire, and with the establishment of the Republic, institutional
music education began at conservatory and academy levels. This transformation fundamentally changed the
understanding of performance.

Torun (2000, p. 15) notes that during the transition from the traditional megk system to today's notation-based
education, those who knew notation looked down on the old ear-based system; however, ear training and memorized
performance also remained weak in education based entirely on notation. Therefore, benefiting from the advantages
of the traditional sema, or listening-based, system is appropriate.

Aim and Problem of the Study

This study aims to examine how the transition from the megk system to institutional music education in Turkish
Music occurred in the context of qanun performance and how this transformation affected performance practices.
The study identifies differences among the educational approaches of early, middle, and contemporary ganun
performers, evaluates the importance of the megk system, and addresses the process through which this tradition
gradually gave way to conservatory-based institutional education.

An examination of studies on the megk system and megk on the ganun shows that the subject has generally been
addressed in historical, pedagogical, and style-transmission contexts. However, most existing studies have adopted a
general framework, while in-depth analyses focusing on specific instruments remain limited. In particular, studies that
holistically examine the effects of the transition from the megk system to institutional music education on ganun

performance remain insufficient. Accordingly, the main problem of the study can be stated as follows:
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“How did the transition from the megk system to institutional music education in Turkish Music occur in the
context of qanun performance, and how did this transformation affect performance practices?”
This research aims to fill this gap in the literature and make an original contribution by examining the interaction
between the megk system and institutional music education specifically through the qanun. Accordingly, the
educational backgrounds, performance styles, and musical approaches of three ganun performers representing the
Ottoman period, Republican period, and present day were comparatively evaluated, and the effects of this

transformation on the instrument's technical capacity and repertoire development were analyzed.

Method
Research Model
This research was conducted within a qualitative research approach and is based on a historical, descriptive, and
comparative analysis model. The transition from the megk system to institutional education in Turkish Music was
examined through document analysis.
Data Collection Instruments
A literature review was used as the data collection method in this study. The data sources consisted of written sources
and biographical studies on qanun performers from the early, transitional, and contemporary periods. In this context,
the biographies, educational backgrounds, and technical approaches of three qanun performers representing these
periods were examined. The performers were selected through purposive sampling. The main selection criteria were
their representation of different historical periods, the availability of sufficient sources on their educational
backgrounds, and their reflection of the transition from the megk system to institutional music education.
Accordingly, Kanuni Haci Arif Bey was selected to represent the early period, Vecihe Daryal the transitional period,
and Goksel Baktagir the contemporary period..
Data Analysis
The collected data were examined through descriptive analysis, and the educational processes and performance
characteristics of the performers were evaluated in accordance with the literature. Similarities and differences between
periods were assessed comparatively, and the findings were interpreted within their historical context and the scope of
the literature.

Findings
Kanuni Haci1 Arif Bey (1862—1911) (Early-Period Qanun Performer)
Kanuni Haci Arif Bey was born in the Aksaray district of Istanbul. After completing primary school, he attended and
graduated from Koca Mustafa Paga Risgtiyesi for his secondary education. In 1885, he began working as a clerk at the
Accounting Directorate of the Ministry of Posts and Telegraphs. In November 1893, he was awarded the rank of salise,
and in 1895 he was appointed chief clerk in Yemen. He was sent to Yemen three times during his professional life and
each time had to return to Istanbul after a short period. He contracted cholera in Menaha and died there.

In addition to being one of the leading qanun players of Turkish Music, he also demonstrated his identity as a
composer through the works he composed. He began studying music through Sari Talat Bey, whom he met during
the early years of his civil-service career. He studied with Sari Talat Bey through the megk system for several years. He
made considerable progress in a short time and continued practicing the qanun during his time in Yemen. While
traveling continuously between Yemen and Istanbul, Hact Arif Bey established close relationships and held musical
gatherings and megk sessions with distinguished musicians such as Cemil Bey, Neyzen Tevfik, Santtri Ethem, Udi
Nevres, Haci Faik, Hact Kerdmi, Limekan1 Mustafa, Kastyarik Hiisamettin Bey, Bolahenk Nuri, and Zek4i Dede.

Hact Arif Bey was the first person to use the “fiske” technique, which qanun performers subsequently used
regularly. Through the mesk system, he transmitted the knowledge and skills he had learned and developed on the
instrument to figures such as Kanuni Nazim Bey, Kanuni Regat Bey, $ehzade Celalettin Efendi, and his son Zeki Arif
Ataergin, teaching them qanun performance.

After the proclamation of the Second Constitutional Era, he established a Turkish Music society called Dar-iil
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Musiki. Together with figures such as Tanburi Cemil Bey, Santuri Ethem Efendi, and Udi Nevres Bey, he gave
performances for the public at Tepebast Theatre (Oztuna, Tiirk Musikisi Ansiklopedisi, 1970, p. 67). Approximately
96 works composed by Haci Arif Bey in forms including pesrev, saz semaisi, sirto, beste, semai, march, and song have

survived to the present day (Oztuna, Tiirk Musikisi Ansiklopedisi, 1970, p. 68).

Figure 1. Kanuni Hac1 Arif Bey (Cumhurbagkanlig: Klasik Ttirk Miizigi Korosu )

When Hac1 Arif Bey's educational and performance approach is examined, a traditional structure in which the megk
system was decisive becomes evident. Knowledge and skills acquired through the master-apprentice relationship were
reinforced through individual effort and experience, while technical development was shaped largely through
performance practice. In this context, the performer's development of technical innovations such as the fiske
technique and transmission of this accumulated knowledge to subsequent generations through megk reflect the oral

and practice-based character of early-period qanun performance.

Middle Period: Transition and the Beginning of Institutionalization Vecihe Daryal (1912—-1970)

Her mother was $4hende Hanim and her father was Abdiilmecid Daryal, a religious scholar from Shirvan. She began
her musical education by taking qanun lessons from Nazire (Nazira?) Hanim. At Nazire Hanim's recommendation,
she entered the music branch of Dartilelhan (Girls' Teachers' School) and became a student of Muazzez Yurcu Hanim.
She also studied Turkish Music theory and music history with Rauf Yekta Bey, fasil music with Ismail Hakk1 Bey, and
instrumental works with Sedat Oztoprak and Regat Erer. Daryal stated that she practiced mesk on the qanun with
Muazzez Yurcu Hanim during her education (Ozalp, 2000, p. 322). In an interview with Halil Nadaroglu, Vecihe
Hanim described her qanun education as follows: “I learned what the qanun means from Muazzez Hanim, a student
of Ama Nazim Bey, who graciously taught me for years” (Daryal, 1946).

Following the closure of Dartilelhan in 1926, she transferred to Capa Girls' Teachers’ School and graduated in the
same year. She subsequently studied piano with Madam Heze and Edgar Manas for three years at the same institution,
solfege with Muhiddin Sadak, Western Music history with Ekrem Besim Tektag, and harmony with Cemal Resid Rey.

Vecihe Daryal's artistic career began with a concert she participated in at the Beyoglu Union Frangaise Hall as part
of Dartilelhan's Eastern Music program in 1926, which was recorded as her first concert. She performed ganun until
1938 with musicians such as Rugen Ferit Kam and Mesud Cemil on a radio station that began broadcasting in 1928
under the name Ttirk Telsiz Telefon A.$., the first radio organization in Turkey. When Istanbul Radio moved from
Eytip to Beyoglu in 1928, she was included in the permanent artist staff. She later moved to Ankara Radio and
continued performing qanun there until 1953.

Toward the end of 1953, she settled in Istanbul and worked with Istanbul Radio and the performance ensemble of
the Municipal Conservatory; in 1966 she returned to Ankara. Thus, for 44 uninterrupted years, she worked as a
performer and teacher, participated in important concerts, and served on examination juries.

Vecihe Daryal was an important artist trained within Turkish Music. Her plectrum strokes were closer to the bridge
and harder than Alnar's, producing brighter sounds. Mesud Cemil described the sound of her qanun as “crystal drops
falling onto a metal surface” (Ozalp, 2000, p. 325).

According to Vecihe Daryal, “There is no such thing as playing the ganun moderately; either you play it perfectly
or you do not play it at all” (Ozalp, 2000, p. 325).

The term “accompaniment” in music represents all forms of accompaniment. Vecihe Daryal was known not only
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for her excellent accompaniment of vocalists but also for her qanun accompaniment of instrumentalists. She had a
tendency to preserve everything she learned and even the smallest document that came into her possession. During the
50 years she spent in music, she collected every work and document that reached her and created a meticulous
collection, including rare works. In this way, she transcribed many works into accurate notation. The collection was
later purchased by TRT. Vecihe Daryal died on November 12, 1970 after falling into a diabetic coma, while her library
and remaining documents were sent to Dicle University in 1995.

Vecihe Daryal's educational process represents a transitional period in which the megk tradition and institutional
music education coexisted. Her systematic education at Dariilelhan strengthened her theoretical knowledge and
technical equipment, while megk practice remained decisive in the transmission of style and manner. The technical
control, repertoire mastery, and accompaniment skills evident in her performance approach were based on a synthesis
of these two educational models. This shows that, during the middle period, qanun performance evolved into a
structure containing both traditional and institutional elements. Indeed, Kazazoglu (2017) examined Vecihe Daryal’s
qanun performance from technical, melodic, and modal perspectives, revealing the performer’s distinctive stylistic and

ornamentation features.

R ST 1o [,
Figure 2 . Artists who worked at the first Istanbul Radio and Dartilelhan. Back row, from left to right: Udi Nevres

Bey, Refik Fersan, Ali Riza Sengel, Mesud Cemil, and Selahaddin Demircioglu. Seated: Udi Hayriye Ors (?), Vecihe
Daryal, and Rugen Ferit Kam. (Yavuzoglu ve Kirmizi, 2025, p. 43).

Contemporary Qanun Performer: Institutionalization and Mesk
Goksel Baktagir (1966)

Goksel Baktagir was born in Kirklareli on September 7. He completed his primary education at Vali Faik Ustiin Primary
School. At the age of seven, he began learning the mandolin together with his sister. At age ten, he began playing the
baglama given to him by his father and also experimented with the oud, which he considered similar to the baglama.
At age fourteen, he turned to the qanun, which he performs today. He attended the technical high school
woodworking department. He moved to Istanbul for university education. Baktagir's first music teacher was his late
father, Muzaffer Baktagir, who was known to play many Turkish Music instruments. Influenced by Ahmet Meter,
who had affected many qanun players, he began playing the qanun. During his university education, he studied with
Yavuz Oziistiin, Erol Sayan, Erol Deren, and Selahaddin Igli. He considers Ahmet Meter an influential school in qanun
performance and also regards Necdet Yagar as an important artist and model.

Baktagir's primary source of motivation in music is known to be his compositions. He did not disregard his
composing ability from childhood and incorporated the knowledge he gained at university into his compositions. He
graduated from the Department of Basic Sciences at the ITU Turkish Music State Conservatory in 1988. In 1989,
upon Necdet Yasar's invitation, he began working as a qanun artist at the Istanbul State Turkish Music Ensemble.
Meeting Necdet Yagar is regarded as one of the turning points in his life. Yagar's performance approach was based on

the idea that the performer should put the self in the background and concentrate fully on the music. This approach
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is regarded as a turning point for many performers.

After working for several years at the Istanbul State Turkish Music Ensemble, Baktagir taught for approximately
three years at Mimar Sinan University after a course called Traditional Turkish Music was introduced there. He later
worked as a ganun instructor at Hali¢ University. In addition, he gave seminars every summer for 16 years on the island
of Crete, Greece, together with Yurdal Tokcan and Derya Tiirkan. He currently continues to organize workshops every
three months and to teach.

Although Goksel Baktagir has participated in numerous synthesis projects involving Turkish and foreign elements,
he has preferred to proceed from Turkish music. Among his compositions, Giil Bahgesi and Miizik Kutusu are known
to be the works he values most.

Goksel Baktagir's musical development presents a contemporary structure in which institutional education is
central but enriched by individual and traditional influences. While academic education shaped his technical
competence and theoretical foundation, influences from master performers and his individual creative process gave
originality to his performance approach. The parallel development of composition and performance shows that his
approach to repertoire has acquired a production-oriented dimension rather than being limited to transmission. In this
respect, Baktagir represents the contemporary character of qanun performance, which maintains its relationship with

tradition while gaining an innovative dimension.

Figure 3. Goksel Baktagir and his teacher Necdet Yagar (Baktagir, 2021)
Thematic and period-based comparative analysis of early, middle, and contemporary instrumentalist

Table 1. Thematic comparison of early-, middle-, and contemporary-period qanun performers

Category Kanuni Hac1 Arif Bey Vecihe Daryal Goksel Baktagir
(Early Period) (Middle Period) (Contemporary Period)
Educational Structure It is based on the mesk | Training involved a | Formal conservatory training
(traditional ~ apprenticeship- | combination of megk | playsa prominent role (ITU
based instruction) system. | (traditional master-apprentice | TMDK). Alongside this, he

Training was received directly | instruction)  and  formal | was influenced by his family

institutional education. The | (his father) and master
studied at

Dariilelhan and also received

from Sari Talat Bey through

one-on-one instruction. The | individual performers (such as Ahmet

training process relies on a Meter).
master-apprentice relationship. | mesk training from Muazzez
Yurcu; they also took lessons in

Western music.

traditional
performance with a modern

approach. Technical

Performans Techniques He is the performer who first The plectrum technique is | He  synthesizes

employed the “fiske” powerful; a brilliant tone is

technique. His technical achieved through firm strokes

development progressed
through individual effort and
the process of traditional
apprenticeship (megk).

close to the bridge. The
performance style is technically
advanced and controlled.

development has been shaped
by both academic training and
the influence of a master.
Expression and interpretation
take center stage.
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through the megk system. He
transmitted knowledge to his

that  combines  traditional
apprenticeship-style

with institutional education.

training

Repertowre Approach He has composed works in | She possesses an extensive | He is based on traditional
classical Turkish music forms | repertoire. She hasmeticulously | Turkish music but produces
(such as pesrev, saz semaisi, | collected and archived musical | contemporary and original
etc.). His repertoire follows a | works, transcribing them into | compositions. It adds its own
traditional style. accurate notation. He/She | works to the repertoire.
excels in accompaniment.
Pedagogical Method He provided instruction She has adopted an approach | Him identity as a corporate

educator is central. Having
taught at universities, they

continue their educational

students through direct, one-

on-one transfer. She has spent many years | activities through workshops
working as both a performer | and seminars, blending
and an instructor. She possesses | traditional ~ and ~ modern

a disciplined and perfectionist | pedagogy.

approach.

Table 1 shows that education among early-period qanun performers was largely based on the megk system, whereas
in the middle period the megk tradition and institutional music education coexisted. In the contemporary period,
conservatory-based education has clearly come to the forefront, although the megk tradition has not disappeared
completely.

In terms of performance techniques, individual experience-based technical approaches dominated the early period;
in the middle period these approaches acquired a more systematic structure; and in the contemporary period technical
competence and musical interpretation began to be addressed holistically.

In terms of repertoire and pedagogical approaches, it can be stated that the traditional oral transmission based on
the master-apprentice relationship gradually gave way to a more planned, written, and institutional educational
approach. These findings demonstrate that the transition from the megk system to institutional music education in
Turkish Music was not a linear transformation, but rather a structure in which continuity and transformation

occurred together.

Discussion and Conclusion
This study examined the transition from the megk system to institutional music education in Turkish Music in the

context of qanun performance and presented a comparative evaluation of the educational approaches, performance
techniques, repertoire approaches, and pedagogical attitudes of performers from the early, middle, and contemporary
periods. The findings demonstrate that this transformation did not occur as a linear and sharp break; rather,
throughout the historical process, the mesk tradition and institutional music education coexisted during certain
periods and developed within a mutually reinforcing structure.

In the early-period qanun performer example, education and performance practice were shaped entirely within the
megk system. Knowledge transfer occurred through one-to-one interaction based on the master-apprentice
relationship, while technical competence was acquired largely through repetition, imitation, and memory.
Performance practice developed as a direct extension of traditional transmission, with preservation of stylistic integrity
taking precedence over individual interpretation. This demonstrates that the megk system was not merely a teaching
method but also a fundamental structure determining performance aesthetics. As Kahyaoglu (2021, p. 279) states,
works learned or taught through megk in both vocal and instrumental music inevitably produce a manner and style.
Yavasga (2002, pp. 71-72) similarly explains that through megk, musicians learned not only unfamiliar works and their
performance characteristics, manner, and style from their masters, but also, when they possessed compositional ability,
the principles of composition through the rules and practices embodied in the works they studied.

When the middle period is examined, it becomes clear that the megk system did not disappear completely but was
transformed under the influence of institutional music education. Education provided at Dariilelhan and similar
institutions enabled theoretical knowledge to be transmitted systematically, while mesk practices played a

complementary role in the transmission of style and manner.
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In this context, the middle period can be evaluated as a transitional phase in which the megk tradition and
institutional education coexisted and complemented one another. As seen in the example of Vecihe Daryal, the
coexistence of traditional and Western Music-based theoretical education contributed to the development of technical
control, repertoire richness, and interpretive ability. Similarly, Kosreli (2024) states that the field knowledge acquired
in undergraduate music education programs is actively utilized in professional practice and that the knowledge and
skills gained particularly through practice-based courses contribute directly to professional practice. Nevertheless, the
development of institutional education did not eliminate the function of traditional transmission; mesk continued to
play an important role, particularly in transmitting the repertoire across generations. Kahyaoglu (2021) likewise
emphasizes that the megk system has played a fundamental role in ensuring the historical continuity of the Turkish
music repertoire. The institutionalization of music education during the Republican period became more systematic
with the establishment of new educational institutions (Dereli, 2022).

Schechner argues that the values and behaviors of human life are not preserved solely in archives, but also in a
repertoire in which lived and oral experiences accumulate through actual performance (Gumis, 2010, p. 17). From
this perspective, the mesk environment creates a cultural performance setting through which the characteristics of a
particular period are carried forward together with their relationship to the society in which they existed, thereby
supporting the concept of “repertoire” in both its metaphorical and literal senses (Ustiinkaya, 2025, p. 9).

In the contemporary period, conservatory-based institutional music education clearly comes to the forefront.
Nevertheless, the megk tradition has not been completely abandoned; rather, it continues to exist in individual learning
processes, relationships with master performers, and the transmission of traditional manner. In the example of Géksel
Baktagir, academic education, individual orientations, master influence, and creative activities are integrated into the
performance process. Thus, his musicianship has evolved into a multifaceted structure that not only interprets but also
composes and conducts pedagogical activities. This indicates that contemporary ganun performance has gained a
broader field of expression both technically and aesthetically. Karatag (2010, p. 134) notes that Turkish Music
education was based entirely on the mesk system until the first quarter of the nineteenth century and that, although
the system was later partially maintained in conservatories and similar music institutions established under Western
influence, it continues to be practiced to a certain extent today.

In terms of performance techniques, from the early to the contemporary period, individual experience-based
technical development was gradually replaced by technical competencies supported by more systematic and
institutional education. In parallel, an approach emerged in which technique and interpretation were considered
together. Regarding repertoire, the early period featured a relatively limited structure within traditional forms; in the
middle period, preservation and transmission of the repertoire were strengthened through archiving and notation; and
in the contemporary period, a broader and more diversified repertoire incorporating both traditional and modern
compositions emerged. From a pedagogical perspective, the one-to-one transmission model based on mesk was
supported within institutional education by a planned, programmed, and multi-source teaching approach, and over
time the two approaches continued to coexist.

In the megk tradition, the apprentice learned from the master not only the musical works but also the makam,
performance practices, style and manner, as well as the musical repertoire of the period. In this way, the repertoire was
transmitted from one generation to another through cultural performance (Behar, 2023, p. 19). However, from the
twentieth century onward, technological developments, particularly the increasing availability of sound recording and
musical notation, played an important role in the preservation and transmission of the Turkish Music repertoire. The
survival of Tanbtri Cemil Bey’s recordings to the present day provides an important example of this process. Official
and individual efforts to record and notate musical works have also contributed to preventing the loss of Turkish
Music repertoire (Oncel, 2015, p. 221).

The transition from the megk system to institutional music education in Turkish Music can therefore be described
as a dynamic structure in which continuity and transformation occurred simultaneously rather than as a linear

transformation. Specifically in qanun performance, this process (in the context of the three performers examined)
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contributed to the expansion of the instrument’s technical capacity, enrichment of the repertoire, and diversification
of performance practices. However, the megk system did not disappear completely; rather, it continued to exist
through interaction with institutional education and played a role in shaping contemporary performance. In this
respect, the methods inherent in megk, including imitation, repetition, modeling, and memory training, can be
reconsidered and adapted for contemporary use. Learning through notation and megk can be combined, thereby
contributing to the preservation and continued cultivation of the stylistic characteristics of the tradition (Gergek,
2008, p. 7).

Consequently, qanun performance has evolved into a cumulative and multilayered structure that preserves the
accumulated heritage of the megk tradition while continuing its development through integration with institutional
music education. Future research encompassing different instruments, larger samples of performers, and different
periods would contribute to a deeper understanding of the relationship between mesk and institutionalization in

Turkish Music education.

Limitations of the Study
This study is limited to three qanun performers representing different historical periods and the available written and
biographical sources related to these performers. Therefore, the findings cannot be generalized to the entire historical

development of qanun performance in Turkish music.
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