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Makale Bilgisi Oz

Gelig: 7 Agustos 2026 Bu ¢alisma, Tiirk miizigi teorisi, tarihsel miizikoloji ve icra alanlarindaki ¢aligmalariyla
Kabul: 13 Eyliil 2026 taninan Cenk Giiray ile ger¢eklestirilen gértigmeden hareketle Tiirk miiziginin aktarim,
Online Yaym: 30 Eylil 2026 kuram, iiretim ve gelecek perspektiflerini ele almaktadir. Nitel aragtirma yaklagimi
Anahtar Kelimeler cercevesinde goriisme tekniginin kullanildigi calismada, gériisme sirasinda ortaya konulan
Cenk Giiray digtinceler ilgili ornekler ve kaynaklarla desteklenerek makale formatinda
Dogaglama degerlendirilmigtir. Gértigmenin temel eksenlerini megk sisteminin giniimiizdeki iglevi,
Makam teorisi makam kavraminin tonal ve modal sistemlerle iligkisi, dogaclama ve taksimin miizikal
Mesk

tretimdeki rolii, geleneksel muizik hafizasimnin ¢agdas bestecilik yaklagimlariyla iligkisi,

Tarihsel mitzikoloji tarihsel miizikolojinin Tirk muzigi aragtirmalarina saglayabilecegi katkilar ve Turk

Ttirk mizigi miziginin gelecegi olusturmaktadir. Giiray’'in degerlendirmelerinde megk, yalnizca
repertuar aktarimina dayali bir 6gretim yontemi degil, teori, icra ve farkli diigtinsel alanlari
bir araya getiren biittinciil bir miizik egitimi anlayigt olarak 6ne ¢ikmaktadir. Makamin ise
yalnizca perde dizileri tizerinden degil, ezgisel hareketler ve iglevler dogrultusunda
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Nitel bir ¢ergeve i¢inde kaleme alinan ¢alijmamizda veri toplama amagli yararlanilan gériigme teknigi kullanidmugtir
(Akman Démbekci ve Erigen, 2022). Miilakat esnasinda Giiray’in verdigi 6rneklerin detaylandirilmasi ve kaynaklarla

desteklenmesi goriismenin makaleye dontismesi sonrasinda yapilmistir.

Dr. Orkun Zafer C")zgelen: Tiirk miiziginde megk sistemi, tarihsel siireklilik agisindan bugiin nasil bir islev

tagimaktadir?

Prof.Dr. Cenk Giiray: Tekrar tegekkiir ederim bu imkén1 verdigin i¢in ve taltif eden sozlerin i¢in. Sorunun igindeki
temel kavramla ilgili diistincemi agiklayarak baglayim. Mesk geleneginin tarihsel iglevinin bugtine eskiden daha gii¢lia
bir bi¢cimde yansimas gerektigini diigtintiyorum. Neden daha giiclii bir bigcimde? Bu hamasi bir sey degil. Modern
zamanlarin ve sonrasinin insanlar gittik¢e kendini sinurliyor. Ve resmin biitiiniinti gormekte zorlaniyor. Esasinda megk
sistemi bize biittinctil bir miizik aktarimi pratigi verir. Ben hep su 6rnegi veririm; mesela Zekai Dede’nin §6yle bir litksi
olabilir miydi? Ben bir besteciyim ama edebiyatt hi¢ bilmiyorum’ deme litksti olabilir miydi? Hig¢ zannetmiyorum. Yani
boyle bir soru sormak aklinin higbir yerinde yoktu. Ctinkii dogal olarak edebiyat birikimini, felsefi birikimini, biitiin
distinsel alanlardaki birikimi ve miizik birikimini bir arada diigiiniiyordu bu insanlar. Biitiinciil olarak yetisiyorlardi.
Sadece Mevlevi megrep kisilerde yok bu. Belki Mevlevi megrep kisilerde daha bile derinlikli olmug olabilir. 200, 300 y1l
oncenin muzik insanlart ayni zamanda 6nemli diisiince insanlar1 ayni zamanda edebiyatla ilgili uzmanliklar: var. Bunun
disinda onu besleyecek yan alanlarda; mesela pek biiyiik bir kismi hattattir. Diger sanat alanlariyla da etkilesim
icerisindedir. Dolayistyla Erkan Ogur hocayla soylesimizde de bahsettigimiz; miizik nereden bagliyor? dogadaki bir
uyumun bir tiir yansimasidir miizik. En nihayetinde doganin belki de ilk bagladigt ana gidiyoruz ve oradaki vahdeti
goriiyoruz. Ve hep onu artyoruz esasinda. Dolayistyla o vahdeti bulmak i¢in biitiinctil bakmak, biitiin birlesenleriyle
bakmak gerekiyor. Mesk sistemi bugiin daha acil olarak bizim ihtiyacimiz. Neden? ¢tinkii 6rnegin ben miizik teorisinde
¢aligan biriyim diyelim, makamlart iyi kota bilebiliim. Ama bugtin artik ‘ben divan edebiyatindan ¢ok fazla
anlamiyorum’ deme litksiim var. Ve kimse elestirmeyebilir. Dolaysiyla béyle bir sinirlanmuglik icinde yagarken,
bitinltgt gorebilmek i¢in megk sistemine daha fazla ihtiyacimiz var. Peki nasil? Bugitintin insant dar zamanlarda
yastyor. Hem hocalar hem &grenciler. Bir tiir hoca-6grenci iliskisi bu degil mi? Ustat ve dgrencisi bir arada ¢alisacak,
uzun zaman gegirecekler. Belki binlerce eseri beraber gegecekler. Degil mi? boyleydi bu olay? Bugiin béyle bir zaman
var m1? Mesela Sinan benim 6grencim, onunla bir araya geldigimiz zamanlar belki birkag saattir en fazla, tistelik bagka
sehirde yastyoruz. Ama yani sehirdeyken bile sinirliydi. Dolayisiyla bunun igin bagka metotlar gelistirmek lazim.
Ornegin Ertugrul Bayraktar hocamizin fikriyle, 6nce Okan Murat Oztiirk hocam sonra ben ve diger pek ¢ok
akademisyen, teorisyen, icraci arkadagimizin ortak ¢aligmalariyla ortaya konmus olan ‘ezgi ¢ekirdegi™ yaklagiminda,
gecmisteki biittinctilliige dair bir model goriiyoruz. Neden? Clinkii bu model sadece bir ezgiyi analiz eden, onun hangi
makam oldugunu anlamaya yardimci olan bir ydntem degil, en kii¢tik bir motifteki 6zellikten, onun bir ctimleye nasil
evirildigi, daha biiyiik bir esere evirildigi, s6z yapisiyla nasil iligki kurdugu, nasil bir ezgi mimarisi olusturdugunu bu
yaklagimla ortaya koyabiliyoruz. Analiz edebiliyoruz. Tabii igin bilme kismi ayrt aktarabilme kismi ayri. Ezgi
¢ekirdekleri aynt zamanda bunu oldukga anlagilir, akilda kalic1 ve pratikten beslenen ve pratigi de besleyecek bigimde
anlatiyor. Tamamen icrayla baglantli bir bicimde anlattyor. Dolayistyla bu teorik yaklagimin, usta-girak iligkisi iginde
stiregiden teorik aktarimi, bunun inga ettigi ezgisel ve s6zel mimariyi ve en kiigiik yapidaki yapidaki 6zelligin en buytk
yapiya kadar tagindigt estetigi aktarabilmede belli bir mahareti olabilecegine inantyoruz. Ezgi ¢ekirdegi yontemine

Hiiseyni tizerinden §6yle bir 6rnek verilebilir (Figiir 1).

2 Ezgi ¢ekirdeklerinin” ¢aligma prensibini, bir makdma “duyugsal” benzerlik ve aidiyet gosteren ezgileri tireten bir “algoritmaya” benzetebilmenin miimkiin
oldugunu tekrar belirtmemiz gerekir. Ezgi gekirdeginin olusum prensiplerini ortaya ¢ikaran kurallar, perdelerin birbirleriyle iligkileri sonucunda ortaya ¢ikan

2» o«

islevleri agisindan siniflandirilabilir. Bu ezgi gekirdegi igindeki “perdeleri”, “islevleri dolayisiyla” d6rt farkli “perde tipine” ayirarak agikladik. S6z konusu perde
tipleri; “merkez tanimlayict perde/kutb (M)”, “ortak tanimlayici perde (T) ©, “pekistirici perde (P)” ve “siisleyici perde (S)” olarak ele alinmugtir.

“Merkez tanimlayict” perde olarak adlandirilan perde, “ezgi ¢ekirdeginin” ana ekseninde-merkezinde yer almaktadir. Bu perdenin gevresindeki “li¢ ya da
dért perde” bu perdeyi merkez/kutb alacak bir bigimde hareket etmekte ve bu perde tizerinde “kararli bir dengenin” olugmasim saglamaktadir. Cogu kez,
“merkez tanimlayici perdeyi” merkez/kutb edinen “perde kiimesinde” olusan “kendine 6zgii” ezgiler, bir makimi “bu

perde tizerinden” stipheye yer birakmayacak bir bigimde adlandirabilme niteligine sahiptir (Bayraktarkatal ve Giiray, 2021: 1003-1004).
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Figiir 1. Hiiseyni ezgi ¢ekirdegi 6rnegi (Bayraktarkatal ve Giiray, 2021: 1005)

Sadece bu model degil pek cok model var, kiymetli ¢aligmalar var. Tarihsel gelenekten beslenen ve bugtinkii icra
teori baglantisina dair 6nerisi olan modellerin; egitim sisteminde, miizik tiretimi sisteminde yer alabilmesi; usta-¢irak
iligkisinin bugiin yasatilabilmesiyle alakalt 5nemli bir mesafeyi kat etmemizi saglayacaktr diye diigtiniiyorum.

Bugiin (Bahgesehir Universitesi Konservatuari’nda bir sdylesi) Erkan Ogur hocayla gerceklestigimiz ¢aligma da
Ogur hocanin miizik ve icraya dair fikirlerinin paylasimiyla alakaliyd:. En nihayetinde Ogur hocayla birebir megk
yapma firsatt bulamayan kisilerin de bu diistinceleri; bu tip séylesilerde, sGylesilerden olusacak kitaplarda veya bunlarin
elektronik ortamlarda olusturulan kayitlariyla dinliyor olabilmelerine firsat saglayacakur. Dolayistyla burada bir
metodoloji gerekiyor. Fakat bu metodolojinin tarihsel siireci dogru tahlil etmesi gerekiyor. Ve giiniimiize miizik
tretimi adina pratik bir sey s6ylemesi gerekiyor. Sadece tarihi ¢ok iyi analiz etmekle kalmamasi, glinimiiz miizik
tretiminde bunu nasil saglayacagini da isaret etmesi gerekiyor. Bunun yollarini olusturursak ge¢misteki megk

sisteminin bugiin tekrar aktif olarak kullanilmasinin yollarin arayabilecek duruma gelebiliriz.

Dr. Orkun Zafer C")zgelen: Makam kavraminin Tiirk miizigindeki algis1 ile Bat1 miizigindeki tonalite

anlayis1 arasinda sizce temel farklar nelerdir?

Prof.Dr. Cenk Giiray: Buradaki temel sorun tonal sistem, modal sistem ve makamsal sistem arasindaki aligverigleri
isaret ediyor. Dolaysiyla ben bunlarin hepsini kapsayacak cevaplar vereyim, yine tatmin edici olmazsa ek sorular da
alabiliriz. Bu sistemlerin genel farkliliklar;; mesela tonal sistem zaman iginde belirli derecelerin 6n plana ¢iktigt bir tiir
dizidir. Belirli dereceler tizerinden hereket eden ama hareketinin ezgisel formiiliinii bilmedigimiz ama en nihayetinde
hereketinin temel kirilma noktalarinda dizinin dereceleri olan bir tiir Gretim bigimidir. Modalite ise esasinda o
derecelerin olugmasinda belirli ezgisel fonksiyonlar1 da ihtiva eden bir ezgi yapilari siniflandirmasidir. Bu ikisi arasinda
yogun bir ge¢iskenlik vardir. Tonal armoni, modal armoni gibi alanlar bu gegiskenlige dair bir siirii sey ihtiva eder. Yani
bir modalite tizerinden bir tiir ¢ok seslendirme diigtindigtimiiz zaman oradaki ezgiye dair bazi temel hareketleri de gz
ontine aliriz. Tonalitede ise o hareketlerin yogunlastig: bazi merkezleri goz 6ntine aliriz. Dolayisiyla ayni1 baglamda her
ikisinin birbiriyle kaynastig1 noktalar da olabilir. Her ikisi de su an itibariyle polifonik digiince iireten yerler olarak
goriinebilir. Makam teorisinin genel gelisimi bu yonde ilerlememis. Baglangic olarak modal, ezgisel yapilar ki onlar daha
¢ok kilise modlar: tizerinden hareket ediyor ama belirli ezgi formiilleri var orada. Ezgisel kaliplar var. Kilise modlarinin
Avrupa’da ilerledigi yonde benzer bir ezgi kalib: fikriyle ilerlemis. Ama zaman i¢inde modlardaki ezgisel hareketlerin
daha geri planda kalmasi ve tonal sistemden etkilesimle derecelerin 6n plana ¢ikiyor olmasi ve bu derecelerle beraber
ezgisel hareketlerin ve kaliplarin bir anlam kazaniyor olmasi makam sistemini bu digtinceden ayirmig. Makam
sisteminin ise 19. ytizyila kadar hi¢bir zaman bir dizi derecesi iistiinde ilerlememis. Ezgi formili olarak anlatilmig. Tabii
ki baz1 perdeler burada 6n plana ¢ikmig ama bu perdeler Batt miizigindeki kargiliklart gibi bir tiir gerilim-¢6zilim
iligkisinin akt6rii olmamis. Her ne kadar dogal duyusta bir gerilim-¢6ziiliim olsa bile, onlar ezgiyi Batt miiziginden gelen
fonksiyonlarin diginda farkli fonksiyonlarla tanimlama gibi bir isleve sahip olmus. En nihayetinde tonal sistemin ve
modal sistemin islevsel sesleri makam miizigi tarafinda birebir ayni iglevlerle kargilik bulmamis, islevler degismis ve bu
islevlerle 6rtiigen sesler degismistir. 19. ylizyilda ise 6zellikle Bat1 miizigindeki tonal sistemin, belki biraz modal sistemin
etkilesimleriyle ortaya ¢ikan bir teorik anlayis makam miizigi tizerinde etki gostermeye baglamig. Rauf yekta, Hiseyin
Sadettin Arel, Suphi Ezgi gibi isimlerin teorilerini zaten ¢ok iyi biliyoruz. Ve béylelikle Bati miizigindeki islevsellikler
tzerinden alinan drnekler makam miizigine uyarlanmaya gayret edilmis. O miizikal yapinin temel 6zellikleri ¢ok fazla
analiz edilmeden, baska bir miizigin 6zellikleri o yapiyla entegre edilmeye ¢aligilmig. Burada ¢ok basarili sonuglar da
olabilir. Ama en nihayetinde belirli bir yabancilagma oldugu da hepimizin malumu. Bugiin geldigimiz noktada kendi

fonksiyonlartyla, ezgisel hareketleriyle, bu hareketler Gizerinde olusan formlarla beraber makamsal miizigi tekrar
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anlamamiza y6nelik yeni yaklagimlar yeni teorilerin ortaya ¢iktigint gériiyoruz. Tamamuyla kendi dogasindan kaynakls
6zgiin yaklagimlar ortaya ¢ikiyor. Sizlerin de bu konu da kiymetli ¢aligmalari var tebrik ediyorum. Dolayisiyla bu siireci
inceledigimiz zaman ¢ok dogal olarak baglamig ama sonra bir miktar da yabancilagmayla beraber birbirine
uyusturulmaya, terkip edilmeye ¢aligtlmistir. En nihayetinde bu yabancilagmayla ¢ok dogru sonuglar da ortaya
¢tkmamig. Gintimiiz teorik yaklagimlart dedigimiz zaman Tirkiye digindaki diinyada olusan bazi miizik teorisi
yaklagimlari var. Onlar da daha biitincil, sadece tonal sistem onunla baglanult bir modal sistem fikrinin daha digina
¢itkmig teorik yaklagimlar var. Ve bu yaklagimlar sadece Bati miiziginin i¢indeki ezgisel hareketleri ¢6ziimlemeye ve
buradan bir polifoni iretmeye yonelik degil, pek ¢ok mikrotonal sistemi de belirli bir teorik yaklasimda analiz etmeye
yonelik calismalar. Mesela cok popiiler shenker analizi. Bu analiz makam miizigine uyarlanabilmektedir. Ornekler var.
Ulkemizde de bu caligmalar yapiliyor. Ben daha fazla su yone 6nem vermek gerektigini diisiiniiyorum; miizigin
kendisini, 6ziinii anlamaktan kaynakli yeni teorik yaklagimlar. Elbette bu diinyadaki pek ¢ok teorik yaklagimlarla
etkilesim halinde olacakur. Bu artk kaginilmaz. Mesela biz Ertugrul Bayraktar hocamla iki hafta sonra Viyana’ya
gidiyoruz. Mizik teorisi sempozyumuna bizi de davet ettiler. Binary harmony tizerine. Yani ikili ya da ¢ift armoni.
Temel iki sesin olugturdugu armonik 6zellikler, oradaki bazi erken donem miiziklerinde goriilen paralel yiirityiislerin
icinde tiretilen birli begli gibi armoniklerin aktif oldugu ¢ok seslendirme hareketleri de bunun iginde. Hatta tilkemizde
de bununla alakalt Muzaffer Sarisézen hocanin Ankara Devlet Konservatuar’nda yaptigt derlemelerde bazi paralel begli
yliriiytisler vs. vardir. Kemal Ilerici armonisinin iki ses iizerine dayanan bir tarafi da var. Temel ses ve o derecelerin
aktarimu tizerinden ortaya konan bir tarafi da var. Bunlar da bu anlayigin iginde. Dolayistyla binary harmony tizerinde
¢alisan pek ¢ok kisi birbiriyle etkilesim halinde artik. Bir baktim programa diinyanin pek ¢ok tilkesinden kisiler geliyor.
Ve en nihayetinde herkes kendi miiziginden 6rnekler getirecek. Ve belki de orada Orta Avrupa’nin Alp daglarindaki
miizigine dair bir 6rnek belki bize bir yol agacak. Ama kendi miizikal repertuarimizin 6zelliklerini dogru anladiktan
sonra burayla etkilesimde halinde olmak bizim de utkumuzu agacaktr. Hem gelecege dair bakis agimizi genisletecektir

hem de ge¢misle baglantimiz1 gligli sekilde devam ettirecektir.

Dr. Orkun Zafer Ozgelen: Miizik kiiltiiriimiizde dogaglamanin (taksim) tarihsel rolii ve giiniimiizdeki iglevi

nasil degerlendirilebilir? ve cagdag bestecilik teknikleriyle bu geleneksel miizik hafizasi nasil bulugur?

Prof.Dr. Cenk Giiray: Miizigimizin esast dogaglamaya dayaniyor. Bunu iki yénde sdyliyorum. Birincisi sadece
dogaglamaya dayali belirli miizikal ttirler var. Bunlar pek ¢ok defalar form da tegkil ediyor. Mesela daha 6nce tistiinde
durmadigim bir alan benim i¢in 6nemli bir kanit tegkil etti o da; Kur’an tecvidi. Biz simdi Ankara Universitesi Ilahiyat
Fakiiltesinde bir tez yiiriitityoruz. Yazart Hamit Omer Ekicim’in doktora tezi.* Ve bu doktora tezi esnasinda Kur’an
tecvidinin ne kadar gii¢lii bir form yapisina dayandigy, yani esasinda dogaglama olarak ortaya konan bir miizigin ¢ok
giiclii bir formu da tegkil edebilecegine dair detaylarla kargilastik, Ismail Bicer hocanin icralari iizerinden. Belirli
doga¢lama hatlart var ama o dogaglama hatlarinin bir araya gelmesiyle beraber buyiik bir form olusuyor. Ve o
uzunluguna kisaligina gore bir sureyi ya da bir ayeti olugturuyor. Bu tip 6rnekleri ¢ogaltabiliriz. Yani doga¢lama bizim
miizigimizde ¢ok kritik ve 6nemli ve o an i¢in icra edilen bir besteleme teknigi gibi de geliyor bana. Mesela bugtin Murat
Salim Tokag¢ hocanin taksimlerinde bir kompozisyon tirtinti olduguna dair bir¢ok detayla karsilagirsiniz. Baglangig
kismy, ilerleme, genisleme kismi, meyan bsliimi kopriileri vs. Taksim de bu anlamda bir form tegkil eder. Ve dogaglama
olmasi bu form yapisina dair hi¢bir tereddiitii de ortaya koymaz tam aksine bu formu temsil eden icracilara biz ‘iyi
icract’ deriz. Bunun diginda bestecilik, bagta da bahsettigimiz gibi megsk gelenegiyle geliyor ve eser tizerinden hareket
ediliyor. Yani bir besteci ustalarindan 6grendiklerini hatirlayarak yeni eserler tiretiyor. Ve bunun da baglangict o
bilgisine dair dogaglama ezgileri tiretebilme kapasitesine dayaniyor. Bunun birinci garts; repertuari ¢ok iyi bilmesi, ikinci
sart; teoriyi iyi bilmesi ki bu repertuar i¢inden nasil yeni bir trtinii ortaya ¢ikaracagini ona anlatan teoridir. Teorinin
hem ezgi tretimi kismidir hem formu ortaya ¢ikarma kismidir hem makami anlama kismudir. Dolayisiyla bizim

gelenegimizde bir besteci eser besteledigi zaman eline kigidi alip ‘su Sl¢liyti $6yle yazayim vs’ demekten daha ¢ok ezgi

3 Bka. Ekicim, H. O. (2025). Kur'an tilavetinde makam kullaniminin ezgi ¢ekirdegi modeliyle analizinden hareketle yapay zeka destekli ezgi iretimi: Hafiz Ismail

Biger rnegi. (Yayinlanmamis Doktora Tezi). Ankara Universitesi Sosyal Bilimler Enstitiisii. Ankara.
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tireterek ve deneyerek beste yapar. Sozlii bir ey tasarlayacaksa siiri alir veya ¢algisal bir sey yapacaksa ¢algisini eline alir
ve ona gore diisiindigi makamdan ezgi tiretmeye baglar. Veya kafasinda bir anahtar ezgi vardir, onu genisletir. Esasinda
buradaki siireg te bir dogaglama siirectir. Temelinde dogaglama vardir en azindan. Amabu dogaglamalarin nihayetinde
dogaglamalar bir fikre dogru evrilir ve bu fikirler nota vasitastyla kaydedilebilir, sabitlenebilir ve bir beste olugur. Ama
biliriz ki bunun arka planinda gelenekten gelen ¢ok gii¢lii bir beslenme vardir, hafiza vardir. Ve o hafizadan beslendigi
i¢in bu kisi boyle ezgiler tiretebilmektedir. En nihayetinde dogaglama ve taksim bu yoniiyle bizim miizigimizin tiretim
aracidir, canli kalma aracidir ve aktarilma aracidir. Bunu rahatlikla s6yleyebilirim. Yani miizigimiz aktarilabiliyorsa ve
yasatilabiliyorsa bunu biz dogaglamaya bor¢luyuz. Ctinkii dogaglama bizim hafizamizin o andaki kargiligidur.

Sorunun diger boliimiine gelirsek; ¢cagdas bestecilik teknikleriyle bu geleneksel miizik hafizasi nasil bulugur? bunu da
bir 6nceki soruya baglayarak cevaplayacagim. Eger bir besteci miizigin 6ziinden ortaya ¢ikan bir teoriyi anlayarak
hareket ediyorsa, yani mesela makam algisint makam mizik kiltiirintin igin gelen bir teorik yaklagimla algilayip, o
yaklagimin sirayet ettigi eserleri dogru analiz edip bunlar1 ¢agdas bestecilik anlaysglariyla (mesela atonal miizik, on iki
ton besteciligi gibi) degisik anlayslarla bezeyerek bir sonuca gitmeye ¢alistyorsa burada basarili olmamasi igin higbir
sebep yoktur. Cok enteresan tiriinler ortaya ¢ikabiliyor. Bizim Ankara Devlet Konservatuar’nda ¢ok kiymetli besteciler
ve 6grenciler var. Ve ben bu deneyimleri ¢ok seviyorum. Bizde Muammer Sun, Ahmet Adnan Saygun, Ulvi Cemal
Erkin, Ferit Alnar, Necil Kazim Akses ekolleri var. Onlarin biraktigs alt yap1 Gizerinden yeni teknikleri, yeni arayislars
da devreye sokarak ¢ok enteresan eserler ortaya koyan hem hocalarimiz hem de 6grencilerimiz var. Ben onlart yakinen
takip ediyorum. Mutlaka diger kurumlarda da ¢ok kiymetli igler ¢tkmaktadir. Senin mesela bir ¢alismani yeni duyduk.*
Bu durumun 6nt ¢ok agik ama mesele miizige kaynaklik eden hafizayr dogru anlamak. Bunu biz sadece bir miizik
malzemesi olarak goriip ¢agdas tekniklerle birlestirelim diye bakarsak buradan bir yere gidemeyiz. Buradaki teoriyi
dogru anlayip, bestecilik icin kullandigimiz anlayisi o teoriden yapilandirmaliyiz. Ankara Devlet Konservatuarr’'na
siklikla gelen bir elestiri vardir. Ozellikle Tiirk begleriyle ilgili. Hepsini saygiyla antyorum. Pek ¢ok noktada haksizlik
yapildigint diigintiyorum. Mesela soyle bir genel séylem vardir; tiirkileri ¢ok seslendirdiler. Sen de bu konuyla ilgilisin,
ben hepsinin miiziklerini dinliyorum okuyorum. Hepsinin anlayigt birbirinden farkli. Higbiri de ‘soyle bir ezgi var
buna ikinci bir ses yazayim’ diye meseleye boyle bir basitlikte bakmamug, boyle bir yiizeysellikte bakmamug. Arka
planindaki notlarda yogun analizler, yogun aragtirma ¢aligmalari, yogun egzersizler ve daha iyisini yapma ¢abasin
gériiyoruz. Isin bir kismi cok seslendirme ama bir taraftan da orkestrasyon. Orkestra tercihleri o kadar farkli ki hepsinin.
Hepsinin kisiligini gorebiliyorsunuz. Yani bu 6yle ‘piyano bagina oturayim su ezgiye bir ses yazayim, orkestra calsin’
gibi bir sey degil ama bdoyle bir hafiflik i¢inde anlauliyor. Cok tiziilityorum. Béylelikle bu kisilerin emekleri de
gormezden geliniyor bazen. Hepsi ¢ok emek vermis. Bu ¢aligmalar sonucunda da bugtinkii anlamda bir muzik kilttiri
olugmus. Mesela Adnan Saygun’un Karadeniz bolgesinden Dartilelhan derlemelerinin notasyonlari var. Ben bu kadar
kemenge notasyonu hi¢ gérmedim. Vardir belki ama ben gérmedim. Ama Saygun’un yaptig1 isin kiymetini azaltmaz
bu. O derlemeler tizerinden horon yaziyor orkestra icin. Dolayisiyla bu sekilde bizim hocalarimizin meseleye yaklastig:

ciddiyette ve o 6zden beslenen bir anlayigla bakarsak buradan ¢ok giizel sonuglar ¢ikabilecegini diigtintiyorum.

Dr. Orkun Zafer C")zgelen: Tiirk miizigi aragtirmalarinda “tarihsel miizikoloji” yaklagimin1 benimsemek

sizce ne tiir yeni ufuklar agar?

Prof.Dr. Cenk Giiray: Bu giizel soru i¢in tegekkiir ederim. Bir 6rnek tizerinden gideyim. 15. yiizyil mizik teorisi
kaynaklariyla ilgili ¢alistyorum, avéaze diye bir kavram var. Bu dvézeler yedi adet gezegenle 6rtiigtiyor. 12 ana makam 12
ay ve burgla, dért sube dort unsurla birlesiyor. Bazen de Irani kaynakla 24 su olabiliyor. Avﬁzeyi bir tiirla
anlayamamigtik. Nasil olusuyor? Gezegenlerle iliskilendiriliyor ama bu metodolojik bir ayrim degil. Orada bu kavrami
makamla ayiran bir gey olmasi gerekiyordu. Bir vizeye neden 4vize denir? mesela Gerdaniye. Edvar kitaplarinda genel

geger bir tabir vardy; iki makamin birbirine terkip edilmesiyle bir 4vaze olusuyor diye. Ben bunu ¢6zdiim demeyim ama

4 Uzeyir Hacibeyli XVII Beynelxalq Musiqi Festivali. Dostluq Konserti. Tarzenin (Tar ve halk calglart orkestrast icin) premieri. 2025.

https://www.youtube.com/watch?v=cz5_qu0YP-Q
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en azindan nasil bir fikriyatla ortaya kondugunu, ayn1 dénem yazilmis olan ilm-i nticim yani astroloji kaynaklarindan
yaklagtim. Makamlar yildiz hareketleriyle degiskenlik gstermeyen burglara dayali ve daha dogrusal hareketler. Oysaki
avazeler gezegenlerin burglarla iligkisine gore degiskenlik gosteren, belirli zamanlarda farklr 6zellikler gésterebilen bir
esneklik i¢eriyor. Bunun yaninda bir de dogrusal ezgi hareketlerinden daha ¢ok bagladigi noktaya donen bazi ezgi
hareketleri de tagtyor. Dolayisiyla daha devirsel bir anlayisla Antik Yunan’daki yedili harmoni sistemine daha ¢ok
benziyor. Diger tarafta on ikili bir sistem var ona da makamlar benziyor. Buradaki o devirsel 6zelligi nasil anlayabiliriz?
Belki Gerdaniye’yi anlatirken Rast hareketiyle baglamasi kendi i¢inde Rast hareketinin bir déntigiim igererek tekrar
Rast perdesine gitmesi fakat perdelerle beraber Hiiseyni’nin bitis hareketiyle tamamlanmasi. Yani Gerdaniye ve Rast
perdeleri arasinda bir tiir ddngiisel hareketlilik ve bu dongiisel hareketin Rast fikriyatiyla baglayip Hiiseyni fikriyatiyla
bitmis olmast. Yani dogrusal bir seyirle bu makami anlatamiyorsunuz, kendi icindeki Rast hareketinin katmanini
Hiiseyni katmaniyla bulusturarak, birbiriyle temas eden iki daire halinde anlatmak daha makul gériiniiyor. Dolayistyla
ben bunu ilm-i niicm kaynaklarina bakmasam ¢6ziimleyemeyecektim. Bu arada yine ayni dénemdeki edebiyat
kaynaklarina bakugimizda da mesela Kaygusuz Abdal agag: yukari ayn1 donemlerdedir, yildiz sembolizmalariyla ilgili
bir stirti siirini goriirsiiniiz. Yine o donemin gezginlerinin notlart gerek inang sisteminde gerek sosyal hayatn belirli
yerlerinde o evrenden, kozmik gelenekten kaynakls bir tiir mistik anlayigin hakim oldugunu bize anlatir. Hatta devir
fikrinin hikim oldugunu gérebiliriz. Hatta sema, semah gibi gelenekler o dénem itibariyle siklikla goriilebilmektedir.
Dolayisiyla Mevlevi menakiplarindan tutun, diger menakipnamelere, inangsal eserlere, ilm-i niicim kitaplarina ve
bunun yaninda medresede okutulan astronomi kitaplarina, orada da belirli evrensel ilkeler miizikle 6rtiigmekte ve
biitiin o tarihsel detaylari ihtiva eden her bir kaynaga hikim olmadan miizik diigiincesini anlamak ¢ok miimkiin
degildir. Ctinkti miizik digtincesi bir taraftan matematikle, bir taraftan fizikle bir taraftan felsefeyle iliskilendirilir.
Hangi noktaya gelmeye ¢alisiyorum? esasinda tarihsel miizikoloji ¢aligmalari ilk soruda bahsettigimiz gibi muzige dair
resmin biitiiniinii gérmemiz i¢in ¢ok énemli. Pargalar1 oradan topluyoruz ¢tinkii. Ama bunu yaparken sadece miizik
kaynaklartyla sinirli kalmamamiz gerekiyor. O donemin biitiin kaynaklarinin ¢apraz okumasi yap-boz gibi gériinen
bazi noktalarin bizim i¢in me¢hul kisimlarinin aydinlatlmasinda ¢ok 6nemli. Mesela bir 4vazenin bir gezegenle iligkisini
ben nasil ispatlayacagim? miizik teorisi kitabinda béyle bir bilgi var ama ben bunu ne yapacagim? ama ilm-i nticim
kaynaklarina baktugim zaman gezegenlerin degisimlerine gére hangi unsurlarin etkin olmaya bagladigini gérebiliyorum.
Dért unsurdan hangisi daha etkin? hangi burg 6n plana ¢ikiyor? gorebiliyorum. O zaman o 4vize tizerinde burgla ilgili
makamlarin tarihlerde daha baskin oldugunu, belli tarihlerde su unsuru yerine ateg unsurunun daha baskin oldugunu
gozlemleyebiliyorum. En nihayetinde bunu okumasam sadece miizik teorisi kaynagindan bunu anlamam mtimkiin
degil. O dénemki kisiler biittin resmi gorebiliyorlardi. Ve bu meselenin farkindalardi. Ama bu bilgiler bizim i¢in arttk
asikar degil. Ama o dénemin anlayigiyla bunlari inceledigimiz zaman sifreleri ¢6zmek o kadar zor degil. En azindan bir
miktar dokunabiliyoruz o dénemin miizigine. Birebir o dénemin insani olamayiz. Ama anlayisimizi genigleterek o
dénemi dogru anlamaya ¢aligabiliriz. Buradaki esas espri o dénemi tamamuiyla anlamak degil, bu miizik kaltirintn
ozelliklerinden glinimiize ne getirebiliriz? daha fazla neyi tagtyabiliriz? ¢tinkii giiniimiiz insanindaki bu zamansal
daralma, kategorilestirme noktasinda bilgisel daralma, giincel bilgilerin bombardimani altinda esas 6zii kaybetme gibi
riskler ancak biitiin evrensel resmi gordiigiimiiz zaman bizim i¢in giderilebilecek bir noktaya geliyor. Bunun igin tarih

kaynaklarina buitiinciil bir bakigla bakmaya ihtiyacimiz var.

Dr. Orkun Zafer C")zgelen: Tirk miiziginin gelecegini, hem akademik hem icra bakimindan nasil

goriiyorsunuz?

Prof.Dr. Cenk Giiray: Ben her zaman kisiligim geregi umutlu bakma taraftariyim. Pek ¢ok tartigmasa sunlari
duyuyoruz: ‘eski miizik artik ortadan kayboldu, klasik Ttirk miizigi artk tiretilmiyor, halk miizigi pop miizikle karigtr’
gibi fikirlerle kargilagtyoruz. Bunlarla ilgili belirli noktalarda hakli gordiigiim hususlar olsa da ben miizik diinyamizi ok
dinamik ve umut verici gériiyorum. Mesela halk miizigi agisindan bu noktada daha bile hareketli bir miizik diinyast
gordiigimii séyleyebilirim. Ctinkii bugiin bakiyoruz besteciler var, agiklik geleneginin devami niteliginde temsilci var.

Mesela Musa Eroglu hem bir miizik adam1 hem de agiklik geleneginden beslenerek yeni eserler ortaya koyan bir tiretici.
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Erkan Ogur halk miizigi geleneginden beslenerek yeni miizikler ortaya koyan bir kisi. Dolaysiyla halk miizigi alaninda
boyle bir hareketlilikten bahsetmek miimkiin. Klasik Tiirk miizigi alaninda bu hareketlilik biraz daha sakin gériinse
bile enteresan caligmalara rastlayabiliyoruz. Incesaz gibi topluluklarin yaptig1 ¢aligmalar gelenekten gok kopuk degil.
Kiltiir bakanligr korolarinin, mesela bizim Murat Salim Tokag hocayla beraber olugturdugumuz aragtirma uygulama
toplulugu aragurma temelli ¢alismalar yapmaktadir. Gelecege giizel bir perspektif agan bir topluluk. Bunun diginda
tniversiteler icindeki icra heyetleri gelenege sahip ¢ikan ve yeni bestelerin 6ntinii agan fikirlerle bu alani
bezemektedirler. Mesela Goksel Baktagir, Derya Ttirkan, Yurdal Tokcan, Murat Salim Tokag, Tahir Aydogdu gibi
kisiler hem icra alaninda hem bestecilik alaninda tiretimler yaparak klasik Ttirk miizigi olarak tabir ettigimiz alani canli
tutmaktadirlar. Bu arada ben temel olarak hi¢bir zaman ayrim noktasinda degilim. Biitiin miizik kiiltiirlerinin ortak
bir etkilesim halinde oldugunu diigtiniiyorum. Ancak form, tslup 6zelliklerinin de boyle bir ortaklik fikri icinde
kaybedilmemesi gerektigini diisiiniiyorum. Yani klasik Tirk miizigi denilen bir alan varsa kendi ozellikleriyle
korunmali ama bu alanin halk miizigiyle baglantis: da koparilmamali. Bunun yaninda vazgegilmez bir durum olan bat
miuzigiyle etkilesimler, diinya muzikleriyle etkilesimler ise hi¢ olmadigt kadar fazla. Ciinkii artik bu imkanlar o kadar
fazla ki herkes her yere gidebiliyor, biitiin diinya bir arada. Mesela gok rahatlikla bir Italyan miizisyenle bir proje
yapabilirsiniz. Once uzaktan baglarsiniz, kayitlar yaparsiniz daha sonra bir araya gelebilirsiniz. Bir siirti imkén var.
Akademik alan ise beni daha da umutlandiriyor. Mesela biz demin de konustuk, biz ikinci kugak akademisyenler olarak
gorebiliriz kendimizi. Bir 6nceki kugak; Ruhi Ayangil, $ehvar Besiroglu, Hakan Cevher, Giilgin Yahya Kacar gibi
hocalar akademik silsileyi biitiintiyle isaret ederek ve hatmederek kendi kariyerlerini olusturmus ilk kugakt1 belki de.
Ondan 6nce de 6rneklerimiz var tabii mesela yurtdist doktorali Giintekin Oransay. Ama kugak olarak bu kusak ilk
olabilir. Ctinkii o donemin sartlarr icinde sanatkarlik tizerinden akademiye bir gegis vardi. Mesela Alaeddin Yavagca
hocanin ‘profes6r’ tinvanina sahip olmasi akademik siire¢ iginde degildi. Sanatsal birikimden kaynakli payeler orada
olusuyordu ve tabii ki fazlastyla hak ediyordu. Biz ikinci kugagiz. Ik kusak zemini olugturdu. $u an tiretim vakti ve
tretimlerin bizim kugaktan itibaren de gelistigini goriiyorum. Bu sayisal olarak da igerik olarak boyle. Her trtni
bilimsel olarak miithis katkilar yapan tiriinler olarak gormeyebiliriz. Daha bagarili olan vardir, daha miitevazi ¢aligmalar
vardir. Hepsinin meselenin tizerine bir tag koydugunu gézlemleyebiliyorum. Ve bunlarin sayisal olarak ¢oklugu tizerine
gelecek calismalarin da zeminini gii¢lendirecektir. En nihayetinde akademinin gelisimi zaten béyle olacakur.
Dolaystyla su an baglayan stire¢ benim i¢in ¢ok daha zengin sonuglarin ¢tkmaya baglayacaginin bir habercisi gibi. Kendi
¢aligmalarimda da goriiyorum. Mesela bazi ¢aligmalarim i¢ime daha fazla siniyor, bazisinda hala bazi sorunlar
goriiyorum. Bu ¢ok dogal bir sey, hepimiz bunu yagtyor olabiliriz, daha iyisini yapmaya calistyorum. Kendi
ogrencilerimi daha iyisini yapmaya ve beni de ge¢meleri adina tegvik etmeye calistyorum. Ve burada belli sayida
¢aligmalar ortaya ¢ikiyor, bunlarin bir kismi o alanda daha fazla bir kismi daha az etki yaratacak, yonleri tekrar
tasarlayacagiz tekrar digiinecegiz ve hep beraber daha iyisini yapacagiz. En nihayetinde bu sekilde bir zenginlik
olusturacagiz diye diigiiniiyorum. Ben her zaman sunu 6ne stirdiim; Anadolu mizik kalttriindeki zenginlikler sadece
Anadolu’ya ait degil. Diinyanin en énemli noktalarindan biri burasi. Medeniyetlerin, kiiltiirleraras: etkilesimlerin en
fazla oldugu ¢ok 6nemli bir yer. Ve buradaki kiiltiir resmin eksik kalan pargasini tamamlamaya yetecek malzemeyi

saglayabilir. Benim umudum burada. O yiizden ¢ok umutlu bakiyorum.

Sonug
Cenk Giiray ile gergeklestirilen bu goriisme, Tiirk miiziginin gegmisten giiniimiize uzanan aktarim, kuram ve tiretim
stireglerinin birbirinden bagimsiz alanlar olarak degil, ortak bir miuzik hafizasinin farkli gérintimleri olarak
degerlendirilmesi gerektigini ortaya koymaktadir. G6riigmede ele alinan megk, makam, dogaglama, tarihsel miizikoloji
ve Tirk miiziginin gelecegi bagliklari, farklt sorun alanlarina temas etmekle birlikte, temelde gelenegin nasil anlagilmas,
aktarilmast ve ¢agdag muzik diinyasi igerisinde nasil yeniden tretilebilecegi sorusunda birlesmektedir. Bu baglamda
gelenek, yalnizca ge¢misten devralinan ve korunmasi gereken sabit bir repertuar biittinti olarak degil; icra, teori, hafiza

ve tiretim arasindaki etkilesim sayesinde stireklilik kazanan dinamik bir yap1 olarak belirginlesmektedir.
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Goriigmenin 6ne ¢ikan diigiincelerinden biri, megk sisteminin yalnizca eser aktarimina dayali bir 6gretim yontemi
olmadig1, miizik insaninin farkls bilgi ve sanat alanlariyla iligki kurmasini saglayan biitiinciil bir egitim anlayigini temsil
ettigidir. Giiray’in degerlendirmeleri, modern uzmanlagmanin olugturdugu sinirli bilgi alanlarina kargt megkin temsil
ettigi buttinctlliigiin giiniimiizde yeniden diigiiniilmesi gerektigine isaret etmektedir. Bununla birlikte tarihsel megk
pratiginin ge¢misteki bi¢imiyle yeniden kurulmasinin giiniimiiziin zaman, mekan ve egitim kosullar1 i¢erisinde gii¢
oldugu da kabul edilmektedir. Bu nedenle “ezgi ¢cekirdegi” gibi teori ile icra arasindaki iligkiyi gliclendiren modeller ile
kayit, soylesi ve elektronik aktarim imkinlarinin geleneksel usta-¢irak iligkisinin ¢agdas kosullardaki devamliligs
agisindan islevsel olabilecegi distiniilmektedir.

Goriigmede makam teorisi konusunda ortaya ¢ikan yaklasim da benzer bicimde miizigin kendi i¢ dinamiklerinin
merkeze alinmast gerektigi diistincesine dayanmaktadir. Makamin yalnizca perde dizileri ve dereceler tizerinden
agiklanmast yerine, ezgisel hareket, islev ve kaliplarla birlikte degerlendirilmesi gerektigi vurgulanmaktadir. Ozellikle
19. ylizyildan itibaren Batt miizigi teorisinin kavram ve modelleriyle kurulan iligkinin Ttrk makam muizigi teorisi
tzerindeki etkileri tartigilirken, ¢agdas teorik arayiglarin makam miziginin kendi tretim manugini ve ezgisel
ozelliklerini agiklayabilecek modeller gelistirmesinin 6nemi ortaya ¢itkmaktadir. Bununla birlikte bu yaklagim, farkli
miizik teorileriyle etkilesimi reddeden kapali bir anlayistan ziyade, 6ncelikle incelenen miizigin 6zgiin yapisini
kavrayarak farkls teorik yaklagimlarla iligki kurulmasini nermektedir.

Dogaglama ise goriismede Tiirk miiziginin yalnizca belirli bir icra pratigi olarak degil, miizikal hafizanin tretime
dontigtigti temel alanlardan biri olarak degerlendirilmektedir. Taksim ve diger dogaglama pratiklerinde gériilen
bi¢imsel 6rgiitlenme, dogaglama ile kompozisyon arasindaki sinirlarin diigtiniildigtinden daha gegirgen oldugunu
gostermektedir. Giiray’in ifadesiyle dogaclamanin miizikal hafizanin “o andaki kargiligi” olmasi, gelenegin tekrar
yoluyla degil, her icrada yeniden iiretilerek stirdtirtldigiint disindiirmektedir. Bu bakimdan ¢agdas bestecilik ile
geleneksel miizik hafizasinin bulugmas: da geleneksel malzemenin ytizeysel bicimde ¢agdas tekniklerle bir araya
getirilmesinden ziyade, s6z konusu miizigin teorik ve estetik yapisinin anlagilmasiyla mtimkiin gériinmektedir.
Goriismenin tarihsel miizikolojiye iliskin bolimii ise Tiirk miiziginin gegmisini anlamada disiplinler arasi ve ¢apraz
okumalara duyulan gereksinimi belirginlestirmektedir. Miizik teorisi kaynaklarinin dénemin astronomi, astroloji,
edebiyat, felsefe ve inang diinyasina ait metinlerle birlikte degerlendirilmesi, tarihsel kavramlarin yalnizca giinimiiz
teorik kategorileri tizerinden agiklanmasinin olugturabilecegi sinirliliklart agmaya imkin vermektedir. Giiray’in dvéze
kavrami tizerinden verdigi 6rnek, tarihsel muzikolojinin yalnizca ge¢mise ait bilgileri tespit eden bir alan olmadiging
kavramlarin ortaya ¢ikuiklart dtigtinsel evren icerisindeki anlamlarini yeniden kurmaya ¢aligan bir yaklagim oldugunu
gostermektedir.

Biitiin bu degerlendirmeler Tiirk miiziginin gelecegine iliskin goriislerle birlikte diisiintildiigiinde, goriismenin
temelinde ge¢mis ile gelecek arasinda dogrusal degil, tiretken bir stireklilik fikrinin bulundugu s6ylenebilir. Giiray,
Ttrk miziginin gerek icra gerekse akademik tiretim bakimindan canliligini korudugunus; farkli geleneklerin ve diinya
miiziklerinin giderek artan etkilesiminin yeni olanaklar yarattigini belirtirken, bu etkilesim icerisinde form ve tislup
ozelliklerinin kaybedilmemesi gerektigine dikkat gekmektedir. Akademik alandaki tiretimlerin artmasini da gelecekte
daha nitelikli ¢aligmalarin ortaya ¢ikmasina zemin hazirlayan bir birikim stireci olarak degerlendirmektedir.

Sonug olarak gériigmeden hareketle Ttirk miiziginin stirekliliginin, gelenegi degismeden muhafaza etmekten ¢ok
gelenegin tretim manuginy, hafizasini ve digtinsel arka planini anlayarak onu yeni kogullar igerisinde yeniden
isletebilme becerisine baglt oldugu sdylenebilir. Mesk bu hafizanin aktarimini, makam teorisi miizigin ig
orgtitlenmesini, dogaglama hafizanin yaratict bigimde yeniden tiretimini, tarihsel miizikoloji ise biitiin bu unsurlarin
tarihsel ve digtinsel baglamlarinimn anlagilmasini saglamaktadir. Dolayistyla Tiirk miiziginin gelecegi agisindan temel
mesele, gegmis ile ¢agdaglik arasinda bir tercih yapmak degil; gegmisten devralinan bilgi ve deneyimi ¢agdas teorik,
teknolojik ve yaratict imkanlarla iligkilendirebilecek yontemler gelistirmektir. Bu agidan Giiray’in goriigleri, Ttrk
miiziginin gelecegine yonelik yaklagimin koruma kadar anlama, aktarim kadar tiretme ve gelenek kadar yenilenme

kavramlart izerine kurulmasi gerektigini ortaya koymaktadir.
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Prof. Dr. Cenk Giiray Biyografi

Prof. Dr. Cenk Giiray, 1973 yilinda Ankara’da dogdu. Anadolu’nun
geleneksel muzik kiiltiiriine, bir yandan bu kiiltiiriin temel ¢algilarindan
baglamay: icra ederek, diger yandan miuzikoloji ve miizik teorisi
alanindaki akademik caligmalariyla katki sunmaktadir. Mihendislik,
yapay zek4, miizikoloji, Ttirk din musikisi, makam teorisi ve geleneksel
miizik icrasini bir araya getiren disiplinlerarasi akademik ge¢misi,
¢alismalarinin ayirt edici 6zelliklerinden biridir.Orta Dogu  Teknik

Universitesi Maden Miihendisligi Béliimii'nden 1995 yilinda mezun
olan Giiray, aynt bolumde yuksek lisansint 1998, doktorasint ise 2003 yilinda tamamladi. Mithendislik alanindaki
egitiminin ardindan akademik ilgisini miizikoloji ve miuzik teorisine yoneltti. Bagkent Universitesi Devlet
Konservatuvari Miizikoloji Anabilim Dalr’ndaki yiiksek lisans egitimini 2006 yilinda “Makam Yapilarint Yansitan Bir
Model Onerisi L;in Yapay Zeki Tekniklerinin Kullanimi1” baglikli teziyle tamamladi. Bu ¢alisma, geleneksel makam
yapilarini yapay zeki teknikleri araciligiyla ele almasi bakimindan Giiray’n miihendislik altyapist ile miizikolojik
¢alismalarini bulugturan disiplinlerarast yaklagiminin erken 6rneklerinden birini olusturdu.2006 yilinda Ankara
Universitesi Ilahiyat Fakiiltesi Tiirk Din Musikisi Anabilim Dal’nda doktora ¢aligmalarina baglayan Giiray, bu
egitimini 2012 yilinda “Anadolu’daki Inang ve Miizik Iliskisinin Sema-Semah Kavramlar1 Cergevesinde Incelenmesi”
baglikls teziyle tamamladi. Bu ¢aligmalar dogrultusunda aragtirmalar; Anadolu’daki miizik ve inang iligkileri, sem4 ve
semah gelenekleri, Tiirk din musikisi, Alevilik-Bektasilik, geleneksel Tiirk miizigi teorisi, makam ve edvir gelenegi,
Osmanli-Ttrk miizik kiltiirt ve farkli tarihsel ve kiltiirel cografyalardaki makam geleneklerinin karsilastrilmast gibi
alanlarda yogunlagti.Giiray’in bilimsel ¢aligmalarinin 6nemli eksenlerinden birini, Anadolu ve ¢evre cografyalardaki
miizik kilttrlerini tarih, inang, kultir, teori ve icra arasindaki iligkiler tizerinden degerlendirme yaklagimi
olusturmaktadir. Geleneksel Ttirk miiziginde makam kavrami ve makam teorisinin tarihsel kaynaklari, edvir gelenegi,
Anadolu inang sistemlerinde miizik, sema-semah iliskisi, dini miizik gelenekleri, Osmanli kent miizigi, miizik ve kimlik
iligkileri ile karsilagtirmalt makam teorileri tizerine aragtirmalar ger¢eklestirmistir. Bu alanlarda ¢ok sayida ulusal ve
uluslararasi bilimsel toplantiya katilmug; bildiriler sunmusg, makaleler ve kitaplar yayimlamigtir. Akademik caligmalarinin
yaninda aktif bir baglama icracist olan Cenk Giiray, miizik teorisi ile icra arasindaki iligkinin ¢aligmalarindaki merkezi
6nemini uzun yillardir siirdtirmektedir. Geleneksel miizik icrasi ve kurami alanlarinda Erhan Kiirk¢ti, Mehmet Semiz,
Okan Murat Oztiirk, Veysel Aydin, Selguk Sipahioglu, Hasan Erdogan, Stileyman Erguner ve Tahir Aydogdu gibi
isimlerle ¢aligmustir. Caz teorisi ve tarihi tizerine Durul Gence ve Murat Arkan ile ¢aligma firsatt bulmug; Erkan Ogur'un
miizikal ve diigtinsel birikiminden yararlanmigtir. Icraya yonelik calismalarinda Ali Fuat Aydin ile Zeybek miizigi ve Ege
miizik kiiltiirii tizerine yogunlagmig; Dr. Murat Salim Tokag ve Erguvan Toplulugu ile Osmanlt kent miizigi gelenegi
tizerinde galismalar gerceklestirmistir. Giiray, ABIS-Deneysel Miizik Toplulugu, Akdeniz Orkestras, Yagmur Oncesi ve
ODTU Tirk Halk Bilimi Toplulugu Baglama Orkestrasi gibi ¢esitli topluluklar araciligiyla miizikal ¢aligmalarini
stirdiirmi; bu caligmalar kapsaminda farkli mizisyen ve icracilarla ortak tretimlerde bulunmustur. Icract olarak
Tirkiye’de ve diinyanin gesitli tilkelerinde konserlere, caz ve geleneksel miizik festivallerine, televizyon ve radyo
programlarina ve kayit ¢aligmalarina katlmig; atdlye ¢alismalart ve ustalik siniflart ydnetmis, yurt igcinde ve yurt diginda
albtimler Gretmistir. Bu yoniiyle Giiray’in akademik miizik aragtirmalart ile sahne ve icra deneyimi birbirini tamamlayan
iki temel ¢aligma alan1 olarak gelismistir.Bilimsel ¢aligmalarinin yant sira ¢ok sayida ulusal ve uluslararasi aragtirma ve
kiltiir projesinde aragtirmaci, proje yiirtitiicisti, kurul tiyesi ve koordinator olarak gorev almugtir. “Ttirk Miiziginin ve
Kiltirtntn Tarihsel Kaynagi Olarak Edvarlar”, “Bizans Sonras1 Hiristiyan ve Islam Cografyalarinda Makam Miizigine
Kuramsal Yaklagimlarin Kargilagtirmalt Analizi”, “Ttirk-Kazak Mizik Ortakligi” ve “Anadolu ve Cevre Cografyalarda
Makam Miizigi Ansiklopedisi” bu ¢aligmalar arasinda yer almaktadir. Ayrica Uluslararasi Geleneksel Miizik Konseyi
cercevesindeki makam ve Arap diinyasinda miizik konulu bilimsel faaliyetlerde ve geleneksel miizik kiiltiirlerinin
arastirilmast ve aktarilmasina yénelik cesitli projelerde gorev iistlenmistir. Akademik yasami boyunca Anadolu Inang
Sistemlerinde Miizik, Geleneksel Tiirk Miiziklerinde Makam Analizi, Geleneksel Tiirk Miiziklerinde Form Analizi,
Ortagag Islam Dinyasinda Mizik, Anadolu’da Alevilik-Bektasilik, Geleneksel Tiirk Miizigi Teorisi ve Kargilagtirmals
Ses Sistemleri gibi alanlarda dersler vermistir. Béylece tarihsel ve kuramsal aragurmalarini lisans ve lisansiistii diizeyde
miizik egitimiyle de butiinlestirmigstir. Cenk Giiray, akademik ve sanatsal ¢aligmalarinin yani sira muzik kilttiriintin
kurumsal olarak aragtirilmasi, korunmasi, aktarilmasi ve uluslararasi diizeyde goriiniir kilinmasina y6nelik faaliyetlerde
de bulunmaktadir. International Council for Traditional Music (ICTM) ve Etnomiizikoloji Dernegi gibi bilimsel ve
mesleki kuruluglarda yer almig; Atattirk Kiltiir, Dil ve Tarih Yiiksek Kurumu biinyesindeki Atatiirk Kiiltiir Merkezi
Bilim Kurulu tiyeliginde bulunmugtur. Giiray ayn1 zamanda, 2017 yilinda kurulmasina énctiliik ettigi Anadolu Miizik
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Kiltirleri Dernegi’nin bagkanligint ytrtitmektedir. Dernek araciligiyla Anadolu mizik kiltiiriiniin icra ve teori
alanlarindaki zenginliklerinin Ttrkiye ve diinya insanlarinin “ortak bellegindeki” 6neminin altini sanatsal ve akademik
faaliyetlerle ¢izmeye yonelik ¢aligmalar ger¢eklestirmektedir. Bu ¢aligmalar, geleneksel miizik kiltiiriiniin yalnizca
korunmast degil, akademik aragtirma, icra ve kiltiirleraras: etkilesim araciligiyla yasayan bir kiiltiirel miras olarak
degerlendirilmesi anlayigini yansitmaktadir.Prof. Dr. Cenk Giiray, halen Hacettepe Universitesi Ankara Devlet
Konservatuvar1 Miizik Bilimleri Boliimii, Mizik Teorileri Anabilim Dali 6gretim iiyesi olarak gérev yapmaktadir.
Akademik aragtrmalari ile aktif miizik icrasini birlikte siirdiiren Giiray’in ¢alismalars; Anadolu ve Osmanli-Tiirk miizik
kiltirintn tarihsel, kuramsal, inangsal ve icraya dayali boyutlarinin bitiinciil ve disiplinlerarast bir yaklagimla
incelenmesi tizerinde yogunlagmaktadir.Evli ve bir kiz cocugu sahibi olan Cenk Giiray, akademisyenlik, aragtirmacilik
ve icraciligin yant sira Anadolu’nun miizik kiltirintin bilimsel ve sanatsal yollarla gelecek kugaklara aktarilmasina
yonelik calismalaring stirdiirmektedir.

Web: https://cenkguray.com/Web: https://cenkguray.com/

Dr. Orkun Zafer (")zgelen, miizige baglama ¢alarak baglad: ve 2000 yilinda lisede ITU Turk
makam miizigi Devlet Konservatuari Calgt Egitim boliimiind, ardindan 2004 yilinda lisansta ITO
Konservatuart Kompozisyon boliimiinii kazandr. Erol Sayan ile repertuar, Faris Akarsu ile piyano,
kompozisyon ve teori, Nail Yavuzoglu ile armoni, teori, Oguzhan Balc1 ile kompozisyon, Feridun
Oney ile Tark makam miizigi, Nese Yesim Altnel Coban ile form bilgisi ¢alistt. 2008’de Erasmus
bursuyla Italya, Roma, Conservatorio di Santa Cecilia’da iki sene Orkestrasyon ve Kompozisyon
dersleri aldi. 2010 yilinda ITU Miizikal Toplulugu’nu kurdu. Bu devrede birgok festival ve
davetlerde etkinlik ve konser diizenledi. Bu toplulukta kurucu sef olarak hizmet etmenin ardindan, 2015 yilinda Kog

Universitesi Miizikal Toplulugu’ndan davet alarak bir sene bu topluluga miizik direktorliigii ve egitmenligi yapti. Oscar
Wilde’in “Dorian Gray’in Portresi” adli romaninin miizikal adaptasyonu olan ‘Dorian’ isimli miizikalin diizenlemesini
ve miizik direktSrliigtint yapti. 2021 yilinda Dog. Serife Guivengoglu ile hazirladigy T7rk Makam Miizikgisinin Seyir
Defteri I adlt kitabi Pan Yayincilik tarafindan yayinlandi. 2023 yilinda basilan Dr. Ogr. Uyesi Funda Esin ile 777k
Makam Miizigi’nden Esintiler adli albiimde aranjor ve piyanist olarak yer aldi. 2023 yilinda Nebi Birgi tarafindan
yazilan ‘The Diva’ miizikalinin muziklerini besteledi. 2024 Subat ayinda ITO Miizikoloji ve Miuzik Teorisi
programindan mezun olarak doktor tinvanini aldr. 2025 yilinda Hiiseyin Sadeddin Arel ve Bir Musiki Masaly adli kitabt
Egitim Yayinevi tarafindan basildi. Hali hazirda ITU Tiirk makam miizigi Devlet Konservatuari’nda akademisyen
olarak gorev yapmaktadir.
Kaynakga
Akman Démbekci, H., & Erisen, M. A. (2022). Nitel Aragtirmalarda Gériisme Teknigi. Anadolu Universitesi Sosyal Bilimler
Dergisi, 22(Ozel Say1 2), 141-160. https://doi.org/10.18037/ausbd.1227330
Bayraktarkatal, M. E., Gliray. C. (2021). Makamn Yapitasi. Anadolu ve Komsu Cografyalarda Makam Miizigi Atlas:
(Tokag, M, S & Giiray,C. Ed.). Atatiirk Kiilttir Merkezi Bagkanligi Yayinlari.
Ekicim, H. O. (2025). Kur an tilavetinde makam kullaniminin ezgi ¢ekirdegi modeliyle analizinden hareketle yapay zeka destekli
ezgi siretimi: Hafiz Ismail Biger drnegi. Doktora Tezi. Ankara Universitesi Sosyal Bilimler Enstitiisii. Ankara.
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Drawing on an interview with Cenk Giiray, who is known for his work in Turkish music theory,
historical musicology, and performance, this study examines perspectives on the transmission,
theory, production, and future of Turkish music. Employing an interview technique within a
qualitative research approach, the study presents the ideas articulated during the interview in article
form, supported by relevant examples and sources. The main themes of the interview include the
contemporary function of the mesk system; the relationship of the concept of makam to tonal and
modal systems; the role of improvisation and taksim in musical production; the relationship between
traditional musical memory and contemporary approaches to composition; the potential
contributions of historical musicology to research on Turkish music; and the future of Turkish
music. In Giliray’s assessments, mesk emerges not merely as a teaching method based on the
transmission of repertoire, but as a holistic approach to music education that brings together theory,
performance, and diverse intellectual domains. He also emphasizes that makam should be
understood not solely in terms of pitch collections, but through melodic movements and functions.
While improvisation is considered one of the fundamental means through which traditional musical
memory is reproduced in performance and composition, the perspective of historical musicology
highlights the need to read musical sources in conjunction with the literature, philosophy,
astronomy, astrology, and systems of belief of their respective periods. The interview ultimately
foregrounds the view that the future of Turkish music may be shaped not by preserving tradition
unchanged, but by understanding its logic of musical production and intellectual foundations and
by reconnecting this accumulated knowledge with contemporary theoretical, technological, and
creative possibilities.
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In this study, which was conducted within a qualitative framework, the interview technique was employed for data
collection (Akman Démbekci & Erigen, 2022). The examples provided by Giiray during the interview were elaborated

upon and supported with relevant sources after the interview had been developed into article form.

Dr. Orkun Zafer Ozgelen: What function does the megk system in Turkish music serve today in terms of

historical continuity?

Prof. Dr. Cenk Giiray: Thank you again for giving me this opportunity and for your kind words. Let me begin by
explaining my view of the central concept in your question. I believe that the historical function of the megk tradition
should be reflected in the present more strongly than ever before. Why more strongly? This is not simply a matter of
glorifying the past. People in modern and postmodern times are increasingly confining themselves to narrower
domains and finding it more difficult to see the whole picture. In essence, the megk system provides us with a holistic
practice of musical transmission.

I often give the following example: could Zekai Dede have afforded to say, “I am a composer, but I know nothing
about literature”? I do not think so at all. Such a question would probably never even have occurred to him. This is
because musicians of that period naturally considered their knowledge of literature, philosophy, other intellectual
domains, and music as an integrated whole. They were educated holistically. Nor was this limited to people of a
Mevlevi disposition, although it may have reached an even greater depth among them. Musicians of two or three
centuries ago were also significant intellectual figures, and many possessed considerable expertise in literature. They
were also engaged in complementary fields that enriched their musical world; for example, a large proportion of them
were calligraphers. They interacted with other forms of art as well.

This brings us to something we also discussed in our conversation with Erkan Ogur: where does music begin?
Music is, in a sense, a reflection of the harmony found in nature. Ultimately, we go back perhaps to the very beginning
of nature and encounter the vahdet—the underlying unity—there. In fact, that is what we are always searching for. To
discover that unity, therefore, we need to adopt a holistic perspective and consider all of its constituent elements
together.

Today, our need for the megk system is more urgent. Why? Let us say, for example, that I work in music theory. I
may have a reasonable knowledge of makams, but today I can afford to say, “I do not know very much about Divan
literature,” and perhaps no one will criticize me for it. When we live within such narrowly defined boundaries, we need
the megk system even more in order to perceive the whole.

But how can this be achieved? People today live under severe time constraints—teachers and students alike. Megk
is essentially a kind of master—student relationship, is it not? The master and the student work together and spend long
periods of time together. They may work through thousands of pieces together. That was how the system functioned,
was it not? Do we have that kind of time today? Sinan, for example, is my student. When we meet, we may spend only
a few hours together at most, particularly because we now live in different cities. Yet even when we lived in the same
city, our time together was limited. We therefore need to develop alternative methods.

One example is the “melodic nucleus” (ezgi ¢ekirdegi) approach,® originally conceived by our teacher Ertugrul
Bayraktar and subsequently developed through the collaborative efforts of my teacher Okan Murat Oztiirk, myself,
and many other colleagues who are academics, theorists, and performers. In this approach, we see a model of the
holistic perspective that existed in the past. Why? Because this model is not merely a method for analyzing a melody

and helping us identify its makam. It enables us to trace how a characteristic found in the smallest motif develops into

6 It should once again be emphasized that the operating principle of “melodic nuclei” can be likened to an “algorithm” that generates melodies displaying
perceptual similarity to and affiliation with a particular makam. The rules underlying the formation of a melodic nucleus can be classified according to the
functions that emerge from the relationships among pitches. We have explained the “pitches” within a melodic nucleus by dividing them, according to their
functions, into four different “pitch types”: the “central defining pitch/qutb (M),” “shared defining pitch (T),” “reinforcing pitch (P),” and “ornamental
pitch (S).” The pitch referred to as the “central defining pitch” occupies the principal axis or center of the “melodic nucleus.” The “three or four pitches”
surrounding it move in such a way as to take this pitch as their center/qutb, thereby establishing a “stable equilibrium” around it. In many cases, the
“distinctive” melodies formed within the “pitch cluster” centered on the “central defining pitch” possess characteristics that make it possible to identify a
makam through that pitch without ambiguity (Bayraktarkatal & Giiray, 2021, pp. 1003-1004).
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a phrase, how that phrase evolves into a larger work, how it relates to the verbal structure, and how it ultimately creates
amelodic architecture. In other words, all of these processes can be analyzed through this approach.

Of course, knowing something and being able to transmit that knowledge are two different matters. The concept
of melodic nuclei also presents this knowledge in a highly comprehensible and memorable manner—one that emerges
from practice while simultaneously contributing back to practice. It explains the process in direct connection with
performance. We therefore believe that this theoretical approach has considerable potential for transmitting the
theoretical knowledge sustained through the master—apprentice relationship, the melodic and verbal architecture
constructed through that transmission, and the aesthetic principle through which a characteristic of the smallest
structure is carried through to the largest structure. The melodic nucleus method can be illustrated through the

following example in Hseyni (Figure 1).

Hsy E¢

>
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? P/IS M S T Cekirdek

Figure 1. Example of the Hiiseyni melodic nucleus (Bayraktarkatal & Giiray, 2021, p. 1005)

This is not the only model; there are many other models and valuable studies. I believe that incorporating models
that draw on the historical tradition and ofter perspectives on the relationship between theory and performance today
into both music education and musical production could enable us to make significant progress toward sustaining the
master—apprentice relationship under contemporary conditions.

The event we held today with Erkan Ogur—a conversation at the Bahgesehir University Conservatory—was
likewise intended to share his ideas on music and performance. Ultimately, people who do not have the opportunity
to engage in one-to-one mesk with Ogur can still gain access to these ideas through conversations of this kind, books
compiled from such conversations, or recordings made available through digital media. What we therefore need is a
methodology. Yet this methodology must accurately analyze the historical process while also offering something
practical for musical production today. It should not merely analyze history thoroughly; it should also indicate how
the knowledge derived from that analysis can contribute to contemporary musical production. If we can develop such

approaches, we may find ways of bringing the historical megk system back into active use under present-day conditions.

Dr. Orkun Zafer (")zgelen: What do you consider to be the fundamental differences between the

understanding of makam in Turkish music and the concept of tonality in Western music?

Prof. Dr. Cenk Giiray: The fundamental issue here concerns the interactions among tonal, modal, and makamic
systems. I will therefore try to give an answer that encompasses all three, and if that is still not satisfactory, we can
address additional questions.

As for the general differences among these systems, the tonal system, for example, can be understood as a kind of
scalar organization in which certain scale degrees have gradually assumed prominence over time. Itis a mode of musical
production that operates through particular degrees: although we may not know the precise melodic formula
governing its movement, the principal points of articulation in that movement ultimately correspond to degrees of the
scale.

Modality, by contrast, is essentially a classification of melodic structures that also incorporates particular melodic
functions in the formation and organization of those degrees. There is considerable permeability between these two
systems. Fields such as tonal harmony and modal harmony contain numerous examples of this interaction. In other
words, when we consider a form of polyphonic organization based on modality, we also take into account certain
fundamental movements within the melody. In tonality, by contrast, we consider particular centers around which
those movements become concentrated. There may therefore be points at which the two merge within the same

context. At present, both may be regarded as systems capable of generating polyphonic thought.
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The historical development of makam theory, however, did not proceed in this direction. Modal melodic structures
initially developed—particularly through the church modes—with certain melodic formulas and characteristic
melodic patterns. Makam developed along a comparable idea of characteristic melodic patterns to that seen in the
historical development of the church modes in Europe. Over time, however, melodic movement within the modes
receded somewhat into the background, while degrees became increasingly prominent under the influence of the tonal
system, and melodic movements and patterns came to acquire meaning in conjunction with those degrees. This
development differentiated the makam system from that line of thought.

Until the nineteenth century, the makam system was never conceived primarily in terms of scale degrees. It was
explained through melodic formulas. Certain pitches naturally assumed prominence, but these pitches did not
function as agents of a tension-resolution relationship in the same way as their counterparts in Western music.
Although a natural sense of tension and resolution may still be perceived aurally, these pitches served to define melodic
movement through functions different from those derived from Western music. Ultimately, the functional tones of
tonal and modal systems did not find direct equivalents with identical functions in makam music; the functions
changed, as did the pitches corresponding to those functions.

In the nineteenth century, however, a theoretical understanding shaped particularly by interactions with the tonal
system of Western music, and perhaps to some extent with its modal system, began to exert an influence on makam
music. We are, of course, very familiar with the theories developed by figures such as Rauf Yekta, Huseyin Sadettin
Arel, and Suphi Ezgi. In this context, attempts were made to adapt models based on functional principles derived from
Western music to makam music. Characteristics originating in another musical system were thus integrated into
makam music without always sufficiently analyzing the fundamental characteristics of the musical structure itself.
Some highly successful results may certainly have emerged from this process. Nevertheless, we are all aware that it also
produced a certain degree of alienation.

At the point we have reached today, we are witnessing the emergence of new approaches and theories aimed at
understanding makamic music anew through its own functions, melodic movements, and the forms generated
through those movements. Original approaches are emerging directly from the intrinsic nature of the music itself. You
have also produced valuable work in this field, and I congratulate you on that.

Accordingly, when we examine this process, we see that it began quite naturally, but that, over time, attempts were
made to reconcile and synthesize these systems, accompanied by a certain degree of alienation. Ultimately, this
alienation did not always produce particularly accurate results. When we speak of contemporary theoretical
approaches, there are now various approaches to music theory that have emerged outside Tiirkiye. Some of these are
more holistic and move beyond a conception limited to the tonal system and a related modal system. These approaches
are concerned not only with analyzing melodic movements within Western music and generating polyphony from
them, but also with analyzing a wide range of microtonal systems within particular theoretical frameworks.

One example is the widely used Schenkerian analysis. This analytical approach can be adapted to makam music;
examples already exist, and such studies are also being conducted in Tirkiye. However, I believe greater emphasis
should be placed on developing new theoretical approaches that arise from understanding the music itself—its very
essence. Naturally, such approaches will interact with the many theoretical perspectives that exist around the world.
This is now unavoidable.

For example, my teacher Ertugrul Bayraktar and I will be going to Vienna in two weeks. We have been invited to a
music theory symposium on binary harmony, that is, two-part or dual harmony. This includes the harmonic
characteristics generated by two fundamental pitches, as well as polyphonic movements involving intervals such as
unisons and fifths within the parallel motion found in certain early musical traditions. We also have examples related
to this in Ttrkiye. For instance, some of the materials collected by Muzaffer Sarisézen at the Ankara State Conservatory
contain parallel fifths and similar movements. Kemal Ilerici’s harmonic system likewise has an aspect based on two
pitches, as well as another dimension constructed through the fundamental pitch and the transposition of those

degrees. These can also be considered within this framework.
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Many scholars working on binary harmony are therefore now interacting with one another. When I'looked at the
symposium program, I saw participants coming from many different countries. Ultimately, everyone will bring
examples from their own musical traditions. Perhaps an example from the music of the Alpine regions of Central
Europe will open up a new path for us. But once we have correctly understood the characteristics of our own musical
repertoire, engaging with such approaches will broaden our horizons. It will both expand our perspective on the future

and enable us to maintain a strong connection with the past.

Dr. Orkun Zafer Ozgelen: How can the historical role of improvisation (taksim) in our musical culture and
its function today be understood? And how can this traditional musical memory engage with contemporary

compositional techniques?

Prof. Dr. Cenk Giiray: The foundation of our music lies in improvisation. I mean this in two respects. First, there
are certain musical genres that are based entirely on improvisation. In many cases, these also constitute forms in their
own right. For example, an area that I had not previously focused on provided me with important evidence in this
regard: Qur’anic tajwid. We are currently supervising a dissertation at the Faculty of Divinity of Ankara University. It
is the doctoral dissertation of Hamit Omer Ekicim.” During the course of this doctoral research, particularly through
the performances of Ismail Bicer, we encountered details demonstrating the extent to which Qur’anic tajwid is
grounded in a strong formal structure—in other words, how music produced through improvisation can itself
constitute a highly developed musical form. There are particular lines of improvisation, and when these
improvisational lines are brought together, a larger form emerges. Depending on its length, this may encompass a sizrah
or an @yah. Many similar examples could be given.

Improvisation is therefore extremely important and fundamental to our music, and I regard it almost as a
compositional technique realized in the moment of performance. For example, in Murat Salim Tokag’s zaksims, one
can identify many features that point to a compositional structure: an opening section, development, expansion, a
meyan section, bridges, and so forth. In this sense, zzksim itself constitutes a form. The fact that it is improvised does
not cast any doubt on its formal structure. On the contrary, we describe performers who are capable of realizing this
form effectively as “good performers.”

Composition, moreover, as I mentioned earlier, emerges from the megk tradition and develops through engagement
with existing works. In other words, a composer creates new works by drawing on what has been learned from masters.
The starting point of this process is the ability to generate improvised melodies on the basis of that accumulated
knowledge. The first prerequisite is a thorough knowledge of the repertoire; the second is a strong command of theory,
because theory explains how a new musical product can be generated from that repertoire. Theory encompasses the
generation of melody, the construction of form, and the understanding of makam.

Accordingly, in our tradition, when composers create a work, rather than taking a sheet of paper and saying, “I will
write this measure in this way,” they compose primarily by generating and experimenting with melodies. If they are
creating a vocal work, they begin with the poem; if they are composing an instrumental work, they take up their
instrument and begin generating melodies in the makam they have in mind. Alternatively, they may have a key melodic
idea in mind and develop it further. In essence, this too is an improvisational process—or at least improvisation lies at
its foundation.

Eventually, however, these improvisations evolve toward a musical idea. These ideas can then be recorded and fixed
through notation, resulting in a composition. Yet we know that behind this process lies a powerful foundation derived
from tradition—a musical memory. It is precisely because the composer draws upon this memory that such melodies
can be generated. Ultimately, improvisation and taksim, in this respect, are means through which our music is

produced, kept alive, and transmitted. I can say this with confidence: if our music can be transmitted and sustained,

7 See Ekicim, H. O. (2025). Kur'an tilavetinde makam kullaniminin ezgi ¢ekirdegi modeliyle analizinden hareketle yapay zeka destekli ezgi {iretimi: Hafiz Ismail
Biger 5rnegi (Al-assisted melody generation based on the analysis of makam use in Qur’anic recitation through the melodic nucleus model: The case of Hafiz Ismail
Biger). (Unpublished Doctoral Dissertation). Institute of Social Sciences, Ankara University, Ankara.
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we owe this to improvisation, because improvisation is the manifestation of our musical memory at that particular
moment.

Turning to the other part of your question—how can this traditional musical memory engage with contemporary
compositional techniques? I will answer this by connecting it to the previous question. If a composer proceeds with
an understanding of a theory that emerges from the essence of the music itself—for example, if the composer
understands makam through a theoretical approach arising from within makam music culture, accurately analyzes the
works in which that approach is manifested, and then seeks to combine this understanding with contemporary
compositional approaches, such as atonal music or twelve-tone composition, there is no reason why the result should
not be successful. Highly interesting works can emerge from such processes.

At the Ankara State Conservatory, we have highly accomplished composers and students, and I greatly value these
kinds of experiments. We have traditions established by Muammer Sun, Ahmet Adnan Saygun, Ulvi Cemal Erkin,
Ferit Alnar, and Necil Kazim Akses. Building upon the foundations they established, both our faculty members and
students are producing highly interesting works by incorporating new techniques and pursuing new directions. I
follow their work closely. I am certain that very valuable work is also being produced at other institutions. We have
just heard, for example, one of your own works.® This field offers considerable possibilities, but the essential issue is to
understand correctly the musical memory from which the music itself derives. If we regard this merely as musical
material to be combined with contemporary techniques, we will not get very far. We need to understand the
underlying theory correctly and construct our approach to composition on the basis of that theory.

There is a criticism frequently directed at the Ankara State Conservatory, particularly in relation to the Turkish
Five. I remember all of them with great respect, and I believe they have been treated unfairly in many respects. There
is, for example, a common claim that they simply polyphonized folk songs. You are also interested in this subject, and
I listen to and study the music of all of them. Each had a very different approach. None of them approached the matter
so simplistically as to say, “Here is a melody; let me add a second voice to it.” None treated it with such superficiality.
In the notes underlying their work, we encounter extensive analysis, intensive research, rigorous exercises, and a
constant effort to achieve something better.

Polyphonization is certainly one aspect of this work, but orchestration is another. Their choices in orchestration
differ so greatly that the individual personality of each composer becomes clearly perceptible. In other words, this was
never simply a matter of “sitting down at the piano, adding another voice to a melody, and having an orchestra play
it,” yet it is sometimes described with precisely this kind of superficiality. I find that very regrettable, because the
considerable efforts of these composers are sometimes overlooked as a result. They all devoted an enormous amount
of work to what they did. Through these efforts, a musical culture in the modern sense eventually emerged.

For example, Adnan Saygun produced notations of the Dariilelhan collections from the Black Sea region. I have
never seen so many notations for kemenge. Perhaps other examples exist, but I have not encountered them. That does
not diminish the value of Saygun’s work. Drawing on those collections, he composed a horon for orchestra. I therefore
believe that very valuable results can emerge if we approach the subject with the same seriousness as our teachers did

and with an understanding rooted in the essence of the music itself.

Dr. Orkun Zafer Ozgelen: What new horizons do you think the adoption of a “historical musicology”

approach could open up in research on Turkish music?

Prof. Dr. Cenk Giiray: Thank you for this excellent question. Let me proceed through an example. I work on
fifteenth-century sources of music theory, in which there is a concept known as 4véze. These avézes correspond to the
seven planets. The twelve principal makams correspond to the twelve months and the signs of the zodiac, while the

four sube correspond to the four elements. In some Iranian sources, there may also be a system of twenty-four.

Uzeyir Hacibeyli XVII Beynelxalq Musiqi Festivali. Dostluq Konserti. Tarzenin (Tar ve halk calglart orkestrast icin) premieri. 2025.

https://www.youtube.com/watch?v=cz5_qu0¥YP-Q

278



Ozgelen Tiirk Miizigi 6(3) (2026) 273-282

Foralong time, we could not fully understand the 4vize. How was it constituted? It was associated with the planets,
but that alone did not constitute a methodological distinction. There had to be something that differentiated the
concept from makam. Why is an 4vize called an avéze? Take Gerdaniye, for example. There was a commonly repeated
formulation in the edvdr treatises stating that an dvize emerges through the combination of two makams. I would not
claim that I have definitively solved the issue, but I was at least able to approach the intellectual framework within
which the concept emerged by examining contemporaneous sources on #/m-7 niciim, that is, astrology.

Makams are associated with zodiacal signs, which do not vary according to the movements of the stars, and they
display more linear forms of movement. Avazes, by contrast, possess a certain flexibility: they vary according to the
relationship between the planets and the signs of the zodiac and can display different characteristics at particular times.
In addition, they contain certain melodic movements that return to their point of departure rather than proceeding in
a predominantly linear fashion. They therefore reflect a more cyclical conception and bear a closer resemblance to the
sevenfold system of harmony in Ancient Greece. On the other hand, there is also a twelvefold system, to which the
makams bear greater resemblance.

How, then, can we understand this cyclical characteristic? Consider Gerdaniye, for example. It may begin with a
Rast movement; that Rast movement undergoes a transformation within itself and returns to the Rast pitch, yet the
overall movement is completed through a concluding motion associated with Hiiseyni. In other words, there is a kind
of cyclical movement between the Gerdaniye and Rast pitches, and this cycle begins with a Rast conception and
concludes with a Hiiseyni conception. You cannot adequately explain this makam through a linear seyir. It seems more
appropriate to bring the layer of Rast movement within it together with the Hiiseyni layer and represent them as two
intersecting circles.

I would not have been able to analyze this without consulting sources on #lm-7 néciim. At the same time, when we
examine literary sources from the same period, we encounter similar evidence. Kaygusuz Abdal, for example, lived
approximately during this period, and many of his poems contain stellar symbolism. Likewise, the accounts of travelers
from the period indicate that a kind of mystical understanding derived from this conception of the universe and from
a cosmic tradition prevailed in certain aspects of both belief systems and social life. We can even observe the
predominance of the idea of devir, or cyclical movement. Traditions such as semd and semah were also frequently
encountered during this period.

Therefore, from Mevlevi mendk:b narratives and other mendkibnimes to religious works, books on zlm-i niicim,
and the astronomy texts taught in the medrese—in which certain universal principles likewise intersect with music—
itis very difficult to understand musical thought without acquiring a command of the full range of sources containing
these historical details. Musical thought was connected simultaneously with mathematics, physics, and philosophy.

What am I ultimately trying to emphasize? Historical musicology is extremely important because, as we discussed
in the first question, it enables us to see the whole picture of music. It allows us to gather the different pieces of that
picture. In doing so, however, we must not restrict ourselves solely to musical sources.

Cross-reading all the sources from a given period is extremely important for illuminating those unknown elements
that otherwise appear to us like missing pieces of a puzzle. For example, how can I demonstrate the relationship
between an dvize and a planet? A music theory treatise may contain such information, but what am I supposed to do
with it? When I examine sources on #/m-i niiciim, however, I can see which elements become active according to
changes in the planets. Which of the four elements becomes more influential? Which zodiac sign comes to the fore? I
can observe these relationships. I can then see that, in relation to a particular 4véze, the makams associated with a given
zodiac sign become more prominent at certain times, or that at particular times the element of fire becomes more
dominant than the element of water. Ultimately, without reading these sources, I would not be able to understand any
of this from a music theory source alone.

People of that period were able to see the whole picture, and they were aware of these relationships. For us, however,
this knowledge is no longer self-evident. Yet when we examine these matters through the intellectual framework of the

period, deciphering these codes is not so difficult. At the very least, we can come somewhat closer to the music of that
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period. We cannot become people of that historical era ourselves, but by broadening our understanding, we can try to
comprehend the period more accurately.

The essential point, however, is not to understand that period in its entirety, but to ask: what can we bring from
the characteristics of that musical culture into the present? What more can we carry forward? Contemporary life entails
certain risks: the compression of time, the narrowing of knowledge through categorization, and the possibility of losing
sight of the essential core under the constant bombardment of new information. These risks can only begin to be
overcome when we are able to see the broader, universal picture. For this reason, we need to approach historical sources

from a holistic perspective.

Dr. Orkun Zafer Ozgelen: How do you see the future of Turkish music, both academically and in terms of

performance?

Prof. Dr. Cenk Giiray: By nature, I always prefer to remain optimistic. In many discussions, we hear statements such
as, “The music of the past has disappeared,” “Classical Turkish music is no longer being produced,” or “Folk music
has become mixed with popular music.” Although I believe there are certain respects in which such observations may
be justified, I see our musical world as highly dynamic and promising.

In terms of folk music, I would even say that we are witnessing a particularly vibrant musical environment. Today, for
example, we have composers and representatives who continue the 4szk tradition. Musa Eroglu, for instance, is both a
musician and a creative artist who produces new works while drawing upon the dszk tradition. Erkan Ogur likewise
creates new music rooted in the folk music tradition. It is therefore certainly possible to speak of considerable vitality
in the field of folk music.

Although this vitality may appear somewhat less pronounced in Classical Turkish music, we can still encounter
very interesting work. The music produced by ensembles such as Incesaz, for example, is not greatly detached from
tradition. The choirs of the Ministry of Culture also contribute to this field. The research and performance ensemble
that we established together with Murat Salim Tokag, for instance, undertakes research-based work and offers a
valuable perspective for the future. In addition, performance ensembles within universities enrich the field through
approaches that both sustain the tradition and encourage the creation of new compositions. Musicians such as Goksel
Baktagir, Derya Ttirkan, Yurdal Tokcan, Murat Salim Tokag, and Tahir Aydogdu keep what we call Classical Turkish
music alive through their work in both performance and composition.

At the same time, I fundamentally do not favor rigid divisions. I believe that all musical cultures exist in a state of
mutual interaction. Nevertheless, I also believe that the characteristics of form and style should not be lost within this
idea of interconnectedness. In other words, if there is a field we call Classical Turkish music, it should be preserved
with its own distinctive characteristics, but its connection with folk music should not be severed. At the same time,
interaction with Western music—which is now unavoidable—and with the musics of the world is greater than ever
before. The possibilities are now so extensive that people can connect with virtually anywhere in the world. You can
very easily collaborate on a project with an Italian musician, for example. You may begin remotely, make recordings,
and later come together in person. There are numerous possibilities.

The academic field makes me even more optimistic. As we were just discussing, we might consider ourselves the
second generation of academics in this field. The preceding generation—scholars such as Ruhi Ayangil, Sehvar
Besiroglu, Hakan Cevher, and Giilgin Yahya Kagar—perhaps constituted the first generation to build their careers by
completing the full sequence of academic stages. Of course, there were earlier examples, such as Glintekin Oransay,
who earned his doctorate abroad. But as a generation, this may have been the first, because under the conditions of
that period, there was a transition from artistry into academia. For example, our teacher Alaeddin Yavas¢a’s title of
“professor” was not obtained through an academic career path. Such titles were conferred on the basis of artistic
accomplishment, and of course he fully deserved that recognition.

We are the second generation. The first generation established the foundations; now it is time for production, and

I can see scholarly output developing from our generation onward. This is true both quantitatively and in terms of
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content. We may not regard every publication as making an extraordinary scientific contribution. Some studies will be
more successful, while others will be more modest. Yet I can see that each of them adds something to the field. Their
increasing number will also strengthen the foundations for future research. Ultimately, this is how an academic field
develops.

For me, therefore, the process currently underway seems to herald the emergence of much richer results. I see this
in my own work as well. Some of my studies satisty me more than others, while in some I can still identify certain
problems. This is entirely natural; perhaps all of us experience this. I am constantly trying to do better. I try to
encourage my students to do better as well—and to surpass me. A certain body of work is emerging in this way. Some
of these studies will have a greater impact in their respective fields, others a more limited one. We will redesign our
directions, reconsider our approaches, and together strive to do better. Ultimately, I believe that this is how we will
create a rich scholarly environment.

I have always maintained that the richness of Anatolian musical culture does not belong to Anatolia alone. This is
one of the most important regions in the world.

It is a highly significant region where civilizations and intercultural interactions have intersected with exceptional
intensity. The material found here may be sufficient to complete some of the missing pieces in the broader picture of

culture. That is where my hope lies. For this reason, I am very optimistic.

Conclusion

This interview with Cenk Giiray demonstrates that the processes of transmission, theory, and musical production
extending from the past to the present in Turkish music should be understood not as independent domains, but as
different manifestations of a shared musical memory. Although the themes addressed in the interview—megk, makam,
improvisation, historical musicology, and the future of Turkish music—engage with different areas of inquiry, they
ultimately converge on the question of how tradition can be understood and transmitted, and how it can be
reproduced within the contemporary musical world. In this context, tradition emerges not merely as a fixed body of
repertoire inherited from the past and requiring preservation, but as a dynamic structure that acquires continuity
through the interaction of performance, theory, memory, and musical production.

One of the principal ideas emerging from the interview is that the megk system is not merely a teaching method
based on the transmission of musical works, but represents a holistic approach to education that enables the musician
to engage with different fields of knowledge and the arts. Giiray’s assessments suggest that the holistic perspective
represented by megsk should be reconsidered today as a response to the restricted domains of knowledge produced by
modern specialization. At the same time, it is acknowledged that reconstructing historical megk practice in its original
form is difficult under contemporary conditions of time, space, and education. For this reason, models such as the
“melodic nuclens” (ezgi ¢ekirdegi), which strengthen the relationship between theory and performance, together with
the possibilities offered by recordings, interviews, and digital forms of transmission, may provide functional means of
sustaining the traditional master—apprentice relationship under contemporary conditions.

The approach to makam theory that emerges from the interview is similarly grounded in the idea that the internal
dynamics of the music itself should be placed at the center of theoretical inquiry. Rather than explaining makam solely
through pitch collections and scale degrees, the interview emphasizes the need to consider melodic movement,
function, and characteristic patterns. In discussing the effects on Turkish makam music theory of its engagement,
particularly from the nineteenth century onward, with concepts and models derived from Western music theory, the
importance of developing contemporary theoretical models capable of explaining makam music’s own logic of musical
production and melodic characteristics becomes apparent. At the same time, this approach does not advocate a closed
theoretical framework that rejects interaction with other theories of music. Instead, it proposes that such interaction
should proceed from an understanding of the distinctive structure of the music under examination.

Improvisation, meanwhile, is considered in the interview not merely as a particular performance practice within

Turkish music, but as one of the fundamental domains in which musical memory is transformed into musical
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production. The formal organization found in zazksim and other improvisational practices suggests that the boundaries
between improvisation and composition are more permeable than is often assumed. Giiray’s characterization of
improvisation as the “manifestation of musical memory at that particular moment” suggests that tradition is sustained
not through repetition alone, but by being recreated in each performance. From this perspective, the encounter
between contemporary composition and traditional musical memory appears possible not through the superficial
combination of traditional material with contemporary techniques, but through an understanding of the theoretical
and aesthetic structure of the music concerned.

The section of the interview devoted to historical musicology further highlights the need for interdisciplinary and
cross-disciplinary readings in understanding the history of Turkish music. Examining music-theoretical sources in
conjunction with texts concerning the astronomy, astrology, literature, philosophy, and systems of belief of the period
makes it possible to move beyond the limitations that may arise when historical concepts are interpreted solely through
contemporary theoretical categories. Giiray’s example of the concept of vize demonstrates that historical musicology
is not merely a field concerned with identifying information about the past; rather, it is an approach that seeks to
reconstruct the meanings of concepts within the intellectual world in which they emerged.

When all these considerations are viewed together with the perspectives expressed on the future of Turkish music,
it can be argued that the interview is fundamentally underpinned by the idea of a productive, rather than linear,
continuity between the past and the future. Giiray maintains that Turkish music continues to demonstrate vitality in
both performance and academic production. While noting that the increasing interaction among different traditions
and the musics of the world creates new possibilities, he also emphasizes that characteristics of form and style should
not be lost in the course of such interaction. He similarly regards the growth of academic output as a cumulative
process that establishes the foundations for higher-quality research in the future.

In conclusion, the interview suggests that the continuity of Turkish music depends less on preserving tradition
unchanged than on the ability to understand the productive logic, memory, and intellectual foundations of tradition
and to reactivate them under new conditions. Megk facilitates the transmission of this memory; makam theory explains
the internal organization of the music; improvisation enables the creative reproduction of musical memory; and
historical musicology provides an understanding of the historical and intellectual contexts of all these elements. The
central issue for the future of Turkish music, therefore, is not to choose between the past and the contemporary world,
but to develop methods capable of connecting inherited knowledge and experience with contemporary theoretical,
technological, and creative possibilities. From this perspective, Gliray’s views demonstrate that an approach to the
future of Turkish music should be founded on understanding as much as preservation, production as much as

transmission, and renewal as much as tradition.

Biodata of Prof. Dr. Cenk Giiray

Prof. Dr. Cenk Giiray was born in Ankara in 1973. He contributes to
the traditional musical culture of Anatolia both as a performer of the
baglama, one of the principal instruments of this tradition, and through
his academic work in musicology and music theory. His interdisciplinary
academic background, bringing together engineering, artificial
intelligence, musicology, Turkish religious music, makam theory, and
traditional music performance, constitutes one of the distinctive features

. of his work. Giiray graduated from the Department of Mining
Engineering at Middle East Technical University in 1995, completing his master’s degree in the same department in
1998 and his doctorate in 2003. Following his education in engineering, he directed his academic interests toward
musicology and music theory. In 2006, he completed his master’s degree in the Department of Musicology at Bagkent
University State Conservatory with a thesis entitled “The Use of Artificial Intelligence Techniques for a Model Proposal
Reflecting Makam Structures.” This study represented one of the early examples of Giiray’s interdisciplinary approach,
bringing together his engineering background and musicological research through the application of artificial
intelligence techniques to traditional makam structures. In 2006, Giiray began doctoral studies in the Department of
Turkish Religious Music at Ankara University Faculty of Divinity, completing his doctorate in 2012 with a dissertation
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entitled “dn Examination of the Relationship between Belief and Music in Anatolia within the Framework of the
Concepts of Semd and Semah.” In connection with these studies, his research has focused on the relationships between
music and belief in Anatolia; the traditions of semi and semah; Turkish religious music; Alevism and Bektashism;
traditional Turkish music theory; makam and the edvir tradition; Ottoman-Turkish musical culture; and comparative
studies of makam traditions across different historical and cultural geographies. One of the principal strands of Giiray’s
scholarly work is his approach to the musical cultures of Anatolia and its surrounding regions through the
interrelationships among history, belief, culture, theory, and performance. He has conducted research on the concept
of makam and the historical sources of makam theory in traditional Turkish music, the edvér tradition, music in
Anatolian belief systems, the relationship between sem4 and semah, religious musical traditions, Ottoman urban music,
relationships between music and identity, and comparative theories of makam. He has participated in numerous
national and international academic conferences in these fields, presented papers, and published articles and books.
Alongside his academic work, Cenk Giiray is an active baglama performer and has long maintained the relationship
between music theory and performance as a central dimension of his work. In the fields of traditional music
performance and theory, he has worked with Erhan Kiirkgii, Mehmet Semiz, Okan Murat Oztiirk, Veysel Aydin, Selguk
Sipahioglu, Hasan Erdogan, Stileyman Erguner, and Tahir Aydogdu. He has had the opportunity to study jazz theory
and history with Durul Gence and Murat Arkan and has benefited from Erkan Ogur’s musical and intellectual
knowledge. In his performance-oriented studies, he has focused on Zeybek music and Aegean musical culture with Ali
Fuat Aydin and has worked on the tradition of Ottoman urban music with Dr. Murat Salim Tokag and the Erguvan
Ensemble. Giiray has continued his musical activities through various ensembles, including the ABIS Experimental
Music Ensemble, Akdeniz Orchestra, Yagmur Oncesi, and the Middle East Technical University Turkish Folklore
Society Baglama Orchestra, collaborating with various musicians and performers within the scope of these activities. As
a performer, he has participated in concerts, jazz and traditional music festivals, television and radio programs, and
recording projects in Tirkiye and various countries around the world. He has also conducted workshops and
masterclasses and produced albums both in Tirkiye and abroad. In this respect, Giiray’s academic research in music
and his experience in performance have developed as two complementary areas of his work. In addition to his scholarly
activities, Giiray has served as a researcher, project director, board member, and coordinator in numerous national and
international research and cultural projects. These include “Edvar Treatises as Historical Sources of Turkish Music and
Culture,” “A Comparative Analysis of Theoretical Approaches to Makam Music in Post-Byzantine Christian and
Islamic Geographies,” “Turkish-Kazakh Musical Partnership,” and “Encyclopedia of Makam Music in Anatolia and
Surrounding Geographies.” He has also participated in scholarly activities concerning makam and music in the Arab
world within the framework of the International Council for Traditional Music, as well as in various projects devoted
to the study and transmission of traditional musical cultures. Throughout his academic career, Giiray has taught courses
in areas such as Music in Anatolian Belief Systems, Makam Analysis in Traditional Turkish Musics, Form Analysis in
Traditional Turkish Musics, Music in the Medieval Islamic World, Alevism and Bektashism in Anatolia, Traditional
Turkish Music Theory, and Comparative Tuning Systems. In this way, he has integrated his historical and theoretical
research with music education at both undergraduate and graduate levels. In addition to his academic and artistic work,
Cenk Giiray is involved in activities aimed at the institutional study, preservation, transmission, and international
visibility of musical culture. He has been involved in scholarly and professional organizations such as the International
Council for Traditional Music (ICTM) and the Ethnomusicology Association and has served as a member of the
Scientific Board of the Atatiirk Cultural Center under the Atatiitk Supreme Council for Culture, Language and
History. Giiray also serves as president of the Anatolian Musical Cultures Association, which he helped establish in
2017. Through the association, he undertakes artistic and academic activities intended to emphasize the significance of
the richness of Anatolian musical culture in performance and theory within the “shared memory” of people in Ttirkiye
and around the world. These activities reflect an understanding of traditional musical culture not merely as something
to be preserved, but as a living cultural heritage sustained through academic research, performance, and intercultural
interaction.Prof. Dr. Cenk Giiray currently serves as a faculty member in the Department of Music Theories,
Department of Music Sciences, Ankara State Conservatory, Hacettepe University. Combining academic research with
active musical performance, his work focuses on the historical, theoretical, belief-related, and performance-based
dimensions of Anatolian and Ottoman-Turkish musical culture through a holistic and interdisciplinary approach.
Married and the father of one daughter, Cenk Giiray continues his work as an academic, researcher, and performer,
while also contributing to the transmission of Anatolia’s musical culture to future generations through scholarly and
artistic means.

Web: https://cenkguray.com
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Dr. Orkun Zafer (")zgelen began his musical training by playing the baglama. In 2000, while still
in high school, he was admitted to the Department of Instrumental Training at the ITU Turkish
| Music State Conservatory, and in 2004 he entered the Composition Department at the ITU
Conservatory for his undergraduate studies. He studied repertoire with Erol Sayan; piano,
composition, and theory with Faris Akarsu; harmony and theory with Nail Yavuzoglu;
composition with Oguzhan Balci; Turkish makam music with Feridun Oney; and musical form
with Nese Yesim Altunel Coban.In 2008, with an Erasmus scholarship, he studied orchestration
and composition for two years at the Conservatorio di Santa Cecilia in Rome, Italy. In 2010, he founded the ITU
Musical Theatre Ensemble, through which he organized performances and concerts at numerous festivals and invited
events. After serving as the ensemble’s founding conductor, he was invited by the Kog¢ University Musical Theatre
Ensemble in 2015, where he worked for one year as music director and instructor. He also arranged and served as music
director for the musical Dorian, an adaptation of Oscar Wilde’s novel The Picture of Dorian Gray.In 2021, Ttrk
Makam Miizikgisinin Seyir Defteri I, which he co-authored with Assoc. Prof. Serife Giivengoglu, was published by Pan
Publishing. In 2023, he participated as arranger and pianist in the album Ttirk Makam Miizigi’nden Esintiler, prepared
with Assist. Prof. Funda Esin. In the same year, he composed the music for The Diva, a musical written by Nebi Birgi.In
February 2024, Ozgelen completed the Musicology and Music Theory program at ITU and received his doctoral
degree. In 2025, his book Hiiseyin Sadeddin Arel ve Bir Musiki Masalt was published by Egitim Publishing. He
currently serves as an academic at the I'TU Turkish Music State Conservatory.
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