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Aragtirma Makalesi

Orta Asya ve Tiirk miizik kiiltiiriinde Afgan rubabi: Tarihsel gelisim, yapisal
ozellikler ve modernlesme

Azatgul Rakhimovna Tashmatova'

Ozbekistan Devlet Konservatuvars, Halk Calgilar: Ieracils §1 Boliimii, Tagkent, Ozbekistan

Makale Bilgisi Oz
Gelig: 13 Mayis 2026 Bu ¢alisma, Afgan rubabinin tarihsel gelisimini, yapisal 6zelliklerini ve modernlegme
Kabul: 31 Temmuz 2026 stirecini Orta Asya ve Turk mizik kiltiirt baglaminda incelemektedir. Tarihsel
Online Yaymn: 30 Eylil 2026 kaynaklara, organolojik arastirmalara, gorsel materyallere, miize 6rneklerine ve yazarin
Anahtar Kelimeler bilimsel ve uygulamali ¢aligmalarina dayanan makalede; Afgan rubabi, Buhara, Tacik,
Afgan rubabi Pamir, Hint ve Kegmir rubablar1 ile sarangi kargilagtirilmaktadir. Kargilagtirmalt analiz;
Orta Asya miizik calgilars g&vde yapisy, ses tablasinda kullanilan malzemeler, tel diizeni, calim pozisyonu, ses iiretimi
Tiirk miizik kiletrt ve icra teknigi tizerinde yogunlagmaktadir. Bulgular, Afgan rubabinin 6zellikle derin ve
Organoloji _ kama bigimli gévdesi, yan oyuklars, kisa saps, deri kapli rezonans bsliimii ve yatay mizrap
Galgt mod.ermzasy onu teknigi bakimindan Buhara ve Tacik rubablariyla 6nemli yapisal ve iglevsel benzerlikler
algi modifikasyonu tagidigint gostermektedir. Pamir ve Kegmir ¢esitleri de gdvde bigimi, ¢alim pozisyonu ve tel
diizeni agisindan dikkate deger ortakliklar sergilerken, Hint rababi yakin yapisal
benzerlikler gostermektedir. Buna kargilik sarangi, dikey ¢alim pozisyonu ve yayl icra
teknigi bakimindan temel bir farklhilik ortaya koymaktadir. Bu kargilagtirmalar, Afgan
rubabinin yalnizca tek bir ulusal gelenege ait bir ¢algt olarak degil, birbiriyle iligkili Orta
Asya rubab ailesinin pargast olarak degerlendirilmesi gerektigini desteklemektedir. Caligma
ayrica Ozbekistan’da gerceklestirilen modernlegme siirecini; sap uzunlugu, perde sistemi,
akortmekanizmalari, tel malzemeleri, ses alan1 ve ergonomik tasarimda yapilan degisiklikler
2822-3195/ © 2026 TM

Gone Biloe Y ik tarafind tizerinden incelemektedir. Ozellikle degistirilmis yedi telli Afgan rubabinin {ist bélgelere
en 11g€ YayIncill ararindan
yaylrgllami aktay olup, agik erisim erisimi kolaylagtirdigi, entonasyonu gelistirdigi, teknik serbestligi artirdigi ve icra

CC BY-NC-ND lisansina sahiptir.
@ 0R0) modern déntislimiy; cagdas icraya, miizik egitimine, orkestral uygulamalara ve Ttirk muizik
BY NC ND

mirasinin korunmasina Snemli katki saglamaktadir.

imkanlarini geniglettigi belirlenmigtir. Sonug olarak Afgan rubabinin tarihsel siirekliligi ve

Makaleye atif i¢in

Tashmatova, A.R. (2026). Orta Asya ve Tirk miizik kiltiirtinde Afgan rubabi: Tarihsel gelisim, yapisal
ozellikler ve modernlesme. T7irk Miizigi, 6(2), 199-209. DOI: https://doi.org/10.5281/zenodo.22846633

Giri
Miizik calgilari, diinya halklarinin paha bigilmez kiltiirel riirasml olusturmaktadir. Kendine 6zgii bigimleri, zarif
stislemeleri, farkli un1 dzellikleri ve icra teknikleriyle Ozbekistan’in milli miizik kiiltiiriiniin temel katmanlarindan
birini meydana getirmektedir. Ozbek halkinin manevi mirast icinde muzik calgilari, hem profesyonel icra
uygulamalarinda hem de giindelik yasamda merkezi bir yere sahiptir. Yiizyillar boyunca, birgok kusagin emegiyle
yalnizca bilimsel aragtirmalar agisindan degil, cagdag miiziksel yaraticilik bakimindan da biiytik 6nem tagtyan estetik bir
degere dontismislerdir. Milli miizik calgilarinin ¢agdas icra uygulamalarinin gerekliliklerine uygun bi¢imde

modernlestirilmesi ve degistirilmesi, halk ¢algilar1 kiiltiiriiniin tarihsel gelisiminde 6nemli bir rol oynamugtir. Bu agidan

! Prof.Dr., Ozbekistan Devlet Konservatuvari, Halk Calgilar: 1crac1hg1 Boliimii, Tagkent, Ozbekistan: Email: tasmatovaazatgul@gmail.com ORCID: 0009-0006-
3562-5133
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ozellikle Afgan rubabr ile Kaggar rubabi dikkat ¢ekmektedir; ¢tinkii bu iki ¢algt, giintimiiz icra uygulamalarinda ve

miizik egitiminde en yaygin kullanilan Orta Asya rubab tiirlerini temsil etmektedir.

Fotograf 1. Afgan rubab1 (Ergashev, 2004, s. 1)

Ozbek halkinin en yaygin muzrapli telli calgilarindan biri olan Afgan rubabinin kékeni ve tarihsel gelisimi cok eski
donemlere uzanmaktadir. Afgan rubabinin ortaya ¢ikigina iligkin ¢ok sayida efsane, mit ve anlatt bulunmaktadir. Bu
efsanelerden biri, Ozbek icraci ve Ozbekistan Devlet Konservatuvart Halk Calgilar Icracdlgl Bolumii 6gretim tiyesi
Gulyamkadir Ergashev tarafindan Afgan rubabina adanmug 6gretim kitabinda yayimlanmigtir.

Bu efsaneye gore, Buhara Hanr’nin tek kizt agir bir hastaliga yakalanmig ve dénemin tinli hekimlerinden higbiri
onu iyilestirememistir. Bunun tizerine Han, “Kim kizimi iyilestirirse onunla evlenecek ve kralligimin yarisini alacaktir”
diye ilan etmigtir (Ergashev, 2004). Kisa bir siire sonra, Afganistan’in Belh sehrinden gelen ve o sirada Buhara’da
yagayan yakisiklt bir geng Han’in huzuruna ¢ikarak prensesi tedavi etmek i¢in izin istemistir. Han bu gence biiyiik bir

kugkuyla yaklagmasina ragmen talebini kabul etmistir.

Fotograf 2. Afgan rubab: (A. Tashmatova’nin kisisel arsivinden)

Geng adam, prensese dogrudan yaklagmak yerine 6nce onun en yakin arkadagiyla konugmus ve prensesin giinlitk
yasamu hakkinda bilgi istemigtir. Arkadagi, prensesin hicbir seyle ilgilenmedigini, kimseyle konusmadigini, hig
glilimsemedigini ve glinlerini bir tavus kugunu seyrederek gecirdigini anlatmistir. Prenses, tavus kugu parlak tiiylerini
acuginda onlarin gorkemini hayranlikla izliyor ve stirekli olarak, “Keske bu tavus kusu sarki séyleyebilseydi, acimi
dindirirdi” diyordu (Ergashev, 2004).

Bunu 6grenen geng zanaatkir atSlyesine donmiis ve goriiniisii tavus kusuna benzeyen olaganiistii bir miizik ¢algtsi,
yani bir rubab yapmustir. Calgi canli renklerle siislenmis, burgulart tavus kusunun tiiylerini andiracak bigimde
tasarlanmig ve tinust insan sesinin ifade gliciine yaklagtirilmugtir. Yeni yapugt ¢algtyr yanina alarak Han’in sarayimna
girmis, sessizce prensesin yanina oturmus ve son derece giizel ezgiler ¢almaya baglamistir. Prenses dikkatle dinlemis,
zamanla gtilimsemeye baglamis ve sonunda yetenekli geng miizisyenle konugmustur.

Yetenekli zanaatkirin, her giin rubab dinlemeye dayanan miizikle tedavi yontemi oldukga etkili olmugtur. Prenses
birkag giin i¢inde iyilegmis, duygusal dengesine yeniden kavusmus ve eskisinden daha giizel hile gelmistir. Bu mucizevi
degisime tanik olan Han s6ziinii tutmug; kizint miizisyenle evlendirmis ve kralliginin yarisint ona vermistir.

Bu olaganiistii miizik ¢algisinin mucidi, prensesle birlikte uzun ve mutlu bir yagam stirmiigtiir. Onlarin soyundan
gelenler, uzun yillar boyunca Buhara’da rubab ¢almaya devam etmis ve babalarmmn yapugr calgiyr daha da
gelistirmiglerdir. Mucit de mucizevi rubabiyla insanlart miizik yoluyla iyilestirme uygulamasini stirdéirmiigtiir.

Bu gelenekten hareketle T. Zufarov ve G. Ergashev gibi seckin Ozbek icracilar, calgr yapimcilari ve egitimciler, bu

¢alginin sesinin duygusal acilari iyilestirme giictine sahip oldugunu ve insan ruhunun en derin feryatlariny, i¢ gekislerini
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ve agitlarini dile getirdigini vurgulamiglardir. Bu nedenle ¢algly;, “ruhun feryadini ifade eden ¢algt” olarak
adlandirmiglardir. Bununla birlikte, Rusgaya yapilan hatali bir ¢eviri nedeniyle, efsaneye gére bu ¢algty1 yapan kisinin
Buharal bir usta miizisyen olmasina ragmen ¢algt bugiin hila Afgan rubabi olarak bilinmektedir. Bu nedenle tarihsel
ve bilimsel agidan bu ¢alginin Buhara rubabr olarak adlandirilmasi daha uygun gériinmektedir.

Cesitli bilimsel kaynaklarda sunulan tarihsel kanitlar da Afgan rubabinin kékeninin dogrudan Afgan halkina
baglanamayacagint gostermektedir. Bu baglamda Abdurauf Fitrat'in Ozbek Klasik Miizigi ve Taribi adlt eserindeki
degerlendirmeler 6zellikle dikkat ¢ekicidir. Fitrat, anonim bir tarihi risaleye dayanarak rubabin ilk kez Muhammed

Harezmgah déneminde Harezm’de ortaya ¢iktigini belirtmektedir.

Fotograf 3. Sarangi ( Tashmatova’nin kisisel argivinden)

Fitrat ayrica, 1920’li yillarda Hindistan’dan getirilen ve sarangi olarak bilinen bir ¢algimnin rubaba benzemesi
nedeniyle baglangicta hatalt bir sonuca ulagtigint belirtmektedir (Fitrat, 1993). Nitekim cesitli tarihi ve bagvuru
kaynaklarinda bu ¢algi sarangi olarak tanimlanmaktadir. Organolog Israel Alender, Hindistan in Miizik Calgilar: adlt
monografisinde sarangiyi su sekilde agiklamaktadir: “Sarangi, 6zellikle Kuzey Hindistan’da yaygin olarak kullanilan
klasik bir yayli calgidir. Tek parga agagtan oyularak yapilir ve tizerine képriiniin yerlestirildigi deri bir ses tablasina
sahiptir” (Alender, 1979). Yapim yontemi ve yapisal tasarimi bakimindan Afgan rubabiyla bazi benzerlikler
gostermesine ragmen, rubabdan farkli olarak mizrapla degil yayla ¢alinmaktadir. Calim pozisyonu da énemli dl¢tide
farklidir: Rubab yatay konumda icra edilirken sarangi dikey bi¢imde tutulmaktadir.

Fitrat ayrica su hususu vurgulamaktadir: “Daha sonra Dervig Ali’nin Risolai Musigiy adli risalesine rastladim. Bu
eserde s6z konusu ¢alginin Muhammed Harezmgah déneminde Belh’te yapildigi ve daha sonra Harezm’de gelistirildigi
belirtilmektedir” (Fitrat, 1993). Fitrat'm agiklamasina gore calginin gévdesi dort temel bélimden olugmaktadir:
govdenin tst ve alt kisimlary, kisa sap ve burgu kutusu. Gévde ile sap tek parga agagtan oyulmakta, burgu kutusu ise
ayr1 olarak tiretilip sapa eklenmektedir. Gévdenin st ve alt boltamleri, yaklagtk 2,5 cm 6lgiisiindeki yan oyuklarla
birbirinden ayrilmaktadir. Ust béliim 21 cm uzunlugunda ve 18 cm genisliginde olup geyik ya da kegi derisiyle
kaplanmaktadir. Alt bélim ise 28 cm uzunlugunda ve 10 cm genigligindedir. Gévdeyi sapa baglayan dar bélim
yaklagik 5 cm’dir. G6évdenin alt kismina ince bir ahgap ses tablasi yerlestirilmekte, koprii ise galginin alt ucundan
yaklagik d6rt parmak yukariya konumlandirilmakeadir (Fitrat, 1993).

Profesor Alexander Semenov, Dervis Ali’'nin Orta Asya Miizik Risalesi (17. Yiizy:l) adli monografisinde su
degerlendirmeyi yapmaktadir: “Rebab, yazarimiza gére Sultan Muhammed Harezmgah déneminde (596/1200—
617/1220), Cengiz Han 6nderligindeki Mogol istilasindan kisa bir stire 6nce Orta Asya’da yayginlagmis telli bir
¢algidir. Bu donemde Harezmgah sarayinda esi benzeri olmayan rebab virtiozii Ustad Mahmud yagamaktaydi.
Muhammed Harezmgah Devleti’nin ¢okiigtintin ardindan Anadolu’ya go¢ etmis ve kendisi de Orta Asya kokenli olan
{inlii Fars sairi Mevlin Celaleddin-i Réim#’nin (6. 1273) himayesine siginmustir. Ustad Mahmud bir siire Mevlana’nin
cevresinde icrada bulunmus ve sairin biiyiik takdirini kazanmigtr. Rebabin begs teli bulunmaktayds; bunlarin dérdi

ipekten, biri ise glimiisten yapilmist” (Semenov, 1946).
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Dolaysiyla Fitratn ¢algtya iliskin betimlemesi, Ozbekistan Devlet Konservatuvar: Milli Calgilar Bilimsel ve
Deneysel Laboratuvart Muzik Calgilari Miizesinde 1672 envanter numarastyla korunan ve kimligi bilinmeyen

Buharali bir usta tarafindan yapilmis 6zgiin Afgan rubabi 6rneginin yapisiyla neredeyse tamamen Srtiismektedir.

Fotograf 4. Afgan rubabinin yapisal 6zellikleri (Avedova, 1966, s. 71)

Viktor Belyaev, Ozbekistan’in Miizik Calgilar: adli monografisinde Hint rababinin kendine &zgii yapisint su
sekilde vurgulamaktadir: “Ozbekistan’da yaygin olarak kullanilan diger tiim telli calgilarla kargilagtirldiginda Hint
rababinin temel ayirt edici 6zelligi bi¢imidir. Ustten bakildiginda ¢algs, alt kismu yuvarlatlmis, sivri uglu bir kamayi
andirmaktadir. Alt ugtan yaklagik tGgte birlik mesafede iki derin yan oyuk bulunmaktadir. Gévde son derece derindir;
govdenin derinligi, genisligini yaklagik bir buguk kat agmaktadir” (Belyaev, 1933).

Belyaev’in ayrintili betimlemesine dayanarak Hint rababinin yapisinin Afgan rubabiyla dikkat ¢ekici lgtide
benzerlik gosterdigi sonucuna varilabilir. Bu benzerlik olduk¢a dogaldir; ¢tinkii Afgan rubabinin tarihi, yeni tarihsel
kanutlar, bilimsel yorumlar ve aragtirma varsayimlariyla siirekli olarak zenginlesen oldukg¢a karmagik bir gelisim stireciyle
sekillenmistir.

Bu baglamda Nina Avedova’nin Ozbek Miizik Calgilarinin Siisleme Sanat: adli monografisi 6zel bir dnem
tastmaktadir. Avedova, Afgan rubabini su sekilde tanimlamaktadir: “Buhara rubab1 veya Tacik rubabi olarak da bilinen
Afgan rubabi, Ozbekistan, Afganistan ve Tacikistan’da yaygin bicimde kullanilan bir ¢algidir. Ozbek perdeli mizrapls
calgilart arasinda, Afgan ve Hint miizik ¢algilariyla yakindan iligkili kendine 6zgii bi¢imiyle ayirt edilmektedir. Calg,
derinligi genisligini yaklagik bir buguk kat asan biiyiik ve uzun ahgap bir rezonans govdesi ile hafifce geriye dogru
egilmis, kalin ve yuvarlak yapili kisa bir saptan olusmaktadir. Gévdenin daha genis olan alt bélimi yuvarlaktur. Bu
boliimiin biraz tzerinde, gévdenin orta kismina ulagmadan 6nce, Kaggar rubabinimn boynuz bigimli kivrimlarint
andiran iki derin yan oyuk bulunmaktadir. Membran deriden yapilmustir. Calgida bes ana bagirsak telinin yani sira,

burgulart gévde boyunca yerlestirilmis on adet metal rezonans teli bulunmaktadir” (Avedova, 1966).

U i e SRS

Fotograf 5. Kesmir rabab1 (Hint miizik galgilari sergisi katalogu, 2003, s. 12)

Avedova’nin Afgan rubabinin yapisal 6zelliklerine iligkin kapsamli ¢6ziimlemesi ve bu ¢alginin Buhara, Tacik, Hint
ve Kaggar tiirleriyle benzerliklerini belirleme ¢abasi, Afgan rubabinin 6ziinde Bubara rubab: oldugu sonucuna ulagmak
icin 6nemli dayanaklar sunmaktadir. Bu sonug, ¢alginin kékeni ve gelisimine iligkin stiregelen tarihsel kesifler ve yeni
bilimsel yaklagimlar 1giginda giderek daha ikna edici hile gelmektedir. Nitekim bu konudaki aragtirmalar ¢agdas
miizikoloji iginde gelisimini stirdiirmektedir.

Cagdas tarihsel miizikolojinin, miizik ¢algilarinin kékeni ve evrimine iligkin yeni kanitlar ortaya ¢ikarmaya devam
ettigi ve boylece onlarin tarihsel gelisimine iliskin bilgilerimizi genisletip zenginlestirdigi vurgulanmalidir. Bu baglamda

icraci ve aragtirmact S. Kasliwal’in ¢aligmast 6zellikle dikkat ¢ekicidir. Kasliwal, Kesmir rababini dig goriiniisii, yapisal
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tasarimi, ¢alim pozisyonu ve ses tretme yontemi bakimindan Afgan rubabiyla neredeyse Gzdes bir galgt olarak
tanimlamaktadir. Rababa iligkin bilinen en eski yazili kayit, yaklagik 1650 yilinda kaleme alinan Sangit Parijaat adl
risalede yer almaktadir. Bununla birlikte calginin adina daha eski edebi kaynaklarda da rastlanmaktadir. Ornegin Jayasi
ve Kabir’in siirlerinde rababa yonelik ¢ok sayida gonderme bulunmaktadir (Kasliwal, 2001).

2003 yilinda Sangeet Natak Akademi Miizesi koleksiyonunda yer alan Hint miizik galgilarindan olugan bir serginin,
Ozbekistan Devlet Konservatuvart Miizik Calgilart Miizesi'nde diizenlenmis olmas: da dikkat ¢ekicidir. Sergilenen
calgilar arasinda, hem estetik 6nemini hem de yirmi birinci yiizyildaki miizik icrast bakimindan giincelligini koruyan
Kesmir rabab1 da yer almigtir.

Segkin miizikolog Profesdr Fayzulla Karomatov’un Ozbek Calgr Miizigi adli monografisinde ortaya koydugu
bilimsel yaklagim da ayni Sl¢iide 6nem tagimaktadir. Karomatov bu eserinde Afgan, Tacik ve Buhara rubablar
arasindaki yakin iligkiyi su s6zlerle agiklamaktadir: “Mizrapli ¢algilar grubu i¢inde Afgan, diger bir ifadeyle Tacik veya
Buhara rubabi, hem kendine 6zgii dig goriiniisii hem de son derece zengin tin1 6zellikleri nedeniyle 6zel bir yere sahiptir.
Ozellikle Buhara ve Semerkant’ta yayginlagmustir. Giiniimiizde ise bagta Buhara’dan go¢ eden miizisyenler arasinda
olmak iizere Tagkent dahil Ozbekistan’in gesitli sehirlerinde de bu galgtya rastlanmaktadir” (Karomatov, 1972).

Karomatov, Afgan rubabmin yapisint ayrica su sekilde tanimlamaktadir: “Giintiimiizde Ozbekistan’da yaygin
olarak kullanilan Afgan veya Buhara rubaby, yan oyuklara sahip biiyiik, derin ve kama bigimli bir gévde ile yuvarlak bir

burgu kutusuyla sonlanan kisa bir saptan olugmaktadir” (Karomatov, 1972).

Fotograf 6. Afgan ubabmm Yandan gorinimi Fotograf 7. Afgan rubabinin arkadan gorinimi
(Karomatov, 1972, s. 142) (Karomatov, 1972, s. 141)
Bu gozlemler, geleneksel olarak Afgan rubabi olarak adlandirilan galginin, bir¢ok aragtirmacinin Buhara rubabi
olarak tanimladig1 ¢alginin temel yapisal 6zelliklerine sahip oldugunu bir kez daha gostermektedir. Tamara Vyzgo, Orta
Asya Miizik Calgilar: adli temel monografisinde, Orta Cag Orta Asya minyatiirleri Gizerine yapugt kapsamli

incelemeye dayanarak Orta Asya rubab: kavramini ortaya koymugtur. Vyzgo s6yle yazmaktadir:

Fotograf 8. Orta sya rubab1 (Vyzgo, 1980)

203



Tashmatova Tiirk Miizigi 6(2) (2026) 199-209

“Orta Asya rubabinin tipik bir 6rnegi, Sehname yazmasina ait, sanatgt Muhammed Murad Semerkandi tarafindan
yapilmis 16. ylzyil ortalarina tarihlenen bir minyatiirde gértlmektedir. S6z konusu minyatiirde Kay Kavus,
hizmetkarlariyla ¢evrili bigimde tasvir edilmigtir (Ozbekistan SSC Bilimler Akademisi Sarkiyat Enstittisti, No. 1811, vr.
65a). Minyatiirde betimlenen rubab icracisi, kompozisyonun genel sanatsal anlayigiyla biitiiniiyle uyumludur.
Miizisyenin elinde tuttugu ¢algimnin da Orta Cag Semerkant halk miizik ¢algilarinin tipik bir 6rnegini temsil ettigi
dastndlebilir. Gintimiiz Buhara rubabinda oldugu gibi, ¢alginin gévdesi biri parsémenle, digeri ise ahgap ses tablasiyla
kaplanmus iki esit olmayan béliime ayrilmugtir. Ayrica geriye dogru kivrilan bir burgu kutusuyla sonlanan nispeten kisa
bir sapa sahiptir. Bunun yaninda Orta Cag miizisyeni ¢algty1, giniimiiz rubab icracilariyla tamamen ayn1 bicimde,
dizlerinin tizerinde yatay konumda tutmakta ve tellere mizrapla vurmaktadir” (Vyzgo, 1980).

Vyzgo ayrica su gozlemde bulunmaktadir: “Pamir bélgesinde, giiniimiizde ‘Afgan’ rubabi olarak bilinen, daha
gelismis bir rubab tiirti de bulunmaktaydi. Bu ¢algi, enine bir oyukla esit olmayan iki boliime ayrilmis oldukga derin
bir gévdeye sahiptir. Daha genis olan tist boliim deriyle kaplanmus, daha dar ve uzun olan alt béliim ise ahsap bir ses
tablasiyla donatilmugtir. Calgida altt icra teli ve burgulari yanlara yerlestirilmis dokuz rezonans teli bulunmaktadir.
Zengin bi¢imde siislenmis g6vdesi, ahsap oymaciligindaki tstiin ustaligi gostermektedir. Calgi Zarubin tarafindan
Penc Nehri kiyisindaki Sugnan bolgesinden temin edilmigtir. Yapi ve is¢ilik bakimindan daha 6nce tanimlanan diger
rubablardan &ylesine belirgin bigimde ayrilmaktadir ki Pamir bolgesine disaridan gelmis oldugu makul bigimde
dastndlebilir. Biyiik olasilikla, o donemde oldugu gibi giintimiizde de son derece yaygin oldugu Buhara’dan Sugnan’a
ulagmustir” (Vyzgo, 1980).

Vyzgo’nun ayrinult betimlemesi, Afgan rubabr olarak adlandirilan galginin yapisal 6zelliklerinin Buhara rubabiyla
biiyiik 6l¢tide ortiigtiigiinii ve iki calginin icra pratiklerinin 6zdegligini dogrulayan ikna edici kanitlar sunmaktadir.

Rubabin bélgesel tiirlerine iligkin ek kanitlar, F. Karomatov ve N. Nurdzhanov’un Pamirlerin Miizik Sanat: adlt
monografisinde de yer almaktadir: “Gegmiste bazi bitytik yerlesim merkezlerinde Kabul rubobu (r#bobi gobulz) olarak
bilinen bagka bir rubob tiirii de yaygin olarak kullanilmaktaydi” (Karomatov, 1972). Yazarlar bu ¢algiy1 tanimlarken
onemli bir not diigmektedir: “Bu terimin ‘Afgan’ rubobunu, yani Buhara veya Tacik rubobunu ifade ediyor olmast
miimkindir” (Karomatov, 1972). Bu degerlendirme, Orta Asya rubabinin birbiriyle baglantli ¢ok sayida bolgesel
tirtiniin bulunduguna iliskin bu ¢aligmada ileri stirtilen varsayimi daha da desteklemektedir.

Ozbek ¢algt yapimeiliginin seckin ustalarindan Usta Usman Zufarov’un en biiyiik oglu ve filoloji bilimleri aday:
Tukhtamurod Zufarov’un goriisleri bu baglamda 6zellikle 6nem tagimaktadir. Zufarov, babasinin yasami ve sanatsal
faaliyetlerine adadigt Calg: ve Yapim Taribi adli kitabinda goyle yazmaktadir: “Eski dénemlerden itibaren Belh’in
niifusu Afganlardan degil, bagta Ozbekler olmak {izere esas olarak Tiirk halklarindan olusmaktaydi. Bu topluluklar,

¢ok eski zamanlardan beri milli miizik calgilarinin yapimiyla ugrasmaktaydi” (Zufarov, 2014).

NV ' :’:i
Fotograf 9. Usta U. Zufarov’un Afgan rubab1 yapimi (T. Zufarov, 2014, s. 97)

Zufarov ayrica su hususu vurgulamaktadir: “Miizik ¢algilar: belirli bir milletin veya etnik grubun adiyla degil, ayirt

edici 6zelliklerine gére adlandirilir. Dolayistyla ‘Afgan rubabr’ terimini kullandigimizda, bu ¢alginin yalnizca Afgan
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halkina ait oldugunu diisiinmemeliyiz. Insan ruhunun en ince hareketlerini aktarabilecek Sl¢iide son derece etkileyici
bir tintya sahip olmasi nedeniyle, bu adlandirma tarihsel agidan kesin kabul edilemez” (Zufarov, 2014).

Bu yorum, Afgan rubab: adlandirmasinin etnik aidiyeti belirleyen bir ifade olarak degil, oncelikle tarihsel ve
organolojik bir terim olarak anlagilmasi gerektigi yoniindeki goriisii bir kez daha desteklemektedir.

Afgan rubaby, eski donemlerden bu yana Orta Asya halklart ile Dogu’nun bir¢ok itilkesinde en sevilen miizik
calgilarindan biri olmay1 stirdiirmiistiir. Bu ¢algidaki tstiin ustaliklarint yansitan birgok tnlii virtiidziin Rubobi
unvaniyla anilmasi dikkat ¢ekicidir. Biyiik Ipek Yolu déneminde tiiccarlar, kendi icra ettikleri ¢algilart miizikseverlere
stklikla hatira hediyesi olarak sunmuglardir. Béylece Dogu halklarinin miizik ¢algilarini uzak cografyalara tanitmug ve

milli miizik kiltiirlerinin yayilmast ile gelisimine 6nemli katkida bulunmuglardir.

Fotograf 10. Modernlestirilmis Afgan rubabi Fotograf 11. Modifiye edilmis Afgan rubabi
(Tashmatova, 2006, s. 54) (Tashmatova, 2023, s. 32)

Ozbek ¢algt yapim ustalari, diinya organolojisinin kazanimlarini yaratict bigimde 6ziimsemis; Dogu tilkelerinde
gelistirilen mizik ¢algilarinin yapim ilkelerini dikkatle inceleyerek bunlari kendi dénemlerinin icra gereksinimlerine
gore yeniden yorumlamiglardir. Yapim malzemelerinin se¢iminde kalite ve akustik verimlilik belirleyici olmusg; farkls
agac tirleri, deri, teller, burgular ve muzraplar kullanidmugtir. Calgilarin modernlegtirilmesine yonelik teknolojiler
gelistikge bu unsurlar da siirekli olarak iyilegtirilmistir.

Halk calgilarinin yapimina iliskin bu temel konular yalnizca Ozbek aragtirmacilar tarafindan degil, Ttirk diinyasinin
diger tilkelerinden bilim insanlar tarafindan da incelenmigtir. Bu baglamda Saadat Abdullayeva’nin Azerbaycan Halk
Miizik Calgilar: adli organolojik calismast 6zellikle dikkat ¢ekicidir (Abdullayeva, 2000). Yazar bu eserinde, miizik
¢algilarinin yapiminda kullanilan malzemeleri ayrintli bigimde incelemekte ve bu malzemelerin tini kalitesi tizerindeki
belirleyici etkisini ortaya koymaktadir. Abdullayeva’nin kapsamlr aragtirmasi, ¢agdas etnomiizikolojinin yontemsel
temellerini 6nemli Slgtide genigletirken ayni zamanda ¢algt icrasinin uni gesidiliginin, ifade gliciinin ve teknik
olanaklarinin zenginlesmesine katki saglamaktadir.

Benzer siireglerin 1930°lu yillarda Azerbaycan’da da yagandigr belirtilmelidir. Bu dénemde geleneksel halk
calgilarinin gelistirilmesi ve modernlestirilmesine yonelik kapsamli ¢alismalar yiirttilmugtiir (Kerimov, 1959). S6z
konusu gelismeler, Ozbekistan ile Azerbaycan arasindaki kiiltiirlerarasi iligkileri 6nemli 6l¢tide gliclendirmis ve ¢alg:
icrastalanindaki sanatsal etkilesimi yogunlagtirmugtir. Ozbek ve Azerbaycan halklarinin miizik ¢algilars arasindaki yakin
benzerlik, Azerbaycan halk ezgilerinin, dtzenlemelerin, transkripsiyonlarin ve Azerbaycanli bestecilerin 6zgtin
eserlerinin hem konser repertuvarina hem de egitim programlarina déhil edilmesini mimkiin kilmugtir.

Icracilarin sanatsal birikimi ve ¢ok sayida géniilliiniin &zverili caligmalart sayesinde Afgan rubabi gelisimini
stirdiirmii, yeni tint 6zellikleri kazanmug ve icra kolayligint artirmaya yonelik asamali yapisal degisikliklere ugramugtir.
Calg, tarihsel gelisimi boyunca birbirini izleyen ¢esitli iyilestirme agamalarindan gegmistir. 1940’11 yillarda Afgan
rubabi, Ozbekistan’in Onur Sanatgist Profesor Ashot Petrosyants ile ¢algi tasarimcist Savely Didenko tarafindan

onemli 5l¢iide modernlestirilmistir. Petrosyants, Calgibilim: Ozbek Halk Miizik Calgilar: adli temel eserinde yeniden
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yapilandirilan ¢algty1 su sekilde tanimlamaktadir: “Yeniden yapilandirilan Afgan rubaby, ses alant bakimindan Kaggar
rubabi gibi orta bolgede yer almaktadir” (Petrosyants, 1990).

Bu agiklama, yapist geleneksel modelden gesitli yonleriyle ayrilan modernlestirilmis ¢algiya iliskindir. Calginin
¢agdas icra uygulamalarinin gerekliliklerine uyarlanmasi siirecinde sap uzatilmug ve sabit perdeler eklenmistir. Bunun
sonucunda, yan oyuklarin Stesinde yer alan ikinci ahgap rezonans bélmesi kisalulmigtr. Gévdenin 6n bolimi
genigletilmis, ¢alginin perde diizeni ise on iki esit aralikli tampere sisteme dayanan tamamen kromatik bir yapiya
dontstiralmistiir. Geleneksel Afgan rubabindan farkls olarak, yeniden yapilandirilan bu modelde rezonans tellerine
yer verilmemistir (Tashmatova, 2006).

Ozgiin ahsap burgular mekanik akort diizenekleriyle degistirilmistir. Uciincii tek tel disinda, bagirsak tellerin yerine
naylon teller kullanilmistir; Gigtincti tel ise 6zgtin yapisini korumugtur.

Ses, ebonit bir mizrap araciligyla tiretilmektedir. Calgi, yumugak ve kadifemsi tinisiyla ayirt edilmekte; ek ve cift
vurus, G¢leme, staccato, pizzicato, arpej, tremolo ve glissando gibi genis bir icra teknikleri yelpazesinin kullanilmasina
olanak saglamaktadir. Geleneksel Afgan rubabindan farkli olarak modernlestirilmis calg, yalnizca Ozbek klasik
miiziginin degil, cagdas Ozbek bestecilerinin eserlerinin ve Bat klasik miizigi repertuvarinin da icrasina uygundur
(Tashmatova, 2014).

Bu 6nemli gelistirmelere ragmen bazi ergonomik giicliikler ¢oztilememistir. Calginin gévdesinin kendine 6zgii
bigimi nedeniyle icracilar, klavyenin en iist pozisyonlarina ulasmakta ciddi zorluk yagamustir. Ust bélgede ¢alabilmek
icin temel destek noktasi olan sol el bagparmaginin sapin tizerinde kalmasi gerekmekteydi. Ancak uygulamada icracilar
¢ogu zaman bagparmaklarini agagr indirmek zorunda kalmug; bu durum dogru ¢alim pozisyonunun bozulmasina,

entonasyonun kesinligini yitirmesine ve ses kalitesinin diigmesine yol agmustur.

Fotograf 12. Bes telli Afgan rubabi (Tashmatova, Fotograf 13. Modifiye edilmis yedi telli Afgan
2023,s.29) rubabi (Tashmatova, 2023, s. 29)

Fotograf 12-13’te ele alinan tarihsel, yapisal ve icraya iliskin ozellikler, rubab cesitleri arasindaki ortak yonleri ve
bolgesel farkliliklari ortaya koymaktadir. Bu iligkileri daha agik bigimde géstermek amaciyla, ¢alisgmada incelenen
calgilarin temel 6zellikleri Tablo 1’de kargilagtirmali olarak 6zetlenmistir.
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Tablo 1. Orta Asya rubab ¢esitlerinin kargilagurmali 6zellikleri

Rubab ¢esidi Cografi iligki Govde yapist Ses tablast Teller fcra teknigi Ayirt edici 6zellik
Afgan rubabt Ozbekistan, Yan oyuklara ve kisa sapa sahip | Ust boliim deri, alt | Geleneksel biciminde bes | Yatay konumda | Zengin ve yumusak ting Buhara ve
Afganistan, derin, kama bi¢imli gévde boliim ahsap ana tel ve rezonans telleri mizrapla ¢alinir | Tacik rubablariyla yakindan iligkilidir
Tacikistan
Buhara rubab: Buhara ve | Esit olmayan iki bolime | Deri ve ahgap ses | Tarihsel —modele goére | Yatay konumda | Literatiirde siklikla Afgan rubabiyla
Semerkant ayrilmis bityiik ve derin gévde tablalar degisir mizrapla ¢alinir | yapisal olarak 6zdeg veya yakindan iligkili
kabul edilir
Tacik rubab: Tacikistan ve Orta | Afgan/Buhara tiirtine benzer Deri kaplt rezonans | Ana teller ve rezonans | Mizrap teknigi Cogu zaman Afgan/Buhara rubab
Asya bolimii telleri ailesinin bélgesel bir adlandirmasi olarak
degerlendirilir
Pamir rubobu Pamir bolgesi Esit olmayan béliimlereayrilmis | Ust boliim  deri, alt Incelenen drnekte alt icra Yatay konumda Incelenen ornegin Buhara’dan getirilmis
derin gévde boliim ahgap teli ve dokuz rezonans teli | calinir olabilecegi ditgtiniilmektedir
Hint rababi Hindistan Yan oyuklara sahip derin, kama | Deri ses tablas Incelenen kaynaklarda | Mizrap teknigi Afgan rubabiyla giiclii yapisal benzerlik
bi¢imli gévde tutarlt bi¢imde gosterir
belirtilmemistir
Kesmir rababi Kesmir Afgan rubabina benzer dig | Deri kapli  gdvde | Modele gore degisir Yatay konumda | Gériinis, calim pozisyonu ve ses {iretimi
goriiniig ve yapisal tasarim bolimii mizrapla ¢alinir | bakimindan Afgan rubabma btyiik
Sl¢tide benzer
Sarangi Kuzey Hindistan Tek parga agagtan oyulmus | Deri ses tablast Birden fazla melodi ve | Dikey konumda | Bazi yapisal benzerlikler tagimasina
govde rezonans teli yayla ¢alinir ragmen icra teknigi bakimindan temel
olarak ayrilir
Modernlegtirilmis Afgan Ozbekistan Uzaulmis sap, kisaltlmug ikinci | Degistirilmis yapi Kromatik sistem; rezonans | Mizrap teknigi On iki esit aralikli tampere sisteme ve
rubabi rezonans bolmesi ve telleri ¢ikarilmigtir ¢agdas repertuvara uyarlanmugtir
genisletilmis govde
Modifiye edilmis yedi Ozbekistan Ergonomik olarak yeniden | Modernlegtirilmig Yedi tel Mizrap teknigi Genisletilmis ses alani, tist pozisyonlara
telli Afgan rubabi tasarlanmig govde ve sap rezonans yapisi daha kolay erisim ve arurilmig teknik
serbestlik

Not. Kargilastirma; Fitrat, Belyaev, Avedova, Karomatov, Vyzgo, Kasliwal, Alender, Petrosyants ve Tashmatova tarafindan sunulan betimlemeler ile gorsel materyallere dayanmakrtadir. Stniflandirmalar, kesin etnik kategoriler olarak degil, organolojik ve
tarihsel iligkiler olarak degerlendirilmelidir.
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Sonug
Bunun sonucunda miizisyenler, ¢alginin teknik ve sanatsal potansiyelini tam olarak kullanamamugtir. Saf ve rezonansli

bir ses elde edebilmek i¢in icracilar ¢ogu zaman bedenlerini dogal olmayan bi¢imde sola dogru egmek zorunda kalmug;
bu durum fiziksel rahatsizliga yol agmis ve teknik hareket 6zgtirlagtinii sinirlandirmistir. Bu eksikliklerin giderilmesi
gereksinimi, ¢agdas profesyonel icranin taleplerini karsilamak tizere bilimsel temellere dayali bi¢imde gelistirilmis
modifiye bir Afgan rubabinin ortaya ¢tkmasina yol agmigtir.

Bu yeniligin temel amact, hem 6grenciler hem de konser icracilart igin tasarlanmig, bilimsel temellere dayali modifiye
bir Afgan rubabini gelistirmek ve profesyonel icra pratiginde yaygin bi¢imde kullanima sunmakti (Tashmatova, 2023).
Yeni ¢algs; en yiiksek diizeyde ergonomik rahatlik, iistiin ses tiretimi, genisletilmis bir ses alan1 ve belirgin bi¢imde
gelistirilmis teknik ve sanatsal olanaklar saglayacak sekilde tasarlanmistir. Bu hedeflere ulasmak amaciyla geleneksel beg
telli Afgan rubabi, ¢agdas mizik icrasinin gerekliliklerine tam olarak kargilik veren yedi telli bir calgiya
dontgtiirilmigtir. Boylece icracilarin st bolgelerdeki pasajlart serbestge ¢alabilmeleri ve stirekli olarak yiiksek ses
kalitesini koruyabilmeleri miimkiin héle gelmistir.

Anvar Lutfullaev ve Tamara Solomonova, Ozbek Halk Miizik Qalgilar: adli egitimsel ve ydntemsel el kitabinda,
Afgan rubabi ile Kaggar rubabint Ozbekistan’daki profesyonel miizik egitimi sisteminde kullanilan baglica rubab
gesitleri olarak tanimlamaktadir. Yazarlar Afgan rubabin: su sekilde agiklamaktadir: “Giintimiizde Ozbekistan’da
kullanilan Afgan ya da Buhara rubaby, yan oyuklara sahip biiyiik, derin ve kama bigimli bir gévde ile yuvarlak bir burgu
kutusuyla sonlanan kisa bir saptan olusmaktadir” (Lutfullaev & Solomonova). Cagdas Ozbek egitim literatiiriinde yer
alan bu tanimlama, Afgan ve Buhara rubablar1 arasindaki yakin iligkiyi bir kez daha dogrulamakta ve bu ¢alginin yapisal
ozelliklerine iligkin yerlesik bilimsel gelenegi yansitmaktadur.

Boylece Afgan rubabinin temsili bir 6rnek olarak ele alindigr Orta Asya rubab gesitlerinin tarihsel gelisiminin
incelenmesi, ¢algt icrasinin titkenmez sanatsal potansiyelini ve stirekli genisleyen ifade olanaklarini ortaya koymaktadir.
Calginin ses alaninin genisletilmesi, ses alaninda daha 6zgiir hareket etmeyi saglamakta, icra rahatligint arurmakta ve
daha dogru ve incelikli bir entonasyona imkan vermektedir. Bunun sonucunda modifiye edilmis Ozbek halk miizik
calgilari, cagdas muzik icrasinin hemen her alaninda giderek daha 6nemli bir konum kazanmistir. Bu ¢algilarin teknik
olanaklari, yalnizca geleneksel halk ve klasik repertuvarin degil, Ozbek bestecilerin biiyiik lgekli eserlerinin ve diinya
miizik kiltiriiniin bagyaprtlarinin da icra edilmesini miimkiin kilmaktadir. Ozbek halk miizik calgilarinin
modifikasyonuna yénelik yaraticr siirecin bagariyla devam ettigi ve 6nemli bir gelecek potansiyeline sahip oldugu
sdylenebilir. Cagdas miizisyenler tarafindan iistiin bir sanat anlayistyla icra edilen modifiye Ozbek milli calgilari, yirmi
birinci yiizyilda Ozbekistan’in milli miizik sanatinin daha da gelistirilmesindeki en umut verici yénlerden birini temsil
etmektedir (Tashmatova, 2026).

Ozbek halk miizik calgilarinin modifiye edilmesi siirecinin éziinde siirekli ve titkenmez bir nitelik tagidigt
vurgulanmalidir. Devam eden iyilestirmeler, geng icracilarin saygin uluslararast yarigmalara bagariyla katilmalari,
ddiiller kazanmalart ve Ozbekistan’in milli miizik kiiltiiriinii diinyanin 6nde gelen konser sahnelerinde temsil etmeleri
icin yeni olanaklar yaratmaktadir. Ayni zamanda Ozbek halk mizik calgilari, gelecekte yapilacak miizikolojik,
organolojik ve etnomiizikolojik aragtirmalar i¢in paha bigilmez bir kaynak olugturan temel bir sanatsal ve kiiltiirel miras
olma 6zelligini stirdiirmektedir. Bu ¢algilarin tarihsel evrimi, yapisal gesitliligi ve genisleyen icra potansiyeli, yeni
bilimsel aragtirmalar i¢in verimli bir zemin sunmaya devam etmektedir.

Bu calgilar arasinda modifiye edilmis Afgan rubab: 6zellikle 6nemli bir konuma sahiptir. Tarihsel dzgiinliigi
modern teknik ve akustik olanaklarla birlegtiren bu ¢algi, yirmi birinci ytizyilda Ozbekistan’in milli miizik kiltiriiniin

daha ileri diizeyde gelistirilmesine katki saglayan &ncelikli ¢algilardan biri hiline gelmistir.
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This study examines the historical development, structural characteristics, and modernization of the
Afghan rubab within the broader context of Central Asian and Turkic musical culture. Drawing on
historical sources, organological studies, visual materials, museum specimens, and the author’s own
scholarly and practical investigations, the article compares the Afghan rubab with related regional
varieties, including the Bukhara, Tajik, Pamiri, Indian, and Kashmiri rubabs, as well as the sarangi.
The comparative analysis focuses on body construction, soundboard materials, string systems,
playing position, sound production, and performance technique. The findings reveal that the
Afghan rubab shares substantial structural and functional similarities with the Bukhara and Tajik
rubabs, particularly in its deep wedge-shaped body, lateral recesses, short neck, leather-covered
resonating section, and horizontal plectrum technique. The Pamiri and Kashmiri varieties also
display notable similarities in body form, playing position, and string organization, while the Indian
rabab shows close structural affinities. By contrast, the sarangi differs fundamentally in its vertical
playing position and bowed performance technique. These comparisons support the view that the
Afghan rubab should be understood as part of an interconnected Central Asian rubab family rather
than as an instrument belonging exclusively to a single national tradition. The study further traces
the modernization of the instrument in Uzbekistan, including changes in neck length, fret structure,
tuning mechanisms, string materials, tonal range, and ergonomic design. Particular attention is given
to the modified seven-string Afghan rubab, which provides easier access to the upper register,
improved intonation, greater technical freedom, and expanded performance possibilities. The study
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concludes that the historical continuity and modern transformation of the Afghan rubab contribute
significantly to contemporary performance, music education, orchestral practice, and the
preservation of Turkic musical heritage
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Introduction

Musical instruments constitute an invaluable cultural heritage of the peoples of the world. Distinguished by their
unique forms, exquisite ornamentation, diverse timbral characteristics, and performance techniques, they form a
fundamental layer of the national musical culture of Uzbekistan. Within the spiritual heritage of the Uzbek people,
musical instruments occupy a central place both in professional performance practice and in everyday life. Over the
course of many centuries, through the efforts of numerous generations, they have evolved into an important aesthetic
value that is of considerable interest not only to scholarship but also to contemporary musical creativity. The
modernization and modification of national musical instruments in accordance with the requirements of
contemporary performance practice have played a significant role in the historical development of folk instrumental
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culture. Particularly illustrative in this respect are the Afghan rubab and the Kashgar rubab, which represent the most
widely used Central Asian varieties of the rubab in modern performance practice and music education.

Photo 1. Afghan rubab (Ergashev, 2004:1)

One of the most widespread plucked string instruments of the Uzbek people is the Afghan rubab, whose origins
and historical development date back to remote antiquity. Numerous legends, myths, and narratives exist concerning
the emergence of the Afghan rubab. One such legend was published by the Uzbek performer and professor of the
Department of Folk Instrument Performance at the State Conservatory of Uzbekistan, Gulyamkadir Ergashev, in his
instructional manual devoted to the Afghan rubab.

According to this legend, the only daughter of the Khan of Bukhara fell gravely ill, and none of the renowned
physicians was able to cure her. The Khan therefore proclaimed: “Whoever heals my daughter shall marry her and
receive half of my kingdom.” (Ergashev, 2004). Shortly thereafter, a handsome young man originally from the city of
Balkh in Afghanistan, who was then living in Bukhara, approached the Khan and requested permission to treat the

princess. Although the Khan regarded him with considerable skepticism, he nevertheless granted his request.

Photo 2. Afghan rubab (From a personal archive of Tashmatova A.)

Rather than approaching the princess directly, the young man first spoke with her closest companion and asked
about the princess's daily life. The companion replied that the princess occupied herself with nothing, spoke to no one,
never smiled, and spent her days gazing at a peacock, admiring the splendor of its brilliant feathers whenever it spread
them. She repeatedly lamented: “If only this peacock could sing, it would heal my suffering.”(Ergashev, 2004).
Having learned this, the young craftsman returned to his workshop and created an extraordinary musical instrument—
a rubab whose appearance closely resembled that of a peacock. It was decorated with vivid colors, its tuning pegs
resembled peacock feathers, and its timbre approached the expressive qualities of the human voice. Taking the newly
created instrument with him, he entered the Khan's palace, silently seated himself beside the princess, and began
performing melodies of exceptional beauty. The princess listened attentively, gradually began to smile, and eventually
entered into conversation with the gifted young musician.

The method of music therapy proposed by the talented craftsman, based upon the daily experience of listening to
the rubab, proved remarkably effective. Within only a few days the princess recovered, regained her emotional balance,
and became even more beautiful than before. Witnessing this miraculous transformation, the astonished Khan fulfilled
his promise: he gave his daughter in marriage to the musician and granted him half of his kingdom.

The inventor of the remarkable musical instrument lived a long and happy life with the princess. Their descendants
continued to perform on the rubab in Bukhara for many years, further improving the instrument created by their
father, who also continued his practice of healing people through music performed on his miraculous rubab.
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Proceeding from this tradition, distinguished Uzbek performers, instrument makers, and educators—including T.
Zufarov and G. Ergashev—emphasized that the sound of this instrument possesses the power to heal emotional
suffering, expressing the deepest cries, sighs, and lamentations of the human soul. For this reason, they referred to it as
the instrument that "expresses the lament of the soul". Owing to an inaccurate translation into Russian, however, the
instrument continues to be known as the Afghan rubab, despite the fact that, according to this legend, its invention
belonged to a master musician from Bukhara. Consequently, from both historical and scholarly perspectives, it appears
more appropriate to refer to this instrument as the Bukhara rubab.

Historical evidence presented in numerous scholarly sources likewise supports the conclusion that the origin of the
Afghan rubab cannot be directly attributed to the Afghan people. Particularly noteworthy in this regard are the
reflections of Abdurauf Fitrat in his book Uzbek Classical Music and Its History, where he cites information from an

anonymous historical treatise stating that the rubab first appeared in Khorezm during the reign of Muhammad

Khorezmshah.

Photo 3. Sarangi (Fro a personal archive of Tashmatova A.)

Fitrat further writes that in the 1920s an instrument brought from India, known as the sarangi, resembled the
rubab and initially led him to an erroneous conclusion (Fitrat, 1993). In a number of historical and reference
publications, this instrument is indeed identified as the sa7angi. The organologist Israel Alender, in his monograph
Musical Instruments of India, describes it as follows: “The sarangi is a classical bowed string instrument, widespread
primarily in Northern India. It is carved from a single piece of wood and features a leather soundboard with a bridge
attached to it”(Alender, 1979). In terms of its method of construction and structural design, the instrument displays
certain similarities with the Afghan rubab; however, unlike the latter, it is played with a bow rather than a plectrum.
The playing position also differs considerably: whereas the rubab is performed in a horizontal position, the sarangi is
held vertically.

Fitrat further emphasizes: “Subsequently, I came across the treatise Risolai Musigiy by Darvish Ali, in which it is
stated that this instrument was crafted in Balkh during the reign of Muhammad Khorezmshah and subsequently
developed in Khorezm”(Fitrat, 1993). According to Fitrat's description, the body of the instrument consists of four
principal components: the upper and lower sections of the body, a short neck, and a pegbox. The body and neck are
carved from a single block of wood, whereas the pegbox is manufactured separately and attached to the neck. The
upper and lower sections of the body are separated by lateral recesses measuring approximately 2.5 cm. The upper
section is 21 cm in length and 18 cm in width and is covered with deer or goat skin. The lower section measures 28 cm
in length and 10 cm in width. The narrowing section connecting the body to the neck measures approximately S cm.
A thin wooden soundboard is attached to the lower section of the body, while the bridge is positioned approximately
four finger-widths above the bottom of the instrument (Fitrat, 1993).

Professor Alexander Semenov, in his monograph The Central Asian Treatise on Music by Darvish Ali (17th

Century), observed: “The rebab is a string instrument which, according to our author, became widespread in Central
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Asia during the reign of Sultan Muhammad Khorezmshah (596/1200-617/1220), shortly before the Mongol invasion
led by Genghis Khan. During this period there lived at the Khorezmshah's court the unparalleled rebab virtuoso Ustad
Mahmud. Following the collapse of Muhammad Khorezmshah's empire, he migrated to Asia Minor, where he found
refuge under the patronage of the celebrated Persian poet Jalal al-Din Rumi (d. 1273), himself a native of Central Asia.
Foraperiod, Ustad Mahmud performed at Rumi's court and enjoyed the poet's profound esteem. The rebab possessed
five strings, four made of silk and one of silver”(Semenov, 1946).

Thus, Fitrat's description of the instrument corresponds almost completely to the construction of the Afghan
rubab represented by the unique museum specimen crafted by an unknown Bukhara master, preserved under
inventory number 1672 in the Museum of Musical Instruments of the National Musical Instruments Scientific and

Experimental Laboratory (M7lliy Cholg‘n) of the State Conservatory of Uzbekistan.

Photo 4. Structural Features of the Afghan Rubab (Avedova,1966: 71)

In his monograph Musical Instruments of Uzbekistan, Viktor Belyaev likewise emphasizes the distinctive
construction of the Indian rabab: “The principal distinguishing feature of the Indian rabab, in comparison with all
other string instruments widespread in Uzbekistan, lies in its shape. Viewed from above, the instrument resembles a
sharply pointed wedge with a rounded lower section. Approximately one-third of the distance from the lower end are
two deep lateral recesses. The body is exceptionally deep, its depth exceeding its width by almost one and a half times”
(Belyaev, 1933).

Based on Belyaev's detailed description, it may reasonably be concluded that the construction of the Indian rabab
bears a remarkable resemblance to that of the Afghan rubab. Such similarity appears entirely natural, since the history
of the Afghan rubab is characterized by a highly complex evolution, continuously enriched through the emergence of
new historical evidence, scholarly interpretations, and research hypotheses.

Particularly significant in this regard is Nina Avedova's monograph The Art of Decorating Uzbek Musical
Instruments, in which she provides the following description: “The Afghan rubab, also known as the Bukhara or Tajik
rubab, is an instrument widely distributed throughout Uzbekistan, Afghanistan, and Tajikistan. Among Uzbek fretted
plectrum instruments, it is distinguished by its characteristic form, closely associated with Afghan and Indian musical
instruments. The instrument consists of a large elongated wooden resonating body whose depth exceeds its width by
almost one and a half times, and a short neck slightly bent backward with a thick rounded shaft. The broader lower
section of the body is rounded, while somewhat above this section, without reaching the middle of the body, there are
two deep lateral recesses resembling the horn-shaped curves of the Kashgar rubab. The membrane is made of leather.
The instrument possesses five principal gut strings together with ten sympathetic metal strings, the tuning pegs of

which are inserted along the body”(Avedova, 1966).
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Photo 5. Kashmiri rabab (Cataldg of the exhibition of Indian

Avedova's profound analysis of the structural characteristics of the Afghan rubab and her effort to identify its
similarities with the Bukhara, Tajik, Indian, and Kashgar varieties provide substantial grounds for concluding that the
Afghan rubab is, in essence, the b uk h a r a rubab. This conclusion becomes increasingly convincing in light of the
continuing historical discoveries and new scholarly concepts concerning the origin and development of this
instrument, research that continues to evolve within contemporary musicology.

It should be emphasized that contemporary historical musicology continues to reveal new evidence concerning the
origin and evolution of musical instruments, thereby broadening and enriching our understanding of their historical
development. Of particular scholarly interest in this respect is the work of the performer and researcher S. Kasliwal,
who describes the Kashmiri rabab as an instrument virtually identical to the Afghan rubab in its outward appearance,
structural design, playing position, and method of sound production. The earliest known written reference to the
rabab appears in the treatise Sangit Parijaat, composed around 1650. Nevertheless, the name of the instrument occurs
considerably earlier in literary sources. For example, the poetry of Jayasi and Kabir contains numerous references to
the rabab (Kasliwal, 2001).

Itis noteworthy that in 2003, an exhibition of Indian musical instruments from the Museum of the Sangeet Natak
Akademi was organized in the Museum of Musical Instruments of the State Conservatory of Uzbekistan. Among the
exhibits was the Kashmiri rabab, which has preserved both its aesthetic significance and its relevance in musical
performance practice in the twenty-first century.

Equally deserving of attention is the scholarly concept proposed by the distinguished musicologist Professor
Fayzulla Karomatov in his monograph Uzbek Instrumental Music, in which he demonstrates the close relationship
between the Afghan, Tajik, and Bukhara rubabs: “Among the group of plectrum instruments, the Afghan (or Tajik,
Bukhara) rubab occupies a special place because of both its distinctive external form and its remarkably rich timbral
qualities. It became especially widespread in Bukhara and Samarkand. At present, it may also be encountered in several
other cities of Uzbekistan, including Tashkent, primarily among musicians who migrated there from
Bukhara”(Karomatov, 1972).

Karomatov further characterizes the construction of the Afghan rubab as follows: “The Afghan, or Bukhara, rubab
currently widespread in Uzbekistan consists of a large, deep, wedge-shaped body with lateral recesses and a short neck

terminating in a rounded pegbox”(Karomatov, 1972).
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Photo 6. Side View of the Afghan Rubab Photo 7. Rear View of the Afghan Rubab
(Karomatov,1972: 142) (Karomatov,1972: 141)

These observations once again demonstrate that the instrument traditionally referred to as the Afghan rubab
possesses the principal structural characteristics of what many scholars identify as the Bukhara rubab. In her
fundamental monograph Musical Instruments of Central Asia, Tamara Vyzgo introduced the concept of the Central
Asian rubab, formulating it on the basis of an extensive study of medieval Central Asian miniature paintings. She

writes:

Photo 8. Central Asian rubab (Vyzgo, 1980: )

“A typical example of the Central Asian rubab is found in a mid-sixteenth-century miniature by the artist
Muhammad Murad Samarqandi from a manuscript of the Shabnameb (Institute of Oriental Studies of the Academy
of Sciences of the UzSSR, No. 1811, fol. 65a), depicting Kay Kavus surrounded by his attendant. The rubab performer
portrayed in the miniature is entirely consistent with the overall artistic conception of the composition. It may be
assumed that the instrument held by the musician likewise represents a typical example of the folk musical instruments
of medieval Samarkand. As in the case of the modern Bukhara rubab, the body of the instrument is divided into two
unequal sections, one covered with parchment and the other with a wooden soundboard. It also possesses a
comparatively short neck terminating in a backward-curving pegbox. Furthermore, the medieval musician holds the
instrument in exactly the same manner as contemporary rubab performers—horizontally across the knees, striking the
strings with a plectrum” (Vyzgo, 1980).

Vyzgo further observes that: “In the Pamir region there also existed a more highly developed variety of the rubab,
presently known as the ‘Afghan’ rubab. This instrument possesses a very deep body divided by a transverse recess into
two unequal sections. The upper, broader section is covered with leather, while the lower, narrower and longer section

is fitted with a wooden soundboard. The instrument has six playing strings and nine sympathetic strings with laterally
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positioned tuning pegs. Its richly ornamented body bears witness to the remarkable craftsmanship of wood carving.
The instrument was acquired by Zarubin in Shughnan, on the Panj River. It differs so substantially from the other
rubabs described-both in construction and craftsmanship-that one may reasonably assume its foreign origin with
respect to the Pamir region. Most likely, it reached Shughnan from Bukhara, where it was, at that time as well as today,
exceptionally popular” (Vyzgo, 1980). Vyzgo's detailed description provides convincing evidence that the structural
characteristics of the so-called Afghan rubab correspond closely to those of the Bukhara rubab and confirm the identity
of their performance practice.

Additional evidence concerning the regional varieties of the rubab is presented in the monograph The Musical Art
of the Pamirs by F. Karomatov and N. Nurdzhanov: “In the past, another variety of the rubob, known as the Kabul
rubob (rubobi qobuli), was widespread in several large settlements” Karomatov, 1972). In describing this instrument,
the authors include an important note: “It is possible that the term refers to the ‘Afghan’ (Bukhara, Tajik) rubob”
(Karomatov, 1972). This observation provides further support for the hypothesis advanced in the present study
concerning the existence of numerous interconnected varieties of the Central Asian rubab.

Particularly significant are the views expressed by Tukhtamurod Zufarov, Candidate of Philological Sciences and
eldest son of the distinguished Uzbek master instrument maker Usta Usman Zufarov. In his book The Instrument and
the History of Its Manufacture, dedicated to the life and creative activity of his father, he writes: “Since ancient times,
the population of Balkh consisted not of Afghans but primarily of Turkic peoples, including Uzbeks. From antiquity

they were engaged in the manufacture of national musical instruments” (Zufarov, 2014).

Photo 9. Usta U.Zufarov Crafting an Afghan Rubab (Zufarov T, 2014: 97)

Zufarov further emphasizes: “Musical instruments are not named after a particular nation or ethnic group, but
rather according to their distinctive characteristics. Consequently, when we use the term ‘Afghan rubab’, we should
notassume that the instrument belongs exclusively to the Afghan people. Owing to its exceptionally expressive timbre,
capable of conveying the most subtle movements of the human soul, such a designation cannot be regarded as
historically precise” (Zufarov, 2014).

This interpretation once again supports the conclusion that the designation Afghan rubab should be understood
primarily as a historical and organological term rather than as an ethnically determined one.

Since ancient times, the Afghan rubab has remained one of the most beloved musical instruments among the
peoples of Central Asia and numerous countries of the East. It is significant that many celebrated virtuoso performers
were known by the honorary epithet Rubobi, reflecting their outstanding mastery of this instrument. During the era
of the Great Silk Road, merchants frequently presented the instruments they themselves performed on as
commemorative gifts to lovers of music. In this way, they introduced the musical instruments of the peoples of the
East to distant regions and made an important contribution to the dissemination and development of national musical

cultures.
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Photo 10. Modernized Afghan Rubab Photo 11. Modified Afghan Rubab
(Tashmatova, 2006: 54) (Tashmatova, 2023: 32)

Uzbek master instrument makers creatively assimilated the achievements of world organology, carefully studying
the constructional principles of musical instruments developed throughout the countries of the East and
reinterpreting them in accordance with the performance requirements of their own historical period. Their selection
of construction materials was determined by considerations of quality and acoustic efficiency, including various
species of wood, leather, strings, tuning pegs, and plectra, all of which underwent continuous refinement as
technologies of instrument modernization evolved.

These essential aspects of folk instrument construction have been examined not only by Uzbek scholars but also
by researchers from other countries of the Turkic world. Particularly noteworthy in this regard is the organological
study the Folk Musical Instruments of Azerbaijan by Saadat Abdullayeva (Abdullayeva, 2000), in which the author
provides a detailed analysis of the materials used in the manufacture of musical instruments and demonstrates their
decisive influence on tonal quality. Abdullayeva's comprehensive investigation substantially broadens the
methodological foundations of contemporary ethnomusicology while simultaneously contributing to the enrichment
of the timbral palette, expressive potential, and technical capabilities of instrumental performance.

It should also be noted that similar processes unfolded in Azerbaijan during the 1930s, when comprehensive work
aimed at the improvement and modernization of traditional folk instruments was carried out (Kerimov, 1959). These
developments significantly strengthened intercultural contacts between Uzbekistan and Azerbaijan and intensified
artistic interaction in the sphere of instrumental performance. The close affinity between the musical instruments of
the Uzbek and Azerbaijani peoples made it possible to incorporate Azerbaijani folk melodies, arrangements,
transcriptions, and original compositions by Azerbaijani composers into concert repertoire as well as educational
curricula.

Owing to the artistry of performers and the dedication of numerous enthusiasts, the Afghan rubab continued to
evolve, acquiring new timbral qualities and undergoing gradual structural modifications intended to improve
performance convenience. Throughout its historical development, the instrument passed through several successive
stages of refinement. During the 1940s, the Afghan rubab was substantially modernized by the Honoured Artist of
Uzbekistan, Professor Ashot Petrosyants, together with the instrument designer Savely Didenko. In his fundamental
work Instrumentology. Uzbek Folk Musical Instruments, Petrosyants characterizes the reconstructed instrument as
follows: “The reconstructed Afghan rubab, like the Kashgar rubab in terms of its sound range, occupies the middle
register”’(Petrosyants, 1990).

This description refers specifically to the modernized instrument, whose construction differs in several respects
from the traditional model. In adapting the instrument to the requirements of contemporary performance practice,
the neck was lengthened and fitted with fixed frets. Consequently, the second wooden resonating chamber located
beyond the lateral recess was shortened. The front section of the body became wider, while the instrument's pitch
organization was transformed into a fully chromatic system based on twelve-tone equal temperament. Unlike the

traditional Afghan rubab, the reconstructed version no longer contains sympathetic strings (Tashmatova, 2006).
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The original wooden tuning pegs were replaced with mechanical tuning machines. Gut strings were substituted
with nylon strings, with the exception of the third single string, which retained its original construction.

Sound is produced by means of an ebonite plectrum. The instrument is distinguished by its soft, velvety timbre
and permits the use of a broad spectrum of performance techniques, including single and double strokes, triplets,
staccato, piggicato, arpeggio, tremolo, and glissando. Unlike the traditional Afghan rubab, the modernized instrument
is suitable not only for the performance of Uzbek classical music but also for compositions by contemporary Uzbek
composers as well as works from the Western classical repertoire (Tashmatova, 2014).

Despite these important improvements, certain ergonomic difficulties remained unresolved. Owing to the
distinctive shape of the instrument's body, performers experienced considerable difficulty in reaching the highest
positions of the fingerboard. In order to play in the upper register, the thumb of the left hand-which serves as the
principal point of support—had to remain above the neck. In practice, however, performers were often compelled to
lower the thumb, thereby violating the correct playing position and resulting in imprecise intonation and reduced

sound quality.

Photo 12. Five-String Afghan Rubab Photo 13. Modified Seven-String Afghan
(Tashmatova, 2023: 29) Rubab (Tashmatova, 2023: 29)

The historical, structural, and performance-related characteristics discussed above reveal both the shared features
and the regional differences among the rubab varieties. To present these relationships more clearly, the principal
characteristics of the instruments examined in the study are summarized comparatively in Table 1.

207



Table 1. Comparative characteristics of central Asian rubab varieties

Central Asia

type

resonating section

strings

Rubab variety Geographic Body structure Soundboard Strings Playing Distinctive feature
association technique

Afghan rubab Uzbekistan, Deep, wedge-shaped body with Leather upper sectionand | Five principal strings and Played horizontally | Rich, soft timbre; closely associated with the
Afghanistan, lateral recesses and short neck wooden lower section sympathetic strings in the with a plectrum Bukhara and Tajik rubabs
Tajikistan traditional form

Bukhara rubab Bukhara and Large, deep body divided into two Leather and wooden Varies by historical model Played horizontally | Frequently identified in the literature as
Samarkand unequal sections soundboards with a plectrum structurally identical or closely related to the

Afghan rubab
Tajik rubab Tajikistan and Similar to the Afghan/Bukhara Leather-covered Principal and sympathetic Plectrum technique | Often treated as a regional designation of the

Afghan/Bukhara rubab family

Pamiri rubob

Pamir region

Deep body divided into unequal

sections

Leather upper section and
wooden lower section

Six playing strings and nine
sympathetic strings in the cited

Played horizontally

The examined specimen was considered
possibly imported from Bukhara

example
Indian rabab India Deep wedge-shaped body with Leather soundboard Not consistently specified in Plectrum technique | Strong structural resemblance to the Afghan
lateral recesses the cited sources rubab
Kashmiri rabab Kashmir Similar external form and structural | Leather-covered body Varies by model Played horizontally | Closely resembles the Afghan rubab in
design to the Afghan rubab section with a plectrum appearance, playing position, and sound
production
Sarangi Northern India Carved from a single block of wood | Leather soundboard Multiple melody and Played vertically Structurally similar in some respects, but
sympathetic strings with a bow differs fundamentally in playing technique
Modernized Afghan | Uzbekistan Lengthened neck, shortened second | Modified construction Chromatic system; Plectrum technique | Adapted to twelve-tone equal temperament
rubab resonating chamber, widened body sympathetic strings removed and contemporary repertoire
Modified seven- Uzbekistan Ergonomically redesigned body and | Modernized resonating Seven strings Plectrum technique | Expanded range, easier access to upper
string Afghan rubab neck structure positions, and improved technical freedom

Note. The comparison is based on the descriptions and visual materials presented by Fitrat, Belyaev, Avedova, Karomatov, Vyzgo, Kasliwal, Alender, Petrosyants, and Tashmatova. The classifications should be interpreted as organological and historical

associations rather than rigid ethnic categories.
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Conclusion
Consequently, musicians were unable to realize the full technical and artistic potential of the instrument. In order to

produce a pure, resonant tone, performers frequently had to lean their bodies unnaturally toward the left side, creating
physical discomfort and limiting technical freedom. The necessity of overcoming these shortcomings naturally led to
the scientifically grounded development of a modified Afghan rubab, designed to satisty the demands of modern
professional performance.

The principal objective of this innovation was to create and introduce into widespread professional practice a
scientifically designed modified Afghan rubab intended for students and concert performers alike (Tashmatova,
2023). The new instrument was conceived to provide maximum ergonomic comfort, superior sound production, an
expanded tonal range, and significantly enhanced technical and artistic capabilities. To achieve these aims, the
traditional five-string Afghan rubab was transformed into a seven-string instrument, fully corresponding to the
requirements of contemporary musical performance and allowing performers to execute passages in the upper register
freely while maintaining consistently high sound quality.

In the educational and methodological manual Uzbek Folk Musical Instruments, Anvar Lutfullaev and Tamara
Solomonova identify the Afghan rubab and the Kashgar rubab as the principal varieties of the rubab employed within
Uzbekistan's system of professional music education. Characterizing the Afghan rubab, the authors note: “The
Afghan, or Bukhara, rubab currently used in Uzbekistan consists of a large, deep, wedge-shaped body with lateral
recesses and a short neck terminating in a rounded pegbox” (Lutfullaev & Solomonova). This description, presented
in contemporary Uzbek educational literature, once again confirms the close relationship between the Afghan and
Bukhara rubabs and reflects the established scholarly tradition concerning the structural characteristics of this
instrument.

Thus, an examination of the historical development of the Central Asian varieties of the rubab, using the Afghan
rubab as a representative example, reveals the inexhaustible artistic potential and continually expanding expressive
possibilities of instrumental performance. The extension of the instrument's range ensures greater freedom in
navigating the sound space, facilitates comfortable performance, and provides more accurate and refined intonation.
Consequently, modified Uzbek folk musical instruments have acquired a position of increasing importance across
virtually every sphere of contemporary musical performance. Their technical capabilities make it possible to perform
not only traditional folk and classical repertoire but also large-scale works by Uzbek composers and masterpieces of
world musical culture. There is every reason to affirm that the creative process of modifying Uzbek folk musical
instruments continues successfully and possesses considerable future potential. The modified Uzbek national
instruments, performed with remarkable artistry by contemporary musicians, represent one of the most promising
directions in the further development of Uzbekistan's national musical art in the twenty-first century (Tashmatova,
2026).

It should be emphasized that the process of modifying Uzbek folk musical instruments is, in essence, continuous
and inexhaustible. Ongoing improvements create new opportunities for young performers to participate successfully
in prestigious international competitions, achieve prize-winning results, and represent Uzbekistan's national musical
culture on the world's leading concert stages. At the same time, Uzbek folk musical instruments remain a fundamental
artistic and cultural heritage, serving as an invaluable source for future musicological, organological, and
ethnomusicological research. Their historical evolution, constructional diversity, and expanding performance
potential continue to provide fertile ground for new scholarly investigations.

Among these instruments, the modified Afghan rubab occupies a particularly significant position. Combining
historical authenticity with modern technical and acoustic capabilities, it has become one of the priority instruments

contributing to the further development of the national musical culture of Uzbekistan in the twenty-first century.
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Bu aragtirmanin amacit, YouTube platformunda baglama egitimine yonelik icerik tireten
kanallarin egitim iceriklerini, 6gretim yaklagimlarini ve teknolojik-gorsel sunum
Szelliklerini inceleyerek dijital ortamda gergeklegtirilen baglama egitiminin mevcut
durumunu ortaya koymakuir. Aragtirma, nitel aragtirma yaklagimlarindan durum caligmasi
deseninde yiirtitiilmilg; aragtirma verilerinin elde edilmesinde dokiiman incelemesi
tekniginden yararlanilmigtr. Arasurmada Slgtit rnekleme yontemi kullanilarak beg
YouTube baglama egitimi kanali se¢ilmigtir. Arasurmada veri toplama araci olarak,
aragtirmacilar tarafindan geligtirilen YouTube Baglama Egitimi Igerik Kontrol Listesi
kullanilmigtir. Arasurma sonucunda, incelenen YouTube kanallarinda baglama egitiminin
agirlikli olarak tiirkii/eser 6gretimi ve uygulamali gosterimler tizerinden yurttildagi
belirlenmistir. Igerik boyutunda kisa sap baglama egitimi, baslangic diizeyi dersleri,
stisleme teknikleri, nota ve gérsel materyal kullanimi ile akort 6gretiminin 6ne ¢iktigs; orta
ve ileri diizey icerikler, uzun sap baglama egitimi, teknik egzersizler, ara gecis ¢aligmalar1 ve
solfej uygulamalarinin ise daha sinurh kaldigr goriilmiigtiir. Ogretim siirecinde szlii
aciklamalar ve uygulamali gosterimler yaygin bi¢imde kullanilirken, teknolojik ve gorsel
sunum agisindan yakin plan kamera ¢ekimlerinin dne ¢iktigy, birden fazla kamera agisinin
kullaniminin ise oldukga diisiik diizeyde kaldigs tespit edilmistir. Ayrica, Ttirk halk miizigi
icra geleneginin temel unsurlarindan biri olan yoresel tavir dgretimine incelenen kanallarin
hi¢birinde yer verilmedigi belirlenmigtir. YouTube’da baglama egitimine ydnelik
iceriklerin seviyelendirilmis bir 6gretim anlayisiyla yapilandirilmasi, teknik becerilerin
sistematik bi¢imde gelistirilmesi, teknolojik-gorsel sunum olanaklarmin daha etkin
kullanilmass, icerik tireticilerinin daha planli ve biitiinciil 6gretim icerikleri hazirlamasi ve
gelecekteki arasturmalarda dijital baglama egitiminin daha genig 6rneklemler tizerinden
incelenmesi dnerilmektedir.
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Miizik egitimi, yliz yiize etkilesim, gézlem, dinleme, taklit ve uygulamaya dayali yapist nedeniyle uzun yillar agirlikls

olarak 6gretici ile dgrenenin ayni fiziksel ortamda bulundugu, geleneksel olarak usta ¢irak yontemiyle &gretilen bir

egitim modeli icerisinde ytrttiilmustir. Ancak dijital teknolojilerin yayginlasmasi ve 6zellikle pandemi déneminin
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getirmis oldugu gesitli olumsuzluklarla birlikte ¢evrim i¢i 6grenme ortamlarinin egitim yagaminda daha gértintir hale
gelmesi, miizik ve ¢algr 6gretiminin gergeklestirildigi ortamlari da 6nemli Sl¢iide ¢esitlendirmigtir. Video, ses, grafik ve
diger ¢oklu ortam bilesenlerinin 6grenme siirecinde birlikte kullanilmasinin motivasyonu ve 6grenme ¢iktilaring
destekleyebildigi belirtilirken (Abdulrahaman ve digerleri, 2020), video tabanli 6gretimin etkisinin sunulan bilgiyle
birlikte bu bilginin gérsel ve pedagojik olarak nasil yapilandirildigina da bagli oldugu ortaya konulmugtur (Mayer ve
digerleri, 2020). Calg1 egitimi agisindan degerlendirildiginde ise teknolojinin yalnizca geleneksel 6gretimi destekleyen
yardimct bir ara¢ olmaktan ¢ikarak anlamli 6grenme deneyimlerinin olugturulmasinda pedagojik stirecin bir bilegeni
hiline geldigi gortilmektedir (Schiavio ve digerleri, 2020). Nitekim uzaktan ytriitiilen keman 6gretiminin teknik
gelisim ve performans bakimindan etkili sonuglar verebildigine iliskin bulgular da ¢algi 6gretiminin fiziksel sinifin
sinurlart diginda stirdiiriilebilecegini gostermektedir (Okan ve Arapgirlioglu, 2020).

YouTube, miizik ve calgi 6gretiminin dijital ortama taginmasinda 6ne ¢ikan platformlardan biri haline gelmistir.
Platformun videolar1 durdurma, tekrar izleme ve belirli boliimlere yeniden erisme olanagt sunmasi, Szellikle
uygulamaya dayali miizik 5gretimi agisindan Snemli §grenme firsatlart saglamaktadir (Karagorlu ve Bulut Ozek, 2024).
YouTube tizerinden gergeklestirilen piyano 6gretimini inceleyen A¢ikséz ve Giidek (2018), baglangigtan ileri diizeye
uzanan derslerin teknik ¢alisma, miizik teorisi, nota 6gretimi ve performans uygulamalariyla sistematik bi¢imde
yapilandirilabildigini gostermistir. Farkli ¢algilara yonelik YouTube videolarini inceleyen Uygun (2020) ise baglama
egitim videolarinin diger bazi galgilara gore yiiksek izlenme sayilarina erigtigini, ancak diizenli ders serileri ve sistematik
ogretim planlart agisindan eksiklikler bulundugunu belirlemigtir. Benzer bi¢imde Giilim (2023), YouTube’daki
keman 6gretim kanallarinda kanal organizasyonu, oynatma listeleri, igerik gesitliligi, video kalitesi ve kullanict
etkilesiminin dijital 6gretimin niteligiyle iligkili oldugunu ortaya koymustur. Baglama 6zelinde Atmaca ve Gerekten
(2023) de 6grencilerin YouTube’u ders tekrari, yeni eser 6grenme, teknik sorunlara ¢6ziim bulma ve farklr icracilari
gozlemleme amaciyla kullandiklarini belirlemistir. Biitiin bu galigmalar birlikte degerlendirildiginde YouTube un artik
mizik performanslarinin paylasildigr bir platform olmasinin diginda ¢algi 6gretiminin, repertuvar aktariminin ve
bireysel miizik 6greniminin ger¢eklestigi 6nemli bir dijital egitim ortamina déntistiigli de gorilmektedir.

Guniimizde, YouTube un miizik ve ¢algt 6gretiminde giderek daha belirgin bir 6grenme ortamma doniigmesi,
ozellikle baglama egitiminin dijital platformlarda nasil yapilandirildiginin incelenmesini gerekli kilmaktadir. Mevcut
¢aligmalar YouTube’un ¢algt 6gretiminde kullanimini, kullanici deneyimlerini ve farkli enstriimanlara yonelik
icerikleri gesitli agilardan ele almig olsa da baglama egitiminin igerik, 6gretim diizeni ve teknolojik-gérsel sunum
boyutlarini birlikte inceleyen ¢alismalar sinirlidir. Bu noktadan hareketle aragtrmanin amaci, YouTube platformunda
baglama egitimine yonelik icerik tireten kanallarin egitim igeriklerini, 6gretim yaklagimlarini ve teknolojik-gorsel
sunum Ozelliklerini inceleyerek dijital ortamda gergeklestirilen baglama egitiminin mevcut durumunu ortaya

koymakur.

YouTube ve Miizik Egitimi

YouTube, giinimiizde diinyanin en yaygin video paylagim platformlarindan biri olmasinin yant sira egitim amagl
iceriklerin tretildigi, paylagildigt ve milyonlarca kullanicr tarafindan erigilebilen 6nemli bir dijital 6grenme ortami
olarak kabul edilmektedir. Gorsel ve isitsel 6grenmeyi ayni anda destekleyen yapisi sayesinde kullanicilar videolart
istedikleri zaman izleyebilmekte, durdurabilmekte, tekrar edebilmekte ve ihtiya¢ duyduklari bélimlere geri
donebilmektedir. Bu imkanlar &zellikle uygulamaya dayali egitim alanlarinda 6grenmenin kaliciligini destekleyen
onemli avantajlar sunmaktadir (Karagorlu ve Ozek, 2024). Bununla birlikte YouTube'un 6neri algoritmalari,
kullanicilarin ilgi alanlarina uygun igeriklere daha kolay ulagmalarint saglarken, icerik treticilerini de daha nitelikli ve
sistematik 6gretim materyalleri hazirlamaya y6nlendirmektedir. Dolayisiyla gtintimiizde egitim igeriklerinin niteligi
pedagojik yaklagimlarla birlikte dijital platformlarin igleyis dinamikleriyle de yakindan iligkilidir.

YouTube'da yayimlanan egitim videolarinin etkililigi tzerine gergeklestirilen arasurmalar da bu gorisi
desteklemektedir. Mayer, Fiorella ve Stull (2020), 6gretim videolarinin 6grenme tizerindeki etkisini artiran temel
ilkelerin uygun kamera perspektifinin kullanilmasi, gorsel agiklamalarla anlatimin desteklenmesi, gereksiz bilgi
yikiiniin azalulmast ve Sgrenenin dikkatini temel 6gretim unsurlarina yonlendiren tasarimlarin olugturulmast
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oldugunu belirtmektedir. Aragtirmacilara gore video tabanli 6gretimin bagarisi aktarilan bilginin yan sira bilginin nasil
sunulduguna da baglidir. Bu durum, dijjital platformlarda yayimlanan egitim igeriklerinin pedagojik niteliginin yani
sira gorsel tasarim, 6gretim planlamast ve teknolojik sunum 6zellikleri bakimindan da degerlendirilmesi gerektigini
gostermektedir.

Bu gelismeler dogrultusunda dijital platformlar, 6zellikle uygulamali egitim alanlarinda geleneksel &gretim
stireglerini destekleyen 6nemli 6grenme ortamlart hiline gelmistir. Miizik egitimi ve ¢algt 6gretimi de bu doniisiimden
etkilenen alanlarin baginda gelmektedir. Ozellikle video tabanlt gretim materyalleri sayesinde &grenciler teknik
uygulamalari ayrinult bicimde gozlemleyebilmekte, performans drneklerini tekrar izleyebilmekte ve bireysel ¢aligma
stireglerini kendi 6grenme hizlarina gére planlayabilmektedir. Bu nedenle son yillarda YouTube ve benzeri dijital
platformlar, miizik egitimi arastirmalarinda giderek daha fazla incelenen 6grenme ortamlari arasinda yer almaktadir.

Miizik egitimi, bireylerin miiziksel bilgi, beceri ve estetik duyarliliklarint gelistirmeyi amaglayan planlt bir egitim
stirecidir. Ozellikle calgt egitimi, biligsel 6grenmenin yani sira psikomotor becerilerin gelistirilmesini esas alan
uygulamali yapist nedeniyle 6gretim siirecinde gorsel, isitsel ve devinigsel 6grenme alanlarinin birlikte kullanilmasint
gerektirmektedir. Ogrencilerin teknik uygulamalari dogru bigcimde gézlemleyebilmesi, tekrar edebilmesi ve bireysel
¢alisma siireglerini siirdiirebilmesi, calgi egitiminde bagariy1 etkileyen temel unsurlar arasinda yer almaktadir. Bu
nedenle son yillarda dijital teknolojiler, calgi egitiminde 6gretimi destekleyen araglar niteligi tagimalarinin diginda
ogrenme siirecinin ayrilmaz bir pargast olarak degerlendirilmektedir. Schiavio, Nijs, van der Schyff ve Juntunen (2020),
¢agdas calgi egitiminin teknik becerinin yaninda anlamli 6grenme deneyimleri olusturmay: hedeflemesi gerektigini; bu
stiregte teknolojik araglarin  pedagojik yaklagimlarla butiinlesik bigimde kullanilmasinm 6nemli oldugunu
vurgulamaktadir.

Baglama Egitimi

Tirk halk miziginin temel ¢algilarindan biri olan baglama, tarihsel stire¢ icerisinde geleneksel muzik kiltiirtiniin
tagtyicist olmusg, Tirkiye'de mesleki ve akademik miizik egitiminin 6nemli 6gretim araglarindan biri héline gelmistir.
Giintimiizde konservatuvarlar, egitim fakiilteleri, giizel sanatlar fakiilteleri ve halk egitimi merkezleri bagta olmak tizere
bir¢ok kurumda baglama egitimi sistematik 6gretim programlart dogrultusunda yiirttilmektedir. Geleneksel halk
miziginin yani sira farkli muzik tiirlerinde de kullanim alaninin genislemesi, baglamaya y6nelik 6gretim gereksinimini
artrmig; buna bagli olarak 6gretim yontemleri, egitim materyalleri ve akademik caligmalar da 6nemli 6l¢tide gelisme
gostermistir (Parlak, 2016; Ekici, 2018).

Baglama egitimi uzun yillar boyunca usta-girak iligkisine dayanan mesk gelenegi icerisinde stirdtiriilmistiir. Bu
ogretim anlayiginda 6grenciler; tezene teknikleri, tavir 6zellikleri, diizen bilgisi, repertuvar ve yoresel tslup 6zelliklerini
dogrudan gézlem, dinleme ve tekrar yoluyla edinmiglerdir (Altug, 1998; Sen, 1998). Mesk sistemi, geleneksel icra
ozelliklerinin kugaktan kugaga aktarilmasinda 6nemli bir iglev tistlenmis olmakla birlikte, 6gretim siirecinin biiyiik
ol¢tide 6greticinin bireysel bilgi ve deneyimine bagli olmast nedeniyle standart bir 6gretim modeli olugturamamustur.
Cumhuriyet déneminde mizik egitiminin kurumsallagmasiyla birlikte baglama egitimi de akademik kurumlara
taginmug; Ozellikle Gniversiteler ve konservatuvarlarda gelistirilen 6gretim programlart sayesinde daha planli ve
sistematik bir yapiya kavusmustur (Parlak, 2016; Ozdek, 2016).

Bununla birlikte baglama egitimi tizerine gergeklestirilen ¢aligmalar, 6gretim stirecinde halen ¢6ziim bekleyen cesitli
sorunlarin bulundugunu géstermektedir. Kullanilan metotlar arasinda igerik ve 6gretim yaklagimi bakimindan 6nemli
farkliliklarin bulunmast, ortak bir 6gretim standardinin tam olarak olugturulamamis olmasi, gorsel ve isitsel Ggretim
materyallerinin sinurliligr ile teknolojik olanaklarin 6gretim siirecine yeterince entegre edilememesi bu sorunlarin
basinda gelmektedir (Kog, 2001; Ozdek, 2015; Ekici, 2018). Ozdemir'e (2016) gore cagdas baglama egitimi; teknik
becerilerin gelistirilmesinin yan sira tavir, diizen, tezene teknikleri, yoresel tislup, miizikal ifade ve repertuvar gelisimini
birlikte ele alan biitiinciil bir 6gretim anlayisina dayanmalidir. Bu yaklagim, 6gretim stirecinde kullanilan materyallerin
ve 6grenme ortamlarinin pedagojik agidan nitelikli olmasini gerekli kilmaktadir.

Dijital teknolojilerde yasanan gelismeler, baglama egitiminde kullanilan 6grenme ortamlarint da 6nemli 6lgtide
¢esitlendirmigtir. Guintiimiizde &grenciler yalnizca yiiz yiize derslerle sinirli kalmamakta; video tabanli 6gretim
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materyalleri, ¢evrim ici dersler ve dijital platformlar araciligiyla grenme siireglerini ders diginda da stirdiirebilmektedir.
Ozellikle YouTube, baglama dgrenmek isteyen bireylerin farkls &greticilere ulagabildigi, teknik uygulamalari ayrintils
bi¢imde izleyebildigi, repertuvarini gelistirebildigi ve bireysel ¢aligma stireglerini destekleyebildigi yaygin bir 6grenme
ortamt héline gelmistir. Video igeriklerinin tekrar izlenebilmesi, uygulamalarin farkli agilardan gézlemlenebilmesi ve
6gretim materyallerine siirekli erisim saglanabilmesi, YouTube'u baglama egitimi agisindan 6nemli bir dijital 6grenme
kaynagina dontistiirmektedir.

Ancak YouTube'da yayimlanan baglama egitimi videolart herhangi bir akademik denetim siirecinden gegmeden
kullanicilarla bulugmaktadir. Bu nedenle igeriklerin pedagojik niteligi, 6gretimsel planlamasi, teknik dogrulugu ve
gorsel sunum 6zellikleri kanaldan kanala farklilik gosterebilmektedir. Bagka bir ifadeyle platform, baglama 6grenmek
isteyen bireyler i¢in 6nemli firsatlar sunarken ayni zamanda 6gretim kalitesi bakimindan 6nemli farkliliklart da
biinyesinde barindirmaktadir. Bu durum, YouTube'da yer alan baglama egitimi igeriklerinin bilimsel 6lgiitler

dogrultusunda incelenmesini ve mevcut durumlarinin ortaya konulmasini gerekli kilmaktadur.

Kuramsal Cergeve

Bu aragtirmanin kuramsal ¢ergevesi, dijital ¢algt egitiminde pedagojik kalite, 6gretimsel yapilandirma ve teknolojik-
gorsel sunum boyutlari tizerine kurulmugtur. Dijital 6gretim igeriklerinin niteligi yalnizca bilginin dogruluguna degil,
icerigin agamali bicimde diizenlenmesine, uygulamayla desteklenmesine ve 6grenenin dikkatine etki eden gorsel-isitsel
unsurlarin etkili kullanimina baglidir. Mayer, Fiorella ve Stull’a gére 6gretim videolarinda uygun kamera perspektifi,
gorsel agiklamalar ve biligsel yiikii azaltan tasarim ilkeleri 6grenmenin niteligini arturmaktadir (Mayer et al., 2020).
Benzer bigimde teknolojinin ¢alg egitimindeki degeri, pedagojik yaklagimlarla biitiinlestigi 6l¢tide ortaya ¢ikmaktadir
(Schiavio et al., 2020).

Pedagojik
h;erik
Kalitesi

Dijital
Baglama
Egitimi Kalite
Cergevesi

Dijital-Gorsel Egitimsel
Ogretimsel Tasarim

Licliss Kalitesi

Sekil 1. Dijital Baglama Egitimi Kalite Cergevesi ve Temel Boyutlart

Baglama egitimi agisindan ise nitelikli 6gretim; teknik beceriler, repertuvar, tavir, diizen, siisleme, miiziksel
okuryazarlik ve agamali 6gretimin birlikte ele alinmasini gerektirmektedir (Parlak, 2016; Ozdemir, 2016). Bu nedenle
¢alismada YouTube igeriklerinin pedagojik kalitesi, egitimsel igerik, 6gretimsel yap1 ve teknolojik-gorsel ozellikler
olmak tizere i¢ temel boyutta degerlendirilmektedir. Bunlar egitimsel icerik kalitesi; seviyelendirme, teknik egzersiz,
eser 6gretimi, solfej-bona, yoresel tavir, siisleme, ara gegis, baglama tiirleri, 6gretimsel tasarim kalitesi; kolaydan zora
ilerleme, sistemli ders dizisi, sézlii agiklama, uygulamali gosterim, dijital-gorsel 6gretimsel kalite; yakin plan, ¢oklu

kamera, video diizenleme boyut ve alt boyutlaridir.
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Dijital teknolojilerin miizik egitiminde yaygin bicimde kullanilmaya baglanmasi, video tabanli 6gretim ortamlarinin
etkililigini inceleyen aragtirmalarin sayisinda da 6nemli bir artiga neden olmugtur. Bu ¢aligmalar genel olarak
degerlendirildiginde YouTube ve benzeri dijital platformlarin, 6zellikle uygulamali calgr egitiminde geleneksel gretim
stireglerini destekleyen 6nemli 6grenme ortamlari hiline geldigi goriilmektedir. Bununla birlikte aragtirmalar, dijital
platformlarda sunulan egitim iceriklerinin niteliginin icerik zenginliginin disinda 6gretim tasarimi, pedagojik planlama,
teknolojik sunum 6zellikleri ve kullanict deneyimi gibi birgok degiskenle birlikte degerlendirilmesi gerektigini ortaya
koymaktadir (Mayer ve digerleri, 2020; Schiavio ve digerleri, 2020).

Muzik egitimi alaninda gergeklestirilen ¢aligmalar incelendiginde, YouTube'un farklt galgilara yonelik 6gretim
stireglerinde etkili bicimde kullanilabildigi gértlmektedir. A¢ikséz ve Giidek (2018), ¢evrim ici piyano egitim
kanallarini inceledikleri aragtirmalarinda ders igeriklerinin baglangi¢ diizeyinden ileri diizeye dogru sistematik bir
ogretim anlaystyla sunuldugunu; teknik ¢alismalar, miizik teorisi, nota 6gretimi ve performans uygulamalarinin
birbirini tamamlayan bir yap1 olusturdugunu belirlemiglerdir. Benzer sekilde Okan ve Arapgirlioglu (2020), uzaktan
keman egitiminin dgrencilerin teknik gelisimi ve performans basarilari tizerinde yiiz yiize egitim kadar etkili sonuglar
ortaya koyabilecegini gostermistir. Bu arastirmalar, video tabanli 6gretimin yalnizca bilgi aktarimini kolaylagtiran bir
ara¢ olmadigini, uygun pedagojik planlama ile etkili bir 6grenme ortamina déntigebilecegini ortaya koymaktadir.

Farkli ¢algilari kapsayan aragtirmalar YouTube igeriklerinin 6gretim siiregleri ve kullanic1 davraniglari bakimindan
onemli farkliliklar gosterebildigini ortaya koymaktadir. Uygun (2020), piyano, keman, gitar, fliit ve baglama egitim
videolarini ¢esitli degiskenler agisindan degerlendirdigi aragtirmasinda baglama videolarinin diger galgilara gére daha
yiiksek izlenme sayilarina ulagtgini ve videolarin 6nemli bir bolimiiniin 6gretim amaciyla hazirlandigini belirlemistir.
Bununla birlikte arastirmada baglama egitimine yonelik igeriklerde diizenli ders serilerinin ve sistematik 6gretim
planlarinin diger bazi ¢algilara gére daha sinirli oldugu ifade edilmektedir. Bu bulgu, baglama egitimine yonelik dijital
iceriklerin nicelik bakimindan gelisme gosterdigini; ancak 6gretimsel yapr agisindan gelistirilmesi gereken y6nlerinin
bulundugunu géstermektedir.

YouTube kanallarint dogrudan kanal yapisi bakimindan inceleyen aragtirmalar da benzer sonuglara ulagmaktadir.
Gilim (2023), keman 6gretim kanallarint kanal organizasyonu, oynatma listeleri, icerik ¢esitliligi, video kalitesi ve
kullanicr etkilesimi gibi degiskenler bakimindan degerlendirmis; diizenli icerik paylagimi, sistemli ders planlamasi ve
6gretim materyallerinin organize bicimde sunulmasinin dijital 6grenme siirecinin niteligini arturdiging belirtmigtir. Bu
sonuglar, dijital ortamlarda ytiriitiilen ¢algs egitiminde aktarilan bilginiyle beraber, 6gretimin planlanma bi¢iminin ve
icerik sunumunun da 6grenme tizerinde belirleyici oldugunu gostermektedir.

Baglama egitimi 6zelinde gergeklestirilen aragtirmalar ise kullanict deneyimlerine odaklanmaktadir. Atmaca ve
Gerekten (2023), baglama 6grencilerinin YouTube kullanim deneyimlerini inceledikleri aragtirmalarinda 6grencilerin
platformu agurlikli olarak ders tekrarlari yapmak, yeni eserler 6grenmek, teknik problemlerine ¢6ziim bulmak ve farklt
icracilar1 gézlemlemek amaciyla kullandiklarini belirlemislerdir. Bununla birlikte aragtirmada igeriklerin sistematik bir
ogretim programi dogrultusunda hazirlanmamig olmasi, teknik agiklamalarin yeterince ayrintili olmamasi ve video
kalitesindeki farkliliklarin &grenme siirecini olumsuz etkileyebildigi ifade edilmektedir. Bu bulgular, YouTube'un
baglama egitiminde 6nemli bir destekleyici 6grenme ortami oldugunu géstermekle birlikte, iceriklerin pedagojik
niteliginin gelistirilmesi gerektigine de isaret etmektedir.

Uluslararast literatiirde ise 6gretim videolarmnin etkililiginin biytik 6l¢iide pedagojik tasarim ilkelerine bagli oldugu
vurgulanmaktadir. Mayer ve digerleri (2020), etkili 6gretim videolarinda uygun kamera agilari, gorsel agiklamalar,
biligsel yiikii azaltan tasarim ilkeleri ve &greneni aktif tutan anlatim bigimlerinin 6grenme bagarisint artirdigini
belirtmektedir. Benzer sekilde Schiavio ve digerleri (2020), ¢cagdas calg egitiminin teknik beceri kazandirmanin diginda
anlamli 6grenme deneyimleri olugturmay: hedeflemesi gerektigini; bu siire¢te teknolojik araglarin pedagojik
yaklagimlarla biitiinlesik bigimde kullanilmasinin 6nem tagidigini ifade etmektedir. Abdulrahaman ve digerleri (2020)
ise coklu ortam araglart izerine gergeklestirdikleri sistematik derleme ¢aligmasinda video, ses, grafik ve animasyon gibi

¢oklu ortam bilesenlerinin 6grenme motivasyonunu arturdigini ve 6grenme ¢iktilart tizerinde olumlu etkiler
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olusturdugunu ortaya koymustur. Bu aragtrmalar birlikte degerlendirildiginde, dijital 6gretim iceriklerinin yalnizca
bilgi sunmasinin yeterli olmadigs; 6gretim tasarimi, gorsel sunum ve teknolojik 6zelliklerin de 6grenme stirecinin
ayrilmaz bir pargast oldugu anlagilmaktadir.

Mevcut alan yazini1 genel olarak degerlendirildiginde, YouTube'un miizik ve ¢algi egitiminde tamamlayici bir 6grenme
ortamt olarak giderek daha fazla 6nem kazandigi goriilmektedir. Bununla birlikte aragtirmalarin bitytik cogunlugu
cevrim ici 6gretimin etkililigi, kullanic1 deneyimleri veya farkli ¢algilara yonelik genel igerik incelemeleri tizerinde
yogunlagmaktadir. Baglama egitimi alanindaki ¢aligmalar ise cogunlukla 6grencilerin YouTube kullanim aligkanliklars
ya da platforma iliskin genel degerlendirmelerle sinrli kalmaktadir. Ozellikle YouTube'da yer alan baglama egitimi
kanallarinin egitim igerikleri, 6gretim igerikleri ile teknolojik ve gorsel 6zelliklerini birlikte ele alan, belirli Sl¢titlere
dayalr sistematik incelemelere rastlanmamaktadir. Bu durum, dijital ortamda sunulan baglama egitimi iceriklerinin
pedagojik agidan degerlendirilmesini gerekli kilmakta ve alan yazininda 6nemli bir bogluga isaret etmektedir.

Bu aragtirma, s6z konusu bosluktan hareketle YouTube platformunda yer alan baglama egitimi kanallarint egitim
icerikleri, 6gretim 6zellikleri ile teknolojik ve gorsel 6zellikleri bakimindan incelemeyi amaglamaktadir. Aragtirmadan
elde edilen bulgularin, dijital 6grenme ortamlarinda baglama egitimi icerikleri treten igerik tireticilerine, baglama

egitimcilerine ve bu alanda gergeklestirilecek gelecekteki aragtirmalara bilimsel katki saglayacag disgtintilmektedir.

Aragtirmanin Onemi

Teknolojik gelismeler, bilgiye erisim bicimlerini ve 6grenme siireglerini 6nemli 6l¢iide dontistiirmiis; 6zellikle video
tabanli dijital platformlar, egitim iceriklerinin tiretildigi, paylasildigi ve genis kullanici kitlelerine ulastirildigs alternatif
6grenme ortamlart hiline gelmigtir. YouTube, gorsel ve isitsel 6grenmeyi ayn1 anda destekleyen yapisy, iceriklerin tekrar
izlenebilmesine olanak saglamasi ve kullanicilarin bireysel 6grenme hizlarina gore ilerleyebilmesine imkin tanimasi
nedeniyle miizik ve ¢algi egitimi agisindan Snemli firsatlar sunmaktadir (Karagorlu ve Bulut Ozek, 2024; Mayer ve
digerleri, 2020). Nitekim farkli ¢algt alanlarinda gereklestirilen caligmalar, YouTube’un teknik uygulamalarin
gozlemlenmesi, 6gretim materyallerine erisim ve bireysel ¢aligma stireglerinin desteklenmesi bakimindan énemli bir
dijital 6grenme ortam1 oldugunu ortaya koymaktadir (A¢ikséz ve Giidek, 2018; Okan ve Arapgirlioglu, 2020; Uygun,
2020).

Bu aragurmanin 6zgiin degeri iki temel noktada ortaya ¢ikmaktadir. Birincisi, mevcut ¢aligmalarin 6nemli bir
bolimii YouTube’ un genel egitim amagli kullanimini veya farkli galgilara yonelik icerikleri incelerken (Agiksdz ve
Gidek, 2018; Gulim, 2023; Uygun, 2020), baglama egitimi kanallarini egitim igerikleri, 6gretim icerikleri ve
teknolojik-gorsel sunum boyutlariyla birlikte ele alan sinirlt sayida ¢aligma bulunmaktadir. Baglama, yalnizca bir ¢algt
olmanin 6tesinde Tiirk halk miiziginin kilttirel devamlilig hususunda 6nemli bir tagtyict unsur olup; tezene teknikler,
tavir Ozellikleri, diizen bilgisi, repertuvar ve yoresel icra bigimleri gibi ¢cok boyutlu bir 6grenme siirecini igermektedir
(Parlak, 2016; Ozdemir, 2016). Bu nedenle baglama egitiminin dijital ortamdaki gériintimiiniin incelenmesi,
geleneksel miuzik aktarim bigimlerinin yeni 6grenme ortamlarindaki doniisiimtint anlamak agisindan 6nem
tagimaktadir.

Aragturmanin ikinci 6zgiin yoni ise ekonomik ve erisilebilir 6grenme olanaklart agisindan tasidign degerdir.
Geleneksel calgi egitiminde birebir 6gretim, kurs veya 6zel ders siiregleri zaman, mekan ve ekonomik kaynak agisindan
belirli sinirliliklar olugturabilmektedir. Buna kargilik YouTube gibi ticretsiz ve erisilebilir dijital platformlar, bireylerin
farkli  greticilere ulagabilmesine, ders igeriklerini tekrar edebilmesine ve kendi Ogrenme streglerini
bireysellestirebilmesine olanak saglamaktadir. Bu yoniiyle dijital platformlar, 6zellikle miizik egitimine erisimde firsat
esitligini destekleyebilecek alternatif’ grenme ortamlari olarak degerlendirilmektedir (Abdulrahaman ve digerleri,
2020; Karagorlu ve Bulut Ozek, 2024). Bununla birlikte dijital ortamda sunulan igeriklerin her birinin ayn1 pedagojik
nitelige sahip olmadigy; iceriklerin 6gretim planlamasi, gérsel sunum 6zellikleri ve teknik dogrulugu bakimindan
farklilik gosterebildigi belirtilmektedir (Mayer ve digerleri, 2020; Schiavio ve digerleri, 2020). Dolayistyla YouTube’da
yer alan baglama egitimi igeriklerinin bilimsel 6lgiitlerle incelenmesi, dijital baglama egitiminin mevcut durumunun
ortaya konulmasi ve gelecekte daha nitelikli ¢evrim i¢i &gretim materyallerinin gelistirilmesi agisindan 6nem
tagimaktadir.
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Arastirmanin Problemi
Dijital platformlarin miizik ve ¢algt egitiminde giderek yayginlagmasina ragmen, YouTube ortaminda sunulan baglama
egitim ieriklerinin pedagojik yapisi, 6gretim 6zellikleri ve teknolojik-gorsel sunum bigimleri agisindan nasil yapilandigs
konusunda smnirlt sayida calisma bulunmaktadir. Ozellikle Tiirk halk miiziginin temel calgilarindan biri olan
baglamanin dijital ortamdaki egitim stireglerinin hangi iceriklerle, hangi 6gretim yaklagimlariyla ve hangi teknolojik
olanaklarla ger¢eklestirildiginin ortaya konulmast 6nemli bir aragtirma problemi olarak goriilmektedir.
Bu aragtirmanin amaci, YouTube platformunda yer alan baglama egitimi kanallaring egitim igerikleri, 6gretim
ozellikleri ile teknolojik ve gérsel sunum 6zellikleri agisindan inceleyerek dijital ortamda baglama egitiminin mevcut
durumunu ortaya koymakur.
Bu temel amag dogrultusunda agagidaki aragtirma sorularina yanit aranmistur:
> YouTube platformunda yer alan baglama egitimi kanallarinda baglama egitimine yonelik icerikler nasil
yapilandirilmigtir?
> YouTube baglama egitimi kanallarinda kullanilan 6gretim yaklagimlari ve 6gretim &zellikleri nelerdir?

» YouTube baglama egitimi kanallarinda kullanilan teknolojik ve gérsel sunum &zellikleri nelerdir?

Yontem

Arastirma Modeli

Bu aragtirma, nitel aragtirma yaklagimi kapsaminda durum ¢aligmasi deseni ile ytrttiilmisgtiir. Durum ¢aligmasi, belirli
bir durumun kendi dogal baglami igerisinde ¢ok yonlii, derinlemesine ve biitiinciil olarak incelenmesini amaglayan
nitel aragtirma desenlerinden biridir (Yin, 2018; Stake, 1995). Bu aragtirmada durum olarak, YouTube platformunda
yer alan baglama egitimi kanallarinda gergeklestirilen dijital baglama egitimi ele alinmigtr. Aragtirma kapsaminda bu
dijital 6gretim ortamlarinin egitim icerikleri, 6gretim 6zellikleri ve teknolojik-gorsel sunum bigimleri ayrintili bicimde
incelenerek mevcut durum ortaya konulmaya galigimustur.

Aragtrmanin verileri dokiiman incelemesi teknigi kullanilarak elde edilmigtir. Dokiiman incelemesi, aragtirma
konusu ile iligkili yazili, gérsel ve dijital materyallerin sistematik bi¢imde incelenerek arastirma verisine
dontigtiirilmesini saglayan nitel veri toplama tekniklerinden biridir (Bowen, 2009). Bu dogrultuda YouTube
platformunda yer alan baglama egitimi kanallars; egitim icerikleri, 6gretim 6zellikleri ile teknolojik ve gérsel sunum
ozellikleri agisindan incelenmistir.

Aragtirmada veri kaynagr olarak belirlenen YouTube kanallarindaki egitim videolars, oynatma listeleri ve kanal
icerikleri aragtirmacilar tarafindan gelistirilen YouTube Baglama Egitimi Icerik Kontrol Listesi araciligryla
degerlendirilmistir. Nitel aragtirmalarda veri analiz stireci, elde edilen verilerin anlaml kategoriler ve temalar altinda
diizenlenmesini, yorumlanmasini ve aragtirma sorulart dogrultusunda agiklanmasini igermektedir (Creswell & Poth,
2018). Bu dogrultuda elde edilen veriler betimsel analiz yontemiyle ¢6ziimlenmis; igerikler arastirmanin alt problemleri

dogrultusunda siniflandirilarak ortak zellikleri belirlenmis ve bulgular hilinde sunulmugtur.

Segilen Youtube Kanallar:
Arasurmanin  ¢alisma grubunu, YouTube platformunda baglama egitimi amaciyla igerik tireten kanallar
olusturmaktadir. Caliyma grubunun belirlenmesinde amaglt  6rnekleme yontemlerinden 6lgiit  6rnekleme
kullanilmigtir. Olgﬁt ornekleme, aragtirmacinin aragtirma amact dogrultusunda 6nceden belirledigi 6zellikleri tagtyan
durumlarr ayrintli olarak incelemek tizere segmesine dayanan bir 6rnekleme yaklagimidir (Creswell & Poth, 2018;
Patton, 2015). Bu yaklagimda amag, genelleme yapmak i¢in genis bir 6rnekleme ulagmak degil, aragtrma problemi
agisindan bilgi acisindan zengin durumlari belirleyerek derinlemesine inceleme yapmakur (Patton, 2015).
Aragtirma kapsaminda ¢alisma grubunun belirlenmesinde agagidaki 6lgiitler esas alinmugtir:

>  YouTube platformunda baglama egitimi amaciyla diizenli ve 6zgitin igerik tiretiyor olmast,

»  Aragtirmanin gergeklestirildigi tarihte en az 100.000 aboneye sahip olmast,

> Baglama egitimine yonelik erisilebilir ve herkese agik oynatma listelerinin bulunmas,

>

Kanal icerisinde baglangig, orta veya ileri diizey baglama egitimine yonelik videolarin yer almast,
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>  Egitim i¢eriklerinin aragtirmanin amaci dogrultusunda incelenebilir nitelikte olmast.
Bu olctitler, dijital 6grenme ortamlarinda igeriklerin varliginin yant sira; erisilebilirlik, stireklilik, diizenlilik ve
ogretimsel yap1 agisindan degerlendirilmesinin gerekliligi dikkate alinarak olugturulmugtur (Bowen, 2009; Mayer etal.,
2020). Ozellikle cevrim ici Sgretim iceriklerinin niteliginin icerik diizeni, pedagojik yapilandirma ve sunum
ozellikleriyle iligkili oldugu belirtilmektedir (Mayer et al., 2020).
Yapilan inceleme sonucunda belirlenen 6l¢titleri kargilayan bes YouTube kanali aragtirma kapsamina almmugtur.

Aragtirma etigi ve tarafsizlik ilkeleri dogrultusunda kanal isimleri dogrudan kullanilmamis, her bir kanal kodlanarak
YK1, YK2, YK3, YK4 ve YKS seklinde tanimlanmugtir.

Tablo 1. Segilen youtube kanallarina iligkin tanimlayic1 bilgileri (Eylal 2026 itibariyle)

YouTube kanal Abone sayis1 Oynatma liste sayis1 Video say1s1
YK1 430.000 5 169
YK2 154.000 10 205
YK3 136.000 2 280
YK4 131.000 7 162
YKS 125.000 10 127

Secilen YouTube kanallarinda baglama egitimi diginda farkli enstriiman egitimleri, kisisel paylagimlar veya ¢esitli
miizik icerikleri de yer alabilmektedir. Ancak aragtirmanin amact dogrultusunda yalnizca baglama egitimi ile iligkili
oynatma listeleri ve videolar aragtirma kapsamina dahil edilmig; baglama egitimi disindaki igerikler analiz diginda

birakilmugtir. Aragturma kapsaminda incelenen YouTube kanallarina iligkin bilgiler Tablo 1’de sunulmugtur.

Veri Toplama Araglar: ve Siireci

Aragurmanin verileri, nitel aragtrmalarda kullanilan dokiiman incelemesi teknigiyle YouTube platformunda yer alan
baglama egitimi iceriklerinden elde edilmistir. Dokiiman incelemesi, arastirilmasi amaglanan olguya iligkin yazili, gorsel
veya dijital materyallerin sistematik bi¢imde incelenerek aragtirma verisine dontistiiriilmesini saglayan bir veri toplama
teknigidir (Bowen, 2009; Creswell & Poth, 2018). Guniimiizde web siteleri, sosyal medya platformlari ve video
paylasim  ortamlari, nitel aragtirmalarda incelenebilecek 6nemli dijital dokiiman kaynaklar1 arasinda

degerlendirilmektedir.

YouTube Baglama Egitimi igerik Kontrol Listesi

Kontrol listesi, aragtirmanin kuramsal cercevesinde benimsenen pedagojik kalite yaklagim: dogrultusunda
yapilandirilmig; dijital baglama egitiminin niteligi egitimsel igerik, 6gretimsel yap1 ve teknolojik-gorsel sunum olmak
tizere ti¢ temel boyutta ele alinmigtir. Bu boyutlarin olugturulmasinda, etkili video 6gretiminde pedagojik yapilandirma
ve gorsel sunumun 6nemine iligkin ilkeler (Mayer et al., 2020) ile ¢alg egitiminde teknolojinin pedagojik siirecle
biitinlestirilmesi gerekliligi (Schiavio et al., 2020) temel alinmistir. YouTube platformunda yer alan baglama egitimi
kanallarinin egitim igerikleri, 6gretim &zellikleri ile teknolojik ve gorsel sunum o6zelliklerini sistematik bigcimde
degerlendirmek amaciyla aragtirmacilar tarafindan gelistirilmigtir (Bkz. Ek 1).

Veri toplama aracinin gelistirilme stirecinde 6ncelikle dijital miizik egitimi ve YouTube tabanli ¢algi egitimi Gizerine
¢aligilmig arastirmalar incelenmigtir (A¢ikséz ve Giidek, 2018; Uygun, 2020; Giiliim, 2023; Atmaca ve Gerekten, 2023).
Ayrica aragtirmanin amact ve alt problemleri dogrultusunda degerlendirilmesi gereken boyutlar belirlenmigtir. Nitel
aragtirmalarda veri toplama araglarinin aragtirma sorulariyla dogrudan iligkili olarak yapilandirilmast ve incelenen
olgunun farklt boyutlarini ortaya koyacak bicimde gelistirilmesi gerektigi belirtilmektedir (Creswell & Poth, 2018;
Merriam & Tisdell, 2016).

Bu dogrultuda olusturulan YouTube Baglama Egitimi Icerik Kontrol Listesi;

> Egitimsel icerikler,
> Ogretimsel igerikler,
> Teknolojik ve gorsel 6zellikler
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olmak tizere ti¢ temel boyuttan olusturulmugtur. Hazirlanan kontrol listesinin kapsam gegerligini degerlendirmek
amactyla uzman goriigiine bagvurulmustur. Bu dogrultuda hazirlanan uzman degerlendirme formu, miizik egitimi
alaninda uzman beg akademisyene génderilmis ve maddelerin aragtirmanin amaciyla uygunlugu, agikligs ve kapsami
agisindan degerlendirilmesi istenmigtir. Uzmanlardan alinan geri bildirimler dogrultusunda bazt maddelerde ifade
degisiklikleri yapilmus, benzer 6zellik tastyan maddeler yeniden diizenlenmis ve kontrol listesi nihai seklini kazanmistur.
Nitel aragurmalarda veri toplama araglarinin gelistirilmesi stirecinde uzman goriigii alinmasi, arasturma aracinin
anlagilabilirligi ve kapsam uygunlugunun artirilmasi agisindan 6nemli bir uygulama olarak goriilmektedir (Merriam &
Tisdell, 2016).

Aragtirma kapsaminda incelenen YouTube kanallari, gelistirilen YouTube Baglama Egitimi h;erik Kontrol Listesi
dogrultusunda sistematik bicimde ele alinmugtir. Veri toplama siirecinde yalnizca herkese agik, baglama egitimi amact
tagtyan ve aragtirma kapsaminda belirlenen ol¢titleri kargilayan icerikler analize d4hil edilmigtir. Kanal igerisinde yer
alan ancak baglama egitimi ile iligkili olmayan igerikler, erisime kapali videolar, yalnizca tiyelik yoluyla sunulan igerikler
ve reklam amaci tagtyan paylagimlar aragtirma kapsami diginda birakidmugtir.

Verilerin Analizi

Aragtirma kapsaminda elde edilen veriler betimsel analiz yontemi araciligtyla analiz edilmigtir. Betimsel analiz, nitel
aragtirmalarda elde edilen verilerin 6nceden belirlenen temalar, kategoriler veya kavramsal ¢ergeveler dogrultusunda
diizenlenmesi, 6zetlenmesi ve yorumlanmasma dayanan bir analiz yaklagimidir (Creswell & Poth, 2018; Miles,
Huberman, & Saldafia, 2014). Bu analiz yaklagiminda aragtirmaci, elde edilen verileri aragtirma sorulari dogrultusunda
anlamli kategoriler altinda siniflandirarak incelenen durumun temel 6zelliklerini ortaya koymay1 hedefler (Merriam &
Tisdell, 2016).

Bu aragtirmada veriler, aragtirmanin amact ve alt problemleri dogrultusunda gelistirilen YouTube Baglama Egitimi
Ierik Kontrol Listesinde yer alan &lgiitler esas alinarak degerlendirilmistir. Dolayistyla YouTube kanallarindan elde
edilen veriler; egitim igerikleri, 6gretim 6zellikleri ile teknolojik ve gorsel sunum 6zellikleri bagliklarr altinda sistematik
olarak siniflandirndmistr. Siniflandirma stirecinde her bir kanal ve igerik, kontrol listesinde yer alan olgtitler
dogrultusunda incelenmis ve ortak 6zellikler belirlenmistir.

Elde edilen veriler Microsoft Excel programina aktarilmig, belirlenen ol¢titere iliskin frekans (f) ve ytizde (%)
degerleri hesaplanmugtir. Nicel olarak ifade edilen bu betimsel gostergeler, incelenen dijital 6gretim igeriklerinin
dagilimint ortaya koymak amaciyla kullanddmugtir. Elde edilen bulgular tablolar hilinde sunulmug ve aragtirmanin alt

problemleri dogrultusunda betimsel olarak yorumlanmugtir.

Bulgular
Bu béliimde arastrmanin alt problemine yonelik bulgulara yer verilmis olup, frekans degerleri, kontrol listesindeki

Var/Yok kodlamalarina gére bes kanal tizerinden hesaplanmigstir.

YouTube Baglama Egitimi igerik Kontrol Listesi’nin Uygulama (")rnegi

Tablo 2. Kontrol listesi video igerikleri gérsel 6rnekleri

YouTube Baglama Egitimi igerik Kontrol Listesi

Boliim 1. Egitimsel Icerikler

Ozellikler Agiklama Ekran goriintiisii

Baslangig diizeyi Baglangic  diizeyine  yOnelik  egitim  videolar:

(Ol urinSupBogtuma Bgiangc 5

bulunmaktadr.
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Orta diizey

Orta diizeye yonelik egitim videolar: bulunmaktadir.

SERF TORKILER]

fleri diizey

[leri diizeye yonelik egitim videolar: bulunmaktadir.

Teknik egzersiz

Teknik egzersiz ¢aligmalarina yer verilmigtir.

Tiirk/eser 6gretimi

Ttrkii/eser 6gretimine yer verilmigtir.

Nota materyali

Nota veya gorsel 6gretim materyalleri kullanilmaktadir.

Akort 6gretimi

Akort 8gretimine yer verilmektedir.

Solfej caligmalar:

Solfej caligmalarina yer verilmektedir.

diy 'u:i |

RIS Vit i
N O U

i

LURXL - .

RTRET)

R iel Lo 4y

Yoresel tavir

Yoresel tavir 6gretimine yer verilmektedir.

Siisleme teknikleri

Stisleme tekniklerine yer verilmektedir.

Sisleme Nasil Yapilir,
Nota Dersi

Ara gecis calismalar:

Ara gecis caligmalarina yer verilmektedir.
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Uzun sap baglama

Uzun sap baglama egitimine yer verilmektedir.

Kisa sap baglama

Kisa sap baglama egitimine yer verilmektedir.

Bolim 2. ﬁgretimsel igerikler

Sistemli oynatma listesi

Baglama egitimine yonelik sistemli oynatma listeleri

bulunmaktadir.
Teknik uygulama-sozlii | Teknik uygulamalar sozlil acgiklamalarla
agiklama desteklenmektedir.

Kolaydan zora

Ders igerikleri kolaydan zora dogru planlanmugtir.

Uygulamali gosterim

Uygulamali gosterimlere yer verilmektedir.

YOLUN SONU GBRUNUYOR SOLFEJ SAZ NOTALARI | MUSA EROGLU Yolun Sonu Kisa Sap Baglama.

Béliim 3. Teknolojik ve G

Srsel Ozellikler

Yakin
gekimi

plan  kamera

Baglama icrasini gostermeye yonelik yakin plan kamera
cekimleri kullanilmakeadir.

FA-SOL
W%
{

\“‘

*

Coklu kamera agis1

Birden fazla kamera agisindan yararlanilmaktadir.

Video
teknikleri

diizenlme

Video diizenleme teknikleri (yakinlagtirma, yazi, gorsel
ekleme vb.) kullanilmaktadir.
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Tablo 2’de yer alan gorseller, kontrol listesindeki video igeriklerini veri analizi stirecinde uygulama bigimlerini

orneklendirmek amaciyla sunulmugtur.

YouTube platformunda yer alan baglama egitimi videolarinin egitim icerikleri

Arasturma kapsaminda YouTube platformunda yer alan baglama egitimi kanallarinin egitim igerikleri incelenmistir.
Bu dogrultuda kanallar; baglangig, orta ve ileri diizey egitim videolarmna yer verilmesi, teknik egzersiz igeriklerinin
bulunmasi, tiirkii/eser Ggretiminin gergeklestirilmesi ve nota veya gorsel &gretim materyallerinin kullanilmast

bakimindan degerlendirilmistir. Elde edilen bulgular Tablo 2'de sunulmustur.

Tablo 3. Incelenen YouTube baglama egitimi kanallarinin egitim igeriklerine iliskin bulgular

Egitim Icerigi f Kanallar %
Baglangi¢ diizeyine yonelik egitim videolarina yer verilmesi 4 YK1-YK2-YK3-YK4 80
Orta diizey egitim videolarina yer verilmesi 5 YK1-YK2-YK3-YK4-YKS 100
Ileri diizey egitim videolarina yer verilmesi 3 YK1-YK2-YK4 60
Teknik egzersiz ¢aligmalarina yer verilmesi 3 YK1-YK2-YK3-YK4 60
Tirkd / eser gretimine yer verilmesi 5 YK1-YK2-YK3-YK4-YKS 100
Nota veya gorsel 6gretim materyali kullanimina yer verilmesi 4 YK1-YK2-YK4-YKS 80

Tablo 3 incelendiginde aragtirma kapsaminda degerlendirilen bes YouTube kanalinin tamaminda (%100)
tirkii/eser 6gretimine yer verildigi belirlenmigtir. Buna kargilik baglangi¢ diizeyine yonelik egitim igeriklerinin YK1,
YK2, YK3 ve YK4 kanallarinin oldugu dért kanalda (%80), orta diizey egitim igeriklerinin bes kanalin (%100)
tamaminda ve ileri diizey egitim iceriklerinin ise, YK1, YK2 ve YK4 kanallarr olmak tizere ti¢ kanalda (%60) bulundugu
goriilmektedir.

Teknik egzersiz ¢aligmalarina yer veren kanallardan ti¢ti (%60) YK1, YK2 ve YK4 kanali, nota veya gorsel 6gretim
materyallerinin 6gretim siirecini desteklemek amaciyla kullanan kanallarin YK1, YK2, YK4 ve YKS kanallarinin oldugu
dort kanal (%80) belirlenmistir. Bu bulgular, YouTube'da baglama egitimine yonelik igeriklerin biiytik ol¢tide
uygulamali 6gretime ve eser icrasina odaklandigini, buna kargin seviyelendirilmis 6gretim yaklagimi ve teknik beceriyi

sistematik bicimde gelistirmeye yonelik iceriklerin tiim kanallarda ayn1 diizeyde bulunmadigint géstermektedir.

Tablo 4. Incelenen YouTube baglama egitimi kanallarinin 6gretim igeriklerine iliskin bulgular

égretim igerigi f Kanallar %
Akort 6gretimine yer verilmesi 4 YKI1-YK3-YK4-YKS 80
Solfej ¢alismalarina yer verilmesi 2 YK2-YK4 40
Yoresel Tavir 6gretimine yer verilmesi 0o - 0
Stisleme tekniklerine yer verilmesi 4 YKI1-YK2-YK4-YKS 80
Ara gecis ¢alismalarina yer verilmesi 3 YKI1-YK2-YK4 60
Uzun sap baglama egitimine yer verilmesi 3 YKI-YK2-YK3 60
Kisa sap baglama egitimine yer verilmesi 5  YKI1-YK2-YK3-YK4-YK5 100

Tablo 4 incelendiginde aragtirma kapsaminda degerlendirilen bes YouTube kanalinda; kisa sap egitiminin
tamaminda (%100), uzun sap egitiminin ise ¢ kanal (%60) olan YK1, YK2 ve YK3 kanallarinda egitim verildigi
goriilmektedir. Kanallarin higbirinde yoresel tavir 6gretimine y6nelik egitim igerikleri bulunmamistr. Bu durum
baglama egitiminde 6nemli bir yere sahip olan y6resel tavir 6gretiminin goz ardi edildigini gostermektedir. Stisleme
tekniklerine yonelik videolara yer veren dort (%80) kanallarin ise YK1, YK2, YK4, YKS kanallart oldugu goriilmiistiir.

Bunun yaninda akort 6gretiminin YK1, YK3, YK4 ve YKS kanallarindan dért kanalda (%80), ara gecis
¢aligmalarinin ti¢ kanal (%60) olan YK1, YK2 ve YK4 kanallarinda, solfej caligmalarinin ise yalnizca YK2 ve YK4
kanallarinda (%40) yer aldig1 goriilmektedir. Bu bulgu, YouTube'da baglama egitimine y6nelik igeriklerin agirlikls
olarak ¢alg1 icrasina ve uygulamaya odaklandiging miiziksel okuryazarligr destekleyen solfej gibi teorik iceriklerin ise

daha sinirli diizeyde sunuldugunu géstermektedir.
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YouTube platformunda yer alan baglama egitimi videolarinin 6gretim 6zellikleri

Aragurmanin ikinci alt problemi kapsaminda YouTube platformunda yer alan baglama egitimi videolarinin égretim
ozellikleri incelenmigtir. Bu kapsamda kanallar; sistemli oynatma listeleri olusturma, teknik uygulamalarin sézlia
aciklamalarla desteklenmesi, ders igeriklerinin kolaydan zora dogru planlanmasi ve uygulamali gosterimlere yer

verilmesi bakimindan degerlendirilmigtir. Elde edilen bulgular Tablo 4’te sunulmugtur.

Tablo 5. Incelenen YouTube baglama egitimi kanallarinin 6gretim 6zelliklerine iliskin bulgular

égretim C')zelligi f Kanallar %
Sistemli oynatma listeleri olugturulmast 3 YK1-YK2-YK4 60
Teknik uygulamalarin s6zlii agiklamalarla desteklenmesi 5 YK1-YK2-YK3-YK4-YKS 100
Ders igeriklerinin kolaydan zora dogru planlanmas: 3 YK1-YK2-YK4 60
Uygulamali gosterimlere yer verilmesi 5 YK1-YK2-YK3-YK4-YKS 100

Tablo 5 incelendiginde aragtirma kapsaminda degerlendirilen bes YouTube kanalinin YK1, YK2 ve YK4
kanallarinda (%60) baglama egitimine y6nelik sistemli oynatma listeleri olusturuldugu, kanallarin tamaminda (%100)
ise teknik uygulamalarin sézlii agiklamalarla desteklendigi ve uygulamali gosterimlere yer verildigi goriilmektedir. Bu
bulgu, incelenen kanallarin tamaminda 6gretim stirecinin yalnizca gorsel icra ile sinirlandirilmadiging, szl anlatim ve
uygulamali 6gretim yaklagimlarinin birlikte kullanildigint géstermektedir.

Buna kargilik ders iceriklerinin kolaydan zora dogru planlanmug bir 6gretim sirast izledigi kanallarin YK1, YK2 ve
YK4 (%60) oldugu belirlenmistir. YK3 ve YKS kanallarinda ise (%40) ise ders igeriklerinin belirli bir 6gretim programa
dogrultusunda ilerlemedigi, video siralamalarinda diizensizlikler ve konu tekrarlarinin bulundugu gértilmugtir. Bu
durum, YouTube'da baglama egitimi sunan kanallar arasinda Ggretim siirecinin planlanmasi bakimindan farkli

yaklagimlarin benimsendigini ortaya koymaktadir.

YouTube platformunda yer alan baglama egitimi videolarinin teknolojik ve gorsel o6zellikleri

Aragurmanin Ggiincii alt problemi kapsaminda YouTube platformunda yer alan baglama egitimi videolarinin
teknolojik ve gorsel ozellikleri incelenmistir. Bu kapsamda videolar; baglama icrasini gostermeye y6nelik yakin plan
¢ekimlerin kullanilmasi, birden fazla kamera agisindan yararlanilmasi ve video diizenleme tekniklerinin kullanilmas:

bakimindan degerlendirilmistir. Elde edilen bulgular Tablo 5’te sunulmugtur.

Tablo 6. Incelenen YouTube baglama egitimi videolarinin teknolojik ve gorsel 6zelliklerine iligkin bulgular

Teknolojik ve Gorsel Ozellik f Kanallar %
Yakin plan kamera ¢ekimlerinin kullanilmas: 4 YK1-YK2-YK4-YKS 80
Birden fazla kamera agisindan yararlanilmast 1 YK2 20

4 YK1-YK2-YK4-YK5 80

Video diizenleme tekniklerinden yararlanilmas:

Tablo 6 incelendiginde aragtirma kapsaminda degerlendirilen bes YouTube kanalinin dérdii (%80) olan YK1, YK2,
YK4 ve YKS kanallarinin baglama icrasint daha anlagilir hile getirmek amaciyla yakin plan kamera ¢ekimlerinden
yararlanildigt belirlenmistir. Benzer sekilde yine ayni kanallarin (YK1, YK2, YK4 ve YKS) (%80) video diizenleme
tekniklerinin (yakinlagtirma, yazi, gérsel ekleme vb.) 6gretim siirecini desteklemek amaciyla kullanildigi goriilmektedir.

Buna kargilik birden fazla kamera agisindan yararlanilan kanal sayisinin yalnizca bir (%20) oldugu ve bu kanalin B
kanalr oldugu belirlenmistir. Bu bulgu, YouTube'da baglama egitimi amaciyla hazirlanan videolarda teknolojik destek
unsurlarinmn belirli 6lgtide kullanildiging ancak ¢ok agili gekim gibi daha gelismis gorsel sunum tekniklerinin yaygin

olarak tercih edilmedigini gostermektedir.

Sonug ve Tartisma
Kanal igerikleri
Arasturmada incelenen YouTube baglama egitimi kanallarinin egitim-6gretim igeriklerine iliskin bulgular, platformda
sunulan iceriklerin biiyiik lciide uygulamali galgi 6gretimine odaklandigini gdstermektedir. Incelenen kanallarin
tamaminda tiirkd ve eser 6gretimine yer verilmesi, YouTube'un baglama egitiminde 6ncelikle uygulama temelli bir

ogrenme ortami olarak kullanildigini ortaya koymaktadir. Buna karsilik baglangig, orta ve ileri diizey egitim
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iceriklerinin, teknik egzersizlerin, akort 6gretiminin ve ozellikle solfej ¢aligmalarinin tiim kanallarda ayn1 diizeyde yer
almamasi, ayrica uzun sap baglama egitimine yonelik igeriklerin ti¢ kanalda ve kisa sap baglama egitimine y6nelik
iceriklerin biitiin kanallarda bulunmasi, dijital ortamda sunulan baglama egitiminde ortak bir 6gretim programi
anlayiginin heniiz olugmadigini diigiindtirmektedir.

Bu bulgu, Acikséz ve Giidek'in (2018) ¢evrim i¢i piyano egitimi {zerine gergeklestirdikleri aragtirmanin
sonuglariyla kismen benzerlik gostermektedir. S6z konusu aragtirmada egitim igeriklerinin baglangi¢ diizeyinden ileri
diizeye dogru planlt bir 6gretim sirast igerisinde sunuldugu, teknik ¢alismalarin, nota 6gretiminin ve mizik teorisinin
birbirini destekleyecek bi¢imde yapilandirildigs belirtilmektedir. Mevcut aragtirmada ise benzer bir sistematik yapiya
yalnizca bazi baglama egitimi kanallarinda rastlanmig, bazi kanallarda igeriklerin daha ¢ok bagimsiz eser 6gretimi
ekseninde ilerledigi goriilmiistiir. Bu durum, baglama egitimine yonelik dijital i¢erik tiretiminin biiyiik 6l¢iide ierik
tireticilerinin bireysel 6gretim anlayisina gore sekillendigini gostermektedir.

Aragtirmada teknik egzersizlere ve siisleme tekniklerine 6nemli 6lgiide yer verildigi belirlenmigtir. Diger l¢tit olan
yoresel tavir 6gretimine hi¢ yer verilmemesi baglamanin geleneksel aktarim roliinden uzaklagtigint gosterebilir.
Bununla birlikte solfej caligmalarinin yalnizca sinirli sayida kanalda bulunmas: dikkat cekmektedir. Calgt egitiminde
teknik becerilerin gelistirilmesi kadar miziksel okuryazarligin da énemli oldugu dikkate alindiginda, solfej ve nota
ogretiminin yeterince yer almamasi 6grencilerin ritim, ezgi ve mizikal okuma becerilerinin gelisimini olumsuz
etkileyebilecektir. Okan ve Arapgirlioglu (2020), dijital 6gretim ortamlarinin yalnizca performans becerilerinin degil,
biligsel 6grenme stireglerinin de desteklenmesi gerektigini vurgulamaktadir. Bu agidan degerlendirildiginde,
YouTube'da yer alan baglama egitimi iceriklerinin uygulamalr 6gretim bakimindan gii¢lii olmakla birlikte kuramsal
miizik egitimi yontinden gelistirilmeye agik oldugu séylenebilir.

Aragurmanin bulgulari, Uygun'un (2020) farkl: ¢algilara y6nelik YouTube videolarint inceledigi calismayla da
benzerlik gstermektedir. Uygun (2020), baglama egitim videolarinin 6nemli 6l¢iide 6gretim amaciyla hazirlandigin
ancak diizenli ders serileri ve sistematik 6gretim planlarinin biittin igeriklerde aynt diizeyde bulunmadigini ifade
etmektedir. Bu aragtirmada da baglangigtan ileri diizeye dogru yapilandirilmig egitim igeriklerinin yalnizca belirli
kanallarda yer aldig1 belirlenmistir. Dolaysiyla YouTube'da baglama egitimi sunan igerik tireticilerinin 6nemli bir
boliimiintin 6gretim programi mantigindan ¢ok bireysel deneyim aktarimini 6nceledigi sdylenebilir.

Bununla birlikte kanal incelemelerinde, bazi igerik iireticilerinin baglangi¢ diizeyinden ileri diizeye kadar planlanmug
ders serileri olusturdugu; bazilarinn ise daha ¢ok eser 6gretimi, performans videolar: ve bagimsiz teknik anlatimlara
agirlik verdigi goriilmigtiir. Bu farklilik, dijital platformlarda igerik Gretiminin belirli bir 6gretim standardina gore
degil, icerik iireticilerinin bireysel yaklagimlarina gére sekillendigini gdstermektedir. Karagorlu ve Ozek'in (2024)
belirttigi gibi YouTube’ da igerik tretimi pedagojik gereksinimle birlikte kullanici beklentileri ve platform
dinamiklerinden de etkilenmektedir. Bu nedenle igerik treticilerinin izlenme orani yiiksek eser 6gretimlerine daha fazla
yer vermesi, teknik ve kuramsal igeriklerin ise gorece daha sinirli kalmasina neden olabilmektedir.

Sonug olarak bu aragtirma, YouTube'da yer alan baglama egitimi igeriklerinin 6nemli bir ¢esitlilik sundugunu,
ancak Ogretim iceriklerinin kapsami ve yapilandirilmasi bakimindan kanallar arasinda belirgin farkliliklar
bulundugunu ortaya koymustur. Bulgular, YouTube'un baglama egitiminde erisilebilir ve etkili bir 6grenme ortami
oldugunu gostermekle birlikte, igeriklerin egitim programi anlayisi dogrultusunda daha sistematik bi¢imde
planlanmasinin gretim siirecinin niteligini artirabilecegini diigiindtirmektedir. Ayrica bu aragtirmanin, baglama
egitim videolarini izlenme veya kullanict etkilesiminin diginda egitim icerigi, teknik kazanimlar ve 6gretim kapsami
bakimindan bittinctl olarak degerlendirmesi yoniiyle mevcut alan yazina 6zgin bir katki sundugu

degerlendirilmektedir.

C")gretimsel ozellikler

Aragtirmada incelenen YouTube baglama egitimi kanallarinin ti¢tinde egitim iceriklerinin sistemli oynatma listeleri
alunda sunuldugu, tamaminda ise derslerin sozlii agiklamalarla desteklendigi ve uygulamalr gésterimlere yer verildigi
belirlenmistir. Bununla beraber yalnizca ti¢ kanalda ders igeriklerinin kolaydan zora dogru planlanmis bir 6gretim sirast
izledigi gortlmugttr. Bu bulgular, YouTube'da baglama egitimine yonelik igerik tireten kanallarin &gretim siirecini
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destekleyici gesitli yontemler kullandigini, ancak bu yontemlerin planli ve programli bir 6gretim anlayistyla her zaman
biitiinlesmedigini gostermektedir.

YouTube'un egitim ortami olarak sundugu en 6nemli avantajlardan biri, 6gretim igeriklerinin oynatma listeleri
hilinde diizenlenebilmesine olanak saglamasidir. Bu 6zellik, 6grencilerin konulart belirli bir sira igerisinde takip
edebilmesine ve ihtiya¢ duyduklart derslere kolaylikla ulagabilmesine katki saglamaktadir. Karagorlu ve Ozek (2024),
dijital 6grenme ortamlarinda igeriklerin sistematik bi¢imde organize edilmesinin 6grenme siirecinin niteligini artiran
temel unsurlardan biri oldugunu belirtmektedir. Bu aragtirmada incelenen tiim kanallarda oynatma listelerinin
kullanilmasi, icerik dreticilerinin G6gretim stirecini belirli bir diizen igerisinde sunma ¢abasinda olduklarini
gostermektedir. Bununla birlikte oynatma listelerinin bulunmasi tek bagina sistematik bir 6gretim programinin varligs
anlamina gelmemektedir. Nitekim aragtirmada yalnizca tig kanalda derslerin baglangi¢ diizeyinden ileri diizeye dogru
planli bir siralama izledigi belirlenmistir.

Calgr egitiminde 6grenme siirecinin agamalt olarak yapilandirilmasi, 6grencilerin teknik becerileri dogru sirayla
kazanabilmeleri agisindan 6nemli goriilmektedir. Agikséz ve Giidek (2018), ¢evrim ici piyano egitiminde derslerin
belirli bir 6gretim stras1 igerisinde sunulmasinin teknik becerilerin ve muiziksel gelisimin daha saglikli ilerlemesine katks
sagladigint ifade etmektedir. Benzer sekilde Okan ve Arapgirlioglu (2020), dijital 6gretim materyallerinin etkili
olabilmesi icin Ggretim stirecinin pedagojik ilkeler dogrultusunda planlanmast gerektigini vurgulamaktadir. Bu
aragtirmada bazi kanallarda konu tekrarlarinin bulunmasi, derslerin bagimsiz videolar geklinde sunulmast veya
seviyelendirilmis bir 6gretim planinin izlenmemesi, dijital baglama egitiminde 6gretim tasarimimnin gelistirilmesi
gereken yonlerinden biri olarak degerlendirilebilir.

Aragtirmada dikkat ¢eken bir diger bulgu, incelenen biittin kanallarda sozlii agiklamalarin uygulamalr gosterimlerle
birlikte kullanilmasidir. Calgt egitiminde yalnizca dogru icranin gosterilmesi ¢ogu zaman yeterli olmamakta; teknik
uygulamalarin amaci, uygulanig bicimi ve dikkat edilmesi gereken noktalarin da agiklanmast 6grenme siirecini
desteklemektedir. Bu agidan degerlendirildiginde, sozlii anlatim ile uygulamali gosterimin birlikte kullanidmast
ogrencilerin gorerek taklit etmelerinin yant sira uygulamanin manugini kavramalarina da katk saglayabilmektedir.
Atmaca ve Gerekten'in (2023) aragtirmasinda baglama 6grencilerinin, ayrintili agiklamalar iceren videolart daha yararls
bulduklarint ifade etmeleri de bu degerlendirmeyi desteklemektedir.

Diger taraftan, sistematik 6gretim plani bulunan kanallarda 6grencilerin temel tekniklerden baglayarak daha ileri
diizey becerilere yonlendirildigi; 6gretim sirasinin bulunmadigr kanallarda ise 6grencilerin igerikler arasinda kendi
ogrenme gereksinimlerine gére segim yapmak zorunda kaldiklari goriilmektedir. Bu durum, bireysel 6grenme
sorumlulugunu arurmakla birlikte Ozellikle baglamaya yeni baglayan Ogrenciler agisindan &grenme  siirecini
zorlagtirabilmektedir. Dijital 6grenme ortamlarinin sundugu esnek yapr 6nemli bir avantaj olmakla birlikte, pedagojik
planlamanin yetersiz oldugu durumlarda bu esneklik 6grenciler icin yonlendirme eksikligine dontigebilmektedir.

Sonug olarak arastrma bulgulari, YouTube'da yer alan baglama egitimi videolarinin gretim siirecini destekleyen
onemli ozellikler tagidigint gostermektedir. Ozellikle oynatma listeleri, sézlii anlatimlar ve uygulamalt gésterimler
¢evrim i¢i baglama egitimini destekleyen giigli yonler olarak degerlendirilebilir. Bununla birlikte i¢eriklerin énemli bir
boliimiinde seviyelendirilmis 6gretim planlarinin bulunmamass, dijital baglama egitiminde 6gretim tasarimina yonelik
ortak dl¢titlerin gelistirilmesi gerektigini ortaya koymaktadir. Bu baglamda igerik tireticilerinin teknik bilgi aktaran
videolar hazirlamalarinin yaninda, pedagojik ilkeleri dikkate alan biittinciil 6gretim serileri olusturmalarinin ¢evrim igi

baglama egitiminin niteligine 6nemli katkilar saglayacagi distiniilmektedir.

Teknolojik ve gorsel ozellikler

Aragtirmada incelenen YouTube baglama egitimi kanallarinin teknolojik ve gorsel 6zelliklerine iliskin bulgular, igerik
treticilerinin btiyik boliimiintin 6gretim siirecini desteklemek amaciyla ¢esitli dijital sunum  tekniklerinden
yararlandigint géstermektedir. Aragtirma kapsaminda degerlendirilen kanallarin biytik ¢ogunlugunda yakin plan
kamera ¢ekimleri ve video diizenleme teknikleri kullanilirken, birden fazla kamera agisindan yararlanilan kanal sayisinin

oldukga sinurlt oldugu belirlenmistir. Bu bulgu, baglama egitimine yonelik dijital igeriklerin temel gorsel diizenleme
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tekniklerinden yararlandigini, ancak daha geligmis gérsel 6gretim uygulamalarinin hentiz yayginlagmadigini ortaya
koymaktadir.

Calgr egitiminde gorsel sunumun niteligi, 6zellikle teknik becerilerin kazandirilmasi agisindan 6nemli bir yere
sahiptir. Baglama egitiminde tezene tutusu, sag ve sol el koordinasyonu, parmak pozisyonlart ve mizrap hareketleri gibi
uygulamalarin dogru bigimde gézlemlenebilmesi, 6grencilerin teknik becerileri dogru model alabilmeleri agisindan
biiyiik 6nem tagimaktadir. Bu nedenle yakin plan kamera ¢ekimleri, 6grencilerin ayrintilart daha net gorebilmelerine
olanak saglayarak cevrim ici 6gretimin etkililigini artirmaktadir. Aragtirmada incelenen kanallarin bityiik bélimiinde
yakin plan ¢ekimlerin tercih edilmesi, igerik tireticilerinin bu gereksinimin farkinda olduklarini géstermektedir.

Bu sonug, Karacorlu ve Ozek'in (2024) dijital 6grenme ortamlarinda gérsel sunum kalitesinin dgrenme siiregleri
tzerindeki belirleyici etkisine iliskin degerlendirmeleriyle 6rtismektedir. Aragtirmacilar, egitim videolarinda kullanilan
goriintii kalitesi, kamera agilart ve gorsel diizenlemelerin sadece estetik bir unsur olmadigini, 6grenmeyi dogrudan
etkileyen pedagojik degiskenler arasinda yer aldigint belirtmektedir. Bu arasurmada da yakin plan ¢ekimlerin yaygin
bi¢imde kullanilmasi, baglama egitiminde teknik hareketlerin daha anlagilir bi¢imde sunulmasina katk: saglayan
olumlu bir 6zellik olarak degerlendirilebilir.

Aragtirmada dikkat ¢eken bir diger bulgu ise video diizenleme tekniklerinin biiyiik ¢ogunlukla 6gretim amaciyla
kullanilmasidir. Yakinlagtirma, ekran yazilari, gorsel isaretlemeler ve benzeri diizenleme uygulamalari, 6grencilerin
dikkatini 6nemli ayrintilara yonlendirebilmekte ve 6grenme siirecini destekleyebilmektedir. Okan ve Arapgirlioglu
(2020), dijital 6gretim materyallerinin etkili olabilmesi i¢in igerik bakiminin beraberinde, sunum bi¢imi bakimindan
da 6grenmeyi destekleyecek sekilde tasarlanmasi gerektigini ifade etmektedir. Bu agidan degerlendirildiginde arastirma
kapsaminda incelenen kanallarin 6nemli bir béliimiinde video diizenleme tekniklerinden yararlanilmas, dijital 6gretim
ilkeleri ag1sindan olumlu bir bulgu olarak degerlendirilebilir.

Buna kargilik aragtirmada yalnizca bir kanalda birden fazla kamera agisindan yararlanildig belirlenmigtir. Oysa farkli
kamera agilar1 6zellikle baglama gibi iki el koordinasyonunun 6nemli oldugu ¢algilarda 6grencilerin ayn1 hareketi farkls
perspektiflerden izleyebilmelerine olanak saglamaktadir. Tek kamera ile hazirlanan videolarda bazi teknik ayrintlarin
yeterince goriilememesi, ozellikle baglangie diizeyindeki 6grenciler i¢in 6grenme siirecini gliglestirebilmektedir.
Atmaca ve Gerekten'in (2023) aragtirmasinda 6grencilerin video kalitesi ve gorsel agiklik konusundaki beklentilerini
dile getirmeleri de bu degerlendirmeyi desteklemektedir. Dolayisiyla ¢ok agili kamera sistemlerinin daha yaygin
kullanilmasi, ¢evrim i¢i baglama egitiminin niteligini artirabilecek 6nemli unsurlardan biri olarak degerlendirilebilir.

Diger taraftan dijital platformlarin gelisimi, i¢erik Giretimiyle birlikte, igeriklerin sunulug bi¢imini de etkilemektedir.
Tanyeri ve Esmergiil (2026), YouTube i¢eriklerinin gértintirligii ve kullanicr etkilesimi tizerinde gorsel tasarim, video
diizeni ve dijital sunum bigimlerinin etkili oldugunu belirtmektedir. Her ne kadar s6z konusu aragtirma dogrudan ¢algt
egitimini konu almamug olsa da dijital platformlarda hazirlanan egitim igeriklerinin pedagojik niteligi kadar gorsel
sunum kalitesinin de 6nem tagidigini géstermektedir. Bu aragtirmada elde edilen bulgular da baglama egitimi
videolarinda gorsel diizenleme tekniklerinin yaygin bigimde kullanilmasinin gretim siirecini destekleyen ve kullanici

deneyimini gelistiren bir unsur oldugunu ortaya koymaktadir.

Oneriler

Tlerideki aragtirmalar icin 6neriler

Bu aragtirma, belirlenen &lgtitleri karsilayan bes YouTube baglama egitimi kanali ile sinirlandirilmigtir. Gelecek
aragtirmalarda daha genis 6rneklemler kullanilarak farkl: dijital platformlarda yer alan baglama egitimi icerikleri
kargilagtirmalt olarak incelenebilir. Ayrica YouTube'da sunulan baglama egitimi videolarinin &grencilerin teknik
gelisimleri, performans bagarilart ve 6grenme siiregleri tizerindeki etkisini belirlemeye y6nelik deneysel ve karma
yontem aragtirmalarinin gergeklestirilmesi 6nerilmektedir. Bunun yani sira dijital baglama egitimi igeriklerinin 6gretim
tasarimi, kullanicr etkilesimi ve pedagoijik niteligini degerlendirmeye yonelik yeni 6l¢me araglarinin gelistirilmesi, alana

onemli katkilar saglayacakur.
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Uygulamacilar i¢in oneriler

Aragtirma bulgulart dogrultusunda, YouTube'da baglama egitimi amaciyla igerik tireten egitmenlerin ders iceriklerini
baslangig, orta ve ileri diizey seklinde sistematik bir 6gretim plani dogrultusunda yapilandirmalari 6nerilmektedir.
Bunun yaninda teknik egzersizler, uzun sap baglama egitimi, solfej ¢aligmalart ve 6gretimi destekleyen teknolojik
uygulamalara daha fazla yer verilmesi dijital baglama egitiminin niteligini artrabilir. Aragtirmanin en dikkat ¢ekici
bulgularindan biri, incelenen kanallarin hi¢birinde yoresel tavir 6gretimine yer verilmemis olmasidir. Oysa yoresel tavir,
baglama icrasinin ve Tirk halk miizigi geleneginin temel bilesenlerinden biridir. Bu nedenle dijital baglama egitimi
iceriklerinde farkli yorelere 6zgii tavir 6zelliklerini tanitan, tezene tekniklerini uygulamali olarak gésteren ve yoresel icra
anlayigini sistematik bicimde 6greten ders serilerine yer verilmesi 6nerilmektedir. Boylece dijital ortamda yiiriitiilen
baglama egitiminin teknik becerilerin kazandirilmasinin yani sira Tirk halk miiziginin yoresel icra geleneklerinin

korunmasina ve gelecek kusaklara aktarilmasina da katki saglayacagr distiniilmekeedir.

Aragtirmanin Sinirlilig:

Bu aragtirma;

> Aragtirmanin ytriitildtgi tarihte YouTube platformunda yer alan ve en az 100.000 aboneye sahip baglama
egitimi kanallari ile,

»  Aragtirma kapsaminda belirlenen 6l¢titleri karsilayan bes YouTube kanali ile,

> Bukanallarda herkese agik olarak erisilebilen baglama egitimi videolart ve oynatma listeleri ile,

» Aragtirmacilar tarafindan gelistirilen YouTube Baglama Egitimi Videolar: Kontrol Listesi kapsaminda
incelenen degiskenlerle,

» Aragtrmanin gerceklestirildigi tarihte YouTube platformunda erigilebilir durumda bulunan igeriklerle
sinirlidir.
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Ek 1. YouTube Baglama Egitimi Igerik Kontrol Listesi

YouTube Baglama Egitimi igerik Kontrol Listesi

Boliim 1. Egitimsel Icerikler

Ozellikler Agiklama Var | Yok
Baslangig diizeyi Baglangi¢ diizeyine yonelik egitim videolart bulunmaktadir.

Orta diizey Orta diizeye yonelik egitim videolar: bulunmaktadir.

fleri diizey Ileri diizeye yonelik egitim videolars bulunmaktadur.

Teknik egzersiz Teknik egzersiz ¢aligmalarina yer verilmistir.

Tiirk/eser 6gretimi Ttirkii/eser 6gretimine yer verilmigtir.

Nota materyali Nota veya gorsel 6gretim materyalleri kullanilmaktadir.

Akort 8gretimi Akort 8gretimine yer verilmektedir.

Solfej caligmalar1 Solfej caligmalarina yer verilmektedir.

Yoresel tavir Yoresel tavir §gretimine yer verilmektedir.

Siisleme teknikleri Siisleme tekniklerine yer verilmektedir.

Ara gecis caligmalar: Ara gecis calismalarina yer verilmektedir.

Uzun sap baglama Uzun sap baglama egitimine yer verilmektedir.

Kisa sap baglama Kisa sap baglama egitimine yer verilmektedir.

Boliim 2. Ogretimsel Igerikler

Ozellikler Agiklama Var | Yok
Sistemli oynatma listesi Baglama egitimine yonelik sistemli oynatma listeleri bulunmaktadir.

Teknik uygulama-sozlii agiklama | Teknik uygulamalar sézlii agiklamalarla desteklenmektedir.

Kolaydan zora Ders icerikleri kolaydan zora dogru planlanmugtir.

Uygulamali gosterim Uygulamali gésterimlere yer verilmektedir.

Béliim 3. Teknolojik ve Gorsel Ozellikler

Ozellikler Agiklama Var | Yok

Yakin plan kamera ¢ekimi

Baglama icrasini gostermeye yonelik yakin plan kamera ¢ekimleri
kullanilmaktadir.

Coklu kamera agist

Birden fazla kamera a¢isindan yararlanilmaktadir.

Video diizenlme teknikleri

Video diizenleme teknikleri (yakinlagtirma, yazi, gorsel ekleme vb.)
kullanilmaktadir.
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The aim of this study is to examine the educational content, instructional approaches, and
technological-visual presentation features of YouTube channels producing baglama education
content, thereby revealing the current state of baglama education conducted in digital environments.
The study was conducted using a case study design within the qualitative research approach, and
document analysis was employed to obtain the research data. Five YouTube baglama education
channels were selected through criterion sampling. The YouTube Baglama Education Content
Checklist, developed by the researchers, was used as the data collection instrument. The findings
showed that baglama education on the examined YouTube channels was predominantly conducted
through folk song/piece instruction and practical demonstrations. In terms of content, short-neck
baglama instruction, beginner-level lessons, ornamentation techniques, the use of notation and
visual materials, and tuning instruction were prominent, whereas intermediate- and advanced-level
content, long-neck baglama instruction, technical exercises, transition exercises, and solfege activities
were more limited. Verbal explanations and practical demonstrations were widely used in the
instructional process. In terms of technological and visual presentation, close-up camera shots were
commonly employed, while the use of multiple camera angles remained very limited. In addition,
none of the examined channels included instruction in regional performance styles, one of the
fundamental components of the Turkish folk music performance tradition. It is recommended that
baglama education content on YouTube be structured according to a level-based instructional
approach, that technical skills be developed more systematically, that technological-visual
presentation opportunities be used more effectively, that content creators prepare more planned and

@@@@ comprehensive instructional materials, and that future studies examine digital baglama education
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using larger samples.
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Introduction
Music education has long been conducted predominantly within an instructional model in which the teacher and
learner are present in the same physical environment, traditionally relying on the master-apprentice approach due to
its dependence on face-to-face interaction, observation, listening, imitation, and practice. However, the widespread
adoption of digital technologies and, particularly, the increased visibility of online learning environments in

educational life as a result of the various disruptions brought about by the pandemic have significantly diversified the
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settings in which music and instrumental instruction take place. While the combined use of video, audio, graphics,
and other multimedia components in the learning process has been reported to support motivation and learning
outcomes (Abdulrahaman etal., 2020), the effectiveness of video-based instruction has also been shown to depend not
only on the information presented but also on how that information is structured visually and pedagogically (Mayer
et al., 2020). From the perspective of instrumental education, technology is increasingly regarded not merely as an
auxiliary tool supporting traditional instruction, but as an integral component of the pedagogical process in creating
meaningful learning experiences (Schiavio et al., 2020). Indeed, findings indicating that remotely delivered violin
instruction can produce effective outcomes in terms of technical development and performance further demonstrate
that instrumental instruction can be sustained beyond the boundaries of the physical classroom (Okan &
Arapgirlioglu, 2020).

YouTube has become one of the prominent platforms through which music and instrumental instruction have
moved into digital environments. The platform’s ability to allow users to pause videos, replay them, and return to
specific sections provides important learning opportunities, particularly for practice-based music instruction
(Karagorlu & Bulut Ozek, 2024). Examining piano instruction delivered through YouTube, Acikséz and Giidek
(2018) demonstrated that lessons ranging from beginner to advanced levels can be systematically structured through
technical exercises, music theory, notation instruction, and performance practices. Uygun (2020), who examined
YouTube videos devoted to different instruments, found that baglama instructional videos achieved higher viewing
figures than those for some other instruments, although shortcomings were identified in terms of regular lesson series
and systematic instructional planning. Similarly, Giilim (2023) showed that channel organization, playlists, content
diversity, video quality, and user interaction in violin instruction channels on YouTube are associated with the quality
of digital instruction. Specifically in relation to baglama education, Atmaca and Gerekten (2023) found that students
used YouTube to review lessons, learn new pieces, find solutions to technical problems, and observe different
performers. Taken together, these studies indicate that YouTube has evolved beyond being merely a platform for
sharing musical performances and has become an important digital educational environment in which instrumental
instruction, repertoire transmission, and individual music learning take place.

As YouTube has increasingly become a prominent learning environment in music and instrumental instruction,
there is a growing need to examine how baglama education is structured on digital platforms. Although existing studies
have addressed the use of YouTube in instrumental instruction, user experiences, and content related to different
instruments from various perspectives, studies that jointly examine baglama education in terms of content,
instructional organization, and technological-visual presentation remain limited. Accordingly, the aim of this study is
to examine the educational content, instructional approaches, and technological-visual presentation features of
YouTube channels producing baglama education content, thereby revealing the current state of baglama education

conducted in digital environments.

YouTube and Music Education
YouTube is currently regarded not only as one of the world’s most widely used video-sharing platforms but also as an
important digital learning environment in which educational content is produced, shared, and accessed by millions of
users. Owing to its capacity to support visual and auditory learning simultaneously, users can watch videos whenever
they wish, pause them, replay them, and return to specific sections as needed. These affordances provide significant
advantages, particularly in practice-based fields of education, by supporting the retention of learning (Karagorlu &
Ozek, 2024). At the same time, YouTube’s recommendation algorithms enable users to access content more easily
according to their interests while encouraging content creators to prepare more systematic and higher-quality
instructional materials. Accordingly, the quality of educational content today is closely related not only to pedagogical
approaches but also to the operational dynamics of digital platforms.

Research on the effectiveness of educational videos published on YouTube also supports this view. Mayer, Fiorella,
and Stull (2020) state that the principal factors that increase the instructional effectiveness of videos include the use of
appropriate camera perspectives, support through visual explanations, reduction of unnecessary information load, and
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the design of materials that direct learners’ attention to essential instructional elements. According to these researchers,
the success of video-based instruction depends not only on the information conveyed but also on the way in which
that information is presented. This indicates that educational content published on digital platforms should be
evaluated not only in terms of pedagogical quality but also with regard to visual design, instructional planning, and
technological presentation features.

In line with these developments, digital platforms have become important learning environments that support
traditional instructional processes, particularly in practice-based fields. Music education and instrumental instruction
are among the areas most strongly influenced by this transformation. Through video-based instructional materials,
students can observe technical applications in detail, repeatedly watch performance examples, and organize their
individual practice according to their own learning pace. For this reason, YouTube and similar digital platforms have
increasingly become subjects of investigation in music education research in recent years.

Music education is a planned educational process aimed at developing individuals’ musical knowledge, skills, and
aesthetic sensitivity. Instrumental education in particular requires the combined use of visual, auditory, and kinesthetic
learning domains because of its practice-based structure, which involves the development of psychomotor skills in
addition to cognitive learning. The ability of students to observe technical applications accurately, repeat them, and
sustain their individual practice processes is among the fundamental factors influencing success in instrumental
education. Consequently, digital technologies in recent years have been regarded not merely as tools that support
instrumental instruction but as integral components of the learning process. Schiavio, Nijs, van der Schyff, and
Juntunen (2020) emphasize that contemporary instrumental education should aim not only to develop technical skills
but also to create meaningful learning experiences, and that technological tools should be integrated with pedagogical

approaches throughout this process.

Baglama Education

As one of the principal instruments of Turkish folk music, the baglama has historically served as a carrier of traditional
musical culture and has become an important instructional instrument in professional and academic music education
in Tirkiye. Today, baglama education is provided through systematic instructional programs in a wide range of
institutions, particularly conservatories, faculties of education, faculties of fine arts, and public education centers. The
expansion of the baglama into musical genres beyond traditional folk music has increased the need for instruction in
the instrument, leading to considerable developments in teaching methods, instructional materials, and academic
research (Parlak, 2016; Ekici, 2018).

For many years, baglama education was sustained within the megk tradition based on the master-apprentice
relationship. Within this instructional approach, students acquired plectrum techniques, regional performance styles,
tuning systems, repertoire, and local stylistic characteristics through direct observation, listening, and repetition
(Altug, 1998; Sen, 1998). Although the megk system played an important role in transmitting traditional performance
characteristics from generation to generation, it did not produce a standardized instructional model because the
teaching process largely depended on the individual knowledge and experience of the instructor. With the
institutionalization of music education during the Republican period, baglama education was also incorporated into
academic institutions and acquired a more planned and systematic structure, particularly through instructional
programs developed at universities and conservatories (Parlak, 2016; Ozdek, 2016).

Nevertheless, studies on baglama education indicate that a number of unresolved problems remain in the
instructional process. Among the most significant are substantial differences among methods in terms of content and
instructional approach, the absence of a fully established common instructional standard, the limited availability of
visual and auditory teaching materials, and the insufficient integration of technological opportunities into instruction
(Kog, 2001; Ozdek, 2015; Ekici, 2018). According to Ozdemir (2016), contemporary baglama education should be
based on a holistic instructional approach thatintegrates the development of technical skills with regional performance

styles, tuning systems, plectrum techniques, local stylistic characteristics, musical expression, and repertoire
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development. This approach requires the materials and learning environments used in instruction to possess sufficient
pedagogical quality.

Developments in digital technologies have also substantially diversified the learning environments used in baglama
education. Today, students are no longer limited to face-to-face lessons and can continue their learning beyond the
classroom through video-based instructional materials, online lessons, and digital platforms. YouTube in particular
has become a widely used learning environment through which individuals wishing to learn the baglama can access
different instructors, observe technical applications in detail, develop their repertoire, and support their individual
practice. The ability to replay video content, observe applications from different perspectives, and maintain
continuous access to instructional materials has transformed YouTube into an important digital learning resource for
baglama education.

However, baglama instructional videos published on YouTube are made available to users without undergoing any
academic review process. Consequently, the pedagogical quality, instructional planning, technical accuracy, and visual
presentation characteristics of the content may vary considerably from one channel to another. In other words, while
the platform offers important opportunities for individuals wishing to learn the baglama, it also contains substantial
differences in instructional quality. This situation makes it necessary to examine baglama education content on

YouTube according to scientific criteria and to determine its current characteristics.

Theoretical Framework

The theoretical framework of this study is based on the dimensions of pedagogical quality, instructional structuring,
and technological-visual presentation in digital instrumental education. The quality of digital instructional content
depends not only on the accuracy of the information presented but also on the progressive organization of content, its
support through practical application, and the effective use of audiovisual elements that influence learners’ attention.
According to Mayer, Fiorella, and Stull, appropriate camera perspectives, visual explanations, and design principles
that reduce cognitive load enhance the quality of learning in instructional videos (Mayer et al., 2020). Similarly, the
value of technology in instrumental education emerges to the extent that it is integrated with pedagogical approaches
(Schiavio et al., 2020).

Pedagogical
Content

Quality

Digital Baglama
Education
Quality

Framework

Digital-Visual Instructional
Instructional Design
Quality Quality

Figure 1. Digital Baglama education quality framework and its core dimensions

From the perspective of baglama education, high-quality instruction requires the integrated consideration of
technical skills, repertoire, regional style, tuning systems, ornamentation, musical literacy, and progressive instruction
(Parlak, 2016; Ozdemir, 2016). Therefore, in this study, the pedagogical quality of YouTube content is evaluated

across three main dimensions: educational content, instructional structure, and technological-visual features. These
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dimensions and subdimensions are as follows: pedagogical content quality, including level progression, technical
exercises, piece instruction, solfege-bona, regional style, ornamentation, transition exercises, and baglama types;
instructional design quality, including progression from simple to complex, systematic lesson sequencing, verbal
explanation, and practical demonstration; and digital-visual instructional quality, including close-up shots, multiple
camera angles, and video editing techniques.

Related Literature

The widespread use of digital technologies in music education has led to a significant increase in the number of studies
examining the effectiveness of video-based instructional environments. Taken together, these studies indicate that
YouTube and similar digital platforms have become important learning environments that support traditional
instructional processes, particularly in practice-based instrumental education. At the same time, research suggests that
the quality of educational content delivered through digital platforms should be evaluated not only in terms of content
richness but also in relation to instructional design, pedagogical planning, technological presentation features, and user
experience (Mayer et al., 2020; Schiavio et al., 2020).

Studies in the field of music education show that YouTube can be used effectively in instructional processes
involving different instruments. A¢iksdz and Guidek (2018), in their examination of online piano education channels,
found that lesson content was presented systematically from beginner to advanced levels and that technical studies,
music theory, notation instruction, and performance practices formed a complementary structure. Similarly, Okan
and Arapgirlioglu (2020) demonstrated that distance violin education could produce results comparable to face-to-
face instruction in terms of students’ technical development and performance achievement. These studies show that
video-based instruction is not merely a tool for facilitating information transfer but can become an effective learning
environment when supported by appropriate pedagogical planning.

Research covering different instruments has also shown that YouTube content may vary considerably in terms of
instructional processes and user behavior. Uygun (2020), who evaluated piano, violin, guitar, flute, and baglama
instructional videos according to various variables, found that baglama videos achieved higher viewing figures than
those for some other instruments and that a substantial proportion of the videos had been prepared for instructional
purposes. However, the study also reported that regular lesson series and systematic instructional plans were more
limited in baglama education content than in some other instrumental fields. This finding suggests that digital content
for baglama education has expanded quantitatively, while aspects of its instructional structure still require further
development.

Studies that directly examine the structural organization of YouTube channels have reached similar conclusions.
Giiliim (2023) evaluated violin instruction channels in terms of channel organization, playlists, content diversity, video
quality, and user interaction, and reported that regular content sharing, systematic lesson planning, and the organized
presentation of instructional materials enhance the quality of the digital learning process. These findings indicate that
in instrumental education conducted through digital environments, not only the information conveyed but also the
way instruction is planned and content is presented has a determining influence on learning.

Studies focusing specifically on baglama education have primarily addressed user experiences. Atmaca and
Gerekten (2023), in their examination of baglama students’ experiences of using YouTube, found that students used
the platform mainly to review lessons, learn new pieces, solve technical problems, and observe different performers.
However, the study also indicated that the lack of systematically structured instructional programs, insufficiently
detailed technical explanations, and variations in video quality could negatively affect the learning process. These
findings show that although YouTube constitutes an important supplementary learning environment for baglama
education, the pedagogical quality of its content still requires improvement.

In the international literature, the effectiveness of instructional videos is emphasized as being largely dependent on
pedagogical design principles. Mayer et al. (2020) state that the use of appropriate camera angles, visual explanations,
design principles that reduce cognitive load, and presentation styles that keep learners actively engaged can improve

learning outcomes in instructional videos. Similarly, Schiavio et al. (2020) argue that contemporary instrumental
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education should aim not only to develop technical skills but also to create meaningful learning experiences, with
technological tools integrated into pedagogical approaches throughout the process. Abdulrahaman et al. (2020), in
their systematic review of multimedia tools, found that multimedia components such as video, audio, graphics, and
animation can increase learning motivation and positively influence learning outcomes. Taken together, these studies
demonstrate that simply presenting information is insufficient in digital instructional content; instructional design,
visual presentation, and technological features are also integral components of the learning process.

Current literature indicates that YouTube is becoming increasingly important as a supplementary learning
environment in music and instrumental education. However, the majority of existing studies focus on the effectiveness
of online instruction, user experiences, or general content analyses across different instruments. Studies in the field of
baglama education, on the other hand, are largely limited to students’ YouTube usage habits or general evaluations of
the platform. In particular, there is a lack of systematic studies based on specific criteria that jointly examine the
educational content, instructional content, and technological and visual features of baglama education channels on
YouTube. This gap highlights the need to evaluate baglama education content presented in digital environments from
a pedagogical perspective.

Building on this gap, the present study aims to examine baglama education channels on YouTube in terms of their
educational content, instructional features, and technological and visual characteristics. The findings are expected to
make a scholarly contribution to content creators producing baglama education materials in digital learning
environments, baglama educators, and future research in this field.

Significance of the Study

Technological developments have significantly transformed the ways in which information is accessed and learning
processes are organized. In particular, video-based digital platforms have become alternative learning environments in
which educational content is produced, shared, and delivered to large audiences. YouTube offers important
opportunities for music and instrumental education because it supports visual and auditory learning simultaneously,
allows content to be replayed, and enables users to progress according to their individual learning pace (Karagorlu &
Bulut Ozek, 2024; Mayer et al., 2020). Indeed, studies conducted in different instrumental fields have shown that
YouTube serves as an important digital learning environment for observing technical applications, accessing
instructional materials, and supporting individual practice processes (A¢ikséz & Giidek, 2018; Okan & Arapgirlioglu,
2020; Uygun, 2020).

The original contribution of this study emerges from two main points. First, while a substantial proportion of
existing studies examine the general educational use of YouTube or content related to different instruments (Ag¢iksoz
& Giidek, 2018; Gulam, 2023; Uygun, 2020), only a limited number of studies address baglama education channels
by considering educational content, instructional content, and technological-visual presentation dimensions together.
Beyond being merely a musical instrument, the baglama is an important carrier of the cultural continuity of Turkish
folk music and involves a multidimensional learning process that includes plectrum techniques, regional performance
styles, tuning systems, repertoire, and local performance practices (Parlak, 2016; Ozdemir, 2016). Therefore,
examining the presence and structure of baglama education in digital environments is important for understanding
the transformation of traditional modes of musical transmission within new learning environments.

The second original aspect of the study concerns its relevance to economical and accessible learning opportunities.
In traditional instrumental education, one-to-one instruction, courses, and private lessons may impose certain
limitations in terms of time, space, and financial resources. By contrast, free and accessible digital platforms such as
YouTube allow individuals to access different instructors, review lesson content repeatedly, and individualize their
learning processes. In this respect, digital platforms can be regarded as alternative learning environments that may
support greater equality of opportunity in access to music education (Abdulrahaman et al., 2020; Karagorlu & Bulut
Ozek, 2024). At the same time, notall content presented in digital environments possesses the same level of pedagogical
quality, and content may differ in terms of instructional planning, visual presentation features, and technical accuracy

(Mayer et al., 2020; Schiavio et al., 2020). Therefore, examining baglama education content on YouTube according to
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scientific criteria is important for identifying the current state of digital baglama education and for supporting the
development of higher-quality online instructional materials in the future.
Research Problem
Despite the increasing use of digital platforms in music and instrumental education, there is only a limited body of
research examining how baglama education content presented on YouTube is structured in terms of pedagogical
organization, instructional features, and technological-visual presentation. In particular, determining what types of
content, instructional approaches, and technological opportunities are used in the digital teaching of the baglama, one
of the principal instruments of Turkish folk music, constitutes an important research problem.
The aim of this study is to examine baglama education channels on YouTube in terms of their educational content,
instructional features, and technological and visual presentation characteristics, thereby revealing the current state of
baglama education in digital environments.
In line with this main aim, the following research questions were addressed:

> How is baglama education content structured in baglama education channels on YouTube?

» What instructional approaches and instructional features are used in YouTube baglama education channels?

> What technological and visual presentation features are used in YouTube baglama education channels?

Method
Research Design

This study was conducted using a case study design within the framework of qualitative research. A case study is one
of the qualitative research designs used to examine a particular case in a multifaceted, in-depth, and holistic manner
within its natural context (Yin, 2018; Stake, 1995). In this study, the case examined was digital baglama education
conducted through baglama education channels on YouTube. Within the scope of the research, the educational
content, instructional features, and technological-visual presentation characteristics of these digital instructional
environments were examined in detail in order to identify their current state.

The data for this study were obtained using the document analysis technique. Document analysis is a qualitative
data collection technique that enables written, visual, and digital materials related to the research topic to be
systematically examined and transformed into research data (Bowen, 2009). Accordingly, baglama education channels
on YouTube were examined in terms of their educational content, instructional features, and technological and visual
presentation characteristics.

The instructional videos, playlists, and channel content of the YouTube channels identified as data sources were
evaluated using the YouTube Baglama Education Content Checklist developed by the researchers. In qualitative
research, the data analysis process involves organizing the collected data under meaningful categories and themes,
interpreting them, and explaining them in accordance with the research questions (Creswell & Poth, 2018).
Accordingly, the data obtained were analyzed using descriptive analysis; the content was classified in line with the sub-
problems of the study, common characteristics were identified, and the findings were presented accordingly.
Selected YouTube Channels
The study group consisted of channels producing content for baglama education on YouTube. Criterion sampling,
one of the purposive sampling methods, was used to determine the study group. Criterion sampling is an approach
based on selecting cases that possess predetermined characteristics relevant to the purpose of the study for detailed
examination (Creswell & Poth, 2018; Patton, 2015). The purpose of this approach is not to obtain a large sample for
generalization, but rather to identify information-rich cases in relation to the research problem and examine them in

depth (Patton, 2015). The following criteria were used to determine the study group:

>  Producing regular and original content for baglama education on YouTube,

> Having atleast 100,000 subscribers at the time the study was conducted,

> Having accessible and publicly available playlists devoted to baglama education,
>

Including videos addressing beginner, intermediate, or advanced levels of baglama education,
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> Providing educational content suitable for examination in accordance with the purpose of the study.

These criteria were developed by considering the need to evaluate digital learning content not only in terms of its
availability but also with regard to accessibility, continuity, regularity, and instructional structure (Bowen, 2009;
Mayer et al., 2020). In particular, the quality of online instructional content has been associated with content
organization, pedagogical structuring, and presentation characteristics (Mayer et al., 2020).

As aresult of the examination, five YouTube channels that met the specified criteria were included in the study. In

accordance with research ethics and impartiality principles, the channel names were not used directly; instead, each
channel was coded and identified as YC1, YC2, YC3, YC4, and YCS.

Table 1. Descriptive information on the selected YouTube channels as of September 2026

YouTube Channel Number of Subscribers Number of Playlists Number of Videos
YC1 430,000 5 169
YC2 154,000 10 205
YC3 136,000 2 280
YC4 131,000 7 162
YC5 125,000 10 127

The selected YouTube channels may also include instruction for different instruments, personal posts, or various
types of music-related content in addition to baglama education. However, in accordance with the purpose of the
study, only playlists and videos related to baglama education were included in the research, while content unrelated to
baglama education was excluded from the analysis. Information on the YouTube channels examined within the scope
of the study is presented in Table 1.

Data Collection Tools and Procedure

The data were obtained from baglama education content available on YouTube through document analysis, a
technique commonly used in qualitative research. Document analysis is a data collection technique that enables
written, visual, or digital materials related to the phenomenon under investigation to be systematically examined and
transformed into research data (Bowen, 2009; Creswell & Poth, 2018). Today, websites, social media platforms, and
video-sharing environments are regarded as important sources of digital documents that can be examined in qualitative
research.

YouTube Baglama Education Content Checklist

The checklist was structured in accordance with the pedagogical quality approach adopted in the theoretical
framework of the study, and the quality of digital baglama education was addressed through three main dimensions:
educational content, instructional structure, and technological-visual presentation. These dimensions were developed
on the basis of principles emphasizing the importance of pedagogical structuring and visual presentation in effective
video instruction (Mayer et al., 2020), as well as the need to integrate technology with pedagogical processes in
instrumental education (Schiavio etal., 2020). The checklist was developed by the researchers to systematically evaluate
the educational content, instructional features, and technological and visual presentation characteristics of baglama
education channels on YouTube (see Appendix 1).

During the development of the data collection instrument, studies on digital music education and YouTube-based
instrumental education were first reviewed (Agikséz & Gudek, 2018; Uygun, 2020; Giliim, 2023; Atmaca &
Gerekten, 2023). In addition, the dimensions to be evaluated were determined in line with the purpose and sub-
problems of the study. In qualitative research, data collection instruments should be structured in direct relation to
the research questions and developed in a way that reveals different dimensions of the phenomenon under
investigation (Creswell & Poth, 2018; Merriam & Tisdell, 2016).

Accordingly, the YouTube Baglama Education Content Checklist was structured around three main dimensions:

> Educational content,
> Instructional content,
» Technological and visual features.
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Expert opinion was sought to evaluate the content validity of the checklist. For this purpose, an expert evaluation
form was sent to five academics specializing in music education, who were asked to assess the items in terms of their
relevance to the purpose of the study, clarity, and scope. Based on the feedback received from the experts, the wording
of some items was revised, items with similar characteristics were reorganized, and the checklist was finalized. In
qualitative research, obtaining expert opinion during the development of data collection instruments is considered an
important practice for improving the clarity and content appropriateness of the research instrument (Merriam &
Tisdell, 2016).

The YouTube channels examined within the scope of the study were systematically evaluated using the developed
YouTube Baglama Education Content Checklist. During the data collection process, only publicly accessible content
intended for baglama education and meeting the criteria established for the study was included in the analysis. Content
available on the channels but unrelated to baglama education, restricted-access videos, members-only content, and
posts intended for advertising purposes were excluded from the study.

Data Analysis

The data obtained within the scope of the study were analyzed using descriptive analysis. Descriptive analysis is an
analytical approach in qualitative research based on organizing, summarizing, and interpreting data in accordance with
predetermined themes, categories, or conceptual frameworks (Creswell & Poth, 2018; Miles, Huberman, & Saldania,
2014). In this approach, the researcher aims to identify the main characteristics of the case under examination by
classifying the collected data into meaningful categories in line with the research questions (Merriam & Tisdell, 2016).
In this study, the data were evaluated according to the criteria included in the YouTube Baglama Education Content
Checklist, which was developed in accordance with the purpose and sub-problems of the research. Accordingly, data
obtained from the YouTube channels were systematically classified under the headings of educational content,
instructional features, and technological and visual presentation characteristics. During the classification process, each
channel and its content were examined according to the criteria included in the checklist, and common characteristics
were identified.

The data were transferred to Microsoft Excel, and frequency (f) and percentage (%) values were calculated for the
specified criteria. These quantitatively expressed descriptive indicators were used to demonstrate the distribution of
the digital instructional content examined. The findings were presented in tables and interpreted descriptively in

accordance with the sub-problems of the study.

Findings
This section presents the findings related to the research sub-problems. Frequency values were calculated across the

five channels based on the Yes/No coding used in the checklist.

Example of the Application of the YouTube Baglama Education Content Checklist

Table 2. Visual examples of video content included in the checklist

YouTube Baglama Education Content Checklist
Section 1. Educational Content

Features Description Screenshot

Uaun Sp B Bagang E)

Beginner level Instructional videos for beginner-level
learners are available.

217



Kaynak €& Candan

Intermediate level

Instructional videos for intermediate-level
learners are available.
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Advanced level

Instructional videos for advanced-level
learners are available.

Technical exercises

Technical exercise activities are included.

Folk song/piece
instruction

Folk song/piece instruction is included.

Notation materials

Notation or visual instructional materials
are used.

Tuning instruction

Tuning instruction is included.

Solfege exercises

Solfege exercises are included.

Bt

RIRLE

Regional
style

performance

Instruction in regional performance styles
is included.

Ornamentation techniques

Ornamentation techniques are included.

Stisleme Nasil Yapilir,
Nota Dersi

Transition exercises

Transition exercises are included.
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Long-neck baglama

Long-neck  baglama instruction is

included.

B

Short-neck baglama

Short-neck  baglama instruction is

included.

Section 2. Instructional Content

Systematic playlist

Systematic playlists for baglama education
are available.

Technical application-

verbal explanation

Technical applications are supported by
verbal explanations.

Progression from simple to
complex

Lesson content is organized from simple
to complex.

Practical demonstration

Practical demonstrations are included.

Section 3. Technological and Visual Features

Close-up camera shots

Close-up camera shots are used to
demonstrate baglama performance.

Multiple camera angles

More than one camera angle is used.

Video editing techniques

Video editing techniques such as zooming,
text, and visual inserts are used.
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The visuals presented in Table 2 are provided to illustrate how the video content criteria in the checklist were
applied during the data analysis process.

Educational Content of Baglama Instruction Videos on YouTube
Within the scope of the study, the educational content of baglama education channels on YouTube was examined.

Accordingly, the channels were evaluated in terms of the availability of beginner-, intermediate-, and advanced-level
instructional videos, the inclusion of technical exercise content, the provision of folk song/piece instruction, and the

use of notation or visual instructional materials. The findings are presented in Table 2.

Table 3. Findings on the educational content of the examined YouTube baglama education channels

Educational Content f Channels %
Inclusion of instructional videos for beginner-level learners 4 YC1-YC2-YC3-YC4 80
Inclusion of intermediate-level instructional videos 5 YCI1-YC2-YC3-YC4-YC5S 100
Inclusion of advanced-level instructional videos 3 YC1-YC2-YC4 60
Inclusion of technical exercise activities 3 YCI1-YC2-YC3-YC4 60
Inclusion of folk song/piece instruction 5 YCI1-YC2-YC3-YC4-YC5S 100
Use of notation or visual instructional materials 4 YCI1-YC2-YC4-YC5 80

As shown in Table 3, folk song/piece instruction was included in all five YouTube channels examined within the
scope of the study (100%). In contrast, beginner-level instructional content was available on four channels, namely
YC1, YC2, YC3, and YC4 (80%); intermediate-level instructional content was available on all five channels (100%);
and advanced-level instructional content was available on three channels, namely YC1, YC2, and YC4 (60%).

Technical exercise activities were identified on three channels (60%), namely YC1, YC2, and YC4, while notation
or visual instructional materials were used to support the instructional process on four channels, namely YC1, YC2,
YC4, and YCS (80%). These findings indicate that baglama education content on YouTube largely focuses on practical
instruction and the performance of musical pieces, whereas level-based instructional approaches and content aimed at

systematically developing technical skills are not represented to the same extent across all channels.

Table 4. Findings on the instructional content of the examined YouTube baglama education channels

Instructional Content f Channels %
Inclusion of tuning instruction 4 YC1-YC3-YC4-YC5 80
Inclusion of solfege exercises 2 YC2-YC4 40
Inclusion of regional performance style instruction 0o - 0
Inclusion of ornamentation techniques 4  YC1-YC2-YC4-YC5 80
Inclusion of transition exercises 3  YCI1-YC2-YC4 60
Inclusion of long-neck baglama instruction 3  YCI1-YC2-YC3 60
Inclusion of short-neck baglama instruction 5  YCI1-YC2-YC3-YC4-YC5S 100

As shown in Table 4, short-neck baglama instruction was provided on all five channels examined within the scope
of the study (100%), whereas long-neck baglama instruction was provided on three channels, namely YC1, YC2, and
YC3(60%). No instructional content related to regional performance styles was identified on any of the channels. This
finding indicates that regional performance style instruction, which holds an important place in baglama education,
was not represented in the examined channels. Videos addressing ornamentation techniques were found on four
channels, namely YC1, YC2, YC4, and YCS (80%).

In addition, tuning instruction was included on four channels, namely YC1, YC3, YC4, and YC5 (80%); transition
exercises were included on three channels, namely YC1, YC2, and YC4 (60%); and solfege exercises were included only
on YC2 and YC4 (40%). These findings suggest that baglama education content on YouTube predominantly focuses
on instrumental performance and practical application, while theoretical content supporting musical literacy, such as
solfege, is presented to a more limited extent.

Instructional Features of Baglama Education Videos on YouTube
Within the scope of the second research sub-problem, the instructional features of baglama education videos on
YouTube were examined. Accordingly, the channels were evaluated in terms of the creation of systematic playlists, the
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support of technical applications through verbal explanations, the organization of lesson content from simple to
complex, and the inclusion of practical demonstrations. The findings are presented in Table 5.

Table 5. Findings on the instructional features of the examined YouTube baglama education channels

Instructional Feature f Channels %
Creation of systematic playlists 3 YC1-YC2-YC4 60
Supporting technical applications with verbal explanations 5 YC1-YC2-YC3-YC4-YCS 100
Organization of lesson content from simple to complex 3 YC1-YC2-YC4 60
Inclusion of practical demonstrations 5 YC1-YC2-YC3-YC4-YCS 100

Asshown in Table 5, systematic playlists for baglama education were created on three of the five YouTube channels
examined, namely YC1, YC2, and YC4 (60%). On all five channels (100%), technical applications were supported by
verbal explanations and practical demonstrations were included. This finding indicates that the instructional process
on all examined channels was not limited to visual performance alone, but combined verbal explanation with practice-
based instruction.

In contrast, lesson content followed an instructional sequence organized from simple to complex on three channels,
namely YC1, YC2, and YC4 (60%). On YC3 and YCS5 (40%), lesson content did not progress according to a clearly
structured instructional program, and irregularities in video sequencing and repetitions of topics were observed. This
finding demonstrates that different approaches are adopted across YouTube channels in terms of planning the baglama
instructional process.

Technological and Visual Features of Baglama Education Videos on YouTube

Within the scope of the third research sub-problem, the technological and visual features of baglama education videos
on YouTube were examined. Accordingly, the videos were evaluated in terms of the use of close-up shots to
demonstrate baglama performance, the use of multiple camera angles, and the use of video editing techniques. The

findings are presented in Table 6.

Table 6. Findings on the technological and visual features of the examined YouTube baglama education videos

Technological and Visual Feature f Channels %
Use of close-up camera shots 4 YC1-YC2-YC4-YC5 80
Use of multiple camera angles 1 YC2 20
Use of video editing techniques 4  YC1-YC2-YC4YC5 80

As shown in Table 6, four of the five YouTube channels examined, namely YC1, YC2, YC4, and YCS5 (80%), used
close-up camera shots to make baglama performance easier to observe and understand. Similarly, the same four
channels, YC1, YC2, YC4, and YC5 (80%), used video editing techniques, such as zooming, text overlays, and visual
inserts, to support the instructional process.

In contrast, only one channel (20%) used multiple camera angles, and this channel was identified as YC2. This
finding indicates that technological support elements are used to some extent in videos prepared for baglama education
on YouTube; however, more advanced visual presentation techniques, such as multi-angle recording, are not widely

employed.

Conclusion and Discussion
Channel Content
The findings regarding the educational and instructional content of the YouTube baglama education channels

examined in this study indicate that the content available on the platform is largely focused on practice-based
instrumental instruction. The inclusion of folk song and musical piece instruction across all of the examined channels
demonstrates that YouTube is primarily used as a practice-oriented learning environment in baglama education. In
contrast, the fact that beginner-, intermediate-, and advanced-level instructional content, technical exercises, tuning
instruction, and particularly solfége activities were not represented to the same extent across all channels, together with

the presence of long-neck baglama instruction on only three channels and short-neck baglama instruction on all
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channels, suggests that a common curriculum-based approach to baglama education has not yet been established in
the digital environment.

This finding partially corresponds with the results of A¢iks6zand Giidek’s (2018) study on online piano education.
Their study reported that instructional content was presented within a planned progression from beginner to advanced
levels and that technical exercises, notation instruction, and music theory were structured in a mutually supportive
manner. In the present study, however, such a systematic structure was observed only in some baglama education
channels, while the content of other channels progressed primarily through independent piece instruction. This
suggests that the production of digital content for baglama education is largely shaped by the individual instructional
approaches of content creators.

The findings also showed that technical exercises and ornamentation techniques were included to a considerable
extent. By contrast, no content related to regional performance style instruction was identified. This may indicate that
one of the culturally distinctive components of traditional baglama instruction is insufficiently represented in the
digital instructional environment. In addition, solfége activities were found in only a limited number of channels.
Considering that musical literacy is as important as the development of technical skills in instrumental education, the
limited inclusion of solfége and notation instruction may restrict opportunities for learners to develop rhythmic,
melodic, and music-reading skills. Okan and Arapgirlioglu (2020) emphasize that digital instructional environments
should support not only performance skills but also cognitive learning processes. From this perspective, although
baglama education content on YouTube appears relatively strong in terms of practical instruction, it remains open to
further development with respect to theoretical music education.

The findings of the present study are also consistent with Uygun’s (2020) examination of YouTube videos related
to different instruments. Uygun (2020) reported that a substantial proportion of baglama education videos were
prepared for instructional purposes, but that regular lesson series and systematic instructional plans were not equally
represented across all content. Similarly, the present study found that instructional content structured progressively
from beginner to advanced levels was available only on certain channels. Therefore, it may be suggested that a
considerable proportion of content creators providing baglama instruction on YouTube prioritize the transmission of
individual experience rather than a curriculum-oriented instructional approach.

The channel analyses further showed that some content creators developed planned lesson series extending from
beginner to advanced levels, whereas others focused more heavily on piece instruction, performance videos, and
independent technical explanations. This variation indicates that content production on digital platforms is shaped
not by acommon instructional standard but by the individual approaches of content creators. As Karagorlu and Ozek
(2024) note, content production on YouTube is influenced not only by pedagogical needs but also by user
expectations and platform dynamics. Consequently, content creators may devote greater attention to piece-instruction
videos that attract higher levels of viewer interest, while technical and theoretical content may remain comparatively
limited.

Overall, this study demonstrates that baglama education content on YouTube offers considerable diversity, while
also revealing substantial differences among channels in terms of the scope and organization of instructional content.
The findings indicate that YouTube provides an accessible digital learning environment for baglama education;
however, planning content more systematically in accordance with a curriculum-oriented approach may improve the
quality of the instructional process. The study also contributes to the existing literature by evaluating baglama
education videos holistically in terms of educational content, technical learning outcomes, and instructional scope,
rather than limiting the analysis to viewing figures or user interaction.

Instructional Features

The findings showed that instructional content was presented through systematic playlists on three of the YouTube
baglama education channels examined, while lessons on all channels were supported by verbal explanations and
practical demonstrations. However, only three channels followed a planned instructional sequence progressing from

simple to complex. These findings indicate that channels producing baglama education content on YouTube employ
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various methods to support the instructional process, although these methods are not always integrated into a planned
and structured instructional approach.

One of the major advantages of YouTube as an educational environment is its ability to organize instructional
content into playlists. This feature enables learners to follow topics in a particular sequence and to access the lessons
they need more easily. Karacorlu and Ozek (2024) state that the systematic organization of content in digital learning
environments is one of the fundamental factors contributing to the quality of the learning process. The use of playlists
across the examined channels indicates that content creators attempt to present instructional materials in an organized
manner. Nevertheless, the existence of playlists alone does not necessarily indicate the presence of a systematic
instructional program. Indeed, the present study found that only three channels followed a planned instructional
progression from beginner to advanced levels.

In instrumental education, structuring the learning process progressively is considered important for enabling
students to acquire technical skills in an appropriate sequence. A¢iks6z and Giidek (2018) state that presenting online
piano lessons within a clearly defined instructional sequence contributes to the more effective development of
technical skills and musical competence. Similarly, Okan and Arapgirlioglu (2020) emphasize that digital instructional
materials should be planned in accordance with pedagogical principles in order to be effective. In the present study,
the presence of topic repetitions in some channels, the presentation of lessons as independent videos, and the absence
of a level-based instructional plan can be considered among the aspects of instructional design that require further
development in digital baglama education.

Another noteworthy finding is that verbal explanations were used together with practical demonstrations in all of
the channels examined. In instrumental education, simply demonstrating correct performance is often insufticient;
explaining the purpose of technical applications, how they should be performed, and the points requiring particular
attention also supports the learning process. From this perspective, combining verbal explanation with practical
demonstration may help students not only imitate what they observe but also understand the logic underlying the
application. The findings of Atmaca and Gerekten (2023), in which baglama students reported finding videos with
detailed explanations more useful, also support this interpretation.

On the other hand, in channels with a systematic instructional plan, learners were guided from basic techniques
toward more advanced skills, whereas in channels without a clear instructional sequence, learners had to select among
available content according to their own learning needs. Although this may increase individual responsibility for
learning, it can also make the learning process more difficult, particularly for beginners. While the flexibility offered
by digital learning environments is an important advantage, in cases where pedagogical planning is insufficient, this
flexibility may turn into a lack of instructional guidance for learners.

Overall, the findings indicate that baglama education videos on YouTube possess several features that support the
instructional process. In particular, playlists, verbal explanations, and practical demonstrations can be regarded as
strengths of online baglama education. However, the absence of level-based instructional plans in a substantial
proportion of the content indicates the need to develop shared criteria for instructional design in digital baglama
education. In this respect, content creators could make an important contribution to the quality of online baglama
education not only by producing videos that convey technical knowledge but also by developing comprehensive
instructional series based on pedagogical principles.

Technological and Visual Features

The findings regarding the technological and visual features of the YouTube baglama education channels examined in
this study indicate that most content creators make use of various digital presentation techniques to support the
instructional process. While close-up camera shots and video editing techniques were used in the majority of the
channels examined, the number of channels using multiple camera angles was quite limited. This finding shows that
digital baglama education content benefits from basic visual presentation techniques, whereas more advanced visual

instructional practices have not yet become widespread.
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The quality of visual presentation plays an important role in instrumental education, particularly in the acquisition
of technical skills. In baglama education, the ability to observe practices such as plectrum grip, right- and left-hand
coordination, finger positions, and plectrum movements accurately is particularly important for enabling learners to
model technical skills correctly. Close-up camera shots therefore allow learners to see technical details more clearly and
may enhance the effectiveness of online instruction. The widespread use of close-up shots among the channels
examined suggests that content creators are aware of this instructional need.

This finding is consistent with Karagorlu and Ozek’s (2024) evaluation of the determining role of visual
presentation quality in digital learning environments. The researchers indicate that image quality, camera angles, and
visual editing in educational videos are not merely aesthetic elements but are among the pedagogical variables that can
directly influence learning. In the present study, the widespread use of close-up shots can likewise be regarded as a
positive feature that contributes to presenting technical movements in baglama education more clearly.

Another noteworthy finding is that video editing techniques were used predominantly for instructional purposes.
Techniques such as zooming, on-screen text, visual markings, and similar editing applications can direct learners’
attention to important details and support the learning process. Okan and Arapgirlioglu (2020) state that for digital
instructional materials to be effective, they should be designed not only in terms of content but also in terms of
presentation in ways that support learning. From this perspective, the use of video editing techniques in a substantial
proportion of the channels examined can be considered a positive finding in terms of digital instructional principles.
In contrast, only one channel was found to use multiple camera angles. However, different camera angles may be
particularly useful for instruments such as the baglama, where coordination between both hands is important, because
they allow learners to observe the same movement from different perspectives. In videos recorded with a single camera,
some technical details may not be sufficiently visible, which can make the learning process more difficult, especially
for beginners. The findings of Atmaca and Gerekten (2023), in which students expressed expectations regarding video
quality and visual clarity, also support this interpretation. Therefore, the more widespread use of multi-angle camera
systems may be regarded as an important factor that could improve the quality of online baglama education.

In addition, the development of digital platforms affects not only content production but also the way content is
presented. Tanyeri and Esmergiil (2026) state that visual design, video organization, and digital presentation formats
influence the visibility of YouTube content and user interaction. Although their study does not directly address
instrumental education, it demonstrates that visual presentation quality is important alongside pedagogical quality in
educational content produced for digital platforms. The findings of the present study similarly indicate that the
widespread use of visual editing techniques in baglama education videos constitutes an element that supports the

instructional process and enhances the user experience.

Recommendations
Recommendations for Future Research

This study was limited to five YouTube baglama education channels that met the predetermined criteria. Future
studies may employ larger samples and comparatively examine baglama education content available on different digital
platforms. In addition, experimental and mixed-method studies are recommended to investigate the effects of baglama
education videos on YouTube on students’ technical development, performance achievement, and learning processes.
Furthermore, the development of new measurement tools for evaluating the instructional design, user interaction, and

pedagogical quality of digital baglama education content could make an important contribution to the field.

Recommendations for Practitioners

Based on the findings of the study, instructors producing baglama education content on YouTube are recommended
to structure their lesson content according to a systematic instructional plan organized at beginner, intermediate, and
advanced levels. In addition, greater emphasis on technical exercises, long-neck baglama instruction, solfege activities,

and technology-supported instructional practices may improve the quality of digital baglama education.

224



Kaynak €& Candan Tiirk Miizigi 6(3) (2026) 211-230

One of the most noteworthy findings of the study was that none of the examined channels included instruction in
regional performance styles. However, regional performance style is one of the fundamental components of baglama
performance and the Turkish folk music tradition. Therefore, digital baglama education content should include lesson
series that introduce performance characteristics specific to different regions, demonstrate plectrum techniques
through practical applications, and systematically teach regional performance practices. In this way, baglama education
conducted in digital environments may contribute not only to the acquisition of technical skills but also to the

preservation and transmission of the regional performance traditions of Turkish folk music to future generations.

Limitations of the Study
This study is limited to:

> Baglama education channels on YouTube that had at least 100,000 subscribers at the time the study was
conducted,

> Five YouTube channels that met the criteria established within the scope of the study,

> Publicly accessible baglama education videos and playlists available on these channels,

> The variables examined through the YouTube Baglama Education Videos Checklist developed by the
researchers,

> Content that was available on YouTube at the time the study was conducted.

Ethical Information

The YouTube Baglama Education Videos Checklist used in this study was developed by the researchers, and ethics
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Appendix 1. YouTube Baglama Education Content Checklist

YouTube Baglama Education Content Checklist

Section 1. Educational Content

Features Description Yes | No
Beginner level Instructional videos for beginner-level learners are available.

Intermediate level Instructional videos for intermediate-level learners are available.

Advanced level Instructional videos for advanced-level learners are available.

Technical exercises Technical exercise activities are included.

Folk song/piece instruction Folk song/piece instruction is included.

Notation materials Notation or visual instructional materials are used.

Tuning instruction Tuning instruction is included.

Solfege exercises Solfege exercises are included.

Regional performance style Instruction in regional performance styles is included.

Ornamentation techniques Ornamentation techniques are included.

Transition exercises Transition exercises are included.

Long-neck baglama Long-neck baglama instruction is included.

Short-neck baglama Short-neck baglama instruction is included.

Section 2. Instructional Content

Features Description Yes | No
Systematic playlist Systematic playlists for baglama education are available.

Technical application-verbal | Technical applications are supported by verbal explanations.

explanation

Progression from simple to complex | Lesson content is organized from simple to complex.

Practical demonstration Practical demonstrations are included.

Section 3. Technological and Visual Features

Features Description Yes | No

Close-up camera shots

Close-up camera shots are used to demonstrate baglama
performance.

Multiple camera angles

More than one camera angle is used.

Video editing techniques

Video editing techniques such as zooming, text, and visual inserts are
used.
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paradigmasi dogrultusunda bedenselligi, kadin imgesi ve Cumhuriyet balolarindaki islevi
sayesinde hem popiiler hem de elit megruiyet zemini bulur. En nihayetinde caz; miitareke
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“bayagilik” gibi ¢agrisimlarla iligkilendirilerek “ciddi” kiilttirel tartigmalarin disginda konumlandirilmasi etkilidir. Bu ise
miizikte neyin degerli, megru ve akademik incelemeye layik goriildtigiine iligkin — kiiresel 6l¢ekte — temel bir meseleyi
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deyisle miizikte deger, salt estetik yargilarin Stesinde kiiltiirel ve ideolojik miizakereler i¢inde sekillenir. Bu nedenle
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Turkiye’de popiiler mizigi, tekil bir “poptiler miizik” kategorisinin Stesine gegerek farklr tiirlerin kendilerine 6zgii
tarihsel baglamlari yaninda atfedilen anlamlar, degerler ve megruiyet miicadeleleri baglaminda incelemek 6nem tagir.

Popiiler miizigin tekil ve sinirlari net bir tanimini — her kavramda oldugu gibi — yapmak hayli gigtiir. Zira popiiler
miizik, sanat miizigi ve halk miizigiyle birlikte Bat’’nin sosyokiiltiirel-tarihsel deneyimi i¢inde sekillenmis (Nettl, 2005)
ve gii¢ iligkileriyle oriilii s6ylemsel bir ingadir (Berger, 1996/2008, s. 65). Bu nedenle sabit bir miiziksel igerigi
yansitmaktan ziyade baglama gore degisen ve ¢cogunlukla “bulanik ¢agrisim yiginlar1” (Gelbart, 2007) olarak isleyen bir
kategori olarak belirir. Batt merkezli akademik yazimda rastlanan haliyle kabaca kent merkezli ve kayitl miiziklerin
tamamint kapsayacak bir “poptiler miizik” terimi, Ttrkiye’de yayginlik arz etmez. Stokes’a (2010, s. 15) gore
Ttrkiye’de heniiz tam manastyla yerlesmemis bir kategori olan popiiler miizik; fasil gibi klasik Tiirk muizigi temelli
gazino yorumlarindan, arabesk gibi Arap miizik dtinyastyla iligkili melez formlara ve Bat1 kaynaklt pop-rock’a uzanan,
kitle iletisim araglartyla yayginlagan yerel/bolgesel tiirleri kapsar. Gedik (2018) ise Ttirkiye’de izlerkitlenin boyle bir
semsiye terim yerine takip ettikleri pop, rock, rap, arabesk ve metal gibi tiir adlarini kullanmayz tercih ettigini vurgular.
Gedik’in (2018, s. 1) degindigi tizere Erken Cumhuriyet Donemi’nde Batt sanat miizigi ve hafif miizik arasinda bir
kargitlik kurulmug; 1960’lardan 1980’lerin sonuna kadar ise TR T tarafindan popiiler miizikler “Ttirkge s6z1i hafif Bat
miizigi” ve “yabanci s6zlti hafif Batt miizigi” seklinde siniflandirilmistir. Osmanli Devleti’nde miizik, “Dogu-Bat1” ve
“alaturka-alafranga” kargitliklar1 Gizerinden tanimlanirken, Batr’daki gelismelere paralel olarak 1mparatorlugun son
donemlerinde gelisen bir kategori olarak poptiler miizik, ikili siniflandirmalarin diginda yer alir (Gedik, 2018, s. 1).
Ancak Ayas’in (2018) da dile getirdigi gibi Erken Cumhuriyet Donemi’nde “Dogu-Bati” karsitligr popiiler miizige dair
yaklagimlart sekillendirmeyi stirdiiriir. Popiiler miizigin farkli dénemlerdeki igerimleri bir kenara birakildiginda; bu
alanda ilk 6rneklerin Osmanli Devleti’nde operet, kanto, longa, sirto, tavsan sarkilari ve valsle ortaya ¢iktigi anlagilir
(Gedik, 2018, s. 3).

Tarihsel olarak poptiler miizik tiirleri ¢esitlilik arz etse de bu ¢aligma, tamamina deginmek yerine Geg Osmanlr’dan
Erken Cumhuriyet’e uzanan ve Istanbul merkezli gelisen kanto, operet, tango ve caz gibi baglica tiirlere odaklanir. Bu
popiler miuzikler; kapitalist tiretim iligkilerinin gelistigi, gramofonun yayginlasmastyla miizik endstrisinin ivme
kazandig1 ve modernlesme-Batililagma politikalarinin uygulandigs bir paradigma degisikligi doneminde belirir. Dénem
itibartyla miiziksel igerigi ve kitleselligiyle yeni bir olgu olan popiiler miizigin gelisiminde ve kiiltiirel diinyasinin
sekillenmesinde, yonetici gruplarin (biirokratik elitler, entelijansiya, devlet kurumlarr) ideolojik yaklagimlarr etkili olur.
Boylece Tirkiye’de erken dénem poptiler miizigin, kamusal alanin endiistriyel ve giindelik iligkilerinde salt
“kendiliginden” filizlenmedigini, yonetici gruplarin miidahalesinin ¢ogu zaman rol oynayabildigini unutmamak
gerekir. Bu bakimdan 19. ytzyilda Osmanlt Devleti'nde baglayan ve Erken Cumhuriyet Dénemi’nde gii¢lenen
Baulilagma politikalarinin, popiiler miizigi sekillendiren bir yap1 olarak isleyebildigini séylemek yanlig olmaz.

Tirkiye’de (etno)miizikolojik agidan popiiler miizik tarihine iligkin calismalarin sinirliliklars oldugunu belirtmek
gerekir. Mevcut literatiiriin kayda deger boliimii, miizik tarihini agirlikli olarak tiirlerin gelisimi ve sanatgilar tizerinden
belgelemeye odaklanirken (bkz. Dilmener, 2003; Erkal, 2014; Kahyaoglu, 2002; Merig, 1999, 2011, 2020; Pagact,
1999), daha sonraki ¢aligmalar popiiler miizigi kiiltiirel ve sosyal teori baglaminda tartigan daha analitik yaklagimlar
gelistirir (bkz. Gedik, 2018; Kiigiikkaplan, 2015; Stokes, 2010; Tekelioglu, 2006). Tiirkiye’de erken donem popiiler
miiziklerin nasil alimlandigina odaklanan ¢aligmalar ise sayica azdir. Bilhassa farklt poptiler muzik tirlerine atfedilen
anlam ve degerlerin tarihsel olarak degerlendirilmesine yonelik calismalarin sinurliligi 6nemli bir aragtirma bogluguna
isaret eder. Bu ¢aligma, Ttirkiye’de erken donem popiiler miiziginin tarihine iligkin literatiire, tiirlerin kronolojik
gelisiminin 6tesinde alimlanma bigimlerini inceleyerek katki sunmayr amaglar. Bu dogrultuda kapsamli bir tarihsel
yeniden ingadan ziyade mevcut literatiire dayanarak temel tarihsel veriler sosyal teori ¢er¢evesinde yorumlanir. Bu
sayede hem Ttrkiye baglaminda hem de genel diizeyde (etno)miizikoloji ve popiiler miizik ¢aligmalarina yeni bir
perspektif kazandirilmast hedeflenmektedir.

Caligmanin amaci, Tirkiye’de gelisen erken dénem popiiler miizik tiirlerinin gerek kamusal gerekse biirokratik
alanlarda nasil alimlandigini incelemektir. Jauf$’un (1970) alimlama estetigi, yazar-metin-okur tiggeninde okuru pasif

olmaktan ziyade metnin tarihsel yasamini kuran aktif bir 6zne olarak konumlandirir. Benzer sekilde bu ¢alisma,
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miuziksel alimlamay1 (musical reception) okur merkezli irdelemesine kargin alimlayict kavramini tekil dinleyicinin
Otesine tagir. Burada miiziksel alimlama, miizik begenisi diginda elegtirel séylemleri, biirokratik miidahaleleri ve
kamusal temsilleri de kapsayan bir faaliyet olarak degerlendirilmektedir. Calismada, her poptiler muzik tiirtintin
ozglnliigh ve farkliligr gozetilerek biitiin tiirlerin tek bir “poptiler miizik” ¢atst alunda degerlendirilmemesine dikkat
edilir. Zira kantodan caza uzanan tarihsel stirecte her tiirtin gelistigi baglam ve kendisine atfedilen anlam 6nemli 6l¢tide
cesitlilik gosterir. Caligma, Batr’'daki 6rneklere benzer sekilde bazi popiiler mizik tirlerinin olumsuz yorumlar
tzerinden ablaki panik (moral panic; bkz. Cohen, 1972) tetikleyebildigini; ancak Bati’dan farklr olarak bilhassa Erken
Cumhuriyet Dénemi’nde belli tiirlerin Batilt mahiyetinin Batililagma politikalarinda islev tistlenebildigine isaret eder.
Béylece popiiler miizigi salt “endistri”, “ticaret” ve “kir” siireglerine indirgeyen yaklagimlarin 6tesinde hentiz 20.
yiizyil baginda poptiler miizigin ne denli politik olabildigine sahit olunur.

Calisgmanin teorik yo6nelimi, miiziksel alimlamayr megruiyet temelinde kavramsallagtirmaktadir. Ortak duyu
(common sense) diizeyinde farkli sozlitk tanimlarinin ortaklasugt Gizere mesruiyet (legizimacy), “dini veya sekiiler yasa,
kural, norm ve degerlere uygunluk” fikrine dayanir. Suchman’a (1995, s. 574) gére megruiyet; bir pratigin toplumsal
olarak insa edilmis normlar, degerler ve inanglar ¢ergevesinde uygun, dogru ve arzu edilir olarak degerlendirilmesine
iliskin kolektif algiyr ifade eder. Mesruiyetin hangi failler tarafindan, hangi gii¢ iliskileri icinde ve nasil tiretildigini
aciklamada teorik yaklagimlar merkezi bir rol oynar. Dolayisiyla calismada megruiyet, ortak duyu diizeyinin 6tesinde
Bourdieu’niin (1983) mesruiyet yaklagimi ¢ercevesinde ele alinir. Bourdieu’ye (1983, s. 331) gore burjuva mesruiyeti,
hakim siniflarin etik-estetik begenilerinin bagta akademi olmak tizere megrulagtirict kurumlar araciligiyla kutsanmasina
dayanir. Buna kargilik popiiler mesruiyet, siradan tiiketicilerin yani kitlelerin tasdiki ve kutsamastyla gekillenir
(Bourdieu, 1983, s. 331-332). Calismada, 6zel sermaye vurgusunu agarak biirokratik failleri de kapsamasindan 6tiira
burjuva megruiyeti yerine elit mesruiyet kavrami tercih edilir (bkz. Messer vd., 2012; Tan, 2022b). Béylece elit
megruiyet, ciddi miziklere 6zgii sermaye destegi ve akademik imtiyazin Gtesine gegerek, biirokratik alanin gesitli
faillerince temsil degeri atfedilen hafif mizikleri de kapsar. Miiziksel megruiyete bagli deger farklilagmalary; “sanat
miuizigi-halk mizigi-popiiler miizik”, “ciddi miizik-hafif miizik” ve “ytiksek kiiltiir-poptiler/algak kiltiir” gibi kiiltiirel
hiyerargilerde goriiniir hile gelir. Bu dogrultuda ¢aligma, kiltiirel hiyerarsilerin erken dénem popiiler miizigin

alimlanmasinda hangi megruiyet kaynaklart tizerinden tretildigini de degerlendirmektedir.

Yontem

Bu calisma, tarihsel ve yorumlayici bir nitel aragtirma yaklagimmna dayanmaktadir. Ge¢ Osmanl’dan Erken
Cumhuriyet’e uzanan siiregte popiiler miizigin alimlanmasi, miiziksel megruiyet baglaminda karsilagtirmali ve
biitinlestirici bir perspektifle ele alinmigtir. Disipliner olarak ¢alisma, tarihsel etnomiizikoloji ¢ergevesinde hareket
eder. Tarihsel etnomiizikoloji; miiziksel gegmisi eserler, besteciler ve notasyonun diginda miizigin anlam kazandig
toplumsal, kiiltiirel ve siyasal baglam i¢inde inceler (bkz. Bohlman, 1991; Nettl, 2005). Bu yaklagim, Widdess’in (1992,
s. 229) degindigi tizere miizikoloji ve etnomiizikoloji arasindaki tarihsel ayrimin yapay oldugunu ima ederek — Cook’un
(2008) “(etno)miizikoloji” kullaniminda somutlandigr gibi — tarihsel aragtirmalarda her iki alanin yéntemlerinden de
yararlanilabilecegini savunur. Benzer sekilde Tortop’un (2026, s. 5) aktardigi tizere Feldman, bilhassa Osmanli-Tiirk
miizigi aragtirmalarinda notasyon, makam teorisi ve bestecilerle sinurli kalan ¢aligmalarin yetersizligine dikkat ¢ekerek
tarihsel etnomiizikolojinin disiplinleraras: yaklagiminin 6nemini vurgular. Bu dogrultuda ¢alisma, Tirkiye’de erken
dénemin biitiin popiiler miizik tiirlerini kapsama iddiast tagimaktan ziyade donemin 6ne ¢ikan ve popiiler-elit
megruiyet agisindan incelemeye elverigli kanto, operet, tango ve caz 6rneklerine odaklanmaktadir.

Aragtirma verileri, s6z konusu tiirlere iligkin birincil ve ikincil kaynaklardan olugmaktadir. Kaynaklarin segiminde,
her poptiler muzik tiirtine iligkin literatiirde 6ne ¢ikan temel ¢aligmalar esas alinmug; erisilebildigi 6l¢tide doneme ait
birincil kaynaklardan da yararlanidmigtir. Bu dogrultuda ¢aligmanin tarihsel kapsamuyla iligkili olma; kanto, operet,
tango ve cazin kamusal ve biirokratik alanlardaki konumuna iligkin veri sunma; bu tiirlere atfedilen anlam ve degerleri
aktarma ol¢titleri gozetilmistir. Birincil kaynaklar, dénemin faillerinin s6z konusu tiirlere iliskin gortiglerine dogrudan

yer vermeleri; ikincil kaynaklar ise tarihsel baglamin kurulmasma ve birincil kaynaklarin yorumlanmasina imkan
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vermeleri bakimindan ele alinmistir. Gazete ve dergiler, resmi yayinlar, arsiv belgeleri, gorsel materyaller, anilar ve
elestirel sGylemlerin yani sira konuya iligkin (etno)miizikoloji, tarih ve sosyal bilimler literatiirti birlikte
degerlendirilmistir. S6z konusu kaynaklar, tarihsel malumat aktaran metinler olmalarinin 6tesinde dénemin miizik
anlayigini, deger yargilarini ve megruiyet miicadelelerini yansitan soylemsel veriler olarak ele alinmigtir. Bu séylemsel
veriler, yorumlayict analizle incelenerek her poptiler miizik tiirii, kendi tarihsel baglaminda popiiler ve elit megruiyet
dereceleri bakimindan ¢6ztimlenmistir. Yorumlayici analiz tig agamada ytiratilmusgtir. Ik asamada kaynaklarda kanto,
operet, tango ve caza iligkin deger yargilary, elestirel séylemler, kamusal temsiller ve biirokratik miidahaleler belirlenerek
tarihsel baglamlari i¢inde degerlendirilmistir. Ikinci asamada bu veriler, alimlayict failler ve atfedilen anlamlar dikkate
almarak popiiler ve elit megruiyet kaynaklar1 agisindan yorumlanmugtir. Son agamada ise dort tiiriin megruiyet
kaynaklar karsilagtirilarak ortaklagan ve farklilasan alimlanma bigimleri ele alinmistir. Boylece ¢alisma, Waterman’in
(1993, s. 66) etnomiizikolojinin temel ilgi nesnesini miizigin kendisinden ziyade onu algilayan, anlamlandiran ve
degerlendiren tarihsel 6zneler olarak kavramsallagtiran yaklagimini benimsemektedir.

Caligmanin teorik yonelimini olusturan miiziksel alimlama yaklagimi ve Bourdieu’niin (1983) mesruiyet teorisi,
Hebert ve McCollum’un (2014, s. 108) tarihsel etnomiizikoloji kapsaminda vurguladig: gibi sosyal teorilerin tarihsel
baglamdan bagimsiz gekilde ge¢mise aktarilmasinin anakronik yorumlara yol agabilecegi dikkate alinarak
uygulanmistr. Bu nedenle teorik degerlendirmeler, Geg Osmanli ve Erken Cumbhuriyet dénemlerinin hususi tarihsel
ve toplumsal kogsullar ¢ergevesinde gergeklestirilmistir. Béylece ¢aligma, Tiirkiye’de erken dénem poptiler miiziklerin
cesitli kamusal ve biirokratik faillerce nasil alimlandigini ve megruiyet atfedildigini kargilagtirmali-batiinlegtirici bir
perspektifle inceler. Bu sayede ilgili poptiler muzik tirlerinin Batlilagma ve modernlesme siireglerinde ideolojik

diizeyde isleyebilen bir kiiltiirel iktidar alan1 olugturduguna isaret edilmektedir.

Bulgular ve Yorum
Buboliimde 6ncelikle Ge¢ Osmanlr’dan Erken Cumhuriyet’e uzanan Batililagma ve modernlegme stireci, erken dénem
popiiler miizigin tarihsel zemini olarak ele alinmaktadir. Daha sonrasinda kanto, operet, tango ve cazin alimlanmasi;

popiiler ve elit megruiyet kaynaklari temelinde etraflica incelenmektedir.

Geg Osmanlr’dan Erken Cumhuriyet’e Batililagma Seriiveni

19. yiizyil Bat'nin kolonyal yayilimi, Sanayi Devrimi’nin tretim iligkilerini déntstiirmesi ve Aydinlanma’nin
epistemolojik-siyasal etkileri neticesinde ulus-devletlesme egilimlerinin gii¢ kazandig: bir dsnemdir. Bu evreyi Marksist
terminolojiyle altyapi ve tistyapinin eszamanli, kapsamli bir doniigtim gegirdigi; kiiresel diizeyde etkili zaribsel kirilma
olarak degerlendirmek miimkiindiir. $6z konusu kirllma; Japonya’dan Cin’e, Rusya’dan Ttrkiye’ye bir¢ok devlette,
her birinin kendi tarihsel ve toplumsal hususiyetleri ddhilinde tezahiir eden Batililagma ve modernlesme siireglerini
beraberinde getirir (bkz. Ayas, 2016; $enel, 2019).

Oztiirk (2016), Batlillasma politikalarint kzsmi Batililasma ve radikal Batililasma olmak iizere iki diizeyde
incelemektedir. Oztiirk’iin (2016, s. 52) Bat'nin askeri ve teknolojik kapasitesini yakalamak maksadiyla sinirladig:
kismi Batililagma, Osmanlt Devleti’nde III. Mustafa’nin askeri islahatlari ve ITI. Selim’in Nizdm-1 Cedid faaliyetlerinde
somutlagir. Bat’nin askeri ve teknolojik unsurlarinin 6tesinde kiiltirel pratiklerinin de benimsenmesini ifade eden
radikal Baulilagma (Oztiirk, 2016, s. 52), Osmanli Devleti'nde II. Mahmut'un kiyafet diizenlemeleri (devlet gorevlileri
icin ceket, pantolon ve fes kullaniminin 6ngdriilmesi), Mehterhane yerine Baul tarzda Muzika-yi Himayun’un (1826)
kurulmasi ve Sultan Abdiilmecid déneminde ilan edilen Tanzimat Fermanr’yla (1839) kendini gosterir. Cumhuriyet
dénemi ise Osmanl’nin son déneminde ivme kazanan radikal Batlilagma politikalarinin kamusal alana sirayet ettigi
daha ileri bir agamay1 temsil eder. Bu siire¢lerde miizigin, Bourdieu’niin (1981/2018, s. 185) degindigi tizere hicbir
kltiirel pratigin sahip olmadigi simgesel bir giicti barindirmasi, radikal Baulilagma politikalarinin  merkezi
bilesenlerinden biri haline getirir.

Unlii opera bestecisi Gaetano Donizetti’nin agabeyi Giuseppe Donizetti, 1828’de Italya’dan Osmanli Devleti’ne
getirilerek Muzika-yi Hiimdyun’un bagina atanir (Egecioglu, 2015, s. 63). Bu donemde Donizetti; Batlr ¢algilarin

getirilmesine, Tiirk muzisyenlerin Bat1 notasyonunu 6grenmesine ve Batt tislubunda marglarin bestelenmesine vesile
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olur (Balkilig, 2009, s. 71). Donizetti 6nderliginde Muzika-yi Hiimayun, Bat1 miiziginin Ttrkiye cografyasina resmi ve
kurumsal diizeyde girisini temsil eder. II. Mahmut déneminde 1833’te kurulan Saray Mizika Mektebi, Bat1 miizigi
egitimi veren ve glinimiiziin konservatuvarlarina benzer bir kurum olarak 6ne ¢ikar. S6z konusu egitim kurumunun
agilmastyla Muzika-yi Himayun, kiigiik 6l¢ekli bir senfoni orkestrasina dontgtiiriiliir (Merig, 2020, s. 118). Bu sayede
Muzika-yi Himéyun, saray ¢evresinde Batli ve yeni bir miiziksel begeni anlayisinin olugmasina kaynaklik eder (Pagaci
Tungay, 2015, s. 74). Ote yandan Donizetti yonetimindeki Muzika-yi Hiimiyun, yeni ordu igin yeni marglar
araciligryla askeri yiirilyiigii tanzim ederken; repertuvarina Italyanca sézlii parcalar, aryalar, polkalar, valsler ve
mazurkalar gibi dénemin popiiler miizik tiirlerini de dahil eder (Ozcan, 2006, s. 421). Bu durum Muzka-yi
Hiimiyun’un birokratik kurumlarda Batli temsiliyet saglamasinin 6tesinde popiiler miizik araciligryla bir izlerkitle
olusturmaya basladigina da isaret eder (Pagact Tungay, 2015, s. 74). Ozetle Muzika-yi Hiimayun, Bat: sanat miiziginin
yani sira Bault poptiler miizigin de Tiirkiye cografyasinda yayginlagmasinda kayda deger bir rol oynar. Biitiin bunlar,
Cumhuriyet’in kurulugundan yaklagik bir yiizyil 6nce, Osmanli Devleti’'nde Batils tiirlere biirokratik alanin kontroli
ve onaytyla belirli bir elit megruiyet atfedildigini gosterir.

Turkiye’de Erken Cumbhuriyet Dénemi miizik politikalarindan farkli olarak Osmanli Devleti'nde uygulanan
radikal Batililagma politikalarinin bitytik 6l¢tide biirokratik alanla sinirli kaldigs ve topyekin kamusal alana taginmadig:
unutulmamalidir. Yine de Baulilagma, askeri ve biirokratik kurumlarla sinirlt kalmayarak bilhassa sahne sanatlar1 ve
popiiler miizik alanlarina da yansir. Ornegin Tanzimat sonrasinda Pera’da (bugiinkii Beyoglu) acilan Fransz, Italyan,
Tepebagt ve Naum tiyatrolars; operanin Istanbul’da yayginlasmasina dnayak olur. Nitekim Donizetti, Bellini ve Verdi
gibi bestecilerin eserleri Avrupa’daki promiyerlerinden kisa siire sonra Istanbul’da sahnelenir (Egecioglu, 2015, s. 62).
Popiiler miizik alaninda ise II. Megrutiyet’ten itibaren tiyatro mizikleri, revii sarkilari, kanto ve operet gibi tiirler
yayginlagir ve bu alanlarda bir¢ok geleneksel miizik kékenli besteci tiretimde bulunur (Pagact Tungay, 2015, s. 77).
Ancak Batlilagmanin bir devlet politikasi olarak kamusal alana taginmast ve toplumsal degisimin merkezi hedeflerinden
biri hiline gelmesi, Cumhuriyet doneminde gergeklesir.

1923’te kurulan Cumbhuriyet ise miizik alaninda Musiki Inkilabr’yla somutlasan radikal Batililagma politikalarini,
buytik 6l¢tide Gokalp’in Twrkgiliigiin Esaslar: (1923/2019) adli ¢aligmasindaki fikirlere dayandirir. Gokalp, bir
ulusun ortak bilinci ve ge¢misi olarak tanimladigs harsin, Tirklerdeki miiziksel kargiligint halk miiziginde (samimi,
hakiki, otantik) bulur (1923/2019, s. 143). Yine Gokalp (1923/2019, s. 143), bir bolgedeki bir¢ok ulusun toplumsal
yagamlarinin ortak toplami olarak tanimladig: ve rasyonel bir evrensellik atfettigi medeniyeti, miiziksel diizlemde Bat1
mizigiyle (armoni, fenni, yeni medeniyet) iliskilendirir. Gokalp, Dogu miizigi olarak konumlandirdigr Osmanli
miizigini (klasik Ttrk mizigi), Fardbi araciligryla Bizans’tan alinmug, ¢eyrek seslerden armamamig, armoniden yoksun,
hasta ve gayrimilli bir miizik olarak nitelendirir (1923/2019, s. 142-143). En nihayetinde Gokalp harsin miizigi olan
halk miizigi ile yeni medeniyetin miizigi olan Bati miiziginin sentezinden yeni bir mzlli musiki dogacagint 6ne stirer;
bu sentezin ise halk miizigi melodilerinin Bati miizigi armonisi dogrultusunda islenmesiyle gergeklestirilebilecegini
belirtir (1923/2019, s. 143). Ozetle Tekelioglu'nun (1996, s. 202) ifadesiyle yeni Cumhuriyet’in hedefledigi Musiki
Inkilabr’nin dayandigi Gokalpgi paradigma su sekilde formiile edilir: “Model = Bat1 miizigi, Diigman = Osmanlt
miizigi, Kaynak = Anadolu tiirkileri.” Batr’da egitim gérmig Ttirk Begleri (Ahmet Adnan Saygun, Ulvi Cemal Erkin,
Cemal Regsit Rey, Hasan Ferit Alnar, Necil Kazim Akses), Gokalpgi paradigmanin hayata gecirilmesinde 6ncti roller
tstlenir. Batt teknigiyle islenebilecek milli musiki yaratma hedefi dogrultusunda 1936-1938 arasinda Saygun, Akses,
Erkin, Alnar ve Barték’un katilimiyla gesitli halk miizigi derlemeleri gergeklestirilir (Oztiirk, 2016, s. 27). Diger yandan
Kahyaoglu’nun (2002, s. 70) degindigi iizere Erken Cumhuriyet’in sekiilerlesme politikalar1 dogrultusunda 1925’te
tekke ve zaviyelerin kapatlmasiyla klasik Ttrk miiziginin dini ayag: 6nemli 6l¢tide ortadan kalkar. Bu gelismenin
ardindan 1926’da Dirtilelhan’in Sark Musikisi (Dogu miizigi) subesi kapatlir (Kahyaoglu, 2002, s. 70). Aynt yil
Dériilelhan’in ad: Istanbul Belediye Konservatuvari olarak degistirilir ve Batt sanat miizigi esaslt egitime gegilir (Balkalig,
2009, s. 80). Boylece klasik Ttrk miiziginin egitimi, 1970’lerin ikinci yarisina kadar siirecek bir yasak siirecine girer
(Gevikoglu, 2016, s. 265). En ¢arpici gelisme ise klasik Tiirk miizigine 1934-1936 yillar1 arasinda radyo yayini yasagt
getirilmesidir (bkz. Canver, 2019; Oransay, 1985). Zira Cumhuriyet’in biirokratik faillerince Gokalpgi paradigmaya
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uygun sekilde gayrimesru ilan edilen klasik Ttirk miiziginin, kamusal ve biirokratik alanlardan buitiintyle tasfiye
edilmesi gerektigine inanilmaktadur.

Bu donemde Batli popiiler miizik tiirleri, egitim kurumlarinin diginda Halkevleri, radyolar ve Cumhuriyet balolart
(bagta vals ve tango) araciligtyla kamusal goriiniirliik kazanarak tartigmali da olsa belirli bir elit megruiyet edinir. Ayas’in
(2018, s. 101) ifade ettigi gibi Erken Cumhuriyet Dénemi’nde miizik begenisindeki temel ayrim, sinifsal konumlari
ima eden “algak-yiiksek”, “hafif-ciddi” ve “popiiler-sanat” kargitliklarindan ¢ok “Dogu-Bati” temelinde sekillenir.
Ancak Musiki Inkilabr'nin 6ngérdiigti sentez anlayiginin dayanagini dénemin yiiksek (ciddi/sanat) miizigi olarak
kabul edilen Bati sanat miizigi olusturur. Benzer sekilde konservatuvar miifredatlar: da agirlikli olarak Bati sanat miizigi
dogrultusunda yapilandirilir. Hatta dénemin biirokratik failleri ve entelijansiyasi, opereti hafif ve gayriciddi bulduklar1
gerekeesiyle sertge elestirir ve sakincali gordiiklerinde yasaklar. Tekelioglu’na (1999, s. 147) gore donemin ydnetici
gruplarinin, Cumhuriyet’in popiiler miizik anlayigina iligkin agik bir politikast yoktur. Bu nedenle Tekelioglu (1999,
s. 147), Gokalpgi paradigmanin (sentez projesinin) ciddi miizige yonelmesi neticesinde popiiler miizigin Tiirkiye’de
“kendiligindenlik ve bir bogluk doldurma dinamiginde” ortaya ¢iktigini belirtir. Halbuki Mustafa Kemal Atatiirk’tin
bizzat diizenledigi balolarin yani sira Halkevleri ve radyo gibi mecralarin biirokrasinin tekelinde olmasi ve 1964 sonrast
TRT’nin yayin ve denetim tekeli dikkate alindiginda; devletin Batlilagma politikalar1 dogrultusunda popiiler miizigin
seyrini bilhassa 1980’lere kadar etkileyebildigi goriiliir. Monson’un (2007, s. 6); ABD’de cazin gelisiminde Jim Crow
yasalarinin yapisal bir rol oynadigini belirtmesine benzer sekilde, Geg Osmanlr’dan Erken Cumbhuriyet’e uzanan séz

konusu miizik politikalari, popiiler miizik alanini yapisal diizeyde sekillendirir.

~ 9

“Bayag1” Kent Eglencesi: Kanto

Osmanlt Devleti’nde 1870 sonrasinda Istanbul Direklerarasi’ndaki tuluat tiyatrolarindan dogan kanto, Batili calgilara
dayanan ve kadinlarin sarkici-dansc1 olarak dne ¢iktigt bir kent eglence miizigidir. Begiroglu ve Ozbilen’e (2010, s. 236)
gore kanto, Batililagma ve modernlesme siirecindeki Osmanli Devleti’'nde kadin kimliginin saray digindaki degisimini
yansitmasi bakimindan 6nemlidir. Kadinlarin yildiz konumunda oldugu kanto, 19. yiizyilin ikinci yarisinda halkin
yogun ilgi gosterdigi; Geleneksel Ttiirk tiyatrosu ve Bati tiyatrosunu bir araya getiren tuluat tiyatrosu iginde baglar
(Kahyaoglu, 2002, s. 66). Ortaoyunu topluluklarinin dogaglama oyun geleneklerini sahneye uyarlamasiyla gelisen
tuluat tiyatrosu, geleneksel bir karakterin Dogulu-Batili unsurlar: ve farkli kimlikleri birlikte sergiledigi, gtildiir temelli
bir tiirdiir (Besiroglu ve Ozbilen, 2010, s. 237). Osmanlt Devleti’nin 19. yiizyildaki Batililagma siirecinde Dogu-Bat1
sentezi niteligindeki tuluat tiyatrosundan dogan kanto da benzer nitelikler arz eder. Bu yiizden Belge’ye (20154, s. 23)
gore kanto, Baulilagma stirecini deneyimleyen toplumun verdigi “tepki”lerden biridir. And’in aktardig1 tizere Sermet

Muhtar Alus, kantoyu §6yle betimler:

Kanto once aranagme, sonra giifte, keman soloyla omuz titretme, mibveri etrafinda donme, cafcafls
gerdan kirip, gobek atma, en nibayette de harekete gelip, tangonun birkag sene evvelki figiiriivari ayak
dolaysslaria ortada keklik gibi sekme ve yavas yavags kapanan perde arkasindan kaybolmadir (And, 1970,
s. 154).

Ataman’a (1997, s. 271) gore kanto, 1870’te Istanbul’a gelen bir Italyan tiyatrosunun temsillerinde ilk kez
oynanmus; ardindan tuluat tiyatrolarinda orkestralarin (davul seti, trompet, keman ve zil) oyun 6ncesi icra ettigi uvertiir
islevi goren kirik havalarla (sarki-ciftetelli karigimi) yerlesmistir. Ozetle kanto, ¢ogunlukla kadinlar tarafindan
seslendirilen; orkestra egliginde dans ve sarkinin birlikte icra edildigi, hareketli ve akilda kalict melodilere sahip bir miizik
tiiriidiir (Ozbilen, 2006, s. 6). Italyanca cantare (sarki sdylemek) fiilinden tiireyen canto (sarki) terimi, bel canto (giizel
sarki soyleme) gelenegiyle iliskili kokeninin de gosterdigi tizere (Belge, 2015a, s. 23), tuluat oyunlarinda icra edilen
geleneksel sarkilardan ayirt edilebilmesi maksadiyla yayginlagir (Merig, 2020, s. 119). Tekelioglu (1996, s. 212), kantoyu
Italyan sark: tiirii canzone ile yerel miiziklerin “kendiliginden sentezi” (spontanecous synthesis) olarak degerlendirir.
Kantonun séylemsel kodlarinda kadin-erkek iliskilerindeki ikilikler mizahi bir dille anlatilirken, gorsel kodlarinda renkli
dekolteli kostiimler, tiiller, siislii mini etekler ve yiiksek topuklu ayakkabilar 8ne gikar (Besiroglu ve Ozbilen, 2010, s.

240). S6z konusu gorsel kodlar, erken dénem kanto ve tuluat kumpanyalarini yansitan Fotograf 1'de goriilebilir.
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Osmanlr’da dekolte giyen ve izleyicileri eglendiren “misliiman kadin” imgesinin tahayyiil edilememesi nedeniyle, erken
donem kantocularin neredeyse tamami Istanbul’daki gayrimiislim kadinlardan olugur (Kahyaoglu, 2002, s. 67). Bu
kosullar altinda Ttrk kadinlari kanto sahnesine gayrimiislim mahlaslariyla ¢ikar. Zobu’ya (1961, s. 10) gore 1889°da
Papasképriilii Amelya adiyla sahneye ¢ikan Kadriye Hanim ilk Tiirk kantocudur. Cogunlukla Istanbul’da
Direklerarasi, Sehzadebasi, Galata ve Pera tiyatrolarinda sahnelenen kanto; gazino ve balozlarda da kendisine yer bulur
(Besiroglu ve Ozbilen, 2010, s. 237).

Fotograf 1. Geg Osmanli’da bir kanto ve tuluat kumpanyasi (Karatepe, 2020)

Ozbilen (2006), kantonun tarihsel gelisimini “Tuluat Tiyatrolart Dénemi” (yaklagtk 1880-1920), “78’lik Plaklar
Donemi” (1900-1940), “45°lik ve 33’litk Plaklar Donemi” (1965-1980), “Gazino ve Yeniden Canlandirma Dénemi”
(yaklagtk 1950-1980) ve “Ramazan Eglenceleri Donemi” (yaklagik 1980-2006) seklinde ele almaktadir. S6z konusu
dénemlendirme, kantonun farkli tarihsel evrelerden gegerek varligini nasil stirdtirdtigiinii ve nasil stireklilik kazandigini
gostermesi bakimindan 6nemlidir. Ancak ¢aligmanin merkezi, kantonun ortaya ¢ikig kosullar1 ve erken dénem
miiziksel 8zellikleri oldugundan, ayrintil bir ddnemlendirme yerine Unlii’niin (1998) “erken dénem” (1870-1923) ve
“Cumbhuriyet donemi” (1923 sonrasi) tasnifi esas alinacaktir. Bu tercih, kantonun tarihsel gelisimini sadelestirirken
temel miiziksel degisimlerin takibini de kolaylagtirir. Erken donemde ¢ogunlukla Ermeni ve Rum kadinlari tarafindan
Bauli ¢algilardan olugan orkestra egliginde seslendirilen ve besteleri anonim olan kanto, Kahyaoglu’nun (2002, s. 68)
aktarimiyla makam miziginden (bilhassa rast, hizzam ve hicaz) izler tasimaktadir. Peruz, $amram, Nivart, Kiigiik
Virjin (Vitjin Ozan), Minyon Virjin (Hayganus Hanim) erken donem kantoculara 6rneklerdir (Besiroglu & Ozbilen,
2010, s. 239). Cumhuriyet déneminde ise Ttirk kantocularin Ermeni ve Rum sanatgilarin yerini almasi ve Batli
¢algilarin ud, ctimbiis, ¢alpara ve kanun gibi Ttirk miizigi ¢algilarina yonelmesiyle kantonun makamsal yapisi giiglenir
(Kahyaoglu, 2002, s. 73). Cumhuriyet déneminde kanto, anonimlikten kurtularak bestecileriyle anilmaya baslar.
Béylece Osmanl’nin gokkdltiirlii yapist ve Batililagma politikalarini yansitan kanto, Cumhuriyet déneminde tek
uluslu yapiya uyum saglarken, radikal Batlilagma politikalarina ragmen ironik sekilde Tiirk miizigi ¢algilarina y6nelir.
Erken Cumhuriyet Dénemi kantocularina Mahmure Handan Hanim, Makbule Enver Hanim, Mahmure Suat
Hanim, Necmiye Hanim ve Bayan Neriman 6rnek verilebilir. Bu dénemin 6ne ¢ikan kanto bestecileri ise Dramali
Hasan, Sadettin Kaynak, Refik Fersan, Ciimbiig Mehmet, Rakim Elkutlu, Fahriye Aslan olur (Kahyaoglu, 2002, s. 73).
Ancak Nurhan Damcioglu, Ayben Erman, Altan Karindag, Oya Alasya ve Meral Kiigiikerol’'un 6ne ¢iktgr 1970
sonrast dénemde, oturtumda Batili calgilar agurlik kazanir. Besiroglu ve Ozbilen’in (2010, s. 239) degindigi izere
sovlarinda kantoya genis yer veren ve Huysuz Virjin karakteriyle taninan Seyfi Dursunoglu’nun drag performanst,
kantonun kadinlikla 6zdeglestirilen imgesinin stirekliligine isaret etmektedir. Dursunoglu, kanto uyanigina (revival)

katki saglamakla birlikte drag performansini kanto, alaturka miizik ve ortaoyunu gibi geleneksel unsurlarla bir araya
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getirerek tlirtin sonraki kugaklara aktarilmasinda araci bir rol Gstlenir (Pekel, 2022, s. 439-440). Bu sayede Huysuz
Virjin, 1980 sonrasi Tiirkiye’de kanto geleneginin en 6nemli tagtyicilarindan biri haline gelir.

Ttrkiye cografyasinin ilk popiiler miizik tiirlerinden biri olan kanto, pek ¢ok popiiler miizik tiiriinde oldugu gibi
elit megruiyetten 6nemli 6l¢iide yoksun; buna kargilik gliglii bir poptiler megruiyete sahiptir. Kanto, dénemin kentsel
eglence muzigi olarak genis bir kesim tarafindan benimsenmis olsa da entelijansiya tarafindan sézleri “basit ve
miistehcen”, miizigi ve dansi ise “niteliksiz ve bayag:” bulunarak (Merig, 2011, s. 56-57) “yozlasma” tirtinii sayilip
gayrimegsru kabul edilir. Belge’ye (1998) gére kanto, bir¢ok kisinin ay1p olur endisesiyle tutkularini agikca séyleyemedigi
bir tiirdiir. Ornegin Osmanlt Saray1 hareminde egitim gérmiis bestecilerden Leyla Saz Hanim, kanto besteledikten
sonra defterine “bilmem ki bunu yazmis olmak yakigik alir mi?” yazmast bu duruma bir 6rnek tegkil eder (Ayangil,

1994, s. 421). Halit Ziya Usakligil, Sanata Dair adli kitabinin “Kanto Beliyyesi” boliimiinde g6yle der:

Eger Istanbul musikisinin sarkilars, tirkiileri bir toplant: yaparak kendilerine rakib addetdikleri cihan
musikisini zillete diisiirmek, onun i tibar ve kiymetini kirarak tehzil etmek igin bir vasita disiinselerdi bu
maksadz te’min etmek igin bir kanto ads altinda taninan beldy: kesf ederlerdi. Onlarin bu arasdirmasina
hacet kalmadan, Galata, bu isi gamurlarinin arasindan bulup gikards, ve onun vebaya benziyen asisini
biitiin memleketin havasina sepisdirdi. Kag senedir bu boyle, belki seksen belki yiiz seneden beri teneffiis
edilen bu bavanin iginde bep onun zerrvelers yagiyor ve sanki alafranga denen musikinin drnekleri bunlar
imigcesine halkin zevkini tesmim, mubakemesini hala taglit ediyor. Eger belediyenin kokmus erzaka,
kiiflenmis meyvaya nezaret ederek genel sihhati koruyan inzibat teskildtina benzer bir de zevk seldmetine
did tedbirleri tatbik edecek su’besi olsayds, big siibbe edilemez ki, en evvel yapacags islerden biri bu san’dt
namana giiliing, sade gitliing degil, daha fenasi, igreng, siipriintiileri ¢op arabalarile mavnalara tagitmak
ve Marmara sularina dokmek olurdu (Usakligil, 1955, s. 118-119).

Hiseyin Rahmi Giirpmar ise Tebessiim-i Elem adli romaninda kantocularin tiyatroyu “salas meyhanelere”
cevirdigini soyle ifade eder: “Kimse bunlarin sesine, sanatina, tegannisine ehemmiyet vermez. Ahali, biytk bir
meftuniyetle bu ¢igirtkanlarin baldirlarina, butlarina, gégiislerine, gerdanlarina bakar. Bu uzuvlar titredikge seyircilerin
kalpleri de ahlarla oflarla beraber lerzedar olur” (1923/2022, s. 216-217). Refik Ahmet Sevengil ise Istanbul Nasil
Egleniyordn adlikitabinda “tuluat rezaleti’nden s6yle bahseder: “Higbir estetik degeri olmayan bir beste, gifte ve dans:
iste bu kantodur. Burada asil 6nem tagtyan ne miizik ne danstir. Ciplak bir kadinin beden hareketleriyle halk: uyarip
ilgisini gekmesidir” (1927/1985, s. 168). And’a (1970, s. 155) gore tuluat tiyatrosuna benzer sekilde hos kargilanmayan
kanto, “bigak ¢ekilmesi”, “silahlarin patlamast”, “yaralanma” gibi polisiye olaylara yol aciyor ve geng kizlara “kéti
ornek” teskil ediyordu. Biitiin bunlar, kantoya benzer sekilde tuluat tiyatrosunun Diriilbeddyi’de egitimi
verilmemesine yol acar (Ozbilen, 2006, s. 16).

Buraya kadar aktardigim kanto elegtirileri, tinisal kodlardan ziyade toplumsal cinsiyet baglaminda gérsel ve eylemsel
kodlara yonelerek, kadinlarin kantoyla ataerkil sinirlart agan bir 6znelesme yagadigint ortaya koymaktadir. Bu smnur
ihlalinin altinda, Ge¢ Osmanli ve Erken Cumhuriyet dénemlerinde kanto tizerinden kadin kimliginin kamusal alanda
beklenmedik bir goriiniirlitk kazanmasi yatar (bkz. Kaptan, 2024). Bu durum bir popiiler miizik tiirii olarak kantonun
entelijansiya tarafindan “agag1”, “bayagt” ve “degersiz” goriilmesini beraberinde getirir. Boylece kanto, farkli

dénemlerde genis bir popiiler megruiyet kazanmis olsa da elit mesruiyetten ¢ogunlukla yoksun kalir.

Batili Ama Gayriciddi: Operet

Kantoya benzer ¢izgide gelisen operet, Osmanl’dan Cumhuriyet’e uzanan bir diger popiiler mizik-tiyatro tartadir.
Sarki, diyalog ve dansi bir araya getiren operet, 19. ylizyil ortalarinda Fransa’da ortaya ¢ikar; kisa stirede Avrupa ve
Amerika’ya yayilarak operaya nazaran daha hafif ve popiiler bir alternatif olarak yayginlik kazanir. Grout ve Williams
(2003), operet ve opéra comique arasindaki ayrimin kesin olmadiging; her iki tiiriin de 6zl diyalog, komik 6geler ve
hafif bir mizik dili kullandigini belirtir. Ancak operetin temel gayesi niikte, parodi ve hiciv yoluyla izleyiciyi

eglendirmektir (Grout & Williams, 2003, s. 378). Baranello’nun (2016) degindigi tizere operet; popiiler sarki, dans ve
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moda gibi giincel egilimlerden beslenerek genis bir izlerkitleye erigse de popiilerligi nedeniyle estetik degeri tartigmals
bir tirdiir.

Operet, Tiirkiye cografyasinda ilk kez Tanzimat déneminde gériilmeye baglar. Ornegin Abdiilmecid déneminde
Beyoglu’nda birgok yabanci topluluk opera ve operet icra eder; Avrupa’daki eserler kisa siirede Istanbul’a ulagarak baz
Italyan operalart ilk kez burada sahnelenir (Gazimihal, 1939, s. 118). Ahmet Fehim Bey’in (1977, s. 22) anilarina gére
Abdiilmecid’in gosterileri begenerek izledigi bu dénem, Tiirk operetinin gelisiminde 6nemli bir rol oynar. Tiirk operet
tarihi, genel olarak II. Mesrutiyet 6ncesi (1872-1908), II. Mesrutiyet sonrast (1908-1923) ve Cumhuriyet donemi
(1923-) olmak tizere ii¢ evrede ele alinabilir.

Giulld Agop’un 1870’te Gedikpasa Tiyatrosu’'nda kurdugu Osmanli Tiyatrosu (Tiyatro-i Osmani), Tirkee
oyunlara taninan imtiyaz sayesinde ilk ulusal tiyatro toplulugu hiline gelir. Osmanli Tiyatrosu’nun Tirk¢e oyun
imtiyazi baglangicta tiyatroyla simnirli oldugundan, Tirkge operetler daha ¢ok Dikran Cuhaciyan’in Opera
Tiyatrosu’yla gelisir (Merig, 2020, s. 156). Tiirk operet tarihine damga vuran Cuhaciyan, II. Mesrutiyet ncesi
dénemin en 6nemli bestecilerinden biridir. Cuhactyan’ Opera Tiyatrosu biinyesinde 1872’de (kimi kaynaklara gére
1874 veya 1875) Gedikpasa Tiyatrosu’nda sahneledigi 477 in Hilest, yerli operet donemini resmen baglatr (Kutluk ve
Ata, 2016, s. 143). Yurtdiginda sahnelenen ilk yerli operet Leblebici Horbor’un bestecisi Cuhaciyan, 1898’deki 6liimiine
kadar beg operet tiretir. Bu dénemde Agop’un Osmanlt Tiyatrosu (1868), Cuhaciyan’in Opera Tiyatrosu (1874), Y.
Melikyan’in Opera Tiirk Tiyatrosu (yaklasik 1880) ve Kiiciik Ismail Efendi’nin Osmanlt Opera Kumpanyast (1890)
one ¢ikan topluluklardir (bkz. And, 1970). Bu topluluklar; Leblebici Horbor, Kise Kdbya, Pembe K1z, Zeybekler, Cengi
gibi operetlerin yani sira Offenbach’in Grizel Elena ve Paris Yasam: adli operetlerini de sahneler (Kutluk ve Ata, 2016,
s. 143). Bu donemde sahnelenen miizikli oyunlar, Tanzimat yani II. Megrutiyet 6ncesi dénemin en bagarili eserleri
arasinda yer alir (Tung¢demir, 2006, s. 4). Operetin halk nezdinde kabul gérmesinin nedenlerinden biri, hilihazirda
Tirk tiyatrosunun da miizik, dans ve giildiirii unsurlarini bir araya getirmesidir. Bu nedenle yazarlar, besteciler ve
izlerkitle gibi farkli faillerin operet tirtine yatkinlik géstermesi kolaylagir (Akgtil, 2007, s. 16). Zira operetin
Osmanlr’daki gelisimi, basit bir taklidin 6tesinde 6zgiin bir yerellesme stireci igerir. Béylece operetin Osmanli’da
kiltiirel alanda kék salan bir tiire doniigtiigii anlagilmakeadr.

II. Megsrutiyet sonrast donemde And (1970, s. 222), baslangicta Ittihat ve Terakki iiyelerinin tiyatroyla siyasal
amaglarla ilgilendigini; ancak bu ilginin zamanla azaldigini belirtir. Meri¢’e (2020, s. 157) gére Osmanli Tiyatrosu ile ig
birligi i¢cinde Cuhactyan’in ve bazi Fransiz operetlerini sahneleyen Milli Osmanli Operet Kumpanyasi, dénemin 4deta
tekeli konumundadir. 1919°da Musahipzade Celal ve Kaptanzade Ali Riza Bey’in kurdugu Istanbul Operet Heyeti ise
operetin yerellestirilmesi yoniinde dnemli adimlar atar. Zira Istanbul Operet Heyeti, operetleri klasik Tiirk miizigi ¢alg:
ve makamlariyla icra eder; metinleri Tirk tarihine dayandirir ve operet terminolojisini — séylemsel kodlar1 —
Tirkgelestirir (Merig, 2020, s. 157-158). Sahne-i Milliye-i Osmaniye (1910), Sahir Opereti (1921), Yeni Operet (1922)
ve Hale Opereti (1923), donemin 6ne ¢ikan diger operet topluluklaridir (Tungdemir, 2006, s. 5).

Cumhuriyet déneminde operet, halkin neredeyse tek eglencesi hiline gelir (Eskitag, 2018, s. 84). Bu durum operetin
giclii bir popiiler megruiyet iiretebildigine isaret eder. Kutluk ve Ata’ya (2016) gére Cumhuriyet déneminde operet,
Diriilbeddyi 6ncesi (1923-1931) ve sonrast (1931-1937) olmak tizere iki evrede incelenir. Dariilbediyi 6ncesi donem,
Oz6n-Diirder’in (1967) ifadesiyle “birbiri pesi sira gikip batan operetler dsnemi”dir. Bu dénemin en biiyiik hadisesi,
1928’de Siireyya Pasa’nin destegiyle kurulan Stireyya Opereti’dir. 1934’e kadar faaliyet gdsteren topluluk, bir bakima
Diriilbeddyi donemine 6nciilitk eder (Kutluk ve Ata, 2016, s. 144). Dariilbeddyi’de operet, Muhsin Ertugrul’un
onculiginde 1931’de Yalova Tiirkdisi’ niin sahnelenmesiyle baglar. Bunu 1932°de Celal Esat Arseven’in Saatgisi ve
ayni yil Rey kardeslerin (Ekrem Resid Rey ve Cemal Resit Rey) besteledigi, sozlerini Nazim Hikmet'in yazdig1 Uy Saat
izler. Bir yil sonra Rey kardeslerin Likzs Hayat, Tirk operet tarihinin en ¢ok ilgi géren eseri hiline gelir (Akgiil, 2007,
s. 19). Akgtl’e gore eser, “likks” yerine alaycr sekilde “likiis” ifadesini kullanarak dénemin sosyetesine ve sinifsal
esitsizliklerine y6nelik hicviyle dikkat ¢eker (2007, s. 21). Bu ise operetin salt eglenceye indirgenemeyecek bir igerik
barindirdigini ortaya koyar. Ardindan Rey kardesler Deli Dolu (1934), Saz Caz (1935), Maskara (1936) ve Hava Crva
(1937) operetlerini sahneler (Giilmez, 2021, s. 26). 1931-1937 arasinda ¢ogunlukla Cemal Resit Rey ve Hasan Ferit
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Alnar’in yonettigi operetler, halkin yogun ilgisine mazhar olsa da entelijansiya ve biirokratik alanin elestirileri ve
yasaklartyla kargilagir.
Baglangicta Dirtilbedyi’de operetin hem fikri hem fiili destekgilerinden olan Muhsin Ertugrul, U; Saat’in

sahnelenmesi sonrasinda sunlari s6yler:

Ur Saat opereti Bir Olii Evi piyesinin bir baftada getirdigi hasilati bir cuma giinii fazlasile temin
ediverdi. Bu bizim aglayarak kaydetmemiz gereken bir neticedir. Ciinkii, operet Dariilbedayi igin nibayet
arizi bir seydir, balbuki tiyatromuzda teessiis ettiginden beri aslolan ciddi eserlerin temsilidir. Artik bu
act neticeye vardiktan sonra Darillbedayi’nin ciddi ve yiiksek edebiyat eserleri kapamaktan ve eski dram

aktorlerimize yol vermekten baska yapilacak sey yoktur (1932, s. 1).

1934’te Miizik ve Sanat Hareketleri dergisinde isimsiz yayimlanan “Liikiis Hayat ve Benzerleri Tiyatroda Birer

Lekedir” baglikli yazida, Litkiis Hayat su ifadelerle elestirilir:

Liikiis Hayat nedir? Biz bu suale gayet kabalik bir cevap verecegiz: Litkiis Hayat, yar: orta oyunu, yar:
karagoz, yars komik sehir tuluats, yar portakal oglu saksakgiligs, yar: meddablik, yar: kanto, yar: kiriz
havast, yar: piyes, yart sehvet, yars operet ... en agagu tertipten bir Galata balozunu sabneye nakleden milli

bir karnaval alemidir. Litkiis Hayat bastanbasa taklittir (1934, s. 2).

En carpict hadise ise 1935’te Matbuat Umum Miidirliigi'niin Rey kardeslerin Up Saat ve Liikiis Hayat
operetlerinin yeniden sahnelenmesini yasaklamasidir. Kutluk ve Ata’nin (2016, s. 150) aktardig1 tizere Vasfi Riza Zobu,
yasagin gerekgesine iligkin alayci sekilde “Bu iki eser genglerin ahlakini bozar, ihtiyarlari utandirirmig” der. Ayrica Sekil
I’de goriildiigi iizere 30 Ocak 1935 tarihli “Iki operet yasak edildi” bagliklt A7/liyet haberi, oynanmig ve oynanacak
tim piyeslerin artik Matbuat Umum Midrliigii'ntin denetiminden gegerek onaya tabi tutulacagini aktarir. Hasan
Ferit Alnar, sanat miizigi ve tiyatrosu vasfindan yoksun operetin Dirtilbedayi’ye ait olmadigint ve hentiz operaya
elverisli kogullar olmadigindan operete mahkam kalindigini séyler (aktaran Kutluk ve Ata, 2016, s. 150). Saygun ise
Halkevlerinde Musiki’de “operetten operaya” gidilir yaklasiminin yanlis oldugunu ve Halkevleri’nde operete yer

verilmemesi gerektigini savunur (1940, s. 51).

VILAYETTE

Iki operet
Yasak edildi

*|“Liikiis hayat,, ve “i¢ saat,
operetleri yasak edildi

Tiyatrolarda bundan sonra oy-
nanacak ve evvelce oynanip ta
temsillerine devam edilecek eser-
lerin evvelce matbuat genel mii-
diirligii tarafmdan gozden gegi-
rilmesi ve verilecek miisaadeden
sonra sahneye konulabilecegi vi-
liyete blldmlnuhr

Bumm dzerine gehir tlyuro-
sunda ve oy
piyesler de matbuat genel mudur-
liigiine gonderilmigtir.

Dugdugumuza gore, genel mii-
‘| diirkitk “Luldis hayat,, ve (Ug sa-
sat) operetlerinin tekrar oynatil -
masm: y;sak etmigtir. Bu  karar
Istanbul matbuat  memurluguna
bildirilmigtir.

* Maliye igleri — lstanbul ma-
I-yc tahakkuk ve tahsil miidirle-
n, din bas miirakibin bagkanl-

mnda toplanmuglar ve vcr'i igle-

gOr
21 tereddiitli noktalar: lnlletnn.-
lerdir,

—~

Sekil 1. Milliyet gazetesinde yayimlanan “Iki operet yasak edildi” basliklt haber (30 Ocak 1935)
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Ozetle kantodan farkls olarak Bati sanat miizigi kokeniyle erken Cumhuriyet’in Batililagma politikalariyla uyumlu
goriilmesine ragmen operet, entelijansiya ve biirokratik faillerin elestiri, denetim ve yasaklarina maruz kalir. Bu faillerce
operetin ihtilafli ve kismi megruiyet arz etmesinin altinda hafif/popiiler miizik olmasi ve nihai hedefin opera olarak
belirlenmesi yatar. Bu baglamda halkin popiiler kiiltiir operete yogun ilgi gostermesi, ytiksek kiiltiir operaya ulasamama
endisesini dogurur. Bagka bir deyisle operetin gii¢lii popiiler megruiyeti, tarihsel olarak elit megruiyetle iliskilendirilen
operaya ulasmanin 6niinde bir engel olarak goriiliir. Son olarak Matbuat Umum Midirligi’niin operetlere yonelik
yasak ve denetimleri, Dartilbedayi gibi resmi ve “ciddi” bir kurumda “hafif” iceriklerin — Batili kokenine ragmen — ne
denli sakincali alimlanabildigini gosterir. Zira dénemin Batililagma ve miizik politikalari, agagida deginecegim tango
istisnas1 disinda poptiler mesruiyete sahip Batli tiirlerden ziyade tarihsel olarak yiiksek kiiltiir ve giiclii elit megruiyeti

olan tiirleri dncelemektedir.

Makbul Popiilerlik: Tango

Kanto ve operete benzer sekilde Tirkiye’de erken dénem popiiler mizik tiirlerinden biri olan tango, bilhassa
Cumhuriyet Balolari sayesinde Erken Cumhuriyet Dénemi’yle 6zdeglesir. Tango, 19. yiizyil sonlarinda Buenos Aires
ve Montevideo’nun cokkiiltiirlii kenar mahallelerinde; Kiiba habanerasi, Arjantin milongast ve Ispanyol tango
andaluz’un sentezinden dogar (Narter, 2016, s. 30). Calgisal miizik olarak baglayan ve sonrasinda vokal de i¢eren tango;
bandoneon esas olmak tizere piyano, kontrbas, keman, gitar, fliit ve klarinet gibi ¢algilarla icra edilir. Tangonun sark:
sozlerinde agk, kadin, cinsellik ve kimi zaman ig¢i sinifinin toplumsal sorunlart iglenir (Viladrich, 2006). Tango, sonraki
bélimde deginecegim cazin yan sira turkey-trot, boston, fox-trot, cakewalk, maxixe ve apache gibi dans ve muziklerle
birlikte Paris’in onciiliigiinde Avrupa kentlerine yayilir (Silvester, 1993, s. 13). Belle Epoque (1890-1914) déneminde
Paris’e ulagan tango, kisa siirede bir tango ¢ilginligina (tangomania) dontgir (Erel Calan vd., 2021, s. 194). Fransiz
toplumunda belli kesimlerin estetik ve ahlaki gerekgelerle yadirgadigi tango, “ehlilestirilmis” héliyle orta sif
begenisine uygun hale getirilir (Cooper, 1995, s. 66-69). I. Dtinya Savast sonrasinda Avrupa’da tango, Fransiz, Alman
ve Fin gibi yerellesmis tsluplara ayrilir (Erel Calan vd., 2021, s. 196). Ttrkiye’de tangonun mesruiyet derecesine
deginmeden 6nce, tangoya farkl tilkelerde yiiklenen anlam ve degerlerde, kanto 6rneginde oldugu gibi kadin imgesi ve

toplumsal cinsiyet rollerinin belirleyici oldugu goriiliir. Aydinoglu konuya dair sunlari séyler:

Tango’nun cinsellik igeren, tutkulu ve erotik bir dans oldugn algis: genelde degismemekle beraber, kimi
zaman bir alt kiiltiir diriinii olarak goriilen tangonun yasaklanmasinda ve yer altina girmesi, kimi
zaman ise bunun tam aksi; bir iist kiiltiir siriinii haline gelerek seckin kesimin simgesi, modernlesmenin
sembolii hatta demokrasinin vizyonu olmasi, birgok nedenin yani sira oncelikle farkly kiltirlerdeki
toplumsal cinsiyet algisindan kaynaklanmaktadir. Tango kimi zaman bu algs sebebiyle kendisi degisime

ugrarken kimi zaman da bizzat bu alginin degistivilmesi igin kullanilmistr (Aydinoglu, 2011, s. 1).

Tangonun zaman ve mekana gore degisen megruiyeti, miiziksel degerin kiiltiirel alanda toplumsal miizakereler ve
giic iliskileriyle sekillendigini ima eder. Bu baglamda Arjantin’de alt siniflarin kaltiirel pratigi olarak uzun stire algak
kiiltar olarak konumlanan tangoya, Ttiirkiye’de Erken Cumhuriyet Dénemi’nde biirokratik failler tarafindan nasil
deger atfedildigini anlamak 6nem tagir.

Tirkiye’de tangonun ortaya ¢ikist, Erel Calan vd.’nin (2021) vurguladigi Gizere hikim anlatinin 6ne stirdtigii gibi
Cumbhuriyet balolarindan ziyade II. Mesrutiyet doneminde giindelik hayata sirayet eden toplumsal degisimin bir
pargasi olarak gergeklesir. Tango, Cumhuriyet 6ncesi donemde Avrupa’daki popiilerlesmesine paralel olarak gelisen
iletisim-ulagim teknolojileri ve gd¢ hareketlerinin etkisiyle Istanbul’un kiiltiir ve eglence hayatinda gériiniirlitk kazanir
(Erel Calan vd., 2021, s. 193). Bu stiregte 20. yiizyil baginda Arjantin ve Fransa’dan gelen plaklar sayesinde ilk tango
danslar1 kayitl miizikler egliginde yapilir (Demirbag, 2018, s. 169). Tangonun Istanbul eglence hayatina girisinde Ekim
Devrimi sonrast Ttiirkiye’ye gelen Beyaz Ordu subaylari, aristokratlar ve miilk sahiplerinden olusan Rus miiltecilerin
etkili oldugu da dile getirilir (Erel Calan vd., 2021, s. 200). Bir sonraki boliimde ele alinacak cazin da Tiirkiye
cografyasinda tanitilmasinda Beyaz Ruslar bagat rol oynar (bkz. Tan, 2022a). Tirkiye’nin tangoyla tanigmasinin

ardindan, Tiirkge sozler ve yeni bestelerle yerellesme siireci hizla baglar. Meri¢’in (2020, s. 173) aktarimiyla Unli,
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Arjantin tangolarindaki cinsellik ve yer yer politik iceriklere kargin Tiirkge tangolarda daha ¢ok “ask”, “ayrilik”,
“kirginlik” ve “kavusamama” temalarina odaklanildigini soyler. Ayrica Arjantin tangosunun simge ¢algist olan
bandoneona Ttirkiye’de nadiren rastlanirken, tango orkestralarinin ¢ogunlukla piyano, keman, kontrbas ve davuldan
olustuguna gahit olunur.

Mubhlis Sabahattin Bey’in 1920’de besteledigi ve 1928’de Sahibinin Sesi tarafindan yayimlanan “Tango Ttirk” adli
calgisal parga, ilk yerli tango kabul edilir. Ik Tiirkge sézlii tango olan “Mazi” ise 1928’de Necip Celal (Andel)
tarafindan bestelenir ve 1932°de Seyyan (Oskay) Hanim’in yorumuyla plaga kaydedilir (Merig, 2020, s. 173). Necip
Celal’in 6nciiliik ettigi tango besteciligi, Fehmi Ege ve Necdet Koyutiirk’le devam eder. S6z konusu isimler; besteleri,
orkestralar1 ve radyo faaliyetleriyle Ttirk tangosunun gelisimine katkida bulunur. Bilhassa Andel ve Koyutiirk’iin
Arjantin tangolarini Tiirkge s6zlerle uyarlamasi, tangonun yerellesme siirecinin dikkat ¢ekici 6rneklerindendir (Merig,
2020, s. 174-175). 1928’de Galatasaray Lisesi biinyesinde kurulan Iz-Caz ise 1932’de Columbia etiketiyle yayimladig:
plak ve repertuvarindaki Arjantin tangolariyla dikkat ¢eker. Toplulugun adinda “caz”in yer almasi, donem itibariyla
cazin Batilt popiiler miizikleri kapsayan bir semsiye terim olarak kullanilmasinin bir neticesidir. Ote yandan istisnalar
kenara birakildiginda, tangonun erken donemde cazdan ayrigarak bagimsiz kimlik kazanabildigini belirtmek gerekir.
Arjantinli inlii tangocu Eduardo Bianco, Istanbul’da Iz-Caz’in provalarini dinler ve gruptan dvgiiyle séz eder (Akgura,
2002, s. 154). Ayrica uzun siire Buenos Aires’te yasamis orkestra sefi, aranjor ve bandoneon icracist Orhan Avsar,
Meri¢’e (2020, s. 178) gore Ttirkiye’de otantik Arjantin tangosunun tek temsilcisidir. Tiirkiye’de tangonun 6ne ¢ikan
vokalistleri ise Seyyan Hanim, $ecaattin Tanyerli, Ibrahim Ozgiir ve Celal Ince olur.

Kanto ve operetten farklr olarak tango, Erken Cumhuriyet Dénemi’nde Cumbhuriyet balolar: tizerinden biirokratik
faillerce desteklenir ve Baulilagma politikalari dogrultusunda elit megruiyet edinir. Bu siireci anlayabilmek icin
Cumbhuriyet balolarinin iglevine yakindan bakmak gerekir. Osmanli Devleti'nde 1829’da diizenlenen ilk baloyla
baglayan gelenek, baglarda yabanci diplomatlar ve gayrimiislim cevrelerle sinirliyken, Cumhuriyet Dénemi’nde
modernlesmenin simgesel ifadelerinden birine déntgtir (Giindogan, 2021, s. 275). Ik Cumbhuriyet Balosu, 1925’te
Izmir'de diizenlenir; ardindan 29 Ekim Cumhuriyet Balolar: yeni diizenin merkezi temsilleri arasina girer (Ar1 vd.,
2014, 5. 308). Balolarin baglica mekant1 ise Ankara Palas olur. Atatiirk’tin burayr “Dogu’dan Batr’ya agilan bir pencere”
olarak nitelemesi, balolarin Cumhuriyet’in modern kimligini yansittigina delalet eder (Sumbas, 2013, 5. 176). Balolarda
Batili giyim, kadinli-erkekli sosyallik ve dans, yeni ulusun yagam tarzi olarak sunulur. Ozakman’in (2005, s. 9) “sokakta
bir kadina rastlamak ufo gormek gibi bir sey” dedigi bir dénemde Ankara Palas, kadin temsilinin en 6nemli
mekanlarindan biri haline gelir. Balolarin baglica dansi tango, agilis dansi olarak yaygin sekilde icra edilir (Ar1 vd., 2014,
s. 311). Ancak Cumhuriyet balolar1 ve tangoyla inga edilen yeni kadin imgesi, toplumun her kesiminde riza tiretemez.
Ornegin Yakup Kadri Karaosmanoglu’nun (1934/1987, s. 117) Ankara romaninda baloyu disaridan izleyen
koyliilerden birinin “h;erde tango var” soziine digerinin “Tango da kim oluyor ki?” yanitin1 vermesi, halkin kiiltiirel
mesafesine 6rnek tegkil eder. Ayrica 1924’te muhafazakar Sebiliirresdd dergisinde “Kimler Bizi Takrir Ediyor? (Ttirk
Kadinlarinda Uyanan Tango Meraki Hakkinda)” ve “Istanbul’da Kurulan Yeni Tuzaklar: Dans Salonlar1” baslikls
makaleler de diger 6rneklerdir (Erel Calan vd., 2021, 5. 201). Ote yandan Erel Calan vd.’nin (2021) aktardig: {izere ayni
yil Resimli Ay dergisinde dans ve tango kiiltiiriinii tegvik eden igerikler de yayimlanir (Sekil 2).
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Sekil 2. Resimli Ay dergisinde 31 Mart 1924 tarihinde yayimlanan “Dansa 11k Defa Nasil Bagladim ve Ne
Hissettim?” bagliklt makale (Erel Calan vd., 2021)

Yine de tangonun popiilerlik kazanmasi ve yeni Cumhuriyet’in biirokratik faillerince desteklenmesi sayesinde diger
poptiler muzik tiirlerinden megruiyet bakimindan ayrigtigint belirtmek gerekir. Belge’nin (2015b, s. 81) belirttigi gibi
tango, Ttirkiye’de popiiler olmasina ragmen kanto gibi dogrudan “avam” kesimle 6zdeslesmemis; Batlt bir dans ve
miizik olarak en bagindan itibaren “elit” bir ¢agrigim tagimistir. Bir hafif miizik olarak biirokratik faillerce sekiilerlesme
politikalart kapsaminda desteklenmesi de tangonun “elit”, “nezih” ve “kaliteli” yani “ciddi” bir muzik olarak
algilanmasini giiglendirir. Burada tangonun bedensel yontiniin (kadinli-erkekli dans) sagladigr “islev” tizerinden
biirokratik faillerce megrulastirilmast s6z konusudur. Kisa streligine de olsa bir mizigin zihinselliginden ziyade
bedenselligi vurgulanarak yonetici gruplarca megrulagtirilmasi, Tiirkiye-tango iliskisini ziyadesiyle istisnai kilar. Ote
yandan tangonun Batli galgilara yaslanan ¢oksesli yapisi, popiiler kiilttir alanindan da olsa Erken Cumhuriyet Dénemi
miizik politikalariyla 6rtiigerek tangonun elit mesruiyetine kapi aralar. Ozetle Ttrkiye’de tangoyu, Erken Cumhuriyet
Dénemi’nde tistlendigi rol nedeniyle ne salt biirokratik bir toplumsal mithendislik projesine indirgemek ne de halk
nezdindeki popiilerliginden hareketle Arjantin’e benzer bir alt sinuflarin kiiltiirel mirasiyla 6zdeglestirmek dogru
olacakur. Bilakis Ttrkiye’de tangonun seriiveni, sahsina mtinhasir tarihsel ve ideolojik kogullarda, popiiler kiltir ve

resmi modernlesme séylemi arasinda hususi bir konuma igaret eder.

Pera Gecelerinden Halkevleri’ne: Caz

Kanto, operet ve tangoya benzer sekilde Ge¢ Osmanli’dan Erken Cumhuriyet’e uzanan siiregte 6ne ¢ikan bir diger
popiiler miizik tiirii cazdir. Stearns’in (1956, s. 282) deyimiyle caz, ABD’de Avrupa ve Batt Afrika miizik geleneklerinin
yaklasik 300 yillik sentezinin Griinii olarak 20. ytizyil basinda gelisir. Afro-Amerikalilarin 6nctiligiinde gelisen bu tiir;
dogaclamayr merkeze alan yapisi, senkoplu ritimleri, blues kaynakli melodik-armonik 6geleri, dongisel formlarr ve
swing hissiyat: gibi hususiyetler barindirir (Tucker ve Jackson, 2020). Ancak cazin 1920’lerde Avrupa ve Tirkiye’de
alimlanmasi, yukarida tanimlanan ABD merkezli caz anlayigindan farkli olarak, dans miiziklerini kapsayan bir semsiye
terim niteligi tagir. Bu donemde Tirkiye’de caz; ragtime, fokstrot, shimmy, Charleston, polka, samba, vals, Tin Pan
Alley ve erken donem geleneksel caz repertuvarini kapsayan Bauli popiiler dans miiziklerinin tamami olarak diigtiniiliir
(Uyar ve Karahasanoglu, 2016, s. 132). Yine dénem itibariyla Tirkiye’de Bat1 mengeli orkestralarin genel olarak
“cazbant” seklinde adlandirildiging; ancak 6ncesinde hususi bir kimlik kazanmis tangonun istisna olarak “tango
orkestras1” adiyla anildigint belirtmek gerekir (Tan, 2022a, s. 313). Bu durum yukarida degindigim gibi tangonun
cazdan 6nce bagimsiz bir tiirsel konum kazanmig olmastyla irtibatlidir.

Tiirkiye’nin cazla tanigmast, miitareke yillart Istanbul’unun ¢okkiiltiirlii ve ulusdtesi ortaminda gergeklesir (bkz.
Tan, 2022a). Mondros Miitarekesi’'nin ardindan Istanbul’un Itilaf Devletleri tarafindan isgal edilmesiyle Ingiliz,
Fransiz, halyan ve ABD’li askeri personel, diplomat, is insan1 ve gorevliler sehre gelir (Alexandrov, 2013/2015, s. 180).
Ayrica Ekim Devrimi sonrasinda basta Beyaz Ruslar olmak iizere birgok toplulugun Istanbul’a gé¢ etmesi (Woodall,

2015), sehrin mevcut Rum, Ermeni, Yahudi, Levanten ve Misliiman topluluklardan olugan (Criss, 1993/2000)
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cokkultiirlii tabiatina ulusétesi bir boyut katar. Bu kogullar altnda bilhassa Pera; isgal, go¢ ve gece hayatnin kesistigi
bir kozmopolit kiiltiirel uzami temsil eder.

Bussiirecte Istanbul’da cazin gelisiminde Afro-Amerikali girisimci Frederick Bruce Thomas merkezi bir rol iistlenir.
Zira Thomas, miitareke yillar1 Istanbul’unun kiiltiirel cesitliligini ve isgal kuvvetlerinin eglence arayigini bir firsat olarak
kavrayarak Anglo-Amerikan Garden Villa/Stella, Royal Dansing Kultip ve Maksim gibi mekinlar igletir. 1919°da
Anglo-American Garden Villa’da “cazbant” olarak duyurulan performanslar, Tiirkiye’de “caz” adinin gectigi en erken
ornekler arasindadir (Alexandrov, 2013/2015, s. 185). Thomas’in 1921°de Taksim’de agtig1 Maksim ise kisa stirede
Istanbul gece hayatinin baglica mekanlarindan biri hiline gelir. Burada sahne alan ve tamamen Afro-Amerikali
miizisyenlerden meydana gelen 7 Palm Beach orkestrast, Istanbul’da cazin taninmasinda etkili olur. Bu orkestra, Adil’in
(1990/2000, s. 154) bahsettigi tizere yerli miizisyenlerin cazla tanigmasina vesile olarak repertuvar ve icra mantigint
6grenmelerine zemin hazirlar.

Buraya kadar aktardigim Ttirkiye'de cazin gelisimi, kendiliginden bir stireten ziyade tarihsel giic iliskileri ve
kiiltirel etkilesimlerin etkisini gosterir. Tangodan farkli olarak caz, biirokratik faillerin desteginden ¢ok isgal alundaki
Istanbul’un kozmopolit eglence hayatr iginde sekillenir. Bu ise cazin sahsina miinhasir bir ideolojik ve politik baglamda
gelistigini gostererek cazin alimlanmasint gekillendirir. Mitareke yillarindan itibaren caz; Tirk-Musliman kimligi
nezdinde Pera gece hayati, dans salonlari, yabanci askerler ve uyusturucuyla iligkilendirilerek “yozlasma” séylemi ve
ahlaki panik (moral panic) baglaminda degerlendirilir. “Caz yapmak” deyiminin olumsuz ¢agrigimlarinin da gsterdigi

v el

tizere 0 donem caz; halk arasinda “sinir miizigi”, “yamyam miizigi” ve “zenci velvelesi” gibi olumsuz nitelemelerle anilir
(Erkal, 2014, s. 8). Erctiment Behzat (Lav)’in “Caz ve Kokain” (1934a) baslikli yazisinda cazi kokainin yayilmasiyla
iliskilendirmesi ve caz icra edilen mekanlarin agir vergilerle sinirlandirilmasini savunmasi, ahlaki panigin Erken
Cumbhuriyet’e sirayet ettigini gosteren garpict bir 6rnektir. Biitiin bunlar, mitareke yillarinda cazin Ttrk-Musliiman
kimligi agisindan elit ve poptiler megruiyet kaynaklarindan yoksun olduguna isaret eder.

Bu durum Cumbhuriyet’in ilan1 sonrasinda yeni ideolojik ve kiiltiirel paradigma dogrultusunda degismeye baslar.
Miitareke yillarinda Pera’nin kozmopolit gece hayauyla iligkilenen caz, Erken Cumhuriyet Dénemi’nde Musiki
Inkilab’nin Batlt miizik anlayisiyla popiiler ve elit mesruiyet kaynaklarint genisletir. Bu baglamda caz, o dénemki
kiiresel konumuna uygun sekilde ytiksek/ciddi miizik olarak degerlendirilmese de Batili oturtumu, goksesliligi ve dans
pratigiyle Batlilagma politikalartyla uyumlu bir poptiler miizik tirt olarak belirir. Bagka bir deyisle caz, Erken
Cumbhuriyet Dénemi’nde tipki operet ve tango gibi Bauli karakteri sayesinde kendisine fiili bir alan agar. Bu manada
one ¢ikan mecralardan biri Halkevleri’dir. Ziraman ve Kutluk’'un (2016, s. 117) ifadesiyle Halkevleri, yeni
Cumhuriyet’in ideolojik ve kiiltiirel ingasinda 6nemli bir biirokratik yapilanma olarak islev gériirken, Batili ¢algilara
dayanan miizik faaliyetlerine de imkén tanir. Canakkale Halkevi'nde “caz takimi” kurulduguna iliskin kayitlar
(Ziraman ve Kutluk, 2016), Kadikdy ve Uskiidar Halkevleri'nde gerceklestirilen caz performanslart (Sural, 1998;
Tungag, 2010) ve Hulki Saner Caz Orkestras: gibi topluluklarin Halkevleri’nde gelismesi (Saner, 1996), cazin gece
hayatyla sinirli kalmadigini gésterir. Bunu destekleyen 6rneklerden biri de 1948’¢ ait Kirklareli Halkevi Caz Orkestrasi
fotografidir (Fotograf 2). Yine Istanbul, Ankara ve Izmir gibi biiyiiksehirlerdeki radyo yaynlari, Erdem Buri’nin radyo
programlart ve 1940’larda Amerika’nin Sesi yayinlari, cazin biirokratik bir zeminde genis kesimlere ulagabildigini
gosterir. Ayrica Cumhuriyet balolarinin simgesel mekini Ankara Palasin bahgesi, tango gecelerinin yanit sira

cazbantlara da ev sahipligi yapar (Armutgu, 2001).
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Fotograf 2. 1948'de Kirklareli Halkevi Caz Orkestrasi'na ait fotograf (M. Akin Giire Arsivi; trakyadergi, 2023)

Erken Cumhuriyet Dénemi caz yasaminda Leon Avigdor (keman, alto saksofon), Gregor Kelekyan (keman,
trompet, vokal), Gido Kornfilt (trombon, ¢ok¢algict), Hrant Lusigyan (klarnet, saksofon), Arto Hagaturyan (alto
saksofon) ve Dikran Hagaturyan (trompet) gibi gayrimiislim miizisyenlerin agirligr dikkat ¢ekicidir. Hatta Ttirkiye’de
caz literattirindeki hikim anlatiya (bkz. Mimaroglu, 1958/2016) gore — indirgemeci de olsa — Avigdor caza dair anilan
ilk isimdir. Bu dénemde gayrimiislim mizisyenlerin baskinligi, Osmanl’dan Cumbhuriyet’e uzanan siire¢te bu
topluluklarin goksesli miizik, Bauli repertuvar, tiyatro ve eglenceyle kurduklart tarihsel iligkilerin bir neticesi olarak
degerlendirilebilir (Tan, 2023, s. 112-113). Ancak Uyar’in (2014) etraflica degindigi tizere 6-7 Eyliil olaylart sonrasinda
bir¢ok gayrimiislim muzisyen tilkeden ayrilir. Daha sonrasinda caz yasaminda Sadan Cayligil (davul), Erdem Buri
(davul), Hulki Saner (klarnet), Fazil Abrak (elektrogitar), Badi Kemal (trompet) ve Ciineyt Sermet (kontrbas) gibi Tiirk
miizisyenler daha goriiniir hile gelir.

Her ne kadar Erken Cumhuriyet Dénemi’nde caz; Halkevleri’nde, radyolarda ve Ankara Palas’ta kendisine yer
bulabilse de bir yandan “k&tii miizik” ve ahlaki yozlagma cercevesinde elestirilmeye devam eder. Ornegin Erciiment
Behzat (Lav), Miizik ve Sanat Hareketleri'ndeki “Yigin Miizigi” basliklt bir diger yazisinda “Anadolu gengliginde
meyhane sarkilarinin ve miizik kiymeti sifirdan agagi caz havalarinin yapug tahripkarlik, kokainden farksizdir. Miizik
kiilttirts bizim gibi zayif olmayan bazi memleketlerde bile halkin zevkini korumak i¢in cazbandin kapt digar: edildigini
unutmayalim” der (1934b, s. 5). Burada Erctiment Behzat, klasik Ttirk mizigine uygulanan kisitlamalarin caz igin de
gecerli olmasini ister. Bu yaklagiminda miitareke yillarinda cazin kokain kullanimi ve ahlaki yozlagmayla
iligkilendirilmesinin etkisi hissedilir. Ayrica “cazbandin kap1 disar1 edilmesi” yontindeki ¢agrisi, Tekelioglu’nun (2014)
aktardigt Nazi Almanya’sinda cazt Entartete Musik (dejenere miizik) olarak niteleyen anlayigla dikkat cekici
benzerlikler tagir. Benzer sdylemler Halkevleri dergilerinde de yer alir. Ornegin Vuruskan (1947, s. 12), caz
“genglerimizi hastalik hilinde saran” bir muzik olarak nitelendirir ve “bu kétii miizikle siddetle miicadele etmek
lazimdir” ifadelerini kullanir.

Ozetle Tiirkiye’de erken donem cazt ne yozlagma sdylemlerinin odak noktast ne de Batililasmanin olumlu bir ¢iktist
olarak degerlendirmek mtmkiindiir. Zira caz, miitareke yillarinda Pera gece hayati ve ulusotesi eglence yagami
tzerinden ahlaki panige konu olurken, diger taraftan Musiki Inkiabrnin Batili tinisal kodlara tanidigr Sncelik
tizerinden kismi elit megruiyet edinir ve popiiler megruiyet kaynaklarini da arurir. Biitiin bu siiregler, ¢okuluslu bir
imparatorluk olan Osmanlr’da mitareke yillarinda kozmopolit bir eglence pratigi olarak beliren cazin, Cumhuriyet ve
Musiki Inkilabr’yla kiiltiirel alanda yer edinmeye bagladigint gésterir. Buraya kadar ele aldigim Avrupa ve Istanbul
merkezli erken caz dénemi, 1950 sonrasinda Ttirkiye-ABD iligkilerinin gtiglenmesi, NATO fiiyeligi ve Soguk Savas
kiltiirel diplomasisiyle yeni bir evreye girer. Bu dénemde cazin elit megruiyeti, ABD’deki gelismelere paralel olarak

ivme kazanir ve giderek ytiksek kiiltiiriin bir pargast héline gelir. $iiphesiz ki bu siireg, ¢alismanin Ge¢ Osmanlr’dan
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Erken Cumbhuriyet’e uzanan sinirliliklarinin 6tesinde baglt bagina bir inceleme konusu olarak degerlendirilmelidir (bkz.
Tan, 2024).

Sonug

Bu ¢alisma; Geg Osmanlr’dan Erken Cumhuriyet’e uzanan siiregte kanto, operet, tango ve caz gibi tirlerin tekil bir
popiiler mizik kategorisi olusturmadigini; farkli alimlanma bigimleri ve mesruiyet kaynaklart barindirdigint ortaya
koymaktadir. Akademik ve giindelik kullanimlarda ¢ogunlukla ortak duyu (common sense) temelinde tiirler tstii bir
kategori olarak tahayyiil edilebilen poptiler miizik; her bir tiiriin hususi tarihsel, toplumsal ve ideolojik kogullar1 dikkate
alindigr takdirde dogru anlagilabilir. Caligmada incelenen popiiler miizik tiirleri; ortak sekilde modernlesme,
Baulilagma, kentlesme, eglence ve miizik endustrisiyle iligkili olsa da farklr tarihsel baglamlarda farkli bigimlerde
alimlanir. 6z konusu tiirler; biirokratik alan, kamusal temsil, iggal kogullari, toplumsal cinsiyet, sinuf, ahlaki séylemler
ve Batlilagma politikalar gibi gig iligkileri i¢inde anlam kazanur.

Caligmada ele alman tirlerin poptler ve elit mesruiyet kaynaklari bakimindan birbirinden farklilagtg:
anlagiimaktadir. Kanto, kayda deger bir izlerkitleye erismesine ragmen toplumsal cinsiyet, miistehcenlik ve bayagilik
soylemleri nedeniyle 6nemli 6lgiide elit megruiyetten yoksun kalir. Operet, Bati sanat miizigi gelenegiyle iligkisine
kargin operaya nazaran hafif ve gayriciddi bulunarak popiler mesruiyeti kiigiimsenir. Tango ise Cumbhuriyet
balolarindaki iglevi, yeni kadin temsilini yansitan bedenselligi ve Batili tinisal kodlar1 sayesinde hem popiiler hem de elit
megruiyet kazanir. Caz, miitareke yillarinda ahlaki panikle 6zdeglestirilmesine kargin Erken Cumhuriyet Dénemi’nde
Bauli tinsal kodlari sayesinde — elestirilere ragmen — biirokratik alanda kismi elit megruiyet edinir. Bu 6rnekler,
Tirkiye’de erken donem popiiler miiziklerin Batililagma ve modernlesme stiregleri iginde sekillendigini; Osmanlr’dan
Cumbhuriyet’e uzanan siiregte “Dogulu-Batili” ve “hafif-ciddi” gibi ayrimlarin miizakere edildigini gosterir. Bu durum
poptiler miiziklerin salt ses nesneleri olmaktan ziyade dénemin ideolojik ve kiiltiirel zemininde anlam kazanan pratikler
olarak degerlendirilmesi gerektigine isaret eder. Boylece Tiirkiye’de erken dénem poptiler miizik tarihi, tiirlerin gelisim
tarihinin Stesinde en bagindan itibaren bir megruiyet miicadelesinin de tarihidir. Ozetle ¢alisma, (etno)miizikoloji ve
popiiler miizik ¢aligmalari literattirtine Ttirkiye’de erken donem popiiler miiziklerin alimlanmasini kargilastirmali ve
biittinlestirici bir perspektifle ¢oztimlemesiyle katki sunmaktadir. Gelecek ¢alismalarin Ttrkiye’de popiiler mizik

tarihinde farklt dsnem ve tiirlerin alimlanma bigimlerini incelemesi, literattirdeki tartigmalar derinlestirecektir.

Bilgilendirme

Bu ¢aligma i¢in herhangi bir kurum veya kurulugtan destek alinmamistir. Yazar, herhangi bir ¢ikar ¢atiymasinin
bulunmadigini beyan etmektedir. Caligmanin biitiin asamalart tek yazar tarafindan yiritilmigtir. Aragtirma; argiv
belgeleri, siireli yayinlar ve yayimlanmig yazili kaynaklarin incelenmesine dayandigindan etik kurul izni
gerektirmemektedir.

Yazar Ozgegmi§i

Dr. Selim Tan, Dokuz Eylil Universitesi Miizik Bilimleri Anabilim Dal’nda yiiksek lisans ve
doktora derecelerini aldi. 2023’te Ankara caz yagamini etnomiizikolojik bir perspektiften inceledigi
Miiziksel Mesruiyet ve Deger: Ankara Caz Atmosferi baghikli doktora tezini tamamladi. 2024’te
Tiirkiye'de “Caz Yapmak™ Mesrulasma, Hikim Anlatilar ve Yapisoksim adli kitabini yayimladi.

Baglica aragtirma alanlart etnomiizikoloji, popiiler miizik ¢aligmalari, caz ¢aligmalari ve yapay zeka-

miizik ¢aligmalar1 dihilinde birgok uluslararasi sempozyuma katilan ve makale yayimlayan Tan;
Ankara Miizik ve Giizel Sanatlar Universitesi Miizikoloji Boliimii’nde akademik caligmalarini siirdiirmektedir. Kurum:
Ankara Miizik ve Giizel Sanatlar Universitesi, Miizikoloji Boliimii, Ankara, Ttirkiye. Email: selim.tan@mgu.edu.tr
ORCID: 0000-0002-1343-9157

ResearchGate: https://www.researchgate.net/profile/Selim-Tan

Academiaedu: https://mgu-tr.academia.edu/SelimTan

246



Tan Tiirk Miizigi 6(3) (2026) 231-250

Kaynaklar

Adil, F. (2000). Auvire genglik: Gardenbar geceleri. lletisim Yaynlart. (Ozgiin eser 1990 tarihlidir)

Akgura, G. (2002). Gramafon ¢ags. Om Yaymevi.

Akgiil, L. H. (2007). Cumhuriyet’in 10. yilinda bir muhalif operet: Likts Hayat. 38. Uluslararas: Asya ve Kuzey Afrika
Calismalar: Kongresi (ICANAS 38): Miizik Kiiltiiri ve Egitimi Bildirileri (Cilt 1, ss. 15-24). Atattirk Kaltir, Dil ve Tarih
Yiiksek Kurumu.

Alexandrov, V. (2015). Siyah Rus (B. Tirnakg, Cev.). Tiirkiye Is Bankasi Kiiltiir Yaymlart. (Ozgiin eser 2013 tarihlidir)

And, M. (1970). 100 soruda Tiirk tiyatrosu taribi. Gergek Yayinevi.

Arn, C., Aslaner, M., Balkan, I, Bagpmar, G., & Bayrak, §. (2014). Cumhuriyet balolari. Kebike;, 38, 307-315.
https://www.kebikec.org/arsiv/sayi-38/42

Armutgu, E. (2001, 24 Haziran). Ankara Palas efsanesi. Hurriyet. https://www.hurriyet.com.tr/gundem/ankara-palas-efsanesi-
39250690

Ataman, S. Y. (1997). Tiirk Istanbul (S. Senel, Haz.). Istanbul Biiyiiksehir Belediyesi Kiiltiir Isleri Daire Baskanlig: Yayinlart.

Ayangil, R. (1994). Kanto. N. Akbayar (Ed.), Dénden bugiine Istanbul ansiklopedisi (Cilt 4, ss. 419-421) icinde. Tiirkiye
Ekonomik ve Toplumsal Tarih Vakfi.

Ayas, O. G. (2016). Musiki Inkilab1 ve Rus modeli: Karsilagtirmalt miizik sosyolojisi agisindan bir tartisma. Bilig, (77), 131-155.
https://izlik.org/JA79MD82BF

Ayas, O. G. (2018). The socio-historical background of the classifications on popular music in Turkey and the West: A comparison
between the hierarchies of taste. Alternatif Politika, 10(1), 91-110. https://alternatifpolitika.com/site/cilt/10/sayi/1/AP-cilt-
10-sayi-1.pdf

Aydinoglu, O. (2011). Toplumsal cinsiyet rolleri agisindan tango’nun diyalektigi. Porte Miizik ve Dans Arastirmalar: Dergisi,
2(3), 1-12. https://hdLhandle.net/20.500.12415/4734

Balkilig, O. (2009). Cumburiyet, balk ve miizik: Tiirkiye de miizik reformu 1922-1952. Tan Kitabevi.

Baranello, M. (2016). Operetta. K. van Orden (Ed.), Oxford Bibliographies in Music i¢inde. Oxford University Press.
https://doi.org/10.1093/0bo/9780199757824-0171

Behzat, E. (1934a). Caz ve kokain. Miizik ve Sanat Hareketlers, 1, 5.

Behzat, E. (1934b). Yigin mizigi. Miizik ve Sanat Hareketlers, 2, 5-6.

Belge, M. (1998). Kantolar: 1905-1945(CD kitap¢igr). Kalan Miizik.

Belge, M. (2015a). Istanbul’da kanto. C. Yilmaz (Ed.), Biiyiik Lstanbul taribi (Cilt 7: Edebiyat, kiiltiir ve sanat, ss. 23-25) iginde.
Istanbul Biiyiiksehir Belediyesi Kiiltiir AS. ve Islim Arastirmalart Merkezi (ISAM).

Belge, M. (2015b). Istanbul’da tango. C. Yilmaz (Ed.), Béysik Istanbul taribi (Cilt 7: Edebiyat, kiiltiir ve sanat, ss. 81-83) icinde.
Istanbul Biiyiiksehir Belediyesi Kiiltiir AS. ve Islim Arastirmalart Merkezi (ISAM).

Berger, H. M. (2008). Phenomenology and the ethnography of popular music. G. F. Barz ve T. J. Cooley (Ed.), Shadows in the
field: New perspectives for fieldwork in ethnomusicology iginde (2. bs., ss. 62-75). Oxford University Press. (Ozgiin eser 1996
tarihlidir) https://doi.org/10.1093/0s0/9780195324952.003.0004

Besiroglu, §. S., & Ozbilen, B. (2010). Osmanli-Tiirk musikisinde kadinin degisen miizikal kimligi: Kantolar ve kantocular. Porte
Akademik Miizik ve Dans Arastirmalar: Dergisi, 1(1), 233-241.

Blacking, J. (1973). How musical is man? University of Washington Press.

Bohlman, P. V. (1991). Of Yekkes and traditional music in Israel: Ethnomusicological meaning in Western music history. S. Blum,
P.V.Bohlman ve D. M. Neuman (Ed.), Ethnomusicology and Modern Music Historyiginde (ss. 254-267). University of Illinois
Press.

Bourdieu, P. (1983). The field of cultural production, or: The economic world reversed. Poetics, 12(4-5), 311-356.
https://doi.org/10.1016/0304-422X(83)90012-8

Bourdieu, P. (2015). Ayrim: Begeni yargisinin toplumsal elestirisi (D. F. $annan & A. G. Berkkurt, Cev.). Heretik Yayinlar1.
(Ozgiin eser 1979 tarihlidir)

Bourdieu, P. (2018). Sosyoloji meseleleri (F. Oztiirk, M. Giiltekin ve A. Siimer, Cev.). Heretik Yaymlari. (Ozgiin eser 1981
tarihlidir)

Canver, C. M. (2019). Tiirkiye'de 1934-1936 yillar: arasinda, Ankara ve Istanbul radyolari’ndan gelencksel Tiirk (alaturka)
musikisi nin yayinlarinin yasaklanmast ve Tiirk toplumu tizerindeki etkileri. Yiiksek lisans tezi. Bagkent Universitesi. Ankara,
Ttrkiye.

Cohen, S. (1972). Folk devils and moral panics: The creation of the Mods and Rockers. MacGibbon and Kee.

Cook, N. (2008). We are all (ethno)musicologists now. In H. Stobart (Ed.), The new (ethno)musicologies. Scarecrow Press.
https://doi.org/10.5040/9798881838867.ch-002

Cooper, A. (1995). Tangomania in Europe and North America: 1913-1914. S. Collier, A. Cooper, M. S. Azzi, ve R. Martin (Ed.),
Tango!: The dance, the song, the story i¢inde (ss. 66-114). Thames and Hudson.

Criss, B. (2000). [sgal altinda Istanbul: 1918-1923. Iletisim Yayinlart. (Ozgiin eser 1993 tarihlidir)

Cevikoglu, T. (2016). Devlet Tiirk miizigi korolart: Ideoloji ve yapr. F. Kutluk (Ed.), Zlliizyon: Cumburiyet’in klasik miizik
serdivent i¢inde (ss. 257-275). h2o Kitap.

247



Tan Tiirk Miizigi 6(3) (2026) 231-250

Demirbas, A. T. (2018). Milonganin esik bekgileri: Tango DJleri. Istanbul University Journal of Sociology, 38(1), 163-178.
https://izlik.org/JAS2TR98BA

Dilmener, N. (2003). Bak bir varmas bir yokmug: Hafif Tiirk pop taribi. lletisim Yaymlari.

Egecioglu, O. (2015). Batt miizigi ve Istanbul. C. Yilmaz (Ed.), Béyiik Istanbul taribi (Cile 7: Edebiyat, kiiltiir ve sanat, ss. 62-65)
icinde. Istanbul Biiyiiksehir Belediyesi Kiiltiir AS. ve [slim Arasgtirmalari Merkezi (ISAM).

Erel Calan, Z. G., Alioglu Tiirker, O., & Karamollaoglu, U. (2021). IL. Mesrutiyet'ten Cumhuriyet’e Istanbul giindelik hayatinda
tango. Ankara Universitesi Sosyal Bilimler Dergisi, 12(2), 192-204. https://doi.org/10.33537/s0bild.2021.12.2.19

Erkal, G. E. (2014). Saykodelik yillar: Tiirkiye rock taribi 1 (2. bs.). Esen Kitap.

Ertugrul, M. (1932). Yagasin para. Darilbedayi, (35), s. 1.

Eskitag, N. (2018). Halk opereti toplulugu ve Tiirk muizigi tarihindeki yeri. Enrasian Journal of Music and Dance, 13, 82-100.
https://doi.org/10.31722/konservatuvardergisi. 495444

Fehim Bey, A. (1977). Abmet Fehim Bey’in bdtiralar: (H. K. Alpman, Haz.). Kervan Kitapgilik Basin Sanayii A.S.

Frith, S. (1996). Performing rites: On the value of popular music. Harvard University Press.

Gazimihal, M. G. (1939). Térkiye Avrupa musiki minasebetleri (Cilt 1: 1600-1875). Numune Matbaast.

Gedik, A. C. (2018). Introduction: Struggling with and discussing a “republic” through popular music. A. C. Gedik (Ed.), Made
in Turkey: Studies in popular music iginde (ss. 1-20). Routledge. https://doi.org/10.4324/9781315764993

Gelbart, M. (2007). The invention of “folk music” and “art music”> Emerging categories from Ossian to Wagner. Cambridge
University Press.

Gokalp, Z. (2019). Téirkgiildigiin esaslart. Anadolu Universitesi Yayinlart. (Ozgiin eser 1923 tarihlidir)

Grout, DJ., & Williams, HW. (2003). A short history of opera (4. bs.). Columbia University Press.
https://doi.org/10.7312/groul1958

Giilmez, C. (2021). Ayse opereti’nin gesitli degiskenlere gore incelenmesi. Yiiksek lisans tezi. Ordu Universitesi. YOK Ulusal Tez
Merkezi. https://tez.yok.gov.tr/Ulusal TezMerkezi/

Giindogan, 1. H. (2021). Bir megruiyet mekani olarak balolar ve balolarin Cumhuriyet dénemi Tiirk romanina yansimalart.
Tiirkiyat Aragtirmalar: Enstitiisii Dergisi, 71, 271-285. https://doi.org/10.14222/Turkiyat4501

Giirpinar, H. R. (2022). Tebessiim-i elem (B. Togral, Haz.). Tiirk Dil Kurumu Yayinlart. (Ozgiin eser 1923 tarihlidir)

Hebert, D. G., & McCollum, J. (2014). Philosophy of history and theory in historical ethnomusicology. J. McCollum ve D. G.
Hebert (Ed.), Theory and method in historical ethnomusicology i¢inde (ss. 85-115). Lexington Books.

JauR, H. R. (1970). Literaturgeschichte als Provokation. Suhrkamp.

Kahyaoglu, O. (2002). Bilent Ortaggil: Ayr: diigmiisiiz yanyana. Chiviyazilari Yayinevi.

Kaptan, M. N. (2024). Ttirk muiziginde kanto formuna feminist bir bakig. Turkish Academic Research Review, 9(4), 389-404.
https://doi.org/10.30622/tarr.1505391

Karaosmanoglu, Y. K. (1987). Ankara (A. Ozkirimly, Haz.). Iletisim Yaymlari. (Ozgiin eser 1934 tarihlidir)

Karatepe, §. (2020, 31 Agustos). Kantonun serencams: Osmanlidan bugiine, kantodan drag Fkiltirine. SHarfliler.
https://www.Sharfliler.com/kantonun-serencami-osmanlidan-bugune-kantodan-drag-kulturune/

Kutluk, F., & Ata, Y. (2016). Kiiltiirel seckincilik baglaminda Dariilbedayi’de operet. F. Kutluk (Ed.), Z/iizyon: Cumburiyet’in
klasik miizik serivent iginde (ss. 139-162). h2o Kitap.

Kiictikkaplan, U. (2015). Tiirkiye nin pop miizigi. Ayrinu Yayinlar.

Liikiis hayat ve benzerleri tiyatroda birer lekedir (1934). Miizik ve Sanat Hareketlers, 1, 2.

Merig, M. (1999). Ttrkiye’de poptiler Batt miiziginin 75 yillik seyrine bir bakis. G. Pagaci (Ed.), Cumburiyet’in sesleri iginde (ss.
132-141). Tarih Vakfi Yaymnlari.

Merig, M. (2011). Cumhuriyet dénemi Istanbul eglence hayatina bir bakus. V. Aytar ve K. Parmaksizoglu (Ed.), Lstanbul da eglence
icinde (ss. 55-68). Istanbul Bilgi Universitesi Yayimlari.

Merig, M. (2020). Pop dedik: Tiirkge sézlii bafif Batr miizigi. letisim Yayinlar1.

Merriam, A. P. (1964). The anthropology of music. Northwestern University Press.

Messer, C. M., Adams, A. E., & Shriver, T. E. (2012). Corporate frame failure and the erosion of elite legitimacy. The Sociological
Quarterly, 53(3), 475-499. https://doi.org/10.1111/j.1533-8525.2012.01237.x

Milliyet. (1935, 30 Ocak). Iki operet yasak edildi (Gazete haberi).

Mimaroglu, 1. K. (2016). Caz sanats. Pan Yayncilik. (Ozgiin eser 1958 tarihlidir)

Monson, L (2007). Freedom sounds: Civil rights call out to jazz and Africa. Oxford University Press.
https://doi.org/10.1093/acprof:0s0/9780195128253.001.0001

Narter, Y. (2016). Tango boyle bir sey! Ayrint1 Yaymlari.

Nettl, B. (2005). The study of ethnomusicology: Thirty-one issues and concepts (2. bs.). University of Illinois Press.

Oransay, G. (1985). Atatiirk ile kiig: Belgeler ve veriler (Genigletilmis 2. bs.). Kiig Yayin1.

Ozakman, T. (2005). Onsdz gibi. C. Arcayiirek, Bir zamanlar Ankara iginde (ss. 7-18). Bilgi Yayinevi.

Ozbilen, B. (2006). Kanto'nun degisim siireci ve yakin donem icralarinin degerlendirilmesi. Yiiksek lisans tezi. Istanbul Teknik
Universitesi). YOK Ulusal Tez Merkezi. https://tez.yok.gov.tr/Ulusal TezMerkezi/

248



Tan Tiirk Miizigi 6(3) (2026) 231-250

Ozcan, N. (2006). Muzika-i Hiimayun. Tiirkiye Diyanet Vakfi Islam Ansiklopedisi iginde (Cilt 31, ss. 420-422). Tiirkiye Diyanet
Vakfi Yayinlar1.

Oz6n, M. N., & Diirder, B. (1967). Tiirk tiyatrosu ansiklopedisi. Remzi Kitabevi.

Oztiirk, O. M. (2016). Milli musiki titopyast: “Halk ruhunu Garp fenniyle terkib etmek”. F. Kutluk (Ed.), /lliizyon: Cumburiyet'in
klasik miizik seriveni iginde (ss. 3-74). h2o Kitap.

Pagact Tungay, G. (2015). Cumhuriyet’in miizigi ve Istanbul. C. Yilmaz (Ed.), Béyiik Istanbul taribi (Cilt 7: Edebiyat, kiiltiir ve
sanat) iginde (ss. 74-95). Istanbul Biiyiiksehir Belediyesi Kiiltiir AS. ve Islim Arastirmalart Merkezi (ISAM).

Pagaci, G. (Ed.). (1999). Cumburiyetin sesleri. Tarih Vakfi Yaymlari.

Pekel, S. B. (2022). Bir drag queen olarak Huysuz Virjin. Akdeniz Kadin Calismalar: ve Toplumsal Cinsiyet Dergisi, 5(2), 427-
449. https://doi.org/10.33708/ktc.1172297

Saner, H. (1996). Bu da benim filmim. Saner Filmcilik Kasetgilik.

Saygun, A. A. (1940). Halkevlerinde musiki. Cumhuriyet Halk Partisi Yayini.

Sevengil, R. A. (1985). Istanbul nasil egleniyordu? (1453’ten 1927’ye kadar) (S. Onal, Haz.). Iletisim Yaymnlar1. (Ozgiin eser 1927
tarihlidir)

Silvester, V. (1993). Modern ballroom dancing. Random House.

Stearns, M. W. (1956). The story of jazz. Oxford University Press.

Stokes, M. (2010). The Republic of love: Cultural intimacy in Turkish popular music. University of Chicago Press.

Suchman, M. C. (1995). Managing legitimacy: Strategic and institutional approaches. Academy of Management Review, 20(3),
571-610. https://doi.org/10.5465/amr.1995.9508080331

Sumbas, A. (2013). Tiirk modernlesmesi’ni Ankara Palas tizerinden okumak: “Dogu’dan Batr'ya agilan bir pencere”. Hacettepe
Universitesi Iktisadi ve Idari Bilimler Fakiiltesi Dergisi, 31(1), 171-198. https://doi.org/10.17065/huniibf. 103661

Sural, S. (1998). Louis Armstrong’un alnindan 6ptiigii trompetgi: Badi Kemal. Jazz Dergisi, 3(12), 70.

Senel, O.(2019). Dogu Asya’da Bat1 miizigi hegemonyasi: Japonya, Cin ve Kore’de muizik reformlart. Etnomiizikoloji Dergisz, 2(1),
97-116. https://izlik.org/JA73UUS4DD

Tan, S. (2022a). Cokkiiltiirlii ve ulusétesi bir uzam olarak miitareke yillar1 Istanbul’unda caz. Etnomiizikoloji Dergisi, 5(2), 309-
327. https://izlik.org/JA45GD33ZN

Tan, S. (2022b). Miizik ve megruiyet: Mesruiyet teorileri tizerinden bir inceleme. Porte Akademik Miizik ve Dans Arastirmalar:
Dergist, (22), 57-77. https://doi.org/10.59446/porteakademik.1111056

Tan, S. (2023). Miiziksel mesruiyet ve deger: Ankara caz atmosferi. Doktora tezi. Dokuz Eyliil Universitesi. [zmir, Tiirkiye.

Tan, S. (2024). Térkiyede “caz yapmak’: Mesrulasma, bdkim anlatilar ve yapisokiim. Dogu Kitabevi.

Tekelioglu, O. (1996). The rise of a spontaneous synthesis: The historical background of Turkish popular music. Middle Eastern
Studies, 32(2), 194-215. https://doi.org/10.1080/00263209608701111

Tekelioglu, O. (1999). Ciddi miizikten poptiler miizige musiki inkilabinin sonuglart. G. Pagact (Ed.), Cumburiyetin seslers iginde
(ss. 146-153). Tarih Vakfi Yayinlar1.

Tekelioglu, O. (2006). Pop yazilar: Varostan merkeze yiiriyen balk zevki. Telos Yaymlari.

Tekelioglu, O. (2014, 15 Subat). Jazz mi caz mz? Hirriyet-Kelebek. https://www.hurriyet.com.tr/kelebek/jazz-mi-caz-mi-
25760846

Tortop, H. S. (2026). Osmanli-Tiirk miizigi aragtirmalarinda metodoloji, egitim ve uluslararasilagma: Walter Feldman’mn 3.
Uluslararast Rast Miizik Kongresi’ndeki konugmasinin séylem analizi. T7rk Miizigi, 6(Walter Feldman Ozel Saysy).

trakyadergi. (2023, 29 Haziran). 1948 yilindan Kirklareli Halkevi Caz Orkestrasi'na ait muazzam bir fotograf... M. Akan Giire
argivi(Instagram gonderisi). Instagram. https://www.instagram.com/p/CuQOljGLogDM/

Tucker, M, & Jackson, T.A. (2020, June 30). Jazz. Grove Music Online.
https://doi.org/10.1093/0mo/9781561592630.013.90000358106

Tungag, H. (2010). 20. yilinda Akbank Caz Festivali. Akbank Sanat.

Tungdemir, I. (2006, 26-28 Nisan). Cumburiyetin ilk yillarinda Tiirk opera sanatinda bir oncii kadin sanatgt ve ressam: Semiba
Berksoy (1910-2004). 11. Uluslararas: Kadin Aragtirmalart Konferanst: Tabular: Asmak, Dogu Akdeniz Universitesi,
Gazimagusa, Kuzey Kibris Tuirk Cumhuriyeti.

Usaklgil, H. Z. (1955). Sanata dair (Cilt 3). Maarif Basimevi.

Uyar, Y. M. (2014). The impact of political history on music making: Issues of ethnicity on jazz in Turkey between 1923-1955.
Power and Democracy: The Many Voices of Oral History Conference Proceedings.

Uyar, Y. M., & Karahasanoglu, S. (2016). The early performance of jazz music in Turkey. Porte Akademik Miizik ve Dans
Aragtirmalar: Dergisi, 13, 129-139.

Unli, C. (1998). Gegmisten giiniimiize Tiirk miizigi: Direklerarasi'ndan Pera’ya kanto. Tiirkiye I Bankast Kiiltiir Yayimlari.

Viladrich, A. (2006). Neither virgins nor whores: Tango lyrics and gender representations in the tango world. The Journal of
Popular Culture, 39(2), 272-293. https://doi.org/10.1111/j.1540-5931.2006.00234.x

Vurugkan, C. (1947). Muizik egitimi ve Halkevleri. Cukurova: Adana Halkevi Dergisz, 6(1), 12-13.

Waterman, C. A. (1993). Jujt history: Toward a theory of sociomusical practice. S. Blum, P. V. Bohlman ve D. M. Neuman (Ed.),
Ethnomusicology and Modern Music History i¢inde (ss. 49-67). University of Illinois Press.

249



Tan Tiirk Miizigi 6(3) (2026) 231-250

Widdess, R. (1992). Historical ethnomusicology. H. Myers (Ed.), Ethnomusicology: An introduction iginde (ss. 219-231). W. W.
Norton.

Woodall, G. C. (2015). Decadent nights: A cocaine-filled reading of 1920s post-Ottoman Istanbul. M. Ardizzoni ve V. Ferme
(Ed.), Mediterranean encounters in the city: Frameworks of mediation between East and West, North and South iginde (ss. 17-
36). Lexington Books.

Ziraman, E., & Kutluk, F. (2016). Hars ve medeniyet ekseninde Cumhuriyet donemi miizik politikalarinin kitlesel uygulama alant:
Halkevleri. F. Kutluk (Ed.), Zlliizyon: Cumburiyet’in klasik miizik serdiveni iginde (ss. 111-138). h2o Kitap.

Zobu, V. R. (1961). Kadriye Hanimin macerasi (1), 10-11. Tifdruk Matbaacilik.

250



Tark Mizii Turk Muzigi, September 2026
- 6(3), 231-250, e-ISSN: 2822-3195

y turkmuzigidergisi.com

B Geng Bilge

yayincilik
gencbilgeyayincilik.com
© 2026

Research Article

From kanto to jazz: The reception of popular music from the late Ottoman to the

early Republican period

Selim Tan?

Department of Musicology, Ankara Music and Fine Arts University, Ankara, Tiirkiye

Article Info

Abstract

Recieved: 4 June 2026
Accepted 21 August 2026
Published: 30 September 2026

Keywords

Early Republican period
Musical legitimacy
Musical reception
Popular music
Westernization

2822-3195/ ©2026 TM

It is published by Geng¢ Bilge
Publishing and is an open-access
journal distributed under the CC

This paper examines how popular music genres such as kanto, operetta, tango, and jazz were received
in Tirkiye from the late Ottoman period to the early Republican period, and the sources of
legitimacy they relied on. It argues that early popular music in Ttrkiye was negotiated through
power relations shaped by Westernization, modernization, the bureaucratic field, public
representation, gender, and class. The theoretical framework approaches musical reception through
the contestation between popular and elite sources of legitimacy. Methodologically, drawing on the
perspective of historical ethnomusicology, the paper identifies kanto, operetta, tango, and jazz as its
objects of inquiry and analyzes them through a historical and interpretive qualitative analysis of
primary and secondary sources. Despite its broad audience in the late Ottoman period, kanto was
harshly criticized by the intelligentsia within the framework of moral discourses and failed to attain
elite legitimacy. Although operetta belonged to the tradition of Western art music, its elite legitimacy
remained limited because it was regarded as less serious than opera. In contrast, tango found both
popular and elite legitimacy through its association with the body, the image of the modern woman,
and its role in Republican balls in line with the new Republican paradigm. Finally, while jazz
triggered moral panic during the Armistice years through its association with Pera’s nightlife, the
conditions of occupation, and drug use, it acquired partial elite legitimacy during the early
Republican period owing to its Western character. Based on these examples, it is emphasized that
popular music cannot be treated as a single, homogeneous category; rather, each musical genre is
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received within its own historical, cultural, and ideological context. The early history of popular
music in Tiirkiye can therefore be understood not merely as a process of genre development but also,
from the perspective of musical reception, as a history of different genres’ struggles for legitimacy.
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Introduction
Although popular music is a central element of cultural life in Ttirkiye, it has a relatively limited presence in institutions
and academic research. This is partly because popular music is often linked to notions such as “entertainment,”

» «

“consumption,” “commercialism,” and “vulgarity,” positioning it outside “serious” cultural debates. This raises a
fundamental question, on a global scale, about what is considered valuable, legitimate, and worthy of academic inquiry
in music. As the ethnomusicological literature has long emphasized (see Blacking, 1973; Merriam, 1964), the sounds
that constitute music are more than audible frequencies; they acquire cultural meaning through human interpretation
and gain value within relations of ideology and power (see Bourdieu, 1979/2015; Frith, 1996). In other words, musical
value is shaped through cultural and ideological negotiations rather than aesthetic judgments alone. Therefore, it is

important to examine popular music in Tirkiye beyond a single category of “popular music” by considering different

? Asst. Prof.Dr., Department of Musicology, Ankara Music and Fine Arts University, Ankara, Ttirkiye. Email: selim.tan@mgu.edu.tr OR CID: 0000-0002-1343-
9157

231



Tan Tiirk Miizigi 6(3) (2026) 231-250

genres within their distinct historical contexts, the meanings and values attributed to them, and the struggles over their
legitimacy.

Providing a single, clearly bounded definition of popular music is difficult, as is the case with any concept. Popular
music, together with art music and folk music, emerged within the West’s sociocultural and historical experience
(Nettl, 2005) and constitutes a discursive construction embedded in relations of power (Berger, 1996/2008, p. 65).
Rather than reflecting a fixed musical content, it appears as a context-dependent category that often functions as
“nebulous masses of connotations” (Gelbart, 2007). The term “popular music,” as used in Western-centered academic
writing to broadly encompass urban-based and recorded musics, is not widely used in Ttirkiye. For Stokes (2010, p.
15), popular music, a relatively inchoate category in Ttirkiye, encompasses a wide range of vernacular and mass-
mediated genres, from nightclub interpretations of Turkish classical music, such as fasi/, to Arab-oriented hybrid
forms, such as arabesk, and Western-style pop and rock. In contrast, Gedik (2018) emphasizes that the audience in
Ttrkiye tends to use the names of the genres they follow, such as pop, rock, rap, arabesk, and metal, rather than an
umbrella term. As Gedik (2018, p. 1) notes, the early Republican period established an opposition between Western
art music and light music, while from the 1960s to the late 1980s, TRT classified popular musics as “Western light
music with Turkish lyrics” and “Western light music with foreign Iyrics.” In the Ottoman Empire, music was defined
through the oppositions of “East-West” and “alaturka-alafranga,” while popular music, which developed as a category
during the late Ottoman period in parallel with developments in the West, fell outside these binary classifications
(Gedik, 2018, p. 1). However, as Ayas (2018) points out, the “East-West” opposition continued to shape approaches
to popular music during the early Republican period. Setting aside the changing meanings and scope of popular music
across different periods, its earliest examples in the Ottoman Empire included operetta, kanto, longa, sirto, rabbit songs,
and the waltz (Gedik, 2018, p. 3).

Popular music genres have historically been diverse. Rather than addressing them all, this paper focuses on major
genres such as kanto, operetta, tango, and jazz, which developed primarily in Istanbul from the late Ottoman to the
early Republican period. These popular musics emerged during a period of paradigm shift marked by the development
of capitalist relations of production, the growth of the music industry with the spread of the gramophone, and the
implementation of modernization and Westernization policies. With its musical content and mass appeal, popular
music represented a new phenomenon during this period, and its development and cultural world were shaped in part
by the ideological approaches of dominant groups, including bureaucratic elites, the intelligentsia, and state
institutions. Early popular music in Ttrkiye, then, did not simply emerge “spontaneously” from the industrial and
everyday relations of the public field; interventions by dominant groups could often play a role in its development. In
this respect, it is reasonable to argue that Westernization policies, which began in the Ottoman Empire in the 19th
century and intensified during the early Republican period, could function as a structure shaping popular music.

(Ethno)musicological research on the history of popular music in Ttirkiye remains limited. A considerable portion
of the existing literature focuses primarily on documenting music history through the development of genres and the
careers of artists (see Dilmener, 2003; Erkal, 2014; Kahyaoglu, 2002; Merig, 1999, 2011, 2020; Pagact, 1999), while
later studies develop more analytical approaches that discuss popular music in relation to cultural and social theory
(see Gedik, 2018; Kiigtikkaplan, 2015; Stokes, 2010; Tekelioglu, 2006). Studies focusing on how early popular musics
were received in Tirkiye are relatively few. In particular, the limited research on the meanings and values historically
attributed to different popular music genres highlights an important gap in the literature. This paper aims to
contribute to the literature on the history of early popular music in Tiirkiye by examining the reception of these genres
beyond their chronological development. Thus, rather than attempting a comprehensive historical reconstruction, the
paper interprets key historical material from the existing literature within the framework of social theory. This
approach aims to contribute a new perspective to (ethno)musicology and popular music studies, in the context of
Tirkiye and more broadly.

The aim of this paper is to examine how early popular music genres that developed in Ttrkiye were received in the

public and bureaucratic fields. Jauf$’s (1970) reception aesthetics positions the reader, within the author-text-reader
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triangle, as an active subject who shapes the historical life of the text rather than as a passive recipient. Similarly, this
paper examines musical reception from a reader-centered perspective but extends the concept of the recipient beyond
the individual listener. Musical reception encompasses not only musical taste but also critical discourses, bureaucratic
interventions, and public representations. The paper avoids treating all genres under a single category of “popular
music” by recognizing the distinctiveness and differences of each popular music genre. In the historical process
extending from kanto to jazz, the contexts in which these genres developed and the meanings attributed to them vary
considerably. The paper indicates that, similar to examples in the West, some popular music genres could trigger moral
panic (see Cohen, 1972) through negative perceptions. However, unlike in the West, particularly during the early
Republican period, the Western character of certain genres could also serve a function within Westernization policies.
This demonstrates that popular music could already be deeply political at the beginning of the 20th century, moving
beyond approaches that reduce it merely to processes of “industry,” “commerce,” and “profit.”

The theoretical orientation of this paper conceptualizes musical reception in terms of legitimacy. At the level of
common sense, legitimacy, as reflected in various dictionary definitions, is based on the idea of “conformity with
religious or secular laws, rules, norms, and values.” For Suchman (1995, p. 574), legitimacy refers to a generalized
perception or assumption that a practice is desirable, proper, or appropriate within a socially constructed system of
norms, values, and beliefs. Theoretical approaches play a central role in explaining which agents produce legitimacy,
how they produce it, and within which power relations. Therefore, the paper approaches legitimacy beyond the level
of common sense through Bourdieu’s (1983) framework of legitimacy. For Bourdieu (1983, p. 331), bourgeois
legitimacy is based on the consecration of the ethical and aesthetic tastes of dominant classes through legitimizing
institutions, particularly academia. In contrast, popular legitimacy is shaped by the approval and consecration of
ordinary consumers, that is, the masses (Bourdieu, 1983, pp. 331-332). This paper uses the concept of elite legitimacy
rather than bourgeois legitimacy because it extends beyond an emphasis on private capital to include bureaucratic
agents (see Messer et al., 2012; Tan, 2022b). Thus, elite legitimacy is not limited to the capital support and academic
privilege associated with serious music but also includes light music, which is attributed representational value by
various agents in the bureaucratic field. Value distinctions underlying musical legitimacy are reflected in cultural
hierarchies such as “art music-folk music-popular music,” “serious music-light music,” and “high culture-popular/low
culture.” The paper also examines the sources of legitimacy through which cultural hierarchies were produced in the

reception of early popular music.

Method

This paper adopts a historical and interpretive qualitative research approach. It examines the reception of popular
music from the late Ottoman to the early Republican period from a comparative and integrative perspective, with a
focus on musical legitimacy. In disciplinary terms, the paper is situated within the framework of historical
ethnomusicology. Historical ethnomusicology examines the musical past beyond works, composers, and notation by
considering the social, cultural, and political contexts in which music acquires meaning (see Bohlman, 1991; Nettl,
2005). As Widdess (1992, p. 229) suggests, this approach implies that the historical distinction between musicology
and ethnomusicology is artificial and argues that historical research can use methods from both fields, as reflected in
Cook’s (2008) use of “(ethno)musicology.” Similarly, as cited by Tortop (2026, p. 5), Feldman emphasizes the
importance of the interdisciplinary approach of historical ethnomusicology, particularly in Ottoman-Turkish music
research, by pointing to the limitations of studies confined to notation, makam theory, and composers. Rather than
claiming to cover all genres of early popular music in Ttirkiye, this paper focuses on kanto, operetta, tango, and jazz,
which were prominent during the period and are particularly suitable for examining popular and elite legitimacy.

The material consists of primary and secondary sources related to these genres. The selection of sources was based
on key studies in the literature on each popular music genre, along with primary sources from the period, where
available. Three criteria guided the selection of sources: relevance to the historical scope of the paper, information on

the position of kanto, operetta, tango, and jazz in the public and bureaucratic fields, and documentation of the
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meanings and values attributed to these genres. Primary sources were used for their direct accounts of how historical
actors viewed these genres, while secondary sources were used to establish the historical context and interpret the
primary sources. Newspapers and magazines, official publications, archival documents, visual materials, memoirs, and
critical discourses were considered alongside relevant literature in (ethno)musicology, history, and the social sciences.
Unless otherwise indicated, all translations from Turkish sources are by the author. These sources were treated not
merely as texts conveying historical information but as discursive material reflecting the musical understandings, value
judgments, and struggles over legitimacy of the period. This material was examined through interpretive analysis, with
each popular music genre analyzed within its own historical context in terms of its degrees of popular and elite
legitimacy. The interpretive analysis was conducted in three stages. In the first stage, value judgments, critical
discourses, public representations, and bureaucratic interventions concerning kanto, operetta, tango, and jazz were
identified in the sources and evaluated within their historical contexts. In the second stage, this material was interpreted
in terms of sources of popular and elite legitimacy, considering the recipient actors and the meanings attributed to the
genres. In the final stage, the sources of legitimacy of the four genres were compared to examine shared and divergent
forms of reception. In this way, the paper adopts Waterman’s (1993, p. 66) approach, which conceptualizes the
primary focus of ethnomusicology as the historical subjects who perceive, interpret, and evaluate music rather than
music itself.

The paper approaches musical reception and Bourdieu’s (1983) theory of legitimacy with attention to historical
context. As Hebert and McCollum (2014, p. 108) emphasize in their discussion of historical ethnomusicology,
applying social theories to the past without considering their historical context can lead to anachronistic
interpretations. For this reason, the theoretical analysis was conducted within the specific historical and social
conditions of the late Ottoman and early Republican periods. The paper examines, from a comparative and integrative
perspective, how early popular musics in Tiirkiye were received and attributed legitimacy by various agents in the
public and bureaucratic fields. The paper indicates that these popular music genres constituted a field of cultural

power that could function ideologically within the processes of Westernization and modernization.

Findings and Interpretation
This section first outlines the process of Westernization and modernization from the late Ottoman to the early
Republican period as the historical background of early popular music. It then examines the reception of kanto,

operetta, tango, and jazz in detail, focusing on their sources of popular and elite legitimacy.

The Course of Westernization from the Late Ottoman to the Early Republican Period

The 19th century was a period marked by the colonial expansion of the West, the transformation of relations of
production through the Industrial Revolution, and the growing tendency toward nation-state formation as a result of
the epistemological and political impact of the Enlightenment. In Marxist terms, this period can be understood as a
historical rupture of global significance, in which the base and superstructure underwent simultaneous and far-
reaching transformations. This rupture gave rise to processes of Westernization and modernization in many states,
from Japan and China to Russia and Ttrkiye, each shaped by its own historical and social particularities (see Ayas,
2016; Senel, 2019).

Oztiirk (2016) examines Westernization policies at two levels: partial Westernization and radical Westernization.
Oztiirk (2016, p. 52) defines partial Westernization as a limited effort to match the West’s military and technological
capacity. In the Ottoman Empire, this approach took concrete form in the military reforms of Mustafa III and the
Nizdm-1 Cedid initiatives of Selim III. Radical Westernization, which involved the adoption of Western cultural
practices in addition to military and technological elements (Oztiirk, 2016, p. 52), manifested itself in the Ottoman
Empire through Mahmud ITI’s dress regulations, which prescribed jackets, trousers, and the fez for state officials; the
establishment of the Western-style Muzika-y: Hiimdyun (Imperial Music Ensemble) in 1826 to replace the
Mebterhane; and the proclamation of the Tanzimat Fermani (Tanzimat Edict) in 1839 during the reign of Sultan

Abdilmecid. The Republican period represented a stage in which the policies of radical Westernization that had
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gained momentum during the late Ottoman period extended into the public field. For Bourdieu (1981/2018, p. 185),
music possesses a symbolic power unlike that of any other cultural practice. This symbolic power made music one of
the central components of radical Westernization policies.

The famous opera composer Gaetano Donizetti’s brother, Giuseppe Donizetti, was brought from Italy to the
Ottoman Empire in 1828 and appointed head of the Muzika-y1 Himéyun (Egecioglu, 2015, p. 63). During this period,
Donizetti contributed to the introduction of Western instruments, the training of Turkish musicians in Western
notation, and the composition of marches in the Western style (Balkilig, 2009, p. 71). Under Donizetti’s leadership,
the Muzika-y1 Hiim4yun represented the official and institutional introduction of Western music into Ttrkiye. The
Saray Mizika Mektebi (Palace Music School), established in 1833 during the reign of Mahmud II, emerged as an
institution providing Western music education and resembling present-day conservatories. With the establishment of
this school, the Muzika-y1 Hiim4yun was transformed into a small-scale symphony orchestra (Merig, 2020, p. 118). In
this way, the Muzika-y1 Hiim4yun contributed to the formation of a new Western musical taste within the court
(Pagaci Tungay, 2015, p. 74). At the same time, under Donizetti’s direction, the Muzika-y1 Hiimiyun regulated
military marching for the new army through new marches while also including popular music genres of the period in
its repertoire, including pieces with Italian lyrics, arias, polkas, waltzes, and mazurkas (Ozcan, 2006, p. 421). This
indicates that beyond providing Western representation within bureaucratic institutions, the Muzika-yt Hiim4iyun
also began to develop an audience through popular music (Pagact Tungay, 2015, p. 74). In short, the Muzika-y1
Hiimayun played a significant role in the spread of Western popular music as well as Western art music in Ttrkiye.
These developments indicate that approximately a century before the founding of the Republic, Western genres in the
Ottoman Empire were already accorded a certain degree of elite legitimacy through control and approval within the
bureaucratic field.

Unlike the music policies of the early Republican period in Tiirkiye, the policies of radical Westernization
implemented in the Ottoman Empire remained largely confined to the bureaucratic field and did not extend
comprehensively into the public field. Nevertheless, Westernization was not limited to military and bureaucratic
institutions but was also reflected particularly in the performing arts and popular music. For example, the French,
Italian, Tepebast, and Naum theaters that opened in Pera (present-day Beyoglu) after the Tanzimat contributed to the
spread of opera in Istanbul. Indeed, works by composers such as Donizetti, Bellini, and Verdi were performed in
Istanbul shortly after their European premieres (Egecioglu, 2015, p. 62). In popular music, genres such as theater
music, revue songs, kanto, and operetta became widespread from the Second Constitutional Period onward, and many
composers with backgrounds in traditional music produced works in these genres (Pagact Tungay, 2015, p. 77).
However, it was during the Republican period that Westernization was extended into the public field as a state policy
and became one of the central objectives of social change.

The Republic, established in 1923, based its radical Westernization policies in music, embodied in the Musik:
Inkilabi (Music Reform), largely on the ideas set out in Gokalp’s Twrkgiiliigiin Esaslar: (1923/2019). Gékalp defines
hars as the shared consciousness and past of a nation and identifies its musical counterpart among Turks with folk
music, which he characterizes as sincere, genuine, and authentic (1923/2019, p. 143). Gokalp (1923/2019, p. 143) also
defines civilization as the common sum of the social lives of multiple nations within a region and attributes to it a
rational universality, associating it musically with Western music through harmony, technical knowledge, and the new
civilization. He characterizes Ottoman music (Turkish classical music), which he positions as Eastern music, as a sick,
non-national music adopted from Byzantium through Firabi, unable to free itself from quarter tones and lacking
harmony (1923/2019, pp. 142-143). Finally, Gokalp argues that a new national music (mzlli musiki) would emerge
from a synthesis of folk music, the music of hars, and Western music, the music of the new civilization. He maintains
that this synthesis could be achieved by arranging folk melodies in accordance with Western harmonic principles
(1923/2019, p. 143). In short, as Tekelioglu (1996, p. 202) puts it, the Gokalpian paradigm underlying the Musiki
Inkilab1 envisioned by the new Republic can be formulated as follows: “Model = Western music, Enemy = Ottoman

music, Source = Anatolian folk songs.” The Turkish Five (Ahmet Adnan Saygun, Ulvi Cemal Erkin, Cemal Regit Rey,
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Hasan Ferit Alnar, and Necil Kazim Akses), who were educated in the West, played pioneering roles in implementing
the Gokalpian paradigm. In pursuit of the goal of creating a national music that could be developed using Western
techniques, a series of folk music collection expeditions were conducted between 1936 and 1938 with the participation
of Saygun, Akses, Erkin, Alnar, and Barték (Oztiirk, 2016, p. 27). At the same time, as Kahyaoglu (2002, p. 70)
observes, the closure of dervish lodges and convents in 1925 as part of the secularization policies of the early Republic
largely eliminated the religious dimension of Turkish classical music. Following this development, the Sark Musikisi
(Eastern Music) branch of the Ddrilelban was closed in 1926 (Kahyaoglu, 2002, p. 70). In the same year, the
Diriilelhan was renamed the Istanbul Municipal Conservatory, and its educational program was reorganized around
Western art music (Balkilig, 2009, p. 80). As a result, the teaching of Turkish classical music entered a period of
prohibition that would continue until the second half of the 1970s (Cevikoglu, 2016, p. 265). The most striking
development was the ban on radio broadcasts of Turkish classical music between 1934 and 1936 (see Canver, 2019;
Oransay, 1985). This was because Turkish classical music, which had been declared illegitimate by the bureaucratic
agents of the Republic in accordance with the Gokalpian paradigm, was believed to require complete removal from
the public and bureaucratic fields.

During this period, Western popular music genres gained a public presence outside educational institutions
through the Halkevler: (People’s Houses), radio, and Republican balls, particularly through the waltz and tango,
acquiring a certain degree of elite legitimacy despite ongoing controversy. As Ayas (2018, p. 101) notes, during the
early Republican period, the main distinction in musical taste was shaped less by oppositions such as “low-high,”
“light-serious,” and “popular-art,” which implied class positions, than by the “East-West” opposition. However, the
synthesis proposed by the Musiki Inkilabi was based on Western art music, which was regarded as the high (serious/art)
music of the period. Similarly, conservatory curricula were structured primarily around Western art music.
Bureaucratic agents and the intelligentsia of the period even strongly criticized operetta for being light and unserious
and banned it when they considered it objectionable. For Tekelioglu (1999, p. 147), the dominant groups of the period
had no explicit policy regarding the Republic’s approach to popular music. Tekelioglu (1999, p. 147) argues that
because the Gokalpian paradigm (the synthesis project) was oriented toward serious music, popular music emerged in
Ttrkiye through “a dynamic of spontaneity and filling a void.” However, the balls personally organized by Mustafa
Kemal Atatiirk, as well as the Halkevleri and radio, were under bureaucratic control. Together with TRT’s monopoly
over broadcasting and regulation after 1964, this indicates that the state could influence the development of popular
music in line with its Westernization policies, particularly until the 1980s. Similarly, Monson (2007, p. 6) argues that
Jim Crow laws played a structural role in the development of jazz in the United States. The music policies extending

from the late Ottoman to the early Republican period likewise shaped the field of popular music at a structural level.

“Vulgar” Urban Entertainment: Kanto

Kanto, which emerged after 1870 from the zu/uat theaters of Direklerarast in Istanbul, was a form of urban
entertainment music based on Western instruments in which women came to the fore as singers and dancers. For
Besiroglu and Ozbilen (2010, p. 236), kanto is significant for reflecting the transformation of women’s identity outside
the court during the Ottoman Empire’s process of Westernization and modernization. With women occupying the
position of stars, kanto emerged in the second half of the 19th century within tuluat theater, which attracted
considerable public interest and combined traditional Turkish theater with Western theater (Kahyaoglu, 2002, p. 66).
Tuluat theater developed as ortaoynnu companies adapted their tradition of improvised performance to the stage. It
was a comedy-based genre in which traditional characters brought together Eastern and Western elements and
represented different identities (Besiroglu & Ozbilen, 2010, p. 237). Kanto, which emerged from tuluat theater as an
East-West synthesis during the Ottoman Empire’s 19th-century process of Westernization, displayed similar
characteristics. Belge (2015a, p. 23) describes kanto as one of the “responses” of a society experiencing Westernization.

As cited by And, Sermet Muhtar Alus describes kanto as follows:
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Kanto begins with an instrumental introduction, followed by the lyrics; then comes a violin solo
accompanied by shoulder shaking, turning around one’s own axis, flamboyant movements of the neck, and
belly dancing. Finally, the performer springs into motion, skipping about like a partridge with intertwined
steps resembling tango figures of a_few years earlier, before disappearing behind the slowly closing curtain
(And, 1970, p. 154).

For Ataman (1997, p. 271), kanto was first performed in 1870 by an Italian theater company visiting Istanbul. It
subsequently became established in tuluat theaters through kz7zk hava pieces, mixtures of song and giftetells,
performed by orchestras (drum set, trumpet, violin, and cymbals) before the plays and functioning as overtures. In
short, kanto is a genre performed mostly by women, combining dance and song, accompanied by an orchestra, and
characterized by lively, memorable melodies (Ozbilen, 2006, p- 6). The term canto (song), derived from the Italian verb
cantare (to sing) and associated with the be/ canto (beautiful singing) tradition (Belge, 2015a, p. 23), became widespread
as a way of distinguishing kanto from the traditional songs performed in tuluat plays (Merig, 2020, p. 119). Tekelioglu
(1996, p. 212) describes kanto as a “spontaneous synthesis” of the Italian song form canzone and local musics. While
the discursive codes of kanto humorously portray the tensions between women and men, its visual codes are
characterized by colorful low-cut costumes, veils, ornate miniskirts, and high-heeled shoes (Besiroglu & Ozbilen, 2010,
p- 240). These visual codes can be seen in Photograph 1, which depicts early kanto and tuluat companies. Because the
image of a “Muslim woman” wearing revealing clothing and entertaining the audience was considered inconceivable
in the Ottoman context, almost all early kanto performers were non-Muslim women from Istanbul (Kahyaoglu, 2002,
p- 67). Under these conditions, Turkish women appeared on the kanto stage under non-Muslim stage names. For Zobu
(1961, p. 10), Kadriye Hanim, who took the stage under the name Papaskdpriilii Amelya in 1889, was the first Turkish
kanto performer. Kanto was performed mainly in the theaters of Direklerarasi, Sehzadebagi, Galata, and Pera in

Istanbul, but also found a place in gazino and baloz venues (Besiroglu & Ozbilen, 2010, p. 237).

Photograph 2. A kanto and tuluat company in the late Ottoman period (Karatepe, 2020)

Ozbilen (2006) divides the historical development of kanto into the “Tuluat Theater Period” (approximately 1880-
1920), the “78 RPM Record Period” (1900-1940), the “45 and 33 RPM Record Period” (1965-1980), the “Gazino
and Revival Period” (approximately 1950-1980), and the “Ramadan Entertainment Period” (approximately 1980-
2006). This periodization is significant because it demonstrates how kanto persisted and gained continuity through
different historical phases. However, since the paper focuses on the conditions surrounding the emergence of kanto
and its early musical characteristics, it adopts Unlii’s (1998) simpler classification of the “early period” (1870-1923)
and the “Republican period” (after 1923). This choice simplifies the historical development of kanto while facilitating
the identification of its main musical changes. During the early period, kanto was performed mostly by Armenian and

Rum (Ottoman Greek) women, accompanied by orchestras consisting of Western instruments, and its compositions
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were anonymous. As cited by Kahyaoglu (2002, p. 68), it also bore traces of makam music, particularly rast, hiizzam,
and hicaz. Peruz, $amram, Nvart, Kii¢tik Virjin (Virjin Ozan), and Minyon Virjin (Hayganug Hanim) are examples
of early kanto performers (Begiroglu & Ozbilen, 2010, p- 239). During the Republican period, Turkish kanto
performers replaced Armenian and Rum artists, while Western instruments were replaced by Turkish instruments
such as the oud, ciimbiig, ¢alpara, and kanun, thereby strengthening the makam-based character of kanto (Kahyaoglu,
2002, p. 73). Kanto also moved away from anonymity during this period, and compositions began to be associated
with their composers. Thus, while adapting to the nation-state structure of the Republic, kanto, which had reflected
the Ottoman Empire’s multicultural structure and Westernization policies, ironically turned toward Turkish musical
instruments despite the policies of radical Westernization. Mahmure Handan Hanim, Makbule Enver Hanim,
Mahmure Suat Hanim, Necmiye Hanim, and Bayan Neriman are examples of kanto performers from the early
Republican period. Prominent kanto composers of the period included Dramalt Hasan, Sadettin Kaynak, Refik
Fersan, Ciimbiig Mehmet, Rakim Elkutlu, and Fahriye Aslan (Kahyaoglu, 2002, p. 73). However, after 1970, when
Nurhan Damcioglu, Ayben Erman, Altan Karindag, Oya Alasya, and Meral Kiigiikerol came to prominence, Western
instruments once again became dominant in the ensemble. As Besiroglu and Ozbilen (2010, p. 239) note, the drag
performances of Seyfi Dursunoglu, known for his Huysuz Virjin character and for giving kanto a prominent place in
his shows, point to the continuity of kanto’s connection to femininity. Dursunoglu contributed to the revival of kanto
by combining his drag performances with traditional elements such as kanto, alaturka music, and ortaoyunu, while
also serving as an intermediary in transmitting the genre to subsequent generations (Pekel, 2022, pp. 439-440). Huysuz
Virjin became one of the most important carriers of the kanto tradition in Ttirkiye after 1980.

As one of the earliest popular music genres in Tiirkiye, kanto largely lacked elite legitimacy but enjoyed strong
popular legitimacy. Although kanto was widely embraced as a form of urban entertainment music, the intelligentsia
regarded its lyrics as “simple and obscene” and its music and dance as “poor in quality and vulgar” (Merig, 2011, pp.
56-57). It was considered a product of “degeneration” and deemed illegitimate. For Belge (1998), kanto was a genre
that many people were reluctant to openly express their passion for out of concern that it would be considered
improper. Leyla Saz Hanim, a composer educated in the Ottoman palace harem, exemplifies this attitude. After
composing a kanto, she wrote in her notebook, “I wonder whether it is proper for me to have written this” (Ayangil,
1994, p. 421). In the chapter “Kanto Beliyyesi” (“The Kanto Scourge”) of his book Sanata Dair, Halit Ziya Usakligil
writes:

1If the songs and folk songs of Istanbul music were to gather together and devise a means of humiliating the
music of the world, which they regarded as their rival, and of undermining its prestige and value by
ridiculing it, they would invent the scourge known as kanto. Before they had any need to undertake such a
search, Galata bad already unearthed this scourge from its own filth and scattered its plague-like contagion
throughout the air of the entire country. For years, perbaps eighty or a hundred years, its particles have
persisted in the very air people breathe, poisoning public taste and continuing to distort judgment as though
these were examples of what is called alafranga music. If the municipality bad a department responsible for
protecting the bealth of public taste, similar to the enforcement authorities that safeguard public bealth by
inspecting rotten food and moldy fruit, there can be no doubt that one of its first acts would be to load these
remnants, ridiculous in the name of art and, worse still, disgusting, onto garbage carts and barges and dump
them into the waters of the Marmara (Usakligil, 1955, pp. 118-119).

Hiseyin Rahmi Guirpinar, in his novel Tebessiim-i Elem, similarly describes how kanto performers turned theaters
into “shabby taverns”: “No one pays any attention to their voices, artistry, or singing. The public watches with great
fascination the legs, thighs, breasts, and necks of these screeching women. As these parts of their bodies tremble, the
hearts of the audience also tremble with sighs and groans” (1923/2022, pp. 216-217). Refik Ahmet Sevengil, in his
book Istanbul Nasil Egleniyordu, describes the “disgrace of tuluat” as follows: “A composition, lyrics, and dance
devoid of any aesthetic value: this is kanto. What really matters here is neither the music nor the dance. It is the

stimulation and attraction of the public through the bodily movements of a naked woman” (1927/1985, p. 168). For
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And (1970, p. 155), kanto, like tuluat theater, was viewed unfavorably, reportedly leading to incidents such as “knife-

» <«

pulling,” “gunfire,” and “injury” and setting a “bad example” for young girls. Similar concerns led to the exclusion of
tuluat theater from instruction at the Ddrdilbeddyi (Ozbilen, 2006, p. 16).

The criticisms of kanto discussed thus far focus on visual and performative codes in relation to gender rather than
on timbral codes, revealing how women experienced a form of subject formation through kanto that transgressed
patriarchal boundaries. Underlying this transgression was the unexpected emergence of women’s identity in the public
field through kanto during the late Ottoman and early Republican periods (see Kaptan, 2024). This led the
intelligentsia to regard kanto as “low,” “vulgar,” and “worthless” popular music. Thus, although kanto gained broad

popular legitimacy across different periods, it largely remained deprived of elite legitimacy.

Western but Unserious: Operetta

Operetta, which developed along similar lines to kanto, was another popular music-theater genre extending from the
Ottoman to the Republican period. Combining song, dialogue, and dance, operetta emerged in France in the mid-
19th century and soon spread across Europe and the U.S., becoming a lighter, more popular alternative to opera. Grout
and Williams (2003, p. 378) note that it is difficult to draw a clear dividing line between operetta and the lighter forms
of opéra comique: both use spoken dialogue, comic elements, and a comparatively simple musical style. However, the
primary aim of operetta is simply to entertain the audience through wit, parody, and satire. As Baranello (2016)
observes, although operetta drew on contemporary trends such as popular song, dance, and fashion to reach a broad
audience, its aesthetic value remained contested because of its popularity.

Operetta first appeared in Tirkiye during the Tanzimat period. For example, during the reign of Abdiilmecid,
numerous foreign companies performed opera and operetta in Beyoglu. European works reached Istanbul quickly,
and some Italian operas were first performed there (Gazimihal, 1939, p. 118). According to the memoirs of Ahmet
Fehim Bey (1977, p. 22), this period, during which Abdiilmecid attended and enjoyed these performances, was
importantin the development of Turkish operetta. The history of Turkish operetta can generally be divided into three
periods: before the Second Constitutional Period (1872-1908), after its proclamation (1908-1923), and the
Republican period (1923-present).

Giilli Agop’s Tiyatro-i Osmani (Ottoman Theater), established at the Gedikpasa Theater in 1870, became the first
national theater company through the privilege granted to Turkish-language plays. Since the Tiyatro-i Osmani’s
privilege for Turkish-language performances was initially limited to theater, Turkish operetta developed primarily
through Dikran Cuhaciyan’s Opera Tiyatrosu (Opera Theater) (Merig, 2020, p. 156). Cuhactyan, who left a lasting
mark on the history of Turkish operetta, was one of the most important composers of the period before the Second
Constitutional Period. His Arif7in Hilest, staged at the Gedikpaga Theater in 1872 (1874 or 1875, according to some
sources) by his Opera Tiyatrosu, officially marked the beginning of the local operetta period (Kutluk & Ata, 2016, p.
143). Cuhactyan, who also composed Leblebici Horbor, the first local operetta to be performed abroad, produced five
operettas before his death in 1898. Prominent companies of this period included Agop’s Tiyatro-i Osmani (1868),
Cuhaciyan’s Opera Tiyatrosu (1874), Y. Melikyan’s Opera Tiirk Tiyatrosu (Opera Turkish Theater, approximately
1880), and Kiiciik Ismail Efendi’s Osmanli Opera Kumpanyast (Ottoman Opera Company, 1890) (see And, 1970).
These companies staged operettas such as Leblebici Horhor, Kise Kibya, Pembe Kz, Zeybekler, and Cengi, as well as
Oftenbach’s Giizel Elena (La belle Heléne) and Paris Yasami (La vie parisienne) (Kutluk & Ata, 2016, p. 143). The
musical plays staged during this period were among the most successful works of the Tanzimat, or pre-Second
Constitutional, period (Tungdemir, 2006, p. 4). One reason operetta gained popular acceptance was that Turkish
theater already combined elements of music, dance, and comedy. This made different actors, including writers,
composers, and the audience, more receptive to the operetta genre (Akgiil, 2007, p. 16). The development of operetta
in the Ottoman Empire involved a distinctive process of localization rather than simple imitation. Thus, operetta
became a genre deeply rooted in the Ottoman cultural field.

For the Second Constitutional Period, And (1970, p. 222) reports that members of the Committee of Union and
Progress initially took an interest in theater for political purposes, but that this interest gradually declined. For Merig
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(2020, p. 157), the Milli Osmanli Operet Kumpanyasi (National Ottoman Operetta Company), which collaborated
with Tiyatro-i Osmani and staged operettas by Cuhaciyan as well as several French operettas, held an almost
monopolistic position during the period. The Istanbul Operet Heyeti (Istanbul Operetta Company), founded in 1919
by Musahipzade Celal and Kaptanzade Ali Riza Bey, took important steps toward the localization of operetta. The
company performed operettas using Turkish classical music instruments and makams, based its texts on Turkish
history, and translated operetta terminology — its discursive codes — into Turkish (Merig, 2020, pp. 157-158). Sahne-i
Milliye-i Osmaniye (National Ottoman Stage, 1910), Sahir Opereti (Sahir Operetta, 1921), Yeni Operet (New
Operetta, 1922), and Hale Opereti (Hale Operetta, 1923) were other prominent operetta companies of the period
(Tungdemir, 2006, p. 5).

During the Republican period, operetta became virtually the only form of entertainment for the public (Eskitas,
2018, p. 84). This indicates that operetta was capable of generating strong popular legitimacy. For Kutluk and Ata
(2016), operetta during the Republican period can be examined in two phases: before Dariilbedayi (1923-1931) and
after Diriilbedayi (1931-1937). In the words of Ozén and Diirder (1967), the pre-Dariilbedayi period was “a period
of operetta companies that emerged and disappeared one after another.” The most significant development of this
period was the Siireyya Opereti (Siireyya Operetta), established in 1928 with the support of Siireyya Paga. The
company remained active until 1934 and, in some respects, paved the way for the Dartilbedéyi period (Kutluk & Ata,
2016, p. 144). Operetta at Dirtilbediyi began in 1931 under the leadership of Muhsin Ertugrul with the staging of
Yalova Tiirkiisii. This was followed in 1932 by Celal Esat Arseven’s Saati and, in the same year, Ug Saat, composed
by the Rey brothers (Ekrem Regid Rey and Cemal Resit Rey) with lyrics by Nazim Hikmet. A year later, the Rey
brothers’ Liikiis Hayat became the most popular work in the history of Turkish operetta (Akgiil, 2007, p. 19). For
Akgiil (2007, p. 21), the work stands out for its satire of the high society and class inequalities of the period, reflected
in its ironic use of “litkiis” instead of “likks” (luxury). This demonstrates that operetta contained a dimension that
cannot be reduced to mere entertainment. The Rey brothers later staged Dels Dolu (1934), Saz Caz (1935), Maskara
(1936), and Hava Crwa (1937) (Giilmez, 2021, p. 26). Between 1931 and 1937, operettas conducted primarily by
Cemal Regit Rey and Hasan Ferit Alnar attracted considerable public interest but also faced criticism and bans from
the intelligentsia and the bureaucratic field.

Initially one of the intellectual and practical supporters of operetta at Dariilbedyi, Muhsin Ertugrul made the

following remarks after the staging of U:c Saat:

The operetta Uy Saat generated, in a single Friday, more revenue than the play Bir Olii Evi had generated
in an entive week. This is a result that we must record with tears. Operetta, after all, is only incidental to
Diériilbeddyi, whereas the primary purpose of our theater since its establishment bas been the staging of serious
works. Now that we have reached this bitter outcome, there is nothing left for Ddriilbeddy: to do but abandon

serious and bigh literary works and dismiss our former dramatic actors (1932, p. 1).

In 1934, an anonymously published article in Miizik ve Sanat Hareketleri titled “Likiis Hayat ve Benzerleri
Tiyatroda Birer Lekedir” (“Litktis Hayat and Similar Works Are a Stain on the Theater”) criticized Likss Hayat in the

following terms:

What is Litkiis Hayat? We will give a very blunt answer to this question: Liikiis Hayat is balf ortaoyunu, balf

Karagoz, balf comic urban tuluat, half Portakaloglu-style buffoonery, balf meddablik, balf kanto, half kiriz
havast, balf play, balf lust, half operetta ... It is a national carnival spectacle that brings to the stage a Galata
baloz of the lowest order. Liikiis Hayat is an imitation from beginning to end (1934, p. 2).

The most striking development came in 1935, when the General Directorate of Press banned further performances
of the Rey brothers’ operettas Uy Saat and Liikiis Hayat. As cited by Kutluk and Ata (2016, p. 150), Vasfi Riza Zobu
sarcastically comments on the reason for the ban: “These two works apparently corrupt the morals of young people

and embarrass the elderly.” In addition, as shown in Figure 1, a Milliyet article dated January 30, 1935, titled “Iki
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operet yasak edildi” (“T'wo operettas banned”), reports that all plays, whether previously performed or scheduled for
performance, would henceforth be subject to review and approval by the General Directorate of Press. Hasan Ferit
Alnar argues that operetta, lacking the qualities of art music and theater, does not belong in the Diriilbed4yi, and that
operetta has been resorted to only because conditions are not yet suitable for opera (as cited in Kutluk & Ata, 2016, p.
150). Saygun, in Halkevlerinde Musiki, similarly argues that the idea of progressing “from operetta to opera” is

mistaken and that operetta should have no place in the Halkevleri (1940, p. 51).

Iki operet
Yasak edildi

*|“Liikiis hayat,, ve “i¢ saat,
f| operetleri yasak edildi

Tiyatrolarda bundan sonra oy-
nanacak ve evvelce oynanip ta
temsillerine devam edilecek eser-
lerin evvelce matbuat genel mii-
diirligii tarafimmdan gozden gegi-
rilmesi ve verilecek miisaadeden
sonra sahneye konulabilecegi vi-
layete bildirilmigtir.

Bunun {zerine gehir tiyatro-
sunda oy § ve oy ke
piyesler de matbuat genel miidiir-
liigline génderilmigtir.

Dugdugumuza gore, genel mii-
diirlitk “Liskiis hayat,, ve (Ug sa-
sat) operetlerinin tekrar oynati] -
masm y;sak etmigtir. Bu karar
Istanbul matbuat  memurluguna
bildirilmistir.

* Maliye igleri — lstanbul ma-
liye tahakkuk ve tahsil miidirle-
ri, diin bas miirakibin bagkanl:-
@mda toplanmuglar ve vergi igle-
rinde memurlarin gorditkleri ba-
I::':’Q‘reddﬁllﬂ noktalart halletmiy-

T

Figure 1. The news report titled “Tki operet yasak edildi,” published in AMi/liyet (January 30, 1935)

In short, unlike kanto, operetta was compatible with the Westernization policies of the early Republic because of
its origins in Western art music, yet it was subject to criticism, regulation, and bans by the intelligentsia and
bureaucratic agents. For these agents, operetta’s contested and partial legitimacy stemmed from its status as
light/popular music and from the identification of opera as the ultimate goal. The public’s strong interest in operetta
as popular culture raised concerns that high culture, represented by opera, would remain out of reach. In other words,
operetta’s strong popular legitimacy was seen as an obstacle to achieving opera, a genre historically associated with elite
legitimacy. Finally, the bans and regulations imposed on operetta by the General Directorate of Press demonstrate the
extent to which “light” content could be received as objectionable within an official and “serious” institution such
as Dirtilbedayi, despite its Western origins. The Westernization and music policies of the period prioritized genres
historically linked to high culture and strong elite legitimacy rather than Western genres with popular legitimacy, with

tango, discussed below, as an exception.

Acceptable Popularity: Tango

Similar to kanto and operetta, tango was one of the early popular music genres in Ttrkiye and became particularly
identified with the early Republican period through the Republican balls. Tango emerged in the late 19th century in
the multicultural working-class neighborhoods of Buenos Aires and Montevideo from a synthesis of the Cuban
habanera, the Argentine milonga, and the Spanish tango andaluz (Narter, 2016, p. 30). Beginning as instrumental
music and later including vocals, tango was performed primarily with the bandoneon, along with piano, double bass,
violin, guitar, flute, and clarinet. Tango lyrics addressed themes of love, women, sexuality, and, at times, the social
problems of the working class (Viladrich, 2006). Alongside jazz, which I discuss in the following section, tango spread
to European cities, led by Paris, together with dances and musics such as the turkey trot, Boston, foxtrot, cakewalk,

maxixe, and apache (Silvester, 1993, p. 13). Tango reached Paris during the Belle Epoque (1890-1914) and quickly
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developed into a tangomania (Erel Calan et al., 2021, p. 194). Although certain segments of French society regarded
tango with disapproval on aesthetic and moral grounds, its “tamed” form was adapted to middle-class taste (Cooper,
1995, pp. 66-69). After World War I, tango in Europe developed into localized styles, including French, German, and
Finnish tango (Erel Calan et al., 2021, p. 196). Before examining the degree of tango’s legitimacy in Turkiye, it is
important to note that, as in the case of kanto, images of women and gender roles played a determining role in the

meanings and values attributed to tango in different countries. Aydinoglu states the following:

Although the perception of tango as a passionate and erotic dance with sexual connotations has generally
remained unchanged, differences in gender perceptions across cultures have played a central role in its
contrasting trajectories. At times, tango was regarded as a product of subculture, leading to its probibition and
movement underground; at other times, the opposite occurred, as it became a product of bigh culture, a symbol
of the elite, an emblem of modernization, and even a vision of democracy. Alongside many other factors, these
contrasting trajectories stem primarily from different perceptions of gender across cultures. At times, tango itself

was transformed by these perceptions, while at other times it was used to transform them (Aydmnoglu, 2011, p.
1).

Tango’s changing legitimacy across time and space suggests that musical value is shaped within the cultural field
through social negotiations and power relations. In this respect, it is important to understand how bureaucratic agents
attributed value to tango during the early Republican period in Ttrkiye, in ways that differed from its long-standing
position as a lower-class cultural practice and form of low culture in Argentina.

As Erel Calan et al. (2021) emphasize, the emergence of tango in Ttirkiye did not occur through Republican balls,
as the dominant narrative suggests, but rather as part of the social transformations that permeated everyday life during
the Second Constitutional Period. Before the Republic, tango gained visibility in Istanbul’s cultural and entertainment
life through advances in communication and transportation technologies and migration movements, alongside its
growing popularity in Europe (Erel Calan et al., 2021, p. 193). In the early 20th century, the first tango dances were
performed to records imported from Argentina and France (Demirbas, 2018, p. 169). Russian refugees, including
White Army officers, aristocrats, and property owners who arrived in Tirkiye after the October Revolution, are also
considered to have played a role in the introduction of tango into Istanbul’s entertainment life (Erel Calan et al., 2021,
p- 200). White Russians also played a leading role in introducing jazz, discussed in the following section, to Tiirkiye
(see Tan, 2022a). Following the introduction of tango to Ttrkiye, a process of localization quickly began through
Turkish lyrics and new compositions. As cited by Meri¢ (2020, p. 173), Unlii notes that while Argentine tangos

» <«

included sexuality and, at times, political content, Turkish tangos focused more on themes of “love,” “separation,”
“resentment,” and “unfulfilled reunion.” In addition, whereas the bandoneon, the emblematic instrument of
Argentine tango, was rarely used in Ttrkiye, tango orchestras generally consisted of piano, violin, double bass, and
drums.

Mubhlis Sabahattin Bey’s instrumental piece “Tango Ttirk,” composed in 1920 and released by Sahibinin Sesi in
1928, is considered the first local tango. “Mazi,” the first tango with Turkish lyrics, was composed by Necip Celal
(Andel) in 1928 and recorded by Seyyan (Oskay) Hanim in 1932 (Merig, 2020, p. 173). Tango composition, pioneered
by Necip Celal, continued with Fehmi Ege and Necdet Koyutiirk. Through their compositions, orchestras, and radio
activities, these figures contributed to the development of Turkish tango. In particular, Andel and Koyutirk’s
adaptations of Argentine tangos with Turkish lyrics provide notable examples of tango’s localization in Ttrkiye
(Merig, 2020, pp. 174-175). 1z-Caz, founded at Galatasaray High School in 1928, also attracted attention for its 1932
record released on the Columbia label and for the Argentine tangos in its repertoire. The presence of “caz” (jazz) in the
ensemble’s name reflects the use of jazz at the time as an #mbrella term encompassing Western popular musics. Apart
from such exceptions, however, tango developed an independent identity distinct from jazz during this early period.
The renowned Argentine tango musician Eduardo Bianco attended Iz-Caz rehearsals in Istanbul and spoke highly of
the ensemble (Akgura, 2002, p. 154). In addition, for Meri¢ (2020, p. 178), Orhan Avsar, an orchestra conductor,
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arranger, and bandoneon player who lived in Buenos Aires for many years, was the only representative of authentic
Argentine tango in Ttirkiye. Prominent tango vocalists in Tirkiye included Seyyan Hanim, $ecaattin Tanyerl,
Ibrahim Ozgiir, and Celal Ince.

Unlike kanto and operetta, tango was supported by bureaucratic agents through the Republican balls during the
early Republican period and gained elite legitimacy in line with Westernization policies. To understand this process, it
is necessary to examine the function of the Republican balls more closely. The tradition began with the first ball held
in the Ottoman Empire in 1829. Initially limited to foreign diplomats and non-Muslim circles, it became a symbolic
expression of modernization during the Republican period (Gtindogan, 2021, p. 275). The first Republican Ball was
held in Izmir in 1925, after which the October 29 Republic Day Balls became central representations of the new order
(Artetal., 2014, p. 308). Ankara Palas became the principal venue for these balls. Atattirk’s description of Ankara Palas
as “a window opening from East to West” indicates how the balls reflected the Republic’s modern identity (Sumbas,
2013, p. 176). At the balls, Western dress, social interaction between women and men, and dance were presented as
the lifestyle of the new nation. At a time when Ozakman (2005, p. 9) remarked that “encountering a woman on the
street was like seeinga UFO,” Ankara Palas became one of the most important spaces for the representation of women.
Tango, the principal dance at the balls, was widely performed as the opening dance (Arietal., 2014, p. 311). However,
the new image of women constructed through the Republican balls and tango did not gain acceptance across all
segments of society. For example, in Yakup Kadri Karaosmanoglu’s novel Ankara, one of the villagers watching a ball
from outside says, “There is tango inside,” to which another responds, “And who is Tango?” This exchange illustrates
the public's cultural distance from tango (1934/1987, p. 117). Other examples include the articles “Kimler Bizi Takrir
Ediyor? (Ttrk Kadinlarinda Uyanan Tango Merakit Hakkinda)” (“Who Is Instructing Us? (On the Growing Interest
in Tango among Turkish Women)”) and “Istanbul’da Kurulan Yeni Tuzaklar: Dans Salonlar:”
Istanbul: Dance Halls”), published in the conservative journal Sebilsirresdd in 1924 (Erel Calan et al., 2021, p. 201). In

contrast, as Erel Calan et al. (2021) document, Resimli Ay published content promoting dance and tango culture in
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the same year (Figure 2).
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Figure 2. The article titled “Dansa Ilk Defa Nasil Bagladim ve Ne Hissettim?” (“How I Started Dancing for the
First Time and How I Felt”) published in Resimli Ay on March 31, 1924 (Erel Calan et al., 2021).
Still, tango should be distinguished from other popular music genres in terms of legitimacy, given its growing
popularity and the support it received from the bureaucratic agents of the new Republic. As Belge (2015b, p. 81)
argues, despite its popularity in Ttirkiye, tango was not directly associated with the “common” classes in the way kanto

was; as a Western dance and music, it carried an “elite” connotation from the outset. Its support by bureaucratic agents
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as a form of light music within secularization policies reinforced the perception of tango as “clite,” “respectable,” and
“high-quality,” that is, as “serious” music. Tango was legitimized by bureaucratic agents through the “function”
provided by its bodily dimension, namely dancing between women and men. The fact that, even for a brief period, a
form of music was legitimized by dominant groups by emphasizing the bodily rather than the intellectual makes the
relationship between Tiirkiye and tango highly exceptional. At the same time, tango’s polyphonic structure, rooted in
Western instruments, aligned with the music policies of the early Republican period despite its place within popular
culture, thereby opening the way to its elite legitimacy. In short, tango in Ttirkiye should neither be reduced to a
bureaucratic project of social engineering because of the role it assumed during the early Republican period nor, on
the basis of its popularity among the public, be identified with a lower-class cultural heritage comparable to that of
tango in Argentina. Rather, the trajectory of tango in Tiirkiye points to a distinctive position between popular culture

and the official discourse of modernization, shaped by its particular historical and ideological conditions.

From Pera Nights to the Halkevleri: Jazz

Similar to kanto, operetta, and tango, jazz was another prominent popular music genre during the period extending
from the late Ottoman to the early Republican period. In Stearns’s (1956, p. 282) words, jazz developed in the U.S. in
the early 20th century as the product of an approximately 300-year synthesis of European and West African musical
traditions. Developed primarily by African Americans, the genre is characterized by features such as a central emphasis
on improvisation, syncopated rhythms, blues-derived melodic and harmonic elements, cyclical forms, and swing
(Tucker & Jackson, 2020). However, the reception of jazz in Europe and Ttrkiye during the 1920s differed from the
U.S.-centered understanding of jazz described above, as the term functioned as an umbrella term encompassing dance
musics. During this period in Ttrkiye, jazz was understood to encompass Western popular dance musics including
ragtime, foxtrot, shimmy, Charleston, polka, samba, waltz, Tin Pan Alley, and early traditional jazz repertoire (Uyar
& Karahasanoglu, 2016, p. 132). It is also important to note that Western-style orchestras in Ttrkiye were generally
referred to as “cazbant” (jazz band) during this period, while tango, which had already acquired a distinct identity, was
an exception, and its ensembles were referred to as “tango orchestras” (Tan, 2022a, p. 313). As discussed above, this
distinction was related to tango having established an independent generic position before jazz.

Ttrkiye’s encounter with jazz occurred in the multicultural and transnational environment of Istanbul during the
Armistice years (see Tan, 2022a). Following the Armistice of Mudros and the occupation of Istanbul by the Allied
Powers, British, French, Italian, and U.S. military personnel, diplomats, businesspeople, and officials arrived in the city
(Alexandrov, 2013/2015, p. 180). In addition, the migration of various groups to Istanbul after the October
Revolution, particularly White Russians (Woodall, 2015), added a transnational dimension to the city’s existing
multicultural character, shaped by its Rum, Armenian, Jewish, Levantine, and Muslim communities (Criss,
1993/2000). Under these conditions, Pera in particular represented a cosmopolitan cultural space where occupation,
migration, and nightlife intersected.

During this process, the African American entrepreneur Frederick Bruce Thomas played a central role in the
development of jazz in Istanbul. Thomas recognized the cultural diversity of Istanbul during the Armistice years and
the occupying forces’ demand for entertainment as an opportunity, operating venues such as the Anglo-American
Garden Villa/Stella, Royal Dancing Club, and Maxim. Performances advertised as “jazz bands” at the Anglo-American
Garden Villain 1919 are among the earliest known uses of the term “jazz” in Ttrkiye (Alexandrov, 2013/2015, p. 185).
Maxim, which Thomas opened in Taksim in 1921, soon became one of the principal venues of Istanbul nightlife. The
7 Palm Beach orchestra, composed entirely of African American musicians and performing at Maxim, played an
important role in introducing jazz to Istanbul. As Adil (1990/2000, p. 154) notes, the orchestra introduced local
musicians to jazz and provided them with an opportunity to learn its repertoire and performance practices.

The development of jazz in Ttirkiye reflects the influence of historical power relations and cultural interactions
rather than a spontaneous process. Unlike tango, jazz developed not through the support of bureaucratic agents but
within the cosmopolitan entertainment life of occupied Istanbul. This distinctive ideological and political context
shaped the reception of jazz. From the Armistice years onward, jazz was associated, within the context of Turkish-
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Muslim identity, with Pera nightlife, dance halls, foreign soldiers, and drugs, and its reception was shaped by discourses
of “degeneration” and moral panic. As reflected in the negative connotations of the expression “caz yapmak” (“doing

» <«

jazz”), jazz was described among the public at the time in derogatory terms such as “nerve music,” “cannibal music,”
and “Black clamor” (Erkal, 2014, p. 8). Erciiment Behzat (Lav)’s linking of jazz to the spread of cocaine in his article
“Caz ve Kokain” (“Jazz and Cocaine”) (1934a), together with his call for heavy taxation to restrict venues where jazz
was performed, provides a striking example of how this moral panic extended into the early Republican period. These
examples indicate that during the Armistice years, jazz lacked sources of elite and popular legitimacy in relation to
Turkish-Muslim identity.

This situation began to change after the proclamation of the Republic in line with the new ideological and cultural
paradigm. Jazz, which had been associated with Pera’s cosmopolitan nightlife during the Armistice years, expanded its
sources of popular and elite legitimacy during the early Republican period through the Western musical orientation
of the Musiki Inkilab:. Although jazz was not regarded as high/serious music, in keeping with its global position at the
time, its Western instrumentation, polyphony, and dance practices made it a popular music genre compatible with
Westernization policies. In other words, like operetta and tango, jazz carved out a space for itself during the early
Republican period through its Western character. One of the prominent institutions in this respect was the Halkevleri.
As Ziraman and Kutluk (2016, p. 117) note, the Halkevleri served as an important bureaucratic structure in the
ideological and cultural construction of the new Republic while also providing opportunities for musical activities
involving Western instruments. Records of the establishment of a jazz band at the Canakkale Halkevi (Ziraman &
Kutluk, 2016), jazz performances at the Kadikéy and Uskiidar Halkevleri (Sural, 1998; Tungag, 2010), and the
development of ensembles such as the Hulki Saner Jazz Orchestra within the Halkevleri (Saner, 1996) demonstrate
that jazz was not confined to nightlife. Further evidence is provided by a 1948 photograph of the Kirklareli Halkevi
Jazz Orchestra (Photograph 2). Radio broadcasts in major cities such as Istanbul, Ankara, and Izmir, Erdem Buri’s
radio programs, and Voice of America broadcasts in the 1940s also demonstrate that jazz could reach a broad audience
through bureaucratic channels. In addition, the garden of Ankara Palas, the symbolic venue of the Republican balls,

hosted jazz bands as well as tango nights (Armutgu, 2001).

Photograph 2. Photograph of the Kirklareli Halkevi Jazz Orchestra in 1948 (M. Akin Giire Archive; trakyaderg,
2023)

The prominence of non-Muslim musicians such as Leon Avigdor (violin, alto saxophone), Gregor Kelekyan
(violin, trumpet, vocals), Gido Kornfilt (trombone, multi-instrumentalist), Hrant Lusigyan (clarinet, saxophone),
Arto Hagaturyan (alto saxophone), and Dikran Hagaturyan (trumpet) in the jazz life of the early Republican period is
particularly noteworthy. According to the dominant narrative in the literature on jazz in Ttrkiye (see Mimaroglu,
1958/2016), Avigdor is the first figure associated with jazz, although this account is reductive. The predominance of

non-Muslim musicians during this period can be understood as a result of these communities historical engagement
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with polyphonic music, Western repertoire, theater, and entertainment from the Ottoman period into the Republic
(Tan, 2023, pp. 112-113). However, as Uyar (2014) discusses in detail, many non-Muslim musicians left the country
following the events of September 6-7. Turkish musicians such as Sadan Cayligil (drums), Erdem Buri (drums), Hulki
Saner (clarinet), Fazil Abrak (electric guitar), Badi Kemal (trumpet), and Ciineyt Sermet (double bass) gained greater
prominence in the jazz scene.

Although jazz found a place in the Halkevleri, on the radio, and at Ankara Palas during the early Republican period,
it continued to be criticized as “bad music” and associated with moral degeneration. For example, in another article
titled “Y1gin Miizigi” (“Mass Music”), published in Miizik ve Sanat Hareketleri, Erciment Behzat (Lav) writes: “The
destructive effect on Anatolian youth of tavern songs and jazz tunes whose musical value is below zero is no different
from that of cocaine. Let us not forget that even in some countries where musical culture is not as weak as ours, jazz
bands have been thrown out in order to protect public taste” (1934b, p. 5). Erciiment Behzat calls for the restrictions
imposed on Turkish classical music to be applied to jazz as well. His position reflects the continuing influence of jazz’s
connection with cocaine use and moral degeneration during the Armistice years. His call for jazz bands to be “thrown
out” also bears striking similarities to the view in Nazi Germany, discussed by Tekelioglu (2014), that characterized
jazz as Entartete Musik (degenerate music). Similar discourses also appeared in Halkevleri journals. For example,
Vurugkan (1947, p. 12) describes jazz as a form of music that “afflicts our youth like a disease” and argues that “this
bad music must be vigorously combated.”

Overall, early jazz in Ttirkiye cannot be understood either solely as a focus of discourses of degeneration or as a
positive outcome of Westernization. While jazz became the subject of moral panic through its links to Pera nightlife
and transnational entertainment during the Armistice years, it also acquired partial elite legitimacy through the Musiki
Inkilabt’s prioritization of Western sonic codes, thereby expanding its sources of popular legitimacy. These processes
demonstrate that jazz, which emerged as a cosmopolitan entertainment practice during the Armistice years in the
multinational Ottoman Empire, began to gain a place in the cultural field with the Republic and the Musiki Inkilabr.
The early period of jazz discussed thus far, centered on Europe and Istanbul, entered a new phase after 1950 with the
strengthening of Ttrkiye-U.S. relations, NATO membership, and Cold War cultural diplomacy. During this period,
the elite legitimacy of jazz gained momentum in parallel with developments in the U.S., and jazz increasingly became
part of high culture. This process lies beyond the paper’s focus on the period from the late Ottoman Empire to the

early Republic and should be considered a subject of inquiry in its own right (see Tan, 2024).

Conclusion

This paper demonstrates that genres such as kanto, operetta, tango, and jazz did not constitute a single category of
popular music from the late Ottoman period to the early Republican period, but instead involved different forms of
reception and sources of legitimacy. Popular music, often conceived in academic and everyday usage as an overarching
category based on common sense, can only be properly understood by considering the particular historical, social, and
ideological conditions of each genre. Although the popular music genres examined in this paper were all associated
with modernization, Westernization, urbanization, entertainment, and the music industry, they were received
differently in different historical contexts. These genres took on meaning within relations of power involving the
bureaucratic field, public representations, conditions of occupation, gender, class, moral discourses, and
Westernization policies.

The genres examined in this paper differed in their sources of popular and elite legitimacy. Despite reaching a
considerable audience, kanto largely lacked elite legitimacy because of discourses surrounding gender, obscenity, and
vulgarity. Although operetta belonged to Western art music, operetta was regarded as light and unserious compared
with opera, and its popular legitimacy was consequently devalued. In contrast, tango gained popular and elite
legitimacy through its function at Republican balls, its bodily dimension reflecting the new representation of women,
and its Western sonic codes. While jazz was the subject of moral panic during the Armistice years, it acquired partial

elite legitimacy in the bureaucratic field during the early Republican period through its Western sonic codes, amid
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continuing criticism. These examples demonstrate that early popular musics in Ttirkiye were shaped within processes
of Westernization and modernization and that distinctions such as “Eastern-Western” and “light-serious” were
negotiated throughout the transition from the Ottoman Empire to the Republic. This suggests that popular musics
should be understood not simply as sonic objects but as practices that took on meaning within the ideological and
cultural conditions of the period. Thus, the history of early popular music in Tiirkiye is not only a history of genre
development but, from the outset, also a history of struggles over legitimacy. By analyzing the reception of early
popular musics in Ttrkiye from a comparative and integrative perspective, this paper contributes to the literature on
(ethno)musicology and popular music studies. Future research examining the reception of different periods and genres

in the history of popular music in Ttirkiye would further deepen the literature.
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Aragtirma Makalesi

Tiirk miizigi arastirmalarinda hesaplamali etnomiizikoloji ¢alismalari igin giivenilir
bir ara¢: MakamKit

Seyhan Canyakan'
Afyon Kocatepe Universitesi Devlet Konservatuvari, A {fyonkarabisar, Tiirkiye
Makale Bilgisi Oz
Gelis: 21 Haziran 2026 Bu makale, Ttrk makam miizigi icin gelistirilmis MakamKit adli analiz motorunun
Kabul: 31 Agustos 2026 yeteneklerini tanitir, Sl¢tilmilg bagarimini bildirir ve bu Sl¢timler sirasinda ortaya ¢ikan bir
Online Yaym: 30 Eyliil 2026 aktarim sorununu tartigtr. Motorun en temel &zelligi, makam miiziginin kendi perde
Anahtar Kelimeler diinyasint bozmadan tagimasidir: dijital notadan koma bilgisinin yeniden kurulmasi, 511
Hesaplamal: etnomiizikoloji eser ve 129.151 nota tizerinde denetlenmis ve binde iki hata payiyla neredeyse eksiksiz
Karar perdesi bulunmugtur; yani eser, motorun i¢inden gecerken Batr'nin on iki sesli diizenine
Koma yuvarlanmamaktadir. Bunun tzerine kurulan ¢6ziimleme katmanlarinda motor, daha
Makam kflmm‘ dnce hi¢ gérmedigi 180 eserlik bir sinav takiminda makami eserlerin dértte tigiinden
MakamKic fazlasinda ilk adayinda, tanidigt makam adlaryla sinirli bakildiginda ise onda dokuza
Nota aktarimi . . . . R
Tiirk miizigi yakininda dogru bllmekted{r. Usul ve bi¢im tantma, bu ga11§ma}.rla birlikte 11k kez sayisal
olarak Sl¢tilmiigtiir: on yedi usulde 2.586 eser tizerinde usultin ilk ti¢ aday icinde dogru
bulunma orant yaklagik yiizde doksan tig, yedi bigimde 1.820 eser tizerinde bi¢imin ilk
adayda dogru bilinme oran1 yaklagik yiizde seksen yedidir. Ses kaydindan makam tanima,
seyrin en ¢iplak duyuldugu solo taksimde giivenilir, geckilerle 6riilii topluluk icralarinda
ise beklendigi gibi daha kirilgandir. Basili nota tanimada ise motor, sayfadaki bir igaretin
hangi perdeye kargilik geldigini on notadan dokuzunda bir koma yanilma pay1 i¢inde dogru
hesaplarken, o sayfadaki eserin makamini giivenilir bicimde adlandiramamakta; motor
bunu gizlemek yerine, uzman onayi tamamlanmadan temiz ¢ikti vermeyi reddetmektedir.
Motorun tasarim ilkesi budur: bilmediginde susar, emin olmadiginda aday siralar, kaynag
yetersizse hi¢ cevap vermez. Bu titizlik sayesinde ortaya bir de beklenmedik bulgu ¢tkmugtur:
aynt eserin iki farkli dijital niishasi, eserin karar perdesi konusunda her dort eserden
birinden fazlasinda birbiriyle anlagamamaktadir. Bu, motorun degil kiilliyatin sorunudur
2822-3195 / © 2026 TM ve bugtine dek bu dlgekte Sl¢tilmemigtir; megkten notaya, notadan baskiya uzanan aktarim
Geng Bilge Yaymcilik tarafindan zincirine dijital niishanin da bir halka olarak eklendigini gosterir. Makalenin katkus: iki
yaymlanmakta olup, agik erigim, yonliidtir: makam muzigi i¢in 6l¢ilmiyg basarimi ve kaynak-gliven diizeni agik¢a

CC BY-NC-ND lisansina sahiptir. belgelenmis bir aragtirma araci tanitmak, ve bu aracin imkan verdigi bir aktarim bulgusunu

@@@@ alanin giindemine tagimak. Yazilimin i tasarimi, lisans durumu geregi kapsam digidir.

Makaleye atif i¢in

Canyakan, S. (2026). Ttirk miizigi arastirmalarinda hesaplamali etnomiizikoloji alismalart igin giivenilir bir
arag: MakamKit. T7rk Miizigi, 6(2), 251-261. DOLI: https://doi.org/10.5281/zenodo.22846832

Girig
Tirk makam miiziginin bilgisayarla incelenmesi son yirmi yilda kendi gelenegini kurdu. Bozkurt’un (2008) kayitlardan
perde ¢ikarma yontemi ile Gedik ve Bozkurt’un (2010) perde histogrami yaklagimi bu incelemenin 6l¢tim zeminini
kurdu; Bozkurt, Yarman, Karaosmanoglu ve Akkog¢’un (2009) ¢aligmast kuram kitaplarindaki dizilerle icradaki fiilt

perdelerin her noktada értiigmedigini gosterdi. Karaosmanoglu’nun (2012) hazirladigt SymbTr nota kiilliyatt ile Uyar,
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Atly, Sentiirk, Bozkurt ve Serra’nin (2014) aragtirma korpusu, bu tir incelemelerin binlerce eser tizerinde
tekrarlanabilmesini sagladi. Sentiirk, Holzapfel ve Serra (2014) notayla kayd1 hizalamay1, Holzapfel (2014) yiizeydeki
ritim ile usul arasindaki iligkiyi, Unal, Bozkurt ve Karaosmanoglu (2014) notadan makam tanimayi, Bozkurt,
Karaosmanoglu, Karagalt ve Unal (2014) usul ve makam bilgisiyle yonlendirilen cimle bolmeyi ele aldi. Bozkurt,
Ayangil ve Holzapfel’in (2014) derlemesi bu birikimi toparladu.

Bu birikimin bir eksigi vardi: aragtirmacinin eline gegen, ugtan uca ¢aligan, ne yapugi ve ne kadar dogru yaptig
agikca belgelenmis bir arag. Yayimlanan yontemlerin ¢ogu tek bir soruna odaklanir; bir eseri nota dosyasindan alip
perdesini 6l¢mek, makamini 6nermek, usuliint ve bigimini tahmin etmek, kaydiyla karsilagtirmak ve bunlarin hepsini
ayni1 kayit dtizeni iginde tutmak, ayr1 ayr1 ¢6ziilmiis pargalarin bir araya getirilmesini gerektirir. MakamKit bu bogluk
icin gelistirilmistir.

Aracin kurulmasinda belirleyici olan, Ttirk miiziginin kendi aktarim tarihidir. Behar’m (1998) ayrinuli bi¢imde
anlattug gibi, Osmanli/Tiirk miiziginde aktarimin esas yolu yiizyillarca yazili nota degil megkti: eser, usta ile ¢irak
arasinda tekrar tekraricra edilerek bedenden bedene gegerdi. Bat1 notasinin bu gelenege girisi, Ayangil’in (2008) izledigi
tizere geg, tartigmali ve hi¢bir zaman tam olmayan bir stiregtir. Nota, megkin tagidigr bilginin ancak bir boliimtni
kagida gecirebilmigtir. Signell’in (1977) seyir tizerine yaptgi betimleme, Popescu-Judetz'in (1996) terim tarihi ve
Wright'in (1992) erken kaynak incelemeleri, bu zincirin her halkasinda bir yorum karar1 bulundugunu gosterir. Perde
sistemi de bunun diginda degildir: bugtin dijital kiilliyatlarda ortak dil olan Arel-Ezgi-Uzdilek ¢ergevesi (Arel, 1968)
yirminci ytzyilda kurulmusg bir dizendir ve Bozkurt ve digerlerinin (2009) 6l¢timleri onun icrayla her noktada
ortiigmedigini ortaya koymustur.

Bu tarih, bir aracin kargisina iki 6dev koyar. Birincisi, makamin perde diinyasini bozmadan tagimak: bir eser
motorun i¢cinden gecerken komalarini yitirip Bat’nin on iki sesli diizenine yuvarlaniyorsa, ¢ikan sonug artik o eser
hakkinda degildir. Ikincisi, bilmedigini bilmek: notanin tagtyamadig: bilgi hesapla geri getirilemez, ve bir arag bunu
itiraf etmiyorsa aragtirmaciy yanilur. MakamKit'in tasarimi bu iki 6dev izerine kuruludur.

Aracin Sl¢tilmesinde ise miizik bilgisayarlig: literatiirintin uyarilari esas alinmugtir. Sturm (2013, 2014) yiiksek
bagar1 gdsteren bir programin miizikal bir sey 6grendiginin kanitlanmig olmadigni, verinin tesadiifi diizenliliklerine
tutunmus olabilecegini uzun stiredir hatirlatir. Kapoor ve Narayanan (2023), bildirilen makine bagarimlarinin 6nemli
bir boélimiintn, sinav sorularinin ¢alisma kigidinda bulunmasina benzer bir kusur ytziinden siskin ¢iktgini
gostermistir. Panteli, Benetos ve Dixon (2018) ayn1 uyartyr diinya miizigi killiyatlart icin tekrarlar. Bu nedenle
agagidaki biitiin sayilar, motorun daha 6nce hi¢ gérmedigi eserler tizerinde ya da eser biitiinliigii korunarak kurulmug
sinavlarda Sl¢iilmis; her sayinin hangi sinavdan ¢ikugi ayrica belirtilmistir.

MakamKit nedir, bu makalede ne kadar1 anlatilmaktadir?

MakamKit’in bes isi vardir: nota dosyasindan perde, siire ve boliim bilgisini ¢ikarmak; ses kaydindan perde seyrini
¢ikarip karar perdesi ve makam adaylar1 6nermek; usul ve aksak yapiyr incelemek; giifteyi ¢6ziimlemek; eserler aras
benzerlik, kiimelenme ve ag haritalar1 Giretmek. Bunlarin yaninda, basili ya da taranmig notayr uzman denetimine agik
bir inceleme paketine ¢eviren bir tanima hatt1 ve uzman her karart onaylamadan temiz ¢ikt1 vermeyen bir nota editorii
bulunur. Edit6r, koma dogrulugunda seslendirme yapabildigi i¢cin, motorun 6nerisi kulakla da denetlenebilir.

Bu makale motorun ne yaptigini ve ne kadar dogru yaptiginy anlatir. Programin i¢ tasarimi — hangi 6zelliklerden
yararlandigi, hangi model ailesini kullandigy, esiklerini nasil tiirettigi, dosyalarinin nasil diizenlendigi — yazilimin lisans
durumu geregi anlatilmamaktadir. Buna kargilik denemelerin nasil kuruldugu eksiksiz verilmektedir; ¢tinkd bu bilgi
olmadan sonug okunamaz.

Arastirma Problemi

Makale, motorun yeteneklerini yedi soruda ele alir:
» Makamin perde diinyast, motorun i¢inden ge¢erken bozulmadan korunuyor mu?

»  Motor bir eserin makamini notadan ne kadar dogru taniyor?
> Usulii nota ylizeyinden taniyabiliyor mu; devri tanimakla devrin agirligini tanimak ayni sey mi?
>

Bir eserin bi¢imini tantyabiliyor mu; ve tantyamadiginda bunu séyleyecek kadar tedbirli mi?
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> Bir ses kaydindan makami tanirken hangi icra bi¢iminde gtivenilir?
> Basili bir notay1 okurken hangi bilgisi kullanilabilir, hangisi kullanilamaz?

> Butiin bunlar1 lgerken, kiilliyatn kendisi hakkinda ne 6grendik?

Ortak Zemin

Veri. Nota tizerinden yapilan bitiin denemeler SymbTr kiilliyat1 (Karaosmanoglu, 2012) ve ondan tiiretilen yerel
¢alisma kopyalart tizerinde yapilmistir. Ses denemeleri solo taksim kayitlari ile CompMusic/OTMM ¢evresinde
derlenmis topluluk icralarina dayanir (Uyar vd., 2014). Basili nota denemeleri, ayni eserlerin nota goriintiileri ile dijital
kargiliklarinimn eglestirilmesinden olugan sabit bir listeyle yapilmugtir. Killiyatin kullanimi ticari olmayan aragtirma
amaglidir ve atf zorunludur.

Orneklem uyarsss. Bu kiilliyatlar repertuvarin rastgele bir kesiti degildir. I¢lerindeki eserler giiniimiize ulagmig, mesk
zincirinde yagatlmug, notaya alinmis, basilmus, dijitallestirilmis ve bir besteciye baglanmug eserlerdir; her agama bir
se¢imdir (Behar, 1998; Ayangil, 2008). Asagidaki hicbir sonug repertuvarin tamami hakkinda bir yargi degildir.
Olgmek ile tabmin etmek. Motorun verdigi sonuglar iki ayri cinstendir ve bu ayrim aracin tasarimina gomiilaidiir.
Birincisi 6l¢iimdiir: bir perdenin frekansi, iki perde arasindaki aralik, bir sesin komadaki sapmas, notadaki bir sesin
stiresi, bir eserin son notasi. Bunlar hesaplanir, tahmin edilmez; aynt dosyaya her zaman ayn1 cevabr verirler. Cetvelin
dogruluk orani olmaz.

Ikincisi yargidir: makam adi, usul adi, bigim ady, taranmig bir sayfadaki isaretin ne oldugu, bir kaytaki karar
perdesinin yeri. Bunlar tahmindir ve yanilma pay1 tagir.

Motorun sézlesmesi bu ayrim tizerine kuruludur: 6l¢timii verir, yargiyr adaylariyla ve payiyla birlikte verir, ikisini
karigtirmaz. Her cevap dért durumdan birine diiger — kesin, 6neri (sirali adaylar), ¢ekimser (“bilmiyorum™), ret (hig
cevap yok). Sessizce yanlis cevap vermek bu diizende tanimli bir durum degildir.

Notun bhangi stnavdan geldigi. Bir yarginin basari orant tig ayri bigimde kaydedilir ve bunlar birbirinin yerine
kullanilmaz: motorun kullaniciya fiilen verdigi yoldan her tiir eserle; ayni yoldan, yalnizca motorun tanidig: adlar
arasinda kalan eserlerle; ve modelin kendi i¢ denemesinden aldig not. Ugiinciisii gercek bir sayidir ama kullanicinin

aldig1 sonucu 6lgmez, bu yiizden ayr tutulur.

Boliim 1. Makamin perde diinyas1 bozulmadan taginiyor mu?

Soru

Makam miizigini bilgisayara aktarmanin ilk ve en temel engeli perdedir. Yaygin nota yazilimlarinin ¢ogu Batr’nin on
iki sesli diizenine gore ¢alisir; bir bakiye ile bir kiigiik miicennebi ayirt etmez, eseri en yakin yarim sese yuvarlar. Boyle
bir yuvarlama oldugunda, sonrasinda yapilan biitiin ¢6ziimleme bagka bir eser hakkindadir. Bu yiizden bir makam
aracinin ilk sinavi, komay koruyup korumadigidir.

Deneme ve bulgu

Dijital notada koma bilgisi her zaman dogrudan yazilt degildir; saysal bir alandan yeniden kurulmas: gerekir. Bu
yeniden kurulumun gergek kargiligryla 6retismesi 511 eser ve 129.151 nota tizerinde tek tek denetlenmis, binde iki hata
paytyla neredeyse eksiksiz bulunmugtur. Yani eser motorun i¢inden gegerken perde kimligini yitirmemektedir. Motor
yine de bunun bir okuma degil bir yeniden kurulum oldugunu kaydinda saklar; ayrim korunur.

Ikinci bir saglamlik 6l¢iisii, killiyatin agilabilirligidir. SymbTr’nin XML killiyatndaki ti¢ bin dosyanin tamami tek
tek agilmaya ¢aligilmug, yaklagik ytizde doksan sekizi (%98) sorunsuz agilmugtir. Agilamayan altmis yedi dosyanin hepsi
kaynakta yarida kesilmis, bozuk dosyalardir; motor bunlar i¢in hi¢bir sonug tiretmez, sessizce eksik bir ¢ikt1 vermez.
Bu iki 6l¢tim birlikte, motorun tizerine bina kurulabilecek bir zemin sundugunu gosterir: eser bozulmadan giriyor,
bozuk dosya sessizce gegmiyor. Sonraki biitiin bélimler bu zeminin Gizerinde durur.

Béliim 2. Notadan makam tanima

Soru

Makam miiziginde bir eserin kimligi biiyiik 6l¢iide nerede karar kildigina baglidir. Karar perdesi, seyrin sonunda varilan

yerdir ve makami tanimanin en gii¢lti ipucudur. Nota bu bilgiyi agikga tagir: eserin son notasi cogu zaman dogrudan
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okunabilir. Unal, Bozkurt ve Karaosmanoglu (2014) notadan makam tanimanin kurulabilecegini gdstermistir.
Buradaki soru, MakamKit’in bu isi ne kadar dogru yaptigidur.

Deneme

Motorun daha 6nce hi¢ gormedigi 180 eserlik sabit bir sinav takimi kullanilmugtir (deneme tarihi: 19 Haziran 2026).

Model, kirk makam adi taniyan sabit bir modeldir ve deneme sirasinda hig¢ degistirilmemistir.

Bulgu

Tablo 1. Motorun hi¢ gérmedigi 180 eserde makam tanima.
Eser kiimesi n [lk aday dogru Ik {i¢ aday iginde dogru
Timu 180 %77,8 %86,1
Motorun tanidigt makam adlar 161 %87,0 %96,3

Motor, kendi tanidigt makam adlar1 arasinda kalan eserlerde on eserden yaklagik dokuzunu ilk adayinda dogru
bilmekte; ilk ti¢ adayina bakildiginda ise yirmi beg eserden yirmi dérdiinde dogru makam listede bulunmaktadir. Bu,
makam miizigi i¢in bildirilen sonuglar arasinda gii¢lii bir diizeydir ve dogru kullanim bi¢imini de gosterir: motor tig
aday tretir, uzman aralarindan seger.

Motorun tanimadigr makamlar ise ayr1 bir bagliktir. Model kirk makam bilmektedir; rastgele se¢ilmis bir SymbTr
ornekleminde eserlerin yaklagik begte biri bu kirkin digindadir ve bu eserlerde dogru cevap bagtan imkansizdir. Motor
bunu gizlemez: her cevabinda ka¢ makam tanidigini ve hangilerini tanidigin: bildirir, boylece aragtirmaci sonucu
kullanmadan 6nce aradigt makamin listede olup olmadigint gérebilir. Kapsam genisletme, aracin agik gelistirme
bagligidir.

Bu ne anlama geliyor

Bu bélimiin asil mesaji, sayinin kendisi kadar sayinin nasil sunuldugudur. Motor tek bir ad dayatmaz; ti¢ aday, tanidig
makam listesi ve o listeye gore 6l¢iilmiis bagar1 payi ile birlikte cevap verir. Sturm’un (2013) uyarist bir sayinin hangi
sinavdan ¢ikugr soylenmedikge kullanici hakkinda hicbir sey séylemeyecegi burada tasarim ilkesine gevrilmistir.
Motorun kendi i¢ denemesinden aldig1 not, kullanicinin aldigs sonugtan yiiksektir; bu iki sayt motorun kayit diizeninde

ayr1 ayri tutulur ve i¢ deneme notu higbir zaman kullanici bagarisi gibi gésterilmesz.

Boliim 3. Usul: yeni bir yetenek ve beklenmedik bir sinir

Soru

Usul, Tiirk miiziginde ritmin ad1 degil diizenidir. Bir usuldi tanimak, kag zamanli oldugunu bilmek degil; diim ile tekin
nereye distiiginii, hangi vurugun agir hangisinin hafif oldugunu bilmektir. Holzapfel (2014) nota ytizeyindeki ritim
ile usultin kendisi arasindaki mesafeyi ol¢tilebilir bigimde ele almus, Bozkurt ve digerleri (2014) usul bilgisinin ctimle
bolmeyi yonlendirdigini gostermistir. Soru sudur: usuliin adi notanin siire yazisindan ne kadar ¢ikarilabilir?

Bu soru MakamKit i¢in ayrica 6nemlidir, ¢linkii motorda notadan usul tanima bu ¢aligmayla birlikte ilk kez
kurulmug ve 6l¢iilmiistiir; daha 6nce motor bir nota dosyast igin usul ad1 éiretmiyordu.

Deneme

SymbTr metin kiilliyatindan, en az otuz eseri bulunan usuller alinmugtir: on yedi usulde toplam 2.586 eser. Usul alant
bozuk olan 414 dosya elenmistir. Eserler biitiin hélinde beg takima boliinmis, her seferinde bir takim sinav olarak
ayrilmigtir (deneme tarihi: 20 Haziran 2026).

Bir noktanin alt ¢izilmelidir: killiyattaki dosyalarin yalnizca ytizde biri kadarinda 6l¢ii rakami yazilidir. Motor
usulii 6l¢ti rakamindan okuyamaz; siire ve vurus dokusundan ¢ikarmak zorundadir. Bu, isi kolaylagtiran degil
zorlagtiran bir koguldur.

Bulgu

Motor eserlerin yaklagik ylizde yetmisinde usulii ilk adayinda dogru bilmekte, ilk ti¢ aday: i¢inde dogru usul eserlerin
yaklagik yiizde doksan ti¢iinde (%93) bulunmaktadir. Ol¢ii rakami olmadan, yalnizca siire dokusundan elde edilen bu
sonug, aracin kullanilabilir bir usul 6nerisi tiretebildigini gosterir.

Usul usul bakildiginda aksak, aksak sem4i ve semai gibi devirler yiiksek oranda yakalanmaktadir. Buna karsilik kapalt

curcuna, nim sofyan ve evfer gibi usullerde oran belirgin bi¢imde diigmektedir.
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Tablo 2. Usullere gore yakalama orani (segilmis)

Usul Oran Usul Oran
aksak 0,90 diyek 0,70
aksak semai 0,87 miisemmen 0,67
semat 0,86 sofyan 0,55
devrihindi 0,80 evfer 0,39
agir aksak 0,78 nim sofyan 0,29
curcuna 0,74 kapali curcuna 0,21

Bu digtstin nedenini bulmak igin ikinci bir deneme yapilmigtir: ayni tahminler, bu kez usul aileleri diizeyinde
degerlendirilmistir — agir aksak ile aksak, kapali curcuna ile curcuna, yiiriik semai IT ile ytiriik sem4f ayni sayillmugtur.

Tablo 3. Ayni tahminlerin usul ailesi diizeyinde degerlendirilmesi.

Aile Oran Alt bigimin kendi orani
curcuna 0,89 kapali curcuna: 0,21
aksak 0,92 agir aksak: 0,78

yiiritk semai 0,67 yuiriik semai II: 0,51

Bu ne anlama geliyor
1ki tablo yan yana kondugunda 6rtintii agiktir: motor devri dogru tanimakta, devrin niteleyicisini tantyamamaktadir.

Kapali curcuna adiyla bes eserden birinde bilinirken, ayni tahminler curcuna ailesi olarak sayildiginda on eserden
dokuzunda dogrudur. Motor aslinda “curcuna” demektedir; yanildigt yer hangi curcuna oldugudur.

Bu, aracin bir kusuru degil, notanin bir siniridir — ve bulgunun kendisi etnomiizikolojik bir sonugtur. Agir, kapal,
yuiriik gibi niteleyiciler notanin siire yazisinda degil, diim-tek agirlik diizeninde, tempoda ve icra tavrinda yasar. Bir
usultin “agir” olmasy, stirelerin uzun yazilmasindan ibaret degildir; vuruglarin tagidigs yiikiin bagka dagilmasidir. Kagit
bu ytkii kaydetmez; mesk kaydeder. Usta ¢iraga devrin ka¢ zamanlt oldugunu degil, nasil basilacagini Ggretir.
Holzapfel’in (2014) kavramsal ayrimi burada, iki tablonun fark: olarak sayisallagmaktadir.

Pratikte bu, aracin nasil kullanilacagini da syler: motorun ilk tig aday1 dogru usulii ¢ok yiiksek oranda i¢erdiginden,

dogru kullanim tek ad dayatmak degil, ti¢ adayr uzmanin 6niine koymakur. Motor zaten béyle davranmaktadur.

Kapsam beyani1

Bu deneme motorun kendi i¢ sinavidir; kullanicinin kullandigi yoldan gegen bir 6l¢iim degildir. Deneme tarihinde bu
yetenek hentiz kullanictya agilmamugts; sayilar tavan degeri sayilmalidir. Usul adlar1 kiilliyatin kendi dosya adlarindan
gelmekte, bozuk alanlar tahmin edilmek yerine reddedilmektedir.

Boliim 4. Bicim tanima ve tedbir

Soru
Sarky, tiirkd, pesrev, saz semaisi gibi adlar hem eserin yapisint hem repertuvardaki yerini anlatir. Stokes un (1992) tiir

sintrlarinim mizikal oldugu kadar toplumsal da oldugunu gésteren tartigmasi, bu kategorilerin masum olmadigin:
hatrlatr. Soru iki katmanlidir: motor bigimi taniyabilir mi, ve tantyamadiginda bunu séyleyecek kadar tedbirli midir?

Usulde oldugu gibi, bi¢im tanima da motorda ilk kez bu ¢aligmayla dl¢tilmugtiir.

Deneme ve bulgu
SymbTr temelli bir ¢alisma killiyatindan, en az elli eseri bulunan yedi bigim alinmugtir: 1.820 eser. Eser butiinlagi
korunarak bes takima boliinmiistiir (deneme tarihi: 21 Haziran 2026).

Motor eserlerin yaklagik ytizde seksen yedisinde (%87) bigimi ilk adayinda dogru bilmekete, ilk ti¢ aday i¢inde dogru

bi¢im neredeyse her eserde bulunmaktadir.
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Bi¢im Eser Bu ad1 verdiginde hakli ¢tkma Bu bigimdeki eserleri yakalama
sarki 994 0,87 0,92
turks 285 0,74 0,61
seyir 169 0,97 0,97
kupe 120 0,94 0,98
pesrev 93 0,87 0,82
saz semaisi 86 0,93 0,95
aranagme 73 0,92 0,78

Pesrev ve saz semdisi gibi klasik ¢algisal bicimlerin yiiksek oranda taninmasi, aracin repertuvar galigmalarinda
kullanilabilirligini gosterir. Motorun en ¢ok yanildigs yer tiirkiidiir ve yanilg: biiyiik 6lgtide sarki yontindedir; bu
sastrtict degildir, ¢iinki sarki ile tiirki arasindaki sinir notanin yiizeyinde her zaman gértintir bir sinir degildir.

Motorun tedbir diizeyi ayrica Slgiilmiistiir. “Kesin” diyebilmesi igin gereken esik, ytizde doksan beg dogruluk
hedefine gére ayarlanmugtir; bu esikte motor eserlerin dortte tigii hakkinda kesin konugmakta, kalani sirali aday listesi

olarak sunmakta, en belirsiz durumlarda hi¢ konugmamaktadir.

Tablo 5. Motorun ne zaman “kesin” dedigi

Deger
Hedeflenen dogruluk pay1 0,95
Esikte ger¢eklesen dogruluk pay1 0,95
Esikte “kesin” denebilen eser orani 0,73

Bu ne anlama geliyor

Tablo 5, aracin en ayirt edici 6zelligini saytya doker: motor yiiksek dogrulukla genis kapsami1 ayni anda vaat etmez, ikisi
arasindaki pazarligi agik¢a yapar ve sonucunu bildirir. Bir aragtirmact igin bu, tek bir yiiksek orandan daha kullansglidir;
hangi eserde motora giivenip hangisinde kendi kararini verecegini bilir.

Bir uyar1 da eklenmelidir. Motorun en bagarilt oldugu ti¢ kategori — seyir, kupe, aranagme — kiilliyatn kendi
diizenleme birimleridir ve geleneksel anlamda birer bigim sayilip sayilmayacaklari tartigmalidir. Bu, makinenin miizikal
bigimden ¢ok klliyatin diizenleme aligkanligini 6grenmis olabilecegi ihtimalini akilda tutmay: gerektirir; Sturm’un
(2014) meghur “at” benzetmesiyle anlattugt durumdur. Stipheyi dagitmanin yolu, killiyatlarin kendi kategorilerinin

nasil kuruldugunu belgelemekten gecer (Gebru vd., 2021; Bender & Friedman, 2018).

Boliim 5. Ses kaydindan makam

Soru

Bir makami en agik gésteren icra bigimi taksimdir: usul yoktur, giifte yoktur, icract makamin seyrini serbestge kurar;
makamin ¢ikict m1 inici mi oldugu, asma duraklarinin nerede oldugu, karara nasil inildigi burada en ¢iplak hiliyle
duyulur. Bir fasil icrast ya da topluluk kaydi ise gegkileriyle ve toplu tavriyla ¢ok daha karisik bir dokudur. Soru,
motorun hangi icra biciminde giivenilir oldugudur.

Deneme ve bulgu
Tablo 6. Ses kaydindan makam tanima.

Kaynak Orneklem Taninmasi istenen makam Ilk aday dogru Ik ii¢ aday icinde dogru
Solo taksim 280 kesit 6 %75,5 %94,5
Solo taksim (ortak karar) | 277 kesit 6 %75,0 %95,0
Topluluk icrast 1.000 kay1t 20 %59,8 %85,1

Dar kapsamdaki altt makam sunlardir: hicaz, nihavend, rast, saba, segih, ugsak. Motorun birden ¢ok ydntemin ortak
kararina dayanan yolu, kayitlarin yaklagik yiizde kirkinda “kesin” diyebilmekte ve bu durumlarda on kayittan
dokuzunda dogru ¢ikmaktadir — yani motor her kayitta konugmamakta, konustugunda biiyiik 6l¢tide haklt
¢itkmaktadir.

Yirmi makamlik genis kapsamda ilk ti¢ aday i¢inde dogru makamin bulunma orani ytizde seksen besin tizerindedir;

bin kayitlik bir 6rneklemde bu, aracin genis repertuvarli arsiv taramalarinda 6n eleme i¢in kullanilabilecegini gosterir.
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Bu ne anlama geliyor

Tablodaki sayilar birbiriyle kiyaslanamaz: altt makam arasindan dogru olani bulmakla yirmi makam arasindan bulmak
ayni1 zorlukta degildir. Miizikal olarak okundugunda tablo sunu séyler: motor, makamin seyrinin en agik goriindiigia
yerde en giivenilirdir. Bu, Signell’in (1977) seyrin makam kimligindeki merkezi yerine dair betimlemesiyle uyumludur.
Seyir ne kadar a¢ik duyuluyorsa hem insan hem makine i¢in makam o kadar kolay taninmaktadir.

Bir sinir belirtilmelidir: ses tarafinda motorun hi¢ gérmedigi eserlerden olusan sabit bir sinav takimi heniiz
kurulmamiustr; yukaridaki sayilar i¢ deneme degerleridir. Nota tarafinda uygulanan disiplinin ses tarafina taginmast

aracin agik gelistirme bagligidir.
Boliim 6. Basil1 nota: 6lgebildigi yer ile okuyamadig: yer

Soru

Ttrk miizigi kaynaklarinin bitytik bolimii basili ya da elyazmast notadir. Bunlarin bilgisayara aktarilmasi, sayfadaki
isaretlerin otomatik taninmast sorununu dogurur; bu is Batt miizigi i¢in bile ¢6ztlmis sayilmaz (Rebelo vd., 2012;
Calvo-Zaragoza, Haji¢ ve Pacha, 2020). Ttirk muziginde daha zordur, ¢iinkii taninmasi gereken yalnizca notanin yeri

degil, komay1 gésteren ariza isaretleridir.

Deneme ve bulgu

Motorun hi¢ gérmedigi 150 nota goriintiisii ile dijital kargiliklarindan olugan sabit bir liste kullanilmig, 147’si
olctlebilmigtir (deneme tarihi: 19 Haziran 2026). Bu listedeki higbir eser sistemin gorsel 6rnek havuzunda
bulunmamaktadir.

Sonug iki ugludur. Motor, sayfada gordiigti bir isaretin hangi perdeye denk distigiint on notadan dokuzunda bir
koma yanilma pay: iginde dogru hesaplamaktadir. Buna kargilik o sayfadaki eserin makamint giivenilir bi¢imde
adlandiramamaktadir. Nota nota bakildiginda hatanin nerede toplandig1 da goriiliir: oktav hig sagirilmamig, nota ad:
neredeyse hi¢ yanlis okunmamug; kayiplarin bityiik bélimii hi¢ gérillemeyen notalardan, kalant ise koma okumasindan

gelmektedir.

Tablo 7. Basili notadan tanima (147 eser).

Oran
Perde, bir koma yanilma payi i¢inde dogru %88,8
Karar perdesi dogru %30,6
Makam, ilk ii¢ aday i¢inde dogru %14,3
Makam, ilk aday dogru %3,4

Bu ne anlama geliyor
Bu iki ug ayni1 cinsten sonuglar degildir ve tek bir “tanima bagaris1” rakamina toplanamaz. Motor élgmey: becerdigs yerde

olgmekte, okuyamadigs yerde ise okudugunu iddia etmemektedir. Bu, aracin tasarim ilkesinin en agik goriindiigti yerdir:
taramadan gelen hi¢bir sonu¢ dogrudan temiz nota sayilmaz; her isaret uzman onaylayana kadar “incelenmemis” kalir;
temiz ¢iktr ancak biitiin isaretler onaylandiginda verilir, eksik incelemede sistem sessizce eksik bir sonug tiretmek yerine
islemi reddeder. Calvo-Zaragoza ve digerlerinin (2020) tanima ile kodlamayr ayirma ¢agrisinin giiven tarafindaki
kargsiligi budur.

Aragtirmact i¢in pratik sonug agiktir ve olumludur: tarama ¢iktist makam kaynagi olarak kullanilamaz, ama nota
nota denetlemek koguluyla koma 6l¢imt kaynagi olarak kullanilabilir. Elyazmast ve eski basma notalarin perde
icerigini l¢mek isteyen bir ¢aligma i¢in bu, halihazirda kullanilabilir bir imkéandir.

Béliim 7. Olgerken ortaya ¢ikan: kiilliyatin kendi sorunu

Bulgu

Bolim 2’nin denemeleri yapilirken beklenmedik bir durum fark edilmistir. SymbTr kiilliyatinda pek ¢ok eser iki ayr1
dijital ntishada bulunur: killiyatin kendi metin dosyast ve yaygin nota degisim bi¢imi olan MusicXML. Ayni sabit
model, ayni eserleri bu iki niishadan okudugunda farkli sonuglar vermektedir. Nedeni araninca kaynak bulunmustur:

iki niisha eserin karar perdesi konusunda dort eserden bivinden fazlasinda birbiriyle anlasamamaktadzr.
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Tablo 8. Iki niishanin birbiriyle anlagmas (80 eserlik 5rneklem, ayn1 model)

Kargilastirilan n anlagan oran
Karar (durak) perdesi 76 55 %72,4
Ilk aday (makam adr) 76 45 9%59,2

Kimi eserde fark bir begli, kimi eserde tam bir oktavdir. Bunun sonucu dogrudan makam tanimaya yansimaktadir:
metin niishasindan okundugunda eserlerin dortte tigtinden fazlasinda dogru bilinen makam, MusicXML niishasindan
okundugunda yarisina diigmektedir.

Bu ne anlama geliyor

Bu bulgu MakamKit'in bir kusuru degildir; motor iki niishayr da ayni bicimde, ayn: modelle islemistir. Bulgu
kiilliyatin kendisine aittir ve bilinen literatiirde bu 6lgekte dlgtilmemistir. Ortaya ¢ikmasi, aracin karar perdesini
bagimsiz olarak 6l¢tip kaydetmesi ve iki kaynag: karsilagtirabilmesi sayesinde miimkiin olmugtur; yani burada arag,
kendi hakkinda degil inceledigi alan hakkinda bilgi Giretmistir.

Etnomiizikolojik anlami ise sudur. Behar’in (1998) anlattugi megk zinciri, eser notaya ge¢tiginde bitmez; notadan
basili edisyona, edisyondan dijital dosyaya uzanan halkalar da birer aktarim halkasidir ve her biri kendi kaybini tiretir.
Ayangil’in (2008) Bat1 notasinin Ttrk miizigine girisinde saptadigt uyum sorunlari, bugitin dosya bigimleri diizeyinde
sirmektedir. Bir eserin karar perdesinin bir niishada rast, 6tekinde gerdaniye okunmasi, o eseri okuyanin onu
bambagka bir perde bolgesinde isitmesi demektir.

Buradan alani ilgilendiren somut bir 6neri ¢ikar: bir ¢aligmada “SymbTr’den alinan su eser” demek yetmez, hangi
niishadan alindiginin belirtilmesi gerekir. Bu, kiinye titizligi degil yontem zorunlulugudur. MakamKit bu nedenle her

cevabinda kaynagmn tlirtinii ve giiven basamagini tagir; ayni eser icin iki niisha varsa hangisinin tercih edildigini de

bildirir.

Sonug ve Tartisma
MakamKit, Tirk makam miizigi i¢in {i¢ seyi bir arada saglayan bir aragtirma aracidir: makamin perde diinyasini

bozmadan tagimak, ¢6ztimleme katmanlarini ugtan uca ¢alisurmak, ve her sonucun ne kadar giivenilir oldugunu
sonucun kendisiyle birlikte bildirmek.

Olgiimler bunu dogrulamaktadir. Koma bilgisi S11 eser ve 129.151 nota {izerinde binde iki hata payiyla
korunmakta; motor, daha 6nce hi¢ gormedigi eserlerde makami — kendi tanidigr adlar arasinda — on eserden dokuza
yakininda ilk adayinda bilmekte, ilk ti¢ adayinda ise neredeyse her eserde dogru makami listelemektedir. Usul ve bigim
tanima bu ¢alismayla ilk kez 6l¢iilmiis, ilk ti¢ aday diizeyinde sirasiyla ylizde doksan {i¢ ve neredeyse tam dogruluk
vermistir. Ses tarafinda motor, seyrin en agik duyuldugu solo taksimde giivenilir, genis repertuvarli arsivlerde ise 6n
eleme i¢in kullanilabilir diizeydedir. Basili notada perde 6l¢iimi bugtin kullanilabilir durumdadir.

Aracin ikinci katkist tasarimindadir. Motor uydurmaz: bilmediginde susar, emin olmadiginda aday siralar, kaynak
yetersizse hi¢ cevap vermez, uzman onayr tamamlanmadan temiz nota ¢ikarmaz. Her cevabr hangi kaynaktan geldigini,
motorun kag kategori tanidigint ve o yolun 6l¢tilmiig bagart paymni tagir. Sturm’un (2013, 2014) ve Kapoor ile
Narayanan’in (2023) uyarilart burada bir uyari olarak degil, bir davranig kurali olarak yasamaktadir. Bu, agik ve yeniden
tretilebilir bilim ¢agrilarinin (Wilkinson vd., 2016; Munafo vd., 2017; Nosek vd., 2018) makam miizigi araglarina
uyarlanmasinin somut bir denemesidir.

Ugﬁncﬁ katki, aracin imkin verdigi iki bulgudur; ikisi de motor hakkinda degil, alan hakkindadir. Birincisi
usuldedir. Motor devri dogru tanimakta, ama agir/kapali/ytriik gibi niteleyicileri taniyamamaktadir — ve bunun
nedeni agiktir: bu niteleyiciler notanin siire yazisinda degil, diim-tek agirlik diizeninde ve icra tavrinda yagar. Kagit bu
yikii kaydetmez, mesk kaydeder. Holzapfel'in (2014) kavramsal ayrim: burada iki tablonun farki olarak
sayisallagmaktadir. Bu bulgunun etnomiizikolojik anlami1 sudur: megkin tagidigi ama kagidin tasimadigi bilgi, hesapla
da geri getirilemez; bir usuliin agirligini bilmek icin onu basmig birinden 6grenmek gerekir. Bu, hesaplamali yéntemin

acizligini degil, i bolumiini tarif eder.
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Tkincisi kiilliyattadir. Ayni eserin iki dijital niishast karar perdesinde dért eserden birinden fazlasinda
anlagamamaktadir. Bu, bilinen literatiirde bu 6l¢ekte 6l¢tilmemis bir bulgudur ve “veri kiimesi” dedigimiz seyin sabit
bir zemin olmadigini gosterir. Panteli ve digerlerinin (2018) diinya muizigi kiilliyatlar: igin isaret ettigi tasarim sorunlari,
Tirk muziginde eserin kimligi diizeyine kadar inmektedir. Bulgudan ¢ikan 6neri somuttur: dijital niishanin hangisi
oldugu, artik bir kiinye ayrintist degil bir yontem bilgisidir.

Motorun etnomiizikolojideki yeri bu tablodan agikca ¢ikar: MakamKit yorumcn degil olgiiciidiir. Bir eserin
makamina karar vermez; karar i¢in gereken 6l¢timleri tiretir, adaylarins siralar, bilmedigini soyler ve gerektiginde susar.
Karari, kaynagin tarihini, mesk silsilesini ve icra gelenegini bilen aragtirmaci verir. Bu i boliimii bir eksiklik degil,
sinirint bilen bir aracin tanimidir. Megk geleneginde de bilgi, kimden alindig: bilinmeden kabul edilmezdi;

MakamKit’in kaynak-giiven diizeni, o eski sorunun dijital ortamdaki kargiligidir.

Sinirliliklar ve Geligtirme Bagliklar:
Sayilarin kaynag1 ve ¢ikar durumu. Bildirilen biitiin sayilar yazarin gelistirdigi motorun kendi 6l¢tim kayitlarindan
alinmuigtir; higbiri bagimsiz bir Gigtincii taraf¢a yeniden kogulmamigtir. Denemelerin kurulugu eksiksiz verilmigtir, ama
bagimsiz dogrulama yapilmamugtir.
Tarih. Sayilar 19-21 Haziran 2026 tarihli denemelere aittir; arag gelismeye devam etmektedir.
Aktarim simur1. Veri, 6zgiin tarihsel kaynak degil, meskten notaya, notadan baskiya, baskidan dijital dosyaya uzanan
zincirin son halkasidir. Perde Sl¢timlerinin dayandigt Arel-Ezgi-Uzdilek ¢ergevesi yirminci yiizyilda kurulmug bir
diizendir (Arel, 1968); erken repertuvara geriye doniik uygulanmasi bir ¢ag karigtirma riski tagir (Bozkurt vd., 2009).
Kapsam. Nota tarafindaki makam modeli kirk makam, dar ses yolu altt makam, genis ses yolu yirmi makam, usul
modeli on yedi usul, bigim modeli yedi bi¢im tanimaktadir. Bu kapsamlarin digindaki hicbir kategori i¢in iddia gegerli
degildir. Kapsam genigletme agik bir gelistirme bagligidur.
Sinav takiminin bagimsizligi. Bolim 2’nin sinav listesi, gelecekte yapilacak bir yeniden egitimin havuzunun
icindedir. Bugtinkii sabit modelin sayilar1 gegerlidir; model yeniden egitilirse liste “goriilmemis” olma niteligini yitirir.
Bu, kapatilmasi planlanan bir agiktir.
Ses tarafinda sabit sinav takimi. Bslim S’in sayilar i¢ deneme degerleridir; nota tarafindaki disiplinin ses tarafina
taginmasi gerekmektedir.
Kullaniciya agilma. Bélim 3 (usul) ve Bolim 4 (bigim) yetenekleri, deneme tarihinde kullanicinin kullandig1 yoldan
ge¢menmisti; sayilar tavan degeri sayilmalidir.
Etiketlerin niteligi. Usul ve bigim adlart kiilliyatn kendi dosya adlarindan gelmektedir; uzman elinden ¢ikmug
olmakla birlikte bagimsiz olarak yeniden denetlenmemigtir. Bigim alani, geleneksel bi¢imlerle kiilliyat-i¢i kesit adlarint
birbirine karistirmaktadir.
Uzman denemesinin yoklugu. Motorun sonuglarinin uzman yargisiyla ne 6l¢iide ortiigtiigtint sinayan, 6nceden
planlanmig bir uzman denemesi hentiz kosulmamistir. Denemeler makinenin tutarliligini 6lgmekte, mizikal

dogrulugu 6l¢gmemektedir; bu, aracin bir sonraki adimudur.

Beyanlar
Cikar gatigmasi. Yazar, bu makalede tanitilan yazilimn gelistiricisidir. Bildirilen sayilarin tamami, diigiik olanlar d4hil,
motorun kendi 6l¢iim kayitlarindan degistirilmeden aktarilmistur.
Veri ve materyal erisilebilirligi. Denemelerin dayandigt SymbTr kalliyat: agik erigimlidir (Karaosmanoglu, 2012)
ve ticari olmayan aragtirma amagh kullanima, auf kosuluyla agiktir. Denemelerin kurulugu makalede eksiksiz
verilmistir. Yazilimin kaynak kodu ve i¢ tasarimi lisans durumu geregi paylasgilmamaktadir; bu, bildirilen davranig
iddialarinin bagka araglarla ve agik kiilliyatlar Gizerinde sinanmasini engellemez.
Etik kurul onay1. Calisma insan ya da hayvan katlimcr igermediginden etik kurul onay1 gerektirmemektedir.

Finansman. Calisma herhangi bir dis finansman almamugtir.
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Bilgilendirme
MakamKit’in ortaya ¢tkmasinda Dr. Hasan Said Tortop’un fikri katkis: etkili olmugtur. Bu degerli katkisindan dolay1
kendisine tesekkiirlerimi sunarim. Dr. Seyhan Canyakan tarafindan gelistirilen yazilim, Geng Bilge Yaymncilik
biinyesindeki akademik dergilerde miinhasir kullanim ve yayin izniyle tahsis edilmistir ve yaymevinin yazilt onay:

olmadan bagka kisi veya kurumlarca bilimsel aragtirma, analiz ve akademik yayin amaciyla kullanilamaz.
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This article introduces MakamKit, an analysis engine developed for Turkish makam music, reports
its measured performance, and discusses a transmission problem that surfaced during those
measurements. The engine’s most fundamental property is that it carries the pitch world of makam
music without distortion: reconstruction of comma information from digital scores was audited
over 511 pieces and 129,151 notes and found virtually complete, with an error rate of two per
thousand — the music is not rounded to twelve-tone equal temperament as it passes through the
system. On this foundation, the engine identifies the makam of more than three quarters of pieces
at first candidate on a 180-piece set it had never seen, rising to nearly nine in ten when restricted to
the makam names it knows. Usul and form recognition are here measured numerically for the first
time: across 2,586 pieces in seventeen usuls the correct usul appears among the top three candidates
in about 93% of cases, and across 1,820 pieces in seven forms the correct form is identified at first
candidate in about 87%. Makam recognition from audio is reliable in solo taksim, where the seyir is
most exposed, and predictably more fragile in ensemble performances woven with modulations. In
printed-score recognition, the engine computes which pitch a written sign corresponds to within a
one-comma margin in nine notes out of ten, while it cannot reliably name the makam of that page
— and rather than concealing this, it refuses to emit a clean score until expert verification is complete.
This is the engine’s design principle: it stays silent when it does not know, ranks candidates when
unsure, and declines entirely when the source is inadequate. That discipline yielded an unexpected
finding: two digital copies of the same piece disagree about its final (karar) pitch in more than one
case out of four. This is a problem of the corpus rather than of the engine, and it had not previously
been measured at this scale; it shows that the digital copy is itself a link in the chain running from
mesk to notation to print. The contribution is twofold: to introduce a research tool whose measured
performance and source-trust architecture are documented openly, and to bring the transmission
finding it enabled onto the field’s agenda. The software’s internal design is outside the article’s scope
owing to its licence status.
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Introduction

The computational study of Turkish makam music has established its own tradition over the past two decades.

Bozkurt’s (2008) method for extracting pitch from recordings and Gedik and Bozkurt’s (2010) pitch-histogram

approach laid the measurement foundations of the field; the study by Bozkurt, Yarman, Karaosmanoglu and Akkog

(2009) showed that the scales given in theory books do not coincide at every point with the pitches actually used in

performance. The SymbTr score corpus compiled by Karaosmanoglu (2012) and the research corpus of Uyar, Atls,

Sentiirk, Bozkurt and Serra (2014) made it possible to repeat such investigations over thousands of pieces. Sentiirk,

Holzapfel and Serra (2014) addressed the alignment of scores with recordings, Holzapfel (2014) the relation between

? Assoc.Prof.Dr., Afyon Kocatepe Unievrsity State Conservatory, Afyonkarahisar, Tiirkiye: Email: scanyakan@aku.edu.tr ORCID: 0000-0001-6373-4245
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surface rthythm and #su/, Unal, Bozkurt and Karaosmanoglu (2014) makam recognition from scores, and Bozkurt,
Karaosmanoglu, Karagalt and Unal (2014) melodic segmentation guided by #s«/ and makam knowledge. The review
by Bozkurt, Ayangil and Holzapfel (2014) drew this body of work together.

One thing was missing from this accumulation: a tool that reaches the researcher’s hands, works end to end, and
openly documents what it does and how accurately it does it. Most published methods focus on a single problem;
taking a piece from a score file, measuring its pitches, proposing its makam, estimating its #sx/ and form, comparing it
with a recording, and keeping all of this within a single record of provenance requires assembling parts that have been
solved separately. MakamKit was developed for this gap.

What was decisive in building the tool is the transmission history of Turkish music itself. As Behar (1998) has
described in detail, the principal channel of transmission in Ottoman/Turkish music was for centuries not written
notation but megk: the piece passed from body to body between master and apprentice, through repeated performance.
The entry of Western notation into this tradition was, as Ayangil (2008) traces, late, contested, and never complete.
Notation has been able to commit to paper only a part of what megk carried. Signell’s (1977) description of seyi7,
Popescu-Judetz’s (1996) history of terminology, and Wright’s (1992) studies of early sources each show, from a
different direction, that every link in this chain involves an interpretive decision. The pitch system is no exception: the
Arel-Ezgi-Uzdilek framework that is today the common language of digital corpora (Arel, 1968) is an order theorised
in the twentieth century, and the measurements of Bozkurt et al. (2009) have shown that it does not coincide with
performance at every point.

This history sets two obligations before any tool. The first s to carry the pitch world of makam without distortion:
if a piece loses its commas as it passes through the engine and is rounded to the Western twelve-tone system, the result
is no longer about that piece. The second is to know what it does not know: information that notation cannot carry
cannot be recovered by computation, and a tool that does not admit this misleads the researcher. MakamKit’s design
rests on these two obligations.

In measuring the tool, the warnings of the music information retrieval literature have been taken as the baseline.
Sturm (2013, 2014) has long reminded us that a program achieving high accuracy has not thereby been shown to have
learned anything musical; it may have latched onto incidental regularities in the data. Kapoor and Narayanan (2023)
have shown that a substantial share of reported machine performance figures is inflated by a flaw akin to having the
exam questions on one’s study sheet. Panteli, Benetos and Dixon (2018) repeat the same warning for world-music
corpora. For this reason, every figure below was measured either on pieces the engine had never seen or in tests
constructed with piece-level integrity preserved; and which test each figure comes from is stated explicitly.

What MakamKit is, and how much of it this article describes

MakamKit performs five tasks: extracting pitch, duration and section information from a score file; extracting the
pitch trace from an audio recording and proposing a karar pitch and makam candidates; examining #su/ and aksak
structure; analysing lyrics; and producing similarity, clustering, network and atlas outputs across pieces. Alongside
these are a recognition pipeline that turns a printed or scanned score into a review package open to expert inspection,
and a score editor that yields no clean output until the expert has approved every decision. Because the editor can play
back with comma accuracy, the engine’s proposal can also be checked by ear.

This article describes what the engine does and how accurately it does it. The internal design of the program — which
features it draws on, which model family it uses, how it derives its thresholds, how its files are organised — is zor
described, owing to the software’s licence status. By contrast, the construction of every experiment is given in full,
because without that information the results cannot be read.

Research Problem

The article addresses the engine’s capabilities through seven questions:
> Is the pitch world of makam preserved without distortion as it passes through the engine?

» How accurately does the engine recognise a piece’s makam from the score?
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» Canit recognise the #su/ from the surface of the score; and is recognising the cycle the same as recognising the
weight of that cycle?
Can it recognise a piece’s form; and is it cautious enough to say so when it cannot?

In recognising makam from an audio recording, in which mode of performance is it reliable?

YV V V

In reading a printed score, which of its outputs can be used and which cannot?

» While measuring all of this, what did we learn about the corpus itself?

Common Ground

Data. All score-based experiments were carried out on the SymbTr corpus (Karaosmanoglu, 2012) and local working
copies derived from it. The audio experiments rest on solo zaksim recordings and on ensemble performances compiled
around the CompMusic/OTMM effort (Uyar et al., 2014). The printed-score experiments used a fixed list pairing
score images of pieces with their digital counterparts. Use of the corpus is for non-commercial research purposes, and
attribution is required.

A caution about the sample. These corpora are nota random cross-section of the repertoire. The pieces in them have
survived to the present, been kept alive in the mesk chain, been written down, printed, digitised and attributed to a
composer; every stage is a selection (Behar, 1998; Ayangil, 2008). None of the results below is a judgement about the
repertoire as a whole.

Measuring versus estimating. The results the engine produces are of two different kinds, and this distinction is built
into the tool’s design.

The firstis measurement: the frequency of a pitch, the interval between two pitches, the comma deviation of a tone,
the duration of a note in the score, the final note of a piece. These are computed, not guessed; they return the same
answer for the same file every time. A ruler does not have an accuracy rate.

The second is judgement: the makam name, the s/ name, the form name, what a sign on a scanned page is, where
the karar pitch lies in a recording. These are estimates and carry a margin of error.

The engine’s contract rests on this distinction: it delivers the measurement; it delivers the judgement together with
its candidates and its margin; and it does not conflate the two. Every answer falls into one of four states — certain,
suggestion (ranked candidates), abstention (“I do not know”), refusal (no answer at all). Silently returning a wrong
answer is not a defined state in this scheme.

Which examination a figure comes from. The success rate of a judgement is recorded in three separate ways, and
these are never used interchangeably: from the path the engine actually gives the user, over pieces of every kind; from
the same path, restricted to pieces whose label lies among the names the engine knows; and the mark the model receives
in its own internal examination. The third is a real figure, but it does not measure what the user receives, and is therefore

kept separate.

Section 1. Is the pitch world of makam carried without distortion?

The question

The firstand most basic obstacle in transferring makam music to a computer is pitch. Most common notation software
operates on the Western twelve-tone system; it does not distinguish a bakzye from a ksigiik miicennep, and rounds the
piece to the nearest semitone. Once such rounding occurs, every analysis performed afterwards is about a different

piece. The first test of a makam tool is therefore whether it preserves the comma.

Experiment and finding

Comma information is not always written directly in a digital score; it must be reconstructed from a numerical field.
The agreement of this reconstruction with the true value was audited note by note over 511 pieces and 129,151 notes
and found virtually complete, with an error rate of two per thousand. The piece therefore does not lose its pitch identity
as it passes through the engine. Even so, the engine records that this is a reconstruction rather than a reading; the

distinction is preserved.
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A second measure of robustness is the openability of the corpus. All three thousand files in SymbTr’s XML corpus
were opened one by one, and about ninety-eight per cent (98%) opened without problem. All sixty-seven files that failed
are truncated or corrupt at source; the engine produces no result for them and does not silently emit an incomplete
output.

Taken together, these two measurements show that the engine offers a foundation that can be built upon: the piece
enters undistorted, and a corrupt file does not pass through unnoticed. Every subsequent section stands on this

foundation.

Section 2. Makam recognition from the score

The question
In makam music, the identity of a piece depends largely on where it comes to rest. The karar pitch is the point reached

at the end of the seyi7, and it is the strongest clue for identifying the makam. Notation carries this information openly:
the final note of the piece can usually be read directly. Unal, Bozkurt and Karaosmanoglu (2014) showed that makam

recognition from scores can be established. The question here is how accurately MakamKit does this.

Experiment
A fixed test set of 180 pieces the engine had never seen before was used (experiment date: 19 June 2026). The model is

a fixed model that knows forty makam names and was not altered during the experiment.

Finding

Table 1. Makam recognition on 180 pieces the engine had never seen
Set of pieces n First candidate correct Correct within first three
All 180 77.8% 86.1%
Makam names known to the engine | 161 87.0% 96.3%

Among pieces whose label lies within the makam names the engine knows, it identifies about nine out of ten
correctly at its first candidate; looking at its first three candidates, the correct makam is on the list in twenty-four out
of twenty-five pieces. This is a strong level among results reported for makam music, and it also shows the correct mode
of use: the engine produces three candidates, and the expert chooses among them.

Makams the engine does not know are a separate matter. The model knows forty makams; in a randomly drawn
SymbTr sample, about one fifth of the pieces fall outside these forty, and for them a correct answer is impossible by
construction. The engine does not hide this: with every answer it reports how many makams it knows and which ones,
so that the researcher can see, before using a result, whether the makam being sought is on the list. Extending this
coverage is an openly stated development goal for the tool.

‘What this means

The main message of this section lies as much in how the figure is presented as in the figure itself. The engine does not
impose a single name; it answers with three candidates, the list of makams it knows, and the success rate measured
against that list. Sturm’s (2013) warning — that a figure says nothing about the user unless the examination it came
from is stated — has here been turned into a design principle. The mark the model receives in its own internal
examination is higher than what the user receives; these two figures are kept in separate records, and the internal mark
is never displayed as if it were the user’s success rate.

Section 3. Usul: a new capability and an unexpected limit

The question
Usul in Turkish music is not the name of the thythm but its order. To recognise an #su/ is not to know how many

beats it has; it is to know where the dém and the zek fall, which stroke is heavy and which is light. Holzapfel (2014)
treated in measurable terms the distance between the rhythm on the surface of the score and the us#/ itself, and Bozkurt
etal. (2014) showed that knowledge of usx/ guides melodic segmentation. The question is this: how far can the name
of an usul be derived from the durational writing of the score?

This question matters for MakamKit in a further respect, because us#/ recognition from scores was established and

measured in the engine for the first time with this study; previously the engine produced no #s#/ name for a score file.

254



Canyakan Tiirk Miizigi 6(2) (2026) 251-261

Experiment
From the SymbTTr text corpus, #su/s with at least thirty pieces were taken: 2,586 usable pieces across seventeen usuls.

414 files with a corrupt usul field were excluded. The pieces were divided whole into five sets, one set being reserved as
the examination each time (experiment date: 20 June 2026).

One point deserves emphasis: only about one per cent of the files in the corpus carry a written time signature. The
engine therefore cannot read the #s#/ from the time signature; it must derive it from the texture of durations and
strokes. This is a condition that makes the task harder, not easier.

Finding

The engine identifies the #su/ correctly at its first candidate in about seventy per cent of pieces, and the correct usul
appears among its first three candidates in about ninety-three per cent (93%) of pieces. Obtained without a time
signature, from the durational texture alone, this result shows that the tool can produce a usable #sx/ proposal.

Looking #sul by usul, cycles such as aksak, aksak semdi and semdi are captured at a high rate. By contrast, the rate

drops markedly for usuls such as kapali curcuna, nim sofyan and evfer.

Table 2. Capture rate by usul (selected)

Usul Rate Usul Rate
aksak 0.90 dityek 0.70
aksak semii 0.87 miisemmen 0.67
semat 0.86 sofyan 0.55
devrihindi 0.80 evfer 0.39
agir aksak 0.78 nim sofyan 0.29
curcuna 0.74 kapal1 curcuna 0.21

To find the reason for this drop, a second experiment was run: the same predictions were re-scored, this time at the

level of usul families — ag1r aksak counted as aksak, kapali curcuna as curcuna, and yiirick semdi 11 as yiriik semds.

Table 3. The same predictions evaluated at the level of usz/ families

Family Rate | Rate of the sub-variant itself
curcuna 0.89 | kapali curcuna: 0.21

aksak 0.92 agir aksak: 0.78

yuritk semai | 0.67 | yiriksem4iIl: 0.51

What this means
Placed side by side, the two tables reveal a clear pattern: the engine recognises the cycle correctly, but not the qualifier

of the cycle. Kapali curcuna is identified under its own name in only one piece out of five, whereas the same
predictions, counted at the level of the curcuna family, are correct in nine pieces out of ten. The engine is in fact saying
“curcuna”; where it errs is in which curcuna.

This is not a defect of the tool but a limit of notation — and the finding is itself an ethnomusicological result.
Qualifiers such as agzr, kapal: and yirik live not in the durational writing of the score but in the d#m-~tek hierarchy
of weight, in tempo, and in performance manner. That an usu/ is “agz7” is not merely a matter of durations being
written long; it is a different distribution of the weight the strokes carry. Paper does not record this weight; mesk does.
The master teaches the apprentice not how many beats the cycle has but how it is to be struck. Holzapfel’s (2014)
conceptual distinction is here quantified as the difference between two tables.

In practice this also indicates how the tool should be used: since the engine’s first three candidates contain the
correct usul at a very high rate, the correct use is not to impose a single name but to place three candidates before the
expert. This is already how the engine behaves.

Statement of scope
This experiment is the engine’s own internal examination; it is not a measurement taken along the path the user

follows. At the time of the experiment this capability had not yet been released to users; the figures should be read as
ceiling values. The #su/ labels come from the corpus’s own file names, and corrupt fields are rejected rather than

guessed.
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Section 4. Form recognition and caution
The question
Names such as garkz, tiirkii, pesrev and saz semdisi describe both a piece’s structure and its place in the repertoire.

Stokes’s (1992) discussion, showing that genre boundaries are as much social as musical, reminds us that these
categories are not innocent. The question has two layers: can the engine recognise form, and is it cautious enough to
say so when it cannot?

As with usul, form recognition was measured in the engine for the first time with this study.
Experiment and finding
From a SymbTr-based working corpus, seven forms with at least fifty pieces were taken: 1,820 pieces. The pieces were
divided whole into five sets (experiment date: 21 June 2026).

The engine identifies the form correctly atits first candidate in about eighty-seven per cent (87%) of pieces, and the

correct form appears amonyg its first three candidates in nearly every piece.

Table 4. Precision and capture rate by form

Form Pieces Correct when it gives this name Capture of pieces in this form
sarki 994 0.87 0.92
turki 285 0.74 0.61
seyir 169 0.97 0.97
kupe 120 0.94 0.98
pesrev 93 0.87 0.82
saz semdlsi 86 0.93 0.95
aranagme 73 0.92 0.78

That classical instrumental forms such as pesrev and saz semdisi are recognised at a high rate indicates the tool’s
usability in repertoire studies. Where the engine errs most is ##rkz, and the error runs largely towards sarkz; this is
unsurprising, since the boundary between sark: and tirks is not always a visible boundary on the surface of the score.
The engine’s level of caution was also measured. The threshold required for it to say “certain” is calibrated to a target
precision of ninety-five per cent; at that threshold the engine speaks with certainty about three quarters of the pieces,

presents the rest as a ranked candidate list, and in the most uncertain cases does not speak at all.

Table 5. When the engine says “certain”

Value
Target precision 0.95
Precision achieved at the threshold 0.95
Share of pieces declared “certain” at the threshold 0.73

What this means
Table 5 puts the tool’s most distinctive property into figures: the engine does not promise high accuracy and broad

coverage at the same time; it makes the bargain between them openly and reports the outcome. For a researcher this is
more useful than a single high rate, because it tells them on which pieces to trust the engine and on which to decide for
themselves.

A caution must also be added. The three categories on which the engine performs best — seyzr, kupe, aranagme —
are the corpus’s own editorial units, and whether they count as “forms” in the traditional sense is debatable. This
requires keeping in mind the possibility that the machine has learned the corpus’s editorial habits rather than musical
form; this is the situation Sturm (2014) describes with his well-known “horse” analogy. Dispelling the suspicion
requires documenting how corpora construct their own categories (Gebru et al., 2021; Bender & Friedman, 2018).

Section 5. Makam from audio recordings
The question
The mode of performance that displays a makam most openly is the zaksim: there is no usul, no text, and the performer

builds the makam’s seyz7 freely; whether the makam is ascending or descending, where its resting degrees lie, and how

the descent to the karar is made are heard here at their most exposed. A fas:/ performance or an ensemble recording,
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by contrast, is a far denser texture with its modulations and its collective manner. The question is in which mode of

performance the engine is reliable.

Experiment and finding

Table 6. Makam recognition from audio recordings

Source Sample Makams to be recognised First candidate correct Correct within first three
Solo taksim 280 excerpts 6 75.5% 94.5%
Solo taksim (joint decision) | 277 excerpts 6 75.0% 95.0%
Ensemble performance 1,000 recordings | 20 59.8% 85.1%

The six makams in the narrow scope are: bicaz, nibavend, rast, saba, segdh, ussak. The engine’s path based on the
joint decision of several methods is able to say “certain” in about forty per cent of recordings, and in those cases it is
correct in nine recordings out of ten — that is, the engine does not speak on every recording, and when it does speak it
is largely right.

In the broad twenty-makam scope, the correct makam appears among the first three candidates in over eighty-five
per cent of cases; on a sample of a thousand recordings this shows that the tool can be used for preliminary filtering in
archive surveys of broad repertoire.

‘What this means

The figures in the table are not comparable with one another: finding the right answer among six makams is not as
hard as finding it among twenty. Read musically, the table says this: the engine is most reliable where the makam’s seyzr
is most visible. This accords with Signell’s (1977) description of the central place of seyz7 in makam identity — the
more openly the seyz7 is heard, the more easily the makam is recognised, for human and machine alike.

One limit should be stated: on the audio side, a fixed test set of pieces the engine has never seen has not yet been
established; the figures above are internal-experiment values. Carrying the discipline applied on the score side over to
the audio side is an openly stated development goal for the tool.

Section 6. Printed scores: where it can measure and where it cannot read

The question
A large part of the sources of Turkish music consists of printed or manuscript scores. Transferring them to a computer

raises the problem of automatically recognising the signs on the page; this is not considered solved even for Western
music (Rebelo et al., 2012; Calvo-Zaragoza, Haji¢ & Pacha, 2020). It is harder in Turkish music, because what must
be recognised is not only the position of the note but the accidentals that indicate the comma.
Experiment and finding
A fixed list of 150 score images the engine had never seen, paired with their digital counterparts, was used; 147 could
be measured (experiment date: 19 July 2026). None of the pieces on this list is present in the system’s pool of visual
examples.

The result has two poles. The engine computes which pitch a sign it sees on the page corresponds to, within a one-
comma margin, in nine notes out of ten. By contrast, it cannot reliably name the makam of the piece on that page. Note-
by-note inspection shows where the errors gather: the octave is never mistaken, the note name almost never misread;

the bulk of the losses come from notes that are never detected, and the remainder from misreading the comma.

Table 7. Recognition from printed scores (147 pieces)

Rate
Pitch correct within a one-comma margin 88.8%
Karar pitch correct 30.6%
Makam correct within first three candidates 14.3%
Makam correct at first candidate 3.4%

What this means
These two poles are not results of the same kind and cannot be collapsed into a single “recognition accuracy” figure.

The engine measures where it is able to measure, and does not claim to have read where it cannot read. This is where the

tool’s design principle is most clearly visible: no result coming from a scan counts directly as a clean score; every sign
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remains “unreviewed” until the expert approves it; a clean output is issued only when every sign has been approved,
and in the case of incomplete review the system refuses the operation rather than silently producing an incomplete
result. This is the trust-side counterpart of Calvo-Zaragoza et al.’s (2020) call to separate recognition from encoding.
The practical consequence for the researcher is clear and positive: scan output cannot be used as a source for makam,
but — on condition of note-by-note verification — it can be used as a source for comma measurement. For a study
seeking to measure the pitch content of manuscripts and old printed scores, this is an already usable capability.
Section 7. What surfaced during measurement: a problem of the corpus itself

Finding

While the experiments of Section 2 were being carried out, an unexpected situation was noticed. Many pieces in the
SymbTr corpus exist in two separate digital copies: the corpus’s own text file and MusicXML, the common score-
interchange format. The same fixed model gives different results when reading the same pieces from these two copies.

When the cause was sought, the source was found: zhe two copies disagree about a piece’s karar pitch in more than one
prece out of four.

Table 8. Agreement between the two copies (80-piece sample, same model)

Quantity compared n agreeing rate
Karar(final) pitch 76 55 72.4%
First candidate (makam name) 76 45 59.2%

In some pieces the difference is a fifth, in others a full octave. The consequence is reflected directly in makam
recognition: the makam identified correctly in more than three quarters of pieces when read from the text copy drops
to half when read from the MusicXML copy.

‘What this means

This finding is not a defect of MakamKit; the engine processed both copies in the same way, with the same model. The
finding belongs to the corpus itself, and it has not been measured at this scale in the known literature. It came to light
because the tool measures and records the ka7ar pitch independently and can compare two sources — that is, here the
tool produced knowledge not about itself but about the field it studies.

Its ethnomusicological meaning is this. The mesk chain Behar (1998) describes does not end when the piece is
written down; the links running from notation to printed edition, and from edition to digital file, are themselves links
of transmission, and each produces its own loss. The problems of fit that Ayangil (2008) identified in the entry of
Western notation into Turkish music persist today at the level of file formats. For a piece’s karar pitch to be read as
rast in one copy and gerdaniye in another means that whoever reads it hears it in an entirely different pitch region.

From this follows a concrete recommendation for the field: in a study it is not enough to say “this piece taken from
SymbTr”; which copy it was taken from must be stated. This is not bibliographic fastidiousness but methodological
necessity. MakamKit therefore carries, with every answer, the type of the source and its trust level; where two copies

exist for the same piece, it also reports which one was preferred.

Conclusion and Discussion
MakamKit is a research tool that provides three things together for Turkish makam music: carrying the pitch world of

makam without distortion, running the analysis layers end to end, and reporting how reliable each result is together
with the result itself.

The measurements bear this out. Comma information is preserved with an error rate of two per thousand over 511
pieces and 129,151 notes; on pieces it had never seen, the engine identifies the makam — among the names it knows
— at its first candidate in nearly nine pieces out of ten, and lists the correct makam among its first three candidates in
almost every piece. Usul and form recognition were measured for the first time in this study, yielding, at the level of
the first three candidates, ninety-three per cent and near-complete accuracy respectively. On the audio side the engine
is reliable in solo taksim, where the seyir is heard most openly, and usable for preliminary filtering in archives of broad

repertoire. In printed scores, pitch measurement is usable today.
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The tool’s second contribution lies in its design. The engine does not fabricate: it stays silent when it does not know,
ranks candidates when unsure, gives no answer when the source is inadequate, and issues no clean score until expert
verification is complete. Every answer carries the source it came from, how many categories the engine knows, and the
measured success rate of that path. The warnings of Sturm (2013, 2014) and of Kapoor and Narayanan (2023) live
here not as warnings but as rules of behaviour. This is a concrete attempt to adapt the calls for open and reproducible
science (Wilkinson et al., 2016; Munafd et al., 2017; Nosek et al., 2018) to the tools of makam music.

The third contribution consists of two findings the tool made possible; both are about the field rather than about the
engine.

The first concerns #sul. The engine recognises the cycle correctly but cannot recognise qualifiers such as agzr,
kapals and ysiriik — and the reason is clear: these qualifiers live not in the durational writing of the score but in the
diim~tek hierarchy of weight and in performance manner. Paper does not record this weight; mesk does. Holzapfel’s
(2014) conceptual distinction is quantified here as the difference between two tables. The ethnomusicological
meaning of the finding is this: what megk carried but paper did not cannot be recovered by computation either; to
know the weight of an #su/, one must learn it from someone who has struck it. This describes not the impotence of
computational method but a division of labour.

The second concerns the corpus. Two digital copies of the same piece disagree about the karar pitch in more than
one piece out of four. This is a finding not measured at this scale in the known literature, and it shows that what we
call a “dataset” is not a stable ground. The design problems Panteli et al. (2018) identify for world-music corpora reach,
in Turkish music, down to the level of a piece’s identity. The recommendation that follows is concrete: which digital
copy was used is no longer a bibliographic detail but a piece of methodological information.

The engine’s place in ethnomusicology follows clearly from this picture: MakamKit is @ measurer, not an
interpreter. It does not decide a piece’s makam; it produces the measurements required for that decision, ranks its
candidates, says when it does not know, and stays silent when it should. The decision is made by the researcher who
knows the source’s history, the mesk lineage, and the performance tradition. This division of labour is not a
shortcoming but the definition of a tool that knows its limits. In the megk tradition, too, knowledge was not accepted
without knowing from whom it had been received; MakamKit’s source-trust order is the digital counterpart of that

old question.

Limitations and Development Goals
Source of the figures and competing interest. All reported figures are taken from the measurement records of the

engine developed by the author; none has been re-run by an independent third party. The construction of the
experiments is given in full, but independent verification has not been performed.

Date. The figures belong to experiments run between 19 and 21 June 2026; the tool continues to develop.

Limit of transmission. The data are not original historical sources but the last link in a chain running from megk to
notation, from notation to print, and from print to digital file. The Arel-Ezgi-Uzdilek framework on which the pitch
measurements rest is an order theorised in the twentieth century (Arel, 1968); applying it retrospectively to the early
repertoire carries a risk of anachronism (Bozkurt et al., 2009).

Coverage. The score-side makam model knows forty makams, the narrow audio path six makams, the broad audio
path twenty makams, the #s%/ model seventeen wsuls, and the form model seven forms. No claim holds for any category
outside these scopes. Extending coverage is an openly stated development goal.

Independence of the test set. The test list of Section 2 lies within the pool that a future retraining would use. The
figures of today’s fixed model are valid; but if the model is retrained, the list loses its status as “unseen”. This is a gap
that is planned to be closed.

No fixed test set on the audio side. The figures of Section 5 are internal-experiment values; the discipline applied

on the score side needs to be carried over to the audio side.
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Release to users. The usul capability (Section 3) and the form capability (Section 4) had not passed through the path
the user follows at the time of the experiments; the figures should be read as ceiling values.

Nature of the labels. The #sx«/ and form names come from the corpus’s own file names; although they originate from
expert hands, they have not been independently re-verified. The form field also conflates traditional forms with corpus-
internal excerpt labels.

No expert trial. A pre-planned expert trial testing how far the engine’s results agree with expert judgement has not
yet been run. The experiments measure the machine’s consistency, not its musical correctness; this is the tool’s next
step.
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Tiirk miiziginde 20. yiizyil kanun icraciliginin evrimi: Megk sisteminden kurumsal
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Makale Bilgisi Oz

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

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

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

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

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

biitiinlegerek siirekli gelisen ve zenginlesen kiimiilatif bir yapiya doniigmiigtiir.

Makaleye atif i¢in

Doganyilmaz, A. (2026). Tiirk miiziginde 20. yiizyil kanun icraciligmnin evrimi: Mesk sisteminden kurumsal
egitime gegis. T7irk Miizigs, 6(3), 263-272. DOLI: https://doi.org/10.5281/zenodo.22846861

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

16.yy. baglarinda yazilmis olan Babtirname’de gormekteyiz. Ali $ir Nevai’nin tegviki ile Herat’ta musiki 6grenmeye

! Akdeniz Universitesi Devlet Konservatuvar: Ttirk Miizigi Ana Sanat Dali Calg: Béliimii, Antalya, Tiirkiye. Email: Aymiradoganyilmaz@gmail.com ORCID:
0009-0007-1957-5567
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baglayan Iranlt sair Benai hakkinda Babiir $ah su sozleri kaleme almugtir: “...ol kig musiki megk kilur...” (Behar, 1998,
s. 33) (Sah, Babtirname, 1986, s. 162).

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

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

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

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

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

Arastirmanin Amaci ve Problemi

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

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

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

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

Yontem

Arastirmanin Modeli

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

Veri Toplama Araglar

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

Veri Analizi

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

Bulgular

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Cagdas Donem Kanun Icracisi; Kurumsallagma Ve Megk

Goksel Baktagir (1966)

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

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

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

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

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

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

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

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

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

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

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

dersleri de almugtir.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

The term megk is used to mean transmission from master to apprentice, practicing, writing, or working on a piece of
writing. It is a term used not only in music but also in art forms such as calligraphy, ornamentation, and illumination.
“Megsk is a term borrowed by the musical world from the art of calligraphy, meaning ‘a writing sample,” ‘a writing
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exercise,” or ‘a writing scribble’ (Behar, 1998, p. 12). The use of the word megsk in music can be clearly seen in the

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

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

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

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

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

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

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

Aim and Problem of the Study

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

ornamentation features.

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

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

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

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

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

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

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

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

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

tradition while gaining an innovative dimension.

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

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

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

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

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

Dariilelhan and also received

from Sari Talat Bey through

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

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

Western music.

traditional
performance with a modern

approach. Technical

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

employed the “fiske” powerful; a brilliant tone is

technique. His technical achieved through firm strokes

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

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

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

that  combines  traditional
apprenticeship-style

with institutional education.

training

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

educator is central. Having
taught at universities, they

continue their educational

students through direct, one-

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

a disciplined and perfectionist | pedagogy.

approach.

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

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

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

occurred together.

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

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

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

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

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

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

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

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

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

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

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

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

Turkish Music education.

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

development of qanun performance in Turkish music.
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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¢

>

E— L 2 k & i i

? 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.
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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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