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Abstract

There is a necessity for listening to and even ipgnto the recordings of the performers who reakcthe level

of mastery in the performance of Turkish ClassMakic, which is based on master-apprentice relatigm In
this sense, the recordings of Tanburi Cemil Beypwapened a new era for the next generations wish hi
performances, and especially kiksins (magam improvisations) significantly manifestimig control over his
instrument and his creativity, are of high impodanTanburi Cemil Bey'saksins, which have survived to this
day through the recordings at hand, possess nusi@ements to provide technical and musical devetop
for cello learners. In this study, the etudes whitdy contribute to cello education have been writig taking
these elements into consideration -in adherenteetanelodies of Tanburi Cemil Bey-, also with bogvsigns,
fingering numbers, ornaments, etc. made availattecéllo education. Behaviors which each etude ans
providing are described with the explanations belosvetudes.

The purpose of this study is to help learners wtdad Tanburi Cemil Bey's techniquayvir (individual
practice),uslup (style) in his cellataksins, to enrich thanagamrepertoire of the cello which can be used for
methodical teaching purposes, and to contributbdeetude repertoire of the cello which is inadégdiar use in
Turkish Classical Music. The usability of the etsideeated in frame of this study for cello educatias been
evaluated in line with the opinions of various staélders (instructors, students) in the field dioceducation.
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1. Introduction

Throughout centuries, Turkish Music has been tatigioiugh an education system based on master- raty@e
relationship, which is called thmek system (a musical system based on repetition a@chary practices
without musical notes involved). Playing techniqudsinstruments, musical movements, etc. have meanb
assisted by notation. Although there are referetga®tation systems of Turkish Music, there arenmitten
sources available, such as methods, etude boakspatinstrument playing techniques of the pdmtrdfore, it

is impossible to make any comment on the performamd that time. However, with the recording tedbgy
introduced into Turkish Music market in the ear3tt2 century, it became possible to listen to resmfimany
important musicians. Cello (violoncello), which wirst introduced to bands and orchestras for perémce of
polyphonic Western music with the influence of Wesization movements having emerged in the Ottoman
Empire in the early 19th century, was incorporabetb Turkish Music around the early 20th century -
considering that the oldest cello records availalbleand belong to Tanburi Cemil Bey -. Caliésins (magam
improvisations) performed by Tanburi Cemil Bey &a&en as basis for this study which was perfornwd f
comprehension of technical and musical richneslsisrtaksins and their adaptation to the instrument, as the
oldest records available with us are by Tanburi CBey.

This study specifically addressésksins due the fact that Turkish Music is a genre peréat in form of
monophonic music and it is hard to distinguish soaind of cello in an ensemble consisting of mutipl
instruments. For this reason, examplegatSimare used in the study with a view to manifest itfdvidual
practice of Tanburi Cemil Bey in his cello performa.

Tanburi Cemil Bey, who lived between late 19th ocepand early 20th century, blazed a trail in TsirkMusic
in terms of his composition skills, virtuosity inuttiple instruments, style, superior performanaehtéques and
musicality. The new trend pioneered by Cemil Be Veder adopted by certain performers and compoAéer
it was planned thatksimpieces by Tanburi Cemil Bey, whose school of mussiof significance in Turkish
Music, will be analyzed in this study, it was camtgd that inscription of his pieces in form of etsdhat will
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enable and accelerate the technical and musicgrgse remarkably will be the most convenient mettmd
achieve the objective. This study has aimed at ifogretudes out of the melodic patterns he usedsitaksins
so as to reflect the genius, style, technique ansligality of the great master Tanburi Cemil Beyhia taksim
performances.

The shortest and the most systematic form of pesgire technical and musical terms in instrumendaication

is the practice of etudes.Etudes are defined as exercises aiming to impriwee lével of instrumental
performance technically and usually forming theteanof instrumental methods (Turkel a®eh, 2016, p.914).
“Etudes are pieces used for practice to improvevarious knowledge and skills on style, phrasinghteque,
tone, intonation, harmofiy (Lancaster, 1994, p.16). In instrumental educatietudes have a number of
functions such as enabling students to acquirenteahand sight-reading skills, enhancing speedianmioving
musical sense (Ercan, 2008, p.96). As is indicataties created to prepare students for musiceépiensure
effective management of time, easier and fasteriemement of targeted skills, ability to prepare for
compositions and overcome challenging parts ofgsienore easily.

Etudes that function as a pre-study in instrumeethlcation and consequently in cello educationusesl to
help students acquire necessary skills to playinkgument as well as control on the instrumentbait the
beginning stage and in the following stages. Pagitudes in instrumental education will help studevarm up
before playing the piece and improve their contwolthe instrument to a certain extent, so thatesttsdwill
prepare themselves better for the pieces thatulieperform, and save time in warm-up and preparaestages.

Etudes are formulated for a specific purpose arfdaime of a certain program to help students aeqaicertain
level of proficiency in technical and musical teyragercome certain challenges and perform a prydar the
pieces. The etudes addressed in this study, howaverwritten primarily for purpose of helping stnds
comprehend the playing technique, individual practand style of Tanburi Cemil Bey in celtaksins.
Moreover, it is aimed at enriching the magam edanatepertoire of cello which can be used for mdtbal
objectives, and contributing to the etude repegtavhich is insufficient for use of cello in Turkidhusic. The
etudes written are arranged by considering theofigmsitions | to V and transitions between theifmss,
bowing techniques such dstachelegatqg staccatg spiccatq etc.; ornaments such as grace note, glissanlio, tr
vibrato, etc. and difficulty level of all these heiques and arranged in a progression from basadt@nced
level.

The study, inspired by previous notations of thiksins performed by Tanburi Cemil Bey and analysis &f hi
performances and under the light of data thus obthireflects the playing techniques, musical siftacture,
style and individual practice of Tanburi Cemil Bieyhis taksins on the etudes to the extent possible. By this
way, it is aimed to ensure that traditional perfante will take the lead in technical and musicaleftlgpment.
For this purpose, characteristics of the instrumeptactice of Tanburi Cemil Bey in general and cHipe
elements of cello performance were examined, wefierence taaksimanalyses, prior to the formulation of
etudes. Subsequently, the patterns to be excefedtaksimsof Tanburi Cemil Bey were ascertained so that
they will be arranged in form of exercise. Thereaften different etudes were written on basishoté patterns
which are supposed to be useful for cello playinglents to achieve progress in technical and miusioas as
well as in aspects of individual musical practicegam knowledge, etc.

The etudes prepared in scope of this study wereanen frame of certain needs and certain objestiBasic
observations of the researcher at this stage aite gignificant. For instance, if an instructor eb&es that
students tend to make similar level of errors atsame point while performing a certain piece, bmarcises
or melodic patterns can be formed to solve suchnieal difficulty. As a positive aspect of this ketque,

students are observed in natural environmentsdikeses, concerts or exams; and, studgmisposes, social
environments, school habits and lifestyles can bksdaken into consideration and materials conisigesuch

elements can be created (Yalgcinkaya, 2010, p. 27).

The researchés observations in formal and informal musical edioca institutions throughout years of
experience as a cello teacher and performer hase influential in this research. The Universal \WestMusic
methods and etudes are used at the first stagellomeducation in Turkish Music. The use of thessthuds is
significant for familiarization with and control ahe instrument. However, the use of right and hefihds for
cello, transitions between positions, use of ornameuch as grace notes, trills, etc. in Turkistsigldiffer from
their use in universal music. It has been obserilet cello students experience various challenges i
performance of Turkish Music compositions in terofifinger pressures, tones with basic charactesistind
magamandusul elements as well as the mentioned differences Bslp for solution of such challenges, etudes
containing tastes;ésnis), magamtransitions, ornamental techniques, bowing teasgand position transitions
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were needed. It is considered that the etudesettdadm melodic patterns of Tanburi Cemil Bey wélen
though partially, help solution of the existing plems. Similarly with the etudes in this studyisithought that
it would be helpful to create cello etudes out céladies in Turkish Music by making use of tteksims

performed by Tanburi Cemil Bey and great masters.

During the preparation of the etudes, the melodiesielodic patterns used by Tanburi Cemil Bey waken as
basis so that Cemil Béy style and individual use of magams and rhythntisbeilearned and put into practice
and also Cemil Bég melodies and melodic patterns will be made abviilfor technical practice in cello.

2. Related Sudies

Certain parts which may be used in inscription r@fcficing patterns and etudes were selected fatiootfrom
Necdet Yaar s taksins in scope of the study titi€tNecdet Yaar'in taksinlerinden hareketle tanbur etiidleri
(Tanbur etudes on basis taksins by Necdet Yasar) by Bilgin (2011); and exercised etudes were created by
means of such parts. Observation method was useddidgnstudy to reveal the style characteristicsthia
performance of Necdet Yar.

The study titled“ Turk Muzigi'nde 15. yy.da kullanilan makamlardan aturulan seyr-i natik orrgnin
viyolonsel @&retiminde kullanilabilirlginin dezerlendiriimesi” (A review on the suitability of thexample of
seyr-i natik created from the magams used in thl &&ntury in Turkish Music in cello education) Kgraca
(2016) contains an example séyr-i natikcomposition in the magams that are referred tirities gdvas) in
the XVth century;legates, bowing signs and nuances were inscribed foocalhd opinions of experts were
received by using the survey method. It was coregdduthat the example skyr-i natikprepared in scope of this
study can be used in cello education.

The study titled“Keman @retiminde kullaniimakta olan gdas tirk muzgi eserlerinin seslendiriimesine
yonelik olarak olgturulan hazirlayici aftirmalarin goriisellik ve etkililik yoniinden incelenm@sfAn analysis
on functionality and effectiveness of preparatoxgreises created for performance of modern Turkistsic
compositions used in violin education) by Para2009) is related to examination of the exercises émhance
performance in practice of Modern Turkish Musicgeie used in violin education in terms of functidyahnd
effectiveness. Therefore, the study consists eSarhodel and pretest - posttest model with cogtralip within
the model. It has been concluded in frame of thiglys that the preparatory exercises are effective i
performance of Modern Turkish Music pieces usedatin education.

The study titled' Tanbari Cemil Belin klasik kemence ile eser icrasinin 6zellikle(Characteristics of Tanburi
Cemil Beys performance of his compositions with classicahé&acha) by Sever (2008) contains an analysis of
the instrumental performances of Tanburi Cemil Béth Kemencha, whereby his style was analyzedhin t
chapter of conclusions regarding performance cheriatics of Cemil Bey, it is concluded thate completed
note value in several bowing movements instead sihgle long one, used grace notes as ornamentsebef
eighth notes, used various tunes between two nageslly made a glissando without having regarithédength
between two notésetc., and that the performance is independent efcttmposition and the performer is
independent of the composer.

When the results of researches performed are cmesidit is observed that etudes have been crdatetie
instruments used in Turkish Music with a view tommrehend styles of certain composers or to fatlita
performance of certain works. However, no study basn found in which cello etudes are created to
comprehend styles of certain composers in TurkisksiM or to facilitate performance of particular Kish
Music pieces. This study has been carried out tdritute to the field after it was noticed that rhere no
sources available on the mentioned subject.

3. Method
3.1. Purpose

1) To help students comprehend playing technicquaiyidual practice and style of Tanburi Cemil Beycello
taksins,

2) To enrich thenagamteaching repertoire of cello available for methadipurposes,
3) To contribute to the etude repertoire of celluch is insufficient for use in Turkish Music.
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3.2. Problem statements
1) To what extent theaksins of Tanburi Cemil Bey can be used in cello edocéti
2) How is the playing technique and individual piee of Tanburi Cemil Bey in his celtaksins?

3.3. Significance

Analysis of the use of cello in Turkish Music witlgards to the individual practice of Tanburi CeBugly is of

ultimate importance for notating and studying indial practice and style, which are major aspetfBuokish

Music in cello teaching and education. As theredscello method available in field of Turkish Musibe cello
etude repertoire is quite limited in Turkish Muslicis considered that the data and etudes ingtiidy can be
used in cello education, and thus the study wititdbute to the cello education repertoire. Itlsoahought that
the study will be helpful in reflecting performancbaracteristics of Turkish Music, and more spealfy, of

Tanburi Cemil Bey.

3.4. Methodology

A literature review was performed in this study,erdupon theéaksins of Tanburi Cemil Bey were obtained and
analyzed to check if there are any mistakes irr th@iated forms, and necessary corrections weremad

The oldest records in cello performance in Turkisisic belong to Tanburi Cemil Bey. The Orfeon Compa
published a catalogue after the death of TanbumiC8ey. There are sevetaksinms performed with cello
according to this catalogue. This study analyséstakisins of Tanburi Cemil Bey in terms of his style,
composition methods, ornaments and cello technignelsaddresses four of hsksins which are thought to
contain these elements in the best manner.take&ns forming the content of this study are ascerta@edhe
taksims in Muhayyer, $sak, Bestenigar and Hiizzam magams.

While data were obtained, the four ceféksims which were accessible in records of Tanburi Cé&riy were
listened to for many times and analyzed in termsafam, style, and cello playing technique. Ldter,parts of
thosetaksins which are suitable for use in cello educatiorechnical and musical terms as well as individual
practice were ascertained and the passages ndyiaedlecting cello playing technique were transfied into
etudes. Legatos- techniques, bow pull-push sigmgments, left hand finger numbers were all writterihe
etudes. There are details written under the etutkesgribing each respective etude and referrintecskills to

be learned and/or strengthened in terms of magadividual practice and cello technique. The etudese
edited and arranged in their final form in linewihe opinions of three persons specialized in iShrkusic. So,
these etudes created on basis of thlesins of Cemil Bey were explained in a technically gtable form
conforming to cello terminology and as availabledello education.

The etudes were written in bass clef by takingribe A as basis in diapason so that all cellistshvi able to
benefit from the etudes. The etudes were arrangadorogression from easy to hard level. Despiteeghce to
the melodies of Tanburi Cemil Bey to the extentgtule in this study, there are minor changes inntiedodies
as the etudes had to be written in compliance avitbrtairusul pattern.

The instructors who took the survey in scope of 8iudy were selected among graduates of cellortheiats

of Turkish Music Conservatories or Faculties of Eation with minimum three years of experience @lidfiof
cello education. The instructors determined theugrof students subject to survey under the studgebgcting
the students who are capable of playing the etimlesope of the study. The survey items were stilifec
qualitative analysis in terms of theory, performamnd cello education; the survey was preparedstnguthe
five-point Likert type scale. Opinions about theepered survey items were received from four experts
including one specialized in field of literaturedathree in field of Turkish Music; edits, changesl aadditions
were made to the items accordingly, and the suwasyarranged in its final form.

Descriptions in the etudes contain an overview orament and composition techniques occasionallgwves

in taksins of Tanburi Cemil Bey. A proper comprehension ltgse techniques will enable students, though
partially, to have a good grasp of the musicalityCemil Bey and to become capable of using thesthods
when performingaksirs.

3.5. Model
The study constitutes a new model by preparatioretatles for use in cello education; therefore,sitai
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descriptive study based on screening model.

At the first stage of this study, four celiaksins of Tanburi Cemil Bey were analyzed in terms ofjara,usul

and cello playing techniques. At the second stddgbeostudy, passages prominently reflecting thio qggaying
technique of théaksins were transformed into etudes. Whereas, at the $bage of the study, the etudes created
were submitted to stakeholders for their opiniosigoatheir suitability for use in education.

3.6. Study Group

Criterion sampling, which is one of the purposesaimpling methods, was used in this stut@riterion

sampling method is a study of situations that ffulfi series of criteria (Yildinnm and Simsek 2008). As the
etudes in scope of this study were prepared fdo parformance in Turkish Music, the criteria sougitluded

‘playing celld and ‘having taken at least undergraduate classes id &&lTurkish Musi¢. Therefore, the
instructors who took the survey were selected anggaduates of Turkish Music Conservatories or Resibf

Education in Ankara with minimum three years of exgnce in field of cello education. Likewise, ttedents
who took the survey were selected among individatldying at Turkish Music Conservatories or Faeslof

Education and possessing a technical level of égpacplay the etudes.

3.7. Data Collection Tools

For collection of data, primarily the recordstaksins performed by Tanburi Cemil Bey Bestenigar, Muhayyer,
Huzzam, sak magams were obtained frofTanburi Cemil Bey, Volume I-IV CDS while thetaksimin
Hiiseynimagam was obtained from the archivdlafan Ozgen. Notated forms of tiaésins were obtained from
the doctoral thesis titleThe art of violoncello performance in Turkish Magdfusic: an analysis on early
Turkish Music recordindsby Yelda Ozgen Oztiirk.

Two different survey forms were created with fiveind Likert type scales for academicians and stteleiith a
view to ensure assessment of the etudes creatbdsis of theaksins. Before the survey, opinions of related
experts from three different universities were neeé for assessment of the questions and the coofethe
survey, which was then edited and arranged acaptdithose opinions.

3.8. Evaluation of Data

At this stage, various stakeholders (academiciahgjents) in field of cello education were askeid, the
surveys prepared, to assess the suitability ofetheles created. Survey data provided by academicad
students were individually submitted in form of gamtage distribution graphics and frequency taldesd, the
mentioned data were assessed and interpreted.
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4. Findings
4.1. Etudes and Their Descriptions
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Figure 1. Etude 1

4.1.1Etude 1: This etude is a passage in the tms®fthetaksimof Tanburi Cemil Bey in kkak magam and is
included in scope of the study as the passageeasdd as a finger exerciSé finger exercise is a small piece
consisting of a small melodic structure, planned aractised by the student uninterruptedly for dade period
of time (5 minutes, 10 minutes, etc.) (Taptp.769)” In this etude, the melodic pattern excerpted frown t
Ussak taksim of Tanburi Cemil Bey can be transferred to all retsi with whole note ranges as seen in the
passage a or transferred to all strings of theoadl in passages b, ¢ and d. This etude is anlattan and
bowing practice. It allows practicing bowing tealés includingtaccato detacheandlegata While practicing
the etude, each note must be practiseddetachenote on separate strings, and thetegatoof 2 notes, 4 notes
and 8 notes. Once these practices have been eaofficiperformed, the part from the passage e tanj loe
practised. This etude must be started with low ®rapd then the speed must gradually be increasdideto
highest tempo possible. But the articulation ansisghdo must be clearly audible without any nates Tempo
must not be increased until they are clearly played
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Figure 2. Etude 2
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4.1.2 Etude 2: This etude was written on basishefrniddle section of Tanburi Cemil Beytaksimin Ussak
magam. The use of grace note starting from thenbéwy of the 2nd scale and continuing until the died
section of the 4th scale. Tanburi Cemil Bey usedstinucture mostly consisting of a series of gramte groups
in his compositions anthksins. The aim is to exemplify the use of these granpthis etude and thereby to
teach the structure which was often used by TarBenil Bey. The crescendo which starts in the Srstle of
the etude transforms into decrescendo from thewiginin the mentioned passage where the grace statés,
and the decrescendo ends in the middle sectidmeotth scale.

The part of the etude continuing wilofyan usutan be used when teaching/ strengthenindJskek fourth and

the Sofyan usulvith 4/4 time signature. The frequency of noteetéjwns and the use of long notes and grace
notes serves for improvement of bow control. Thigle may be transposed to other keys to ensigek notes

to have command on other pitches.

The most important factor to be taken into accasihe correct practice &egahpitch. With regard to the use
of Segahpitch inUssak magam, Kutlg mentioned that there is suspended cadence on $éghatand this pitch

is lowered in its flat diminished limma. The tertatfdiminished limma should be interpreted as agkdomma
flat. In other words, the term refers to a pitclvéo than single-comma flat, and higher than fouroa flat
(Kutlug, 2000, 168).Segahpitch which is used in §gak magam is obtained by pressiBgselik pitch and
making a small slide toward3ligahpitch on cello. In this etud&egahpitch corresponds to the key F#. So, this
key must be lowered.
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Figure 3. Etude 3
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4.1.3 Etude 3: This etude was created by transfg@i melodic pattern, which was frequently usedrayburi
Cemil Bey inMuhayyer taksimto all strings of the cello. This etude aims atlding a coordination between
right and left hands. The same etude is presentdfiwe different bowing techniques, with the atmteach
legatoandstaccatoas well as these techniques. This etude also enabhcticing over all strings on positions I,
Il and Ill, and transitions between positions, Hmtand agility. The etude must be started with tempo and
then the speed must gradually be increased toigtes$t tempo possible. But the articulation mustlearly
audible, without any notes lost. Tempo must notihereased until they are clearly played. To ensure
comprehension of the rhythmic structure and reipastin Turkish Music, these types of practices ban

adapted to other melodic patterns.
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Figure 4. Etude 4 and Etude 5

4.1.4 Etude 4: It is aimed at practicing transisiam positions | and Il on all strings, reinforpgches ofUssak

fourth and theSemai usulwith 3/4 time signature. The etude also contairece note practices and vibrato

practices. Here, it will be useful to make an erption about Tanburi Cemil By use of vibrato in order to

give a hint as to how the vibrato will be playedhe etudes:

When discussing on the Tanburi Cemil Bewse of vibrato, it is not possible to refer te thbrato used in
Western Music. The vibrato used in Western Musie éifferent term as it especially refers to a it vibrato
which is inherent in the technique of bowed stringtruments of the 20th century and has becomenidie
characteristics of the production of sound, with #tame size of wavelengths. We observe that Tatmmiil

Bey used grace notes, acciaccatura, small bow menesmand unique trills to replace vibrato. Vibrato

techniques similar to the trill or grace notes ubgdlanburi Cemil Bey can be observed in bookstamiton
Gamba technique used during the age of Baroquecnilise trill technique applied with two fingers, it is
considered as a type of microtonal trill, is simile the types of vibrato used by Tanburi Cemil B@ytiirk and

Besiroglu, 2009, p.39).

The vibrato intaksimexamples was not used as one of the main eleragtits production of sound but with the
aim to ensure sustain of the long notes betweeat tire end of phrases. Similarly in this etude,vibeato was

used to ensure sustain of the note B which is g farte.

4.1.5 Etude 5: Tanburi Cemil Bey started the middetion of the celldaksim with Wsak pitch in Muhayyer
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magam (onHUseynipitch in this etude). Written on this basis, thede aims at strengthening the pitches of
Ussak fourth on the Ist and the IVth strings. Posisidnll and IV are exercises for practice. Thera isix of
dotted fourth, eighth, sixteenth notes availabl¢him etude, enabling students to practice rhythrheidas, the
4th and the 5th scales of the etude involve theofiggace note in Turkish Music. They constituteeaample
for transition between positions and finger numbeithe use of cello.
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Figure 5. Etude 6

4.1.6 Etude 6: This etude was written on basisefrhiddle section of Tanburi Cemil Beytaksimin Hiizzam
magam. This etude makes uselsfhhanmagam withNisabur pitch on the first seven scales, and shows the
pitches and characteristics tffahan magam. The part starting from the middle part &f #th scale and
continuing until the half of the 6th scale is aga@ge ornamented with a series of grace notes.dFha@mnental
technique often preferred by Tanburi Cemil Bey ppleed in Etude 2. Each eighth note must be played
individual strings, and meanwhile shakttache bow movements must be used. The part where grates
appear starts with the crescendo, and continuéistiatend of the note G which is the highest ndthereas,
decrescendo starts after the note G and ends drathef the 6th scale which is the end of gracesoAs Cemil
Bey played various plucked string instruments, Wwsepve an occasional influence of plucked strirsgriments
in cello performance. He usually preferred shob@wv movements anstaccats instead of long and tied bow
movements, which can be related to the factor meat above.

One of the composition techniques frequently regebdty Cemil Bey are rhythmic repetitions. There are
rhythmic repetitions between the 8th and 11th scafehis etudes, right before the note C on wisiebpended
cadence will be applied. The note D delays the aggpee of the note C. This enables ear traininthahnote
and facilitates suspended cadence. When this tyfpeise is comprehended, this will facilitateaksim
performance of the student. Beginning from the fthle of the etude, the effectlsfahanmagam disappears
and later the etude is finalized with pitchedHifzzammagam. Whereas, in technical terms, this etudeeses

an exercise fodetachepractice, bowing practice, transitions betweenitjpes andYurik Semai usukith 6/8
time signature. However, this etude was rathert&vrias a grace note practice.
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Figure 6. Etude 7

4.1.7 Etude 7: This etude was written on basisefreprise section of Tanburi Cemil Beyaksimin Hiizzam
magam. The melodic pattern of Hiizzam magam/Akshak Semai uswlith 10/8 time signature is taught in this
etude. A group of grace notes are remarkable fnehide. One of the methods frequently used by uraatemil
Bey are these small grace notes. Cemil Bey usex themce notes to ornament the long notes. Similarthis
etude, the same use is observed in the notes dtetfianing and at the end. Whereas, in technicalgethis
etude can be considered as an exercise in tertnangitions between half and full positions, usel@tcheand

legatg proper and even use of the bow, flageolet praaind transitions between positions I, II, I, & well
as in terms of grare nnta annliratinne
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Figure 7. Etude 8

4.1.8 Etude 8: The melody in the intro of tBestenigar taksinof Tanburi Cemil Bey was used in this etude.
Zirglleli Hicaz ¢eni was applied oriargahpitch in the intro of théaksim(on thegerdaniyepitch specifically
for this study). The etude, in addition to reinforg pitches of Hicaz magam, instructs thiérik Semai usul
Whereas, in terms of cello technique, it is a gerercise folegatoanddetachepractices. It is considered as a
right hand practice as notes of different lengthtaed and theletachebow technique is used.

Cemil Bey used the vibrato in various forms. Instietude, it is seen that the vibrato is supporteddw
movements of wide intervals, and occasional use@bow or the 2nd finger. For example, Cemil Beyjied
vibration of the sound on the lorgerdaniyepitch which we see in the scale before the endieggreated
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vibrations with wide intervals by using tlstaccatobow technique. When the final three notes areidensd,
vibrato is applied between the notes E and F amahthes F and G; meanwhile, for the use of viboatthe final
note of G, Cemil Bey applied the vibrato with a idnterval than the previous two pitches and bggithe 2nd
finger. Thus, Tanburi Cemil Bey used the vibratdhiree different forms, which are exemplified imstbtude.
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Figure 8. Etude 9

4.1.9 Etude 9: This etude was written on basisi@fmiddle section of Tanburi Cemil Beyaksimin Bestenigar
magamSegah ¢i is shown orkvic pitch(onTiz Cargahpitch specifically for this etude) in the middiecsion
of thetaksim The notes to be accented at the beginning oétilde are indicated witfflissando which is used
as an auxiliary element to createrascendoThis etude not only ensures teaching / strengnigesf Segah ¢eni
on Evi¢ pitch which is a commonly usegksni in Turkish Music but also allows practice on matgments such
aslegatg bow transitions between strings, transitions leetwpositions, spring control and articulation.

Moreover, trill is applied along the note B in tfigal and prior scales in this etude. Trill is amament very
commonly used in Turkish Music. This ornament isially not shown on the note, but applied as an
improvisation by the performefTanburi Cemil Bey used the trills rather as graotes in the celldaksins.
Additionally, his unique two-finger vibrato styler be considered as a trill. Most of the passaggsading his
trills involves use of vibrato on the same pitchtas ornament (Oztiirk, 2006;75). Therefore in #iisde,
vibrato must also be applied on the note B whese tilll is applied.
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Figure 9. Etude 10
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4.1.10 Etude 10: This etude was written on basighef final section of Tanburi Cemil Beytaksim in
Bestenigamagam.Segah ¢gni was applied onrak pitch (on Cargah pitch specifically for this etid8egah
¢esni and Semai usulwith 3/8 time signature is applied in this etudeditionally, the etude shows the
composition technique by Tanburi Cemil Bey in whiztspecific melodic pattern is repeated similaiflyjot
identically, on another pitch on the condition tha drone will be the sustained tone. In this etulde drone is
D (Neva), the first scale is the beginning of ttst helody, and 8th scale is the beginning of thé 2mlody.
Melodic patterns are repeated similarly thoughbmng identical. The grace note groups applied émiCBey
as referred to in Etude 7 are also encounteredeibth and the 7th scales. With these small grategroups, it
is aimed at ornamenting long notes. In terms obcelaying technique, on the other hand, this etalliews
reinforcement of the mixed use @étacheplaying techniques, and practice of transitionsvben positions |, Il
and Il and articulation.

4.2 Findings Related to Results of Survey Appliredecademicians

Below is given the frequency table which is creaipdn surveys applied on the instructors on a sohfeve
points, and which shows the score given by thégigaints surveyed and the number of persons sudveye

Table 1.Frequency Table of Scores Given by Academiciartetos of the Survey

. Frequency
No Questions 112131215
The etudes created on basis of thiesins of Tanburi Cemil Bey have made a posiii\ée
1 |. : X 0|3|2|8
impact on cello students in technical terms.
The etudes created on basis of thiesins of Tanburi Cemil Bey have made a posiii\ée
2 . ; . 0|1|5|7
impact on cello students in musical terms.
The etudes created on basis of thiesins of Tanburi Cemil Bey have made a posiii\ée
3 . ; 0|2|7|4
impact on cello students in terms of magam knowdedg
The etudes made a positive impact on the studenterins of enabling them o
4 . L 1{1(6|5
comprehend the mentioneduk and apply them on their instrument.
The melodies and melodic patterns used by TanbemilCBey are frequently repeated
5 |through etudes, helping students to be inspirednwhprovising in Turkish musiq,0 (0|4 |27
creating melody, performinigksins’ .
The etudes reflect the international cello perfarogatechniques and the individmﬁl
6 . . . : 0|3|4|6
practice of Classical Turkish Music.
7 | The etudes improve the skills of performance betwpositions | and V. W|2]4]|7
8 | Legatos written for the etudes are suitable. 0(0|0|7]|6
9 | Finger numbers and position passages writtethéoetudes are suitable. 0(1|5|7
10 The etudes are suitable in the aspect that theblerthe student to acquire an&l ol1l5!7
strengthen the technical and musical skills desdrib the related explanations.
11 | The explanations written under the etudes ameciband sufficient. D0(2|3|8

Whereas, the percentage distribution of the scgresn by the instructors for the items of the syrae
indicated in the following graphic:
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Graphic 1 Percentage Distribution of Points on the Surveyaviats of Instructors

As seen in Table 1 and Diagram 1, the expressiatisagreé or ‘| strongly disagreewere not used except for
the item 4, according to results of the survey i@gpbn the academicians. In this circumstance, aivious that
the statements indicated in all other items wergiocned and agreed upon by the academicianssliaterpret
the data obtained from this item 4, in which thpression | disagreé is also encoded: The etudes are assessed
in terms ofusul knowledge in this item 4, where the expressibstrongly agreewas used at the rate of 38%,
the expressionl agreé at the rate of 46%,I’m neutral at the rate of 8%, and disagreé at the rate of 8%.
Although this item received the lowest score, thpressions | agreé and ‘| strongly agreewere used at the
rate of 84% in total for this item inquiring thefeftiveness of etudes in terms wful teaching; this item was
found successful in general. However, this item s@wed lower than other items, which can be im&tegl to
mean that the etudes are less effective when c@upgarother items in terms oful knowledge. When it is
considered that the main objective of this studipiseach the style as well as individual technarad musical
practice of Tanburi Cemil Bey, it is seen that thessults support the objective of the study.

4.3 Findings Related to Results of Survey ApplieStodents

Below is given the frequency table which is creatpdn surveys applied on the students on a scafevef
points, and which shows the score given by paditip surveyed and the number of persons surveyed:

Table 2. Frequency Table of Scores Given by Stedenitems of the Survey

No Questions Frequen
1/2|3|4]|5
1 | I can easily play these etudes. 0|1|5(|3|4
2 | These etudes are useful in termsafjamknowledge. 00[1(9|3
3 | These etudes are useful in termsisil knowledge. 00|3|7|3
4 | These etudes are useful for learning the meladidsmelodic patterns used by him @MOo|5|6
5 | These etudes are useful in terms of cello teckeniq 0/{0|3|4|6
6 These etudes are useful for learning / strengtlgethia knowledge of pitches in Turki SB 111147
Music.
7 These etudes can be used as helpful exercisesdctiqing before performing Turkisfb 1lols!l7
Music pieces.
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Whereas, the percentage distribution of the sogiren by the students for the items of the surweyirdicated
in the following graphic:
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Graphic 2 Percentage Distribution of Scores Given by Studenteems of the Survey

As seen in Table 2 and Diagram 2, the highest sgagegiven to the item 4 according to the resulth® survey
applied to the students. When it is considerednthe objective of the study is to teach the styld enelodic
patterns of Cemil Bey, it can be said that the esudritten on basis of the positive answers givethis item
serve for the designated purpose.

The expressions| disagreé or ‘I strongly disagréewere not used other than items 1, 6 and 7. In this
circumstance, it is obvious that the statementi&catdd in all other items were confirmed and agregdn by

the academicians. Letinterpret the data obtained from the items Ind @ in which the expressiohdisagreé

is also encoded:

For the item 1 containing the stateméhtan easily play these etudeshe expressiofl strongly agreewas
used at the rate of 38%, the expressibagreé at the rate of 46%,!’m neutral at the rate of 8%, and
disagreé at the rate of 8% . Although this item has a loweore than the other items, students reported
agreement with this item at the rate of 84%. Theagent ratio of 84% in comparison with the disegrent
ratio of 8% may cause one to think that the etwdesbe easily played. However, when it is considi¢hat the
etudes are applied to the students in line withdinections given by the academicians, it can he gat the
etudes are not so hard and are suitable only fmlests possessing a certain level of knowledge.t Mbghe
students subject to the survey found the etudes edisch can be interpreted to mean that the etadesiot too
hard for practice; and they may be helpful whery thee used to provide practice for students ofablst level.
Indeed, students can be trained on Tanburi Cenyil 8extraordinarily unique style and use of ornamenth
as vibratos, grace notes, etc. only if they overdmsic technical challenges. Therefore, it ismenended that
senior students should be taught these etudes.

For the item 6 containing the stateméfihese etudes are useful for learning / strengtigetiia knowledge of
pitches in Turkish Musit, the expressiofl strongly agreewas used at the rate of 54%, the expresdiagreé

at the rate of 31%,I’m neutral at the rate of 8%, and disagreé at the rate of 8%. In fact, there is agreement
at the rate of 85%, in which case it can be arghatlthese etudes are useful for learning / sthemghg the
knowledge of pitches in Turkish Music due to thet fdat the scores given were generally high atjhathere is
disagreement with the item at the rate of 8%.

For the item 7 containing the stateméfthese etudes can be used as helpful exercisesebpésforming
Turkish Music piecées the expressiohl strongly agreewas used at the rate of 54%, the expresdiagreé at
the rate of 38%, and disagreé at the rate of 8%. There is an agreement rate %f ®2general, which is very
high rate; and therefore, it can be said that tletedes can be used as helpful exercises befoferméng
Turkish Music pieces.

5. Conclusion

In this study, the melodic patterns to be excerfitech taksimsof Tanburi Cemil Bey were ascertained so that
they can be arranged in form of exercise. Takimgehpatterns as basis, ten different etudes wéttemwhich
are expected to teach/ strengthen the cello stsidability to comprehend the style of Tanburi CemilyB&o
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give an opinion on the ornament and compositiohrigpies he used, and to ensure the improvemeriteof t
technical level.

It is a fact that even individual practicing overdaimitating a particulataksim of Tanburi Cemil Bey will
contribute to individual style, magam knowledge &chnical experience of a cello student. Howeiés, hard
to memorize théaksins, which are long and usually fast-paced, or tatstze the melodic patterns and to fully
understand the style used. The etudes are planresthble students acquire the mentioned skills rasdy and
practically.

Under the light of the survey results applied tadmsmicians in this study, the statementslisagreé or ‘I
strongly disagréewere not used for any item except for the item faumich supports the idea that the etudes
can be used in cello education. Under the lighalbfthe information,legatcs, finger numbers, transitions
between positions and explanations for the etudested in scope of this study are found accuradeagequate
by the academicians.

Moreover, according to this result, the etudesfatmd adequate to help students acquire the teghand
musical skills described in the explanations. It Heeen concluded that the etudes will contributehi
development of students in terms of technical angical knowledgemagamknowledge,usul knowledge,
transitions between positions | and V, improvisatimelody composition, artdksimperformances.

Under the light of the data obtained, it has bemrchuded that the etudes prepared under this stredyseful for

learning the melodies and melodic patterns used ®gmil Bey, improving cello technique,
learning/strengthening pitchesaqamsandusulsin Turkish Music; that their level of difficultyllaws students

to become capable of playing with enough practaore] students can use the etudes as helpful exericise
practicing before performing Turkish Music pieces.

In the scope of this study, instructors who apply étude writing method on their students on bafséstaksini

musical piece can have the opportunity to createllsbut efficient etudes for their students in auadi to

various course materials. There are numerous method etudes to teach the cello technique. Thereésrin
this study, the etudes to be written must aim atheéng style - individual characteristics in adutitito technical
practice.
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