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In this study, the stages and methods of using jazz harmony in accompaniment of school
songs with piano are shown. The topics such as school songs, music teachers and
accompaniment, jazz music-harmony and popular accompaniment models were also
discussed in order to shed light on the study, to form a basis and deepen the perspective.
In order to determine the stages of accompaniment in school songs, which are frequently
used by music teachers according to their purpose and tool functions in education and
training processes, firstly, the contents of Piano education and Harmony and
Accompaniment courses in the Department of Music Education and resources on the
subject were examined. Expert opinions were consulted about the appropriateness of
the methods and stages in accompaniment of the school song sampled in the study with
jazz harmony. In this research, which was conducted with the idea that richness could
be created in school songs with simple harmonic and melodic structure by using jazz
harmony and style features, a case study from qualitative research models was
conducted. Based on the information obtained, the methods and techniques to be used
were determined, the accompaniment model was staged, an application was carried out
on the sample song and the necessary explanations were presented. The method
followed in the harmonization and accompaniment in the study was tried to be
explained in a way that individuals with basic harmony and music knowledge can
comprehend.
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Bu arastirmada okul sarkilarinin piyano ile esliklendirilmesinde caz armonisi kullanimimnin
asama ve yontemleri gosterilmistir. Arastirmaya 1s1k tutmasi, zemin olusturmas: ve bakis
agisimt derinlestirmesi gerekgeleriyle; okul sarkilari, miizik 6gretmeni ve eslik, caz miizigi-
armonisi ve popiiler eslik modelleri konular1 da ele alinmistir. Miizik 6gretmenlerinin
egitim-0gretim siireclerinde amag ve arag islevleriyle siklikla kullandiklar1 okul sarkilarinda
esliklendirilme asamalarmun tespiti i¢in 6ncelikle Miizik Egitimi Ana Bilim Dali'ndaki Piyano
egitimi ile Armoni ve Eslik derslerinin igerikleri ve konuyla ilgili kaynaklar incelenmistir.
Arastirmada 6rneklenen okul sarkisinin caz armonisi ile esliklendirilmesindeki yontem ve
asamalarin uygunlugu konusunda ise uzman goriislerine bagvurulmustur. Caz armonisi ve
stil 6zelliklerinin kullanmasiyla yalin armonik ve melodik yapisi olan okul sarkilarinda
zenginlik yaratilabilecegi diislincesiyle yapilan bu arastirmada, nitel arastirma
modellerinden durum calismasi yapilmistir. Elde edilen bilgilerden yola ¢ikarak kullanilacak
yontem ve teknikler belirlenmis, eslik modeli asamalandirilmis ve &rnek sark: tizerinde
uygulama yapilarak gerekli aciklamalar sunulmustur. Arastirmada yapilan armonizasyon ve
esliklendirmede izlenen yontem, temel armoni ve miizik bilgisine sahip bireylerin
kavrayabilecegi sekilde aktarilmaya ¢alisilmustir.
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Giris
Miizik egitiminin bir tiirli olan genel miizik egitimi; okul Oncesi, ilk ve orta &gretim

kurumlarinda verilen, her bireye asgari-ortak miizik kiiltiirtinii kazandirmay: ve miiziksel davranis

degisiklikleri olusturmay1 amaclayan egitimi ifade eder (Tarman, 2006, s.9).

Genel miizik egitimi, verildigi yas ve gurubun oOzellikleri de dikkate alinarak, toplumsal
kiiltiiriin aktarilmasi, temel miizik bilgilerinin kazandirilmasi, cesitli miizik aletleri ve tiirlerinin
tanitilmasi, bireylerin toplumsal yonlerinin giiclendirilmesi, bos zaman degerlendirmeye yonelik temel
bazi aligkanliklarin kazandirilmasi vb. amaglara hizmet etmektedir (Tiirkmen, 2017, s. 13). Bu amaclar
dogrultusunda Milli Egitim Bakanligi'nca yapilandirilan genel miizik egitiminde okul sarkilari 6nemli

yer tutmaktadir.
Miizik Egitiminde Okul Sarkilar1

Okul sarkilar1 T.D.K’ya (1981, s. 110) gore egitsel amagla bestelenmis ya da okul miizigi 6zelligi
tasiyan tek sesli ya da ¢oksesli, eslikli veya esliksiz sarkilardir. Sun ve Seyrek ise (2002, s.26). Sozleri ve
ezgisiyle ¢ocuklar icin yaratilmis olan sarkilarin “gocuk sarkisi” oldugunu; bu sarkilarin anonim
sarkilardan ya da gesitli halk miiziklerinden olustugu gibi yerli ve yabanci besteciler tarafindan da

olusturulabilecegini belirtmistir.

Miiziksel iglevlerinin yami sira; kiiltiirel mirasin aktarilmasinda ve toplumsal kimligin
olusmasinda katki saglayan, milli degerleri 6greten, sosyal iligkileri giiclendiren ve dil gelisimine katk:

saglayan okul sarkilarinin 6nemli islevleri bulunmaktadir.

Sarki sdyleme-dinleme, miiziksel alg1 ve bilgilenme, miiziksel yaraticiik ve miizik kiiltiirii
genel miizik egitiminin 4 temel 6grenme alanini olusturmaktadir. Sark: sdyleme ve dinleme, 6gretim
programinda diger 6grenme alanlarina oranla énerilen siire bakimindan daha fazladir. (O. B. Sonsel,
2019, s. 55). Bu agidan bakildiginda okul sarkilarinin genel miizik egitiminin temelini olusturdugu

sOylenebilir. Sarki 6gretiminde kulaktan ve nota ile 6gretim yontemleri kullanilmaktadir.

Kulaktan dgretim: Bir miizik eserini notalara basvurmadan sozleri ve ezgisiyle 6gretmektir. Bu teknigin
uygulanmasinda sozlerden, ezgiden yola cikilabilir veya soz, ezgi ile birlikte ele alinabilir, ritm, dans
ve oyunlardan yararlanilabilir veya dinleme yoluyla sarkinin oOgretilmesi s6z konusu olabilir.
(Tturkmen, 2017, s. 112). Miiziksel bellege yonelik olan bu yontemde 6grencinin diizeyi, eserin ses aralig1

ve uzunlugu gibi konulara dikkat etmek gerekir.

Nota ile ogretim: miizik dersindeki kazanimlar: pekistirmeye ydnelik olarak miizik yazisi unsurlari
rehberliginde yapilan sarki 6gretimi yontemidir. Ogrenci diizeyine gore yapilandirilan bona ve solfej
asamalarindan sonra sarkinin sozleri ile birlikte seslendirilmesi asamalarini igerir. Nota ile 6gretimde
ritmik yapidan yola ¢ikilabilecegi gibi seslerin yiiksekliklerinden de yola ¢ikilabilir. Nota ile 6gretim,

cocuklarin isitsel becerilerini gelistirir, miizik bilgilerinin kullanimini saglar (Tiirkmen, 2017, s. 113).
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Miizik Ogretmeni ve Okul Sarkilarinda Eslik

Miizik egitiminin en 6nemli unsuru kuskusuz miizik Ogretmenidir. Miizik 6gretmeninin
nitelikli mesleki donarnima sahip, Ogretim yontem ve tekniklerini ihtiyaca ve kosullara gore
uyarlayabilen, bilgi ve becerisini etkili sekilde aktarabilen, arastirmaci ve yaratict 6zelliklere sahip
olmasi gerekir. Islevleri diistiniildiigiinde okul sarkilarinin 6gretiminde de &gretmenin aktif olarak

siireci yapilandirmasi, yonetmesi, 6gretimde etkili ve verimli yontemler izlemesi beklenir.

Miizik 6gretmeni yetistiren kurumlarda Piyano Egitimi, Bat1 Miizigi Teori ve Uygulamasi,
Armoni ve Eslikleme, Gitar Egitimi ve Eslikleme, Okul Miizigi Dagari, Miizik Ogrenme ve Ogretim
Yaklagimlar1 ve Orff Calgilar dersleri eslik yapmaya y&nelik bilgi ve beceri kazandirma hedefleri de
kapsamaktadir. Miizik 6gretmeni adaylarinin okul sarkilarina yonelik olarak; form bilgisi, armonik
¢oziimleme, sarki 6gretimi yontem ve teknikleri ve eslik modelleri konularinda edindikleri teorik ve

pratik kazanimlari sarki 6gretiminde nitelikli eslik yaparak kullanmalar1 beklenir.

Miizikte esligin temel amaclar; eserin solo partisindeki ana melodiyi ¢ok sesli hale getirmek,
belli bir armoni yaklasimi iginde anlatim1 kuvvetlendirmek, ritmik ve armonik agilardan eserin igerigine
uygun eslik modelleri yaratarak sarkiy1 duraganhiktan kurtarmaktir. Eslik, ezgiye nitelik kazandiran
onu daha anlamli yapan, bulundugu tonalitenin, ritmik ve armonik yapisim ortaya g¢ikaran sesler
biitiinliigli olarak tanimlanabilir (Akgali, 2007, s. 8). Sarki ogretiminde “eslikli” calismanin onemi
biiytiktiir. Eglik sayesinde duyulan referans sesler araciligiyla isitme egitimi ¢ok yonlii olarak
desteklenir. Sarkinin igerdigi ritmik yapilara ve tempoya uygun olarak birlikte seslendirme icin gereken
zemin eslik sayesinde olusturulur. Nitelikli yapilan eglikler aracihigiyla ogrencilerde miizikalite,
miiziksel begeni, miizik bellegi ve ¢oksesli duyum gibi alanlarda gelisim saglanacag: diisiiniilmektedir.
Okul sarkilarinin dgretilmesi ve seslendirilmesinde miizik 6gretmeninin etkili olarak kullanilabilecegi
calgilarin baginda Piyano ve Gitar gibi ¢oksesli eslik calgilar1 gelmektedir. Sarki 6gretimi esnasinda
piyano ile eslik yapmak, 6grencilerin zihninde eserin temposunu, niiansini, sarkini duygusunu ve ana

fikrini anlamasina yardimci olacagi aciktir (Cevik ve Giiven, 2011, s. 89).

Bir miizik 6gretmeni, galgisini etkin bir bigimde kullanan, sarkilara eslik yazabilen, siifinda
yazdig eslikleri calarak ogrencilerinin begenisini kazanan, dersinin verimliligin arttiran bir ¢izgi

gostermelidir (Demirtas ve Sisman, 2021, s. 310).

Okul sarkilarinin esliklendirilmesinde farkli yontem ve yaklasimlar bulunmaktadir. Eserin
tiirli, armonik, ritmik ve melodik yapisi, soz igerigi ve temposu yapilacak olan eglikte belirleyici
unsurlardandir. Bu arastirmada okul sarkilarinin esliklendirilmesinde geleneksel yaklasimlarin disinda

caz miizigi armonisi ve stilinden faydalanilarak eslik modelleri olusturulmustur.
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Modern Miizik ve Caz Miizigi

Modern miizik donemi 19. yiizyillda romantik dénemin son bulmasiyla baslar ve gliniimiize
kadar gelir. Modern miizik kendinden dnceki donemlerde var olan (klasik) tonal miizik kurallarina
tepki olarak kendini gosterir. Bu miizigin kimligini teknikte, ifadede, bicimde, stilde, icerikte, 6zde tiim

geleneksel kurallara alternatif arayislar ve yenilikler olusturur.

“Yeni Miizik” olarak da adlandirilan Modern Miizik, 300 yildan beri kullanilan (yaklasik 1600-
1900) tonal miizik ile tiim baglar1 kopartmak ve miizik tarihinde ton-dis1 dénemin sayfalarini ¢cevirmek
demektir. 20. Yiizyil bilim, teknoloji ve toplumsal yasam biciminde ani degisimlerin oldugu bir
donemdir. Bu baglamda sanatta da bilim ve teknolojiyle paralel bir sekilde ilerlemeler gerceklesmistir.
Bu siirecte miizikal gelisim, tonal miizigin kat1 kurallarinin ve simirh gergevesinin disina ¢itkilmasini
dayatmistir. Bu olagandir. Ciinkii insanin taniminda eskiyle yetinmek degil, yeniyi yaratmak vardir

(Say, 1997: s. 468).

Modern miizik dénemiyle beraber miizikte besteciler belli bir stil ya da teknige bagh kalmak
yerine, bir teknik ya da armonik yaklasimi denedikten sonra digerine gecmekte sakinca gérmemislerdir.
Bu dénemde bazi besteciler eski donem miiziklerini analiz etmisler, var olan kurallar1 6zgiin bigimde
degistirmisler, 6nceden yapilan eserlerdeki bazi miiziksel unsurlar1 kendi siizgeclerinden gecirerek
miiziklerine uyarlamiglardir. Ses kayit teknolojisinin gelisimi modern miizigin gelisiminde 6nemli rol
oynamistir. Sesin dijital ortamlara aktarimi, kolaylikla arsivlenmesi ve paylasimi, ses sentezleme
teknikleri, sanal efektler ve sanal enstriimanlarin ortaya cikisiyla beraber miizikte yeni arayislar

baglamistir.

Modern miizigin kimligini olusturan akimlar kronolojik olarak: Izlenimci (Impressionist)
Miizik-(1892), Anlatimc1 (Expressionist) Miizik-(1908), Elektronik (Electronic) Miizik-(1906), Miiziksel
Tlkelcilik (Musical Primitivism)-(1910), Neo-Klasik (Neo Classical) Miizik-(1911), Dizisel (Serial) Miizik-
(1920), Mikrotonal (Microtonal) Miizik-(1920), Caz (Jazz) Etkili Miizik-(1924), Islevsel (Utility) Miizik-
(1930), Rastlamsal (Aleatoric) Miizik-(1930), Neo-Romantik (Neo Romantic) Miizik-(1938), Bilgisayarli
(Computer) Miizik-(1950), Minimal Miizik-(1960), Cokstilli (Polystylism) Miizik-(1960), Yeni Yalinlik
(New Simplicity)-(1970), Yeni Karmasiklik (New Complexity)-(1980), Miiziksel Tarihgilik (Musical
Historicism)-(1980) ve Rock Etkili Miizik-(1980) tir (Yore, 2011, s. 6).

Teknolojik ve bilimsel gelismelerin artis gostermesi, insanlar aras iliskilerin ve sosyal dengenin
degismesi, kiiltiirlesmenin artmas1 ve insanlarin siradanliktan sikayetci olmasi gibi nedenler miizikle
ilgilenen insanlar1 da yeni miizik arayislarina siiriiklemistir. Boylelikle gesitli tiirde miizik akimlar1

ortaya ¢ikmistir. Bunlara popiiler miizik denir (Uslu, 2014, s. 153).

Popiiler miizik tiirlerinden biri olan Caz Miizigi de yaklasik olarak 20. Yiizyilin ilk yilarindan
itibaren etkisini gostermeye baglamistir. Kokeninde Blues Miizik olan bu tiiriin ortaya ¢ikisinda

Amerika kitasina kole olarak getirilen Afrika kokenli insanlarin halk miizigi unsurlar1 yatar. Caz
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miizigin felsefesindeki “Ozgiirliikk” anlayisinin zemininde yalnizca modern miizigin yenilesme, eski
kaliplar1 yikma anlayisi degil aymi zamanda toplumsal, kiiltiirel ve siyasi dayanaklar1 da

bulunmaktadir.

Caz miizigi, dogactan yaratmaya dayanur. Dogaglama, belirli bir hazirlik olmadan, icracinin
icinden geldigi gibi anlik beste yapmasidir. Miiziksel dogaglama, bir anda ortaya ¢ikan buluslarin 6zgiir
ve 0zgiin bir sekilde ifade edilmesi, ya da bir ezgi motifinin belirli bir bigime bagh kalinarak istenildigi

sekilde gelistirilmesidir (Say, 2010, s. 297).

Dogaclama temelinde sekillenen ve siireg igerisinde belli form ve stillere kavusan Caz Miizigi
zamanla popiiler hale gelerek evrensel bir miizik tiiriine dontismiistiir. Gelisimini halen siirdiiren ve
pek cok alt dali olan bu miizik, modern miizigi sadece popiiler degil sanatsal anlamda da temsil eden

nitelikler tasimaktadir.

Kisaca 6zetlemek gerekirse Caz miizik, Blues miizigin temelini atan Afrika yerel miiziginden
ve Avrupa’nin sanatsal miizik anlayisindaki bazi1 6gelerden yararlanmis, modern miizik dénemini
yansitan genis capli bir sentez sonucunda ortaya ¢ikmistir. Zaman iginde birgok ekol olusmus, alt
dallarda fakli miiziksel anlayislarla gelisimini siirdiirmiistiir. Giiniimiizde klasik ve modern anlamda

pek cok farkl kategoride varliginm siirdiirmekte, yeni arayislara devam etmektedir.
Caz Miizigi Armonisi

Yirminci yiizyll miiziginde bircok koklii degisim olmustur. Tonalite kavramindan
uzaklasilmasi, on iki ton sistemi ve eser i¢inde birden ¢ok tonalitenin ayni anda kullanilmasi, dl¢ii
birimlerinde, form ve nota yazisinda yeni arayislar, farkli tin1 elde etmek amaciyla calg1 olanaklarinin
sinirlarinin asilmasi ve miizigin gesitli asamalarinda elektronik araglarin kullanimi gibi bir¢ok gelisme

ve yenilik yasanmuistir.

Caz miizigi armonisi, kendisinden onceki miizik donemlerinin geleneksel (klasik) armoni
yapisindan beslenmis, zaman iginde yeni yapilanmalar ve farkl arayislar sonucunda 6zgiin kimligine
kavusmustur. Caz miizigi armonisine bakildiginda klasik armoniden farkli tin1 arayislari ve akor

yapilanmalar1 oldugu goriilmektedir.

Klasik (geleneksel) miizik armonisinin kapsadigi fonksiyonel armoni yaklasiminda bulunan I.
derece akoru (Tonik), IV. derece akoru (Subdominant), V. derece akoru (Dominant) yapilar1 caz
miiziginin icerisinde de vardir. Caz miiziginin ilerleme siirecinde bu yalin akor insasmna altililar,

yedililer, dokuzlular, on birliler ve on tiglii akorlar eklenmistir (Say, 2010, s. 298).

Caz armonisinde siklikla kullanilan 6y, 7’li ve altere akor yapilari, caz armonisi ve klasik
armoni arasinda belirgin farkliliklarin olusmasina etkili olmustur. Caz armonisinde kullanilan akor
yapilarinin klasik armoniye gore daha 6zgiir hareket etme ve ¢6ziillme durumlari ve buna bagli olarak

daha karmagsik modiilasyon olasiliklar: vardir (Babacan, 2009, s. 16). Bu durum caz miizigin kimligini
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olusturan “Dogaclama” i¢in uygun zemin olusturmaktadir. Caz stilleri dogaclamaya yatkin bir 6zellik
gostermektedir. Klasik armoni yasaklar1 altinda bilinen besli ve sekizli paralel ses hareketleri caz

miiziginde siklikla kullanilmakta ve miizigi daha dinamik, 6zgiir ve islevsel hale getirmektedir.

Caz armonisini olusturan énemli unsurlardan biri de “Vekil Akor” kullanimidir. Bir akorun
yerine gelebilecek tin1 olarak farkli fakat fonksiyon olarak ayni isleve sahip olan bu akorlar “Substitute
Chord” olarak ifade edilmektedir. Vekil akorlar daha gergin, tansiyonu yiiksek ve daha zengin bir tiru
elde etmek igin kullanilir. Bu akorlar genellikle zayif zamanda ve belirli sikliklarda kullanilmalidir.

Gereginden fazla ve gelisigiizel kullanildiklarinda amaclarinin disina ¢ikarlar.

Vekil akor kavrami, caz armonisinde sik¢a karsilasilan bir 6gedir. Ozellikle tekrar-armonileme
denilen, eserlerin armonisinde ufak degisikliklerin yapildig1 islemde, orijinal akor yerine uykun sekilde

vekil akorlar sik¢a kullanmilir (Babacan, 2013, s. 229).

Klasik miizige bakarak daha farkh bir diisiince yapisini igerisinde barindan caz miizigini
incelemek ve uygulamak miizik insanlari {izerinde daha kapsamli ve daha yeni bir miizikal bakis agis1
saglayacaktir. Caz miiziginin temel 6zellikleri arasinda tekrarlara yer vermemesi ve stirekli bir dongii
icinde olmasi vardir. Bunun temel nedeni ise, caz miiziginin genel olarak dogaglamaya dayanmasidir

(Say 2002, s. 234).

Caz miizisyenleri miizigin karmasik armonik yapisini daha yalin ve islevsel hale getirmek, daha

kolay seslendirmek i¢in kendilerine 6zgii baz: sifre ve sembollere ihtiya¢ duymuslardir.

Tablo 1. Akor sembolleri

Akor Sembol

C Major C

C Minor Cm, Cmin, C-

C Power Chord C5

C Major 7’li Cmaj7, CA, CA7, CM7
C Major 9’lu Cmaj9, CA9, CM9

C Minér 7’li Cm7, Cmin7, C-7

C Min6r 9’lu Cmin9, C-9, Cm9

C Min6r Major 7’li

C Diminished 7’li

C Half Diminished 7’li

C Half Diminished 9’lu

C Half Diminished Min6r 9’lu
C Diminished 9’lu

C Diminished Minér 9’lu

C Augmented

C Augmented Major 9'lu

C Augmented Dominant 9’lu
C Major 6’

C Minor 6'li

CDominant 7

C Dominant 7’li, Diyez 5'li

C Dominant 7’li Bemol 9’lu Bemol 13’lii
C Suspended

Cm(maj7), C-A7, Cmin(ma7)
Co(7), Cdim(7)

Cg7, Cm7b5, Cmin7(b5)
Co9,

Cpb9

Cdim(9)

Cdim b9

C+, Caug

C+M9, CaugM9

C+9, C9#5, Caug9

C6, CMaj6, CM6

C-6, Cmin6, Cmb6

C7, Cdom7

C74#5, C7+5

C7b9b13, Calt

CSus4
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Caz armonisi, klasik armoniye gore daha 6zgiir ve yaratict 6zellikler barindirir. Farkli akor
yapilar1 ve akor ytiriiyiisleri kullanarak miizige farkli bir tin1 ve duygu katar. Okul sarkilari, egitici igerige
sahip sozlerin 6n planda oldugu, tekrar eden yalin melodilerden olusan kisa sarkilardir. Caz armonisinin
zengin olanaklari, okul sarkilarinin monotonlugu giderilebilir, okul sarkilarini1 daha farkl ve ilgi ¢ekici

hale getirebilir. Dogaglamaya elverisli eslik modelleri ile 6grencilerin yaraticilik 6zellikleri gelistirilebilir.
Modern Miizikte Kullanilan Popiiler Eslik Modelleri

Okul sarkilarina eslik yapmak igin elverisli bir ¢algi olan Piyanoda egslikleme yaklasimlars;
sarkinin dénemine, formuna, ritmik/melodik/tonal yapisma ve sarkinin anlamina gore degiskenlik
gosterebilmektedir. Eslik yapan kisinin miizik tiir ve bi¢imleri konusunda bilgi sahibi olmasinin yamn
sira ¢algisinda yetkin olmasi, armoni ve eslik konularinda bilgi ve beceri sahibi olmas: gerekmektedir.
Okul sarkilarinin egliginde modern miizikte kullanilan popiiler eslik kaliplarinin ve caz armonisi
kullanimiin sarkinin gretilmesi ve seslendirilmesinde olumlu etkileri olacag: diisiiniilmektedir.

Asagida modern miizikte standart haline gelmis popiiler eslik modelleri 6rneklenmistir.
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Sekil 4. Tango
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Sekil 7. Cha Cha
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Sekil 8. Bossa Nova
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Sekil 9. Bolero

Aragtirmanin Amac

Bu arastirmada okul sarkilari {izerinde caz miiziginin temel armonik yapi Ogelerinin
uygulanabilirligi konusunda yeni bir yaklasimda bulunmak ve modern/caz armonisine dayanan

eslikleme modelinin 6rneklenmesi amaglanmistir.

Arastirmanin Onemi

Okul sarkilarinin esliklendirilmesinin gerekliligi, 6nemi ve bu konuda yasanan sorunlar bir¢ok
aragtirmaya konu olmustur. Eslik modelleri, tonal, modal ve makamsal yapidaki sarkilarin

armonizasyonu ve eslik yaklasimlar1 gibi konularla beraber geleneksel yontemler disinda veya bu
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yontemlerle harmanlanarak yapilacak eslik ¢alismalar: arastirma konusu olmaya devam etmektedir.
Modern egitim anlayisinin ve evrensel nitelik arayisinin geregi olarak var olan etkili yontemleri

kullanmanin yan sira egitimde yenilik ve degisim 6nemli kavramlardir.

Alana yonelik yapilan ¢alismalar incelendiginde okul sarkilarinda esligin 6nemi ve gerekliligi
vurgulanmakla beraber eslik yapma konusunda yasanan sorunlara ve sebeplerine de deginilmektedir.
Miizik 6gretmeni ve adaylarinin sarki esliklerini yaparken armonik analizlerde fonksiyon tayin etme,
desifre ve dogaclama eslik yapabilme, esligi yazili bir sarkiya eslik calabilme ve eslik modeli
olusturabilme konularinda genel olarak yetersiz olduklar: ifade edilmektedir. (Tugcular E. (1992), Bilgin
S. (1998), Ozen M. (1998), Aydimoglu O. (2005), Sénmezdz F. (2006), G. Durmaz (2009), Y. Kizilet (2018),
A. Altingiil (2019), K. Yildirim (2020)) Bu duruma sebep olarak; eslige dayali derslerin olmamasi ya da
ders saati ve igeriginin yetersizligi, piyano ve armoni derslerinde kazanilan davranslarin eslikleme

becerisine yeterince aktarilamadig: gibi bulgular gosterilmektedir.

Okul sarkilarina yonelik olarak Pop, Caz, Latin, Blues gibi farkl miizik tiirlerinin incelenerek
eslik modellerine uygulanmas1 konusunda da gesitli arastirmalar yapilmistir. Caz miizigi armonisi ile
yapilan eglik calismalari sonucunda Ogrencilerin bir ezgi iizerinde akor bulma ve eslik yapma
davranislari tizerinde olumlu sonuglar gozlenmis, eslikte caz armonisi kullanilmasinin 6grencilerde ilgi
ve merak uyandirarak egitimi olumlu yonde etkiledigi ifade edilmistir. (Kalkanoglu B. (2007), Babacan
D. (2009), Okay B. (2013), Yaman O. (2015), Alp M. (2018), Karcioglu M. (2020)). Arastirmalarda &grenci
ve Ogretmenlerin caz miizigi hakkindaki bilgi seviyelerinin yeterli seviyede olmadig: da goriilmiis,

miizik egitimi miifredatlarinda daha fazla yer almasi konusunda cesitli 6nerilerde bulunulmustur.

Bu ¢alismada 6rneklem olarak belirlenen okul sarkisina yapilan esligin duyuma dair gesitlilik
ve zenginlik kazandiracag, sarkiy1 6grenmeyi, seslendirmeyi daha keyifli ve etkili hale getirecegi gibi

olumlu etkileri olacag: diisiiniilmektedir.

Bu arastirma, caz miiziginin armonik ve ritmik unsurlarinin saglamis oldugu genis
imkanlardan yararlanilarak okul sarkilarina eslik yapma boyutunda fakli ve yenilik¢i bir yaklagim

sunulmasi: bakimindan énemlidir.
Yontem

Okul sarkilarinin caz armonisi kullanilarak piyano ile esliklendirilmesinde izlenebilecek
asamalar ile bu agsamalarda izlenecek yontemleri belirlemeyi ve bu yontemleri secilen bir okul sarkis:

lizerinde gostererek somutlastirmay1 amaglayan bu ¢alisma nitel arastirma tiirtindedir.
Aragtirmanin Modeli

Bu arastirma, nitel arastirma modellerinden durum ¢alismasi ile yiiriitiilmiistiir. Arastirmada
durum calismas: ile miizik egitiminde kullanilan okul sarkilarnin piyano ile esliklendirilmesinde

izlenen asamalar derinlemesine incelenmis ve egliklendirmedeki ortak asamalarin neler oldugu tespit
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edilmistir. Okul sarkilarinin esliklendirilmesindeki asamalarin tespiti i¢in 6ncelikle Miizik Egitimi Ana
Bilim Dali'ndaki Piyano egitimi ile Armoni ve Eslik derslerinin igerikleri ve konuyla ilgili kaynaklar
(eslik, egitim miizigi besteleme ve armoni kitaplari) incelenmistir. Bu asamalarda kullanilan eslik
yontemlerinin okul sarkilarmin caz armonisi ile egliklendirilmesindeki uygunlugu konusunda ise 5
uzmanin goriislerine bagvurulmustur. Eslik yontemleriyle ilgili uzman goriisleri arasindaki tutarliligin
hesaplanmasinda ise Miles ve Huberman (1994) tarafindan Onerilen esitlikten yararlanilmistir.
Arastirmada, bu formiil kullanularak kodlamalardaki uyusum yiizdesi %95 bulunmustur. Uyum
ylizdesinin %70’in tizerinde c¢ikmasi, verilerin analizi i¢in giivenilir kabul edilmektedir (Miles ve
Huberman, 1994). Bu bulguya dayali olarak uzmanlar goriisleri arasindaki uyumun yiiksek oldugu

sOylenebilir.

Arastirma kapsaminda caz armonisi ile okul sarkilarinin armonizasyonu ve egliklendirilmesi
konusunda gerekli kuramlar, temel armoni ve miizik bilgisine sahip bireylerin kavrayabilecegi sekilde
aktarilmaya calisilmistir. Sarki esliklendirilmesinde eslik modeli olusturma asamalar1 asagida

gOsterilmistir.

Sarki

Armonik Analiz

Akor Seslerinin Belirlenmesi

Vekil Akorlarin Kullanilmasi

Temel ilkelerin Uygulanmasi
ve Akorlarin Cesitlendirilmesi

Eslik Modelinin
Olusturulmasi

Sekil 10. Eslik modeli olusturma asamalar1

Eslik Modeli Olusturma Asamalari

1) Armonik analiz: Tonalitesi belirlenen sarkida, ilgili tonun tam kadans olusturan I, IV ve V. derece

olan tonik, subdominant ve dominant akorlarinin hangi 6lgii ve vuruglarda uygun olacag: belirlenir.

2) Akor seslerinin belirlenmesi: Armonik analizde belirlenen akorlar, caz armonisinin temel yap1 asin
olusturan dort sesli yani yedili akorlar haline getirilir. Boylelikle sonraki asamalarda akorlarin

cesitlendirilmesi ve eslik modelleri olusturulmasinda uygun zemin olusturulur.
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3) Vekil akorlarin kullanilmasi: Bu asamada, olusturulan yedili akorlarin kuramsal bilgiler
dogrultusunda fonksiyonlarina uygun olarak vekil akorlarla degisimleri yapilir. Vekil akorlar

sayesinde belirlenen bir akor yerine farkli tinilardaki akorlar kullanilabilmektedir.

4) Temel ilkelerin uygulanmasi ve akorlarin cesitlendirilmesi: Caz miizigi armonisinde akorlar
arasindaki baglantilarin mantigini anlayabilmek i¢in kullanilan bazi temel ilkeleri belirlemek uygulama
esnasinda kolaylik saglayacaktir. Melodi-akor uyumu ve iki farkli akor arasindaki baglantilar
incelendiginde sik kullarulan belirli kaliplar 6n plana ¢ikmaktadir. Bu asamada kuramsal bilgiler
dogrultusunda gegis akorlari, ikincil dominant akorlari, modal degisim akorlar1 gibi ton dis1 akor
secenekleri degerlendirilmistir. Melodi-akor uyumuna dikkat edilerek sesler iizerinde kullanilabilecek

alternatif akor yapilar1 belirlenmistir.

5) Sag elin ana melodiyi sol elin akorlar seslendirmesiyle olusturulan eslik modeli: Bu eslik modeli
yaklasiminda sag el sarkinin ana melodisini, sol el ise yazilan akorlar1 seslendirmektedir. Sol eldeki
figiir sarkinin ritmik yapisina ve eslik yapan kisinin miizikal begeni ve tercihine gore degisiklik
gosterebilmektedir. Okul sarkilar1 esliginde sag elin melodiyi duyurmas: ozellikle baslangig

calismalarinda 6grencilere isitsel referans olmasi bakimindan islevseldir.

6) Akor seslerinin iki ele dagitilmasiyla olusturulan eslik modeli: Bu yaklasimda akor sesleri iki ele
dagitilarak figlir olusturulmustur. Ana melodi seslendirilmeden sadece akor seslerinin iki ele
dagitilmasiyla olusan bu eslik modelinde daha 6zgiir bir yap1 ortaya ¢ikmakta ve genisletilmis akorlar
daha agik konumda kullanilabilmektedir. Bu gerekgeler dogrultusunda, sarki 6gretiminin ilerleyen
asamalarinda, dinleti/konser faaliyetlerinde ve goksesli sarki performanslarinda kullanilmasinin daha

uygun olacag diisiiniilmektedir.
Arastirmanin Evreni ve Orneklemi

Bu arastirmanin evrenini “Seksen Yilin En Giizel Okul Sarkilar1” adli miizik kitabinda bulunan
eserler, 6orneklemini ise amacsal Ornekleme tiirlerinden Ol¢iit 6rnekleme ile belirlenen “Neseli O1”
sarkisi olusturmaktadir. Yalin ezgiye sahip olan, 2/4’liik basit 6l¢ii biriminde ve do-la ses araligindaki
eser tonal yapida olup caz armonisiyle eslikleme modeli olusturmak icin uygun melodik ve ritmik
yapiya sahiptir.

Verilerin Toplanmasi ve Analizi

Aragtirmanin verileri caz armonisi ile egliklendirilmesine karar verilen sarkinin uzman
goriigleriyle belirlenen esliklendirme asamalarindan her birine gore incelenmesi ve esliginin

olusturulmasiyla toplanmistir. Verilerin toplanmasiyla elde edilen bulgular, sekiller (notalar) halinde

sunulmusg ve agiklanmistir.
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Arastirmanin Etik izinleri

Yapilan bu ¢alismada “Yiiksekogretim Kurumlari Bilimsel Arastirma ve Yayin Etigi Yonergesi”
kapsaminda uyulmasi belirtilen tiim kurallara uyulmustur. Yonergenin ikinci boliimii olan “Bilimsel
Aragtirma ve Yaymn Etigine Aykir1 Eylemler” bashg: altinda belirtilen eylemlerden higbiri

gerceklestirilmemistir.
Yazar katki orani

Sorunsalin belirlenmesi, alan yazminin taranmasi, veri toplama araglarinin gelistirilmesi ve

verilerin ¢dziimlenmesi, akademik metinlestirme asamalari iki yazar tarafindan esit oranda yapilmistir.
Catisma beyani
Calismada herhangi bir ¢ikar ¢atismasi bulunmamaktadir.
Etik kurul beyan1

Calisma nitel arastirma deseninde ve dokiiman incelemesi teknigi ile yiiriitiildiigiinden etik

kurul belgesi gerektirmeyen caligmalar kategorisindedir.
Bulgular

Arastirmanin bu boliimiinde s6z ve miizigi Ziya Aydintan-Saip Egiiz’ e ait olan “Negeli Ol”

sarkisina caz armonisiyle eslik modeli olusturma asamalar1 gosterilmistir.
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Sekil 11. Armonik analiz

Nesgeli Ol sarkisi incelendiginde do major tonda, do-la ses araliginda ve 2/4’liik 6lgii biriminde
oldugu goriilmektedir. Sarkinin melodik yapisi ve seslerin fonksiyonlar1 goz oniine almarak temel

armonik derecelendirme yapilmistir.
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Sekil 12. Akor seslerinin belirlenmesi

Melodik ve armonik analizi yapilmis olan sarkida belirlenen temel {i¢ sesli akorlar bu asamada
yedili akorlara doniistiiriilmustiir. I. dereceye karsilik gelen kok seklindeki do majér akorunun son
sesine {igliisiiniin eklenilmesiyle do major yedili akoru (do-mi-sol-si), IV. dereceye karsilik gelen kok
seklindeki fa major akorunun son sesine igliisiiniin eklenilmesiyle fa major yedili akoru (fa-la-do-mi)
ve V. dereceye karsilik gelen sol major akorunun son sesine {igliisiiniin eklenilmesiyle sol dominant

yedili akoru (sol-si-re-fa) olusturulmustur.
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Sekil 13. Vekil akorlarin tayin edilmesi

Sekil 13’te onceki asamalarda belirtilen dereceler tizerinde kurulan akorlara vekil akorlar tayin
edilmistir. Ikinci 6lciide kullanilan CA7 akorunun tonik fonksiyonlu oldugunu diisiiniildiigiinde mi
sesi iizerinde tonik fonksiyonlu farkli bir akor kullanilmasi miimkiin olacaktir. Bu nedenle mi sesi
tizerinde tonik fonksiyonlu VI. derece akoru olan Am7 akoru kullanilmistir. Altinc Slgiide sol sesi

tizerinde kullanulan CA7 akoru yerine de ayni sekilde tonik fonksiyonlu III. derece akoru olan Em?7
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akoru kullanilmistir. Yedinci Olciide fa sesi {izerinde kullamilan fa major yedili akoru yerine
subdominant fonksiyonlu II. derece akoru olan Dm?7 akoru kullanilmistir. Onuncu ve on birinci dlciide
la sesi tizerinde kullanan FA7 akoru yerine subdominant fonksiyonlu II. derece akoru olan Dm7 akoru
kullanilmistir. On dordiincii 6lgiiye bakildiginda ise mi sesi {izerinde kullarulan CA7 akoru yerine tonik

fonksiyonlu IV. derece akoru olan Am?7 akoru kullanilmistir.
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Sekil 14. Akorlarinin gesitlendirilmesi ve temel ilkelerin uygulanmasi

Sekil 14’te birinci 6l¢ii CA7 akoru ve tigtincii 6l¢ii Dm7 akoru arasinda (CA7-C#dim7-Dm?) gegis
akorlarindan olan C#dim?7 akoru kullanilmistir. Melodideki mi sesi C#dim7 akorunun ti¢iincii derecesi
olarak kargimiza cikmaktadir. Ugiincii dlciide sadece G7 akorunun kullanilmasi yerine duyumu
farklilastirarak zenginlestirmek icin G7 akorundan once melodinin de buna elverisli olmasi
diisiincesiyle ilk vurusta Dm7 akoru daha sonrasinda G7 akoru kullanilarak caz armonisinde goriilen
en yaygin akor yiiriiyiislerinden biri olan IIm7-V7-IA7 yapisi kullanilmistir. Besinci 6l¢liniin ikinci
vurusunda subdominant fonksiyonlu olan Dm7 akoru fa notasiyla beraber sekizlik vurusta
kullanilmistir. Yedinci ve sekizinci 6l¢iide, tiglincii ve dordiincii 6l¢iiyle benzer olan IIm7-V7-IA7 yapisi
kullanilarak eser iginde armonik anlamda tutarlilik, biitiinlitk saglanmistir. On birinci ve on ikinci
olgiide FA7-G7-CA7 kadans: beklentisinde CA7 akoru yerine onun vekili olan tonik fonksiyonlu Em?7
akoru kullanilarak dominant G7 akorunun tonik olan CA7 akoruna ¢dziilmesi yerine Em7 akoruna

¢oziilmesi ile duyum agisindan kisa siireli modiilasyon etkisi yaratilmak istenmistir.
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Sekil 15. Sag elin ana melodiyi sol elin akorlar seslendirdigi eslik modeli

Sekil 15’de goriildiigii gibi Neseli Ol sarkisinda vuruslarin ilk zamanlarinda akorun kok sesinin,
ikinci zamanlarinda diger akor seslerinin sekizlik notalarla eslestirilmesi ile eslik modeli
olusturulmustur. Basit yapili ve sikilikla kullanilan bu eslik modelinde armonik derecelerin kok sesleri
ilk vuruslarda duyurularak referans ses-derece duyumu saglanmaktadir. Sol elde ritmik karakteri
vurgulayan figiiriin ayn1 zamanda metronom islevi gormesi, akorun diger seslerinin biitiinliik icinde
seslendirilmesiyle de g¢oksesli duyuma yonelik fayda saglayacag: diistiniilmektedir. Ayrica sag elin
melodiyi seslendirmesi, eserin melodik yapisinin taninmasinda &zellikle baslangic asamasi

calismalarinda 6grencilere fayda saglayacaktir.

CA7 CH#dim7 Dm7 G7 CA7 CA7 Dm7 Em7 Dm7 G7 CA7

CA7 Dm7 G7 Em7 Am7 FA7 G7 CA7

Sekil 16. Akor seslerinin iki ele dagitilmasiyla olusturulan eslik modeli
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Sekil 16’da goruldiigii gibi eslikte akor sesleri ve ritmik yap1 iki ele dagitilmistir. Sol elde
akorlarin kok seslerinin sekizlik notalarda, sag elde ise ciimle sonlar: hari¢ akoru olusturan diger
seslerin sekizlik notalarla seslendirildigi goriilmektedir. Tki ele dagitilan eslik modeli sayesinde sarkiya
ritmik cesitlilik ve dinamizm kazandirilmistir. Her sekizlik birimde varligin gosteren sesler birlikteligi
saglamada Onemli islevi olan metronom gorevi de gormektedir. Sarkiya yonelik calismalarin
olgunlasmasiyla cesitli dinleti/konser performanslarinda s6z konusu eslik modelinin kullanulabilecegi

diistintilmektedir.
Sonuc ve Tartisma

Bu ¢alismada sundugu ritmik ve armonik imkanlarla zengin bir duyum saglayan caz miizigi

unsurlarmin okul sarkilarinin esliginde kullanilmasima yonelik model olusturulmak hedeflenmistir.
Arastirmadan elde edilen sonuglara gore;

1) Okul sarkilarinin temel diizeyde esliklendirilmesinde melodik yapiya baglh olarak yapilan
armonik analiz ile tonalitenin tonik, subdominant ve dominant akorlarinin kullanilabilecegi ve bu

akorlarin 71i akorlara doniistiiriilerek daha zengin bir duyum saglanabilecegi,

2) Tonik, subdominant ve dominant akorlarinin yerine fonksiyonel islevlerine bagh kalinarak

birden fazla alternatif vekil akor tayin edilebilecegi ve yan derece akorlarinin kullanilabileceg;,

3) Arastirmada belirtilen kuramsal bilgilere dayanarak okul sarkilarinin esliklendirilmesinde
caz akorlari (gegis akorlari, genisletilmis akorlar, modal degisim akorlari, substitute dominant akoru)
kullanilarak ton dis1 farkli akor yapilarinin uygulanabilecegi ve akor kullanim sikliginin
degistirilebilecegi,

4) Okul sarkilarina eslik modeli olusturulurken temel iki yaklasima dayanarak farkli ritmik
Ogelerin bir arada kullanilmasiyla, sarkinin karakterine uygun sekilde Ozgiin eslik modelleri

olusturulabilecegi sonuglarina varilmistir.

Miizik egitimi veren kurumlarda temel miizik ve armoni bilgisine sahip miizik &gretmeni
adaylarina klasik miizik ¢alismalariyla birlikte caz miizigi ile ilgili calismalarin yapilmasi eslik yapma
konusunda cesitli akor yapilarmi kullanabilme, yalin ezgileri zengin akor yapilariyla cesitlendirme,
kullanilan akor sifreleri sayesinde hizli akor okuma ve akorlar: seslendirme, dogaglama teknikleriyle

ezgiler lizerinde farkliliklar yaratma, 6zgiin eserler ortaya ¢ikarma konusunda faydalar saglayabilir.
Arastirmadan elde edilen sonuglar dogrultusunda asagidaki oneriler gelistirilmistir;

1) Lisans Egitiminde klasik armoni yaklagimlarimin disinda 20. Yiizy1l miizigi kapsaminda yer
alan caz, pop, rock vb. popiiler miizik tiirlerinin armonik, yapisal 6zellikleri ve bu miizik tiirlerinde

kullanilan eslik modellerine ilgili derslerde yer verilebilir.
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2) Okul sarkilarinin daha ilgi ¢ekici hale gelmesi ve farkli duyum nitelikleri kazanmasi i¢in caz
armonisi ve stilleri ile eslik yapilabilir. Boylelikle tekrar eden kisa ve yalin melodilerden olusan okul

sarkilarinda renkli ve zengin bir yap1 olusturulabilir.

3) Miizik 6gretmeni adaylarina piyano ve armoni derslerinde esliklemeye yonelik uygulamalar

arttirilarak gesitlendirilebilir.

4) Dogaclama temelinde sekillenen caz miizigi eslikleri ile sarki ogretimi ve seslendirilmesi
asamalarinda cesitli dogaclama uygulamalar1 yapilarak Ogrencilerde ilgi, begeni ve yaraticilik

ozellikleri gelistirilebilir.

5) Caz miizigi disindaki popiiler miizik tiirlerinin de okul sarkilari esliginde kullanilmasi
ogrencileri s6z konusu tiirleri tanmimaya ve arastirmaya sevk edebilir. Farkli miizik tiirlerine dair
stillerin ve armoni yaklasimlarinin estetik biitiinlitk icinde harmanlanarak eslik boyutunda

kullanilmasi, sark: 6gretimini keyifli, ilgi ¢ekici ve verimli hale getirebilir.
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Introduction

General music education, which is a type of music education, refers to the education given in
pre-school, primary and secondary education institutions, aiming to provide each individual with a

minimum-common musical culture and to create changes in musical behavior (Tarman, 2006, p.9).

General music education, taking into account the age and characteristics of the group in which
it is given, includes the transfer of social culture, the acquisition of basic musical knowledge, the
introduction of various musical instruments and genres, the strengthening of the social aspects of
individuals, the acquisition of some basic habits for leisure time, etc (Tiirkmen, 2017, p. 13). In line with
these purposes, school songs have an important place in general music education structured by the

Ministry of National Education.
School Songs in Music Education

According to Turkish Language Association (1981, p. 110), school songs are monophonic or
polyphonic songs, with or without accompaniment, composed for educational purposes or having the
characteristics of school music. Sun and Seyrek (2002, p.26) stated that songs created for children with
their lyrics and melodies are "children's songs" and that these songs can be composed of anonymous

songs or various folk music, as well as composed by local and foreign composers.

In addition to their musical functions, school songs have important roles that contribute to the
transfer of cultural heritage and the formation of social identity, teach national values, strengthen social

relations and support language development.

Singing and listening to songs, musical perception and knowledge, musical creativity and
musical culture constitute the four basic learning areas of general music education. Singing and listening
are included in the curriculum more than other learning areas in terms of recommended time. (O. B.
Sonsel, 2019, p. 55). From this point of view, it can be said that school songs form the basis of general

music education. Teaching methods by ear and with notes are used in teaching songs.

Teaching by ear: It is a method of teaching a piece of music with its lyrics and melody without resorting

to notes. In the application of this technique, the lyrics and melody can be taken as a starting point or
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the lyrics can be addressed together with the melody, and rhythm, dance and games can be used or the
song can be taught through listening (Tiirkmen, 2017, p. 112). In this method, which focuses on musical
memory, it is necessary to pay attention to the level of the student, the sound range and length of the

work.

Teaching with Notes: It is a method of teaching songs under the guidance of music writing elements in
order to reinforce the acquisitions in the music course. After the bona and solfeggio stages structured
according to the level of the student, it includes the stages of performing the song together with the
lyrics. Teaching with notes can be based on the rhythmic structure as well as the height of the sounds.
Teaching with notes improves children's auditory skills and enables them to use their musical

knowledge (Tiirkmen, 2017, p. 113).
Music Teacher and Accompaniment in School Songs

The most important element of music education is undoubtedly the music teacher. A music
teacher should have qualified professional equipment, be able to adapt teaching methods and
techniques according to needs and conditions, transfer knowledge and skills effectively, and have
investigative and creative characteristics. Considering their functions, the teacher is expected to actively

structure and manage the process and follow effective and efficient methods in teaching school songs.

In institutions that train music teachers, Piano Education, Western Music Theory and Practice,
Harmony and Accompaniment, Guitar Education and Accompaniment, School Music Repertoire,
Music Learning and Teaching Approaches and Orff Instruments courses aim to provide knowledge and
skills for accompaniment. Music teacher candidates are expected to use their theoretical and practical
gains in the subjects of harmonic analysis, form knowledge, song teaching methods and techniques and

accompaniment models for school songs by making qualified accompaniment in song teaching.

The main purposes of accompaniment in music are to make the main melody in the solo part of
the piece polyphonic, to strengthen the expression within a certain harmony approach, and to save the
song from stagnation by creating accompaniment models suitable for the content of the piece in terms

of rhythmic and harmonic aspects.

Accompaniment can be defined as the integrity of sounds that gives quality to the melody,

makes it more meaningful, and reveals the rhythmic and harmonic structure of its tonality (Akgali, 2007,
p- 8).

"Accompaniment” is of great importance in song teaching. Hearing training is supported in
many ways through reference sounds heard through accompaniment. The basis for vocalization in
accordance with the rhythmic structures and tempo of the song is created by accompaniment. It is
thought that students will improve in areas such as musicality, musical taste, music memory and

polyphonic hearing through quality accompaniment. Polyphonic accompaniment instruments such as
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Piano and Guitar can be used effectively by music teachers in teaching and performing school songs. It
is clear that accompaniment with the piano during song teaching will help students understand the

tempo, nuance, emotion and main idea of the piece (Cevik and Giiven, 2011, p. 89).

A music teacher should use his/her instrument effectively, write accompaniments for songs,
gain the appreciation of his/her students by playing the accompaniments he/she has written in his/her

class, and increase the efficiency of his/her course (Demirtas and Sisman, 2021, p. 310).

There are different methods and approaches in the accompaniment of school songs. The type,
harmonic, rhythmic and melodic structure, lyric content and tempo of the piece are among the
determining factors in the accompaniment. In this study, accompaniment models were created by using

jazz music harmony and style, apart from traditional approaches in the accompaniment of school songs.
Modern Music and Jazz Music

The modern music period begins in the 19th century with the end of the romantic period and
continues to the present day. Modern music manifests itself as a reaction to the (classical) tonal music
rules that existed in previous periods. The identity of this music is formed by the search for alternatives

and innovations to all traditional rules in technique, expression, form, style, content and essence.

Modern Music, also called "New Music", means breaking all ties with tonal music that has been
used for 300 years (approximately 1600-1900) and turning the pages of the non-tonal period in the
history of music. The 20th century is a period of sudden changes in science, technology and social life.
In this context, there have been advances in art in parallel with science and technology. In this process,
musical development imposed going beyond the strict rules and limited framework of tonal music. This
is normal because the definition of man is not to be satisfied with the old, but to create the new (Say,

1997: p. 468).

With the modern music period, composers did not see any harm in trying one technique or
harmonic approach and then switching to another, instead of adhering to a certain style or technique.
During this period, some composers analyzed the music of previous periods, changed the existing rules
in a unique way, filtered some musical elements in previous works and adapted them to their music.
The development of sound recording technology played an important role in the development of
modern music. New searches began in music with the transfer of sound to digital media, archiving and

sharing it easily, the emergence of sound synthesis techniques, virtual effects and virtual instruments.

The movements that form the identity of modern music chronologically are as follows:
Impressionist Music-(1892), Expressionist Music-(1908), Electronic Music-(1906), Musical Primitivism-
(1910), Neo-Classical Music-(1911), Serial Music-(1920), Microtonal Music-(1920), Jazz Music-(1924),
Utility Music-(1930), Aleatoric Music (1930), Neo-Romantic Music (1938), Computerized Music (1950),
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Minimal Music (1960), Polystylism Music (1960), New Simplicity (1970), New Complexity (1980),
Musical Historicism (1980) and Rock Influenced Music (1980) (Yore, 2011, p. 6).

The increase in technological and scientific developments, changes in interpersonal relations
and social balance, increased acculturation and people's complaints about mediocrity have led people
interested in music to search for new music. Thus, various types of musical movements have emerged.

These are called popular music (Uslu, 2014, p. 153).

Jazz Music, one of the popular music genres, started to show its influence approximately from
the first years of the 20th century. The emergence of this genre, which has its origin in Blues Music, is
based on the folk music elements of people of African origin who were brought to the American
continent as slaves. The concept of "Freedom" in the philosophy of jazz music is based not only on
modern music's understanding of innovation and breaking old rules, but also on social, cultural and

political grounds

Jazz music is based on improvisation, which means that the performer composes
spontaneously, without any specific preparation. Musical improvisation is the free and original
expression of sudden inventions, or the improvement of a melodic motif as desired by adhering to a

certain form (Say, 2010, p. 297).

Jazz Music, which was shaped on the basis of improvisation and acquired certain forms and
styles in the process, became popular over time and turned into a universal music genre. This music,
which still continues its development and has many sub-branches, has qualities that represent modern

music not only in the popular but also in the artistic sense.

To summarize briefly, Jazz music emerged as a result of a large-scale synthesis reflecting the
modern music era, benefiting from African local music, which laid the foundation of Blues music, and
some elements of the European artistic musical understanding. Over time, many trends were formed
and it continued its development with different musical understandings in sub-branches. Today, it exist

in many different categories in the classical and modern sense, and continues to search for new ones.
Jazz Music Harmony

There have been many radical changes, developments and innovations in twentieth century
music such as moving away from the concept of tonality, the twelve-tone system and the simultaneous
use of multiple tonalities within a piece, new searches in measurement units, form and note writing,
exceeding the limits of instrument possibilities in order to achieve different timbres, and the use of

electronic tools at various stages of music.

Jazz music harmony was nourished by the traditional (classical) harmony structure of the

previous music periods, and over time, it gained its original identity as a result of new structures and
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different searches. When the harmony of jazz music is examined, it is seen that there are timbre searches

and chord structures different from classical harmony.

The 1st degree chord (Tonic), 4th Degree chord (Subdominant) and 5th degree chord
(Dominant) structures in the functional harmony approach covered by classical (traditional) music
harmony are also present in jazz music. During the progress of jazz music, sixth, seventh, ninth,

eleventh and thirteenth chords were added to this simple chord construction (Say, 2010, p. 298).

6th, 7th and altered chord structures, which are frequently used in jazz harmony, have been
effective in the formation of significant differences between jazz harmony and classical harmony. The
chord structures used in jazz harmony have more freedom of movement and resolution, and therefore
more complex modulation possibilities, compared to classical harmony (Babacan, 2009, p. 16). This
creates a suitable basis for "Improvisation", which is the identity of jazz music. Jazz styles are prone to
improvisation. Parallel sound movements of fifths and eighths, which are known as the prohibitions of
classical harmony, are frequently used in jazz music and make the music more dynamic, free and

functional.

One of the important elements of jazz harmony is the use of "Substitute Chord". These chords
are different in timbre but have the same function as a substitute for a chord. Substitute chords are used
to achieve a tighter, higher-tension and richer timbre. These chords should generally be used in weak

beats and at certain frequencies. When used excessively and haphazardly, they defeat their purpose.

The concept of substitute chords is a common element in jazz harmony. Especially in the process
called re-harmonization, where slight changes are made in the harmony of the pieces, substitute chords

are frequently used instead of the original chord (Babacan, 2013, p. 229).

Examining jazz music, which includes a different mindset than classical music, will provide a
more comprehensive and newer musical perspective on musicians. Among the main characteristics of
jazz music is that it does not include repetition and is in a continuous cycle. The main reason for this is

that jazz music is generally based on improvisation (Say 2002, p. 234).

Jazz musicians need some unique codes and symbols to make the complex harmonic structure

of music simpler and more functional and to perform it more easily.
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Table 1. Chord Symbols

Chord Symbol

C Major C

C Minor Cm, Cmin, C-

C Power Chord C5

C Major 7th Cmaj7, CA, CA7, CM7
C Major 9th Cmaj9, CA9, CM9

C Minor 7th Cm7, Cmin7, C-7

C Minor 9th Cmin9, C-9, Cm9

C Minor Major 7th Cm(maj7), C-A7, Cmin(ma7)
C Diminished 7th Co(7), Cdim(7)

C Half Diminished 7th Cg7, Cm7b5, Cmin7(b5)
C Half Diminished 9th Co9,

C Half Diminished Minor 9th Cob9

C Diminished 9 th Cdim(9)

C Diminished Minor 9th Cdim b9

C Augmented C+, Caug

C Augmented Major 9th C+M9, CaugM9

C Augmented Dominant 9th C+9, Co#5, Caug9

C Major 6th C6, CMaj6, CM6

C Minor 6th C-6, Cmin6, Cm6

C Dominant 7th C7, Cdom7

C Dominant 7th, D-sharp 5th C7#5, C745

C Dominant 7th B flat 9th B flat 13th C7b9b13, Calt

C Suspended CSus4

Jazz harmony has more free and creative features than classical harmony. It adds a different
timbre and emotion to the music by using different chord structures and chord progressions. School
songs are short songs consisting of simple, repetitive melodies, with educational lyrics at the forefront.
The rich possibilities of jazz harmony can eliminate the monotony of school songs and make them more
diverse and interesting. Students' creativity can be improved with accompaniment models suitable for

improvisation.
Popular Accompaniment Models Used in Modern Music

The approaches to accompaniment on the piano, which is a suitable instrument for
accompaniment of school songs, may vary depending on the period, form, rhythmic/melodic/tonal
structure and meaning of the song. In addition to being knowledgeable about musical genres and forms,
the accompanist should also be competent in his/her instrument and have knowledge and skills in
harmony and accompaniment. It is thought that the use of popular accompaniment models used in
modern music and jazz harmony in the accompaniment of school songs will have positive effects on
teaching and performing the song. Below are examples of popular accompaniment models that have

become standard in modern music.
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Figure 1. Jazz Waltz
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Figure 5. Samba
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Figure 6. Pop Ballad
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Figure 9. Bolero
Purpose of the Study

This study aimed to make a new approach to the applicability of the basic harmonic structure
elements of jazz music on school songs and to exemplify the accompaniment model based on

modern/jazz harmony.
Significance of the study

The necessity and importance of accompaniment of school songs and the problems experienced
in this regard have been the subject of many studies. The subjects such as accompaniment models,
harmonization of tonal, modal and magam songs, accompaniment approaches and accompaniment
studies other than traditional methods or blended with these methods continue to be the subject of
research. Innovation and change are important concepts in education along with using existing effective
methods as a requirement of the modern understanding of education and the search for universal

quality.

When the studies in the field are examined, it is observed that the importance and necessity of
accompaniment in school songs, the problems and reasons for accompaniment are emphasized. It is
stated that music teachers and teacher candidates are generally insufficient in determining functions in
harmonic analysis, deciphering and improvising accompaniment, playing accompaniment to a song
with written accompaniment, and creating an accompaniment model while performing song
accompaniments (Tugcular E. (1992), Bilgin S. (1998), Ozen M. (1998), Aydmoglu O. (2005), Sénmezoz
F. (2006), G. Durmaz (2009), Y. Kizilet (2018), A. Altingiil (2019), K. Yildirim (2020)). Findings such as
the lack of accompaniment-based courses or the inadequacy of course hours and content, and the fact
that the behaviors acquired in piano and harmony courses cannot be adequately transferred to

accompaniment skills are shown as the reason for this situation.

Various studies have been conducted on the application of different music genres such as Pop,
Jazz, Latin, Blues to accompaniment models for school songs. As a result of accompaniment studies

with jazz music harmony, positive results were observed on students' behavior of finding chords and
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accompaniment on a melody, and it was stated that the use of jazz harmony in the accompaniment had
a positive impact on education by arousing interest and curiosity in students (Kalkanoglu B. (2007),
Babacan D. (2009), Okay B. (2013), Yaman O. (2015), Alp M. (2018), Karcioglu M. (2020)). In the studies,
it was also seen that the knowledge level of students and teachers about jazz music was not sufficient,

and various suggestions were made to include it more in music education curricula.

It is thought that the accompaniment to the school song determined as the sample in this study
will have positive effects such as providing diversity and richness in terms of sensation, making

learning and performing the song more enjoyable and effective.

This study is important in terms of presenting a different and innovative approach to
accompaniment of school songs by utilizing the wide range of possibilities provided by the harmonic

and rhythmic elements of jazz music.
Method

This study, which aims to determine the stages that can be followed in the accompaniment of
school songs with piano using jazz harmony and the methods to be followed in these stages and to

concretize these methods by showing them on a selected school song, is a qualitative research.
Research Model

This research is a case study, one of the qualitative research models. In the research, the stages
followed in the accompaniment of school songs used in music education with piano were examined in
depth and the common stages in accompaniment were determined through a case study. In order to
determine the stages in the accompaniment of school songs, firstly, the contents of Piano education and
Harmony and Accompaniment courses in the Department of Music Education and related resources
(accompaniment, composition of educational music and harmony books) were examined. The opinions
of 5 experts were consulted regarding the suitability of the accompaniment methods used in these stages
for accompaniment of school songs with jazz harmony. The equation proposed by Miles and Huberman
(1994) was used to calculate the consistency between expert opinions regarding accompaniment
methods. In the study, using this formula, the compliance percentage in coding was found to be 95%. A
compliance percentage of over 70% is considered reliable for data analysis (Miles and Huberman, 1994).

Based on this finding, it can be said that the compliance between experts' opinions is high.

Within the scope of the study, the necessary theories about the harmonization and
accompaniment of jazz harmony and school songs were tried to be conveyed in a way that individuals
with basic harmony and music knowledge can comprehend. The stages of creating an accompaniment

model in song accompaniment are shown below.
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Harmonic Analysis

Determination of Chord
Sounds

Using Substitute Chords

Application of Basic Principles
and Variation of Chords

Creating the Accompaniment
Model

Figure 10. Steps of Creating the Accompaniment Model

Steps of Creating the Accompaniment Model

1) Harmonic analysis: In the song whose tonality is identified, it is determined in which measures and
beats the tonic, subdominant and dominant chords of the I, IV and V degrees that form the full cadence

of the relevant tone will be appropriate.

2) Determination of chord sounds: The chords determined in the harmonic analysis are transformed
into quadruple chords, that is, seventh chords, which form the basic structure of jazz harmony. Thus, a
suitable basis is created for diversifying chords and creating accompaniment models in the following

stages.

3) Using substitute chords: At this stage, the created seventh chords are replaced with substitute chords
in accordance with their functions in line with theoretical information. Thanks to substitute chords, the

chords with different timbres can be used instead of a specified chord.

4) Application of basic principles and variation of chords: Determining some basic principles used to
understand the logic of the connections between chords in jazz music harmony will make it easier
during practice. When melody-chord harmony and the connections between two different chords are
examined, certain frequently used patterns come to the fore. At this stage, non-tonal chord options such
as transition chords, secondary dominant chords, and modal change chords were evaluated in line with
theoretical knowledge. Alternative chord structures that can be used on sounds were determined by

paying attention to melody-chord harmony.

5) Accompaniment model created by the right hand voicing the main melody and the left hand

voicing the chords: In this accompaniment model approach, the right hand voices the main melody of
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the song and the left hand voices the written chords. The figure in the left hand may vary depending on
the rhythmic structure of the song and the musical tastes and preferences of the accompanist. The right
hand announcing the melody in the accompaniment of school songs is functional as an auditory

reference for students, especially in beginning studies.

6) Accompaniment model created by distributing chord sounds to two hands: In this approach, a
figure is created by distributing chord sounds to both hands. In this accompaniment model, which is
formed by only distributing the chord sounds to both hands without singing the main melody, a freer
structure emerges and extended chords can be used in a more open position. In line with these reasons,
it is thought that it would be more appropriate to use it in the later stages of song teaching, in

recitals/concerts and polyphonic song performances.
Population and Sample of the Study

The population of this study consists of the works in the music book titled " The Most Beautiful
School Songs of the Eighty Years", and the sample is the song "Neseli ol", which was determined by
criterion sampling, one of the purposive sampling types. The song with a simple melody,is in a simple
meter of 2/4 and is in the C major key, has a tonal structure and has a melodic and rhythmic structure

suitable for creating an accompaniment model with jazz harmony.
Data Collection and Analysis

The data of the study were collected by examining the song, which was decided to be
accompanied with jazz harmony according to each of the accompaniment stages determined by expert
opinions and by creating its accompaniment. The findings obtained by collecting the data are presented

and explained in figures (notes).
Ethical Permissions for the Research

In this study, all the rules specified in the "Directive on Scientific Research and Publication
Ethics of Higher Education Institutions” were followed. None of the actions specified under the second
section of the Directive, "Actions Contrary to Scientific Research and Publication Ethics", have been
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Identifying the problematic, reviewing the literature, developing data collection tools,

analyzing the data, and academic textualization stages were carried out equally by two authors.
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Since the study was conducted in qualitative research design and with document review
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Findings

In this part of the study, the stages of creating an accompaniment model with jazz harmony for

the song "Neseli Ol", whose lyrics and music belong to Ziya Aydintan-Saip Egiiz, are shown.

Figure 11. Harmonic analysis

When the song Neseli Ol is examined, it is seen that it is in the C major key and in 2/4 meter.
Basic harmonic grading was made considering the melodic structure of the song and the functions of

the sounds.
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Figure 12. Determination of chord sounds

The basic three-tone chords determined in the song, whose melodic and harmonic analysis was
performed, were transformed into seventh chords at this stage. The C major seventh chord (C-E-G-B)
was formed by adding a triad to the final sound of the root-shaped C major chord corresponding to the
first degree. The F major seventh chord (F-A-C-E) was formed by adding a triad to the final sound of
the root-shaped F major chord corresponding to the IVth degree, and the G dominant seventh chord
(G-B-D-F) was formed by adding a triad to the final sound of the G major chord corresponding to the
Vth degree.
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Figure 13. Determination of substitute chords

In Figure 4, substitute chords are assigned to the chords established on the degrees specified in
the previous stages. Considering that the CA7 chord used in the second measure has a tonic function, it
will be possible to use a different chord with a tonic function on the sound E. Therefore, the Am7 chord,
which is a VIth degree chord with tonic function, is used on the sound E. Similarly, in the sixth measure,
the Em?7 chord, which is a IlIrd degree chord with tonic function, is used instead of the CA7 chord used
on the sound G. In the seventh measure, the Dm7 chord, which is a IInd degree chord with subdominant
function, is used instead of the F major seventh chord used on the sound F. In the tenth and eleventh
measure, the Dm7 chord, which is a IInd degree chord with subdominant function, is used instead of
the FA7 chord used on the sound A. In the fourteenth measure, the Am?7 chord, which is a IVth degree

chord with tonic function, is used instead of the CA7 chord used on the sound E.
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Figure 14. Variation of chords and application of basic principles

In Figure 5, the C#dim?7 chord, which is one of the transition chords, is used between the CA7
chord in the first measure and the Dm7 chord in the third measure (CA7-C#dim7-Dm?7). The sound E in
the melody appears as the third degree of the C#dim?7 chord. In the third measure, instead of using only

the G7 chord, the IIm7-V7-IA7 structure, one of the most common chord progressions seen in jazz
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harmony, is used by using the Dm7 chord on the first beat and then the G7 chord, in order to
differentiate and enrich the sensation before the G7 chord, considering that the melody would be
suitable for this. In the second beat of the fifth measure, the DmY7 chord, which has a subdominant
function, is used on the eighth beat along with the note F. In the seventh and eighth measures, the IIm?7-
V7-1A7 structure, which is similar to the third and fourth measures, is used to provide harmonic
coherence and integrity within the piece. In the eleventh and twelfth measure, in the expectation of the
FA7-G7-CA7 cadence, instead of the CA7 chord, the tonic functioning Em7 chord, which is its substitute,
is used to create a short-term modulation effect in terms of sensation by resolving the dominant G7

chord to the Em7 chord instead of resolving it to the tonic CA7 chord.
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Figure 15. Accompaniment model in which the right hand voices the main melody and the left hand
voices the chords

As seen in Figure 6, in the song Neseli O], the accompaniment model was created by matching
the root sound of the chord with eighth notes in the first times of the beats, and other chord sounds with
eighth notes in the second times of the beats. In this simple and frequently used accompaniment model,
the root sounds of the harmonic degrees are announced in the first beats, providing a reference sound-
degree sense. It is thought that the figure, which emphasizes the rhythmic character in the left hand,
also functions as a metronome and will benefit the polyphonic sensation by voicing the other sounds of
the chord in unity. In addition, the use of the right hand to voice the melody will benefit students in

recognizing the melodic structure of the piece, especially in the beginning studies.
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Figure 16. Accompaniment model created by distributing chord sounds to two hands

As seen in Figure 7, chord sounds and rhythmic structure are distributed to both hands in the
accompaniment. It is seen that the root sounds of the chords are voiced in eighth notes in the left hand,
while the other sounds that make up the chord, except for the ends of phrases, are voiced in eighth notes
in the right hand. Thanks to the two-handed accompaniment model, the song is given rhythmic
diversity and dynamism. The sounds that exist in each octal unit also serve as a metronome, which has
an important function in ensuring unity. It is thought that as the studies on the song improve, this

accompaniment model can be used in various recitals/concert performances.
Conclusion and Discussion

This study aimed to create a model for the use of jazz music elements, which provide a rich

sensation with the rhythmic and harmonic opportunities they offer, in accompaniment of school songs.
In line with the results obtained from the research, the following suggestions were developed;

1) In the accompaniment of school songs at the basic level, tonic, subdominant and dominant
chords of the tonality can be used with the harmonic analysis made depending on the melodic structure,

and a richer sensation can be provided by converting these chords into 7 chords,

2) Instead of tonic, subdominant and dominant chords, more than one alternative substitute

chord can be assigned depending on their functional functions and side degree chords can be used,

3) Based on the theoretical information stated in the research, different non-tonal chord

structures can be applied by using jazz chords (transition chords, extended chords, modal change
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chords, substitute dominant chord) in the accompaniment of school songs and the frequency of chord

use can be changed,

4) It was concluded that original accompaniment models can be created in accordance with the
character of the song by using different rhythmic elements together based on the two basic approaches

when creating accompaniment models for school songs.

In institutions that provide music education, music teacher candidates who have basic music
and harmony knowledge can benefit from jazz music studies along with classical music studies in terms
of using various chord structures for accompaniment, diversifying simple melodies with rich chord
structures, reading and voicing chords quickly thanks to the chord ciphers used, creating differences on

melodies with improvisation techniques, and creating original works.
Recommendations in line with the findings of the study are as follows:

1) In addition to classical harmony approaches, harmonic and structural features of popular
music genres such as jazz, pop, rock etc. within the scope of 20th century music and accompaniment

models used in these music genres can be included in related courses.

2) Jazz harmony and styles can be used as accompaniment to make school songs more
interesting and provide different sensory qualities. In this way, a colorful and rich structure can be

created in school songs consisting of repetitive short and simple melodies.

3) Accompaniment practices for music teacher candidates in piano and harmony lessons can be

increased and diversified.

4) Interest, appreciation and creativity can be developed in students by performing various
improvisation practices during the song teaching and singing stages with jazz music accompaniments

shaped on the basis of improvisation.

5) The use of popular music genres other than jazz music in the accompaniment of school songs
can encourage students to recognize and research these genres. Blending the styles and harmony
approaches of different musical genres in aesthetic integrity and using them in the accompaniment

dimension can make song teaching enjoyable, interesting and productive.
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