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Abstract: A plethora of studies have been conducted on the life, philosophy, worldview, poems, folk songs,
and even the saz performance of Asik Veysel Satiroglu, one of the most notable figures of the Turkish minstrel
(asiklik) tradition. The present study aims to examine the manifestation of culturally specific aesthetics within
the Turkish folk music tradition in the works of Asik Veysel and to interpret this phenomenon through the
framework of minimalist aesthetics that emerged within Western aesthetic thought. Consequently, the folk
songs of Asik Veysel are analyzed from the perspective of minimalist music. Having lost his sense of sight at
an early age, as in many visually impaired individuals, Veysel’s perceptual perspective shifted primarily
towards auditory and bodily dimensions. With his orientation towards the art of music, he blended this
perceptual perspective with his own aesthetic experiences and expressed it through folk songs and poetry. The
manifestation of minimalist aesthetics—closely related to the concepts of perceptual concentration and
interiority—can be observed in Veysel’s musical expression. The approach adopted in this research is based
on the revelation of the reflections of the aesthetic attitude of minimalist music, which emerged in the twentieth
century and operates through simplicity, repetition, and inner intensity, within the works of Asik Veysel. The
aim of this study is not to position Asik Veysel as a minimalist composer; rather, it seeks to evaluate him as
one of the distinctive examples within Turkish folk music whose intuitive and perceptual musical
understanding overlaps with minimalist aesthetics.

The present study employs qualitative research methods and conducts an analysis in accordance with
phenomenological theories of perception and approaches within the field of music aesthetics. The simplicity,
plainness, and repetitive structures found in the melodic, rhythmic, and lyrical dimensions of Asik Veysel’s
folk songs are evaluated within the framework of Western aesthetic principles, while also being compared with
their function as aesthetic choices reflecting the continuity of the Turkish folk music tradition.
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Oz: Asiklik gelenegimizin en 6nemli isimlerinden birisi olan Asik Veysel Satiroglu'nun hayati, felsefesi,
hayata bakis acisi, siirleri, tiirkiileri ve hatta saz1 i¢in dahi birgok calisma yapilmis durumdadir. Bu ¢aligmada,
Tiirk halk miizigi geleneginde bulunan kiiltiire 6zgii estetigin Asik Veysel’de tezahiirii ve bu durumun bati
estetik anlayis1 cercevesinde ortaya ¢ikan minimalizme okunmasi amaglanmis, Asik Veysel’in tiirkiileri
minimalist miizik perspektifinden ele alinmistir. Kiigiik yaslarda gérme duyusunu kaybetmesi bircok gérme
engellide oldugu gibi Veysel’de de algisal perspektifini isitsel ve bedensel boyutlara tagimistir. Asik Veysel
miizik sanatina yonlendirilmesiyle birlikte algisal perspektifini kendi estetik deneyimleriyle harmanlayarak
tirkiilerle ve siirlerle disa vurmustur. Algisal yogunlagsma ve igsellik kavramlariyla yakindan iligkili olan
minimalist estetigin tezahiirii Asik Veysel’in tiirkiilerinde yansimaktadir. Arastirmadaki yaklasim 20. Yiizyilda
ortaya ¢ikan minimalist miizik akiminin yalinlik, tekrar ve igsel yogunluk iizerinden isleyen bir estetik
tutumunun Asik Veysel eserlerinde yansimalarini ortaya gikartmak iizerine kurulmustur. Bu ¢alismanin amaci,
Asik Veysel’i minimalist bir besteci olarak konumlandirmaktan Gte, minimalist estetikle Ortiisen sezgisel ve
algisal bir miizik anlayisinin Tiirk halk miizigindeki 6zgiin 6rneklerinden biri olarak degerlendirilmesidir.

Calismada, nitel aragtirma yontemleri tercih edilerek fenomenolojik algi kurami ve miizik estetigi yaklagimlari
dogrultusunda bir analiz yapilmistir. Asik Veysel’in tiirkiilerinde ezgisel, ritmik ve sozel yaklasimlardaki
yalinligin, sadeligin ve tekrarlarin Bati estetik kurallar1 ¢ergevesinde yorumlanmasi yani sira Tiirk Halk miizigi
geleneginin bir uzantist olarak gelenegi yansitmasinda estetik tercih olarak kullanilmasi karsilastirilmistir.

Anahtar kelimeler: Miizikoloji, Asik Veysel Satiroglu, Minimalizm, Miizik Estetigi. Algi.
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Structured Abstract:

The music of Asik Veysel Satiroglu may therefore be associated with minimalist aesthetics as an
example of simplicity and clarity deeply embedded in the collective memory of Anatolia. The minimalist music
perspective adopted in this study does not treat minimalism as a closed category specific to a particular period
or geography; rather, it approaches it as an aesthetic attitude operating through simplicity, repetition, limited
musical material, and perceptual concentration. This perspective provides an analytical framework for
understanding how similar aesthetic intuitions may emerge within different cultural and historical contexts,
rather than proposing an anachronistic identification. Thus, the method should be considered an
interdisciplinary reading that enables the connection of local aesthetic experiences in folk music studies with
contemporary discussions in music aesthetics.

When the folk songs of Asik Veysel Satiroglu are examined in terms of magam structure, it can be
observed that the magams Hiiseyni and Ussak are used relatively frequently. In addition, the artist often
employs descending melodic patterns in his musical performances, creating a dark and melancholic musical
atmosphere that primarily serves to reinforce the meaning of the lyrical content (Tutu, 2008, p. 500). According
to Coskun Elgi (2013, p. 51), Veysel generally begins the first line of his poems on relatively higher pitches
and then reaches the final (tonic) note by using the scale tones sequentially in the subsequent lines, thereby
concluding the melody. This practice enables the emotional or intellectual content of the lyrics to be perceived
more intensely by the audience, resulting in an aesthetic harmony and complementarity between the musical
structure and the semantic meaning of the text and supporting the intricate relationship between musical
expression and semantic content.

An examination of Veysel’s folk songs shows that, apart from a few examples extending beyond
several octaves, the vocal range is generally limited to an interval of eight notes. From the perspective of
minimalism, this may be interpreted as a deliberate limitation of musical material. One of the most significant
elements that emerge when interpreting Veysel’s music from a minimalist perspective is repetition, which
appears in melodic motifs and phrases as well as in rhythmic structures. Repetition in Veysel’s folk songs
manifests itself not only through the recurrence of identical motifs and phrases but also through sequences that
are characteristic of Turkish folk music culture. Thus, repetition is evident in both the melodic and rhythmic
structures.

An analysis of Veysel’s folk songs also indicates that he predominantly employed simple rhythmic
cycles (usul). The simple and repetitive rhythmic patterns frequently observed in these cycles may be
interpreted as a significant expressive device within the context of minimalist aesthetics. Veysel’s simple
rhythmic organisation reduces structural complexity and directs the listener’s attention toward the meaning and
emotional content of the lyrics. As in the descending nature of the melodic structure, the simplicity of the
rhythmic and metric organisation enables the verbal elements to come to the foreground.

In saz (baglama) performance, Asik Veysel Satiroglu also foregrounded simplicity. Although his
tuning system originates from an ancient tradition, it has entered the literature under the name “Veysel tuning”
(Veysel Diizeni). In his baglama performance, virtuosity remains in the background, while the meaning and
emotional content carried by the sound are brought to the forefront. In this respect, simplicity transforms from
a technical limitation into an aesthetic preference.

The approach of repetition reflected in Veysel’s music is also evident in his poetry. Some of the words
he preferred as repetition groups appear directly in his folk songs, while in certain songs words that are not
repeated in the original poem are repeated within the musical structure in order to maintain musical unity.

In vocal performance as well, Veysel presents simplicity and clarity, performing his folk songs within
his natural vocal range without exaggeration. As in melody, rhythm, modal structure, and baglama
performance, the concepts of simplicity and clarity are also evident in his vocal interpretation. This avoidance
of showmanship and exaggeration, similar to the previously discussed elements, aims to foreground the
meaning and emotional content of the lyrics rather than technical display or virtuosity.

The findings demonstrate that Asik Veysel composed his folk songs through a lens of simplicity,
characterised by musical economy and repetitive structures. Consequently, the structuring of his melodies
within a range that does not exceed an octave, the predominant use of two maqam frameworks, the employment
of descending melodic progressions, and the consistent utilisation of repetitions and sequences within both
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melodic motifs and rhythmic patterns converge with the fundamental philosophy of minimalist aesthetics.
Furthermore, the unpretentious performance style and technique observed in both his baglama playing and
vocal delivery reinforce this alignment. Thus, Asik Veysel's music represents one of the most significant
manifestations of 'simplicity’ in Anatolian folk music—viewed not as a technical limitation but as a deliberate
and conscious aesthetic choice. The aesthetic features observed in the works of Asik Veysel Satiroglu are also
consistent with one of the fundamental characteristics of the Turkish folk music tradition: the emphasis on
verbal expression. In this respect, the study contributes to a re-evaluation of Veysel both as a folk poet who
continued a long-standing tradition and as a musician who intuitively and perceptually inscribed the aesthetic
value of simplicity into his works.

Keywords: musicology, Asik Veysel Satiroglu, minimalism, music aesthetics, and perception.
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Résumé Structuré:

La musique d’Asik Veysel Satiroglu peut donc étre associée a 1’esthétique minimaliste, en tant
qu’exemple de simplicité et de clarté profondément ancré dans la mémoire collective de 1’Anatolie. La
perspective musicale minimaliste adoptée dans cette étude ne considére pas le minimalisme comme une
catégorie fermée, spécifique a une période ou a une zone géographique particuliére ; elle I’aborde plutdét comme
une attitude esthétique qui s’exprime a travers la simplicité, la répétition, un matériau musical limité et la
concentration perceptive. Cette perspective offre un cadre analytique permettant de comprendre comment des
intuitions esthétiques similaires peuvent émerger dans des contextes culturels et historiques différents, plutot
que de proposer une identification anachronique. Ainsi, cette méthode doit étre considérée comme une lecture
interdisciplinaire qui permet de relier les expériences esthétiques locales issues des études sur la musique
folklorique aux débats contemporains en esthétique musicale.

Lorsque 1’on examine les chansons folkloriques d’Asik Veysel Satiroglu sous I’angle de la structure
des maqams, on constate que les maqams Hiiseyni et Ugsak sont utilisés de maniére relativement fréquente.
De plus, lartiste recourt souvent a des motifs mélodiques descendants dans ses interprétations musicales,
créant ainsi une atmosphére musicale sombre et mélancolique qui sert avant tout a renforcer la signification du
contenu lyrique (Tutu, 2008, p. 500). Selon Coskun Elgi (2013, p. 51), Veysel commence généralement la
premicre ligne de ses poémes sur des hauteurs relativement plus élevées, puis atteint la note finale (tonique) en
utilisant les notes de la gamme de maniére séquentielle dans les lignes suivantes, concluant ainsi la mélodie.
Cette pratique permet au public de percevoir plus intensément le contenu émotionnel ou intellectuel des
paroles, ce qui se traduit par une harmonie esthétique et une complémentarité entre la structure musicale et la
signification sémantique du texte, et vient étayer la relation complexe entre 1’expression musicale et le contenu
sémantique.

Une analyse des chansons folkloriques de Veysel montre que, a I’exception de quelques exemples
s’étendant sur plusieurs octaves, la tessiture vocale se limite généralement a un intervalle de huit notes. Du
point de vue du minimalisme, cela peut étre interprété comme une limitation délibérée du matériau musical.
L’un des éléments les plus significatifs qui ressortent de I’interprétation de la musique de Veysel dans une
perspective minimaliste est la répétition, qui apparait aussi bien dans les motifs et phrases mélodiques que dans
les structures rythmiques. Dans les chansons folkloriques de Veysel, la répétition se manifeste non seulement
par la réapparition de motifs et de phrases identiques, mais aussi par des séquences caractéristiques de la culture
musicale folklorique turque. Ainsi, la répétition est évidente tant dans les structures mélodiques que
rythmiques.

Une analyse des chansons folkloriques de Veysel indique également qu’il a principalement utilisé des
cycles rythmiques simples (usul). Les schémas rythmiques simples et répétitifs fréquemment observés dans
ces cycles peuvent étre interprétés comme un moyen d’expression significatif dans le contexte de 1’esthétique
minimaliste. L’organisation rythmique simple de Veysel réduit la complexité structurelle et oriente ’attention
de ’auditeur vers le sens et la charge émotionnelle des paroles. A I’instar de la nature descendante de la
structure mélodique, la simplicité de I’organisation rythmique et métrique permet aux ¢éléments verbaux de
passer au premier plan.

Dans son jeu du saz (baglama), Asik Veysel Satiroglu mettait également 1’accent sur la simplicité.
Bien que son systéme d’accordage trouve son origine dans une tradition ancienne, il est entré dans la littérature
sous le nom d’« accordage de Veysel » (Veysel Diizeni). Dans son jeu du baglama, la virtuosité reste en arriere-
plan, tandis que le sens et la charge émotionnelle véhiculés par le son sont mis en avant. A cet égard, la
simplicité passe d’une limitation technique a une préférence esthétique.

L’approche de la répétition qui se refléte dans la musique de Veysel est également évidente dans sa
poésie. Certains des mots qu’il privilégiait pour former des groupes répétitifs apparaissent directement dans
ses chansons folkloriques, tandis que dans certaines chansons, des mots qui ne sont pas répétés dans le poeme
original le sont au sein de la structure musicale afin de préserver I’unité musicale.
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Dans son interprétation vocale également, Veysel fait preuve de simplicité et de clarté, interprétant
ses chansons folkloriques dans son registre vocal naturel, sans exagération. Tout comme dans la mélodie, le
rythme, la structure modale et I’interprétation au baglama, les concepts de simplicité et de clarté sont également
évidents dans son interprétation vocale. Ce refus de la mise en scéne et de I’exagération, a I’instar des éléments
évoqués précédemment, vise a mettre en avant le sens et la charge émotionnelle des paroles plutdt que la
démonstration technique ou la virtuosité.

Les résultats démontrent qu’Asik Veysel a composé ses chansons folkloriques dans une optique de
simplicité, caractérisée par une économie musicale et des structures répétitives. Par conséquent, la structuration
de ses mélodies dans une tessiture ne dépassant pas une octave, 1’utilisation prédominante de deux cadres de
maqam, le recours a des progressions mélodiques descendantes, ainsi que 1’utilisation systématique de
répétitions et de séquences tant dans les motifs mélodiques que dans les schémas rythmiques, convergent vers
la philosophie fondamentale de 1’esthétique minimaliste. De plus, le style et la technique d’interprétation sans
prétention observés tant dans son jeu de baglama que dans son interprétation vocale renforcent cette adhésion.
Ainsi, la musique d’Asik Veysel représente 1’une des manifestations les plus significatives de la « simplicité »
dans la musique folklorique anatolienne — considérée non pas comme une limitation technique, mais comme
un choix esthétique délibéré et conscient. Les traits esthétiques observés dans les ceuvres d’Asik Veysel
Satiroglu s’inscrivent également dans 'une des caractéristiques fondamentales de la tradition musicale
folklorique turque : I’importance accordée a I’expression verbale. A cet égard, cette étude contribue a une
réévaluation de Veysel, a la fois en tant que poéte populaire ayant perpétué une tradition séculaire et en tant
que musicien ayant intuitivement et perceptivement inscrit la valeur esthétique de la simplicité dans ses ceuvres.

Mots-clés: Musicologie, Asik Veysel Satiroglu, minimalisme, esthétique musicale et perception.

Resumen Estructurado:

La musica de Asik Veysel Satiroglu puede asociarse, por tanto, a la estética minimalista como ejemplo
de sencillez y claridad profundamente arraigadas en la memoria colectiva de Anatolia. La perspectiva de la
musica minimalista adoptada en este estudio no considera el minimalismo como una categoria cerrada propia
de un periodo o una zona geografica concretos, sino que lo aborda como una actitud estética que se manifiesta
a través de la sencillez, la repeticion, un material musical limitado y la concentraciéon perceptiva. Esta
perspectiva proporciona un marco analitico para comprender como pueden surgir intuiciones estéticas similares
en diferentes contextos culturales e historicos, en lugar de proponer una identificacion anacroénica. Por lo tanto,
el método debe considerarse una lectura interdisciplinar que permite conectar las experiencias estéticas locales
en los estudios de musica folclorica con los debates contemporaneos sobre la estética musical.

Al examinar las canciones populares de Asik Veysel Satiroglu en términos de estructura de magam,
se observa que los magams Hiiseyni y Ussak se utilizan con relativa frecuencia. Ademas, el artista emplea a
menudo patrones melodicos descendentes en sus interpretaciones musicales, creando una atmosfera musical
oscura y melancolica que sirve principalmente para reforzar el significado del contenido lirico (Tutu, 2008, p.
500). Segun Coskun Elg¢i (2013, p. 51), Veysel suele comenzar la primera linea de sus poemas en tonos
relativamente mas agudos y, a continuacion, alcanza la nota final (tonica) utilizando los tonos de la escala de
forma secuencial en las lineas siguientes, concluyendo asi la melodia. Esta practica permite que el publico
perciba con mayor intensidad el contenido emocional o intelectual de la letra, lo que da lugar a una armonia
estética y a una complementariedad entre la estructura musical y el significado semantico del texto, y respalda
la intrincada relacion entre la expresion musical y el contenido seméantico.

Un andlisis de las canciones populares de Veysel muestra que, salvo algunos ejemplos que abarcan
varias octavas, el registro vocal se limita generalmente a un intervalo de ocho notas. Desde la perspectiva del
minimalismo, esto puede interpretarse como una limitacion deliberada del material musical. Uno de los
elementos mas significativos que surgen al interpretar la musica de Veysel desde una perspectiva minimalista
es la repeticion, que aparece tanto en los motivos y frases melddicas como en las estructuras ritmicas. La
repeticion en las canciones populares de Veysel se manifiesta no solo a través de la recurrencia de motivos y
frases idénticos, sino también a través de secuencias caracteristicas de la cultura musical popular turca. Asi, la
repeticion es evidente tanto en las estructuras melodicas como en las ritmicas.
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Un analisis de las canciones populares de Veysel indica también que empleaba predominantemente
ciclos ritmicos simples (usul). Los patrones ritmicos sencillos y repetitivos que se observan con frecuencia en
estos ciclos pueden interpretarse como un importante recurso expresivo en el contexto de la estética
minimalista. La sencilla organizacién ritmica de Veysel reduce la complejidad estructural y dirige la atencion
del oyente hacia el significado y el contenido emocional de la letra. Al igual que ocurre con el caracter
descendente de la estructura meloddica, la sencillez de la organizacion ritmica y métrica permite que los
elementos verbales pasen a primer plano.

En la interpretacion del saz (baglama), Asik Veysel Satiroglu también puso de relieve la sencillez.
Aunque su sistema de afinacion tiene su origen en una tradicion ancestral, ha pasado a la literatura con el
nombre de «afinacion de Veysel» (Veysel Diizeni). En su interpretacion del baglama, el virtuosismo permanece
en un segundo plano, mientras que el significado y el contenido emocional que transmite el sonido pasan a
primer plano. En este sentido, la sencillez pasa de ser una limitacion técnica a convertirse en una preferencia
estética.

El enfoque de la repeticion que se refleja en la musica de Veysel también es evidente en su poesia.
Algunas de las palabras que preferia como grupos de repeticion aparecen directamente en sus canciones
populares, mientras que en ciertas canciones se repiten, dentro de la estructura musical, palabras que no se
repiten en el poema original con el fin de mantener la unidad musical.

También en la interpretacion vocal, Veysel hace gala de sencillez y claridad, interpretando sus
canciones populares dentro de su registro vocal natural, sin exageraciones. Al igual que en la melodia, el ritmo,
la estructura modal y la interpretacion del baglama, los conceptos de sencillez y claridad también son evidentes
en su interpretacion vocal. Este rechazo a la ostentacion y la exageracion, al igual que los elementos analizados
anteriormente, tiene como objetivo poner de relieve el significado y el contenido emocional de la letra, en lugar
de la exhibicion técnica o el virtuosismo.

Los resultados demuestran que Asik Veysel compuso sus canciones populares desde una perspectiva
de sencillez, caracterizada por la economia musical y las estructuras repetitivas. En consecuencia, la
estructuracion de sus melodias dentro de un registro que no supera una octava, el uso predominante de dos
marcos de maqam, el empleo de progresiones melodicas descendentes y la utilizacion constante de repeticiones
y secuencias tanto en los motivos melddicos como en los patrones ritmicos convergen con la filosofia
fundamental de la estética minimalista. Ademas, el estilo y la técnica de interpretacion sin pretensiones que se
observan tanto en su forma de tocar el baglama como en su interpretacion vocal refuerzan esta alineacion. Asi,
la musica de Asik Veysel representa una de las manifestaciones mas significativas de la «simplicidad» en la
musica folclorica de Anatolia —entendida no como una limitacidn técnica, sino como una eleccion estética
deliberada y consciente—. Los rasgos estéticos observados en las obras de Asik Veysel Satiroglu también
concuerdan con una de las caracteristicas fundamentales de la tradicion musical folclorica turca: el énfasis en
la expresion verbal. En este sentido, el estudio contribuye a una reevaluacion de Veysel tanto como poeta
popular que continud una tradicion de larga data como musico que, de forma intuitiva y perceptiva, imprimiod
el valor estético de la sencillez en sus obras.

Palabras clave: musicologia, Asik Veysel Satiroglu, minimalismo, estética musical y percepcion.
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CrpykrypupoBanHoe Pe3iome:

Taxum o6pazoM, My3sIky Anmka Beficens LLlaTupority MOXXHO OTHECTH K MUHUMAJIUCTCKOI 3CTETHKE
KakK MpUMEp MPOCTOTHI U SICHOCTH, TIyOOKO YKOPEHUBILIHUICS B KOJUIEKTUBHOW NMaMsTH AHatoiuu. [IpunsaTas
B JAHHOM HCCJICTOBAHUN MHHMMAIHNCTCKAsI My3bIKaJIbHAs! IEPCIEKTHBA HE pacCMaTpHUBAacT MIHUMAIIN3M KaK
3aMKHYTYIO KaTETOPHIO, XapaKTEPHYIO IS KOHKPETHOTO IIEPHO/Ia FITH reorpauecKoro pernoHa; HalpoTHB,
OHa MOIXOAUT K HEMy KaK K 3CTETHYECKOMY IOJIXOAY, PEaIM3yIOIEeMyCs 4epe3 HPOCTOTYy, IMOBTOPEHHE,
OTPaHUYEHHBIN MY3bIKAJIIFHBIN MaTepHal U KOHLIEHTPAINIO BOCHpUATHA. JlaHHas IepcrieKTHBa 00eceunBaeT
AQHATUTHYECKYIO OCHOBY JUIS NMOHMMAHHSA TOTO, KaK CXO0XHE 3CTETHYECKHE MHTYHIMH MOTYT BO3HHKATH B
Pa3IMYHbIX KyJbTYPHBIX U HCTOPUYECKUX KOHTEKCTaxX, a HE IpeylaracT aHaXpOHUUECKYIO UICHTU(PHUKALHUIO.
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Takum 06pa3oM, JaHHBIA METOA CIEIyeT PacCMAaTPHBATh KaK MEKAUCITUILTHHAPHBIIN TOAXO/I, TI03BOJITIOIITHIA
COCIIHUTH JIOKAIbHBIC SCTETUIECKUE OIBITHl B OOJACTH MCCIEIOBAHUS HAPOTHONH MY3BIKH C COBPEMEHHBIMU
JUCKYCCHSIMH B OOJIACTH MY3BIKaIbHOM SCTETHUKH.

Ecnu npoananusupoBaTh HapoaHble necHU Amuka Beiicens Illatuporiy ¢ ToUku 3peHUs: CTPYKTYPbI
MaKaMOB, MOXKHO 3aMETHTh, YTO MakaMbl «XIOCEHHI» M «YIIIIAK» HCIOJb3YIOTCS OTHOCHTEIBHO YacTo.
Kpome Toro, B CBOMX My3BIKAJIbHBIX MCHOJHEHMAX apTUCT YaCTO HCIOJIb3YET HUCXOAAIINE MEJIOJUIECKUE
MOTHBBI, CO3/[aBasi MpayHyl0 M MEJaHXOJIMYHYI0 MY3bIKaJbHYI0 aTMoc(epy, KOTopas B IEPBYIO ouepeib
CIIy>KUT JUI YCUJICHUsI CMBbICHa upudeckoro conepxkanud (Tyty, 2008, c. 500). ITo muenuro KomxyHna Omnpun
(2013, c. 51), Beiicen, kak ImpaBUJIO, HAYMHAET NEPBYIO CTPOKY CBOMX CTHUXOTBOPEHHH C OTHOCHTENBHO
BBICOKMX HOT, a 3aTeM, MOCJEA0BaTEIbHO HCIOIbB3Yys] HOTHI FaMMBbl B MOCIEAYIOIMIUX CTPOKaX, JOCTHraeT
3aKJIFOYUTENEHON (TOHWYECKOH) HOTHI, 3aBepllas TakuM o0pa3oM Menoauio. Takas HpakTHKa MO3BOJISET
cirymaresnsiM 0oJiee HHTEHCHBHO BOCIIPUHIMATh 3MOLIMOHAIIBHOE MJIM HHTEJIEKTYaJIbHOE COJIep)KaHHUE TEKCTa,
YTO MPUBOJHUT K SCTETHUECKON IapMOHMH M B3aMMOJOMOIHAEMOCTH MEXIY MY3BIKAIBHONH CTPYKTypOH H
CEMaHTUYECKIM CMBICIIOM TEKCTa, a TaKKe MOJKPEIUIET CIO0XKHYI0 B3aHMOCBS3b MEXIY MY3bIKAIbHBIM
BBIPAKCHUEM M CEMaHTHIECKUM COJCPIKaHUEM.

AHanmu3 HapoAHBIX NeceH Belicems moka3plBaeT, 4TO, 332 HCKIIOYEHHEM HECKOJIBKHX IMPHMEpPOB,
BBIXOJMIINX 3a MpelNesbl HECKOJbKHX OKTaB, BOKANBHBIM JHANa3oH, KaK IPaBHIO, OTPaHUYUBAETCS
UHTEPBAJIOM B BoceMb HOT. C TOUKH 3pEHUSI MUHMMAaIN3Ma 3TO MOXKHO HHTEPIPETUPOBATh KaK HAMEPEHHOE
OrpaHNUYCHUC MY3bIKAJIBHOI'O MaTcpualia. OILHI/IM 13 HauboJiee 3HAYMMBIX OJICMCHTOB, BBIABJIAIOIIUXCA MIPHU
UHTEPIIpETAllMU MY3bIKM Beiicens ¢ MMHUMAaIUCTCKOW TOYKM 3pEHMS, SIBJIIETCS IOBTOPEHUE, KOTOPOE
BCTpEYaeTCsl KaKk B MEJOJUYECKHX MOTHBax M (pa3ax, Tak U B PUTMUYECKUX CTpyKTypax. [loBTrOpeHue B
HapOJHBIX MECHAX Beiicens MPOABIIACTCA HC TOJIBKO Y€PE3 MOBTOPECHUEC NACHTUYHBIX MOTUBOB 1 (bpas, HO U
4yepe3 IOCIENOBAaTEIIBHOCTH, XapaKTEpHbIE I TypEeLKOW HapOJHOM My3bIKaIbHOM KyJbTypbl. Taxum
00pa3oM, MOBTOPEHUE MPOCIEKHUBACTCS KaK B MEJIOANYECKUX, TaK M B PUTMHUYECKHX CTPYKTypax.

AHanu3 HapoIHBIX NeceH Belicens Takke yka3blBaeT Ha TO, YTO OH NPEUMYIIECTBEHHO HCIOIb30BAI
IpOCThIE PUTMUYECKHE NHWKIBI (ycyn). IIpocTble M TOBTOPSIOIIMECS PUTMHUYECKHE IATTEPHBI, 4acTo
BCTPEYAOIUEC B OTUX LHMKIAX, MOXKHO HMHTEPIPETUPOBATH KaK 3HAYUMOE BBIPAZUTEIIBHOEC CPEICTBO B
KOHTEKCTE MUHMMATUCTCKON 3cTeTUKH. [IpocTast putmMudeckas opranusanus Beiicenst CHUXKaeT CTpyKTYpHYIO
CJIO’KHOCTB M HAlpaBJIsieT BHUMAaHKE CIYIIATeNs Ha CMBICI M YMOLMOHAIIBHOE COAEep KaHUe TeKCTa neceH. Kak
U B ClIy4ae C HUCXOJAAIIUM XapaKTepOM MEJIOAUYECKOM CTPYKTYphl, IPOCTOTa PUTMUUECKON U METPUUECKON
OpraHU3aIMK MO3BOJIIET BEpOATFHBIM 3JIEeMEHTaM BBIMTH Ha MEPBbIH IUIaH.

B urpe Ha caze (6arnmame) Amuk Beiicen Illatuporiy Takxe BBIIBHTAN HA NMEPBBIH IUIaH MIPOCTOTY.
XoTs ero cucTeMa HaCcTpOWKH OepeT Havaino B IpeBHEH TpaJuIlny, B IUTEpAType OHA BOIUIA MO/ Ha3BaHUEM
«HacTtpoiika Beiicena» (Veysel Diizeni). B ero urpe Ha 6arjame BUPTyO3HOCTh OCTAe€TCs Ha BTOPOM IUIaHE, B
TO BPEMsA KaK CMBICIT 1 OMOIIMOHAJIBHOE COACPKAHNUE, HECYIIUECA 3BYKOM, BbBIABUTAIOTCSA Ha HepBLIﬁ nnad. B
9TOM OTHOIICHUH MPOCTOTA MPEBPAIIASTCS U3 TEXHIUECKOT'0 OTPAHUYCHISI B 3CTETHUECKOE MPEAIIOUTEHIE.

HOZ[XOZ[, OCHOBaHHBIN Ha INOBTOPCHUH, OTpa)KeHHHﬁ B MY3bIKE BCI7[C€J'I$[, IMPOCIICIKUBACTCA U B €TI0
I1033HUMH. HeKOTOpBIe CJIOBA, KOTOPBIC OH HPEAINOYHUTAII HUCIIOJb30BATH B KAYCCTBE MOBTOPAOUIUXCSA T'PYIII,
HalpSIMYIO TOABJIAIOTCA B €0 HAPOJAHBIX IIECHAX, B TO BPEMA KaK B OIPCACIICHHBIX MNECHAX CJIOBA, HE
MOBTOPAOIIHECSI B HCXOAHOM CTUXOTBOPCHUH, IOBTOPAIOTCA B paMKax My3BIKaJ'IBHOI>i CTPYKTYpPbI IJisd
MOAJACPIKAHUA MY3BIKAJIbHOTO €JIMHCTBA.

B BokanpHOM mcnonHeHnn Beiicens Takke NEMOHCTPUPYET MPOCTOTY W SICHOCTH, UCTIONHSS CBOU
HapOJHBIE TIECHU B Tpeesiax CBOETO €CTECTBEHHOTO BOKAJIBHOTO Iuama3oHa 0e3 mpeysenuueHui. Kak u B
MEJIOJUHN, PUTME, MOJAIBLHOW CTPYKType H HUrpe Ha OariaMe, KOHIETIMH MPOCTOTHl U SCHOCTH
MPOCJICKUBAIOTCS W B €ro0 BOKaJIbHOW WHTEpIpPEeTald. ODTOT OTKa3 OT IOKa3HOH TeaTpalibHOCTH |
MpeyBeIMUeHNH, MOJ00HO paHee OOCYXIABIIMMCS DJIEMEHTaM, HAlpaBJIeH Ha TO, YTOOBI BBIABHHYTH Ha
MEepBBIA IJIaH CMBICI M 3MOLMOHAJIBHOE COJAEpKAHHE TEKCTa, a HE TEXHMYECKOE MacTepCTBO WM
BUPTYO3HOCTb.

[TomyueHHble pe3ynbTaThl HOKA3bIBAIOT, UTO AIUK Belicenb cOYMHAN CBOM HApOAHBIE MECHHU Yepe3
NPU3MY HPOCTOTHI, XapaKTEPHU3YIOMEHCs] My3bIKAIbHOH JIAKOHUYHOCTBIO U TIOBTOPSIIOIIUMHUCS CTPYKTYPaMH.
CrenoBarenbHO, TMOCTPOCHUE €r0 MENOAWH B JMana3oHe, HE INPEBBIIIAIONIEM OKTaBy, Ipeodiajiaroliee
UCIIOJIb30BaHHUE IBYX MAKAMHBIX CTPYKTYp, IPUMEHEHHE HUCXOAALINX MEIOANYECKUX MIPOTPECCU], a TaKKe
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MIOCJIEI0BATENFHOE UCIIOIB30BAHHIE TIOBTOPEHUH M MOCJIEAOBATEILHOCTEH KaK B MENOANIECKUX MOTHBAX, TaK
¥ B PUTMHUYECKHUX ITATTEPHAX COOTHOCSTCS ¢ (pyHIaMeHTanbHOH ¢uinocopueldl MUHUMAIUCTCKON 3CTETHKH.
Kpome Toro, HempuTA3aTEeIbHBIN CTHIb MCIOJIHEHHS W TEXHHKA, HaOII0JaeMble Kak B €ro Urpe Ha Oariame,
Tak ¥ B BOKAJHHOM HCIIOJHEHWH, YKPEIULTIOT 3Ty CBS3b. TakuMm oOpa3oM, My3sika Amuka Beiicens
MPEICTaBIsIeT CO00H OMHO W3 HamboJee 3HAYMMBIX TIPOSBICHUN «IPOCTOTH» B aHATOIHMHUCKOW HApOIHOU
MY3bIKE — pacCMaTpUBAacMOH HE KaK TEXHHYECKOE OrpaHMYCHHE, a KaK HAMEPEHHBIH M OCO3HAHHBIH
ICTETHYECKUI BBIOOp. OCTETHYECKHE OCOOCHHOCTH, HaOJrolacMble B TBOpuecTBe Alnmka Beficens
Hlartuporiy, Takke COIJACYIOTCS C OJHOM M3 (YHIAMEHTAJbHBIX XapaKTEPUCTHK TPAIMIHUH TYPELUKOW
HapOJHON MYy3BIKH: aKIIEHTOM Ha BepOaJIbHOM BBIPaXXEHUU. B 7TOM OTHOLLICHUU JJAHHOE UCCIIEJOBAaHUE BHOCUT
BKJIaJl B IEpPEOlleHKy Becens kak HapOAHOTO I03Ta, NMPOJODKUBIIETO MABHIOK TPAIUIMIO, TaK U Kak
MY3BIKaHTa, KOTOPbIM HHTYUTUBHO U BOCIIPHHUMAEMO BOILIOTHJI 3CTETHUYECKYIO [IEHHOCTh IIPOCTOTHI B CBOMX
MPOU3BEICHUSIX.

KuiroueBbie cioBa: My3bikoBeneHue, Amuk Becenp [llatuporiy, MUHEManu3M, 3CTETUKA MY3bIKU U
BOCIIPHUSTHE.
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Yapilandirilmis Ozet:

Asik Veysel miizigini, Anadolu’nun toplumsal hafizasinda yer etmis bir yallik ve sadelik ornegi
olarak Bat1 miizik sanatindaki minimalizm estetikle iliskilendirilen bu ¢alisma, Asik Veysel’in eserlerindeki
yalinlik, sadelik ve 6ziin 6n plana ¢ikt181 estetik yaklagimi analiz etmeyi amaglamaktadir. Calismada kullanilan
minimalist miizik perspektifinde, minimalizm; belirli bir donem ve cografyaya 6zgii kapali bir kategori olarak
degil; yalinlik, tekrar, sinirli miizikal malzeme ve algisal yogunlagma iizerinden isleyen bir estetik tutum olarak
ele alinmaktadir. Bu yaklasim, anakronik bir 6zdeslestirmeden ziyade, farkl kiiltiirel ve tarihsel baglamlarda
benzer estetik sezgilerin nasil ortaya ¢ikabildigini anlamaya ydnelik analitik bir ¢er¢eve sunmaktadir. Bu
yontem, halk miizigi ¢aligmalarinda yerel estetik deneyimlerin ¢agdas miizik estetigi tartigsmalariyla
iligkilendirilmesine imkén tantyan disiplinlerarasi bir okuma Onerisi olarak degerlendirilmelidir.

Calismada minimalizm, belirli bir cografyaya 6zgii kapali bir kategori yerine; yalinlik, tekrar ve sinirh
miizikal malzeme iizerinden isleyen evrensel bir estetik tutum olarak ele alinmistir. Asik Veysel’in eserleri;
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makamsal yapi, ritmik orgililer ve Oriintiiler, ses genisligi, icra teknikleri ve sozel igerik analizi iizerinden
disiplinlerarasi bir perspektifle incelenmistir.

Anadolu’nun halk miiziginde ise yalinlik, sadelik, tekrara dayali bicimsel yapilar 6zellikle ozanlarin
eserlerinde, s6z ve melodinin dogrudanligy, igtenligi, basit ritmik yapilar ve bunlarin tekrari, motif sekvensleri
ve gereksiz siislemelerden uzak durusuyla kendini gosterir. Asik Veysel’in kiigiik yasta gozlerini kaybetmesi
sonucu g¢evreyle etkilesimini ve ¢evreyi algilarini diger duyu organlar ile yapilandirmast O’nu yalinliga
stiriikleyen bir faktor olarak degerlendirilebilir. Veysel i¢in nesne, gorsel niteliklerinden ziyade; isitsel,
dokunsal ve sezgisel boyutlariyla ortaya ¢ikar. Birgok nesneyi Oyle igsellestirmistir ki onlart metafor olarak
kullanabilecek duruma kadar gelmistir.

Asik Veysel’in tiirkiileri makamsal olarak incelendiginde gorece Hiiseyni ve Ussak makamlarmin
yogun kullanildig1 goriilmektedir. Ayrica, sanat¢inin miizikli icralarinda sik sik “inici kalip yliriiyiis”lere yer
verdigi goriiliir ki, bu sekilde elde edilen koyu ve karamsar miiziksel hava, ¢ogunlukla sdzel igerigin anlamini
kuvvetlendirmek amacina hizmet etmektedir (Tutu, 2008: 500). Coskun El¢i’ye (2013: 51) gore Asik Veysel
eserlerinde siirlerinin ilk misrasin1 gérece daha tiz seslerden baslatip sonraki misralarda dizi seslerini sirall
kullanarak karar sesine ulagmakta ve ezgiyi sonlandirmaktadir. Bu durum sézlerdeki duygu veya diisiincenin
izler kitle tarafindan daha yogun hissedilmesini saglamaktadir ve bunun sonucu olarak miiziksel yapi ile
sOzlerin anlami arasinda bir estetik uyum ve tamamlayicilik olusarak, miiziksel ifade ile semantik igerik
arasindaki iligkinin girift yapisini destekler.

Asik Veysel’in tiirkiileri incelendiginde birkag oktavi asan tiirkii disinda genellikle ses genisligi
acisindan 8 ses araligmin kullanilmasi, minimalizm agisindan miizikal malzemenin bilingli bigimde
sinirlandirilmasi olarak yorumlanabilir. Asik Veysel’in miizigini minimalist yaklasimda okumada ortaya ¢ikan
en 6nemli unsurlardan birisi olan tekrar hem ezgisel motif ve ciimle hem de ritmik olarak karsimiza ¢ikar.
Veysel’in tiirkiilerindeki tekrarlar aynt motif ve climlelerin tekrart yaninda Tiirk halk miizigi kiiltiirii i¢erisinde
yer alan sekvens/sekilemelerle de kendisini gostermektedir. Tekrarlar hem ezgisel yap1 hem de ritmik yapinin
tekrar1 olarak goriilmektedir.

Asik Veysel’in tiirkiileri incelendiginde eserlerinde cogunlukla basit usuller kullanmistir. Bu usuller
igerisinde sik¢a goriilen basit ve tekrar eden ritmik yapilar, minimalist estetik baglaminda degerlendirildiginde
onemli bir ifade bi¢imi olarak yorumlanabilir. Veysel’in sade ritmik orgiisii, miizigin yapisal karmasikligini
azaltarak dinleyicinin dikkatini sdzlerin anlamina ve duygusal igerigine yoneltir. Ezgisel yapida inicilik
kavraminda oldugu gibi usul yapisinda ve ritmik gesitlilikteki basit yapilar sdzel figiirlerin 6n plana ¢ikmasini
saglamaktadir.

Saz icrasinda da sadeligi 6n plana alan Asik Veysel’in akort sistemi, kadim bir gegmisten gelmesine
ragmen Veysel Diizeni olarak literatiire girmistir. Asik Veysel’in baglama icrasinda da virtiiozite geri planda
kalmakta, sesin tagidigi anlam ve duygu 6n plana ¢ikmaktadir. Bu yoniiyle yalinlik, teknik bir smirliliktan
ziyade estetik bir tercihe doniismektedir.

Asik Veysel’in miizigine yanstyan tekrar yaklasimu siirlerinde de kendisini gostermistir. Asik Veysel
tekrar grubu olarak tercih ettigi kelimeleri oldugu gibi tiirkiilerine yansidig1 eserleri yaninda bazi tiirkiilerinde
ise siirde tekrart olmayan kelimeleri miizik biitiinliigii agisindan tekrarlanmistir.

Vokal icrada da sadelik ve yalinlik sunan Veysel tiirkiilerini kendi ses alan1 igerisinde abartisiz bir
sekilde icra etmektedir. Ezgi, ritm, makamsal yap1 ve baglama icrasinda oldugu gibi sadelik ve yalinlik
kavramlari vokal icrada da kendini gostermektedir. Bu gosteristen ve abartidan uzak kalma yaklasimi yukarida
aciklamalar1 yapilan diger durumlardaki gibi, teknik gdsteris ya da virtidziteden ziyade soziin anlamini ve
duygusal igerigini 6n plana ¢ikarmak yoniindedir.

Yapilan incelemeler sonucunda Asik Veysel’in tiirkiilerini, miizikal simrlilikla ve tekrara dayali
yapilarla yalm bir sekilde tirettigi goriilmiistiir. Sonug olarak Asik Veysel tiirkiilerindeki ses araligmin oktavi
asmayacak sekilde yapilanmasi, cogunlukla iki makamsal yapinin kullanimyi, inici kalip yiiriiyiisleri, hem ezgi
motiflerinde hem de ritmik orgiiler ve Oriiniitiilerde goriilen siirekli tekrarlar ve sekilemelerin (sekvens),
kullanimi, baglama icras1 ve vokal lislubundaki gosteristen uzak tavir ve teknik kullanilmi minimalist estetigin
temel felsefesiyle ortiismektedir. Dolayisiyla Asik Veysel’in miizigi, teknik bir kisithliktan ziyade bilingli bir
estetik tercih olan "yalmligm" Anadolu halk miizigindeki en giiglii tezahiirlerinden biridir. Asik Veysel’de
okudugumuz estetik durumlar Tiirk halk miizigi geleneginin dnemli 6zelliklerinden birisi olan sozel ifadenin
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vurgulanmasi gergevesiyle de uyumludur. Bu yoniiyle calisma, Asik Veysel’i hem ge¢misten gelen gelenegi
stirdiiren bir halk ozan1 hem de yalinligin estetik degerini algisal ve sezgisel diizeyde eserlerine naks etmis bir
miizik insan1 olarak yeniden degerlendirmeye katki saglamaktadir.

Anahtar Kelimeler: Miizikoloji, Asik Veysel Satiroglu, Minimalizm, Miizik Estetigi, Alg1.
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The Aesthetics of Simplicity: Reading Asik Veysel Satiroglu from a Minimalist Music
Perspective

Introduction

Music aesthetics is an interdisciplinary philosophical research field that examines the
ontological status of music, its modes of meaning making, its capacity for emotional representation
and its aesthetic value criteria as well as the problem of beauty in music (Say, 2010 s. 19; Hanslick,
1854/1986; Meyer, 1956; Kivy, 1980). More broadly, music aesthetics is an interdisciplinary field
that considers music not only as an auditory form of art, but also in an ontological, meaningful and
emotional way. Music aesthetics include the organized positions of sounds for varying durations as
well as the semiotic approaches to music's production and consumption as a form of existence and
the responses that express these approaches. Music aesthetics also determines how the music creates
meaning, how it represents the emotions and in what way a musical piece is considered aesthetically
valuable or beautiful. In this respect, music aesthetics is a field evaluated not only by musical
techniques and formal elements, but also by the perspective of meaning, perception, experience and
aesthetic value.

Music, being a multilayered field, has various approaches to its aesthetic perspective. In
musical art, the aesthetic of simplicity, characterized by an approach devoid of excessive
ornamentation and emphasizing essence and simplicity, has shown itself in Western musical art
through the minimalism movement and in the ancient folk music tradition of Anatolia in its own
unique form. Minimalism in art was found at the end of 1960’s in New York and in technical
literature was named Minimalist art, ABC art or reductionist art (Inan and Yicetoker, 2014).
Minimalism, beyond being a musical movement belonging to a specific historical period, represents
an aesthetic understanding that operates through simplicity and repetition. In minimalist music,
limited material is emphasized instead of complexity and continuity, concentration takes precedence
over dramatic development (Reich, 2002). The minimalist music aesthetic is characterized by the
long-term use of limited musical material, repetitive structures and the spreading of small changes
over time. In this approach, aesthetic value is based on catharsis being established solely on the
audience experience (Babadag, 2016; Reich, 2002).

In Anatolian folk music, simplicity, straightforwardness and repetitive formal structures are
particularly evident in the works of bards, characterized by the sincerity of the words and melody,
simple rhythmic structures and their repetition, motif sequences, and a lack of unnecessary
ornamentation. As Guliyeva emphasizes, the effect achieved in minimalism through the
simplification of melodic and rhythmic structures carries the essence of the minstrel tradition into a
modern narrative form (Guliyeva, 2019). From this perspective, it is seen that Asik Veysel uses
similar structures in his art.
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Problem Statement

The lack of any prior interpretation of Asik Veysel’s music from the perspective of
minimalist aesthetics constitutes the central problem of this study. This situation indicates that
Veysel’s musical aesthetics have not been sufficiently explored or discussed within a theoretical
framework. In light of this, the primary research question has been formulated as follows:

How can Asik Veysel’s folk songs be interpreted through the lens of minimalist musical
aesthetics?

Purpose and Significance of the Research

In the literature, Asik Veysel Satiroglu has predominantly been examined within the tradition
of Anatolian folk music through biographical, folkloric, literary, and cultural perspectives.
Consequently, investigations of his musical aesthetics through contemporary aesthetic theories
remain limited. By discussing how elements such as simplicity, repetition, the use of limited musical
material, sequencing, and perceptual concentration function within Asik Veysel’s musical
production, this study aims to offer an interdisciplinary perspective to folk music studies. Rather than
identifying Asik Veysel with the Western-centered minimalist music movement, the study seeks to
demonstrate how similar aesthetic intuitions may emerge independently in different cultural contexts.
Furthermore, it aims to contribute to the literature on musical aesthetics by revealing analogies
between minimalist aesthetics and traditional musical practices.

Based on these considerations, the hypothesis of the study is formulated as follows: The
simplicity, repetition, and use of sequences observed in Asik Veysel’s musical production can be
interpreted through the perspective of minimalist musical aesthetics. Functioning both as aesthetic
preferences and structural devices, these characteristics exhibit features that support perceptual
concentration. Although Asik Veysel’s musical production demonstrates similarities to the historical
minimalist movement, it developed independently as a manifestation of the folk music tradition.

Assumptions

Although minimalism is a musical movement associated with a particular historical period,
it can also be employed as an analytical aesthetic perspective.

Structural features such as repetition, simplicity, variation, and sequencing can be observed
in Asik Veysel’s musical production.

Perceptual experiences may play a determining role in the formation of musical aesthetics.

The theoretical perspectives associated with minimalist musical aesthetics can be applied to
the analysis of traditional folk music works.

Limitations

This study is limited to an interpretation of Asik Veysel’s musical production from the
perspective of minimalist aesthetics. The research is further restricted to the selected works of Asik
Veysel and the theoretical framework employed. Moreover, the study does not aim to classify Asik
Veysel as a composer belonging to the minimalist music movement.

Method

This study was designed within the framework of a qualitative research approach and
employs descriptive analysis informed by phenomenological perception theory and approaches to
musical aesthetics. According to Cropley (2002), phenomenological research focuses on experiences
and phenomena that individuals are aware of but have not yet examined in a systematic and in-depth
manner (Biyiikoztirk et al., 2008, p. 20). Berg argues that a phenomenologically oriented researcher
seeks to reveal or capture the essence of a narrative. This approach provides a means of exploring
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practical understandings of meanings and actions (Berg, 2001, p. 239). The phenomenological
approach, which emphasizes subjective experience and the study of consciousness (Sart, 2017, p.
70), the phenomenological approach aims to examine individuals’ subjective experiences, meaning-
making practices, and socio-cultural contexts in depth. Therefore, it demonstrates methodological
compatibility with the theoretical framework and research objectives of the present study.

According to phenomenological theories of perception, perception is directly related to
embodiment and lived experience. Merleau-Ponty (2012) emphasizes that perception is not a
mechanism that passively reflects the world but rather an active process through which the world is
constituted. The absence of vision may transform aesthetic experience by strengthening the auditory
and bodily dimensions of perception. In this respect, minimalist aesthetics is closely associated with
the concepts of perceptual concentration, inwardness, and heightened experiential awareness.

Findings and Interpretation

"Minstrels are the representatives of masters of the instrument and the word that, from
ancient times to the present day through magam, discourse and music, transmit emotions, thoughts,
and perceptions regarding the universe and humanity, especially through an oral tradition (Giiray and
Tekin 2024, p. 125)." Undoubtedly, Asik Veysel is one of the most important representatives of this
tradition. Having composed dozens of works that reflect both continuation of the tradition and
through his internal cognitions, Asik Veysel was blinded at an early age. As a result of the blindness,
he conceptualized his interaction with the environment and his perception of the environment through
his other senses. This condition can be evaluated as a factor driving him towards simplicity. The
capacity to adapt flexibly to the environmental and bodily conditions (for instance, the expansion of
the auditory cortex in the brains of visually impaired individuals) demonstrates a bio-psycho-
socioplastic structure, where human physiology, psychology and even social world mimic this
characteristic of the brain (Ceylan 2012, p. 97). Referring to the widespread views that the senses of
smell, touch and hearing are heightened to compensate for visual loss; Noe associates this situation
with the actional and bodily structure of perception, rather than a simple "biological compensation"
mechanism. Noe defines perception as a process of sensory data collection and an active form of
relationship between the organism and the environment (2004). Therefore, individuals experiencing
visual loss structure their interaction with the environment and their perception of the environment
through the readiness of other sensory organs. Asik Veysel's loss of sight during childhood brought
a decisive transformation in his perceptual world. According to Protagoras (482411 BC), "In
sensation and perception, however the object is perceived, sensation or perception reports it as such”
(Kilig 2021, p. 3). As can be understood from this statement, perception constructs the external world
within the framework of the sensory capacities possessed by the subject, as opposed to a direct and
unmediated reflection. Everything that Veysel experienced, such as what he initially saw, followed
by what he listened to and perceived, are restructured in accordance with the aesthetic acceptances
of society and shaped by an aesthetic understanding unique to Veysel (Cetin 2015, p. 77). Having
lost his sight, Asik Veysel found solace for this punishment inflicted upon him by fate not by looking
at the world with a vile eye, but with an eye of meaning and wisdom (Banarli 1989, p. 37). For
Veysel, the object emerges itself through auditory, tactile, and intuitive dimensions rather than visual
qualities. Hence, the objects in his world are perceived as they are through sound, contact, vibration,
and internal experience, rather than visual descriptions. This situation indicates that Veysel perceived
the object within a different layer of reality. While maintaining his existence as an aesthetic subject,
the artist reshapes the object he perceives with an aesthetic consciousness and renders the object,
which he has shaped in his own way, into a form that others outside themselves will also find pleasing
(Cetin 2015, p. 79). As a matter of fact, Bakiler (1989, p. 174) used the following expression for
Veysel: "With his poems and inner world, he is a poet colorful enough to amaze people. Although
he could not hold a pencil and his eyes could not see a single letter, he is one of our wise minstrels
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who attracted the attention of all our literary figures through his poems and folk songs." Asik Veysel
internalized numerous objects to such an extent that he made them available to be used as metaphors.

As Kiikrer emphasizes in his work, minimalism is not merely an aesthetic preference but also
an expression of a search for a meaningful life. Minimalist practices encourage the pursuit of essence
and simplicity in an individual's artistic production as much as in their own life (Kiikrer, 2021). It is
crucial to refer to Western aesthetic theories while simultaneously engaging with the Anatolian sense
of aesthetics, in order to interpret prominent representational outcomes (Karkin 2017, p. 21). In this
context, Asik Veysel’s music can be associated with minimalist aesthetics as an example of plainness
and simplicity embedded within the collective memory of Anatolia. Exemplifying a similar
relationship in Azerbaijani piano music, Guliyeva emphasizes that the genre characteristics of
minstrel creativity merge with minimalism in the piano works of Azerbaijani composers (Guliyeva,
2019). Specifically, she states that utilizing the melodic, intonational, and rhythmic features of the
"dastan" form in piano pieces through simplification enables the integration of the minstrel tradition's
plain narrative with modern musical techniques. The minimalist music approach utilized in this study
is considered as an aesthetic attitude that operates through simplicity, repetition, limited musical
material, and perceptual intensification. Rather than an anachronistic identification, this approach
provides an analytical framework for understanding how similar aesthetic intuitions can arise within
different cultural and historical contexts. Therefore, the concept of minimalism has been used as an
explanatory and comparative aesthetic tool, and Asik Veysel’s production of folk songs has not been
concidered according to the Western-based classification of composition. This method should be
evaluated as an interdisciplinary reading proposal that allows local aesthetic experiences in folk
music studies to be correlated with contemporary discussions on musical aesthetics.

“Asik Veysel was undoubtedly a valuable folk minstrel. There is an aspect that distinguishes
him from classical minstrels at a certain point: He did not adhere to the measures and formulas of
traditional minstrel style music. He also gained fame as a folk music artist who demonstrated mastery
in reflecting the subtlety in his deyis (sayings/lyrics) through strings and transferring it into melody
with a tiirkii (folk song) aesthetic that reveals the vitality of a folk music taste” (Ataman cit. Ozdemir,
2010, p. 215). When Asik Veysel’s folk songs are analyzed maqamly, it is observed that Hiiseyni
and Ussak maqgams are used relatively intensely. “The hiiseyni magam, which is unifier in the
common taste and emotions of the society, is a maqam scale around which the public, even those
who have not received any musical education, can vocalize harmoniously together and much more
easily compared to other magams; hence, uniting more easily around these tones and the works
formed by them” (Kinik, 2011, p. 468). In addition to these magam, Tutu also expresses relations
with the Muhayyer and Gerdaniye maqams. These maqam structures, which are used in folk music
in an identical way to the mentioned maqam structures, have been effective on the listener because
they are the most widely used form of folk music repertoire. In addition, it is observed that the artist
frequently includes "descending formulaic progressions" in his musical performances; the dark and
pessimistic musical atmosphere obtained in this manner mostly serves the purpose of reinforcing the
meaning of the verbal content (Tutu, 2008, p. 500). According to Coskun El¢i (2013, p. 51), Asik
Veysel starts the first line of his poems from relatively higher pitches in his works, uses the scale
degrees sequentially in the following lines, reaches the tonic (karar sesi) and concludes the melody.
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Note 1. Ben Gidersem Sazim Sen Kal Diinyada (TRT Notation Archive, No: 3065).

When the folk song titled Ben Gidersem Sazim Sen Kal Diinyada, a section of which is
provided in Note 1, is analyzed, it is observed that the vocal melody begins from a high pitch and
descends toward the tonic (karar sesi). In addition, it is seen that the first three lines where the lyrics
begin are produced with musically similar variations, whereas melodic changes occur in the final
line. This structure can be evaluated as a performance practice that demonstrates the relationship
between narrative tension and resolution, in addition to establishing a melodic organization.

Repetition, which stands out as one of the most significant elements in reading Asik Veysel’s
folk songs through a minimalist approach, manifests itself both in melodic motifs and musical
sentence structures, as well as in rhythmic diversity. One of the examples reflecting this situation is
provided in Note 2 as the folk song Kul Olayim Kalem Tutan Ellere.
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Note 2. Kul Olayim Kalem Tutan Ellere Folk Song (TRT Repertory No: 1735).

When the folk song titled Kul Olayim Kalem Tutan Ellere, a section of which is provided
in Note 2, is analyzed, it is observed that, just as in Note 1, the first three lines where the lyrics
begin are produced with musically similar variations, whereas melodic changes occur in the final
line.

This structure reflects the approach of formulaic production that frequently encountered in
the minstrelsy tradition. The repetitions and minor variations utilized in the folk song function as an
aesthetic strategy that supports the perceptual continuity of the listener, in addition to producing a
structural simplicity. The melodic change in the final line, encountered in both note examples,
increases the concentration of attention and clarifies the performative narrative as a breaking of the
repetitive melodic structure in the first three staff. In this context, the melodic structure aligns with
the understanding found in minimalist aesthetic's approach of reproducing limited musical material
through minor variations. The repetitions within the plainness and simple core melodic structures
that forms the essence of the minimalist aesthetic perspective, also manifest themselves in Veysel's
work. Repetitions in Veysel’s folk songs are not only utilized as the recurrence of the same motifs
and sentences but also appear in the form of sequences. These repetitions produce perceptual
continuity and aesthetic intensification, rather than melodic development within Turkish folk music
culture.
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When Asik Veysel’s folk songs are examined, it is observed that his works are relatively in
simple meters of 2 and 4 beats (Demirge Altintas 2024; Giindiiz and Bulut 2005; Ozdemir 2010;
Coskun El¢i 2013). Alongside these meters, there are structures consisting of 5/8, 8/8, 7/8, and 9/8
meters, as well as variable mixed meters. Even within the simple meters he utilized, he employed
rhythmic structures in a highly plain and repetitive manner. One of the examples reflecting this
situation is provided in Note 3 as the folk song Dost Dost Diye Hayalina Yeldigim, and the other is
given in Note 4 as the folk song Seherde Aglayan Biilbiil.

TRT MUZIK DAIRESI YAYINLARI DERLEYEN:
THM REPERTUAR SIRA NO: 440 Muzaffer SARISOZEN
2. INCELEME TARIHI: 09.01.2020
. . e DERLEME TARIHI
Yok wsa  DOST DOST DIYE HAYALINA YELDIGIM -
o _ (YAHYALI KEREM) NOTAYA ALAN:
KIMDEN ALINDICI: Muzaffer SARISOZEN

Asik Veysel SATIROGLU

Lr ______ e P oo o ﬁ{- :
1 ﬁ E I .; l

(SAZ.
~~
A e o o0 .
(5P op @ 0 00 o @ | = - ] P — e ]
— — — 8 | ]

DOST DOST DI YE ——

Note 3. Dost Dost Diye Hayalina Yeldigim Folk Song (TRT Repertory No: 440)
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Note 4. Seherde Aglayan Biilbiil Folk Song (TRT Repertory No: 826)

When the folk songs Dost Dost Diye Hayalina Yeldigim, a section of which is provided in
Note 3, and Seherde Aglayan Biilbiil, a section of which is provided in Note 4, are examined,
repetitive rhythmic structures manifest themselves. The simple and repetitive rhythmic structures,
which are frequently observed in Asik Veysel’s music, can be interpreted as a significant form of
expression when evaluated within the context of minimalist aesthetics. In minimalism, the primary
objective is to utilize limited musical material through the principles of repetition, continuity and
simplicity; rather than utilizing complex structures. From this perspective, Veysel’s plain rhythmic
texture reduces the structural complexity of the music, thereby directing the listeners’ attention
toward the meaning and emotional content of the lyrics. Just as in the concept of descendance within
the melodic structure, the simple formations in the metrical structure (usul) and rhythmic diversity
enable the verbal figures to come to the fore.
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Note 5. Cigdem Derki Ben Alayim Folk Song (TRT Repertory No: 297)

When the folk song Cigdem Derki Ben Alayim in Note 5 is analyzed, it is observed that the
core motif'is reproduced from a lower pitch through sequence. These repetitions manifest themselves
in the rhythmic organization just as they are observed on the melodic plane. Thus, the limited musical
material is continuously restructured through minor changes. The rhythmic structure observed in the
second musical sentence was constructed as a manifestation of the first sentence's rhythmic
organization on different tones. The repeating rhythmic and melodic patterns are significant in terms
of maintaining the perceptual continuity of the listener and producing a temporal intensification by
keeping the listener within a certain auditory space. When this situation is interpreted from a
minimalist aesthetic perspective, contexts of continuity and perceptual deepening emerge rather than
musical progression.

When Asik Veysel’s folk songs are examined, it is observed that, except for a few songs that
exceed the octave, he generally preferred a compass of 8 notes degrees (Demirge Altintasg, 2024: 660-
661; Giindiiz and Bulut 2005; Ozdemir 2010; Coskun Elgi, 2013). The utilization of a vocal range
narrower than an octave in the songs can be interpreted as a conscious limitation of musical material
from the standpoint of minimalism.
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Note 6. Gelmez Yola Gidiyorum (http://www.aydinbazin.com/gelmezyolagidiyorum.html
Date of Access: 01.06.2026)
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Note 7. Giizelligin On Para Etmez (TRT Repertory No: 3070)

The folk song titled Gelmez Yola Gidiyorum, a section of which is provided in Note 6,
consists of five tones. As in many of his other works, motif repetition is utilized through sequence,
particularly within the refrain melody. When the Asik Veysel folk song Giizelligin On Para Etmez,
a section of which is provided in Note 7, is analyzed, it is observed that the pitch range is within an
octave. In minimalist aesthetics, the objective is to create an intense expression through repetition
and simplicity within a limited sound field, rather than through broad melodic movements. In

Turkish Studies, Language and Literature, 21(O1)



Yalinligin Estetigi: Asik Veysel’i Minimalist Miizik Perspektifinde Okumak

713

addition, the folk song consists of eight bars. In this context, the relatively narrow sound range
reduces the melodic diversity, enabling a greater focus on the rhythmic flow of the music, the

meaning of the lyrics and the overall atmosphere.

Repetition and variations, one of concepts within the minimalist music approach, not only
appears small structures within a single folk song in Asik Veysel’s folk songs but also it is the case
that similar variations are utilized across different folk songs. Examples regarding this explanation
are provided below as Note 8 Derdimi Dékersem Derin Dereye, Note 9 Anlatmam Derdimi Dertsiz
Insana, Note 10 Bir Ulu Agagtan Bir Yaprak Diisse, and Note 11 Uzun Ince Bir Yoldaym.
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Note 9. Anlatmam Derdimi Dertsiz insana (TRT Repertory No: 3061)
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Note 10. Bir Ulu Agactan Bir Yaprak Diigse (TRT Repertory No: 3062)
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Note 11. Uzun Ince Bir Yoldayim (TRT Repertory No: 2973)

The motif found in the third and fourth bars of the folk song Derdimi Ddkersem Derin
Dereye, a section of which is provided in Note 8, repeats itself in the seventh and eighth bars of the
folk song Anlatmam Derdimi Dertsiz Insana (Note 9), in the third bar of Bir Ulu Agactan Bir Yaprak
Diisse (Note 10), and in the second and fourth bars of Uzun ince Bir Yoldayim (Note 11). The
recurrence of identical melodic cores with minor variations across different works creates a
perceptual continuity for the listener, while simultaneously contributing to the preservation of
musical memory and recognition. “One of the most significant characteristics of Veysel is that he
establishes works by slightly expanding or narrowing down the simple motifs he discovers, with the
influence of the lyrics. Therefore, it is natural for numerous variant melodies (¢atal ezgi) to emerge
within a work” (Giildas 1993: 157). The re-signification of repetitive melodic structures within
different contexts alongside the lyrics can be interpreted as a mutual reinforcement between musical
expression and semantic content. Therefore, repetition transforms beyond being a mere formal
element into an aesthetic strategy that intensifies the listeners’ perception of emotions and thoughts.

Emphasizing simplicity through his saz (baglama) performance as well, Asik Veysel’s tuning
system entered the literature as the Veysel open-string tuning (Veysel Diizeni), despite originating
from an ancient past. Ozdemir interprets this situation as "Due to Veysel's ability to reach wider
audiences and his greater fame, the Baglama Open-string tuning (Baglama Diizeni) became known,
loved and identified with him." Veysel integrated so deeply with the baglama tuning and possessed
such a beautiful style that even if he struck a single bar of plectrum (tezene) without playing any
melody, we could understand that it was him playing (2010: 182). An artist's power of existence, the
impact they leave, the duration of their influence, and the significance they gain are proportional to
their power of interpretation (Uslu, 2023: 1745). In Asik Veysel’s baglama performance, virtuosity
remains in the background, while the meaning and emotion carried by the voice come to the fore. In
this respect, plainness transforms to an aesthetic preference rather than a technical limitation.

Asik Veysel, who drew his inspiration from the True (Hak), nourished his instrument and
discourse from the environment he was born and raised in, and blended them in accordance with the
spirit of that environment, with all his emotions entirely smelling of Anatolia (Sen, 2024, p. 70)
harmoniously combined our traditional values with modern values, making his poems literary texts
suitable for consideration and examination through modern methods (Duymaz, 2002, p. 6). “Despite
using a plain and simple language in his poems, his words are always profound. He is illiterate, but
you can find libraries worth of knowledge in his poetry. His eyes cannot see, but he perceives humans
and nature just like seeing eyes, and even beyond. To understand his poems, one must think beyond
the words” (Kaplan, 2012, p. 6). The approach of repetition reflected in Asik Veysel’s music also
manifests itself in his poetry. In the master's thesis titled ‘Examination of Veysel's poems in terms of
syntax’ conducted by Geng (2021, p. 83); repetition groups, used as phrases to emphasize elements
within a sentence, were examined, and an insignificant number (249 units) of repetition groups were
identified compared to other word groups. In addition to the works where Asik Veysel reflected the
words he preferred as repetition groups directly into his folk songs, in some of his folk songs, words
that did not repeat in the poetry were repeated in terms of musical integrity.
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The final section in which we will evaluate Asik Veysel’s music is the vocal performance.
Presenting plainness and simplicity in vocal performance as well, Veysel performs his folk songs
within his vocal range without exaggeration. “Asik Veysel’s way of singing folk songs is unique to
him. He had a pure, clear, simple, bruised, and poignant way of singing that vocalized folk songs
articulately, making the real meanings and effects of the words understandable. A style of singing
that is overly shrill, shouting, artificial, or swallowing the lyrics within a verbal clutter is not observed
in him” (Arisoy, 1974, p. 6925; Ozdemir 2010, p. 176). Just as in melody, rhythm, maqam structure
and baglama performance, the concepts of simplicity and plainness manifest themselves in vocal
performance as well. This approach of remaining distant from ostentation and exaggeration, as in the
other cases explained above, is directed toward bringing the meaning and emotional content of the
lyrics to the fore, rather than technical showmanship or virtuosity.

Conclusion

This study investigates the folk songs of Asik Veysel through the lens of the aesthetics of
simplicity and the theoretical framework of minimalist music. It explores how simplicity and
repetition function as deliberate aesthetic strategies within the magam structures, vocal range,
melodic contours, and rhythmic patterns of his compositions. Veysel’s visual impairment, acquired
during early childhood, is interpreted as a formative element that intensified perceptual focus and
contributed to the distinctive character of his musical expression. Drawing upon an
ethnomusicological perspective, the study offers an interdisciplinary contribution to folk music
scholarship by examining the interrelationship between biographical experience, perception, and
aesthetic orientation. In doing so, it highlights the ways in which personal experience and sensory
perception shape artistic production and aesthetic preference within the context of Turkish folk
music.

The perceptual transformation resulting from the absence of visual orientation, together with
Asik Veysel’s internalization of the structural traditions of the Anatolian musical culture with its
deep historical roots, shaped his musical aesthetics. As a consequence, he produced his works
through a philosophy of repetition and simplicity, avoiding unnecessary ornamentation in melodic,
rhythmic, and verbal expression. This approach parallels the minimalist aesthetic preference for
achieving profound, simple, yet intense expression through a limited amount of material. Asik Veysel
composed his folk songs within a relatively narrow vocal range, generally framed by the Hiiseyni
maqam and simple rhythmic structures (usul). Examination of the melodic structures of these songs
reveals a preference for the use of core motivic patterns developed through sequencing and repetition
rather than extensive melodic development. A similar tendency can also be observed in the rhythmic
structures employed within his preferred usul patterns. These rhythmic designs are characterized by
both simplicity and recurring configurations that reappear throughout successive measures. In the
verbal dimension of his works, Veysel frequently employs repetitive words and expressions. When
considered holistically, these compositional and performative approaches evoke the minimalist
understanding of process, simplicity, and repetition. Furthermore, this aesthetic and traditional
perspective may be interpreted as an aesthetic strategy and a form of aesthetic intensification that
supports the listener’s perceptual continuity. Another manifestation of simplicity and concentration
in Veysel’s artistic practice can be observed in his baglama performance accompanying the vocal
rendition of his folk songs. The aesthetic qualities identified in Asik Veysel’s music are also
consistent with one of the defining characteristics of the Turkish folk music tradition: the
prioritization of verbal expression. In this regard, the reduction of musical complexity serves not as
a limitation but as a means of directing the listener’s attention toward the semantic, expressive, and
emotional dimensions of the text.

In this regard, the study contributes to a re-evaluation of Asik Veysel as both a minstrel
(ozan) who sustained past traditions and a musician who inscribed the aesthetic value of simplicity
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into his works at a perceptual and intuitive level. Ultimately, while Asik Veysel is not a minimalist
composer, he possesses minimalist aesthetic intuitions.
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Giris

Miizik estetigi, miizigin ontolojik statiisiinii, anlam iiretme bi¢imlerini, duygusal temsil
kapasitesini ve estetik deger Olciitlerini, miizikte giizellik sorunsalini inceleyen/irdeleyen
disiplinleraras1 bir felsefi aragtirma alanidir (Say, 2010 s. 19; Hanslick, 1854/1986; Meyer, 1956;
Kivy, 1980). Daha genis bir ifade ile miizik estetigi, miizigin isitsel bir sanat bi¢imi yaninda
ontolojik, anlamsal ve duygusal boyutlariyla ele alinmasini 6ngéren disiplinlerarast bir alandir.
Miizik estetigi varlik bi¢imi olarak miizigin organize edilmis seslerin ¢esitli siirelerle bir araya
getirilmesi yaninda iiretiminden tiiketimine semiyotik yaklagimlarimi ifade etme yanitlarim
barindirir. Miizik estetigi, miizigin nasil anlam iirettigini, duygular1 nasil temsil ettigini ve bir miizik
eserinin hangi oOlgiitlerle estetik agidan degerli ya da giizel bulundugunu da belirler. Bu yoniiyle
miizik estetigi, miizigi teknik ve bigimsel unsurlar yaninda anlam, algi, deneyim ve estetik degerler
perspektifinde degerlendiren bir alandir.

Cok katmanli bir alan olan miizigin estetik perspektifinde c¢esitli yaklagimlar bulunmaktadir.
Miizik sanatinda yogun siislemelerden arindirilmis, 6ziin ve sadeligin 6n plana ¢iktig1 bir yaklasimin
tezahiirli olarak nitelendirilen yalinhigin estetigi; Bati miizik sanatinda minimalizm akimiyla,
Anadolu’nun kadim halk miizigi geleneginde ise kendine 6zgii bicimiyle varli§in1 gostermistir.
Sanatta minimalizm, 1960’11 yillarin sonlarinda New York’ta ortaya ¢ikmis ve teknik literatiirde
Minimalist Sanat, ABC Sanat ya da Indirgemeci Sanat olarak adlandirilmistir (Inan ve Yiicetoker
2014). Minimalizm, belirli bir tarihsel doneme ait miiziksel bir akim olmanin 6tesinde, yalinlik ve
tekrar lizerinden isleyen bir estetik anlayisi ifade etmektedir. Minimalist miizikte karmasiklik yerine
sinirli malzeme, dramatik gelisim yerine siireklilik ve yogunlasma 6n plana ¢ikmaktadir (Reich,
2002). Minimalist miizik estetigi, sinirli miizikal malzemenin uzun siireli kullanimi, tekrar eden
yapilar ve kiigiik degisimlerin zamana yayilmasiyla karakterize edilir. Bu yaklagimda estetik deger,
katharsis’in yalnizca izleyici deneyimi lizerine kurulmasina dayanir. (Babadag, 2016; Reich, 2002).

Anadolu’nun halk miiziginde ise yalinlik, sadelik, tekrara dayali bigimsel yapilar 6zellikle
ozanlarin eserlerinde, s6z ve melodinin igtenligi, basit ritmik yapilar ve bunlarin tekrari, motif
sekvens/sekilemeleri ve gereksiz silislemelerden uzak durusuyla kendini gosterir. Guliyeva'nin
vurguladigi gibi, minimalizmde melodik ve ritmik yapilarin sadelestirilmesiyle elde edilen etki, asik
geleneginin 6ziinii modern bir anlati bigimine tasir (Guliyeva, 2019). Bu perspektifte Asik Veysel
sanatinda benzer yapilar kullandig1 goriilmektedir.

Problem Durumu/ Problem Ciimlesi

Asik Veysel’in minimalist estetik agisindan hi¢ yorumlanmamis olmasi problem durumunu
yansitmaktadir. Bu durum, Asik Veysel’in miiziksel estetiginin kuramsal olarak yeterince
calisilmadigini ve dogal olarak tartisiimadigini gostermektedir. Bu durumunda ortaya ¢ikan problem
climlesi asagidaki gibi olusturulmustur.
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Asik Veysel’in tiirkiileri minimalist miizik estetigi perspektifinden nasil okunabilir?
Arastirmanin Onemi

Literatiirde Asik Veysel Satiroglu, Anadolu halk miizigi gelenegi i¢inde ¢ogunlukla
biyografik, folklorik, edebi ve kiiltiirel yonleriyle ele alinmis bir ozandir. Dolayisiyla Asik Veysel
ile ilgili miiziksel estetiginin ¢agdas estetik kuramlar aracilifiyla incelenmesi sinirli kalmigtir. Bu
arastirma, yalinlik, tekrar, sinirli miiziksel malzeme kullanimi, sekvens/sekileme kullanimi ve algisal
yogunlasma gibi unsurlarm Asik Veysel’in miiziksel iiretiminde nasil isledigini tartisarak, halk
miizigi calismalarina disiplinlerarasi1 bir perspektif sunmayi1 hedeflemektedir. Bu calisma, Asik
Veysel’i Bati merkezli minimalist miizik akimiyla 6zdeslestirmeden ziyade farkli kiiltiirel
baglamlarda benzer estetik sezgilerin nasil ortaya ¢ikabildigini géstermeyi amacglamaktadir. Bunun
yani sira, minimalist estetik ile geleneksel miizik pratikleri arasindaki anolojiyi ortaya ¢ikartarak
miizik estetigi literatiiriine katki saglamay1 amaglamaktadir.

Bu agiklamalar dogrultusunda galismanin hipotezi asagidaki gibi olusmustur. Asik Veysel’in
miiziksel liretiminde gozlenen yalinlik, tekrar ve sekvens/sekilemelerin kullanimi minimalist miizik
estetigi perspektifiyle agiklanabilir. Estetik bir tercihle islevsel olarak goriilen bu durum algisal
yogunlagsmay1 destekleyen yapisal ozellikler gostermektedir. Ozanin miiziksel {retimi, tarihsel
minimalist miizik akimina benzerlik gostersede halk miizigi geleneginin tezahiirii olarak bagimsiz
bicimde gelismistir.

Varsayimlar-Sayiltilar

Minimalizm, belirli bir tarihsel doneme ait miizik akimi olmakla birlikte, analitik bir estetik
perspektif olarak kullanilabilir.

Asik Veysel’in miiziksel iiretiminde tekrar, yalinlik, varyasyon ve sekvens/sekileme gibi
yapisal ozellikler gozlemlenebilmektedir.

Algisal deneyimler, miiziksel estetigin olusumunda belirleyici rol oynayabilmektedir.

Minimalist miizik estetigi yaklagiminda yer alan kuramsal bakig agilarinin geleneksel halk
miizigi eserlerinin analizinde kullanilabilecegi varsayilmaktadir.

Smirhhiklar

Bu arastirma, yalmzca Agsik Veysel’in  miiziksel iiretiminin minimalist estetik
perspektifinden okunmasiyla sinirlidir. Bu ¢alisma, Asik Veysel’in incelenen eserleri ve kullanilan
kuramsal cergeve ile simirhdir. Ayrica Asik Veysel’i minimalist miizik akimmimn bir besteci olarak
nitelendirmeyi ama¢ edinmemektedir.

Yontem

Bu c¢alismada, nitel arastirma yaklagimi temelinde yapilandirilmis olup fenomenolojik algi
kuram1 ve miizik estetigi yaklasimlari dogrultusunda bir betimsel analiz yapilmistir. Cropley’ye
(2002) gore olgubilim (fenomenoloji) arastirmalari, bireylerin farkinda olduklar1 ancak
derinlemesine ve sistematik bigimde anlamlandirmadiklar yasantilara ve olgulara odaklanmaktadir.
(Biiytikoztiirk vd. 2008, s. 20). Berg’e gore fenomenolojik yonelimli bir arastirmaci, bir anlatinin
0ziinii ortaya ¢ikarmaya veya yakalamaya g¢alisabilir. Bu yaklasim, anlamlarin ve eylemlerin pratik
anlayiglarim kesfetmenin bir yolunu saglar (Berg, 2001, s. 239). Oznel deneyim ve biling
calismalarina odaklanan Fenomenolojik yaklagim (Sart 2017, s. 70), bireylerin 6znel deneyimleri,
anlamlandirma pratikleri ve sosyo-kiiltiirel baglamlar1 ¢ercevesinde derinlemesine incelemeyi
amagladigindan ¢alismanin kuramsal ¢ergevesi ve arastirma amaclariyla yontemsel diizeyde uyum
gostermektedir.
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Fenomenolojik alg1 kuramina gore algi, bedenle ve deneyimle dogrudan iligkilidir. Merleau-
Ponty (2012), alginin diinyay:1 pasif bigimde yansitan bir mekanizma degil, diinyay1 kuran etkin bir
siirec oldugunu vurgular. Gérme duyusunun yoklugu, alginin isitsel ve bedensel boyutlarini
giiclendirerek estetik deneyimi doniistiirebilir. Bu baglamda minimalist estetik, algisal yogunlasma
ve igsellik kavramlariyla yakindan iliskilidir.

Bulgular ve Yorum

Asiklar makam, kelam ve miizik araciligiyla en eski devirlerden giiniimiize kadar evrene ve
insana dair duygu, diisiince ve algilayis bigimlerini 6zellikle de sozlii (sifai) bir gelenek iizerinden
aktaran saz ve s0z ustalarinin temsilcileridir (Giiray ve Tekin 2024, s. 125). Bu gelenegin en énemli
temsilcilerinden birisi de kuskusuz Asik Veysel’dir. Urettigi onlarca eseri hem gelenegin devami
hem de kendi i¢ duyuslar ile ortaya koyan Asik Veysel, kiigiik yasta gozlerini kaybetmis bunun
sonucu olarak cevreyle etkilesimini ve gevreyi algilarini diger duyu organlari ile yapilandirmistir. Bu
durum O’nu yalinliga siiriikleyen bir faktor olarak degerlendirilebilir. Cevredeki ve bedendeki
kosullara esnek bir uyum gosterme (6rnegin, gérme engelli bireylerde beyindeki isitme merkezinin
genislemesi gibi) niteligi insanin bedeni, psikolojisi hatta sosyal diinyast dahi beynin bu 6zelligini
taklit ederek, sirasiyla biyo-psiko-sosyoplastik yapi gosterir (Ceylan 2012, s. 97). Noe, koklama,
dokunma ve isitme duyularinin gérme kaybini telafi edecek bigimde giiclendigi yoniindeki yaygin
goriislere deginerek, bu durumu basit bir “biyolojik telafi” mekanizmasindan ziyade alginin eylemsel
ve bedensel yapisi ile iligkilendirir. Noe, algiy1, duyusal veri toplama siireci ve organizmanin
cevreyle kurdugu aktif iliski bigiminde tanimlar (2004). Dolayisiyla gérme kayb1 yasayan bireyler
cevreyle etkilesimini ve ¢evre algilarini diger duyu organlarinin hazirbulunusluklari ile yapilandirir.
Asik Veysel’in ¢ocuk yasta gorme yetisini kaybetmesi, onun algisal diinyasinda belirleyici bir
doniisiim yaratmistir. Protogras’a (M.O. 482-411) gore “Duyum ve algida nesne nasil algilanmigsa
duyum veya algi onu Oyle bildirir” (Kili¢ 2021, s. 3). Bu ifadeden de anlasilacag iizere algi, dis
diinyay1 dogrudan ve aracisiz bir yansimanin aksine 6znenin sahip oldugu duyusal imkanlar
cercevesinde kurar. Veysel’in yasadiklari, basta gordiikleri, sonra dinleyip algiladigi her sey
toplumun estetik kabullerine uygun olarak yeniden yapilandirilir ve Veysel’e 6zgii bir estetik
anlayisla sekillendirilir (Cetin 2015, s. 77). Gozlerini yitiren Asik Veysel, kaderin ona verdigi bu
cezanin tesellisini diinyaya adi gozle degil, mana ve hikmet goziiyle bakmakta buldu. (Banarli 1989,
s. 37). Veysel icin nesne, gorsel niteliklerinden ziyade; isitsel, dokunsal ve sezgisel boyutlariyla
ortaya c¢ikar. Dolayisiyla onun diinyasinda bulunan objeler, gorsel tasvirlerle degil; ses, temas,
titresim ve igsel deneyim araciligryla oldugu gibi algilanir. Bu durum Veysel’de nesnenin baska bir
hakikat katmanini i¢inde algilamdigini gosterir. Sanatci, estetik bir siije olarak varligim siirdiiriirken
algiladig1 objeyi estetik bilingle yeniden sekillendirir ve kendince sekillendirdigi objeyi, kendi
disindaki kisilerin de haz duyacagi bir hale getirir (Cetin 2015, s. 79). Nitekim Bakiler (1989 s. 174)
Veysel igin “siirleri ve i¢ diinyasiyla, insani sasirtacak kadar renkli bir sair. O, eli kalem tutmadig,
g6zl bir tek harf gormedigi halde, siirleri ve tiirkiileriyle, biitiin kalem erbabimizin dikkatini ¢ceken
arif asiklarimizdandir” ifadesini kullanmigtir. Asik Veysel bircok nesneyi Oyle i¢sellestirmistir ki
onlar1 metafor olarak kullanabilecek duruma getirmistir.

Kiikrer ¢alismasinda vurguladigi gibi minimalizm, yalnizca bir estetik tercih degil, ayni
zamanda anlaml1 bir yasam arayisinin da ifadesidir. Minimalist pratikler, bireyin kendi yasaminda
oldugu kadar sanatsal iiretiminde de 6z ve sadelik arayisini tesvik eder (Kiikrer, 2021). Bat1 estetik
kuramlarmin hem referans olarak gostermek ve hem de karsiliginda Anadolu estetik anlayisiyla
ilgilenmek, belirgin temsil sonuglarin1 yorumlamak adina o6nemlidir (Karkin 2017, s. 21). Bu
baglamda Asik Veysel’in miizigi, Anadolu’nun toplumsal hafizasinda yer etmis bir yalmhk ve
sadelik Ornegi olarak minimalist estetikle iligskilendirilebilir. Benzer sekildeki iliskiyi Azerbaycan
piyano miiziginde de orneklendiren Guliyeva, Azerbaycan bestecilerinin piyano eserlerinde asik
yaraticth@min tiir 6zelliklerinin minimalizmle birlestigini vurgular (Guliyeva, 2019). Ozellikle
“dastan” formunun piyano eserinde melodik, tonlama ve ritmik Ozelliklerin sadelestirilerek
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kullanilmasini; 4sik geleneginin yalin anlatiminin modern miizik teknikleriyle birlesmesini
sagladigini belirtir. Bu ¢alismada kullanilan minimalist miizik yaklasimi; yalinlik, tekrar, sinirl
miizikal malzeme ve algisal yogunlasma tizerinden igleyen bir estetik tutum olarak ele alinmaktadir.
Bu yaklagim, anakronik bir 6zdeslestirmeden ziyade, farkl kiiltiirel ve tarihsel baglamlarda benzer
estetik sezgilerin nasil ortaya ¢ikabildigini anlamaya yonelik analitik bir ¢erceve sunmaktadir.
Dolayisiyla minimalizm kavrami, agiklayici ve karsilastirmali bir estetik ara¢ olarak kullanilmig
olup, Asik Veysel’in tiirkii tiretimi Bati merkezli bestecilik siniflandirmasina gore diistiniilmemistir.
Bu yontem, halk miizigi calismalarinda yerel estetik deneyimlerin ¢agdas miizik estetigi
tartigmalariyla iliskilendirilmesine imkan taniyan disiplinlerarasti bir okuma O&nerisi olarak
degerlendirilmelidir.

“Asik Veysel hig siiphesiz degerli bir halk asigiydi. Onu klasik asiklardan bir noktada ayiran
yonil vardir ki; O, geleneksel asik tarzi musikinin Olgiilerine ve kaliplarina bagh kalmamistir. Bir
halk musikisi zevkinin diriligini ortaya koyan tiirkii estetigi ile deyislerinde ki inceligi tellere dokiip,
ezgiye aktarmakta da ustalik gosteren bir halk musikisi sanatgisi olarak da iin kazanmistir” (Ataman
akt. Ozdemir, 2010, s. 215). Asik Veysel’in tiirkiileri makamsal olarak incelendiginde gorece
Hiiseyni ve Ussak makamlarinin yogun kullanildigi gorilmektedir. “Toplumun ortak zevk ve
duygularinda birlestirici olan hiiseyni dizisi her hangi bir miizik egitimi almamis halk i¢in de birlikte
uyumlu ve diger makamlara oranla ¢ok daha kolay seslendirilebilen, dolayisiyla halkin bu sesler ve
seslerin olusturdugu eserler etrafinda daha kolay birlestigi makam dizisidir” (Kinik, 2011, s. 468).
Tutu, bu makamlara ek olarak Muhayyer ve Gerdaniye makamlar1 ile olan ilgileri de ifade
etmektedir. Adi gegen makamsal yapilara 6zdes sekilde halk miiziginde kullanilan bu makamsal
yapilar halk miizigi repertuvarmin en ¢ok kullanilan sekli olmasi sebebiyle dinleyicide etkili
olmustur. Ayrica, sanat¢inin miizikli icralarinda sik sik “inici kalp yiiriiyiis”lere yer verdigi goriiliir
ki, bu sekilde elde edilen koyu ve karamsar miiziksel hava, ¢ogunlukla s6zel icerigin anlamini
kuvvetlendirmek amacina hizmet etmektedir (Tutu, 2008, s. 500). Coskun El¢i’ye (2013, s. 51) gore
Asik Veysel eserlerinde siirlerinin ilk misrasim gorece daha tiz seslerden baslatip sonraki musralarda
dizi seslerini sirali kullanarak karar sesine ulagmakta ve ezgiyi sonlandirmaktadir.
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Nota 1. Ben Gidersem Sazim Sen Kal Diinyada (TRT Nota Arsivi 3065)

Nota 1’de kesiti verilen Ben Gidersem Sazim Sen Kal Diinyada adl tiirkii incelendiginde
s0z ezgisinin tizden baslayarak karara dogru geldigi goriilmektedir. Ayrica sozlerin basladigi ii¢
misranin miizikal olarak benzer varyasyonlarla iiretildigi son misrada ise ezgisel degisikliklerin
olustugu goriilmektedir. Bu yapi ezgisel bir organizasyon olusturmanin yani sira anlatisal gerilim ve
¢oziilme iligkisini ortaya koyan bir icra pratigi olarak degerlendirilebilir.

Asik Veysel’in tiirkiilerini minimalist yaklasimda okumada ortaya cikan en Gnemli
unsurlardan birisi olan tekrar, hem ezgisel motif ve miizikal ciimle yapilarinda hem de ritmik
cesitlilikte karsimiza ¢ikar. Bu durumu yansitan drneklerden birisi Nota 2’de Kul Olayim Kalem
Tutan Ellere tiirkiisii olarak verilmistir.
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Nota 2. Kul Olayim Kalem Tutan Ellere Tiirkiisii (TRT Repertuvari No: 1735)

Nota 2’de kesiti verilen Kul Olayim Kalem Tutan Ellere Tiirkiisii incelendiginde ayn1 Nota
1’deki gibi sozlerin basladig1 {i¢ misranin miizikal olarak benzer varyasyonlarla iiretildigi son
misrada ise ezgisel degisikliklerin olustugu goriilmektedir. Bu yapr asiklik geleneginde sikca
karsilagilan formiilatif liretim anlayisini yansitmaktadir. Tiirkiide kullanilan tekrarlar ve kii¢iik
varyasyonlar yapisal bir sadelik liretmenin yaninda dinleyicinin algisal siirekliligini destekleyen bir
estetik strateji olarak islev gormektedir. Her iki nota 6rneginde karsimiza ¢ikan son misradaki ezgisel
degisim, ilk ii¢ dizekteki tekrar eden melodik yapinin kirilmasi olarak dikkat yogunlagmasini
artirmakta ve performatif anlatiy1 belirginlestirmektedir. Bu baglamda ezgisel yapi, minimalist
estetikte goriilen sinirli miiziksel malzemenin kiigiik degisimlerle yeniden iiretilmesi anlayisiyla
ortiismektedir. Minimalist estetik agisinin Oziinii olusturan yalinlik ve basit ¢ekirdek ezgi
yapilarindaki tekrarlar Veysel’de de kendisini gosterir. Veysel’in tiirkiilerindeki tekrarlar aynit motif
ve climlelerin tekrar1 olarak kullanildig1 gibi, sekvens/sekilemelerle de karsimiza ¢ikar. Bu tekrarlar
Tiirk halk miizigi kiiltiirii icerisinde yer alan melodik gelisimden ziyade, algisal siireklilik ve estetik
yogunlagma iiretmektedir.

Asik Veysel’in tiirkiileri incelendiginde eserlerinin gérece 2 ve 4 zamanli basit usullerde
oldugu goriilmektedir (Demirge Altintag 2024; Giindiiz ve Bulut 2005; Ozdemir 2010; Coskun El¢i
2013). Bu usullerin yaninda 5/8, 8/8, 7/8 ve 9/8’lik usuller ve degisken karisik usullerin bulundugu
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yapilar bulunmaktadir. Kullandig: basit usuller icerisinde de ritmik yapilari olduk¢a sade ve tekrarli
bir sekilde kullanmistir. Bu durumu yansitan 6rneklerden birisi Nota 3’ te Dost Dost Diye Hayalina
Yeldigim tiirkiisii olarak digeri Nota 4’te Seherde Aglayan Biilbiil tiirkiisii olarak verilmistir.

TRT MUZIK DAIRESI YAYINLARI DERLEYEN:
THM REPERTUAR SIRA NO: 440 Muzaffer SARISOZEN
2. INCELEME TARIHI: 09.01.2020
o . L. DERLEME TARIHI
;gig?s‘jwmm DOST DOST DIYE HAYALINA YELDIGIM -
, _ (YAHYALI KEREM) NOTAYA ALAN:
KIMDEN ALINDIGI: Muzaffer SARISOZEN

Asik Veysel SATIROGLU

(SAZ. .
A
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] ===
i | 1
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Nota 3. Dost Dost Diye Hayalina Yeldigim Tiirkiisii (TRT Repertuvart No: 440)

BUL _ sUL  B0L BlL A SIKDER Ki  HALA BOY LE

Nota 4. Seherde Aglayan Biilbiil (TRT Repertuvar1 No: 826)

Nota 3’de kesiti verilen Dost Dost Diye Hayalina Yeldigim tiirkiisii ve Nota 4’da kesiti
verilen Seherde Aglayan Biilbiil tiirkiileri incelindiginde tekrar eden ritmik yapilar kendisini
gostermektedir. Asik Veysel’in miiziklerinde sik¢a goriilen basit ve tekrar eden ritmik yapilar,
minimalist estetik baglaminda degerlendirildiginde dnemli bir ifade bi¢imi olarak yorumlanabilir.
Minimalizmde temel amag, karmagik yapilar yerine sinirlt miizikal malzemenin tekrar, siireklilik ve
yalinlik ilkeleriyle kullanilmasidir. Bu agidan bakildiginda Veysel’in sade ritmik orgiisii, miizigin
yapisal karmasikligini azaltarak dinleyicinin dikkatini sozlerin anlamima ve duygusal igerigine
yoneltir. Ezgisel yapida inicilik kavraminda oldugu gibi usul yapisinda ve ritmik ¢esitlilikteki basit
yapilar sozel figiirlerin 6n plana ¢ikmasini saglamaktadir.
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Nota 5. Cigdem Derki Ben Alayim Tiirkiisii (TRT Repertuvari No: 297)

Nota 5’deki Cigdem Derki Ben Alayim tiirkiisii incelendiginde, ¢ekirdek motifin
sekvens/sekileme aracilifiyla bir alt sesten yeniden {iiretildigi goriilmektedir. Bu tekrarlar ezgisel
diizlemde goriildiigii gibi ritmik organizasyonda da karsimiza ¢ikmaktadir. Boylece sinirli miiziksel
malzeme, kiiciik degisimler aracihgiyla siirekli yeniden yapilandirilmaktadir. Ikinci miizik
climlesinde goriilen ritmik yapi, birinci cimlenin ritmik orgilitlenmesini farkli sesler {izerindeki
tezahiirii olarak olusturulmustur. Tekrar eden ritmik ve ezgisel Oriintiiler, dinleyicideki algisal
stirekliliginin korunmasi ve dinleyiciyi belirli bir isitsel alan ig¢erisinde tutarak zamansal yogunlagsma
iiretmesi agisindan 6nemlidir. Bu durum minimalist estetik perspektifinde yorumlandiginda miiziksel
ilerlemeden ziyade siireklilik ve algisal derinlesme baglamlar ortaya ¢ikar.

Asik Veysel’in tiirkiileri incelendiginde oktavi asan birkag tiirkii disinda genellikle ses
genisligi acisindan 8 ses araligini tercih ettigi goriiliir (Demirge Altintas, 2024: 660-661; Giindiiz ve
Bulut 2005; Ozdemir 2010; Coskun Elgi, 2013). Sarkilarda bir oktavdan daha dar bir ses araliginin
kullanilmasi, minimalizm agisindan miizikal malzemenin bilingli bigimde sinirlandirilmasi olarak
yorumlanabilir.
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Nota 7. Giizelligin On Para Etmez (TRT Repertuvar No: 3070)

VEY SEL

2

Nota 6°da kesiti verilen Gelmez Yola Gidiyorum adli tiirkii bes sesten olugmaktadir. Yine
diger birgok eserinde oldugu gibi 6zellikle nakarat ezgisinde sekvens/sekilemelerle motif tekrar
yapilmaktadir. Nota 7°de kesiti verilen Giizelligin On Para Etmez adhi Asik Veysel tiirkiisii
incelendiginde ses alanin bir oktav igerisinde oldugu goriilmektedir. Minimalist estetikte amag, genis
melodik hareketler yerine smirli ses alani ig¢inde tekrar ve sadelik yoluyla yogun bir ifade
olusturabilmektir. Ayrica tiirkii sekiz ol¢liden olugsmaktadir. Bu baglamda ses araliginin gorece dar
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olmas1 melodik ¢esitliligi azaltarak, miizigin ritmik akisina, sézlerin anlamina ve genel atmosferine
daha fazla odaklanilmasini saglamaktadir.

Minimalist miizik yaklagimi igerisinde yer alan kavramlardan birisi olan tekrar ve
varyasyonlar Asik Veysel tlrkiilerinde bir tiirkii igerisinde kiiclik yapilarla karsimiza ¢ikmakla
birlikte benzer varyasyonlarin farkli tiirkiilerde kullanilmasi da s6z konusudur. Asagida bu agiklama
ile ilgili 6rnekler Nota 8. Derdimi dokersem Derin Dereye, Nota 9. Anlatmam Derdimi Dertsiz

Insana, Nota 10. Bir Ulu Agagtan Bir Yaprak Diisse ve Nota 11. Uzun Ince Bir Yoldaymm tiirkiisii
olarak verilmistir.

AN IAT MAM DER

(52
A o N
e e e e
i Ml DERTSZ N SA nA @
Nota 9. Anlatmam Derdimi Dertsiz insana (TRT Repertuvar: No: 3061)
TRT mUZIK DAIRES] YAYINLAR DERLEYEN
THM REPERTUAR SIRA Me . 30462 TRT MOZIK DAl 85K
INCELEME TARIHI : THM . MD.LUGOD,
YORESI DERLEME TaARIH
SIVAS, SARKISLA _
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Nota 10. Bir Ulu Agactan Bir Yaprak Diigse (TRT Repertuvar: No: 3062)
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, Nota 11. Uzun Ince Bir Yoldayim (TRT Repertuvari No: 2973)

Nota 8’de kesiti verilen Derdimi Dokersem Derin Dereye adli tiirkiiniin {igiincii ve dordiincii
olgiisiinde bulunan motif Nota 9’da kesiti verilen Anlatmam Derdimi Dertsiz insana tiirkiisiiniin
yedinci ve sekizinci Ol¢iisiinde, Nota 10’da kesiti verilen Bir Ulu Agactan Bir Yaprak Diigse
tiirkiisiiniin {iciincii 6lciisiinde, Nota 11°de kesiti verilen Uzun Ince Bir Yoldayim tiirkiisiiniin ikinci
ve dordiincii 6lgiilerinde kendisini tekrar etmektedir. Ayn1 melodik ¢ekirdeklerin farkli eserlerde
kiigiik varyasyonlarla kendisini tekrar etmesi, dinleyici agisindan algisal siireklilik olustururken,
miiziksel bellegin ve tanmirligin korunmasmna da katki saglamaktadir. “Veysel’in en Onemli
ozelliklerinden birisi de buldugu basit motifleri, sozlerin de etkisi ile biraz genisleterek ya da
daraltarak eser olusturmasidir. Dolayisiyla eser iginde pek ¢ok catal ezginin ortaya ¢ikmasi dogaldir”
(Giildas 1993: 157). Tekrar eden ezgisel yapilarin sozlerle birlikte farkli baglamlarda yeniden anlam
kazanmasi, miiziksel ifade ile semantik icerik arasindaki girift yapinin birini desteklemesi olarak
yorumlanabilir. Dolayisla tekrar, bigimsel bir unsur olmanin &tesinde, duygu ve diisiincelerin
dinleyiciler agisindan daha yogun algilanmasini etkileyen estetik bir stratejiye doniismektedir.

Saz icrasinda da sadeligi 6n plana alan Asik Veysel’in akort sistemi, kadim bir gegmisten
gelmesine ragmen Veysel Diizeni olarak literatiire girmistir. Ozdemir, bu durumu “Veysel'in daha
genis kitlelere seslenebilme olanagi bulabilmesi ve iiniiniin daha fazla olusu nedeniyle Baglama
Diizeni onunla taninmis, sevilmis, onunla 6zdeslesmistir” seklinde yorumlamaktadir. Baglama
diizeniyle Veysel o denli biitlinlesmistir, o kadar giizel bir stili vardir ki hi¢ ezgi ¢almadan karar
sesinde bir Ol¢ii tezene vursa onun ¢aldigini anlayabiliriz (2010: 182). Bir sanat¢inin var olabilme
giict, biraktig1 etki, etkileme siiresi ve kazandigi 6nem, onun yorum giicii ile orantilidir (Uslu, 2023:
1745) Asik Veysel’in baglama icrasinda da virtiiozite geri planda kalmakta, sesin tasidigi anlam ve
duygu 6n plana ¢ikmaktadir. Bu yoniiyle yalinlik, teknik bir sinirliliktan ziyade estetik bir tercihe
doniismektedir.

[Thamin1 Hak'tan alan sazin1, soziinii icinde dogup biiyiidiigii ortamdan besleyen ve o ortamin
ruhuna uygun harmanlayan biitiin duygulari tamamen Anadolu kokan (Sen, 2024, s. 70) Asik
Veysel’in geleneksel degerlerimiz ile modern degerleri, uyumlu bir sekilde birlestirmesi, siirlerini
iizerinde durulmaya ve modern yontemlerle incelenmeye elverisli edebiyat metinleri durumuna
getirmistir (Duymaz, 2002, s. 6). “Siirlerinde yalin ve sade bir dil kullanmasina karsin, sdzleri hep
derinliklidir. Okuma yazmasi yoktur ama kitaplar dolusu bilgiyi onun siirinde bulabilirsiniz. Gozleri
gbrmez ama insani ve dogayi, goren gozler gibi, hatta daha da Gtesini goriir. Siirlerini anlamak igin
sozciiklerin Gtesinde diisiinmek gerekir” (Kaplan, 2012, s. 6). Asik Veysel’in miizigine yansiyan
tekrar yaklaginu siirlerinde de kendisini gostermistir. Geng (2021, s. 83) tarafindan yapilan Asik
Veysel’in Siirlerinin S6z Dizimi Ve Sozlik Calismasi’ adli yiiksek lisans tezinde climle igindeki
Ogeleri vurgulamak i¢in kullanilan 6bekler olarak tekrar gruplar1 incelenmis, diger kelime gruplarina
oranla azimsanmayacak kadar fazla sayida (249 adet) tekrar grubu tespit edilmistir. Asik Veysel
tekrar grubu olarak tercih ettigi kelimeleri oldugu gibi tiirkiilerine yansidigi eserleri yaninda bazi
tiirkiilerinde ise siirde tekrari olmayan kelimeleri miizik biitlinligii agisindan tekrarlanmaistir.

Asik Veysel miizigini degerlendirecegimiz son boliim ise sozel icradir. Sézel icrada da
sadelik ve yalinlik sunan Veysel tiirkiilerini kendi ses alani igerisinde abartisiz bir sekilde icra
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etmektedir. “Asik Veysel’in tiirkii okuyusu kendine 6zgedir. Okuyusu dane dane, kelimelerin gercek
anlam ve etkilerini anlasilir sekilde tiirkiileyen saf, agik se¢ik, sade, ezik, yanik bir okuyusu vardi.
Onda fazla cirlak, bagirtili, yapmacikli, agiz kalabaligi icinde giifteleri yutan bir okuyus tarzi
goriilmez” (Arisoy, 1974, s. 6925; Ozdemir 2010, s. 176). Ezgi, ritm, makamsal yap1 ve baglama
icrasinda oldugu gibi sadelik ve yalinlik kavramlar1 vokal icrada da kendini gostermektedir. Bu
gosteristen ve abartidan uzak kalma yaklagimi yukarida agiklamalari yapilan diger durumlardaki gibi,
teknik gosteris ya da virtidziteden ziyade séziin anlamin1 ve duygusal icerigini 6n plana ¢ikarmak
yoniindedir.

Sonug¢

Bu calisma, Asik Veysel’in tiirkiilerini yalinligin estetigi ve minimalist miizik
perspektifinden okuyarak, tiirkiilerinde kullandig1 makamsal yapi, ses genisligi, ezgisel ve ritmik
orgii/oriintii de sadelik ve tekrarin estetik bir tercih olarak nasil isledigini ortaya koymaktadir. Asik
Veysel’in kiiglik yasta gérme engeline maruz kalmasi, tiirkiilerinde algisal yogunlasmay1 pekistiren
kurucu bir unsur olarak degerlendirilmistir. Aragtirma, etnomiizikoloji perspektifinde halk miizigi
calismalari ile disiplinler arasi bir bakis sunarak biyografik deneyim, alg1 ve estetik tutum arasindaki
iliskiye odaklanmustir.

Gorsel yonelimin yoklugu ile ortaya cikan algisal doniisiim ve kadim bir ge¢cmise sahip
Anadolu miizik kiiltiiriiniin yapisal gelenegini igsellestirmesi Asik Veysel’in miizik estetigini
olusturmustur. Bunun sonucu olarak da eserlerinde hem melodik hem ritmik hem de s6zel ifadelerde
gereksiz siislemeler kullanmayarak, tekrar ve yalinlik felsefesiyle eserlerini iiretmistir. Bu durum
minimalist estetikte benzesik sekilde az sayidaki materyallerle derin, yalin ancak yogun bir anlatim
tercihini isaret eder. Asik Veysel tiirkiilerini gorece dar bir ses alani igerisinde Hiiseyni makami
cergevesinde basit usul yapilar igerisinde {iretmistir. Bu tiirkiilerin ezgisel yapilar incelendiginde
melodik gelisimden ziyade cekirdek motif yapisinin sekvens/sekileme ve tekrar eden melodik
kaliplarla tercih edildigi goriilmiistiir. Benzer durum tercih ettigi usuller icerisinde kullandigi ritmik
yapilarda da kendisini goéstermektedir. Ritmik yapilarda hem sadelik hem de kendisini diger
Olciilerde tekrar eden yapilar bulunmaktadir. Eserlerindeki s6zel yaklagimlarda da tekrar kelimeleri
stk sik kullanmaktadir. Asik Veysel’in holistik bir sekilde ele alinan bu yaklasimlari, minimalist
miizikteki siireg, sadelik ve tekrar anlayisini ¢agristirmaktadir. Ayrica bu estetik ve geleneksel bakis
acist dinleyicinin algisal siirekliligini destekleyen bir estetik strateji ve estetik yogunlagsma olarak
nitelendirilebilir. Sadelik ve yogunluk kavraminin Veysel’deki bir baska tezahiirii ise tiirkiilerini
seslendirirken yaptig1 baglama icrasidir. Asik Veysel’de okudugumuz estetik durumlar Tiirk halk
miizigi geleneginin dnemli 6zelliklerinden birisi olan sozel ifadenin vurgulanmasi ¢ergevesiyle de
uyumludur.

Bu yéniiyle ¢alisma, Asik Veysel’i hem ge¢misten gelen gelenegi siirdiiren bir halk ozani
hem de yalinligin estetik degerini algisal ve sezgisel diizeyde eserlerine naks etmis bir miizik insani
olarak yeniden degerlendirmeye katki saglamaktadir. Sonug olarak Asik Veysel minimalist bir
besteci degildir ama minimalist estetik sezgiler tasir.
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