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Program

W.A. Mozart

Kongertant Senfoni, Mi bemol majér, KV. 364
Sinfonia Concertante in E flat major, KV. 364
I. Allegro maestoso

II. Andante

II1. Presto

R. Strauss
Metamorfozlar | Metamorphosen for 23 strings

R. Strauss

Nefesliler icin Serenad, Mi bemol majér, Op.7
Serenade for Winds in E flat major, Op.7

I. Andante



Can Okan sef conductor

1986 yilinda dogdu. Piyano 6grenimine
1994 yilinda Meliha Doguduyal
ile bagladi. 1997°de Mimar Sinan
Giizel Sanatlar Universitesi Istanbul
Devlet Konservatuvarinda Prof.
Metin Ulki’'niin 8grencisi oldu.
2005-2009 yillarinda MSGSU Devlet
Konservatuvarinda Prof. Giirer Aykal’dan orkestra gefligi
egitimi ald1. 2007 yilinda Borusan istanbul Filarmoni
Orkestrasini ydneterek, orkestra sefi olarak ilk konserini
verdi.

idil Biret, Dmitri Alexeev, Emanuel Ax, Arnulf von Arnim,
Nikolai Demidenko, Aydin Esen, Claudius Tanski gibi
piyanistlerin diizenledigi ustalik siniflarinda yer aldi. Okan,
2009 yilinda Prof. Metin Ulkii ile piyano alanindaki yiiksek
lisans calismalarini tamamladi. Orkestra sefligi alanindaki
yliksek lisans e@itimini Stockholm Royal College of
Music’de 2011 y1linda tamamladi. Bu egitim siiresince
Daniel Harding, Jan Risberg, B. Tommy Andersson gibi
seflerle caligty. Isvec¢’te bircok senfoni orkestras: ile opera,
senfonik ve cagdas miizik konserleri verdi. 2011 yilinda
Finlandiya’da Jorma Panula’nin orkestra sefligi ustalik
sinifina katild.

Cumhurbagkanhiy: Senfoni, Cemal Resgit Rey Senfoni,
Cukurova, istanbul, izmir ve Bursa Devlet Senfoni
Orkestralarini yénetti. Schubert’in biitiin Impromtu’larini
kaydetti. 2017 yilinda Istanbul Devlet Opera ve Balesi

ile Stravinsky’nin The Rake’s Progress operasinin
Tiirkiye’deki ilk temsilini, Benjamin Britten’in The Turn of
the Screw operasini, 2018’de Verdi’nin Falstaff operasini

ve Salzburg’da Oper im Berg festivali kapsaminda Sihirli
Fliit ile Rigoletto operalarini ydnetti. Antalya ve Cukurova
Devlet Senfoni Orkestralar ile solist olarak konserler verdi.

Can Okan, 2019 yilinda MSGSU istanbul Devlet
Konservatuvarindaki sanatta yeterlik egitimini Prof. Metin
Ulkirntin sinifinda tamamladi. Ayni yilin Ekim ayinda
Ankara Devlet Opera ve Balesinin yeni prodiiksiyonu

olan Aida operasini yénetti. 2020 yilinda MSGSU

Felsefe Bsliimiinde yiiksek lisans e§itimine baglada.

Halen ayni kurumda orkestra sefligi dersleri vermekte,
Cumhurbagkanli§: Senfoni Orkestrasinda yardimei gef
olarak calismakta, yurtici ve disinda konserlerine devam
etmektedir.



Can Okan was born in 1986. He started playing the piano

in 1994 with Meliha Doguduyal. In 1997, he began studying
with Prof. Metin Ulkii at the Istanbul State Conservatory

of Mimar Sinan Fine Arts University (MSGSU). He studied
conducting with Prof. Giirer Aykal at MSGSU State
Conservatory between 2005 and 2009. In 2007, he conducted
the Borusan Istanbul Philharmonic and gave his first concert
as a conductor.

Okan participated masterclasses of pianists like idil Biret,
Dmitri Alexeev, Emanuel Ax, Arnulf von Arnim, Nikolai
Demidenko, Aydin Esen, and Claudius Tanski. He completed
his master’s studies in piano with Prof. Metin Ulkii in

2009. He received his master’s degree in conducting from
Stockholm Royal College of Music in 2011. During his
studies, he worked with conductors such as Daniel Harding,
Jan Risberg, and B. Tommy Andersson. He gave opera,
symphony and contemporary music concerts with many
symphony orchestras in Sweden. In 2011, he attended the
conducting masterclass of Jorma Panula in Finland.

Can Okan conducted the Presidential Symphony Orchestra,
Cemal Resit Rey Symphony, and Cukurova, Istanbul, izmir
and Bursa State Symphony Orchestras. He recorded all of
Schubert’s Impromptus. He conducted the first performance
of Stravinsky’s opera, The Rake’s Progress, in Turkey with
the Istanbul State Opera and Ballet, Benjamin Britten’s
opera The Turn of the Screw in 2017, Verdi’s Falstaff opera,
as well as Die Zauberfléte and Rigoletto operas at the Oper
im Berg Festival in Salzburg in 2018. He gave concerts with
the Antalya and Cukurova State Symphony Orchestras as a
soloist.

Can Okan completed his Proficiency in Arts education in the
class of Prof. Metin Ulkii at the Istanbul State Conservatory
of MSGSU in 2019. In October of the same year, he
conducted a new production of Aida by the Ankara State
Opera and Ballet. He started studying towards a master’s
degree in Philosophy Department of MSGSU in 2020.

Okan is currently teaching conducting classes at the same
university, working as assistant conductor at the Presidential
Symphony Orchestra, and giving concerts in Turkey and
abroad.



Nazik Rahmedova keman violin

Nazik Rahmedova, 2017’de
Tiirkmenistan Ulusal
Konservatuvarindan onur égrencisi
olarak mezun olduktan sonra, Tiirkmen
Filarmoni Orkestrasi, Bagimsiz
Devletler Toplulugu Genclik Senfoni
Orkestrasi, Bayreuth Genglik Senfoni
Orkestrasi ve Rus Ulusal Genclik Orkestrasinda solo
keman ve bag keman olarak caligti. Almanya, Hirvatistan,
Rusya ve Mogolistan turnelerine katilan Rahmedova, Guy
Braunstein, Sergei Ostrovsky, Ilya Kaler, Gilles Apap,
Judith Ingolfsson ve Chaim Taub gibi ustalarla ¢alisti.
Sanate¢1 aralarinda Sergei Skripka, Alexander Anisimov,
Peter Stark, Daniel Draganov, Chen Zimbalista ve Zhanna
Ganlemam gibi sanat¢ilarla ortak calismalarda yer aldi.
Rahmedova, 2019’dan bu yana Bilkent Universitesinde
Sgretim gorevlisi ve Bilkent Senfoni Orkestrasinda keman
sanatcisi olarak gérev yapiyor.

After graduating from the Turkmen National Conservatory
with honors in 2017, Nazik Rahmedova worked as a solo
violinist and concertmaster in the Turkmen Philharmonic
Orchestra, CIS (The Commonwealth of Independent
States) Youth Symphony Orchestra, Bayreuth Youth
Symphony Orchestra, Russian National Youth Orchestra,
and internationally toured to Germany, Croatia, Russia

and Mongolia. She has studied and worked with masters,
such as Guy Braunstein, Sergei Ostrovsky, Ilya Kaler, Gilles
Apap, Judith Ingolfsson and Chaim Taub. Rahmedova

has collaborated with artists, including Sergei Skripka,
Alexander Anisimov, Peter Stark, Daniel Draganov, Chen
Zimbalista and Zhanna Gandelman. Rahmedova has been
a faculty member at Bilkent University and violinist of the
Bilkent Symphony Orchestra since 2019.



Yukiyo Hirano viyola viola

Tokyo’da diinyaya gelen Yukiyo Hirano,
keman calmaya {i¢ yasinda basladi.
Babasinin denizagir1 gérevi nedeniyle
Hindistan’daki bir Ingiliz ilkokulunda
egitim gérdi.
1998’de Uluslararas: Miizik Yarigmasinm
kazanan sanatci, ayni y1l Japonya’ya
déndii. Lisansiistii egitimini Toho Gauken Universitesinde
tamamladi. Okul yillarinda keman egitimi géren Hirano,
enstriimanini viyola olarak degistirdi.

Hirano, Martha Argerich Uluslararas: Miizik Festivali
ve Kirishima Uluslararas: Miizik Festivalinde tam burs
kazanarak Yuri Bashmet ve Mazumi Tanamura’yla ¢alist1.

2008/2009 sezonunda Viola Space Festivaline ve 2010’da
da Saito Kinen Miizik Festivalinde Seiji Ozawa Miizik
Akademisinin Opera Project X etkinligine katildi. Japonya
Filarmoni Orkestras: ve Tokyo Filarmoni Orkestrasiyla
Avrupa turnesine ¢ikan sanatei, Japonya’nin Century
Senfoni Orkestrasinda konuk birinci viyola ve Takarazuka
Revue Tokyo Musical topluluguyla solist olarak performans
sergiledi. Yayli calgilar topluluklari, oda orkestralar: ve
stiidyo ¢aligmalarn alanlarinda etkin bir gekilde yer aldu.

Yukiyo Hirano, 2019 yilinin Eyliil ayindan bu yana Bilkent
Senfoni Orkestrasinin yardime1 birinci viyolacisidir.

Yukiyo Hirano was born in Tokyo and started playing the
violin at the age of three. She studied at a British elementary
school located in India with her father's overseas posting.

In 1998, she won the International Music Competition and
returned to Japan in the same year. She completed the
postgraduate course at Toho Gakuen University. While she
was in school, she changed her instrument from violin to
viola.

She won a full scholarship at the Martha Argerich
International Music Festival and the Kirishima International
Music Festival where she studied with Yuri Bashmet and
Mazumi Tanamura.

She participated in the Viola Space 2008/2009 and Seiji
Ozawa Music Academy Opera Project X in 2010 at Saito
Kinen Music Festival. Hirano joined the European tour of



the Japan Philharmonic Orchestra and Tokyo Philharmonic
Orchestra. She performed as guest principal viola of the
Japan Century Symphony Orchestra and solo violist of the
Takarazuka Revue Tokyo Musical. She has been active in
various fields such as string ensembles, chamber orchestras,
and studio works.

Yukiyo Hirano has been a member of the Bilkent Symphony
Orchestra as the Assistant Principal Viola since September
2019.

Wolfgang Amadeus MOZART (1756-1791)

Koncertant Senfoni, Mi bemol majér, KV.364
Sinfonia Concertante in E flat major, KV. 364

Bir calgisal miizik tiirii olarak icinde hem senfoni, hem de
kongertodan §eler barindiran Kongertant Senfoni, 1770
ve 1780’lerde Paris’te olduk¢a popiilerdi. Klasik kongerto
orkestra ve tek bir solist arasindaki ayrismaya dayanirken,
koncertant senfonide—Barok concerto grosso’da oldugu
gibi—solistlerin sayis1 iki veya daha fazladir. Ancak
solistlerin ve orkestranin genellikle esit kabul edildigi
concerto grosso’dan farkl olarak, koncertant senfonide
solistler acik¢a 6n plandadir. Miizikolog Barry Brooks’a
gore, burjuva seyircisinin ortaya ¢ikigy, halka agik konser
salonlarinin ve daha biiyiik orkestralarin kurulugu ile
koncertant senfoninin bu dénemde artan popiilaritesi geg
18. yiizyilin derin toplumsal degisimlerini yansitir. Yeni
seyircinin miizikal zevkleri (virtiidzite, biiytik sonoriteler,
hosa giden akilda kalici melodiler) bu tiirde dogrudan
karsilik bulur.

1777 senesinde 21 yagindaki Mozart, Salzburg’ta 1771’den
beri siirdiirdii§ii hizmetinden istifa etmis, bir besteci
olarak daha prestijli ve kazanch bir ig bulabilmek i¢in
dnce Miinih ve Mannheim, ardindan da Paris’e gitmistir.
Ne yazik ki Mozart bu kentlerde umdugu isi bulamamig—
listelik seyahat sirasinda kendisine eglik eden ve Paris’te
hastalanan annesini de kaybetmis—1779’da isteksiz bir
sekilde Salzburg’a geri dénerek burada saray orgculugu
gorevini kabul etmek zorunda kalmistir. Keman, viyola ve
orkestra icin Sinfonia concertante (K. 364), bestecinin bu
li¢c kente yaptig1 seyahatlerden aldid ilhamla, Salzburg’a
déniistiniin hemen ardindan bestelenmistir.



Bestecinin Mannheim ve Paris’te kargilagtig: miizikal
teknik ve stillerin etkisi bu yapitta ézellikle belirgindir.
Mannheim dénemin en yetkin orkestralarindan birine
sahiptir ve kendine has orkestral teknikler iceren senfonik
miizikleriyle {inliidiir. Mozart bu teknikleri Paris’te
kasilagtigi solistin melodik zenginligine vurgu yapan
koncertant senfoni tiiriiyle kaynastirmistir.

Uc bsliimden olusan yapitta Allegro maestoso, tonik
akorun bes kez ¢alindid1 adirbagl: bir jestle agilir. Bunu
temalarin yalnizca orkestra tarafindan sunuldugu
orkestral bir serim, ardindan da melodik derinlikleri ile
solistlerin antifonal bir diiet icinde birbirlerine cevap
vererek ilerleyen kendi serimleri takip eder. Béliim, solo
enstriimanlarin kadansi ile kapanir. Yavag tempolu ve
minér moddaki Andante’de, ana temanin énce orkestra
tarafindan duyurulmasinin ardindan aryatik melodileriyle
dnce keman, ardindan da onu yankilayan viyola girer. Hizhi
final béliimii Presto, yapiti neseli ve hafif bir ruhla sona
erdirir.

Aylin Yilmaz

As a musical genre containing elements of both symphony
and concerto, the sinfonia concertante was very popular

in Paris during the 1770s and 1780s. While a classical
concerto is based on the separation between the orchestra
and a single soloist, sinfonia concertante - like the Baroque
concerto grosso — includes two or more soloists. However,
unlike the concerto grosso where the soloists and the
orchestra are generally considered equals, the sinfonia
concertante openly gives the prominence to soloists.
According to musicologist Barry Brooks, the increasing
popularity of the sinfonia concertante in the period,

along with the emergence of a bourgeois audience and
establishment of public concert halls and larger orchestras,
reflects the fundamental social changes of the late 18th
century. This genre directly appeals to the musical tastes of
the new audience (virtuosity, large sonorities, pleasant and
memorable melodies).

In 1777, 21-year-old Mozart resigned from the post he
held in Salzburg since 1771, and travelled to Munich and
Mannheim, and then to Paris to find a more prestigious
and lucrative job as a composer. Unfortunately, he could
not find the job he had hoped for in these cities - not to
mention that he lost his mother who accompanied him on



his journey and got sick in Paris - and, in 1779, reluctantly
returned to Salzburg where he had to accept a job offer

as a court organist. The composer wrote the Sinfonia
concertante (K. 364) for violin, viola and orchestra, which
derived its inspiration from his travels to these three cities,
immediately after his return to Salzburg.

The influence of the musical techniques and styles

the composer encountered in Mannheim and Paris are
particularly evident in this work. Mannheim had one of the
most competent orchestras of the period and was known
for its symphonic music involving unique orchestral
techniques. Mozart blended these techniques with the
sinfonia concertante genre, emphasizing the soloist’s
melodic richness, he met in Paris.

In the three-movement work, Allegro maestoso opens with
a solemn gesture in which the tonic chord is played five
times. This is followed by an orchestral exposition where
the themes are presented only by the orchestra, and then by
the individual expositions of soloists who respond to each
other in an antiphonal duet with their melodic depths. The
movement closes with the cadenza of the solo instruments.
In the slow Andante which is in minor mode, after the
presentation of the main theme by the orchestra, first the
violin and then the viola, echoing the violin, enter with their
aria-like melodies. The fast final movement Presto brings
the work to a cheerful and light-hearted end.

Richard STRAUSS (1864-1949)

Metamorfozlar
Metamorphosen for 23 Strings

Metamorfoz terimi bir nesnenin veya kavramin zaman
icerisinde geri déniiglimii miimkiin olmayan degisimini
belirtir. Metamorfoz, déniisiimiin (transformation) en ug
noktasidir; ¢linkii bu siire¢ nesnelerin ézlerini degistirir.
Felsefe ve sanat tarihi boyunca bu kavram pek ¢ok
diisiiniirii derinden etkilemistir. Aristonun da tanimladi
gibi bir nesnenin formunu belirleyen déniisiim siire¢leri
iki temel kategoriye ayrilabilirler. Birincisi gezegenler
gibi yériingesel siireclerdir. Bu siire¢lerde denge unsuru
temeldir ve siire¢ siirekli olarak yenilenir. Diger bir
kategori ise ¢izgisel siireclerdir. Gezegenlerin tizerinde
yasayan canlilarin yasamlari buna iyi bir 8rnek tegkil eder.



Dogar, gelisir ve yok olurlar.

Miizik tarihinde Mozart, Beethoven gibi klasik formlara
yonelen sanatcilar eserlerinde denge unsuruna biyiik
dnem vermiglerdir. 19. ylizyilin ilk yarisindan sonra geligen
vatandaglik, birey gibi kavramlardan etkilenen besteciler,
kendi psikolojik durumlarini betimleyen ¢izgisel formlara
egilmislerdir. Ozellikle, Wagner ve Liszt tarafindan
olusturulan "Yeni Alman Okulu"nda, herhangi bir miizikal
malzemenin zaman icerisindeki siirekli déniisiimii veya
bagkalagimi (metamorfoz) eserlerin temel diistincesini
olusturur.

Richard Strauss 19. yiizyil sonu 20. ylizy1l basinda bu
yolda bagar ile ilerleyen bir besteci olmustur. Anlatisal
(programatic) icerige sahip senfonik siirleri (tone poems),
mizikal materyalin siirekli olarak déniiglimiine, zengin bir
tinisal boyutu da ekleyerek Wagner ve Liszt'in kuramlarim
bir adim ileri tagimay: basarmstir. Oyle ki bestecinin
Elektra ve Salome operalar: dahi, tek perdelik yapilariyla,
bu siirekli devinim/geligim fikrini yansitirlar.

Strauss'un bu basarisi o dénem Almanya'nin icerisinde
bulundugu biiyiik atilimla 6zdeglesir. Almanya 19. ylizyil
sonlarina dogru Avusturya ve Fransa'ya kars: kazandi
zaferlerden sonra 20. yiizyila Avrupa'nin teknoloji ve sanayi
lideri; etkin politik glicti olarak girmistir.

Strauss'un Wagner'in en 6nde gelen takip¢isi olma durumu,
1933 yilinda iktidara gelen Hitlerin dikkatinden ka¢cmaz.
Besteci ayni yil Devlet Miizik Dairesinin bagkanhigina
getirilir. Ancak bu iligki fazla uzun siirmez. Strauss, Yahudi
yazar Stefan Zweig'in ismini izerinde birlikte ¢aligtiklar
bir operanin afisinden silmeyi reddedince, 1935 yilinda
gdrevinden istifaya zorlanir.

Konserde dinleyeceginiz bu eser, 1945 yilinda ikinci diinya
savasi sonunda miittefiklerin Miinih'i iggal ettikleri sirada
yazilmigtir. Metamorphosen Strauss'un yikilan ideallere,
yok olan umutlara kars1 olan kederini; yapilan affedilmez
hatalara ve onlarin sonucu olarak yaganan yikimlara kars:
olan ¢aresizligini yansitir. Metamorfoz kavrami o dénem
yogun olarak ilgilendigi Goethe'nin eserlerinin etkisiyle
zihninde yer almistir. Goethe yagsaminin son déneminde
metamorfozu kendi zihinsel gelisimiyle 6zdeslestirmis,
kisinin gecirdigi déniigtimlerle kendisine nasil
yabancilagtiini irdelemistir. Strauss'un bu diiglincelerle,
yasaminin son déneminde, kisisel bagkalagimi ile
iilkesinin yasadi yikimlar arasinda yazdigi bu eserde
Beethoven'den bir ezgi beliriverir.



Beethoven'in kaderi bir acidan Strauss ile benzesir. Uctincii
senfonisini gencliginde idealize ettigi biiyiik kahraman
Napolyon'a ve Fransiz devrimine adamis; ancak daha sonra
yasami, Napolyon'un yol actig1 yikimlarla alt tist olmus bir
iklimde ge¢mistir. Beethoven'in {i¢iincti senfonisinin ikinei
béliimiinde yer alan 6liim mars: temasi, Metamorphosen'in
ilk giriginden hemen sonra viyolalarda belirir. Ancak bu
tema hemen bagka yeni temalarin icerisinde eriyerek,

yine siirekli devinimlerle eserin sonuna degin ilerler. Sef
Orhun Orhon'un belirttigi gibi bu devinim eserin ancak

en sonunda bir doruk noktasina ulagarak nihayete erer.

Bu noktada Beethoven'in temasi belirgin bir bicimde

bas hattinda duyulur. Yasaminin sonunda kendisine
yabancilasan biiyiik bir sanatc1, miizikal malzemenin
gelisimini erken dénem eserlerinde oldugu gibi biiyiik bir
zaferle taclandirmak yerine bu kez umutsuzluk ve ¢ikmaza
siirtiklemis; son olarak s&zii biiyiik ustas1 Beethoven'in
8liim marsina birakmigtir.

Onur Tiirkmen

The term metamorphosis refers to the irreversible
transformation of an object or a concept over time.
Metamorphosis is the furthermost point of transformation,
because the process changes the essence of the object. The
concept has deeply influenced many thinkers throughout the
history of philosophy and arts. As described by Aristotle, the
transformative processes determining the form of an object
can be divided into two basic categories. The first is the orbital
processes like those seen in planets. Balance is the key element
in such processes, and the process is continuously repeated.
The other category consists of linear processes. The lives of the
living things on planets is a good example of these. They are
born, they grow, and they perish.

Artists tending towards classical forms in music history, like
Mozart and Beethoven, attached great significance to the
element of balance. Influenced by concepts such as citizenship
and individual, which developed after the second half of the
19th century, these composers engaged with linear forms
describing their psychological conditions. Especially in the
New German School established by Wagner and Liszt, the
continuous transformation and metamorphosis of any musical
material over time constitutes the fundamental thought in the
works.

Richard Strauss was a successful composer who followed
this path in the late 19th and early 20th century. His tone



poems with their programmatic content added a rich
timbre dimension to the continuous transformation

of the musical material, and thus took Wagner’s and
Liszt’s theories a step further. So much so that even the
composer’s operas Electra and Salome reflect this idea
of unceasing movement/development in their single-act
structure.

This feat of Strauss’ is associated with the major
breakthrough achieved in Germany during the period.
Following its victories against Austria and France towards
the end of the 19th century, Germany entered the 20th
century as Europe’s leader in technology and industry and
its great political power.

The fact that Strauss was a leading follower of Wagner

did not go unnoticed by Hitler, who had come to power in
1933. In the same year, the composer was appointed the
director of the State Music Bureau. However, the relation
did not last long. When Strauss declined to erase the name
of the Jewish writer Stefan Zweig from the poster of an
opera on which they collaborated, he was forced to resign
from his post in 1935.

The work you will listen to in this concert was written

in 1945, while Munich was under the occupation of the
allies at the end of World War II. Metamorphosen reflects
Strauss’ agony over crushed ideals and lost hopes and his
helplessness in the face of irreparable mistakes done and
the destruction resulting from them. The metamorphosis
concept was imprinted on his mind through the influence
of Goethe’s works, in which he had a keen interest. In the
last days of his life, Goethe associated metamorphosis
with his mental development and examined how one is
estranged from himself through his transformations.

In the work Strauss wrote towards the end of his life

with these ideas in mind and amidst his personal
metamorphosis and the destruction of his country, a
melody from Beethoven presents itself.

In a sense, Beethoven’s fate is similar to Strauss’.

He dedicated his third symphony to the great hero
Napoleon whom had idealized in his youth and to the
French Revolution, but he had to spend his later life in

an environment ravaged by the destruction Napoleon
caused. The funeral march theme of the second movement
in Beethoven’s Third Symphony is presented by the violas
immediately after the first opening of Metamorphosen.
However, this theme instantly melts into other, new



themes and proceeds until the end of the work with
continuous movements again. As noted by conductor
Orhun Orhon, the movement ceases only at the very

end of the work after reaching a climax. At this point,
Beethoven’s theme is heard markedly in the bass line. The
great artist who was alienated from himself at the end of
his life was driven into despair and a dead-end, and rather
than crowning the development of musical material with
a glorious victory as he did in his early works, he gave

the last word to the funeral march of his great master
Beethoven.

Richard STRAUSS (1864-1949)

Nefesliler icin Serenad, Mi bemol majér, Op.7
Serenade for Winds in E flat major, Op.7

19. ylizy1l sonlarinda Avrupa’da en progresif bestecilerden
biri olarak sayilan Richard Strauss’un bestecilik kariyerinin
ilk yallarina ait yapitlar: daha ¢ok konservatif egilimler
gbsterir. Miinih Saray Orkestrasinin birinci kornocusu ve
koyu bir Wagner karsit1 olan Franz Strauss’un oglu olan
Richard Strauss’un ¢ocukluk yillarindaki ¢cok kapsaml
miizik egitimi kat1 bir bicimde klasik stil etrafinda
sekillendirilmistir. Erken yaslarda miizik bestelemeye
baslayan Strauss, heniiz 20 yasina gelmeden babasinin
konservatif zevklerine uygun bir bigimde oda miizigi,
sonat, kongerto ve senfoni tiiriinde yapitlar tiretmistir.
Strauss’un bu dénemde yazdig1 miizikler, 6zellikle Felix
Mendelssohn’un ve Robert Schumann’in stillerinin etkisi
altindadir.

Strauss’un 1881’de, heniiz 17 yagindayken besteledigi
Nefesliler icin Serenad, Mozart'in 10. Serenads ile aym
enstriimantasyona sahiptir: iki fliit, iki obua, iki klarinet,
iki fagot, dért korno ve kontrafagot (ya da tuba). Ilk kez 27
Kasim 1882’de Dresden’de seslendirilen eser, geleneksel
bir klasik dénem oda miiziJi par¢asinin tarzini yansitur.

Ses diinyas: Mozart'inkinden ¢ok uzak olmamakla birlikte,
miizigin yumusak lirizmi, ézellikle acilig climlelerinde, akla
Mendelssohn’u getirir.

On dakikalik, tek bir béliimden olusan Serenad, temalarin
sergilenmesi, temalarin geligtirilmesi ve temalarin
Szetlenmesi ile geleneksel sonat formundadir. Bigimsel
tasarimi her ne kadar klasik olsa da, melodik kontiirde



yer yer bas gésteren taskin ve tutkulu acilimlar, eserin
romantik déneme ait oldugunu ele verir. Temalarin
sergilendigi serim béliimiinde yer alan majér moddaki
agirbash temay1, minér modda baslayan daha yumusak

ve lirik ikinci tema takip eder. Geligme béliimii, kornolar
ve kontrafagotun ¢aldig: bir dizi kesintisiz notanin
izerinde duyulan obua temasi ile baglar. Céziim béliimiine
yaklagilirken, alto ve bas enstriimanlarin ¢ikic: figtirleri bir
beklenti duygusu yaratir. Céziimiin en giizel anlarindan
biri kornolarin ana temay: biiyiik bir sicaklikla ¢aldiklar:
andir. Yaput, fliitiin yumusak figiirleriyle nazik bir bicimde
sona erer.

Aylin Yilmaz

Richard Strauss, recognized as one of the most progressive
composers of Europe in the late 19th century, showed
conservative tendencies in the works belonging to the
early years of his career. The son of Franz Strauss, the
principal horn of the Munich Court Orchestra and a fervent
anti-Wagnerian, Richard Strauss started receiving a very
comprehensive music education shaped strictly around

a classical style in his childhood. He began to compose
music at an early age and had already produced works in
chamber music, sonata, concerto and symphony genres
that suited the conservative tastes of his father before he
was even 20. Strauss’ music in the concerned period was
influenced by the styles of Felix Mendelssohn and Robert
Schumann in particular.

The Serenade for Winds, which Strauss composed in
1881, when he was only 18, has the same instrumentation
with Mozart’s Serenade no. 10: two flutes, two oboes, two
clarinets, two bassoons, four horns and contrabassoon
(or tuba). The work which was given its first performance
in Dresden on November 27, 1882 reflects the style of a
traditional piece of chamber music from the classical
period. Although its sound world is not very distant from
that of Mozart’s, the soft lyricism of the music reminds
Mendelssohn, especially in the opening phrases.

The Serenade, consisting of a ten-minute single movement,
has the traditional sonata form, which comprises the
exposition, development and recapitulation of themes.
Even though its formal design is classical, the occasional
emergence of boisterous and passionate initiatives on the
melodic contour gives away the work’s association with



the Romantic period. The solemn theme presented in the
major mode in the exposition is followed by the softer and
lyrical second theme introduced in the minor mode. The
development part starts with the oboe theme heard above
a sequence of uninterrupted notes played by the horns and
contrabassoon. As the recapitulation part draws closer, the
ascending figures of the alto and bass instruments create a
feeling of expectation. One of the most beautiful moments
of the recapitulation comes when the horns play the main
theme with great warmth. The work ends with the soft and
gentle figures of the flute.
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