BILKENT
- SENFONI ORKESTRASI

LS
L % "k- -
" . . ". ——
-~ ; -
» e e

k] -

i4id
]
i

NS

N

‘Ersin Onay.

W77 gl dar”

Matthew Coorey SEF | CONDUCTOR
Gary Hoffman VIYOLONSEL | VIOLONCELLO

2 Aralik December 2023
Cumartesi Saturday, 20.00
Bilkent Konser Salonu Bilkent Concert Hall



Degerli Dinleyicilerimiz,

Gittikce artan sayilarla yeni dinleyicilerimizin aramiza
katilmasindan mutluluk ve gurur duyuyoruz. izleyicilerimizin
begenilerini i¢ten alkiglariyla sergilemeleri, bizler i¢in paha
bigilmez bir destek.

Seslendirilen eserlerin bazilar: birka¢ bélimden olugmaktadir.
Eserin tiimii bittikten sonra alkiglamaniz bizlere kolaylik
saglayacaktir. Ayni nedenle konser esnasinda cep telefonlarinizi
sessiz konuma getirmenizi ve flagla fotograf cekmemenizi rica
ederiz.

Kural olarak, gec girislere sadece alkis sirasinda izin verilecektir.
Sanatc: ve dinleyicilerimizin konsantrasyonunu bozmamak adina
etkinlik baglangicindan en az 15 dakika dnce konser salonuna
gelinmesi tavsiye edilir.

Dear Listeners,

We are happy and proud to perform to a growing audience. The
applause we receive from the audience is an invaluable expression
of appreciation.

Some of the works performed by the artists are composed of
several parts. It would be highly convenient if the listeners hold
their applause until the end of the work. For the same reason, we
kindly ask our listeners to put their cell phones on silence mode
and not to take any photographs with flash during the concert.

As a principle, latecomers will be admitted only during the
applause in the program.

It is recommended that you arrive at the concert hall at least 15
minutes before the activity starts to avoid any distraction to the
artists and audience.

www.bso.bilkent.edu.tr
bso@bilkent.edu.tr

Bilkent Universitesi

Bilkent Universitesi kiiltiir ve sanat faaliyetidir.
Cultural and artistic activity of Bilkent University.
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Zorunlu durumlarda program degisikligi yapilabilir.

Programs may be subject to changes due to reasons beyond our control.



Matthew Coorey sef conductor

Matthew Coorey orkestra gefligi
kariyerine 2003’te Liverpool Kraliyet
Filarmoni Orkestrasina Yardimei Sef
olarak atanmasiyla bagladi. Baglangicta
bir yillik olan sézlesmesi, sefin
Liverpool Filarmoni Orkestrasinin ilk
Konuk Sefi olarak atanmasiyla ti¢ yillik

bir bagliliga déntisti.

Bunu Coorey’in Londra Filarmoni Orkestrasi, Sydney
Senfoni, Philharmonia, Hallé, Ensemble 10:10 ve London
Mozart Players ile ilk performanslar: izledi ve sef, s6z
konusu topluluklarin hepsinden yeni davetler aldu.

Coorey’in birlikte sahneye ¢iktig: orkestralar arasinda
Londra Senfoni, BBC Senfoni, City of Birmingham Senfoni,
Bournemouth Senfoni, irlanda Ulusal Orkestras: ve BBC
Proms bulunuyor. Sef yakin zamandaki dikkat ceken
performanslarinda, Royal Philharmonic, Polonya Ulusal
Radyo, Slovenya Radyo, Antalya Senfoni, Adelaide Senfoni,
Darwin Senfoni Orkestrasi ve Auckland Filarmoniyle ilk
kez sahneye cikti. Londra’da diizenlenen Cagdas Miizik
Festivalinde dinleyicilerle bulugtu ve daha dnce birlikte
sahne aldig1 Londra Filarmoni, Philharmonia Orchestra,
Royal Northern Sinfonia, Wroclaw Philharmonie, Stuttgart
Radyo, Ankara Cumhurbagkanligi, Sydney Senfoni,
Melbourne Senfoni, Yeni Zelanda Senfoni, Trinity Laban,
Ensemble 10:10, Bilkent Senfoni ve Royal Liverpool
Filarmoni Orkestrasiyla yeniden performans sergilemenin
yani sira Filistin Ulusal Orkestrasiyla bir uzak dogu turnesi
gerceklestirdi.

Miizigin her tiiriine ve ¢esitli sanat formlarina biiyiik

bir ilgi duyan gef, Rosas Dans Kumpanyas: ve Ictus
Topluluguyla, yenilikei rock miizik gruplar: These New
Puritans ve Efterklang ile ortak calismalar yapt: ve Wynton
Marsalis-Lincoln Center Caz Orkestrasiyla birlikte calisti.

Geng¢ miizisyenlerle caligma konusunda giiclii bir kararlilik
gosteren Coorey, Royal Northern College of Music’de ders
veriyor. Sef ayni zamanda Royal College of Music London
ve Felix Mendelssohn Hochschule Leipzig orkestralariyla,
Londra’da Trinity-Laban, Sydney Genglik ve Biiyiik
Britanya Ulusal Genglik Orkestras: ile Avustralya Ulusal



Mizik Akademisi ve Avustralya Genglik Orkestrasiyla
ortak caligmalar gerceklestirdi.

Matthew Coorey, miizik hayatina korno ¢alarak baglad:.
Sydney Miizik Konservatuvarini bitirdikten sonra
Avustralya Oda, Brandenburg, Tazmanya Senfoni ve
Sydney Senfoni Orkestralariyla diizenli olarak performans
sergiledi.

Orkestra sefligi konusunda énce kendi kendini yetistiren
Coorey, Seiji Ozawa’nin secmelerine katildiktan sonra
Tanglewood Miizik Festivaline davet edildi. Burada birlikte
calistigi Jorma Panula, Coorey’in ilk seflik 8gretmeni oldu.
Coorey, sonraki yil Aspen Miizik Festivaline katilarak
David Zinman ile ¢alist1. Iki y1l boyunca Royal Northern
College of Music’de Sir Mark Elder ile Seflik alaninda
arasgtirma gorevlisi olarak ¢alismalarini siirdiirdii. Allianz
Uluslararas: Sef Akademisinin bir tiyesi olan Coorey,
Maazel-Vilar Seflik Yarigmasinda finale kaldi ve Georg
Solti Seflik Yarismasinda 6diil kazanda.

Mathew Coorey, Sarah Chang, Freddy Kempff, Steven
Osborne, Yevgeny Sudbin, the Jussen Borthers, Roderick
Williams, Emma Matthews, Elena Tokar ve Pieter
Wispelwey gibi sanatcilarla birlikte calist: ve Classic FM
ve Naxos Records i¢in kayitlar yapti.

Matthew Coorey began his conducting career in 2003
when he was appointed Assistant Conductor to the Royal
Liverpool Philharmonic Orchestra. This initial one-year
contract then became a three-year commitment when he
was appointed the RLPO’s first Conductor in Residence.

Debuts soon followed with the London Philharmonic
Orchestra, the Sydney Symphony, the Philharmonia, the
Hallé, Ensemble 10:10 and the London Mozart Players - all
of whom offered further invitations.

Matthew has also appeared with the London Symphony
Orchestra, the BBC Symphony Orchestra, the City of
Birmingham Symphony Orchestra, the Bournemouth
Symphony Orchestra, the National Orchestra of Ireland
and at the BBC Proms. Recent highlights include debuts
with the Royal Philharmonic Orchestra, the Adelaide
Symphony Orchestra, the Darwin Symphony Orchestra,
the Auckland Philharmonia, an appearance at the London
Festival of Contemporary Music and return engagements
with the London Philharmonic Orchestra,the Philharmonia
Orchestra,the Royal Northern Sinfonia, the Wroclaw



Philharmonic, the Stuttgart Radio Orchestra, the
Presidential Orchestra of Ankara, the Sydney Symphony
Orchestra, the Melbourne Symphony Orchestra, the New
Zealand Symphony Orchestra, Trinity Laban orchestra,
Ensemble 10:10, the Bilkent Symphony Orchestra, the Royal
Liverpool Philharmonic Orchestra and a tour of the far east
with the Palestine National Orchestra.

Matthew has a great interest in all forms of music and art
forms and has collaborated with Rosas Dance Company
and Ictus Ensemble, innovative rock bands These New
Puritans and Efterklang and has worked with Wynton
Marsalis and the Lincoln Center Jazz Orchestra.

Matthew has a strong commitment to working with
younger musicians and regularly conducts and teaches at
the Royal Northern College of Music. He has also worked
with the orchestras of the Royal College of Music London,
the Felix Mendelssohn Hochschule Leipzig, the Trinity-
Laban Orchestra London, the Sydney Youth Orchestra, the
National Youth Orchestra of Great Britain, the Australian
National Academy of Music and the Australian Youth
Orchestra.

Matthew began his musical career as a horn-player and
after studying at the Sydney Conservatorium of Music
he performed regularly with the Australian Chamber
Orchestra, the Brandenburg Orchestra, the Tasmanian
Symphony and the Sydney Symphony.

Initially self-taught as a conductor, Matthew auditioned
for Seiji Ozawa and was invited to the Tanglewood Music
Festival where he worked with Jorma Panula who became
nhis principal conducting teacher. The following year

he attended the Aspen Music Festival where studied

with David Zinman. For two years, Matthew was Junior
Fellow in Conducting - under Sir Mark Elder - at the Royal
Northern College of Music. He was a finalist in the Maazel-
Vilar Conducting Competition, a fellow of the Allianz
International Conductors’ Academy and a prize-winner at
the Georg Solti Conducting Competition.

He has collaborated with artists such as Sarah Chang,
Freddy Kempff, Steven Osborne, Yevgeny Sudbin, the
Jussen Borthers, Roderick Williams, Emma Matthews,
Elena Tokar and Pieter Wispelwey and has recorded for
Classic FM and for Naxos Records.



Gary Hoffman viyolonsel violoncello

“Biz nasilsak &yle ¢aliyoruz.” Bu kisa
s6z, pek az kisi icin Gary Hoffman’da
oldugu kadar dogrudur. Hoffman,
dinleyicilerin ya da Queen Elizabeth
of Belgium Music Chapel’deki

ve Amerika’nin pek ¢cok saygin

kampiistindeki égrencilerinin dniine bir mesaj vermek i¢in
¢ikmiyor. Bizi memnun etmek i¢cin karsimizda durmuyor.
Bagka tiirliisti miimkiin olmadig i¢in, miizik ve hayat bir
oldugu icin caliyor. imajlar, sloganlar ve tutumlarla dolup

tasan bir diinyada bunu yapmak cok basit gériiniiyor.

Konser sahnesinin biitiin sairleri gibi Gary Hoffman da
secimlerinin sorumlulugunu erken bir yasta aldi. Her ikisi
de profesyonel miizisyen olan anne babasi ve ardindan

da 8gretmenleri Karl Fruh ve Janos Starker sayesinde
bunu yapti. 1986’da Paris’te diizenlenen Rostropovich
Yarigmasi'nda aldig1 biiyiik 8diil ona yeni kapilar agt1. Ne
olursa olsun Hoffman sanatsal secimlerinden asla taviz

vermedi.

Hoffman kendisi olmak i¢in ¢aliyor. Kurallar kendiliginden
ortaya ¢ikiyor: Enstriimaninin tekniginde ustalik kazanmak
ve bir yapitin evrenine adim adim girmek. Peki ama hangi
amacla? Ama¢ mitkemmellikse, Hoffman seve seve sirasini
saviyor. Ancak performansi bir climlenin giizelligini
uyandiriyorsa ve bu 1511 baskalariyla paylasabiliyorsa,
sanatc1 doyuma ulagiyor. Hoffman’in géziinde verimlilik
ve hacim kiiltii hi¢bir zaman giizelligin ifadesinin éniine
gecgemiyor. Gercekten de biiytik miizisyenleri dinledigi

ve diger tutkular: olan sinema ve resmi kesfettigi genclik
yillarindan beri Hoffman giizelligin ifadesine verdigi bu
dncelikten besleniyor. Sanat yoluyla bir hayat felsefesi
yaratmak s6z konusu oldugunda, bundan daha soylu bir

tutku olabilir mi?

Gary Hoffman notalara mutlak sayg: géstermek amaciyla
caliyor, ancak gelenegi sorgulama gereksinimini de

duyuyor. Begenmek, kélesi olmak anlamina gelmez.



Bunun kanitlar: sanat¢inin La Dolce Volta i¢in yaptig:
kayitlarda gériilebilir.

Platforma ¢ikmak, ses dalgalarini alan mikrofonu
gozlemlemek, coktan diisiinmiis olmak, zamanin modasina
ters diigsecek olsa bile derinlemesine diistinmekten geri
durmamak anlamina geliyor. Hoffman genc¢ miizisyenlere
standart repertuvardan yeni miizige kadar her alanda
kusku duyma, merak etme ve risk alma istedi aktariyor.
Performanslarindaki kusurlar artik kolayca fark ettigimiz
halde ge¢misin pek ¢ok sanat¢isini neden bu kadar

cekici buluyoruz? Hoffman, hi¢ yanindan ayirmadids, bir
zamanlar Leonard Rose’a ait olan 1662 Nicold Amati yapimi
cellosunun tellerine argesini yerlestirmeden énce zihninde
coktan miizigini séylememis olabilir mi?

Gary Hoffman on bes yasinda Londra’daki Wigmore
Salonu’nda sergiledigi ilk performanstan bu yana hep

bir ideal i¢in ¢aliyor: Siipheye yer birakmayacak sekilde
besteciye hizmet etmek, ama bir éneriyle, kendi énerisiyle
hizmet etmek icin.

Bir Pablo Casals’in ya da bir Arthur Rubinstein’in

gozleri tizerindeyken insanin kendisine yalan séylemesi
olanaksizdir. Gary Hoffman, Rubinstein’in platformda
klavyeye do@ru gittigini gérdigii am1 hayatinin en etkileyici
anlarindan biri olarak animsiyor. O anda Hoffman,
Rubinstein’in bedeninin uzamdaki basit hareketinin
varliginin 6zii haline geldigini, sézciiklerle anlatilamayacak
bir seyin baslangici oldugunu hissetmis. MiiziJi yaratan,
sessizlik, yani notalarin arasindaki o siginaktir. Miizik
kendi bagina yeterlidir: Hayatin kederlerini hafifletir. Gary
Hoffman, sézle telin titresimi arasinda ayrim yapmaz. Her
sey enfes bir kafa karigiklig1 ve harika bir bilinmezliktir.
Tipk: hayat gibi.

‘We play the way we are’ Those few words have rarely
sounded so true as in the case of Gary Hoffman. In front

of audiences or of his students at the Queen Elisabeth of
Belgium Music Chapel and the most prestigious American
campuses, he does not come to deliver a message. He
stands before us, not to please us. He plays out of necessity,
because music and life are one. It seems so simple in a
world awash with images, slogans and attitudes.

Like any poet of the concert platform, Gary Hoffman
took responsibility for his choices early on. Thanks to
his parents, both professional musicians, and later to his
teachers, Karl Fruh in Chicago and, even more vital,



Jénos Starker. Winning the Premier Grand Prix of the
Rostropovich Competition in Paris in 1986 opened doors for
him. For all that, he has never made any concessions in his
artistic decisions.

He plays to be himself. The rules impose themselves
naturally: to master the instrument’s technique and enter
step by step into the universe of a work. But to what end? If
it is to seek perfection, Gary Hoffman is happy to miss his
turn... But if his playing awakens the beauty of a phrase and
he can share its light with others, the artist is fulfilled.

In his eyes, the cult of efficiency and volume never takes
precedence over the expression of beauty, which has
nurtured him since his youth, when he listened to the
greatest musicians and discovered cinema and painting, his
other passions. To build a philosophy of life through art: is
there any nobler ambition?

He plays to transmit absolute respect for the score, but

also the need to question tradition. To admire is not to be
enslaved. His recordings for La Dolce Volta bear witness to
this. To walk onto the platform, to observe the microphone
that picks up the soundwaves, is to have already thought,

to have forbidden oneself no reflection, even if it should
run counter to current fashion. To young musicians, he
passes on an appetite for doubt, curiosity and risk, from

the standard repertoire to new music. Why do we find so
many artists of the past so appealing, when we now readily
acknowledge the imperfections in their playing? How could
he not already sing in his mind’s ear, even before placing his
bow on the strings of the Nicold Amati cello of 1662 which
accompanies him everywhere and which once belonged to
Leonard Rose.

He plays for an ideal, ever since his debut at London’s
Wigmore Hall at the age of fifteen: to serve the composer,
most assuredly, with a proposal, his proposal. It is
impossible, in that case, to lie to oneself under the gaze of a
Pablo Casals or an Artur Rubinstein. Gary Hoffman recalls
one of the most moving moments of his life, when he saw
Rubinstein walk across the platform to the keyboard. The
simple movement of his body in space became the essence
of his existence, the prelude to the ineffable. It is silence,
that refuge between the notes which produces music.
Music is sufficient unto itself: it soothes the sorrows of life.
Gary Hoffman makes no distinction between the word and
the vibration of the string... All is delicious confusion and
wonderful unpredictability. Like life.



Mehmet OZKAN

Intermezzo for Orchestra

Bulgaristan'in Kircaali sehrinde dogan
Mehmet Ozkan, ailesinin Tiirkiye'ye
yerlesmesinden sonra miizik
egitimine Uludag Universitesi Devlet
Konservatuari'nda bagladi. Uludag
Universitesi Devlet Konservatuari'nin

piyano béliimiiniin 6grencisi

olmaya hak kazanan besteci, piyano 6grenimini yarida
birakarak, egitimine kompozisyon béliimiinde devam

etme karari1 aldi. Mimar Sinan Giizel Sanatlar Universitesi
Devlet Konservatuari kompozisyon béliimiine kabul

edildi ve Hasan Ucarsu, Ozkan Manav, Ahmet Altinel,
Mehmet Nemutlu gibi énemli bestecilerle ¢alisty; ayrica
Soundmine'de Wim Hendrickx ile birlikte de ¢calisma firsati
yakaladu.

Mehmet Ozkan'in senfonik orkestra, kongerto, solo ve
oda miizigi icin besteledigi cesitli eserleri, Turkiye,
Japonya, Rusya, Almanya, Bel¢ika, Tayland ve
Bulgaristan'da bircok farkli sanatcilarin ve topluluklarin
programlarinda yer almistir. Ayrica, besteci "Intermezzo
for Orchestra" adli eseriyle giiniimiiz yarigsmalari icinde
en eski ve en prestijlilerinden birisi olan Toru Takemitsu
Kompozisyon Yarigmasi'nda (2022), Brian Ferneyhough'un
degerlendirmesiyle tictinciilitk 6diiliint almaya hak
kazanmig ve bu eseri Tokyo Filarmoni Orkestras1
tarafindan Tokyo Opera City'de Yasuo Shinozaki
yonetiminde seslendirilmistir.

Besteci, ITU Tiirk Miizigi Devlet Konservatuvar: Bestecilik
Bslimii ¢atis1 altinda ders vererek caligmalarina devam
etmektedir.

Ozkan “Orkestra icin Intermezzo” isimli eserini séyle
acikliyor:

‘Orkestra i¢in Intermezzo’ hiyerarsinin dogurdugu séz
birlikteliginin parcalanmasiyla olusturulmus, bireysel
ifadenin ardisik déngiisiinii ve bundan dogan kaotik bir
érgiitlenmeyi ele almigtir. Késeli adimlarin sindirilmesiyle
ortaya cikarilan agit temasi, katmanlarin dengesiz ama
saldirgan tavr ile, baskic1 dikey gruplar arasindan ortaya
cikmay: bagararak, ézgtirliigiine kavusur.



Sesler, tavir bicimlerine gére farkl karakterlere
giydirilmistir. Her karakterin ana benzerligi geniglemeyi
bilen saldirganliidir. ‘Orkestra i¢cin Intermezzo’ bu
saldirganlik icinde yerini bulmaya calisan propagandalarin
savas alanidir.

Eserin ses yogunlugu, biitiiniin parcalanmasina ve
birbirleriyle etkilesim icindeki miizikal kimligin
degistirilmesine uygun olarak kurgulanmigtir. Eserdeki
devamliligi saglayan minimal déngiiler, inat¢i ve tagkin
hareketleriyle kendilerini forma kabul ettirme ¢abasindadir.
Diger kimlikleri &nemsemez. Motiflerin ve ritmik yapilarin
farkl: karakterlerdeki ilerleyisinin ortak noktas: dikey
kurguyu tamamlayan yatay bir tavirda olmalaridir. Biitiine
hizmet eden bu tavir, kimlik degisimlerindeki temel
yapinin referans noktasidir. Saldirgan, minimal ve takintili
ifade, dikey ve yatay hareketler icinde birbirlerine uzak
motiflerin bagini daha da zedeler ve bagimsiz bireysel
duyuslar yaratir. ‘Orkestra icin Intermezzo’ herkes
tarafindan gériilen ama bakilmayan bu bagimsiz bireysel
kalabaliklara ithaf edilmistir.

Mehmet Ozkan, born in Kardzhali, Bulgaria, started
studying music at the State Conservatory of Uludag
University after his family moved to Turkey. The composer
was admitted to the piano department of the University,
but decided to leave the piano department and study
composition instead. He was admitted to the composition
department of Mimar Sinan Fine Arts University State
Conservatory and studied with important composers like
Hasan Ucarsu, Ozkan Manav, Ahmet Altinel and Mehmet
Nemutlu. He also had the chance to work with Wim
Hendrickx in SoundMine.

Various works Mehmet Ozkan composed for symphony
orchestra, concerto, solo and chamber music were featured
in the programs of many artists and ensembles in Turkey,
Japan, Russia, Germany, Belgium, Thailand and Bulgaria.
The composer’s “Intermezzo for Orchestra” won the third
place in Toru Takemitsu Composition Competition (2022),
one of the oldest and most prestigious competitions of
our time, with the assessment of Brian Ferneyhough,

and was performed by the Tokyo Philharmonic under

the baton of Yasuo Shinozaki at Tokyo Opera City. The
composer currently works and teaches in the composition
department of the Turkish Music State Conservatory of
istanbul Technical University.



Ozkan describes his “Intermezzo for Orchestra” as follows:

The “Intermezzo for Orchestra” was formed from the
breakdown of the agreement born of hierarchy and
addressed the consecutive cycle of personal expressions
and the chaotic organization that follows from them. The
elegy theme produced by intimidating angular steps
manages to rise to prominence among the overbearing
vertical groups through the unbalanced, but aggressive
attitude of its layers and gains its freedom. The sounds
were put on different characters based on their attitudes.
The main similarity of all characters is their aggression,
which knows how to expand itself. “Intermezzo for
Orchestra” is the battlefield of propagandas trying to
position themselves in the midst of this aggression.

The sound intensity of the work was set in a way that
lends itself to the disintegration of the whole and
alteration of the interactive musical identity. Minimal
cycles that establish the continuity of the work strive to
assert themselves to the form with their stubborn and
rebellious acts. It does not care about other identities. The
commonality in the progression of motifs and rhythmic
structures with different characters is their horizontal
attitude complementing the vertical set-up. The attitude
serving the whole is the point of reference for the
fundamental structure in identity shifts. The aggressive,
minimal and obsessive attitude breaks the bonds between
the motifs which were already loose in the vertical and
horizontal movements and creates independent personal
affects. “Intermezzo for Orchestra” is dedicated to these
independent personal crowds which are seen by everyone,
but not looked after.

Antonin DVORAK (1841-1904)
Violoncello Concerto, Op.104

Dvoték’in en basarili orkestral
eserlerinden olan Si minér Viyolonsel
Koncertosu 1895 yilinda Amerika’da
yazilmigtir. Ancak besteci bu dénemde
tilkesine dénmeye kesin olarak karar
vermis oldugundan eserde Amerika’da
yazdi§1 diger eserlerin aksine
Amerikan yerli miiziklerinin etkisi gériilmez. Besteci bu
eserinde adeta Amerika 6ncesi dénemine, edindigi




birikimlerin getirdiklerini de ekleyerek, geri dénmektedir.
Eser usta Cek viyolonselci Hanu§ Wihan i¢in yazilmigtir.
Dvorédk eseri yazma stirecinde Wihan’la igbirligi i¢inde
olmus ancak eserin ilk seslendirilmesi 19 Mart 1896’da
Londra Queen’s Hall'da gerceklestirildiginden solist olarak
Wihan’in yerine Leo Stern yer almistir.

Viyolonselin kongertolarda tek bagina solist olarak
kullanilmas fikrine barok ve klasik dénemlerde daha az
rastlandigindan, Dvofak’in bu eseri Schumann (1850) ve
Saint-Saens’in (1872) kongertolar ile birlikte viyolonsel
koncertosu fikrini temellendiren bir yapit olmustur. Bu
koncertonun basarisi yapisal 6zelliklerinden degil, ezgisel
zenginliginden kaynaklanir. Bu durum hemen birinci
bsliimde aciJa ¢ikar. Bu béliimde klasik ritornello/sonata
allegro bicimine genel hatlariyla sadik kalinmig ancak bu
form oldukea serbest, sunulan temalarin varyasyonlarina
agirlik verilerek kullanilmigtir. Ancak Dvofdk’in yazdig:
temalarin ve cesitlemelerinin ezgisel zenginligi ile
duygusal derinligi etkileyicidir. Bu béliimiin en ¢ok

szl edilen 6zelliklerinden biri giristeki orkestral serim
bdlimiintin uzunlugudur. Ancak viyolonsel bu uzun girigin
ardindan liderligi alir ve eser boyunca hep 6n planda kalir.

Tkinci béliim ilkinden farksiz olarak duygusal yogunluk
lizerine odaklanir. Kullanilan tema Dvofak’in Lasst mich
allein (Op.82 No.1) isimli sarkisindan alinmig ve 1895
yilinda agir bir hastalik sonucu kaybettikleri baldizinin
hatirasina adanmistir. Hiiziinl{, ice déniik ifadelerle
ylksek sesle isyan eden pasajlarin birbirini tamamlayan
z1th@: dikkat ¢ekicidir. Oldukea serbest bir rondo
formundaki final béliimiiniin sonundaki uzun kodada
hem Lasst mich allein hem de birinci béliim temasi tekrar
hatirlatilir. Bu béliimde duygusal siddetin artis1 Wagner
ve Mahler’i hatirlatan karmasik armonilerin kullanilmas:
ile ifade edilmistir. Yapit tiim bu hatirlamalarin ardindan
beklenmedik bicimde muzaffer tinilarla biter.

Dvoték wrote this Violoncello Concerto in B minor, one of
his most successful orchestral works, in the United States
in 1895. However, since the composer had firmly decided to
go back to his country at that time, this work does not show
any influence of the Native American music, as opposed

to other pieces he wrote in the U.S. The piece gives the
impression that the artist returns to a former stage of his
life, the time before he came to the States, but taking full
advantage of his wealth of experience.



Since the idea of having a solo violoncello performance in
concertos was rare in the Baroque and Classical periods,
this work of Dvoték, together with Schumann’s (1850) and
Saint Saens’ (1872) concertos paved the way for concertos
for violoncello. The concerto owes its success more to the
richness of its melodies, than to its structural features.
This is evident from the first movement. The movement
can be said to be faithful to the classical ritornellos/sonata
allegro form in general, but this form was used freely,

with emphasis on the variations of themes. However, the
melodic diversity and the emotional depth of the themes
and variations are impressive. Among the most commonly
cited features of this first movement is the length of the
initial orchestral exposition. However, after this prolonged
introduction, the violoncello takes the lead and remains in
the forefront until the end.

In the same vein with the first one, the second movement
concentrates on the intensity of emotion. The theme used
in the movement was taken from the song Lasst mich allein
(Op.82, No.1) of Dvorék and was attributed to the memory
of his sister-in-law who died of a serious disease in 1895.
The contrast between sorrowful and introspective parts
and the loudly rebellious passages is remarkable. In the
long coda towards the end of the final movement which has
a free rondo form, both Lasst mich allein and the theme of
the first movement are reminded. The increased emotional
intensity in this movement was expressed through the use
of complex harmonies reminiscent of Wagner and Mahler.
After all these reminders, the work comes to an abrupt end
with victorious tunes.

Onur Tiirkmen

Johannes BRAHMS (1833-1897)
Symphony No.4, Op.98

Eger Brahms olmasayd: 19. ytizyil
miizik acisindan belirsizliklerle dolu
bir bicimde sona erecekti. Besteci
déneminin miizikal gelismelerini
derinden sorgulamis ve yazdig:
eserlerle 20. ylizyi1lda meydana gelecek
yenilikler icin bir zemin hazirlamistir.
Ancak yasadig1 dénemde Brahms ¢ok farkli bir bigimde

algilanmigtir. Bunda kariyerine yaptid: sert baslangicin



dnemli bir pay: vardir.

Ailesinin gecimine katkida bulunabilmek icin
meyhanelerde miizisyenlik yaparken, 1853 yilinda tanigtin
biiytik keman virtiiozu Joseph Joachim tarafindan Robert
Schumann ile tanigtirilan sanatei {istiin yetenedi ve
eserlerindeki 6zgtin miizik dili sayesinde kendisini kisa
stirede kabul ettirdi. Bu dénemde Wagner ve Lizst’'in
dnderligini yaptig: “Yeni Alman Okulu” Leipzig’de ¢ikan
Neue Zeitschrift fiir Musik isimli gazete tarafindan
desteklenmekteydi. Schumann bu gazetede yayinladig:
makalede Brahms’y, isim vermeden yiiceltti. Fikirlerinin
“Yeni Alman Okulu”nun karsisinda yer aldid1 bilinen
Schumann’in béylesine &verek adeta cephenin en én
saflarina ittigi Brahms, o giinden &liimiine kadar “yenilike¢i”
Wagner’in “gelenekei” karsit kutbu olarak gérildii.

Ancak arkadan gelen, Mahler ve Strauss’un da dahil oldugu
geng kusgaklar, Brahms’i serinkanlilikla degerlendirerek
onun bir cephenin fanatik savunucusu degil déneminin
yapisal ve estetik sorunlarini analiz edip yeni cikis yollar
bulan bir besteci oldugunu anlamiglardur.

Sanate1 kariyeri boyunca senfoni yazmak icin oldukca
temkinli davranmisti. Kendi deyimi ile Beethoven gibi bir
devin ayak izlerini arkasinda hissederek bu ise kalkismak
cok zordu. ilk senfonisini yazana kadar orkestra miiziginde
oldukea dikkatli adimlarla ilerledi. 1861 yilinda ilk piyano
koncertosunu, 1868 yilinda Alman Requiem’i, 1874

yilinda Handel’in Bir Temas: Uzerine Cesitlemeler'i yazda.
Nihayet 43 yasina geldiginde, 10 yili agkin bir caligmanin
sonucunda, 1876 yilinda, ilk senfonisini tamamlamist.

Birinci senfoni ona biiyiik bir séhret kazandirdi. Bu
bagarisini Viyana’da besteledigi tiim diger eserleri ile
percinledi. Her ne kadar Wagnercilerin sert elestirilerine
maruz kaldiysa da 4. Senfoni'yi besteledigi déneme
gelindiginde, Bach ve Beethoven’le birlikte Alman
miiziginin {i¢ biiyiik B’sinden biri olarak aniliyordu.

Brahms’in 1885 yilinda tamamladi: son senfonisi de ayn1
yonde yaratilmig bir bag yapittir. Eserin tiim bdliimleri
birbirlerine motifsel iligkilerle baglidir. Belirgin temalar
yerine, figiirlerin yogun bir dokuya esit dagildig1 ve ritmik
cesitlemeler aracilign ile stirekli bir déntisiimiin yagandid
yapilar vardir.

Final béliimii Bach’in bir kantatindan alinip uyarlandin
diisiiniilen tema tizerine yapilmis 31 adet cesitlemeden
meydana gelmis, bir passacagliadir. Bu béliim béylesine



kisitli malzeme ile elde edilen hayranlik verici ifade
zenginligine sahip olmasi agisindan Bati miizik tarihinin
doruk noktalarindan biri olarak gériiliir.

Eserin ilk seslendirilmesi 1885 yilinin Ekim ayinda
Meiningen Saray Orkestrasi tarafindan bestecinin
yonetiminde yapilmistir. Elde edilen biiyiik bagar:
lizerine, yapitin yayinlanmasi beklenmeden, Almanya ve
Hollanda’y: kapsayan kapsamli bir turneye ¢ikilmigtir.

If it had not been for Brahms, 19th century would have
ended in such an uncertain way in terms of music.
Extensively questioning the musical developments of his
time, the composer paved the way for the innovations of
the 20th century. However, Brahms was perceived quite
differently in his time, largely due to the way he started his
musical career.

While he was playing music in taverns to help his family
make ends meet, he met the famous violin virtuoso Joseph
Joachim in 1853 and, through him, he was introduced to
Robert Schumann. Shortly after that, he made a name for
himself by using his extraordinary skills and the original
musical language in his works. At the time, the "New
German School" pioneered by Wagner and Lizst was being
promoted in Neue Zeitschrift fiir Musik, a Leipzig-based
newspaper. In an article published in this newspaper,
Schumann wrote very highly of Brahms, without
mentioning his name. Brahms who was, so to say, pushed
to the front line by being praised as such by Schumann
who was known to be opposed to the "New German School"
came to be seen as the "conservative" opposite of the
Wagnerian "innovativeness".

However, the following generations including Mahler and
Strauss were able to judge him fairly and considered him
not a fanatic supporter of a certain side, but a composer
analyzing the structural and esthetic problems of the
period to find new ways out.

Throughout his career, the composer had been extremely
cautious about writing symphonies. He found symphony
writing difficult, because, as he put it, he felt the weight of
the footsteps of a giant like Beethoven. Thus, he trod the
field of orchestra music very carefully, until he wrote his
first symphony. He wrote his first Piano Concerto in 1861,
A German Requiem in 1868, and Variations and Fugue on a
Theme by Handel in 1874. Finally in 1876, when he was



43, he completed his first symphony on which he had been
working for over a decade.

His first symphony brought Brahms significant fame.

The success of this symphony was reinforced by the other
works he composed in Vienna. Although he was bitterly
criticized by Wagnerians, he came to be considered one of
the three great B’s (together with Bach and Beethoven) of
German music, by the time he wrote Symphony No.4.

Brahms’ last symphony, completed in 1885, is a masterpiece
in this sense. All the movements in the work are
interconnected through the relations between motifs. It
includes structures in which the figures, rather than certain
themes, are equally distributed across an intense texture
and a continuous transformation is conveyed through
rhythmic variations.

The final movement is a passacaglia composed of 31
variations on a theme believed to be adapted from a
cantata of Bach’s. The admirable richness of expression
derived from such a limited material in this movement is
accepted as one of the epitomes of the history of Western
Music.

The work was premiered in October 1885 by the orchestra
of the Meiningen Court under the baton of its composer.
The phenomenal success of the work resulted in an
extensive tour of Germany and the Netherlands, even
before the work was published.

Onur Tiirkmen
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