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The 20th century composer {lhan Usmanbays stands out as a composer who seeks the new
in his works and reflects the techniques of the era to his compositions through his own
filter. This line of the composer, which started with the 12-tone technique after 1950,
continued in the following period with integral serialism, relative notation and
randomness. The works composed by Usmanbag between 1950 and 1960 are seen as the
breaking point in his composition. In this context, the aim of this study is to investigate
the influences on Usmanbag's composition after 1960 and to examine how the composer
used the contemporary musical writing of the period. In this direction, the study focuses
on the period when the composer adopted new techniques in music. Literature review and
purposive sampling method were used in the study, and musical style analysis was made
about the composer. Three works titled Three Musical Poems, Three Paintings by Dali
and Five Etudes for Violin and Piano, in which the composer used the 12-tone technique
and the method of universal serialism between 1950 and 1960, were analyzed. We believe
that obtaining data on how Usmanbas applied the 12-tone technique and the integral
serialism method and how these practices were reflected in his later works will be
important in terms of contributing to the studies and literature in this field. Three Musical
Poems is the first work in which he applied the 12-tone technique the whole. Usmanbag’s
meeting with Dallapicola during the composition led the composer to take more free path
in this technique. The notation he used in Three Paintings by Dali, which he composed
after this work, is the composer's introduction to random and graphic notation. With the
Five Etudes for Violin and Piano, the composer took the 12-tone technique to the next
level and achieved integral serialism. We believe that a comparative analysis of the
composer's stylistic features achieved in these three works with the works of his
contemporaries or other composers who lived in different time periods in the texture of
12-tone music and serialism will provide data for future studies in this field.

To cite this article

Yiiksek, S. (2023). Analysis of [lhan Usmanbag’s three musical poems, three paintings by Dali and five etudes

for violin and piano in the context of 12-tone technique and integral serialism. Journal of Music Theory and
Transcultural Music Studies, 1(1), 1-22. DOI: https://doi.org/10.5281/zenodo.10926240

Introduction

Human beings have tried to put everything into a certain pattern in their lives. In the field of music, this effort begins

with the consideration of the basic concepts and formal characteristics of sound. In this framework, there are four basic

elements of sound, which is the basic building block of music: Duration, pitch, dynamics and timbre. These basic

elements have been analyzed by different schools or art movements; first the duration and loudness of the sound, then

the loudness and timbre. By the last quarter of the nineteenth century, this process was extended to the elements

considered to be untouchable. In the twentieth century, the inviolability of almost all the elements that make up music

disappeared.

! Master of Art Science, Musician, Ankara, Turkiye. E-mail: sedattyuksek@gmail.com ORCID: 0009-0001-0194-9846
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The twentieth century is the century of change in terms of the social events and technological advances it contains.
In the first quarter of the twentieth century, with the First World War, the political and economic order changed,
empires that were thought to be indestructible collapsed, and the world map was redrawn. The change brought about
by the new order of the world was reflected in art, and it became almost obligatory for the artist to say new things. The
search for the new leads to the emergence of different schools, different insights and different movements in different
places, instead of the dominance of a single school or a single movement. In this century, dissonance becomes one of the
main actors of change, not as a temporary sound field or a bridge connecting to the consonance, but as an element that
consciously covers the entire composition. Over time, composers who used dissonant sounds in their works began to go
to more distant tones. After a while, the sense of hearing the main key of the piece began to disappear.

In the last quarter of the nineteenth century, with the death of Richard Wagner (1813-1883), Europe’s most
influential composer, many composers who had been under his influence began to move in other directions in order to
get rid of this influence. In France, Claude Debussy (1862-1918) used unusual chords and harmony to achieve different
timbres, blurring the tonal sense without rejecting traditional harmony rules. While Debussy established the modern
school of composers in his country, he also formed the source of subsequent movements with the musical language he
used (Selanik, 1996, p. 255). At the beginning of the 20 century, Arnold Schonberg (1874-1951) and his students
Anton Webern (1883-1945) and Alban Berg (1885-1935), composers of the Second Viennese School who adopted the
expressionist movement, wrote atonal works by destroying the tonal system. After the war, Schoenberg brought atonal
music into a certain discipline and methodized serial music. Thus, after the First World War, he paved the way for the
concept of atonal music to be approached from different frameworks with the 12-tone technique. After the Second
World War, with the development of the 12-tone technique, serialism began to be applied not only to loudness but also
to all elements of sound. Composers who taught at the summer music school in Darmstadt or attended the course as
listeners began to use serialism to create new discourses and styles. The search for the new continued in Europe and the
United States of America (USA) with avant-garde movements such as random music, electronic music and minimalism.

The two world wars in the first half of the twentieth century established a new world in place of the known one, and
art reshaped itself according to this change, sometimes reacting and sometimes adapting. Adorno said the following

<

about this change: “...as members of society, composers could not refrain from addressing the tensions of society in their
music, and an increasingly complex music would inevitably arise in increasingly complex and divided societies” (cited in
Griffiths, 2010, p. 262). Since the impact of events on societies was expressed by artists through their art as in the past,
the forms of expression have changed with scientific and technological development. The only known fact is that
nothing is the same anymore.

While these developments were taking place in Europe in the twentieth century, polyphonic Western music in
Turkey began institutionally with the reforms made after the proclamation of the Republic. In 1924, with the Law of
Tevhid-i Tedrisat, music lessons began to be included in the education curriculum, and in the same year, the Musiki
Muallim Mektebi was opened in Ankara to train music teachers. This school was later transformed into the Ankara
State Conservatory. Ddri I-Elbdn, the first music school open to the public in Istanbul, which had both Eastern and
Western music departments at its foundation, was transformed into a conservatory in 1926, offering only polyphonic
Western music education.

In 1925, an exam was opened for talented students and successtul students were sent abroad for education (Sarman,
2019, p. 23). Among these students were composers known as the Turkish Mighty Five. The composers who formed
the Turkish Mighty Five utilised local elements in their first works to create poly-phonic national music. Later on, they
created their own style. Among the composers who grew up after the first generation of composers, Sabahattin Kalender
(1919-2912), Kemal Ilerici (1910-1986), Ferit Tiiziin (1929-1977) and Muammer Sun (1932-2021) preferred the path
followed by the first generation by using national elements in their compositions, while flhan Usmanbag (d. 1921), Ilhan
Mimaroglu (1926-2012), Biilent Arel (1919-1990) and Cengiz Tang (1933-1997) preferred to follow the new music
movements in Europe and the USA. (Boran & Sentirkmez, 2015, p. 330).

[lhan Usmanbas is a composer who has applied many of the movements of the twentieth century in his works. The
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beginning phase of the techniques defined as modern in Usmanbag’s works is between 1950-1960. The works that
constitute the breaking point of this beginning and mark the composer’s fork in the road are Music for Cello and Piano
No: 1(1951) and Music for Cello and Piano No: 2 (1951). While the first of these works was written using the 12-tone
technique, the second work was written using the technique based on the polyphony of Turkish maqam music with
quadruple harmony introduced by Kemal {lerici. After these two works, the composer set his course and preferred “new”
music.

There are thesis and book/book chapters that analyzed Usmanbag’s works and focus on his life. In the thesis analyzed
Usmanbayg’s Perpetuum Mobile, the use of sound groups horizontally and vertically and the use of the same sound groups
in different instrumental groups were examined and timbre and texture characteristics were determined (Boran, 1999).
Ozler analyzed the relationship between music and poetry in the composer’s works in which he used randomness, open
work and later graphic notation techniques from the beginning of 1960 (Ozler, 2007). Sonakin analyzed the form of the
composer’s Three Sonatinas, which is considered one of his neo-classicalist works (Sonakin, 2009). Sanver, on the other
hand, analyzed Usmanbas’s works for flute and made a formal analysis of his FL.-75 (Sanver, 2016). Ilyasoglu’s book is
important in terms of flhan Usmanbag’s life and composition, as well as interviews with people who had an influence
on the composer’s life (ﬂyasoglu, 2011). Aydin analyzed Usmanbag’s String Quartet-47, Three Musical Poems, Five
Etudes for Violin and Piano, Immortal Sea Stones and Four Easy 12-tone Pieces (Aydin, 2010). The comprehensive
publication on Usmanbas includes the opinions and reviews of many musicians, musicologists and composers about the
composer (Kéksal etal., 2015).

Analized these three works are the starting point for the composer’s later works, as well as the works that initiated the
composer’s freedom to break the rules of traditional music. In this context, these three works have a special importance
both in the composer’s musical production and in the history of Turkish music. We believe that obtaining data on how
Usmanbayg applied the 12-tone technique and the general serialism method between 1950 and 1960, which is seen as a
breaking point in his composition, and how these practices were reflected in his later works will be important in terms

of contributing to the studies and literature in this field.

Aim of Study

The aim of this study is to investigate the influences on Usmanbag’s composition after 1960 and to examine how the
composer used the contemporary music writing of the period. To this end, the focus is on the period when the composer
adopted new techniques in music. In this context, it is aimed to contribute to the limited Turkish literature on the

subject by mentioning the appearance of the 12-tone system in the historical process and the phases it went through.

Method

In this study, literature review and purposive sampling method were used and musical style analysis was made about the
composer. In this study, Turkish and English literature on ‘the 12-tone system’, ‘the serialism method’ and ‘Ilhan
Usmanbag’ was reviewed. Usmanbag’s works titled Three Musical Poems, Three Paintings by Dali and Five Etudes for
Violin and Piano, in which he used the 12-tone technique and total serialism method between 1950 and 1960, were
analyzed in the context of musical style analysis. In this study, Usmanbag’s Three Musical Poems (1952), Three Paintings
by Dali (1952-1955) and Five Etudes for Violin and Piano (1953-1956) will be analyzed through the 12-tone technique,
serialism and the music writing he used in his works. The composer’s use of the 12-tone technique and total serialism
will be analyzed in specific sections. The framework of the analysis is limited to this scope. In the context of the
background of the emergence of the 12-tone system and the serialism method, the musical and historical processes
between the last quarter of the nineteenth century and the second half of the twentieth century, which culminated in
the Darmstadt School and the composers associated with this school, are discussed. This study is derived from the
author’s master’s thesis. Research and publication ethics have been followed in the study. This study is a research article.
Documents

While analyzing the aforementioned works, the composer’s manuscript scores were used. These scores were obtained
from the score archive of Mimar Sinan Fine Arts University Istanbul State Conservatory Composition Department.
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Except for these works, the note samples used in this thesis were taken from http://www.imslp.com.

Expressionism, Arnold Schénberg and 12-tone technique

The economic crisis in the Austro-Hungarian Empire at the beginning of the twentieth century, followed by the political
turmoil and economic collapse, exacerbated by the defeat in the First World War, led the empire towards disintegration.
These developments had a great impact on the artists and intellectuals living in Vienna, one of Europe’s cultural centers,
if not the most important one. The artist entered an introverted creative process and this process led to the appearance
of expressionism.

Expressionism is a movement that emerged in the visual arts at the beginning of the twentieth century, which has the
Romantic movement at its core and consists of the reflection of the intense emotions in the artist’s subconscious on art.
The difference of the expressionist artist from the Romantic artist is that the emotions he expresses are the repressed
emotions in the subconscious and that the artist changes the shape of the objects in order to express these emotions.
Because the repressed emotions of the people living at that time generally consisted of fear, restlessness, anxiety and
tension. The representation of emotions such as fear, anxiety and tension in art was the asymmetrical change or
deformation of objects in a way that disturbed people. As in Edward Munch’s (1863-1944) Skrik (The Scream, 1893),
this was the only way the artist could express his subconscious feelings through a work of art. While the expressionist
artist reflected his inner feelings such as fear and anxiety in his art, he was also revealing his rebellion against the existing
order (Boran & Seniirkmez, 2015, p. 278).

Unlike impressionism, expressionism is not a journey into nature, but a journey into the inner world of the
individual. The task of the expressionist artist is not to depict a concrete object that exists in nature, but to express fear,
shouting and anxiety. Since he had to express abstract things with concrete materials, he could only do this by deforming
the artistic material he used. The artists living in Vienna had retreated into their own shells due to the economic crisis
and the troubles caused by the war. Ozkisi and Diindar’s statement about the expressionist artist’s production is as

follows:

“The Expressionist artist, on the other hand, is opposed not to the ‘seeing’ of an Impressionist, but to what he
actually looks at; for him, wasting time watching nature from this or that angle and trying to reflect it in his work
of artis a luxury, a ‘bourgeois’ game, an already determinative variation of past painting traditions.” (Dtindar &
Ozkisi, 2015, p. 9).

In the field of music, this deformation was made possible through works produced without adhering to any key, instead
of tonal-centered works. The expression of repressed emotions in music was made possible by the continuity of dissonant
sounds. It was impossible to define the continuous dissonant sounds in a piece with the existing harmony rules; what
emerged did not follow the rules. For this reason, atonal works were written that did not conform to traditional harmony
rules. In 1923, Schonberg created the 12-tone technique in order to establish a regular method for the atonal writing
technique. Schénberg is one of the important representatives of the expressionist movement in music.

In the period leading up to Schonberg’s youth, in 1874, Impression which painted by the Claude Monet (1840-1926)
was exhibited in France, a front against non-academic art was formed in France and this impressionist movement started
with painting and spread to other fine arts. In Germany, composer Richard Wagner influenced not only Germany but the
whole world. While Wagner was influential in opera, Johannes Brahms (1833-1897) was prominent in symphonic works.
National movements were spreading across Europe and Russia, and composers were pursuing ‘their’ music.

Schoenberg’s musical education began with violin and cello lessons. At the age of 8, the composer learned the violin
and continued his musical education with the cello. He played the cello in orchestras and earned his living this way.
When he was 20, he met composer Alexandre Zemlinsky (1872-1942) and took counterpoint lessons. Schoenberg did
not continue his musical education afterwards, but it can be said that he taught himself to compose. In 1902, he began
teaching composition at the Stern Conservatory in Berlin, which marked the beginning of his long career as a teacher.
Afterwards, the composer would go to Vienna and begin working with Alban Berg and Anton Webern, who would

form the Second Viennese School with him.
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Schoenberg’s works can be analyzed in three different periods with regards to technique and form. He was a Late
Romantic in his first period. In his second period he was an atonal composer. The last one, he produced serial music and
tonal works in between. He grew up as a Late Romantic and his youth, both as a performer and as a composer, was
influenced by Late Romantic composers. He composed his string sextet Verkldrte Nacht (The Illuminated Night, 1899)
and his choral symphony Gurre-Lieder (Gurre Songs, 1899) under the influence of Bruckner, Mahler and Strauss. With
these works, he proved his competence in tonal harmony rules (Copland, 2015, p. 48). When we look at one of his first
works, Verklirte Nacht (Verklirte Nacht), we see the intensity of chromaticism used by late Romantic composers in
their writing (Pamir, 2000, p. 325).

Schnberg’s work, Op. 11, Drei Klavierstiicke (Three Piano Pieces, 1909), marks the beginning of the composer’s
works without a tonal center (Figure 1). The other works of this period, which we will define as Schoenberg’s atonal
period, in which he wrote without relying on traditional harmony and tonal rules, are Op. 16, Fiinf Orchesterstiicke (Five
Pieces for Orchestra, 1909) and Op. 21, Pierrot Lunaire (1912).

DREI KLAVIERSTUCKE
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Figure 1. Schonberg’s Op. 11, Drei Klavierstiicke No.1, Bars 1-5 (URL-1)

He took a break writing of work between 1914 and 1923. In 1923, he began to compose via method with only twelve
related tones (Schonberg, 2013, p. 550). The 12-tone technique invented by Austrian composer Josef Matthias Hauer
in 1919 and developed by Schoenberg is based on the use of a orderings of 12 chromatic pitch class or ordered set or
row in an octave that ordering determined by the composer.

Ordered set or 12-tone row which determined by composer is called die Grundreibe (the original row). There are three
different versions of this row. The first version is created by ordering the original row from end to end. This row is called
die Umkebrung (retrograde row). The second version is created by reversing the intervals of the original row. This
sequence is also called der Krebs (inversion/mirror row). The final version is die Krebsumkebrung (retrograde inversion),

which is created by arranging the inversion row from end to end (Kostka, 1984, p. 193; Figure 2).
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Figure 2. 12-tone Rows Used by Schonberg in Suite fiir Klavier, Op. 25 (Boran, 1991, p. 167).

The four different sets resulting from the inversions of the original row are transferred to 12 different tones, resulting

* https://en.wikipedia.org/wiki/Josef_Matthias_Hauer
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in a total of 48 different rows (Table 1).

In this method created by Schoenberg, only the order of use of the tones in the row is determined. The registers and
durations of the voices in the 12-tone row can be used freely. This freedom means that the same tone can be used in
different registers and durations in different repetitions within the piece. The rules to be considered when creating a row
are described by Schénberg’s student Ernst Krenek (1900-1991) in Zwolfton-Kontrapunk-Studien, (12-tone
Contrapunt Studies, 1952, trans: {lhan Usmanbas, (1982)): a) Rows with too many of the same interval types are not
very useful, because their repetition creates a kind of monotony in the melodic development. b) The succession of
interval row in more than two major or minor harmony structures should be avoided (1982, p. 5).

Table 1. Transposition of the Original Row and Inversions Used in Schoenberg’s Op.25 Swuite fiir Klavier, into 12-tone

IMi IFa ISol IDo# IFa# IRe# ISol# IRe ISi IDo ILa ILa#

OMi Mi Fa Sol Do# Fa# Re# Sol# Re Si Do La La# RLay
ORe# Re# Mi Fa# Do Fa Re Sol Do# La# Si Sol# La RLa
ODo# Do# Re Mi La# Re# Do Fa Si Sol# La Fa# Sol RSol

OSol Sol Sol#  La# Mi La Fa# Si Fa Re Re# Do Do# RMi

ORe Re Ret# Fa Si Mi Do# Fa# Do La Lag Sol Sol#  RSol#

OFa Fa Fa# Sol# Re Sol Mi La Re# Do Do#  La# Si RSi
ODo Do Do#  Re# La Re Si Mi La# Sol Sol#  Fa Fag RFa#
OFa# Fa# Sol La Re# Sol# Fa La# Mi Do# Re Si Do RDo

OLa La Lag Do Fa# Si Sol# Do#  Sol Mi Fa Re Re#  RRe#
OSol# Sol# La Si Fa La# Sol Do Fa# Re# Mi Do# Re RRe

0Ssi Si Do Re Sol# Do#  La# Re# La Fa# Sol Mi Fa RFa

OLay La# Si Do# Sol Do La Re Sol# Fa Fa# Rey Mi RMi

RILay RISi RIDo# RISol RIDo RILa RIRe RISol# RIFa RIFa RIRe# RIMi

In order to stay away from the tonal effect and to avoid creating a tonal sensation as much as possible, the row should
not be arranged in such a way as to create a tonal melody. Apart from this, there are also rules to be followed when setting
the melody. The row established while writing a piece is not changed until the piece is finished. The inversions of the
row valid for the piece can be used. When writing a melody, the same tone is not used until all the tones of the row are
finished. Only the tone is repeated before moving on to the next tone. However, this tone can be a repetition within the
same octave (Usmanbag, 1982, p. 6).

When writing a poly-phonic melody, there are certain rules in order to avoid a tonal sensation. The first of these rules is
that no tone in the row should be heard with its octave. This means that the musical movement stops because thisis contrary
to the 12-tone technique. Although the same tones can sound in the same octave in two parts, this movement cannot
continue. The second rule is that dissonant intervals should be preferred over harmonious intervals.

Schoenberg’s first works in which he used the 12-tone technique were Op. 23, Klavierstiicke (Piano Pieces, 1920-
1923) and Op. 24, Serenade (1920-1923). He used the 12-tone technique in some sections of these pieces. He used this
technique throughout the entire work for the first time in Op. 25, Suite fiir Klavier (Suite for Piano, 1922) (Mimaroglu,
2013, p. 75). In 1925, the composer became teacher at the Berlin Academy of Arts.

Germany, which was defeated in the First World War, signed the Treaty of Versailles on June 28, 1919. Due to the
harsh terms of this treaty, political power changes in Germany. The Natinonalsozialistiche Deutsche Arbeiterpartei
(National Socialist Workers’ Party), led by Adolf Hitler, takes over the power. As a result of the political change and the
policies implemented in Germany, the composer, who was dismissed from his job in 1933, first went to France and then
to the USA (Pamir, 2000, p. 356). In 1934, the composer began teaching at the University of California and remained
in the USA until his death.

Second Viennese School
Alban Berg, a student of Schoenberg and a member of the Second Viennese School, was born in Vienna on February 9,

1885 to a well-to-do family. Self-taught as a composer, he began writing notable compositions at the age of 19, after
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taking lessons from Schoenberg. Berg’s 7 Friihe Lieder (The First Seven Songs), which has no opus number and was
written between 1905 and 1908 after studying with Schonberg, is the first work to attract attention. After this work, he
wrote Klavier Sonate, Op. 1 (Piano Sonata, 1908-1909, 1920) in 1908. This work is generally similar to Wagner’s use of
chromaticism (Mimaroglu, 2013, p. 81). Op. 2, Vier Lieder (1908-1909, 1920) was written by the composer on poems
by Alfred Mombert and Friedrich Hebbel. Op. 3, Streichguartet (String Quartet, 1910, 1924) gives an idea of what the
composer’s later works would be like. The counterpoint technique he used in these two works shows that the composer
gradually switched to the 12-tone technique.

Although the composer composed other works after these two works, he focused on his opera Op. 7, Wozzeck, until
1922. Berg used the play of the same name by the German poet George Biichner (1813-1837) in his opera Wozzeck,
written between 1914 and 1922. Berg reduced the number of episodes of this play in his opera. With the value of the
libretto text and the success of the music in the expression of the text, Wozzeck can be counted among the first three
operas not only in the period it was composed but also in the entire opera repertoire (Mimaroglu, 2013, p. 83).

Alban Berg’s Lyrische Suite (Lyric Suite), composed in 1925-1926, is his first work composed in 12-tone technique.
The first movement, part of the fifth movement and the sixth movement are written in 12-tone technique. Although
the other movements are tonal, in the second movement we hear the theme from the first movement. Berg composed
Der Wein (Wine, 1929) entirely in 12-tone technique. This work is a concert aria for soprano and orchestra.

After these works, Berg started to write operas again, but could not finish the opera Lulu. Using the tragedies Erdgeist
(The Spirit of the Earth, 1895) and Die Biichse der Pandora (Pandora’s Box, 1904) by Franz Wedekind, this opera was
staged in its unfinished form after Berg’s death in 1937. The composer’s last work was Violinkonzert (Violin Concerto,
1935), dedicated to Alma Mahler’s deceased daughter, which was also a farewell elegy for the composer. This work, like
the Lulu, was performed after the composer’s death. The composer died of blood poisoning in 1935.

As a composer, Alban Berg carried the line of Late Romantic composers into the twentieth century, did not adopt
the 12-tone technique as much as Webern, and also used contrapuntal writing in his compositions. Berg made no effort
to avoid tonal sensations in his works in which he used the 12-tone technique (Boran & Sentirkmez, 2015, p. 285).

Another member of the Second Viennese School is Anton Webern. Webern, who Born in 1883 in Vienna, began his
professional music education at the Department of Musicology at the University of Vienna. He received his doctorate
on the Renaissance composer Heinric Isaac and conducted many orchestras in Vienna and other cities since 1906.
Webern began to study composition with Schénberg in 1910, and in 1915 he was drafted into the army due to World
War I, but soon returned from the front due to health problems.

After the war, Webern served as president of the Sektion Osterreich der Internationalen Gesellschaft fiir Musik
(Austrian International Music Association) founded by Schonberg. After the Nazi takeover, Webern’s work was halted
and he was allowed to teach a limited group of students. With the martial law in the country and the outbreak of the
Second World War, he settled in Mittersill, where his daughter lived, and lived in this town until his death. Although
there are different information about his death, it is confirmed by military sources that he was accidentally killed by an
American soldier (Mimaroglu, 2013, p. 95).

Webern’s first opus numbered work was Op. 1, Passacaglia (1908). The work is generally influenced by Late
Romantic composers and Wagner. According to Mimaroglu, “/PJassacaglia bears many of the important lines of
Webern’s personality. Variations in motive, timbre, distinction ... His later works will always be based on this idea of
variation. Developing an idea (not growing, but developing) is the main characteristic of Webern’s music” (2013, p. 89).
With Op. 3, Fiinf Lieder (Five Songs, 1907-1908) and Op. 4, Fiinf Lieder (Five Songs, 1908-1909), the composer began
to compose atonal compositions. Webern composed vocal works from 1915 until 1926. The first work Webern
composed using the 12-tone technique was Op. 17 Drei Volkstexte (Three Folk Texts, 1924). In this work, Webern used
only the original row and introduced the canon and mirrored canon techniques that he would use in later works. Webern

states the following about the construction of the 12-tone row:

“How does the row come to exist? It’s not arbitrary, the result of chance; it’s arranged with certain points in mind.
Here there are certain formal considerations, for example one aims at as many different intervals as possible, or
7
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certain correspondences within the row-symmetry, analogy, groupings (thrice four or four times three notes, for
instance). Our-Schonberg’s, Berg’s and my-rows mostly came into existence when an idea occurred to us, linked
with an intuitive vision of the work as a whole; the idea was then subjected to careful thought, just as one can
follow the gradual emergence of themes in Beethoven’s sketchbooks. Inspiration, if you like.” (Webern, 1963, p.

54).

)« » «

Webern gave the example of a Latin Palindrome consisting of the words “Sator”, “Arepo”, “Opera”, “Tenet” and
“Rotas” in his book (1963) (Table 2).

Table 2. Example of Webern’s Latin Palindrome (Webern, 1963, p. 56).

S A T O R
A R E P O
T E N E T
O p E R A
R O T A S

When we look at the original row and its transposition to E in Op. 21, Symphonie (Symphony, 1928), which was inspired
by this Palindrome, we see that it is a retrogade of the original row (1960, p. 80; Table 3).

Table 3. The 12-tone Rows and Inversions Used in Second Movement of Webern’s Op. 21, Symphonie (Webern, 1960,
p- 85)

ILa IFa  ISol ISol# IMi IFa ISi ILagy  Ire IDo# IDo IRe#

OLa La Fa# Sol Sol# Mi Fa Si La# Re Do# Do Re# RRe#
ODo Do La Lag Si Sol Sol# Re Do# Fa Mi Re# Fa# RFag
OSi Si Sol# La La# Fa# Sol Do# Do Mi Re# Re Fa RFa
OLa# La# Sol Sol# La Fa Fa# Do Si Ret# Re Do# Mi RMi
ORe Re Si Do Do#  la La# Mi Ret#t Sol Fa# Fa Sol# RSol#
ODo# Do# La# Si Do Sol# La Re# Re Fa# Fa Mi Sol RSol
OSol  Sol Mi Fa Fa# Re Re# La Sol# Do Si La# Do# RDo#
OSol# Sol# Fa Fa# Sol Reg Mi La# La Do# Do Si Re RRe
OMi Mi Do# Re Re# Si Do Fa# Fa La Sol# Sol La# RLa#
OFa Fa Re Re# Mi Do Do# Sol Fa# La# La Sol# Si RSi
OFap Fa# Rey Mi Fa Do# Re Sol# Sol Si La# La Do RDo
ORe# Re# Do Do# Re La# Si Fa Mi Sol# Sol Fa# La RLa

RIRe# RIDo RIDo# RIRe RILay RISi RIFa RIMi RISol# RISol RIFa# RlLa

Following the rules of the 12-tone technique laid down by Schoenberg, Webern took this technique one step further
and applied the concept of row to other elements of music. We see the most obvious example of this in Op. 24, Konzert
(Concerto, 1934). Webern began to use scales not only in loudness but also in other elements of music. When we look
at the first five bars of Op. 24, Konzert, we see that the triadic scale begins with a sixteenth triad in the oboe. The triadic
sequence continues with three eighth notes in the flute part, then passes to the trumpet and continues with an eighth
triad. This sequence ends with a fourth triad. Thus, the serialism technique is applied in note durations as well as pitches
(Pamir, 2000, p. 368; Figure 3). Figure 3 shows the cycles of the triplets in different instruments that Webern uses in the
first three bars of the Konzert. This example shows how the composer divides the row into modules and uses them on
different instruments (Figure 4). With the many innovations he brought to the 12-tone technique, Webern became a

source of inspiration for later composers.
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Figure 4. Inversions Rows Used in Webern’s Op. 24, Konzert, bars 1-3. (Pamir, 2000, p. 368)

12-tone Technique and Integral Serialism after Second World War

The Great Depression of 1929 and the winds of fascism blowing across Europe culminated in the Second World War.
During this turbulent period, many composers lost their jobs or were banned from performing their works. The Nazi
government’s repressive behavior drove composers either to other lands or to wait quietly in a more protected place.
Schoenberg emigrated first to France and then to the United States. Webern went to where his daughter lived, which
was relatively quiet. In a letter to Webern’s student Willi Reich on October 20, 1939, Webern wrote the following about

his current situation:

“Yes, I too believe it would be best for you and yours to stay where you are in the present circumstances, and that
perhaps it was just as well that what you once intended didn’t come about. So I wich you aslong a stay as possible.
But maybe things will change again after all. Let’s hope, dear friend!..Yes, in September I lost my steady job at the
Radio; the post was liquidated, I was left out in the cold! So I had to take what there was, quickly! It’s a devil of a
situation. At the moment I haven’t a single pupil.” (Webern, 1963, p. 59, 60).

During the Second World War, the younger generation of European composers were caught in a climate of repressive
regimes and isolated culture. They saw the current state of Western music as a political and social failure. They were angry
about the legacy of the past. Therefore, a new music, different from the past, had to be made in order to recreate this land
coming out of the war.

Although integral serialism in Europe did not begin until after the end of the Second World War, Olivier Messiaen
(1908-1992) was an important composer influencing young post-war European composers. At the age of 11, Messiaen
began his musical education at the Paris Conservatory, leaving the conservatory in 1930. During his education, he
studied composition with Paul Dukas (1865-1935), organ with Marcel Dupre (1886-1971) and piano with Georges
Falkenberg (1854-1940). In 1936, with his Poémes pour Mi (Poems for Mi), he took an oppositional stance against the
ongoing neo-classicism in Paris, and in the same year he founded a group called Le Jeune France (The Young French).
Other members of the group were Andre Jolivet (1905-1974) and Jean-Yves Daniel-Lesur (1908-2002). In 1938,
Messiean started to work as an organist at St. Trinite Church and at the same time began to teach at the Schola
Cantorum. After the outbreak of the Second World War, the composer was drafted into the army, where he was
captured by the Germans and spent some time in a prison camp. In 1942, the composer returned to his position at the
church and also become teacher of harmony at the Paris Conservatory (URL-5).

Messiaen presented the idea of treating each of the other parameters of sound separately. The most innovative aspect
of Messiaen’s book (1944) was in rhythm, changing the beat patterns of the rhythm and leading to the concept of

9
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“ametric”. The rhythm and nuance series Messiaen used in his Quartet pour la Fin (Quartet for the End of Time, 1940)
influenced later composers (Morgan, 1991, p. 334). With the end of the Second World War, two of Olivier Messiaen’s
students came to the fore as young European composers who developed serial music into the concept of serialism.

Copland has this to say on this subject:

“The postwar generation soon discovered two brilliant leaders and spokesmen-Pierre Boulez in Paris and
Karlheinz Stockhausen in Cologne. Of about the same age, both had received their basic musical training in their
own countries, and strangely enough, both had later been felow students under the tutelage of Olivier Messiaen
in Paris.” (Copland, 1968, p. 162).

Pierre Boulez (1925-2016), one of Messiaen’s students, studied composition with Messiaen, 12-tone with Rene
Leibowitz and counterpoint with Arthur Honegger during his studies at the Paris Conservatory. Boulez, one of the
leading composers in post-war Europe, felt that the composers of the early twentieth century had not fully realized a
musical revolution, had not fully grasped the departure from tonal harmony, and therefore clung to the forms of the
past. In 1952, Boulez wrote praising Schoenberg for inventing the 12-tone technique, but said that Schoenberg had not
tully developed it, and that he treated the 12-tone technique only as a theme and based it on pre-Classical forms. Boulez
said that not only loudness, but also the use of all musical elements within the scale would distinguish the new music
from the past. Boulez, who praised Webern in these matters, chose to follow Webern’s path like many other composers
in Europe (Morgan, 1991, p. 334). The orchestration techniques and musical structure used by Webern were the
beginning of new steps to be taken. The next step was the organization of all the elements of the music with the sequence

technique. With this method, the movement of integral serialism had begun (Boran & $entirkmez, 2015, p. 284).

12-tone Technique and Integral/Total Serialism in ilhan Usmanbag’s Work

[lhan Usmanbag make himself acquaintance with the 12-tone technique in 1950 with two books by Ren¢ Leibowitz and
two magazines published abroad. These books were Schoenberg et son ¢cole (Schonberg and his school), Introduction 4
la musique de douze tons (Introduction to Twelve Tone Music), and the magazines were Polyphonie and Revue Musicale.
The composer was influenced by what was written in these sources, but also by the idea of trying to fit modal music into

a harmonic system. The composer describes these years as follows:

“On the other hand, a modal-based approach, of which we had seen examples — Bartok, Turkish composers —
continued to have an influence. But both Leibowitz’s arguments and Boulez’s polemics were so strong, and the
works we heard from time to time had such a new air (after a short trip to America in 1952, we heard Webern’s
five pieces for strings and 6 Bagatelles, I had brought his Symphony, Schénberg’s Erwartung, Berg’s Wozzeck and
Lyrical Suite, this time on vinyl, to play on my 33-turn toy record player), it was impossible to escape their

influence.” (Usmanbag, 1971, p. 15, y.¢.).

The composer was also working on modal music with Kemal Ilerici (1910-1986). The composer’s First Symphony
(1948) and Clarinet Quintet (1949) are influenced by Ilerici’s theory of harmony in certain parts. In his Symphony for
Strings (1950), written in the same years, he used the 12-tone scale within the harmony system.

While he used the 12-tone technique in Music for Cello and Piano No: 1, written in 1951, in Music for Cello and
Piano No: 2 (1951), written for the same instruments, he used the technique of poly-phony of Turkish magam music
over Western music harmony, which he studied with Ilerici. After these works, the composer composed Three Musical
Poems (1952) and Three Paintings by Dali (1952-1955) with the 12-tone technique. In 1953, he transferred the 12-tone
technique to integral serialism and composed Five Etudes for Violin and Piano (1953-1956). The composer’s other
works using serialism are, in chronological order, Three Pieces for Clarinet and Cello (1956), Three Pieces for Two Pianos
(1957), Music with Poetry (1958), Un coup de dés (1959), Repos d’éte (1959), Octet (1960-1967). After these works, the
composer switched to relative notation, and in 1967, with his Rbapsodies I-II-III (1967), Rbhapsodies IV-V-VI (1968)
and Rhapsodies Ve/Pf-1, 2 (1968), he switched to rational writing.

10
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Analysis

Three Musical Poems

Usmanbag’s Three Musical Poems is the first work in which he used the 12-tone technique throughout. The poems The
Spider of Time, The Endless and The Joy of Beauty belong to Ertugrul Oguz Firat. These three poems were translated
into French by Usmanbas. The titles of the French translations are L zraignée Du Temps (The Spider of Time), Non
Fini (The Unending) and La Joie De La Beatue (The Joy of Beauty), while the title of the work was translated as T7e
Poemi in Musica (Three Musical Poems). The work was published by Edizioni Suvini Zerboni in 1957 and was first
performed in the United States in 1957 by the composer’s wife Atifet Usmanbag and pianist Lionel Nowak. The
duration of the work is 7 minutes.

Usmanbas completes the first part of his Three Musical Poems, the first poem “The Spider of Time”, in Ankara.
Meanwhile, he met composer Luigi Dallapiccola (1904-1975) on a trip to Tanglewood in the United States for a music
testival sponsored by UNESCO. This coincidence led to the completion of the “Unending” and “Joy of Beauty” sections
of the work under the supervision of Dallapiccola (Ilyasoglu, 2011, p. 123).

The first movement of the piece, “The Spider of Time”, is written in 3/4 at a speed of quarter=60 metronomes. The

composer’s explanations for the first movement are as follows:

“The Spider of Time: A single 12-tone row is arranged with the same six tones always sounding together to create
a certain harmonic framework, or three chords of four tones coming together continuously. Quarter = 60 MM
beats can be thought of as a symbolic flow of time. The voice part alternates between speech and song”
(Usmanbasg, 2015, p. 232, y.¢.).

The original 12-tone row used in the piece is B flat, A, E, G, B, A flat, C, D fla, E flat, G flat, F, D. The inversions
derived from the original row are in Table 4. Only the original row is used in the first movement (Figure 5).

In the first movement, Usmanbag divides the original row into two cells, and starting in the second measure, the
repetitive movement of these two cells in the piano accompaniment continues until the ninth measure. In measures nine
and ten, the first two tones of the two cells formed from the scale are repeated in the piano, and in measures 11 and 12
in the singing part. In measure 15, the tones of the row continue, this time horizontally in thirds and vertically in twos
(Figure 6).

Table 4. The 12-tone Rows and Inversions Used in Usmanbag’s Three Musical Poems (Aydin, 2010, p. 36)

ISib ILa IMi ISol ISi ILab IDo IReb IMib ISolb IFa IRe
OSib Sib La Mi Sol Si Lab Do Reb Mib Solb  Fa Re RRe
Osi Si Sib Fa Lab Do La Reb Re Mi Sol Solb Mib RMib
OMi Mi Mib Sib Reb Fa Re Solb Sol La Do Si Lab RLab
OReb Reb Do Sol Sib Re Si Mib Mi Solb La Lab Fa RFa
OLa La Lab Mib Solb Sib Sol Si Do Re Fa Mi Reb RReb
ODo Do Si Solb  La Reb Sib Re Mib Fa Lab Sol Mi RMi
OLab Lab Sol Re Fa La Solb  Sib Si Reb Mi Mib Do RDo
OSol Sol Solb Reb Mi Lab Fa La Sib Do Mib Re Si RSi
OFa Fa Mi Si Re Solb  Mib Sol Lab Sib Reb Do La RLa
ORe Re Reb Lab Si Mib Do Mi Fa Sol Sib La Solb RSolb
OMib Mib Re La Do Mi Reb Fa Solb  Ia Si Sib Sol RSol
OSolb  Solb Fa Do Mib Sol Mi Lab La Si Re Reb Sib RSib

RISolb RIFa RIDo RIMib RISol RIMi RILab RILa RISi RIRe RIReb RISib

11
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Figure 5. Usmanbag’s Three Musical Poems, bars 1-3?

The second movement, “Unending”, is written in quarter = 78 metronomes. In this movement, the composer uses
the same row as in the first movement, but this time with inversion transpositions to different register. In this part of the
piece, no meter markings are used and the meter lines throughout the movement are written entirely as boundary lines.
In contrast, rows is used start from the previous measure and thus the measure line loses its meaning. Thus, an end/ess

teeling is created (Figure 7).
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Figure 6. The First Section of Usmanbag’s Three Musical Poems, bars 15-18.*
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Figure 7. Opening Measures of the Second Part of Usmanbag’s Three Musical Poems.

In the last measure, the piano accompaniment stops and the singing part starts the melody it is looking for. Another
noteworthy point is the ‘comma’ mark at the end of the last measure and the absence of the end lines. The comma mark
is universally indicated as the performer’s breathing space in wind instruments. In other words, as in the title of the
poem, the piece does not end, it is only interrupted. While the singing part continues in a recitative form until the last
measure, it takes on a melismatic form in the last measure (Figure 8).

Usmanbayg’s explanations of the work related to this section are as follows: “The row structure flows through the
piece in a continuous rapid movement. In all this flow, the poem is announced with speech. The rapid movement on

the piano turns into the melisma of the singer at the end; 7o make themselves looking for... ” (Usmanbas, 2015, p. 232,

y.G.).

3 Digital archive of MSGSU Istanbul State Conservatory Department of Composition and Orchestral Conducting.
4 Digital archive of MSGSU Istanbul State Conservatory Department of Composition and Orchestral Conducting.
> Digital archive of MSGSU Istanbul State Conservatory Department of Composition and Orchestral Conducting.
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Figure 8. The Last Line of the Second Part of Usmanbag’s Three Musical Poems.

In the third movement of the piece, no meter markings are used as in the second movement. The section is written
in half note=60 metronome speed (Figure 9). Since the meter line was largely abandoned in this section, when we
examine it by line numbering, we can see that the piece, which consists of 19 lines, uses a meter line in lines 8, 9, 10, 13,
14, 16, but no meter line is used in the other lines. The 12-tone row used in the first two sections is used more freely in

this section. Usmanbag explained this in an interview with Yilmaz Aydin as follows;

“All this was realized with the freedom that the 12-tone system gave us. Let’s say there’s a path in the mountains, it’s pre-
drawn and that path takes you somewhere. In the 12-tone system, you have drawn the path beforehand, and wherever
it leads you, you gather many other things around you. You are both drawing the path yourself and at the same time
giving way to others. The 12-tone is used a bit more limited in the first piece. In the second and third pieces, the 12-tone

was used in a more purposeful way by looking to the right and left of the 12-tone.” (Aydin, 2010, p. 44, y.¢.).

LA JOIE DE LA BEAUTE

- (GUZELLIK SEVINCI)

d-60 liberamente

3 p<pocqf>
= i —e—a 4 —F S r———]
e === === == ===
Plus grande est la beau- té de V'homme—. que I'homme.
p 10 e L
Hp———pus—=p” = T =i =
F_L - 2 s s T f =
I = san ag - ki - dir g - zel - de ken - di - sin - den
P d-60 liberamente

Figure 9. First Line of The Third Section of Usmanbag’s Three Musical Poems.”

Three Paintings by Dali
One of the first works in which Usmanbag’s escape from traditional notation is evident is Three Paintings by Dali. The
composer wrote this work in Ankara between 1952 and 1955. The work was written for 22 string instruments, and in
the score he stated that it could be played by 44 string instruments. The work was first performed by the Presidential
Symphony Orchestra conducted by Giirer Aykal (b. 1942) in 1979. Salvador Dali (1904-1989), the author of the works
the composer associates with in the work, was a twentieth-century painter representing abstract painting. Paintings that
Usmanbag was influenced by in this work are Las Tentaciones de San Antonio (The Testing of Antony the Hermit), £/
Cantauro de Creta (The Man-Horse) and Angel Explotando Armonicamente (Angel in Harmonious Disintegration).
The first thing that draws attention in this work is the composer’s explanations. Usmanbag states in the first article
of the work descriptions that during the composition process, he was not interested in what the painter depicted in his

paintings, but was inspired by the composition of paintings itself. Ilke Boran says the following about this kind of

¢ Digital archive of MSGSU Istanbul State Conservatory Department of Composition and Orchestral Conducting.
7 Digital archive of MSGSU Istanbul State Conservatory Department of Composition and Orchestral Conducting.
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perspective:

“Because this is a modernist take on the historical idea of interaction between the arts. Usmanbag’s thought is
focused on creating a musical projection by abstracting completely from the semantic world of a work of visual

art and feeding only on the physical and plastic parameters of the painting.” (Boran, 2015, p. 64, y.¢.).

In the other items in the explanation section of the work, Usmanbag explains in detail, measure by measure, how the
piece should be performed. From the first measures onwards, it is seen that the composer deviates from traditional
notation. The composer indicates the prolonged tones only with a ligature marking and does not use notes in the

following measures. In addition, the measures of instruments without notes are left blank in the score (Figure 10).

Figure 10. Introductory Measurements of the First Part of Usmanbag’s Three Paintings by Dali from his manuscript

In this section, Usmanbas did not write the number of meter numbers, as he did in the second and third sections of
Three Musical Poems, but instead wrote them as note values above the measures. Cologlu explained this innovation in

the concept of meter as follows:

“The concept of meter in music writing is based on a metrical hierarchy with meter numbers and meter lines.
Usmanbasg, who wanted to free his work from this kind of vertical (temporal) hierarchy, which the music he
designed did not include, moved the meter lines out of the verse, and contrary to the conventional usage, he
showed the meter numbers outside the verse and with only one note value. Thus, he leaves the verse entirely to
the flow of the sound; he removes from the verse two elements (meter digit and meter line) that are foreign to the

progression of the line and used for pragmatic reasons such as ensuring unity.” (Cologlu, 2015, p. 145, y.¢.).
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In the second section, Usmanbag has continued the writing he used in the first painting, in which he does not use
any meter markings. Another striking detail in the second movement is that the meter lines he used in the first movement
are moved to the top of the string in the second movement (Figure 11). In his letter to Ertugrul Oguz Firat, the composer

wrote the following about the writing of the meter lines on the upper side:

“The reason I avoided the meter line was this; the meter in itself inevitably creates a sense of ‘strong time, weak
time’. Each beat takes on a different meaning because of a traditional idea. However, in the music I have written,
there is an understanding that is the opposite of this kind of structure, that is, completely opposite to the idea of
dance. Anyway, since the line has a counterpart, it is a music that has a counterpart not with what spreads over

time, but with what is perceived at a moment” (Ilyasoglu, 2011, p. 125,y.c.).
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Figure 11. Introductory Measurements of the Second Part of Usmanbag’s Three Paintings by Dali from his manuscript

In the third part of Three Paintings by Dali, Usmanbas took the line of going beyond the notation one step further
15
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and wrote on a single line which instruments would play which part, and indicated the other instruments with the
notation line (Figure 12). Céloglu says the following about the notation Usmanbag used in this work:
“Apart from this, innovations such as collecting the notes played together on a single stem and showing the
extended notes with only a slur without repeating them show that the score is treated as a visual part of the work.

These innovations in the score gain a special value by being used as early as 1952.” (Cologlu, 2015, p. 146, y..)

7 &FV

Figure 12. The Third Section of Usmanbag’s Three Pd;ﬁti'ngs by Dali from his rnanusc_;ipt, Rehearsal number 8-9

Five Etudes for Violin and Piano
One of Usmanbag’s works written in a serial organization is Five Etudes for Violin and Piano, a work for violin and

piano. The work was written in Ankara between 1952 and 1956. It was first performed in Ankara in 1964, with Suna
Kan on violin and Ferhunde Erkin on piano. The total duration of the sections of the piece is 12 minutes. The composer,
who preferred a serial organization technique in the work, used these organizations in the form of loudness, duration
and volume. The second movement of this work is analyzed in terms of serial organization. Usmanbag’s work

descriptions for the second movement are as follows:

“In the second etude, the 12-tone row flows between the two instruments without even creating a diphthong,
16
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thirty-second = 360 MM. During this flow, the notes of the 12-tone row gain in value and lengthen each time
they are heard in turn. In the middle of the piece, the piano symbolically repeats this process of gaining value as a
whole. After that, this process is reversed, the values gradually shrink, and in the last line, the thirty-second

ordering comes consecutively on both instruments, as in the beginning.” (Usmanbasg, 2015, p. 233, y.¢.)

No meter markings and meter lines were used in the movement. The original row used in the movement and the cycles

created from this rows are given in Table 5. (Aydin, 2010, p. 48).
Table 5. 12-tone Rows and Inversions Used in Usmanbag’s Five Etudes for Violin and Piano

IMi ISi IRe ILa IDo#  ISol IFa#  IDo IRe# ISol# 1IFa ISib

OMi Mi Si Re La Do# Sol Fa# Do Re# Sol# Fa Sib RSib
OLa Ta Mi Sol Re Fa# Do Si Fa Sol# Do# Sib Re# RRe#
OFa#¢ Fa# Do# Mi Si Re# La Sol# Re Fa Sib Sol Do RDo
OSsi Si Fa# La Mi Sol# Re Do# Sol Sib Re# Do Fa RFa
OSol  Sol Re Fa Do Mi Sib La Re# Fa# Si Sol# Do# RDo#
ODo# Do# Sol# Si Fa# Sib Mi Rey La Do Fa Re Sol RSol
ORe Re TLa Do Sol Si Fa Mi Sib Do# Fa# Re# Sol# RSol#
OSol#  Sol# Re# Fa# Do# Fa Si Sib Mi Sol Do La Re RRe
OFa Fa Do Re# Sib Re Sol# Sol Do# Mi La Fa# Si RSi
ODo Do Sol Sib Fa La Ret# Re Sol# Si Mi Do# Fa# RFa#
ORe# Re# Sib Do# Sol# Do Fa# Fa Si Re Sol Mi La RLa
Osib  Sib Fa Sol# Ret# Sol Do Do Fa# La Re Si Mi RMi

RISib RIFa RlISol# RIRe# RlISol RIDo# RIDo RIFa# RlIlLa RIRe RISi RIMi

Only the original row and its retrograde are used throughout the second movement. At the beginning of the first
line, the original row is written in thirty-second, six voices each for violin and piano, starting on the violin. After the first

scale repetition, the piano starts the scale in the same fragmented manner, this time on the piano (Figure 13).
Fasco (eFae)rmt.

gonsa serd,

Figure 13. First Line of the Second Etude of the Five Etudes for Violin and Piano from Usmanbag’s manuscript

After the fourth repetition of the original row, when the second line is introduced in the fifth repetition, the loudness
series begins to move with the duration series. At the beginning of the second line, mi, the first note of the 12 tones
presented as thirty-second notes, is written in hexadecimal. In the next repetition, the first tone of the row, mi, is written
in eighth notes. At the end of the line, when the mi tone is in dotted eighth note, the row continues its repetition in the
third line (Figure 14).

In the third line, the second tone of the row, the si tone, joins the growth in the duration of the mi tone. The si tone
becomes an octave in this repetition and a dotted octave in the next repetition. The successive tones of the row continue
to participate in this understanding in the same way. In the row repetition that begins at the end of the third line, the mi
tone becomes a dotted fourth note (Figure 15). This development continues until the fifth line, with the tones in the
row increasing their duration values in the same order.

When we reach the fifth line, the value of the first tone of the original row, mi, starts to decrease. The mi tone, which
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rises up to a half-note value in the fourth line, turns into a dotted fourth mi tone in the fifth line. In the fourth line, the
second tone of the seires, the natural si, also reaches a diminished value and begins to decline in the next repetition (Figure
16). The retrograde inversion of the original row that begins at the beginning of the eighth line continues until the end

of the section. By the end of the section, the whole row has reached the thirty-second value.

|

E2s s l 3 [
L dlh :.ﬂm - fd‘o .‘.‘.

Figure 16. Fourth and fifth lines of the second etude of the Five Etudes for Violin and Piano from Usmanbag’s

manuscript

When we look at the whole section, we see that the series expands and grows, and when it reaches the point of
complete symmetry, it also experiences a contraction and reaches the point where it started. When we look at the chart
of this development, we see that the symmetry point of the 24 series repetitions is the 13% repetition of the series. In

general, the entire movement is composed in a retrograde structure in terms of loudness, duration and volume (Table

6).
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Table 6. The distribution of the duration values of the tones in the 12-tone rows used in the second section of
Usmanbag’s Five Etudes for Violin and Piano in thirty-second in each repetition of the series®

Nuance sequence Rep;:rtilec;n of Mi Si Re La Do# Sol Fa#t Do Re# Sol# Fa La#
ff 1 1 1 1 1 1 1 1 1 1 1 1 1
ff 2 1 1 1 1 1 1 1 1 1 1 1 1
ff 3 1 1 1 1 1 1 1 1 1 1 1 1
ff 4 1 1 1 1 1 1 1 1 1 1 1 1
ff S 2 * 1 1 1 1 1 1 1 1 1 1
ff 6 1 1 1 1 1 1 1 1 1 1 1
ff 7 6 1 1 1 1 1 1 1 1 1 1
f 8 6 1 1 1 1 1 1 1 1 1
f 9 6 P 1 1 1 1 1 1 1

mf 10 6 2 1 1 1 1 1 1
p 11 6 1 1 1 1 1 1
12 6 1 1 1 1 1

pp 14 6 1 1 1 1 1 1
p 15 6 1 1 1 1 1 1
p 16 6 2 1 1 1 1 1 1
mf 17 6 S 1 1 1 1 1 1 2
mf 18 6 1 1 1 1 1 1 1 1 1
f 19 6 1 1 1 1 1 1 1 1 1 1 1
ff 20 2 X 1 1 1 1 1 1 1 1 1 1
ff 21 1 1 1 1 1 1 1 1 1 1 1 1
ff 22 1 1 1 1 1 1 1 1 1 1 1 1
ff 23 1 1 1 1 1 1 1 1 1 1 1 1
ftf 24 1 1 1 1 1 1 1 1 1 1 1 1

Results

From these three work, Three Musical Poems has three movement. Their titles are L araignee Du Temps (The Spider of
Time), Non Fini (The Unending) and La joie De La Beatué¢ (The Joy of Beauty). This is the first work in which
Usmanbayg used the 12-tone technique throughout. The first movement of the piece is written beats can be thought of
as a symbolic flow of time. Its beats can be thought of as a symbolic flow of time. The voice part alternates between
speech and song. The original 12-tone row used in the piece is B flat, A, E, G, B, A flat, C, D fla, E flat, G flat, F, D.
Only the original row is used in the first movement. In this movement, Usmanbag divides the original row into two cells,
and the repetitive movement of these two cells in the piano accompaniment continues during nine measure. In this
movement, the composer uses the same row as in the first movement, but this time with inversion transpositions to
different register. In the second movemnet of Three Musical Poems, “The Unending’, Usmanbag aimed to an endless
feeling with using serieses. Usmanbag have used the ‘comma’ mark at the end of the last measure and the absence of the
end lines. In terms of 12-tone rows and such musical mark as breathing ‘comma’, he aimed to reflect that the piece does
not end, as in the title of the poem. The piece is only interrupted. This method remind us the word-painting technique
in music. In the third movement, no meter markings are used. According to Aydin (2010) the 12-tone is used a bit more
limited in the first piece. In the second and third pieces, the 12-tone was used in a more purposeful way by looking to
the right and left of the 12-tone. We agree all of these conditions.

Three Paintings by Dali have three movement as Three Musical Poems. In the first movement, Usmanbag did not
write the number of meter numbers, as he did in the second and third movements of Three Musical Poems, but instead
wrote them as note values above the measures. Usmanbag wanted to free about metric hierarchy in his work. The meter

lines that he used in the first movement are moved to the top of the string in the second movement. Because Usmanbag

8 *Thessi tone, which is the second tone in the original row and the eleventh tone in the retrograde row, is not used in this repetition.
**The do sharp, the fifth tone in the original row and the eighth tone in the retrograde row, is not used in this repetition.
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have avoided to create a sense of ‘strong time, weak time’ conditions in metric structure, and aim to opposite of this kind
of structure. In the third movement he wrote on a single line that instruments would play which part, and indicated the
other instruments with the notation line. This is an innovation according to Céloglu (2015).

In Five Etudes for Violin and Piano, the composer, who preferred a serial organization technique in the work, used
these organizations in the form of loudness, duration and volume. No meter markings and meter lines were used in the
first movement. Only the original row and its retrograde are used throughout the second movement. When we look at
the whole section, we see that the series expands and grows, and when it reaches the point of complete symmetry, it also
experiences a contraction and reaches the point where it started. In general, the entire movement is composed in a

retrograde structure in terms of loudness, duration and volume.

Conclusion
In this study, [lhan Usmanbag’s use of the contemporary music writing of the period is analyzed in order to investigate
the influences on his esthetics after 1960. To this end, Usmanbag’s three works that Three Musical Poems, Three
Paintings by Dali and Five Etudes for Violin and Piano are composed between 1950 and 1960, are analyzed in the
context of the 12-tone technique and integral serialism. Three Musical Poems is the first work in which he applied the 12-
tone technique the whole. Usmanbag’s meeting with Dallapicola during the composition led the composer to take more
free path in this technique. The notation he used in Three Paintings by Dalz, which he composed after this work, is the
composer’s introduction to random and graphic notation. With the Five Etudes for Violin and Piano, the composer took
the 12-tone technique to the next level and achieved integral serialism. These three works are the starting point for the
composer’s later works, as well as the works that initiated the composer’s freedom to break the rules of traditional music.
In this context, these three works have a special importance both in the composer’s musical production and in the history
of Turkish music. Every movement or every ascent has a starting point. This point allows the distance taken or the value of
ascent to be measured. These three works, written between 1950 and 1960, are where the composer, who always dared to
take a step forward and embark on different paths in each of his works, began to reach the line of a contemporary composer.

The reasons why Usmanbas preferred the 12-tone technique are as follows;

» He came across Leibowitz’s books by chance and was able to study them thanks to his knowledge of French,

> The fact that the previous generation wanted to get out of the line and that there was no point in repeating
what they had produced,

» The fact that the environment in which the composer was educated was extroverted and that his personality
was not afraid of experimentation.

» The beginning of political freedoms in the country during the period when the composer started to produce

and its reflection on art.

We believe that a comparative analysis of the composer’s stylistic characteristics achieved in these three works with the
works of his contemporaries or other composers who lived in different time periods in the texture of 12-tone music and

serialism will provide data for future studies in this field.
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Introduction
Lodges, madrasahs and even mosques were the places where famous Albanian authors and scholars came into contact

with Oriental literature. Later, inspired by this literature, they wrote their own works and translated Persian literature to

make this creativity known to Albanians in different periods. The influence of Sufism and sect can also be seen in the
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representatives of the Albanian Alamiyado literature, whose poetry clearly shows the influence of Islamic Sufi elements.
We also see the influence of Sufism in music. In the Kosovo tradition, the main musical works are poems expressing deep
feelings, in which there is an organic connection between the grifte and the compositions written in accordance with
these gziftes. At this point, hymns are works of special importance in lodges. They were transformed into mystic oratorios
with dervish dances. For this reason, many researchers have recognised lodges as the only places of poetry and music, as
the source from which the knowledge flows. The development of lodges and other Islamic institutions in the Balkans
led to the influence of Sufi music in Kosovo as a sociocultural phenomenon.

Throughout history, there has been direct or indirect cultural interaction between societies due to migration, war,
trade, etc. This interaction is analyzed with the ‘intercultural” approach. ‘Interculturality’ is “the exchange and equal
communication relationships between cultural groups that differ according to criteria such as ethnicity, religion,
language or nationality.” Jeft Lewis characterizes interculturality as “cultural fluidity and the dynamics of cultural
change” (Lewis, 2008, p. 136). ‘interculturality’ “recognizes the intertwining of difference and sameness” and allows
cultural “groups to adapt and adopt new discourses, values, ideas and knowledge systems” (Cukurova, 2023, p. 210).
According to Cukurova (2023), in interculturality, “each era has had a different significance and value, and different

transfers have taken place in each different period. Commercial and social activities have a great share in this...” (p. 210).

Importance of the Research

This study focuses on the research of Sufi music in Kosovo asa musical and socio-cultural phenomenon in 21th century.
We believe that the topic is important and useful because it aims to fill the gap in this field, which has not been
sufficiently emphasised, by addressing the problem in a holistic manner, taking into account the contributions made so
far by Albanian and other scholars. It has been observed that studies on Sufi music creativity in Kosovo are few in
number and have deficiencies. This is the reason for our endeavour, which lasted for several years, to carry out a study
on our cultural heritage. This topic has the structure of shedding light on the issues related to the creativity of this musical

genre and its deeper analyses. This can be seen in the parts that have survived over time as traditional heritage.

Aim of Study

The aim of the study is to deal with the theoretical and applied concepts of the meaning of the ideal feeling of love
manifested through the art of music. Our study will cover the whole range of Sufi rituals and traditions in a specific place
as Kosovo. Special attention is paid to musical transcriptions, which have an important place in this study. Our problem
is to find and transcribe the songs with religious motifs performed in Kosovo lodges, which are more preferred by the
public. However, not all of the examples included in this study are transcriptions. In the selection of popular genres with

religious motives, different variants and publications were selected.

Method
Qualitative research method was used in this study. Literature review was conducted and interview method was used in
tield research. The study is derived from the doctoral dissertation titled 'Sufi Music Tradition in Kosovo' (2021). In the
literature review, monographs, articles, national/international symposium proceedings and lodges archives were
examined. A wide range of observations were made in the field research based on interviews with people of different age
groups and professions and zzkzr observations during the research. Research and publication ethics were followed in the

study. The study is a research article.

The Effect of Educational Institutions on Sufi Music in History
One of the most important and decisive factors in the development of Albanian culture during the Ottoman rule in
Albanian lands was undoubtedly education and training programmes. In the early periods, educational activities took
place in mosques or in places close to mosques. For this very reason, the history of this activity is associated with the
construction of the first mosques.

The education system organised education at three levels. Lower level education was provided in schools, while
middle and upper level education was provided in madrasahs. In addition to these schools, a special school called

Enderun was also providing education in the Ottoman pay-z tabtinda. In this school, in addition to the children of the
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Sultan, the staft of the Ottoman administration and those who would take part in other fields of state activity were
trained. From this school, the most prestigious Ottoman university, many high-level state cadres belonging to the
Albanian nation emerged (Krasniqi, 2017:228).

The main objective of education in the schools was to teach how to read the Qur'an in accordance with the method,
to memorise some suras of the Qur'an, to provide basic religious knowledge and to provide education in accordance
with Islamic ethics. In the 18th century, calligraphy was also started to be taught in the schools (Aksoy, 1968:14). In
1781, Arabic and Persian were added to the curriculum (Aksoy, 1968:15).

As mentioned above, the second level of education was madrasah education. Based on the Vakifname and other
sources published until today, it can be concluded that one of the first madrasah established in Kosovo was the madrasah
built by Gazi Ali Bey in Vugitrin in 1444-1455 (Kaleshi, 1973:66). Ipek Madrasa-i Atik was also built by Mehmet Bey
before 1516 (Rexhepagic, 204:137). In the city of Prizren, Yahya Pashazade Mehmet Pasha built the madrasah, which
became famous under his name, in 1537 (Kaleshi, 1973: 67). In Pristina, the madrasah founded by Begaret Bey was active
as early as 1566 (Mehmeti, 2008: 72).

In the 18th century new madrasahs were established in Albanian cities. The most famous of the madrasah established
in the first decade of the 18th century is the Atik Madrasah of Yakova. According to the information we have, this
madrasah was founded in 1707 by the Kurtpagazade-Kryezi family of Yakova (Becirbegovic, 72-73:90). The Great
Madrasah of Yakova was famous for the high level of scholars. Among its first muderris were Ali Efendi and Uveys
Efendi. The following muderris also taught at this madrasah: Yahya Efendi, Ismail Efendi, Hact Hiiseyinzade Hasan
Efendi, Ilyas Efendi, Islam Efendi and Ilyaszade Fahri Efendi. Most of the muderris of this madrasah left different works
or commentaries. It should be noted that students from outside the county of Yakova also studied at this madrasah
(Krasniqi, 2017:236).

At the beginning of the 19th century, around 1807, the Small Madrasah of Yakova, known in Ottoman sources as
the Madrasah-i Cedid, was established (about one hundred and fifty years after the Great Madrasah). The first muderris
of this madrasah was Tahir Efendi Bosnianzade, who was born in 1774 and died around 1870 (Krasniqi, 2017:234).
Tahir Efendi was a writer, poet, muderris and one of our intellectuals who wrote and was active in the field of education
in the first half of the 19th century. The opening of madrasahs in all cities from the second decade of the 15th century
to the first half of the 19th century is an indication that the Muslim Albanian community was massed at an enviable
level in terms of education according to the conditions of the time. This massification developed especially in the 18th
century thanks to the establishment of educational and cultural institutions by the Albanian nobility. Based on the
curriculum of the local madrasahs of this period and the professional and intellectual level of the muderris in charge of
these madrasahs as reflected in their manuscripts, it is possible to say that these madrasahs constituted the religious and
academic intelligentsia of the period. In these madrasahs, a large number of literary works were copied and annotated in
different scientific fields and disciplines, including Albanian Aljamiado literature.

Among the madrasahs built between the 18th century and the middle of the 19th century and which have survived
to the present day, we can mention Yakova Great Madrasah (1708), Yakova Small Madrasah (1808), Ipek Atik Madrasah,
Ipek Cedid Madrasah, Emin Pasha Madrasah established in Prizren in 1931, etc. Mosques can also be mentioned among
the institutions that play an important role in terms of education and training. Historically, mosques have had a much
wider role than the role of a sanctuary (place of prayer). Since the beginning of Islam, mosques have been the main
Islamic institutions with which religious, educational, cultural, political and social life have been closely related. The

mosque also played such a role for us during the Ottoman reign.
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During the Ottoman period, the education of Muslim Albanians took place in institutions such as mosques, lodge,
schools, madrasahs; in special places such as Enderun-1 Hiimayun, which was attached to the sultan’s palace; and in
famous educational institutions located in different centres of the Ottoman state, especially in Istanbul (Krasnigji, 2017:
258). Mosques played an irreplaceable role in the education and training of adults. This activity was mostly carried out
by preachers and, in their absence, by mams. The impact of preachs on the jamaat was indeed great and multifaceted.
Through preachs the members of the community learnt about different religious and social issues. The religious stories
told by the preachers in the mosques penetrated the masses and became widespread among the Albanian people,
regardless of their religious affiliation. Some of these stories inspired poets in later periods and became the subject of
written works (Krasniqi, 2017:259).

In terms of architectural typology, the mosques built in Albanian territory are of two traditional types: Mosques
with a single dome and a single unit and mosques with wooden roofs covered with tiles (Meksi, 2007:147). In terms of
style, the mosques of the 15th century are generally in the Ottoman Bursa architectural style, while the mosques of the
16th century are in the style of the early Istanbul architectural school (Gj. Frashéri- S.Dashi, 1976:57). One of the most
important mosques that have been preserved to date in terms of architectural value is the Pristina Bazaar Mosque, the
foundation of which was laid by Sultan Yildirim Bayezid following the Battle of Kosovo (1389). The construction of
the mosque was completed during the reign of Sultan Murad II (1424-1451) (Kosova dikur e sot, 1973:468). Vulgitrin
Gazi Ali Bey Mosque was built in 1455, Pristina Fatih Mosque in 1461, and Ipek Bayrakl: (Carst) Mosque in the second
half of the 15th century (Meksi, 2007:50). Prizren Gazi Mehmed Pasha Mosque (Bayrakli Mosque) and Yakova Hadim
Mosque were built in 1594 (Drangolli, 1984:97).

Buildings of Islamic culture in Kosovo continued to increase between the beginning of the 18th century and the first
half of the 19th century. During this period, these buildings were characteristic elements of the architectural and
urbanisation face of each settlement. The most common type of Albanian mosques is the wooden-roofed type with a
single dome in front of the mihrab, an elegant minaret and a multi-columned arched last congregation (Fjalori
Encyclopedic Shqiptar, 2009:39). From the eighteenth century until the Tanzimat period, the architecture of mosques
and other buildings of Islamic culture was characterised by a style that was more or less different from other parts of the
Ottoman Empire. In these and other similar buildings, local builders applied an architecture with a national flavour,
which continued to develop as an indigenous art despite the influences to which it had been subjected for centuries
(Meksi, 2007:155). Those who commissioned the construction of buildings of Islamic culture on Albanian territory
during this period were mostly from the local aristocracy and tradespeople.

As before, lodges played an important role in the education of the Muslim Albanian population in the 18th century.

The word lodge (lodge) is derived from the Arabic zekye, which means a place where members of an sect take shelter,

*Itis one of Kosovo's rare works of classical Ottoman taste (Source: Shkelzen Rexha's personal photo archive).
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worship and perform ceremonies (Turkish Dictionary, 2005:1937). Lodges are places where Islamic Sufi thought is
processed, analysed, lived and then presented to the public. As Sufi institutions and the building blocks of Islamic
civilisation, lodges are the dwelling and residence of the followers of the sect (murids, muhifs) in order to improve their
morals under the material and spiritual supervision of a shaikh in accordance with the principles of Islamic Sufism (Kara,
1990: 50).

One of the characteristics of education in lodges is the teaching and interpretation of the art of Sufi literature. Lodges
have become important circles of literary criticism over time. Albanian Divan Literature and Albanian Aljamiado
Literature were born in these circles. The performance of verses such as hymns, nefes, naat was an integral part of the
life of the dervish and the muhips. This led to the development of a large number of poets from different sects. Another
special education adults received in lodges was musical culture. The constant singing of hymns refined the taste of the
muhips in the music. Hymn were accompanied by instruments such as kudsim, cymbal and tambourine. Sects identified
in Kosovo are as follows: Halveti, Kadiri, Sadi, Rufai, Bektashi, Melami, Sinani, Nagshbandi, Shazeli (Virmiga, 2010:33).
In general, lodges consist of the following 10 elements:

Semahane: It is the name given to the places where rituals are performed in lodges. Their shapes vary according to sects.
Semahanes are also masjids and have mibrabs.

Tomb (7%rbe): It is the name given to the building built on the grave where the deceased person is buried. It is the place
where one or a few people, who are generally one of the elders of the sect and are thought to be wise men, are buried in
the lodges. Tombs are usually built adjacent to semahbanes or lodges.

Cilehane: It is the name given to the cells where the members of the sect undergo a period of suffering. The dervish sits
there until he completes the period appointed by the Murshid, but he can go out for the fulfilment of his needs. Bektashis
do not have these ordeals.

Cell: Cell means a chamber. The cells reserved for the dervishes in lodges are small rooms for one, two or even a few
people. Cells are usually built in the courtyard of the lodge.

Selamlik: It is the name given to the apartment reserved for men. The term selamizk originated from the fact that the
owner of the mansion or the shaikh would receive those who came here for respect and honours. In other words, it is
the shaikh's apartment. Guests are received and food is eaten there. In Bektashis, this is called the square (meydan).
Harem: It is the place where no one other than his family is allowed to enter. It is the residence where the shaikh lives

with his family. It is usually a big house with many rooms. The door of this residence is outside the lodge.

* Prizren Halveti Lodgesi (Source: Krenar Doli's personal photo archive).
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Kitchen and Pantry: In a suitable part of the courtyard, there is a kitchen and pantry section for cooking the dervishes'
meals and storing the provisions. The cooks who cook meal in kitchen are dervishes.

Coftee House: It is the place where coffee is cooked and the guests coming to the lodge are served. This place is also a
place for dervishes to sit and guests to drink coffee. Guests coming to the dervish lodge are first taken here. Here, the
dervish in charge of the coffee house serves coffee. If the guest is going to see the shaikh, the dervish informs the shaikh
and takes the guest to the shaikh.

Folding Screen: In some large semabanes, there are also special, elevated seats for women. Women watch the zzkzr from
behind a folding screen. This place is entered from the harem part of the lodge.

Mutrib: It is the name given to the place where neyzen (ney blower), kudiimzen (kudiim player) and ayinban (ritual
chanter) are located (G6lpinarls, 1977:55).

In addition to mosques, lodges, schools and madrasahs, libraries also played a role in the development of culture. The
heritage of manuscripts in Arabic script created, brought, used and collected in our lands during the Ottoman period is
a priceless cultural-historical treasure.

Albanian nobles, intellectuals and therefore Muslim Albanian scholars, who played a special and primary role in the
general development of Albanian culture under the influence of Oriental Islam and libraries, which are an integral part
of this culture, during the Ottoman period, constituted the ruling class of the country. The role of this class and Albanian
nobles was irreplaceable in the economic development of the country, maintenance and financing of cultural,
educational and religious institutions, libraries, as well as in the establishment of foundations for the establishment
(Krasnigi, 2006:67). During the Ottoman period, the following types of libraries were established in Kosovo: Private

libraries, mosque libraries, lodge libraries, madrasah libraries, and public libraries.

Private Libraries

Private libraries are known as the oldest libraries of the Ottoman period, as evidenced by the appropriation records of
Arabic-letter manuscripts collected in various libraries and archives. These libraries were the private or family libraries
of the ruling class of the country, such as pashas, muderris and imam. The preserved collections of manuscripts in Arabic
script, the catalogues of these works, and works such as poet biographies provide information about the existence of
more than 400 Albanian poets who produced hundreds of works in Albanian in which is with Arabic script since the
second half of the 17th century, in addition to Ottoman, Persian and Arabic that are the three languages of Ottoman
culture. Therefore, there were many private libraries in Kosovo during the Ottoman period, but here we will focus on
the ones that have preserved library documents until today.

Among the richest private libraries still preserved in Kosovo today, the following are mentionable: Kryeziu family library
in Yakova, also known as Adem Pashazade Murat Bey Library in Yakova, which contains documents dating back to the
the third decade of the 18th century; Rrotulla family library in Prizren, also known as Riistem pasha Library, which
contains material evidence dating back to the end of the 18th century; Cinoglu family library in Prishtina, which
contains 59 volumes of manuscripts dating back to the second decade of the 19th century and is currently kept in the
Central Library of the Islamic Union of Prishtina (Krasniqi, 2017:242).

Mosque Libraries

In every mosque, there were cupboards containing books that could be read and understood by the 7mams and orators
as well as the congregation of the mosque. One of such libraries, whose contents have been preserved until today, is the
one in the Pristina Mosque, the foundations of which were laid by Sultan Yildirim Bayezid in 1389 and the construction
of which was completed during the reign of Sultan Murad II (Kosova dikur e sot, 1973:468). The manuscript “Serh-i
rabatu'l-kulub”, written by Pir Muhammed in 1559 and endowed by the author to this mosque in 1561, is an important
document that reveals that there was a library in Pristina at least since 1561 (Mehmeti, 2018: 123-130).
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Lodge Libraries

During the Ottoman period in Kosovo, important libraries were established within the lodges. These libraries became
important places where works of Sufi literature were put forward and annotated over time. The most important lodge
libraries that have been preserved with their resources until today are as follows: Prizren Halveti Lodge Library, Rahofca
Great Lodge Library, Yakova Great Lodge Library and Kadiri Lodge Library built by Hasan Baba in Prizren in 1646.
This last library is considered the first Kadiri Lodge Library in the Balkans (Rexhepagiq, 2003:183). The lodges of
different sects in various towns in Kosovo undoubtedly had their own libraries. They were richer than the libraries of

the lodge affiliated to them.
Madrasah Libraries

Every madrasah built in Albanian lands during the Ottoman period had its own library. In the city of Prizren, Mehmed
Pashazade Yahya Pasha built the madrasah known as Gazi Mechmed Pasha Madrasah in 1537 (Kaleshi, 1976:30). This
madrasah had the richest library in Albanian territory. Today, there are 400 volumes of manuscripts in this library.
Among these works is a volume donated by Koca Sinan Pasha of Luma Toppyali (Mujezinovic, 1963:199). On the other
hand, in Pristina, Besaret Bey built a library named after himself in 1566. That library has been active since 1566 (Kaleshi,
1976:32).

Public Libraries

We can argue that the first public library in Prizren was built by Tahir Pashazade Rotula Said Pasha, the Mutasarr: of
Prizren, in 1805 and registered in 1807 with a foundation certificate in Prizren Kadi (Kaleshi &Mehmedovski, 1958:40).
The library known as Bulzade Library in Ipek was built in 1805/1806 by the Mutasarrifi of Dukagin, Beyoglu Kahraman
Pashazade Numan Pasha (Krasniqi, 2017:253).

Albanian cultural heritage, which was compiled in Ottoman libraries during the Ottoman period, is in Ottoman
language. As a result of the mass Islamisation of Albanians and the acceleration of developments in economic and
cultural life in the country, Albanian cultural life has achieved a dynamic development in terms of quality and quantity
with the gradual spread of Albanian in the field of religious literature. We can conclude that books left religious
institutions and met with the masses of the people for the first time. The typology of libraries of this period, including
the scientific discipline and field typology of the documents stored in them, has made a noticeable improvement
compared to earlier periods. This is the period when library culture as cultural-educational institutions began to take

root in Kosovo.

Albanian Divan Literature and Sufi Music

Albanian Divan Literature was born in the period when the spread of Islamic religion and culture was at its peak in the
cities, while it was visibly intensifying in the countryside. Albanian Divan Literature is considered to be the literature
created during the Ottoman period under the influence of Arabic, Persian and Turkish literature by Albanians who
were intellectually trained under the direct influence of Islamic culture and civilisation, and continued until the
Albanian Rebirth Literature period. Albanian Divan Literature was born and developed within the Ottoman Divan
Literature, which was the common product of the peoples that made up the Ottoman Empire. In terms of form, literary
genre and spirituality, Divan Literature can be characterised as the specific literature of the Islamic world. It was born
among the Arabs in the pre-Islamic period, became widespread wherever Islam spread and reached the peak of its
development in Persia (Mengi, 2003:10). This literature was named after the name of divan given to the work in which
poets collected their poems within the framework of certain rules. Divans include poems dedicated to 4//ah, the Prophet
Muhammad, the ruler, and the poet’s fellow countrymen.

The Albanian Divan Literature in Arabic script, known in our ancient sources as “Literature of the Beyzzgis”, emerged
in the middle of the second half of the 18th century and consolidated as a literary movement in the 18th century, when
the country had more favourable conditions of economic, political, social and cultural development (Historia e Letérsisé
Shqiptare, 1989:60). The birth and development of this literature is linked to the formation of the Albanian noble class

as a sustainable social class and the local intellectual class. Both classes constituted the country's upper class, which was
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faced with the task of creating a new Albanian cultural and political identity. Albanian writing, and especially artistic
writing, was arguably one of the main elements in the construction of this identity.

Divan literature is the literature of the elite class. For this reason, it was expressed with its qualities and values in the
neighbourhoods where the intellectuals of Ottoman society lived and operated. It is known that the centre of intellectual
life and activities of this society was the Ottoman Palace. In the Ottoman Palace, the most precious pearls of Divan
Literature came to light (Krasniqi, 2017:283). The acquaintance of our people with the world of Oriental Islamic
literature and, within this framework, with literary theories, verse and poetry writing techniques, enabled them to
produce literary works in Albanian in the late seventeenth and early eighteenth centuries, initially in Eastern languages.

The main characteristic of Albanian Divan Literature, as of Divan Literature in general, is the use of a large number
of Arabic and Persian words and phrases, as well as metaphors and similes, which are incomprehensible without a good
knowledge of Islamic Sufi philosophy and Persian literary tradition (Hadziosmanovic &Trako, 1985:11). Albanian
Divan Literature is characterised by the Sufi climate, which is characterised by its specific symbols. The main symbols of
this literature are love, wine and beauty. Divan literature generally does not deal with the ordinary and material love
between the two sexes; spiritual and divine love, therefore love for Allah, the Prophet and the Ahl al-Bayt is expressed
(Levend, 1984:639). Sufi love poets belonged to a random sect. Therefore, they expressed their poems within the sect,
usually in lodges (Krasniqi, 2017:287). This literature was composed in couplets and is known in international scientific
circles as Aljamiado (aljamia < e/-acemiyye: non-Arab, foreign language) and is used in the sense of literature created in
Arabic script in languages such as Bosnian, Albanian, Greek, Ukrainian (Fjalori Enciklopedik i Kosovés, 2018:218).

In terms of its characteristics and qualities, this literature can be divided into two types: Secular and sufi. The secular
one is more evident during its emergence and development (Historia e Letérsis¢ Shqiptare, 1989:62). Ibrahim Nezimi
and Suleiman Naibi can be mentioned among the most famous representatives who paved the way for secular literature.
The second phase of this literature is characterised by the predominance of religious themes. The Sufi trend is more
pronounced and richer and is based on Sufi elements. Most of the authors, whose literary creativity appealed to the
principles of the knowledge of Allah, belonged to different sects. The texts found and published so far have revealed
that Albanian poetry is very diverse in terms of form and genre typology. This characteristic brought to Albanian poetry
new forms and genres such as divan, ghazal, eulogium, hymn, nefes, mawlid.

Interest in the Albanian Aljamiado Literature emerged in the second half of the 19th century. At first, foreign
Albanologists were interested in this literature. The German Albanologist J. G. von Hahn in his work Albanesissche
Studien (Jena, 1854:142-146) was the first of the foreign Albanologists who tried to shed light on the Aljamiado
literature. The path started by Hahn was continued by Auguste Dozon with his Manuel de la langue Sckipe on Albanaise
(Dozon, 1878:8), Louise Banloew with her Analyse de la langue Albanaise (Banloew, 1879:241) and Ettore Rossi with
his Notizia su an Manoscritto del Kanzoniere di Nerim (Rossi, 1946:219-246).

Among Albanian researchers, Idriz Ajeti has written valuable studies in the research of this literature. He published
the work of Tahir Efendi of Yakova named Vebbiye and analysed the language of the work. Prof. Idriz Ajeti also made a
linguistic study on the Divan of Shaikh Malik (Ajeti, 1985:217-248). On the other hand, Hasan Kalesi made a summary
study on Albanian Aljamiado Literature in his work titled Albanska aljamiado knjizevnost (Kaleshi, 1970:49-74).
Among those who have made valuable contributions to the study and verification of Albanian Aljamiado Literature, we
can mention Abdullah Hamiti's Nezim Frakulla dbe Divani i tij né shqip (Hamiti, Logos: 2008) and Jashar Salihu's
Poezia ¢ Bejtexhingeve (Salihu, Rilindja: 1987).

Albanian Aljamiado literature is of special importance for Albanian culture. This literature was born as a sharpening
of the consciousness of Muslim Albanian intellectuals about their ethnic, linguistic and cultural identity, as well as a
development, deepening, broadening and consolidation of this consciousness. For this reason, Albanian Aljamiado
Literature has a special place not only because it took it out of the narrow framework of being didactic-religious, but
also because it enriched thematically and expressive power in Albanian literature (Historia e Letérsis¢ Shqiptare,
1983:538).

30



Doli Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

Albanian Aljamiado poetry is in a relationship of mutual stimulation and influence with folk poetry (Qosja, 1984:
99). This relationship was so deep that often the two poems merged into each other, forming an amalgam that is difficult
to separate. Many poems of the Albanian Aljamiado poets, especially those of Nezimi and Naibi, are still sung today and
have become folk songs.

The development of Albanian literature and scientific thought has been most influenced by the Albanian Bektashi
lodges. As mentioned above, a significant number of writers and musicians were trained in these lodges. They wrote
many poems and stories, and translated into Albanian, in Arabic script, a large number of scientific sources in different
fields. The Bektashi Lodge never restricted its activities to religion, and in addition to religious activity, it encouraged
Albanian writing and gave impetus to the development of Albanian literature, known in scientific terminology as
Aljamiado.

As places of high thought and ideas, dervish lodges were places where many scholars, thinkers, artists and poets visited
and flourished. Sufis also attached special importance to music. The shaikhs and dervishes of these regions wrote classical
poems expressing the needs and pains of the people and divine love, as well as texts on the rules of the sect, creating a
lodge literature of high artistic merit. Since the rituals of the sect were accompanied by poetry and music, these musical
poetry forms developed in lodges. This has led many scholars to justifiably recognize lodges as the only place for poetry
and music and the only source of knowledge. For this reason, Sufism has benefited from these forms of poetry and music
for along period of time and contributed to them reaching their highest artistic level.

These poems, often accompanied by instruments such as kxdzim, cymbal and tambourine, express deep feelings of
love for Allah, Prophet Muhammad, Prophet Ali and other prophets (Rexhepagiq, 2003:260). When these musical
forms are analyzed, even superficially, it can be seen that there is an organic connection between the verses and their
compositions. In our tradition, these verses were learned and performed in lodges in the presence of a particular shaikh.
So much so that the relationship between Sufism and poetic thought permeated education and training as well. For this
reason, Seyhiilislam Esat Effendi considered that lodges are the only place for poetry and music. (Cuhadar, 2001:43). A
contemporary researcher described that lodges are the music academies of Islamic temples (Revnakoglu, 1966: 53). In
the second half of the eighteenth century, the Albanian Aljamiado poems of Nezim Berati, Stileyman Naibi and others
transcended the boundaries of the lodge, the source of these poems. These poems were composed and sung as folk songs.

In the rituals of all sects, the human voice, body movements and musical instruments are effective tools that lead
believers to ecstasy and the integration of soul and body with A//ab in religious ceremonies. In this context, it can be
concluded that music as a ritual form of expression is, inter alia, the adornment of the soul that helps Sufis to experience
the thrill of attaining ultimate union with the A//ah. In addition, it should be noted that music is fully realized in zzk:r
and sema. Both the traditional zzk:r ritual in which 4llah is invoked and listening to music are combined on the same
occasion. Dance or sema with body movements is an integral part of music in the practices of Albanian lodges.

In religious rituals, poetry and music were used as the main platforms. Circular rotation as a mirror of cosmic circles
has the philosophical dimension of Sufi dance. At this point, hymns, which were transformed into mystical oratorios
through the dervishes' dances, played an important role in the lodges. Sufi poetry is not dead and dull or passive; on the
contrary, it is full of life like the beating of the heart and has the power of movement.

Sufi literature and the music created in lodges actually express the longing and striving of the soul of the Sufi to reach
ultimate union with the 4//ab and the desires expressed in this journey towards Him. All this is the story that ends with
the encounter with 4/lah. In this story, the secrets of the journey towards A4/lah and the worries of the soul as it is split
in the Allah are expressed. For a long time Sufism used these forms of poetry and music to elevate them to the highest

level of artistic value.

Practices, Places, Rites, and Ceremonies of Sufi Music
As in Turkey, religious music has been shaped in two main groups in Kosovo. One of these is mosque music, which is

all the vocal performances performed before, during and after prayers in mosques; the second is lodge music.
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Mosque Music: “The vocal music performed in the mosque, both during worship and before and after worship, often
improvised, i.e. the laying of certain phrases on melody patterns in the memory, is called Mosque Music.” (Ozcan, 1982:
10-11).

Cami Msikisi’de metinler genellikle Arapcadir. Bu metinler dini miizik kurallarinda gore bestelenmislerdir (Ozcan,
2000:566). Cimi Mdasikisi'nde sozlerin zitht, takva, ubtidiyet ve dua ozellikleri tagimasi, icrada etkilidir (Kaplan,
1991:53). Cami miizigi enstriima ile degil sozlii olarak icra edilir. Bu tiir eserler genellikle serbest metrik yapida, bir kisi
tarafindan icra edilir. “Ancak bu eserlerden besteli olanlart miiezzinler tarafindan bazen koro halinde okunmusg, bu toplu
icraya da “Cumhar Muezzinligi” ad1 verilmistir” (Ergun, 1942:11).

The textsin Mosque Music are usually in Arabic. These texts are composed according to religious music rules (Ozcan,
2000:566). The fact that the verses in mosque music have the characteristics of asceticism, piety, devotion and prayer is
effective in performance (Kaplan, 1991:53). Mosque music is performed verbally, not with instruments. Such works are
usually performed by one person in a free metric structure. “However, the compositions of these works were sometimes

sung by muezzins in chorus, and this collective performance was called Cumbiir Muezzinligi” (Ergun, 1942:11).

Genres of Mosque Music Performed in Kosovo

Mawlid: Mawlid, which literally means “birth”, is a work of Arabic and Turkish literature that praises the birth of the
Prophet Muhammad (PBUH), as well as his life, miracles, battles, ethics, death and physical feature (Pala, 1989:339).
“Stileyman Celebi's Vesiletii’n-Necit was very popular among the Turkish, Bosnian, Albanian, Pomak and similar
peoples in the Balkans. It was read in the Turkish language written by Siilleyman Celebi. As in Anatolia, the work in
question was recognized as Mawlid-i Nebi, Mawlid-i $erif and Mawlid rather than its original name.” (Arugi, 2006:29).
Vesiletii’n-Necit mawlid, which was performed in Kosovo for many years, was translated into local languages over time
and began to be replaced by similar genres (Kalesi, 1970:66). In the geography of Rumelia, the tradition of reading
mawlid in the month of Rebizilevvel according to the Hijri calendar has become a part of social life. Until the second half
of the 19th century, the mawlid, which was read in Turkish in the regions where Albanians and Bosnians lived, was
translated into Bosnian by Salih Gasevig from Niksi¢ and into Albanian by Hafiz Ali Riza Ulqinaku. Hafiz Ali Riza
Ulginaku's Mawlid was published in Istanbul in 1878 under the title Tercime-i Mevldd ald lisini Arnavud. This
Mawlid is still recited in Northern Albania today. His Mawlid was later translated into Albanian by Tahir Popova of
Vugiterneli under the title Manzdmetu'l-Mawlid fi efdali’l-Mawyid bi lisdni’l-Arnavud. In addition, “famous
Albanian scholars such as Hifiz Ali Kor¢a Abdullah Simlaku and Hafiz Ibrahim Dalliu wrote mawlids about the life of
the Prophet” (Ahmadi, 198:127).

In the Balkans, mawlid ceremonies “have become a custom and tradition and have been performed on holy days and
nights, on occasions such as circumcision and birth. Sometimes almost all of the mawlid or certain parts of it, depending
on the nature of the day, are performed by reciting the Qur'an, hymns and eulogium in different makams. The fact that
the tradition of mawlid is very widespread even today can be explained by the high value society places on the Prophet
and the great love for him.” (Yahya, 2016:44). Some of the mawlids written in Albanian in the Balkans are as follows:
Hasan Zyko Kamberi's (b. 1738) Mawlid, Ismail Flogi's Mawlid, Hafiz Ali Ulkinjaku's (b. 1853) Mawlid, Tahir Efendi
Popova's Mawlid, $evki Hocay's Mawlid, Hafiz Ali Korga's (1874-1956) Mawlid, Hafiz Abdullah Semblaku's (b. 1892)
Mawlid, Shaikh Ahmed Shkodra’s (b. 1875) Mawlid, Zeynula Jashari’s Mawlid, Hafiz Ibrahim Dalliu’s Mawlid, Idriz
Lamaj’s (b. 1948) Mawlid, Fahrudin Osmani’s Mawlid, Ilmi Veliun’s (b. 1952) Mawlid, $evket Kraja’s Mawlid, Yunus
Metani’s (1908-1942) Mawlid, Ferid Vokopolo’s Mawlid, Cemali Sehu’s Mawlid, Mawlid of Cam, Haf1z Islam Celebi’s
(1882-1929) Mawlid, Mehmet Efendi Salihu’s Mawlid (Mevludi tek Shqiptarét, 2010:26). In addition to these mawlids,
a composed mawlid is sung in Prizren, Kosovo. This mawlid was performed by the ensemble led by composer and kanun
player Hact Bagkim Cabrat. Recorded in 2006, this mawlid was notated by Hakan Alvan in March 2007. “All parts of
the mawlid were written taking into account the musical rules, provided that the recitation of the performing ensemble
is the basis. This mawlid bears the colors of Balkan and Turkish music” (Yahya, 2016:53). Yahya and Ergiin provide the

following information about the work:

32



Doli Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

“This composed mawlid is performed in solo and choral sections. The solo sections are performed improvisation
and freely, while the chorus, or republic sections, are performed outside the known ws7/ patterns but with their
own unique recitation patterns. The solo sections may vary according to the reader’s musical knowledge and taste,
depending on the makam; however, the republic sections are basically as given in the notation. The notation of
these sections is based on syllable division. The meter values given to the republic sections do not express any wszi/

pattern as in Turkish music.” (Yahya, 2016:54).

“In this work, except for the Nzr Bahri, which is sung chorus, the first part of the Velddet Babri in Ussék makam
and the Mi'vdc Babri in Hiiseyni and Beydti makam, the other parts are sung solo and chorus. When the work was
notated, the couplets were written as the chorus sang them, but they were notated in the sect they appear in the mawlid”
(Ergtin, 2007:72-82).

It is seen that this composed mawlid was composed outside the traditional makams. The Tevhid Bahri was
composed in Rast instead of Sabd, the Nur Bahri in Ugsak instead of Isfaban, the Velddet Babri in Ussak-Hicaz instead
of Rast, the Miraj Bahri in Bayditi instead of Hicaz, and the Miinacit Babri in Hicaz instead of Hiizzam. Stileyman
Celebi's mawlids, which are translated into Albanian, are usually sung in the makam of Ussak-Hicaz and Rast. Segdh
and Hiizzam makam are not used much by Albanians.

Sald (salat), which means “prayer” in Arabic, is the general name given in religious music to various lyrics that are
recited with a certain composition, and which invoke mercy and salam from Allah. Salas have been recited in different
forms in almost all Islamic societies from the time of the Prophet to the present day (Koca-Turabi, 2017:81). Salas,
whose words are in Arabic and in prose, can be given together with the call to prayer at four times except the evening
call to prayer (Ozcan, 2002:15). Traditionally, salas were recited after the adhan, except for the morning adhan, but
today they are recited before the adhan. The makam of the salams should be the same as the adhan (Can, 1974:6). There
are different types of sald: Saba salat, Friday and religious holiday salat, tuneral salat, salat-i ummiyya and salat-ii
salam. (Table 1). Friday and religious holiday sa/s are usually recited inside the mosque with the participation of
muezzins. The funeral salaah is recited continuously from the time the coffin is taken from the cemetery until it is placed
in the grave (Yahya, 2016:67). The Balkans region, like Macedonia, in Kosovo “the funeral 52/ is recited differently than
in Turkey. The beginning is similar to the sa/ds recited in Anatolia: ‘Accils bissaldliti kablel fevt ve accili bittevbeti kablel
mevt’ in Hiiseyni makam. The sala then goes beyond the usual rituals and continues with verses. These verses are
vebessivissabirine ellezine izd esdbethiim musibetiin kdli innd lilldhi ve innd ileyhi ricidn” and “kdilli nefsin zdikatiil
mevt” and the words of Allab are said after the verses. Then it ends with the words “velbamdilillahi Rabbil dlemin”.
Finally, the name of the deceased is said.” (Yahya, 2012, p. 89). Salat al-ummiyya is recited in almost all kinds of public

ceremonies (Figure 3).

Table 1. List of Sald’s Type

Type Makam Composer
Sald of Morning Dilkeshdverdn Buhtrizide Mustafa Itri
Friday and Religious Holiday Sa/is Baydti Hatip Zakiri Hasan Efendi
Sald of Funeral - Hatip Zakirt Hasan Efendi
Saldt-1 immiyye - Itri or Hatip Zakiri Hasan Efendi
Aksaksemdi Evferi, Aksaksemdi Composer:  Buhurizade Itri
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Figure 3. Segih Salit-1 Ummiye
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Saldt-i Ummiye, which is repeated three times consecutively in mosque music, is performed as follows on its third
repetition.

Tekbir: The meaning of tekbir is to praise and glorify Allah. It is recited with the participation of the congregation after
the obligatory prayers on religious holiday sermons, and between the suras during to recite the Qur'an. Composed by
Buhtirizide Mustafa Itri Efendi, the Segdh tekbir is considered by many experts in the field as the greatest work
(masterpiece) of Religious Music. Today, itis an undeniable fact that the effect of the zekbir, which is recited collectively
at all kinds of social events such as soldiers’ farewell, birth, weddings, circumcision ceremonies, etc., on the community
is undeniable. “The zekbir recited in unison and in composition during the slaughter of the sacrifice, during the religious
holiday prayers and days, during the mawlid, or in the excitement of a collective religious ceremony are words that declare
the greatness and might of 4/lah.” (Koca-Turabi, 2017:89-90). The verses of the piece are as follows: “Allah s Akbar,
Allab i Akbar, 14 ildbe ill allab i vallab i Akbar, Allah i Akbar veli’l-lihi’l hamb” The verses mean as follows: “Allah
is the greatest, Allah is the greatest, there is no lord but Allah, I swear that Allah is the greatest, Allah is the greatest,
Allab is the greatest, the thank is for Allab.

Temcid: ‘Temcid, which means “to admire and praise” in the dictionary, is used “separately from the adhan in minarets
for prayers, supplications and ascetics to A//ah. It was recited by muezzins with the participation of the public starting
with the first night of Rajab month during the three months until the first night of Ramadan month, and after sabur in
Ramadan. Reciting temcid in mosques and lodges is one of the important duties of muezzins and zdkirs.” (Sezikli,
vol.40:410). The temcid recited in the cities of Prizren and Yakova in Kosovo “is also used among the people instead of

the sala recited when someone dies” (Yahya, 2012, p. 93).

Serbest (Free metric structure) Composer: Buhurizade Itri
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Figure 4. Segdh Tekbir

Serbest (Free metric structure) Transcript: Krenar Doli
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Figure 5. Cargih Temcid

Adhan: The adhan was recited in accordance with the Ottoman tradition in the past. In addition, as in the case of
Turkey, this tradition has been preserved more in the capital Pristina. Other cities, on the other hand, have moved away
from this tradition. However, this tradition is still practiced in cities such as Prizren, Gjilan and Mamusha, where Turks
live in large numbers. The performance style of the adhan and the makams practiced in Kosovo are as follows: Morning
Adhan is sung in the Sabd makam, Noon Adhan in the Ussak makam, Afternoon Adhan in the Hijaz makam, Evening
Adhan in the Segdh makam, and Isha Adhan in the Rast makam.
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Figure 6. Hicaz Ezdn. Transcription: Alaadin Yavagsca.

Lodge Music

According to Ozalp, Lodge Music is the music composed of the whole of the works composed both for secred dance
ritual and for the purpose of reaching certain knowledge and forgetting the world. It has slow and rapid metric stusture.
It performes different forms like sitting or standing in many sects and Islamic rituals (Ozalp, 2000:111).

Characteristics of Lodge Music:

» The music performed in Lodge Music is not a goal, but a tool. It is intended to win the battle with the nafs,
which is described as the “great war” in the language of our Prophet (Inanger, 2000:553).

» Lodge Music provides love, which is a very important factor in living religious teachings; it is a known fact that
music increases love and purifies souls (Inanger, 2000:553).

» Lodge Music is dominated by a mystical lyricism in accordance with the verses used, that s, a divine sense of joy
and rhythm (Ergun, 1942:13).

> The majority of the works of Lodge Music are sung as solo. However - depending on the place and time - some
works were also sung as a choir (Ozalp, 2000:111). These works, which were composed especially for the
monophonic choir to perform, were given names such as “Cumbdir Ilihi, Cumbir Durak” (Oztuna,
1990:187).

Genres Performed as Lodge Music in Kosovo

Durak: This is the name of the slow composition that is recited during zzk:r in lodges, when there is a break in the zzkzr.
It is usually recited by one person. However, it is also seen to be recited by a choir, which is called “ Cumbur Durak”. In
fact, itis called “Durak” because it is recited when there is a break in zzk7r in lodges (Ates, 2017:181). “In the verses, the
greatness, power, divine attributes and actions of A//ab are emphasized in a Sufi manner. Duraks were performed from
every makam and measured only in the Durak Evfer: method.” (Ezgi, 1953:60). “In the expression of duraks, there is a

relaxing feature that relieves mental and physical fatigue.” (Ates, 2017:182). In Kosovo, duraks were composed both
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from poems written in 277z meter and poems written in syllabic meter. The verses of duraks are generally preferred from
the poems of Yunus Emre, Niyazi-i Misti, Fuzili and Siinbiil Sinan.

Verse: Yunus Emre

Composer: Akbaba Imamu
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Figure 7. Ben Bende Buldum Hakk:

Elegy: Elegy comes from the verb root “ras4”, which means crying and lamenting after the dead in Arabic. Elegy are
usually read during funeral ceremonies and on the anniversary of the death person. The verses of the elegies are in the
form or type of Hymn or Kaside (Cakur, 2017:109). The elegies were usually recited in lodges during the month of
Muharram. In some sect, especially during the ceremonies performed on the tenth day of Muharram, cooking agire,

eating food have become a part of this ceremony.

Nefes: “Nefes is one of the most common genres and one of the most important elements of Bektisi music. It is the
general name of hymns whose lyrics are mostly written by poets belonging to the Bektashi sect” (Uzun, TDVIA:22).
“Nefes are melodic works composed in small methods and influenced by folk music. Nefes sung in slow metric structure
are called oturak, and those sung in rapid metric structure are called sablama. Sablama are also known as semah nefes'.”
(Ozkan, TDVIA: 371). There are some differences between zefes and hymn. Can and Demirtag summarize these
differences as follows: “In the Bektashi sect, verses recited with musical accompaniment are called zefes; in non-Bektashi
sects, verses recited with musical accompaniment are called hymn...As much as hymns are composed with Sufi melodies,
nefes are composed with melodies that do not pay much attention to tradition.” (Can, 2003:471). All of nefes, “mostly
the praise of Hz. Ali; in hymn, the praise of Hz. Muhammed...The style of music performed in zefes is simpler than in
hymn and is closer to folk music.” (Demirtag, 2009:224). In Kosovo, the nefes were mostly composed in Nim Sofydn,
Sofydn, Aksak, Raks Aksagr, and Agrr Diiyek usiil. Some examples of the notes of the zefes sung in Kosovo are as follows

(Figure 8):
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Verse: Ibrahim Hasnaj

Composer: Ibrahim Hasnaj
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Nga Ezeli né Edeb, Sado jemi gjithé& fakir,

domethené Eternitet. Kamja joné s'ka kufi.

Fjala jon& pa njé pa dy, Muhammed Aliu, Zoti,

Ma ushgen me pika loti.

Pra ju ¢oj njé salavat,
Do i ¢oj dhe njé lévdaté,
Pirit tong, t& madhit Pir,

Té stolisur me tekhbir.

Eshté pér ty, o Zot pér ty.
English
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So | bring you a salawat,

From Ezel to Edeb, Although we are all fakirs,

| will also give them a praise.

meaning Eternity. Cur dagger has no limit.

Our Pir, the great one Pir,

Our word without one without two, Muhammad Ali, God,

It is for you, oh God for you. It feeds us with tears. Adorned with takbeer.

Figure 8. Ussak Bektagi Nefesi

Nevbe: “ Nevbe, which means queue, watch, is the name of the percussions in special ceremonies held in dervish lodges
with the participation of percussions and chanter. In Kédiri, Rifai and Sidi dervish lodges, it is performed by playing
halile, kudsim and mazhar and reciting Arabic sugils.” (Cakir, 2017:124). This arrangement, called nevbe, is performed
twice during Ramadan and is performed in three chapters. The artistic value of these works, which start with heavy

methods and are composed with progressively lighter methods, is quite high.

Savt: A very simple type of hymn. Itis a form consisting of small melodic phrases. It is said to have been used especially
in the 19th century. It is formed by repeating the same words with the same rhythm but different melodies in different
makams. It is seen that a limited number of makams are used in this form (Cakir, 2017:122). This form, which is also
used in Bektashi lodges, is called “gilbank of bektashi”. An example of the words of this form: Durman yanalim dtes-i
agska, Stile verelim dtes-i aska.

Salat-i Kemaliye: “This salat, which is recited before the evrdda in the seated part of the zzkir in sect rituals such as
Kadiri, Rif2’1 and Halveti, where vocal zzk:r is performed, takes its name from the phrase ‘adede kema lillahi wa kema
yeliku bi-kemalib?’ in the text.” (Cakur, 2017:122). Salat al-Kamaliya is recited seven times collectively after the Isha
prayer among communities of Kadiri and Rifa’1 under the presidency of the shaikh. This is called the “Isha method”. In
this way, the Prophet is invoked to pray to A/lah with the belief that increase of sustenance and been eliminated both

sorrow and concermns. The text is as follows:
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Alliahiimme salli ve sellim ve birik ‘ald seyyidind Mubammedin ve ‘ald 4libi ‘adede in d@millihi’l-kerimi ve ifdalibi
Alldhiimme salli ve sellim ve birik ‘ald seyyidind Mubammedin ve ‘ald dlihi ‘adede kemd lilldhi ve kemd yeliku bi
kemdlibi

Alliahiimme salli ve sellim ve birik ‘ald miirsidind Mubammedin ve ‘ald dlibi ‘adede kema lilldhi ve kemd yelikn bi
kemdlihi

Alldhiimme salli ve sellim ve birik ‘ald semsi'd-dubd Mubammedin ve ‘ald 4libi ‘adede kemd lillihi ve kemd yelikn
bi kemdlibi

Alldhiimme salli ve sellim ve birik ‘ald bedri’d- diicd Mubammedin ve ‘ald dlibi ‘adede kemd lilldhi ve kemd yelikn
bi kemdlihi
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Figure 9. Ussak Saldt-i Kemdliye in free metric structure

Although it is sung by all sects, this piece, which is mostly performed by Halvetis, is sung rhythmically.

Giilbank: Giilbank, which means 'the sound of the rose, the singing of the nightingale' in Persian, means “a prayer
recited with a certain manner or makam in sect meetings, some religious and official ceremonies. Gzlbank is a dervish
prayer recited aloud. The shaikh recites thelodge gzlbank, which is also referred to as the prayer and recitation of grilbank
at the exit of the mosque after the morning prayers on Fridays or religious holiday.” (Cakir, 2017:125). Before the
religious holiday prayers, the following giilbank is recited:
“Bireckallibu fikum tayyeballibu enfisekum ve absenallibu ileykum ve radiyalldhu Tedld ankum ve an kéffeti’l-
miislimine ecmeim bi rabmetike yd erbame’r- Rabimin. Ey Kemdli kudrete bi-riih-i ziihdi miintehd. Payem kadri
celdlet kesidened tacu ¢dr u diigaru arsu fersi ¢dru, sazu beru bever Ciimle leyl u nebdr u hilik u erdi semd. Ld yezdl
lem yezel daim sifidtu zati ti. Evvelet bi ibtiddi dhiret bi intihdi siire-i serbi efdtet “Kul huvalldhu ebad” dyeti
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mansir-i hikmet yefdlulldhu ma yesd Hazreti Resuli Ekrem ve nebiyyil mubterem salallibu aleyli ve efdalu’s-
salavdt ve ekmelu t-tabiyyat. Ve diirriidi binnisd an 4l i evldd 1 an cihdr-i ydr-i giizin-i pik-i cevber cerdg u mescid
u mibrdb u minber Ebu Bekir Omer Osman Hayder ridvinullibi Teild aleybim ecmein an dar-i ezel ve hem ddr-
i ebed balledellibu bildfetehii ve eyyede bil-adli sultinetebii ild intihdiz-zemdn ve ild nibayeti devran Amin yd
Miistedn. 1ldhi gorkam gori ki rabmeti girda sarkan ve garba, bu'den ve kurba ve an abkem-i ebl-i imdn ri ve
cemdat-i hdzirdn rd miibdrek vakt-1 serif rd rizden lillahi’l-fatiba. Ildhi vektii bi’s seldmeti ve’s-sibbati vel-dfiyets
aleynd ve ale’l hiiccdci vell guzzdti vell musdfirin ve'l mickimin fi berrike min iimmet-i Mubamedin ecmein ve

selamun ale’l-miislimin. Vel hamdulillihi rabbi’l-dlemin el Fitiba”.

Common Forms Used in Mosque and Lodge Music
Hymn, kaside, na't and sugul are common in mosque and lodge music in Rumelia. Among these forms hymn, 74t and

sugul are performed more frequently.

Tlabi (Hymn): [labi which literally means ‘belonging to A/lak’, is the name given to poetic examples in Turkish
literature that deal with religious and mystical themes, especially the love of 4//ab and the Prophet. All kinds of poems
with religious content were called hymn before the types of verse became distinct in Turkish literature. Then, #abz are
composed with the makam and usils. Their verses deal with Sufi themes. They recited at religious gatherings in Turkish
Religious music (Turabi-Koca, 2017:129). According to today's findings, the word 7lab7, in the sense of “composed
religious mystical poetry”, first appears in Evliya Celebi's Seydtndme (Uzun, 2000:64). “Ilahis are very similar in form to
the song form in non-religious Turkish music, but they differ from songs in terms of verses and melody structure.”
(Oztuna, 1990:385).

Ilahis are divided into two categories: mosque and lodge 7/ahis. Mosque zlahis are “works that are sung between
worship services in mosques or in religious gatherings, and they are performed in a heavier style. Although there are
exceptions, lodge zlahis are generally more artistic, lively and lively works” (Turabi-Koca, 2017:129). Ilahis also differ
according to sects. Sects have 7/abis that praise their own elders and are specific to that sect. However, #/ahis “have found
a place for themselves in all kinds of events and environments that a Muslim experiences from birth to death. J/ahis are
performed at birth, death, circumcision, wedding, military send-off, commemoration, etc.” (Turabi-Koca, 2017:129).

The 7lahis sung in Kosovo parallel those sung in Macedonia. Yahya states the following about the 7/ahbis sung in these
two countries:

“...there are verse 7/ahis sung in Turkish and Albanian, composed in a unique manner with various methods from
every makam. The zlahis are sung by one or a few people in mosques, lodges, etc. during mawlids in worship
assemblies. [/ahis have their own style; this point should be taken into consideration in order to distinguish them
from song styles. Although zlahis were composed in every makam, ussak, rast, nibavend and hicaz were
predominantly used. Although the 7/a/bis were composed in various styles, small styles were generally preferred.
It is customary in lodges to choose the z/ahis that are recited during zzk:r from those that are appropriate to the
zikir strokes.” (Yahya, 2012:98).

One of the zlahis sung in Kosovo is this:

Sofyan Transcription: Abas Yahya
0 — | | ——] ) .
| — 1 [ [ 1 | [ A
ﬁ‘P—P_H_P__!_F - - mr’
S | =2 | - — 1 | 1 | 1 | L1 1
)] — | - ' e —— “ |
Je miar dhun n'ket dunja Per me dit se ka Al lah
6
f - | = |
e, | 1 D [
()] _— T ct— ] —]
Atj me ju lu tunna Liila he il lal lah
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' il v
Hem Allahun kush e don Jam merzitur du me dal, Ibn shemsi e ka shkru,
dhe Allahu at e don. me shku n'gabe kemi mall. Zoti n'xhennet me na gy,
Me melek n'xhennet e gon, N'dhikér dojmé me kané, msoja ilmin fmive tu,

L3 ildhe illah.
L5 ildhe illah, L3 il3he illah.
Il 1} I
Praise be to Allah, who loves it I'm bored, I'm going out, Ibn Shamsi wrote,
and Allah loves him. I went to the Qaba we have a longing. God took me to heaven,
He takes him to heaven with an angel, In the wheat, we want to have them. | taught knowledge to your children,
Li ildhe illah.
L ildhe illah. Ld ildhe illah.

Figure 10. Ussak Ilahi

Sugul: It means “work”, “endeavor” in Arabic. Although the words are in Arabic, they are easy to understand and
memorize. They have a fluent rhythm and style. Since they are recited during zzk:r in lodges, they are composed in nzm
sofyan, sofyan, dityek usil to suit the thythm and flow of the zzksr. The performance of sugul is usually found in sects
that perform zzkir on foot (Ates, 2017:184). The verses of the majority of the s#gu/ sung in Kosovo are mostly related

to the Prophet Muhammad. Here is an example of sugu/s sung in Kosovo:

Sofyan Transcription: Abas Yahya
N4
o i — e ———_—
b L Lf
v ! | | |
Es sub hu be da mn tl a 4 hi
4
N u
A i——————————
[ W I I \ ] d
AN I I — I I I |
)] ! ! |
es sub  hu be da min  tal a hi
7
n 1L I — | I
g 1 I ] | | I
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) l = {
vel ley 1i deca min vef rati hi
9
H Il Il Il
g T | = I | | |
G . e, , s *ea, ;
v T
vel ley li de ca min vef rati hi

Figure 11. Essebbu bed4

Na't: These are religious works written in Turkish, Arabic and Persian poems with the intention of praising the Prophet
Muhammad (p.b.u.h), glorifying his beautiful qualities, mentioning his characteristics and wishing for his intercession,
and composed in various makams (Ergun, 1942:54). In mosques, za 't was usually recited after the Qur'an before Friday

and religous holiday prayers. In dervish lodges, it is recited by a single person by a zdk:r at break of zik:r.
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Results
The influence of Sufism and Sufi sects can also be seen in the representatives of Albanian Alamiyado literature: Mouli
Zade, Nezim Frakula, Ali of Uluglu, Muhamed Cham Kucuk, Mullah Husseinn Dobrachi, Tahir Yakova, Dalip
Frasheri. These names constitute the community of Albanian authors who wrote texts in Arabic script. In their poetry,
the influence of Islamic Sufism is clearly visible. Naim Frasheri, a famous writer of Albanian literature, also grew up in
these circles. Naim Frasheri addresses the thoughts, attitudes and understandings of different historical social events in
accordance with his unique philosophy of Islamic Sufism.

The creativity with religious content, in which we find a whole set of religious-philosophical motives and which is
influenced by the Orient, has been a model for the Albanian tradition and culture. This can be observed in the poets
and artists who used Eastern elements, concepts, symbolism and content of Eastern origin. Each of the lodges was a
center of art. Shaikhs, music masters, composers, calligraphers, illuminators and jewelers were trained in these lodges.
While they were creating works of art, they were also fulfilling their duty of raising people on the path of Sufism. This is
why their works were precious and reflected their spirit.

Composers have created an organic bond between musical works and lyrics in Sufi music. In this field, hymns are of
great importance. In this direction, lodges are the unifying places of poetry and music. The number one figures of our
fine arts, especially poetry and music, are always dervishes or people who feed from the dervish waterfall. Like our
greatest poets, our greatest musicians, our greatest calligraphers were raised in the atmosphere of these roofs, and they
presented their masterpieces to humanity in these places full of inspiration and inspiration. The verses of the hymns we
listen to today, which are sung in different lodges throughout Kosovo, usually belong either to Yunus, Esrefoglu, Niyazi
Misri or Nizamoglu, Ismail Hakk:. All of them are lodge poets. It should be added that one of the most powerful tools
for a civilization to be recognized and loved by other societies is the fine arts.

The hymns we analyzed from an ethnomusicological point of view mostly belong to Dervis Salih, $eyh Yunus, Seyh
Ahmet, $eyh Ahmet, Seyh M4l4, Seyh Uka, Dervis 1dris and others. In the transcribed works, high tonalities on which
the melody rests were observed. This phenomenon is characteristic of these works. In addition, within the rhythm
structure of the musical works, significant changes in meters are noticed. These changes are due to the fact that not all
musicians and performers are musically trained. As such, the creation of these musical works was mostly based on
amateur foundations.

Conclusion

This study focuses on the research of Sufi music in Kosovo as a musical and socio-cultural phenomenon. In the field research
and compilation study, Sufi music samples performed in lodges in Kosovo were transcribed and tried to be included in the
literature. Due to the constant mobility of people in those places in the journey through time, I observed the eftects of different
cultures and the transfers made from these cultures. I can say that the Oriental literature created has an impact on the folk art of
that country, and as a result, it has an impact on many Albanian individuals who have been in the Orient for different reasons
such as study, migration, education. When they returned to their homeland, they brought the conceptual, textual and musical
influences with them and added to the existing folk art and were able to settle down as soon as they were accepted by the
practicing community. This is how one can explain the many influences on text, melody, musical instrument.

In this study also deals with the unit composition aspect of Sufi music. In this way, the specific aspects of the artistic
appearance of this kind of creativity, which expresses poetic and musical characteristics according to the experiences of the
signifying subjects and then, due to its generalizing scope, becomes the object of collective performance, are revealed. In the
course of the research, the changes that the song underwent between the variants were also taken into account. This
phenomenon, the existence of multiple variants, has been identified in previous studies and was also observed during our
fieldwork. The following can be mentioned as the reason for this: Cultural transitions, human movements and even variant
transitions can be observed even when crossing geopolitical borders that have been established very recently.

No single study, including this one, is sufficient to cover the entire problem emphasized in this study. There is no doubt that
over time, new perspectives on this subject will be put forward in a way that will develop original interpretations in the nature

of our folklore, ethnographic and ethnomusicological studies. It should be the duty of specialized institutions to produce
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anthological studies on cultural heritage that are more comprehensive than those that have been produced so far. The
development of periodical publishing in the field of Sufi music is a work process that requires experts to do this work. The
experience I gained while preparing this work has inspired me to do this work in the future, not only by publishing the musical
material but also by utilizing the possibilities of modern technology with the addition of a sound recording CD. I sce this as a

project for the future, aiming to include units that have passed the test of public acceptance in later periods.
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Appendix 1. Definitions and Concepts

Religious holiday and Friday Sali: 1) "Since the Religious holiday sala is also recited on Fridays, it is also called ‘Religious
holiday and Friday sala'. Suphi Ezgi recorded that it was composed by Hatip Zakiri Hasan Efendi and published its score
in his book Temcit-Na t-Saldt-Durak. The work consists of five sections: Y4 Mevld Allah, Leysel-ydii limen lebise’l-
cedid, Inneme’l- vydii limen béfe mine’l-va’id, Ve salli ve sellim ald es’adi ve esrafi niiri cemi’il-enbiyd vel-miirselin, Ve'l-
hamdii lillahi rabbi’l-alemin" (Ezgi, 1945:3). 2) "The sala was recited in mosques as follows: " Y4 Mevld Allab" would
be said by the muezzins in unison, then a muezzin would recite the sentence beginning with " Leyse 7", followed by " Yz
Mevld!..." in unison. " Ve salli ve sellim ald es'adi ve esrafi niiri cemi’il- enbiyd ve'l-miirselin" would be chanted and this
would be followed by the muezzins saying ' Ve l-bamdii lilléhi rabbi'l- alemin" (Ozcan, 1992:269). "Friday salds were
interrupted on Thursday nights in Kosovo, just like in Turkey. On the other hand, in Kosovo, Buhtirizide Mustafa Itri's
salas in the Dilkeshdveran makam was effective on Friday salas. However, even though its influence is felt, today these
salds are generally sung in the makam of Ussak, Sabid and Hiiseyni." (Yahya, 2012, p. 88).

Funeral Sali: 1) "Funeral Sald is of two types: salat # saldm, which is recited from minarets to announce the news
of death, and sald, which is recited after the funeral procession and burial, which is organised during the funeral
procession and burial of the corpse.” (Koca-Turabi, 2017:87). 2) Funeral sal4 “is based on the same text as the Friday
sald. It is also known that some verses about death were added at the end of the funeral s/ and this is how it was
distinguished from the Friday sz/d. Some records indicate that the sa/4 was recited from minarets to announce the time
of the funeral prayer, which had no fixed time, and that this custom first began in Egypt during the reign of the Fatimids."
(Yahya, 2016:69). 3) "The sald, which is recited during the funeral procession after the funeral prayer, is a kind of dhikr
and is performed with the participation of the congregation. It consists of six parts: L4 zldhe illallih, Vabdehi 14 serike
lebi veld nazira leb, Mubammediin eminiillahi hakkan ve sidkan, Alldhiimme salli ald seyyidind Mubammedin ve
ald ali Mubammed, Ve salli ve sellim ald es’adi ve esrafi nitri cemi’il enbiydi ve'l-miirselin, Ve'l-hamdii lillahi rabbi’l-
alemin. After the coffin is taken from the musalld, this sald is recited loudly by a singer with a beautiful voice walking
in front of the congregation on the way until the coffin is taken to the grave. In the graveyard, until the deceased is buried
in the grave, it continues to be recited with the participation of the congregation, again led by the reciter. After the body
is placed in the grave, when the process of closing and covering the grave begins, the sz/d is stopped and the Qur'dn was
recited. After the recitation of the Qur'dn, prayer and subsequent indoctrination, this sz/4 is recited again with the
participation of the reader and the congregation and the cemetery is left." (Ezgi, 1945:4).

Saldt- Ummzyye: "It is widely accepted that this piece, which some attribute to Itri and others to the Hatip Zakiri
Hasan Efendi, was composed by Itri. Although there are disagreements about its makam as Irak or Segdh, the common
version is the one in the Segidh makam. This sald written in the semai usil by Ezgi." (Ezgi, 1933:102). "Saldt-1 iimmiyye
is recited with great enthusiasm in Kosovo, as it is recited all over the world, especially during tarawih and religious
holiday prayers. In addition, it is recited at various mawlid ceremonies on special days and nights; especially newly

opened mosques are put into operation with tekbir and saldt-1 immiyye." (Yahya, 2016:72).
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Appendix 2. Transcription of Sufi Music Genre in Kosovo
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Figure 12. Example of the notes of mawlid, which is recited in composed form, and hymn notes recited Funeral sz/4

46



Doli

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

8- -4-
Cumhur 3 -
tzp e e e e Lé;’;J === ====c==c=
. B < t = L{ = t = B Ey a ziz ler is te bag la nz S0 ze
Solo-Serbest Ar su fer s0 ay gu nes hem nith fe lek | 9 ‘3 — *
o & — = = - = T A AN 20 AN S S . B~ 2
I @ d. '3 ;. ;;'.J J = = : G ;g. -.J. < .:_, LJ rJ.‘ I: € Bir \:}a sy yet ki la nz il a si f ‘
Cumbhur Sun i le bun la rn ol var ey le di 8 - >
e } ] = o T - - - -
# t f t . Now o = ) | &; 3 9 : . i Y—t % t o —
'é d ? L J\ "1 :‘ J?" L. u L.J . .“r J = “J l: * (o]} va siy yet kim di  rem her kim tu ta
Solo-Serbest Bir i gl ne com le ik rar ey le di A B i L p—
3 4" x Y s 2 L 3
&4“""'.'P.','Pdc:._jo'pO-ijJ Prddd] G s < o4 T D5 oo
— J Misk g bi ko ku su can lar da 0 te P
Cumhur Ba ri ne ha cet ki la vuz s6 z( gok 3 @ - . - h - - Pa—
=== == o = e s =
|&43 %’ . -PF' -\J = ;'UL;J .:\‘7." J ﬂ) Ii Lé} b-;k :; a . 1 la ah lly le :e a a
. T ¥ T al r met e a n
Solo-Serbest Bir dir Al lah an dan ar tk Tan n yok 3 i i
P S S e PSS 6F e s = ==—======C
& d " 2 ’ - '} J L L‘ L.:. ==L ;. r J ‘: * Kim tia ni ol bvr . du a i le a na
Cumhur O€f di ler  siz bu la siz od dan ne cat 3 'h' ' o :
=Erfr - shece. L Y Pr—e—e
9 i Nawa o, I = Lé — T T J v
I& d ? J }‘1 r g. = g. > "‘:. = .‘J I: ¢ Her kim di ler bu du a da bu lu na
Ask i | derd i din 1at . " i )
sé:ss.mt $ ¢ i ec = [e - e e., X O PP R P S R s IR
- - £
= t_.- ‘. = Fa ti ha ih san e de ben ku lu na
Es sa 1a th ves se la mo a Iey ke
NUR BAHRI-USSAK
Re sO s | h (j 8 J - » Ll o. P L '. g ™ — f
. E=S=22Ed & =S252 RLLrpT
l&d“ P ‘. . ‘ "‘ rl o o ” o bue '_1 o . II Hak te a 1a ¢iin ya rat t A de mi
. = : : = e = LLA Lh = ' Sit dog du a na nak let ti bu nor
Es sa la 10 ves se 1a m0 a ke Ya Ha bi bal lah
- F. lédg.'r e - .r Ff' P '-1" Z"OF_._._._
l& ds .—I ph. £ p e '. } LL" ". n 't J\o ] - ;(-1 . di ‘A-:d.em s ) le mu zey yen a le mi
- Es sa la ti ves se la miu a ley ke Ya nd ri ar sil lah A nin al nin da te cel " kil di nar

Figure 12. (Continuation)

47



Doli

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

Cumhur

usuoL NIM SOFYAN

-6-

VELADET BAHRI-USSAK

da ko du
mut ta sil

Bil Ha bi bim
Ta o lun

6+ 3#!;#4@—2#4

Kil di ol n{i

Gel di gin ol Rah me ten

da ka rar
a le min

D‘iﬂl_r;_rlr oot

Lé;& .11[‘ == =re—cres ===
= L—J = i = p—
ne ha tan Mu
bi ul ev vel
Ba se nin og lun gi
d . : { f Y
Gt gt s Sipe DT
ham med a ne si
" =

Son ra Hav va

Ger di ler siz
—

H
!éég PR o e
) { ~+ u 1 i ’
Dur du an da
Ask i le der

PEES S ES "'L'

Figure 12. (Continuation)

48

def ten dog
kin ci gi
na ya ver
[r— fr— !
£ p e 4 s e 4 (o
1 I
ar da ne si
neyn gi ce si
tir ol Ce lil

"1’7|g_ crlfr Sttt

dul lah dan
gor dum ol Ha
dev let bul dun

ha mi le
a ne si
da re sen




Doli

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

-8-
VELADET BAHRIi-HICAZ

A mine i der gl vakt ol du te mam
Cumhur 3
b3 Syo g P sotTEpppe (feSfp e Fess
(G R Lovepr cIZTALLer LD re L
Kim vih ¢ de ge le ol hay

Ié”i@"" . PP w5 — {
T . v g—ﬂﬂ T

. —_—
Solo-Serbest ™! e nam
[ ﬁ tg @ ﬂ F P e - P o o o a - B
t .@ P Tt ¥ " — 7 vy - r i
Cumhur SY 88 dim ga yet ha ra retten ka fti

G gL = =

—
Solo-Serbest ¥ o
. & o0 - - o o - =
” ﬂ o — — f ' f .3 = ) — . J’&. ” I
) o —— — T e ¥ v v — U
Cumbhur Ilg ti ma n ol du cis mim nG ra gark s
}_&_‘*_’E e — - "!"-0.0' | ® e .1 ® o . P
5 =) === =7 =~
| de mez dim ken di mi nar
SR SSE=i27= —
e s i e — *  —— - 1
un dan fark

Solo-Serbest "

@”-’ o P oo ap L Frrrip—
le

Gel di bir ak kus ka na diy

Figure 12. (Continuation)

49



Doli Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

Cumhur -9- ~37
e - ° £r S o A v o T o o T
Ar ka m si va di kuv vet
b - . = - t. > }
|<§>#’é’h: = e lr SEE===o I
Solo-Serbest '@ e man

Cumhiur Do du ol sa at de ol sul ta n dil "
1

(M ¥ Loy p r LIt IO o]

* a ra gark ol du se ma va

(bbb B £ R

Solo-Serbest m ze min
Hizlh okunur

S =505 pp o pSgr 5 ler—

Sal 8] a ley hi ve sel I ma tes I ma

rh =~ e e e . - ! "
I’(%wwvvyppppqu;rr e
c:mhur Hat ta te na 10 cen ne ten ve na ma
(wt W e p oW rrrere crrCerer

Al la hum me sal li a la sey yi di na Mu ham me di nin Ne biy yi

é J# 10 554 de s -
* am mi yi ve a a I hi ve sah bi hi ve sel him

#
s lr e ¢ U.»J WrrrererrrCrrrcr

Al la hum me sal |li a la sey yi di na Mu ham me di nin Ne biy yi

Bir agr-1 gerif okunup gerbet dagitildiktan -10-
sonra Merhaba Babhri irticdlen okunur ve
ardindan Mi'rac Bahrine girilir

Mi'RAC BAHRI-HUSEYNI

Cumhur

%
SE SRR RS ST T BES SIS
Soy le sur ken Ceb ra il i le ke lam
Gel Ha bl bim sa na a sk ol mu sam
H_ 8 ! y
I@J*gsr;rﬂ?» wl_at;;'r S Al BT
* Gel di Ref ref 6 na ver di se lam
Cum le sa na ben kil sam
|«%4‘*§Mu” E=-x upwe;;
ol h ci ha man
Ne mu ra dm var i lam re va
&d“gowﬁi- JLLLQ‘[rIﬁ =
Sid re git ve do he man
Ey le bir bln tar It de va
TR i _;rwlp Ln el vLL;
Hep gtk eh gel ler
Ge ce gln duz di gin
TS H-“JJ IP LQ'L:;L;A&;-TN
Mus ta ram kil di lar
No la kim gor sem ce ma lin de di ain

Mer ha ben bik yaA Mu ham med de di ler
De di kim mat 10 bu dun be
Fgpreedd DLQ'L;Mr 5 = )
(% D J Y8 J
Ey se fa ka ni de di ler
Sev di gin can i le mah ba bun be nem

Figure 12. (Continuation)



Cumhur

Doli

-11-
MIi'RAC BAHRI-BEYATI

USUL: DEVR-! HINDI

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

iéé E  _— s .' .PP —r .  — i -
=¥ Y b Ll | [ PP
< = —_—
vya | 1a hi haz re tin den ha ce tim
Av det e dip da vet et kul la n mi
0 - - - - oim =3 F
[&J r 7 &"' l ——" £ = Po.‘j{ 2 .o
€ - —_ 1 — — i == |
Bu dO ror kim ] la mak bal om me tim
Ta ge I ben agd re ler i da n mi
. -
o m e e P AR e e e er oo
e _— ¥ = e | = i E =
Hak te a la dan e rig ti bir ni da
Sen ki rac ey le yup et tin ni yaz
- . et 4
- 1 = 1 ¥
léd =" @r p%{'" ""‘ﬁ”
. 1 —
Ya Mu ben sa na kil dim a ta
Um me tin mi ra c m kil dim na maz
= e 'l, — =" e ws s )
4 r .... I = = P
Um ni sa na ver dim ey Ha bib
De di ler ey kib le i Is la m din
F!F%_iﬁﬂ—.‘f—;—l—sdﬂ—t# .
i — -  — — | 1 L
S T e = o
Cen ne i mi an la ra kil dim na sip
Kut Iu ol sun sa na mi ra ] gl zin
NI S— - & s — R
f(fp.‘.‘_%psp~f sﬂ—-f ? %o 0 o, e
< —— 1 _ = J t Er_‘
Ya Ha bi bim ne dir ol kim di le din
Um me tin ol du gu muz dev let ye ter
-
= 1
.
din

-12-
MUNACAT-HICAZ
Solo-Serbest
’ == === =
Clinihur 1 i ol Mu ham med hak ki ¢ln —
'&“W;ﬁmr;;g;gr L'&er —
se fa at ni Ah met
oy 153 0 - b } I )
’—ébﬁ X—ae r - — . 5 F = |

Solo-Serbest "2k

Cumhur G6 20 ya s hak ki ¢in a stk la nn 3 I
- - s - e P —— —]
Bag rn ba si hak ki ¢un sa
—3—}
= - i —
PSS B = 2 e
Solo-Serbest dik la | 3 p mn
e e e e e R e e
. ¥ —— —— I T T R — ]
Ya I la hi kil ma bi zi
[ 3 | [ 3 |
S e r be r - P !
| é 1 t : : f E¢r r |
Cumhur dal lin —a—
Fap—LF o0 F o S2i==
Bu da a ya cum le niz de
—a 3
3 g be m r e = |
e j—

min

Um me tin den ra z1 ol sun ol Mu in

Rah me tul la hi a ley him ec ma in

Figure 12. (Continuation)

51



Doli Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 23-51

52



= Journal of Music Theory and Transcultural
Music Studies, 1(1), 53-111, December 2023
e-ISSN: 3023-7335

jmttms.com

Genc Bilge Publishing Ltd.
(Young Wise) © 2023
gencbilgeyayincilik.com

Research Article

Analysis of A. Adnan Saygun’s ‘The Cantata in the Old Style’ (Op. 19) with a
Generative Theory of Tonal Music (GTTM)'

Umit Figkin?

Tekirdag, Turkiye

Article Info

Abstract

Received: 3 November 2023
Accepted: 27 December 2023
Online: 30 December 2023

Keywords

Ahmed Adnan Saygun
Generative Theory

GTTM

Music analysis

Music theory

The Cantata in the Old Style

3023-7335/ © 2023 the JMTTMS.
Published by Genc Bilge (Young Wise)
Pub. Ltd. This is an open access article
under the CC BY-NC-ND license

@loEs]

A. Adnan Saygun’s work Op. 19, The Cantata in the Old Style (1941) focuses on the
struggle of Turkish society for nationalization from the late Ottoman Empire to the
foundation of the Republic. Saygun told Donald Hoffman (1965) that he wrote this work
in order to gain an experience in the Yunus Emre Oratorio. In this context, The Cantata
in the Old Style gains importance as it contributed to the formation process of the Yunus
Emre Oratorio. Moreover, there is a view that there are great similarities between the two
works in terms of structure and musical character. In these similarities context, our main
problem is to analyse the formal structure of this work. Observing harmonic progression,
analysis of function and modulation process are our sub-problem. Hence, our aim is to
examine A. Adnan Saygun’s aesthetic understanding through the example of The Cantata
in The Old Style. Hence, it was determine the harmonic path, the tension-relaxtion regions
and points in the melodic and the harmonic progression that the composer constructed in
this work. Despite of the fact that the work has a text, correlate the text with its music was
analyzed in tension-relaxation regions. In this study was used a literature review and
musical analysis method. A Generative Theory of Tonal Music (GTTM) was used as an
analysis method. It was determined the harmonic path, the tension-relaxtion regions and
points in the melodic and the harmonic progression that the composer constructed in this
work. In conclusion, it is evaluated that Saygun was used the word-painting technique,
which is one of the composition methods used in the Renaissance and Baroque periods,
in this work. Additionally, re-analysing his verbal works such as the Yunus Emre Otatorio
and the Saga for Atattirk and Anatolia with word-painting technique could yield new
insights to us.
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Introduction

A. Adnan Saygun, a member of the Turkish Five, was influenced by the contemporary musical techniques in his time.

The composer, who produced works in contrapuntal polyphonic texture, obtained different timbres by applying the

sound materials of Turkish makam music with tonal harmony rules. In this context, Saygun believed in transforming

national musical values into international music. The state policies of his period were effective for this approach. Folk

songs that were polyphonized for the choir, and the operas Ozsoy and Tagbebek can be given as examples for the state’s

approach. The accumulation of Turkish makam music in Anatolian geography was blended with tonal Western music

methods and aimed to be carried to universality. In this direction, the general character of Saygun’s music is that it is

“based on Turkish makams, but also influenced by European church modes and written according to a modal

understanding” (Aracit, 2007, p. 71). According to Araci (2007), considering this characteristic, it can be said that

! This article has been presented at the Composer and Musicologist Ahmed Adnan Saygun Symposium, May 23-24, 2022, Istanbul, Ttirkiye
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Saygun’s 3-year education at Schola Cantorum formed his own style under the influence of religious music, Renaissance
polyphony and Baroque counterpoint technique, while the modal style was formed under the influence of Gregorian
melodies. Because Schola Cantorum is a center established with the aim of researching, revealing and spreading Christian
religious music (Araci, 2007, p. 70). The works of Cezar Franck and the influence of folk music are other factors that
influenced Saygun’s musical style.

During his musical education in France, Saygun was influenced by neo-classicism and Impressionism. This influence
manifests itself in the composer’s first period, when it were relatively accepted between 1930-1942. In this period Saygun
composed works such as Sezzsler, Ozxoy Opera, The Book off nci and Tag Bebek Opera together with folk music melodies.
However, Saygun’s The Cantata in the Old Style, also composed in this period, differs from the other works in terms of
harmony and formal elements.

Saygun composed Op. 19, The Cantata in the Old Style in 1941 from Behget Kemal Caglar’s poem “From Darkness
to Light”. In his work, from the last period of the Ottoman Empire to the founding years of the Republic, the struggle
for civilization of the Turkish nation and the process from darkness to light are discussed. Saygun told Donald Hoffman
(1965) that he wrote this work in order to gain an experience in the Yunus Emre Oratorio. In this respect, The Cantata
in the Old Style gains importance as it contributed significantly to the formation process of the Yunus Emre Oratorio.
Beside, according to Aract “There are great similarities between the two works in terms of structure, if not in terms of
musical character.” (Araci, 2001, p. 141)

Form, motive, mode and harmony were analyzed in studies analyzing Saygun’s works (Beller, 2018; Giin6z, 20105
Yiiksel, 2006). Beside, nationalism issues in music and Saygun’s compositional direction were investigated (C")zbag, 2019;
Yére, 2010). Other studies on Saygun’s works have focused on sound material, the relationship between the composer’s
works and Turkish folk music (Erkilig, 2011), the elements of makam and/or textual analysis (Demir, 2015; Karadeniz,
2020; Ulu, 2003), libretto analysis in opera works and its connection with Turkish History and Language Theses
(Isildak, 2016) or in the context of regime (Raufoglu, 2012).

Importance of the Research

We see that studies analyzing Saygun’s verbal works only focus on the meaning of the concepts in the text. In this context,
it is observed that the relationship between the concepts in the text and music is not addressed much. In our opinion,
this is a gap thathas remained in the background and has not been addressed much. Moreover, according to Aract “ There
are great similarities between the two works in terms of structure, if not in terms of musical character.” (Aract, 2001, p.
141). Beside, Saygun told Donald Hoffman (1965) that he wrote this work in order to gain an experience in the Yunus
Emre Oratorio. In this respect, The Cantata in the Old Style gains importance as it contributed significantly to the

formation process of the Yunus Emre Oratorio.

Aim and Problem

In the similarities context between two works, our main problem is to analyse formal structure of this work. A given
musical features such as the cadence and sentence are determinant to formal features of any work and complement with
form structure. In this context, observing harmonic progression, analysis of function and modulation process are our
sub-problem. Hence, the aim of this study is to examine A. Adnan Saygun’s aesthetic understanding through the
example of The Cantata in The Old Style. In this context, it was determined the harmonic path, the tension-relaxation
regions and points in the melodic and the harmonic progression that the composer constructed in his work. Despite of

the fact that work has text, the correlate text with the music was analyzed in tension-relaxation regions.

Method
In this study was employed a literature review and musical analysis method. A Generative Theory of Tonal Music
(GTTM) was used as an analysis method. GTTM is a theory that aims to describe the listener’s musical intuition, to
reflect and analyze certain aspects of the tonal music. One of the functions of this theory is ‘the study of prolongation
processes and deep structures in a piece of music’. In this context, in addition to the listener’s cognitive intuition, one

can get an idea abouta piece of music. GTTM isa method used to analyze deep-root structures or prolongation processes
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in Western music composed in the 20th-century as well as in tonal music. Based on the findings obtained from the
analysis, it was attempted to identify the tension-relaxation regions in the work.

In this study, it was analysed of form, harmonic and metric structure of The Cantata in the Old Style. In this way, it
was determined such factors as tonic regions, cadance events, and key regions. In the first part of the study, brief historical
information about the work and GTTM will be given. In the rest of the study, the findings obtained as a result of the

analysis are evaluated. This article is a research article. The study complied with research and publication ethics.

A. Adnan Saygun’s Op. 19, ‘The Cantata in the Old Style’.
A. Adnan Saygun composed the Op. 19, ¢ The Cantata in the Old Style’ from poem called ‘From Darkness to Light’,
which is written Beh¢et Kamal Cagalar, in 1941. In this poem, Turkish nation’s struggle for civilization is narrated from
last period of Ottoman Empire to the foundation years of the Turkish Republic. Saygun depicted a process of richness
of light and the modernization process of the nation in this work (Araci, 2001, p. 27). Saygun adhered to the old style in
the context of the Western music form, such as the Baroque music and the Classical Period etc. The work, which was
performed at the concert of Ankara Public-house on 23 February 1941, has eight parts as aria, recitative and coral, and
characterictic of Baroque music.

Saygun told Donald Hoffman (1965) that he wrote this work in order to gain an experience in the Yunus Emre
Oratorio. In this respect, The Cantata in the Old Style gains importance as it contributed significantly to the formation
process of the Yunus Emre Oratorio. “There are great similarities between the two works in terms of structure, if not in

terms of musical character.” (Araci, 2001, p. 141).
A Generative Theory of Tonal Music (GTTM)

Fred Lerdahl (composer) and Ray Jackendoff (linguist) developed a theory of music in the context of music influenced
from Gestalt Psychology, Chomskian model of generative grammar and Schenkerian Analysis (Lerdahl & Jackendoff,
1977, 1981, 1983). In this theory which is based on the analogy between linguistic and music analysis, Schenkerian
Analysis is an important factor. Questions such as “Does music have a deep structure?” and “Is there a universal existence
in music?” influenced the composer in the 1970s. The opinions of Lerdahl and Jackendoff which had begun with a
chapter of papers since 1977, concluded with GTTM (1983). This theory was designed in order to understand the
mental process behind music cognition (Lerdahl & Jackendoft, 1977, p. 114).

The goals of Lerdahl and Jackendoff with GTTM is to be “formal description of the musical intuitions of a listener
who is experienced in a musical idiom.” (Lerdahl & Jackendoff, 1983, p. 1). Beside “the theory secks to describe an idealized
final state of understanding rather than how music is processed in real time.” (Lerdahl, 2015, p. 87). Rules of this theory
designed for classiccal Western tonal music. One of the goals of this theory is to obtain a particular way of classical
Western a tonal music, and to set a systematic model for discussing about of this pieces of music. With GTTM a, it is
sought out “prolongational models and ‘deeper structures’ in a given piece of music.” (Baysal, 2011, p. 9). Reduction
approach utilized in GTTM. Reduction was generated from figure/ground principle of Gestalt Psychology. With
reduction approach, it is attempted to reach the shape of the melodic skeletons which work is “generated”, in other
words core structure which relatively important pitches. Tension-relaxation region is shown with tree diagram on score
in work. Tree diagram or tree notation is utilized to represent to hierarchy among pitches (Figure 1).

In GTTM, hierarchy means that “an organization composed of discrete elements (or regions), such that one element
may subsume or contain other elements. The elements cannot overlap; at any given level they must be adjacent; and the
relation of subsuming can continue recursively from level to level. The theory identifies and assigns structure for four types
of hierarchical organization.” (Lerdahl, 1987, p. 137). These organizations are grouping structure, metrical structure,

time-span reduction and prolongational reduction.

“Grouping structure describes the listener’s segmentation of the music into units of various sizes. Metrical structure
describes the bierarchy of beats that the listener attributes to the music. Time-span reduction establishes the relative

structural importance of events within the beard rhythmic units of a piece. Prolongational reduction (which bears
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some resemblance to Schenkerian reduction) develops a bierarchy of pitch stability in terms of perceived patterns of
tension and relaxation.” (Lerdahl, 1987, p. 137).
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Figure 1. A Tree Diagram in GTTM (Lerdahl, 2020, p. 36).

According to Lerdahl, music has “perceived pitches, chords, and rhythms as its elementary objects” and these objects
constitute “psychoacoustic level.” (Lerdahl, 2013). But in opinion to Lerdahl “music theory tends to ignore the
psychoacoustic level” and these objects “can be referred to as (pitch) events.” At larger levels, units consist of groupings of
events.” (Lerdahl, 2013, p. 260). In these group, head events are determined among pitch events through stability
conditions. In two-unit metrical structure which split in two beat, the most stable one of every two events, or in three-
unit metrical structure, the most stable one of every three events is determined as head event in the given time span.
(Figure 3)

a) Formn of GTTM

Musical surface —» Heard structure

b) A flowchart of GTTM's cornponents

s
£ Time-span
2 segmentation
*
E Time-span
= reduction
v
Stability Prolongational
conditions ducti
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Figure 2. The Form of GTTM and its flowchart. Figure 3. Tree-Diagram of Head Events.

(Lerdahl, 2015, p. 348).

This elimination continues in the other reduction level, until reaches event which represent the whole work. This
process constitute hierarchic relationship among head events. This relationship is exhibited above the musical surface
with tree diagram (or notation) at score. Head events are exhibited below the musical surface level by level on staft (Figure
1).

According to Lerdahl & Jackendoft, “generative music theory, unlike a generative linguistic theory, must not only

assign structural descriptions to a piece, but must also differentiate them along a scale of coberence, weighting them as more
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or less ‘preferved’ interpretations.” (Lerdahl & Jackendoft, 1983, s. 9). In this context the rules of theory are divided into
three branch, p. Well-formedness rules, preferences rules and transformational rules. These rules have a strict hierarchical
form. Well-formedness rules “specify the possible structural descriptions.” Transformational rules “accounting for
phenomena (e.g. elisions) conflicting with the well-formedness conditions by describing how an underlying structure can in
some cases be transformed into an alternative surface structure.” (Hansen, 2010, p. 35). Preference rules focus on the best
preference among factor determinated by well-formedness rules. Beside they focus on perceiving grouping in acoustic
context such as the elements of similarity and proximity in Gestalt pschology. By preference rules “registers particular
aspects of presented musical surfaces and selects which well-formed or transformed structures in fact apply to those surfaces.”
(Lerdahl, 1992, p. 103). Function of preference rules is to select the maximally stable structure. “They define what
assignments of structure to a musical surface are perceptually ‘good’. Thus thepreference rules in effect constitute an explicit
statement of the Law of Prignanz as it applies to musical perception.” (Lerdahl & Jackendoft, 1983, p. 304).

Repeating events are prolongation of their first event in the harmonic progression. According to Lerdahl, this
approach close to Schenker’s approach. In prolongational reduction, the stability of between two events is represented
with prolongational tree-diagram (Figure 4). This also represents the way of tension and relaxation. Head events which
determined with time-span reduction are utilized for this diagram. This diagram try to represent abstract or ‘basic form’

of work.

a) Strong prolongation b) Weak prelongation c) Progression
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Figure 4. A Prolongational Reduction Tree Diagram.

While a tree-diagram are formed, a special elaboration is utilized with prolongational reduction rules. In prolongational
reduction, the reduction is made from global region and the top level to musical surface. There are tree conditions at
tree-diagram: strong prolongation, weak prolongation and progression. Strong prolongation is the most stable condition
and represents repetition and prolongation of bass and melodic treble line (Figure 4a). Strong prolongation is shown
with white dot on the joining of branches. Weak prolongation represents repetition or prolongation of bass or melodic
treble line (Figure 4b). Weak prolongation is shown with black dot on the joining of branches. Progression represents
connection between two different chords sequence. All of the conditions, pitches which repetition are shown with
dashed slur, pitches which not repetition are shown with slur on diagram (Figure 4). Progression is not stable.

In the classical Western music, there are not any choice or application that “a phrase or piece begins in utmost tension
and proceeds more or less uniformly toward relaxation” (Lerdahl & Jackendoff, 1983a, p. 197) (Figure 5a) or reverse
(Figure 5b), or “begins and ends in tension with a relaxed midpoint” (Lerdahl & Jackendoft, 1983, p. 197) (Figure Sc).
“Rather, a tonal phrase or piece almost always begins in relative repose, builds toward tension, and relaxes into a resolving

cadence.” (Lerdahl & Jackendoft, 1983, p. 198) (Figure 5d).

a b C d
r £ r t t r

Figure 5. The Tension and Relaxation Tree-diagram Conditions.
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In the last condition above, a shape like ‘a diamond’ is obtained in the middle of the shape (Figure 6). The most basic
form of this condition is called normative prolongational structure tor the tension and relaxation pattern in tonal music
(Figure 7). Normative prolongational structure shows tension-relaxation pattern which ends cadence in a given group.
“[T]his pattern is an organizing principle for the listener and thus states it as a PR that influences branching formations.”
(Lerdahl, 2001, p. 25-26)
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Figure 6. A Tension-Relaxation Tree-diagram Figure 7. The Normative Structure
(Lerdahl ve Jackendoft, 1983, p. 189). (Lerdahl ve Jackendoft, 1983, p. 189).

Analysis
In this section, we will present the datas of analysis. GTTM tree-notation of all parts of the work are presented in the
App.-II. The correlate the tension-relaxation region with the text was analysed in the work. The form table of work will

present in the App.-I.
Part No. 1, Choir

The first part has three sections, ABC. Its main key is the D minor. The perfect cadence is in the G minor center. In the
second section (B), the half cadences are observed. In this context, a I-IV-I harmonic progression are occured in
according to the main key, the D minor, at the background. The third section (C) begins with the Bb major. In this
section, from bar 32, effect of tonic and dominant in according to the main key, D minor, reflect on the background.
In the context of the correlate text with the music, there are diminished 7th chords in the musical passage which is parallel
with the text of ‘karanlik siniyor’ (darkness sreeps in). Moreover, there is modulation to the Eb major in the musical
passage which is parallel with the text of ‘boz topraklara’(to the grey land). In the third section (C), there are temporal
modulations on the text of ‘“kaszrga’ (hurricane) and ‘cehennem’ (hell), as well. In all these cases, we can say that Saygun
used the different harmonic elements such as the modulation and altered chords to emphasise bad and negative
conditions in the text. We believe that modulation is used in expressions with great humanitarian and social impact,
while altered chords are used in expressions with relatively low impact or negative sentiment. In this way, it can be said
that harmonic tension is increased in order to emphasise the effect of extraordinary natural phenomena.

In this context, given that the the tension regions formed in the musical passage are actually the tension that is
intended to be reflected in the words of the text, it can be evaluated that the patterns formed in the branch diagram are
esentially the tension of the verbal expressions. Based on this assumption, we can use a branch diagram to represent the

relatively tense state reflected by the expressions in the text (Figure 8).
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Figure 8. The relatively tense state reflected by the expressions in the text in the first section.

Part No. 2, Recitativo

There are only thirteen bars in the second part. The main key is the G minor. The hopelessness of the war environment,
the waiting for a saviour and the end of the independence are emphasised. Whereas in the previous part the negative
expressions are emphasised with altered chords or modulation of the keys, in this part, despite the hopelessness, strong

prolongation at the prolongation reduction level creates a stable condition.

Part No. 3, Aria

The third part is a AA|A’A”|AA| ternary form. The main key is the C minor. The main theme modulates to the Eb
major in the second section and to the G minor in the third section. In the second section, there are modulations to the
Ab major and the C minor. In the prolongational reduction level, the G pitch dominate in the top melody line. In this
case, there is emphasis to dominant degree of the main key in the global level. A descending melodic line, 3.2-1,is seen
in the main key in the musical passage which is parallel with the text of “yolumda tas kalmady’ (there are no stones left
in my path).

In the context of the correlate text with the music, There are addressed to the uncertainty of the future and, the lack
of hope and ideals in an environment of war: ‘Kapasam da goziimi, gorecek diis kalmady’ (I've closed my eyes, there’s
no dream left to see). On these words, there are diminished 7th chords and modulations in the musical passage. Words
of the ‘Aglamak’(To cry) and ‘Aglamak istiyorum’ (I want to cry) repeat in the musical line. There are modulations to
the F minor at the repetition of the former word, and to the Eb major at te repetition of the last word. In order to increase

the burden of emotion of the words, modulation and temporal modulation are used in this passage.

A T

Agla  mak ag la mak azg - lamak & ti yo rumag - la - mak is-tiyo - rum Gézim -de  yaz kal ma

Figure 9. The relatively tense state reflected by the expressions in the text in the third part.
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In the passage of ‘Gonliimii doynrmaya agusuz as kalmads’ (There is no non-poisonous food left to feed my heart),
there is modulation to the G minor with expression of ‘agusuz (zehirsiz) as’ (no non-poisonous food). There are
temporal modulations to the Bb minor and the F major on the expression of Bagrima basmak igin’ (in order to cherish).
Here, it is implied in the text that mothers cannot even find a stone to embrace their children in order to relieve the
absence of their children, in a sense, there is no stone left upon stone. Such a difficult and hard conditions are again

supported by temporal modulation and musical tension.

Part No. 4, Chorale

The fourth part has three sections, ABC. The main key is the F minor. Each of the time-span of six and seven bars, half
cadences are observed with puandorg. These cadences occur in different tonal regions. In this condition, a modulation
was made every three bars on average.

In the context of the correlate text with the music, there is the half cadence in the Ab major key in the third repetition
of the word of “ Tanrim’ (My God). There are modulations to the Ab major on the expression of ‘ Yerin #st#i’ (On earth),
to the F minor on the expression of ‘[yerin] alts’ (grave). There is modulation to the Bb minor key in the repetition of
the word of ‘Tanrim’ (My God). In this case, the word of “ Tanrim’ (My God) are emphasised in two different tonal
regions. In the third section, there are modulations to the C major on the word of the ‘ggk’ (sky), and to the F major on
the word of the ‘z52k’ (light) which refer to Atatiirk. In the melodic line, an ascending tendency to the upper registers
was observed in the phrases invoking God and a descending tendency in the phrases ‘sending to the earth’. In this
context, it is assumed that the emphasis of the expressions in the text is represented not only by modulation, but also by

the registers in the melody and the orientation in the vocal line.

Part No. 5, Aria
The fifth part has four sections, ABCA. Each section begins with a different theme and ends with the main theme. The
main key is the F major. In the first section, there is a I-V-I harmonic progression in the background. There is modulation
to the C major in the second section. In this passage, While the tonic is prolongated, there is an descending melody line
as 8-5-3-2-1. There is modulation to G major, and are temporal modulations to E minor, A major and D major. There
is a perfect cadence in the D minor key.

There are not negative expressions in the first and the second sections. Hence, there are not any altered chord or
temporal modulation. In the second musical sentence, the key is the C major, and the G major in the third sentence.
There are temporal modulation to in a E minor-A major-D major progression on the words of ‘boglukta aranmam’ (1

don’t search in a space) in the third sentence which has time-span of six bars.

Part No. 6, Recitativo
The sixth part consists of a sentence in the key of the A major. Atatiirk is represented by the analogy of ‘nur’(holly light)
and ‘demirct’ (blacksmith). The beginning of the war of liberation and the re-formation of the state are emphasised.
Part No. 7, Choir
The seventh part is the five-part lied form, ABAB’A. The main key is the D major. In the (B) sections, the main theme
repeats in the different keys. There is modulation to the A major in this section. In the repetition of this section (B’),
there are five different modulation centers: the E minor, the D major, the A major, the F# minor and the B minor.
In the verses of this section, one can now hear “Victory!” and expressions of hope for the future are observed. No
chromaticism or temporal modulation is observed in the first musical sentence. In the lines with a more positive meaning
in the text, a more stable harmonic progression and an atmosphere with strong prolongation are observed. However, in
the word %emzem’ (holly water), we observe that the chords belonging to the related minor key are used in the I-VI-II-
V function sequence.

In section B, There are modulation to the A major on the third line of the verse and to the F# minor on the fourth
line. We think that the lines ‘Bagimizda giines, kalbimizde es’ (Sun on our head, mate in our heart) refer to Atatiirk. The

musical passage containing these words is in the key of the A major. In the sixth part, the musical passage with the words
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refer to Atatiirk is also in the key of the A major. We think that these two similarities are not coincidental and that Saygun
preferred the A major key tonally to represent Atatiirk.

In the repetition of section B, modulation to C minor is observed. In the second repetition, different harmonisation
and temporal modulations are observed. It is noteworthy that negative expressions are observed in these modulations.
The expression of ‘kuru dudaklar’ (dry lips) are modulated to the A major and the expression of ‘orak gonsiller’ (barren
hearts) is modulated to the F# minor. In this way, musical tension is increased with harmonic factors in words reflecting

negativity.
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Figure 10. The relatively tense state reflected by the expressions in the text in the seventh part, bars 232-245

;4_

gel! gizler agild co-ziildii diller gel! Du-daklar ku-ru Corak goniilller c¢orak goniller gell  dudak lar ku - v @ - cak gonal - ler

Figure 11. The relatively tense state reflected by the expressions in the text in the seventh part, bars 260-270.

Part No. 8, Chorale

The eighth part has nineteen bars and three sections, ABC. The main key is the G major. In the eighth bar, there is the
perfect cadence in the E minor. There are temporal modulations to the B minor, the B major and the F# minor. Beside,
the key region is B major on the words of “Iszk’(light) and ‘deniz’ (sea), and the E minor on the expression of ‘nur pinars’
(spring of light). In the second section, there are modulations to the C# minor, the E major and the A major. The key
region is the A major on the word of ‘gzines’ (sun) and ‘agk’ (love). The last section’s key is the D major. Like the chorale
in the fourth part, the cadences in this part are emphasised with a puandorg. The functions of the cadences are IT-V-I
harmonic progression according to the D major which the key center of this section. In the first section, despite
temporary modulations in the soprano line at the ‘¢’ level, the descending tendency of the E major scale is observed. In

the second section we encounter the ascending tendency of the F# minor scale.

Results
In the work of The Cantata in the Old Style, it is observed that some of the words of the verses are emphasised with such
musical elements as altered chord, modulation and temporal modulation. These words refer to negative conditions of
the country in the verses. Conversely, words refering to positive conditions are harmonically observed to more stable
musical character. Table 1 (App.-I) presents the key regions of the passages which have these expressions. These
conditions remind us of the word-painting technique, the first examples of which date back five centuries in the music
history. “Word-painting’ is a compositional technique developed in Europe in the 15th-century in which the composer
depicted the verbal meaning through music, depending on the harmony of melody and verses. Melodic, harmonic and
rhythmic structures are shaped with this technique in order to reflect the meaning in the verses. In this way, musical
factors are consciously changed in parallel with the semantic changes in the verses. This technique firstly used in

madrigals and later in operas, became traditional in chansons and madrigals in the 16th-century. It continued to be
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effective in the Renaissance and Baroque music with examples presented by composers such as J. Dowland, T. Welkees,
C. Monteverdi, G. F. Handel (Figure 12) and J. S. Bach. In the following period, the word-painting technique, which
was observed in opera in the Romantic period with Schubert’s lieds (Figure 13), spread over a long period until it evolved

into the leit-motive of Wagner’s operas (Ozen & Baysal, 2017).
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Figure 12. The word painting technique in the Figure 13. The word painting technique in the
Hendel’s Mesih Oratorio (Every Valley Shall Be Schubert’s
Exalted) (Swain, 1996, p. 145). Op. 2(D. 118) Gritchen am Spinnrade”. (bars 57-71)
Conclusion

In this study, we analysed the Saygun’s Op. 19, The Cantata in the Old Style in the context of the harmonic plan and the
tension-relaxation regions. Then, we observed the correlate text with the music in the tension-relaxation regions.
According to datas, conditions of the tension-relaxation are created to symbolise the expressions in the text, to reflect
and make sense of the emotional burden of the expressions in the text. In this regard, modulation, altered chords, tonal
regions, registers and melody line are utilized to emphasise and support the verbal meaning. In our opinion, hence,
Saygun have used the word-painting technique to emphasis negative expressions in the text through altered chord,
modulation and temporal modulation. He have graded the negative expressions in the text according to their effect on
human beings or society, and used altered chords in expressions such as darkness and weeping, and temporary
modulations in expressions such as flood, hurricane and hell. In this way, he musically graded the effect of relative
tension. In the verse reflecting victory and hope, a stable effect is felt in the harmonic progression. In addition, as
observed in the fourth part, the emphasis of the expressions in the text is represented not only by modulation but also
by the registral in the melody and the orientation in the vocal line. In our oppinion, Saygun implied Atatiirk with the A

major key in the text of the sixth and seventh parts.

Recommendations
Saygun’s use of the word-painting technique in this verbal work indicates that he may have utilized it in his other verbal
works. Analysing Saygun’s verbal work with word-painting technique could provide valuable data to literature about
his work and style characteristics. Additionally, re-analysing his works such as the Yunus Emre Otatorio and the Saga for

Atatiirk and Anatolia with this technique could yield new insights to us.

? In the passage with the phrase Sein Hindedruck, (his touch) there is an acceleration of the rhythm, and in the phrase sein KufS! (his
kiss) there is a punctord. With these two musical factors, the verbal emotion is emphasised like an accent and the intensity of the
expression is increased.
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Appendix 1.
Table 1. Relationship between text and modulation in the Cantata in the old style
Main
Word/Expression Region Key Part
Key Chord Type / Modulation Region
Karanlik (Darkness) Dim. 7th (1. inversion)
Boz toprak (Grey earth) Eb Major
Giines yok, ates yok (No sun, no
fire D G Minor
Part 1
Tufan (Flood) Minor G Minor
Kasirga (Hurricane) Bb Major G Minor
Cebennem (Hell) C Major
Bayrak (Flag) C Major
Kapasam Goziimii (Closing My Dim. 7th (1. inversion)
Eye) F Minor
Dim. 7th (1. inversion)
Aglamak (Craying) C
F Minor Part 3
Minor
Zehirli Yemek (Poisoned Food) Eb Major G Minor
Bagira basmak
Bb Major, F Major
(acryr dindirmek) (Relieve pain)
Tanr: (God) Ab Major, Bb Minor
Yer alti (Mezar/Cebennem)
(Underground (Grave/Hell)) F Minor Part 4
Gok (Sky) C Major
Isik (Light) F Minor
Dipsiz Kuyn (Bottomless Well)
Dalga ve Deniz (Wave and Sea) F Major | C Major Part 5
Bosluk (Gap) D Minor E Minor, A Major, D Major
Nur ve Demirci (Sacred Light and
A Major Part 6
Blacksmith)
Zafer (Victory)
Zemzgem B Minor
Giines (Atatiirk) (S A Maj
tines (Atatiirk) (Sun) D Major ajor Part 7
Iszk ve Ates (Light and Fire) F# Minor
Kuru dudak (Dry Lips) A Major
B Minor
Corak goniil (Barren hearth) F# Minor
Deniz (Sea) B Major
Nur Pinar: (Spring of Light) E Minor
Goniil D Major | E Major Part 8
Giines (Atatiirk) (Sun) A Major

Aydin ufuk (Intellectual Future)
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Table 2. Form Table of The Cantata in the Old Style

a) Part No. 1 (SATB, Choir)

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 75-111

b) Part No. 2, Recitativo

Second
Main Th Third Th Mai Th S d Th Third Th
Theme | Intro. (A) A I Tonsition | Theme Transition T Coda (A) Theme | T | SECONE HAemE eme
(&) ®) (©) (&) (B) ©
Bars 1.-8. 9.-14. 15.-16. 17.-26. 27.-29. 30.-41. 42.-50 Bars 1.-3. 4.-6. 7-10.
Kev D min. Eb Maj. G tmin. G min. Bb Maj. D min. D min. Key G tnin. C tnin. G min.
¢) Part No. 3. Aria d) Part No. 4, Chorale
A B A
Theme |Intro. (A1)| Main Theme | Transition | Main Theme | Main Theme | Main Theme | Coda (A1) Theme Main Theme | Second Theme | Third Theme
(AL) (A2) (A3) (AL} (A) (B) ()
Bars 1-8. 9.-16. 16.-20. 21.-35. 35.-48. 48 -60. 60_-67. Bars 1.-6. 7.-12. 13.-19.
Key C min. C min. C min. Eb Maj. G min. C min. C min. Key F min. C min. F Maj.
e) Part No. 5, Aria f) Part No. 6, Recitativo
Main Theme | Second Theme | Third Theme
Theme fatro. A Transition B Transition c Transition A Theme (A) (B) (9]
a ba ca da ea Bars 1-3. 4.-6. 6.-8.
Bars 1.-5. 6.-14. 14.-15. 16.-27. 27.-28. 2943, 43 -44. 45.64. Key A Maj. A Maj. A Maj.
Key F Maj. F Maj. F Maj. C Maj. G Maj. D min. G min. F Maj.
g) Part No. 7, Choir h) Part No. 8, Chorale
A B o A B' Déniis A
. Diéniis Kopriisii L. o
Theme |Intro. (A1}| Main Theme | Transition | Main Theme (A1) Main Theme | Transition | \fain Theme | K-0PrUSU | Main Theme Theme Main Theme | Second Theme | Third Theme
(A1) (A2) (A1) a3 | @AY | @ (4) B) ©
Bars 1.-8. §.-15. 15.-16. 17.-28. 29.-36. 36.-43. 43 -44. 45.-53. 34.-61. 61.-68. Bars 1.-8. 9.-13. 16.-19.
Kev D Maj. D Maj. A Maj. F# min. D Maj. D Maj. B min. B min. D Maj. D Maj. Key E Min. A Maj. D Maj.
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Figure 16. Continuation, bars 80-93.
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Figure 16. Continuation, bars 107-126.
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Figure 17. Part No. 4, Time-span Reduction and Prolongational Reduction Tree-notation, bars 127-146.
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No. 5 Aria (Bas Solo)
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Figure 18. Part No. 5, Time-span Reduction and Prolongational Reduction Tree-notation, bars 147-158.
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Figure 18. Continuation, bars 159-171.
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Figure 18. Continuation, bars 188-199.
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Figure 20. Part No. 7, Time-span Reduction and Prolongational Reduction Tree-notation, bars 218-231.
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Figure 20. Continuation, bars 232-245.

107



Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 75-111

DI\

amn

&%“#;aﬁr&:xé.fz, ‘@fé;}siﬁif!ﬁ%s!?}-}%ﬂt-}j%ilis’éii?

| -
(P TR IR AL R B

B %
f f . [ ¢
: . g iz | 1 b
Qﬁbll F ‘E 2 ' ll OlF Z o eeee | ee ""Zf":
:"M# r T==== rr #' If " f EE S S tEE it B :": .
| | | . 2 e |
N s===c=c=c==c=c= F 4 5 e j ;j I j _— e ..
Fo 2 g o o @ o g a e f g o o |p a = ‘4
-
[ ¢l L
| . |
. e o i de  ie i® 4 &g j e e e 1° 4 4y
I = = = — = = = .";:5; = = = == = Er Sk
[ ¢ L
s f A
TSR “#o . e o o . o g0
oy . . b o e . . ® .
o e
é Sl [ ¢ ]
b "#' e o o 40
(4 o o . P
e -
) [ ¢ ]
;,E "#' .
A . .
a
b
b b
b c
< c
d d [
d d d 4
/ 0 .
|
|
e . J \
¢ ¢ ; o | e € \ ) e e S
/ e '\ .
¢ f f
[ 7 f f f f f rl " e f f ce
0 L] N 5
|
v - P N — - -
il | i e e (. ¢ 5 . . — ! = =B
é‘iiﬂiii,‘gk,{eéﬁii B A sa st gig gl PEEE R simlﬂ-zu-u-
-
! o { fert -l pd | suesw kesme - lerin  se olan | gell gel ki zomzom olsun | e -ki kor kv -
- - 2 —_ g g | —
) s 1 T i 1 | T T T T T
F e EECIe g5+ o9 e b iy FLeiptiomiB P o ip e os il orinf, ',tv'\'-
e Ac ¢ o 67 775 %14 fe ac ¢ fe > L
Remapk E < I C E6AC ¢ (L) Ay ¢ E E < E 113 (S ) s \Uv <
ok Smix (7 E E6 AQ C Simin CE B A ¢
P ) - -,.\- o . o Er )
hoa € v ¢ v v e
Vi o - - I'c-‘aol - . - :".-\,01
v ¥ L 1% v LA
= I.e-1 > [ el

Figure 20. Continuation, bars 246-259.
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Figure 20. Continuation, bars 260-270.
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Figure 20. Continuation, bars 271-285.
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Figure 21. Part No. 8, Time-span Reduction and Prolongational Reduction Tree-notation, 286-304.
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The article delves into an intriguing aspect of transcultural music, using Georgian art
music as a focal point. It specifically examines Josef Bardanashvili's composing style,
highlighting it as a clear example of transculturalism in art music. The significance of
research lies in addressing the gap that exists in understanding the phenomenon of
transcultural music in a globalized world, focusing specifically on Georgian music. The
object of the article is Bardanashvili’s musical style, which is based on the process of
adaption, fusion, and hybridization of musical elements from diverse cultural contexts.
Since transculturalism is less discussed in Georgian musicology it constitutes the article’s
scientific novelty. The purpose is to research the phenomenon of transcultural music and
how the integration of diverse musical traditions, styles, and techniques from different
parts of the world takes place in it. The investigation of transculturalism and how
Bardanashvili solves the problem of transcultural connections implies the following
subtasks: analyzing the core of the phenomenon of transcultural music; and determining
how transculturalism manifests itself in Bardanashvili's music; The research will be
conducted in two phases: a) An overview of the phenomenon of transculturalism in
general, including art music; and b) An analysis of Bardanashvili's musical style about the
given problem. In the article, there are used historical, comparative, and critical scientific
research methods. In the conclusions, it is emphasized that the transcultural connections
in Bardanashvili’s cycle are presented as follows: national is presented with aesthetics of
Georgian chant and Jewish music traditions; global is presented with Mugham style,
peculiarities of Renaissance and Baroque music, Schoenberg and Mahler’s esthetics as well
as by integration of modern compositional techniques.
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Introduction

The paper deals with a topical issue of the composing paradigm—transculturalism in general and in particular, in

Georgian music, which is discussed in the example of the compositional style of a postmodernist Isracli and Georgian

composer Josef Bardanashvili. When discussing this topic in relation to Georgian music, Bardanashvili's works vividly

illustrates the essence of transculturalism. His music is rooted in the process of adapting, fusing, and hybridizing musical

elements from various cultural contexts, transcending national boundaries. This process leads to a deeper level of

exchange, interaction, and integration, ultimately resulting in the creation of new cultural expressions;

Transcultural music embodies the interconnectedness of cultures through musical expression, transcending

geographical boundaries, and embracing diversity. Transcultural music represents a fascinating intersection of diverse

musical traditions, global influences, and innovative technologies. Through an in-depth exploration of cross-cultural
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influences, technological advancements, and social dynamics, this article seeks to elucidate the complexities and
possibilities inherent in the realm of transcultural music. Thus, the importance and novelty of research are determined
by filling the gap that exists in researching the transculturalism and dilemma of synthesis of national and global in
Georgian music.
Research Problem
To the extent that transculturalism is a complex and multifaceted phenomenon, the aim of the study is to address the
determination of the following issues simultaneously:
» Phenomenon of transculturalism in art music; how does the integration of diverse musical traditions, styles,
and techniques from different parts of the world take place in it;
» What cross-cultural influences mean;
» The social and cultural implications of transcultural connections, including issues of identity, representation,
cultural exchange, and cultural appropriation, intercultural dialogue;
» The future Perspectives and opportunities in the field of transcultural music research, which includes exploring
interdisciplinary approaches;
» The balance of the national and global through historical retrospectives at all stages of Georgian music
» How Georgian art music is transcending the local cultural ecosystem into a global context;
To investigate the problem of transcultural connections in general and in Georgian music we have to imply the
following subtasks:
» To investigate how Georgian music transcends the local cultural ecosystem to find a world context and become
part of the global artistic heritage that forms the phenomenon of transculturalism in Georgian art;
»  Determining how transculturalism manifests itself in Bardanashvili's music;
» Determining the compositional approaches of Bardanashvili’s composing method harmonizing national with
the global musical landscape;

> Exploring Bardanashvili’s concept of national music, which emphasizes a foundation rooted in ethnic music.

Method
In the article, there are used historical, comparative, and critical scientific research methods.
Based on the set goals and objectives, the analysis process is structured into two phases:

First phase: A comprehensive discussion of the phenomenon of transculturalism in music in general, with a specific
focus on its relevance to Georgian music;

Second phase: An in-depth analysis of Bardanashvili's compositional style, serving as an exemplary illustration of
transcultural connections within art music.

Literature analysis, gathered according to theissue and object of a scientific paper, was based on thoroughly reviewing
the relevant theoretical framework literature and references. The research was conducted through the classification of
these sources according to the following principles:

Group 1. Works on some separate problems of transnaturalism;

Group 2. Works on Georgian art music, that discusses issues of transculturalism, national identity, and fusion of the
national and the global, including articles about Bardanashvili;

Group 1. Transculturalism has emerged as a subject of active research in recent years, a development that is quite
natural given the increasing intensity of globalization processes. Among the authors whose opinions I relied on in the
analysis of transculturalism as a phenomenon, the statements of Wolfgang Berg and Wolfgang Welsch have a distinctive
feature.

Transculturalism is a phenomenon that emerges from processes such as emigration, tourism, and conquest wars,
primarily stemming from the interaction between diverse cultures. As stated by Professor Berg, professor in European

Studies—“Hence culture is not a “thing” (box, container), but an aspect. We do not use “culture” as a noun, but as an
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adjective/adverb. People share cultural items, human action can be explained culturally (not only in terms of socio-
economic status)” (Berg, 2011: 9).

The nature of cultures in today's globalized world is the following—cultures are not fixed or isolated but constantly
changing, mixing, and influencing each other. Even individuals, in this global context, have multiple connections and
identities that go beyond just one culture. The concept of “transculturality” highlights how people can belong to and be
influenced by multiple cultures simultaneously. This is one of the main ideas of Wolfgang Welsch in his famous article—
“Transculturality: the changing form of cultures today”. As Welsch points out— “cultures today are in general
characterized by hybridization. For every culture, all other cultures have tendentially come to be inner-content or
satellites. This applies on the levels of population, merchandise and information. Worldwide, in most countries, live
members of all other countries of this planet; and more and more the same articles—as exotic as they may once have
been—are becoming available the world over; finally the global networking of communications technology makes all
kinds of information identically available from every point in space” (Welsch, 2001: 68, 29).

Group 2. As for other Georgian musicologists, Mainly Marina Kavtaradze discusses the aspects of transculturalism,
multiculturalism and national identity, in relation to Bardanashvili's music. Georgian scientist links the aspects of
transculturalism of Bardanashvili’s music to the on the one hand, with the composer's move to Israel, on the other hand,
with such a characteristic of his post-modern style as eclecticism. As she mentions Bardanashvili, his style is a priori
eclectic, being the offspring of two national cultures, Georgian and Jewish. What is especially important is that it equally
develops the characteristics of these cultures within its own unique binational creative style (Kavtaradze, 2010: 1).

Among Georgian musicologists, the main focus of Rusudan Tsurtsumia's works is the synthesis of Georgian and
global music elements, the exploration of the role of ethnic music in shaping national identity and the synthesis of
national and European musical languages. Her scholarly contributions highlight the notion that folklore serves as an
artistic reflection of reality, embodying ideals that are simultaneously timeless and contemporary. Folklore, according to
Tsurtsumia, encapsulates the collective consciousness of a nation, containing universal archetypes while also serving as
a perpetual source of inspiration for Georgian composers, thus playing a pivotal role in the evolution of national
compositional thought (Tsurtsumia 1997: 8).

As for other Georgian musicologists, the multifaceted aspects of synthesis of local, ethnic and global in Georgian
musicology has been examined to varying degrees in the works of Lado Donadze, Givi Orjonikidze, Anton Tsulukidze,
Gulbat Toradze, Rusudan Tsurtsumia, Dodo Gogua, Rusudan Kutateladze, Lia Dolidze, Marina Kavtaradze, Nana
Loria, Leila Maruashvili, Ketevan Bolashvili, Nana Sharikadze, Tatia Chkheidze, Marika Nadareishvili, Eka Chabashvili,
Maka Virsaladze, Nino Zhvania, Maya Tabliashvili, Maia Sigua, and Ketevan Chitadze. Despite the analysis of the issue
of merging the national and the global, the problem of transculturalism itself is less a subject of discussion in Georgian

musicology.

Definition of multiculturalism and transculturalism: origins and differences

It is widely known, that the term "transcultural” refers to phenomenon that involve crossing and transcending cultural
boundaries of different nations, and highlights how music can transcend traditional boundaries. It often implies a
blending of elements from different cultures, leading us to the creation of renewed cultural forms.

The term transculturalism was originally coined by Cuban anthropologist, sociologist, ethnomusicologist, and
scholar of Afro-Cubian culture, Fernando Ortiz Ferndndez (1881-1969) in his Spanish work “Contrapunteo Cubano
del tabaca y el aztcar” (1040) to explain the phenomenon of converging cultures. As mentioned by scholars Xiaoying
Zhang, Yang Sheng and Duo Jiang “In 1947, its English version Cuban Counterpoint: Tobacco and Sugar got published
in the United States, bringing the concept into English academics” (Zhang et al., 2022: 220). As these authors indicate,
the need to invent this term was brought about by circumstances. They indicate that in the second secton of the book
entitled “The Social phenomenon of ‘transculturation’ and its importance”, Ortiz “pointed out that the process of

cultural transmutation was of such complexity and diversity that neither the then widely accepted term “acculturation”
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nor “deculturation” was sufficient to describe how the progress underwent. Therefore, he firstly introduced the concept
of “transculturation” (Zhang et al., 2022: 220). Ortiz’s term was based on the essay “Our America” by José Marti.”

The famous historian Donald Cuccioletta defined Transculturalism in a very original way as "seeing oneself in the
other” (Cuccioletta 2001/2002: 1).

In spite transculturalism being a valid term used to describe cultural phenomenon that transcend or cross traditional
cultural boundaries there are suggestions of some alternative word combinations, phrases, or concepts that convey a
similar meaning: You can replace the term "transculturalism” with an alternative that conveys more or less similar
meaning: multiculturalism, multicultural integration, cross-cultural exchange, global cultural fusion, intercultural
interaction, interdisciplinary cultural blending, interethnic cultural exchange, cultural syncretism, cultural
hybridization, cultural diversity integration, and globalized cultural dialogue.

It's important to note that the commonly used term "multiculturalism” differs from "transculturalism.” The primary

distinction lies in the following:

»  Multiculturalism refers to a society or community that recognizes and respects cultural diversity and emphasizes
coexistence and acceptance of different cultural backgrounds. In a multicultural society, various cultures exist
side by side, each maintaining its traditions

» Transculturalism goes beyond the mere coexistence of cultural diversity and involves the blending, merging, or
transcending of cultural boundaries and identities. Thus, Transculturalism implies a process of cultural

exchange, hybridization, or fusion, where elements from different cultures intermingle.

It is not by chance that Lucia-Mihaela Grosu points out that transculturalism offers a breaking down of cultural
boundaries, not their re-enforcement (as in the case of multiculturalism) (Grosu, 2012: 108). “If we compare
transculturalism to multiculturalism the essential difference between them stems from the way we perceive their
outcomes. Cultural diversity is seen either as a melting of cultural markers (transculturalism) or as a gathering of multiple
and distinct contributions to the mainstream culture (multiculturalism)” (Grosu, 2012: 107).

In particular, regarding transcultural music, it can be emphasized that it refers to musical expressions that emerge
from exchanges, interactions, and fusions of elements from diverse cultural backgrounds. It involves the blending of
musical styles, techniques, melodies, rhythms, motifs, instruments, etc. leading to the emergence of new hybrid musical
genres and innovative musical projects and compositions. It is not by chance, that transcultural music reflects the
interconnectedness of different cultures. The concept of transcultural music helps to understand how cultural diversity
enriches musical expression and creativity.

In summary, multiculturalism focuses on acknowledging and respecting cultural diversity, while transculturalism

involves a deeper level of interaction, exchange, and integration that leads to the creation of new cultural expressions.

The concept of transcultural music: the future perspective of music research
It is a fact that in a globalized world, cultural boundaries, including musical ones are increasingly fluid and
interconnected, music reflects the interactions and intricate dynamic collaborations between composers, and performers
worldwide. Therefore, the transcultural phenomenon has significant implications for the future perspective of music
research:
The scope of transcultural research in art music includes studying:
> cross-cultural influences: studying how musical styles, techniques, genres, and instruments evolve and adapt as
they interact with different cultural contexts and traditions.
» Innovative music genres: analyze emerging transcultural music genres, styles, and movements that transcend
traditional boundaries and create new sonic landscapes reflective of interconnected global cultures
> Several compelling topics within the field of Ethnomusicology: an exploration of a wide range of musical
traditions, including traditional, folk, classical, popular, and contemporary music genres; analysis of the stylistic

characteristics, instruments, vocal techniques, and musical structures of different traditions; studying of

% the essay “Our America” (Nuestra America;1891) by José Marti, can be accessed on the website: https://writing.upenn.edu/library/Marti_Jose_Our-America.html
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questions of authenticity, cultural dimensions of music, including its creation, performance, significance, and
impact within specific social and cultural contexts. Ethnomusicology delves into the social and political roles of
music, including its use in expressing ideologies, resistance movements, and historical narratives. Studying of
how music functions as a medium for social commentary, activism, and cultural representation. It offers insights
into the rich diversity of musical expressions worldwide and how music contributes to cultural continuity,

creativity, and dialogue.

Social and Political Context: studying both dimensions of transcultural music, which include research on how music
responds to issues of globalization, diversity, cultural exchange, migration, diaspora, and identity in contemporary
societies.

Education: Future perspectives in music research will emphasize global collaboration, interdisciplinary approaches, and
culturally responsive pedagogy in music education

Digital Technologies: Exploring digital music production tools, virtual collaboration platforms, AI-driven music creation,
and examining how technology facilitates cross-cultural musical exchanges.

Media/Digital Platforms: a focus of future research on digital distribution channels, streaming platforms, and media,
which promote transcultural music circulation and facilitate global audience engagement.

Against the backdrop of today's military escalations and conflicts, the role of art, particularly music, is paramount in
fostering closer ties among people worldwide. This reconciliation is directly linked to composers and performers
strengthening transcultural connections through their work. In our increasingly globalized world, this serves as an
effective avenue for promoting spiritual harmony, advancement, and amity among diverse populations. The

transculturalism helps people to feel that they are true citizens of the whole world.

The Phenomenon of Transculturalism: Focus on Georgian music

The analysis of the issue of transculturalism must necessarily begin with the question of the relationship between
national and global cultures. This is because when a national culture can transcend its national boundaries and
organically synthesize with a foreign culture, it has the potential to become an example of transculturalism.

In today's globally interconnected world and within Western postmodern society, which is defined by pervasive
transcultural connections, the nuanced interplay between national and global identities has emerged as a central theme
in cultural discourse, not coincidentally. The dynamics of our contemporary globalized landscape highlight the necessity
for national music to adapt to and engage with other musical traditions, resulting in a rich tapestry of music that is both
authentically rooted and transculturally resonant.

This evolution of national music, in general, raises intriguing questions: How do composers navigate the delicate
balance between their cultural heritage and the achievements of world music? How does the fusion of local and global
elements enrich the creative process of composition, expand the compositional landscape with a diverse palette of global
sonic influences and maybe turn in transcultural music? The dialectical relationship between these aspects can be viewed
as both progressive and preservative simultaneously. Metaphorically, it can be likened to a harmonious discord; however,
upon deeper exploration, it becomes evident that the survival and vitality of nationalistic music often stem from the
dynamic encounter and synthesis of these seemingly contradictory paradigms.

As for Georgian music, first and foremost, it is important to acknowledge that the blending of ethnic and global
elements does not contradict the Georgian consciousness. The equilibrium between global and national music, which
serves as an expression of collective identity, has consistently been pertinent and shaped by our national consciousness.
This distinctive characteristic of Georgian art has been evident throughout history.

The preservation of national identity amidst the influence of foreign cultures has been an inherent characteristic of
Georgian music since ancient times when it was closely intertwined with Sumerian-Mesopotamian, ancient Greek, and
Roman cultures. The proximity to the Sumerian-Mesopotamian civilization has instilled a significant aspect of Georgian
culture—a steadfast adherence to traditions that have endured in the consciousness of Georgians to the present day.

Throughout different historical periods, Georgia has attracted the attention of various empires such as Persia, ancient
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Greece, Rome, Arabia, the Mongols, Timurids, Ottomans, and the Russian Empire. Faced with frequent military
invasions, Georgia has consistently engaged with diverse cultures, demonstrating remarkable acceptance and openness
towards foreign influences.

The distinctiveness of ancient Georgian music evolved through interactions with different ethnicities, fostering an
openness to varied cultural influences in engagements with both friendly and adversarial nations. This process involved
assimilating diverse features that originated in neighboring or distant lands. However, it is important to note that despite
the multicultural environment in cities like Tbilisi and certain seaside towns with non-European music traditions,
Georgians predominantly looked towards European musical tradition as their guiding influence in the pursuit of a global
context throughout the developmental stages of Georgian music. “In all crucial historical and cultural situations,
Georgian thinking showed its typological (Western) hallmark with the tendency to separate from Orientalism”
(Bakhtadze 2001: 212). Georgian Church music draws its roots from the ancient polyphonic folk tradition and resonates
more closely with European church polyphonic music rather than Asian musical traditions. With the advent of
Christianity in Georgia, Christian music, including monophonic Hebrew, Syrian, and Greek psalms and hymns, as well
as Byzantine chants, transformed three-part polyphonic hymns that align precisely with pre-Christian folk music
traditions. This evolution occurred because Georgian culture has a propensity to absorb elements from foreign cultures
that harmonize predominantly with the European mentality, assimilating and Georgianizing them in a manner that
integrates the foreign elements seamlessly into Georgian culture. Without this assimilation, Georgian culture would not
have been able to persist independently into the modern era and would have risked complete assimilation with other

cultures.

Image 1. Map of Georgia, compiled by Vakhushti Batonishvili, 1745. An autograph preserved in the National
Archives of Georgia (URL 1)

A brief exploration of the evolution of Georgian art music provides insight into the dynamics of the synthesis
between national and global influences. Throughout the formation and subsequent stages of development of Georgian
art music, the challenge of amalgamating the national and global aspects was addressed by the prevailing historical
context:

In general, Georgian art music is based on Georgian folklore, which is a means of expressing identity for all
generations of Georgian composers. Obviously, the approach to folklore was constantly changing from generation to
generation. As stated by musicologist Marika Nadareishvili—“Application of folk or old professional music is the
approved means for expressing national musical identity in Georgian professional music. Moreover, also possible
from this standpoint is certain periodization, in new Georgian music folklore is applied directly and then fairly
generalized” (Nadareishvili, 2015: 47).
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Before the establishment of the Georgian new compositional school, the merit of compositions by early Georgian
composers was often assessed based on their frequent and direct use of folklore references. These composers typically
combined Georgian folklore quotations with the European harmonic system in a somewhat mechanical manner.
According to Tsurtsumia, their approach to music lacked individualism, resulting in artistic productions that were
heavily reliant on the folk tradition (Tsurtsumia 2012: 17).

In the process of establishing the new professional compositional school, composers crafted their musical language
by synthesizing elements from national folk and chant traditions with the principles of European functional harmony.
Representatives of this generation, the founders of the new Georgian professional compositional school—Dimitri
Arakishvili, Meliton Balanchivadze, Niko Sulkhanishvili, Zakaria Paliashvili, and Viktor Dolidze faced a historical
necessity—to create music expressing identity, based on national roots, which would overcome the local borders to find
its place in the global context.

During the Soviet era, particularly from the 1920s to the 1950s, the capacity for an organic synthesis of national
musical traits with global music trends was constrained. The ideology of Socialist realism within the Soviet Union did
not acknowledge or embrace the modern global musical developments outside its borders. Censorship directives further
stifled the compositional individualism of Georgian music, leading to aloss of creative freedom. As a result, many Soviet
composers, including those from Georgia, were unable to access the advancements in European compositional
technologies during that period.

It is important to note that expressions of national identity took on a distorted character during the Soviet era. Folk
music was often used as the primary musical motif in compositions, sometimes in a forced manner that seemed
unnatural within the context, as it symbolized the idea of Narodnichestvo, which was highly valued in Soviet ideology.
These references were employed to propagate a collective identity.

From the 1960s onward, a new quality emerged in Georgian music regarding the synthesis of national and universal
elements, both at the technological and conceptual levels. This shift was influenced by political and economic changes,
particularly the liberalization that began during the Khrushchev Thaw period.

Georgian composers actively engaged in cultural exchange starting in the 1960s, notably participating in events like
the International Festival of Contemporary Music “Warsaw Autumn”. For Tsurtsumia, there was a shift in attitude
towards folk music—Georgian composers of the 1960s and 1970s, such as Sulkhan Nasidze, Sulkhan Tsintsadze, Bidzina
Kvernadze, Nodar Gabunia, Nodar Mamisashvili, Gia Kancheli, Ioseb Kechakmadze, Joseb Bardanashvili, among
others, began using folk music as a means of individual self-expression and as an organizing element of musical material

at the levels of form and language.

Image 2. Sixtiers: from left to right are: Gia Kancheli, Nodar Gabunia, Jansugh Kakhidze, Bidzina Kvernadze
(URL?2)
They recognized the importance of transcending the local cultural environment to reach a new level of intersection
between national and global influences, where ethnic music remained the foundation of the musical language,

symbolizing cultural memory.
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Even in the post-Soviet era and into the modern stage, the issue of transculturalism continues to be relevant. During
this post-Soviet period, it became evident that transculturalism also carried a political dimension, reflecting Georgia's
aspirations toward Europeanization.

Notably, representatives of post-Soviet music such as Eka Chabashvili, Maka Virsaladze, and Zurab Nadareishvili
were unconcerned about the potential erosion of traditional cultural values in the face of globalization. These
representatives of the transitional period in Georgian music did not view the synthesis of national and global elements
as leading to cultural homogenization or theloss of national and regional identity. On the contrary, they argued that this
synthesis would elevate Georgian music onto the international stage and make it relevant globally.

In the works of renowned composers from the 1990s like Chabashvili and Virsaladze, transculturalism is evident
alongside the assimilation of new compositional technologies. Transculturalism in the music of both composers is
especially revealed in compositions, which are related to religious themes because it is in these works that the synthesis
of the achievements of Georgian traditional music and European modern music is evident at the stylistic level. As
musicologist, Nana Sharikadze points out—“Various musical, linguistic, as well as genre models were created during the
transitional period, and diverse compositional techniques began to be used in combination with Georgian folk tunes.
These post-Soviet times of crises drew attention to spirituality and religious themes” (Sharikadze 2023: 149).
Chabashvili's bilingual Requiem, for example, blends elements from the Catholic-European musical tradition with
Georgian chants. Her a cappella chants and the chant "To Our Lady of Iveria" combine orthodox spirituality with

innovative compositional techniques.

Image 3. Georgian composer Eka Chabashvili (URL 3)

Similarly, Virsaladze's Liturgical Symphony integrates complex chord structures and traditional chant characteristics

with atonality and polystylistic collages, showcasing a fusion of diverse musical elements (Virsaladze 2021: 86).

Image 4. Georgian composer Maka Virsaladze (URL 4)

Bardanashvili's Compositional Style: A Perfect Example of Transcultural Influences in Art Music
He is regarded as one of the greatest composers of our time, with a versatile range of talents that extend beyond
composition. He is also recognized as a conductor, teacher, and painter.

The author of more than 100 works is sometimes mentioned as a Georgia-born top Israeli composer (Seter 2005: 46).
Most of his compositions have been performed successfully all over the world. Bardanashvili served as composer-in-
residence of the Raanana Symphonette Orchestra in Israel from 1996-99 and Musical Director of

the International Biennial for Contemporary Music "Tempus Fugit” in Tel-Aviv (2002, 2004, 2006), and is currently
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composer-in-residence of the Israel Camerata Jerusalem. He taught at Camera Obscura College, at Bar Ilan University,
and at the Sapir Academic College. Currently, he is a faculty member of the Academy of Music at Tel-Aviv University
and the Jerusalem Academy of Music and Dance. Bardanshvili from 1999 to 2010 was a member of the public council
of the Ministry of the Culture and Art of Israel. He is permanently invited as a member of the jury of different musical

competitions, to musical academies and schools for performing different master classes and lectures and meetings.

Image 5. Composer Josef Bardanashvili (URL 5)

Joset Bardanashvili has composed more than 100 works. The list of the composer’s main compositions is the
following: the first Georgian rock-opera “Alternative” (1976), and rock-ballet “Tutor” (1982); 5 operas: rock-opera
“Alternative” (1976), “Moving Stars” (2 act opera, libretto by the composer & Dgemal Adgiashvili -1982); “Eva” (mono-
opera, libretto by Aleksandr Parin-1998) commissioned and performed by the Sacro-Art Festival (Hanover- Germany),
“A Journey to the End of the Millennium,” libretto by A.B.Yehoshua (2005), commissioned and performed by The
Israeli Opera (in commemoration of its 20% anniversary) and “The Dybbuk”, libretto by Ido Ricklin, commissioned
by The Israeli Opera (in commemoration of its 35" anniversary); 4 ballets: “A Woman's Ballad” (1972), “Tutor™ (1982,
choreography by Boris Eifman), “Moving Soul”(1991), libretto by Georgi Aleksidze and Josef Bardanashvili;
“Acharpani” and “Gurdji khantun” (2012-2014) choreography by Mariam Aleksidze; 4 symphonies (1980, 2001,2006,
2016). The symphony No. 3 “Bameh Madlikin” (“With what do we light”) was commissioned by the Israel
Philharmonic Orchestra in commemoration of its 70th anniversary; concertos for guitar, flute, piano, mandolin,
clarinet, violin, viola, and cello; a double concerto for cello, piano & brass orchestra; Triptych for voices & orchestra
(“Children of God”—texts from the Talmud, Quran, New Testament, Book of Psalms, for countertenor & orchestra,
(1997)); “Yearning”—texts from the Pure Prayer, Blessings, Ecclesiastes for voice & orchestra, (1999); “Time to Love”
—texts from the Song of Solomon, Evangelists, Shmuel Hanagid, Nahapet Kuchak for male chorus & string orchestra,
(1999); Elegia for string orchestra (1997); Steps and Metamorphoses for small orchestra, Symphonic Poem for clarinet

& orchestra (1998), string quartets, quintets, piano trios, piano sonatas, choral music, and songs.

Image 6. Conductor Zubin Mehta and Composer Josef Bardanashvili (URL 6)
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He has written music for 50 films and 55 theater productions. His numerous compositions have been performed
successfully all over the world—in Israel, Georgia, the USA, Germany, Russia, France, Spain, Italy, Finland, Hungary,
Canada, Japan, and the UK. He cooperates with world-known soloists, conductors, and orchestras among which it
would be enough to mention Giora Feidman, Tabea Zimmerman, Natalia Gutman, Gay Burstein, Yossi Arnheim, Liana
Isacadze, Avi Avital, Nana Jashvili, Oleg Malov, Alexander Korsantia, Tzvi Plesser, Uri Gandelsman, Viktor Derevianko,
Tea Demuri, Etti Ankri, David D'aor, Etti Ben Zaken and by conductors: Zubin Mehta, Valery Gergiev, Andreas
Mustonen, Lior Shambadal, Shlomo Mintz, George Manahan, Djansug Kachidze, Vaktang Kakhidze, Gisele Ben-Dor,
Uri Segal, Gabor Hollerung, Yerucham Sharovsky, Zsolt Nagy, Steven Sloan, Joel Sachs, Avner Biron, Nizan Leibovich,
Nikoloz Rachveli and by orchestras such as the Israel Philharmonic, the St. Petersburg Opera Orchestra, the
Berliner Symphoniker, the Georgian State Symphony Orchestra the Dochnany Orchestra (Hungary), the
Jerusalem Symphony Orchestra - IBA, the Rishon le-Zion Symphony Orchestra, the Israel Chamber Orchestra, the
Raanana Symphonette, the Beer-Sheva Sinphonietta, the Musica Nova Ensemble, the Isracl Contemporary Players,
Ensemble Contempo (USA), the New Juilliard Ensemble (USA), Continuum (USA), Nouvel Ensemble Moderne
(Canada) and in music festivals in Israel and abroad.?

Josef Bardanashvili’s music is a clear example of transculturalism. The representative of 70s, Bardanashvili, along with

other contemporary Georgian composers, faces the challenge of navigating transcultural landscapes.
n

Image 7. Georgian composers, representatives of the 70s, from left to right are: Zurab Nadareishvili, Josep
Bardanashvili, and Teimuraz Bakuradze (URL 7)

He stands out in Georgian music due to his unique synthesis of two ethnic music traditions—Jewish and Georgian—
which he combines with Western musical elements. Bardanashvili's aesthetic beliefs, compositional ideas, and artistic
language were initially shaped in Georgia, making him a successor and continuator of the finest traditions of Georgian
art music. However, upon relocating to Israel, he further enriched these traditions.

According to musicologist Marina Rytsareva (2016: 101), “If you take away everything that I learned in music as a
foreigner, the same Bardanashvili will remain, who is in pain as a Jew, but dreams as a Georgian.” This sentiment
encapsulates Bardanashvili's dual identity and the fusion of his cultural influences. He humorously describes his music
as “Jewish music with a Georgian accent” (Kavtaradze, 2017: 35), highlighting the unique blend of his ethnic roots and
artistic expression.

Bardanashvili's musical journey is deeply rooted in his native cities of Batumi and Thbilisi, both known for their
multicultural and cross-cultural environments where various cultures and ethnic groups intersect, including Jewish,

Gypsy, Armenian, Kurdish, Azerbaijani, Turkish, and Russian communities. This diverse backdrop influenced

3 Bardanashvili’s full biography and a complete list of his works can be found on the website: https://www.josefbardanashvili.com/
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Bardanashvili's artistic identity, leading him to describe himself as a fusion of Eastern and Western influences, a
sentiment echoed by journalist Dmitri Liliev who referred to him as a "child of many cultures” (Lileev 2016: 1).

The synthesis of ethnic and global music in Bardanashvili’s compositions is not only shaped by the multicultural
settings of Batumi and Thbilisi but also by the stylistic diversity he encountered in Israel. Since relocating to Israel in 1995,
Bardanashvili has naturally infused elements of Georgian national culture into Israel's vibrant cultural landscape,
particularly within the Jewish diasporas from various countries. This unique blend distinguishes his creative approach
within Israel's multicultural milieu.

Bardanashvili's compositional method for showcasing the synthesis of national and global elements involves viewing
national music as a dynamic and evolving phenomenon rather than a static entity. He believes that ethnic music retains
its relevance and vitality in the modern musical landscape by harmonizing with global musical tendencies. This
interaction between traditional music and contemporary compositional approaches, influenced by European modern
music, serves as a means for the survival and evolution of his artistic expression.

Having been raised in an environment that bridged two religions, Orthodox Christianity and Judaism,
Bardanashvili's music reflects this fusion. By incorporating features from both Georgian church chant and synagogue
music, he emerges as an ecumenist composer, exploring religious ecumenism as a signiﬁcant source of East-West
synthesis in his compositions. His deep interest in Jewish synagogue music, particularly the diverse traditions within
Jewish communities, further enriches his musical language with Jewish idioms and influences, evident in works like
“Magnificat-Haleluyah” (2014).

Kavtaradze highlights transculturalism as a defining characteristic of Bardanashvili's postmodernist style, linked to
his bi-national identity. She notes that the stylistic pluralism and eclecticism typical of postmodernism were ingrained
in Israel's cultural fabric, where European and Asian elements coexist due to historical and geographical factors. This
cultural fusion is reflected in Bardanashvili's music, which has evolved into a language of symbols and signs, mirroring
his Jewish consciousness and artistic sensibilities.

Discussing his music in the context of transculturalism leaves a huge space for scholarly research in the future

Conclusion
When drawing conclusions, it is essential to highlight the following key findings regarding transculturalism in general,
and specifically in relation to Georgian music.

The study highlights the importance of ethical considerations in transcultural music, particularly concerning issues
of cultural appropriation, representation, and the fair attribution of musical influences, as it is crucial for fostering
respectful and meaningful cross-cultural musical collaborations. Transcultural music is embedded within broader social
and cultural contexts, reflecting societal values, identities, and aspirations, and this section explores the social dynamics
of transcultural music, addressing issues of cultural appropriation, authenticity, and representation. Discussions on the
role of transcultural music in fostering cultural exchange, intercultural dialogue, and cross-cultural understanding are
paramount in understanding its social significance.

The advent of globalization has ushered in a new era of cultural exchange, leading to a rich tapestry of musical
expressions that transcend geographical and cultural boundaries. Transcultural music, characterized by its fusion of
diverse elements, reflects this global interconnectedness and offers a fertile ground for exploration within the field of
music research. This article aims to unravel the intricacies of transcultural music, delving into key themes such as cross-
cultural influences, technological innovations, and social dynamics that shape its landscape. In other words, in an era of
rapid globalization, musicians and composers play a crucial role in shaping transcultural musical expressions. Future
research may examine the creative processes, artistic philosophies, and ethical considerations of musicians and composers
engaged in transcultural music, highlighting their contributions to a more interconnected and inclusive musical

landscape.
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One of the fundamental aspects of transcultural music is its integration of diverse musical traditions, styles, and
techniques from different parts of the world. Future research in this area could focus on analyzing the dynamics of cross-
cultural influences, identifying patterns of hybridization, and studying the impact of globalization on musical creativity.

Looking ahead, the future of transcultural music research presents both opportunities and challenges. Transcultural
music stands at the nexus of cultural diversity, technological innovation, and social dynamics, offering a rich tapestry of
musical expressions that transcend conventional boundaries. By delving into the intricacies of cross-cultural influences,
technological innovations, and social dynamics, researchers and practitioners can unravel the complexities of
transcultural music and chart new pathways for creative exploration and cultural exchange in a globalized world.
Transcultural music presents exciting avenues for future research, bridging diverse musical traditions, leveraging
technological innovations, and addressing pertinent social and cultural issues. By exploring these future perspectives,
scholars and practitioners can enrich our understanding of transcultural music and its transformative potential in a
rapidly changing world.

The study emphasizes the significance of educational initiatives that promote cultural diversity and awareness
through transcultural music. By incorporating transcultural music into music education curricula, educators can
nurture a more inclusive and globally oriented approach to music appreciation and composition. Looking ahead, the
future of transcultural music research lies in further comparative analyses, interdisciplinary collaborations, ethical
frameworks, and educational initiatives. These avenues of exploration will contribute to a deeper understanding and
appreciation of transcultural music’s transformative potential in a globalized world.

Georgian music has been striving to strike a balance between its national identity and global influences, adapting to
the demands of a globalized world. It has managed to retain its cultural roots while also embracing transculturalism in
contemporary times.

Josef Bardanashvili’s compositional style serves as a compelling example of the evolving landscape of transcultural
music, offering valuable insights and inspiration for future research and artistic endeavors in the realm of music
composition and cultural exchange.

Bardanashvili’s compositional style exemplifies a delicate balance between national and global musical influences.
His ability to integrate elements of Georgian and Jewish musical traditions into a modern cultural paradigm showcases

the potential for transcultural music to bridge diverse cultural identities;

Recommendations
Considering the findings and results obtained in the research it is important to conduct comparative studies between
other composers or musical works that exemplify transcultural music, exploring how different composers navigate the
transcultural links in their compositions. Also, it is important to encourage interdisciplinary collaboration between
music researchers, cultural theorists, and sociologists to deepen the understanding of transcultural music’s impact on
society and identity formation. We have to take into account 2 very important issues, one is related to the ethical aspect
of this problem, and the other is educational; We should consider ethical considerations in the study of transcultural
music, particularly concerning issues of cultural appropriation, representation, and the fair attribution of musical
influences. It is also recommended to develop educational initiatives that promote cultural diversity and awareness

through transcultural music, fostering a more inclusive and globally oriented approach to music education.
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O

In the history of Turkish makam music, various changes have occurred from time to time
in the systematic structure of the music. These changes over a long period of time have
shaped the accumulation of Turkish makam music and shaped it into what it is today. In
the 10th century, Farabi, who expressed the formation of sound by the striking of objects
against each other, established the 17-part sound system on the Khorasan Tanbur. In the
following periods, this sound system appears in the works of music theorists such as
Urmevi, Merigi, Yusuf Kirsehri, Hizir bin Abdullah. Various genres and forms emerged
on the basis of this system in different periods and geographies. Nevbet-i miiretteb, which
has been active in the history of makam music for many years and has a prestigious place
in music circles with both its composition and performance, is one of them. Nevbet-i
miiretteb is a musical genre that was initially composed in four movements and later
composed in five movements by Abdiilkadir Meragi; some musicologists liken it to a kind
of ‘suite’. The main features of this musical genre are that the sections are composed in a
single makam and the performance starts at a slow tempo and gradually accelerates.
Nevbet-i miiretteb, whose detailed theoretical explanations are found especially in 15th
century edvir books, is treated in Iranian and Anatolian written music sources as a highly
respected musical genre that attracted the attention of the court and its circle. It is possible
to come across Nevbet-i miiretteb, which has partial explanations in Yusuf Kirsehri’s edvir,
the first work written in Anatolia in the field of music theory, and in his contemporary
Abdulkadir Meragl’s Camiu'l-elban, Makdsid il-elbin and Fevaid-i asere, but does not
have a melody example, in the works of different authors. The importance of the ‘nuba’,
which is accepted as the ancestor of the Nevber-i miiretteb, in the Mediterranean geography
among the regions where it is active cannot be ignored. The ‘nuba’ has spread to different
geographies by showing changes with various interactions from Andalusia and North
African countries, which host many cultures in the Mediterranean geography where
intercultural relations are intensely experienced.
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Introduction

Various changes have occurred in Turkish #akam music since prehistoric times. This accumulation has taken its current

form by constantly transforming throughout history. In the 10® century, Farabi rejected Pythagoras’ ideas about the
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sounds of the planets, which he had put forward hundreds of years earlier, and developed a 17-part sound system on the
‘Khorasan Tanburu’, explaining the creation of sound by the striking of bodies against each other. Later, with Urmavi’s
contributions, this sound system was influential for many years and appeared in the ‘edvar’ of theorists such as
Abdiilkadir Meragi, Yusuf Kirgehri, Hizir bin Abdullah and Ahmadoglu $iikrullah. Various genres and forms using this
system emerged in different centuries and geographies. One of these is the Nevbet-i miiretteb in makam music, which
has influenced musicians for centuries.

Nevbet-i miiretteb is a type of music with a cyclical structure consisting of four or five movements that undergo
changes over a long period of time. Cyclicity represents a structure in music in which the first movement forms the
theme of the next movement (Macdonald, 2001, p. para. 1). In a general sense, ‘cyclical’ structure is used for works such
as a suite, symphony, sonata or string quartet, and in a specific sense it is used to describe works in which the sections are
linked to some musical theme (Tucker and Parker, 2002, pp. 331-332). The cyclical structure, which is also frequently
used in makam music, appears as repeated sections in the works. However, it is also possible to use the term ‘suite’ for
Nevbet-i miiretteb, since the successive forms are performed as an suite.

The history of Nevbet-i miiretteb can be traced back to nuba’, a musical genre that emerged in Baghdad during the
8th century Abbasid period. The term ‘nuba’, which basically means ‘watch’, has been transformed into etymologically
similar genres such as ‘nawba’, ‘nevbet’, ‘nobat’ in different geographies, and in some places into music genres with only
structural similarities such as ‘destgih’ and ‘sesmakam’. Nevbet-i miiretteb also found its place in Anatolian and Iranian
cultures during this period. While ‘nawbet’ represents ‘turn’ or ‘watch’, the word ‘miiretteb’ means ‘organized,
arranged’. The word ‘nawbet-i miiretteb” means the performance of the parts (forms) that make up this genre in an
orderly sequence. While these sections consist of ‘kavl’, ‘ghazal’, ‘terine’ and ‘fiirtidast’, ‘miistezdd’, which Abdulkadir
Merigi added as the fifth section, brings a different dimension to Nevbet-i miiretteb.

While the term ‘nuba’ originally represented the order in which musicians performed in the presence of caliphs, it
later evolved into a cyclical musical genre consisting of a succession of sections. The transfer of ‘Nuba’ to different
cultures and geographies began when Ziryab, who is known to have composed the first ‘Nuba’ compositions, settled
first in Tunisia and then in Andalusia. ‘Nuba’ has continuously developed, enriched and changed in the geographies and
cultures it has traveled to through interactions that can be described as ‘global encounters’. The ‘nuba’, which continued
its existence in Andalusia for a long period of time, was carried to the cultures and geographies they migrated to by
Muslims who had to migrate to North Africa with the ‘reconquista’ (reconquest) movement of Christians. This transfer
can be evaluated in four phases. This musical genre, which started with ‘nuba’ in the first phase, continued its existence
under different names in North Africa in the second phase through intercultural interactions; in the third phase, it
experienced a period of popularity in Anatolia, Iran and Azerbaijan under the name of Nevber-i miiretteb. At the end of
the fourth phase, this genre, which continued its existence as ‘destgih’ in Iran and ‘mugam’ in Azerbaijan, manifested
itself as ‘vaslah’ in Syria and Egypt, and sesmakam’in Uzbekistan and Tajikistan (see Table 5.1) (Alemli and Dogrusoz,
2022a, p. 26-27).

The theoretical explanations of Nevbet-i miiretteb and the verses of the composed works can be found in some ‘edvar’
books and grifte mecmualar: written especially in the 15th-16th centuries. The explanations by the representatives of
the Anatolian ‘edvir’ tradition and the Iranian ‘edvar’ writers (especially ‘Abd al-Kadir Meragi), who were
contemporaries, provide important information about Nevbet-i miiretteb.

There is uncertainty as to whether the Nevbet-i miiretteb is a ‘form’ or a ‘genre’. It is possible to say the following
about the frequently confused concepts of ‘form’ and ‘genre’: The word ‘genre’, which refers to a unity formed by works
with similar features between them, can be defined in general terms as ‘a unity formed by gathering principles that have
common aspects’ (Ersoy, 2017, p. 2). The distinction between musical genres can be in terms of content, such as religious
and non-religious music, or in terms of technique, such as spoken and unspoken music. ‘Genre’, which is an ‘essence’ in
the planning of the work, should be considered as a more general expression since it also includes the concept of ‘form’,
which means ‘shape/form’ (Hodier 1990/1992, p. 13). Nevbet-i miiretteb, which has been defined as a ‘form’ in many

studies, is a musical genre that includes %avl’, ‘gazel’, terdne’, fiiridast’ and ‘miistezdd’ forms.
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It is possible to explain the spread of the Nevbet-i miiretteb in different cultures with some changes while preserving
its basic structure over a wide period of time in the preceding and following periods with various interrelated theories.
The geographical and cultural diversification of this spread can be described as ‘interculturality’; the genres that emerged
in different cultures depending on the theory of ‘interculturality’ can be described as ‘intergenreality’; the similarities
between the approaches in written works can be described as ‘intertextuality’; and the similarities between the ‘makam’,
‘usil’ and sections used by various composers in the compositions of Nevbet-i miiretteb can be described as
‘intermusicality’.

Throughout history, there has been direct or indirect cultural interaction between societies due to migration, war,
trade, etc. This interaction is analyzed with the ‘intercultural’ approach. ‘Interculturality’ is “the exchange and equal
communication relationships between cultural groups that differ according to criteria such as ethnicity, religion,
language or nationality.” Lewis characterizes interculturality as “cultural fluidity and the dynamics of cultural change”
(Lewis, 2008, p. 136). ‘interculturality’ “recognizes the intertwining of difference and sameness” and allows cultural
“groups to adapt and adopt new discourses, values, ideas and knowledge systems” (Cukurova 2023, p. 210). According
to Cukurova (2023), in interculturality, “each era has had a different significance and value, and different transfers have
taken place in each different period. Commercial and social activities have a great share in this...” (p. 210).

While the interactions between cultures are sometimes regional, they can also occur in different geographies. These
elements are sometimes exactly the same and sometimes with slight variations. Cunio (2008), citing the work of
Kimberlin and Euba, defines intercultural music as music that incorporates the characteristics of more than one culture
when the composer is from different cultures (p. 21).

The realization of intercultural music is a way of describing the process of reconstruction within the framework of
traditional texts and melodies from a historical and ethnomusicological perspective. This realization starts with the
premise that it is not possible to reconstruct the music of a particular period and instead a process of ‘reconstruction’ is
used (Cunio, 2008, p. 21). Music has an important place in intercultural communication. Considering the similarities
between the music of different societies in common musical cultures, the contribution of music in intercultural
communication becomes even more evident. In order to indicate the importance of music in intercultural
communication, it is necessary to look at the historical process of the communication of the societies in question and
analyze the cultural texture that has brought it to the present day (Uslu & Kurtuldu, 2018, p. 236). It can be said that
when cultural tolerance develops, intercultural music also develops.

The reflections of the Nevbet-i miiretteb in different geographies have occurred as a result of intercultural
interactions. The reasons for this interaction may be the commercial and social relations that developed through ‘global
encounters’ as a result of various wars, geographical discoveries, and the journeys of travelers. Different cultures blended
with these relations have been transferred to the present day at the center of different civilizations for centuries (Alemli
& Dogrusoz Disiagik, 2021, p. 2834). The concept of ‘global encounter’ refers to situations in which individuals from
different traditions or worldviews interact based on limited information about each other’s values, resources and goals
(White, 2012, p. 6). ‘Global encounters’ have had various effects in the field of ‘intercultural music’ as in every field, and
an existing structure has blended with the culture it interacts with and created a new formation. The production of
‘intercultural music’ can be understood by examining how ideas are communicated between musicians, how roles and
responsibilities are defined, and how the middle ground is negotiated (Bayley and Dutiro, 2016, p. 391).

Itis possible to observe the reflections of ‘ N#ba’ in different cultures by preserving its basically ‘suite/cycle’ structure
from the Abbasid period to the present day with an intercultural approach. This music genre has gained new features in
different geographies and cultures through interactions that can be characterized as ‘global encounters’. As a result of
these interactions, music genres with a ‘team/cyclical’ structure have diversified by gaining unique characteristics in each
culture, and have been shaped according to the cultures in terms of both musical structures and performance
environments. When we evaluate these diversifications in the context of music genre, it is possible to talk about the
theory of ‘interspeciesism’.

Colakoglu (2008), in his dissertation on the armudi kemenge instrument in different cultures and geographies,
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determined that the performance of the kemenge has changed under the influence of exchanges, migrations, sovereignties
in different countries, geographical proximity and cultural interactions. Colakoglu (2008) states that in these changes,
the kemenge was initially used in religious music, but later on it was performed in entertainment, dance and folk music,
showing differences in terms of functionality (Colakoglu, 2008, p. 221). Similarly, while Nevbet-i miiretteb and other
related genres in different cultures and geographies spread over a wide area and find a place for themselves on various
grounds, this genre has been attributed different meanings in terms of content according to the cultures in which it is

found. While this content may have religious elements, structures for love and entertainment are also found.

Importance of the Research
The study or ‘revival’ of the Nevbet-i miiretteb genre, whose traces of existence have been erased in the literature over
time, may pave the way for the production of new works in other forgotten forms, genres, makams and usils. In this
context, new Nevbet-i miiretteb compositions may become widespread and contribute to the repertoire. In addition to
this, this is the first study in which we have analyzed the suite/cyclical forms belonging to different cultures and
geographies.
Aim and Problem of Research
Throughout history, there has been direct or indirect cultural interaction between societies due to migration, war, trade,
etc. In this interaction, there have been transfers between cultural groups such as ‘cultural exchange’, ‘intertwining of
cultural differences and similarities’, ‘adaptation and/or adoption of new discourses, values, ideas and information
systems’. This transfer is also reflected in artistic and/or literary production. In this context, the aim of this study is to
examine the reflections and/or transmission of the ‘zxba’ in different cultures by preserving its basically ‘team/cyclical’
structure from the Abbasid period to the present day through four note examples with an intercultural approach.
Scope
It is possible to come across different examples of suite/cyclical forms in the geographies where makam music is
performed. However, limitations were made in line with the framework of the study. In this context, the scope of the
study is limited to the works of ‘Nubar al-Zidan’, ‘Mahur Destgih’, Ussak Fasli’and Kiigek Nevbet-i miiretteb’, which
are examples of the %uba’ genre in today’s geography, which is related to the Ottoman Empire in terms of historical
process, geography and state sovereignty.

Method
Research Model
In this research, basically within the framework of ‘mixed method’ research, qualitative research method was used by
scanning and classifying information from sources and presenting the findings systematized. Qualitative research is an
interpretive ideology in general terms in relation to how the social world is interpreted, understood, experienced and
produced (Mason, 1996, p. 4). In this study, an evaluation of how Nevbet-i miiretteb has changed in different cultures
has been made in terms of interculturality.

The ‘Nevbet-i miiretteb’ in ‘kiigek makam’ and ‘sakil-i evvel usil’ that we examined in this study was composed by
Alemli (2022) in the context of Abdilkadir Meragl’s nevbet- i miiretteb in ‘kigek makam’, the verse of which can be
found in Nuruosmaniye Library’s giifte mecmua (song verses book) number 3135. The %zgek makam’ used in this
composition has not been preferred by composers in recent times, and the ‘sakil-i evvel usitl’ is a completely forgotten
usiil. This experiment may pave the way for the reconstruction of works for which there are no notated examples in
historical musicology studies, in the light of the available data.

This study is derived from the first author’s master’s thesis. Research and publication ethics have been followed in

the study. This study is a research article.

Documents
Random sampling method was used in the selection of the works analyzed in the study. The composers of the works are
from Algeria, Iran and Turkey. The dates of composition belong to different periods. ‘Nubat al-Zidan’ from Algeria

and ‘Mabhidir Destgdl’ from Iran were chosen because we could access their transcriptions. Ugsak Fasl: was preferred
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because it is widely known in makam music circles. Since ‘Nubat al-Zidan’, ‘Mahiir Destgdh’and Alemli’s (2022) newly
composed Kiigek Nevbet-i miiretteb are in different makams, the makam condition was not observed for the Fasil we
chose from the geography of Turkey. Since the makams are different in the works, makam analysis was not performed
in the study. In fact, it can be observed that it has become a tradition in the historical process to compose or perform
suite/cyclical forms in the same makam. Since the main problem of our study is to examine the trace of a musical genre
in history with a historical approach, the works were analyzed only within the framework of form. In addition to this,
in order to create data for future studies, the melody seyzr line is presented in the data table with metric structure and
semiotic approach.

Limitation

Since the study was not a field research, a sufficient number of transcriptions of constellational/cyclical forms could not
be found. It is possible to find such works on audio and video platforms in the digital environment (internet, etc.).
However, since the existence of different performances and versions of these would not create certainty, these examples

were not utilized.

Movements of Nevbet-i miivetteb

Movements of the Nevbet-i miiretteb were analyzed in detail in the works of Abdiilkadir Meragi and its genres in the
works of Hizir bin Abdullah (Uslu, 2017, p. 178). The ‘%avl’, ‘gazel’, terine’, fiiridast’, which were composed and
performed independently at first, were later combined within the framework of certain rules to form the movements of
the Nevbet-i miiretteb. As mentioned before, Abdilkadir Meragi added a fifth section called ‘miistezdd’at the end of this

four-part classical structure.

Kavl: ‘Kavl’, which literally means ‘promise’ and ‘agreement’, is a musical form whose roots go back to ancient times.
Having existed as a form before the emergence of the Nevbet-i miiretteb genre, %kavl’found its place in the music world
as an independent form for about a hundred years from the late 16th century onwards.

The %avl’, which consists of Arabic poetry, begins with a section called bdzgest’ or ‘tesyia’, a kind of refrain in which
the makam is shown after the verbal %aksim’made with the words of the couplet (Uslu, 2017, p. 183). While describing

the %avl’section in Camin l-elhan, Abdilkadir Meragi states the following about %gsyza *

“Tesyia, returning back, is necessary of course. Tesyia is in the words, in the bases of the strokes, and in other things.
Its length and brevity is at the discretion of the classifier. If desired, other couplets can be introduced at the
beginning, middle or end of the #gsyia. One can enter the turn without them. Two fgsyzas can be formed from one
classification. If one zeyia is with poetry, another zesyia can be with the words of 7ka erkan.” (Sezikli, 2007, p. 248,
y-5:)

From these explanations, it is understood that gsyza ’is a refrain and that these repetitions can be in words, s/ ’beats
or other elements, but the composer’s decision is at the forefront in their selection. Itis stated that there can be two gsyza’
in a composition, one with the words of the poem and the other with the words of 744"

Gazel: The ‘gazel’, which represents a lyrical poetry of Arabic origin in the field of literature, appears as the second of

the Nevbet-i miiretteb sections composed with ‘couplets’ or 7#bai” poems consisting of Persian lyrics. According to

‘Abdiilkadir Meragi’s explanations, it has the same characteristics as the %av/’section. Guettat (2000) defines ‘ghazal’ as

‘singing in a very slow rhythm’ (Guettat, 2000, p. 502).

Terdne: The third part of the Nevbet-i miiretteb, ‘terane’, means ‘song’ in Persian. Terdne’, again according to

‘Abdulkadir Meragi, consists of a 7#bai’ poem. “Terdne’is composed in the same szl as the first two parts of Nevbet-i

miiretteb, the %avl’and the ‘gazel’. The beginning of #erdne’is on the 7th beat in a 16-time #s7/ and on the 9th beat in

a 24-time wuszil. Guettat (2000) defines ‘ferdne’as “singing in a medium rhythm” (Guettat, 2000, p. 521).

Fiirdidagt: ‘Fiiridagt’, which literally means ‘descending’ and ‘ending’ in Persian, represents the last section of the

Nevbet-i miirettebs composed until Abdiilkadir Meragi. Consisting of poems of two or four lines, the f#rsidast’has the

same characteristics as the %av/’section.

Miistezad: This movement, added by ‘Abdiilkadir Meragi, literally means ‘increased’ or ‘multiplied’. In this section,
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Meragi states that the art used in the other sections should be repeated. In the five-line ‘miistezdd’ section, the seyir of
the makams and the usil used are freer and left to the will of the composer. In Table 1, Nevbet-i miiretteb is evaluated

on the table with a S-layered perspective in terms of musical structure, musical circles, social environment, the spread of

the genre across geographies and socio-economic structure.

Table 1. Levels of Nevbet-i miiretteb.

Form

Geography

Social Context

Spread Across Regions

Socioeconomic Structure

It is consist of ‘Kavl’,
‘gazel’, ‘terine’,
‘fuirtidagt’ and
‘miistezAd’ sections.
The sections are all
composed in the same
makam. There are
used 16-beat (sakil-:
evvel,

sakil-i sdni), 20-beat
(fahte, Tiirki-i asl)and
24-beat (remel) usils.

Nevbet-i miiretteb is
a type of music
adopted in the
courts both in Iran
and Anatolia.

The turmoil
caused by the
Mongol invasion
in the East and the
Crusades in
Anatolia adversely
affected the society
in every aspect.

According to the
chronology in which it is
mentioned in music
theory books, Nevbet-
miiretteb emerged
simultaneously in Iran
and Turkey. It can be
said that ‘Nuba’ emerged
as Nevbet-i miiretteb in
Iran and Turkey through
various trade routes and
intercultural
interactions.

Iran: The effects of the
Mongos invasion
negatively affected the
region socially and
economically.

Turkey: In the 13th
century, the Crusades were
directed to Anatolia
through Istanbul, making
the trade routes insecure
and negatively affecting the

economic structure.

Usiils (Metric Structures) Used in Nevbet-i miiretteb

Abdilkadir Meragi, in his work Cdminl-elbdn, states that Nevbet-i miiretteb should be composed with the uszils that
are ‘sakil-i evvel’, ‘sakil-i sin?’, ‘sakil-i remel’, ‘fabte’ and Tiirki-i asl’, but composers can also use different #sils (Uslu,
2017, p.185). Kindji, while giving information about rhythmic models in his works, also mentions the ‘sakil-7 evvel’ and
‘sakil-i sdni’ usils that Merigl mentions in wsils of the Nevbet-i miiretteb (Turabi, 1996, p. 78). However, there are
differences in the 15th century’s approach to us#/ due to the difference of approximately 6 centuries. These usils
mentioned by Meragi are defined and illustrated with circles in the section on usz/s in the 15th century ‘edvar’ book
Mecelletun Fi'l-Miisika by Fethullah $irvani.

Sakil-i evvel

The ‘usil of sakil-i evvel’, which means ‘firstly heavy’, first appears in the works of Kindi (d.866). Kindi describes this
method with a S-stroke structure (Turabi, 1996, p. 81). In the 13th century, Safiytiddin Urmevi (1216-1294), in his
work K7tdbii l-edvir, describes the usil of sakil-i evvel as a 16-stroke, 5-beat structure. Qutbuddin Shirazi (1236-1311)
includes the same definition in his work Diirretsi t-tdc Abdilkadir Merigi and Ladikli (d. 1494) also mentioned szl of

sakil-i evvel with the same name and structure in their works (Cakir, 2015, pp. 80-81).
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Figure 1. Usil of Sakil-i evvel (Akdogan, 1996, p. 242)

Usiil of sakil-i evvel has 16 times and S beats (Figure 1). Fethullah $irvani, in the chapter on usals in his ‘edvar’, states

the following about sakil-i evvel:

“It has been said that the Persians call it Veresan, which is a bird between a step-bird and a dove. It is called
Harkebuter in Persian. Opposite each cycle of this bird there are 8 reasons for its beats, and the number of its beats
is 16. However, those who hit the #s#/ remove (throw) 11 of them and hit 5 of them. These five beats are: the
first, fourth, seventh, eleventh and thirteenth beats.” (Akdogan, 1996, p. 242)

The appearance of sakil-i evvel on the line is shown below (see Figure 2). Ezgi (1953) states that wusil of sakil-i evvel
consists of two uszil of semai, one usil of sofyan and one usil of yirik semai. He also states that the term sakil-i evvel
was used by the Arabs, while the Turkish and Iranians called varasan to this usil; later on, the 16-time wusil of nim
berefsan was invented (Ezgi, 1953, p. 286)

wed L L J ) ) J [ ]

TE NEN TE NEN TE NE NEN TEN TE NE NEN

Figure 2. Usiil of sakil-i evvel at line (Ezgi, 1953, p. 286)
Sakil-i sani
Safiyiddin Urmevi, Abdiilkadir Merigi, and Ladikli, who stated sakil-i sdni as an 8-time usi/ in Kutbiiddin $irdzi’s
Diirretii t-tdc as 16-time, evaluated Kutbtiddin $irazi’s arrangement in Dirretsi t-tdc as doubled (Cakir, 2015, p. 81).
Kindi, on the other hand, has shown this method as 7-timed (Turabi, 1996, p. 81) (Figure 3).
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Figure 3. Usil of Sakil-i sini (Akdogan, 1996, p. 244)

Usiil of sakil-i sdnihas 16 times and 6 beats. Fethullah $irvini states the following about this s/ in his edvir:

“The performers (¢hlnl-amel) have called it light. The time of this sz is equal to the time of the usil of sakil-i
evvel. But the person who strikes of this #s7/ throws away 10 of its beats and brings back 6 beats, which are: the
first, fourth, seventh, ninth, ninth, twelfth, fifteenth beats, and they have made of this wszi/ four veted-i mecmu
and two sebeb-i hafif, as in the example of tenen-tenen-tenen-tenen-tenen-tenen-ten. The beginnings of the chapters

of the us#l have been struck and the others have been abandoned. You must add each of the movements of this
usil to the beat.” (Akdogan, 1996, pp. 243-244).

Sakil-i remel

Ezgi (1953) states that usil of sakil-i remel, a 24-time usiil, was considered twice as long as the 12-time ussi/ of remel

by Alisah (Ezgi, 1953) (Figure 4).

Fethullah Sirvani states the following about this #s7/ in his work:
“Itis also called muda afu’r-remel. The Persians call it the actual stroke, and most of the books they classify are in
this form. As Safiyytiddin, the author of the edvar, explained in his book, he did not count it among the six edvars
mentioned in the chapter on remel, and accepted the view of those who said that it was not remel, but rather
specific to the main stroke. However, he has explained it in detail, in spite of the opinion of those who consider it
to be from Remel. Thus, according to the opinion of those who accept the wsil of hafifu’s- sakil as two cycles,
the Arabic usil (or edvir) become seven.” (Akdogan, 1996, p. 245).

Fabte

Sirzi states that this #s7/, which is also used today, consists of one usiil of sebebi hafif , two usil of ‘fasila-i sugra’, one
usiil of ‘reason-i hafif and two usil of ‘fasila-i sugra’ and that it belongs to the ancient Persians. Safiyiiddin  Urmevi
gives the description of usi/ with the same name as tenenen, ten, tenenen, tenenen, tenenen, ten, tenenen (Cakar, 2015, p.

87). In the same way, Sirvini gives a description of the fahte usil and shows it on a circle as in Figure 6.
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Figure 4. Usiil of Sakil-i remel (Akdogan, 1996, p. 247)

Ezgi (1953) shows the usil of sakil-i remel on the line as in Figure 5.

TE NE NEN TE NE NEN TEN TEN TEN TEN TEN TEN TE NE NEN

Figure 5. Usiil of Sakil-i remel (Ezgi, 1953, p. 288)
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Figure 6. Usil of Fahte (Akdogan, 1996, p. 251)

Fethullah $irvani states the following about this s/ in his work:
“Itis a usil of 20 beats [in time] as in the form of ten-tenenen-tenenen-ten-tenenen-tenenen-tenenen. The example

of this is by centering each of the causes between the two chapters, and the circle is also changed. It is permissible
to say that this is 10 beats. It is not considered as two cycles. Most of the time, another Fzsz/ is added to each of its
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halves. This is called an extra fahti (al-Fabti ez-Zayid). Thus it becomes 28 beats. Some people and performers
use the usil of fabti in four verses. The first is called e/-fahti1-Asgar (the smallest fahti), which has five beats, as
in the form Tenen-ten. The second is called e/-fahti’s-sagir (the smallest faht). This has 10 beats, as seen in the
form Ten-tenenen tenenen. The third is el-fabti’l-Muda af (two fahti), which - as mentioned - has 20 beats. The
tourth is el-fabti’l-ed afu (folded fahti), which has 40 beats. The closest of these methods to reality is the smallest
(asgar) fabti.” (Akdogan, 1996, p. 251).

Safiytiddin Urmevi used fahte as a 20-timed wszi/, which later found its place in works in 10, 20 and 14-times (Konan,
2012, p. 116).
Tiirki-i asl
Suphi Ezgi (1953) states that Safiyiiddin Urmevi wrote this #s#/, which he considers as ‘T7rk: zarp’, under the name
‘Tiirki-i asl’ in his works in 20 time. He also adds that Abdiilkadir Meragi used this usal in his Nevbet-i miiretteb
compositions (Ezgi, 1953, p. 285). Again, Sirvini shows the uss/ of T7irki-i asl on a circle as in Figure 7. Fethullah Sirvani
states the following about this s/ in his work: “This #si/ has 20 beats as in the pattern Ten-tenenen-tenenen-tenenen-

tenenen-tenenen-ten” (Akdogan, 1996, p. 255).
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Figure 7. Usitl of Tiirki-i asl (Akdogan, 1996, p. 255)
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Figure 8. Usiil of Tiirki-i asl atline (Ezgi, 1953, p. 285)

Revitalization of Music and the ‘New’ Kiigek Nevbet-i miiretteb

Music revitalization involves the effort to perform and promote music of historical value that is threatened or on the
verge of extinction, and a number of intertwined processes and issues. The factors of revitalization are specific to
sociocultural or political conditions. Determining the history of musical elements and practices involves reinterpreting
and creating new historical narratives. To transfer musical elements from the past to the present is to decontextualize
and recontextualize them in the present. Such recontextualization can be temporal, geographical or social. Various
transformations can take place in the process of recontextualization (Hill and Bithell; 2014, pp. 3-4). For centuries, music
writers have discussed ‘musical borrowing’ as one of the ways in which musicians create a new piece of music. Burkholder
(2021) draws attention to 6 important practices present in the musical tradition: ‘performance’, ‘arrangement’,

‘borrowing’, ‘schemas’, ‘topics’ and ‘intertextuality’ (Burkholder, 2021, p. 68). ‘Musical borrowing’ in these practices
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can be associated with ‘intertextuality in music’. As mentioned earlier, the concept of ‘intertextuality in music’ or in
other words ‘intermusicity’ can be considered as the reflections of musical genres in different cultures and geographies.
‘Musical borrowing’ has been discussed as a special case for certain repertoires where the use of older music across
generations is important. ‘Musical borrowing’ appears such a way of reusing old music as a) variations on themes
borrowed from medieval hymns, b) orchestral and chamber music works based on folk songs, ¢) reworked music of
famous composers, d) jazz melodies borrowed from other songs, ¢) quotations, collages and references (Burkholder,
2021, p. 73).

Burkholder (1994) mentions two main problems for ‘intertextuality’ in music. The first problem is that
intertextuality covers a wide range of areas from aesthetics to style. The second problem is that in the case of two similar
works with no clear chronology, it is not known which one has priority or whether these two works are based on another
common source. Musical borrowing, which is used for some similarities in a musical work with earlier works, can be
thought of as referring to archetypes that can be called first examples and the styles of some composers (Burkholder,
1994, pp. 862-863).

Nevbet-i miiretteb has also found its place in a wide range of geographies and cultures. Here, it is possible to talk about
a ‘revitalization’ based on ‘intermusicality’ through the method of ‘musical borrowing’, based on the definitions of
Nevbet-i miiretteb in various edvdrs. A revitalized Nevbet-i miiretteb can be possible by taking the definitions in the edvdrs
as a basis and realizing it within the framework of the makam and usil conceptions of the period.

In this study, the verses of Abdiilkadir Meragl’s Nevbet-i miiretteb in the makam of kdigek, which can be found in the
68b, 69a, 69b and 70a of the grifte mecmua registered in the Nuruosmaniye library under the number 3135, have been
recomposed in the uszl of sakil-i evvel. While the makam of the piece is mentioned in the giifte mecmua, its usil is not.
Therefore, we have decided to use usi/ of sakil-i evvel, one of the usils that Merigi states in the edvdrs that can be used
in the composition of Nevbet-i miiretteb, in our composition attempt. The verse and Turkish translations of this work

in the ksgek makam in the mentioned gifte mecmua are as follows:
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Figure 9. Kricek Nevbet-i miiretteb, verse of Kavl movement (Uslu, 2007, p. 210)

The first movement is kavl: “Kalbiin ehabba sivike ld-nile’l-muni / wajanet aleyhi yedii’s-sudtdi bi-ma jena” (The

heart that loves other than You cannot reach what it wants, that heart which no hand that is mad for it can prevent it).
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Figure 10. Kiigck Neu[%‘t—z miiretteb, verse of Gazel movement (Uslu, 2007, p. 210)

The second part is ‘ghazal’: “Mehves terk-i vefi diri mekn / Bis ez in ba yér G agyari mektin” (O moon-faced [beauty],

do not abandon loyalty, do not oppose your lover more than this).
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Figure 11. Kigek Nevbet-i miiretteb, verse of Terane movement (Uslu, 2007, p. 209).
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The third part is ‘terdne’: “Ciin ber ser-i kiiy-i to nedirem rihi / Dir est ti zemin zemin ber-drem 4hi / Dig rtiz
nedidemet ve likin imrtiz / Ez sevk ¢tininem ki nedidem méhi” (Because I could not find a way to your place, I have been
suffering 4h from time to time in the distance, I could not see you yesterday and yet today I am in such a state of

enthusiasm that I cannot even see the moon).
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Figure 12. Kiigek Nevbet-i miiretteb, verse of Fiiridast movement (Uslu, 2007, p. 210)

The fourth chapter is ‘fiiridasht’: “Peace be upon you people of your assembly and upon those who once settled in
your valley/and men halla yawmen bi-wadikum/falawlikem( m4 arefna al-hewai/and levldal-hewa m4 arefnaktimt”
(Peace be upon the people of your assembly and upon those who once settled in your valley/were it not for love we

would not have known you and were it not for you we would not have known love).
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Figure 13. Kiigek Nevbet-i miiretteb, verse of Miistezdd movement (Uslu, 2007, p. 210).

The fifth part is ‘miistezdd’: “Baz in ¢i 4detest ki biinyad kerdei/b4-dostin neger ki ¢i bi-did kerdei/$irin-i devr-i
husrev-1 htibdn-1 dlemi/4hir ¢i kasd-1 kiigten-i Ferhad kerdei” (Again, what a custom you have acquired/look how unfair
you have been to friends/you are the Shirin of time and the sultan of the beauties of the world/so why did you intend
to kill Ferhad?)

Makam of [Zirefkendi]kagek
In 15th century edvdr books, the kigek makam, one of the 12 main makams, is almost never used by today’s composers
in their works (Alemli and Dogruséz, 2022b; 49). Yusuf Kirgehri, the author of the first music theory book written in

Anatolia, describes the %zgek makam’, which he calls ‘zirefkendikdicek’, as follows:
“Firstly diigdh immediately, segdh immediately, ¢argdh immediately, kzgek in house of segdh, ¢argdh immediately,
kiigek in house of segdh, hiiseyni in house of diigdh, hisar in house of segdh, gerddniye in house of yegdh, kiigek in
house of segdh, isfaban in house of yegih, these are the ones that go to the treble, 745t in house of yegdh”
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(Dogruséz, 2012, p. 106).

Hizir bin Abdullah, Seydi and Tirevi describe the ksgek makam in the same way. Among these edvdr authors, Hizir
bin Abdullah differs from them in that he does not use zzrefkend in the name of the makam, but only kigek (Dogrusoz,
2012, p. 106).
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Figure 14. Zirefkendikdigek Makam (Dogrusoz, 2012, p. 106)

In his book Makams in Turkish Music, Yakup Fikret Kutlug (2000), while describing the kd¢ck makam with
quotations from theory books, states that the makam consists of the addition of the diminished fourth sab4 to the
decision pitch region of the hiseyni makam scale and that composers in the last century did not show interest in the
kiigek makam (Kutlug, 2000, p. 340). Under these circumstances, ksgek makam appears as a structure formed by the

intertwining of hiseyni and sabd makams.

Analysis
In this section, It will be made the form analysis of an Algerian nuba, Mahur destgéh from Iranian classical music, Ugsak
fasl: from Turkey and ‘new’ Kiigek Nevbet-i miiretteb in the kigek makam composed with the revival method. In edition
to historical information about the works will be presented, and a description will be made in the context of the

functions of the parts of the works.

Nubat al-Zidan
The Algerian nuba by Larbi Bensari, performed by the UCSB Middle East Ensemble at a concert in Boston, USA in
2001, was rewritten by us from a handwritten copy in a notation program (App-II).

Larbi Bensari, the composer of the n#ba genre piece performed in this concert, is considered the pioneer of the so-
called “Tlemcen school” in Algeria. Larbi Bensari is said to have brought various songs to Tlemcen after his travels in
Arab and Ottoman lands. While Larbi Bensari expanded his repertoire through travel, he synthesized these works with

his own culture as a representative of the Tlemjani tradition (Glasser, 2015, p. 40).
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Figure 15. Tlemence group with chef of Larbi Bensari (Poché, 1995, p. 18)

The features identified in the n#ba genre work of Algerian composer Larbi Bensari are as follows:

The Nubat al-Zidan consists of five sections: ‘Mshalya’, tushya’, ‘msaddir’, ‘btaybhi’ and ‘mkhlas’. There are
repetitions of themes between the sections of the piece. Mshalya is a free meter introduction without words that shows
the makam structure of the piece. This structure is the preparatory part of the piece that aims to introduce the makam

to the listener in cyclical music genres. The free meter of the melody is similar to the zaksim structure in makam music,
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which is performed improvisationally. The taksim in makam music is generally improvised by the performer within the
framework of makam rules without being notated. It is possible to think of mshalya as a notated taksim. ‘Mshalya’ has
a three-part structure as ABC. A transition is observed in B and C, returning to the main tone (makam) structure in the
‘d’ phrase.

Tushya is a 4/4 metrical structure without words. Guettat (2000) describes this section as an ornamented overture
(Guettat, 2000, p. 269). The aim of this section, written in the main makam of the piece, is to prepare the listener for
the makam structure. Here, it can be said that the tushya composed in the main makam of the piece shows similarities
with instrumental performances such as ‘prelude’, ‘pesrev’ and ‘pis daramad’. As mentioned earlier, it is possible to say
that ‘bagraf’, the introductory music of ‘al-ma’lif (nuba) in the Constantinian musical tradition, has functional
similarities as well as etymological similarities with ‘pesrev’. The tushya movement consists of seven different sections.

Msaddir is the first verbal part of the 16/16 metrical work. In the first section of msaddir, which has a three-part
form, there are three sentences with three different themes. Transitions within the sentences are used as short-term
ornamentation. In section ‘B’ we see two repetitions of the sentence ‘d’ with minor changes. Section ‘C’ prepares the
ending as a kind of ‘coda’. The motif in the bar eight is used at the end of the phrases as a reminder for the ending. Btayhi
has a verbal ‘AABAC’ five-part structure, which is interconnected with the previous section. Compared to the previous
sections, theme repetitions are more intense.

The ‘mkblas’ is composed in a 6/8 usil and is the final section of the piece with a lively movement. This section is
similar to the szz semaisi, the final section of Fas:/ ‘music, but differs in its verbal structure. In m#&blas, which hasan ABCD
four-part structure, sentence repetitions are observed within the sections. The third sentence in section D is a repetition
of the theme in section C. In section A, the first phrase makes an asma karar (half cadance) and the second phrase a karar
(perfect cadance). This structure is reminiscent of the period structure in the antecedent-consequent relationship in

Western music. In this respect, similarities with Western music can be considered.

Mabur Destgih
The piece titled ‘mahur destgih’ in the collection of Mahmoud Zoufonoun from the Iranian classical music repertoire
that we examined, was rewritten by us in the notation program from the handwritten copy (Zoufonoun, n.d.). Mahur
destgdh consists of a total of 30 chapters, some of which are intertwined and titled daramad I, ‘pisdaramad’, ‘daramad
2, ‘chabar mezrab’, ‘chabar pabreb’, nagme’, ‘avaz’, ‘dadin chabar mezrab’, dad’, feyli’, ‘hiisrevini’, ‘harezmi’, ‘neyriz ),
Sekasteh 1), sekastebli chabar mezrab 1, sekasteh 2, shekastebli chabar mezrab 2’ ‘delkesh’, ‘delkeshli chabar mezrab’,
razavi’, ‘keresme’, ‘owj of razavi’, ‘zengule’, forud 17, ‘aragh’, forud 2 ‘rak’ saghiname’, Sifiname’ and reng’.
Daramad 1 is composed in free metrical structure and consists of three musical phrases. In the Pishdaramad section,
the phrase structures are unsymmetrical with three, four or six measures in length. All phrases make a karar. In the 3/4
metric structure, the ka7arin the ‘E’ section is in the fifth degree. In this section, after the passage in the ‘e’ phrase, the ‘G’
section moves to a do tonic. In section ‘H’, it returns to the ‘G’ resolution. Daramad 2 is composed in free metrical
structure and consists of ‘abcde’ phrases. Eight different sections were identified in the Chabar section. In the first four
sections, the decisive pitch remains unchanged. Theme changes and variations were observed between the sections. A
change in metrical structure and theme is observed from section ‘E” onwards. The tonic is ‘re’ between sections ‘E-G’. The
piece ends on the tonic ‘sol’. Chahar pabreb is a short piece consisting of three sections. In each section, a different tonic
pitch is used. No change of motive and theme is observed. The melody section is a short section consisting of three phrases.
There is no change of meter and makam. Avaz section is a short section consisting of ‘abc’ sentences composed in free
metrical structure. Dadin Chabar Mezrab consists of four different sections. Except for the ‘C’ section, there is no
repetition of themes, and the passage is enriched with theme changes. After the introduction in free metrical structure in
the Dad section, after a short section of four phrases in 3/4 metric structure, there are three very short free harmonic
sections named ‘fey/7’ and ‘hiisrevini’, which have theme repetitions unlike the other sections. In section ‘B’, the decisive
voice changes. It has a neyriz introduction and four sections in ‘“ABAC’ structure. In section ‘C’ the metrical structure
changes. While in sections ‘ABA’ there is an asma karar (half cadance) in the phrases, in section ‘C’ there is a karar (perfect

cadance). There are four different compartments in the Delkesli chabar mezrab section. Each section consists of two
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phrases in itself. The Rak section consists of a free metrical introduction followed by ‘abcdeffg’ phrases in 6/8 meter.
Saghiname consists of two sections. Within the four different themes, an asma karar is observed in the ‘d’ phrase. The
other phrases have a temporary suspension or a karar. Reng consists of six different sections. While the decision in section

‘C’is on the pitch C, asma karar and karar are observed in the other sections.

Ussak Fasl

The Ussak faslz, which we consider as fasl-z atik (old Fas:l), the reflection of cyclical music genres in Turkey, consists
of ‘pesrev’, ‘kdr’, ‘L. beste’, ‘II. beste’, ‘agur semdyr’, ‘yiiriik semdi’ and ‘saz semdsi’. All of these sections are composed in
the ussak makam but with different methods. ‘ Fs:/” music can be composed by combining the aforementioned forms
by different composers, but it can also be performed as a set by a single composer.

The instrumental introduction ‘pesrev’ is by Tanbtri Biiyitk Osman Bey, a 19th century composer. Composed in
32/4 ‘hafif usil’, this section consists of four hdne and one teslim ABCDE divisions. The k47’ form, which constitutes
the second part of the Ussak faslz, is considered to be the largest of the verbal forms in makam music. The words (Dil
esir-i kakil-i hamder hami an geg kiileh) of the kdr composed by Haci Sadullah Aga in the hafif usil of 32/4 belong to
Sakir Efendi. Towards the end of the piece, the s/ was changed by first using the 10/8 aksak semdi and then the
yiiritk semdi usil of 6/8, and the piece ends with a 32/4 ‘hafif usil’. ‘Kdr’s with usiil transitions like the one in this
piece are called ‘kdr-1 murassa’ (Ozkan, 1994, p. 84). The kdir section of the Ussak fasl: consists of 7 sections,
ABCDEFG.

The ‘L beste’, which constitutes the third part of the Ussak faslz, is a work in the form of a beste by Hammamizide
Ismail Dede Efendi in the us#l of agwr darb-1 fetih of 88/2 metric structure, beginning with the verse “Dil ndle ider
biilbiil-1 seydd revisinde”. The words of the works in the form of a ‘beste’are in the style of a gazel and are composed with
large usiils. In the genre of fasi/, those composed with slow ‘usil’ are generally called ‘1. beste’, while those composed with
relatively faster usil are called ‘11 beste’ (Ozkan, 1994, p- 86). The ‘II. beste’, which constitutes the fourth section of the
Ussak faslz, is composed by Basmacizade Abdi Efendi in 18/4, usil of nim devir in the form of a beste beginning with
the verse “Bakilmaz 4riz-1 piir-tibina ol méih-i tibdnin”. The second part of the composition consists of 4 sections as
ABCD.

The fifth movement of the ugsak fasil is in the form of “agr semdi’, ‘agir aksak semds’ in 10/4 metric structure and
‘sengin semdi’ in 6/4 mtric structure alternately composed by Halifezade Tahir Efendi in the form of beste beginning
with the verse “Padigah-1 igvesin iklim-i hiisn @ an senin”. The words of the piece belong to Kilari Nuri Aga. The Agzr
semdi form is similar to the beste, but the difference is that it is composed in one of the following wsils: sengin semdis,
agir sengin semdi, aksak semdi and agur aksak semd (Ozkan, 1994, p- 87). The agir semai section consists of 8 sections
including ABCDEA’FA. The yiiriik semai form, which constitutes the sixth section, is composed by Tab’i Mustafa
Efendi and begins with the line “Ol sim bedeb cime degismekden usanmaz” in 6/4 metric structure ysirik semai usil.
The difference between the yzirik semdi, which is the last verbal section of the classical Fasz/, from the beste and agwr
semd is that it was composed in the yiriik semdi (Ozkan, 1994, p. 87). As can be seen, yiriik semdi appears both as a
form and as a wsil. The yiriik semdi section consists of 6 sections including ABCADA. The seventh and final section,
the saz semdt, is an instrumental form like the introductory music, the pesrev. Like the pesrev, the saz semdi has sections
called hine and teslim. Composed by Neyzen Aziz Dede in the 10/8 metric structure aksak semds, the fourth hine of

this form was composed in the 6/4 metric structure yzirsik semdi. The Saz semdi consists of 5 sections including ABCDE.

Re-composed ‘Kiigek Nevbet-i miirettel’

When we look structurally at the composition attempt, in which we tried to recreate Abdiilkadir Meragl’s Nevbet-i
miiretteb in the kdgek makam with the same gifte in the gifte mecmua registered in the Nuruosmaniye library at
number 3135, it is possible to make the following evaluations. Kagek Nevbet-i miiretteb consists of five sections: kavl,
gazel, terdne, fiiridast and miistezdd. The entire work has a metrical structure of 16/4 (usil of sakil-i evvel). There is
no change in the metrical structure. Since all of the sections begin with an 7kaz terennum, there is the introduction that
Abdilkadir Meragi calls the ‘matla way’ in his description of Nevbet-i miiretteb. Information about the form and
melodic line of the work is given in Table 2.
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Results
In the introductory section of Nubat al-Zidan, the Mshalya is characterized by its free metrical structure, while the

tushya stands out with its multi-movement structure, the other sections exhibit a 3 or 4-movement structure. ‘Btayhs’
is similar to the triadic song form of Western music with its changing theme structure in 6/8 metric structure where
the metrical structure changes. In the first section of the Akhlas section, the sentence structure in the antecedent-
consequent relationship is similar to the period form of Western music. Structural similarities such as theme
repetitions, trio form and period in the sections can be interpreted as Western music influence or relationship. Mshalya
is a free meter without words introduction that shows the makam structure of the piece. This structure is the
preparatory part of the piece that aims to introduce the makam to the listener in cyclical music genres. The free meter
of the melody is performed improvisationally. It can be said that Tushya shows similarities with instrumental
performances such as ‘prelude’, ‘pesrev’ and pis daramad’. Mkblas is similar to the saz semaisi, the final section of a
Fasil in Turkish makam music, but differs in its verbal structure. Mkhblas is composed in a 6/8 usil and is the last
movement of the piece with a lively section. This section is similar to the saz semaisi, the final section of ‘Fas:/” music,
but differs in its verbal structure.

Mahur destgdh consists of a total of 30 sections, some of which are intertwined. Among these sections, daramad.,
avaz;, dad’, the introduction of ‘neyriz’ ‘delkesh’, ‘razavi’, the introduction of ‘aragh’ are composed in free metric
structure. ‘Chabar pabreb’, ‘nagme, dad’s chabar mezrab’, ‘harezmi’, ‘neyriz’, ‘delkesh chabar mezrab’ and
‘saghiname’are structurally composed in three or four different sections, while ‘pisdaramad’and ‘chabar mezrab’have
eight or more different sections. In the pishdaramad section, the sentence structures are unsymmetrical, with sentences
of three, four or six measures in length. It is noteworthy that there are two categories in these multiple and different
segmented structures. These are divisions with different themes and motives in the same tone (makam) or decisive
pitch, and structures diversified with different decisive pitches and different themes. These structures enrich the work
with various themes instead of cyclical and repetitive themes.

The fasl-1 atik (old Fas:l), which is the reflection of cyclical music genres in Turkey, consists of “pesrev’, ‘kdr’, ‘I
beste’, “I1. beste’, ‘agor semd?’, yiiritk semdi’and ‘saz semdsi’sections. All of these sections are composed in Ussak makam
but with different usil. In Turkish makam music, fas:/ music can be obtained by combining forms traditionally
performed in fas:/ by different composers, or it can be performed as a set by a single composer.

Kiigek Nevbet-i miiretteb is composed in five sections: ‘kavl’, ‘gazel’, ‘terdne’, fiirdidagt’ and ‘miistezdd’. The sections
of the work are named according to Abdiilkadir Merégi’s definition of the genre. Since all of the sections begin with
an zkai terennum, there is an introduction, which Abdiilkadir Meragi calls the ‘matla way’ in his definition of Nevbet-

i miiretteb.

Conclusion
There are differences in the number of sections in the four different suite/cyclical genres we examined in this study: Nubat

al-Zidan consists of five sections, Mahur Destgih consists of thirty large and small sections, Ussak fasil consists of seven
main sections, and K#gek Nevbet-i miiretteb consists of five sections. The number of sections in K#igek Nevbet-i miiretteb
was determined with reference to Meragi’s description. Nubat al-Zidan has three, seven, three, five and four sections. In
Mabur Destgih, Pishdaramad, Chabar mezrab and Aragh are described as being divided into main sections. In other
sections, phrases with short time intervals and structures with 3-6 divisions were identified. In Ussak fasil, Kdr form has
four main sections within itself. Other sections have 4-6 divisions. The sections of Ksigek Nevbet-i miiretteb are structured
in S and 6 sections.

Thesstriking element in these works is that the return to the beginning principle is almost never used in terms of themes,
except in one or two sections. The principle of return to the beginning is defined in the agwr semdi and yirick semai
sections of the Ussak fas:l. This condition points to the richness of themes between sections. As a verbal/instrumental
genre, Mahur Destgdh stands out in these four works as purely instrumental. Nubat al-Zidan and Ussak fasil are hybrid

verbal and instrumental, while K7gek Nevbet-i miiretteb is entirely verbal. There is diversity in the metrical structure
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between the works. In Nubat al-Zidan and Mahur Destgih, between 2-time and 16-time usils are preferred, while in
Ussak fasil, small-time usils between 6-time and 10-time and large-time wuss/s between 18-time and 32-time and 88-time
are preferred. Kiigek Nevbet-i miiretteb was composed in 16-time zssil.

In light of these data, Nubat al-Zidan and Kiigek Nevbet-i miiretteb are similar in terms of the number of sections.
Mabur Destgdh differs from the others with its multi-movement structure. In terms of richness and variety of themes, all
four works are similar to each other. In the context of metrical structure, there is diversity from the point of pulse time.
Nubat al-Zidan and Mabur Destgdh can be said to be influenced by the metrical structure of Western music with their
pulse time divided into two and three. In the other two pieces, the mixed wuszils of makam music come to the fore.

In this study, which examines the traces of the Nevbet-i miiretteb genre in different geographies, it is possible to
establish an ‘analogical’ relationship in the examples of nuba, nobat, sesmakam, sufiyana, Mevlevi ayin, Fasil, mugam-
destgdh, mukam and vaslah that are still performed in their own geographies today. These relationships can be
evaluated through the similarities between the genres that emerged from the n#ba from the 8th century to the present
day. It can also be said that this genre has continued to exist under different names in various cultures due to social
influences. In this context, the Nevbet-i miiretteb genre has not disappeared, but has continued to exist with different
names in a wide geography and time period. In this transformation, while Nevbet-i miiretteb evolved into fasil
performances in Turkey, it manifested itself under different names in different cultures and geographies without
changing its basic structure. These effects of this transformation are considered to have had various repercussions at all
levels of society, both in the circle of power and among the public. In our opinion, the Nevbet-i miiretteb genre shows
that music is a phenomenon that both influences and is influenced by the changes it has undergone as a result of the

reactions it has undergone in different geographies over time.

Recommendations
It is thought that comparative analysis of suite/cyclical forms belonging to the same makams and comparative analysis
studies comparing makam characteristics such as seyir, passage and sound material (scale, etc.) will make a useful
contribution to the field. Re-composed works in the Nevbet-i miiretteb genre can carry the structure of the past periods
and can be reinterpreted with Turkish language in today’s understanding with new approaches. Nevbet-i miiretteb can
be performed with today’s instruments or with instruments from past periods that have been reconstructed. In this
way, a forgotten value of our makam music, which is rooted in ancient times, can be revealed. With the revival of
Nevbet-i miiretteb, it may be possible to bring both genres of music back to the agenda today, when even ‘classical Fasz/’

music is almost forgotten in Turkey.
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Appendix 1. Form, Metric structure and melodic line of analized works

Table 2. Form, Metric structure and melodic line of analized works
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Genre Movement Melodic Line Form (Movement/Section/Phrase) Verbal or not Metric Structure
———— Three Parts Free
Mshalya A~ b A(a2’)-B(bb’)-C(cd) Not Verbal (Taksim vb.)
Seven Parts
P A(abc)-B(def)- Without Word
T 4/4 B
uskya 7 — C((ghu)-DGjik)- (Pegrevvb.) /4 Beat
E(klmn)-F(06)-G(pp’)
Nubat al- . 1 Three Parts
M. Vi 1 16/16 B
it saddir ‘f,.r - A(abe)-B(dd’def)-C(gh) erba 6/16 Beat
Five Parts
Btayhi — A(ab)-A(ab)-B(cc)- Verbal 4/4 Beat
— A(ab)-C(dded’)
A Four Parts
Mkblas i S A(a2’)-B(bb’)- Verbal 6/8 Beat
’ C(cc’)-D(dc”c)
Fal e F
ree
1 Fi e h h
Daramad . Three phrases, abc (Taksim vb.)
Three Movements
1. Movement:
A(ab)-B(cd)-C(ef)-D(cg) 2/4Beat
e — II. Movement:
. _ﬁ‘_ _ .. _
Pisdaramad — E(hl) F(ijk) 3/4 Beat
G(jl)-H(m)-
III. Movement:
I(nn’)-I(06) 6/8 Beat
Daramad 2 % Five Phrases, abcde Free
Mabur
Destodh Without Word
cstga Two Movements
Chah ,f-_-'\\ 1. Movement:
“ “b’ 7 S~ Afabc)-B(def)-C(g)-D(h) 6/16 Beat
mezra I II. Movement:
E(1i)-F(jk1)-G(m)-H(n)
Chabar f’h"'"-.. Three Parts 3/4 Beat
pabreh r A(ab)-B(cd)-C(ef) @
‘rll: .
Nagme e o Three Phrases, abc 3/4 Beat
i
Avaz I--"" Y Three Phrases, abc Free
Dadin - Four Parts
Chabar Iff - A(abc)-B(d)- 6/8 Beat
Mezrabr ¥ C(eee’)-D(fa)
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Dad —--"="'T Two Parts, Free,
“ . A(ab)-B (ca’a’) 3/4 Beat
.
- - Three Parts,
H. 2 2/4B
areemi — Aaa)-B(be)-C(dd) /4 Beat
f-"’ — "‘hx Four Parts Fr
ee
Neyriz =z LY A(ab)-B(cde)- ’
LY 2/4 Beat, 3/4 Beat
A A(af)-C(ghr)
Delkesli . ~—
I 5, Four Parts
chabar = Y 3/4 Beat
N - - -
mezrab N A(ab)-B(cd)-C(ef)-D(gh)
Razavi —— Five Parts Free
—~—
Ararh Three Movements Free,
Ty 1. Movement: Free Form 2/4 Beat
Forud — II. Movement: Free Form Free
— —
III. Movements:
Rak Two Parts, 6/8 Beat
A(abcb’)-B(defg)
., Two Parts
. ol - >
Saghiname ,-ff _— Aab)-B(cde) 2/4 Beat
e ——— Six Parts,
Reng ""‘--;R A(ab)-B(cd)-C(cf)- 6/8 Beat
= D(h1)-E(ij)-F(kl)
fﬁ"\-. Five Parts,
Pegrev s o A(ab)-B(cd)-C(ef)- Without word 32/4 Beat
- D(gh)-E(ii)
Four Movements
LM : A -B(gh
) e ovement: A(abedef)-B(gh) 32/4 Beat, 10/8
Kar - —— II. Movement: C(1ij)-D(klm) Verbal Beat, /8 Beat
# III. Movement: E(nodp)-F(r) cab c
IV. Movement: G(sst)-H(utiv)-I(y)
I Best !..Ff_-“'"n._“‘ Four Parts, Verbal 88/2 B
Ugak Fasla. | & Beste - = Aabe)-B(def)-C(ght)-D(ij) erba e
- = ) Four Parts
il B >
1. Beste ‘;.r A(ab)-B(cdc’e)-C(fg)-D(hii) Verbal 18/4 Beat
_r — Six Parts,
Agr Semdi !.f! — A(abc)-B(def)-C(gg’)-A’(a’b)-D(hy)- Verbal 10/4 Beat, 6/4 Beat
g A”(ab)
e Six Parts,
Yiiriik Semdt e o A(abc)-B(de)-C(fght)-A(abc)-D(ij)- Verbal 6/4 Beat
z A’(kbc)

147




Alemli € Fiskin

Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

Saz Semdisi

Five Parts,
A(ab)-B(cd)-C(ef)-
D(gh)-E(1i)

Without word

10/8 Beat, 6/8 Beat

Kavl

Six Parts

A(ab)-B(cde)-C(fg)-D(hiix)-

E(jk)-F(IK)

Gazel

Five Parts
A(aab)-B(cdef)-
C(gg’h)-D(1ij)-
E(kk’l)

Nevbet-i

miiretteb Terane

Six Parts

A(ab)-B(cdee’)-C(fPgg’h)-D(ur’)-E(ijk)-

F(I)

Fiirddagt

Five Parts
A(abc)-B(dede)-C(fgg)-
D(hdd’)-E(1ij)

Miistezdd

Five Parts
A(aabc)-B(def)-C(ghy)-
D(iijkk’)-B(ef)

Verbal

16/4 Beat
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Appendix 2. The informative article in the concert program

The informative article in the concert program of performed by the UCSB Middle East Ensemble at a concert in
Boston, USA in 2001 that states as follow:

“The Andalusian musical tradition has its roots in the period of Islamic rule over the Iberian peninsula from 710
to 1492 A.D. often referred to as “Moorish Spain”... Some of the earliest evidence of Spanish poetry are texts
written in Arabic script known as khargas which were composed as the concluding stanzas of Arabic love songs.
The courtly love poems of the Arab poets of Spain exerted an enduring influence on all later Arabic poetry and
probably helped inspire the rise of the love poetry of the Troubadors which appeared a few centuries later in
southern France. In 1492, Grenada, the last Muslim Kingdom in Spain, fell to the Christian Reconquest. In that
same year, the Spanish crown expelled the Jewish population of the peninsula. Muslims and Jews alike fled to
North Africa bearing with them the traditions of Medieval Andalusian culture. The legacy of Arabo-Spanish
culture (al-Andalus’ in Arabic, hence the use of the term Andalusian) lives on in its architectural monuments,
such as the famous Alhambra palace and gardens, and in its poetry and music. In modern North Africa, nearly
every major city boasts its own Andalusian orchestras and its own regional style for the performance of the
Medieval Andalusian repertory. Our performance is based upon the style of Tlemcen, in northwestern Algeria,
where there are currently six associations devoted exclusively to the teaching and performance of Andalusian
Classical music. The Ahbab al- Sheikh Larbi Ben Sari (Friends of the Sheikh al-‘Arabi Ben Sari Association) of
Tlemcen provided us with audio recordings, video footage, and much encouragement and advice toward the
production of tonight's concert in which we offer extracts from their rendition of Nubat al-Zidan (suite in the
mode of al-zidan). A complete nuba in the Tlemcenian style consists of eight movements several of which have
their own brief instrumental preludes: 1) the Mshiliya, an unmeasured instrumental prelude which first sets the
melodic mode for the performance (in this case al-zidan), 2) the Tushiya, a rapid instrumental overture, after
which the Mshiliya is repeated, 3) the Msaddir, 4) Btiyhi, and 5) Derj, a sequence of love songs, each faster and
more lively than its predecessor, 6) the Istikhbir, a solo vocal improvisation, 7) the Ingiraf (a song genre not
included in tonight's performance), and 8) the Mkhlas, a lively 6/8 finale. Our performance, which does not
include an Insirif movement, lasts about 25 minutes. In North Africa, a full performance might last an hour or
more, for if the audience is enthusiastic the master musician (sheikh) will lead the ensemble through more than
one example of each movement. The song texts are several centuries old and are sung in a form of Arabic thought
to be close to the colloquial Arabic of Spain and Portugal in the Middle Ages. Though the texts have since been
written down, the music has been passed on orally from one generation to the next through strict training and

practice.” (Nuba’t al-Zidan Concert Program, 2001).
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Appendix 3. Example of Sheets
MSHALYA

Giris Larhi Bensari

qi{l|2
l
L 11
Ly
w
B

Figure 16. Nubat al-Zidan
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Dikill
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Figure 16. (Continuation)
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Figure 16. (Continuation)
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Figure 16. (Continuation)
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Figure 17. Mahur Destgih
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Figure 17. (Continuation)
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Figure 17. (Continuation)
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Figure 17. (Continuation)
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Figure 17. (Continuation)

167



Alemli € Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

e e e e e

Figure 17. (Continuation)

168



Alemli € Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

i
. - R = g ;_‘!_:E-F—.-u—|
= = = 1
r Py o,
e 52 Eﬂ‘ = J%I":!':'—:———!
' " ' e

Figure 17. (Continuation)

169



Alemli € Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

RaZavl

Figure 17. (Continuation)

170



Alemli € Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

- T ——— — -——
--.l‘.‘.-...‘“l..tl".‘.‘.—l‘l‘.‘l.‘.‘..‘

=F r:r.r:l.r'.--ir .----:llll

e e e o e o e e e o e e e
'-rllrr_rr_l..r_r_l.rrr-:rl .-l'—-"rm--'-------r--rn-'.'llﬂ
ol — I [

Figure 17. (Continuation)

171



Alemli € Fiskin Journal of Music Theory and Transcultural Music Studies 1(1) (2023) 127-201

ABRAGH

Figure 17. (Continuation)
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USSAK PESREVI

A MUZIK TANBOR] OSMAN BEY

Figure 18. Ussak Fasl:
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Figure 18. (Continuation)
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Figure 18. (Continuation)
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