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Example 13. Mongolian-Hungarian parallels

Finally, here is a little more detail concerning one o f  my research 
projects:

Basic musical forms in a Bektashi community

Since 1999, my wife, Éva Csáki, and I have collected more than 1000 mel
odies in 2 4  villages from  Turkish men and women o f  the Bektashi faith, 
whose grandparents migrated from  the Balkans to the European part o f
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Turkey. By the end o f  this research series it seemed that we had reached our 
goal, and recorded the majority o f  their religious and secular songs. W ho are 
these people, what are their ceremonies like, where and how they dance their 
dances and sing their songs? To answer to questions we have to examine the 
ancient history o f  Central Asia.

T h e  nom adic and sem i-nom adic Turks did not becom e M uslim s 
at any one tim e but rather gradually, over centuries. T h ey  adopted some 
Sunni, Shiite and mystic elements o f  Islam while continuing to cling to their 
traditional shamanistic beliefs and practices.10 T h e Bektashi faith begun to 
spread in the Balkan Peninsula during the 13th- 14th centuries (Birge, 1937: 
51). According to early tradition, the founder H ajji Bektash sent one o f his 
missionaries Sarı Saltık to Rumeli (Europe) (Birge, 1937: 50-51). In the 16th 
century the Kİzilbash who supported the Iranian Safavids were exiled from 
Anatolia. At this time several Bektashi groups migrated to the Balkan.

Bektashism is a syncretistic folk religion connected to nature; they 
worship mountains, trees and heaven.11 Over the centuries, this religion was

10. Similarly to American Indians or some Turkic people in Asia.
11. T h e  religion left by Muhammad very early developed in two directions. O n the one 

hand İt produced a rigid, scholastic theology with an inflexible religious law. At the same 
time, even from within the first two centuries, a tendency began to manifest and quickly 
developed into individuals and groups who emphasized the ascetic life and the mystical 
approach to direct knowledge o f God (Birge, 1937: 13).

It was advantageous for the order that in the middle o f the 14th century, Hajji Bektash 
became the p ir  “patron saint” o f the Janissary army. The Bektashi dervishes could fight in 
battles and could cultivate land and at the same time their tolerance made them accept
able for the Christians in the newly occupied lands.

At the beginning o f the 16th century a new dervish order, the Kizilbash, became the 
ruler o f Iran. This was followed by continuous Turkmen turmoil and the Osman-Persian 
wars. The Turkmen whose religion contained several Shiite elements became suspicious to 
the Osman Empire. As counteraction o f  the constant persecution and as an effect o f the 
Safavid propaganda, the Bektashi-Alevi religion began to take better and better shape, and 
was standardized by Bálim Sultan in his Erkanname.

T he Bektashi order split into two. The popular and not unified Chelebian branch 
belonged to the Turkmen masses, only those could be members whose father and mother 
were members too. The Babagan Dervish order followed more strict religious practices. 
This latter was spread mainly in Istanbul and in the Balkan. However, the religion, the 
ceremony and the literature o f the two branches was very much the same. The Babagan
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influenced by other religions, including Neo-Platonism, Judaism and Chris
tianity.12 Bektashi faith is different from the majority Sunni religion. W e can 
consider it a Turkish form o f Shiite religion mixed with Sufism .13

There are no special books, like the Bible or a catechism, which are 
used to enlighten the essence o f  Bektashism . T h ey  accept the Koran as a 
holy book, but they practice the rules according to their own conception o f  
them. Bektashis follow their path; in their self-definition Turkish nationality 
comes first, fidelity to Islam comes second, and belonging to the Bektashi 
faith comes last.

Elements o f  shamanism live among them even today.14 According to 
their tradition, Bektashi, saints and legendary figures had special “shaman- 
istic” gifts: their soul leaves the body and returns there, they fly to heaven,

branch had strong connection with the Janissary army, so they became very strong at the 
edges o f the Osman Empire.

W hen in 1826 the dissolute Janissary army was dissolved, the Bektashi Order, espe
cially the Babagan branch was abolished. Later the Bektashis built up good connections 
with the Young Turk movement and Atatürk. They participated in the war o f liberation 
(1919-1923), but in 1925, together with the other orders they were abolished again. In 
spite o f this, the order exists even today in secret, and the picture o f Atatürk can be found 
on the wall o f many Bektashi homes.

12. In Anatolia, Christianity was present since the 1st century. The early Christians escaped 
from persecution into the Ihlara valleys and the caves in Cappadocia where they had 
built underground cities. There was a large number o f Christian in Seljuk era and from 
the 13th century too. This time there was a strict connection between the Islam and the 
Christianity. The Manichaeism had influence to the Bektashism too.

13. Though Bektashis accept the basic Shiite principles, they have a special conception o f the 
Holy Trinity. According to them, the only existing God manifests itself in Mohammed 
and Ali. T hat is why their prayers begin with Bism -i ah  (in the name o f the king Ali) 
instead o f the usual Muslim Bism-i llah (in the name o f God). It is characteristic that the 
Shiite Iranians consider the Bektashis Sunni. M élikoff (1993: 55).

14. They gather at night, men and woman together, they use fire (in these days, only candles), 
respect mountains, sacrifice animals in honor o f a guest etc. The prohibition o f uttering 
certain names or words can be considered shamanistic feature as well. Though the pro
hibition o f stepping on the threshold has a religious explanation as well, this taboo can 
be dated back to the pre-Islamic Central Asia, it is known among Mongols too. Another 
example: theTahtajis in the Taurus Mountain do not name the bear, it is taboo. Instead o f 
ayt (bear) they say koca o lan (elder boy) or da daki (highlander). Atalay (1924:13).
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they talk to G od while on their horses, they direct the forces o f  nature as 
they please, they do not burn in fire, e tc .15

Instead o f  beating drums to visit the unearthly worlds, the Bektashi 
ba lama16 player knocks on the instrum ent w ith the middle finger o f  his 
right hand while playing the melody. They do not pray five times a day and 
do not visit the mosque. However, there are mosques in their villages, which 
are not condemned by the majority o f  Sunni society.17

T h e Bektashis sing psalms and folk songs as well. T h e  learning pro
cess o f  the folksongs is not different from what we see in many parts o f  the 
world. M ore unique, however, is their religious ceremony.

T h e  cerem ony is directed by the elected leader o f  the com m unity, 
the baba “father”. H e is accepted, respected and loved. I f  a miirid (disciple) 
wants to join  the order, he has to look for a miirshid (helper) whose judgment, 
opinion and advice help him in everyday life.18 T h e candidate can join  the 
com m unity as a fully qualified member only after completely understand
ing the concept o f  Bektashism and what seems to be more important, only 
if  the com m unity accepts him. Husband and wife can only decide together 
to choose this lifetim e duty. As one o f  the formal conditions o f  joining, a 
candidate has to organize a ceremony.

15. Similar attributes: they practice magic, cure illness, find lost things, foretell future, restore 
an animal to life from its bones etc. (Ocak 1983: 95).

16. Ba lam a is a lute with three strings. See Piçken (1975: 200-295) for more detail.
17. 21 March is Nevruz (New Year), the feast o f the light and Ali, and the day o f the wedding 

o f Ali and Fatima. 6 May is the beginning o f the summer and the day o f Saint Hidir and 
lyas (Hidrellez). They keep a very strict fast on 1-12 Muharrem months remembering the 

sufferings o f  Hussein and his companions. The culmination o f the fast is on the 10 th day, 
the Ahsura, the day o f Alis martyrdom. The fasting ends on 12th Muharrem, eating des
sert and candy.

18. The way leading to the perfection has four periods — four gates. First is the sheriat, the 
Islam religion law, which means in practice that the disciple has to respect basic human 
norms. The second gate (the tarikat) is already the right way, the disciple has to join an 
order or do lonely meditations. During the second period the disciple develops a new way 
o f seeing. The third gate is the marifet, the period o f the real divine understanding, steady 
knowledge and clear-sightedness. The fourth period is the hakikat, the true reality, where 
knowledge is combined with love. These gates lead to the fanafillah, the final dissolution. 
Because o f human frailty, this way has to be wandered over several times.
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Since the banning o f  the order in 1926, Bektashis organize religious 
meetings in private houses, where foreigners usually are not let in. In the 
morning they clean up the place, prepare food, and the sacrificial lamb. T he 
participants arrive after sunset. O nly members o f  the com m unity may join 
the first part o f  the meeting, where they discuss inner problems. I f  somebody 
wants to enter the ceremony, he has to know several rules and habits e.g. kiss 
the feet, hands and chest o f  the baba and touch the ground with forehead 
before entering and leaving. O ne has to know the melody and the text o f 
the songs and must not turn his back to the baba while dancing, etc. During 
the jam , twelve candles are burning to the left o f  the baba remembering the 
twelve im am s.59 T h e baba and his helpers serve 12 duties,19 20

In the second part o f  the religious ceremony, the participants eat and 
drink (alcohol included). T h e baba reads and explains edifying texts. These 
lectures do not always achieve great success, but the com m unity behaves in 
an orderly way.

After that, follows an amusing conservation with anecdotes, laughter 
and, from  tim e to time, singing. T h ey  eat healthy Turkish dishes with lots 
o f  vegetables, cheese and fruit; drink water and raki (anise brandy). T h e  raki 
is consum ed always collectively after prayers or dances; a drunken m an or

19. The row o f the 12 imams (religious leader) begins with Ali. They represent the chain of 
the disciples. Every imam died a violent death, and they are remembered by the 12 dig
nitaries on the Bcktashi ceremony. According to some researchers, the number 12 shows 
Christian influence.

20. Though the functions and their name might be different in different regions, the essence 
o f  the ceremony is very much the same everywhere. A version o f the full list is as follows 
(D o an 1999: 115): the baba  leads the ceremony; the davetçi (messenger) informs the 
community about the events; the kapıcı (gate-keeper) watches the homes o f those joining 
the ceremony; the gözcü (watcher) keeps order during the ceremony, and watches i f  there 
is any danger; the a  çı or sofracı blesses, cuts and skins the sacrificial animals, he/she cooks 
and serves the meal in the ceremony; the ayakçı is the helper o f the a çı; the meydancı is 
the master o f the house, he warns the participants to take their shoes o ff  watches the dis
cipline; the çera a  is responsible for the candles; the süpürgeci (sweeper) symbolically tidies 
up the room between the sections o f the ceremony while crying: Ya Allah, у  a  Muhammed, 
y aA li (Oh, Allah, oh, Mohammed, oh Ali); the şakacı (water-carrier) sees after the water 
during the ceremony; the selmán brings water for the ritual hand-washing, and the zakir 
sings religious songs and plays the ba lama.
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woman is very rare. W hile drinking, they hide the glass in their palm accord
ing to the old tradition, because alcohol is forbidden in Islam culture.

T h e  pleasant sensation o f  being together, the social entertainm ent 
and the feasting leads step by step to m ore spiritual and m ystic form s. 
Through the influence o f  the religious songs, participants gradually become 
estranged from the trouble o f  the material life and devote themselves to God.

After eating and drinking, the baba and the member o f  the community 
sing poems o f the honored founders, saints and poets.21 These Turkish poems are 
effective tools o f the spiritual education, they give advice, explain the faith and the 
rules o f coexistence. These verses substimte for the sacred texts, and Bektashis call 
their instrument telli Kuran (Koran on strings). Though the nefes have authors,22 
they have lots o f different variants.23 There are similar verses with different poet’s 
names, structures and melodies. Let us now look at the text o f a nefes.

Şu dünyanın ötesine 
Vardım diyen yalan söyler, 
Baçtan baça sefasine 
Sürdüm diyen yalan söyler

„I’ve surpassed this world”
Who says so, tells a lie.
„I’ve had a good time from the beginning” 
He, who says so, tells a lie.

Avcılar avlarlar kazı, 
Hakka ederler niyazı! 
Şunda beç vakit namazı 
Buldum diyen yalan söyler

Hunters hunt for wild geese, 
They say prayer to God,
„I said prayer five time every day” 
He, who says so, tells a lie.

Kuru ağaçta olur gazel, 
Kendi okur kendi yazar. 
Zıkkı bütün, kalbı güzel 
Güzelim diyen yalan söyler

They dig ditches exhausted,
The fate spins your wheel!
„In this world you have property, wealth” 
He, who says so, tells a lie.

21. Nefes is an Arabic word in Turkish; it means “breath, breathing on”. There are legends 
that the mysdc poet Yunus Emre breathed in inspiration from saints and wrote his hymns 
about worshipping God.

22. Some poets, e.g. Ashik Veysel, have a worldwide reputation in our day too.
23. The life o f the poets is usually not cleared up. They often grow legend, and different poets 

living on different places and times often have the same name. T he name o f  the poet 
occurs compulsorily in the last stanza o f the poems, but identical or very similar poems are 
often signed by different names.
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Ku ru a açta olur gazel. 
Kendi okur kendi yazar. 
Zıkkı bütün, kalbı güzel 
Güzelim diyen yalan söyler

Even on the dry tree there are leaves,
He sings, he writes himself,
„There are people with only charity in their heart” 
He, who says so, tells a He.

Pir Sultanıma varılmaz, 
Şah Sultanıma varılmaz, 
Varsa da bizce dönülmez, 
Rahbersizyollar bulunmaz, 
Buldum diyen yalan söyler.

We cannot reach my Shah Hatayi,
We cannot reach my Saint Sultan,
Even if we reach him we cannot return, 
Without a leader we do not find the way, 
“I found it” — he, who says so, tells a lie.

Example 14. The text and the melody of a nefes

J= 1 5 8

Aşk A - li, Hû, ya, A  - li, HO.

Toward the end o f  the seance m en and wom en dance semah “reli
gious dances”, sing songs and approach G od with saintly enthusiasm and 
high spirits. In  these customs many scholars see the continuation o f  shaman- 
istic traditions too. T h e  participants consistently do not consider the semah 
as prayer.24

24. Van В ruin essen (1999: 549-553) says that semah turning is totally different from shaman-
istic dance.
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In the last decade more and more studies have been published about 
the Bektashi faith and customs; poems o f  their famous poets are now pub
lished in several volumes. About the melodies the Bektashis sing and play, 
however, there is no significant work or comprehensive study, though these 
poems have been never only recited but always sung and dance, and music 
has played a fundamental role in their culture.25

T h e members o f  the Bektashi com m unity know and sing hundreds 
o f  melodies. These songs are not independent from each other; they are vari
ants o f  m uch smaller num ber o f  basic musical forms. Let us see now the 
musical classification.

M u s ic a l  c l a s s if ic a t io n

Before starting a m ore detailed exam ination to decide w hich m ethod is 
m ore fruitful we have to raise a question: is it really necessary to examine 
the sometimes agonizing phenom ena o f the folk m usic o f  nom adic people 
or the repertoire o f  a specific religion? Should not we study modern musical 
trends in the villages and cities instead?

U ndoubtedly the inspection o f  newer phenom ena is im portanr. 
However, besides the language, folk music is one of the m ost outstanding 
creations o f  a people, one which deserves special attention. M any layers o f it 
were created by com m unities having a com m on cultural background, and 
over decades, centuries or sometimes thousands o f  years, these communities 
had been form ing and polishing melody types and styles, preserving their 
essence in the process o f  continuous change.

25. As Boratav (E.I. Ill: 1094a) states that there are no comprehensive studies about the songs 
o f the folk religion. According to Duygulu (1997: IX): “more and mote studies are written 
about historical, theological and political aspects o f the Alevi-Bektashis, but only a few 
scholar examine their culture”. Especially insufficient is the research on the music and 
dance of the Bektashis. I can only mention two publications which contain several musi
cal transcriptions: the Bekta ! Nefesleri (Istanbul, 1933) and the different publications o f 
Turgut Koca — Z eki Onardan, Gül Beste (e.g. Ankara 1987 or 1998). Even in these books 
there is no musical analysis and one can find only a few songs which are known and sung 
by the Bektashis in Thrace.
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Music really does have its own life, which is not totally but to a high 
degree independent from the society in which it exists. W hen we analyze Bachs 
fugues or Schoenbergs compositions we do not necessarily have to know every 
tiny m om ent o f  their lives. And, although cultural and social approaches are 
fundamental in the newer ethnomusicology, we cannot expect representatives 
o f  other branches o f  sciences to study the music as it is and to make the musi
cal analysis. It has to be done by us, musicologists and ethnomusicologists.

Linguistics, especially comparative linguistics, set a good example in 
this. Having different methods and approaches, linguists agree that diction
aries and grammar are important tools. In the case o f  folk music, a diction- 
zay might be a reliable collection o f  songs, and grammar a classification, that 
is, descriptions o f  relationships between melodies. This means a typology for 
grouping similar melodies into melody types; then melody types organize 
themselves into melody classes and melody classes form melody styles.

Classification is especially important when we want to compare the 
folk music o f  different peoples, because while the similarity o f  a few m elo
dies does not have great significance, the similarity o f  large and musically 
homogeneous melody styles m ight refer to deeper, sometimes genetic rela
tions between different folk musics or -in  other cases- they can help to trace 
musical universalities.

In an optim al case, the folk music o f  all the peoples in the world 
would be lined on our shelves in systematized publications. T h en  we could 
attem pt to plot the musical map o f  the world, in w hich the overlapping 
seas and the islands o f  folk m usic could be dem onstrated suggestively. It 
would reveal how far and in what specific form tune types and musical styles 
spread; are they national or supranational, do they live locally or have a gen
erally prevalent character? T h at is, unfortunately, only a dream yet.

In January 2 0 0 4  I attended the 3 7 th World Conference o f  the Inter
national Council for Traditional Music in Southern China. I f  all o f  the many 
hundred participants would have collected and analyzed 7 0 0 0  melodies and 
w ritten 6  books like myself, now we would have an archive o f  m ore than 
two m illion melodies and a library o f  some two thousands monographs on 
these melodies. H ow  m uch nearer we would be to Béla Bartók’s dream o f  
becom ing acquainted with the folk music o f  the world!
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T his tim e I will only show you an example o f  the classification o f  a 
large song collection. First let us specify the principles o f  the classification.

Principles o f musical classification

Having classified material ordered into melody types, classes and styles, we 
have the chance to compare the entire folk music o f  different peoples instead 
o f  only observing a few random similarities. Owing to six years o f  fieldwork 
and simultaneous transcribing and analyzing, we have reliable material.

The next step was to choose the principles for classifying the material. 
Because we are now talking about musical classification we take non-m usi
cal aspects into consideration only secondarily. There are several connections 
between melodies. T he number o f syllables, the number o f sections, the com 
pass, the rhythm, the musical structure, the scale etc. might be similar or even 
identical. W e can group the material according to any o f  these features and 
these groupings would bring melodies similar in one or more features close to 
each other. But these characteristics are usually unambiguous and can be char
acterized by one or two numbers; consequendy, we can use comprehensive 
tables to introduce the rhythmic, structural and other kinds o f  relationships.

According to our experience, the melodic line encloses more complex 
and more substantial musical essence and cannot be characterized by only a 
few numbers or letters. T h at is why we choose the melodic line as the main 
principle o f  the classification. To be more exact we made the classifications 
according to the melodic progression o f  the first half o f  the melodies which 
- in  this musical culture- usually identifies the whole melody satisfactorily. 
T h e  second h alf o f  these melodies is usually less characteristic, and moves 
under the first part with a descending or an ascending-descending tendency. 
At the same time, and in the case o f  the four-sectioned melodies, structure 
plays a prominent role. Therefore, in the classification o f  these melodies the 
cadences (the closing tones o f  the sections) are more important than in the 
classification o f  the one- or two-sectioned melodies.
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Classification according to the melodic line

T h e goal and at the same time the difficulties o f  the musical classification is 
that from  many variants we have to choose the central forms and melodic 
lines to w hich the m ajority o f  the songs are traceable. As we will see, in 
the majority o f  the cases we could sort the melodies into types and classes 
according to their melodic lines, and only a few songs could be classified 
into more than one class or even into none o f the classes.

As in the folk music o f  many people, the most typical melodic line in 
the Bektashi material is descending or ascending-descending (hill-shaped). In 
this musical world these two forms are not worth differentiating because only 
the first few tones o f the first section are different. A more specific phenom
enon is the undulating movement on a smaller compass (o f a third, fourth, or 
perhaps a fifth) which can reach up to or fall below the keynote in the middle 
o f the first line. Relatively rare are melodies that are traceable back to twin-bars 
or to a single bar, and even rarer are melodies with an ascending first line.

In  the first step, I  divided the folksongs and the psalms o f  the 
Bektashis into 12 arrays according to their forms. These arrays may contain 
melodies moving on different scales if  their other features were in harmony 
with the other melodies in the same array.

Array Basic form o f the melodies in the array
Ы1. One short section

III-IV. Two short sections

V. Four short sections with (1) main cadence

VI-X. Four short sections

XI. One or two tripodic sections

XII. «Domed» structure

App. 1 -2. Special melodies

Now let us survey the melodic groups in the arrays in order to develop 
an acquaintance w ith the musical world o f  the Bektashis. A fter learning 
these melodies, the majority o f  the Bektashi songs will seem familiar.
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Melodies traceable back to a single short section (I-II)_____________________

I. Melodies built up of motives rotating around the middle tone o f a trichord

II. Melodies traceable back to a single short line (motif)

Melodies traceable back to two short sections (III-IV)

III. First line is undulating or ascending, often AkA form and 1, 2, (b)3, 4 or 
5 cadences

IV. Two short static, descending or hill-like sections with a small compass 
and 2, (b)3 or 4 cadences. A special subgroup consists o f melodies 
starting with mi-re-do mi-re-do.

Melodies with four short sections and (1) main cadence (V)

Melodies with four or more sections (VI-X)

VI. Low melodies with 2/b3(2)x cadences and higher melodies with 4/5(2)x 
cadences

VII. Low and higher melodies with b3(b3)x cadences

VIII. “Psalmodic” and descending melodies with 5(b3)b3/l sometimes 
4(b3)b3/l cadences

IX. A special “Chanakkale” melody group

X. Melodies with characteristic line or bar-sequences_______________________

XI. Disjointed melodies

X II. One- or two sectioned tripodic melodies

X III. Melodies in «cupola» form 

Appendices

- Lament-like melodies with D -C  cadences________________________________

- Melodies with movement by leaps
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Example 15. Melodies representing the melodies in the arrays: I) 2, II) 34, III) 90, IV) 
146, V) 254, VI) 301, VII) 333, VIII) 368, IX) 446, X) 478, XI) 502, XII) 545, XIII) 

577, App-1) 593, App-2) 598
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■ ■ m \ i  '-yi _ rr. n  s : - i

4 ™  -Hl П   ̂ 1 1 ' 11
Ben se-ní------- ---—  se - ve-rim can-dan_ i - çe - rî.

Ф  i c m  p  i m
l-lik-ten, ke - mik kan - den í - çe-ri,__ Hü,

p I* f -----p— f---------r др r “r r 7 -
:= ± = a - fc = ± f= l- / __ 1

Ya - ka - dan gi - der i - ken, Zi - kir Л1 - lah ve - rir - ken,

- f - p - p -------f - f - r ------- f f *  - -  П - Т - r ----------------B = -
Г  f f  f 7) P 3  > 1

J ___  J  L TS ff  a  • л ------5  İ
г — J----------------------L •i ^ —  z z  1

Is-ma - il pey-gam-be - rin Koy - nu gü-der i-ken, Hü. Hü,---- Hü,

VII): k— r ----------------- =----------S ---------------------------- — — — я -------------»  -----------------------

— = S S = — ^

Mu - hab - bet ka - pu - sun a - ça - yim— . dér - sen.

A - çan da— aç - ti - ran- A - Ji' - dir,— A - li.
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/III) - a - ™ --------------------i  • r ~ :  r -  ■—  ■ > . 4 . ------------------------------------------------------------------------------------------
LI • mı 9 Г  1 Г  * Г  -  -  Я  ■ 1
Я  i 7  ’ : .  : __ - Г ____z t  - 1İ L  ^ ----- J— i-------- W ----------- LmmJ.--------  ----------- 1_______---------------------------- i_______ 1

Te-kir-dag'-dan yün al - dim. da. Ka - zak ö - re - yim di-ye.

в • ı» f = ^ T S \  4- «  , - A  — ^ ----------n
1  L _ T - f = - t Г 11 - P C = f — t- ’ 1

Te-kir-dag' - lı bir yar—  sev - dim— Her gun gö - re yim di - ye.

X)
-Л-ш___ _ _ L

Oy, na - rin, na - rin. na - rin. So - for - dür be - nim ya - rim,
’-3—’

H - f  г- П m-
r r

Ça-vuş i - zin

m
ver - mi - yor. N'o-la - cak be - nim ha - lim?

XI)
m

Kan-bcr du-rur-du sa-gin - day, GO - ren-de cen - net bo-gun - day.

■Ф i ■ o o ----- ■ * # Л v —  'n  .}  —..e
A - li Fat-ma Tur da-gin - da, 
-З-' •— i— 3—i a

Doslbi-ri Ve-li’ - yi gör-düm.
I---3—-1 1-3-1

Ü
XII)

Be - şik - le - re taş be - le - dim nen - - - ni.

Mev-Iam - dan o ğul di-le-dim,.

-û -m -------a— &— j—p ^ - , Г  . . r U ^
» ı~ u t f  1- i— u — - ■ II -  -  ,ц - 1 ı4 .U L -iz 4  Д

Yc - şil— da - ğın kö - şe - sin-dc Ağ - lı - yo-mm sa-na - sa-na.
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— V * 0 -— -
- Я -------- -----------------.-------- v-t------i - nJ hi *  ̂ ^• í . 5 -lc •• 1 ? 1

Yal-va - ran da * о - nu Bek-Ii - yo - rum ka - na-ka - na.

Л  * t  , _  ^ _________
г j _____ П r 1 Г Г Г Г г п ~• г ? • í 1

------------------- I  v— \ ---------- - - U  U d 1 Р ----------- F---------
Bir sa - ri у i - lan ko-va-la-d i—  be-niv

. j ) r ' ,  ,  >
t 1 1 F

Kaç-ttk-ça— у

- f i r w

___
- re

â 9 d_4 —
— г . г  г  ^

do-lan - dim ba - yır.-----------

- t—  1 >

Ka-ra-ça - lı gi- b

~Tİ- J
A - ra - mı - za

i J d *  A
gir - din,

=t*w. - 9 i? — Tİ'-— s— H— г  -n— ~— •İrat — jyî*da-dem 
4a-dem

_ _
ığ - lan )ğ - lan

---------------------------- Ш----ф— ф

kıy-mat-lıy - dı, Ne-de 
pek lat - lıy - dı,

‘̂ 1____i—
n ver - din ba-na.

Now I will introduce an array in more detail. As we have seen, melo
dies in  the arrays III -IV  are traceable back to two short sections. Here we 
see two melody groups, each with many subgroups. T h e  main difference 
between the melodies in these arrays İs the melodic movement o f  their first 
sections. T h e  melodies o f  Array IV  are composed from two short and small- 
compass sections w ith static, descending or hill-like m ovem ents. As we 
already know, this melodic progression is typical o f  the area.

T h e  first section o f  melodies in Array III  is undulating or ascend
ing, w ith AkA form  being quite typical. T h is  character is rather different 
from not only the m ajority o f  the Bektashi songs, but also from Anatolian 
and Bulgarian songs. A closer examination o f  this characteristically Bektashi 
melodic group reveals that the first section o f  these small compass (G,-D/A) 
melodies descends to the keynote in the middle, then ascend to the final 
note o f  the section which is usually on the 3 rd or 2 nd and seldom on the 4 th 
degree. A  descending or hill-like second section answers to this undulating 
first line.
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I I I - 1. An A -C -D -C -A -B-C /B wave (ex. 16-1). T h e wave in the first 
group ascends from A to D/E, then descends to А/G and from there ascends 
to B/C again. The sections with different cadences are united by the specific 
low undulating movement described above.

III-2 . An A / D -E -D -C -A -C -D  valley or wave form (ex. 16-2). T h e  
first lines o f  the melodies in this group form a valley, but the characteristic 
form o f  these melodies is AkA, that is the wave-form is only the result o f  a 
jum p at the end o f  the first section. The typical cadence is D .

IH-3. This group contains melodies which are Ionian counterpart o f  
melodies in I I I - l  (ex. 16-3).

III-4 . T h e  first section ascends to D/E (ex. 16-4 ). I take a section 
ascending i f  its closing note is higher than the backbone o f  the sections, and 
not only when its last tone jumps higher as in the melodies with AkA  form. 
Such a melodic progression is quite rare in the music o f  Turkic people, espe
cially in the first line o f  a melody consisting o f  two short lines.

The first section o f  some o f  these melodies ascends from A to D/E, and 
the second section closes descending on A. T h e first lines o f  other melodies 
recite in the C -D  range then close on D/E. T h e genre is usually folksong but we 
do see many lullabies and one rain-begging song here as well, the latter moving 
on a scale with an augmented second between the 2nd and 3rd degrees.

Example 16.1) 90,2) 95, 3) 100, 4) 118

D

2 )

.1)

Ч  Я г — f — я P P m 1 — :— и

Ya- rim— sa - na

г в  __-II

gi - de - ce-gim

: : г  i i é l i j e  q

На-zır - mi ge - lin - lik - ler.

'  »  ff » r T i

E - li yc - şil

= M
a - sa - li.

• U H  I j f  1
öi - ze der-viş

1 ф УПВ.-. *J 

ler gél - di.

~ğ~ я i  Л и  -Ц k J  _ -  > • j
— Г ц  Г  и *

— * --- ■--- ■--- f -----t

Ah-şa - ma-li—  yol - la - n. Taş-lık - tır. ya - rim. taş - lı.

Ka - ran - fi - lim ta - bur * da.__  Çok_ iş - ler var sa - bur - da.
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S u m m a r y

A great advantage o f  musical classification is that we can com pare differ
ent folk music with the help o f  basic forms. In this case, the music o f  the 
Bektashi com m unity should be compared with that o f  the Turks living in 
Thrace and in Bulgaria, with the music o f  other Alevi-Bektashi groups in 
Turkey, and with Bulgarian music. This work is not impossible to accom 
plish because o f  the availability o f  the music o f  many o f  the groups m en
tioned. W h at is more, we have developed a software program to facilitate 
the comparison o f  large quantities o f  melodies. However all this will be the 
focus o f  another study, or rather o f  a book.
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