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ONSOZ

Eva Cséki ve Janos Sipos ile ilk defa 1986 yilinda geng bir diplomat
olarak karsilastim. O zamandan buyana gegen siirede kendilerinin Tiirk Halk
Miizigi derleme ¢alismalarini sebat ve mesleki 6zveri ile slirdiirmelerini takdir
ediyorum.

27 Mayis 2004 tarihinde, Ankara’da, Gazi Universitesi’nde diizenlenmis
olan sempozyum vasitasiyla Tiirk dostlarimizin Janos Sipos’un yaklasik yirmi
yillik halk miizigi arastirma c¢aligsmalar1 hakkinda bilgi sahibi olmalarindan
biiyiik memnuniyet duyuyorum. Bilimsel sempozyumun gergeklestirilmesini,
Tiirkiye Cumhuriyeti Devlet Bakani1 Ekselanslar1 Besir Atalay’n, Tiirk Isbirligi
ve Kalkinma Idaresi Baskanligi’min ve Macaristan Cumbhuriyeti Disisleri
Bakanligi’nin destegi miimkiin kilmustir.

Janos Sipos’un Tirk diinyasindaki ¢alismalari, arsivini meydana
getirmesi, halk miizigi malzemelerini bilimsel yontemlerle isleyisi, Béla Bartok
ve diger seckin Macar bilim adamlarimin ¢abalarina yaragir bir devam
niteligindedir.

Umit ediyorum ki, iilkelerimizin zengin olmakla birlikte giinden giine
kaybolan ortak kiiltlire] mirasin1 yetisen nesillere aktarmamizda yardime1 olacak
Tiirk Diinyas1 Halk Miizigi Arastirma Merkezi bir an 6nce kurulur ve 2006’da
Béla Bartok’un Tirkiye’deki derleme c¢aligmalarinin  70.  yildoniimii
miinasebetiyle halk miizigi arastirmalariyla mesgul olan Macar ve Tirk bilim
adamlar1 yeniden bir araya gelirler.

Ankara, Temmuz 2005

Istvan Szabo
Macaristan Cumhuriyeti
Biiyiikel¢iligi Miistesari



I. BOLUM

SEMPOZYUM
TURK-MACAR HALK MUZIGININ KARSILASTIRMALI ARASTIRMASI
27 MAYIS 2004

SEMPOZYUMUN HAMISI
TURKIYE CUMHURIYETI DEVLET BAKANI
PROF.DR. BESIR ATALAY

DESTEKLEYEN
TURK ISBIRLIGI VE KALKINMA IDARESI BASKANLIGI
VE
GAZI UNIVERSITESI



BILIMSEL OTURUM ACILIS KONUSMASI
Prof. Dr. Ali UCAN

Sayin Devlet Bakanimiz Prof. Dr. Besir ATALAY,

Sayin Macaristan Cumhuriyeti Ankara Biiyiikelgisi Ekselans Dr. Gabor
Zsolt SZALAY,

Saym Rektdér Yardimcimiz Prof. Dr. Ahmet AKSOY

Degerli Tiirk ve Macar Kiiltiir-Bilim-Sanat insanlari,

Degerli Meslektaslarim,

Basinimizin Degerli Temsilcileri,

Sevgili Ogrenciler.

Tiirk-Macar Karsilastrmali Halk Miizigi Arastirmalari  konulu
Sempozyumumuza hosgeldiniz!

Bugiin bu tarihi kurumda, bu tarihi mekanda gerceklestirmeye
bagladigimiz bu anlamli etkinligimize zaman ayirip geldiginizden ve
katildiginizdan dolay1 tiimiiniize tesekkiir ediyor, hepinizi saygiyla ve sevgiyle
selamliyorum.

Sempozyumumuz, kokleri tarihin derinliliklerine uzanan Tiirk-Macar
dostluk ve kardeslik iligkilerini miizikbilim alaninda yeni bir igbirligi ve ortak
calisma agamasina tagimanin somut bir gostergesini olusturmaktadir. Bu adimu,
diizenli araliklarla yenilerinin izlemesini diliyorum.

Programimizin en basinda agikga belirtildigi ve biraz 6nce yapilan agilis
konusmalarinda alt1 ¢izilerek vurgulandigi gibi bu Sempozyum etkinligimiz dost
ve kardes Macaristan’in Avrupa Birligi’ne tam iiye olarak katilimi1 dolayisiyla
gerceklestirilmektedir.

Sempozyumun bu oturumla birlikte yogunlasan ve derinlesen seyri
“bilimsel kisim” ve “sanatsal-belgesel kisim” olmak iizere iki bdliimden
olusmaktadir.

Sempozyumun bilimsel ve sanatsal-belgesel kismina iliskin Oturumu
acarken dost ve kardes Macaristan’in Avrupa Birligi’ne (AB’ye) tam iiye
olarak katilimasini candan kutluyor, dost ve kardes Macar ulusuna ve onun
degerli bireylerine AB i¢inde de Ustlin basarilar, siirekli esenlikler ve derin
mutluluklar diliyorum.

AB iilkelerine gore oldugu gibi iilkemiz Tiirkiye’ye gore de dost ve
kardes Macaristan’in Avrupa Birligi’ne tam iiyeligi her yoniiyle hakedilmis bir
iiyeliktir. Cilinkii dost ve kardes Macaristan Avrupa’daki 1000 yillik tarihi
boyunca Avrupa insanligina, Avrupa kiiltiiriine, Avrupa uygarligima, Avrupa
ilkiisine ¢ok Onemli hizmetler vermis, ¢ok biiyiikk katkilarda bulunmustur.
Bilimsel oturumumuzu acarken bu gercegi, altin1 ¢izerek bir kez daha
vurgulamakta yarar gorilyorum.



Bu Sempozyum’un Gazi Universitesi’nde gergeklestirilmesinin ¢ok
Onemli tarihsel, kiltiirel ve miiziksel nedenleri ve temelleri vardir. Bunlari
kisaca soOyle siralayarak agiklamak olanaklidir:

(1) Gazi Universitesi Tiirkiye Cumhuriyeti’nde kurulmus olan en eski,
en koklii, en donanimli, en birikimli ve en deneyimli miizik yiiksek dgretim
kurumunu biinyesinde barindirmaktadir.

(2) Gazi Universitesi’nde Tiirkiyesel, Avrasyasal ve kiiresel boyutlarda
calismalar yapilmasimi1 6ngoren Tiirk Miizik Egitimi Arastirma ve Gelistirme
Merkezi kurulmus bulunmaktadir.

(3) Béla Bartok’un 1936 yilinda Tiirkiye’de gergeklestirdigi inceleme-
derleme-arastirma c¢alismalart baglaminda ziyaret edip goriismeler yaptigi ve
konser verdigi tarihi Musiki Muallim Mektebi (MMM) 1937-38’de bugiinkii
Gazi Universitesi Gazi Egitim Fakiiltesi’'nin o zamanki adiyla Gazi Terbiye
Enstitiisii’'ne Miizik Béliimii olarak aktarilip baglanmis bir kurum niteligi
tagimaktadir.

(4) Ferenc (Franz) Liszt’in 1847 yilinda gelip konserler verdigi
Istanbul’da ziyaret edip gdzlemde bulundugu tarihi Muzika-i Humayiin Musiki
Muallim Mektebi (MMM)’nin baslica temellerinden birini olusturan bir nitelik
tasimakta ve boylece 19. ylizyildan gelen bu tarihi mirasin bir kismn MMM
yoluyla Gazi Universitesi’ne yansimis olmaktadir.

(5) GU-Gazi Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi
Béliimii’nde ve Miizik Egitimi Anabilim / Anasanat Dali’nda uygulanan Miizik
Ogretmenligi Lisans Programi’nda geleneksel Tiirk halk miizigi ¢ok yonlii ve
onemli bir yer almaktadir.

(6) GU-Gazi Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi
Bolimii’'nde ve Miizik Egitimi Anabilim / Anasanat Dalr’'nda uygulanan Miizik
Ogretmenligi Lisans Programi’nda Bartok’un ¢ok onemli bir yeri vardir. Genel
olarak Program’da uzun siireli ve genis kapsamli yer alan piyano egitiminde
Bartok’un Mikrokosmos’lari, keman egitiminde Duos’lart ve genel-6zengen
miizik egitimine yonelik ¢esitli etkinliklerde Cocuk Par¢alar: belirleyici bir yer
tutmaktadir.

(7) Biitiin bunlara da baglh olarak Gazi Universitesi genel ve &zel
anlamda Tirk-Macar kiiltiir, bilim, sanat ve egitim iligkilerine biiylikk 6nem
vermektedir.

(8) Gazi Universitesi genel ve 6zel olarak Tiirk-Macar iliskilerine farkli
diizeylerde yeni boyutlar, yeni islevler ve yeni igerikler kazandirabilecek bir
donanim, deneyim ve birikime sahiptir.

Bu kisa agiklama da gosteriyor ki bu Sempozyumun Gazi
Universitesi’nde diizenlenmesini gerekli, hakli ve yararli kilan pek ¢ok neden ve
ni¢in bulunmaktadir.

Bilindigi gibi Tiirk-Macar kiiltiir iligkilerinde Tiirkiye ve Macaristan
olgusu ve kavrami kadar Avrasya olgusu ve kavrami da ¢ok biiylik 6nem tasir.
Macar bilim insanlart Dr. Janos Sipos ve esi Dr. Eva Csaki, Bartdok’un



Macaristan’da, Balkanlar’da, Kuzey Afrika’da ve nihayet son olarak Anadolu’da
yaptig1 caligmalar1 gittikge genisleterek Avrasya boyutlarina tagimislardir. Dr.
Janos Sipos - Dr. Eva Csaki ikilisi, ilkin kiciik Avrasya’ya tasidiklari
calismalarini, zamanla orta Avrasya’ya ve giderek biiyiik Avrasya’ya dogru
genisletmislerdir. Dr. Janos Sipos ve esi Dr. Eva Csaki, bu paha bigilmez
calismalariyla Tiirk-Macar halk miiziginin karsilastirmali arastirilmasina
getirdikleri paha bigilmez katkilarin yanisira Tilirk miizik kiltliriiniin
derinlemesine ve genislemesine arastirilmasi calismalarina da ¢ok degerli
katkilarda bulunmus olmaktadirlar. Kendilerinin bu ¢ok degerli ¢alismalarina
bakarak “Avrupa’da iyi ki Macaristan ve iyi ki Macarlar var” diyoruz.

Bu oturumda ikisi Macaristan’dan ve ti¢li Tiirkiye’den olmak lizere bes
degerli bilim/sanat insanimiz konugmaci olarak yer almaktadir. Macaristan’dan
Macar Bilimler Akademisi bas arastirmacist ve Franz Liszt Miizik Akademisi
Ogretim Uyesi Dr. Janos Sipos ile esi Tiirkolog Dilbilimei Dr. Eva Csaki,
Tiirkiye’den Dokuz Eyliil Universitesi Devlet Konservatuvar1 Ogretim Uyesi
Prof. Dr. Necati Gedikli, Istanbul Teknik Universitesi Tiirk Musikisi Devlet
Konservatuvart Ogretim Uyesi Prof Yalgin Tura ve Gazi Universitesi Gazi
Egitim Fakiiltesi Miizik Egitimi Anabilim / Anasanat Dali Ogretim Uyesi ve GU
Tiirk Miizik Egitimi Arastirma ve Gelistirme Merkezi Kurucu Bagkani Prof. Dr.
Ali Ucan.

Tiirk-Macar Halk Miiziginin Karsilastrmali Arastirilmast konulu
Bilimsel Oturum’umuz kendi iginde ii¢ asamadan olusmaktadir: Birinci
asamada konu ¢ok degerli iki Macar konuk meslektagimiz Dr. Janos Sipos ve
Dr. Eva Csaki’nin Avrasya iilkelerindeki ¢alismalari iizerinde odaklanan genis
kapsaml1 sunumlariyla ortaya konulacaktir. fkinci agamada konu cok degerli
meslektaglarimiz Prof. Dr. Necati Gedikli ve Prof Yal¢gin Tura tarafindan
agirlikli olarak miizikbilimsel ve miizikyaratimsal yonleriyle, Prof. Dr. Ali U¢an
tarafindan ise agirlikli olarak miizikkiiltiirel ve yoOntembilimsel, yer yer de
miizikegitimsel yonleriyle ele almip islenecek ve irdelenecektir. Uciincii
asamada ise konu, konusmacilara izleyiciler de sorular1 ve goriisleriyle etkin bir
bigcimde katilarak ¢okyonlii tartigilacaktir. Boylece konu kendine 6zgii biitiinliigii
icinde degisik yonleriyle farkli acilardan farkli yaklagimlarla ele alinip
incelenmis ve degerlendirilmis olacaktir.

Sempozyum, ¢ok degerli Tiirk yonetmen Sezgin Tiirk’iin “Béla Bartok,
Tiirkiye, 1936...” adli 50 dakikalik belgesel/imgesel filminin gosterimi ve
yonetmenle sdylesiyle devam edecektir. Hazirlanmasini T.C. Kiiltiir ve Turizm
Bakanligi’nin destekledigi bu film, doneme iliskin belgelerin yardimiyla
Bartok’un giinlimiizden 68 yil Once Atatiirk déoneminde O’nun kurdugu
Halkevleri’nin resmi c¢agrisiyla gergeklestirdigi  Tiirkiye yolculugunu,
Anadolu’da yaptig1 derleme ¢aligmalarimi ve bu ¢aligmalarin yapildigi yerleri
tanitmaktadir.

Biitlin bunlarin ardindan Sempozyum tiim ¢aligma ve etkinliklerin genel
olarak degerlendirildigi kisa bir kapanig konusmasindan sonra ikili ve ¢okyonlii

9



tanigma, gorliisme, konugma ve bilgi aligverislerine de olanak saglayici bigcimde
diizenlenen bir kokteyl ile sona erecektir.

Sempozyumumuzun her yonilyle basarili olacagindan, etkili ve verimli
gececeginden ve yararli sonuglar doguracagindan eminiz. Ancak, bunun igin
Sempozyum siirecinde ortaya konulacak Onerilerin Sempozyumun bitiminden
itibaren adim adim gergeklestirilmesi gerekmektedir.

Simdi bilimsel oturumumuzun ilk asamasina ge¢iyorum. Biraz 6nce de
belirttigim gibi bu asamada Dr. Janos Sipos ve Dr. Eva Csaki’nin “Tiirk-Macar
Halk Miiziginin Karsiastirmali Arastirmasi” konulu bilimsel sunumlart yer
almaktadir. Hepimizin dort gozle bekledigi bu ¢ok dnemli sunumda ilk sozi
degerli Macar konuk meslektasimiz Dr. Janos Sipes’a veriyorum. Buyurun
Sayin Dr. Sipes, s6z sizin.
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MACARLARIN TURK HALKLARI ARASINDA
GERCEKLESTIRDIGI
HALK MUZiGI ARASTIRMALARI

(Giris)

Dr. Janos SIPOS

Her seyden once bdyle bir sempozyuma katilmama olanak saglandigi
icin tesekkiir etmek isterim. Organizatorlere, katilanlara ve Tiirk-Macar
kargilastirmali miizik arastirmalarinin Onciisii, milletimin bu konudaki ulu ve
yiice onderi Béla Bartok’a saygilarimi sunarim.

Bartok’u sik-sik anar, eserlerini dinleriz, hayat1 hakkinda yayimlanmis
kitaplar okuruz; bugiin de kendisi hakkinda bir film izleyecegiz. Ama belki de
onu anmamizin en gizel sekli, basladig1 calismalari devam ettirmek ve miithis
rityalarin1 gergeklestirmektir.

Ben etnomiizikolog’um, su anda Macar Bilimler Akademisi, Miizik
Enstitiistiniin Halk Miizigi Boliimiinde ¢alistyorum. En 6nemli arastirma alanim
cesitli Tiirk halklarina ait halk miiziginin karsilagtirmali arastirmasidir. Bunun
yani sira, Macar halk miizigini inceliyorum ve Fin-Ugor ve Tiirk halk miizigiyle
de ugrasiyorum

Diinyanin herhangi bir kdsesinde, herkes bir Macar bilim adaminin Tiirk
halklarin miizigiyle niye ilgilendigini, Tiirk halklar1 arasinda, Anadolu ya da Ig
Asya’da neden aragtirmalar gerceklestirdigimi sorabilir. Bunu belki de sirf siz
Tiirkler sormazsiniz, ¢inkii kanaatinize gbére Macarlar sizin batidaki
kardeslerinizdir. Simdi Macar miizik bilgini Bence Szabolcsi’nin bu konudaki
diistincelerini aktarmak istiyorum:

“Macar halk miizigi biiylik Asya miizik kiiltliriiniin bin yillik agacinin
buraya egilmis dalidir ki Cin’den Orta Asya yoluyla Karadenize kadar yasayan
degisik halklarm ruhundan kaynaklanmaktadir.”"

Konusmam {ii¢ b6liimden olusmaktadir.

Birinci boliimde, Macarlar tarafindan gereklestirilen ve Tiirk halk
miiziginin karsilagirmali arastirmast konusunda uzun zamandir siiren bir
caligmaya dikkatinizi ¢ekmek istiyorum. Baslangici Béla Bartok’un Anadolu
arastirmasiyla agmak istiyorum. Sonra ise arastirmanin nasil Avrasya c¢apinda
nasil genisledigini anlatacagim.

Ikinci boliimde; Anadolu, Azeri, Karacay-Balkar, Kazak ve Kirgiz halk
miizigi konusunda yaptigim arastirmadan ve bunlarin Macar halk miizigiyle olan
iligkilerinden s6z edecegim.

" Szabolcsi (1934).

11



Son olarak ise, ortak bir Macar-Tiirk halk miizigi arastirma grubunun
olusturulmas: Onerisinde bulunacagim. Bu grubun baslica amaci, Tirk
halklarinin miiziklerinin birbirleriyle ve diger halklarin (meseld Macarlarin)
miizikleriyle olan iliskilerini arastirmak olacaktir.

Simdi eski Macar-Tiirk tarihi iligkileriden bir 6zet dinleyelim.
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MACARLAR’IN ESKI TARIHINE,
ESKi TURK — MACAR iLiSKiLERINE DAIR
[Haci Bektas Veli Arastirma Dergisi 2004/30 pp. 187-191]
Eva CSAKI'
OZET

Macar’larin eski tarihinde Tiirk halklarin rolii 6nemlidir. Macarlar,
bagimsiz olarak siirdiirdiikleri hayatlarimin baslangicindan beri, cesitli
Tiirk kavimlerinin komsusu, ortagi, ya da seyyar saticis1 olmus, Tiirklerin
etkisi altinda kalmis ve bu ic-ice iliski yiizyillar boyunca siirmiistiir.
Macarlarin Kiiltiiriinde Tiirklerle etkilesimin kanitlar1 vardir. Macar halk
miiziginden etnografyanin cesitli sahalarina ve ozellikle Macar diline kadar
uzanan bir alana yayillmis ve kanitlanmis olan bu etkilesim, yiizyili askin bir
siiredir arastirllmaktadir. Tiirkoloji de bu yiizden Macaristan’da ulusal
bilimleri arasinda yer almaktadir.

Anahtar Kelimeler: Tiirk-Macar tarihi iliskiler

1. Eski Tiirk — Macar Iliskileri

Eski tarihte gb¢ eden halklar, 1ss1z yerlere yerlesmemislerdir. Genelde
bagka insanlarin da yasadig1 yerleri tercih etmislerdir. Tercih ettikleri sahalarda
bir azinlik olusturan yerliler, kiiltiire]l bakimdan kendileri kadar etkin degilse,
yeni gelenlerle giderek asimile olup kaybolmuslardir. Béylece, Latince bir ifade
ile bir substratum (alt tabaka) olusturmuslar ve ancak baz kiiltiirel 6zelliklerini
yiizyillar sonra da korumuslardir.

Biitiin Ural halklarimin ismini iki sekilde taniriz: Kendi deyisleriyle ve
diger halklar tarafindan verilmis adlariyla. Macarlara diger halklarin verdigi isim
ise Tiirk¢e kokenlidir, Avrupa’da neredeyse her dilde Tiirkge on + ogur sekliyle
karsilasiyoruz ve bu Dogu Islavlar tarafindan kelime basina eklenmis bir A-ile
yapilmustir: Hongroise, Hungarian vb.*

Macarlar’in kendi dillerinde kendilerine verdikleri isme ilk kez; Fin-
Ugor dil akrabalarindan ayrildiktan sonra M.O. 5. asirda, Macarlarin ortaya ilk

* Bu teblig, Gazi Universitesi’de 27 Mayis 2004te gergeklestirilen Dr. Jdnos Sipos Bir Macar Bilim Adam
adli sempozyumda sunulmustur.

T Tiirkolog, Macaristan.

¥ Bereczki’nin de kabul ettigi gibi Onogur ismi, Orta Cag Latince’sindeki hungarus yoluyla diger Avrupa
dillerine girmisti.
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¢ikislarindan yiizyillar sonra, Miisliimanlar tarafindan yazilmis~ Arapca ve
Farsca yazili kaynaklarda, rastliyoruz. Onlar ilk 6nce Ural daglariin giiney—
batisinda goriiriiz. Bozkirin bu bdlgesinden gelip gecen Arap ve Farisi
seyyahlar-saticilar gordiiklerini not etmislerdir.’

Macarlar, bagimsiz olarak siirdiirdiikleri hayatlarinin baslangicindan
beri, gesitli Tiirk kavimlerinin komsusu, ortagi, alicisi ya da saticisi olmus,
Tiirklerin etkisi altinda kalmis ve bu ig-ige iliski yiizyillar boyunca siirmiistiir.
Az Once belirttigimiz bolgelerde Macarlardan 6nce oturan Bulgar Tiirklerdi,
batiya dogru ilerledikleri i¢in daha sonraki ylizyillarda Macarlar hep Bulgar
Tiirklerini izlemislerdir.

M.S. 5. asirda Macarlar, Kafkaslarin kuzeyindeki Kuban nehrine kadar
ilerlemistir. M.S. 800’e kadar Don ve Kuban nehirlerinin arasindaki bolgelerde
bulunmuglardir. Bu bdlgede o siralar baristan  sorumlu olan Hazar
Imparatoru’nun yonetimi altina giren Macarlar, smir bolgelerinde gégebe bir
hayat stirmiis ve sinirlar1 korumakla gorevlendirilmislerdir. Burada Tiirklerden
tarim, meyvecilik ve hayvancilik tekniklerini 6grendiler. M.S. 635-670 yillan
arasinda yapilan Bulgar-Hazar savaslarinda; Macarlar, Hazarlarin yaninda
savagmiglardir. 7. yiizyila ait tek ve Onemli, yazar1 bilinmeyen bir Ravennali
cografyacinin kitabinda da belirtildigi {izere, Onogurlarin ana yurdu Kuban ve
Maiotis nehirleri arasinda idi.*

Etelkoz’de, Bulgar Tiirklerinin son kagani olan Kuwrat, eceli yaklasinca
650°de bes oglunu yanina ¢agirmis ve onlara birbirlerinden ayrilmamay1 tavsiye
etmistir. Ama o Oliir 6lmez, ¢ocuklar1 s6ziinii dinlememis, hemen ayrilmislardir.
Bulgar Tiirklerinden bir grup bugiinkii Italya’ya kadar ilerlemis ve Venedik
taraflarina yerlesmistir. Digerleri ise Karpatlar Havzasi’na ve Ozellikle de
Balkanlar’a yerlesmislerdir. Bulgar Tiirklerinin daha kalabalik bir grubu ise
Hazarlarin yaninda kalmig, 737°deki Arap akinindan sonra Macarlarin bir
grubuyla birlikte kuzey-doguya, Volga'nin dirsegine goc¢ etmislerdi. Bulgar
Tiirklerinin Macarlarla iligkileri {izerine bir¢ok kaynak vardir; on iigilincii
yiizyi1ldaki Mogol istilas1 6ncesinde o taraflarda hizmet eden Julidnusz isimli bir
Hristiyan kesis bunlarin arasinda hala Macarca konusanlarla karsilasmustir.’

M.S. 800’1l yillarda Kavar adini tagiyan kabileler, Yahudi dininden
kurtulmak i¢in Hazar Imparatorlugu’ndan ayrilip Macarlarla beraber batiya
dogru, Bulgar Tirklerinin en son ayrildiklari tlkeleri Etelkéz’e (nehirler arasi)
ilerlemislerdi.

. Cayhani’den sonra bir¢ok tarih¢i; Ibn Rusta, Gardizi, al-Bakri, al-Marwazi gibi Macarlardan bahsetmeye
baslamistir (Géckenjan-Zimonyi 2001).

" Yazari bilinmeyen Hudud al-‘Alam adli eserin el yazmasi 1258°den kalmis. Ural nehrinin gevresinde bir
Pegenek yerlesimini yazarken, Rus ve Macarlar’dan onlarin batidaki komsusu olarak sz etmisti. (Krist6 Gy.
ed. 1995:41).

# Kaynagin az oldugu sebepten konu hala karanliktadir (Ligeti 1986:348), (Golden 1992:102).
$ Daha detayh bir bilgi almak igin bk. (Rona-Tas 1996:248).

14



Bizanshi bir bilgin olan Arethas’in M.S. 902’de yazdigi bir metinde
Macarlar’dan s6z ederken onlara Macar degil de, Tiirk demesi bir tesadiif
degildir.” Macar dilindeki, Karpatlar Havzasi'na yerlesmeden 6nceki
zamanlardan kalma bes yiize yakin Tiirk asilli sdzciik, buna taniklik etmektedir.
Bunlarin tiimii bugiinkii kelime hazinemizde de yer almaktadir. Bu nedenle
yiizyillarca siiren bir Tiirk—Macar beraberligini diisinmemiz ve kiiltlirlimiiziin
ortak konularinda da aragtirmalar yapmamiz gerekir. En alt tabaka Tiirk¢e alint
sozciiklerimiz, yalnizca Macar dili degil, Tiirk dili tarihi i¢in de ¢ok degerli
kaynak saglamaktadir. Ornegin Goktiirk alfabesiyle yazilmis birgok metinde yer
alan ve eski Tirk¢eden 6diing aldigimiz Eski Tiirkge saw ‘a speech’ (Clauson
1972: 782), Eski Tiirk¢e bitig ‘inscription, book, letter, document’ (Clauson
1972:303), gibi bu ¢agdan giinlimiize kadar getirdigimiz sozciiklerin yerine
Tiirkiye Tiirkgesinde ¢oktan Arapga ve Farsga kokenli sozciikler gegmistir.

2. Tiirk Halk Biliminde Macarlar’in Cabalar1

Macarlarin kiiltiiriinde Tiirklerle etkilesimin kanitlar1 vardir. Macar halk
miiziginden etnografyanin ¢esitli sahalarina ve Ozellikle Macar diline kadar
uzanan bir alana yayilmis ve kanitlanmis olan bu etkilesim, yiizyili askin bir
stiredir aragtirilmaktadir. Tiirkoloji de bu ylizden bizde Macar ulusal bilimleri
arasinda yer almaktadir.

1870’te Budapeste Universitesinde kurulan Tiirkoloji kiirsiisiinii, bu
kiirsiiniin ilk profesorii Armin Vambéry’den baslayarak, Jozsef Thiiry, Ignac
Kunos, Gyula Németh, Lajos Ligeti gibi diinyaca tanmmus Tiirkologlar
yonetmistir. Bunlarin tlimiiniin ve bu arada benim de hocam olan kisilerin
aragtirmalarindan s6z etmemis olmam, bir saygisizlik degil de zamanimizin
kisith olmasindandir.

Ismini 1866°da, St. Petersburg’ta cikarttigi Proben der Volksliteratur
der Tiirkischen Stidmme Siid-Sibiriens adli eseriyle de tanidigimiz Alman
Tiirkolog Wilhelm Radloff, Macar Vambéry’ye 6rnek olmustu. Ikisi de Tiirkliik
biliminin gelismesinde biiylik bir rol oynamiglardir. Radloff’un bu essiz eserinin
sekizinci cildindeki neredeyse 600 sayfalik malzeme, Macar Tiirkolog Ignacz
Klnos tarafindan derlenmistir. Bugiin size, izinde en ¢ok yiiridiiglim halk
bilimci Kunos‘un arastirmalarindan s6z etmem gerekiyor.

Kunos’un Tiirk Halk Tiirkiileri adli kitabi 1998’de Tiirkiye’de
yayimlandi. Bu eserin son soziindeki su boliim Ignacz Kunos’un hizmetini
acikca ortaya koymaktadir: “Tiirk halk tiirkiilerinin toplanmasi i¢in 1926’dan
itibaren Istanbul Konservatuvari, 1936°dan itibaren Ankara Konservatuvari ¢ok
sayida geziler diizenledi, binlerce kayit yapildi. 1932’de kurulan Halkevleri,

* Ispanya’da dogmus Arap tarihgisi olan Ibn Hayyan ve ahalisi al-Bakri da Macarlar’1 Tiirk isimle anmistr.
(Réna-Tas 1993:10).
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dergi ve yayimlariyla, 1949°da kurulan Tiirk Folklor Arastirmalar: Dergisi
tiirkli derlemelerine de yer vererek ve nihayet 1966°da kurulan Milli Folklor
Arastirma Dairesi - daha sonraki ismiyle HAKEM- vasitasiyla bu alanda
epey mesafe kaydettik, kaydediyoruz. Daha oOnemlisi tlrkilerimizi milli
degerlerimiz katina ytikselttik, ...fakat bugiin elimizde bilimsel gerekleri yerine
getiren kapsaml bir tiirkii kiilliyatt maalesef yok (Ayni durum maalesef diger
halk edebiyati subeleri igin de gegerlidir). Yapilan calismalar ise daha ¢ok
popiiler niteliklidir. Ignacz Kunos’un Tiirk halk tiirkiilerini toplayip,
degerlendirirken gosterdigi 6zen, gergekten goz yasartici. Santyorum, onu hala
ornek alabiliriz.” (Oztiirk 1998: 174-5).

Macarlar arasinda tiirkiilerle Kanos’tan 6nce de ilgilenenler olmustu.
Janos Kresmarik’in yazdigr “Tirk Halk Tiirkiilerine Dair” adli makale 1879°da
yayimmlanmig. Arap harfleriyle yazilmig 18 tiirki Macarca ¢evirisiyle ve uzunca
bir 6ns6zle yayimlanmistir ve bu makale, Tiirk halk edebiyati konusunda ¢ikan
ilk Macarca eserlerdendir. Kunos’tan sonra da bir¢ok Macar Tiirkolog konuya
onem vermis, derlemeler yapmustir.

Macarlar’in bir gelenegine gore; bir ¢iftgi tarlasina giderken yolda bir
ceviz bulursa onu yemez, baskalarina da vermez; gelecege katkida bulunmak
uzere topraga gomer.

Bizim katkimiz da Janos Sipos’un yonetiminde on yedi yilda gesitli Tiirk
halklar1 (Tiurk, Kazak, Kirgiz, Azeri, Tatar, Karcay-Balkar ve diger) arasinda
gerceklestirdigimiz saha caligmalarimizin neticesi olarak olusturdugumuz Tiirk
Halk Miizigi arsivimiz olsun. Umit ediyoruz ki Tiirk — Macar eski tarihi ile ve
gelecekte bilimle ugrasmak isteyenler i¢in hem kaynak olusturduk hem de
izlenmesi kolay bir metot.
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MACARLARIN TURK HALKLARI ARASINDA GERCEKLESTIRDIGi
HALK MUZiGi ARASTIRMALARI
(Devami)
Dr. Janos SIPOS

Béla Bartok ve Zoltan Kodaly’in baglattigi bilimsel halk miizigi
arastirmalari, yiiz yildir siirmektedir. Ik basta, Macar halk miizigi derlemesi ve
analizinin yam sira komsu ve akraba halklarin halk miizigi kiiltiiriinin de
arastirilmasina baglanmistir. Arastirmanin dar bir alanla ya da birer iilkeyle
kisitlanmasi yanlistir, ¢iinkii halk miiziginin bir¢ok tabakasi alana baglidir.
Nehirler ve daglar gibi miizik de smir tanimaz. Kendi halk miizigimizin
oOzelliklerini ancak 6teki halklarin miizigini taniyarak degerlendirebiliriz.

Macar dilinin Fin-Ugor dil ailesine ait oldogunu herkes bilir, ne var ki
Macar halk miizigi hi¢ bir Fin-Ugor halkinin miizigiyle akrabalik gostermez. Bu
sagilacak bir sey degildir, ciinkii dilci ve tarihgilerin goriisiine gore Macar ve
Fin-Ugorlarin arasindaki akrabalik en ¢ok dil akrabaligidir, etnikle ilgili degildir.
Ne Macar halk miiziginin Fin-Ugor asilli halklarin miizigiyle ne onlarinkinin
Macar halk miizigiyle inandiric1 bir baglantisi yoktur.”

Macar halk miizigi, bircok yoniiyle Tiirk halklarinin miizigiyle akrabalik
gostermektedir. Bunun sebebi ise Tiirk halklarinin Macarlar, Macar kiiltiirii ve
halkinin olusumunda biiyiik bir rol oynamis olmasidir.

Burada bir not diiseyim. Biitiin diinya halklar1 gibi Macarlarin da
olusumu i¢in uzun bir yol kat etmesi gerekiyordu ve hala da gerekiyor.
Macarlarin olusumunda yedi Macar kavminin yani sira, bliylik bir olasilikla,
baslangigta bile homojen olmayan c¢esitli Tiirk, Islav ve diger halklar da biiylik
bir rol oynadilar. Bunun igin bilimsel ve objektif olmak istedigimiz zaman bir
tek anayurt yerine ¢esitli anayurtlardan bahsetmemiz ve degisik unsurlarini birer
birer aragtirmamiz gereklidir.

Béla Bartok ve Laszlo Vikar da aragtirmalarina Fin-Ugorlar arasinda
basladilar ve sonra Tiirkler arasinda siirdiirdiiler ve orada Macar halk miiziginin
tabakalarma benzer melodi stillerini buldular. Bartok’un Anadolu’daki saha
aragtirmasina 1936°da ara verildi ama Macar halk miiziginin dogu baglantilariyla
ilgili birgok makale ve kitap yayimlandi. Zoltan Kodaly, dncelikle Ceremis ve
Cuvaslarin halk miizigini ve onlarm Macar baglantilarim inceledi.” Lajos
Vargyas, Volga boyu halklarinin miiziginin biiylik ¢apli tarihi analizini

* Ceremis “quintile shift” (beslik degistiren) istisna olabilir, ancak burada bir Tiirk halki olan Cuvaslarin
etkisinden siiphelenebiliriz. Onlarin sahalarinda gergeklestirilmis derlemelere birgcok kez katilan G. Bereczki
(1994: 89) bu konuda sdyle diyor: “Cuvasgada bilinen bazi ses olgularini, Ceremislerin yasadiklari sahalarda,
tam Tiirklere 6zgli besli degisimden yararlanan ezgilerin yayildigi sahalarda, gérmekteyiz”. Ancak miizik ve
dil insanlarin bambaska araglaridir ve imit ederiz ki her ikisini inceledikten sonra daha kalic1 sonuglara
varabiliriz.

" Kodaly (1937-76).
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gerceklestirdi.” Szabolcsi ise daha genis capli uluslar arast miiziksel
baglantilardan bahsetti; Laszld6 Dobszay ve Janka Szendrei ise Macar agit ve
psalmodik stilin uluslar aras1 etnomiiziksel incelemesini gergeklestirdi.

Sovyet ve Macar Bilimler Akademisi arasindaki anlasma, Macar
aragtirmacilarinin Dogu halk miizigi arastirmalarimin yeniden baslamasina ve
Macar aragtirmacilarinin Orta Volga ¢evresine gitmelerine imkén sagladi. Genel
bir goriise gore Macarlarin ana yurdu burasidir ve incelemede bu yorenin
seciminin nedeni bu disiincedir. 1958 - 1979 wyillann arasinda Macar
etnomiizikologu Laszlo6 Vikar ve dilci arkadasi Gabor Bereczki, bu yorede
yasayan Fin-Ugor ve Tiirk halklar1 arasinda derlemeler gerceklestirdiler.
Kaydettikleri yaklasik dort bin ezginin biyik ¢ogunlugunu yayimladilar.’
Derlemelerinin 6zel degeri ise biiyiikk ve ¢ok uluslu yorenin halk miiziginin
tabakalarini titiz bir sekilde karsilastirmis ve bunlardan gilivenilir bir kaynak
saglamis olmasidir.

Bu iki arasgtirmaciya gore halk miizigi arastirmalari, sinirlart asarak ve
cesitli uluslan birlikte inceleyerek yapilmalidir. Laszl6 Vikar’in kanaatine gore,
Volga-Kama yoresinde Tiirk ve Fin-Ugor tabakalarmi ayirt etmek neredeyse
imkansizdir; genel ve ortak unsurlarini en basit ezgi stillerinden en karisiklarina
kadar bulmak miimkiindiir. Diger genel bir egilim ise, Tiirklerin halk miiziginin
yiizlerce yildan beri Fin-Ugor miizigini etkilemis oldugudur, bunun tersi ise
dogru degildir. Derlemeler sirasinda Macar halk miiziginin bir tabakasina benzer
bir miizik stili, Ceremislerle Cuvaslar arasindaki sinirin her iki tarafinda, ¢api
yaklasik 60-80 kilometrelik bir bélgede, her iki etnik gurupta bulunmaktadir.
Sonug olarak Volga-boyu halk miiziginin arastirmasi ve Macar halk miizigiyle
karsilastirilmasi bitirilmis sayilabilir.

Macarlarin bir bagka 6nemli dogu halk miizigi aragtirmasi ise Tiirkiye’de
gerceklestirildi. 1936’da Ahmet Adnan Saygun’un esliginde Béla Bartok halk
miizigi derledi. Bu derleme maalesef, yazarin 6liimiinden pek ¢ok yil sonra
yayimlandi: 1976’da Macaristan ve Amerika’da, 1991°de ise Tiirkiye’de. Bu
yayinlar, Macar ve Tiirk tarihinin belgeleri, Tiirklerle Macarlarin miiziksel
baglantilarin titizlikle inceleyen eserler ve ayn1 zamanda etnomiizikolojinin de
onemli eserleri olmasina ragmen yine de dikkat ¢ekmediler. Bu ilgisizligin
nedeni nedir acaba? Olast tiim cevaplar1 gbz ardi etsek bile, en azindan bir
cevabimiz vardir: Bartok’un Tirkiye’de gergeklestirdigi derleme o kadar az
ezgiden ibarettir ki ondan yola ¢ikarak giiniimiizde 70 milyonluk bir halkin
miizigi hakkinda gecerli bir sonuca ulagmak, bir iddiada bulunmak zordur.

Bu eserine Bartok yine de biiyiik bir 6nem verdi. Uzun bir aradan sonra
yaptigr ilk ve aym1 zamanda hayatinin son saha caligmasi oldu. Tiirk halk
miizigine o kadar biiylik bir ilgi gosterdi ki, Amerika’ya yerlesmesinden once,

) Vargyas (1953, 1980, 1981), Szabolcsi (1933, 1934, 1940, 1947, 1956), Dobszay — Szendrei (1977), Dobszay
(1983). En son olarak sonuglarindan Paksa (1999) konusmus.
" Vikar-Bereczki (1971, 1979, 1989, 1999).

19



ciddi bir sekilde Tiirkiye’de yerlesmeyi planladi. Derledigi malzemeden yola
cikarak, Macar halk miizigi ve Anadolu’da buldugu halk miizigi arasinda
kuvvetli baglarin bulundugunu kesfetmek onu ¢ok memnun etmisti. Kendisinin
sozleriyle:

“Kulaklarima inanamadim: Aman Tanrim! Bu sanki tipik bir eski Macar
ezgisinin bir variyasyonu gibiydi. Mutlulugumdan kendimi tutamadan yasl
Bekir’in soyledigi tiirkii ve caldigi miiziklerle hemen iki bant doldurdum...
Bekir’den duydugum ikinci tiirkii, yine bir Macar ezgisinin akrabasiydi: Aman,
dedim kendi kendime, bu artik miithis bir seye benziyor.””

Simdi Bartok’un ilgisini ¢eken bir Tirk ezgisine bakalim (sekil 1).

Ezgiyi 1990°da Veli Ozgiiner’den, Bartok’un 1936’da yaptig1 arastirmanin
bolgesinde kendim derledim.
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Sekil 1. Bir Tiirk ezgisi’

Degerli konuklarim, simdi izninizle size kendi arastirmalarimdan s6z
edecegim.

" Bartok (1937: 173).
" Notas1 T6r6k Népzene I kitabimda, No. 161°de bulunuyor, sesi Janos Sipos: Barték nyomdokain Anatélidban,
Adana-kornyéki gyiijtések, ED-CD 033 CD’nin 16. parcasi.
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Anadoluki Derlemelerim

Tiirk halklar1 arasinda gergeklestirdigim saha caligmalarim 1987°de
baslayan ve bugiine dek siiregelen bilimsel amagli Anadolu gezimle baslamistir.
Baslangicta, 6grenmek istedigim en 6nemli konu Anadolu Tiirk halk miizigi ve
Macar halk miizigi tabakalarinda Bartok tarafindan kesfedilen benzerliklerden
Ote bagka benzerliklere rastlamanin miimkiin olup olmadigiydi.

Onemli baglantilar1 kesfetmek icin dncelikle, diizenli, kolay ve anlasilir
malzemeye ihtiya¢ vardir. Ancak bugiine dek Macar halk miizigini bir¢cok bilim
adamu farkli agilardan siniflandirmigken, Tiirk halk miizigi konusunda bugiine
dek maalesef genel bir agidan bakilarak hazirlanmis bir siniflandirma yok
denecek kadar azdir. Tirk ve Macar malzemesini karsilastirmadan oOnce,
derlenmis Tirk ezgilerinin siniflandirmasini ve analizini de arastirmamin
baslangi¢ noktas1 yapmayi1 bir gérev bildim.

1988-1993 arasinda Tiirkiye’de asagi yukart 1500 ezgi derledim.
Bartok’un derleme yaptig1 yorelerde sahaya ¢iktim, sonra arastirmamin sahasini
giderek geniglettim. Bunun yam sira Tiirkiye’de bulunabilen ezgi yayinlarini ve
TRT repertuvarindaki ezgileri inceledim. Bunlar hakkinda hazirladigim
elestiriden sonra ii¢bin ezgiyle kendi aragtirmami tamamladim.

Aragtirmamin sonuglari, 1994’te Macar Bilimler Akademisi Miizik
Enstitiisti tarafindan yayimlanan “Térok Népzene I’ (Tiirk Halk Miizigi I), adl
kitabimda yer almaktadir. Yaptigim incelememin tanikligina gére Anadolu’da ve
Macar halk miiziginde Bartok tarafindan kesfedilen Macar-Tiirk benzerliklerin
oneminin ¢ok daha fazla oldugunu ve ayrica en az iki Macar ve Tiirk eski
tabakanin  birbirine olduk¢a ¢ok benzedigini kesf ettim.” En onemli
kesiflerimden biri ise Macar agitlarinin ve Anadolu’da bulunan agitlarin en
genel sekillerinin neredeyse ayni olduklaridir. Bu kesifin esasi, agitlarin
degisiklige en dayanikli ve en eski zamanlardan kalma iislip olmalaridir.

Caligmalarimin ikinci cildi, “7T6rok Népzene II” (Tirk Halk Miizigi 1I)
adli eser, yine Macar Bilimler Akademisi Miizik Enstitlisii tarafindan
yayimlandi. Bu ciltte Anadolu halk miiziginin genel smiflandirmasim
gerceklestirdim. En Onemli miizik UslGplari, stilleri ve smiflarimi tespit edip
aralarindaki baglantilarimi saptadim.

Bundan sonra, Bartok’un Anadolu’daki arastirmasini ve sonuclarini
tanitan  ve benim tarafimdan incelenmis daha biiylik bir malzeme ile
karsilastiran, ingilizce ve Macarca bir kitap yayimladim: In the wake of Bartok
in Anatolia (Anadolu’da Bartok’un Izinde) adli kitabi European Folklore
Institute, 2000 yilinda yayimladi. Bu eserimin genisletilmis ve gézden gegirilmis

* Mi-re-do ikili 6lgiilii melodi tipinin smifi, agit tipi sinifi ve “psalmodik” melodi tipi.
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Macarca baskis1 2001 yilinda Budapeste’de Bartok nyomaban Anatoliaban
adiyla ¢ikti.

Bu kitaplarimda Bartok’un Anadolu’daki derlemelerinin tanitimini
yaptim ve kendi saha ¢aligmalarimin da degerlendirme raporunu verdim. Bundan
sonra Macar halk miizigiyle benzerligi bulunan miizik tiplerini (mesela; ¢ocuk
oyunu ezgilerini, agitlarini, psalmodik stildeki ezgileri ve bazi daha kiigiik miizik
tipleri), Anadolu’daki biiyiik miizik tslaplarmi tanittim.” Analizime baska
halklarin ezgilerini de kattim, boylece Macaristan ve Anadolu’daki benzerlikleri
daha genis bir bigimde, uluslararasi ¢apta ortaya koydum. Ezgi benzerliklerinin
tanittminin yani sira Anadolu ve Macar ezgi stilleri arasindaki benzerliklerin
nedenini de anlattim. Bu nedenlerin genel insani ya da yoresel veya genetik bag
anlamimna geldiklerini bulmaya c¢alistim. Kitaba, ilgilenenler i¢in sunulan
ornekleri seslendiren iki de CD de eklendi.

Arastirma Sahasinin Genisletmesi

Yukarida anlattiklarimdan da anlasilacagi iizere Macar arastirmacilar
Volga-Kama yoresinin ve Anadolu halk miiziginin incelemesi konusunda biiyiik
cabalar gosterdiler. Belirttigim iki saha arasinda Tiirk halklar1 yasadigi icin
aragtirmay1 daha genis bir bolgeye yaymanin mantikli olacag: diisiiniildii.

Bu muazzam sahada yasayan Tiirkleri, kuzeyden gilineye dogru bakarsak
sOyle siralayabilirizz Cuvaslar, Tatarlar, Baskurtlar, Kazaklar, Tirkmenler,
Azeriler, Anadolu’daki Tiirkler, bunun yaninda Kafkaslar’da yasayan
Karacgaylar, Balkarlar, Kumuklar, Nogaylar ve Balkan Tiirk azinligi.

Glniimiizde bu muazzam sahada ve gerekirse bunun dogusunda
aragtirmalart silirdiirmekteyiz. Basta gelen miiziksel amacimiz incelenmesi
tamamlanmis olan Volga-Kama bdlgesini Anadolu ile baglamak, bdylece bu
muzazzam sahanin karsilastirmali miiziksel haritasini elde etmektir.

1987°den 1993’¢ kadar devamli kaldigim ve sik sik geri dondiigiimiiz
Anadolu disindaki aragtirmalarimiza; Trakya, Kazakistan, Mogolistan,
Azerbeycan, Kirgizistan ve bunlardan bagka Kafkaslarda yasayan ve Tiirkiye’ye
kagmis Karacay Balkarlar arasinda devam etmekteyiz.

Simdi size, bu arastirmalarimin sonuglarini igeren kitaplarimdan s6z edecegim.

" Psalmodik melodilerin merkezinde do-re-mi ¢ekirdek bulunur. Bu gekirdek simetrik bir sekilde ya asagiya ya
da yukariya ii¢ perde araligiyla ve bir bilyiik sekundla genistletilebilir. Tipik kadans formiilii 5(b3)b3, 4(b3)b3,
b3(b3)b3 ve 7(b3)b3 oluyor. Melodlerin ses genisligi oktavi agmaz. Macar psalmodik ezgileri hakkinda daha
genis bilgi almak i¢in bk. Dobszay-Szendrei (1988: 55-66) Macar ve Anadolu psalmodik ezgilerin iligkisi
konusunda ise bk. Sipos (2000: 96-128).
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Kazak Arastirmalarim

2001°de Budapeste’de Akademi Yayinevi tarafindan yayimmlanmig, CD
eki bulunan Kazak Folksongs from the two Ends of the Steppe [Bozkirm iki
Ucundan Kazak Tirkiiler] adli kitabimda Hazar Denizi’nin dogu kiyisinda
yasayan Aday Kazaklar ve Mogolistan’da yasayan Kazaklarm halk miizigini
kargilastirdim. Birka¢ giin 6nce Alma Ata’da Kazak Akademisiyle bu kitabimin
Kazakga yayimi konusunda goériismeler yaptim.

Bu kitabimda, Kazaklarin birbirlerinden {i¢ bin kilometre uzakta yasayan
iki grubunun, halk miizigini tanitmaktayim. Derledigim malzemeyi siniflandirip,
Ozelliklerini orantili bir sekilde tanittiktan sonra bu halklarin miizigini
karsilastirdim. Ayrica bu sahalarda yasayan diger Tiirk halklarin ve Macarlarin
halk miizigi stillerinde buldugum baglantilar1 tespit ettim.

Kazakistan’in Avrupa biiyiikliigiindeki yiizolgiisimiini ve Kazak
halkinin kompleks olusumunu g6z oniinde bulundurarak, Kazaklarin yasadig
sahada degisik miiziksel lehgeler bulacagimiz ¢ok agikti. Netice olarak Kazak
dili degisik lehgelerine ragmen de sasirtici bir sekilde homojendir; ancak halk
miiziginde buldugumuz degisiklikler, farkliliklar bundan biiyiiktiir.”

Elde ettigim miiziksel sonuglarla ilgili olarak simdilik kisaca su kadarini
sOylemek istiyorum: Mogolistan’daki Kazaklarin genelde do ve so [- pentatonik
ezgileri, daha ¢ok Cin’deki ve de Mogol - Tatar pentaton ezgilerine ve bazi
Macar pentaton ezgi Usliplarina benzerler. Giliney Kazakistan’da goriilen
diatonik miizik daha ¢ok Anadolu halk miizigine benzemektedir.

Pentatonik saha, Cin’den Mogolistan’a ve Kazakistan’1 gegerek Volga-
boyu bélgesine, ta Macar’lara kadar uzanmaktadir. Ayn1 zamanda bu pentatonik
miizik, glineyde; Kirgizistan’dan giiney Kazakistan’1, Tiirkmenlerin ve
Azerilerin yerlesimlerini gegerek Anadolu’ya dek pek ender goriiliir ya da
bulunmaz. Agitlarin1 inceleyince kompleks baglantilara rastladim. Baz1 agidan
Giliney Kazak agitlari, Anadolu’daki agitlara, bagka ac¢idan ise Mogolistan’daki
agitlara benzemektedir. Tiirk ve Macar agitlarinin kisa sekliyle hemen hemen
ayni olan Giiney Kazak agitlarina da rastlamak miimkiindiir.

Simdi de Bartok’un Tiirkiye’deki derlemesi sirasinda buldugu ve c¢ok
begendigi Anadolu — Macar miizik iislibuna ait, Giiney Kazakistan’dan
derledigim bir agit dinleyelim (sekil 2).

* Rus etnomiizikologu V. Beliaev’e gore Kazakistan’da ii¢ ana miizik lehgesi bulunmaktadir: Giiney-
Kazakistan yani Maveraiinnehir, Aral golii ¢evresi ve Sir-Derya boyu tiirkiilerinin ana 6zelliginin sekil basitligi
ve ritmik bakimdan kuralli olduklari sdylenebilir. Batida, Ural daglarindan 6tedeki sahalardaki, Hazar Denizi
kiyilarindaki ezgilerin 6zelligi ise, bilyiik ses genisligi ve lirik melodilerdir. Bundan bagka sekil bakimindan en
¢ok terme ve regitatif yani konusur gibi okunan giifte veya makam sekilleri tipik oluyor. Kazakistan’in orta
bolgelerinde ise melodi bakimindan 6zel bir zenginlik, gelismis melodiler ve birlesik siir bigimi bulunmaktadr.
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Sekil 2. Giiney Kazak ezgisi”

Azeri Arastirmalarim

Kazak arastirmalarimdan sonra incelemelerime Azerbeycan’da devam
ettim. Bu ¢alismamin bir sonucu olarak bu yil, Akademi Yayinevinde Azeri
Folksongs—at the Fountain-head of Music (Azeri Folksongs—Miizigin pinarinda)
adli kitabim ¢ikacaktir. Bu cildin Azerice yayinini Bakii’de de planliyoruz.

Azeriler her ne kadar Anadolu’daki Tiirklerin yakin dil akrabalari olsalar
da, iki halkin olusumu farkli bir sekilde gerceklesmistir. Azeri halk miiziginin
Anadolu ve diger Tiirk ve Macar halk miizigiyle ve tabakalariyla olan iligkisinin
incelemesi bize makul geldi. Azeriler disinda Tatarlar, Avarlar, Zahurlar,
Yahudiler ve Ruslar arasinda gergeklestirdigim derlemeler sayesinde, Azeri halk
miiziginin Azerbeycan’da yasayan azinliklarin halk miizigiyle olan iliskisini de
incelemeye firsat buldum.

Kitabimda 0Onsézden sonra Azerbeycan’in tarihi, ardindan da saha
calismalarimin fotograflarla ve haritalarla donatilmis tanitimi yer almaktadir.
Eserimin baslica 0Ozelligi Azeri miiziginin stillerinin ve isliplarinin
karsilastirmali analizidir. Kazak kitabimda oldugu gibi burada da bol bol notaya
yer verdim. Bu notalar sayesinde Azeri halk miiziginin diinyasini makaleler
okumadan tamima firsati buluyoruz. Ekledigim notlar ve Ingilizce gevirisi
sayesinde metinler Azeri diline ve halk kiiltlirline ilgi duyanlar i¢in faydal
olmaktadir. Kitabin sonunda ise indeksler ve fihristlerin yani sira derlememin en
0zgiin ve en giizel ezgilerini iceren CD yer almaktadir.

* Janos Sipos, Kazakh Folksongs from the Two Ends of the Steppe (CD eki ile), Akademia Yaymevi,
Budapeste, 2001, tr. 14.
 Azerbaycan’da 35 farkli yerden 110 tiirkiicii ve miizisyenden 620 melodiyi kaydettim.
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Azeri halk miiziginin basit, ama ayn1 zamanda eksiksiz diinyasinda belki
de miizigin en eski tarihinden kalma ilkel bir miizik {islibu, tam giizelliginde
yasamaktadir. Miizigin en eski tarihini tamimak 6nemlidir, ¢linkii daha sonraki
gelismis Usliplar ancak boylece anlasilabilir. Azeri halk miizigi Tirk halk
miiziginin i¢inde 6zel bir yere sahiptir ve hem komsu hem de daha uzaklarda
yasayan Tiirk halklarinn halk miiziginden farklidir."

Kitaba ekli CD’den simdi bir Azeri uzun hava ezgisine oradaki adiyla
bir bayatiya bakalim. Bunu dinleyince birkag¢ sesten olusan miiziksel seklin ne
kadar etkileyici olabilecegini kendimiz de farkedebiliriz (sekil 3).
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Sekil 3. Azeri bayati’

* Birgok Azeri melodinin Anadolu’da benzeri olmakla birlikte, en inandiric1 benzerlerin Kuzey-Anadolu’da
rastlamak olanag: vardir, ancak burada yasayanlarda Kiirt ve Azeri azinligin oran1 da biiyiiktiir.

T Sipos Janos, Azeri Folksongs - At the Fountain-Head of Music kitabin CD’si, Akademi Yaymevi, Budapeste,
2004, tr. 2.
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Azeri aragtirmalarim sayesinde, daha glineyde pentatonik miizigin ender,
daha cok ilkel miiziksel sekillerin, asgari ses genisligi ve de bir ya da iki
merkezli yapilarin bulundugunu tespit ettim.

Kitaplarimin tanitimindan sonra sira su andaki aragtirmalarimiza geldi.

Aktiiel Projeler

Bugiinlerde Macar Bilimler Akademisi ve Britanya Kraliyet
Akademisinin destegiyle ii¢ proje yiirlitmekteyim. Bunlarla ilgili bir¢ok
makalem yayimlandi, monografileri ise hala hazirlamakla ugrasiyorum.

26



Kafkaslar ve Tiirkiye’deki Karacaylarin Miiziksel Yasam

Kafkaslarin kuzey yoresi, Macarlar’m olusumunda Onemli bir rol
oynamaktadir. Karpatlar Havzasina go¢ etmeden Once Macarlar, yasamlarini
Hazar imparatorlugu’nun smnirlar icinde, bu bolgede siirdiirmiislerdir.” Macarlar
burada Onogurlarla, Sabirlerle Tiirklerle, Tiirk-Hazarlarla, Bulgarlarla ve burada
yagsamis olan Oteki halklarla iligkiye girmis. Bu ylizden, Kafkaslarda yaptigim
arastirma yalnizca yukarida anlattigim genis ¢apli projemin bir sonraki adimi
degildir, Macarlarla &zel bir ilgisi de vardir. Ilk kez 2000 yilinda Karagay-
Cerkesya’da ve Kabardo-Balkarya’da Karacay, Balkar ve diger Kafkas halklar
arasinda derleme yaptim. Gelecek yil ayni1 yorede bir saha arastirmasi yapmay1
planliyorum.

1904-1905 yillarnda bir grup Karagay ve Balkar, 6zellikle Kuzey
Kafkaslarin Teberda yoresinden Tiirkiye’ye gd¢ etmis ve glniimiize dek de
burada yasamayi siirdiirmekteler.” Bundan sonra, Birinci Diinya Savasi
sonrasinda Kafkaslardaki bazi Karacay ve Balkar gruplar1 zorla siirgiine
gonderilmemek icin Tirkiye’deki akrabalarina katildilar. Bu insanlar ana
dillerini koruyor ama ayni1 zamanda eski kiiltiirlerini ve ezgilerini unutmaktalar.
Genelde aziliklarin kiiltiiriiniin arastirmasint ben ¢ok oOnemli saymigimdir,
clinkii onlar arkaik durumlarini saklayip korurlar ve bunun yani sira, bunlar
tizerindeki arastirmalarla kiiltlirlerin  sekillenmesini  ve birbirlerini nasil
etkiledigini de dogrudan gézlemleyebiliriz.

Macarlar ve Karagaylar arasindaki miiziksel benzerlikleri 6zetlemeden
once Bartok’un derin bir anlam tagiyan diislincesini analim:

“Benim tahminim; biitiin diinyada bulunabilen her tiirlii halk miiziginin,
yeterince halk miizigi malzemesi toplandigi ve makale hazirlandigi zaman
aslinda birkag ana sekil, iislip ve stil gesidine dayandigini bulmaktir.”*

Karacay-Balkar c¢ocuk ezgileri, psalmodik ve agit ezgileri, Macar
ezgileri, Anadolu’daki ezgiler, baz1 Bulgar ezgileri ve Slovak ezgileri genelde
ayn1 ana islaba aittir. Ancak bu genel {islp 6zdesliginin yan1 sira, 6zel etnik ve
yoresel farkliliklarin bulundugunu da gorebiliriz.

Macarlar ve Karacaylarin bazi 6nderleri uzun zaman birlikte yasadiklari
icin bu iki toplum arasinda bol bol miiziksel olgular bulacagimizi tahmin

" Kafkaslarin kuzeyi, Macarlarm olusumunda ve eski tarihinde 6nemli bir bélge olmus. Macarlar Don-Kuban
bolgesindeki anayurtlarina, birlikte olduklart Ogur Tirklerinden olan Kabar kabileleriyle besinci asirda
ulastilar. Hazar imparatorlugu’nun buyruguna girdikten sonra hayvancilik ve tarim 6grenmege basladilar.
Kuzeyde, Imparatorluga sonradan katilmis halka uygun bir gérev olarak simirlari koruma isini iistlenmisler,
gliney batida ise Alanlarla temasa girmiglerdir. Macar tarihi kroniklerinde Hunor ve Magor adindaki iki Macar
prensin Dula isimli Alan hiikimdarinin kizlarin1 Azak Denizi’nin batakliklarindan kagirmalari bir rastlant:
degildir. Olay belki de tam bu bolgede gergeklestirilmis olan Alan—Macar hiikiimdarlarin birbirleriyle
evlenmelerinden soz etmektedir.

 Anadolu’da oturan Karagay-Balkarlarin yerlesim merkezi, Konya ile Eskisehir arasina diiser.

¥ Bartok B. (1937), Népdalkutatas és nacionalizmus [Tiirkiilerin Aragtirmast ile Milliyetgilik], Tiikor V. évf. 3.
marcius pp. 166-168.
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edebiliriz. Karagay miiziginde pentatonik dizilere ¢ok ender rastlanir ve Macar
halk miiziginde bol bulunan beslik degistiren olgusu da Macarlarinkinden
oldukga degisik bir sekilde ger¢eklesmistir. Yine de bu izlerden dolay1 Karagay-
Balkarlar’da eskiden degisik miiziksel sekillerin de olustugunu ve bunlarin
karigik halk olusumu sirasinda geri ¢ekildigini ve kayboldugunu tahmin
etmekteyiz.

En disiindiiriici benzerliklere agitlarda karsilastik. Macar ve Karacay
agitlarinin da dahil oldugu bu miizik {islibu bagka halklarin halk miiziginde de
bulunabilir. Ozel olgular, ezgi sekillendirmeleri ve o6zellikle en basit agit
¢esidinin gelistirilmesi tarzi bize daha genis ortak kdken hakkinda bilgi verir
veya en azindan daha somut miiziksel akrabalig1 arayan arastirmalar yapmamiza
izin vermektedir.”

Simdi Anadolu ve Macar agit sekillerinin akrabasi olan bdyle bir
Karagay ezgisini dinleyelim. Her ne kadar bir nenni dinleyecegimizi diisiiniirsek
de Tirk halklarinin kiltiiriinde agitlar, gelin ugurlamasi melodisi ve nenni
ezgileri arasinda somut bir miiziksel baglanti oldugunu bilmekteyiz (sekil 4).
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Sekil 4. Anadolu Karagaylarin agidi’

* Kabardlarin halk miiziginde her ne kadar benzer melodiler bulunsa da; Macar halk miizigiyle, isimlerinden
baska bir iligkileri bulunmaz.
¥ Sesi: Janos Sipos, Folk Tunes from the Two Sides of the Caucasus, Hungaroton Classic HCD 18253, tr. 19.
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Kirgiz Halk Miizigi

Yerlesimleri her ne kadar yukarida tanittigim bdlgelerin  disinda
bulunursa da Cin’e ve Mogolistan’a yakin yasayan Kirgizlarin halk miizigini
tanimak Onemlidir. Maalesef, Kirgiz halk miizigiyle ¢alismaya basladigimizda
Tiirk halk miizigi arastirmalarimizda da ¢ok karsilagtigimiz bir giigliikle
karsilastik: Bu konuda genel bir eser yoktu.

Biitiiniiyle Kirgiz halk miizigini igeren bir monografi, bir tek kisinin
yapabilacegi is degildir, ama iyi se¢ilmis bir iki yore ve orada yasayan insanlarin
miiziginin saglam bir incelemesi yapilabilirdi ve bu benim i¢in ¢ok heyecan
vericiydi. 2002 Eylil-Ekim aylarinda bu yolda ilk adimi attim. Amacim kii¢iik
iki bolgenin miizigini derlemek ve karsilastirmakti. Sahalarin birincisi Isik
Kol’in giineyinde yasayan Bugu kabilesine bagli Bapa askabilesinin oturdugu
yerdi. ikincisi ise ¢ok yoksul olan ve Kirgiz geleneklerini ¢ok iyi koruyan Narin
ilgesinde Atbasi civarindaki Cerik kabilesinin yasadigi yerdi."

2004’te Atbasi ¢evresinde basladigim arastirmaya Tien-san ¢evresindeki
onbes kdyde devam ettim. Bdylece derlemesi yapilan binden fazla ezgiye
dayanarak bu iki Kirgiz yoresinin miiziginin, burada yasayan kabilelerin
miizikleri arasindaki farklara ve benzerliklere 151k tutarak temel bir miiziksel
harita ¢izilebilir, kanaatindeyim.

Kirgiz halk miiziginin hizla yok oldugunu gordigiimiiz i¢in Kirgiz halk
miiziginin derlemesinin hemen yapilmasi gerektigini diisiiniiyoruz. Bu ¢alisma,
ya Oniimiizdeki on yilda gerceklesecek ya da asla. Agitlarin disindaki eski
ezgileri yalnizca 64-70 yastan yukari yaslilar biliyor; ama onlardan da ancak
hafizalarimi zorlayarak dgrenebiliriz. Ne kadar acil bir durumdan s6z ettigimizi
sizin de bilmeniz gerekir. On yila kalmaz, bu nesil kaybolup gider ve onlarla
birlikte Kirgiz halk miiziginin eski tabakalarinin da izi kaybolur.

Dikkatinizi simdi yalnizca bir olguya ¢ekmek istiyorum: Kirgiz
agitlarinin, yani gosoglarin ozellikleri Macar ve Anadolu’daki agitlarin genel
sekillerinden oldukga farklidir (sekil 5a). Ayn1 zamanda Anadolu’daki agitlara
benzeyen ezgilere Kirgiz halk miiziginde basit halk ezgisi ve de Ramazan’da
sOylenen Jaramazan ezgisi olarak bol bol rastlanir (sekil 5b-c).

" 2002°de Isik-Kol kiyilarida 25 yerlesim yerinde, 54 kaynak kisiden 220 tiirkii; Atbasi gevresinde ise 10
koyde ve yayladaki ¢adirlarda oturan 86 kaynak kisiden 330 tiirkii kaydettim.
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Sekil 5. Kirgiz ezgileri a) agit, b) tiirkii, c) Jaramazan ezgisi

Trakya’daki Bektasi Nefesleri ve Tiirkiileri

Bugiinkii Bulgaristan sahasindan Tiirkiye’nin Avrupa tarafina go¢ etmis
Bektasiler arasinda simdiye kadar gergeklestirdigimiz saha ¢alismasi sirasinda
dokuz vyiiz ezgi kaydettik.” Trakya’daki Bektasilerin dininden séz eden,
nefeslerinin sdzlerini iceren kitaplar yayimlandi, ama miizikleri konusunda
glinimiize dek genel bir monografi hazirlanmadi. Cemler sirasinda sdylenen
ezgilerin ne Istanbul Konservatuvar’inda ne de Giil Deste isimli kitaplarda
bulunan ezgilerle ayni oldugu aciga kavustu.

Hazirlanmakta olan kitabimizda Trakya’daki Bektasi cemiyetinin dini ve
halk miizigi geleneklerinin incelemesini ve Macar ve Tirk halk dini miiziginin
karsilagtirmasin1 yapacagiz. Siradaki Ornegi dinledigimizde Trakya’daki ezgi
diinyasinin Anadolu’daki agitlarin en belirgin sekillerinden ne kadar farkli
oldugunu gorebiliriz (sekil 6).

* 24 kdyde, 150 kaynak kisiden 883 tiirkii veya nefes kaydettik.
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Sekil 6. Trakya’daki agit

Son olarak Bektasi ve Alevi miiziginde ve genelde Anadolu’nun pek ¢cok
yerinde yaygin olan ve Macar halk miiziginde de 6énemli bir tabaka olugturan
“psalmodik” ezgilere bakalim (sekil 7a-c).

/T
o) o Dg
) 1) o f o 7) |
F o f —® I i f ]
] | 1 1 1 | | 1
V1 "4 1 1 T ! 1 ]
.) I
—
y - - — f i —
—
—~ /—\ —
%S @ E E‘ : —S f
0 PN I |

a) Bektasi nefesi
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Sekil 7. Macar, Trakya ve Anadolu psalmodik ezgileri a) Bektagsi nefesi,
b) Macar ask ezgisi, c) Anadolu ask ezgisi

Arastirmalarimi  bdyle kisaca tanittiktan sonra, tebligimin tgiincii
bolimiine geciyorum. Bu bolimiin ana konusu ise, gergeklestirilmesini
istedigim ortak bir Tiirk—Macar Halk Miizigi Aragtirma Grubudur.
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Onerdigimiz Tiirk — Macar Halk Miizigi Arastirma Grubu Hakkinda

Budapeste’de ¢alismakta oldugum Miizik Enstitiisii Halk Miizigi Subesi,
Orta Avrupa’daki halk miizigi arastirmalarinin merkezidir. Derlenmis ve
yayimmlanmis olan miizik malzemesi ile diinya ¢apinda 6nde gelen merkezlerden
biridir.”

Macarlarin 200 bin ezgiyi i¢eren malzemesinin yani sira Bartok, Vikar
ve Sipos’un saha ¢aligmalariin bir sonucu olarak Macar Bilimler Akademisi
Halk Miizigi Kiilliyatinda yaklagik 15.000 iyi belgelenmis, notaya alinmis
Cuvas, Tatar, Bagkurt, Karacay-Balkar, Kazak, Kirgiz, Mogol, Azeri ve Tiirk
ezgileri bulunmaktadir.” Derlemesi yapilan ezgilerin notaya alinsi, sisteme
koyulmasi ve kayitlarin bir listesinin gikarilmasi hemen hemen bitmek iizeredir.
Su giine dek kayitlarin ve nota malzemelerinin dijitalizasyonu ve homojen
bilgisayarla sorusturulmasini saglayacak bir sisteme yerlestirilmesi hala
siirmektedir. Bu 6nemli kiilliyati ender kilan, yalnizca iginde bulunan miizik
malzemesinin ¢ok fazla olusu ve diizenli olusu degildir; iist diizey bir bilimsel
incelemeden gegmis olmasi, bu malzemelerle ilgili olarak yayimlanmis onlarca
kitap ve makalenin bulunmasi, karsilastirmali analiz yapmaya imkan saglamasi
bakimlarindan ¢ok 6nemli bir arsivdir. Bartok ve Kodaly tarafindan baslatilmig
Macar Halk Miizigi Kiilliyat serisinde, arsivde bulunan biitlin ezgilerin elestirisi
yapilmis; bunun yani sira bircok makale ve kitap, bu malzemeden s6z
etmektedir. Macar halk miizigi arastirmasini Béla Bartok ve Zoltan Kodaly gibi
yiice onderler baslattig1 i¢in bir kez daha siikretmeliyiz. Bugiinkii sonuc¢larda da
onlarin pay1 var, ¢linkii giiniimiiziin aragtirmacilar1 bu yiice dnderlerin sayesinde
daha genis bir bakis acisina sahiptirler.

Uluslar arasinda gergeklestirilen karsilastirmali arastirmalar, cabalar
birlestirildigi ve her ¢esit destegin kazanildigi zaman daha etkilidir. Bu yiizden
bir Tirk-Macar halk miizigi arastirma grubunun ve bir ortak kiilliyatin
olusturulmasi 6nemlidir.

Tahmin edeceginiz gibi, bugilinkii zengin milletler atalarmin, eski
nesillerinin miizigine sahip olmak i¢in ne gerekiyorsa yaparlar kuskusuz. Ama
Ingilizler, Fransizlar ve daha bircok halk igin artik bu olanak elde degil.
Uygarligin gelismesi ve Orta Cagin Bati kiiltiiriini birlestirici etkisi yiiz yillar
once kendi miiziklerinin en eski tabakalarinin kaybolmasina yol agmustir.

Tiirk halklar1 i¢inde en kuvvetli olan Tirkiye’nin durumu farklidir.

Burada halk miizigi hala yasamaktadir. Ustelik giincel kiilliyat igin gereken
bilgisayar teknolojisi de yeterince yaygindir. Bu kadar biiyiik bir halk grubunun

" En 6nemli isi dogal olarak Macar halk miiziginin incelemesi olup onun disinda Fin-Ugor ile Tiirk halk
miizigini de inceler.

T 1. Anadolu’dan Tiirk (1500 ezgi); 2. Trakya’dan Tiirk (800 ezgi); 3. Giiney Kazak (400 ezgi); 4.
Mogolistan’dan Kazak (200 ezgi); 5. Azeri (650 ezgi); 6. Karagay-Balkar (600 ezgi); 7. Kirgiz (850 ezgi).
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kiiltiiriini saklamas1 onemlidir ve biitlin Tiirk halklar1 arasinda bu gorevi,
gergekei olmak istersek Tiirkiye’nin iistlenmesi dogru olur.

Daha uzaktaki amag, bir Tirk arsivi ve arastirma grubunu olusturmak
olacaktir. Bu grubun goérevi; Tiirk halklarinin miizik malzemesini belgelemek ve
yonetmek, bunun yanmi sira da karsilagtirmali halk miizigi arastirmalar1 ve
analizleri yapmak ve tamamlayict derlemeleri gergeklestirmek olacaktir. Ilk
once, 2005 yilinda baslayip 2010’°a kadar bir Tirk merkezi ve bir Macar
arastirma grubu kurmakla ise baslamay1 diisiinmekteyim. Tiirk Merkezinin ilk
gorevi Tiirkiye’deki arsivleri bulmak, satin almak ve kataloglamaktir.” Bunun
yani sira Anadolu’daki halk miiziginin genel bir incelemesi ve bilimsel
siniflandirilmas1  gergeklestirilecektir. Bu konuda ben de simdiye dek
gerceklestirdigim arastirmalarimla yardime1 olmak isterim.

Tiirk Merkezi, Tiirk arastirma grubuna alt yapiy1 saglayacak ve dijital
arsivlere de yer verecektir.” Arsivin organize edilmesi, islerin diizenlemesi,
kataloglama, ezgilerin notaya alinmasi ve genel olarak arsivde bulunan
malzemelerin bilimsel incelemesinin bu islerden sorumlu bir Tiirk bilim adamin
tarafindan yiiriitiilmesi bence ¢ok énemlidir.*

Gelecekte de yabanci arsivlerle, Ttniversitelerle, enstitiilerle ve
arastirmacilarla  baglant: kurulmasmi ve yiiriitiilmesini oneriyorum.' Eski
Sovyetler Birligi’nde bulunan Tiirk Cumhuriyetleriyle olan isbirligine ve
takaslara O6zel Onem gosterilmeli. Oralarda da birer tane arastirma subesi
kurulmasint ve oradaki arsivlerde bulunan malzemelerin orada dijitalize
edilmesini 6neriyorum.” Kalifornia’daki UCLA’da ¢alisacagim zaman, oradaki
arsivlerle degis tokus yapilmasini tavsiye edecegim.

Macar gurubunda ise; Tiirk halklar1 arasinda gergeklestirdigimiz
derlemeleri genisletip, inceleyecegiz, kiilliyata dijital olarak yerlestirecegiz. Bu
calisma Macar Bilimler Akademisi Miizik Enstitiisiinde iki Macar uzmani
tarafindan siirdiiriiliir. Bunlarin biri Macar, digeri ise Tiirk tarafinca desteklenir.
Macar grubu yilda iki kez Tiirk Merkezine danisir.

* Onerdigimiz Tiirkiye’deki arastirma merkezi eger derlemeler de gergeklestirirse — ki bu gok faydali olacak —
o zaman dijital kamera, mikrofon ve DAT teybini de tedarik etmek gerekmektedir.

T Merkeze, bir internetle donatilmis bilgisayar, iki tane bilgisayar ses ve resim dijitalizasyonunda kullanilmak
tizere ayrica iki bilgisayar, CD-DVD yazan alet, scanner, fotokopi makinesi, printer ve ¢esitli program ve
belletmeler de gerekmektedir. Kiilliyatler i¢in CD ile DVD’de saklandiklari i¢in fazla biiyiik bir yer gerekmez.
Toplanmasi gereken makale ve kitaplar ise enstitii kiitiphanesinin temelini olustururlar.

iki tane yar1 kadyroya da ihtiyag goriiniir. Uzmanlarin biri giinliik organizator olarak calisir, digeri ise
arsivlestirmeyi gerceklestirir. ikisi de malzemenin notaya alinmasina ve kataloglamasina da katilirsa daha iyi
olur. Bu islere iiniversite/konservatuvar dgrencileri de 6gretim elamani yonetiminde katilabilir.

¥ Mesela, Moskova, St. Peterburg, Mogolistan, Berlin, California (UCLA) ve saire.

™ Boyle bir subeye ise, bir ses kartiyla, CD yazar ve printerle donatilmig Pentium 5 tipi bilgisayar uygun
goriinmektedir.
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Macar grubunun 2005-2010 yillar1 arasinda gergeklestirilecek
caligmalari:

a. Asag1 yukar1 2000’e yakin ezginin notaya alinarak onlara ait notalar,
fotograflar ve videolar dijitalize edilecek. Bdylece elde edilen malzeme,
homojen, aragtirilabilir bilgisayarl1 ortamda birlestirilebilecektir. Dolayisiyla
mevcut biiyiik kapsamhi Tirk Miizigi Kiilliyat1 genisletilmis olacak ve Tiirk
halklarindan derlenmis malzemelerin genel smiflandirmasina en iyi Ornek
saglamus olacaktir.”

b. Kafkaslarda Kirgizistan’da Romanya’daki Tiirk ve Tatarlar arasinda,
Anadolu’da saha c¢alismalar1 gerceklestirecegiz, boylece bugilinkii arsivi 2000
ezgiyle genisletecegiz.

c. Volga-Kama’dan Anadolu’ya kadar uzanan sahada yasayan Tiirk
halklarmin halk miiziginin en énemli tabakalar1 ve bunlarin Macar benzerlikleri
hakkinda monografi hazirlayacagiz.” Cikartacagimiz kitaplara saha calismalari
ve incelemelerin sonucu hakkinda bol kaynak saglayan audio CD lerini ve
Ozetleyici miiltimedya CD-ROM’u da ekleyecegiz.

d. Azeri sahasi ve Trakya’daki halk miizigi hakkindaki kitaplarimizi
bitirecegiz. Karagay ve Kirgiz aragtirmalarimiza devam edecegiz.*

e. Son olarak bir de yeni bir ulusla aras1 projenin hazirlandigindan da s6z
etmek istiyorum. Bu projeye gore, biiyiik kapsamli Alman, Macar, Bulgar ve
Tiurk ezgisini Dbilgisayar yardimiyla olduk¢a kompleks bir yoOntemle
karsilastiracagiz. Bu caligma miiziksel sekiller arasindaki baglantilarin kesfinde
belki yeni yontemler de ortaya koyacaktir.

Konusmamin sonunda en 6nemli unsurlar size tekrar etmek istiyorum.

Macarlarin olusumunda Tiirk halklari 6nemli rol oynadilar. Bu yiizden
Macaristan’da Tiirkoloji arastirmalari baglangigtan giiniimiize dek ¢ok onemli
bir yere sahiptir. Dogudaki halk miizigi arastirmasini Béla Bartok baslatti, daha
sonra diger uzmanlarin yani sira buna ben de katildim. Giiniimiize kadar Macar
Miizik Enstitiisiinde biiyiik bir Tiirk halk miizigi arsivi ve bununla ilgili degerli
arastirmalar ve sonugclar elde edildi.

" Bir ezgiyle ilgili yapilmas: gereken islemler soyle diisiiniilebilir (Parantez i¢indeki rakamlar tam degil,
ortalama olarak yapilmasi gereken dakikay: ifade eder.): a) Derlenmis melodi, metin, fotograflar, video
kayitlar1 ve diger malzemelerden dijital bir kopya yapmak (10’); b) Malzemenin bilgisayarda kataloglamasi
(10%); ¢) Ezgilerin bilimsel notaya alinmasi ve metnin de bilimsel yazilmasi (200’); d) Derlemelerle ilgili
danigmanin toplanmasi (20°); e) Miizik analizini yapabilmek i¢in 6nce ezgilerin miizik bakimindan tasvirini
hazirlamak (30°); f) Notanin ezgi kataloguna yerlestirilmesi (30°). Buna gére; bir ezginin iglemesine ortalama
olarak bes saat gerekmektedir.

T Planladigimiz 400 sayfalik, 400 nota ve Cd eki ile hazirlayacagimiz eserin ismi: Volga Boyundan Anadolu’ya
Uzanan Sahadaki Halk Miiziginin Macar Halk Miizigiyle Karsilastirmalt Analizi’dir.

¥ Planladigimiz diger eserler ise: Kafkaslar ve Tiirkiye de yasayan Karacaylar in Miizigi (600 sayfa, 500 nota,
CD ek ile), ve Trakya 'daki Bektasilerin HalkMmiizigi ve Dini Kiiltiirii (600 sayfa, 500 nota, CD ek ile).
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Tiirk halklarin miiziginin karsilagtirmali arastirmasi1 Macarlar i¢in ne
kadar 6nemli ise, Tiirkler i¢in de o dlgiide 6nemlidir. Bunun i¢in, Tiirk halklarin
arastirma grubunun olusturulmasini istiyoruz. Macar tarafi olarak bu
arastirmalara malzemelerle katilmay1 diisiinmekteyiz.

Macaristan 2004 yilinda Avrupa Birligi'ne katilmistir. Umariz ki
Tiirkiye de bir an 6nce bu birlige katilir. Her iki millet de bundan memnun
olacaktir ve istemektedirler. Bizim umudumuz, Tiirkiye Avrupa Birligi’ne
katildiginda mevcut projelere destek bulmak daha kolay olacaktir. Ustelik Bati
ve Dogunun yakinlagmasina, Avrupa ve Tirk halklarint igceren bu miiziksel
arastirma iyi bir 6rnek olacaktir.

Dikkatinize tesekkiir ederim.
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TURK HALK EZGILERININ INCELENMESiI VE MUKAYESESI
KONUSUNDA BAZI GORUSLER

Prof. Yal¢in TURA

Halk ezgilerinin incelenmesi konusunda etnomiizikologlar, bugiine dek
pek cok yollar, yontemler denemislerdir. Ozellikle, karsilastirmali miizikoloji
denemelerine kalkigan aragtirmacilar, farkli insan topluluklarimin, farkl
miizikleri arasinda ortak noktalar arayip bulmak amaciyla birtakim dayanak
noktalar1 saptamaya, birtakim oOlgiitler belirlemeye de yonelmislerdir. So6z
gelimi, Alan Lomax’in, bir miizik pargasini otuz yedi farkli parametreyi goz
Oniline alarak incelemeye ¢alisan canfometrix yontemi, bu tiir ¢cabalara tipik bir
ornektir.

On dokuzuncu yiizyilda, halk miizigi derlemelerine gosterilen biiyiik ilgi
sonucu, Ozellikle Avrupa’da, pek ¢ok halk miizigi derlemesi yayimlanmstir.
Derleyiciler ya da yaymmcilar, giderek, ellerindeki malzemeyi gelisigiizel
sunmak yerine, belli bir diizen, belli bir mantik gozeterek smiflandirmay1
diistinmiisler, kimi, miizikleri derlendigi bolgeye gore bir araya getirmis, kimi,
konularina gore parcalari siralamig, kimi de onlarin miiziksel igerikleri arasinda
birtakim iligkiler bulunabilecegi varsayimindan yola ¢ikarak karsilagtirmali bir
sunuma yonelmeyi denemistir. Oswald Koller ve [lmari Krohn’nun karsilastirma
Olciitleri sunan yayimlar1 bu tiirde ilging drneklerdir. Daha sonra Béla Bartok,
sarki misralarindaki hece sayisi, ezgilerin kalig sesi, ezgi bigimi gibi 6lgiitleri
g0z Oniine almaya ¢alismustir.

Konuyla ilgili bir yazisinda Bruno Nettl, ezgiler arasindaki benzerlikleri
bulup ortaya ¢ikarmak amaciyla basvurulan bu 6lgiitlerin, ancak, hangi ezgilerin
birbirine  benzeyebilecegini  sezinleyerek onlarin  arasinda benzerlikler
olusturmaya ¢alisan biri tarafindan diisliniilip olusturulabilecegini ileri
siirmekte, belli iki toplulugun ezgilerindeki benzerlikleri bulmak i¢in kullanilan
Olgiitlerin, bagka iki toplulugun ezgilerine uygulanmak istendiginde ise
yaramayabilecegini, onlar i¢in baska Olgiitler bulmak gerekebilecegini
soylemektedir. (Nettl,120)

Karsilagtirmali etnomiizikoloji ¢alismalarinda genellikle sik karsilagilan
bir davranis da, incelenen malzemeye arastirmacinin bakis agisiyla, malzemenin
ait oldugu toplulugun bakis1 arasindaki ayrimin goéz ardi edilmesidir. Etnik
konularin bilimsel incelenmesinde de bu ayrim etic ve emic soOzciikleriyle
belirlenmektedir. “Emik bakis, bir grubun kendi kimligiyle ilgili kendi tanimidir,
kendisini “ne”, “kim” olarak gordiigiidiir. Bu bakista ol¢ii, grubun kendi
kabulleridir. Bu kabullerin bilimselligi, ya da disaridaki diger gruplarin bu
grubu nasil tanmimladigi 6nem tasimaz.”

“Etik  bakis, disaridaki  bir  grubun, bir  bagska  grubu
tammlamasidir. ”(Onder,12-13)

Nettl, karsilagtirmali etnomiizikoloji ¢aligmalarini irdeledigi bagka bir
yazisinda Macar halk miiziklerini incelerken Bartok’un goz Oniinde tuttugu
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olgiitler ile Ingiliz-Amerikan halk ballad’larmi inceleyen Sharp, Bronson ve
Schinhan’in Olgiitleri arasindaki farklara dikkati c¢ektikten sonra su soruyu
soruyor: Macar halk miizikleri de Ingiliz halk miizikleri de Avrupa’li halklarin
miizikleri. Her ikisi de monofonik ve biliyiik 06l¢iide pentatonik karakterde.
Ikisinin de pek gok ortak yonleri var. Oyle ise, bu miizikleri inceleyenler niye
cok farkli yontemler kullaniyorlar? Sorunun yanitin1 Nettl sdyle veriyor: Bati
egitimi almig olan bu etnomiizikologlar bu miiziklerdeki hangi belirleyici 6geler
kendilerine daha ¢arpici, daha ilgi ¢ekici gelmekte ise onlar1 6n plana ¢ikarmak
istediklerinden boylesine farkli yontemlere bagvurmus olabilirler. (Nettl, 98)

Macar halk ezgileri ile, Macarlarla tarihsel baglari olan ya da ortak
kokenli oteki uluslarin halk miizikleri arasindaki iliskileri, 6zellikle tarihsel
iligkiler bakimindan arastirip, ortak 6zellikler bularak onlar1 ortaya ¢ikarmay1
amaglayan Bartok’un ve onun Tiirkiye’deki calismalarini yakindan izleyen
Saygun’un, Macar ve Tirk ezgileri arasindaki benzerlikler konusunda One
stirdiikleri kanitlara ve verdikleri 6rneklere kisaca gbz atmak, bu aragtirmacilarin
konuya bakis acilarin1 saptamada bize yardimer olacaktir.

Bartok, derledigi Turk halk ezgilerini “belli bir sisteme gére
kiimelendirmek” ve “bunlarin  birbiriyle yahut baska halk ezgileriyle
karsilagtiriimasint kolaylastirmak igin” onlarin her birini ayni1 karar perdesine
(G 1’¢) gogiiriyor. Sonra onlari, toplam 87 pargayi, 20 smifa ayiriyor. Bu
simiflandirmada gozettigi temel 6lgiitler, usul yoniinden, ezgilerin parlando (eski
Tiirk nazariyatcilar: buna * kiraat revisi” derlerdi) ya da tempo giusto (yine eski
Tirk nazariyat¢ilar1 bu tarzi da “usul dairesinde” diye tanimlarlardi)
Ozelliklerinden hangisine uygun distiikleri, esit ya da degismeli vezin
sozciikleriyle tanimlanan, hece sayilarindaki esitlik ya da esitsizlik ve de yap1
bakimindan bdliinebilecekleri  kesit sayisidir.  Yagmur dualar, Yapist
belirlenemeyen yahut kéokeni siipheli ezgiler ve Calgi parcalar: da ayri birer sinif
saytlmustir.

Ezgileri boylece smiflandirdiktan sonra, inceleme ve degerlendirme
asamasinda, Bartok, “malzemenin en onemli béliimiinii olusturuyor” dedigi ilk
iki sinif igin su gorisleri 6ne siiriiyor :

(1) Sekizlik esit degerler fikrinin bir tiirevi oldugu varsayilabilecek,
parlando ritminde, sekiz heceli ezgi kesitleri; deger doniisiimleri, -her zaman
kararli olmasa da- en degisken ritmik olusumlarla sonuglaniyor, her kesitte, en
azindan, ikinci ve dordiincii kesitlerde, karar seslerinin olduk¢a belirgin bir
bicimde uzatilmasi genel bir ozellik olarak kendini gésteriyor.

(2) Cesitli melisma kiimeleriyle az ¢ok zengin bir sekilde siislenmis
olmalari.

(3) Ikinci (bazen altinci) derecenin sik sik kararsizlastigi, cogunlukla
Dor modunun (Dort ornekte —No 1b,2,3,4 — Aeol modunun) kullamldigi bir
mindr ticlii dizisi.

(4) Ana durak (ikinci kesitin son sesi) dort 6rnekte b3, ii¢ ornekte 4, yedi
ornekte 5, bir ornekte de 8 dir. Ikincil duraklar (birinci ve iigtincii kesitlerin son
sesi) sekiz ornekte 5, iki 6rnekte 4, birer drnekte b6, 7, b10 dur, sekiz ornekte
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b3, iic ornekte 5, iki ornekte 4, birer ornekte de 7, 8 dir. Kesitlerin son sesleri
b3., 4., 5., 7., 8 dereceler iizerinde (sadece 2. No.lu ezgideki b6 disinda, yani
dogrudan dogruya pentatonik dizi dereceleri ( sol, si b, do, re, fa, sol) , tizerinde
bulunmasi, bu ezgilerdeki sakli (latent) pentatonik yapimin varligi icin yeterli
kanitlar ortaya koyuyor.

(5) Ezgilerin ilk kesitlerinde en sik kullanmilan son sesin 5, iigiincii
kesitlerinde de b3 olusu, ezgisel ¢izgide “inici” denilen yapinin gegerli oldugunu
gosterir ki bu, ezginin birinci yarisimin, yaklasik olarak oktavin yukari [tiz]
yarisinda, ikinci yarisinin (yahut son ¢eyreginin) da asagi [pest] yarisinda yer
almast demektir.

Bu aywt edici ozellikleri, sekiz heceli kesitlerden kurulu eski Macar
ezgilerinin ozellikleriyle karsilagtirirsak, bunlarin hemen hemen ayni yapilar
olduklarin goriiriiz. Aralarinda sadece su farklar vardir:

a) Soz konusu Tiirk ezgileri hi¢bir zaman VII. Dereceye ulasmiyor, oysa
bu, Macar ezgilerinde olduk¢a sik goriilen bir ozelliktir,

b) Macar ezgileri Tiirk ezgilerinde oldugu gibi sadece ezgi kesitlerinin
son seslerinde degil, ezgisel cizgilerinde bile daha agik bir pentatonik yapi
gosterir;

¢) Ezginin ikinci kesitinin birinci kesitin bir besli asagidan tekrarlandigi,
Macar musikisinde oldukg¢a sik rastlanan, “gégiiriicii” denilen yapt (“inici”
yapwn bir ¢esidi) Tiirk ezgilerinde goriilmiiyor.(Bartok, 38—40)

Sozli Tiirk halk ezgilerini, hece sayilarina gore siniflandirmak ne derece
dogru bir yaklagimdir? Unutulmamasi gereken c¢ok onemli bir husus, bu tiir
ezgilerin aslinda Tiirk halk siiriyle siki iliskisidir. Farkli hece vezinleri kullanan
Tiirkii, Kosma, Varsagi, Semai gibi Tiirk halk siiri formlar ile bu siirlerin
sOylendigi ezgiler biri biriyle siki bir iligki i¢indedir.

Uzerinde diisiiniilmesi gereken bir baska husus da, toplanan malzemenin
ve bu malzemeyi saglayan kisilerin, seslendirdikleri ezgilerin dogrulugu
bakimindan ne derece giivenilir olduklaridir. Tiirk halk siirinin usta yaraticilari,
kimilerinin sandig1 gibi, eski deyimle “hiidai nabit”, egitimsiz kisiler degil, belli
bir siir ve ezgi gelenegi icinde yetismis, geleneksel egitim almig kisilerdir.
“Tiirkli okur”, ya da “saz ¢alar”, diye derlemecinin karsisina getirilen herkesin
boyle bir egitimden ge¢ip gecmedigini, gegti ise, hangi asamaya geldigini
kesinlikle bilmek her zaman miimkiin degildir. Yeterli birikimi olup olmadig
bilinmeyen kisilerin, iistelik kendilerini destekleyen bir g¢algi esligi olmadan
soyledikleri, sdyleyecekleri ezgilerin sihhatinden siiphelenmek, bize ¢ok dogal
goriinmektedir.

Derledigi ezgileri notaya gegirirken Bartok’un ne kadar titiz davrandigi,
seslerdeki en kiigiik oynamalari, kaymalari, ¢carpmalarla, kii¢iik notalarla, 6zel
imlerle yazmaya calistigl, yayimladigi notalardan bellidir. Honegger’in “kara
nota” diye tanimladigi bu ayrintili nota yazisinin, karsilastirma bakimindan
kolaylastirict mi yoksa zorlastirici m1 oldugu da tartisma konusudur. Bartok’un
notaya aldig1 ve parlando smifina koydugu birtakim ezgilerin, aslinda tempo
giusto, yani usillii sinifindan olmalar1 olanak dig1 degildir. Bartok’un, topladigi
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biitiin ezgileri aym karar perdesi tizerine gogiirerek yazmasi da, aslinda modal,
makamsal yapili bu ezgilerdeki temel yapisal 6zelliklerin gézden yitmesine, ya
da onlarin “Frig dizisi”, “Aeol dortlisii” gibi yanlis tanimlanmasina neden
olmaktadir. Ayrica, inici karakterini vurguladigi bu ezgileri ¢itkict bir pentatonik
diziye s1igdirmaya ¢alismasindaki ¢eliski de dikkat ¢ekicidir.

Tonal iliskilere ve tampere seslere alismus Batili etnomiizikologlarin,
Bati kiiltiirii digindaki toplumlarin miiziklerini incelerken igine diistiikleri bilyiik
bir yanilgi da, karsilastiklar1 sesleri ve araliklar, kendi aligkanliklarina gore
degerlendirmeye girismeleridir. Bu aligkanliklar, kendilerine yabanci olan
kiiltiiriin temel 6gelerini yorumlamada ¢ok kere, onlara affedilmez yanlisliklar
yaptirmaktadir. Dogu miiziklerinde, bu arada Tiirk halk miiziginde karsilasilan
“kararsiz” dereceler konusu, bu yanlislardan biridir.

Bartok’un dikkatini ¢eken Ozelliklerden biri olan II. derecenin
kararsizlig1 konusunda, Bartok’u yorumlarken Saygun sunlari sdyliiyor:

“Bu kararsizliktan otiirii, Frig dortliisii, sik sik, karakter degistirmekte
ve Dor dortliisiine doniismektedir. Bu asagi dogru kaymaya karsilik, bazen da
IIl. Derecenin yukari dogru c¢ikmaya yoneldigi ve IV. dereceye yaklastigi
gozlemlenmektedir. Boylece, Frig dortliisii, once Dor dortliisiine, sonra da Hicaz
dortliistine doniismektedir.”

“Bu olay, ezginin sonuna dogru gerceklesmektedir. Calg esliginde
soylenen pargalarda, sozlii bélmelerden sonra, c¢algimin  seslendirdigi
nakaratlarda (ya da ara nagmelerinde) karsilasilan Frig dortliistiniin Hicaz
dortliisiine doniigsme olayint da ayni sekilde yorumlayabiliriz. “(Saygun, 252)

Hicaz cinsinin belirleyici araligi olan artmus ikiliyi Arap etkisine
baglayan Bartok un aksine, Saygun, daha ihtiyath davranarak:

“Bu dortlii degismeleri, bir cesit mod degisimi gibi diisiiniilebilir. Bu
gerekge, icinde artmus ikili bulunan her ezginin kékenini siipheli gérmekten beni
altkoyuyor.” demektedir.( Saygun, 252)

Bartok’un, varligi i¢in yeterli kanit buldugu “sakli (latent) pentatonik
yap1”ya dikkatle baktigimizda, bunun, Tiirk halk ezgilerinde pek ¢ok kullanilan
“Hiiseyni” dizisinin ve “Hiiseyni” ye yakinlik gosteren “Muhayyer, Giilizar,
Karcigar, Gerdaniye” makamlarinin dizilerini olusturan ana perdelerden baska
bir sey olmadiginmi goriiriiz. Dizide “kararsiz” diye nitelenen VI. ve II. dereceler
ise, bu makamlarin dizilerinde yer alan “Evc” ve “Segah” perdeleridir.

Hiiseynl makaminin ¢ekirdegi, Hiiseyni beslisi, onun iginde yer alan
temel dortlii de, eski adiyla “Nevrliz” sonraki adiyla “Ussak™ dortliisiidiir. Bu
cinsleri, pentatonik c¢ekirdegi “tricordal” bir yapiyla agiklamaya caligmayi,
kiigiik ii¢lii boslugunu “oynak gegis sesi” ile, “pien” le doldurulmus saymayi,
Tiirk halk ezgilerinin “pentatonik iskelet” e dayandiginmi, Tiirk halk miiziginin,
Arap, Acem, Bizans artig1 olarak nitelenen Tiirk Sanat Miizigi’nden tamamen
farkli bir miizik oldugunu ileri siirmeyi, tipik birer “etic” bakis bi¢imi, bilimsel
temelden yoksun zorlamalar olarak gérmekteyiz.

Pentatonik karakteri Tiirk halk miiziginin temel karakteristigi saymak da
bu yanlislara bagka bir Ornektir. Diinyanin, biri birinden farkli pek c¢ok
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iilkesinde, biri birinden farkli pek ¢ok insan toplulugunun, pek ¢ok ulusun
miiziklerinde pentatonik 6zellikler bulunmaktadir. Baz1 kisilerin iddia ettikleri
gibi yeryiiziindeki en eski miizik sisteminin pentatonizm oldugunu kanitlayacak
yeterli belge de bulunmamaktadir. Buna karsilik, yakin zamanlara kadar, bilinen
en eski nazariyat olan eski Yunan nazariyati, temel 6ge olarak, dizi dortliilerine
dayandigi gibi, ondan ¢ok daha eski oldugu anlasilan Mezopotamya ve Eski
Yunan’a temel oldugu ortaya c¢ikan eski Anadolu kiiltiirlerinin  miizik
nazariyatinda da dizi dortliilerinin ve yedi sesli dizilerin varligi kanitlanmis
bulunmaktadir.

Uzak Dogu’da karsilasilan pentatonik miizik tipi, Karadeniz’in
kuzeyinde yasamis ve oradan Orta Avrupa’ya uzanmis Dogu kokenli topluluklar
arasinda belli Ol¢lide siiregelmistir. Tatar, Ceremis, Mari, Székely ve Macar
miiziklerinde bu olgu agik¢a goriilmektedir. Anadolu’da yerlesik Tiirklerin
miiziklerinde ise pentatonizm izleri, eczaci deyimiyle “eser mikdar1” bile
degildir. Anadolu ve Rumeli Tiirkleri, Asya’da yasayan pek cok kardesleri gibi,
yiizlerce yildan beri, miiziklerini, dizi dortliilerine dayanan modiillerden olusan
makamlari, gerek ¢esitli usullere baglayarak, gerekse usulsiiz olarak kullanarak
yapmay1, pentatonik miiziklere tercih etmislerdir. Nazari dayanaklari, temelleri,
ses sistemi bakimindan aralarinda esash hi¢bir ayrim bulunmayan, sonradan,
halk ve sanat miizigi diye ikiye ayrilan bu miiziklerin incelenmesinde ve baska
toplumlarin, bagka uluslarin miizikleriyle karsilastirilmasinda da, Tirk halk ve
sanat miiziklerinin temel Ol¢iitlerinin gbz 6nilinde bulundurulmasi bizce en dogru
yaklagim olacaktir.

43



KAYNAKLAR

Aksoy, Biilent, Siileyman Senel, Yal¢in Tura, Ahmet Yiiriir : Béla Bartok. Panel
Bildirileri. Yayima hazirlayan : Siileyman Senel. Pan Yaymncilik. 75. Istanbul,
2000

Arsunar, Ferruh : Anadolunun Pentatonik Melodileri Hakkinda Birka¢ Not. Niimune
Matbaasi. Istanbul, 1937

Bartok, Béla : Kiigiik Asya’dan Tiirk Halk Musikisi. Ceviren: Biilent Aksoy. Pan
Yaymcilik.(Istanbul) Ekim, 1991

Bohlman, Philip V. : The Study of Folk Music in the Modern World. Indiana University
Pres. Bloomington and Indianapolis. 1988

Chenoweth, Vida : Melodic Perception and Analysis. Summer Institute of Linguistics,
Ukarumpa, E.H.D., Papua New Guinea. Revided Edition.1980. Reprinted, June
1988.

Cook, Nicholas : A guide to Musical Analysis. J.M.Dent & Sons Ltd. London, 1992

Koller, Oswald : “Die beste Methode, volks und volksmissige Lieder nach ihrer
melodischen Beschaffenheit lexicalish zu ordnen.” Sammelbidnde der
internationalen Musikgesellschaft 4:1-15

Lomax, Alan : Cantometrics. Berkeley : University of California. 1976

Nettl, Bruno : The Study of Ethnomusicology. Twenty-nine Issues and Concepts.
University of Illinois Pres, Urbana and Chicago, 1983

Onder, Ali Tayyar : Tiirkiye’nin Etnik Yapisi. Halkimizin Kokenleri ve Gergekler.
Pozitif. 4. baski. (Kadikoy) Ocak,2002

Saygun, A.Adnan : Béla Bartok’s Folk Music Research in Turkey. Edited by Laslo
Vikar. Akadémiai Kiadd. Budapest, 1976

Sipos, Janos : Cesitli Tiirk Ezgileri Arasindaki Iliskiler. V. Milletleraras1 Tiirk Halk
Kiltiri  Kongresi. Halk Miizigi, Oyun, Tiyatro, Eglence Seksiyon
Bildirileri.(s.328-343) T.C. Kiiltiir Bakanlig1. Ankara, 1997

Tura, Yalcin : Tiirk Halk Mdsikisindeki Makam Hususiyetleri ve Bunlarin Dayandigi
Ses Sistemi. III. Milletleraras: Tiirk Folklor Kongresi Bildirileri. Cilt II1.(s.293—
298) T.C. Kiiltiir ve Turizm Bakanlig1. Ankara, 1987

Tura, Yalgmn : Tirk Halk Miiziginde Karsilasilan Ezgi Cizgilerinin incelenmesi ve
Siniflandirilmasi. V. Milletlerarasi Tiirk Halk Kiltiirii Kongresi. Halk Miizigi,
Oyun, Tiyatro, Eglence Seksiyon Bildirileri.(s.415—-430) T.C. Kiiltiir Bakanligi.
Ankara, 1997

Tura, Yalgm : Baglamalardaki Perde Baglarinin Nisbetleri ve Bunlardan Dogan Ses
Sistemi. Tiirk Misikisinin Mes’eleleri. Pan Yayincilik. 7. Istanbul, 1988

Tura, Yalgmn : Kil Tabletlerden Giiniimiize degin Anadolu’da Kullanilan Diziler.
Orkestra. 39/312/s18-26. Istanbul, Temmuz 2000

44



BARTOK VE HALK MUSIKILER’ININ ULUSLARARASI SANAT
MUSIKIiSINE ETKIMESI SORUNU

Prof. Dr. Necati GEDIKLI"

Giris  : Musiki arastirmacist olarak Bartok ve Ulkemizdeki etkileri:

1906 — 1918 wyillar1 arasinda Macaristan’daki musiki folkloru
calismalarinda meslektas1 Zoltan Kodaly ile birlikte 6nemli bir rol oynamis olan
Bartok', yaridan fazlasi Macar halk ezgileri olmak iizere Slovak, Ruten ve
Romen halk ezgileri ile birlikte toplam on bin dolayinda halk ezgisini s6zleri ile
birlikte derlemistir. Bu calismalar1 ile o giine kadarki “Cingene Miizigi”
konusundaki Onyargilar1 da degistirecek bulgular ortaya koyan Bartok
cingenelerin aslinda liretmeyip, yalnizca ge¢im kaynag olarak kullandigi bu bir
tir kent halk musikisine “Cingene Musikisi” denilmesinin yanligligim
kanitlamis; ayrica gercek Macar halk musikisinin kentlerde degil, kdylerde
yasadigimi belirterek bu musiki tiiriinii bu nedenle “Kdylii Musikisi” olarak
adlandirmigtir. Gelismis Bati Avrupa llkelerindeki halk musikisi kavrami ile
Macaristan’in da icinde oldugu Dogu Avrupa ve Balkan Ulkelerindeki halk
musikisi kavramlarini da karsilastirarak; Bat1 Avrupa’da kent ile koylerdeki halk
musikisinin ayn1 oldugu halde, Dogu Avrupa’da kent ve koylerdeki halk
musikilerinin farkli oldugunu ortaya koymustur. Yine Bartok’un saptamalarina
gore yalin bir ezgisel yapisi olan koylii musikisi, kent halk musikisinden gerek
ezgi gerekse soz bakimindan ¢ok daha degerlidir.

Besteci, Macar halk musikisinin disarida ¢ingene musikisi ile
0zdeslestirilmesinin  yanlishigini da yine bu derlemeler sonucunda ortaya
cikarmistir.

Bartok ayrica; dillerinde bin ile bin bes yiiz yillik Kuzey Tiirkleri (Bati
Hunlar1) etkisi olan Ceremisler’den derledigi az sayidaki ezginin “Bessek
(Pentatonik)” o6zellikler tasidigini, bunun da Macarlarin koken itibari ile Asya
kokenli bir halk olmasindan kaynaklandigim belirtmistir. Gittikge kaybolan bu
ezgilerin yalnizca yaslilar tarafindan séylendigine de dikkat ¢ekmektedir.

20. ylizy1l miiziginde 6nemli bir yere sahip olan ¢agdas Macar sanat
miiziginin biiylik 6l¢iide bu derlemelere dayandigini vurgulayan Bartdk, bu
calismalarindan dolayi, ayrica iilkemizin o donemde ¢ok giincel olan miizik
devrimine yardimci olmasi amaciyla 1936 yilinda Ankara Halkevince Ankara’ya
davet edilmistir. Bu ¢agriya uyarak 1936 Kasimi’nda Ankara’ya gelen iinli

" Besteci, Miizikbilimci; zmir Dokuz Eyliil Universitesi Devlet Konservatuari Ogretim Uyesi.
" Bartok, Béla : . Halk Miizigi Hakkinda Bartok’un ii¢ Konferans1 Ankara Halk Evi Nesriyat: 8.
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besteci, Ankara Halkevi’nde halk musikisi ve derlemeciligi ile bu gerecin
degerlendirilmesi konusunda {i¢ 6nemli konferans vermistir.

Bartok’un {ilkemize yapmis oldugu bu ziyaret doneminde, Adana
yoresine bir de “Derleme Gezisi “ diizenlendi. 130 dolayinda halk tiirkiisiiniin
derlendigi bu geziye Bartok’la birlikte Ahmet Adnan SAYGUN ve gdzlemci
olarak da U.C.ERKIN ile N.K.AKSES de katildi. 8 giin siiren bu derleme
calismasi sonucunda Bartdk, yurdumuzdan ayrilmadan 6nce Ankara Halkevi
Midiirligii’ne bir rapor sundu. Daha sonra da derlenen gereci ¢eviri yazip, s6z
ve ezgi yapist bakimindan inceledigi, ayrica Macar halk ezgileri ile de
karsilagtirmalar yaptigi bilinmekteydi. Bartok’un bu ¢alismasi, derleme sonrasi
yapilabilecek incelemelere iliskin ilk ornek oldugu i¢in de, Tirk halk musikisi
arastirmaciligi agisindan Gnem tasimaktadir .

Bartok, Macaristan’a dondiikten sonra ¢alismasini yayinlayamadi 1940
giiz’ii ABD’ye gocerken ¢alismasinin bir kopyasini da yaninda gotiirdii. Boylece
belgeler, Bartok’un 1945 yilinda dliimiinden sonra biri Budapeste’de korunan
asl1, 6teki New York’ta korunan niishas1 ( kopyasi ) olmak tizere iki yerde ortaya
¢ikti. Uzun siire el yazmasi olarak korunan Budapeste ve New York belgeleri
sonucunda, Bartok’un Sliimiinden otuz bir yil sonra 1976 ‘da birbiriyle ilintisiz
olarak ardi ardma yaymlandi. Once New York’ta korunan niisha, New York
Bartok Belgeligi’nce “Turkish Folk Music From Asia Minor/Kiigiik Asya’nin
Tirk Halk Musikisi”" bashkli kitapta yaynlandi (1991°de istanbul’da aym
kitabin Tiirkce ¢evirisi de yayinlandi.). Bu siralarda Saygun’un Budapeste
belgeleri iistiine ¢alismalart da bitmisti. Boylelikle, Budapeste belgeleri de
Saygun’un hazirladigi “Béla Bartdk’s Folk Music Research in Turkey/Béla
Bartok un Tiirkiye’deki Halk Musikisi Arastirmasi” baslikli kitapta yayinlandi*.
Igerik yoniinden ayni olmalar1 nedeni ile Budapeste ve New York yaymlarmin
ayn1 yil artarda yayinlanmasi, ilk bakista kot bir rastlant1 olarak goriilebilir.
Fakat bir karsilastirma yaptigimizda, ikisi arasinda goriilen farklar aslinda bu
yayinlarin birbirinin biitlinler bir nitelikte oldugunu gostermektedir. Ciinkii
Bartok’un derleme gezisindeki ¢alisma arkadasi Saygun’un, Budapeste’deki
belgeler iizerinde yaptig1 calismalarin yani sira, ses ve belgeleri yeniden
inceleyerek ve hatta ayn1 yorede yeni ¢aligmalar yaparak yayinladigi s6z konusu
Ingilizce kitabi, Bartok’un Tiirk halk ezgileri konusundaki aragtirmasina énemli
katkida bulunmus, ayrica onu gelistirerek (2.boliimii tiimiiyle Saygun yazmistir)
tamamlamustir’.

" OZER, Yetkin : “ Bartok’un Tiirk Halk Ezgileri Arastirmasina Saygun’un Katkilar1 “. Ahmet Adnan Saygun
Semineri bildirileri, s.34

T BARTOK, Béla: Turkish Folk Music From Asia Minor ( ed: B.Suchoff ) New York Bartok Archive Studies
in Musicology: Princeton University Press 1976

¥ SAYGUN, Ahmet Adnan: Béla Bartok’s Folk Music Research in Turkey. Budapest, Publishing House of the
Hungarian Academy of Sciences 1976.

¥ GEDIKLI, Prof. Dr. Necati: Bilimselligin Merceginde Geleneksel Musikilerimiz ve Sorunlar1 s. 154 ve 155
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Bartok’un Macaristan’daki derleme ¢aligmalarindan ¢ikardigi bir nemli
sonu¢ da, Macar ve Tiirk Uluslarinin Asya kokenli olmalar1 nedeniyle, halk
musikilerinin de benzerlikler tasiyabilecegine inanmasiydi. S6z konusu
konferanslarinda, bu hususun da mutlaka arastirilmasi gerektigini belirtmisti.
Nitekim Ahmet Adnan SAYGUN ve Mahmut Ragip GAZIMIHAL gibi degerli
miizik adamlar1 konuyu arastirmislar ve birer kitap da yaymlamuglardir”. Halk
musikilerimizin Orta Asya kokenli olmasi dolayisiyla, genelde ve ana ¢izgileri
ile Begsek ( Pentatonik ) bir ezgi yapisina sahip oldugunu 6ne siiren bu goriisler,
Bartok’un konferanslarinda vurguladigi goriislerle bir paralellik gosterir. Ancak
aradan gegen zaman ve daha sonraki arastirmalar, bu goriisiin zayif kaldigini,
¢linkil az sayida halk tiirkiisiinde rastlanan Begsekligin ( Pentatonizm ) tiim halk
musikimiz i¢in genellenemeyecegini ortaya koymustur. Ayrica, o ddnemin resmi
tarih anlayisi ile de kosutluk gosteren bu resmi goris, s6z konusu tarih tezinin
zayiflamasiyla giindemden ¢ikmustir. Bunlara ek olarak, Bartok’un iilkesinde “
Koyl Musikisi “ olarak adlandirdigi bu musiki tiiriinii, yerel ve bdolgesel
Ozelliklerinden dolay1 etnomiizikolojik agidan “ yerel musikiler “ olarak
adlandirip aragtirmanin daha dogru oldugu anlasiimistir.

Halk Musikilerinin Uluslararasi Sanat Musikisine Etkimesi Stireci:

Bartok’un 1930’lu yillardaki saptamalarina gore, halk musikilerinin
uluslararas1 sanat musikisine olan etkisi Oteden beri kendini hissettirmistir.
Bunun igin daha gerilere gitmeye hi¢ gerek yok, yalnizca son ii¢ yiiz yillik
gelisime bakmak vyeterlidir. Ornegin J.S.Bach’in eserlerindeki * koral
ezgileri’nin oynadig1 énemli rol ile 17. ve 18. Yiizyillarin bilinen “ Pastoral
“ ve “miizeti ”, aslinda viyel ya da gayda ile ¢alinan belirli bir halk musikisinin
taklitlerinden baska bir sey degildir.

Viyana Klasikleri’nin, halk musikilerinin ne derece etkisi altinda
kaldiklar1 da herkesce bilinmektedir. Sozgelimi, Beethoven’in 6. Sinfonisi
“Pastorale” nin ilk béliimiiniin I. Konusu ( esas tema ) tam bir  Giiney Islav
halk ezgisidir. Bununla birlikte yine de halk ezgilerinin bilingli ve programli
alintilarma ancak romantik bestecilerin eserlerinde rastlanir. Onceleri Liszt’in
rapsodilerinde ve Chopin’in mazurkalarinda gordiigiimiiz bu uygulama, sonralari
ornegin Grieg, Smetana ve Dvorak gibi 19. yiizyilin ulusal okullarina mensup
besteciler, halk musikilerini eserlerinde daha genis kapsamli olarak
kullanmiglardir. Fakat Bartok’a gore, o donemde “ kent halk musikisi ” ile “
gercek koyli musikisi “ arasinda hicbir ayirim yapilmiyordu. Kisacasi, kent
halk musikisi, kdylii musikisinden daha ¢ok bilindiginden, besteciler de daha
kolay elde edebildigi bu kaynaktan faydalaniyorlardi. Bunun tek istisnasi,
zamanini asarak 20.
yiizyila uzanacak kadar Rus koOylii musikisi’nin etkisi altinda kalmis olan
M.Musorgski’dir.

" Kaynakgada 2 ve 5’inci sirada verilmis olan kaynaklar.
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Bu istisnay1 bir yana birakirsak gercek anlamda koyli musikisinin —
sanat musikisine ( sehir halk musikisi ) etkimesi, 20.yiizyilin ilk on yilinda
gerceklesmistir.

Daha once deginildigi gibi, s6z konusu "koylii musikisi" Avrupa’nin
yalmzca dogusunda bulundugundan’, bu etkinin de yalmzca ve 6zellikle Dogu
Avrupali bestecilerde goriilmesinde sasilacak bir sey yoktu.

20.ytizyilin baglarinda “ Ge¢ Romantizm”in asiriliklari, artik hos

goriilemeyecek bir duruma gelmisti. Bu yolda yiiriime olanaginin kalmadiginin
anlasilmasi sonucunda, tek ¢arenin 19.ylizyila kesin olarak sirt ¢evirmek oldugu
sezilmekteydi. O zamana degin heniiz bilinmeyen koylii musikisi, bu doniis ya
da yeniden dogusta bazi bestecilere ¢ok biiyiikk yardim sagladi. Ciinkii kurulus
bakimindan bu musiki tiirli, diisiiniilebilecek en yetkin ve c¢esitli olanidir.
Diyalog ve hitap giicii, her tiirlii tahminin iizerinde olup gereksiz duygusallik ve
siislemelerden armmustir. Bazen bu ¢ok fazla sadeligi yiiziinden “ ilkel “ gibi
goriinse de, asla “basit degildir. Yeni sanat musikisine taze bir giic ve kan
vermek i¢in bundan daha uygun bir “ilk hareket noktas1 ““ diisiiniilemez!
Bu musiki tiiriinden yararlanmanin temel kosulu, bestecinin iilkesinin yerel
musikilerini ( koylii musikisi ) iyi tanimasi ve onun anlatim araglarina, sairin ana
diline oldugu kadar vakif olmasidir. Bir bestecinin eserini halk ezgisi motifleri
ve bunlarin benzetmeleri ile doldurmasi tamamen yetersizdir. Ciinkii bu tarz bir
calismanin sonucu, tiimiiyle ylizeysel ve taklit bir siisten ibaret kalir. Burada
unutulmamasi gereken en Onemli nokta, kdylii musikisi’nin sozciiklerle tasvir
edilmesi olanaksiz olan en samimi Karakterini, bestecinin eserine
yansitabilmesidir.

Halk Musikisini Sanat Musikisinde Kullanma Yontemleri:

1: Ik yéntem, oldugu gibi yada ¢ok az bir degisiklikle sunulan halk
ezgisine bir eslik; ayrica belki bir “ 6ngalin / prelude “ bir “ aragalin / interlude “
ile bir de son kisim (bitirmelik ) eklemektir. Bu tarz ¢aligmalar, .J.S. Bach’in
korallere yazdig1 6n c¢alinlara benzer. Bunlar iki gesittir: Birinci tlirde eslik,
ongalin ve aracalin gibi sonradan eklenen tiim 6geler, ikinci bir 6neme sahip
olup; degerli bir tagin kaidesinin takilmasi gibi, ezgiye ( tiirkiiye ) yalnizca bir
cerceve “ olustururlar. ikinci tiirde ise, bunun aksine, eklenen kisim, en dnemli
konumda bulunur. Bu tarz ¢alismada tiirkii, yalnizca bir “moto” bigiminde kalir.
Kuskusuz bu iki yontem arasinda kesin bir sinir yoktur ve birgok ara bigimler de
miimkiindiir. Bununla birlikte her iki yontemde de asil 6nemli olan sey, ezgi
cercevesinin kendi karakterinden ¢ikmig olmasi; yiizeysel ve gizli 6zelliklerden
uzak olmasidir. Kisacasi, ezgi ve ona eklenmis olan 6geler, ayirt edilemeyen bir
biitiin olusturmalidir.

2: Halk musikisini sanat musikisinde kullanmanin bir bagka yontemi de;
bestecinin otantik halk ezgileri kullanmak yerine, bu musikiyi benzetleyerek
kendi kendine Ogeler olusturmak suretiyle eserinde kullanmasidir. Bu ve bir
onceki yontemle ortaya g¢ikan etki arasinda higbir fark yoktur. Ornegin

" Bartok’a gore Bat1 Avrupa’da halk musikisi ile sanat musikisi daha o dénemde tek bir musikiye doniismiistiir.
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Stravinski, eserlerinde kullandig1 ezgisel motiflerin kokenini — yani halk ezgisi
mi yoksa kendi 6zgiin bulusu mu — higbir sekilde belirtmeyerek, eski ustalarin
yolunu izlemistir". Stravinski bu tutumu ile eserde kullanilan gerecin kokeninin
(6zgiin ya da alint1 olmasinin ) hi¢bir nemi olmadigimi vurgulamak istemistir.

Kullanilan gerecin nereden geldiginin sanatsal bakimdan bir 6nemi
olmadig1 konusunda Bartok’da Stravinski gibi diisiinmektedir. Ona goére isin bu
yonii, ancak miizik bilimi bakimindan énemlidir.

Stravinski’nin Rusya donemine ait eserlerinde kullandigi konularin
(temalarm) hangilerinin kendi 6zgilin bulusu, hangilerinin “alint1 ezgi” oldugunu
saptamak miimkiin degildir. Cilinkii besteci eserlerine bu konuda herhangi bir
aciklama koymamustir. Ancak yine de su gergegi unutmamak gerekir: Bu
konusal gereg icerisinde kendisine ait olanlar1 varsa —ki kuskusuz vardir- , bunlar
da halk ezgilerinin en giizel ve en sadik benzetmeleridir ( taklitleridir ).

3: Halk musikisinin sanat musikisine etkimesinin ii¢lincii yontemi ise
Oykiinmedir. Besteci eserinde, halk ezgileri veya bunlarin taklitlerini
kullanmadig1 halde musikisi, memleketinin halk musikisinin yarattig1 havanin
aynisini yaratabilir. Agike¢asi, besteci halk musikisinin diline ( iislubuna ) o denli
vakiftir ki, onu bir sairin ana dilini kullanmas1 gibi kullanabiliyor demektir'.

Halk ezgilerinin sanat eserlerinde kullanilmasina iliskin sdyle bir soru da
akla gelebilir : “Halk musikisine dayandigi ya da onun konularin ( ezgilerini )
kullandig1 takdir de, bestecinin isi kolaylasir mi1? “ Genel kani, konu gerecinin
bulusu gibi gilic bir isten muaf olacagi i¢in, bestecinin isinin kolaylastig
merkezindedir. Oysa deneyimler, bu kanaatin tiimiiyle hatali oldugunu
gostermektedir. Ciinkii halk ezgileri tizerinde ¢aligmak en gii¢, en azindan 6zgiin
bir konusal 6ge yaratmak kadar gii¢ bir istir. Bunu anlamak i¢in, bir miizik
konusunun islenmesinin basli basmma bir zorluk kaynagi olusturacagim
diisiinmek yeterlidir. Daha biiyiik bir giicliik de, Dogu {ilkelerinin halk ( koy )
tirkiilerinin karakterine sadik kalabilmektir. Onu, gerektigi gibi ortaya ¢ikarmak
ve soniik birakmamak, her seyden once bu karaktere niifuz edilmeye baghidir. Bu
tiir ezgileri kullanmak ya da yalnizca uyumlamak i¢in “ esin / ilham “ denilen
seye, 0zgiin bir eser yaratirken oldugu kadar gereksinim vardir.

“Tonal — makamsal” bir ezgi yapisina sahip halk musikilerinin, genelde
atonal Ozellik gosteren 20. yiizyill sanat miizigine temel olusturamayacagini
belirten Bartok, yine de 6teki akim ve tekniklerin yani sira, yeni sanat miiziginin
olugsmasina katkida bulunabilecegini savunmaktadir.

Bu yolda calisan besteciler bir¢cok yenilik ve esin kaynaklarmi halk
musikisine borgludurlar. Bir baska agidan, bu egilimin isi kolaylagtirmak
isteginden kaynaklanmadigini da bir kez daha vurgulamaktadir. Bu anlayista

" Tipk1 Pastoral senfonisi’ndeki halk isi ezginin kokenini Beethoven’in belirtmedigi gibi.
T« Oykiinme “ olarak adlandirabilecegimiz bu tiire giizel bir 6rek olarak da, U.C. Erkin’in 2.Kégekcesi

verilebilir. Ayrica yazarin “ Yurdumdan Gorintiiller “ adli Keman — Piyano Sonati da ayni tiirden bir

denemedir.
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olanlarin yanilgisi, konuyu ( temay ) , sanat eserinin en énemli 68esi sayan 19.
yiizyillin miizik anlayisina dayanmaktadir. Oysa 16.17. ve 18. ylizyillara geri
gidersek, bunun tam zidd1 bir goriisle karsilasiriz. Ornegin bilinen konulara yeni
bigimler verdiklerinden dolay1 Shakspeare veya Moliere’i kim daha az takdir
eder? Stradella’nin bir konusunu ele alarak, asil sahibinden daha iyi ve daha
parlak islediginden dolay1r Handel’i kim kii¢iimseyebilir?

Her sanat yaraticisi, sanatint mevcut bir sanatin topragindan ¢ikarmak
hakkima sahiptir. Hatta kokleri daha eski bir sanata dayanmayan bir sanat
tasavvur bile edilemez! Ozellikle musiki sanatinin en giiclii kaynaklarindan
birini olugturan Dogu Avrupa’nin ve Asya’nin koylii musikisinin yeni bir sanata
( ¢1kis ) “baslangi¢ noktas1” olusturmasi neden yasak olsun?

Onemli olan kullanilan sey degil, kullanilis tarzidir. Yalmz musikide
degil, tiim sanatlarda; her sanatsal yaratista, en 6nemli olan yaratilan gere¢ degil,
onun ele alinis ve islenis bigimidir, yani insa yetenegidir. Ister bizim ister
bagkasinin olsun, elimizde bulunan gerece “ sanatsal 0zgiin bir bi¢im
verebilmek” Iste asil onemli olan budur!

Sonucg:

Bartok’un gerek yerel musikilere bakis tarzi, gerekse onun degerlendirmesine
iligkin goriisleri ile halk musikilerinin ulusal ve uluslararasi sanat musikilerine
etkimesi konusunda 6nerdigi yontemler ¢agdas Macar bestecilerini oldugu kadar
Cumbhuriyet donemi ilk kusak bestecilerimizi de derinden etkilemistir. Benzer
oOnerilerin daha 6nce Hindemith tarafindan da dile getirilmis olmasi, besteci ve
miizik adamlarimizin halk ve goksesli yeni sanat musikimize bakigini temelden
degistirmis onlar1 bu konu lizerinde daha ciddi ¢alismaya 6zendirmistir. Nitekim
daha o6nce Istanbul Belediyesi Konservatuari’nca yapilmis olan Derleme
Calismalari, yeni kurulmus olan Ankara Devlet Konservatuari tarafindan tekrar
baslatilmis ve 10 bin dolayinda halk tiirkiisii derlenmistir. Ulkenin cesitli
yorelerine yapilan bu derleme gezilerine Ulvi Cemal Erkin, Halil Bedi
Yonetken, Ahmed Adnan Saygun ve Mustafa Sarisézen gibi donemin 6nde
gelen besteci ve miizik adamlarimiz katilmistir. Ozellikle yurt disinda yetismis
olan bestecilerimiz, yerel musikilerimizi yerinde, yani kendi ortamlarinda
tanimalar1, bu gerecin eserlerinde daha basarili kullanabilmelerini saglamistir.
Bu da, arayis icinde olan o donemin geng bestecilerine saglam bir zemin
olusturmustur.
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TURK- MACAR KULTUR/MUZIK iLISKILERINE VE
TURK-MACAR KARSILASTIRMALI HALK MUZiGi
ARASTIRMALARINA
GENEL BiR BAKIS

Prof. Dr. Ali UCAN
1. Giris

Bilindigi gibi Tiirklerin ve Macarlarin ilk kdkeni Asya’dir. Ilk Tiirk-
Macar iliskileri Asya’da olusmustur. Asya kokenli Tiirk-Macar kiiltiir iligkileri
cok koklii bir gegmise sahiptir. Bu iligkilerin baslangici eldeki bilgilere gore
tarihin derinliklerine gider, ilk dolayli kokleri Ural-Altay dénemlerine dayanir.
Bu derin koken ve koklii iliskiler ¢ercevesinde genel olarak tarihleri boyunca
Tiirklerin Macarlara, Macarlarin Tiirklere dogal, toplumsal ve kiiltiirel bir
yakinligi olmustur. Bu yakinlik dyle boyutlar kazanmustir ki sik sik “Tiirk-Macar
akrabaligi”ndan s6z edilir’, hatta bu baglamda “Avrupa Hunlarmm Tiirklerin ve
Macarlarm ortak atasi oldugu” goriisii etkin bir kabul goriir’.

Tarih ¢aglar i¢inde birkac¢ kez birlikte yasayan, birliktelesen Tiirk ve
Macar uluslar1 arasinda kiiltiir pasaportuna pek gerek yoktur. Ciinkii Tiirk ve
Macar uluslar1 ortak kiiltiir cevreleri, ortak kiiltiir kokleri-kokenleri, ortak
kiiltiir temelleri ve ortak kiiltiir degerleri olan iki ulustur. Bu nedenle bu iki
ulusun bireyleri birbirlerinin kiiltiirlerine kiiltiirel pasaportsuz girebilirler.
Tarihsel siire¢ i¢cinde Macarlarin olusmasinda ve uluslasmasinda Tiirk halklar:
¢ok Onemli katkilarda bulunmuslardir. Bu baglamda Macarlara bu ad, yani
Magyar ad1 Tiirkler tarafindan verilmistir.

Macarlarm bugiinkii iilkelerinde “yurtlanmalar1” kuzeyden ilerleyerek
896°da bu topraklara gelip yerlesmeleri ile baslar. Bu nedenle bugiinkii Macarlar
9. ylizyili Ortadogu Avrupa’daki tarihlerinin baslangici olarak kabul ederler.
Macaristan Devleti ise Macarlarin bu topraklara gelislerinden tam 104 y1l sonra
1000 yilinda kurulmustur®. Bu kurulus bu topraklarin Macaristanlasmasmm
kesin sonuca ulagsmis oldugunun en somut kanitidir.

Tiirklerin bugiinkii tilkelerinde “yurtlanmalar1” ise dogudan ilerleyerek
1018’de Anadolu’ya gelip yerlesmeleri ile baglar. Bu nedenle bugiinkii Tiirkler
11. yiizyilh Anadolu’daki ve giderek Giineydogu Avrupa’daki tarihlerinin
baslangici olarak kabul ederler. Tiirkiye Selguklu Devleti ise Tiirklerin bu
topraklara gelislerinden tam 57 yil sonra 1075 yilinda kurulmustur. Bu kurulus
bu topraklarin Tiirkiyelesmesinin kesin sonuca ulagsmis oldugunun en somut
kanitidir.

Ancak, Tiurkler Anadolu’ya son gelislerinden ¢ok Onceleri tam ti¢ kez
gelip (ve belli siireler kalip) gitmislerdir. Anadolu’ya ilk Tirk girisi 4. ylizyilin
sonlarinda (395-398 yillar1 arasinda) Hun Tiirkleri tarafindan, ikinci Tiirk girisi

" Tarihte “Tiirk-Macar akrabalig1” konusunda genis bilgi i¢in bkz.: Bastav 2001, s. 59-65.
" Bu konuya iliskin ¢ok gesitli kaynaklardan biri olarak bkz. Oztiirk 2002, s. 85.
¥ Macaristan’in kurulus tarihine iliskin 6zlii bilgi i¢in bkz.: Cetin 2000.
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6. yiizyilin baslarinda Sabar Tiirkleri tarafindan, tigiincii Tiirk girisi ise 8.
yiizyildan itibaren Bizans’a kars1 gazalarda bulunan goniillii gaziler arasinda yer
alan Miisliiman Tiirkler tarafindan gerceklestirilmistir.. Bu girislerden her biri
sonraki girigslere Onciiliikk etmistir. Bu bakimdan s6z konusu girislerin her biri
ayr1 bir Onem tagir.

Macarlarin bugiinkii Macaristan’a gelip yerlesmeleri Tiirklerin bugiinkii
Turkiye’ye dordiincli kez gelip kesin olarak yerlesmelerinden tam 175 yil
onceye rastlar. Macarlar yeni yurtlarina gelip yerlestikten sonra Hiristiyanlasir.
Tiirkler ise Miisliimanlastiktan sonra Anadolu’ya gelip yerlesir.

Tiirkiye Tirkleri 1263’ten itibaren Avrupa kitasina gegerler. Macarlar
1343’ten itibaren Balkanlardaki Tiirk ilerlemesinden haberdar edilir. Tirk
ilerlemesi Tiirkiye’yi Macaristan’a bagli Balkan devletleriyle komsu yapar. Bu,
Tiirkiye ile Macaristan’in dolayli komsulugu demektir. 1429’da Macaristan
Osmanli imparatorlugu’nun dogrudan sinir komsusu olur’. Macaristan 1526’dan
itibaren Osmanli Imparatorlugu'nun himayesinde bir krallik konumuna ve
giderek Osmanli egemenligine girer, 1699’dan ve son olarak 1718’den itibaren
ise Osmanli egemenliginin disina ¢ikar. Boylece 1526’dan 1699°a ve son olarak
1718’e kadar olan siire i¢inde yaklasik 170—190 y1l Tiirklerle Macarlar aym ¢ati
altinda birlikte yasarlar.

Iki ulus kimi dénemlerde goniillii olarak, kimi dénemlerde ise zorunlu
olarak birlikte yasadilar. Birbirleriyle kimi donemlerde dayanisma, kimi
donemlerde yardimlasma iginde oldular; kimi donemlerde ise dolayli ya da
dogrudan savasma siirecine girdiler. Ancak, Macarlar, 6zellikle de Macar
soylular1 ¢cogu kez Tiirklerle savasmak, Tirklere karsi savaglara katilmak
istemediler.

Biitiin bu siireglerin de bir sonucu ve {riinii olarak Tiirk ve Macar
kiiltiirleri ve halk miizikleri arasinda ¢ok belirgin ortak nitelikler, benzer
ozellikler goriiliir. Bu ortak nitelik ve benzer 6zellikler varliklarini, canliliklarin
ve etkinliklerini yiizyillardir korur, stirdiiriir, belli eder. Bu durum iki ulusun
ortak kiiltiirel gegmisini bilenler i¢in son derece dogal, bilmeyenler igin ise son
derece sasirticidir.

Iki ulusun tarih ¢aglarindaki koklii kiiltiirel iliskileri ve ortak kiiltiirel
geemisi  karsilastirmali  Tiirk-Macar  halk  miizigi  arastirmalarmin  ana
gerekgesini, tarihsel temelini ve 6z kaynagini olusturur.

" Anadolu’ya ilk Tiirk girisleri konusunda ayrintili bilgi igin bkz.: Sevim ve Yiicel 1990, s. 25-27.
"13.-17. yiizyillardaki Tiirk-Macar iliskilerine iliskin genis bilgi icin bkz.: Yusufoghu 2001, s. 25-37.
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2. Tiirk-Macar Kiiltiir iliskileri
Tiirk-Macar kiiltiir iliskilerini ele alirken ilkin Tiirkler ile-Macarlarin
Tarih Caglari’ndaki tarihsel iligkilerine sdyle bir goz atmakta yarar vardir.

2.1. Tiirkler ile Macarlarin Tarih Caglarindaki fliskileri

Tiirkler ile Macarlar arasindaki tarihsel iliskileri dolayli ve dolaysiz
(dogrudan) olmak iizere iki acidan ele almak dogru olur. Eldeki bilgilere gore
Tiirklerle Macarlarin tarih c¢aglarindaki dogrudan iliskilerinin yaklagik 2000
yillik bir ge¢misi vardir; dolayl: iliskilerinin gegmisi ise ¢ok daha eskidir, cok
daha gerilere gider. Bu baglamda Tiirk-Macar iliskileri dolayl1 olarak Tiirkgenin
ve Macarcamin Ural-Altay Dil Grubuna girmesiyle, dolaysiz olarak ise Ilk
Cag’in sonlarina dogru eski Tiirkler ile 6n Macarlar arasinda ilk dogrudan
iligkilerin kurulmasiyla baslar. Tarih ¢aglarinda Tiirk-Macar iliskileri Milattan
onceki iligkiler ve milattan sonraki iliskiler olmak ftizere iki ana evrede
incelenebilir.

A. Milattan Onceki iliskiler: Dolayh fliskiler Donemi

Bilindigi gibi Tiirk¢e ve Macarca Ural-Altay dilleri ailesine girer. Bu dil
ailesi iginde Tiirkce Altay dilleri grubunda, Macarca Ural dilleri grubunda yer
alir. Bu diller arasinda belirli benzerlikler vardir. Tiirkler ile Macarlar arasinda
Milattan onceki iligkiler iste bu dolayli dil benzerligi iliskileridir. Sadece dil
benzerligiyle sinirli olan bu iliskiler dolayli iliskiler olarak nitelendirilebilir.

B. Milattan Sonraki iliskiler: Dogrudan iliskiler Dénemi

Tiirkler ile Macarlar arasindaki dogrudan iliskiler On-Macarlarin Ural
Irmag1 bolgesinde ve Bati Sibirya’da Bulgar Tiirkleri ile iliskide bulunmalari ile
baglar ve belli donemlerden gecerek giiniimiize kadar siirer. Bdylece bu
iligkilerin yaklasik 1500-2000 yillik bir geg¢misi vardir. Bu iligkiler “eski
Tiirkler” ile siirh diisiinildiigiinde ii¢ déneme ayrilmaktadir’, “yeni Tiirker”i de
kapsayici bigimde diisiiniildiigiinde ise dort doneme ayrilabilmektedir.

1. Birinci Dénem: Milat siralar1 ile MS 5. yiizy1l ortalar arasindaki
donemi kaplar. Bu déneme “Onmacar Dénemi” denir. Eski Tiirkler ile On
Macarlar arasindaki ilk dogrudan iliski bu donemde gergeklesmistir. Milattan
onceki bin yillarda Tirklerin bir kismu Bati’ya yoneldiler, Bati’ya dogru
ilerlediler ve Tiirklerin Bat1 kolunu olusturdular. Onmacarlar ilkin Ural Irmag
ve Bat1 Sibirya’da Tiirklerin Bat1 kolunu olusturan Bulgar Tirkleri ile dogrudan
iliskide bulundular. Bat1 Tiirkleri Onmacarlar1 egemenlikleri altina alip kendi
kiiltiirlerine kazandilar ve bdylelikle onlari biiylik bir kiiltiir degisimine
ugrattilar’. Bu degisimle “Tiirk-Macar kiiltiir akrabaligi” olusur.

2. ikinci Dénem: MS 5. yiizyil ile 14. yiizy1l arasindaki donemi kaplar.
Bu déneme “Orta Dénem” denir. Bu donem iki evreye ayrilir. (a) ilk Evre 5.-9.
yiizyillar1 kaplar. Bu evrede Macar budunu olusur. (b) Ikinci Evre 9.-14.

" Bastav 2001, s. 59.
" Bastav, Ayn.
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ylizyillar1 kaplar. Bu evrede Macar budunu Tiirk budunlart ile karigir. Bu karigim
yaygin olarak biline gelen “Tiirk-Macar kiiltiir akrabaligini” pekistirir.

3. Uciincii Donem: 14. yiizyil ile 17. yiizy1l sonu arasini kaplar. Bu
donem “Osmanli-Macar iliskileri” donemidir. Bu dénemin ikinci yarisini
olusturan 16.-17. yiizyilda Tiirk-Macar iliskileri yaklasik 170 yil siiren kendine
0zgii yeni bir “birliktelik iliskisi”ne doniisiir.

4. Dordiincii Donem:18. ylzyildan giiniimiize kadar olan dénemi
kaplar. Bu donem, birinci evresi 18.-19. yiizyil1 kapsayan, ikinci evresi 20.-21.
yiizyil1 kapsayan iki evreye ayrilir. Birinci evrede iligkiler baska bicimler ve
boyutlar kazanirken ikinci evrenin son ¢eyreginde yeni bir “ittifak” ve “birlik”
icinde adim adim ilerleyen bagka tirlii bir ‘yeniden birliktelesme siireci’nin
bagladig1 goriiliir.

Tiirkler ile Macarlarin tarih ¢aglarindaki olumlu iligki bigimleri séylece
cesitlilik gostermistir:

(1) Aym dilsel aile i¢indelik iligkileri,

(2) Komsuluk iligkileri,

(3) Birliktelik iliskileri,

(4) Siginmacilik iligkileri,

(5) Aym ittifak (NATO) icinde olusluk iligkileri,

(6) Ayn birlik (Avrupa Birligi) i¢inde yer alislik iligkileri.

Biitiin bu iliskiler baglaminda Macar eski tarihi Tirk eski tarihi ile
benzesir, hatta yer yer ve zaman zaman 6nemli 0l¢iide Ortiisiir. Bu benzesme ve
ortiisme esas olarak Macarlarin Hiristiyanliga ve girmesine kadar siirer,
Tiirklerin Islamliga girmesiyle birlikte gittikce azalmaya baslar.

Macarlar uzun siire Tirk budunlari toplulugu i¢inde yasamistir. Bu
birliktelikten kimilerince kendine 0zgili bir Tiirk-Macar akrabaligi olustugu
kabul edilir. Bu akrabaliga irksal akrabalik ve kiiltiirel akrabalik olmak tizere iki
tirliit bakilir. Bu akrabaliga dayanilarak hala kimilerince Macarlar Tiirk
soyundan gelen bir ulus olarak taninir. Yeni arastirmalarla asil gercek ortaya
konulmaya caligilir.

Tiirk-Macar iliskileri iginde siginmacilik iliskileri ayr1 bir anlam ve
onem tasir. Tiirkiye’ye sigman iinlii Macarlar arasinda 18. yiizyilda Prens Ferenc
Riakoczi, 19. yiizyillda ozgiirlik-bagimsizlik o6nderi General Lajos Kossuth,
Imre Thokoly ve ulusal kahraman Bern ilk akla gelen kisiliklerdir."

2.2. Tiirkler ile Macarlarin Tarih Caglarindaki Ortak Kiiltiir Cevreleri

Tiirkler ile Macarlar tarih ¢aglarinda en az ii¢ kez ayni kiiltiir ¢evresini
paylastilar, en az ii¢ kez aym kiiltiir ¢evresi i¢cinde yer aldilar, birliktelestiler ve
kaynastilar; en az iti¢c kez ayni kiiltiir teknesinde yogruldular. Boylece varligi ve
etkinligi caglar boyunca siiregelen ortak kiiltiir degerleri olusturdular. Bu
degerler bugiin de canliligin1 ve etkinligini stirdiirmektedir. Tiirkler ile
Macarlarin Tarih Caglarindaki ortak kiiltiir cevreleri sunlardir:

" Bastav Ayni, s. 64.
 Tashnadi 2001, s. 71-75.
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Ural-Altay Dil/Kiiltiir Cevresi, (Ilk Cag’da)
Hun Kiiltiir Cevresi, (ilk Cag sonlarinda/Orta Cag baslarinda)
Kuzey Karadeniz-Kafkasya Kiiltiir Cevresi, (Orta Cag’da)
Ortadogu Avrupa Kiiltiir Cevresi / Osmanli Kiiltiir Cevresi, (Yeni
Cag’da)

5. NATO Kiiltiir Cevresi, (Yakin Cag’da)

6. AB-Avrupa Birligi Kiiltiir Cevresi. (Yakin Cag’da)
2.3. Tiirkler ile Macarlarin Tarih Caglarindaki Birliktelikleri ve Kiiltiirel
Islevleri

Tiirkler ile Macarlarin tarih caglarindaki birliktelikleri énce Asya’da,
sonra Avrupa’da gerceklesmistir. Asya’daki birliktelikleri Milat siralarinda
baglamis ve birkag evre stirmiistiir. Avrupa’daki birliktelikleri. ise 1526—1699 /
1718 arasinda yaklagik 170-190 yil stirmiistiir. Tirkler ile Macarlarin tarih
caglarindaki birliktelikleri genel olarak soyle bir ¢esitlilik gostermistir:

(1) Budunsal/Ulusal birliktelikler,

(2) Grupsal birliktelikler,

(3) Bireysel birliktelikler,

(4) Konuksal birliktelikler,

(5) Siginimsal birliktelikler.

2.4. Tiirk ve Macar Kiiltiirlerini Farklilastiran Baslica Genel Etmenler

1. Tirklerin ve Macarlarin ayni cografyadan farkli cografyalara

yonelmeleri,

2. Tirklerin giineyden, Macarlarin kuzeyden (farkli cografyalardan)

Bati’ya yol almalari,

3. Tirklerin Miislimanlagmalari, Macarlarin Hiristiyanlagmalar1 (ikisi

de 10. yiizyilda)

4. Macarlarin Tiirklerden daha 6nce Avrupalilagmalari,

5. Macarlarin Yenidendogus’u (Ronesans’t) zamaninda yasamalari,

Tiirklerin yasamamalari,

6. Uzunca bir siire Tiirklerin “Bat1 Blogu” Macarlarin “Dogu Blogu”

icinde bulunmalari.

15. ylizyilda Tiirkiye’de Fatih Sultan Mehmet Yenidendogus (Ronesans)
Italya'styla kisitl bir iliski igine girerken Macaristan’da Kral Mathias Corvinus
Yenidendogus’n (Ronesans’1) ilkesine getirmis ve bu nedenle Yenidendogus
Krali olarak anilmistir. Yenidendogus’un besigi Floransa ile siki iligki kuran
Macaristan bugiinlere gelmenin saglam temellerini atarken Tiirkiye o donemde
kurdugu kisith iligkiyle kisitli bir siire i¢inde kisith bir ilerleme saglamakla
yetinmek durumunda kalmustir.

b s

2.5. Tiirk ve Macar Kiiltiirlerini Benzestiren Baslica Genel Etmenler
Tiirk ve Macar kiiltiirlerini benzestiren baslica genel etmenler Tiirk ve
Macar kiiltiirlerinin
1. 1Ik kok ve kokenleri bakimindan aym cografyada olusmalari,
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2. Tarihsel siirec¢ icinde birkag¢ kez baska yerlerde baska
cografyalarda bulusmalar,

3. Tarih caglarinda birkac kez gerceklesen birliktelikleri, daha
dogrusu birliktelesmeleri,

4. Genel olarak ayni kitalarda ve “biiyiik Avrasya” Kiiltiir cevresi
icinde yasamalari,

5. Genel olarak Bati’ya doniik ya da Bati’ya yonelik olmalari

Biciminde bes madde halinde siralanabilir:

2.6. Son Alt1yiiz Yilda Macarlarin Tiirk Kiiltiiriine Teknolojik ve Bilimsel
Katkilan

Son alt1 yiizy1l i¢inde Macarlarin Tiirk kiiltiirtine her biri ¢ok 6nemli
cesitli katkilar1 olmustur. Bu katkilar arasinda sanatsal, teknik ve bilimsel olanlar
ayr1 bir anlam ve deger tasir. Burada 15., 18., 19. ve 20. ylizyillarda ger¢eklesen
teknik ve bilimsel katkilardan birkac 6rnege deginmekle yetinelim.

Fatih’in Toplarimin Dokiiliisii: Fatih Sultan Mehmet’in  1453°te
Istanbul’u alirken kullandig1 toplar Macar usta Urban tarafindan dokiilmiis ve
kentin aliminda ¢ok etkin ve belirleyici olmustur.

fIk Tiirk Basimevi (=Matbaa): Tiirkiye’de ilk Tiirk basimevi (matbaa)
Macar asilli Ibrahim Miiteferrika tarafindan 1729 yilinda kurulmus ve faaliyete
gecirilmistir. ilk Tiirk basimevinin kuruldugu “Lile Dénemi’nde kiiltiirel
etkinlikler artmus, iilkeyi modern ¢aga tagima ¢abalar1 hiz kazanmis, bu yondeki
egilimi destekleyen gelismeler Avrupa kamuoyunda da ilgi uyandirmustir .

Tiirkoloji Kiirsiisii / Tiirk bilim Anabilim Dali: Tiirkoloji (=Tiirk
bilim) kiirsiisii Diinya’da ilk kez 1870 yilinda Macaristan’da kurulmustur. Bu
kiirsiide calisan ve yetisen Macar Tiirk bilimcilerin (Tirkologlarin) ¢ok verimli
calismalariyla Tirkoloji ulusal bir agirlik kazanmistir. Macar bilginler Tiirkler
icin en ulusal bilim alam olan Tiirkoloji’ye biiyiik ve degerli katkilar
getirmislerdir'.

Musiki Muallim Mektebi Binasinin Yapihisi: Projesi Viyanali mimar
Prof. Egli tarafindan hazirlanan Musiki Muallim Mektebi binasinin 1927-1929
yillarindaki yapilisinda Alman mimar, miithendis ve miiteahhitlerin yam sira
Macar ustalar Tiirk is¢ilerle birlikte etkin gorevler almistir.

Hungaroloji Kiirsiisii / Macarbilim Anabilim Dah: Ankara
Universitesi Dil ve Tarih-Cografya Fakiiltesi’yle birlikte Hungaroloji Kiirsiisii
Atatiirk’lin direktifiyle 1935°te kurulmus, basina iinlii Macar Tiirkbilimci Prof.
Dr. Laslo Rasonyi getirilmistir. Macar bilim g¢evreleriyle isbirligi saglanmasina,
Tiirk-Macar ortak geg¢misinin ve tarihinin arastirilmasina anlamli katkilar
saglamstir.

" Horvath 2001, s. 53.
T Eren 2001, s. 85.
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3. Son Iki yiiz Yilda Tiirk-Macar Miizik iliskileri

Son iki yiiz yilda Tiirk-Macar miizik iligkilerini ele alirken, 6nce bu iki
ulusun halk miizigi eksenli miizik kiiltiirlerinin en genel, ortak ve benzer
ozelliklerine kisaca deginelim.

3.1. Tiirk ve Macar Miizik Kiiltiirlerinin Genel, Ortak ve Benzer Ozellikleri

Tirk miizik kiltiirii ile Macar miizik kiltiiriiniin halk miizikleri
ekseninde belli genel, ortak ve benzer Ozellikleri vardir. Bunlarin en genel
olanlar1 kisaca sdylece belirtilebilir:

1. Her ikisi de Asya kokenlidir.

Dogu’dan Bati’ya gelmislerdir.

Uzun yillar siiren birliktelikleri vardir.

Birbirleriyle uzun yillar siiren bir etkilesim gegirmislerdir.

Her ikisi de Avrupa miizik kiiltiirlerinden etkilenmislerdir.

Her ikisi de Dogu-Bat1 ve Kuzey-Giiney miizik kiiltiirleri arasinda
bir kdpriidiir, merkezdir.

Gerek Tirk miizik kiiltiiri gerekse Macar miizik kiiltiiri Dogu miizik
kiilttirleri ile Bat1 miizik kiiltiirleri arasinda oldugu kadar Kuzey miizik kiiltiirleri
ile Giiney miizik kiiltiirleri arasinda da hem bir kdprii hem bir merkez
konumundadir. Her iki miizik kdiltiirii bu iki islevi birlikte goriir. Bu durum, yani
¢ift konumlu ve ¢ift islevli olma durumu Tiirk ve Macar miizik kiiltiirlerine,
gevre miizik kiiltiirlerinden farkli, onlarda olmayan baska nitelikler
kazandirmistir. Bunlarin 6zii dzgiin biresimdir.

Bir miizik kiiltiirliniin kékleri ne denli derinlerde ise dallart o denli
yiikseklerde ve uzamimlari da o denli enginlerde olur. Bir miizik kiiltiiriiniin
gecmisi ne denli gerilerde ise gelecegi de o denli ilerilerde olur. Tiirk ve Macar
miizik kiiltiirleri bu 6zellikleri tagtyan kiiltiirlerdir.

Tiirkiye ile Macaristan arasindaki miiziksel iligkilerin koklii bir ge¢misi,
genis bir alan1 ve derin bir 6zii vardir. Bu iliskilerin baslangicindan 1800°1i
yillara kadarki olusumu ve gelisimi uzun zaman gerektiren ayr1 bir arastirma-
inceleme konusudur. Bu ¢alismamiz Yakin Cag’1 kapsamaktadir.

Yakin Cag’daki Tiirk-Macar miizik iliskileri Osmanlt doneminin son
evreleri ile Cumhuriyet doneminin belli evrelerinde farkli bir nitelik
gostermistir. Bu iliskilerde Once seslendirim-yorum-yaratim boyutu, sonra
egitim-dgretim boyutu, daha sonra ise derleme-arastirma boyutu 6ne gikmistir.
Simdi bunlari, s6z konusu iligkilerin odaginda yer alan kisilerle somutlastirarak
kisaca ele alalim.

ANl

3.2. Osmanh Doéneminde Batihlasma Evresinde Tiirk-Macar Miizik
Miskileri

Osmanli déoneminde Batililasma evresinde Tiirk-Macar miizik iligkileri
onceki déonemlerden farkli bir yon ve icerik kazanmus, farkli bir seyir izlemistir.
Bu iliskiler, siirecin odaginda yer alan baslica miizikgiler ve yoneticiler ile
onlarin gerceklestirdigi baslica miiziksel c¢aligma ve etkinlikler belirtilip
aciklanarak soyle somutlastirilabilir.
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Ferenc (Franz) Liszt (1811-1886) 1847 yilinda Osmanli padisahi
Sultan Abdiilmecid tarafindan Istanbul’a ¢agrilmis ve Haziran ortalarinda gelip
yaklasik bir ay kaldig1 Istanbul’da konserler vermistir. Bunlar arasinda Sultan’in
huzurunda verdigi piyano konseri ¢ok ayri ve dnemli bir yer tutar. Sultan onu
dinledikten sonra paraca ddiillendirmis, kendisine biri Onur/Oviing Nisani olmak
tizere iki Nisan ve armaganlar vermistir. Donizetti’nin Mecidiye Marsi’n1 ana
tema olarak alip Parafraz’t bestelemis ve Sultan’a sunmustur. Sultan
Abdiilmecid’in nisan verdigi Avrupali ii¢ miizik¢iden [Giuseppe Donizetti (
1831), Ferenc (Franz) Liszt (1847), Henri Vieuxtemps (1848))] biri olan Liszt
1875’de  (Onursal) Baskanligina getirildigi Budapeste Krallik Miizik
Akademisi’nde 11 yil gorev yapmus, aralarinda ileride Tiirk piyanist yetistirecek
veya Tiirkiye’de kalip c¢alisacak olanlarin da bulundugu seslendiriciler-
yorumcular ve egiticiler-o6greticiler yetistirmistir. Liszt’in Tirkiye ile dogrudan
ilgili iki Onemli Ogrencisinden biri Karl Tausig (1841-1871), digeri H.
Hegyei’dir. istanbul’a gelen ilk Avrupali solist miizik¢i olan Liszt Macar
miizigini halk miiziginden yararlanarak isleyip uluslararasi miizik haline
getirmenin ilk 6nciisii olarak goriilmektedir.

August von Adelburg (1830-1873) Macar asilli Istanbul dogumlu bir
besteci ve keman virtiiozii olup Sultan Abdiilmecit doéneminin iinlii
miizik¢ilerindendir. Avusturya’da keman, Almanya’da bestecilik 6grenimi
gormiistiir. 1860’11 yillarda verdigi konserlerde 6zellikle kemanindan 6zIii ton
¢ikarmasini bilen bir virtiioz olarak taninan Adelburg bir ara Tiirk miizigine
merak sarmig, dogdugu iilkenin (Tiirkiye’nin) giizelligine karsi besteledigi
sevgiyi canlandiran “Istanbul 'un Bogaz Sevahilinde Nam Ahengi Sevkengiz” adl
bir eser yazmus ve bir niishasim Padisaha vermistir.”

Tevfik Bey (1850-1941) ilk seckin Tiirk piyanisti olup “Macar”
lakabiyla taninir, “Macar Tevfik Bey” olarak anilir. Liszt’in 6grencisi olan Karl
Tausig’in yaninda yetigmistir. Belirli bir diizeye geldikten sonra 1876/77 yilinda
Istanbul Sarayi’na kabul olunmus ve piyano 6gretmeni olarak atanmis, on bes
giinde bir piyano dinletileri vermis, bir siire sonra baska bir gorevle Istanbul’dan
ayrilip Girit’e gitmistir. 1879°da Girit’teki gorevinden ayrilarak izmir’de konser
ve dersler vermek iizere gorev almis ve yasaminin sonuna kadar orada kalmis,
yerlesmis, ¢alismustir. Izmirli &grencisi olan Stephan Elmas onun &nerisiyle
Liszt’in o6grencisi olmak {iizere Weimar’a gitmistir. Cagdas Tiirk miizik
yasaminda ve egitiminde segkin bir yeri olan Ismail Ziihtii'niin 6gretmeni olmus,
Ahmed Adnan Saygun’un yetismesinde etkili olmustur.

H. Hegyei (Hege Efendi) (1863 Budapeste—1926 Istanbul) Budapeste
Krallik Miizik Akademisi’nde Liszt’in Ogrencisi, seslendirici/yorumcu ve
egitici/Ogretici olarak Liszt Piyano Okulunun Tirkiye’deki ilk gergek ve etkin
bir temsilcisidir. 1877’de Tiirkiye’de bulunan Macar dostlarinin ¢agrilis1 olarak
konserler vermek iizere Istanbul’a gelmis ve geri donmeyerek orada yerlesmistir.

" Kosemihal 1939, s. 127.
T Aynu, s. 130.
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Tiirkiye’de kalip 39 yil yasadifi ve ¢alistifi Istanbul’da Hege Efendi olarak
taninmig, Saray Mizikasi’nda, Saray Orkestrasi’nda, Tiirk Ocagi’nda ve
Dariilelhan’da dersler vermis, Milli Egitim Bakanligi’nin (“Maarif Vekaleti’nin)
izniyle, 1926’da “Istanbul Konservatuvari”na doniistiiriilen Dariilelhan’da
piyano ogretmenligi yapmstir. Tiirkiye’deki mesleksel yasaminda ¢ok sayida
konser ve resital vermis, cok sayida miizik¢i yetistirmistir. Oldiikten sonra yerini
yine bir Macar olan 6grencisi ve ayni zamanda esi Geza Hegyei almistir (1926—
1932)".

Macar Tevfik Bey ve ozellikle Hege Efendi (H. Hegyei) ile
Ogrencilerinin zincirleme egitim iliskileri yoluyla Liszt Piyano Okulunun
Turkiye’deki etkisi giiglii, siirekli ve kalic1 olmustur.

Alexandre Kommendinger 1840’11 yillarda Istanbul’da oturan-yasayan
Macar asilli iinlii bir piyano[la] fabrikatorii olarak bilinir. Kommendinger,
Ferenc Liszt’i evinde konuk etmis ve ertesi y1l 1848’de Beyoglu’nda iinlii miizik
magazasini agmustir.” Bu magaza ozellikle ogul Ernest’in yonetiminde
Tiirkiye’de yeni-modern miizik egitiminin ve O&zellikle piyano egitiminin
gerektirdigi ¢algt ve diger arag-gere¢ edinme-edindirme hizmetlerinin
gerceklestirilmesinde dnemli rol oynamustir.

Vondra Bey (19. yiizy1l) Viyana Konservatuvari’ndan o6diil alarak
mezun olan Macar asilli bir Tiirk kemancidir. Daha sonra Osmanli Saray1 adina
Paris Konservatuvari’nda dgrenim gormiistiir. Unlii kemanc1 Henri Marteau ile
smif arkadasidir. Onunla birlikte ayni yil birincilik 6diiliinii almistir. Saray
himayesinde otuz yil (1841-1871) siiren Opera-Operet temsillerinde gorevli
Orkestra’nin baskemancisi olarak ¢alismig ve ayni zamanda keman dgretmenligi
yapmis, keman dersleri vermistir. Ogrencisi olan Osman Zeki Ungor’ii ilk
cagdas Tiirk konser kemancisi olarak yetistirmistir.*

Leopold Auer (1845-1930) Macar asilli inlii kemanci Auer bir
piyanistle ve bir sarkic1 ile birlikte 1902°de Istanbul’a gelmis ve biri sarayda
Sultan II. Abdiilhamit i¢in olmak {izere gesitli konserler vermistir. 20. yiizyilin
en biiyiilk keman virtiozleri arasinda yer alan Jasa Heifetz ve Misa Elmann’1
yetistiren Auer Osmanli Sarayinda verdigi, Brahms-Joachim Macar Danslari’ni
da iceren konserinden sonra Sultan tarafindan verilen Nisan ile
odiillendirilmistir.

3.3. Cumhuriyet Doneminde Cagdaslasma Evresinde Tiirk-Macar Miizik
Mliskileri
Cumbhuriyet doneminde Tirk-Macar miizik iliskileri 1920’li yillardan
itibaren Onceki donemdekinden farklilik gdstermeye baglamis ve ozellikle
1930’1u yillardan itibaren bambaska bir igerikle yepyeni boyut kazanmustir.
Caroli (Karl) Berger (1894-1948) Tirkiye’de Cumbhuriyet’in
kurulusuna giden yolda tarihi bir doniim noktasi olan-TBMM-Tiirkiye Biiyiik

" Calgan 1991, s. 36.
T Ayni, s. 47 ve 63.
 Gazimihal 1955, s. 106-107 ve 131.
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Millet Meclisi’nin agildigr 1920 yilinda 26 yasindayken Istanbul’a gelmis ve
mesleki yasamimi bu kentte siirdiirmiistiir. Unlii kemanc1 ve egitimci Otakar
Sevcik’in Ogrencisi olan Berger iilkemizde Macar asilli Tirk kemanci ve
egitimci olarak bilinir. Istanbul’daki 28 yillik mesleki ¢alisma yasaminda cagdas
Tiirk keman egitiminin olusup gelismesine ve kdklesmesine anlamli katkilarda
bulunmustur. Keman egitiminde c¢agdas yontemlere giden yolun baslica
kilometre taslarindan ikisini olusturan Sevcik Metodu ile Kiichler Metodu’nu
Tiirkiye’de dgrencilerine uygulayarak tamtmustir. Istanbul’daki kemancilik ve
egitimcilik yasaminda c¢esitli konserler vermis, sonralart Musiki Muallim
Mektebi (MMM) ve Ankara Devlet Konservatuvart (ADK) keman 6gretmeni
olan Necdet Remzi Atak ile Gazi Egitim Enstitiisii Miizik Boliimii keman
Ogretmeni olan Cemil Dogancioglu basta olmak {izere ¢ok sayida kemanci ve
keman egitimcisi yetistirmistir. Necdet Remzi Atak’mn yetistirdigi kemancilar
Devlet senfoni ve opera/bale orkestralar ile miizik yiiksekdgretim kurumlarinda
sanatg1 ve ogretim elemant olarak etkin gorevler almislardir.

Atatiirk’iin 6nderliginde Cumhuriyet devriminden hemen sonra miizik
alaninda ¢ok kokli atilimlar gergeklestirildi. Cumhuriyet’in 10. Yili’ndan
itibaren Atatliirk miizikte yeni bir yapilanma gereksinimi ortaya koymaya
basladi. 1933°teki tinlii Onuncu Yil Soylevi’nde “ulusal kiiltiirimiizii ¢agdas
uygarlik diizeyinin Ustliine ¢ikarma”, 1934’teki TBMM’yi A¢is Séylevi’nde
“miiziksel degisimi ulusal degisimde ol¢iit alma”, “ulusal miizik Ogelerini
derleyip toplama ve genel son miizik kurallariyla isleme”, 1935’teki TBMM’yi
Ac¢s Soylevi’nde ise “ulusal miizigimizi modern teknik i¢inde yiikseltme” ilke,
amag¢ ve yontemini ortaya koydu. Bu dogrultuda 1934’te yapilan ilk Miizik
Kongresi’'nde Tiirk uzmanlar tarafindan ilk on yillik gelismeler gézden gegirilip
degerlendirilerek yeni yapilanmanin ana ¢izgilerini kapsayan bir rapor
hazirlandi. Ancak, bu yolda atilmas1 gereken yeni adimlar konusunda ileri gelen
yerli (Tirk) uzmanlarin goriis ve diisiinceleriyle yetinilmeyip Avrupali {inlii
uzmanlarin gorlis ve diisiincelerine de basvuruldu. Goriis ve diisiincelerine
bagvurulan Avrupali iinli uzmanlar arasinda Macar uzmanlar énemli bir yer
tutar. Bunlardan biri iinli kemanci Lico Amar, digeri ise {inlii besteci,
seslendirici/yorumcu ve etnomiizikbilimci Béla Bartok’tur.

Lico Amar (1891-1959) 1934’te Paris’ten gonderdigi “Tiirkiye 'de
Miizik Egitimi Inkildbina Dair Muhtira” adli raporunda Avrupa’daki durumu
sOyle goriiyor: “Bugilin Orta ve Bati Avrupa’da yiiriirlikte olan miizik
Ogreniminin esaslar1 miizikte idealin [iilkiiniin] virtiidzlik oldugu bir zamanda
konulmustu. En seckin temsilcileri birgok seneler 6nce yasamis ve etkide
bulunmus olan —ve kendi zamanlarinda belirli bir sanat misyonunu yerine
getiren- bu tip, bizim bugiinkii cagdas kavramlarimizla, -hi¢ olmazsa ilke olarak-
hi¢cbir yasam hakkina sahip degildir. Fakat bizim miizik yasamimizin ¢ok
zararina olarak bu tiir degersiz unsurlar ¢cogunlukla hala daha konser salonlarini
ve benzeri yerleri doldurmaktadir. Ve konservatuarimiz ve yiiksek
okullarimzdaki 6grenim hemen hemen istisnasiz olarak, bir yonli, miizik
kiiltiirii noksan ses ve calgi virtiiézleri yetistirmek esasi iizerine kurulmustur.
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(Bunda istisna olusturanlar yalniz birka¢ tane 6gretmen okuludur.) (...) Elli
yildan beri oldugu gibi kalmis ve hi¢ degismemis olan miizik 6gretim yollar1 hep
eskisi gibi bir yonlii gelismis seslendiriciyi/yorumcuyu amag olarak alip her
yonden aydinlanmis ¢ok yonli miizik¢iyi yetistirmeyi amag¢ edinmemektedir.
Halbuki miizigin derin mekanizmasini anlayabilecek ve onun yapisal mahiyetini
betimlemeye glicii yetecek olan bu sonuncusudur [yani ¢ok yonli miizik¢idir]”.
Boylece Amar daha c¢ok mesleksel miizik egitimi Uzerinde durarak “miizik
kiiltiirii eksik, tek yonlii miizik¢i yetistirme” yerine “her yonden aydinlanmus,
cok ve cesitli yonlii miizik¢i yetistirme”nin Onemine isaret etmistir. Raporunu
bitirirken “Atatiirk’iin  halkin miizik egitimi alaninda esasli inkilaplar
hazirlamakta olduguna iligkin haberler geldigini, bir devlet bagkaninin miizigin
halkin yagaminda oynadig1 énemli rolil goriip ona gore hareket etmesinin ilk kez
oldugunu [goriildiiginii], bunun i¢in hangi ulustan olursa olsun, her sanatginin
ona tesekkiir bor¢lu bulundugunu” belirtmistir.”

Lico Amar Berlin Filarmoni Orkestras1 baskemanciligini yaptiktan sonra
Tiirkiye’ye ilk kez 1935°de konser vermek {lizere gelmis, ikinci kez geldigi
1938’de ise Ankara Devlet Konservatuvart (ADK)’na Keman Profesorii ve Yayl
Calgilar Boliim Bagkani olarak atanmistir. 1957’ ye kadar tam 20 yil bu gorevde
calismig, Devlet Konservatuvari’nda basta Suna Kan ve Oktay Dalaysel, Gazi
Terbiye Enstitiisii Miizik Subesi’nde basta Ulvi Yiicelen, Edip Giinay ve Omer
Can olmak iizere bir¢ok keman sanatgisi ve keman egitimcisi yetistirmistir.
Ayrica 1948°de solist olarak Ulvi Cemal Erkin’in iinlii Keman Kongertosu’nun
ilk seslendirilisini-yorumunu tasarlayip gergeklestirmisgtir. Bunu yaparken
kongertonun seslendirmeye ve yorumlamaya esas olan tellendirme,
konumlandirma, parmaklandirma ve tekniklendirme alt yapisini olusturmus ve
sistemlestirmistir. Bu alt yapilarn olusturur ve sistemlestirirken eserin
bicimlendirilmesinde bestecisine birtakim katkilarda bulunmustur.

Béla Bartok (1881-1945) halk miizigi konusunda konferanslar vermek,
cagdas coksesli Macar miizigi drneklerinden olusan konserler vermek ve Tiirk
halk miizigi iizerinde yerinde inceleme, derleme ve arastirmalar yapmak {izere
1936 yilinda Tiirkiye’ye gelmistir. Bartok’un bu ziyareti L. Rasonyi, M. R.
Gazimihal ve A. A. Saygun’un girisimleriyle Ankara Halkevi’nin resmi daveti
iizerine gergeklesmistir. Bartok’un Tirkiye’ye ¢agrili olarak gelmesinin ilk
onerildigi 1 Aralik 1935 tarihinden yaklasik bir buguk yil 6nce Haziran 1934°te
Milli Musiki ve Temsil Akademisi kurulusg yasas1 Tlrkiye Biiylik Millet Meclisi
(TBMM)’nde kabul edilmis bulunuyordu. Bartok’un Tiirkiye’ye gelisinden kisa
bir siire 6nce ise Musiki Muallim Mektebi’ne bagl olarak kurulan Ankara Devlet
Konservatuvari’nda az ¢ok bagimsiz bir Tiirk Halk Miizigi Arsivi (Belgeligi)
olusturulmaya baglanmisti. Bartok’un Tiirkiye’ye resmen davet edilmesindeki
baslica neden donanimli, birikimli ve deneyimli bir halk miizigi derlemecisi-
arastirmacisi olan kendisinden bu alanda uzman-danigsman olarak yararlanmakti.

" Gokyay 1941, s. 13-15.
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Bartok belli yazigsmalar sonunda kesinlesen program uyarinca 1936
Kasim’mmn ilk haftasinda Tiirkiye’ye gelmistir. Ilkin ayak bastigi Istanbul’da
Belediye Konservatuvari’ndaki halk mizigi derleme ve kayitlar1 iizerinde
incelemelerde bulunmustur. Ardindan Ankara’ya geg¢ip Halkevi’nde halk miizigi
konusunda konferanslar ve biri Musiki Muallim Mektebi’'nde (dolayisiyla ona
bagli Ankara Devlet Konservatuvari’nda) olmak iizere konserler vermistir. Daha
sonra Adana ve yoresinde Tiirk halk miizigi derleme g¢aligmalar1 yapmustir.
Ankara’ya déndiigiinde o dénemdeki adiyla Kiiltiir isleri Bakanhigi’na (Milli
Egitim Bakanligi’na) bir Rapor vermis, Kasim sonlarinda Tiirkiye’den
ayrilmustir.

Bartok’un Tiirkiye’ye gelisi ve Tirk miizik kiltiirine katkilart
bildirimizin ilerleyen boliimlerinde ¢esitli yonleriyle ve yeri geldikce
olabildigince ayrintili bir bigimde ele alinacak ve degerlendirilecektir. Ancak,
burada tam yeri gelmisken hemen belirtelim ki, Bartok’un Tiirkiye’ye gelisi
Tiirk-Macar kiiltiir ve miizik iligkilerine oOncekilerden ¢ok farkli igerikli,
yogunluklu ve derinlikli boyutlar kazandiran yepyeni bir déniim noktasidir.

1980’lerden itibaren, cogu Franz Liszt Miizik Akademisi’nde yetismis
Macar miizik¢i 6gretim elemanlar1 Tiirkiye’ye gelip basta Ankara Hacettepe ve
Bilkent tiniversiteleri olmak iizere cesitli kurumlarda gorevler aldilar, konserler
verdiler ve miizik¢i yetistirmeye koyuldular. Bu baglamda 1985’te YOK
Baskam1 Prof. Dr. Thsan Dogramaci tarafindan Ankara’ya cagrilan 17 Macar
sanatgidan biri olan Rébert Farkas 1985 yilinda Tiirkiye’ye gelip sirasiyla
Bilkent, Hacettepe ve Gazi Universitelerinde piyano ogretim iiyesi, Ankara
Devlet Opera ve Balesi ile TRT Ankara Radyosu’nda TRT Cocuk, Genglik ve
Coksesli Korolarinda korrepeditér olarak calismistir. Halen Eskisehir’de
Anadolu Universitesi Devlet Konservatuvari Piyano dgretim iiyesi olan Farkas
Gazi Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi Boliimii’nde piyano ve
eslik dersleri vererek miizik Ogretmeni yetistirmeye anlamli katkilarda
bulunmustur. Farkas’in egitsel katkilari, bir Tiirk meslektas1 birlikte yayindiklar
cesitli kitaplarla genel ve 6zengen miizik egitimine de uzanmaktadir.”

idil Biret’ten Franz Liszt’e: Idil Biret Olayi: Bir Tiirk Piyanistinin
Franz Liszt’e Yamti: Liszt’in Oliminiin 100. yili olan 1986 yili sanat
diinyasinda “Liszt Yili” olarak ilan edildi. Tiirk Piyanist idil Biret, Beethoven
Senfonileri’nin Liszt tarafindan yapilmis piyano uyarlamalarinin dokuzunu
birden seslendirip/yorumlayip plaga verdi ve ayrica Fransa’da gergeklestirdigi 5
resitalde sahnede canli olarak seslendirip yorumladi. Béylece Idil Biret
Beethoven Senfonileri’nin Liszt tarafindan yapilmis piyano uyarlamalarimin
dokuzunu birden plaga veren ve canli konserde seslendirip yorumlayan ilk
piyanist oldu. Idil Biret’in kisa bir siire icinde gergeklestirdigi bu ¢alismalar ve
etkinlikler uluslararasi miizik gevrelerinde “olaganiistii” ve “miikemmel” olarak
nitelendirilmistir. Calgan’in da vurguladig1 gibi bu ¢alismayla “Idil Biret 139 yil

" Robert Farkas’in Tiirk meslektast A. Aydin lik’le birlikte yaymladiklar kitaplar albiim ve metod-kitaplardir.
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sonra, Liszt’in Istanbul konserlerinin tarihsel anisma olan saygi borcumuzu
Diinya’da yankilar uyandiran bu plaklarla 6demis” bulunuyordu.”

Dr. Janos Sipos Macar Bilimler Akademisi’nin basg arastirmacisi ve
Franz Liszt Akademisi’nin O0gretim iiyesi olarak 1987-1993 yillar1 arasinda
Tiirkiye’nin glineyinde ve Toros Daglari’nda ve 1999°da Trakya’da kapsamli
derlemelerde bulundu. Esi Dr. Eva Csaki 1999°da Trakya’da ve 2000-2002
yillar1 arasinda ozellikle Bati Anadolu’da anlamli derlemeler yapti. Dr. Janos
Sipos ve esi dilbilimci-Tiirkbilimci Dr. Eva Csaki basta Macar Bilimleri
Akademisi olmak iizere ¢esitli akademik ve goniillii kuruluslarin destekleriyle
1987°de baglayan karsilastirmali halk miizigi ¢aligmalarini o yildan bu giine 17
yildir stirdiirmektedir. (Bu genis kapsamli ¢alismalar bugiinkii Sempozyum’da
cok yonlil ve 6zlii olarak sunulmus, paylagilmis ve tartisilmis olacaktir.)

1996’da Tiirkiye’nin baskenti Ankara’da Bartok-Saygun biistleri
dikilmistir. Cagdas donem Tirk—Macar miizik iliskilerinin odaginda yer alan
Béla Bartok ile Ahmet Adnan Saygun’un biistleri Macaristan Cumhurbaskan1 ve
Ankara Biiyiikelgisi ile Tiirkiye Cumhuriyeti Kiiltiir Bakanligi Giizel Sanatlar
Genel Miidiirii ve Hacettepe Universitesi Rektdriiniin bulundugu, sanatgilarin ve
bilimcilerin katildigi anlamli bir torenle Ankara Hacettepe Universitesi Devlet
Konservatuvari’inin 6n girig bahgesine dikilmis bulunmaktadir.

2000’de ise Saygun-Bartok biistleri bu kez Macaristan’in Szombathely
kentinde dikilmistir.

Gortiliiyor ki son iki yliz yildaki Tiirk-Macar miizik iliskileri daha ¢ok
Macarlarin Tiirk miizik kiiltiiriine katkilar1 yoniinde olusmus ve gelismistir. Bu
iligkiler Liszt’le somutlasmis, Vondra ve Berger ile gelismis, Amar ve
ozellikle de Barték’la doruga ulagmistir. Liszt’’ten Bartok’a, Amar’a uzanan
kalic1 izli katkilar diriligini giinlimiizde de siirmektedir, gelecekte de siirdiiriir
goriinmektedir.

4. Tiirk-Macar Miizik iliskilerinde Yepyeni Bir Doniim Noktasi: Barték’un
Tiirkiye’ye Gelisi

Bartok’un 1936 yilinda Tiirkiye’ye gelisi Tirk-Macar miizik
iligkilerinde yepyeni bir doniim noktasidir. Bunda miizikte c¢agdaslasma
konusunda Atatiirk’iin  benimsedigi anlayis ve yaklasim ile Bartok’un
benimsedigi anlayis ve yaklasim arasinda tama yakin bir Ortiisme olmasi ¢ok
onemli rol oynar. Nitekim ilkin 6zel ve ardindan resmi yazigsmalarla Bartok un
Tirkiye’ye cagrilmasi ve bu ¢agriyi ilk andan itibaren olumlu karsilamasi, baska
etmenlerin yani sira, Ozellikle bu anlayis ve yaklasim Ortiismesinden
kaynaklanir. Ciinkii s6z konusu 6zel ve resmi yazigmalar asil kaynagimni ve itici
giiciinii bu anlay1s ve yaklasim ortiismesinden alir.
4.1. Atatiirk’iin Miizikte Cagdaslasma Yaklasimi ve Bartok

Atatiirk 1933’te "ulusal kiiltiirimiizii ¢agdas uygarlik diizeyinin iistiine
¢ikaracagiz" der. Bunu derken, kiiltiir ile uygarligi birbirinden ayr1 tutmaz, i¢ ige

" Calgan 1991, s. 90-95.
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diistiniir, bir biitiin olarak goriir. Clinkii O’na gore “kiiltiirii uygarhktan ayirmak
giictiir ve gereksizdir”. Atatirk, kiiltiir ile uygarlik arasinda oldugu gibi kiiltiir
ile egitim arasinda da bir ayirim yapmay1 gereksiz bulur. Ciinki ‘kiiltiir’ ile
‘egitim’ birbiriyle i¢ igedir, birbirinden kopmaz-ayrilmaz bir biitiindiir. Nitekim
gorev doneminin son evresinde (1934-1938 arasinda) ‘Egitim Bakanligi’ adi
yerine ‘Kiiltiir Bakanlig1® adi kullanilmistir. Atatiirk'tin kiiltiir-uygarlik-egitim
anlayis1 ¢agdas insanbilim verileriyle tamamen Ortiisir.

Atatiirk kiiltiiriin cagdas anlamimin tam ayirdinda ve bilincindedir.
Nitekim, kurdugu yeni Tiirkiye Devleti'ni "Tiirkiye Cumhuriyeti'nin temeli
kiiltiirdir, yiksek Tirk kiiltiiridir" diyerek tanimlar ve kiiltiirii “insansal yasam
bigimi” olarak gordiigiinii agikca belli eder. Cagdas insansal yasamda kiiltiiriin
dort ana bilegseninden ya da dort ana paydasanindan bilimi "yasamda en gergek
yol gosterici", teknigi “o yolu-yasami kolaylastiric1”, sanati "ulusun baglica
yasam damarlarindan biri" olarak nitelendirir; felsefeyi bunlari birbiriyle
bulusturan, bagdastiran, birlestiren-kaynastiran ve biitiinlestiren bir akilct
diistinme, gercekci degerleme ve vararci kilma/eyleme yolu-yontemi olarak
goriir, miizigi ise “sanatlar icinde en ¢abuk ve en 6nde gotiiriilmesi gereken dal”
olarak belirler. Biitlin bunlar cagdaslasma siirecinde birbirinden kopmaz-
ayrilmaz bir biitiin olarak degerlendirir.

Atatiirk’e gore “bizim gercek miizigimiz Anadolu (ve Rumeli) halkinda
isitilebilen miiziktir.” Miiziksel ¢cagdaslasmada “asil temel” budur. Bu temel “en
degerli miiziksel varligimiz”, “en degerli miiziksel hazinemiz’dir. Bu nedenle
“ulusal ince duygulari, diisiinceleri anlatan yiiksek deyisleri, soyleyisleri
toplamak, onlar1 bir giin dnce, genel son miizik kurallarina gore islemek gerektir.
Ancak, bu giizeyde (=sayede=yolla) Tiirk ulusal miizigi yiikselebilir, evrensel
miizikte yerini alabilir.” Bunlar1 yaparak “ulusal miizigimizi modern teknik
icinde yiikseltirken” ve miizikte ¢agdaslagirken “Diinya'nin her tiirlii biliminden,
buluslarindan, ilerlemelerinden yararlanilmali" ve bunun i¢in "bilim ve teknik
nerede ise oradan alinmali", fakat, “asil temel kendi i¢imizden bulunup ortaya
¢ikarilmali”dir. Biz bu islemlerin biitiiniine kisaca Tiirk miiziginde Atatiirk’ce
cagdagslasma siireci diyoruz.

Atatiirk miizikte ¢agdaslasma (cagdas uygarlifa erisme, onun iistiine
c¢ikma ve Otesine gecme) cabasinda yalniz Bati'ya degil Dogu'ya da yonelir.
Hatta Dogu-Bat1 ekseniyle yetinmeyerek Kuzey-Giiney eksenine de yoneldigini
ya da yonelme egiliminde oldugunu agikca belli eder. Nitekim, bu baglamda
"Diinya'nin her tiirlii biliminden, buluslarindan, ilerlemelerinden yararlanilmali”
ve "bilim ve teknik nerede ise oradan almmali" der. Bunu derken, Diinya’y1
(Yer-Kiire’yi) Dogusu-Batis1 ve Kuzeyi-Glineyi ile bir biitiin olarak goriir.
Yalniz Dogu'dan ve Bati'dan degil, ayn1 zamanda Kuzey'den ve Giiney'den,
kisacast tim Diinya uygarliklarindan yararlanmaya isaret eder. Boylelikle
cografi mekan yonelimini kiiresel boyutlara, zaman yonelimini yasanan ¢aga
tasir, nicelik-nitelik yonelimini de yasanan ¢agin gerekleriyle bagdastirir.
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Bunlar1 yaparken, onceki bazi donemlerde oldugu gibi "Dogu'yu ve
Bati'y1, Kuzey'i ve Giiney'i aynen almay1 veya oykiinme"yi degil "Dogu'dan ve
Bati'dan, Kuzey'den ve Giiney'den yararlanma'yi ilke edinir, '6zgiin bir biresim
olusturma'yr amaglar, "her ¢igirda agilarak yiikselme"yi hedefler, "genel son
miizik kurallarina gore isleme"yi yontem secer, "modern teknik"i en gecerli
teknik sayar. Bu ilke, amacg-hedef, yontem ve teknik dogrultusundaki kavram,
soylem ve eylemlerinde "bireyin ve toplumun gereksinimleri ile ¢agin ve
insanligin gereklerini birlikte g6z oniinde bulundurma"ya 6zen gosterir. Bunlar
gerceklestirmenin énkosulu "Yurtta barig, Diinya'da barig"tir; daha giincel bir
deyisle "Ulkede baris, Kiire'de baris"tir. Bunu bireysel ve toplumsal, ulusal ve
evrensel anlamda bir insanca yasam ilkesi olarak ortaya koyar. Bunun {ilkede ve
tiim Diinya'da tam gerceklestirilmesini tilkii edinir.

Atatiirk’ce diisiince sistemine gore miizikte cagdaslasmanin alfi temel
ilkesi vardir. Bunlar srastyla sunlardir:”

1. Ulusallik Tlkesi,

2. Anlasilirlik Tlkest,

3. Ozgiirliik ilkesi,

4. Ozgiinliik ilkesi,

5. Cagdashik Ilkesi,

6. Evrensellik Tlkesi:

Bu alt1 ilke miizik kiiltiirii ve egitimi agisindan ayr1 ve 6zel bir 6nem
tagir. Bu bakimdan bu ilkelerin ¢ok kisa bir agilimini belirtmekte yarar vardir.
S6z konusu ilkelerin en kisa agilimu soyledir:’

1. Ozde Ulusallik,

2. Bi¢imde Anlagilirlik,

3. Kapsamda Ozgiirliik,

4. Anlatimda Ozgiinliik

5. Yontemde Cagdaslik,

6. Nitelikte Evrensellik.

Basari, bu ilkelere ne denli temellenildigi ve dayanildigina, bu ilkelerden
ne derece kaynaklanildigi ve yonlenildigine, kisacasi bu ilkelere ne kadar
uyuldugu ya da uyulabildigine baglidir. Bunlar tek tek ve bir biitiin olarak
irdelenmeye deger.

Gortiliiyor ki Atatiirk’{in miizik goriisleri Bartok’un ¢alismalarinda ilke
edindigi temel goriisleriyle tamamen ortiismektedir. Bu bakimdan Bartok’un
Atatiirk déneminde 1936 yilinda Tiirkiye’ye ¢agrilmasi ve gelmesi, Istanbul’da
incelemelerde bulunmasi, Ankara’da konferanslar ve konserler vermesi, Ahmet
Adnan Saygun’un esliginde ve Necil Kazim Akses ile Ulvi Cemal Erkin’in
gozlemciliginde Adana ve c¢evresinde ’halk miizikleri’ derlemesi, bunlar
lizerinde arastirma yapmasi, bu c¢aligmalarinin Tirk ve Macar kurumlar
tarafindan izlenmesi, ¢aligmalarma iliskin bir rapor hazirlaylp Milli Egitim

" Ugan 2004, s. 17.
" Ayni, s. 18.
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Bakanligi’na sunmasi ve arastirmasini kitaplagtirmasi basit bir rastlant1 sonucu
degildir. Tam tersine, kokleri tarihin derinliklerine uzanan Tiirk-Macar
iligkisinin yeniden biling istiine ¢ikmasinin bir sonucudur. Bu nedenledir ki
Atatiirk doneminde cagrili olarak Tiirkiye’ye gelip Tirk ve Macar halk
miiziklerini kargilastirmali inceleyen Béla Bartok’un c¢agdas Tiirk miizik
kiiltiirtinde ve Tirk-Macar miizik iliskilerinde ayricalikli bir yeri ve Onemi
vardir.

4.2. Béla Bartok’un Tiirklere ve Tiirk Miizik Kiiltiiriine flgisi, Tiirkiye’ye
Yonelisi

Béla Bartok “kendisini Asyali bir halkin ¢ocugu olarak tanir”. Macar
kiiltiiriindeki Tiirk kaynakli 6gelerin varliginin bilgisinde ve bilincindedir. Bu
nedenle Macarlarla Tiirkler arasmdaki iliskiler 6teden beri Bartok’un ilgisini
¢ekmektedir. Bu ilgi zamanla “Macarlarla Tiirklerin akraba uluslar oldugu“
goriliglinii 6n plana ¢ikaran boyutlara ulasir. Nitekim 1930’lu yillarin baglarinda
kendisine yoneltilen bir anket sorusunu yanitlarken “Biz Macarlar Fin-Ugor
kokiindeniz. Belki de biraz Kuzey Tiirkleri ile akrabaligimiz var” der.”

Bartok’a gére Macarlar 1000—1500 y1l 6ncesinden beri dilde, miizikte ve
uygarligin diger alanlarinda ¢ok¢a meydana gelen belli Tiirklesme siireglerinden
gecerek Tirklerin adeta yarim kardesleri olmuslardir. Yine Bartok’un
degerlendirmelerine gbére Macarlarin soy olarak da Tiirk’e yakin olmalar
gerekir.” Bartok’un deyisiyle “yakin soydanlarimiz” ve “yarim kardeslerimiz”
olan Macarlarin biz Tiirklerde ayr1 bir yeri ve ayricalikli bir 6nemi vardir.

Bu nedenlerle Bartok Tiirkiye’ye cagirilmaktan, ve geldiginde “Tiirk
halk miizigini ilk elden dinleyip-saptayip inceleme ve 6zellikle [Asya kokenli]
eski Macar halk miizigi ile eski Tiirk halk miizigi arasinda birtakim iligkiler olup
olmadigini ortaya ¢ikarma” olanagi bulacak olmaktan ¢ok biiyiik seving duyar.

4.3. Béla Bartok’un Tiirkiye’ye Gelisini Hazirlayan Somut Kosullar
Atatiirk 1933’teki Onuncu Yil Séylevi’nde “ulusal kiiltlirlimiizii cagdas
uygarlik diizeyinin dstiine ¢ikaracagiz” diyerek ulusal kiiltiirimiiziin ana
Ogelerinden biri olan ulusal miizik kiiltiirimiizde de cagdaslasmay1 hedefledi. Bu
hedefi 1934’teki TBMM’yi A¢is Séylevi’'nde ¢ok daha agik ve belirgin bigcimde
ortaya koydu. Bu hedef dogrultusunda ortaya ¢ikan “miizikte yeni yapilanma
gereksinimi”ni  karsilamak amaciyla 1934’te MMM miidiri Osman Zeki
Ungoér’iin - girigimi  ve ©Onerisiyle Maarif Vekili’nin bagkanhiginda yerli
uzmanlardan olusan “galisma-danigma kurulu” niteliginde bir Miizik Kongresi”
toplandi. Burada alinan karar iizerine 1934’te “Milli Musiki ve Temsil
Akademisi” yasasi ¢ikarildi. Bu yasada oOngoriilen temel amag¢ suydu: (1)
“Ulkede bilimsel esaslar dahilinde milli musikiyi islemek, yiikseltmek ve
yaymak. (2) Sahne sanatlarinin her dalinda ehliyetli unsurlar (=elemanlar)
yetistirmek. (3) Musiki 6gretmeni yetistirmek.” Ancak, c¢esitli nedenlerle bu

" Tura 2000, s. 24.
" Bartok 1991, s. 271.
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akademi yasama gegirilmedi, gecirilemedi. Beklentilerin gergeklesmeyisi
iizerine yerli uzmanlarla yetinilmeyip yurtdisindan, Avrupa’dan uzman
saglamaya yonelindi, bu yolda arayis ve girisimlere baslandi.

1935’te  Almanya’dan Paul Hindemith uzman-danisman olarak
Hiikiimetin resmi ¢agris1 ve gorevlendirmesiyle Ankara’ya getirildi ve yeniden
yapilanma ¢alismalarina koyuldu.

1936’da Macaristan’dan Béla Bartok Halkevi’nin resmi cagrisiyla
Ankara’ya geldi. Reinhard Bartok’un o dénemde Halkevleri’nin bagli oldugu
“igbagindaki” [iktidardaki] Halk Partisi tarafindan davet edildigini, ancak
Bartok’un kitabina yazdign “Onsdz’de “Halkevi” kelimesini kullandigim
belirtiyor . Isin bu yonii yeniden irdelenmeye deger bir nitelik tastyor.

Obiir yandan Béla Bartok Tiirkiye’ye gelisinden birkag yil once
meslektasi Paul Hindemith ile birlikte 1932°de Kahire’de toplanan Arap Miizigi
Kongresi’ne katilmisti’. Kongre 1932 yilmin 28 Mart - 03 Nisan tarihleri
arasinda gerceklesti. Aym1 yil Kahire’de yaymlanmis olan ilgili kitapta Arap
Musikisi Kurultayr olarak adlandirilan Kongre, “genelde Arap miiziginin, 6zelde
Misir miiziginin olast gelisme yollar1” konusunu goériismek ilizere toplanmusti.
Tiirkiye’den Mehmet Rauf Yekta Bey ve Mesut Cemil Bey’in de ¢agrili olarak
katildig1 Kongre, Dufour’a gore “Bat1 miiziginin disarida tutuldugu, uluslar arasi
kapsami olan ilk olaydi [etkinlikti]” ve “Arap Ronesansi denen nadha siirecini
sanat miizigi igerisinde yeniden inceleme arzusunu yansitmaktaydi.”
Gazimihal’e gore ise “esas olarak Dogu miiziginin, dolayisiyla Dogu uluslarinin
miiziklerinin gelisme yollar1 pratik bir sekilde ne olabilir?”’sorusunu goriismek
iizere toplanmisti*. Kahire Kongresi'nde Barték’un Hindemith ve diger
Avrupali katilimcilar ile birlikte Arap/Dogu miizigi veya Arap/Dogu uluslarinin
miizikleri ve gelisme sorunlar1 konusunda genel bir goriise ya da genel bir
kantya varma olanagi bulmus olmalidir.

Ayrica Barték Kahire’ye gelmeden 19 yil ve Tirkiye’ye gelmeden 23
y1l 6nce 1913 yilinda gittigi Kuzey Afrika’da Biskara yakinlarinda Arap halk
miizigi derlemeleri yapmis bulunuyordu.®

Bunlarin yani1 sira Barték Tiirkiye’ye gelmeden epey once Tiirkiye’deki
yeni miizik hareketlerine ve bunlara bagh gelismelere iliskin olarak cesitli
kanallardan birtakim bilgiler edinmisti. Bu kanallardan biri, zamanin
(1925’1erin) Maarif Vekaleti Hars (=Kiiltiir) Dairesi Miidiirii Hamit Ziibeyr’dir
(Kosay’dir). Nitekim Hamit Ziibeyr, kendisinin isteklendirmesi ve
0zendirmesiyle 1925’te Bat1 Anadolu’da yapilan bir saha aragtirmasinin sonunda
1926 yilinda yayinlanan Yurdumuzun Nagmeleri adli kitaba yazdig1 “Baslangi¢”
kisminda Bartok ile goriistiigiinden ve Bartok’un Tiirk miizik adamlarina
[=insanlarina] bulundugu onerilerden s6z eder (Ancak, bu goriismenin yerini ve
zamanini belirtmez.)

“ Reinhard 1991, s. 218.

" Tura 2000, s. 22; Késemihal 1939, s. 144; Dufour 1932 (1997, s. 91).
* Dufour 1997, s. 90-91; Kosemihal Ayni, s. 143-144.

¥ Nasrattinoglu 1981, s. 5.
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Bartok, Nisan 1936’da Prof. Dr. Laslo Réasonyi’ye yazdigi mektupta
“not” olarak belirttigine gore, Ocak 1936’da, yani Tiirkiye’ye gelmeden yaklasik
10 ay once, Londra’da Hindemith’e rastlamis, kendisiyle goriismiis ve so6z
arasinda Tiirkiye’deki ortam iistiine konusmustur.”

4.4. Béla Bartok’un Tiirkiye’ye Gelis Amaci

Béla Bartok (1881-1945) Ankara’da 9 Ocak 1936’da agilan DTCF-Dil
ve Tarih-Cografya Fakiiltesi Hungaroloji (Macarbilim) Kiirsiisii Bagkan1 Prof.
Dr. Laszl6 Rasonyi tarafindan yerel miizik folkloru iizerine konferans vermek ve
Turk folklor triinlerini derlemek lizere Tirkiye’ye davet edilir. Rasonyi bu
amagla Bartok’a yazdigi 1 Aralik 1935 tarihli 6n ¢agri niteligindeki ilk
mektubunda Tirkiye’de vermesini Onerdigi konferansta ii¢ konu iizerinde
konusmasini ister: “(1) Macar miizigi ile Tiirk miizigi arasindaki iliski, (2)
Macar miiziginin gelismesi ve bugiinkii durumu, (3) Tiirk ulusal miizigi nasil
gelisebilir?”" Daha bu ilk oneride karsilastirmali yaklagim kendini agikga belli
eder.

Bartok’a Nisan 1936’da Ankara Halkevi’nden gonderilen resmi davet
yazisinda Ankara’da vermesi 6nerilen konferansta iki ana konu iizerinde durmasi
istenmisti: “(1) Genel olarak, halk miizigini inceleme yontemleri, (2) Bartok’un
calistigt Budapeste Musiki Konservatuari’nin baglica boliimleri.” Bartok
kendisine 6nerilen bu iki konudan birincisini kabul eder, ikincisini ise yakindan
tanty1p dostca iligkiler i¢inde bulundugu Hindemith’in gdrev alanina girmesi
nedeniyle ve onun isine karigmamak amaciyla uygun gormez. Bunu Dr. Laszlo
Rasonyi’ye yazdigi 18 Aralik 1935 tarihli ilk mektubunda yer verdigi su
sOzleriyle agikca belli eder, belirtir.

“Hindemith’in bir musiki konservatuari kurmak tizere Tiirk hiikiimetince
yakin bir gegmiste Ankara’ya davet edildigini biliyorum. Hindemith’le ¢ok
dostea iligkilerim vardir, kendisine ¢ok da saygi duyarim; bu bakimdan, onun
isine karigmak istedigim anlamina gelebilecek en ufak bir sézden bile ne
pahasina olursa olsun sakinmamiz gerekir. Ama bdyle bir sey olmasi i¢in ortada
hi¢bir neden yok; o, konservatuarlarin kurulusuyla ilgili onerilerde bulunur, ben
da sadece, onun alanina girmeyen, halk ezgisi derlemeleri konusundaki
dnerilerimi bildiririm.”*

Bartok, 1953’te Almanya’da yayinlanan bir makalesinden Kurt
Reinhard’in yaptigi bir alintiya gore Tiirkiye’ye o donemde isbasindaki parti,
Halk Partisi tarafindan ‘“Ankara’da etnomiizikbilim (“etnomiizikoloji”)
konferanslar1 vermek ve Tiirk halk miizigini derleme ¢aligmalarin1 baglatmaya
yardim etmek iizere” davet edildigini belirtiyor.' Reinhard’in da vurguladig1 gibi
L. Rasonyi, M. R. Gazimihal ve A. A. Saygun’un girisimleriyle gerceklesen

" Bartok. 1991, 5. 257.
" Ayni, s. 13.

¥ Ayni, s. 254..

Y Ayny, s. 218.
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davetin ana nedeni deneyimli bir halk miizigi derleyicisinden (Bartok’tan)
uzman danisman olarak yararlanmakt:.”

Bartok, Ankara Halkevi’nin resmi Onerisini degerlendirdikten sonra su
bes boliimliik “program” &nerisini sunmustur: “(1) Ug konferans, (2) Bir Macar
orkestra miizigi konseri (sololu), (3) Tiirk halk miizigi 6rneklerinin derlenmesine
iliskin birinci ¢aligma gezisi, (4) Tiirk halk miizigi orneklerinin derlenmesine
iligkin ikinci ¢alisma gezisi, (5) Gelecekte neler yapilmasi gerektigi hakkinda
yetkili ~ kimselerin  katilacagi  bir  soylesi”."  (Dordiincii  bolim
gergeklestirilememistir.)

1936’da Halkevi Ankara Subesi’nin ¢agris1 ilizerine ‘“Ankara’da
konferanslar vermek, solist olarak Ankara orkestrasiyla konser vermek ve
arastirma caligmalar1 igin elverigli sayilan kdylerde arastirmalarda bulunmak”
lizere Tirkiye’ye gelmistir. Gelis amaclarindan biri “halk miizigi konusundaki
goriis ve diisiincelerini sdylemek, Tiirk halk miizigini ilk elden dinleyip-saptayip
incelemek ve 6zellikle [Asya kokenli] eski Macar halk miizigi ile eski Tiirk halk
miizigi arasinda birtakim iligkiler olup olmadigini ortaya ¢ikarmak™tir.

Bartok 1937°de yazdigi bir makalede Tiirkiye’ye davet edilmesindeki
amac1 “musiki folkloru iizerine ii¢ konferans vermek, Macar orkestra miizigi
konserinde yer almak” olarak belirttikten sonra “ayrica, Macaristan Bilim
Akademisi i¢in Anadolu-Tiirk halk miizigi Orneklerinden plak doldurmam
saglayacak iki gezi i¢in de s6z almistim” demektedir®.

4.5. Bartok’un Tiirkiye’ye Gelisi ve Tiirkiye’deki Calisma Siireci

Béla Bartok Tirkiye’ye 2 Kasim 1936’da geldi. Ankara’ya giderken
ugradig: Istanbul’da iki giin inceleme yapt: ve 4 Kasimda Ankara’ya gegti. 5—11
Kasim arasinda Ankara’da ii¢ konferans ve bir konser ile bir resital verdikten
sonra hastalandi. Hastalaninca kendisi i¢in dnceden planlanmis olan kisa bir
derleme gezisini (Corum’a diizenlenen geziyi) gerceklestiremedi. Iyilestikten
sonra 16-17 Kasim giinlerinde Ankara’da iki kez program dis1 derleme
calismasi uyguladi. Bu arada 16 Kasim giinii 6n arastirmaya giristi ve aradigina
benzer iki ezgi kesfetti. 17 Kasim’da ikinci konserini verdi. Ardindan derleme
yapmak tizere 18 Kasim’da Adana’ya hareket etti. Derleme gezisi 10 giin siirdii.
Bunun 8 giiniinde (18-25 Kasim 1936) “deneysel model”’e dayanan “alan
caligsmas1” yapabildi. Bartok iilkemiz Tiirkiye’de topu topu ancak ii¢ haftadan
biraz fazla bir zaman kalabildi.

4.6. Barték’un Tiirkiye’deki Etkinlikleri ve Tiirk Miizik Kiiltiiriine
Katkilar

Bartok’un Tiirkiye’deki etkinlikleri ve Tiirk miizik kiiltiiriine katkilar
sOylece Ozetlenebilir:

1. Istanbul Belediye Konservatuvari’nda [ncelemeler,

"Ayni, s. 219.
T Ayni, s. 14 ve 238.
¥ Ayny, s. 237.
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2. Ankara Musiki Muallim Mektebi’nde/Ankara Devlet
Konservatuvari’nda Konser(ler),

Macaristan’in Ankara Biiylikelgiligi’nde Resital,

Ankara Halkevi’nde Konferanslar (ii¢c Konferans),

Adana’da Goriisme-Konferans,

Adana ve c¢evresinde koylii halk miizigi Derlemeleri-Toplamalari,
K&ylii halk miizigi Incelemeleri-Arastirmalart,

Kiiltiir Isleri Bakanhgma (Milli Egitim Bakanligina) Rapor
Sunumu,

9. Ug Tiirk miizik uzmanmiyla (Saygun, Akses ve Erkin’le) iletisim,

etkilesim ve paylagimlar.

10. Kiiciik Asya’dan Tiirk Halk Musikisi (Caligma 1936’da yapildi,
1976’da Turkish Folk Music From Asia Minér adiyla ingilizce, 1991°de
Tiirkce “elestirel basim” olarak yaymnlandi. Kitabin Ingilizcesi Barték’un
Tiirkiye’ye gelisinin 40., Tiirkcesi ise 55. yildoniimiinde yayinlanmistir.

11. Béla Bartok’s Folk Music Research in Turkey [Béla Bartok’un
Turkiye’de Halk Miizigi Arastirmasi]. Calisma 1936°da yapildi, 1976’da
Ingilizce “tipkibasim” olarak Bartok un Tiirkiye’ye gelisinin 40. y1ldoniimiinde
yayinlanmistir. Kitap heniiz Tiirk¢eye ¢evrilmemistir.

12. Béla Bartok / Turkish Folk Music Collection, (Editor: Jozsef
Birinyi), Budapeste, 1996. Bu koleksiyon Bartok’un Tiirkiye’ye gelisinin 60.
y1ldoniimiinde yayinlanmigtir.

Bartok’un Tirk halk miizigi derlemelerini igine alan c¢aligsmasi
etnomiizikbilim alanindaki son bilimsel incelemesidir. Bartok’un bu alanda
verdigi bu son bilimsel eserin Tiitkiye ve Tiirk halk miizigine iliskin olmasi
ilkemiz ve Tiirkliikk icin ¢ok biiyiik bir onurdur. Bartok’un bu galismay1
gerceklestirmesinden 40 yil ve Olimiinden 31 yil sonra yayimlanabilen bu
gecikmiy eser, ne denli ge¢ yayimlanmis olsa da Tiirk ve Diinya etnomiizikbilim
alani i¢in ¢ok biiyiik bir kazanimdir.

Béla Bartok’un kisa bir siire (i haftadan biraz fazla) kalabildigi
Tiirkiye’de gergeklestirdigi etkinliklerin her biri ayr1 bir dnem tasimakta ve Tiirk
miizik kiiltiiriine son derece anlamli birer katki niteligi tasimaktadir. “Tirkligi
kendi kimligine yakin géren” ve hatta Macaristan’in Nazi istilasina girdigi
dénemde yéneltilen bir soruya “ben kuzey Tiirk rkindanim” diyen Bartok’un’
Tiirk miizik kiiltiirtine yaptig1 katkilar paha bigilmez bir deger tasir.

Bartok’la birlikte Tiirkiye’de Tiirk halk miizigi derlemeciliginde ve
arastirmaciliginda yeni bir donem ve yeni bir siire¢ basladi. Calismalara yeni bir
anlayts, yeni bir yaklasim ve yeni bir yontem egemen olmaya yliz tuttu. Halk
miizigi gercek degerine dogru hizla yiikselen bir anlam ve islev kazandi.
Ozellikle aydin miizik cevrelerinde halk miizigi énceki dénemden ¢ok daha
farkli, ¢ok daha etkin ve ¢ok daha saygin bir konuma girdi. Halk miizigine
iliskin calisma, kitap ve makale yaymlarinda miithis bir patlama oldu. Oyle ki,

e S alh

" Yiiriir 2000, s. 3 ve 44.

71



Tirk halk miizigi konusunda yurticinde baslangicindan 1936 yilina kadar
yayimlanmig 22 kitap ve 35 makale bulunurken, Bartok’un Tiirkiye’ye gelisini
izleyen 1937 yilindan 61diigii 1945 yilina kadar olan siire iginde 35 kitap ile 201
makale yayimland:.”

Bartok’un cagdas Tiirk miizik kiiltlirline katkilari, ayrica, mesleksel,
Ozengen ve genel miizik egitimi alanlarinda, Ozellikle de miizik 6gretmeni
yetistirmede Piyano i¢in Mikrokosmoslardan Makrokosmos nitelikli Yapitlara,
Keman icin Ikililerden Sonatlara ve Kongertolara, Cocuklar icin Cocuk
Par¢alarmdan diger Cesitli Par¢alara uzanan bagka bir zenginlik gosterir.

4.7. Bartok’un Tiirkiye’ye Gelirken Sahip Oldugu Miiziksel Kimligi
ve Kisiligi

Bartok Tiirkiye’ye gelirken miizik alaninda ender rastlanabilen g¢ok
yonlii bir miiziksel kimlige ve kisilige sahipti. O, sahip oldugu olaganiistii

1. Yaratici-Besteci,

2. Seslendirici-Y orumcu,

3. Halkbilimci-Miizikbilimci-Etnomiizikbilimci,

4. Egitimci-Ogretimci,

5. Diistiniir-Felsefeci
kimligi ve kisiligiyle ulusal ve uluslararas1 miizik ¢evrelerinde ¢ok taninan, ¢ok
bilinen, ¢ok dinlenen, ¢ok saygmn bir uzman kisiydi. Bilindigi gibi 20. yiizyil
miizikte yeni soluklar, yeni arayislar, yeni sorunlar, yeni ¢Oziimler, yepyeni
deneyler ve benzersiz onciiliikler ¢ag1 olarak nitelendirilir. Iste bdyle bir ¢agda
Bartok 20. yiizyll miiziginin baslica olusturucularindan ve gelistiricilerinden,
baska bir deyisle baslica mimarlarindan ve yonlendiricilerinden biriydi. Miizikte
“cagdas ulusalci akim”mn en O6nemli Onciilerinden ve baglica simgelerinden
biriydi.

Bartok 1936 yilinda iilkemize iste bu nitelikleriyle birlikte geldi.
Tiirkiye’ye 55 yasindayken tiim yagaminin

1. En olgun déneminde,

2. En olgun birikimiyle,

3. En olgun deneyimleriyle,

4. En olgun donanimlariyla
geldi ve ¢ok kisa denilebilecek bir siire i¢cinde Tiirk miizik kiiltiirline unutulmaz,
paha bicilmez hizmet ve katkilarda bulundu.

4.8. Bartok Atatiirk’le Bulusturulmalyda, Tamstirilmalhyda,
Goriistiiriilmeliydi

Bartok Tiirkiye’ye gelen Avrupali miizikciler i¢inde gerek miiziksel
goriis, anlayis ve yaklasimlar: bakiminda gerekse miiziksel ongériim, basarim ve
verimleri  bakimindan  Atatiirk’iin = huzuruna  ¢ikarilmasi,  Atatiirk’le
bulusturulmasi, tanmistirllmasi1 ve goriistiiriilmesi, hattd bir degil birkac kez
goriistiiriilmesi gereken en 6nemli kisilerin ve kisiliklerin en basinda geliyordu.

" Reinhard 1991, s. 217; Arseven 1969.
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Ustelik kiiltiirel kimligi ve kisiligiyle, miiziksel donanmmi, birikimi ve
deneyimleriyle Bartok boyle bir bulusturulmayi-tanistirilmayi-goristiiriillmeyi en
¢ok hak eden Avrupali uzman miizik¢iler arasinda ayricalikli bir konumda
bulunuyordu.

Ancak, ne var ki, Atatiirk’iin kurdugu Tiirkiye Cumhuriyeti’nin geldigi,
O’nun belirledigi baskentinde bulundugu, O’nun actirdiZt MMM’yi/ADK’y1
ziyaret ettigi, MMM/ADK Salonu’nda konser verdigi, O’nun kurdugu
Halkevi’nde konferanslar verdigi, O’nun kurdugu Kiiltiir iIsleri (Maarif)
Bakanligi’na O’nun iizerinde titredigi konular1 isleyen kapsamli bir Rapor
sundugu halde, bilindigi kadariyla, Bartok her nedense bir tiirlii Atatlirk’iin
huzuruna  ¢ikarilmamig,  O’nunla  bulusturulmamig,  tanistirilmamus,
goriistiiriilmemistir. Edinilen izlenim odur ki tam da aradigi insan oldugu halde
Bartok adeta Atatiirk’ten uzak tutulmus, O’na yaklastirilmamis, O’ndan
kagirilmastir...

Acikca altin1  ¢izerek belirtmeliyim ki, Bartok’un Atatiirk’le
bulusturulmayisi, tanistirilmayisi, goristiiriillmeyisi eger dogruysa, Tiirkiye igin
her bakimdan ¢ok biiyiik bir ayip ve ¢ok biiyiik bir kayip olmustur. Giigleri ve
olanaklar1 bulundugu halde bunlarn1 kullanmayarak bu tarihi ayiba ve kayba
neden olanlar tarihi bir aymazlik, sorumsuzluk ve vurdumduymazlik ornegi
sergilemislerdir. Saniyorum ki tarih bu durumu ve onlar1 sik sik giindeme getirip
sorgulayacak ve asla affetmeyecek, asla bagislamayacaktir. Ciinkii, Bartok
gercekte Atatiirk’iin tam arayip da bulamadigi bir uzmandi. Bilindigi ve
beklendigi ya da umuldugu kadariyla Atatlirk Bartok’u sahsen gormiis, tanimas,
dinlemis ve onunla enine boyuna goriismiis olsaydi onu kolay kolay birakmazdi.
Ondan, daha uzun siireli, daha ¢ok, daha etkili ve daha verimli yararlanmanin
yollarini arar, bulur, en iyi bicimde degerlendirir ve tiim kosullartyla saglardi.
Ama ne yaziktir ki bu gergeklesememistir.

Atatiirk doneminde Tiirkiye’ye resmi c¢agrili olarak gelen miizikte
“cagdas ulusalci-evrenselci” akimin Onderi olan Bartok’un, kendisi gibi
iilkesinde kiiltiir, sanat ve miizikte “¢agdas ulusalci-evrenselci” akimin 6nderi ve
yonderi olan Atatiirk’le bulusturulmayisi, tanistirilmayisi ve goriistiirilmeyisi
iizerindeki perdenin aralanmasinda, Ortliniin kaldirilmasinda ve gergegin
i¢yliziiniin tiim yonleriyle ortaya ¢ikarilmasinda ¢ok biiyiik yarar goriilmektedir.

5. Tiirk-Macar Karsilastirmalhh Halk Miizigi Arastirmalarina Genel Bir
Bakas

Tirk-Macar karsilagtirmali halk miizigi arastirmalarini genel bir bakisla
ele alirken 6nce “halk” kavramini irdelemekte yarar vardir.

5.1. Genel Olarak “Halk” Kavram Ile “Halk Miizigi” Kavram ve “Halk
Miizigi Arastirmalar1”

Tiirkgemizde halk sozciigiiniin alt1 degisik anlami vardir. Bunlar: “(1)
Aym ililkede yasayan, ayni uyrukta olan insan toplulugu: Tiirk halki. (2) Aym
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soydan gelen, ayr iilkelerin uyrugu olarak yasayan insan toplulugu: Yahudi
halki. (3) Bir tilke icerisinde yasayan degisik soylardan insan topluluklarinin her
biri: Sovyetler Birligi halklari. (4) Belli bir bolgede veya ¢evrede yasayanlarin
biitliinii: Mahalle halki. Koy halki. (5) Yoneticilere gore bir iilkedeki yurttaglarin
biitiinii: Halka dogru. Halka hizmet. (6) Aydinlarin diginda kalan topluluk:
Halktan bir adam.”

Tiirkcemizde halk miizigi sozcigli de halk sozciigiiyle tutarli olarak
diisiiniildiigiinde onun gibi ya da ona paralel olarak alti degisik anlami igerir.
Bunlar: “(1) Aym iilkede yasayan, ayn1 uyrukta olan insan toplulugunun miizigi:
Tiirk halkinin miizigi. (2) Aym soydan gelen, ayri {ilkelerin uyrugu olarak
yasayan insan toplulugunun mizigi: Yahudi halkuvuin miizigi. (3) Bir ilke
icerisinde yasayan degisik soylardan insan topluluklarinin her birinin miizigi:
Sovyetler Birligi halklarimin miizikleri. (4) Belli bir bolgede veya gevrede
yasayanlarin biitliinliniin miizigi: Mahalle halkinin miizigi. Kéy halkinin miizigi.
(5) Yoneticilere gore bir iilkedeki yurttaslarin bitiiniiniin miizigi: Halkin
miizigine dogru. Halkin miizigine hizmet. (6) Aydmlarin disinda kalan
toplulugun miizigi: Halkin miiziginden bir érnek.

Buna gore halk miizigi arastirmalart kapsam olarak “halk” ve “halk
miizigi” kavramlariin yukaridaki anlamlarindan birine, birkagina veya tiimiine
uygun bir anlayis ve yaklasimla yapilir ya da yapilmay1 gerektirir. Gergek halk
miizigi arastirmalarinda gergek¢i yaklasim halk ve halk miizigi s6zciiklerinin
kavramsal anlamlariyla ve olgusal gercekleriyle tutarli olmay1 zorunlu kilar.

Halki, ‘halk’ sézciigiiniin dordiincli anlamina gore “belli bir bolgede
veya ¢evrede yasayan insanlarin biitlinli” olarak gordiigiimiizde ve yerlesik halk
olarak diisiindiigiimiizde genel olarak ii¢ tiir halk (katmam) ortaya cikar: (1)
Kent halki, (2) Kasaba halki, (3) Koy halki. Buna bagl olarak da ii¢ tiir halk
miizigi (katmam) ile karsilagilir: (1) Kentsel halk miizigi, (2) Kasabasal halk
miizigi, (3) Kdysel halk miizigi. Bunlar1 ¢agimizda (1) kentsoylu halk miizigi,
(2) kasaba soylu halk miizigi, (3) kOy soylu halk miizigi olarak siniflandirmak
veya adlandirmak da olanaklidir. Ciinkii, ¢agimizda soyluluk artik sadece
kentlilere ya da bir kisim kentlilere 6zgii bir 6zellik ya da nitelik degildir veya
boyle bir 6zellik ya da nitelik olmaktan ¢ikmustir.

Cagdas anlayisa gore soyluluk halkin ya da toplumun sadece belli bir
kesimine 0zgii bir nitelik degildir. Tam tersine kentli de soyludur, kasabali da
soyludur, koylii de soyludur. Atatiirk’e gore “llkemizin ger¢ek efendisi
koylidiir”. Oyleyse “ililkemiz miiziginin ger¢ek efendisi koyli miizigidir”,
Ancak, Atatiirk “bizim ger¢ek miizigimiz Anadolu (ve Rumeli) halkinda
isitilebilir” derken disilindiigii salk sadece kdy halkindan ibaret degildir; koy
halki, kasaba halki ve kent halki ile bir biitiindir.

" TDK 1988, s. 601.

74



Gecmiste Bartok, kdy soylu miizigi tim derinligi ve inceligiyle
arastirmig, yeniden kesfetmis, Ozglin sanatsal yaratma ve egitimsel
calismalarinda yeniden degerlendirmis, modern teknikle isleyerek kentsoylu
miizige doniigtiirmiistiir. Hatta onun da Otesine gegerek tek soylu olmaktan
cikarip ¢ok soylu miizige doniistiirmiistiir. Boylece “kdy soylu + kentsoylu +
evren soylu” biresimli ve boylelikle ¢cok soylu yeni bir miizik ortaya koymustur.

Bartok koy Kkiiltiiriine o denli 6nem ve deger verir ki Ankara’daki bir
konferansinda yeri geldiginde “kdy uygarligr” terimini kullamir.” Bartok’un bu
sOziiyle ister istemez hemen “kasaba uygarligr” ve “kent uygarligr” terimleri de
akla geliveriyor. Bizim gecen yil yayimlanan [lkégretim Okullart Igin Uger
Secenekli Ozgiin Sarkilar adl sarki kitabimizda koy kiiltiirii, kasaba kiiltiirii ve
kent kiiltiirii olgusunun bir boyutunu olusturan koy miizik kiiltiirii, kasaba
miizik kitltiirii ve kent miizik kiiltiirii olgusu esas almip buna bagli olarak okul
3farkzlarmz ticer secenekli besteleme modeli 6nerilmis ve ilk drnekleri verilmistir.

Halk miizigi halkin miizigidir, halkin kendi miizigidir. Halk genellikle
kendi miizigini yaratir, kendi miizigini yapar, kendi miizigini dinler, kendi
miizigini 0grenir-Ogretir. Baska bir deyisle halk genellikle halk miizigi yaratir,
halk miizigi yapar, halk miizigi dinler, halk miizigi O&grenir-6gretir. Son
zamanlarda Istanbul’da yapilan ve ilk sonuglari bundan dért giin &nce
23.05.2004°te TRT-2’de yayinlanan bir bilimsel arastirmanin ilk bulgularina
gdre Istanbul halkinin iist ve alt gelir gruplarinda TV ve Radyo yaynlarinda en
yiiksek oranda dinlenen miizik tlirii “halk miizigi”dir (Bu oran “ist gelir”
grubunda % 21, “alt gelir” grubunda % 29’dur).

Obiir yandan halk miizigi arastirmalar: bir bakima halk miizik kiiltiirii
arastirmalaridir. Halkin miizik kiiltiirii denilince kisaca halkin miizik yasami
veya halkin miiziksel yasam bi¢imi anlasilir. Bu baglamda halk miizigi
arastirmalar1 halkin miiziksel yagam bicimi arastirmalart niteligi kazanir. Boyle
olunca bu tiir arastirmalarin boyutlar1 ¢ogalir, kapsami genisler, igerigi ¢esitlenir.
Bu cercevede

1. Halkin miizik yaratimi-iiretimi,

Halkin miizik edimi-yapimi,
Halkin miizik kullanimi-tiiketimi,
Halkin miizik egitimi-6gretimi,
Halkin miizik dagari-materyali,
Halkin miizik araglari-calgilart,
Halkin miizik mekanlari-donanimu,
Halkin miizigini yasayisi-yasatimu.

AN

5.2. Tiirkiye’de Miizik Kiiltiirii Katmanlar1 ve Halk Miizigi Arastirmalari
Gunimiizde geliskin {ilkelerin miizik kiltiirleri genellikle su bes ana
katmandan olusur:

" Bartok 1991, s. 276.
T Ugan 2003.
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Temel Miizik Kiiltiirii = Elementer Miizik Kiiltiirii
Halk Miizigi Kiiltiirt,

Sanat Miizigi Kiiltiirii,

Popiiler Miizik Kiiltiirii = Cagdas Halk Miizigi Kiltiir,
Oncii Miizik kiiltiiri = Avangart Miizik Kiiltiirii

SNk W=

Geleneksel ve ¢agdas tiirlerin yan yana yasadigi giinlimiiz Tirkiye’sinde
ise Tirk miizik kiiltlirli alti ana miizik kiiltiirii katmanindan olusmaktadir:
Temel Miizik Kiiltiirii = Elementer Miizik Kiiltiirii,

Geleneksel Tiirk Halk Miizigi Kiiltiiri,
Geleneksel Tiirk Sanat Miizigi Kiiltiirii,
Cagdas Tiirk Sanat Miizigi Kiiltiiri,
Popiiler Miizik Kiiltiirii = Cagdas Halk Miizigi Kiiltiirii,

6. Oncii Miizik kiiltiirii
Her iki siniflamada ilk iki sirada yer alan temel miizik kiiltiirii katmani ile
halk miizigi kiiltiirii katman ¢ogu kez birbirine karistirilir veya birincisi
ikincisinin i¢inde diigiiniiliir. Ancak 20. yiizyilda Carl Orff’un ¢aligmalar1 ve
son donemlerde yapilan bilimsel arastirmalar bu iki katmanin birbirinden
farkli oldugunu, bu nedenle birbirine karistirilmamasi gerektigini agik bir
bigimde ortaya koymaktadir.

kW=

Tiirkiye’de halk miizigi arastirmasi yapanlar iilkenin miizik kiltiri
katmanlarin1 ve halk miizik kiiltiiriiniin bu katmanlar arasindaki yerini, islevini
ve diger miizik kiltiiri katmanlariyla iligkilerini ve etkilesimlerini ¢ok iyi
bilmek ve goz oniinde bulundurmak durumundadirlar. Tiirkiye’de halk miizigi
aragtirmasi yapanlar giiniimiiz Tirk miizik kiltiiriini olusturan bu alt1 ana
katman baglaminda kentsoylu, kasaba soylu ve kéy soylu miizik kiiltlirlerinin
karakteristik 6zelliklerini, ortak paydalarmin ve ayirt edici niteliklerini ¢ok iyi
bilmek ve ¢aligmalarinda bunlar1 dikkate almak durumundadirlar.

5.3. Halk Miizigi Arastirmalarinda “Karsilastirmah” Yaklasim
Gereksinimi

Karstlagtirma, “varlik veya nesnelerin, kavram, olgu veya durumlarin
ortak, benzer veya farkli yanlarmi belirleyip incelemek igin kiyaslama”dir.
Karstlagtirmali, “karsilastirma yolu ile yapilan” anlamina gelir. Karstlastirmali
arastirma, “karsilastirma yolu ile yapilan arastirma” demektir.

Yaklagim, “bir konuyu, bir sorunu ele alis bi¢cimi”dir. Karsilastirmali
yaklagim, “bir konuyu, bir sorunu karsilastirmali ele alig bi¢cimi” anlamina gelir.
Halk miizigi arastirmalarinda “karsilastirmali yaklasim” Avrupa’da gegen
yiizyilldan veya daha acgik ve kesin bir anlatimla 20. ylizyilin ilk ¢eyreginden
itibaren izlenmektedir. Bu yaklagimin izlenmeye baslanmasinin kesin yerini ve
kesin tarihini belirlemek ayr1 bir arastirma konusudur.

Karsilastirmali aragtirma, esas olarak kendine 6zgii bir ¢oklu arastirma
niteligi tasir. Cilinkii, karsilastirmali aragtirmada iki veya daha c¢ok sey birlikte,
hem kendi durumlari hem de birbiriyle / birbirleriyle iliskileri bakimindan
arastirilir. Bu bakimdan Kkarsilastirmali arastirma ¢ok yonlii, ¢ok boyutlu,
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karmagik bir arastirma tiiriidiir. Bu tiir arastirmalarda kapsanan halk miizikleri
karsilastirmali olarak ele alinir.

Karsilastirmali halk miizigi arastirmasi, gesitli halk miizikleri veya halk
miizigi Ogeleri arasindaki iligkileri (ortakliklari, benzerlikleri, farkliliklari)
karsilagtirma ydntemiyle belirlemeyi ve incelemeyi amaglayan arastirma”
demektir. Kargilastirmali yaklasimda genel olarak (1) i¢ karsilastirma ve (2) dis
karsilastirma olmak iizere iki tiir karsilastirma yapilir ya da iki tiir karsilastirma
yolu izlenir. Genellikle 6nce i¢ karsilagtirma, sonra dis karsilastirma yapilir.
Bazen 6nce dis, sonra i¢ karsilastirmanin yapildigi da olur. Bazen de sadece i¢
karsilastirma veya sadece dis karsilastirma ile yetinilir. Bu yollardan hangisinin
izlenecegi, amaca, duruma ya da kosullara baglidir.

Bartok’un kisith aragtirmasinda karsilagtirmali yaklagim hakli olarak
kismen izlenebilmistir.

5.4. Tiirk Halk Miizigi Arastirmalarinda “Karsilastirmal’” Yaklasim
Gereksinimi

Tirkiye’de aydin ¢evrelerde halk miizigi hareketleri 6nce “milli musiki”
ya da “ulusal miizik” hareketlerinin bir boyutu olarak diisiinsel anlamda baslar,
sonra eylemsel anlamda belirir, daha sonra diisiinsel ve eylemsel anlamlariyla
birlikte yiiriir. En sonunda ise sdylem ve eylem boyutlariyla kendine 6zgii bir
biitiinliik kazanir.

1910°’1u yillarda Rauf Yekta Bey, Ziya Gokalp, Kopriilizade Mehmet
Fuat, Musa Siireyya Bey gibi aydinlarin yazilartyla baslayan diigiinsel siire¢
1920’lerin baglarinda Halil Bedi Yonetken, Mahmut Ragip Gazimihal gibi
aydinlarin yazilartyla ilerliyor ve Cumhuriyet’in kurulmasindan hemen sonra
baslayan eylemsel siire¢ ile birlesiyor ve birlikte dirik-dinamik bir nitelik
kazaniyor.

Tirkiye’de halk miizigi arastirmalarinda karsulastirmali yaklasima
dolayl1 olarak ilk isaret edenlerden biri Mehmet Fuat Kopriilii’diir. Anadolu Halk
Sarkilar: bashkli makalesinde soyle diyor:’

“Tiirk miizigi, [...]sadece [...] klasik miizikten ibaret degildir. Eski klasik
edebiyatimizin disinda nasil bir halk edebiyati varsa, ayrica bir de halk
miiziginin varhig1 dogaldir. Iste yalmz Anadolu ve Rumeli’nin degil, Kirim’imn,
Kafkasya’nin, Volga Boylari’nin, Tiirkistan’in, Kirgiz Stepleri’nin, Altay’in,
kisacasi bugiin Tiirk subeleri (kollar1, dallar1) ile meskin sahalarin halk miizigi
zapt, tespit ve tetkik olunsa [yaziya gegirilse, saptansa ve incelense] Tiirk
ruhunun miizikte nasil bir kisilik gosterdigi ve asirlardan beri ne gibi
degisikliklere ugradigi anlasilirdi.”

Boyle bir anlama ya da anlasilma kuskusuz, ancak karsilastirmalr bir
tutum ve yaklasimla olanakhidir, karsilagtirmalt bir tutum ve yaklasim
gerektirir. Tlrkiye’de bunun anlasilabilmesi i¢in 1930°lu yillara gelinmesi,
Bartok’un gelip konferanslar ve 6rnekler vermesi gerekmistir.

" Senel 2000, s. 28-29.
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5.5. Karsilastirmahh Halk Miizigi Arastirmalarinda Bashca Kosullar,
Asamalar, Evreler
Karsilastirmali halk miizigi arastirmalarinda yerine getirilmesi gereken
birtakim genel ve 6zel kosullar, asamalar ve evreler vardir. Yerine getirilmesi
gereken baslica kosullar ve agsamalar sunlardir:
1. ¢ok yonlii yaklagsma (“Yaklasimda ¢ok yonliiliik”),
2. Farkli agilardan bakma (“Bakista farkli agililik™),
a. Genis agidan bakma,
b. Dar agidan bakma,
c¢. Disaridan bakma,
¢. Iceriden bakma.
3. Disiplinler aras1 ¢aligma (“Caligmada disiplinler arasilik™),
4. Sistemli derleme’ (‘Derlemede sistemlilik’),
a. Saptama/Kaydetme/Kiinyeleme,
b. Notalama,
c. Tipleme/Tiplendirme,
¢. Smiflandirma/Kiimelendirme.
5. Sistemli Betimleme (‘Betimlemede sistemlilik’),
a. Dis-Dokusal,
b. I¢-Orgiisel,
c. Eszamanli,
¢. Artzamanlt.
6. Cozimleme,
a. Ogelere doniik,
b. Ogeler aras: iliskilere déniik,
c. Orgiileme/Orgiitleme ilkelerine doniik.
7. Karsilagtirma,
a. Icsel,
b. Dissal.
8. Yorumlama,
9. Degerlendirme,
10. Raporlastirma.

Kargilagtirmali halk miizigi arastirmalarinda genel olarak bu on ana
kosul ve asama yerine getirilirken su ii¢ ¢altsma evresi kaginilmazdir:

1. Masa baginda ¢alisma evresi,

2. Alanda caligsma evresi,

3. Masa basinda calisma. evresi.

Karsilagtirmali halk miizigi arastirmalari iilke ici ¢aligmalarla yetinmez,
ayn1 zamanda c¢evre veya komsu lilkelerin halk miiziklerine de yonelir, onlara
yonelik c¢aligmalar1 da kapsar. 20. yiizyilin baslarinda Macaristan’daki halk
miizigi arastirmalari canlanirken kimi arastirmacilar tarafindan boyle bir
yaklasim izlenmistir. Bu yaklasimda 6ncii olanlardan biri olan Béla Bartdk dnce
(1904’ten itibaren) Macaristan i¢inde halk miizigi derlemeler yapmis, daha sonra
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cevre iilkelere yonelip 1914°te Slav (Slovakya), 1915°te Romen (Romanya) halk
miiziklerini derlemistir. Bu arada, Kuzey Afrika’da Arap halk miizigi
derlemesinde bulunmustur. Epey sonra 1936’da Tirk (Tiirkiye) halk miizigi
aragtirmasi yapmis, bu arada Sirp ve Hirvat halk miizikleriyle ilgilenmistir.

Béla Bartok 1936°da Tirkiye’ye “Tiirk-Macar ortak c¢alismas1”
Onerirken biitlin bu ¢alismalarindan edindigi birikim ve deneyimle
“karsilastirmali halk miizigi arastirma modeli” 6nermistir.

Karsilastirmali halk miizigi arastirmalarinda her malzeme {izerinde
onemle durulur, her malzeme ¢ok iyi islenir, az malzemeden cok bilgi, ¢ok is ya
da cok iriin ¢ikarilir. Bartok’un Tiirk halk miizigi derlemesi-aragtirmasi buna
iligkin ¢ok somut bir 6rnektir. Bartok’un bu calismasinda ortaya koydugu ilk
orneklerden alinacak ¢ok dersler vardir.

5.6. Karsilashrmali Halk Miizigi Arastirmalarimin Bilimsel Islevleri ve
Teknik Ozellikleri

Karsilagtirmali halk miizigi aragtirmalarinin temel islevleri tanimlama,
betimleme, aciklama, vardama-yordama ve denetlemedir. Karsilastirmali halk
miizigi arastirmalarinin bu temel islevlerini yerine getirebilmesi i¢in gegerli ve
giivenilir olmas1 ve miizikometriden yararlandirilmasi gerekir.

Gegerlik, derlenen ezgilerin derlenmesi gereken ezgileri, saglanan
bilgilerin saglanmasi gereken bilgileri, toplanan verilerin toplanmasi gereken
verileri ve elde edilen bulgularin elde edilmesi gereken bulgular temsil
edebilme derecesidir. Baska bir deyisle, derlenen ezgilerin baska bir ezgiyle,
saglanan bilgilerin baska bir bilgiyle, toplanan verilerin baska bir veriyle ve elde
edilen bulgularin bagka bir bulguyla karistirllmamasidir. Daha kisa bir deyisle,
kargilagtirilmak istenen niteligin baska bir nitelikle karistirilmamasidir.
Karsilagtirmali halk miizigi arastirmalarinda yap: gecerligi ve kapsam gegerligi
ile stire¢ gecerligi ve sonug (iiriin) gecerligi olmak lizere dort tiir gegerlikten s6z
edilebilir.

Giivenirlik,belli bir konuda yapilan arastirmalarda ayni araglarla ayni
yontemin izlenmesi durumunda ortaya ¢ikan aragtirma sonuglarinin birbirine
yakinlik derecesidir. Giivenirligi yliksek bir aragtirma baskalar1 tarafindan tekrar
edilebilir ve her tekrarlanista 6ncekilere yakin sonuglar verir.

Karsilastirmali halk miizigi arastirmalarinda gecerlik ve giivenirligin
yiiksek olmasi aranir ve beklenir. Karsilastirmali halk miizigi arastirmalarinin
bilimsellik diizeyi, gecerlik ve giivenirlik diizeyinin yiiksek olmasiyla dogrusal
ve simsiki iligkilidir. Genel olarak gegerlik ve giivenirlik diizeyi yiiksek
arastirmalarin bilimsellik diizeyi de yiiksek olur. Baska bir deyisle bilimsellik
diizeyi yiiksek arastirmalarin gegerlik ve giivenirlik diizeyi de yiiksektir.

Kargilagtirmalt halk miizigi arastirmalarinda ele alinan miiziksel
ozelliklerin ve davranislarin bircogu miizikometri alaninin da konusudur. Bu
bakimdan karsilagtirmali halk miizigi arastirmalar1 miizikometri ile siki iligkili
ve tutarlt olmak, ondan yeterince yararlanmak durumundadir.
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5.7. Macarlarin Halk Miizigi Arastirmalarinda Sistemlilik, Cok yonliiliik ve
Biitiinsellik

Macar miizikgiler 6teden beri iilkelerinin halk miiziklerine genellikle
¢ok acik ve ¢ok baglidirlar; bu 6zelliklerini giindelik, sanatgilik ve egitimeilik
yasamlaria yansitirlar. Bu 6zellik kimilerinde az kimilerinde ¢ok olmak iizere,
hemen hemen tiim Macar bestecilerde goriiliir.

Ilkin Ferenc (Franz) Liszt ((1811-1886) uzun yillar tipik Macar miizigi
sayilan kentsel ¢igan miiziginden esinlenerek olusturdugu baz1i eserleriyle
ulusalciliga giden yolun kapisina ilk yonelenlerden ve bu kapiyr ilk
aralayanlardan biri oldu. Liszt’in “¢ingeneyi ulusal Macar miiziginden sorumlu
tutmasi uzun siire bagislanamayan bir yanlisi olmus”sa da 18.-19. yiizyillarda
gercek Macar halk ezgilerini ¢ingene iislibundan ayirabilmek kolay degildi,
zordu.” Onun ¢agdas1 Ferenc Erkel (1810-1893) ise “kentsel ¢igan miizigini
gergek halk miizigi sayma” yanlisina diismemeye calisarak eserlerinde bilinglice
kullanmaya yoneldigi Macar halk miizigi Ogeleriyle, ulusal Macar miizigi
yaratma egilimine girdi. Ardindan gelen Ern6d (Emst von) Dohnanyi (1877-
1960) Macar halk miizigi 6gelerini daha bilingli kullanmaya calisarak ¢agdas-
ulusal Macar miizigini olusturma ¢abalarina agirlik verdi. Bu ilk biiyiik Macar
besteciler Macar ulusal okulunu tam anlamiyla kuramanuslarsa da’ iilkelerinin
halk miiziklerine olan duyarliklariyla ve kimi eserlerinde sik¢a kullandiklar1 halk
miizigi 6geleriyle, 19. ylizyilda onun ilk hazirlayicilar oldular.

Onlarin ardindan gelen Béla Barték (1881-1945) ile Zoltan Kodaly
(1882-1967) 20. yiizyilin ilk yarisinda etnograf Béla Vikar’in buluslarindan da
yola ¢ikip farkli bir anlayis ve arastirmaci-yaratmaci-egitmeci bir yaklasim
izleyerek ulusal bir miizigin oturtulacagi saglam temelleri buldular, olusturdular
ve bu temele dayali-oturtulu gercek wlusal Macar okulunu tam anlamiyla
gergeklestirdiler. Bunu sistemli, ¢ok yonlii ve biitiinsel ¢alisarak basardilar. Daha
sonra gelen Gyorgy Ligeti (1923-), Péter Eotvos ve Gyorgy Kurtag (1926-)
ulusal okul temelinden yola ¢ikarak 20. yiizyilin ikinci yarisinda ¢cagdas-modern
dogrultulu yeni Macar okulunu olusturmaya yoneldiler.

Béla Bartok (1881-1945) ve Zoltan Kodaly (1882-1967) iistiin birer
kiiltiir, sanat, bilim ve egitim insani idiler. Her ikisinin insan-kiiltiir-yagam
anlayiglart bilimsel ¢aligmalaria, bilimsel bulgular1 sanatsal yaratilarina,
bilimsel bulgu ve sanatsal yaratilar1 birlikte egitim-6gretim yontemlerine temel-
dayanak olusturdular. Her ikisi de wulusal okulun temelleri ne denli icten,
kokten ve derinden olursa-olugturulursa o denli saglam, tutarli ve kalict olur
ilkesine uygun bir davranis sergilediler. Bu davraniglarini sergilerken bilimsel,
sanatsal, teknik ve felsefi yonlerden biitiinsel olma anlayisini, genis alana
acilma stratejisini, ana kaynaga yonelme ve asil temele inme yaklagimini,
karstlastirmali ¢alisma yontemini ve c¢agdas isleme teknigini uyguladilar.
Bunlar1 yaparken gegmis ile simdi ve simdi ile gelecek ya da diin ile bugiin ve

" Bu konuda biraz daha genis bilgi icin bkz.: Pamir 1989, s. 131-132.
 Saydam 1989, s. 161.
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bugiin ile yarin arasinda asiriliklardan uzak bir képrii kurmaya 6zen gosterdiler;
sistemlilik, cok yonliiliik ve biitiinsellik ilkelerinden sagsmadilar

Tirkiye 1930’larda daha ¢ok wlusalci anlayis ve yaklasimlarin ve
bundan kaynaklanan yontem ve tekniklerin basariyla uygulandigi Macaristan ve
Cekoslovakya gibi iilkelere yonelecegi yerde, daha ¢ok ¢ok uluslu (iiniversal,
evrenselci) anlayis ve yaklasimlarin ve bundan kaynaklanan yontem ve
tekniklerin bagariyla uygulandigi Fransa ve Almanya gibi iilkelere yonelmistir.

Isin en dogrusu ulusallik temelinde evrenselige yonelmek, zamani ve
zemini geldiginde her ikisini birlikte dengeli yapmak, yani hem wulusalct hem
¢ok uluslu anlayis ve yaklasim iginde olmaktir. Tirkiye zamani ve zemini
geldiginde bunu da basarabilmenin 6rneklerini vermistir.

6. Béla Bartok ve Tiirk-Macar Karsilastirmah Halk Miizigi Arastirmasi

Béla Bartok’un Tiirkiye’de yaptigi derleme c¢aligmalarina dayali olarak
gerceklestirdigi arastirma, belli yonleriyle Tiirk-Macar karsilastirmali halk
miizigi arastirmalarinin baslangicini olusturur. Bartok’un yaptigi baslangi¢c onu
izleyenlerin ¢alismalariyla yeni boyutlar kazanmaktadir.

6.1. Barték’un Tiirkiye’deki Karsilagtirmah Halk Miizigi Arastirmasi

Rasonyi’nin Bartok’a yazdigi 6n davet niteligindeki ilk mektubunda
yaptigi ilk Oneride Tirkiye’de vermesini Onerdigi konferansta {izerinde
konusmasini istedigi lic konudan ilki “Macar miizigi ile Tiirk miizigi arasindaki
iliski’dir. Boyle bir konu dogal olarak karsilastirmali yaklasim izlenmesini
zorunlu kilar. Zaten Bartok’un Tirkiye’ye gelis amaglarindan biri “eski Macar
halk miizigi ile eski Tiirk halk miizigi arasinda birtakim iliskiler olup olmadigim
ortaya ¢ikarmak”tir. Bu amag, Bartok’un gerceklestirmeyi diisiindiigli derleme-
arastirma ¢alismasinda izleyecegi baslica yaklasimlardan birinin kesinlikle
karstlastirmali yaklasim oldugunu agikca belli eder.

Gergekten de Bartok’un Tiirkiye’deki Anadolu-Tirk halk miizigi
derlemesi/arastirmasi belli yonleriyle ¢ok kisitli da olsa bir “karsilagtirmali halk
miizigi arastirmasi” niteligi tasimaktadir. Ancak, Bartok’un Tirkiye’deki
kargilagtirmali Tirk-Macar kalk miizigi aragtirmasinda “i¢ karsilastirma”
yapilmamig, “dis karsilagtirma” yapilmistir. S0z konusu arastirmada “ig
karsilastirma” yapilmayisinin baslica nedenlerinden biri, arastirma igin ayrilan
zamanin, seg¢ilen zeminin (yerin) ve derlenen-toplanan malzemenin ya da
orneklerin son derece kisitli olmasidir.

Bartok, Anadolu Tiirk halk miizigini derleme/aragtirma ¢aligmasina
baslarken, bir yil sonra 1937’de yaywnladigi Tiirkiye'deki Halk FEzgisi
Derlemeleri Uzerine adli makalesinde de vurguladigi gibi ”Asya kokenli olan
Macar halk miizigi ile Tirk halk miizigi arasinda herhangi bir bag olup
olmadigimmi da ¢ok merak eder”. Kiiciik Asya’dan Tiirk Halk Musikisi adiyla
Tiirk¢eye gevrilen kitabinda da Tiirk halk miizigini incelerken “6zellikle eski
Macar halk miizigi ile eski Tiirk halk miizigi arasinda herhangi bir bag olup
olmadigini ortaya ¢ikarmayi uzun zamandir istedigi’ni ifade eder. S6z konusu

81



calismasindaki “karsilastirmali” boyut iste bu merakindan kaynaklanir. 1936
Kasim’indaki derleme sirasinda dinledigi kimi ezgilerin “eski Macar ezgilerini
andirdig1i”n1, onlara ¢ok benzedigini, “onlarin bir varyanti gibi” geldigini,
alanda-yerinde derledigi 90 ezgiden 20 kadar ile eski Macar ezgileri arasinda
carpici bir benzerlik gorildigiini, yapi bakimindan tiimiiniin “inici” tipte
oldugunu, Macar ezgilerinin sekizl/iden, Tiirk ezgilerinin ise on/udan baglayan bir
inicilik 6zelligi gosterdigini belirtiyor.”

Bartok, gerceklestirdigi c¢alismanin  ve bu c¢alismada yaptigt
karsilastirmanin ne denli kisith ve kiiglik 6l¢ekli oldugunu, ama yine de ne denli
anlamli1 kestirmelere yol agabildigini $dyle vurguluyor:

“... Topraklari bu kadar genis bir iilkeden [Tiirkiye’den] derlenen doksan
ezgi kesin sonuglara varabilmek i¢in ¢ok az imkan saglayabilir. Ancak, bu kiigiik
Olgekli malzemenin yilizde yirmisinin eski Macar musikisiyle benzerlikler
gostermesi, sistemli olarak derlenen, daha genis oOl¢ekli bir malzeme
saglandiginda arada daha ¢ok benzerlik noktalar1 bulunabilecegini
diistindiiriiyor.”"

Saygun’nun belirttigine gore Bartok, 1936’da Tiirkiye’de sistematik
bicimde derledigi ve betimledigi toplam 93 Tiirk halk ezgisi ile Macar halk
ezgileri arasinda bir karsilastirma yapmistir. Yaptigi karsilastirma sonunda,
derleyip betimledigi Tiirk halk ezgilerinden 4’iiniin Macar halk ezgileriyle
tipatip aymi oldugunu saptamis, 6 ezginin degisik, 11’inin ise kurulus tarzi
itibarryla Macar halk ezgileri tipinde oldugunu belirlemistir.*

Bartok’un arastirmasinda yaptigi karsilastirmanin sadece bir bdlgeden
derlenen ¢ok kisitli bir malzeme ilizerinde yapilmis olmasi ¢alismanin yontem
bakimindan “kargilagtirmali bir arastirma”, kapsam bakimindan “Tiirk-Macar
karsilagtirmali halk miizigi arastirmasi” olma niteligini degistirmez.

Bartok’un Turkish Folk Music From Asia Minor (1976) veya Tiirkgeye
cevrilmis bigimiyle Kiigiik Asya’dan Tiirk Halk Musikisi (1991) adl1 eseri son
etnomiizikbilimsel eseridir. Bartok’un bu eserinde kapsanan son miizikbilimsel
arastirmasi Anadolu Tiirk halk miiziginin yapisina iligkin ilk (miizik)bilimsel
arastirmadir. Kurt Reinhard etnomiizikbilimsel arastirma niteligindeki bu esere
iligkin bir yazisinin sonunda su degerlendirmede bulunmaktadir:

“Bartok’un bu son [bilimsel] eseri, bir 6l¢iide Ilmari Krohn ile birlikte
olusturdugu ¢éziimleyici (analitik) ve tipolojik halk musikisi arastirma
yontemlerini, bir kez daha ve ¢ok iyi drnek olacak bir sekilde aciklamakta ve
pekistirmektedir. Bartok’un son derece dogru ve bilimsel calisma sistemiyle
modern yapisalcihigin fikirlerini, yontemlerini on yillarca 6nce Ongdrdiigii
diisiincesine, o yillardan bu yana olusan bakis acisindaki gelismeye ragmen,

* Bartok 1991, s. 35-48 ve 237-248.
" Aymi, s. 247.

¥ Saygun 1976; Nasrattinoglu 1981, s. 8.
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kars1 ¢ikilamaz. Dogrusu, bu sistem bazi degisikliklerle bugiin de uygulanabilir
bir sistemdir.””

Hemen belirtelim ki Bartok’un halk miizigi ¢alismalari Erich Valentin’in
de vurguladigi “arastirma ve degerlendirme meraki” ve “ylizeysel bilgiyle
yetinmeyerek derin incelemelerde bulunma” yaklasimi sayesinde bastan
itibaren saglam bir mantiksal temele oturmustur. Bu temel {izerinde isgoren s6z
konusu merak ve yaklasim “essiz bir halkbilimci ve miizik¢i olan Bartdok’un
egitimcilik yetenegiyle birlesmis” ve bu biresimden “cagdas miizigi 6greten bir
eser” olan alti ciltlik Mikrokosmos ortaya ¢ikmustir. Mikrokosmos™un &zii
Bartok’un karsilastirmali arastirma-degerlendirme ve buna temellenen 6zgiin
yaratici birlestirme niteligine dayanir.

6.2. Bartok’un Tiirkiye’de Halk Miizigi Arastirmast Kitab1 Hemen
Yayimnlanmaliydi

Obiir yandan Béla Barték’un kendi deyisiyle “Tiirk halk ezgilerini ilk
sistemli derleme ¢alismasi”n1 yaparken onun yaninda Ahmet Adnan Saygun ile
Necil Kéazim Akses ve Ulvi Cemal Erkin de resmi gorevli idiler. Halkevi
tarafindan Bartok’a eslik etmek {izere gorevlendirilen Saygun’un gorevi
tiirkiileri sOyleyenlere soru sormak ve ezgilerin sézlerini not etmekti. Maarif
Vekaleti tarafindan gorevlendirilen Musiki Muallim  Mektebi-Devlet
Konservatuvari bestecilik 6gretmenleri Akses ile Erkin’in gorevleri ise yerel
ezgilerin yerinde nasil derlendigini gérmek idi.

Bartok Macaristan’a déner donmez bu konuda bir radyo konusmasi yapti
(Ocak 1937) ve ardindan bir makale yazip yayinladi. Bartok’un gl de
Avrupa’da 6grenim gérmiis gezi arkadaslar1 olan Saygun, Akses ve Erkin bu ¢ok
onemli, tarihi derleme gezisinden hemen sonra bu konuda ilgili herkesin
yararlanmasina yonelik kapsamli bir makale, rapor veya yazi yazip yayinlama ya
da ilgililere sunma-ulagtirma yollu bir ¢alisma yapmadilar, yapamadilar, yapmis
olsalar bile kamuya yansimadi. Gezinin hemen ardindan veya belirli bir siire
sonra bu tiir caligsmalarin yapilmamis olmasini, aradan ¢ok uzun bir siire gegmis
olmasina karsin, hala ¢ok manidar buluyorum, ¢ok yadirgiyorum.

Bartok’un derleme ve arastirma galismasinin gerceklesmesinden -on bes
yil sonra Saygun’un yurtdisinda yaymlanan bir miizik dergisinde ¢ikan “Bartok
Tiirkiye’'de” baglikli iki sayfalik bir yazisi (1951) disinda- otuz bir yil sonra
1967°de bu ii¢ kisiden sadece Saygun bu ¢aligmaya iliskin kapsamli bir inceleme
yazmustir, yaymlamistir. Saygun’un Bartok’un c¢alismasina iliskin gortis,
diisiince ve elestirilerini agikladigi uzun incelemesi ise s6z konusu ¢aligmanin
gerceklesmesinden tam 40 yil sonra ancak 1976’da Macaristan’da Kiado
Akademisi’nce Budapeste’de Béla Bartok’s Folk Music Research in Turkey adl
kitapta ikinci boliim olarak Ingilizce yayinlanmustir.

" Reinhard 1991, s. 228.
* Valentin 1962, s. 76.
FAym, s. 77.
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6.3. Bartok’un Tiirk Halk Miizigi Arastirmasi Ilkin Tiirkiye’de
Yaymlanmahydi

Bartok’un Halkevi’nin resmi ¢agrisiyla geldigi Tirkiye’de yapmus
oldugu Kiiciik Asya’da (Anadolu’da) Tiirk Halk Miizigi Arastirmasi’nin ilkin
Tirkiye’de yaymlanmamasi, {izerinde durulmasi gereken c¢ok ilging bir
durumdur. Bartok’un Ankara Halkevi’'nde 1936 Kasiminda verdigi ii¢ konferansi
kisa bir siire sonra 1937°de Halk Miizigi Hakkinda Béla Barték'un Ug
Konferans: adiyla kitaplastirarak basip yaymlayan Halkevi’nin s6z konusu
aragtirmayl da hi¢ zaman yitirmeksizin yaymlamasi beklenirdi, gerekirdi.
Kiiltiirel ortam ve kosullar buna ¢ok uygundu, uygun goériiniiyordu.

Obiir yandan Bartok’un séz konusu arastirma icin yaptigi derleme
gezisine (arastirma ¢alismasina) yazim ve ¢evirim isleriyle gorevli olarak katilan
Ahmet Adnan Saygun ile gézlem-izlem goreviyle katilan Necil Kazim Akses ile
Ulvi Cemal Erkin’in bu g¢alismanin boyut, yontem, kapsam-icerik ve sonug
yoniinden tasidigr biiyiik onemi zamaninda kavramis olan ya da kavradigi
bilinen uzman kisilerdi. Boyle olunca Bartok’un yapmis oldugu derlemenin-
aragtirmanin biter bitmez ya da tamamlanir tamamlanmaz basilip yayilanmasi
icin son derece istekli ve 1srarli olmalar1 ve bunun gergeklesmesi dogrultusunda
ilgililer nezdinde etkili girisimlerde bulunmalar1 beklenirdi, gerekirdi.

Bartok’un Ankara’dan ayrilip Istanbul {izerinden Macaristan’a
donmesinden sonra Tiirkiye’de halk miizigi derleme calismalar1 yeni anlayis ve
yaklasim dogrultusunda devam etti. Saygun, Akses ve Erkin bu derleme
calismalarina belli bir siire etkin olarak etkili ve verimli bi¢cimde devam ettiler.
Saygun yaptig1 derlemeleri zaman yitirmeksizin hemen kitaplastirip yaymland:.”

Ama, her nedense Bartok’un 1936’daki derleme-arastirma ¢aligmasi bir
tirli yayinlanmadi, yaymlanamadi. Bunun yayinlanmasi oncelik ve ivedilikle
saglanacagl yerde, tam tersine ihmal edildi, savsaklandi. Tipki daha Once
Hindemith’in hazirladig1 Rapor gibi bu Calisma da adeta unutulmaya yiiz tuttu,
unutturulma siirecine girdi. Bunda ister istemez belli kurum ve kisilerin yani sira
oncelikle-6zellikle Saygun, Akses ve Erkin’in belli olgiide bir sorumluluk
paylari oldugu akla gelebilmektedir.

Tam bu noktada Bartok’un 1936°’da geldigi Ankara’da —bilindigi
kadariyla- Atatiirk’iin huzuruna ¢ikarilmamasi, Atatiirk’le tanistirilmamas: ve
goriistiiriilmemesi, Atatlirk’in Bartok’u ya da Bartok’un Atatiirk’ii yakindan
tanimasina firsat ve olanak saglanmamasi ya da saglanmamasi gibi durumlar ile
1938’den sonra Bartok’un “Saygun’la iliskisini kesmis” olmasi ve derledigi
Turk halk tiirkiilerinin sézleri {izerindeki bazi ¢aligsmalarinda artik Saygun’dan
degil de “Laszlo Rasonyi’den yardim beklemesi”" karsisinda ister istemez akla
bir¢ok soru isaretleri gelebilmektedir.

* A. Adnan Saygun, Rize, Artvin ve Kars Havalisi Tiirkii, Saz ve Oyunlari, Nimune Matbaast, Istanbul, 1937.
" Bartok 1991, s. 18.
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Kosullar ne olursa olsun, nasil olursa olsun Bartok’un gerceklestirmis
oldugu Tirk Halk Miizigi Arastirmasi’nin ilkin Tiirkiye’de yaymlanmamis
olmasi hala ¢ok diistindiiriicii bir durumdur.

6.4. Barték’un Tiirkiye’ye Yeniden Gelemeyisi: Kacirilan Bir Altin Firsat

Bartok iilkemizde Tirk miizik kiiltiiriine paha bigilmez katkilarda
bulunup iilkesine dondiikten bir siire sonra oradaki kosullarin ¢ok agirlagsmasi ve
bogucu duruma gelmesi iizerine 1938-1939 yillarinda (yani 1940 yilina dogru)
yeniden Tiirkiye’ye gelmeyi ve burada kalip ¢alismay1 diistinmiistiir. Bu konuda
Bartok, 1938’de Avusturya’nin Almanya’ya katilmasindan kisa bir siire sonra
Saygun’a gonderdigi bir mektupta “kendisine Tirkiye’de siirekli olarak
oturmasmi saglayacak bir gorev bulunup bulunamayacagm sormus’tur.”
Tirkiye’ye yeniden gelme isteginin gerisinde, ayni zamanda, belki de ortiilii bir
tam siginma istemi de bulunuyordu. Ancak, bu diisiince ve istem, 1990’
yillarda yaymlanan bir kose yazisinda bir kez daha belirtildigine gore
Tirkiye’deki “Almanya yanlisi [kimi] miizikgilerin [de Ortiilii] engellemeleriyle
karsilasmis’ ve ne yaziktir ki gerceklesememistir.

Bartok, Tirkiye’ye gelemeyince ve dolayisiyla siginamayinca ABD-
Amerika Birlesik Devletleri’ne gitmek-gogmek ve siginmak durumunda
kalmigtir. Oysa ki Tiirkiye, daha dnceki donemlerde zor kosullarda birgok kez
Macar kardeslerine Tiirkiye’ye siginma olanagi saglamisti. Bu baglamda
zorluklardan yilmaksizin bir¢ok siyasal siginmay1 gergeklestirebilen Tiirkiye
miiziksel bir siginmay1 da gerceklestirebilmeliydi. Kald1 ki o donemde bircok
Avrupali Unli bilim, teknik, felsefe, sanat ve miizik insan1 uzman olarak
Tiirkiye’ye gelmis-getirilmis ve ilgili kurumlarda cesitli gorevler almig
bulunuyorlardi. Ustelik miizik alaninda 6zellikle Bartok’a ya da onun gibi bir
uzmana ¢ok biiyiilk gereksinim vardi. Bu bakimdan Bartok’un yeniden
Turkiye’ye gelme istegine olumlu bir yanit verilmeyisi ya da verilemeyisi,
kendisinin bu tarihi isteginin yerine getirilmeyisi ya da getirilemeyisi hicbir
gerekceyle, hicbir nedenle hakli goriilemez, gosterilemez, hakli bulunamaz.

Bartok’un yeniden Tiirkiye’ye gelemeyisi Tiirkiye acisindan kacirilan
bir altin firsatti. Bu altin firsatin kagirilmasi aslinda yalmz Tiirkiye icin degil,
Bolge icin, Avrasya i¢in, Tiirk Diinyasi i¢in ve tiim Diinya igin de ¢ok biiylik bir
kayip olmustur.

7. Halk Miizigi Arastirmalarina Giincel Kosullar ve Gereksinimler
Acisindan Genel Bir Bakis

Halk miizigi arastirmalarina ve bunlara iliskin calismalara giincel
kosullar ve gereksinimler agisindan genel olarak bakarken arastirma, halk ve
halk miizigi tiirleri ile hangi halkin miiziginde nelerin nasil arastirilldigina ya da
arastirilmasi gerektigine ana gizgileriyle deginmek dogru olur.

" Aymi.
 Tanilli 1995.
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Yontemlerine Gore Arastirma Tiirleri

1. Tarihsel Arastirma,

2. Betimsel Arastirma,

3. Deneysel Aragtirma,

4. Yorum bilimsel Arastirma.

Yerlesim Durumuna Gore Halk Tiirleri
A.Yerlesik Halk

1. Kentli Halk=Kent Halki,

2. Kasabali Halk=Kasaba Halki,

3. Koylii Halk=K o6y Halki.

B.Yar1 Yerlesik / Yar1 Gogebe Halk

C. Gogebe Halk

Halk Miizigi Tiirleri

A.Yerlesik Halk Miizigi

1. Kentli Halk Miizigi = Kent Halkinin Miizigi

2. Kasabal1 Halk Miizigi = Kasaba Halkinin Miizigi
3. Koylii Halk Miizigi = Koy Halkinin Miizigi
B.Yar1 Yerlesik / Yar1 Go¢ebe Halk Miizigi

C. Gogebe Halk Miizigi

C. Geleneksel Halk Miizigi,

D. Modern Halk Miizigi.

Halk Miizigini Arastirma

A.Yerlesik Halk Miizigini Arastirma.

1. Kentli Halk Miizigini Arastirma,

2. Kasabal1 Halk Miizigini Arastirma,

3. Koylii Halk Miizigini Arastirma,

B.Yar1 Yerlesik / Yar1 Go¢ebe Halk Miizigini Arastirma.
C. Gogebe Halk Miizigini Aragtirma.

C. Geleneksel Halk Miizigini Aragtirma

D. Modern Halk Miizigini Arastirma.

Halk Miizigini Hangi Duyarhkla Arastirma?

. Miizikbilimci Duyarliligiyla Arastirma,

. Halkbilimci Duyarliligiyla Arastirma,,

. Yaratici-Besteci Duyarliligiyla Arastirma,,

. Seslendirici-Yorumcu Duyarliligiyla Arastirma,
. Egitici-Ogretici Duyarliligiyla Arastirma,,

. Halk miizik¢isi Duyarliligiyla Arastirma,,

. Dinleyici Duyarliligiyla Arastirma.

. Amatér (Ozengen) Arastirma,
. Profesyonel Aragtirma.

N — 9NN B W —

Halk Miiziginin Nesini Arastirma?
1. Yaratimini-Uretimini Arastirma,



2. Seslendirimini-Yorumunu Arastirma,

3. Kullanimimi-Tiiketimin Arastirma,

4. Egitimini-Ogretimini Arastirma,

5. Cevresini-Ortamin1 Arastirma.

Halk miiziginde bunlar1 arastirirken “Usta-Cirak”, “Usta-Kalfa-Cirak”,
“Agizdan Kulaga-Agza”, “Baskasindan”, “Kendi Kendine” denilebilen farkli
iliski bicimlerine dikkat etmek gerekir.

Halk Miizigini Arastirmada U¢ Ana Cahisma Bicimi
1. Betimlemeli Calisma,

2. Coziimlemeli Caligsma,

3. Karsilastirmali Caligma.

Giiniimiizde-Gelecekte Halk Miizigini Arastirmada En Temel
Sorun: Hangi Halk Miizigi? Tiirkiye ve Tiirk toplumu yerlesiklesme siirecini
¢ok biiyilk oranda tamamlamig; koOylesme-kdylilesme, kasabalagma-
kasabalilagsma, kentlesme-kentlilesme siireglerini birlikte yogun bigimde yasayan
bir iilke ve toplum goriiniimiindedir. Genel olarak niifusun tamamina yakin bir
bolimiinii kéyliiler, kasabalilar ve kentliler olusturuyor. Genel niifus iginde asil
koyliiler, koyden gogme kasabalilar, kasabadan go¢cme kentliler, koyden gdogme
kentliler ile asil kasabalilar ve asil kentliler ¢ok biiyiik bir yer tutuyor. Ozellikle
son zamanlarda kentlesme, kentsellesme, kentlilesme daha da hizlaniyor. Kentli
nifus hizla artiyor, kentlilik orami hizla biiyliyor. Bunlara bagh olarak
okullagsma, okullulasma da hizlaniyor. Egitilmis niifusun sayis1 hizla artiyor,
oram1 hizla biiyiiyor. Iletisim, etkilesim, paylasgtm hizlaniyor, yayginlastyor.
Bunlar1 gergeklestiren niifusun sayisi hizla artiyor, orami hizla biiyiiyor.
Gunimiizde bilisim, bildirisim alaninda yerel-yoresel, bolgesel, ulusal,
uluslararasi, kitasal, kitalararasi ve kiiresel diizeylerde ¢ok yogun iligkilesim,
iletisim, etkilesim siire¢leri yagantyor.

Obiir yandan halk miizigi arastirmalarinin ydntem, teknik, arag ve
gerecleri de ¢ok gelisiyor. Bunlarin bir sonucu olarak karsilastirmali halk miizigi
arastirmalart giderek daha ¢ok karmasiklasiyor. Arastirmalarda hangi halk,
hangi halk miizigi sorusunu dogru yanitlamak giderek daha ¢ok zorlasiyor.

Biitiin bunlara bagli olarak giiniimiizde ve yakin gelecekte halk miizigini
arastirmada, Ozellikle karsilastirmali arastirmada en temel sorun “Hangi halk?”,
“Hangi halk miizigi?” ya da “Hangi halk miizikleri?” sorusu {izerinde
odaklaniyor. Zira hangi anlamda ya da hangi tiirde olursa olsun “halk”in ve
“halk miizigi”nin yapisi1 ile bunlar1 “karsilagtirma isi” giderek daha da
karmagiklastyor.

8. Sonug¢

Insanligin ve toplumlarin, kitalarin ve iilkelerin miiziksel gelismelerinde
karsilagilan biiyiilk bunalimlar, biiyilk diigiimler, biiylik sorunlar genellikle
kentsoylu miiziklerde yasanmis; bunlarin ¢6ziimii ise genellikle olmasa bile sik
sik veya daha ¢ok kdy soylu miiziklerde aranmistir. Bu baglamda 20. yiizyilda
yeni miiziksel arayiglarin alani haline gelen kentsoylu ¢oksesli miizige yeni bir
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soluk, yeni bir ses, yeni bir gere¢ (malzeme) kazandirabilmek icin kdy soylu
halk miizigine basvurulmus, bu alanda bu amacgla ¢ok c¢esitli caligmalar,
derlemeler ve arastirmalar yapilmistir.

19. yiizyilin sonlarinda ve 6zellikle 20. yiizyilda ortaya ¢ikan miizikte
ulusalct akimlar ¢ikis yolunu genellikle kentsoylu miizikten ¢ok kdy soylu
miizikte arayip buldular. Bu nedenle ¢6ziim arayislarinda kentsoylu miizikten
cok koy soylu miizige yoneldiler ve ona temellendiler. Bu yaklasim genellikle
dogru, gergekei ve tutarl bir yaklasim olarak degerlendirilir. Ciinkii, halk miizigi
bir bakima miiziksel halkoyudur, halk miizigine bagvurma bir bakima halkin
miiziksel oyuna bagvurmadir. Bu baglamda sorunlara ¢6ziim ararken en dogru
adres hi¢ kuskusuz halkin miizigidir, yani halk miizigidir.

Geligkin iilkelerde oldugu gibi gelisme yolundaki iilkelerde de miizikte
temel sorunlara ¢Oziim arayis, bulus ve gerceklestiris ¢abalari ilgilileri halk
miizigi derlemelerine ve arastirmalarma yoneltti. Ulkelerin gercek miizik
hazinelerine yeniden kavusmalarinda halk miizigi arastirmalari ¢ok Onemli
islevler gordii. Cagimizda halk miizigi arastirmalari, sonucglari bakimindan
sadece orada, yani halk miiziginde kalan bir siire¢ degildir, onu asan, onun
sinirlarinin ¢ok otelerine tagan bir siirectir. Bunun bilimsel, sanatsal, egitimsel
yolunu yaklasik 100 y1l 6nce Macaristan’da Bartok ile Kodaly agmiglardir.

Bartok baslangigta esas olarak kendi iilkesinin halk miizigini
arastirtyordu. Calismalart ilerledik¢e arastirmalarini olabildigince Macar halk
miiziginin ilk koklerine, en eski koklerine inerek yapmaya caligmistir. Bu
ger¢evedeki ¢aligmalarini genisleterek derinlestirdikce tilkesinin halk miiziginin
yakin ¢evre miizik kiltiirleri, giderek genis ve daha genis c¢evre miizik
kiiltiirleriyle, bu arada ve son asamada Tiirk halk miizik kiiltiiriiyle iliskilerini de
arastirma gereksinimi duymustur. Bu ¢alismalar son agamasina geldiginde, Edit
Tashnadi’nin bir bildirisinde ve bildiri basliginda da vurgulandig1 gibi “Macar
Béla Bartok Ile Tiirk Halk Miizigi Arastirmalar’™na.” doniigmiistiir.

Tiirkler ve Macarlar tarihsel iligkilerin baslangicindan itibaren belli
donemlerde birtakim benzer-ortak Ogelere sahip idiler. Ancak, oOzellikle
Tiirklerin IsldAmlasmasindan ve Macarlarin Hiristiyanlasmasindan itibaren
giderek daha ¢ok farklilasan iki miiziksel gelenegin olusturuculart ve
gelistiricileri, koruyucular1 ve tasiyicilari oldular. On sekizinci yiizyildan
itibaren Macarlar ve Tirkler Bati’ya yeniden miiziksel ilgi duymaya ve
yonelmeye basladilar. 18. yy.da Avrupa’da alla turca, 19. yy.da Tiirkiye’de ala-
franga (alla franga) denilen iki moda ve tslup olustu, gelisti. 19. yiizyildan
itibaren Tirklerin Bati’yla daha siki iliskilesip 20. yiizyilda belli ortak catilar
altinda yer almalariyla birlikte yeni bir ortak gelenegin ve giderek olasi bir ortak
gelecegin ilk adimlart atilip, ilk temelleri olusmaya basladi. 21. yiizyila dogru
Macaristan’in yeniden tam bagimsizligina kavusmasi, Avrupa Birligi’ne once
aday ve ardindan fam iiye olmasi, genis Avrupa kavramimnin giincellesmesi ve
hatta yeni bir Avrasyasal olusumdan s6z edilmeye baslanmasiyla birlikte

" Tasnadi 1996.
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miiziksel iliskilesim ve etkilesimde yepyeni bir esige gelindi. Iki iilke 21.
ylizyilin baglarinda, ic¢inde yasadigimiz 2004’iin 01 Mayisindan itibaren
simdilerde bu esigin iizerinde bulunmaktadir. ve 20. ylizyildan itibaren ise
Macarlarin Dogu’yla

Bartok kendi iilkesinin halk miizik kiiltiiriini arastirirken ¢evre miizik
kiiltiirlerine agilir. Bu agilimim Tiirkiye’yi de kapsayacak bi¢cimde genisletince
goriir ki eski gercek Macar halk miiziginin ilk ya da en eski kokleri Dogu’dadir
ve bu baglam iginde bir zamanlar ayni, ortak kiiltlir ¢evresi i¢cinde bulundugu
Tirk halk miizik kiiltiirtiyle siki bir kiiltiirel benzerlik ve hattd akrabalik
gostermektedir.

Bir¢ok arastirmaci tarafindan da vurguladigi gibi® Tiirkiye’de “Béla
Bartok” denilince zihinlerde genel olarak ilkin “halk miizigi” veya “Tiirk halk
miizigi” konusu akla gelir, ¢agrigir. Miizikbilim ve 6zellikle etnomiizikbilim
cevrelerinde ise “Béla Bartok” adi Oncelikle “sistematik halk miizigi
derlemeleri” ve “karsilagtirmali halk miizigi arastirmalar” yontemlerini
cagristirir.

Bartok’un Kiiciik Asya’dan Tiirk Halk Musikisi adl1 eseri, Reinhard’in da
belirttigi gibi' halk miizigini ¢éziimleyici (analitik) ve tipleyici, yani ezgi
tiplerini  belirleyici ve ayirt edici (tipolojik) arastirma yontemlerini
orneklendirerek agiklayici bir nitelik tasir.

Bartok’un Tirkiye’deki ¢alismalarindan sonra Tirk uzmanlarin halk
miizigine duyduklar ilgi canlanarak artmis ve buna da bagli olarak {ilkemizde
halk miizigine iliskin yayinlarda hizl bir artig olmustur.

Bartok Tirkiye’de karsilagtirmali halk miizigi arastirmasinin ilk somut
ornegini vermis ve ilk yolunu agmustir. Ulkemizde ¢ok kisa bir siire kalmasina
karsin en kalic1 izli etki ve katkilarda bulunan baglica Avrupali miizik¢ilerden
biri olmustur.

Bartok, sistematik ve karsilastirmali, ¢oziimleyici ve tipleyici halk
miizigi arastirmasinin ilk somut Ornegini vermis olmasina karsin, Tiirk
aragtirmacilar ve uzmanlar bu yontemi tam 6ziimseyip uygulamayi yeterince
siirdiiremediler. Bunda, her seyden 6nce Bartok’un yapmis oldugu calismasinin
¢ok ge¢ yaymlanmis olmasinin ve Tirkgelestirilerek Tiirk okuyuculara
kazandirilmasiin ¢ok gec gerceklestirilmesinin biiyiik rolii olsa gerektir.

Yerinde ve zamaninda yararlanim igin genelde “halk miizigi derlemeleri
ve aragtirmalar1” Ozelde “karsilastirmali halk miizigi arastirmalar’” hemen
yayinlanmali, ilgililerin bilgisine, ilgisine ve yararlanmasma sunulmalidir.
Bunlarin yayinlanmasi i¢in, Bartok’unkilerde oldugu gibi 40 yil, 55 yil, 60 yil
beklenmemelidir. Ciinkii, gecikmis yayinlar bir bakima gecikmis bilgi, gecikmis
ilgi, gecikmis yararlanma demektir.

’ Nasrattinoglu 1981, s. 3; Senel 2000, s. 26.
" Reinhard 1991, s. 228.
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9. Oneriler

Tarih caglarindaki ortak kokleri, ortak kiiltliir ¢evreleri, birkag kez
gergeklesen birliktelikleri ve son donemde yasanmaya-filizlenmeye baslayan
yeni ortak ilkilleri bakimindan Tiirk ve Macar uluslart Avrupa’da ve
Avrasya’da birbirleriyle en ¢ok, en siki, en kapsamli ve en yogun iliskiler i¢inde
olmasi gereken iki yari kardes wulus niteligi tagimaktadir. Bu bakimdan,
Atatiirk’ce bir deyisle “[ortak] koklerimize inmeli, tarihimiz ve kiltlirimiiz
icinde biitiinlesmeliyiz.”

Tiirk ve Macar uluslar1 arasindaki iliskilerin esas olarak her seyden 6nce
gelen ve en dayanikli olan halk kiiltiirleri temeline dayanmasi-oturmasi ve bu
temel lizerinde gelismesi gereklidir. Halk kiiltiirleri temelinde ana eksenin halk
miizikleri olmasi ve onun tizerinde odaklanmasi dogaldir. Ciinkii, Tiirk ve Macar
uluslar1 arasindaki iletisim ve etkilesimde en ortak dil muizik dili, yani
Miizikce’dir. Miizikce icindeki en ortak dil ise Halk Miizikcesidir. Bunun en
eski ortak kokii Ural-Altay Miizikcesi’ne dayanir. Bu nedenle Tiirk-Macar
karsilagtirmali halk miizigi arastirmalarinin tarih ekseninde bu ortak koke
giderek ve bu ortak kékten gelerek yapilmasi kagmilmazdir. Boyle bir
calismada Tiirk ve Macar uluslarinin haklar1 ve gorevleri vardir. Bunlarin yerine
getirilmesinde en basta miizik bilimcileri, miizik sanatgilart ve miizik
egitimcileri etkin ve belirleyici rol oynar. Bu baglamda su oOnerilerin
gerceklestirilmesi gerekli ve yararh goriilmektedir:

(1) Tiirk ve Macar halk miizigi arastirmacilar1 arasinda daha giiclii, daha
kararli ve daha siirekli bir ishirligi yapilmalidir. Bu isbirligi g¢ergevesinde
kargilastirmali Tirk halk miizigi arastirmalari ve gilincel ¢alismalar1 ile
kargilagtirmali Macar halk miizigi arastirmalar1 ve giincel ¢aligmalar1 arasinda
belirli paralellikler olusturulmali ve bilgi-belge-bulgu aligverigi yapilmalidir.

(2) Tiirk-Macar Halk Miizigi Ortak Calisma ve Arastirma Grubu
olusturulmalidir. Bunun igin gerekli firsat ve olanak vardir. Bu firsat ve olanak
daha c¢ok gecikilmeden kararli, etkili ve verimli olarak kullanilmali ve en iyi
bigimde degerlendirilmelidir.

Tirkler ile Macarlar yan yana, birlikte ve i¢ ice yasayabilme yetenegine
sahip olduklarimi ge¢miste bircok kez ortaya koymuslar ve kanitlamiglardir.
Simdi ise birlikte calisabilme, birlikte arastirabilme yeteneklerini ortaya koyma
ve kanitlama durumundadirlar. Bir an Once olusturulmasi Onerilen Ortak
Calisma-Arastirma Grubu bunun ilk anlamli 6rnegi olabilmelidir.

Burada, 1936 yilinda Ankara’da verdigi ii¢ konferansin ilkinde “Tiirk ve
Macar uluslarinin kiiltiir yakinlig1” ve “Tiirk ve Macar halk miizigini olusturan
malzemede goriinen ortak niteliklerin ¢oklugu” “ortak bir ¢alismay1 gerekli
kilmaktadir goriisiinii ortaya koyan Bartok’un son konferansinda “Macar miizik
folkloru ile ugrasanlar adma Tiirk kardeslerimden rica ediyorum” derken
sOyledigi son soziinii animsamakta yarar var. Bartok, s6z konusu konusmasinin
sonunda “sozlerimi su climle ile bitirmeme izin veriniz” der (ve ekler): “Bilimin
bu subesinde Tirklerin ve Macarlarin dost¢a ig birligini / ortak caligmasini
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(“tesriki mesaisini”) temin ediniz”” Bartok’un yaklasik 80 yil 6ncesinden
giiniimiize anlamli bir vasiyeti niteligi tasiyan bu tarihl dilegini artik yerine
getirelim!.

(3) Tiirk ve Macar Halk Miizigi Belgelikleri (Arsivleri) arasinda
diizenli iletisim, etkilesim ve yardimlasim iligkileri kurulmali ve bu iliskiler hizla
gelistirilmelidir. Bu iligkiler baglaminda karsilikli bilgi (veri), belge ve bulgu
akis1 ve aligverisi saglanmalidir.

(4) Tiirk-Macar karsilagtirmali halk miizigi arastirma materyalleri ve
verileri bilimsel olarak islendikten sonra onunla yetinilmeyerek sanatsal ve
egitimsel olarak da islenmelidir. Bunlarin yani sira teknik ve felsefi olarak
islenmesi de ihmal edilmemelidir. Cilinkii ¢ok yonlii, ¢ok boyutlu ve genis
kapsamli bir biitiinsel isleme ancak boylelikle miimkiin olabilir, gerceklesebilir.
Bunun gerc¢eklesmesi ¢alismalari ¢ok anlamli, verimli ve yararli kilar. Bartok ile
Kodaly’nin bityilikligii, etkililigi, verimliligi ve kalicilig1 aslinda iste boylesi bir
biitiinsel igsleme galismasi yapmis olmalarindan kaynaklanir.

(5) Bartok, 1936°da Ankara’da Miizik Ogretmen Okulu Konser
Salonu’nda gergeklestirilen bir senfonik konserde solist olarak F. Liszt’in Dans
Macabre’si ile kendisinin /. Rapsodi’sini seslendirip yorumlamisti. Bartok un
Tiirkiye’ye gelisinin ve bu etkinliginin 70. Y1l olan 2006’da aym salonda ve
ardindan Miizik Ogretmen Okulu’nun giiniimiizdeki devami olan Gazi
Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi Anabilim/Ana sanat Dali Gazi
Konser Salonu’'nda yeni bir  Tiirk-Macar  Konseri  diizenlenip
gerceklestirilmelidir.

(6) Tirkiye’de Bartok’la ilgili yapilmis tiim c¢alisma ve yayinlar
saptanip-derlenip-toplanip  degerlendirilerek  Tiirk Goziiyle Bartok ya
Tiirkiye’deki Bartok adiyla kitaplastirilip yaymlanmalidir.

Bunlarin yani sira bazilari bundan onceki kimi yazilarda® degisik
bigimlerde ifade edilerek ortaya konulan asagidaki  Onerilerin
gerceklestirilmelerinde de biiylik yarar goriilmektedir:

(1) Ankara’daki bir Miizik Okulu ile Budapestede’ki Béla Bartok
Konservatuvar: kardes okul olmalidir, yapilmalidir.

(2) Bartok’un Tiirkiye’ye gelisinin belirli yildoniimlerinde Tiirkiye’de
bulundugu tarihler ig¢indeki uygun bir hafta Bartéok Haftasi olarak
diizenlenmelidir.

(3) Tiirkiye’de Bartok’la ilgili olarak kurumsal, bolgesel ve ulusal
diizeylerde cesitli panel, seminer, kongre ve sempozyumlar diizenlenmelidir.

(3) Tirkiye-Macaristan isbirligiyle AB-Avrupa Birligi ve  UNESCO
destegiyle bir Uluslararast Bartok  Sempozyumu diizenlenip
gergeklestirilmelidir.

" Bartok 1991, s. 289.
T ilik 2000, Tanilli 1995, Ali 1981.
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(5) Tiirkiye ile Macaristan arasinda miizik alaninda égrenci, dgretmen,
ogretim iiyesi, bilgi, belge ve yayin degisim programlart hazirlanip
yiirttiilmelidir.

(6) Tirkiye ile Macaristan arasinda varilacak bir anlasma ile iki {ilkenin
baskentlerinde esgiidiimlii, doniisiimlii ve paylasimli olarak hizmet verecek
Tiirk-Macar Miizik Enstitiisii, Tiirk-Macar Miizik Fakiiltesi ya da Tiirk-
Macar Miizik Universitesi kurulmalidir. Boyle bir enstitiide baslangicindan
giniimiize Tirk-Macar miizik iligkileri tiim yonleriyle incelenmeli ve
arastirilmalidir.

Biitlin bunlarin Tiirkiye’de daha saglam bir altyapt temeline
oturtulabilmesi igin gereken bazi yeni kurumlasmalarin gerceklestirilmesi
gerekli gortilmektedir

Tiirkiye’de lisans 6grenimi veren miizik yiiksekdgretim kurumlarim
bitirenlerin lisansiistii bilimsel, sanatsal, teknik ve felsefl egitim-O6gretim,
aragtirim, uygulayim ve gelistirim gereksinimlerini karsilamak amaciyla, mevcut
enstitiilerin disinda, onlarin yami sira ayr1 bir Miizik Enstitiisii veya Miizik
Bilimleri Enstitiisii kurulmalidir.

Tiirkiye’de 1980°lerdeki yeni yapilanma c¢ergevesinde 1990’lardan
itibaren iiniversitelere ya da tniversite rektorliiklerine bagli olarak kurulan
Miizik Arastirma-Uygulama-Gelistirme Merkezleri tam anlamiyla islevsel ve
isler duruma getirilmeli, gerekli parasal kaynaklara kavusturulmali, gerekli
bicimde donatilmali, personel ve arag-gere¢ bakimindan yeterince donanimli
duruma getirilmelidir.

10. Bitiris

Bartok giizel Macaristan’dan giizel Tiirkiye’ye Atatiirk doneminde
Atatiirk’in  kurdugu ve en c¢ok deger verdigi kurumlardan biri olan
Halkevleri’nin resmi ¢agrisi iizerine gelmisti. 1936°dan 70 yil sonra 2006’da
boyle bir resmi ¢agr1 bu kez bugiinkii Halkevlerinden Macaristan’daki en 6nemli
Barték Kurulusu’na yapilabilir.

Barték’un da vurguladigr gibi “Macarlar cografi konumlarinin dogal bir
geregi olarak halk miizigini inceleme yontemlerini erken elde etmisler”” ve
erken gelistirmislerdir. Biz Tiirkler ise bunu onlardan Bartok yoluyla ve ancak
yaklasik 20-25 yil sonra 6grendik. Boylece dost ve kardes Macarlar bize bir
bakima yol gdstermis, yon vermis oldular.

Halk miizigi arastirmalarinda dogru derlenip toplanan malzeme
dogru kurtarilan malzeme demektir. Halk miizigi arastirmalarimin 6nemli
bir béliimii bu dogru toplanan-kurtarilan malzeme iizerinde yoéntemli
inceleme ve karsilastirmal ¢oziimlemelerle yapihr.

Tiirk ve Macar kiiltlirleri ¢ok uygarlikli bir temele dayanmaktadir. Bu
nedenledir ki Tiirkiye ve Macaristan farkli uygarliklarin ¢atistig1 degil baristigi,
bulustugu ve birlestigi, birlikte ve i¢ ice oldugu, barisik ve kaynasik yasadig
birer tilkedir.

" Bartok 1991, s. 289.
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Tiirk ve Macar halk miizik kiiltiirleri kendilerine 6zgii birer biresimdir
ve ¢evre miizik kiiltiirleriyle iliskileri bakimindan benzer islevlere sahiptir.

Tirk ve Macar halk mizik kiiltiirleri Avrupa miizik kiiltiriini
cesitlendirip zenginlestirici Ozellikler tasiyan baslica miizik kiiltiirlerinden
ikisidir.

Tirk ve Macar halk miizik kiiltiirlerinin Kkarsilastirmah
arastirilmasi1 Avrupa, Avrasya ve Diinya miizik Kiiltiiriine cok Onemli
katkilar saglar. Bu bakimdan diyoruz ki Avrupa’da ve Avrasya’da iyi ki
Macaristan ve iyi ki Tiirkiye var.

Tirk-Macar karsilagtirmalit  halk miizigi aragtirmalarindan Tiirk
Diinyasi’n1 olusturan bagimli, &zerk, yar1 bagimli / yar1 bagimsiz Tiirk
toplumlar1 ile bagimsiz Tiirk Cumhuriyetlerinin miizik kiiltlirlerini inceleme ve
arastirma calismalarinda etkili bi¢imde yararlanilabilir.

2006 yili Bartok’un Tirkiye’ye gelisinin 70. yili olacaktir. Bartok’un
Tiirkiye’ye Geliginin 70. Yul iilkemizin belli yer ve merkezlerinde gorkemli ve
islevsel bir etkinlikler dizisiyle kutlanmaya deger bir nitelik tagimaktadir. Boyle
bir etkinlikler dizisinin gerektirdigi 6n hazirliklara simdiden baglayalim.

Unutmayalim ki Barték Macarlardan sonra en ¢ok biz Tiirkler i¢in ¢ok
degerli bir varliktir. O’nun degerini ¢ok iyi bilelim, degerine en uygun bicimde
davranalim.

Sozlerimi tiim ilgililere Atatiirk’ce ve Bartokca seslenerek soyle
baglamak istiyorum: Tiirklerin ve Macarlarin dostca ve kardesce isbirligini ve
ortak caligmasini saglayiniz.
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SEMPOZYUMU DEGERLENDIRME
Prof.Dr. Ali UCAN

Tiirk-Macar Halk Miiziginin Karsilastirmali Arastirilmasi konulu ve
Bir Macar Bilim Adamimin Avrasya Ulkelerindeki Calismalar: iizerinde odakl
Sempozyumumuzun sonuna gelmis bulunuyoruz. Bu bir gilinlik Sempozyum
bastan sona ¢ok yonlii ve ¢ok yogun bir ¢alisma temposu iginde gecmis
bulunmaktadir. Yapilan acilis konusmalarinda, bilimsel sunumlarda ve
tartigmalarda, belgesel-imgesel film gosteriminde ve sOylesilerde ortaya konulan
tanimlama-betimleme, saptama, agiklama, ¢ozliimleme, irdeleme ve
degerlendirmelerden de anlagiliyor ki bu Sempozyum ¢ok koklii temelleri olan
Tiirk-Macar miizik iliskilerinde yeni bir asama niteligi tagimaktadir.

Sempozyumda ¢ok degerli Macar meslektaslarimiz Dr. Janos Sipos ve
Dr. Eva Csaki’nin 1987-2004 yillar1 arasinda gegen 17 yillik siire iginde
Bartok un izinden yola ¢ikarak ve gittikce genisleterek gerceklestirmis olduklari
karsilagtirmali halk miizigi arastirmalarmi genel ¢ergevesi, ana boyutlar1 ve
baslica evreleri yakindan tanima firsati ve paylagsma olanagi bulduk. Hemen
belirtelim ki Dr. Janos Sipos ve Dr. Eva Csaki’nin derledigi yaklasik 4500 Tiirk
halk miizigi parcasimi igeren video, CD ve 1300 fotograftan olusan Sipos
Arsivi'nin - Tirkiye tarafindan degerlendirilmesinde ¢ok Dbiiyiikk yarar
goriilmektedir Ciinkii bu arsiv, kapsadigi materyalin Avrasyasal niceligi ve
niteligi yanisira bilimsel olarak islenmis olmasi bakimindan da ¢ok biiyiik deger
tasimaktadir.

Sempozyumumuz ii¢ ana asamadan olusmustur: A¢ilis konugsmalarm
kapsayan birinci asamada Sempozyumun genel gerekgesini, amacin ve
Onemini iceren Ozlii konusmalar dinledik. Bilimsel sunumlar: ve tartismalar
kapsayan ikinci asamada 6nce ¢ok degerli iki Macar konuk meslektagimiz Dr.
Janos Sipos’a ve Dr. Eva Csaki Avrasya iilkelerindeki 17 yillik ¢alismalart
iizerinde odaklanan ¢ok genis kapsamli bir sunum ortaya koydular. Sonra ¢ok
degerli meslektaslarimiz Prof. Dr. Necati Gedikli, Prof Yal¢in Tura ve Prof. Dr.
Ali Ucan konuyu kendi uzmanlhk acilarindan yaklasarak agirlikli olarak
miizikbilimsel, miizikyaratimsal, miizikkiiltiirel ve kismen miizikegitimsel
yonleriyle ele alip islediler, irdelediler ve degerlendirdiler. Onlarin ardindan
konusmacilar1 biiyiik bir dikkat ve ilgiyle izleyen izleyicilerden s6z alip soru
yoneltenler ve goriis belirtenler etkin katilimlariyla konunun ¢okyonlii
tartigilmasina anlaml katkilarda bulundular. Belgesel/imgesel film gésterimini
kapsayan iiciincii asamada ise degerli gen¢ yonetmen Sezgin Tiirk “Béla
Bartok, Tiirkiye, 1936...” adl1 filmi ve sOylesisiyle Sempozyum’a ayr1 bir tarihsel
boyut ve derinlik kazandirdi. Bunda filmin kameramani Sabri Saver’nin da
onemli pay1 vardir. Kendilerini ayr1 ayr1 kutluyor ve her birine yiirekten tesekkiir
ediyorum.

Bu sempozyumda Gazi Universitesi Gazi Egitim Fakiiltesi Giizel
Sanatlar Egitimi Bolimii Miizik Egitimi Anabilim/Anasanat Dali Arastirma
Gorevlileri Ebru Varol, S. Cem Saktanl, Zeki Nacakgl, Ferit Bulut ve Begiim
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Yalcinkaya calisma ve sunularin gerektirdigi miizik teknolojisini ¢ok iyi
kullanarak c¢ok basarili, etkili ve verimli bir teknik hizmet siireci
gergeklestirdiler. Sagladiklar1 teknik yardim, destek ve katkilarindan dolay1 her
birine tiim konusmacilar ve izleyiciler adma tesekkiir ediyor, basarilarindan
dolay1 kendilerini candan kutluyorum.

Gazi Universitesi bu Sempozyum’da yer almus, Sempozyum’a ev
sahipligi yapmis ve bagka katkilarda bulunmus olmaktan onur duymaktadir.
Sempozyum Tiirk -Macar miizik iliskilerinde Gazi Universitesi’nin ¢ok daha
anlamli ve ¢cok daha etkin rol oynayabilecegini gdstermis bulunmaktadir.

Cagdas Tiirk-Macar Miizik iliskilerinde GU-Gazi Universitesi’nin ¢ok
Oonemli bir yeri vardir. Bu iiniversitenin en eski ve en koklii birimi olan Gazi
Egitim Fakiiltesi’'ne bagli Miizik Egitimi Bolimii / Anabilim-Anasanat Dali
1924 yilinda kurulan tarihi Musiki Muallim Mektebi (MMM)’nin bir devamudir.
Barték 1936’da MMM’ni ziyaret etmis, MMM Konser Salonu’nda konser
vermis ve MMM’nin etkinliklerinin bircogunu sergiledigi Halkevi’nde
Konferanslar vermistir. Bartok’un Tiirk halk miizigi derleme gezisine eslik¢i ve
gbzlemci ¢aligsma arkadaglari olarak katilan A. A. Saygun, N. K. Akses ve F. C.
Erkin MMM’nin 6gretmenleri idiler. MMM ve Gazi Egitim’de galismig olan
Macar egitimciler olarak Lico Amar ve Robert Farkas ¢ok degerli katkilarda
bulundular. Obiir yandan GU Tiirk Miizik Egitimi Arastirma ve Gelistirme
Merkezi Tiirk miizik egitiminin ana temelini olusturan Tiirk miizik kiiltliriniiniin
diger miizik kiiltiirleriyle iligkileri baglaminda o6zellikle Macar miizik
kiiltiiriiyle iliskilerini de arastirmay1 amaglamaktadir.

Tiirk-Macar halk miiziginin karsilastirmali arastirilmasinin irdelenip ve
degerlendirildigi bu c¢ok basarili Sempozyum’un Tiirk-Macar dostluguna ve
kardesligine, Tiirk, Macar, Avrasya ve Diinya (etno)miizikbilim ¢alismalarina
anlamli katkilar saglamasi beklenmektedir.
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Dr. Eva CSAKI
Egitim

2001 Ph.D. Budapeste Univ. Tez konusu: Tiirk Halk miizigi ve dini miizik.

1999-2001 -Univ. ELTE, Budapeste, Ph.D. Genel Tiirkoloji kursu (I. Vasary
tarafindan), Ph. D. tez konusu: T6rék népdalok és vallasi énekek

1994-1997 JATE Univ. Szeged, Tiirk Dillerinin Karsilastirmali Tarihi (A. Réna-
Tas)

1989 Tiirkoloji MA, Tez konusu: Volga-Kip¢ak dillerindeki Orta-Mogol
dilinden alinan kelimeler.

1983-1986 Univ. ELTE, i¢ Asya Boliimii (Gy. Kara tarafindan) Klasik Mogol
Calismalari

1974-1979 JATE Univ. Szeged, Altay Calismalar1 Bolimi (A. Roéna-Tas
tarafindan) Tiirkoloji B.A., Tez Konusu: Kazan-Tatar dillerindeki Orta-
Mogol dilinden alinan kelimeler.

1979 Kazan Universitesi’nde Kazan Tatar dilleri ve Tiirkoloji iizerine bir
somestr

1978 istanbul Universitesi’nde Tiirkoloji iizerine bir sémestr

1973-1978 JATE Univ. Szeged, Ingiliz ve Amerikan Filolojisi Béliimii B.A.
Ingiliz ve Amerikan Filolojisi

1973-1975 JATE Univ. Szeged, Macar Filolojisi Boliimii. Macar Dili ve
Edebiyati, Diinya Edebiyati Tarihi tiniversite sinavlari.

Is Deneyimi

2003- Péter Pazmany Katolik Universitesi Linguistik Boliimiinde asistanlik

1993-2002 Arastirma Gorevlisi, Erken Macar Tarihi lizerine Macaristan Bilimler
Akademisi Arastirma Grubu. Arastirma Konusu: Erken Orta Cag’da Macar
toplumunun olusumu {izerine ¢alisma

1999-2002 Modern Tirkce okutmani, Fetih oncesi Tiirk Macar iligkileri ve
Lexicology, P. Pazmany Katolik Universitesi

1996-2002 Acta Orientalia teknik editor

1987-1993 Ankara Universitesi Hungaroloji Béliimii’nde dil tarihi, ¢eviri ve
edebiyat tarihi okutmanligi

1979-1987 Macaristan Bilimler Akademisi Oriental Koleksiyon Aragtirma
Gorevlisi

Saha calismalari

2003 Topgular Bektasi festivali

2003 Trakya’da Asure ve Newruz gelenekleri

2002 Trakya Bektasileri

2002 Yaglipiar Karagaylilari, Ankara Alevileri, seremoni sarkilari toplama
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2001 Ankara’da yasayan Karacaylar

2001 Konya-Eskisehir-Afyon bolgesinde yasayan Karacaylilar

2001 Ozdere, Tiirkiye — Bektasi liderleriyle tanisma, Bektasi tiirkiileri derleme

2000 Armutlu ve Giilbahge, Tiirkiye — Arnavutluk ve Tiirk Halk Sarkilari
derleme

1999 Trakya bolgesinin bir ¢ok kdyiinde Tiirk ve Bektasi tiirkiileri derlemesi

1997 Nalayh, Mogolistan — Azinliklar arasindan Kazak halk sarkilar1 derlemeleri

1987-1993 Anadolu’nun ¢esitli yorelerinden Tiirk Halk sarkilari1 derlemesi

Kongre katilmlari ve yayinlar

Kitaplar

1989. Volga-Kipgak dillerindeki Orta-Mogol dilinden alinan kelimeler. Szeged.
[yaymlanmamis doktora tezi] 221 p.

1995. Tiirkge-Macarca Sozliik. 340 p. Balassi Yayinevi, Budapeste.

1997. Macarca-Tiirk¢e Sozliik 421 p. Balassi Yayimevi, Budapeste.

1997. Macarlik tarihi ve Avrasya ge¢misi. Bibliyografya 437 p.[el yazmasi].

2000. Tiirk Halk Sarkilart ve Dini Sarkilar 170 p. [yaymlanmamis doktora tezi]

2001. Tiirkge-Macarca Sozlik. Genisletilmis ve diizeltilmis ikinci baski. 379 p.
Balassi Yayinevi, Budapeste.

2001. Macarca-Tiirk¢e Sozliik. Genisletilmis ve diizeltilmis ikinci baski. 397 p.
Balassi Yayinevi, Budapeste..

Kitaplarda yayinlanan ¢calismalar

2001. Collecting in a Mongolian Kazakh mining village: Nalayh. in: Sipos, J.
(2001): Kazakh folksongs form the two ends of the steppe. Akadémia Yayinevi,
Budapeste. pp. 28-30.

2002 Turkic and Mongolian loan suffixes. A glimpse at the history of the
research on Turkic and Mongolian loan suffixes. In: Proceedings of the 7™
International Congress of Mongolists. 12-16 August 1997. Ulaanbaatar. pp. 302-
312.

2002  Turkiye Karagay Halki Arasinda Yapilan Arastirmalar ve Karacay
Kelime Hazinesinden Baz1 Ornekler. Birtalan A. — Yamaji M. (eds): Orientalista
Nap 2001. Pp. 25-33.

2002 Islam ve Hristiyanlik Oncesi Tiirk ve Macar Eski Inanglarinda Ragbet
Edilen Rakamlar. in: Uluslararast Tiirk Diinyasi Inang Onderleri Kongresi
Bildirileri. 23-25 Ekim 2001. (Tiiksev Yayinlar1 Bilim Kiiltiir Dizisi 2) Ankara.
pp. 201-209.
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1978. Kozépmongol eredetli jovevényszavak a kazani tatdrban. Acta Tuvenum,
Sectio Linguistica T. II pp. 29-54. Szeged.

1995. Tiirk ve Macar tiirkiilerinin metinlerine dair. A.U. DTC Fak. Dergisi
XXXVII:1-2. pp. 169-179. Ankara.

1995. Istvan Mandoky’s unpublished Tatar wordlist from Bulgaria. Acta
Orientalia Hung. 48:3. pp. 321-327.

1999. Macaristan’da Tiirkge Ogretimi Sorunlari. Diinyada Tiirkge Ogretimi
Semineri. 17-18 Mayis 1999. Dil Dergisi 82. Ankara. pp. 54-55.

2000. Turkge Ogretiminde Dilbilgisinin yeri. Uluslararasi Diinyada Tirkce
Ogretimi Sempozyumu 11-13 Mayzs, Istanbul. p. 3.

2000. Eren, H. (1999), Tiirk Dilinin Etimolojik Sozliigli. Review article AOH.
53:3-4, pp. 249-255.

2001. Turkge 6gretiminde dilbilgisinin yeri: zarf ya da belirte¢lerden sonra ve
kadar. In: Uluslararas1 Diinyada Tiirk¢e Ogretimi Sempozyumu Bildirileri 10-11
Mayis 2001 izmir. pp. 2-5. Ankara.

2001. Tiirk Kiiltiiriinde ayrintilar: tuz. Hac1 Bektas Veli Arastirma Dergisi. Kis
2001/20. Pp. 231-235.

2002  Buvos szamok az iszlam eldtti torok és kereszténység elotti 0si magyar
vallasban. Ethnica IV:1. pp. 36-38.
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Bildirileri. 23-25 Ekim 2001. (Tiiksev Yayinlar1 Bilim Kiiltiir Dizisi 2) Ankara.
pp- 201-209.

2002  Kortefa-kultusz a Kaukazusban. Ethnica IV:3. pp. 117-120.

2002 Traces of the Pear-Tree Cult in the Caucasus. AOH 55:4. pp. 345-352.

2004 Macarlar‘in eski tarihine, eski Tiirk — Macar iliskilerine dair. Haci1 Bektas
Veli Arastirma Dergisi 2004/30 pp.187-191.

2004 Armut agaci inancinin Kafkasya’daki izleri. Hac1 Bektas Veli Arastirma
Dergisi 2004/30 pp.213-222.
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Inner Asian Survey No.2. Autumn pp. 7-35.

2005 Kozépmongol jovevényszavak a karacsaj-balkarban 2. A lotartas
szavai.in: Birtalan, A. (ed.) (2005): Bolor-un gerel. Tanulmanykotet a 70 éves
Kara Gyorgy professzor tiszteletére. Budapest. 16 p. [Kiadasra elfogadva]

Makaleler
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Review. AOH 55:1-3. p. 303.
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Dictionary of Turkic Languages. English: Azerbaijani, Kazakh, Kyrgyz, Tatar,
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2002 Permanent International Altaistic Conference 45" Meeting, Budapest 23-
28 June 2002 AOH 55:4. p. 416.

2002  On Turkic Lexical Stock. AOH 55:4. pp. 417-420.
2002  Tavkul, U.: Karagay-Malkar — Tiirk¢esi Sozliigi. AOH 55:4. p. 420-421.

2003  The International Congress on Religious Centres in Turkish World.
AOH 56:1 p.87.

2004 Molnar, A. (ed.) (2003): Saman inancininhatiralari: Tiirk halklar1.Haci
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2005  Asure és Newruz a trakiai bektasiknal. 5 p. [Kézirat] Kiadasra elfogadva
a Torok Fiizetekbe.
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Ceviriler

1981. Ehmet, a tizenegyedik, Napnal fényesebb Eziist Sugar, A fehér
kigyo. in: Ma mentem, holnap jottem. Kazéani tatar népmesék [forditas kazéani
tatarbol] pp.106-120, 127-134, 167-174. Budapest.
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Uluslararasi kongrelerde okunan makaleler
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1988. Volga Boyu Kipg¢ak Dillerinde Orta Mogolca Unsurlari.
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1992. Tiirkiilerin metinlerine dair. Uluslararast Tiirkoloji Kongresi. 27
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Congress of Mongolists. 12-16 August, Ulaanbaatar.

1999. Comments on the common characteristics in the prosody of Turkic
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2000. First layer Turkic loan-words in Hungarian. 4. Uluslararas1 Tiirk
Dili Kurultayi. 25-30 Eyliil. Alagati, Cesme.

2001. Favoured numerals in the old religion of Turks and Hungarians in
the pre-Islam and pre-Christian period. Uluslararasi Tiirk Diinyasi Inang
Onderleri Kongresi 23-28 Ekim 2001 Ankara.

2001. Tirkge ogretiminde dilbilgisinin yeri: zarf ya da belirte¢lerden
‘sonra’ ve ‘kadar’. In: Uluslarasi diinyada Tiirkce Ogretimi Sempozyumu
Bildirileri. 10-11 Mayis 2001, izmir. Ankara. pp. 2-5.

2004. +nAn as Ablative Case Suffix in Hungarian and Turkic
Langauges. Grammatika és kontextus: 0 szempontok az wurali nyelvek

kutatasaban. 2004 aprilis 4-7. Budapest.

2004Macarlar’in eski tarihine, eski Tirk — Macar iligkilerine dair. 27
Mayis 2004 Ankara Gazi Universitesi.

2004 Ismin ablatif halinin paralel kullanim +ndn ~ +nAt. Vci
Uluslararasi Tiirkoloji Kurultay1. Ankara.
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Prof.Dr. Necati GEDIKLI

18 Mart 1944 giinii karaman’da dogdu. Kii¢iik yaslarda basladigi miizik
calismalarina , Istanbul Ogretmen Okulu’nda Ekrem Zeki Un ve Halil Bedi
Yonetken gibi sanat¢i hocalarla siirdiirdii. 1962 yilinda girdigi Ankara Gazi
Egitim Enstitlisii Miizik Bolimii'ni 1965°de “ Birincilikle “ bitirerek, 1968
yilina degin ayni1 kurumda “ Asistan “ olarak gorev aldi. Bu siire igerisinde
ayrica besteci ve kuramci Kemal ILERICI ile de calisti.

1968’de DAAD bursu kazanarak Uzmanlik 6grenimi i¢in Almanya’ya
gitti. “Hochschule fiir Musik — K6In” de sekiz yariyil siiren “Kompozisyon”
ve “Piyano Pedogojisi” 6grenimini 1972 yazinda istiin basari ile bitirerek
yurda dondii.

1972 — 1978 wyillar1 arasinda Ankara GEE ve Ankara Devlet
Konservatuvarin’da calisti. Bu siire igerisinde “ Yani Miizik Dinletileri I-II «
basta olmak iizere cesitli sanatsal etkinliklerde bulundu. Ayrica TRT igin kendi
eserlerinden olusan bant kayitlar1 yapti.

1978’de Izmir Ege Universitesi Giizel Sanatlar Fakiiltesi’ne gecerek
1981°de “Yiiksek Lisans” , 1984’de “Sanatta Yeterlik” , 1988’de ise “Bilim
Doktoru” iinvanlarini kazandi. 1986’da Docent ve 1992°de Profesor oldu.

1986°da Dokuz Eyliil Universitesi Devlet Konservatuvari’na Miidiir
olarak atandi. 9 yili askin Miidiirliigii doneminde Konservatuvarin miizmin
bina sorunu basta olmak iizere , Egitim — Ogretim programlarinin yenilenmesi,
Yiiksek Lisans ve Sanatta Yeterlik gibi Lisans Ustii programlarm agilmasina
kadar pek ¢ok temel sorununu ¢6zdii.

Halen aym1 kurumda 6gretim iiyesi olarak calismakta olan Sanat¢inin
pek ¢ogu yurt dis1 ve iginde seslendirilmis ¢esitli oturtumlardan 25 dolayinda
miizik eseriyle bilim adami olarak da yayimlanmis 3 Kitaba ile 3 tez ¢calismasi
ayrica 60 dolayinda bilimsel bildiri ve makalesi bulunmaktadir.Bunlarin yani
sira Miizik ve Sanat konulu pek ¢ok panele de konusmact olarak katilmistir.
Gedikli Sanatgr , bilim adami ve Ogretici olarak ¢ok yonlii etkinliklerini
stirdiirmektedir. Evli olan Sanatc¢inin her ikisi de miizisyen, birisi Piyanist ,
diger Kemanci olmak iizere iki kiz1 vardir.

Eserler
Kompozisyonlar

1.Ses ve Piyano i¢in Alt1 Tiirkii (1973)

2.Solo Keman igin Iki Parga (1976)

3.Keman ve Viyolonsel i¢in Siiit (1986)

4 Piyano i¢in U¢ Asama (1986)

5.Keman, Viyolonsel ve Piyano igin Ugiil (1986)
6.Ufleme Calgilar Besili (1986)

7. Karisik Koro Igin Ug Tiirkii ve Bir Moted (1986)
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8.0da Miizigi Igin Iki Oyunhavasi :Tamzara — Kazova Halay1 (1986)
9.Yurdumdan Gérintiler , Keman ve Piyano Icin Sonat (1986)
10.Yayl1 Dordiil I¢in bir boliim (1989)

Arastirma ve incelemeler

1.A.Schonberg, Op.11, Drei Stiicke fiir Klavier (1972), Almanca

2.Ekrem Zeki Un — Yasamu , Sanatciligi ve Coksesli Tiirk Miizigindeki Yeri
(1981)

3.Atatiirk’tin Ulusal Miizik Anlayisi’nin Son Altmis Yildaki Uygulanigi (1988)

4.Yap1 ve Calimis Ozelliklerine Gore Tiirk Halk Calgilari (1991)

5.Bilimselligin Merceginde Geleneksel Musikilerimiz ve Sorunlar1 ( 1999)

6.Ulkemizdeki Etki ve Sonugclartyla Uluslaras1 Sanat Miizigi (1999)
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Dr. Janos SIPOS

Institute for Musicology, Hungarian Academy of Sciences
1014 Budapest, Tancsics M. u. 7

Phone: 36-214-6770, fax: 36-1-375-92-82, e-mail: sipos@zti.hu

Egitim

1993—  Szeged JATE Universitesi (JATE), Ph.D.

1997 Tez Basligi: Béla Bartok’un Anadolu Halk Miizigi Arastirmalari
1971-  Szeged JATE Universitesi (JATE), B.Sc. Matematik

1978 Tez Konusu: Halk Miiziginin bilgisayarli Analizi

1967—  Moricz Zsigmond Lisesi, Budapeste, konsantrasyon: Fransizca
1971

1959—  Lorantffy Zsuzsanna Miizik Okulu, Budapeste

1967 10 sene boyunca siirecek keman ¢alismalarina burada basladi

Is Deneyimleri

2001-  Arastirma Gérevlisi- Mizikoloji Enstitlisli, Macaristan Bilimler

1998-
2001

1993—
1997

1988—
1993

1978-
1987
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Akademisi,
Yari zamanh okutman- Franz Liszt Miizik Akademisi, Miizikoloji
Boliimii
Research fellow, Oriental Archives of the House of Traditions,
Budapeste
- Halk miizigi koleksiyonlarinin aragtirmasi ve yaymlanmast
- Macar Halk sarkilar veritabani olusturulmasi
- Biiyiik Asya koleksiyonu iizerinde ¢aligma
- Halk miizigi materyallerinin arsivlenmesi ve dijitallestirilmesi
Okutman Asistani, Altay Arastirmalar: Béliimii, Szeged JATE
Universitesi, Szeged
- Etnomiizikoloji okutmanligi
Okutman, Hungaroloji Boliimii, Ankara Universitesi, Ankara
- Ankara Universitesi’nde okutmanlik
- Tiirkiye’nin ¢esitli bolgelerinden halk sarkilar1 derlemesi
- Aragtirmalar iizerine iki kitap yazimi ve bu kitaplarin Macaristan
Bilimler Akademisi tarafindan yayinlanlasi.
Matematikgi, miizisyen ve arastirmaci olarak yapilan caligmalar.
- Yazilim gelistirme, Devlet Bilisim Hizmetleri, Budapeste
- Keman sanatgisi, Kalamajka Halk Miizigi Grubu, Macaristan,
Avrupa, Afrika ve Kanada’da verilen yiizlerce konser.
- Arastirma Gorevlisi, Etnomiizikoloji Béliimii, Macaristan Bilimler
Akademisi, Macaristan ve Romanya’dan yiizlerce halk sarkisinin
toplanmasi ve yazilmasi



DR. JANOS SIPOS'UN KiTAPLARI

o Azeri Folksongs — At the Fountain-head of Music (Azeri Halk Tiirkiileri,
CD ile), Akademi Yayinevi, Budapeste 2004, 620 sayfa, Ingilizce

e Anadolu’da Bartok’un izinde, Balassi Yaymevi, Budapeste, 2002, 320
sayfa, Macarca

e Kazakh Folksongs from the Two Ends of the Steppe (Stepin Iki Ucundan
Kazak Halk Tiirkiileri, CD ile), Akademi Yayinevi, Budapeste, 2001, 302 sayfa,
Ingilizce

¥ i B o o

Janos Sipos ve Eva Csdki 1992 Ti tirkiye saha arastirmalart sirasinda

e In the Wake of Barték in Anatolia (Anadolu’da Béla Bartok’un izinde, CD
ile), Avrupa Folklor Enstitiisii Yayinevi, Budapeste, 2000, 280 sayfa, Ingilizce

e Torok Népzene II. (Tirk Halk Miizigi -2, Anadolu melodilerinin
siniflandirilmasi), Macar Bilimler Akademisi yayini, Budapeste, 1995, 418

sayfa, Macarca ve Ingilizce

e Torok Népzene L. (Tiirk Halk Miizigi -1, Benzer Macar ve Anadolu miizik
stilleri), Macar Bilimler Akademisi yaymi, Budapeste, 1994, 412 sayfa, Macarca
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BAZI CALISMALARI

e Néhany megjegyzés a magyar népzene torok-mongol kapcsolataihoz [A Few
Remarks to the Turkic-Mongolian connections of the Hungarian Folk Music],
In: Az Id6 rostajaban, tanulmanyok Vargyas Lajos 90. sziiletésnapjara,
L’Harmattan Yayinevi, Eds. Andrasfalvy Bertalan, Domokos Maria, Nagy
Ilona, I. kotet, pp. 235-269, Budapest. 2004

e N¢éhany gondolat az azsiai zenei kutatassal kapcsolatban [About the Asian
Music Research], In: Emlékiilés Mandoky Kongur Istvan sziiletésének 60.
évforduldja alkalmabol (ELTE Inner-Asian Dept.), Budapest. 2003

e Macarlarm Tiirk Halklar1 Arasinda Gergeklestirdigi Halk Miizigi
Arastirmalari, In: Hact Bektag Veli Research Quarterly (ed. A. Yalgmn and G.
Aytas), pp. 165-187, Ankara. 2004

e Birtalan, A. — Sipos, J. “Talking to the Ongons”: The Invocation Text and Music
of a Darkhad Shaman, In Shaman, Vol. 12. Nos. 1-2, Spring/Autumn, pp. 25-
62, Budapest. 2004

e A zene kezdeteinél - azeri népzene [Azeri Folksongs], In: Zenetudomanyi
Dolgozatok 2003, pp. 547-601, MTA Zenetudomanyi Intézet, Budapest. 2004

e Vannak-e koz0s rétegek a karacsaj-balkar és a magyar népzenében? [Are there
common musical layers in the Karachay and the Hungarian folkmusic?], In:
Orientalista nap 2001 (ed. A. Birtalan — Y. Masanori), pp. 117-132,
Budapest. 2002

e Turkic Folk Music from the Volga-Kama region to Anatolia. In: Research
Support Scheme Network Chronicle 10, pp. 6-8, Prague. 2002

e Report on my Expedition in the Caucasus. In: Néptorténet-Nyelvtorténet (eds.
L. Karoly — E. Kincses Nagy), pp. 155-184, Szeged. 2001

e Egy most felfedezett bels6-mongdliai kvintvalto stilus és magyar
vonatkozasai, In: Ethnographia 112, 1-2, Magyar Néprajzi Tarsasag, pp. 1-
80, Budapest. 2001

® Bartok Béla térokoszagi gyijtése egy nagyobb anyag fényében, (PhD
dissertation in the Bartok Archives of the Institute for Musicology).
Budapest. 1998

e Similar musical structure in Turkish, Mongolian, Tungus and Hungarian folk
music. In: Historical and Linguistic Interaction Between Inner-Asia and
Europe, pp. 305-317, Szeged. 1997

e Connection between Turkish songs having different structures. In: The Fifth
International Turkish Folklore Congress, Vol. Il1, pp. 56-65, Ankara. 1996

e Farkli Yapilara Sahip Tirk¢e Tiirkiiler Arasindaki Baglanti, In: V.
Uluslararas: Folklor Kongresi Bildirileri, Ankara. 1995

e Torok és magyar siratok (Hungarian and Turkish laments). In: Keletkutatas,
pp. 4658, Budapest. 1994
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e Tiirkiye Tiirkleri Halk Miiziginin Simiflandirilmasi. In: Ankara Universitesi
DTC Fakiiltesi Dergisi, pp. 181-199, Ankara. 1993

e Tiirk Halk Musikisinde Sekvensli Olgular. In: Ankara Universitesi DTC
Fakiiltesi Dergisi. Arastirma sonuglart, pp. 22-30, Ankara. 1993

e Tiirkiye Tiirkleri Halk Miiziginin Simiflandirilmasi, In: Ankara Universitesi
DTCF Fakiilte Dergisi, pp. 181-199, Ankara, 1993

e Similar Melody-Styles in Hungarian and Turkish Folk Music. In: The Fourth
International Turkish Folklore Congress II1, pp. 235-257, Antalya. 1991

e Macar ve Tiirk Miiziginde Benzer Melodi-Stilleri, In: IV. Uluslararas: Tiirk
Folklor Kongresi III, pp. 235-257, Antalya. 1991

CD’LERI

® Azeri Folksongs — At the Fountain-Head of Music CD, Budapest, Akadémiai
Kiado, 2004

o Kafkaslardan Halk Ezgileri - Avar, Azeri, Karagay ve Balkar melodileri,
Hungaroton Records, Budapeste, 2003.

® Folk Tunes from the Two Sides of the Caucasus — CD. Budapest. 2003

e Anadolu’da Bartok’un izinde, Benzer Macar ve Anadolu Halk Tiirkiileri,
Fono Records, Budapeste 2002.

e Stepin ki Ucundan Kazak Halk Tiirkiileri (Stepin iki Ucundan Kazak Halk
Miizigi kitabinda), Akademi Yayinevi, Budapeste, 2001.

e Adana yakininda derlemeler, Ethnofon Records, Budapeste, 2000.
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Prof. Yal¢cin TURA

23 Mart 1934’de Istanbul’da dogmustur. Kiigiik yasta miizige ilgi
duymus, Seyfeddin Asal ile keman, Demirhan Altug ile armoni, Cemal Resid
Rey ile kontrpuan ve kompozisyon g¢alismigtir. 1954° de Galatasaray Lisesi’ ni
bitirerek Istanbul Universitesi Edebiyat Fakiiltesi’ne yazilmis ve orada Felsefe,
Pedagoji ve Arkeoloji 6grenimi gormiistiir. 1955 - 1976 yillar1 arasinda bagimsiz
besteci olarak calisarak pek ¢ok filme ve tiyatro eserine miizik yazmis, bu arada
gesitli odiiller kazanmustir. 1976°da Istanbul’da kurulan Tiirk Musikisi Devlet
Konservatuari’na ogretim elemani olarak katilmig, 1982°de Istanbul Teknik
Universitesi’ne baglanan bu kurumda, dogent ve profesdr olarak calismalarini
siirdiirmiig, Miizikoloji Boliimiinii kurmus, boliim baskani, yonetim kurulu {iyesi
ve miidiirliik gibi gorevler de tistlenmis ve 2001°de emekli olmustur. Basta TRT
olmak lizere, ¢esitli kurumlarda jiiri iiyelikleri ve danismanlik da yapmustir.

Eserler
Sahne icin

1-Yaratihs, 1987-1988,Bale, III Tablo, Konu : Y.TURA (TC. Kiiltir
Bakanlig1 tarafindan 1smarlanmigtir)
2-Kesan'li Ali Destan1,1962-1964, Haldun Taner’in epik oyunu i¢in miizik.
3-Esegin Golgesi ,1965, Haldun Taner’in epik oyunu i¢in miizik.
4-Nifile Diinya, 1971, Oktay Arayici’nin epik oyunu i¢in miizik.
5-Saya Gezme, Cocuk operasi. Metin, Siitheyla Sinkil, Mustafa Biilbiil,
Yalgin Tura (TRT tarafindan ismarlanmistir)
6-Sevmek Nedir? 1993-1994, Melodram, 3 perde. Metin : Y.Tura (TC. Kiiltiir
Bakanlig1 tarafindan ismarlanmistir)
7-Karacaoglan (Opera) 2 Perde, 8 Tablo. Metin : Karacaoglan’in siirleri ve
Y.Tura (TC. Kiiltiir Bakanlig1 tarafindan 1smarlanmistir)
8- Pabuccu Ahmed’in Garip Maceralari, Yazar bilinmeyen ilk Tiirk tiyatro
oyunu i¢in miizik,2003

Orkestra icin

10- Dans Siiiti : Anadolu’dan,1956

11- Siiit, 1958

12- Toccata, 1962

13- Birinci Senfoni, 1957-1966

14- Uciincii Siiit,1976

15- Sah Murad, siiit,1981

16- 2. Senfoni, 1962

17-"0Oda Senfonisi” 3. Senfoni 1959 (rev.1992)
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18- 4. Senfoni (T.C.Kiiltiir Bakanlig1 tarafindan 1smarlanmistir), 2001
Yayli Sazlar Orkestrast igin

19-Adagio, 1960 ( 8’ 10”)

20-Enginlerden..Yiicelerden...1969 (Ankara Filarmoni Dernegi tarafindan
ismarlanmustir) S.A.C.E.M. Geng Senfonicileri Tesvik Odiilii

21-Siiit, 2000

Solo Calgi ve Orkestra i¢in

22-Violonsel ve Orkestra icin Kongerto),1956

23-Keman ve Orkestra icin Koncerto,1965-1972

24-Viola ve Orkestra icinKongerto ,

25-Oyun Havalari ,1959-1972, solo keman ve on yayli saz i¢in
26-Kemance ve 5 Barok Calgi icin Koncertino, 2000
27-Gitar ve Orkestra i¢cin Concerto, 2002

Oda Miizigi

28-Siirname, 1959, Fliit, ingiliz Kornosu, Keman, Violonsel ve Vurmali Calgilar
igin

29-Jazz Siiiti, 1962

30-Burletta, 1963

31-Hiiseyni Saz Semaisi, Ney, Kemance ve Tanbur i¢in, 1972

32-Arkadashk Kitaby,iki farkli Saz icin, 1977

33-Yayh Dordiilii, 1968

34- 5 Kiigiik Parca, Yaylh Dordiilii igin, 1969

Cesitli Calgilar icin

35-5 Kisa Parc¢a, Piano i¢in, 1952

36-Ballad, Keman ve Piano i¢in, 1972 8' 05"
37-Sonat, piano i¢in, 1959

38-Dalgalarim Oyunu,Kanun veya Arp i¢in, 1977
39-3 Vals,Keman ve Piano i¢in, 1961 (rev.1991)
40-Siiit, Ingiliz kornosu ve viola igin, 1951
41-Siiit, Ud igin

42-Sonat, Keman ve Piano i¢in

43-Sonat, Viola ve Piano i¢in

44-Trio per Fiati, per Flauto, Clarinetto et Fagotto
45-Trio per Violino,Violoncello e Pianoforte, 2002
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Insan Sesi ve Cegsitli Topluluklar icin

46- Seyh Galib'e Saygi, Soprano ve Tenor solo,Koro ve Orkestra icin
Kantat,1972-1990

47- Niyazi-i Misri' nin flahileri,soli,koro ve orkestra i¢in Kantat, 1978-1984

48- Yeniden Eski Mahabbetleri Tecdid idelim,Nedim'in siirleri Uzerine
Karma Koro i¢in 3 Parga, 1976 (TRT kurumu tarafindan ismarlanmistir)

49- Dort Kitabin Ma’nasi, Solistler, ¢ocuk korosu, karma koro, org ve orkestra
icin Oratorio. Metin : Eski Ahit, Mezmurlar, Yeni Ahit, Kuran ve Tiirk
sairlerinin tasavvufi siirleri tizerine

50- Dies Irae, 4 sesli karma koro, org ve orkestra igin (Dort Kitabin Ma’nési’nin
bir boliimii)

51- Sarkilar,insan sesi ve piano veya orkestra i¢in

52- 3 Siir, Turan Oflazoglu'nun 3 siiri, Mezzo soprano, karma koro ve orkestra
iin.

53- Cocuklar i¢in Sarkilar, piano, ¢esitli ¢alg1 topluluklar1 ya da orkestra i¢in

54- Vatanim, insan sesi ve piano i¢in 5 parca.

55- Niyaz, Mevlevi Niyaz Ayini’nin erkekler korosu ve orkestra icin
diizenlenmesi

56- Anadolu Tiirkiileri, piano esligiyle

57- Rumeli Tiirkiileri, piano esligiyle

58- Bir Giin Erkenden Uyanin, S6z : Y.Tura. 4 sesli karma koro igin, 2002
(TRT kurumu tarafindan 1smarlanmistir) (2 sesli, Piano eslikli bi¢imi de
vardir.)

Not : Eserlerin yanindaki numaralar opus sayisi degildir.
Tura’nin el yazmast ya da gozden gegirilerek son seklini almamis, miisvedde
bi¢imindeki pek ¢ok eserine bu listede yer verilmemistir.

Film Miizikleri

1-Namus Diigmani1 (Ziya Metin),1956

2-Ziimriit (Liitfi Akad),1956 (Gazeteciler Sinema Odiilii)
3-Binnaz (Miimtaz Yener),1959

4-Kalpaklilar (Nejat Saydam),1959

5-Sensiz Yillar (Aram Giilyiiz),1960

6-Otobiis Yolculari, (Ertem Goreg),1960

7-Istanbul'da Ask Bagkadir (Siireyya Duru),1960
8-Dolandiricilar Sahi (Atif Yilmaz),1960

9-Allah Cezan1 Versin Osman Bey (Atif Yilmaz) 1961
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10-Sessiz Harp (Atif Yilmaz)1961

11-Kiz1l Vazo (Atif Yilmaz) 1962

12-Yilanlarin Ocii (Metin Erksan) 1962

13-Tas Bebek (Atif Yilmaz) 1962

14-Iki Calgicinin Seyahati (Siireyya Duru) 1962

15-Ikimize Bir Diinya (Nevzad Pesen) 1962

16-Cengiz Han'in Hazineleri (Atif Yilmaz) 1962

17-Seni Kaybedersem (Atif Yilmaz) 1963

18-Bes Kardestiler (Atif Yilmaz) 1963

19-Batt1 Balik (Atif Yilmaz) 1963

20-Kesan'li Ali Destan1 (Atif Y1lmaz) 1964 (izmir Belediyesi Odiilii)
21-Umutsuzlar (Y1lmaz Giiney) 1971

22-Mahpus (Nejad Saydam) 1971

23-Toprak Ana (Memduh Un) 1972

24-Cemo (Atif Yilmaz) 1972

25-Doniis (Tiirkén Soray) 1972

26-Sokaklardan Bir Kiz (Nejad Saydam) 1972

27-Asiye Nasil Kurtulur? (Nejad Saydam) 1972

28-Utang (Atif Yilmaz) 1972

29-Kizgin Toprak (Fevzi Tuna) 1973

30-Azap (Tiirkan Soray)1973

31-Birakin Yasayalim (Liitfi Akad) 1973

32-Kuma (Atif Yilmaz) 1974

33-Adak (Atif Yilmaz) 1974

34-Ogul (Melih Giilgen) 1975

35-Agr1 Dagi Efsanesi (Memduh Un) 1975

36-Aclik (Bilge Olgac) 1975

37-Bir Yudum Sevgi (Atif Y1lmaz) 1985 (Antalya Altin Portakal Odiilii)
38-Daginik Yatak (Atif Yilmaz) 1985

39-Sen de Gitme (Tung Basaran) 1996 (Antalya Altin Portakal Odiilii)

Televizyon Dizi Filmleri igin

1-Seyahatname (Atif Yilmaz) 1974

2-Ask-1 Memnu' (Halit Refig) 1975

3-Denizin Kani (Yiicel Cakmakli) 1980

4-Dordiincti Murad (Yiicel Cakmakli) 1981

5-Saya Gezme ,1982

6-Tohum ve Toprak, 1983

7-Kiigiik Aga (Yiicel Cakmakli) 1984 (Milli Kiiltiir Vakfi Odiilii)

8-Alis ile Zeynep (Yicel Cakmakli) 1985

9-Hasan ile Sirin (Tolgay Ziyal) 1985
10-Kirik Hayatlar (Emin Gergeker) 1985
11-Kurulus (Yiicel Cakmakli) 1987-1988
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Kitaplar

1- Kantemiroglu'nun "Kitabu Ilmi'l-Mdsiki a 14 Vechi'l-Hurfat"1. Tipkibasim,
Ceviriyazi, Terciime. TURA Yayinlari,istanbul,1976) Ayn1 eser, 2. Baski
Yap1 ve Kredi Kiiltiir Yayinlari, Istanbul, 2001

2-Armoni, Istanbul 1977, TMDK Yayin1

3- Dini Tirk Musikisi,

4- Tirk Temasa Misikisi,

5-Tiirk Masikisinin Mes'eleleri.PAN Yayincilik,istanbul, 1988

6- Form Bilgisi I, Coksesli Miizik Formlari, Istanbul, 1988

7- Form Bilgisi II. Tiirk Masikisi Formlari, Istanbul, 1989

8- Turk Musikisi ve Armoni, Istanbul, 1998

9- “Inceleme ve Gergegi Arastirma” Nasir Abdiilbaki Dede’nin “Tedkik ii
Tahkik” adli eserinin eski yazidan giiniimiiz Tiirk¢e’sine c¢evirisi. Tura
Yayinlari, Istanbul, 1997

10- Arel’in 3 Makalesi. H.Sadettin Arel’in “Sehbal” dergisinde yayimlanan 3
yazisinin eski harflerden Latin harflerine ve ayrica, giiniimiiz Tiirk¢e’sine
cevirisi. Tura Yayinlari, Istanbul,

Ayrica, gesitli dergi ve kitaplarda yer alan Tiirkge ya da yabanci dillerde pek ¢ok
makale ve bildiri metni.
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PROF. DR. Ali UCAN

1941 yilinda Konya’nin Bozkir ilgegine bagli Ugpimar’da (Hocakdy’de)
dogdu. Ilkokulu burada bitirdikten sonra 1953°te Eregli-ivriz K6y Enstitiisii'ne
girdi. 1959°da Istanbul-Capa Ilkogretmen Okulu Miizik Semineri’ni, 1962’de
Ankara-Gazi Egitim Enstitlisii Miizik Bolimii’nii bitirdi. 1962-1965 yillar
arasinda Almanya’nin Kdln Devlet Miizik Yiiksekokulu’nda Sanatta Lisans’in1
tamamlaylp uzmanlik egitimi gordi. Yurda doniip Ankara’da Ogretmenlik
gorevlerine basladiktan on yil sonra Sanatta Lisans derecesi ve “Uzmanlik
Egitimi” ile yetinmeyerek girdigi Hacettepe Universitesi Mezuniyet Sonrasi
Egitimi Fakiiltesi'nde 1976’da Bilimde Lisans, 1978’de Bilim Uzmanlig
(Yiiksek Lisans) ve 1982°de Doktora dereceleri ile 1985°te Gazi Universitesi
Fen Bilimleri Enstitlisii’'nde doktoraya esdeger Sanatta Yeterlik derecesi aldi.
Miizik Egitimi Anabilim/Anasanat Dali’nda 1984’te Yardimc1 Dogent, 1986°da
Dogent, 1987°de Profesor oldu.

1959°da kasa bir siire ilkogretim (ilkokul) 6gretmenligi, 1962°de kisa bir
siire ve 1965-1967’de iki yil ortadgretim (ilkogretmen okulu miizik semineri)
ogretmenligi yapti. 1965’ten beri Gazi Egitim’de gorevlidir.

Gazi Universitesi Gazi Egitim Fakiiltesi Miizik Egitimi Boliimii’nde
Anabilim/Anasanat Dali Baskanlig1 (1985-1994), Boliim Baskan Yardimciligi
(1982-1985) ve Bolim Baskanligi (1981, 1985-1994) ile Fen Bilimleri
Enstitiisii’'nde Miizik Egitimi Anabilim-Anasanat Dali Bagkanligi (1985-1994)
yapt1. Fakiilte Yonetim Kurulu, Fakiilte Kurulu ve Enstitii Kurulu Uyeliklerinde
bulundu.

1993°te kurucusu oldugu Gazi Universitesi Tirk Miizik Egitimi
Arastirma ve Gelistirme Merkezi Baskanligi’na atandi. Bu gorevini on yil
stirdiirdii.

1990°da Almanya’da diizenlenen Avrupa Miizik Egitimi Forumu’na
Turkiye adina c¢agrili olarak katildi, EAS-Avrupa Miizik Egitimi Birligi’nin
kurucu tiyeleri arasinda yer aldi ve 1994°te ilk olusturulan EAS-Y 6netim Kurulu
Uyeligi’ne secildi. 1991°de ArGe Siid-Giiney Avrupa Ulkeleri Miizik Egitimi
Uluslararast Calisma Toplulugu tiyeligine kabul edildi.

1996'da Tiirkiye’de SED-Sanat Egitimcileri Dernegi 'nin Kurucu Uyeleri
arasinda yer aldi ve ilk Yonetim Kurulu Uyeligi’ni yapti. 2000'de MUZED-
Miizik Egitimcileri Dernegime iiye oldu ve Onur Kurulu Uyeligi’nde bulundu.
Sanat egitimi, miizik egitimi, keman egitimi, miizik 6gretmenligi
egitimi, miizik egitiminde program gelistirme, miizik kiiltlirli, Atatiirk ve Tiirk
miizik inkildb1 alanlarinda g¢esitli bilimsel/sanatsal calisma, inceleme ve
arastirmalar yapti. Cesitli kitap, makale ve bildiriler yayimnladi. Solo ve ikili
resitaller ile oda miizigi ve orkestra konserleri verdi. Cogu 6ncii nitelikte cesitli
bulma, baglatma, kurma, olusturma ve gelistirme caligsmalari ve etkinlikleri
tasarlayip gergeklestirdi. Cok sayida miizik 6gretmeni, miizik 6gretim elemant,
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sanatg1, bilimei ve aragtirmaci yetistirdi. MEB-Milli Egitim Bakanligi basta
olmak iizere TRT, UNESCO-Tiirkiye Milli Komisyonu, OSYM ve Atatiirk Kiiltiir
Merkezi gibi iist diizey ulusal kurum ve kuruluslara ¢esitli danismanlik-uzmanlik
hizmetlerinde ve cesitli kurul {iyeliklerinde bulundu; yonetmelik, yonerge,
program ve raporlar hazirladi. Cesitli radyo ve televizyon programlarinda
konusmaci olarak yer aldi. Cesitli iiniversitelerde konferanslar verdi. Yurt i¢inde
ve disinda kurumsal, bolgesel, ulusal, uluslararasi, kitasal ve kitalararasi
diizeylerde seminer, sempozyum ve kongrelere bildiriyle katildi; bunlarin
bircogunda tasarlayici, diizenleyici, yonetici, yiiriitiicii ve degerlendirici olarak
gorev aldi.

Gazi Universitesi’nin yamsira Hacettepe, Bilkent ve Ankara
Universitelerinde lisansiistii dersler verdi, tezler yonetti. Ayrica il disinda
Erzurum-Atatiirk ve Izmir-Dokuz Eyliil Universitelerinde de lisansiistii tez
yonetiligi yapt.

Prof.Dr. Ali Ugan’in yurt i¢inde ve disinda ¢esitli dillerde yayilanmig
25’1 agkin kitab1 ve 250 dolayinda bilimsel/sanatsal ¢alisma, bildiri ve makalesi,
keman egitimi i¢in bestelenip yayinlanmis 140 dolayinda 6zgiin pargasi ile genel
miizik egitimi i¢in bestelenip yaymlanmig iiger segcenekli 10 (=30) okul sarkisi
bulunmaktadir.

Halen 1965’ten beri gorevli oldugu Gazi Universitesi Gazi Egitim
Fakiiltesi’nde Miizik Egitimi Anabilim / Anasanat Dali Profesorii olarak gorev
yapmaktadir.

Evli ve iki ¢cocuk babasidir.
Eserler
Kitaplar

AGSL-Anadolu Giizel Sanatlar Liseleri Icin Keman Ders Kitabi: Lise Hazirltk
(2004)

Tlkégretim Okullar: Icin Uger Segenekli Ozgiin Sarkilar (2003)

Miizik Ogretimi [Okuldncesinde] 2001 3. Basim [2003]

Keman Egitimi I¢in Ozgiin Par¢alar, 2001

Tiirk Miizik Kiiltiiri, 2000

[lkégretimde Miizik Ogretimi, 1999 (2. Basim 2001)

Gazi Yiiksek Ogretmen Okulu Miizik Béliimii Miizik Alami  Birinci Yil
Programimin Degerlendirilmesi, 1982/1996

Miizik Egitimi, 1994 (2. Basim 1997)

Miizik Ogretimi [Genel], 1996 (3. Basim 2000)

Insan ve Miizik / Insan ve Sanat Egitimi, 1994 (2. Basim 1996)

Giizel Sanatlar Egitimi: Ozel Ogretim Yontemleri, 1987 (3. Bastm 1989)

Osretmen Yetistirme Uzerine Bir Arastirma, 1980

Cevreden Evrene Keman Egitimi 1 - Birinci Konum / Birinci Kitap, 1980

Yayh Calgilar: Keman: Sumif Il [Birinci-Ikinci Yaroyl], 1977-1978

Yayli Calgilar: Keman: Suuf Il [1-2-3-4 ve 5-6-7-8], 1977
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Yayli Calgilar: Keman: Suuf I/ 5-6-7-8, 1977
Yayli Calgilar: Keman Stif 11/ 1-2-3-4, 1976
Keman Sinif 1/ 1633-8, 1975

Keman Simif 1/ 1633-7, 1975

Keman Sinif 1/ 1633-6, 1975

Keman Simif 1/ 1633-5, 1975

Keman Sinif 1/ 1633-4, 1975

Keman Simif 1/ 1633-3, 1975

Keman Sinif 1/1633-2, 1975

Keman Sinif I/ 1633-1, 1974-1975
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SIPOS ARSIVI’NDE BULUNAN MATERYALLER

Macar bilim adami Dr. Janos Sipos (Macar Bilimler Akademisinin bag
arastirmacisi, Franz Liszt Miizik Akademisi’nin 6gretmeni) ve esi Tirkolog
dilbilimci Dr. Eva Csaki Macar Bilimler Akademisi, Amerika, Britanya ve Japon
vakiflarinin destegiyle 1987 yilindan bugiine degin Tiirk, Azeri Karacay-Balkar,
Kazak, Kirgiz, Mogol ve diger halklar arasinda karsilastirmali halk miizigi
arastirmalarini devam ettirmektedir.

Halk miizigi derlemelerinin sonucu olarak uluslararasi alanda da essiz
olan, kendilerinin derledigi yaklasik 7600 Tiirk halk miizigi pargasini iceren
video, DAT teyp ve ayrica 1300 fotograf c¢ekiminden olusan Sipos Arsivi
olusmustur. Sipos Arsivi’ni emsalsiz kilan yalnizca miktar ve materyalin
kapsamli karakteri degil, daha ziyade bilimsel olarak islenmis karakteridir (bkn.
dr. Janos Sipos'un kitaplari).

* Anadolu derlemeleri: Bu koleksiyon o6zellikle 1987-1993’te Tiirkiye’ nin
giineyinden ve Toros Daglarindan derlenen ses kayitlarini igcermektedir, ama
icinde Karadeniz, Ege, i¢ Anadolu gibi Tiirkiye’nin diger bolgelerinden de
kayitlara rastlanabilir. 2000’de Eva Cséki Izmir’in 70 km batisindaki
Arnavutlu’daki Tiirk halkindan ve Izmir’in giiney-batisinda Giilbahge’de
yasayan Arnavutlardan toplamustr. 2001°de Ozdere’deki Bektasi seyhini ziyaret
etmis ve kendisinden ve H. Yaltirik’tan dini melodiler derledi. (2500 ezgi)

« Trakya derlemeleri: 1999-2002 arasinda Janos Sipos ve Eva Csaki
Balkanlardan, ozellikle Bulgaristan’dan go¢ eden ve Trakya’ya yerlesen
Baktasiler arasinda genis bir alan ¢alismasi yaptilar. Materyaller hem DAT hem
de videoya kaydedildi, melodiler CD’ye alind1. (1200 ezgi)

+ Kazak derlemeleri: Degisik Kazak topluluklarindan derlenen g¢esitli
materyallerdir. 1994’te Janos Sipos Almaata civarinda ve sonra da 1997’de
Mangishlak’ta, Kazakistan’in giiney-batisinda derleme calismalar1 yapti. Aym
yil Eva Cséki Mogolistan’da Nalayh koyiinde Ulan Bator’da yasayan Kazak
azinliklarindan derlemeler yapti. (700 ezgi)

* Azeri derlemeleri: 2000°de Janos Sipos Azerbaycan’da iki ayda biten bir alan
calismast yapti. Bu siire zarfinda arsivlerimizde yer alacak olan 650 adet
melodiyi kaydetmeyi basard1. (650 ezgi)

« Karacay-Balkar derlemeleri: Ilk alan c¢alismasi Kafkasya’nin kuzey
yamaglarinda yagayan Kipcak Tiirkleri’ne ait olan Karagay ve Balkarlar arasinda
2000°de yapildi. Sonra 2001-2002’de Tiirkiye’ye yerlesmis olan Karagay ve
Balkarlar arasinda derlemeler yalpildi. (1100 ezgi)
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* Kirgiz derlemeleri: 2002-2004°de Janos Sipos At-Basi, Isik-Kol ve Talas
civarindaki Kirgiz topluluklarini ziyaret etti ve onlarm miizigini topladi. (1200

ezgi)

* Amerikal Kizilderili derlemeleri: 2004-2005°te Janos Sipos Fulbright
Visiting Scholar olarak Amerikali Sioux ve Navajo Indianlar arasinda derleme
yapti. (500 ezgi)
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AN INNER MONGOLIAN PENTATONIC FIFTH-SHIFTING STYLE
AND ITS RELEVANCE TO HUNGARIAN AND VOLGA-REGION
FOLK MUSIC
Dr. Janos SIPOS

Introduction

Several tunes in the old pentatonic layer of Hungarian folk music descend
from the octave. In some of these, descent is free; while in many others more or
less regular motion can be observed. Fine examples of regular forms are the
fifth-shifting tunes the second halves of which are four notes lower than the first.
In this paper, I am going to outline the spread of pentatonic fifth-shifting tunes
in Asia and the interrelations of major fifth-shifting styles.

The first to describe the Hungarian fifth-shifting tunes was Béla Bartok.'
Zoltan Kodaly gave a detailed analysis of the phenomenon of fifth transposition,
adding Cheremis and Chuvash analogies to the Hungarian tunes.” The
investigations of Laszlo Vikar and Gabor Bereczki in the Volga-Kama region
proved that the fifth transposition only prevailed on both sides of the
Cheremis/Chuvash border, within a strip of some 100 km in width, gradually
disappearing with the growing distance.” Extending this finding, Lajos Vargyas

! Bartok listed their typical cadences and noted that the tunes of A’B°AB structure often
had variants close to the ABCD form, and vice versa. Bartok discovered the fifth-
transposing structure in Slovak folk music and established that Cheremis tunes displayed
a peculiar structure, which corresponded to the A’B°AB scheme in essentials. He
presented three such tunes in the Appendix (Bartok 1924: 285). "In essentials" meant that
all three Cheremis tunes had A4B4AB structure, which acquired the scheme of A’B°AB
when the first half was transposed an octave higher. According to Laszl6 Vikar's on-the-
spot observations, these two forms are not separated by the Cheremis and the pitch of the
starting note determines whether A’B°AB or A,B,AB will be sung, and unlike in
Hungarian music, the A4B4;AB form is more frequent.

% Although most of his examples are from the Volga region, Kodaly did not restrict the
possibility of analogies to this area. However, relying on the fifth shifting tunes, the
A’BAB and A*BAB forms and other parallel tunes, he concluded that "certain basic
elements of music may evolve similarly among different groups of people living far from
one another without contact... Such conspicuous essential correspondence of melody
structure, phraseology, rhythm as these, however, cannot be a matter of chance. We must
presume a common source." (Kodaly 1937: 37)

* There was a long polemic about the genetic relationship of Hungarian and Volga-region
fifth transposition. Vikar (1993: 167-168) writes: "Undoubtedly there are a few
descending or clearly fifth-shifting Hungarian pentatonic tunes that have close Cheremis
or rarely Chuvash analogies. ... is that sufficient ground to conclude that there is direct
kinship here?... e.g. the Hungarian 'peacock' motif is simple and natural which might
appear, without any special external influence, in the Cheremis, Chuvash, or, for that
matter, Mongolian, Celtic or Indian musical language which are so-far known to be
exclusively pentatonic." He argues that an area of great migrations like the Volga region
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noted that this style was missing from the folk music of Mordvins, Votyaks,
Bashkirs as well as the Kazan and Miser Tatars.*

Bence Szabolcsi added analogous Kalmuk, Baikal Mongol and Chinese
melodies to illustrate fifth transposition® and he tied the Hungarian style to "a
peculiar stylistic variant of pentatony which predominated all great cultures
everywhere: that of Inner Asia." He also spoke about more general melodic
parallels between the pentatonic layer of Hungarian folk music and the folk
musics of a vast area connecting many peoples and cultures.

After this brief survey, let us summarize the findings. In West Europe there
are only traces of sporadically occurring non-pentatonic fifth transposition,
while among our neighbors (Moravians, Slovaks) fifth transposition is mostly a
secondary development upon Hungarian influence. In Hungarian areas there are
numerically few but widespread tunes representing fifth shifting. Father away,
in the Volga region, on the Cheremis/Chuvash border there is a flourishing fifth
shifting style, whereas it is practically unknown in adjacent areas to it. One can
find individual tunes in Peru, for example, that almost perfectly coincide with
some Hungarian fifth-shifting tunes.® In addition, as has been seen, sporadic
fifth transposition can be come across in Mongolia and China as well.”

Fifth transposition among Turkic peoples
Let us first see if there are pentatonic fifth shifting tunes in the folk music of
some Turkic groups.®

cannot easily preserve very old elements, and, what is more, the Cheremis people of
archaic eastern culture do not know fifth-transposition. He deems it unlikely that a style
such as fifth-shifting along the Cheremis-Chuvash border could flourish for millennia. By
contrast, Lajos Vargyas (1980: 28) says, "there is such a great degree and mass of
similarity between Hungarian and Volga-region fifth-shifting styles and tunes with fifth
transposition that they must be attributed to a common origin."

* Vargyas (1980: 13) writes, "Quite different from the folk music styles of these peoples
is the narrow strip of land south of the Volga, along the Cheremis-Chuvash border where
broadly arched pentatonic fifth-shifting tunes predominate almost exclusively the music
of both ethnic groups."

> Szabolcsi (1979: 107-109). Of them, Kodaly also referred to the Chuvash, Kalmuk and
Baikal Mongolian tunes (1939-76: 97).

5 E.g.: Ordog (1997: 114) an Inka folksong from Peru: |: GGGG - FFFD - CCFG - D |
FDCD - BBBA, - G,G,DC - B | FDCD - BBBA, - G,G,DC - G, |.

7C. Nagy (1947: 76, 80-81), Szabolcsi (1979: 107-108), CMPH VIII/A: 12.

¥ Since no synthesizing monographs are available of the music of these peoples, it is
theoretically possible that there are larger numbers of fifth-shifting tunes where I have
not found them. However, the spectacularness of fifth shifting makes it unlikely that none
would be included in Turkic folksong collections, which usually omit the simpler tunes.
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Ex.1 Scales and notes

Only traces of the pentatonic scale can be discovered in Anatolian Turkish
folk music, and only a few tunes of the fifth-shifting structure were spotted in
the whole studied stock.’ They, too, were mainly two-line tunes with natural
correlations between the first part descending to D and the second descending to
G, including, accidentally, partial fifth shifting as well.
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Ex.2 Fifth-shifting tunes of Turkic peoples a) Anatolian (TRT: 1452), b) polyphonic
Karachay-Balkar tune, ¢) partial Tatar fifth shifting with &’ b-a’ ¢**-a ¢*”-a ¢ scheme of

barring (Kljucarev 1955: Nel102), d) Mongolian Kazak partial fifth transposition (KAI
1983: No242), e) Tuvan fourth shifting tune (Kirgiz 1992: Ne9), f) Yellow Uyghur partial
fifth shifting (Zhang 1985: ex.5)

Not even a trace of the fifth-shifting structure can be discovered in the folk
music of Azeri Turks which comprises narrow-range diatonic tunes in the first
place."

The same applies to the folk music of the Mangislak Kazaks on the other side
of the Caspian Sea.'' Neither pentatony, nor the fifth-shifting could be

? T collected 1500 tunes in Anatolia in 1987-1993, and published three books in
connection with my collection (Sipos 1994; 1995; 2000). I have returned there almost
every year since, presently studying the musics of the Bektashi in Thrace and the
Anatolian Karachay people.

19T collected some 600 tunes among the Azeris, the closest language kin of the Anatolian
Turks, in 1999 (Sipos 2004) and studied the available Azeri publications e.g. AHMI-2,
Hasanov (1988), Isazade-Mammadov (1975), Krader (1966).

""'In the county of Mangishlak of southwestern Kazakhstan I led a folk music expedition
in 1997, on this in detail: Sipos (2001).
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discovered in this southwestern Kazak area where narrow-compass diatonic
tunes are predominant.

The music of the Karachay and Balkar people on the northern side of the
Caucasus includes fifth-shifting tunes.'”> However, because of their melody
contour, diatonic scale, 3/4 meter, singing in third and vocal harmonic
accompaniment these tunes are fundamentally different from the fifth-shifting
structures in Hungarian and Volga-region musics.

In the stock of Tatar and Bashkir pentatonic melodies parallel motion,
repeating some melody sections a fourth or fifth lower is frequent.”® The music
of these peoples includes the potential of the fifth-shifting, yet the fifth-shifting
style has not developed here. However there are a few fifth-shifting melodies
here. In our example, the second half of the tune follows the first at a distance of
approximately 4-5 notes away.

as b as c4-5  Tatar

The Mongolian Kazaks live some 3000 km east of the Kazaks of Mangishlak,
in West Mongolia.'"* The language of the two Kazak populaces is practically
identical, yet their musics are utterly different. The Mongolian Kazak tunes
move along pentatonic scales, but the role of transposing melody lines or motifs
is insignificant. Among the 400 tunes I studied, none included the fifth-shifting.

21 have collected some 600 tunes among Karachays in the Caucasus and Turkey. This
Turkic group of people might have salient relevant to the prehistory of Hungarians.

13 Sources of the cited tunes: Nigmedzjanov (1970; 1976; 1983) and Vikéar-Bereczki
(1999). I collected from Tatars staying in Szeged in 1996.

' 1 was acquainted with the folk music of the Kazaks of an archaic culture living in the
area of Bayan-Olgiy in Mongolia from the material of two expeditions and from
publications, e.g. KAI 1983.
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In some melodies several notes are repeated a fifth lower, but the contour of
the second half of the melody deviates so markedly from the first that it cannot
be taken for its transposition.
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Chakar Mongol plays kyl hur in Inner Mongolia (Sven-Hedin expedition)

In the Tuvan material I examined there is no fifth-shifting tune." A single
tune was found whose first melody section was repeated a fourth lower, but this
repetition was not accurate, either.
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Some scholars claim that the folk music of Yellow Uyghurs is similar to Hungarian
folk music, because allegedly it contains many fifth-shifting tunes.”

! Kirgiz 1992.

% T have read the available articles of the Chinese musicologist Zhang Rei and his pupil
Du Yaxiong, I have studied some 200 Yellow Uyghur tunes and listened to and
transcribed the Uyghur tunes in the sound archives of the Institute for Musicology of the
Hungarian Academy of Sciences (Zhang 1985; Gong 1995; YUG). Gyula Décsi was kind
enough to show me the article submitted by Du Yaxiong for the Ural-Altaische
Jahrbiicher during the Permanent International Altaic Congress in 1996. Csajaghy's
argumentation of 1998 about the Hungarian-Uyghur tune analogies does not appear
convincing.
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In the publications and sound materials [ have only found two tunes in which at

least partial fifth shifting could be discerned. One of them is shown in below. "’
A5-4 Yellow Uyghur

Tunes of fifth-shifting structure can only be sporadically found in the folk
music of Kyrgyz people, too.

In sum, it can be declared that although apparently the descending character
of the tunes of several Turkic groups imply the potential of fifth transposition,
tunes of the fifth-shifting structure constituting a homogeneous style can only be
found among the Chuvash people of a Turkic tongue living along the Chuvash-
Cheremis border.

Fifth transposition in Inner Mongolia

However, having studied more than seven hundred Mongolian tunes, I found
that about one-tenth of them display a fifth-shifting character.'® The tunes are
from singers of the Mongolian Barin, Harchin, Arhorchin, Keshikten and
Korchin tribes living in Djoo-uda in Inner Mongolia close to the northern border
of China."” Let us get acquainted with the most characteristic types of these
tunes.

The G-D-C-G, descent dominates several Mongolian /a-pentatonic fifth-
shifting tunes of two lines, which means that the otherwise varied motion of the
tunes rests for a longer time on the mentioned notes

'7 Typically enough, this very tune was included in Du Yaxiong's cassette of Uyghur
music he gave to the Institute for Musicology, HAS, in Zhang Rei's article, and the same
was collected from an Uyghur singer at the Hungarian embassy in Peking by the
musician Laszl6 Poros.

'8 MOSH, MO1, MO2, MO3. I use the phrase "fifth-shifting character" when I generally
allude to tunes with perfect or partial fifth transposition.

¥ Ligeti (1933), MOSH
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Ex.3 Two-lined Mongolian tunes

There are several /a-pentatonic fifth-shifting tunes of four lines. The
overwhelming majority also builds on G-D-C-G, cadences or can be retraced to
them. Despite the similar cadences, the tunes display great diversity and apart
from the high start of the third line, the fifth transposition is usually very strict.
Let us see a few examples. Ex.4a begins low and has seven syllables to a line;
ex.4b is tripodic, the lines of ex.4c are longer and more varied and the sixteen-
syllabic lines of ex.4d are higher.
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The so- and do-pentatonic fifth-shifting tunes in Inner Mongolia usually
comprise two lines, and the higher start of the second half is also frequent. In
the so-pentatonic group, a subgroup with F-C-B-F, inner cadences are salient
(ex.5). It is typical of the classic homogeneity of the regional style that
transposing these tunes a note higher, we receive tunes with G-D-C-G,
cadences, the predominant cadence scheme of /a-pentatonic tunes, which often
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Ex.4 Four-lined Mongolian fifth-shifting tunes

outline similar melody lines as well.

130

) I} o
— f I i R — |
A\SV, i i i i I — ] ]
PS) T — T — ~—T
) J— N~
1 — i i
A\SV, — o — i
d — ~‘ I
) s o /5- o @
2,2 % e o e |
(5> — i i i i T i i i f |
\e)u —— I U ] i — ] 1
o) S — N _—=—-F'_"I
7 i i i i N T i i T i |
.
A\\SV L \vj.' 12) n |




N . T
§ E 1 T Il |
o T —

Ex.5 Mongolian so-pentatonic tunes

It is noteworthy that in the music of the Evenkis living in Inner Mongolia this
musical style also plays an important role: some one quarter of the studied tunes
in the Evenki volume includes the fifth-shifting.*

Comparison of tunes containing fifth-transposition

I compared the fifth-shifting tunes of the Volga Region, Inner Mongolia and
Hungary as to scale, form, cadences, melody motion and melody outline. Lack
of space prevents me from embarking on this comparison, just as I have to
ignore the so- and do-pentatonic tunes now.”' What we can look at more closely
is the question: which are the main groups of /a-pentatonic tunes within the
fifth-shifting style of each ethnic group that can be found in the music of several
peoples.” In the musical structure including a fifth transposition the whole tune
is characterized well by the line-ending notes and the motion of the first line,
hence the tunes are categorized on the basis of these criteria.

For easier comparison I only present the first halves of the tunes, which are
followed by a second half moving a fifth lower after an occasional high start.

2929 of the 133 tunes in the EV volume.

?! published in Sipos (2004).

2 The studied Hungarian pentatonic fifth-shifting tunes are from Kodaly (1937), the
Chuvash and Cheremis tunes from Vikar-Bereczki (1971; 1979). The Mongolian and
Evenki tunes are cited from MOSH, MO1, MO2, and MOE. The similarity between
individual tunes is not too informative, but analogies between tune groups may be
revealing. Therefore, I only took into account tune groups that comprise at least three
different melodies conveying the same core idea. Thus, the truly significant musical ideas
that take several shapes are more powerfully represented, and the less significant ones are
ignored in order to give salience to the point. It is to remember then that an example to
be quoted in the following always represents a tune group of many similar tunes.
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Mongol singer accompnies his song with dérven-chike-hur in Inner Mongolia (Sven-
Hedin expedition)

* C-D-F-G, cadences. The first lines of the tunes in this type are hill-shaped, the
hill being a note higher in Cheremis and Chuvash songs.” These tunes realize
closely similar musical ideas. As ex.6 has shown, the Mongolian tunes present
the idea in brief, the Evenki with few syllables but more ornaments, the
Hungarian in balanced octosyllabic lines, the Cheremis and Chuvash tunes with
many syllables, which allow for greater musical mobility (ex.6).**

e

» In this pentatonic style the single G-D step downwards does not cause two hills to
appear in the Cheremis and Chuvash tune beginnings. This time the melody line moves
between C and B', while in the tunes of the other Turkic groups B' is only included as a
grace note.

** Though the published forms are the typical ones, shorter Cheremis lines can also be
exemplified (e.g. Vikar-Bereczki (1971: Ne270), but even that is more animated than the
Hungarian tunes. Let me note, however, that the Hungarian example Kodaly cited (1937:
23) (GG DDB'B'A G GF C) is also jumping up and down over as wide a range as the
Cheremis-Chuvash songs, though in the latter an initial G-D step would never occur,
starting the tunes normally with a leap upwards.
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Ex.6 First half of tunes with C-D-F-G cadences

* D-D-G,-G, cadences: the convex shape of the first line also characterizes this
group, but in the music of the different Turkic populations these tunes constitute
mixed, inhomogeneous groups of tunes. As ex.7 shows, the Evenki songs
comprise short lines, the Hungarian, Chuvash and Cheremis songs have lines of
medium length. Some Cheremis tunes belonging here duplicate the first part,
creating an A’A°,AA structure repeated a fifth lower then.

Wil hill

Ex.7 First half of tunes with D-D-G,-G, cadences

* F-D-B-G, cadences: the most characteristic form among Hungarian tunes is a
G-D-F valley.” This kind of tune is prevalent in nearly every Hungarian area in
numberless variants. Ex.8a shows that the fifth transposition is not always
accurate in Hungarian music, so I presented both lines. Ex.8b is the firs half of a
13-syllable variant of the same Hungarian tune. Among the rest of the studied
ethnic groups this form does not constitute a considerable type. Though one
finds a similar cadential scheme among the Cheremis tunes, their accents and

 In some cases line 2 ends on B. Besides, there are Hungarian fifth-shifting tunes with
F-D-B cadences whose first line is woven around the note G.
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convex melody lines are very different from the concave shape of the Hungarian
tune at issue (ex.8¢).*

Te— - - -7 Hungarian

Ex. 8 First half of tunes with F-D-B-G cadences

* G-D-C-G, cadences: among Hungarian tunes of this cadential row there are
some whose first part consists of two valleys (ex.9a).”” The North Chinese ex.
9b is very similar to that. In the music of the other groups the first part of the
tunes is wave-like.”® The wave begins upward from D, then sinks to C and rises
to G again. The second line traces the same shape with an additional descent to
D. There are many Evenki tunes of similar character, but consisting of two short
lines (ex.9c). By contrast, the majority of Mongolian and Cheremis tunes are
four-sectioned, their first section presenting this undulation in detail, over many
syllables (ex.9d-e). The Chuvash songs of the same cadential scheme display a
great diversity of form.”

% E.g. Vikar-Bereczki (1979): Ne280.

27 At the end of the second valley there might be a slight decline.

* Some Cheremis tunes in this cadential group have a convex first line. Some Cheremis
tunes have wider compass than the Chuvash and Hungarian tunes. While the highest
pitch of the Hungarian tunes with these cadences is G or A, of the Chuvash tunes B' or
rarely C' (excepting the real fifth-shifting tunes where the highest note is usually A), one
may find quite a number of Cheremis tunes that stay on B' relatively long and even step
up to C' in the first line.

¥ Vikar-Bereczki (1979: Ne303-310)
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Ex.9 First half of tunes with G-D-C-G cadences

To sum up, it can be established that in the three areas the /a-pentatonic scale
is the most frequent and the do-pentatonic scale is the rarest. In every tonal
group it is conspicuous that the Cheremis and Chuvash groups are closest to one
another. In the majority of the most important /a-pentatonic groups there are
Cheremis, Chuvas and Hungarian tunes alike. The cadences F-D-B-G, only
occur in Hungarian and Cheremis tunes, while the cadential scheme G-D-C-G,
is important in the music of almost every studied group of people. As for do-
and so-pentatony, only the F-D-B-F, cadential group of the Evenkis is important,
which cadences form no characteristic tune groups elsewhere.

The tune groups support the same conclusions as the individual musical
features: the Cheremis and Chuvash styles are closest to each other, joined from
farther away by the Hungarian style. On the other side is the Mongolian group,
closely related to the Evenki tunes. The link between the two blocks is
constituted by the /a-pentatonic G-D-C-G, and - less dominantly - by the so-
pentatonic F-C-B-F, cadential groups.

Conclusion

Can these similarities have cultural or ethnic backgrounds pointing beyond
the musical ties? Between the two ends of the steppe great migrations took
place, mainly from east to west, some groups of the peoples living in the eastern
areas reaching the western borders of the steppe, the foreground of the
Caucasus, also Hungary, and even some European areas more to the west. It is
therefore possible that the peoples and tribes making up the western Huns also
included descendants of the eastern Xiongnus as can ethnic layers migrating
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westward after the collapse of the eastern Ruanruan Empire be found among the
Avars.”

It is not unlikely that - similarly to Turkic languages that became the /ingua
franca of the steppe - the more marked pentatonic musical formulae spread from
east to west as a common areal music of the steppe, and underwent variations in
the great Asian empires. The soldiers involved in the long conquering wars of
the empires often lasting for several years had plenty of time to develop and
share the common pentatonic descending tune style.’’

What is actually startling is that the fifth-shifting structure evolved within the
descending pentatonic musical realm in the music of so few peoples, in spite of
the fact that in such a melodic realm parallel motion between lines is frequent
and the distance between the lines might as well be a fifth. This interval is not
too large for a person with an average range of voice to repeat a musical phrase
that much lower. These tunes are spectacular, to boot, and yet easy to learn
because of the repetitions. At any rate, within the descending pentatonic tune
style the evolution of the fifth-shifting tunes was a logical process that could
take place independently at places far removed from one another.

As far as we know today, the phenomenon of pentatonic fifth-transposition
as a complex style is found only in three places: among the Hungarians, along
the Cheremis-Chuvash border in both ethnic groups and among the Mongolians
and Evenkis in Inner Mongolia. As has been revealed, there are several essential
differences between the Hungarian, Volga region and Inner Mongolian fifth-
shifting styles besides the fundamental similarities.

Some say that fifth-shifting on the Chuvash-Cheremis border is a Hungarian
legacy, others claim that it may be a more recent development. Nor is it
impossible that the fifth-shifting was brought along by the Bulghar Turks from
the east preserved by the Chuvash people, a peripherical, non-Islamized Turkic
tribe of the Black Bulghar Empire. The Islamic majority of the Black Bulghars
assimilated to the conquering. Ottoman Turks speaking a language of the
Kipchak type after the 13th century, hence ethnically they may live on in the
Kazan Tatars. Indeed, the folk music of the Tatars including parallel pentatonic
lines implies all potentiality of the emergence of a fifth-shifting style, just the

30 At the time of the Khazar Empire other Turkic peoples living in the foreground of the
Caucasus and west of it - i.e. in areas where the Hungarians lived prior to their influx into
the Carpathian Basin - also had ancestors from the eastern edge of the steppe. This, in
theory, allows for the linking up of the fifth-shifting structure in Inner Asian and
Hungarian folk musics.

3! Tt cannot be an ancient Mongolic-Turkic tradition as it does not occur with every
Turkic group and besides, it is a highly advanced form.
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last spark is missing. Neither is it inconceivable that this musical form emerged
in the area upon some Mongolian influence.*

Mongolian Kazak women drinks tea in a yurt

Although the Hungarian language is of Finno-Ugric origin, during its
ethnogenesis considerable Turkic and other elements commingled with it.** For
centuries, the Hungarians mixed with Sabirs, Onogurs and Kazars, before three
Kavar-Turkic tribes revolting against the Kazars joined them.”* The ancestors of
some peoples living within the Kazar Empire had come from the very
Mongolian region where the now discussed fifth-shifting style cropped up, and
the same applies to the Avars found by the Hungarians in the Carpathian Basin
as well as to the Cumans and Pechenegs who joined them later. There were
opportunities galore for Hungarians to get in touch with peoples descending
from Inner Asian ancestors during their history and to learn and shape the
pentatonic descending melodic world.

In the ethnogenesis of the Hungarians the stress has so far been laid on
Turkic elements, whereas the fifth-shifting tunes were sung by Mongolians and

32 Sinor (1967): "there are a lot of demonstrable Mongolic effects in the Finno-Ugric-
Chuvash-Turkic basin around the Volga about which, as far as I know, little if anything
has been written."

33 Archeological finds have revealed that in the Volga-Kama region and in the Ural the
nomadic way of life breeding large livestock appeared in the 4th c. AD, and the Kazan
historians associate it with the first settlement of Turkic peoples. At any rate, the
Hungarians were certainly reached by the waves of the Hunnish migration.

3% As Constantine writes, these tribes taught the Hungarians their own language, they also
learnt Hungarian, and in the 10th century both languages were still in use. Similarly, via a
transitional bilingual state did probably the integration of other Turkic and non-Turkic
peoples take place.
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Evenkis in Inner Mongolia.” The Hungarian and Mongolian languages share
some 250-300 words, some still in use today.* It is thought provoking to ponder
Futaky's hypothesis (2001) claiming that "some elements of the disputed part of
the late prehistoric, ancient Hungarian vocabulary may presumably derive from
the Carpathian Avars who (also) spoke a precedent of today's Mongolian and
Manchurian-Tungusic and came into contact with the Hungarians after the
latter's settlement."

Linguists prove that there is some relationship between the Mongolian and
Hungarian languages. It is now indifferent whether this relationship is direct or
indirect, for if a larger stock of Mongolian words could make it into Hungarian
at some point of time, then the musical interaction could equally take place.

When could this interaction take place? There is growing consensus among
historians that large masses of Avars in the Carpathian Basin survived the Frank
and Bulghar campaigns ended in the early 9th century.’” Ethnically and
linguistically the Avars were not homogeneous, some researchers defining their
language as Turkic, others as Mongolic.”® This mixed population of ethnic
fragments of various Turkic and Mongolic as well as Slavic languages was met
with by the conquering Hungarians.” If the Avars did sing pentatonic fifth-

3 As is known, various peoples including Mongols and Turks lived in the steppe
empires. Although the Altaic theory - that hypothesized the Turkic, Mongolic and
Manchu-Tungusic languages as a genetic community - has fewer advocates today,
researchers agree that in the course of their history Mongolic, Turkic and Manchu
peoples were very closely related.

% E.g. alma ‘apple', biiza ‘wheat', balta 'axe', gyiimoles 'fruit', oroszldn 'lion', sereg 'army',
etc. The majority only lives on as dialect words in both languages, or is extinct. Most
researchers opine that in both languages they are Turkic loan words that passed into
Mongolian after the long Mongolian-Turkic coexistence, and into Hungarian from a
Turkic language related to Black Burghers and to contemporary Chuvash, maybe before
the settlement, as the most widely accepted theory claims.

37 Although in 795 Charlemagne did subdue and then destroy the enormous Avar Empire
on power for 300 years with its centre in the Carpathian Basin, there is information that
in 875 close to the Hungarians' influx and settlement the Avars were still living there
under their own kagans and in areas which the Franks had not reached - e.g. the Great
Plain or beyond the Tisza river - they were probably even more numerous.

3 Let me cite now Lajos Ligeti's opinion: "Here this language is said to be Turkic since
Vambéry; Pelliot thought it was Mongolic... In view of the duality displayed by the
anthropological and material cultural remains of the Avars, it is not unlikely that this
duality also existed in the language." He also wrote that "Bayan's Avars actually spoke
Mongolic; the rest spoke a peculiar Turkic (of Chuvash?) character" (Ligeti 1986).

3% Presumably "they were to constitute the masses, the bulk of the commoners under the
new ruling people, the Hungarians" (Veszprémy 1996).
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shifting tunes, they might present us with the link between the eastern and
Hungarian pentatonic fifth shifting musical styles.*

The above historical argumentations are of course merely theoretical
experiments. There is no systematized musical material at our disposal that
would be required to be acquainted with the contemporary folk music of the
studied ethnicities. We have to do - for good - without the material that the
ancestors of the known ethnic groups sang before or at the time of the
Hungarian settlement in the Carpathian Basin. Yet it can be presumed that some
great musical styles preserve their essential features for a long time, which may
hold up the hope of an insight into the musical past. That, however, requires as
extensive comparative exploration of the contemporary folk music as possible.

0 Of course, Turkic influence was received by the Hungarians after their settlement as
well. Large crowds of Pechenegs of a Kipchak-Turkic tongue settled in the Hungarian
Kingdom in the 11th-12th centuries. Some of the Cumans moved to Hungary in 1239
because of the advancing Mongols. Unfortunately, nothing of these peoples' music
survives, or more exactly, there is no knowing what they contributed to the enrichment of
the Hungarian folksong stock. The ethnic groups that arrived later also originated along
the eastern border zone of the steppe just as the Mongols, other Turkic peoples or Avars,
and it was perhaps because some layers in the music of the immigrant Cumans were
similar to the musical strata of the people already living there that no trace of Cuman
music has survived e.g. in the Kiinsdg region of Hungary.
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KAZAKH FOLKSONGS FROM THE TWO ENDS OF THE STEPPE

Dr. Janos SIPOS

What business does a Hungarian ethnomusicologist have in the Kazakh
steppe? Let us remember a beautiful wording by Bence Szabolcsi: Hungarians
are the outermost branch leaning this way from age-old tree of the great Asian
musical culture rooted in the souls of a variety of peoples living from China
through Central Asia to the Black Sea. "'

While the languages of different Turkic peoples have been subjected to
thorough comparative analyses, only the first few steps have been taken in the
comparative research of their musics. In the multitude of arising questions, it is
highly intriguing to explore whether traces of old Turkic musical styles can still
be detected in contemporary Turkic folk musics. One of the main questions
appealing to Hungarians is to see how Turkic folk music styles relate to layers
of Hungarian folk music.

One might also wonder why collect personally instead of studying the books
on folk music. First, because there are no comprehensive monographs of
individual Turkic ethnicities, and second, it is highly accidental which tunes are
included in the existing publications. The latter usually include no information
about the popularity, spread, variants, provenience, or users of the published
tunes, whether they were collected from learned city-dwellers or an old lady
living at the edge of tiny village, and so on. Most importantly, they offer no
possibility to look deeper into tune types and musical strata that might kindle
our interest.

Nor is it rare that local collectors have preference for more complicated
tunes which they deem more advanced. It was a serious problem in Turkey,
Kazakhstan, Azerbaijan and Turkmenistan that my local escorts almost
prohibited the collecting of simple tunes. They were ashamed of them and
wanted to present larger forms, as performed by professionals if possible. I
remember the anxiety of our Kazakh attendant when he saw us recording such
simple tunes, from untrained peasants or — horribile dictu! — from nomads
during our last trip to southwest Kazakhstan. He was worried what people
would think about such "primitive" songs in faraway countries.

Another reason for collecting in person is the reduction of folk music
publications to a single variant per tune, whereas without a knowledge of the
tune variants, no deep musical analysis can be conducted. Field work also gives
further help for the systematization of the tunes. It often happens that several
people sing at a site, taking turns. A heard tune may retrieve from the memory

1 Szabolcsi (1934)
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another tune that sounds different at first hearing but has several ties with the
former. This in turn may largely contribute to exploring melody contacts that
derive from the specific culture of the given singing community. In this way,
theory creation by the desk may be replaced by the more noble act of
demonstrating real connections within the given musical material.

The Kazakh collections were part of a more comprehensive project. As is
known, the Chuvash, Tatar, Bashkir, Kazakh, Turkmen, Azeri and Anatolian
Turkish people (listing the great ethnic units from north to south) live in the
western part of the immense Turkic language bloc.*

There have been Hungarian attempts to explore the music of the Turkic
peoples living on this vast crescent. In the northern area Laszld Vikar collected
a significant material of Chuvash, Tatar and Bashkir tunes, and discovered a
musical style that is very similar to the Hungarian pentatonic fifth-shifting style
along the Cheremiss and Chuvash border.

Down in the south, Béla Bartok's collection in Turkey in 1936, aimed at the
comparative exploration of Anatolian folk music, launched the work, joined in
1987-93 by my Anatolian collection. It turned out that although the fifth-shifting
style is missing in Anatolia, there are strong similarities in the psa/modic and
lament styles of Hungarian and Anatolian folk music. The Azeris and Turkmens
linguistically relatively close to Anatolian Turks and speaking a Turkic
language of the Oguz group live between the Volga region and Anatolia, which
is also the home of the Kazakhs and Tatars speaking a Kipchak-Turkic tongue.

We have succeeded in conducting several field researches among Kazakhs
with support from the British Royal Academy's Stein-Arnold Fund as well as the
Soros Foundation. As a result, we have gained an insight into the music of
Mongolian Kazakhs and other Kazakh people who moved to Turkmenistan and
then moved back to southwest Kazakhstan in recent decades.

This paper is to afford a glimpse of the folk music of two Kazakh ethnic
groups living some 3000 km apart. Besides presenting the material systematized
and proportionately with the characteristics, we also try to give a comparison
between the musics of the two groups. Whenever possible, analogies or contacts
with the musical styles of other Turkic peoples living elsewhere and with the
Hungarians are also pointed out.

*2 In this zone and even more to west there are other Turkic peoples as well, e.g. the
Gagauz people also belonging to the Oguz group or the Karaim, Karachay-Balkar,
Crimean Tatar, Kumiik etc. people belonging to the northwestern group of the Kipchak
languages. Apart from that, several European countries include Turkic minorities, e.g.
Dobrujan Turks and Tatars or Bulgarian Turks. In a subsequent phase of research, I
should like to involve their folk music in the comparative research as well.
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TYPES OF THE SOUTHWESTERN KAZAKH TUNES

Before embarking upon the musical analyses, let us explain the basic concepts and
abbreviations without which the next section cannot be understood. We are going
to get acquainted with the Kazakh musical genres too, before looking into the tunes
themselves.

Abbreviations

In the majority of Kazakh tunes, the mi-re-do trichord could be pinpointed and tunes
could be transposed to mi-re-do=d’-c*>-b' flat. As regards degrees, do=bh3" degree,
re=4" mi=5" degree, etc. The note below do=2"¢ degree (#i), minor third below
do=1% degree (la), then, stepwise, the VII"", VI etc. degrees follow. The second
degree lowered by a semitone is marked with i b, the sixth degree raised by a semi-
tone is marked with fa#. Solfa syllables are sometimes only indicated by their initial
letters, e.g. d=do, r=re, etc.

]
®

| , | r 2

3 - 4 -5-b6-6-7-8-9-5410-11-12

A
S
K

<
—
—
1
—
1
[\S]
1
- —

so - la -ti - Do - re-mi- fa- fa# - so' - la' - ti' - do' - re' - mi’'

Figure (4) Degrees and pitches

A note of the scale is put in brackets when it does not play an important role
in the tune. For instance, in a melody with the (so-)mi-re-do scale, the main role is
played by the notes of the trichord mi-re-do, with an occasional so added, but not in
an accentuated role.

When listing the tone set of a tune, I often indicate the final note with capital
letters. E.g. mi-Re-do stands for the scale of a tune that moves on the notes mi-re-do
and closes on re.

A, indicates a variation of the musical line A when the deviation is at the begin-
ning or middle of line A. A_ indicates a variation of the musical section A where the
deviation between the two lines is in the last (cadential) part of the lines. Both A,
and A suggest that A is the closed line, A, and A, meaning more open variants, thus
formulae like A A, AB_B, etc. are frequent.

By padding words, padding syllables, I understand words or syllables that are
either devoid of meaning (ay, oy, vay, da, de, etc.) or, when meaningful, have no
connection with the main text (aman, anam, gelin, etc.).
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A cadential note is the last note of the line. When the pitch was not clear, I tried
to define it on the basis of similar tunes and analyses.

When no tempo indication is specified in an example, it was performed in
parlando-rubato rhythm. However, it must be kept in mind that in reality, there is a
wide variety of rhythmically free performance.

Set rhythm is called tempo giusto or giusto as customary in Hungarian folk
music research.

The numbers indicated with the abbreviation N are serial numbers of tunes
collected in Mangkistaw. I refer to the melodies from Bayan Olgiy with the abbrevia-
tion BNe. These melodies can be found in Sipos (2001).

Psalmosic melody style. Among the old tunes of Hungarian one finds descend-
ing melodies and others that recite the do-re-mi nucleus. These do-re-mi melodies
form a musical style in the folk music of different peoples, e.g. that of the Hungar-
ian and the Anatolian Turks. Typical cadential sequences in the style are 5(b3)bh3,
4(b3)b3, b3(b3)h3, 7(b3)b3, the final tone of the last line is variable. Most lines cover
small tonal ranges, and the overall range of a tune rarely goes beyond the octave,
either. Most typical is the motion ‘filling the range’, which appears fairly incidental,
advanced tune-forms being only exceptional. As layers similar to this style can be
unearthed in the first and the sixth psalmodic modes of the Latin ecclesiastic musical
culture, Hungarian scholars gave this style the name psalmodic style.

Genres

Naturally enough, there are many genres that are shared by a variety of ethnic
groups. This applies specially to peoples who have conserved nomadic culture or at
least its memory. Music accompanies a lot of situations in life. Children are rocked
to sleep with a besik jiri ‘lullaby’, a girl to be married off is said goodbye to with
a sigsuw or ‘bride’s farewell to her home’, the deceased are taken leave of with
Jjoktaw/kéris.*” The children also have their simple songs. Just as with most peoples,
it also generally obtains among Kazakhs that the structure and melodic movements
of the mourning songs, lullabies and children’s songs are very simple.

Weddings are specially rich occasions for singing. The toy bastar or ‘wedding-
starting’ song is performed in the manner of ferme tunes, rapidly recited. Special
wedding-related songs, e.g. bet-asar or ‘unveiling the face’ and the above-mentioned
bride’s farewell are also sung on such occasions. The bet-asar is sung when the bride
leaves for the groom’s tent, or to the groom’s house nowadays. It consists of advice
to the bride concerning behaviour upon coming into her husband’s family.

A typical wedding song is the jar-jar tune sung at the wedding feast by
alternating groups of men and women. Its content is quite varied, ranging from seri-
ous congratulations and exhortations to merry jokes. The characteristic kolomeika
rhythm of jar-jar tunes has an important place in Hungarian folk music as well. The
text of these tunes have 11+2, or more precisely, 4+3]4+2 syllables, the last two syl-
lables of the refrain being jar-jar ‘dear one’, from where the tune got its name.

Other ceremonial songs are the calendric songs, marking exceptional moments
in the work year, and also invocations to the forces of nature, giving thanks for
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the success of man’s work, e.g. calls for rain during drought, among other things.
Healing songs also belong to this group. The main feasts celebrated by the Kazakhs
include the nawriz ‘lunar new year’, oraza ‘fasting’, siindet when boys are circum-
cised, kurban ayt ‘sacrificial feast’, silde-xana celebrated when a child is forty days
old. That is when outsiders can first take a look at a child.

Picture (7)
Nurmuhambet singing and playing the dombira (Mangkistaw)

Songs can be sung during work or in the break of work. The main types of
dni) and songs of shepherds (koysi dni). Domestic and subsidiary pastoral work fell
to the women’s lot. Women sang while milking animals, preparing dairy products,
weaving and spinning, making felt and carpets, working with the hand-mill, etc. The
construction and dismantling of tents during transhumance was among the duties of
the women, too, and it was accompanied by singing.

Kazakhs, just as most Turkic peoples, are Muslim. From among religious
songs, we collected jarapazan tunes sung during the Ramadan fast and prayers
thanking for gifts. The ferme style will be embarked on in more details later. Let it
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be noted here that epic songs and the related recitative forms are usually simple in
rhythm and motifs but complex and irregular in form.

The tunes that are not bound to occasions include lyric songs (kara dn) which
are normally more complex in melody and text than the epic songs. The humorous
and satirical songs, e.g. aytis ‘dialogues’ are simple in form and measured in rhythm.
The aytis are songs in which the performers — usually a man and a woman — alter-
nately ‘converse’, trying to outdo each other in wit and resourcefulness. Both per-
formers usually employ the same tune.

Obviously, the genres are not sharply separated from one another in tune or
text, similar musical or textual phrases being met with in different genres. It applies
to several ethnicities that the melodies of laments and bride's farewell songs are iden-
tical, and not infrequently, even the lullabies are of the same character and the basic
motifs of laments recur in lyrical songs. All this will amply be illustrated among the
tunes.

We collected few instrumental pieces (kziy) while men often accompany them-
selves on the two-stringed plucked dombira found in many homes which they often
handle masterfully. Earlier they had had a bowed kobiz, no longer in use. Anyhow,
the Kazakh musical instrumentarium is small. It includes the dombira (a lute), kobiz
(a horsehair fiddle), sibizgi’ (an end-blown flute) and Say kobiz (jew's harp).

The Kazakh dombira has two strings, tuned a fourth (or, less frequently, to a
fifth) and tied-on frets. It may be the forerunner of the Russian balalaika. Its western
form is pearl-shaped and has 14 frets, while the eastern model has a spade-shaped or
triangular body and seven or eight frets. The dombira is played with a strum, i. e.
striking both strings simultaneously. The scale of the dombira varies regionally in
Kazakhstan. In the next figure we show the scales of the dombiras. Fretless play can
extend the scales somewhat.”®

Figure (5) The most typical scales of the Kazakh dombira
a) West-Kazakhstan, b) East-Kazakhstan

I classified the tunes of Mangkistaw into the following musical blocks:

a) terme tunes

b) small-range tunes including laments and psalmodic tunes
c¢) wide-compass “melodious” tunes

d) miscellaneous tunes

The blocks mostly contain musically more or less related tunes and tune classes,
except naturally for ‘miscellaneous’ tunes. To establish similarity, the form and
melodic progression of the first line, the range of the tunes and the line-ending
notes were taken into consideration. Within each tune class, tunes of various scales
are analyzed together, which will be thoroughly explained later. First, let us get
acquainted with the so-called terme tunes.
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Kazakh epic songs, the ‘terme’ types

The akins are professional singers who have the gift of versification and poetic
improvisation and also master the dombira as an accompanying instrument. They
normally do not compose new tunes, nor are they expected to do so, and would
probably be turned down if they did, but they vary and embellish the old tunes as
best as their talents allow. More recently, some singers have taken to gathering in
a bunch and performed some songs one by one at long length in days of yore. The
basic genres of the Kazakh akins are maktaw ‘panegyric songs’ and folgaw ‘didactic
and denunciatory songs’, which were usually cast in the recitative forms (terme and
jeldirme). The akin also sings songs in different genres (lyric, historic), using devel-

The musical basis of Kazakh epic narrative is a steady declamation of seven-
(4]3), eight- (3|2|3) or eleven-syllable (3|4|4) highly variable motifs of a small tonal
range, sometimes with prolongations of the last syllable of the line. The performance
of sections of tales usually begins with introductory exclamations in a high or middle
register, after which text is declaimed with gradual descent to the lower register and
the tonic. This descent is not even, usually taking place gradually as will be seen. All
excerpts usually conclude in a slower tempo, sometimes based on the broad singing
of words of the refrain.

The narrative form is used by the Kazakhs not only for epics, but it is also
used for early types of songs and for the musical-poetic compositions of akins on
social and other themes. When applied to recitative songs, the jir form is called
terme or jeldirme. The latter term literally means ‘horse’s gallop’, and is tied to the
lively rapid-fire tempo of its performance. This quick recitation is in a fairly irregular
rhythm, but above the even quavers of the dombira the rhythm of the tune grouped
in triplets sometimes allows for the performance of several syllables, while at other
times it runs ahead creating a pecular dramatic tension which kindles and, more
important still, sustains attention.

We have collected many ferme tunes, typical segments of which are presented
in this volume. The terme texts are usually didactic. They often begin by describing
the singer’s situation, not devoid of a grain of self-laudation. The main themes are
the praise of ancient customs and Islam, the description of aging, the enumeration
of misbehaviour and offensive deeds, as well as pieces of advice about the right
social conduct. The wedding bet-asar tunes also belong here, on account not only of
their musical form but also of their didactic texts — instructing the fresh bride how to
behave appropriately in her new home.

Although the terme tunes are not strophic, descending strophic tunes can often
be reduced from them. It is typical of the performance of terme tunes that the first
line is the highest and the closing line is the lowest in register, while in between the
lines are quite irregularly alternated. Some terme tunes are worthy of note for their
simple, archaic musical patterns. Another noteworthy feature is that a great part of
terme tunes have do finals while most tunes in the area move along a scale with the
minor third.
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I have introduced abbreviations to indicate the structure of terme perform-
ances. Most melody lines move on or around a central note, or descend a few notes.
This prompted me to identify the line with the solfa syllable of the central note
around which it moves or to which it descends. The following forms can be differ-
entiated among terme lines reciting on, or centered around do:

D the line moves on the do note, leaving it only once or twice, and only in the direction
of re (e.g. do re do do / do do do)

D’ the line descends to do from the notes fa-mi (e.g. mi mi mi re / do do do)

D the line descends from a note, which is one or more notes below do (e.g. la ti do do /
do do do)

D~  the line circumscribes do (e.g. re do ti do / re do do)

DX the line moves on do but ends on another, higher note (e.g. do do do do / do do re),
the line-ending note is almost always only a (major) second higher than the central
note of the line

Dy means the same, but the final note is below the central note of the line (e.g. do do re
do / do do ti)

D”  indicates the very rare ascending lines (e.g. do do do re / re mi mi)

I indicate the lines moving around /a, ti, re, mi, fa, so or descending to these notes
in the same way. When describing the structures, I marked the tune-ending formulae
L.,q when the final note was /a, and the opening calls launching major musical sec-
tions are marked with *. These components well characterize the overall progression
of the terme tunes.

I classify the terme tunes on the basis of the tonal ranges the melody moves in.
Musically, the tunes in a group are coherent, further subdivision only overcomplicat-
ing the situation. Since the syllable numbers of the lines of a terme tune differ, they
cannot be grouped by this criterion. Nor can they be categorized by final note, as
closing on /a, for example, is often additional, effected by the use of a refrain that
does not integrally belong to the terme process. An attentive reader will certainly
soon realize that in terme tunes with a wider tonal range there are lines and even
longer units that constitute some terme tunes of a smaller gamut, thus the groups are
not separated by fast lines.

Terme tunes of the smallest compass (1-b3/4)

The terme tunes of the smallest gamut mainly use different variants of D (do), recit-
ing on or around the do note. The note re and even mi might occur in them, but never
as the central note. It is frequent however that the introductory phrase of the refrain
use higher and sometimes lower pitched notes too.

The next example shows such a terme tune. The tune is launched by an
introduction of one or two longer notes (iy, aw) as usual. The flexible alternation
of syllable number is apparent, while in line three the rhythm outlines the usual
J 4 54| JJ 4 scheme, though at times it strays from it quite far. The terme is closed
by a longer cadence this time including the VII'" degree, a unique occurrence.
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Example (1) Terme tune of small compass (see also Ne la-i). Scheme: *DDDD + *L,4

I am demonstrating the structural formulae of the small-compass terme tunes
Ne 1a-i in the collection of examples below. I also include a reduced structure, which
designates a hypothetical tune that might evolve from the given terme tune in the
course of evolution. The * marks the opening call.

These simple tunes succeed one another in the order of “complexity”, the
smaller-range tunes of fewer motifs being followed by termes of more different
musical lines and wider compass.

reduced structure  detailed structure
Nela | D DDDDDDDD + D,y
Nelb | D~ * DDDDDD ~D ~DDD ~
Ne lc | DT'TL * DDDDDDDDDDT’T + Loy
Ne 1d | DDT’L * DDD ~DLLL|L*L’LL| [DDDT'LL|L*L’ + L4
Ne le | DDTL * DDDTL’LL + L.y
Ne If | DTTL # D*TTTTL + Log; + Leaas
Nelg | DT * D’*DTDT’T|D“DDDT’ + T
Ne 1h | DD * DDDD*DDXD | *RXDDKDFDED + Lo
Ne 1i | R’DDAL * DDDDD |R’R’R’R'R*DD* + Lq
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Picture (8) Kosakan playing the dombira (Mangkistaw)

Terme tunes of medium compass (1-5/6)

What differentiates the termes of medium compass from the above class is that some
of their lines persist on the 5, 6%, 7! degrees for some time. The tunes of the former
group clacking on a few notes in the manner of twin-bar tunes give way to more
singeable forms. No definite song form can be outlined, however. The melody con-
tour of the short lines is largely incidental and chance or the singer’s mood also has
a great say in the succession of the lines. The lines follow each other in descending
order, but there are some terme tunes that begin low and gradually rise, only to close
deep down again. As the structural schemes of the table reveal, melody lines cen-
tered around fa are frequent. Before turning to the examples at the back of the book,
let us see a terme tune of medium large compass (ex. 2). It can be seen well that if a
line progresses high, then the terme returns to the lower register.
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Example (2)
Terme tune of medium large compass (see also Ne 2a-i, Ne 3a-c)
Structural scheme: *R’R¥MR’|*D T*T*TXT| T*TTD*+T,,4

The structure of the examples in the appended collection are as follows:

reduced structure  detailed structure
Ne2a | MR’D’D * MR’D’DDD
Ne2b | MRKD ~ L * MRXR*D ~D ~ |M M *M'D~D ~D ~

MRM + Lyq+Leaq | D~ L’ +Lyg

Ne2c | M\D'TL’ MM, DD°’TTM,L’L
Ne 2d | MRRD_,4 * RRMM,D’ | M|RRR * D,,q
Ne2e¢ | F,M, DD * FFMF,M,DD’D*D | | F,M,S,M,F,D’D*D’D
Ne 2f | M~D’TL * M~M~M~DkD’|D~*T’L
Ne 2g | FMKRD FMRRR*R’DDD | RRR™ |[M*R*D’ | F ~ D’DD
Ne 2h | MRMXD MRM*RYD|RF + Dq | RRRR™ + Dgq
Ne2i | SR*"M~D * SRAD’DDDDD*D| * SFRDDD|M~DDDD|M~D

Similar lines constitute Ne 3a-b siysuw and Ne 3¢ jarapazan religious songs, indi-
cating that the terme tunes are closely correlated with folksongs and with religious
tunes. The main difference is that in performing a terme the musical lines alternate
according to the inventiveness of the performer, while folksong performers more
closely adhere to more regular, repetitive structures. The question is still unanswered
whether the regular or irregular forms are older. I myself tend to believe that irregu-
lar structures are older and regular forms have evolved from them. At any rate, here
one can observe the occurrence of a common musical idea in a more flexible and
then in a more stabilized form.

Two-part termes (higher first part + lower second part)

Though rare, there are recitative tunes that break up into a higher first and a lower
second part so that the two registers of recitation have at least one note in common.
We only collected two of this kind. The following example shows a continuous reci-
tation on the 78" degrees, before sinking into the usual low register (ex. 3).
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Example (3) Terme tune of large compass (see also Ne 4)
Structure: SSKM'FM *M~T TXT’LXL + Lgpg

Ne 4 in the collection is also like that. The tune outlines the following scheme:
SKS*M’RR MMRDDDDD | S*SF,R* |F*R*DDD,D*D*D*D | D¥DD |R*T°L | TT*TL* S,S,S,L. + S,caq.
Towards the end, the tune sinks to lower so, which is a unique feature. The four-line
scheme reduced from that suggests a round song form S*M’DL, as the next example
shows (ex. 4). Such tunes can also be found in the descending fifth-shifting penta-
tonic strata of Hungarian and other folk music.
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Example (4)

Large compass terme tune reduced to a four-line scheme

Special terme tunes

An informant sang mixolydian tunes quite different from the rest of the terme tunes
(Ne 5a-b). Apart from their tonality, the tunes share the common feature of not
being recitative but sung in an easily transcribed rhythm, in even quavers. Tunes
Ne 6a-b also sung by the same singer have a more distinct structure, more melody-
like construction in rhythms tending towards 9/8 and 9/4, and ending on do and /a,
respectively.
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Lament style

Let us now take a look at other small-compass tunes after the terme songs. Narrow
compass (1-5/6) Kazakh songs ought anyway to be handled separately from tunes
of larger tonal ranges. It seems that in west Kazakh folk music it is the compass
close to the octave that produces a melody pattern with the first half in another
register than the second. Smaller-range tunes naturally tend to inspire conjuct melody
construction. A large part of terme songs also had a narrow range and examples
were quoted to illustrate the interrelation between termes and other folksongs. Two
relatively well demarcated groups — those of the laments and the psalmodic tunes —
also take shape among the small-gamut tunes with the minor third.

In Mangkistaw, joktaw ‘lament’ tunes can be collected easily — if not without
effort. Nearly all women, young and old, know laments and the men also know them,
although they don't sing them. A deceased person is to be mourned on the 3%, 7,
40™ and 100" day of his/her death, and laments are also sung when a relative or
acquaintance first visits the bereaved family.

In musical content the siysuw ‘bride's lament’ is similar to the dirges. The
bride’s lament is performed in the spirit of a lament for the dead and is sung when
she parts with her parents and leaves for her husband’s settlement. They also begin,
are interrupted by, and conclude with sorrowful exclamations and sobs. It is gener-
ally characteristic of lament tunes that they have small tonal ranges, one or two musi-
cal ideas with convex melody lines and low final notes.

The simplest and possibly most archaic tune of the style has the typical so-
la-so-(fa)-mi = re-mi-re-(do)-ti small convex motif. It is noteworthy within this ele-
mentary motion that at the end of a line, the tune often takes a leap (re-ti) instead
of the gradual descent. This mound-motif is often realized in the form of a musical
line repeated again and again (Ne 7a-b). Yet, already with this elementary melodic
progression a rudimentary two-line structure begins to take shape. The second line
progresses below the first, but the two end on the same note (ex. 5). Sometimes only
a segment of the lamenting process displays this simple form, a 2 or b3 degree also
being intoned at the end of a line quite often, but its incidental, unfixed character is
still predominant (Ne 7c-d).
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Example (5) Simplest one-line lament (see also Ne 7a-d)
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This tune kernel may be extended with an additional, inorganically attached re
closing note to interjections (aw, ah, ay,...). The new closing note strengthens the
impression of a two-section tune, but it is not necessary that various units of the
lamenting process shall close on this note. Such tunes are ex. 6 and Ne 8a-b. Ne 8c
is not a lament but a folksong sung by a man. A similar structure can be observed
here but the second melody line copies the first distinctly at a second interval, and
the performance is in 2/4 giusto tempo, to boot. Another difference is that the end of
the line contains no leap but a gradual stepwise descent.
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Example (6) Two-line lament descending additionally to re (see also Ne 8a-c)

In another subgroup of lamenting tunes only re appears as closing note(s) as
well, but it is now a wholly integrated element of the second, or more precisely, the
closing melody line both in text and tune. The rests — the inner cadences — in this
two-line melody construction are on the 5-2-1 degrees or la-mi-re notes (ex. 7 and
Ne 9a-c). It is characteristic that a similar tune performed by men somewhat expands
the compass and the 2" degree is also lower (Ne 9d). The same (s0)-la-mi-re descent
may also occur within a single melody line (Ne 9¢). A diminished variant of a two-
line lament, or at least a simple giusto version of this melody construction can be
detected in the folksong Ne 9f.
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Example (7) Two-line lament descending upon re (see also Ne 9a-f)*°

In two-line lamenting tunes the most frequent 2" degree may be replaced at
times by the b3™, 4" or even the 5" degrees as the cadence. Stabilized two-line
forms often recur, but it is not infrequent to hear different line-ending notes within
a single lamenting process. Despite the different cadences, the typically small-com-
pass convex lamenting melody outline unites these tunes in a class.

In ex. 8 the b3 and 2™ main cadences alternate. The same applies to Ne 10a-d.
In addition to the slightly convex lines and typical line construction, this line-ending
deviation is insignificant. Ne 10a is instructive with the line-ending notes easily alter-
nating in successive strophes. More remotely connected are the tunes Ne 10e-f.
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Example (8) Various lamenting tunes of low cadence (see also Ne 10a-f)*°
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The 4" and 2" degrees as the finals in ex. 9 and Ne 11a-b alternate, while
in Ne 11c-h only the 4™ degree ends the process. It must be noted, however, that
the line-ending notes are often uncertain and tend to decline from the 4" to the
2™ degree, at least in ornamentation. Fine examples are Ne 11¢-d. It must also be
remembered that even in the simplest case the end of the tune leaps from the 4 to
the 2™ degree, that is, the 4" degree at the end of a line has a distinguished role.

Yet in these tunes the 4" degree at the end of the line introduces a somewhat
different character because the small-compass line ending on the 4™ is not convex,
giving way to a do-re-mi-re rotating motion. In musical terms, however, the decisive
fact is that apart from the 4™ degree as cadencial note, the tunes are identical note-
for-note with the above laments. What is more, most tunes are laments or bride’s
farewell. Although a few tunes are kara dn or ‘folksongs’, they also tally with the
rest of the group musically (Ne 11¢,f). The bos moyin tune (Ne 11f-g) and the folk-
song Ne 11h represent a similar melody construction with longer, 11-syllabic (3|4|4)
lines. Significantly enough, the second half of Ne 11h comprises the original two-
cadencial two-line lament. The latter type tunes were mainly performed by men.
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Example (9) Lament tunes with 4 cadence (see also Ne 11a-h)

So far, mainly convex melody outlines have been seen in the lament style, even
with the 4" degree as the cadence. In the following tunes, however, the small com-
pass and the closing 5™ degree do not allow the formation of a mount. The gentle
rise of the lines and the character of the second half of the melody correspond to the
respective places of the above tunes. Yet the undulating motion of the first line on the
mi-re-do trichord deviates from the melody writing of the laments. Indeed, there are
no laments among these tunes, and there is but a single bride’s farewell (ex. 10).

The rest of the tunes in this subgroup were collected from a single singer who
improvised various forms from a single two-line musical core in a trance. The basic
form was Ne 12a, which grows into Ne 12b with a closing formula. It is illuminating
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that tunes Ne 12¢ and more particularly Ne 12d imply the much-discussed two-line
lament form. Let us take a closer look at the first line which differentiates these tunes
from the majority of the lament tunes. This melody progression is going to be the
characteristic feature of another tune type.*!
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Example (10) Lament with a first line moving on the mi-re-do trichord (see also Ne 12a-d)
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Picture (9) Akles singing lament in Jetibay (Mangkistaw)
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The ‘psalmodic’ style

There are small-range tunes collected in Mangkistaw that are analogous with the
Hungarian and the Anatolian psalmodic style (see p. 32). Their typical feature is the
melody construction on the mi-re-do core, the 5-b3-b3 or 5-b3-4 cadences and most
frequently a recitative performance. The nuclear mi-re-do can be extended with so
above and the end of the tune mostly sinks to /a. The songs include wedding songs,
termes, lullabies, love songs and dance tunes.

The main representative of the style is the two-line ak bobek ‘white baby’ tune
of 1-5/6 compass, 11-syllabic lines with 5-b3-4 or 5-h3-h3 inner cadences. It is a
highly popular tune, confirmed by the fact that seven variants were collected without
any specific inquiry (ex. 11-12 and Ne 13a-c).
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Example (11) Ak bébek tune with refrain (see also Ne 13a-c)
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Example (12) Ak bobek tune

Other 7-8-syllabic two-line tunes of 1-5 compass and 5-b3-2 cadences as well
as distinctly four-line 11-syllable tunes with 5-b3-h3/2 cadences also belong to the
psalmodic style. Although giusto performance may also be found as ex. 13 of a four-
line, 11-syllabic tune shows, that the recitative performing style is more prevalent

(ex. 14).
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Example (13) Giusto psalmodic tune
( J =152)

NI 3 3 I\
y— e e e P
—"- —— — — ] ——— ]

PS) ' ' E = '

Ey, a-we-1li tuw - gan - nan  som bir-ge  jet-tim, ey,
N | r—'ll
—)(—L—V-'—P—P—P—ng__'_'_d_d_cf_
" ' H | j j
PS) = 4 =  —
En - bek - tep e - ki jas - ta tor - g6  jet - tim,



I

s> r—Fr—Fff . —— — >
A\\SV ] ﬂ T T = T T T T
M) ] ] = E ] =
Us  pe-nen tort ja - sim - da ti - lim §i - gip,
n_| f — e
1 Ay — I = ! E I !
oy s — E——— T — 7 = — m——
Q) ~
Sul - dir - lep at” a - nam - d’aw er - mek et - tim.
O T ; = i i T 5 T N ]
y A N — o P @ & |  E— ! °
G e —— —J I I I i I
PY) 14 == — |
Kel - gen som bes ja-si-ma o - yin bil - dim,
by F i i a I } F ! E
| | I I i
(> — [ ) o r ) P o i o o i
= = d - d d =
)
O - yin - nan kal - ga - nim - da wa - yim bil - dim,

I D, I E I | | I I
g E I ] I I I i =II_ﬁ =I =I 07

Cad. Al - i - da ba-la - lar men a - sik a - ftip..

§>
%J
|L§
Q]
M

e e e e £
B —— A =

O - yin-nin, e- hey ne - Se tir-14, oy, ja-yin bil-dim, iy.

Example (14) Recitative psalmodic tune

A few four-line descending tunes of narrow compass and 4-h3-x cadences also
belong here the lines of which mainly use the do-re-mi trichord. One is e.g. the
lullaby in ex. 15.
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Example (15) Psalmodic tune with 4-b3-x cadences

A separate substratum of Kazakh psalmodic style is constituted by songs
whose first line closes on the 7" degree and at the end there is no descent to /a but the
final close is on #i, but otherwise the tunes are identical with the above tunes clos-
ing on la. As they typically move on (so)-mi-re-do notes, I transposed them to mi-re-
do=d-c-b flat, and included them here (Ne 14a-b). Ex. 16 is a tune which after several
closes on do and #i finally ends on /a with a refrain-like section.
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Example (16) Psalmodic tune with a high-pitched first line (see also Ne 14a-b)

More distantly, some sequential lullabies may be perhaps also subsumed under
the psalmodic style. Their features allowing for the analogy include the narrow tonal
range and the descending character (ex. 17 and Ne 15a-c). These tunes imply char-
acteristic features of laments, psalmodic tunes and sequentially descending tunes. In
Hungarian folk music, these tunes are ranged with archaic narrow-compass tunes.
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Example (17) Sequential tune with small compass (see also Ne 15a—c)*?

Here belongs the lullaby in ex. 18 whose first three lines move on the mi-re-do
trichord, except precisely for the end of the second line — the main cadence, that is.
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Example (18) Narrow-compass sequential tune
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Small-gamut songs with ascending first line

The first line of a few narrow-range two-line tunes rise to the 4/5" degree vigorously.
Ex. 19 and Ne 16a-e belong to this group.
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Example (19) Narrow-compass tune with ascending first line (see also Ne 16a-¢)

‘Melodious’ tunes of a larger compass

So far, we have discussed tunes of a 1-5 or 1-6 compass at most. Two groups emerge
from the tunes of larger compass including the minor third. In these the broader tonal
spectrum and the descending tendency in the melody allow for a sharper differentia-
tion of the melody lines, with parallel motion and at times clearly disjunct structures
evolving. However, it is still more typical to have the second half of these tunes
begin high, too.

Convex first line

The distinguishing feature of one class is the convex first section rising from around
b3 to the 7™ or 8™ degree, then sinking back to the 5. The second lines descend
from various heights. These tunes are divided here into two groups.

Before describing the two groups, let us recall that the typical melodic contour
of the laments was also convex. Besides, some small-compass tunes also outline a
similar melodic pattern, the first convex line being followed by a descending one.
For this reason, I am presenting them here as the connecting link between small-
compass and large-compass tunes. Most of these tunes rise in the middle of the
convex first line to the 6™ degree (ex. 20 and Ne 17).
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Example (20) Middle-compass tune with convex first line (see also Ne 17)

Tunes that have a broader gamut can have a first line that delineates a more
pronounced arch, rising to the 7" or 8" degree in the middle (ex. 21 and Ne 18a-b).
It may strike one that the tune of ex. 21 is actually four-lined. That is indeed so, but
as was seen with laments and will be seen later as well, there is close interlocking
between two-, four- and more-lined tunes in this area. The watchful reader will soon
realize that the first two lines of ex. 21 are identical with the second two lines, except
for the end of lines one and three. We have indeed the extension of a two-line tune
to a four-line pattern, thus the tune is rightly discussed here.
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Example (21) A relatively broad-compass tune with convex first line (see also Ne 18a-d)

The area of Mangkistaw is dominated by tunes that use the minor third, and
apart from the do termes, there is a single homogeneous tune class among other tunes
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ending on do. In this class the 11-syllabic two-line tunes have convex lines and the
first line plots the often-seen h3-6/7/8-4/5 arch. The beginning of line two is at the
height of line one, but from bar two the second line progresses a note or two lower, in
parallel motion. These tunes display strong similarities with the above tunes employ-
ing the minor third, often only deviating from them in the closing bar (exs. 22-23 and
Ne 19a-c). In Ne 19d two two-lined tunes are combined just as previously shown for
tunes ending on /a.

As for illustration, let us see two tunes ending on do and having convex first
lines. Line one of ex. 22 is flatter than that of the tune in ex. 23.
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Example (22) A tune with do final and a first line with medium compass (see also Ne 19a-d)
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Example (23) A tune with do final and a first line with wider compass

The first two lines of some 11-syllabic four-line tunes are identical with the
above two-line tunes, and their second line closes on the 1% degree. Lines 3-4 either
descend to the first degree reciting in a low register or, as in ex. 24, they first climb to
the 4™ or 5" degree and descend from there again (ex. 24 and Ne 20a-c). There is an
undeniable connection between the above two-lined tune and this four-lined tune.
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Example (24) Convex tunes and concatemination (see also Ne 20a-c)
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Hill-and-dale first lines

As will be seen, the hill-and-dale first lines are very popular in the melodic realm
of Mongolian Kazakhs, but such tunes can also be found in Mangkistaw, often
taking the Aj A form. The first line of Ne 21 traces a shallow wave, while ex. 25 and
Ne 22a-d are mutually similar forms with taller hills, ending on do in Ne 22d. Ne 23
only remotely belongs here, on account of its deeper and more varied first line on the
one hand and its refrain closing on the V(!) degree.
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Example (25) Hill-and-dale outline in the first line (see also Ne 21, Ne 22a-d and Ne 23)

Ascending lines

A basically two-line wide compass melody group is characterized by a first line
rising to the main cadence at the 8" degree (ex. 26, Ne 24a and less clearly Ne 24b).
Ne 25 reveals the relationship between this melody pattern with tunes ending on the
5™ degree as their main cadence. That, in turn, is the concatemination of two-line
tunes, the first line of one of which climbs up to the 7" or 8" degree, while the first
line of the other descends onto the 5™ degree.
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Example (26) Tune with a rising line (see also Ne 24a-b and Ne 25)

First line shaped like a tall hill

There have been lament tunes galore with shallow mounds in their lines. Ex. 27,
uniquely, has a hill in its first line but this hill is very high.
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Example (27) Tune whose first line delineates a tall high

Picture (10) Buried settlement on the edge of the desert (Mangkistaw)
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Unique but apparently authentic tunes

The collected material includes several unique and hard-to-categorize tunes which
appear authentic all the same. It is always instructive to study unique melodies as
their uniqueness throws the features of typical tunes into even deeper relief. Let us
see a few such individual tunes to determine how they deviate from the majority of
the Mangkistaw tunes.

Unique tunes ending on la
As frequent as the parallelism at the second is, so rare is the parallel line at a third of

fifth. I can only show two tunes with a structure that faintly resemble fifth shifting.
Ex. 28 outlines an A3*A form, ex. 29 an AJASBA+Refi: pattern (see also Ne 26).
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Example (28) Tune with third and fourth shifting (see also Ne 26)

0 e o FAF I — o ﬁ il o
A o @ ) E— — f . f i' I i "
W% i I —
Py - } b=
Jil-ki - §i-min e-lim - nin men de-ri - men, ay,
A N - | — 1 | ® i I i e
W%—u—% |
Al-tin  jul - diz ay-ga - gi en - be-gim - nin.
H| !/‘# -
#h i . i I — 4
\Q)u — E o e — = i
Ar t6-be - de  kop jil - ki kég al-an -  ba,
n | N [r—

QL

Y —
#h’? —® . A i " |

A\\SV | — 1 | — — | |
Mol - di-re-gen ko - gil -dir kol - de-ri - nin.

174



o e e e S e
25 B R — I — f f I ! i — !
B — | —= e e =
Kiil - te - len-gen  ja - Ii war, Jel-den jiy-rik ja - ni - war,
S P e ? e o o) A
e
 =— i E—— — ] i
A\\SV — I — — —— I
By — —
Sen” ay bak-kan a - dam-nin, En - be-gi-nin ba - glay bar

Example (29) Tune with fourth and fifth shifting

We recorded the recitative Ne 27a-b tunes in the performance of a horseherd
living at a nomadic camp. What renders them unique is the first line rising to the 6%
degree. The individuality of Ne 28 lies in the gradual descent over eight lines. Ne 29
consists of three gradually lower convex lines, its form being a*a®a.

Unique tunes ending on do and so

We have already met with a tune class with do final, so let us now take a look at other
apparently authentic tunes ending on do some of whose features separate them from
the rest.

In addition to the seemingly most prevalent lament form, one may come across
individual laments of bride’s farewell songs. An old woman of 90, apparently a reli-
able informant, sang a bride’s farewell that was very much like the laments I had
collected in Anatolia, moving downward on the (s0)-mi-re-do core with lines ending
on re and do. It was the only Kazakh lamenting tune that displayed some similarity
to Anatolian and Hungarian laments (ex. 30).
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Example (30) Kazakh lamenting tune with mi-re-do centre

The bride’s farewell was sung by 90-year-old Aunt Biyni§ when she was mar-
ried off at the age of sixteen, in return for some cattle. Now, it is an extinct custom
for brides to take leave of the parental tent and relatives with a bride’s farewell song
before moving to the husband’s settlement. The doorpost (bosaga), the side of the
wooden frame of the yurt door, symbolizes the girl’s home. The trousseau (jasagan)
consists of woven goods that the bride takes to her new home in a chest (kebeje).
The central spot in the tent (#57) is beyond the hearth opposite the door. The head
of the family sits there or the most honoured guest. The text confirms that the girl
was thought very highly of. It is noteworthy that the prayer thanking for donations
and incorporated in the Islamic customs, also moves on the mi-re-do trichord, most

specimens closing off on re (ex. 31).
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Example (31) Prayer centering on mi-re-do trichord

I am only listing the remaining individual tunes with cadential do, with

brief remarks. Ne 30 is a non-strophic bride's farewell tune of unique scale, with the
second half being in twin-bar structure. Ne 31 is a unique tune with inner cadences
on 8-4-b3. Ne 32 is a wedding jar-jar song in 4x2 lines, which is generally not sung
in Mangkistaw, but is known at other places of Kazakhstan. As will be seen when the
Kazakh tunes collected in Mongolia are analyzed, it has some Hungarian references
as well. Ne 33a-b and ex. 32 are characterized by a compass from b3 to b10™ and a
main cadence on the b10™ degree. Ne 34 is a uniquely disjunct one-line tune, it leaps
downward an octave and a fifth, but eventually closes on mi.
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Example (32) Unique eventful tune of a large compass (see also Ne 30-34).

Most Mixolydian tunes are art songs with a few terme tunes. There are only
three tunes ending on so whose melodic progression and construction allow them to
be seen as authentic: they include ex. 33 with a dale-and-hill beginning and Ne 35a-b
whose first lines trace a shallow mound.
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Example (33) A unique horseherd’s tune ending on so (see also Ne 35a-b)

Another unique mixolydian tune is Ne 36, a Kara koz ‘black eye’ tune with
AB+Refr: structure. This tune is pulled down to so by the refrain. Ne 37 is built of a
single motif before closing on so.

Tunes of other nations

Turkmen families have also remained in the studied area. We visited some and

recorded six tunes. Ex. 34 presents one analogy of which were also collected among
Turkmens in Anatolia.??
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Example (34) Turkmen tune

Our friend Amandik sang an Azeri tune which he had learnt as a child in Turk-
menistan. The 6/8 pulsation of the tune and its melodic contour resemble the Azeri
folksongs published in collections (ex. 35).3
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Example (35) Azeri tune
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We heard a Tatar tune from the hostess of a Turkmen family we visited.
Her mother was of Tatar origin, purchased by a Turkmen man in Astrakhan for
sheep at the beginning of the century. The singer learnt the song from her mother.
This descending pentatonic tune of a wide compass is strikingly different from the
Mangkistaw tunes and aptly shows how widely different the tunes of different Turkic
peoples can be.
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Example (36) Tatar tune

Having got acquainted with southwestern Kazakh folk music, let us now return
to the overriding question. What similarities can be demonstrated between the Mang-
kistaw folk music and the music of Kazakhs living in Mongolia some 3000 km or
more away from here? To answer this question, first we must get acquainted with the
music of Mongolian Kazakhs.
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TYPES OF MONGOLIAN KAZAKH TUNES

As the collecting trip in August 1997 revealed, similar musical styles predominate
the folk music of Kazakhs in the small mining village of Nalayh next to Ulan Bator
and the Bayan Olgiy province in west Mongolia alike. That is no surprise, since the
overwhelming majority of the Kazakh inhabitants of Nalayh derived from Bayan
Olgiy. Apart from the Mongolian Kazakh tunes I have registered, I have also studied
several hundred Bayan Olgiy tunes collected and published by local ethnomusicolo-
gists, so as to place my conclusions on firmer grounds. There is however an area
which can only be illustrated by tunes from our own collection: the laments.

I am going to embark on the individual musical components (scale, gamut,
forms, etc.) when comparing the music of the two areas. Here, [ am only summariz-
ing the main conclusions.

The folkmusic of Mongolian Kazakhs usually move along an anhemitonic pen-
tatonic scale of la-so-(fa)-mi-re-do, although diatonic notes may also occur in less
significant roles. Most frequent forms include two musical ideas or cores (AB, A(A,
AA), and the repetition of bars is not infrequent. An overall form divided into four
equivalent parts is rare, but some rudimentary four-line forms may arise in song of
A ARefi-A or ABRefi:B structure.

As for thythm, parlando, rubato and 2/4 giusto tunes are predominant. The
most typical syllable number is seven (4|3), eight (3]2|3) and eleven (3|4|4). The
shape of the first line is most frequently convex, concave or hill-and-dale like, and
an undulating up-and-down movement may also be found.

A part of the few so-pentatonic tunes have two parts, but similarly to do-penta-
tonic tunes, the extension of the lines with refrains also occurs. The compass is usu-
ally VII-7/8, but unlike the do-pentatonic tunes, no drive into higher registers can be
verified, which is in concord with the prevalent range of an octave or less in the area.

The above said also applies to the structure of /a-pentatonic tunes. Their com-
pass is almost exclusively 1-7/8 and as an upper grace note, #i’ may occur at places,
stretching the gamut from 1 to 9. I discuss the so- and /a-ending tunes that constitute
few types together with the majority do-pentatonic melodies. When I speak about
a significant type, it normally constitutes some 5% of the material, less significant
types have a 2-3% share of the material.

On the basis of the melody contour of the first line, the following major tune
groups can be differentiated:

a) descending ‘melodious’ tunes (including, hill, hill-and-dale, dale)
b) tunes jumping on tri- or tetrachord notes
c) other tunes

Let us take a closer look at each of these groups.
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Descending first lines — laments

Very few tunes with descending first lines have so far been recorded by Kazakh
scholars, but they have no laments in their collections. This descending melody line

characterizes laments.

There are fifteen laments and bride’s farewell songs in our collection, each
with a so-mi-re-Do scale, thirteen of them descending. The basic form of descend-
ing laments is apparently the single-core descending tune in each of its line, ending
on do. A typical example can be seen in ex. 37. Further illustrative material can be

found in the appended collection of tunes (BNe 1a-b).%
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Example (37) Basic form of Mongolian Kazakh lament (see also BNe 1a-b)

It is also frequent to have two descending lines constituting the lament, the
second always moving lower. Within this melodic formula, the end of the first line
sometimes jumps to the 4" or 5™ degree, as in ex. 38 and BNe 2a-b. I only included
here the BNe 3a-d wedding jar-jar tunes because they have a small compass and their

lines end jumping onto the 5 degree.
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Example (38) Lament with high-jumping cadence (see also BNe 2a-b, BNe 3a-d)
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Some laments carry out the descent from so to do in two steps. Their first lines
float between so and mi, while the second descends from mi to do. Ex. 39 shows an
excerpt from variative, lively performance of such a bride’s farewell tune. A simi-
larly constructed tune is the bride’s lament BNe 4.
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Example (39) Two-line Mongolian Kazakh lament (see also BNe 4)

Among the laments with their first lines in a high register throughout, notewor-
thy are two four-line tunes descending from so, characterized by the cadential 7-h3-4
notes. The lullaby in ex. 40 was recorded in Nalayh, the bet-asar BNe 5a-b and the
lament Ne 5S¢ were collected in Bayan Olgiy. While the tempo of the lullaby is giusto,
the BNe 5a bet-asar of a similar musical construction is performed parlando-rubato.
Tunes of similar musical structure can be found among old-style Hungarian, Anatol-
ian and Mangkistaw tunes with the difference that the latter close on /a.
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Lullaby with cadential 7-h3-4 (see also BNe 5a-c)

It may rarely occur that the end of a tune is given an additional, textless decline.
Such an extension is heard at the end of a lament in which the tune is followed
by sobbing on quasi musical notes, on so or /a. This recording was made during a
real lamentation on the death of someone, and the text could not be made out subse-
quently (ex. 41).
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Example (41) Lamentation in Nalayh
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‘Melodious’ first lines

So far, laments containing descending lines were discussed. It is high time to turn
to the most typical melody forms of Kazakh folk music. Their first lines have a
hilly, wavy or vale-like form and are often constructed motivically. Most ‘melodi-
ous’ tunes belong to kara oley ‘simple songs’ and only exceptionally can one find
laments or so-called comforting songs among them. Let us take a look at the main
types one by one, according to the shape of their first lines.

Convex first line
The first important type of this group has its convex line end on so: (so)-do-mi/so-

mi-do-so. Ex. 42 is a pentatonic tune I collected. The name of the song is Marka-gél
or ‘Lake Marka’.
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Example (42) Hill-shaped first line ending on so

In another type, the first line traces (so)-do-mi-so’/la’-mi-do, which may at
times be followed by a smaller mound. The form of the tune is AB, and although their
first line rises higher than in the previous type, the melodic arch renders them similar
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in character. Similarity is further reinforced by the end and beginning of the hilly
shape being ‘at the same’ pitch. In this pentatonic style, do is replaced by equivalent
lower so, hence the do-so, difference between the first and last notes is insignificant.
Ex. 43 presents a Mongolian Kazakh folksong that precisely represents the above-
described form. In my collection, there is a large group belonging here (BNe 6a-g).
There are some that begin on so and others on do, most of them being simple folk-
songs or less frequently jubatiw ‘comforting songs’ or laments. As will be seen,
these tunes resemble in many regards their undulating counterparts with the differ-
ence that their first line does not turn up to the 7" degree but remains on b3™. Simi-
larly constructed songs ending on so also constitute a distinct type in the stock of
Mongolian Kazakh folksongs.
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Example (43) Convex first line (see also BNe 6a-g)

The motion of the convex first line of the third type is do-re-do-so’-mi-re/do.
They are typically differentiated by the mid-line do-so’ leap after a low beginning.
The first line closes on the 5™ or h3™ degree (ex. 44a). The tune in ex. 44b realize the
same idea of melody construction with a rarer main cadence on the 4™, Tunes ending
on do normally close on the 7" or h3™ degrees.
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Example (44) Two songs with an upward leap in mid-line

The fourth, and last type has its convex first line in a higher register: so’-la’-do’
-la’-so’. The second line either forms a mound itself (ex. 45a) or descends (ex. 45b).
On and off a partial or accidental fifth or fourth shift between the two lines may take
place, as in ex. 45b, also marking the transition to the undulating wave form. It is
worth noting that the first lines of the religious song jarapazan also move like that.
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Example (45) Tunes with a convex first line in high register

First line tracing a hill and dale

The motion of the first type in the group of tunes with hill-and-dale first lines is:
(so0)-do-mi-so’-mi-re-do-mi-so’. This is the most numerous Mongolian Kazakh tune
group, the form apparently playing a central role among Mongolian Kazakh tunes.
More than one fifth of the studied tunes belong here. If a single typical Mongolian
Kazakh tune were to be picked as a typical tune of the ethnicity, I would certainly
select one from among these. A somewhat larger wave, do-mi-la’-mi-re-do-mi-la’ as
well as tunes that arrive at the wave from the lower so, may also be subsumed here.
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The A*A form is frequent, with AB form also occuring, while extension with a
refrain is rare. The central form is probably the wave starting low on so (ex. 46a) or
do (ex. 46b), with numberless variants.
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Example (46) First lines with a hill-and-dale outline from Bayan Olgiy

In addition, there are simple shallower waves (ex. 47a). A form extended with
a small refrain at the end is not rare (ex. 47b-c),*° the wave which is not so deep in
the end of the first line (ex. 47d-e), nor is a wave ending on tune /a’ instead of so’
(ex. 47f), or, for that matter, tunes ending on so or /a. In our collection, BNe 7a
belongs to ex. 47b-c, BNe 7b to ex. 47¢. BNe 7¢c may also be listed here, with an
extension of the line after the wave.
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Example (47) Tunes with a hill-and-dale in the first line (see also BNe 7a-c)

The next type displays strong similarities with the previous one of smaller
compass. The melody outline of the first line is so’-do’-so’-mi-so’-do’. A*ARefi: A and
AXA forms are also frequent (ex. 48a-b).
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Example (48) Mongolian Kazakh tunes with a wave in a high register in their first line

The so-ending tunes of ex. 49 have a striking similarity with the /a-ending
tunes of ex. 47. Later parallel melodies will be shown, too. It underscores the impor-
tance of the hill-and-dale form that it not only occurs but is also strongly represented
among tunes with cadential do, so and — as will be seen soon — /a.
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Example (49) So-pentatonic tunes with a hill-and-dale first line
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The largest /a-ending tune group is characterized by the hill-and-dale first line
turning up to the 7™ degree as was so decisive with the do- and so-pentatonic group.
Fewer are the tunes turning up from so (ex. 50a) and more are those that undulate
between do and /a’ (ex. 50b). There was only a single occurrence found for a tune
with the wavy first line ending on a final 8" (ex. 50c).
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Example (50) La-pentatonic tunes with a hill-and-dale first line

Vale-shaped, concave first lines

Although the discussion here highlights the shape of a vale in the first line, it will be
immediately seen that apart from the launching of the line, the tunes are highly simi-
lar to the hill-and-dale first lines, although here the cadential 8" is more frequent.
The first line of the first concave type plots so’-mi-re-do-mi-so’-la’. The overall
form is again typically A*A (ex. 51a-b) and A*ARefi-A. Ex. 51¢ outlines a melody
contour like that, although it could also be taken for the extreme case of the hill-and-
dale group. Remember that BNe 2a-c also had a concave first line which were laments
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and there the concave line was caused by a basically descending first line caden-
tially rising to the 5" degree. That was why they were discussed with the descending
laments.
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Example (51) Mongolian Kazakh tunes with a concave first line

There are only a few melodies with high and dale-like first line. The first line
of these melodies usually starts and ends on the 11% or 12" degrees. One example is
ex. 52 with a form ABRefr.C.
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Example (52) Mongolian Kazakh tune with a high first line

Dale-and-hill first lines

Among the melodious tunes, those with a dale-and-hill first line also need men-
tioning. The tune of the example is /a-pentatonic, whereas this tonality is relatively
rare among Mongolian Kazakhs. Two specimens of the la’-mi-re-mi-la’-mi la-pen-
tatonic tunes of the dale-and-hill type are included in our collection, one of them
shown below (ex. 53).
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Example (53) Dale-and-hill first lines

There is another /a-pentatonic tune type with dale-and-hill first line, character-
ized by a steep rise to the 8" degree after a slight descent in the first line (ex. 54).
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Example (54) Dale-and-hill shaped first lines

The rest of the /a-pentatonic tunes cannot be ranged with any of the above

types or tune groups. There are only two /a-pentatonic tunes in our
with a jumpy first line and BNe 10 with a deep vale in the first line.

<

collection, BNe 9

Picture (12) Relatives praying in the yurt on the first anniversary of the death
of our Kazakh assistant, Babakumar’s father (Bayan Olgiy)
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First lines hopping on a tri- or tetrachord

After the descending and undulating, melodious forms, let us now see some more

hectic melodic solutions. The first line again conceals twin bars.

The first type has a first line hopping on the notes re-mi-so’-la’, ending on so’ or
la’. Motifs often recur even within a line. In the simplest form, the first line oscillates
on two notes (ex. 55a), but this is rare in Mongolian Kazakh folk music. Melodic
motion along a tri- or tetrachord, as in the first line of ex. 55b is far more frequent.
The form of this tune in ‘kolomeika’ rhythm is A*ARef:A, with a*a bar structure in

the first line.

In our own collection, ex. 55c clearly belongs here, and apart from its do-final
it adjusts to a fifth-shifting pattern. The short-lines of BNe 4 lament are also of this

character, but we ranged them with laments.
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Example (55) Mongolian Kazakh songs with first lines
jumping about in a high register (see also BNe 4)

There is a noteworthy series of tunes whose members are united by the mi-so’-
la’-so’ progression of the first line, the tripodal structure and the four-line construc-
tion as well as the cadential 7-b3-4 degrees (BNe 8a-¢). This melody pattern is pre-
dominant both in quantity and the number of variants. It is illuminating to see how a
melody idea takes various shapes while remaining essentially the same, e.g. in giusto
BNe 8a-d and the lamenting BNe Sa-d. These songs all share a first line moving around
the pitch of the 7" degree and closing there, and a second line descending from the
7% to the h3™ degree (ex. 56). Line three — as usual with four-line tunes — is widely
varied, while the closing line ends on the 3™ degree or do note, after touching on a
few adjacent notes. Despite its higher cadences, BNe 8d is similar in nature. BNe 8e is
also subsumed here for its similar melodic progression, although not only the caden-
tial notes deviate but the 11-syllable line changes from 4|4|3 subdivision to 4|3|4.
You will remember that the same 7-b3-4 cadential sequence and ABCB form was
characteristic of some small-size basically descending lament tunes (BNe 5b-c). The
genres are most diverse, including kara oley, jarapazan religious song, song of
advice, lament, bet-asar, lullaby and bride’s farewell song.
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Example (56) Song with cadential 7-b3-4 (see also BNe 5a-c, BNe 8a-¢)

Typical of the second type is the first line jumping on so’-la’~(ti’)-do’ tetra-
chord. Motivic repetition and the AjARefi: A form are also frequent. In some cases the
first line of aa or, conceived differently, aba motivic structure ends on # (ex. 57).
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Example (57) First line jumping about on the notes so’-la’-(ti’)-do’

The third type has a first, not always pentatonic line that moves up and down
on do-re-mi-(fa)-so’ notes. Apart from tunes with hesitant first lines, this group also
includes lines with aba and a,a motivic structure (ex. 58a-b). Another, relatively
large and non-pentatonic group only uses the notes re-mi-fa-so’ (ex. 58¢). Similarly
hesitant progression characterizes BNe 11.
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Example (58) First line oscillating on notes do-re-mi-(fa)-so’

There is a group among tunes with a first line hopping about on a tri- or tet-
rachord and ending on so, whose first line built of twin bars is characterized by a
mid-line rest on so” after do-re-mi and re-mi-fa waves and by a line-ending mi after
similar melodic progression to the first half (ex. 59a-b). It is not hard to find analo-
gies with the ex. 58 tunes ending on do.
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Example (59) First lines undulating on do-re-mi-so and re-mi-fa-so tetrachords

Picture (13) Kenesar singing (Nalayh)

Unique tunes

ly authentic.

Let me finally list some individual Mongolian Kazakh tunes that deserve attention
for some reason. The regular pentatonic jar-jar wedding song always ending on do
has a unique variant, shown in ex. 60a, as it only has three lines and besides, the
central note of the second line is fa. Ex. 60b displays an ab | ab + ¢ twin-bar structure,
which is unique yet apparent
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Example (60) Unique Mongolian Kazakh tunes

Ex. 61 with a brief ascending first line and a replying brief descent also seems
authentic yet unique. This melody construction can be found in our collection in the
second half of a lullaby (BNe 12) and a bride’s farewell (BNe 13).
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Bo - ta kO -zim e - kew, ay.

Example (61) Unique starting ascent
Also rare is the tune with aa bar structure and oscillating # -la’-so’-mi notes
(ex. 62). This is, however, one of the tunes that reminds of certain melodies of the

Hungarian melodies with its 5-b3-b3 cadences despite the do final.
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Kel - be-ti kal-ka - tay - din tuw-gan, ay - day, ay.

Example (62) Unique Mongolian Kazakh tune

There are individual religious jarapazan tunes as well (ex. 63a-b).3” Other tunes
belonging to the traditional genres are the New Year’s congratulatory songs (like
carols), performed during the spring New Year’s holiday nawriz, which is widely
celebrated by the peoples of Central Asia and the Near East.*® Bedik can be cited
among the old Kazakh curing ceremonies. We have not recorded any of the latter.
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Si-ri-kin, ay, jo - li-ga-tin,

Example (63) Unique jarapazan tunes

Fourth- and fifth-shifting

As has been seen, it is not typical of Mongolian Kazakh tunes to be constructed with
a definite fifth- or fourth-shift. In some cases, however, such parallelisms between
lines can be noted, although these do not coalesce into separate types (ex. 64).
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Example (64) Mongolian Kazakh fourth- and fifth-shifting tune

The rest of the do-pentatonic tunes amounting to some 5% cannot be ranged
with the above classes. Most of them have very large compasses. The rest of the so-
or la-ending and the very few re-ending tunes do not allow for groups to be defined.
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Picture (14) Light filtering through the top of the yurt (Mangkistaw)
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COMPARING THE MUSIC OF THE TWO KAZAKH AREAS

Having got acquainted with the folk music of the two Kazakh regions, let us now
compare the music of Mangkistaw in southwest Kazakhstan with that of Bayan
Olgiy and Nalayh in Mongolia far apart.

Comparison is made in two steps. First the overall musical characteristics, such
as scales, compasses, forms, rhythms, cadences, syllable numbers, melody contours
are compared. This is followed by a more complex comparison of tune types in the
course of which the possible Anatolian and Hungarian analogies are also referred to.

General musical features

Scalar basis

Narrow scales with a range of a sixth or less predominate in lots of Kazakh songs,
such as ceremonial songs. In developed strophic songs the scale and the melody
reach the compass of an octave or ninth above the lower tonic. In individual cases
even wider ranges are used. There is a decided preference for the range of an octave
and adjacent ranges of a seventh or ninth.>

To judge by Zataevich’s data,** pentatonicism is regionally distributed over the
vast area of Kazakhstan, most concentrated in the Eastern area. One should not over-
look the influence of such neighbouring, pentatonically oriented music cultures as
those of the Tatars, Bashkirs and Mongols in discussing Kazakh pentatonicism.

The main difference between the scales of the two studied areas is this: while
in the folk music of the Mongolian Kazakhs the scale is mostly the anhemitonic do-
pentatonic (la’)-so’-mi-re-do, in Mangkistaw the diatonic la’-so’-(fa)-mi-re-do-ti-la
scale with a minor third is preponderant. At the same time, in Mangkistaw tunes
of a wider range (1-7/8) the 6" degree may be missing or inserted in unaccented
places, which lends the tunes a somewhat pentatonic flavour. In Bayan Olgiy, on the
other side, the notes # and fa may occur in less accented places such as ornaments
or unstressed beats. In the two areas we have only found a few authentic mixolydian
melodies.

The compass of the tunes of both areas ending on do is mostly VII-7/8 or
b3-7/8, but here the difference between the two tone sets is fixed in the so,-do and
do-so, leap, respectively. It generally applies that the highest note of the archaic
tunes of the two Kazakh areas is the 7" or 8 degree, irrespective of the closing
note.*! This also means that the range of the do-ending tunes is usually smaller than
the compass of the tunes ending on /a or so, which is usually an octave or seventh.

In some cases chromatic scales appear. In minor scales chromatization occurs
on three degrees. In cadences the lowering of the second degree can be met with
(Aeolian—Phrygian). The sixth degree is sometimes unstable too (Dorian—Aeolian).
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Both phenomena can be seen in Anatolia, too. The chromatization of the third
degree of an acolian scale is rare in Anatolia, but can often be encountered in Kazakh
folk music.

a) b)
ollr)l.P Py I — |
fr——F—TF e <
& — s

Figure (6) Most typical scales and compasses a) in Bayan Olgiy, b) in Mangkistaw

Forms

The tunes comprising a single (A) or three different (ABC) lines are very rare in
Kazakh areas, and unlike in Anatolia, the A A and A A forms are not too frequent,
either. What numbers high in both Kazakh areas is the two-line and four-line form
as well as constructions derived from them.

As regards two-line forms, the most frequent basic formula is AB, in which
each musical line occurs once. Via the unchanged or varied repetition of these two
lines, a variety of subsidiary forms come about, such as AAB, AAAB, ABB, ABBB,
etc. It is also frequent that in the course of a song, the A and B cores occur in different
grouping, ¢.g. AAB|AB, AB|JABB, AAAB,B, etc. This is also a characteristic feature in
Anatolia but rare in Hungarian folk music — the latter apparently preferring the more
regular four-line structure, at least over the recent decades.

Of course, regular forms divided into four equal parts also occur in Kazakh folk
music. Most frequent are the four different lines (ABCF'), but these narrow-compass
lines are not too characteristic, often coming stepwise lower. > Many four-line tunes
have repeated lines, producing forms like AABC, ABAC, ABCC, ABBC, etc.

The purely twin-bar construction is rare, although in refrains and inside lines —
mainly first lines — bar repetitions are popular. In the most typical cases of these, the
first lines define the aa, aia or aba bar structures.

Whenever in tunes of A A or A A line structure the motifs of the first line occur
again in the second, the tune is practically built of a single twin bar. Let me illustrate
it with the tunes of A A structure in ex. 67, of which ex. 67a-b have aa| ab bar struc-
ture, ex. 67d has aba | abc pattern.

What is more, even ostensibly four-line tunes can be built of a single pair of
bars. An example is ex. 67e, whose line formula is AjARef#:A and whole bar scheme
is aja|ab |xx | apb. Such and suchlike motific construction is more typical of penta-
tonicism. It is not surprising therefore that while in some Hungarian styles of penta-
tonic character there is a multitude of such songs, in Mangkistaw and Anatolia they
can hardly be traced.

Refrains

In laments, lullabies and usually in the simplest small-compass tunes there are no
refrains, while in more recently developed styles they are frequent. A simple form
of refrain is the closing line repeated with slight modifications. The short few-bar
formula is also frequently added to the end of the last line of the tune.
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Refrains may attain great length, and can then constitute whole strophes. Four-
line refrains may be added to the ‘psalmodic’ songs, kara dn, religious jarapazan or
to the ferme tunes. Terme tunes are usually closed off by a one- or two-line descent
at slowed down tempo, begun around so” when the final note was do and around mi
when the song ended on /a.

Most refrains close on the same note as the tune proper. Let me finally remark
that many tunes have ABRef:B or AjARefi:A structures, in which the refrain-lines
normally constitute two identical bars or a twin bar.

Some tunes are introduced by opening calls. The opening calls in Kazakh songs
consist of long, loud so, mi or do tones sung to a short exclamation. It is not infre-
quent to have this note preceded by a short upward glide or followed by a downward
glide. These calls seem to call the listeners’ attention to the beginning of the song, as
happens in Anatolia and in many other countries, too.

Rhythm

In both Kazakh areas the 2/4 giusto rthythm is predominant in every syllable structure
heard in about half the tunes. Rarer is the melody built of 2/4 and 3/4 bars. The rest
of the tunes are in parlando or more freely treated rhythm, and some are performed
rubato, with the stressed elongation of some notes. Asymmetric rhythms can almost
exclusively be met with in religious songs; they sporadically also occur in Hungarian
areas, too.

Cadences

In some musical styles the line-ending notes are highly informative, while in others
—e.g. in agile pentatonic tunes — they reveal little. In Mangkistaw, there are saliently
many main cadences on the b3™ degree, followed by the 1%, 2" and 5" degrees. The
4™ and 8 degrees are rare as main cadences, the rest hardly occuring at all. In Bayan
Olgiy the do-pentatonic scales predominate, which also implies that the closing note
of the tune is at the same time its lowest, thus it is not surprising that the 1% and
b2"d main cadences are missing. The main cadential degrees are h3™, 5™ 7%, 4% and
8th: the 7™ degree that hardly occurs as the main cadence in the other area plays a
significant role here, so much so that the main close of one of the most important
homogeneous Mongolian Kazakh tune group is the 7" degree.

Melody contours

Apart from the descending laments, the first lines of the tunes in Bayan Olgiy are
convex, concave or hill-and-dale shaped. Apart from these, some more restless up-
and-down moving melody lines of various character, the lines reciting on a few adja-
cent tones and others jumping about on several notes are also frequent. Although the
second half of the Mongolian Kazakh tunes are deeper than the first, only rarely can
parallelisms be demonstrated between the lines, let alone fourth- or fifth-shifting.

In Mangkistaw, the most typical contour of the first line of /a-ending tunes is
convex, it being flatter in laments, psalmodic tunes and some narrow-range tunes.
The two-line la-pentatonic tunes of a wider compass and even the only major do-
ending tune group also have a hill-shaped first line. So it seems that it is the convex
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curve traced by the Mangkistaw melodies that render them so homogeneous. There
are few tunes here with a definitely descending or ascending first line, or outlining a
hill-and-dale curve. The rest of the melodious forms are missing. This feature differ-
entiates this set of tunes markedly from the diversity of Mongolian Kazakh tunes.

For the sake of comparison, it should be noted that in Anatolia, the preponder-
ant melody progression is descent within each line. The same applies to some old
Hungarian styles, but the pentatonic strata of Hungarian folk music resemble the
Bayan Olgiy region in the richness of their melody outlines.

After the general properties, let us try to compare the tune types of the two
Kazakh areas on the basis of the melody contours, mainly that of the first line.
Although the shape of a melody line cannot always be registered precisely, it seems
that with these simple two-core tunes of an octave or less in compass it is the melody
shape of the first line that helps best demonstrate the contacts and relations between
the tunes. Of course, the register of the line is also to be taken into account. As each
tune group was analyzed in detail in the previous chapters, let us now recall their
fundamental traits only.

As laments are of signal importance, they are to be discussed first. They will be
followed by melodious tune progressions, that is, songs whose first lines trace a hill,
a vale of a wave. Finally, tunes with more animated, oscillating first lines will be the
subject of comparison.

A

Picture (15) Prayer to the saint in the cemetery of AksSukir (Mangkistaw)
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Lament tunes

The custom of lamentation over a dead person is alive in both Kazakh areas. The
descending line of Mongolian Kazakh laments are unique in an area of melodious
tunes, while the Mangkistaw laments of shallow mounds in their first lines fit in well
with the rest of the melodies there. The laments of the two areas have both similar
and dissimilar features.

In the central form of Mangkistaw laments, a so-la-so-(fa)-mi first line is fol-
lowed by a lower mi-fa-so-fa-mi-re second line (ex. 65a).* In the Bayan Olgiy area
the main lament motif is the so-mi-re-do descent followed by a smaller mi-re-do
descent (ex. 65b). The common structural feature in the laments of the two areas
is the short, eight-syllable lines divided 3|2|3 as well as the existence of a one-line
lament which is identical with the first line of the two-line lament.

Is there any connection between the Kazakh laments and the mutually highly
similar Anatolian and Hungarian laments? The simplest Anatolian lament descends to
do on the notes so-(fa)-mi-re-do, just like the Kazakh laments in Mongolia (ex. 65¢).
The central form of the Anatolian and Hungarian laments also most often descends
on the so-(fa)-mi-re-do notes, with two different lines, as one ends on re, the other
on do (ex. 65d). I have only found a single Kazakh lament like that — and that in
Mangkistaw, too, where the other lament structure is predominant (ex. 65¢).
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Example (65)

a) A lament from Mangkistaw with line-ending re and do (ex. 6)
b) descending Mongolian Kazakh lament with cadential do (ex. 37)
¢) one-line Anatolian lament closing on do (Sipos 1994: No 22)
d) two-line Anatolian lament with cadential re and do (Sipos 1994: Ne 41)
e) a Mangkistaw lament with cadences on re and do (ex. 30)

As has been seen, the first line of the Mangkistaw laments may end, besides the

most frequent 2™ degree (mi), on b3™, 4% or 5™ degrees (/a, so, fa), whereas the first
line of the two-line Mongolian Kazakh laments may only stop cadentially on the 5%
degree apart from do. In ex. 66a I show a Mangkistaw lament with a first line ending
on mi and in ex. 66b a Mongolian Kazakh lament with the first line ending on mi
note. It is not infrequent in Anatolia that the first line stops on mi (ex. 66¢).

Despite the narrow range, the involvement of two musical ideas and the

identity of the line-ending notes, there are great differences between the Kazakh
laments of the two areas. As against the convex tune line of the Mangkistaw laments
ending on /a, the Mongolian Kazakh tune of pentatonic character closing on do is
definitely descending. The second lines are even more pronouncedly different. The
character of the first line of the Anatolian lament stagnating on the 5" degree is
utterly different, too.
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Example (66)
a) Mangkistaw lament with main cadence on mi (Ne 12b)
b) Mongolian Kazakh lament with mi close (ex. 38)
¢) Anatolian lament with a mi main close (from the archive of Selcuk University of Konya)

Let us infer some conclusions. The laments of Mangkistaw and those of Ana-
tolia (and Hungary) display structural similarities with their two lines, one progress-
ing directly below the other and closing on notes one below the other. Their tone sets
are, however, different. Although the tone set of the Mongolian Kazakh laments are
similar to that of the Hungarian and Anatolian laments, their structural construction

1s different.

The laments can eventually be schematized as the combination of four motifs
descending one below the other or shaped like a flat mound. These motifs, progress-
ing downwards, are: 1) so-la-so-(fa)-Mi, 2) mi-so-(fa)-mi-Re, 3) so-mi-re-Do or re-

mi-re-Do, 4) re-mi-re-do-Ti. The laments of the studied ethnic units are built from

these motifs as follows: Mangkistaw Kazakh: 1 and 14+2; Mongolian Kazakh: 3,
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Anatolian Turkish and Hungarian: 2, 3 and 2+3. As for laments, thus the Anatolian
and Hungarian are closest to each other, Mongolian Kazakh laments also coming
close, while the laments in Mangkistaw being different.

Picture (16) Tilew singing and playing the dombira (Nalayh)

212



‘Melodious’ melody progressions

In both areas, the lines of several tunes display definitely ‘melodious’ forms, mean-
ing that the melody contour of their first lines is a distinct mound, or vale or hill-
and-vale form. Such forms evolve when in one direction more than two steps are
taken followed by a change in direction. When an ascending or descending line is
established, a single step in the opposite direction can be ignored, since one tone
in countermotion normally does not change the direction of the progress. One line
contains maximum two units (hill, vale, descent, ascent). In these melody arches one
can often discern repetitive or varied motivic bar structure such as a wave-line being
constituted by aba bars.

Before embarking on the Kazakh areas, let us recall that in Anatolian and Hun-
garian folk music the most frequent form is the hill or convex line. At the same time,
while in Anatolian and Hungarian folk music the descending and stagnating lines
have quite a large number, in Kazakh areas one rarely finds their equivalents.

Hill-and-dale

A popular form in Mongolian Kazakh folk music is the undulating hill-and-dale
form. This form cannot only be found in plenitude among the predominant do-pen-
tatonic tunes but also constitutes significant groups among the much rarer /a-pen-
tatonic and sporadic so-pentatonic tunes. Though rarer, the hill-and-dale form also
occurs in the Mangkistaw areas. The following example shows hill-and-dale tunes
of various tonality and structure. The do-pentatonic Mongolian Kazakh tune of
aay | ab structure presented in ex. 67a only deviates from the so- and /a-pentatonic
undulating Mongolian Kazakh tunes in ex. 67b-c in its closing section. A tune from
Mangkistaw (ex. 67d) also traces a la-pentatonic wave; its Mongolian Kazakh do-
pentatonic counterpart is shown in ex. 67e. The latter tune also well illustrates how
a pair of aa* bars can be developed into a Mongolian tune of a complete four-line
A\ ARefr:A structure, or in detail, aa*| ab | xx | aic.
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Example (67)

a) Mongolian Kazakh do-pentatonic tune of aa*| ab structure (ex. 46b)
b) Mongolian Kazakh so-pentatonic tune with aa*|ab structure (ex. 49b)
¢) Mongolian Kazakh la-pentatonic wave (ex. 50b), d) la-pentatonic wave from Mangkistaw
¢) Mongolian Kazakh tune of A*ARefi: A line structure or aya|agh | xx|agb bar structure (ex. 61)

Hill

The hill-shaped first line is strongly represented in southwest Kazakh areas. The
narrow-compass lines of laments also delineate a shallow mound, and a hill appears
in the first lines of the medium-wide and wide-range /a- and do-pentatonic tunes in
Mangkistaw. As against that, the convex first line only occurs among the very rare
la-pentatonic tunes in Mongolian Kazakh folk music, and there it is not frequent,
either. In ex. 68a a Kazakh tune from Mangkistaw, in ex. 68b one from Mongolia are
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shown, both with a convex first line. It is typical that the second line of the Mongo-
lian Kazakh tune quits the peaceful shape of the first line and plunges into vigorous
undulation.

~ .
— A e ——~—— |D$} Q—LF 2 ﬁJ S
L i D} o0 00— D} f 1 —F
_ATF’—P—P\\U - ! i i 1 i =] — —
) [— '
)
S P11 — . = P P . S
A\SV 4 — I f i i 4 o000 ¢ <
Q) q | f v
h)n | . ®
o I ] N
U 1D ~ ! 2,) i i I= ;Z# I= % i
éda — _|_I— : ; i é i i
Al , , i
A\ i i' ) —— |  ; O T4 o e ‘5"
) - === \J_gﬁ J

Example (68) Convex forms: a) Mangkistaw (ex. 20c), b) Bayan Olgiy (Kaz-58)

Dale

Dale-shaped first lines only occur in Mongolian Kazakh folk music, also rarely, and
also seldom in a pure form. Not infrequently they are blurred variants of the frequent
hill-and-dale formula, since apart from the first few tones, they are almost note-for-
note identical with the undulating first lines (ex. 69).
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Example (69) A dale-shaped first line from Bayan Olgiy (ex. 51a)
Ascent

However rarely, distinctly rising first lines appear in both areas. This musical pattern
is not frequent among Turkic peoples. The ascending first line is always followed by
a clearly descending second line. The following example illustrates this, first with a
rather long Mangkistaw tune (ex. 70a) and then with a Mongolian Kazakh melody
built of shorter lines (ex. 70b).
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Example (70) Two melodies with rising first lines

Picture (17)
A gravestone similar to wooden grave markers in Hungary (Mangkistaw)
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Recitative, oscillating melody progression

Lots of tunes move on the notes of bi-, tri- or tetrachords, and this movement is
sometimes without any marked conception while at other times, it creates distinct
motifs. This was seen e.g. in the popular ‘psalmodic’ tunes of Mangkistaw having
the common feature of being recited on the notes of the mi-re-do trichord with an
overall tendency of descending and ending cadentially on 5-3-4. Such tunes can be
found galore in Anatolian and Hungarian folk music. The next example illustrates
this pattern from all three areas. Ex. 71a is a popular Mangkistaw tune, ex. 71b is
an Anatolian wedding tune, and ex. 71c is a fine old-style Hungarian melody. The
similarity between the tunes needs no lengthy explanation.
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Example (71) Psalmodic tunes a) from Mangkistaw (ex. 12),
b) from Anatolia (Sipos 1994, Ne 127), ¢) from Hungary (Kodaly 1976, Ne 176)

Recitative tunes also include a plenitude of terme songs from Mangkistaw
which are constructed of lines recited on one or two notes. A part of them also recite
the notes of the mi-re-do trichord, while some have wider compass. Many examples
can be found in the appended collection Nela-i.

Mongolian Kazakhs also use a type of psalmodic melody construction which
has the first line in a high register before recitation on the mi-re-do trichord. I present
such a Mongolian Kazakh tune as well as similar Anatolian and Hungarian melodies
in ex. 72. Besides the similar melody outlines, the tunes are also bound by the 733
or 7-3-4 cadences, although the Mongolian Kazakh tune ends on do, the Hungarian
and Anatolian ones close on /a.
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Example (72) Psalmodic tunes a) Mongolian Kazakh (BNe 8a),
b) Anatolian (Sipos 1994, No 114), ¢) Hungarian (Kodaly 1976, Ne 133)

Other lines moving along a tri- or tetraton

The first lines of several tunes found in Bayan Olgiy hopped about on a tri- or tetra-
chord notes. It is not recitation based on note repetition we have here but a capricious
up-and-down movement within a certain interval.

The impression of jumping is caused by the pentatonic steps, therefore it is
obviously characteristic of some Hungarian pentatonic layers while rarely occuring
in Anatolian or Mangkistaw tunes. These motions are hard to classify but they are
all within an interval of a fourth or fifth and comprise pentatonic up-and-down steps.
Twin bars within a melody line are not infrequent, or at times, a line may only be
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built from a single bar. It is important to realize that the Mongolian Kazakh religious
tunes as well as the Mangkistaw songs in more recent style are of this structure. The
following example shows two such Mongolian Kazakh tunes. Despite the visible
deviations, the tunes are strongly related on account of their similar motifs.
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Example (73) a) jumping do-pentatonic tune from Bayan Olgiy (ex. 58)
b) jumping so-pentatonic tune from Bayan Olgiy (Kaz-157)

Picture (18) Collecting lament in Aktaw (Mangkistaw)
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SUMMARY

In view of the vastness of Kazakhstan and the complexity of the ethnogenesis of the
Kazakh people, it is not hard to anticipate that a wide variety of musical dialects
can be encountered in areas populated by Kazakhs. Sure enough, while the Kazakh
language is highly unified despite dialectical deviations, great differences in music
have been found.

According to Beliaev (1932) there are three main areas. The songs of southern
Kazakhstan (the Semirechie, Aral region, the banks of the Syr-Darya) are marked
by simplicity of form, regularity of rhythm. In the west (the trans-Ural region and
the Caspian shore) lyricism, with wide melodies, has developed on the one hand,
and terme or recitative forms, on the other. In central Kazakhstan one must mention
a special wealth of melodic means of musical expression, breadth of melody and
complex structure of verse forms.

The typical do- and so-pentatonic tunes of Mongolian Kazakhs are closer to
the pentatonic melody style of Mongols, while the majority of tunes in West Ka-
zakhstan move along the Aeolian scale so much favoured in Hungarian areas. Many
signs indicate that Kazakhs living in China have similar musical styles to Kazakhs in
Mongolia. In the two studied Kazakh areas a tempestuous and complex ethnogenesis
can be discerned, which is presumably to blame for the limited number and homo-
geneity of musical styles. This is sharply in contrast with the extremely varied Ana-
tolian or Hungarian folk music.

As regards laments, highly intricate connections have been found. Some
threads tie the Anatolian laments to Mangkistaw ones, others tie the Mongolian
Kazakh laments to them. There is only a single Mangkistaw lament which displays
identity with the small form of Turkish and Hungarian laments. It is an important
recognition that psa/modic tunes are popular not only in Anatolia and Hungary, but
also in Mangkistaw of the Turkic cultural sphere. Most of the other similarities and
differences derive from the fact that Bayan Olgiy is predominated by the do-penta-
tonic scale while in Mangkistaw the diatonic scale with the minor third is prepon-
derant. Pentatonic scales go together with pentatonic agility, which determines the
character of the tunes. In this regard, the music of Mongolian Kazakhs is similar to
styles of Chinese Mongols, the Volga region and some Hungarian styles, while the
music of Mangkistaw is closer to Anatolia.

It can be presumed on the basis of the above research and the study of avail-
able Azeri, Turkmen and Kirghiz musics, that a major areal deviation can be spot-
ted here transgressing the area populated by Kazakhs. The “upper’ pentatonic zone
stretches from China through Mongolia and Kazakhstan to the Volga region, while
in the south pentatony is found at most in traces, if at all, from Kirghiztan and South
Kazakhstan throught the land of the Turkmens and Azeris to Anatolia.
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The south-western Kazakh folk music has little to do with Chuvash, Tatar,
Bashkir, or again, Mongolian and Chinese tunes of wider compass and usually pen-
tatonic scale. Their music is predominated by modest forms and the relatively free,
unstrophic forms are quite frequent. A closer look, however, has exposed similar
musical solutions governed by identical mentality under widely deviant surfaces.
There is a striking scarcity of giusto tunes, which must be ascribed to the fact that
the Kazakhs do not dance. Anyhow non-dance is a feature of several nomadic Turkic
cultures — Turkmen, Kirghiz, Karakalpak, Kipchak, Uzbek.

At the same time, the music of both studied areas adds some peculiar hues to the
world of folk music. A comparison of Mongolian Kazakh as well as e.g. Mongolian,
Tatar or Hungarian pentatonic tunes would go far beyond the purview of this book. It
suffices to cast a glance at the Tatar tune in ex. 36 to guess the differences. Similarly,
there is a conspicuous beauty in the special realm of south-western Kazakh tunes
which, though diatonic, typically differ from Azeri or Anatolian tunes even in their
small forms.

All this tends to prove the assumption that the time has not yet come to draw
too general conclusions about the musics of Turkic peoples. When, however, one
takes the risk of a more comprehensive vision, minute and meticulous data collec-
tion, analysis and most importantly, comparative research have many an unexpected
finding in store.

The advantages of first-hand collecting are discussed in detail at the beginning
of the book. Let me point out two of its positive consequences. One is the posses-
sion of tape recordings, allowing us to listen to the tunes many times and correct
mistakes. It also enabled us to prepare a CD containing examples of the main melody
types.

Several musical transcriptions were included in the study and several refer-
ences have been made to further examples of each type at the end of the book. These
examples can be perused without reading the study. Before they are touched on,
however, let us get acquainted with Kazakh phonetics and the problems raised by
transcribing Kazakh texts.
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Picture (19) A camel standing in our way (Mangkistaw)
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REFERENCES

From among Central Asian peoples, the ethnomusicological bibliography of the Ka-
zakhs is the largest in addition to the Uzbeks (as against the sporadic publications on
Turkmen, Kirghiz and Tadjik music). Some works on Kazakh music are in Russian,
others in Kazakh, and some in Western languages can also be found.

It applies in general that Kazakh folk music research is predominated by
description as compared to analysis and comparison. Several volumes contain pre-
cisely transcribed tunes, but they are usually not accompanied by precisely docu-
mented data. I have not come across a monographic work or any in-depth study of
the folk music of Kazakhs living in West Kazakhstan or Mongolia. Without aiming
at completeness, I below list some major Kazakh folk music publications.

The first transcription of Kazakh melodies was published in the Aziatiskii
muzykal'nye zhurnal put out by 1. Dobrovol'skii in 1816-1818. Next A. Levchin
gave two sibizgi melodies in his Opisanie kirgiz-kazakhskikh ili kirgiz-kaisakskikh
ord i stepei. A. Pfennig included a series of transcription in his essay O kirgizskih i
sartskih narodnyh pesniah, published in the journal Etnograficheskoe obozrenie of
1889.

The greatest work of the nineteenth century on Kazakh and partly Kirghiz folk
music was A. Einchorn's work: Muzykal'naja fol'kloristika v Uzbekistane (Tashkent)
finished in 1888 and published in 1963. This work represents special research into
Kazakh music with a series of valuable observations and a significant number of
musical examples.

In the 20" century a whole new body of research appeared with transcriptions
of Kazakh folk melodies, such as S. G. Rybakov's essay Liubov' i zhenshchin po
narodnym pesniam inorodtsev in the Russkaia muzykal'naia gazeta of 1901.

Extensive study of Kazakh music culture began only in the Soviet period, as
reflected in the works of A.V. Zataevich (1925 and 1931).

One of the basic manuals for the research of Kazakh folk music is A. V. Zatae-
vich's 1000 pesen kazakhskogo naroda (Moscow 1962), the improved edition of the
1925 publication. The tunes not having texts in the 1925 version were given the
words collected in the interim period and the bibliography was enlarged.

On the basis of material gleaned from fifteen various archives, the publication
of A. Zhanuzakov: Kazakhskaia narodnaia instrumental'naia muzyka (Alma-Ata
1964) offers a valuable overview of Kazakh instrumental music.

In his Pesennaia kul'tura kazakhskogo naroda (Alma-Ata 1966) B. Erzakovich
attempts to give a historical and musical classification of the Kazakh tune types. 83
of his 269 music examples belong to various layers of folk music.

Narodnaia muzyka v Kazakhstane edited by V. Dernova (Alma-Ata 1967) is a
collection of valuable and less important articles, with a bibliography.
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Let me end this brief list with V. Beliaev's Central Asian Music (Middletown
1975).7! In this outstanding work including music examples and analyses the author
touches on the music of Kirghiz, Kazakh, Turkmen, Tadjik and Uzbek people.
Appended to it one finds 60 notated tunes and a bibliography.

Sovettik kazakh muzikasi by M. Ahmetova—B. Erzakovich—A. Zubanov sur-
veys the more recent Kazakh tunes in five chapters (1917-31, 1932-41, 1941-45,
1946-56, 1957-70). 144 tunes are given in notation.

Erzakovich's Antologia kazakhskii narodnikh liubovnikh pesen (Alma-Ata
1994) contains 206 love songs, but the performers were nearly all from the urban
learned strata (opera singers, teachers, actresses, etc.) and a considerable part of the
transcribed tunes raise doubts about their folk origin.

Let me mention two books about the folk music of Mongolian Kazakhs. One is
Mongolia kazaktariniy xalik dnderi (Olgiy 1983), containing 323 Mongolian Kazakh
tunes. The authenticity and the reliability of the published tunes could be checked
via the Mongolian Kazakh tunes we collected and transcribed. Though being one of
the most useful books I have come across during researching the Kazakh folk music
of Mangkistaw, it is almost completely lacking in data about the performers, genres
and collection in general. It contains no analysis of music or text, the songs follow-
ing each other randomly.

The instrumental music of Kazakh in Mongolia's Bayan Olgiy area is the con-
cern of the book Bayan Olgiy kazaktariniy dombira jine sibizgi kiiyleri, which
presents 119 tunes.
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ENDNOTES

Szabolcsi (1934) pp. 71-5

In this zone and even more to west there are other Turkic peoples as well, e.g. the Gagauz
people also belonging to the Oghuz group or the Karaim, Karachay-Balkar, Crimean Tatar,
Kumuk etc. people belonging to the northwestern group of the Kipchak languages. Apart from
that, several European countries include Turkic minorities, e.g. Dobrujan Turks and Tatars or
Bulgarian Turks. In a subsequent phase of research, I should like to involve their folk music in
the comparative research as well.

See also Dobszay (1984) pp. 17-23.

Some most important synthesizing works include: Bartok (1924), Kodaly (1937, 1976),
Szabolcsi (1940) pp. 242-8, Vargyas (1981), Szendrei—Dobszay (1988).

The Romanian collection (1967, 1975) and the Slovakian collection (1959-1970) also appeared
well after his death. Apart from his own collections, he elaborated Parry's Serbo-Croat collec-
tion at the Columbia University in 1941-42.

Bartok Béla (1924). The scale of the tunes is /a-pentatonic, the structure is ABA’B?, that being
similar features shared with fifth-shifting Hungarian pentatonic tunes.

Bartok (1934), In: BOI p. 429

Bartok (1936), In. BOI pp. 841-843

The Etude, February, 1941

Saygun (1976), Conclusions-Introduction p. XXXIV

Szabolcsi (1979) pp. 106-109

Sipos (1998) pp. 1-57

Lach, R. (1926-1952)

He published a study about this topic in 1934 and gathered a group of such tunes for Bicinia
Hungarica IV and Pentatonic Music 111-1V for Hungarian young people learning their musical
vernacular.

One of the most outstanding representatives of this position is Szomjas-Schiffert (1976).
Vikar—Bereczki (1971, 1979, 1999)

Saygun (1976) p. I

Saygun (1976) p. VI

Later on quite a number of such tunes were also found (author's remark).

Saygun (1976) p. XII

Saygun (1976) p. XII

For more details about the results see Sipos (2000).

Mandoky K. I. (1993) p. 30

Mongolia kazaktariniy xalik dnderi, Olgiy 1983

The material was collected by D. Somfai Kara and K. Babakumar in 1996. The account of the
collecting trip was written by D. Somfai Kara.
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This collection was carried out by E. Cséki and D. Somfai Kara in August 1997.

The first is Mangkistaw name, the second is Mongolian Kazakh.

Zhanuzakov (1963), Kazakskaia narodnaia instrumental'naia muzika, Alma-Ata, also in:
Grove, p.415.

Similar Hungarian melody is Dobszay (1988: III(B)/51).

Similar Hungarian melody is Dobszay (1988: I11(G)/160).

Highly revealing is, for example, Ne 12a which shows close ties with the above laments but its
first line outlines a hill and vale on the mi-re-do trichord and the bar scheme is aba. This kind
of structural pattern will often be met with in Kazakh folk music.

Ex. 17 has a Hungarian analogy: Dobszay (1988:111(B)/68).

E.g. Sipos (1994) Ne 138.

E.g. Azerbaidzhanskie narodnie liricheskie pesni, 1965 Moscow.

The tune was put down during real lamentation, when the relative first met the bereaved family
months after the death. At first the two women took turns in singing the lament, then only the
mourning mother sang.

It is instructive to note how closely similar ex. 47b recorded in Bayan Olgiy and ex. 47¢ col-
lected in Nalayh are.

The Kazakhs are nominally Moslems but maintain a considerable faith in shamanism and ani-
mism as well, as do the Kirghiz and Uzbek people and the Tajiks. See Beliaev (1975) p. 122.
The holiday referred to is the New Year of the Persian calendar, nowriz. The spread of the
nowriz celebration among the Kazakhs is indicative of the extent to which most of Central Asia
can at least partially be considered an Iranian-influenced region.

Erzakovich (1955)

Zataevich (1925)

Let us remember the common transposition, i. e. mi-re-do=d-c-b flat (=b3-2-1 degrees).

The same relations can be demonstrated for the lines of five-, six- and even eight-line tunes.

I have transposed higher the southwestern Kazakh lament for comparison's sake.

Sherbet (Ar. Pers. Tk.) a fruit based drink.

Arka designates the northern parts of Kazakhstan.

The leading rein is a long rope tied to the rein by which the horse is led when the horseman sits
on another horse or goes on foot. It is also used for parking a horse.

It was a custom among Kazakhs to hang a rope around a man's neck who had no son and make
a round of the ancestors' graves entreating their spirits to grant him a son.

The training saddle is a wooden saddle with a tall pommel used by the nomads to teach 4-5-
year-old boys to ride. The child held to the pommel and needed no stirrups.

Meaning that they will get into hell after death.

Olgiy is the name of the river that gave its name to the province Bayan Olgiy and its centre
Olgiy. Its classical Mongolian form is Olegei (‘cradle’), in modern Mongolian Olgii, pro-
nounced Olgey by the Kazakhs.

Meaning that although she is to leave for another place, she'd more gladly cling to the doorpost,
that is, stay at home.

The woman sang soy but it is meaningless here. The right form is z0y- ‘have enough to eat’
heard from other performers as well.

The girl took the boy in, putting her bag to be patted instead of herself.
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In Inner Asia, rain-making magic was made with a special stone called jay fas or ‘rain stone’
which was often many-coloured or dotted.

Moslem greeting in Arabic, meaning be welcomed.

Arabic word, meaning ‘in the name of Allah’. Moslems always begin with this word, e.g. upon
arrival, beginning a prayer, etc.

Probably meaning the town of Orenburg by the river Ural, which was the first capital of Ka-
zakhstan. Later the town was attached to Russia and the capital was moved to Almaty.

The reward at contests held when some celebration was staged was usually some animal, a
horse or camel. The castrated dromedary was the best means of transport around Mankistaw, it
was held in high esteem.

Bdlshil must be an incantation surviving from shamanic times. Its meaning is vague, but it is
also said among Altay Kazakhs.

Jaby is a type of Inner Asian horse. It is also spread in Central Asia where, however, the Turk-
menian horse (4khal-teke) was appreciated higher.

A leather loop passing under a horse's tail and buckled to the back of the saddle so that it won't
slip forward when the horse goes downbhill.

He compares his sweetheart Ak Bobek to a cunning fox.

The ambler is a horse that runs in a special way. After trotting it does not break into a gallop but
assumes a gait in which the legs on the same side move together. Such a horse is very comfort-
able, especially to ride on long distances.

Jayik is the old Turkic name of the river Ural used to this day by Turkic peoples. The Russians
named the river for the Ural mountain where it starts upon the order of Tsarin Catherine the
Great.

According to Islamic thought, Huris are virgins entertaining men who get into heaven.

Most probably, meeting designates death here, the encounter with the netherworld.

Among Kazakhs young wifes were not allowed to go across in front of the older relatives of
the husband.

The Arabic name of a chapter (sura) in the Koran.

Most probably the distorted form the Arabic greeting Salam aleykum, pronounced by Kazakhs
assalawm aleykum.

She sung -mas instead of -maksi.

Original title: V. Beliaev, Ocherki po istorii muzyki narodov SSSR, Moskva 1962.
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CD-SUPPLEMENT

Folksongs from Mangkistaw

Kazakh epic songs, the ‘terme’ types

track 1-2 Terme tunes of the smallest compass: ex. 1, Ne 1f
track 3 Terme tunes of medium compass: Ne 2f
track 4-6 Terme tunes of the smallest compass: Ne 1i and other terme melodies

Lament style — convex lines of a small compass

track 7 Two-line lament descending upon re: Ne 9f

track 8 Two-line lament descending additionally to re: Ne 8a
track 9 Simplest one-line lament: ex. 5

track 10 Two-line lament descending additionally to re: Ne 8b

track 11-13  Laments tunes with 4 cadences: Ne 11e, Ne 11¢, Ne 11f

The ‘psalmodic’ style
track 14-15 Ak bobek’ tune type: Ne 13a, ex. 11

track 16 Giusto psalmodic melody: ex. 13
track 17 Recitating psalmodic melody: ex. 14
track 18 Psalmodic tune with a high-pitched first line: ex. 16

track 19-21  Sequential tune with small compass: ex. 17, Ne 15a, Ne 15b
track 22-23  Melodies with small compass and ascending first line: Ne 16¢, Ne 16¢

Convex first line

track 24 Small-compass do-tune with convex first line: Ne 19b
track 25 Small-compass do-tunes with convex first line: ex. 22
track 26 Middle-compass do-tune with convex first line: ex. 23
track 27 Convex tunes and concatemination: ex. 24

Hill-and-dale and ascending first line
track 28 Hill-and-dale first lines: Ne 22b

Unique but apparently authentic tunes

track 29 Tune with third and fourth shifting: ex. 28
track 30 Tune with fourth and fifth shifting: ex. 29
track 31 Unique tune with large compass: ex. 32
track 32 Unique tune ending on so: ex. 33

track 33 Tatar tune: ex. 36
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Mongolian Kazakh folksongs

Descending first lines — laments

track 34-35
track 36-38

Basic form of descending Mongolian Kazakh lament: ex. 37, BNe la
Mongolian Kazakh lullabies with cadential 7-b3-4: ex. 40, BNe 5a, BNe 3b

‘Melodious’ first lines

track 39 Convex first line with so-ending: ex. 42

track 40-41  Convex first line: ex. 43, BNe 6a

track 42-43  First lines with a hill-and-dale outline: ex. 46a, BNe 7a

track 44-46  Melodies with hill-and-dale first line: BNe 7b, ex. 47¢, ex. 47d
A special melody

track 47 Four-line song with cadential 7-b3-4 and flat first line: BNe 8a
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“There is a road forking three ways in Paradise
And you must not miss your path.”

Terme tune from Mangkistaw — track 48



A FEW WORDS ABOUT THE “PSALMODIC” STYLE OF TURKIC
PEOPLES
Dr. Janos SIPOS

My place of work, the Institute for Musicology of the Hungarian
Academy of Sciences, is one of the centres of ethnomusicological research in
Central Europe, a leading institute in the world in regard to both the collected
and published musical material. In addition to the Hungarian stock of some
200,000 tunes, there are about 15,000 well documented Chuvash, Tatar,
Bashkir, Karachay-Balkar, Kazak, Kyrgyz, Mongolian, Azeri and Turkic tunes
collected by Béla Bartok, Laszlo Vikar and myself, and most of them are also
transcribed.' The large volume of reliably elaborated musical material allows for
comparative research. Let me illustrate this through the analysis of the so-called
“psalmodic” style.

The old stratum of Hungarian folksongs contains tunes that descend to
the C-D-E trichord from higher up or recite on the nuclear C-D-E notes. The two
kinds were not separated by Bartok in his system of folk music. In his book The
Hungarian Folksong the first three tunes of the first tune class (A.L) have
similar cadences and twelve syllables to the line (ex.1). It can be seen that while
the first tune begins with C-D-E and reaches G' in the middle of the very first
line, the second tune moves almost to the end within the C-D-E range, while the
beginning of the third recites on the G'-A' notes. In ex.1 the three tunes are
presented one beneath the other. The three are also identical with the central
tunes of the psalmodic style.

" In addition to Anatolia, I led expeditions to Thrace (800 tunes), South-west Kazakhstan
(400), Mongolian Kazaks (200), Azerbaijan (650), Kyrgyzstan (1100) and I collected
from Karachay-Balkars in the Caucasus (250) and among their tribes that led to Turkey
(350 tunes). The analyzed and elaborated material has so far been published in six books
and several studies (Sipos 1994, 1995, 2000a, 2001a, 2002c, 2004a). At present I am the
supervisor of three projects supported by the Hungarian Academy of Sciences and the
British Royal Academy. They are the music life of Karachays in the Caucasus and
Turkey, the comparison of the musics of three Kyrgyz areas, and the examination of the
religious tunes and folksongs of the Bektashi people in Thrace (Sipos 2001e, 2002a).
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Example 1. First three tunes in class A.1. (of Bartok 1924) in simplified transcription

Kodaly (1937-1976: 36) discussed the tunes beginning on C-D-E and
reciting on this trichord separately, writing the following about them: "This
tune, at least its first half, has innumerable variants among the Mordvin, Zuryen,
Votyak tunes collected by Lach (1926-1952). Nevertheless, it cannot be taken
for an ancient Finno-Ugrian or Turkic type: it appears to imply some more
general, supranational, archaic recitative formula..."

Bence Szabolcsi (1936: 243) described the C-D-E tunes as Near Eastern
forms also connected to Jewish ritual music and stressed that they could be
discerned in Transylvanian Hungarian, Romanian, Turkic and old German folk
musics. Benjamin Rajeczky (1943: 310) called attention to a relevant hymn tune
in a 13th century South Italian manuscript and researched its Gregorian
references.
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Kyrgyz couple in Talas, Kyrgyzstan

Laszlo Dobszay and Janka Szendrei extended this tune group into a
broader musical style, coming again closer to Bartok's systematization.
According to the definition of Dobszay-Szendrei (1988: 55-232) this style
centers on a single tune type of C-D-E core. The notes of this core predominate
the region around the main cadence, the core may expand upwards and
downwards symmetrically with a minor third and major second. According to
the extension, the style divides into a class of tunes in medium vocal range and
one with descending first lines. The first part of the tune contains the upper
complementary notes of the central trichord which may return after the main
caesura, while the additional lower notes play more important roles in the
second half of the tune. The lower and upper bands of the tunes keep in touch
through the central C-D-E strip.

Thus, in Dobszay-Szendrei's system the first tunes of Bartok's A.L class
are again side by side, together with tunes of other syllable number and rhythm.
The extension of the tune style took place in two directions: on the one hand,
tunes containing higher notes but focusing on the C-D-E nucleus and
differentiated from the disjunctive fifth-shifting tunes by being constructed
conjunctly were grouped together in one style with the tunes moving on the C-
D-E trichord, and on the other, the strophic variants of this fundamentally
recitative style were also ranged here.

As has been mentioned, this musical form can also be found in the
musics of other peoples. Let us see what place this style assumes in the folk
musics I have studied.

In Anatolian folk music there is a large mass of similar tunes so that
most of the low-moving and high-moving types of Hungarian psalmodic
melodies have Anatolian analogies. Such tunes are generally widespread and
popular in Turkey. As I have discussed the similarities between the Anatolian
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Turkish and Hungarian psalmodic styles and their international references in
three books (Sipos 1994, 2000a, 2002c), I do not go into detail here. Let it
suffice to note that in the first lines of Turkish folksongs the double C-D-E
beginning is rare, and the note G plays a lesser but not negligible role in
Anatolian tunes. In keeping with the general Anatolian characteristics,
pentatony is less strict: F is often missing, but B flat is present in nearly every
tune, true, often only at the end of the tune, in the descent to the closing note.

It is not accidental that relatively many such tunes were found by Bartok
during his collection of 1936. It is to be emphasized that what we have here is
not the similarity between individual tunes but a great similarity between
stylistically related important musical types and layers.

Let us see one of these tunes from Bartok's collection and its Hungarian
parallel (ex.2a-b).
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Example 2. Analogous Hungarian and Turkish psalmodic tunes. a) Hungarian tune
(Sipos 2002c: ex.27a), b) Turkish tune (Sipos 2002c: ex.27b)

The question is if this musical style can be found in the music of other
Turkic peoples, and if it can, how broad a musical layer it represents in which
people's music. In addition to the musics of Anatolia and Thrace, I have studied
Azeri, Southern (Aday) Kazak, Mongolian Kazak, Kyrgyz, Karachay-Balkar,
Tuvan, Mongolian as well as Volga Tatar, Bashkir, Chuvash (and Cheremis)
folk musics, and also analyzed some Avar folk tunes. A brief review of the
examination results is given here. Of course, the individual styles cannot be
compared in detail in such a short paper, so I can only present a glimpse of the
similar tunes of the studied peoples.

During my Azeri collection, I did not come across Azeri tunes of
psalmodic character but some appear in Sipos (2004a). In ex.3a I present an
example but [ must repeat that in Azeri areas this musical style is exceptional, as
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the predominant style comprises trichordal-tetrachordal tunes of 3 or 4 notes
and two musical lines.

Among the Aday Kazaks living in Mangyshlak on the eastern shore of
the Caspian Sea psalmodic melodies are fairly popular (Sipos 2001a: 48-53).
This musical style is represented more massively than among the Azeris but less
than in Anatolia or Hungary. It is not to be forgotten that although this musical
solution is similar to the psalmodic style of other peoples, it is not identical.
This Kazakh tune group is to be looked at more closely at the end of the paper,
but let us see a typical example now, in ex.3b.

My Kyrgyz collection and other Kyrgyz publications tend to prove that
in the Kyrgyz folk music of a predominantly major character psalmodic tunes do
not play a significant role. One of the few examples is shown in ex.3c. It is
somewhat closer to the above described style but its first line rising from lower;
the stressed F note in line three and other features remove it from the
mainstream of the style.

There is a group of tunes in Karachay-Balkar folk music that displays
similarities with certain simple psalmodic tunes (Sipos 2002a). Yet this musical
style did not evolve here or among the Tatars of the Volga region. I found two
Tatar tunes of this pattern but they are exceptions among the 1200 studied tunes
(Nigmedzianov 1970, 1976, 1983 and Vikar-Bereczki 1999). Ex.3d shows a
Karachay tune that resembles the simplest tunes of the examined musical style
in embryonic form.

By contrast, lots of similar musical solutions can be found in the folk
music of the Avars living in northern Azerbaijan and Dagestan (Sipos 2004a).
Typically enough, one-sixth of the Avar tunes I recorded are more or less
similar to Hungarian psalmodic tunes (ex.3e). It is, however, noteworthy that the
Avar tunes only display similarities, and never identity, with the Hungarian and
Anatolian psalmodic style. To mentioned but one difference: the four-lined
balanced structure is rare in Avar folk music.

In Tuvanian folk music only a few tunes show the tendency of
psalmodizing. One of them is shown in ex.3f. The pentatonic folk music of the
Mongolian Kazaks and the Mongolians themselves is devoid of this musical
formula (Sipos 1997, 2001a-d, 2004c).

239



Azeri

—

a)

< il
il

o (<

L [N

il

\l 11

| bl
o [ ||_
ﬁ 5 |8l
L ™

CRL
(¢ I
L|elll

It N

zm il
r -
QrJ ™

l

< @

)

Karachay

240



AN\SV.A | | | |  I— T | Il Il Il |

Example 3. Psalmodic tunes a) Azeri (Sipos 2003b: ex.27-3d), b) Southern Kazakh
(Sipos 2001: ex.12), c) J. Sipos Kyrgyz collection, d) Karachay-Balkar (Sipos 2002b:
ex.4), e) Avar (Sipos 2003b: ex.46), f) Tuvanian (Kyrgyz: No.162)

To sum up: the psalmodic style, or at least some types of it, occurs in
the folk music of several peoples. The earlier cited analogies are sporadic and
discernible in few peoples' folk music, except for Hebrew, Gregorian and
Romanian tunes. It is also known that the Hungarian style can only be found in
Transylvania and its border areas. It may perhaps be tied to the Székelys and it
has never been prevalent throughout the Hungarian speaking territory. The
Székelys constitute a Hungarian group with the strongest traces of Turkic origin.

The recently found examples have stretched the area of the style
towards the Balkans, Asia Minor and the Caucasus, though its weight in the folk
music of different peoples, and its form may vary. It is an important insight that
in the eastern parts of Central Asia and, in general, in folk musics characterized
by pentatony one can hardly find similar strata, as they tend to be predominated
by motivic and disjunct melody construction. By contrast, the style constitutes a
significant stratum in the music of the Caucasian Avars and one finds sporadic
specimens of the style in Azeri folk music. In Anatolia and Thrace, on the other
side, there are lots of such tunes, and among the Aday Kazaks on the eastern
shore of the Caspian they also constitute an important layer. = However it
should be studied separately what features differentiate the psalmodic styles of
individual peoples, apart from the basic similarities.
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Collecting from a Kyrgyz singer who escaped the Russians to China and later came back

Let us finally quote an idea by Bartok (1937: 166-168), which is just as
timely now as it was at the time of writing.

"I suspect that every folk music of the world will be retraceable to a few
archaic forms, archetypes, ancient styles, when sufficient material and
examination results have been accumulated. This ultimate goal, however,
cannot be attained, unless we produce somewhat fewer weapons and devote
somewhat more money to musical folklore research, before folk music dies

out for good."
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AZERI FOLKSONGS
DR. Janos SIPOS

To what use does comparative ethno musicological research over a vast
area be put? It suffices for a nation to realize that it is imperative to know the
music of its neighbors and language relatives in order to explore the particular
and general features of its own folk music. It holds true in general, too, that a
comparative examination is more informative and revelatory than the separate
study of the music of the peoples concerned.

Comparative musicology also leads to more universal findings,
illuminating fundamental human characteristics. “Indeed, all the world’s tribes,
peoples, and races have lived in continuous intercourse since the very beginning
of history; they have met in marriage, trade, and war. In this process of exchange
and merger, they discard their weapons, tools, and implements for better ones.
But they preserve their ancient songs; for singing, an expression of man’s soul
and motor impulse, has little to do with the mutable surface of life, and nothing
with the struggle for existence. This is why music is one of the steadiest
elements in the evolution of mankind.” (Sachs 1943: 21)

To spin on this thought: it is intriguing to determine the basic musical
types of a large geographical-cultural expanse. It is also important to know what
specific manifestations of these basic forms predominate in the music of various
people or geographical areas.

Hungarian belongs to the Finno—Ugric language group, but Hungarian
folk music does not show indisputable genetic connections to the folk music of
any other Finno—Ugrian people.* This is nothing to marvel at, for linguists and
historians have found that the Hungarians are relatives of the Finno—Ugrians
mainly by language, not ethnically.

The majority of Hungarian musicologists have emphasized the Turkic—
Mongolian implications of Hungarian folk music. Béla Bartok and Laszlé Vikar
began their oriental research among Finno—Ugrians, before turning to the Turks,
where they found tune styles similar to some layers of Hungarian music. In my
field in Asia, I have found styles corresponding to Hungarian folk music styles
in Anatolia, Azerbaijan, Kazakhstan, in the Caucasus, in Inner Mongolia, etc.
Consequently, the Hungarians might be musically connected to various Turkic
and Mongolian peoples.

" Cheremiss pentatonic fifth-transposition might be an exception, but here, too, it can be
strongly presumed that Turkic (Chuvash) influence is at work. Let me cite Bereczki
(1994: 89), who collected extensively in the area: in Cheremiss areas ‘“certain
Chuvash phonological phenomena spread as far as the fifth-shifting tunes typical of
the Turks’ do”. Similarly, there is no consensus among researchers about the
Ugrian origin of the Hungarian laments.
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However, taking a closer look, for instance, at laments, the ‘psalmodic
style’, the children’s game songs of E-D-C core, or the pentatonic descending
fifth-shifting tunes, one must realise that they cannot be tied to a single people,
ethnic group or geographical area. Between language and ‘ethos’ or ethnicity
there is often a very complex or even contradictory relationship, since the
ethnogenesis of most peoples is highly intricate. In the case of the French, for
example, the leadership of Roman origin settled on a Celtic and partly Germanic
population. The majority adopted the language of the minority but their ethnic
identity remained unchanged. The reverse process though was more widespread:
as when a conquering minority assimilated to the conquered majority. This took
place in Bulgaria with the Slavicised Turks of the Bulgar Empire, and at several
other places of our globe.

Today’s Turks are not the descendants of a single race tied by blood: in
addition to a variety of Turkic components, they comprise various other
Turkicised ethnic units. Besides, the ‘ancient’ Turkic tribes also had their
ethnogenesis. Let it suffice to refer to the Iranian peoples who dominated the
steppe before the Turks and some of whom gradually adapted to the Turks’
growing predominance. In the same way the extremely heterogeneous Byzantine
population assimilated to the also variegated conquering Turks. Mention can
also be made of the Caucasus — ‘home of nations’ — where some peoples of the
one-time Hunnish Empire: Kipchaks, Kazaks, Bulgars, Alans and other
Caucasian peoples also took part in the ethnogenesis of Karachays and Balkars
of Turkic tongue. The same complexity is apparent in the ethnogenesis of the
Azeri people. Unfortunately, little is known of the proportion of contributory
ethnicities involved in their ethnogenesis.

My ethnomusicological research has grown to include the comparative
examination of the folk music of a vast area stretching from the Volga—Kama
region to Anatolia and further east. One objective in this research was the
exploration of Azeri folk music. The Azeris living between the two major
regions mentioned above are close language relatives of the Anatolian Turks, but
the ethnogenesis of the two peoples developed differently. It was illuminating to
study how Azeri folk music related to the music of other peoples in the area, and
to Anatolian folk music, and to discern more remote connections between Azeri
musical layers and strata of other Turkic folk music and the folk music of
Hungarians.
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Azeri women in zikr

It is important to explore musical prehistory, since “prehistory is the
overture to world history. It precedes the periods to come not as the tuning-up of
instruments precedes the concerts, but as the first movement of a symphony
precedes the following movements. That is why it is indispensable for an
understanding of the whole course of history ...” (Wiora 1965: 17). In
Azerbaijan, an elementary tune style presumably rooted in the prehistory of
music lives on in full bloom. The wonderful unfolding of musical rudiments,
their survival in an extensive style can be witnessed in the simple yet complete
world of Azeri folk music.

This study began with Curt Sachs’ thought about the common primeval
forms of music in the world. Another aspect of this idea is expressed by Péter
Szdke, who has found conspicuous similarities between the tunes of bird-song
and the melodies of vocal folk music: “... under ‘social’ impacts, physics and
nervous functioning have brought, and still bring, convergent tendencies,
theoretically identical regularities to such distant musical realms as the music of
animals (birds) and humans.”*

These convergent tendencies must assert themselves more intensely in
the music of human groups. However, the fundamental, general, natural musical
forms which do not originate in ethnic kinship have been sustained, modified or
discarded by different groups of people in different ways during their history.

" Széke (1982: 191-192).
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Walter Wiora has reviewed the 2—4-tone scales of European and
primitive peoples, including descending and rotating ones, conjunct and disjunct
ones. Let me cite the closing thought of his summary: “Sie gehdren zu den
altesten Arten tonaler Ordnung, die wir kennen, und dariiber hinaus wohl zu den
dltesten, die es je gegeben hat; das erhellt auch ohne Parallelen zwischen
Urgeschichte und frithstem Kindesalter durch systematische Uberlegung. Sie
zeugen von den Urspriingen der Musik nach dem Vorstadium des
pramusikalischen Schales und sind schon darum ein denkwiirdiger Gegenstand
der Musikgeschichte. Sie sind zudem durch ihre Auswirkungen bedeutsam, denn
sie leben in archaischen Schichten des rituellen Gesanges im Morgen — und
Abendland fort und haben sich zu fiinf — und mehrstufigen Ordnungen
weiterentwickelt.”*

Admiring Azeri folk music which almost exclusively consists of
elementary tunes, we may easily have the feeling that we are at the fountain-
head of music.f Naturally, there is not a single beginning or headspring of
music. Just as there is not a single nation that had a single original habitat, music
also has several starting points and several initial forms; several initial stages
from which later forms could evolve. “Music did not spring all at once into full
being, but little by little. It had to win through against other basic forms of sound
productions that were partly musical, like rhythmic noise or speech without
melody.”}

The emergence of music was associated with imitating animal sounds,
courting the opposite sex and mating, as well as spoken language. However,
such a complex physical, mental and psychic phenomenon cannot be ascribed to
a single cause. What is more, the degree of development or complexity of folk
music does not necessarily reflect the level of development of the society that
uses it. As Sachs put is (1943: 21): “... music is one of the steadiest elements in
the evolution of mankind. It is so steady that races of a relatively high cultural
level — Polynesians and Micronesians, for example — and many groups of
European peasants hold onto musical styles of an astonishingly archaic
character; indeed, of the most primitive character we know. The general culture
of a people, therefore, cannot be judged by its music.”

Before describing the Azeri tunes, let me introduce the corpus that [ used
to infer conclusions and present illustrative examples from. The primary source
was the 650 tunes I had collected myself. Besides, I have also perused several

" Wiora (1956: 185-208).

" In Hungarian folk music, for example, mostly children’s games, laments and calendar
customs have similarly simple tunes.

 Wiora (1965: 20).
248



Azeri publications, of which I have picked three, with a total of 247 tunes.* The
character of this ‘control material’ largely coincided with my collection.
Whenever I found a type in these publications of which I had not collected tunes,
I included it in the analysis and supplementary anthology.

There is, however, no analysis of Azeri folk music relying on comprehensive
collections and supplied with ample and annotated material and musical analysis
among the available publications.
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Example 1. A typical azeri laylay (lullaby) cited from Kerimova (1994: 34), transcribed
and transposed in keeping with the principles of this paper

Pre-melodic forms

In Azeri folk music I have not found the pre-musical forms of melody
that exist, for example, in Hungarian folk music when information is exchanged
in special intonation from one hill to the other.}

I have recorded a lot of Azeri rhymes, though. They adopt the main
features of speech but also accentuate the divergence of the text or verse from
ordinary speech. It often happened during collecting that the first to be presented

"1 used the following publications as comparative material: Azerbaycan Xalg Mahnilar:
Vols. 1-2. These volumes were completed by composers and contain good
transcriptions of 250 tunes, but without informative data. A very good book
combining cultural anthropological and musical aspects is Kerimova (1994 — 28
tunes), Ana Folkloru about Azeri lullabies and rhymes with 30 music examples. A
highly useful comparative material is Eliyahu, The Music of the Mountain Jews.
Out of the studies, let me mention a single one: Karagi¢eva, Narodnaja muzyka
Azerbaijana, with musical analyses and some transcriptions.

" Vargyas (1981: 15).
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was the text and the tune only followed after some more promoting. Reciting the
text is, of course, a sort of preliminary stage to singing, since musically
untrained people retrieve a melody via the text, and not conversely. In reciting a
text, elements of the melody also crop up. In some rhymes, they only belong to
rhythm, but some rhymes are half said and half sung, still remaining within the
spectrum of speech.*

It is revealing to compare the musical-rhythmic contents of recited text
and sung text. I illustrate it in Example 2. The subdivision of the predominant
syllabic scheme of 7 in Azerbaijan is basically 4 + 3, which is frequently varied.
This is shown in ex. 2, where the ‘recited’ heptasyllabic text (2a) is changed in
singing (2b). In the sung variant, lines 1 and 3 end with a long closing note sung
by the performer to an additional syllable ‘€¢y’. With this extension, the
originally heptasyllabic line becomes octosyllabic. But there is another element
to relax the knocking monotony of 7-syllable lines: in the sung variant, the
beginning of the third line gets enlarged with the syllable men ‘I’. When the
recited text is taken a closer look at, it turns out that it does not lack melodic
character. Though naturally not all pitches are exact, a more or less discernible
melody can be made out. Both the recited and the sung versions are descending
by line, with the sung variant having a characteristic cadential leap upwards at
the end of lines one and three. The ‘ambitus’ of the recited variant is apparently
larger than that of the sung one, which is due to the prosaic decline at the end of
the lines. The basic pulse in 6/8 is also similar in the recited and sung text,
together with the longer notes or pause at the end of (mostly the even-numbered)
lines.

" For Hungarian analogies, recitation of school-children, prayers, pre-singing intonation
petrified at a certain pitch, see e.g., Szendrei (1974: 65-123), Borsai—-Kovéacs
(1975). An interesting intercontinental comparison about children’s songs and
rhymes can be read in Lachmann (1929: 8).
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Plaintive song
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Example 2. Recited and sung variants of a plaintive song (bayati): a) recited; b) sung
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Karabakh refugees in front of the camp they live in the vicinity of Baku

Bichordal tunes

Three-year-olds sing tunes of two, sometimes three notes, while three-
and-a-half year-old-children already sing repeated tetrachords.* Observations
have revealed that the simplest folk tunes consist of at least two notes. Such
tunes can be found in many peoples’ folk music; Hungarian, Anatolian,
Patagonian, Central Brazilian, etc. music contain similar forms.T Examples can
also be adduced from Turkmen, Kazak, Mongolian, Cheremis, Chuvash, etc.
tunes.

Tunes moving on bichords i.e. on two neighbouring notes are not
infrequent in Azeri folk music. They are mainly in the space between speech and
music; they comprise what Sachs calls logogenic or word-born music, whose
main function is to carry words although not without emotional charge. The
singer begins to sing them on one pitch, occasionally and eventually changing
over to another pitch which often constitutes an irrational interval with the first
note.

Though these two notes may be at different distances from one another
in the music of different peoples, most frequently the interval is a second or
third. In the fundamentally conjunct Azeri folk music this minimal musical form
typically contains a second and the ‘motifs’ are usually completed with a step
upward or downward.

" Werner (1917).

" On the interplay between bitonal Hungarian rhymes and tunes, see Vargyas (1981: 17,
19) and CMPH I, first tunes. For tunes of other types of folk musics see also Wiora
(1956, ex. 2a, b), Vikar (1974: exs 1-6). The C-D bichord is also found in Azeri
folk music, but the G'-E bichord (frequent in Hungarian music) is not. See Vargyas
(1981: 17, 19) and CMPH I: ex. 1.

252



WINIART

o

Azeri woman

To illustrate it, let me show a song about a hunter which reiterates lines
like CBCCCCBorCCCBCCB B (ex. 3a). More frequently, however, the
tunes moving on a minor second get extended with a major second upwards
and/or downwards. Extension upwards is shown in ex. 3b, which is a three-note
close relative to the bitonal ex. 3a. These bichordal forms are, however, not
always turned into trichordal tunes in which all three notes are equivalent, by the
additional tones.
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(J -114) Plaintive song
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Example 3. Tunes with minimal compass. a) Song moving on a minor second,; b) variant
of the former with three notes
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Azeri folk music also contains songs with the notes moving on a major
second (ex. 4a). Similarly to the minor-second counterparts, they may also be
extended upwards with another major second (ex. 13—1b) or with a minor second
downwards (ex. 4b). The tunes of ex. 4 are sung during the zikr ritual of the

Shi’ite religion.

(Jl 118) Religious song during zikr
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Example 4. Religious songs with minimal compass. a) Moving on a major second, b)
variant extended downwards

There are some basically bichordal tunes in which a distinct recurrent
motif emerges, such as in the spinning song of ex. 5.
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J, -96 Spinning song
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Example 5. Motif on two notes

The road towards more advanced forms leads through question and
answer where the first line ends with a semi-cadence, the second with a perfect
cadence. Two notes are insufficient for that in Azeri folk music, but the range of
a trichord is perfectly enough. The half-periods with cadential differences
comprise the period, which consists typically of 2 + 2 bars here, rarely 4 + 4
bars. The illustrating tune also has 2 + 2 bars, with a repeated second line,
constituting an AcAvVA form (ex. 6).

J: 90 Churning song
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Example 6. Question-and-answer form on three notes

Tri-, tetra- and pentachordal tunes — the central tune style in Azeri music
The next stage of development after bichordal tunes is marked by
trichordal tunes. Many kinds folk music of the world contain tritonic tunes
moving on three disjunct notes, but they cannot be found in Azeri music.
Trichordal tunes, with tetrachordal variants, are, by contrast, abundant. In this
folk music, tunes moving on a trichord and those on a tetrachord are not sharply
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differentiated, which means that the upward extension of trichordal tunes does
not entail a significant change in the melody. To put it another way, in the realm
of Azeri music trichordal tunes practically imply the possible musical solutions
which slightly expand within the tetrachordal (and even pentachordal) zone
without a transformation of the basic character.

Turkish couple in Azerbaijan. They came here from Georgia

In several cases, one can trace the gradual unfolding of a small trichordal
musical core towards tetra-, penta- and even hexachordal realisation. Ex,8
contains Locrian—Ionian parallel melodies. The series of Locrian tunes extend
from trichord to hexachord (ex. 8: al > bl > cl > d1), while the lonians grow
from bichord to pentachord (ex. 8: a2 > b2 > c2 > d2). It is easy to notice that the
main deviation between these Ionian and Locrian melody parallels (al—a2, b1—
b2, etc.) is only in the closing notes.

-

Azeri singer in front of the barn
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In Hungarian folk music, the simplest musical forms are the ones
alternating the notes of a major second. They are followed by the trichordal E-D-
C-D rotations, and the G'-E bitonal and G'-A'-G'-E convex tritonal motifs. These
small-range tunes of children’s games combine to constitute larger forms: G'-A'-
G'-E + E-D-C-(D).

This rotating E-D-C-D nucleus can be found in various parts of the
world. For instance, it is the centre of the children’s songs in Anatolia.* Apart
from the E-D bichordal tunes ending on D and the E-D-C-D trichordal motifs
rotating around D, Anatolian and Hungarian children’s songs are built of similar
cores: the Anatolian G'-A'-G'-D trichord compares the Hungarian G'-A'-G'-E, the
Anatolian G-A'-G'-E-C tetrachord compares the Hungarian G'-A'-G'-E-D-C
pentachord. ¥

The E-D-C trichordal range allows for three options to form melodies in
both Hungarian and Anatolian folk music:} a) descending or convex lines with
cadences on D or C followed perhaps by downward extension (lament), b) forms
rotating on the middle note of a chord (tunes of children’s games), and ¢) tunes
moving basically on E-D-C (sometimes descending there from higher) and
sinking further to A, usually constituting tetrapodal forms (psalmodic melodies).
From among these options, the descending and the hill-shaped lines are
prevalent in Azeri folk music, but the downward extension so typical of
Anatolian and Hungarian folk music cannot be found here.§

In Azeri folk music you only find sporadic variants of the E-D-C core
and other trichordal-tetrachordal melody kernels which rotate around the central
note. It is not typical of this folk music to build melodies of motifs and, instead
of the quaternary, four-part forms; one mostly finds varied two-core
constructions. It is therefore far from certain that all so-called elementary music
formations such as the E-D-C-D rotating motif necessarily appear in some phase

" At the same time, I have not found this musical solution among Turkic peoples of
either the eastern or the western Caucasus.

" Turkish examples: Akbulut (1997: 9—15).

*1 often refer to Hungarian and Anatolian folk music as a basis for comparison. This has
several reasons. First, a comparison with Anatolian folk music is made imperative
by the linguistic kinship of the Anatolian and Azeri Turks; secondly, I have already
carried out the comparative structural analysis of Hungarian and Anatolian folk
music and the examination of the Turkic layers of Hungarian folk music. A
contributory reason is that the music of both peoples contains some layers providing
good grounds for comparison.

¥ On the downward enlargement of the Hungarian lament in detail, see Dobszay (1983:
40-48), on the downward extension of the Anatolian lament, see Sipos (1994: 16—
19) and Sipos (2000: 57-92).
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of every folk music, even if the trichordal tunes including E-D-C motifs play a
salient role otherwise.

What Lajos Vargyas hypothesised about the E-D-C nucleus is thought-
provoking: he said that as a first developmental phase, it might be a station of a
developmental process with a beginning and direction different from pentatony.
This is especially intriguing hearing the Azeri tunes with E-D-C core, all
extending into diatonic (G')-F «— E-D-C — B.*

By way of a brief digression, let me ask if there can be two tune styles
that characteristically differ from one another whereas their tunes rotate around
the central note of the E-D-C trichord. Examining the Anatolian and Hungarian
children’s songs, one finds that their fundamental layer comprises such tunes.
However, the direction of rotation is contrary: as opposed to the basic E-D-C-D
valley of Hungarian children’s songs, the Anatolian tunes have the C-D-E-D hill.
Before finishing the rotation, the Hungarian tunes reinforce E by repetition (E E
DD | C D), and the Anatolian ones reinforce C (C D C D | EE D).}

Let us return now to the conjunct realm of Azeri tunes without leaps,
first of all to the most characteristic tune style.

The central style of Azeri folksongs
The construction, scale and rhythm of the majority of Azeri folksongs
are all simple. Their most prevalent features are the following:

a) single or two-core construction,}

b) tri- or tetrachordal, less frequently pentachordal and exceptionally
hexachordal scales,

c¢) 7-8-syllabic, rarely 11-syllabic or extended lines,

d) descending or dome-shaped lines, the closing note being a lower (usually the
lowest) note of the scale,

" Vargyas (1981: 50). This, of course, requires the presupposition that the tunes did
expand, i.e. there was once an E-D-C basic motif assuming more and more complex
and wide-ranging forms gradually.

To exemplify the different formulations of elementary kernels, let me refer to the
importance of the G'-E bitone in Hungarian and Iraqi children’s songs. In
Hungarian tunes, the nucleus is the several G'-E, G'-E downward steps, while in
Iraqi children’s songs the repeated E-G', E-G' upward leap and the E-G'-E convex
motifs are salient. For Iraqi melody examples see Kapronyi (1981: 315-329).

' Single-core (or one-core) tunes consist of the usually varied repetition of a single
musical idea, while two-core melodies are built from the varied repetition of two
different musical ideas (A and B). In Azeri folk music, the two ideas are usually
arranged so that a few varied repetitions of A are followed by a few variants of B
(e.g., ABB | AAB or AABA | ABBB, etc.). This being so, I only took into
account the characters of the musical ideas A and B when systematising the songs,
ignoring the concrete forms the melody assumed.

259



e) 6/8 thythm or a rthythmic scheme traceable to it, rarely 2/4 or parlando-rubato
performance,
f) tunes and lines are conjunct in character.*

The following two tunes illustrate these features. Both tunes consist of
descending and domed brief musical lines using the tones of the lonian
pentachord (ex. 7a-b).

Women in Khil 'milli

" It means that the tonal ranges of the lines overlap, and on the other hand, the tone steps
are primes, seconds and rarely (mostly between E-G') thirds.
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(J -120) Plaintive song
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Example 7. Two-core Azeri tunes. a) Two-core Azeri tune in ABAcB form; b) beginning
of a two-core lament from Karabakh, in the form of AAexAvAv | BexAvAv | BA
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The cited tunes also suffice as an introduction to the typical method of
formal construction in Azeri folk music. The tunes in ex. 7 consist of two
musical ideas, i.e. they are ‘two-core’ melodies. The two musical ideas,
however, do not appear in AB, AB ... regularity, but take the shape of ABBB |
ABB, AAAB, ABvVvABBB, AAABvVB, BAABAB and innumerable other
variations.* When systematising the material, I reduced these tunes of diverse
form built of identical musical materials to two-line forms, and worked with the
two-line schemes afterwards.

Interrelation of tunes and transposition

Before going on with systematisation, or the elucidation of the
interrelations in the material, let me make a short detour about transposition. The
tunes of Azeri folk music move along the following tri- and tetrachords:

(F)-E-D-C ~ (C)-B-A-G Ionian chord
(E)-D-C-B ~ (A")-G'-F-E Locrian chord
(D)-C-B-A ~ (G")-F-E-D Aeolian chord

The question is whether there are musical connections between the tunes
of different chords which would require individual transposition. Two basic
possibilities arise when scientifically well-grounded transposition is to be done.
The use of the common closing note allows for a simple and unified solution,
and at first sight it fits the Hungarian traditions well. The other solution is to
disregard the common closing note for musical considerations and transpose the
centre of the melodies in a common register. This allows for a better insight into
the musical connections between tunes moving on different scales — provided
that such connections exist at all.

" It is often hard to decide when a musical line is the variant of another line and when it
represents a new quality, but in the knowledge of the entire tune repertory this
decision can mostly be taken with certainty.

" Similarly to Hungarian research, in which lament tunes of differently varied lines of
identical musical material are not differentiated, or a song of ABCD form is taken
to be equivalent with an ABCDCD form.

* The extension of trichords into tetrachords is logical but not necessary. E.g., in
Hungarian folk music a trichord becomes enlarged almost always into a pentachord
and when a minor third is involved, into a hexachord. It is, however, worth citing an
idea by Wiora (1956): “Bi-, Tri- und Tetrachord: das heisst nich nur ‘jeweils eine
Stufe mehr’, sondern es treten immer weiter Urphdnomene der Musik in
Erscheinung. Allererst bei vier Tonen in gleicher Richtung entsteht der Eindruck
linienartiger Erstreckung im Tonraum: der melodischen Linie, die von der
pramelodischen Linie des Gleitgesanges zu unterschieden ist. Zugleich tritt eine
Konsonanz, die Quarte, als Geriist und Rahmen in Function.”
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Hungarian ethnomusicology traditionally transcribes the tunes on the G
closing note since Béla Bartok’s and Zoltan Kodaly’s researches. At the same
time, Zoltan Kodaly’s Hungarian Folk Music makes one ponder. While in the
anthology of examples* the tunes always have G as their tonus finalis, in the
main text of the book Kodaly often compares tunes moving on different scales.
He transposes them so that the similar centrepieces of the tunes are at identical
heights, with different final notes.t In Bence Szabolcsi’s Manual of Hungarian
Music History, the closing note of folk tunes of a scale involving the minor third
is usually D in the anthology, but the Ionian tunes ends on F. Here, too, tunes of
identical melodic progression but divergent closing notes are also compared.f It
is also a deviation from the common G finalis to transpose lonian ‘psalmodic’
tunes and the small-form of the lament to Bb.§

The small-form of the lament has another F-E-D-C transposition. What
justifies this transposition is the fact that in this way the closing note of the large
form created from the small form by downward extension will be G. Extension
downwards, however, does not always reach G but might stop on A. Thus the
larger form lament ends on A to show up the logic and interconnections of the
music.** Moreover, in laments the one-line lament descending on the Dorian
tetrachord closes on D, indicating that this musical form is actually the
emancipated part of a two-line lament of the small form.

CMPH 1I shows the systematisation of simple musical forms built of
pairs of motifs: children’s songs. The ‘autonomous’ small musical parts are
again transposed according to the place they take in the larger form. The trichord
consisting of two major second falls on B-A-G, irrespective of the fact whether
the songs end on A or G. The other typical motif is transposed as D-E-D-B, as
this motif does not only exist by itself but also as the first half of Aeolian
children’s songs of a wider compass. This applies even when the extension
downwards fails to reach G and stops on A.t{ The tunes moving on a major
second are transposed as A-G.

It was also the interconnections among tunes in a broad sense that
Laszlo Vikar took into account when he defined the place of the lonian trichord
in tunes moving mainly on unhemitonic pentatonic scales as D-C-Bb.}I In

" Compiled by Lajos Vargyas.
"E.g., Kodaly (1937-1976: 29, 31-33).
* Szabolesi (1979: 107) Ostyak bear song and Hungarian lament tune.

¥ Vargyas (1981: 23) C-D-E (psalmodic) tune or Dobszay—Szendrei (1988: 62, 82)
small-form of lament and psalmodic tune.

" Dobszay (1983: 30 1-p) Locrian laments.
" E.g., CMPH I Ne 290.
¥ vikar-Bereczki (1971), (1979), (1999).
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accordance with that, he transposed the tunes moving on the Locrian tetrachord
on D-C-Bb-A.*

These solutions have been justified by the intention to show up the
interrelations between tunes. What they share in common is the consideration of
a larger form as a frame of reference which has often grown out of the small
form, and implies and interprets it. In such cases the transposition of smaller
independent musical forms is determined by their place within the larger fixed
form. It is indeed justified to transpose tunes contrary to the customary, when
there are musical connections, similarities between decisive sections of tunes
moving on different scales. In cases like that, an appropriately chosen
transposition helps orientation in the systematised material.t The question to be
answered is whether there are such interconnections among the Azeri tunes
moving on various tetrachords.

Let us first take a look at forms built of more than one motif in which
the relations of the components (i.e. lines) are defined by the melody itself. The
common features of the two most frequent Azeri two-core tune groups are the
recitation up to the middle of the second melody line on (E)-D or a descent on
(G")-F-E-D, and the first line closing on D. The only difference between the two
groups is that the tunes in one end on C, the tunes in the other on B.

Let us examine four analogous melodies in this category. In ex. 8 I
compared two-core Locrian and Ionian tunes. Only the tone set of the first lines
differentiates the pairs of tunes: the first lines of ex. 8al—a2 recite on D-C, the
first lines of ex. 8b1-b2 on E-D-C, those of ex. 8c1-c2 on F-E-D. The first lines
of ex. 8d1-d2 descend on the G'-F-E-D tetrachord.

" Vikar (1993: 111, ex. 100).

" Naturally, when music is published for singing or other practical purposes, other
considerations may be assertive. Just to cite a few examples: a) Jardanyi (1961) the
closing note of the tunes is C; b) Vargyas (1979) Aeolian tunes end on D,
Myxlidian tunes end on C. ¢) Differently from the former, in Vikar—Szij (1985) the
tunes are transposed to D, irrespective of the scale of the tune. Let me note at this
point that I chose A as the final note in the two volumes of my Turkish Folk Music
because they were meant for Turkish audience too, and the Turkish colleagues
would not have accepted the G closing note, especially with one, two or three flats
as accidentals, because there is a different tradition of indicating key signatures
there.
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al)

a2)

bl)

b2)

cl)

c2)

dl)

d2)

Example 8. Similarities between Locrian and Ionian tune types reduced to two-core
forms. al—a2) First line reciting the bichord D-C; b1-b2) first line reciting the bichord
E-D-(C); ci1—c2) first line reciting the trichord F-E-D; d1-d2) first line descending on

the G' F-E-D tetrachord

After comparing these melody skeletons reduced to two motifs (ex. 8),
let us compare real existing lonian and Locrian tunes of many lines. Similarly to
ex. 8, the melodies in ex. 9 succeed each other in the order of tone set. To be
able to discern the similarities, let us first define the structure of the tunes: ex.
9al = BAAB |AB,* ex. 9a2 = AB(A/B)B, ex. 9b1, 9b2 and 9¢2 = ABAB, ex.
9c1 = ABcABBB, ex. 9d1 = AAAVB |AVBT and ex. 9d2 = ABBB. As the
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" I mark line 1 by B because in the typical occurrence of this tune, the first line (A)

recites on D and the second line descends to B.

"I mark A the line that runs parallel, at times identically, with A and ends on the same
note as A.
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schemes show, all tunes can be reduced to two-line AB structures; hence the
pairs in ex. 9al—a2 can be traced to ex. 8al—8a2, ex. 9b1-b2 to ex. 8b1-b2, etc.

Let me just touch on a few phenomena to be detailed later. It is not easy
to decide whether line 3 of ex. 9a2 (A/B) is closer to line A or line B. More
important still, ex. 9c1 implies both the lonian and the Locrian two-kernel forms.
Yet, in the knowledge of the rest of the songs, the dominant form can be
established.

J =52 Lullaby
n_ Y ~ N
" R & oS oo
M) ' : > |
Lay - lay ¢a - lam, ya-ta - san,
)
(] .
G = 4
—F | :
Qi-z1l gii - le ba-ta - san.
Ta » r
t A
) ' :
Qi-z1l gii - lin i-g¢in - de
jm—‘—ﬁ—ﬂ—.h ) . I —— i |
\ ) i 1) i o i H B
A\\SV I ] 1 A— I A— \ i |
) — ! T ! T \
Se - rin  yu - xu ta - pa - san.
N A N
#—'—R_’_Q—'_ﬂ%_}_'—u{
Gt —F—F—F—+7—F——=——1 =&
PS) e f T ! | '
Ba - lam, lay - lay, a, lay - lay,
A ~ ~
N i |
B
A\\SV i ] — ¢ i ] i |
— ! T T \
Qu - zum, lay - lay, a, lay - lay.
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Wedding song
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J -108 Wedding song

S Q| A —— i I \ ] i \
\OV o i A I R—— — m— ] ]
Ay, la-le-zar - du bu gé - ce,

A ~
o
[ (an VA | ] | 1) | = | I i |
\;jj I 1 — - a— Y — i |
Ti-kan - ba-zar - du bu gé - ce.

) r
Ag el - le - re gil - gez X1 - na,
)
PSR R P A
Py f i T v 14
Bey in - ti-za - du bu gé - ce.
(J: 104) Folksong
N . hoe - Sy A8
cl) 7 0 ®
) B | [ L4 | ’I/ hY ]
Ka - sa - la-rnm i-ref - de-di,
—\ L
C—
i i - — i i p3 |
Her bi - 1i bir te - ref - te - di'
r) i ~ —~N\
i I —— I I i +—
Gor - me - mi-sem bir hef - te - di"

Refrain
, SN,

L | 1

4
Yar bi-ze qo-naq ge-le - cek, ba-la,
) A
Y B S A S E—— { f
Bil - mi-rem ne vaxt ge-le - cek, ba-la,
A Lo
0 =N T . N i |
] I i T < i |
L.l |4
Ol - sun ki sa-bah ge-le - cek.

BC



Wedding song
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(J =132) Plaintive song
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Goz-ya-sin-nan-di ar-zu-gu-yam men.

Example 9. Pairs of parallel tunes ending on C and B. al) First lines reciting on D; a2)
First lines reciting on D; bl) first lines reciting on the bichord E-D; b2) first lines
reciting on the bichord E-D; cl) first lines descending on the trichord F-E-D; c2) first
lines descending on the trichord F-E-D, d1—d2) first lines descending on the tetrachord
G-F-E-D

Exs 89 have demonstrated that applying the above transposition,
similar tune segments move side by side, although the final note may differ. It is
therefore advantageous to transpose the Ionian trichord to E-D-C, the Locrian
trichord to D-C-B and the Aeolian trichord to C-B-A. This transposition has
other advantages, too. When we fix the place of the lonian trichord as E-D-C,
the Azeri lament tunes and lullabies (a considerable portion of the collected
material) with cadences on D and C will be transposed as are recently the small
forms of Hungarian laments which can be compared to them.* It is also useful
that no accidental need be applied with these elementary tri- and tetrachordal
tunes. It is indeed peculiar to apply two or even three flats as accidentals to a
trichordal tune, which would be required by transposing the tune to, e.g. the G
closing note.

Another argument in support of this transposition is that in these tunes
lines ending on C and B alternate and it is often hard to decide if the closing note
would be C or B. Similarly, in some cases only detailed analysis and comparison
with other tunes help decide whether a closing note is B or rather C developed
by the singer to B via grace notes. The rapprochement of the C and B ends may

" This lament form can be found in the folk music of other peoples, e.g., the Anatolian
Turks as well.
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take various shapes. In many cases, the line-ending notes waver between C and
B trill-like (ex. 10a—b). Sometimes the performer further descends to B after the
long-sustained actual line ending C, via some appendix of varying length or just
a single note (ex. 10c—d).
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(J-: 126) Plaintive song
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J- -76 Wedding song

Bii - gin bi- ze ge-lin ge-lir, hey.

Example 10. Examples of melody lines ending on C and B. a—b) Line-endings hesitating
between C and B; c) descent from C to B at the end of the line; d) descent from C to B at
the end of the line
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Some lines of the two-core tunes discussed earlier may get emancipated
sometimes, and to them the so-far used transposition should also be applied, as
follows: when the tune had an Ionian trichord, it is to be notated E-D-C; by the
same token, the Locrian tetrachord is E-D-C-B, the Acolian tetrachord D-C-B-
A*

Of course, there are other pitch and note relations among melodies that
could be examined. In ex. 11, for instance, I present the schemes of the two
major two-core Azeri tune groups of varying pitch levels, transposed to identical
closing notes. It is striking that even within the narrow range there is a marked
difference in pitch levels between these Ionian and Locrian melody pairs. This is
especially pronounced if you take the example as a full score or play it in two
parts. This transposition veils rather than accentuates the common features of the
tunes. At the same time, the simultaneous performance of the parallel tunes
transposed in the above manner produces a highly harmonious impression,
despite the different final notes.

A singer from Nabur

" The single-core lines descending on D-C-B-A (or G'-F-E-D) tetrachord are identical
with the first lines of the laments with D and C cadences, so they could have been
transposed to G'-F-E-D as well.
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Example 11. Schemes of two-line Azeri lonian and Locrian tunes transposed to closing
note G

Let us finally see the interconnection between the main tetrachords of
the Azeri tunes (ex. 12).*

lonian
. . Locrian

49—?'—F—P—Q = | f |
Y AW | I | | | (7] =Y | | 4 Il |
ey I I I i I 4 (7] i P i |
A\SY u 1 T I I L i |

oJ . ! . Aeolian

A’ G’ F E D C B A G

Example 12. Basic chords of Azeri folk music

" Scale-like tetrachords also play an important role in Arabic and Turkic music theory.
The Turkish names of tetratonic scales in Azeri folk music are: F-E-D-C = Cdrgdh,
G"-F-E-D (~D-C-B-A) = Biselik, A-G-F-E (~ E-D-C-B) = Kiirdi. See also Ozkan
(1987: 42-43)
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The above scheme is reminiscent of the arrangement of Greek church
modes. The scales of Azeri tunes often only span a third, a fifth or sometimes a
fourth, but their melody progression and structure are similar to the Gregorian
tunes. When one examines Azeri tunes, it is worth pondering that the character
of the church modes is determined not only by the difference between individual
degrees but also by the ambitus, the final note, the tenor, tuba (recitative note),*
as well as the beginning and closing melody turns. As for Azeri folksongs the
observation of compass, tuba and typical melody turns helps a lot in analysing
and systematising the tunes.

Having clarified the interrelation of melody lines, let us settle down to
the analysis of the tunes, taking the main types one by one. The title of the
chapter ‘The central style of Azeri folksong” was not chosen accidentally, as the
following lonian, Locrian and Aeolian tune groups comprise the overwhelming
majority of Azeri tunes. To put it another way, the tunes in this chapter are held
together by a tight stylistic bond and the tunes that deviate from them will be
discussed later as special tunes.

For the discussion of the types, there were several optional orders to be
chosen. The aim was to put the similar tune types close to one another, which
would need at least a two-dimensional representation, but it is hard to achieve in
book form. I discarded this possibility for its puzzling complexity.

One option of linear presentation} would have been to arrange the tunes
by compass, disregarding the melody shape and syllable number, etc. This
would have resulted in the mixture of different syllabic numbers and structures
within a group, which would have made it difficult to recognise the similarities
and connections between the types.

Aware of that, I decided on the following sequence. I first divided the
central Azeri style into tunes moving on lonian, Locrian and Aeolian chords,
producing three large blocks of tunes.§ Within each block, the order is

" In authentic church modes, the tuba is usually a fifth above the closing note, while in
Azeri folk music it is different. Plagal modes have no analogies in Azeri folk music.

" A multidimensional figure showing more of the complex connections would be the
following: the dipodal tune types would succeed each other along a straight line in
the order of growing compass, with tripodal and larger tunes of similar backbones
shown along the side and tunes moving on different chords in similar heights above
them.

+ . . .
* L.e. discussing the tunes successively.

¥ In addition to the three major blocks, there is a small tune group ending on D, and there
are some ‘special’ tunes, too. They are discussed later.
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determined by the number of melody lines, then length of melody lines,* and
their inner subdivision.T Within a tune group, the tunes are listed on the basis of
the height of the starting line: the tunes of lower lines preceding those of higher
lines.} It is important to know that in the course of a longer melody process, a
line may shift into a slightly different pitch zone than the predominant.
However, in most cases the typical tune height can be established with certainty.
Naturally, in the world of such narrow-range varied music not all the types are
sharply differentiated.

In some instances, individual criteria were also considered to determine
a type, which are all noted in due place. Such is, for example, the subgroups of
different main cadences within a type. This must be attributed to the fact that in
Azeri music a tune is often better characterised by the motion of the melody than
by the last note of a line. I mark the possible cadences with tilde (~) in the
scheme of the tune, e.g., D~E indicates that in the given type tunes with both
cadential E and D can be found. In the discussion below, each type is illustrated
by an example.

Tunes moving on Ionian chords

In Azeri folk music, the tunes moving on lonian chords are found as
equivalent pieces to tunes moving on other chords in every genre, while in
Anatolian folk music they are chiefly concentrated among children’s songs and
laments.

Apart from one-line forms and forms derived from one-line forms (AcA,
AVA, AA), genuine two-core tunes (AB) can also be found. In an actual
performance, two-core forms may take a wide variety of line structures. The
musical forms are intoned in different ranges: in addition to the D-C bichord and
E-D-C trichord, they use F-E-D-C tetrachord and G'-F-E-D-C pentachord as
well. Dipodal tunes usually have tripodic variants, too.

I present an example for each type in Exs 13—18, only giving the single
or two-core forms reduced to two lines. The full wealth of the musical stock with
text is given in the supplementary anthology. The type descriptions include the

" 1 differentiated three line lengths: a) small-size (7- and/or 8-syllabic lines), b) tripodal
(tripartite lines mainly of 11, but certainly more than 9 syllables), c) large-size
dipodal tunes (bipartite lines mostly of 11, but certainly more than 9 syllables).

"E.g., I divided the tunes moving on Aeolian chords into the following groups: a) single-
core small-size dipodal, b) two-core small-size dipodal, ¢) four-line small-size
dipodal, d) single-core tripodal, e) two-core tripodal, f) single-core large-size
dipodal, g) two-core large-size dipodal, h) four-lined large-size tunes.

" According to the height of the first lines, the group moving on Aeolian chords is
subdivided as follows: a) first lines moving on B-A backbone, b) first line

descending on C-B, c¢) first line moving on the C ridge, d) first lines moving on D-C
and E backbone. The types are to be described in more detail later.
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skeleton of a typical tune, giving the backbone of the first line, followed by the
serial numbers of relevant tunes in the anthology.

Ionian-1. Types of the single-core small-size tunes.* This group contains five
melody types moving in gradually expanding compasses. The lines of these
melodies contain 7 or 8 syllables (ex. 13).

la) D-C-(B) backbone.t The tunes of la type basically move on the D-C
bichord, with some involving B. The bulk of these tunes belong to the zikr ritual.
1b) C-D-E-D-C hill. The main lineament of the type is the convex first line. In
these tunes the three notes already allow for an inchoate two-lined structure, i.e.
an AA scheme. Some wider compass variants of the former zikr tunes, as well as
a wedding song belong here.

Ic) E-D backbone and E-D-C descent. The tunes move on E-D notes, some
including B as well, especially around the line ends. It is hard to accurately
separate the tunes moving on the E-D ridge and then declining to C from those
realising the E-D-C descent; therefore I gathered both melody motions in one
type. At the head of the type are tunes with a narrower range at the beginning,
whose subsequent lines already belong here. It is intriguing that the most
representative tunes of the type are clearly one-lined, with rare parallel motion
between the lines.

1d) F-E-D descent. The note F crops up in the 1d type, further stretching the
compass. The parallel AA structure is typical here.

le) G'-F-E-D-C ridge. In the context of predominantly narrow-range Azeri
music, this type contains a tune in which G' not only crops up but also gets
firmly incorporated.

" Let me stress again that I also subsume the tunes consisting of a higher and a lower line
in parallel motion and closing on the same note under the category of single-core
tunes (e.g. EEEE | EDC || EDDD | D C C). When, however, the cadences
(line ends) differ distinctly, the given tune is ranged with two-core melodies.

" A first section have D-C backbone if it moves on the D-C bichord without a distinct
direction. The D-C-(B) backbone also refers to the former undulation, with the
occasional appearance of B at unstressed places.

" In some tunes the third is unstable.
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Example 13. Types of single-core small-size tunes. 1a) D-C-(B) backbone; 1b) C-D-E-D-
C hill; 1¢) E-D backbone and E-D-C descent; 1d) F-E-D descent, 1e) G'-F-E-D-C ridge

Ionian-2. Types of the two-core small-size tunes. The group contains 7- and 8-
syllable small-size tunes built of two musical motifs. Not only parallel motions
ending on common closing notes can be found, but the different closing notes
ascribe markedly different characters to the lines of the tune (ex. 14).

2a) E-D-C backbone. The higher lines of the type recite on E-D-C (with E or D
as the final note), while the lower lines descend to C after wobbling on E-D, or
again, they gradually descend on the final C. At the beginning of the type I list a
tune which only displays this scheme in a later (third) line. The majority of the
tunes belonging to this type can be reduced to AcA or AB form.

2b) E backbone. The higher lines of the type recite E in the first bar or even
longer; the closing note is D or E. The lower lines descend from E to C.

2¢) F-E-D descent. This fairly voluminous type includes a more distinct F in the
higher lines which close on E or D. Less frequently, F may appear in the lower
lines as well. The type also includes a tune which ends on B instead of C, aptly
illustrating the common root of C- and B-ending tunes.

2d) G'-F-E-D descent. As the large number of tunes shows, the type is highly
popular. The higher lines most often decline from G to E or D, the lower lines
progress parallel with the higher lines from G'-F to C. What differentiates this
type from the preceding one is the appearance of G'.

2e) G' backbone with G' cadence. While 2a—d types containing lines reciting or
descending on a few notes have D or rarely E as their main cadence, the first
lines of this type recite on G' and also end there. This marks this type with high
incipit rather sharply off from the rest of the group, but typologically it must be
put here on account of its two-core structure and low number of syllables.
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2c)

2d)

Example 14. Two-core small-size lonian tune types. 2a) E-D backbone; 2b) E backbone;
2c) F-E-D descent; 2d) G'-F-E-D descent; 2e) G' backbone with G' cadence

Ionian-3. Types of the single-core tripodic tunes. The third lonian group contains
the tripodic counterparts of the lonian-1 small-sized tunes. As will be seen, it
holds true in general that many tripodic types are musically similar to small-size
and dipodal large-size tunes (ex. 15).

3a) Rotation on D-C-B.

3b) Rotation on E-D-C. The higher lines of the type descend to C after reciting
on the E-D bichord. Although taken in a strict sense, there are convex and
descending lines in this group, the narrow range and the tripodic structure hold
them together.

Example 15. Types of the single-core lonian tripodic tune group. 3a) Rotation on D-C-
B; 3b) rotations on E-D

Ionian-4. Types of the two-core tripodic tunes. The songs in this group can be
divided into two types (ex. 16).

4a) C-D backbone. The higher lines of the single tune in the type move on the C-
D ridge, the lower line wavering between D and C before ending on C.

4b) E-D-C rotation. The higher lines of 4b rotate on E-D-C, and take a rest on D.
The second line also has a similar motion but ends on C.
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Example 16. Types of the two-core lonian tripodic tune group. 4a) C-D backbone; 4b)
E-D-C rotation

Ionian-5. Types of the single-core large-size dipodal tunes. They are built of a
single long musical idea with a caesura somewhere in the middle. In addition to
tunes belonging to the song stock of the ashiks, there are plaintive songs and
laments (ex. 17).

5a) D-C backbone. The lines of the only song in this type recite on the D-C
bichord.

5b) E-D-C-(B) backbone. The higher lines of the type move on the E-D-C ridge.
F also appears in the second line of a single tune.
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Example 17. Types of the single-core large-size dipodal tune group. 5a) D-C backbone;
5b) E-D-C backbone

Ionian-6. Types of the two-core large-size dipodal tunes. The group contains
dipodal tunes with long lines. The lines of the melodies end on D or C. These
and some other melodic features liken the higher types to the basic forms of
Hungarian and Anatolian laments, for example. The difference between the
Azeri types derives from the pitch level of the first lines (ex. 18).

6a) E-D-C-(B) backbone. There is an animated E-D-C-(B) motion in the first
type, the first line ending on D, the second on C.

6b) E-D backbone. The first line recites on E-D; the second descends from E to
C.

6¢) (G")-F-E-D backbone. The higher lines of the religious tunes in the type
descend on (G')-F-E-D, the lower lines move downwards on (F)-E-D-C. I also
subsumed tunes of similar lines but ending on D in this category.
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Example 18. Types of the two-core large-size dipodal lonian tune group. 6a) E-D-C-(B)
backbone,; 6b) E-D backbone; 6¢) (G')-F-E-D backbone

Tunes moving on Locrian chords*

In Azeri folk music, tunes moving on lonian, Locrian and Aecolian
chords are close in style and are represented with nearly equal weight in the
stock. Locrian chords, however, are far larger in number here than in the music
of other Turkic peoples. Below, the Locrian Azeri tunes are listed. The tune
groups and in them the tune types, are enumerated in the order of the pitch level
of the first line. A music example is given for each type.

Locrian-1. Types of the single-core small-size tunes. This group consists of
single-core, 7- and 8-syllabic tunes (ex. 19).

la) (D)-C-B and C backbone. Owing to the narrow range, no diversification can
emerge either in tunes oscillating on C-B, on in the ones reciting C.

1b) D-C-B ridge, descending. Parallel lines are rare. Although the note D is
marked, C-B recitation is still predominant.

1c) D backbone. The distinguishing feature of the type is the stable recitation of
the first line on D. Unlike in the so-far mentioned types, there are second line
stretches running parallel with the first (e.g., D D D D | DCB || BDCD | C
C B).

1d) D-C-B backbone with F(#). The tunes of this type predominantly move on
the D-C backbone, but their first lines contain the D-F# leap which is ‘striking’
in the basically conjunct Azeri folk music, and moreover, the D-B-D-F# incipit
is also frequent.

" The Greek modal scales only theoretically included the Locrian (from B to B') because
it involved the then prohibited diminished interval between the first and fifth
degrees. In Azeri folk music, by contrast, it has a central place.

281



le) E-D backbone. As the compass is larger, the two parallel lines are more
frequent (e.g, DEDE | DCB || CDDC | DCB).

1f) (F)-E-D backbone. The note F enters the melodies of the type, although this
entry is at a later point and is not decisive.

Example 19. Types of single-core small-size Locrian tunes. la) (D)-C-B and C
backbone; 1b) D-C-B ridge; 1c) D backbone; 1d) D-C-B backbone with F(#); le) E-D
backbone, 1f) (F)-E-D backbone

Locrian-2. Types of two-core small-size tunes. The group comprises hepta- and
octosyllabic tunes, arranged by growing compass into 8 types. There are no
sharp lines between the types, yet in the simple realm of Azeri folk music, the
types that are not radically differentiated constitute a separate entity (ex. 20).

2a) (D)-C-B backbone. The melody lines of the type usually move on (D)-C-B
notes reciting around C so that the lines alternately end on C and B. As has been
seen, this musical form built of two notes is one of the simplest two-core Azeri
melody schemes.

2b) Descending from D to B and stepping back to D. The first line descending
from D to B and leaping back to D is especially typical. This musical solution
can be found in several types of Azeri folk music; by the cadential alteration of
the line-ends, it turns a single-core tune into two-core melody.

2¢) D-C backbone. The lines of the type move on the D-C ridge: one line ends
on D or C, the other declines to B. There are various different forms in this type,
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as the D- and C-ending lines may take any of a variety of sequences. Some
melodies of the type only differ from the previous type in a single note.

2d) D backbone. One line of the type recites on D throughout, and the other
descends to B. Unlike the previous types, this one is very distinct and
homogeneous.

2e) E-D-(C) backbone. The first lines recite E-D (sometimes E-D-C) and end on
D or C, the other line declines from E or D to B.

2f) E (b) backbone. The ridge of the higher lines is E, which sinks to D or C at
the end. The other line descends from E or D to B.

2g) F-E-D backbone. A characteristic feature of the higher lines is the
appearance of F. These lines end on D or C. The other lines of the type usually
descend parallel with the first, from E or D to B.

2h) G'-F-E-D descent. The higher lines of the type descend from G to D, the
lower ones run parallel with the higher ones, from E or D to B.

2b)

2c)

2d)
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Example 20. Types of the two-core small-size Locrian tunes. 2a) (D)-C-B backbone; 2b)
descending from D to B and stepping back to D, 2c) D-C backbone; 2d) D backbone;
2e) E-D-(C) backbone; 2f) E backbone,; 2g) F-E-D backbone; 2h) G'-F-E-D descent
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Locrian-3. Types of the single-core tripodic tunes. The group contains melodies
built of a single tripodic musical idea. The types are highly similar to each other,
and tripody only reinforces the similarity. The types are listed again in the order
of growing compass (ex. 21).

3a) C-B backbone. The lines move on C-B or C ridge.
3b) D-C-B backbone. The lines move on the D-C-B ridge.
3¢) D-C backbone. The lines of the type move on D-C.

3b)

Example 21. Types of the single-core Locrian tripodic tunes. 3a) C-B backbone; 3b) D-
C-B backbone,; 3c) D-C backbone

Locrian-4. Types of the two-core tripodic tunes.
The types in group Locrian-4 contain two tripodic musical ideas, which are
listed in the usual order of growing compass (ex. 22).

4a) C-B backbone. The lines of the only song in this type move on C-B and end
on C or B.

4b) Descent on D-C-B, before an upward step. It is common to types 4b—f that
the higher lines end on D or C. What differentiates them is the motion which
takes them to D or C. In the higher lines of 4b the notes of the D-C-B trichord
are equivalent. Owing to the small compass, the second lines are usually similar
to the first.

4c) D-C backbone. The rising first lines of types 4c-f move on D-C (4c¢), D (4d),
E-D (4e) and F-E (4f). The possibility has arisen here for the second line to
move more or less precisely below the first at a distance of the prime, second or
third. Of course, the AcA form also occurs.

4d) D backbone.

4¢) E-D backbone.

4f) F-E backbone.
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Example 22. Types of two-core tipodic Locrian tunes. 4a) C-B backbone; 4b) descent on
D-C-B, before an upward step; 4c) D-C backbone; 4d) D backbone, 4e) E-D backbone,
4f) F-E backbone

Locrian-5. Types of single-core large-size bipodal tunes. There are only three
long single-core tunes. In one most lines move on the C-B bichord (ex. 23/5a).
The other two move on D-C before reaching the final B (ex. 23).

5a) C-B backbone.
5b) D-C-B backbone.

Example 23. Types of single-core large-size Locrian tunes. 5a) C-B backbone; 5b) D-C
backbone
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Locrian-6. Types of two-core large-size bipodal tunes. There are very few such
songs, all having D main cadence which is frequent among two-core Phrygian
tunes. The higher lines of all such tunes move on E-D-C notes, including two
tunes on D-C, the rest on E-D (ex. 24).

6a) E-D-C backbone.

Example 24. Type of two-core large-size Locrian tunes. 6a) E-D-C backbone

Tunes moving on Aeolian chords

There are also a large number of tunes in Azeri folk music that move on
Aeolian chords. The only extraordinary feature of this stock is the
overrepresentation of tetrapodic tunes among them. It is noteworthy that in the
music of some Azeri minorities, first of all the Avars, as well as in Hungarian
and Anatolian Turkish folk music, tetrapodic tunes of Aeolian scales play an
important role. Let us take the Aeolian tune groups one by one.

Aeolian-1. Types of single-core small-size tunes. This tune group contains very
simple single-motif 7- and 8-syllabic tunes. In this group the tunes can hardly be
differentiated. For the sake of uniformity, however, I divide the group into types
(ex. 25).

la) Reciting—descending on (D)-C-B. The lines are built of two notes before
declining to A. It is remarkable how two parallel lines can evolve in such a small
form.

1b) C backbone. The tune of 1b reciting C in its higher line displays a markedly
different character.

1c) D-C backbone. Tunes with their first lines moving on the D-C ridge give an
even higher impression; in addition to the common closing note, there are
usually higher and lower moving lines in them.
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Example 25. Types of single-core small-size Aeolian tunes. 1a) reciting—descending on
(D)-C-B; 1b) C backbone, 1c) D-C backbone

Aeolian-2. Types of two-core small-size tunes. The Aeolian group of 7- and 8-
syllabic two-core tunes contains populous types (ex. 26).

2a) C(#)-B backbone with C or B cadences. The type is determined by the line
reciting C-B, complemented by a line ending on A. The type also begins with
tunes built of lower — here B and A — notes, and the subsequent ones keep rising.
A tune built exclusively of B and A notes is also included in this type.

2b) D-C-(B) backbone. One line of the 2b type recites on D-C-(B) and closes on
B; the other descends from D or C to A

2¢) D backbone with C or B cadence. In type 2¢ the well-known higher line
reciting on D declines to C or B. At the end of these higher pitched lines it is
often hard to decide if a C or B is heard. That is why I rallied the two cadential
variants in one type. The other line typically descends from D or C to A.

2d) Descent after an E ridge or hill. The higher line of the type recites on E
before declining to C or B. Sometimes it rises first to E and sinks from there. I
ranged here a few tunes in which D is the sporadic cadence. A lament is
especially noteworthy because after D-, C-, B- and A-ending lines it switches
over to D cadence.

2el1-3) Various pitch levels with D or E cadence. This subgroup is not a
homogeneous type as it includes a higher line formulae moving on D-C, another
one moving on E-Dand one that reaches up to A'. The lower lines also vary. The
cohering force of this subgroup is the D or E cadence of the higher line. As I did
not collect any such tunes, all are cited from the AXM1-2 folksong collections.
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Example 26. Types of two-core small-size Aeolian tunes. 2a) C-B backbone with C or B
cadences; 2b) D-C-(B) backbone,; 2c) D backbone with C or B cadence; 2d) descent
after an E ridge or hill; 2el-3) various pitch levels with D or E cadence

Aeolian-3. Four-lined small-size tune types (including ‘psalmodic’ ones). As for
me, I found relatively few such tunes, but there were a considerable number of
them in the control material. Since these structures play an important role in
several other peoples’ music, I am going to present a few examples. We have
already seen tunes with three or more different lines, but the deviations are
slight, and more importantly, the lines are not fixed in structures but succeed
each other at random.

Fixed four-line structures, especially when the musical motion in their
lines is similar, are well described by the relative heights of their lines and the
line-ending notes. I therefore present the tunes in the following order: the first
criterion of arrangement is the main cadence, that is the final note of the second
line. Tunes with common ending notes in the second line are arranged by the end
of the first, and then of the third lines, in increasing order.

A descending structure with D(A)G cadence is unique among the four-
lined tunes.
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On the basis of cadences, the following main types can be differentiated
(ex. 27).

3a) C(G)G and its cadential variants.

3b) C(C)A cadences and variants.

3¢) C and D main cadences, with first line reciting on D.
3d) C and D main cadences, with first line reciting on E.
3e) Wider-compass tunes with E main cadence.

3a)
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Example 27. Types of four-lined small-size Aeolian tunes including ‘psalmodic’ ones.
3a) C(G)G and its cadential variants, 3b) C(C)A cadences and variants; 3c) C and D
main cadences, with first line reciting on D; 3d) C and D main cadences, with first line
reciting on E; 3e) wider-compass tunes with E main cadence
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Aeolian-4. Types of single-core tripodic tunes. This group contains single-core
tripodic tunes in the rising order of first lines. Similarly to psalmodic tunes, the
majority of these songs are taken from AXM1-2 as there is but a single similar
tune in my collection. The types only contain a few tunes each (ex. 28).

4a) D-C-B-A backbone. The wider compass tunes of 4b undulate on the notes of
the D-C-B-A tetrachord.

4b) E-D-C backbone. The tunes included in this type oscillate on the E-D-C
trichord, before declining.
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Example 28. Types of single-core tripodic Aeolian tunes. 4a) D-C-B-A backbone, 4b) E-
D-C backbone

Aeolian-5. Types of two-core tripodic tunes (ex. 29).

5a) Various pitch levels with B cadence. As there is just a tune or two to
represent each height, and half the tunes are from AXM1-2, I gathered them in a
single group. The lines can move on B-A, on (D)-C-B, on (A)-D-C-B, and on E-
D-C-B.

5b) Various pitch levels with C cadence. It is also a compound type including
first lines with D-C-B-A-B-C-D valley, with undulation on D-C-B-A, rotating
on E-D-C-A or descending from F to C. The tunes containing ever higher-
pitched ridges in the first line are strongly tied by the C closing note of the upper
line. I did not range these tunes of varying line height into different types
because they are sporadic and I only have a single specimen in my collection
(the rest are cited from AXM1-2).

5¢) Various pitch levels with D or E cadence. The same applies to this type as to
above. This subgroup also contains tunes with first lines rotating on E-D-C-B,
having a bulge D-E-F-G'-F-E-D or a valley F-E-D-C-B-A-C-D-E, but apart from
the general Azeri features, they are bound by the E and D cadences. There are
only single tunes to show them, none being collected by myself.
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Example 29. Types of two-core tripodic Aeolian tunes. 5a) Various pitch levels with B
cadence,; 5b) various pitch levels with C cadence; 5c) various pitch levels with D or E
cadence

Aeolian-6. Single-core large-size bipodal tune group. There are only two such
tunes, both moving on (D)-C-B notes before declining to A. With its long
embellished notes and wavering second degree, these tunes deviates from the
bulk of Azeri tunes, which is no wonder as the performer learnt it from the radio
and, as he noted, it resembled mugamat kimi or Azeri-composed music based on
makams. Apart from these two features, however, the melody progression fits
Azeri folk music perfectly, without any trace of art music influence (ex. 30a).

Aeolian-7. Types of two-core large-size bipodal tunes. In my collection, there
are a mere two specimens of this group, as it is also very rare in Azeri folk music
(ex. 30b).
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Example 30. Large-size Aeolian tunes. a) Single-core tune; b) two-core tune

Aeolian-8. Fixed large-size descending tunes of several lines. Large-size tunes
of four or more lines are just as rare in Azeri folk music as are the large-size
two-core tunes. | can only cite a single example, sung by an ashik or semi-
professional performer in folk music. The five-line descending structure of the
tunes and the distant relationship with psalmodic melodies are worthy of note
(ex. 31).
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Example 31. Types of fixed large-size descending Aeolian tunes of many lines

Individual tunes

There are tunes in Azeri folk music that do not fit into any of the above
tune types on account of some individual features. I am going to enumerate them
with brief notes.

Tunes rotating on (G')-F-E-D-C-(B) tetrachord

Though sporadic, there can be found twin-bar tunes moving on (G'-F)-E-
D-C-(B) or rotating around and ending on D. I cite some in ex. 32, three from
the control material (ex.32a—c) and one from my collection (ex.32d). The latter
is certainly original as the rotation around D is in the lines built of F-E-D-C
notes in a longer tripodic tune performed rubato.
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Example 32. Tunes rotating around D. a) Small-sized tune; b) small-sized tune; c)
tripodic tune; d) tripodic tune

Ascending incipit

Seldom can one find in Azeri folk music tunes with a definitely
ascending beginning. Let us see a series of tunes whose members display this
melodic construction on various chords: a short ascent is answered by a short
descent (ex. 33).

J-: 104 Wedding song
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J-: 124 Love song
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Example 33. Ascending incipit. a) B-C-D trichord with C ending; b) B-C-D trichord with
B ending; ¢) G-A-B-C chord with A ending

Special tunes ending on C

As has been seen, the lower G note is very rare in Azeri folk music,
missing even from grace notes. It is also rare to have the first line of a two-lined
tune moving low, and more importantly, closing lower than the tune itself.
Example 34a is unique on account of these two features. Also unique is the
series of tunes outlining a twin-bar aavavb structure, whose building motifs
include the characteristic C-F leap which is highly conspicuous in this musical
realm (ex. 34b). In the control material there are a few tunes of C-C' and C-D'
octave-ninth compass, of which I present one in ex. 34c. The latter serves as
contrast in the vast sea of narrow-compass Azeri tunes. At the same time, I
collected a very similar tune from a Turkish respondent in Khil’milli (ex. 50f).

Andante Love song
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J 170 Wedding song
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Example 34. Special tunes ending on C. a) First line of a two-lined tune moving low, b)
twin-bar aavavb structure; c) ninth compass tune

Special tunes ending on A

I subsumed here a children’s song because of its twin-bar construction,
which is not typical of Azeri vocal music at all (ex. 35). In instrumental folk
music, however, twin-bar structures will be far more frequent.

Children's song
| |

L\S —— — — I S S S By B S S— i |
) ~ N 1

Example 35. Special tunes ending on A
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A Mixolydian tune

A single tune can be qualified as Mixolydian, primarily on account of its
incipit G' G' G'E D | E D D C, which defines the place of transposition rather
characteristically (ex. 36).

Andantino Plaintive song

Example 36. A Mixolydian tune

Anatolian analogies of Azeri tunes

As mentioned earlier, Azeris and Anatolian Turks are close kins by
language, so much so that they understand each other without great difficulties.
As the section on history revealed, similar Turkic tribes participated in their
ethnogenesis. It is therefore of salient importance to see whether the Azeri song
types have Anatolian parallels, and if so, what weight this similarity bears in
each folk music.

An extensive comparison is possible here, since the simple types of
Azeri folk music have been outlined above, and the system of Anatolian folk
music types is also known.* For the comparison, [ have studied some 3000 tunes
of the TRT (Turkish Radio and Television) repertoiret in addition to the two
thousand tunes of my own Anatolian collection. As for Azeri tunes, I annotated
some three hundred tunes in basic Azeri folk music publications in addition to
my Azeri collection of 650 tunes. This stock of nearly six thousand Anatolian
and Azeri tunes allows for the presentation of analogies and the description of
the character of similarities.

" Sipos (1993, 1994, 1995, 2000, 2002).

" A panel of experts decides whether a submitted tune can be included or not. When
accepted, it can be disseminated by the mass media. The advantage — and at the
same time disadvantage — of the collection is that its (incessantly changing) curators
try to include a tune type only once.
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Azeri folk music is predominated by elementary and hardly
differentiated tune types. In this folk music not only the compass, rhythm,
number of melody motifs, etc. are simple, but also the character of the melody
motions is extremely homogeneous. By contrast, the Anatolian narrow-compass
two-core melodies are far more diverse both in rhythm and melody contour.
Still, however, much larger the number of types is even in the layers of simple
tunes of Anatolian folk music, one cannot find Anatolian analogies to every
Azeri tune.

A keen observer quickly realises that many of the Turkish examples are
from eastern areas of Turkey mainly populated by Azeris and Kurds. I tried to
find as close Turkish examples to the Azeri tunes as possible, and indeed, some
tunes are almost identical, but some others are more distant. The degree of
similarity usually also reveals which Azeri type has a larger amount of Anatolian
counterparts. You must remember, too, that there are many similar tunes
underlying the Anatolian examples. In many cases it is not merely the random
coincidence of an Azeri and an Anatolian tune, but there is more profound
similarity between tune groups.

I refrain from a detailed comparison of each tune here, but let me point
out two tune groups to the reader. One group has tunes moving on lonian chords
and their lines end on D or C, which features compare them to the small form of
the Hungarian and Anatolian lament.* The other group contains four-lined
Aeolian tunes, many of which fit in well with the ‘psalmodic’ style in several
other peoples’ folk music.t In the same group, some tune has a larger Turkish
and Hungarian background, too.}

Let us first see the Anatolian correspondences to Azeri tunes moving on
Ionian chords (ex. 37). Such tunes are not rare in Anatolian folk music, although
it prefers scales including the minor third.§ In Azeri folk music this chord is not
exceptional, as exs 13—18 showed. Most narrow-range Anatolian lonian tunes
belong to the lament style, but — mainly in the eastern parts of Turkey — dance
tunes of this character are not infrequent.

" A detailed analysis of the Hungarian lament style can be found in Dobszay (1983). On
similar Anatolian laments, see Sipos (1994, 2000).

"I discuss the psalmodic style in somewhat more detail in the section on Avar music.

" See Bartok (1976) 1/8a—e Anatolian tune and ibid. the Hungarian analogy Ne 6. In more
detail, Sipos (1994: 23-25, No 154-174).

¥ Sipos (1994: 267-270).
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Sur-da bir ge-lin 6l-miis, de, ya - st-na gel - dim, oy.

Example 37. Anatolian analogies of lonian Azeri tunes (for corresponding Azeri tunes
see exs 13—18). la) Kars; 1b) Ordu, Ic) Anatolia; 1d) Kars, le) Erzurum; 2a) Savsat,
2b) Igel; 2c) Icel; 2d) Igel; 2e) Trabzon; 3a) Diyarbakir; 3b) Sivas; 4b) Antalya; 5b)
Antalya; 6a) Ankara; 6b) Icel; 6¢c) Yozgat

As mentioned above, the importance of the Locrian scale is equivalent to
that of the Ionian and Aeolian scales in Azeri music, and perhaps the popularity
and frequency of this scale is what gives a special flavour to Azeri music within
the folk music of Turkic peoples.* The Locrian scale is not rare in Anatolia,
either, but it is far less widespread than in Azerbaijan. Typically, a significant
part of the Anatolian examples are again from the eastern parts (ex. 38).

" In Anatolian folk music one encounters the uncertainty of the second degree quite often
(Saygun 1976: V). It can also be detected in Azeri folk music. Yet in both, it can
mostly be established clearly when the distance between the first and second
degrees is a major or just a minor second.
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3b)

Kop-rii-niin al - t1 di-ken, tiirk - men - o, Yak-tin be-ni giil i-ken, emm - og - lu.

De-gir-man sa-la ben-zer, a-nan 6 - le, De-gir-man sa-la ben-zer, a-nan ¢ - le.

4e)

Sa-man-lik-ta ke-di - ler, w1y, viy, Mi-yav, mi-yav de-di - ler, wviy, viy.

40 1

Ke-rem o-lup men o-du-na ya-na-ram, Dos-tu-ma dost diig-me-ni-me ya-ma-nam.

fa
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Example 38. Anatolian parallels of Locrian Azeri tunes (corresponding Azeri examples
in exs 19-24). la) Kilis; 1b) Ordu; Ic) Sivas; 2b) Kars, 2c) Kars, 2d) Akdagmadeni; 2e)
Tokat; 2f) Trabzon, 2g) Tekirdag, 2h) Afyon, 3b) Ankara; 3c) Elazig; 4e) Kars — Azeri
agzi; 4f) Kars; 5b) Kars — Azeri agzi

In Anatolian Turkish (and Hungarian) folk music, Aeolian tunes are the
overwhelming majority not only among more advanced forms but also among
simple tunes. No wonder then that nearly every Aeolian Azeri tune can be paired
with an analogy from Turkey (ex. 39).

Nonetheless, it comes as a surprise that these analogies are more remote
than the parallels between the Azeri and Anatolian Locrian and Ionian tunes. Of
course, it would be difficult to prove genetic connections between the studied
Azeri and Anatolian songs. These musical forms of narrow compass, Aeolian,
Locrian and Ionian scales and uncertain melody contours are not characteristic
enough and could easily evolve independently among different peoples. It is also
startling that the Turkish analogies of Aeolian scale were discovered in most
diverse places of Turkey and not in the eastern parts closest to the Azeri land, as
was the case with the Locrian and lonian tunes.
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Example 39. Anatolian parallels of Aeolian Azeri tunes (respective Azeri tunes in exs
25-31). 1la) Tercan; 1b) Erzurum; Ic) Sivas; 2a) Tercan; 2b) Anatolia; 2c) Kayseri; 2d)
Acipayam; 2e2) Acipayam; 2e3) Lzmir; 3a) Urfa; 3d) Kerkiik; 3e) Malatya; 4a) Askale;

4b) Artvin; 5a) Ankara; 5b) Corum; 5c) Izmir
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Connections between Azeri folk music and the music of other Turkic
peoples and Hungarians

Let us finally devote a few words to the relations between Azeri folk
music and the music of some Turkic peoples close to them as well as the music
of Hungarians.* The difference that immediately strikes the eye is between the
few simple styles constituting the Azeri folk stock as against many essentially
different tune layers in most Turkic and Hungarian music.

The majority of Azeri tunes have Anatolian parallels. The most
convincing analogies derive from north-eastern Anatolia which has a
considerable rate of Iranian Kurdish and Azeri populations. The analogies from
the coastal region of Anatolia and from the Turkish heartland are less
convincing, though there is a multitude of elementary tune forms of a few tunes
from all over Turkey.

As compared to Hungarian and Anatolian folk music, Azeri folk music
is characterised by the predominance of narrow compass and the extremely rare
occurrence of fixed four-part structures. There is practically no plagal melody
construction in Azeri folk music.

The Hungarian narrow-compass material is identified by Hungarian
research as a development upon ancient European and mediaeval music culture,
as well as upon the impact of 15th—17th century tunes, but it is clearly qualified
as folk tradition. The mentioned cultures have little to do with the cultures that
were in touch with Azeri culture, and indeed, there are hardly any common traits
between Hungarian and Azeri narrow-range tunes.

The few-tone motifs rotating around the middle note, which are so
typical of the simpler layers of Hungarian and Anatolian materials, mostly occur
among instrumental tunes in Azeri music, and only infrequently.

By contrast, there is an abundance of Azeri tunes that somewhat
resemble the small-form of Hungarian and Anatolian laments. That is perhaps
the only musical form that displays considerable similarities.

The lack of pentatony and of larger melody structures precludes a closer
connection between Azeri folk music layers on the one hand and the basically
pentatonic folk music styles of Mongolian, Northern Kazakh and Volga-region
Turkic groups as well as Hungarians, on the other. Not only is pentatony
missing, but also steps larger than a second are extremely rare, and the cadences
are also rarely wider apart than a second. Non-pentatonic psalmodic tunes may
be found in Azeri music but they are exceptional.

As for the Turkic music of the Volga region such as the music of Tatar,
Bashkir and Chuvash people, wholly diatonic Azeri music of narrow compasses
shows no connections whatsoever with them. It is only among the eastern
Chuvash minorities and the Christian Tatars of the Volga-region Turks those

" On research into narrow-range Hungarian tunes see Dobszay—Szendrei (1988: 327—
536), on Turkish small-compass tunes see Sipos (1995).
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small-range motifs can be found in their music, but these tunes are always tri- or
tetratonic including larger leaps.* The Mordvins and Votyaks of the region have
single-core convex lonian motifs of 3—4 notes but their character is different
from the lonian Azeris’ tunes. ¥

Let us take a fleeting glance at the music of two closer Turkic peoples,
the Kazakhs on the other side of the Caspian Sea and the Karachay—Balkars over
the Caucasus. As the forbidding mountains of the Caucasus separate the peoples
living on the two sides of the range, it is not surprising that one discovers hardly
any similar layers between the varied musics of the Karachays and Balkars of
Kipchak Turkic tongues, and the Azeris.}

Slightly different is the case of the Kazakhs of Mangishlak on the other
side of the Caspian Sea, who also lack direct communication with the Azeris on
account of the sea. The central lament form of these Aday Kazakhs also moves
on Locrian chords as one of the most typical tune groups of the Azeris does,
though the musical logic is somewhat different.§ Among them, psalmodic tunes
are represented with greater weight than in Azeri folk music, but with less
weight than in Anatolian and Hungarian music.** Generally speaking, the
Kazakhs of Mangishlak have far more, and more diverse musical styles than the
Azeris, yet their musical styles considerably differ from the pentatonic styles of
the Mongolian Kazakhs living east of them.}¥

To conclude: Azeri folk music represents a unique hue in the music of
Turkic peoples, significantly deviating from the folk music of both neighbouring
and more distant Turkic ethnicities. It is well known that Asian pentatonic
descending folk music exclusively predominates the Mongolian areas, spreading
westward through the northern Kazakh areas up to the Volga—Kama region, to
the one-time centre of the Golden Horde. The Azeri research also confirms that
this musical solution is far more infrequent in the south where elementary
musical forms of minimal compass and one- or two-core structures are
preponderant.

" In Vikar-Bereczki’s (1999), Christian Tatar tunes one senses the ‘tonic’ background
even in tunes moving on chords, e.g., in tetrachordal Ne 15 built of D C A C | AA
A...DCAA | AB A motifs the D-C-A tritone, in Ne 153 of CAAACDE | C
A B A A base the E-D-C-B-A tetratone.

" In Azerbaijan, there is a single Ionian type of this kind, the rest being descending and
wider ranged.

* On the Hungarian relevance of Karachay folk music see Sipos (2001b).

¥ For its detailed description and its comparison with the small form of Kazakh and
Hungarian laments, see Sipos (2001a: 43—48).

" See Sipos (2001a: 48-54).

"I made an attempt to compare the music of the southern and western Kazakhs in Sipos
(2001a).
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REPORT ON MY EXPEDITION IN THE CAUCASUS
DR. Janos SIPOS

The tracing of the old Asian layers in Hungarian folk music has great
tradition. The foundation-stone was laid by Béla Bartok and Zoltan Kodaly at the
beginning of the 20" century.' In 1936, Bartok carried out folk music research in
Anatolia, and between 1957-79 the musical mapping of the Middle-Volga region
was concluded by Laszlo Vikar and Gabor Bereczki. Due to these endeavours, we
can study four monographic works on Cheremiss, Chuvash and Tatar-Bashkir folk
music, and an excellent book about Anatolian folk music.’

I picked up the thread of research in Anatolia where Bartok had dropped it,
and proceeded gradually southward along the Toros mountains. I summarized my
findings in a volume of Anatolian folk music that is the most comprehensive
comparative work to this day.’

At present, [ am conducting the search for these broad connections in a vast
area. Apart from Anatolia, which I visit on and off after a six-year stay there in
1987-93, I led expeditions to Thrace, Western Kazakhstan (Mangishlak), Mongolia,
Azerbaijan, Karachay-Cherkes Autonomous S.S.R. and Kabard-Balkar Autonomous
S.S.R.* My aim is to continue with the noble tradition started by Béla Bartok and
Laszlo Vikar: the analysis of the eastern elements in Hungarian music authenticated
with collecting work on location.” Through my researches I connect the Volga-
Kama area with Anatolia so that in the final analysis the comparative musical map
of the entire area could be plotted.

The Turkic-speaking inhabitants of the immense area I have chosen are,
going from north to south: Chuvash, Tatar, Bashkir, Kazakh, Turkmen, Azeri and
Anatolian Turkish people, as well as the Karachay, Balkar, Kumyk, Noghay groups
in the Caucasus and the Turkic minorities in the Balkans. The elaboration of the
languages of the Turkic peoples living in the area is relatively well advanced,’
whereas still little is known of the musics of these ethnic groups, especially in
comparison with each other as well as in the historical perspective of the musical
layers.

" Bartok (1924, 1934, 1991), Kodaly (1937-76).

2 Bartok (1976), Saygun (1976), Vikar-Bereczki (1971, 1979, 1999).

* Sipos (1994, 1995, 1999, 2000), Picken (2000: 109).

* Sipos (1997, 1998, 2001).

> Bartok (1920, 1923, 1937, 1967), Vikar (1979b).

¢ Relevant books would fill a library, so let me merely mention a high-standard summary: The Turkic Languages of
1998.
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Music and language reflect different dimensions of human existence,
therefore more profound results can be expected of their combined study than of the
separate investigation of the two fields. Of similar importance is the requirement not
to restrict research to a small area or state formation, since several features of folk

music are areal phenomena that ignore frontiers just as rivers and mountain ranges
do.
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Figure 1. Map of the studied area

My aim is to get to know the music of these Turkic peoples, to compare
them, to define the fundamental musical strata, their interrelations and finally, to
draw some cautious conclusions as to their historical development. In addition, I
always compare the studied music to the tunes of the highly stratified Hungarian
folk music of eastern origin to see if there are any similarities.

A sceptical reader might argue that it would be hard to draw conclusions as
to Turkic or Hungarian prehistory or ethnogenesis from however extensive a
research, for in the history of folk musics, even a hundred years is hard to retrace, let
alone thousands of years. Although that argument contains much truth, it is also
known that in times prior to the 20" century lacking organized schooling system,

310



cinema, radio, and especially television, the speed of cultural change was
incomparably slower. What is more, certain folk music strata such as the laments
and usually the tunes in free rhythm have a great degree of persistency. Another fact
is that the emergence of large coherent tune groups requires many years. For some
genres it is therefore possible to take a retrospective look, especially when they are
represented by different but stylistically connected tunes, or tune groups, otherwise
called tune styles.

Besides, a synchronous research conducted over a large area might also have
its direct values. The material collected from a variety of aspects, high-quality
recording, up-to-date storage, unified elaboration and comparative analysis, the
systematization of the sound material and the transcriptions reveal a lot of the
current musical interactions among these ethnic groups. Even when the historical
implications are ignored, the musical and linguistic connections of a vast and
ethnogenetically intricate area can be learnt.

It is imperative to have personal expeditions to the Turkic people whose
music one wants to explore because there are no reliable monographs and the
existing publications usually do not answer the questions without a knowledge of
which no further step can be taken. There is unfortunately a single country in the
world where ethnomusicological research was launched by geniuses like Béla
Bartok and Zoltan Kodaly.

The ethnic groups of the studied area are in various contact with the
evolution of the Hungarians. Let me mention the Kazakhs by way of an example,
since the Comans migrating westward merged with the Hungarians, and their
brethren remaining in Asia took part in the ethnogenesis of the Kazakhs.” The North
Caucasian area is also important because prior to advancing to the Carpathian Basin,
the Hungarians also lived within the Khazar Empire, precisely in this area.®
Therefore, the Caucasian collection is a step in the comprehensive areal examination
on the one hand, and a venture promising the uncovering of special Hungarian
relevances.

Of course, it is beyond my competence to fully map the highly complex and
colourful Caucasian area, but it is worth noting that I added an interesting control
material to the Caucasian collection. In the early 20" century, a large number of
Karachays fled the Russians to Turkey, then they went further to escape deportation
in 1944. Today, Karachays live in the village of Bashoyiik close to Konya, for
examples, who—unlike most minorities in Turkey who assimilate quickly—stick

7 Golden (1992), Mandoky (1993).
8 Rona-Tas (1996: 248).
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closely to their traditions.” In the book I shall write I will compare the folk music of
the Karachays and Balkars in the Caucasus with that of the Karachays in Turkey.

Hungarian researches in the Caucasus

Taking a fleeting look at the map will immediately reveal that the
foreground to the Caucasus has a strategically salient place in the east-west route of
the Eurasian steppe. The steppe narrows down here because of the Caspian Sea and
the Ural Mountains, therefore the migrating peoples including the Huns and Avars
passed towards their western destinations here, then, when their empires had
collapsed, some of their groups returned here."

The foreground of the Caucasus has great importance in the shaping of
prehistoric Hungarians. Here was the Don-Kuban habitat where the Hungarians
moved mixed with Oghuz groups in the 5™ century before they switched over to a
more intense livestock breeding and land-tilling culture inside the Khazar Empire. In
the north, they performed frontier defence, as was appropriate for a people who had
recently joined the empire. In the south-west they got in touch with the Alans. It is
not accidental that the story recorded in the early Hungarian chronicles about the
kidnapping of the daughters of the Alan prince Dula in Meotis, the marches of the
Sea of Azov, who were to become the wives of Hunor and Magor—probably a
reference to the marriages of Alan and Hungarian princes and princesses—took
place in this very area. At any rate, the Hungarians got in touch with the Onoghurs,
Sabirs, Turks, Turkic-Khazar, Bulgars and Alans, as well as other peoples, in this
region before moving to ‘Etelkdz’ around 670, and from there, together with the
Kabars, to the Carpathian Basin in 895 being pursued by the Pechenegs.

No wonder our ancestors were always intrigued by this area. King Béla (IV.)
supported a Dominican monk called Otto to set out around 1232 with a few
companions in search of the relatives of the Hungarians, as our chronicles claim. He
did reach his goal, probably meeting the Hungarians around the Caucasus whom
Emperor Constantine Porphyrrogenitus mentioned (959) noting that they kept in
touch with the Hungarians in the Carpathian Basin via envoys."' This information
was the basis on which Julianus and his comrades set out in 1235 on a new
expedition. However, failing to find Otto’s Hungarians, they turned northewards and
did come across another Hungarian group along the Volga."

® Andrews (1992: 121).

' Réna-Tas (1996).

' Emperor Constantine presumably completed his work by 952. Originally, the book had no title, its first publisher
Meursius named it De administrando imperio in 1611 (Réna-Tas 1996: 57).

12 A more detailed description in Magyarok Kronikdja [Chronicle of the Hungarians] (1996), Budapest, 97.
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From that date up to the mid-18" century no other Hungarian research took
place in the Caucasus. At the turn of the 18" and 19" centuries, with the awakening
of the Hungarian national feeling, a search for the original homeland, for the Asian
kins, became a high priority issue. The first Hungarian explorer of some worth was
Janos Ogyallai Besse who came to the Caucasus in 1829. Besse was convinced that
the Hungarians had come from the Caucasus; he joined the expedition that climbed
the Elbrus, he got to know many ethnic groups but he found no relevance to
Hungarians."

Count Jend Zichy led an expedition to the Caucasus and then to Central Asia
in 1895. The expedition members no longer aimed to find Caucasian Hungarians,
although Zichy cherished some hope."* It was detrimental that they did not speak
Russian, the language of communication already at that time, and naturally could not
speak the innumerable Caucasian languages. True, one of the participants in the
expedition, Gabor Balint Szentkatolnai, wrote a brief grammar of the Kabard
language, but he did not speak it well. Nonetheless, it could have been a start for
Caucasian research, had it not been for the Russian revolution of 1905 and World
War L. Individual research became very complicated under the new circumstances,
so much so that up to the end of World War II only the Hungarian archeologist
Nandor Fettich got as far as Thbilisi.

After the war, scholarly and cultural relationship began to evolve with
Georgia and Armenia, but the outcome again failed to live up to the expectations of
the Zichy expedition. In 1966, Istvan Erdélyi visited several museums and research
bases in Azerbaijan, Daghestan, Georgia and north Osetia, and later in Chechenia. In
1978, he led an expedition of a few members to North Osetia, then the Kabardino-
Balkar Autonomous S.S.R. and the Kuban valley."

The head of the Department of Arabic Philology at Eo6tvos Lorand
University, Budapest, Karoly Czeglédy wanted to set up a Caucasian subgroup after
the World War IL.'® The researchers, however, were chiefly interested in Armenian
(Odén Schiitz) and Georgian (Erzsébet Tompos, Marton Istvanovits, Maria Biro)
culture. The culture historian Lajos Tardy also mainly studied Georgian subjects.'’

Although a few more study trips of lesser importance were conducted, no
significant research or field work has been done in this area of great relevance to
Hungarian culture. Besides, all research and visits concentrated on the southern side
of the Caucasus. It is therefore no exaggeration to claim that our recent, short but

1 Vasary (1972), Besse (1838).

' Cholnoky (1905), Zichy (1897), Zichy (1899). See also Erdélyi (2000).
15 See also Erdélyi (2000).

1 Czeglédy (1955).

' Tardy (1971, 1973, 1988).
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highly intensive and adequately documented Balkar and Karachay folk music
collecting trip is of signal importance.

About the Balkars

There are several contradictory theories about the origin of the Balkars.'®
Since the work of Vsevold Miller, the Balkars are associated with the Kuban
Bulgars who lived here in the 7"-8"™ centuries and were pushed back into the
mountains in the 12"-13" centuries.'” Again others claim that the ancestors of the
Balkars were Khazars who withdrew towards the upper reaches of the Terek in the
11" century. Some claim that the Balkars had Ibero-Caucasian or Finno-Ugrian
ancestors. Another view suggests that the Balkars used to live in the Crimean
Peninsula and moved to the Caucasus in the 15"—17" centuries.

According to Balkar and Georgian tradition, the ancestors of the Balkars
used to live in the North Caucasus, in the Kuban steppe, before the Mongol raids
drove them back to the mountains.* It also claims that before the Karachays and
Balkars got Kipchakized in their tongue in the 11™ century the earliest, they lived in
political alliance with the Alans and came strongly influenced by them. A lot of
Karachay-Balkar geographical names are of Alan origin, e.g. dan ‘river’, g’'am
‘gorge’. That is maybe one reason why their neighbours called the Karachay-Balkars
Alans or Osets.” In both languages there are many Digor-Oset loan words, although
in recent centuries, the Karachays had no direct contact with the Osets.”

Most probably, the majority of the above traditions contain a grain of truth
and the ethnogenesis of the Balkars involved certain ethnic groups of the one-time
Hunnish Empire, such as Karachays, Kipchaks, Khazars, Bulgars, Alans and other
Caucasian peoples. Little is known, however, of the rate of the ethnic groups
involved in the ethnogenesis, and therefore comparative musical research
encompassing vast areas, of which this present investigation is a small part, can
provide useful information in this regard.

The name Balkar itself did not appear before the 17" century.” Until the
18" century, the Balkars were nomads and animists, believing that all objects had a
soul, a spirit of their own. They personified the forces and phenomena of nature. The
Hanafi branch of Sunnite Islam began to be disseminated among them by the

'8 Sources of data on the history of the Balkars: Golden (1992), Kakuk (1976), Pritsak (1959), NUPI, Centre for
Russian Studies (www.nupi.no), Encyclopaedia of Islam, The Columbia Encyclopaedia.

1 Miller (1881-87).

? On Georgian traditions see the works of prince Waxusti Bagrationi (1695-1772).

2! Pritzak (1959: 356).

22 Miller (1881-1887), Schmidt (1932: 346-95), Abaev (1949: 271-90).

# According to 17" century Russian annals two envoys of tsar Alexander Mikhailovich travelled across the
Bolchary area of the Caucasus.
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Crimean Tatars and the Kuban Noghays, and in the years of the Shamil uprising in
Daghestan (1834-58) Islamization took momentum. Christianity and animism,
however, lived up the early 20" century, with traces surviving in their beliefs,
superstitions and, as we have found, in their folksongs to this day.

In the 18" century, Russians began to occupy the upper valleys of the
Terek’s tributaries and in 1827, Balkaria was the first of the north Caucasian
countries to be subjected to the Russians. The Russians did not colonize the Balkars
but created Kumyk, Oset and Mountain Jewish settlements in Balkaria, with more
and more Russians resettling here and transforming the pastures into arable land.
That sped up the switching of the Balkars from nomadic animal husbandry to
sedentary agriculture.

The Soviet regime took control of Balkaria in 1920. Upon the instruction of
the Central Committee, the “Balkar okrug” was annexed to the Mountenous Soviet
Socialist Republic (Gorskaya ASSR). In September of that year, the Balkars joined
the Kabards to create the Kabard-Balkar Autonomous Area, changed into the
Kabard-Balkar Autonomous SSR in December.

During World War II, the Germans occupied the area briefly. Charged with
collaboration with the occupying German forces, 1.5 million, mainly Muslim people
were deported by the Russians after the war. Apart from the Balkars and Karachays,
they included Volga Germans, Crimean Tatars, Kalmuks, Chechens, Ingushes and
Meskhetians. The people to be removed were rounded up and transported in cattle
wagons to Uzbegistan, Kazakhstan, Kyrgyzstan and Siberia. Estimates put the losses
at two-fifths of all deported people. Most of the Balkars were moved to Kazakhstan
and Central Asia in 194344,

For a long time the Balkars were not acknowledged as a separate ethnicity;
some of their area was annexted to the Georgian SSR, the rest to the Kabard
Autonomous SSR. In 1956, the Balkars were allowed to return, and in 1957 the area
got back its name Kabardino-Balkar Autonomous SSR. In 1991, Kabardino-Balkar
became an independent republic.

Nowadays, the awareness of the Balkars’ ethnic identity is strengthening,
but it has not much palpable result as they amount to some 9% of the population of
Kabardino-Balkaria. That is one reason why the Balkar leaders choose the Pan-
Turkic nationalist movement. In 1991 the Balkars joined the Assembly of Turkic
Peoples involving Azeris, Kumyks, Noghays and Balkars.

The Kabard-Balkar Constitutional Republic is on the northern side of the
Caucasus, with Nalchik as its capital. The area of the republic is 12,400 km®, the
population numbered 760,000 in 1990. Their typical occupation is animal
husbandry, growing wheat, flax and fruits, most of their industrial activity also
attached to argiculture. Timber industry and mining are also substantial branches.
Most of the area is uninhabited, a wilderness without paths. The Kabard, Balkar,

315



Russian and Ukrainian population mainly live in the valleys of the affluents of the
Terek. Sunnite Moslem Kabards and Balkars amount to 57% of the population, but
unlike the Balkars who speak a modern West Kipchak language, the Kabards’
Caucasian tongue belongs to the eastern branch of the Adyge (Cherkes) language
group. The Russians make up 30% of the population.

Statistics for 1989 claim there were 85,000 Balkars, 90% in the Kabardino-
Balkar republic, with considerable diasporas in Kazakhstan and Kirghizia. Prior to
1946, the valleys of the Terek’s affluents from the Elbrus to the country of the Osets
also belonged to the Balkars in addition to the northern slopes of the main range of
the Caucasus. The overwhelming majority speak Balkar as their mother tongue.

Collecting among the Caucasian Balkars and Karachays

I and Gergely Agocs visited the Kabard-Balkar and the Karachay-Cherkes
areas in September-October 2000. We got the impetus from Svetlana Dashieva, a
depute rector of the Kabardino-Balkar State University, who invited us to the
conference on the Nart epic poem held in Nalchik and a collecting trip.**

We knew there was dangerous radioactive pollution from the materials
buried in the Karachay lake and that efforts to cleanse the lake stopped for lack of
resources in 1998. It was also a matter to consider that the Chechen-Russian war was
going on hardly over 100 km away from Nalchik, and the Chechens took hostages in
neighbouring countries as well. When, however, a researcher had made up his mind,
nothing can deter him. Indeed, on September 25, 2000, our plane took off for
Moscow, and the same night we arrived in Nalchik, at an 8-hour delay.

In our two-member team, I took on Balkar communication, handled the
video and photo cameras, while Gergely communicated in Russian and worked with
the DAT tape-recorder. We returned home with an excellent collection of 250 tunes,
most of them recorded from reliable informants in five Balkar villages (Qashkataw,
Qarasu, Bezengi, Yanikoy, Ogari Malgar) and in three Karachay villages (Ogari
Mara, Karacaevsk, Teberda). Another four venues were added to that: the
Ethnographic Research Institute, the Nalchik Radio, and two folk music concerts.
We did not only record songs and beliefs of Turkic peoples, but also registered some
material of the local Cherkes and Kabard people, and collected from Cherkeses who
came to the Nart congress from Turkey and Syria. We acquired many folk music

* Narti, Malkar-Qaracay Nart Epos (1994), Moskva.
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publications, but these were mainly devoted to the folklore of the majority
Kabards.”
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Figure 2. Pitches and degrees

A Karachay-Balkar folk music style

For the exploration and arrangement of a musical material, one has to define
the musical layers, musical “styles” and types comprising a considerable number of
interrelated tunes, for their significance is incomparably greater than that of sporadic
tunes. If this step is made with due absorption and circumspection, we usually get
the key to the musical systematization, for the examination of the substrata and the
connections between the strata is already a somewhat easier task.

In this paper I am going to present a Karachay-Balkar folk music style,
before I attempt to see if the folk music of these people has any connection with
Hungarian folk music. Since the detailed presentation of no musical style can be
condensed in a short paper, this time I am going to sum up only the process of
analysis and the final conclusions.

A typical tune was already striking at the beginning of our collecting work
and many of its variants cropped up later as well. The tunes that were very similar at
first hearing eventually outlined two significant classes, one containing tunes ending
on /a, the other ending on so. The two can be called twin classes, for transposing the
so-ending tunes a note higher, we get melodies similar to the tunes ending on /a.
This could be inferred from the inner cadences of the two subgroups, VII(4)VII
being for the so-finals, and 1(5)1 for the /a-finals. These tunes are appropriately
handled in one group, although their scales are different.

With reference to some texts, I termed this compound, dual tune class 7as
koprii ‘Stone bridge’ class for easier treatment. The tunes have several common
features, such as individual arrangement of text, parlando-rubato rhythm on a latent

¥ E.g. Narodnie Pesni i Instrumental nye Naigrysi Adygov, Tom 2 (1981), Tom 3 — Cast’ 1 (1986), Tom 3 — Cast’ 2
(1990), Moskva.

317



6/8 ground, and four-part musical arrangement, with typical cadences but diverse
melody motion.

The odd-numbered lines of the texts had 10, 11 or 12 syllables (5+5, 5+6,
6+5, 6+6), the even lines mostly having 8 (5+3) syllables. A syllable or two might
be added to the odd lines, but shortening is rare in both odd- and even-numbered
lines. Symbolizing the 5- and 6-syllable section with S, the general syllable formula
is S+S/.S+3. This layout of the text is also adopted by the music, although the inner
division of the musical lines is not always plastic. It can be illustrated with a
multitude of examples.

This musical class contains tune groups of different character to be
presented here in the order of the height of the starting motif or first section. For
musical arrangement, a study of the height of the first part appears to be sufficient,
because the second section either progresses below the first or descends relatively
evenly, thus unlike the variable first part, it does not fundamentally influence the
overall character of the tune. The class containing a total of 65 tunes has three basic
forms. In the first two (a and b), the structural scheme already shows that the second
part is largely determined by the first. As for the ¢ form, there is usually a
descending motif in its last line, so the second (CD) part of the ABCD forms is
again smoother, less pronouncedly characteristic than the first.

Character of the melody Form of I'' | 2" part %
a)  Two-part fourth/fifth-shifting AB*/AB 43 %
b)  Two-part melody AB/AC 297
¢)  Four-part melody AB/CD 25

Let me embark on the real point to this paper, on what is more than just summary:
the presentation of some novelty about a so-far unpublished musical material. Let us
see the tune groups of this class. I will show one tune of all major groups, but I have
to stress that the 9 tunes represent 65 tunes constituting an autonomous, highly
variative class of tunes divided into markedly characteristic subgroups.

For easier comprehension, I also present the basic motion of the first part of
the tunes in schemes. Let us keep in mind that the ‘first part’ designates the first two
lines of the score.

% Including the more frequent AB’CB and the rarer AB°’AB, A*°B°AB forms.
2 Including A,BAC, A.BAC forms, too.
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Group 1. First part moving low and touching the fundamental note

It is typical of the first part of the tunes in the first group to move in a low register,
touching on the keynote once or twice and ending on the 4™ or 5™ degree.”® The
second part of these melodies moves about the same way, but it ends on the
fundamental note.

This group can be divided into three tune types, differing by the pitch of the
first part. The first group differs from the second by starting on the key note and
stepping from there to the 5"/6"™ degree. Also, on the whole the first part of these
tunes move lower than the first part of the descending second type (scheme 1a-b,
exs.1-2). The first part of the third type has its melody descend to the fundamental
note in the first third, then leaps sometimes as much as an octave upwards to
descend to the 3"-4™ degree, undulating on the third or fourth of the key note at the
end of the first part (scheme 1c, ex.3).
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Scheme 1. The abstract melody movement of the types in class 1

It cannot be stressed enough that although only a few /a-ending tunes are
presented here, each could be coupled with an equivalent ending on so.

2 5™ degree with songs ending on la, 4™ with those ending on so.
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(3a-24)

Aw - -

Example 1. Low-moving first part descending to the fundamental note in the middle

- gu-mu bil - ge - nem.

Siiy-gon - le ga dey -

le da,

2

ANV} [ [ |

—

Siiy-gén - le da

——
qay - da, biz

%N—Hé

Qu-ru men siiy - gén - den ne

Example 2. First part descending to the fundamental in the middle from higher
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J:’” (1b-13)

Qo-lu-na ti-yag a al-gan-na, oy, tey-ri,

Bar-ma - sam  iy-de qal-liq - man.

Example 3. First part descending to the fundamental in the first third of the period

Group 2. Low first part without the keynote

The first part of a popular Tas kdprii tune ending on so and having a bunch
of variants moves in the band of the 1°-5™ degrees, around the 3"-4" degrees as the
backbone, without touching on the fundamental (scheme 2, ex.4). No tunes of this
kind can be found among the songs ending on /a.

K>
1

A
R4

Scheme 2. Melody contour

321



O | |
s \ - |
| o1 |
e ! rr \ r |
Suw boy-nu - na bar - gan-ma,
N |
— ] 5 |
AR T O R — y— \

Suw bi - la bir-ge
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Se-ni hal-le -1 - ni

si - nar-ga.

Example 4. First part starting low

Group 3. Higher first part moving in the 6-b3 band

The Tas képrii tunes include some whose first part undulates around the 4™-6™
degrees. The first part begins with a descent, and ends on the 5" degree after
outlining a little mount. The second part descends from the 6™ or 7" degree to the
first, sometimes twice (scheme 3, ex.5).

Scheme 3. Melody outline
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Example 5. First part moving in the 6-b3 interval

Group 4. Types beginning with a wide-span mount

The Tas képrii class has some tunes whose first part begins low, arching
high to the 6" (so”) or 7"-8" (la") degree, and then declining back to the fifth of the
fundamental. The ‘mount followed by descent’ type of first part is frequent, as
illustrated by the next example. Hungarian descending shepherd’s songs also include
similar tunes.
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Scheme 4. Melody outline

Group 5. Types beginning higher

The core of the Tas koprii class comprises the most balanced form
represented by the highest number of collected songs. The first higher part moves in
the zone bounded by the 8" and 53™ degrees, and the series of cadences are 4 - 5 - 4
(la) or b3 - 4 - b3 (so0). Both the la- and the so-ending subgroups can be divided into
two types according to the shape of the first part. One type begins with ‘small mount
+ descent + ...” form (scheme 5, ex.6), while the other type has ‘mount + mount’ or
less frequently ‘mount + descent’ (ex.7).

These tunes have some fifth-shifting character, where the first part of the
melody is a fourth/fifth higher than the second part (AB**AB). The only difference
between fifth-shifting and non-fifth shifting tunes is that the last part is high in the
latter and lower in the former type.
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Scheme 5. Melody outline
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Example 6. Central type, ‘mount + descent + mount’ variant

325



V
Tau-qan taw - la-ga ket-gen-di, a- lay,

g lrrrrierr s 1
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Taw ki - yik - le - ni ma - rar - ga.
b e et
7
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Ke-1li-giz, qiz-la wa, ma biz ba-ra - yiq
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¢

Tau-gann' al - Ii - na qa- rar-ga.

Example 7. ‘Mount + descent’ variant of the central type

Most of the types seen so far began ascending, while there are several tunes
in this class that descend from high right from the beginning. The first part of these
tunes usually consists of two smaller descents from the 7"-8" degree to the 4™-5"
degree (scheme 6, ex.8). Examples can however be found of the ‘descent + mount’
form as well. Similar is the case to /a and /b types. The main difference between
the two being the start on the fundamental in one and the descent in the other.

Scheme 6. Descending melody outline
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Za-mal da dey - le, Za-mal da dey - le,

Mal - gar - da gqaw - ga soz - le - ge.
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Za - mal - da ol - pan kéz - le - ge.

Example 8. Types beginning with a descent

Group 6. Descending Tas kopri tune ending on do

As we have seen two tune types are parallel in this class, one ending on /a,
the other on so. A single similar tune ending on do could only be collected, but it
was sung by an old woman apparently aware of the older traditions and knowing
them reliably well, as she sang the tune long and with variations. Although
unparalleled in our collection, this tune must be taken into account (ex.9).

J:I.‘?O

(1b-12)

11T 10 A N —
[S—

Bi-la - bir, ey, a-dir bol - Sam ar a-lan

Post - roy - ka-ga sal-liq - man.
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Da sen de me-ni wa sii-yiip el - Sen ga

Qa-Ci-rip ar a-lay al-liq - man

Example 9. Descending Tas kdprii tune ending on do

Are there any analogies between Hungarian and Karachay-Balkar folk music?

Historical sources would suggest that there might be connections between
certain layers of Hungarian and Karachay-Balkar folk music. Let us see what
analogies we can find.

Pentatonic turns in Caucasian Karachay-Balkar folk music

As against the strongly pentatonic folk music of Hungarians, the Karachay-
Balkar folk music is not fundamentally pentatonic, as in the majority of tunes the
sixth and second degrees play important roles. Let us examine if there are traces of
pentatony in the music of these peoples, for the intricate ethnogenesis involving
Turkic people as well in addition to the (similarly complex) Caucasian and Iranian
peoples would make it possible.

In the whole collection, there are a mere five tunes that are pentatonic
throughout, and in two tunes there are pentatonic turns. In the rest, either at the
beginning or end of the tune, or at line-ends can we sometimes hear pentatonic
solutions.”

In group 4 of the Tas kdprii class there are two strongly pentatonic tunes that
only use the 2™ and 6" degrees in passing at most. In some ways similar are some
descending shepherd’s songs and large-compass ascending tunes of Hungarian folk
music, but these are merely accidental similarities and not genetically well-founded
connections.>

# At the beginning of tunes so-do-re, so-mi-re, mi-re-do-la, mi-do-re-so, at the end re-ti-la-so, at the end of lines
mi-do-la, do-la-so, so-mi-do, re-so, re-la.

% E.g. one of the Balkar tunes (Sipos Archives, Balkar/5a-7) is similar to the Hungarian descending shepherd’s song
Edesanydm rézsaféja (type no.: 18-079-00-01).

328



Fifth-shifting and the Tas$ koprii class

As is well known, fifth-shifting plays an important role in the music of some
ethnic groups including the Hungarians. However, one has to differentiate between
frequent and sporadic, definite and partial, as well as pentatonic and non-pentatonic
fifth-shifting.'

In the most populous Tas kdprii class the non-pentatonic fifth-shift is widely
spread, but it is not distinct but vague, meaning that we have not the repetition of a
motif a fourth or fifth lower but we have more or less accidental analogies between a
higher and a lower part. We have seen that in the tunes of this class only traces of
pentatony can be found, so the different scale, melody line and structure all mark
them off from the Hungarian fifth-shifting tunes.

There is a group of variants and a single tune among Karachay-Balkar
fourth- and fifth-shifting tunes ending on /a and so. The first part of these tunes
moves between the 8" and 5™ degrees, and closes on the 4™ or 5™ The second part
begins high - as is frequent with fourth- or fifth-shifting tunes, before the parallel
motion to the first part sets in. The tunes have the form A*3A (ex.10a). The other
tune that belongs here has its second part unusually start 6-8 notes below the first
part, before the parallel motion is established (ex.10b). Fourth- and fifth-shifting
motion was also seen among the high-beginning forms of the wide-spread Tas koprii
tune. As against those, the tunes here resemble somewhat the Hungarian fifth-
shifting tunes on account of the kolomeika rhythm and the fifth-shifting structure.

a
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" Sipos (1997: 305-317), Sipos (1998).
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Example 10. Higher tune a) ending on la, b) ending on so

Twin-bar tunes

The recitation of the Koran—similarly to Kazakhstan and Azerbaijan—
moves on the mi-re-do trichord ending on re among the Balkars, too. This form has
a significant role in the children’s songs of Hungarians and other ethnicities, but this
recitation on mi-re-do does not seem to have much repercussion in the Karachay-
Balkar folk music, and the folk tunes using similar notes utilise deeper register. The
Ozay and Gollu tunes of ancient Karachay-Balkar religion end on re, but unlike the
Koran recitations and the Hungarian children’s songs, they go deeper down. The
Gollu tune is the following: fa-fa-fa mi-mi-mi / re-re-re ti so / do ti-do / re re.

Laments

Laments are hard to collect anywhere, but in the land of the Karachays and
Balkars it seemed almost impossible. The superstitious belief that singing a lament
would conjure up a tragic event made it impossible to collect laments even in
intimate friendly atmospheres in which the psychic barriers would long be overcome
in other locations. Eventually, a woman hired as a wedding musician sang the tune
of the lament, without words. Typically enough, she did not do even so much before
the local people, especially the men, left the room. The responses of the women who
stayed on and the plaintive mood that settled confirmed that the lament was
authentic.
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The lament tune sung several times descends on series of the so’-mi-re-do-
la-so scale; it has a two-line variant in which la’-so’-mi-re-do do-pentatony of the
first line is answered by mi-re-do-la-so so-pentatony in the second. It is worth
pondering that in this definitely non-pentatonic melodic realm it is the lament that is
pentatonic. At any rate, this lament is dissimilar to Hungarian laments. There is,
however, a Karachay tune that displays some similarity to the small form of
Hungarian, Anatolian and Azeri laments in that it is constructed of two motifs, the
first descending on /la’-so’-fa-mi-re, the second on so’-fa-mi-re-do tetrachords
(ex.11).

J =150 (5b-12)
n

Example 11. Karachay tune ending on do, with similarity to Hungarian laments

‘Psalmodic’ tunes (about the psalmodic tunes see Sipos (2001: 32)

These seven- and eight-syllabic Karachay-Balkar tunes ending on /a constitute a
markedly distinct group. They are typically built of two short parts, a fa/mi-do
descent (A) and a mi-la descent (B). These two musical lines may vary to create
diverse forms such as ABBB, BABB, ABBB-AABB, AAAB+B+, BBBB-ABBB-
ABAB. All this might as well lead towards a more general psalmodic style, but this
musical style does not seem to be fully fledged here (ex.12a-b).

Such tunes and their more advanced variants can be found galore in Anatolian
and Hungarian folk music. Some of the tunes are religious songs, yet many being
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lullabies suggests that a more archaic form is at issue. This form is missing from
among the folksongs proper, or it may have been pushed back from there.
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Example 12. ‘Psalmodic’ tunes. a) religious song, b) lullaby
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To sum up, we can conclude that apart from a few formal correspondences,
there is hardly any similarity between Hungarian and Karachay-Balkar folk music.
Some traces - such as the pentatonic lament or the importance of fifth-shifting
structure may suggest that earlier other musical forms were also used by the
Karachays and Balkars but these were squeezed out in the course of the
ethnogenesis. Not a single tune of the most prevalent Tas kdprii class has Hungarian
analogies, including the fifth-shifting ones. It would be imperative to get to know
the music of the Osets, Kabards and Cherkeses to be able to draw more profound
conclusions. The fact, however, that certain elementary forms such as the twin-bar
mi-Re-do core tune of salient importance in Hungarian folk music or the psalmodic
tunes appear in the Turkic region in connection with religion and among the
lullabies is important.

Balkar song texts

A comparatively detailed presentation of the Karachay and Balkar languages
can be found e.g. in Pritzak (1959: 343-346), in dictionaries, grammars and
glossaries, and in The Turkic Languages (1998). Below I present the texts of the
examples and their translation. I used the following special marks.

/ is used for the division of musical lines.

() is used to designate the phonemes left unuttered, e.g. when cigiwcu édim sounds
cig'wee’m, it is written cig(i)wc(u) é(di)m.

Additional or padding phonemes, syllables, words are underlined (da, wa), the
words that could not be made out are marked °...".

I used the following transcription for the texts:

Cyrillic  transcripti Cyrillic  transcripti Cyrillic  transcripti
a- a K- k - f
0- b Kb- q Xx- h
b- v a- 1 uy- c
- g M- m Y- ¢

2b- g H- n w- §
0- d 9- i) w- §¢

0orc- ] o- 0 b-
e- € n- p bl- 1
é- 0 p- r b-

oHc- Z c- S 9- €
3- Z m- t 10- u
u- i V- u - ya
- y y- w
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The texts were translated from Balkar and Karachay by Eva Csaki. The Hungarian
variants of the poems and the paper were translated into English by Judit Pokoly.

# Ex.1. Lament over the untimely death of a student, Murtazov Asadullah (1910)
and Atabiev Magomed (1930), Ogari Malqar

Teplerim qatis / sli(y)gen murat éte, It was my heart-felt desire to learn with
my friends,

Dagi men kelgenem / oqurga. Therefore I had come here, too.

Oqur murat éte / bir skolga Although I arrived with the hope of
kelsem da, studying in the school,

Arurugumu / bilgenem. I knew I was exhausted.

T(1(§11§1a da Cabip / alay da Cig(i)wc(u) I ran out into the street

é(di)m

Senir izleydile / desele, When I heard I was being asked for,

Adr(u;Nclllm da biraz da / mazal boluw¢(u) My illness became symtomless
éd(i) da
Teplerim da suray / kelseler. When my friends inquired about me.

# Ex.2. Love song in skit form, Murtazov Asadullah (1910) and Atabiev Magomed
(1930), Ogari Malqar

Siiygonle deyle wa, / siiygonle da deyle, They are said to be in love, in love,

Siiygonle da qayda, / biz qayda? But where is the loving couple, and
where are we?

Men da siiygonlikge, / ol siiymeyd(i), 1 love in vain, she doesn’t love me,

deyle da,

Quru men sitygénden / ne fayda. I'm dying of love, but what good is it?

Qolumdagi dar / alay a palatok, A silken kerchief in my hand,

Men siiygonime / bereme. 1 hand it to my sweetheart.

Dag siiygonimi da / 6nelegemin da, Because my love turns away from me,

Men anasinnan / koremer. 1 do not respect his mother.

# Ex.3. Love song, Giliahova Ariwkiz AZievna (1900), Karasu

Ertte(n)likd(e) / é(r)tte turganni, le, One who gets up very early,

.. bes namaz(in) / qilganni, ... prays ﬁgve times,

Alsam allayni wa / alligma, oy, teyri, en I get married,

Almasam bilay / qalligma(n). L'l take one like that for my wife.

Qoluna tiyaq a / alganna, oy, teyri, ]I;” hold myself aloof if she’s not like
that,
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Min goyn(u) izindan /
barganna,

Barsam allayga wa / bar(l)igma, oy,
teyr(i),

Barmasam {iyde / qalligman.

Arbazina fayton wa / kirgenni, oy, teyri,

Oneki tilni / bilgem}ii)

Barsam allayga wa / bar(l)igma, oy,
teyr(i),

Barmasam iiyde / qalligman.

One who takes a stick in his hand and oh
VV%OS}Z, drives a thousand sheep,

en I get married, I’ll surely only
marry one like that,
Or, 1'd rather stay at home.

One who has a coach driven in the
courtyard,

One who speaks twelve languages,

When I marry, I'll surely only marry one
like that,

Or, if I don’t, I'll surely stay at home.

# Ex.4. Complaints of a young man about love, Holamhanova Afuazan (1963),

Bezengi

Suw boynuna / barganma

Suw bla birge / zi(y)larga.

Bir-¢k(i) iynarla / da men aythanma
Seni hallerini / sinarga.

Seni hallerini / sinasam, hanim,
Amannan aman / ZaSsa sen.
Sennen igisin / dagi tapmasam,
Izlerne dep ay- / lanama men.

Jiin taragan / qiyin boladi,

Taray bilmegen / qollaga.

Eretten sayin / ¢igip qarawcem
Sen a zorowce (Ziiriigen) / zollaga.

I went to the shore

To weep together with the water.

L'l sing some love songs

To learn how you are.

If I learn how you are, my khan,
If you're worse than wicked.
I won't court anyone

Until I find a better one.

Carding wool is a hard job,

For hands that cannot comb.
1 went out day by day to see

The roads that you walk.

# Ex.6. Love song, performed by the semi-professional folklore ensemble of Nal¢ik

radio

Basibizdagi / ariw zulduzéuq,

Ol tawla / artina batad.

Ariw sifatiy / ésimnen getmey,
Tanim aman bla / atadi.

Men Zolga €igip, / allina wa qaray,
Eki kdzimnen / boSayma,

Ul siiymekligin / élge wa bilinip,

Bolmaz qaygiga wa / qalganma.
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A fine little star above our heads,
It hides behind the mountains.

Your fine face is fading from my

memory,
1t dawns upon me amidst sufferings.

1 got out to the road, waiting for you,
My two eyes are exhausted.

Boy, the whole village knows of your
devotion,

And I am in icredible worry.



& Ex.7. Song about Tauqan, excerpt from a lyrical song, Roza Teppeeva (1949),

Bezengi

Tauqgan tawlaga / ketgendi, alay
Taw kiyikleni / mararga.

Keligiz, qgizla wa, / ma biz barayiq
Tauqann?‘i) allina / qararga.

Taugan went into the mountains
To hunt for mountain beasts.
Come girls, come!

Let’s go and meet Taugan!

& Ex.8. Lament, Basiev MaStay Mahmutovi¢ (1928), Ogari Malqar

Zamal da deyle, / Zamal da deyle

Malgarda qawga / sozlege.
Way, gara qalla, / qan zaugand deyle
Zamal da Colpan / kozlege.

Quru da ganadan / i§lennend deyle

Ullu Malgarni / kopiirii.

Qaysi orusly / bolur édi anam,

Zan (meni) Zamalimi / okiilii.

Meni Zamalim, / woy, woy, ketkendi
Ol Arustovha / qumacha.

Zamalim kelse, / oy, men barligma
Ullu Malgarga / quwanc¢ha.

Zhamal is talked about, Zhamal is talked
about
In angry Balkar words.

Alas, Zhamal’s beautiful eyes are said
To have filled with black blood.

1t is rumoured that the bridge of Great
Balkar land

Has been built of dry planks.

Which Russian was, mother darling
The counsel for my Zhamal?

My Zhamal, alas, went

To Rostov for cloth.

When Zhamal arrives, I will surely go
To Great Balkaria for a feast.

& Ex.9. Love song, Giliahova Ariukiz Azievna (1900), Karasu

Bilabir (brigadir), ey, adir (alay) /
bolsam ar alan

Postroykaga / salligmar.

Da sen de meni wa /siiyiip elsen ga,
Qacirip ar alay / alligmar.

Da tiibiindeyi / at€igin na zasi,
Bardiralligmisa / ziri$un.
Kesim siiymegelley / tiysem
.a Rasul an
(Zi)yirma zilg(a) éttirme / stizOystin.

Da tiibiimdegi / at¢igim a, qizi,

Bardiralligma / zoriisiin.
Kesip siiymegelley / tiysem da, oy, qiZzi,
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When I am the brigade foreman,

1 will take you to the construction site.
And if you love me,

I’ll elope with you, that’s how I'll get
married.

You must curb the horse under you, lad,

1t must walk slowly.

If you touch me when I don’t want you
to, I say to the Prophet

L’ll have you gaoled for twenty years.

L’ll surely curb the horse under me,
lassie,

Let it walk slowly.

If I touch you whyen you don’t want me



to, lassie,
On jilg(a) édirirme / siiziistin (siidiisiin). 1/l sit in gaol for ten years.

& Ex.12. Zikr - religious song recitation, Budaeva Niirziyhan Xuseyevna (1928),
Nalcik

So6ziim(ii) awali / bismillyah, My first word is in Allah’s name,
Ekinci(si) — alham-/dulillyah, The second is thanks to Allah;
Salat-salam / paygambarga, Greetings, glory to the Proghet,
Ahlusuna — / ashatlaga. His relatives and disciples!

Ana tabig / bolallaga, To the faithful,

Din jolunda / turg a%laga, To those who keep to the path of
Razi bolsun / siyli Allah, religion,

Din jolunda / tursun illyah. May holy Allah be merciful to them!

May they stick to the path of faith!
Namaz haqin-/nan sdyleyim,

Tilibizde / nazm(u) aylayin,. Let me speak of namaz,
Adamla a-/nilar iiclin, In verse, in our language.
Jiirekle ju-/musSar iiciin. That people shall understand it,

That the hearts shall be moved.

& Ex.13. Lullaby, Galiaeva Liza (1938), Ogari Malqar

Bollaw-bollaw, / boleyim, Sleep, sleep, let me swaddle you,
San(a) ahsiliq / tileyim. Let me wish you good.

Zandan siiygen / jan balam, My child dearer to me than myself,
Adam bolup / kéreyim. Let me see you grow up.

Zanimdan siiy-/gen balam, My child dearer to me than myself,
Sense jiirek / stiygenim. You are the one loved with all my heart.
Sen irahat / bolmayin, Don’t be worried,

Tincliq tapmayd / jliregim. Then my heart won't find peace.
Jiiregimi / quwanci, The joy of my heart,

JaSawumu / jubanci. My Z/ifey’s delight,

Naqut-nalmas / tas¢igim, My brilliant-diamond gem,

Gokka hans / balacigim. My little flower.

Bolley-bolley, / boleyim, Sleep, sleep, let me swaddle you,
Sag(a% ahsligi / tileyim... Let me wish you good...
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