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Abstract

While American and western European works make up the majority of the
classical clarinetepertoire known and studied in thee®¥, works of Turkish origin are
the focus of this document. Though over 100 pieces of Turkish classical clarinet
repertoire exist, they are widely unknown to Western musicians, uncatalogued, and
seldom performed. Congeently, although the clarinet is &gle of Turkish music and is
extremely popular in the countryodos folk tr
composers remains difficult for Western musicians to find and acquire.
The history of Anatolia as a ktural melting pot resulted in divezsand unique
classical and folk musical traditions, both based omtakammodal system. Unlike the
Western tradition, which developed tweliene equal temperament, the octave in the
Turkish modal system comprises twefour unequallyspaced tones. Thaarinet was
introduced to Turkey by Giuseppe Donizetti (178856), who traveled to Turkey at the
behest of the sultanate to found Europsihe bands. Particularly appreciated was the
cl ar i net,piehedid@Torkey imported its early clarineiom Germany,
where the Al bert system was in use. These
the Albertsystem G clarinet in the early twentieth century. Even today, with more than
55 Turkish conservatorigsaching classical Western music, Gelarinet retains its

importance.



When the Republic of Turkey was established in 1923, president Mustafa Kemal
Atatirk (1881 1938), strove to define a national Turkish music style that combined
Western and Ottoman tidions. To this aim, governmefiinded musical training in
Europe was offered to musicians who passed aspatesored examination. Four
members of the TurkishFidea congl omer ate of composers
Rey (1904 1985), Ulvi Cemal Erkin (198 1972), Hasan Ferit Alnar (1906978, Necil
Kazém AkB1899), ahdAlhrGeB Adnan Saygun (180991), who pioneered the
composition and performance of nationalist Turkish néusiere among those awarded
scholarships. Though their contributions to clatirepertoire are minimal, they pavine
way for future generations of Turkish composers to create classical clarinet works.

Although contemporary Turkish composers are writing for the clarinet, their
works seldom reach Westérrand especially Americ@nmusicians. Efforts to promote
Turkishclarinet repertoire have been made, but more must be done to disseminate these
works to Western performers and instructors. The performance guy@midlakam 4
by Edward J. Hines, arBezislel(Intuitions) for clariret duet anddoron for clarinet and
piano, by Ahmet Adnan Saygun, contained in this document, along with a list of over 100
Turkish classical clarinet works, publication and recording information for said pieces,
and a fingering chart comparing the Boehrd afbert systems, strive toward thgeal.

Turkish classical clarinet music, merging influences from western Europe and the
Middle East, is a beautiful genre that in my opinion deserves a place in the canon of
clarinet repertoire. This document aims taHier a global awareness not only lost

musi co6s existence, but of its value.
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Chapter lintroduction

Thecurrentcanon of tassical clarinet repertoifgimarily consists oAmerican
and western European watK his documentocusesnsteadon works of Turksh origin
a segment of the repertomeite unknown to Western clarinetisté/hile over 100 pieces
of Turkishrepertoireexistfor the clarinetfhey arenot well known internationallynor
are theyperformedasoftenas would be expectad their country of origin. Although the
clarinet is a staple of Turkish music and
classical clarinetvorksby Turkish composerareoftendifficult for Western musicians to

find and to obtain.

Research Obstacles and Bnm Turkey

My interest in Turkish clarinet music began2012upon my discovery oY eni
Makam 4(1995) by Edward J. Hines (b. 1951). | found the piece, composed by a student
of Turkish Five membefAhmet Adnan Saygun, to be challenging, beautiful, Guit
unlike the repertoire to which | haakeenhitherto exposed. It offered unique learning
opportunities, including microtones and extended technidugdmited experience and
knowledge of clarinet repertoire led me to believe that | would encounter maney
worksof Turkish origin as | progressed in my studies. Unfortunately vould be the
only Turkishinspired piece of musim whichl would come in contadior many years.

Then, as part of the doctoral woodwind literature class | took in 2018§ahlte furher



explore the topic of Turkish clarinet mus@nly afterconsiderableesearch into Turkish
classical clarinet repertoire wouldliscoverover 100workslargely unknowrto Western
musicians.

Further researclncludinginternet searchesxgorations @ library holdings,
attempts to locate collections of contemporary Turkish music, and efforts to contact
Turkish musicians and conservatoniegealed the difficulty in obtainingecordings and
sheet musi While |1 was able to find collections @ttoman tassical music, collections
of contemporary works eluded m@nce pieces were identifiethe $aff of The Ohio
State University Music and Dance Libraxprked to acquire a numberwbrks| had
discoveredWhile manywere inaccessiblaye succesfully entanced the collection with
the addition ofAllegro Ferocg(1930), byNe c i | Kazéenml9g9kkoms (1908
(1964) andrrio, Op. 55 (1975), by Ahmet Adnan Saygun (100291), andKhayyam
(2011 andSonata for Clarinet and Pian®p. 42 (2012), byd& z € | (b. B2@0y.

My trip to Italy in the summer of 2018 féhe Corsi Internazionali di
Perfezionamento Musica(énternational Music Mastercourses) in Cividale del Friuli
made it possible for me tosit Turkeyat t h e conelusioni. Hoadvey, ¢h
langua@ barrier made it difficult to interact witharinetists and composers in Turkey
Therefore, | decided to studhasic Turkishas apreparation for my travels and to aid me
in my researchNavigating conservatonyebsites, even in Englishlsoproved
chalenging and confusing. Contact information for faculty was largely abkergched
out toaround 10 individuals or ensembles &ndifferent conservatories with no

responses.



| altered my tactics and reached ouTto | b a, the Biedor of Internaticai
Relationsa¥ a k ar Un i v e MssDassyromptly rasgomaedr; putting me in
contact with D. Mehmet Can Ozer (b. 1981), a Turkish composer and lec¢herer
university whowas more than willing to meet withe to discusmy researchMy
meeting with Dr. Ozer was an enlightening experience, as infiaisned that even in
Turkey, classical Turkish clarinet repertoire remains uncatalogued and largely unstudied.
He informed me thatlassical clarinet music in Tkey began around the 193@dter the
founding of the Republic of Turkewith the composition of chamber works, and that at
least two clarinet concerti were written in the 1960s and 1$#®ld me about the
history ofHoron, by Ahmet Adnan Saygun, wh called the grandfathef Burkish
traditional contemporary musikle provided me with names of sevespecify number
living composersfrom whom | was later able to acquire additional information regarding
their works,all of which are represented ini$ papernd contact infonation for Ersin
Antep, a musicologistataloguedurkish composergzrom these sources, | was able to
acquire much of the information regarding the pieces mentioned in this document.

Dr. Ozer, however, was tlmmly composewith whom| was able tspeakin
personAs acomposer of electracoustic musicDr. Ozerstated that he uses traditional
Turkish musical ideas (such as thakamlar or Turkish modal systenm a very abstract
way. He provided me with the clarinet part fis B010 compositio€larinet Concerto
for clarinet, tape, and live electronics and informed me that he had been commissioned by
Dutch bass clarinetist Henri Bok (b. 1950) to compose a series of minidduréxzer

wasa remarkable resource, providing mghasamesand in some casespntact



information ofaround 15other Turkish musician®ffering insight into the workings of
Turkish conservatories, amdfering suggestions regarding how | might approach my
researchdpic.

While researching music shopsK z milifound that the majority were either
Westernfocused general music stores, or shops that mainly sold traditional instruments
and CDs. Howevel,discovered that the city is home to @kri Nefesli Sazlar (Adneri
Wind Instruments), a music storedaworkshop belonging to clarinet manufactuaed
instrument repairmaAydan Akaneri. When | arrived, MrAkaeri graciously gave me
and my father a tour of his workshop, theade us tea arallowed me to try some difis
barrels and bells while recountitige history of the businesdle does not manufacture
B-flat clarinets, focusing on the construction@®tlarinets made of grenadilla, mopani,
and boxwood witttarbon fibeibores and silverand goldplated keysHowever, his
work is represented internatially, having sold his clarinet barrels and bells to renowned
performers likeWenzel Fuchgb. 1963), principal clarinetist of thgerliner
PhilharmonikerDuring my visit, | too purchased a bell and a barrel fronnak Nefesli
SazlarMr. Akeeri also does repairs ftire seven surrounding orchestras.

Upon my return to the United States, | made further attempts to contact those
clarinetists | had failed to reach before, but was still unsuccessful. Finally, étsinet
Luca Saraccéb. 1963) and Nicola Bulfone (b. 1963) assisted me in communicating with
Turkish clarinetist Ege Bandb. 1991) who aided me significantlyir. Banaz
responded quickly, listing 33 clarinet concerti, pieces for solo clarinet, and voorks f

clarinet and pianoOf the composers whose works he mentioned, he is personally

4



acquainted with fiveF a zSay(b. 1970) Ali Hoca, Hasan Niyazi Turgb. 1982)
| st eki han T 2006) dnddzde Gulbeyl Ustdvs. Banaz also told me that the
most commonly performed Turkish classical clarinet works are the concértaby i | oj | u

Say, and Hoca andoron, by Ahmet Adnan Saygun (1901091).

Overview of Document Contents

The long and complicated history of Anatolia has resultedmodernday
Republic ofTurkeythat isrich in traditions stemming from an array of ancient
civilizations Growing out of aultural melting pot, t music of the region is diverse and
unigueContri butions to Turkeyodds musical cul tu
the Christian traditions of the Byzantine churthe makantar, which comprise
Turkeyd s mo d a hredsriyesl froenrthe same Pythagorean rootgvastern and
Arabic scale system@#\rising from this tradition, th®©ttomans retained a greater number
of usablepitchesthan did the other civilization$Vhile western Europe removed all tone
distinctions smalleriian a half step, favoring equal temperament and a tviehes
system, and Arabic cultures disposed of usable intervals smaller than a quarter tone, the
Turkish traditions maintained all eighth divisions as distinct tones, creatmgnayt
four-note systenof unequally distributed pitches.

In the early 28 century, the Ottoman Empire was disbanded after the Turkish
War of Independence, giving rise to what is now the Republic of Turkey. With this
change t he r,MpstataKemal Atalrk(1&8a 1038yasdMu st af a Ks me't

K n °(b884 1973), began to push for modernization and westernization. This shift



affected all aspects of Turkish culture, including muatatirk andK n ° recggnized
that blending the Western classical style with traditional Turkish falkicrand
makamlac oul d bring gl obal recognition to the
Therefore, statsponsored examinations were offered to talented youngiansiacross
Turkey. To those who passed the exams the government offered fundiwgdpean
music education.

Four of these musicians would become members of the group now known as the
T ¢ r k Boetkel Terkish Five. This group includ€de ma | R é1804 1985k e
Ulvi Cemal Erkin (19061972), Hasan Ferit Alnar (1906 9 7 8 ) , Neci l Kazém
(1908 1999), and AhmieAdnan Saygun (19071991), who were the most successful
composers in #integration of the Western tradition in Turkey and the composifian
new Turkish classical style drawing from both Western and Turkish tradifibrsmix
of styles was first explored through the compositiopiaho, vocal, andhamber music
Thoughmany chamber works utilized the clarinet, solo works for wind instnis were
scarce

Before the cl ar i n sipsbassingereediwoodwindi n Tur key
instrument common in Aegean folk music, held much greater significance. The clarinet
was intoduced to Turkey by way of Germany. Thé ar i n e t, pitehedinhdGawas u r
particularly soughtfter. The widespread use of this instrument in Turkey meant that
music continued to be written for the clarinet in G, even aftecthear i net weat d 6 a mo
out of fashion. This i n t ur eoftheAtberdsystemt he c o

G clarinet in the early twentieth century, especially in the folk tradition, where it all but



replaced theipsi TheB-flat and A clarinets most common in Westarasic are now
played in Turkey as well, gper Dr.Oze) there are rare than 55 Turkish conservatories
teaching classical Western music. Still, the G clarinet retains its importance. Turkish
clarinet music also remains difficult for Western musicianst@ss and has not yet been

catalogued

Purpose of Research

Outside & Turkey, it is difficult to discover and accesarKish clarinet music
The repertoire isinknown and thus isarely performed by soloists and orchestras
Recordingsof Turkish clarinetmusic are limited t@ select few albums, SoundCloud
recordings, andYouTube videos, all of which are mentioned in this docuni&met
music is difficult toobtain According to DrOzerand a series of interviews conducted
by Harun Keskinthe music isarely taught infurkishconservatoriesrlhis research
revealedover 100 pieces of Turkish classical clarinet repertoirén the possibility of
many more to be found.

From my researchh, 6 v e d i s che ungue astde of Tur&igh clarinet music
mergednfluences from western Europe and Maldle East In my opinion, thisnusic
deserves to beore weltknown outside of Turkey. The music provides unique
opportunities for clarinetists to explore uncommon extended techniques, modal systems,
tone colorsand metersBoth student and professidredarinetists will find much of value

in this music that will enhance their performanceaf-Turkishrepertoireas well.



The purpose of the research presented herein is to promote Turkish clarinet
compositions antringthem to the awareness\Western audieres and musiciansas
well as to make performeasd instructoraware of tiis collection ofexcellen
pedagogical anderformance piece$he expansion and diversification of the canon of
clarinet repertoirgrovides the possibilitfor the continued groth, inclusivity, and
relevance of our classical tradition. Tinéegrationof this literaturaento our repertoire is
only a first step in thglobal exchange of musical knowleddpat in my opinion will
greatlyenhance classical music worldwide.

This documenbeginswith a brief history of Anatolia from ancient times to the
establishment of the Republic of Turkey. A discussion of the music of the Ottoman
Empire and the Turkish folk and classical music traditisitisfollow. Next, the Turkish
Five will be discussedifurther detail and any contributions to the clarinet repertoire will
benoted. A brief introduction to Turkish musical practices will follow, with the goal of
acquainting Western musicians with thestes of Turkish music theory and timakam
system.Nex , t he clarinetés modern use in Turke
chart comparing the Boehm and Albert systems. Finally, three pieces will be discussed in
further detail:Yeni Makam 4by Edward J. Hines, an8ezisle(Intuitions) for claringé
duet andHoronfor clarinet and piano, by Ahmet Adnan Saygun. It is my hope that the
introduction of these pieces to Western clarinetists will serve as both a starting point for
integration of thisiterature into our canon and an impetus for Westearest in Turkish

clarinet repertoire.



Chapter 2.History of Anatolia and Development of Turkish Music

Brief History of Anatolia

The region now known as Turkey has held major significance since aticiest
and music has played an integral role in iteergive history. Long serving as a bridge
between the East and the West, connecting Europe and Astantergence of a
multitude of culturedas significantly impactetthe music of the regioandresulted in a
complex and sophisticated musical systernhwiose ties to the origins of Western music
theory and history. While the evolution of music in western Europe resulted in the
simplification of scales ana reductionin the numbepof usable tonesurkey retained
many of the intermediary pitches thaeWest discarded. This is a fundamental
distinguishing feature between the music of these regions, and in ofdhy to
comprehendhe amalgamatiorof elements of the Turkish souaddWestern musida
practice, it is essential to have a basic understgnafi thegeopolitical andnusical
hi story of Turkey and the unique theoretic
built.

The namé\natoliarefers to the large portion of modeday Turkey locateth
Asia. Also historically referred to as Asia Minarhias been highly contested regignn
which numerous ancient civilizations established themsefeesnuch of human history.

Originally thought to have been inhabited by the Hattians and the Hisirtlee Akkadian



Empire led by Sargon of Akkad conquéithe region as early as 2400 B.C. and retained
control until their collapse almost 400 years laldre Assyriand asect of the Akkadian
populatio® then settled throughout the area. The Hitt#eizel control of the region

from around 1600 B.C. untiltremp i r eds di sest abl i seheopem t
the land was ceded to the Thracians and their kingdom of Phrygia.

The Phrygian kingdom was overtaken only about 200 years later when the
Assyriars took back control of Anatolia, establishing the Mesyrian Empire. The next
300 years consisted of numerous wars, including civil wars and attacks by such
civilizations as Brsia, Babylonia, and Media, who briefly held the area. Around 625
B.C., the Lylians, who had been residing in western Anatolia, began to expand farther
inland. However, the Persians overpowered theogrporatingAnatoliainto the Persian
Empire from 54@.C.to 334 B.ClIt was around this time thatraesh ofGreek, Persian,
and snaller Anatolian civilization6 ¢ u began to e@minate the region

In 334 B.C. Alexander the Great conquered Anataina Celtic tribedegan to
colonize inlandThe Greek established many historically significant cities in Anatolia
during their rulejncludingEphesus, Smyrna (modedayK z ) and Halicarnassifs.
Even under Greetominion the various regionsf Anatolia retained their distinct
thougheverevolving cultures. Northern Anatolia was divided into the regions of
Bithynia, Paphlagonia, and Pontus, while southern Anatoligpdead Lycia, Pamphilia,

and Cilicia. Mysia, Lydia, and Caria were situated in western Anatolia and Phrygia,

I Mehmet Fatihvavuz i A n a pio Thie @xford Encyclopedia of Ancient Greece and Renle3, edited
by Michael GagarifNew York: Oxford University Pres 2010, 100.
2Yavuz, i A n a {100 104.
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Galatia, Pisidia, and Capgacia were located farther east 133 B.C., the Romans took
control of Anatolia, incorporating it into the Byzantinefire3

Groups of Turkic people, having been historically nomadic and militaristic, began
migrating westwardrom Central Asia and Sibieras early as 300 B.Gsettling
throughout Asia and splitting ineparateocietie$ (see Figure 1 on page)1Through
their interactions with larger civilizations, such as the Chinese, Persians, and Arabs, they
further diverged into considerahbtyore distinct cultures, each quite diverse in its origins
Devastating droughts in the early 900s eventually forced matimg afurks to move even
farther west, increasing their contact with the Persians and ;Astdo® entered into
Turkish culture as a raK, bringing with it the musical traditions associated with the
religion®

Thiswestern Turkigroup, now referred to dee Anatolian Turks, conquered
Anatolia in 1071, overthrowing the Byzantine Empire and founding the Anatolian Seljuk
Empire(see Figure 1 opage 10)Followingthis event, masses of Turkic people quickly
established various kingdhs throughout Anatoliapse eventually joining together to
create The Ottoman Sultanate around 1%20Dhe Sultanate took Constantinople from
the Anatolian Seljuk Empire in 1453, changindn e pame tggbasbul and

establishing the Ottoman Empifhis mighty empire flourished, quickly expanditog

3Yavuz i An a piol.i a
‘kehBakirioljulrkki sh Cl asspcadlbr MushcMusli st Boyt al
<http://lwww.turkishmusicportal.org/en/typesg-turkish-music/turkishclassicalmusichistory> (accessed
March 4, 2019).
SLatif Bolat i Tur ki soh LMutsiifcBol at . tifoohat.centittirkispmugic/phpw (accdssed
March 13, 2019).
Beki yicljulrikki sh Cl ass.i@al Music: History
"Bolati Tur ki s Musi c
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encompass an area that stretched from Algeria eastward along the coast of the
Mediterranean Sea to the Persian Gulf, claiming much of Egypt and the cogistas &

the Arabian Peninsula. From thereg #mpire continued almost as far north as Vienna.

As Turkish composer and folk music scholar Latif Bolat expldisg;h a big political

power created a melting pot §BythelatealB0ps, di f f e
however, the empire had Idbte majority of its land and power. Finally, as a result of

World War | and the Turkish War of Independence, the Republic of Tuvksyounded

in 1923. Today, Turkey continues to be a culturally diverse naffléve map in Figure 1
(below)depictsthe loation of Anatolia, the range of the Ottoman and Seljuk Empires,

and the area whence the Turkic people began their migration.

SBolatfi Tur ki s Musi c
9 ibid.
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Music of the Ottoman Empire

With such a long history of settlement bwale variety of cultures, it is no
surprise that the music of Anatolia incorporated eldmom the musical practices of
each influencing civilization. The secular music of the Persians, Balkans, Arabs, and
Byzantines, as well as sacred Islamic musime#ogether in the Ottoman Empire, each
bringing their own instrumeationand heritage,ra merged with Turkimusical
practices to produce a distinctly Ottoman sotfhd.

As in western European civilizations, religious institutions and royalty contributed
much to the development of music in the Ottoman Empire. Strong supporters of the arts,
the Ottoman sultanate hosted and patronized the most skilled musicians, regardless of
nationality or religion. Consequently, foreign cultures continued to heavily ndftue
Turkish music during this tim&.Sultan® educati on al so incl uded
in avariety of artformsso many were accomplished musici&h®ne sultan composer
who was especially important was Sultan Murad IV (188620), who wrote dozeng o
pieces in various European gentes.

The SufiMevleviorder and their dervish ceremonaso formed a enormous
part of Turkeyobés musi kalhvdev ddebofiSioatis) tt .u Mu s i

them Athe most i mportant i,netgttathé rogr ti matt hr

Oveysel Salai Gui de t o Turkish MuspdpcSaAhl (Abbuotuailur kBsh2Mi
<https://salamuzik.com/blogs/news/guitteturkish-music> (accessed March 13, 2019).
I Celaleddin Celikii Cl1 as si c al ,0BkylifekAprd 2014MTwrkish Airlines
<https:/www.skylife.com/en/20104/classicaturkish-music> (accessed March 13, 2019).
2Beki yicoljulriki sh Cl assi@al Music: History
BTurkish Airlinesi Val s Be st eolSkylife€uly2014)Tarkish Airlines
<https://www.skylife.com/en/20187/valsbestekarsultanlar> (accessed March 13, 2019).
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Mevlevi lodges became majoenters of musical teaching throughout the area of
Ottoman rule, [a] tradition which can still be observetl oy*. o

After the collapse of the Ottoman Empire, Turkish music began to be split into
two large groups: folk music and classical music. The miffierences between the two
arethe setting in which they are performélagir purpose, and their instrumentatias

they are indistinguishable in terms of their tonal and formal structtifide following

providesa short history and summary of each tradition.

Turkish Folk Music
Turkish folk music traditions have their roots in central Asia, having travelé&d wit
the Turkic people during their centurilsgig migration to the Anatolian regidf.
However, the many dtinct cultures with whicthe Anatolian Turks$nteracted have also
shared facets of their traditional musical practices, resulting in an exclusiv&igiu
musical culture. Though the music of Turkey is often classified along with that of the
ArabsandBr si ans, Anatoliads historic importan:

and We st et distinguishes its ewlation from that of othevilizations!8

“Beki rioljulrik i s h €id: distosyi @ al Mu

BCelikiCl assical .Durkish Music

1 Turkish Cultural Foundatigiii Tur ki sh Fol }J0 NMwsikdé shHiMutsorcy Port al
<http://www.turkishmusicportal.org/enftgsof-turkish-music/turkishfolk-musichistory> (accessed

March 4, 2019).

" Tomodi Fuijii, Owerview of the Survey on Ea¥fest Musical Intercourse: Afghan, Iranian, and Turkish
Folk Musigoin Music Culture in West Asiadited by Tomoaki Fuji{Osaka, Japan: National Museum of
Ethnology, 198D vii.

B Fujii, Owierview of the SurveyroEastWest Musical Intercoursed X .
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While smaller localized traditions also develop&that diversity is an important
contributor to the uniqueness of the Anatolian folk traditibmoughAnatolian folk
musicis made special by itamalgamation of the musical practices obaiety of
cultures the sheer number of distinct musical cultures that exist as part of the tradition
also set Anatolia apaff. Turkish folk music is the rural, secular music of Anatolia and
encompasses a wide variety of styles. Communities living alengaast of the Black
Sea, for instance, are unique in their animated dance music. Hoad¥elk music
share<ertain traits and uses tradtow for all its forms to belassified asuch.Oneof
thesetraitsi s Tur ki sh f ol k mu;sanothé s th@rantinenceofp honi ¢ q
improvisation?!
Havingboth instrumental and voceaarieties there is aleardistinctionin the
folk tradition between lyrical songs and instrumental melodigsyever, vocal music is
of particular importance, as the vasajority of folk repertoire consists bfric-based
songs?? Historically, the two main types of folk nsicians could be classified either as
Turkisingers or adsikminstrels.In Windows into TurkisiCulture, a collaborative
project created bi{ s t a mibetsityandThe Ohio State Universilys Depart ment c
Near East Languages and Cultures, NBagindirli distinguishes the two thusly:

Although both types of musicians play and sing songs, Turki typically
perform their music anonymously and for a localiance, building off

¥ FerideYalav-Heckerothi A Br i ef Hi story ob Tutkusk CTragpsical M
<https://theculturetrip.com/europe/turkeyieles/abrief-history-of-turkish-classicalmusic/> (accessed
February 27, 2019).
20 Turkish Cultural Foundatiom Tur ki sh Fol koMusic: History
2Salagii Gui de to Torkish Music
22 Turkish Cultural Foundatigi Tur ki sh Fol,k Mwrskicsh FMusnsc Port al
<http://www.turkishmusicportal.org/en/types-turkish-music/turkishfolk-musicforms>(accessed March
4, 2019).
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other artists and changing the pattern and words as they go. In contrast,
Asik utilize their own and other Asik lyrics, producing sounds outside of
the local music culture of where they currently perform. As a result, their
music is typically personalized by their own style, voice, and experiences
along their travel$®
The manytypes of Turkish folk music can be generally placed into two main
categoriesUzun Haval il ong Kirik Hawa( AidBrd ken air o). The fi
Uzun Haw, includes songs that follow traditional rules in their progression, but have no
strict orcorsistent rhythmThese are vocal pieceand the differences between the types
are for the most part determined by lyrical cont&he genres that fit into theecond
categoryKirik Hava, have a clearly defined metric and rhythmic structikinek Havas
can be vocal or entirely instrumental.
Turkish folk music uses a huge variety of instruments, including strings,
percussion, and wind$able 1 (belowsummarize the woodwind instruments typically
used in the performance of Turkish folk mugnly woodwhnds are included here, as the

arrival of the clarinet in Turkey did little to impact the significance or use of folk strings

or percussion.

23 NoahBayindirli, Chapter 2 Turkish Classical Music & Instrumentation: A Historthe Sound of
Music,0in Windows into Turkish Culturedited by Danielle V. Schoon, Melinda McClimans, and Mehmet
A - é k(&dlugnbus, O The Ohio State University, 20},8ressbooks
<https://ohiostate.pressbooks.pub/windowsintoturkishculture/chaptptéciea>.

24 Turkish Cultural Foundatigid Tur ki sh Fol.ko Musi c: For ms
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Instrument Description Picture

- One of most populanstruments

- Probablydevelopedta. 20001 1200
B.C by AnatolianHittites

- Apricot / Plum wood

- Double reedka mg K

Zurna (horizontal/vertical playingosition
varies by regiohp

- 8 tone holes + small holes on bell
- Loud, highpitched, buzzy sound

- Direct ancestor ofshawm(ca. 1100)

25

- In existence since ca350 1450
- Plum / Walnut / Beech wood

- Double reed L
-K & s (clp)-on reed to tune and
prevent changes in pitch

- 8 tone holes

- Oneoctave range 26
- Low-pitched, mellow tone

Mey

- Usually made of reed (also wood, ¢

bone) Q.

- Single reed Te
- 51 6 tone holes

- 1.5-octave range
- Largely replaced by clarine ®

Sipsi

27

continued
Tablel Turkish Folk Woodwind&€

25 Cem EkiztasTurkish Folk Music Instrument Zurn®hotographShutterstok
<https://www.shutterstock.com/search/sipsi?statiio(accessed March 28, 2019).
26 Cem EkiztasTurkish Folk Music Instrumemfley, PhotographShutterstok
<https://www.shutterstock.com/search/sipsi?studiotdccessed March 28, 2019).
2’Dojuk Pl anet EIl ektr onSakt éTki c¥azreelt ,Y afipkénma | Saitptsain YDeinrie kB
[Custom Made Sipsi for Beginners Direct from ManufactureHotographnll.com
<https://urun.n11.com/mey/imalattaiirek-satisozelyapimsipsiyeni-baslayanleicin-P260000174>
(accessed March 28, 2019).
2Turkish Cultural Foundati on.ishiMusic®drtalu ments: Reed | n
<http://www.turkishmusicportal.org/en/instruments/turkfstk-musicreedinstruments> (accessed Mhrc
4, 2019).
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Tablel continued

Cifte

- Possiby invented as early as 3000
B.C.

- Made of reed (some type=agle bone
- 2 pipes tied together, played
simultaneously (one melody pipe, ong
drone pipe)

- Onesingle, attachedeed at end of
each pipe

- 51 6 tone holes

- Reedy, clarinetike tone

Kavaf®

- Invented by ca. 3000 B.C.
-Large wood sheph
- Chromatic tuning

- 3-octave range

- 8 tone holes + small holes at end

- Along with zurna one of most popula
instruments in Turkish folk music

- Old instrument rarelysed today!(
was unable to determine origin)
-Smalls hepherdds fl u
- Made of eagle windpone

- 719 tone holes

- Almost oneoctave range

32

YExotic

<http://www.exoticmusicshop.com/naifte-cp-50> (accesseiarch 28, 2019).

OTur ki sh

4, 2019).

Music Shop, ATur ki sh

Wi nd

continued

l nstruments:

Cul tumat r Fmnamtdsa:t i Binppliel ess Fl ut es.
<http://www.turkishmusicportal.org/en/instruments/turkistk-musicfipplelessflutes> (accessed March

31 Turkish Folk Instrumentsi T u r k vakEmdBlKown Mulberry Large D@
TurkishFolkInstruments.com <http://www.turkishfolkinstruments.com/turkiatialendblown-mulberry
largedo> (accessed March 28, 2019).
S2ExoticMusic Shopid Tur ki sh Wi nd | iWSmallFileme Phet,oGrapht ma

ExoticMusicShop.com <http://www.exoticmusicshop.com{cigirtma-cp-51> (accessed March 28, 2019).
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Tablel continued

- Earliest evidence of bagpipes from .
Hittite civilization around 000 B.C. /
Bagpipe made of animal skin P
- Includes &;ifte and another wood pip Mf
with alliluk (leather valve) o'
- Each pipe5 tone holes

- Pipes tuned to play in unison o
- Generally, one pipe used for drone, > . 34
other for melody

Tuluns®

- Earliest evidence ofdgpipes from
Hittite civilization around 1000 B.C.
- Bagpipe made of animal skin A
- Single melody pipe
- Long drone pipe

Gayda

35

TurkishClassical Music

Turkish Classical Music isMabbo,h6f aed t
diverse range of cultas that the vast Ottoman Empaece comprisedere allcrucial to
thedevelopment ofhis uniquely Turkishartform From Persians to ArabByzantine

churchego military bands, and Sufi dervishestb@ sultans themselvedlt he empi r ed s

BTurkish Cultural Foundatsiiocn .] . A0l nTsutrrkui nsehn tMsu:s i Bca gPpoirpti:
<http://www.turkishmusicportal.org/en/instruments/turkistk-musicbagpipipes> (accessed March 4,
2019).
34Balkan Factsi Tur ki s h B a,g(Bdp.ple20lpPhatdgraphlwitter
<https://twitter.com/factsbalkan/statdgl1351815375970306> (accesdéairch 28, 2019).
35Kuker Shopii T h e Bi&aidad pRh o t, KugerSagp.bom <https://kuker.co.uk/pagesithe
bagpipegayda> (accessed March 28, 2019).
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inhabitants ad institutionscontributed facets of their musical traditions to what would
become Ottoman must€ Turkish musiciarCelaleddin Celildescribeg urkish classical
musicasit he subl i me icentshlizatiore fmusic that aspired tb abstract
beauty music that speaks to us from beyond time and this ward] music that gives
wings to th® human soul . 0
As with western European classical music, Ottoman classical music in part
developedsepamatl y from f ol k musi c ®Whilefolknasicsul t anso
developed in rural communities across Anatolia, classical music grew out of the ruling
class in a more urban setting. It had close ties to sacred music as well, especially the
Divantradition, so this played a large part in its developm@tter civilizations
continued to influence Turkish musical development, including the Arabs, Iranians,
Greeks, and Armeniandewish music and the music of the Byzantine churbbhdsa
lasting impact awsvell.>®* One major difference between classical and follsic is the
importance of improvisation. While this is an integral aspect of the folk tradition, adding
oneds own improvised |ines pedormaancg’ ece i s n
As was mentined earlier, the sultanate contributed much to thelaj@vent of
classical music in Turkey.hemusic of the royalty traveled outside the palace walls
way of traveling performers, who obserwbe musical practices of women in the royal

haremsthenspreadit to Ottoman societgn their journey$! Musiciars and royalty both

36 Bayindirli, Chapter 2 Turkish ClassitMusic & Instrumentation 0

Celik A Cl assical .Durkish Music
38 Bayindirli, Chapter 2 Turkish Classical Music & Instrumentatiom
®Beki fiofjulrkki sh Cl assi@al Music: History

“OBolatATur ki sl Musi c
41 Bayindirli, Chapter 2 Turkish Claszl Music & Instrumentatian 0
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voyagedfrequently between western Europe and the Ottoman Empire, adopting aspects

of one anotherdéds musi cal practices.

In 1828, Sultan Mahmud (IL785 1839)appointed Giuseppe Doritti (1788

1856 the older brother of Gaetano Doniz€ft797 1848t o be hi s maj esty

music instructor. This would mark the beginning of a period of n@ttbmaninterest in
European music. Additionally, it was during this period thabrporation othe clarinet
in musicbegan to take hold in Turkeyhis will be detailed further in Chapter 5.

Donizetti remained in Turkey until his death in 1856.

Composing for the Ottoman sultanate was a practice which had come into fashion

among wetern European composers, especially pertaining to ceremonial marches.
Composerssioachino Rossini1792 1868)and Franz Lisz(1811 1886)partook in this
trend, both writing marches for Sultan Abdilmekc{d823 1861) Liszt based his
composition on a mah byGiuseppe Donizetfi?

As this paper centers on the integratiof ofkishandWestern musial practices
a brief mention should be made of the
Ottoman Empirdnad tried andailed to claim Vienna. Interest in Turkish culture spread
throughout western Europe, and of caythis included their musiespecially its

rhythmic aspects and traditional instrumeiitof particular importanceverethe rhythm

||:22|2a ¢ :||andthe percussionnstrumentsisedby Janissarypands suchascymbals,

bells,triangles,andbassdrums.Both of thesecharacteristicsvould maketheir wayinto

Mi ddlI

“2Turkish AirlinesiVal s Best ekaré Sultanlar.
3 Edward JHines,i An American in |Istanbul: The Ancient
Serieg0 Cel l o. org <http:// www. cel | ccessed darch 2Ww919)e t t er / ar t


https://en.m.wikiversity.org/wiki/File:Figure_rythmique_blanche_hampe_haut.svg
https://en.m.wikiversity.org/wiki/File:Figure_rythmique_blanche_hampe_haut.svg
https://en.m.wikiversity.org/wiki/File:Figure_rythmique_noire_hampe_haut.svg
https://en.m.wikiversity.org/wiki/File:Figure_rythmique_noire_hampe_haut.svg
https://en.m.wikiversity.org/wiki/File:Figure_rythmique_noire_hampe_haut.svg
https://en.m.wikiversity.org/wiki/File:QuarterRest.svg

Westernclassicamusicthroughouthe eighteenttcentury,from solopianopiecesthat
attempedto imitate the percussivesoundof Ottomaninstrumentgo orchestrakcores.
Occasionalseof the harmonicminor scalewasthe only realmelodicfactortakenfrom
the Ottomansg*

Within the Ottoman Empire, a select fénaditionalwoodwind instrumentkeld
prominent positions in classical music performance. The instruments most commonly

used can be se in Table2 (below).

“Hines,i An Americam in |Istanbul
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Instrument

Description

Picture

Miskaf*®

- Multi-bored flute (Pan flute)
- Similar instruments have existe
sincebefore3000 B.C.

- Established in Anatolia by (at
latest) 1700

- Played indoad only wind
instrument, or witmey

- Played outdoo® with zurna
Secular music

- Larger versiof Sah Mansur
- Smaller versiod Kuguk
Mansur

46

Neyt’

- fiPrincipal wind instrument in
Turkish cl®ssi
- Invented ca. 3000 B.C.

- 7 tone holes

- Mouthpiece made of buffalo
horn

- Silver rings @ both endso
prevent cracking

- Half hole andquarterhole, or
change in head positioachieve
semitones

- Many sizesl§olahenkdavut
sah mansur kizneyj mistahsen
siplirded namesalsoused for

different tunings

%

49

Table2 Turkish Classical Woodwinds

45 Turkish Cultural Foundatiqrii | n s t r Miska or Skal:or Musikai PanFluted Tur ki s h

<http://www.turkishmusicportal.org/en/instruments/turkidassicaimusicmiskalor-skator-musikar

panflute> (accessed March 4, 2019).

] nst r u MiskaldMusikariiSkal, Sah Mansur, Kuglk Naur, 0

Photograph,

Instrumundo.blogspot.comhitps://instrumundo.blogspot.com/2013/01/miskalsikarskatsahmansur
kucuk.htmb (accessed March 28, P9).

4" Turkish Cultural Foundatigrii | nst r ume n t0s : T uNekyi sohr
<http://www.turkishmsicportal.org/en/instruments/turkistfassicalmusicneyor-nar> (accessed March 4,

2019).
48 ipid.

M\uasri ¢

Portal

“Music Chamber, ATur ki s haph MysicGhanmbéroed Smal | , 0
<https://musicchamber.net/product/turkisay-bamboesmall’ (accessed March 28, 29).
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In addition to Turkish folk music and the classical tradition that is the focus of
this paper, a vast array of musical genres exist in Turkey that have had some influence on
modern Turkish classical musid/hile | will not explae these genres in deptheyhare
important to mention in order to understand their relation to classical Turkish music.

Some of these genres and their basic characteristics are summarized B (balde).
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darbuka
- Clarinet important

Genre Use Instrumentation Other Distinguishing Features
- fi S wgbnre of classical
Islamic musi céseparate
Mosque Worshi Exclusively Vocal repertoireélim
P and r PPyt hmo
- Heavily improvised
Sufi : - fiPinnacle of Turkish classical
Worship musitco
Sufi ;va/gttte;a b Instrumentalsaz - Long, complex forms
sompe nony featured) an&/ocal - Used often in pedagogy of
Sufi Turkish classical musi
- Essentiaheytaksim
composerp
Significant in
. . Instrumental fehteran t ur ca d'rentarypvestetn ]
Janissary Military Military Band) European composers (e.g. Grét
y Haydn, Mozart, Beethoven)
- Instrumental (primary | - Well-regarded in Turkey
Secular focus) and Vocal - Influencedmodern popular
Roma (Roma) - Violin, ¢, mb, gdk music
darbuka kanun ney - Heavily improvised, especially
- Frequent use of clarine| by clarinet, violin kanun
Protest Political Instrumental and Vocal | Heq\_/y use_of folk forms
(Protest) - Political lyrics
-ifSealiassical éd
mainly in balance of program,
style and®®at mo
- Instrumental an®& ocal _ , ~
o ) ) -Fadalr m: ivochhl
- Violin, ud, c¢, mb,¢ K . iocgp?
Faseée| Secul_ar y a yahbar, kanun cIa_ss_lca! plecs :
(Turkish) ' - Similarities with Roma music

importance of improvisation,
form, ornamentation,
instrumentation, etc.
- Heavily improvised

Table3 Other Turkish Music Genrgs

OBolatA Tur ki s Musi c

Slibid.
2 ibid.
S3ibid.

Celik A Cl assi cal

.DbPur ki sh
26
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Chapter 3. The Turkish Five

Five Turkish compsers rose to prominence during the establishment of the
Republic of Turkey athe end of the Turkish War of Independence in 1923. Collectively
referredtoasthé€ ¢ r k Bewtlt efTur ki sh Five, this group
(1904 1985), Ulvi Cemal Erkin (1906.972), Hasan Ferit Alnar (1906978), Ahme
Adnan Saygun (19029 1) , and Neci | 11899)Zleese cnpeseme ( 1908
responsible for pioneerg the composition and performance of western Eurepean
influencedclassical music in Turkey and the development ioéw, distinctly Turkish
style.The eventshatunfoldedin the years preceding tiséart of theirinstitutional
instruction and professioheareergrovided them a unique opportunity to drastically
influence the stylistic tendencies of modern Turkish music

With the rise of the new republit,h e ¢ o ulpleadeysMastafa Kemal
At at ¢r k a n,dusKesgantbeweskemi2atiogf Turkey. They aimed to change
not only the nationds political system, bu
Modernization was key, and this meant adopting various westeap&am values. In his
1923 booKT ¢ r k- ¢1 ¢] ¢ATEes aBt an éi pdoaogisy Writefl, and k i s mo )

political activist Mehmed Ziya Gokalp (187692 4) st ated that dAtradi
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music was not i n ac’tandrofferedithe ftbowing bpmioomoder n | |

regarding the direction that music should take in the newfouypublie:

Buge¢n i Kte Ku ¢- musi k" nin karkeseéend
Hal k musi k”si. Acaba bunlardan hangi
musikisinin hem hastahemdegr =~ mi I I~ ol duj unu g°®°r c
har séemézeéen, ¢gamepdemmuisyiekt ismi zdien yneunsii k ~ |
her i1 kisi de bize yabanceé dejildir.

meml eketi mi zdeki hal k musi k”siyle ga
dojacalkt éru.sitkdlmi z, bize bir-ok mel od

toplar ve garp musikisisiline armonize edersek, hem milli, hem de

Avrupai bar musikiye malik oluruz. Bu vazifeyi ifa edecek olanlar
arasénda T¢rkocakl annén musidn™ heyet
musi k” sahaséndaki programé esas iti
otesi mill " mus® kO©rl aréméza aittir

Today we are faced with three types of music: Oriental music, Western
music, and Folk music. Which of these is our national music? We have
seerthat Oriental music is botttawed and foreignSince folk music is

our cultural heritageand Western music is the music of our new
civilization, neither is foreign to us. Thus, our national music will emerge
from boththe Western music and the folk musiithin our country. Our

folk music has given us many melodies. If we colteein and harmonize
them according to the Western classical style, our music will become both
national and European. Among those who will perform this duty are the
delegates of Tkish music committegegor whom the pursuit ofurkism

in the music field igssentially that of our national music.

The Unification of Education Law was enacted in 1924, and this influenced all
facets of education and training, including the teachingudic. Departments for the
instruction ofWestern music were establishedhe Darulelhan(now the State
Conservatoryoks t anb ul University), the Ottoman Em

school . In a 1934 speech, Atat¢grk stated it

S Ayhan Helvaciif Cont empor ar y Tiulurkish Bvb,0 P@oedia- 8cxial ansl Behavioral
Sciencegl6 (2012):263L.
56 Mehmed Ziya GokalpT ¢ r k - ¢ | ¢ ] PPnncifges ef Surksm] &M edition,l6t anbul : Var |l ék
Yayénevyi29131 96 8
57ibid. (My translation)
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expressions and statements of the nation expressme@iinotions and ideas, and to work
on them witlin the general rules of mudiso that]Turkish national music can rise and
take its pl ac e®Thapresidanhimself fesuaded tmdMuski Muallin
Mektebi(School of Music Teachers) foVesterneducationThe arts flourishednd the
rootsoft odaydés Tur ki sh mu swithinahe coatextlot newfoendwe r e p |
intellectual freedom

Recognizing that the blending of tiiéestern classical style with traditional
Turkish folk music and modes ddubring global recognition to the vibrant measi
culture in Turkey, theepublicselected a number skilled young musician® partake in
governmentsponsored examinations; to those who passed the exams, the government
awarded scholarshipe studyWesdern classical music at prestigious schoolEtmope>®
Four of the composers now categorized as members of the Turkish Five were among
those granted government funding YWestern musical trainindgeuropean influence on
Turkish musiovas not a radical nedevelopment, however. The polyphony of the
Wedern tradition had already spurred a shift in the music of the Ottoman Empire as early
as the miell800s. Gaining momentum through the end of the war, this influence
encouraged the transition from monody toypblony®°

When theaforementioned musicians colafedtheir respectiveEuropean
educatios and returned to their native country, thestablished a foundation for the

emergence of classical Turkish polyphony through the use of both traditional Turkish

®Helvacii Cont empor ar y Tiulurkish Bile 863%.mposer s

Helvacii Cont empor ar y Tiulurkish Bivedo260i 6840 s er s

80 Republic of Turkey Ministry of Culture and TourismModer n Tur ki s Kllassi caov Mu
<http://www.kultur.gov.tr/EN98694/moderurkish-classicalmusic.html> (accessed February 28, 2019).
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musical practices aral conventionallyWWestern compsitional style® As a whole, they
began exploring this mix of styles through the composition of chamber, piano, and
especially vocal musicThough the clarinet was used frequently in their chamber works,
solo repertoire for wind instruments continued tsbarce.
Early intheir professional careerhie members of theurkish Five approached
this new compositional styleiwt h @ afne@mal i st 0 mindset by ac
melodies, traditional modes, and irregular rhythms toNlestern stylgthey ako
harmonized folk music for various vocal medtach composehowever, soon
developed his owmdividual technique ér integratiorf> Now, instead of only taking
pre-existingfolk themes and setting them accordin§\festern compositional
techni guebegédhht o achieve syniThegyses by mea
commenced with the utilization ohique timbres, rhythma&nd melodic trends of
Turkish folk music while composing new melodic material. Through their positions as
music educators to the secageheration of Turkish composers, the Turkish Five
solidified the art that reffresents Turkeybd
This conglomerate of composewsiited in stylistic tendencies, education, and
ti me period, most | i kel yrgoapbkduchagtite Rushieem r e a d
Five and Les Six. Indeethere are similarities between these three groups, but ayariet
of factors still set them apafthe Russian Five (also known simply as the Mighty

Handful or simply The Five) comprisddily Balakirev (1837 1910, César Cu(1835

61 Republic of Turkey Ministry of Culture aritourismi Moder n Tur ki s.hdo Cl assi cal Mu
62Helvacii Cont empor ar y Tidlurkish Bivedo260, 268 s er s
63 Republic of Turkey Ministry of Culture and TourismModer n Tur ki s.hd Cl assical Mu
f4Helvacii Cont empor ar y Tidlurkish Bived2633a6340 s er s
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1918) Modest Mussorgsk839 1881) Nikolai RimskyKorsakov(1844 1908),and
AlexanderBorodin (1833 1887), all young, selffaught, amateur musicians living in St.
Petersburgln their attempts to create a uniquely Russmsical style, the Five
incorporated traditional Russian folk music into their compositions and invented a
harmonic laguage designed to distinguish Russian music from the Western tradition.
Inspired by the Russian Five to form a French equivalent, Feambposer€seorges
Auric (1899 1983), Louis Durey1888 1979), Arthur Honegger (1892955), Darius
Milhaud (1892 1974), Francis Poulenc (189063), and Germaine Tailleferre (1892
1983)assembled into a group known as Les $hese young composers werefris
living in the same Parisian neighborhosklo endeavored to depart from Romantic and
Impressionistic styles. They often met to hold musical discussions and occasionally
collaborated on compositions.

Similar to the Russian Five in their nationalist alipes,the Turkish Five
consisted of young Tuikh composers who were tasked with utilizing both Western
training and Ottoman tradition to create a distinctly Turkish musical style. However,
unlike Les Six and the Russian Five, they did not necessarlyrliclose proximity to
one another, nor did ¢ly assemble as a collective for the purposes of musical discourse
or collaboration. Each member of the Turkish Five will now be discussed independently,

and their contributions to clarinet literature will heted.
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Cemal R @904 1985R e y

Ce ma | R&was the first to implement this new compositional style. Rey
was born in 1904 in Jerusalem, which was then part of the Ottoman Empire. However,
aftertheBab-é Al ~ (aB @tworkam noép d'é)atf 1913, the family fled to France,
settling in ParisRey was the only member of the Turkish Five who did not take the state
sponsored examination to obtain a scholarship, and therefore funded his own studies in
Europe®® Reyinitially studied piano at the Pa@®onservatoire under Marguerite Long
(1874 1966)until he was again forced to flee his country of residemd®14, when
Paris was invaded due to World W&P He studied for a short time at the Geneva
Conservatory before returning to Paris in 1919 tameshis education. Upon his return,
Rey began tdng conducting and composition lessons, studying under Gabriel Fauré
(1845 1924)and Henri Defogis(1883 1956)°’

Rey was still a music student in Europe
inception,butreturned to his homeland in 1923 to teacthatstanbul Conservato®f.In
1932,his career led him to instruct piano and composition algtia@bul Conservatp®®
As the organic progressionBeyY0 s car eéheaiTded#di sihm Republ icd:
westernizationit set the stage for those composers wkre commissioned by the

government to transform the landscape of modern Turkish nimignstanceRey

®Helvacii Cont empor ar y Tiulurkish Bifeo263.mposer s

60zlemOnuk, fAComposition Styl €eawmfal MKRe Anierican Raengdkaf s h  Co mp
Educational Research ariRleview.1 (2017): 0002.

8 Turkish Cultural Foundatigi Composer s and Per f ,0oTurkighiMasic Pdital ma | Rekit
<http://lwww.turkishmusicportal.org/en/composers/detail/cerasitrey> (accessed February,2019).

0nuk, 1A Compo s oderh Turkishompbs& eafal MRe& i @ 0 R2 y

69 Turkish Cultural Foundatigii Composer s and Per f.odf mers: Cemal Rekit
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foundedand conductdd t anbul 6 s f i 1ind934 which ransfgrnedintocah e st r a
symphony orchestnaith the addition of winds in 1944, argentuallypecamehe
Kstanbul State Symphony Orchestrd 972, he cofoundedks t anbul 6s Phi |l har m
Society in 1945In 1926, Reywas inducted into the Internatidridnion of Composers
and in 1982, was awarded the honor of State Aftide also workedor several radio
stationsthroughout his careendventured intcscript writing.’*

Contemporary French trends gui’vhedd Reyo6s
impressionism is evident in many of these wdfkS8omposers such &gor Stravinsky
(1882 1971) MauriceRavel(1875 1937) andBélaBartok (1881 1945)inspired his
writing as well’ Though his style wouldontinue to be abstract throughout his career, he
guickly transitioned to the Rweethaddf|l i c of Tu
arranging Tukish folk music into a western European framew@rk.

Musicologist Cevat Memduh Altg902 1995)describes the progression of
Reybs tonal | a nmgaucareeps fallowsl composi ti o

Tonal language in composition:
Tonal formation and developmeént
Ethnofolklore formation and development

Modalmystical formation and developmeént
Return to tonality in practice and blended applicaffon

rpwNE

Practicalapplication and compositional career:

“Onuk, fAComposition Styl €emhal MReg&i B0O00RRIY ki sh Compose

" Turkish Cutural Foundationi Co mp o s e rosr naenrds :P eGefma | Rekit Rey
HelvaciiCont empor ar y Tiulurkish Biveo268B.mposer s
7 Turkish Cultural Foundatigii Composer s and Perf.odf mers: Cemal Rexkit

“Onuk fAComposition StyleerGémdMbdBRe®i @WAREYsh Compo
“Helvacii Cont empor ar y Tiulurkish Bived2638. mposer s
®*Onuk, AComposition Styl €emlal MReg&i @0 R&iyki sh Compose
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=

Virtuosic writing and chamber music
2. Composing, conducting, educating, ardanizatioal work
3. Contribution to the literature of national ammternational
contemporary musi€’

Rey 6 s c fntherkeersplitandorbur stylistic periodsWorks falling within
the first period 1912 1926 can be classified as mainly impressiticiand tonal and
include operas, tone poems, solo piano works, and Fs&yglehsongs and sonat&se y 0 s
second compositional perio#l926 1930 saw him implement Turkish folk elements into
his works, both rhythmic and melodic, though he continued te@ wrian impressionistic
and postRomantic style. Additionally, he harmonized many monophonic folk songs for
polyphonic choirand ofterthemed his works around Turkish folk legends. This period
also resulted in the completion of symphonies, operas, and\i@rktrings and piano. In
his third stylistic periodX931 1946, Rey melded Turkish folk music aMiestern
compositional techniquesore than ever beforegsulting in a mix of European
impressionism and the Turkish modal syst&viorks from this periodghclude marches, a
piano concerto, string quartets, works for solo piano, symphonic poems, and operettas.
This was his most productiyeeriod’®Fi nal | y, iamdnfstyndige f our t h
compositional period1®46 1983, he began to incorporate Turkistakantar often used
for funerals, or to depict death. Modal works, including symphosigaphonic poems,
and piano pieces, dominate thigipd, along with operas and operettas. Wesstyles

such as classicism and romanticisgmain, but Rey incorporates nrsacthromaticisnand

dissonance.

““Onuk, ACompositi onshSdmpdseEeaonfa | MRega&i @ 0 Ree 1y k
Onuk,iComposition Styl e ofCeMoade rRe&T @0R4esyh Composer
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Rey 6s mknewn warks are his operettas in the Turkish langutgemost
famous and widelperformed beind.lkis Haya{The Luxurious Lif¢ (1933) His
pl aywright br ot he ril959 Wwas aisiibr&ttesRely did nBtevgte ( 1 9 0 0
often for winds, but did compose one woodwind quintet that makes use of the clarinet

''fl emel i - &939)F1 ar kentet.

Ulvi Cemal Erkin(1906 1972)

Ulvi Cemal Erkin,another member of the Turkish Five, also began his musical
journeyas a pianistin 1906, fe was born into a musical family kstanbul(then
Constantinople His mother was a pianist and biother played the violirErkind s
fatherpassed away when he was seven yearsfblthe age of nineteen, Erkin won a
scholarsp from Tur keyds Mini studiessgttheRarisEducati on
Conservatoire and the Ecole Normale de Musique. Thestptied piano under Isidor
Philipp (1863 1958)and learned composition from Jgd®878 1959)and Nod (1891
1966)Gallonand Nada Boulangef1887 1979)8° In 1930, after completing his studies
in piano, harmony, and counterpoint, he returned to Turkesatthtin Ankara at the
Musiki Muallim Mekteb{School of Musical Education), now the Ankara State
Conservatory. Along with his wef Ferhunde Erkir§1909 2007),who was also a
musician, he worked to bring awareness to the new polyphonic Turkish music and to

make it accessible to worldwide audiengesrforming and promoting his music

®Onuk, fAComposition Styl €emfal MKRep& i BOOOREIYki sh Compose
80 Ulvi CemalErkin,i Bi 0 g,0 apPhyi Ce ma ht:rMwiw.nlviceroatarkircom/biography.htm>
(accessetflarch 21, 209).
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abroad®® The composer was also deeply dedicategtitacation, conducting student
orchestras and writing pedagogical works, such aSitifenietta(1951),which was
me a n t Iptinstruniiehtaists overcome certain rhythmic and modal difficulties,
peculiar to®Turkish music. o

Er ki nds musi cedidsdeang fineezensingple, ganuine,land warm; he
Apoured the scent, col or and s oaterdswithf Anat
We st er n @ehapsihisis the réason wegmpared to other Turkish
composershis pieces in particulaare some of the most frequently performed. k i n & s
earlycompositiongook inspiration from the impressionistic style of corsgs like
ClaudeDebussy(1862 1918)and Ravef* Additionally, his works reflect the modal
quality and uneven rhythms of traditial Turkish musi&® Unfortunately, Erkin did not

compose any solo or chamber works for the clarinet.

Hasan Ferit Alnar1906 1978

Hasan Ferit Alnar walsorn inkstanbul in 1906. Music was prevalent in his home,
as both his mother and his uncle weealitional Turkishmusicianssinging and playing
thekanunand theud. He began hisocalandkanunstudies at an early agand was
considered a child prodigiis compositional endeavors began at the age of thirteen with

aTahir-Buselik LongaAt sixteen, heremieredKelebek Zabi{1922),his first operetta,

8lKoralCalganfiLi f e0 SWloviyCemal Erkin.com <http://www. ulvice
(accessetlarch 21,2019).
82Erkin,iBi og.raphy
8CalganiiLi f e oStory
84 Helvacii Cont empor ar y Tiulurkish Bived2636 a6830 s er s
8ErkinniBi ography
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at t he Kkehzad élnapatticipatadan a vari¢tyeoausicalrensembles in
his youth and traveled both Turkey and Europe as a performer. He completed his first
published compositiorDn Saz Semaisin 1923.That same yeahe began to study with
Turkish composer Hussein Sadettin A/E880 1955)8¢

In 1927 Alnar moved to Vienna tpursue his governmesponsored education in
composition at the State Academy of Music (now the University of Music and
Performing Arts Viennayith Joseph Marx1882 1964).Not only was his a turning
point in his compositionatyle, when his focus shifted to polyphoit it was also a
strategic move towards the new Turkish style and away from the Ottoman music around
which he had been raisefirel, his former teacher, was one of the foremost lobbyists
against the shiftintheount ryos mnmusical cul ture.

Alnar returned to his native country in 1932 to teach music history #&tdrebul
Municipal Conservatory. He conducted the orchestra ofslambul City Theater and
continued to compose. Opera remained his prirffays, though he also compdse
symphonies and works for piano solo. He translated a multitude of oper#seinto
Turkishlanguagethe first beingsiacomoP u ¢ ¢ {1858 24)Madama Butterfly
(1904)in 1941 .He alsobecame interested in film music andsahe first Turkish
composer of a comic operetfespite his transition to a Western composition style,

Al nard6s roots as a perfor mer odinfllencalis t i ona

writing, as he occasionally included these instrumentssiotuhestral works. He also

8 Erol Gregory MehmeKk oy men, @A Conservative PrandS3ymmlciPawersnm: Has a
the Turkish Music Revolutigp MM Thesi s, (bmtiAusen 21642y13.0f Te x a
8%Koymen, fAConservatdin.e Progressivism
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frequently incorporated folk melodi€$However, like Erkin, he failed to feature the

clarinet in his compositions.

Neci | Ka(@o9anomk s e s

Neci | Ka z é lporn Alkstandid in 19@8s A violinist, his European
educaton began when heceivedstatefunding tostudyunder Joseph Mar x a
State Academy of Musi¢Jpon his return to Turkey, Akses begarctaag at the Ankara
Musi ¢ Te ac h e besainagh€ oefolindegatong withePaul Hindemit{l1895
1963),of the Ankara State Conservatory in 1988d served dsoth the director and a
composition instructoibringing awWestern element to instructiat Ankara that shaped
the musicality of future generatians
Like the other member sworksfcombiha®est€rnr ki s h F
European classical music with Turkish folk mugkvanmusic was one of his biggest
inspirations, with many of his worlgying homage to this traditidHis compositions
also Areflected | ocal tunes wéunderthent ense ¢
influence of % EroughhR eanyspianworks i(pseeh®40pshow a

predisposition towards atonality, this temdy would shift throughout his caréer.

8Helvacii Cont empor ar y Tiulurkish Bive B63.mposer s

8 Turkish Cultural Foundatiqrii C o mersoasd Performers: Necil KazimAkses Tur ki sh Music Po
<http://www.turkishmuiportal.org/en/composers/detail/nekdzimakses> (accessed February 27, 2019).
OHelvacii Cont empor ar y Tiulurkish Bileo263.mposer s

“OnurKar abNbeil HKOzim Akses'in Allegro Feroce Adl é Ye
VeBicimd [ Theoretical El ements, Chord SAlegroketocdr es, and
Kdil Journal o628@R016):8and Language
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Aksesds contribution to the clarinet re
piecé Allegro Ferocefor alto saxophone (doubling with clarinet) guidno (1930)The
alto saxophone part can also be played on #@méneit.However, this piece is an ideal
refl ect i oearlyoimpogitibraletgléd Bhe composer wrote this piece during his
European educatigihutexamples omakambased melodies aprevalent. For example,
theHUseynimakamis represented withirhe first five measures of the piece
Additionally, an improvisatory melodic line over a pedal tone reflects the Turkish folk
elements in use in the pieddowever, even with all of thishe chordal structure of the

piece places it more within the framewaf a moderiwWesterninfluenced styl€?

Ahme Adnan Saygufil907 1991)

Ahmet Adnan Saygun, theost weltknown member of the Turkish Five
internationally, was born ikmir in 1907. Hestudied piano witlsmail Ziihtl Kuscguoglu
(1977 1924)until the ageof thirteen and was sefdught in counterpointn 1928, he
began to teach ikgmir, beforemoving to France to study under Vincent D'I(d$5T
1931)and Eugne Borrel(1876 1962)at the Schola Cantorum. Saygun returned in 1931
to teach and conduct irutkey, becoming the counterpoint instructor at the Ankara
Music Teachersodé6 Coll ege. Ktanbul Mi8iali, he began

Conservatory?

2Kar abi beri miNkseb' K@zAl |l egro Feroce Adl é& Yapéteénda
Bi - ian. 3
9 Turkish Cultural Foundatigi Composers and Per for merTur kAlsme Musd can
Portal<http://www.turkishmusicportal.org/en/composers/detail/ahiadabn-saygun> (accessed February
27, 2019).
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Saygun is known as not only a greatnposer, but as an accomplished
musicologist, and it was during ttesame yeain 1936that he began his travels around
Anatolia,collecting Turkish folk music and studying Turkish folklore with Béla Blart
The information gathered on this journeywouldba maj or i nspiration
nationalist music throughout hisreer®* He became a committee member of the
International Folk Music Council in 194%aygun s now known as Athe ¢
of Turkish music, who was to his country what Jean Sibdits Finland, what Manuel
de Falla is to Spain, and whatBélaBak i s t 0 Hungary. 0

Saygundés |l ove for both Western musical
his skill as a composer, was integral in A

modern and nationalist musical style wasasential elemeirirh the formation of a

Turkish national identity The nati ondés | eadership conside
more specificallyurbah amési ¢, #fAfar from being somet hir
Saygun al so disapproved of t hifsxaemenblecal pr

seemed to all perform their own interpretations of the song melody with apparent
di sregard f oul teiarcdh iont haerkedtesfdpleocied thex Bar
work in Hungary, Saygunés vision for a Tur

heterophony and integrate Turkish folk songs into a polyphonic symphony.

% New York Timesi A. Adnan Saygun, ,0T bk, NesborkTomefNeveYork , 8 4
City, New York), Jan. 16, 1991, 00009.
®The Ti meret AdnamSaygyn®dhe TimegLondon, United Kingdom)Jan. 151991, 12.
9 Eliot Bates,Music in Turkey: Experiencing Music, Expressing Culiitew York: Oxford University
Press2011), 75.
Helvacii Cont empor ar y TidlurkishEve 263 mposer s
%8 Bates,Music in Turkey 75 76.
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Turkish audiences, however, were leggiiested in a brand new style of music,
andinorderfot he public to be receptive, fAa great
urban art music and rur al %fTlolgk heroantniedton e e d e
use folk motifs Saygun altered his cquositional style, basingach otis works on a
makam Within this framework, he then seledtone note around which to compose his
melodic linesOf course, like every other member of the Turkish Five, Say@am
influenced by other composers of his timad like Erkin, impressionistic writing akin to
that of Debussy and Ravel can be heard in his early wetks.

I n 1934, Saygun was commi ssioned by At a
opera,0zsoy Reza Shh Pahlav{1878 1944) the Shah of Iran, hgdst visited the
country, and this opera was meant to highlight the shared history and cultural traditions
of Turkey and Irart®*

Sayguncomposed six small ensemble works that include the claBeeatsler
(Intuitions) for clarinet duet (1933Y,urma SazlKuvartet(Percussion Quartet) for
clarinet, saxophone, piano, and percussion (193&)n for clarinet and piano (1964),

Suitefor oboe, clarinet, and harp (1968Yjnd Quinteffor flute, oboe, clarinet, bassn,

and horn (1968), an@rio for oboe, clamet, and piano (1975).

99 Bates,Music in Turkey76.
W Helvacii Cont e mp or aomposefsulurkish Bive oC 22633 3
01 Tyrkish Cultural Foundatigii Composer s and Performérs: Ahmed Adnar
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Chapter 4.Makaniar and Turkish Music Theory

Pythagoras and the Origins of Turkish Music Theory
As stated by Turkistanburplayerand scholaMurat Aydemir(b. 1971):
Turkish classical music is without a doubt one of the greatestaditions
of the world. It not only reflects the magnificence, philosophy, lyricism
and Sufism of the Ottoman Empireds r
embodies the traces of the manyil@ations, cultures and societies that
have thrived in Anatdh.102
The devel opment of Turkeyds historic music
theorizing of Greek philosopher Pythagofas570B.C.i c. 495B.C.) through the
theoretical texts of Arabian philosophétd u YT suf Y& gmgabdadlbn &l s
Ki n(cd 81c.873)andA b 1 A Nadammadibn Mda mma d a (c. 8FA@G.r Ub 9
950)1%the Ottoman Empire, and the start of the Republic of Turkey into the present day.
Despit its fascinating nature, Pythagorean thesmyutside the scope of this document
and therefore will not be detailed.
However, it is important to mention tiRythagorean commas this interval

serves as a basis fpitch distinctions othe Turkish, Amabic, and western European

musical systemin existencgoday%* Derived from the ame ancient rootgach

102 Murat Aydemit Turkish Music Makam Guidedited and transtaed by Erman Dirikcaiitanbul: Pan
Yayénceée)l®Bk, 2010

103 Tomoaki Fujiii Over vi ew of t-\West MSsical mtergoursed Eia bt .
14Hines,i An Americam in | stanbul
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tradition set out on its own evolutionary path, develogingu ni que mu!®i cal
and becoming a distinct and advanced artfagsing the smalldgistinction between
pitches arising fronthis theory, thePythagorean comm@346001 centspr aboutan
eighth of a whole stgpclear patterns emerge that are unique to each tradition.
Western music does retain the distinction of the Pythagorean comtaaystem
of enharmonics. However, while two notes in the Western tradgiosh as Eflat and G
sharp, may be one Pythagorean comma apart, they are still considered to be
enharmonically equivaleniVhile Westernpracticehas for the most paeliminated tone
distinctions smaller than four Pythagorean com(maisghlya half stef, Arabic music
distinguishes separate tones two Pythagorean corfaiasta quarter toneapart
Turkish music has held do the Pythagorean comma, going so far as to assigmque
classification to pitches separated by omgPythagorean commaurgeighth tone)°®

Each civilization adopted Pythagorean theory and developed it individually, resulting in

todayos drastical |l y ¥whichh camrbe seeniraTpler o ac he's

(below).

id

t

5Edward JHines,i What are Makams? Part 2: iEshwisabidandd Hi nes d
Westen Modesd Edward Hines Music <http://www. hinesmusi c.

March 12, 2019).
1% Hines,i An Americam in | stanbul
7Salafil Gui de to Tor kish Music
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Tradition Mode Content Smallest Tone Distinction

Western Whole steps and half steps in eque 4 commas (half tone)
Europan temperament

Whole steps and half steps with
Arabic guarter tonaiminution and 2 commas (quarter tone)

augmentation on specific pitches
Whole steps and half steps with
guarter tone andghth tone
diminution and augmentation on
specific pitches

Table4 PythagoreatCommauUse in Western, Arabic, and Turkishodal Systems

Turkish 1 comma (eighth tone)

Thechoice of tones given priority in each cultir@sdramaticallyinfluenced the
ways in which each civilizationés musi cal
equal temperament in th#ed divided the octave into twelve usable tones, each a half
step apart and evenly spaced throughout the octave. Western Europeamgtie
fewest tones at their disposal, excelled in the vertical concepts of harmony and
polyphonic compositiof®® The Arabsdeveloped an approach similar to that of equal
temperament when they devised their modal systemagfamatin which they divided
the octave evenly into twenfpur tonest® Accordingly, melody played a more
important role than did harmony, since the Araad more usable tones.

The Turks, on the other hand, embraced the sokimmya(or comma) With
forty-three uniqueerde(or pitches), more than either of the other two systems, Turkish

music prioritizes melod¥° Historically, Turkish music has been stty homophonic,

1% Hines,i An Americam in | stanbul
19 Hines,i Wh a tMakams? Part.2 0
0Celik, A Cl assical .Durkish Music
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with music conceptualized horizontally. Unlike the other two traditions, Turks do not

divide the octave evenly ieir modal system, with different numberskomdar

occurring between any two notes ahakam Distinctions are made through proportional

tuning, with on&komabeing equal to about twentkiree cents. In modern practice,

Western musicians attemptingptay these tones will typically tune their eighth tene

twenty-five cents apart'! According to American composer Edward J. Hines (b. 1951),

who studied composition, ethnomusicology, and the Turkiskanftar under Ahmet

Adnan Saygun in 1984:
The fundamentagbrinciple of the development of Turkish classical lmus
may be expressed as the cultivation of its melodic side on the basis of the
Pythagorean theory. In this direction the Turks have gone farther than all
the (Eastern) peoples and their experimentisigphere should be studied
since it very probably wlilbe exploited in the future development not only
of the melodic, but of the harmonic music of the wotkd.

While performing these small intervals on rburkish instruments that were
madeto playWeste n  m utvelvetabes is a challenge, it is not always impossible.
The flexibility of the clarinet, for example, means that, with much practice and
sensitivity,all of these tonesanbe playedThough difficult, learning to do thiill
enable the clanietist to play with much more flexibility, adaptabilignndnuance and a

broader range of expressibriAs the player advances, masterihg controlwill aid in

the performance of not only Turkish music, Bdéstern music as welhn turn, thismight

MlHines,iWhat are Ma&ams? Part 2
N2Edward JHines,i The Yeni Makam Series: New World Music Ch:
Clarinet and Percussidnintroducing Yeni Makam 5 for Alto Saxophoneidd6 Edwar d Hi nes Musi
<http://www.hinesmusic.com/YeniMakamSeries.html> (accessed March 12, 2019).
113 ibid.
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open doors for composers Western music téurtherincorporate a wider range of tones
and technique
One Turkish musiciahas developed another solution to thislgpem. Classical
gui tari st T(.1WAHaaimentesddn adjustable microtonatayufor the
performance of Turkish music on/destern instrument. Frets are added and removed to
give the instrument the capability to produce microtones asdeefd describes his
reasoning for his invention as such:
The microtonal guitar offers the kility of a new world of sound and
harmony in contemporary/avantgarde/experimental music, or what is
called new music. Modal polyphony, for example, is a nesvuartapped
area of music, the theory of which is as yet undeveloped, and it can be
played ea$y on the microtonal guitaft*
The establishment of the new republic was also the stéviesfern notation
being used consistently throughout Turkéiyough cedin differences exist. Music not
written forWestern ensembles (for instance, folk turagshll written in treble clef.
Turkish musicians tune to 440 Hz,dsWestern musicians, but the note to which this
correspondsA in the Western traditigris known in Turkey as D. This is because the fret
on the instrument from whichurkishnote names dise thatproduces this tone Neva

(D). The accidentals used to déaanicrotones in Turkish music are depicted in Figure 2

(below).

MTurkish Airlines. @ West er nSkNfa(sdroh 2043). Mokish Airlihesr ki s h | 1
<https://www.skylife.com/en/20183/westeramusic-mostturkishrinstrument> (accessed March 13,
2019).
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Figure2 Turkish Microtone Accidental Notation

Thenames othenotesusedin Turkish music are shown in Figudgbelow)!1®
Notes below those depicted continue, followihg same pattern, preceded by the word
Kaba Those notes higher théme ones shown in Figure 3 continue, again following the
same pattern, but precededTig.1® After studying this chart, on@ay question the
apparent lack of intermediatgnes between those used in the Western tradition. While
Turkish music retained eighttivisions of the tone, not every division is used. Western
music recognizes twelve equithist pitch classes. Arabic masimilarly encompasses a

collection of evenlydistributed tones, though their division at the quaxtee supplies

them with twice as many wusabl e {ourttoodse s .

are unevenly dispersedroughout the octav&his will be discussed in further detail

later.

115 Aydemir, Turkish Music Makam Guigd 8.
116 Aydemir, Turkish Music Makam Guigd5, 18.
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The twooctave range of thBolahenk newlso serves as a reference for notation.
When notated, theakantar are written to fit into the range ofiginstrument, but the
performer mg transpose any compositiondther registers as needed for their
instrument or vocal rang&he names of each transposition correspond to the names of
otherneysizes Bolahenkis the name for the original key in which the composition is
written, and isone of the most common tramsitions, as iSupirdewhich is a whole
step lower. The transposition between these two, a half step lowdBdlarenk is
known asSupurde Mabeyrbut is only a theoretical transposition, and has no practical
application.The transpositions one andhalf and two half steps beloBolahenk
(MustahserandY é |, spexctively) are not commonly used. Two and a half steps and
three and a half steps bel@®®lahenkare two more common transpositiokse z ada vy i
Mansur. Again,the transposition between ttweo, at three whole steps bel@®wlahenk
known asMansur Mabeynis purely theoretical. The same applies to the transpositions
four whole steps and five and a half steps bédmlahenkk a h M ardBojahenk
Mabeyn k a dndDavut respectively four and half and five steps beloBolahenk are

not used ofteA!’

Makamar

Themakantar are the traditional Turkish modes used throughout Anaaoich

they form the foundation upon ™Theithitkentiur k ey

117 Aydemir, Turkish Music Makam Guigéd6i 17.

18 Turkish CulturalFoundationi Tur ki s h €id: Makaric allu rMu sh Music Port al
<http://www.turkishmusicportal.org/en/types-turkish-music/turkishclassicalmusicmakams> (accessed

March 4, 2019).
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century saw thenakansystemt r ansi ti on from Anatoliads
most important musical system of the Ottoman Empire, though scholardyalesad

formal education relating to these modes did not appear until the late fourteenth
century*t®

In practicemakanmar utilize certain divisions of the whole step more than others.
According to the twentyour-tone systemwhole stepsténini) are divded into nine
equal parts calledomalarand half stepsbiakiyyd are divided into four equal part€
Thosekomalarmost often use@and the intervals they fornayxe the firs{fazla), fourth
(bakiyys, fifth (sagir), eighth kebir), and ninth fanini), hence the accidentals given
earlier in Figure 2Another common interval in Turkish music is #uggmented second
(twelve or thirteerkomalai). One octave would therefore contain twefayr uneven
intervals contr ast i ngfour un@en ikterzals and the tuwetve éven
intervals of the WesEach pitch in Turkish music has its own nafrefer back to Figure
3), but this name differs slightly according to the octave in which it occymsciice
stemming once again from the note namiygtem of the ancient Greeks.

Another pattern continued from Pythagorean theory is the structure of the
makantar, which are mde up of specifidortli (tetrachordsandb e Kpentachordsand
governed by composition rules concerningrtineelodic directiam, or seyir. A makand s
seyirmight be- & k(asaerding)inici (descending)prinici-- & k(l@oit) 21 If the seyir

of amakams - & ktBeenakamwill begin on thedurak(tonic); if it is inici, it will begin

anoc

OYalavHecker ot h, AA Brief Histoory of Turkish Classica

120 Aydemir, Turkish Music Makam Guig@4.
1Salaff Gui de to Torkish Music
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one octave above thaturak (onthe hightonic). Kici-- € km@alammlarbegin on or around
the giicli (dominan).*?? Figure4 (below) shows the basidortliiandb e khhtimakeup

themakantar, which themselves are only a small part of an incredibly complex musical

tradition1?3
3 ! Jrdt Teteachord
- Qafs'ah 'I'c.h'a_c,lhord Bogertk Tebracnord I_Ku 8 ]
: : 7
L | | 1

. Targen pentadnerd Bugeltk Peatacnord Kiedi Pentachord

Rast Tetrachond Usgak Tetracrond Hicat Tekeaonond
’. - ﬁ ‘f ']‘_
\J 1 1 _F_ X
— J L _I l }
ffagt Pentachord Hgeyo? Peatachord Hicat Pencacnerd

Figure4 Basic Turkish Tetrachords and Pentachords

It is the unique intervallic structure of eaatwrtlii (tetrachordandbe k | |

(pentachordjhat distinguishes them. The interval patterns for the loksttl are:

122 aydemir, Turkish Music Makam Guig@8.
123 Aydemir, Turkish Music Makam Guig@5.
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A s | TANINE(9 komalan Tanini (9 komalay Bakiyye(4 komalap
Gargah Dortll Whole Step Whole Step Half Step
. o | Tanini (9 komalan Bakiyye(4 komalai) Tanini (9 komalay)
Buselik Dortlu Whole Step Half Step Whole Step
g o Bakiyye(4 komalai) Tanini (9 komalay Tanini (9 komala
Kirdi Dortlt Half Step Whole Step Whole Step
Rast Dértli Tanini (9 komalay Kebir (8 komalal) Sagir(5 komalal)
Whole Step 8 commas 5 comnas
Kebir (8 komalal) Sagir(5 komala) Tanini (9 komalay)
UK K a k
8 commas 5 commas Whole Step
Hicaz Dérlii Sagir(s5komala) | A2 (12 or 13komala)) | Sagir(5 komalay
5 commas Augmented 2 5 commas
Table5 Basic Turkish Tetchords
The interval patterns for the basice wark:i
Cargah Tanini (9 Tanini (9 Bakiyye(4 Tanini (9
Be K| i komalai) komalai) komalai) komalai)
Whole Step Whole Step Half Step Whole Step
Buselik Tanini (9 Bakiyye(4 Tanin (9 Tanini (9
Be k| i komalal) komalal) komalal) komalal)
Whole Step Half Step Whole Step Whole Step
Bakiyye(4 Tanini (9 Tanini (9 Tanini (9
Ke¢r di komalal) komalal) komalal) komalal)
Half Step Whole Step Whole Step Whole Step
Tanini (9 Kebir (8 Sagir(5 Tanini (9
Rast B komalal) konmalar) komalal) komalal)
Whole Step 8 commas 5 commas Whole Step
Hiiseyni Kebir (8 Sagir(5 Tanini (9 Tanini (9
Be x| i komalai) komalai) komalai) komalai)
8 commas 5 commas Whole Step Whole Step
Sagir(5 A2 (12 orl3 Sagir(5 Tanini (9
Hi caz komalai) komalai) komalai) komalan
5 commas Augmented 5 commas Whole Step

Table6 Basic Turkish Pentachords
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The Turks are not the only society to utilizemakamsystem. Indeed, similar
systems can be foundhr oughout the Middl e niakamt . Howe v
system has its own distinctia¥ It should be noted that this document will only focus
onthe Turkish system Following a discussion on theakantar, theusdl (or rhythmic
framework$ of Turkish music, as well as traditional Turkish music pedagogy, will be
briefly explored.This paper will only serve to introduce the reader to the basic concepts
of Turkish music theory and structure and will summarize omtlymentarydetails of the
art.

Themakanhar can be broadly defined as a modal system, though not in the same
sense as that of western Europe. While the western European scale system deals primarily
with the tones used, the melodic progression, direction, and intervallic arrangement of the
makantar hold greater significanc& he pitches that make upr@akanmight be the
same pitches that make up several othakantar. According to Dr.Bulent Aksy, a
leading historian on Turkish classical music:

Certain makams may be distinguished by their melpdbgression
notwithstanding they all employ the same scale. The melodic progression
makes it clear how a scale is supposed to be employed. [Particularly
important are] the opening tone(s), the final tone, intonations in imperfect
cadence; how a musiciasupposed to progress between the opening

tone and intonations in imperfect cadence [and] between the intonations in
imperfect cadence and finalis; whianes are to be used more or less
frequently [and] which tones are never to be touched; [and] wiiihe
progression is ascending or descending, or both. Melodic progression may
still require more detailed knowledge, namely crucial tones of a makam,
partiaularly the intonations in suspended cadence, flattening or sharpening
of the tones by a semitonelwy intervals smaller than a semitone while

descending or ascending, intonations in suspended cadence and in some
transpositions, asymmetrical extensionsfqgrenance conventions

124 Tyrkish Cultural Foundatiqrii Tur ki sh Cl assi ©al Musi c: Ma k a ms
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peculiar only to certain makams, [and] to what tones the fourths and fifths
in the structure of makams may be transposed constitute other aspects of
melodic progression. In compound makams (composed of two or more
separate makams) #tlese characteristics of the melodic progression
become even more compl&X.

This is not to say tit these factors play no part in the scale system of the West,
but in themakamlar they are fundament&® This can be likened to the Western scalar
system, in which the notes of a major scal
relative natural miar. In Western music, the distance between pitches will differ
depending on their context. The intervabgberfect fifth, for instance, will be slightly
different if played according to equal temperament than it would be if played according
to just intoration. Although this difference in tuning of the fifth will produce two
different pitches, they are coneigd to be the same note in Western music; this would
not necessarily be the case in Turkish music.

Additionally, the notesddedas themakamextendesin either direction are
considered part of the sammakam Though these would typically be the sameenot
found elsewhere in thmakam this is not always the casks Dr. Aksoy appropriately
summarizes:

It is possible that [anakan) may use extensiomaore than once, meaning
that the extensions are not always symmetrical, in other words, the tones
employedn the first octave do not always coincide. This kind of
alteration, which should be regarded as a characteristic aspect of makam

music, attests tde fact that scale as a principle determinant of makam in
this particular case is given &f.

125BllentAksoy,fi T u r Rlassical Music: The Makam Phenamo@ in Ottoman Turkish Musja
Turkish Music Portal (Turkish Cultural Foundation) <http://www.turkishmusicportal.org/enftfpes
turkish-music/turkishclassicalmusicthe-makamphenomenotin-ottomanturkish-music> (accesxl
March 4, 2019).
126 Turkish Cultual Foundationi Tur ki sh Cl assi ®@al Music: Makams
27Tpksoy,i Tur ki sh Cl assical Music
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Western clasical music has quite limited set bscaleselative to the number of

Turkishmakantar. There is nabvious theoretical boundary to the numbkemakamnar

in Turkish music, with some scholars even stating that the numbealamlar is

infinite.128 Regardéss, over 50@nakantar can be identified?® with manyno longer in

use and more still being classified as purely theoretiedantar.1° Figure5 (below)

shows examples of severabkantar.
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Figure5 continued
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The types of cadences that exist in Turkish music correspond quite well with
those used in thé/estern tradition. A full or final cadencégm Karal) is used at the
conclusiam of ataksimor composition and ends on tterak This is similar to &Vestern
authentic cadence and is found at the end of anakam Similarly, a half cadence
(Y ar & m) iKBurkiahrmusic ends on tlggicli. However,unlike a Western dominant,
theguclidoes nohave to be the fifth scale degree. The location ofjthgdliin amakam
is always located where tldértli andb e khhtimake up thenakamintersect. Te third
scale degree sometimes has a dominant function, usually when it is part of an extended
makam Typically, howeverit is the fourth or fifth scale degrekatfunctions as the
dominant. A suspended cadenfésrfha KaraJ ends on the second, sixth,tbird scale
degree, except when the third scale degree has a dominant function. The seventh scale
degee inboth Turkishand Westermusic is called the leading tonge¢len. There are
two types ofyederd ay ar € m s ewdithifallsyadalf stap (4 komg below the
durak and aam sesli yedemwhich is a whole step (€om3g below thedurak The eighth
scale degree, one octave abovedhek is known as the high tonic and cannot end a
final cadence. Istead, it occurs in suspended or half cadences, depending on how the
makamextends past the high tonic. Newakamlarcan be created by changing any
aspect of amakam from itsseyirto its final cadence.

Makamar can be divided into three types: simpbagit), transposedsgd, and

compound Birlesik).'3! BasitMakamar are thosenakantar that are the foundation of all

1 Tyrkish Cultural Foundatiqrii Tur ki sh Cl assi ©al Musi c: Ma k a ms
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traditional Turkish music, and timeakantar from which othemakantar are derived.
One example of hasitmakamis theU K k raakam'3?

TheU k k rmakam(shown below in Figuré)'*3is composed of thd k k dirtlii
followed by theBlselikb e kThedurakis diigah(A) and thegticltin this makamoccurs
on the fourth scale degree, as this is the point of overlap betwegdartlieandb e ki i
this case, that would beeva(D). TheU k k rmakamfollows a- €& kséyir, @nd itsclosest
equivalent in th&Vestern tassical tradition is th&eolian mode, onatural minor

scale!®*

(Jssak Makam

Wssak Tetrachord

f 3 , »

™
L

T L S

8 1 koma fiat Busetrik Pentachrord
n)

Figure6UKk Kk ak makam

132 Turkish Cultural Foundatigii Tur ki sh Cl assi ®al Music: Makams
133 Aydemir, Turkish Mugc Makam Guide108.

B4 ThomasMikosch,Makamlar: The Musical Scales of Turk@yorrisville, NC: Lulu Press,nc., 2017,

30.
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As shownin Figure 6 (above)heU k k dbikll includes one tone thatfisreign
to Western musit segah or a B lowered by one eightone. In practice, however, this is
often played a couple of eightbnes lowethan writtent3® The reason for this is that in
perfor ma n komasarefinterpreted as floating, unfixed notes, generally played higher
than written when ascending and lowerwdea s cendi ng. Thi s -is cal l
descending®attractiono6. o
All of these characteristics are necessary forrttakanto be classified as the
UK K a k .ma &xanmmple, thisameperdesetfollowing an inici seyirwould become

the Beyati makamshowvn in Figure7 (below)®’

r A
._l:r - I

1

L ed 81 koea fiat

Figure7 Beyati makam

135 Mikosch,Makamlar, 30.
136 Aydemir, Turkish Music Makam Guig@4i 25.
137 Aydemir, Turkish Music Makam Guigd.11.
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If the seyirremained the same, but therakwere moved tdrast(G), it would become

theA ¢ e mo | miakam® hewn in Figurd (below)*®

Buselik Tetracnond
{ i

|_7

A3 st Pentachord

FigureBAc e moé | i R©st makam

Sedmakamlarare formedvhen amakamis transposed to begin on anotderak
Birlesik makamar are createavhen amakamis alteed in some wayit might be
extended below thieasicdurakor above the high tonic or experieraehange in its
seyir. Onemakamthat fits intothe categoryof sedandbirlesik makamlaiis theSala
makam a compound and transposadkam This is one of th oldestand most frequently
employedmakantar, often usedvorldwide in Islamic Calls to Prayer. It is also common
in Ottoman classical musté®

Shown in Figuré® (below)'4° the Sal& makamis more complex than the basic
U Kk k rmakam Thismakamcomprises thresegmentsthe Saka dortli, theHicazb e K | i

and theHicaz dortll. Like theU k k rmakam thedurakis diigah(A), but because of the

138 Mikosch,Makamlar, 30, 54.
B¥9Edward JHi n e s , Makaiv 8:18uite in One Movement for Solo CéllPescriptiond Edwar d Hi nes
Music <http://www.hinesmusic.com/Cello_Sheet_Music_YM3.html> (accessed March 12, 2019).
140 Aydemir, Turkish Music Makam Guide.96.
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extension added to the beginning of timakam theguclufalls on the third scale degree,

Cargah(C). Theseyirof theSatd Makamcan be either & kogirice- & k'8 c e

f Hichz Pentacnora ) 4e o

W / \
J |

S :
G

o — L'_. rs _—A
Sab3 Tetrachord Hissz Tbrachord

Figure9 Saba Makam

Being a compoundhakam theSala makamcontains th&ercek Cargah makam
itself a transposechakamtheZ = r g %1 endakaimiraksposed o have idsirakon
Cargah(C) becomes th&ercek Cargah makanThe aldition of theYerindi $ba dortli
at the start of thenakanmfinally transforms it into th&alka makam Two microtones are
used in thisnakam segah(B lowered by one eighttone) anchicaz (D lowered by far
eighthtones). In practicdjicazis often played a couple &bmalarhigher than
written1*2 There is room for some variation in tmmkamk e h (Adaavered by four
eighth tones) is an optional addition for a slightly different flavor,dikdhisar(E

lowered ly one eighth tone) analiseyniE) are interchangeable.

141 Mikosch,Makamlar, 50.
142bid.
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fiMakame i s a compl ex phenomenon, especially
fromt he variety and instability o%Aststated el e me
earlier, somenakantar exist only n theory. Similarly, a theoretical description of any
givenmakammay be different from the way timeakamis expresseth practice
Conversely theoretical conceptualization wfakantar may have limitations that do not
exist in performancesiven their extensive and relatively complex natsmme aspects
of makantar have not yet been studied or classifiBdlentargues that theorizain of
makantar should begin not from attempting ttassifythema c cor di ng t o t he 0
of the tonal system but from the acto@kampractice in order to arrive at a more
flexible concept ofthe]t o n a | % and brimythé theory into practice.

Thecesnj or flavor, of a set of tones also influen@ssnakan classification
Cesniis a term that can be described as the melddiasof amakam Therefore, the
- e Kare dstermined by theerdesthey employ, and it is e K thai distinguish
makantar. A The tetrachords and pemakamc€heootesls cr e
on this skeleton (pitches ande K) reflest the spirit of thenakam & This idea migt
be illustrated as sucPRerdegpitches)A Ce k r{fiav@rs)A Makamar (modes)

A makan® eesnireally results from a history of modulation and borrowing of
tetrachords, pentachords, and trichords that, through centuries of use, have become the
convenion. As Dr. Aksoy states:

Such genera add colour and give identity to a certain makamllasswe
make it easier to distinguish it from a makam which displays parallel

“3pksoy,iTur ki sh Cl assical Music
144ibid.
145 Aydemir, Turkish Music Makam Guigé.

62



melodic contours. For example, the makam bayati employs hicaz genera
on the tone neva (¥nd nikriz genera on ¢argah (C) before it takes steps
towards the final tone. These distiive flavours makes bayati
distinguishable from makam ussak. The genera included subsequently in
the structure of a makam may add new scales to the existing $€ales.

It is also possible for a piece of music to add single borrowed tonesrtaitzan
in use, which appear not as a modulation, but as a short ornamental divergence from the
makand s t ypi cal progression. This practice
Additionally, the character of makamis dependent on factors such as its traditional use
in repertoire and the way performengecute iin practice, such as through ornamentation
and stylelt is for this reason that successful improvisation in Tlrkmisic, itself an
essential aspect dfi¢ art,requires aolid understanding of thmakantar.

Thoughthe set ofmakantar most frequently used today is almost identical to that
set used in the 18008e must recognize that tleakamlarare in a constantate of flux
Throughout the history dhe systemmakantar have come in and out of
implementationNewmakantar have beemenerate@nd existingpneshave acquired
new names, scale fragmerssyirs, and pattern&’ New makamlarcan be created by

changingany aspect of a makam, from #syirto its final cadence-or example

Kurdilihicazkar, a relatively new makam created as late as the mid
nineteenth century, became divaesif and more complex within a century

h

and today [ i s] uslkednakamsthateappearia| v er si

simpler structures in the seventeenth century have become enriched with
new genera and with melodic progressions from theeigbteenth
century onwardand acquired new scal&¥.

M6Aksoy,iTur ki sh Cl assical Music
M7 ibid.
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The everchanging nature of thmakantar, as well @ Turkish music in a broader
senseijs indicative of compounding contributions of successive generaf\smaany
composers have done throughout history, composers of Turkish sought to achieve
musical expression via the creation of new musical idadgechniques. This too led to
the creation of newnakamlar*® Composersf Western classical music have on many
occasions composed works considered impossible to performtahéhef completion,
leading to performers and instrument developers findingsw@make performance of
the works not only possible, boftenrelatively simple in modern times. Historically, the
most influential composers have been those who introdusedmne exciting ideas to
their musical tradition.

As Hi n e s akantsar@ kighly orgamized approach to pitch interpretation
which lead to a variety of col o'¥%Eheand sens
longstandingradition of evolution, intecultural borrowing, and increasing complexity
in Turkish musiarea clear inécation that further development and collaboration
between musicians trained in Turkish music Whektern classical music can lead to the
creation of even more great works foe ttlarinet and push the existing boundaries of

performance practice and instnental capabilities.

“9Aksoy,iTur ki sh Cl assical Music
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Us(l and Texture

One aspect of Turkish music that does not influenakantar ist h e pustdé c e 60 s
or rhythmic framework. While they exist together within a piece of musicirakam
can be placed within anysdl Moreover, a lack o$trict metric requirements is not
uncommon in traditional Turkish performan®éWhen one is used however, sl
encompasses all rhythmic patterns that occur as a result of the metric division of a piece.
There are 8@istlcommonly used in Turkish musigeveralof whichare shown in Figure
10 (below) 2 The letters beside each note represent the type of drummimicieethat
is to be used for that note. These inclddm, tek te-ke, andta-hek The techniques
communicate to the percussionist the sotlmey should try to achieve, and this is done
by playing different parts of the drum, using different parts of &relhor perhaps with a
different instrument. For example, the sounds of the three quarter notasethat
comprisel inthe Semaustlwould bediini tek tek Where the letter T is followed by the
letter K, such as in th&ksakusal the T refers toe, ratherthantek Thereforethe
pattern of theAksakusdlwould be (following the appropriate rhythmhjini tei ke dinmi
tek tek Where the letter T poedes the letter H (for example, in fhghteusdl), the
desired resulting timbre ta-hek with the performer striking the drum with both hands
simultaneously on thieeksyllable.The sounds used in tlusdlare just as important as
the rhythm.The rhythm may be further subdivided, so long as the rhytHmamework

and placement of each sound follow tiggil pattern. For example, a pattern of six eighth

BlAksoy,iTur ki sh Cl assical Music
152 Aydemir, Turkish Music Makam Guig@11.
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notes following the sound pattediini dini tek teki teki tekwould still be classified in

the Semausql
Semai Sofyan Tork Aksagy  Yirok Sernai Diyek .
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Figure10 Examples otsl
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