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FIRST PART 
BY BÉLA BARTÓK



EDITOR’S NOTE

When years ago ethnomusicologist, Professor A. Adnan Saygun, companion of Bartók on his 
field trip to Turkey startedto prepare the posthumous edition of Bartók’s collection on the hasis of the 
source matériái kept in Budapest (phonograph cylinders, melody notations, arrangement and trans- 
Jations of texts by Bartók), as well as on the ‘Introduction’ preserved in Bartók’s hand in the library 
of the Columbia University, New York, Professor Saygun was unaware of the fact that, prior to his 
leaving fór America, Bartók already had had clear copies of the melodies made by Jenő Deutsch 
and that he had taken them along with him; furthermore Professor Saygun had no knowledge of the 
Appendix and Notes addcd by Bartók in America. Complemented with the latter, an almost fully 
prepared version constitutes the basis of the American publication prepared parallel with the present 
volume. (Béla Bartók: Turkish Főik Music from Asia Minor, ed. Benjámin Suchoff, Princeton Uni
versity Press.)

Although the Appendix and the Notes, undoubtedly essential fór the formai completeness of 
the Bartók oeuvre, had nőt been at Professor Saygun’s disposal while working on the manuscript, 
the present edition, as a folklóré documentation, can by no means be regarded as incomplete or un- 
authentic, bút rather an independent variant that has merits of its own inasmuch as it conveys true- 
to-substance matériái from original sources, and what is more, it amply complements Bartók s results 
by adding precise transcriptions of melodies recorded bút nőt written down by Bartók, and by 
inclusion of genuine chapters, further an abundance of supplementary and amending notes relating 
to Turkish főik poetry and főik music.

L. Vikár
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SYLLABIC NUMBERS OF MELODY SECTIONS
(COMPILED BY A. ADNAN SAYGUN)

la 8,8,8,6; + 8,6; (8)[4 + 4], (6)[4 + 2]

1b Ist stanza:
8,7(<8),8,8; + 2; (8)[4+4], (7)[4+2], (2)[1 + 1]
2nd stanza:
8,10(<8),8,10(<8); + 2; (8)[4 + 4], (10)[5 + 5], (2)[1 +1]
3rd stanza:
8,8,8,8; + 7(<2); (8)[4 + 4], (7)[1 +6]

2 Ist stanza:
8,9(<8),8,9(<8); (8)[4+4], (9)[4 + 5]
2nd stanza:
8,8,8,9

3 Ist and 3rd stanzas:
8,8,8,8; (8)[4 + 4]
2nd stanza:
8,8,11,8; (8)[4 + 4], (11)[6+2 + 3]

4 8,8,8,8; (8)[4+4]

5 8,8,8,8; (8)[4 + 4]

6 Ist stanza:
8,8,9(<8),8; (8)[4 + 4], (9)[5+4]
2nd stanza:
8,8,8,8

7a Ist stanza:
8,6,8,9 ; (8)[4+4], (6)[4 + 2], (9)[4 + 2+2 +1 ]
2nd stanza:
8,8,9

7b Ist stanza:
8,5,8,10; (8)[4 + 4], (5)[5], (10)[3 + 3 + 3 +1]
2nd stanza:
9,5,8,10; (9)[4 + 5]
3rd stanza:
8,6,8,10 ; (6)[6]
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8a Ist, 2nd, 3rd, 5th and 6th stanzas:
8,8,8,8; (8)[4 + 4]
4th stanza:
8,9(>8),8,8; (9)[5>4+4]

8b 8,8,8,8;(8)[4+4]

8c Ist and 2nd stanzas:
8,8,8,9(<8); (8)[4 + 4], (9)[4 + 3 + 2]
3rd stanza:
8,8,9,9(<8); (8)[4 + 4], (9)[4 + 5], (9<8)[4 + 3 + 2]

8d Ist stanza:
8,8,8,8; (8)[4 + 4]
2nd stanza:
10(<8),8,9(<8),8; (10)[2 + 4 + 4], (8)[4 + 4], (9)[5 + 4]

8e 8,8,8,8; (8)[4+4]

9 Ist, 2nd and 3rd stanzas:
8,8,8,8;(8)[4+4]
4th stanza:
9(<8),8,8(<9),8; (9<8)[5 + 4], (8)[4 + 4], (8<9)[4 + 4]

10a Ist stanza:
U,ll,14(<U),(10)<ll(+3); (ll)[6 + 5], (14)[6 + 5 + 3], (10 + 3)[6 + 4 + 3]
The two last sections should be divided as follows: (14)[4 + 4 + 3 + 3], (10 + 3)[3 + 4 + 3 + 3] 
2nd stanza:
11,11,14(<11),14(<11);
3rd stanza:
11,11(<12),14(<11),14(<11);

11 Ist stanza:
ll,ll,ll,10(<ll); (11)[4 + 2 + 3 + 2], (10)[3 + 2 + 3 + 2]
2nd stanza:
U,ll*,ll,ll**;(ll*)[5 + l + 3 + 2],(ll**)[4 + 3+2+2]
Both these two sections should be divided as follows: (11)[4 + 2 + 3 + 2]
3rd stanza:
11,11,11*,11**; (ll*)[4+2+4+l], (U**)[4 + 7]
The two last sections should be divided as follows: (11 *)[4 + 2 + 2 + 3], (11 **)[4 + 2 + 3 + 2] 
4th stanza:
11,11,11,11*; (ll*)[4 + 3 + 4]
The last section should be divided as follows: (U*)[4 + 2 + 3 + 2]

12 Ist stanza:
11,11,13,12; (ll)[6 + 5], (13)[8 + 5], (12)[7 + 5]
2nd stanza:
12(<11),11,12,12; (12)[7 + 5]
3rd stanza:
11,11,11,11; Ist section: (ll)[5 + 6]
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13a

13b

14

15

16

17a

17b

17c

18

19

20

21a

21b

22

23

lst stanza:
11,12(<11),12(<1l),14(<10); (11)[6 + 4 +1], (12)[6 +1 + 5], (14)[5 + 4 + 5]
2nd stanza:
11,11,13(<11),15(<11); (1l)[4 + 4 + 3], (13)[5+2 + 5], (15)[10+5]

lst stanza:
5,7,6 + 5;(5)[5],(7)[6 + l],(6)[6],(5)[5]
2nd stanza:
6,6(<5),6,5; (6)[6], (6<5)[1 + 5]

A. A. S.: 12(<U),11; (12)[5+7], (11)[6 + 5]

lst stanza:
13(<11),11,9(<11),11; (13)[6+5+2], (1l)[6 + 3 + 2], (9)[4 + 5], (1l)[6+5]
2nd stanza:
13(<ll),ll,10(<ll),ll;(10)[4 + 2+4]

11,11,11,11; (11)[6+3+2] A. A. S.: (11)[4+4 + 3]

11,11,11,11) (ll)[6+3+2]

11,11,11,11; (ll)[4+2+4+l]

lst stanza:
17,11,11,12; (17)[6 + 4 + 7], (11)[6 + 5], (12)[7 + 5]
2nd stanza:
15,11,11,12(<13<11); (15)[6 + 4 + 5], (12)[9+3]

8,8,8,8; (8)[4+4]

|:11:|,11,16(<11),14(<U); 13(<11),14(<11); (|:11:|)[11]» (H)[H], (16)[16], (14)[14]» 
(13)[13],(14)[14]

11,11,11,11; (U)[6:(4+2)+4+l]

11,11,11,11; (ll)[4+2+5]

12(<U),ll,ll,ll;+14,18,20; (12)[6 + 6], (ll)[6+5], (14)[4 + 4 + 6], (18)[4+4 + 4 + 6], 
(20)[4 + 4 + 6 + 6]

lst stanza:
11,11,11(>13),11(>21); (ll)[6 + 3 + 2], (11>13)[6 + 3 + 2 + 2], (11>21)[6 + 3+6 + 6]
2nd stanza:
11,11(<12),11(<14),11(<2O); (11)[8 + 3], (11 <12)[9 + 3], (11<14)[8+6],
(ll<20)[6 + 4 + l+9]

lst and 2nd stanzas:
11,11,11,11; (ll)[4+4 + 3]
3rd stanza:
12,14,11,11; (12)[6+6], (14)[7+7], (11)[6+5], (ll)[4+4 + 3]

lst stanza:
|:11:!,1O(<11),|:11(<12):|,11(>15); U,ll(>12); |:(11):|[6 + 5], (10<ll)[6+4],
|:(ll<12):|[6<7 + 5], (11>15)[6+5+4]; (ll)[6+5], (11>12)[6+6]
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2nd stanza:
U,|:ll:|, 11(>14); |:(11):|[6 + 5], (ll)[64-5], (11>14)[8(=4 + 4)+3 + 3],

(ll>14)[6>9+5], (ll)[6+5]

24 |:11:|,U; l:(ll):|[4+4+3], (ll)[4+2+4 +1]

25 8,8;(8)[4 + 4]
26 8,8;(8)[4+4]

27 lst stanza:
12,11; (12)[4 + 5 + 3], (11)[4 + 4 + 3]
2nd and 3rd stanzas:
11,11; (ll)[4 + 4 + 3]

28 lst and 3rd stanzas:
11,11; (ll)[4 + 2+3+2],(U)[4+2+5]
2nd stanza:
ll,ll(>10); (U)[6 + 3 + 2], (ll>10)[5 + 5]
4th stanza:
11,11,11; (ll)[4+2 + 3 +2]

29 lst stanza:
10,11; (10)[3 + 2 + 3 + 2], (11)[4 + 2 + 3 + 2]
2nd stanza:
11,11,11; (ll)[3 + 3 + 3 + 2],(U)[6+3 + 2]

30 11(>14),11(>14); (11>14)[11+3]
A. A. S.:(ll>14)[6 + 5 + 3]

31 7,7,7,7(3);(7)[3+4]

32 lst and 2nd stanzas:
7(>9),7(>9),7(>9),7(>9); (7>9)[4 + 3 + 2]; 5,5,4,5; (5)[3 + 2], (4)[4]

33 |:8:|,8; (8)[3 + 2 + 3]

34 10,10,12(<10); (10)[5 + 5], (12<10)[7 + 5]
A. A. S.: 5,5,5,5; 5(>7),5; (5)[4 +1], (5>7)[4 + 3], (5)[4 +1]

35 11(>14),11(>14); (ll>14)[8 + 6]
A. A. S.: (ll>14)[6+5 + 3], (11>14)[4 + 4 + 3 + 3]

36 lst stanza:
10(<U),8,6; (10<l 1)[3 + 2 + 3 + 2], (8)[4+4], (6)[3 + 3]
2nd stanza:
8,6,8,6; (8)[4 + 4], (6)[3 + 3]
3rd stanza:
11,8,6; (H)[4 + 2 + 5]

A. A. S.: lst stanza:
10(<l 1),11(>14); (10<ll)[3 + 2 + 3 + 2], (11>14)[4 + 4 + 3 + 3]
2nd stanza:
11(>14),11(>14); (ll>14)[4 + 4 + 3 + 3]
3rd stanza:
11,11(>14); (11)[4 + 2 + 5], (11>14)[4 + 4 + 3 + 3]
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37 11,5,10; (ll)[4 + 4 + 3], (5)[2 + 3], (10)[4 + >+3]
A. A. S.: 11(>16), 10(<ll); (11>16)[4 + 4 + 3], (10<l 1)[4 + 3 + 3]

38 Ist stanza:
8,3,8,6;(8)[3 + 3 + 2],(3)[3],(6)[3 + 3]
2nd stanza:
8,3,8,9; (9)[3 + 3 + 3]

A. A. S.: Ist stanza:
11,11(>14); (1l)[6 + 2 + 3], (11>14)[6 + 2 + 3 + 3]
2nd stanza:
11,11(>17); (11>17)[4 + 4 + 3 + 3 + 3]

39 11,11,6; (ll)[4 + 4 + 3], (6)[3 + 3]
A. A. S.: 11,11(>17); (11 )[4 + 4 + 3], (U>17)[4 + 4 + 3 + 3 + 3]

40 7,7,7,7; (7) [4+ 3]

41 7,11,7,10; (7)[4 + 3], (11)[3+4 + 4], (10)[3 + 4 + 3]

42 7,7,7,7; (7)[4+ 3]

43a 7,7,7,7; (7)[4 + 3]

43b 14(=7 + 7),14( = 7 + 7),14(=7 + 7),14>15(=8 + 7); 14(=7+7)[4 + 3+4 + 3],
(14>15)[5 + 3 + 4 + 3]

A. A. S.: 7,7,7,7; Refrain: 7,7,7(>8),7; (7)[4 + 3]

44 14(=7+7),14( = 7 + 7),14( = 7+7),14(=7+7); (14)[4 + 3 + 4 + 3]
A. A. S.: 7,7,7,7; Refrain: 7,7,7,7; (7)[4 + 3]

45 |:ll:l,ll(>15); Refrain: 14( = 7 + 7), 14( = 7+7); |:(ll):|[4+4 + 3], (11>15) [4 + 4 + 4 + 3],
14( = 7 + 7) [4 + 3]

A. A. S.: 7,7,7,7; (7)[4 + 3]

46 8,8,8; (8)[4 + 4]

47 10(=8 + 2),10( = 8 + 2),10(=8 + 2); (10)[4 + 4 + 2]

48a 7,7,7(>10),7(>10); (7)[3 + 4], (7>10)[3 + 4 + 3]

48b 7,7,7(>10),7(>10); (7)[3 + 4], (7>10)[3 + 4 + 3]

50 6,7,8,6,7,7; (6)[4+2], (7)[4 + 3], (8)[5 + 3]

51 11,10,14,11,12,12,10; (11)[4 +4 + 3], (10)[4 + 4 + 2], (14)[7+4+3], (ll)[6+4 + l],
(12)[4 + 5 + 3], (12)[4 + 4 + 3 +1], (10)[6+4]

52 7,7,7,7+(2),8,8; (7)[4 + 3], (8)[2 + 4 + 2]

53 11 +(4),11 + (4); (ll)[6 + |:5;l], Refrain: (15)[5 + 5 + 5]

54 6,|:5:|,ll;'(6)[4 + 2], (5)[3 + 2], (11)[4 + 2 + 3 + 2]
A.A.S.: 11,11; (11)[4 + 2 + 3 + 2]

55a 8,8,8,8; (8)[4 + 4]
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55b 8,8;(8)[4 + 4]

55c 8,8;(8)[4 + 4]
55d 8,8,8; (8)[4 + 4]

56 8,8,8; (8)[4+4], 9,8; (9)[5 + 4], (8)[4 + 4]

57 7 + 7,7 + 7,7 + 7;(7 + 7)[4 + 3 + 4 + 3]
A. A. S.: |:7,7:|,7,7;(7)[4 + 3]

58 14,14,21,14,14; (14)[7 + 7]
A. A. S.: 7,7 etc.; (7)[4 + 3]

59 11,11,13,10; (11)[6 + 5], (13)[4 + 4 + 5], (10)[5 + 5]
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SECOND PART
BY A. ADNAN SAYGUN





PREFACE

The details of certain peculiarities of Turkish főik music which figure in five chapters at the 
beginning of this section are, in reality, part of the annotations themselves, bút I felt that it would be 
better to treat them separately.

I re-translated the words of the melodies, trying inasmuch as possible to remain faithful to the 
original and, at the same time, to convey their spirit.

Besides, I transcribed most of the melodies which Bartók had pút aside fór various reasons.
Despite Bartók’s indications in his Introduction I had somé difficulties with the classification of 

the melodies conforming to the Master’s wishes. Therefore, I decided always to indicate the eláss to 
which a melody belongs beside its number, as well as to pút down the number of the cylinder. Fór 
example 32:8/3b. 32 = Bartók’s classification, 8 = the eláss to which this melody belongs, 3b = the 
number of the cylinder on which the melody is recorded.

Alsó, I have pút down the synoptic numbers which both melodies and cylinders have had until 
this day. Syllabic numbers of melody sections are to be found after the transcriptions of B. B.

Here, I would like to express my thanks to Mr. Yalfin Yüregir of Adana who greatly facilitated 
my work during my recent trip to Qjkurova in order to fill in what was missing in the collection. 
Alsó after my return, he was kind enough to send me the photographs of the musical Instruments 
which I did nőt possess. I would alsó like to thank Mr. Ahmet Yürür who helped me during the same 
trip to (Jukurova.

A. Adnan Saygun
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ABBREVIATIONS AND SYMBOLS’ CHART

B. B.............................................................................
A. A. S........................................................................
Intr..................................... ... ...................................
AIB .......................................................................
ATB.......................................................................
D ...........................................................................
E ...........................................................................
GNC.......................................................................
M ...........................................................................
R ...........................................................................  
tr................................................................................  
var..............................................

Béla Bartók
A. Adnan Saygun
Bartók’s Introduction
Annotations to the Introduction of Bartók
Annotations to the Transcriptions of Bartók
Melody Section
Complementary Adjunction
General Number of Collected Melodies
Verse
Refrain
transposed
varied

EXPLICATION OF SOMÉ SIGNS

© ........................................................................... very short yodeling
(!) ........................................................................... bar line added by A. A. S.
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HOW TURKISH WORDS ARE PRONOUNCED

The following table will give an idea of the manner in which Turkish letters are pronounced. 
Note that each letter has only one pronunciation.

TABLE OF TURKISH PRONUNCIATION

f • • •_ .............................................................
e...............................................................................
g...............................................................................
g..............................................................................

h...............................................................................
I or i (without any point on i)...............................
i........................................................................
í...............................................................................
1 (before or after e, i, ö, ü)...................................
1 (before or after a, i, o, u)...................................
ö...............................................................................
?...............................................................................
u...............................................................................
ü...............................................................................
y.............................................................................. .

«nder, «p, ws 
japan, ;oke, july 
cAarm, chilly 
ever, emit, emphasis 
garden, good, gift 
very softened arabic £ rather prolongs the 
preceding vowel 
Aarmony, Aome, Aill 
even, London 
Ztaly, zgnorant, will 
Zeisure, weasure 
Zemon, Zeave, lack 
'dl, will, well 
as eu in French e«phonie, sewl 
$Z?arp, sAadow, ash 
prove, foot (bút short) 
as u in French bwste, jwste 
year, yield, young
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CERTAIN PECULIARITIES OF TURKISH FOLK MUSIC

THE REFRAIN

The words used by a Turkish peasant to precede a verse in a song, or those that he inserts intő 
the verse, seem to be considered by folklorists as purely incidental. On the other hand, it is noticeable 
that any adjunction at the end of a verse gains importance in their minds. It is alsó curious to see 
that without any consideration to the diversity of character and type of these adjunctions, they qualify 
them all as “refrains”, the meaning of which seems to me slightly vague. However, peasants are nőt 
likely to abuse this term and do nőt apply it indiscriminately to any adjunction. Nevertheless, it is 
a well-known fact that peasants are nőt always aware of the exact meaning of the words which they 
use. The data whidi they are able to furnish on this subject should, therefore, be examined carefully. 
On the other hand, I think that this uncertainty in the terminology must be due to a partial study 
whidi takes intő consideration the literary texts only, and deprives them of the music which is an 
integrál part of them. It is therefore necessary, here, to State the result of my researches in the 
“refrain” without overlooking the point whidi is of Capital importance in folklóré studies.

V
WORDS AND MUSIC WHICH PRECEDE THE MAIN TEXT 

ADJUNCTIONS OF AN INTERCALARY NATÚRÉ 
ADJUNCTIONS OF A COMPLEMENTARY NATÚRÉ 

i
I have to admit that the refrain is an element of Turkish főik music whidi can easily mislead 

investigators, because we do nőt possess strici rules which enable us to distinguish clearly and definitely 
between what we call refrain from what we -do nőt. There is no need to deny the importance of a 
detailed study on the refrain in order to elim(nate any element of diance with regard to the refrain. 
In fact, it is one of the means whidi we must survey in order to come to a sane and satisfactory 
classification. In short, the refrain seems to me a subject to be treated with great care.

In Turkish főik music, adjunctions can be placed:
a) at the beginning
b) in the middle of a verse, or
c) at the end of a verse, of a half-stanza, of a tercet or of a quatrain.

a) In a stanza of four verses to whidi four melodic sections correspond musically, adjunctions 
of category a) are placed at the beginning of the first and third verses. In the case of a text maue 
up of four verses to whidi corresponds a two-section melody only, it is natural to have the adjunction 
at the beginning of the same melody whidi is repeated with the words of the third and fourth verse. 
The temporary stop of the melody at the end of the first (or third) verse, sometimes, gives rise to a 
new adjunction at the beginning of the following verse. The purpose of an adjunction preceding 
a verse is to hold the impetus of the melody thus serving as a springboard, and to create, up to a 
certain point, a suitable atmosphere fór the principal melody whidi follows. This function is nőt 
favourable to the accumulation of several words at the beginning of a verse. Interjections or words 
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of two or, at the most, three syllables are more suitable to these beginnings. Nevertheless, the repetition 
of a word can cause an increase in the number of syllables. Fór example:

Adjunction at the beginning of the first verse:

lst stanza

2nd stanza

Adjunction at the beginning of the third verse:

lst stanza

2nd stanza

(23:2/37)

Adjunction preceding the first verse:

En

(43a:13/38b)

Adjunction preceding a two-section melody:

O - a- a-a-a a-a-a-a-a-a -a-a - a - a - a - a-af,

Adjunction preceding the first verse:

(30:6/61)
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Adjunction preceding the third verse:

A - - - hey, --------------

Beginning of the first stanza:

(21b:2/llb—12a)

Hay - di,-----------

Beginning of the second stanza:

(43b:13/33b)

Beginning of a two-section melody:

E - de - /íe-m.

and the same beginning at the repetition of the melody with the third and fourth verses:

F - dem.

(24:3/45a)

Beginning of the same melody recorded from another singer:

Ay A - dam,

(28:5/54)
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Repetition of the word increasing the number of syllables, melody added at the beginning of the 
second verse, following the pause of the melody at the end of the first verse:

Beginning of the first verse:

Beginning of the second verse:

(A. A. S. 45; B. B. 27b)

In order to give an idea of the magnitude that this part preceding the principal melody can 
reach, I am reproducing, here, the beginning of a Bozlak:
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(A. A. S. 26; B. B. 17)

It should be noted that the comparatively frequent unfolding of a melodic fragment before the 
principal line is nőt enough in itself fór being considered as a refrain. The following example shows 
this instability quite clearly; as a matter of fact, in this example, the fragments preceding the 2nd, 
3rd and 4th stanzas differ from the Ist stanza because of the omission of a word.

Fragment preceding Ist stanza:

Fragment preceding other stanzas:

Ay ---------  A - dam.

The singer could have used the word “adam” to the reduced fragments of the 2nd, 3rd and 
4th stanzas; or he could have omitted to introduce this word at the beginning of the first stanza.

The melodic fragments preceding the principal melody, of whidi somé examples of a fairly wide 
scope have been reproduced, are nőt, actually, different from the kind of vocal springboards to whidi 
peasant singers often resort before attacking the principal melody. Below are a few examples of this 
kind of vocal springboard:

i p | =
• Hiy 3

(8a:l/29)

Un
(17c:2/62—63)
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fy
(37:12/44)

M 
(51:19/6b)

h - ------
3

Su r
(55d:18/46b)

Sometimes those short fragments can themselves precede more developed ones of the same natúré; 
it goes without saying that these well-developed fragments remain nothing bút melodic fragments 
preceding the principal melody.

(18:2/38a)

Let us now examine the case of syllabic contractions at the beginning of a verse against the 
melodic fragments which precede them.1

1 Cf. A. A. S. Chapter on Syllabic Contractions.

At the beginning of a melody, due to the shift of the first syllable which contracts intő the second 
thus sharing its duration, the first rhythmic element which theoretically should sustain the first 
syllable is liberated. The syllabic hiatus is fiiled by monosyllabic interjections such as “vay, ay, hey”, 
etc....

U l m ge - ne 

(41:31/13b)

Here the exclamation “vay” replaces the syllable “ge”, which by contracting with the second 

syllable transforms the theoretic rhythm r r intő r
Gc - ne vay ge - ne
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These exclamations whidi are introduced in the literary text present the peculiarity of occupying 
a piacé in the principal line of the melody itself whidi, normally, should be reserved to the poetic 
text. In reality, adjunctions made at the beginning of a melody do nőt jóit the principal line of the 
melody; they are placed ahead of it; whereas in the case of syllabic contractions, the exclamations 
added to the text force the bordér whidi should separate the principal verse from the adjunctions 
preceding it. It is neither right nor logical to consider these infiltrations as being of the same natúré 
as the adjunctions which were discussed earlier. Of course, the exclamation itself as an additional 
word keeps the diaracter of a “word preceding the literary text”. In the preceding example the reál 
anterior adjunction is “g” at the beginning with the vowel “u” whidi precedes the bar, whereas the 
interjection “vay” must only considered as an adjunction to the literary text.

One should alsó notice the flexibility and fantasy with whidi the peasant-singer manipulates the 
fragments preceding the principal text, either by varying them according to his whim or by eliminating 
them completely. However, in certain cases these fragments are almost an integrál part of the principal 
melody and, by their presence, even characterize the sort and style of the music; the texts themselves 
to whidi they serve as vehicles are almost unmodified. The fragments preceding No. 21b:2/llb—12a 
and their interjections “ahey-ah ey” can serve as an example to this particular kind. One can confirm 
that these fragments which are integrál parts of the musical text characterize certain forms, certain 
kinds or dialects.

b) Interior adjunctions. — The deformation resulting from a syllabic prolongation such as:

vu - ra - rF - n 
(4:1740c)

or

bi - ze - - re 
(23:2/37)

affect specially the last syllables of the caesurae and, by allowing the singer to declaim the melisma 
freely, often followed by holding notes, gain importance in certain kinds and dialects.2

Syllabic extension often causes the subdivision of the note by false syllables sudi as “yi yi yi...” 
or “ye ye ye..Alsó, sometimes the singer adds exclamations or interjections such as “of, aman”, 
etc.... or repeats the word whidi falls immediately before the melisma.3 However, let us add that 
these exceptional cases mainly occur in eleven-syllable verses, particularly in musical dialects which 
deviate from the rule. Fór instance, in melody No. 38:12/24a, the text of whidi is made up of eleven- 
syllable verses, the interpolated syllable “de” comes at the end of the first hemistidi, a spot reserved, 
one might say, to this sort of intercalation; bút it is of short duration, whereas the first syllable of the 
second hemistich which, according to the rule, should be of short duration, is exceptionally long.

8 Fór deformations in eight-syllable verses: Cf. Nos. 17c:2/62—63, 26:4/49a, etc. In generál verses composed of eight 
syllables are divided intő two halves by the middle pause: 44-4. As to eleven-syllable verses, the middle pause 
necessarily divides them in an uneven way, intő two groups: 64-5. Or, even, they can be divided thus: 44-44-3. 
Fór the 64-5 division, see Nos. 19:2/14b—15, 11:2/53, etc.... and fór the 44-44-3 division, see 24:3/45a.

3 Cf. No. 54:19/49b.
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Melodic prolongations inside of a melody serve to bring out better the caesurae. Short extensions 
create no problems; a simple or distorted extension of the last syllable, or the introduction of a syllable 
from outside the text are amply sufficient to sing it.4 Bút, in order to fill syllabic gaps resulting from 
prolonged notes or long-breath melisma, the peasant can resort to other ways, if he cannot manage 
to prolong without modification the last syllable of the caesura:

4 Cf. No. 2:l/23b (“da” in the 3rd verse of the Ist stanza, “yi” in the Ist, "yü" in the 2nd, "ya” in the 3rd verse
of the 2nd stanza, etc....).

1. The vowel of the last syllable is repeated while distorting it with the intercalation of certain 
consonants. The Turkish peasant’s favourite consonants are “n, y, g, z”.

2. The last word of the preceding caesura may be repeated or the first word of the following 
caesura may be anticipated. A. A. S. 45; B. B. 27b is a good example of what I have just said. In 
fact, in the first verse, the melisma on the word “ey” which, here, is an integrál part of the text 
itself, is a simple prolongation at the end of the caesura “seslendim ey”, whereas in the second verse, 
the end of the caesura contains, in the same spot, syllabic repetitions by intercalation of the consonant 
“n”. “Yar ses verdinini”. In the third verse, the fourth syllable being cut short (senin o t[u$), the 
melisma borrows the word “memeklerin” from the following caesura — an example of anticipation 
which could lead to error in the comparative study of literary and melodic contexts. The second 
“memeklerin” is nőt a repetition. It is in the right piacé which it should occupy.

me - mck - 1c

(A. A. S. 45; B. B. 27b)

It is clear that these melismas do nőt constitute, musically, adjunctions from outside the text that 
are added intő a musical phrase, bút are an integrál part of the melodic lines inside which they occur.

c) Complementary adjunctions. — The prolongation of the last syllable with or without 
repetition, the repetition of one or several words of the principal text, the insertion of words or 
interjections from outside the text do nőt differ at all from their counterparts inside a melodic line. 
Nos. 6:l/22a, 5:l/26a, 8a:l/29—30, 25:4/26b, 38:12/24a, 14:2/52a can serve as examples of pro
longations of this sort. The syllables or words thus introduced, the existence of which often depends 
on the singer’s whim, have no modifying effect on the melodic structure.

Outside the prolongations mentioned above, főik songs provide us with other examples of a 
different sort of prolongation, its function being to bring to the final stop or even to a temporary 
stop the melody which had remained in suspense, far from that stop, when the reciting of the words 
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belonging to the principal verse is coming to an end. The íulfilment of this function necessitates the 
adjunction of one or several melodic groups to the principal line. These adjunctions can be considered 
nőt as independent lines, bút rather, as melodic fragments depending on the principal melody which 
precedes them. It is this sort which I shall call complementary adjunctions.

These can be classified intő three categories:

1. Simple and short groups
2. Adjunctions with a more or less stable rhythm
3. Adjunctions ccntaining sustained notes of a fairly long duration or well-developed 

melismas.

1. The melodic groups of the first category can be found more frequently in tempó giusto 
melodies and less often in parlando:

(47:16/2a)

In melody No. 48a:17/2b the first line and the second, its repetition, do nőt have complementary 
adjunctions whereas the third and fourth lines each have one:

the syllable (-dum) having been displaced following a contraction which affects the last word 
(gurdum), it is replaced by "vay vay” (or, further on, by “of of”). This last part is nőt an adjunction 
to the melody; on the contrary, it constitutes the last element of the theoretical rhythmic scheme 
below on which the melody is conceived:

Du - da mer - di ven gur - dum
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Therefore, here, there is no question of a complementary adjunction.5

2. We find complementary adjunctions of the second category in tempó giusto songs or in 
parlandos related to giusto. The words of this kind of adjunctions are constituted by the repetition 
of a fragment of the verse, and here often, a whole hemistich is repeated; or with words introduced 
from outside the text and which, frequently, have no direct relation with the principal text. The 
following example shows a complementary adjunction where the words of the second hemistich are 
repeated:

Doldur sunam doldur. su - yu - nu - n dől - du - hur.

(53:17/10b)

N.B. There is a complementary adjunction of the same kind at the end of the first melodic section 
of the same melody.

Example of a complementary adjunction with new words, forming a fifth melodic section:

Yayiirr ; develeri, hey a - nőm hey.

(31:7/9a)

3. Complementary adjunctions of the third category, in fact, do nőt differ from those of the 
second category except with held-notes or fairly developed melismas which they bring in. The 
peculiarity sets them apart from that kind of tempó giusto and places them in the style of Uzun Hava 
or parlando which resembles this style.®

• Cf. Chapter on Syllabic Contractions.
• Cf. Chapter on “Uzun Hava".
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In the example above, after the principal text, the complementary adjunction comes in with the 
word “nidem”. Sometimes, the last syllable of the last word of the principal text serves as a starting 
point to the complement:

(21b:2/llb—12a)

The complementary adjunctions of Nos. 18:2/38a, 30:6/61, 35:11/65, 36:12/19a, 37:12/44, 
39:12/lla, 51:19/6b, 55a:19/42b, A. A. S. 26: B. B. 17, A. A. S. 45: B. B. 27b belong to this third 
category.

EPIMELOS

In certain főik songs with four sections (four verses to which four melodic lines correspond) the 
peasants, after going on to the last section which normally leads to a final stop, repeat the third and 
fourth verses with slightly different melodic lines than those they had sung first. This additional 
section gives the melody the aspect of a six-section structure. However, pne must keep in'mind that 
the melody comes to a finish at the end of the fourth line. Therefore, here, we are dealing with a 
four-section structure. The additional part is optional and seems to be to a certain extent the recon- 
firmation of the final stop. I am giving the name “epimelos” to the additional part which is neither 
a complementary adjunction nor a refrain. Nos. 18:2/38a and 23:2/37 are melodies with an 
“epimelos”.

THE REFRAIN

In the Turkish főik music the refrain is independent from the principal melody which always 
precedes it and with which it alternates.7 The words of the refrain are made up of interjections, 
isolated words or entire verses of a structure independent from that of the stanza. They can be in 
direct connection with the principal text: in this case they reinforce the feeling which emanates from 
it, bút they can just as well be in no connection with the principal text.

A t ough, it is true that, in principle, the melody of the refrain should be different and independent from the 
principal melody, it repeats itself integrally with words of the refrain in the text. In these cases, the term "refrain” 
is applicable only to the text and nőt to the melody. However, sometimes the instability in the number of verses 
becomes a reason to attribute the character of the refrain to this music which serves as a vehicle fór it.
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As long as they conform to the above definition, melodies must be considered as refrains, even 
if they are of a very short duration and are nőt made up of more than one syllable. Therefore, the 
existence of a refrain is in no way dependent on the number of syllables which correspond to the 
melody. In his Introduction Bartók says: “Additions of one or two syllables which increase the 
syllabic number of a section are nőt considered as refrains... Nevertheless, any addition over two 
or less than seven syllables, as well as a text containing a single or several verses generally of a weak 
connection to the context, with parts of the principal text and recurring in each stanza, are considered 
as refrains.”8 Bút, despite the above definition which he gives to the refrain, the fact remains that he 
does nőt include No. 48a:17/2b among “melodies with a refrain”, although they contain a three- 
syllable word at the end of the verse:9 Incili fes bafinda + havilim permits the conjecture that Bartók 
must have reasoned in a manner concordant with my viewpoint. The research and studies that I have 
made on this subject allow me to assert that the number of syllables plays no role whether a portion 
added to the beginning or end of a principal line acquires or loses the characteristics of a refrain or 
the number of syllables added to a text is less than two and more than seven and still retains all the 
characteristics of a refrain.

8 Cf. B. B. Introduction p. XXI.
• Cf. Ibid p. XXII.

In order to clarify the subject of the refrain, it would be useful to stop, even briefly, on the 
“refrain in relation to wording”.

The constitution of the character of the refrain requires independence from the additional text. 
In other words, this text must nőt be dependent on the verse or stanza which precedes it. Interjections 
added to the text, words that are repeated once or several times, caesurae reproduced in their entirety 
cannot be considered as refrains. Example:

Inerler giderler femijözüne + of of 
(38:12/24a, lst verse)

Erken eyle $u halime bak benim + oy oy 
(18:2/38a, 2nd verse)

Yegidin alnina yazilan gelir + gelir ey, gelir ey, gelir ey 
(21b:2/llb—12a, 4th verse)

Yüce dag bajinm dórt yam yoldur + dórt yam yoldur 
(53:19/10b, lst verse)

N.B. Interjections such as of, oy, etc...., subject to being eliminated by the singer and thus 
making their existence occasional are unstable and can be said to be hybrid. In fact, they can assume 
two different aspects according to whether they furnish the literary matériái of a complementary 
adjunction or of a refrain.

On the other hand, all possible cases from a single word to a whole stanza become refrains on 
condition that they be independent from the principal text which they follow. These independent 
texts can be narrowly connected with the principal text and, by piacing an emphatic touch, can 
enhance the feeling emanating from it. Or, on the contrary, no analogy need connect them.

Mavilim da? bajinda
Incili fes bajinda + Mavilim
(48a:17/2b)

Eginin altindan akan Firattír + nidem nidem nidem aman
(A. A. S. 44: B. B. 27a)
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Galadan eniyordum
Qagirsan dönüyordum

(40:13/13a)

Dud agaci dut verir
Yapragini git verir 
Ergen oglan böyük giz 
Sanldíkfa dat verir

+ yar cimdalli cimdalli 
sár cimdalli cimdalli

(44:13/18b)

+ Su yana dönder beni 
Bu yana dönder beni 
Ság yammda yarem var 
Yarime gönder beni

From these examples one can see that in wording the refrains can freely alternate with the words 
of a stanza.10

If words are considered without isolating them from the music, divergences between these two 
ents requent y occur so which make an inseparable whole as far as the refrain is concerned. 

bor instance, giving attention to words introduced in the text isolating them from the music to whidi 
t ey are closely connected may conduce to error. In fact, once they have been isolated from their 
music, these words, whidi have been added to the text and whose function is to fill in the gap created 

y pro onged notes, repetitions of the melodic line interrupted by the singer’s breathing or by fairly 
in <^rk nias, fűn t e risk of appearing as refrains. Yet, analysing the wording in terms of the music 
n such cases, is enough to convince us that they are simple “complementary” adjunctions. In order to 
avoid errors of this kind we must, therefore, make our analyses without isolating the words from the 
which ez í P^^Y in Turkish főik music, without losing sight of complementary adjunctions 
which can be easily misleading.
intő X c^8 aSÍde Ír nUmber °f SyHableS °f the VerSeS’ We can classify the various so** of ^rains 

ix categones and if necessary establish sub-divisions (R = refrain, D = melodic section).

I. 1. 4D+R4D
2. 4D+R3D
3. 4D + R2D
4. 4D + RD
5. 4D + R irregular

II. 1. 3D + R4D
2. 3D + R3D
3. 3D+R2D
4. 3D+RD
5- 3D + R irregular

III. 1. 2D + R4D
2. 2D + R3D
3. 2D + R2D
4. 2D+RD
3. 2D + R irregular

W Cf. A. A. S.: AIB, No. 59, p. 266.
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IV. 1. D+R4D
2. D+R3D
3. D + R2D
4. D + RD
5. D 4- R irregular

V. Dl+RD —D2 + RD

VI. Irregular combinations.

It is natural that the proportion of these various combinations should vary from one region 
to another. Nevertheless, in a generál manner and according to the degree of their frequency, we can 
classify them as follows:

A) Melodies with 7 syllables

I. 1.4D + R4D, I. 3.4D + R2D, III. 4. 2D + RD, IV. 4. D + RD, V. Dl + RD — D2 + RD, 
III. 3. 2D + R2D, II. 1. 3D + R4D, III. 2. 2D + R3D,...

*
B) Melodies with 8 syllables

III. 3. 2D + R2D, I. 3. 4D + R2D, II. 3. 3D + R2D, I. 2. 4D+R3D,...

C) Melodies with 11 syllables

III. 3.2D + R2D, III.1.2D + R4D, III.4. 2D + RD, II. 3.3D+R2D, II.4. 3D + RD, 
I. 3. 4D + R2D,...

As I said above this generál classification is subject to modification according to the region from 
which the musical matéria! comes. I am citing here the melodies with refrain which this collection 
contains and those with a form which corresponds to one of the categories mentioned above:

I. 1. 4D + R4D: 43b:13/33b, 43d:13/42a, 44:13/18b
I. 3. 4D + R2D: 34:10/41a

III. 3. 2D + R2D: 40:13/13a

Let us examine now the songs with refrain which differ more or less from the categories men
tioned above.

Melodies having a complementary adjunction and a refrain. Sometimes a complementary 
adjunction precedes the refrain, giving rise to a sub-division (E = complementary adjunction).

I. la. 4DE+R4D: 58:19/40b, A. A. S. and GNC 62: B. B. 39b11

11 Variam: A. A. S. 86 / B. B. 52b.

I. 3a. 4DE + R2D: 52:19/8b
III. la. 2DE+R4D: 45:14/28a

In most of the songs which contain a complementary adjunction followed by a refrain, a special 
structure is noticeable: if the principal melody has two sections only, the first verse is repeated with 
the melody allotted to it; and in the case of a melody with four sections, the first and the second 
verses are repeated. Owing to these repetitions the form 2DE + R changes to DjDjDjE + R; in due 
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course the form 4DE + R changes intő DjDoDjDaDjD^ + R. This complicated appearance can lead 
to error if one is not meticulous. In reality the new aspect of form 2DE + R has nothing to do with 
the form of the three-verse stanza (tercet) which we w'ill discuss later. As to the altered 4DE + R 
form, it cannot be considered as a widely developed.

Let us examine another peculiarity: if in tempó giusto melodies with seven syllables the melody 
ends at the end of the second verse of a four-verse stanza, it is often sung with the repetition of each 
verse. This leads to another peculiarity which involves that the refrain is not directly placed after 
the melody (with or without complementary adjunctions), bút after the resumption of it and of its 
repetitions with the third and fourth verses. The structural confrontation of music and wording 
résülts in:

Wording (M = verse): 
Music:

M1M1M2(E)M2(E)M3M3M4(E)M4(E)
D1D1D2(E)D2(E)D1D1D2(E)D2(E) + R

which in reality corresponds to:

Wording: Mt M2 (E) m3 m4 (E)l + R

Music: d2 (E) ( D31 ( Ü41 (E)J
l=Dj Ud2J

Thus, fór melodies of this type we should not admit the D4D2(E) form, bút consider D3D4 as the 
resumption of the first part of D!D2(E)D3D4 because when the refrain comes after what I call D4 the 
resumption with the first part becomes an indivisible whole. Nos. 48b:17/3a (and 48a:17/2b which 
ÍSthe same melody sung by another peasant), 53:19/1 Ob, 32:8/3b belong to this type.

On the other hand, I do not think that I am far from the truth in asserting that parlando 
melodies with seven syllables are foreign to this particular form. These melodies do not contain in 
generál repetitions. No. 52:19/8b being in a form which corresponds to I. 3a: 4DE + R2D can serve 
as an example to this. Here, alsó, form AABC =D1D1D2D3 is noticeable.

Tercets.12 They are composed of three verses providing a complete meaning. Considered separately 
from the music, they correspond to this definition, bút tercets which are sung mostly require an 
adjunction in the form of a refrain.

A verse with a number of syllables equal to those of the tercet fór which it serves as a refrain 
is not always supposed to give rise to a melodic refrain. In fact, most of the time, the melodic section 
corresponding to this additional verse gives us all the peculiarities of a fourth section closing the 
melody rather than a refrain. No. 9:1/59 is an example of that. Here the melodic section which 
corresponds to the words of the refrain forms the fourth section of the principal melody which closes 
the melody by bringing it to the final stop. In fact, the form “tercet + refrain” of the literary text 
can easily be substituted by “4M” without disturbing the melody. Consequently, the above mentioned 
melody and melodies of this kind will not be considered as melodies with a refrain in the form 
3D + RD. The form well suited to this structure is 4D. It would, therefore, be natural to find in 
Nos. 2:l/23b, 9:1/59 and 20:2/58 the form 4D.1S

In the adjunction of a verse where the number of syllables differs from those of the tercet and, 
if the number of syllables of the additional verse is inferior to those preceding it, one would be 
inclined to see it as a refrain. In reality, the melody which goes with these additional words forms 
the fourth section of the melody. In No. la:l/21b, the melody corresponding to the words “nenni

“ Cf. A. A. S.: AIB, No. 59, p. 266.
” The literary text of Nos. 2:l/23b and 20:2/58 consist of dialogues containing two alternating refrains.
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yavrum nenni” must be considered as the fourth section. The refrain follows later. Note that even 
when the tercet includes no additional text, the third verse is repeated on the fourth section of the 
melody leading to the final stop. These irregularities arise from the four-section structure of the 
melody as opposed to three-verse structure of the literary text. This structural difference between 
music and wording affects the tercet directly and gives way either to the adjunction of certain words 
referring more or less to the words of the tercet or to the repetition of the third verse.

Refrain in the tercet. It is the melodic form which determines the refrains of tercets. In due 
course, the melodic form is determined by the number of sections which the melody contains. The 
number of sections is variable and can be four, three or two. Let us examine each case separately.

a) We have already dwelt on melodies which reach the final stop with a fourth section, the 
literary text of which consists of orie verse, a fragment of a verse or the repetition of the third verse 
and we have tried to show that the melodic refrain is out of question in any of these cases.

In songs of four melodic sections where the text might be in the form “tercet + refrain verse” 
the recitation of this first part can be followed by another part containing one, two or more than 
two verses. Thus the additional verses destined to be sung either with the existing melody or with 
a new one, assume the character of a second refrain. The wording and the music will, therefore, be 
as follows:

Wording: 3M+RjM+R?XM
Music: 4D + RXM

Nos. 1 a:l/21 b and 34:10/41a belong to this category (Wording: 3M + R!M + R22M).14
On the other hand, the repetition of the verses with the corresponding melody as in the case 

of No. 8e:l/14a, will never acquire the particulars of a refrain. Furthermore, if the song is repeated 
throughout with the verses of the literary text matching a refrain, it can have no influence on the 
music which continues to be nőt a refrain, bút a simple repetition as in the case No. 55a:19/42b 
and in its variants.

b) Since there is no structural difference between wording and music in melodies with three 
sections, any adjunction will give rise to a refrain. This collection contains no example of this category.

c) In melodies with three sections, sometimes one of the verses is repeated. In this case the two 
textual verses counterbalance the three sections of the melody. When the melody is taken up again 
to introduce the third verse of the tercet, it is natural that two sections of the melody are stripped 
of their wording. In order to provide words fór these two sections one resorts to one of the following 
means:

1. Repeat this third verse with the second melodic section and add a verse (RJ fór the third 
section or

2. add a refrain without repeating the third verse.
In one or the other of these cases the melody will come to its final stop at the end of the third 

section and, if there is a refrain, it will begin after this stop. The structure of words and music results 
in the following scherne:

Words: 3M+R! + R2XM (=M1M1M2[or M^MJ d^MaRJor M8 + "R1M1M2”] 4-R2XM) 
Music: 3D + 3Dbis + RXD
N.B. Sometimes the third melodic section is repeated at the first part of the melody. This in no 

way alters the ternary structure of the melody.

14 My recent trip to Adana gave me the opportunity to record once more, at an interval of 33 years, the same melody 
by the same individual who found no objection in substituting the words “nenni yavrum nenni” by a fourth 
regular verse forming R,: "Uyan Alim sabah oldu”, a further proof of the “refrain”-diaracter of the fourth verse 
of tercets. Somé see in these poems the 4M form instead of 3M + RM which is incorrect.
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No. 56:19/28b is the only example of this kind in this collection.
d) In melodies with two sections which allow the recitation of two verses only, the third verse 

is sung with the first section of the melody whidi has been taken up again. Fór the second melodic 
section which no longer has words, one resorts to a refrain-verse. Nevertheless, if other verses should 
be joined to the refrain-verse, it is natural that repetitions of the second melodic section give to this 
melody the character of a refrain. Following this structural modification affecting wording and 
music, we will, therefore, have with or without repetition:

3MR+RXM fór wording
|:2D:| + RXD fór music

It is noticeable that here it is the refrain which leads the melody to its final stop. This peculiarity 
ifferentiates eláss d) from eláss c) where the melody reaches its final stop at the end of the third 

melodic section.
In tempó giusto melodies of this type, D2 which supplies the melody fór the refrain, after having 

een sung sufficiently long with the words of the refrain, shifts to the accompanying instrument. 
In his turn, the musician may repeat it as many times as he wishes.

D2 thus transmitted from yocal to instrumental use becomes independent. The repetitions serve 
to en ance the character of the refrain more and more. It provides a special case where a melodic 
section which, in reality, has nothing to do with the refrain is, nevertheless, forced intő becoming one 

y orce of repetition. No. 46:15/18a is an example of this type. We might be inclined to include 
o. 8.5 54 here, bút note the absence of repetitions of M and D2 at the beginning. The refrain- 
aracter o me odies of the Uzun Hava type is concealed by the absence of repetitions and the two- 

section structure of the melody in question (section marked 1 and 2 by Bartók). Especially in the 
two section melodies belonging to Uzun Hava style this character is more dissimulated. Nevertheless, 

ourt stanza r^e repetition of D2 with different words serves to comprehend the refrain. 
Bartók considers neither this melody, nor No.46:15/18a as melodies with refrains, probably on 
í * eir particular structure. Indeed the repetitions of the melodic sections give the appearance 

“7” /TVlk T? k °UF Secdons to N°- 46:15/18a. Besides, the third melodic section of the part marked 
i k ír 1 ? must have been considered by Bartók as an independent section. I think

i nőt attri ute either any special importance to the repetitions of the second melodic section. 
í k k u ’ r* SU am ^uous cases» 1 would be inclined to attribute equal importance to the structure 

of both the literary text and the music.

r > cn As long as its musical correspondent is 2DR, there is no problem, bút one
R rk 'meS tOWar. S r^e structure which is obtained by the repetition of either D4 or D2. The 
K then becomes a simple D4: 12

MjMjMaR
DiD2D3D4

trancfn refra*n ’S exc'uded from the music. No. 59:19/41b could serve as an example fór this 
transformation. r

mudcaHv r í suPPoses r^at literary form MRMR should normally correspond
Z of relation> h°WeVer’ can seldom be verified- If verses of the refrain
onlv thec F StruCtu[e as r ose °f the stanza, the refrain is often distinguished in the literary text 
WÍU have V tO and f°Urth ^Ctions °f the melody and
No 57.1 9/0 Íj PeCU ianties excePt that these two sections are in a melody with four sections. 
the mucié sA C°U a? examP'eto t^8 type; indeed, the literary form is MRMR whereas

orm . Bút if there is a difference between the rhythm of the melodic sections whidi 
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correspond to the wording of the refrain and of the stanza, then the refrain appears clearly. This is 
the case in No. 41:13/13b. Here, too, we could say that we are dealing with a structure with four 
melodic sections, bút the rhythmic difference is nőt negligible. In fact, this can be considered as a 
hybrid form.

FALSE MELODIC SECTIONS PRODUCED BY COMPLEMENTS 
MELODIC PROGRESSIONS IN THE COMPLEMENTS

Sometimes complementary adjunctions give the impression of being independent melodic sections. 
In such cases their classification will be difficult. Would they be true melodic complements? Could 
they be related to the MRMR class? Should they be considered as refrains? I think that we could 
reach a satisfactory conclusion by carefully examining the music in order to decide whether it is a 
matter of an independent melodic section or whether it is a melody which serves to bring the main 
melodic line to a stop after it had been left in suspense. On the other hand, melodic complements 
have a noticeable peculiarity, especially in somé instances when they are meant to lead the melody 
left in suspense to its final stop.

In the Uzun Hava, particularly, and in certain parlando melodies, the melodic complement 
leading the melodic line to a final stop accomplishes this task either by musical fragments separated 
from each other by held-notes, or by melodic progressions. The musical line will be of different length, 
naturally, in relation to those whidi precede it, bút this prolongation does nőt deprive it of its 
complementary character. In the descent to the final tone whidi is always in the low part of the scale, 
one usually resorts to words such as “ah, of, aman, nidem, nenni, gelinim, sevdigim, siirmelim, etc... 
if certain words of the main text are nőt repeated. Whatever the case may be, this part cannot be 
considered except as a complement. Nos. 7a:l/21a and 7b:l/31a are examples of this kind. In the 
first of these examples, the first complement which reproduces the motif of the first section moves 
towards the intermediary stop:

and the second melodic complement whidi leads to the final stop is as follows:

The distinction between these two examples is in the melodic progression whidi the second 
contains.

As to the words introduced intő these melodic complements, it would nőt appear erroneous to 
consider them as additional words, unstable and replaceable by others according to the whim of the 
singer, therefore unfit to be an integrál part of the principal verse. Therefore, their adjunction to the 
Principal verse should be studied separately and should have no influence on the number of syllables 
in it. From what has just been said, the words “sürmeli dóst” in No. 30:6/61 cannot be considered 
as words whidi increase the number of syllables of the principal verse. Likewise, the words ‘ ah 
siirmelim” which are on the complementary melody of No. 22:2/16 and the words “gelir ey, gelir ey, 
gelir ey” of the complementary melody of No. 21b:2/llb—12a do nőt increase the number of 
syllables of the principal verses whidi they follow. It is nőt possible, either, to consider them as refrain.
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I am listing below the melodies which I consider as melodies with a refrain, accordmg to what 
has been said in this chapter:

la:l/21b 8(4+4), 6(4 + 2)
lb:l/22b—23a 2(1 + 1)
16:2/7 11(4 + 2 + 5)
21a:2/60 14(44-4 + 6), 18(4 + 4+4 + 6), 20(4+4 + 6 + 6)
32:8/3b 5(3 + 2), 5(3 + 2), 4, 5(3 + 2)
34:10/41a 12(4 + 3 + 5)
40:13/13a 7, 7(4 + 3, 4 + 3)
41-.13/13b 11(3 + 8), 10(3 + 7)
43b:13/33b 7,7,8,7(4 + 3 and 4 + 4)
43d:13/42a 7,7,7,7(4 + 3)
44:13/18b 7,7,7,7(4 + 3)
45:14/28a 7,7,7,7(4 + 3)
46:15/18a 8,8,8(4+4)
48b:17/3a 10(3 + 4 + 3)
52:19/8b 8,8(2+ 6)
53:19/10b 15(5 + 5 + 5)
56:19/28b 9(5 + 4), 8(4+4)
58:19/40b 7,7,7,7(4 + 3)

UZUN HAVA

Although the terms Uzun Hava (long air) and Kirik Hava (broken air) are nőt commonly used, 
they are nőt foreign to the majority of the Turkish peasants. Although Kink Hava Can be compared 
to tempó giusto, it is nőt possible to say that Uzun Hava corresponds to parlando. Of course, the 
parlando style which is altogether different from tempó giusto can still be applied to certain Turkish 
főik songs conceived in that style. As to Uzun Hava, it may be noticed that, while it being parlando, 
it differs from it in certain particulars which every parlando-me\oAy does nőt possess, so that it would 
nőt be erroneous to assert that all Uzun Hava songs can be considered as belonging to parlando, 
whereas all parlando melodies are nőt necessarily Uzun Hava. Before we start considering the 
peculiarities of this style, I will pause fór a moment to discuss another peculiarity of certain parlando, 
melodies.

In Turkish főik music, owing to their flexible and unstable character, parlando songs can at any 
moment be transformed intő tempó giusto; so that, despite the incompatibility between words and 
style these parlando melodies are sometimes sung as dance melodies. Fór instance No. 7a:l/21a was 
presented by a singer as a lullaby, whereas another peasant saw no objection to call it a “dancing 
air” No. 7b:l/31a which is nothing bút a variant of the said melody. Here, in fact, the song is neither 
a dancing air nor a lullaby, bút a lament. In somé regions, No. 8a:l/29—30, which is alsó a lament, 
slides towards tempó giusto and this aspect is further emphasized by the adjunction of a giusto refrain. 
I do nőt happen to. know whether this odd phenomenon exists in other főik music as well.

With regard to Uzun Hava we can see in it features of the parlando style, bút as I mentioned 
above, presenting peculiarities which distinguish it from any other parlando melody. Peasants, 
however, rarely use this term and prefer special designations such as “Bozlak, Varsagi, Maya, Hoyrat, 
Agiz (= style, dialect: Egin agzi = Egin’s dialect or style), etc.... The reason must lie in the tendency 
to designate with names dedicated to very restricted types in every region and tribe instead of calling 
them by a vague and generál term. Indeed, fór example, Türkmeni Bozlagi (Turcoman Bozlak) an 
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Uzun Hava type of the Qukurova region is completely unknown in Aydin or Mugla, in the west 
of the country and in the eastern region in Maiatya although really nőt far from £ukurova. Thus, 
the different styles of Uzun Hava are nőt known outside the region to which they belong. As far as 
I am concerned, I will use Uzun Hava to designate a body of songs with peculiarities that differentiate 
them from the piain parlando.

Without going intő details that might be misleading, we can say that in Turkish, with the 
exception of the indicative present, and with the exception of most names of places and in certain 
other cases, the tónál accent always falls on the last syllable of the word and shifts constantly to the 
last syllable in words with suffixes. This language peculiarity should, in reality, result in melodic 
writing in the continuous use of anacruses. However, since this is nőt the case in folkloric melodies,
the literary accent is inevitably damaged. So fór instance, in order to conform to the tónál accent,
the first 
follows:

verse of No. 40:13/13a and the first two verses of No. 41:13/13b should be divided as

Ga ■-la - dán

p p > r
e

p
ni yor - dum

i p r r
Köp - rü - nün

r pír
al

r
ti ti - ken

i P P ! r
Yak tYn be ni gül i - ken

r । r p i r i r p i r
As can be seen in the transcriptions, however, the word and musical accents are far from con- 

forming.15 Such differences between the words and the music may occur from time to time in főik 
melodies of various countries, bút they are, so to speak, constant in Turkish főik music and form, 
providing one of the characteristics of Kink Hava (giusto).

Because the melodic line relies on the caesura of the verses, parlando songs do nőt escape the 
anomaly resulting from the false accentuation of the words. Let us take, fór example, the first two 
verses of No. 2:l/23b which I am giving with the correct accentuation:

Ev - le -

r ff
ri

ff 1
nin

ff

ö
ff 1 

1

nü
( ff )

ga

ff i
ya

ff1 r

Ga - ya 
p p i

1/
dán 

r
1

ba -

p
Y

kar

r 1 
í

\ Y / 

lar 

r
Y

a
P i

1

ya 
r

If we analyse the first verse without dwelling on the anacruses and by taking intő consideration 
only the voice-prolongation, we find that the two prolongations of the melody occur at the end of 
each caesura (4 + 4) where the two accentuated syllables “nin” and “ya” are placed. Therefore the 
prolongation of the voice on these two syllables is perfectly normál. On the other hand, the analysis

“ Cf. No. 50 of AIB p. 261. and f.
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of the second verse is surprising. This verse is divided as follows: 3 + 3 + 2, although the melodic 
line keeps its division corresponding to 4 + 4. As a result of this anomaly, the fourth syllable (the first 
of the second word) whidi should neither be accentuated nor prolonged is extracted from the rest of 
the word to whidi it belongs and, in order to conförm to the following theoretical sdieme of the 
musical rhythm

p p p r ! ? p p r
is incorporated in the first group of the melody. The second syllable of the word “bakarlar” (-kar-) 
whidi contains no accent is, as a result, heavily stressed. It would nőt seem erroneous to say that the 
deviation of parlando melodies tcwards tempó giusto is mainly a result of the tyranny of the rhythmic 
sdieme which it adopts. The only kind of song in which this rule is least felt is Uzun Hava.

We see the various types of Uzun Hava in the regions whidi make up west the triangle with the 
following rough outlines: Antalya in the west, Van in the east and Erzurum in the north. This does 
nőt mean that specimens of that type do nőt exist in other regions outside this triangle, bút they form, 
so to speak, isolated instances. The melodies whidi come close to the Uzun Hava style are rather of 
a parlando character, sudi as Nos. 15:2/1 and 16:2/7 whidi belong to the Qorum region. Although 
te parlando style is nőt foreign in the Uzun Hava regions (see, fór instance, No. 10a:2/32a), the 

ifferent types of Uzun Hava have nőt been able to penetrate intő the regions outside the above- 
mentioned triangle.

Since the Uzun Hava type with which we are concerned here comes from £ukurova where we 
gatnered the great majority of the melodies in this volume, I will speak of other types only in a 
perfunctory manner.

In the Uzun Hava of the ^ukurova region and in its surroundings, the words are more declaimed 
or recited than sung. The result is either simple repetitions of the same note, or a melodic line with 
ascendmg and descending movements that do nőt go beyond the interval of major second, the rhythm 
of which is sketdied freely according to the literary rhythm. These repetitions of notés or these “back- 

°jward movements are counterbalanced by more or less long pauses on certain syllables 
which give the singer the opportunity to introduce a more ornate line or even a melisma provided, of 
course, the style does n»t require long held-notes. Another peculiarity of melodies of this type is the 
descent towards the final tone through melodic progressions. In melodies with four sections, if the 
ourth melodic line remains in suspense, remote from the final tone owing to a sudden literary accel-

“ ÍS U7kthe me!°d'C PrOgreSSÍ°n to brin? the melody to a final stop. Sometimes, this progres- 
” “ by a me lsma whldl> after carrying on the melodyfor a whne y^ids,m turn, to a 

fssue tűr 1 6 7™°^“ melismas have the function of leading the melody to its final 
progressions^ Whether they are’ Or are not> followed by

containí tbe words are made up of stanzas composed of four verses regularly
contammg eleven syllables. One can thus collate the literary form with the music:

M1 M2 m3 m4
D1 D2 (or D2Ej) D3 D4 (or D4E2)

two melodic ^°Wever’ *s not applicable to all cases. In certain instances of the same type only 
two melodic sections correspond to four literary verses: y

Mi M2 m3 m4
Dj D2 (or D2E) D, D2(orD2E)

Cf. A. A. S. Chapter on Refrain.
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As to the metrico-rhythmic structure of Uzun Hava, we can make the following classification:

Class a)

(B. B.: 6 || 4 | l)17

17 Cf. B. B. Introduction p. XX.
19 Cf. Ibid p. XXX.
19 Cf. No. 22:2/16.

(A. A. S.: 5 11 || 4 11)

The 6 + 5 division based on the theoretical scheme of the above rhythm seems to suit best this kind 
and, even to a certain point, to characterize it. Note, however, that if certain melodies present this 
structure in its pure State, it is nőt infrequent to find melodies in which this structure is used mixed 
along with the metrico-rhythmic structure of class b).

By isolating the verse from its melody, if we analyzed the metric structure of the verse itself, we 
would conclude that the first hemistich shows most frequently the following set-up: 2 + 4. The second 
in frequency is 3 + 3 division; 4 + 2 is rare. The second hemistich is often divided intő 3 + 2. The 2 + 3 
division is alsó fairly frequent.

The melodies which, from beginning to end, contain the metrico-rhythmic division 
6 || 4 | 1 (= 5 | 1 || 4 | 1) are: 13b:2/57b, 19:2/14b—15, 21a:2/60, 21b:2/l 1b—12a, 23:2/37.

The melodies which show this structure only partially are: 10a:2/32a, 13a:2/12b, 17b:2/24b—25a.

Class bj

U [I M I f l> M b l> f
(B.B.: 4 | 4 || 3)18
(A. A. S.:4|4||2il)

The division 4 (4 || 2 | 1 is characteristic rather of Uzun Havas with two melodic sections. Never
theless, it is mixed with class a) in Uzun Hava of four sections. Furthermore, one of the most charac
teristic Uzun Hava type of Qjkurova, i.e. Bozlak-Türkmeni, has this structure.19 These facts compel 
us to admit this metric structure as an essential and complementary part of class bj. However, apart 
from Bozlak-Türkmeni already mentioned above, the structure 4 | 4 || 2 | 1 in itself is nőt the represen- 
tative structure of the four-section Uzun Hava.

The melodies in which this structure is partially used are: 10a:2/32a, 12:2/56b—56c, 13a:2/12b, 
18:2/3 8a.

In the parlando melodies with four sections the structure 4 | 4 || 2 | 1 is more characteristic. Fór 
example No. 15:2/1 which belongs to a region outside of £ukurova has this structure from beginning 
to end. ,

The same structure is applicable in different manners to melodies with two sections. The most 
characteristic types are:

Class b2)

I Ir r f r । p ? r 1 r p r
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Nos. 27:5/40a and 39:12/1 la have this structure.

Class b3

p p p r 'mm । r p r
Class c)

p p p r । p r I' p p r I p r
Nos. 11:2/53 and 16:2/7 belong to class c).

Class d)

p p p r । p r II p p p । r r
20:2/58 is an example of this class.

Class e)

This type may almost be considered as a dependent of class d). In fact, in many cases the 
penultimate syllable of the type e) tends to be prolonged, a fact which transforms the type e) intő the 
type d). No. 17a:2/19b—20a is an example of the type e).

Class f)

p p p p rp
This type is rare. Nevertheless, No. 38:12/24a is a quite good example of this type.
It would seem to me that the b2 and b3 structures as well as the fairly rare c), d), e) and f) types 

were propagated by musician-poets influenced by the literature of the intellectual class.
It is less frequent to find Uzun Hava among the melodies with eight syllables. These melodies 

normally adjust themselves to the following rhythmic division:

p p p r II p p p r
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Melody No. 17c:2/62—63 belongs to this type.
The caesurae 6 + 5 and 4 + 4 + 3 fór the verses of eleven syllables and the caesura 4 + 4 fór the 

verses of eight syllables are in perfect conformity with the rules of Turkish versification. According to 
the rhythmic schemes which were given above, the melody follows the division of the verse closely, 
therefore it is natural that the wording structure should influence that of the melody. Bút despite all 
this, the declamation has particularities which the simple parlando does nőt possess. Let us add, how- 
ever, that even in this type which gives the singer the liberty to create his own rhythm according to the 
word rhythm, prosodic licences are nőt infrequent. These licences occur:

a) As a consequence of this liberty which permits the singer to design his line on the spur of the 
moment. Fór example, in the first stanza of No. 14:2/52a, the prolongation of the first syllable of the 
third verse and its curtailing, either at its repetition or at the same piacé of the second stanza.

b) As a consequence of matching between words and music of different divisions. Fór example, in 
No. 17a:2/19b—20a, the verses of caesurae 4 + 4 + 3 are adapted to the division 6 + 5 of the melody.

The flexibility with which in the same poem different caesurae are manipulated and the effect of 
this on the music are to be noted. Since the different lines which form a song are all divided in the same 
way and ase therefore monorhythmic, the adaptation of a poem with verses consisting of different 
divisions to a melody of this rhythmic structure will inevitably give rise to a disruption of words.

Uzun Hava melodies are made up of verses with eleven or eight syllables, bút the fact that these 
two kinds are in common use in Turkish poetry prohibits us from considering them specific to Uzun 
Hava type. In other words, we can confirm with certainty that Uzun Hava is regularly based on 
eleven or eight syllable verses, whereas any song conceived on eleven or eight syllable verses does nőt 
necessarily belong to the Uzun Hava type. What gives this type its character is, as we have already 
said, the spoken-like declamation prolongation of certain syllables, thus bringing about melismas or 
melodic progressions which counterbalance a precipitated recitation.

The parts where melismas are placed are nőt left to chance. On the contrary, they are well defined. 
In the Uzun Hava region with which we are concerned, it is the sixth and eleventh syllables fór the 
6 + 5 division which is the most characteristic division of Uzun Hava. In generál the first melisma 
which falls on the sixth syllable is moderately or even, very short and is seldom of long duration. 
Sometimes the eleventh syllable gives rise to fairly long melismas, bút it is nőt rare to find in them 
somé very short prolongations which yield immediately to the following melodic section. On the other 
hand, the most suitable spot fór melismas is the last syllable of the last line of the melody. The 
difference in length which melismas present form the peculiarities of the songs in appearance of the 
same structure and characterize the sub-divisions of the same type. Thus, certain Uzun Hava-type. of 
songs will be considered as Bozlak-Türkmeni ones, whereas somé others of relatively the same structure 
and with pauses in the same spots would nőt be entitled to the same name on account of melismas 
which differentiate them from Bozlak-Türkmeni. They are designated as“Agiz-dialect,style”,“Gayda- 
rnode”,etc.... “Üfgözoglu agzi-dialect or style of Ü^gözoglu” (No. 17b:2/24b—25a), “Karahacih agzi- 
dialect or style of Karahacih” (No. 17a:2/19b—20a), “$afak agzi-dialect or style of $afak” 
(No. 38:12/24a), “Ilbeyoglu gaydasi-Ilbeyoglu mode” (No. 36:12/19a), “Ajiret gaydasi-Tribal mode” 
(No. 24:3/45a) being examples of what has just been described.

In melodies of eight syllables melismas generally occur on the fourth and eighth syllable, as in the 
ease of No. 17c:2/62—63.

Let us now consider the modes and the structure of Uzun Havas of the Taurus-^ukurova region. 
The following scales are at the base of these modes:
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<» - intermediary stop, |a| - fina! stop.

The fourth of these scales is less frequent in relation to the others. In his Introduction Bartók 
shows the pentatonic composition of songs which are based on these scales.20 Besides, one observes in 
these melodies the structural evolution towards a tetrachordal structure which seems to be the natural 
end of the descending pentatonic scales consisting of two United or disjointed trichords with the minor 
third in the low register: g f d + c b fiat g. In the region with which we are concerned a peculiarity of 
Uzun Hava brings out better the descending character of these scales which form the hasis of the 
greater majority of főik tunes from the east to the west and from the north to the south of the country. 
This peculiarity is the extensiveness of the scale on which the melody moves. In the Bozlak-Türkmeni 
type (No. 22:2/16) fór instance this rangé reaches the space of an octave plus a fifth.

The rangé of an octave plus a third is very normál. In this type of Uzun Hava, the melody being 
attadked always on the high notes, moves as much as possible on these heights of the scale as if trying to 
cling to them in order to avoid the attraction force of the final tone; then it drops down degree by 
degree to the final stop on the lowest degree of the scale. In the Bozlak type which gives the Taurus- 
£ukurova region its character the melody lingers as long as it can in the high register while the fourth 
verse which terminates the stanza comes to an end and, thus produces a descent towards the final tone 
with the aid of melismas or precipitates descents which form the complementary adjunction of the 
melody.

The rangé of Uzun Hava with two melodic sections, seldom goes beyond an octave, and in the 
Uzun Hava of certain regions it may reach a fifth and occasionally a minor seventh. No. 35:11/65 
where the first melodic section does nőt go even beyond a fourth, No. 30:6/61 which reaches an octave 
and No. 37:12/44 which goes up to minor ninth can serve as examples of this point.

The different types of Uzun Hava which belong to other regions of the triangle mentioned above, 
or those that are in the isolated nooks can be found in the Taurus-Qukurova region only by accident.

“ Cf. B. B. Introduction p. V and f.
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Because every region has its own type of Uzun Hava, names such as “Maya, Hoyrat”, etc.... which 
describe them, are often accompanied by the name of the piacé from which they come, such as Maya 
from Diyarbakir.

This is nőt the piacé to dwell at length on the diverse types of Uzun Hava of other regions. 
Nevertheless, I consider that it would be useful to discuss them briefly. In most of these types, although 
the verse caesurae have somé influence on the rhythmic-melodic division, the words contained in each 
caesura are less subject to the tyranny of the rhythmic schemes. On the other hand:

a) As we have already said, the very wide rangé, characteristic of Uzun Hava and especially of 
the Bozlaks from the Taurus-Qukurova region is foreign to the Uzun Hava of other regions.21 The 
melody evolves in the rangé of an octave or a ninth and, in certain types, this rangé does nőt go beyond 
a fifth or a sixth.

b) If in certain types of this group, the melodies show a descending character, in somé others they 
follow an ascending and descending curve.

c) Setting aside the type to which belong the melody, in the Uzun Hava of the Taurus-£ukurova 
region melismas are of a very different structure and character, fór instance, the precipitate descent to 
the final tone is substituted by a slow coming down of the melody which allows occasional prolongation 
of notes. This leisurely descent which no longer contains the text that has already expired is the piacé 
where onomatopes (or words that have no relation to the text, such as “aman, nidem”, etc....) are 
found in abundance.

d) In certain types the melody goes down until a low note (VII) below the final tone. This is 
often found in melodies which do nőt go up very high.

e) Other than the scales given above, the following scales are found in certain types:

Bút, the modes which evolve on the scales above are nőt characteristic of a region. It can be said 
that outside certain types of Uzun Hava, they serve as bases of melodies in the Uzun Hava or parlando 
style, adorning the főik tales in which the narrative parts alternate with parts that are sung. Some- 
times, they even serve as a Leitmotiv destined to characterize the hero of a tale.

I will add that the various types of Uzun Hava belonging to regions other than Qikurova are all 
mádé up of stanzas with verses of eleven or eight syllables, and that the skeleton of the pentatonic 
scale g — / — d 4- c — b fiat — g stands out either obviously or in a disguised manner.22

Among the songs which we collected with Béla Bartók we have three examples of this other type 
of Uzun Hava. We recorded one of them in Ankara from a peasant, originally from one of the villages 
of Sivas, and the other two in Tarsus from someone from Van, who had been living fór thirty years in 
the city where we were collecting. I remember having called Bartók’s attention to the origin of these 
two melodies. Moreover, the names, the style and the character of these two melodies betray an origin 
which could nőt come except from outside the Taurus-Qukurova region. It can be seen that Bartók did

11 However, we must except certain types such as Késik Hoyrat which unfolds in a rangé of eleventh or twelfth, 
remarking that their style is completely different from that of the Uzun Hava of Qukurova.

22 Cf. A. A. S. Modal Peculiarities of Turkish Főik Music, p. 224 and f.
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nőt judge them worthy of transcription and the reason he gives can be read on the papers devoted to 
these melodies: “gyanús származású — of doubtful origin”. However, the presence of these melodies 
would nőt be a cause fór incoherence since the collection-contains, besides Qukurova, others from 
various parts of Turkey such as Alaca (Qorum), Ankara, Sivas, especially given their value as examples 
of Uzun Hava outside the Taurus-Qikurova region. I did the transcriptions of these melodies myself. 
Note: Melodies transcribed my A. A. S.: A. A. S. 15: B. B. 9b, A. A. S. 44: B. B. 27a, A. A. S. 45: 
B. B. 27b.

Melodic groups in melodies with two sections. In melodies with four sections, except fór somé 
hesitations that the refrain problem may create, we do nőt run against any difficulty, regarding the 
melodic groups within a melodic section since each verse has a musical correspondent in a melodic 
section reserved fór it. On the contrary, the case is nőt the same with the Uzun Hava types where the 
melodies consist of only two sections. Modifications such as repetitions or abridgments which often 
occur according to the singer’s whim alsó increase the problems brought on either by the internál 
division of the melodic section, or by the differentiations of the sections, thus creating difficulties in 
the classification of melodies.

In his Introduction Bartók referred to eláss 4, 5 and 6 as belonging to the type with two sections. 
Each of them consists of 2, 3 and 1 melodies respectively. In making his classification it is evident that 
he took intő consideration the number of syllables of the verses which he matches to 8 (eláss 4), 11 
(eláss 5) and 14 (eláss 6). Here we will nőt be concerned with Nos. 25:4/26b, 26:4/49a, 27:5/40a and 
29:5/25b as they do nőt belong to the Uzun Hava type. As to No. 30:6/61, it belongs to melodies with 
two sections of the Uzun Hava type.

In fact, this is an “isometric two section melody”, bút, in my opinion, nőt with 14 bút only 11 
syllables. The words “of biri” at the end of the first verse and “siirmeli of” at the end of the second 
verse, which can be compared to the repeated or added words of onomatopes like“geline”or“diline”in 
No. 35:11/65, “gelir ey, gelir ey” or “gelin ey, gelin ey” in No. 21b:2/l 1b—12a, or “aman havayi”, 
“aman ardina”, “aman yemeni” or “ah sürmelim” in No. 22:2/16, etc.... are not considered by the 
Master as essential words, forming constituting elements of the verse and so, augmenting the number of 
syllables of it.

Among the melodies in this collection we alsó pick out other melodies with two sections which 
belong to the Uzun Hava type, bút Bartók does nőt consider them as melodies with two sections. 
According to him, the following melodies would belong to the classes in quotes:

35:11/65 “heterometric, parlando with four sections”, 
36:12/19a “heterometric, parlando with three sections”, 
37:12/44 “heterometric, parlando with three sections”, 
38:12/24a “heterometric, parlando with three sections”, 
39:12/1 la “heterometric, parlando with three sections”, 

and 13b:2/57b “isometric, parlando with four sections and eleven syllables”.

In No. 35:11/65 the melody corresponds to the two verses of the literary text which is made up of 
stanzas of four verses:

Words: M, M2 M3 M4
Music: Dj D2 Dt D2

The melody strictly fulfills the requirements of the Uzun Hava style. Freed, to a certain extenv, 
from the subjection of the rhythmic scheme which makes its influence felt even in this style, the words 
are recited in one jump. On the other hand, the long notes and the melismas which counterbalance this 
precipitate recitation, bring the melody which had remained in suspense, to its end. It is natural that 
the last portion of the melody, like a complementary adjunction, is inherent in the principal 
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melody of the verse and forms its natural continuation. Bút Bartók, dividing the melody of each verse 
as follows:

Zabahdan ogradim ben bir + geline
Bal bulami? dodagina + diline

and considering each of the four groups as independent section, gives rise to a “heterometric four 
section’ structure. We could compare this melody to the fourth section of No. 21b:2/l 1b—12a, two 
groups of which, despite the similar structure, are considered by the Master as forming an undivided 
whole.

I see in this melody an “isometric two section” structure. The rhythmic scherne of the first section 
corresponds to eláss a) (cf. example No. 43) and the scherne of the second section corresponds to 
eláss bj) (cf. example No. 44). I shall come back again on this subject while studying the metric 
structure 4 + 4 + 3. (Cf. A. A. S. AIB, note 38.)

As to No. 13b:2/57b, the structure of the text corresponds to 4M and that of the music to 2D. 
Bartók considering as independent sections the melodic groups which correspond to the caesurae of the 
following texts with eleven syllables:

Dignen (= dinleyin) agalar + birembirem(= bir bir) söyleyim
Afjin fafjin + Yolun var daglar

saw in this melody a structure of four sections and placed it in eláss 2, whereas, in my opinion it 
should be included in eláss 5.

It would nőt be inappropiate to study the case of No. 24:3/45a, although its unusual modal 
structure sets it aside from Uzun Hava type to which, however, it is related in style. Bartók, seeing in 
this melody a “structure with three sections”, included it in eláss 3, devoted to “isometric parlando - 
melodies with three sections and eleven syllables” where it is the only example of its kind. The reason 
fór considering this melody as such is shown in the repetition of the first verse and, consequently of the 
first melodic section. Bartók, however, does nőt hesitate to piacé in eláss 5 reserved to “isometric 
parlando melodies with two sections and eleven syllables” No. 28:5/54 which is the same as No. 
24:3/45a sung by a different peasant, bút without the repetition mentioned above. This collection 
contains several examples of melodies in which the singers, conforming to instinctive suggestions and 
the instigations of fantasy, or even simply through carelessness, repeat or avoid repeating the verse; 
emphasize a passage by delaying or prolonging it; or, on the contrary, reduce its value by curtailing, 
or even eliminating it. (See No. 7a:l/21a “eliminate passage”, No. 16:2/7 “adjunctions at the end of 
the second stanza”, No. 18:2/38a “melody varied at the repetition”, No. 55a:19/42b, variant of Nos. 
55b:19/43a, 55c:19/43b, 55d:19/46b, 56:19/28b “repetition of the part marked by Bartók as 3rd 
stanza”.) Fór me, these modifications influence the melodic composition and give rise to a new eláss or 
subdivision only if they are nőt of an accidental natúré betraying an instability and inconsistence due 
to the singer’s fantasy, or, still, in case where their non-existence does nőt create a lack of equilibrium 
in the melody. I do nőt believe that the melody No. 24:3/45a which is under consideration, here, lends 
itself to this kind of consideration. I would be inclined to see it rather as a “melody with two sections”, 
of form:

Words: M2 |:M3:|M4
Music: |:D1:|Dí+|:D1:|D2

and belonging to eláss 5. By including the melodies which have been discussed above intő eláss 5 which 
is reserved to “melodies with two sections” I think that the classification would be simplified and, it 
would seem to me, we would be nearer to the truth. At möst, one could create sub-divisions such as 
2D, 2DE|:Di:|D2, etc....
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Before bringing this chapter to a close, it would be useíul, however, to examine two questions 
which Bartók raised in his Introduction.

Bartók attributes an “urban origin”. to the texts of certain melodies in eláss 2.2S He claims that 
“the complicated aspect of these melodies gives them somehow a more artificial character in comparison 
with the simpler eláss 1 melodies.”24 Let us examine these two important points more closely.

It is true that the majority of the poems from which the words of the melodies are taken in eláss 2 
are nőt anonymous texts as is the case of most tempó giusto or even parlando melodies. My researches 
on the subject have led me to conclude that the Uzun Hava of the Taurus-Qukurova region, in 
particular, are in direct contact with the A}ik lyric poets. In fact, the texts of most of the Uzun Hava 
in this region belong to well-known A}ik such as Karacaoglan, Dadaloglu, etc.... or they are taken 
from tales told by musician poets. However, we can affirm that these poems have nothing to do with 
poems of larger cities in .their metric form, shape or contents. Indeed, the metric forms used in urban 
poetry are completely foreign to national metric forms used by the Turks from time immemorial and 
known as “syllabic meters”. As to the metric form of urban poetry, it is known by the name of Aruz 
which seems to be the common characteristic of civilizations in the Mediterranean basin and the 
Near East, except fór differences reflecting the particulars of each language. Nevertheless, the influence 
of intellectual poetry on somé Anatolian poets cannot be denied. We must, however, make a distinction 
between Anatolian poets who by mén of letters are all classed in the same division. Undoubtedly, as 
a testimony of their admiration fór the poetic art of great religious or secular centers, somé Anatolian 
poets adopted, at least in somé of their works, the forms, metrics and spirit of this art foreign to the 
Turkish peasant. It is under this influence that hybrid styles of főik music were formed, such as Díván 
or Divani, Müstezad, etc.... Somé poets in that category who did nőt even play a musical instrument 
were deseribed, somewhat contemptuously as “bureaucratic poets”. Most of these poets who did nőt 
disapprove of the influence of intellectual poetry often adopted facetious pen-names. On the other 
hand, somé other poets had nothing to do with the elaborate art of the large literary centers. They were 
nőt detached from the peasant and especially from the nomadic ways of life. They were all musician- 
poets, and in the poetry that they wrote, it never occurred to them to substitute their names with 
pen-names.

The following categories can serve as a guidance in the classification of Turkish poets:

A. Poets belonging to intellectual centers — intellectual, religious or secular. Example: 
Baki, Hédim, Háili, etc....

B. Poets or musician-poets nőt completely detached from the people, bút having fairly 
strongly been exposed to the influence of intellectual centers and imitating poets of 
category A or creating a style of poetry more or less hybrid. Example: Mir’áti, Gevheri: 
etc....

C. Musician-poets who belong rather to nomadic tribes and are nőt influenced by category 
A and B. Example: Karacaoglan, Dadaloglu, etc....

D. Anonymous nomadic or peasant musicians-poets who compose poetry only occasionally 
bút whose style does nőt differ from that of the anonymous poets of the same category

After eliminating Nos. 15:2/1 and 16:2/7 which do nőt belong to the Uzun Hava style and 
No. 17c:2/62 63 of eight syllables, if we were to consider the texts of the fifteen remaining melodies 
from the 18 in eláss 2, we get the following table:

I. Texts belonging to poets of category C:
Karacaoglan: 10a:2/32a, 11:2/53, 14:2/52a, 17a:2/19b—20a, 19:2/14b—15, 21b:2/12a 

(2nd stanza), 22:2/16
“ C£. B. B. Introduction p. X.
“ Cf. Ibid p. XI.
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Dadaloglu: 13b:2/57b, 18:2/38a
Üfgözoglu: 17b:2/24b—25a, 21 b:2/l 1 b

II. Texts belonging to poets of category D:
12:2/56b—56c, 13a:2/12b, 21a:2/60, 23:2/37 (this text could belongto III)

III. Texts from a tale: No. 20:2/58

The above table shows that with the exception of the last three texts of category D, all the rest 
are by authors who are well-known főik poets. Furthermore, neither the forms and meters, nor the 
contents of these texts have anything in common with the poems of authors of categories A and B. 
Therefore, these poems can in no way be attributed to an “urban origin”.

As to the melodic style of Uzun Hava, we cannot assert that it has relation with the traditional 
Turkish art music. The musical works of this type which we possess and which go back as far as the 
16th century, confirm this assertion. All we could do is to refer to the Gazéi style which consists 
of an improvised melody, bút this would be useless since we cannot establish any relationship between 
the Uzun Hava and Gazéi styles.

As in addition to (Jukurova region, Northern Syria and even a larger portion of land toward 
the south including Aleppo, Rákká and Hama were territories where the Turkish nomadic tribes 
used to spend the winter, one would be tempted to suspect a Syrian influence in this type of Uzun 
Hava. Bartók himself thinks that “maybe perhaps as the sign of Arab influence”.25 In order to 
justify this hypothesis a comparative study of Turkish and Syrian music is necessary. I do nőt think 
that Bartók himself had time, nor was he able to get the necessary matéria! to pursue such a study. 
As far as I am concerned I was able to study learned Syrian music and can assert that it was strongly 
influenced by Turkish traditional art music. This influence goes even beyond Syria, towards the south. 
As fór Syrian főik music, since the matéria! was unfortunately nőt collected, it would be absurd to 
say anything valid on this subject. All I can suggest is that the few főik melodies of the Syrian region 
under consideration are far from conforming this hypothesis. The modes used in Uzun Hava, their 
extremely wide rangé, the descending character of the melodic line, the conformity of melodic pauses 
to the degrees of the descending pentatonic scale with minor third (g — / — d — c — b fiat — g), 
the type of melismas ... and, in generál, the atmosphere emanating from them — all these I consider 
as foreign to Syrian influence. On the other hand, I must point out that Turkish nomadic tribes who 
lived in closed circles and, despite the sedentary life they had led fór years, were and still are firmly 
attached to their traditions and avoid all intercourse even with kin tribes and, a fortiori, with 
foreigners.

This statement made by a nomad from the Elbeyli tribe expresses very well the aversion of these 
peoples fór the Syrians: “... until this day, we have brought only one Syrian girl to us fór marriage. 
God be praised, they never succéeded in taking any of our girls to them”.26

Let us recall again the fact that in the Qukurova region the tempó giusto melodies are in a 
minority compared to the parlando or Uzun Hava melodies. Even the melodies that the £ukurova 
peasants often intercalate in their dances are often Uzun Hava or parlando melodies.27 After having 
said this, I will add that, even if it seems that the Uzun Hava style of Qukurova with which we are 
concerned here may have evolved and developed among nomadic lyric-poets, I am firmly convinced 
that this style was nőt created entirely by them nor did it imitate any foreign music without resorting 
to already existing models. Given the predilection of the inhabitants of the Taurus-£ukurova region 
fór Uzun Hava and the abundance of parlando melodies, this style need nőt be looked fór except in the 
music of that region itself. It is interesting to note that the peasants themselves make a distinction 
between different styles by attributing certain melodies to Karacaoglan or Dadaloglu, fór instance,

“ Cf. Ibid p. X.
’• Cf. Ali Riza (Yalgin), Cenupta Türkmen Oymaklan, Vol I, p. 22, Istanbul, 1931 1932.
17 Cf. Nos. 26:4/49a and 55a:19/42b.
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and naming somé others after the names of the tribes such as “Türkmeni or Türkmen agzi — Türkmen 
(Turcoman) style or dialect”, (No. 22:2/16), “Karahacih agzi — style or dialect of the Karahacih 
tribe , (No. 17a:2/19b 20a), etc.... Nevertheless the way which would lead us to the true facts 
would, undoubtedly, be a comparative study nőt only of Turkish főik music, Syrian or Iraqi, bút alsó 
that of the Turcs living in Irán, in the Soviet Republics, in Afghanistan, and would involve the study 
of the Rumanian főik music, particularly with regard to Hóra Lunga.

MODAL PECULIARITIES OF TURKISH FOLK MUSIC

The great majority of the melodies contained in this volume comes from the region known as 
“Qukurova — the Low Piain”, situated almost in the middle of Southern Anatolia, extending from 
the Aegean coast in the west, to the Turkish-Iranian bordér in the east. Fór centuries this area was 
the favorité resort of the Turkish nomadic tribes who descended from the heights of the Taurus to 
spend the winter there. The first migratory wave of these tribes which goes back to the Abbasids 
(Jth and 9th century) belonged mostly to the great Oguz family, such as Affak, Pegenek, Ulaf, 

üregtr. We can, therefore, consider the melodies collected in this region as examples transmitting 
to us in the best manner the peculiarities of the főik music of these tribes. These are brought out 
excellently by Béla Bartók in his analyses of the melodies belonging to classes 1 and 2.28 Here I will 
bnefly pause to deal with the relations that exist between this music and the Turkish főik music 
outside that region.

Observing the notes on which the pauses of the different sections occur in the melodies of eláss 1, 
Bartók recogmzed rightly their pentatomc structure.28 Excepting the dialectic particularities, we can 
assert that the pentatomc structure forms the basis of the great majority of Turkish főik music and 

aí * >e S e . / d c b fiat g” forms its skeleton. This structure does nőt
make itself fe t just by the intermediary pauses of the melody of which Bartók talks in his Intro- 
duction, bút a so by the charactenstic shapes of the melodic line. Melodies using the above mentioned 
pentatomc scale in its pure State are extremely rare in Turkish főik music. On the contrary, particu
larly towards northeast Anatolia, in the Erzerum region, there is a quantity of examples of melodies 
S T í° °Tg hexatoi»c scale’ consisting of the adjunction of an inferior tetrachord to a 
r T í C i at a ff- If it is true that there are melodies from other regions

of Turkey betraying the same hexatonic scale, we must, nevertheless, notice that these melodies show 
Ín J m 2 Tu dlS^*ed ™nner than mel°dies of the Erzerum region. However, the 
from '“Íií l h° tW° tFÍdlOrds ÍS noticeable> this being true of melodies
cauTes 3oy °f 6 * artOk himSelf dwells on this “instabilhy” without stating its

These unstable sounds added to the trichords give rise to two tetradiordal types i.e., by descend- 
mg, tone tone — half tone and “tone — half tone tón?” -ozkiri, » • l r nmodal scales:81 hich be8et ln lts turn the following

88 Cf. B. B. Introduction p. V and f.
28 Cf. Ibid p. V: 4th particularity.
” Cf. Ibid pp. V, XVI, XL.

Notes in parenthesis = unstable sounds; o = intermediary pauses; |o| = final tone.
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or their restrained forms:

Adding here the hexatonic scale mentioned above:

we will have the principal scales of pentatonic origin, serving as bases to most of Turkish főik 
melodies. Fór a denomination of these scales, Bartók resorts to modal terms in their ecclesiastic sense 
such as Dorian, Phrygian, etc... ,32 Personally, I am wary of these terms, which can easily lead to 
misunderstanding and are not easily adaptable to főik melodies.

These modal scales to which a special name is, or is not attributed, attract attention with the 
relations which exist between their various degrees. If these scales or the melodies conceived on them 
were played on a piano one would immediately notice their strangeness due to their non-conformity 
to the reality of Turkish főik music. In other words, the western tempered system is completely 
foreign to the music which is the object of our study. The result of the researches which I made 
on string Instruments and, on the other hand, on melodies sung with no accompaniment, confirm this 
important point. Most musicologists, whose ears are trained according to the tempered system, do not 
dwell seriously enough on this essential point which, it seems to me, appears to them negligible. 
Despite all this, they are unable to ignore somé deviations which stand out in the tempered system. 
It seems that the method of marking these deviations with signs of uncertain significance or by digits 
borrowed from the system of cents give them full satisfaction. In other words, those musicologists 
use as a basis fór their transcription the tempered system which very rarely corresponds to reality. 
As a consequence of the method of transcription which Bartók had used all his life, he, in the tran- 
scriptions of Turkish főik melodies, does not seem to have taken intő account this point which is of

” Cf. B. B. Introduction pp. V and XXXIV.

225

15



Capital importance fór better understanding of musical language. Thus, fór example, the b fiat placed 
by Bartók at the key of most of the melodies in this collection should, in reality, form a minor third 
expressed by 32/27 which is less than the minor third of the tempered system.

The great majority of intervals used in Turkish főik music correspond to the following relations:

Seconds: a) 9/8 = Major tone
b) 65536/59049 = Minor tone (= 2 limmas = major tone — 1 pythagorician 

comma)
c) 16777216/16142521 = Diminished tone (= major tone — 2 pythagorician 

commas)
d) 2187/2048 = Apotome
e) 256/243 = Limma
f) Augmented second = 3 limmas

Thirds: a) 32/27 = Minor third = major tone + limma
b) 81/64 = Major third = 2 major tones

Fourth: 4/3 = 2 major tones + limma
Fifth: 3/2 = fourth + major tone

N.B. This chart gives the average pitches which the Turkish peasant uses in his melodies. It can 
be assumed that deviations are nőt infrequent.

In melodies which, according to Bartók, belong to the Dorian and Aeolian modes, it is rare 
(I might even add quite accidental) that the interval between the final tone and the second degree 
(8—a) correspond to a major tone (9/8). This interval occurs notably where “a”, avoiding the 
descent on “g”, serves to embroider the b fiat. When the melody moves towards the final tone, by 
virtue of the attraction of the final low tone which is the ultimate aim of the melody, the second 
degree becomes unstable and this instability manifests itself by pitches becoming gradually nearer 
to the final tone. We represent this phenomenon by special signs which we use fór our transcriptions 
and which correspond to well-defined heights.

diminished tone
i--------------------------------- i

a potomé । >, ■A’ —i limma

• 1----------------------------------------- 1 minor tone
major tone ' 1

Nos. la:l/21b, lb:l/22b—23a, 5:l/26a, 6:l/22a, 13a:2/12b, 21a:2/60, 32:8/3b, etc. ... can serve as 
examples to this phenomenon.

The sixth degree which is alsó unstable is, nevertheless, subject to less modifications than the 
second degree:

major tone
i 1 i

1-------- --------------1minor tone

The instability of the second and sixth degrees is one of the characteristics of the pentatonic 
structure. In the melodies with a descending tendency the unstable character of these two degrees 
appears to be the consequence of the attraction force of tones which serve as intermediary pause and, 
especially, of the final tone. The attraction force of the tone which serves as an intermediary pause 
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is fairly reduced by relation to the final tone. This is quite understandable, since the intermediary 
tone itself bears the attraction influence of the final tone which is the ultimate goal of the melody; 
hence the dissection of the second interval formed by the final tone and by the one placed at its 
immediately high register. In melodies with "intense ending” the subdivision is, obviously, almost 
non-existent.

In Turkish főik music the constant use of these tones introduced in both the superior and inferior 
trichord,. enabling them to become integrál parts of the scale and, on the other hand, the difference 
which exists in generál between the pitches of the constituent tones of these scales and those of the 
tempered scale, compels us to study them more closely in order to establish the “average of sound 
pitches”. This would serve better to bring out the true physiognomy of the modes. In other words, 
we must find ways whidi would enable us to distinguish between the constituent and accidental 
tones, the “piens” which are strongly influenced by the attraction force. This reasoning has, fór a 
long time, brought me to use various signs fór pitches. However, in the transcriptions that I made 
in this book, I have nőt strayed from B. Bartók’s method of transcription by adopting the upward 
and downward pointing arrows (Ti) to show the deviations which affect particularly the second 
and sixth degrees.

I have alsó tried to explain briefly that the Anatolian melodies conceived in the modes evolving 
from one of the above-mentioned scales are based on a pentatonic scale with the minor third 
engendered by two descending trichords: g — / — d + c — b fiat — g, and the “piens” give 
these trichords a tettachordal appearance. In a generál manner, with the exception of peculiarities 
of various musical dialects, we can say that the predominance of this pentatonic structure, the 
unstable and mobile character of the tones that are grafted on this pentatonic skeleton, the tendency 
of these tones to stabilize themselves more and more on certain pitches at the stage of musical 
evolution where modes straying from the original pentatonic scale take on a more pronounced 
hexatonic or heptatonic appearance, can be considered as the peculiarities of Turkish főik music.

As to the “descending” tendency of the melodies, we must, first of all, dwell on the significance 
of this characteristic. I consider that in any music with a tetra-trichordal basis, this tendency is the 
consequence of the attraction force of the final tone. Thus, the melodic line, regardless of the direction 
of its first movement and regardless of the length of its rangé along which it travels, will always 
move towards the lower register of the scale where the final tone is located. In Turkish főik music, 
this rangé varies between a minor third and an eleventh, or even a twelfth. The melodies with the 
longest rangé are found in the Taurus-Qukurova region and in the areas extending towards Maiatya, 
Harput situated northeast of £ukurova. (The Késik Hoyrat type of Uzun Hava.)

Generally, the descending evolution of the melody takes piacé through the continuous descent 
of the melodic line, the beginning of which is on the high register of the scale, towards the final tone 
on the lowest degree. This is how Bartók defines this tendency.33 Indeed, the majority of the melodies 
in this collection correspond perfectly to this definition. However, there is another aspect of this 
tendency which is realized by an ascending movement of the melodic line, giving way sooner or later 
to the final and definitive descent on the final tone. It is rare to come across such examples in the 
Taurus-^ukurova region and the Uzun Hava in particular are completely foreign to it. One of 
the best examples of this type is furnished in this collection by A. A. S. 44: B. B. 27a which belongs 
to the Erzincan region.

Even in the melodies in which the trichordal structure is almost eclipsed by a tetrachordal one, 
the descent of the melodic line which obeys the attraction force of the final tone is evident. In 
melodies of this category as well as in the melodies in whidi the melodic line follows an ascending 
and descending curve, one often notices a tendency to go beyond the final tone by one or one and

“ Cf. Ibid pp. VI and X.
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a hali tone towards the low register. A fairly limited rangé is alsó one of the characteristics of these 
two categories which forms a dialect different from that of £ukurova.

While comparing Turkish and Hungárián főik music, Bartók stresses the relationship and even 
the astonishing identity of certain types. This remark brings him to the conclusion that the common 
points which establish an undeniable relation, must take us back to the times when the ancestors of 
the Anatolian Turks lived in the confines of Europe and Central Asia in the vicinity of other Turkish 
and Hungárián tribes.34

In the train which was taking us back to Ankara, Bartók had talked to me enthusiastically and 
in a tone that did nőt conceal his astonishment at his discovery of a close relationship existing between 
the two musics.35 Upon his return to Budapest, he had dwelt more extensively on this point in the 
course of a talk that he gave over Budapest Rádió.36 In the communication which I made on the affinity 
between Turkish and Hungárián főik music at one of the sessions of the Bartók Committee in 
Budapest in 1963, I myself dwelt on certain aspects of this relationship.37 The few melodies which 
this collection contains can serve as examples to the closeness between the two musics.

SYLLABIC PROLONGATION

During a longish prolongation of a tone on a syllable, the Turkish peasant is rather inclined 
to modify the vowel. The reason must be instinctive sliding of the voice towards a vowel that lends 
itse f better to prolongation. If certain modifications give an aleatory impression, somé others lead 
us to examine them more closely because of their frequency. Unquestionably, a comparative study 
of various modifications seen in different regions brings us to conclusions which were, thus far, 
unsuspected.

transcr'Pt’ons melodies, Bartók notes meticulously all these modifications. Furthermore, 
e a s, a though nőt very frequently, explanatory notes on these modifications as in the case of one 

example with a crescendo No. 3:l/56a:

gi —----------. c

Bartók s note on the transcription: “gradual transition from (e) to (i) with a crescendo”. These 
transitions accompamed by a crescendo are characteristic of the songs of Turkish peasants. My intention 

nőt to dwell on this phenomenon, bút to classify, here, the various modifications which we pick 
up in this collection. r

The study of these modifications shows that the Turkish peasant slips in two ways from one 
vowel to another. The first consists of slipping directly as, fór example, from a to e. The second, 

the contrary, requires an intercalation between the two vowels. These indirect transitions generally 

M Cf. Ibid pp. VI and VII.
“ Hungárián mXdÍVmTÍ “ °f the 11 mel°dies sponds exactly” to those of the

nunganan melodies. 4 melodies make up the "variants” and 4 • « . , .of their Hungárián correspondents d h melodles «««*«« more or less the variants

roiK MUSIC), btudia Musicologica, Tomus IV, Fasc. 1—4, 1963, Budapest.
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take piacé with the intercalation of a consonant. In the different regions of Turkey, peasants resort 
to the consonant “y” most frequently. The letter “h” is alsó used, more in Uzun Hava, bút less often 
than the others.

The chart below shows the various vocal modifications which this collection contains:

la.

1b.
1c.

a>e (y)

a>ge 
a>ye

2a.
2b.

a>gi 
a>yi

3.

4.
5a.
5b.

6a.
6b.
6c.
6d.
6e.

7.
8.
9a.
9b.

10a. i>hi

10b.
11.
12.
13.
14.
15. 
16a. 
16b. 
17a. 
17b.
18.
19a.

8a:l/46a (2 times), 17c:2/62—63, 20:2/58 (2 times), 28:5/54 = 6 times. 
(4 singers, 4 melodies)
39:12/1 la = 1 time. (1 singer, 1 melody)
11:2/53 (3 times), 13a:2/12b (5 times), 21a:2/60, 23:2/37 (4 times), 
30:6/61, 39:12/lla, 43b:13/33b, 43c:13/33a (2 times) = 18 times. 
(8 singers, 8 melodies)
20:2/58 (3 times) = 3 times. (1 singer, 1 melody)
5:l/26a (2 times), 8a:l/29—30 (4 times), 8c:l/55a, 10a:2/32a (2 times), 
13b:2/57b (2 times), 20:2/58 (2 times), 21a:2/60, 27:5/40a (3 times), 
28:5/54 = 18 times. (5 singers, 9 melodies)
5:l/26a, 8a:l/29—30 (2 times), 19:2/14b—15, 23:2/37, 41:13/13b 
= 6 times. (2 singers, 5 melodies)
23:2/37 = 1 time. (1 singer, 1 melody)
la:l/21b, 28:5/54 (2 times) = 3 times. (2 singers, 3 melodies)
23:2/37 (2 times), 30:6/61 (2 times), 41:13/13b = 5 times. (3 singers, 
3 melodies)
11:2/53, 17c:2/62—63, 23:2/37 = 3 times. (3 singers, 3 melodies) 
13a:2/12b = 1 time. (1 singer, 1 melody)
18:2/38a = 1 time. (1 singer, 1 melody)
30:6/61 = 1 time. (1 singer, 1 melody)
9:1/59, 11:2/53 (2 times), 13a:2/12b, 17c:2/62—63, 23:2/37, 27:5/40a, 
34:10/41a, 36:12/19a, 38:12/24a (3 times), 39:12/1 la, 43b:13/33b, 
55d:19/46b =15 times. (9 singers, 12 melodies)
17b:2/24b—25a, 19:2/14b—15 (8 times) = 9 times. (2 singers, 2 melodies) 
28:5/54 = 1 time. (1 singer, 1 melody)
3:l/56a (2 times) = 2 times. (1 singer, 1 melody)
8a: 1/29—30,8d:l/57a (2 times), 9:1/59, 10a:2/32a, 11:2/53,17c:2/62—63 
(3 times), 18:2/38a, 19:2/14b—15, 21a:2/60, 21 b:2/l 1b—12, 22:2/16, 
23:2/37, 25:4/26b (2 times), 27:5/40a (5 times), 31:7/9a (4 times), 
36:12/19a (2 times), 39:12/1 la = 29 times. (10 singers, 17 melodies) 
17c:2/62—63, 20:2/58, 23:2/37, 43b:l3/33b (2 times), 48b:17/3a(2times) 
= 7 times. (5 singers, 5 melodies)
8a:l/29—30, 14:2/52a, 34:10/41a = 3 times. (3 singers, 3 melodies) 
21a:2/60 = 1 time (1 singer, 1 melody)
12:2/56b—56c = 1 time. (1 singer, 1 melody)
30:6/61 (2 times) = 2 times. (1 singer, 1 melody)
2:l/23b, 43c:13/33a = 2 times. (2 singers, 2 melodies)
20:2/58 = 1 time. (1 singer, 1 melody)
39:12/1 la (6 times) = 6 times. (1 singer, 1 melody)
17c:2/62—63, 38:12/24a = 2 times. (2 singers, 2 melodies)
8c:l/55a = 1 time. (1 singer, 1 melody)
20:2/58 = 1 time. (1 singer, 1 melody)
21a:2/60 = 1 time. (1 singer, 1 melody)
21a:2/60 = 1 time. (1 singer, 1 melody)
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19b. a>yi>ye
20. a>yi>yi
21. a>yi>yey
22. i>ya>ré
23. i>ya>yi
24. e>é>e
25. e>yi>ye

26. e>o>ye

13b:2/57b = 1 time. (1 singer, 1 melody)
17b:2/24b—25a, 17c:2/62—63 = 2 times. (2 singers, 2 melodies)
5:l/26a = 1 time. (1 singer, 1 melody)
43b:13/33b = 1 time. (1 singer, 1 melody)
31:7/9a (2 times) = 2 times. (1 singer, 1 melody)
21a:2/60 = 1 time. (1 singer, 1 melody)
7b:l/31a (3 times), 10a:2/32a (4 times), 43b:l3/33b = 8 times. (2 singers,
3 melodies)
38:12/24a = 1 time. (1 singer, 1 melody)

The diart below shows the vocalic modifications classified according to their frequencies:

Classification number Forms of modifications
Number of

Occurrencethe singers melodies
9b i>ye 10 17 29
1c a>ye 8 8 18
2b a>yi 5 9 18
6e i>ye 9 12 15
7 i>yi 2 2 9

25 e>yi>ye 2 3 8
10a i>hi 5 5 7

3 a>yi 2 5 6
la a>e (y) 4 4 6

16a ü>ge 1 1 6
5b e>yi 3 3 5
6a i>e 3 3 3

10b i>yi 3 3 3
5a e>i(y) 2 3 3
2a a>gi 1 1 3

14 u>ye 2 2 2
16b ü>ye 2 2 , 2
20 a>yi>yi 2 2 2

9a i>ye 1 1 2
13 o>a 1 1 2
23 i>ya>yi 1 1 2
The rest: 1 1 1

Leaving aside the vocalic modifications whidi happen only once, if we were to make a new 
classification of the vowels on which slipping occurs directly or by stages, we would have the following 
diart:

Slipping on e in the 29 out of the 39 melodies 0.743
Slipping on i in the 15 out of the 39 melodies 0.384
Slipping on i in the 10 out of the 39 melodies 0.256
Slipping on a in the 1 out of the 39 melodies 0.026

Moreover, the diart of slipping whidi occurs only once would be as follows:

Slipping on e in the 9 out of 39 melodies 0.23 11 times: 0.2838
Slipping on i in the 3 out of 39 melodies 0.07 
Slipping on i in the 1 out of 39 melodies 0.025 
Slipping on a in the 1 out of 39 melodies 0.025 
Slipping on o in the 1 out of 39 melodies 0.025 
Slipping on u in the 1 out of 39 melodies 0.025 
Slipping on ü in the 1 out of 39 melodies 0.025

4 times: 0.1
3 times: 0.07
1 times: 0.025
1 times: 0.025
1 times: 0.025
1 times: 0.025

58 Modifications of different types naturally augment the frequency.
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It can be ascertained from the above diarts that the slips on “e” are the most numerous. Then 
come those on “i”, “i”. The other slips are fairly rare.

It would be unwise to come to final conclusions by relying on the small amount of matéria! that 
we have on hand in this collection. Moreover, here, we obviously cannot go on at length on a com- 
parative study of syllabic modifications which occur in Turkish főik music in different regions of 
Turkey. Nevertheless, without generalizing and by confining ourselves to the framework of the collec
tion whidi is the object of our study, we can assert that the above chart is quite close to reality as far as 
the Adana region is concerned.

Note that nőt only the syllables, bút the words themselves are subject to the deformative influence 
of transitory prolongations with or without slips. The deformation of words occurs:

a) by substitution of a letter or a syllable with another: nenni > neyiyen 7b:l/31 a.
oglun > ogluyiy 8a:l/29—30, gu$lar > gujlayiy (ibid), bajlar > bajlayi (ibid), iizme 
ile > üzmeynen > üzmeyineye 8d:l/57a, daglar > daglayiye 13b:2/57b, yüzüne >
yüzününiinününe 15:2/1, uyandi > uyananandi (ibid), bakilmaz > ba/i^dmaz (ibid),
yi/ilmaz > yi^ininilmaz (ibid), irak > irana 16:2/7, (sorahm =) sorak > sorananana
(ibid), benim > beniye 18:2/38a, gelir > geliye 21b:2/llb—12a, gözelin > gözeliye
36:12/19a, (bellidir =) bellüdiir > bellüdügen 39:12/lla, dürgündiir > diirgündiigen 
(ibid), örselemi? > örselemiyen (ibid), dereler > derelegen (ibid).

b) by the intercalation of a letter of a syllable in a word: (helál =) halai > halayal
2:l/23b, vuran > vurayin 5:l/26a, (zálim =) zálim > zahym (ibid), harcedeyim > 
hanrcedeyi 35:11/65, (zurba ile =) zurbaynan > zurbayanayn 8c:l/55a, (görbe ile =) 
gürbynen > giirbeyinayn (ibid), (ka?i ile =) gajiynan > ga?iynayen 11:2/53.

SYLLABIC CONTRACTIONS39

Except fór words borrowed from other languages, syllables in Turkiph are generally short and of 
almost equal duration. The structure of certain syllables, however, and jiarticularities that arise from 
the succession of two syllables bring on relatíve differences in duration. Example:

at (horse)

0
ti - ma (to my horse)

0
yor - gun (tired)

0 ■ 0
yor - gun - luk(fatigue)

0 0 i 0
yor - gu - num(I am tired)

0 í 9 0
In parlando the singer conforms instinctively to the metric flexibility required by the laws that 

rule the Turkish language. It goes without saying that the singer’s fancy incites him sometimes to 
irregularities which disturb the prosody. On the other hand, we consider the holding of the voice at 
the end of each caesura as a natural phenomenon.

(0) 9 9 9
Da - vul - qu - lar da - ma

9
dől du

” Cf. B. B. Introduction p. XV.
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zín - dán ol - duDam ba - sí - ma

Ba - bán duy - du $am - dán

Nen - ni yav - rum nen - ni
(la:l/21b íour lines only)

It can be seen from this example that, with the exception of a few deviations in parentheses, the 
rules of Turkish prosody are respected by the singer’s recitation.

On the contrary, in tempó giusto melodies, the rigid natúré of the rhythmic scheme brings on a 
sort of contest between the musical rhythm and the rhythm of the text. It can be said that both music 
and text take precautions in order nőt to give in to the adversary’s will.

Take example No. 56:19/28b. The first verse produces the following relation between music 
and text: ।

p p p r ' r r ? r
Ga - ra - mán - dán ge - lir i - ken

The enunciation of the first two syllables (Ga-ra) according to the superimposed rhythm is 
correct bút the first syllable being short, the theoretic scheme below

r r r r i r r r r
whidi is at the basis of the tempó giusto melody loses its first constituent element owing to this fact:

r r r l r r r r
Bartók transcribes this first line as follows:

» r r r r r r r
this seems altogether correct and normál, since it corresponds to the melody as it was sung by the 
peasant. Nor is it a fairly curious fact that the instinct of the people rejects this mutilated aspect of 
the rhythm and makes an effort to re-establish the equilibrium between the two groups of the melodic 
line. The second line shows the way to whidi the Turkish peasant resorts in order to remedy this 
anomaly:

Yan - dini Ga - ra - mán - dán ge - lir i - ken
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Thus, the introduction of whatever word that will insure the equality of the durations re-establishes 
the order between the two melodic groups.

It is curious to note that Bartók who uses the digits ’ and J to indicate the inequality between 
these two groups does, nevertheless, nőt consider this manner of indicating the tempó as a rigid 
principle since, fór example, in No. 45:14/28a, instead of marking the first melodic line by ’ and * 
he prefers to pút a half-rest at the beginning of the melody. In fact, the rhythmic element which is 
lacking because of the short duration of the first syllable is substituted by the instinctive introduction 
of a syllable intő the second melodic section.

p p p p i p p' p p- । p p r
Gu - ra gur - mu^ yol üs tü - ne qik - rí - gí

Ah gu - ra gur - muj)

This irregularity arising from the short duration of the first syllables comes about, generally, at 
the beginning of the first and third melodic section. The regularity is normally re-established by the 
introduction of a syllable or a word at the beginning of the second and fourth melodic section as in the 
case in the examples above. I call this kind of compression “rhythmic contraction”.

Rhythmic contractions occur sometimes in long syllables. Where the first short syllable of a verse 
at the beginning of the first verse creates a contraction, the influence of this contraction is felt on the 
other verses by affecting indiscriminately the short or long syllables. Besides, it appears that the 
relatively small difference which exists between the duration of short and long syllables adversely 
affects the prosody by shortening the long syllable. Moreover, since the words which begin with a short 
syllable are more numerous than those beginning with a long syllable, the contraction brought on by 
these short syllables forms one of the particularities of tempó giusto Turkish főik melodies so that the 
peasant often begins to sing the melody with a contracted rhythmic formula. It goes without saying 
that the irregularities cannot be considered as anacrusis.

The short and long syllables sometimes cause rhythmic modifications at the end of a melodic 
section. Evén the analysis of the melodies in this collection shows a tendency to prolong the last 
syllable which closes a group or more specially a melodic section, or to substitute this prolongation 
with a pause. Because of this tendency which is noticeable in all the melodies regardless of the number 
of the constituent syllables of the verse and which is at the very basis of the rhythmic intuition, the 
following formulas:

are rare. The parlando melodies do nőt admit these rhythmic formulas. In tempó giusto melodies the 
short or long syllables have a considerable influence on the aspect of the last rhythmic element. Thus, 
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if the syllable before the last one is short, it transmits part of its value to the last syllable, making 
possible the prolongation of the latter without harming the prosody. Fór example, in No. 56:19/28b 
the two rhythmic elements which, theoretically, we admit have the same duration: 

and which correspond to the words “iken — tiken”, guyu — suyu”, etc.... are transformed in the 
following manner: 

to allow the prolongation of the last syllable.
Note that the syllables do nőt always present this flexibility and the rhythmic cycle is accom- 

plished without any change in what concerns the equal values of these constituent elements. However, 
the melodies of this kind from various parts of Turkey which I have been able to analyse so far, have 
given me only a small number by comparison to the types with modifications. In fact, the percentage 
of melodies without modification is 1.9°/o by comparison to the types with rhythmic modification. 
On the contrary, the melodies with complementary adjunctions whose function appears to serve to 
re-establish the equilibrium of the melodic section seem to be numerous. No. 47:16/2a can serve as an 
example to this. The complementary adjunctions which correspond to the words “leyle — lala”, 
re-establish the equilibrium of the melodic line by bringing the melody which had remained in suspense 
to a temporary or definite pause.

No. 48b:17/3a is another example:

There is another case where one resorts to a syllabic contraction in order to liberate the last 
rhythmic element which in that case carries interjections such as “vay, of, aman” and which is well 
suited to the jovial spirit of tempó giusto melodies. No. 38:2/3b is an example of this type. In this 
melody where the rhythm corresponds to the theoretic scheme below:

Dur - da mer - di mán gur - dum

besides the rhythmic contraction of the beginning, there is another rhythmic contraction which affects 
the duration of the last two syllables of each verse thus liberating the last rhythmic element to which 
interjections are added:

r r r r
Dur - da mér - di mán gur - dum vay, vay
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There is no question here of a complementary adjunction except fór the literary text. The melody 
does nőt have any. The rhythmic contraction acquires its normál aspect at the beginning of the second 
verse where the interjection “ah” is introduced to this effect.

(1) r
Ah ya - re

instead of r r
ya - re

N.B. It seems to me that the contractions of the beginning which we come across in Hungárián 
főik music and which allow the introduction of interjection such as “sej, haj” are nőt of the same natúré 
as their Turkish counterparts which adapt themselves to the requirements of long or short syllables. 
The existence of these contractions in Hungárián főik music despite the fact that the tonic accent in the 
Hungárián language is always on the first syllable is worth attention. So fór example, among the 
melodies in Béla Bartók’s book on Hungárián főik music, Nos. 95, 173 and 222 begin with relatively 
long syllables (fel-, itt, min-, respectively) or No. 95 (fourth verse) and 119 begins with long syllables 
(én, é-des respectively), etc.... and the length of the syllables does nőt prevent the rhythmic contrac
tion in order to allow the introduction of interjections.40 We meet only one example of a short syllable, 
the one in melody No. 195: “sze-(retője)”. This observation which, in reality, is insufficient to bring us 
to a convincing and definitive conclusion is still important since it allows us to verify the difference 
between the factors which impel the peasants intő syllabic contractions. The instinct to create a jovial 
atmosphere could be at the basis of this tendency to contract the syllables in order to introduce 
interjections. Bút is the percentage of jovial Hungárián melodies containing this kind of contraction 
high enough in relation to melodies of the same character bút nőt containing any contraction? I believe 
that a study in depth of this subject could lead the researcher to conclusions of an unsuspected 
importance.

Let us consider another point: in Turkish főik music the syllabic contraction of the beginning 
deprives the rhythm of one of its element. Is it the same in Hungárián főik music? The musical 
examples which I had an opportunity to examine are far from confirming it. If it were truly so, we 
could conclude that in the Turkish melodies the interjections from outside the text which are introduced 
at the beginning of a melodic section are a consequence of the syllabic contraction; whereas in 
Hungárián főik music, quite the contrary, syllabic contraction is the result of the interjections which 
have been introduced.

Another peculiarity of Hungárián melodies consists of introducing more than one interjection. 
Its effect is manifested in the contraction of two syllables:41

r r lJ .i_Lr p r । j j * .4=
Sej, haj, é-des-a -nyám, hu-szár a sze - re - tőm.

Here the two interjections at the beginning displace the two last syllables from the piacé which 
they should occupy according to the following theoretical scheme of the rhythm:

r r
É - dcs

r
nyáma

40 Cf. B. B. A magyar népdal, Budapest, 1924.
41 Cf. Ibid p. 33 No. 117.
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and they give rise to a rhythmic-syllabic contraction affecting the two syllables whereas in the Turkish 
melodies these contractions do nőt affect more than one syllable.

Hungárián melodies show, alsó, cases where the interjection of the beginning from outside the 
text becomes the cause of a contraction affecting the whole vprse. The third section of melody No. 173 
in the same book with a rhythmic scheme theoretically corresponding to:

M M ’ f r
shows such a contraction.

I do nőt recall a Turkish equivalent similar to this example. On the other hand, the rhythmic 
contractions occurring at the second caesura of the verse such as:

have their equivalents in Turkish főik music as in the case of No. 32:8/3b that we cited above.42 The 
reasons whidi we pút fór award fór the introduction of interjections are the same fór similar cases of 
Hungárián főik music.

“ Cf: Fifth eximple on p. 234.
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ANNOTATIONS TO THE INTRODUCTION OF BÉLA BARTÓK

1. Lately I had the opportunity to converse with Professor Dr. László Rásonyi with whom I had 
become acquainted in Ankara in 1935. Our conversation on the motives that led Bartók to come to 
Turkey brought us to the conclusion that there must have been a coincidence between the latter and 
myself together with my former friend, the musicologist Mahmud Ragip Gazimihal, whidi stimulated 
Bartók’s interest in the főik music of Turkey. The idea to get the Halkevi (Folk’s Home) of Ankara 
interested in the project was suggested to me by Professor L. Rásonyi from whom I learnt of Bartók’s 
wish to come to Turkey to collect főik melodies. Myself being an active member of that institution 
and a partial initiator of the project to invite the Master, Mr. Ferit Celál Güven, President of the 
Halkevi of Ankara had asked me to draft the letter that he was to address to Bartók. I think the 
dynamic atmosphere of Atatiirk’s Turkey, especially between 1930—1936 spurred these initiatives on 
the part of that eminent Turkologist on the one hand, and on our part on the other; young musicians 
burning with the desire to delve intő the source which is the people, nőt only to discover guidance fór 
our steps towards musical creation, bút alsó with a view to correct by means of serious researches and 
publications on Turkish főik music, seculaf and concealed errors as, fór instance, the belief that this 
music belongs to Arab-Persian musical zone. It was thus that Gazimihal and I had tried to attract the 
attention of musicologists by means of brochures that we published at the beginning of 1936 on the 
pentatonic base of Turkish főik music.

2. Hundreds of Halkevis (Folk’s Homes) in existence were cultural institutions created by 
Atatürk and destined fór the cducation of youth and adults. Bartók himself was invited by the 
Halkevi of Ankara.

3. On this subject, see A. A. S. “Modal Peculiarities of Turkish Főik Music” p. 224.

4. ® = la:l/21b, lb:l/22b—23a, 2:l/23b, 3:l/56a = 4
Q = 4:l/40c, 5:l/26a, 6:l/22a = 3
Q = 7a:l/21a, 7b:l/31a, 8a:l/29—30, 8b:l/46a, 8c:l/55a, 8d:l/57a, 8e:l/14a = 7
(8 ) = 9:1/59 =1

N.B. No. 8d:l/57a having the principal caesura on (7), it seems to me that it should have been 
classified as No. 5. In this case, there would have been only six melodies with principal caesurae 
on (?) and four melodies with principal caesurae on (7) .

4) = 4:l/40c, 6:l/22a, 7a:l/21a, 7b:l/31a = 4
|) = 1 a:l/21b, lb:l/22b—23a, 5:l/26a, 8a:l/29—30, 8b:l/46a, 8c:l/55a, 8d:l/57a, 

8e:l/14a = 8
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= 2:l/23b = 1
7) = 3:l/56a = 1

bl$ = 9:1/59 = 1

N.B. In his Introduction fór the Ist caesurae Bartók notes (p.V.): 8 melodies on 3) , 2 melpdies 
on 4) , 1 melody on b^ , 1 melody on , 1 melody on bl^ whidi amounts to a totál of 13. The 
totál of the melodies, however, in this eláss is 15. Bartók must have inadvertently written 2 instead 
of 4 fór the melodies stopping on 4) .

On the other hand, in the manuseript of transcriptions on whidi I worked, the first two melodic 
sections of No. 7b:l/31a are written on the same staff. This manner of writing gives the melody a 
three-section aspect and puts it in contradiction with eláss 1 which should contain only “isometne 
parlando melodies with four sections”. Besides, this manner of writing compels us to raise to 9 the 
number of melodies stopping at 5) . Finally, this melody is only a variant of No. 7a:l/21a which has 
four sections. Despite all this, I preferred to respect Bartók’s writing by putting the two first melodic 
sections on the same stave, bút nevertheless marking the caesurae.

(^3 = la:l/21b, lb:l/22b—23a, 2:l/23b, 4:l/40c, 5:l/26a, 7a:l/21a, 8a:l/29—30, 
8d:l/57a = 8

(4 = 8c:l/55a, 8e:l/14a =2
(5 = 6:l/22a, 7b:l/31a, 8b:l/46a = 3
(7 = 3:l/56a = 1

= 9:1/59 = 1

N.B. The numbers which Bartók gives fór the third caesurae alsó lend to doubt. The No. 8e:l/14a 
being in reality only a variant of No. 7a:l/21a one is naturally led to classify them together under 4. 
The digit proposed by the Master fór 4 being only "two” one would be obliged to displaceNo. 8c:l/55a 
and pút it among melodies with 5 caesurae whidi will increase the number of melodies of this category, 
etc.... The best way to fix the caesura seems to be to take intő consideration the note on whidi the last 
syllable falls, bút that alsó leads to ambiguity. It seems to me that the subjective appreciation of the 
moment when one is working plays a role in this matter.

5. Turkish főik music does nőt furnish examples of melodies in whidi the second part is con- 
stituted by or nearly by a rigorous transposition of the first. In return, certain melodies with a generál 
structure of four sections give the proof of “transposition with mutation” in the second part. In a 
melody of this type, the first part moves on a fairly wide expanse in relation to the second part whidi 
produces the mutation.

In this collection we have no examples of this particular type. Therefore, here, I give as an 
example a melody from the outskirts of Qorum (a region from whidi part of the melodies of this 
collection come).
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6. Unfortunately, we do not possess the appendix of which Bartók speaks. In this book, I am 
reproducing the examples which Bartók gave in his lecture (which has since been published) over 
Rádió Budapest in 1936 and melody No. 62 which appeared in “A magyar népdal” and, to fill the 
void, I am adding somé other examples which I have borrowed from the transcriptions of főik 
melodies, classified by Bartók and kept at the Academy of Sciences in Budapest. (Cf. Hungárián 
melodies p. 375.)

On the other hand most of the melodies in Chapter XII do not belong to Region III. of Hungary, 
designating the Alföld, bút to Region IV. related to Székely of Transylvania. I am alsó reproducing, 
in the same chapter, somé other examples which helped me to illustrate the lecture that I gave at the 
Academy of Sciences in Budapest in 1962 and which has since been published.43 It is evident from 
these examples that the comparison can alsó be made between tempó giusto melodies of seven syllables. 
In this case, however, the comparison only concerns the melodic structures, without taking intő 
account the number of syllables.

7. During the period of the Turkish occupation of Hungary and the siege of Vienna, certain 
Turkish military musical Instruments were adopted by the inhabitants which must have given birth 
to the “alla Turca” style. The repertory of these military groups was partly made up of learned 
musical works. Given the enormous distance between Anatolia and Hungary whose főik music tends 
rather towards a pentatonic character, it can be presumed that the főik melodies performed by these 
orchestras belonged, mostly, to the western part of the Ottoman Empire. Evén though these melodies 
betray a pentatonic origin, they are much closer to the tetrachordal structure and conception of 
learned music. It seems to me that the Europe of those times must not have shown any particular 
interest in Turks’ modal music, since European taste was formed according to the tónál concept, so 
they confined themselves to borrowing Instruments only. The Hungarians themselves must have 
successfully escaped this “modal” attack. We can, therefore, conclude that even if there existed an 
influence of Turkish military music on Hungárián főik music, it was minimál.44 All one can do is to 
recall here the melodies with augmented seconds found in the főik or popular music of the Balkans

• Cf. A. A. S. A Few Reflections on Certain Affinities between Turkish and Hungárián Főik Music, Studia Musico- 
logica, Tornus IV, Fasc. 1—4, 1963, Budapest.

44 What E. Haraszti says in his book: “Hungárián Music”, Paris, 1933, on the influence of Ottoman-Turkish pentatonic 
music on the Hungárián music is unlikely. On this subject, cf. the letter of A. A. S. to B. B. published in 
Documenta Bartokiana 3, letter No. 146, p. 219, Budapest, 1968.

239



as well as in the Turkish főik music of the ancient Rumeii, European part of the Ottoman Empire, 
the eastern limit of which stops north of the Taurus Mountains, in the region of Konya-Nigde- 
Kaysery. Indeed, in the Taurus-^ukurova region, melodies with augmented seconds are rare, as the 
present collection proves, and they betray an influence from outside the region,

In order to explain the similarity between certain types of Turkish and Hungárián melodies, 
we must, in fact, go back to the éra when the Turks and the Magyars lived in close proximity with 
each other. We can alsó add to this the immigration of various tribes such as the Pe^enek-Besenyő, 
Ulaj, and even the Székely,45 etc.... who followed a path that led them north of the Black Sea 
towards Bessarabia, Transylvania and Hungary, on the one hand, and on the other, south of the 
same sea towards the interior of Anatolia.

8. Fór more details on the particular type of parlando melodies, see: A. A. S. “Uzun Hava” 
p. 212. and ff.

9. 8) = 17a:2/19b—20a, 17b:2/24b—25a, 17c:2/62, 20:2/58, 21a:2/60, 21b:2/llb—12a = 6

N.B. Although No. 17c:2/62—63 with eight syllables is a parlando melody, it should nőt have 
been pút in this eláss which, according to Bartók’s classification in his Introduction,48 should contain 
only the parlando melodies with eleven syllables. I do nőt believe there was an error on my part as 
to the classification of the three melodies recorded from the singer of the melody in question. In his 
Introduction, Bartók gives Nos. 17c, 30 and 35 to these three melodies.47 It is, however, nőt possible 
to pút this melody either in eláss 6 or 11.

7) = 11:2/53,12:2/56b—56c, 13a:2/12b, 13b:2/57b, 16:2/7 = 5

N.B. In order to obtain the totál number 5 we are obliged to introduce in this category No. 
13a:2/12b; nevertheless, in this melody I would be inclined to see the final tone of the first caesura 
rather on 5).

9) = 18:2/38a, 23:2/37 = 2

N.B. Class 2 contains 18 melodies, bút the totál number proposed by Bartók fór the final tones 
of the first sections does nőt exceed 17. By adding No. 23:2/37 we get the totál desired.

blB) = 22:2/16 = 1

5) = 15:2/1,19:2/14b—15 = 2
b3) = 10a:2/32a = 1
$ = 14:2/52a = 1

The principal caesura:

O = 23:2/37 = 1
@ = 22:2/16 = 1

In this melody Bartók must have seen a pause on h6. Its transcription in the matériái which 
I have at hand is done in two different sheets. The writing of the second, only, is Bartók’s hand- 
writing. The principal caesurae alsó differ in the two stanzas: h fiat in the first and e fiat in the

“ Cf. Prof. László Rásonyi: L’oripne du nőm Székely (Sicule), Acta Linguistica, Tomus XI, pp. 175—188, 1961, 
Budapest.

44 Cf. B. B. Introduction p. IH.
47 Cf. Ibid p. XXXVII.
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second. It seems to me that Bartók preferred to consider e fiat. Yet, in the first and second stanza 
e fiat slips on £ fiat and it is only in the third stanza that the singer stops abruptly on e fiat. On the 
other hand, by playing the melody once again I heard the principal caesura of the first stanza as 
follows:

and nőt as:

yu - va - yí

which according to the different handwriting is, presumably, nőt transcribed by Bartók. This descent 
which brings out d is in accordance with the caesura of the second stanza. These considerations would 
lead me to displace the pause in (Q, nőt even in (5). Bút, naturally, I am leaving the caesura as 
Bartók marked it.

@ = 19:2/14b—15, 21b:2/llb—12a = 2
@ = 14:2/52a, 15:2/1, 16:2/7, 17a:2/19b—20a, 17b:2/24b—25a, 17c:2/62—63,

18:2/38a, 20:2/58, 21a:2/60 = 9

N.B. In No. 17a:2/19b—20a, the last syllable of the second verse falls on c which continues 
the melismatic sketch towards b fiat on which the melody stops. It is understood by this classification 
that Bartók considered c as the tone which ends the principal caesura and the pause without melisma 
on c of the third stanza proves him right. This way of seeing things explains the case of the first 
caesura of No. 13a:2/12b, which, according to Bartók takes piacé in 7).

From the analysis of the transcriptions, one sees that in such cases where there is a melismatic 
sketch, the singer adds a false syllable and the adjunction which facilitates the articulation of the 
melisma takes the melody to a tone other than the one carrying the original syllable and, generally, 
placed in the lower register of the said tone:

13a:2/12b first stanza

second stanza

17a:2/19b—20a first stanza

- du gu - gűr
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second stanza

The adjunction of the false syllable reinforcing the melismatic line with its accents augments 
its importance, so that the note which carries the original syllable often gives its piacé to the last note 
of the melisma. In other words, the note which doses the caesura changes piacé.

These observations led me to see in the first caesura of No. 13a:2/12b a 5) instead of a 7). 
In No. 17a:2/19b—20a, despite the pause on c of the third stanza, I would alsó be inclined to piacé 
the principal pause on b fiat.

@ = 10a:2/32a, 11:2/53,12:2/56b—56c, 13a:2/12b, 13b:2/57b*8 = 5

N.B. I wonder if the pause of No. 11:2/53 should nőt be carried to (2). Should it be taken intő 
consideration that the last syllable, at least in the first two stanzas, falls on al

If my classification is correct, it would be right to change the places of No. 19:2/14b—15 which 
have d as the principal pause and No. 20:2/58 which has this pause on c.

The third caesura:

(8 = 22:2/16 = 1
£ = 21b:2/llb—12a, 23:2/37 = 2

N.B. The totál of the numbers given by Bartók fór the various pauses of the third caesura is 17. 
Therefore, one melody is nőt marked since the totál of the melodies in this eláss is 18. On the other 
hand, I have added here the pause on (7 nőt mentioned by Bartók.

(5 = 14:2/52a = 1

N.B. The pause of the second stanza led me to piacé this melody here.

(4 = 17c:2/62—63, 18:2/38a, 21a:2/60 = 3
(b3 = 10a:2/32a, 11:2/53, 12:2/56b—56c, 13a:2/12b, 13b:2/57b, 15:2/1, 17a:2/19b—20a, 

17b:2/24b—25a, 19:2/14b—15, 20:2/58 = 10

N.B. Fór the pauses of Nos. 11:2/53, 17a:2/19b—20a and 17b:2/24b—25a Bartók must have 
taken intő consideration the beginnings of the syllables and nőt the melismas which can convey the 
melody, a little haphazardly, one might say. Bút this rule does nőt seem to be applied rigorously. 
See, fór instance, the principal caesura of No. 11:2/53 where the last syllable falls on (2) which 
is nőt mentioned by the Master; or No. 16:2/7 where the last syllable of the third verse ralis on c 
whereas the pause is placed on g, etc....

(í = 16:2/7 = 1

N.B. Fór this melody, see the preceding note since No. 13b:2/57b being a melody with two 
sections, it should nőt have been brought here.

« Fór No. 13b:2/57b cf. A. A. S.: ATB p. 284.
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10. It is curious to note that in No. 18:2/38a, it is the fragment preceding the third section49 
which starts very high, whereas the section itself remains in the lower register of the scale.

11. The tendency to remain, as much as possible, on the very high notes of the scale is one of 
the characteristics of the Uzun Hava of the Qukurova region, as well as of somé other regions in the 
east. Speaking in generál, Bozlak-Türkmeni, Hoyrat and Késik Hoyrat are the types of Uzun Hava 
in which this tendency is particularly noticeable.

The melodic evolution of the Uzun Hava of the Qukurova region is carried out as follows: the 
first descending movement accomplishes its goal by reaching the intermediary pause which, in the 
melodies with four sections, is at the end of the second section and, in those with two sections, at the 
end of the first section. As Bartók notes, this pause is placed particularly on the fourth, third or fifth 
degrees. Melodies with two sections and the pause on the first degree adhere rather to the category 
of melodies with one section. Most often, the second movement of the melody sets out from a high 
tone of the intermediary pause in order to reach the final goal, that is the definitive pause, the final 
tone in the low register of the scale. In certain Bozlaks, especially, the start of the melody in the 
second part occurs even on a degree higher than that of the first part. In the Bozlaks, since the third 
section of the melody is more or less the repetition of the first section, it is natural that the line should 
keep, at least, the same pitch.50

12. The transcription of No. 20:2/58 contains three bars in each of its sections. This division is in 
accordance with 4 + 4 + 3 of the wording. Bút then, the melismas fali between the eighth and ninth 
bars, just as in the melody No. 38:12/24a.51 The cause of this anomaly is the heterogeneity of the 
divisions of the melody and the literary text: 4 + 4 + 3 fór the literary text, 6 + 5 fór the melody.

As fór the Master’s ideas concerning an Arab influence, I consider that, without having an 
almost perfect knowledge of the various Arab főik musics, without having taken intő consideration 
the various types of melismas that we find in Anatolia, it is rather risky to produce ideas which might 
lead us intő error. It can assert that these melismas are quite far removed from the Syrian or Iraqi 
concept of melismas.52

13. The words of eight melodies are by Karacaoglan53 (10a:2/32a, 11:2/53, 14:2/52a, 
17a:2/19b—20a, 18:2/38a, 19:2/14b—15, 21b:2/l 1b—12a, 22:2/16).

The words of a melody are by Dadaloglu54 (13b:2/57b).
The words of a melody are by Üfgözoglu55 (17b:2/24b—25a).
The words of a melody are by Bénii Emine (23:2/37).
The words of a melody are taken from an Anatolian tale, Han Mahmud (20:2/58).
The words of a melody come from the same tale (15:2/1).
The anonymous words of three melodies are laments of type b56 (12:2/56b—56c, 13a:2/12b, 

17c:2/62—63).
The words of one melody are anonymous (21a:2/60).

49 Cf. A. A. S. Chapter on Refrain.
M Cf. Nos. 21b:2/llb—12a and 22:2/16.
51 Fór more details cf. A. A. S. AIB No. 18 p. 248.
52 Cf. A. A. S. Chapter on “Uzun Hava”.
55 Cf. A. A. S. Explanatory Notes p. 306.
54 Cf. Ibid p. 307.
“ Cf. Ibid p. 307.
” Cf. Ibid p. 305.

243

16*



Nothing bút the consideration of the above details is sufficient to show the degree of relation- 
ship between the Ájiks and the Uzun Hava style. Bút I can say without hesitation that the poetic 
concept and the style of these Áfiks differ totally from the concept and style of the poets of the 
intellectual classes. Consequently, it would nőt be possible to perceive an “urban origin in these 
texts.57

14. The Uzun Hava style is nőt characteristic of the Qorum region from where the two melodies 
Nos. 15 and 16 come and which are only parlando melodies. I consider that we would be closer to 
the truth by subdividing eláss 2 intő 2a and 2b. This subdivision would allow us to insert “isometne 
parlando melodies with eleven syllables” to eláss 2a, and we could classify in it 12:2/56b—56c, 
15:2/1 and 16:2/7. Class 2b would contain the other parlando melodies related to the Uzun Hava 
style.

♦
15. The two-section structure in nőt foreign to Turkish főik music. Where the literary text 

is made up of stanzas of four verses, one evidently resorts to the repetition of the entire melody. 
In tempó giusto melodies, the repetition of each melodic section with the same text, or the repetition 
of the first melodic section, only, is common. In the parlando melodies of the Uzun Hava style, the 
repetition yields to melismas closing the second section. In these melismas, a few words of the text 
are frequently taken up again or, if that should be the case, the last three-syllable word is repeated. 
Another way to furnish the melismas with words is to insert words from outside the text. Nos. 
35:11/65, 36:12/19a and 39:12/1 la are examples of the repetition of the last word with three syllables. 
No. 30:6/61 contains two different examples:

a) The repetition öf the last word at the end of the first melodic section: of biri. Here, 
the last word being made up of two syllables, the word “of” is added in order to fül 
the void.

b) The insertion of a word from outside the text: siirmeli.

At the beginning of No. 37:12/44 the first section takes upon itself the repetition of the last 
word and then shares this task with the second section of the second stanza.

Melodies Nos. 27:5/40a, 30:6/61, 35:11/65, 36:12/19a, 37:12/44, 38:12/24a, 39:12/lla appear 
to Bartók as if they were incomplete, or as if they were altered forms of the melodies in class 2. 
In fact, these melodies, because of their structure with two sections, differ from the melodies with 
four sections of class 2. Nevertheless, this structure is characteristic of the Uzun Hava with four 
sections of the west and northwestern part of the Qukurova region where the Uzun Hava with four 
sections, although still in force, are beginning to yield to other forms. A narrower span nőt extending 
beyond an octave is characteristic of Uzun Hava with two sections in the western part of the region. 
Besides, they are less restless than the Uzun Hava with four sections. Nos. 30:6/61, 35:11/65 and 
39:12/1 la are three typical examples of the type. As fór me, I am far from considering these melodies 
as incomplete” or as “altered forms” of melodies in class 2. It is nőt a question of a lack or of an 
alteration, bút rather of a different structural concept.58

The structure with four sections in which two leaps of the melody lead only to the intermediary 
pause is, undoubtedly, nőt as simple in relation to the structure with two sections. Still, there is an 
even simpler structure where the melodic evolution comes to a close at the end of a single section.

” Cf. A. A. S. Chapter on "Uzun Hava” p. 222 and f
58 Cf. Ibid p. 29 220 and f.
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Since this collection does nőt contain examples with one section and, in order to give an idea of them, 
I am reproducing below a melody with this structure from the Konya-Kaysery-Sivas region:

I consider these three different structures as independent. Among them, one with four sections 
presents evidently the least simple aspect of the structural conception. Bút I cannot agree that the 
simple structure is the incomplete or altered form of the more complex form. A melody can very 
well accomplish its evolution and reach the final tone at the end of a single section. So we can say 
as mudi and a fortiori fór the melodies with two sections. One can see a simple structural concept 
in them in relation to those with four sections, bút nőt of “incomplete” or “altered” form. The 
structure with “transposition” of which the most perfect examples are nőt lacking in Hungárián főik 
music, at the basis of which is a concept with two sections, is worthy of our attention in this context.

N.B. A melody with two sections being sufficient fór only half a quatrain, the peasant-singer 
normally repeats the entire melody in order to finish the words. This fact should nőt be interpreted 
as a proof of the incomplete form. I think one should rather see in it the application of a musical 
structure with two sections as against a literary structure with four, i.e. four verses. In these cases, 
I consider that we would be closer to reality if we considered the repetition as an integrál part of the 
structure, and see it as a “simple structure with four sections”. It is well known that the primitive 
concept of poetry very easily tolerates rhymes by the repetition of the same word. Similarly, in music, 
we can suppose a primitive stage of “construction by repetitions”, allowing the integrál repetition 
of the two melodic sections once they have been exposed. The other stages would alsó be “structure 
by reál transposition” in Hungárián főik music, and “structure by modal transposition” in Turkish 
főik music, allowing fór the necessary mutations. Note, however, that we must nőt see them as 
stages through which all musical evolution should pass, bút we must rather consider them as stages 
of musical evolution assuming their forms conformingly to the psychological evolution of the people 
who conceive them.

16. No. 24:3/45a is a variant of No. 28:5/54. In reality, it is a question of only one melody. 
The intermediary pauses, however, of these melodies differ; d of No. 24:3/45a being substituted by 
cin No. 28:5/54.

In these melodies Bartók sees a major scale. During my recent trip (October 1969) to the same 
region, I had the opportunity to re-record the same melody — first in gárdák and a second time 
in Toprakkale, the two places of the first recordings in 1936. Now, both of the last recordings show 
c as an intermediary pause. With this, it would nőt be in major, bút in antique Lydian. Lydian 
melodies are extremely rare in Anatolia, bút as far as I know, they are even more scarce in Iraqi and 
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in Syrian főik music. On the other hand, the traditional learned Turkish music as well as the 
traditional music of the above mentioned countries are unaware of this mode. We could, at the most, 
suspect the influence of Makam Mahur; bút then, this influence would be valid more fór No. 24:3/45a 
because of its intermediary pause on d. Bút here alsó, because of the mobil character of the / of the 
Makam Mahur, this supposition is nőt easily sustainable. Could we suspect in it the influence of the 
music of the Maronite Church? Fór the present moment, the question remains open. Nevertheless, 
we should draw attention to the tetrachordal structure and the descending character of these melodies.

17. The reason which may have led Bartók to suspect melodies Nos. 31:7/9a, 32:8/3b, 34:10/41a, 
47:16/2a, 48b:17/3a, 52:19/8b, 53:19/10b, 57:19/8a of having an urban or even a European origin 
might be the structural difference, and concerning somé of them, the modal differepce which exists 
between these and the melodies of the Qukurova region which allowed Bartók to draw a most 
interesting comparison with certain types of Hungárián főik melodies. In reality there certainly 
is a link between all these melodies which come from different regions of Anatolia. If, however, Uzun 
Hava and certain parlando melodies related to the Uzun Hava style differ from the above mentioned 
melodies by virtue of their wide rangé and the particular pace of their melodic evolution, one cannot 
deny the similarity which exists between the simple parlando melodies of Qukurova and the melodies 
in question. This relationship is particularly noticeable in the lullabies and the laments of type b. 
Fór the sake of comparison, I will mention laments Nos. 4:l/40c, 6:l/22a and lullaby No. 7a:l/21a.

With the exception of one only, these melodies come from districts which are outside the region 
of Qukurova. Nos. 31:7/9a and 53:19/10b are from the Sivas-Erzincan region; No. 32:8/3b is from 
Ankara; Nos. 47:16/2a, 48b:17/3a, 52:19/8b and 57:19/8a are from the Qorum region.

No. 31 attracts particular attention with its penta-hexatonic framework. In fact, this melody 
is based on a hexatonic scale:

and this scale itself is an issue of the following pentatonic scale:

a stage of the progressions of this scale towards the tetrachordal system. Still the descending character 
of this melody which, with its hexatonic scale is, in relation to the melodies of the £ukurova region, 
much closer to the pentatonic scale, differs from Uzun Hava of that region by its “evolution around 
the axis of the intermediary pause”. Naturally, the final goal, here as well, is the final tone in the 
lower register of the scale. The pauses “D,D,C” of the caesurae clearly show this descending character 
of the melody which goes towards low g. In reality, here, we have a musical concept of collectivity, 
different from that of ^ukurova. This melody reflects fairly well the particularities of the Erzincan 
region. I am unable to see in it an “urban influence” and even more certainly nőt a European 
infiltration.

The scale below
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which serves as a vehicle fór melody No. 32:8/3b is nothing bút a scale belonging to the antique 
Dorian family. I am of the opinion that the mode, the tetrachordal structure, the descending character 
as well as the special pace of the lines provide this melody of what is needed so that it should be 
considered as an authentic melody of Turkish főik music. By a “European influence”, should we 
understand the influence of ecclesiastical music? It is evident that such a suggestion would need to be 
verified by a comparative study of both musics.

The scale of melodies Nos. 47:16/2a, 48b:17/3a, 57:19/8a from the £orum region, of melody 
No. 53:19/10b from the region of Sivas and of the two other melodies Nos. 4:l/40c and 34:10/41a 
from the Qukurova region being:

these melodies therefore belong to the eláss of “melodies with a restricted span”. The principal 
characteristics of all these melodies which are at the limit of pre-modal music are again the tendency 
to descend and the tetratonic or tetrachordal framework.

No. 4:1/40c

No. 34:10/41a

No. 47:16/2a

No. 48b:17/3a

No. 53:19/10b

If by “urban” Bartók understands the influence of Turkish traditional learned music, I am in 
a position to assert that the consideration of the particularities whidi characterize the music of intel- 
lectual centers of cities does nőt permit us to adhere in the least to the Master’s opinion. Here, too, 
I will come back to what is understood by a “European origin”. Since we cannot see in these melodies 
the influence of major and minor modes, could we then assume the influence of főik music? If this 
is the supposition, then to which nation’s főik music can we attribute the influence? If it is ecclesias
tical music that we mean, why should we go as far as Europe when Anatolia was the very center 
where Christianity blossomed? In reality the modal bonds which link ecclesiastical music with the 
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főik music of Anatolia are much stronger than one suspects. Bút this fact is insufficient to prove the 
influence of ecclesiastical music on Anatolian music. In this context we would be more justified to 
consider what ecclesiastical music must have borrowed from the country which served as the craddle 
of Christianity.59 I must admit, on the other hand, that I do nőt see clearly the reasons which led 
Bartók to leave out Nos. 4:l/40c, 6:l/22a, 40:13/13a, 41:13/13b and 42:13/31b from the same 
category.

18. I think that the very limited rangé of No. 25:4/26b by comparison to the Uzun Hava of 
^ukurova must have been at the basis of the Master’s hesitation. In reality, the laments of type a 
or the laments of type b which are more or less close to type a unfold within a narrow rangé. Here, 
we are dealing with a lament conceived within the framework of an antique Phrygian tetrachord, 
one of the essential elements of Turkish főik music:

which places it at the edge of pre-modal melodies. This type of melody is nőt rare in Anatolia and 
constitutes a class by itself among the authentic melodies of the country. The following lament which 
I recorded in 1937 in Rize, in the northeast of Turkey, is another example of this type:

E - mi-dzem, bi-nam. dag - la - ra tsi - ka-dza - gűm.

E - mi-dzem, bi-nam. mar - tin ku - $a - na-dza-gum.

Did Bartók hesitate on account of the melody’s descent to / (VII), which is nőt current in the 
Uzun Hava of £ukurova? Yet the VII is nőt unknown in Turkey, notably within the limited rangé 
of certain regions.

The one particularity which distinguishes No. 38:12/24a of the Uzun Hava with two sections 
is the irregular piacé that the melismas occupy. Indeed, the caesurae of the first three verses correspond 
to 6 4-5 whereas the musical division is 44-44-3 which brings on the anomaly. Now, I wonder if the 
peasant should nőt have chosen words with 44-44-3 caesurae which would have set everything right 
and would re-establish the order the example of the fourth verse proves:

Dumán jökmüj 4- jöl görünür 4- göziime
4 +4+3

The melody itself with its tetrachordal structure, the altogether characteristic pace of its descend- 
ing line and its recitative style alternating with melismas gives the particularities of Uzun Hava 
with two sections. The scale of Dorian tetrachords below on which the melody moves can be seen in

” On this subject, see among others: Amédée Gastoué “Les origines du Aant romain”, Paris 1907. If in certain countries, 
one could consider an influence of ecclesiastical music on főik music, I consider that Turkey’s case need be studied 
most prudently.
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This does nőt present, either, anything extraordinary fór Turkish főik music as Nos. 2:l/23b and 
14:2/52a prove.

I hear melody No. 26:4/49a differently, fór example:

End of the first melodic section:

- tu,

End of the second melodic section:

Instead of:

and so on. I am convinced that Bartók must have verified his transcriptions and he must have 
corrected these little errors which süpped in inadvertently at the time when he made the rough drafts 
of his transcriptions. Unfortunately, I have only these rough drafts in my possession.

With the changes above, we would have the following scale:

This scale is identical with that of dance No. 63:20/50a with which the melody in question 
alternates. This aspect of the scale corresponds to the scale of the makam Hicaz-Hümayun of Turkish 
traditional learned music. Neither this scale, nor the makam are characteristic of the £ukurova 
region. This scale is more typical of the region beyond the Taurus Mountains, that is, the region of 
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Kaysery-Konya-Nigde. Besides, the subtitle “Mara?” or more correctly “Mara?h” which qualifies 
the dance as transcribed under No. 63:20/50a, and the city to which this dance is attributed, betrays 
an origin outside Qukurova. Therefore, we are dealing here with a different musical dialect imported 
to Qukurova.

The same many concern No. 37:12/44. When I listened to this melody once again, I realized 
that the inferior tetrachord sounds different fór a listener accustofned to intervals of music of modal 
character:

instead of:

Indeed, the satne melody is alsó in the makam of Hicaz-Hiimayun. The scale on which this 
makam evolves is, according to a conventional pitch, adopted by Turkish traditional learned music:

The intervals of the inferior tetrachord in it correspond to apotome: d — c sharp, 3 limmas: 
c sharp — b fiat, apotome: b fiat — a. Transposed to the pitch adopted here fór the transcriptions, 
we would have the following scale:

It is apparent that interval g — a fiat of this scale, corresponding to an apotome, is larger than 
the interval g — a fiat of the tempered system; and interval c— b fiat of comma being an apotome 
interval, is larger than interval c — b of the tempered system. The interval between a fiat and b thus 
obtained corresponds to 3 limmas of a 32/27 ratio. As I have already said, the perception of this 
interval smaller than the harmonic minor third of 6/5 ratio or of the tempered third minor which 
is imperceptibly smaller, is delicate fór unaccustomed ears which tend to hear a b fiat, particularly 
in the case of a substitution of bb by a still lower b£> which often happens in főik music. Here alsó 
I would be inclined to eliminate b fiat which appears in the key signature. Aside from this remark, 
I must say that this melody does not have the characteristics of Qukurova. Moreover, let me quote 
the note that I had entered in my travel-journal fór this melody: “He has learnt this melody in Mara? 
where he did his military service from someone originally from Islahiyeh.”

Melody No. 33:9/5 seems to me equally suspect.
Melody No. 46:15/18a does not have the characteristics of the tempó giusto melodies of £ukurova. 

It is sung rather in the interior of the country. One would certainly look in vain fór the influence on 
this melody of traditional learned music. I am alsó unable to detect the influence of European music on 
it. The melody seems to be based on two tetrachords.
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One might say that it is a melody in antique Hypolydian which is extremely rare in Anatolia. 
No. 50:19/4a is a melody with a limited rangé. Being a lullaby, it is altogether natural that the 

melodic line should evolve on a fairly narrow rangé and that the melody itself should be made up of 
repetitious melodic formulas. The text in it is constructed of stanzas with four verses in the form of 
tercet + refrain”; bút the passages destined to pút the baby to sleep alternate according to the 

fantasy of the singer, the form therefore becoming vague. This should, however, nőt prevent us from 
seeing in it an original and authentic melody.

Melody No. 51:19/6b which comes from the Ankara region could give an idea of laments of 
type a.60 I remember the moment when sobs interrupted the peasant woman’s singing. Had the peasant 
adopted the words of a lament of type b the assonants “hicin, sicim, bacim” might lead us to suppose, 
she must have undoubtedly disfigured them, so that the words are closer to prose; a specific 
particularity of laments of type a. The melody itself which follows step by step this free diction shows 
somé kind of one-section structure61 with optional intercalary adjunctions and complementary 
adjunctions.62

The scale on which the melody evolves contains two degrees in the lower tetrachord particularly 
foreign to the western ear: the fourth degree halts between c natural slightly lowered and c fiat rather 
raised; and the second degree which vacillates between a lowered a natural constituting an interval of 
a minor tone (two limmas) with g and a still more lowered a natural (limma plus a diminished limma). 
This sound even slides from time to time to a fiat:

. =

This scale contains a tetrachord which characterizés makam Saba, one of the makams of traditional 
Turkish music. Here is this tetrachord, transposing the final tone a in order to conform to the usage of 
traditional music:

In order to get a better idea of that makam, I would suggest the elimination of a fiat which 
appears in the key signature of Bartók’s transcription. Whatever the case may be, it is apparent that in 
this melody we are dealing with a makam of learned music. Here we can talk of “urban” influence. 
Most muezzins had a predilection fór this makam when they announced from the minaret the death of 
a Moslem. It is possible that thtse songs may have had somé sort of influence on the laments of the 
Ankara region.

Melody No. 54:19/49b does nőt possess the particularities of Uzun Hava with two sections of the 
íukurova region. The melody bears the name of Garip. This melody belongs to the legend which is 
intermingled with songs of A^ik Garip.

Melodies Nos. 55a:19/42b, 55b:19/43a, 55c:19/43b and 55d:19/46b constitute an excellent series 
of examples which show the extent to which a melody sung during the same evening, in the same room 
where we worked, by different peasants from the same viliágé where we made the recordings can 
vary. The sketch traced by the melody and its main lines do nőt differ essentially in all four examples. 
On the other hand, certain degrees of the scale seem to differ which lends these melodies an aspect of

M Cf. A. A. S. Explanatory Notes: Laments p. 304 and f.
” Cf. A. A. S. AIB No. 15 p. 244.
“ Cf. A. A. S. Chapter on Refrain.
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belonging to different modes. In reality Nos. 55a:19/42b, 55b:19/43a and 55c:19/43b would give us 
the degrees of the tetrachord of the Hicaz type:63

No. 55d:19/46b only differs from the others by its antique Phrygian tetrachord:

This gives me the opportunity to dwell fór a moment on certain effects of the instability of the 
second degree mentioned by Bartók.64 Because of this instability the Phrygian tetrachord often changes 
its natúré to become transformed intő a Dorian tetrachord. The reaction to this descending slip of the 
second degree is sometimes noticeable on the third degree of the tetrachord (b fiat). Indeed, this degree 
seems to counterbalance the descending sliding by an ascending sliding, thus coming closer to the fourth 
degree (c). Following these instinctive deformations the Phrygian tetrachord changes intő a Dorian 
tetrachord in order to become transfigured, later, intő a Hicaz tetrachord:

This, of course, happens towards the end of a melody. In songs accompanied by an instrument, 
the eventual substitution of the lower Phrygian tetrachord by a Hicaz tetrachord in the instrumental 
ritornellos alternating with the singing must be interpreted in the same way. I would be inclined to see 
in No. 55a:19/42b a variant which gives us the almost definitive aspect of a tetrachordal substitution 
which would lead inevitably to the substitution of one mode by another. This remark prevents me, at 
times, to attribute a suspect origin to all melodies with augmented second intervals.

Melody No. 56:19/28b seems to be a melody imported from the Konya-Nigde region. It has the 
character of the melody of a “spoon dance’', a dance executed with the aid of wooden spoons.

Finally, as to the melody No. 59:19/41b I explained to the Master that during the First World 
War, Turkish words were adapted to this foreign melody in order to make a military song of it. These 
words which were adapted were then given up.

To recapitulate, I am giving the following chart which contains all the melodies cited in annota- 
tions 15,16, 17,18.

I. Uzun Hava with two sections: 29:5/25b, 30:6/61,35:11/65, 36:12/19a, 39:12/lla = 5 
II. Parlando melodies with two sections: 27:5/40a, 38:12/24a, 55d:19/46b = 3

III. Parlando or tempó giusto melodies from different regions of Turkey: 25:4/26a, 
31:7/9a, 34:10/41a, 50:19/4a, 53:19/10b, 56:19/28b = 6

These fourteen melodies all possess the particularities of Turkish főik music, even taking intő 
account the different dialects.

” Fór more details on different types of tetrachords used in the traditional Turkish music as well as the tetrachordal 
structure of this music, cf. A. A. S. “Turkish Music” in the “Encyclopédie de la Pléiade”, Histoire de la musique, 
p. 573 and f., Paris, 1960.

M Cf. B. B. Introduction p. V and XVI; A. A. S. Modal Peculiarities of Turkish Főik Music, p. 224 and f.

252



IV. Melodies belonging to regions outside ^ukurova: 32:8/3b, 47:16/2a, 48b:17/3a, 
52:19/8b, 57:19/8a = 5

I am unable to detect in these five melodies an “urban” or extra-Anatolian influence. I could say, 
at the most, that these melodies suggest a relatively new style and taste.

V. Melodies betraying somé modal likeness to learned traditional Turkish music: 
26:4/49a, 37:12/44, 51:19/6b, 55a:19/42b, (55c:19/43a, 55c:19/43b) = 4 (55b and 55a 
being variants of 55a)

VI. Melodies the origin of which remains enigmatic: 24:3/45a, 28:5/54 = 2
VII. Melodies of a rather popular character, nőt created in cities, bút by musicians in cities 

or villages in the interior of Anatóliai 46:15/18a, 58:19/40b = 2
VIII. Melodies which give the impression of being incorrectly sung: 33:9/5, 54:19/49b = 2 

IX. A melody imported from Europe: 59:19/41 b = 1

19. All the incantations to obtain rain which this collection contains are, in reality, melodies sung 
by children. Owing tö the almost identical simplest forms of children’s melodies in various countries, 
it is natural that these melodies should be of the same character as those of “Hungary, Slovakia and of 
a few other European countries”, as Bartók says.

Children’s melodies relating to rain belong to two different categories:
a) Melodies sung individually or in group when it starts to rain. No. 49a:18/4b can serve as an 

example of this category. I am giving, here, another melody which is quite characteristic:

= cca. 102

4 \ i n k i n y
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TV---------------------------------- —— ------------- ~ w
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Tek - ne - de ha - mur,

X n K \ R Y J-----

» V ------'
Búg - day <?a - mur,

Ver AJ - la - híní su - lu su - lu yag - mur.

Melody No. 49:18/6a is rather meant to amuse very young children and, therefore are nőt sung 
by children, bút by the person who is distracting the child by rocking him with regulát cadences while 
he sings the melody. The three “fik, fik, fik’’ which appear at the end of the melody are spoken while 
tickling the child in order to make him laugh.
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b) Melodies related to children’s games with a symbolic diaracter.
Children start by attributing a symbolic character to somé kind of dőli, called Bodi or Bodu.95 

In certain regions she is called Gode. In somé other places the dőli is replaced by a stick with tree- 
leaves attached to one of its extremities. This stick garnished with leaves is called, according to the 
region, Bodi, Gödé, Gode or Qömge, Gelin, meaning textually “góbiét bride”.68 The ritual game begins 
with a solemn march of the children following the one carrying the symbolic character at the head of 
the group. When they come to the door of a house, the group stops and makes a circle around the dúld 
holding the symbolic object. In certain regions, a sack is hung around the neck of a boy. Thus disposed, 
the children begin solemnly to sing a melody, a sort of incantation, of the type of Nos. 49c/GNC 46 
and 49d:18/20b. While they sing, the dwellers of the house sprinkle water on the symbolic character 
and offer “bulgur”67, “kavurma”68, butter or lard, dried fruits, such as prunes, apricots, berries, etc.... 
to the children. Thus the group goes around the viliágé or, in larger villages the district. The ceremony 
ends with the children joyfully shouting and thinking of nothing except preparing food and having a 
good time.

The ritual origin of this childish game is undeniable. In certain places, the sprinkling act goes as 
far as making the children dripping wet. This is, naturally, a prefigurative act of abundant rains. 
Besides, the food and fruits whidi the children récéivé are symbolic of the wealth of the crops whidi 
will come after abundant rains. It would be desirable to clarify this subject with new research.

20. In reality this melody is neither a Sózlak nor even an Uzun Hava and has nőne of the 
characteristics of the Qukurova region. It is a very broad variant of a melody from the Aydin-Mugla 
region, northeast of Qukurova. The two musicians who interpreted this piece were nomads from the 
Abdái tribe which is perhaps erroneously considered to be a gypsy tribe. They must have heard this 
melody somewhere beyond Qukurova, or else this melody could have, in one way or another, infil- 
trated intő the south.
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85 Cf. texts of Nos. 49c:18/46 and 49d:18/31.
88 The origin of the words bodi, bodu, göde or gode which seems to dérivé from one and the same word is obscure. 

As fór the word fömf e or fömfek, famgak, fem^e, ^om^a etc.... (according to different dialects) it means a recipient 
made out of wood to drink water, a sort of wooden tumbler whidi was deposited at fountains. Inevitably, this 
reminds us of the Frendi word “godét”. According to the Larousse du XXeme siécle, its origin is doubtful. Given 
that the Turkish gode (pronounced godeh) and the Frendi godet are directly related to the idea of water and, on 
the other hand, since the Turkish gode symbolising a diaracter in different forms, is the essential element of the 
diildish play related to the idea of rain, I would tend to reconcile the two words — Frendi godet and Turkish gode. 
Fór this reconciliation I avail myself of the fömfe, another name fór gode whidi really means "the godet”. I do 
nőt believe that another relation exists between the Turkish gode and the Persian word koudeh. Besides, in certain 
regions of Turkey, hadi, bút alsó bodu, hadi or even bodi mean duck or goose (cf. Hamit Zübeyr Kosay — Ishak 
Refet, Anadilden Derlemeler, p. 39, Ankara, 1932). Since the association between duck and water is inevitable, one 
can alsó suppose a relation between: a) hadi, bodi = duck or goose, b) bodi, bodu = symbolic diaracter of the 
game fór rain, c) gode = other name of the same diaracter. I will alsó add that the symbolic diaracter represents 
a woman and that I have never met, anywhere in Turkey a bodi representing any kind of an animal. In the song 
bodi is spoken of as “daughter of rain” (cf. No. 49c:18/GNC 46). In the same way d) fömje gelin is alsó a young 
girl preparing herself fór a wedding. Finally, let us end this list with the Frendi word e) le godet, Frendi translation 
of the word főnixe. '
N.B. According to Nouveau Petit Larousse (Paris, 1969) the origin of the word godet would be "moyen néer- 
landais”(?).

87 Crushed wheat cooked with butter and onions.
88 Cooked meat whidi is prepared fór winter.



This melody is related to the makam called Neveser, a makam of learned Turkish traditional 
music the scale of which appears below:

(Transposed:)

In his transcription Bartók chase b fór the final tone whereas, upon playing it again, I hear 
this tone as c sharp, This is only a minor matter which certainly changes nothing.

This makam is hardly known in főik music outside the Aegean region where there is a pre- 
dilection fór tetrachords and modes with augmented second intervals.

It is well known that among western musicians, starting with Félicien Dávid, there is an 
association of ideas between the augmented second interval and so-called “orientál music”. The 
concept of the Orient is an immense area spreading from the Atlantic Óceán on the shores of Morocco, 
in its farthest western borders, and to the east, including the countries beyond Persia, and Turkey, 
naturally. All the music which exists in this huge expanse is “orientál” which, in the western mind 
corresponds to the idea of “Arab-Persian” music. It is precisely against this false conception that 
my former friend, Mahmud Ragip Gazimihal and I rebelled, as early as 1935.69 I consider myself 
lucky to have found in the great Bartók a serious musicologist who saw the truth regarding Turkish 
főik music, a reality quite different from the idea of other so-called musicologists.70

Nevertheless, I still have another point to clarify: I believe that learned Turkish music represents 
one of the aspects, nőt of Arab or Persian music, bút of the musical culture of the Mediterranean 
Basin and the Middle East, a heritage common to all the nations which existed and continue to exist 
in these parts. On the other hand, I think that it would be wiser nőt to mention side by side Arab 
and Persian music, since they manifest unsuspected differences.

It seems to me, on the one hand, that Turkish főik music has at its basis vestiges of the Anatolico- 
Aegean civilizations and, on the other, the essential elements of a pentatonic music imported from 
their country of origin by the Turks. It alsó seems to me that the problems raised by affinities of the 
Roumanian Cantec Lung and the Ukrainian Dumy on Turkish melodies, cannot be resolved satis- 
factorily except through detailed research intő all these musics.

21. Somé of the dances which Bartók had the opportunity to see belong directly or indirectly 
to the family of dances called Halay, from the regions £orum — Yozgat — Sivas — Qukurova. 
They consist of several dances linked together without interruption. Generally speaking, the Halays 
form suites of three or four dances proceeding from a slow movement to a vivacious one. The Halays 
of the regions going from the south of £orum to the east of Yozgat and those of £ukurova are 
distinguished from others by their alternation in the slow parts with parlando songs. Bartók had seen 
only that part of the dance. Peasants repeat each part at length and even to saturation. Spectators 
who are nőt accustomed to this kind of spectacle must have enough patience to follow all the parts 
of the dance. Alsó, these dances should be performed in favourable circumstances, namely out of 
doors, otherwise the deafening nőise of the two accempanying Instruments becomes intolerable. 
I recall Bartók in the small classroom of the viliágé school, plugging his ears in order to alleviate

•• Cf. A. A. S.: AIB No. 1, p. 237.
70 Cf. B. B. Introduction p. V and f. as well as several other paragraphs of the same Introduction.
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the vibrations from the strokes with which the musician struck mercilessly his davul11 and of the 
loud playing of the zurna12 (both outdoor instruments) and signalling to me to continue the work 
alone. It is understandable that the Master did nőt have patience to attend to the perfonnance of all 
the parts of the suite which is the dance itself. Thus, he got an incomplete idea of the Halay which 
is, in reality, a most interesting suite.

N.B. Bartók assembles four melodies under No. 43:

No. 43a:13/38b sung by Mustafa oglu Mehmet,73

71 Cf. Explanatory Notes p. 309.
77 Cf. Ibid p. 309.
” Cf. B. B. Introduction p. XXXVI.
7‘ Cf. Ibid p. XXXVII.
” Cf. Ibid p. XXXVII.
’• Cf. Ibid p. XXXVI.

No. 43b:l3/33b sung by Bekir oglu Mahmud,74
No. 43c:13/33a instrumental piece played by the same,75
No. 43d:13/42a sung by Osman Qenet.76

Here, after having written No. 43, Bartók must have inadvertently forgottén to add the lettet d. 
We do nőt have the notes of which Bartók speaks in his Introduction. On the other hand, nothing 
is marked in his Introduction on the transcription of these two melodies.

22. Cf. A. A. S. Chapter “Syllabic Contractions” p. 231 and f.

23. The anacrusis is used only in certain dances in the Aegean section of Anatolia. These dances 
belong to the group of dances known as Zeybek, the generic name of all the dances with a four beat 
Aksak rhythm.

I am citing below the beginning of the dance “Zeybek of the Abdals” which had interested 
Bartók when he visited the folkloric archives of the Istanbul Conservatory:

The anacrusis here corresponds to the raising of the dancer’s foot (arsis) whereas the first rhythmic 
beat marked by a stroke in the davul corresponds to the lowering of the foot (thesis).
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24. Cf. A. A. S. Chapter “Syllabic Prolongation” p. 228 and f.

25. According to the rough drafts of Bartók’s transcription the repetitions in No. 17b:2/24b—25a 
I occur nőt in bar 6 and 12, bút in bar 5 and 10. It is most likely that Bartók have separated this 
I part with a bar which contains the repeated sounds. I add these bars in parantheses to the tran- 
I scription.

26. Part of these signs did nőt figure on the rough draft of the transcriptions and I added them 
I in parantheses.

27. In his Introduction Bartók gives Nos. 9, 13b and 20 to the three melodies sung by a peasant 
I who gave us only these three melodies. The first which is with eight syllables, I am nőt concerned 

I with. As to the others, when I was classifying the melodies according to their pauses, I considered 
2/57b as Bartók’s 13b, since 13a had the same pauses as the melody in question. 2/58, therefore, 
should have corresponded to Bartók’s No. 20. Yet, bars 3 and 7 of which the Master speaks here, 
correspond to 2/57b.

28. There is no doubt that the peasants who sang these melodies had no contact with Arab music. 
In 1936 since rádiós were rare, even in small cities, we could easily eliminate the idea of an influence 
through rádió broadcasts. One might suppose, perhaps, the influence of learned Turkish music. How- 
ever, the thirteen-year old girl who sang melody No. 16:2/7 certainly had no contact with that 
music. I wonder if we would nőt be closer to the truth by explaining this clucking sound as an 
instinctive phenomenon, therefore natural, to explain the lack of melismas. Indeed, according to 
regions, peasants resort to such procedures when they execute melismas which are rather long. It seems 
that the letters n, y and h, followed by vowels, often in conformity with the preceding vowel, are 
more suitable fór the execution of the melismas. This reminds me of certain Western singers who 
vocalize in a detached manner by stressing each note with a or ha.

29. Cf. A. A. S. Chapter “Modal Peculiarities of Turkish Főik Music” p. 224 and f.

30. It seems that the consonant n does nőt require always the fulfilment of the condition with 
regard to two vowels: bogazi n írlar (No. 12:2/56b—56c), Incili n fes (No. 48a:13/2b). In Konya 
district and towards the south-east of Anatolia, in the ordinary way of speaking, the adjunction of 
the letter n, specially at the end of the third person of imperfect tense is usual: geliyordu + n.

31. We must add to the Üst of melodies containing n No. 11:2/53 gendini n oger (2nd stanza) 
and to the list of melodies containing y, Nos. 11:2/53 dér de y eglendim (2nd stanza) and 23:2/37 
giizelleri y esirge.

32. Here, we are concerned with syllabic contraction. If the regular number of syllables of a 
verse is increased, the Turkish peasant resorts from time to time to syllabic contraction. The succession 
of two syllables naturally alsó plays a role, bút nőt always since the intercalation of syllables between 
two vowels is noticeable, even at the detriment of a syllabic augmentation. Besides, the tendency to 
increase the number of syllables by a singer, while trying to remain more or less within the confines 
of the rhythmic frame, suggests an instinctive care on the part of the peasant to re-establish the 
musical order, directly concerned with the music, rather than with the words.

Add to Bartók’s list alsó No. lb:l/22b—23a San Ahmedim (2nd stanza) and No. 5:l/26a 
Sürmeli oglum (2nd stanza).

33. Unfortunately the notes of which Bartók speaks are missing. We, on the other hand, possess 
the notes which the Master wrote on the rough drafts of his transcriptions and exactly on the

257 

17



transcriptions of melodies Nos. 3:1/56a and 12:2/56b—56c. It seems to me that he had referred to 
these notes.77

77 Cf. A. A. S.: ATB p. 284; No. 12:2/56b—56c.
78 Cf. Explanatory Notes p. 307.
” Cf. Ibid p. 304
80 Bartók writes 1 instead of 2. It is evident that he must have rneant 2. (Cf. B. B. Introduction p. XX.)

34. It is true that we were unable to collect melodies sung only by women. One of the reasons 
is the extreme shyness of women in front of mén, a shyness to which is added a sort of suspicion of 
a person they do nőt know. I do nőt want to say anything about the mistrust of mén in other 
countries, bút I suppose that shyness in women is nőt limited to Turkey only. I am certain that we 
should nőt exaggerate the role of religion in this matter, particularly in the case of nomads. I would 
even say that neither religion nor shyness come in here, bút surely mistrust is the principal factor. 
Therefore, the main thing is to inspire confidence in these people, mén and women alike, above all. 
This is why a group made up of different persons is never welcome to work among country people. 
Bartók himself had wanted the two of us to take the trip and do the work, bút owing to circum- 
stances we formed a fairly numerous group fór the project. There is no doubt that in order to 
convince the peasants to sing, those who work among them should take their jobs seriously and act 
keeping in mind the psychology of these peasants who, though simplex, are very observant and 
appreciative.

Melodies sung only by women are related to the hennah ceremony “kina gecesi” (hennah night),78 
laments of type a and lullabies.79 Tempó giusto melodies are sung without discrimination by women 
as well as mén. As to parlando melodies women sing the simplex and nőt very ornate types. Melodies 
with large ranges are nőt suitable to them, therefore they do nőt sing Uzun Hava of the Hozlak kind, 
etc.... characteristic of the Qukurova region.

35. Since 1936 it has been possible to gather melodies interpreted by women.

36. The word “farki” generally designates vocal pieces of short duration. It is customary in 
traditional learned Turkish music to designate, in particular, vocal pieces composed in the ABCB 
form, B being a refrain. The expression “farki söylemek” means simply “to sing”, or literally “to say 
a song”, whereas the expression “to sing or say a song in a defined makam” means “to sing a vocal 
piece composed in the ABCB form”. In any case, a farki remains outside the field of folklóré.

As to the word “türkü”, although it is generally used to designate folkloric vocal pieces, peasants 
prefer terms such as Bozlak, Maya, Hoyrat, Garip, etc.... These terms apply to parlando melodies. 
Fór tempó giusto melodies, in certain regions, the term “Kink Hava” is used. As Bartók remarks, 
the word “türkü” even refers to the text whereas the word “gayda” or “kayda” is reserved, in certain 
regions, to the music. This word must have been introduced to the főik terminology by somé poet- 
musicians who had a rather close intercourse with the cities. It seems to be a deformation of the 
word “qaide — rule” which is borrowed from the Arabic language by Ottoman-Turk intellectuals. 
"Whatever may be, in the főik music terminology “kayda” or “gayda” designates the melody and the 
expression, fór example, “türkünün gaydasi” means “the melody of the literary text”.

37. Cf. A. A. S. Chapter “Uzun Hava” p. 212 and f.

38. Bartók accepts as the characteristic metric structure of eláss 2 the division 6 || 4 | 1 and 
6 || 3 | 2  and distinguishes it from the 6 || 2 | 3 division which occurs only in No. 27:5/40a. The 
caesurae of the first two verses correspond to 6 || 2 | 3. Bút it seems that the Master means the division 
of the literary text, nőt isolated bút according to the form when it is adapted to the rhythmic division

80
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of the melody. Besides, if the text is taken separate from the music, new surprises occur resulting from 
the metric instability. Here, fór instance, are the caesurae of No. 10a:2/32a:

First Stanza
2 4 3 2
2 4 2 3

Second Stanza
2 4 2 3
4 4 3

or of No. 11:2/53:

First Stanza
2 4 2 3
2 4 2 3

Second Stanza
3 3 3 2
2 4 3 2

Third Stanza
4 4 3 (Ist verse)
3 3 2 3 (3rd verse)

The instability of the caesurae naturally becomes cause fór hesitation. I have dwelt, fór instance, 
on the metrico-rhythmic structure of parlando melodies with eleven and eight syllables.81 Here, I will 
confine myself to pointing out the division of 4+4 + 3 with the following rhythmic scherne:

It is more suitable than 6 || 2 | 3 to No. 27:5/40a. This is concordant with the text bút it is no 
longer suitable superimposed. Besides, the Master himself adopts the division 4+ 4 +3 in his transerip
tion. If we maintain that here there is reference to the text only, Bartók’s division of 6 || 4 | 1 
would nőt be incomprehensible.

I cannot understand the structure proposed by Bartók in No. 35:11/65. Moreover, in my opinion, 
this melody has two sections with a complementary adjunction at the end of each melodic section. 
According to the signs on the transeription, Bartók considers these complementary adjunctions as 
independent sections.82 To my mind, the first verse isolated from its music gives us the caesurae 
6 ( = 3 + 3) || 2 | 3, whereas the caesurae of the second verse correspond to 4 | 4 | 3, and these different 
structures give the following rhythms to the music:

7 7 7 7 7
a - bah - dán og - ra -

(J>
7 7 7
al hí - la - mi? da
ar ce - de - yim de
z ge - lir se de

(J> J>) I

7 1 7 7
dim da ben bir

! 7 7 7 7
do - da - gf - na
hun - ca ma - lí
dat - lí ca - ni

7 7 7
ge - li - ne,

i 7 7 7
di - li - ne,
yo - lu - na,
ver - ma - li

81 Cf. A. A. S.: "Uzun Hava" p. 215 and f.
81 Cf. A. A. S. Chapter on Refrain p. 201.
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In fact, these changes from one verse to another pose classification problems. Likewise, 
No. 38:12/24a gives the following caesurae fór the first three verses:

(6 H 2 | 3)

a
i -

p
ner

p
- ler

p
gi •

p
dér

r
ler de

i p.
Ce -

r
mi$

i p
ö -

p
zü -

r
ne.

Hö - kű - nüp sa - lar - lar da yav • n sö - zü - ne,
Ne za - mám bak - sam da dós - tm yü - zü - ne.

whereas fór the fourth verse we have:

Du - mán <;ök - mü$ - QÖ1 gö - rü

(4 I 4 | 3)

nür gö zü - me

39. No. 37:12/44 contains no repetition. Here I do nőt think it is a question of the repetition of 
the last word only. I think we should substitute No. 37:12/44 by No. 47:16/2a which contains the 
repetition of which Bartók speaks.

40. Fór the structure of these melodies see A. A. S. Chapter “Refrain” p. 194 and f.

41. Another process consists of the adaptation of only the two verses of a stanza composed of 
four verses to a four-section melody where the second section is a repetition of the first:

Ist verse
Ist verse repeated > Ist verse

Ist stanza
2nd verse
2nd verse repeated > 2nd verse

2nd stanza

3rd verse
3rd verse repeated > 3rd verse

4th verse
4th verse repeated > 4th verse

42. Cf. A. A. S. AIB 16 fór 24:3/45a, AIB 17 fór 31:7/9a, 32:8/3b, 47:16/2a, 48b:17/3a, 
57:19/8a, AIB 18 fór 33:9/5, 46:15/18a, 59:19/41b.

43. Cf. A. A. S. Chapter “Refrain” p. 194 and f.

44. Fór No. 9:1/59 A. A. S. Chapter “Refrain” p. 208.
Fór No. 21a:2/60 Bartók inadvertently wrote 6 || 4 | 2 instead of 6 || 4 | 1. Moreover, beside these 

digits, the number of syllables is alsó marked by him. Here the caesurae of the verse are 4 | 4 || 3 which 
is nőt in accordance with the musical rhythm 6 || 4 | 1. Besides, the words give us the form of a 
“tercet” +Rj + R2 whereas the music differs from it by its form 4D + R. Cf. A. A. S. Chapter on 
“Refrain” p. 194. and f.
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Cf. fór No. 22:2/16 “Refrain” p. 211, fór Nos. 30:6/61 and 31:7/9a “Refrain” pp. 211 and 
203 and 220.

In No. 32:8/3b the caesurae of the refrain correspond to 3 | 2, 3 | 2, 4 | 3 | 2. However Bartók 
marks unaccountably 6 || 6 fór the beginning.

In No. 34:10/4la, although we have 12(7 | 5), Bartók, neglecting with a good reason the repeated 
word, marks 10(5 | 5).

In No. 41:13/13b, the second and fourth melodic sections give us the structure

Pír i r r r p i u r r
Ye - §il - lim, yé - jil - lim a - mán, a - mán (of)

which corresponds to 10 syllables. Should Bartók nőt have taken intő consideration the repeated 
word? Bút I think that here the case is different by comparison to No. 34:10/41a since a rhythmic 
modification occurs on account of the repetition. Whereas in the other melody the repetition of the 
word brings on merely a syllabic contraction without altering the rhythm.

Fór No. 59:19/41 b Cf. A. A. S. "Refrain”p.210. Fór the üst of melodies with refrains, according 
to my point of view, see p. 212.

45. Page XX of Introduction.
46. This collection contains only a few tempó giusto melodies. It is this type more than any other 

whidi gives us examples fór the refrains. Before adopting Bartóks opinion regar ing c as^ ° 
eláss 1 and 2 one would need to go intő thorough research. On this topic see notes , , ,
p. 244 and f.

47. Page XX of Introduction.

48. Cf. A. A. S. Chapter “Uzun Hava” p. 212 and f.

49. Page XIX of Introduction.
50. From time immemorial Turkish metre has been syllabic. After the Turks became converted 

to Islam poets gave up the usage of syllabic verses in favor of the concept of metric verses, due to t e 
attraction of the charm of the Iranian literature of that period and later inspired by the beauty o 
Arabic poetry. Fór centuries the poets of large cities, and of cities considered as religious centers, 
elaborated in their poetry a concept which was nőt their own. As to poetry in the realm of folklóré 
which is an integrál part of vocal főik music, in a generál manner, it had remained linké to 
the syllabic tradition. A certain amount of infiltration was nevertheless inevitable since. un er t e 
impact of certain poets who had been influenced by urban intellectual poetry metric versification was 
able to gain ground, even though shghtly in the domain of folklóré and give birth to a particular sty e 
created and cultivated by musician-poets and known under the name of Díván or Divani . Since 
this collection does nőt contain any specimens of this type I consider that it would be super uous to 
elaborate here on the details of this type. Therefore I am confining myself only in pointing it out.

The words in this collection are all conceived in conformity with the patterns which rule syllabic 
verses and, apart from a few exceptions, they belong to categories of poetry compose o verses wit 
seven, eight or eleven syllables. This is neither purely coincidental nor a particu anty o tép aces 
where we had worked. These three categories of poetry dominate folklóré literature from one: end to 
another. In verses with eleven syllables the middle caesura takes piacé after the six . sy a e an 
divides the verse intő two unequal parts: 6 + 5. Another form consists of two caesurae insi e a verse 
with eleven syllables. In this case the syllables are partitioned as follows. 4 + 4 + 3. Verses wit eig 
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syllables most often present the 4 + 4 division and the verses with seven syllables show an unequal 
division in two manners: 4 + 3 or 3 + 4. It is evident that other divisional procedures are alsó possible, 
namely fór the verses with eight and seven syllables, bút those mentioned are the most frequent.

After this, I will point out that the division chosen and adopted fór the first verse is nőt 
rigorously respected fór the structure of other verses. Indeed, both in anonymous folklóré poetry and 
in the poetry created by musician-poets, the caesurae often differ from one verse to another. Thus, a 
poem with 6 + 5 could contain verses with 4 + 4 + 3 and vice versa. The caesurae 3 + 2 + 3 might 
alternate in a poem of eight syllables with the 4 + 4 division or the verses with 4 + 3 caesurae, 3 + 4 or 
even 2 + 3 + 2 could easily be substituted in a poetry with seven syllables.

This structural liberty, however, in the wording does nőt apply to the music. Generally the melodic 
division remains almost immobilé from beginning to end in a piece so that there are often divergences 
between the music and the words. This collection contains several examples of these divergences. The 
non-conformity between the divisions of words and music occurs alsó when the peasant, unconscious 
of the different structures of music and text makes his dioice of words purely by chance, on condition 
that the number of syllables conform to the rhythmic elements contained in the musical section. I can 
even State that the peasants are nőt too consistent concerning the accordance between the number of 
syllables and rhythmic elements. We have in this collection an example which proves this point: the 
first two stanzas of No. 47:16/2a are made up of eight syllables, whereas the third stanza (the fifth 
musical stanza) contains only seven syllables in eadi verse. In order to fill the gap the peasant 
nonchalantly adds “de” at the end of each verse.

In order to give an example of divergence, take No. 20:2/58. The first three verses of the first 
stanza are divided intő 4 + 4 + 3 corresponding to

p p p r i p p p r ' p r r
The fourth verse, alsó, could be considered as belonging to the same division. On the other hand, the 
melodic sections conform to the rhythmic scheme83

p p p r ! p r I! p p p ' r P’
which corresponds to the division 4 | 2 || 3 ] 2. The sixth rhythmic element which here ends the first 
rhythmic group, is one where more or less long melismas or holdings normally take piacé. This incon- 
sistence between the caesurae of the words and the music inevitably leads to a disruption of the word. 
The third and fourth sections of the above-mentioned melody give us examples of this disruption:

2nd verse: Cigerimi i?k ö----------||-----------dűne yakan yar
instead of: Cigerimi i$k ödüne | yakan yar
3rd verse: Ben öliirsem sen kim----------||-----------lere bakan yar
instead of: Ben öliirsem sen kimlere | bakan yar

No. 17a:2/19b—20a with a rhythm

Cf. Ibid p. 216.
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does not conform to 
disruption

the 4 + 4 + 3 division of the poetry and contains more than one example of

Ist verse: 
2nd verse: 
4th verse: 
4th verse 
2nd stanza:

ar|jkana 
yüre|lcigim 
yare||lerim

zilif ||lerin

instead of: arkana 
instead of: yürecigirp 
instead of: yarelerim

instead of: ziliflerin

Among melodies with eight syllables one can look with regard to the latter to Nos. 2:l/23b, 
(ba!xarlar), 7b:l/31a (dejveye, boyjnuma), where the anomaly results from a 3 + 3+2 division which 
does not conform to the rhythmic scheme

r ? p r b m r
Finally, among the melodies with seven syllables, Nos. 40:13/13a (e|niyordum, etc....), 41:13/13b 
(aljti), where the words are disrupted as a result of a prolongation of the last element of the first 
rhythmic group:

It is noticeable that the disruption of the words is currently practiced, not only in the tempó giusto 
melodies, bút alsó in the parlando ones and in Uzun Hava, a special form of the parlando. It is alsó 
noticeable that these disruptions are not a result of the agglutinative natúré of the Turkish language 
nor of its rules of accentuation. They occur every time that heterogeneity occurs between the word 
caesurae and those of music.

Note, however, that these disruptions sometimes occur to benefit correct accentuation. This 
particularly happens in the melodies with seven or eight syllables, with tempó giusto, every time when 
different divisions are superimposed:

3 + 2 + 2 with the rhythm:

Examples:

K.öp - rü - nün al - ti
(No. 41:13/13b)

di - ken

Ga - la - dán in - dim dü - ze
(No. 42:13/318)
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Examples of heterogeneous superposition with eight syllables:

p r p
Ka - pí - ya
T - <je - ri

r i p r
bay - rak. dik -
ge - lin dTk -

(No. 6:l/22a)

p r
me - dim, 
ma - dím,

p p p r ‘ p p p p
Kurt pa - $a fik - ti Go - za - na

(No. 8a:l/29—30)

Ha - va - da du
p p p r

mán ye - li - jir

(No. 7b:l/31a)

As to the melodies with eleven syllables, the normál 6 + 5 and 4+4 + 3 divisions do nőt lend 
themselves to a superposition whidi would permit the tonic accent to be placed on the first element of 
the second group.

51. The consequences of these irregularities were considered in note 50.

52. In No. 44:13/18b I see only the syllable “de” as an adjunction. In the sentence immediately 
following this example, however, Bartók speaks separately of these adjunctions. I nevertheless do nőt 
believe to have made an erroneous classification.

53. “de” may be translated as “and” alsó, bút: “Mani sayilmaz da ögüd sayihr: There is no 
question of a mani, bút of a counsel” (No. 17b:2/24b—25a). The last meaning of this word is identical 
with the significance of its Hungárián correspondent mentioned by Bartók. (Cf. Bartók’s note [2] on 
page XXIV of Introduction.)

54. Fór these irregularities and their consequences, Cf. A. A. S.Chapter “Uzun Hava”p..217 and 
note 38, p. 258 and f.

55. In the regions situated in the east of Anatolia the pronunciation of the letter “g” is fairly 
harsh. Fór example, the inhabitants of these regions pronounce the word “geldigi” as “gildigi” diósén 
by Bartók to illustrate his explanations. Towards the west, this harsh pronunciation becomes softer, 
bút still makes itself felt. The softening even goes towards almost complete elimination, bút the 
preceding vowel substitutes it by prolongation. My observations allow me to State that in Cehtral- 
Anatolia and in the Southern regions where we made most of our recordings, the letter “g” can be 
slightly felt. Nevertheless, even in these regions, there are instances where this letter disappears giving 
way to syllabic contractions. Except fór somé regions in eastern Anatolia, however, this letter is never 
pronounced with the harshness necessitated by the sound of the Arabic letter I would alsó like to 
note that in the transcriptions of the texts whidi I made in the field, I had taken care to note as 
faithfully as possible these pronunciations. Fór example: “agar buyaglar”, instead of “agir bukagdar 
(No. 8e:l/14a). It can be seen that Bartók himself, in his transcription, took intő consideration the 
pronunciation of the first word "gar” nőt because he was influenced by my transcriptions as he said in 
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note (1) on page XXV of his Introduction bút because he himself must have noticed this pronunciation 
and marked “f” as an essential note corresponding to this syllable. In the same way in No. 39:12/lla 
three “d’s” correspond to the word “geldigi” as essential notes. In the first section of the third stanza 
of the same melody one can see in the manuscript a legato sign written and then struck out by the 
Master.

Gel-di-gi de

In reality letter “g” is used fór both harsh and soft pronunciations. In truth the phonetic tran
scription of the texts in this collection is relatively simple. In my own transcriptions of the texts I mark 
“g” which is soft as hardly heard by a small letter above the piacé which it should occupy in the word 
and I link the two syllables: geld^j, ay^yna, etc....

In No. 22:2/16, in the first section of the third stanza Bartók uses a way of transcription similar 
to mine: a—yagi—na.

I do nőt think that the singer felt the word “geldigi” as if it were made up of two syllables instead 
of three. The original of this verse with eleven syllables is: “yaz geldigi neresinden bellidir” and nőt 
“yazzn geldigi..I do nőt treat the flowing pronunciation of the letter “g” as a compensation. In 
fact, the peasant finds no inconvenience either in augmenting the number of syllables by adding “de” 
at the end of the first caesura. If he sings the first two syllables in question in a smooth, flowing 
manner it seems. to me that we must see in it a natural diction to which he is used and to which another 
peasant fór example from the region of Erzerum, would appeal in an exaggerated manner.

56. I have listened again to No. 47:16/2a and concluded that my transcription “ayagma” was 
correct. Indeed, the letter “g” is clearly noticeable. It should be noted that the mutilation of the word 
or the syllabic contraction which occurs on account of the soft pronunciation of this letter leave their 
mark on the diction as well as on the music as a natural consequence, and this attracts attention by the 
prolongation of the syllable to which this softened letter belongs, otherwise the word might lose its 
meaning. After listening to the melody again, I had the impression that a dót should be added to the 
second quaver-note:

A - yag - ma

Replaying melody No. 22:2/16 I clearly hear “ayagtna”. The letter “g” is nőt even dissimulated. 
I suppose that the primitive machine which Bartók used was probably responsible fór somé of these 
mistakes which are, today, unverifiable bút recording with high fidelity machines makes it possible to 
hear sounds more correctly.

57. Here rather than the suppression of the letter, there is a syllabic contraction, re-establishing 
the order by stressing the excessive syllable. Thus, in No. 36:12/19a, the verse with twelve syllables 
becomes a verse with eleven syllables and in No. lb:l/22b—23a this procedure makes it possible to 
obtain a normál verse with eight syllables. This procedure is frequently used by peasants: the contrac
tion “buyaglar” instead of “buyagilar” in No. 8e:l/14a is another convincing example.

58. 49), with the letter that I am attaching should be read.49d). The word in question is nőt 
ayagma, ayagtma, bút ayagm, ayagtm.

265



59. It does nőt seem inappropriate here to dwell on the structure of the texts of főik melodies.
Distich. This collection contains no distichs. Ordinarily these serve as texts to tempó giusto 

melodies. No matter what the number of syllables composing a verse might be, the distich presents 
form A A which links often with a refrain.

Distichs are fairly rare in Turkish főik music. The texts currently used rather consist of stanzas 
with four verses or tercets with or without refrains.

Texts consisting of stanzas with four verses. Generally, no matter what the number of syllables 
making up a verse might be, these texts can be presented under two forms:

a) Independent and isolateo quatrains,
b) Sequence of stanzas with four verses.

Independent quatrains composed of verses with seven syllables. These quatrains serve as texts, 
particularly in melodies of tempó giusto, yet they can be used as texts fór parlando melodies. The best 
known and most currently used type of independent quatrain is that of “Mani”. They are sung by 
youngsters of a viliágé, mén and women, in two groups facing each other. These texts contain puns or 
sincere admissions of secret lőve. The month of May gives another opportunity fór young girls to sing 
the Mani. On May 6 young girls form groups in gardens. A young girl in each group predicts the future, 
especially concerning lőve and marriage, by singing a Mani fór every piece taken out of a jár contain- 
ing objects such as bracelets, rings, etc.... placed there the night before by young girls at the foot of a 
rosebush or, in somé regions, at the foot of a grapevine.

The rhymes of the great majority of the Manis produce form A A B A. We rarely have Manis in 
the form ABCBorAAA A.84 The first two verses of a Mani often have no relation with the last 
two verses. In other terms, the last two verses, because of the images they represent, and the ideas 
which they contain, cannot be considered as the logical continuations or complements of the first two 
verses. In fact, the last two verses contain the idea that is to be expressed. As fór the two verses at the 
beginning, they have either no relation or almost nőne, with the verses that follow. The main function 
of the first two verses consists in furnishing the rhyme, bút especially, to dissimulate the idea which 
will be expressed in the last two verses and which will be a surprise to the listeners. Nevertheless, in 
certain Manis there is a véry fine discrete link between the two parts.

84 Cf. Note 85.

The Manis to which young people resort in order to express feelings, or those that are sung by the 
davul players on the fourteenth day of the holy month of Ramadan or those that wandering vendors 
seem to improvise, rely on simple parlando melodies and it can be said that they are recited rather 
than sung. In order to give an idea of this I am reproducing the following example:

Ke - bab in - ce, in - ce.

1 y

Ge - vi - rir - ler pi - $in - ce.

A - kh ba$ - ta kai - ma - yer

Yar ö - nüm - den ge - cin - ce.
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In this sort of Mani, the main thing is to be able to improvise, bút this occurs fairly infrequently. 
The tempó giusto melodies which are used fór entertainment and fór certain dances use most often 

■ the Mani as texts. Since these texts arewidely spread in the country, one can have different tempógiusto 
■ melodies with the same Mani. In certain regions they are followed by refrains of different types.
■ The Manis sung on tempó giusto melodies contained in this collection are: Nos. 40:13/13a,
■ 41:13/13b, 42:13/31b, 43a:13/38b, 43b:13/33b , 43d:13/42a, 44:13/18b, 48a:17/2b, 48b:17/3a, 
■ 58:19/40b.

85

85 Here, the first Mani has the form AAAA. Another Mani with form ABCB furnishes the words of the second 
stanza. These two forms are rare.

88 Cf. B. B. Introduction p. XXIV.

B No. 32:8/3b should, in my opinion, be considered as a tempó giusto melody with the words of 
■ two different Manis.

, Independent quatrains composed of verses with eight syllables. This kind of quatrain is particularly 
, used with tempó giusto melodies, bút it is nőt impossible to see it with parlando melodies and even in 
r । certain Uzun Hava, outside the region of £ukurova.

Although the independent quatrains with eight syllables resemble the Mani, they differ from it by 
their behavior which is imposed by the rhythmic scheme. Indeed, the pause on the last rhythmic element 

I of the Mani

I p a f u i a p r
which gives more ease to the recitation does nőt exist in the following rhythmic scheme of tempó giusto 

1 melodies with eight syllables:

I M M M M
The sense of equilibrium and ease is established with the means of a complementary adjunction. 

The arrangement of the rhymes in the majority of the texts gives the form A A B A. We still have 
forms AAAA, AAAB, ABCB. I must add that the texts presenting form A A A B appear to be 
detached, and are, therefore, incomplete parts of longer texts.

No. 47:16/2a is an example with a complementary adjunction. The last two stanzas of this melody 
which correspond to stanzas 5, 6, 7 and 8 of Bartók, are nőt quatrains with eight syllables, bút Manis 
with seven syllables. In order to complete the eighth syllable and fill the gap which is produced by 
adopting the text of a Mani, the young girl instinctively adds “de” wherever it seems convenient to 
her. This added syllable is nőt of the same natúré as the syllables which Bartók mentions in his Intro- 
duction.86This example is aproof of the kinship which exists between tempó giusto melodies with seven 
and eight syllables.

No. 1 b:l/22b—23a is another example of this kinship. The third stanza of this parlando melody 
contains a text with eight syllables. However, in other regions, this same text is a Mani with seven 
syllables, sung on a tempó giusto melody.

Üzüm gara, düzüm gara (= kara) Petekte üzüm kara
Salkímcigmi düzüm gara Salkimi düzüm kara
Simdi emmim dayim duyar Isterim yare gidem
Aglamaya yüzüm gara Elim bo?, yüzüm kara

Independent texts made up of eleven syllables. These independent texts are essentially made up of 
two verses with or without refrains, furnishing the words fór tempó giusto melodies. In this collection 
we have two examples of this kind: Nos. 45:14/28a and 59:19/41 b. Independent quatrains with eleven 
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syllables are fairly rare and those which are sung with parlando melodies often give the impression of 
being detached fragments of longer texts. On this subject, we can cite No. 53:19/10b.

Texts including more than one stanza. GeneraHy, no matter what the number of syllables 
constituting a verse might be, texts made up of more than one stanza show two aspects quite different 
from one another. These two aspects play an almost decisive role concerning the origin of a text. 
Indeed, texts by musician-poets and those by simple and often unknown individuals differ from the 
texts in the folklóré domain, therefore anonymous, those with seven syllables are usually in the form 
A A B A, those with eight syllables are in the form A AB A, AAAB and those with eleven syllables 
are in the form AAAB, bút alsó A A B A and A B C B used indistinctly in a text composed of several 
stanzas.

Although stanzas which follow each other form a whole, and since the construction of each one is 
still done more or less independently, the links that tie them together are fairly loose. On the other 
hand, somé stanzas reflect a literary conception which, very often, relates them to Manis in the sense 
that the first two verses (or at least the first) take on the character of a “verse preparing a surprise”. 
No. 52:19/8a can serve as an example fór texts with seven syllables. Fór texts with eight syllables 
Nos. lb:l/22b—23a, 3:l/56a, 4:l/40c, 5:l/26a, 6:l/22a, 7a:l/21a, 7b:l/31a, 8a:l/29—30, 8d:l/57a, 
17c:2/62—63, 25:4/26b; and fór the texts with eleven syllables Nos. 12:2/56b—56c and 13a:2/12b can 
serve as examples.

On the other hand, the texts of musician-poets nőt having felt the influence of the urban 
syllables in a verse might be, theintellectual eláss give us, no matter what the constituent number of

following forms:
a) Ist stanza: A A B A

other stanzas: Y Y Y A
b) lst stanza: A B C B

other stanzas: Y Y Y B
c) lst stanza: A A A B

other stanzas: Y Y Y B
d) lst stanza: A B C D

other stanzas: Y Y Y D
This collection contains no example of the sort with seven syllables. Fór texts with eight syllables, 

see Nos. 8c:l/55a, 55a:19/42b. The examples of texts with eleven syllables are fairly numerous: 
10a:2/32a, 11:2/53, 13b:2/57b, 14:2/52a, 15:2/1, 16:2/7, 17a:2/19b—20a, 17b:2/24b—25a, 18:2/38a, 
19:2/14b—15, 20:2/58, 21b:2/llb—12a, 22:2/16, 23:2/37, 24:3/45a, 27:5/40a, 30:6/61, 35:11/65, 
36:2/19a, 37:2/44, 38:12/24a, 39:12/lla, 54:19/49b, may alsó belong to this category. With the 
exception of Nos. 16:2/7 and 54:19/49b, all the others serve as texts to Uzun Hava with four or two 
sections in the region of ^ukurova.87

Note: form A A A B is considered as being the oldest in Turkish poetry. Thus, fór example, the 
form of the quatrains which are cited in Divan-Lúgát-Al-Turk, a dictionary from the eleventh (or 
thirteenth?) century conforms to AAAB. Nevertheless since this work gives us fragments only, I 
wonder if the first stanza in ancient Turkish poems might nőt represent one of the forms used by the 
musician-poets of Anatolia? Nonetheless, Turkish literature still gives us the forms A A B A or even 
A A A A. Yunus Emre, a great Turkish mystic poet of the thirteenth century whose great merít is to 
have written his poems without detaching himself from the style and taste of the people, wrote 
quatrains in which we find first of all form ABAB — YYYB and, secondly, form A B C B — 
Y Y Y B. In the poetry of Karacaoglan, musician poet of the seventeenth century who never even left 
his tribe and to whom belong most of the texts of the Uzun Hava of Qukurova, the form A B C B — 
Y Y Y B is found in their great májority. In the second piacé, bút quite far back, in poetry of eleven
87 Fór classes outside 2 cf. A. A. S. Chapter “Uzun Hava" p. 218 and f.
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syllables the form A B C B accounts fór 64 against 15 percent fór AAAB. Finally, in the third piacé 
comes the form ABAB — YYYB with 10 percent. The analyses which I made of the texts of 
Turkish főik literature convince me that the most recent form seems to be A B C B — YYYB. 
ABAB — YYYB must be anterior to this. As to the form A A A B, it is, as I have already pointed 
out, the oldest form of Turkish literature and of poetry related to the folklóré domain, where we mark 
this form by Y Y Y A, Y Y Y B or, alsó, Y Y Y D. It is known that, here, A, B, D corresponds to the 
rhyme of the fourth verse of the first quatrain.88 Thus, it is this element which serves as a link between 
the different quatrains and alsó ensures the unity of the poem. This conclusion must be considered as a 
proof of concern with a definite form and the musician-poets must have contributed to its perfection. 
Quite on the contrary, in the poetry which belongs directly to the folklóré domain, concern with a 
definite form inclusive of all the quatrains is absent. Indeed, here one cannot discuss the inter- 
dependence of successive quatrains. As far as the form is concerned, each quatrain is an independent 
unit. The number of syllables which remains invariable and the content of the quatrains are the only 
element which link them together.

88 Cf. Above p. 268.

The tercet. It appears that the tercet belongs directly to the folklóré domain. No matter what the 
number of syllables forming a verse might be, tercets show form A A A, bút they are rarely found 
isolated. Ordinarily they have at least a fourth verse as a refrain: A A A + R(B). Although this form 
appears identical with the form A A A B of the quatrains, the absence of the element “refrain B” in 
the quatrains makes them different from the tercets in which the fourth verse has all the characteristics 
of a refrain. Moreover, in the tercets element B easily becomes an “independent partB” by stressing by 
means of other verses that whether rhymed or nőt, the number of syllables often differs from the verses 
of “part A”, i.e., of the tercet itself. Part B can alsó include words such as “aman, of, yandtm, etc... 
which tie up again directly with the refrain of the melody. All I have just said above is, I believe, 
sufficient, to show the difference between the two forms.

In cases where the tercets do nőt take on the fourth verse as a refrain in order to adapt it to the 
four-section structure of the melody, it is customary to repeat one of the constituent verses of the 
tercet.

Tercets serve as texts to tempó giusto or parlando melodies without any special distinction, bút in 
the Uzun Hava style they are nőt used.

The tercets which are included in this collection are: Nos. la:l/21b, 9:1/59, 15:2/1, 21a:2/60, 
24:3/45a, 28:5/54, 29:5/25b, 33:9/5, 34:10/41a, 46:15/18a, 50:19/4a and 56:19/28b. No. 20:2/58 is 
alsó a tercet with a fourth verse-refrain with the peculiarity that since there is a dialogue between the 
young girl and the young mán, the refrain-verses of the even and odd stanzas display a difference. 
No. 16:2/7 must alsó be a tercet with a refrain-verse. Only the fourth verse of the first stanza differs 
from the others. I did nőt have the opportunity to check this point.

Half-rhyme, assonance. Half-rhyme is an essential element in anonymous texts made by people 
as well as in poetry composed by musician-poets. Indeed, research intő literary matéria! of ancient 
times is convincing enough of the important role which the half-rhyme played in Turkish literature at 
all times.

A half-rhyme is obtained, in principle, by the substitution of vowels from one word by other 
anterior or posterior labial vowels, bút without changing the main consonants which serve to re-establish 
the sentiment of the rhyme:

Könlüm ifiin örtedi 
Yétmi? yajig kartadi 
Kejmi? iidiik irtedi 
Tűn kün ke^üp irtelür.

“Divan-Lúgát-Al-Turk” (11 th century)
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Ben gezerim elden ele 
Dóst soranm dilden dile 
Gurbette halim kim bile 
Gél gör beni ajk neyledi

“Yunus Emre” (13th century)

In the first of these quatrains the half-rhymes are “örte, karta, irte” and the syllable “di” 
indicates the pást, only. In the second quatrain the half-rhymes are "el-f-e, dil-f- e, bile”. The first two 
“e” which come at the end of the words mean “to” whereas “e” of the third word is an integrál part of 
it, giving the form of the present conditional.

This collection contains several examples of half-rhymes: “Gozan’a — Düzene — gazana” 
(No. 8a:l/29), “bajina — gajina — ejine” (No. 10a:2/32a), “derede — nérede — arada” (No. 
46:15/18a), etc....

Assonance has been known and used in Turkish literature since ancient times. It cannot be 
considered, however, as one of the characteristic elements of peasant poetry, related to the folklóré 
domain:

Érti? suwi y'émegi 
Sitgap tutar bilegi 
Kürmet amn yüregi 
Kelgelimet irkijur 

“Divan-Lugát-Al-Turk”

$ehir dedigin gönüldür 
Ne cahildir ne kamildir 
Ajiklar cam sebildir 
O1 jehrin kenaresinde

“Haci Bayram Véli” (14th century)

A few examples of this collection: “kürt — yift — güt” (No. 4:l/40c), “ucundan — purcundan” 
(No. 11:2/53), “Emine — goluma” (No. 23:2/37), “yünlüsün — bügnüsün” (No. 44:13/18b), etc....

I would like to make the point that in Turkish folklóré poetry or in the poetry of Turkish poets 
using the syllabic metre, the half-rhyme concept is alsó applied in the case of assonance.

Note 1) It is certain that the vowel harmony of which Bartók speaks89 plays a role in the 
formation of half-rhymes, bút we should nőt exaggerate its influence. Thus, among the examples that 
he cites only “mezere-nazara” can serve as an example of the half-rhyme obtained as a natural 
consequence of the vocal harmony. As fór other examples, in No. la:l/21b “ol” and “gél” and in 
No. 7b:l/31a “yelij” and “gülüj” which make up the half rhyme. Only the last syllables of these 
words which are simple characteristic endings expressing the pást and the present indicative, successively, 
and with no role whatever to the rhyme itself reflect the influence of the vowel harmony. It should 
be kept in mind that in the Turkish language, vowel harmony acts progressively and nőt repressively. 
As to the half-rhyme, I would be inclined to see it as resulting from the rigid rule of the Turkish 
language necessitating that the verb be placed at the end of the sentence. Intellectual poets avoid 
monotony and obtain greater richness regarding the rhyme by (hanging the piacé of the verb, bút 
anonymous poets as well as the musician-poets who remained within the tradition do nőt appear to 
appreciate the changing position of the verb. Therefore, they resort to the half-rhyme process. I am 
inclined to think that the half-rhyme must be considered as a logical natural process conforming to the 
genius of the Turkish language.

e* Cf. B. B. Introduction p. XXVII.
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Note 2) As it is evident, the Turkish conception of rhyme is different to other countries, bút a 
different concept which has become habitual should nőt be reason enough to label it as “primitive”.90 
In the example with Bartók gives to emphasize his point, the words which form the rhyme are nőt 
“kara” which is repeated, bút “üzüm — düzüm — yüzüm” which precedes it.

Note 3) Melodies Nos. 43b:13/33b, 43d:13/42a, 44:13/18b and 58:19/40b are considered by 
Bartók as melodies with four sections, with verses of 7 + 7 syllables.91 Somé poets from the intellectual 
class in the cities and most of the musician or non-musician poets show a predilection fór the 
form called "Musammat — a row of pearls on a string”, a form of versification adopted fromPersian 
literature which, in its turn, borrowed it with somé slight modifications from Arabic literature. A 
Musammat poem is made up of one couplet or a series of couplets. The hemistiches of each couplet, 
with the exception of the last, rhyme between them, conforming to the following scheme:

First verse: A — A 
Second verse: A — B

Other couplets: ♦
First verse: Y — Y
Second verse: Y — B

In the above-mentioned melodies indicated by Bartók as being of a 7 + 7 structure, we cannot 
find Musammats. In reality, they are melodies with seven syllables with Mani words.92 Although in 
the first stanzas of Nos. 42:13/31 b and 43d:13/42a the texts are identical, Bartók differentiates them, 
by seeing in the first a seven-syllable structure, and in the other, a structure of 7+7 syllables. Could 
the third and the fourth sections of the transcription have induced the Master to make this distinction 
between two melodies? It seems to me, however, that it is merely a matter of refrain in the form 
4D + R4D.93

Melody No. 57:19/8a would seem, in effect, to be destined fór a text composed of verses of two 
hemistiches of 7+7 syllables, bút in the poetry of the folklóré domain verses constructed in this 
manner are almost non-existent. Although in this song the second hemistich is a refrain, it does nőt 
find its correspondent in the music, where this second melodic group keeping the character of a 
complementary adjunction is an integrál part of the melody.94 As to melody No. 58:19/40b, it is 
made up of verses of seven syllables presenting the form 4DE+R4D.95

Note 4) Texts composed of verses of five syllables are rare. No. 34:10/41a can serve as an 
example to this type. The text gives us the form of a tercet with two refrains. We can thus confront 
the forms of the text and the music:

Words: 3M + Rt + R22M
Music: 4D + R 2D96

Combining the two verses, Bartók marks the syllabic number of the verses as 5 + 5. This gives 
the text the aspect of a Musammat which was discussed before. The texts of Musammat, however, 
do nőt have a refrain. The extreme brevity of the melodic sections is reminiscent of the structure 
of children’s melodies which must have influenced the decision of the Master.

M Cf. Ibid p. XXVI.
•* Cf. Ibid pp. IV, XX, XXII.
“ Cf. A. A. S.: AIB No. 59 pp. 266 and f.
” Cf. A. A. S.: “The Refrain” p. 206.
M Cf. Ibid pp. 203 and 210.
” Cf. Ibid pp. 207 and 212.
” Cf. Ibid pp. 209 and 212.
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60. Cf. alsó A. A. S. Note 59 p. 266 and f.

61. Fór the author of the poem see “Karacaoglan” A. A. S. “Explanatory Notes” p. 306.
If one considers the vastness of the Turkish-Ottoman Empire of the seventeenth century, it would 

nőt be illogical to suppose that the names of most of the important cities should be widely known 
among the people. The names of the different cities occur even in anonymous texts. This, in no way, 
proves a knowledge in depth of geography. Besides, it appears that the rhyme may have played an 
important role in it: Yemen (Arabia) — “Qemen” and “Serez” (Thrace) — “mór fes” occurring in 
the same text. Despite of all, we must naturally admit the intellectual superiority of the musician- 
poets, even though they remain attadied to the region of the tribe to which they belenged.

62. The Arabic word of which Bartók speaks merely means “a girl”, used in an ironical manner. 
The use of the digit or of the corresponding word seems to be a proof of the disgust and contempt 
of the Turkish peasant fór this ignoble act. I call attention to the fact that, in the text, there is no 
question of illicit lőve, bút of vituperations and maledictions. I consider that by relying on the word 
only, it is useless to come to conclusions which can be easily destroyed.

63. See translations of the texts on pages 344 (Nö. lb:l/22b—23a), 345 (Nos. 2:l/23b and 
3:l/56a), 346 (No. 7a:l/21a).

64. In his Introduction Bartók thanks an expert who read and corrected the text which I have 
myself translated.97 I see that, here, there are only somé corrections to be made, such being the word 
“düzüm”, the last word of the first verse. Neither the peasants who had sung this melody fór us, 
nor the others who were present at our work sessions were able to give us a satisfactory explanation 
of this word.

The word “düzüm” which could be translated as “arrangement” or “row” occurs only in somé 
old texts, bút in Anatolia “düzen” is used fór “arrangement” or, alsó, the “tuning of an instrument” 
and “dizi” fór “row”. When I undertook the translation of these texts, I remember having puzzléd 
a great deal on the meaning of this word which comes back at the end of the second verse. Only one 
dictionary of Anatolian dialects mentioned this word as coming from Nigde, north of Adana, beyond 
the Taurus mountains;98 and the meaning that is given is the following: "sausages attached to a string”. 
Despite the unexpected and even bizarre images which the peasants use to embellish their poems a 
sausage nevertheless seems strange in a lament. Therefore, I omitted it. I understand from the 
paraphrase that Bartók made of the text that he followed the suggestion of an expert in Budapest.

In the meantime I had the good fortune to come across a variant of this text, which I gave in 
Annotation No. 59p. 266. The first verse is: “Petekre uzum kara”, which would mean “in the cellar 
the grapes are black”. This variant gives us the following rhymes: “Üzüm — düzüm — yüzüm”.99 
It had seemed to me, then, that the text of Qukurova, that is the one in this collection, was nőt the 
original one; it is rather a disfigured variant of the original text belonging to other regions of Anatolia.

In October—November 1969, having returned to the same places where we had travelled with 
Bartók, I was fortunate enough the come across with the same peasant who had given us this melody. 
Needless to say, I questioned him about this mysterious word. The reply was the same as the one 
received thirty three years ago: nőt a convincing one indeed. Nevertheless, Mr. Yalfin Yuregir whom 
I had asked to investigate the origin of this word was able to find a new meaning of it. He obtained 
it from a person, from the north of the Taurus mountains, therefore nőt far from Nigde, from where 
the meaning “sausage” came. According to him, this word would mean “a sweet prepared from grape

” Cf. B. B. Introduction p. XXXV.
” Cf. Hamit Ziibeyr Kosay — Ishak Refet: Anadilden Derlemeler, p. 114, Ankara, 1932.
M Fór the translation of the quatrain see p. 345.
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juice which is boiled and to which wheat and starch and walnuts are added”. Because of its shape 
it is called a “walnut sausage”. It is strange that this word is nőt generally known, nőt even in the 
region of Nigde. After a while I found a more convincing meaning of the word, which in somé parts 
of Central Anatolia (Nev$ehir, Kaysery, Kiryehir — Yozgat) would be used to describe grapes ranged 
on a vineyard branch in order to conserve them fór winter. These branches are regularly deposited in 
cellars. I will nevertheless add that I would be more inclined to consider the version composed of 
verses of seven syllables and in Mani form as the original text and to consider the version in this 
collection, i.e. the version of eight syllables as a disfigured variant. Nevertheless, in the part reserved, 
in this book, to the texts of melodies, I am giving both versions and their translations. I must thank 
the anonymous expert in Budapest who gave us the opportunity to dwell on a very important point 
from which we can draw a lesson: when one is dealing with a folklóré text, research must never be 
considered as finished. Even more important, the researcher must never rely on dictionaries which 
are unable of giving all the meanings and shadings of a word. Bartók’s interpretation is, truly, most 
interesting, bút the conclusions are due to erroneous hypotheses.

65. Fór the correct translation of this verse, see text No. 2 in “Translation of the words” p. 345. 
See, alsó, “Explanatory Notes” p. 309.

66. The second verses of these quatrains are in direct relation with the verse which follows them. 
Cf. text No. 3 in “Translation of the words” p. 345.

67. Fór this custom, see “Explanatory Notes” p. 309.

68. It is nőt infrequent to find the same melody sung with different words. This occurs par- 
ticularly in cases where the melody is widespread in different regions, bút even in one region melodies 
can have different words although expressing the same feeling. Thus, a lyrical text could be substituted 
by another lyrical one, on condition that it should have the same metrical division. Even from one 
stanza to another peasants adopt different texts. Fór example, the four last verses of No. 27:5/40a 
constitute a stanza apart, having nothing to do with the first two verses of the beginning. Peasants 
even go so far, sometimes, as to adjusting texts of different structures to a melody. No. 47:16/2a 
with its texts of eight and seven syllables can serve as an example to this kind of abuse. Nevertheless 
we can say that melodies have, so to speak, fairly defined and fixed designations. Thus, a melody 
designed fór lyrical texts cannot be used fór an epic text, etc.... On the other hand, one finds that 
certain melodic schemes are dedicated to certain tribes or musician-poets. Let us add that certain 
modes are alsó dedicated to legendary heroes of legends or tales. Thus, these modes as well as certain 
characteristic features becomeasort ofleitmotiv.Despiteofall this, I must add that it is nőt impossible 
to find texts which express contradictory feelings and to which the same melody is a musical vehicle. 
We can cite as an example No. 8a:l/29—30 which is an elegy and No. 8c:l/55a, another humorous 
text which is almost a farce that alludes to the adventures of a gangster.

Except fór the instances that have been enumerated, it can be safely said that generally 
the different types of melodies of each region constitute schemes which normally go with words of the 
same character. This is especially true of parlando melodies. On the other hand, the words of tempó 
giusto melodies can easily vary. As to the melodies in this collection which are designated as “prayers 
to obtain rain” they are, in reality, nothing bút childish melodic formuláé.

If I am nőt mistaken, Bartók mentions No. 8b:l/46a as a melody which is different from the one 
preceding it, bút having the same text. Bút doesn’t he consider it as a variant of No. 8a:l/29—30? 
In reality, it is the same melody, with the same text sung by another peasant who interpreting it in 
his own way, provided a variant. The best known version is No. 8a:l/29—30. The same can be said 
of different versions which constitute No. 55 and its variants and the two melodies of No. 48. Since 
all these melodies classified under the same number are melodies with the same words they do nőt 
justify Bartók’s inquiry which wants to find out whether “every melody has its own text...”
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• No. 8e:l/14a being an elegy, conformingly to what has been said above, a melody with the 
same scherne as No. 8a:l/29—30 had to be adopted. Melody No. 8d:l/57a differs, in reality, from 
No. 8a:l/29—30 by its caesurae 5) (?) (b3, instead of 5) (5) (£>3. Evén considering them as a 
variant, it can be said that we are dealing with somé sort of “ironic testament in the form of a lament”. 
It is only No. 8c:l/55a which is in obvious contradiction with the elegiatic character of the scherne. 
I must, on the other hand, call attention to the 5) (?) (4 structure and, alsó, to the beginning in the 
very high register which characterises the start of the first melodic section. I am wondering if it 
would nőt be more suitable to classify this melody separately, i.e. nőt to pút it under the same clas- 
sification as group 8.

There is a great deal of independence of choice in texts fór melodies of seven syllables and 
tempó giusto sung on Manis. The singer can adopt the first Mani that comes to his mind. Nos. 
42:13/31b and 43d:13/42a belong to this category.

Fór Nos. la:l/21b and lb:l/22b—23a I will remind the reader of the similarity whidi exists 
in Anatolia between lullabies and laments.100

100 Cf. Explanatory Notes p. 304.
101 Appendix No. III.

To summarize in a generál manner, it can be said that melodies which present a more or less 
similar metric structure can have interchangeable texts, provided they express the same psychological 
feeling. On the other hand, in the case of tempó giusto melodies which have Mani wording, the text 
is of an altogether secondary importance. Therefore, a Mani can be substituted by any other of 
that type.

69. Cf. Note 59 p. 266 and f.

70. It was a long time after the Master’s death that I was able to become acquainted with his 
Introduction which is reprinted at the beginning of this book. The Second World War had interrupted 
our correspondence. Had he been able to settle in Turkey as he had wished,  he might, perhaps, 
have modified the classification which he gave at the beginning of his Introduction and which I have 
discussed here. I would have liked to submit to the Master, fór his examination, the following clas
sification which I made, basing my judgement on all I said in the various chapters devoted to fairly 
delicate and thorny subjects benefiting from the notes which I formulated in these annotations:

101

1. Isometric parlando melodies with four sections and eight syllables:

a) Simple parlando: la:l/21b, lb:l/22b—23a, 2:l/23b, 3:l/56a, 4:l/40c, 5:l/26a, 
6:l/22a, 7a:l/21a, 7b:l/31a, 8a:l/29—30, 8b:l/46a, 8d:l/57a, 8e:l/14a = 13 mel
odies.

b) Parlando in the Uzun Hava style: 8c:l/55a, 9:1/59, 17c:2/62—63 = 3 melodies.

2. Isometric parlando melodies with four sections and eleven syllables:

a) Simple parlando: 10a:2/32a, 12:2/56b—56c, 15:2/1, 16:2/7 = 4 melodies.
b) Parlando in the Uzun Hava style: 11:2/53, 13a:2/12b, 14:2/52a, 17a:2/19b—20a, 

17b:2/24b—25a, 18:2/38a, 19:2/14b—15, 20:2/58, 21a:2/60, 21b:2/llb—12a, 
22:2/16, 23:2/37 = 12 melodies.

3. Isometric parlando melodies with two sections and eight syllables: 25:4/26b, 26:4/49a, 
all four variants of No. 55 = 6 melodies.
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4. Isometric parlando melodies with two sections and eleven syllables:
a) Simple parlando: 24:3/45a, 27:5/40a, 28:5/54, 29:5/25b = 4 melodies.
b) Parlando in the Uzun Hava style: 13b:2/57b, 30:6/61, 35:11/65, 38:12/24a = 

4 melodies.

5. Heterometric parlando melodies with two sections and eleven syllables: 36:12/19a, 
37:12/44, 39:12/1 la, 54:19/49b = 4 melodies.

6. Isometric parlando melodies with four sections and fi ve syllables: 34:10/4 la = 1 mel
ody.

7. Isometric parlando melodies with four sections and seven syllables: 31:7/9a = 1 melody.
8. Isometric parlando melodies with three sections and eight syllables: 33:9/5 = 1 melody.
9. Isometric tempó giusto melodies with four sections and seven syllables: 32:8/3b, 

40:13/13a, 41:13/13b, 42:13/31b, 43a:13/38b, 43b:13/33b, 43d:13/42a, 44:13/18b = 
8 melodies.

10. Heterometric tempó giusto melodies with four sections and eight syllables: 48a:17/2b, 
48b:17/3a, 52:19/8b, 58:19/40b = 4 melodies.

11. Isometric tempó giusto melodies with three sections and eight syllables: 56:19/28b = 
1 melody.

12. Isometric tempó giusto melodies with four sections and eight syllables: 46:15/18a = 
1 melody.

13. Isometric tempó giusto melodies with three sections and eight syllables: 47:16/2a = 
1 melody.

14. Heterometric tempó giusto melodies with four sections and eleven syllables: 45:14/28a, 
53:19/10b = 2 melodies.

15. Isometric tempó giusto melodies with four sections and a syllabic structure of 7 + 7: 
57:19/8a = 1 melody.

16. Melodies which present no definite form: 50:19/4 a, 51:19/6b — 2 melodies.
17. Melodies of suspect origin: 59:19/41b = 1 melody.
18. Instrumental dance melodies: 60:20/35, 61:20/48, 62:20/47, 63:20/50a, 64:20/50b, 

65:20/51b, 66:20/5la = 7 melodies.

It must be admitted that any ethno-musicological classification might have a subjective side.

71. I would like to thank the eminent expert who wanted to remain anonymous fór his kindness 
in reading my translations and correct them where necessary. Nevertheless, while re-reading the texts, 
I have taken the liberty to make new modifications to the text adopted by Bartók as a definitive one. 
I consider this altogether natural. Indeed, texts of folklóré melodies sometimes present problems that 
are insoluble, as the example which I have cited above may prove.102

72. In my travel book I have alsó noted the name of the singer as Ali Givrak Mustafaoglu. The 
word Cinli which means “possessed by spirits” would be a nick-name.

73. Letter d must be added: 43d.

74. In my travel book the first name is noted as “Zurnaci Ali”, meaning “Ali, the zurna-piayer”. 
He had no surname. As to the two names “Cuma Ali”, the davul-player, they are only his first names.

75. In my travel book the name of the singer is noted as Hasanoglu Salci Koca Mehmet.

1M Cf. A. A. S.: AIB No. 64 p. 272 and f.
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7b. In November 1969 I had the opportunity to meet Kir Ismail103 again in his viliágé and to 
record a few melodies from hím. I naturally asked him somé questions about his life and I learnt 
that, even since the times when we had made the first recordings, i.e. in 1936, he had nőt left his 
viliágé. All the trips that he had taken during his long life consisted of going to Adana fór a few 
days and, a few times to Osmaniye. The Haruniye community, according to my investigations, was 
nőt a spot that was frequented by musician-poets. The instrumental performance is nőt outstanding 
whidi might distinguish it from the performance of other players. The verses which he repeats in his 
songs seem to be at the basis of Bartók’s hesitation since, otherwise, he finds in these melodies all the 
characteristics of eláss 2. It seems to me that we should rather see it as a style, a dialect.

103 See his photograph on page 430.

77. “Divrikli” means “native of Divrik”. Ali was from Divrik, nőt far from Sivas. The melodies 
whidi he sang fór us belong to his region. The reasons fór Bartók’s mistrust of these melodies are nőt 
clear to me. These melodies belong to a dialect which Bartók had no opportunity to become acquainted 
with; the singing style of the peasant does nőt differ from the style of the same region.» •

78. This “prayer-for-rain song” was nőt recorded, bút only written down by Bartók.

79. In my travel book I had noted: “born in Urfa and raised in Tarsus where his parents moved 
in the first years of his childhood”.

80. Since I worked only on the rough drafts of the transeriptions, I have no way of knowing if, 
in New York, Bartók had pút other asterisks than those which appear in the drafts. Naturally, I have 
kept both the asterisks and the words to which they refer.

81. These markings do nőt figure on the rough drafts either. I have tried as mudi as possible to 
fill the gap by conforming to the Master’s ideas.

82. I repeat what I have said in Note 80.
I

83. The clucking sounds are nőt marked on the rough drafts. I have marked them in every 
melody in whidi they exist. On the transcription I have preserved the original writing of the rough 
draft.

84. I completed the texts where there were gaps, while preserving, nevertheless, Bartók’s signs.
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ANNOTATIONS TO THE TRANSCRIPTIONS OF BÉLA BARTÓK

la:l/21b: Bartók’s note at the top of the page: Itt a sekunda-kat ki kell újra Írni (mint 5. és
6. sort) = Here the repetitions must be written again as 5th and 6th sections.104

104 Fór the lullaby cf. A. A. S.: Explanatory Notes p. 304.
105 Cf. B. B. Introduction p. XXI.
*0’ Cf.A. A. S.: “The Refrain” pp. 205 and f.

Bartók seeing that the melodic section of the fifth and sixth verses are nothing bút the repetitions 
of the third and fourth sections, marks them with II, while taking care of pointing to the passages 
which are different. When copying it I tried to conform to the Master’s intention. It is curious to 
note that Bartók includes this melody intő eláss 1, despite the fact that the six sections are thus formed 
in spite of the irregularity of the fourth verse.

Bartók’s note at the bottom of the sheet: * feljegyzés szerint “bunun” = according to the note 
written [before or during the recording]: “bunun”.

This concerns the word of the third verse of the second stanza which the Master transeribed 
as “dy arcin”. In my travel book I have the word “gelsin” in this spot, later erased and replaced by 
the word “bunun”. While playing the melody I hear distinctly the word “gelsin” which I pút on the 
music, below Bartók’s word.

Bartók’s note at the bottom and on the right of the sheet: Vége a hengernek = End of the 
cylinder. In fact, the melody remains uncompleted on the cylinder.

Text: 3M + RtM + R22M A A A B + A B
Music: 4D + R 2D AB Bvar. C+B C

lb:l/22b—23a: Bartók’s note fór the word added to the second stanza: ^feljegyzésből hiányzott 
— missing from my notes. Indeed, I see in my book that I did not make a note of this at the beginning, 
when the peasant sang the melody before the recording. I admit that I failed to note the word which 
the peasant added-during the recording.

Bartók does not include this melody in the list of melodies with a refrain, undoubtedly fór the 
reason given in his Introduction.105 Bút we see that the peasant did not hesitate to go up to six 
syllables in the last melodic section of the third stanza, whereas, in the preceding stanzas, this section 
contained only two syllables.106

It is alsó noteworthy that if the last melodic section would not be considered as a separate one, 
owing to the fact that a refrain is not necessarily an integrál part of the melody, the song can be 
considered as being made up of five sections. However, the Master did not hesitate to include 
it intő eláss 1.

The old form of the word yirmi which is seen in the second verse of the first stanza is yigirmi. 
The suppression of a syllable reduces the number of syllables to seven and this, naturally, disrupts 
the equilibrium of the second caesura of this section.
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The second section of the second stanza presents two anomalies:

a) The word yere which was added by the peasant at the time of the recording produces 
ten syllables whereas these should only have been eight.

b) Evén if one did nőt take intő consideration the additional word, this verse would attract 
attention by its 2 + 34-3 division instead of 4 + 4. The modification of the metric 
division always produces anomalies such as the dismemberment of a word,  or the 
adjunction of one. This collection contains several examples of this natúré.

107

107 Cf. A. A. S.: AIB No. 50 p. 261.
108 Cf. A. A. S.: Explanatory Notes p. 305.
108 Cf. A Few Hungárián Variants of Turkish Főik Melodies p. 375.
110 Published by “Society fór the Hungárián Quarterly” p. 9, Budapest, 1937.
111 Cf. I. Kúnos, Türk Halk Edebiyati, pp. 46—47, Istanbul, 1925. Unfortunately the melody is missing.
111 Cf. B. B. Introduction p. XXXIII.

In the third verse of the second stanza the contraction reduces the number of syllables to seven 
bút the analysis of various texts containing contractions shows that the eliminated syllable is nőt 
ordinarily considered as constituent element of the text. In other words, one resorts to a contraction 
which harms neither the structure of the verse nor the pronunciation in order to gain another syllable 
which is supposed to be necessary to make the generál meaning of the verse clear. Therefore the 
interjection ya is nőt a syllable fíom outside the text, bút on the contrary, a syllable that is an integrál 
part of the text.

A melody which is a lament of type B.108

2:1123b: Bartók’s note at the bottom of the sheet: Var. M. F. 80a Zentelke.109 In his article 
“Collecting Folksongs in Anatolia” Bartók had already compared this to a Hungárián melody.110 
The text which is a dialogue between a young mán and a young girl is based on a főik tale. The text 
of No. 15:2/1 with eleven syllables from the Qorum region seems to be another version of the same 
passage in the tale. The oldest published version is, to my knowledge, that collected by Dr. I. Kunos 
at the end of the last century.111 The form of the text is a tercet with two refrains which alternate, 
a natural consequence of the dialogue. However, here, because of the restricted number of the stanzas, 
the character of the refrain does nőt appear clearly.112

Text: 3M+RM A A A B
Music: 4D AB Bvar. C

3:1/56a: Bartók’s note fór the beginning, in the middle and on the right side of the page: *N.B. 
Elején erőlködés következtében a felv. nem elég tiszta (túl mély); talán az első 2 hang is “b” helyett 
csupán véletlenül “a” = At the beginning, as a result of forcing the voice, the recording is nőt clear 
cnough (too low); it may be that the first two tones are alsó sung quite by accident “a” instead of 
“b fiat”.

Bartók’s note at the bottom of the sheet: **fokozatos átmenet i-ből e-be, cresc.-val. = gradual 
transition from i to e, with crescendo.

Bartók’s note at the bottom of the sheet: ***itt e marad, crescendoval. = here e remains, with 
crescendo.

N.B. at the end of the fourth section of the second stanza Bartók puts a single asterisk in the 
spot where the same gradual change from i to e is found. I added the second asterisk on the tran
scription.

This melody is a lament of type B.
Bartók’s sheet carries no title fór this melody. In my note book I have the title “ágit” (lament).
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This melody does nőt have the characteristics of parlando melodies with eight syllables from 
Cukurova. It is true that the structure of this melody is characterized by a beginning in minor 
tenth of the final tone and by principal pauses which make it resemble the structure of an Uzun Hava 
of £ukurova. Nevertheless, the process of continuation of the melody in the last two sections by 
modified transposition or transposition with mutation brings this melody close to the regions of the 
interior of Anatolia inhabited by certain Av^ar tribes. Note, however, that these tribes whidi are 
established in these regions, arrived in the last century, through the Taurus-Qukurova regions.113

113 Cf. A. A. S.: AIB No. 5 p.238.
114 Cf. A Few Hungárián Variants of Turkish Főik Melodies p. 375.
115 Cf. B. B. Collecting Folkmusic in Anatolia, p. 9, Budapest, 1937.
118 See the variant in the transcriptions p. 59.

Text: 4M A A B A
Music: 4D ABC Bvar. tr. (C = B modified)

4:l/40c: Bartók’s note: N.B. a 2. str. helyesebb = the 2nd stanza is more correct. This note is 
concerned with the b flats whidi do nőt show stability in the first stanza, although in the second 
stanza b flats acquire, finally, somé stability. Bartók prefers to omit indicating them at the clef, even 
in this second stanza. However, b fiat at the clef would clarify the mode.

This is alsó a lament of type B.

Text: 4M A A B A
Music: 4D A A B C

N.B. 1) Sections 3 and 4 of the first stanza repeat themselves without, however, modifying the 
four section structure of the piece. The absence of repetition in the second stanza is a proof of the 
fact that hazard plays an important role in the songs of peasants.

N.B. 2) In my note book the word ágit figures as a title defining the type of the piece. There- 
fore, I have added it on the transcription.

5:l/26a: Bartók’s note at the bottom of the sheet: M.F. 320 a) (Erdökövesd).w This melody 
is the third that Bartók had diósén fór comparing Hungárián and Turkish melodies.115

Bartók’s note on the right of the sheet, in thepart separated from the transcription itself by a bar: 
(3. strófa után mint var.) = after the 3rd stanza, as a variant.118

Bartók’s note aíthe bottom of the following sheet on which the third stanza is written: ^Za-lim, 
feljegyzés! — Za-hm, thus noted. While listening to the melody again I hear that the prolongation 
of the syllable results, perhaps, in the softening of the letter “i” without, however, acquiring a clear 
pronunciation of “y”. At the most, it could be written “li2m”.

Bartók puts (?!) after the title “Ágit”. This word does nőt exist in my book. It would appear 
that Bartók himself added this word since it does nőt exist either in the draft of my translation of 
1936, or in his typewritten version which is in the Bartók Archives of the Institute of Musicology 
in Budapest. It is nevertheless correct that the song is a lament of type B.

Bartók’s note at the top of the sheet: (1. strófa lent!!) = the Ist stanza at the bottom. Since both 
my transcription of the text and the melody begin with the stanza “Yazlar geldi.. .”, one wonders 
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if the Master had wanted to change the order of the stanza because d is more evident in the second 
stanza which thus becomes the first.117

Text: 4M A A B A
Music: 4D A B C D (C D = Avar. tr. Bvar. tr.)

6:ll22a: At the top and in the middle of the sheet is the word “Ágit” as title (= lament) and 
under it is the equivalent Hungárián word “sirató” which Bartók erased and replaced by two words 
in French in parenthesis (Plainte funébre). The Master may have wanted to differentiate between 
the laments which I classify under type A and B. This one is of type B.118

Bartók’s note at the bottom of the sheet fór the beginning of the first stanza: ''hibás kezdes; 
helyesen a 2. vsz.-ban = defective beginning; correctly in the 2nd stanza.

Text: 4M A A B A
Music:. 4D A B Bv„. C

7a:ll21a: At the top and in the middle of the sheet is the word “Nenni” with an asterisk as title. 
The equivalent Hungárián word “Bölcsődal” which is written under the Turkish word was erased 
by Bartók and replaced by a French word in parenthesis (Berceuse) = lullaby.

Bartók’s note fór the title at the bottom of the sheet and on the right: *egy gyermektelen asszony 
vágyakozó bölcsődala = yearning lullaby sung by a childless woman. Here is the note which I made 
in the field: “a sterilé woman makes a cloth dőli, lays it down in a cradle and sings her lullaby 
praying to God to give the dőli a sóul (fourth verse of the stanza)”.

Another version of this lullaby is sung during a ceremony known as “Cradle Betrothal”. The 
word “can” = sóul in our version is substituted by “dil” = tongue. Therefore, in this version a wish 
is expressed that the baby may start to talk early and does nőt grow up dumb. It is interesting to 
note how the substitution of one word with another is sufficient to create a new popular legend.

Bartók’s note fór the second melodic section, at the bottom of the sheet and above'the preceding 
note: ''ez a sor inkább megvan, semmint elmarad = this melodic section is here and should nőt be 
eliminated = [this melodic section is rather an integrál part of the melody, nőt a negligible part].

Indeed, this section which is omitted by the singer in the last stanza, is an integrál part of the 
melody. Comparing it with its variant No. 7b:l/31a gives a more exact and more convincing idea 
of this subject.

Bartók’s note below the last staff and on the left: 3. = 2. = the 3rd stanza is the same as the 
2nd.

Indeed, the peasant repeats the 2nd stanza with the same text and with a form with three sections. 
Bartók marks the variants. Fór greater clarity, I am adding repetition signs.

Bartók considers the fourth melodic section as a refrain. On the other hand, the same section of 
No. 7b:l/31a is considered by the Master as a simple section of the melody, having nothing to do with 
a refrain. As far as I am concerned I have already explained in a chapter dealing with the Refrain 
my views on these two melodies.119

Bartók places this melody here and considers it as an “isometric” melody. The second and fourth 
sections, however, show divisions which are different from those of the first and third sections. I do 
nőt insist on my view whidi could well be erroneous, bút I wonder if this is a melody with or without 
refrain. Another consideration: is it a melody with two or with four sections? While considering these 
questions I do nőt lose sight of the two versions: Nos. 7a:l/21a and 7b:l/31 a of the same melody.

1,7 While copying I diangcd the order of the stanzas to conform to the Master’s wish.
118 Fór “raise the flag*' and "fingers tinted with henna” which are in the text, cf. A. A. S. Explanatory Notes pp. 305 

and 307.
118 Cf. A. A. S.: “The Refrain” p. 211.
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Text: 3MR (tercet +refrain) A (E) A (E) A (E)120 + RB
Music: 2D AEjA BE2

7b:l/31a: The title which appears both on Bartók’s sheet and in my book is “Oyun havasi” 
(= dancing air). In reality, it is an “Ágit” (= lament) in the form of a lullaby, known under the 
name of “Bebek agiti” (= lament fór a baby).121 I cannot emphasize enough the similarity which 
exists, on the one hand, between the lullaby and the lament and, on the other, between the lament 
of type B (especially when it is more or less in tempó giusto) and the dance.

This melody is written by the Master as if it were made up of three sections, bút pút intő eláss 1 
which contains isometric melodies with four sections. On the transeription I have indicated the 
caesurae according to division 4, while respecting the original note of the Master.

I will nőt repeat the remarks that I have already made on the subject of No. 7a:l/21a and its 
variant. I will only repeat that, as to me, it is a heterometric melody with two sections:

Text: 4M A (E) A (E) A (E) + RB
Music: 2D AE AE BE

8a:ll29—30: Bartók’s note fór the first four measures of the instrumental beginning: 1. sort egész 
hggal (sic. = hanggal) lejjebb! = to write the first line one tone lower!

The old peasant makes a false introduction and thus disfigures the melody which, normally, is 
the melody of the song itself played on the instrument. When copying the transeription I followed 
the Master’s instruction.

This melody had moved the Master so much that he recorded all the stanzas. This is why he 
devoted two cylinders to this melody. The reason fór his being moved, he explained to me, was the 
“structural identity” of this melody with a certain type of Hungárián főik music. He mentioned it 
in the talk he gave over Rádió Budapest when he returned to the Capital.122

According to the note in my book the peasant was playing the “kemane” and the “tanbar”.123 
Bartók pút no title to this melody. In my book I pút “Kozanoglu Riistem Aga’ya yazilan ágit” 

(Lament written on the death of Kozanoglu Rüstem Aga). “Ágit” means different types of a lament, 
in relation with the death of someone who is venerated and lóvéd. Here it is an elegy of type C.124

Text: 4M A A B A
Music: 4D A Av„. B Bvar. tr.

8b:l/46a: The same melody and same text as melody No. 8a:l/29—30, from which this con- 
stitutes a variant recorded in a different piacé.

8c: 1! 55 a: It is curious to note that this parlando melody of almost the same structure as No. 
8a:l/29—30 which is an elegy, has a sarcastic text.

Text: 4M A A A B
Music: 4D A Avar. B C (C = Bvar. tr.)

N.B. Note on the same sheet where the writing is different from that of the Master: b) —t l. a 
hozzákapcsolt lapon — see the b on the attached sheet, i.e. part b) of the cylinder No. 55, on the

1 M Here the peasants eliminate E.
121 Cf. A. A. S. Explanatory Notes p. 305.
122 Cf. Hungárián variants of the melodies p. 375.
123 Fór “kemane” cf. A. A. S. Explanatory Notes p. 308. As fór “tanhur" I really don’t know which instrument he 

meant; certainly nőt the instrument used in the traditional art music. May be the pludeed string instrument called 
incorrectly by somé people “tanbura”.

124 Cf. A. A. S.: Explanatory Notes, Laments p. 305.
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sheet which follows this one. The sheet b) contains Bartók’s transcription of words yelled by a boy 
in order to give an idea of shepherds’ conversation from a distance.125

125 Cf. last piece of the transcriptions made by B. B.
128 Cf. A. A. S.: “Words of the Melodies” p. 314.

8d:l/57a: Bartók’s note at the end of the first stanza: ^(szóval = spoken) Dur biraz da ben 
de^eyim™ elhagyni — to omit.

Conforming to the Master’s wishes I omitted it in the transcription, bút this sentence figures in the 
part devoted to the texts because, here, we are nőt dealing with a true lament and this sarcastic phrase 
brings out the character of the text which is more a kind of sentimental message. Besides, after singing 
the fourth section of the second stanza, the peasant alsó adds in the piacé of this sentence a snicker 
which resembles the neighing of a horse. This is nőt marked by Bartók. Note, nevertheless, that the 
music itself does nőt reflect this ironic character of the text.

Fór the question-mark under the first word of the 2nd stanza: this is the intercalation of the lettet 
“y” during the recording: e^ib > eyfib.

Bartók’s note fór the last syllable of the last verse:

—mi
ri-nek hangzik!
ezt nem kell beírni 
= —mi is heard like ri! 
it should nőt be noted.

(in French in the text):
“mi” ou “ri” = (e or d) 
“dans l’enrégistrement c’est ri!” 
= (in the recording it is ri!)

Despite that I could nőt help writing this note which is such an interesting proof of the Master’s 
meticulousness and conscienciousness in his transcriptions.

Text: 4M
Music: 4D

A A A B
AB C D (= A Avar.i Avar.2 Avar.3tr.)

8e:l/14a: Beside the title “Haci bey” is a question-mark in Bartók’s writing and in parentheses. 
I added the word “Ágit” — lament. It is, indeed, a lament of type C.

Bartók’s note at the top and on the leit of the sheet: a Ila-kat csak egy (5.) sorba minden versszak 
után = to piacé the (variants marked) IIa in the same line, (5th line) after each stanza. When recopy- 
ing the transcription I took intő consideration this suggestion made by the Master.

In the fourth verse of the first stanza the last word is sung as “öpemedim” fór the first time. I am 
alsó completing the text of the third and fourth sections of the second stanza.

The two words “at” of the first verse of the second stanza are transcribed by Bartók as “art”. 
In spite of the text which he had in hand, he must have heard it like that, bút while replaying the 
melody I cannot distinguish any “r”s.

I am marking with ^3 the pauses of the third melodic section. At the repetition of the first 
stanza variant 2 clearly shows b fiat.

Text: 4M A A B A
Music: 4D A A B C

9:1/59: The date of the recording of this melody is marked by Bartók as follows: “22. XI. 1936.” 
The correct date, however, is 24. XI. 1936.

The significance of the question-mark pút by Bartók at the end of the second verse is nőt clear 
to me. The cause might conceivably be the pronunciation of the vowel “ü” whidi slides towards “ö” 
in the syllable “mii?'.
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The third stanza is repeated by the peasant. Bartók surely judged that it was nőt necessary to 
make a transcription of it. Indeed, the transcriptions of the four stanzas are amply sufficient to convey 
the exact idea of the evolution and the variants of the melody.

That stanza, as well as the fourth one, contains an epimelos composed of two sections.127 Bartók 
does nőt take intő consideration this adjunction and continues to see in this melody a structure with 
four sections. I wonder if it would nőt have been preferable to classify apart melodies with an 
epimelos, perhaps as a sub-division. One cannot see in them melodies with six sections since the epi
melos is optional as can be seen in this melody where the first two stanzas contain nőne.

127 Cf. A. A. S.: “The Refrain” p. 204.
128 Cf. B. B. Introduction p. XXII; A. A. S.: “The Refrain” p. 208.
129 Cf. A. A. S.: Explanatory Notes p. 306; alsó A. A. S.: “The Refrain” p. 222.

The singer replaces the word “kimler” of the epimelos with “bi yaranim” in the repetition of the 
third stanza.

Bartók considers the fourth section of this melody as a refrain.128

Text: 3M + RM (tercet-l-refrain) A A A B
Music: 4D A Avar.i Avar,2 B

10a:2/32b: Bartók’s note fór the title Karacaoglan, at the bottom of the sheet: *nem tudom, mire 
vonatkozik ez a cim = I do nőt know to what this title refers. It is the name of a musician-poet, 
author of the text.129

Bartók’s note fór the third stanza: ‘^szövege nincs leírva, a 4. str.-nak sem (ez nem is jegyezhető 
le pontosan emiatt) = text is nőt written down, nor that of the fourth stanza (it is nőt even possible 
to transcribe it because of that [= the intelligibility of the text]). In my book, I do nőt have this 
either and I wonder why I did nőt pút it down. Nevertheless while listening to the melody again, 
I was able to understand the text of the third stanza, except fór one word at the beginning of the 
fourth verse. As to the text of the fourth stanza, I was unable to understand it.

It is curious to see in this melody the succession of two metric structures which influence the music. 
In the first stanza the metric division of the first two verses corresponds to the rhythmic scheme:

p p- p p p r I p p p p p
whereas in the last two verses, the following rhythmic scheme:

P P P P : P P P P P
replaces the first scheme. This change occurs alsó in the fourth section of the second stanza.

Text: 4M AABA — YYYA
Music: 4D A A A Atr.var.

10b:2/32b: Bartók’s note at the top of the page: egész hanggal lejebb (sic. = lejjebb) Írni = to be 
written a tone lower.

This transposition brings the melody in g to an end, a procedure adopted fór all the transcriptions 
of this collection, therefore, I am transposing it one tone lower.

Bartók’s note at the bottom of the sheet fór the asterisk at the beginning of the melody: 
‘■'állítólag: 32a)-val — supposedly: it is played with 32a. (32a is the preceding melody.)
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Bartók’s note at the bottom of the sheet: végig írni a sort = to continue the line to the end.
If I understood his meaning correctly, right until the cylinder ends.
11:2153: At the top and on the right of the sheet Bartók wrote in French: “Toprakkale, Tribu 

des Tergirli”. This word should be Tecirli. On the other hand, note that the melodies were sung by 
nomads belonging to the Yazlamaz branch of the Tecirli tribe who spend the winter in the viliágé of 
Tüysüz, situated on a hill. This tribe, like many others, has given up the nomadic way of life since the 
time we visited them. At the present time, one part of this tribe has settled down in the above- 
mentioned viliágé, and another part went on to another viliágé founded by the families belonging to 
a different branch of the same tribe. The two villages are called Yukari Tüysüz = Upper Tüysüz and 
A$agi Tüysüz = Lower Tüysüz. They are only a few miles apart from each other.

Bartók’s note at the bottom and on the right side of the sheet fór the crescendo of the last note 
and his other note concerning the same bar is marked in the transcription itself.

Text: 4M ABCB— YYYB
Music: 4D A B C D

12:2/56c: I am adding the word Ágit which figures in my book as the title of this piece. It is a 
lament of type B.

Text: 4M ABCB— YYYB
Music: 4D AB Bvar. C

13a:2H2b: In my book I have “Camtz Ali agiti” as the title of this melody (lament fór 
Camiz Ali). I have another note according to which the peasant himself may have composed the 
melody.

Text: 4M A A A B (= A A A + R B?)
Music: 4D AB Bvar. C

13b:2/57b: Bartók’s note at the bottom of the sheet fór the peasant’s age, written in parentheses 
above and on the right of the page: *nem tudja biztosan = he does nőt know it exactly.

Bartók’s note concerning the title: ^egy törzsfőnök nevéről elnevezett dctl (100—250 évvel 
ezelőtt élt); hegyekbe költözéskor — song named after the name of the chief of the tribe (he lived 
100—250 years ago); in the times of movements [from the piain] towards the mountains.

Dadaloglu is nőt a tribal chief, bút a musician-poet to whom belongs the text of this melody.130
Bartók’s note fór the first verse of the second stanza, written above the words: *** (lu-ma-lak? 

igy hangzik!) = (lu-ma-lak?, it sounds like this!).
Bartók’s note fór the second verse of the same stanza: **** nem érthető, más szöveg = cannot be 

understood, another text.
I completed the words which were missing in these two passages. I did the same fór the words 

which were missing in the two places, on the second sheet of the transcription marked by Bartók 
with ** and *** which refer to notes on the preceding sheet.

The melody has two sections only and should nőt have been pút in eláss 2. Bartók divides its 
sections and thus obtains four sections.131 I must admit, however, that I myself have divided the 
sections of certain Uzun Hava in a lecture which I gave in Budapest bút only fór the sake of a 
comparison between the intrinsic structures of Turkish and Hungárián melodies.132

130 Cf. A. A. S.: Explanatory Notes p. 307.
131 Cf. A. A. S.: "Uzun Hava” p. 221.
132 Cf. A. A. S.: A Few Reflections on Certain Affinities between Turkish and Hungárián Főik Music, Studia Musico- 

logica, Tomus IV, Fasc. 1—4, Budapest, 1963.
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In the second stanza the syllable which occurs at the beginning of the second section belongs to 
the same text. The bar which follows the trióiét shall, therefore, be considered non-existent.

Text: 4M A B C A — YYYB
Music: 2D A B

14:2/52a: Bartók’s note preceding the third melodic section of the first stanza: innen nagyobb 
értékekbe = from here on with greater values. If Bartók’s words were to be translated literally would 
it be: “from here on to greater values”? .

At the beginning of the piece Bartók indicates = 300 and here he fixes = 208. When I 
replayed the melody I concluded that Bartók’s note in no way implies a modification in the value of 
the notes. It seems clear to me that this note of Bartók’s is related to the movement of the metronómé 
which must have been verified and added by him later on in order to avoid forgetfulness.

In the transcription I added the title "Karacaoglan” which I had noted in my travel book.133
The third and fourth melodic sections of the first stanza are repeated. This repetition, needless 

to say, does nőt change the structure of the melody which is with four sections.
The two stanzas of the text are from two different poems by Karacaoglan. We have, here, 

consequently two incomplete texts.

Text: 4M lst stanza: A A A B
2nd stanza: C C C D

Music: 4D A A Avar. B

15:2/1: It is interesting to see on the transcription reflections of the Master’s hesitation con- 
cerning the metric division of this melody. He divides the melodic section first as 4 + 4 + 3, then he 
eliminates the bars and substitutes them as 6 + 5. I would have preferred if Bartók had nőt changed 
the first version which seems to me more accurate, except fór the fourth verse of every stanza which 
is divided intő 6 + 5 without, however, damaging the following rhythmic division which dominates 
the whole piece.

f 5 U + : ?
Is - tan - bul - dán £ik -

Text: 3M + RM (tercet + refrain)
Music: 4D

f a a ■ v v r
tim dir ya yü - zü - ne

AAAB — YYYB 
A B C (= Bvar.) D

16:2/7: Bartók’s note at the bottom of the sheet concerning a word in the third verse of the 
second stanza: *2 fel nem jegyzett szótag = 2 syllables nőt recorded. I have completed the verse.

Bartók’s note at the end of the melody at the bottom of the second sheet: “Bu farktye söyliyen 
Hüyüklü Hatice’dir. (= “tiirkiiyii” helyett hibásan! Előmondták neki!)” Turkish translation of the 
sentence by the little peasant recorded on the cylinder: It is Hatice of Hüyiik who sings this farki. 
Translation of Bartók’s Hungárián sentence: incorrectly instead of “türküyü”. The sentence was 
prompted.134

Text: 3M + RM (tercet + refrain)
Music: 4D

AAAB — YYYB 
A B C D

188 Cf. A. A. S.: Explanatory Notes p. 306.
184 Cf. B. B. Introduction p. XVIII; A. A. S.: AIB No. 36 p. 258.
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17a:2ll9b—20a: In my book I have “Karahacili agzi” as the title of the melody, meaning the 
style or dialect of the Karahacili tribe.135 The text is by the musician-poet Karacaoglan. The last 
stanza is from another poem by the same author.136

Text: 4M A A A B — YYYB + YYYC
Music: 4D A B C D

17b:2/24b—25a: Bartók’s note fór the title “U$gözoglu agizi”: * Nyilván a szövegre vonatkozó 
cím = Probably a title, relating to the text.137

Bartók’s note at the end of the fifth line which forms the repetition of the third stanza: vége a 
hengernek = end of the cylinder. It is interesting to note the modification and the widening of the 
melody at the beginning of this repetition which comes back in the same way at the end of the second 
stanza.138

In this melody of a rhythmic scheme linked to type a) of the Uzun Hava, the adjunctions of 
syllables or words made by the singer, lend it a heterometric aspect.

Text: 4M ABCB — YYYB
Music: 4D A B C D

17c:2/62—63: Bartók’s note at the top and on the left of the sheet: 62 (1. 2. 3. stanzas) [63 
(4. 5. 6.)] nincs lejegyezve = 62 (1. 2. 3. stanzas) [63 (4. 5. 6.)] nőt transcribed.

Bartók’s note on the second sheet at the end of the musical transcription: a 63. hengeren lévő 
4.—6. str.-t hengerkimélés céljából nem jegyeztem le. Szövege: ... = In order to spare the cylinder 
I did nőt transcribe stanzas 4 to 6 recorded on cylinder No. 63. The text of these stanzas: ... And 
he gives the words of stanzas 4—6.139

The transcription of these stanzas is among those done by myself.140
To Bartók’s transcription I added the title Ágit which alsó figures in my book. It is a lament 

of type B.
The melody is in the Uzun Hava style of eight syllables, bút pút among the melodies with 

eleven syllables. This melody puzzléd me a great deal.141
N.B. A verse, probably the second, is missing from the first stanza. I noted it thus: the singer 

who sang it, probably did nőt know any more.

Text: 4M ABBA? (Ist stanza)
A A B A (2nd, 3rd, 5th, 6th stanzas)
Y Y Y Z (4th stanza)

Music: 4D A B Bv C

18:2/38a: Bartók’s note at the bottom of the sheet fór the name of the Haruniye district is: 
“Düzifi — Pe^eneg” vidék = region of Düzi$i-Pe$eneg.

Düzi^i is the name of the piacé inhabited by Turks who emigrated from Horassan and various 
other regions of Asia. Pe^enek is the name of a tribe which belongs to the great Oguz family. Pe^enek 
tribes settled in Hungary and are known there as “ Besenyő” s. One branch of the Tecirli tribe from 
whom we collected melodies live in the Düzigi piain as well.

1S5 Cf. A. A. S.: Explanatory Notes p. 306.
188 Cf. Ibid p. 306. Fór this melody cf. A. A. S.: “Uzun Hava" type e) p. 216 and the paragraph b).
187 Cf. A. A. S.: Explanatory Notes p. 307.
188 Fór the bars added in parentheses cf. A. A. S.: AIB No. 25 p. 257.
189 Fór these stanzas cf. A. A. S.: “Words of the Melodies” p. 320.
149 Cf. A. A. S.: Melodies Transcribed by A. Adnan Saygun p. 396-398.
141 Cf. A. A. S.: “Uzun Hava"p. 217; A. A. S.: AIB the N.B. of Note 9, p. 240.
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Bartók’s note fór the beginning of the song: ez egyszerre jön = this happens at once. With 
these words Bartók indicates the sudden start of the song after an extremely short instrumental 
introduction.

Bartók’s note fór the instrumental accompaniment, the transcription of which stops shortly 
after the beginning of the song: tovább nem érthető a kiséret; and after the instrumental passage 
preceding the repetition of the third and fourth stanzas: kiséret tovább nem érthető. The translation 
of both notes: the accompaniment is no longer discernible.

This is natural if one is considering the primitive Edison phonograph that Bartók used. The 
peasant accompanies himself on his instrument called "trizva”.1*2

Bartók separates the first melodic section, only, by bars. Except fór the adjunctions which 
precede the principal melody, he does nőt indicate the divisions inside each section. The very short 
caesurae must have had something to do with the Master’s intention nőt to indicate everything.

The first section yields the rhythmic scheme a) of eleven syllables, whereas the other sections 
are sung according to type b).143

142 Fór this instrument cf. A. A. S.: Explanatory Notes p. 308.
145 Cf. A. A. S.: "Uzun Hava” p. 215.
144 Cf. A. A. S.: Explanatory Notes p. 307.
145 Cf. A. A. S.: “Words of the Melodies” p. 321.
149 Cf. The article by Sadettin Nüzhet in Halk Bilgisi Haberleri, No. 38, p. 38, July 15, 1934, Istanbul.
147 Cf. A. A. S.: AIB No. 50 p. 261.
148 Cf. A. A. S.: “Words of the Melodies” p. 322; cf. alsó A. A. S.: AIB No. 64 p. 272.

In my book I have the title “ Dadaloglu havasi” = Air by Dadaloglu.iM The text is, however, 
attributed by others to Karacaoglan.

It is interesting to note that the song stops short at the second of the final tone leaving to the 
instrument the job of bringing the melody to its final end.

Text: 4M A B C B
Music: 4D A B C D

19:2114b—15: I am adding "Karacaoglan” which I have in my book as the title of this melody. 
The name of the musician-poet designates at the same time the title of the melodies which are sung 
with words composed by that poet. The tradition of the musician-poets requires that their name be 
proclaimed in the last stanza. Here, indeed, we have the name of the poet in the last stanza, pút by 
Bartók at the end of his transcription on the second sheet. I am removing it to the part reserved 
to texts.145 This is alsó attributed to Kerem, the famous hero of the lyric legend "Kerem and Aslt”.1™

Here Bartók makes an experiment with the rhythmic division which is marked on the draft 
by dotted bars. I consider the rhythmic division of this melody as being of type a) of Uzun Hava.

Text: 4M ABCB — YYYB
Music: 4D A B C D

20:2/58: This melody contains disrupted words because the caesurae of the text and the melody 
do nőt match.147 The text is from a főik tale entitled "Han M ah műd”. It is a dialogue between 
Han Mahmud and his beloved. Passages of dialogues in főik tales are almost always conceived in the 
form of tercets with two alternating refrains.

Text: 3M + RM A A A + R B — Y Y Y + R C
Music: 4D ABABCD(D = Cvar. tr.)

21a:2/60: Although the Uzun Hava style is devoted to lyrical poetry, the text of this Uzun 
Hava shows the indifference of the Turkish peasant in matters of coherence between contents and 
style.148 Nevertheless, this is the only example of incoherence and heterogeneity which I met so far.

287



The refrain which is present as a fifth melodic section constitutes another peculiarity of this 
melody, fór ordinarily Uzun Hava has no refrain. Despite this supplementary section, Bartók does 
nőt hesitate to pút it in eláss 2.

The interjections “oy” in the refrain should be considered as an integrál part of the text.

Text: 3M + RM4-RM (tercet with two refrains) AAAR B + RC
Music: 4D +RD AB Bvar. C + R D

21b:2/llb—12a: Bartók’s note at the bottom of the sheet fór the title Bozlak beside which 
is a question mark: Adana-beliek szerint ez “türkmeni” (?) = According to the people of Adana 
it is a “türkmeni” (?).

Bozlak is the generál name of Uzun Hava with four sections and eleven syllables starting at 
the extreme height of the following scale:

evolving on the rhythmic scherne of type a):

and having the pauses of the first and the third sections in the high notes of the scale in order to 
allow the melismas to precipitate themselves in lightning fashion from the high part of the scale 
towards the low notes and becoming calmer in order to reach the final tone.

Türkmeni is a type of Bozlak nearer a precipitate diction in relation to the ordinary Bozlak 
and capable to síidé, because of this particularity, to the rhythmic scherne of type b) of Uzun 
Hava.149 Comparing No. 21b:2/llb—12a to No. 22:2/16 which is a Türkmeni, it can give an idea 
of the difference between the two styles. Outside Qukurova, however, the Bozlak loses its character 
and disappears. Already towards the north of Adana, beyond the Taurus Mountains, they start to 
lose the vivacity which characterizes them and yield to slow melodic lines which are sung rather 
than “recited”. Therefore, we can consider Bozlak and Türkmeni as Uzun Hava styles diaracteristic 
of the Qukurova region. In the Taurus-Qukurova region it is customary to attack the first and 
third sections of a Bozlak by “ah ey”.

The two stanzas sung by the peasant belong to two different poems by Karacaoglan.

Text: 4M A A A B (Ist stanza) A A A B (2nd stanza)
Music: 4D

22:2/16: Two sheets are devoted to the transeription of this melody. The two stanzas which 
are on the first of these sheets are nőt written in the Master’s hand and possess nőne of the charac- 
teristics of the Master’s drafts: erasions, careful corrections, etc.... They seem to be final versions, 
cleanly written to be presented to the Master. The third stanza only, written on the second sheet, 
is in the Master’s hand. I presume, however, that if the Master himself did nőt do the transeription 
of these two stanzas, he must have approved of it. Therefore, I am reproducing it as it is, except

M* Cf. A. K.3.■.“Uzun Hava” p. 215. In reality, because of the precipitate utterance both rhythms of eláss a) and b,) 
are used. The rhythm to be adopted is defined by the syllabic division of the verse.
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fór a few minor corrections which I am adding and which can be found at the end of the tran- 
scription.

This melody can be considered as the best example of a Türkmeni. I am putting on Bartók’s 
transcription this title I noted during its recording.

Text: 4M A A A B — Y Y Y B150
Music: 4D AB Avar. C

N.B. Bartók considers the fourth verse as a refrain and puts it in the list of melodies with 
refrains.151 As fór me, I consider it nőt as a tercet + refrain which would give the formula 
A A A + RB bút as a quatrain of form A A A B, and the music with “four independent sections”, 
of form 4D as noted above.

23:2137: Bartók’s note fór the name of the district: *Düzi$i Pegeneg-vidék = region of Düzigi 
Pegeneg.152

Note at the top of the first sheet concerning the non-transcribed cylinder: Török 36 nincs 
lejegyezve kíméletből = Turkish [collection] 36 nőt transcribed owing to tactfulness.153

Bartók s note on the third sheet fór the instrument accompanying the singing: Török 37-hez: 
Cura tnzva pengetős hangszeren kiséret (a megjelölt helyen) = Note fór Turkish 37: accompaniment 
on Cura irtzva, pinched string instrument (in the piacé marked by a digit).

This note is related to the instrumental accompaniments transcribed on this third sheet and 
referring to numbers corresponding to the transcriptions of melodies.

On this page and above the first and fifth staves the word "Belépés” = Entrance indicates the 
beginning of the songs.

Bartók’s note on the third sheet above and under the stave traced by the Master remained 
empty: tovább nem érthető a bejegyzett közjáték kivételével, aztán 6) tói megint nem érthető, csak 
az utolsó néhány hang = except fór the accompaniment which is noted, the rest is incomprehensible, 
then starting from 6) and except a few tones of the end, it becomes again incomprehensible.

In order to give a clearer idea of the instrumental accompaniment I am recording these frag- 
ments in the places designated by the Master, and putting intő the facsimile reproduction of this 
page.

Bartók alsó draws under this note two staves shorter than the others, destined to mark the 
instrumental chord, with two asterisks on two notes which refer to the note at the bottom and on 
the right of the page:

Hangolás = The chord:
1. húr = Ist chord

.„ . . c v , . ,. aBAB — YYYB. (Cf. Sadettin Nüzhet Ergun, Karacaoglan,1M A vanant of Karacaoglan s text yields form A B A o i 1 v
No. 37, p. 34. 7th edition, Istanbul, 1944.)

151 Cf. B. B. Introduction p. XXII.
>“ See Note fór No. 18:2/38a p. 286. . ,
1M I am unable to understand exactly what Bartók means by the Hungárián wor
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2. 3. = 2nd and 3rd:
** j = kb. 1/4 hanggal mélyebb = approximately 1/4 tone lower.

J)_____________

The recording instrument, the primitive Edison phonograph which was used by the Master fór 
his recordings did nőt permit him to record either the voice or the instrument in a comprehensible 
fashion. Nonetheless he wished to get a better idea of the performance of various Instruments whidi 
are used in Turkey. In order to satisfy his wishes, in 1937 and 1938, I made transcriptions of 
instrumental music of various regions of Turkey bút only a very limited part of them was 
published.154

The letter “a” which Bartók once wrote on the first stave and another time on the third one of 
the first sheet, seems to mark the first part of a melodic section. In reality these first parts with the 
two letters “a” are complete sections, bút owing to the repetition of the words, they become the first 
ceasurae only. These repeated verses and the epimelos which comes back after each stanza distinguish 
this melody from other parlandos of eleven syllables.

To the transcription I am adding the title “Ahtska türküsü” = Ahiska song found in my 
book.155

Text: 3M + RM A A A B
Music: 4D+2D AB Avar. C + D E.

24:3143a: I am putting on the transcription the title “A^iret gaydast” = Nomadic style or 
melody of the tribes, bút what tribes and what nomads? Certainly nőt those of the Taurus-Cukurova 
region since the style of this region is very different from that of this melody.

Text: 3M + RM A A A B
Music: 2D A B

23:4/26b: Bartók’s note fór the sentence written in Turkish under the title “Ágit”: (23 sene 
evvel söylemif) *- ez csak jegyzetbe kerül = (he composed it supposedly 25 years ago) to become 
a footnote only.

In my travel book I had written (25 sene evvel söylenmif). This can be translated as follows: 
told = composed 25 years ago. The word “told” or “composed” refers to the words only. From 
my version it can be understood clearly that the singer who sang this melody fór us is nőt the author 
of the words.

Bartók’s note at the bottom of the sheet fór the repeated notes in the first section where the 
asterisk is as well as fór the notes whidi are repeated in other melodic sections: a sorok végén csak 
rezgetes (yi yi és magasságváltoztatás nélkül) = at the end of the sections vibrations of the voice 
only (yi yi and without any change in pitch).156

The melody is an Ágit of type B.

Text: 4M AABA — YYZY
Music: 2D A Avar.

,M Cf. A. A. S.: Yedi Karadeniz Turkusu ve Bir Horon, Istanbul, no date (bút published by the Istanbul Conservatory 
in 1938).

155 Cf. A. A. S.: Explanatory Notes p. 307.
*“ Cf. A. A. S.: AIB No. 18 p. 248.
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26:4/49a: Hungárián title: “Tancközi ének” = song meant to be sung between two dances.
This does nőt mean two different dances. The song interrupts the same dance. While the singer 

performs his song the dancers stop, and at the end of the song, they resume their dance.
The word in quotes “Maraj” under the title, written by Bartók should have been “Marajh” as 

I have marked in my notice-book. This is the name of the dance in the style called “Ü$ ayak” = 
three steps.

In the transcription I marked the few syllables which Bartók was unable to catch correctly and 
which I was able to verify when I again listened to the melody.

There is a problem in the transcription of this melody: how can we value the intervals to which 
a European ear is nőt accustomed?

Text: 4M A A B A
Music: 2M A B

27:5/40a: The four last verses are borrowed from another poem by Karacaoglan to whom the 
verses of the beginning alsó belong. Therefore, we have here two incomplete texts. The completed 
versions of these poems are in the known form of the troubadours (musician-poets) of whom I spoke 
above.157

Text: 4M A B (C B missing) A B C A
(the first two verses) (last four verses) 

Music: 2D A B

28:5/54: At the top and on the right of the page, Bartók inadvertently wrote: 22. XI. 1936. 
instead of 24. 11. 1936.158

Text: 3M + RM A A A + RB — Y Y Y + RB (tercet + refrain)
Music: 2D A B

29:5/25b: Bartók’s note (asterisk beside the title Halay havasi = Halay song)158: az 1. 2. str.-val 
jelzett rész felhívás (táncközi ének), az amit csak énekelni szokás; a tempó giusto részt viszont csak 
zurnan játszák, davul kísérettel. = the part indicated as first and second stanza is the invitation 
[= to dance] (song sung between parts of the dance) which is sung as a solo; the tempó giusto part, 
however, is played on the zurna only, with the accompaniment of the davul.

In reality this melody is nőt an invitation to dance. It is simply a melody in the parlando style 
which is intercalated in the dance.180

Bartók’s note fór the variant 1) of the dance: (igy helyesebb)** = thus, more correct.
Unfortunately the asterisks which are above the colin do nőt refer to anything on the tran

scription sheet which I have in hand. We can consider two possibilities:
1) While transcribing the melody the Master could have heard those two passages differently. 

Although this often happens, particularly owing to fatigue, I do nőt believe that this was the case: 
the passage is fairly simple to understand.

2) Before recording the melody, Bartók may have noted it as the version which he gives as a 
variant...(?)

Text: 3M + R2M (tercet + refrain) A A A + R B B
Music: 2D A B (ABBvar.)

157 Cf. B. B. Introduction p. XII; A. A. S.: AIB No. 15 p. 244; AIB No. 59 p. 266.
*“ Cf. A. A. S.: AIB No. 16 p. 245.
I5‘ Cf. Ibid No. 21 p. 255.
180 Cf. Ibid No. 21 p. 255. Note, once more, that the melody is nőt intercalated between two different figures of the 

dance. The song interrupts the dance.
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30:6161: The text is composed of two different poems. The second (3rd and 4th stanzas by 
Bartók) is surely by Karacaoglan. The first one is probably alsó by him.

Text: 4M A A A B, 2nd stanza: A A A B
Music: 2D A B161

31:7/9a: Compare the words of this melody to those of melody No. 57:19/8a. This melody is 
in 10 primary beats and 4 rhythmic Aksak beats:

u r i f r
In reality it is a tempó giusto melody, sung a little freely. This liberty gives it the aspect of a 

parlando melody. I am reproducing the melody, here, without altering the Master’s transcription, 
except fór the rhythmic division whidi gives back its original aspect.

Under the extra part of the melody whidi is sung with words from outside the text in the draft 
a horizontal brace can be seen under whidi can be read: “refr.?” It is understood from the list given 
by the Master in his Introduction that he decided to consider that part as a “refrain”192 whereas 
I see it as a complementary adjunction.193

Text: 4M (2ME + 2ME)
Music: 4DE

|:A:|:A:] E |:B:|:A:| E 
A A B C

*“ Cf. A. A. S.: “The Refrain” p. 204; “Uzun Hava” p. 220.
1,1 Cf. B. B. Introduction p. XXII.
,M Cf. A. A. S.: “The Refrain” pp. 204. and f.
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N.B. Bartók’s note on the two sheets where the melody is transcribed: (9b) utolsó: műdal, nincs 
leírva = (9b) the last melody on the cylinder: non-folkloric popular song, nőt transcribed.

This melody was recorded in Ankara. We recorded a variant of the same melody in Tarsus. 
Bartók, presuming that these melodies are either popular songs which were composed, i.e. non- 
folkloric, as he says above, or of dubious origin, did nőt transcribe them. This melody, on the other 
hand, is neither of dubious origin nor is it an individual popular composition. It is simply an Uzun 
Hava from the Sivas-Erzincan region.164

32:8/3b: Bartók’’s note at the bottom of the second sheet of the transcription: 4. sor helyett a 
‘refr.”-t akarta még énekelni (mint a 2. str.-ban) “Bulani” stb.-vel. = Instead of the fourth stanza 

she wanted to sing again the “refrain” (as in the case in the second stanza) with “Bulani” etc.
I do nőt understand what the Master had meant. If the peasantess wished to sing the refrain 

‘instead of, in the piacé of” (translation of the Hungárián word helyett) the fourth stanza, she would 
have simply attacked the refrain and then given up continuing, and would have come back to the 
fourth stanza; or else she would have hesitated fór a few moments before continuing. Yet, when I 
listened again to the melody, I noticed neither. In return, after the end of the fourth stanza a “b” 
sound is clearly distinguished. It is the first letter of the word with which the refrain begins. In 
Bartók’s note, I think we should substitute “helyett” by “után” — after, or by “4. sor helyett” we 
should understand “ezen a helyen" = in this spot, here.165

In the list containing the melodies with a refrain, Bartók indicates with: 12, 9, (6 || 6, 4 || 3 | 2) 
the structure and the number of syllables of the refrain.166 Yet the number ofsyllables of thebeginning 
are 10 (5 + 5). Did Bartók count “ní — ra” as two syllables? Still, he says that they should nőt be 
considered as syllables.167

Text: 4M + RM [:A:|:A:|:B :| A + R:C
Music: 2D+RD 4D + RD |:A:|:B :|:A:| B + R:C

33:9/5: The Turkish word fór “henneh” being “kma” I wrote it under the word “henna” 
written by Bartók as title of the piece.168

Text: 3M + R2M (tercet +refrain) |:A:|A|:A:| + R:B B
Music: 3D +4D A Avar. B; A Avar. B B

34:10/41a: In my travel book I had written “Bride’s praising” as title of this song.

Text: 3M + R!M + R22M A A A + R,B + R»B C
Music: 4D +R2D AB CD + RCD

35:11/65: Bartók’s note on the second sheet, fór the beginning of the melody: "~a henger elejen a 
versszakot hibás dallammal énekelte, mert a fekvés túl magas volt = at the beginning of the cylinder 
he sang this stanza in an incorrect melody because the register was too high.

On the first sheet Bartók marks: “1.” on both versions of the same stanza, and adds the follow- 
ing note at the beginning of the second version: innen Írni! = to be written from here! I copied the 
transcription according to the Master’s wishes bút at the end of the transcription I pút the first 
version which was transcribed by him.

Bartók’s note on the second sheet fór the 3rd stanza: ** ez a str. nem fért végig a hengerre 
= this stanza could nőt be entirely recorded fór lack of piacé on the cylinder.

1M Cf. A. A. S.: “Uzun Hava" p. 220; fór the transcription of this melody cf. Melodies transcribed by A. A. S. p. 383. 
IM Fór certain remarks pn this melody cf. A. A. S.: “The Refrain” p. 202; alsó cf. A. A. S.: AIB No. 18 p. 248.
l” Cf. B. B. Introduction p. XXII.
1,7 Cf. Ibid p. XVII.
1M Cf. A. A. S.: Explanatory Notes p. 307.
**’ Cf. A. A. S.: "Uzun Hava” p. 220.
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The first version of this melody consists of a single musical section which is repeated in each 
verse. If my memory does nőt fail me, I can say that the singer before the recording had sung the 
melody according to the second version; during the recording he adopted the first version and all the 
repetitions are on the cylinder. Afterwards the Master had wanted to record the version which was 
sung at the beginning, that is, the version with two melodic sections. I recall that we had a lót of 
trouble getting the singer to remember it. Moreover, despite attacking the melody in the lower register 
of his voice, he went out of tune from beginning to end which made the transcription difficult and 
complicated. Indeed, the melody is in the Hicaz mode and the characteristic tetrachord of that mode 
is clearly heard in the first version:

The text is by Karacaoglan.

Text: 4M A A A B
Music: 1D (Ist version) A

2D (2nd version) A B

36:12/19a: Bartók’s note at the bottom and on the left of the sheet: 1. sor fönt! = the first line 
is above! Simple remark in order to avoid errors while copying.

The text is from a popular tale “Ilbeyoglu” (or rather "Ilbeylioglu”) which figures on the 
transcription as the title j70

Text: 4M A A A B
Music: 2D A B

■ I
37:12/44: Bartók’s note fór (27) which figures beside the singer’s name: “Yirmi yajinda”! ez a 

bemondás. = “Yirmi ya;mda” = twenty years! It is the announcement which the singer makes when 
recording.

I listened again to these words and I make out the words “yirmi yedi” = twenty seven 
pronounced very quickly, therefore, (27) must be correct.

Bartók’s note at the bottom of the sheet fór the two asterisks at the top and to the right of the 
sheet: ** Katonatársától Antep Vilayetben tanulta; állítólag más nem tudja = He learnt it from a 
soldier when doing his military service in the Vilayet of Antep; supposedly nobody bút he knows it.

In my book I have the following note: “learnt this melody at Maraj at the time that he was 
doing his military service, from a friend originally from one of the Islahiyye villages” (district of the 
Antep Vilayet).

In my book I alsó use the title: “Türkmeni”; bút, here, I have doubts, since neither the style nor 
the mode of this melody have anything to do with Türkmeni of f akarova.™

The melody is in the Hicaz mode which always creates problems fór ears that are nőt accustomed 
to its characteristic intervals. Therefore, it would be more correct to assume the following key 
signature:

; t-£ V

170 Cf. A. A. S.: Explanatory Notes p. 307.
171 Cf. A. A. S.! ATB No. 21b:2/llb—12a p. 288.
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which corresponds to:

namely, from g: one apotome (g — a^) and “major tone” + “minor tone” (g — ^).172
Text: 4M A A A B
Music: 2D A B

38:12/24a: Bartók’s note fór the singer’s name, written above and on the right of the page: 
Abdullah Karaku}: jelzés szerint = Abdullah Karaku;: as noted.

In my notice-book I have the name Zekenya Qulha and, when I listened to the melody again, 
I recognized this peasant’s voice. Abdullah had sung before him. It seems that Bartók wrote the name 
of the latter on his music sheet. Despite that, he indicated that melody was among those interpreted 
by Zekeriya Qulha.113

Bartók’s note at the bottom fór the title written on the sheet, with his translation written then 
erased by him: $afak agzi (= song of dawn). *Nem nyomozhattuk ki, vájjon ez az elnevezés 
bizonyos dallamra, bizonyos dallamfajtára; erre a szövegre vonatkozik-e. = It was nőt possible to 
find out whether this adjective designates a certain melody, a certain kind of melody; this text.

In November 1969, when I came across with the same peasant in his own viliágé, I asked him 
the same question: there was no convincing answer. I asked the same question from several persons 
without being satisfied by their answers. “$afak agzi” means “the style or the dialect of $afak”. 
Neither a tribe nor a person of this name is known to me at all.

Bartók’s note under the title: Sorbeosztása = division of sections”] ||
Bartók marked only the variants which occur at the third stanza and left empty spaces on the 

stave where the notes corresponding to the second stanza should be written. I completed the sections, 
putting between parentheses the fragments which I copied from the second stanza.

Text: 4M A A A B
Music: 2D A B

39:12/11a: Bartók’s note at the bottom and on the right of the sheet fór the notes with long 
values of the 2nd and 3rd stanzas: * bizonytalan vibrato (= egy magasságban) = uncertain vibrato 
(= on the same pitch).

In my book I have the title “Senir agzi” = style or dialect of Senir. The meaning of the words 
mountain slope does nőt help us in explaining this title.

Text: 4M
Music: 2D

A B C D ABC D174
A B

40:13/13a: Bartók’s note at the bottom and on the right of the page: N.B. az 1. sor ismétlése 
inkább elmarad. Asszonyok éneklik és játszák (ütőhangszeren? vagy) bádogedényen kivert ilyen 
ritmus kísérettel

1. jobb kéz töve
2. jobb kéz ujjak egye
3. bal kéz ujjahegye

172 Cf. A. A. S.: Modal Peculiarities of Turkish Főik Music pp. 224 and f.
Cf. B. B. Introduction p. XXXVII.

174 The second stanza is from a different poem by Karacaoglan. Its form shows us that it is the first stanza of the poem.
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N.B. at the repetition, the first section is omitted. Women sing it and play it (on percussion? 
instruments or) accompanying themselves on a tin Container, which they beat according to the follow- 
ing rhythm

1. carpus of the right hand
2. tip of the fingers of the right hand
3. tip of the fingers of the left hand

The song is common to mén and women. When women dance among themselves they accompany 
themselves either by clapping or beating, mostly on the instrument known under the names of deblek, 
darbuka, dumbelek. Bartók was told that in the absence of an instrument anything may be used to 
beat the rhythm, even a petrol tin.

The melody is conceived according to a tetrachord of the Hicaz type:

As said several times before, the minor second interval of g — a fiat is a little higher than the 
interval of a minor second to which the European ear is used. Bartók indicates this interval thus: 
b/2. The b of the tetrachord has a fiat comma which differentiates it from the descending c — b 
interval of the piano. During singing the peasant makes it even lower which corresponds to a second 
composed of 1 limma + 1 diminished limma which in the transcriptions I indicated thus:b . Fór an 
unaccustomed ear this interval, very close to a minor second with apotome {a — bb) can give the 
impression of a minor second (a — b fiat). However, in reality, the interval between a bánd Z>bor 
bfy is “an approximate augmented second”.

Text: 4M Mj M2 + R2M + M3 M4 + R2M A A B A
AA + R:CC + BA + R:CC

Music: 2D R 2D A B + R: C C

41:13! 13b:

Text: 4M MtR M2R + M3R M4R A A B A
A R: C A R: C + B R: C A R: C

Music: 4D A B C D

42:13!31b:

Text: 4M A A B A
Music: 4D A B C D

43:13/38b: This melody is in the Hicaz mode. Its transcription is always problematic to a 
European ear nőt accustomed to intervals such as limma, apotome, approximate augmented second, 
etc.... Bartók himself notices these intervals and indicates them with arrows, such as, fór example, 
in the last melodic section. The interval a and b fiat, marked with an arrow, should be considered as 
an approximate augmented second.

Text: 4M AABA — YYYB
Music: 4D A A Avar. B

43b:13/33b: Bartók’s note at the bottom and on the right of the page fór the title “Halay 
havasi : mire vonatkozó cim?! = title referring to what?!
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It is a kind of Halay.
Bartók’s note fór the key signature: asz, h (és [néha?] esz) ingadozó magasságú = a fiat, b (and 

[sometimes?] e fiat) of unstable pitch. This refers to the Hicaz tetrachord. In this melody, the interval 
is more clearly heard and distinguished.

Here Bartók adopts the structure of the 7 + 7 syllables. The text of this melody is made up of 
“Manis” of independent quatrains. Musically, four independent sections, amalgamated and reduced 
by the Master to two, correspond to the four verses of the quatrain. I see it rather as a melody 
composed of two parts: a couplet followed by a refrain.

Text: 4M+R4M AAAA + R:YY2Y
Music: 4D +R4D AABC + R:DDBC

43c:13/33a: The instrumental part of the preceding melody. Bartók’s note at the bottom of the 
sheet fór the asterisk next to the title “Halay havasi”: * Váltakozva játszotta és énekelte (de az ének 
kvarttal mélyebb volt, mert a kemence fekvése hangjának túl magas volt). Kezdte a hangszeres 
1. strófával, utána 33b) 1. str.-át énekelte; azután a többi hangszeres következett, végül 33b) utolsó 
strófája. = sang and played alternately (bút the singer was a quarter lower because the tuning of 
the kemence was too high in relation to his voice). Started with the first instrumental stanza, then the 
first melodic stanza was sung; then came the rest of the instrumental part and, finally the last stanza 
of 33b).

Bartók’s note above the first stave: Egész hanggal lejebb Írni = Write one tone lower.
Bartók’s note at the top and on the left of the sheet: kétszeres értékbe átírni! — re-write with 

double values!
The first of these two notes is nőt in Bartók’s hand, bút there is no doubt that it was pút there 

conforming to the Master’s suggestion. Therefore, when re-copying this instrumental part, I have 
taken intő consideration these two notes.

43d:13/42a: Bartók’s note above the first stave: nagyobb értékekbe átírni = re-write with larger 
values. I conformed to the Master’s wishes.

Bartók’s note fór the word which he transcribes “dyomlalen”: feljegyzés dökme- = written on 
the note: dökme-. “Dögmeleri” is the singer’s pronunciation. The word could be really “dogme” or 
“dugme”.1™

Bartók’s note fór the three asterisks on the two bars which end the melody: ***felvétel előtt 
csakis a csonka formát énekelte = before the recording he sang it only in its garbled form.

The second couplet follows directly the third; the refrain is omitted. When I again listened to 
the melody I discovered that the peasant stopped after singing the second couplet, and I could almost 
hear my own voice in the recording saying: “continue”. That is when the singer resumes singing, bút 
instead of the refrain, he takes up the third couplet. The shyness of peasants often results in recordings 
which contain annoying hesitations.

Bartók’s note concerning a syllable of the third stanza: ** feljegyzés bán- = note bán- “yan” is 
the correct form of this syllable.

In this melody Bartók sees a structure of 7+7 syllables, while reducing to two the number of the 
melodic sections of the couplet. He does the same thing fór the refrain and, thus, obtains two other 
sections, whereas I consider this melody as a combination of one couplet with four sections + one 
refrain with four sections.178

Text: 4M+R4M AABA + R:YY2Y
Music: 4D+R4D AAB C + R:DDBC
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44:13!18b: Bartók’s note at the bottom and on the right of the sheet fór the end of the melody:

vege a hengernek, ezt így félbeszakítva kell írni; a || vonal csak a sor végén lesz.

end of the cylinder, it should be written interrupted in the middle; the bars should only be at 
the end of the line [of the stave].

This is alsó considered by the Master as a structure with 7 + 7 syllables; whereas I see it more in 
the form of “couplet + refrain”.

The melody is in the Hicaz mode, and the characteristic tetrachord of this mode is heard, in 
particular in the refrain.

Text: 4M + R4M
Music: 4D +R4D

A A B A + R: Y Y Z Y 
AAB C + R: D D B C

45,14128a. Bartók s note in the blank part of the second sheet of the transcription fór the title 
of the melody written as follows:

Ugkur havasi 
Ttáncdallam

^zvatancoltatas . Mulatságban vagy lakodalmakkor csak férfiak éneklik, hastáncszerü mozdula
tokkal járják, mindkét kezük 4-en-kinti ujjcsettinté  sével kisérik. = Melody fór “prostitutes’ dance”. 

uring parties or during wedding celebrations, only the mén sing this song and dance with movements 
similar to those of a belly dance snapping the fingers of both hands at every beat (every quarter note).

In reality, these tempó giusto melodies are nőt at all reserved to debauchery or parties exclusively, 
ut as Bartók s note shows, they are used at any occasion provided they do nőt contain indecent 

words.
This melody was recorded at Mersin, a city which has felt the influence of Konya where this 

type o me ody is common. The text of the couplet is of eleven syllables, whereas the refrain is of 
seven syllables only.

Text: 2MRj + R24M
Music: 2D + R4D

aar1b+r2bbbb 
AB + R (the second 

1/2(BBBB)
melodic group of section B:

46:15!18a: Bartók’s note fór the, . — — asterisk beside the title Menek^ex *(csak?) lakodalomban
ben sorban. Mindkét kezükben egy-egy kendőt tartanak; egyik vsz.-ot 

i°/ ett°' a ^vetkezőt a ^l szélső kettő énekli; és i. t. (a középsők nem énekelnek). De ha 
muzsikások (zurna + daüul) vannak nem énekelnek. A kisérő daüul ritmusát nem tudja. = (only?) 
thTrw/ Wedding women d“cre several forming a row. They hold a handkerchief in each hand; 
nnp unj men 0 ye at 1 c far right sing a stanza and those at the extreme leit sing the following 
(zuma 4- J A eíe Or^ 1 W^° are 'n th0 middie do not sing). Bút, if there are instrumentalists
rhv+m uu ’ z 1 0 n°t sing. He [the peasant who sang the melody] does not know the
rnytnm or the accompanying daüul.
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This is about a type of Halay danced by the women, nőt only on wedding occasions, bút at all 
occasions, fór entertainment. Dances fór women alone are nőt usually accompanied by the zurna and 
the davul which are Instruments reserved fór dances executed by mén alone or by mixed groups of 
mén and women.

Bartók’s note fór the original pitch of the final tone: lejegyzésnél T.f.
M.M. A160

volt. = when I noted the final tone was ...
Here, Bartók is talking about a transcription which he made before the recording. In the record- 

ing the singer sings a little higher and Bartók indicates g at the beginning with an arrow.

Text: 3M + RtM + R22M
Music: 4DR2D

AAARXB + CC 
AB A B + R: B B177

177 Cf. A. A. S.: “The Refrain” p. 210.
178 Cf. Ibid p. 7; AIB No. 70 p. 274.
178 Cf. A. A. S.: “The Refrain” pp. 202, 205, 208.
190 Cf. B. B. Introduction p. IV; A. A. S.: AIB No. 19 pp. 253 and f.

47:16/2a: Starting with the stanza marked “5” by Bartók, the text which should have been made 
of verses of eight syllables changes to seven syllables; “de” is added instinctively by the little peasant 
here to fill the vacuum created by the loss of the eighth syllable. Therefore, even if they are super- 
fluous in the text, they are essential fór the music.178

Text: 4M A A B A
Music: 2D AB

48a:17l2b:

Text: 4M > 2ME + 2ME + R1M
Music: 2DE + RD

48b:17/3a: Variant of the preceding melody.

Text: 4M + R>2ME + M3R1M + R22M 
Music: 2DE + R2D

A AE B AE + R: ?
A BE + A BE + R: B179

A AE B AE + RXC + R2DE FE 
ABE + ABE + RBB

49al8/4b
49b:18/6a
49c: 18/without cylinder No. 
49d:18/20b

’ 4 melodies classified as “songs to make rain”.180

No. 49c: 18/? is a very simple melody, the Master simply copied it in his book without resorting 
to a recording. z

Bartók’s note on the birth piacé of the singer: nem tudja, melyik faluban született; kis koratol 
fogva Tarsusban él; ott tanulta ezt a dalt = he does nőt know the name of his native viliágé; since 
his childhood he has lived in Tarsus where he has learnt this song.

Bartók’s note fór the two versions of No. 49d:18/20b written above the version on the left: 
a) fon.-ba = on the phonograph; written above the version on the right of the first: lejegyzéskor 
igyí-1)-' = at the time of notation [before recording] thus(!):
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Bartók’s note above and right of this second version: g-re transzp. (egy fokkal lejjebb) — to be 
transposed to g (one tone lower).

I have observed this indication of the Master.
Bartók’s note under the text, marked on both sides: szóval: mint 2 külön dalt, egymás titán a 

külön szöveget csak az egyik után = spoken: [to write] as two different songs, one after the other. 
[Pút] the words written separately [the spoken part] after the first [version] only.

Following the Master’s direction I pút the two versions one after the other. On the draft-sheet 
they were written side by side.

50:19/4a: The title written in French “Berceuse” = Nenni = Lullaby.181 The text of this 
lullaby is in the following form:

181 Cf. A. A. S.: AIB No. 18 p. 248.
181 Cf. A. A. S.: Explanatory Note. p.304 and f.

Fór this type of Uzun Hava" cf. A. A. S.:“Uzun Hava” p. 219; fór the transcription of this “Uzun Hava” cf. 
Melodies Transcribed by A. A. S. p. 383.

184 Cf. A. A. S.: “Uzun Hava” pp. 215-216; AIB No. 17 p. 246 and No 59 p 266
185 Cf. A. A. S.: AIB No. 21 p. 255.

Ist stanza: 3M > introductory beginning + M1M2RM8R
2nd stanza: 3M > MjRMoRN^R
3rd stanza: 3M > MjRM2R
4th stanza: 3M > 2MR

The music which follows the free structure of the text is closely reminiscent of form 
MRMR — DRDR, a hybrid form in which the refrains do nőt have the diaracteristic features of the 
reál refrain.

Despite all this, it is an authentic lullaby, sung more or less in the style used by all mothers in 
Turkey.

51:19/6b: The title is written in Hungárián: “Sirató” = Ágit = Lament. It can be considered 
as a lament of type A.182

52:1918b:

Text: 4MR1+R22M A A B A Rt C + R2 C C
Music: 4DE + R2D AABC + R:DD

53:19/10b: Bartók’s note at the top and left of the page: [Törö^ 10a)\ müdal, nincs leírva] 
= Turkish [collection] 10a): art song, nőt transcribed.183

Bartók’s note fór the refrain written on two staves: ha lehet, egy sorba = if possible, in one 
stave.

I have followed the Master’s direction bút as fór me, I myself see it as three sections with five 
syllables. It is a parlando melody conceived on a rhythmic scheme of type c).184

Text: 4M + R3M A A B A + R: C C C
Music: 4D+R3D |:A B:| + R: C Cvar. D

54:19/49b: Bartók’s note above the title “Garip”: (táncközi ének) = song alternating with the 
dance.185

Text: 4M A A A A
Music: 2D A B
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55a:19!42b
55b:19/43a
55c:19/43b
55d:19/46b

variants of the same melody.

55a:19/42b: Bartók’s note fór the title Halay havast'. * táncközi ének = song alternating with 
the dance.

55b:19/43a: Bartók’s note on a word in the text: gefilmeyor— ^öziilmiyor (se déboutonner, in 
French in the text). While verifying the drafts of the translation of the texts which I had sent to 
Bartók in 1937, I read: “Impossible to unbutton”. However, in the typed text which is in the Bartók 
Archives in Budapest, my translation is substituted with “his buttons are opening”(?). With the help 
of his knowledge of the Turkish language, it would appear that Bartók was able to verify the 
significance of this word and noted it on the sheet.

55c:19/43b: Bartók’s note at the bottom of the sheet fór the same word pronounced this time 
“^ezilmiyor”: * fözülmiyőr.

These three variants of the samemelody have the title Halay havasi”, whereas No. 55d:19/46b 
which is the fourth variant is called: táncközi ének = song alternating with the dance.186

The text of the first stanza is from a poem of Karacaoglan.

Text: 4M + R4M ABCB — R: Y Y Z Y
Music: 2D AB

56:19/28b: Titles of the melody, in Turkish and in Hungárián: Oyun havasi and below Táncdal 
= Dance song.

In my book I have “Karaman türkiisii” — song of Karaman as title of this song. It is a dance 
song known by that name.

Bartók’s note at the bottom and on the right of the sheet, fór the melody which remained 
unfinished: és még 2. str. 5. sora (nem fért a hengerre) = and alsó the 5th line of the second stanza 
(there was no room on the cylinder fór recording).

On the transcription I have added the name of the singer which is nőt marked by Bartók.187

Text: 3MRtM + R23M |:A:| A A Rt B + R, B C B
Music: 3D + R2D |:A B C:| R: C C

57:19/8a: Bartók’s note on the right of the title: Kéklik halayi (tánc?) = Halay of the partridge 
(dance?).

Kéklik halayi is a variant of Halay which is danced by imitating the leaps and jumps of a 
partridge. Two Halays of this name are known and one differs from the other either by the figures or 
the music: that of (^oram — Alaca and that of Mersin — Silifke. The melody of No. 57:19/8a is 
that of Alaca.

According to the arrangemént of the lines Bartók seems to see in this melody a structure of 7 + 7 
syllables. As fór me, I rather see the structure MRMR = 4D.188

189 Cf. Ibid No. 18 p. 248.
187 Cf. A. A. S.: "The Refrain” p. 210; AIB No. 18 p. 248.
188 Cf. A. A. S.: “The Refrain” p. 210; AIB No. 17 p. 246.

Text: MRMR A A B A > |:A R:C:| A R:C + |:B R:C:|:A R:C:|
Ist stanza 2nd stanza

Music: 4D |:A B:|C D (|:A B:|:C D:|)
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N.B. The forrn is more distinct in the second stanza. In the last stanza the little peasant does nőt 
repeat the last section and thus comes back to the form of the beginning, bút normally, this section 
is repeated.

58:19/40b: Bartók’s note at the bottom of the sheet fór the form of the melody; reference to 
the asterisk on the two bars at the end: a dallam formája bizonytalan, mások más részeit ismétlik 
nem állandóan egyformán = the form of the song is uncertain, the other singers repeat certain parts 
of it, nőt always in the same manner.

If this remark concerns the melody, we have two other examples showing that the repetitions are 
done in the same way.189 If by this the Master meant a difference during the repetitions which 
concerns the text more than anything else, the words of these melodies and the stanza marked b) is a 
“Mani" and can be adapted to any tempó giusto melody of seven syllables.190

188 Cf. Melodies Transcribed by A. A. S. p. 383.
190 Cf. No. 40:13/13a.
1,1 Cf. B. B. Introduction p. XIV; A. A. S.: AIB No. 18 p. 248 and No. 21 p. 255.
”* Cf. A. A. S.: “The Refrain” p. 207.
198 Cf. B. B. Introduction p. XII; A. A. S.: AIB No. 18 p. 248.

In my travel book I have the title “Halay havasi — Halay air” which I am transferring fór 
transcription.191

According to Bartók, this melody is formed of sections with 7 + 7 syllables. As far as I am 
concerned, I see in it the following form:192

Text: 4MRíM+R24M |A A:| B A + Rj C2 + R2 C C C C
Music: 5D + R4D ABC Ctr. j Ctr,2 + R Ctr. 3C2Ctr. iCtr. 2

59:19/41b: Bartók’s note at the bottom of the sheet fór the singer’s recorded words: “Qardak 
köyiinden” — Ibi; Mehméd óglu Abdulláh — ón bej ya^mdá. = Ibij Mehmedoglu Abdullah, from 
(gárdák viliágé, 15 years. The commas were pút in by Bartók to mark where the accent falls.

Bartók’s note on the melody: Állítólag ebből a, katonák közt elterjedt,városi műdalból (szövege?) 
származik:

Text: 2M+RM
Music: 3D

A A + R:B 
ABC

(ez pedig nyilván “Carmen”-ből) = Apparently from art songs of the cities, widespread among 
soldiers (the words?); (and the melody is certainly adapted from “Carmen”).193

60:20/47: The denomination “Bozlak” is nőt correctly used here by the musician who played 
this melody, which should be considered as a kind of Taksim, rhythmically free improvisation evolv- 
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ing more or less in the Makam Nikriz, performed on a rather definite rhythm of the percussion 
instrument. The transposed scale of this makam on b gives us: b — c sharp — d — e sharp — 
/ sharp — g — a. The bar lines on the transcription which correspond to the rhythm of davul don’t 
serve necessarily to the clear appearance of the rhythmically free melodic line.

62:20/35: Dance of the district of Gaziantep and of the eastern part of Adana. The denomina- 
tion $irvani (= style of Shirwan) is rather problematic. Shirwan is a district of Southern Caspian Sea. 
Peasants spoke me of a $irvan on the northern Syria(l). There is a viliágé of the same name in 
Khorasan. Should we see in this dance a remainder of the old patrimony brought down to Anatolia 
by the immigrating Turkish tribes? We must nőt forget that all this eastern area was and still is 
inhabited mostly by Turks. There is alsó a kind of Hoyrat, a kind of Uzun Hava, called $irvan 
hoyrati (= Hoyrat of Shirwan).

64:20/50b: Garip is the name of a kind of Uzun Hava and of a dance as well, both related to 
the főik story A}ik Garip. Normally the Garip melodies are conceived in the Makam Hicaz, descend- 
ing scale of which is: g — / — e — d — c sharp — b fiat — a.

65:20/51b: Kaba is a kind of Halay dance. A variant of this dance is known under the name 
Kábák in Yozgat district. In Osmaniye and environment the word Halay is pronounced Haley, 
Aley or Alay.

In order to facilitate his work Bartók uses in his transcription somé letters and figures as 
short-cut. I have written all these short-cuts in full, bút I have kept alsó his letters and figures.

66:20/5 la: Lorki dance belongs to the eastern parts of Anatolia and mostly to Erzurum. This 
melody, here, sounds rather as a variant of “Van Ko^artst” (= Kopárt of Van). Anyway this 
melody does nőt belong to the Qukurova region.

Letters and figures are alsó used by Bartók in this transcription as a short-cut. I have written 
all of them in full.
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EXPLANATORY NOTES

Lullaby. My intention, here, is nőt to dwell on the varieties of ordinary lullabies whidi are 
used to send a baby to sleep, bút rather to discuss two customs related with this type of song.

1. In somé regions of Turkey it is customary to celebrate the birth of a diild with a ceremony 
which takes piacé seven days after the birth and which is known as the “cradle nuptials”. Fór this 
occasion the family of the mother’s side of the baby prepares a cradle containing everything 
necessary, either to pút the baby to sleep (such as a mattress, blanket, etc. ...) or to protect the child 
from the évii eye such as blue beads, etc.... In the meantime the neighbours are invited to participate 
in the ceremony and the procession proceeds solemnly to the home of the young mother. There the 
cradle is placed in the middle of the room and the midwife, or in the absence of one, a woman who 
is the mother of several children takes the baby in her arms and walks three times round the cradle 
while the guests offer their wishes fór the good health and a happy future of the baby. After the 
three turns round the cradle the woman puts the baby down, and sings a lullaby the melody of 
which differs according to every region. The text of the lullaby is conceived in the form of a tercet 
followed by a refrain.194 The third verse of the tercet is naming the father, grandfather, grand- 
mother, etc.... and even invokes the saints. Those who are thus named by the woman who is 
singing, piacé presents intő the cradle. It is alsó customary that someone should offer a gift in the 
name of the saint who was mentioned. No. la:l/21b is a lullaby of this type.

2. The Turkish peasant often bewails the death of her baby while singing a lament in the form 
of a lullaby. No. 7b:l/31a is an example of a “lament-lullaby”.195

Laments. In Turkish főik music laments are of different types:
Laments of type A. These are recited immediately after a death occurs or right after receiving 

news of a death. These are true laments. Words more or less “improvised”, constitute one of the 
principal peculiarities of these laments which are sung only by women. The texts of these improvisa- 
tions are uncertain and vague in form: a succession of rudimentary verses are even interpolated in the 
prose. Nevertheless according to the ability of the singer they can assume the character of rhymes, 
half-rhymes or assonance. Moreover, women often borrow complete verses to express their grief 
from laments of type B. In generál, the melodies of these laments have the character of a recitative, 
where the voice is held on certain convenient syllables or on intercalated interjections such as “oy oy”, 
etc.... to express the grief truly felt. These prolongations or interjections which are introduced and 
which alternate with pronounced words, cause the flow of wailing and plaintive cries in chorus. Nor 
does the music present a precise form. Most of the laments belonging to that type, adopt form 
“A B” fór the music. After what has just been said, it is to be understood that, in generál, these

'« Cf. A. A. S.: AIB No. 59 pp. 266 and f.
1,5 See, thereafter, the note on laments.
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laments contain only two melodic sections the length of which depends to a certain extent on the 
words recited fór each of them. It is rare that the rangé of the melody should go beyond a fifth.

Peasants have nőt given up this custom even in large cities. Indeed, even in the gardens of 
hospitals in large cities one can often hear laments of this type.

' It seems, alsó, that when peasants lose all hope they sing laments fór themselves. The picture of a 
young girl singing her own lament is always present in my mind. She told the story of her whole 
life, her illness, her death which was to come soon and her burial. No. 51:19/6b can serve as an 
example of this type.

Laments of type B. These have texts made by people who know more or less how to write 
words which rhyme. These often show an undeniable poetic talent. While describing grief at the loss 
of a beloved person, they teli episodes from the deceased’s life which inevitably led to his death such 
as accident, murder, adventure ending on the gallows, illness, etc.... The authors of the texts of these 
laments are often anonymous.

The words of this type of lament often show the form of independent quatrains, i.e., from the 
point of view of rhyme, the stanzas are independent from each other. Besides, we have several 
examples of laments of type B in the form of “tercet + refrain”. Couplets are less frequent.

The melodies of laments alsó offer different structures. There are laments with four sections, with 
two sections, with four sections + refrain, etc.... Long-sustained notes or intercalated interjections 
of laments of type A alternate with the “recited” parts and are transformed intő refrains in the 
laments of type B. The rangé of the melody, here, is much wider in relation to that of type A. It can 
easily reach an octave or a tenth. Along with the parlando style, we have examples of laments with 
tempó giusto. In either case, however, both the texts and the melodies of laments of type B betray a 
fairly precise form and structure.

This collection contains several laments of this type. No. lb:l/22b—23a, fór example, belongs 
to this type.

Laments of type C. As far as form is concerned the texts of these laments are in direct relation 
with the poems of the musician-poets.196 The music of this type of lament shows a structure with two 
or four sections. The style is parlando. The present collection does nőt contain examples of this type.

Bebek agiti — Lament fór the baby: 7a:l/21a. Lament of a mother, daughter of a tribal chief, 
on the death of her baby. In early spring, the tribe set out to reach the heights of Mount Taurus 
Plateau. The cradle was placed on the back of a camel and while Crossing a thick wood, the baby’s 

) shirt caught on the branch of a tree and was devoured by vultures.

Laying the baby on sand: 7a:l/21a. This means laying the baby in the cradle. A layer of fine 
sand is placed in the bottom and this is changed according to need.

Raising the flag: 6:l/22a. It is customary in villages in front of the bridegroom’s home or, in 
the case of nomads, in front of the tent, to raise a flag made of cloth of several colours. In certain 
regions the flag is brought down the next morning, after the husband’s gun has been fired to proclaim 
the bride’s virginity. Presumably the bridegroom has been murdered before the ceremony of raising 
the flag. "Bin gidelim Emmim oglu — Mount your horse, let us go, o my cousin.” According to 
different versions, the dialogue takes piacé between young cousins (girl and boy) who lőve each other; 
or, between a young lord and a Turcoman girl; or, alsó, between a young girl and a young mán, són 
of a Kurdish lord. We alsó have poems taken from different tales dealing with the same subjects, with 
the difference that the young girl’s requests are in prose, whereas the young man’s reply or that of 
the poet to whom they are attributed are in verse.197

1M Cf. A. A. S.: Karacaoglan, p. 8, Ankara, 1952. 
m Cf. A. A. S.: Karacaoglan, p. 8, Ankara, 1952.
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Kozanoglu: 8a:l/29—30. The Kozanoglus were the lords of the region of Kozan. In 1864 the 
government decided to get rid of these feudal lords in the region and sent a military division under 
the command of Dervi; Pa;a. The two lords, Ahmet Bey and Yusuf Aga, surrendered to the 
commander of the army and were exiled with all the members of their families to Konya and Sivas 
— piacé of their own choice. Yusuf Aga who had been deported to Stvas escaped, returning to his 
land and rebelled against the government bút was killed. by the local peasants of Kozan. I do nőt 
believe that this lament was composed on the death of this lord. Besides, according to the note that I 
pút in my book in 1936, this lament (elegy) was composed in 1282 Hegira (= 1865) on the death of 
Kazanoglu Rustem Aga. On the other hand, in the text it is Kart Pa^a who is mentioned and nőt 
Dervi} Pa^a, whereas in certain other versions we have the name of the latter. Kart (= wolf) Pa^a 
may alsó be Dervi} Pa^a’s nick-name, probably given by peasants. Whatever may be the case, this 
lament must have been composed on the death of one of the Kozanoglus who, it would seem, must 
have been beloved by his people.

Karacaoglan. A famous musician-poet of the Qukurova region. Neither his reál name nor the 
date and piacé of his birth are known. Karacaoglan is a nick-name which he adopted according to 
the customs of the musician-poets. It is customary that the poet should reveal his name in the last 
stanza of the poem. We have such an example in No. 11:2/53. In one of the poems in a főik tale 
dealing with the adventures of Karacaoglan which I collected198 the poet gives his reál name. If one 
could trust this text his reál name would be Halil. According to available evídences, he must have 
lived in the 17th century.

On the text of No. 12:2/56b—56c. According to the Information I received, the text of this 
lament was made by a musician-poet whose name, according to the nick-name revealed in the last 
stanza, would be Asiye. This word is pronounced Asiya in the text. In November 1969 the peasants 
pronounced it in the same manner. Should we consider this pronunciation as a dialectic difference? 
In this case we must admit that the author of this text is a certain peasant woman of the name of 
Asiye, capable of composing verse and who, according to the story told by the peasants, would be 
the wife of the peasant who died. In folklóré texts, however, we have examples of a certain formula 
whidi consists of introducing a word without any significance at the beginning and at the end of a 
verse with the object of obtaining the starting point fór a rhyme. This formula is used in the texts of 
eleven and eight syllables. The words which these two meaningless expressions frame are almost 
always expressions such as “deli gönül”, “deli gönlüm”, “yavrum”, etc.... In our text the verse is: 
“Anya da deli gönlüm Asiya”. I am convinced that Astya is a dialectal deformation of the name of 
the author of the poem.

As to the story of the lament, it seems to be about a young married mán who was a deserter 
during the First World War. In order to escape the gendarmes he took refuge in the chimney of his 
clay house. This being built primitively of stones mixed with bricks eventually collapsed and he was 
trapped and killed.

According to the note which I pút down during my last trip there, the deserter was from the 
viliágé of Tombak in the Mara^ region and that is where he presumably had died. It was alsó added 
that a gendarme of the name of Po$o Mentet who was present at the young man’s death propagated 
the tale in Qukurova.

Karahacih: 17a:2/19b—20a. Karahacth is the name of a nomad tribe. It seems that this tribe 
came from the regions extending between Sandtkh and Aydtn, situated in the north-west of the 
Taurus hills surrounding Qukurova. They migrated about the middle of the last century.

*“ Ibid p. 10.
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Üfgözoglu: 17b:2/24b—25a. According to what various peasants told me, he was in his youth 
a bandit bút he repented and became a highly respected mán in the viliágé on account of his 
wisdom. According to another version, he rebelled against the government. Apart from the text 
I collected, I possess another one which is alsó attributed to him.

Dadaloglu: 18:2/38a. This is the nick-name of a musician-poet, probably from the Av^ar tribe. 
To all appearances, his name is Véli and he lived between 1780—1790 and 1865—1870. He might 
have spent the greatest part of his life with the Kozanoglu lords. Beside his heroic poems he composed 
others which reflect a lyricism close to that of Karacaoglan.

Ahiska Türküsü — Song of Ahiska: 23:2/37. I was unable to collect accurate information on the 
event mentioned in the text. All that I was told can be summed up'as follows: “in Caacasia, after a 
raid, the enemy massacred 12,000 young girls and women and destroyed the city of Ahiska. The 
name of the author of this text is Bénii Emine.” According to the same text, she was the daughter of a 
Pa^a and the sister of a Bey.

Applying the henna: 33:9/5. This is one of the most important parts of the marriage-ceremony. 
Generally speaking the night preceding the day when the bride is solemnly conducted to her husband’s 
home is considered as the farewell of the young girl to her maternal home. The application of henna 
is the ceremony which symbolizes the “demarcation by external signs as well as the beautyfying of the 
one destined to leave one life to be reborn in another”. This is the reason why the application of the 
henna takes piacé in a sad atmosphere, reál or simulated. Indeed, an abundance of tears flows from 
the eyes of the bride, of her mother and those assisting in the ceremony. During the application of 
the henna a song is sung which is more like a lament. The application of the henna is followed by 
dances and music.

Praising the bride: 34:10/4la. The day after the henna-ceremony the bride is officially taken to 
the home of her husband. This is where the young girls who récéivé the bride sing songs known as 
“praise of the wife”. These songs contain praises of the wife as well as mokery of the husband.

Ilbeyoglu: 36:12/19a: Ilbeyoglu seems to be a feudal lord who was alsó a musician-poet. The 
Ilbeyoglu tribe is well known. According to the tale, the farmer was a victim of a calumny due to 
one of his relatives who was in lőve with his wife and he was taken by order of the Sultan to 
Istanbul where he remained a prisoner fór many years. He was later known to be innocent, liberated 
and returned home where, by the Sultan’s permission, he took revenge upon his enemies and, after 
many years of suffering, was reunited with his wife who had awaited her husband’s return with 
great patience and resignation.

Halay. Generic name of dances of the regions of (^ukurova-Taurus in the south, and of the 
Qorum-Sivas region in the interior of Anatolia. These dances can be executed by an ensemble of mén 
alone, women alone or by a mixed group of women and mén. Halay is essentially a “suite” formed of 
dances with “slow, moderate and vivacious” movements which succeed each other without interrup- 
tion. The three sections of Halay which go from the slow movement to the vivacious are known as 
“ Agirlama”, “Ortalama” and “Yeldirme”. Nevertheless, it should be added that certain Halays 
contain only two sections and somé others can have as much as four. The slow dance of the beginning 
and the quick dance of the end are executed with melodies with four or two beats, whereas fór the 
moderate movement an aksak rhythm is often adopted, with ten primary beats and four aksak beats.
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The Instruments whidi accompany the Halays are, above all, the davul and the zurna. Most 
melodies executed on the zurna have words. That is to say, they are tempó giusto songs executed with 
legions of fantasies on the instrument. When the women dance among themselves the accompanying 
instrument is most often a deblek, a percussion instrument replacing the davul. In its turn, the song 
replaces the zurna.

In certain regions the slow part alternates with parlando songs. The parlando melodies of this 
collection whidi have the title of “Halay Havasi” (air or song of Halay} are all melodies sung 
alternately with the dance.

Keman, Kemane, Kemence: 8a:l/29—30. The word “keman” is used in Turkish fór the violin. 
This instrument whidi was imported from Europe infiltrated even intő villages of certain regions 
bút the tuning and the playing of the instrument had undergone considerable modifications. Indeed, 
the normál tuning of a violin whidi is done in three fifths gave way in the villages to two fifths and 
a quart. This tuning has been adopted by the interpreters of traditional learned music whidi is 
played in the cities. The tuning fork plays no part on the tuning of this instrument whidi is tuned 
according to the voice of the peasant-singer. The peasant violinists play while they sing. This is a 
very easy procedure fór them. Instead of piacing the violin on their shoulders they pút it more or 
less vertically ön their knee or húg it between their legs. This position of the instrument results in a 
horizontal grip of the primitive bow and the needed tension of the strings is regulated by the fingers.

Aside from the normál violin the peasants use Instruments with bows of different shapes. Since 
this is nőt the piacé to go intő details concerning musical Instruments used in Turkey, I will confine 
myself to refer only the “kémén”, a corruption of the word “keman”, an instrument with three 
strings, the “hegit” or “egit”, alsó with three strings; note the similarity of its name with the 
Hungárián name “hegedű”.

As to the instrument used by the peasant in melody No. 8a:l/29—30 and whidi had surprised 
Bartók, it was a sort of very primitive violin with a sound box made of tin. In my book I noted 
the name of this instrument as “kemane”. Riza Yalgin who knew the places and customs of Quku- 
rova was willing to take us to Osmaniye where we saw the instrument in question. In his book on 
Turkoman Instruments he gave the name “keman” to this instrument whidi he acquired fór the 
Ethnographic Museum of Adana. In his turn Bartók wrote “kemence” on his transcription sheet. 
This word could nőt have been pronounced by the peasant since my note gives exactly what he said, 
bút by somebody else in our group. There are two kinds of “kemence”: one is the instrument of 
traditional learned music whidi peasants do nőt know. The other is a string főik music instrument 
used east of the Black Sea. These two Instruments with bows have three strings. If one differs from the 
other either in form or tuning, they differ even more from the instrument used by the old peasant 
owing to the number of strings.

•
Inzva. This is the instrument used by the peasant fór melodies Nos. 18:2/38a and 23:2/37. Turkish 

főik music knows various Instruments with pindied strings. There is a family of various types of 
them, generally with long handles on whidi are attadied mobile ties. The smallest one in this family 
has two strings and the largest contains twelve whidi are grouped in units of four strings. Between 
these two come the instrument with three, four, six, eight and nine strings. They are instruments 
with pindied strings. Their soundbox is oval-shaped.

There is another group of instruments with pindied strings as well. They differ from the former 
kind only by their soundbox whidi is rounder in shape. Until now I have known only three types 
of these instruments: the type with six strings whidi I saw in Sárikámig in 1937;199 it was called 

fögür . The type whidi is used in the Qukurova region carries the strange name of “inzva”. The 
type used alsó in Qukurova with a soundbox slightly smaller than the “inzva” is known by the name

Cf. A. A. S.: Rize, Artvin ve Kars Türkü, Saz ve Oyunlan, Istanbul, 1937.
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of “cura irizva” (small irizva). It is on this last instrument that the peasant who sings the two 
melodies of this collection accompanies himself. His tune is given by Bartók in his transcription 
of No. 23:2/37.

Zurna. Wind instrument with double reed, a kind of a primitive oboe. Three types of zurnas 
are used in Turkish főik music. “Cura zurna” — small zurna, “orta zurna” — médium zurna and 
‘kaba zurna” — low zurna. The names may differ from one region to another, bút the Instruments 

are always the same. The instrument used by the musician fór the dance melodies of this collection 
is a “cura zurna”.

The zurna is always played with the accompaniment of the davul. In certain regions the davul 
accompanies a couple of zurnas, one playing the melody, the other serving as a bourdon on the final 
tone.

Continuous playing executed by the inhaling of air through the nőse while the air accumulated 
in the mouth comes out of the holes of the Instruments characterizes the playing of the zurna. In 
fact, this technique is applied to all the wind-instruments in Turkish főik music.

Davul. This is the instrument which Bartók calls “daúul”. It is a percussion instrument, a sort 
of primitive kettle-drum which always accompanies the zurna. Its wooden box is surrounded on 
both sides by two wooden circles, tied together by a strap which goes around the box embracing it 
crosswise. To play the davul a sort of thick wooden pad and a thin stick are used. The player 
holds the stick with his left hand and uses it to mark time without accents and at the same time 
to make rhythmic variations to enrich the effect of a simple rhythm. The thick pad serves to mark 
the accents.

Davuls are of two dimensions: “kaba davul” is larger and emits a deeper sound than the “cura 
davul”. The davul which the peasant used fór the dances recorded in this collection is a “c^ra davul”.

Deblek. The percussion instrument known in Europe as a “darbouka”. It is a sort of orientál 
pitcher made out of clay in the form of a round vasé with a long and fairly wide neck. The vasé 
being made without a bottom, that part is covered with a membráné. It is the favourite instrument 
of women when they sing or dance among themselves. Bartók’s note referring to the instrument 
accompanying No. 40:13/13a is about this instrument.
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WORDS OF THE MELODIES

200 Before we proceeded to make the recording I have noted bunun (= of this) [i.e. of this baby] instead of gelsin - 
let him come.

la:l/21b NENNI

Davulcular | dama doldu, 
Dam bajima ] zindan oldu, 
Bábán duydu | $am’dan geldi, 

Rt • Nenni yavrum, | nenni. 
R2 Yedi yilda | bir buldugum, 

Nenni guzum | nenni.

Nenni jaldim | sadesine (= seda --) 
Atlim inmij | odasina 
Qagnn gelsin200 ) babasina

Rt Nenni görpem | nenni.
R2 Yedi yilda | bir buldugum, 

Nenni yavrum | nenni.

lb:l/22b—23a ÁGIT

Gaplan geldi | bagirmaya
Yaji degdi | yirmiye (= yigir --) 
Her annenin | kán degil 
Böyle yegit | dogurmaya.

R. Of, of.
Yüce dagda | fám yikildi
Dali budagi | yere döküldü201
Kalksana ya | Sar’Ahmedim (= San Ahmedim) 
Koca babaym | (= —nin) beli büküldü.

R. Of, of.
Üzüm gara, | (= ka -) düzüm gara 
Salkímcigmi | (= --cigimi) düzüm gara 
§imdi yemmim | dayim duyar 
Aglamaya | yüzüm gara.

R. Of Sar’Ahmedim of.
4+4
Var. 11/2:2 + 3 + 3

II/4:5(2 + 3) + 5(2 + 3)

2,1 The word yere — to the ground was added while recording the melody.
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2:l/23b
Evlerinin | önii gaya (= ka -)
Gayadan (= Ka —) bal^arlar aya 
Havhdaki 1 (= Avlu —) duru (= do -) taya 
Bin gidelim | emmim oglu.

Evlek kestim, | biber saftim
A1 okuzum | fifte gojtum (= ko? -) 
Ben bir haláyal | (helál) mala dü?tüm 
Ben gidemem 1 emmim gizi ( = ki -).

4 + 4
Var. 1/2:3+ 3+2

3:l/56a AÖIT
Sarptír yayla|nm yollan
Kilim dokur ! ag elleri
£oksundun mu | gadir (= ka -) Mevlám
Mór perjemli । gelinleri.

Sarptír yayla|nin yolagi
Eksik dile|men dilegi
Nasil metheyleyem | böyle güzeli
Sürmeli Hak kin melegi.

Yaylalarda | biter yonca
Gami?dan da | belin ince
Nasil giydin | (= kiy -) gadir (= ka -) Mevlám 
On alti yafjmda gence.

Var. 1/1; 11/1,2:2 + 3 + 3
11/4:3 + 2 + 3
II/3:6(2 + 4) + 5(2 + 3)
111/4:3 + 3+2

4:l/40c AÖIT

Seni vuran | dagli miydi
Gurjuncugu | (= Kur —) yagli miydi 
Garjidan (= Kar —) dü?|man geliyo (= — yor) 
Elin golun | (= ko -) bagli miydi.

Seni vuran | kürt muyudu (= müydü) 
Gurjuncugu | fiit miyidi (= miydi) 
Gar?idan düjlman geliyo 
Elin golun | güt(= küt) muyudu.

Var. 1/3; 11/3:3 + 2+3

5:l/26a AÖIT
Gizlar (= Kiz -) doplanjdi (= top --) mezere (= - zara)
Ehmed (= Ah -) ugrami? nazara
Haber salin j gardajina (= kar —)
Posta geli|yor bazara (= pa —).
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Yazlar geldi | yazlar geldi
Gátér (= Katar) ile | gazlar (= kaz -) geldi
Yékin sünnel’ | oglum (sürmeli oglum) yékin 
Top top oldu | gizlar (= kiz -) geldi.

Gani (= Ka -) civil | civil akar
Yaylanm sütnlbülü (= sün --) goyayir (= kokar)
Zaliym (= - lim) írni? | (= imi$) zalim (= - lim) dü^man
Sol bögründen | gama (= ka -) soyayir (= sokar).

Var. 1/1,2, 4; 11/3:2 + 3 + 3
111/2:3 + 3 + 2

N.B. Before the recording he sang the second stanza at the beginning, as first stanza.

6:l/22a ÁGIT l

Gapiya (= Ka —) bay|rak dikmedim 
t^eri gejlin díkmadim (= tik --) 
Yerinek getti j (= git -) de duranim 
Ginali (= Ki --) par|mak síkmadim.*

Alii bayrajgmi afin
Qerkes atli|sini sejin
Ben oglumu 1 everiyom (= — yorum) 
Pirtisini | eyi sefin.
* (var. dutmadim)

Var. 1/1, 2,3,4:3 + 2+3 
11/1,2:2+4 + 2

7a:l/21a NENNI

Inc’elekten | (= Ince) eledigim
R. Bebem oy yoy oy yoy 

Kum topraga | beledigim
R. Yavrum nenni | nenni | nen. 

Seni Haktan | diledigim 
Mevlám sana | bir can versin

R. Yavrum nenni | nenni | nen.

7b:l/31a
BEBEK

OYUN HAVASI

Deveyi de^veye fattim
R. Bebeg (= - bek) oy oy oy

Yulann boyinuma taktim
R. Nenni de | nenni de | nenni de | neyiyen ( = nen) 

Gayin (= Ka -) babam)dan hicabettim
R. Bebeg oy oy oy

Bebek galdi | (= kai -) diyemedim.
R. Nenni de nenni de | nenni de | neyiyen.

Havada du|man yeli§ir
R. Bebeg oy oy oy
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Cadirda düjjman gulujur
R. Nenni de | nenni de | nenni de | neyiyen. 

[Geriden döndüm baktim kine 
Bebegi gumiár (= ku$ -) bolujur.]*

Var. I/l,2:3+3+2
I/3:2 + 3+4
11/1,2, 3,4:3 + 2 + 3

* Nőt recorded
8a:l/29—-30

Kurt paja fik|ti Gozan’a (= Ko --)
Akii yetmez | bu düzene
Oldürmüjler 1 Guzanogluyiy (= Kozanoglu’nu)
Yasak mezelrin gazana (= ka

Istanbul’un | álimleri •
Ne zor olur | tálimleri
Kör olasi | Dervi? pa?a
Hep dúl goydu | (= koy -) yetimleri.

Gög (= Gök) yüziinde | dönen gu?lar (= ku? -)
Bu gu$lar ne|rede gi?lar (= ki? -)
Zabitlar sün gü sokunca
Agam oku|maya ba?lar.

Magarada | at oynagi
Ginldi (= Ki —) eli|min degnegi
Hátina (= - tu -) ber|güzar gitti
Agamin gandi (= kan -) gögnegi ( = gömle -)

Garaldi (= Ka --) Yagllik garast (= ka --)
Ganjti (= Ka —) Go|zan (= Ko -) arasi
Ünü böyük | Guzanoglu (= Ko —)
Ag gögsü sünjgü yaresi (= - rasi).

Amanin böy|le olur mu
Ogul baba|yi vurur mu
Padi?ahin | zabitleri
Bu dünya si|ze galír (= ka -) mi.

Var. 1/4; VI/2:2 + 3 + 3
III/2; IV/3:3+3+2
1/1; III/3; IV/4; V/l, 2, 4; VI/1, 4:3 + 2 + 3
111/4:2 + 4+2
1/3:4+5
IV/2:3 + 3 + 3

8b:l/46a KOZANOÖLU RÜSTEM OGLU

Kurt pa?a fik|ti Gazan’a (= Ko --)
Akii yetmez | bu düzene
öldürmüjler | Gozanoglun (= -- lunu)
Yazik meze[rin (= zanni) gazana (= ka -).
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208 Before the recording he said: Gelin seni öpemesim.

Istanbul’un | álimleri
Ne zor olur | tálimleri
Kör olasi) Dervi? Pa$a
Hep dúl goydu | (= koy -) gelinleri.

Var. 1/1:34-2 + 3
I/4:2 + 3 + 3

8c:l/55a
Si?an dolapjta n oturur
Guyrugun (= Kuy —) ba|la batirír
Hizmetkára j söz yetirir de
Sözjü (= - cü) ba$i | gucucuk 1 síjaym (= si^an).

Gaplama (= Kap —) gi|lif (= ki -) belinde
Siingü dagh (= tak) mar|tin elinde
Dün gece Hallep yolunda
Kervan almi? | gucucuk 1 sifayin (= si^an).

Sigan gélir | zurbaynayn (zurba ile)
Be$yüz atli | gürbeyneyn (görbe ile)
Ekmégn (= - megini) al ga^ar (= ka -) torbaynan (torba ile) 
Candarm’olmu? | (= - darma) gucucuk | sifayin.

Var. 1/1; 111/3:2 + 3 + 3
1/2; 11/1,2,3:3 + 2 + 3
1/4; II/4; 111/4:4 + 3+2
111/1,2:4 + 3

8d:l/57a
Ezmeyinen | (= Ezme ile) üzmeyinen (= üzme ile) 
Yar bulamam | gezmeyinen (= gezme ile) 
Akin zapli | (= sáp -) gazmayinan (= kaz —) 
Gizlar (= Kiz -) dessin | mezerimi (= - zanmi).

Others, jokingly:

Dur biraz ben de dejeyim.

E}ib* mezerimi | (= - zarimi) derin edin
Sular serpin | serin edin
Emmim gizinz | (= ki --) yimam (= imám) edin 
Gizlar (= Kiz -) gilsin | (= kil -) cenazemi.

Var. 11/1:2+4 + 4
11/3:2+3 + 2+2

* This word was added while recording the melody

8e:l/14a HACI BEY

öküz aldim | gojamadim (= ko —) 
Yegid oldum | yajamadim
[: Námusuma | ar geliyor
Gelin seni | bo?amadim.202 :|
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At203 ifinde I at ifinde

203 Bartók writes “art” instead of "at”. I listened again to the recording and couldn’t discern “r”.
204 In its repetitions: Bu almayi bi (= bir) yaranim atti.
205 Before proceeding to recording he said: buna (= to that), whidi seems to be more correct.
20’ Gelir instead of gider.

Agár (= - gir) buyag|lar (= - kagi -) gifinda (= ki -) 
|: Ellet yaylafdan geliyor
Haci beyim | yog (= yok) ifinde.

Hayvah’da | (= Ay —) biter gavak (= ka -)
Yagmur yagar | uvak uvak
Ginamayin | (= Ki —) aglar (= - ga -) beyler
Elim ginal | (= ki -) yüzüm duvak.

Hay vali’nin | (= Ay —) yazilan
Ceten avlar | tazilan
Goi goi (= Kol kol) olmu$ | sudan gelir
Haci beyin | guzulari (= ku —).

Var. 11/2,3:2 + 3+3

9:1/59
Bu almayi | kim di§ledi
<Jevre yanin | gümüjledi
Buna bana | bagi?ladi

R. Bu alma bir | dóst almasi.

Bu almayi | ben dijledim 
Cevre yanin | gümü$ledim 
Bunu dosta | bagijladim

R. Bu alma bir | dóst almasi.

Bu alma bir | dalda bitti 
Dal dal oldu | kolun atti 
|: Bu almayi | kimler atti204

R. Bu alma bir | dóst almasi. :|

Bu alma dü$tü | tekerlendi 
Mahmut bana205 | fikirlendi 
Elime aldim | jekerlendi

R. Bu alma bir | dóst almasi.
Var. IV/1, 3:5(3+2)+4

10a:2/32a KARACAOÖLAN

Alá gözlerini I sevdigim dilber
Senin bayijlann | (= - ki? —) bana yan gelir208
Bu diinyede | (= - yada) yavn (= - ru) gőzei (= gü -) sevmeyen, sevmeyen 
Ahrete [= Ahratina (= - retine)] hayvan gel|mi$ bűn gider, bűn gider.
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107 Instead of ucundan. The last word ucundan of the first line of this stanza means: írom the end, and the same 
word, here, means: because.

Telli mahramasin | atmi$ ba$ma
Gudiretten (= Kudret -) galem | (= ka -) sekmi$ ga$ma (= ka —)
Bir yegit (= - git) de dü$melyince ejine, efine 
Ah dedik^e yüre|ginden gan (= kan) gelir, gan gelir.

Dügün olur arab | atlar égre^ir (= eri$ir)
Bayram olur ganli^(= kan ~^Jn|sanlar ban$ir
Durmaz göynüm (= gönlüm) derdim | ilen ogra$ir, ografir
Ga$in (= Ka -) ilen girpikjlerin (= kir —) ceng (= cenk) idiyr (= eder).

Garac’oglan (= Ka —) dér böyle oluptur
Alá gözün gan (= kan) ya$ ile doluptur
O1 asirdan béri ádet oluptur
Parmaxlann (= - mák --) memen ile han gider, han gider.

Var. 1/1,2; 11/1:6 + 5
1/3, 4; II/2, 3, 4; III/l— 4.:4+4 + 3

11:2/53 KARACAOGLAN TÜRKÜSÜ

Avjar begle|rinde | gördiim bir gőzei (= gü -)
Gozan ( = Ko -) ara|sina 1 jekmi? göfünü 
Ah | nasil medheyleyim | böyle göze|ligin 
Sirmayjpan (= Sirma ile) ga|ri$dir|mi$ (= ka —) sajim.

Her sabah sa|bah da | gendinin (= ken --) | öger
Altin sa£ bagi 1 da | topugun döger
Sade ga$iy|nayen (= ka;i ile) girpigi 1 (= kir —) deger 
Acem ölke|sinin | tahtin (= taht-u) tacim.

Mis goyuyor | zülülfünün u|cundan 
öpeyidim | al ya|nagin purlcundan 
Eglenip gal|digim | (= kai --) senin yü|zünden207 
Ü$ be? sene 1 bekléye|lim Hacin’i.

Garacaoglan 1 (= Ka -) dér de | yeglendim | galdim (= kai -) 
Muhabbet ne yimi$ | yenice | bildim 
Kimse dahletlmesin | miriden | aldim
Üf be$ sene | gözelle|rin (= gü —) pacim (= ba --).

Lines of different structure than 6 + 5: 
1/4; III/l, 2, 4; IV/4:4 + 4 + 3

12:2/56c ÁGIT

Dinleyin agalar | benim sözümü
Has bahja (= - je) ifinde | gül emmim oglu 
tmmim oglun arabasin | £ikmi$ gidiyor 
Bu gazaya (= -- yi) Allaha | (= dán) bilemem oglum (= bil emmim oglu).
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”9 In my note book I had noted: “leaving ^ukurova fór the high plateaux.”

Yégit dara düjmü? de | bogazin yirlar 
£ok da fabalami? | biyigin terler. 
Gelin bakin ehali | gazilmi? (= ka --) yerler 
Elinizde var midír j bir emmim oglu.

Imám gelmi? gof 1 (= kof) yegidi yumaga
Yuyup onu dar me|zere ( = - zara) gomaga (= ko --) 
Dutmadi (= Tűt —) dillerim | öldü demaga (= - mege) 
Billáha (= -- hi) dutmayo | (= tutmiyor) dil emmim oglu.

Lines of different structure than 6 + 5: 
I/3:(6>)4 + 4 + 5 
1/4; II/3, 4:(6>)4 + 3 + 5 
111/1,2:4+4 + 3

13a:2/12b CAMIZ ALI AGITI

Ah
Bileydim de Derincz’y<z (= — ce’ye) varmaz|dim
Gélén belelara i da | (= belá --) gar?i (= kar -) durmaz|dim
Cifte guzulan : (= ku —) daye | garip ( = yetim) goymazldim ( = koy —) 
Yuvasiz galdi | (= kai -) garip anam | fifte guzular (= ku

Ah
Cenazemi | de sardilar | hayvana
El ettiler | Badrasaya | méydana
£ifte guzulanm | (= ku —) da galdi | (= kai -) da gadir Mevláma 
Emaneti senin | gadir ( = ka -) Mevlám | fifte guzunun (= ku —).

Var. 1/1; 11/1,2:4 + 4 + 3
1/2, 3:6 + 5
I/4:5 + 4 + 5
11/3:6+4 + 3
11/4:6 + 4+5

13b:2/58 DADALOGLU”8

Dignen (= dinleyin) agalar da | birem birem söyle|yim
Afjin fafjin | yolun var daglar
Gamalakli gararldifli (= kara ardifli) sekili
Selvili sögütlii | falin var daglar.

AZáhar (= Ahír) daglannda | Mara? beyini
Engizekte derler j elin fogunu
Beytisaracig (= -— cik) da | Gonur dagini
Gogsün (= Göksun) gözeli (= gü —) derler | elin var daglar.

Var. 1/1:6+ 7
I/3:4 + 4 + 3
1/2, 4; 11/1,2, 3:6 + 5
11/4:7+5
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14:2/52a
KARACAOGLAN 

(From two different poems)

§ahin (= - hin) dedicen (= - cegin) da bir ' curaca gujtur (= ku? -) | gu^tur 
Gőzei (= Gü -) dedicen (= -- cegin) de | gözünen ( = gőz ile) ga$tir (= ka? -) 
|: Gadir (= Ka -) Mevlám | dosta209 gavu?tur (= ka —) 
Uzag (= - zak) ise yayin | (= kin) eyle yolumu.

Evvel altin idirn | de ?imdi turabim, turabim 
Ayn düjtüm nazli | yardan yiradim (= tü —) 
Gadir (= Ka -) Mevlám | verseyidin muradim 
Haramlara elimi210 | sürmezdim.

Lines of different structure than 6 + 5:
1/3:4+.. 2 + 3
1/4; 11/3:4+4 + 3
11/4:4+.. 3 + 3

15:2/1
Istanbul’dan | fi/tim (= fik -) dirya | (= dér -) yüzüne 
Meylim dü?tü ermejninin j gizina (= ki -)
Yeme ifme bay (= bak) yav|nnin (= - runun) gö|züne 

R. Al beni terkine | gidek (= gidelim) kürdoglu.

Ganli (= kan -) fyerkes (= fér -) ?afah|layin (= - fák --) uyandi 
Ag yanagi al ganjlara (= kan —) belendi 
Buna fyerkes gizi | (= ki) nasil dayandi

R. Al beni terkine | gidek kürdjoglu.

Ufacik tajinan | kaié yajpilmaz
Qgip figip (= - kip) yár yo|luna ba|yilmaz (= - kil -) 
Bir ben ölmeyinen álem yi|xilmaz (= - kil -) 

R. Al beni terkine | gidek kürd|oglu.

Irgatfilar sokmu? | ellinen elli
Qyerkes gizi tayinlmi? (= - kin -) be§ibir]ligi 
Alsam gitsem eder|miyik (= — yiz) dirligi 

R. Al beni terkine | gidek kürd|oglu.
Lines of different structure than 6 + 5:
1/1, 2, 3; II/l, 2, 3; III/2; IV/3-.4 + 4 + 3
1/4; II/4; III/l, 3, 4; IV/1, 4:6 + 5
IV/2:(6>)4 + 3 + 5

16:2/7
Gapimizm (= Ka —) önü | yügsek (= yük -) fevirme 
Gadir (= Ka -) Mevlám bu yiljlik da a|yirma 
Mapiz (= Mahbus) oldugumu | yáre do|yurma (= du --) 
Duyar Leylá’m | ifa|déyj feviri rir).

m Here, the word beni is missing '. dosta instead of beni dosta.
110 The word ben is missing: ben elimi.
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Leylá’m galk (= kaik) gidelim | yolumuz irak 
ír aga dayanmaz | dertlidir yürek 
Hacinineyi de | biz kimden | sorak

R. íjte x*rip | /arip (= ga -) gedi|yor (= gi --) Leylá’m 
Ganjti (= Ka —) kürtiere | gediyor | Leylá’m.

Leylá’m galk (= kaik) gidelim ] Haci kö|yüne 
Acemisin | gugene|mem (= gü —) hujyuna 
Leylá’m gurban | (= kur -) ólam ] usul bo|yuna

R. l$te garip | garip | ( = ga -) gediyor | Leylá’m.

Mavi forap geymi? I lapfin ilfinde
Dökünmü? lávanta | gho/ar (= kokar) sajpnda
Ben Leyláy; (= Laylá’yi) yitirdim | kürtler i|finde

R. íjte garip garip | gediyor | Leylá’m.
Lines differing from 6 + 5: 
1/2, 4; 111/2:4+4 + 3

17a :2/19b—20a KARAHACILIAGZI

Gedup gedup | (= gidip) ger’ar|kana bakin|ma 
Naz götürmez | yürelcigim ezgin|dur ( = -- dir) 
Yanagina | cihán | (= - ga) teller sokunma 
Yar elinden | yare|lerim azgindur (= -- dir).

Ben seni bilirim de | gücücükten | güzelsin
Yad avcidan | ceren | gibi tezer|sin
Dostum neden | melül | (= - lül) mahzun gezer|sin 
Baj bir yana i zilifjlerin (= zülüf --) eygin|dür.

Dér Karaca oglan | dedim otur|dum
Oturdum da | lále | sümbül bitirdim
Gendim (= Ken -) Istanbul’dan | ferman getirdim 
Herkesin sevldigi | (vériisin) deyi.

1/1—4; 11/2,3, 4; 111/2:4 + 4 + 3
II/l:6 + 5>6 + 7
111/1,3,4:6 + 5

N.B. The third stanza belongs to a different poem by the same poet.

17b:2/24b—25a ÜQGÖZOGLU AGZI

Dinleyin agalar da | Üjgözoglu manisini söyleyem
Mani sayilmaz da | ögüt sayilír
|: Her yégit ne bilir I de | sirnn giymetin (= kiy --)
Sir altin tereziye (= - ra —) gar|$i (= kar -) goyulur (= ko —) :|.

Yégit istereim ki de | sözü gaim | (— ka -) óla üstüne 
O erer de muralzina ( = — dl -) dostuna
Deme yar eline | o dér dostuna 
Bir agizdan fikan bin | agiza yayilir.
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N.B. I collected the following two stanzas, that belong to the same poem, in November 
1969 by the same mán who had sung fór us in November 1936.

Síjandan ötede si^anin suyu
Bír yegit sirrini vermezse o eyi
Bazi kötüler var ögünür ...
Co$ar menciliste (= mec —) bo$a yay olur.

Si?an’dan ötede si$an soyulmaz
Bír agizdan fikan geri koyulmaz
At firsat (or: at pusat) vermegile yegit soyulmaz
Sirnni yad ellere vérén soyulur.

Var. 1/1:64-4 + 4 + 3
1/2, 3; II/3; III/l, 2, 4; IV/1, 2:6 + 5
1/4; IV/3, 4:7 + 5
II/1 :6 + 6 + 3
11/2:4 + 4 + 3
11/4:6 + 4 + 3
111/3:6 + 3+...

17c:2/62—63
Zeytinbeli | giirleyerek
Ben gizimi | (= ki --) gelin ettim 
Ben gizimi | (= ki —) gelin ettim 
Üzengisi | parlayarak.

Gizin (= ki -) gizlalnn (= kiz —) iginde 
Yemen ginajsi ( = ki —) sa?inda 
Toriak mayajlar gibi salinir 
Zeytinbeli’nin | i^inde.

Arkasinda | Qay örgüsü
Bu da Servejr’in görgüsü 
Ginamayin | (= Ki —) emmi dayi 
Gözellik Aljlah vergisi.

Evlerinin önü firez
Aklim §itlattin birey (= - ráz)
Yüz gülgiilü dudák kirez 
Ben de verdim bir yosmayi.

Gelin gizlar (= kiz -) gelin gizlar 
Alt gapiya (= ka —) durun gizlar 
Server’imi öldü derler 
Kefinini dürün gizlar.

Nerden gelirsin yelerek
Anniyin (= Alninin) térin silerek 
Ben Server’ime muska yazdirdim 
Gece uykusuz galarak (= ka —).
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211 Var............degmez kiymetin.
212 Cf. Sadeddin Nüzhet: A;ik Kerem’in ?iirleri, Halk Bilgisi Haberleri No. 38, p. 38; 15 July 1934, Istanbul.

Lines differing írom 4 + 4:
II/l, 2; III/2; VI/1, 4:2+3+3
III/4; VI/2:3+ 2 + 3
IV/2:3 + 3+2
II/3; VI/3:5 + 5
11/4:5 + 3

18:2/38a DADALOGLU

Ey
|:Göy (= Gök) yüzünde bölük | bölük durnalar (= túr —) :|
Erken (= - kán) eyle ?u halima ( = - bime) bak benim
l:Dey $ahin (= - hin) pen^e vurdu ganatlanm (= ka —) yareli, yareli 
$u siname ( = - ne -) bir ok degdi berk benim, oy berk benim :.

l,2,4:4 + 4 + 3
3:6 + 5

19:2/14b—15
Nice methrdeyim | sevdigim sejni
Rumeli Bosínayi | deger gözlelrin
Álemde bujlunmaz | ruh-u revájnin
Izmir’i Gon-ya’yi | (= Kon —) deger gözle!rin.

Alnina fajkilmi?; gőzei ni$a(j)ni
Seni sevenjlerin ) artar fúgajni (= fi —)
Kars’i Ahisjka’yi | Erzurum Vajn’i
Balh’i Puhajra’yi (= Bu --) deger gözlejrin.

Kimsede görjmedim j sendeki najzi
Yemen’i Bagjdad’i | Acem $ira|z’i 
Biitün Gürcüsitan’i Misir Hica(|)z’i 
Hind’i Hindisitan’i deger gözlejrin.

Gőzei sözlü : go$ (= ko£) yelgitte naz ojlur
Vakti gelir ; gúl (— gül) a fihr yaz o lur
Misir’in haznasin [ (= - nesin) versem az ojlur 
Bütün Is;tambul’u | deger gözlejrin.

Dér Garacaoglan (= Ka--- ) eylerim metin (= medhin)
Bulsam yanagmda buse himmetin
Yüzbin jeher (= - hir) saysam bilmez211 giymetin (= kiy —) 
Büsbütün dünyayi deger gözlerin.

Lines differing írom 6 + 5:
IV/l,2:4+4 + 3

N.B. This poem is alsó attributed to Kerem212
The meter may correspond alsó to Fáilatün + fáilátün + failün of learned poetry.
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20:2/57b HAN MAHMUD

Pencereden | mayil | mayil (= mail)213 bakan yar 
Cigerimi | íjk ö|düne yakan yar 
Ben ölürsem | sen kim)lere bakan yar 
Bana senden | oldu | kimé ne diyim.

Pencereden mayil | mayil bakanm
Cigerimi íjk ö|düne yakanm 
Sen ölürsen I Aksu|rayi yikanm 
öldürmeyin Mahmu|d’u | ben de ölürüm.

Al yüksek pencereden I yere bakilmaz
Yüce merdivenden | aman ?ikilmaz
Ben ölümden bír ben ölmeyinen | álem yikilmaz
Bana senden oldu | kimé ne diyem.

Var. 1/1,2, 3; 11/1,2,3:4+4 + 3
1/4; 111/1—4:6 + 5
11/4:7(4+ 3)+ 5

21 a :2/60 K AHYA EFENDÍ

Bír emir gelse de | káhyalar asilsa 
$u dünyadan zürrijyeti kesilse 
Avradi dúl galsa (= kai -) da | gizi (= ki -) basilsa

Rí Ga^aklann (= Ka —) baj düj|mam káhyalar. 
R2 Káhyalar oy +

Deyyuslar oy 
Kerhaneciler oy.

Imamin evinde | tütün tütmesin 
Káhyamn evinde | oglan yetmesin 
Horantacak sabahjlara ^ikmasin 

Rx Ga^aklann baj düs|mani káhyalar. 
R2 Káhyalar oy + 

Deyyuslar oy 
Dümbiikler oy 
Ellisekizler oy.

Candarma gelmij de I bir ge$i (= ke -) dutar (= tu -) 
Káhya da dér kine | (= ki) dört tene (= ta -) yeter 
Bugdayi bulguru | da hep una gatar (= ka -)

Rí Ga^aklann baj düs|mani káhyalar.
R2 Káhyalar oy + 

Diimbükler oy 
Ellisekizler oy 
Kerhaneciler oy.

218 Var. melil melil (= melul melul) “sorrowfully”. This seems to be more correct.
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Lines of different structure than 6 + 5: 
1/2, 4; II/3, (4); (III/4):4+4+3 
1/1:6 + 6
1/5, 6; II/5, 6, 7; III/5, 6:5
1/7; II/8; III/7, 8:6

21b:2/llb— 12a BOZLAK

Ah ey
Yörü dilber yörü | de yolundan ; galma (= kai -)
Her yüze güleni de | dóst olur i sanma
Ah ey
ölümden goryup (= - kúp) da | sen geri i durma, durma
Yegidin alnina | yazilan : gelir ey, | gelir ey, | gelir ey, gelir ey.

Ah ey
ördek gölü bekiér de $ahin | (= - hin) 1 gayayi (= ka —)
Nagdar (= ne kadar) vesfey|lesem de deger | bahayi
Ah ey
Durnudan mi ( = túrna -) akdin da gelin | cigayi, cigayi
Bulamam iistüne mahana (= bahane) ge'lin | gelin ey, gelin ey, gelin ey.

6 + 5

22:2/16 TÜRKMENt

Hí^h ey (B. B. Hn ey)
Havayi (= Havai) da deli gönlüm | havayi, | aman havayi
Alioigujlar ( = ku? -) yügsek (= yük -) yapar | yuvayi.

Hnjih ey (B. B. Hn ey)
Gaterlemij ( = katar —) türkmen gizi | (= ki -) devayi | (= - ve -)
Qekip gider bir gözleri | sürmelim, ah siirmeli.

Hí^h ey (B. B. Hn ay)
Nifin düjtün ju gözelin | (= gü —) ardina |, aman ardina
Gendi (= Ken -) göfsün biz gonalim (= ko —) yurduna.
Hqjih ey (B. B. Hn ey)
Yikilasi garli (= kar -) dagin | ardina
Basip gider bir gözleri | siirmeli, ah siirmeli.

Ah ey (B. B. Hn ay)
Ayagna geymi? girmizi | (= kir —) yemeni |, aman yemeni
Gél dostum galdiralim (= kai —) aradaki | giimani.
Ah ey (B. B. Hn ay)
Ag (= Ak) topuk üstiinde de sandal | tümani
Döküp gider bir gözleri | sürmelim |, ah siirmeli.

Ah ey
Garac’oglan (= Ka —) dér de dili yel gibi
Sirtma geyinmi? sirma tel gibi.
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Ah ey
Yeivafilmi? has bahjada (= - jede) gül gibi
Go/up (= Kokup) géder bir gözleri sürmeli, ah silrmeli.

Var. VI—4; II/l—4; III/4; IV/3, 4:4 + 4 + 3
1/1,2, 3;II/3 may be seen alsó as in conformity 
with a 6 + 5 scanning; III/3; IV/1, 2:6 + 5
111/1:6 + 6
111/2:7 + 7

23:2/37 AHISKA TÜRKÜSÜ

Hey
|: tik agjamdan (= ak dogdu bir san yildiz :|
Üf gün gilij (= ki -) jaldi geceli gündüz of
|: Yazili tevterde (= def --) oniki bin giz (= kiz) :|

R. Gözelleri yesirge de n Ahiska’mn | Ahiska’nm.

Hey
|: nAhiska’nm ardi | cigi dagidi | (= - idi) :|
Bábám paja garda^im da ( = karde$im) bég idi
Hey
:|:Böy|eplmadan bize | ölüm yeg idi :|

R. Gözelleri yesir|ge de Ahiska’mn Ahiska’nm. :|

Ey
|: Adimi sorarsan da | Bénii Emine :|
Altin burma daxinirdim (= tak —) goluma (= ko --) of
Hey

Yolumuz ogradi da | ganli (= kan -) záhm (= - lim) hey :|214 
Padijah’dan imdad ister bu gizlar ey, hu gizlar ey. | 
Yolumuz ogradi n efendim ganh záhm hey | 
Padijah’dan imdad ister bu gizlar.

214 Instead of záhma hey, Zalima seems to be more correct (to the country of the cruel enemy).

Lines differing from 6 + 5:
II/2, 3; 111/2,4:4+4 + 3
1/4; 11/4:7(4+ 3)+4

24:3/45a A§1RET GAYDASI

|: Edém
Bu cerenin | sulaklan | (= - vak —) gayali (= ka --) :| 
Gayasinda | (= Ka —) lale | (= la -) sümbül daya|li. 
|: Edém 
§eker yimi$ | (= ye -) dudaklan | boyali :| 
Seherde gar$ima ) (= kar --) gejti bi (= bir) ceren.

l,2,3:4 + 4 + 3
4:6 + 5
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25:4/26b ÁGIT

Dedenin de | döjü wenli
Nenni Boyraz | oglum nenni 
öldürürler | guzum sizi 
Eskiler evjvelden kélli.

Evimizin | ugru ekin
Yékin gara | (= ka -) dedem yekin 
Aglamaya | ar ediyom (= — yorum) 
Dujmanlarin | évi yakin.

Line differing from 4 + 4: 
I/4:3 + 3 + 2

26:4/49a MARA$LI

Uftu da jahanim (= - hinim) uftu
Ujtu da deryayi gé^ti
|: Göyniim (= gönliim) bir gözele dii?tü 
Zarfedecek (= Sár —) malim yoktur.

1,2, 3:3 + 3 + 2
4:4 + 4

27:5/40a
Her kés sevdi^gini yanina | getirdi
Sallan ge$ garjjima (= kar —) nazli | menekjem.

Annacimdan | gélén gücii|cük gelin
Bi (= Bir) saat gar^imda (= kar —) durajbilin mi 
Divane göy niimün (= gönlü -) táli|bi sensin 
Girildi (= Ki —) galnadim (= ka --) sara|bilin mi.

Var. 1/2; 11/1—4:6 + 5
1/1:6+ 6

N.B. Before recording I noted the first stanza as follows:

Her kés fikti yaylasma oturdu
Hay vasim (= Ay —) turuncunu yetirdi
Her kés sevdigini yamna getirdi
Sallan ge^ garjima nazli meneksem.

This stanza was alsó sang by the same peasant, before we proceeded to recording:

Cikayidim (= Cika idim) ?u yaylamn diizüne, 
Dayanilmaz cilvesine nazina;
Aynasin daragin (= ta —) dizine dizine 
Bogum bogum baj baglayor Fadime.

All stanzas belong to different poems by the same poet.

325



28:5/54
Ay adam
$e cerenin | suvakjlann gezlmeli,
Galem (= Ka -) alip ’ ga?in | (= ka -) gőzön yazmah;
Ay
Girmizi (= Kir —) ögnüklü (= önlük -) de | sári ^izlmali, 

R. Seferde (= - her -) ug^yna j geldi o ceren.

Ay
Gak (= Kaik) gidelim | Garamana (= Ka —) a|$agi,
Iki baci givrak 1 (= kiv -) baglar gu$agi (= ku
Ay
Bize derler | Gávirdag’in u]?agi.

R. Seferde ugrana | geldi o ceren
Agluni (= Ak —) ba$imdan ) aldi bi (= bir) gelin.

Var. 1/1,2; 11/1,2, 3:4+44-3
1/3, 4; 11/4,5:6 + 5

29:5/25b HALAY HAVASI

Dereye en[dim da? (= ta?) bulaimadim,
Bür (= Bir) yüzük yap|dirdim j ga? (= ka?) bulajmadim,
Gendime | (= Ken --) münasip | e? bulajmadim,

R. Tez gél agam | tez gél, | gáti (= ka -) darldayim, 
Garip bülbül | gibi | áh-i (= áh’u) zár|dayim.

1/1:5+ 5
1/2—5:6 + 5

30:6/61
Oaf (= Of)
Kar?idan geliyor da gözelin (= gü —) biri, | of biri, 
Yüzüne vurmu? da ?avkinin nuru, | sürmeli, dóst. 
Oaf
Haddini tani da n da sen öyle yörü, | of yörü, 
Eller azgin olmu? da dil deger sana, ] sürmelim, dóst.

Ont
Gőzei olan gőzei de al velesin baglanir, of baglanir dóst,
Gözeller (= Gü --) sayasinda (= - yesinde) de gönül eglenir eglenir, dóst; 
Oaf
Garbi degmis de gavak (= ka -) gibi igranir, of igranir, dóst, 
Densiz olur da yörüyü?ü gözelin (= gü —), gözelin, dóst.

Lines differing from 6 + 5:
11/3,4:4 + 4 + 3
11/1:6 + 7
11/2:7 + 5
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31:7/9a

N.B. Noted in my book, bút nőt recorded:

Gőzei olan deli deli sahnir,
Qrkin olan jemberine biirünür;
Sathk (= - ti -) giz ( = kiz) da dayimim ( = taki —) furunur (= vu 
Kekilleri (= Káhkül —) top top olur gözelin.

|: Gar$ida | (= Kar --) kürd | evleri
|: Yayilur | (= -- hr) develeri :|

R. Hey anom hey.

|: Oturmu$ | goyun (= ko -) sagar :|
|: Terlemij | memeleri :|

R. Hey gőzei (= gü -) hey.
3 + 4
R: 4

32:8/3b
|: Duda mérdijmen (= -- ven) gurdurn | (= kur -), vay vay, :| 

Ah yare seylájma (= se --) durdum, | of of; :|
|: Yárim gurbe'te gitti, | vay vay, :| 
Ah yedi |yil be|kár durdum,) of of.

R. Bulanir | egar 
Sallinir | egar 
Saf to|puga 
Dolajir | egar.

|: Kelem ektim bayira, vay vay, :|
Ah yil yap|ragin | ayira, | of of, 
Iki hasret | bir yerde, | vay vay, 
Ah Mévlám | gayet | gayira | (= ka —), vay vay.

R. Bulamr | egar 
Sallimr | egar 
Saf to|puga 
Dola$ir | egar.

Bostanjla misinm var
Ah dibinde hasinm var 
ítin köpegin oglu
Ah néremde gusurum (= ku --) var.

R. Bulamr | egar 
Sallimr | egar 
Saj to|puga 
Dola$ir | egar.

Var. 1/1—4; 111/3:2 + 3 + 2
11/1—4:4 + 3

111/1,2,4:3 + 4
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33:9/5 KÍNA TÜRKÜSÜ

|: Bismilláh I édin j ginaya | (= ki --)
Say (= Ság) élin | versin | ginaya
|: (Jagirin j gelsin | anaya. :|

R. Yar elin ginan ' (= ki -) gutlujilsun 
Bunda dirligin ) datlu^= tat-^j)lsun.

|: Hatladi I (= At —) fikti | é^igi
Suírada I ( = Sof --) galdi | (= kai -) ga^igi (= ka --) 
|: Giz anajsimn | dam?i. :|215

215 Var. Yakifigi, instead of dantei. Yakifigi seems to be the correct word.

R. Yar élin | ginan ) al olsun 
Bunda dir|ligin | bal olsun.

|: Mércimek I ekdim | bitti mi
Dalinde (= linda) bülbül ; öttü mü
j: Giz (= Kiz) anan | seni | unuttu mu. :|

R. . Giz ginan gutlulolsun
Bunda dirligin datli olsun. (nőt recorded) 

Lines differing from 3+2 + 3:
I/5(R):2 + 3 + 3 (2+3+4) 
11/3:1+4 + 3
I/4(R):3 + 2 + 3 (3 + 2+4) 
11/5:2 + 3 + 3

34:10/41a GELIN GGÜ$Ü

Maradta gutu (= ku -), 
Iginde otu, 
Ni§anlin kötü.

Rí Geldin gelinim.
R2 Geldin geldin gelinim, 

Sen safa geldin.
Nann agaci, 
Nann agaci, 
Giz (= Kiz) gelin baci.

Rt Geldin gelinim.
R2 Geldin geldin gelinim, 

Sen safa geldin.
Geydigin atlas, 
tgneler batmaz, 
Yaliniz yatmaz.

Rx Geldin gelinim.
R2 Geldin geldin gelinim, 

Sen safa geldin.

Lines differing from 3 + 2:
Rí 2 + 3
R2 2 + 2 + 3
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N.B. Variant of the second stanza:

Nann agaci, 
Kiz gelin baci, 
Ni?anlin hacx.

35:11/65
Zabahdan (= Sa --) ogradim da ben bir | geline, geline, 
Bal bulami? da dodagina | (= du —) diline, diline, 
Harcedeyim de bunca mali | yoluna, yoluna, 
Az gelirse de datli ( = tat -) cani | vermeli, vermeli dóst. 

1:6 + 5
2, 3, 4:4 + 4 + 3

N.B. Partly recorded.

Zabahdan ogradim ben bir | geline
Gelin sultan olmu? élin | iistüne;
Darami? (= Ta —) zilfini (= zülfünü) vermi? timan, 
Döküvermi? ag (= ak) gerdanin üstüne.

Zabahdan zabahdan gél gef buradan,
Aynlik ?erbetin galdiralim ( = kai —) aradan, 
Ne gőzei ( —gü -) yaratmi? seni yaradan 
Ben de seni yaratamn kuluyum.

All three stanzas belong to different poems by Karacaoglan.

36:12/19a ILBEYOGLU

Nercdeydin J jiktin | yolum iis|tüne,
Can dayanmaz | ?u gözelin | (= gü —) gasdine | (= kas gasdine oy,

Gél abdest al | sen imám ol üstüme, ey | üstiime, 
Sagligimda ) cenazemi | gil (= kil) gálán, | gd gálán.

Bénim dostum | fíkmi? | yola oturur, 
Aglayarak | akilcigni | yitirir, uy | yitirir ey.

4+4 + 3

37:12/44
Bey ogluyum | ben hatalar | i?ledim, | urnán | ijledim, 
Hayn goydum | (= koy -) da ?erre ) ba?ladim; 
öpem derken | al yanaklar ) di?ledim, | aman | difledim, 
Agnmadan ' fekilesi | di?inen | ( = di? ile), aman difinen.
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Senin ifin | terkeyledim ( silámi, | aman silámi,
Sarf eyledim biitün olan | varimi;
Kim aglatmi? benim nazh | yarimi, | aman yarimi,
Girpiklerin (= Kir —) top top olmu? | yajinan | (= ya? ile), aman ya^man. 

I/2216:5 + 5 
other lines: 4+4 + 3

N.B. Nőt recorded stanza:

Beyoglu seslenir aman seslenir, 
Engininde n arab atlar beslenir; 
Qig dü?er de mór zilifler islamr, 
Dola getir yar boynuma ya?in al. 

1:6 + 5 
2, 3, 4:4 + 4 + 3

38:12/24a §AFAK AGZI

Inerler, | giderler | de £emi?|özii’ne, of of, 
Hökünüp | salarlar | da yavn Isözüne, | sözüne of; 
Ne zaman | baksam da | dostun | yüzüne, of, 
Dumán fök|mü$ föl görünür | gözüme, | göziime, | göziime of.

1, 2, 3:6 + 5 
4:4+4 + 3

39:12/1 la SENtR AÖZI

Yazzn geldigi de | neresinden | bellüdügen (= bellidir)
Gonca gülün | yapracigi | dürgiindügen | (= — dür), diirdündügen, | dürgiindügen. 
Soguk furmu? ( = vur -) da ] örselemiyen (= — mi?) yüzünügen (= yüzünü), 
Benim gönlüm bir Leylá’ya j furgundur | (= vur —), furgundur, | furgundur, yer of.

Yazm geldigi de | neresinden | bellüdügen (= bellidir)
Ne ded’ola boz bulanik | derelegen [ (= --ler), dereleyen, | dereleyen, yer of.
Her kés sevdi[gini aliyen ( = ahp) yatmcayen (= yatinca), 
Artti derdim, yenilendi I yareleryen, | yareleyen, I yareleyer yer of.

11/3:6 + 5
other lines: 4+4 + 3

40:13/13a
Galadan e|niyordum, 
Qagirsan dö|nüyordum;

R. Yar cimdalh ) cimdalli, 
Sár cimdalli | cimdalli.

|: Derdimden kirjbid (= kibrit) oldum, :l 
Üfürsen yajmyordum.

R. Yar cimdalli ] cimdalli.da 
Sár cimdalli | cimdalli.

*« It is evident that one syllable is omitted by the singer. This syllable may be ben = I.
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: Cimdalli carjjisinda, :
Yar oynar gar jisinda (= kar —);

R. Yar cimdalli | cimdalli da, 
Sár cimdalli | cimdalli.

3 + 4
R. 4 + 3

41:13/31b
Köprünün aljti tiken (= di -),

R. Yé$illim, | yéjillim, a'man aman of, 
Yaytin (= Yak -) beni | gül iken,

R. Efendim, | efendim, égjlen églen.
|: Allah da selni yaxsin (= yak -),

R. Yéjillim, | yéjillim, a|man aman of, 
Ü$ günlük ge|lin iken,

R. Sürmelim, I sürmelim, ajman aman. :|
1,3, 4:3 + 4
2:4+3

Köprünün aljti buzlar,
R. Yéjillim, | yéjillim, a|man aman of, 

Top gediyor j ( = gi --) yildizlar,
R. Efendim, | efendim, ajman aman of.

Vay gene akii ma dü?tü,
R. Yé$illim, | yé$illim, egjlen eglen of, 

Fincan göbekjli gizlar (= kiz -),
R. Sürmelim, | sürmelim, cajnim aman aman. 
1:3+4 
2:4 + 3
3, 4:2 + 3 + 2

42:13/31b
Ormanin boz | giraci (= ki —), 
£ift gezer i ki baci;
$ahan (= - hin) olsam 1 avlansam, 
Goynundaki | (= Koy —) turaci.

1,2:3 + 4
3, 4:4 + 3

Galadan (= Ka —) énjdim düze,
Su bagladim | nerkize;
Yedi yil hizjmat ettim,
Bir gömür (= kö -) gözjlü giza (= ki -).

1,3,4:3 + 4
2:4 + 3
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43a:13/38b

43b:13/33b

Gideyim yoljca yolca,
Yolun gijejgi morca;
Güzel gél bír | öpü? ver, 
Harmana gal|sin (= kai -) bprca.

1,4:3 + 4 
2:2+3+2 
3:4 + 3

Bír avuccuk ki^neyim,
Bir gizinan (= kiz ile) e§neyim (= ájiná); 
Gizin ( = Ki -) babasi duymu?, 
Hí? ardina dü$meyim.

1,2,4:4 + 3
3:2 + 3 + 2

Ay géder u|ca géder, 
Bezirgán géjce géder;
Ag (= Ak) méménin | üstünden de, 
Dogru yol hac|ca géder.

1,2, 4:3+4 
3:4 + 3

Dégermen ö|nü fi^ek, 
Orak geti|rin bÍ£ek; 
Ben dostumu | bilirim de, 
Orta boylu | mór ^ifek.

1:3 + 4
2:2 + 3 + 2
4:4 + 3

HALAY HAVASI

Galadan (= Ka --) in|dim mi?, 
Mendilim do|lu yimi? (= ye -);
Yare saldim j yimemi? (= ye —), 
Yar gendi (= ken -) gel|sin dimi$ (= de -).

1,2,4:3 + 4
3:4 + 3

R. Aman aman | pusank, 
Ba§ta durmaz | bu sárik; 
Doldur sevdigim | gadehi (= ka --) 
Belki yolda | susarik.

4 + 3

Haydi
Indim guyu | (= ku -) dibine, 
Guyu dibi | sazimi? (= saz imi?);
Yalan degil | sevdigim de
Kömür gözlü | gizimi? (= kiz imi?).

4+3
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*

. 43d:13/42a

R. Ah ginfinim, | fin^inim 
öpem agzin | iyini; 
öperken i|sirmi?im, 
Sen bagi^la | sufumu.

1,2, 4:4+3
3:3 + 4

Su gelir hillendirir, 
Bagfayi (= bahfeyi) güllendirir;
Bu sevda nasil sevda, 
Ahrazi dillendirir.

3 + 4

Urfa’nin boz | giraci (= ki —), 
?ift gezer ijki baci;
§ahan olsam j avlansam da 
Goynundaki | (= Koy —) turaci.

1, 3, 4:4 + 3
2:3 + 4

Urfa Ur£a j uc olur
Dögmeleri | tuc olur
Galin (= Ka -) verip | evlenmek den 
Ergenlere | güc olur.

1—4:4 + 3

Galanin (= Ka —) arjdi tiken (= di -) 
Sen yaktin beni I giz (= kiz) iken 
Allah da seni | yaksin 
Új giinlük ge|lin iken.

1,3, 4:3+4 
2:4 + 3

Galanin arjdi tandír
Yandír Alla|him yandír
Beni bir fii11 gu? (= ku?) eyle de 
Yarin gögsiilne gondur (= kon -).

2,4:2+3+2
3:4 + 3
1:3 + 4

44:13/18b
Dud agaci | dut verir 
Yapragini | git (= kit) verir 
Ergen oglan | böyiik giz ( = kiz) 
Sanldíkfa | dat = tat) verir.

4 + 3
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R. §u yanna (= yana) dönjder (= - dür) beni 
Bu yanna dönjder beni 
Ság yammda | yarem var 
Yarime gön|der beni.

1,2,4:34-4
3:44-3

Tűt goyunun | (= ko —) yünlüsün
De bügnürse | bügnüsün
Sev gözelin | (= gü —) eyisin 
Alni da jifte | benlisin.

44-3

R. §u yanna dönlder beni 
Bu yanna dön|der beni 
Ság yammda | yarem var 
Yarime gön|der beni.

§u dere de|rin dere
Kölgesi (= Göl --) selrin dere
Gizlara (= Kiz —) du|zak (= tu -) gurdum (= kur -) 
Korkarim gejlin gele.

34-4

R. $u yanna dönlder beni 
Bu yanna dön[der beni 
Ság yammda ya|rem var 
Yarime gön|der beni.

45:14/28a U^KUR HAVASI

Gura gurmu? | (= ku - kur -) yol üstüne | fikngi
Ah gura gurmu$ | yol üstüne | jikrigi 4 4*4 4- 3
Aydin hava|sina büker I ipligi 4- 64-5

Rt él|ler, éller; 4
R2 Amanin derller derler

Horazim (= - ro -) nenlni nenni
Keletim nen|ni nenni
Bi (= Bir) danem nen|ni nenni. 34-4

Evlerinin j önü aman | idri$ah (= itr-i §áhi) 44-44-3
Evlerinin | önü aman | idri^ah
............ | Ah boyu uzun | gendi ?ah 4-217

Rt éljler, éller, él|ler, éller; 44-4

R2 Amanin der|ler derler 
Horazim nen|ni nenni 
Bir danem nen|ni nenni 
Keletim nen|ni nenni.

,n One word of four syllables is missing; that is why the word eller is repeated.
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46:15/18a

Evlerinin | önü de armud | alam
Evlerinin | önü de armud | alam
Anam de e?ek .... yeni buldun belám +

Rj el|ler, eller;
R2 Horazim nen|ni nenni 

Palazim nenlni nenni 
Bir danem nen|ni nenni.

|: Menevje (= - nek -) buljdum derede :|
|: Sordum evle|ri nerede
|: Üj be? güzel | bir arada. :|

R. Dilber dilber | camm dilber 
Cammin yay|lasi dilber 
Gönlümün eg|lesi dilber.

|: Gara (= Ka -) jana|gin yapragi :|
|: Dibinden aldim topragi :|
|: Dilber güzeller aplagi. :|

R. Dilber dilber | camm dilber 
Cammin yay|lasi dilber 
Gönlümün eg|lesi dilber.

1/1; 11/2:3+2 + 3
1/2; 11/1,3:2 + 3 + 3
I/3;Ri:4 + 4
R2, Rs:3 + 3 + 2

47:16/2a
Sandigimi | afamadim, | +

R. ley le, 
Sandigimi | afamadim, | + 

la la, 
Cehizimi | (= - yi --) sejemedim, | + 

ley le, 
Xader (= Ka -) xismet | ( = kis -) böyle imi?, | + 

ley le,
Bir xiz ( = kiz) alip | xajamadim | ( = ka —), + 

la la.

Güllü forap | örmemi?im, | + 
ley le,

Güllü forap | örmemijim, | + 
la la,

Ayagupa | giymemi?im, | + 
ley le,

Cox (= íok) mémeler | ellemi?im, [ + 
ley le,

Böyle merne | görmemijim, | + 
la la.

4 + 4 + 3

4+4+4+3
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Böyle merne j görmemijim, j + 
la la.

Ag (= Ak) dajin (= ta -) al|ti deniz de, | + 
ley le,

Ak sayah | yiz (= giz) neniz de, | + 
la la,

Ak sayah I xiz neniz de, j + 
la la,

Kogun getsin | mahálleden, | + 
ley le,

Ne bet xoydu | (= koy -) ne beniz de, | + 
la la,

Ne bet xoydu | ne beniz de, | + 
la la.*

Kapu kapuma baxar (= - kar), 
Atejin beni yaxar (= - kar); 
Etme bu kötülügü,
Gene yüz yüze baxar (= - kar).

First two stanzas: 8:4+4
Third stanza 1: 7:3+4

2—4: 4 + 3
Fourth stanza 1: 7:2+3+2

2—4: 3 +-4 
48a:17/2b

|: Mavilim daj | (= táj)218 bajinda :| 
|: Incili | fes bajinda, | +

R. Mavilim. :|

|:Xiz (= Kiz) niye | aglamiyon 
|: Nijanhn | girx (= kirk) yajmda, | + 

R. Mavilim. :|

|: Ma vilim | gak (= kaik) gidelim :| 
|: Fénare | yak gidelim, | +

R. Mavilim. :| 
3 + 4

48b:17/3a
|: Mavilim [ hirk idiyor, :|
|: Hirgini | (= - ki -) terk idiyor, ] + 

Rt Mavilim. :]

|: Hirgin (= - kin) bajjini yesin, :|
|: Yarin el|den gédiyor (= gi --), | + 

Rj Mavilim. :|
R2 Giz (= Kiz) Maviilim, Mavilim, | Mavilim, 

Qal daüd|ci daüili | daüili, 
£al zurnaici zurnayi j zurnayi.

118 Probably tas = bowl.
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|: Mavilim | kaik gidelim, :|
|: Féneri | yak gidelim, | +

Rj Mavilim.
|; Gözéle | (= Giize -) doyum olmaz, 

Bir fala | bak gidelim, | +
Rí Mavilim.

First stanza 1 —2: 3 + 4
3:24-3+2
4:4 + 3

Ri:3
R2:4+3

Second stanza: 3 + 4

49a:18/4b • YAŐMUR TEKERLEMESÍ

Teknede j hamur, 
Arabada | famur, 
Ver Allahim
Sulu sulu | yagmur;
Topái gizin (= ki -) gifina (= ki --) yagmur.

49b:18/6a
Yagmurcugum | yagiver 
Kuyucugum | doluver.

4 + 3
4 + 3

Ekmek getir | yiyelim 
Gaytan getir j giyelim 
Allah Allah | diyelim.

4 + 3
4 + 3
4 + 3

Ü?üdiim ü$üdüm | ü$ oldum 
Bir topacik | ki? oldum.

6 + 3
4 + 3

Kijimi elimden | aldilar 
Béni yola | saldilar.

6 + 3
4 + 3

Yolda bir yu mák buldum 
Yumagi ebe|me virdim.

2 + 3 + 2
3 + 3 + 2

Ebem bana | dán virdi
Ben danyi | gujlara (= ku? —) virdim.

4 + 4
4 + 3 + 2

Gu?lar bana | ganat (= ka -) virdi 
Ganatlandim | göge uftum.

4 + 4
4 + 4

Gőg (= Gök) bana yag|mur virdi 
Ben yagmuru [ yire (= ye -) virdim.

3 + 4
4 + 4

Yer bana filmen virdi
Ben fimeni | goyuna (= ko --) virdim.

3 + 4
4 + 3 + 2

Goyun (= Ko -) bana | guzu (= ku -) virdi 
Ben guzuyu | beglere virdim.

4 + 4
4 + 3 + 2
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**’ This word was added during the recording.

Begler bana | at virdi
Bindim gittim ] Garasu’ya (= Ka —).

4 + 3
4+4

Garasu’da | ganlar (= kan -) akar 
Iki bülbül I bana bakar.

4 + 4
4 + 4

Getirin gamni (= ka —) ijelim 
Ak seraya göjelim.

3 + 3 + 3
4 + 3

Ak serayin kilidi 
Gece gélén kim idi.

4 + 3
4 + 3

Emmim oglu Musacik
Golu (= Ko -) budu gisacik (= ki --) 

Cik, cik, cik!

4 + 3
4 + 3

49c:18/GNC. 46 YAGMUR TEKERLEMES1

Bodi bodi
Neden ődi (= oldu) 
Bir gajicak sudan | ődi. 
Yagmur gizi (=ki -) yag | ister 
Palta (= Bal -) kürek bal | ister 
Goj (= Koj) goyun (= ko -) gurban | (= kur -) ister 
Göbekli hármán | ister
Ver Allahim ver bir sulu sulu yagmur.

Ekin ektim evlek | evlek
Sular döktüm külek | külek
Yedi ijti haci | leylek
Ver Allahim ver bir | sulu sulu yagmur.

1

49d:19/20b YAGMUR TEKERLEMESt

Bodu bodu
Anan neden | öldü
Bir ga?icak (= kajikcik) sudan ' öldü 
Ayagmi jamir | (= - mur) ister 
Bogazim hamir | (= - mur) ister 
Gejti219
Yer yanldi
Sábán girildi (= ki —)
Ver Allahim veeeeeeeeer sulu sulu yagmur 
Ver Allahim ver!

50:19/4a NENNI

Nenni yaúnm | (= - rum) nenni, 
Nenni diyi | (= - ye) beledim, 4 + 3
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A1 bagirdayi | ( = — gi) doladim, 5 + 3
R. Yaurum nenni | nenni.

Sani Hak’dan i diledim, 4 + 3
R. Guzum nenni; nenni hu.

Nenni dedim j bejigine, 4 + 4
R. Yaürum nenni | nenni,

Devlet gonsun | (= kon -) ejigine, 4+4
R. Yaürum nenni | nenni nenni hu.

Beyin oglu | döjegine, 4 + 3
R. Yaünm nenni | nenni,

Nenni guzum | ( = ku -) nenni hu hu.

Nenni dedim | nésine, 4+3
R. Yaünm hu | hu hu,

Sélám söylen ) dayisina, 4+4
R. Yaünm nenni | nenni hu.

Mama getir | dayisi, 4 + 3
Cici getir | babasi, 4 + 3

R. Yaünm nenni | nenni hu.

51:19/6b AÖIT

Yatirmijlar | da yaünmi | (= yavrumu) 
R. Guzum (= Ku -) oy oy oy, 

Hecin gibi
R. Yaünm yaünm da | oy oy oy oy oy, 

San saj i da guzum | (= ku -) sicim gibi
R. Yaünm oyoy,

Gelin gardajlanm | (= kar —)
R. Yaünma oy oy oy,

Aglayahm | da bacim gibi |
R. Yaünm oy oy,

Mezerin’ (= - zanni) de j yol üstüne | gazsinlar | (= kaz --) 
R. Oy oy oy oy oy oy oy oy 

yol üstüne gazsinlar 
yaünm oy oy oy oy........

52:1978b
Sivrisar’i j ün aldi
Gelinler ye|sir (= e -) aldi,
Atine’den | gelmezdim
Ahmet bey syejbeb ( = se -) oldu, +

Rt Nazik.
R2 Nazik

Gül memeler | ezik;
Nazig | (= - zik)
Ü$ yaunya | (= yavruya) yazik.
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Gidin bulutilar gidin
Papaza nalzar edin,
Qocuxlan (= - cuk —) sorar sa 
....................edin,220 +

Rj Nazik.
R2 Nazig

Ü9 yaünya | yazik.

First stanza: 1, 3:4 + 3
2,4:3 + 4
Second stanza: 1:2+ 3+ 2
2:3 + 4
3:4 + 3

220 Incomprehensible.

53:19/10b
Yüce dag ba?inin | dórt yam yoldur, | dört yani j yoldur, 
Doldur sxinam doldur, suyunu doldur, suyunu | doldur; 
Yolunun üstüne 1 yatam u yuyam, j yatam u\yuyam, 
Mevláyi seversen | gél beni galdír (= kai -), gél beni j galdír.

R. Dumánk daglar, 
Boranli daglar, 
Gül yüzlüm aglar.

6 + 5
R. 3 + 2

54:19/49b GARÍP

Yarin bayram derler de yar yar, | al giyer | eller, | al giyer | eller, 
Bir ádet goy mu$lar | (= koy —) gutl’olsun 1 derler;
Yaz bahar a yinda ayinda agilan . güller, aman da | güller, 
Güller, nazli yardan bana bir [ haber.
Yaz bahar a yinda a?ilan | güller
Güller, nazli | yardan | bana bir ] haber.

6 + 5

55a:19/42b
Hasan dagi, Hasan dagi, 
Senden yüce | dag ólma mi; 
Seni yayh yan gözelin 
Al yanagi | bal ólma mi.

R. Aman gül ey | memelerim 
Canim gül ey | memelerim; 
Kör olasi j terzi ba?i 
Ne sík dikmi? dügmelerim.

1,2, 4:4 + 4
3:2+3 + 3
R:4 + 4
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N.B. The following stanza was nőt recorded:

Hasan daginin alant, 
Gelir dolani dolani;
Bír güciicek (= kujucuk) yarim olsa, 
Sarsam beleni beleni.

1,2,4:2+34-3
3:4 + 4

55b:19/43a
Hasan dagi, | Hasan dagi, 
Senden yüce dag ólma mi; 
|: Seni yayh | yan gözelin (= gü --) 
A1 yanagi | bal ólma mi.

R. Aman gül ey i memeleri, 
Qejilmeyor | (= (Jözülmi -) dügmeleri.

55c:19/43b
Hasan dagi, | Hasan dagi, 
Senden yüce | dag ólma mi;
|: Seni yayli { yan gözelin 
A1 yanagi | bal ólma mi.

R. Yaunm gül ey | memeleri 
Gözüm gül ey memeleri 
(Jezilmeyor dügmeleri.

55d:19/46b
j: Hasan dagi, j Hasan dagi, :| 
Senden yöce | dag ólma miey; 
Seni yali | yan gözelin 
A1 yanaglar bal ólma mi.

R. Aman gül ey | memeler ey 
Toful (= tífl) gül ey | memeler ey.

56:19/28b KARAMAN TÜRKÜSÜ

Garaman’dan | (= Ka —) gelir iken, 
Yandim Garaman’dan gelir iken, 
Ayagima 1 batti da tiken (= di -), 
Aynliktír belimi bükén.

R. Aglama civanim | jerkes kizi 
Sen al geyin [ ben girmizi ( = kir --) 
Qkalim da dagla;nn bajma 
Sen gül topla | ben nergizi (= -- si).

Garaman’in I alt yam guyu (= ku -), 
Yandim Garaman’m | alt yam guyu, 
|: Guyudan ^ejkerler suyu, :| 
O yárimin | eski de huyu.
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R. Oynama civanim | jerkes kizi 
Sen al geyin | ben girmizi 
Qikalim da daglajnn basina

221 Fór the variants see: Melodies Transcribed by A. A. S. p. 383.

First stanza 1, 2:4 + 4 
3:4 + 5
Second stanza 1:4 + 5
2:3 + 3 + 2
3:4+4
R. 1:6 + 5
2, 4:4 + 4
3:3 + 3 + 3

57:19/8a KÉKLIK HALAYI

|: Garjida (= Kar --) kiírd | evleri, 
R. Goyver (= Koyu -) elle|rim goyver, :| 

Yayilír deve|leri,
R. Gelin elle|rim goyver.

|: Sálinir (= Sah -) su|ya iner, 
R. Goyver elle|rim goyver, :|

|: Türkmenin ma|halan (= - ya —) da, 
Rj Gelin elle|rim goyver, :| 
R2 Kéklik ellejrim goyver

|: Garjida ga|üin ( = kavun) yerler, 
R. Goyver elle|rim goyver, :] 

Biz de varsax (= - sak) ne dérler, 
R. Gelin elle|rim goyver.

First stanza :3 + 4
Second stanza 1:3+4
2:4 + 3
R:2 + 3 + 2

58:19/40b HALAY HAVAS221

|: Hopladim gejtim baga, 
Bajim degdi yapraga, :| 
Gelin seni almazsam, 
Girmem gara (= ka -) topraga, + 

Rt Aman gelin ne diyon. 
R2 Aman gélin ne diyon, 

Suna boylum ne diyon, 
Asker oldum gédiyom, 
tfademe ne diyon.

342



|: Galadan (= Ka --) iniyordum,
£evirsen dönüyordum, :|
Ijkindan kirbid (= kibrit) oldum, 
Üfürsen yaniyordum, +

Rj Aman gelin ne diyon.
R2 Aman gelin ne diyon, 

Suna boylum ne diyon, 
Asker oldum gediyom, 
tfademe ne diyon.

First stanza 1:3 + 4 
2, 3, 4:4 + 3
Second stanza :3+4
Rt:4+3
R2:4 + 3

59:19/41b
|: Oglanm elinde | $i?e tapasi, :| 
Irgalama jalkalama | e$ek sipasi, 

R. Ne güzel oglan, | yanasi jóban.

|: Oglanm elinde | dapancasi ( = taban --) var, :| 
Galdír (= Kai -) ma fistam | gül bahjesi var, 

R. Ne güzel oglan, | yanasi jóban.
First distich 1:6 + 5 
2:4 + 4 + 5
Second distich :6 + 5
R:5+5

* * *

B. B. Cylinder No. 55b (M. F. No. 3190b) GNC 90:

Haydar Haydar!
Ulan yavrum, babamzin jobam miyim?
Avradini oglu!
Atlarmizi kim güdiyi (= - düyor)?
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TRANSLATIONS OF THE WORDS

la:l/21b LULLABY

The drummers invaded the hűt,
Their infernal nőise makes my head burst;
Having news (of your birth) run off írom $am (Damascus) 

and got back komé to your dad.
Nenni, my little thing, nenni.

R, O you, whom God presented to me (at last) the seventh year 
(of my nuptials).

Nenni, my little thing, nenni.

Bearing his (mournful) voice I sang a lullaby,
My knight is there, right in his room;
Call then his father, let him hurry up.

Rí Nenni, my tender one, nenni.
R2 O you, whom God bestowed on me (at last) the seventh yéar 

(of my nuptials).
Nenni, my little thing, nenni.

lb:l/22b—23a LAMENTATION

The tiger is here, roaring,
He is hardly in his twenties;
God does nőt grant all mothers
A valiant boy like this one.

R. Of, of.
On the high mountain the fir-tree,
Its branches and boughs spread;
Why don’t you get up, oh my “Fair-haired Ahmet”?
Your grandfather’s back is now bent.

R. Of, of.
Black are the grapes, black is the branch that carries them,222
Black is the arrangement of my poor little buncs;
Your uncles will certainly hear soon (the event that caused your death) 
I am so mortified that I wouldn’t even dare to weep.

R. O my fair-haired Ahmet, of.
222 Cf. A. A. S.: AIB No. 64 pp. 272 and f.
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2:l/23b
In front of their house is a rock,
They look at the moon from its top;
Upon the bay coloured horse that is in the court
Jump, let’s go, o són of my uncle.

I fixed the boundries of the piece of land and I sowed pepper seeds, 
And I yoked the red ox to the plow;
Now that I’ve got an honest wife
I can’t go, o niece of my uncle.

3:l/56a LAMENTATION

Steep are the roads on the’ plateau,
And her white hands weave a kilim (carpet); (she weaves a carpet 

with her unblemished hands)
O my God, did you think that there were too many on this earth 
Brides with violet-coloured locks?

Steep is the pass on the plateau,
Don’t form your wishes imperfectly;
How can I praise her enough
Naturally hazel-eye is the “Angel of God”.

Trefoils grow on the plateau,
Your beit is thinner then a reed;
How did you act ruthlessly, o my almighty God
With a youth of sixteen years.

4:l/40c LAMENTATION

The mán who killed you, was he a mountaineer (bandit)?
His little buliét, was it smooth?
The enemy is coming from the opposite side, 

(— the mán whom you faced was your enemy)
(As you didn’t react), Were your hands and arms tied up?

The mán who killed you, was he a Kurd?
His little buliét, was it a pair? (= Did he shoot at you a pair of bullets?) 
The enemy is coming from the opposite side, 
Were they paralysed, your hands and arms?

5:l/26a LAMENTATION

Girls gathered round the grave, 
Évii eye affected Ehmed;
Let them warn his brother, 
The post-boy comes on Sunday.
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The mouse comes with a flock, 
With a throng of five hundred riders; 
It snatches your bread and runs away, 
Now a gendarme is the little mouse.

8d:l/57a
Being aggrieved and ruined
I can’t get a sweetheart just by roaming;
With a mattock mounted on a golden handle, 
Let young girls dig up my tömb.

Others, jokingly:

Now, let me dig too.

By moving, dig deeply my tömb, 
Sprinkle water on it and make it cool; 
Of my uncle’s daughter make an imám. 
Let only girls pray in front of my coffin.

(Giggles of the people like whinnying horses.)

8e:l/14a HACI BEY

I got an ox, bút I couldn’t yoke it,
A valiant young mán that I am, I haven’t lived as I should;
|: Shame overcomes my honesty, 
O bride, I didn’t divorce you.

Among horses, among horses, 
Heavy chains on his buttock;
|: From the plateau people are coming down, 
My Haci bey is nőt among them. :|

Poplars grow at Hayvah,
It rains in torrents;
Don’t blame me, o aghas and beys,
(Because of) My hands tinged with henna and my face covered with a bride’s veil.

The plains of Hayvah,
Their greyhounds chase gazelles, 
From the watering-place come by groups 
Haci bey’s lambs.

9:1/59
Who nibbled this apple,
And washed it all around with silver

( = or: Embroidered with silver fibre the hems of the handkerdiief?) 
And offered it to me?
This is a friend’s apple.
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I nibbled this apple,
And washed it all around with silver,
Offered it to my friend, 
This is a friend’s apple.

This apple grew on a branch,
(The branch) divided and subdivided intő boughs and threw away its amis, 
|: Who has thrown this apple?
This is a friend’s apple.223

This apple feli down and rolled, 
To me224 Mahmud became suspicious;
I took it in my hand and it became as sweet as sugár, 
This is a friend’s apple.

10a:2/32a KARACAOGLAN

Pretty girl, whose greyish blue eyes I lőve
Your glances try to avoid me;
He who is nőt in lőve with a pretty young girl,
Come in this world as a beast, and goes to the other world as an áss.

Her silver-embroidered veil covers her head,
Providence bestowed her with long and thin eyebrows;
If a valiant mán can’t get a girl who wants him in her way, 
Each time he sighs, blood flows from his heart.

At the time of nuptials, Arabian horse-races are organized,
At the days of feast enemies are reconciled;
Incessantly in a sharp sorrow is my heart,
Your eyebrows and eye-lashes are matching (in beauty).

Karacaoglan says: yes, so it is,
Your greyish-blue eyes are fiiled with bloody tears;
It is becoming a custom since that century
Your fingers.....................with your bosom.

11:2/53 KARACAOGLAN SONG

At Avshar bey’s land a pretty girl I saw, 
Who settled her tent near Kozan;
How can I praise a beauty like this one, 
Gold-threads she pút in her hair.

Early in the morning, every day, she admires herself, 
Her golden hair-band reaches her ankle;
Nothing bút her eyebrows and eye-lashes are worth 
The throne and the crown of Persia.

883 In its repetitions: A friend has thrown this apple.
884 Before proceeding to recording he said huna = to that.
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The smell of musk pervades the ends of her hairlocks, 
I yearn fór a kiss on her rose-dieek’s búd;
You are the cause of my idly staying here,.
Let’s stay then here at Hacin three, or even five more years.

Karacaoglan says: I am in complete idleness, 
At last I know the meaning of “lőve”;
Let nobody intervene, I am granted by the State
To collect a few years the pretty girls’ taxes.

12:2/56c LAMENTATION

Listen to me o sirs,
My cousin is like a rose in the Sultans priváté gardens, 
My cousin is driving away his cárt (=goes far away), 
By God’s will happened this accident, o cousin.
The valiant boy had, it seems, to suffer: rattling is his throat,
He surely has made an enormous effort: his mustadie is (still) sweating; 
Come everybody and look how digged is the soil, 
Can you pretend to possess a lad who would be equal my cousin? 
The imám* has come to make the last ablution of the valiant boy, 
And afterwards to pút him in the narrow tömb;
I didn’t even dare to say that he died,
By God! I don’t still dare to pronounce it, o my cousin.

* The moslem priest. ,

13a:2/12b LAMENTATION FÓR CAMIZ ALI

Ah
If I had suspected it, I wouldn’t go to Derince, 
And I wouldn’t have faced these calamities;
I wouldn’t have left orphans the two lambs (= diildren), 
O my destitute mother, the two lambs are now without a home.

Ah
They wrapped my corpse and pút me on the back of a horse, 
Waving hands they called people to Badrasa, to the square; 
My two lambs are henceforth in the hands of my almighty God, 
I entrust Thee, o my almighty God, with my two lambs.

13b:2/58 DADALOÖLU

Listen to me, o sirs, let me teli you one by one, 
Twisted and crocked are your paths, o mountains; 
As “covered with beeches, junipers, glades, 
Cypress and willows”: your fame is big, o mountains.

350



14:2/52a

15:2/1

16:2/7

On the mount Ahír I met the bey of Mara?
At Engizek are, it seems, most people of the tribe;
The mountain Gonur at Beytisaracik,
You have lands, the “beautiful of Göksun”, o mountains.

KARACAOÖLAN 
(From two different poems)

What you call falcon, is a rather small bírd, 
What you call pretty, are eyes and eyebrows; 
|: O my almighty God, let me reach the friend, 
If she be too far away, shorten then my way. ;|

I was (a piece) of gold, bút now I am no more than dúst, 
From the gracious friend separated I am and remote; 
O my almighty God, if you had granted my wish, 
I wouldn’t commit illicit acts.

From Istanbul I went on to the sea,
I yearn fór the armenian girl;
Don’t eat, neither drink, bút contemplate the little thing.

R. Take me on the saddle’s back, let’s go, o Kurd’s són.

The bloodthirsty Circassian waked up at dawn, 
And his white shirt is soaked up with red blood; 
How could she endure this, the Circassian girl?

R. Take me on the saddle’s back, let’s go, o Kurd’s són.

One can’t build a fortress with small stones, 
One can’t watch incessantly the road of the beloved; 
The world won’t be ruined because of my death.

R. Take me on the saddle’s back, let’s go, o Kurd’s són.

The labourers form groups by fifties,
The Circassian girl adorned herself with a big piece of gold;
If I take you and go away, could we have a happy married life?

R. Take me on the saddle’s back, let’s go, o Kurd’s són.

The fore-part of our door is a high hedged garden, 
O my almighty God, don’t separate (us) at least one more year; 
Don’t let my sweetheart know that I am imprisoned, 
If my Leyla know it, she may modify her deposition.

My Leyla, let’s go, we have to go far away, 
(My) heart is sorrowful and won’t resist the remoteness;
Whom shall we ask Haciköy.225

825 Name of a viliágé.
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R. Behold, my Leyla is going, abandoned and lonely, 
My Leyla is going away with the Kurds.

Let’s go Leyla to Haciköy,
Your are unexperienced, I can’t rely on your character,
My Leyla, ready I am to be sacrificed fór your slender stature, 

R. Behold, my Leyla is going, abandoned and lonely.

She is wearing blue hoses in her shoes, 
And one smells lavender perfume on her hair;
I have lost Leyla among the Kurds,

R. Behold, my Leyla is going, abandoned and lonely.

17a:2/19b—20a KARAHACILI STYLE
*

You turn behind and look around as you go, don’t do so, 
Mincings are too much to my poor, weary little heart; 
Don’t let feathered silver fringes fali on your cheeks, 
Because of the sweetheart my wounds are worse.

(= My sorrow becomes more and more deep.)

I know you quite well, since your childhood you are pretty, 
Like a gazelle, briskly you run away from the hostile hunter; 
O friend, why are you strolling sadly and gloomily 
With the head leaned and with your side-locks hanging down?

Karacaoglan says: I said that and I remained on that, 
I remained on that and grew tulips and hyacinths; ■
I myself have brought with me a firmán from Istanbul, 
Ordering everybody that sweethearts should be given to their lovers.

17b:2/24b—25 a Ü^GÖZOGLU STYLE

Listen to me, o sirs, let me teli you somé manis228 by Ü§gözoglu, 
One should see in them nőt just manis, bút advices;
It isn’t given to every valiant to appreciate the secrecy, 
What we call secrecy is worth a golden balance.

Show me a valiant who be a mán of his word, 
He only will attain to his wish and reach his friend;
Don’t teli (= don’t have confidence) to any and all, be sure, 

their will teli it to their friends,
A word pronounced by a mouth will spread to thousand mouths.

N.B. I collected the following two stanzas, that belong to the same poem, in November 1969 
by the same mán who had sung fór us in November 1936.

Beyond the mouse is the mouse’s water,
If a valiant mán doesn’t divulge his secret, he is a good mán (a true valiant) 
Malicious mén who boast themselves...
They talk gushingly, they are like a bow, arrows of which do nőt hit the target. 

228 See A. A. S.: AIB No. 59 p. 266 and f.

352



Beyond the mouse a mouse can’t be peeled, 
One can’t deny the words pronounced by hím, 
A valiant mán can’t be dishonored because of loss of his horse and equipment, 
The mán who reveals his secret is dishonored.

17c:2/62—63
Zeytinbeli227 is thundering,
I married my daughter,
I married my daughter228
With shining stirrups.

Among young girls,
The henna of Yemen on her hairs,

(=' the only one whose hairs are tinged with the henna of Yemen);
Like young and handsome female camels, 
She lounges away at Zeytinbeli.

The knitted shawl of £ay229 on her shoulders,
This alone shows enough the refinement of Server;230
Don’t blame, o kindred,
The beauty is a gift by God.

In front of their house is (a field of) crop, 
You are getting a little crazy!
Rosy-cheeked and dierry-lipped, 
I lost fór ever a beautiful young girl.

Come along, o girls, come along.
And stand, o girls, at the lower door;
People say my Server died,
Roll then her shroud.231

Where do you come from in a flurried hurry, 
Wiping off the sweat on your front?
I let write an amulet fór my Server, 
Without sleeping all night along.

18:2/3 8a DADALOÖLU

Ey
|: O cranes who by groups are flying in the sky, 
Be indulgent and consider my pathetic condition;
|: Dey the falcon clawed and my wings are wounded, wounded 
An arrow hit my breast violently.

Name of a piacé in Taariís-mountains.
As the singer didn’t remember the third line, he repeated the second.
Name of a piacé.
The died bride’s name.
Dürmek = to roll, düzmek = to arrange, to prepare; probably the original word was düzmek.- § 

5 H
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19:2/14b—15
How can I praise you, o my beloved,
Your eyes are worth Rumeli and Bosniá,
Peerless is your sóul and spirit, 
Your eyes are worth Izmir and Konya.

On your front is the sign of beauty,
Those who lőve you are moaning more and more;
Kar, Ahiska, Erzurum, Van
Balh, Buhara ... your eyes are worth all of them.

Nobody has your elegance and daintiness,
Yemen, Bagdad, Shiraz of Persia,
All the land of Georgia, Egypt and Hicaz
All the Indián continent... your eyes are worth all of them.

The nicely speaking brave and intrepid mán is alsó a graceful mán,
And at its time blossoms the rose-bush: summer, then is there; 
If I even offer the treasury of Egypt, it wouldn’t be enough, 
Your eyes are worth the whole country of Istanbul.

Karacaoglan says: I am praising you,
I would lőve to be favoured by a kiss on your cheek;
Even if I enumerate one hundred thousand cities, they wouldn’t attain your value, 
Take the world as a whole: your eyes are worth all of it.

20:2/57b HAN MAHMUD

O darling who at the window are looking gloomily, 
O darling who with “love’s fire” burn my heart;
If I die to whom would turn your eyes, o darling,
You are the source of my distress, 

nothing I have to say and to nobody (= nobody is responsible of this)

At the window, gloomily I am gazing, 
And with the “lőve fire” I burn your heart; 
If you die, I will surely destroy Aksura,™ 
Don’t kill Mahmud, if he die I will die too.

From a high window one doesn’t look downward, 
Ah! One can’t mount high stairs;
The world won’t be ruined because of my death,
You are the source of my distress, nothing I have to say and to nobody.

m Name of the girl’s viliágé.
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21a:2/60 ALDERMAN ESQUIRE

I wish a decree were issued, ordering all aldermen to be hanged, 
I wish they remained without issue in this world,
I wish their wives were widows and girls were raped, 

Rj Aldermen, biggest enemies of deserters. 
R2 Aldermen oy, 

Panders oy, 
Bordello-keepers oy.

Let the fire be extinguished at the familyhearth of the Imám, 
And in the alderman’s house let boys never be enough, 
Let all members of his family nőt live until morning comes, 

Rt Aldermen, biggest enemies of deserters.
R2 Aldermen oy, 

Panders oy, 
Heads of pimps oy, 
Fifty eights (= passive homosexual) oy.

The gendarme comes to take a goat, 
The alderman says: four would be enough, 
Wheet, flour, bulgur are plundered, 

Rt Aldermen, biggest enemies of deserters. 
R2 Aldermen oy, 

Heads of pimps oy, 
Fifty eights oy, 
Bordello-keepers oy.

21b:2/llb—12a BOZLAK
Ah ey,
Walk o pretty girl, don’t be laté on your road,
Don’t believe that those who flatter you will then be friendly with you, 
Ah ey,
By fear of death you don’t have to refrain (from whatever happens), 
What on the forehead of the valiant mán is written (by the fate) will happen.

Ah ey,
The duck lives on the laké and the falcon on the rock, 
I can never praise enough her value, 
Ah ey, 
Did you from the crane get the feather, o bride?
I am nőt able to find any fault on you, o bride.

22:2/16 TÜRKMENI
Ah ey,
Frivolous is my foolish heart, frivolous, 
Rapacious birds make their nests on a height;
Ah ey, 
The Tiirkmen girl lined up the camels, I 
Leads them, goes a tinged-eyed girl.
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23:2/37

24:3/45a

Ah ey,
Why do you run after that pretty girl?
We are always settling in the piacé abandoned by her, as she moves (permanently); 
Ah ey,
Behind the snowy mountain, o how I wish it were reduced to utter ruin! 
Climbing it over, goes a tinged-eyed girl.

Ah ey,
She wears red shoes on her feet,
Come friend, let’s give up all suspicions;
Ah ey,
Above the white heels wears baggy trousers of sandal, 
Moving it to and fro, goes a tinged-eyed girl.

Ah ey,
Karacaoglan says: her tongue is like the wind, 
She wears a costume embroidered with golden thread;
Ah ey,
Like a newly opened rose in the Sultan’s priváté garden, 
Perfuming her surroundings, goes a tinged-eyed girl.

AHISKA SONG
Hey,
|: Early in the eve rose a yellow star, :]
Three days, night and day, they pút to the sword (the people), 

Twelve thousand girls are registered in the book, :|
R. Spare the pretty girls of Ahiska.

Hey,
|: At the rear of Ahiska was a chain of mountains, :| 
My father was a Pasha and my brother a Bey;
Hey,
[ :|: Instead of this situation, the death would be much better fór us, :| 

R. Spare the pretty girls of Ahiska. :]
Ey,
|: If you want to know, my name is Bénii Emine (= Emine with a beauty spot), :| 
With a twisted golden beit I used to encircle my waist;
Hey,
|: We are in the hands of blood-thirsty cruals, 
They ask fór help from Padishah, these girls. 
We are in the hands of blood-thirsty cruals, 
They ask fór help from Padishah, these girls.

TRIBE’S STYLE
|: O mán,
Rocks are the waters of this gazelle, :| 
Tulip and hyacinth grow on the rocks;
|: O mán, 
It seems that she ate candies, her lips are coloured, :| 
At dawn in front of me stood a gazelle,
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25:4/26b LAMENTATION

*” The stanzas belong to different poems.
1,4 The name of the young girl.

Grandfather’s breast is large,
Nenni my Boyraz són, nenni; 
They may kill you, o my little thing, 
The ones (intend this) fór a long time.

Opposite our house is a crop field,
Make an effort my dark (faced) grandfather and get up; 
I feel ashamed to weep, 
Our enemies’ houses are close at hand.

26:4/49a MARA$LI

Flew, my falcon, flew,
He flew and went over the sea;
|: My heart is attached to a pretty girl, 
(Bút) I possess nothing to spend fór her. :|

27:5/40a2M
Everybody has his sweetheart with him, 
Lounge along and stay in front of me, o my graceful violet.

O little bride who are coming along towards me, 
Can you stay a full hour before me?
You are the wooer of my foolish heart

(= You are the only desire of my foolish heart), 
My wings are broken, can you bind them up?

N.B. Before recording I noted the first stanza as follows:

Everybody is now settled at his plateau, 
And grew his quince and sour orange; 
Everybody has his sweetheart with him, 
Lounge along and stay in front of me, o my graceful violet.

This stanza was alsó sang by the same peasant, before we proceeded to recording:

I would lőve to climb up on the plateau,
One can’t resist her coquetish airs and mincingly manners, 
Her mirror and comb on her knee, 
Fadime234 is arranging in tresses her unbound hair.

28:5/54
O mán,
I should like to visít all the waters of that gazelle,
I should take a pencil and draw her eyebrows and eyes;
Ay,
Wearing a red aprón and yellow boots,

R. A gazelle came before me at dawn.
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Ay,
Come on, let’s go down to Karaman, 
The two sisters nimbly wind their girdlej;
Ay,
We are known as “the boys of Gavirdag”, 

R. A gazelle came before me at dawn, 
A girl made me lose my wits.

29:5/25b
I went down to the brook, bút couldn’t find stones,
I commissioned a ring, bút I couldn’t find a collet;
I couldn’t find a convenient companion,

R. Come soon, o my master, I am in a terrible plight, 
Like the poor lonely nightingale I sigh and weep.

30:6/61 *

Oaf,
A pretty girl is coming along,
The splendour of her radiance reflects in her face, o tinged-eyed;
Oaf,
Be modest enough, while you walk,
People get mad, their tongue may toudi you (= they may offend you), 

O my tinged-eyed, o friend.

Oaf,
The girl if she really be pretty, will surely wear a red handkerchief,
Thanks to pretty girls, the heart is entertained;
Oaf,
She moves like a poplar exposed to the west-wind, 
A pretty girl’s walk is always natural.

N.B. Noted in my book, bút nőt recorded:

A young girl, if she is pretty will surely sway foolishly,
A young girl, if she is ugly will surely cover herself with a veil;
A young girl who dreams of wedding will surely appear with her jewelry on her, 
The pretty young girl will surely have locks of hair round like balls.

31:7/9a
In front of us are Kurds’ houses, 
Their camels are feeding, 

R. O mother.

She is milking a sheep, 
Her bosoms are sweating, 

R. O pretty.
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32:8/3b

33:9/5

|: I leant a ladder against the mulberry tree, vay, vay (= woe), :| 
|: Ah I greeted respectfully my sweetheart, of, of (= fough), :| 

My sweetheart went far away, to remote countries, vay, vay, 
Ah, I spent seven years without a companion, of, of.

R. It becomes troubled, Egar,
It is rocking, Egar;
Hairs embrace 
The heels, Egar.

I sowed cabbage to the slope, vay, vay,
Ah, let the wind sever its leaves, of, of,
Two persons longing fór each other came together, vay, vay, 
Ah, let God spare them with affection, vay, vay.

R. It becomes troubled, Egar, 
It is rocking, Egar; 
Hairs embrace 
The heels, Egar.

A have corns in my kitchen-garden,
A have my mát under them;
O bitch’s són
On whidi part of me (= my body) do you find a flaw?

R. It becomes troubled, Egar, 
It is rocking, Egar; 
Hairs embrace 
The heels, Egar.

HENNA SONG

In the name of God start to apply the henna, 
Let her give the right hand to the henna, 
Invite her, let her come, the mother,

R. O beloved one, good luck to your hand, to your henna, 
Get on with your husband sweetly.

She jumped over the treshold,
Her spoon is abandoned on the table,
The girl is the advisor of her mother,

R. O beloved one, good luck to your hand, to your henna, 
Get on with your husband sweetly.

I sowed lentil-seeds, did they grow?
Did the nightingale sing on its branch?
O girl, did your mother forget you?

R. O beloved one, good luck to your hand, to your henna, 
Get on sweetly with your husband.
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34:10/41a PRAISE OF THE BRIDE

A box of Maraj,
In it its grass;
Your betrothed is silly.

Rj You came (at last) my bride.
R2 You came, you came, my bride, 

Welcome!

The pome-grenate tree,
The pome-grenate tree;
The girl, the bride, the sister.

Rj You came, my bride.
R2 You came, you came, my bride, 

Welcome!

You wear silk-satin,
Needles don’t enter in it;
He (or she?) don’t go alone to bed.

Rt You came, my bride.
R2 You came, you came, my bride, 

Welcome!

N.B. Variam of the second stanza:

The pome-grenate tree,
The girl, the bride, the sister,
Your fiancé is a pilgrim.

35:11/65
Early in the morning, I looked in on a bride, 
She bedaubed her lips and tongue with honey; 
I am ready to spend all my fortune fór the bride, 
If this nőt be enough, I might offer her my sweet sóul.

Early in the morning, I looked in on a bride, 
(I saw that) the bride became Sultan in the country; 
She combed and adorned her love-lock, 
And spread it on her neck.

Early in the morning take a walk at this side, 
Let us give up the serbet of loneliness;
How handsome you are created by the Creator, 
And I am alsó a slave of your Creator.

All three stanzas belong to different poems by Karacaoglan.
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36:12/19a ILBEYOGLU

Where were you? You suddenly appear on my path,
My heart can’t resist the malicious intentions of that 

pretty girl, the malicious intentions, oy;
Come, perform an ablution fór prayer and fulfill the duty of Imám on me, on me, 
And say my funeral prayer while I am alive, and say.
My friend is sitting on the road, 
Weeping steadily, she goes mad, mad oy;

37:12/44
I am a Bey’s són, I committed many many sins, 
A renounced to “good” and I began to favour “évii”; 
Though my intention was just to kiss, I nibbled rose-cheeks 
With my teeth: let them be pulled out without any pain.

I left my home fór you,
I spent all my wealth;
Who made my gracious sweetheart weep?
Your eye-lashes are lumped together with tears.

N.B. Nőt recorded stanza:

The Bey’s són shouts, o mercy, he shouts, 
On the wide piain Arab horses are fed; 
The dew falls and violet coloured love-Iocks get wet, 
Wrap them round my neck, o sweetheart and wipe them.

38:12/24a §AFAK STYLE

They go down to £emi$özü, of of

Every time I contemplate my friend’s face, of 
A desert covered with fog looms before my vision.

39:12/lla SENÍR STYLE

Of what one can feel that summer is here,
The small leaves of the rose-bud are crimpled, crimpled,
The cold weather harmed her face,
My heart feli in lőve with a Leyla, feli in lőve, dearling of.

Of what one can feel that summer is here,
What did they teli the grey-coloured, turbid brooks, brooks, brooks?
Seeing everybody go to bed with their sweethearts, dearling of,
My grief increased and the wounds burst open, wounds, wounds, dearling of.
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40:13/13a
I was coming down the fortress, 
If you called, I would return;

R. O sweetheart with Cimdalli, Cimdalli, 
Embrace Cimdalli, Cimdalli.

|: My worries made me like a matdti, ;| 
If you had blown, I would take fire.

R. O sweetheart with Cimdalli, Cimdalli, 
Embrace Cimdalli, Cimdalli.

|: At Cimdalli markét, :| 
The sweetheart dances before it.

R. O sweetheart with Cimdalli, Cimdalli, 
Embrace Cimdalli, Cimdalli.

41:13/31b
Prickly is under the bridge,

R. My greenish, my greenish, aman (=mercy) aman of,
You burnt me (= you ruined me) while I was a rose,

R. Efendim (= master), Efendim, halt, halt.
|: May God bum you too,

R. My greenish, my greenish, aman, aman of, 
The third day of your wedding,

R. My tinged-eyed, my tinged-eyed, aman, aman. :|

Icy is below the bridge,
R. My greenish, my greenish, aman, aman of,

In a mass are moving the stars,
R. My master, my master, aman, aman of;

Woe, again occurred to my mind,
R. My greenish, my greenish, halt, halt of.

The girls with cups like navels,
R. My tinged-eyed, my tinged-eyed, my sóul aman, aman.

42:13/31b
The grey barren land of the forest, 
As a couple are walking the two sisters;
I would lőve to be a falcon and hunt 
The pheasant hidden on your breast.

I went down the fortress, to the piain, 
And turnéd water to marigolds;
Seven years along I served 
A coal-eyed (= black-eyed) girl.
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Let me go on the road, on the road, 
Violet-coloured is the flower of the road; 
O beautiful girl, come on, give me a kiss, 
This will be my debt until the harvest time.

I am a tiny vetch,
I am girl’s crony;
The girl’s father heard about it, 
I shouldn’t run any more after her.

43a:13/38b
The moon goes, goes to the horizon, 
And by night travels the marchant;
From upon your white bosom
The way goes direct to pilgrimage (= to Mecca).

Before the mill are flowers,
Bring the sickle and let’s cut them out;
I know who is my friend:
A violet-coloured flower of meddling stature.

43b:13/33b HALAY SONG

I came down the fortress, downwards,
My handkerchief is full of fruit;
I sent them to my sweetheart,
She said “may my sweetheart himself come”.

R. Aman (= mercy), aman it is hazy,
This turbán doesn’t want to stand on the head;
Fill up the cup, darling, 
We may get thirsty on our way.

Come along!
I went down to the bottom of the well,
The bottom of the well is covered with rushes;
This is nőt a lie, my dear to the heart
Is a coal-eyed (= black-eyed) girl.

R. Ah my fin fin, my fin fin, 
Let me kiss inside your mouth;
I see that I nibbled while I kissed, 
Forgive my guilt.

Water flows and..................
And adorns the garden with roses;
What kind of passión is this lőve,
It renders talkative even a mute.
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43d:13/42a
The gray barren land of Urfa, 
As a couple are walking the two sisters; 
I would lőve to be a falcon and hunt 
The pheasant hidden on your breast.

Urfa, Urfa is the end, 
His buttons are of bronzé; 
To get a wife by giving a dowry. 
Is a hard business to bachelors.

Thorny is behind the fortress,
You burnt me while I was still a young girl; 
May God bum you too, 
The third day of your wedding.

A pitted oven is behind the fortress, 
Bum it, o my God, bura it;
Transform me to a couple of birds, 
And let me alight on the sweetheart’s bosom.

44:13/18b
The mulberry-tree yields mulberries,
It produces scenty leaves;
A lad and a spinster
As mudi as they embrace each other, 

their enjoyment becomes sweeter and sweeter.
R. Túra me to this side,

Túra me to that side;
I have a wound on my right side, 
Send me to my beloved one.

Keep the woolly kind of sheep,

Among pretty girls, be in lőve with that who is always good, 
The one with a couple of beauty spots on her front.

R. Tűm me to this side,
Tűm me to that side;
I have a wound on my right side, 
Send me to my beloved one.

This brook is a profound brook,
The cool shady brook;
I set up a trap fór young girls,
I am afraid a bride will be caught.

R. Turn me to this side, 
Turn me to that side; 
I have a wound on my right side, 
Send me to my beloved one.

364



45:14/28a ER.OTIC SONG

Yes, on the road, leisurely she set up her spinning-wheel, :| 
She spins her thread according to the rhythm of Aydm melody, 

Rj O hands, o hands, 
R2 “Be careful” they say, they say, 

My codk nenni, nenni, 
My fair nenni, nenni, 
My unique nenni, nenni.

|: In front of their house are sweet-peas, 
..........Ah, she is tall and like a queen, 

Rj O hands, o hands, o hands, o hands, 
Rt “Be careful” they say, they say, 

My co<k nenni, nenni, 
My unique nenni, nenni, 
My fair nenni, nenni.

|: In front of their house is a pear-tree field,
I curse your mother, didn’t you newly meet your troubles, 

Rj O hands, o hands, 
Rt My cock nenni, nenni, 

My duckling nenni, nenni, 
My unique nenni, nenni.

46:15/18a
|: Violet I found at the stream, :|
|: I asked fór their house; :|
j: Three to five (= a group of) pretties ( = pretty girls) are together, : 

R. O pretty, o pretty, o pretty, my sóul, 
O pretty, you, grass land of my sóul, 
O pretty, you, relief of my heart.

|: The leaf of the black bush, :|
|: From its bottom I got the earth, :|
|: The pretty girl is the pretty girls’ glitter, :|

R. O pretty, o pretty, o pretty, my sóul, 
O pretty, you, grass land of my sóul, 
O pretty, you, relief of my heart.

47:16/2a
I couldn’t open my diest,

R. ley, le,
I couldn’t open my ebest, 

la, la,
I couldn’t make ready my trousseau, 

ley, le,
This was my fate, this was my destiny, 

ley, le,
I couldn’t get a girl and escape, 

la, la.
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I didn’t knit stoddngs with rose embrorderies, 
ley, le,

I didn’t knit stoddngs with rose embroideries, 
la, la,

I didn’t wear them on my feet, 
ley, le,

I have touched so many bosoms, 
ley, le,

I have nőt seen bosoms like these, 
la, la,

I have nőt seen bosoms like these, 
la, la.

Below the white stone is the sea, 
ley, le,

What is your relation with the girl with the embroidered white blouse, 
la, la,

What is your relation with the girl with the embroidered white blouse, 
la, la,

Drive away (her), let her get out from the ward, 
ley, le,

She made pale-faced all of us (= she ruined us),
la, la,

She made pale-faced all of us, 
la, la.

Your door looks to my door (= face to face are our doors),
Your fire (= passión) consumes me;
Don’t do this wickedness,
Faces will look again to eadi other (— we may meet again).

48a:17/2b
My bluish is at the stone, 

|: A pearly fez on her head, 
R. My bluish. :|

|: O girl, why don’t you cry, 
]: Your betrothed is fourty years old, 

R. My bluish.

|: Let’s go, my bluish, :| 
|: Kindle the lantern, let’s go, 

R. My bluish.

48b:17/3a
|: My bluish is fallowing, :| 
|: And she leaves her fallow, 

Rj My bluish. :|
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|: Let your fallow devour your head!
|: Your sweetheart is being captured by other girls, 

Rj My bluish. :|
R2 O girl, my bluish, my bluish, 

O drummer, play the drum, 
O zurna player, play the zurna.

|: Let’s go, my bluish, :| 
|: Kindle the lantern, let’s go, 

Rj My bluish. :|

|: One can never be weary of a pretty girl, :| 
Look fór the best moment, let’s go, 

Rj My bluish.

49a:18/4b RAIN PRAYER

Dough in the kneading-trough,
Műd on the cárt,
Give, o my God, an abundant watery rain, 
Rain to the buttocks of the lame girl.

49b:18/6a
O my little rain, rain on then, 
O my little well, fill then.

Bring somé bread and let’s eat it, 
Bring a caftan (?) and let’s wear it, 
Let’s say Allah, Allah.

I was cold, I was cold and I became an ii$ (?), 
I became (= I was transformed intő) a small ball of strained yogurt;

They snatched up my strained yogurt, 
They let me go on my road.

On the road I found a clew, 
I gave it to my grand-ma;

My grand-ma gave me somé millet, 
I gave the millet to the birds;

The birds gave me wings, 
On my wing I took to the sky;

The sky gave me rain, 
I gave the rain to the earth;

The earth gave me grass, 
I gave the grass to the sheep;
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The sheep gave me a lamb, 
I gave the lamb to the beys;

The beys gave me a horse, 
I mounted on the horse and went to “Karasu” (= Black water);

At Black water blood is running, 
And two nightingales are gazing at me;

Bring (them), let’s drink their blood, 
Let’s move to White Palace;

The padlock of the White Palace; 
Who was it who came last night;

The little Musa, my uncle’s són, 
His arms and legs are very short;

Cik, cik, cik (= like: short, short, short)!

49c:18/GNC. 46 RAIN PRAYER

Bodi, Bodi,
She is made (= created) of what?
She is made of just a spoonlet of water.
Rain’s daughter claims fát, 
Axe, shovel, honey, 
Rams and sheep as sacrifice, 
Big piles of treshold grain, 
Give, o my God, give an abundant watery rain.

I sowed seeds on many acres, 
I poured (on them) buckets of water; 
And Hajji Stork ate and drank,235 
Give, o my God, give an abundant watery rain.

49d:18/20b RAIN PRAYER

Bodu, Bodu, 
What caused your mother’s death?236 
She died of just a spoonlet of water. 
My feet claim műd, 
My throat (= my stomach) claims dough, 
It passed237 the earth split, 
The plow broke, 
Give, o my God, give an abundant watery rain, 
Give, o my God, give rain.

!SS Among people this migratory bírd is considered as a Hajji.
tM Compare to No. 49c:18/A. A. S. 47; ol = to be made, öl = to die.
M7 This word, nőt pronounced before, was added in the course of recording.
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50:19/4a LULLABY

Nenni my little thing, nenni,
I swaddled hím (or her) singing a lullaby,
I wrapped around the red cradle-girth, 

R. My little thing, nenni, nenni.
I begged God to bestow upon me your birth, 

R. My little thing, nenni, nenni, hu.

I sang a lullaby at her cradle,
R. My little thing, nenni, nenni.

May the (bírd of) good fortune alight on her treshold, 
R. My little thing, nenni, nenni, nenni, hu.

May the Bey’s són be fór her bed (= may him marry her), 
R. My little thing, nenni, nenni, 

Nenni my lamb, nenni, hu, hu.

I sang a lullaby to her
R. My little thing, hu, hu, hu, 

Give my lőve to her uncle,188
R. My little thing, nenni, nenni, hu.

O baby’s uncle, bring somé food,
O baby’s father, bring somé pretty things, 

R. My little thing, nenni, nenni, hu.

51:19/6b LAMENTATION

They Iáid down my dear dúld,
R. My lamb oy oy oy,

Like a dromedary,
R. My dear dúld, o my dear dúld, oy oy oy oy oy, 

And her (his) fair hair, o my lamb, are like twines,
R. My dear dúld, oy oy,

Come here, o my companions, to my dear dúld,
R. Oy oy oy, 

Let us weep like my sister,
R. My dear dúld, oy oy, 

Let them dig on the road,
R. Oy oy oy..........

Mother’s brother.
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52:19/8b

2” A woman’s given name.
140 Islamic festival.
241 A mountain in Central Anatolia.

News spread all over Sivrisar (= Sivri-hisar), 
Brides have become slaves;
I wouldn’t come back from Atina,
Ahmet bey is the cause of it,

Rí Nazik.2”
R2 Nazik,

The rosy bosoms are roughly injured, 
Nazik,
I am sorry fór the three little children.

Go, o clouds, go, 
Look at the priest; 
If he asks about the diildren,

Rt Nazik.
R2 Nazik,

I am sorry fór the three little diildren.

53:19/10b
The four sides of the high mountain’s top are roads, four sides of it are roads, 
Fill up, my handsome, fill up, fill up your water, fill up your water;
Allow me to lay down and sleep on your road, to lay and sleep,
If you lőve God (= fór God’s sake), come and rouse me, come and rouse me.

R. Cloudy mountains,
Whirlwindy mountains, 
My rose faced is weeping.

54:19/49b GARIP

They say tomorrow is Baíram, o dearling, dearling, 
and people wear red robes, people wear red robes,240

And the custom is that people express their “best wishes” to each other;
Roses blossoming at spring, aman the roses,
O roses, (give me) somé good news of my sweetheart.
Roses blossoming at spring,
O roses, (give me) somé good news of my sweetheart.

55a:19/42b
O mountain Hasan, o mountain Hasan,241
Isn’t it possible that a mountain be higher than you?
Of the pretty girl who lives on your plateaux
Aren’t the red cheeks (sweet) like honey?

R. Aman (= O mercy), o rose, your bosoms, 
My sóul, o rose, your bosoms, 
May he become blind (= God damn) the tailors’ master, 
Who sewed my buttons too closely.
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N.B. The following stanza was nőt recorded:

The glade of the mountain Hasan, 
She comes leisurely, without haste;
I would lőve to have a little sweetheart, 
And embrace her ...

55b:19/43a
O mountain Hasan, o mountain Hasan,
Isn’t it possible that a mountain be higher than you?
|: Of the pretty girl who lives on your plateaux 
Aren’t the red cheeks (sweet) like honey?

R. Aman o rose, her bosoms, 
Unfastenable are her buttons.

55c:19/43b
O mountain Hasan, o mountain Hasan,
Isn’t it possible that a mountain is higher than you?

Of the pretty girl who lives on your plateaux :| 
Aren’t the red cheeks (sweet) like honey?

R. My little thing, o rose, her bosoms, 
O my eyes, o rose, her bosoms, 
Unfastenable are her buttons.

55d:19/46b
|: O mountain Hasan, o mountain Hasan, :|
Isn’t it possible that a mountain is higher than you, ey? 
Of the pretty girl who lives on your plateaux 
Aren’t the red cheeks (sweet) like honey?

R. Aman, come, ey bosoms, ey, 
Child, come, ey bosoms, ey.

56:19/28b KARAMAN SONG

I was coming from Karaman,
Ruined I am, I was coming from Karaman,
A thorn pricked my foot,
The reason which bent my back is to be far away.

R. Don’t weep, my youngster, o Circassian girl, 
You will wear red colours and I, crimson. 
Let’s go up to the top of the mountains, 
There you gather roses and I hyacinths.
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“« See No. 31:7/9a.
««« See No. 40:13/13a.

Underside of Karaman there is a well,
I am ruined, underside of Karaman there is a well, 

They draw water from the well, :|
Yes, this is the temper of my sweetheart.

R. Don’t play, my youngster, o Circassian girl, 
You will wear red colours and I, crimson, 
Let’s go up to the top of the mountains,

57:19/8a “PARTRIDGE HALAY” DANCE

|: In front of us are Kurd’s houses,242
R. Let loose of my hands, let loose

Their camels are feeding,
R. O bride, let loose of my hands.

|: Lounging along leisurely, they go down to the water, 
R. Let loose of my hands, let loose :|

]: The Turkmen’s camels,
Rx O bride, let loose of my hands.
R2 Partridge, let loose of my hands.

|: In front of us they are eating melons,
R. Let loose of my hands, let loose :| 

If we go over there, what would they say?
R. O bride, let loose of my hands.

58:19/40b HALAY DANCE SONG

|: I hopped and passed intő the garden,
And my head toudied the leaf; :|
O bride, if I don’t marry you (= as long as I don’t marry you),
I won’t enter intő the black earth (= I won’t die),

Rt Aman (= O mercy), o bride, what do you say?
R2 Aman, o bride, what do you say?

My handsome one of majestic stature, what do you say? 
I am enlisted and am going away, 
To my words, what do you say?

I was coming down the fortress,
If you’d turn me round, I would whirl;

(or: If you’d call me back, I would return;)
Your lőve made me like a match,
If you had blown, I would take fire,24S

Rt Aman, o bride, what do you say?
R2 Aman, o bride, what do you say?

My handsome one of majestic stature, what do you say? 
I am enlisted, I am going away, 
To my words, what do you say?
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59:19/41b
|: In his hands, the boy has a bottle cork, :| 
Don’t shake and sway, o ass’s foal,

R. What a pretty boy, damn shepherd.

|: In his hand, the boy has a pistol, :]
Don’t puli your skirt upward, there is over there, a rose garden, 

R. What a pretty boy, damn shepherd.

* * *

B. B. Cylinder No. 55b (M. F. No. 3190b) GNC 90:

Haydar, Haydar!
You boy, my dear, do you think I am your father’s shepherd?
You, són of God-damn bitch!
Who grazes your horses?

373





A FEW HUNGÁRIÁN VARIANTS OF TURKISH FOLK MELODIES

Szentegyházasoláhfalu (Udvarhely)
B. Vikár
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2.

Tő - led bu - csuz - ni a - ka - rok,

Bu - csu - zá - sód rö - vid le - gyen.

Víg szí - vem - be kárt ne te - gyen.

Maeyargycrőmonostor (Kclozs)
B. Bartók

3.
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6.

ö - vég az ab - la - kom, nem réz,

Kin az én ga - lám - bőm ki - néz.

Ki - kő - nyö - köl gyöngy - kar - já - ra,

Most is hitt, hogy mén - jek ar - ra.

Füzesgyarmat (Hont)
Z. Kodály

7.

Zentelke (Kolozs) 
B. Vikár
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8.

Fe - hér Lász - ló lo vat lo - pott

A Fe - ke te ha - lom a - lói

9.

A - mott me - gyén há - rom ár - va.

A tte - me - tő ka - pu - já - ba.
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10.
Parlando, J=100

Vid - róc - ki a hí - rés be - tyár.

:a < a < ~j £

Hagy mcn - jek a nyá - jam u - tán.
Tar (Heves) 
Z. Kodály

11.

Meg - ál - mód - tam azt az e - gyet:
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12.

Bogyiszló (Pest)
L. Lajtha

13.

Nagyszalonta (Bihar)
Z. Kodály
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14.

Trunk (Moldva)
(Pátria)
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WORDS OF THE MELODIES TRANSCRIBED 

AND THEIR TRÁNSLATION 5

17/3152 QUKUROVA BOZLAGI

Medet oy, canim oy,

Aslimi sorarsan Torun soyundan, aman soyundan, 
Ayn düjtiim ajiretten begimden, oy;
Arkamda duran yavuz elinen
Qkip meydanda cana giyanlardamm (= ki -—), oy.

Medet canim, medet can oy,

Urumda ^ukurovada söbe 9imen gi$lamaz (= ki? --), 
Allahdan olmayincak da padi$ah sufu bagijlamaz, oy;
Üfürdügiimüz ocak da su istemez, 
Üfürüb ocak söndiirenlerdenim oy of oy.

27a/3162 EGÍN AGZI * .

Eginin altindan akan Firattír,
R. Nidem, nidem, nidem aman, 

Agamm bindigi pulla gir (= kir) attír; 
Silaya varamsi xiyrli (= hayirh) murattír, 
Téz gél agam, téz gél pajam, ólma muhanet (= - hannes).

27b/3162b VAN AGZI

Yavri, yavri,
Seslendim ey Senem Senem,

R. Di gél %ayin (= hain) yar, of, ah;

Oglan,
Yar ses verdi: benem, benem,

R. Di gél zalim gél, ey;

Yavri, yavri,
Senin o turu$ ( = - runj) memeklerin, memeklerin vala (= vallahi) kim eme? 
Yar dedi: sen em,

R. Di gél /ayin gél, di gél bibaht gél.
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Galadan (= Kaleden) eniyordum, 
^evirsen dönüyordum,
Ijkindan kirbid (= kibrit) oldum, 
Üfürsen yamyordum.

Gala gala yangisi, 
Bénim yarim hangisi, 
Ortalikda oturan da 
Bedel bedel benlisi.

Gala galaya bakar,
Galadan bir gan (= kan) akar, 
Híj bir surat görmemi? de 
Sakalli yörek (= yü -) yakar. 

k

39b/3174b HALAY TÜRKÜSÜ

Galadan (= Kaleden) eniyordum,
Qevirsen dönüyordum,
Ijkindan kirbid (= kibrit) oldum,
Üfürsen yamyordum,

Rt Aman gelin ne diyon.
R2 Aman gelin ne diyon, 

Gél, suna boylum ne diyon, 
Asker oldum gidiyom, .
Ifademe ne diyon.

45b/3180b
Oksüs (= Ok -) Alim de av ediyor avinda,
Góca (= Ko -) gan (= ka -) da gayretinde govunda (= ko --), 
Sultandír §ehrinde mü?ür evinde, 
Bugün gördüm bir gözleri göv ala.

52b/3187b GELIN TÜRKÜSÜ

Irayani (= Rey —) egmeli, 
Dibinde eglenmeli, 
Erginlikte mefa (= ve -) yok, 
£ali?ib evlenmeli,

. Rt Aman gelin ne diyon.
R2 Ben askere gédiyom, 

Bana da harjlik ne diyon 
Aman gelin ne diyon.
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Almalar eyi olur mu, 
Gözele doyulur mu, 
Gőzei de seven yegidin 
Gollan (= Kol --) yorulur mu.

Rí Aman gelin ne diyon.
R2 Ben askere gediyom, 

Bana harfhk ne diyon, 
Aman gelin ne diyon.

FI 7/3152 BOZLAK OF CUKUROVA

Help, o my dear, oh . ..

If you wish to know my origin, I am from the Torun family, 
I am far away from my tribe and my lord;
With the bőid people who stand behind me, 
I am of those who, on the field, do nőt spare lives.

Help, o my dear, help dear, oh ...

In the country, in £ukurova, the slender grass doesn’t withstand winter, 
And Padishah, do nőt forgive guilt, without God’s will;
The fire we blow will nőt need water,
I am of those who by just blowing, extinguish fires.

’7a/3162 EÖ1N STYLE

Firat (= Euphrates) is the river that flows under Egin, 
R. What shall I do, what shall I do, what shall I do, woe ...

The horse my lord is riding on is a fine grey steed;
The desire of getting back home is a blessed wish, 
Come soon, o my lord, come soon, o my pasha, don’t be mean.

!7b/3162b VAN STYLE

Little thing, little thing,
I called her: o Senem, Senem,

R. Come, o cruel sweetheart, ah ...

Boy,
My sweetheart made hear her voice: it’s me, it’s me;
Little thing, little thing,
By God, who will suck your orange shaped bosoms, bosoms?

My sweetheart said: suck them, you suck them.

I9a/3174a
I was coming down the fortress, 
If you divert (me), I would return, 
Your lőve made me like (= as inflammable as) a match, 
If you blow (on me), I would take fire.
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The fortress, echo of the fortress, 
Which one is my beloved?
The one who is sitting at the center, 
The one with so many beauty spots.

The fortress on the front of the fortress, 
Blood is flowing of the fortress;
As if he had nőt seen a (pretty) figure, 
The bearded (mán) sets fire to the hearts.

39b/3174b HALAY SONG

I was coming down the fortress, 
If you had call, I would return; 
Your lőve made me like a match, 
If you had blown, I would take fire, 

Rt Aman, o bride, what do you say? 
R2 Aman, o bride, what do you say?

My handsome of majestic stature, what do you say? 
I am enlisted, I am going away, 
To my words, what do you say?

45b/3180b
Orphan Ali is hunting,
And the old woman is working hard,
He is sultan in his town and marshal in his house, 
Today I saw a greyish-blue eyed (girl).

52b/3187b BRIDE’S SONG

We should bend the sweet-basil, 
And enjoy ourselves at its foot;
No constancy in bachelorship,
Let’s try then to get married,

Rt Aman, o bride, what do you say (to that)?
R2 I am enlisted, I am going away, 

To me, as pocket-money, what do you give? 
Aman, o bride, what do you say?

Can apples be good?
And can one ever be sated of a beauty?
The bőid young mán who is in lőve with a pretty girl, 
Shall ever get tired of his arms?

Rj Aman, o bride, what do you say?
R2 I am enlisted, I am going away, 

To me, as pocket-money, what do you give? 
Aman, o bride, what do you say?
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CHART OF COLLECTED MELODIES

Classification No.

General Ne 
of Collecte 
Melodies

>.
d B. B.

Cylinder No. M. F. No. Given by Collected at

Class 1 la 33 21b 3156b Zekeriya £ulha Adana
1b 35 22b—23a 3157b—3158a Zekeriya Qulha A dana
2 36 23b 3158b Abdullah Karaku? Adana
3 91 56a 3191a Bekir oglu Mustafa Toprakkale
4 65 40c 3175c Ibi? Mehmedin Abdullah gárdák
5 40 26a 3161a Cinli Ali Givrak Adana
6 34 22a 3157a Ahmed Torun Adana
7a 32 21a 3156a Ahmed Torun Adana
7b 50 31a 3166a Ali Bekir oglu Bekir Osmaniye
8a 49 29—30 3164—3165 Ali Bekir oglu Bekir Osmaniye
8b 75 46a 3181a Kamii özgan gárdák
8c 89 55a 3190a Haci oglu Ismail Toprakkale
8d 94 57a 3192a ömer oglu Hőkké? Toprakkale
8e 23 14a 3149a Abdullah Karaku? Adana
9 97 59 3194 Ali oglu Haci Toprakkale

Class 2 10a 52 32a 3167a Ali Bekir oglu Bekir Osmaniye
10b 53 32b 3167b Ali Bekir oglu Bekir Osmaniye
11 87 53 3188 Bekir oglu Mustafa Toprakkale
12 92—93 56b—56c 3191c Ahmed oglu Mehmed Toprakkale
13a 20 12b 3147b Abdullah Karaku? Adana
13b 95 57b 3192b Ali oglu Haci Toprakkale
14 85 52a 3187a Memik Mustafa oglu Osman Toprakkale
15 1 1 3136 Hatice Deklioglu Ankara
16 11 7 3142 Hatice Deklioglu Ankara
17a 30 19b—20a 3154b—3155a Zekeriya £ulha Adana
17b 38 24b—25a 3159b—3160a Zekeriya £ulha Adana
17c 100 62—63 3197—3198 Koca Mehmed Adana
18 59 38a 3173a Kir Ismail Osmaniye
19 24 14b—15 3149b—3150 Cinli Ali Givrak Adana
20 96 58 3193 Ali oglu Haci Toprakkale
21a 98 60 3195 Haci oglu Ismail Toprakkale
21b 19 11b—12a 3146b—3147a Zekeriya £ulha Adana
22 25 16 3151 Ahmed Torun Adana
23 58 57 3172 Kir Ismail Osmaniye

Class 3 24 73 15a 3180a Címer oglu Ali gárdák
Class 4 25 41 ’6b 3161b Ahmed Torun Adana

26 79 39a 3184a Mehmed oglu Pür Sabit gárdák
Class 5 27 63 4 0a 3175a Ibi? Mehmedin Abdullah gárdák

28 88 5 4 3189 Haci oglu Ismail Toprakkale
29 39 2 5b 3160b Abdullah Karaku? Adana

Class 6 30 99 6 1 3196 Koca Mehmed Adana
Class 7 31 14 9a 3144a Divrikli Ali Ankara
Class 8 32 5 3b 3138b Muktat Emine Ankara
Class 9 33

8 1
5 3140 Muktat Emine Ankara
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Classification No.

General No. 
of Collected 
Melodies

B.B.
Cylinder No. M. F. No. Given by Collected at

Class 10 34 66 41a 3176a Ibi; Mehmedin Abdullah gárdák
Class 11 35 103 65 3200 Koca Mehmed Adana
Class 12 36 29 19a 3154a Ahmed Torun Adana

37 72 44 3179 Yusuf (Jenet (Járdák
38 37 24a 3159a Zekeriya (Julha Adana
39 18 11a 3146a Zekeriya (Julha Adana

Class 13 40 21 13a 3148a Abdullah Karaku? Adana
41 22 13b 3148b Zekeriya (Julha Adana
42 51 31b 3166b Ali Bekir oglu Bekir Osmaniye
43a 60 38b 3173b Mustafa oglu Mehmed Osmaniye
43b 55 33b 3168b Bekir oglu Mahmud Osmaniye
43c 54 33a 3168a Bekir oglu Mahmud Osmaniye
43d 68 42a 3177a (Jened Osman (Járdák
44 28 18b 3153b Ahmed Torun Adana

Class 14 45 47 28a 3163a Halil oglu Ali Mersin
Class 15 46 27 18a . 3153a Ahmed Torun Adana
Class 16 47 2 2a 3137a Hatice Deklioglu Ankara
Class 17 48a 3 2b 3137b Hatice Deklioglu Ankara

48b 4 3b 3138a Muktat Emine Ankara
Class 18 49a 7 4b 3139b Muktat Emine Ankara

49b 9 6a 3141a Muktat Emine Ankara
49c 46 — _ Abdülkadir Mersin
49d 31 20b 3155b Abdullah Karaku? Adana

Class 19 50 6 4a 3139a Muktat Emine Ankara
51 10 6b 3141b Muktat Emine Ankara
52 13 8b 3143b Hatice Deklioglu Ankara
53 17 10b 3145b Divrikli Ali Ankara
54 80 49b 3184b Mehmed oglu Pür Sabit (Járdák
55a 69 42b 3177b K&mil (Jened (Járdák
55b 70 43a 3178a Kimii özgan (Ozkan) (Járdák
55c 71 43b 3178b Basri Demir (Járdák
55d 76 46b 3181b Mehmed oglu Pür Sabit (Járdák
56 48 28b 3163b Mehmed oglu Yakup Mersin
57 12 8a 3143a Hatice Deklioglu Ankara
58 64 40b 3175b Ibi? Mehmedin Abdullah (Járdák
59 67 41b 3176b Ibi? Mehmedin Abdullah (Járdák

Class 20 60 57 35 3182 Bekir oglu Mahmud Osmaniye
61 77 48 3183 Ali — Cuma Ali (Járdák
62 78 47 3170 Ali — Cuma Ali gárdák
63 81 50a 3185a Ali — Cuma Ali gárdák
64 82 50b 3185b Ali — Cuma Ali (Járdák
65 83 51b 3186b Ali — Cuma Ali (Járdák
66 84 51a 3186a Ali — Cuma Ali (Járdák
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M. F.
No. u Collected at

Date of
Collec- 
tion Given by Name of píece

1 1 3136 15 Ankara
2 2a 3137a 47 Ankara
3 2b 3137b 48a Ankara
4 3a 3138a 48b Ankara
5 3b 3138b 32 Ankara
6 4a 3139a 50 Ankara
7 4b 3139b 49a Ankara
8 5 3140 33 Ankara
9 6a 3141a 49b Ankara

10 6b 3141b 51 Ankara
11 7 3142 16 Ankara
12 8a 3143a 57 Ankara
13 8b 3143b 52 Ankara
14 9a 3144a 31 Ankara
15 9b 3144b — Ankara
16 10a 3145a — Ankara
17 10b 3145b 53 Ankara
18 11a 3146a 39 Adana
19 11b 3146b 21b Adana
— 12a 3147a 21b Adana
20 12b 3147b 13a Adana
21 13a 3148a 40 Adana
22 13b 3148b 41 Adana
23 14a 3149a 8e Adana
24 14b 3149b 19 Adana
— 15 3150 19 Adana
25 16 3151 22 Adana
26 17 3152 — Adana
27 18a 3153a 46 Adana
28 18b 3153b 44 Adana
29 19a 3154a 36 Adana
30 19b 3154b 17a Adana
— 20a 3155a 17a Adana
31 20b 3155b 49d Adana
32 21a 3156a 7a Adana
33 21b 3156b la Adana

16. XI. Hatice Deklioglu
16. XI. Hatice Deklioglu
16. XI. Hatice Deklioglu
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Muktat Emine
16. XI. Hatice Deklioglu
16. XI. Hatice Deklioglu
16. XI. Hatice Deklioglu
17. XI. DivrikliAli
17. XI. DivrikliAli
17. XI. Divrikli Ali
17. XI. DivrikliAli
18. XI. Zekeriya Qulha
19. XI. Zekeriya £ulha
19. XI. Zekeriya £ulha
19. XI. Abdullah Karaku?
19. XI. Abdullah Karaku?
19. XI. Zekeriya Qulha
19. XI. Abdullah Karaku?
19. XI. Cinli Ali Givrak
19. XL Cinli Ali Givrak
19. XI. Ahmed Torun
19. XI. Ahmed Torun
19. XI. Ahmed Torun
19. XI. Ahmed Torun
19. XI. Ahmed Torun
20. XI. Zekeriya Qulha
20. XI. Zekeriya £ulha
20. XI. Abdullah Karaku?
20. XI. Ahmed Torun
20. XI. Zekeriya $ulha

Nenni-Lullabay 
Rain begging 
Henna song 
Rain song 
Lament

Partridge Halay

nőt transcribed
nőt transcribed

Senir style
Bozlak
Bozlak “end”
Lament fór Camiz Ali
Cimdalh
Dance song
Lament fór Haci bey
Karacaoglan
Karacaoglan “end”
Türkmeni
(Jukurova bozlagi nőt transcribed
Menev?e

Ilbeyoglu
Karahacili style
Karahacili “end”
Rain begging
Lullaby
Lullaby
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Collected at

Date of
Collec- 
tion Given by Name of piece

34 22a 3157a 6 Adana 20. XI. Ahmed Torun Lament
35 22b 3157b 1b Adana 20. XI. Zekeriya £ulha Lament
— 23a 3158a 1b Adana 20. XI. Zekeriya ^ulha Lament “end”
36 23b 3158b 2 Adana 20. XI. Abdullah Karaku?
37 24a 3159a 38 Adana 20. XI. Zekeriya <Julha §afak style
38 24b 3159b 17b Adana 20. XI. Zekeriya (Julha Üfgözoglu style
— 25a 3160a 17b Adana 20. XI. Zekeriya (Julha Üfgözoglu “end”
39 25b 3160b 29 Adana > 20. XI. Abdullah Karaku? Halay air
40 26a 3161a 5 Adana 20. XI. Cinli Ali Givrak Lament
41 26b 3161b 25 Adana 20. XI. Ahmed Torun Lament
42 — — — Adana 20. XI. See:B. B. 61
43 — — — Adana 20. XI. See:B. B. 62
44 27a 3162a — Tarsus 21. XI. Mü?tak ^avu? Egin style nőt transcribed
45 27b 3162b — Tarsus 21. XI. Mii?tak £avu? Van style nőt transcribed
46 — — 49c Mersin 21. XI. Abdülkadir Rain song
47 28a 3163a 45 Mersin 21. XI. Halil oglu Ali Erotic song
48 28b 3163b 56 Mersin 21. XI. Mehmed oglu Yakup Karaman song
49 29 3164 8a Osmaniye 22. XI. Ali Bekir oglu Bekir Lament “Kozanoglu”
— 30 3165 8a Osmaniye 22. XI. Ali Bekir oglu Bekir Lament "end”
50 31a 3166a 7b Osmaniye 22. XI. Ali Bekir oglu Bekir Dance song (originally lament)
51 31b 3J.66b 42 Osmaniye 22. XI. Ali Bekir oglu Bekir
52 32a 3167a 10a Osmaniye 22. XI. Ali Bekir oglu Bekir Karacaoglan
53 32b 3167b 10b Osmaniye 22. XI. Ali Bekir oglu Bekir
54 33a 3168a 43c Osmaniye 22. XI. Bekir oglu Mahmud Halay air
55 33b 3168b 431 Osmaniye 22. XI. Bekir oglu Mahmud Halay air
56 34 3169 — Osmaniye 22. XI. Bekir oglu Mahmud §irvani nőt transcribed
57 35 3182 60 Osmaniye 22. XI. Bekir oglu Mahmud §irvani
58 36 3171 — Osmaniye 22. XI. Kir Ismail Ahiska song nőt transcribed
— 37 3172 23 Osmaniye 22. XI. Kir Ismail Ahiska “end”
59 38a 3173a 18 Osmaniye 22. XI. Kir Ismail Dadaloglu air
60 38t 3173b 43 a Osmaniye 22. XI. Mustafa oglu Mehmet Dance song
61 39a 3174a — gárdák 23. XI. Ibrahim nőt transcribed
62 391 3174b — gárdák 23. XI. Delioglanm Habibe nőt transcribed
63 40a 3175a 27 gárdák 23. XI. Ibi? Mehmedin Abdullah
64 40l 3175b 58 gárdák 23. XI. Ibi? Mehmedin Abdullah Halay air
65 40c 3175c 4 gárdák 23. XI. Ibi? Mehmedin Abdullah Lament
66 4h 3176a 34 gárdák 23. XI. Ibi? Mehmedin Abdullah Praise of the bride
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! 67 41b 3176b 59 gárdák 23. XI. Ibi? Mehmedin Abdullah
68 42a 3177a 43d gárdák 23. XI. (Jened Osman

Halay air
Halay air69 42b 3177b 55a gárdák 23. XI. Kámil (Jened

70 43a 3178a 55b gárdák 23. XI. Kámil özgan (özkan)
71 43b 3178b 55c gárdák 23. XI. Basri Demir Halay air

72 44 3179 37 gárdák 23. XI. Yusuf Qenet Türkmeni

73
74

45a
45b

3180a
3180b

24 gárdák 
(Járdák

23. XI.
23. XI.

ömer oglu Ali 
ömer oglu Ali

Tribe’s style 
nőt transcribed

75 46a 3181a 8b (Járdák 23. XI. Kámil özgan

«
77

46b
48

3181b
3183

55d
61

(Járdák 
(Járdák

23. XI.
23. XI.

Mehmed oglu Für Sabit 
Ali — Cuma Ali Bozlak — Uzun Hava

78 47 3170 62 (Járdák 23. XI. Ali — Cuma Ali
Mara?79 49a 3184a 26 gárdák 23. XI. Mehmed oglu Für habit

80 49b 3184b 54 (Járdák 23. XI. Mehmed oglu Für Sabit Garip

81 50a 3185a 63 (Járdák 23. XI. Ali — Cuma Ali Mara? dance

82 50b 3185b 64 gárdák 23. XI. Ali — Cuma Ali Garip dance

83 51b 3186b 65 (Járdák 23. XI. Ali — Cuma Ali Lorki dance

84 51a 3186a 66 (Járdák 23. XI. Ali — Cuma Ali Kaba dance

85 52a 3187a 14 Toprakkale 
(Kumarli)

24. XI. Memik Mustafa oglu 
Osman Karacaoglan

86 52b 3187b — Toprakkale 
(Kumarli) 
Toprakkale

24. XI. Memik Mustafa oglu
Osman nőt transcribed

87 53 3188 11 24. XI. Bekir oglu Mustafa

Haci oglu Ismail

Karacaoglan

(Kumarli)
88 54 3189 28 Toprakkale (Tecirli) 24. XI.
89 55a 3190a 8c Toprakkale (Tecirli) 24. XI. Haci oglu Ismail
90 55b 3190b — Toprakkale (Tecirli) 24. XI. Hőkké? oglu Mehmet

Lament
91 56a 3191a 3 Toprakkale (Tecirli) 24. XI. Bekir oglu Mustafa
92 56b 3191b — Toprakkale (Tecirli) 24. XI. Ali oglu Osman

Lament
93 56c 3191c 12 Toprakkale (Tecirli) 24. XI. Ahmed oglu Mehmet
94 57a 3192a 8d Toprakkale (Tecirli) 24. XI. ömer oglu Hőkké? Lament 

Dadaloglu 
Han Mahmud95 57b 3192b 13b Toprakkale (Tecirli) 24. XI. Ali oglu Haci

96 58 3193 20 Toprakkale (Tecirli) 24. XI. Ali oglu Haci
97
98

59
60

3194
3195

9
21a

Toprakkale (Tecirli)
Toprakkale (Tecirli)

24. XI.
24. XI.

Ali oglu Haci 
Haci oglu Ismail Alderman esquire

99 61 3196 30 Adana 25. XI. Koca Mehmed
Lament 
Lament “end” 
nőt transcribed 
nőt transcribed

100
101
102
103

62
63
64
65

3197
3198
3199
3200

17c

35

Adana 
Adana 
Adana 
Adana

25. XI.
25. XI.
25. XI.
25. XI.

Koca Mehmed 
Koca Mehmed 
Koca Mehmed 
Koca Mehmed
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Melodies nőt transcribed by Béla Bartók*
(Transcri ptions made by A. Adnan Saygun)

General No. 
of Collected
Melodies

B. B.
Cylinder No. M. F. No. Given by Name of piece

15 9b 3144b Divriki Ali (Ankara)
16 10a 3145a Divriki Ali (Ankara)
26 17 3152 Ahmed Torun (Adana) Bozlak of (Jukurova
44 27a 3162a Miijtak Qavu? (Tarsus) Egin style
45 27b 3162b Müjtak £avu$ (Tarsus) Van style
56 34 3169 Bekir oglu Mahmud (Osmaniye) $irvani
58 36 3171 Kir Ismail (Osmaniye) Ahiska song (first part)
61 39a 3174a Ibrahim ((Járdák)
62 39b 3174b Delioglanin Habibe ((Járdák)
74 45b 3180b ömer oglu Ali (gárdák)
86 52b 3187b Memik Mustafa oglu Osman (Qardak)

101 63 3198 Koca Mehmed (Adana) Lament

Cylinders Nos. 9b, 10a, 34, 36, 63 are nőt published

408



APPENDICES





I.

A REPORT MADE AT THE ISTANBUL CONSERVATORY 
ON THE JOURNEY OF BÉLA BARTÓK IN ANATOLIA 

BY

A. ADNAN SAYGUN

In a letter to the President of the Ankara Halkevi, the great Hungárián composer and 
musicologist, Mr. Béla Bartók, who was the first or at least one of the first scholars to conduct 
scientific studies in Hungárián, Rumanian, Bulgárián and Arabic főik music, proposed, a few 
months ago, to give three lectures in Ankara and to make a trip in Anatolia in order to collect and 
study Turkish főik music. The Master’s wish was favourably received and after somé correspondence 
between the President of the Halkevi and the Master,244 it was decided to arrange these activities 
in the month of November.

There is no doubt that the arrival of Mr. Bartók in Turkey to study our music is of Capital 
importance in the musical life of our country. The importance of this trip can be imagined more 
clearly if we consider that the eminent composer’s interest in Turkish főik music has the double 
advantage of giving us, now that we are at a turning point in our musical life, the opportunity to 
benefit from the advice of an older and more experienced composer and, on the other hand, to give 
the Master the opportunity to rectify his former false ideas and those of the musicological world 
regarding Turkish főik music in order to show the world the authentic character of that music.

In this report I will attempt to describe the trip which I took with Mr. Bartók and to reproduce, 
by way of a summary, somé of the Master’s suggestions.

Mr. Béla Bartók arrived in Istanbul on November 2, 1936. On the very same day of his arrival 
as well as on the next day he set to work at the archives of our Conservatory. He found the főik 
music collection extremely interesting as well as the record collection which he was told was unique 
in Turkey. He made notes of a few of our songs. Furthermore, it was from the records in these 
archives that he became acquainted with the current use in Turkish főik music of the Black Sea of the 
rhythm in seven which he, later on, had made known in the western world under the name of 
“Bulgárián rhythm”. He talked about this at length in one of the lectures which he gave in Ankara. 
Thus, the archives of our Conservatory furnished, fór the first time since its foundation, documents 
or scientific comparative studies.

Mr. Bartók expressed satisfaction with the work done in this field by the Conservatory. Never- 
heless, after stressing the interest which these studies would present fór Turkey as well as fór the 
nusicological circles of other countries, he pointed out certain procedures fór the efficient functiqning 
’f these archives, conformingly to the needs of scientific work. The most important point on which 
e insisted was that melodies should be recorded in the field, directly from the peasants and under 
he most natural conditions. Recording Instruments should be used fór this purpose, he insisted.248

Cf. Appendix II, p. 412.
The Conservatory of Istanbul had started to record főik melodies in 1925. However, it was only in 1928 that 
researchers used a recording madiine to record on wax discs. After that, recordings in Istanbul were made on 
normál records.
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The machine which he had used fór a number of years fór these recordings was an Edison phono
graph. With these machines the recordings are done on cylinders. In order to record Turkish melodies 
he used the very same machine. However, he admitted the disadvantages of the machine, such as, fór 
example, its incapacity of reproducing a neat and clear tone; or the difficulty of recording an 
instrument with a light sound; or still more the wearing out of the cylinder. During our trip, the 
Master was very much interested in the explanations of an engineer whom he met at the Halkevi 
of Adana regarding a machine which would permit recordings of a higher quality, and he asked 
me to keep in touch with that person and to write him about the results of his experiments. Accord- 
ing to the engineer, his instrument would record on a normál disc and we subsequently made a few 
experiments. It was to be equipped with a condenser and a spring which, thus, would permit recordings 
to be made at any piacé. Bartók added that any phonograph could be used fór that purpose. It would 
be desirable, he said, to remain in touch with Mr. Rejat, the engineer, and if this machine should 
prove superior to Edison’s phonograph, acquire one fór the Conservatory fór use in the archives.

On the evening of November 4, 1936 we left fór Ankara. Between November 5 and Novem
ber 11 Mr. Bartók gave three lectures and one concert in that city.246 The first of these lectures dealt 
with the particularities of Hungárián főik music and its relations to the music of certain peoples 
in the north of Turkey. In his second lecture the Master explained at length and with great authority 
the reasons why főik melodies should be collected, their benefits to scientists, historians, composers, 
and strongly underlined the importance and legitimacy of this kind of composition relying on főik 
music in relation to different Creative ideas. In his third lecture, Mr. Bartók dwelt on the methods 
of collecting főik music conforming to the requirements of scholarship and the work that has to be 
done in these collections. At this point, I would like to be allowed to express my happiness that the 
Ankara Halkevi decided to publish these important lectures which could serve as guidelines fór work 
undertaken in our country in the field of főik music. Bartók’s notes on his trip to Anatolia247 were 
to be published as well.

246 Besides the concert given with the orchestra, Bartók gave a recitál at the Residence of the Hungárián Ambassador 
in Ankara.

247 These lectures were published, bút without Bartók’s note on the trip, by the Ankara Halkevi (Ankara, 1936). These 
edited lectures make up Bartók’s brochure entitled “Why and How to Collect Popular Music”. The first of these 
lectures was drafted by the Master in Germán, the second in French and the third in Hungárián.

248 Rhapsody Op. 1. See further the program of that concert.

Mr. Bartók alsó lent his Services to two concerts devoted to Hungárián music. The first concert 
was given on November 7th and was repeated on November 17th. The Master played one of his 
compositions248 and the “Dance Macabre” by Liszt. In the meantime, Mr. Bartók was taken ill, and 
so the first trip planned fór (Jorum could nőt take piacé. The 15th and 16th of November were 
devoted to recordings of melodies sung by male and female peasants living in Ankara.

On the evening of November 18th we left fór Adana. After making somé recordings in that 
city we went on to Tarsus and Mersin, bút perhaps owing to lack of time, we were unable to do 
proper work in these two places and, from Mersin, without stopping in Adana, we went directly 
to Osmaniye. It was in that region that we were able to work adequately, in Osmaniye itself, in a 
viliágé near Osmaniye and then under the tents of the nomads in the outskirts of Toprakkale and 
among the nomads of “Tüysüz dag” (= Mount Tüysüz) who had just arrived from the high plateaus 
to spend the winter there. Finally, since Mr. Bartók could nőt prolong his stay in Turkey, we returned 
to Adana where we were able to record a few more melodies. We returned to Ankara and from there 
went to Istanbul. On the evening of our arrival to this last city Mr. Bartók left our country.

During our trip we were able to record ninety-three melodies. The Master made a comparison 
between these melodies and Hungárián ones and assured me enthusiastically that four of the melodies 
we recorded were “identical” with Hungárián főik melodies; six melodies were variants and eleven 
ones were of the same structure as certain Hungárián types.
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Upon his return írom the trip Mr. Bartók submitted to the Ministry of Public Instruction in 
Ankara a report which he had prepared at the request of that institution. In this report (a copy of 
which he gave me himself) the Master proposed the foundation of an institute equipped with various 
machines and Instruments indispensable fór the work, such as phonographs, cylinders, etc. . . . 
Supposing that were sincere interest in that kind of work, musicians at this institute would be in 
charge of undertaking serious musicological studies on the matéria! which they had collected and 
transcnbed according to scientific methods. As fór the budget of the institute, once the necessary 
Instruments were acquired, he said, the expenses would be reduced to buying records or cylinders 
only and írom time to time to bring out somé publications. There would alsó be the salaries of those 
working in the institute.

Although he meant his report fór Ankara, the Master referring to the work done in this field 
at the Istanbul Conservatory, expressed his conviction and his hope that such a project could be 
pút to better uses outside Ankara, in Istanbul perhaps and suggested that we concentrated our 
efforts on the establishment of such an institute in Istanbul. He alsó asked me to keep him constantly 
informed on the work accomplished in Istanbul.

The plán as suggested by Mr. Bartók can be summarized as follows: musicians willing to devote 
part of their time to this type of strenuous work, preferably composers, should spend two months 
of the year on the road in order to make recordings and should, inasmuch as possible, go to remote 
places which had nőt come under urban influences and had remained pure. The rest of the year 
would be devoted to transcribing and studying the musical matéria! gathered and to prepare it fór 
publication. Bartók estimated at about 20,000 the approximate number of főik melodies existing 
in Turkey.249 He emphasized the necessity to proceed with this work without delay. Evén in his 
lectures he insisted at length on this point. Several times he stressed the necessity to start without 
wasting time, and strongly underlined the importance of sudi a plán fór the musicological world which 
would thus be able to draw precious informations. He would nőt be sparing in his gratitude towards 
those who encouraged and promoted this plán.

To these extremely valuable suggestions of the Master I have nothing to add, except to say, 
that as a musician who fór long years has tried to make his way in this domain and who expresses, 
more or less, the same wishes as Bartók, I agree wholeheartedly with the Master’s suggestions.

(Here follows the translation of Bartók’s report)250

218 At this moment, I am convinced that this number can easily be raised to 30,000. Evén the recordings made hastily 
at the Ankara State Conservatory yielded more than 12,000 melodies.

250 This report submitted by the Minister of Public Instruction in office to a Germán composer in charge of organizing 
the State Conservatory was disapproved by him. Another plán was substituted by hím and the archives were 
created according to it.
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II.

BARTÓK’S LETTER TO THE PRESIDENT OF THE ANKARA HALKEVI, 

MR. FERIT CELAL ÓÜVEN251

Budapest II, Csalán út 27 
July 15,1936

Mr. President,
I bég you to excuse me fór nőt having been able to reply earlier to your letter of May 19th. 

I had to think at great length before setting the dates of the three lectures whidi I will give in 
Ankara. Besides, I had to talk with Professor Rásonyi whose advice on the most convenient dates 
was useful.

1. The knowledge of what has already been done in your country in the domain of musical 
folklóré being particularly important to me, I will arrive in Istanbul on November 2nd, in order 
to study the phonographic archive collection252 and will be the guest of the British Consul General 
fór three days.253

2. In order to be in Ankara on the morning or the evening of November 5th, I will leave 
Istanbul the evening of the 4th, or the morning of the 5th. My three lectures will take piacé between 
the 7th and 9th.

3. Professor Rásonyi believes that it would be good to give a concert of Hungárián music with 
your Philharmonic Orchestra. If you would accept this proposal I will willingly lend my Services 
as a soloist to this concert. I can perform the “Totentanz” by Liszt and my Rhapsody Op. 1. The 
score and the parts of my work can be obtained from the publisher, on rental (Rózsavölgyi and Co. 
Budapest, Szervita tér). As to the parts of the Totentanz, our Philharmonic Society of Budapest can 
loan them to you. One could still add to the program my “Hungárián Pictures”. The score and 
orchestral matéria! can be found at the same publisher’s. Alsó a work by Kodály whidi, if I am nőt 
mistaken, has already been performed in Ankara. These works do nőt present great difficulties fór 
the orchestra. You should discuss, however, this point with Mr. Praetorius, the orchestra conductor. 
The dates fór this concert and the rehearsals could be on the 8th and 17th of November.

The subject of the lectures are:
a) The influence of popular music on contemporary music.
b) Popular Hungárián music and its relations to the music of the Turks of the north (Turcomans). 
c) Why and how should popular music be studied? (I will emphasize mostly the importance of this 

subject from the national as well as the international point of view.)
In direct relatipn with these lectures I should very much like to talk with you, informally, about 

the development of popular music study under most favourable conditions.254

This letter whidi was at the ardiives of the Halkevi disappeared after the abolition of these homes. I am translating 
it again from the copy of the Turkish translation whidi I had made.

2S2 Here Bartók means the ardiives of the Istanbul Conservatory.
258 Here Bartók means to explain that he does nőt require expenses fór the days spent in Istanbul. In any case, he had 

requested simply a 2nd eláss sleeper -.leket fór all his trips, starting in Budapest.
254 Here Bartók makes it clear that he has no intention of meddling with the affairs of those who are at the head of 

the State Conservatory.
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4. In view of evaluating the possibilities which research in this domain offers and fixing the 
method (and in view of collecting, at the same time, as much as possible of popular melodies) it 
would be very useful to organize between the 1 Ith and 25th of November trips on which we would 
take an Edison phonograph and cylinders to villages which still live in primitive conditions. If you 
could give me fór a guide one of your young musicians with somé knowledge of philology who can 
approach the peasants without arousing their apprehension and misgivings, that would be enough. 
The two of us could conduct this project to a good end. One more question: Do you ha ve an Edison 
phonograph and wax cylinders? In any case I will bring with me my Edison phonograph and a few 
dozen cylinders and, if you would allow me, I will record each melody twice on the cylinders — one 
fór your collection and the other fór the Academy of Sciences of Hungary. Owing to the extreme 
fragility of the cylinders this is the best way to preserve the matéria! collected.

In the meantime, I have started to learn the Turkish language. Fór someone who wants to collect 
Turkish popular music it is very important.

Towards the end of August I will see Professor Rásonyi again and will give him a few more 
necessary details.

Yours sincerely
Béla Bartók
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III.

LETTER FROM A. ADNAN SAYGUN TO BÉLA BARTÓK

In a letter which he wrote me in February 1939 Bartók, referring to the events in Central 
Europe, the Anschluss and the difficulties which could come up between him and the publisher 
“Universal” in Vienna, he said most definitely that he had unfortunately decided to leave his country 
to settle somewhere else. Reminding me of this great interest in Turkish főik music, he stressed that 
the best piacé to immigrate would be Turkey. After having stated that he asked me to scrutinize 
the government authorities in order to find out if there would be a possibility to engage him fór 
research on the főik music of our country, he added that, together, we could do good work in 
this field. If my mernory does nőt fail me, he alsó added that a modest sum would be enough fór 
his living expenses. I immediately started the necessary steps with official circles, bút unfortunately, 
all my efforts were totally unsuccessful. The reason was that Bartók was undesirable in Ankara. 
On the other hand, the fact that Bartók’s proposal was being made through me was enough to 
aggravate the situation since I was, myself, undesirable in Ankara. Despite it all, I kept hoping that 
all would be settled and that I could work in peace with the Master. It was only after my news 
of failure that Bartók must have decided to leave his country fór the West.

In 1950, in a short article on Bartók’s trip in Anatolia which I wrote at the request of the 
“Musical Quarterly”,285 I mentioned fór the first time Bartók’s intention. Whereupon I received 
letters from all over the world asking me to give more details on this subject and to publish Bartók’s 
letter. Unfortunately, the authorities at the Ministry of Education to whom I had given his letter 
when I was working on the formalities never gave it back to me, on the pretext that it had been 
lost. Can it lie buried in somé collector’s collection? I know that this is quite possible and I hope, 
at least, that it may be so. Bút, in the meantime, I was the only individual who had talked of Bartók’s 
plán without being able to prove it through any document.

During one of my stays in Budapest, four or five years ago, I had gone to see my friend, the 
eminent musicologist and director of the Bartók Archives, Mr. Denis Dilié. I went in to him on the 
spur of the moment and the moment he saw me, he led me to one of the small rooms of the Archives, 
saying that he, too, had a surprise fór me. In one of the cases he showed me one of the letters which 
I had written to the Master. We went back to his office where he showed me a few more of my 
letters and that is how, while scanning the fiié that he gave me, I came upon the letter in which 
I relate to the Master my efforts regarding his possible stay in Turkey. The letter had been kept in the 
very same envelope. Thus, I finally had a document which could prove what I said in 1950. I believe 
that this document deserves to be published here. This is the letter:

*“ Cf. Vol. XXXVII, No. 1, New York, January 1951.
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Istanbul, March 19, 1939

Dear Master,
Back írom a trip in Anatolia, I find your letter at the Conservatory. Your lines regarding events 

in Central Europe and their development which continue according to the plán of the aggressors 
and despite the whole world and your decision to emigrate, grieved me. On the other hand, I am 
happy to learn that you intend to settle in Ankara.

Since th.e Minister of Public Instruction resigned I find that the situation is improving in my 
favour. The new Minister is no stranger to me; the new Director-General who replaced Cevad 
whom you met, is a friend. He asked me while I was in Ankara, only a few days ago, to help hím 
in his work concerning musical organization. Thus, I hope to do something fór you. I will do my 
very best to assure you a settlement in Turkey and I will be happy if I can achieve good results.

As to your collection of Turkish popular songs we talked about it in Ankara with the president 
of the Halkevi and we decided to write you that the Halkevi could buy a few hundred copies in 
order to help you in the second phase of the publication of your book.256 Or, if you agree, we can 
translate your book and the Halkevi will publish it.

I think that I myself could go to Ankara definitely.
I will write you about all this.
Please accept, dear Master, the expression of my most sincere regards

A. Adnan Saygun

258 This concerns the present collection.
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IV. PHOTOGRAPHS

i.............................................................
2.............................................................
3.............................................................
4.............................................................
5.............................................................
6.............................................................
7.............................................................
8.............................................................
9.............................................................
10.............................................................
11.............................................................
12.............................................................
13.............................................................

1.............................................................

2 , 3,4, 5,6..............................................
7.............................................................
8.............................................................
9 ,10 . . . '..........................................

11.............................................................
12.............................................................

13.............................................................
14.............................................................
15.............................................................

Kéményé or Kemane (8a, 10b, 43c, 60, BB. cyl. No. 34)
Kéményé or Kemane detail
Curu inzva (18, 23)
Curu inzva side-face
Curu mzva detail
Cura (used in Qukurova, no example in this collection)
Cura side-face
Egit (used in Qukurova, no example in this collection)
Egit side-face
Cura davul (61, 62, 63, 64, 65, 66)
Cura davul
Zurna (61, 62, 63, 64, 65, 66)
Deblek (40)

At the Ankara Halkevi, with Turkish musicians and a Saz player 
“Tanburaci Osman Pehlivan”.
At Tarsus and Mersin, 21. XI. 1936.
At Osmaniye, with Haci Bekir oglu Bekir, 22. XI. 1936.
At the Kumarli tribe, near Toprakkale, 24. XI. 1936.
On the way to “Tüysüz dag”, residence of “Tecirli Yazlamaz” tribe, (near 
Toprakkale), 24. XI. 1936.
At “Tüysüz dag”, 24. XI. 1936.
At Toprakkale railway-station with Osman Ilá, diief of the tribe Tecirli 
Yazlamaz, (center), 25. XI. 1936.
Bartók in the garden of the Hungárián ambassador’s residence in Ankara.
Kir Ismail, Inzva player.
Bartók’s travel-sketdi.
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V. MAP OF TURKEY
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