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FOREWORD

This dissertation has been done in Istanbul Technical University (ITU) PhD.
Program of Musicology and Music Theory Department constituted within Graduate
School of Arts & Social Science shared by Turkish Music State Conservatory
Musicology Department and Music Theory Department as a PhD Thesis.

The whole concept of this dissertation will go around discussing Ashik music in west
and east Azerbaijan provinces in Iran. West Azerbaijan will be divided into Urmia
and Sulduz (Naghadeh) environments based on musical categorization among them
Urmia has been taken under scope, while east Azerbaijan will be analyzed as Tabriz
and Gharadagh music environments which finally will come up with a comparative
musical conclusion between west and east Azerbaijan provinces in Iran.

I need to mention so many thanks for my super adviser, Prof. Erol Parlak and the
jury members of my thesis committee; Prof. Adnan Kog, Prof. Dr. Nilgiin Dogrusoz,
Dr. irfan Ciftci and Dr. Mehmet Ali Ozdemir with their helpful thoughts and
knowledge and their musical experiences from bibliographical research up to the
frank criticism and being with me step by step along the whole thesis development.

My special thanks go to my grandmother Tahereh Ghaznavi, who put the instrument
“Saz” in my hands in a very rigid and war atmosphere of Iran during the Iran- Iraq
war. | will never forget the pain she suffered in hiding the “Saz” while having the
instrument was forbidden in Iran when | was a child. She burdened the great risk
while trying to order and provide me with the instrument. She also kept on letting me
learn the basics of the instrument as much as it was possible at that period. | will
never forget her old saying as “man with no art means nothing”.

I need to thank my wife, Parisa Arsalani with her musical experience and her frank
criticism for being with me along with the whole thesis development.

And finally so many thanks go for all who to some extend take in part in this PhD

dissertation with their thoughts, patience and knowledge in every aspect from
hospitality to sharing the helpful data and music repertoire during my research.

March 2015 Farhad SHIDFAR
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A COMPARATIVE ANALYSIS OF ASHIK SAZ AND ASHIK MUSIC IN
WEST AND EAST AZERBAIJAN PROVINCES OF IRAN

SUMMARY

The aim of this thesis is to investigate Ashik (minstrel) Saz as well as Ashik music in
west and east Azerbaijan provinces in Iran. It has been mentioned in the introductory
section that this region may be regarded as an unstudied and dark point regarding the
Ashik Saz and Ashik music academical research among the countries which have
been located in silk road route from China to Egypt sharing almost the same minstrel
culture.

In the introduction of this thesis, there will be a comprehensive approach to Ashik
Saz and Ashik music besides the definition of traditional music and related different
approaches to research strategies of the folklore studies.

One of the important historical approaches is the investigation of the roots and events
regarding the existence and historical factors and different disputes of the origin of
Turk population in Iran and Azerbaijan. Researches reveal the fact of cultural and
musical similarities but at the same time the differences between Azerbaijani Turks
in Iran and their homogeneous and cognate north Azerbaijan community located in
the recent borderlines of Azerbaijan country.

The peace treaty and an agreement of “Gulistan” in 1813 and the treaty of
“Turkmenchay” in 1828 between Iran and the Russian Empire have separated
Azerbaijani people politically, socially and even physically from each other.
According to these agreements the the Azerbaijani populated cities above the
borderline of "Araz" / "Aras" river would belong to Russia and the below cities of
the same river belonged to Iran.

These unexpected treatments have caused the great social, economical and physical
suffer and mutual hurt, pain, sorrow and depression, being in distress, upset and
miserable conditions between two separated Azerbaijani people falling apart in north
and south cities so that no one could come back to their previous home lands ever
since. Even those who were in different cities because of trade or wedding or any
other purposes, got stock in north or south cities and fell apart for a dark 70 years
separation period. The people inhabiting those areas call it as the well known phrase
"no insect could fly between two separated parts for 70 years".

From 75 million population of Iran almost 35 million is considered as having Turk
ethnicity and among them the most majorities are Azerbaijan Turks. This fact
statistically play an important political, social and cultural role in Iran as being
known as a multicultural country.

Ashik music is regarded as the oldest traditional music of Azerbaijan having roots in
the lives and woven with warp and woof, basis and foundation of Azerbaijani people
which has made it a unique and special music known as the core of Azerbaijani and
music and culture both among the Azerbaijani people live in Iran and Azerbaijan.
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Most of music Makams and Mugam music ranks in Azerbaijan have roots in Ashik
music. "Ashik Saz" / "Kopuz" is the fundamental instrument of Ashik music which is
common to be called as merely "Saz" among the people. “Saz” in Azerbaijani and
Farsi languages means the instrument in general reflecting the idea of historically
being the mother and the root of all music instruments.

The study consists of six chapters proceeding by an introductory chapter that outlines
the the need for this study, the objective of the thesis, the general definitions about
the main concepts in this thesis as “Ashik”, “Ozan”and “Kopuz”, the significance of
the study, the aims and goals of the thesis and the methodology of this research.

The second chapter of this paper consists of three parts which in the first part of this
chapter, the history of the region “north west Iran” will be discussed coming up with
the field work and methods of musical analysis later on. The historical investigation
at this study which includes historical approach to north west Iran and the tribes of
western Iran, clarifies the roots of the superficially seen melodic structure of the
songs but deeply rooted in the history. These roots are being obvious in the melodic
structure and lyrics analysis of the songs of Ashiks.

Multicultural history of the area has its deep influence in the musical features of the
melodies being analyzed in the musical analysis table of the songs in later chapters
here.The second part of this chapter discusses geographical, historical and cultural
approach of west Azerbaijan in Iran in which geographical aspects of the province,
neighboring cities having cultural influence on them, the number of cities they
include and even the ethnic groups and different religions in the area which play role
in creation the structures of the melodies and lyrics. The third part of this chapter
provides the geographical, historical and cultural approach of east Azerbaijan in Iran,
all the above mentioned features have been described for east Azerbaijan as well.

The third chapter of the thesis focuses on organological approach to the music of the
mentioned regions in which.the writer will define and discuss Sachs Classification
system before starting the music analysis in the later chapters.In this chapter for the
classification of the Saz, Hornbostel — Sachs Classification System an international
established system of classification was adopted.

According to H-S system in categorization of Ashik Saz, we may refer the fact that it
is a chordophone and then the first numerical number is created as 3. Finally it falls
into “Necked Lute” category with the number identification of 321.32.

Azerbaijani Ashik Saz and Turkish Baglama both fall into the same category
regarding organology in which 321.32 stands for necked lutes i.e. the handle is
attached to or carved from the resonator, like a neck.

Physical aspects of the Saz with all characteristics like; parts of Saz, dimensional
characteristics, tuning systems, and Saz making techniques and related workshop
photos etc. has been explored in this chapter.

The forth chapter explores Saz playing techniques and score notation strategies in
which score transcription and techniques mentioned in the Saz notation books of
llgar imamverdiyev have also been evaluated. Finally for Azerbaijani Ashik Saz
some score notations techniques and transcription hints mentioned in “Qopuz
Mektebi”, by Changiz Mahdipour will be discussed in Ashik music scores
transcription.
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In the fifth chapter of this study under the title of analysis of the music of the Ashik
the musical analysis is one of the fundamental parts of this study. In order to analyze
an individual Ashik music, the classification of the analysis is taken under
consideration.| tried to design a chart into which as all Ashik music repertories can
be located and the result would be a systematic analysis in which the following
aspects as; melodic characteristics, scale or a specific set of pitches, independent
meaningful texture of melody, hierarchy of pitches, Agaz (beginning), reciting tone
or Shahit (witness) or Kalish (inclined to stay and not move), static Shahit, dynamic
Shahit, Tuning, drone pitch, cadence or “Forud” and cadential formula, rhythms and
meters in Ashik music, form in Ashik music and genres of vocal music of the
Azerbaijani Ashiks have been discussed for each Ashik music repertoire fallen into
this analysis.

Chapter six will be discussing about the comparison of Ashik Saz and Ashik music
in west and east Azerbaijan provinces of Iran as firstly the west and later on the east
Azerbaijan Ashik music environments in Iran.will be under scope. In this comparison
the Ashik music environments will be explored from a performance practice
perspective, such as; the characteristics of Ashik music performance (solo or group
and the number of the instruments which are normally used) and the venues of
performance (e.g. in traditional cafes “Qohvoxana” or wedding ceremonies),
proceeding by exploring popular Ashik music repertoire (ancient and contemporary),
the reasons of publicity of Ashik music repertoires, the pioneer musicians of west
and east Azerbaijan provinces Ashik music in Iran and their contribution to the
community.

In the last part of this chapter before conclusion, the differences of Ashik Saz and
Ashik music in west and east Azerbaijan provinces of Iran based on the instruments
and organological approach, the number of the anecdotes and Dastans, the Asik
music repertoires, the Asik music poets and masters of Ashik music literature, the
Asik music performance and stage strategies and finally the differences and
similarities of traditional cafes “Qohvoxana” among east and west Azerbaijan
provinces and the rest of Iran will be explored.
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IRAN'IN BATI VE Qo_éy AZERBAYCAN B(")LGELE_RINDEKi ASIK SAZI
VE ASIK MUZIGI'NIN KARSILASTIRMALI iNCELEMESI

OZET

Bu tez, Iran'm Dogu ve Bati1 Azerbaycan bolgelerindeki ozan kiiltiirii, Asik Saz1 ve
Asik miizigini arastirmay1 hedeflemektedir. Giris bolimiinde belirtildigi gibi bu
bolge, Asik Sazi ve Asik miizigini akademik arastirmasi agisindan, Cin'den Misir'a
kadar ayn1 halk siiri kiiltiiriinii tasiyan Ipek Yolu'nun gectigi iilkelere gore kor bir
noktada kalmaktadir.

Tezin giris kisminda, geleneksel miizigin tanimlanmasi ve bununla ilgili farkh
yaklagimlardan sonra, Asik miizigi ve Asik kimligi hakkinda genis bir agiklama
yapilmistir.

Tezin amacini olusturan en Onemli konulardan biri, Iran Tiirkleri’nin ve
Azerbaycan’da yasayan Azerbaycan Tirkleri’nin Tiirklesme siirecinin tarihsel olarak
ele alinmasidir. Azerbaycan Tiirkleri’nin ortak kiiltiirel gecmisi paylastig1 iran’da,
Azerbaycan’da ve kuzey bolgesinde yasayan soydaslariyla, bir¢cok sanat ve kiiltiir
alaninda oldugu gibi, miizik alaninda da benzerlikler ve farkliliklar bulunmaktadir.

Bu farkliliklarn smirlari oldukga net bir sekilde belirlenmistir. iran ve Rusya
arasindaki 1813'te Gulistan ve 1828'de Turkmencay Antlagsmasiyla siyasi, fiziki ve
sosyal olarak Azerbaycanlilar birbirinden ayrilmistir. Antlagsmaya gore "Aras" ve ya
"Araz" nehrinin kuzeyinde kalan iller Rusya’nin, giineyinde kalan iller iran’mn
olmustur.

Burada yasayan halklar tarafindan 6ngoriilmemis bu karar, ortaya ¢ikartilan kuzey-
giiney smir1 ilizerinde halihazirda var olan ticari, sosyal, ekonomik iliskileri yok
etmesinin yan1 sira, insanlarin sinir yiiziinden aslen yasadiklari yerlere
donememesiyle sonuglanmisg, biiyiik bir magduriyet yasanmistir. Orada yasayanlar
bu siireci, "70 y1l boyunca her iki taraftan sinek bile ugmadi" tabiriyle adlandirip,
durumun vahametini gozler 6niine sermistir.

[ran’m 75 milyonluk niifusunun 35 milyonunu Tiirkler ve g¢ogunluk olarak
Azerbaycan Turklerinin olusturdugu iddia edilmektedir. Iran’da genellikle etnik bir
kitle niifusu kadar 6nemsendigi i¢in burada yasayan Azerbaycan TUrkleri bu konuda
miistesna degillerdir.

Azerbaycanlilar tarafindan en eski ve geleneksel miizik olarak kabul edilen, aym
zamanda halkin yatkin ve bagli oldugu bir miizik tiirii olan Asik miizigi, Azerbaycan
halkinin 6z miizigi diye bilinmektedir. Bugiinkii Azerbaycan makamlarinin ¢ogunun
kokeni Asik miizigine dayanmaktadir. Asik miiziginin temel saz1 "Asik Saz1" veya
"kopuz" olarak tanimlanmiyor. Halk arasinda da "Asik Saz1" veya yalmz "saz" denir.
Saz, Azerbaycan ve Fars dilinde enstriiman anlaminda olup, tarih boyunca tim
enstriimanlarin kokeni sayilmaktadir.
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A}tl boliimden olusan bu ¢alismanin giris boliimiinde ana hatlariyla gerekgesi, amaci,
“Asik”, “Ozan” ve “Kopuz” gibi bu tezde kullanilan temel kavramlar hakkinda genel
tanmimlamalar1 6zetliyor ve devaminda metodolojisinden bahsedilmektedir.

Ikinci boliimde, alan arastirmas1 ve miizikal analiz metotlarinin ele alindig tarihsel
bir sorgulam ve Iran'n kuzeybatis1 ve Bati iran kavimlerine yonelik tarihsel bir
inceleme yaparak, Iran'm Bati ve Dogu Azerbaycan bolgesi, cografi, tarihi ve
kiiltiirel agidan ele alinarak bolgenin cografi etkileri ve komsu oldugu sehirlerin
kiiltiirel etkisinin yani sira, bolgedeki etnik gruplarin ve farkli dinlerin bir arada
bulundugu velayet sayisinin, melodi ve siir yapisinin olusumunda oynadigi rol
tartisilmaktadir.

Bu koklerin baglantilar, Asiklarin (ozanlarin) icra ettikleri eserlerin sozleri ve
melodi yapilart incelendiginde agikca goriilebilmektedir. Calismanin ilerleyen
boliimlerinde ¢oziimlemesi yapilan melodilerin iizerinde, bolgenin cok kiiltiirlii
tarihinin buyiik etkisi oldugu goriilmektedir ve sonug olarak sarkilarin yiizeysel bir
sekilde goriilen melodik yapilarinin, koklerinde aslinda birbirleriyle olan derin
baglantilarini agiga ¢ikarmaktir.

Saz'm siniflandirilmasi ile ilgili tiglincii boliimde, uluslararast bir siniflandirma
sistemi olan “Hornbostel — Sachs Classification System” kullanilmistir. Bu sisteme
ornek olarak “Asik Sazi”nin siiflandirilmasini verebiliriz. H-S sistemine gore “Asik
Saz1” telli bir Saz olup, 3 sayisina tekabiil eder, bu da 321.32. sayisiyla ifade edilen
“Necked Lute” ile esdegerdir.

Buna ek olarak, “Azerbaycan Asik Sazi ve Turkiye'deki Baglama”, organolojiye gore
“321.32” ile ifade edilen, sap1 rezonatore bagli veya ayni pargadan oyulmus, boyun
formuna benzer yapida olan “Necked Lute” ile ayn1 kategoriye denk gelmektedir. Bu
bolimde, Sazin fiziksel yapisini olusturan tiim karakteristikleri; pargalari, boyutlari
ve akort sistemlerinin yaninda, Saz yapim teknikleri ve Saz yapim atolye gorselleri
incelenmektedir.

Dordinct bolimde, Azerbaycan Asik Sazinda kullanilan nota sisteminden uyarlanan
ve bugiin yaygin olarak kullanilan bir ¢ok Saz calma teknigi ile nota stratejileri
incelenmektedir Burada, Ilgar imamverdiyev'in, notasyon uyarlama ve teknikleri
tizerinde durdugu Saz i¢in yazilmig nota kitaplart da degerlendirmeye tabi
tutulmustur. Sonunda Azerbaycan Asik Sazi i¢in bazi nota bigimleri ve uygulama
teknikleri Changiz Mahdipour'un Qopuz Mektebi'nde, Asik miiziginde uygulanmak
tizere agiklanmistir.

“Asik Miizigi Incelemesi” bashgi altindaki bu galismanin Besinci bolimiinde yer
alan mizikal inceleme, ¢alismanin en 6nemli béliimlerinden biridir. Asik miizigini
Ozglin bir bigimde inceledigimizde, genele bagli bir analiz siniflandirmasi s6z
konusudur. Buna bagli olarak tiim Asik miizigi repertuvarlarinm yer aldigi ve bu
repertuvardaki tiim eserlerin, Asik miizigi'nin melodik 6zellikleri, 6l¢ii veya spesifik
perde ayarlari, anlamli bagimsiz melodi yapilari, perde hiyerarsisi, Agaz (Baslangig),
Shahit (Sahit) ya da kalish (sesin hareketsiz durma istegi), duragan Shahit, dinamik
Shahit, Akort, Uzayan sesler ve Dem sesler, Kadans “Forud”, Ritim ve 6lciileri, Asik
miizigi formu ve Azerbaycan vokal miiziginde s6z ve siir tirleri ve tipleri
bakimindan incelenen sistematik bir tablo hazirlanmistir.

Altinct boliimde ise Iran'm Dogu ve Bati Azerbaycan bolgelerindeki Asik Sazi ve
Asik Miizigi'nin, karsilastirmali bir inceleme sunulmaktadir. Bu amag icin ilk 6nce
[ran'm Bat: ve daha sonra Dogu Azerbaycan bélgelerindeki Asik Miizigi'nin icra
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edildigi muhitler anlatilmaktadir. So6zii edilen bdlgelerde tarihi ve cografi
ozelliklerinin ardindan, Asik Miizigi'nin icra sekli, Asiklarin miiziklerini icra
ettikleri mekanlar, kahvehaneler, diigiinler, Asik Miizigi’nin repertuvar;, Asik
Miizigi'nin Iran'm Dogu ve Bati Azerbaycan bdlgelerindeki dnciileri kadar eski ve
cagdas Asiklarinda miizikal ortamlarindan bahsedilmektedir.

Bu boliimiin son agsamasinda literatiirde gegen ve icralarinda kullanilan enstrimanlar,
bunlar arasindaki organolojik benzerlikler ve farklar, anekdot ve destan sayilari, Asik
miizigi’nin repertuvar sayisi, ozan, halk siirleri ve edebiyat ustalari, Asik miizik
performans1 ve sahne stratejileri ve nihayet Kahvehanelerimin Iran'in bat1 ve dogu
Azerbaycan bolgelerindeki farkliliklar ile ilgili bir inceleme sunulmaktadir.
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1. INTRODUCTION

We may encountered with several definitions while defining traditional music as the
music mostly unchanged passed between generations and played by informal players,
usually without notation, and mostly by ear or song memorization which have been
performed over a long period (usually several generations). They are most often folk
songs and dances or similar types of folk and anonymous music but they can also be
pieces from known early composers and may have also been the “pop music” of their
time. Traditional folk music has been defined as the music transmitted orally, or with
unknown composers that generally has been transmitted and evolved by a process of
oral transmission or performed based on traditions over a long period of time. When
we talk about traditional or folk music it is almost inevitable to mention the name of
“minstrel” or “Ashik”. Minstrels are called actually to a kind of musician poets or
bards who play instruments and sing songs whose lyrics may belong to themselves or
even other poets, tell stories of distant places or of existing or imaginary historical
events. Although minstrels created their own tales, generally they memorized and
decorated or embellished the works of others. Frequently minstrels were known as
wandering minstrels, traveling from cities to cities, villages to villages and
circulating among the people, reciting poems, singing, telling stories and anecdotes,
dancing, and performing in the Qohvoxanas, wedding ceremonies, funerals, rituals,
etc. in the happiness, grief, sadness, war and epics of the people, moment by moment
and shoulder by shoulder with them melting into their culture and even step by step

accompanying the routine lives of the people.

“Ozans” and “Ashiks” were and still are known as the minstrels in the Turkic world
and related countries. By Turkic world countries we generally refer to the countries
of Turkish language spoken or related dialects or the people speaking with the same
language and having the same culture but geographically have fallen in non-Turkish
countries. Here Turk nations mostly Azerbaijani people inhabiting Iran with their
Turkish language as their mother tongue and with the population about 35-40 million



people, can be regarded as one of the biggest and most important Turkish populated

countries after Turkey in the world.

This dissertation as an investigation and research on “Ashik Saz” or “Saz” or
“Kopuz” and Ashik music, which is regarded as one of the oldest musical
instruments in the history of Turks which still played lively in Iran and Azerbaijan,
has been carried out based on history, musicology, sociology, ethnomusicology,
organology, music theory, score notation of Ashik music and literature approaches
trying to reveal the unstudied, ignored and dark point in rich and huge Silk Road

history, culture and literature.

1.1 The Objective of the Dissertation

Considering the culture and literature of Silk Road among the Turkish people
inhabiting Iran who are statistically more than 35,000,000 people, the musical poetic
“Ashik’s Art” is one of the oldest. Iran and Azerbaijan are authentically the only two
countries where the Silk Road stories and anecdotes and legends are recited and sung
lively in an oral auditory tradition and in a rural and traditional atmosphere, such as
Qohvoxanas and wedding ceremonies by Ashiks or Ozans who have preserved this

oral popular culture and tradition.

Among this huge Turk population covering almost half of Iran, west and east
Azerbaijan provinces have the central importance in Azerbaijani language and
culture in Iran. The importance of this dissertation is revealed while we witness the
fact that a wide gap is going to be observed through passing from one generation to
the other as by overthrowing of old generation and disregarding of new generation
towards Turkish traditions, there will be no hope for this rich culture to survive
where there are not any compilations and written documents in this issue. This will
be regarded as losing a part of history which obviously threatens Turkish art,
literature and ultimately Turkish culture in general when we witness the culture of
Azerbaijani Ashik Saz and Ashik music regarded as one of the main columns of Turk

nations and Turkic world huge culture.is actually struggling to survive in Iran.



1.2 General Definitions and Different Terminological Approaches

While talking about “Ashik” or “Asiq” or “Ozan” as the minstrels among Turks and
their instruments called “Kopuz” or “Ashik Saz” as one of the oldest instruments
belonging to them and their music as “Ashik music” and their literature as well
which actually is the pioneer and fundamental columns of Turkish culture, it is better
to have a look to some scholars views about who were “Ozans” and who are

“Ashiks” and what is the history of “Kopuz” or “Ashik Saz”.

Kopriuld, M. Fuad (2004) in his books titled “Edebiyat Arastirmalar1” talks about the
“Kopuz” as the Turkic world oldest minstrel instrument used by “Ozans” or
“Baksis”. He mentions that “Kopuz” as a word has been used in Uygur texts, Divanu
Liigat’it Tirk, Meragali Hoca, etc. It has also been mentioned in the most famous

referance books like Dede Korkut, Mahzen’iil Esrar, Evliya Celebi, etc.

He talks about “Ozan” as folk poets of Oguz Turks and the fact that from XV
centuries up to now it has been replaced by the word “Ashik” in Anatolia or “As1q”
in Azerbaijan and “Baksi” or “Bahsi” among the people of Turkmenistan.“Baks,
Bahsi, Bagsi, Baksi, Baksi, Baksa” has conveyed a lot of meanings among Uygur
people, Turkmenistan, china,India, Kazakh and Kirghiz Turks but not got wide
spread among Anatolian and Azerbaijani Turks, instead the word “Ozan” gave place
to its Islamic concept “Ashik” or “As1q” around XV and XVI centuries. He also
mentions that this change may date back even to the XIII centuries and appearance of
“Tekke literature” and “Sufism or Tasavvuf” in the way that the Sufi poets used to
call themselves “Ashiks” instead of “Ozan” in order to be distinguished among other

poets.

He refers to the difference between Saz Sairleri (Saz poets) and classic poets. He

says that Ashiks believe that there are two kinds of poets as follows:

1- Kalem Sairleri which word by word translated as (poets of pen) who write

poems for elite class of the society.

2- Meydan Sairleri which word by word translated as (poets of the stage or poets

of the squares) who recite spontaneous poems in folk gatherings.



According to Koprili, M. Fuad (2004) Ashiks put a surplus dignity for Meydan
Sairleri (poets of the stage or poets of the squares) rather than Kalem Saieleri (poets

of pen) because of the privileges of the first group as following:
1- They recite poems and sing them spontaneously
2- Their ability to play the instrument and sing at the same time
3- Their ability to have a fan group,control them and access to huge community

Beginning from XVII centuries and urbanization of Ashiks and Meydan Sairleri
(poets of the stage or poets of the squares), the competition between them has caused
and lead and pushed them to learn “Aruz” rhythmical frameworks, classic poetic
forms and new compositions, Islamic elements, penetration of prophet names,
religious elements and mythological motives, etc. all from classic poets in order not

to look awkward and not to be located in second place.

He refers to the term “Ashik Tarzi” means the style of the Ashik which appeared
after XVIII centuries actually a blend of three elements as “rural ancient folkloric
literature”, “Divan or Court literature” as an elite kind of literature and “Tekke
literature or Sufism”. This helped in a great deal to the popularization of classic or
court literature and Tekke culture and Sufism among the ordinary people as Ashiks
here played the fundamental role of conjunction between elite literature, religion and
ordinary people as they were the only cultural transmission bridges between the

triangle of folk and ordinary people, court and elite literature and religion.

Senel, Siileyman (2007) in his book titled “Kastamonu’da Asik Fasillari: Tiirler/
Cesitler / Cesitlemeler, I. Vol” under the chapter with the name of “Asiklik
Geleneginde Musiki, Bazi Geleneksel Deyimler” talks about some traditional

terminology in Ashik music which are as follows:

1- “Usta Mali (Belongings of the Master)”: He approaches this term as two
different literal and musical approaches. “Literal approach” refers to the
poems of generally a passed away poet and rarely a live poet and “Musical
approach” includes the melodic forms and frameworks of passed away and
live Ashiks, as well as the especial and unique way of singing and local

melodic performance styles in Ashik music.



2- “Ashik Tarzi (Minstrel’s Style)”: refers to some determined rules and forms
and frameworks and at the same time the poems that follow some ideological
approaches and encompass their own specific musical styles while “Teganni
and Teganni’de Insad” refers to the already prepared melodic frameworks
and the usage of these cases by Ashiks with mounting and loading the lyrics

and poetic materials whether being spontaneously or already prepared.

3- “Asik Agz1 (Minstrel’s Mouth)”: refers to the use of specific dialect as well as
the framework of a melodic form based on some specific Makams and Ranks.
At the same time it refers to the local style of the Ashik together with

individual way of performance.

4- “Ayak (Foot)”: refers to a simple vocal or instrumental melodic motives
generally free of meter as an introductory part of the main melody as well as
some small melodic sentences consisting on maximum five to ten measures
which circulates among other melodic measures (Senel, 2007, p. 65-79). This
term “Ayak” or “Ayak verme” will later be analyzed as cadences in Ashik

music in detail.

Some common characteristics may also be seen between the Ashik Music and what
A. J. Racy a well known scholar of ethnomusicoloy in his pioneering book, titled
“Making Music in the Arab World: The Culture and Artistry of Tarab” talks of
“Tarab” or feeling ecstasy, a multifaceted concept that has no exact equivalent in
English that refers to both the indigenous music and the ecstatic feeling associated
with it. He offers insights into how music generally affects us all and provides an
intimate portrayal of the Arab musical experience, but generally they may be
regarded as one of the predominant characteristics in eastern world music. These
common characteristics are obvious when we see how musicians become inspired,
the love lyrics as tools of ecstasy, the relationship between performers and listeners,
and the influence of technological mediation and globalization.

Parlak, Erol (2000) in his book titled “Turkiye’de El ‘ile (Selpe) Baglama Calma
Gelenegi ve Calis Teknikleri” talks about the different kinds of “Kopuz”, their
naming strategies and organological perspectives to the naming of the instrument of
“Kopuz”. He mentions that “Kopuz” has been used in widespread geographical

regions regarding terminology. There are two main different kinds of categorization



in different kinds of “Kopuz”. The first category as being the instruments played
under the name of “Kopuz” at the moment is seen among the Turkish tribes
inhabiting north Asia known as Altaylar region. They call their instrument as

“Kopuz” no matter that it is stringed, bowed or other kind of instrument.

The second group of “Kopuz” is called to the instruments which have been born and
differentiated from “Kopuz” family which are generally called based on
onomatopoeia way of nomenclature and are visible in south and southwest Asian
countries. In this approach the naming of the instrument is based on the number of
strings of the instrument in Persian language (Farsi) like Dutar, Setar, Sheshtar, etc.
This tradition is even common among the Turks of south and southeast and even in
Anatolia like “Iki Telli, Ug Telli, Dokuz Telli” etc. This instrument naming tradition
is even observable in the other ottoman documents like “Evliya Celebi” as referring

the instruments and calling them in this way.

He also mentions that the number of strings has been changed in the form of set of
strings or as groups like “Setar” which is the instrument having three strings has been
changed into three sets of strings, each set may reach up to two, three or four strings.
He categorizes Turkish Baglama and Azerbaijani Ashik Saz that belongs to a Setar
family as three sets of strings in stead of three individual strings. He mentions that all
the strings in each set are tuned unison and each set has three strings so there are nine
strings in Azerbaijani Ashik Saz. He believes that Azerbaijani Ashik Saz is the
closest instrument to Anatolian Turkish Baglama among all Turkic world
instruments. He talks about the analogy and similarity of Turkish Baglama of
southeast Anatolia and Azerbaijani Ashik Saz which they are regarded almost the
same instruments. They share the same common tuning and fret systems and
intervals and even the body shape of the instrument help them to be played in
standing position and this is a tradition both in southeast Anatolian and Azerbaijani
Ashiks. He finally talks about the fact that Azerbaijani Ashik Saz used to be played
with bare hands without plectrum and by the increase in the number of strings and
the appearance of metal strings in Ashik Saz, it gave place to plectrum way of
playing (Parlak, 2000, P. 34-35).



1.3 The Methods of the Research

There are ethnically different Turk nations in Iran rolling as the pole of Turkish

musical culture in Iran which are listed as follows:
e West and east Azerbaijan
e Zanjan
e Ghom and Saveh
e Khorasan and Turkman Sahra
e Ghashghayi Turks

For the field work, west and east Azerbaijan Ashik music environments were
selected as two main referential regions so that the core of this thesis discusses Ashik
Saz and Ashik music in west and east Azerbaijan provinces in Iran. West Azerbaijan
has been divided into Urmia and Sulduz / Naghadeh environments based on musical
categorization and between these two environments Urmia has been taken under
scope. Then, east Azerbaijan has been analyzed as Tabriz and Gharadagh music
environments while there are of course other cities in east Azerbaijan province with
different tastes in Ashik music but they are in minorities and generally follow Tabriz
and Gharadagh Ashik music culture. We will finally come up with a comparative
Ashik Saz and Ashik musical discussion between west and east Azerbaijan provinces

in Iran.

In the methodological approach of this research between quantitative research which
is distributing surveys/questionnaires and qualitative research including conducting

interviews and field trip, the second approach has been selected and carried out.

There has been used of two different approaches in the methodology in this
dissertation. The first approach is the basics of folklore studies as what a researcher
needs to know as the main tools and information before, in and after the research
dealing with any folkloric approach focusing to a region. For this propose Pertev
Naili Boratav’s book titled “Halk Edebiyati Dersleri” has been taken into

consideration as a guideline before and after stepping to the field work.

All of these folkloric elements are somehow observable in Ashik music and Ashik
literature and are the roots of the culture and what makes the culture be rich. These
elements are the fundamentals of Ashik poetic forms and even Ashik melodic



structures and they are easily felt even in the performances of the Ashiks and in turn

they all have been a guide line before, during and after going into the field study.

These basic elements of folkloric studies serve to develop a comprehensive

ontological study focusing on Ashik music and Ashik literature.

Boratav, P. Naili (2000) in his book titled “Halk Edebiyati Dersleri” talks about

folklore and its categorizations and different kinds of folkloric poets or Ashiks as

following:

1- The Ashiks who carry the religious mission and Sufism characteristics

2- Ashiks who are secular and in turn are divided into:

The Ashiks who have innovated mind and those who had already
attended in military groups

The Ashiks who have been the hero of the. anecdotes regarding
their region

The Ashiks who have a blend of rural and urban characteristics
The Ashiks who have mere rural characteristics

The Ashiks who have migrated and have immigrant
characteristics

The Ashiks who have expertized and are skillful in singing and
telling anecdotes or Dastans

He defines the materials of Folklore studies as:

1- Literature of ordinary people (Folkloric literature) which includes:

Anecdotes or Dastans
Religious concepts
Stories about animals and fairy tell

Jokes and hilarious concepts about different characters and
nationalities in the society

Traditional songs and poetic forms

Proverbs

Destiny readers, fortune tellers and dream readers
Expressions and representations

Riddles and puzzles

Tongue twisters

Games and plays and songs about children
Applause and curses

Swearing and oath

Theatrical arts, like puppet playings, games, etc.



2- Rituals:

a-

Works which is done as a group and the rituals regarding it

Ceremonies and celebrations which are held in the specific day,
week, month or year

c- Rituals regarding the ancient communities and their leftovers

d- Rituals regarding different stages of the life like: Giving birth,
birthdays, Sinnet (circumcision or the operation on the male
organ of a male baby as a religious tradition in Islam)

e- Going to the school for the first time

f- Marriage

g- Death and funeral ceremonies

3- Believes:
a- Regarding nature, power, elements of life and events

Regarding plants and animals

Regarding human body

Regarding extra ordinary powers (God, Ghost, Angel, etc.)
Regarding the spirit

f- Regarding famous characters like prophets, masters, majesties,
etc.
4- Traditions:
a- Regarding family and relatives and the hierarchy between them

Regarding laws and justice

Regarding laws of the family and relatives like “Kan Davas1”, that
is Relatives’ deep hatred regarding a crime, etc.

Regarding the religion and the holly book, advises, ideological
themes, what to do and what not to do etc.

Regarding economic themes like the traditions of buying, selling
and commissions, Bazaar and market traditions, cultivation and
harvest traditions

5- The sciences of folk and ordinary people:

Astronomy

Geology or the science regarding the ground and earth
Meteorological science and those about weather and calendars
Chemistry science or well-known as magics

Hunting, fishing, etc.

Traditional medical science and natural medicines

The guesses about the secrets of creation of the plants, animals
and the earth (Boratav, 2000, p. 51-54).



The second methodological approach is what do ethnomusicologists actually do and
how do they learn about the world music and finally how do they approach the case,
like what mentioned by Terry E. Miller, Andrew Shahriari in the book titled “World
Music a global journey” (2012),The whole thesis has done in four basic phases;
preparation, field work, gathering the whole data and analysis and finally

dissemination and interpretation.

Before going to the field, the writer needed to get prepared by learning everything
the writer could grab about that area including the kinds of music the writer would

encounter and the conditions under which the writer would do his study.

Regarding preparation for the field trip, the writer needed to collect information
about the culture and music of his research subjects. However, the author’s
background (growing up in Urmia and Azerbaijan province of Iran), his ability to
play the instrument “Ashik Saz” as a child enriched his research journey as an

ethnomusicologist in an invaluable manner.

The author had the tools of “Bi-musicology” in hand before starting the work and
there was no need to put a lot of time to learn the instrument of the region. The term
“Bi-musicology” which in simple word means to learn the instrument or the music of
the area in which an ethnomusicologist intends to go and launch a research.
According to “Bilingualism” the researcher needed to learn Persian and Azerbaijani
languages and according to “Bi-musicality” needed to start playing the same
instrument. The writer had already owned this potential as being a native researcher

as well.

The first phase was accomplished through bibliography and catalogs, archives and
libraries, media, and internet resources and through interaction with other people
who would know the area better than him, especially people who grew up there and
still live there. It was the stage in which the writer needed to do preparation before
going to the field (Iran) in libraries and surfing in archives and discographies and
video archives, the route of the journey in which the author would travel to explore
in the geography and history of the region, although the writer was a native
researcher. Although all the videos referenced in this thesis are the result of both
bibliographical research and field work as several years efforts done for this paper.
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Before going the area and even during the fieldwork the writer needed to determine
the feasibility plan like;

e Political: if there will be a political restriction of a researcher in Iran like
illegalities and problems regarding Iran during music research. The writer
had already gathered some data as childhood regarding Ashik music which

helped him a lot to save the time.

e Physical: how to travel there and if there would be easy to access musicians
in Iran and where were “Ashik Saz” Players and whether it was accessible to

reach there in Iran if some of them have moved recently.

o Ethical: what were the ethical signifying elements in Iran and what was
regarded as good or bad which might in turn hinder the research in Iran? Iran
is a religious country so the ethical values there differ from the rest of the

world and the researcher needs to be aware of that.

The second stage which was the field encompasses the ethnography and jotting notes
of every thing including people and especially lives of Ashiks , beliefs, rituals and
traditions, weddings and dances, agricultural terms, instruments, songs and lyrics,

etc.

At the third stage, after gathering all the data, the turn was the analysis of the data,
which means putting all the data in the patterns and theories of systematic

musicology and ethnomusicology.

This comparative analysis encompasses the musical aspect of the case, but inevitably
will include history, politics, geography, ontology, semiology, literature, etc. Besides
a systematic musicological approach some hints could not be ignored during the
research. The writer may refer to some of them like the term cultural evolutionism
means the theory that all cultures are evolving to ever higher states and some cultures
have reached a more developed state than others. Here the cultural and social

situation of Iran needed to be mingled to the analysis by raising such questions like;
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e  Whether “Ashik Saz” is dedicated for high class society or low class society
in Iran?

e Are the multi-nationalistic feature of Iran has any affects in “Ashik Saz”
classification with other instrument of the other ethnic groups and races in
Iran?

e Is the musical festivals held in Iran are same in terms of financial budgeting
for “Ashik Saz” players and other local instrument players in Iran and if these

cases had any influence music and repertoire and lyrics, etc.

The writer referred to the ethnomusicology theories in the book titles “Theory for
ethnomusicology” by Ruth M. Stone (2008) which enlisted in the theories in a naif
way and detailed information about them which showed him the way how to

proceed.

For instance the term “diffusionism” in comparative musicology and cultural
evolutionism refers to the comparison of various musical works and various people
of the earth. For this case “Ashik Saz” has internationally widespread through the
world like the instrument called “Kopuz” and “Qopuz” in Iran and Azerbaijan and
exploring the possibilities of any analogy of “Ashik Saz” to Baglama in Turkey. Are
there any trace of the instrument and songs in any other neighboring or not
neighboring countries. The writer went through all these theories in the book

comparatively analyzed with the raw data of the field.

In the analysis of the Ashik music, the music theoretical analysis section was one of
the fundamental parts of this study. In order to analyze an individual Ashik music,
the classification of the analysis has taken under consideration, so the writer tried to
design a chart into which as all Ashik music repertories can be located and the result
would be a systematic analysis in which the following aspects as; melodic
characteristics, scale or a specific set of pitches, independent meaningful texture of
melody, hierarchy of pitches, Agaz (beginning), reciting tone or Shahit (witness) or
Kalish (inclined to stay and not move), static Shahit, dynamic Shahit, Tuning, drone
pitch, cadence or “Forud” and cadential formula, rhythms and meters in Ashik music,
form in Ashik music and genres of vocal music of the Azerbaijani Ashiks have been

discussed for each Ashik music repertoire fallen into this analysis.
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The forth stage was “Dissemination and Interpretation” which was a bit different
with classical ethnomusicological approach. In classical way, researchers are looking
for the interpretations over the built theories which is totally subjective. For example
why they call “Ashik” or “Ozan” and what are the roots and etymology. Regarding
semiotics and semantics, whether it stands for something like sexual figures for the
instruments playing in hand over the chest or not, if yes what does “Ashik Saz”
stands for or what is the role and place of “Cantometrics” for “Ashik Saz” and what
does three sets of strings of the instrument represent for. The writer actually did the
third and fourth phase of the thesis at the same time, especially in analyzing chart
and general discussion they were placed at it was a musicological approach rather
than a sociological one. So the elements of music of the thesis overcome the concepts

of non-musical elements in the dissemination and interpretation of this study.

Finally the way of pronunciation and transcribing of each non-English word in this
thesis as most references were not written in Latin alphabet, has been based on both
Azerbaijani Latin alphabet guide and at the same time what is common in Iran
known as (Pinglish: Persian English) while writing Latin form of proper nouns in

persian alphabet.
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2. HISTORICAL, GEOGRAPHICAL AND CULTURAL APPROACH OF
NORTH WEST AZERBAIJAN PROVINCES IN IRAN

2.1 Historical Approach to North West Iran and the Tribes of Western Iran

Two historical approaches to the North West Iran and Azerbaijan provinces have
been taken into consideration. V.Minorsky, (1945) and his article titled “The Tribes
of Western Iran” versus Dr Samad Sardarinia the famous historian and great writer of
Azerbaijan in his book “Azerbaijan history at a glance” or “Seyri dar Tarikh e
Azerbaijan” which their contradictory views about the history of Azerbaijan are

going to be controversy debate here.

As one looks at the map of Iran, West and east Azerbaijan provinces have been
located in North West of Iran which has been taken as the core of study in this thesis.
Generally it is common to make an analogy of the map of Iran to a cat and the head

of the cat is west and east Azerbaijan provinces.

l,llashhad

Khorasan

PAKISTAN

Figure 2.1: Map of Iran (URL-1).
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In order to make a concentration to the topic we need to mention of the two great
mountain ranges which join each other in the north-west. One of them crosses the
northern part of the country latitudinal, between Afghanistan and Turkey, and its
highest point in the west is Mount Ararat. The second chain begins immediately
south of Ararat and runs south-east, forming the western border of Iran. It has no
general name today, but in antiquity the middle section was called “the Zagros”, and
this name is still used as a convenient conventional term for the whole range. This
longitudinal mountain tract forms the background of historical research. Of
V.Minorsky (1945), as in his article titled “The Tribes of Western Iran” talks about
the following periodization in the historical approach to north west Iran and the tribes

of western Iran.

2.1.1 The Pre-lranian Period

The territory of Iran was not at first known by this name. About the year 1000 B.C. the Indo-
European lIranians, speaking a language of the same family as the ancient Indian, Greek,
Latin and other tongues, began to infiltrate into this country and, after they had occupied it,
the country was named after them. We cannot say whence our Iranian cousins came or how
long it took them to conquer their present habitat. We only know that between 844 B.Sc. and
836 B.C. the annals of the Assyrian Kingdom for the first time refer to the presence of
Medians (Hcida) and Persians (Parsua) somewhere to the south of Lake Urmia. Who, then,
were the inhabitants displaced by the Iranian invasion? For the eastern part of Iran we have
no definite written indications, but we know of the existence in the west of at least two
mighty kingdoms which for a long time asserted their independence against their more
famous Mesopotamian neighbors. In the North, the kingdom of Van (Urartu or Khaldi)
stretched between the three great lakes: Van (in present-day Turkey), Urmia (in Iran) and
Sevan (in Soviet Armenia). In the extreme south, the kingdom of Elam, with its capital Susa
(Shushlan-the-Palace of the Book of Esther) dominated vast territories to the north-west of
the Persian Gulf. Both Van and Elam had languages of their own. These were unlike the
languages of Mesopotamia, but as the speakers used the cuneiform script invented in
Mesopotamia, it has been possible to establish the phonetic character of their tongues and
gradually to ascertain the meaning of their inscriptions, some of which are bilingual.
(Minorsky, 1945, p.73).

2.1.2 Ancient Iran: Medians and Persians

When at a later date, about 1000 B.C., the Iranians reached their present homeland; they must
have come in separate bands, painfully pushing their way towards the south. They belonged
to two tribes, the Median and the Persian, closely akin. First the Medians were dominant (700
B.C.-559 B.C.), and, striding across conquered Assyria, undertook campaigns into the heart
of Asia Minor. The Persians went farther south, into the dominions of the former Kingdom of
Elam, and in the end overthrew their Median overlords. Under Cyrus a great Persian empire
was formed in Iran (559 B.c.-331 B.C.), with many territories and peoples incorporated in it.
(Minorsky, 1945, p. 73, 74).

2.1.3 Middle-Iranian Kingdoms: Parthians and Sasanians

There followed the long period of the Middle-Iranian Kingdoms, which lasted some nine
hundred years (from 250 B.C. to the middle of the seventh century A.D.). Our knowledge of
the changes which took place in the composition of the population is unfortunately still
inadequate. (Minorsky, 1945, p.74).
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2.1.4 The Islamic Period

2.1.4.1 Arabs

After the Islamic conquest, completed in A.D. 651, Arab tribes settled in many parts of Iran,
and we hear of several groups established along the eastern side of the central Zagros. These
aliens were however not numerous enough to maintain themselves, surrounded as they were
by the local population, and through intermarriage and the usual process of assimilation they
were absorbed. (Minorsky, 1945, p. 74).

2.1.4.2 Daylamites

From ancient times there would seem to have been a surplus population in the highlands
south- west of the Caspian, the so-called Daylam. There is some reason to believe that the
Daylamites were of pre-lranian origin, but by the tenth century they were iranicized, although
not entirely assimilated to the dominant race. Soon after A.D. 900, Daylam assumed the role
which in Europe was played by the Scandinavian homeland of the Norsemen. The flood-
gates were suddenly flung open and astonishing numbers of Daylamite adventurers,
described as fierce and hairy bands, spread over Iran and thence down into Mesopotamia, for
a century keeping the Caliph in complete submission. Chronicles corroborated by present-day
toponymy, show that Daylamite colonies existed also in the Zagros area. The provincial
capital of Salmas is called Dilman or Deylaman. (Minorsky, 1945, p. 74).

2.1.4.3 Turks

Much more important were later invasions from Central Asia. In the eleventh century, the
hordes of the Turkish Oghuz, under the leadership of the Seljuk family, crossed Iran and
overran Mesopotamia, Armenia and Asia Minor. These Turks congregated, in large groups,
in the north-western corner of Iran, where they imposed their language on the population.
Those of the former inhabitants who remained faithful to their own tribal organization seem
to have been pushed back nearer to the Zagros. (Minorsky, 1945, p. 74).

2.1.4.4 Mongols

In the thirteenth century the Mongols, who had been living in areas of Central Asia to the east
of the Turks, rushed westwards and wrought havoc throughout the Middle East. Tabriz, the
capital of north-western Iran, became their chief residence, and Mongol hordes were
quartered in many parts of the Zagros range. By the middle of the fourteenth century,
however, the Mongols, now Islamized, ceased to be a political power and became
amalgamated with their predecessors, the Turks. For more than the next two centuries the
Turks of western Iran lived in a perpetual state of agitation, now forming new coalitions and
overrunning large areas, now splitting into single clans and settling in remote corners of the
country. The western regions were, again, affected by these nomadic movements. Under the
Safavids (A.D. 1500-A.D. 1722) many Turkish and Kurdish tribes were split, and settled in
remote corners of the Zagros. (Minorsky, 1945, p. 74).

2.1.5 Modern Times

The above catalog of some of the changes which have taken place in western Iran throughout
the ages is a warning against sweeping generalizations. It shows that in western Iran, as
elsewhere, it is impossible to speak of a pure, unmixed race. Let us now consider the ethnic
problems of the present time. If we take language as our guiding thread, we must admit that
the situation is considerably simplified. Arab geographers of the tenth century refer to a
special Khiizi speech near Ahwaz, and this was possibly a remnant of the old Elamite
language but since then every trace of it has disappeared. The same applies to all other
ancient idioms of the Zagros. (Minorsky, 1945, p. 74, 76).
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2.1.6 Minorities

Minorsky talks about the minority groups in North West Iran as Christian colonies:
Armenian and Syrian. Finally, mentions that there are colonies of Jews and Kurd, as
well as Kurdish and other local dialect as follows:

Most of the peoples of the western frontier now use Iranian dialects; but there are exceptions.
In the south, Arabic has made inroads, in the lower regions of ancient Elam. Turkish is found
among isolated groups in the south, and it is still predominant in the northern part of the great
north-western province of Azerbaijan (whose capital is Tabriz). Between Lake Urmia and the
western frontier range there are Christian colonies of considerable size, Armenian and Syrian.
As that part of the country bore the name of Persarmenia in Byzantine times the presence of
Armenians in the country must be of long standing. They are supposed to have come
fromThrace. For a time they were in Phrygia, in Asia Minor, and they finally displaced and
absorbed the ancient inhabitants of the Kingdom of Van. The Syrians call themselves,
nowadays, ‘Assyrians', but this is definitely a misleading term, at least as regards language,
for they speak an Aramaic dialect closely akin to other Aramaic dialects surviving on the
fringe of the Mesopotamian lowlands. Both Aramaic and Old Assyrian belong to the Semitic
family, but Assyrian died out, as a spoken language, after the destruction of Nineveh by the
Medians in 612 B.Sc. Aramaic is a different language, which must have been spoken by the
peaceful populations dominated by the Assyrian conquerors. So much for the differences in
language from the point of view of race, the Syrians, or at least the Syrian mountaineers,
known for their warlike character, may have absorbed some remnants of the true Assyrians.
Finally, there are found throughout Kurdistan small colonies of Jews who also speak
Aramaic, as well as Kurdish and other local dialects. (Minorsky, 1945, p. 76).

2.2 General Discussion of Minorsky’s and Sardarinia’s Approaches to the
History of North West Iran

Sardarinia, S. (2008) the famous historian and great writer of Azerbaijan in His book
“Azerbaijan history at a glance” or “Seyri dar Tarikh e Azerbaijan” talks about the
very early times and prehistory documents of The territory which nowadays is called
Azerbaijan provinces in lIran, as to be one of the places like north Africa and
Mediterranean region where human being first appearance in caves and colonization
of man took place. There have been mentioned about documents and historical
events found as carvings in the caves and other discovered documents of Stone Age
and Bronze Age that prove the appearance of the first human communities in the
region (Sardarinia, 2008, P. 20).

The most recent historical documents found in Azerbaijan provinces in Iran like the
“Cave of Azikh” i.e. “the Cave of Bear” around Araz or Aras River proves of 5000
years BC and the excavation of “Kabud mosque” in Tabriz prove the history of the
city that dates back to 3500 years ago. A lot of other historical excavation discovered
objects like the worldwide famous “Golden Cup” of “Hasanlu or Hasanloo Hill”
which was made from pure gold and discovered around Urmia Lake proves the

beginning of athletic competitions of Sport in ancient Iran more than 3000 years ago.
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Finding of Hasanlu golden cup by an Iranian and American team in 1958 in Hasanlu
hill of west Azerbaijan province with a 3700 years old history reveals the
information about the history of Olympic competitions. Sport scenes and events such
as archery, boxing, wrestling, chariot racing carved on the body of this cup shows
that before the Olympics to be held in Greece had already been held widely in
Azerbaijan (Sardarinia, 2008, P. 20, 21, 29).

Sardarinia (2008) in his book Talks about pre-Islam period of Azerbaijan provinces
in Iran and the two famous tribes used to inhabit in the region as “Looloobi” in west
and “Gooti” in east between 2000 and 3000 BC and “Caspi” tribes in their lands
called “Caspana” which today is known as Caspian sea areas of Azerbaijan provinces
in Iran. He speaks of other tribe called “Hoori” or “Horyani” and the fact that they
were talking in Ural Altaic language and used to live in the same area in 4000 years
ago. There were civilizations like; “Orartu”, “Manna”, “Huri”, “Looloobi”, “Gooti”,
“Caspi” and great “Elamite Empire” who lasted for 2000 years, etc. The earliest
kingdom in the old Elamite period dates to approximately 2700 BC with the city of
Ur, which was characteristic of Elamite history (Sardarinia, 2008, P. 32-35).

All of these civilizations were speaking Ural Altaic language. It may be interesting to
know that Turkish language is regarded to belong to the Ural Altaic language family.
This fact will cause a controversy dispute to the approach of Minorvsky that lacks
this fact.

Sardarinia (2008) mentions that when Medians and Persians reach today Iran 1000
BC, they faced with a rich cultured people with more than 3000 years civilization
there. The most controversy part is when he talks about the fact that Azerbaijan
region was not empty when the Medians and Persians arrived at west Iran at 1000
BC and the fact that Ural Altaic language which is one of the ancestor of today
Turkish language, already used to be spoken before their arrival in the same territory
which is known today as Azerbaijan provinces (Sardarinia, 2008, P. 32-35). There is
a historical conflict here with Minorvsky as mentioning the roots of Iranian as non-
Turkish or non-Azerbaijani people.when he talks about the invasions of Turkish
Oghuz, under the leadership of the Seljuk family to Iran and imposing their language
on the population residing there as non-Turks, etc. while Sardarinia proves with lots

of documents that there had already been Turkish tribes and Turkish language in Iran
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before invasion of Seljuk family to Iran and this approach seems to be logical even if

we compare these two contradictory topics together.

2.3 Geographical, Historical and Cultural Approach of West Azerbaijan in Iran

From geographical Point of view, west Azerbaijan province is an area of 43,660
square kilometers, including Lake Urmia, the province of west Azerbaijan is located

on the north-west of Iran. Its capital is Urmia.
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Figure 2.2: Map of west Azerbaijan in Iran (URL-2).
From the view point of demographics, the province is divided into 14 Shahrestans
(counties). The present number of Shahrestans (counties) was achieved over time by
subdivision of many of the larger Shahrestans into smaller ones. The current
Shahrestans are: Piranshahr, Urmia, Mahabad, Oshnaviyeh, Miandoab, Naghadeh,
Takab, Shahindej, Maku, Chaldoran, Salmas, Khoy, Sardasht and Bukan. The

Shahrestans (counties) of west Azerbaijan province are as follows:
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The Shahrestans (counties) of west Azerbaijan province are as follows:

ASERBAIDSCHAN
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Oshnaviyeh
Miandoab
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Maku
Chaldoran
Salmas
Khoy
Sardasht
Bukan

Figure 2.3: The Shahrestans (Counties) of west Azerbaijan (URL-3).

The bulk of the population in west Azerbaijan Province is Azerbaijanis and in a
lower extends Kurds. There are three ethnic and religious groups who are native to
the province but who have minority status: Assyrians, Armenians, and Jews. There

are also immigrants from other parts of Iran in the major cities of the province.

The diversity of religions in the province has been a major factor throughout the
entire history of the province. The religions in the province are: Shia and Sunni sects
of Islam, Christianity, Judaism, and Yarasani. Both Azerbaijanis and Kurds follow
Islam, the Kurds belonging mainly to the Sunni branch and the Azerbaijanis being
Shias. There is also a very small minority who follow a religion called Yarasani (or
Ahl-e Haqq). Christianity is the only religion of the Assyrians, and Armenians. The

Jews, as the name indicates, belong to the Jewish religion.

Considering religion, in this province, Islam (Sunni and Shiite or Shia) is the
majority religion. However, there is also a large Assyrians Christian minority, who
has historically lived on the west shore of Lake Urmia, as well as Armenians who are
scattered throughout the province. Notably, the city of Maku in northern west
Azerbaijan was the only city in Iran (before World War 1) where Christians

comprised the majority. Before World War |, Christian Armenians and Assyrians
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compromised a significant minority in Urmia, but that during the Ottoman and
Russian wars (during World War 1) many left the region.

West Azerbaijan hails from a rich culture from Azerbaijani traditions. Many local
traditions, such as music and dances continue to survive among the various people of
the province. As a longstanding province of Iran, it is mentioned favorably on many
occasions in Iranian literature by Iran's greatest authors and poets and scientist, Like

Urmevi, etc.

2.4 Geographical, Historical and Cultural Approach of East Azerbaijan in Iran

East Azerbaijan is one of the provinces of North West Iran. It is in the northwest of
the country, bordering Armenia and the republic of Azerbaijan, and the provinces of

Ardabil, west Azerbaijan, and Zanjan. Its capital is Tabriz.
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Figure 2.4: Map of east Azerbaijan in Iran (URL-4).
The province covers an area of approximately 47,830 kmz?; it has a population of
around four million people. According to the latest divisions of the country in 1996,
the counties of this province are: Ahar, Ajabshir, Bostan Abad, Bonab, Tabriz, Jolfa,
Sarab, Shabestar, Kaleybar, Maragha, Marand, Malekan, Miyana, Heris, and
Hashtrood.
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The historical city of Tabriz is the most important city of this province, culturally,
politically, and commercially. The province has common borders with the current
republics of Azerbaijan, Armenia and Nakhchivan. A fine network of roads and
railways connect east Azerbaijan to other parts of Iran and also to neighboring

countries. The Shahrestans (counties) of east Azerbaijan province are as follows:

The Shahrestans (Counties) of East Azerbaijan

The Shahrestans (counties) of
east Azerbaijan province are
as follows:

A  Ahar County

B Bonab County
BA Bostanabad County
H  HerisCounty
HR Hashtrud County w »
K  Kalibar County
.

Md Marand County
Figure 2.5: The Shahrestans (Counties) of east Azerbaijan (URL-5).

Mn Mianeh County
Mg Maragheh County
S Sarab County

Sh  Shabestar County
T  Tabriz County

Generally speaking, east Azerbaijan enjoys a cool, dry climate, being in the main a
mountainous region. But the gentle breezes off the Caspian Sea have some influence
on the climate of the low-lying areas. This rigid temperature has its strongest effect
toward music performance and musical perception criteria of the people inhabiting

there.

East Azerbaijan is one of the most archaic and ancient territories in Iran. During the
reign of Alexander of Macedon in Iran (331 BC), a warrior known as Attorpat led a
revolt in this area, then a territory of the Medes, and thereafter it was called
Attorpatkan.There are several theories here which each should be discussed
individually as the important effect in the history and nationalistic feelings of the

area and finally its effects on the music.
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Minstrel Music of Azerbaijan has always been a reflection of the history and
sociology, Asik music with its unique accompany with the poems and recitative
features, has got outstanding links to the history, so the history, geography and
religion of the area has roots in the Asik music there which should be carefully taken

into consideration.

Islamic researchers proclaim that the birth of the prophet Zoroaster was in this area,
in the vicinity of Lake Orumieh (Chichesht). Needless to say, this province was
subject to numerous political and economical upheavals, attracting the interest of
foreigners. The Russians in particular have tried to exert a lasting influence in the
region over the past 300 years, occupying the area on numerous occasions. The
constitutionalist movement of Iran began here in the late 19th century. Ethnic
tensions in Azerbaijan can visibly trace their origins back to the colonialist policies

of the Soviet Union and Imperial Russia.

The most outstanding features from a cultural point of view are the language,
Azari/Azerice, and folklore of this region. According to Dehkhoda Dictionary, the
language of Azerbaijan is originally a branch of the Iranian languages known as
Azari. However the modern Azeri language is a Turkic language very closely related
to the language of west Azerbaijan.

The language debates over being “Azeri or Azerbaijani” strongly last and create a
nationalistic problem whether it is a language or an accent. These nationalistic
features are very observant in the theme of minstrel music both in west and east
Azerbaijan provinces in Iran. As language, literature and music all have been woven
together, each should be canalized by linguists, historians and finally by musicians

which makes it a totally interdisciplinary approach towards music.
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3. ORGANOLOGICAL APPROACH TO ASHIK SAZ

3.1 General Definitions

According to Mahillon the music instrument is “the body employed as source of
sound” and defines Organology as “the different nature of bodies employed as source
of sound”. According to the acoustics science in systematic musicology, musical
instrument is defined in explaining the various aspects of sound as every sound is
produced via vibration of one type and the musical instrument is defined as a device

of producing vibration in any controlled situation.

The study of musical instruments in terms of their history and social function, design,
construction and relation to performance is called Organology. Organology has
interested scholars since at least as early as the 17th century. We can mention the
names like Praetorius (1618), Mersenne (1636) and Kircher (1650). Modern
organologists and reproducers of historical instruments (who might be called applied

organologists) have benefited from the observations of such early scholars.

We can trace the interdisciplinary of Organology and other musicological disciplines like
when the symbolism and folklore of instruments are subject that organology shares with
music iconography and ethnomusicology. It is almost inevitable to consider one discipline
without interfering of the other auxiliary ones. Since the late 18th century, interest in
instruments of all kinds has served an ethnomusicological purpose by providing a common
avenue of approach to the music of diverse cultures. Guillaume André Villoteau (1759-1839)
made the first scientific study of ancient Egyptian music largely on the basis of depictions of
instruments in tombs and temples. The study of instruments became an important resource
for comparative musicology (e.g. Hornbostel's adducing of panpipe tunings as evidence of a
cultural connection between Brazil and Polynesia), but ethnomusicologists have tended to
subordinate a purely object-oriented approach to a broader consideration of instruments'
musical and social contexts. Especially in traditional and non-literate cultures, the shapes,
materials, and decoration of instruments, no less than their sounds, convey meaning essential
to their functions; seeking to understand these features, organologists might collaborate in
field research with ethnologists and native informants. During the last quarter of the 20th
century, John Koster and G. Grant O'Brien contributed valuable new information concerning
the construction and uses of early stringed keyboard instruments, and Peter Williams
explicated the obscure history of organs. Karel Moens raised fundamental questions about the
authentication of antique bowed string instruments, while Herbert Heyde, a specialist in the
development of woodwinds and brasses, demonstrated the relevance of geometric
proportional schemes and local units of measure to instrument design. Studies such as these
depend on close examination of extant instruments and primary documentary sources,
including treatises, patent claims and musical compositions, as well as iconographic
evidence. Curt Sachs's Real-Lexikon der Musikinstrumente (1913), a pioneering effort to
systematize knowledge of instruments on a worldwide basis, and the widely-adopted
classificatory scheme devised jointly by Sachs and Erich von Hornbostel were based on
Victor-Charles Mahillon's research on instruments collected at the Brussels Conservatory
beginning in the 1870s then modified and expanded in 1893, in a catalogue for especial
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exhibit of Indian musical instruments by the museum of the Royal academy of Belgium. The
logic of the system was by Mahillon’s contemporary Geveart, the director of the conservatory
Royal de Bruxelles. He approached by classification of noble instruments i.e. chordophones
and aerophones. Actually Mahillon himself was not the inventor of that four-part system but
he borrowed the idea from ancient Indian system. (DeVale, 1990, P. 85-86).

In categorizing the instruments one should bear in mind that idiophones and
membrophones are divided into four categories based on the method of excitation;
struck, plucked by friction or by air, where as two primary subdivisions have no
reference to the method of excitation but involve structural consideration .i.e.

“simple” referring to the Zither type of the instrument, and “composite” referring to

lutes and harp.

3.2 The Saz “321.32” i.e. Ashik Saz or Baglama

For instance in categorization of “Ashik Saz”, we may refer that according to H-S
system it is a chordophone and then the first numerical number is created as “3” and
so on up to the stage that it falls into “Necked Lute” with the number identification
of 321.32. Which according to the Helen Myers book “ethnomusicology” chapter X
called organology, we can find detailed identification of the instrument according the
numerals 321.32. As follows for “Ashik Saz or Baglama in Turkey” both fall into the
same category regarding organology as 321.32 stands for necked lutes, the handle is

attached to or carved from the resonator, like a neck

“The nowadays Hornbostel-Suchs system owes to Mahillon. As in the Mahillon system, the
first numeral refers to idiophones, 2 for membraphones, 3 for chordophones and 4 for
aerophones. The succeeding numbers refer to subdivisions of the preceding type”. (DeVale,

1990, P. 90).

-
TABLE SET IT §
HORNBOSTEL-SACHS CLASSIFICATION SYSTEM 3
MUSICAL INSTRUMENTS §
a
(MAJOR SUBDIVISIONS) -b:
I 2
: ; | :
3 4 )
J =
IJ.OE\:‘?).".I‘S Membranophones Chordophones 5
11 12 | 13 1 21 2 | 2 g :
! ‘ 2 24 31 2 o
struck ] et t [ l T ::

strucs plucked fricion  blown struck  plucked friction singing simple composite

membranes (Zithers) (Lute: . p:

(Kazoos)
3 1 313 1 J 316
8

Bar Tube Raft Board Trough Frame

Figure 3.1: Hornbostel — Sachs Classification system (DeVale, 1990, p. 90-103).
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CHORDOPHONES
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Figure 3.2: Hornbostel — Sachs Classification system — Chordophones (DeVale,
1990, p. 90-103).
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CHORDOPHONES (continued)
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Figure 3.2 (Continued): Hornbostel — Sachs Classification system — Chordophones
(DeVale, 1990, p. 90-103).
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CHORDOPHONES (continued)
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Figure 3.2 (Continued): Hornbostel — Sachs Classification system — Chordophones
(DeVale, 1990, p. 90-103).

The Azerbaijani Saz is a long-necked, fretted, plucked lute. As such, it is a number of

a large family of long-neck, plucked lute found throughout the Near East and Central

Asia. In Turkey a number of instruments similar to the Azerbaijani Saz, but varying

in size and number of strings are played. These instruments are also called Saz along

with some other specific name such as Cura or Baglama.

Among the Turkmenistan, Uzbek, Tajikistan and Kazakh people in the Soviet Union,
Iran and Afghanistan, a variety of long-necked, fretted or unfretted, plucked lutes are
found. The Uzbek and Turkmenistan people both play fretted varieties of an

instrument called the Dutar, which, as this Persian word suggests, has two strings.

“This brief description is intended to give only a rough idea of the extent to which these lute
types are used in Central Asia and the Near East. This list of lutes is certainly not exhaustive.
Mark Slobin in his doctoral dissertation (Slobin 1969) and Kirgiz instrumental Music and
Richard Campbell (Campbell 1968) give more detailed descriptions of the long-necked lutes
found in these areas” (Farr, 1976, Page 28).

3.3 The Origin of the Name “Saz”

The origin of the name “Saz” is not clear. “Saz” in Persian refers generally to any
musical instrument, particularly stringed instruments. As an adjective, “Saz” means
“In good condition, tuned up”. “Saz” is also the present tense stem of the verb
“Sakhtan” i.e. “to build”. In Turkish, on the other hand, “Saz” refers to a number of
long-necked lutes, or generally means music. Since there is no other more general
word in Turkish that this word might have come from, it seems likely that the name

Saz may have been borrowed from Persian language.
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3.4 Regional Comparison of Ashik Saz and Its Counterpart Baglama (Turkish
Saz)

Although some of the instruments performed in Azerbaijan have close relatives in
neighboring regions, few are exactly the same. The Tar, for instance, found in
Azerbaijan is recognizably a Tar, but not identical with the Persian Tar. The
Azerbaijani Saz is similar to, but not identical with, Turkish Saz “Baglama”. On the
other hand, instruments such as the accordion, clarinet and violin are imported from
the west countries, so there is no difference between, European, Persian or

Azerbaijani violins.

Figure 3.3: Ashik Saz (Photos by Farhad Shidfar - 2012).
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Figure 3.3 (Continued): Ashik Saz (Photos by Farhad Shidfar - 2012).

30



Before going on to Saz playing techniques let us have a look at Picken, (1975)

description of long-necked lutes manufactured in Anatolian Turkey in Folk Musical

Instruments of Turkey. First of all, there are several different sizes of long-necked

lutes which are, from small to large, as follows:

e Cura
e Bagalama,
e Tambura

e Bozuk (probably a corruption of Persian buzurg “big”)

e Divan Sazi (audience hall Saz)

Meydan Sazi (public square Saz), (Picken, 1975, Page 209).

All these lutes, like the Azerbaijani Saz, have three courses. But the number of strings per
course varies from one instrument to another. Thus, the lutes may also be classified according
to the number of their strings. The big lutes, such as divan Sazi or meydan Sazi, can have ten
or twelve strings (3 + 4 + 3 or 4 + 4 + 4). These are both called onikitelli. “Oniki-telli” means
“12 strings”, but includes the ten string variety. The baglama Saz may have six or seven
string (2 +2 +2o0r 3+ 2+ 2)and is also called altitelli or yedi telli, respectively. The
tambura and bozuk have nine strings (3 + 3 + 3) and can be called dokuztelli. (Picken, 1975
Page 210)

Either steel or brass strings are used to string the Turkish lutes. The courses were traditionally
named zil teli (high) and bam teli (low). No name is given for the middle course. This
nomenclature is not universally used at present; however the middle and low courses of
Anatolian lutes are never tuned in unison as they frequently are in Azerbaijan. (Picken,

Laurence, 1975 Page 211).

Picken lists the following tunings, as follows:

Table 3.1: Folk musical instruments of Turkey (Picken, 1975, Chart 23).

Instrument Tuning Overall length | Body length Body width

Cura (La’Re’ Sol’) | 74 (cm) 21 (cm) 13 (cm)
First Oktav

Bozuk or (La Re Sol) 118 (cm) 36 (cm) 20 (cm)

Baglama

Divan Saz (Re Sol Do) 135 (cm) 45 (cm) 28 (cm)

“In Iranian Azerbaijan the Saz middle course is only infrequently tuned lower than the high and low
courses. However, the Turkish tunings above are identical to what have been called the Shah Perde
tuning”. If the appropriate transpositions are made, there is, moreover, some indication that this type
of tuning is more often used in the Soviet portion of Azerbaijan. In Chart 23 of Picken, Laurence, Folk
musical Instruments of Turkey, London: Oxford University Press, 1975 some measurements of
various long-necked lutes are given which makes us compare with the Saz-s measured in Iranian
Azerbaijan. Comparing these measurements with Chart 1, p. 29 one can see that the total (or overall)
length of the Azerbaijani Saz falls between that of the cura Saz and baglama Saz. The resonator length
and width (body length and width) measurements are, however, greater than that of the baglama Saz.
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In fact, they are approximately that of the divan Sazi. Thus, the Azerbaijani Saz is proportionately
somewhat shorter and squatter than its Turkish counterpart. Turkish long-necked lutes are made from
a wider variety of woods than the Azerbaijani Saz. The bow-shaped part of the resonator which shape
Picken, terms hemi-pyriform may be made from alder, cornel, chestnut, elm, hornbeam, Juniper, or
willow in addition to the favorite Azerbaijani building material, mulberry. The lid of the Turkish Saz
has three sections. The biggest part is the gogus (breast), which may be slightly convex and which
covers the main part of the resonating cavity. This portion is usually made from some softer wood,
such as pine. The other two sections, called shoulders, cover a portion of the resonator on either side
of the gogus. These pieces are cut from hornbeam, chestnut, or mulberry (Picken, Laurence, Folk
musical Instruments of Turkey, London: Oxford University Press, 1975 Page 214). The neck is made
from some harder wood, walnut or apricot, for instance. (Picken, 1975, p. 82, 209,210,214,217).

Figure 3.3 (Continued): Ashik Saz (Photos by Farhad Shidfar - 2012).

The Turkish Saz maker gives his customers a choice of two types of Saz resonator. “The
oyma Saz” features a resonator carved from a single block of wood. These resonators are
resistant to high atmospheric humidity. The alternate style (which is the Turkish Saz lid type
used in Azerbaijan) is called yaprakli (with leaves) or alternatively “cemberli” (with hoops)
or dilimli (with slices). That is, the resonator is constructed by fitting several slats of wood
(usually an odd number) together. The “carvel-built” resonators use less wood, but require
more labor. They may come open if subjected to high humidity, but are lighter weight. The
frets on Turkish Saz-s are tied on with tinted nylon string. (Picken, 1975 p.217, 220, 224)

The knots are the same type used in Azerbaijan, but they lie on the back of the neck
as opposed to the high course side of the neck in Azerbaijan. There are also different

types of knots in Azerbaijani Saz-s called “Parvane” means butterfly, etc.

The scales produced by the placement of these frets vary from Saz to Saz. Moreover, there is
apparently a tendency to use more micro tones on the lutes played in urban areas. This is due
to the influence of highly micro tonal Turkish classical music which is more often heard in
cities and towns. Picken, Laurence, compares a “rural” cura Saz from Gaziantep with a more
“urban” one from Kastamonu. The Azerbaijani Saz has eleven frets in the first octave (only
one micro tone), thus, it more closely resembles a “rural” Saz in Turkey. The Ashiks used an
oblong, flexible plectrum made from cherry tree bark. Cherry bark plectrums were also
employed by Turkish Saz players. (Picken, 1975 Page 225, 227). Nowadays plectrums

are made from plastic in both Turkish Saz and Azerbaijani Saz.
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Figure 3.4: Plectrums in Ashik Saz (Photo by Farhad Shidfar - Urmia - summer 2010).

3.5 Comparison of Ashik Saz in East and West Azerbaijan Provinces in Iran
According to Organological Approach

3.5.1 Instruments played in Urmia music environment

Saz is the fundamental instrument in Ashik traditions. Ashiks play only with Saz in
Urmia Ashik environment and this is one of the major distinguishing features which
are dedicated merely to Urmia Ashik environment. The length of the sound box
(Ghazan) is between 45-50 Cm and neck is 65-70 Cm. the length of the instrument is
about 110-120 Cm. there are about 13 frets (Perde), the number of strings differs
between 7 up to 9, based on the taste of the Ashiks all are the same and generally the
diameter of 20 mm is preferable as the thickness of the string.
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Figure 3.5: Measuring frets and Saz dimensions of west Azerbaijani Saz (Photo by Farhad
Shidfar - Urmia - summer 2010 Prof. Rafik Imrani from Azerbaijan conservatory with Ashik
Dehgan, measuring frets and Saz dimensions on west Azerbaijani Saz).
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3.5.2 Physical Aspects of the Saz

3.5.2.1 Common aspects of Saz in west and east Azerbaijan

The Saz played in Azerbaijan is an instrument of roughly 105 cm length of
which 41 cm is the length of the resonator. The corresponding Turkish names for
these parts of the Saz are given by Albright Farr in her research are as the chart
below. The resonating cavity is made of nine or ten ribs glued together to form a
bowl, and it measures about 59 cm around at the widest point. This bowl is then
covered with thin pieces of wood. In order to allow the sound to escape twenty
or so small holes are drilled in the resonator cover (lid) and in the ribs making up
the resonator. The resonator and its cover are made from mulberry wood. The
neck of the Saz is about 54 cm long. It may be constructed so as to be hollow.
This gives the tone of the instrument more resonance. The neck is made of
walnut wood because it is harder and more durable than mulberry. Between the
neck and body of the Saz there is an intermediate section curving up from the
resonator to the neck. This piece is known as the throat, or Boghaz, and is about
10 cm long. It is made of walnut wood as well.

Table 3.2: Comparative chart of different parts of Azerbaijani Saz — 1
(Farr, 1976, Page 30).

No.
Width
Total | Length of | Width of ofl Resonator Of
Length | Resonator | Resonator Neck Circumference Ribs
cm cm cm cm
(cm) | (cm) (cm) cmy | €M
(cm)
w
et 107
Azerbaijan 108 41 23-26 4 57-61 10
Saz
East
Azerbaijan | 103 41 26 3 58 9
Saz
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3.5.2.2 Parts of Saz
Table 3.3: Comparative chart of different parts of Azerbaijani Saz — 2 (Farr, 1976, Page30).

Enalish Azerbaijani Translation in
g (in Iran) English
Bridge Kharak (P) Little donkey
Point at which the
strings are attached Darakh (T) Comb
Fret Parda (P) Curtain
Intermediate
section of the Saz Boghaz Throat
neck
Noise makers Gushi (P) Ear
Neck Bazu (P) Arm
Peg Gulakh (T) Ear
Plectrum Mezrab (A) Plectrum
Kasa (P)
Resonator Bowl
Qazan (T)
String Sim (P) wire

P = Persian Word
T = Turkish & Azerbaijani
A = Arabic Word
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Figure 3.6: Front and side view of Ashik Saz (Farr, 1976, Page 27).
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Figure 3.7: Different parts of Ashik Saz.

The resonator, throat, and neck of the instruments are often highly ornamented with gazelle
horn, camel bone and mother of pearl. Mother of pearl rattles is also attached to the neck on
the side away from the performer. Ornamental work of high quality is the mark of a
craftsman, thus, instruments with unusually fine shell work are esteemed by performers.
(Farr, 1976, Page 31).
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Figure 3.8: Ornaments of Ashik Saz (Photo by Farhad Shidfar -
Urmia - summer 2010).

The Saz has nine steel strings grouped in three courses of three strings each. These courses
bear the Persian names for low, middle and high courses: bam, Vasat and zil (variant of
Persian zir). According to Albright farr, the strings are most often tuned close to the pitches
“Fa” or “Sol” and other tunings will be discussed below. I will consider the high open
course of the Saz as “Re” and the low open course as “Do”. Notations and transcriptions
and all analysis will be done according these notations. The Zil course is used for the
melody and the vasat and bam courses for the drone pitches. Sometimes the player will use
the bam course to supply and occasional melody pitch. To do this, he or she stops the
strings with his thumb. Five of the pegs holding these strings are on the front of the neck;
the remaining four are on the side of the neck closest to the performer. The strings run from
the pegs over a nut at the top of the neck. From there, they go down the neck over a small
bridge, which sits flush with the resonator cover about 1 cm high. The strings are fastened
at the base of the resonator onto a piece of gazelle horn. (Farr, 1976, Page 31)

3.5.3 Different aspects of Saz in west and east Azerbaijan

In practice, Saz players in Urmia remove the two strings in the middle course closest
to the zil course. This allows the player to use the upper zil course as a solo course,
that is, without the drone strings sounding. The Saz has fourteen frets on the neck
and the rest are on the throat and resonator and all made of wound sheep gut

originally but with nylon strings nowadays. A fret is known simply as “Parda / Parde
/ Perde / Pardeh”.

According to Farr, (1976), She considers the low open string as F and the high one as
G and explains the scales used in Urmia and Tabriz which used to vary slightly and

were as follows:
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LO = Low open string

HO = High open string

Rezaiyeh:

LOH%IZ 3 4 5 6 7 8 9101112#_13111‘,
f g a aTﬁ’ a#b a! clﬁ 4! dl# e' f' g' g' a' b!

Tabriz:

LO HO 1 2 3 4 5 6 7 8 910111213}’114
f g a atr aft b c¥ qr a¥ e' £' g' a' b "

Figure 3.9: Old system of naming strings of Ashik Saz (Farr, 1976, Page 32).

3.5.4 The recent fret system of Azerbaijani Saz

She mentions in her dissertation on the above picture of open low string as F and
open high string as G. but today we assume open low string as C and open high
string as D.

These two scales are identical except for the interval between the eleventh and
twelfth frets. With modern transposed system of new open strings we can see that in
the east Azerbaijani Saz, this interval is a whole step between D' and E'. In west
Azerbaijan, the interval is a half step between D' and D'#, and the scale half step
lower than the east Azerbaijani Saz. There are only two non-chromatic intervals in
the Saz scale: those between frets E and F. These intervals are quarter steps. In
practice, though, fret two is not used in melodies except as an ornamental pitch, thus,

the scale is essentially chromatic.

It is of interest to note that Ashiks in Urmia number the frets on their Saz from one to
fourteen starting from the highest pitch. East Azerbaijani musicians, on the other
hand, number their frets from low pitch to high pitch.

The effects of urban music on rural feathers observed in Albright Farr's cannot be
ignored as the result of the use of Shur Makam in Ashik music one fret has been
added after the open string. If we consider D as open string the recently added fret is

D# without that the Shur Makam cannot be performed.
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Figure 3.10: The Recent fret system of Ashik Saz.
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Figure 3.11: Frets in Ashik Saz and their names.

3.6 Traditional Saz Making Techniques

The most difficult part of making a Saz is fashioning the ribs that make up the resonator of
the Saz. These are first cut into uniformly shaped pickets. Before the ribs can be glued in
place, they must be curved slightly. This is accomplished with a combination of heat and
pressure. One side of the picket is heated, and then it is inserted, heated side up, into an
ingenious device reminiscent of the wringers on an old-fashioned washing machine.

The top roller is studded metal and the bottom roller is threaded diagonally. When the heated
picket has been fed into this device, the studs cause the wood to curve in the direction of the
studs. The curved slat must then be further filed or sawed to fit its niche in the resonator
body. The slats closest to the resonator cover are glued in place first, and then those adjoining
until the entire “dome” of the resonator are complete.
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complete.

Saz rib

Rib curving device:
Rib goes in here

Figure 3.12: Rib curving device (Farr, 1976, Page 33).

The rest of the Saz is not too difficult to put together. Holes for pegs must be drilled, the
cover attached, etc. If the instrument is decorated with shell work, though, this increases
manufacture time considerably and also results in a higher final price. (Farr, 1976, Page 33)

Figure 3.13: Saz making workshop photos.
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Figure 3.13 (Continued): Saz making workshop photos.
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Figure 3.13 (Continued): Saz making workshop photos.
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Figure 3.13 (Continued): Saz making workshop photos.
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4. SAZ PLAYING TECHNIQUES AND SCORE NOTATION STRATEGIES

Almost most of techniques of the transcribing and score notation nowadays are
common across notation of Turkish Baglama and Azerbaijani Ashik Saz. Like the
alphabetical guide in the appendix section of this study, here it has been tried to
depict what has been done up to now as a reference data base, so the use of all of
them would be arbitrary and optional for transcribing Ashik Saz repertoire.

For transcription of Ashik Saz notations, some score notations hints mentioned in
Qopuz Mektebi, written by Changiz Mahdipour (2000) will also be explained in
Ashik music scores. Finally, the way of Azerbaijani Saz holding and the most

common kinds of ornaments in Ashik Saz will briefly are discussed in this chapter.

4.1 Score Transcription Methods Taken from the Book “Qopuz Mektebi, by
Changiz Mahdipour”

In a general analysis of the Ashik music repertoire and their transcription books of
Changiz Mehdipour (2000, 2004, 2012), some score notation hints mentioned there
and commonly used in Ashik music repertoire transcriontion are described as

follows:

Score Transcription Methods Taken From the Book
“Qopuz Mektebi, Changiz Mahdipour”

i The sign “0” stands for Lower
i strings (High course) as open (Re)

The sign “(0)” stands for Middle
strings as open (Sol)

The sign “0.” stands for Upper
strings (Low course) as open (Do)

The signs “1 2 3” stand for the
position of fingers over Lower
strings

I::ET Tov T 1+ 1 11 | Thesigns“(1) (2) (3)”stand for

ana o T ~Xxthe position of fingers over Middle
strings

=t
The signs “1. 2. 3. standsfor the
position of fingers over Upper
strings

Figure 4.1: Score Transcription methods by Changiz Mahdipour.
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The sign “0” stands for Lower strings (High course) as open (D)

The sign “(0)” stands for Middle strings as open (G)

The sign “0.” stands for Upper strings (Low course) as open (C)

The signs “1 2 3” stand for the position of fingers over Lower strings

The signs “(1) (2) (3)” stand for the position of fingers over Middle strings

The signs “1. 2. 3.” stands for the position of fingers over Upper strings
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Figure 4.2: Transcription of open strings in Ashik Saz and naming the frets.
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4.2 Evaluation and Criticism of the Saz Transcription of the Books of llgar
Imamverdiyev

In an analysis of the Ashik music repertoire and their transcription books of Ilgar

Imamverdiyev (2005, 2006, 2008, 2011), | came across with some points mentioned

here as follows:

e The thumb has been transcribed as no.5 in his notations

e In his book “20 Havas” in the piece “Kohne Gozellemesi”, no.2 refers to the

second string which may be confused with the second finger.

e There are distinguished among the keys and even the speed of the melody in

vocal and Saz melody in his notations.

e The lyrics have been written under the vocal notation transcription part in his

books.

e The number of strings has not been generally mentioned in his transcription,
so there may be confusing problems in transcribing the upper string notation

as compared with lower strings like transcribing some ornamentation.

e There is no differentiation between the time and the share of the notes without
plectrum as ornamentation in his transcribing methods like Appoggiatura and
Acciaccatura.

e Lower strings has been considered as “C” in his notation

e There may be some problems observed in the rhythmical patterns of some
Ashik music repertoire like Nakhjavani, Ince Gull and Irvan Chuxuru as 3/4,
while there is 5/8.

Figure 4.3: llgar Imamverdiyev playing Ince Gill (CD, track 01).
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61

Figure 4.4: “Ince GUlU” scores by llgar Imamverdiyev, (20 saz havasi Il kitab, page 39).

4.3 The Way of Azerbaijani Saz Holding

As mentioned in the picture below, the Azerbaijani Saz player holds the Saz so that

the neck is in his left hand and the instrument stands diagonally across his body.
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Azerbaijani Saz Holding

* Saz player holds the Saz so that
the neck is in his left hand and
the instrument stands diagonally
across his body.

* There is usually a leather cord
fastened to the Saz so that the
player can suspend the
instrument from his shoulder
when he plays standing up.

* “Both the thumb and fingers of
the left hand are used to play the
: Saz. The thumb is used only on
A§|q DGI’VIS the bam (Low course), whereas
the fingers do most of the work
playing the melody and
ornaments on the zil course.

Figure 4.5: The way of Azerbaijani Saz holding.

There is usually a leather cord fastened to the Saz so that the player can suspend the
instrument from his shoulder when he plays standing up. In discussing left hand
technique we may superficially refer to some techniques like what may be seen in

Farr, (1976) as she suggests that:

“Both the thumb and fingers of the left hand are used to play the Saz. The thumb is used only
on the bam course, whereas the fingers do most of the work playing the melody and
ornaments on the zil course. The third finger is also occasionally used to play on the bam
course. The technique is similar to the one played in Bozuk tuning system in Turkish
baglama. The melody itself is a combination of zil and bam pitches rapidly interwoven. The
first and second fingers play most of the melody notes, while the performer holding Saz.
Third and, less frequently, the fourth fingers play mostly decorative figures. Moreover, if the
first finger has played the melody note, the second finger can also add ornamental grace notes

one tone higher”. (Farr,1976, p.38, 39).
4.4 The Most Common Kinds of Ornaments

In music, ornaments or embellishments are musical flourishes that are not necessary
to carry the overall line of the melody (or harmony), but serve instead to decorate or
“ornament” that line. Many ornaments are performed as “fast notes” around a central

note.

4.4.1 Grace notes

A grace note is a kind of musical ornaments, usually printed smaller to indicate that
it is melodically and harmonically nonessential. When occurring by itself, a single

grace note normally indicates the intention of either an appoggiatura or an
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acciaccatura. When they occur in groups, grace notes can be interpreted to indicate
any of several different classes of ornamentation, depending on interpretation.

In notation a grace note is distinguished from a regular note by print size. A grace
note is indicated by printing a note that is much smaller than a regular note,
sometimes with a slash through the note stem. The presence or absence of a slash
through a note stem is often interpreted to indicate the intention of an acciaccatura or

an appoggiatura, respectively.

4.4.1.1 Appoggiatura

Appoggiatura often suspends the principal note by taking away the time-value of the
appoggiatura prefixed to it (generally half the time value of the principal note,
though in triple time, for example, it might receive two thirds of the time). The added
note (the unessential note) is one degree higher or lower than the principal note. The
appoggiatura is written as a grace note prefixed to a principal note and printed in

small character.
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Figure 4.6: Grace Notes (Appoggiatura).

4.4.1.2 Acciaccatura

In the acciaccatura the delay of the principal note is scarcely perceptible,
theoretically subtracting no time at all. It is written with an oblique stroke through
the stem. The exact interpretation of this will vary according to the tempo of the

piece.

N

[

TN
===

Figure 4.7: Grace Notes (Acciaccatura).
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4.4.2 Trill

The trill (shake) is a musical ornament consisting of a rapid alternation between two
adjacent notes, usually a semitone or tone apart, which can be identified with the
context of the trill. In Ashik music it may happen between one and half note
depending on the intervals defined in the makams. In most musical notation, a trill is
generally indicated with the letters “tr” above the trilled note. This has sometimes

been followed by a wavy line.

Right hand technique: The player grasps the plectrum between the thumb and first and
second fingers. The strong stroke is down, weak stroke up. Sometimes just the zil course is
individually struck, but most often all three courses are played so that the melody emerges
amid a strong ground pitch. By varying plectrum techniques, meter can be changed from
duple to triple. A frequent variation technique is to perform the original melody in triplets.
The right hand may also ornament a melody by playing all the original melody pitches
tremolo, a technique known as Riz. (Farr, 1976, Page 40).

Written Note Actual Notes Played

Longer trills usually include a wavy line after the tril
symbol,

Written Note Actual Notes Played

1 vww

6
]

i ¥ L L

Figure 4.8: Trill.
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4.4.3 Vibrato

Vibrato produced by sliding a finger back and forth across the neck. The middle
course is not used to perform a melody at all. Its function is only that of a drone. The
difference between Ashik Saz and Turkish Baglama resides here as Baglama's drone

note is generally the upper low open strings.
4.4.4 Mordent

This is about the musical ornament called “mordent”. In music, a mordent is an
ornament indicating that the note is to be played with a single rapid alternation with
the note above or below. Like trills, they can be chromatically modified by a small
flat, sharp or natural accidental. The mordent is thought of as a rapid single
alternation between an indicated note, the note above (the upper mordent) or below

(the lower mordent) and the indicated note again.
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Figure 4.9: Mordent.
4.4.5Turn

Turn is a short figure consisting of the note above the one indicated, the note itself,
the note below the one indicated, and the note itself again. It is marked by a mirrored

S-shape lying on its side above the staff.

The exact speed at which the notes of a turn are executed can vary, as can its rhythm.
The question of how a turn is best executed is largely one of context, convention, and

taste. The lower and upper added notes may or may not be chromatically raised.

An inverted turn (the note below the one indicated, the note itself, the note above it,
and the note itself again) is usually indicated by putting a short vertical line through
the normal turn sign, though sometimes the sign itself is turned upside down. Some

different kinds of “Turn” transcription exemplified here as follows:
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Figure 4.10: Turn.

4.5 Other Score Transcription Symbols Used in Ashik Music Repertoires

4.5.1 Dal Segno (Segno)

In music notation, Dal segno sometimes called the “Segno” in English and often
abbreviated D.S., is used as a navigation marker. It instructs a musician to repeat a

passage starting from the sign shown at right.

»

Figure 4.11: Segno.
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45.2 Coda

In music notation, the coda symbol is used as a navigation marker, similar to the
Segno sign. It is used where the exit from a repeated section is within that section
rather than at the end. The instruction “Coda” indicates that, upon reaching that point
during the final repetition, the performer is to jump immediately to the separate
section headed with the coda symbol. For example, this can be used to provide a

special ending for the final verse of a song.

Figure 4.12: Coda.
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Figure 4.13: Segno and Coda.
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Figure 4.13 (Continued): Segno and Coda.
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4.5.3 Plectrum transcription in Ashik Saz

We need to mention three main transcription of plectrum in the Saz, which are based
on the direction of the plectrum from up to down and vice verse as well as Sounding
a fret without plectrum by hammering or pulling off of other fingers on the string of
Saz. There are some illustrations and figures representing the transcription of these
issues and related exercises commonly played in Ashik Saz.

(1)

Figure 4.14: Plectrum from up to down.

(V)

Figure 4.15: Plectrum from down to up.

(+)

Figure 4.16: Sounding a fret without plectrum (hammering - pulling off of other
fingers on the string of Saz).

m+V m+ m o+ m+ n+
Jdd dddd wdn @8 sddsesds
R N - R il

Figure 4.17: Plectrum Drill-1.
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Figure 4.18: Plectrum Drill-2.

4.5.4 Arpeggio

An arpeggio is a musical technique where notes in a chord are played or sung in
sequence, one after the other, rather than ringing out simultaneously. An alternative

translation of this term is “broken chord”.

Arpeggios allow monophonic instruments to play chords and harmony and help
create rhythmic interest. In other words an arpeggio is a group of notes which are
played one after the other, added either going up or going down. Executing an
arpeggio requires the player to play the sounds of a chord individually to differentiate
the notes. An “Arpeggiated chord” means a chord which is spread, i.e., the notes are
not played exactly at the same time, but are spread out. In Ashik Saz it generally
sounds based on the tuning system of three set of strings but sounds as many as the
individual strings exists in the Saz, so it means a lot of chords may happen to come

up when playing arpeggio in different positions and different tunings of Ashik Saz.
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Figure 4.19: Arpeggio.
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Figure 4.19 (Continued): Arpeggio.
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Figure 4.20: Arpeggio examples played in Ashik Saz.
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455 Tremolo

Tremolo is a musical sound made by a voice or instrument that seems to shake.
Tremolo refers to a rapid repetition of plectrum on the strings of Saz, one of the most
commonly seen uses of the technique are in playing the long notes in the melody. In
musical notation, tremolo is indicated by strokes through the stems of the notes that

mean it is written with an oblique stroke through the stem.

Figure 4.21: Tremolo.

Figure 4.21 (Continued): Tremolo.

In the case of whole notes, which lack stems, the bars are drawn above or below the
note. Generally there are three slashes or strokes on the stem of the note, because this
is the same notation as would be used to indicate that regular repeated thirty-second
notes should be played. If there is just one stroke, it means that it needs to be played
as many as eighth notes of the note, and if there are two strokes it means that it needs
to be played as many as sixteenth notes of the existing note. According to the speed

of the melody, we may see the different kinds of tremolo as following:
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Figure 4.21 (Continued): Tremolo.

In Iran it is common to say “Riz” or “Mezrab e Riz” for tremolo. “Riz” means small

and tiny which represents small movements of plectrum over the strings of the Saz
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5. ANALYSIS OF THE MUSIC OF THE ASHIK

5.1 General Discussion

As has been mentioned, the Saz and instruments like the Saz, such as the Dutar or
Dombra, are found throughout Turkic Central Asia. Moreover, the music performed
on these instruments has a number of common features. These include use of a
drone, chromatic scales and a modal concept involving tetra chords and pent chords
along with a hierarchy of pitches. The music played by poet-musicians like Ashiks
on their respective long-necked lutes has always remained a separate entity. Today,
Ashiks generally are aware of the musical modes, the Dastgahs, Makams, etc. and
can even perform parts of them. Nonetheless, they analyze their own music in
different regional and traditional terms which according to ethnomusicology falls

into its terminology.

Figure 5.1: The Congress of Asiqlar of Azerbaijan Bertlov et al, 1963, Garland
encyclopedia of world music VVolume 6: the Middle East music of Azerbaijan (URL-6).

We can refer to “Dissemination and interpretation” in which ethnomusicologist are

looking for the interpretations over the built theories which is totally subjective. For
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example in the word “Se” in “Setar” means three and hermeneutically means “Allah,
Mohammad and Ali” i.e. God and the names of two profits representing three stings
of the instrument or semiotically whether it stands for something like sexual figures
for Electric Guitar or not, if yes what does “Setar” stands for or what is the role and
place of “Cantometrics” for “Setar”. The same approach will be applied to Ashik Saz

such as:

* How they call traditionally the tuning system with such terms like “Bash,

Orta, Osmanli, Qari, Ruhani, Segah, Qemli, etc.”

* Cadence like “Ayak Verme” and “Ayak Verdi Bitirdi” that literary or word
by word translatlion means “To give foot” or “Stepped on and Gave foot” but

it means “finishing the melody” in its real sense.

* Name of the frets like “Shah Perde, Vezir, Vekil, Bayati, Osmanli Perdesi,

Bece Perdeler, etc.”

* Melodic Characteristics like the use of “Hava” with its all conveying

meanings such as drone, reciting tone or Karar, accidentals, etc.

* Rhythmical characteristics like “Deve Dabani, Dik Dabani, Ayak Ddvme,
Deve Yiiriiylisii, Axsama or Topallama, etc” i.e. the walking style of camel

and laming and crippling, etc.

There are dozens of traditional nomenclature in all aspects of Ashik music related
and covering their lives, beliefs, rituals and traditions, weddings and dances,
agricultural terms, instruments, songs and lyrics. The ethnomusicologist should go
through all these theories in the book comparatively analyzed with the raw data of
the field.

5.2 Classification of the Analysis

In order to analyze an individual Ashik music, I tried to design a chart into which as
all Ashik music repertories can be located and the result would be a systematic
analysis considering the following aspects as; melodic characteristics, rhythmical
characteristics and meters, form, genres of vocal music of the Azerbaijani Ashiks,

Dastan, Ashik Havasi (poetry forms in Ashik music), Tesnif, Gazal and Tarane
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Each of these traits will be discussed in detail. Each of these Havas is a kind of
mode, probably closer in type to Turkish classical Makams and Persian Dastgahs or
gushes. Some of these Havas share one or more of the above characteristics. Thus, in
the ensuing discussion, they have been grouped together according to their
similarities to emphasize the differences among these groups. West and east
Azerbaijan Ashik music have been consistently grouped separately since there is a

stylistic division between Tabriz in eastern Azerbaijan and Urmia in the west.

All Ashik music classifications can be illustrated as a chart here, and each melody
falls in the same chart will be analyzed individually based on the mentioned features

of the chart:
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Table 5.1: Analyzing chart and classification rules of Ashik Saz and Ashik Music
(arranged by Farhad Shidfar).

A.1 Scale or a specific set of pitches
A.2. Independent meaningful texture of melody (Context registers)

A3A A.3.1 Agaz (beginning)
e
P ! Shahit
each tessitura .
A.3.2 Shahit (witness) (witness)
static
) A3.2.2
A. MeIOdl(E . Shahit
Characteristics (witness)
dynamic
A.4 A specific preferred tuning
A.5 A drone pitch
A.6 A.6.1 Perfect Authentic Cadence (PAC)
A specific F A.6.2 Imperfect Authentic Cadence (IAC)
orud, or A.6.3 Plagal Cadence
cadential .
A.6.4 Deceptive Cadence
formula
B. Rhythmical
Characteristics and
Meters
C. Form
D.G £ Vocal D.1 Dastan
' _enres orvoca D.2 Ashik Havasi (Forms of Ashik music poetry)
Music of the -
L . D.3 Tesnif
Azerbaijani Ashik
. D.4 Gazal
Music
D.5 Tarane
E.Other

Characteristics

Explanation of the above analysis classification chart of Ashik music is as follows:

5.2.1 Melodic characteristics

To discuss the melodic characteristics of Ashik music, we have to mention that the
music the Ashiks play has no theoretical superstructure. Unlike Persian and Turkish
classical music where each piece can be cataloged under the heading of one or
another “Dastgah or Makam”, each piece the Ashik plays is a separate “Hava”,
translated in Turkish and Azerbaijani languages as the “air”. This name, “Hava”, is
used primarily in Turkish or Azerbaijani languages for folk melodies with all
conveying meanings such as drone, reciting tone or Karar, accidentals, etc. For

instance, “Oyun Havasi” is the generic name for dance tune in Turkish language.
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Each “Hava” is a melody which its melodic characteristics encompass the following

traits.

5.2.1.1 Scale or a specific set of pitches

Different Havas using the same pitches would have different reciting tones, or
Shahits, marked “S” on the charts. This transcription has been written in according to
the transcription system of (Farr, 1976, Page 74).

The scale system will be supported by Azerbaijani or Turkish classical music system
in order to compare the Ashik Saz repertoire with the rest melodies of the region.
The variety of scales used in Urmia is greater than those used in east Azerbaijan
repertoire. Urmia scales include those used in east Azerbaijan, but, in addition, there
Is a gapped scale with no accidentals. Another scales characteristics with their initial
intervals of one half tone give the melodies played in these Havas a particularly

“Eastern” sounding character.

5.2.1.2 Independent meaningful texture of melody (context registers)

Each Hava can be analyzed in terms of its tessituras or registers into which the Hava
melodies fall. The “Tessitura” concept addresses not merely a range of pitches but

also the arrangement of those pitches.

Farr, (1976), talks about the term “Tessitura” instead of independent meaningful

texture of melody or context Registers.

In music, the term “Tessitura” (plural tessiture; Italian, meaning “texture”, and from
the same Latin word: textura) generally describes the most musically acceptable and
comfortable range for a given singer or, less frequently, musical instrument; the
range in which a given type of voice presents its best-sounding texture or timbre.
This broad definition is often interpreted to refer specifically to the pitch range that
most frequently occurs within a given piece, or part, of music. In musical notation,
tessitura is used to refer to the compass in which a piece of music lies whether high

or low, etc. for a particular vocal (or less often instrumental) part.

The tessituras can be marked as (a), (b) and (c) in order to make it easier to be
categorized. We may encounter with some high notes as registers in Ashik music
repertoires. These higher pitches are the ones used for the bulk of the improvisation
for east Azerbaijani melodies. The highest pitches in each piece are called the “Ou;j”,
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an Arabic word meaning “zenith, high point”. This term is used throughout the
Middle East and central Asia, especially in classical music which is genres to
indicate the highest independent meaningful texture of melody (Context registers) in
a piece (Farr, 1976, Page 67). One of the famous west Azerbaijani Ashiks called
Ashik Dehgan uses this regularly.

Farr, (1976) in her research explains how in the piece called “Qorbati”, the Hava
begins in the lowest pentachord, moves up to emphasize the specified range,
especially for improvisation, and then descends to the lower register again. The
specified segment is the first Ouj section. The second section begins even higher and
then gradually descends to the lower pentachord (Farr, 1976, pages 72, 76). There are
other exceptions like “Qarabagh shikastesi” in east Azerbaijan which remains
consistently in a higher tessitura. This tessitura is almost entirely in the one tetra
chord range. This use of a higher register is much more common in Urmia. There,
over half of the pieces in west Azerbaijan begin in a group of high pitches and then

descend, as in “Halabi” or remain consistently in the higher tessitura, as in “Semahi."

Thus, just as the scales in Urmia are more varied, the ranges and types of melody as
expressed in these tessitura variations are vast. One might ask why this variety exists
in west Azerbaijan as compared to east Azerbaijan repertoires. The most plausible
reason which can be offered resides in the fact that east Azerbaijan Ashiks usually
play with a Balaban player. The Balaban has a more restricted range than the Saz,
thus, the Ashik is obliged to restrict the kind of melodies he can play both modally
and with regard to range. This scale range of Balaban cannot easily accommodate

using accidentals as in the most of the Urmia pieces.

This fact even appears in a rival and competitive sense between Urmia and Tabriz
Ashiks as west Azerbaijan Ashiks believe that those on the east province cannot sing
or are not as good as those in Urmia, simply because the east Azerbaijan Ashiks
performe with Balaban, and they persistently emphasis this fact and their superiority
of being individually able to perform with mere Saz (Shidfar, 1990 to 2014, Personal

research).
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5.2.1.3 Hierarchy of Pitches

Hierarchy of pitches comes from the fact that some pitches receive more emphasis
than others. Moreover, different pitches have different functions. The Ashiks are

definitely aware that some pitches in a Hava are more important than to the rest.

These names are fairly descriptive. Bash Perde means the first, or head, fret. Nim
Perde means half way between Bash Perde and Shah Perde. Shah Perde is the most
important, or king, fret. (Shah means king in Persian). Dip Perde is slightly lower
than the other important frets when the Ashik is playing the Saz. There are
traditionally ways of calling the frets according to the region and history, etc. like;
Ayak (foot), Ruhani (spiritual), Osmanli perdeh (ottoman), Beche (child in persian)

for high note frets, etc.
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Figure 5.2: Traditional and recent naming of the frets in Ashik Saz, personal
interview in 2005 (CD, track 02).

5.2.1.4 Agaz (beginning)

Most of Ashiks believe the fret with which the Hava began is “the most important
fret” Since the concept of a definite starting pitch is also important in Persian
classical music, we can borrowed the Persian term “Agaz”, or the letter A standing
for, for use in Azerbaijani Havas as well. It is an arbitrary way of calling; we can call
B as “Baslangi¢c” in Turkish language too or what we call in western music theory as

“Tonic”. We can arbitrarily choose the letter T stands for Tonic here.

5.2.1.5 Reciting tone “Shahit” or kalish (inclined to stay and not move)

The most emphasized tone in a Hava is the reciting tone. Again, since the concept of

a reciting tone is found in Persian and Turkish classical music, the Persian term,
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“Shahit”, or Turkish “Kalish” can be used in analyzing Ashik music. It describes the
function of this pitch more accurately than, for example, the term dominant. We can
arbitrarily choose the letter “R” stands for “Reciting tone”. Here. We can see that the
conjunction between tessituras was often Shah Perde. This is in a majority of cases,
the Shahit. Of course, other pitches such as (Nim Perde or Ruhani Perde) can be the
Shahit as well. It differs according to the tuning as well. Reciting tones in
Azerbaijani Havas, in conjunction with the melodic movement of the Hava, function

in two different ways:

5.2.1.5a Static Shahit

There are various Ashik music repertoire in which the melody never leads anywhere
away from the Shahit. In Havas such as “Misri” and “Rohani” the melodic
movement quite literally revolves around the Shahit. In these pieces the Shahit is also
the Tonic and the last pitch (final tone or finalist) in the main melodic fragment. In
“Misri” the Shahit is Shah Perde; in “Rohani” it is Nim Perde. We can call this

melody type static since the melody never leads anywhere away from the Shahit.

Figure 5.3: Reciting tone, Farhad Shidfar playing Ruhani in TRT Muzik
TV(CD, track 03).

5.2.1.5b Dynamic Shahit (witness)

Dynamic Shahit occurs when the Shahit or reciting tone is frequently the opening
pitch of a piece (i.e., also the Tonic). After the opening pitch is emphasized in some
pieces, such as “Qorbati” in east Azerbaijan and “Urmia Gozellemesi” in west
Azerbaijan, the melody descends. Usually, if the Tonic reciting tone is G (Shah

Perde) the movement is down-ward to C and D. These two pitches are sounded
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together because the index finger strikes Bash Perde while the plectrum plucks the
same fret D in the lower and C in the higher strings.

Figure 5.4: Dynamic Shahit (witness), Farhad Shidfar playing Urmia Gozellemesi at
ITU Conservatory 2006(CD, track 04).

The root of creation of second Accord in Ashik music some how is because of this
tuning system and playing techniques. This is an important part of Saz playing

technique.

Some times the melody leads away from the Shahit; one still has the feeling that the
Shahit is more important than the lower pitches. Since the melodic movement in such
pieces does not center on the Shahit, these pieces will fall in the category of dynamic
melodic movement. In Urmia, the Havas with dynamic melodic movement are more
common than those with static movement. However, in Urmia the position of the
reciting tone in relation to the direction of melodic movement is more variable. For
example: In “Tajeri”, the Tonic and reciting tone is G (Shah perde) and the melody

descends to the E and C chord common to east Azerbaijan melodies.

In other pieces, though, the reciting tone or “Karar ses” is the end point of the
melodic movement. In “Divan”, the melody in the free meter introduction descends
from C to G. Then, in other tessitura it ascends. “Sivasdavul / Siristafil / Sivastopol /
Siyas Tabil” are other examples of these types of Havas. Even when the Tonic and
reciting tone are the same pitch, the melodic thrust is still downward to the reciting
tone (from C to A).
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Figure 5.5: Dynamic Shahit (witness), Ashik Ismeli Playing “Sivasdavul / Siristafil /
Sivastopol / Siyas Tabil” (CD, track 05).

5.2.1.6 Tuning

There are a number of different ways to tune the Saz depending on the Hava and also
the taste of the performer. The basic tuning for the Saz all over west Azerbaijan is
where the “Bam” or low open strings and “Vasat” or “Orta” as middle strings are
tuned to the same pitch and the “Zil” or high open strings are tuned one whole tone

higher. This tuning can be used for any of the Havas or Ashik music melodies.

All the other tunings are alternate and involve moving the middle course either
up or down to be in tune with, or an octave lower than, frets 1 (Segah), 3 (Ruhani or
Mahur), 5 (Shah perde). This gives the tuning a definite tonal bias and always
emphasizes either the pitch that acts as the Tonic, reciting or the final note, for the
basic melody pattern. The word “K&k” comes from Persian “KOOK” or “KUK” that

means “Tune”.

In east Azerbaijan, since G is the most common reciting tone, the most common
alternate tuning for the middle course to be tuned to G or G' which is “Shah Perde”.
These tunings are used more often in Tabriz than in west Azerbaijan because most
Urmia Ashiks remove the two strings from the middle course closest to the upper
course of their instrument. The Ashik with his instrument thus modified, would gain
little tonal boost by retuning his one remaining middle string. Alternate tunings are

not totally absent from the western Azerbaijani scene.

East Azerbaijan Saz tuning systems falls into 4 major categories which middle
course is changable in all of them and the tunings are naming based on the changes

in the middle strings and called as follows:
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a) Bash Perde or Segah Kok (middle course is tuned to E).

Figure 5.6: Bash Perde / Segah Kok (middle course is tuned to E) exemplified by
Adalat Nasibov (CD, track 06).

b) Nim Perde / Ruhani Kok / Urfani Kok / Ara Kok (middle course is tuned
to F).

Figure 5.7: Nim Perde / Ruhani Kok / Urfani Kok / Ara Kok (middle course is tuned
to F) exemplified by Farhad Shidfar (CD, track 07).
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¢) Shah Perde / Qari Kok / Umumi Kok (middle course is tuned to G).

Figure 5.8: Shah Perde / Qari Kok / Umumi Kok (middle course is tuned to G)
exemplified by Farhad Shidfar (CD, track 08).

d) Osmanli Perde / Zarinci Kok / Coban Bayati kok (middle course is tuned
to A or D or both A and D).

Figure 5.9: Osmanli Perde / Zarinci Kok (middle course is tuned to A or D or both A
and D) exemplified by Parisa Arsalani (CD, track 09).
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Figure 5.10: East and west Azerbaijan Saz tuning systems
(Mehdizado, 2012, page 32).
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Figure 5.11: Tuning and resonance range of Ashik Saz according to the recent
studies (Mehdizado, 2012 page 34).
This figure refers to resonating range of Ashik Saz in comparison to the pitch range
board of piano in which “Kigik” means Small, “Oktava” means Octave, “Kok”

means tune, “Yazilis” means written form and “Saslonma” means resonating or

sounding.

5.2.1.7 Drone Pitch

The use of the lower and middle course of the Ashik Saz as continued sound is called
“Drone” or “Dem Ses”. Since the Saz is frequently played with a plectrum stroke
which sweeps across all the strings, the open strings sounds as a drone. We can
divide it into lower course drone as permanent drone as the tuning does not change
and middle course drone as Flexible drone, as the middle courses change and
represent the rank or Makam of the melody. In western Azerbaijan, drone is usually
functionally important, since the open string pitch is a fifth below of the Shah Perde
which is C, often a stressed pitch, or an octave below C ', which often introduces a
Hava in Urmia. In east Azerbaijan Saz drone is regarded for middle course beside the

upper ones representing the Makam or rank of the melody as mentioned in Tuning
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section. Thus, the drone serves to emphasize these important upper course pitches
either harmonically or by doubling at the octave.

Figure 5.12: Drone Pitch, whole string playing, video exemplified by Farhad
Shidfar (CD, track 10).

5.2.1.8 Cadence or “Forud” and cadential formula

In western musical theory, a cadence (Latin cadentia, “a falling”) is a melodic or harmonic
configuration that creates a sense of repose or resolution [finality or pause]. A harmonic
cadence is a progression of (at least) two chords that concludes a phrase, section, or piece of
music. A rhythmic cadence is a characteristic rhythmic pattern indicating the end of a phrase.

Cadences give phrases a distinctive ending that can, for example, indicate to the listener
whether the piece is to be continued or concluded. An analogy may be made with
punctuation, with some weaker cadences acting as commas that indicate a pause or
momentary rest, while a stronger cadence acts as a period that signals the end of the phrase or
sentence. A cadence is labeled more or less “weak” or “strong” depending on the sense of
finality it creates. While cadences are usually classified by specific chord or melodic
progressions, the use of such progressions does not necessarily constitute a cadence. There
must be a sense of closure, as at the end of a phrase. Harmonic rhythm plays an important
part in determining where a cadence occurs.

In music of the common practice period, cadences are divided into four types according to
their harmonic progression: authentic, plagal, half, and deceptive.

Typically, phrases end on authentic or half cadences, and the terms plagal and deceptive refer
to motion that avoids or follows a phrase-ending cadence. Each cadence can be described
using the Roman numeral system of naming chords.

Cadences commonly in use in the 18th and 19th centuries are defined and described in terms
of their degree of finality. Variations in terminology, however, have sometimes led to
confusion; the discussion below attempts to clarify the terms most frequently encountered for
the four most basic and important types of cadence. (ITU library source digital database,
Article, URL-7).

Cadences are fallen into the following categories as follows:

5.2.1.8a Authentic cadence

Authentic (also closed or standard) cadence: V to | (or IV -V - 1). The V7 can replace the
dominant chord in these cadences. This cadence is a microcosm of the tonal system and is the
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most direct means of establishing a pitch as tonic. It is virtually obligatory as the final
structural cadence of a tonal work.

The phrase perfect cadence is sometimes used as a synonym for authentic cadence, but can

also have a more precise meaning depending on the chord voicing. (ITU library source
digital database, Article, URL-6).

5.2.1.8b Perfect Authentic Cadence (PAC):

The chords are in root position; that is, the roots of both chords are in the bass, and the tonic
(the same pitch as root of the final chord) is in the highest voice of the final chord. A PAC is
a progression from V to | in major keys, and V to i in minor keys. This is generally the
strongest type of cadence and often found at structurally defining moments. This strong
cadence achieves complete harmonic and melodic closure.

A cadence is normally called ‘perfect’ if it consists of a tonic chord preceded by a dominant
chord. This may also be known as a final, full, or complete cadence, or a full close, and it is
considered to have the greatest degree of finality of all the cadences. Some theorists claim
that for the cadence to be perfect the final chord must have the tonic in the top part and that
both chords must be in root position. (ITU library source digital database, Article, URL-6).
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Figure 5.13: Perfect Authentic Cadence (PAC) general pattern: [I-1V-V-I] (URL-6).

There is a lot of Ashik music repertoire representing PAC cadence. We can refer to
“Ruhani” in F Major Scale in which the melody starts on the Tonic: F, moves on B b
(IV-sub dominant) emphasis on C (V- Dominant) and then after a lot of manors over
dominant, ends with Tonic which is F. We will talk about this analyzing the Ashik

music in detail.

Figure 5.14: Authentic cadence in Ashik Music, video exemplified by Farhad
Shidfar (CD, track 11).
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5.2.1.8c Imperfect Authentic Cadence (IAC)

An ‘imperfect’ cadence normally consists of the dominant chord preceded by any other chord
(most commonly | or IV). This lacks the finality of the perfect and plagal cadences and is
therefore often used in the course of a composition, at the end of a phrase, and more
particularly half-way through a section or period, whence it has acquired conventional
musical settings of the word ‘Amen’. Some American theorists view this cadence only as a
variation of the perfect cadence, distinguishing the dominant—tonic cadence described above
by the term ‘authentic’; by extension, they term the closing harmonic progression IV-V-I or
IV—1-V-I, with its mixture of subdominant and dominant elements, a mixed cadence.

Imperfect authentic cadence is similar to a PAC, but the highest voice is not the tonic (“C” or
the root of the tonic chord) and one or both chords must be inverted. (ITU library source
digital database, Article, URL-6).

Figure 5.15: Imperfect Authentic Cadence (IAC), General pattern: [I-1V-V-I 6]
(URL-6).

Evaded cadence: V42 to 16. [8] Because the seventh must fall step wise, it forces the cadence
to resolve to the less stable first inversion chord. Usually to achieve this root position V
changes to a V42 right before resolution, thereby “evading” the cadence. (ITU library source
digital database, Article, URL-6).
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Figure 5.16: Evaded Cadence (ITU library source digital database, Article, URL-6).
There is also a lot of Ashik music repertoire representing (IAC) cadence. To trace

what is going on we have to deal with a line of melody instead of the chord analysis
I.e. in C Major Scale the melody begins and ends on E.which is an inverted version
of C Major Scale. We may refer to some Ashik music repertoire like “Yanik Kerem”,
“Dilgem” and almost all pieces on Segah Makam; have the same (IAC)

characteristics which follow the same rule of general pattern of (IAC): [I-1V-V-1 6].

5.2.1.8d Plagal Cadence

A cadence is normally called ‘plagal’ if it consists of a tonic chord preceded by a
subdominant chord. This is traditionally known as an ‘Amen’ (less commonly ‘church’ or
‘Greek’) cadence, from its association with the additional names ‘half’, ‘semi-’, or ‘demi-
cadence’, or ‘half close’. Again, American usage differs, reserving the name ‘imperfect’ for
any cadence in which the final chord either does not have the root in the top part (also called
semi-perfect) or is not in root position (also called inverted), and describing a cadence ending
with a dominant chord as a half-cadence or semi-cadence. IV to I, also known as the “Amen
Cadence” because of its frequent setting to the text “Amen” in hymns. In as much as the
progression V-l cannot confirm a tonality (it lacks any leading-tone resolution), it cannot
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articulate formal closure. Rather, this progression is normally part of a tonic prolongation
serving a variety of formal functions - not, however a cadential one. (ITU library source
digital database, Article, URL-6).
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Figure 5.17: Plagal Cadence (164-1V6-1) progression in C, General pattern: [I-1V-1],
(ITU library source digital database, URL-6).

In analyzing Ashik music repertoire, we may encounter with “Bayat e Qajar”
Makam, as in Bahmani, or some other Azerbaijani classic melodies like “Pulun
Var?” in Mashdi Ibad film music or even in folk music “Eyvan a Cixdim Gordiim
Yar Gelir” which all represents of plagal cadence. Melody starts in C Major Scale
and circulates in A minor i.e. [VI] degree of the scale and ends again in [I] which

follows the pattern [I-1V-1].

5.2.1.8e Deceptive Cadence

A cadence is called ‘interrupted’, ‘deceptive’, or ‘false’ where the penultimate, dominant
chord is followed not by the expected tonic but by another chord, often the submediant.( the
submediant is the sixth scale degree of the diatonic scale, the “lower median” halfway
between the tonic and the subdominant or “lower dominant”. It is occasionally called
superdominant). Other, less common names for this cadence are “abrupt”, “avoided”,
“broken”, “evaded”, “irregular”, or “surprise”.

The Phrygian cadence, common in modal polyphony (see above), has survived in later music
in various forms. In a tonal context, however, its Phrygian-mode connotations are less
obvious, and in a major key it is often regarded as a variety of imperfect cadence resolving
on the dominant of the relative minor.

Deceptive (or interrupted, or surprise) cadence: V to any chord other than | (typically ii, V6,
iv6, vi or VI). The most important irregular resolution most commonly is V7-vi in major or
V7-VI1 in minor. This is considered a weak cadence because of the “hanging” (suspended)
feel it invokes. Leading the listener to expect resolution to I only to be thrown off completely
with a fermata on a striking. (ITU library source digital database, Article, URL-6).
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Figure 5.18: Deceptive Cadence (ITU library source digital database, URL-6).

In Analyzing Ashik music it is preferred to follow the line of melody instead of
Accords, as they will follow the same pattern of melody. The whole melody moves
around I- 1V-V and finally ends with VI or any tone except Tonic i.e. (). There are

lots of examples like Misri, etc. which starts with G Major Scale and end in “Shur
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Makam” which is D. this exactly follows the same pattern: I- V-V and finally ends
with VI. Traditionally Ashiks say “Ayak Verdi Bitirdi” means stepped on and ended

the melody but its word by word translation is “To give foot and finished”.

Figure 5.19: Deceptive Cadence in Ashik Music, video exemplified by “Dalga Ashik
music band” (CD, track 12).

5.2.2 Rhythms and meters in Ashik music
Saz rhythms in Ashik music are actually as complex as either the Turkish music
including several meters like 3/8, 5/8, 6/8, 7/8, 2/4, 3/4, 4/4 12/16, etc.

In spite of Azerbaijani classical music, the meters in Ashik music normally are duple
or triple. Very rarely, other metric patterns occur, such as free meters especially in
west Azerbaijan Ashik music, what is generally called as “Uzun Hava” in Turkey.
Free meters sometimes occur in the middle of the song where triple and duple meter
alternate briefly. With respect to metric regularity and sometimes the whole melody

moves on rhythmic meters but the vocal is in free meters.

The characteristics of rhythm in Ashik music represent some historical background
of the people who were originally nomadic tribesmen, and, thus, this sort of rhythm
recalls the sound of horses and hoof-beats. Especially the insertion of 12/16 in the

frame work of 4/4 as in “Hijran Kerem or Dol Hijrani” reveals this fact.
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Figure 5.20: The rhythm of horse hoof-beats, the insertion of 12/16 into 4/4 in
“Hijran Kerem” Video exemplified by Farhad Shidfar (CD, track 13).

5.2.3 Form in Ashik music

In order to grasp the meaning of the form in Ashik music, we may use some classic

label technique like what Albright Farr has done.

Each Hava has a basic melody. This melody has one or more parts labeled (a) or (a 1), (a 2)
and so forth. The performance of a Hava begins either with this melody or, sometimes, a free
meter introduction leading into it. The melody is repeated with variations. From time to time,
between repetitions of the basic melody, improvisatory sections are added, usually in a higher
tessitura. These are marked (b) in the transcriptions. Although the Ashik must play the basic
Hava melody and cadential formula, he has a number of options open to him during a
performance. It is possible to make a model of the Performance of a Hava which takes into
account these obligations and options. (Farr, 1976, Page 89)

5.2.4 Genres of vocal music of the Azerbaijani Ashiks

Additional to the discussion of Ashik Havas as though they were solo Saz music, in
reality all these Havas are used to accompany vocal music of one or another type.
We will examine the various genres of vocal music that the Ashiks perform. In the
analysis of vocal music genres, the classification of the Ashik music poetry and
literature is inevitable. The term of “Ashik music poetry or Ashik music literature” is
not merely what we call as vocal genres of Ashik music. Accordingly we divide
Ashik music poetry or Ashik music literature regarding the form into; Dastan or
Destan, Ashik Havasi, Tesnif, Gazal and Tarane.

5.2.4.1 Manzumeh / Dastan / Destan

In Azerbaijani folklore they are actually regarded as common novels. They are
important because of the capacity and usage of Poem and Prose in an anecdote.

Dastan is its Folkloric name and previously it was common to be called as Boy
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Boylamak, Nagil soylemek, Ghesseh, Hikayet, etc. Ghoshma and Gerayli and Bayati

are the most common poetry forms in Dastan.

The performance of Dastan is a kind of organization of the program which Ashiks
play in Qohvaoxanas includes the following steps in general; the welcome, prayers,
lyric songs and the Dastan, in itself a mixture of spoken narrative and sung poetry.
These stages can be regarded as typical of the performance of Dastan of Ashik
music. The use of exaggeration is also common here. Ashiks use the literary rhyme
of the Colloquial language of common people like: “if the oceans turn into the ink
and all the forests in the world turn into the pen, and start to writing, they cannot

keep account of his wealth and fortune!!!”

Ashiks start reciting Dastan for last for a week or even for a month. They use very

interesting way of Dastan reciting techniques like modern film scenarios like:
“Have them still in the prison and whom do I talk about? Koroglu in Chanli Bel” or

“Now have Arzu in the Tat’s house and let us listen to Ghambar who went to Khan

to complain.”

Ashiks uses clever techniques in recitation in order not to let the audience get bored
of the story “Dastan” by inserting small jokes, folkloric proverbs, singing famous

songs, small satiric stories called “Garavalli”, etc.
Azerbaijani contemporary folklorists divide Dastans into two main groups:

A. Epical Dastans in which hero fights against the king or the emperors

of the time to keep the right of ordinary people.

B. Love Dastans in which hero is looking for his lover and stands against

all the problems ahead.

Iranian Folklorist Mohammad Hosein Tahmasb analyses all Dastans and finds

four stages as a common process coming along with of all Dastans as:
A. Give birth of hero and his growing up

B. Overflow of powerful feelings and commencing exploration whether

of love or war
C. Hinders on the way and starting of fighting against them

D. Final or climax of Dastan as a happy ending or a tragedy.
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They all include people’s way of life, the problems and obstacles on the way, pain of
the people and the society of the time which make the audience think over it,
believes of the people and being transient of the life, separation and joining of two
lovers, desires and emotions of the people, love and war, getting rid of death, loyalty,

extra ordinary powers, superstitious, etc.

The Dastan is a traditional epic poem. These epics are part stories. People could and still do
forget their everyday lives, so involved do they become in these performances. The heroes
always fight for right and truth. Their inspiration comes from the grace of God. Ideally, the
heroes always win and find their true love in the end (Caferoglu 1965: 647). There are about
thirty Dastans still being performed in Azerbaijan today. The performance of one Dastan may
take ten to fifteen days. When an Ashiq performs in a coffee house, he addresses the
members of his audience (called a majlis, or society) in various ways ranging from casual
conversation to sung poetry. These utterances can be put into four categories: (a)
extemporaneous speech, (b) formulaic speech, i.e., introductions, welcomes and prayers, (c)
spoken poetry, and (d) sung poetry. The Ashiq also plays the Saz, of course, but only in
conjunction with his singing. I have never heard an Ashiq play the Saz as a solo instrument in
a coffee house. Thus, though we must add a fifth category, (e) solo Saz music, to our list, we
should bear in mind that the words of the Ashiq are much more important to the audience
than his Saz music. (Farr, 1976, Page 89).

5.2.4.2 Ashik Havasi (forms of Ashik music poetry)

Poems in Ashik literature falls into several categories like; Ghoshma or Qosma,
Gerayli, Tajnis, Jigali Tajnis, Deyishme / Deyismo / Deyisme / Atisma / Moshaere,
Baglama, Ustad Nameh, Ghifil Band, Dudak Deymez or Dodaqdoymoz, Dil
Terpenmez, Divani, Mukhammas, Jigali Mukhammas, Bayati, Saya, Tapmaja,
Ghoshayaprak, Harbeh Zorba, etc. We are going to explain almost most of these
forms one by one and in order to understand the whole discussion it may be better to

know the following poetic terminology used in Ashik music:

Table 5.2: Terminology in the forms of Ashik music poetry (Arranged by Farhad Shidfar).

Rhyme Stanza Hemistich | Syllable | Pseudonym | Tier | Satire

Turkish ] Yarim o
] Kafiye | Kita/Dortliik Hece | Takma Ad | Sira | Hiciv
equivalence Misra
Persian . |
4l iy gl e s Jmmmapsl o, | ik
equivalence (u=ls)

It is beyond of our discussion to explain all these literary forms in Ashik music one

by one, but for instance we may refer to one of them as Satire:
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Satire is a social- literary term. It is primarily a literary genre or form, although in
practice it can also be found in the graphic and performing arts. In satire, vices,
follies, abuses, and shortcomings are held up to ridicule, ideally with the intent of
shaming individuals, and society itself, into improvement. Although satire is usually
meant to be funny, its greater purpose is often constructive social criticism, using wit

as a weapon.

A common feature of satire is strong irony or sarcasm “in satire, irony is militant”
but parody, burlesque, exaggeration, juxtaposition, comparison, analogy, and double
entendre are all frequently used in satirical speech and writing. This “militant” irony
or sarcasm often professes to approve of (or at least accept as natural) the very things

the satirist wishes to attack.

Satire is nowadays found in many artistic forms of expression, including literature,

plays, commentary, and media such as lyrics.

In Azerbaijani Ashik literature satire is observable in Dastans, mythologies, songs,

proverbs and all oral literature.
Azerbaijani Folklorists has found satire in the following kinds:

Atmacalar
Atalar S6zu
Yaniltmacalar
Garavillilor
Lotifalor
Tomsillor

Nagillar

I &G mmoow>

Bayatilar

Harba Zorbalar

[

Meykhanalar
Toziyelor / Marsiyalor

In Ashik literature satire is observable even in “DoDo Qorqud” famous and first
written historical book about Ashiks. Ashiks generally makes fun of the political

issues ironically and helps the society to wake up.
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Binadan Go6zal olmayan,
Telin gadrini ne bilor?
Col do gazan bu Sercalor,
Guliin gadrini ne bilor?

Translation of the poem is as follows:

The one who is not beautiful from the root,

How is it possible to put the value on the hair?
The sparrows that wander and fly in desert,

How is it possible to put the value on the flower?

Ay Hozorat Bir zamana gelibdir,
Ala Garga sux Tarlan1 begenmez,
Ogullar atani, gizlar anant,
Gelinler de gaynanan1 begenmez.

By Ashik Abbas Tofarganli (Shidfar, 1990 to 2014, Personal research).
Translation of the poem is as follows:

Hey people, such a time has arrived that,

The jay does not like the cheery and merry hawk,

The son does not like father, or the daughter, mother,
The daughter in law does not like mother in law as well,

5.2.4.2a Ghoshma / Qosma

Ghoshma or Qosma is the most common form of Asik literature which includes at
least three stanzas and maximum seven stanzas. Each stanza has four hemistichs with
eleven Syllables i.e the line usually has eleven syllables divided with meaningful set

of syllables either 6 + 50r4 +4 + 3.

The rhyme pattern is usually (ab c b) or (ab ab) + (d d d b) etc. There are most

often three to five stanzas to a poem.

The rhyme pattern in Ghoshma may also be seen as follows:
abc-d

ddd-b

ccc-b

fffb

There are a number of different types of Ghoshma according to the thematic content
of the poem. The poems of Ghoshma are usually about unrequited love, the beauty of
nature, or other such topics, generally more lyrical than the subject matter of the

Dastan.
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For instance, Gozellemeh is a Ghoshma dealing with love and nature. Other forms
include the Ustadname, Shekaiyatname (a poem of complaint), Tajnis and baglama.

In most regional researches you may be encountered with the term “Do Beyti” as a
kind of Ghoshma. “Do Beyti / Dubeyti” is the Persian term for two couplets. Thus,
according to this system, each stanza would have only two lines (beyts), each line
having two halves called “Misra”. The rhyme scheme would look like this

Stanzal (a) (b) (c) (b)
Stanza Il (d) (d) (d) (b)

There are a number of other poetic forms which Ashiks use, but not with such regularity as
the Ghoshma. These forms would also be grouped under the heading Ashik Havasi by
Iranian Ashiks.

I will give the characteristics of these forms briefly without any musical examples. The
Dodagdeymez Tajnis is a variant of the goshma. In this form a poem may have lines in which
eleven and twelve syllables alternate (Eleskerov, Vol. | 1972: 278). According to Dr. Dursun
Yildirim from Ankara University, the term dodagdeymez refers to a poem written using no
bilabial consonants, such as /p/, /b/ or /m/ sounds. Ashik Elesker's dodagdeymez poems meet
this requirement. (Farr, 1976, Page 121).

In most parts of west Azerbaijan it is common to say Ghosha- Yaprak to Dobeyti /
Dubeyti which is also a Ghoshma in turn. Here is an example of Qosayaprak Qosma

as follows:

DUSDU

Sevdiciyim, hani1 gozallor xan1?
Glizarimiz sizin otaga diisdii.
Buyursan formani, alarlar can,
Piisk atdiq, can sana sadaga diisdii

Sallan golom qasd1, yan1 yoldasdi,
Qalmisam atasd1 mon basi dasdi.
Hus basimdan ¢asdi, dilim dolasda,
Gozlorim satasdi, buxaga diisdii.

Otlazdan qabali, belindos sali,
Govhordon bahali iiziinds xali.
Geydi yasil-al1, yaxd1 mahali,
Oyri tellor ayna qabaga diisdii.

Yeriyirdi sana yasilbas, sona,
Yaragir canana ag nazik cuna,
Tellarinds sana, oalindo hona, Yomaon,
yaqut shmor dodaga diigdii.
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Cox ¢okmisom cofa, gol bir insafa,

And olsun miishafa, olmam bivafa.

Golmisom tovafa, verasan sofa,

Olosgor xastadi, ocaga diisdil. (Olosgor, 2004, P.84).

At the end of Ghoshma it is common for the poet to use pseudonym. Ghoshma is the
most fluent kind of oral literature. Vaghif famous poet of Azerbaijan pioneered
Ghoshma into Azerbaijani literature and then followed by some other poets like
Vidadi, Zakir, Nabati Gharadaghi, Ashik Peri, and some other poets like Samad
Vurghun, Madine Golgun, Balash Azeroglu, Bulut Gharachurlu “Sahand” and
Shahryar are among the famous writers of Ghoshma type of poetry.

“CAGIRIR”

Bir bitgiyam qoraqliqda ciicardim,
Hayat mani gdyarmoys ¢agirir!
Biirkiilords yasil yarpaq becardim,
Hayat mani goyarmoya ¢agirir!

Yagis yagir duygularim islanir,
Ko6hna-domir xatiralor paslanir,
Yeni sebnom Kipriyimdon aslanir,
Hayat meni gdyarmays cagirir!

Ay caminda ulduzlar igirom,
Ebadiyyat yollarini segiram,
Kohkasanlar burugundan kegirom,
Hayat mani goyarmoys ¢agirir!

Gunes dusub gozlarimda yuvunur,

Usaq kimi qucagimda ovunur,

Sevgi Sazi ureyimde doyUndar,

Hayat moni gdyarmays cagirir!

By unknown poet (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

“SUMMON”

I was a plant germinated in dry lands,
The life summons me to grow up!

I grew up green leaves in curls,

The life summons me to grow up!

The rains fall and my feelings get wet,

The old iron memories get rusted,

The newly born dew hangs from my eyelashes,
The life summons me to grow up!
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| drink the stars in the dish of the moon,
I choose the eternity ways,

| pass through the curls of the universe,
The life summons me to grow up!

The sun has fallen and bathing in my eyes,
Draws consolation like a baby in my bosom,
The instrument of love is throbbing in my heart,
The life summons me to grow up!

“QAYITDI”

Leyli camalina macnun eyloyib,
Moani alovlara saldi, qayitdi!
Miijganin oxuyla qas kamaninda,
Ovladi canimu ald1, qayitdi!

Gedirdim dalinca yellor asondo,

Bir xoyal kimi idi, dumanda, ¢onda,
Sasladim, ey nigar, ¢agirdim moan do,
Doniib bir baximliq galdi, qayitdi!

Catild1 qaslari, giiliisdii dodaq,

“Clinun”un arzusu acd1 qol-budaq,

Nogmaoli golbino golmisdi qonag,

Bir zoxma Sazinda ¢aldi, gayitdi! (Bozorgamin, 2000, page 60).

Translation of the poem is as follows:

“RETURNED”

Made me “ Majnun” to her “Leyli” beautiful face,
Put me into flame, returned!

With her arrows of eyelash in the bow of eyebrow,
Hunted me and took my soul, returned!

I was following her while the winds was blowing,
It was like a dream both mist and vat,

I cried “Ey Nigar”, I summons myself,

Returned and had a look, returned!

Her eyebrows stacked and frowned, lips smiled,
The wish of “Cunun” opened arms and bushes,
Was a guest in her melodic heart,

Stroke just a plectrum in her instrument, returned!
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“YAZA ASIQOM”

Sevdali bagbanam xazan igindoa,
Cicoyo vurgunam, yaza asiqom!
Bir dilsiz ozanam, sassizlyimdo,
Nogmoya vurgunam, Saza agiqom!

Bir g6zal telindo tora diismiisom,
Yolunda moéhnoto, zara diismiisom,
Alova, atoso, nara diismiisom,
Ondaki gomzoy9, naza asiqom!

“Cilinun”am, diigmons oxuram “Cangi”

Dan vaxti qizarsin ganimin rangi,

Sohar yolgular alib kiiliingti

Geconin gabrini qaza, asiqgam! (Bozorgamin, 2000 page 73).

Translation of the poem is as follows:

“I AM FOND OF SUMMER”

I am the lovesick gardener among the cantor and yellow leaves of the autumn,
I am the lovesick of the flower, and fond of summer!

I am a dumb minstrel, in my silence,

I am lovesick of the song, fond of instrument “Saz”!

I have been trapped in the hairs of a beautiful one,

I have fallen into the suffer in her way,

I have fallen into the flames and fire,

I am lovesick of her airs and graces and mincing manners!

I am “Cunun” calls war against the enemy,

Let my blood turns red in the time of Dawn,

The pilgrims of the morning, have taken their pickers and hacks,
To dig the grave of the night, I am lovesick!

“SIRIN-SIRIN”
A nazli sevgilim, ayr1 dolanma,
Gol manim yanimda qal, sirin-sirin!

Mon golim yanasim giil ondamina,
Son da qol boynuma sal sirin-girin!

Giil dodaq yarasir ay tok {izilino,
Naz baxig yarasir nazli goziino,
Xos sohbat yarasir sirin s6ziina,
Dodaqdan siiziiliir bal sirin-sirin!

Qoy torif eyloyim Sazimda soni,

Son gomzo sat, giiliim, ovsunla mani,
Gol gosa dolanaq ¢6lii, comani,
Giinlor, aylar kegsin, il sirin-girin!
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Qaytan qaslarinda kaman qurulsun,
Qoy miijgan oxuna canim vurulsun,
O godor vurginan, gasin yorulsun,
Qosd etsin canima xal sirin-girin!

“Ciinun” xasto diislib ayaginda dar,

G0zl dodaginda, yanaginda yar,

Oxur asiqlarin sayaginda yar,

Yerini qoynunda sal sirin-sirin! (Bozorgamin, 2000, page 69).

Translation of the poem is as follows:

“SWEET- SWEET”

Hey, my airy beloved, do not wander alone,

Come and stay with me, Sweet- Sweet!

| keep closer to her flower body,

You surround your arms around my neck Sweet- Sweet!

The flower like lip behooves her moon like face,
Airy glance befits her airy eyes,

Grand words behooves her sweet words,

From the lips the honey percolates Sweet-Sweet!

Let me praise you in my instrument “Saz”,

You sell airs and graces, my flower, bewitch and glamour me,
Let wander with each other, the mountains and nature,

Let the days, months and years slide soft away, Sweet- Sweet!

In her lace shaped eyebrows let set the bow,
Let my soul be hunted by her eyelash arrow,
Beat and strike to the same level until your eyebrow gets tired,
Let it conspiracy my soul your mole, birthmark Sweet- Sweet!

“Cunun” has fallen ill and ropes on his feet,

His eyes in the eyes and lips of beloved,

Sings in the minstrels style, beloved,

Put your place (bed) in his bosom Sweet- Sweet!

Another famous Ghoshma by Ashik Olasgoar is as follows:

Ay hozorat galin siza soyloyim,

Bu Dunyanin xayanati ¢ixibdir!

Insaf azalib, miiriivvat godelib,

Gazilarin mozarrati ¢gixibdir!

By Ashik ©lasgar (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

Hey people! Come and let me tell you,

The world has turned into treachery, infidelity and betrayal!

The mercy and fairness has come down and bravery and manhood has deteriorated,
The juries and courts have spoiled!
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Here the meaningful syllable types are:
4+4+3

4+4+3

5+6

4+4+3

Goshma may be seen in some parts of a long poetic forms as in “Heydar baba”
collection of famous poet Shahryar in which meaningful syllables are: 4+4+3

Heydar baba Daglarimiz Dumandi,

Giinlerimiz bir birinden yamandi,

Ayrilmayin bir birizden amandi!

By Shahryar (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

Heydarbaba our mountains are full of mist and fog,
Our days are the worst one after the other,
Oh, do not separate from each other!

5.2.4.2b Bayati

Each stanza has four hemistichs and each hemistich with seven syllables. Every
stanza is independent regarding the meaning and theme. The theme is generally
social, love, complaints, separation, sadness, etc. it is the most comprehensive kind
of folklore poetry inserted into Ashik literature. There is also common to have

philosophical satire in Bayati like:

Zamana ey zamana!
Oxu goydun kamana!
Essokler arpa yiyir,
At hosrottir samana!

Translation of the poem is as follows:

Hey the time, hey the time!

You put the arrow in the bow!

The donkeys eat the barley corn,

The horses are yearning and hankering the straw!

The poetry of the Azerbaijani Ashik is usually syllabic. Occasionally, at the end of a Poem
such as a Ghoshma, or independently, a short verse will be sung which is called “Bayati” (or
Beyati in Turkey). A “Bayati” is a four line stanza whose rhyme scheme is (a a b a), and
whose lines have seven syllables each. An example collected by Raci Damaci for the
magazine “Turk-folklor arastirmalari” is

Su gelir akar gider!
Her yanin yikar gider!
Bu dunya bir pencere,

Her gelen bakar gider!
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Translation: Water comes and, flowing, goes. It tumbles everything down and goes. This
world is a window into which all that come look and go.

When a Bayati follows a poem, it usually has something to do with the theme of the poem.
When an Ashik sings one by itself, it is often in praise of a coffee house patron, or a wedding
guest. These Bayati are still sometimes extemporaneous, although every Ashik knows a
variety of them which he can draw upon to fit individual situations. (Farr, 1976, Page 123).

5.2.4.2c Garayh / Gerayh

All the characteristics of it are like Ghoshma, but each hemistich has eight syllables.
It is generally about love, sympathy feeling, nature and beauty. It consists of three, or
five or seven stanzas. All rhymes and Tiers are like Qosma. There are several kinds
of Garayli we suffice to just mention the list of them:

e Sado Gorayl (Simple Gorayli),

o Jigali Gorayl

e Sallamali Gorayl

e Nagaratli Gorayli (Gorayli with refrain)

e Jinasl Gorayli (usage of pun in Gorayli)

e Jinas Tam Gorayl (fully pun used Gorayli)

e Dodaqdoymaz Garayli (lips never meet each other while reciting it)

e Dildonmoz Gorayl (tongue keeps stable and still in the mouth and does not

move a lot while reciting it)
¢ Qosa yaprak Gorayli, Mukerrer Gorayli (Repeated)
e Elif Lam Uste Gorayli, Qosa Qafiye Garayli (double rhyme)
e Nugtosiz Gorayl: (all dotless word in Arabic alphabet across the poem).

Ana dili, ana dili!

Biz borcluyux sana dili!

Senin igid balalarin,

Olurmu heg dana dili!

By Bozorgamin (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

Mother Tongue, Mother Tongue!
We owe the language to you!
Your valiant children,

Is it possible to deny the language!
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5.2.4.2d Ustad Nameh

The theme is to advise to a social group or family or friends and benevolence which
are philosophically and socially elaborated. Some times they use of mythology and
especially Islamic figures are inevitable to observe from Koran to Islamic religious
stories.

Dali Konul Mandan sona amanat,

Pis hayattan yaxs1 6lum yaxsidir!

Bir giin olar gohum gardas yad olar,
Deme ulusum var, elim yaxsidir!

Xaste Gasim kima gilsin dadin,

Cani ¢ixsin 6zi ¢eksin odunu,

Yaxsi1 igid yaman etmez adini,

Cunku yaman addan 6lim yaxsidir!

By Xasto Qasim (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

My mad inner world let it be a deposit and trust for you from me,
From the bad life, a good manner death is worthy!
It may be one day, all relatives become strangers,
Do not think you have nation and fellow fighters!

“Xaste Qasim” to whom he can complain of,

He can die from suffer and himself can carry the burden,
A good valiant does not spoil his name,

Cause the death is better than the bad name!

5.2.4.2e Deyishme / Deyisma / Deyisme / Atisma / Moshaere

It is one of the most well-known kinds of Ashik literature in which professional
Ashiks gather together and try to contest literally and musically in front of the
people. They bet on the loser to give his instrument to the winner and sometimes
even the loser is obliged to give up his job as an Ashik. It is common in Turkey as
“Atigma” with the same concept. Here is an example of Deyismo between Ashik

Olasgor and Zo6hra as folllows:

ZOHR®O iLO DEYISMO
Olosgor

Soyle, qasid, miixtosari-vossalam,
Orzimi canana dedin, no dedi?

Biilbiil tok asmana yetisib nalam,
Sohni-giiliistana dedin, no dedi?
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Zohro

Gedib, orzi-halin yara sdylodim,
Incimasin mandan, — canan dedi.
Ziilm oliylo moni yada verirlor,

Viran qalsin belo zamana — dedi.

Olosgor

Yadima salanda boy-biisatini,
Xosto konllim minir esqin atini,
Gah axtarir yerin yeddi qatini,
Gah ¢ixir asmana, dedin, na dedi?
Zdhro

Nakos miixonnatin boynu vurulsun,
Vay diigsilin evina, sivon qurulsun,
Moharromin oglanlari qirilsin,
Qalmasin yurdunda nisana! — dedi.

Olosgor

Asiq oldum bir nainsaf millata,

Qolu bagli mani verdi calloto™.

Incilo, Zobura, Sohfa, Tovrato,

And verrom Qurana, dedin, no dedi?

* Collat — collad. (Dlosgoar, 2004, P.189).

Ashiks generally use the poetry forms like Tajnis, Ghifil Band, Baglama, Ustad
Nameh, Dodaqdoymoz or Dudak Deymez, Harbeh Zorba, etc. Satire is one of the
main themes of this form of poetry. It is something like poetry contest and evaluating
the knowledge of music and literature of the Ashiks. Spontaneously poets are
generally among the winners. They mostly use the knowledge of literature, religion,
history, mythology, science, etc. each contestant asks some questions by Saz and
music and the other side is required to answer it spontaneously in the same way.
Some examples of famous Deyishme / Deyismo / Deyisme / Atisma / Moshaere are
Shah Ismail with Arab Zangi, Xosto Qasim with Lezgi Ahmad, and Valeh with
Zarnigar, etc.
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e Question:

O nedir ki dili ayr1, s6zu bir?

Hansi darya her daryadan Doludur?
e Answer:

O golomdir, dili ayri s6zu bir.

Elm doryasi her doryadan doludur.
Translation of the poem is as follows:
e Question:

What is that witch has separate tongues but unique words?
Which sea is fuller than the others?

e Answer:

That is pen (old two edged pen) two different tongues (edges) but unique words.
That is the sea of science which is fuller than any other sea.

5.2.4.2f Beshlik / Beslik

Each hemistich in Beshlik has two five syllable part i.e. each hemistich has 10
syllables. There are four hemistichs in each stanza and generally first three
hemistichs is free of rhyme. The rhyme is carried by the forth hemistich. Satire is one
of the main themes of this form of poetry. We may refer to Abulghasim Nabati, the
famous and expert poets in Beshlik. He is from Arasbaran and Gharadagh of east
Azerbaijan province in lIran.

Get dolan balam xamsan holoh san,

Puxte olmaga .cox safar garok!

Murg i ghafile homzoban olup,

Dovre vurmaga Bal u Par gorak!
By Nabati (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:
Go and wander as you are raw Yet,
In order to get ripe (experienced) you need to travel a lot!

You need to even be tongue to tongue with the bird of journey,
To float in the air there is a need to wing and fur!
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Aglayib Giillem, G6z Yasin Sillem,

Getme Kiserem, Yel tek eserem,

Qurban Keserem, Sen bize Gelsen!

By Yunus Emre (Shidfar, 1990 to 2014, Personal research).

Translation of this poem is as follows:

I both cry and laugh,

| clear my tears,

Do not go, If you go I will get crossed and be offended,
I will sacrifice if you come to our house.

5.2.4.2g Divani

Consists of three or four stanzas each has four hemistichs, each hemistich consists of
fifteen or sixteen syllables and generally the first part is 8 and the second is 7
syllables. The theme is generally about advising people, the right way of life,
wisdom, wits, awareness and comprehension. “Divani” is not only the poetry form in
Ashik music but also the name of Ashik music repertoire. Ashiks generally sing
“Divani” as the first song in their arrival to the Mejlis or ceremonies as a kind of old
tradition. Ashik ©lasgar is one of the famous Ashiks who was expert in composing
Divani:

Ismimdi Ashik Dlasgar, Budu devranim monim,

Gurbet elde bir gozalds, Galdi peymanim manim,

Oldiirsada bu sevdada, Holaldi ganim manim,

Incimaram dost yolunda, Bu ziyandan gegmisom!
By Ashik Olasgor (Shidfar, 1990 to 2014, Personal research).

Translation of the poem is as follows:

My name is Ashik ©lasgar, this is my life,

In a foreign land, | left my vow and promise with one beautiful lady,

If they come and kill me, my gun is ritually legal to be poured on the ground,
In the way of a friend I will never suffer, | have accepted all the loss about this!

GOZLO, GOZLO SON

Soyyadisan, tor qurubsan, Dag1 gozlo, gozlo son!
Bozirgansan, yolun kosor, Yagi, gozlo, gozlo son!
Harcayiyla agna olma, Namoards bel baglama;
Miixonnat qatar asina, Ag1, gozls, gozlos son!

Hani Hoason, hant Heydor, Hani sordar Mustafa?!
Sayeyi-morhomatindon, Bir miiddot siirdiik sofa.
Axirini zay eyladin, A bimiirvat, bivofa;

Ag, sinamdo diiyiino bax, Dag1 gozls, gdzlo son!
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Kig satan, casir satanlar, Deyir “qaxdagan” bizo;
Cay icib, plov yeyanlor, He¢ gdstormir nan biza,
Olsa niisrat, verso fiirsat, Qadiri-siibhan biza,
Coxlarina eylorom, Nasagi, gozlo, gozlo son!

Olosgorls bad basladin, Cavan vaxtindan, folok!
Diigkiin ¢agi olin iizdiin, Xabi-raxtindan, folok!
Nego-nego Siileymani, Saldin taxtindan, folok!
Onlar oldu dordii gom, Dustagi, gozlo, gozlo son!

Ismimdi Asiq Olasgar, Cox ¢okirom bu bahsi:
Incidanlar, incidacak, Incidibsan hor kasi.
Carxi-foloyin sitomi, Ayrim-kiirdiin tonasi
Oridibdi iiroyimdon, Yagi, gozlo, gozlo son!
By Ashik Olasgor (Olasgar, 2004, P.115-116).

“DE GOLSIN”

Asiq, gotiir telli Sazi, “Bas divani” de golsin!
Moarifato yollar agan bir “Irfani” de golsin!

“Bag Sar1 Tel” s1zildasin, yardan matlob alanda,
Qom yiikiinli dastyanda “Naxgivan1” de goalsin!

“Qurbati”dos sizildasin, gorib canin aglasin,
“Diibeyti” ni dilo gatir, yaralar1 baglasin,
“Dilgomi”ds yara yalvar, qoy sinani daglasin,
Sel sarani aparanda “Xan ¢oban1” de golsin!

“Ciinun”, qaldir “Congi” sosin, meydan oxu diismona,

“Tobli-Congi Koroglu” cal, lirak olsun qoy sano,

“Misri” boyiik bir doylisdon, xabar verir votons,

El obanin dar giiniinds “Qahramani” de galsin! (Bozorgamin, 2000, page 106).

Translation of the poem is as follows:

Ashik! Take your instrument (Saz) and recite “Bas divani”!

Recite the (Irfani) which opens the doors of prosperity and perfection!
Let “Bas Sar1 Tel” be played and acknowledge us from beloved,
When carrying the burden of sadness, let “Nax¢ivant” be recited!

Let “Qurbati” be played, the stranger soul burst into tears,

Let “Diibeyti” talk to us and heal the wounds,

Let “Dilgomi” demand and beg from the beloved, let it sear the bosom,
When the flood takes “Sara” away, let’s recite “Xan ¢oban1™!

“Cunun” make aloud your war yell and hollo and summon the enemy to come,
Let’s play “Tabli-Congi Koroglu”, let it encourage you,

“Misri” informs of a big war to the country,

In a tight days of your nation let “Qsahramani” be recited!
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KECMISOoM

Bir bivofa dost yolunda, Basu candan kegmisom,
Unutmusam dogru rahi, Din-imandan kegmisom,
Zoarraca golmoz eynimo, Bu diinyanin cifasi,

Tark edib dovlati, mali, Xanimandan ke¢gmisom.

Dordim ¢oxdu, kimo deyim? Yoxdu dord bilon hokim,
Sarraf sonsan, a¢ xird eyls, Lalii gévhordi ytikiim,
Sahi-Mardan sayoesindo, Kimsadon yoxdu bakim,
Sidgi-dille siginmigam, Mon {immandan kegmisom.

Ismimdi Asiq Dlosgor, Budu dévranim monim,
Qiirbat elds bir gozoldo, Qald1 peymanim monim,
Oldiirsalor bu sevdada, Halald1 ganim monim,
Incimarom, dost yolunda, Bu ziyandan ke¢misom.
By Ashik ©Olosgor (Olasgor, 2004, P.117).

5.2.4.2h Jinas / Tajnis

This Type of poetry is what we call as “Pun” in English. This is actually literal
untranslatability. One needs to know the layers and different sides of the
vocabularies in order to make a relation between the words or sometimes break two
different words from different parts to let it convey the desirable meaning. In Ashik

music literature Jinas or Pun are common to be called as “Tajnis”.

Composing Tajnis is regarded as the highest point and the most difficult part of
Ashik music poetry art by which Ashiks prove their level of expert. Composing
Tajnis needs the real Ashik poetry skill and poetry knowledge and until now only

just high level master Ashiks have been able to compose Tajnises.

Tajnis and Jinas has different forms in themselves as; Tam Jinas (Whole Jinas), Artik
Jinas (Augmented Jinas), Terkibi Jinas (Combined Jinas), Tekrarli Jinas (Repeated
Jinas), Dodaqdaymaz Jinas (in which the poet avoids all bilabial letters in the lyrics
of their poems), Ayaghli Jinas (Jinas with foot and ornamentations), Harf ustl Jinas
(Jinas based on the letters).

Dodaqdoymoaz Tajnis is almost the most difficult one in which there is both “Pun”
(one word with two different meaning that leads the poem be meant differently) and
at the same time the lyrics need to be Dodagdoymaz. Tajnis is generally 3 up to 5
stanzas. Tajnis like Divani is not only the poetry form in Ashik music but also the
name of Ashik music repertoire. Tajnis is common to be performed as a second song

by Ashiks in the Majlis or ceremonies as the first one was Divani according to
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Ashiks old traditions. “Pun” is one of untranslatability cases in every language and
literature in which one word has got two different meaning and accordingly it is not
possible to translate these poems. These are examples of Jinas “Pun” or “Tajnis” as

follows:

Ezizim derde Kerem!
Dusmesin derde Kerem!
Qosmusam gem cutunu,
Surdukce derd ekerem!

Ezizim derde merdim!
Dusmesin derde merdim!
Derman mene neylesin,
Tifilken derd emerdim!

Moan asigam dordina!

Bagban bagdan dordi no!?

Kimi yarina aglar,

Kimi voton dordina!

By unknown poet “folklore poem” (Shidfar, 1990 to 2014, Personal research).

AY ANA, ANA

Qarli daglar goldi diisdii araya,
Qalmisam qiirbatdo ay ana, ana!
Tobib yoxdu, derman eds yaraya,
S1zildasir yaram a yana-yana.

Mon qurban eylorom yara canimi
Gotiiriib dograya, yara canimi.
Alib topa-dirnaq yara canimi,
Bilmirom dormani ay ana, ana.

Geyibdir goddins yar alacani,

At miijgan oxunu, yarala cani.

Istor Olosgardon yar ala cani,

Tokendas ziilflorin a yana, yana.

By Ashik Olasgar (Olasgar, 2004, P.89).

NARIN Uz

Koniil, son ki diisdiin esqin bahrina,
Narin calxan, narin silkin, narin iiz.
Dost soni bagina mehman eylasa,
Almasin dar, giiliin iyls, narin iiz.

Tikdiribson gasr, eyvan, oda son,
O nokarin, o sevdiyin, o da son.
Qiya baxdin, mani saldin oda son,
Insaf eylo, gol konliimiin narin iiz.
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Asi1q olan s6ziin demoz torsing,
Tor gozon diinyada gedor tor sino.
Tor sinayo gismot olsun tor sina,
Narin iizo qoy sdykonsin narin iiz.

Riisxat ver, soziimii deyim gayim, aga,
Yuyar gossal goddim, biiker gayim aga.
Lozzot verar bal qatanda qaymaga,
Qaymagqdan da sirin olar narin iiz.

Gotirdin roangimas sar1, dur gedok!

Bu siniq konliimii sar1, dur gedok!
Olosgorom, bizo sar1 dur gedok!

Bir dordimi eyloyibsan, narin, tiz*!

By Ashik Olasgar (Olasgar, 2004, P.93).

A YAGA-YAGA

Goldi yaz aylari, hasrat ¢okor xak,
Deyor: — Neysan golo a yaga-yaga.
“Lonat seytana!” — de, sor isdon ol ¢ok,
Seytan soni salar ayag-ayaga.

Soyyad doryalarda alar cong alo,
Hasrot ¢okor: ¢iskin gala, ¢on golo!
Ozrayil sinoni ¢okar ¢ongalo,
Qossal goss eyloyor ay aga, aga.

Kecon goncar gor erkokdi, gor disi,
Dallok ¢agir, ¢okdiracon gor disi.
Qozanin qgoadori, carxin gordisi
Sorsori tez salar ayaga, ayaga.

Olasgordon ¢akilorson a yana,

Sirr isini nahaq saldin ayana.

Ciragin ki, ilahidon a yana,

Ehtiyacin nodi a yaga, yaga?!

By Ashik ©lasgor (Dlasgar, 2004, P.103).

5.2.4.2i Irregular poetic forms in Ashik music

There are several more irregular poetic forms which Ashiks may use. Here we refer

to three of them as follows:
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5.2.4.2i-1 Jigali Tajnis
In addition to quatrains there are several more irregular poetic forms which Ashiks may use.

One of these is called Jigali Tajnis. The poem stanza is eight lines long and has the following
syllable and rhyme scheme:

Line No. Syllables per Rhyme Scheme

Line Stanza 1 Stanza 2 Stanza 3
1 11 a e g
2 11 b e g
3 6 or 7 a e g
L 7 a e g
5 7 c f h
6 7 a e g
7 11 d e g
8 11 b b b

Figure 5.21: Stanza Forms of Jigali Tajnis Poems (Farr, 1976, Page 121).
This complicated rhyme pattern is achieved by repeating the same rhyme word
instead of just a rhyming syllable. There are three or four stanzas to each poem. This
type of poetry like “Pun” or “Jinas” is regarded as actually literal untranslatability.
One needs to know the layers and different sides of the vocabularies in order to make
a relation between the words or break two different words from different parts to let
it convey the desirable meaning. “Pun” is one of untranslatability cases in every
language and literature so it is not possible to translate these poems. These are

examples of Jinas “Pun” generally used in Ashik music poetry forms:

“ODA YANMAGA”

Odlar diyarinda parvanoyom mon,
Yarandim alova, oda yanmaga!
As1q oda yanmaga!

Qurban o dayanmagal!

Yol ver parvans galsin,

Golir o da yanmaga!

Babam Noasimidon aldim darsimi,
O da golmis idi, o da yanmaga!!!

Ddyiis yollarinda biz uyduq yada!
Keg¢misi, tarixi salmadiq yada!

Man asiq verma yada!

Keg¢misini sal yada!

Namordas bel baglama,

Sirrini verar yada!

Ya siirgiin dolandiq qiirbatdo, ya da!
Diisdiik folakats, oda yanmagal!!
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Koniil soni sevdi, esqino vardi!

“Ciinun”a bir telin dovlotdi, vardi!

As1q esqino vardi!

Urayindo no vardi!?

Soadot bu diinyada,

Noa dovlat, no do vardi!

Bu yolda dénmayen, 6londo vardi!

Qurbanam o mordlik, o dayanmaga!!!l (Bozorgamin, 2000, page 111).

A YAGA MONIi

Arif olan, bir od diisiib canima,
Oridib dondorir a yaga moni.
Asiq deyar, ay aga,

Yetis dada, ay aga,

Illor xostasi canim,

Yar goldi, qalx ayaga!

Aga olan qulun salmaz nazardan,
Salma nozorindon, ay aga moni!

Kamil ovgu, ovun gorcak sin, aya!
Oxu dorsin 9zl bagdan “sin” aya!
Asiq deyar, sin, aya!

Oxu dorsin “sin” aya!

Xastonin gozii diismiis

Yetkin nar, tor sinaya.

Omr azaldi, vads yetdi sina, aya!
Bir giin do biikorlor ay aga mani.

Monim yarim yasil geyib, incidir,
Inco beldo giimiis komar, inci, diirr.
As1q deyar, inci, diirr,

Inci — morcan, inci — dirr.

Yaman 6vlad, bad qonsu
Qohum-qardas incidir.

Xasto diisdiim, bu dord moni incidir,
Tut dostimdon, qaldir ayaga moni!

Olosgorom, dada goldi, budu yar,

Bayqularin maskonidi bu diyar.

Asiq deyar, budu yar,

Giil basloyon bu diyar.

Canim sadaga verram,

Qobuldursa, budu, yar!

Al xancari, bagrim basin, budu, yar,

El i¢inds salma ayaga moni!

By Ashik Olasgor (Olasgar, 2004, P.104-105).
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5.2.4.2i-2 Mukhammas / MUxommas

In Mukhammas every stanza has five hemistichs and there are from the least 3 and
reach sometimes up to the 7 hemistichs. Sometimes Ashiks divide each hemistich
into two while recitation or even writing. In Ashik music sometimes it is common to

call "Mukhammas" as "Duvagh Ghapma" as well.

Mukhammas like Tajnis and Divani is not only the poetry form in Ashik music but
also the name of Ashik music repertoire. Mukhammas is common to be performed as
the last song by Ashiks in the Majlis or ceremonies as they start Mejlis with Divani

and end it with Mukhammas according to Ashiks old traditions.

Some phrases may be added in front and end of the hemistichs to adjust it with the
framework of the Mukhammas mostly across the melody in Ashik music. The
structure of some Mukhammas poems is mostly the same as “Divani” type and the
same structure of 15 or 16 syllables.in Divani are used for both but the only
difference is that in Mukhammas there is 5 hemistichs in every stanza. There may be

even 8 syllable poems like Gerayli but the stanzas have 5 lines of hemistichs.

A final unusual form is called Mukhemmes. The stanzas are usually ten lines long. The lines
either contain eight syllables, or seven and eight syllables, alternating. The rhyme scheme is
irregular for odd numbered lines, but regular for even numbered lines, in this manner:

Line No. Stanza 1 Stanza 2 x = irregular pattern,
no rhyme

N

CWENO O F W
UXROUXOTXROTXOTX
TUXOXOX0OX0X

(Eleskerov Vol. II 1972:
9 - 82)

-

Figure 5.22: Irregular Pattern in Ashik Music Poems I - No Rhyme (Farr, 1976, Page 122).

Belaiev wrote about this poem form in his discussion of Turkmen prosody in Central Asian
Music (Belaiev 1975 Page 143). Among the Turkmen the mukhammas is a five line verse in
which the rhyme schemeisaaaaA,bbbb A, etc.

Belaiev indicates that the poetry was written according to (aruz), the classical, quantitative
system of poetry metrics used by the Persians and Arabs. Slobin points out, though, that
Turkmen folk poetry is as often composed using (parmak hisabi) i.e. “of the finger versifi-
cation system” (Belaiev 1975: Footnote 23, p. 172). This is the system in which syllables per
line are counted. If we compare the rhyme scheme for the Azerbaijani Mukhemmes with its
Turkmen counterpart, we see that the two are essentially the same. Considering only the
lines in which the rhyme scheme is apparent, the even-numbered lines, then the rhyme
scheme would be aaaaA, bbbbA, the same as the Turkmen model. (Farr, 1976, Page 122).
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GOZOLO

Canimi qurban elorom, bir belos torlan gozolo;
Hal bilon, sirin giilon, dosta mehriban g6zalo;
Boy uca, gordon mina, ziilfii parisan gozolo;
Dolanir miirgi -ruhum, olubdu mehman gézalos;
Xostoyom, yalvariram hokimi-Logman gézalo.

Go0zol xanim cilvolonib gozoallorin xas1 kimi;
Silkinir, gordon ¢akir, gdllorin sonast kimi;
Gorani Macnun eylor Leylinin sevdasi kimi;
Ala g6z $6lo verir goy lor siirayyasi kimi;
Copkoni har rong calir tovuzun ¢igasi kimi,
Behistdon barat golib, geydirib qilman go6zalos.

Go6zal kohlik al bazenib, gozsllor xasindan gozal;
Silkinib gorden ¢okir gdylar sonasindan gozal;
Qabliyyat, marifot tapib, ata-anasindan gozal;
Libas1 andamindan, andam libasindan gozal;
Gozalliyi com verib di xaligi-siibhan gozalo.

Gor neco xalot verib, malul konliim ac¢d1 gozal:
Arifsan, ohli -ruhsan, can sana peskosdi, gozal!
Goziinds yoxdu eyib, qasin goy ¢ok qasdi, gdzal!

No ki g6zal gérmiisom mon, hamisindan basdi gézal.
Cavangir gozallorinin hamisi qurban gozalo!

Falokdon gileyliyom, mana giinii qara verib;

Momini zolil edib, suri giinahkara verib,

Tarlan1 sara yazib, tor qdngoni xara verib,

Olosgari Macnun edib, meylini daglara verib;

Tork edib ibadoti, baglayir dastan gozalo.

By Ashik ©lasgar (Axundov & Abbasli & Ismayilov, 2005, P. 34).

BAHALIQ

Gormoamisdik soksaon ildo, Bir belo yaman bahaliq!
Dad! Hozor dad! ©lindon, Caokirik aman, bahaliq!
Mal satan, taxil satan, Satirlar iman, bahaliq!

Gen diinya bizim tglin, Olubdu zindan, bahaliq!
Gunu-gilinden dordimiz, Eyloyir tiigyan, bahaliq!

Indon belo basimizda, Namordlorin tdhmotidi.
Hans1 maclisa gedirson, Arpa, dar1 sohbatidi.
Kartof ilo ayranasi, Stifromizin zinatidi.
Buraya bahaliq salan, Qeyri yerin milloatidi.
Na igo al atirigsa, Oluruq pesman bahaliq!
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No mal yoxdu sataq, yerdo, No do kegi, toglu, qoyun.
Ehtiyat1 saxlamadiq, Basimiza galdi oyun.

Ag lavas1 bayonmoyan, indi arpa cadi yeyin.
Olosgorin bu dordini, Gedin, dordbilons deyin:

Ac, susuz, agiq, ¢1lpaq, Stiriiriik dévran, bahaliq!

By Ashik Olasgar (Olasgar, 2004, P.124).

BAXIN

Ariflor, fohm eloyin, Bu golon dildara baxin!
Eyloayib miijganlari, Sinomi sadpara, baxin!
As18a rohm elomir, Zalim sitomkara baxin!
Cakirom hasratini, Mon yaziq bimara baxin!
Axirda salar ¢ollors, Eyloyor avara, baxin!

Yarasir ondamina, Yasili, ali gozslin;
Ayagina sagr1 basmaq, Bagina sal1 gézalin.
Torifi, sos-soragt, Tutub mahali gdzslin.
Har yana s6ls salir, Glinosg camali gozalin;
Acilib yaxabondi, Ag sinasi qara baxin!

Tokdiliib dal gordeno, G6zalin dasts tellori;
Eyloyib Olosgari, Sagalmaz xasto tellori;

Sof ¢okib, ay qabagin, Tokiiliib iisto tellori;

Neco qivrim-qivrim olub, Giribdi gasds tellori;
Giindo yiiz yol canim alan, O zilfi-sahmara baxin!
By Ashik ©Olasgar (Olasgar, 2004, P.125-126).

5.2.4.2i-3 Dodaqdaymoz / Dudak degmez / Lebdegmez

Dodaqdoymaz is a kind of poetic techniques in Ashik music poetry in which poet
avoids all bilabial letters in the lyrics of their poems which two lips may meet each
other. The master Ashiks sometimes put a needle vertically between their two upper
and lower lips to show their ultra ability in this art. Dodaqdoymaz technique may be
used in all kinds of poetic forms in Ashik music literature at the same time.

This type of poetry like Pun/Jinas/Tajnis is regarded as actually literal
untranslatability as the mental image and the beauty and magic of the poem is

spoiled quite naturally while translation. so it is not possible to translate these poems.

Another odd form is termed dodagdeymez divani. The stanzas are eight lines long. The poem
may alternate seven and eight syllable lines. The rhyme scheme is irregular, but the last line
in each stanza ends with the same syllable used at the end of the second line, first stanza, as
follows:
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Line No. Stanza 1 Stanza 2 x = irregular pattern,
no rhyme

PO EWN
TUXRAXXARXRXOTX
[

(Eleskerov Vol.II 1972: 5)

Figure 5.23: Irregular Pattern in Ashik Music Poems Il - No Rhyme,
(Farr, 1976, Page 121, 122).

This is an example of “Dodaqdoymoz Divani” which is Dodaqdeymoz and Divani at

the same time as follows:

GODA

Gizlin sirrin, nahaq yers, Gizlotdin xandan, goda!
Ah ¢okar, nals eylarson, Can gedor candan, goda!
Etigadla, sidg-dillo Cagir sahlar sahin;

Nahagq isdi, dilok dilor insan insandan, goda!

Al ¢atirin, ¢1x sohraya, Sal sorino saya, goz;
Qodor sanlo gozacakdi, Istor gir doryaya goz.
Sakin aylas sin i¢inds, Hoqigatdon ays goz;
Ag eylo sinon aynasin Sori-seytandan, goda!

Olosgorlo danisanda, Al slino saz, danis.

Inci, soni istoyonlo, Eylo arki-naz, danis.
Oylosondo, agir oylos, Danisanda, az danis;
Esidonlor “chson!” desin, Sana hor yandan, goda!
By Ashik ©lasgar (Slasgar, 2004, P. 115).

CATA-CAT

El yeridi, yalqiz qaldin sohrada,
Cok ostorin, cal catigin ¢ata-gat.
Horcayilar soni saldi iraga,
Hasrat olin yar slino ¢ata-gat.

Qisda daglar ag geyinor, yaz — qara,
Sag dostinlo ag kagiza yaz qara.
Osar yellar, qohr eyloyor yaz qara,
Dasar caylar, golor daslar cata-cat.

Olosgorin xaddi ¢ixdr ¢al indi,

“He’y1 “ye”’y9, “dal” “re”’yo ¢al indi,
Horcayimin kollosindon ¢al indi,

Cal gongolin, ¢ok ciyarin cata-cat.

By Ashik Dlasgor (Olasgar, 2004, P. 102).
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NODI ADI

Sariatlo torigati segonlor,
Tarigatlo hagigoatin nadi ad1?
Hansi sah haqq ils ilqar eyladi,
Noa incidi, na ah ¢okdi, no dad1?

Istoyirson seyr edeson Sinani,
Sor iglordon saqin, saxla sinani.
Sadoat gotdi sini i¢indo si nani,
Dilds qald1 na lozzati, no dadi!

Olosgor do esq igindo galadi,

Sirin canin atagina qalada.

Or iyidin can1 getso, qala adi,

Nakoaslorin dohr i¢inds noa do adi!

By Ashik Olosgar (Dlasgor, 2004, P. 102-103).

5.2.4.2i-4 Dildonmaz / Dil Tarpanmaz / Dil Dobasmaz

Dildénmaz is a kind of poetic techniques in Ashik music poetry in which the tongue
does not move a lot in the mouth of the one who recites it and at the same time the
form of mouth does not change a lot and keep stable. Poet uses such letters that the

tongue does not move a lot in the mouth while uttering them.

Dodaqdoymoaz and Dildénmoaz in poetry can be regarded as the most difficult part
especially when they compose spontaneous poems while singing as a form of
competition of knowledge and literature in Deyishme spontaneously and the story do
not end here as they use this Pun/Jinas/Tajnis at the same time. They even try to
compose Noqtasiz poems which are the usage of all dotless word in Arabic alphabet
across the poem. Accordingly they deliberately put themselves in a very narrow
circumstance that only the genius and master poets and Ashiks can overcome.Using
these techniques in poetry is actually more difficult than solving the most difficult

mathematical problems.

Dodaqdoymoaz and Dildonmoaz and Pun/Jinas/Tajnis and Noqtasiz poems are
regarded as actually literal untranslatability as the mental image and the beauty and
magic of the poem is spoiled quite naturally while translation, so it is not possible to
translate these poems. Here is an example of Dildonmoz which its poetic form is

Gorayli:
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BAX, BAX

Oxi, biya, biya, bequ,

Bequ, biqof, aga, bax, bax.
Hayyi, haqqii hakim sonsan,
Hoyya bax, bu baga bax, bax.

GoOzlim sag, siibh ayagi
Geyok ag1, gozok bagi.

Hama sevib bu sayagi,
Qaymaga, hom yaga bax, bax.

Oziz ayos, miilommaya,

Gorok says bu movaya.

Sobab sonson bu qovgaya,

Boyiik Aga, saga bax, bax.

By Ashik ©lasgor (Olasgor, 2004, P. 162).

5.2.4.2] Mixture of different forms

Sometimes a mixture of poetry forms may be observed in one song. Parisa Arsalani,
famous Iranian singer, in her song titled “Flamingo” about drying of “Urmia Lake”

who had inspired from Ashik music there uses three types of poetry forms:

FLAMINGO

Ghoshma (11 suyllable):

Darya qiraginda bir agir ellor!
Urkusdii sonalar bos gald1 gollor!
Sandos vardir monim xatiralor!
Aman Urmu goliim qurusan 6llom,

Gerayli (8 syllable):

Ey agalar miisalmanlar!

Gole don diisdi don diisdii,
Taland1 61d0 durnalar!

Mana gom diisdii qom diisdii,

Ghoshma (11 syllable):

Go6zlmdon axan yasi toksom egoar!
Damarda axan qani versom egor!
Urmu golin yeno doldursam egor!
Yarali durnam Urmuya dOnarsanmi?

Bayati (7 syllable):

Daglar bas1 dumandr!

Urmu go6liim yanardar!

El vurma tiregina,

Uregi dolu qandur!

Music & Lyrics by: Parisa Arsalani, (CD, track 14).
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Translation of “Flamingo” is as follows:

Her shores were home to age-old cultures!

The Flamingos have been scattered, and the lake was left barren!
You hold all my memories, ah, Lake Urmia!

If you go dry, I’ll die,

O, peoples of the World!

The lake has fallen into misery,

It’s been plundered, the cranes have died!
And grief has fallen over me,

If I were to pour out my tears!

If I were to give the blood in my veins!
And fill Lake Urmia once again!

My wounded crane, would you return?

The mountaintops are shrouded in mist!
And my Lake Urmia has burned!

Don’t strike a blow to its heart now,

Its heart is bleeding!

"Flamingo"

- ‘Parisa Arsalani

- ?
- 5 .
R - e B A . -

Figure 5.24: “Flamingo” performed by Parisa Arsalani (CD, track 14).

5.2.4.3 Tesnif (composed song form)

When a melody is composed to go with a particular poem, both the melody and poem are
known as Tesnif (or Tasnif). This term can apply either to popular folk songs or to classical
music. In classical Persian music, for instance, the Tesnif appears immediately before the
rang in a performance of a Dastgah. Unlike Havas, whose melodic lines are predominantly
descending, the tesnif melody may rise and fall. Refrain is the most common characteristics
of Tasnif. Sometimes the two last lines in each stanza make a refrain. (Farr, 1976, Page 124).
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Tesnif is regarded to be old, simple, and frank language poems which their stanzas
are not limited but hemistichs have generally 4 or 5 syllables.

Yasil basli,

Catma qasli,

Sux baxisli,

Yarasiqlt Stisonbarim.
By: Ag Asiq

Altinda xalca,
Calir kamanga,
On dona xonga,
Golor qizim iiglin.
Folklore

Cokdim cofasin,
GoOrdiim sofasin,
Boyudib bunu
GOriim safasin.
Folklore

Elmi dayazlar,

Kamaldan azlar,

Hoadyan avazlar,

Yamandir, yaman.

By: Asiq Al1 (Shidfar, 1990 to 2014, Personal research).

Here is an example of Tesnif “Sudan Gelen Sirmeli Giz” performed by Xan
Shushinski as follows:

Figure 5.25: “Sudan Gelen Surmeli Giz” performed by Xan Shushinski
(CD, track 15).
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Figure 5.26: Scores of Tesnif Called “Sudan Gelen Siirmeli Giz
Dairesi Yayinlari, THM Repertuvar No. 3972).
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5.2.4.4 Ghazal / Qazal

The ghazal is another classical poetic form which Ashiks occasionally set to music. The
ghazal is not divided into verses or stanzas; it is, rather, a series of “Beyts”, the rhyme
scheme of which should be

@@ () (b) (@)
© (@ (d) (a) etc.
(Farr, 1976, Page 126).
Some examples of Qazal are as follows:

BILIN, BU DOHRI-DUNYADA
HORO BIR NOV CALAL ISTOR

Bilin, bu dohri-diinyada haras bir ndv calal istor,

Kimi talibdi ligbaya, kimi diinyada mal istor.

Kimi sidq ile koniilden tutub haqqin damenindon,
Kimi maddahi-mdévladi, kimi géygok camal istor.

Kimi motlobino yetmis, edibdir kami-dil hasil,
Kimi hasrat qalib yara, folokdon bir macal istor.

Kimi qoavvas olub cummus goharls qori-doryaya,
Kimi sayyad olub ¢ixmis, uca dagdan gozal istor.

Ona dagdan verir ruzi, buna ol gari-doryadan,
Bu motlabi gqanan kimso haram gozmoz, halal istor.

Bu motlobi qanan ¢oxdur, miitallaq etiqad etmoz,
Bu omrs etigad etmok dorin morfat, kamal istor.

Bilirson, diinyada, qafil, qalir bu diinyanin mali,
Bes arsin ag geyon kimso utanmaz, yasil, al istor.

Bilirson, diinyada, zalim, Malok ol-md&vt alir can,
Yuyar qassal, qoyar qobro, golor Nokreyn sual istor.

Demo, zahid, monom alim, oxuram anta-siibhani,
Siratdan istoyon ke¢gmok Xudadan parti bal ister.

Iyidlor olmasin mogrur, fothi-niisrot Xudadandi,
Bir Allah istoyon soxsi sevar, kiilli-mahal istar.

Olosgoar zari-dil, xasto deyar: sarvi-xuramanim,

Monim bu natovan koénliim soni asiiftohal istor.
By Ashik Olasgor (Olasgar, 2004, P. 189).
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QALX, KONUL, PORVAZ ELD,
EYLO TOLOB BIR SOFORI

Qalx, koniil, parvaz elo, eylo tolob bir sofari,
Xabi-royada qasid verdi mana vay xobari.

Oliimii sal yadina, giil olma diinya malina,
Yaradan oldiirocok, qgoymayacaq bir basori.

Ibtida, sorusarlar sondon qonsunun sualin,
Esitmigsom alimdon, var hadisi-mé&tabari.

Yigasan bu diinyanin malini, anbar edosan,
Bes arsin agdi payin, yoxdu sana heg somori.

Hani1 Saddad, han1 Nomrud, han1 Fironi-Lain,
Hani ol Dalii ibni-Dal, com eyladi Sohri-Zori?!
Macnunun arzi-halin Leyli ayan xidmatina,
Tuli-tofsil na lazim, s6ylo bayan miixtasari.
By Ashik Olasgar (Dlasgar, 2004, P. 190).

5.2.45 Tarane

Tarane (popular song) Ashiks also perform popular songs, called Taranes. They are the least
representative pieces in the Ashik's repertory. Taranes tend to be performed by the less
popular Ashiks, or by those who cater to a wider, more urban audience. These pieces are
borrowed form the popular urban repertory. (Farr, 1976, Page 127).
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5.3 Analysis of Some Ashik Music Repertoires

Sekeryazi
Notation by Farhad Shidfar
| 3 L L | | L | L | | |
A P N
(" 7 Q | V. I T - D -
ANSY4 (o] 1 I
DY) \ r 4
Ey caney e e e e e ey_

Ba sinadéondi yi. m mehribano__ gla n
H 1
I{‘hll\ 9 - I - I | [ || .4 |
-8 f O i i R
D)

P A ) T T T ) ]
2 51 - I - I - i - 19 - |
[  an WV | | | I[e] |
by I I I (o] 1

Figure 5.27: “Shakeryazi” Score Transcription by Farhad Shidfar (2012).
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di m dumanlida_ g lar geley Ey ca ney

o D I% | T | I ]
VAN - bl I - | w4 | 7 | bl |
[ Fan W) 1Q | | | Z- | |
\vy 1y I I I | 1

|——

62
H |
e e e e
ANSY4 [ | | I | r =’ {8 I z= I } | | | | | I 1
g = ===== il —— R — =
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Figure 5.27 (Continued): “Shakeryazi” Score Transcription by Farhad Shidfar (2012).
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Figure 5.27 (Continued): “Shakeryazi” Score Transcription by Farhad Shidfar (2012).
5.3.1 Analysis of “Shakeryazi” / “Sakaryaz1”

“Shakeryazi” is one of the old pieces of Urmia Ashiks. Its name has been taken from
a district in The west Azerbaijan province in Iran.According to the analysis chart of

Ashik music, we may discuss the following factors in it as follows:

According to the scale or a specific set of pitches mentioned in the chart we can
easily observe that it has fallen in to the “C minor” scale which its Reciting tone is G
which is called “Shur” scale in Azerbaijani classic music. The only difference is that
from three “Flats” there, one is “two Commas flat” which helps the piece to put into
micro-tonal category in music. “two Commas flat” means instead of normal half tone
flat, there are just two commas lower than the original tone. There is an analogy with
Turkish folk music according to scale and this analogy will result in finding the
possibilities of neighboring geographical locations here which actually Urmia is
located in boundaries of Turkey and this characteristic is one of the proofs of this

fact.

Texture analysis will happen here as rhythmic frames of 5/8 and 9/8 encompass some
parts of poems in stanzas. The half of stanzas is repetitive according to texture

analysis of the piece.

The melody starts with its reciting tone with the instrument and the vocal as well.
Hierarchy of pitches i.e. ascending and descending of the melody will start reciting
the stanzas of the melody. Some hymns in the beginning and middle of the text can
be ignored here. The main lyrics start with descending mood which is one of the
most important characteristics of the music of these territories. In spite of most east
Azerbaijan melodies the whole melody does not circulate around Reciting tone, it

starts with sub dominant and then is thrust to Reciting tone.
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In hierarchy of pitches the opening pitch is emphasized in some pieces, here the
melody descends afterwards. Usually, if the Tonic reciting tone is G (Shah Perde) the

movement is from C to G.

In analyzing the accords resonating in the melody, we generally face with the
“Second Accords”. While playing the Tonic sound, one tone lower than that is
sounding while the Thumb strikes the upper strings as F so G and F are sounding
together,these two pitches are sounded together because the index finger strikes Shah
Perde “G” while the plectrum plucks the same fret F in the lower and G in the higher

strings at the same time.

The root of creation of “Second Accord” in Ashik music somehow is because of this
tuning system and playing techniques. This is an important part of Saz playing

technique as well.

In “Shakeryazi”, though, the reciting tone or “Karar ses” is the end point of the
melodic movement. In “Shakeryazi”, the melody in the 5/8 and 9/8 meters descends
from C to G. Then, in other tessitura it ascends. “Sivasdavul / Siristafil / Sivastopol /
Siyas Tabil” is other example of these types of Havas. Even when the Tonic and
reciting tone are the same pitch, the melodic thrust is still downward to the reciting

tone.

The tuning here is as follows:
e Higher strings are D
e Middle strings are C or G
e Lower strings are C

This is the main tuning systems of Urmia Ashiks, rarely happens the middle to be

tuned as G but general feather is C.

we can witness here that the Lower open string intensify the singer as the beginning
of the melody starting with C. this results in a resonance which in turn help the
melody be strengthen according to performance as the beginning of the song. The
upper strings appear as drone notes while the melody circulate around the

subdominant starting tone as C.
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In analyzing the Cadence here we know that an imperfect cadence normally consists
of the dominant chord preceded by any other chord (most commonly | or 1V).This
means closing harmonic progression IV-V-I or IV-I-V-I, with its mixture of
subdominant and dominant elements, as a mixed cadence.Regarding the melody the
Imperfect Authentic Cadence (IAC) occurs very often and is obvious both in its

lyrics and in refrains (Hymn) in this song.

In the form analysis of this song we may encounter with the lyrics which has been
taken from Love “Dastans” or “Destan” in which hero is looking for his lover and
stands against all the problems ahead. Its poetry Type is “Ghoshma” or “Qosma”
which is the most common form of Ashik literature which includes at least three
stanzas and maximum seven stanzas. Each stanza has four hemistichs with eleven
Syllables i.e. the line usually has eleven syllables divided with meaningful set of

syllables either6 + 50r4 +4 + 3.

The rhyme pattern is usually (ab c b) or (abab) + (d d d b) etc. There are most

often three to five stanzas to a poem.
The Lyrics are as follows:
1. Stanza

Basina Dondiigiim mehriban oglan,
Bafadarim sagliginan gelesen!

(Gel beyim efendim, dumanli daglar geley)
Geldigin yollare kesillem gurban,

Get geribim saglinan gelesen!

Poem translation is as follows:

Let me sacrifice myself to you, hey gentle boy,

I hope you my loyal darling, will come back in health!
(lets come my lord, lets come foggy mountains)

I sacrifice myself to the ways you came,

Go my stranger, and come back in heath!

2. Stanza
Her yana gedirsen yolun gum olsun,
Hans1 sehre varsan dolu nur olsun,

Sah Senem der ilgarimiz bir olsun,
Get geribim saglinan gelesen!
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Poem translation is as follows:

Where ever you go, let your way be sandy,
Which city you arrive at, let it be full of light,
“Shah Senem” tells let our promise be the same,
Go my stranger, and come back in heath!

The rhyme pattern in this song is as follows:

(abab)+(dddb)

Asiq Darvis

Figure 5.28: Shakeryazi “Sokoryaz1” performed by Ashik Dervish (CD, track 16).
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Figure 5.29 (Continued): Yanik Kerem (Mehdioglu, 2004, P. 51-60).

5.3.2 Analysis of “Yanik Kerem” / “Yanmix Koram” / “Yaniq korami”

“Yanik Kerem” is one of the oldest and even better to say the most famous pieces of

both Urmia Ashiks and Tabriz and Gharadagh and even in Azerbaijan and all Turkic

worlds.

Its name has been taken from a Turkish anecdote about a prince “Kerem” who fell in

love with an Armenian girl “Asli”. Asli’s relatives abandon the city and immigrate in

order to avoid this anti- religious love to be formed and developed. Kerem is looking

for Asli for more than eleven years and when they meet each other; Kerem is set into

incantation and got burned because of the Asli’s father’s magic.

“Yanik” means burned which according to the story refers to “Kerem” the lover who

gets burned and the end of story. Burning here may have connotative meaning

beyond the denotative and physical concept in this tragedy.
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Figure 5.30: “Yanik Kerem” performed by Parisa Arsalani (CD, track 17).

According to the analysis chart of Ashik music, let’s discuss the following factors in
it:
According to the scale or a specific set of pitches mentioned in the chart we can

easily observe that it has fallen in to the “C Major “ scale which its reciting tone is

“E” which is called “Segah” scale in Azerbaijani classic music.

The tonic of “Segah Makam” is the third step of any Major scale. In Azerbaijani
Ashik Saz, Segah Makam is generally played from “E Segah” or “E Segah” which its
reciting tone is “E”. The only specification of Segah Makam played in Ashik Saz is
that it is the tone “E” is one “Comma bemol or Comma flat” lower than standard
Segah in Azerbaijani music. This characteristic of being the tonic tone played one
Comma Bemol (Comma Flat) lower than the original tone, gives a special smell and
taste to the melody and to some extent it helps the piece to get put into micro-tonal

category in music but not that too much, just as a small flavor.

Meter and rhythm analysis here shows the most dominant rhythmical frames of 6/8
and 12/8 encompass most parts and theme of the melody except the introduction
which is free of meter and some 2/4 and 4/4 measures as better to say spice for the
melody. These 2/4 and 4/4 part happens as a different cadence along with the
melody.

The melody starts with its reciting tone with the instrument and the vocal in this

piece is free of meter something like “Makam recitation or Uzun hava”.
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Sarachli (CD, track 18).
Yanik Kerem is famous not because of the lyrics and vocal but as a fundamentals of

instrumental music in Ashik music. Lyrics and vocal is a kind of Segah recitation of

Makam music in Azerbaijani classical music.

According to the link below the vocal music starts with the tonic E and ascends to
“G” which is the dominant tone of C Major Scale and third level of Segah Makam
and finally circulates around the tonic and end there. The Saz Accompanies with
generally second accords consisting of (G and F) while vocal music is there and (F
and E) while vocal music is circulating there around tonic. The rest of the lyrics
starts with “G” and descends to the tonic “E”. The ornaments of the vocal even
reaches the “A” note, so the range of vocal is between “E” and its highest tone “A”
i.e. semi octave. Some Ashiks do not sing the melody just recite the poems while
some other sing, the meter is free while singing. Some Ashiks follow the rhythmical
6/8 as text music for the melody with C Major Accord and previously mentioned

second accords.

Figure 5.32: Range and ornaments of vocal music in “Yanik Kerem” performed by
Ashik Huseyn Sarachli (CD, track 19).
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Hierarchy of pitches i.e. ascending and descending of the melody will happen across
the melody, but ascending at the first up to the climax of the melody in higher tones

and then descending characteristic is quite observable in this piece.

Like the most common specification of Ashik music the whole melody circulates
around reciting tone, it starts with tonic. Sub dominant and dominant tones are not as
strongly notable in this melody as reciting tones, the thrust to the tonic “E” as

reciting tone is observable across the whole piece.

In analyzing the accords resonating in the melody, we generally face with the
“Second Accords”. While playing the “G” sound accompanying the vocal, one and
half tone lower than that is sounding while the Thumb strikes the upper strings as
“E”. So “G” and “F” and “E”are sounding together, these pitches are sounded
together but again the tonic “E” is dominant. This happen when the third finger takes
“G” or “Shah Perde”, the index finger strikes “F”” and the plectrum plucks the “E” as
the open string at the same time to make it dominant and make the tonic thrust be

meaningful.

The root of creation of “Second Accord” in Ashik music somehow is because of this
tuning system and playing techniques. This is a common aspect of Saz playing

technique as well.

Figure 5.33: Hierarchy of pitches, second Accord and melody circulation in “Yanik
Kerem” performed by Ashik Huseyn Sarachli (CD, track 20).

The tuning here is as follows:
e Higher strings are “D”
e Middle strings are “E” with one octave interval

e Lower strings are “C” sometimes with one octave interval
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In this notation the lower strings are assumed as “C” with one octave interval lower
and has been transcribed like what exactly it sounds because of a yellow metal string
that some Ashiks uses in lower string and it sounds one octave lower than the rest

strings in lower course.

This is the main tuning systems of Urmia Ashiks and Tabriz Ashiks for Segah scale
which is the same as mentioned above while the middle strings regularly sound “E”
as the tonic of the scale, while the whole melody is being carried out in higher

strings.

In defining the deceptive cadence or interrupted, deceptive or false where the
ultimate dominant chord is followed not by the expected tonic but by another chord,
often the submediant. Other, less common names for this cadence are “abrupt”,

“avoided”, “broken”, “evaded”, “irregular”, or “surprise”.
In analyzing the cadence we need to approach it from two different views as follows:

A- As the general cadence analysis of the scale and Makam, There is also a lot of
Ashik music repertoire in Segah Makam, representing (IAC) cadence i.e. in C
Major Scale the melody begins and ends on E which is an inverted version of
C Major Scale. We may refer to some Ashik music repertoire like Yanik
Keremi, Dilgem, Dubeyti and almost all pieces on Segah Makam; have the
same (IAC) characteristics which follow the same rule of general pattern of
(IAC): [I-1V-V-1 6]

B- Here we know that there cadence happens not in a subdominant or dominant
chords, but while changing the meter from 6/8 into 2/4 the drone note
changes from “E” to “D”. This is where deceptive or irregular cadence comes
to appear. “D” is the VII step of Segah Makam and Il step of the C Major
scale in which Segah Makam is created and formed. The movement to these
steps is quite irregular in analyzing the cadence, so the deceptive one would
be the best define here as this definition of deceptive cadence comes up as
“deceptive” cadence is V to any chord other than I (typically ii, V6, iv6, vi
or VI).
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Figure 5.34: Deceptive cadence and rhythm analysis in “Yanik Kerem” performed
by Parisa Arsalani (CD, track 21).

In the form analysis of this song we may encounter with the lyrics which has been
taken from “Love Dastans” regarding “Asli and Kerem” in which the lover “Kerem”
is looking for his beloved and tragically it finishes with the magics of Asli’s father
and he gets burned. The sadness in this melody is obvious mixed with some anger
and may be regarded as dynamic sadness instead of melancholy one.

Its poetry form is called “Ghoshma” or “Qosma” which is the most common form of
Asik literature which includes at least three stanzas and maximum seven stanzas.
Each stanza has four hemistichs with eleven syllables i.e each line usually has eleven
syllables divided with meaningful set of syllables either 6 + 5 or 4 + 4 + 3 totally is

eleven.

The rhyme pattern is usually (a b c b) or (ab ab) + (d d d b) etc. There are most
often three to five stanzas to a poem according to the length of the song which is

flexible from Ashik to Ashik and from performing situation to situation.
The Lyrics are as follows:

Y1gilin qizlar yigilin bugiin miiskiil halimdir,
Yandi1 Korom moni saldi bu dorda!

Egdi Qamoatimi Qirdi Belimi,

Yandi Korom mani saldi bu derde!

Poem translation is as follows:
Let’s gather girls, today is my hard day,
Kerem burned and put me in this suffer!

Twisted my stature, broke my back,
Kerem burned and put me in this suffer!
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Bayati:

Man asigam oydun moni!
Nar kimin soydun meni!

Ne kélgonds saxladin,

Nede bir giino goydun mani!

Poem translation is as follows:

I am the lover, you sculpted me!

You peeled me like the pomegranate!
You did not keep me even in your shade,
Nor you offered me a pleasant life!

It continues as follows:

Dedim mahlanizds basi kiillii bir manam!
Baxganizda biilbiilii 6lmiis giil monom!
Uziin tutub daha galo bilmerem!

Yandi Koaram mani saldi bu dardo,

Poem translation is as follows:

I said in our district, it is me, the one whose head is full of ashes (unfortunate one)!
In our Garden the flower whose bird is dead, it is me!

Has covered its face, | cannot come any more!

Kerem burned and put me in this suffer,

It continues as follows:

Bizdon buyana bir sehir var bas agix!
Asli aglar yaxa giryan (geryan) bas acgix!
Koram kimin dolan siiriin basa ¢1x!
Yand1 Korom moni sald1 bu derde,

Poem translation is as follows:

There is a city beyond us which the doors are open!

Asli cries, burst into tears, and head open (none covered)!
Like Kerem wander around, suffer and finish the way!
Kerem burned and put me in this suffer,

The rhyme pattern in this song is as follows:

(@bch)+(dddb)+(eeeb)

It is common structure in Ashik poetry forms to let seven or eight syllable poetic

form called “Bayati” come in the middle of the basic poetic structure as an ornament

or theme complementary.

Nowadays “Yanik Kerem” is one of the most controversial topics in Ashik music

repertoire as long lasting debates still go on regarding the two different kind of

“Yanik Kerem” in Azerbaijani music repertoire. One is original “Yanik Kerem”

played by Ashiks which conveys the sad and tragedy song of two lovers i.e. “Asli
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and Kerem” and the other is deforming the melody into a very famous dance melody
played in wedding ceremonies in which there is no trace of its history and tragedy of
the story. It is so common that one can rarely find the wedding in which “Yanik
Kerem” is not played as instrumental dance melody. Here Ashiks are quite at the
opposite side explaining that this kind of performance and generalization of a wrong

culture would ax to the root and spoil the rich Asik music cultural heritage.

Figure 5.35: Yanik kerem as a dance melody played in wedding ceremonies
(CD, track 23).
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Figure 5.36: Dubeyti (Mehdioglu, 2004, P. 16-19).
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Figure 5.36 (Continued): Dubeyti (Mehdioglu, 2004, P. 16-19).
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Figure 5.36 (Continued): Dubeyti (Mehdioglu, 2004, P. 16-19).
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Figure 5.36 (Continued): Dubeyti (Mehdioglu, 2004, P. 16-19).

5.3.3 Analysis of “Dubeyti” / “Dobeyti”

“Dubeyti” is also one of the oldest and most asked pieces of Ashik music repertoire.

Its name has been taken from a poetic form of Ashik music as “Du” represents “Do”

means “two” in Persian language and “Beyt” means “two hemistichs” the poem.
According to the analysis chart of Ashik music, we may discuss the following factors
init:

According to the scale or a specific set of pitches mentioned in the chart we can

easily observe that it has fallen in to the “C Major” scale which its reciting tone is

“E” which is called “Segah” scale in Azerbaijani Classic music.

The tonic of “Segah Makam” is the third step of any major scale. In Azerbaijani

Ashik Saz, Segah Makam is generally played from “E Segah” or “E Segah” which
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the reciting tone there is “E”. The only specification of Segah Makam played in
Ashik Saz is that it is the tone “E” is one “Comma Bemol or Comma flat” lower than
standard Segah in Azerbaijani music. This characteristic of being the tonic played
one Comma Bemol (Comma Flat) lower than the original tone, gives a special smell
and taste to the melody and to some extent it helps the piece to get put into micro-
tonal category in music but not that too much, just as a small flavor, taste and smell.

Meter and rhythm analysis here shows the most dominant rhythmical frames of 3/4
encompass most parts and theme of the melody except some 2/4 and 4/4 measures as
better to say spice for the melody at the middle of the melody. These 2/4 and 4/4 part
happens as a different cadence along with the melody. Some Ashiks play that some
2/4 and 4/4 rhythmical structure and some do not, just sing the main melody and

finish the song.

The melody starts with its reciting tone with the instrument and the vocal in this
piece is not free of meter like most Segah melodies, but it follows exactly the rhythm

structure as 3/4.

According to the link below the vocal music starts with the “G” the third level of
Segah Makam and descends to “E” which is the tonic tone of Segah Makam and the
third level of C Major Scale and finally circulates around the tonic and end there.

The Saz Accompanies with generally second accords consisting of (G and F) while
vocal music is there and (F and E) while vocal music is circulating there around
tonic. The rest of the lyrics starts with “G” and descends to the tonic “E” like the first
part. The ornaments of the vocal even reaches the “A” note, so the range of vocal is
between “E” and its highest tone “A” i.e. semi octave. Some Ashiks do not sing the
melody just recite the poems while some other sing accompanied by C Major

Accord.

Hierarchy of pitches i.e. ascending and descending of the melody will happen across
the melody, but ascending at the first up to the climax of the melody in higher tones
and then descending characteristic is quite observable in this piece. The vocal part is

just descending.

Like the most common specification of Ashik music the whole melody circulates

around reciting tone. Subdominant and dominant tones are not as strongly notable in
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this melody as reciting tones, the thrust to the tonic “E” as reciting tone is observable

across the whole piece.

In analyzing the accords resonating in the melody, we generally face with the
“Second Accords”. While playing the “G” sound accompanying the vocal, one tone
lower than that is sounding while the Thumb strikes the upper strings as “F” at the
beginning of the vocal, creating a second accord, a combination of “E” and “F” with

3/4 rhythmical pattern.

On the second half of the vocal “G” and “F” and “E”are sounding together while the
Thumb strikes the upper strings as “E”, these pitches are sounded together but again
the tonic “E” is dominant. This happen when the third finger takes “G” or “Shah
Perde”, the index finger strikes “F” and the plectrum plucks the “E” as the open

string at the same time to make it dominant and make the tonic thrust be meaningful.

The root of creation of “Second Accord” in Ashik music somehow is because of this
tuning system and playing techniques. This is a common aspect of Saz playing

technique as well.
The tuning here is as follows:
e Higher strings are “D”
e Middle strings are “E” with one octave interval
e Lower strings are “C” sometimes with one octave interval

In this notation the lower string are assumed as “C” with one octave interval lower
and has been transcribed like what exactly it sounds because of a yellow metal string
that some Ashiks uses in lower string and it sounds one octave lower than the rest

strings in lower course.

This is the main tuning systems of Urmia Ashiks and Tabriz Ashiks for Segah scale
which is the same as mentioned above while the middle strings regularly sound “E”
as the tonic of the scale, while the whole melody is being carried out in higher

strings.

In defining the deceptive cadence or interrupted, deceptive or false where the
penultimate dominant chord is followed not by the expected tonic but by another
chord, often the submediant. Other, less common names for this cadence are

99 <¢

“abrupt”, “avoided”, “broken”, “evaded”, “irregular”, or “surprise”.
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In analyzing the cadence as the general cadence analysis of the scale and Makam,
There is also a lot of Ashik music repertoire in Segah Makam, representing (IAC)
cadence i.e. in C Major Scale the melody begins and ends on E which is an inverted
version of C Major Scale. We may refer to some Ashik music repertoire like Yanik
Keremi, Dilgem, Dubeyti and almost all pieces on Segah Makam; have the same
(IAC) characteristics which follow the same rule of general pattern of (IAC): [I-1V-
V-1 6]

Its poetry from in analyzing the lyrics in vocal parts is called “Gerayli”. All the
characteristics of Gerayl are like Ghoshma, but each hemistich has eight syllables. It
is generally about love, sympathy feelings and nature. It consists of three, or five or

seven stanzas. All rhymes and Tiers are like Qosma.

Here it is the sympathy with nature and as general it is about the mountains.
Mountain has always been the source of power and strength and patience in
Azerbaijani literature.

The rhyme pattern is usually (ab c b) or (ab ab) + (d d d b), etc. There are most
often three to five stanzas to a poem according to the length of the song which is

flexible from Ashik to Ashik and from performing situation to situation.
The rhyme pattern in this song is as follows:
(@b c b)+(d dd b)+(e e e b)+(f f f b)

The Lyrics are as follows:

Bineleri ¢adir ¢adir,

Cox gezmisom 6ziim daglar!

Gudratini sondon alib,

Monim Sazim s6ziim daglar!

By Somoad Vurgun (Shidfar, 1990 to 2014, Personal research).

Poem translations are as follows:

Its buildings are tent, tent,

I have wandered a lot, mountains!

They have taken their power and strength with you,
My Saz (instrument) and words, mountains!

Maral gozir asta asta,

Onib golir bulag usto!

GoOzliim yolda konliim sosda!

Deyin neca doziim daglar,

By Soamad Vurgun (Shidfar, 1990 to 2014, Personal research).
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Poem translations are as follows:

The deer wanders slender slender,

Comes down over the fountain!

My eyes on the way, my soul look for the voice!
Tell me how I can bear, mountains,

Hor obanin bir yaylagi!

Har torlanin 6z oylag1!

Dolaylarda bahar ¢agi!

Bir doyunca gozim daglar,

By Somoad Vurgun, (Shidfar, 1990 to 2014, Personal research).

Poem translations are as follows:

Every nomadic tent has a pasture land and grassland!
Every hunt bird has its own hunting land!

The the season of spring!

Let me wander until satisfied, Mountains,

Bir gonagam bu diinyada!

Bir giin 6mriim gedor bada!

Vurgunuda salar yada!

Diiz ilgarlh bizim daglar,

By Soamoad Vurgun, (Shidfar, 1990 to 2014, Personal research).

Poem translations are as follows:

I am a guest in this world!

One day my life will come to end!

It will remember Vurgun!

Loyal, faithful and trusty, our mountains,

~aT ‘
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-

Figure 5.37: “Dubeyti” performed by Ashik Adalat Deli Dagli (CD, track 22).
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6. COMPARISON OF WEST AND EAST AZERBAIJAN ASHIK SAZ AND
ASHIK MUSIC IN IRAN

6.1 West Azerbaijan Ashik Music Environments

West Azerbaijan Ashik music environments are divided into two major categories;
Urmia and Sulduz They are distinguished based on music forms, traditions, music

characteristics, repertoires, etc.

6.1.1 Historical and geographical characteristics of Urmia Ashik music
environment

Urmia style and Urmia Ashik music characteristics consists of the cities located in
western Azerbaijan province in which Ashik music traditions, repertoires and
traditions are still alive and almost the same. We have to exclude some cities which
may fall into Sulduz / Naghadeh Ashik environment. The cities in Urmia Ashik
environments consists of Maku, Maghan, Klisa kandi, Ghara Kilisa, Siyah Cheshme,
Gara Ziyaaddin, Evoglu, Khoy, Salmas, Tazeh Shahir, Ali Abad, Ghushchu,
Kalarish, Ishke Su, Tula Tape, Silvana, Ziveh, Agh Bulagh, Rashakan, Turkman,
Dol, Miyandoab ( Ghosha Chay) and Finally Urmia. These are not all the major
cities but the name of area which all creates a musical line in the Ashik musical map
of west Azerbaijan province. This geographical line carries the same characteristics
of Urmia Ashik environment i.e. when we talk of Urmia Ashiks it encompasses all

the mentioned cities.

There are varieties of Turkish tribes around Urmia, like; Afshar, Dombollu, Agh
Ghoyunlu, Ghara Ghoyunlu, Ghara Papakhs (Sulduz / Naghadeh), kangarli, Ghurd
beche, Sara jalu, Estajalu, etc. The music and language played and spoken in Urmia
Ashik environment is called Turki or “Turki yi Azerbayjani” which distinguishes it

from Farsi language and music.

6.1.2 The form of Ashik music performance in Urmia Ashik music environment
All Ashiks in this category play the Saz over their shoulder and in standing up
situation. They play in wedding ceremonies, Qahvoxanas, rural homes, villages and

in saloons held for private ceremonies. They circulate among the audience and create
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a strong relationship with them by talking, co-singing, and most of the time admiring
them. This admiration first of all is dedicated for the prominent and rich people

individually and finally all the rest as a whole.

The use of Deyishme art is common among the Ashiks where there are two or more
in a ceremony. They use difficult poems and literature and push the other side to
solve them, the winner or the loser is determined at the end. It is a kind of artistic,
poetic and musical competition among them. The use of non-bi labial poems

(Dodaqdoaymaz) is also common among them to defeat the other side.

Ashiks used to take in part in the wedding ceremonies in most rural areas of these
cities. It is not common to see Ashik tradition in modern and elite society part. The
major place in which one can access Ashiks and related band is Qohvoxanas. People
come and take the needed Ashik or better to say desired one in spite the presence of
cellphone, internet and social communication tools. This is a kind of tradition not to
access Ashiks individually. Perhaps this may help the Qahvoxanas to stand alive.

Urmia Qohvoxanas are the major gathering place of Ashiks who play instrument
(Saz) and sing almost every evening. All Urmia Ashiks can take in part in wedding
ceremonies of the people inhabiting the mentioned cities of Urmia Ashik
environment, as the desired repertoire of the people in these cities is almost the same.

This analogy ranges from the name of the pieces, playing traditions, poems, etc.

Y Asiq Zekerya Quiuncu

rmia Azerbaijan

Figure 6.1: Ashik Zakariya Ghulunj - Qohvoxana in Urmia.
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Figure 6.2: Qahvoxana — Urmia-1.

One of the major characteristics of Urmia Ashik tradition is its geographical
specification being located in the exposure of Turkish Anatolian Ashik environment
and been influenced from Azerbaijani music culture. You can find traces of
Anatolian and Azerbaijani themes in the melodies. The concept of blend in this
environment is a bit controversy as Urmia has been one of the oldest places from
which Ashik music has been stemmed. So later on we may investigate historically

the roots in detail.

6.1.3 Where the Ashiks perform

There are two important places, where Ashiks appear publicly: the Qahvoxana and

the wedding celebration.

6.1.3.1 The Qahvaxana

The atmosphere in the Qahvoxana is informal and personal, though there is a certain
etiquette observed by patrons and Ashiks alike. The audience is all male, although
women are not forbidden. Members of the audience (which inevitably include a
sprinkling of “off duty” Ashiks) enter the Qahvoxana, greet friends and then sit dawn
to a glass of tea (paradoxically, although these places are called Qohvoxana, tea or
soft drinks are the only beverages served). Some men will also order a water pipe i.e.
Hubble-bubble whose bubbly sound blends with the voices of the Ashiks. The Ashik
either chooses his own songs, or members of the audience will request their favorites
and pay the Ashik. Men who make no requests still contribute some amount of
money on leaving the Qahvaxana. As the Ashik performs, he walks up and down the
aisles left between the tables and chairs where the listeners sit drinking tea. He will

stop and sing before friends, honored guests, or persons making special requests.
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There is a seating priority in the Qahvoxana. Venerable old men sit closest to the
cash register, children sit nearest the door. Others sit wherever they wish.

Figure 6.3: Qohvoxana — Urmia-2. (Photo by Farhad shidfar - Urmia - summer 2010).

The Ashiks themselves are usually impressive, charismatic figures. This is not too
surprising since the amount of money an Ashik earns depends to some extent on his
ability to convince himself and others that he is the best musician around. An Ashik
is judged good or bad according to how well he remembers the poems and stories of
the Dastans, how long he can go with-out repeating a story, and the amount of
emotion and feeling he can put into the songs he sings. Saz playing is important, but

not as critical as the former items.

How much the Ashiks make per day varies from area to area and with the popularity
of the Ashik. The difference resides in the fact that the musicians get no money from
the Qohvoxana. The performers split the receipts among themselves at the end of a
performance. In Urmia, Ashik Dehgan performs every morning for about two hours
in the Qohvoxana. In western Azerbaijan, as in Turkey, the Ashik is a solo
performer. The Qsahvoxana patrons who come to hear Ashik Dehgan usually sit
quietly for the whole recital. Ashik begins with Ashik Havasi, but usually continues
on to a lengthy episode of some Dastans. Ashik Dehgan says he can perform for a
whole year without repeating a story, so it is no surprise that his performances are so

well received in Urmia.

148



6.1.3.2 Wedding ceremonies

Ashiks also appear at the festivities connected with a wedding. Although, relative to
performance in Qohvoxanas, weddings take less of an Ashik's time, they are much
more lucrative. In the Tabriz area the guests usually contribute money for the
musicians along with the family of the groom. Sometimes all the marriageable girls
are gathered together. They are then offered one by one by an older woman to young
men as dancing partners. For this privilege the men pay the performing musician.
The wedding festivities may last from three days up to a week, and the Ashig can
earn 9000 000 Rials ($300) or more.

In Urmia, though, the people giving the wedding party pay the Ashik. Ashik Dehgan
says he gets 750 $ for a wedding one night long. If the wedding lasts longer, he
would earn about 1500 $. These wedding celebrations are financially important for
musicians because they need to get some money ahead in the wedding season so they
can support themselves during the three religious months of Ramazan, Moharram
and Safar, when performance of music is frowned upon or prohibited altogether. In
addition to their work in Qoahvoxans and at wedding celebrations, Ashiks today can
perform for radio or television broadcasts and so a lot of other works like agriculture,
building construction, etc. Some prominent Ashiks can survive with their mere

profession, but the rest has to deal with other jobs.

6.1.4 Urmia Ashik music repertoire (dedicated just for Urmia Ashiks)

Halabi

Hijrani

Khoy Emrahisi

Mohtarami

Ovchu Geraylisi

Rozeh (Revze) Geraylh

Semayi

Sivasdavul / Siristafil / Sivastopol / Styas Tabil
Shakeryazi

Sharghi

Tajiri

Terekeme Gozallamasi

Urmia Divanisi

Urmia Gozallamasi (Kafkasyali, 2009, page 77).

There are 3 Divans in Urmia Ashik Music Environments:

/7
L X4

Kesme Divani (Urmia Divanisi)
e Osmanli Divanisi
e Shah Khatai Divani (Kafkasyali, 2009, page 77).
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7
L X4

There are 2 Tajnises:

Jigali Tajnis

Sadeh Tajnis (Kafkasyali, 2009, page 78).
There are 4 Geraylies:

Hamadan Gerayli

Ovchu Gerayli

Rozeh (Revze) Gerayli

Shah Seven Gerayl (Kafkasyali, 2009, page 78).

There are 3 Hijranies:

Bannagi Hicrani
Dol Hijrani
Kesmeh Hijrani (Kafkasyali, 2009, page 78).

There are 2 Dobeities:

Ganchi Dobeyti
Sadeh Dobeyti (Kafkasyali, 2009, page 78).

Other Urmia Ashik music repertoire:

Araz Basti

Bahmani

Bahri (Siyastabul)
Bam Shekaste
Jamshidi

Jangi Koroglu
Ermani Keshshoglusu (Keshish oglu)
Gharabagh Shikastasi
Gizlar Gozallamasi
Goycheh Gozallamasi
Ghurbati(Gissa)
Ghurbati (Uzun)
Dorakhani

El kochtu

Habibi

Khamiri

Hijrani

Khoy Emrahi
Ibrahimi

Irevan Chukhuru
Qahramani

Kesme Kerem
Koroglu Ghaytarmasi
Mani

Misri

Mohtarami
Mosalman Keshshovlusu (Keshish Oglu)
Narinji

Nemedi

Oglan Oglan

Ovchu Geraylist
Pasha Kochtu
Khacha Khaldar
Halabi

Panahi
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Rozeh (Revze) Gerayli
Ruhani

Samahi- Semahi- semaii
Sulduzu

Shah seveni

Sharghi Gulu

Sharghi

Shakeryazi

Sharur Gozallamasi
Tajiri

Tarakama Gozallamasi
Urmia Divanisi

Urmia Emrahi

Urmia Gozallamasi
Yamani (Koroglu)

Zil Shikasta (Kafkasyali, 2009, page 78, 79).

6.1.5 Ashiks in Urmia Ashik music environment

6.1.5.1 Contemporary Ashiks in Urmia Ashik music environment

Ashik Manaf Ranjbari

Ashik Abdullah Khanjil Ghishlagi
Ashik Ali Dirishchi

Ashik Ali Akbar Abadi
Ashik Ali Karimi GharaAgaji
Ashik Allahverdi Sharafkhanzadeh
Ashik Bakhshali Ghulunjulu
Ashik Baba Ali Javanmard
Ashik BaharAli

Ashik Bulut Saaed

Ashik Jabrail Faalkhu

Ashik Chirakh Morjodari
Ashik Ayyub Makuyi

Ashik Gholamreza Ajdari
Ashik Hamid Abbaszadeh
Ashik Hasan Igdirli

Ashik Hasan Gijlarlu

Ashik Hidayat Mosaolglu
Ashik Ibrahim Kazemi

Ashik Ismali

Ashik Mahbub Ranjbar
Ashik Mirza Ali Kazem
Ashik Mohamad Alilu

Ashik Mohamad Hosein Dehghan
Ashik Mohsen Kazemi
Ashik Nader Kargar

Ashik Nabati Alizadeh

Ashik Nosrat Yeganeh

Ashik Soleyman Erkevini
Ashik ShamsAli ibrahimi
Ashik Taghi Hashiyerud
Ashik Taghi Lotfi

Ashik Taghi Abazari

Ashik Yahya Yazdakani
Ashik Zeynal Chichakli
Ashik Zolfali Heydarli
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e Ashik Zolfali Mezin GharaAghaji
e  Ashik Yahya Ghulunjulu (Kafkasyali, 2009, page 80, 81).

6.1.5.2 Pioneers of contemporary Ashiks in Urmia

Ashik Dehghan

Ashik Ohanus Yusefi

Ashik Manaf Ranjbari

Ashik Zakarya

Ashik Ismali

Ashik Ghanbar Haghiri

Ashik Nadim Abbaszadeh (Kafkasyali, 2009, page 80, 81).

6.1.5.3 Ancient Ashiks in Urmia music environment

Ashik Baluvlu Miskin (1851-1917)
Ashik Farhad Salami

Ashik Rostam Rozeh Chayli
Ashik Abdolrahim

Ashik Lotfali

Ashik Ali GhirmiziBash

Ashik Dollu Mustafa

Ashik Dollu Abuzar

Ashik Hosein Balovlu (Bal oglu)
Ashik Asikerenhak

Ashik Abdolrahim

Ashik Ahmad Layemut Khoylu
Ashik Ali Enkeneli

Ashik Ali Ghabchi

Ashik Emrah Buzve

Ashik Amrollah Baldurlu
Ashik Asad Tazehkantli

Ashik Gholam Kachalali

Ashik Habib

Ashik Hamze Balovlu (Baloglu)
Ashik Hartun

Ashik Hasan Bizovlu ( Choban)
Ashik Heyat Engenli

Ashik Hosein Ozanli

Ashik Aliakbar Khoylu

Ashik Allahverdi Khoylu
Ashik Eyvaz

Ashik Javad

Ashik Darshvish Vahabzadeh
Ashik Dollu Aziz

Ashik Aliasgar Khoylu

Ashik Elham Saatli

Ashik Mosa Tasmallu

Ashik Niyat Urmiali

Ashik Ramazan Golemezli
Ashik Rostam Bandili

Ashik Taghi Heydarli

Ashik Zolfagar Bandili

Ashik Ebad Yorghanlili

Ashik Kelemirze

Ashik Karam Nivli

Ashik Ghurban

Ashik Mehdi Gijlerli
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Ashik Mehdi Zorabadli

Ashik Mohamadali Igdirli

Ashik Mokhtar Amani

Ashik Aslan Khoylu (Kafkasyali, 2009, page 68-70).

6.1.5.4 Some of the ancient famous and pioneer Ashiks in Urmia

Ashik Gul Artun

Ashik dollu Mustafa

Ashik Balovlu Miskin

Ashik Farhad

Ashik Darvish (Kafkasyali, 2009, page 68-70).
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Figure 6.4: Ashik Farhad the teacher of Ashik Darvish (the oldest found picture
among the west Azerbaijan Ashiks).
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Figure 6.5: Ashik Darvish, photo design by Habib Arsalani.

Figure 6.6: Ashik Ohanus Yusefi (Asik Yusuf).
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Figure 6.7: Ashik Dehghan.

Urmu Golii sefeqlerin sénmesin
Zaman c¢arxi zererine donmesin
Ozge qusu sularina qgonmasin

Eller gelib, doéniib getsin dal-ba-dal
Sen heyifsen, getme getme, hele qal!

Figure 6.8: “Dede Katib” famous poet of Urmia (CD, track 24).
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Figure 6.10: Ashik Qurban from east Azerbaijan province that inhabits Urmia.
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6.2. East Azerbaijan Ashik Music Environments

6.2.1 Historical and geographical characteristics of Tabriz and Gharadagh
Ashik music environment

Tabriz and Gharadagh music style and Tabriz and Gharadagh Ashik music
characteristics consists of the cities located between Caspian sea (Khazar sea) and
Urmia lake, in eastern Azerbaijan province in which Ashik music traditions,
repertoires and traditions are still alive and almost the same. The cities in Tabriz and
Gharadagh Ashik environments consists of Jolfa, Marand, Germi, Maragheh, Ghosha
Chay (Miyandoab), Ghara Aghach, Miyane, Khalkhal, Erdabil, Mogan, Kaleybar,
Alamdar, Gargar (Hadi Shahr), Tabriz, Shabestar, Hashtari (Azaran), Sarab, Meshkin
Shahr, Ahar, Sarsekand.

There are varieties of Turkish tribes around Tabriz and Gharadagh, like; Agh
Ghoyunlu, Beyk Delili, Dambullu, Khan Chobanlu,Gharachorlu, Ghajar Kangharloo,
Kordbeche, Madfanlu, Mogaddam, Sarijanloo, Shahseven, Astajaloo, etc. The music
and language played and spoken in Tabriz and Gharadagh Ashik environment is
called “Turki or Turki yi Azerbaijani”” which distinguishes it from Farsi language and

music.

6.2.2 The form of Ashik music performance in Tabriz and Gharadagh Ashik
music environment

Two main Factors play role in Tabriz and Gharadagh Ashik music formation as the

role of mountain and Araz River.

All Ashiks here play the Saz over their shoulder and in standing up situation. The
difference with west Azerbaijan province is that, they generally play as a group of

three people; Saz, Balaban and Ghaval (Qaval).

We have already studied what is the Saz, but a brief study of Balaban and Ghaval

will be mentioned here.

The three instruments used to accompany the singing of the asiq in eastern Azerbaijian, Iran:
the Saz, the chordophone; the Balaban, the aerophone; and the gaval, the drum.

The concept of ranking, apparent in the master-apprentice hierarchy, carries over to
ensembles. When an asiq performs with a Balaban player (the Balaban is a doublereed
aerophone with a cylindrical bore) and a gaval (tambourine) player, as he often does in East
Azerbaijan, he is always the group leader. The Balaban player usually carries the Asiq's saz,
removes its cover before the performance, and replaces the cover afterward. All proceeds of
the performance go to the asig, who then divides them. Garland Encyclopedia of World
Music Volume 6: The Middle East, The Asiq and His Music in Northwest Iran (URL-8).
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Figure 6.11: Saz, Balaban and Qaval, Garland Encyclopedia of World Music
(URL-8).

In the Iranian province of west Azerbaijan, the asiq performs by himself, without backup
musicians; this is also the practice of Asiklar in Turkey. In East Azerbaijan, however, the
Asiq usually performs with a Balaban and often a gaval.

The Balaban, as noted above, is a cylindrical-bore double-reed instrument; it is about 35
centimeters long and has seven finger holes and one thumbhole; the bore is about 1.5
centimeters in diameter. This instrument can be carved out of several kinds of wood,
including mulberry. The double reed is made by flattening a piece of cane on one end and
crimping the other end while it is still malleable so that it fits into the body of the instrument.
The reeds are large: 2 centimeters wide where pressed flat. As with most reed aerophones,
the reeds require special care and must be soaked in water to soften before they are played.
Because the Balaban's sound is loud (it might remind symphony-goers of a loud English
horn), it is played only when the Asiq is not singing. The Balaban player (called Balabangi)
uses his cheeks as air reservoirs and uses circular breathing. The Balaban or a similar
instrument is also played in the republic of Azerbaijan, where it is often called dudik, and in
Turkey, where it is called mey or Ney. Garland Encyclopedia of World Music Volume 6: The
Middle East, The Asiq and His Music in Northwest Iran (URL-8).
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The Qaval is the frame drum known as daire in Persian-speaking Iran. It is between 40 and
50 centimeters in diameter and has circular metal rattles attached all around the inside of the
wooden frame over which the skin is stretched and glued. The drummer holds the gaval
directly in front of himself with both hands. He can achieve a variety of low and high pitches
depending on where and how he strikes the drumhead. The gaval is used to accompany both
the music of the Asiq and music derived from the Persian court tradition. Unlike the Saz and
Balaban, it is also played by women. Garland Encyclopedia of World Music VVolume 6: The
Middle East, The Asiq and His Music in Northwest Iran (URL-8).

Figure 6.13: Qaval.
In religious ceremonies the Ashik music is used as well. “Yanikh Karam” and
“Ruhani” are the two famous pieces played in spiritual and religious atmospheres.
Here they use just one instrument to play, Saz or Balaban. Ashiks in east Azerbaijan
provinces are known even for their dance music played in their repertoire in wedding
ceremonies when they control the responsibility of the music band and entertainment

of the ceremony there.

Deyishme / Deyismo / Deyisme / Atigma / Moshaere which has already been
mentioned is done by joining more than one Ashik in the ceremony. It makes the
wedding or the gathering more dynamic and vibrant. The use of Deyishme art is
common among the Ashiks where there are two or more in a ceremony. They use
difficult poems and literature and push the other side to solve them, the winner or the
loser is determined at the end. It is a kind of artistic, poetic and musical competition
among them. The use of non-bi labial poems (Dodaqdoymaz) is also common among
them to defeat the other side. We can depict it by referring to a solo singing
accompanied by the Saz and competitions Deyishme / Deyisma / Deyisme / Atisma /
Moshaere as follows:
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Figure 6.14: Deyishme / Deyismo / Deyisme / Atisma / Moshaere, Competition

between two Ashiks in the 1950s (Abasova and Kasimov 1970) Garland encyclopedia of world
music volume 6: The Middle East music of Azerbaijan (URL-9).

And finally they perform with body movement and dance while playing the

instrument and singing in order to add some joy and dynamism to the audience.

6.2.3 Where the Ashik performs

There are two important places, where Ashiks appear publicly: the Qahvoxana and
the wedding celebration.

6.2.3.1 The Qahvaxana

Tabriz and Gharadagh Qohvoxanas like Urmia Qohvoxanas are the major gathering
place of Ashiks who play instrument (Saz) and sing almost every evening for the
audience who sit there and drink tea in general. Qohvoxanas are a central place for
marketing of Ashik music taking part in wedding ceremonies of the people
inhabiting there, as the desired repertoire of the people in these cities is almost the

same. This analogy ranges from the name of the pieces, traditions, poems, etc.

They play in wedding ceremonies, Qahvoxanas, rural homes, villages and in saloons
held for private ceremonies. They circulate among the audience and create a strong
relationship with them by talking, co-singing, and most of the time admiring them.
This admiration first of all is dedicated for the prominent and rich people

individually and finally all the rest as a whole.
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Ashiks used to take in part in the wedding ceremonies in most rural areas of these
cities. It is not common to see Ashik tradition in modern and elite society part. The
major place in which one can access Ashiks and related band is Qohvoxanas. People
come and take the needed Ashik or better to say desired one in spite the presence of
cellphone, internet and social communication tools. This is a kind of tradition not to

access Ashiks individually. Perhaps this may help the Qahvoxanas to stand alive.

Figure 6.15 (Continued): Qahvoxana in Tabriz.
6.2.3.2 Wedding ceremonies

Ashiks also appear at the festivities connected with a wedding. Although, relative to
performance in Qohvoxanas, weddings take less of an Ashik's time, they are much
more lucrative. In the Tabriz area the guests usually contribute money for the
musicians along with the family of the groom. Sometimes all the marriageable girls
are gathered together. They are then offered one by one by an older woman to young
men as dancing partners. For this privilege the men pay the performing musician.
The wedding festivities may last from three days up to a week, and the Ashik can
earn 9000 000 Rials ($300) or more. (Shidfar, 1990 to 2014, Personal research).
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Figure 6.16: Zurna and Toy (Davul).

In open air wedding ceremonies, east Azerbaijan Ashik groups use “Zurna” or
“Surna” instead of “Balaban” with of course inevitably the Saz and for rhythmic
instrument they use “Toy” or “Asma Davul” in stead of “Qaval”. Zurna has more

powerful sound than Balaban which is so modest in comparison.

6.2.4 Tabriz and Gharadagh Ashik music repertoire

Yaniq Karami
Hijran Karami
Quba Karami
Doyme Karami
Karam Kochtu
Karam Gozallamasi
Zari Karami
Dilghami

Orta Sari Tel

Bash Sari Tel

Sari Topragh
Vaghefi

Bahri Divani

Divan Majlesi
Osman Divanisi
Kohne Gerayli
Mina Gerayli

Iran Gerayl

Orta Gerayh
Gharachi

Mikhaki

Khan Chobani
Choban Bayatisi
Choban Yaylagi
Orta Sharil

Agir Sharil

Alikhan Darvish
Borchali Gozallamasi
Damir Gozallamasi
Gharadagh Gozallamasi
Ayakh Mokhammas
Ayakh Sharil

Irvan Chukhuru
Dobeyti

Azafli Dobeytisi
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Baghdad Dobeytisi

Iran Dobeytisi

Jangi Koroglu

Koroglu Ghaytarmasi
Tabl-e Jang-e Koroglu
Ruhani

El Havasi (Nakhjavani)
Ashik Junun

Besh Barmaq

Mansorriye

Solduzli

Keshish Oglu

Kasme Shikastesi
Gharabagh Shikastesi
Hijran Shikastesi
Gharadagh Shikastesi
Shirvan Shikastesi

Simaye Shams

Araz Bari

Araz Araz

Misri

Dastani (Hoseini) Shamkari
Goyche Gulu

Jalili-Celili

Pasha Kochtu

Gharachi Ghaytarmasi

Baki Ghaytarmasi
Gharabagh Ghaytarmasi
Bayrami

Bahmani

Ince Guli

Daglar Chichaki

Kendimiz

Ovshari

Kalkhozi

Mirzajani (khan Chopani)
Gharadagh Tajnisi

Choban Tajnisi

Jigali Tajnisi

Ghahramani

Ghara Ghafiye

Ghara Nafas

Mohammad Bagheri (Shaghayeghi)
Soltani

Dol Hijrani

Mohammad Hoseini
Daglar Bayatisi

Ghosha Banafsha
Durakhani

Chin Duvari

Zarinji

Kurdu Gerayli (Hosein Gerayli)
Chichaki (Daglar Chichaki)
Terse Gerayli

Nabi ( Darbandi ) Ashik Abbas Tofarqanli
Mirzajani (Gerayl)

Yayma Gozallamasi — Borchali Gozallamasi
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Shirvan Ayagh Geraylisi

Khoy Zarinji

Robai Koroglu (Meydan Koroglu)
Dali Koroglu (Qanli Koroglu)
Jeyrani Karam

Iran Jangisi

Yungul Sheshangi

Agir Sheshangi

Sari Koynek

Shur Shahnaz Mahnisi

Shirvan Geraylist

Fakhrali Dilghami

Ayagh Jalili

Bayrami (Pardasiz Golabi)

Azafli Geraylis1 (Manim Dunyam)
Qemerjani

Qara Gozu

Qazax Dobeytisi

Qurbani

o Panah Doshamasi “Oynakh Sheshangi”. (Shidfar, 1990 to 2014, Personal

research).

6.2.5 Ashiks and Ashik music groups in Tabriz and Gharadagh Ashik music
environment

6.2.5.1 Contemporary Ashiks in Tabriz and Gharadagh Ashik music
environment

Ashik Abass Mohammadi Gharadaghi
Ashik Abdolali Eskandari
Ashik Ali Moghadam

Ashik Ali Salimi

Ashik Ali Asgar DadashPour Navali
Ashik Ali Asgar Marandi

Ashik Allahverdi Dehghani
Ashik Ayat Ghanbari

Ashik Babak BakhtAvar

Ashik Babak Hoseinzadeh
Ashik BaharAli Jafarpour
Ashik Barat

Ashik Bahman GhorbanZadeh
Ashik Bayaz Heydarzadeh
Ashik BoyukAgha Vujudi
Ashik Jadar Haghnur

Ashik Jabrail Mohammadi
Ashik Jamshid

Ashik Changiz Biriya

Ashik Davoud Beheshti

Ashik Ahad Musavi

Ashik Arsalan Dusti

Ashik Arsalan Ghahramanzadeh
Ashik Arsalan Zareh

Ashik Mahbub Asgari

Ashik Ashraf Hoseinzadeh
Ashik Mohammad Ebadpur
Ashik Fatollah Rezaei

Ashik Jafar Ebrahimi
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Ashik Ghulu Hazrati

Ashik Ghorbat Pakar
Ashik Haji Ebadiyan
Ashik Hamzeh Ebrahimpour
Ashik Hassan Alizadeh
Ashik Hassan Eskandari
Ashik Khodayar Pakar
Ashik Hojjat Ebrahimi
Ashik Hosein Alizadeh
Ashik Hosein jan

Ashik Hosein Eskandari
Ashik Hosein Kirshanli
Ashik Hosein Sail

Ashik Eliyas Ghasemi
Ashik Isa PourEsmaili
Ashik Esmail Delbari
Ashik Esmail Ghanbari
Ashik Esmail GizilBogaz
Ashik Gholi Haddadi
Ashik Ghorban Aliyar
Ashik Rahim Nazari

Ashik Mahbub Khalili
Ashik Mahmod Jahangiri
Ashik Mansur Nikzad
Ashik Majid Bahari

Ashik Majid Yusefi

Ashik Madad Yusefi

Ashik Mohammad Farzi
Ashik Kheradmand

Ashik Mohmmad Movaei
Ashik Mohammad Misir Oglu
Ashik Mansum Heydariyan
Ashik Masha Pashayi
Ashik Mohammad Anvari
Ashik Mommadreza Mohamadi
Ashik Mohmmad Torkedari
Ashik Mohmmad Nabati
Ashik Naser Nazmi

Ashik Oruj Najivand
Ashik Rahim Vadani
Ashik Rasul Ghurbani
Ashik Reza Vahidi

Ashik Safar Zareh

Ashik Sekhavat Mohammadi
Ashik Saraslan Moradpour
Ashik Sattar

Ashik Suda Khanim

Ashik Shahbazi

Ashik Sharif Jalili

Ashik Tap Dik

Ashik Teymur Kayabashi
Ashik Vali Abdi

Ashik Yaghub Benisliyi
Ashik Yadollah Eyvazpour
Ashik Yadollah Shakibi
Ashik Yusef Esmaili

Ashik Eliyas Yusefi
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Jafar Ebrahimi

Changiz Mehdipour

Yadollah Shakibi

Ashik Ali Ebadi GharaKhanli

Ashik Jabrail Khalili (Kafkasyali, 2009, page 29-31).

6.2.5.2 Ancient Ashiks in Tabriz and Gharadagh Ashik music environment

«» 15th and 16th Centuries Ashiks
Ashik Ghurbani
< 17th Century Ashiks

Sari Ashik
Ashik Abbas Tofarganl

< 18th century Ashiks

Tikme Dashli Khaste Ghasem (Xosto Qasim)
Meshkinli Mohmmad

Ashik Nemat

Ashik Gharib

Ashik Mohammad Gargari

Ashik Mohammad Marandi

< 19th century Ashiks

Ashik Jafar
Ashik Meskin Asad

«» Late 19th century and early 20th century Ashiks
Ashik Najaf Binishli
<+ 20th century Ashiks

Ashik Ghasham Jafari

Ashik Karim GharaGuneyli

Ashik Polad

Ashik Kheyrollah

Ashik Hosein Javan

Ashik Ali Feyzallahi Vahid

Ashik Abollah Nuri (Kafkasyali, 2009, page 12, 13).

6.2.5.3 Tabriz and Gharadagh Balaban players

Title “Ashik” even is called for them as they play with Ashik music groups

Ashik Abbas Ebadiyan
Ashik Ahmad Abdollahi
Ashik Ali Ahmadiyan
Ashik Ali Mohmmad Nuri
Ashik Nabati

Ashik Alireza Ebadiyan
Ashik Asgar Ebadiyan
Ashik Ali Rezaei

Ashik Asgar Zareh

Ashik Barat Abdollahi
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Ashik Bayram Derazdast
Ashik Hemayat Shirzadeh
Ashik Hojjat Khodabandeh
Ashik Bahman Nabati

Ashik Jalil Hamidi

Ashik Jamshid Zareh

Ashik Abolfazl Ebadiyan
Ashik Akbar Ebadiyan

Ashik Akbar Sarbazi

Ashik Khanghah Ebadiyan
Ashik Hassan Azami

Ashik Hassan HeydarNejad
Ashik Kheyrollah Aghazadeh
Ashik Khedmatyari

Ashik Mohabat Mohebbi
Ashik Mohammad Mohammadi
Ashik Hojjat Ebrahimi

Ashik Hosein Lotfi

Ashik Hosein Mohammadi
Ashik Khosrov Mohammadi
Ashik Ebrahim Sadighi
Ashik Esmail Khodaei

Ashik Maghsud Mirzaei
Ashik Mashallah Akbari
Ashik Mehman Alipour
Ashik Mohmmad Kami
Ashik Mikail Gozli

Ashik MirzaAgha Nabati
Ashik Mohmmad Gozli
Ashik Rasul Khelanor

Ashik Ruhullah Nazari
Ashik Salman Pourmohammad
Ashik Sardar Rashidi

Ashik Sohrab Naghdi

Ashik Shefayat Emami
Ashik Vali Azari

Ashik Yunes Gozli

Ashik Zolfekar Abdollah (Kafkasyali, 2009, page 31, 32).

6.2.5.4 Tabriz and Gharadagh Qaval players

Ashik Abdollahi

Ashik Ahmad Alizadeh
Ashik Ahmad Esmaili
Ashik Ahmad Shahmohammadi
Ashik Alireza Samadi
Ashik Ali Yavari

Ashik Aziz Purmohammad
Ashik Hamid Asiyaban
Ashik Hasan ChobanNari
Ashik Hasan Moravati
Ashik Hatam Danandeh
Ashik Asgar Abedini
Ashik Aziz Talebi

Ashik BoyukAgha Zakeri
Ashik Jabir Shahbazi
Ashik Akbar Sattari
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Ashik Famil Talebi

Ashik Musa Eskandari
Ashik Najaf Goli

Ashik Oruj Imani

Ashik Reza Ghanbari
Ashik Reza Gharadaghi
Ashik Hosein Azari

Ashik Hosein Akbari
Ashik Hosein Molaei
Ashik Khosro Moharammi
Ashik Ebrahim Danandeh
Ashik Emam Bayrami
Ashik Isa Eskandari

Ashik Samad Niknafas
Ashik Seyf Alihagh

Ashik Taher Hoseinpour
Ashik Yosef Mohammadi
Ashik Ebrahim Madani (Kafkasyali, 2009, page 32, 33).

6.2.6 Tabriz and Gharadagh famous Ashik Music Qahvaxanas

Ghahvekhane Ashik Haj Rahim Sinafar

Ghahvekhane Gholestan

Ghahvekhane Ashik Esmail Ghanbari

Ghahvekhane Ashik Ayat Ghanbari

Ghahvekhane Ashik Ostad Ganjali

Ghahvekhane Ashik Vali Abdi in the city of Ahar

Ghahvekhane Ashik Iman Danesh in Ahar (Kafkasyali, 2009, page 19, 20).

6.2.7 Tabriz and Gharadagh Ashik music Dastans and anecdotes

Abbas & Gulgaz

Alikhan & Parikhanim

Ashik Gharib

Ali Shah

Babaleysan & Parizad

Asad & Saltanat

Gharib & ShahSanam

Gargarli Mohmmad & Mahpare Khanim
Gholam Kemter

Guneyli Najib Usta

Khaste Ghasem (Xasto Qasim)
Khatam Shah

Khudat

Qacaq Nabi

Kelbi & Selbi

Karam & Asli

Ghurbani

Leyla & Majnun

Mahmod & Gulandam

Mir Mahmud

Molla Ali & Rafii

Najaf & Parizad

Sarkhosh & Mahbub

Shah Esmail & Gulazar

Ululu Karim & Susan Khanim
Vale & Zarnigar (Kafkasyali, 2009, page 23, 24).
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6.2.7.1 Dastans and anecdotes related to Koéroglu (national hero)

Ashik Junun

Eyvazi Getirme Safari

Baghdad Safari (Beytes Bezirgan)
Baghdad Safari

Bolu beyi Safari

Damirchi Oglu Safari

Darband Safari

Erzrum Safari

Istanbul Safari

Koroglunun Ghojaligi

Rum Safari

Terjan Safari

Tokat Safari

Turkemen Safari (Kafkasyali, 2009, page 24).

6.2.7.2 Dastans from contemporary Ashiks
Five Dastans from Ashik Jafar Ebrahimi are given as example:

Fehle & reyhane

Ashik Iman & Deishme

Sichan & Ashik

Turkistan Safari

Babak Dastani (Kafkasyali, 2009, page 25).

6.3 Differences in Comparative Analysis of West and East Azerbaijan Ashik Saz
and Ashik Music in Iran

Art of Ashiks in Iran is related to the Turk people inhabiting there about 35 000 000
population rate. There is also a difference between them. As we mentioned before
among several Turk nations in Iran, we focus on west and east Azerbaijan provinces
and the cities located there. These differences may fall into several categories as

follows:

6.3.1 Differences based on the Ashik music instruments and its organological
approach in west and east Azerbaijan provinces in Iran

In west Azerbaijan province we have Urmia and Sulduz environments, in Urmia
Ashiks play individually with bare instrument in the ceremony and sing alone. In
Sulduz the complex is like east Azerbaijan but a little bit different, there is group of
Ashik music with especial costumes consists of Saz, Wind instrument called
“Duzele”, Zurna, and Rhythmical instrument and percussion generally called
“Dombak™ or regional terminology “Tempo” and also “Dohol or Davul”. The whole
group takes the responsibility of amusing the wedding ceremonies and dances in
general while in Urmia Ashik music, Ashiks doesnot play for intertainments or

dance, just for playing and singing the Ashik music repertoires and anecdotes or
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Dastans. For entertainment part people hire wedding music bands, in old times it was
“Kaman Goval” means Kamancheh and Qaval (Percussion), but nowadays with the
invention of keyboards they gave place to modern instruments like electric guitar,
keyboard and electric Baglama, Kamancheh was replaced by violin that looks

modern as compared to traditional Kamancheh.

In east Azerbaijan province the Ashik music group is performing in the ceremonies,
which consists of Saz, Balaban, and Qaval player. The main Ashik is Saz player who
sings and tells the anecdotes, the rest are accompanying Ashik in general. Some
times Qaval player also sings some non-Ashik music repertoire for dance and

dynamic traditional folk melodies.

6.3.2 Differences based on the Ashik music anecdotes and Dastans in west and
east Azerbaijan provinces in Iran

As mentioned in previous chapters, there are common Dastans in east and west
Azerbaijan provinces in Iran as well as especial Dastan dedicated for each province

and city. I would like to refer to some Dastans dedicated just for each province.

“ West Azerbaijan province Dastans are as follows:

Ghulam Heyder

Hajar Khanim

Ahmad ile Adalat

Jedal i Kenan

Hasan ile Sayyad
Ibrahim ile Ghohartac
Kantor ile ghanli Ghocha

DS

» East Azerbaijan province Dastans are as follows:

Babak Dastani

Turkistan Safari

Sichan ile Ashik

Ashik Iman ile deyishme
Fehle & Reyhane

Ashik Ali & Ashik Rafii
Guneyli Najib Ustad
Qacaq Nabi

Dastans of Koroglu and related anecdotes are one of common ones not only in west
and east but also in most Ashik music environments in Iran with almost little

differences in ways of expression.
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6.3.3 Differences based on the Asik music repertoires in west and east
Azerbaijan provinces in Iran

As mentioned in previous chapters there are some Ashik music repertoires merely
played and song in west and east Azerbaijan provinces individually. Ashik music

repertoires dedicated to merely west Azerbaijan province in Iran are as follows:

Bahri

Siristafil / Sivasdavul / Sivastopol / Siyas Tabil
Khoy Emrahisi

Bam Shikastesi

Bannagi Hijrani

Jamshidi

Dol Hijrani

El Kochtu

Ermeni Keshishoglu

Khacha Khaldar

Hijrani

Kesme Hijrani

Musalman Keshishoglu
Shakeryazi

Urmiye Divanisi

Urmiye Emrahi

Urmiye Gozellemesi

Yel Yel

Sulduzi (misiroglu)

Delal Dastani

Sulduz Gozellemesi (Yeri yar yeri)
Terekeme Havasi (AsgarAli bala Lay Lay)

Ashik music repertoires dedicated to merely east Azerbaijan province in Iran are as

follows:

Agha khani

Araz

Azim Beyi

Chin Duvari

Khaldari

Gharabagh Agabeyisi
Gharabagh Cicegi
Gharadagh Gerayli
Gharadagh Shikastesi
Gharadagh Tajnisi
Gharakahari
Gharapapagi

Majnun dardi
Osmanli Bekri

Otaqg Ghabagi (Otag 6nii)
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e Payabaji

e Rize Geraylisi
e Seyrani

e Shirvani

6.3.4 Differences based on the Asik music poets and masters of Ashik music
literature in west and east Azerbaijan provinces in Iran

In Tabriz and Gharadagh environments we may refer to ancient masters and poets as;
Ghurbani, Xasto Qasim, Abbas Tofarqanli, while in the Urmia and west Azerbaijan
Ashik music environment we need to refer to Dede Katib and Ismail Bahrami. There
are also other ones which not mentioned here but there poems are recited with
Ashiks there.

6.3.5 Differences based on the Asik music performance and stage strategies in
west and east Azerbaijan provinces in Iran

As mentioned before, in Tabriz and Gharadagh Ashik music environments, Ashiks
play as a group in a way that Ashik with Saz on his shoulder stands on the right,
Balaban player in the middle of the group and percussion that is Qaval player stands
on the left hand. They circulate among the wedding ceremony or any other rituals,

amusing the audience.

In Urmia Ashik Music group Ashiks with mere play Saz in the ceremonies. It
is not common the other instruments accompany them. They play the Saz and

sing.
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Figure 6.18 (Continued): Ashiks and Ashik music groups in Urmia.

In Naghadeh / Sulduz, again Ashik music is played as a band, but a different format
as compared with Tabriz and Gharadagh environments. Ashik with Saz in the

middle, Dombak player on the left, and Balaban or Duzele (Ghosha Sumsum) player
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stand on his right side. All play while standing even Dombak player hangs it over his
shoulders. At the late time of the ceremony when most of the guests have left the
party, they take their seats and go on playing up to the almost tomorrow morning
generally in the weddings. Wind instrument called “Duzele”, Zurna, and rhythmical
instrument and percussion generally called Dombak or regional terminology

“Tempo” and also Dohol or Davul.

Suldpzinr S Cilii

S TN

6.3.6 Differences and similarities of Qohvoxanas among east and west
Azerbaijan provinces and the rest of Iran

Qohvoxanas are found all over Iran, and in many larger cities, such as Tehran,
Isfahan and Shiraz, Qohvoxana patrons are entertained while they drink their tea.
This entertainment is different from the Ashik's performance, however. As we have
seen, the performance of the Ashik is primarily musical. It may include some spoken

dialogue between songs during recitation of the Dastan “oral narratives”.

In Shiraz, though, music is not a part of the Qahvoxana performance. Some of the
Qohvoxanas sponsor recitations of the Shahname (an epic poem whose characters
date partially from Sassanian times and are partially legendary) by the famous
Iranian poet, Ferdowsi. The men who give these recitations are called ‘“Naqqals”.
The naqgqgal learns the episodes of the Shahname in a manner similar to the way

Ashiks learn their Dastans.
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Figure 6.21: Qohvaxana in Urmia (Photo by Farhad Shidfar - Urmia -2010).
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CONCLUSIONS

In the conclusion section of this thesis titled “A comparative analysis of Ashik Saz
and Ashik music in west and east Azerbaijan provinces of Iran” the general approach

is evaluated and some recommendations for future research are given.

Iran and Azerbaijan are authentically the only two countries where the Silk Road
anecdotes and legends are recited and sung lively in an oral auditory tradition and a
rural and traditional atmosphere in Qahvaxanas and wedding ceremonies by Ashiks

who preserve these oral traditions and rich culture.

This rich culture is facing its extinction and going to fall for ever since the oral
tradition is inevitably associated with improvisation. Typical variants of these
melodies have been preserved in old people’s memory and particularly in the minds

of talented Ashiks.

A wide gap is going to be observed through passing down from one generation to the
other as by overthrowing of old generation and disregarding of new generation
towards Turkish traditions, there is no hope for this rich culture to survive where
there are not any compilations and written documents in this issue. This will be
regarded as losing a part of history which obviously threatens Turkish art, literature
and ultimately Turkish culture as the culture of Azerbaijani Ashik Saz and Ashik
music environments which are struggling to survive in Iran is regarded as one of the

main columns of Turk nations and Turkic world huge culture.

The only accomplished research in this regard has been carried out by Charlotte fey
Albright farr in 1976 from the University of Washington as a PhD thesis. An
overview on this transcript reveals the fact that it was just the above part of the
iceberg, while the huge rich cultural fortune has been left untouched. With
innovative studies of ethnomusicology and new trends in ethnomusicology we can
assume the difference between the research of the ancient methods and new
interdisciplinary approaches to ethnomusicology, witnessing of widened mind of a

researcher before and after stepping to the field.
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This thesis encompasses a comprehensive research; making lots of interviews with
Ashiks or Ozans; circulating on cities and villages; preparing archives; collecting and
compiling of Azerbaijani legends and anecdotes in Iran; making records and
transcribing and notation of music pieces and finally gathering all the above

information in the musical analysis chart of the Ashik music.

The writer faced with dozens of traditional nomenclatures in all aspects of Ashik
music related and covering their lives, beliefs, rituals and traditions, weddings and
dances, agricultural terms, instruments, songs and lyrics, etc. which they as the
motivation source helped in turn to approach of music theoretical analysis of Ashik
Music. Music theoretical analysis of Ashik Music came to appear in answering the

following questions and topics in traditional Ashik music terminology like:
*  Tuning system like “Bash, Orta, Osmanli, Qari, Ruhani, Segah, Qemli, etc.”

» Cadence like “Ayak Verme” and “Ayak Verdi Bitirdi” that its word by word
translatlion means “To give foot” or “Stepped on and Gave foot” but it means

“finishing the melody” in its real sense.

* Name of the frets like “Shah Perde, Vezir, Vekil, Bayati, Osmanli Perdesi,

Bece Perdeler, etc.”

* Melodic Characteristics like the use of “Hava” with its all conveying

meanings such as drone, reciting tone or Karar, accidentals, etc.

* Rhythmical characteristics like “Deve Dabani, Dik Dabani, Ayak Dovme,
Deve Yiiriiylisii, Axsama or Topallama, etc” i.e. the walking style of camel
and laming and crippling, etc.

In order to analyze an individual Ashik music, the writer tried to design a systematic
musicological analysis chart into which all the above terms can be explored in detail.
His recommendation for the others in the future is that they would be able to make a
comprehensive study for each song of Ashik music by using this chart being eligible
to be presented scientifically in the world platform by moving the camera from all
sides and dimensions to the simply looked melodies but each hoop a history inside.
The writer hopes he has fulfilled his debt over this rich culture which made him as
what and who he is.
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APPENDIX A: Scheme of transcribing non-English words in Turkish, Persian
(Farsi) and Azerbaijani languages

There is a need to use transcribing rules in transcribing the proper nouns and poems
which involve non-English words of Turkish, Persian (Farsi) and Azerbaijani
languages. We divide it into two main parts as vowels and consonants.

Pronunciation phonetic guides of Turkish, Persian (Farsi), Azerbaijani and English
“Oxford Dictionary” languages have been written separately. The last column from
the right represents the most famous well known pronunciation examples in order to
exemplify the case.

The way of pronunciation and transcribing of each non-English word in this thesis as
most references were not written in Latin alphabet, has been based on both
Azerbaijani Latin alphabet guide and at the same time what is common in Iran
known as (Pinglish: Persian English) while writing Latin form of proper nouns in
persian alphabet. Accordingly all of them can absolutely be found in one of the cells
of these charts as a comprehensive scheme mentioned in the appendices section of
this Dissertation.
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Vowels:

Turkish BRI S
(Farsi) Azerbaijani English Zhg;etlc
Hice (Example)
E E ) E E E E|e ten
i i 6\ i i ; i i a8
A A \ A A a|a cup
A
A A T A A a|a: arm
A
0 0 s 0 0 o | o horse
‘ 0
o) ol o) o 15 omek
U U U U u | fs/ put
3 U-00-0U fu:
] o - o~ o N = t
2 ' a | /aef hat
=) 5 '
| A
i R I I || /el yazl
*( bove) 131
*( Birth)

Figure A.1: Scheme of transcribing non-English words in Turkish, Persian (Farsi)
and Azerbaijani languages.
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Consonants-1:

S (PF":) Azerbaijani | EDElish Phonetic adlin
Guide | (Erample)

B B — |B|B B b |/ Bad
C C & |C|C J i /d3/ June
C t £ |Cl|E CH ch |#f Chin
D D 3 [D|D D d |/ did
F F «a |F|F r f Il fall
: 9 XL |Q|q*qs) |G-6h 9= g got
“(Galata) | (E3leta) : gh

G G ¢ |G|G g . hy! aga
H H z |H|H H h | /m Hat
i I - 1|l = = o ilce
K K < |K|K K k |/ Cat
L L Jd[L]|L L | I leg
M M @ |[M|M M m | /m/ Men
N N O N[N N n nl, In/ No

Figure A.1 (Continued): Scheme of transcribing non-English words in Turkish,
Persian (Farsi) and Azerbaijani languages.
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Consonants-2:

P P < R'|iP P p Ip/ Pen

R R o |R|R R r Icl Red

S S W [S ]S S s Is! So

S S WSS SH sh | 1f/ she

T & S TT T t i) tea

\Y Y s |(VI|V V v i Voice

Y Y ¢ |Y|Y Y, y iy Yes

z Z D Z | Z 74 z iz/ Zoo
*(HOs) | *(hos) X | x KH Kh [ *x-kh Xos

Figure A.1 (Continued):

Scheme of transcribing non-English words in Turkish,
Persian (Farsi) and Azerbaijani languages.
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APPENDIX B: Glossary

Agaz: The fret with which the melody begins is generally regarded as “the most
important fret" The term “Agaz” means “the beginning” in Persian. Actually it other
words it may be called as “Baslangi¢” note in Turkish language and “Tonic” note in
English.

Ashik / Asiq: The minstrels in Iran, Azerbaijan and Turkey who were generally used
to be called as “Ozans”.

Ashik Saz1 / Saz: One of the oldest musical instruments in the history of Turks
which still played lively in Iran and Azerbaijan and Turkey.

Ashik Tarzi: Word by word translated as (Minstrel’s Style) refers to some
determined rules and forms and frameworks and at the same time the poems that
follow some ideological approaches and encompass their own specific musical
styles.

Asik Agzi: Word by word translated as (Minstrel’s Mouth) refers to the use of
specific dialect as well as the framework of a melodic form based on some specific
Makams and Ranks. At the same time it refers to the local style of the Ashik together
with individual way of performance.

Axsama / Topallama: Traditionally it refers to a kind of rhythmical characteristic of
the melody which word by word translated as “laming and crippling”.

Ayak Dovme: Traditionally it refers to a kind of rhythmical characteristic of the
melody which word by word translated as “stepping the feet on the ground”.

Ayak: Word by word translated as (Foot) refers to a simple vocal or instrumental
melodic motives generally free of meter as an introductory part of the main melody
as well as some small melodic sentences consisting on maximum five to ten
measures which circulates among other melodic measures This term “Ayak” or
“Ayak verme” is also analyzed as cadences in Ashik music in this thesis. The terms
like “Ayak Verme” and “Ayak Verdi Bitirdi” that their word by word translation is
“To give foot” or “Stepped on and Gave foot” but it means “finishing the melody” in
its musical sense.

Bam: The strings of Saz which are traditionally named as “Bam Tel” (resonating low
frequencies) located in the upper position as compared to the position of the other set
of strings.

Bash Kok: Traditionally it refers to the tuning system of the Saz which word by
word translation is “Top fret” or “Head fret” and generally represents the melodies in
“Segah Makam”.

Bayati: Traditionally it refers to name of the frets of the Saz which word by word
translated as (the old or old tribes) that refers to “B flat” fret which is the same as
“Vekil Perde” (The Lawyer Fret) and it is the reciting tone of “Bayati—-Ghajar
Makam” on the Saz as well.
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Bece Perdeler: Traditionally it refers to name of the frets of the Saz which word by
word translated as (The child fret) that refers to the high notes frets in the Saz. The
name has been taken from the voice of child which is higher in frequency as
compared to the adults.

Comma: Comma is a 1/9 of a whole tone interval.
Dastan / Destan: Novel, A collection of Poem and Prose in an anecdote.

Dastgah: Like Makam it is a scale or a combination of different tetrachords and
penthachords. It encompasses a lot of different forms in itself.

Deyishme / Deyismo / Deyisme / Atisma / Moshaere: It is one of the most well-
known kinds of Ashik literature in which professional Ashiks gather together and try
to contest literally and musically in front of the people. They bet on the loser to give
his instrument to the winner and sometimes even the loser is obliged to give up his
job as an Ashik. It is common in Turkey as “Atigsma” with the same concept.

Dem Ses: The use of the lower and middle course of the Ashik Saz as continued
sound across the melody which is called “Drone” or “Dem Ses”.

Deve Dabam: Traditionally it refers to a kind of rhythmical characteristic of the
melody which word by word translated as “The ankle of camel”.

Deve Yiirityiisii: Traditionally it refers to a kind of rhythmical characteristic of the
melody which word by word translated as “The walking style of camel”.

Dik Dabami: Traditionally it refers to a kind of rhythmical characteristic of the
melody which word by word translated as “The high and prominent ankle”.

Dildonmoaz / Dil Torpanmaz: Dildonmaz is a kind of poetic techniques in Ashik
music poetry in which the tongue does not move a lot in the mouth of the one who
recites it and at the same time the form of mouth does not change a lot and keeps
stable. Poet uses such letters that the tongue does not move a lot in the mouth while
uttering them. Dodaqdoymoz and Dildénmaz in poetry can be regarded as the most
difficult part especially when they compose spontaneous poems while singing as a
form of competition of knowledge and literature in Deyishme spontaneously and the
story do not end here as they use this Pun/Jinas/Tajnis at the same time. Accordingly
they deliberately put themselves in a very narrow circumstance that only the genius
and master poets and Ashiks can overcome.

Dip Perde: Traditionally it refers to name of the frets of the Saz which word by
word translated as (The end fret) that refers to the frets in the end of the neck of the
Saz. The name may have been taken from “Deep” in English.

Dodaqdaymaz / Dudak degmez / Lebdegmez: Dodaqdoymoaz is a kind of poetic
techniques in Ashik music poetry in which poet avoids all bilabial letters in the lyrics
of their poems which two lips may meet each other. The master Ashiks sometimes
put a needle vertically between their two upper and lower lips to show their ultra
ability in this art. Dodaqdoymoz technique may be used in all kinds of poetic forms
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in Ashik music literature at the same time. This type of poetry like Dildonmoz and
Pun/Jinas/Tajnis is regarded as actually literal untranslatability as the mental image
and the beauty and magic of the poem is spoiled quite naturally while translation. so
it is not possible to translate these poems.

Forud: Cadence.
Ghazan: Sound box or resonator of the Saz.

Hava: Translated in Turkish and Azerbaijani languages as the "air". This name,
“Hava”, is used to call the word “melody” or “song” in Ashik music. It has been used
in Turkish or Azerbaijani languages for folk melodies with all conveying meanings
such as drone, reciting tone or Karar, accidentals, etc. For instance, “Oyun Havasi” is
the generic name for dance tune in Turkish language. “Hava” has been used with its
all conveying meanings as the melodic characteristics of the songs and Ashik music
melodies like “Drone”, “Reciting tone or Karar”, “Accidentals”, etc.

Jinas: Pun, This is actually literal untranslatability. One needs to know the layers
and different sides of the vocabularies in order to make a relation between the words
or break two different words from different parts to let it convey the desirable
meaning. “Pun” is one of untranslatability cases in every language and literature.
Jinas “Pun” generally is used in Ashik music poetry forms.

Kalem Sairleri: Word by word translated as (poets of pen) who write poems for
elite class of the society.

Kicik: Small.
Kok: The word “K06k” comes from Persian “KOOK” or “KUK” that means “Tune”.

Kopuz: A very diverse term called for different kinds of instruments in different
countries. It includes Ashik Sazi or Saz played in Iran and Azerbaijan as well.

Majlis: The place of gathering of people, ceremony.

Makam: Makam is a scale or a combination of different tetrachords and
penthachords.

Meydan Sairleri: Word by word translated as (poets of the stage or poets of the
squares) who recite spontaneous poems in folk gatherings.

Mezrab / Mazrap / Tazana: Plectrum of the Saz.

Nagarat: Refrain, a repeated line or number of lines in a poem or song, typically at
the end of each verse.

Oktava: Octave.

Organology: The study of the different nature of bodies employed as source of
sound.
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Orta Kok: Traditionally it refers to the tuning system of the Saz which its word by

word translation is “Middle Tuning of the Saz”. It is famous as “Ruhani or Urfani
Kok” as well.

Osmanli Kok: Traditionally it refers to the tuning system of the Saz which word by
word translation is “The Tuning of Ottoman Empire”. It is famous as “Zarincit Kok”
as well.

Osmanh Perde: Traditionally it refers to name of the frets of the Saz which word by
word translated as (The fret of Ottoman Empire) that refers to the second main fret
after “Shah Perde the king fret”. In Saz it is the “A” fret which is the same as “Vezir
Perde or the minister fret”. As minister used to have the second important rank after
the king in the country, this fret is regarded to have the second importance as a fret in
Ashik music in a parallel way. It is the reciting tone of the famous Ashik music
melody called “Osmanli Divanisi” on the Saz.

Ouj: Some high notes as registers in Ashik music repertoires. The highest pitches in
each piece are called the “Ouj”. It is actually an Arabic word meaning “zenith, high
point”. This term is used throughout the Middle East and central Asia, especially in
classical music which is genres to indicate the highest independent meaningful
texture of melody (Context registers) in a piece of music.

Ozan: The minstrels in Iran, Azerbaijan and Turkey as now a days they are called
“Ashik or Asiq”.

Perde / Perdeh / Pardeh: Frets in the Saz.

Qari Kok: Traditionally it refers to the tuning system of the Saz which word by
word translation is “The tuning of parallel strings” It is the tuning of middle strings
tuned with the king fret which is known as the most common tuning in the Saz.

Qari Kok: Traditionally it refers to the tuning system of the Saz which its word by
word translation is “The tuning of parallel strings”. It is the tuning of middle strings
tuned accordance with “Shah Perde or the king fret” which is known as the most
common tuning in the Saz. This kind of tuning is also called “Shah Perde Kok” or
“The tune of the king fret”.

Qohvoxana: Traditional coffee shop or café, the major gathering place of Ashiks
who play instrument (Saz) and sing almost every evening for the audience who sit
there and drink tea in general. Qohvoxanas are a central place for marketing of Ashik
music taking part in wedding ceremonies, etc.

Qemli, Kok: Traditionally it refers to the tuning system of the Saz which word by
word translation is “The tuning of sadness”.

Reciting tone / “Shahit”: “Shahit or Shahed” means “witness” in Persian language.
The most emphasized tone in a Hava is the reciting tone which is inclined to stay and
not move. The Persian term, “Shahit or Shahed” or Turkish “Kalish” can be used in
analyzing Ashik music.
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Riz / Mezrab e Riz: In Iran it is common to say “Riz” or “Mezrab e Riz” for
“Tremolo”. “Riz” means “small and tiny” which represents small movements of
plectrum over the strings of the Saz.

Ruhani: Spiritual and in Ashik music it refers to the name of a melody and in Ashik
saz it is a name of a fret at the same time.

Segah Kok: Traditionally it refers to the tuning system of the Saz which word by
word translation is “The tuning of third rank in the scale”.

Saslanma: Resonating or sounding.

Shah Perde: Traditionally it refers to name of the frets of the Saz which word by
word translated as (The King fret) that refers to the main fret so that without touching
that fret it is believed that no Ashik music melodies is possible to be played. As the
king used to be the first important rank in the country, this fret is regarded to have
the same first importance as a fret in Ashik music in a parallel way.

Teganni and Teganni’de insad: Refers to the already prepared melodic frameworks
and the usage of these cases by Ashiks with mounting and loading the lyrics and
poetic materials whether being spontaneously or already prepared.

Two Commas flat: Instead of normal half tone flat, there are just two commas lower
than the original tone which helps the piece to be put into micro-tonal category in
music.

Usta Mali: Word by word translated as (Belongings of the Master) which there are
two different literal and musical approaches. “Literal approach” refers to the poems
of generally a passed away poet and rarely a live poet and “musical approach”
includes the melodic forms and frameworks of passed away and live Ashiks, as well
as the especial and unique way of singing and local melodic performance styles in
Ashik music.

Uzun Hava: Melodies with free meters and no specific rhythmical character across
song.

Vasat or Orta: “Vasat” in Persian and “Orta” in Turkish languages mean “middle”
but they refer to the strings of Saz which are traditionally named as “Orta Tel” which
are located in the middle position as compared to the position of the other set of
strings.

Vekil: Traditionally it refers to name of the frets of the Saz which word by word
translated as (The lawyer fret) that refers to the third rank as a fret in the Saz.
According to the rank “King” is the first, “Minister” is the second and “lawyer” is
the third and these names has been added to the name of frets to create the same rank
and the same importance for the frets during the history. As the lawyer used to be the
third important rank in the country, this fret is regarded to have the same third
importance as a fret in Ashik music in a parallel way. In Saz it is the “B flat” fret.
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Vezir: Traditionally it refers to name of the frets of the Saz which word by word
translated as (The Minister fret) that refers to the second main fret after the king fret
or Shah Perde. According to the rank “King” is the first, “Minister” is the second and
“lawyer” is the third and these names has been added to the name of frets to create
the same rank and the same importance for the frets during the history. In Saz it is
the “A” fret. As the minister used to be the second important rank in the country, this
fret is regarded to have the same second importance as a fret in Ashik music in a
parallel way.

Yazihis: Written form.
Zil: The strings of Saz which were traditionally named “Zil Tel” (resonating high
frequencies) and located in the down position as compared to position of the other set

of strings. Etymologically it is probable the inverted form of the word “Zir or Seda
ye Zir” in Persian language which means “high notes”.
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APPENDIX C: Contents of the Compact Disc
Track 01: llgar Imamverdiyev playing Ince Gili (CD, track 01).
Track 02: Naming the frets in Ashik Saz personal interview in 2005 (CD, track 02).

Track 03: Reciting tone, Farhad Shidfar playing Ruhani in TRT Muzik TV(CD,
track 03).

Track 04: Dynamic Shahit (witness), Farhad Shidfar playing Urmia Gozellemesi at
ITU Conservatory 2006(CD, track 04).

Track 05: Dynamic Shahit (witness), Ashik Ismeli Playing “Sivasdavul / Siristafil /
Sivastopol / Styas Tabil” (CD, track 05).

Track 06: Bash Perde or Segah Kok (middle course is tuned to E) Video
exemplified by Adalat Nasibov (CD, track 06).

Track 07: Nim Perde or Ruhani Kok or Urfani Kok or Ara Kok (middle course is
tuned to F) Video exemplified by Farhad Shidfar (CD, track 07).

Track 08: Shah Perde or Qari Kok or Umumi Kok (middle course is tuned to G)
Video exemplified by Farhad Shidfar (CD, track 08).

Track 09: Osmanli Perde or Zarinci kok (middle course is tuned to A or D or both A
and D) Video exemplified by Parisa Arsalani (CD, track 09).

Track 10: Drone Pitch, Whole string playing, Video exemplified by Farhad Shidfar
(CD, track 10).

Track 11: Authentic cadence in Ashik Music, Video exemplified by Farhad Shidfar
(CD, track 11).

Track 12: Deceptive Cadence in Ashik Music, Video exemplified by Dalga Ashik
music band (CD, track 12).

Track 13: The insertion of 12/16 in the frame work of 4/4 in “Hijran Kerem” which
this sort of rhythm recalls the sound of horses and hoof-beats. Video
exemplified by Farhad Shidfar (CD, track 13).

Track 14 “Flamingo” performed by Parisa Arsalani (CD, track 14).

Track 15: “Sudan Gelen Siirmeli Giz” performed by Xan Shushinski (CD, track 15).
Track 16: “Shakeryazi” performed by Ashik Dervish (CD, track 16).

Track 17: “Yanik Kerem” performed by Parisa Arsalani (CD, track 17).

Track 18: “Yanik Kerem” beginning of the song, performed by Ashik Huseyn
Sarachli (CD, track 17).

Track 19: Range and ornaments of vocal music in “Yanik Kerem” performed by
Ashik Huseyn Saracli (CD, track 19).
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Track 20:

Track 21:

Track 22:

Track 23:

Track 24:

Hierarchy of pitches, second Accord and melody circulation in “Yanik
Kerem” performed by Ashik Huseyn Saracli (CD, track 20).

Deceptive cadence and rhythm analysis in “Yanik Kerem” performed by
Parisa Arsalani (CD, track 21).

Yanik kerem as a dance melody in wedding ceremonies (CD, track 22).

“Dubeyti” performed by Ashik Adalat Deli Dagl (CD, track 23).

“Dede Katib” Famous poet of Urmia (CD, track 24).
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