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Abstract

The article analyzes the musical language of the opera Kerem by A. Adnan Saygun. Ahmet
Adnan Saygun was born during the Ottoman period and lived in the newly created Republic of
Turkey. Saygun is one of the founders of the Turkish School of Composing, as well as one of the
founders of the Turkish Five. The composer paid great attention to folk art and national values.
You can always see folk music and folklore in his works.

The purpose of the research is to analyze Sufi motives in the scenes of the opera. Mainly,
the attention is paid to musical drama and harmonic aspects of the opera, which directly reflect
Turkish folklore and musical culture in general.

The research methodology lies in solving a scientific and theoretical problem. A number
of theoretical and analytical methods have been applied, highlighting the principle of using
a literary text in musical scenes that contain phrases that reflect “reunification with the Creator”
in Sufism. The use of characteristic rhythmic patterns in mystical scenes, when searching
for information, the methods of the axiological concept of culture were used, which made it
possible to highlight the characteristic features of Turkish music.

The scientific novelty of the research lies in the fact that for the first time the reflection
of religious characteristics based on folk music, in particular, based on modal structures and
magams, analysis of the mystical motives of the opera, in combination with modern musical
techniques is considered.

Conclusions. Saigun’s opera Kerem is one of the rare works based on Sufi philosophy.
A clear reflection of the main thought of Sufi philosophy was noted in Kerem, according to which
the suffering of the seeker of truth is marked by a return to it. The way of light is the way of
Allah. The composer, to show the unique colour and character of Anatolia, the life and customs
of people, used the fret and rhythmic structure characteristic of Turkish music. As a result of
the study, we see how in Kerem the author enthusiastically and passionately works on national
values in all aspects of the opera.

Keywords: opera; modal structure; mystic; polytonal style; basics of folk music

Introduction

Kerem Opera, composed by Ahmet Adnan Saygun, is the first Turkish opera writ-
ten in the great opera genre. It is also a lyrical mystical drama. Love is Kerem’s stron-
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gest support in the war against destiny. For centuries, the belief that reaching the level
of God is possible only through love has followed each other since Plato. Turkish-Is-
lamic thinkers believed that the connection between existence and God, their desire
to reach Him, their destruction in Him, and their ideas would be realized through love.
Kerem is a product of this Sufi philosophy (Gun, 1991).

Kerem Opera is similar to Yunus Emre Oratorio in terms of orchestral use and
harmony. Therefore, Gazimihal's comments are a natural result. The choir was widely
used in the work. The use of this great choir is a reflection of the composer’s person-
al choice. This is a clear indication of the importance Saygun attaches to this issue,
which he began to work on in the choir upon his return to his country after the educa-
tion in Paris (Altar, 2001, p. 233).

“One of the most important features of Kerem’s opera is that the opera is based on
folklore, folk music, and oral traditions. Folklore is neither a model nor a repertoire for
citation. In Kerem’s opera, every folkloric and traditional element is universal, designed
and recreated with great skill and enthusiasm following the theories and rules of world
music. Living traditions; can be updated at any time. Societies that have lost the ability
to regenerate will have neither traditional art nor folklore” (Refig, 2012, p. 15).

Main research material

Saygun creates a musical language that matches the libretto of the work.
The work was a great success. Indeed, the composer took into account the principle
of sensitive and clear understanding of words in the applications of this genre, and
to ensure its unification, he attached great importance to the principle of evaluating
Turkish as a musical language without losing its features. The composer approached
the choir parts of the opera with the same sensitivity but used a simple rhythmic
structure.

As a general structure of the work:

1) pentatonic; 2) lad-point; 3) use of tonality; 4) polytonal use (two different tones
overlap); 5) melodies created by the author in the style of folk songs; 6) use of folk
music or hymns.

The first two cells in the work begin with the use of two distant axis chords, the Fis-
Dur chord below, and the polychoric arpeggio above the C Dur chords above (known
as “Petrushka chord”, first used by Stravinsky), then continue pentatonic.

Saygun, as in many of his works, used only the music he created in the form of
folk music in the structure of this opera. One of the best examples of this is the play-
ful melody in number 5.

For example, at the beginning of the melody, Saygun exhibits the melody he com-
posed in a polymodal structure (the left hand was used on the piano (is C), the right
hand is on the Cis curtain, the F-shaped series). This use is known in Turkish music
as a playful curtain (to be used with different variations depending on whether one
or more of the curtains rises and falls). The part, which varies in size from five, eight,
nine to eight, is heard as Husseini on the sound of the Fis. The political structure con-
tinues in progressive dimensions after the pattern. The example of halay in the eighth
issue is an excerpt from the folk music of the Bayburt and Erzincan regions known as
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Mrs Bari. Saygun used a simple melody to a harp. In the thirteenth part, the Halay Yeld-
irmesi (the fastest part of the halay) is used in the order of the Armored Hijaz status
on the A sound.
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Example 1. Kerem opera, number 5
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Example 2. Halay winding

On the piano, both hands move in parallel with the same melody. Although
Saygun quotes from the Folk Music in the halay section, the Halar Yeldirmesi sec-
tion is his composition. Numbers sixteen to seventeen are very clear throughout
the episode.

Seventeen numbers come to the water of hunters. A similar scene is found in Wag-
ner’s Siegfried. After seventeen numbers and 10 verses, the use of a water motif, often
met in Debussy and French music, is seen. This use proves Saygun’s closeness to
French music. This motif used by Saygun is an example of a Full Tone sequence (one
octave from C, the interval between notes is one tone. There are six notes, no halftone).
Harmoniously, the right and left hands move opposite each other on the piano. From
the nineteenth to the twentieth number, Kerem sings a folk song. Saygun benefited
from the Ashug tradition here.
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Example 3. Pentatonic sequence
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Example 4. Kerem's song

The song is based on Husseini’s status on the Fa-voice. Most of the folk songs
in Anatolia are based on Husseini's status. Kerem, who came to the water’s edge by
singing this song, sees the reflection of the water Asli. From number 26, the penta-
tonic sequence and tonal chords follow the full tone sequence that begins three cells
before each other, creating a variable movement.

Number 32 shows a pentatonic sequence based on the sound of Re Major on the
one hand and F on the other. While Saygun expressed this great love scene with pen-
tatonic, the pentatonic music enriched the emotional changes with tonal harmony, as
it sounded more naked.

Saygun, in number 33, built chords based on the sound of Des without using func-
tional connections. This style of writing is also characteristic of Debussy and Impres-
sionist composers (another feature of these harmonies is that they consist of over-
lapping quartets and are associated with parallel movements). Added by non-chordal
sounds with septimal (seventh chords), the composer used a diatonic chord (ie,
non-chromatic) chord type that was different from the sounds in the Des-dur se-
quence. This is a unique tonal chord style that Adnan Saygun often uses.

We hear the double chords again, 14 measures before the 40th number. The piano
also used G-shaped chords on the right and Fis-chords on the left. The section from
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the first act to the third scene is also performed by Kerem and his parents, which is
one of the real parts of the play. The use of the chords and sequences | have given
above continues in a similar way throughout the work.

Kerem’s performance in the third scene of the second part is completely different
from the dramatic content of the music. The orchestral music of this episode is the
background of a caravan slowly approaching and moving away. Here the folk song,
sung from time to time by the passengers with the unchanging repetition of the car-
avan choir, continues in parallel with the hesitant flow of the orchestral background.
Thus, the song of the orchestra, choir and passengers creates a pedal character in
motion. The Kerem bee, which must be read on such a pedal in completely free air, is
no different from the psalmody, a reminder of the primitive times (a way of reciting
hymns in a monotonous mode). Thus, it allows the emergence of a character ap-
proaching the Anatolian ceremonial melodies (as a requiem).

The general structure of the third act is dominated by the fret-tonal connection. It
creates a divine atmosphere in this work. At the beginning of the curtain, the first di-
mension begins with an arpeggio-shaped modal march of a full quadruple tetrachord,
and the second dimension descends with tonal use.

Although a completely tonal texture is used in two hundred and twenty-nine, some
sounds contradict the structure of the B dur gamma.

Two measures after the number 233 begin polytonal writing. In a tonal substruc-
ture, small scales and highlights are seen to be used together. The use of this modal
tone allows us to hear the colours that create the mystic aura.

Then measures after the number 233, the modal-magam structure is seen in
the chorus again. This effect is F, and the sound G was supposed to be gis, but here
G is used alone (left singular), which adds a modal feature to this structure. The piano
part is in tonal texture. Again, Modal is a repetition of tonal use.

The episode where the lovers are on stage begins with the number two hundred and
fifty-three. The second, Ashig’s folk song, which begins with two hundred and sixty-
one, has the folklore features of the Aegean Region. The folk song, which continues
modally in two hundred and sixty-three, continues in three-fourths with Makam Nikriz
and ends with Segah. This creates a sense of Zeybek variations.

Kerem's aria in the first scene of the last act still has the style of the psalms. However,
this aria becomes only a psalmody atmosphere in a psalmody atmosphere divided by the
rhythmic rhythms of the percussion instruments (occasionally the musician continues
his rhythmic flow as he pauses) as in terms of broad line melody structure. The caravan
scene in the third scene of the second part is different from the aria in that it is written.

Saygun uses the phrase that this aria carries the air of “Bozlak eruption”. Soprano
solo recitative prepares for the final. At the end of the work, the hymn, sung in chorus
number three hundred and thirty-one, begins with the status of Segah from the sound
of F, continues as Segah, and ends with a tonic trio with a transition to the tonality B,
which is an expression of attainment.

In the real flow of opera, the music that reflects the differences between spiritu-
al experiences becomes an abstract atmosphere in its place, but despite everything,
only a modal atmosphere dominates almost the whole work. It is necessary to use
a spatial structure to show the unique colour, smell, and character of Anatolia. For this
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reason, the writing technique created by the composer to explain the different moods
that Kerem experienced during the development of the subject was emphasized in the
music due to the characteristics of spiritual change.

The premiere of the opera Kerem was held on March 22, 1953, on the stage of the
Ankara State Theater. At the performance ceremony at the State Theater, the compos-
er himself acted as the main conductor. The role of Kerem was played by Aydin Gun,
and the role of Asli was performed by Ayhan Alnar (Kolgak, 2005, p. 90).

Conclusions

As a result, Saygun's Kerem opera is one of the different applications of the Sufi
philosophy that brings peace. The suffering of the truth-seeker heralds the coming of
the truth. The way of light is the way of God so that people may be free from pain and
oppression and all evil may be forgotten. To show the unique color, smell, and charac-
ter of Anatolia, the life and customs of the people, Saygun used a lad-magam struc-
ture. For this reason, the writing technique created by the composer to explain the
different moods that Kerem experienced during the development of the subject was
emphasized in the music due to the characteristics of spiritual change. One of the
most important features of Kerem’s opera is his mastery of folklore, music, and oral
values. Folklore is neither a model nor a repertoire to be quoted. In Kerem’s opera, ev-
ery element of folklore and tradition, a universal element, has been elaborated and re-
created with great skill and enthusiasm following the theories and rules of world mu-
sic. Living traditions; can be updated at any time. Societies that have lost their ability
to regenerate will have neither traditional art nor folklore. We have witnessed the anal-
ysis of how enthusiastically and enthusiastically the Kerem opera works on national
values in every dimension of the composer.
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AHAJI3 ONEPU AXMETA AQHAHA CAUT'YHA «KEPEM»
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BakunHcbKka My3u4yHa akaziemisi imeHi Y3eipa lagxunbeiini, baky, AsepbaiigxaH

AHoTauyis

Y cTtaTTi aHanisyeTbcs MysnyHa MoBa onepu AxmeTta ApHaHa CauryHa «Kepem». AxmeTt
ApHaH CairyH HapoauBcsl B nepiog OcMaHCbKOI iMrepil i X)XMB B HOBOCTBOpPEHIN TypeLbKil
Pecny6niui, 6yB 0fHUM i3 3aCHOBHMKIB TypeLbKOl LUKOIM KOMMO3UTOPCTBA Ta «TypeLbKol
n'atipku». KoMnosutop npuainaB 3HayHy YyBary HapoAHiA TBOPYOCTI, HaUiOHaNbHUM
LiHHOCTAM, TOMY Yy NOro TBOpax 3aBXAuW NPUCYTHSA HapoAHa My3uka i ponbkop.

MeTta pocnig)keHHAa — aHani3 cydiicbkux MOTMBIB B cLeHax onepu. [lepeBakHO
NPUAINAETLCS yBara My3udHii ApamaTypriii rapMOHiiHMM acnekTam onepu, ki 6eanocepegHbo
Bifo6paxatoTb TypeLbKuit POonbKIop i My3nYHy KynbTypy 3aranom.

MeToponoria Aocnif)XeHHa nofsirae y po3B’si3aHHi HayKOBO-TEOPETUYHOI Mpo6neMM.
3acTocoBaHO psifi TEOPETUYHUX | aHaNITUYHUX METOZIB, L0 BUAINAKTb MPUHLMN BUKOPUCTAHHSA
NiTepaTypHOro TEKCTy B MYy3UYHUX CLeHaX, siKi MICTATb BWC/IOBK, LLO BigobparkatoTb
B cydi3mi «B033'egHaHHA 3 TBopLeM». [Npy nowyky iHhopMauii BUKOpUCTOBYBaINCA METOAMU
aKCiONOriyHOI KOHUenUil KynbTypu, WO A03BOMUNO BUAIUTU XapaKTepHi 03HaKW TypeLbKol
MY3WKMU.

HaykoBa HOBM3Ha p[ocChif)KeHHA. Breplwe posrnsHyTo Bigo6paXKeHHA penirinHmx
0CO6/IMBOCTEN Ha OCHOBI HAPOAHOI My3UKK, 30KPEMA Ha OCHOBI N1af0BOT CTPYKTYPM | MakaMiB,
aHanisi MiCTUYHUX MOTUBIB OMepu, B MOEAHAHHI 3 Cy4aCHUMU MY3UYHUMU 3aCO6aMU.

BucHoBku. Onepa AxmeTta ApHaHa CainryHa «Kepem» — ofjHe 3 piKiCHUX BMTBOPIB, WO
3acHoBaHe Ha cydiicbkin dinocodii. BigsHayeHo 4iTke Bigo6paXKeHHSI OCHOBHOI AYyMKM
cydiricbkoi dinocodii B «Kepemy, 3riiHO 3 AKOK CTPaXKAaHHS LuyKaya iCTUHWM 3HAMEHYHOTbCSA
NoBepHEHHAM L0 Hel. LLinsax ceiTna — ue wnsx Annaxa. KomnosuTop, Wwo6 nokasaTu YHiKkanbHUi
KonopuTt i xapaktep AHaTonil, No6yT i 3BMYai NIOAEN, BUKOPUCTOBYBAB XapaKTepHy Ans
TYpeubKoi My3WKW NlafioBy Ta PUTMIYHY CTPYKTYypy. B pesynbTaTi AOCRiAXKeHHA MU 6a4ynMmo,
AK B «KepemM» aBTOp 3 eHTy3ia3MOM i 3aXOMNIeHHAM npautoe Ha HaLioHanbHUMM LLiIHHOCTAMM
B YCix acrekrax onepwu.

KnroyoBi cnoBa: onepa; MopanbHa CTPYKTYpa; MICTMKa; MONITOHANbHICTb; OCHOBM
HapOAHOI My3UKMN
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AHHOTaymnsa

B cTaTbe aHanusupyeTca My3blkalbHbli A3bIK onepbl AxMeTa AgHaHa CanryHa «Kepem».
AxmeT AfHaH CaiiryH poauncs B nepuog OcMaHCKol nMmnepun u xaun B TypeLkoi Pecny6nuke,
6bl/1 OQHUM W3 OCHOBAaTeNen TYpeuKon KOMMO3MTOPCKOM LIKOMbl U «Typeukon MnaTepKu».
Komnoautop yaensin 6osblioe BHUMaHUE HapOAHOMY TBOPYECTBY, HALMOHaNbHbIM LIEHHOCTSIM,
Mo3TOMY B €ro Npon3BeAeHUsIX BCeraa npucyTCTBYeT HapoAHas My3blka 1 QonbKIop.

Lienb uccnepoBaHus — aHanns cypuinckmx MOTMBOB B CLieHax onepbl. lNpenmyLlecTBeHHO
yAenseTca BHMMaHWe My3blKalbHON ApaMaTypruM M rapMOHUYHbIM acrnekTam Onepbl,
KOTOPble HaMpsiMyto OTPaXkatoT TypeLKuii hoNbKIOP U My3blKanbHYHO Ky/ibTYpPY B Lie/IOM.

MeToponorus uccnefoBaHUs  3aK/OYaeTCA B PELIeHMM  HayYHO-TEOPETUYECKOW
npo6nembl. TpPUMEHEH psif, TEOPETUYECKMX W aHANUTUYECKUX METOAOB, BblAENSAIOLWMX
MPUHLMM UCMONb30BaHUS IMTepaTypHOro TeKCTa B My3blKasibHbIX CLieHax, KoTopble cogepxar
¢dpasbl, oTpaxatlume B cydusme «BoccoeauHeHne ¢ Teopuom». lNpu noucke nHdopmaumnm
MCMOMb30BaMCb METOAbl aKCUONOMMYECKOW KOHLIEMNLMMN KyNbTYpbl, YTO MO3BOJIMIIO BblAEUTD
XapaKTepHble NPU3HAKN TYPELIKOW My3bIKK.

HayyHas HoBM3Ha uccnepoBaHusi. BnepBble pacCMOTPEHO OTpPa)K€HMe PEeIMrmo3HbIX
0COGEHHOCTEN Ha OCHOBE HapOAHOW My3blKM, B YaCTHOCTU Ha OCHOBE Nafo0BbIX CTPOEHUN
M MaKamMOB, aHanM3e MMUCTUYECKMX MOTMBOB OfMepbl, B COYETAHUM C COBPEMEHHbLIMU
My3blKaslbHbIMWU NPUEMAMW.

BbiBogbl. Onepa AxmeTta ApHaHa CairyHa «Kepem» — OfHO M3 pefKuUX NMpPOu3BeLEHWUMN,
OCHOBaHHbIX Ha cyduickon Gunocobmmn. OTMEUEHO YETKOe OTPaKeHWe OCHOBHOWM MbICAN
cybuinckon ¢unocobun B «Kepem», COrfacHO KOTOPOW CTpajaHus WcKaTenss MCTUHbI
3HaMeHylTCA BO3BpalleHneM K Heid. [yTb cBeTa — aTo MyTb Annaxa. KomnosuTop, 4Tobbl
nokasaTb YHVKalIbHbIN KOJIOPUT U XapakTep AHaToONMK, 6bIT U 06bl4aun Ntofew, NCnonbL3oBan
XapaKTepHYIO TypeLKOn My3sblke NafjoBYlO W PUTMMUYECKYIO CTPYKTypy. B pesynbrate
nccnepfoBaHus Mbl BUAMM, Kak B «KepeM» aBTOp C 9HTY3Ma3MOM U a3apToM paboTaeT Haj
HaLMoHaNbHbIMW LIEHHOCTSAMM BO BCEX acrekTax onepbl.

KnioueBble cnoBa: onepa; MofasibHas CTPYKTYpa; MUCTUKA; MOSIMTOHANIbHOCTb; OCHOBbI
HapOAHOM MY3blKK
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