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Regimes of Historicity and Discourses of Modernity and Identity, 1900- 1945, in East-Central, Southeastern and Northern Europe 
Modernist and Nationalist Discourses in Turkish and Greek Musicology in the first half of the twentieth century 
I. Introduction

In southeastern Europe, beginning with the 19th century, music acquired the status of a cultural indicator which came to be discussed within a matrix of themes that were inherited from Enlightenment and Romanticism. The notion of progress and the attitude which perceived the musics of the western and the non-western peoples along an evolutionary scale brought forth new interpretations of the musical past. At the dawn of the Greek Revolution, ethno-national narratives which legitimized emancipation by claiming that the enslavement of the Greek ethnos was the major reason for its “backwardness” were integrated into a discourse on music which interpreted the periods of the Venetian but especially the Ottoman rule as an impediment to the progress of music, and to its “natural” course of evolution, and moreover, as reasons for its contamination by non-national musical elements and idioms. After the foundation of the Hellenic State, music remained a debated topic at the intersection of the modernity projects and identity discourses. Modern Greeks of the 19th-century legitimized their European identity by proving their cultural continuity with the ancient Greeks while the relationships between the ancient Greek music, contemporary European music and Modern Greek music were reorganized on this basis. All these phenomena went parallel to the itinerary of and the shifts within the national historiography, and were shaped by the political and the cultural dialog of Greece with the West. Coming to the beginning of the 20th-century, we leave behind about six or seven decades in which, the past, the present and the future of the Greek music were shaped and designed at a space where political, moralist and aesthetic discourses overlapped or clashed. The terms of musical continuity from the ancients remained always debated. In Constantinople, the ancient Greek music, the music of the early Christian church, the Byzantine and the post-Byzantine church music were carefully historicized mainly in view of the power politics of the Orthodox Patriarchate. Discussions on the musical heritage of the modern Greeks fertilized each other all through the Greek Diaspora in Europe, Greece, Constantinople and Smyrna. The reciprocity between the Patriarchate and the Greek State in the sense of legitimizing each other’s authority
 gave its fruits at the beginning century, as an offshoot of the Gospel Riots, when the Hellenic public turned to the Patriarchate to take advice about the authentic music tradition of the Greek Orthodox Church. The amount of communication between the Helladic and the Ottoman Greek musicians seems to have increased around this period. The accumulation of several processes in Greece such as the institutionalization of music instruction along European models, the establishment of a Conservatoire, and the performances of its graduates in the Eastern Mediterranean and European cities would turn the interest of the Greek-orthodox public to the Europeanizing quest of the Greek state. Furthermore, another significant process in Greece was the discovery, the redefinition and the organization of the folk poetry and music under the discipline of laography which was formed along national principles. In the following pages, we will see the precipitation of all these processes and their interaction with the representatives of the compositional schools that were prevailing in East-central and Northern Europe which synthesized the ideal of attaining a universal music based on indigenous and local music idioms. 
    If the Greek nationalism is dated to the end of the 18th- beginning of the 19th century, the Turkish nationalism seems to be quite a latecomer, since one should date it in the last three decades of the 19th century. Historians who concentrate on the ideology of the Ottoman Turkish ruling bureaucratic and military elites in the 19th-century generally start their research with the intellectual tradition of the Young Ottomans and their criticism of the Tanzimat.
 İ. Ortaylı saw the Young Ottomans as the forerunners of an intellectual tradition who brought the discussion about the West to the intellectual life and discussed the need for change regarding the Ottoman institutions.
 E. Zürcher took them as a group of intellectuals inspired by liberalism and nationalism who tried to make these ideas compatible with Islam and hence more acceptable to a Muslim public.
 The accepted view among the scholars considers a continuity from the Young Ottomans to the Young Turks. Şerif Mardin dealt with the political thought of the Young Turks as the product of a change in the whole communication structure and the symbolic mechanism (culture) of the society, rather than the intellectual product of a social class or as an imported ideological package.
 For scholars who strived to understand the political experience of the Young Turks and the Committee of Union and Progress, among others the following question rose to prominence: when did the Young Turks begin to adhere to Turkish nationalism? In one his works, claiming that the CUP’s appeal to Turkism went much earlier than the Balkan Wars, Ş. Hanioğlu asserted that “the Turkish nationalist ideas were widespread in the Unionist propagations of the period until 1907 where the term ‘Turk’ had replaced the term ‘Ottoman’”.
 In an earlier work, he had written that “what the Unionists could not realise before the 1902 Congress was the formation of proto-nationalist ideas in the periphery and that Islam began to carry such meanings”.
     Regarding the increasing role of faith in endowing the Muslims of the Empire feelings of collective identity, K. Karpat dated it to some time in the late 19th-century. He focused on the social and economic transformation as the context of the rise of nationalisms and treated the issue in a wide time-span. Some important points of his argument can be summed up as follows. Karpat says, while until the 18th century, the government elites were not identified with any of the ethnic, linguistic, racial or economic groups but with the state, or the dynasty-throne; in 18th century a series of new elites began to emerge and searched for support among the masses through religious and ethnic national identification, which was then followed by Ottoman government elites to identify themselves with the Muslim masses.
 Then, regarding the Islam and its political meaning in the late 19th-century, he writes, “early in the nineteenth century for Christians, and late in the same century for Muslims, faith as an individual religious commitment increasingly coincided with faith as a form of political identification and a means of integration into a new form of political organization.”
 
    Until now, we tried to sketch a historical background for the music debates in the Ottoman Empire, which will be discussed in the following pages, by outlining the processes of, on the one hand,  modernization and secularization and on the other, politicization of the millets and the increasing role of religion in the definition and the shaping of cultural identities.      
II. Methodology 
A study of the musical concepts and the discourses in Turkish and Greek musicology (musicology is used here both as the academic discipline and the non-academic context) imposes one to go constantly between various methodologically different modes of comparative approach. The recent discussions in France and Germany about transnational history writing
 brought forth different methods e.g. histoire comparée, history of transfer, histoire croisée, entangled histories. Compared histories approach assumes a separation between two objects of study, places each object into its context and compares them as different units. The three other approaches tend to see the units of comparison as deriving from one and the same context of interrelations, as “one web of entanglements, one “Zusammenhang” of Verflechtungen and relations”.
 All of these four approaches are committed to challenge the established history writing at the scale of the nation-state. For instance, one of the proponents of the history of tranfers, M. Espagne embarked on writing the history of the Franco-German cultural transfer, heralding a new type of historiography based on the rediscovery of the «multiple imbrications» hidden by singular identities.
 Three years ago, M. Werner and B. Zimmermann wrote an article in which they promoted histoire croisée as a method superior to histoire comparée and history of transfer
 due to its dynamic approach toward the intercrossings between the objects under study and also due to its inherent qualities which overcame the lack of reflexivity which the authors saw in other approaches. These superior qualities of histoire croisée were mainly the principles of making continual readjustments in the course of empirical investigation and the procedures for historicization.  
    When we look at the recent scholarship in Ottoman Studies and modern Greek Studies numerous historians are trying to break free from the models of history imposed by Western scholarship. The nationalist movements that emerged in the 19th-century in the Balkans began to be seen not as a result of impulses that came with the French Revolution but as a result of the social and economic transformations within the Empire. Besides, drawing attention to the reciprocality of the nationalisms, the rising nationalisms and the new nationalist practices of the Ottoman state began to be seen as processes which were actually feeding into each other.
 So, in a way not very far from the comparative approaches that we saw, certain historians who offered to look at the Ottoman Empire through the prism of post-colonial criticism, attempted to write the history of the non-Muslim and non-Turkish ethnic-religious groups (specificly, the Arab Muslims, Greek-orthodox millet) in an “entangled” context, reconceptualizing their relations with the Muslim-Turkish governing power as “colonial”.

     In our analysis, we will use different modes of comparative method combining it with an analysis of concepts and terms.
 More specificly, we will focus on the entangled development of music terminology and on the emerging topics of debate or concepts taking them as ‘transfer,’ as well as seperating the two units (Greek and Turkish discourses) and deepening our analysis into the specific history and context of each. The last point is important because the two musical discourses had also their own contexts and there were certain topics of debate which emerged only in one while it was totally irrelevant to the other. For instance, ethnicist approaches which became dominant especially in the 20th-century tried to prove that the Turkish music did not have any kinship with the Arab, Persian, ancient Greek and Byzantine musics
, while unlike in the Greek case, an issue of relationship with the ancient Jewish music – which came up in the Greek musical discussions regarding the chants of the early christian church- never came on the agenda. 
     Drawing on the precaution of Quentin Skinner about taking ideas, concepts or doctrines as appropriate units of historical investigation,
 we will focus on the immediate intentions of the actors (musicians and intellectuals who make statements in their texts) and the immediate context in which a text or a debate is embedded. Hence, when we analyse texts on music, the guiding question of our methodology will be, which meaning could a term or a statement bear in the mind of the contemporaries of the author.
 For instance, can an author who uses the term ‘Turkish music’ before the turn of the century, be invoking the meaning of ethnicity? Remembering again Skinner’s approach, we must look for the answers of two separate questions: first, was it the intention of the author to evoke such a meaning? Second, was that meaning available to him and to his contemporaries at that time? (what Skinner says convention). I. Hampshire-Monk’s article brilliantly demonstrated the contrasts between the methodology of the Anglophone contextualists, Skinner and Pocock, and that of the conceptual history (Begriffsgeschichte) saying that the former not only stress the linguistic constitution of political reality, but see concepts as necessarily taking their meaning from specific patterns of discourse.
 Furthermore, as the basic difference between the two approaches, Hampshire-Monk noted that the diachronic analysis of Skinner and Pocock operates primarily at the language/discourse level, while the representative of Begriffsgeschichte R. Koselleck is concerned with the relationship between the linguistic / conceptual and the social/material domains.
    
III. Concepts of temporality: decline, allochronism, temporal lag and modernization 
    Echoing A. Liakos’ contention that Modern Greek historiography was formed on the borders of the European canon and developed in a way in which it was expected to measure itself against the major concepts and the landmarks of European history,
 musicologist K. Romanou suggests that the history of the Modern Greek music was written in the periphery of the West: 
The Modern Greek music culture draws our attention as being in the periphery or at the margins of the western culture; the problems and the findings which are formulated during the investigation of this role, unavoidably reveal the viewpoint of the western musician regarding this particular culture. This viewpoint designates the concepts of acme and decline – based on an aesthetic which has crystallized from the knowledge of the western music and its history – and identifies the historicity of this or that sector and sort of music.

    As I mentioned during my introductory remarks, around the turn of the 19th century, the concept of the decline of music was interwoven within the revolutionary political discourse of Enlightenment. For obvious reasons, this motif remained dominant in the Greek national discourse on music. R. Koselleck notes that Enlightenment brought forth a new reflection on the criteria of historical time. The new reflection level was identified with the employment of two central time categories: the “neuer Zeit” (modern time) and “progress”. Furthermore, according to Koselleck, the novelty in this concept is that it is not a retrospective concept but emerges from the present which points at an open future.
 In 1864, in the prologue of his book on music theory, the Lambadarios of the Great Church Stephanos wrote that with his book, he hoped to “satisfy the desires of those, who with the present national progress and improvement which is visible everywhere in [our] Genos, want to see the divine art of Damascene’s torch taking its due place among other fine arts”.
 Here, the affirmation that some progress had taken place and at the same time, the hope for more progress should be seen in the context of the material and educational improvement of the non-Muslims in the Ottoman Empire especially after the 1856 Reform Edict. Concepts of “progress” and “decline” are like different sides of the same coin. 
     Synchronous with the advent of the consciousness for a new temporality, an excessive concern about the decline of music began to appear in various texts written by the Ottoman Greek and Turkish musicians. There are very interesting musical narratives which came down to the 19th century through the chronicles of the previous centuries which reflect a nostalgic look toward the court musician of the former centuries who enjoyed a much greater rewarding from the Sultan. Modernization, and the introduction of the western music had altered the social relationships on which the production of music was based. Second, the anxieties of the Ottoman musicians about the decline of their music in comparison with the Western music, reflected in fact a deeper concern which was at the core of the modernization attempts by the Ottoman state elite who believed that the military power of the Ottoman Empire declined in the last two centuries due to the fact that it could not compete with the technical development of Europe. From a third and purely musical aspect, the concept of ‘decline’ was related to the concern about preserving the ‘authentic’ form of the practiced music and to the realisation that it could not have been achieved mainly due to the lack or the insufficiency of the written methods. Beginning from the 1860s, the idea of decline in the Greek-orthodox ecclesiastical music - not only in liturgical books, but also in any writing which dealt with the ecclesiastical music - became a frequent topos. This was related to an increasing criticism among the church musicians regarding Archbishop Chrysanthos’ new notation which was in use since 1814.
 The contemporaries of the “music revolution” who were active in chanting in the three decades that followed the introduction of the new system could still transcribe the ecclesiastical chants from the old into the new notation. However, in the 1860s, the daily reality felt among the Greek-orthodox musicians was that the music teachers who knew the pre-New method notation were passing away one after another. 

    At the end of the nineteenth century, the Turkish musician Ali Rıfat Çağatay (1869- 1935),
 echoing the Greek musicians, wrote that despite its former ampleness, the oriental music waned due to the negligence of the theory of the science of music.
 He continued, another reason for the decline of the oriental music was a long-lasting insistence on oral methods in the transmission of the music, instead of using notation. As we see, the systematization of music theory and the preservation of the music repertoire in written records were shared concerns among the Greek and the Turkish musicians, and no doubt also for the practitioners of other musics which were outside the core of the European art music. Furthermore, it was not a coincidence that Ali Rıfat mentioned the contribution of mathematics to the progress of music in the last centuries. Figures and calculations of ratios of chord lengths which gave this or that tone interval were filling the columns of the newspapers like Tahidromos, Neologos and İkdam. The abundant use of figures were materializing a discourse of progress, while at the same time making their authors seem objective and their work scientific. Even, sometimes the figures and calculations which were totally incomprehensible by the public could be a ground for discussion or exchange between the Greek and Turkish musicians. In the Turkish periodical Malumat, Ebu Refi Kazım (1872- 1938)
 mentioned the research and the measurements of the Greek musician Nikolaos Paganas (1844- 1907) with praise and published the values that Paganas found for the chord lengths which gave the sounds of the European instruments, saying that the differences of these lengths complied with his own findings.
 We do not know if N. Paganas and Kazım Bey knew each other personally (perhaps Kazım Bey audited the lectures in the EMS of which Paganas was a member). It is more probable to assume that Kazım Bey read the series of articles that Paganas published in the Greek newspaper Tahidromos in 1899. Obviously, their dialogue continued, because two months after Kazım’s article in Malumat, Paganas published an article in Nea Efimeris with the title “Treatise of N. Pagana about the theories of musicologist Kazım Bey”.
  
     As much as the concept of ‘decline’ marks the temporal consciousness of the non-western musician, an attribution of allochronism (living in another time) to the non-westerner (or to the non-western musician) is a remarkable feature of the 19th and 20th century western musician. M. Todorova brought up the concept of ‘chronic allochronism’, in the sense that the non-westerner lives in another time, as a postulation of a discourse which sees the nationalisms of the non-western nations as “later” or not organically appropriate for the context.
 It would not be wrong to see the concept of ‘chronic allochronism’ in alliance with the orientalist discourse. As an example to the latter regarding the music of the ‘oriental’, we should remember Racy’s note on the Arab Music Congress in Cairo (1932) about the conflicting views of the Middle Eastern and European intellectuals and the conservatism of the latter about the preservation of the authentic Arab music.
 Furthermore, again what we might take as a sign of allochronism, much of the 19th-century western music scholarship on the Arab and Turkish music, was based on the use of the written sources from the 9th-14th centuries, rather than listening to the contemporary music itself.

     In fact, allochronism is not just a status attributed to the non-westerner by the westerner. It is mirrored as a temporal conception through which the non-westerner sees himself in a situation of temporal lag with the “civilized” western world.  Ziya Gökalp, the influential intellectual and ideologue of the early Turkish Republic, translated the concept ‘modernization’ as muasırlaşmak (being contemporary with modern civilization).
 Regarding music, the development of the polyphony in Western Europe was taken as a yardstick of being contemporary while the monophonic eastern music was seen as backward. Gökalp saw the human culture as a synthesis of a national culture and an international civilisation,
 hence, the new Turkish music was designed to emerge from the fusion of the authentic folk music and the methods of the western music. Turkish republican elites became committed to the implementation of the synthesis of folk music and the European polyphony which they thought could be achieved in the time-span of one or two decades. Regarding the Greeks, the “temporal lag” was not only with respect to the western nations but also with respect to their ancestors, the ancient Greeks. Every moralist argument was being supported with the view that the contemporary Greeks could not match their ancestors. C. Tsoukalas cogently notes that the perception of the elemental course of time seems to be paradoxically inverted: the remote past [ancient Greece] was seen as more compatible with the oncoming future than the actual present.
   
IV. Nationalist discourses on music: transfer of concepts in the Greek and Turkish musical debates  

One of the remarkable features of the Greek and the Turkish musical discourses in the period under study, is a common reference to the correlation between music and language. The idea that music, like the language, constituted a major cultural characteristic of a people, was a repeated theme in German and Slav nationalisms. Methodologically, approaches which prescribe the tracing of an idea, with conceptual tools i.e. ‘influence’ or ‘import’ are highly unfruitful. Besides, they are as vague as the concept of “Western influence” with which the intellectual histories of the non-Western countries have been studied until now. J. Strauss’ study influentially showed that concerning the 19th-century Ottoman intellectual history, one can speak about an original and specificly Greek contribution to the shaping of new ideas among the Turks.
 Strauss himself drew attention to the close ties and connections which existed between many members of the Ottoman intellectual elite and Greeks due to ethnic origins, matrimonial links, professional contacts or training in Greek schools. Highly interesting for our study is his observation about Şemseddin Sami’s (1850- 1904) ideas on Turkish language. In the previous section, we noted that the theme of decline in music appeared both in the Greek and the Turkish musical discourses. Strauss writes: 

Many of the ideas cherished by Şemseddin Sami have parallels in the language debate among the Greeks: for example the idea of the decline and corruption (inhitat, tedenni) in a language which has to be stopped; or the necessity of purifying (tathîr, tasfiye) the language by eliminating its “foreign” – in the case of Turkish: Arabic and Persian – elements.
     
In 1895, Turkish musician Ali Rıfat (Çağatay) began to publish a treatise entitled Fenn-i Musıki Nazariyatı (Theory of the Science of Music) in the periodical Malumat. The first chapter was about the relationship between poetry and music. Ali Rıfat stressed that music was subject to the rules and regulations of the language and literature of each people. Emphasizing the difference between the eastern and western literature, he wrote, if we seek to improve our music by altering its old style (tarz-ı kadîm), that is, by intermingling it with alafranga and hence making it mixed (mahlût), we destroy the rules that the honorable ancestors (eslâf-ı kirâm) established with utmost care.
 At first glance, we recognize various tropes from the Greek context, old style (palio ifos), ‘mixed’, the idea that music was overtaken from the ancestors who established its rules. Coming back to the music-language relationship, we should remember that in 1870s, at the peak of the heated debates on the music reform in Athens, musician archbishop E. Thereianos but others too, had rejected the attempts of harmonization of the Greek ecclesiastical chants by an Austrian musician (Randhartinger) with the argument that the European musicians did not know the Greek language and the prosody and pronounciation of the Greek words, hence their compositions had flaws regarding the rhythm.

      Another theme which runs through Ali Rıfat’s essay was the discord between the lyrics and the music of the contemporary compositions. This theme was repeated also in various articles in the same periodical. In fact, the series of articles on music in Malumat emerged as a continuation of a discussion on the old and new forms in literature and the issue of meter in poetry. In the same years, also the Greek-orthodox musicians of Constantinople were debating the poetic and musical rhythm of the ecclesiastical chants. In the period 1899- 1902 out of 24 music lectures that the ‘Ecclesiastical Music Society’ published, 9 were directly dealing with the topic of rhythm in the church and the lay music, and many of the others were one way or another tackling this issue. Moreover, a special commitee composed of seven musicians was appointed to the study and the clarification of the “rhythm question”. The issue of the rhythm of the ecclesiastical chants invoked the topic of the poetic meter of the hymnography of the eastern church which had already received some interest among the European scholars since the late 1860s, especially by the French Catholic priest Pitra and the German professor of Greek and Latin philology Wilhelm Christ, and began to be studied by Greek intellectuals like Matheos Paranikas and Panagiotis Koupitoris. According to the concensus, towards the end of fourth century, the ancient meter which was based on the length of the syllables was replaced by the tonic rhythm that designed the qualities of the syllables having equal lengths and a single accent. Throughout the nineteenth century, Greek-orthodox church musicians were repeating the theme that after the conquest of Constantinople, in church hymnography while the poetic form dwindled the prose came to dominate as a sign of decadence. The delayed institutionalization of the Byzantine studies in Europe is well known. Yet, after the turn of the century, significant studies in the field of Byzantine literature and music appeared. In the lectures on rhythm in the EMS, the German Byzantinologist Karl Krumbacher was especially celebrated due to his engagement in restoring the old poetic forms into the church hymnography. 
     In the rest of this section, I will deal with how the naming of music and the usage of varying terms i.e. ilm-i musıki(science of music), ‘oriental music’, ‘à la Turca music’, ‘ince saz music’
(chamber music), ‘Ottoman music’ and ‘Turkish music’ for the traditional modal music took shape in the period 1890–1930. Rather than a thorough analysis of the evolution of music terminology, I will try to give some insight by bringing forth some examples which will help us to situate the naming of music within the issues of modernization and the nationalized space of the end of the Empire. I will deal with the changing contents of the terms, as well as with the shifting usage of terms by certain musicians. For now, I will restrict my analysis only to terminology in the Turkish context.
 
    At the turn of the century, Ottoman Turkish musicians were using numerous terms in order to refer to the traditional makam music. The term ilm-i musıki(science of music) was the term which was used in the book of the Moldovian Prince Dimitri Kantemir who wrote down some of the late 17th-early 18th century repertoire in his famous work.
 The term a la Turca which denoted an opposition with the contemporary European music which was named as a la Franca, was a frequently used term all through the period under study. From the few sources that I read until now, it seems that the term ‘musıki-i Osmani’ (Ottoman music) had a short term of use, somewhat between the late 1890s till the first decade of the 20th century. For instance, the previously mentioned musician Kazım Bey used this term in his articles on music theory which were published in Malumat in 1900. Also, the prominent Turkish musicologist Rauf Yekta (1871- 1935) used it in the years 1898- 1900, until he began to use systematically the terms ‘oriental music’ and ‘Turkish music’. However, I think the context of the clashing national discourses conditioned both the Greek-orthodox and the muslim Turkish musicians to come to terms with the content of the concept musıki-i Osmani (Ottoman music). In 1899, Rauf Yekta published an article in İkdam in which he wrote that musıki-i Osmani (Ottoman music) and the ecclesiastical music of the Romioi were born from the same source and were based on the same theory, and he added that the outward appearance of a separation between the two was only a matter of the difference between their modes of conduct.
 Furthermore, he supported his argument saying that “among our Romioi citizens, in the old times there were ones who had works both inside and outside the church” and showed the “priest” Zaharya and Andrea who was a tanbur player at the court of Süleyman the Magnificent. R. Yekta’s article was translated by Apostolos Fotiadis and published in the Greek newspaper Nea Efimeris. Some months later, the Greek musician Georgios Pachtikos (1869-1916) wrote an article in Ecclesiastical Truth rejecting the view that the ecclesiastical chants were composed with the modes of the Ottoman music, and he said that one and the same scale produced different melodies in different nations, and stressed that the history of the Ottoman music should be written and the relationship betwen the two traditions should be clarified.
 In the following years, even though he seems to have dropped the term ‘Ottoman music’, Yekta did not change his opinion about the Greek-orthodox ecclesiastical music. In a footnote in his monograph “La Musique Turque,” he wrote that in 1905, upon his appeal Patriarch Joachim appointed the First-cantor of the Patriarchate Iakovos Nafpliotis to teach him the ecclesiastical music. Yekta said that during his continuous lessons at the Patriarchate for one year, he concluded that “this music is no other than what is called oriental music”.

    D. Kushner says that in the music debates of the 1890s, journalist Ahmed Midhat and musician Salih Zeki advanced the concept of the ‘oriental music’, which they saw to be shared by the Muslim peoples of the East.
 However, the term ‘oriental music’ was an old term which the European travellers of the previous centuries, especially the French used for the common music of the eastern peoples. Perhaps, the usage of the term ‘oriental music’ had a strategic dimension, too. Through their use of the term, the Ottoman intellectuals and musicians were situating their music into the glorious tradition of the ancient Greek, Arab, and Persian musicians. Rauf Yekta, in his articles which were published in La Revue Musicale
 in 1907 and in his long monograph entitled “La Musique Turque” which was published in 1921 in Encyclopédie de la Musique edited by Albert Lavingac,
 used both the terms ‘oriental music’ and ‘Turkish music’. As he himself noted, with the term ‘oriental music’, he was especially referring to the musics of the Arabs, Persians and Turks which according to him, shared the same music theory (meaning the same tonal system, the same basic scale, and the same number and values of the natural and the half tones in makam practice of each) but had differences of manner and style in practice.
 In the period of late 1890s-1920s, Ottoman musicians like Rauf Yekta and Salih Zeki were occupied with theoretical issues e.g. the basic scale or the similarities between the Ottoman/Turkish makam scales and the scales of the European music. Especially, Salih Zeki seems to have a role in introducing the 24- interval system of the Syrian historian and musician Mihail Meşakka to the music debates. Perhaps, the discourse on a common theoretical back ground was legitimizing the borrowing of Meshakka’s system by the Turkish musicians. Even though we can not elaborate more on this topic now, some general remarks on the present theory of Turkish music are necessary. The present music theory emerged as a synthesis of various transfers and inventions: these were the adoption of the ancient Greek ‘tetrachord’ concept as the basic principle in the formation of makam scales, the establishment of the division of the octave into 24 units as derived from Mihail Meşakka’s music theory, the usage of the concept of seyir (progression), which was established since the 16th-century in the Ottoman music, as one of the dominant defining concepts of a makam, and the invention of certain musical concepts analogous to the European music. 

     Coming back to the terms, the supporters of the rising Turkist movement were satisfied neither with the term ‘oriental music’ nor with the music that it refered to. According to Necip Asım (1861–1935), music was a national creation. Echoing the linguistic and the musical projects of the nationalist movements in East-Central and Northern Europe, he encouraged the use of ancient Turkish meters in poetry and advanced the view that Turkish melodies were not applicable to Arabic meters. Furthermore, he appealed to the editor of Malumat for the publication of shepherd songs, old folk songs, and the works of the bards and local poets.
 

V. Different trajectories to ‘national music’: Pachtikos, Kalomiris and Saygun   
The concept of ‘national school’ which is generally used by historians of music when they refer to Russian, Czech, Hungarian and Scandinavian art musics bears itself the sense of being peripheral to the European canon. Musicologist C. Dahlhaus noted: “the very expression implies, tacitly but unmistakably, that ‘national’ is an alternative to ‘universal’ and that ‘universality’ is the prerogative of the ‘central’ musical nations. The term ‘national school’ is a covert admission that the phenomenon it describes is peripheral”.
 In Turkey, the proponents of creating a national art music in the framework of the western musical language did not challenge the ‘universality’ of the European canon. On the other hand, especially in the totally divided music atmosphere of the early Republic, the supporters of the traditional makam music tried to challenge it. We will return back to this issue in the following pages.    
     In Northern and East-Central European countries, the search for particular idioms in music which reflect the “authentic” character of the nation, developed in the vicinity of the processes in which romantic nationalism inspired the collection of folk epics and poetry which were then used in the creation of a written language. In Finland, the publication of the first edition of the collection of epic folk poetry the Kalevala in 1835 by Lönnroth inspired the spirit of nationalism in many fields, i.e. music, painting, architecture.
 Rainer Knapas noted the existence of common themes in the Finnish composer J. Sibelius’ works and in Finnish poetry and visual arts: a national historicism and romanticism, Finnish Kalevala mythology and symbolism, descriptions of nature, classical subjects and a political commitment aimed at the domestic public.
 In Northern Europe, musicians who emphasized the national character in music were also engaged with movements aspiring for linguistic emancipation. S. Kleiberg sees parallels between the Norwegian composer David Monrad Johansen’s argument for the formation of a national music language and the New Norwegian linguistic movement which claimed that the creation of a written Norwegian language could only be achieved by comparing Norwegian dialects, finding as many common points as possible, and by establishing a grammar from this basis.
 In this section, we will try to look at the formation of similar musical processes in the Greek and the Turkish cases analysing them in a comparative perspective with also the Northern and Central European examples. In the 20th century, new modes of musical composition which were inspired by folklorism and modernism emerged in Greece and Turkey in conjunction with processes of ethnic homogenization, and political and economic modernization. 
    One of the significant figures in the music circles of Constantinople and Athens at the turn of the century, Georgios Pachtikos (1869- 1916), music teacher, folk-song collector and publisher of the periodical Mousiki, was the propagator of the idea that the Greeks had unexhausted musical treasures in their religious music and their folk songs, and that reforming and improving these two elements could be a starting point for the creation of a prototype musical language proper to the Greek nation.
 Pachtikos’ intellectual biography provides us with the portrait of an activist committed to the project of demonstrating the unity and the continuity of the Greek culture through the collection and studying of folksongs. Pachtikos’ approach to folklore was shaped by the ideas of Nikolaos Politis who baptised and institutionalized the discipline of laography at the University of Athens. M. Herzfeld noted that the “doctrine of survivals” of Politis which was inspired by the English anthropologist Edward B. Tylor, depended on a reading “survivalism” not as a theory of societal progression which encompassed the fossils of a primitive stage but as a static doctrine of cultural continuity.
 Despite its errors, Pachtikos’ voluminous folksong collection
 (1905) is still considered to be a milestone for the study of the traditional Greek music. M. Dragoumis states its significance which owes to the fact that it comprised songs from a very broad geography where the Greek language was spoken, e.g. Cappadocia, Pontos, Epirus, Macedonia, Thrace and Cyprus, and also it was devoted only to the rural demotic music, unlike certain preceding song anthologies which did not make a separation between urban and rural songs.
 In the prologue of his folksong collection, Pachtikos used the term “musical archaeology” for his research and work, and added that with his folksong collection, he aimed to prove that “the ancient music is not, as generally believed, dead but living in the songs of the Greek people, at least as much as it was allowed by the long and dark years”.

    In every part of Europe, discourses which were advocating the discovery and the cultivation of the ‘authentic’ music of a nation and the romantic reconstruction of the past through music, affiliated themselves easily with Wagner’s music. For instance, the Finnish musician Jean Sibelius composed his opera The Building of the Boat starting from the ancient Finnish runos, inspired by Wagner’s use of German mythology in his musical dramas.
 In southeast Europe and east Mediterranean regions, the prevalent genre musical theatre was mostly dominated by the aesthetics of the Italian opera and the French operetta. The most famous Greek musician of the time, Spyros Samaras had international fame and his opera compositions were in the style of Italian opera. Also we have to mention that certain Ottoman composers were blending the local musical idioms with Italian and French opera music. Pachtikos’ admiration for Wagner is obvious from the numerous articles he published about the composer in the music periodical Mousiki. In one of these, the author placed the popular contemporary composers like Mascagni and Puccini in the same camp with the realists and pragmatists in modern philology, and declared that Wagner was the first musician who could enter deeply into the modern spirit and establish music, not any more as a means of entertainment but as the true language of the soul.
 Elsewhere, Pachtikos celebrates Wagner as the greatest musician of the civilized world, and projects him as an ideal composer who creates a musical work by combining the poet and the musician in himself.
 Not surprisingly, Wagner’s manifest admiration for the ancient Greek theatre was also present in various articles that focused on the composer. 
     About ten years before he started the publication of Mousiki, Pachtikos himself had drawn the attention of the Athenian public with his choral compositions for an ancient Greek drama which was awarded by the newly founded Society for the Instruction of Ancient Dramas. This fresh interest for the ancient Greek music had to do with the excavations of the French Archaeological Society of Athens in Delphi in 1893, during which two hymns composed for Apollo were found. Both the French musicologist Theodore Reinach who gave a speech about the excavated hymns at the Association for the Encouragement of Greek Studies in Paris and Greek scholars like Georgios Mistriotis Professor of Philology at the University of Athens believed that the lost music of the ancient dramas could be reconstituted through a studying of the poetic meter in their surviving texts. A musical analysis of Pachtikos’ composition is beyond our scope, yet the remarks of Wilhelm Barth, the art critic of the ancient drama contest, may give us an idea about Pachtikos’ musical strengths and weaknesses, and his compositional preferences. In his report on the choral composition of Pachtikos for ‘Iphigeneia in Tauris’ of Euripides, Barth noted that regarding the prosody and the rhythm of the ancient text, Pachtikos reproduced the character of the ancient rhythm with success and accomodated it with the analogous movements of the psychological mood and the various meanings of the tragedy. Barth also drew attention to the varied usage of clearly Greek scales, and said that Pachtikos did not hesitate to sacrifice the strict harmonic polyphony for the requirements of the pure Greek scales.
 Notwithstanding the fact that Pachtikos’ engagement with the reconstruction of the ancient drama found some supporters in Constantinople, it seems to have been evaluated by some as an uninspired artistic endeavour. For instance, the national composer par excellence of Greece, Manolis Kalomiris (1883-1962) wrote in his memoirs: “Perhaps the abomination that I feel, even today, when think about composing music for ancient drama owes to the scholastic efforts of Pachtikos to compose music for ancient Greek tragedies”.
 
    K. Romanou claimed that in the second decade of the 20th century, most of the individuals and institutions which had appeared in the previous period as the leaders of the music movement were marginalized. After this rupture, she noted that individuals, as well as problems were more directly introduced from western Europe and that candidates for the creation of the “national music” were considered only the musicians who had a complete education of the western music, preferably in the West.
 The last point is also valid for the modernist music project of early Turkish Republic. The future national composers were chosen among young musicians and sent for a music education in European centers, i.e. Vienna, Paris, Berlin or Prag. The Greek composer Manolis Kalomiris received a music education in Vienna in 1901- 1906. He openly supported the demoticist movement and was projected by the demoticist journal Nouma as the composer who could do what Palamas achieved in Greek poetry. In his memoirs, M. Kalomiris reveals his admiration for the Russian composer Rimsky Korsakov’s work Scheherazade. His notes upon his first hearing of the work in Vienna indicate that Kalomiris took a distance from the extreme modernist approaches of his time: 

[Regarding Scheherazade]The musical luminance of the work, its sacred and spontaneous melodic inspiration, its so admirable technique and original harmony, its bright and transparent orchestration and its entirely new poetic architecture! 

Far from the modernist attempts of my contemporaries which I had known till then, filled with counterpoint, dissonants and philosophies totally devoid from real musical ideas and poetic inspiration.
 
    According to Kalomiris, the new Russian composers achieved universality, that is they were not only appreciated by their own public, but by every individual from all peoples and races. The following remarks indicate that he aspired for creating a national music which necessarily meant moving away from the core-European traditions. His appreciation for the Russian and Norwegian composers is clear. In 1910, in his article in Nouma he wrote that “[our] demotic music is outside the tonic circle of the Italian, French, German and Danish musics, like the Norwegian and the Russian demotic music… at least for me, a Norwegian song reminds me more of our national music than ten Italian operas”.
 
    In Greece, in the first decade of the 20th century, the cultural question and the social question converged. The movement of demoticism favoured the Romeic image of Greekness which found itself in opposition with the supporters of the Hellenic image who felt inner ties to the West. K. Romanou noted that in the works of the Russian composers, the West represented progress introduced by ruling classes, but not assimilated by the people. She also claimed that Kalomiris understood the political implications of the demoticist movement through the Russian music, and interpreting the connections between Korsakov’s opera Golden Cockerel (first performance in 1909) and Kalomiris’ unfinished opera Mavrianos and the King 1909-1910 and his famous opera The Mother’s Ring (1917), she showed that Kalomiris drew an eastern image of Greeks, who were free from both the Hellenic tradition and Western materialistic culture. She brilliantly noted that Kalomiris, under Rimsky Korsakov’s and Palamas’ influence, in this opera, did not “identify Greek nationality with the use of folk or folkish tunes (as he will do very often in subsequent works), but with a western concept of The Orient”.
 In the interwar years, the modernist tendencies in the Greek art, especially literature, associated themselves with the demoticist movement. In the future steps of the project, the relationships between Manolis Kalomiris’ later works and the modernist approaches of the so-called generation of the 30s regarding the issues of cultural continuity and tradition will be dealt with.
 
    Coming to Turkey, notwithstanding the fact that the military music of the Ottoman Empire was westernized already in the 19th century, it is well known that the institutionalization of the European music was achieved through the heavy-handed cultural policy of the early Turkish Republic. The Republican elite promoted the education and the dissemination of the western music at the expense of the traditional Ottoman music.
 A well known instance of this attitude was the government ban on the broadcasting of à la Turca music in the Turkish Radio in 1934. In this perspective, the Turkish composers who are the representatives of the modern Turkish ‘national music’ have been seen, first and foremost, as the mouthpieces of the official ideology. Yet, the state institutions and the official ideology which shaped the art policies and the cultural life were not always consistent and harmonious.
 However, we should also note the political context of the 1920s and 30s. Especially, during the 1930s, inspired by ethnic nationalism and racial anthropology; the projects of ethnic homogenization and nation-building were advanced through specific discourses on language, history
 and music. The Turkish composer Adnan Saygun’s (1907- 1991) thesis on pentatonism echoes similar theories on the origins and the development of the Turkish language. In the future, we will look at different aspects of Saygun’s work, not only his musical work but also his writings in ethnomusicology and also try to investigate his response to the modernist movements in Europe and his affiliation with the Hungarian composer Bartok’s ideas and works. 
      I think one of the feats of the comparative approach is that we can transfer a question that emerges in one context, to the other unit of comparison. We had mentioned briefly that the progressivist Greek intellectuals and artists of the interwar years saw their glorious history as a burden in the present for further progress, and in their artistic products they synchronized the high and the low tradition. In Turkey, the treatment of the high and low traditions was not similar. In the 1920s and 30s, the official approach to music tradition was to separate the urban art music which was stigmatized as the music of the Ottoman upper classes, from the rural folk music which was advanced as the authentic Turkish music. 
      As another issue, both the Turkish and Greek intellectual discourses problematized the ‘oriental identity’. Yet, the problem of cultural continuity in the Greek case was circumvented by the historical narrative of Hellenization of the East. So, whatever cultural idiom or element the Greeks borrowed from the ‘Asians’ or ‘easterners’ were originally theirs. Perhaps, the official history theses of the 1930s which designated Turks as the founders of the ancient civilizations in Anatolia was built on a similar problematic.

VI. Conclusion 
In this essay, I tried to compare various concepts, themes and discourses that emerged in Greek and Turkish music debates between the late 1890s and 1930s. Modernization and nationalization processes were analytically separated into two problematics. The first was dealt with through analysing and comparing the emerging conceptualizations of temporality in and after the 19th century. While the second was studied by focusing on identity discourses and cultural nation-building. We should note once more that the notion of ‘national music’ underlines the peripheral position of the Greek and Turkish polyphonic musics with the respect to the European canon, and connects to the issue of perceptions of temporality. The main methodological problem was the difficulty in shifting between micro- and macro-scale analysis, and in finding a balance between comparing and deepening in the analysis of the units of comparison. Nevertheless, I tried to bring a new approach to the studying of the Greek and Turkish music fields, by hinting at common or similar topics of discussion. Further research is needed on, among many other unfinished themes of this essay, the Greek composer M. Kalomiris and the so-called generation of the 30s in Greece. Also, the social and aesthetic concerns of the same generation of intellectuals in Turkey should be analysed, as well as the works of the Turkish musicologists and composers, and particularly of A. Saygun.   
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