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Editorden/Editorial
Klasik Kiiltiirlerde Miizik ve Toplum

Yirmini yiizyilin taminnus bir miizikologu miizik filolojisi konulu kitabina iki alintryla baslar. ilki
kompozisyon profesorii olan birinin “dgrencilerimin gegmisin dilini grenmeye ihtiyaci yok; artik atonal
miizik yaziyorlar ve gerisi onlart ilgilendirmiyor” ifadesidir. Ikinci alintiy1 olusturan su sozii de Maurice
Ravel kendi 6grencilerine s6ylemistir: “Sizden 6ncekilerin on bin yilda kesfettigi seyi idrak etmek igin
yirmi bes yil kadar; olur da becerirseniz, katkida bulunmak igin dmriiniiziin sonuna kadar vaktiniz var.”
(Chailley, 1985, s. 3) Ravel’den yaptigi bu alintiyla Jacques Chailley miizikoloji, tarih ve sosyolojiye
esit uzakliktaki kendi yaklasimini 6zetlemistir adeta. Onun “miizik filolojisi” olarak tanimladigs, yeni
bir arastirma alani degildir; “Adorno takipgiligi” (Fr. Adornite) dedigi indirgemeci sosyolojik/felsefi
yorumlamaya da Schenker tarzi yapisalc ¢oziimlemeye de mesafeli (Molino, 2012), yeni bir yontemdir.
Buradaki “filoloji” terimiyle klasik filolojiye atifta bulunuldugu, s6z konusu yontemin de metinle sinirlt
bir filoloji kavrayist degil, metinleri tiim ortaya ¢ikis sartlartyla birlikte ve ilgili disiplinlerin yardimiyla
degerlendiren bir yaklasim oldugu agiktir. Bu iligkide metin sadece miizik hakkindaki kaynaklara degil;
beste, icra, begeni ve aktarim gibi yonleriyle dogrudan miizige de tekabiil eder ve miizik tarihinin
filolojiye doniistiigii nokta da miizigi bu yeniden kurma ¢abasidir. Gegmisin miizik dilini miizisyen ile
dinleyicinin, form ile igerigin kiiltiirlerde deneyimlenen gercek iliskileri iizerinden kurmaya ¢alisan bu
tarihsel yontem hangi adla anilirsa anilsin, sosyolojik bir bakisi igerecektir. Bagka deyisle, gelenekle
—her nasil tanimlaniyorsa— kurulan iliskiye sadece mevcut diisiince ya da sanat {iriinlerine atfedilmis
toplumsal ve kiiltiirel degerler agisindan degil, bunlarin ortaya ¢ikisinda belirleyici olan somut
deneyimler tizerinden de bakmak ufuk agici olmaktadir.! Peki, miizik sosyolojisinin miizik tarihine
ihtiyac1 var midir? Ya da miizige bakarken bu alanlari hala birbirinden ayri diisiinebilir miyiz? Bizce
Ravel’in bestecilik digindaki alanlarda da karsilik bulan yukaridaki soziinde bunun yanit1 da gizli. Elbette
¢agdas miizigin her durumda gegmisin miizik diliyle agik ya da derinden bir iliski kurmak zorunda
oldugunu ya da miizigin giiniimiiz toplumlarindaki varligim1 gegmisteki benzer tezahiirleri iizerinden
okumak gerektigini kastetmiyor —bu bizi o bildik, eskiler ile yeniler miinakasasina geri gotiiriirdii—,
miizikal kiiltiirlerin evrensel ve 6zgiin yonlerini kavrayabilmek i¢in sosyolojik yaklagimin tarihsel bakis
acisint da kapsamast ve dogru konumlandirmasi gerektigini vurgulamak istiyoruz.

Gegmisin belirli anlarimi yeniden canlandirmay1 her daim deneyen, ama varligini bu nostaljik
yonelimdeki kaniksanmis erigilmezlige borglu olan klasik kavrami eski kiiltiirlerin miizigini
sosyoloji ¢ergevesinde ele almak agisindan verimli goriindiigiinden bu dosyanin konusunu “Klasik
Kiiltiirlerde Miizik ve Toplum” olarak belirledik. Bilindigi gibi, klasik kavrami, basta edebiyat
ve sanat elestirisindeki yeriyle Avrupa kiiltiir tarihinin 6nemli, ayni zamanda da tartismali
kavramlarindan biri olarak, estetik paradigmalarin ve kanonlarin hem sekillenmesinde hem de
yenilenmesi ve terk edilmesi siire¢lerinde bilingli yonelimlerin zeminini olusturmustur. Toplumlarin
bu kavramin dayandigi Eski Yunan ve Roma’yla iliski kurma bigimleri ret/kabul ikiligini ne denli
astyorsa, klasik kiiltiiriin tanim1 da o denli ¢esitlidir ve bunda hi¢ siiphesiz antik diinyanin ¢ok
unsurlu yapisinin da etkisi vardir. Diger yandan, Avrupa’nin 6zellikle Ronesans’tan itibaren
sekillendirdigi klasik kiiltiir kavraminin diisiince ve sanatta etkin olabilmis baska yazili kiiltiirleri de
kapsayacak bicimde genislemesi sasirtict degildir. Bu agidan “klasik™ terimi degismez 6zelliklerle
tanimlanmis bir olgudan ziyade bir iliski kurma bi¢imini ifade eder (Porter, 2006). Biz de terimi
miizik baglaminda bir kavramsal sinirlayici olarak degil; “seckin”, “yiiksek” veya baska terimlerle
cok yonlii bicimde karsilagtirilabilecek, 6zellikle toplum—kiiltiir—miizik {iggeninde sorgulanmaya

1 Onemli bilgiler sagliyorsa da gegmisin miizigi s6z konusu oldugunda 6zenle yaklasilmasi gereken bu tiir deneyimler en agik
tanimini etnomiizikolojide bulur.
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acik, kiiltiirler Gistii bir hareket noktasi olarak diisiindiik. Cesitli miizik kiiltiirlerinde klasigi aramak
yerine klasik kiiltiirlerde miizigi aradik; ¢iinkii ikincisi ilkini dogal olarak akla getirecek ama farkli
miizik dillerinin kendine has yonlerinin ¢izilen ¢erceve yiiziinden siliklesmesini biiyiik Slciide
engelleyecekti. Bu yolla, (6zellikle Bati miiziginde) klasik kavramini ortaya ¢ikaran iligki tiirlerinin
dogasina, benzerlik ve farkliliklar iizerinden yaklasma olanagini da arastirmak istedik. Iste bu
cergevede bir araya gelen sekiz yazi klasik filolojiden miizik tarihine, etnomiizikolojiden miizik
gostergebilimine uzanan bir disiplin; Cin, Eski Yunan, iran, Arap ve Osmanli’y1 igeren bir kiiltiir;
kuram ile icracilik deneyiminin bulustugu bir bilgi ve yontem cesitliligi sunmaktadir.

ok

Frangois Picard, Cin’deki ii¢ biiyiik inang ve diisiince sistemi olan Konfligyanizm, Daoizm ve
Budizm’de ses, miizik, ritiiel iligkisini ele aliyor ve bunu yazili kaynaklart yeniden ¢oziimleyerek
degil etnomiizikolojinin bakis agisindan ve Cin’de yillarca yiirittiigli alan aragtirmasinin deneyimleri
tizerinden kiiltiirdeki miizik icrasina odaklanarak yapiyor. S6z konusu sistemler arasindaki rekabetin
miizik-ritiiel iligkisi yoniinden degerlendirildigi yazi ayrica, ses ve miizigin farkli diinyalarmn birinden
digerine yani ruhani olandan seyirlik olana gegis yapabilme 6zelligine de sahitlik ediyor.

Mark Griffith, Arkaik ve Klasik Yunan tarihinde (MO yak. 750-320) gesitli tiirden miiziklerin
icra edildigi farkli durumlari egsiiremli bir bakis agisiyla gézden gegirerek, bu icralarin farkl
toplumsal islevlerini ve dinleyiciler {izerinde biraktig1 (ya da birakmasi beklenen) cesitli etkileri ve
ayrica Yunan kiiltiirliniin, blinyesindeki genis ve ¢ok yonlii miizikal faaliyetlerle ilgili farkl tavir ve
degerlerini tartisiyor. Klasik Yunan’a miizik sosyolojisi baglaminda nasil bakilabilecegini sorarak
mevcut yaklagimlar elestirel bir gozle degerlendiren Griffith, Yunan miiziginin aninda icra (ing.
liveness) ve bedensellik (corporeality) yonii yaninda toplumsal cinsiyet, statii ve etnisite farklartyla
ilgili 6zelliklerine de deginiyor.

Eski Yunan konulu diger bir makale de Timothy Power’a ait. Sappho ya da Alkaios’un oldugu
diistiniilen bir fragmandan (Sappho F 99 L-P = Alkaios F 303A V) yola ¢ikarak, Arkaik Yunan lirik
siirinin bu iki 6nemli temsilcisinin yagadigi donemde, aristokrat Polyanaktidai ailesi ile Mytilene
miizik kiiltirii arasindaki iliskiyi inceleyen g¢alisma, miizigin politik elestiri iglevinin tarihsel
kokenleri hakkinda son derece ilging bir 6rnek ortaya koyuyor. Bu fragmanda gegen olisbodokos
(yapay fallus alan) kelimesini hem miizik hem cinsellikle ilgili anlamin1 gdz 6ntinde tutarak, Arkaik
Mytilene ve daha genis cercevede Arkaik ve Klasik Donem Yunan kiiltiiriiniin sosyo-miizikal
baglami i¢inde degerlendiren Power, bu siirsel sovgii i¢in yeni bir yorum dnerisi sunuyor.

Klasik filoloji yonteminin sosyoloji ve miizikolojiyi de kapsayan genis bir bakis acgisiyla
uygulandigi bu iki makaleden sonra, Nidaa Abou Mrad yukarida kisaca degindigimiz miizik
filolojisi yontemiyle, Masrik kiiltiir cografyasimnin Hristiyanligin ilk dénemlerinden Nahda’ya
uzanan renkli tarihini miizik dilindeki etkilesimler agisindan incelemistir. Mrad’in yaklasimi miizik
gostergebilim yonteminin farkli miizik kiiltiirlerine uygulanisina da iyi bir 6rnektir.

Ersu Pekin, Osmanl miizigine gostergebilimin, 6zellikle de Peirce’in temel kavramlari 1s181nda
bakarak, Istanbul kiiltiiriinde icraci—eser—dinleyici iliskisini, miizik meclislerindeki 6zgiin sartlari
icinde ele alryor. Miizikal birikimin notayla degil mesk yoluyla aktarildig1 bu kiiltiiriin miizisyenler
kadar Istanbul ziirefasi, gok dinli ve dilli demografik yapisiyla Istanbul segkini ve halki tarafindan
kuruldugunu vurgulayan Pekin, Osmanli miizisyeni i¢in dnerdigi “yaratict icrac1” kavramiyla da bu
miizik dilinin olusum ve degisim sartlariyla ilgili dnemli bir tespitte bulunuyor.

Okan Murat Oztiirk, Osmanli toplumunda bir yetistirilme ve kiiltiirlenme 6lciitii olarak ele
aldig1 havas/avam ayrimimin miizikal begeniye ne 6l¢iide yansidigini arastirdigi makalesinde, havas
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begenisi i¢in bestelenen eserlerin, iislup farkliligi izerinden 6zel ve ayricalikli hale geldigi iizerinde
duruyor. Oztiirk, Osmanl elitinin miizik sanatin1 himaye ederken kendi begenilerini yansitan
incelikli bir klasik tislubun gelisimini de saglamak beklentisinde olduguna dikkat ¢ekiyor.

Yine Osmanl kiiltiiriiyle ilgili bir yazida Fikret Karakaya, Osmanli miiziginde gelenegin
kendini yenileme giiciinii inceliyor. Unutulmus 16 ve 17. yiizyil ¢algilartyla Ali Ufki, Kantemir ve
Kevseri tarafindan notaya alinmig dénem eserlerini icra etmek i¢in Bezmara Toplulugu’nu kuran
Karakaya’nin yazisi, miizik tarihi ve kuramindan calgilarin yapimina ve icraya uzanan bu énemli
miizikolojik deneyimin bir nevi giincesi niteliginde.

“Klasik Kiiltiirlerde Miizik ve Toplum” dosyasinin son makalesinde Arash Mohafez, Fars klasik
miiziginin 20. yiizyildaki alimlamsmi ele alarak, ¢agdas fran toplumunda bu miizikle ilgili farkl sanatsal
egilimlerin 6zgiin birantropolojik/etnomiizikolojik tipolojisini sunuyor. Bu cagdas egilimleri siniflandirirken
Kacar miizik gelenegi mirasina gére konumlarimni temel alan Mohafez, 2005 yilindan itibaren sekillenmeye
baslayan, miizisyen olarak bizzat i¢inde yer aldig1 “neoklasik akim’ hakkinda da 6nemli bilgiler veriyor.

Toplum, dil, kiiltiir ve miiziklere iliskin olduk¢a genig bir alan1 kapsayan bu konuyu bagka
kadim geleneklerin yan1 sira; Latin, Bizans, Islam orta ¢aglarini; Ronesans’tan giiniimiize kadar
Avrupa’y1 ve bunlardan dogrudan etkilenen baska donem ve kiiltiirleri de igerecek ¢ok yazarli
bir kitapta daha da derinlestirmenin verimli olacag: kanisindayiz. Nitekim farkli miizik, disiplin
ve yaklasimlarin bir araya gelmesini saglayan bu sekiz yazi arasinda son derece ilging kesisme
noktalar1 olusmus durumda. Ornegin, Avrupa kokenli modern deneyimlerin aksine eski toplumlarin
birgogunda dinleyicinin segkin kabul edilen miiziklerde bile, icractyr mutlak bir sessizlik ve
hareketsizlik icinde takip eden, bu anlamda “etkisiz” bir katilimc1 olmadigi ve icrayr gesitli
bigimlerde yonlendirdigi, Eski Yunan baglaminda Griffith, Osmanli miizik meclisleri konusunda
Pekin tarafindan vurgulanmstir. Klasik kiiltiirlerde miizigin; toplumsal yasamdaki, 6zellikle de
dinsel ritiiellerdeki farkli islevleri hakkinda Picard, Griffith ve Mrad’taki; toplumsal statii, cinsiyet,
kimlik ve begeniyle iliskisi konusunda Griffith, Power, Pekin ve Oztiirk’teki ilgili béliimler
karsilastirilabilir. Picard’inkini ayri tutarsak tiim yazilar Dogu Akdeniz’in binlerce yillik miizik
tarihinin bir etkilesimler tarihi oldugunu bir kez daha ortaya koymaktadir. Bu dogrultuda yeni
katkilar ve okumalarla kesisim noktalarinin ¢ogalmasini, belirginlik kazanacak benzer ve farkli
yonlerin bize miizik ve toplumla ilgili daha da fazla bilgi saglamasini umuyoruz.

Boylesine yetkin yazarlar katkida bulunmasaydi bu say1 bir hayal olarak kalmaya mahkim
olurdu, bu yiizden kendilerine yiirekten tesekkiir ederiz. Diger yandan, bizi bu konuda tesvik
etmekle kalmayip, destegini her an hissettiren Prof. Dr. smail Coskun’a da tesekkiirii borg biliriz;
onun girisimi olmasaydi bdyle bir hayal kolay kolay kurulmazdi. Son olarak, editorliik siirecinin her
asamasinda yardimlastigimiz Ars. Gor. M. Fatih Karakaya basta olmak iizere; dinleyen, sdyleyen,
ceviren, okuyan herkese emek ve katkilar1 igin tesekkiirler.

Yrd. Dog. Dr. Ekin Oyken
Say1 Editorii
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Abstract
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SOSYOLOJi DERGiSi

“S6 o siléncio € sincero. E preciso escutar o siléncio,
ndo como um surdo, mas como um cego!”

(Only silence is sincere. One must listen to silence,
not as a deaf man, but as a blind man!)

(Sabino, 1956).

Introduction: The Three Religions Sing with the Same Voice

Before studying directly the sound of rituals, and before addressing the question
of their musicality, or of the place occupied by beauty, a detour is imposed by an
ancient material, the oldest through which we know the greatest incantation of Chinese
Buddhism, the “Incantation of the monk Pu’an” (Pu’an Zhou L 5%), a monk who
performed miracles and when asked where his powers came from, smiled mysteriously,
tracing undecipherable signs in the air and humming tunes without words (Picard,
2012)... A document in fact, attempts to treat in its own way this question of the
musicality of the sound of rituals: it is the collection of notations for seven strings zither
qin Z= “The three religions sing with the same voice” (Sanjiao Tongsheng = #X B &%),
compiled by Zhang Dexing{& 3 (Picard, 2005). It contains only four pieces, all with
lyrics, including a major text of each of the three religions: “The Great Study” (Da Xue
KE2) by Confucius, the “Stanzas of the Siddham™ (Shitan Zhang FE55E5) which spell
out all possible syllables of the Sanskrit language, the sacred language of Buddhism,
and finally “The Canon of Pure Tranquillity” (Qingjing Jing j&##4%) which quotes
and glosses the words of Laozi #£-T- collected in the “Canon of the Way and Virtue”
(Daode Jing iE{E4X); The 1592 preface is signed Zheng Bangfu E{F[#&:

Zhang Bintong was eminently gifted in all aspects of gin. All that was chanted or hummed,
he could immediately play it on the strings, purifying the ears of people. From the time when
we were colleagues in the administration, I read his musical notation of the “Stanzas of
the Siddham” and used it to study it, it was as if | were entering a monastery and heard the
incantation sung by the crowd of monks. I was astounded. Two years later, when I went on
a mission to the capital to present my vows, I saw that he had also established the musical
notations of the sacred texts of “Great Study” and “Pure Tranquillity” and had them put [with
the previous notation]. This is strange! What an extraordinary idea Mr. Bintong had of putting
the three religions together in one voice. But he suddenly told me of his doubts, saying: We
Confucianists and Dao practitioners have been practicing gin for a long time, but Buddhists still
consider what is sound, music and sound phenomenon as deviant things that move away from
the true Dao. Would not my score for the siddham be in contradiction with their fundamental
principles?” But I replied: “No, the very basis of gin is that at any time and everywhere it
abolishes what is not correct to bring it back to correctness. This incantation is composed of
the Buddhist secret language, and although it cannot be explained by a discourse, it serves
according to their doctrine to bring all the demons back to the right path. Thus their intention
from the origin is none other than that of the Sage. A fortiori this applies to the Daoists. The only
thing to fear is that people do not understand the fundamental reason for the music you do. It
is enough, however, to penetrate these fundaments so that, wherever one goes, everything can
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easily become a tool for rectifying nature. According to the Buddha, nature, trees and birds can
all be considered as emitting a divine music, the voice of the tide; there is no contradiction with
the science of gin. On these words Mr. Bintong was fully enlightened, and he begged me to put
these words in writing as a preface. Thereupon I made “ha” and stood still.

Time, Sound, and Beauty

Transmissions. From the study of music other than Western classical music
emerges a statement: their main characteristic is not, as has long been believed,
orality, but the nature of tradition, characterized by the mode of transmission. There
is an obvious overlay in China of various levels of discourse about music (by the
poet, the scientist, the official, the musician, the teacher) reveals them as ideology.
Therefore, we should not to take for truth any historical, aesthetic or even technical
discourse. It leads to an analysis of the facts directly collected. These done, the way
is open to a reconstruction of the theories implemented and their history.

From the chronological history divided into dynasties, the story of a society
hierarchically separated in the worlds of the court, the scholars and the people, we thus
move to a historical anthropology allowing the simultaneous perception of fundamental
tendencies evolving at different speeds according to their modes of transmission.

Chinese music appears then as the result of a mixing of traditions found in minority
peoples, the great Chinese tradition whose classical age is at the turn of our era and
the Indian, Sogdian, Koutchean traditions which come from Central Asia. Finally,
musical genres must be distinguished according to the criterion of their transmission:
oral (liturgy), manuscript (para-liturgy, literati), printed (professionals). In the light
of this criterion, the fundament is not necessarily what is preserved in the oldest
document. In the imbrications between popular and scholarly cultures, the religious
fact occupies a preponderant place. But in China perhaps more than elsewhere, music
and ritual are part of a context of ideology and power.

Ritual and Music

For the Chinese, the sound of ritual is not in its entirety “music”; Percussions, as
well as chanting, are excluded. Listening to the entirety of a Buddhist Daily Lesson
tends to prove the contrary: the time of the ritual is well structured by musical
oppositions between singing, recitation, chanting and percussion. Parentheses,
where non-liturgical instruments play in turn, can open this time without affecting
the structure. Popular and local cultures, associative life intervene and mingle in the
ritual, making its study dependent on musical analysis stricto sensu, enriched both by
ethnomusicology and organology as well as by musical archacology and the faculty
of reading and transcribing very diverse musical notations; this only makes the sound
structure of the ritual and its evolution accessible.
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Current Issues

What are the sound and musical instruments used in the rituals of Chinese Buddhism?
How can we categorize, from inside and outside, the different aspects of vocalization
such as speech, chanting, declamation, recitation, singing? Are there really differences
between schools (such as Chan, Pure Land, Tiantai, Vinaya) and between regions? If
so, do these differences affect singing and other musical aspects, tunes or rather styles?
Was the Buddhist practice influenced by Daoism, or the reverse? But before that: what
are the rituals practiced, when, by whom, where, for what intent, based on which texts,
which legends, using which reference version, dated from when, transmitted how?
What are the aesthetic values and criteria involved? Or, to use Goethe’s words, “Young
girls, what is the use of your beauty?” (Was hilft euch Schonheit, junges Blut?).

The imperial sacrifices. The life of the court and the empire were organized around
the cult given by the emperor to his ancestors; it was thus regulated from its symbolic
centre, relayed to the most distant provinces by its agents, the literary officials. The
music of this cult belonged to the reigning dynasty (Guochao yue EEHZE). A dynastic
change involving a change of ancestors, the ritual had then to change, and thus its
music. The theory was that the fall of a dynasty was due to its decadent remoteness of
sources and values represented by the first emperors. Assuming that early music was
lost, it was looked after by setting new music, the search of ancient music, like the
calculation of the official calendar, became the object of calculations and intrigues.
As a formal music, it pretended to tear itself from evolution. In fact, it has largely
managed to overshadow the many changes that have undergone, fixing in a mythical
past its constitution, concealing the traces of his forgeries, its mistakes and oversights.
By melting an army of performers in a single mold, music obeyed the principle, stated
by Confucius, “rites divide, music unites.” The imperial order required that the same
music should be played in each province, each district, in the “temples of literature”
(wenmiao S J&H). After examination of texts and scores, it does not seem necessary to
make a musical distinction between imperial music (Guochao yue) and the music at the
temples of Confucius (wenmiao). On the other hand, it is necessary to distinguish this
music from other music played at court, which had neither the same function, nor the
same principles, nor the same instruments, nor the same history.

All the ritual, all the court activities were bathed in music, from the temples to the
private apartments, from the rooms of reception or of deliberation to the banquets.
The musicians were divided into countless departments, including (among others)
sections of Mongolian music with jaws harp and viols, Uyghur music with drums, setar
lutes, surnai and baraman shawms, Korean music, and also pure music (Qingyue) s
&%) with gong chimes (yunluo ZE§), flutes, shawms (guan %), mouth organs, drums
and clapper. The Emperor himself belonging to Buddhism or Daoism, or a follower of
Tibetan tantric Buddhism, the music of these religions were also played at court. But
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the only ritual music proper to the imperial court remains that of the category called
Zhonghe T[] under the Qing (1644-1911); It has the peculiarity of having the same
instruments outside (waichao 4NEi) and inside (neiting NJEE) of the buildings.

The instruments of the Qing Dynasty’s “Music of sacrifice of concord” (Zhonghe
shaoyue TFIEAEE) are distributed according to the system of “eight materials”
(bayin )\3%): stone, metal, silk, bamboo, skin, calabash and earth. They include: a
single bell (bozhong ##§#), a chime of sixteen bells (bianzhong %5$%), a single stone
(teging F52%), a chime of sixteen stones (bianging 4HEZ), two skins drums (jiangu 7
%), two leather drums filled with bran (bofu $5#{Y), six transverse flutes (chifg), two
Panpipes (paixiao $F5), ten vertical flutes (xiao #%), ten transverse flutes (diff), ten
zithers (qin%E), ten fretted zithers (se%), ten mouth organs (sheng %), two globular,
vessel flute (xun 35), a wooden box (zhu fi1), a scraper in the form of a wooden tiger
with a crenelated back (yu £Y). There are also ten singers, sixty-four military dancers
and as many civilians, a chief, a chief chanter, and a choreographer. Banners, feathers
and dummy flutes (yue ) are also part of “musical instruments” (yueqi ££2%).

The “Music of Rejoicing to Welcome the Spirits” (Qingshen Huanyue &5 fHER 2%
requires only fourteen singers and players of drum, clapper, vertical and transverse
flutes as well as mouth organs, six of each.

A distinctive aesthetic. The analysis of the scores shows that musical principles
are, if not arbitrary, at least a priori constructions that have little to do with any
individual sensibility or instrumental gesture. No virtuosity, or even difficulty of
execution, seems to require performers more than mere initiation. A logic pushed to
its paroxysm led to distribute the instruments over the space. Rigorous, regulated,
imposing, strict, homogeneous, it expresses a whole nationalist and backward
ideology. It admits only the instruments attested since antiquity (the only concession
being the presence of the transverse flutes, originally not known). The greatness of
this music is linked to its inhumanity itself: the aesthetics of “the harmony of the
centre” (zhonghe 1) goes hand in hand with a hieratic monotony. It imposes a time
resolutely dissociated from everyday life; The naked structure replaces the sensible.
It might be regarded as the antithesis of life which circulates in Daoist rituals, in the
courts where puppet dramas are played, in ballads, songs and popular songs, and even
in the office of the scholar. Yet, tradition does not die so easily, and ignorant followers
have kept it alive here and there, in Taiwan and perhaps elsewhere. This unheard-of
art, once rediscovered, reveals the richness of the voices mixed with the instruments
according to a particular art and several times millenary. And you just have play this
music to discover its ineffable sensation, its depth (Lam 2011).
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Buddhist Music
Les bonzes continuent la cérémonie. Agenouillés maintenant devant les colosses, ils
psalmodient un chant dont le coryphée, debout devant une cloche a forme de tonne, meéne
le train scandé de batteries de tambour et de coups de sonnette ; il choque a chaque verset la
jarre, tirant de sa panse d’airain une voix volumineuse. Puis, debout en face I’un de 1’autre,
sur deux lignes, ils récitent quelque litanie. (Claudel 1900)

(The monks continue the ceremony. Kneeling now before the colossi, they chant a song of
which the coryphaeus, standing before a bell in the form of a ton, leads the train chanted with
drum and bells; He strokes the jar at every verse, drawing from its bronze belly a voluminous
voice. Then, standing in front of each other, on two lines, they recite some litany.)

The daily ritual. Somewhere far away in the temple, the wood fish, here a long
struck beam, resounds. Then the harmonization of the bell and the large drum begins.
Following is the song of the community, introduced by the grave voice of the master
of ceremony. Singing, chanting, reading alternate, in Chinese or Sanskrit. The large
slot drum (muyu 7K &) gives the tempo, which will accelerate; The bowl-shaped bell
(ging %) punctuates the sentences. The syllabic / melismatic opposition doubles the
opposition, marked by the voice and the percussions, between recitative and singing;
They structure the ritual.

Derived from the Vedic recitation and developed to maintain through the
displacements the exact pronunciation of Sanskrit, the sacred language of India,
chanting (fanbai F1H) arrived with Buddhism at the beginning of our era (Demiéville
1929). The missionary will lead to the Chinese adaptation of ritual and preaching
through the adoption of popular songs on which hymns were sung. But the fanbai'’s
own characteristic of attaching itself to the exact respect of intonation is in fact always
torn between two temptations: the attraction of the pulsation, which smoothens
the differences, and the attraction of the phrasing which modulates the periods.
The homogeneity of the vocal group is thus traversed by the coexistence of these
currents, from which voices are detached at times, an instant after being submerged.
This Chinese principle of harmony, which is found more or less developed in all the
ensemble music, has earned Buddhist chanting the magnificent name of haichao &
W (flow and reflux, tide).

Since the seventeenth century, the notation of percussion is included in the books of
rituals by means of signs particulars to each instrument. These signs are written in front
of the text syllables. The instruments form a system of complementary oppositions of
the yin/yvang [[5 type (ubac / adret, feminine / masculine): to the great responds the
little, the metal responds to the wood; Small and large split drums, large and small bells,
small and large bowls of bronze yinging 5% and da ging }E%, to which are added
cymbals (nao #%), suspended gong (dang $&) and drum (gu &%). Sitting, kneeling,
walking, in procession, the monks vary the space, occupy it, draw it, choosing the small
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portable instruments when they walk. Morning, noon and evening, the lessons succeed
each other, following a procedure unified (for all non-tantric sects) in a book of rituals
published in 1600 (Zhuhong) and constantly reprinted (Giinzel 1994).

The great rituals. The presence in the Buddhist paintings of so many musicians,
be it angels or humans, of so many instruments, ensembles, and dances, oblige us
to think, contrary to a widespread opinion, that instrumental music (except ritual
percussions) is far from to be excluded by the monastic rule. On the contrary, it is, in
a way similar to flowers or incense, a gift to the gods, a manifestation of gratitude, a
pledge of forgiveness and success (Hellfer 1994 leads to the same conclusions).

The presence of lay musicians playing wind instruments is frequent, without being
a rule. But the practice of temporary retreat tends in any case to blur the distinction
between monks and laity in the eyes of the passing observer. All the Buddhist pomp
is revealed during the great rituals for Water and Earth (Shuilu zhai 7K[ZE75) which
include those to deliver wandering souls, preta, hungry spirits or “mouths on fire”
(vankou J#11). Nothing is neglected to impress men and gods, especially not music.
Long instrumental suites, specific tunes derived from chanting, parade music and
popular songs carrying pious words succeed one another and respond with all the
wealth that the local set of instruments (Gao 1999).

Daoist ritual. The image of Daoism, the most Chinese thought, the religion of
emptiness and non-action, of detachment, the technique of inner alchemy, which
influenced Buddhism to the point of making it take the form of chan & (Japanese
Zen, whose Californian variant has so much inspired John Cage) would call a priori
for a music of calm, of breath, to the limits of the silence, like Japanese shakuhachi
R\ or the gin %= zither (Picard 1991). And what do we see?

A walking shadow, a poor player that struts and frets his hour upon the stage [...] full of
sound and fury (Shakespeare 1606).

April 3, 1987, the sixth day of the third lunar month and the Feast of Pure Clarity
(Qingming J&9H). The ritual has begun; It will last three days. We are at the White
Cloud Belvedere (Baiyun guan [3E#), in the heart of the old city of Shanghai. He
who attends a Daoist ritual takes many risks: to face a radical experience, to discover
a form of total art.

Multiple occupancy of an exploded space. An altar is erected in the court, another
in each room; A scribe writes the amount of gift and the corresponding names on a
red sheet; A flood of drums, gongs and cymbals makes a deafening sound; Caricatures
of jesters declare tirades; Dressed in the costumes of imperial officials —square
headdresses, wide belts, cothurns—, the officiants sing litanies, hymns, chant recitations,
brandish wooden swords, outrageous oriflammes, trace mysterious signs in the air with
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a leaf dipped in a lustrous water; And then genuflexions, processions of lanterns, the
sound of flutes, a ship of joss paper burning, origami made of silver paper, banners;
A conch is resounding; On a table: five golden statuettes with banners, fruits, flowers,
candles, incense; Long tables, a cushion on which an old lady kneels; Drawings on the
ground, lines of grains of rice, scattered by the sword; Strolling, bowls of tea to warm
up, cigarettes exchanged; Statues of terrifying guardians, one carrying a pipa EE£ lute;
The mouth organ finally mingles with the voices, shouts of war respond to murmurs,
pages turn, steps appear the dance of Yu the Great A& tracing the Great Bear (Ursa
Major Beidou Jk=}): everything is decor, everything is accessory, everything is play.

A few days later, we are invited to celebrate the youth festival in a foyer of the great
suburb, beyond the fields smelling human fertilizer. Pass the ferry, an unexpected halt
brings us into a backyard. A low building. We enter. A ritual takes place. Incense
sticks are burned. The flautists here play much better than in the central temple. Their
instruments, made of dark red bamboo, are pierced with equidistant holes demanded
by the old, traditional, precise temperament, unknown to modern ideologists.

Back to the Belvedere. In the upper room, while the men’s clamours resound below,
some women sing, accompanied by a viol, to the sound of a large drum and bell, the
Blood Lake ritual (xuehu [11}#]) for maternal death. Today we celebrate the birthday of
Laozi T~ In the inner silence, nowhere better than in the middle of noise, begins a
journey into the body, a pilgrimage to visit the gods, appease wandering souls, defeat the
demons, present the petitions targeted by the whole hierarchy of the celestial officials,
transmitted by horsemen riding winged horses. Today we celebrate the dead.

The musical ingredients of Daoist ritual are so intertwined that they cannot easily
be described: Conch, gongs, cymbals, bells, drums; Chanting along to “wood fish”
(muyu 7KfA) slot drum, recitation, shouts, singing in solo, in chorus, alternation
of soloist and chorus; Voice accompanied by the drum and the bell; Shawms and
percussion; The small harmony of silk and bamboo (viols, lutes, flutes, mouth
organs); Instruments alone; Silence.

Melodies, instruments do not belong exclusively to Daoism, but their particular
arrangement, the extreme exploitation of combinatory and contrasts, do. A true
melting pot, Daoist ritual brings together and preserves all the music. However, some
of its songs do not resemble anything known elsewhere, just as the drum, master of
time, demands an incomparable art.

Daoist religion is inscribed in its ritual. In its practice. Old, living, dusty, luminous,
it resides everywhere and nowhere: in the Daoist Canon (Daozang #&j) and in
memory, in gestures and in manuscripts. In the words of Master Shi Xiaojin 5 =Z=3k:
“if it is not local music, it is not Daoist music” (Azera 1998).
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The Ritual Function

Only music can integrate the different levels of execution during a ritual, make the
meditation and breathing of the Master follow step by step the performance of the
outward ritual by the acolytes. Only music can bridge the separation between the two
worlds [inner and outer] and ensure the harmony of man and his environment and,
beyond that, of all the spheres of the universe. (Schipper 989: 118; see also Id. 1985).

What is the meaning of a ritual? Does it even make sense? For a ritual does not
convey a signification, but a structure; It does not allow itself to be reduced to an
interpretation. But we can at least explain it. The communication which the ritual
establishes does not go from human beings to human beings, but from human beings
to gods. A performative statement, it does not seek to express a thought. Its domain
is not that of language; It escapes the translation. The articulation of rites within a
ritual shows it: offerings to the gods, a common work, rites follow or combine with
each other, they articulate or telescope, repeat or disappear. Everywhere, always,
the musical relays, punctuates, scans, accelerates, freezes time. In a rather rare way,
certain texts such as the “Canon of the Great Peace Era” (Taiping Jing K F-4X) of the
second century insist on quality as a condition put to the efficiency of ritual music:

Yue, xiaoju xiaode; qi yi zhe, yi le ren; %% > /INE/NMSHEE » DIEEA S

Zhongju zhongde; qi yi zhe, yi le shi; F E 1S EHZF » DIEEE

Shangju shangde; qi yi zhe, yi le tiandi. B F1SHER » DISELH -

(Music, a small talent will only “rejoice” (4%, pronounced /e, homograph to yue “music”)
human beings:

An average talent will rejoice a district;

Only a great musical talent allows to rejoice earth and sky.) Taiping jing, in Wang 1985: 586.

Paraliturgical Music

The funeral ceremonies last a long time. During forty-nine days, prayers and
rites continue. The nearest relatives of the deceased, especially the eldest son, watch
over the death during entire nights. The duty is hard for the celebrants themselves.
Body and the mind must rest, relax. However, it is impossible to leave the ritual. The
puppeteers and the shadow-players arrive. Taking over from the Daoist masters or
Buddhist monks, they participate in the celebration, in another form, in another tone.
The story of Mulian 7K3#, the devoted son who goes down to the underworld to seek
out his mother, is a pious legend that suits the occasion and gives the opportunity for
performers to show off their talents as storytellers, entertainers, and musicians. It is
the archetype of Chinese opera, still found in Tainan or Fujian. (Schipper 1990).

A wedding in a Sichuanese village. The guests arrive in turn from the four corners
of the horizon to take part. Each one is welcomed by music played by percussion,
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drums and gongs, and suona Nif{Ijy shawms. These peasants or craftsmen will play for
hours, they were recruited for the occasion and selected according to their merits and
reputation. They will not accept any payment, except alcohol, food and cigarettes,
widely lavished. The same repertoire is found in the temples or on the Chuanju J1|J#]
stages, the regional opera.

Back to Pudong JEi7<, Shanghai suburbs. A band of flutes, drums and gongs
picks up the promise from her parents. Through the fields and through the alleys
the procession leads her to her new home. The variety of tunes played in suites, the
same as in the tea houses of the old town, punctuates the course, between delight and
regrets, farewell and new welcome.

Paris. The community of Chaozhou 4 Jl{immigrants settled in the region is strong,
welded by its common language. Its cohesion is marked by the inauguration in great
pomp of a new temple. Tradesmen, craftsmen, retirees from the orchestra, accompany
the ritual to the sound of the strings, lead the procession with shawms and drums,
animate the banquets with opera extracts. For a more political celebration, like the
election of a new president or the anniversary of a historic event, such as the founding
of the People’s Republic, the need for pomp will require the use of paid, possibly
foreign, professionals, playing national (Guoyue Ef|%%) or western classical music,
singing popular songs from Hong Kong and Taiwan or excerpts from local operas.

What is played depends on who plays. Who plays depends on the occasion. The
distinction between paraliturgical and profane may seem fuzzy, indecisive, but it is
nevertheless radical: To identify it allows to go back in time and to delimit the social
space. Thanks to this distinction, questions of repertoires, instrumentation and musical
forms appear in their truth. For the form imposed by a ritual, by a series of actions
like the bride’s journey or the unfolding of a banquet, this form differs fundamentally
and necessarily from the simplistic framework of the concert. The importance of the
number of musicians confers on the latter the prestige; The beginning and the end must
provoke the silence conducive to listening before triggering the applause; The variety
of timbres produced by instrumentation is an imperative, if one wishes to preserve
the audience of boredom, while homogeneity and harmony remain indispensable to a
community music. The professional is expected to demonstrate his virtuosity, while
the ritual framework imposes the rightness of expression.

Conclusion: Music as the Harmony of Heaven and Earth

At the end of this short survey, we went through a few spaces, alternately covered
and open, through immemorial times and places of memory. Having reached our point
of conclusion, we must return to the word itself as received and transmitted by tradition:
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Yue zhe xin zhi dong ye %¢3E.0 2 Ehith,
Yue zhe de zhi hua ye 48518 >~ i1,
Tian di dong he F-Hh[EFll,

Tian di zhi he K3 7 Fll.

(Music is the movement of the heart. Music is the flower of virtue. Heaven and
earth together resound, this is the harmony of heaven and earth.) Kongzi Liji, Yueji
“azt 1.16. In Yu 610: juan 105.

The same Confucius in the French translation (Couvreur 1950: 1.1 58):

La grande musique imite I’harmonie qui existe entre le ciel et la terre ;

Les grandes cérémonies imitent les différents degrés qui existent dans le ciel et sur la terre.
(Great music imitates the harmony between heaven and earth;

The great ceremonies mimic the different degrees which exist in heaven and on earth.)

Or in the original version:

Dayue yu tiandi tong he KEEEIF I [F]F1
(Great music and world: same harmony)
Da li yu tiandi tong jie K{&EH R I [5] &

(Great ritual and world: same rhythm)

Or in a classical English translation (Legge 1885: 99):

In music of the grandest style there is the same harmony that prevails between heaven and earth;

In ceremonies of the grandest form there is the same graduation that exists between heaven
and earth.

And to finish in music, but in a Chinese way, that is to say with a discourse that
inscribes itself in the body, and sometimes in the very body of the instrument, here is an
inscription engraved on the yuegin FZE lute of one of the musicians, during the concert
that the Paris Teo-chew Music Association gave at Radio France on May 8, 2004:

Yue zai qi zhong SE4£ Hrp

(The music is here inside.)
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Cin’de miizikle toplum arasindaki iligki bizzat Cinliler tarafindan, daha dogrusu
Cin’in bir takim yazili kaynaklarinda zaten betimlenmistir. Dolayisiyla biz dogrudan
bu kiiltiirdeki miizik icrasina, 6zellikle de ses, miizik ve ritiiel arasindaki iliskiye
bakmanin daha verimli oldugunu diisiiniiyoruz. Bu acidan, hanedanlara boliinmiis
kronolojik tarihten ve saray, bilginler, halk olmak {iizere hiyerarsik ydnden
katmanlagmis bir toplum anlatisindan ayrilip, aktarim tarzlarma bagli olarak farkli
hizlarda evrilen temel egilimlerin es zamanli olarak kavranmasini miimkiin kilan bir
tarihsel antropolojiye yoneldik.

Calisgmamizda Cin’in {i¢ resmi dini, Konfiigyanizm, Daoizm ve Budizm, ses 6gesi
ve miizikle iligkileri baglaminda incelenmis, ritiieldeki dualarin miizige uyarlanisi
meselesi 16. yiizyil bilgini Zheng Bangfu’nun bir metninden hareketle ele alinmstir.
Onun yaklagimi gin? ile miizik yapmanin arinmigligi ve dogrulugu temsil ettigi, bu
yiizden dine aykir1 sayillamayacag: yoniindedir.

Hangi din, hangi ritiiel s6z konusu olursa olsun Cinliler nezdinde, ritlielin diizen,
gelenek ve kurallarla, miizigin de uyumlu ses, ahenk, dinleme ve yanit vermeyle ilgili
olduguna dair ortak bir inang vardir. Melodik ¢algilar (telliler ve tiflemeliler gibi) hig¢
siiphesiz ritiielden ziyade miizigin alani i¢inde yer alirken, ¢an ve gonk gibi vurmali
calgilar arada kalir, ¢linkii her tiirlii miizigin yasak oldugu zaman ve mekanlarda bu
calgilara izin verilmis, en seckin miizik topluluklarinda vurmalilar hep bulunmustur.

LIS 299 <c

“Klasik”, “popiiler”, “sanat miizigi”, “sozlii gelenek”, “geleneksel” gibi baglam
dis1 kategorileri bir kenara birakip, toplumsal baglam, edimler, icracilar® ve
musikiginaslar arasindaki gergek iligkileri gdsteren, ritiiel ya da “litiirji” miizigi
ile din dis1 miizigin kesistigi noktada, “paralitiirjik” denilen bir ara kategorinin
tanimlanmasinin son derece dnemli oldugu anlasilmistir. Oyle ki sadece zaman degil,
mekan da calgilarin kullanimima gore diizenlenmistir. Ses kullanimi konugmadan
sarki sdylemeye kadar uzanan pek ¢ok kategoriye ayrilabilir: Bagirmak, dini sarkilar
soylemek, istemek, nutuk ¢ekmek ya da fisildamak. Bunlara sessizligi de eklemeyi
unutmamaliyiz elbette.

Diger yandan, dinler yerel kiiltiirle litiirji uygulamalari arasindaki iligki agisindan ayni
kefeye konulmamalidir: Konfligyanizm dogasi geregi merkezidir ve merkezle kurulan o
iliski, uygulamalari, ezgileri, ¢alg1 ve akort sistemleri imparatorluk sarayinkilerle ortak
olan yerel wenmiao* tapmaklari tarafindan bi¢imlendirilmistir. Daoizm tam tersine
sahne sanatlartyla (kuklalar, opera, cambazlik, hikaye anlatimi gibi) son derece yakindan
iliskilidir ve gizemli metinleri biiyiik dlciide yerel uygulamalarla bir araya getirerek,
insanlar1 ve ruhlar1 neselendirmek amaciyla kurulmustur. Budizm ise Hindistan’da

2 Kanun benzeri yedi telli bir galgi. (Ozetteki bu notlar editore aittir.)
3 Makaledeki performers — practitioners ayrimi “icract — musikisinas” terimleriyle verilmeye ¢aligilmigtir.

4 Konfugyiis tapmaklarina verilmis Cince adlardan biri; “edebiyat tapiaklari” anlamina gelir.
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dogmus, yumusayarak Cin gelenekleriyle uyumlu hale gelmistir. Hindistan’da kutsalin
yaziya dokiilmesi ve sdylenmesiyle ilgili kavrayis Cin diisiincesindekinden oldukca
farklidir ve miizige bu iki kiiltiir, bu iki goriis arasinda koprii olma islevi yiiklenmistir.
Ama hig siiphesiz, kutsal metinlerin sarki bi¢iminde seslendirilisinde Hint adetlerine
bagl kalinirken Cin’deki Budist miizik Cin miizigi karakterine biiriinmiistiir. Miizik
icrast agisindan Budizm ve Daoizm’de ortak birgok yon bulunur, ama kutsal mekan ve
metinlere bagl biiyiik tapinaklarin tesekkiiliiyle bu din ve okullart ayiran kesin sinirlar
ve degismez kurallar olusmustur. Buna ragmen yerel musikisinaslarin birgogu kendisine
soruldugunda bir heykelin Daoist, Budist, hatta Katolik inaniglarindan hangisine ait
oldugunu nadiren bilebilecektir. Nitekim 2003 sonrasinda gerceklesen degisimlere
kadar Cin’de din bir aidiyet ya da inan¢ degil, uygulama meselesidir ve asil onemsenen
sey giizelligi ve gorkemi gozetilen ritiielin verimli olmasidir.
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Abstract
In this article I briefly survey, from a synchronic perspective, the various occasions on which music of one
kind or another was played in archaic and classical Greece (ca. 750-320 BCE), and discuss the different social
functions served by these performances and the various effects that they made (or were supposed to make)
on their audiences. A sociology of ancient Greek music should look somewhat different from a history of
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culture; and I attempt to include both etic and emic accounts of what music amounted to, what it did for people,
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people, as well as theorists and philosophers, thought about the role of music and musicians within their larger social
and existential world. This article attempts to take due account of the “liveness” and corporeality of all Greek
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In this article I will briefly survey the different occasions on which music of
various kinds was played in archaic and classical Greece (ca. 700-320 BCE), and will
discuss the different social functions served by these performances and the various
effects that they were supposed to make on their audiences, as well as the different
attitudes and values exhibited within Greek culture regarding their extensive and
multifaceted “music scene” overall. It has often been said that ancient Greek society
was exceptionally musical, and certainly the plethora of descriptions of musical
activity and of theoretical discussions of music stands out in contrast e.g. to ancient
Roman or pre-Modern English culture in general.? It is also the case that Greece’s
position as (part-real, and part-imagined) “origin” and ancestor of the whole Western
cultural tradition, together with the adoption specifically by the Christian Church and
other medieval and Renaissance intellectual authorities of many aspects of (neo-)
Platonic and neo-Pythagorean musical theory, has meant that an inordinate amount
of attention — much of it only loosely based on any actual Greek musical practice,
and focusing instead on elaborate notions of numerology and/or the ethical attributes
of particular tunings and scales —has been paid over the centuries to a particular set
of elite Greek ideas about the nature and purpose of music in human society that can
be shown to be in many respects unrepresentative of mainstream Greek attitudes,
and that are somewhat misleading as an account of Greek musical culture in general.

A sociology of ancient Greek music should doubtless look somewhat different
from a history of that music, and different too from a purely philosophical/aesthetic or
technical appreciation of that musical culture. Just as in the modern era a sociological
account (post-Bourdieu) of Western musical tastes and practices has different goals
and will tend to focus on different issues from a philosopher’s (aesthetician’s) or
traditional musicologist’s account of the nature, structures, and effects of music,
and each will bring to bear a different degree of interest in the respective roles of
“composer”, “performer”, and (various strata of) “audience” within a particular
society or musical tradition, so too in investigating ancient Greek music we need to
design our own most appropriate tools of analysis, rather than simply following the
ancient sources that happen to be most plentiful, influential and oft-cited concerning
the nature, or the moral and educational value, of music. A proper sociological
investigation should thus involve considering both etic and emic accounts of what
music amounted to, what it did for people, who (i.e. members of which social groups
and classes) performed the various different kinds of music, and who listened and/or
responded in one way or another to these different kinds, and trying to assess what
ordinary Greek people, as well as theorists and philosophers, thought about the role
of music and musicians within their larger social and existential world.

2 See Comotti (1989), West (1992), Barker (1984) etc. for standard accounts of the ubiquity and multiplicity of Greek musical
performances.
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Most modern accounts and appreciations of Classical Greek music accept, more
or less explicitly, the cultural assumptions of the main ancient (elite) literary sources,’
while also interpreting these sources within a (modern) cultural framework and set
of assumptions that reflects traditional Western European notions of what constitutes
high “musical culture” and even what counts as “music” at all. Thus the views of
Plato, Aristoxenus, Aristides Quintilianus, [Plutarch] On Music, and others from the
ancient philosophical-educational tradition have continued to loom large, even while it
is obvious that these authors — each with his own individual opinions and differences
of emphasis, to be sure — was nonetheless writing from a similar perspective and
within a shared — but relatively narrow — cultural/critical tradition, one that promoted
a particular social agenda that was in many respects unrepresentative of the prevalent
social practices of their times. Thus their intense focus, for example, on the moral and
educational value of music, and their detailed descriptions and debates about the various
tunings and scales available to composers and performers at different stages in Greek
musical “history”, probably tell us relatively little about the actual musical practices of
their society at large* — just as reading books, articles, and reviews written in the mid- or
even late-20™ century about (Western) art music would give future historians of culture
little clue as to the existence and impact of the multiple new music forms that were
burgeoning and proliferating during this same period in the Anglophone world (jazz,
blues, rock ‘n roll, soul, gospel, blue grass, country, reggae, Cajun, funk, etc.) — forms
that were reaching far larger audiences among many different constituencies than the
elite-favored “Classical music” that was, relatively speaking, dying on its feet.’

In recent decades, scholars (Barker, 1984, 1989, 2005; Bundrick, 2005; Comotti,
1989; Franklin, 2002; Gentili & Pretagostini, 1988; Mathiesen, 1999; Power, 2010;
West, 1992; et al.) have greatly facilitated non-specialists’ access to the ancient Greek
sources and have opened up the field for others to explore. But for the most part these
studies have continued to reproduce much the same balance of evidence and opinions,
and hence many of the same prejudices, as the elite sources that have survived in the
largest quantity. Only by reading between the lines and against the grain of some of
these texts, and by collecting evidence from other sources such as vase-paintings,
festival inscriptions, and song-lyrics (as well as Aristotle, to be sure), can we hope to

3 Literacy was far from universal in ancient Greece, and literary authors almost invariably came from the intelligentsia.
Whatever their own individual social/ethnic origin may have been, authors almost always wrote for, and in relation to,
members of the wealthy and socially dominant class(es), i.e. “elites” — except of course for those poets and dramatists who
did not write in their own voice and were composing (to some degree at least) for a mass audience. Since music-making did
not always involve expert usage of “standard language”, it is likely (as we shall see) that musicians came from a wider range
of social and ethnic backgrounds than literary authors.

4 This observation was made already by the anonymous author (5th-4th century BCE) whose opinions are partly in the Hibeh
musical papyrus (Pap. Hibeh 1.13); see Barker 1984: 183-85.

5 Academic scholarship and university positions devoted to the history, analysis, and sociology of non-“Classical” (Western) music
were almost non-existent until the 1970s. Even non-Western “classical” musics tended to be covered in college curricula by only
a tiny fraction of the faculty. It took until the 1990s before a significant broadening of the curriculum and of scholarly outlets for
musicological publication occurred within the academy in Britain and the USA, along with a concomitant acknowledgment of
the value of “ethnomusicology” in its various forms. See further Merriam 1964, Keil & Feld 1994, Nettl 2005.

213



SOSYOLOJi DERGiSi

penetrate a little further into the thicker texture of the ancient performance scene in
all its dimensions and dynamics.

In this article I will attempt to sketch the main features of Classical Greek music from
a sociological perspective, touching on such issues as: the status of instrumental and solo
vocal performers in relation to their audiences and/or to citizen groups of dancer/singers;
elite attitudes to music-making vs music-listening and appreciation; distinctions of gender,
ethnicity, regionalism, and status/class (including “amateur” vs “professional”’) within the
overall music-making scene of Greece as a whole. Each of these topics deserves a much
more detailed discussion than I can provide here. But I hope this sketch can provide a
useful overview and starting-point for further investigation.

As far as we can tell, the Classical Greek music systems (tunings, melodic
structures, instruments, etc.) were not very different from those of e.g. the Hittites,
Assyrians, Phrygians, Lydians, and other Anatolian musics that had preceded them,
all in turn deriving largely from the widespread Babylonian systems of the 2™
millennium BCE.® But the “sociology” of who played (or was supposed to play)
what kinds of music, what social status was associated with which instruments and
which kinds of musicians, and what particular instrumental, vocal, choreographic,
and stylistic distinctions were (or were supposed to be) observed by the various
different performers and listeners within Greek culture, seems to have evolved in
quite interesting and distinctive ways during the period ca. 700 and 320 BCE — i.e.
the period that we broadly label “Classical”.

Two large methodological issues need to be addressed, however, from the outset:
(i) what do/should we count as “music”? and (7i) to what extent should a sociology
of Classical Greek music attempt to take account of diachronic changes within the
extended culture of the mainland, the islands, Anatolia, Sicily and S. Italy, and regions
to the north (Black Sea, Thrace, etc.), during the period 750-320 BCE?

(i) What counts as “music”? In what follows, I will be inclusive rather than restrictive
in my definition (as surely befits an anthropological or sociological analysis).” So I
will regard “Greek music” as including not only all kinds of artful/intentional human
vocalizing and instrumental/percussive effects,® but also the corporeal movements that

6 West (1992): passim, Franklin (2002), Hagel (2005; 2010) with further references.
7 See Merriam (1964), Walker (1990), and Nettl (2005) on the recommended parameters of ethnomusicology.

8 A case could certainly be made for including non-human and/or non-intentional sound-production as also counting as “music:” in
particular, bird-songs, water and wind, and other elements of the natural geophysical soundscape were often described as being
musical or quasi-musical by Greek writers, and modern ethologists, evolutionary biologists, and anthropologists — as well as
musicologists —are increasingly inclined to expand the realm(s) of “music” so as to include more than just human tone-production
(e.g., fonosfera/phonosphere: Bettini, 2008; cf. Schafer, [1977] 1994, Krause, [2002] 2016; also Feld, 1982/1990). Likewise,
within human societies it is often hard to determine whether e.g. wails of lamentation or involuntary cries of excitement, bodily
movements, and clapping of hands should count as being “musical”. In the case of birds and other animals such as hylobate
gibbons or vervet monkeys, a distinction is usually drawn between “cries” (conveying information, e.g. distress or warning)
and “songs” (expressing ? emotion, desire, affection?): see articles in Wallin et al. (2000), Kroodsma (2005), and Marler and
Slabbekoorn (2004).
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often accompanied such sound-production, whether in the form of organized dance,
or as hand/arm-gestures, foot-stomping, and more or less random trance states. In the
Classical world, dance was rarely separated out, in practice or in theory, from other
aspects of music-making (singing, instrument-playing, ritual incantation, etc.), and as
in most cultures of the world, listeners were usually expected to respond to the aural
stimuli of music with their own physical movements, which often constituted a kind of
participation in the music-making. Thus a musical performance might involve several
different components of sound-producers and audience responses, as well as reciprocal
visual stimulation and display. Music was rarely just a matter of a “musician” playing
a “piece of music” to which others (merely) listened. (I will return to this important
topic in more detail below.) Overall, keeping this broad definition of music in mind
should enable us to avoid the misleading tendency of much Western European and
North American music criticism of the last 200 years (at least up until recently), to
concentrate almost exclusively on the “high” art music of the period and its (implicitly
silent and motionless) listeners, and on the critical debates that surrounded such music
among literary and philosophical elite listeners. (i) Our other methodological problem
is less easy to solve. From the outset, when we undertake a/the sociology of the music
of this culturally rich period, we confront the fact that Greek society was undergoing
many changes, sometimes of quite radical kinds, and the roles played by music and
various kinds of musicians within society were changing too. This was not a static
social system, but an evolving one, and the music scene seems often to have been one
of the most distinctive and exciting arenas of innovation and modification.” So some
kind of diachronic “history” of that music scene needs to accompany any synchronic
analysis, and we need to be aware of the tensions/differences between older (Archaic)
and newer (late-Classical and Hellenistic) musical practices and attitudes, especially
when we consider the writings of our two most important philosophical/cultural
analysts from that period, Plato and Aristotle (and also Aristotle’s star musicologist-
student Aristoxenus). In their writings we can observe a distinctive set of attitudes that
both is and is not typical of their time, and their prescriptive remarks about music
performance and listening need to be interpreted with that tension in mind.

In diachronic terms, then, we can state — broadly, and at the risk of over-simplification
— that the degree to which prominent public performances of music involved elite men
(aristocrats, the wealthy, political leaders, even middling citizens) as music-makers, rather
than simply as listeners, seems to have declined significantly between the 7" and the
4t centuries BCE. This decline can be most obviously observed in the area of choral
performance (choreia), although our sources are of course skimpy and not always
transparent. Thus it looks as if, on the one hand, during the 7™ and 6™ centuries choral
groups made up of citizen boys or girls (paides), young men (neoi), unmarried women
(parthenoi), or adult men (andres), were widespread and highly esteemed throughout

9 D’ Angour (2011) and Gurd (2016).

215



SOSYOLOJi DERGiSi

the Greek world. These choruses usually comprised between a dozen and fifteen, but
sometimes as many as fifty singer-dancers, accompanied by kithara (concert lyre) or
auloi (double reed-pipes), or occasionally by both together. At festivals both local and
regional (and even Panhellenic, such as the Pythian Games at Delphi) these choral groups
— largely amateur, but often highly trained and skilled — were regarded as representing
their particular communities (city or town) and as embodying the style, taste, and
communal character (the collective habitus, we might say) of that whole community.'? In
these contexts, it is not clear what social status (what degree of prestige) was occupied by
the instrumentalists who usually accompanied the choruses; but in some cases -especially
among the kitharists (string-players)- the instrumentalist might also be the composer
and/or lead-vocalist of the song (just as Apollo is imagined as being the “leader of the
Muses” [Mousagetes] in divine musical performances),"" and some kitharodes (solo
kithara-singers) might travel widely to give solo recitals and/or accompany choruses:'
we know of several historical or semi-mythical figures such as Archilochus (from the
island of Paros), Terpander (beginning in Lesbos and later influential at Sparta), Arion
(Lesbos, Corinth, Sicily), Thaletas (Crete and Sparta), and Alcman (Sparta, though
perhaps originally from Lydian Sardis), all of whom achieved cosmopolitan fame and
distinction in such contexts, as poets, musical innovators, and cultural leaders. Some of
these itinerant/migrant virtuoso performers were even credited with having helped to
establish a new “constitution” and musical regime for a city: such stories were given
added resonance by the coincidence that the standard Greek word for “law”, nomos, was
also a standard term for “melody, musical scale”, and thus eunomia (“good government’)
might often carry associations of “harmonious music”, and vice versa.'?

The prevalence and social prominence of these choruses seems to have shrunk
somewhat as the Classical period proceeded, even while opportunities for solo
virtuoso instrumental and vocal performance persisted. Thus for example instead
of regarding choral participation by children and adolescents as a key component
of their overall “education” and enculturation —an education conducted primarily, it
seems, in the places where they would learn traditional poetry and rituals in the form
of songs, and where dancing would overlap with gymnastic and athletic endeavors
as their physical training— “school-rooms” instead became the more or less official
locations of education and enculturation, and the skills of reading, writing, and public-
speaking began to occupy a more prominent place than music on the cultural scale,
especially for men. At these schools, basic competence in tuning and playing the lyre
and auloi, and in singing, were still included; but in some communities at least, it

10 On choreia in general, see Wilson (2000), Lonsdale (1993) (referring especially to Plato’s nostalgic vision in the Laws),
Naerebout (1997), Kowalzig (2007); for young women’s choruses in particular, Calame (1997), Stehle (1997).

11 See below, on the Homeric Hymn to Apollo.
12 For extensive discussion of kitharodes, see. Power (2010).

13 See e.g. the entries for Terpander, Thaletas, and Alcman in Campbell (1988).

216



Griffith / Towards a Sociology of Classical Greek Music

looks as if choral performance may have receded in importance.'* By the 4% century
BCE, Plato (with his nostalgic fetishizing of choreia in the Laws) and Aristotle (with
his fetishizing of leisured adult critique/diagogé in the Politics) are both found to
downplay the value of citizens actually learning to play an instrument with particular
skill, and they both also express some anxiety about various kinds of popular dance
and theater music. I will return to this issue later in this chapter.

With these methodological issues in mind, let us turn now to the project before us,
i.e. a social analysis of the Classical Greek music scene.

Social Realities and Imaginary Representations: Greek Musical
Performances, 750-320 BCE

Our evidence about the Archaic-Classical music scene comes, broadly speaking,
in four main forms: contemporary poetic texts in which “singers” (aoidoi) and other
musicians are described; contemporary vase-paintings of musical performances;
narratives and descriptions from later centuries, many of them coming from
anecdotal or faux-systematic music “historians” such as Athenaeus and pseudo-
Plutarch, whose accounts fluctuate wildly in their reliability;'* and contemporary or
near-contemporary discussions, whether descriptive or prescriptive, by philosophers
and cultural historians (above all, Plato and Aristotle) who are interested in the effects
of music and the proper and best ways for music to be performed within a particular
community. From the Hellenistic period on, we also have quite extensive inscriptional
records from major festival sites, listing the events, institutional arrangements
(including hiring of musicians and composers), awards of prizes, and (in some
cases) names of instrumental and vocal prize-winners. The special case of Athenian
drama (tragedy, comedy, and satyr-play) will be considered separately below: this
was a major musical venue, involving large numbers of performers, thousands of
spectators, and relatively huge sums of money spent on each production; but many of
the aesthetic and social elements involved require special analysis.

Of these sources, even while Plato presents the most vivid (often facetious) and
influential accounts of Greek musical performance culture in his lon, Republic, and Laws,
and even while Aristoxenus (substantial fragments of whose work survive)!'¢ was clearly
the most thorough-going and systematic of all the Classical-period musicologists, the

14 Marrou (1956), Griffith (2001); but see e.g. Wilson (2000) for a reminder of the continuing prevalence of choral performances
throughout Greece; also Kowalzig (2007), Kowalzig and Wilson (2013); and cf. Stefanis (1988), Csapo and Slater (1995),
LeGuen (2001), Aneziri (2003), Manieri (2009) etc. on musical competitions in general, and especially on the associations
of performers (“Artists of Dionysus”) who were organized all over the Greek world to participate in them.

15 In some cases these late authors were able to draw on the studies of serious 4™ century BCE scholars such as Aristoxenus,
Dicaearchus, and Heraclides of Pontus (all of them students of Aristotle), whose knowledge of earlier musical practices and
personalities was quite extensive, but far from comprehensive. See further Barker (1984, pp. 205-304, esp. 301-304).

16 Most readily accessible in Barker (1989). Many other late sources, such as Aristides Quintilianus, are recognized as
containing —along with large doses of Plato— a great deal of Aristoxenan material as well, usually at second- or third-hand:
see Barker (1989, pp. 392-535).
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most useful and informative surviving source of information and ideas for our current
sociological purposes, all things considered, is Aristotle.!” So I shall be deploying
Aristotle’s De Anima, Politics, and Poetics quite extensively in what follows, even while
attempting to take proper account of all the other kinds of relevant evidence as well.

Hierarchies of Musical Taste & Performance Restrictions

Strings vs pipes... and percussion — differences of gender & ethnicity. Most
ancient and modern accounts of the Classical Greek music scene agree in presenting a
fairly consistent and straightforward hierarchy of instruments, genres, and performance
contexts.'® The lyre-type stringed instruments (/yra, kithara) and their associated song-
types (often directed to Apollo and/or Artemis, or celebrating various up-beat divine
and human activities at festivals or in the symposium) rank highest, in terms of prestige,
prize-money for performers, and expressions of approval from elite arbiters of taste
among our literary sources. Lower on the prestige-scale, but probably more widely
played and more universally enjoyed at the broadest range of social occasions, were the
double reed-pipes (auloi, of various types).'” Multi-stringed instruments (harps, zithers,
sometimes referred to as péktides = “finger-plucked instruments”),? various kinds of
percussion and idiophones/membranophones (castanets [krotala, krembala], cymbals
[kymbala), tambourines and frame-drums [tympana), gongs, rattles/shakers [seistra],
and bull-roarers [rhomboi], were all employed quite extensively as well in many
musical contexts, especially those (many!) for Dionysus and Cybele (the Great Mother)
—many of which involved primarily female dancers and singers— and also those that
were associated with other northern and eastern divinities (Sabazius, the Korybantes,
the Kabeiroi, the Daktyloi, Adonis, Isis, etc.).?! In the countryside, other kinds of pipes
than the auloi were also widely used (collectively referred to as syrinx).

17 Aristotle’s terminology, as well as his gender- and class-inflected analytic approach, has much in common with Bourdieu’s
(with Cicero an important Classical intermediary: thus hexis, habitus, and various dynamics of social-power relations,

e

“correctness”, “taste”, etc.). I will be making extensive use of this commonality in what follows.

18 Barker (1984), West (1992) etc. Barker’s article “Music” in the various editions of the Oxford Classical Dictionary (most
recently, the 4th edition, eds. S. Hornblower, A. Spawforth, E. Eidinow [Oxford 2012] is a masterful synthesis and analysis
of modern scholarly understanding of Greek and Roman music, and I recommend this highly as a general overview. I have
learned much from Barker, West (along with many others too), and I greatly admire their scholarship. If at times in the
present article I may appear to be dissatisfied with Barker’s and West’s accounts of the ancient Greek music scene, this is
largely a reflection of my own more ethnomusicological-sociological orientation to the material, in contrast to their more
positivistic, technical, literary, and aesthetic approach.

19 For descriptions of the various materials, tunings, uses, and characteristics of the different types of auloi, see esp. West (1992,
pp. 81-107), Mathiesen (1999), Hagel (2010), Barker (2012), also Hagel (n.d.).

20 Instruments of this type (i.e. “harps”) had been widely used in many Near Eastern contexts (Assyrian, Hittite/Phrygian,
Cypriot, etc.); see e.g. Franklin (2002), Schuol (2004), with illustrations. It is hard to determine how widespread their
use was in Classical Greece: see Barker (1984), Maas and Snyder (1989), West (1992, pp. 70-79). Puzzlingly absent from
the record of Greek instruments of the Classical period are lutes, i.e. long-necked stringed instruments, with or without
frets, such as frequently are represented on Bronze Age Egyptian and Hittite monuments (see e.g. Schuol, 2004): such an
instrument (pandoura seems to have been its Greek name) is first attested on Greek monuments only from the mid-4® century
onwards (Mathiesen, 1999, pp. 283-285; Winnington-Ingram & Higgins, 1965), and no such instrument is ever mentioned in
literary texts of the pre-Hellenistic period.

21 On the Korybantes, Kabeiroi, Kouretes, and other similar types of music-making daimones, see Poerner (1913), Jeanmaire
(1939; 1949), Linforth (1946), Hemberg (1950), Ustinova (1992-1996), Bremmer (2014), Griffith (forthcoming in 2018).
See also Hardie (2004). Musical performances of this kind will be discussed further below (pp. 244-247).
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Because (at least, according to our mainly Atheno-centric fifth- and fourth-century
sources) male citizens were largely restricted in their instrumental music-making
to lyre and kithara, while women and non-citizen males (including resident aliens
and slaves, as well as itinerant professionals from various regions and of various
ethnicities) experienced no such restrictions, it is likely that (a) more music, whether
domestic or public, was actually performed by women than by men? and (b) a
significant proportion of the most skilled and affective music-making was not only
non-Athenian in origin and character but also, to a significant degree, performed
by non-Greeks; furthermore (c) it seems clear as well that the range of musical
sounds (instruments, timbres, genres, vocalizing styles) that might be heard from
these non-citizen (often female) musical performers was generally much wider and
often more expressive than the (necessarily more restrained and narrowly calibrated)
sounds made by Athenian citizen males.?® Thus Athenians of all social statuses were
accustomed to the idea that much of the most exciting and affective music that they
heard was produced by performers whose own social position was lower than their
own and who might not, for example, even be fluent speakers of Attic Greek. The
resultant social dynamics will have been consequently somewhat complex: the
essential/imagined gendering and ethnicity of “Greek music” may not have squared
at all exactly with the dominant military-civic norms of the Athenian democracy or
of polis-culture in general (a point to which I will return).

At the same time, the basic social hierarchy and civic prestige-scale of strings vs
pipes (and percussion) persisted, unchallenged, with male string performances by
Greek kitharodes and kitharists consistently operating at the top of both the financial
and the aesthetic/social spectrum —in as much as the prizes awarded in festival
competitions to victorious kitharodes and kitharists were regularly larger than the
prizes for pipe-players (auletai),* and our most prominent surviving literary and
philosophical/musical-theoretical authors (Plato, Aristotle; and later e. g. Athenaeus,
ps.Plutarch, Aristides Quintilianus, etc.) all assign the leading roles in Greek musical
innovation and distinction to male kithara players (Terpander, Alcman, Arion, Lasus,
Timotheus; or in the mythological realm, to Orpheus and Thamyris —and in the divine
realm, to Apollo).?

22 One significant piece of evidence in support of this assertion is the official Athenian ordinance ([Aristotle] Constitution of the
Athenians 50.2) that the ten astunomoi (“city-managers”) responsible for maintaining order, cleanliness, etc. in the city-center,
were required to monitor the fees paid to musicians who were hired on a daily basis (presumably for symposia, small-scale
religious festivals, etc.), limiting them to 2 drachmas per musician: the three types of musicians mentioned in the ordinance
are all female (pipe-players, harpists, and lyre/kithara-players). Some modern scholars have interpreted this ordinance, along
with other references in literature to aulétrides (female “pipe-players”, often mistranslated as “flute-girls”) as really meaning
prostitutes, with their musical skills being only secondary. But for convincing refutation of this view see Goldman 2015.

23 Obviously the terms “ethnicity” and “non-Greek” or “non-Athenian” involve complicated issues of cultural analysis, which I
cannot pursue here. See esp. McCoskey 2012; and for the cultural-regional “mix” and differences within ancient Greek music
overall, see e.g. Panegyres (2017), Griffith (in progress).

24 West (1992), Csapo and Slater (1995), Manieri (2009), Power (2010), Rotstein (2012).

25 By contrast, the founding-fathers/genii of Greek aulos-playing were traditionally said to be the Phrygians: Marsyas (often imagined
as not fully human, but a satyr) and his student/boyfriend Olympus —a telling index of the strong tendency within mainstream Greek

219



SOSYOLOJi DERGiSi

Performers vs listeners. Quite apart from the persistent and consistent musical
hierarchy of instruments and gendered performativities that we have outlined, another
important fault-line can be discerned, that between performers and audiences, and
between different kinds of audiences. Several of our elite sources draw attention to
this question: does the “highest” and best musical activity consist of playing, or of
listening? And what is the best way to listen to and appreciate music of this or that
kind? As I noted above, a diachronic shift can be observed here, as our earlier sources
are generally readier to present music-making as a noble and entirely respectable
activity than our later ones, which tend increasingly to assign the most expert
musicians to a professional class of performers whose status is markedly lower than
that of the ruling or citizen elites who listen to them (and in many cases, pay them). Or
perhaps, rather than a simple chronological shift, we should recognize instead an on-
going tension between two competing ideals of music-making, one of which honored
the skill and beauty of the musician’s voice and artistry, and regarded these both as
markers of divine inspiration and value, and also as providers of supreme psycho-
social and ethical benefit to their audiences, while the other valued more highly the
mental discrimination involved in appreciating the finer points of a high-level musical
performance, while manifesting some ambivalence (distrust or even contempt) about
the professional level of skill required of the actual performers. A number of elite
sources, for example, insist that the ability to produce oneself exquisite and ravishing
musical sounds is less valuable to a community than the “lawgiver’s” or gentleman’s
talent for selecting and enjoying the “right” music for the particular occasion.?

This on-going tension, or ambivalence, was significantly stronger in the case of
music than it was for e.g. the visual arts (painting, sculpture, architecture) or even
for literature (poetry, historiography, philosophy), both because the effects of music
on listeners were (and are) so pervasive and strongly emotional and affective, and
because, unlike the case of those other fine arts, the musical performer is present
him/herself in person while the emotional effect is taking place among his/her
audience —they are being “moved” by his/her performance much more immediately
and personally that in the case of someone looking at a painting or reading a poem
(or even hearing poetry originally composed by e.g. Homer and now being narrated

culture to “ethnicize” music and emphasize its regional character. Such exoticizing —and even marginalizing— of aulos-playing within
elite Athenian discourse seems however to have been somewhat atypical of the rest of Greece: certainly Pindar (of Thebes) had no
compunction in composing a celebratory ode for a victorious pipe-player (aulete) named “Midas”, who competed at Delphi on behalf
of the city of Akragas in 490 BCE (Pindar Pythian 12); and several Theban aulos-players of the Classical period were much celebrated
both by their own city and elsewhere (Pronomos, Potamon, Antigeneidas; etc.; cf. West, 1992, pp. 366-67; Wilson, 2007).

26 Plato Laws 2. 669a-671a, 4.719a, 7.798d-802a, 809a-811e; cf. Aristotle Politics 8. 5.1339a26-39b10, 8.6.1340b20-41b18, where
gentlemanly appreciation and critique of expert musicianship is explicitly preferred as a social practice to the actual expertise
of the most skilled performers themselves, who are referred to as “professionals” (fechnikoi) and as being typically “vulgar-
craftsmen-types, mechanics (banausoi)”. On the notion and dynamics of “professionalism” in general among Greek poets in the
archaic-classical periods, see now Stewart 2016, with further references; but his article does not discuss musicians per se.
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by a rhapsode).?’ I will return to this point below (with particular focus on Aristotle’s
analyses of sound and musical affect).

This shifting focus and uncertainty of cultural emphasis regarding the respective
roles/value of the performer and the listener, can be nicely observed in a comparison
between three of the best-known and most influential of all ancient Greek accounts
of singing and music-making that survive to us from the earliest period of Greek
literature (ca. 750-600 BCE): Homer’s Odyssey, Hesiod’s Theogony, and the (so-
called) “Homeric Hymn” to Apollo. All three of these are lengthy poems composed
in dactylic hexameter verse that was not actually sung, but rather recited;?® but they all
describe at length the aesthetic and social impact/effects of high-level, expert —whether
professional or amateur— musical... performance.

In Homer’s Odyssey, the professional singer-kitharists Phemius and Demodocus
are both of relatively low social class; they perform at the behest of the aristocratic
families that control social operations among the Ithacans and Phaeacians respectively;
they are treated as being especially valuable for the beauty and originality of their
aesthetic product (and in the case of Demodocus, for the accuracy of his verbal
narrative); and it is clear that they enjoy some degree of divine blessing from Apollo
and the Muses, even while they hold no political power and seem relatively lacking
in personal wealth as well. (In the /liad, it is true that the high-born warrior-prince
Achilles does sing to himself and Patroclus, accompanying himself on a fancy kithara
that he had captured during this campaign (//iad 9. 186-91), as a way of consoling
himself for his present predicament; but the implication of this passage appears to be
that only when not being active as a warrior and political agent would a prince thus
actually perform music, and it is notable that his audience consists only of his one
intimate friend —he is not performing to a group, let alone “in public”.”

In Hesiod’s account of the Muses and his own calling to be a poet, by contrast (Theogony
1-115), we are given an extended account of the extraordinary beauty, elegance, and
vocal and choreographic skill of Zeus’ musical daughters, and their pervasive ability to
affect the moods and behaviors of humans and gods alike throughout the world. The poet

27 Plato’s Jon explores the dynamics of a virtuoso Homeric rhapsodic performance, in ways that somewhat recall a musical
performance. But on the whole, the difference in the Odyssey between e.g. Odysseus’ spoken narratives and the “songs”
of Phemius and Demodocus is clear enough, and that difference continues to grow greater once “rhapsodic” narrative and
“choral/monodic lyric” song-making go their separate performative ways, after the 7th century BCE; see e.g. Burkert (1985),
and Nagy, (1990). Plato’s solution (in the Jon, and elsewhere) to the “problem” that Muse-inspired musical-poetic performers
(coming from various regions and backgrounds —largely non-philosophical) have such remarkable impact on audiences of
all kinds, is to insist that they do not actually know or control what they are doing as performers, but are either more-or-less
passive conduits of divinely-originated beauty (as in Jon), or are actually out-of-their-minds (possessed by some kind of
“madness” (mania), as in Phaedrus). Plato’s vivid language and imagery have been influential over the centuries, but generally
less than helpful, to those seriously interested in explaining (in other than metaphorical terms) musical and poetic affect.

28 For discussion of the possibilities that/how Homeric verse may originally have been sung, see West 1981, and Hagel n.d. But
it seems certain that by the 7th century BCE (the likely date of the Homeric Hymn to Apollo) Homeric and Hesiodic verses
were recited with fairly minimal vocal modulation and without instrumental accompaniment.

29 Later authors, however, credited Achilles with extensive musical skills taught him by the centaur Chiron (e.g., Statius
Achilleid 1.185fF).
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praises their beautiful voices, their elegant and desirable appearance, and their exquisite
skill as dancers, even while Hesiod himself, in the end, avails himself of only a small
fraction of these powers —he is given by them a “staff” (sképtron) of laurel instead of the
more traditional Muse-gift of a lyre, and his activity as a “singer” (aoidos) turns out to
be monotonously vocal and verbal: his poetry is accompanied by no instrument, he does
not dance, and he relies instead entirely on the words of his “songs” (i.e. narrative and
didactic poems) to affect his audience. So we can see that both “Homer” and Hesiod are
slanting their accounts of high-level musical performance in such a way as to align their
own audiences with a logo-centric notion of what “song”-culture is and what its priorities
should be: according to these (amusical) hexameter poets, the most precious cultural asset
is a verbal expert who “knows” important truths and events and names,* while the aural
and visual charms of an actual singer, instrumentalist, or dancer are to be ranked slightly
lower on the scale of value. At the same time we may detect a paradoxical confirmation
even within these same texts that the joy and excitement generated in an audience by
more “musical” performances, with the resultant enhancements provided by melody,
varied rhythms, differing vocal and instrumental textures, and visual spectacle (costumes,
dance-movements, physical attractiveness of the performers, etc.) are likely to be greater
and more impactful in any given community, including that of the gods themselves, than
any merely verbal narrative —for the Muses themselves, according to Hesiod, delight their
father Zeus and the other Olympian gods with the full auditory and visual range of their
musicality. (We will return below to the fact that the Muses are also female —a recurrent
tendency in Greek imaginings of ideal and/or original musical performance.)

This impression that Homer and Hesiod are (purposely, but surreptitiously)
downplaying the “musical” elements of Greek song-culture, in favor of words and
narrative, is confirmed by the vivid description of divine music-making that we find
in the Homeric Hymn to Apollo. Apollo himself is Zeus’ eldest and most prestige-
laden son; and among his key attributes is skill at playing the lyre and kithara.®' In
this —paradigmatic and idealized— multi-dimensional model of ancient Greek musical
performance, as conducted among an elite family and their larger community (i.e.,
the children of Olympian Zeus together with their extended family), we find acoustic
and visual elements completely intertwined with one another, and multiple bodies
engaged in movement (not just Apollo’s hand applying the plectrum to his kithara),
while it is also clearly indicated that the internal “audience’s” responses (as well as
those of the performers themselves) are simultaneously cerebral and corporeal:

30 Chadwick (1952), and Detienne (1996).

31 The tortoise-shell lyre (chelys), according to Greek mythology, was actually invented, constructed, and first played by
Apollo’s younger brother, Hermes —a master-technician and communicator, but also a somewhat lower-class divinity in
several respects (Brown, 1947; cf. Clay, 2006). It is Apollo who is almost invariably presented as the ace performer on
both kithara and lyre, and his musicality is almost exclusively limited to those lyre-type stringed instruments (chelys-lyre,
phorminx, kithara —i.e not the harp or zither, nor pipes or percussion), and of course his voice as well. Visual images of Greek
(human) kitharodes and of Apollo playing his kithara (esp. on Athenian vase paintings) tend to look almost identical in their
general posture and youthful glamor; see Power (2010).
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And playing his scooped-out lyre (phorminx), glorious Leto’s son

goes also to rocky Pytho,

his divine garments scented, while his lyre (phorminx)

under the golden plectrum makes a delightful clangor. 185
From there e goes up from earth to Olympus swift as thought,

to the house of Zeus, to join the congregation of the other gods;

and at once the immortals devote themselves to lyre music (kitharis) and song.

The Muses, responding all together with lovely voice,

sing of the gods’ divine gifts and of human 190
sufferings — all that they have from the immortal gods

and yet live witless and helpless, unable

to find a remedy for death or a defence against old age.

The lovely-haired Graces and the cheerful Horai,

and Harmonia, Hebe, and Zeus’ daughter Aphrodite, 195
dance (orcheuntai), holding each other’s wrists;

and among them also performs, singing (metamelpetai), one neither plain

nor short of stature, but tall and fair to behold,

Artemis profuse of arrows, fellow nursling of Apollo.

Among them also Ares and the keen-sighted Argus-slayer [= Hermes] 200
sport/flirt/play (paizousi); while he, Phoibos Apollo, plays his lyre (enkitharizei)

in the middle, stepping fine and high, and splendor shines about him,

and the flashing of his feet and his tunic of quality thread.

Leto of the golden locks and resourceful Zeus

are delighted in their great hearts as they watch 205
their dear son sporting/playing (paizonta) among the immortal gods.

(Homeric Hymn to Apollo 179-206, tr. M. L. West, adapted)

Apollo here is leading a chorus of singers and dancers. He himself is the chief
focus, as he is singled out for the most extended description at the beginning and
end of the passage: he struts among them (202), playing the concert-lyre (201
enkitharizei),”> wearing immortal, perfumed clothing (184, 203), wielding a golden
plectrum that produces a “desirable clang/resonance” (185 kanachén ... himeroessan),
“while splendor shines all around him, with the sparklings/flashings of his feet and
of his fine-woven tunic” (202-3). Like many of the kitharodes illustrated on Athenian
vases, he is the epitome of youthful beauty and style, and the combination of visual,
olfactory, and acoustic splendor that he emits is captivating and infectious. He leads
and directs a chorus of Muses “responding all together with lovely voice” (189 hama
pasai ameibomenai opi kaléi, i.e. a unified voice, all sounding as one); and then the

32 His instrument is described both as a phorminx and as a kithara/kitharis: such verbal imprecision is not uncommon in archaic
Greek poetry: Barker (1984), Maas and Snyder (1989), West (1992).
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description broadens out to highlight the hair and bodies of the divine dancers who
link up, hands on wrists, and join in —an ensemble of the most beautiful and desirable
young goddesses: Charites, Horai, Harmonie, Hebe, Aphrodite. One goddess stands
out among the others, almost a co-leader of the group, it appears: Artemis (Apollo’s
divine sister), “tall, impressive of form”, 197-198),3 and she specifically “joins in
the singing” (197 metamelpetai), clearly taking second place only to Apollo himself.

Whether or not Apollo actually sings as well as playing his kithara we are not told.
The Muses and Artemis apparently are the main singers (189-93, 197), and we might
expect some of them also to be playing hand-percussion (krotala), and possibly other
instruments as well (as a female chorus is described doing elsewhere in this Hymn, and in
many scenes on vase-paintings).** The other young goddesses form a circle-dance, linked
hands on wrists (194-96; again, vase-paintings confirm this as a common configuration
for female choruses), and their contribution to the ensemble seems largely to be visual,
as they interpret and enhance with their bodies the music that Apollo is directing. Then,
in addition to the female singers and elegantly ordered dancers, there are two male
participants, or interlopers, Ares and Hermes. These two youngsters (half-brothers to
Apollo, sons of Zeus by different mothers) are said here to “play/sport among those”
dancers and singers (200-1 en #ési ... paizousi). What is entailed by this “playing”? In a
context such as this, we should probably understand a combination of informal dancing,
showing-off, and flirting, since paizé often carries erotic implications, especially in
contexts of young women dancing and having fun together —a typical scenario, as we
shall see, for romantic encounters and seduction, even occasionally rape. 3

At a little bit of a distance from the musicians and dancers, two seated listeners admire
the performance (204-6): Leto and Zeus, Apollo’s mother and father, mature, parental, a
little more detached parents, “take pleasure in watching their son ‘playing’ with the <rest
of the> gods”. Zeus himself hardly ever plays or sings in Greek literature or art.*® Here
Zeus’ and Leto’s pleasure is not, it seems, primarily acoustic, but visual and social: they
appreciate that their son is having such a great time, looking so splendid, and winning the
approval and collaboration of all his siblings and hangers-on. This wouldn’t be able to
happen without the musical component, which is both an occasion (for getting together,
showing-off, touching, flirting) and an auditory, psychological stimulus to goodwill and
synchronized movement among the group, each in his or her particular way.

33 Her conspicuous height and beauty, marking her out among the other goddesses, may remind us of the figures of Hagesichora,
Agido, and Astumelousa in Alcman’s Maiden Songs (frs 1-3); see Campbell (1988), Calame (1997).

34 See Peponi (2009), with illustrations and further references.

35 For the connotations of “play” (paizé and sumpaizé) in connection with young women or goddesses in Greek literature, see
Rosenmeyer (2004), Bathrellou (2012), and further below pp. 226-228. Aristotle (Politics 8. 3.1337b23-38a12, 8. 5.1339al1-
30) discusses paidia (“fun, play”) as the commonest response/function for music in general; see further pp. 239-243 below.

36 Aristotle Politics 8. 5.1339a41-39b9.
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The music thus has different significance and impact for the various members
of this “congregation” (187 homégurin); each individual adds, and finds, something
different in it.>” And the whole scene is observed (imagined) and narrated by a human
poet (“Homer”) in tuneless hexameters, with no chorus or dance, as he recites to a
listening or reading public who are brought through his words alone to imagine the
performance-scene and to conjure up similar moments from their own experience to
enhance and enliven it.

We may note that it is taken for granted here that almost all the young Olympian gods
and goddesses enjoy participating in the combination of acoustic and visual performance
(song and dance) that is on offer, while the older generation sits and watches.*® Tt is
a multidimensional musical assemblage, imagined as a perfect aesthetic and social
event that involves several different kinds and degrees of participation —assembling,
kithara-playing, vocalizing, moving in co-ordinated or improvised ways, touching,
listening, sitting and watching. At the opening of this Hymn (lines 1-13), the occupants
of Olympus are described as being anxious about Apollo’s impetuous and potentially
violent presence (2-3 “the gods tremble when he comes into the house of Zeus, and
they all jump up from their seats as he approaches...””). But now the description of his
music-making dissolves all such anxiety and brings a mood of inclusion, relaxation,
and mutual approval —even while distinctions of gender and hierarchies of status are
reinforced. The scene is presented as a model of the ways in which music is supposed
to work;* moving bodies, beautiful voices, physical interactions between participants,
often an erotic/romantic aura... and relatively small attention being paid (at least
in this particular celebration among the gods) to the actual words of the song. (But
most modern Classical scholars, coming as they do from the ranks of language- and
literature-specialists, have preferred to focus almost exclusively on the verbal content
of archaic-Classical Greek “song culture.”)

Liveness: The dynamics of live, synaesthetic performance; aspects of sound-
production and -reception; musicians and “audiences”. Ancient Greek music
was indeed almost always a social activity, and was conducted “live” and in real
time. It was also usually an interactive, and often synaesthetic, experience for all
the participants. As among most societies during the history of the world before
the invention of recording technologies and mass production of records/tapes/

37 In other contexts, the specific, charming and exciting effects on individuals of playing and/or listening to music are more
minutely observed and described: e.g., the Muses at Hesiod Theogony 1-115; Hermes playing and singing at Homeric Hymn
to Hermes, after he has built the first lyre; or Agathon’s seductively beautiful song at Aristophanes Thesmophoriazusae 39-
172. See esp. Peponi (2012, pp. 98-104).

38 On the face of it, the participation of such a wide variety of divinities seems to provide an a priori proof that for most Greeks
it was not generally believed that music affected character-formation (éthos) in any significant way, since presumably the gods
do not need their characters to be shaped and modified any more than they already have been. Certainly, the character of e.g.
Aphrodite is not similar to that of Artemis, or Ares, or Zeus —yet they all apparently respond with joy and appreciation to the
same music. This shared enjoyment crosses gender lines: male and female gods play and sing together, to the same music.

39 See Lonsdale (1993) on “dance as an ordering force.”
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CDs/MP3s, etc. (a process that began roughly in the early 20% century), listening
to music involved also watching one or more music-makers as they performed, as
well as being aware of other audience members at the same time that the musical
sounds were entering one’s ears. Reactions and responses to musical performances
were thus usually more collective than individual (or, we might say, simultaneously
individual and collective).** Music was seldom performed and listened to by solitary
individuals.*! The contrast in this respect with the modern hi-tech West is enormous.

Furthermore, whether music was sung or played on instruments or (as often) both at
once, it usually entailed elements of bodily movement beyond the basic activation of a
singer’s lungs, larynx, and tongue, or an instrumentalist’s fingers, and some form of visual
display as well —costumes, gestures, formations, often including dance. Thus the activity
of performing and listening/ responding to “music”, for most Greeks, as for many/most
other societies, was not simply acoustic, but also visual and even haptic, i.e. synaesthetic.*

These processes of sound-production and listening are not always unidirectional
—not simply and always from musician(s) fo audience/spectators. Nor is the “music”
always produced (entirely) by human agents who are intentionally planning and
projecting the particular (combination of) sounds that the audience(s) end up hearing.
Musicians are affected by their audience(s); and the sounds and sights of a musical
event often also include many features that are not produced by, and are out of the
control of, the central/featured musical performer(s).*

Many ancient Greek critics and observers of musical performance describe quite
vividly the process of musical affect, using terms not only of “pleasure, delight”
(hédoné, terpsis, chara, ktl.) but also of “mind-bending” (psychagogia) or “movement”
(kinésis) of the soul, “rapture” (ekpléxis), “possession/ecstasy” (enthousiasmos), and
“desire, yearning” (erods, himeros), terms that emphasize the capacity of melody,
rhythm, and vocal/instrumental timbre to overwhelm and alter people’s moods, and to

40 E. M. Forster’s description in ch. 5 of Howards End (1910) of different individuals listening to a concert performance of
Beethoven’s Fifth Symphony is often cited in this regard; see e.g. Kivy (1990).

41 We can acknowledge the relatively few occasions in Greek literature on which ordinary individuals sing or hum or whistle
to themselves, perhaps remembering and re-performing (however inaccurately) a tune they have previously heard, or when
instrumentalists practice their skills or rehearse a piece with a view to a later more public performance, without having to
abandon our claim about “social” performance. Achilles singing to himself and to Patroclus (Homer //iad Book 9) seems thus
to be distinctly peculiar (see above p. 221). For Hermes’ lyre-playing (to himself and his mother) in the Homeric Hymn to
Hermes, immediately after his invention of the instrument, see above (nn. 31 and 37). When a shepherd plays a pipe (syrinx)
in the countryside, s/he is of course accompanied by flocks of animals and/or other wild creatures, whose responses are often
described as being quite sensitive and sympathetic.

42 Butler and Purves (2013), including esp. Porter’s chapter (pp. 9-26) on the nine Muses. For the visual dimensions of choral
performance (choreia), see esp. Peponi (2012) and e.g. Calame (1997), Naerebout (1997), Kowalzig (2007), Kowalzig and
Wilson (2013). Smell might often be part of the sensory experience as well, with perfumes, oils, smoke, wine, and other
substances contributing to the overall festive or sympotic effect: cf. Xenophanes fr. Bl West = f. 1 Gerber (Athenaeus 11.
462c). On the corporeal and haptic qualities of ancient music-reception (vibrations, beats, etc.), see further below, pp. 234-239.

43 In such collaborative or accidental group contexts, the different, and somewhat unpredictable, degrees of agency and
intention involved in the total production and reception of sounds, depending on each individual’s or entity’s or group’s
position within the whole musical event, might be designated a “swarm” or “rhizomatic” effect, in the terminology of
Deleuze and Guattari (1987, pp. 7-9); (cf. Porter & Holmes, 2017).
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bring about enhanced states of excitement, a sense of escape from reality and of vivid
recollections or serene forgetfulness.* In some cases, such descriptions are focused
primarily on the verbal content, on the “story” that is being narrated and the referential
meaning and vividness of that narrative (as when Odysseus weeps and buries his head
in his cloak while listening to Demodocus’ song about the Trojan War among the
Phaeacians (Od. 8); and likewise, Hesiod’s Muse-inspired singer is supposed to bring
about “forgetfulness of evils” as he narrates theogonies and heroic narratives, Theog.
93-103). These are the texts that modern Classicists and historians of literary criticism
and aesthetics tend to focus on, as evidence for the affective power (the “Varieties of
Enchantment”, as George Walsh [1984] termed them) of ancient Greek poetry.

In many musical settings, the audience’s responses —and often the dancers’
movements as well- might constitute essential elements of the whole performance (as
in the scene from the Homeric Hymn to Apollo discussed above); indeed, it would not
sound, or look, or be the same performance without those responses. And, as we noted
above, the live, real-time connection and interaction between musical performer(s) and
listener(s) (i.e., between the producer of the sounds and the people affected by those
sounds) was physical, even corporeal, in a way that other forms of art-making and
receiving/enjoying its products (e.g. painting, sculpture, literature) were not.

All of this means that a “piece” of music in antiquity did not really exist apart
from the particular musician(s) who were performing it in the moment —though
audiences’ memories of that moment, or writers’ descriptions of such a moment,
might have their own special valence as well. Certainly tunes attributed to famous
performer-composers, mythical or historical, were well-known (e.g., the aulos-
melodies of Olympus or Marsyas; or the kitharodic nomes of Terpander; or the songs
from tragedies by Phrynichus, Euripides, and others); but these were likely to be re-
performed by later generations in significantly different manner from their original
versions.* Annotated musical texts did exist from ca. the late 5" century BCE; but
hardly anyone except professional musicians/singers seems to have consulted them.*
There was no fixed “String Quartet no. x, op. y”, perennially available in identical
form for any ensemble to re-perform. Instrumentalists and singers mostly learned (by
ear) from other musicians and singers, and their own subsequent versions of what
they had learned were bound always to sound slightly, and distinctively, different.

In this live, real-time musical environment, then, performers were personally
producing sounds that directly (and almost instantly) stimulated the ears, brains,

44 See esp. Hesiod Theogony pp. 54-55, pp. 98-103 on “memory/forgetfulness” (mnémosyné/lesmosuné); further Murray
(2015), Halliwell (2011), Peponi (2012).

45 See e.g. Plato Symposium 215a-e and Aristotle Politics 8. 5.1339b42-40a10 on Olympus/Marsyas; Plutarch Life of Nicias ch.
29 on Athenian captives at Syracuse singing Euripides’s songs; Aristophanes Wasps 219-20, 269-70, 1474ff and Frogs 910,
1299-1300 for Phrynichus’ songs.

46 See Pohlmann and West (2001), West (1992, pp. 254-326), Hagel (2010), and esp. Prauscello (2006).
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and nervous systems (“souls”) of others, i.e. their listeners or audience. Whether the
melody and rhythms of the “piece of music” were of the musician’s own invention, or
were his or her version of a traditional tune or of someone else’s original composition
(e.g., Olympus, Pindar, Euripides, Timotheus...), the singer and/or instrumentalist
was personally present and could usually observe, and to some degree control, the
listeners’ reactions. In some cases, a chorus might be simultaneously responding to
and co-performing that music in dance and/or song (as in the scene from the Homeric
Hymn to Apollo, discussed above). The audience’s responses too constituted an
integral element in the whole performance.” Music thus could never be disembodied,
nor disembedded from its cultural context of participatory performance, except in the
abstract discussions of the musicologists, mathematicians, and philosophers (whose
texts, unlike the melodies and dances, in some cases actually survive for us to read).

These kinds of performance contexts have of course been the norm inmost human societies
over the centuries, with the real-time connections and interactions between performer(s)
and listener(s)/spectator(s) being integral to the whole musical event.*® In general, music
is a “social practice,” a group activity. Not only is the musician (singer, instrumentalist)
thus making an impact and affecting the listeners directly, but s/he is also personally
controlling the pace and dynamics of the interaction between them. And of course many
Greek theorists, including Aristotle (as we shall see below), believed that music, highly
expressive as it is, somehow contains and conveys éthos (“character”) to the listener’s soul
—or at least “something similar to” (homoioma) or a “representation, expression” (mimésis)
of éthos—, which would seem to mean that the musician, in altering the affective state of that
listener, is somehow imparting something of his/her own character or mental-spiritual state
to that other person, if only briefly and temporarily,” and is doing so at his/her own pace
and level of intensity. Whereas a reader of a text or viewer of a painting or sculpture can
choose how fast to move his/her eyes over the surface, and even perhaps in which order to
process the different elements and what to concentrate on, or go back and revisit, out of the
mass of visual information that is contained therein, the listener has much less choice about
the musical sounds that are being conveyed in a live performance. The tones are arranged
in sequence, and it is the performer who decides exactly how fast to deliver them, when to
speed up or slow down, when to make them louder or softer or modify the timbre, and when

47 Even in the modern era, a “live” performance by a group/band (unless this musical aggregation happens to be e.g. a
symphony orchestra, string quartet, etc., playing a fully written-out museum piece by e.g. Beethoven or Mahler in a silent
concert hall) is usually very different, even in “purely musical” terms, from a recording of that same aggregation made and
edited in a studio.

48 Recitation of e.g. epic or iambic poetry (which usually was not accompanied by music) likewise was “live” —as Plato’s
Ion vividly depicts— but usually involved delivering words composed by someone other than the reciter (Homer, Hesiod,
Archilochus, etc.), and these texts came subsequently to be incorporated into the school curriculum as “literature”. Drama is
an important special case that deserves fuller discussion than I can provide here.,

49 This issue of course raises the notorious question, whether the “emotion, affect” contained in a piece of music consists solely
of formal properties (pitches, rhythms, timbres, formal arrangement of tones) or is somehow “expressive” or “imitative” of
actual human feelings and moods. In Greek terms: can a cowardly musician perform a brave and warlike song convincingly?
Can a man compose “female-sounding” music (as Agathon claims to do in Aristophanes’ Thesmophoriazusae)); see e.g.
Halliwell (2002, pp. 234-249).
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to draw the performance to a close. The musician is in control, and the listener depends on
the musician to bring the listening experience to a satisfying conclusion at his/her own pace.
Certainly there will be musical occasions on which the listeners’ responses significantly
affect the pace and dynamics of the musician’s performance, and, as we have seen, collective
music-making by a group is quite common (in a way that collective writing or painting or
sculpting is not); but still the degree of live interaction and of the listener’s dependency on
the performer’s choices and taste is much greater than in other art forms. Thus, generally
speaking, the musician exercises a significant degree of power over his/her listeners, and
in contexts in which the social status of the performer is lower than that of the listener, or
the gender is different —and such contexts were very common in the Greek world— this
psychagogic dynamic is potentially quite awkward and filled with social tension.*® For an
author (political theorist) like Aristotle, who regards technically expert musicians and other
skilled craftsmen as “low-class, vulgar” (banausos, Politics 8. 2. 1337b8-10, 6. 1340b40-
41b18; etc.), to allow one’s ears and soul to be stimulated so affectively by well-played
music (especially aulos-music employing non-Dorian modes), in the theater and elsewhere,
would seem to be jeopardizing the autonomy and self-mastery essential to proper adult
citizen mentality and behavior —and Aristotle acknowledges that in many cities of his day
this is just what is happening.’!

This awkwardness, in terms of the relative social (and perhaps educational)
disparity between performer and listener(s) helps to explain why both Plato and
Aristotle are so concerned to disassociate musical performers of the more virtuosic
type from the rest of the citizen population, and to recommend that these full-time,
professional musicians be supervised and regulated by law-givers or other aesthetically
enlightened citizens.>?> These critics are aware that the musicians themselves might
actually be masters of all kinds of exciting melodies and rhythms that nobody else is
able to play> —and they worry that these musicians cannot, or should not, be trusted
to select the most appropriate tunes for every occasion: someone else (a philosopher-
judge, or festival-organizer) has to be given that responsibility. Any such suggestion
for regulating an activity such as mathematics, or philosophy, or even painting,
would of course seem absurd (would Plato want mathematically-inexpert citizens
to tell his philosophers what kind of geometry to pursue, and when...?); but music

50 Similar observations/complaints are made about the “charming” effects of a skilled orator in manipulating, dominating, and
even bewitching his audience = psychagogia (Plato Gorgias, Phaedrus; ps. Longinus On the Sublime; etc.; cf. De Romilly,
1975; Halliwell, 2011), Porter (2016), and below pp. 244-247.

51 Plato at times adopts the ingenious, if unconvincing, solution to this problem, of suggesting that the musician (or rhapsode,
or song-writer) is not really the source of the bewitching and affective sounds and language that the audience hears —these
come ultimately/originally from the gods/Muses (e.g., via the “chain” of magnetic rings of which the actual performer is only
the last and the least responsible: Jon 533d-536d; cf. Phaedrus 244a-245c¢). By contrast, Aristotle’s notion of enthousiasmos
(“inspiration, possession, excitement”, discussed below, pp. 244-247), even if it might suggest some degree of “divine”
origin for the music-induced arousal experienced by listeners, does not seem to be employed in such a way as to deny to the
performer full control over his/her musical creativity and output; cf. Halliwell (2012, pp. 236-249).

52 So e.g. Plato Laws, Aristotle Politics 8.

53 Except the Muses themselves, of course —so suggests Plato’s Athenian in the Laws (2. 669a-c, and passim), an interesting and
revealing angle on the imagined gender of Greek music (p. 244-247).
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was felt by utopian social engineers to be too affective and ethically impactful to be
left unsupervised. The discussions in both the Laws and Aristotle’s Politics are thus
revealing for the degree of anxiety that they reveal about the performer’s supposed
power to affect his** audience; and for moralists like Plato (in the Republic) and
—to a lesser degree— Aristotle (in both the Poetics and the Politics), the Theater of
Dionysus was an especially anxiety-provoking venue, given that several thousand
impressionable audience members might be exposed there to the superior musical
talents of star actor-singers and pipe-players.>

When —as often in the ancient Greek context, as in many other parts of the world
today— music is accompanied by dance, then the audience’s/spectators’ responses are
additionally complicated —enhanced, we might say— by those extra visual and corporeal
dimensions, though the main dynamic remains largely the same. The chief difference is
that the corporeal and visual elements of the whole performance are more elaborately
arranged and may comprise proportionately a larger component of the overall impact
than in the case of solo and/or stationary music-making. Ancient Greek dance —both
its social role and the aesthetics of spectator response— has been the focus of numerous
studies in recent years, and our understanding of choral performance (choreia) as an
institution, with its elements of religious ritual, group self-presentation, and adolescent
training constituting a distinctive and ideologically charged “ordering force” within a
community, has been greatly enhanced.’® But the role of the “actual music” in these
performances has not always received much attention.”’

19" century European discussions of the “fine arts” emphasized those aspects
of art (music, painting, sculpture, architecture, poetry) that were divorced from the
body and from practical functionality, and this was the period during which Eduard
Hanslick’s notions of “pure music”, “music for itself”, came into prominence. Similar
currents of formalist opinion can be found here and there in ancient Greek aesthetic
writings;>® but for the most part it seems to have been taken for granted that music
performed useful social and psychological functions, and that it helped to get things

done in daily life. Thus for most Greek music-lovers of the Classical period there

54 Csapo and Slater (1995), Csapo (2004). Both Plato and Aristotle use masculine nouns —and Plato in this passage even terms
them poiétai “poets” rather than musicians!

55 Wilson (2000), Csapo (2002), Hall (2002), Roselli (2012). We may note that in actual practice no festival organizers, whether
in Athens or elsewhere, is ever recorded as having made any attempt to instruct dithyrambists or kitharodes in advance what
kinds of music to play. The anecdotes that we find of musicians being punished for playing unsuitable, new-fangled tunes
at this or that festival (esp. in Sparta) are few and mostly of very dubious authenticity: see e.g. the testimonia regarding
Timotheus’ performances at Sparta (Barker, 1984, pp. 95-97; Campbell, 1988; LeVen, 2014); also the musical/religious
career of Orpheus in Aeschylus’ Lycurgeia (Edonians & Bassarids).

56 Calame (1997), Stehle (1997), Lonsdale (1993), Naerebout (1997), Wilson (2000), Kowalzig (2007), Peponi (2009),
Budelmann and Power (2015), and Olsen (2017). Outside the field of Classics, dance studies have grown to cover a wide
range of sub-disciplines, some with an anthropological focus, others with more of an aesthetic and theoretical orientation:
see esp. Foster (1986) and Olsen (2017), with further references.

57 See Mullen (1983), Kowalzig (2007), and Peponi (2012; 2013), however, for valuable exceptions.
58 Porter (2010; 2016), Halliwell (2002; 2012), and below p. 243.
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was no clear distinction between music as a “fine” art and as a “performing” art or
practical craft.*

Elite ambivalence, or even downright hostility, towards virtuoso instrumental and
vocal performance appears to have grown stronger during the course of the 5™ century,
especially in relation to “theater music” (which included tragedy, satyr-play, comedy, and
dithyramb, all of them performed in honor of Dionysus and all employing expert pipe-
players as well as choruses). With the addition of extra strings to the kithara and movable
sleeves and keys for the auloi, together with the institution of prizes for actors in dramatic
competitions,” it became possible for composers and performers to present modulating
melodies and vocal or instrumental timbres of greater complexity, volume, and expressive
capacity than ever before —capacities that were only attainable by means of extended and
intensive practice and specialization.®! Star musicians and actors were thus more sharply
marked-off than before from ordinary, amateur performers. Increasingly, elite men found
themselves concentrating on purely verbal skills, rather than musical, and on developing
a range of vocal expression that was confined to the exacting, but limited, performance
spaces of the schools, law-courts, council-chamber, and assembly. “Attic Oratory” and
“Rhetorics —and also historiography— thus became the names of the game, in terms of
expressive and competitive male self-presentation —and within that oratorical arena,
intense but tightly constricted debates could be conducted around the proper degree of
voice-modulation, histrionic gesturing, and verbal selection (which in due course evolved
into Ciceronian discussions of Asianism vs Atticism, etc.).®> Some elites even eschewed
the arts of public verbal performance (rhetoric) in the name of “philosophy” and written
argumentation. Within Athens itself, acting and music-making seem increasingly to
have been assigned to non-Athenians; and at the same time prejudices arose against
(especially) those musical arts that were practiced at a high level by other communities,
most conspicuously, Thebes/Boeotia and the Anatolian sea-board, even while the star
musicians from those regions continued to enjoy considerable popular success in the
Theater of Dionysus at Athens and at other regional and national competitions.

The most conspicuous case of such regional prejudice that can be traced from the
existing sources is that of the Athenians’ cultural bias against the music of Thebes
and of Boeotia as a whole. This bias meshed conveniently with the growing elite
disparagement during the later 5™ century BCE of the pipes (auloi) in favor of the strings
(lyre and kithara), which we have already noted. Thebes, rivalled only by the island of

59 But see pp. 242-244 below, for Aristotle’s attempt to draw such distinctions and discuss their implications.

60 On the growing vocal skills (especially highlighted in solo arias composed for tragedies) and popular appeal of professional
actors during the 5"-4" centuries BCE, see Hall (1999; 2002), and further Easterling and Hall (2002), Csapo (2004).

61 Csapo (2004).

62 Such debates are nicely represented in e.g. Cicero’s Brutus and Dionysius of Halicarnassus’ Preface to his treatises on The
Ancient Orators. One branch of that male arena of competition actually eschewed altogether public performance: thus Isocrates,
Plato, and (as a “historian) Thucydides preferred the written word to the spoken, each in his different mode. In all three cases,
they presented influential programmatic statements about their disavowal of “agonistic,” public, and acoustic performance.
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Lesbos, could boast the most distinguished track record of musical achievement, both
within the Greek mythological tradition and in historical fact —whereas Athens’ own
claims to indigenous musical distinction were very modest (almost non-existent).®
Boeotia as a whole (of which Thebes was the largest and most powerful polis) was
famed for being the source (Lake Copais) of most of the reeds manufactured and used
in Greek pipes (auloi), and the various festivals in musical at the Valley of the Muses
and elsewhere (including nearby Delphi) stood in marked contrast to Athens’ largely
imported and more recently developed musical culture (most notably the Panathenaic
festival, and the cult of Dionysus Eleuthereus, both introduced, it appears, during the 6
century by the Peisistratid family). The popular stories of Athena’s rejection of the reed-
pipes and of Apollo’s musical victory over the satyr Marsyas (i.e., a victory of strings
(kithara) over pipes (auloi) as well as of Greek over Asian) and his savage mutilation
of Marsyas afterwards, seem to have come into existence only in the mid-5" century
and to have been especially popular in Athens.® Doubtless plenty of other regional and
ethnic prejudices existed within Greek musical culture overall; but rarely are they as
fully documented as this case, which is of course the result of Athens’ preeminence as
a source of literary and visual (ceramic) evidence for this period.*®

It is within this context of a more highly developed professionalism and new levels
of virtuosity among singers and instrumentalists from the 5" century onwards, and a
consequent intensity of elite ambivalence concerning direct participation of citizens
(especially adult men) in public music-making (and especially an ethnically-tinged
disapproval of the auloi), that we need to consider and evaluate Plato’s and Aristotle’s
respective discussions of the role(s) of music within society. The value that we attach
to each of these revered theorists is likely to shape our interpretation of the whole
Greek music “scene” and of Greek notions of music in general. The numerous
comments, descriptions, and recommendations that we find scattered throughout
Plato’s dialogues have of course exerted enormous influence on subsequent
generations of music historians, musicologists, and aestheticians — but they probably
exercised far less influence on Plato’s own contemporaries and immediate successors.
It is perhaps surprising to see how often modern scholars quote the views of Plato’s
Socrates (as expressed especially in Book 3 of the Republic) or of the Athenian
Visitor (in the Laws) as if these represented typical and widely-held Greek attitudes.

63 Athens seems to have had no home-grown individual musical performers to set beside such distinguished Thebans and
Boeotians as Amphion, Harmonia, Dionysus, Linus; Hesiod and the Muses at Mt Helicon (Thespiae); Pindar (renowned as a
pipe-player and -teacher as well as a poet); Pronomos, Potamon; etc. (see above, p. 219). The island of Lesbos likewise was
much more distinguished than Athens for its musical heritage; and other cities such as Sparta, Sicyon, and Miletus also had
distinctive claims to musical fame.

64 See LIMC s.v. “Marsyas”, Wilson (1999), Martin (2003), Bundrick (2005).

65 For regional and ethnic distinctions within the ancient Greek music scene at large, see now Panegyres 2017. The significance
of the regional/dialectal labels assigned to the different musical modes (Dorian, Phrygian, Lydian, Ionian, Aeolian, etc.) is
a complicated matter, and by no means fully understood. (This issue is not really addressed by Panegyres 2017.) I will not
attempt to sort it out here, beyond stating that whatever regional connections these terms may once have had in relation to
musical modes, these were no longer operative during the Classical period.
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It is more prudent, from a sociological perspective, to be skeptical about accepting
anything that is presented as a point of view or opinion in Plato, unless we first apply
several grains of salt; and certainly a high proportion of the chief recommendations
that we find expressed in Plato’s dialogues (e.g., about morality, epistemology, or
psychology) deviate fairly widely from normal Greek notions and practices.

Thus the recommendations made by Socrates in the Republic in favor of strings and
the Dorian mode, rejecting pipes and other modes such as Lydian, lonian, etc., seem
to be, as we have noted already, typical of a particular 5%-4" century strand of elite
Athenian theorizing about music, rather than reflecting mainstream social attitudes
or the most prevalent musical practices and tastes.® Likewise, almost all Platonic and
Neo-Platonic/Pythagorean theorizing about numbers and ratios as being the key to
musical betterment and understanding (including the theory of the “Harmony of the
Spheres”) is easily recognized as a minority obsession —one that certainly became
mainstream during later antiquity and the Middle Ages, but in the Classical period
was soundly debunked already by many and disregarded by almost everyone.®’
Similarly too, the extensive discussion of choral performances in Plato’s Laws, with
their meticulous stipulations about the particular modes and styles appropriate to the
different genders and age-groups of this or that chorus, are being presented at a period
in the mid-4™ century BCE when chorality (as we noted) was already in decline as
an institution. As for Aristotle: we will return to his (generally more mainstream and
reliable) commentaries and recommendations, later in this article.

Overall, however, we may say that the elite tradition of musicological interpretation
in general (i.e., not only Plato) assigned the highest degree of prestige and aesthetic
distinction to three kinds of musical “activity”: (i) listening to music played in public
on stringed instruments by experts (i.e. kitharists and kitharodes), usually with a
vocal component as well, and sometimes accompanied also by a group of dancers;
(ii) singing and dancing oneself publicly in a chorus, usually in one’s adolescence
or youth (usually with a professional instrumentalist contributing significantly to
the overall performance); (iii) singing solo with one’s own accompaniment on the
lyre at a private symposium for peers (male or female, i.e. men usually playing for
men, women playing for women, as seems to have been the case e.g. for Sappho
and her companions, and for many female groups depicted on 5" century Athenian
Red-Figure vase paintings). All three of those activities were universally regarded
as being appropriate for free-born citizens of all statuses, even while the custom of

66 All available evidence confirms that aulos-playing and the use of Phrygian, Lydian, lonian etc. melodic patterns persisted
for many generations after Plato (e.g. in the Theater of Dionysus), to widespread popular acclaim and elite appreciation
(including that of Aristotle, as we shall see). The “New” musical forms mocked by Aristophanes in the Frogs were clearly
very popular with mass audiences: see Barker (1984, pp. 93-98), Csapo (2004), and LeVen (2014). (As for the question, why
Plato’s Socrates in the Republic accepts Phrygian melodies into Kallipolis [whereas Aristotle bans them from his educational
program for the young, while still encouraging their use in various public venues, including the Theater], this need not be
addressed directly here: see Gostoli (1995), Pelosi (2010), Barker (2005; 2012).

67 For example Aristotle De Caelo 2.9.290b-91a.
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participating actively as a chorus-member seems gradually to have declined from
the 6™ into the 4™ century BCE (as we have noted).®® The same may also be true of
sympotic music-making: for, whereas lyric poetry-texts and also vase-paintings of
the 6"-5% century regularly represent individual elites singing and playing the chelys-
lyre or the barbitos, or in some cases singing to the accompaniment of someone
else’s (slave, or other professional) pipe-playing, by the 4™ century such active
music-making seems to become less common among elites, and instead the activity
of listening and discriminating critique of music played by others has become the
ideal.® And we may perhaps add a fourth source of musical prestige —perhaps the
highest-ranked of all- the act of presiding over a musical event, i.e. performing the
role of “producer” or sponsor or “impresario”. The chorégos (lit. “chorus-master”,
i.e. producer) who funds and organizes a victorious choral group for a dithyramb or
tragedy competition at the Great Dionysia in Athens receives high honors indeed,
including the right to lead a procession dressed in a scarlet robe and wearing a gold
crown, and then to erect a large, inscribed public monument (a tripod on a marble
pedestal) that would stand for decades or even centuries to come, in his own honor.”
Likewise numerous honorific inscriptions in various regions of Greece celebrate the
generosity of the agonothetai (“festival organizers”) who preside over the various
musical contests, at which musicians and actors (usually members of the guild of
Artists of Dionysus (Dionusou Technitai) would sign contracts for stipulated fees,
and would then compete for cash prizes among themselves. Here the discrepancy
between the actual performing “artists” and the higher-status “producers” is perhaps
at its most explicit —less mystified than the scene in the Homeric Hymn to Apollo
discussed above, in which both Apollo as lead-performer and Zeus as presiding
authority receive full honor.

Sound Effects, Affect, and Psychology: Aristotle On Perception, Hearing, and
Voice (Phoneé)

Of all the ancient writers who discuss the nature, value, and social functions
of music, by far the most wide-ranging and insightful is Aristotle (along with his
disciples and successors), and his descriptions and analyses will be central to much of
what follows in this article. Aside from his direct consideration of the effects and uses
of music in its various aspects, Aristotle has interesting and pertinent observations
to offer about the basic physical and psychological processes of hearing. In Book 2
of his brief, densely-packed treatise On Psychology (usually referred to by the Latin
form of its title, De Anima), Aristotle enters into a systematic discussion of perception

68 For Plato’s nostalgic program in the Laws, see Bobonich, and the papers in Peponi (2013), passim; also Prauscello (2014).

69 For illustrations on Athenian vases of music-making, see Bundrick (2005). On the growing tendency for elites to prefer
listening and critiquing to actually playing music, see Aristotle Politics Book 8 (discussed below) and Ford 2003 (though the
focus there is more on literature than on music).

70 Wilson 2000; further examples (mainly of the Hellenistic and Roman periods) from all over the Greek world are discussed
in Csapo and Slater (1995), LeGuen (2001), Manieri (2009).
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(aisthésis), in which he devotes a couple of pages (chapter 8) to sound and hearing
(41903 peri psophou kai akoés).” He does not discuss music specifically in this work
(we have to go to the Politics and the Poetics for that);” but his account in De Anima
2.8 of sound-production and hearing is consistent with what he says about music and
its effects on the human “soul” in other works, and illuminates nicely the “liveness”
of musical events in the Greek world and in ancient societies in general. Aristotle’s
account of perception steers a careful course between the wholesale materialist
theories of Presocratic predecessors such as Empedocles and Democritus, on the one
hand, and the mind-body dualism of his teacher, Plato, on the other,” as he explores
the physical and physiological processes of seeing, touching, smelling, tasting and
hearing, and considers too the faculties of memory and imagination (phantasia)
that enable people (and some animals) to recall sounds and sights that are no longer
directly present.

For Aristotle, hearing is a particularly physical and corporeal process. All sounds
that are heard (psophoi) involve a series of physical impacts. A sound is generated in
the first place by an impact, a “striking” (p/ége, pléttein 419b10-13, 435b11; 419b21-
22; tuptein 419b12,420a20; krouein, krouma 420a23, 424a32), and this impact moves
the air continuously in a certain pattern until —almost but not quite instantaneously— it
causes the (previously motionless) air inside a listener’s ear to be moved in response.

Sound (psophos) that occurs in actuality is always the sound of something, against
something, and in something; for what makes it is an impact (plégé]. ...A thing [or
individual] is productive of sound, then, if it can move air ... continuously as far as
the [organ of] hearing. Air is intrinsic by nature to hearing: because it [the organ of
hearing] is in air, when the air outside is moved, that inside is moved too. (De Anima
2.8.419b 9-11; 420a3-6)

In terms of a musical performance, this means that the air that is set in motion by
a singer or by the reed of an aulos or string of a lyre stirs the air inside a listener’s ear

71 The title of this work in Greek is Peri Psychés. For the most part I follow the Oxford Classical Text of David Ross (1956),
and I have consulted esp. the translations and commentaries of Ross (1961), Hicks (1907) and Polansky (2007).

72 We possess discussions of human music and of sound and voice of a rather piecemeal kind in additional works of the
Aristotelian corpus that were presumably composed by his students or successors, notably the Problemata (ch. 19.
917b-923a Peri Harmonian); cf. Barker 1984: 190-204, and the short pamphlet On Things Heard (Peri Akouston = De
Audibilibus). Two of Aristotle’s most distinguished students, Theophrastus and (esp.) Aristoxenus went on to write full-scale
studies of music and music theory. Aristotle himself also discusses aisthésis (“perception”, including hearing) and phantasia
(“imagination”) in relation to non-human animals in his monumental /nvestigation into Animals (= Historia Animalium).

73 Plato and his followers were committed to the notion of an immaterial, immortal soul, residing (somehow, mysteriously)
in a defective, corruptible, and undependable material body whose physical sensations, perceptions, appetites, reactions,
and impressions are never to be trusted, in contrast to the reasoning powers and potential for true knowledge possessed by
the soul and its nous (intellect). For Aristotle, by contrast, the psyché is not an immaterial thing; but it is also not an actual
physical entity and cannot exist by itself: it is a dynamic faculty, or combination of faculties, that enables a living organism to
feel, move, grow, reproduce, etc. —rather like the combination of electrical current plus software that makes a digital machine
function. Despite these radical differences, Plato’s brief account of hearing at Timaeus 67a-c is remarkably similar in several
respects to Aristotle’s in De Anima 2.8 (see next n.), though Plato’s other remarks about sound and music at Timaeus 46¢-¢
seem to be on quite a different wavelength.
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and makes the ear-drum respond more or less exactly to —even to replicate— that initial
movement. So far, this material, corporeal sequence of impacts and reactions is easy to
understand, and seems uncontroversial. But it is less easy to grasp precisely what kind
of “movement” Aristotle thinks is taking place in the listener’s psyché itself, in response
to the movement of the ear-drum.” The activities of the “soul”, in Aristotle’s system,
cover roughly what we think of as the operations of the brain and nervous system,
though Aristotle did not in fact recognize the important role played by the brain in
human sensation, cognition, and emotion and tended instead to locate such operations
in the areas around the heart and other internal organs. The nerves and nervous system
had not yet been discovered in Aristotle’s era either.” So how did Aristotle think that
the soul was “moved” by external stimuli, and what did this “movement” consist of?

Even without an understanding of the nervous system (let alone of electric currents,
cells, synapses, hormones, etc.), Aristotle did recognize that sensory stimuli could be
received all over the body and yet could almost immediately be apprehended by
the central faculties of perception, feeling, and thought (the psyché), whether these
faculties be located in the heart and internal organs or in the brain (ancient opinions
differed on this). His way of describing what the soul actually was and how it could
receive, assimilate and interpret such physical signals from the sense organs was
generally framed in terms of the psyché's being the (immaterial) “form” <as it were,
the operating system> of the living (material) body, or of its being the faculties of
the living body in action, with the psyché receiving the “form” (eidos) or “pattern”
(logos) of any material/external stimulus without any of the matter itself. Thus the
soul does indeed undergo a kind of “movement” (kinésis) and a “change, alteration”,
even while this change or movement is not actually (any longer) corporeal (see esp.
De Anima 2.12. 424a17-34).7

If we may extrapolate further from Aristotle’s discussion of seeing and sight, where he
goes into more detail about what it is that the soul acquires when it receives a stimulus
from a sense-organ, we can tentatively conclude that in the case of hearing he thinks
that this is the logos or eidos (the “pattern”, or “form”) of the original source-sound.
Thus, though the actual vibrating air is not incorporated into the psyché (which would be
impossible —unimaginable— since the psyché is not a material object) when actual hearing
and actual sound come together (hama gignetai), the psyché does undergo a movement/
change/adjustment/alteration/affection’ in its arrangement, i.e. in terms of its functioning

74 Exactly what Aristotle thinks the psyché is and how it works, in material terms, is a large and complicated question that we
need not attempt to resolve completely here: see previous note, and what follows in the text; also, Hicks (1907), Halliwell
(2002), Caston (2005), Polansky (2007), and Shields (2016), with further references.

75 This discovery occurred about a century later, and its implications were explored above all in antiquity by Galen.

76 For this stage of the process (from movement of air in the ear to “movement” of the soul/mind) we need to go both to De
Anima 2.12. 424al12ff, and to Book 8 of the Politics, where we find Aristotle employing terms such as pathos (“reaction,
affect”), alloiosis (“alteration”), metabolé (“‘change”) as well as kinésis tis (“a kind of movement”) See below, pp. 246-247
(on responses to enthusiastic music in Aristotle’s Politics).

77 This “movement/change/alteration/state of feeling” is variously described by Aristotle as kinésis, metabolé, alloiosis, pathos.

236



Griffith / Towards a Sociology of Classical Greek Music

and affective state.”® And this alteration (though Aristotle does not spell this out) apparently
must bring the listener’s soul into a closer alignment, temporarily, with that of the sound-
maker. So in the case of a musical performance, each listener is necessarily being affected
by the musician’s own personal mood or character —or at least, by the mood (pathos) and
musical “character” (éthos) that the musician’s performance has created, whether through
his/her own nature or through skill/art (techné), in a process that both Aristotle himself
and, in a previous century Aristophanes’ Agathon, had termed mimeésis.”

In the Politics (8. 1340a18-41) Aristotle comments that, whereas most types of
sensation are devoid of moral or ethical content (completely so in the case of touch,
smell, and taste, while visual stimuli convey such content “only slightly” through colors
and shapes), music can convey strong “likenesses” (homoiomata) or “representations,
expressions” (miméseis) of particular moral qualities, emotional moods, or aspects of
character (éthos): “In melodies and rhythms... there are likenesses that are especially
close/analogous to real human nature” (malista para tas aléthinas phuseis) —likenesses
of anger and gentleness, of courage and of moderation... And we change <in> our soul
as we listen to such <melodies and rthythms> (metaballomen tén psuchén akroomenoi
toiouton)”. As Stephen Halliwell comments, “The qualities of music... are taken by
Aristotle to have a direct communicative effect on the mind and emotions of the
(appropriately receptive) hearer, who ... seems to experience the appropriate feelings as
a necessary part of listening to the music: the listener’s mind is “changed” in the very
act of listening.”® And we may add, that “change” is brought about by musicians who
are present in person and are intentionally “moving, changing” us.

However we decide to interpret Aristotle’s account of the psyché’s movement
in response to sensory stimuli such as sounds,’! the live and almost instantaneous
connectivity between sound-producer and listener is unmistakably acknowledged
by this account, while the stimulating function of air-vibration provides a vibrantly
haptic dimension to voice-production and -reception that we need to keep in mind
when we consider how music works on listeners, a dimension that is not always
acknowledged in ancient or modern discussions.

See further the references in n. 74 above.

78 The “movements, changes” that occur in the eye when it sees something are less palpable and less easy to observe and
describe than the movements of air within the inner ear when it hears something. See further Caston (2005) with full
discussion of Aristotle’s views.

79 For Agathon, see Aristophanes Thesmophoriazuae 35-265, discussed briefly above (nn. 37 and 49). For mimésis in ancient
Greek aesthetic discourse overall, esp. in Aristotle, see Halliwell (2002).

80 Halliwell 2002: 243 (and cf. his further discussion at 2011: 238-44, where he focuses primarily on katharsis). Halliwell’s
detailed analyses of Aristotle’s views in the Poetics and Politics (particularly in Halliwell, 2002, 2011) explore carefully the
various ways in which music (according to Aristotle) is able to “express” (or “represent”, mimeisthai), but also “affect” and
“move” (kineisthai) éthos in the soul of a listener ~however those complex terms are to be understood; I find his account
mainly very helpful and convincing. Helpful too is Sifakis 2001, who does not agree with Halliwell on all points. But this
is not the place for me to attempt to explore all the (large and important) questions of “character” and music’s moral/ethical
component, as theorized by Aristotle and other ancient authors.

81 Plato’s account at Timaeus 67a-c is similarly coy as to how the movements of air received through the ears are conveyed to
an area “near the heart” so that the soul (psyché) can apprehend and interpret them.
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In purely material terms, then, the “movement” of air that a musician produces
makes a direct impact and temporarily “moves, affects, changes” the sense organs and
psychological apparatus (psyché) of the listener, in a process that is to a considerable
degree controlled by the musician through the chosen sequence of tones, patterns
of rhythm, tempo, and timbre of voice or instrument. Obviously most Greeks of the
Archaic and Classical periods did not hold fully worked-out theories about perception
in general (aisthésis), about the process of hearing (akoé), or about the definition and
nature of psyché (“soul”), as Aristotle did —but I think we can take Aristotle’s views
as being in most respects common-sensical and consistent with the widely observed
facts of everyday experience available to the Greeks in general, insofar as anybody
can see that a lyre-string vibrates when it is struck, and anybody can feel his or her
throat and tongue vibrating when s/he speaks or sings, and likewise can feel the
impact of loud sounds on/inside the ear.

Thus, whether or not we (or Aristotle’s contemporaries) may choose to buy
completely into the details of his analysis of sound-perception, Aristotle is articulating
a direct and easily observed connectivity between sound-source and listener. # In his
other works, esp. the Politics and Poetics, Aristotle discusses in more general terms
the “reactions, affect” (pathos) and “movements” (kinésis) and “changes” (alloiosis)
that the psyché undergoes when it is excited and affected by music, and the natural
pleasure that all human beings derive in general from rhythmos and harmonia (i.e.,
rhythms, and tones and different melodic patterns).®* All in all, then, the “movements”
and changing “pattern, arrangement” that a listener experiences in his/her psyche while
hearing music played is somehow both a mechanical, material reaction generated by
a series of impacts and the resultant disturbances of air, and also a pattern of feelings
(moods, emotions, character traits) that the musician has personally produced and that
s/he is continuously manipulating/modulating as s/he plays or sings.

Modern neuroscience has advanced considerably beyond Aristotle, to be sure, in
its ability to track and even explain (or at least “account for”, according to various
criteria) some of the emotional and psychological effects that are triggered in the brain
by listening to (certain kinds of) music —whether these brains be of birds or of humans.*
But most modern experiments on humans are conducted with recorded music; so the
issue of the visual elements of performance and of the personal interaction between
performer and listener characteristic of live music-making are generally absent.

82 He also adds (De Anima 2.8.420b5-421a6) a fascinating discussion of “voice” (phoné) that personalizes this connection still
further. According to Aristotle, only air-breathing creatures with souls and the capacity for “imagination” (phantasia) have
a real “voice”, and the function of that voice is to “make sounds that communicate” (420b32 sémantikos... tis psophos estin
hé phoné) — and ultimately, to help them “live well” (420b19 heneka tou eu).

83 Aristotle Politics 8.5.1340b17-18 (and cf. 1340a4-6); Poetics 4. 1448b20-21; also cf. Plato Laws 2.653d-654a. See further
below, pp. 240-247.

84 See e.g. Small (1998), Wallin et al. (2000), Levitin (2005), Patel (2008), Bicknell (2009), Salimpoor et al. (2011); also (from
an earlier era) Meyer (1956).

238



Griffith / Towards a Sociology of Classical Greek Music

Aristotle’s Sociology of Musical Types and Effects

For a more systematic discussion of music’s effects and of the different social
functions that music is assigned in human societies, we turn to Aristotle’s Politics.
Unlike so many of the Pythagoreans and Platonists (and later neo-Platonists), whose
belief in the ethical value and effect of music (along with related ideas about numbers
and ratios) dominated their whole outlook, —with results that often look very quaint
to modern readers— Aristotle, who never set out to be an actual musicologist (he left
that to his distinguished pupil Aristoxenus), strikes most modern readers as being
remarkably sane and normal in his assessment of music’s psychological impact and
social value. His is by far the most useful and balanced ethnomusicological and
functionalist account of music that we possess from antiquity. In his Politics (Book
8, passim), Aristotle assigns a remarkably prominent position to music: his whole
treatise in fact concludes (whether or not he intended this to be anything close to its
“conclusion”) with a discussion of just what the point, or value, of music is in society,
and how music of different kinds is or should be played and listened to. Aristotle has
no doubt that music is immensely and universally enjoyable; that it is mostly good
for people; and that it belongs in the youthful education and adult leisure pursuits
of the citizens of his ideal polis-community. But he is also scratching his head a bit
(1337b27 “one might be puzzled...”, diaporéseien an tis) as to what exactly it is that
music does for people —all kinds of people, children and adults, the best and the wisest
as well as the more impressionable and vulgar— that is so worthwhile and beneficial.

Aristotle turns out to be a uniquely helpful source of information and ideas about
the social aspects of ancient Greek musical performance, and the different kinds of
effects, impacts, affects, and altered states that it can produce. Unlike Plato, whose
dialogues present playful, often facetious discussions that recognize no obligation
to be self-consistent or believable, and that often go out of their way to ridicule or
parody widely-held views of the time, Aristotle can generally be trusted to report
fairly straightforwardly what he takes to be the “commonly held opinions” of his
contemporaries (endoxa) and to take these seriously as deserving discussion. His
own tastes and opinions also seem to be in many respects fairly normal and typically
Greek (in contrast, again, to Plato’s): sexist, racist, elitist though Aristotle may be,
he nonetheless belongs among the mainstream in most of his basic assumptions
about the nature and purpose of human existence. In particular, he recognizes the
positive value of pleasure, bodily as well as spiritual/mental, and of material goods
as well as intellectual ones, and he is especially interested in the pleasures provided
by music.

Aristotle emphasizes the importance and pervasiveness of music in human
communities, and devotes considerable attention to the question of how it ought to be
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deployed in his model polis: indeed the Politics ends with his discussion of music.%
He recognizes that music in general both is enjoyable (for everyone, of all ages and
character-types: 1340al-5) in acoustic/sensory terms (i.e., the sounds of music are
pleasant to our ears —and Aristotle, unlike Plato, does not insist that sung words
are important for an essentially musical response) and he makes it clear throughout
his discussion that music contributes significantly to the well-being of the various
(disparate) members of any given society— even while he also argues, like Plato,
that certain kinds of music, listened to in the correct manner, may provide a superior
benefit for those who are discriminating enough to appreciate them. In his (rather
rambling, and in places disjointed) analysis,* Aristotle ends up laying out a basic
framework in which musics of different kinds, performed implicitly by different
practitioners and explicitly for different audiences, are to be classified in five basic
categories, each of which serves a somewhat different social function —though it
seems that in some cases the same musical performance might fall into more than
one category, depending on its audience.®’

Aristotle’s categories of musical types, or functions, are not as neatly and tidily
laid out for us as we might wish. In fact, he deploys two different systems for
categorizing music: one in terms of types of melodies (according to the way that
“some philosophers distinguish/define things” (1341b32-34 hos diairousi tines ton en
philosophiai), and the other in terms of his own observation of music’s psycho-social
effects. According to the first system (that of “some philosophers”), there are three
basic types of melody: “ethical”, “practical”, and “enthusiastic.”®. According to the
second system, which forms the organizing principle for most of Aristotle’s discussion
in Book 8, there are five main functions for music in society: (i) relaxation, release
of stress, fun (anapausis, anesis, paidia); (ii) ethical improvement, especially for the
young; (iii) leisured/aesthetic critique and appreciation (diagogé); (iv) practical

85 This discussion occurs in the course of Aristotle’s larger discussion of education, which has led some commentators to try
to limit Aristotle’s comments to their potential educational implications. But it should be obvious to even a casual reader
of the Politics that Aristotle’s interest in music here, and the range of his discussion, has expanded to include a much wider
consideration of the function(s) of music within any community, and of the different ways in which different kinds of people
(not all of them potential citizens of his ideal polis) enjoy and are affected by music.

86 Scholars agree that Aristotle did not publish the Politics and did not in fact “complete” the work, whether or not he composed
it all more or less at the same time and with a consistent program in mind (about which scholars disagree: see e.g. Lord
[1982], Kraut [1997], Halliwell [2002], Sifakis [2001]; also Kidd [2016].

87 This whole lengthy passage presents several minor detours and also a number of textual difficulties and uncertainties, even
while the main threads of Aristotle’s argument remain fairly clear and self-consistent. Scholars disagree as to how relevant
Aristotle’s remarks in the Poetics about rhythmos and harmonia, and about melos and hédusmenos logos, or his discussions
of the effects of sound on the body and soul in any of the more technical works of the Aristotelian corpus (De Anima, De
Audibilibus, Problemata, are for the interpretation of the Politics. In particular, debates about his references to katharsis in
both Poetics and Politics have caused endless disagreement. In what follows I will not be going into much detail about any
of this; but my own opinion is that there is no good reason not to read these works and these passages in light of one another.
In general, for commentary and interpretation of the musical content of Politics 8, see the references in the previous n.

88 Of these three categories, “ethical” and “enthusiastic” are discussed in detail by Aristotle, but “practical” (praktikos), as a
term applied to harmoniai, is never explained by him and only crops up twice or three times altogether in the Politics. See
next n. and below, pp. 242-247.
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activity, i.e. getting things done in daily life;* and (v) arousal of strong emotion and
affective states (enthousiasmos). In what follows I will consider all five categories as
being included in Aristotle’s overall scheme of musical things.

But before we examine in more detail these five categories, we need to pause to
clarify an important question concerning the short-term vs long-term “ethical” impact
of music on the soul, according to Aristotle. As he launches himself into his discussion
of the role of music in the education of young future citizens, he characteristically
pauses to raise some fundamental questions:

It isn’t easy to define what power/effect/value (dunamis) music has, nor why
(tinos... kharin) we should engage with it, whether (i) for the sake of fun (paidid)
and relaxation (anapausis)... or rather (i7) whether one must suppose that music
contributes to virtue (areté), inasmuch as it is able ... to form/affect people’s character
(to éthos poion ti poiein, lit. “to render <someone’s> character of such-and-such a
kind) by accustoming them (ethizousan) to be able to enjoy <things> correctly
(chairein orthos)... or whether (iii) it contributes to leisure activity (diagoge) and to
intelligent thought (phronesis).”® (Ar. Pol. 8.5.1339a14-26)

A little later (1340a14-27) Aristotle observes as a basic fact that “music is something
enjoyable” (ton hédeon, lit. “<one> of the pleasant <things>""), while also suggesting that
acoustic/musical stimuli make an unusually strong affective impact on the soul;”' and he
goes on to claim (following the critical currents of his day stemming from Damon of Oea
and Plato) that the moods or emotions present in and conveyed by music are “similar’ to
actual moods and emotions that are produced by events in the real world.”> Then he adds:
“For we change <in> our soul when we listen to such <affective rhythms and melodies>”
(metaballomen gar ten psuchen akroomenoi toiouton). This sentence is crucially important
for understanding Aristotle’s ideas about the impact and value of music; but it is not as
clear-cut in its meaning and implications as one would wish. Does Aristotle think that
every moment spent listening to an affecting, emotionally arousing piece of music (or
watching an affecting tragedy, for that matter), produces a lasting effect on the “character”

89 In two (or possibly three) places, Aristotle uses this term “practical” (praktikos) as a category (1341b34, 42a4, 42a15?, but without
any explanation: see n. 88 above, and also p. 245 and n. 105 below on the disputed reading at 1342al5 (praktika or kathartika).

90 It is noticeable that here Aristotle omits “enthusiastic”” music from his list, and proposes only three functions, one of several indications
that his discussion in Book 8 of the Politics exists in a somewhat preliminary, unrevised, and even muddled state. But as will emerge
in the rest of this article, not only does he credit “the philosophers” with including enthusiastic music as one of the three basic types
(above, p. 240) but he also himself devotes considerable attention to this in later sections of Book 8 (see below, pp. 244-247).

91 See above pp. 234-239 on Aristotle’s account of hearing in De Anima. His account of music in the Politics makes clear that
he thinks that music makes a greater affective impact on the soul than the other sensory stimuli such as taste and touch, even
than vision.

92 He suggests that when music is/sounds “angry” or “mild”, “courageous” or “restrained,” these affective qualities in the music
constitute “likenesses of the actual natures” of those states in the real world (homoiomata malista para tas aléthinas physeis);
see Halliwell (2002, pp. 239-249) for good discussion. This question, how and in what sense music can be or can sound
(i.e. seem to be) emotional, and how music is able to trigger the strong affective states in listeners that it demonstrably does,
continues to be hotly debated. See e.g. Meyer (1956), Kivy (1988; 1990), Patel (2008), Juslin and Sloboda (2001) (e.g. Bunt
and Pavlicevic, 2001), Bicknell (2011); also Halliwell (2002) ad loc, with further references.
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ofaperson’s soul? (This appears to be e.g. Plato’s view, and is one of Socrates’ chief reasons
for banning most tragic performances from Kallipolis.) Or does Aristotle make a distinction
between habitual listening to certain types of character-building music (especially for the
young), on the one hand, and occasional listening to all kinds of more or less affective
music (or watching pity- and fear-inducing tragedies in the theater) by adults, on the other?
I believe that the latter is Aristotle’s position (though he may indeed vacillate a bit, during
the course of his discussion in Politics 8).”> While fairly long chunks of his discussion
of “ethical music” for the education of young people might seem to imply the contrary,
it seems to me (as I shall argue below) that in the end he makes it clear that listening to
emotionally arousing music of a “non-ethical” kind (including esp. “enthusiastic”” music)
can be both enjoyable and worthwhile for all kinds of people, and that this is because the
affective state that is produced by such music is short-term and transitory.”* In any case,
Aristotle certainly recognizes that one major type of musical performance (which he labels
“enthusiastic” or “passionate” music —a category which must necessarily include songs
as well as purely instrumental performances— is designed and experienced primarily for
its affective (pathogenic) qualities, rather than for its verbal content or ethical impact. We
shall return to discuss “enthusiastic” music in detail later in this article. But first we need to
survey Aristotle’s account of the other four basic functions for music in society.

The first and most obvious function of music that he outlines is also the most pervasive:
(i) relaxation, release of stress, fun (anapausis, anesis, paidid). Music is greatly enjoyed
by everyone (1339b20), young or old, male or female, gentleman, laborer, or slave,
and its ability to provide harmless pleasure (like, e.g., sleep, or drinking, or dancing, as
Aristotle suggests at 1339a17-21) is recognized as a benefit by all, especially by those
whose lives are full of stress and hard work (1341b41 pros anesin te kai pros tén tés
suntonias anapausin). Thus music in general is in these terms recreational, relaxing and
enjoyable, and without harmful side-effects —definitely a social good. Aristotle does not go
into detail in the Politics about the physiological and psychological mechanisms through
which this “relaxation” is provided by music, nor why playing and/or listening to music
is such “fun” (paidia) for humans. But he appears to relate these effects to the natural
human delight in thythm, harmony, and mimésis (as in Poetics ch. 4), while recognizing
(as in De Anima 2.8) that sounds of all kinds cause “movement” (kinésis) and “change”
within the human ear and hence in the soul (psyche), a process of stimulation that can be
inherently —and harmlessly— pleasurable, just like other sensory experiences (taste, smell,
touch, and sight).”* (ii) Like Plato’s Socrates and many other ancient philosophers and
educational theorists, Aristotle also is committed to the notion that certain kinds of music
can provide ethical improvement and character formation, especially for the young (Pol.
8.5.1339al14fY). Specifically, he recommends that musical pieces composed in the Dorian

93 See esp. Bernays (1857/2015), with Porter (2015); also Sifakis (2001).
94 The same is true for the enjoyment of tragedy, we might observe, as described by Aristotle in the Poetics.
95 See further pp. 234-235 above, and Sifakis (2001), Griffith (forthcoming).
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mode and performed on stringed instruments (cf. Plato Rep. 3, discussed above) should
be taught in school as a component of the shaping of the characters of the future citizens
of his ideal polis.”® Accordingly, he disapproves of aulos-music within an educational
program (1341a17-22) because “the aulos is not an ‘ethical’ instrument but rather, an
‘orgiastic’ one”, i.e. it is not good for building a virtuous character but rather for arousing
emotional responses. So, he goes on (134122-24) “the proper occasions (kairous) for
using the aulos are those in which the performance-event (theoria) is designed to produce
emotional stimulation-and-release (katharsis) rather than instruction (mathéesis).”’ (iii)
Rather nebulous —but important for Aristotle’s elitist aesthetics— is music’s function as an
object of leisured, aesthetic critique and appreciation, conducive to “intelligent thinking”
(phroneésis, 1339a26). Some music, according to Aristotle, should be designed in a refined
style so as to be appreciated and critiqued (though not actually performed) by highly
discriminating, leisured listeners, for its own sake. Music of this kind will be performed, as
we noted above, by professional musicians who themselves presumably lack the aesthetic
and ethical discrimination of their elite audience, yet can perform the appropriate pieces
with the requisite skill. Aristotle’s rather evasive label for this psycho-social function, or
activity, is diagoge (lit. “pastime”), and this kind of “appreciation” and critique (k7isis)
of music, Aristotle insists, should be quite distinct from —and is superior to— the cruder
“relaxation, fun (anesis, paidia)” that the lower and less refined social classes find in their
music-listening. It is questionable whether or not Aristotle succeeds in drawing a clear
and valid distinction between these categories (7) and (iii). In the end, the distinction may
be thought to amount to nothing more than a class-based mystification of certain kinds/
modes of “relaxation” and “fun, i.e., a familiar kind of upper-class fetishizing of <high>
“art” vs <low, vulgar, cheap> “entertainment.”® These first three categories all seem fairly
straightforward and easy to grasp, at least in Aristotle’s terms.

Likewise, the fourth category, though Aristotle himself barely pauses to define
or discuss it at all: (iv) Practical music/music of action —music for getting things
done. Music was widely employed by the Greeks, as by many other civilizations, to
accompany all kinds of practical activity, i.e. as an aid to coordination and repetitive
movements, or an energizer, or a pleasant distraction and mood-enhancer during boring
or unpleasant tasks. Such functions for music were presumably what Aristotle (and
“some philosophers”) meant by praktika. Such music was ubiquitous, and multifarious;
and overall it must have involved a high proportion of the population of all ages —a
much wider “audience” and larger body of musical practitioners than was reached by
the high-end kitharodes and auletes who competed in festivals and commanded most
of the ancient musicologists’ attention. There is no need here to go into detail about all

96 Belief in the ethical effects of music was widespread in antiquity, but by no means universal, especially in its more pedantic
and technical versions (as we have seen); see Anderson (1966), Barker (1984) s.vv. “character”, “ethos”, Halliwell (2002;
2011); contra, Philodemus De Musica Book 4 (passim), with Wilkinson 1938.

97 We shall return below (p. 245) to this important sentence and to the term katharsis.
98 See e.g. Bourdieu (1987), also Ford (2003).
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the different occupations and activities for which music was employed.” In addition to
all kinds of sacral and sacrificial procedures, music often accompanied and facilitated
manual labor of all kinds, sailing and rowing, warfare, athletic training, child-care,
many kinds of games, and medical and psychiatric treatments (by means of incantation
[epaidai], especially).'® For several of these activities, visual illustrations survive
showing singing and/or instrumental accompaniment —most of them involving the
aulot; for others we rely on literary testimony. (v) “Enthusiastic” music: Aristotle’s
fifth category —to which he devotes considerable attention, though in rather a scattered
and piecemeal manner— is music’s capacity to be especially affective and emotionally
arousing.'” He frequently employs for this the vivid Greek term enthousiasmos
(lit. “the state of being entheos = “having god inside one”) along with the adjective
enthousiastikos, though, like many Greek authors, he leaves open the question whether
the term is to be understood literally or figuratively.!> Other —less colorful— terms that
he uses in the Politics, apparently interchangeably with enthousiastikos, to refer to
highly exciting music are: orgiastikos (lit. “belonging to sacred/special ritual”), hieros
(lit. “sacred”), bakkhikos (lit. “Dionysian”), and pathétikos (lit. “pathos-inducing”, i.e.
affective, emotional).!” He repeatedly makes clear that this/these kind(s) of music is/are
played (mostly, or always) by the pipes (auloi) and in the Phrygian mode (phrugisti).'™
It becomes clear as Aristotle’s discussion proceeds that he thinks virtually a// listeners
find music of this kind to be exciting, affective, and mood-altering, even while he
notes that certain especially impressionable or unstable people may be stimulated to
an exceptional degree and may experience an extreme state of emotional “release” as
a result (katharsis):

It is clear, therefore, that all the musical modes (harmoniais) should be employed
[sc. in an ideal city], but not all in the same way. In education (paideian) the modes
most expressive of character (fais éthikotatais) are to be preferred, but in listening to
the performances of others we may admit the ‘practical”’ modes (praktikais) and the
‘affective’ modes (enthousiastikais) also. For any affect/emotional state (pathos) that
exists very strongly (ischuros) in some people’s souls (peri enias sumbainei ... psuchas),
exists <also> to some degree in all <souls> (fouto en pasais huparchei), differing only

99 See e.g. Comotti (1989), West (1992); also e.g. Lonsdale (1993), Kolotourou (2011).
100 See Pfister (1924), Furley (1993), with further references; and cf. Yinger (2017) for some modern forms of music therapy.

»

101 See p. 228 and n. 49, 92 above, for discussion of the terms “emotion”, “affective”, and “arousal” in relation to human
responses to musicking.

102 Similar ambiguity between literal and figurative reference surrounds other such affective/psychological terms, e.g. mania, ekstasis,
ekpléxis esp. in contexts of artistic creativity and religious fervor: see further Rouget (1985), Halliwell (2011), Porter (2016).

103 Modern Anglophone scholars have employed various translations for the kind of altered mental state that is entailed in
Aristotle’s enthousiasmos, from “inspiration, excitement” to “possession, ecstasy,” to outright “frenzy”.

104 See esp. 8.7.1342b1-5 “Among the modes (harmonion) the Phrygian has the same impact/effect/status (dunamin) as the
aulos does among the instruments (organan): for both of them are ‘orgiastic’ and ‘pathetic’. All Bacchic performance and
all kinds of ‘movement/affect’ of this type (pasa hé toiauté kinésis) belong to the auloi especially among the instruments,
and to the Phrygian melodies among the modes...”. Thereupon Aristotle proceeds to discuss the innovative dithyrambic
performances of the composer Philoxenus and others (1342b6ff).
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in degree (101 heétton... kai toi mallon): for example, pity, fear, and also enthousiasmos.
Some people become possessed (katokochimoi) by this movement (kinéseos, sc. of
the soul by musical stimuli), and from sacred melodies (ek ton hieron melon) we see
them restored (kathistamenous) when they employ the melodies that especially arouse
the soul (tois exorgiazousi ten psuchén melesi), as if (hosper) they have undergone a
healing process (iatreias) and a ‘release’ (katharseds). Those who are prone to feelings
of pity and fear and those who are in general very emotional (tous holos pathétikous)
must necessarily undergo exactly this same experience (fo auto dé touto ... paschein),
and everyone else too according to the degree to which each one possesses such
<tendencies>; and to all of them a kind/degree of ‘stimulation-and-release’ (katharsis)
occurs (pasi gignesthai tina katharsin) and they experience delight and a feeling of
lightness (kouphizesthai meth’ hédoneés).'” (Aristotle Politics 8.7.1342a1-14)

Aristotle clearly has in mind here a spectrum of “enthusiastic/orgiastic” musical
performances and experiences, ranging from all-out healing rituals in which people
are “possessed... and restored..., as if undergoing a healing” (i.e. full-scale rites of
the more specifically Korybantic kind, referred to often by Plato, Aristophanes, and
others),!% to somewhat milder and more restrained enjoyment of e.g. “high art”
auletic recitals or the songs of tragedy and dithyramb; and somewhere between
these two extremes we might expect to situate a wide variety of other “Bacchic,
sacred” musical events such as are referred to in our literary sources and depicted on
numerous vase paintings. Aristotle appears to consider it normal and natural that one
and the same musical performance might elicit differing degrees of arousal within
a group of listeners, depending on their individual personalities and dispositions;
and even the more restrained listeners might still enjoy some degree of pleasurable
“release of emotion” (katharsin tina) and “lightening” of their mood (kouphizesthai).

As he continues (1342b16-28), Aristotle explains that musicians competing in the
theater and at festivals should be allowed to use the more affective modes and melodies,
particularly for the “relaxing entertainment” (anapausin) of the lower-class elements
in the audience (“craftsmen, laborers, and such like”); yet he acknowledges that there
is also a more “educated and free” contingent within those audiences (eleutheros kai
pepaideumenos), even while he implies that these discriminating listeners will be
less affected than the vulgar lower classes by the “extremely strained and colorful”
melodies (suntona kai parakekhromena). He sums up: “What belongs naturally to
each <class of people> provides pleasure to them” (poiei de tén hédonén hekastois to

105 The next sentence presents a problem of reading and interpretation. In the MSS, we have “Similarly, ‘kathartic’ melodies (ta
melé ta kathartika) provide harmless pleasure to people.” The force of “similarly” (homoios) is then hard to grasp, since it
seems that Aristotle is already discussing “kathartic” melodies in the preceding sentence. So several editors and translators
(including Ross in his OCT) follow Sauppe in reading praktika for kathartika (picking up on 1342a4, just above). The main
thrust of Aristotle’s argument is not affected by our choice of reading.

106 See Linforth (1941), Rouget (1985), Griffith (forthcoming) for full discussion; for modern cross-cultural comparanda, see
esp. Rouget (1985), Becker (2000; 2008).
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kata phusin oikeion). Thus overall, even while Aristotle’s snobbish outlook leads him
to insist that the more emotionally affective types of music appeal more to the lower
classes, it is quite clear that (unlike Plato) he does not consider the more extreme
forms of emotional arousal and relief to be appropriate only for defective human
beings. One does not have to be a baby, or demented and pathologically fearful, to
enjoy —and benefit from— listening to (and perhaps even participating in?)'"’ these
exciting, “enthusiastic”” music-forms and songs, even though they surely would not
be so suitable for the leisured discussion-sessions and critical appreciation (diagogé)
of Aristotle’s citizens, nor obviously for the teaching of children in school.'® And
from the Poetics we learn that Aristotle thinks that attending the theater to watch
and listen to tragedies being performed can be both highly pleasurable and quite
“philosophical,” even while he is fully aware that all the music played there is
accompanied by the auloi and most of it is in Phrygian harmonia.

It is remarkable —but should not be surprising to us— that Aristotle is so comfortable
in acknowledging that enthusiastic/orgiastic/sacred/Bacchic/pathos-inducing music is
going to be widely available and highly valued in his (and any) polis. He seems to
take this for granted as a normal social fact. This does not mean that he thinks most of
his population will need or will want to engage in full-scale Korybantic-type therapy.
Rather, he stipulates that, even while most people won’t actually fall into ecstatic trance
states in listening to Phrygian music played on the auloi (i.e. full-blown trances are just
for actual “patients” seeking a katharsis-type cure), most people nonetheless do get
affected by such music to some (more limited) degree, and they derive harmless pleasure
from listening to it. As Aristotle phrases it (1340a8-14), music of the affective genre,
such as Olympus’ aulos-melodies, “by common agreement makes <people’s> souls
‘enthusiastic’, and enthousiasmos is an affective reaction of the éthos of/involving the
soul” (ho d’ enthousiasmos tou peri tén psuchén éthous pathos estin) —a curious phrase
that appears to mean by pathos a temporary stimulation and alteration of physiological
and mental state, along the lines described by Rouget and other anthropologists and
ethnomusicologists. ' Such “arousal/alteration” occurs for a relatively short period
of time, and the whole process of arousal and subsequent calm does not bring about

107 At 1342a3-4 Aristotle stipulates that in the context of education, students should only be exposed to “ethical” harmoniai,
but that adults should be allowed to listen to all kinds. (He has also previously proposed that boys should only learn to play
instruments well enough to be able as adults to appreciate and critique music played by others.) So the actual performing of
e.g. Phrygian tunes on the auloi should be left to others (heteron cheirourgounton). In the passage immediately following
his discussion of enthusiastic music and katharsis, Aristotle notes (1342a14-18) that the theater is a context in which
especially exciting music (auloi, Phrygian harmonia ktl.) can be performed only by professionals for the pleasure of others
(= adults of all kinds). He doesn’t say much in the Politics directly about the relative merits of listening/watching vs
performing, for those who seek only “relaxation, fun” —but his remark about the relaxing effects of dance (1339a17-21)
includes the comment “some people think...”, as if he himself is dubious. Aristotle never engages in direct discussion of the
social value of dance and choral performance within a community, as Plato does (see esp. Peponi, 2013).

108 Aulos-music at gentlemen’s symposia was of course absolutely normal, almost mandatory. Most often it was performed
by paid auletrides (free or slave female pipe-players), though men sometimes played as well. The question, how often the
symposiasts themselves might play the auloi for one another seems impossible to answer. It may well have varied from one
social group to another.

109 Rouget (1985), Becker (2000), cf. Griffith (forthcoming in 2018).
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permanent change in the character, disposition (ethos) of the listener; hence such
music does not fall into the “ethical”, i.e. character-building, category.''’ The auditory
stimulation of “enthusiastic”” music provides for almost everyone harmless excitement
and pleasure —in Aristotle’s terms, “fun” (paidid) and “release, relaxation” (anesis). In
the field of musical performance, then, we can say that, for Aristotle, “enthusiastic”
music comprises a distinct and major genre of its own and serves a specific social
“function”, or range of functions; We may observe too that Aristotle seems to recognize
that this large and capacious genre of “enthusiastic” music overlaps to some degree
with the genre of competitive “theater music” and thus also with the (quasi-“literary”)
genres of dithyramb, tragedy, and comedy, i.e. genres which include high-art, virtuoso
specimens of enthusiastic, aulos-accompanied song-types.

Religion and Musical Gods

Finally, no account of any society’s musical life would be complete without attention
being paid to the role of religion in music—making and listening (however we may define
“religion”). In my account, I have brought into the discussion a number of descriptions
that involve what we might call “religious” occasions (e.g., at one end of the spectrum,
Hesiod’s Muses and the Homeric Hymn to Apollo, and at the other, Aristotle’s account
of “enthusiastic/orgiastic”” musical experiences); but I have not directly addressed the
extent to which the Greeks of the Classical period thought of their gods as being musical
and as enjoying human music. There is no space to go into detail here; but it should
be immediately clear to anyone who engages with Greek literature and art that music-
playing, singing and dancing for the gods, and even depictions of the gods themselves
participating in music-making, are ubiquitous.

Greek divinities with musical aptitude/authority include Apollo vs Hermes as lyre-
players; Hermes also as a syrinx-player —Pan too; Dionysus as a patron of all kinds
of pipe- and percussion-accompanied music, both human and daimonic (Nymphs,
Satyrs, et al.); Cybele (the Great Mother), Sabazius, likewise; as well as numerous
Muses, Sirens, Korybants, Kabeiroi, etc. As we saw in the Homeric Hymn to Apollo,
almost all the young female goddesses like to dance and sing (maybe not Athena —but
she is not entirely female). The ancient Greek polytheistic world-view was designed
to accommodate mixed and shifting dynamics concerning the sources of artistic
production in general, and especially concerning the mysterious power of music to

110 Aristotle seems to hold the same opinion about going to the theater: watching (and listening to) a good tragedy arouses quite
strong emotions (pathé) —especially pity and fear— in the audience members; but the resultant “katharsis of such emotions”
(Poetics ch. 6) does not alter their character permanently in the way that Plato’s Socrates asserts in the Republic. For
further discussion of this (controversial) issue, see esp. Halliwell (1998), Seferis (2001); also Bernays (1857/2015), whose
analysis has often been consulted by subsequent scholars only in abbreviated form, and consequently misrepresented and
misinterpreted (cf. Porter, 2015). Bernays argues convincingly that the katharsis provided by music or drama according
to Aristotle entails a process of stimulus-and-release/relief of emotions/affect that is relatively brief, short-term, and
self-contained (rather like the processes outlined e.g. by Meyer, 1956; Levitin, 2004); the process is in itself exciting,
pleasurable, experience-enhancing, and repeatable. But for the purposes of this article, the precise meaning of Aristotle’s
katharsis is not in fact crucial.
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“move” listeners both mentally/spiritually and physically, and to change people’s
attitudes and moods, enhancing almost every activity within the practical worlds of
labor, leisure, and entertainment, as well as more specifically religious celebrations. The
Greek gods and goddesses collectively love music, without reservation. Thus, unlike
the peoples of the Book, whose God —or even whose greatest Prophet— may frequently
speak aloud in human language but who never Himself sings, dances, or plays any
musical instruments, nor even shows much sign of enthusiasm when music is being
played in His presence, the Greek pantheon —itself a kind of extended family or mini-
polis-community of supernatural beings, imaginatively projected out from standard
Greek fantasies of more mundane human experience— was full of musical personalities,
several of them very distinctive in their “sound” and style of performance, others more
versatile and catholic. The divine level mirrored in most respects the human (and even
animal)!"! levels of music-makers... Music was (good) for all.

111 Arbo and Arbo (2006).
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Klasik Yunan Mizik Sosyolojisine Dogru

Mark Griffith'

Oz
Bu makalede Arkaik ve Klasik Yunan tarihinde (MO yak. 750-320) cesitli turden miiziklerin icra edildigi
farkli durumlari esstiremli bir bakis acisiyla kisaca gozden gecirerek, bu icralarin farkli toplumsal islevlerini
ve dinleyicileri tizerinde biraktig1 (ya da birakmasi beklenen) cesitli etkilerini ve ayrica Yunan kultiranun,
bunyesindeki genis ve cok yonlit muzikal faaliyetlerle ilgili farkli tavir ve degerlerini tartisacagim. Eski
Yunan miuzigine iliskin bir sosyoloji bu miizigin tarihinden de, bu muzik kulturayle ilgili salt felsefi/estetik
ya da teknik anlayistan da kismen de olsa farklilik arz edecektir. Bu ytizden, gercek anlamda sosyolojik bir
incelemede muzigin neye tekabul ettigi ve insanlarin ne isine yaradig, cesitli turlerinin kimler tarafindan
icra edildigi, bu farkl tarleri kimlerin dinledigi ve(ya) hangi tepkiyi verdigi, kuramcilar ve filozoflar
kadar, siradan Yunan halkinin da daha genis sosyal ve kozmolojik dunyalar1 baglaminda miizik hakkinda
ne dusiundugi, kaltirin hem icinden hem disindan bakilarak arastirilmalidir. Bu makale Yunan miizik
performanslarinin “aninda icra” ve bedensellik yoniiniin yani sira bicim acisindan cesitli ama her durumda
guiclii ruhsal etkisine de egilerek, incelenmekte gec kalinmis bir konuyu ele almaktadir. Bilhassa toplumsal
cinsiyet, statil ve etnisite farkliliklari, cesitli muizik dillerinin ve calgilarin toplumsal islevsellikleriyle ilgili
mubhtelif yazili ve gorsel kaynaklar bulunmakla birlikte, Aristoteles’in (6zellikle de Politika eserinin) bu

konularda en yararh ve guvenilir kilavuz oldugu kamsindayiz.

Anahtar Kelimeler
Eski Yunan Muzik Kaltiri ¢ Aristoteles’in Muzik Uzerine Dustinceleri ® Miizik ve Toplumsal Farkliliklar
* Miizik ve Toplumsal Cinsiyet ¢ Miizik ve Toplumsal Kimlikler ¢ Muzikal Performanstaki Bedensellik o
Miizik ve Duygu

1 Mark Griffith (Prof.), Department of Classics, University of California Berkeley, 7215 Dwinelle Hall, Berkeley CA 94720-
2520, USA. Eposta: markg@berkeley.edu

Atf: Griffith, M. (2017). Klasik Yunan miizik sosyolojisine dogru. Sosyoloji Dergisi, 37(2), 211-258
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Bu makalede Arkaik ve Klasik Yunan tarihinde (MO yak. 750-320) cesitli tiirden
miiziklerin icra edildigi farkli durumlan esstiremli bir bakis agisiyla kisaca gdzden
gecirerek, bu icralarm farkli toplumsal islevlerini ve dinleyicileri tizerinde biraktig1 (ya
da birakmasi beklenen) ¢esitli etkilerini ve ayrica Yunan kiiltliriiniin, biinyesindeki genis
ve cok yonlii miizikal faaliyetlerle ilgili farkl tavir ve degerlerini tartisacagim. Yunan
toplumunun olaganiistii miizikal bir toplum oldugu bir¢ok kez dile getirilmistir. Bu tespit
dogru da olabilir yanlis da; nitekim boyle bir sey nicel olarak 6l¢lilemez. (Yunan akort
sistemleri, ezgileri ve ¢algilarinin bilyiik bolimii, diger komsu toplumlarinkiyle, 6zellikle
de Anadolu’dakilerle ayn1 Mezopotamya geleneginden dogmustur ve Erken Yunan miizik
kiiltiirliniin Phrygia ve Lydia gibi kiiltiirlerle ortak ve farkli yonleri hakkinda bir yargida
bulunmamiz olanaksizdir.) Diger yandan su bir gergektir ki, Yunanistan’mn (yar1 gergege,
yar1 hayale dayali olarak) biitiin Bat1 kiiltiir geleneginin kaynagi ve onciilii sayilmasi
durumuna bir de 6zellikle Hiristiyan kilisesinin ve s6z sahibi Ronesans entelektiiellerinin
(yeni-)Platoncu ve yeni-Pythagoras¢i miizik kuramini biiyiik 6lglide benimsemesinin
eklenmesi, miizigin insan topluluklarindaki dogas1 ve isleviyle ilgili, Yunan elitine ait
belirli bir dizi diisiinceye ylizyillar boyunca agir1 ilgi gosterilmesi sonucunu getirmistir.
Bu ilgi cogu durumda ger¢ek Yunan miizigi uygulamalariyla ancak uzaktan iliskilidir ve
daha ¢ok niimeroloji ve(ya) belirli akort ¢esitlerinin ve dizilerin varsayilan ahlaki etkileri
gibi karmasik olgulara yonelmistir. Ayrica bu diisiincelerin birgok a¢idan ana akim Yunan
yaklagimini temsil etmedigi ve Yunan miizik kiiltiiriiniin geneli hakkinda yamiltic1 bir
tablo ortaya koydugu savunulabilir.

Eski Yunan miizigine iligkin bir sosyoloji bu miizigin tarihinden de, bu miizik
kiiltiriiyle ilgili salt felsefi/estetik ya da teknik anlayistan da kismen de olsa farklilik
arz edecektir. Bir sosyologun sorular tarihgi, estetik¢i ya da miizikologunkinden farkl
olacaktir ve bu ylizden, en kapsamli, sozii gegen ve sik alintilanan antik kaynaklar
korii koriine izlemek yerine en elverisli ¢oziimleme araglarmi kendimiz tasarlamak
durumundayiz. Bu yiizden, gercek anlamda sosyolojik bir incelemede miizigin neye
tekabil ettigi ve insanlarm ne isine yaradigi, g¢esitli tlirlerinin kimler tarafindan icra
edildigi, bu farkl tiirleri kimlerin dinledigi ve(ya) hangi tepkiyi verdigi, kuramcilar ve
filozoflar kadar, siradan Yunan halkiin da daha genis sosyal ve kozmolojik diinyalari
baglamimda miizik hakkinda ne diislindtigii, kiiltiirin hem i¢inden hem disindan
bakilarak aragtirilmalidir. Eserleri giintimiize ulagan, miizik {izerine yazmus elitist antik
yazarlarin ¢ogu miizigin (ahlaki) karakter olusumunda oldukga etkili olduguna ve
ozellikle genclerin dinlemesi ve ¢almast i¢in belirli ¢algilarin, ezgi ve ritim tiirlerinin
digerlerinden “daha iyi” olduguna ikna olmuslardir. Bu nedenle genellikle telli ¢algilar
(basta lyra ve kitharay1) nefeslilerden (auloi ve syrinx gibi) ya da vurmal ¢algilardan
iistlin tutmus ve “Dor” makamim digerlerinden daha uygun bulmuslardir. Telli calg:
icracilarina yarigmalarda en yiiksek itibar ve 6diil verilmis, yurttaslarin solenlerde
(symposion) gerekli diizeyde /yra galabilmeleri i¢in ¢ocukken akort etme ve ¢alimin en
azmdan ana ilkelerini 6grenmeleri beklenmistir. Ama aslinda tiim Yunan diinyasinda
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nefeslilerin (6zellikle auloi), kullanimi en yaygin ¢algi grubu oldugu ve auloi ¢algisinin
uyandirdig1 duygularla ilgili elestiri (en agik 6rnegini Platon ve Aristoteles’te goriiriiz)
getirenlerin genellikle egitim ve ahlak konusuna egilen kii¢iik bir azinlikla sinirli oldugu
anlasilmaktadir (bu kisilerin ¢ogu Atina’da yani auloi ile ilgili yaklagimlarin Thebai
gibi rakip kentlerden oldukca farkli oldugu bir yerde yasamistir). Miizik esliginde ve
miizigin kolaylastiric1 etkisiyle gergeklestirilmis sayisiz sosyal etkinlik vardir. Bunlar
kutsal nitelikli torenlerden (hayvan kurban etme, diigiinler, zafer kutlamalar1, cenazeler
gibi) solenlere, ¢esitli tiirden fiziksel islerden (kiirek cekme, ip egirme ve dokuma, savas
yiiriiyiisi, siiriileri giitme, ekmek yapma gibi) cocuklara ninni sdylemeye, bedeni veya
ruhu iyilestirmek i¢in biiyii formiilleri okumaya ve kismen ya da biitliniiyle planlanmig
esrime ayinlerine (Ana Tanriga, Dionysos veya Korybantes vs. i¢in yapilan), ayn
zamanda resmi bayramlar ve miizik yarismalar1 gibi estetik agidan ¢ok daha seckin
etkinliklere kadar uzanir. Bu etkinliklerin ¢ogunda “miizikal” unsur genellikle sarki
sOylemeyi (ya da en azindan baz1 geliskin vokal unsurlarini) ve nefesli calimini, ayrica,
gergek anlamryla “dansa” tekabiil etse de etmese de bazi ritmik beden hareketlerini de
icermekteydi. Telli ¢alg1 (lyra ya da kithara) icrasinin olmasi ya da olmamasi sartlarla
daha ¢ok iliskiliydi, 6zellikle de a¢ik hava etkinliklerinde. Nitekim nefeslilerin tasinmasi
daha kolay, giirliigii daha fazlaydi; daha kullanish ve farkli ruh hallerini temsil etmeye
daha uygun olduklar1 herkesge kabul gérmiistii.

Cinsiyet Ayrimi

(Ozellikle) genc kadinlardan ya da geng¢ erkeklerden kurulu korolar (nadiren
hem erkek hem kadinlardan olusurdu) Arkaik ve Erken Klasik Yunan toplumlarinin
alisilmis unsurlarindan biriymis gibi goriinmektedir. Oyle ki, niifusun oldukga biiyiik
bir boliimiiniin sarki sdylemeyi ve dans etmeyi, maharetli sayilabilecek diizeyde
ogrendiklerini ¢ikarabiliriz ki, bu amatdr miizisyenlik modeli tanrilarin kendi miizik
yapislaryla ilgili siirsel tasvirlere de yansimistir (elbette eski ve yeni tiim kiiltiirlerin
ilahlar1 gibi Yunan tanr1 ve tanrigalarinin da insan davraniglarinin ve sosyal iliskilerin
hayali yansimasi islevi gérdiiglinii varsayarsak). Bu tiir performanslarda ve insanlarin
bayramlarda gerceklestirdigi solo yarismalarda, en biiyiik basarty1 (iin ve 6diilii)
kazanan miizisyenler (kithara ve aulos g¢alanlar) biiylik cogunlukla erkekti. Oysa
hangi tlirden olursa olsun d6zellikle evlerdeki miizik icrasinda, muhtemelen kadinlar
¢ogunluktaydi. Bu sosyal ger¢ek, Yunanlarin biitiiniiyle disil bir miizik ve ustalik
kaynagi olan Mousa kavramina da yansimis olabilir.

Farkh Miizik Tiirleri

Telli calgilarin baskin oldugu, goérece kisith, agir ve tekdiize ezgi ve danslarla
0zdeslesen Apolloncu miizikle, genellikle nefeslilerin ve bazen ¢okg¢a vurmali ¢algilarin
kullanildigi Bacchuscu (Dionysoscu) miizik arasindaki bilindik ayrim mutlak bir karsitlik
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ve farklilik olmamakla birlikte, oldukea ¢esitli miizik tarzina gelisme olanagi vermis ve
toplumun hemen her kesiminden gerek icraci gerek dinleyici olarak katilimin oldugu genis
bir dinsel ve sanatsal etkinlikler biitiiniiniin olugmasini saglamistir. Atina’daki tiyatro
gelenekleri, (dithyrambos korolar, tragedyalar, satyros oyunlari ve komedyalar) baska
miizikal yeniliklerin yanm sira miizik tiirleri arasinda ilgi ¢ekici etkilesimlere de neden
olmustu. Nitekim bu oyunlarda tiim oyuncular erkek ve cogunlukla Atina yurttasi idiyse
de dramatik karakterler ve koro diinyanin dort yanindan erkek, kadin, ilah, hatta hayvan
olmak {izere ¢esit cesit hayali figlirlin sarki ve danslarmi sahneye tasirdi. Muhtemelen
diger kentlerin koro miizigi temsillerinde erkek miizisyenler bu denli baskin degildi.

Aninda fcra

Eski Yunan’da tiim miiziklerin aninda icra edilmis, dolayisiyla icraci(lar)
ile dinleyiciler arasinda performans boyunca dogrudan isitsel ve gorsel temas
kurulmus olmasinin énemi bu makalede s6z konusu kiiltiirle ilgili vurgulanan bir
baska temel ozelliktir. icraci(lar) ile dinleyiciler arasindaki iliski bir sair, ressam
ya da heykeltiragin, eserine ilgi gosterenlerle iliskisinden daha dolaysiz ve yakindz;
nitekim bu durumlarda genellikle sanatgi, ilgi ve begenme siirecini gdzlemlemek
ve yonlendirmek iizere hazir bulunmazdi. Eslik etmekte olan ¢algiciya bedensel
hareketleriyle bizzat karsilik veren ve bu sekilde halkin dinleme ve izleme tepkilerini
daha da ¢ok etkileyen dansgi-sarkicilarin durumunda sinestezik dinamikler karmasik
ve ¢ok katmanl olabilirdi, tipki tanrilarin, Apollo i¢in Homeros Tarzi Ilahi’de
betimlenen miizik yapislarinda ve dinleyislerinde oldugu gibi.

Genel olarak bu makale biiyiik 6l¢lide Aristoteles’in Politika eserinin 8. kitabinda
yer alan, miizigin Yunan toplumundaki farkl: islevlerine iliskin, sosyoloji yonelimli
tartigmasini temel almistir. Aristoteles miizik icin bes temel iglev belirler: (i) rahatlama/
oyun (anesis/paidid), (ii) egitim/ahlaki gelisim (paideia), (iii) pratik uygulamalar
(praktika), (iv) duyusal/psikolojik uyarilma ve gevseme (enthousiasmos), (v) bos
zaman keyfi (diagogé). Biz de Aristoteles’in sesin (“eklemli ses” = phone de dahil
olmak iizere) olusumu ve isitmeyle ilgili, Ruh Uzerine (De Anima) eserindeki
getirdigi aciklamay1 da hesaba katarak bu bes miizik etkinliginin farkli 6rneklerini
sosyal dinamikleriyle birlikte ele aldik.
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The Phallic Plectrum

Players of stringed instruments in ancient Greece, whether the tortoise-shell lyre
(chelys, Iyra), the elongated, baritone lyre called the barbitos, the round-bottomed
wooden lyre, the phorminx, or the kithara, the large concert lyre, struck the strings
with a plectrum (wAfiktpov, pléktron). The plektron had substantial size and heft
—it was designed to be gripped in the palm of the hand, not held by fingers alone—
as well as a distinctive form quite unlike the compressed, bulging v-shape of the
modern guitar pick. As Martin West describes it, “The Greek plectrum had a blunt
flat or spoon-shaped blade of bone, ivory, etc., attached to a rounded handle; in
vase-paintings it often presents a strikingly phallic appearance” (1990, p. 1). Other
scholars have also remarked on the device’s “phallic appearance” in the iconography,
and understandably so —it does not take a prurient eye to see it.> Consider this image,
a detail from an Athenian vase painting the fifth century BCE, showing a pléktron
suspended by a cord from a barbitos:?

The only ancient writer who explicitly comments on the form of the pléktron is
Aristides Quintilianus, who says it has the shape of the letter tau (De Musica 111 p.
130.10-13 Winnington-Ingram). But its phallic shape seems not to have escaped the
ancient imagination. This is evidenced by several passages from Greek and Roman
literature that associate plectrum and phallus. The association appears already in
Archaic Lesbian poetry and as late as the Byzantine poet Paul the Silentiary. In the
latter case, it is only implicit, a slyly humorous subtext. Paul describes Maria, an
attractive female lyre player, in a witty epigram that begins:

2 Cf. e.g. Headlam (1922, p. 302).

3 Detail from the tondo of an Attic red-figured kylix attributed to the Clinic Painter. Cabinet des Médailles, De Ridder 812.
Photograph by Marie-Lan Nguyen (Wikimedia Commons). (The horsetail belongs to the silen who holds the barbitos.)
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TANKTPOV Exel POPULYYOGS, EYEL KO TATIKTPOV EPOTOG
KPOVEL O AUPOTEPOLS Kol PpEvVa Kol KiOdpnv.
She holds the pléktron of the phorminx and she holds the pléktron of desire [eros]:
she strikes with both [plectra] the heart and the kithara.
Anthology 16.278.1-2

Maria’s “pléktron of the phorminx” doubles as a “pléktron of eros,” that is, a goad-
like spur to desire in the hearts of those who watch and listen to her play. (Pléktron
is derived from the verb pléssein ‘to strike’.) Crucial to appreciating Maria’s “erotic
plectrum,” however, is not only understanding the etymological wordplay, but also
recalling the phallic shape of the device, which suggests the effect Maria is having

upon her sexually stimulated male audience.

Other literary representations of the pléktron play more explicitly salacious
variations on the visual similarity between pléktron and phallus, or rather pléktron
and dildo. For, in our literary sources, which likely reflect obscene joking about the
pléktron that circulated from generation to generation in the popular conversation in
and around musical culture, the phallic plectrum is typically figured not as an organic
penis, but as its artificial stand-in, the dildo.* Before going further, I must emphasize
that I am not suggesting the pléktron was routinely used by real people as a sex
toy. My comments here bear upon representation and fantasy, not actual practices of
self-stimulation. Naturally, some women and men may have used the plectrum as an
impromptu sexual device. (See discussion in note below.) Needless to say, however,
whether it was so used in reality has little bearing on how it figured in fantasy:
what matters is that people did imagine it could be so used. That it was “readily to
hand,” as West notes, at women’s private gatherings could encourage all manner of
prurient speculation (1990, 2). Thus the lurid portrait painted by Juvenal of a Roman
noblewoman, a lover of music and musicians, drifting from her lyre playing into an
erotic reverie, during which her plectrum, or rather, the plectrum of the handsome
(male) lyre-singer, Hedymeles, after whom she lusts, plays a predictable role:

Musical instruments are always in her hands; her thick sardonyx rings sparkle all over the
tortoise-shell; the strings resound at the quivering plectrum, with which the tender Hedymeles
performed his works; this she grasps, with this she consoles herself, and she lavishes kisses
upon the beloved plectrum.

Juvenal Satires 6.380-384

4 An extraordinary exception in the visual record comes by way of a Hellenistic terracotta figurine of a young man playing
a lute with his erect penis (held in his right hand) in place of a plectrum. A photo of the figurine, which was auctioned
at Christie’s New York in December 1998, is accessible online: http://www.christies.com/lotfinder/lot/a-greek-terracotta-
musician-hellenistic-period-circa-1403974-details.aspx?from=salesummery&intobjectid=1403974&sid=58c69876-129¢c-
4455-91f9-b3f1b6248a74
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I should emphasize too that, phallic shape aside, the p/éktron was materially quite
unlike an ancient dildo.’ In vase paintings, dildos are longer and wider than any plectrum.®
And, unlike dildos, which were made from leather, plectra were designed to be fairly
rigid and unyielding inside and out; they would also have been too pointy for comfort. A
Hellenistic citharode (a singer to the kithara) says that the pléktron he uses, made from
a special type of thorn, is appropriately sk/éron ‘hard’ (Antigonus of Carystus Mirabilia
169). Heracles was said to have killed his lyre teacher Linus with his plektron (Aelian
Historical Miscellany 3.32), something that would seem difficult to do with a dildo.

Indeed, the inappropriateness of the plectrum for the actual work of the dildo is the
subject of a telling joke made in the sixth Mimiamb of the Hellenistic poet Herodas.
Two women, Metro and Koritto, are talking about where to get a quality dildo (called
here baubon, rather than the more common olisbhos). One craftsman makes products
that are “firm, but also soft as sleep”; another, less talented craftsman, Kerdon,
“couldn’t even stitch a plektron for a lyre” (70—71; 50-51). The joke turns at once on
the superficial similarity and essential dissimilarity between plectrum and dildo. “So
far from being able to construct a p/éktron soft as sleep,” A.D. Knox observes, “[the
untalented Kerdon] could not even make a hard pléktron for a lyre” (in Headlam,
1922, p. 302).” But dissimilar as the two devices might have felt, it is significant and
not at all coincidental that they are closely paired here. When Herodas’ housewives
talk about dildos, they are easily put in mind of plectra. Part of this is “social realism™:
dildos and plectra very probably did circulate together in the everyday (i.e. non-
poetic) cultural conversation of ancient Greece. But Herodas’ treatment of the theme
also stands in a poetic tradition connecting the two objects that goes back to the
Archaic period, as we will see in the next section.?

Chordai Olisbodokoi “Dildo-Receiving Strings”

Although it appears in artistic representations in the seventh century BCE, the
pléktron is mentioned in neither the /liad nor the Odyssey. The earliest explicitly
attested mention of it is in the Homeric Hymn to Apollo (probably later sixth century

5 Headlam (1922, 301-302) points out that the cord of the plectrum may also have suggested its likeness to the dildo, which
could have straps (ipavtiokot). There is one, or what appears to be one, literary description of a pléktron actually being
used to penetrate a sexual orifice (a man’s anus in this case). It appears in a colorful invective passage in Achilles Tatius’
novel Leucippe and Clitophon (8.9.4). The villainous and perverted character Thersander, it is claimed, used to “straddle the
plektron” (pléktron corrects the corrupt plektron in the MSS) before entering the ring to wrestle against handsome young
men. It is not entirely clear, however, whether pléktron is used to describe an actual plectrum that Thersander inserted into
his anus (presumably in order to amplify sexual stimulation as he wrestled), or the reference is to some more innocent sort of
“gymnastic exercise,” as Caciagli (2011, p. 226) wonders.

6 See the representative collection of images in Keuls (1993, pp. 82-86).

7 Caciagli (2011, p. 26) interprets the phrase “stitch a plectrum for a lyre” (nAfjktpov £ Apnyv payar) differently, as referring to
the attachment of the pléktron to the lyre by a leather cord. But this reading does not properly account for péyou “stitch’, and
it misses, I think, the humor of the imagery. Stern (1979), following an observation of Kaibel, makes the appealing suggestion
that Herodas also plays on the sexualized personification of the lyre: women employ the dildo as the lyre notionally does the
phallic plektron.

8 Neri (2013, 17 n. 27) collects further literary references linking dildo and plectrum.
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BCE), where it is what seems to be an already well-established component of the
iconic image of lyre-playing Apollo: “his phorminx under the golden p/éktron makes
a lovely sound” (184-85).°

The pléktron is mentioned three times (53, 419, 501) in the later Homeric Hymn to
Hermes, each time in the same formulaic phrase, TAktpo éneiprtile katd pépog ‘he
sounded out [the lyre] with the pléktron string by string’. The phrase has the distinct
tone of the technical, which suggests it was already part of the professional discourse
of lyre playing.'” The Hymn pays lavish attention to Hermes’ invention of the lyre
(39-51), but notably none to the pléktron; the god simply has one ready at hand.
Nevertheless, Hermes was said to be the inventor of the p/éktron, as we learn from
the Library of Pseudo-Apollodorus (3.113).

However, the antiquarian encyclopedia of the tenth-century CE called the Suda
records an alternative tradition about the origin of the pléktron, according to which
its inventor was Sappho, the lyric poet-composer active in the city of Mytilene, on
the island of Lesbos, around 600 BCE. I will return later to the entry in the Suda
in which this heurematographical tradition is mentioned. But first let us look at the
fragmentary text of a lyric poem —that is, a song that was in all likelihood originally
sung to the lyre or barbitos— that a number of scholars have attributed to Sappho. This
song text, preserved in a lacunose state on a papyrus discovered at Oxyrhynchus,
Egypt (P. Oxy. 2291), dates to a time earlier than the Homeric Hymn to Apollo. 1t
contains what appears to be a reference to the plectrum, and one that seems already
to involve its eroticization. That is, this apparent reference to the plectrum does not
employ the word pléktron, but rather dMoPoc (olisbos), a word that, when next it
appears in Greek literature, in Attic Old Comedy of the fifth century, and everywhere
else thereafter, means ‘dildo’."

9 Compare the clearly depicted plektron in one of the oldest images of Apollo playing the phorminx, on an early seventh-century
pot from Melos (Athens, National Museum 911).

10 Cf. Franklin (2003, pp. 303—-304). The manuscript tradition of the Hymn to Hermes records a variant of the phrase with kozd
pnérog ‘by sounding out a melody’ in place of kot pépog at lines 419 and 501.

11 In Cratinus F 354 K-A someone says that “lecherous women use olisboi” (cf. F 394). Lysistrata in Aristophanes’ Lysistrata
speaks of the olisbos as a “leather helper” (109-110; cf. F 332.13 K-A). For the late lexicographers, olishoi were simply
‘leather penises’ (Photius Lexicon s.v. ‘Olofot; Suda o 169 A).
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Sappho F 99 c. [.1-9 L-P = Alcaeus F 303Aa V2

Obviously, it is difficult to come to any firm interpretive conclusions about a text
that, as Denys Page put it, “is so mutilated that not a single sentence or clause can
be understood” (1955, p. 145). But, for all its uncertainties, this fragment gives us
enough to determine that the song included a striking piece of invective involving
themes of both musical and sexual transgression. This invective, I contend, reflects
broader mentalities surrounding the sociocultural significance of lyric music in
Archaic Mytilenean society. Before we can consider the social context of the fragment,
however, we must address three fundamental (and not unrelated) problems it presents:
its authorship; the meaning of the compound epithet dMoPodokog (olisbodokos)
‘receiving the olishos’ in line 5; and the gender (and number) of Polyanaktid(s). These
problems have been treated by previous scholars, most recently Neri (2013). But
given the complexity of the interpretive issues surrounding them, a detailed review
is, I think, necessary for those readers not familiar with the scholarship, and may be
useful even to those who are.

It is clear from meter, dialect, and certain lexical items that the fragment, along
with two other fragmentary songs included in P. Oxy. 2291, is the work of either
Sappho or her Mytilenean contemporary Alcaeus. But which? Lobel (1951, p. 10),
the first editor of the fragment, followed by Page (1955, p. 145), assigned it to Sappho

12 The fragment was attributed by the editors E. Lobel and D.L. Page (L-P) to Sappho and by E.-M. Voigt (V) to Alcacus. (I
will refer to the fragment as “F 99" throughout the rest of this paper, but only for ease of reference. I do not mean to endorse
the attribution to Sappho.) In the text and translation above, I do not include any of the uncertain conjectures that have been
made for lines 3, 8, and 9 (see e.g. Ferrari, 2010, pp. 82—-83; West, 1990, pp. 1-2).
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on the grounds that its metrical structure of three-line stanzas is otherwise attested
for Sappho but not for Alcaeus. Given the minimally preserved state of both Sapphic
and Alcaean poetry, however, this is far from a stable criterion for attribution (cf.
Caciagli, 2011, p. 225; Neri, 2013, pp. 21-23). Other scholars have reasonably
inclined toward Alcaeus. For most of them, it is olisbodokos that tilts the scale. If
the word, which appears only here in Greek literature, is in fact an obscenity, that is,
if the poet understood olishos to mean dildo and meant the epithet to describe lyre
strings as “receiving the dildo” (instead of the pléktron), then, their thinking goes,
such an expression would be too coarse for Sappho’s poetry as we know it, yet in line
with Alcaean lyric, which elsewhere (e.g. F 429 V) resorts to coarse invective (see
e.g. Gomme, 1957, p. 261; Ferrari, 2010, p. 84; a thorough overview of the debate is
provided in Caciagli, 2011, pp. 225-26).

Martin West took a different approach, maintaining the attribution to Sappho by
attempting to remove the supposedly problematic coarseness from the fragment. He
argued that olishos here means simply plektron, not dildo, and that in fact the latter
sense is only a later semantic development from the first. In Archaic Mytilene, West
thought, the plectrum was called an olisbos; olisbodokos thus refers to strings that
merely ‘receive the plectrum’. What the fragment presents, then, is an innocuous
description of music making.'?

Yet there is little reason to support this neutering of the epithet. Again, everywhere
else in Greek literature olishos appears, it means ‘dildo’, and we have seen that there
was a clear association made between plectra and dildos.'* Furthermore, much of
what we think we know about Sappho’s poetry is necessarily conditioned by the
relatively small sample of what is preserved. Thus, attempts to defend notions about
the propriety of her language may be very much misplaced. Indeed, Philodemus (first
century BCE) says that Sappho composed some poems “in an iambic manner” (de
Poem. fr. 117 Janko), while the Suda tells us she composed iambic poetry proper. If
this iambic or iambically styled verse was anything like the remains of iambos by
other Archaic poets, it would have contained abusive and sexual language (see now
Rosenmeyer, 2006 and Martin, 2016 on “iambic Sappho”). Sappho’s biographical
tradition alludes to her antagonistic relationship with women from rival aristocratic
houses, and several fragments of her poetry contain insults apparently directed

13 West (1970, p. 324) and (1990, p. 1: “sex toys are alien to [Sappho’s poetry]”).

14 See detailed criticisms of West’s view in Caciagli (2011, p. 226) and Yatromanolakis (2007, 251-52), who speaks of its
“misapplied moralizing” (251 n. 373). Etymologically, as Chantraine holds, olisbos may derive from a verb olisthein ‘slide’
via the intermediary form olisthos, meaning ‘sliding, slipperiness’ (Dictionnaire Etymologique de la Langue Grecque p. 792,
s.v. Mo Bog). An olisbos would thus be a ‘slider’. Chantraine thought the word obscene from the start: the ‘slider’ was always
a ‘dildo’. See other views in Neri (2013, 16 n. 21). Nelson (2000), building on West, argues that olisbos was not originally
obscene, but musical: it described the plectrum’s sliding action as the player applied it to the strings. But it seems unlikely
that “sliding” would have been a natural way to conceptualize —for Lesbians or anyone else— what the player does with the
plectrum to the strings, or even what the strings are made to do by the plectrum. What the plectrum normally does is strike
the strings from above or below —thus plektron, a word which, as the Hymns to Apollo and Hermes show, was widely known
and used already in the sixth century BCE.
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against these social and, as we will see, musico-poetic rivals.!”® These insults, while
not in the same realm of obscenity as olisbodokos, can nevertheless have a rough
edge (Aloni, 1997, p. LXVI-LXVII; Rosenmeyer 2006, pp. 25-30). For instance, in
F 155V, Sappho delivers an unmistakably passive-aggressive greeting —a “kiss off,”
really— to someone who has presumably fallen from her favor, or was never in it: “I
wish the daughter of the house of Polyanax a very fine day indeed!”

Sappho’s hostility toward this [MoAvavaktide waido ‘daughter of the house of
Polyanax’ is of course notable in respect to the IMowivavokt[i]dog ‘descendant(s)
of Polyanax’ named in F 99.2. It both supports the view that Sappho is the author of
the latter fragment and strongly suggests that olisbodokos was intended as an attack
against the Polyanaktid(s). That a member or members of this family —presumably
one of the leading houses of the aristocratic world of Mytilene in which Sappho
moved-— are the objects of abuse in F 99 is further confirmed by another of the song
fragments contained in P. Oxy. 2291, which refers to some person or thing connected
to the Polyanaktid family as margos ‘greedy’, or perhaps ‘lascivious’ (F 99.14-15
L-P; cf. Caciagli, 2011, p. 226; Aloni, 1997, p. 169).

Yet, while the sexual invective of olisbodokos thus seems almost certain, the case
for attributing F 99 to Sappho is hardly airtight. No fragment of Alcaeus mentions
or alludes to antagonism with the Polyanaktids, but it is entirely possible that he,
like Sappho, found himself at odds with them and attacked them in song (cf. Ferrari,
2010, p. 89). The grammatical gender of the patronymic [ToAvovaxt[i]daig may in
fact point toward Alcaean authorship. It has been said that [ToAvavaxt[i]daig could
represent either a masculine or a feminine accusative plural (see e.g. Yatromanolakis,
2007, p. 374), and so refer to either the men or the women of the house of Polyanax
(or perhaps both). For those who support Sapphic authorship, the assumption has
been that the word must be feminine, referring specifically to Polyanaktid women,
Sappho’s rivals; in F 155, recall, Sappho dismisses a “daughter of the house of
Polyanax.” But we might expect the accusative plural of the feminine patronymic to be
*oivavaktidog, a third-declension form with short final alpha (see [Tolvavaktido
in F 155, with Neri, 2013, 15 n. 15).1¢

It is possible that Sappho used (masculine) [ToAivavaxt[i]daig to refer to the house
in general, but with implicit reference to the Polyanaktid women whom she was
targeting. Yet if the name is taken, perhaps more naturally, to refer to the men of the
house (cf. Snyder, 1997, pp. 113—115), Alcaeus may then be the more likely author.
So too if we read IToivoavoxt[i]dalg in a third grammatically possible way, as a

15 For relevant fragments and testimonia, and attempts to reconstruct the rivalrous social scene in which Sappho operated, see
Page (1955), Ferrari (2010), and Caciagli (2011).

16 This was also a point made to me viva voce by M.L. West. IToAvavaktidav at 99.14 is probably masculine accusative
singular agreeing with pdpyov (“the greedy/lewd son of Polyanax™), though Aloni (1997, p. 169) points out it could also
represent a feminine genitive plural.
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masculine singular nominative. Franco Ferrari takes this course (2010, pp. 82—89),
arguing that Alcaeus imagines a scene in which “the son of Polyanax,” whom he
identifies with Hyrras, the father of Alcacus’ enemy Pittacus, makes music in the
context of the symposium, the drinking party where the lyre (or barbitos) was most at
home.!” He notes that the sympotic setting of an invective song of Alcaeus (F 70 V),
which I will discuss below, offers a parallel. This reading is, I think, quite compelling,
although the identity of [ToAvavakt[{]dog remains an open question.

It is time to summarize the main points of this section. First, the attribution of F 99
is uncertain; there are convincing arguments for both Sappho and Alcaeus. Second,
olisbodokos is best understood to describe the strings, presumably those struck
by the Polyanaktid(s), as “dildo receiving.” While the sexual tenor of this epithet
exceeds anything we see in the language of Sappho or even Alcaeus, it is certainly not
inconsistent with either poet’s capacity for invective. Finally, while IToAvavoxt[i]
daig may refer to either the male or female members of the Polyanaktid house, a
reference to one or more men of that house may be more likely.

In regard to this last point, it should be noted that males too, at least in the popular
imagination of early Greece, could use olisboi. Oversexed satyrs are depicted on
Attic vases anally inserting dildos (Dover, 1989, p. 102). A passage from the novel
Leucippe and Clitophon by Achilles Tatius, in which a morally debased man “straddles
a plektron,” is also suggestive (8.9.4; see note above). What is clear from both image
and text is that men’s enjoyment of o/isbhoi was a sign of sexual excess, moral deviancy,
and pathic effeminacy. As such, its imputation to male Polyanaktid(s), whether by
Sappho or Alcaeus, would make for highly effective abuse. In the ideology of sex
and gender in early Greece, self-penetration with the olishos would indicate not only
sexual perversion, but fundamental political unfitness as well.'®

Lyric Decorum in Mytilene

But such abuse comes by way of strings. It is the chordai, presumably of a tortoise-
shell lyre or the barbitos, an instrument closely associated with Archaic Lesbos and
the Archaic symposium more widely, to which olishodokos is apparently attached. In
my opinion, previous scholars have not adequately addressed the distinctly musical
focus of the epithet. In this and the next section, then, I would like to consider its
invective as music criticism of a sort, criticism that is responsive to the social and
musical world of Mytilene in the time of Sappho and Alcacus.

17 Ferrari reads nepkad[0]dpevog “dining’ in line 5, which he thinks agrees with nominative [Toivavoxt[id]og (2010, p. 83). If
we take [ToAvavaktiday at 99.14 as a masculine singular (see previous note), the same “son of Polyanax” is presumably the
target of invective in both the songs in P. Oxy. 2291.

18 On the politics of penetration, see above all Halperin (1990, pp. 88—112), who focuses on evidence from Classical Athens. But
it is difficult to suppose that male usage of a dildo would not have had the same political ramifications in Archaic Mytilene.
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Archaic Lesbos was famous above all for two things: civil strife (stasis) and
music. As for the first, as Peter Green puts it, “The pattern of internal politics on
Lesbos —violent feuding between cities, and, in cities, between aristocratic-oligarchic
and democratic, or, earlier, ‘tyrannical’ (i.e. anti-oligarchic) factions— was established
early, and proved to be perennial” (1998, p. 56). Seventh- and sixth-century Mytilene
was especially fractious (Spencer, 2001). Alcaeus found himself in the thick of
the turmoil. His “stasiotic” lyric poetry provides a first-hand account of shifting
allegiances and enmities between rival factions and the aristocratic houses with which
they were affiliated, and no doubt contributed to the intensification of the political
struggle. Sappho’s poetry, while not as explicitly political as Alcaeus’, also reflects
her involvement in the factionalism of the Mytilenean elite."

At the same time, Lesbos enjoyed a reputation for being the “most musical” island
of Greece (Phanocles F 1.22), and was particularly known for its lyre music. It was
believed that Orpheus’ singing head and resounding lyre floated down the Hebrus
River in Thrace and across the sea to Lesbos, where both were preserved (Lucian
Adv. Ind. 11). Lesbos was the home of Terpander, the semi-legendary founder of
the art of citharody and inventor of the barbitos (Pindar F 125 S-M), of Arion, a
citharode “second to none in his time [later seventh century BCE]” (Herodotus 1.23),
and of other world-famous lyre singers.?’ Sappho herself was aware of the musical
prestige of her homeland. In one fragment (106 V), she boasts of the supremacy
of “the Lesbian singer,” presumably with reference to the island’s great citharodes,
but probably not without an implicit nod to her own repute as well. Mytilene was
especially distinguished for its musical culture. Isocrates, writing in the fourth-
century BCE, calls it “the polis agreed by all to be the most musical” (Letters 8.4).
This assessment must not be based solely upon the posthumous fame of Sappho and
Alcaeus alone, but surely reflects too the seriousness with which the broader elite of
Mpytilenean society had long cultivated music. Aelian, writing in the later Imperial
period, records that when Mytilene “ruled the sea” —he probably refers to the Archaic
period, when the city was a power in the eastern Aegean— it punished rebellious
subjects by depriving their children of an education in music, since the Mytileneans
“thought it the gravest punishment to live in ignorance and without musical culture
(amousia)” (Historical Miscellany 7.15). Aelian’s account, while perhaps apocryphal,
very likely derives from an earlier source. Whatever its origin or historicity, however,
it provides sufficiently reliable testimony for the Mytileneans’ high estimation of
both the cultural and political prestige of music.

19 Page (1955) remains a useful analysis of the political entanglements of Sappho and Alcaeus. Cf. Ferrari (2010) and Caciagli (2011).

20 See full discussion with sources in Power (2010, pp. 317-402). There is some irony in the fact that the Lesbian citharodes,
beginning with Terpander, were proverbially known for resolving stasis in other city-states such as Sparta with their lyre
songs (see e.g. Diodorus Siculus 8.28), while on Lesbos itself factionalism and lyric music long coexisted, and, if Alcacan
lyric is indicative of wider musico-political contentiousness, indeed fueled one another. As Aelius Aristides remarked, the
famously musical Lesbians were infamously “unmusically disposed” toward one another (24.55).
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The aristocratic rivalries in which Alcaeus and Sappho were enmeshed of course had
sociopolitical bases, but, in a society where musical culture was taken so seriously and was
so closely bound up with civic and elite identity, we may well expect to find sociopolitical
hostilities expressed in terms of music criticism. Such criticism is, I suggest, what we find
in F 99, specifically, the accusation of a breach, whether real or imagined, of what we
could call lyric decorum, the socially correct, technically accomplished display on the lyre
of proper musical education (paideia), competency, and comportment. My use of “lyric
decorum” is inspired by Leslie Kurke’s application of the concept of decorum to the high,
dignified verbal register of Lesbian lyric monody, which Alcaeus occasionally violated,
for political-rhetorical effect, by importing language from the lower, invective register of
iambic poetry (1994). On my reading, such pointed violation of generic norms is exactly
what happens in F 99: the break with poetic decorum in Kurke’s sense serves to censure
(or rather impute) a break in musical, i.e. lyric decorum; obscene invective is brought to
bear —within a song that was itself very likely sung to the lyre— against an opponent in
order to announce, fairly or unfairly, that he (or she) lacks good lyric culture, with all the
social opprobrium that goes with that charge. For, in Archaic Mytilene, to charge someone
with lyric indecorum would also be to attack his or her very worthiness as a member of
the civic community, or at least the city’s aristocratic elite. This is certainly the implication
of Alcaeus F 70, discussed below. In the case of Sappho, there is good reason to think
that musical reputations were contested in the poetic crosstalk between competing groups
of female moisopoloi ‘attendants of the Muses’, as Sappho (probably) characterizes her
own clique in F 150 V, that were aligned with different aristocratic houses such as the
Polyanaktidai.’!

The Mytilenean elite, though it may have been especially zealous in its policing
of music as a status marker, was hardly alone in Archaic and Classical Greece in
its ideological regard for lyric decorum. Alcman could say that, in the aristocratic
warrior society of Archaic Sparta, “when weighed against the steel, fine lyre playing
(10 KoAdg K1Bapicdnv) tips the scales” (F 41, trans. Campbell, 1988, p. 425). Lyric
elitism —the branding of outsiders as musically incompetent or unsophisticated— is
well attested for democratic Athens, where an entrenched aristocratic ruling class
relied on its lyric paideia as an index of sociopolitical distinction (Power, 2007;
Wilson, 2004). Charges of incompetence on the lyre were leveled by elites, and
subsequently taken up in the popular culture, against the Athenian political upstarts
Themistocles (Plutarch Cim. 9.1) and Cleon (Aristophanes Knights, 987-96).

A variant of lyric elitism pervades Attic Old Comedy’s criticism of the innovatory,
popular compositional and performance styles introduced by certain citharodes,

21 See e.g. F 55V, with Williamson (1995, pp. 86-89). Moisopolos is a term that may have not only had cultic associations (Hardie,
2005), but also intimations of music professionalism. (It is applied to competitive citharodes at Euripides Alcestis, pp. 444-47,
and in the Hellenistic period to a Theban guild of Dionysian Artists (/G 7.2484).) We can imagine that Sappho’s rivals conceived
of their cliques along similar lines, as musico-poetic associations with distinct identities and competing claims to superiority.
Maximus of Tyre calls Sappho’s rivals Gorgo and Andromeda her antitekhnoi ‘rival artists’ (Orations 18.9).
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dithyrambists, and tragedians in the fifth century BCE. This “new music” met with
resistance from cultural conservatives in Athens, who saw it as a threat to the “classical”
musical culture they cherished as an essential part of their cultural patrimony and social
identity (Power, 2007). Old Comedy, giving voice to this resistance, often metaphorizes
perceived transgressions against traditional musical norms as sexual transgressions, in a
manner reminiscent of the invective in F 99. A fragment from Pherecrates’ Cheiron (155
K-A) presents the most illustrative example of comic criticism’s moralizing conflation
of the musical and the sexual: a personified Music (Mousiké) comes onstage to accuse
the new musicians of violating her “body” with their perverse technical novelties. The
accusations she makes against the Mytilenean citharode Phrynis merit special attention:

Phrynis, hurling his own peculiar whirlwind [idion strobilon] of sorts into me, has ravaged
me completely with his bending and twisting, having a dozen harmoniai in five strings. Even
so, he too was a tolerable partner, for if he did go astray at all, he made it good again.

Pherecrates Cheiron fr. 155.14—18 K-A [trans. West (1992, p. 360), adapted]

Much in this passage is unclear, on both the musical and sexual sides of the double-
entendres (Restani, 1983). I will restrict my comments to the st7obilos mentioned in the
first line. As West convincingly argued (1992, 360 n. 19), we probably need not think
the strobilos some otherwise unattested “gadget” used to tune kithara strings.?” Rather,
it is a typically surreal comic portmanteau of the figurative and the material, and one
hinting strongly at sexual impropriety. On the one hand, the strobilos is a destructive
“whirlwind” of “bending and twisting” notes characteristic of Phrynis’ harmonically
experimental, virtuoso style.”®> On the other, strobilos can also mean ‘spinning top’
or ‘pine cone’, objects whose phallic shape evokes the plectrum, and in turn perhaps
a dildo, which Phrynis violently sticks into his strings —that is, into a feminized
Mousike (cf. D’Angour, 2005, pp. 103—104; Landels, 1999, p. 59). While we cannot
know whether Pherecrates had the Mytilenean poet’s plektron-olisbos in mind when
he assigned this Mytilenean citharode the similar-sounding and -looking strobilos, a
conscious allusion may not be all that far-fetched —the comic poets were familiar with a
range of Archaic lyric (Kugelmeier, 1996; Olson, 2007, p. 181). At the least, there is an
incidental conceptual continuity between the invective thrusts of the two texts.

Immoral Lyres

For Pherecrates and other comic poets, the putatively crass musical and cultural
values of Phrynis and his ilk were expressed in terms of sexual deviancy. So it is
with olisbodokos in F 99. The epithet turns upon two poetic or rhetorical devices that

22 Pohlmann (2011, pp. 126-31), however, takes strobilos to refer to a special sort of tuning peg; he believes remains of such
pegs have been recently discovered in an excavation in Leucas. But even if such a device is what Pherecrates has in mind,
the sexual/phallic humor of the passage likely remains the much same.

23 In Aristophanes’ Clouds, Better Argument, a figure representing Athenian cultural conservatism, targets the musical
innovations of Phrynis as a subversion of the traditional lyric paideia provided to elite Athenian youths (969-70).
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in fact foreshadow comedy’s musico-sexual invective.* First, catachresis, a figure
deployed to conjure up a shockingly “wrong” image: the plectrum, which visually
resembles a dildo, notionally becomes, when held in vulgar hands, a dildo, and is
so called. The epithet concretizes a metaphor, even as the concretization it evokes
is impossible —you cannot really play the lyre with a dildo. As in comedy, however,
questions of practicality and realism are not pertinent. We are not supposed to imagine
the Polyanaktid(s) strumming strings with an actual plectrum or an actual dildo.
The fantasy conjured up resides somewhere in between, and to try to make “literal”
sense of the epithet, as some scholars have done, is to misrecognize its poetics. The
pléektron-olisbos is an absurd travesty, an appropriately inappropriate emblem of the
debased musicality and perverse character of the Polyanaktid(s).

In this respect, there may be something to Lobel’s reading of line 4, y6pdoic’ id1a
Kkpékmv (instead of xopdaiot dwaxpéxnv): the Polyanaktid(s) make a peculiar or strange
(idia) sort of music on their strings (cf. Yatromanolakis, 2007, 251 n. 372). On this
reading, the poet would be reinforcing the impression that the Polyanaktid technique
of lyre playing is perceptibly —both audibly and visually— corrupt, deformed. (It is
tempting to compare the idios strobilos that Phrynis inserts into his strings.)

It may well have been the case that the pléktron —how it was held, how it was
applied to the strings— was integral not only to proper lyre-playing technique, but to
the decorous comportment, the hexis of the aristocratic lyre player, the bella figura
he (or she) cut. This seems implicit in the idealizing evocations of citharodic Apollo
wielding his “golden plectrum” in both literature and art. A passage in Plutarch’s Life
of Alcibiades is also suggestive. The aristocrat Alcibiades gives as his rationale for
rejecting the reed pipe (aulos), yet continuing to play the lyre, that “the use of the
pléktron and the lyre do nothing to corrupt the bearing and appearance fitting for a
free man” (mTAKTpov PEV Yap Kai ADpag xpTicty 00OEV 0UTE GYNUATOG 0VTE HOPOTIC
Elevbépm mpemovong dapbeipety, 2.4). The decorum of lyre playing was thus as
much about visual and physical aesthetics —cultivating proper bearing (schéma) and
appearance (morphé), in Alcibiades’ words— as it was about making harmonious
sounds or even cultivating good inner values. The importance of projecting a correct
image in musical performance seems implicit in the claim attributed to the fifth-century
sophist Damon of Oa, that a young man should display not only his sense of justice
when he plays the lyre, but his manliness (andreia) and self-control (sophrosuné)

24 Old Comedy’s invective is a descendant of the same Archaic iambic psogos (blame poetry; see Rosen, 1988) from which the
Lesbian monodist borrows. It is remarkable, however, that we find no analogous musical invective in our fragments of the old
iambographers. These poets conceivably did not share the same investment in lyric decorum with the aristocratic exponents
of lyric monody (and, later, the culturally elite poet-composers of Attic comedy). It is worth noting here an Attic red-figured
vase of the fifth century (Paris, Louvre C 10784), on which a satyr is labeled Phlebodokos ‘receiver of the vein’, i.e. ‘of the
penis’, a name that might suggest the use of the olisbos as well as actual penile penetration (see Dover, 1989, pp. 102-103,
176 n. 9). As Hedreen (2006) shows, there is a significant continuity between the sexual language of Archaic iambos and the
sexually excessive world of satyrs depicted on Attic sympotic vessels. Phlebodokos and olisbodokos emerge from a shared
iambic sexual imaginary.
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as well (D-K 37 B 4). Against this ideological backdrop, the catachrestic image of
“dildo-receiving strings” becomes all the more cutting.

The second figure at issue is hypallage (transferred epithet), which also implies
a personification. This was already observed by G. Giangrande, who noted that the
chordai of the “instrument used by the player...are called 6A1Gpoddkotl because the
player herself was dhcoPodokog” (1980, p. 250). Giangrande, however, missed the
invective thrust of the fragment and concluded, rather unfortunately, that the epithet
“leaves us in no doubt as to what Sappho and her companions were up to, and confirms
the ancient view” that Sappho practiced lesbianism. The epithet in fact confirms no
such thing, but Giangrande’s initial point is nevertheless well made: like player, like
instrument, the essentializing logic goes. The stringed instrument of the Polyanaktid(s)
is personified in the debased image of its owner(s). In this regard, we should also take
note of the verb elelisdetai at 99.7, which may —certainty is impossible— describe
the same instrument whose strings are olisbodokoi. The instrument was presumably
named in the lacuna that begins the line. Ferrari proposes ndktic, a kind of harp. But
harps were played with fingers, not plectra, and elelisdein is elsewhere in poetry
used of the lyre, not the harp.? (Perhaps the poet had barmos, a shortened by-form
of barbitos; the word would fill the lacuna.) In any case, the vibrating or quivering
indicated by the verb might carry a louche, seamy sense beneath its primary musical
one: the instrument is itself sexualized (cf. Aloni, 1997, p. 167).%

We find an analog for the personified “immoral lyre” in Aristophanic comedy,
where it has a distinctly political emphasis. The chorus of Knights claims that, when
a boy, the notorious demagogue Cleon could learn to tune his lyre only “in the bribe-
receiving mode” —dorodokisti a pun on doristi ‘in the Dorian mode’ (989-91). The
formal similarity of this comic compound to olisbodokos may, for all we known, not
be entirely coincidental. Certainly, the young Cleon’s implicitly personified lyre, a
“bribe-taker,” is meant to foretell his indecorous political future.

Alcaeus F 70 V offers a comparandum to F 99 that is closer to home. I cite only the most
relevant part of this song, lines 3-5 (with Liberman’s supplement €xa[vddvet in line 5):

a0Vpet TEdE WV cLUTOGim.[

Bappog, phdvov ed’ diep[dtov

V@Y LEVOG aDTOIGY ETO[VOAVEL

participating in the symposium the barmos makes merry;

feasting with idle braggarts it delights them.

25 E.g. Pindar Olympian 9.13, Pythian 1.1-4. An epigram of Leonidas contains a line that perhaps alludes to F 99, ueiicdeton
O Tav €l drakpékov “striking the lyre (chelus) he [Anacreon] sings (melisdetai)” (API 16.307.5; cf. Neri, 2013, p. 16).

26 Neri (2013, 18 n. 30) points out that (dia)krekén might also have sexual connotations.
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There are themes of socio-musical invective in Alcaeus F 70 that appear to inform
F 99 as well; the two songs seem to work from shared ideological premises vis-a-vis
social and lyric decorum.”” Alcaeus imagines a symposium attended by the faction
(hetaireia) of his former ally and current enemy Pittacus, who betrayed Alcaeus’
hetaireia in his demagogic rise to power in Mytilene and now promises to “devour
the city” (70.7). A contrast is implied: whereas at the symposia of Alcaeus and his
friends —where F 70 itself was performed— the lyre or barbitos accompanies and
adorns graceful discourse and decorous company, at Pittacus’, the musical scene
could not be more different. Alcaeus personifies the barmos (the by-form of barbitos)
as one more of the uncouth symposiasts around Pittacus. Like the “idle braggarts”
(povov dlep[dtov) who pretend to make proper music on it, the barmos glibly
feasts and sports, with a view only to pleasing its vulgar fellows.?® There may be
intimations here of Pittacus’ own crowd-pleasing politics —if we do accept Liberman’s
supplement— in adtoicwy éna[vodvet ‘it delights them’, a phrase whose suggestion of
indiscriminating musical bonhomie perhaps recalls Teovt[ot]ot prhoe[pdlveg ‘gladly
with men such as those’ in F 99.6.% For Alcaeus, indecorous lyric and sympotic
culture equal corrupt politics and character —an equation not only Alcaeus’ friends
would recognize as true, but all Mytilenean elites would presumably endorse. (It is
entirely conceivable that Pittacus’ faction disparaged Alcaeus’ music making along
similarly politicized lines.) If this vulgar barbitos exemplifies all that is wrong with
Pittacus, in F 99, the “dildo-receiving strings” speak volumes about the corruption
of the Polyanaktid(s). In the latter case, of course, the explicitly sexual nature of the
invective makes it all the more damning, musically, personally, and politically.

If we understand IToivavokt[i]daig to refer to a male member or male members
of the house of Polyanax, then the symposium would likely be the imagined setting
of F 99, as in F 70. If we choose to take [ToAvavaxt[i]doig as targeting the female
members of the house —in which case Sappho’s authorship is more likely— then the
Polyanaktid women are presumably imagined to be engaged in the same kind of
music making activity as Sappho’s group, perhaps in domestic women’s quarters,
a cultic sanctuary (see e.g. Sappho F 2 V), or even a ritualized choral performance.
But, in these scenarios as in a sympotic one, the strings likewise take on the vulgar
personality of the players, and the musical scene evoked has a louche, depraved

27 Ferrari (2010, pp.84-85) draws the connection between the two songs, but chooses to follow West in reading olisbodokos as
‘plectrum receiving’. As such, he misses the full extent of their common deployment of musical invective.

28 On the meaning of pihdvov, see Kurke (1994, pp. 73-74). For a different interpretation of the word, as meaning “cronies,”
see Rodriguez-Somolinos (1994, p. 122).

29 Ferrari (2010, 84 n. 11) notes, correctly, I think, the “censorious tone” of reovt[ot]ot. Lucian relates a remarkable tale of lyric
indecorum in Mytilene featuring Pittacus’ son, Neanthus, “an unmusical and unskilled boy,” who misappropriates Orpheus’
lyre. Hoping to wield its powers of enchantment, Neanthus attempts to play the lyre, but the noisy racket he makes instead
incites a pack of wild dogs to attack and tear him to bits —a violent subversion of Orphic myth (4dv. Ind. 11-12). Lucian is
quite late (second century CE); this story may well be his own invention. But he presents it as if it were a traditional Lesbian
account (a Aéoplog pdog mahat yevopevog ‘Lesbian tale (miithos) that happened long ago’), and we may not want to dismiss
too quickly the possibility that he is drawing from an earlier source, or that his mithos reflects, through however many layers
of mediation, musico-political mentalities (and polemics) of Archaic Mytilene.
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aspect. As a character in a comedy of Cratinus puts it, “lecherous women” use olisboi
(F 354 K-A), and this would doubtless too be the implication of olishodokos: the
lyre strings are degraded in such a way as to reflect the sexual incontinence of the
women who play them.*® But the epithet may also trigger another assumption, that
the Polyanaktid women’s very lack of good musical culture is the cause of their
lecherousness. In any case, lyric and sexual decorum seem to be put on a par, and a
violation of one signals a violation of the other.*!

Sappho’s Invention

Regardless of the identity (and gender) of the poet and the Polyanaktid(s), we can,
and indeed we must, understand the motivation and impact of the “dildo-receiving
strings” in terms of the prestige of musical culture in Archaic Mytilene, a prestige
in which both Sappho and Alcaeus, and presumably their enemies as well, were
invested. In this society, musico-sexual invective would have had a powerful effect,
with political and social implications that went beyond the musical and the sexual.

I would like to conclude by considering the possible reception in Classical Athens
of F 99, and its conflation of plectrum and dildo. The long Suda entry on Sappho
(o 107) consists mostly of (spurious) biographical data. It includes an account of
the various poetic genres in which Sappho worked, in the midst of which we read
the unexpected claim that she was the inventor of the plektron (“She wrote nine
books of lyric songs, she invented the pléktron, and she wrote epigrams, elegies,
iamboi, and monodies”). The information about Sappho in the Suda contains a
mixture of inferences from her poetry and the way the poetry was filtered through the
cultural imagination of Classical Athens, in particular Attic comedy (Most, 1995).
The symposium also played a role in shaping Sappho’s early Athenian reception
(Nagy, 2007; Yatromanolakis, 2007). Sappho’s songs were reperformed at Athenian
symposia, and there they inspired bawdy biographical constructions of Sappho
herself. Traces of the sexual profanation of Sappho —via symposia and comedy— are
apparent in the Suda. For instance, many have taken the name attributed to Sappho’s
husband as an iambic/comic creation: Kerkylas from Andros (‘Prick from Isle of
Man’, as Campbell, 1982, 5 renders it).

Yatromanolakis reasonably suggests that, even if the poet of F 99 did not originally
intend olisbos to mean dildo, but rather simply plectrum, then olishos would reflexively
have become a dildo in the reperformances of the song at Athenian symposia: “a

30 Aloni (1997, 167) detects a possible swipe at their menfolk, too: Polyanaktid men are not able to satisfy their women. More
broadly still, by attacking Polyanaktid women’s sexual and musical integrity, the poet would be undermining the political
authority of the house as a whole.

31 The profanation of the lyre in F 99 stands in marked contrast to the exaltation of the instrument in two fragments of Sappho.
In F 118 V, Sappho invites a “divine lyre” (éyt 81 €l i) to accompany her song. In F 58, the poet apparently casts herself
in the role of a chorus leader, calling attention to her “song-loving, clear lyre” (pikéowdov Aydpav xehovvay, 2).
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pléektron ... could well have been scanned ... as an olishos [i.e. dildo] in late archaic
and classical Athens” (2007, p. 252). But, if we imagine that Athenian symposiasts
thought, rightly or wrongly, that F 99 was a composition by Sappho, we could push
the implications of such “scanning” further.** That is to say, in the context of her
Athenian reception, it is easy to see how olisbodokos could be misread, such that its
original invective force was turned against Sappho herself —Sappho the sexualized
composer of erotic lyric (as per the sympotic-comic construct). The musical and
political rivalries of Mytilene that were the original context for the significance of
olisbodokos would thus have been overlooked, and the original profanation of the
Polyanaktids’ musical pretenses through the figure of the plectrum-dildo would have
become part of Sappho’s own profaned musical and sexual persona.

Such a misreading of F 99 could have been the genesis of the tradition reported in the
Suda that Sappho invented the p/éktron. If so, missing from the Suda’s straightforward
report would be the fantastical, obscene subtext underlying this tradition (or better, this
“urban legend”), which is that Sappho invented it to serve double duty as olisbos (or
possibly that she used her olisbos as the first pléktron). A heurematological joke along
these lines may have gotten its start in the symposium and then moved to the comic
stage, or perhaps it was first created by an Old or Middle comic poet who brought
Sappho onstage to show off her convenient “invention,” the pléktron.

32 Confusion between Sapphic and Alcaean authorship of songs among Athenian symposiasts seems to be suggested by schol.
Ar. Wasps 1238. See discussion in Yatromanolakis (2007, 215-16).

33 In his Sappho, Antiphanes “makes the poet herself” propose a riddle to a male interlocutor (Athenacus 10.450e-451b). The
riddle delivered by this comic Sappho deals with a writing tablet, but riddles about musical instruments are attested for both
the symposium and the stage (see Power, 2007, 201-202). Menaechmus of Sicyon, a writer of the later fourth century BCE,
attributed the invention of the péktis, a harp, to Sappho (Athen. 14.635b). This attribution, however, would seem to reflect a
less creatively tendentious biographical misreading of Sappho’s poetry (which mentions harps, instruments that were widely
associated with Eastern Greece and women and thus naturally with Sappho) than the claim made about the plectrum. It may
well be Menaechmus’ own inference.
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Uzun Ozet

Arkaik Mytilene’de (ve Baska Yerlerde) Lirik Siire Konu Olan
Yakisiksizlik: Sappho F 99 c. 1.1-9 L-P = Alcaeus F 303Aa V'

Timothy Power'

Oz
Bu makale Arkaik Lesbos siir gelenegine ait, kimi uzmanlarin Sappho’ya, kimilerinin Alkaios’a atfettigi
(Sappho F 99 L-P = Alkaios F 303A V), metni hayli noksan bir fragmandaki ilgi cekici bir yakistirmayla
ilgilidir. ‘Yapay fallus alan’ anlamina geldigi neredeyse kesin olan olisbodokos yakistirmasi lirin ya da
barbitos gibi lir benzeri bir ¢calginin tellerini (khordai) nitelemektedir. Buytk olasilikla, Polyanaktidai adiyla
fragmanda da gecen, Lesbos Adas’'min Mytilene sehrindeki aristokrat aileden biri ya da birilerini hedef alan
bu yakistirmanin amact hi¢ stphesiz, sovgiiyle kotulemektir. Olisbodokos terimini hem muzik hem cinsellikle
ilgili boyutunu goz onune alarak, Arkaik Mytilene ve daha genis cercevede Arkaik ve Klasik Donem Yunan
kualtiranun sosyo-miizikal baglami icinde degerlendiren calismamiz bu siirsel sovgi icin miizikoloji ve
sosyoloji perspektifinden yeni bir yorum onerisi sunmaktadir. ‘Yapay fallus alan teller” yakistirmasinin
amacini ve birakug etkiyi tam olarak anlamak istiyorsak Arkaik Donem Mytilene’sinde, Sappho, Alkaios
ve muhtemelen Polyanaktidai ailesinin de dnemsedigi miizik kultiirinun sayginhigi meselesini goz oniine
almamiz gerektigi kamisindayiz. S6z konusu toplumda muizikle ilgili, cinsellik baglamina oturtulmus
sovgiiler, muzigin de cinselligin de dtesine gecen politik ve toplumsal cagrisimlariyla biyuk etki yaratiyor
olmalidir. Makalenin son kisminda, mizrabi (pleéktron) Sappho’nun icad ettigiyle ilgili Suda sozligunde

kaydedilmis aktarimin kaynagina iliskin bir hipotez ileri stirilmustir.

Anahtar Kelimeler
Antik Yunan Muzigi ¢ Arkaik Yunan Siiri ¢ Arkaik Donemde Lesbos Adasi ® Miizik Sosyolojisi ®
Muzik, Toplumsal Cinsiyet ve Cinsellik

* Bu metin daha 6nce Salerno (italya) ve Baton Rouge (Louisiana, USA)’da bildiri olarak sunulmustur. Yaziya bu halini
verirken s6z konusu etkinliklerdeki dinleyicilerin yorumlarindan da yararlandim.
Yazinin Ingilizce basliginda gegen ve hem edebi/miizikal hem ahlaki anlamda uygunsuzlugu ifade eden indecorum kelimesini
Tiirkgede tek kelimeyle karsilamak pek kolay degildir. Segtigimiz “yakisiksizlik” teriminin bu ¢ift anlamlilig1 kismen de olsa
yansittigini diisiiniiyoruz. (Ozetteki bu notlar editére aittir.)

1 Timothy Power (Dog. Dr.), Rutgers University, Department of Classics, New Brunswick, 15 Seminary Place, College Avenue
Campus, New Brunswick, NJ 08901, ABD. Eposta: tcpower@rci.rutgers.edu

Atif: Power, T. (2017). Arkaik Mytilene’de (ve bagka yerlerde) lirik siire konu olan yakisiksizlik: Sappho F 99 ¢. 1.1-9 L-P =
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Bu makale Arkaik Lesbos? siir gelenegine ait, kimi uzmanlarin Sappho’ya, kimilerinin
Alkaios’a® atfettigi (Sappho F 99 L-P = Alkaios F 303A V)*, metni hayli noksan bir
fragmandaki ilgi ¢ekici bir yakistirmayla ilgilidir. ‘Yapay fallus alan’ anlamma geldigi
neredeysekesin olan olisbodokos® yakistirmast lirin ya da barbitos gibi lir benzeri bir galgimin
tellerini (khordai) nitelemektedir. Biiyiik olasilikla, Polyanaktidai adiyla fragmanda da
gecen, Lesbos Adasi’min Mytilene sehrindeki aristokrat aileden biri ya da birilerini hedef
alan bu yakistirmanin amaci hi¢ siiphesiz, sovgiiyle kotiillemektir. Olishodokos terimini
hem miizik hem cinsellikle ilgili boyutunu gz 6niine alarak, Arkaik Mytilene ve daha
genis cergevede Arkaik ve Klasik Donem Yunan kiiltiiriiniin sosyo-miizikal baglami i¢inde
degerlendiren ¢aligmamiz bu siirsel sévgii i¢in miizikoloji ve sosyoloji perspektifinden
yeni bir yorum Onerisi sunmaktadir. “Yapay fallus alan teller” yakistirmasimin amacini ve
biraktig1 etkiyi tam olarak anlamak istiyorsak Arkaik Dénem Mytilene’sinde, Sappho,
Alkaios ve muhtemelen Polyanaktidai ailesinin de oOnemsedigi miizik kiiltiirtiniin
sayginlig1 meselesini gdz oniine almamiz gerektigi kanisidayiz. S6z konusu toplumda
miizikle ilgili, cinsellik baglamina oturtulmus sovgiiler, miizigin de cinselligin de 6tesine
gecen politik ve toplumsal ¢agrisimlariyla biiyiik etki yaratiyor olmalidir.

“The Phallic Plectrum” bashigii tasiyan ilk boliimde, Eski Yunan’in gorsel ve
edebil kaynaklarinda mizrabin (plektron) c¢ogunlukla, fallusu andiran big¢imine,
Ozellikle de yapay fallusla belirgin benzerligine atifta bulunan betimlemeleri
degerlendirdik. Mizrab1 yapay fallusla iliskilendiren bu betimlemelerin bir yandan,
miizik kiiltiiriniin ve ilgili diger alanlarin halk deyislerinde nesiller boyunca aktarilan,
mizraba dair miistehcen sakalari, diger yandan s6z konusu F 99 fragmanina kadar
geri gotiiriilebilecek kaliplagmis bir edebl mecazi yansittigini diisiiniiyoruz.

“Chordai olisbodokoi ‘dildo-receiving strings” baslikli ikinci bolimde ilgili
fragmana odaklanarak, bu metnin toplumsal baglamina iliskin her tiirlii aragtirmanin
oncesinde ele alinmasi gereken, yoruma iligkin su ii¢ temel problemi irdeledik:
yazarmin kim oldugu sorunu; bilesik kelime olan olishodokos yakistirmasinin anlama;
fragmanin ikinci satirinda gegen Iwivavokr[i]doig (Polyanaktidais) kelimesinin
morfolojisi (6zellikle cins ve sayis1)®. Oncelikle, Sappho’ya da Alkaios’a da isaret
eden esit derecede ikna edici gerekceler nedeniyle F 99 fragmanimin yazarryla ilgili
belirsizlik devam etmektedir. ikinci olarak, olishodokos sifat1 “yapay fallus alan”
anlamiyla telleri, muhtemelen de Polyanaktidai ailesinden biri ya da birilerinin
caldig1 telleri nitelemesi durumunda daha anlamli olmaktadir. Bu yakistirmanin
cinsellikle ilgili anlam yiikii Sappho’nun ve hatta Alkaios’un dilinde rastladigimiz

2 Tiirkgede Midilli Adast.
3 Yunan lirik siirinin, MO 7. yiizyilin ikinci yarisinda Lesbos’ta dogan iki {inlii ozan.
4 Ozet boyunca kisaca F 99 olarak anilacaktir.

5 “Yapay fallus’ anlamindaki olishos ismine ‘almak, kabul etmek’ anlamindaki dekhomai fiilinden tiiremis -dokos bigiminin
eklenmesiyle olusan sifat.

6 Soz konusu fragmanin yazili oldugu tek papiriiste bu kelimenin, bazi harfleri noksan, bazilart eksik oldugu igin, adi gegen
aileden kimi gosterdigi tam olarak okunamamaktadir.
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diger orneklerden daha yogun olmakla birlikte, miistehcenlik her iki sairin de yergi
tarzina asla yabanci degildir. Diger yandan IMwAvovoxt[{]doig (Polyanaktidais)
kelimesiyle Polyanaks hanesinin erkekleri de kadinlar1 da kastedilmis olabilir, ama
erkek ya da erkekleri ifade ediyor olmasi kesin degilse de daha muhtemeldir.

Bagligi “Lyric Decorum in Mytilene” olan {igiincii boliimde F 99 fragmanindaki
sovgiiyli, Mytilene’deki sosyo-miizikal diinyanin daha genis baglamiyla etkilesimde
olan bir miizik elestirisi olarak ele aldik. Arkaik Dénem’de Lesbos Adasi ve basta
Mytilene sehri, toplumsal ve politik miicadelelerinin yani sira miizik sanatina, 6zellikle
de lirik sanata verdigi 6nemle de taninmisti. Bu sovgiiniin Mytilene toplumunun bu
iki yoniinii de yansittig1 diisliniilmelidir: Rakip hanenin {iyelerine (Polyanaktidai) kars1
sairin besledigi kisisel ve(ya) politik diigmanlik, varligin1 bu “lirik siirdeki edebin”,
miizik egitiminin teknik agidan kusursuz ve toplumsal beklentiye uygun teshirinin
ve lir icrasindaki rafine zevkin ezici, ayn1 zamanda da bu kisilerin ahlaki ve politik
liyakatini sorgulayan elestirisinde belli eder. Karsilagtirma olanagi sagladigindan, “lirik
seckinciligin” Atina’daki Yeni Komedya’nin miistehcen, politik ve ahlak¢r miizik
elestirisindeki benzer baska Ornekleri, 6zellikle Pherekrates’in’ Kheiron oyununun
bilindik pasaji da (F 155 K-A) tartigmaya dahil edilmistir. O pasajda bir kadin olarak
kisilestirilen Miizik, Atina’daki popiiler “Yeni Miizik” hareketinin Onciileri arasinda
yer alan gesitli sair-bestecileri kendisine cinsel tacizde bulunmakla itham eder. Bizce
popiiler miizisyenlere yonelik, komedyaya ait bu tiirden elestiriler, F 99 fragmaninda
gegen, miizik anlaminda saibeli Polyanktidai ailesine kars1 iambos siiri bi¢imindeki
saldiryla aym ¢izgidedir. Hatta Pherekrates Kheiron oyununda Mytilene kokenli
kitharodos® Phrynis’e saldirisinda bu fragmana atifta bulunuyor bile olabilir.

“Immoral Lyres” baghigimi tastyan dordiincli boliimde olisbodokos teriminin siirsel
anlamina daha yakindan bakilmistir. F 99 fragmanindaki bu yakistirmada, komedyanin
miizik ve cinsellikle ilgili sovgisiinii golgede birakan, siirsel veya hitabete 6zgl iki
teknik kullanildig1 kanmisindayiz. Bunlardan ilki katakhresis denilen, zihinde ¢arpict ve
grotesk bir gdriintii canlanmasini saglamak i¢in kullanilan s6z sanatidir: bigimce yapay
fallusu andiran mizrap, gorgiisiiz ellere diistiigii zaman diisiinsel olarak gercekten de
yapay fallusa doniisiir ve boyle anilir. Komedyalarda oldugu gibi burada da meselenin
pratik boyutu ve gercekgilik gozetilmez. Polyanaktidai liye veya iiyelerinin ger¢ekten
de mizrap ya da yapay fallusla telleri ¢aldigini varsaymamiz gerekmez. Zihinde
canlandirilmak istenen mecaz yiiklii hayal ara bir noktada durur ve kimi aragtirmacilarin
yaptig1 gibi sadece gercek anlamiyla almaya caligmak séz konusu yakigtirmanin
siirsel sanatiyla ilgili boyutunu gézden kagirmak anlamina gelir. Mizrap-yapay fallus
(plektron-olisbos) absiirt, Polyanaktidai {iye veya iiyelerinin bayagi miizisyenliginin ve
sapkin mizacinin, duruma uygun bi¢cimde “uygunsuz” bir imgesidir.

7 Atina’da MO 5. yiizy1lin ikinci yarisinda iin kazanan, giiniimiize yirmiye yakin eserinin sadece adlar1 ve diger antik yazarlarm
alintiladig tek tiik cimleleri ulagan komedya yazari.

8 Kendi sarkisina telli ¢alg1 kithara’da eslik eden profesyonel miizisyen.
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S6z konusu yakigtirmadaki ikinci s6z sanati, kisilestirme de i¢eren bir hypallage
kullanimidir. “Yapay fallus alan” teller, dogrudan bu telleri ¢alam1 da c¢agristir;
Polyanaktidai iiye veya tyelerinin ¢algisi, sahib(ler)inin bayagi imgesiyle
Ozdeslestirilerek kisilestirilmistir. Benzer bi¢imde “edepsiz bir lirin” kisilestirildigi,
politik vurgusu apagik bir 6rnege Aristophanes’te’ de rastlariz. Atlilar oyununda
(989-99 str.) koro, linli demagog Kleonun kiigiikliigiinde lirini sadece “riisvet
alma makamima” — ‘Dor makaminda’ anlamina gelen doristi ile ‘riigvet alir tarzda’
anlamindaki dorodokisti arasinda bir kelime oyunu yapilmigtir — gore akort
etmeyi O0grenebildigini iddia eder. Bilebildiklerimiz itibartyla, komedyada gecen
bu bilesik kelimeyle olisbodokos arasindaki bigimsel benzerlik tiimiiyle tesadiif
eseri olmayabilir. A¢ikea kisilestirilmis, “riisvet alan” liri, Kleon’un nahos politik
geleceginin daha gencliginden belli oldugunu belirtmek amaciyla kullanilmistir hig
siiphesiz. Alkaios’un F 70 V fragmani daha da yakin bir 6rnek teskil eder. Sarki
formundaki bu metinle konumuz olan F 99 fragmaninin, toplumdaki ve lirik siirdeki
edeple ilgili kabulleri ortak bir ideolojiye dayanmaktadir. Alkaios, eski miittefiki
simdiki diismani1 Pittakos’un da iiyesi oldugu politik kanadin katildigi bir sélen
(symposion) tasavvur eder; Mytiline’de demagojiyle iktidara gelirken Alkaios’un
bulundugu tarafa ihanet etmis, simdi de “sehri yutmak” iizeredir (70.7). Aradaki su
fark hissettirilir: Alkaios ile dostlarinin tertipledigi solenlerde — F 70 fragmaninin
insad1 bu vesileyledir — lir ve barbitos calgilar1 nazik konusmalara ve sofra adabina
eslik edip, bunlan taclandirmaktayken, Pittakos un soélenlerindeki miizikal manzara
bunun tam tersidir. Alkaios barmos (barbitos kelimesinin baska bir sOylenisi)
calgisini solenlerde Pittakos’a eslik eden gorgiistiz konuklardan biri olarak kisilestirir.
Kendisini tingirdatirken miinasip miizik yapma edalar1 takinan “tembel palavracilar”
gibi barmos galgisi kendinden olanlar1 hognut etmekten bagska bir seye tasalanmadan
yirtinir ve cosar. Eger bu kaba barbitos Pittakos’un tiim yanliglarim 6rnekliyorsa, F
99 fragmanindaki “yapay fallus alan teller”” de Polyanaktidai hanesinin bozulmuslugu
hakkinda nicesini soylityor olmalidir.

Holvovaxr[{]daig (Polyanaktidais) kelimesinin Polyanaks hanesinin erkek iiye veya
iyelerini gosterdigini kabul edecek olursak, F 99 fragmaninda tasavvur edilen sahnenin,
F 70 fragmanindaki gibi bir s6len olmasi olduk¢a muhtemeldir. Diger yandan, hanenin
kadin iiyelerine karst sdylendigini diisiinecek olursak — bu durumda yazarin Sappho
olmasi daha muhtemeldir — o0 zaman muhtemelen Polyanaks kadinlarinin miizik yapma
etkinliginin Sappho takip¢ilerininkiyle ayni tiirden oldugu, belki ev kadmlarinin bir
araya geldigi yerlerde, belki bir kiiltiin tapmaginda ve hatta belki de, ritiiellesmis
bir koro icrasinda gergeklestigi tasavvur edilmistir. Ama solenle ilgili olan gibi bu
durumlarda da teller yine ¢alanlarin bayagi mizaclarina biiriiniir: Lir telleri kendilerini
calan kadinlarmm sehvet diigkiinliigiinii yansitacak bicimde degersizlesmistir. S6z

9 Eski Attika komedyasiin en biiyiik ismi; MO 5. yiizy1l sonu 4. yiizy1l baginda Atina’da biiyiik basari kazanmus, eserlerinden
on biri giiniimiize tam ulagmis, Bati edebiyatinin sayisiz komedya yazari tarafindan 6rnek almmuistir.
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konusu yakistirma su diger varsayimi da tetikleyebilir: Polyanaks kadinlarinin cinsel
edepsizliklerinin gercek nedeni iyi bir miizik kiiltliriinden yoksun olmalaridir. Ne olursa
olsun, lirik siirdeki edeple cinsellikteki bir tutulmus ve birinin ¢ignenmesi digerinin de
¢ignenmesi anlamina gelmistir.

“Sappho’s Invention” basgligini verdigimiz besinci boliimde, Suda sozliigiinde (o
107 maddesinde) Sappho’nun yasami ve Kariyeriyle ilgili genel agiklamada gegen
sasirtict bir nokta degerlendirilmistir. Maddenin sonuna dogru Sappho’nun denedigi
cesitli siir tiirlerinin bir listesi verilmistir ve bunun ortaya yakin yerinde onun mizrabin
mucidi oldugu iddiasini1 buluruz (“Lirik sarkilardan olusan dokuz kitap kaleme almus,
mizrabi icat etmis, ayrica epigramlar, elegeia, iambos ve monados' tiiriinde eserler
yazmustir.”). Icatlar tarihiyle ilgili bu yanls kayit bizce Sappho nun Atina’daki alimlanis
baglaminda, s6len sirasinda ya da komedya sahnesinde ortaya ¢ikmistir. Bu etkinliklerin
ikisinde de Sappho figiirii stirekli itibarsizlastirilmis, erotik nitelikli lirik siirin sehvet
diiskiinii bir yaraticist olarak goriilmiistiir. F 99 olarak bildigimiz fragmani Atinalilarin
Sappho’ya ait sarkilardan biri saydigimi varsayarsak, olisbodokos kelimesinin nasil
yanlis okunabildigini de kolayca goriiriiz; dyle ki, metnin 6ziindeki sdvgii Sappho’nun
kendisine kars1 ¢cevrilmistir. Ancak o durumda olishbodokos kelimesinin anlamiyla ilgili
asil baglam olan Mytilene’deki miizikal ve politik ¢ekismeler dikkate alinmamis ve
muzrap-yapay fallus figiirii tizerinden Polyanaks hanesinin géstermelik miizisyenligine
kars1 kurulan asil itibarsizlasma Sappho’nun kendi itibarsizlagmis miizikal ve cinsel
kimliginin pargasi haline gelmis olurdu. F 99 fragmanmin bu yanhs yorumu Suda
sozliiglindeki mizrab1 Sappho’nun icat ettigini kaydeden aktarimin kdkenini olugturmus
olabilir. Bu basit kayitta gegmeyen, bu gelenegin, Sappho’nun bu icadi ayn1 zamanda
olisbos olarak kullanmak iizere yaptig1 (ya da mizrap olarak basta olisbos’u kullandigr)
yoniindeki miistehcen alt metnidir. Bu saka solen ortaminda dogmus ve sonradan
komedya sahnesine aktarilmis, ya da belki ilk olarak, kendisinin o “kullanighi” icadini,
yani mizrab1 gostermek i¢in Sappho’yu sahneye tasiyan bir Eski veya Orta Komedya
sairi tarafindan bulunmus olabilir.
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Philologie de la Créolisation des Traditions
Musicales du Masriq

Nidaa Abou Mrad'

Résumé
Au gré de lhistoire mouvementée du territoire géoculturel du Masriq et symbolique de « I'Orient musi-
cal », s’est mise en place une importante palette de traditions musicales vivantes. Particulierement marquée
du double point de vue rythmique et stylistique, la diversité des pratiques musicales de ce territoire est la
conséquence directe de leurs différences contextuelles. Il s'agit d’abord du sceau prosodique que la langue
des textes chantés imprime sur le rythme des chants et qui varie sensiblement d'un contexte linguistique
(syriaque, grec, persan, copte, arabe, turc, arménien etc.) ou dialectal a lautre. Il sagit surtout de 'empreinte
métrique par laquelle les rituels religieux et profanes marquent ce rythme. Cette empreinte est inhérente a
larbitrage esthétique que rendent ces rituels entre verbe et geste et qui se superpose a l'antique dialectique
du Adyog (logos, parole/verbe) et du péhog (mélos, mélodie) et a I'opposition du vocal a I'instrumental. En
prenant appui sur 'analyse symbolique des rituels dans lesquels les pratiques musicales sont engagées, la
modélisation triadique esthétique et stylistique musicale, par laquelle débute cet article tou en s’inscrivant
dans la théorie sémiotique modale, est avant tout d’inspiration anthropologique religieuse et d’essence sé-
miotique/sémiologique ternaire. Aussi cet article étudie-t-il dans cette perspective quatre importants actes
syncrétistes fondateurs de grandes traditions musicales régionales : I'instauration (au iv¢ s.) de I'hymnodie
chrétienne, la création (au vii¢s.) de la musique de cour arabe médiévale, les tiraillements (observée au xix*
s.) entre les systemes mélodiques traditionnels de I'Orient, en conséquence de contacts avec I'Occident, et
I'élaboration (au xix® s.) de la nouvelle mouture de la tradition musicale lettrée (artistique ou classique)
arabe du Masriq, par métissage entre des dialectes musicaux régionaux. Ces avénements sont envisagés, du
double point de vue sémiotique et philologique, en tant quévolutions historiques de dialectes d’'une seule
et méme langue musicale régionale, transmodale et transtraditionnelle, ces dialectes étant assujettis a des

processus de créolisation musicale.
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Philology of the Creolization of Mashriq’s
Musical Traditions

Nidaa Abou Mrad'

Abstract
As expected from the colorful history of Mashriq’s cultural geography and the symbolic system of the
“musical East,” there is today in that region a great variety of musical traditions. The richness of this region’s
music, regarding rhythm and style especially, is the natural result of these musical traditions’ contextual
differences. The fundamental distinction is the prosodic stamp that the language of the lyrics left on the
rhythm of the chant, contextually depending on the language (Syrian, Greek, Persian, Coptic, Arabic,
Turkish, Armenian, etc.) or dialect. It is mainly caused by the metrical influence (metrical stamp) of religious
and non-religious rituals on the rhythm. This influence, which also appears in the logos (utterance/word)
— melos (melody) dialectic and the vocal — instrumental music opposition of Ancient Greece, is inherent
to the rituals’ aesthetic preference between utterance and gesture. The threefold stylistic and aesthetical
music modeling that has been chosen at the outset of the study and thoroughly explored within modal
semiotics is based on the symbolic analysis of rituals involving music making. Based on a threefold semiotic
approach, it is mainly inspired by the anthropology of religion. Thus have been studied the four principal,
constituent and syncretist stages of the great musical traditions of the region: The foundation of the Christian
hymnography (4th century); the beginnings of Medieval Arabic court music (7th century); inconsistencies
in the traditional Eastern melodic systems (mainly 19th century) as a consequence of the contact with the
West, and finally, the embodiment of a new form of theory-based Arabic music tradition (artistic or classic)
in Mashriq (19th century). All these stages have been explored, from the double perspective of semiotics
and philology, as the evolution of the dialects of a single regional music idiom (trans-modal and trans-

traditional) that has undergone musical creolization.
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Au gré de I’histoire mouvementée du territoire géoculturel du Masrig® et symbolique
de «I’Orient musical» (During, 1994), s’est mise en place une importante palette de
traditions musicales vivantes. Particulierement marquée du double point de vue rythmique
et stylistique, la diversité des pratiques musicales de ce territoire est la conséquence directe
de leurs différences contextuelles. Il s’agit d’abord du sceau prosodique que la langue des
textes chantés imprime sur le rythme des chants et qui varie sensiblement d’un contexte
linguistique (syriaque, grec, persan, copte, arabe, turc, arménien etc.) ou dialectal a I’autre.
1l s’agit surtout de ’empreinte métrique par laquelle les rituels religieux et profanes
marquent ce rythme. Cette empreinte est inhérente a I’arbitrage esthétique que rendent
ces rituels entre verbe et geste (Chailley, 1996, p. 17-18) et qui se superpose a I’antique
dialectique du Adyog (logos, parole/verbe) et du pélog (mélos, mélodie) et a I’opposition
du vocal a I'instrumental. En prenant appui sur I’analyse symbolique des rituels dans
lesquels les pratiques musicales sont engagées, la modélisation triadique esthétique et
stylistique musicale, par laquelle débute cet article, suit, tout en s’inscrivant dans la théorie
sémiotique modale (Abou Mrad, 2016), est avant tout d’inspiration anthropologique
religieuse et d’essence sémiotique/sémiologique ternaire. Aussi cet article étudie-t-il dans
cette perspective quatre importants actes syncrétistes fondateurs de grandes traditions
musicales régionales : I’instauration (au 1v¢ siecle) de I’hymnodie chrétienne, la création
(au vire siécle) de la musique de cour arabe médiévale, les tiraillements (observée au
xix° siécle) entre les systémes mélodiques traditionnels de I’Orient, en conséquence de
contacts avec 1’Occident, et 1’¢laboration (au x1x° siécle) de la nouvelle mouture de la
tradition musicale lettrée (artistique ou classique) arabe du Masriq, par métissage entre
des dialectes musicaux régionaux. Ces avénements sont envisagés, du double point de
vue sémiotique et philologique, en tant qu’évolutions historiques de dialectes d’une seule
et méme langue musicale régionale, transmodale et transtraditionnelle, ces dialectes étant
assujettis a des processus de créolisation musicale.

Sémiotique Modale

La sémiotique modale (Abou Mrad, 2016) propose une formalisation de la
composition des séquences musicales traditionnelles monodiques modales. 11 y est
question d’une grammaire générative, donc d’un ensemble restreint de regles qui
décrivent et prédisent 1’¢laboration de séquences associées a un mode mélodique
donné, a un style rythmique déterminé et a une forme précise, le tout étant inhérent
a une tradition particuliére de 1’Orient musical. Cette méthode formaliste réécrit ces
séquences en termes d’indicateurs sous-jacents qui subissent des transformations
pour aboutir & la composition ou I’improvisation proprement dite. De ce jeu sur les
structures mélodiques profondes surgit une signification musicale intrinseque. Celle-
ci se compléte d’une signification d’ordre culturel, inhérente au sceau stylistique
rythmique qu’impriment dans la pdte musicale la parole chantée et le geste musicalisé.

2 Orient méditerranéen du monde arabe.
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Tripartition linguistique musicale. Cette sémiotique modale fait sienne la
distinction que fait la linguistique entre langage, langue et parole (Saussure, 1972).
Ainsi la musique est-elle une faculté générale et inhérente de I’humain de s’exprimer
et de communiquer a 1’aide d’unités sonores musicales, ce qui permet de 1’assimiler
a un langage universel. Celui-ci se décline en des langues musicales culturellement
différenciées, consistant chacune en un systéme mélodique abstrait d’unités sonores
discrétisées et structurées, que 1’on peut apprendre et pratiquer dans un contexte
socioculturel donné. On compte parmi ces langues mélodiques : la langue modale
monodique transtraditionnelle (d’Asie méridionale, centrale et occidentale, d’ Afrique
du Nord et d’Europe [médiévale]), la langue pentatonique/pentaphonique monodique
(du restant de I’Asie, d’Afrique, d’Océanie et d’ Amérique, voir Picard, 2001b) et la
langue tonale harmonique de I’Occident. En outre, les particularismes traditionnels
culturels, notamment d’ordre stylistique rythmique, déclinent chaque systéme en des
dialectes musicaux qui s’identifient a des traditions musicales régionales ou locales.

Quant a la parole, en tant qu’usage contextualisé du systéme linguistique, elle
trouve son équivalent musical dans cette énonciation (pergue et rendue) qui consiste
en ’actualisation que fait un musicien donné de la compétence langagiére musicale
commune a partir du systéme mélodique d’une langue musicale particuliére et du
style traditionnel rythmique d’un dialecte musical déterminé, et ce, & un moment
précis et dans un contexte déterminé.

Grammaticalité musicale. Dans son « Epistémologie d’une musicologie analytique »,
Nicolas Meeus (2015, p. 100) identifie 1’objet primordial de la musicologie a I’étude de la
grammaire musicale. Cependant, ’intuition d’une compétence grammaticale universelle
germine dans ’herméneutique de I’arborescence modale, telle que la théorise au xvr°
siecle le musicologue/grammairien/calligraphe levantin Muzaffar al-Hisni, et recoit sa
formulation psycholinguistique cognitive dans les travaux de Noam Chomsky.

Ainsi Le révélateur musicologique d’al-Hisni assigne-t-il au compositeur
compétent la maitrise de «la science des nombres [de degrés dont se compose la
mélodie-type d’un mode], des notes focales, de la dérivation et de la syntaxe
démonstrative [musicales]», qui constituent I’arsenal morphophonologique et
syntaxique du déploiement compositionnel (Abou Mrad et Didi, 2013, p. 29-50).
Selon al-Hisni, une telle compétence grammaticale n’est cependant pas spécifique
de la musique, tout au moins en tant que compétence générale et non pas dans les
parameétres particuliers qui manifestent celle-ci. Il s’agit, pour cet auteur, d’une
compétence grammaticale musicale qui est analogue a celle de la grammaire de la
langue arabe et a celle de la syntaxe graphique de la calligraphie arabe.

De méme, cette théorie assigne au musicologue une aptitude a I’herméneutique
mélodique. Le savant est ainsi gratifié dans le traité anonyme L’arbre aux calices
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renfermant les principes des modes «du don de I’exégése des structures originelles/
fondamentales® des modes» qui relévent de 1’arbre transmodal de la Tradition (Hasaba
et Fathallah, 1983, 1535, f. 57[b]-76[a]). Préfigurant 1’'usage fait par Heinrich Schenker
(Meeus, 1993) de lanotion de Structure Originelle Fondamentale ou Ursatz, de méme que
la distinction faite par la grammaire chomskyenne entre structure profonde et structure
de surface, cette sorte d’herméneutique de I’arborescence modale consiste a réduire les
formules musicales réelles pour faire apparaitre leurs catégories sous-jacentes.

Sans entrer dans les détails de cette grammaire musicale commune de la sémiotique
modale, le présent article se focalise sur les interactions qui ont existé entre les divers
systémes musicaux traditionnels de I’Orient modal et qui ont abouti a la mise en place
de traditions musicales créoles vivantes jusqu’a nos jours.

Créolité musicale de I’Orient antique

L’examen des phénoménes de contact entre les dialectes nécessite au préalable une
relecture des schémes esthétiques qui sont en jeu dans les métissages étudiés depuis
I’antiquité, en partant de la dialectique des forces apollinienne et dionysienne que théorise
Friedrich Nietzsche dans son Die Geburt der Tragodie aus dem Geiste der Musik (1872-
1906) et en I’intégrant dans une acception ternaire de I’esthétique musicale.

Une dyade esthétique: De fait, le dionysisme, pris dans un sens symbolique
général, représente la posture esthétique des anciennes religions (notamment,
asiatiques occidentales ou phrygiennes de 1’actuelle Turquie) des cultures sédentaires
agraires (Chailley, 1979, p. 9-11). Ce schéme se trouve engagé dans ’aulodie
(chant accompagné d’aulos) et I’aulétique (musique instrumentale), que mene un
aérophone a anche, d’essence végétale : I"aulos de roseau. C’est sur ce type de
pratique instrumentale que s’assoient les rituels de transe des cultes initiatiques
a mysteres, notamment, les rituels bachiques ou dionysiaques. Ces cultes sont
centrés sur des divinités dont la symbolique est agraire. Celle-ci est liée aux cycles
saisonniers de la vie, en termes de mort et de résurrection. Autour de ces mythes
se construisent des mysteres initiatiques, dans le cadre desquels les fidéles sont
appelés a s’unir rituellement a cette divinité dans sa mort et sa résurrection, afin
de trouver leur salut, et ce, notamment, dans le cadre de cérémonies collectives de
transe (ivresse/enthousiasme bachique). Accompagné de cycles rythmiques a frappes
percussives, I’aulos joue a un moment donné une ritournelle qui induit et conduit une
transe communielle de possession (Rouget, 1980), qui est colorée de méBoc/pathos.
L’intégration de cette formule récurrente & un énoncé musical différent (avec lequel
elle alterne selon un schéma de solo/tutti) instaure la forme responsoriale, qui englobe
d’une maniére transcendantale cette ritournelle.

3 Laracine arabe ‘asl du prédicat ‘asliyya, assigné au terme mabant, traductible par « structures », se préte a la méme traduction
ambivalente en fondement/origine que le préfixe allemand Ur.
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Quant a I’apollinisme, il représente la posture esthétique des anciennes religions des
cultures nomadiques pastorales. Celles-ci sont centrées sur les rituels sacrificiels religieux
archaiques, transmutés en rituels laudatifs, devenus ensuite mystiques, a base d’hymnodie
(Quasten, 1929-1983). Celle-ci consiste a chanter des hymnes (généralement de louange
a la divinité) et a en assumer 1'{0oc/éthos, selon un schéma strophique, c’est-a-dire en
appliquant récursivement la composition musicale de la strophe de téte a toutes les strophes
de ’hymne. De méme I’apollinisme helléne dorique s’exprime-t-il musicalement par la
citharodie, chant hymnique/strophique accompagné de cithare ou de lyre, instruments
comportant un matériau animal (notamment, des cordes en boyaux de mouton).

Une esthétique trinitaire: Au couple schématique esthétique mystérique versus
laudatif — qui s’exprime musicalement par la dialectique du responsorial et de I’hymne
—, I’auteur (Abou Mrad, 2016, ch. 2) adjoint le schéme monothéiste abrahamique
de la transcendance divine absolue a canal prophétique. Ce schéme place le divin,
créateur tout-puissant et salvateur, en situation de transcendance absolue par rapport a
I’humain. Le fid¢le est appelé a suivre le message salvateur qui lui est transmis par voie
prophétique sous forme de versets révélés. L’expression musicale de ce schéme passe
par la cantillation. Celle-ci consiste en la lecture publique musicalisée du texte révélé.
La rythmique mesurée ou périodique est écartée au profit exclusif d’un débit rythmique
reflétant la prosodie syllabique de la langue verbale. La dimension ascétique de cette
lecture mélodieuse, totalement inféodée au verbe révélé, vise a protéger 1’énoncé du
Adyog divin a I’égard des affects déclamatoires (Corbin, 1961, p. 3).

Cette cantillation scripturaire est la base du chant synagogal, auquel remontent
les chants des liturgies chrétiennes initiales. S’y ajoute la psalmodie, ou chant des
psaumes (qui raméne au schéme laudatif apollinien), qui, selon les contextes, peut
prendre trois formes : la psalmodie directe (proche de la cantillation); la psalmodie
alternée entre deux chceurs, dite antiphonée ; et la psalmodie responsoriale qui se fait
en alternance entre versets de I’officiant et répons de I’assemblée : Amen ou Alléluia.

Au terme de leur adaptation au cadre liturgique chrétien, les éléments doctrinaux et
rituels du judaisme et des religions agraires et pastorales de 1’antiquité sont assujettis
a un proces reinterprétatif. Cette désignation correspond aux moyens qui ont permis
a I’Eglise initiale d’élaborer sa liturgie et notamment ses traditions musicales.
Tout comme en théologie, les valeurs néotestamentaires permettent de changer la
signification culturelle de formes anciennes empruntées au legs hébraique, aussi
bien qu’a ses homologues paiens. Ainsi la réinterprétation conserve-t-elle certains
aspects opératoires et émotionnels de ces données antécédentes, tout en transformant
radicalement leur intentionnalité et leur teneur théologique. Cela donne :

Une «esthétique du Peérey»: schéme a dominance verbale et de connotation
religieuse monothéiste transcendante stricte, ayant pour expression musicale la
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cantillation austére d’une prose sacrée et pour expression graphique la calligraphie;
ce schéme renvoie au symbole du Pére, qui assume la transcendance absolue d’un
Dieu inaccessible et inconnaissable, sauf par 1’intermédiaire d’une parole (16yo¢)
prophétique normative qui constitue le canal salvateur; par son dogmatisme, ce
scheéme revét un caractere exclusif pour le judaisme et I’islam littéralistes ;

Une «esthétique du Fils»: schéme a dominance mélique et/ou gestuelle/
chorégraphique, etde connotationreligieuse mystérique communielle transcendantale,
ayant la ritournelle (et le responsorial), de méme que le mélisme, pour expressions
musicales et’icone, de méme que I’arabesque végétale et la miniature, pour expression
graphique; ce schéme renvoie au symbole du Fils, qui assume I’intervention divine
dans le monde et I’'union divino-humaine, en ce sens que le divin s’humanise afin
que 1’humain soit déifié/sanctifié. A coté de sa place essentielle dans la théologie
patristique chrétienne de I’ Incarnation (« Le Fils de Dieu s’est fait homme pour nous
faire Dieu»), ce schéme est en outre crucial pour I’islam chiite, dans la mesure ou le
fidele est invité a établir une relation mystérique, communielle et salvatrice avec la
figure passionnelle et martyrologique de I’imam Husayn et, transitivement, avec celle
eschatologique de I’imam al-Mahdi.

Une «esthétique de I’Esprit Saint »: un schéme a codominance verbale et
gestuelle et de connotation religieuse laudative et mystique immanente, ayant pour
expression musicale I’hymne, de méme que toute forme musicale strophique, et pour
expression graphique les patterns géométriques ; ce schéme renvoie a la personne de
I’Esprit Saint, qui assume la présence mystique et sanctifiante du divin dans le monde
et dans le cceur de I’homme; ce schéme est fondamental pour toute la part mystique
méditative des religions du Livre.

Cette esthétique et stylistique musicale trinitaire interfére naturellement avec
la catégorisation des styles de remplissage mélodique (néhog) ou mélodiation des
syllabes d’une parole (Adyog) cantillée ou chantée. Cette catégorisation consiste
principalement dans la triade stylistique syllabique*, style proche du schéme du Pére,
neumatique®, style proche du schéme de 1’Esprit Saint et mélismatique®, style proche
du scheme du Fils.

Le syncrétisme hymnique ephrémien: Le systéme musical chrétien, qui diffuse
autour de la Méditerranée a partir du Levant, est confronté trés vite a des défis culturels
et cultuels qui vont ’amener a s’acculturer. Le principal syncrétisme élaboré dans
cette perspective consiste en la genése de I’hymnodie chrétienne. On assiste alors
a I’appropriation par la liturgie chrétienne de la forme (musicalement) répétitive de

4 Style de mélodiation affectant a chaque syllabe une note et une seule.

5 Style de mélodiation affectant a certaines syllabes un neume (courte formule de remplissage mélodique) composé de deux a
quatre notes.

6 Style de mélodiation affectant a certaines syllabes plusieurs neumes successifs.
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I’hymne, issue du paganisme antique, pratiquée par le chant populaire et employée
a profusion par les sectes hétérodoxes des premiers siécles. Ce processus s’inscrit
dans la logique de la réinterprétation, par laquelle les nouvelles valeurs chrétiennes
vont changer la signification de 1’ancienne forme hymnique, afin, précisément de
retourner cette arme (dangereuse par son attrait populaire) contre le prosélytisme
hérétique en lui faisant porter un texte orthodoxe.

Ainsi saint Ephrem (Nisibe, 303 — Edesse, 373), tenu par la postérité pour fonda-
teur de I’hymnodie chrétienne, s’oppose-t-il & des dynamiques antagonistes de
I’orthodoxie. Il s’agit d’abord de la tradition de Bardesane (144-223), auteur de cent
cinquante hymnes entachés d’hétérodoxie. Il est confronté également au legs de Paul
de Samosate, évéque indigne d’Antioche (260-272), qui a compos¢ et fait chanter
a des cheeurs de femmes des hymnes a sa propre gloire. Aussi la réaction de saint
Ephrem a-t-elle consisté a former des cheeurs de jeunes filles et a leur apprendre des
hymnes de sa composition en langue syriaque : les madrose, hymnes strophiques
heptasyllabiques ayant pour vocation I’enseignement de la foi (Hage, 1999, p. 65).

Le contenu orthodoxe de I’enseignement véhiculé par les hymnes des Péres
de I’Eglise précités, de méme que I’influence spirituelle de ces derniers, a permis
I’intégration de ce nouveau corpus dans la liturgie des églises syrianophones et
hellénophones du Levant. A des textes poétiques strophiques néoformés, on a associé
des mélodies simples, de style syllabique, faciles a apprendre, souvent empruntées
aux traditions musicales populaires locales. Aussi sont-ce ces hymnes de tradition
ephrémienne qui constituent le propre des liturgies syrianophones du Levant et tout
particuliérement de la liturgie de 1’office maronite.

A Dinstar de cette synthése réalisée antécédemment entre forces dionysiaque et
apollinienne au sein de la tragédie grecque, I’hymne ephrémienne métisse la lyre
animale avec I'aulos végétal et stratifie leurs rythmes hétérogénes en en intégrant
euphoniquement les syllabes poétiques hymniques au sein de pulsations percussives,
souvent boiteuses ou irréguliéres, dansantes et enivrantes/enthousiasmantes.

En y regardant de plus prés, le processus dit du suhlofo ou de transformation
d’hymnes du Shim (Temps ecclésial ordinaire) en hymnes du Haso (Semaine Sainte)
semble relever d’un passage esthétique et stylistique qui se ferait d’une configuration
éthique, axée sur la scansion syllabique, vers une configuration pathétique, qui intégre
la dynamique de la danse aux chants de la Semaine Sainte. Aussi le chant liturgique
maronite, avant sa contamination par le dolorisme latin au xix® siécle (Abou Mrad et
Maatouk, 2012), a-t-il ceci de spécifique que, plutét que d’employer des mélismes
(musique liturgique orthodoxe) ou des échelles modales aux intervalles resserrés pour
exprimer le Mystere de la Croix (musique liturgique latine baroque et romantique),
gravit le calvaire en dansant une danse de rythme aksak, cyclique a base de pulsations
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bichrones 3/2 — selon la typologie rythmique de Constantin Bréiloiu (1951) —, en un
¢lan communiel qui prépare a la joie pascale de la Résurrection.

Créolité musicale du Croissant fertile médiéval

Cette nouvelle section s’attelle a 1’é¢tude du composant mélodique modal des
métissages réalisés au moyen age entre diverses traditions, sur le territoire du Croissant
fertile. Dans ce composant également, les schémes esthétiques susdécrits operent. 11 est en
effet attendu que les configurations grammaticales modales correspondent a des structures
effectivement décrites, au gré de I’histoire, dans des textes musicologiques autochtones.
Or, de tels modeles mélodiques s’originent généralement dans deux postures épistémiques
opposées. La premiére est normative et structurale. En privilégiant la quantification des
structures mélodiques, elle est qualifiable de mélométrique. Elle s’alimente de mesures
d’intervalles (par le biais notamment de rapports de longueurs de cordes vibrantes) et
s’inscrit dans le sillage des théories musicales grecques antiques, de base pythagoricienne.
Par contre, la seconde posture reléve d une description formulaire, d’ordre grammatical,
de la pratique musicale que proposent des théoriciens issus de la communauté des
détenteurs de la tradition. Or, les approches mélométriques élaborées par les théoriciens
arabophones médiévaux péchent par exceés de normativité arithmétique et doivent étre
soumises a une critique rigoureuse en ce sens. Celle-ci passe par 1’investigation des
références esthétiques de la dualité posturale observée. Aussi est-ce en oscillant entre
ces deux poles musicologiques qu’il est possible de saisir la pertinence traditionnelle des
configurations phonologiques modales décrites selon cette perspective diachronique qui
mérite la désignation de philologie modale de 1’Orient musical.

L’oktomyoc ecclésiastique levantin: La prise de conscience musicologique de
I’importance du composant formulaire dans I’appréhension de la modalité remonte aux
travaux effectués au début du siécle dernier sur le champ des traditions (religieuses)
de I’Est méditerranéen (Powers 2001, p. 830). Il est en effet question pour Egon
Wellesz (1961, p. 303) de penser les modes de la musique byzantine non pas comme
des échelles, mais comme des groupes de mélodies d’un certain type, construites sur
un nombre de formules de base qui caractérisent 1I’nyog (ékhos) ou mode. Réfutant
la these de la filiation antique grecque de la modalité ecclésiastique chrétienne dans
ses différentes déclinaisons rituelles et géographiques, Eric Werner (1959) et Solange
Corbin (1960 et 1961) insistent, quant a eux, sur les emprunts faits par cette modalité
aux traditions cantillatoires et psalmodiques synagogales orientales.

L’un des mérites de ces travaux est d’avoir montré la capacité qu’ont ces traditions
cultuelles de réaliser des emprunts croisés en termes de modes formulaires qualifiables
pour cela de pérégrins transtraditionnels. Avant toute tentative de théorisation, ceux-
ci sont inscrits dans des recueils de chants liturgiques qui sont classés en fonction
d’impératifs calendaires ou selon des affinités mélodiques. Ainsi en est-il de
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I’Heirmologion des Eglises hellénophones, qui rassemble les heirmoi ou mélodies-
types des hymnes (de style syllabique) suivant la forme hymnique strophique du xavov.
De méme en est-il du Bét-gazo des Eglises syrianophones, qui associe les hymnes
strophiques selon les mélodies-type de leurs 77$ golo ou strophes de téte, et des tonaires
du chant catholique romano-franc’, avec des listes d’incipits de chants regroupés
par types mélodiques (modes), affectés a huit tons de psalmodie et indiqués par huit
formules-type d’intonation, dites noeane noeagis (Huglo, 1991, Rasted, 1991).

L’organisation transmodale de ces mélodies-paradigme pérégrines applique la
logique tétradique® de 1’oxtanyoc (deux fois quatre modes 7y0¢). Ce sont les milieux
monastiques palestiniens orthodoxes chalcédoniens® hellénophones qui instituent cet
organigramme entre le vii® et le vii® s., selon Peter Jeffery (2001a, p. 370).

Plus précisément, cet auteur localise la genese de ce systéme au monastére Mar
Saba ou laure de Saint-Sabas (Aavpa Zappa tod Hywaopévov), I’'un des plus anciens
monastéres orthodoxes palestiniens, situ¢ prés de Bethléem. La figure centrale de
cette mouvance liturgique poétique et musicale est saint Jean Damascene (-754),
1’un des Péres de I’Eglise d’Orient, auquel la tradition attribue symboliquement la
paternité de 1’oxrddnyoc'®. Dans cette entreprise de réforme hymnique, centrée sur
le xavov, la figure du Damascéne s’associe a celles de saint André de Crete et de
saint Cosme de Jérusalem. Cette organisation tétradique/octamodale est ensuite
adoptée progressivement (et a divers degrés) par les églises orthodoxes/catholiques
chalcédoniennes de rites grec, géorgien, slavon et latin, ainsi que par les églises
orthodoxes non chalcédoniennes de rites syriaque, arménien et copte.

Prime créolisation modale arabe: La modalité de la tradition musicale lettrée
arabe médiévale du Masriq présente d’importantes similitudes, de méme que
des convergences historiques, avec ses homologues des traditions musicales
ecclésiastiques levantines et de la tradition musicale lettrée persane. Le principal
récit de la mise en place de ce syncrétisme musical régional a 1’époque des califes
omeyyades'! relate les séjours levantin et perse d’Ibn Misjah, célébre musicien arabe
du Hedjaz"?. Cette sorte de geste musicale figure dans Kitab al-Agant (Livre des
chants) écrit au x° siecle par Abi al-Faraj al-Isfahant (1927-1974, vol. 3, p. 48) :

7 Le chant romano-franc ou grégorien, issu de la contamination du chant gallican par son homologue romain, appelé par
Charlemagne a devenir la tradition liturgique dominante en Europe occidentale (Planchart, 2006, p. 147-148), a eu recours
pour la systématisation de son répertoire mélodique au modele hellénophone.

8 Prise dans un sens général, la notion de tétrade correspond a celle de groupe de quatre éléments solidaires. La cosmologie
antique envisage la corrélation entre les données cosmiques et humaines souvent selon un schéma tétradique.

9 L’orthodoxie chalcédonienne se réclame du concile tenu en 451 a Chalcédoine, prés de Constantinople, et qui condamne le
monophysisme, en affirmant la double nature divine et humaine du Christ.

10 « Jean [Damascene], écrit Siméon Vailhé, (1898, p. 37), est, sinon I’inventeur, du moins le réformateur de 1’Octoichos, le
plus répandu des livres liturgiques de 1"Eglise grecque, ol se trouvent groupés sous huit tons musicaux, des tropaires et des
Canons sur la Résurrection, la Croix, la Vierge ».

11 La dynastie des califes omeyyades gouverne le monde musulman de 661 a 750.

12 Partie occidentale de la péninsule arabique, comprenant les villes saintes de I’islam la Mecque et la Médine.
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Ibn Misjah s’est rendu au Levant [Sam] et prit les mélodies des Rim", celles des joueurs
de barbat et celles d’al-ostuhtisiyya. Il s’est ensuite retourné vers la Perse, ou il a recueilli
beaucoup de chants et appris le jeu instrumental [du luth]. Il est enfin rentré au Hedjaz, ayant
gardé le meilleur de ces modes [nagam] et rejeté ce qu’il a tenu pour laid parmi les accents
et les modes qui sont inhérents aux chants des Perses et des Rim et qui sont absents du chant
des Arabes. C’est ainsi qu’il chanta selon cette [nouvelle] tradition [madhab], étant le premier
a I’établir et a composer selon ses lois, sachant que d’aucuns 1’ont imité en cela par la suite.'*

La premiére moitié de ce pelerinage musical est centrée sur 1’acquisition de types
mélodiques inhérents a la tradition musicale ecclésiastique hellénophone, celle
des riim, ou chrétiens orthodoxes chalcédoniens. Il y est question principalement
d’al-ostuhiisiyya, probable déformation d’oktoéhos, dont Ibn Misjah adopte
syncrétiquement et électivement les aspects compatibles avec la tradition du Hedjaz.
Or, saint Jean Damascéne, avant d’entrer en religion, eut rang de ministre a la cour
omeyyade sous le nom de Mansiir ibn Sarjiin. Ce grand spécialiste de I’oxtaonyos
des riim pouvait donc étre le principal informateur de notre musicien arabe. Et le
résultat en est apparemment I’intégration de cette organisation transmodale et de
ses tournures a la musique lettrée arabe naissante's. Quant a ’influence musicale
levantine profane, elle s’identifie a la tradition instrumentale de la cour du Damas
préislamique, qui semble s’appuyer sur le barbat, luth piriforme a table en bois et
manche court, d’origine tadjik et persane'®. Or, ¢’est une synthése entre cet instrument
et le mizhar, luth arabe a table en peau, qui a probablement donné naissance au ‘ud
arabe médiéval.

L’autre confluence culturelle de cette nouvelle organisation transmodale est
persane, celle que Barbad, fameux musicien de la cour sassanide!’, met en place au
vi® s.. Il est question, selon Jean During (2010, p. 156), d’un répertoire organisé en
7 hosravanit, 30 lahn et 360 dastan, correspondant respectivement aux jours de la
semaine, aux jours du mois et aux jours de I’année :

Les khosravani évoluaient sur des gammes de sept notes et étaient probablement des modes
étendus, au sens ou I’on entendra plus tard le terme magam.

13 Cette expression désigne a la base les citoyens romains en contexte arabe, ainsi que les chrétiens orthodoxes chalcédoniens
de langue liturgique grecque.
14 Notre traduction de ce texte :
o T oA L i 5 70 O Gy Ll 1) i L [ S o 31 085 ok 28 25 ol 1 D el Ly 388 e 8 Ll i oY
.MJLJ\U.;)QJ&S;.;?\;»JE?Q&Jh_,.&.ll”.u‘;.ﬁg.é}Au,u“;l..&;,tB)\}/-H;JUJ/L“;L.éK.Js'vhf'Ezﬁyﬁg\?ﬁ!}@\ﬁl\&»%\b@_ﬁ@riﬂ‘
15 Owen Wright (1966 et 2014, p. 129-130) et Eckhard Neubauer (1994) considerent que le systéme abbasside des doigtés et
courses a pu dériver conceptuellement du systéme modal byzantin.

16 « Des évidences archéologiques situent 1’origine du barbat plutot au Tadjikistan (soit dans le passé, en Iran extérieur), ou
il est représenté dans de nombreuses figurines en terre cuite, remontant au premier siécle de notre ére. Il semble apparaitre
au nord-ouest de I’Inde, puis en Perse durant le régne de Shapur I (Ille s.). Plus tard on le trouve en Chine et au Japon ou
il existe toujours (biwa, pipa, dérivés du mot barbat). Tres populaire au Moyen-Orient et en Asie centrale, le barbat a été
adopté autour de I’an 600 par les Arabes, mais plus tard, il a été supplanté par le ‘ud, une nouvelle variante du barbat, avec
quatre puis cingq doubles cordes de boyau » (During, 2010, p. 110).

17 La dynastie des rois Sassanides régne sur I’Iran de 224 jusqu’a la conquéte islamique de ce pays en 651. Cette période
constitue un age d’or pour I’Iran tant sur le plan artistique que politique et religieux.
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Il est fort a parier que ces modes se recoupaient avec leurs homologues
ecclésiastiques levantins et mésopotamiens, sinon, le syncrétisme hymnique
ephrémien (entre musique paraliturgique chrétienne de langue syriaque et musique
populaire mésopotamienne, probablement proche de la tradition sassanide) n’aurait
jamais pu voir le jour. C’est probablement ce systeme mélodique et son application
au jeu instrumental du barbat qu’lbn Misjah emprunte aux Perses au cours de la
deuxiéme partie de son pélerinage musical et ce, moyennant le filtrage des types
formulaires recueillis a 1’aune du goiit arabe.

A suivre ces témoignages et 4 prendre en compte de nombreuses analogies
mélodiques existant ultérieurement entre ces trois traditions, 1’organisation transmodale
arabe médiévale serait ainsi le résultat d’un vaste processus de sélection et d’intégration
de mélodies-type culturellement hétérogénes, mais musicalement homogeénes.

Ritournelles déterritorialisées puis reterritorialisées (Deleuze et Guattari, 1980,
ch. « La ritournelle »), ces mélodies-paradigme créent dans les interstices de leurs
pérégrinations de nouvelles virtualités modales qu’il appartient aux traditions
concernées d’homologuer. C’est dans ce dessein que la distribution des doigtés sur la
touche du luth persan arabisé adopte le format tétradique de 1’oxtanyoc levantin. Si
celui-ci ne correspond pas formellement a I’organisation hebdomadique (basée sur le
chiffre sept) des hosravani sassanides, les deux organisations sont cependant forcées
d’entrer en synergie/résonance, afin d’accueillir les mélodies-type de la tradition
citadine du Hedjaz. La créolisation transmodale de ces trois traditions, effectuée sur
le territoire symbolique du Croissant fertile, ne se congoit en derniére analyse que
dans la perspective d’un développement grammatical génératif.

Tablature modale abbasside: La tradition musicale lettrée arabe de la cour
abbasside'® adopte au viu® siécle un organigramme tétradique/octamodal instrumental
qui se rapproche a la fois de I"oxtmmnyog vocal ecclésiastique et des sept dastan
sassanides. Elaborée au vine siécle par Ibrahim al-Mawsili (742-804), son beau-
frére Manstir Zalzal (726-791) et son fils Ishaq al-Mawsili (767-850), cette nouvelle
organisation prend la forme d’une tablature de ‘id et le nom d’al- "asabi’wa-I-majari
ou doigtés et parcours. Or, la notion de parcours correspond a celle d’un ensemble
déterminé de positions que prennent les doigts de la main gauche du ‘Gdiste sur les
deux cordes aigués du ‘id pour former une échelle. En conséquence, la notion de
doigté réfere a la hiérarchisation des degrés de cette échelle, dans la mesure ou 1’un
d’eux est doté de la qualité ou fonction de pdle régentant le mode. Il reste que deux
types scalaires de base sont envisagés dans ce cadre (et ultérieurement, tout au long
de I’histoire des traditions du Masriq) : le genre zalzalien', qui allie des intervalles

18 Les Abbassides sont une dynastie de califes sunnites arabes qui gouvernent le monde musulman de 750 a 1258.

19 C’est Mansur Zalzal qui place sur le nouveau luth arabe, dénommé 7d, les frettes inhérentes aux intervalles de seconde et de tierce
moyennes, a base de % de ton, d’ou la qualification de zalalienne adoptée pour les échelles qui comprennent de tels intervalles.
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mélodiques de grande seconde (1 ton) et de seconde moyenne (3/4 de ton), et le
genre diatonique, qui allie des intervalles mélodiques de grande seconde et de petite
seconde (celle-ci étant catégorisée mineure (semi-ton) au moyen age et minime au
xix© siecle (Abou Mrad, 2005).

A en croire le témoignage de Hasan al-Katib au x¢ siécle (Shiloah, 1972, ch. xxxi,
Hasaba et Hifni, 1975, ch. xxxi), cette organisation modale trouve son prolongement
dans celle de la tariga (maniére, mode), mode formulaire?*® ou mode-formule, qui est
apparue au x° siccle. Ces modes-formules sont, en effet, liés aux doigtés et parcours
et relévent d’une nouvelle nomenclature arabe (Shiloah, 1972, chapitre xxxi1, Abou
Mrad, 2005). Cependant, ces modes sont compatibles dans certains cas avec le genre
chromatique, qui allie des intervalles mélodiques de trés grande seconde — maxime (5/4
de ton) ou augmentée (3/2 ton) — et de petite seconde — moyenne et/ou mineure —, les
modes pouvant combiner dans leurs échelles le genre zalzalien avec le genre diatonique

Une langue musicale commune: A partir du x1° s., le composant iranien revient
a l’avant-plan de la langue transmodale régionale, notamment, du point de vue de la
nomenclature modale, axée sur la notion de parde, terme persan qui signifie frette,
degré ou mode*'. Le composant turc rejoint ensuite ce conglomérat. C’est dans ce
cadre interculturel que vont se développer en parallele la théorie dite systématiste et
sa concurrente, celle des herméneutes praticiens.

Jean During (1994, p. 107, 2010, p. 159) considére qu’il s’agit la d’une tradition
musicale lettrée commune aux cultures arabe, persane et turque®. De méme, Owen
Wright intitule son ouvrage de 1978 The Modal System of Arab and Persian Music 1250-
1300, ce qui confirme I’homogénéité de ces traditions du point de vue mélodique modal.

En se référant aux témoignages d’Ibn Tahhan (xi° siécle), d’Ahmad a-t-Tifast
(-1253) et de Sihab a-d-Din al- ‘Umari (1301-1341), cet auteur (Wright, 2014, p. 7-8)
nuance cependant ce constat. Il propose ainsi de distinguer clairement du point de vue
musical le Maghreb, d’une part, et, d’autre part, I’ensemble régional constitué par
le Masriq arabe, I’Iran et I’ Anatolie, 1’Ifriqiya/Tunisie se positionnant & mi-chemin
entre ces deux territoires musicaux. Mais il observe également quelques différences
idiomatiques entre la tradition musicale arabe lettrée du Masriq syro-égyptien et celle
d’Iran, celle de Bagdad servant de pivot entre ces deux territoires.

Ainsi ces deux traditions ont-elles en commun le méme systeme modal général. Et
al- “UmarT de rapporter que les praticiens du Caire et de Damas adoptent désormais la

20 Ce terme, en plus d’étre associ¢ a la notion de « mode formulaire », signifie dans d’autres cas : « échelle modale », « prélude
instrumental » (d’origine persane) et « mode rythmique » (Shiloah, 1972, p. 17-18).

21 D’apres Jean During (2010, p. 157-158), le plus ancien inventaire de modes persans est donné au x1° s. dans le Qabus Name
de Key Kawus : ‘Araq, Baharz, Baste [negar], Busalik, Hoseyni, Esfahan, (Sepahan), Nava, ‘Os§aq, Rast, Ziratkand.

22 Owen Wright intitule son ouvrage de 1978 The Modal System of Arab and Persian Music 1250-1300, ce qui confirme
I’homogénéité de ces traditions du point de vue mélodique modal.
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nomenclature modale importée de Bagdad et instaurée par les théoriciens iraniens, a
la place des anciennes dénominations des tfariga. Ce systéme comporte douze modes
principaux, dénommés Sudiid®, et six modes secondaires, dénommés su 'ab* ou awazar®,
mais les listes modales catégorielles sont variables. Cependant, ces mémes traditions
différent par diverses tournures formulaires idiomatiques et surtout par leurs cycles
rythmiques, nettement différenciés selon Safiy a-d-Din al-Urmawi (1230-1294).%6

L’école systématiste: L’apport théorique de Safiy a-d-Din al-Urmawi que la
postérité a malheureusement retenu (a un titre presque exclusif) consiste, en effet, en
un schéma normalisateur de la division de I’octave, qui est connu sous la désignation
d’échelle générale des systématistes dans divers écrits musicologiques européens des
deux derniers siccles.

Cet auteur assoit ses descriptions de ces modes sur une approche scalaire quantifiée,
assujettie a des spéculations et des constructions a base néopythagoricienne?. Il y est
donc question de proposer un modeéle acoustique approximatif pour décrire les échelles
modales. Une telle mélométrie reste cependant trés en-deca d’une appréhension
sémiotique. Tout au plus reléve-t-elle d’une phonologie modale structurale statique.

Cette théorie est décrite dans les deux traités d’al-Urmaw1 sur la musique : Kitab al-
adwar fi al-miisiqa (Livre des cycles musicaux) et a-r-Risala a-s-Sarafiyya fi a-n-nisab
a-t-ta lifiyva (Epitre au prince Saraf a-d-Din, traitant des proportions mélodiques)
(Erlanger, 1935). C’est une division de I’octave en dix-sept intervalles et dix-huit
degrés qui sont représentés par dix lettres de I’alphabet arabe, selon le systéme abjd,
et par sept syllabes associant la consonne vocalisée y aux sept premiéres lettres®.

Le schéma systématiste se fonde, en effet, sur le processus d’¢laboration des
échelles selon le cycle des quartes et quintes alternées, au-dela des sept hauteurs
de base de 1’échelle diatonique pythagoricienne et de leurs altérations usuelles. Il
se poursuit essentiellement pour produire cinq hauteurs inférieures d’un comma par
rapport aux hauteurs de base, ce qui constitue une bonne approximation des intervalles
du diatonique synton ou a «intonation juste», dont se délectera la Renaissance
européenne, dans le sillage de Gioseffo Zarlino (1517-1590). En outre, ces notes

23 Le terme arabe Sad signifie tension ou accord.
24 Le terme arabe Su 'ba signifie section.
25 Le terme persan awdaz signifie chant.

26 En outre et comme on I’a vu précédemment, la tradition musicale lettrée arabe présente de fortes affinités mélodiques avec
les musiques ecclésiastiques de 1’Est méditerranéen, avec néanmoins une nomenclature différente.

27 Cette tendance admet cependant quelques exceptions qui consistent dans 1’usage fait par al-Urmawi du terme persan awaz,
signifiant chant, donc de connotation formulaire, pour désigner les modes secondaires de sa classification modale, d’une part,
et, d’autre part, dans la reprise faite par cet auteur — au dernier chapitre de son Livre des Cycles (Erlanger, 1935) — du terme
tariga, pour désigner des préludes instrumentaux qu’il y transcrit en notation alphabétique (Abou Mrad, 2006). Il reste que la
connotation des termes dawr et Sad employés par ce méme auteur — et par ses acolytes — pour désigner les catégories modales
principales demeure pleinement scalaire, reflétant la notion d’échelle modale particularisée (Wright, 1978).

28 Les symboles sont les dix lettres des formules abjd hwz hty ainsi que 1’association syllabée de y avec les huit premiére lettres
précédentes, totalisant dix-sept notes plus la réplique a I’octave yh de a.
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assimilées a des lettres le sont également a des points qui sont savamment placés
sur des circonférences et reliés entre eux par des lignes représentant leurs intervalles
générateurs, en termes de quartes et de quintes, pour constituer les adwar ou cycles
scalaires modaux. Et, non content de réduire le langage transmodal de 1’Orient
musical a une phonétique musicale littérale punctiforme, le systématisme enfonce le
clou en géométrisant cette phonétique, loin de tout questionnement fonctionnaliste et
donc de toute quéte de signifiance.

Proche du systetme de frettage du funbir (luth a manche long) du Khorasan
préislamique®® — a base de limma® (L) et de comma® (C) — cette construction
géométriquement séduisante se heurte de surcroit au fait qu’elle est désincarnée,
a I’instar des méditations pythagoriciennes, car incompatible avec 1’expression
cognitive réelle des intervalles de seconde moyenne constitutifs de 1’échelle
zalzalienne qui prend une place prépondérante (a la fois distinctive et signifiante)
dans la langue transmodale arabo-persane (During, 1991, p. 18).

En fin praticien, notre auteur reconnait cependant les limites de son mod¢le
théorique. Il va méme jusqu’a admettre, dans son Epitre a Saraf a-d-Din (Erlanger,
1935, p. 115), que ses contemporains n’adoptent pas le positionnement du médius
de Zalzal qu’il propose, lui préférant les anciens mode¢les, résolumment zalzaliens a
seconde moyenne. De fait, le schéma théorique de division de 1’octave proposé par
al-UrmawT n’a jamais été effectif dans le cadre de la langue transmodale régionale
étudiée, méme si cette théorie a fait €cole a travers les écrits notamment de Qutb a-d-
Din a§-Sirazi (1236-1311), “Alf ibn Muhammad a-s-Sayyid a-§-Sarif Al-Jurjani (1339-
1413), ‘Abd Al-Qadir ibn Gaybi Hafiz al-Maragi (1354-1435), Mawlana Fathallah
al-Mu’min a-§-Sirwani et Muhammad bin ‘Abd al-Hamid al-Ladiqt (xv*s.).

En effet, seule la frange moderniste des théoriciens de la musique ottomane a
adopté avec enthousiasme ce systéme zarlinien avant la lettre, a partir de la fin
du xvire s. et ce, probablement afin de se démarquer des Arabes et des Iraniens
(During, 1994, p. 194, Feldman 2001, p. 13, Yaqta, 1921) et de se rapprocher du
systéme tonal harmonique et diatonique européen. Cela constitue 1’origine des
tiraillements phonologiques mélodiques décrits ci-apres.

Tiraillements géoculturels d’ordre phonologique a I’époque de la Nahda

Dés le xvur® s., les principaux composants géoculturels de la langue transmodale et
transtraditionnelle de I’Orient musical sont soumis a des forces centrifuges. Celles-ci
les aménent a se différencier notamment du point de vue de la phonologie modale et &

29 La méthode employée est amplement décrite par al-Farabi (Erlanger, 1930, p. 242-261).

30 11 s’agit théoriquement du semi-ton pythagoricien, reste de la soustraction du diton a partir de la quarte juste, ayant pour
rapport fréquentiel 256/243 et pour valeur logarithmique 90 c..

31 Le comma pythagoricien correspond a la différence entre six tons majeurs et 1’octave : (9/8)%/2 = 531441/524288, soit 24 c.
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développer des dialectes musicaux traditionnels particularisés. Cette particularisation
concerne depuis longtemps le rythme et les formes. Elle commence a présent a
s’étendre aux structures mélodiques et a développer des dialectes caractérisés par des
variantes allophoniques mélodiques a forte spécificité. Par ailleurs, certaines de ces
traditions, notamment la branche persane (During, 1994, p. 220-221) et la plupart des
branches arabes, de méme que les musiques ecclésiastiques, entrent dans une phase
de repli, puis de renaissance a connotation nationaliste. Ce qui suit se concentre sur
les rapports qu’ont entretenus a la charniére des xvii© et Xix° s. trois de ces sociolectes
ou géolectes musicaux : la tradition musicale lettrée arabe du Masriq, la tradition
musicale ecclésiastique rim* orthodoxe, d’affiliation néobyzantine, et la tradition
musicale lettrée ottomane.

Différenciation ottomane: Dés la fin du xvin® siécle, la tradition ottomane est
assujettie a des mutations exogenes. Il s’agit d’abord de I’introduction par les sultans
d’instruments de musique occidentaux dans les fanfares militaires de 1’empire.
Toujours est-il que ces aérophones, notamment, les cuivres, sont prédisposés du
double point de vue organologique et acoustique a 1’¢laboration de musiques a
substrat mélodique diatonique dit «juste», selon la théorie de Zarlino®. Il s’en suit
que leur usage pour interpréter des compositions ottomanes entraine le remplacement
de I’échelle-type zalzalienne par 1’échelle-type diatonique, donc a considérer celle-1a
comme étant un systéme allophone modal de celle-ci.

Cette transformation d’ordre phonologique musical est relayée et amplifiée par des
cercles de théoriciens musicaux ottomans qui décident alors d’adopter la construction
mélodique de Safiy a-d-Din al-Urmawi, ou échelle générale systématiste théorique
abj’d, a base d’intervalles de types LLC. Ce choix leur permet d’aller dans le sens de
I’adoption des normes mélodiques (diatoniques) occidentales®, afin de se distinguer
des Arabes et des Iraniens (During, 1994, p. 194). Encore vise-t-il probablement a
rendre plus aisée I’harmonisation de la musique ottomane, par adoption des normes
diatoniques occidentales.

Réaction arabe: A ’aube de la renaissance ou Nahda de leur tradition, les
musiciens arabes prennent conscience de ces ballottements. Depuis le xive siecle, ils
partagent avec les musiciens ottomans leur typologie modale et leur nomenclature
de I’échelle générale mélodique. Cependant, ils pratiquent a présent une intonation
devenue différente pour des intervalles nominalement identiques. Une réaction

32 Le terme riim fait référence en contexte arabe, premiérement, aux citoyens de I’Empire romain et secondairement & 1’Eglise
orthodoxe chalcédonienne, plus particuliérement, dans ses patriarcats du Levant (Antioche et Jérusalem), et a sa version
catholique uniate, dite Eglise melkite catholique ou rizm catholique. La liturgie de ces patriarcats étant particllement établie
en grec (avec adaptation en arabe et en syriaque), la confusion est usuelle entre rizm orthodoxe et grec orthodoxe, de méme
qu’entre riim catholique et grec catholique.

33 La production des sons se fait a partir de la série des partiels harmoniques qui induit des intervalles propres a ce systéme
scalaire mélodique théorisé par Zarlino.

34 Cette démarche est explicitée un siécle plus tard par Raouf Yaqta Bey, 1921, p. 2949-2950.
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se dessine. Elle consiste en I’affirmation du caractére symétrique des intervalles
zalzaliens, face au choix d’Istanbul d’une intonation diatonique dite «juste».

En somme et pour employer un langage métaphorique, 1’enserrement des degrés
zalzaliens entre des intervalles symétriques de trois-quarts de ton semble constituer
pour les musiciens arabes de 1’aube de la Nahda 1’équivalent sur le plan symbolique
de I’édification d’une forteresse protégeant le genre zalzalien originel/fondamental
contre la supposée « dérive turque diatonique ».

Compromis mélométrique néobyzantin: Médecin et musicologue libanais
d’ascendance familiale grecque, de son état, M1ha’1l ibn Jirjis ibn Yasuf Pitraki, dit
Massaqa (1800-1888) écrit vers 1840 A-r-risala a-s-sihabiyya fi s-sind ‘a al-miisigiyya
(Epitre a [1’émir Basir ] Sihab sur I’art musical)®’. S’inscrivant dans le sillage de
I’école théorique des praticiens herméneutes, cet important trait¢é musicologique
présente le systéme modal de la tradition musicale lettrée arabe du Masriq sous la
forme de formules-types et expose la problématique de la quantification des intervalles
inhérents a I’échelle modale générale de cette tradition. Il y est notamment question
d’importantes oscillations dans I’expression normative/prescriptive des structures
intervalliques mélodiques des échelles modales. Massaqa est en effet le principal
témoin du tiraillement idéologique et musical qui se joue entre le courant arabisant
de son maitre (ou initiateur aux arcanes musicales arabes) cheikh Muhammad al-
‘Attar, d’une part, et, d’autre part, la dérive de milieux musicaux ottomans qui étaient
en quéte d’une assimilation des valeurs (entre autres mélométriques) occidentales.

Entre les deux attitudes se trouve en musique ecclésiastique orthodoxe la proposition
mélométrique de Chrysanthos de Madytos, a base de mesures en multiples de 68
d’octave, qui admet implicitement (méme sous une désignation problématique)
le partage zalzalien. De fait, Massaqa (1899, p. 71) marque sa préférence pour le
raffinement de la division de 1’octave pratiquée par les « Grees tardifs »* en 68, par
rapport a son homologue dite «arabe» en 24 quarts de ton, dans la mesure ou elle
confirme ’inégalité des deux secondes moyennes encadrant les degrés zalzaliens
(Abou Mrad, 2016, p. 222-224).

Force est cependant d’observer que la théorie de Chrysanthos de Madytos (1832,
pp- 20-21, citée par Romanou, 2010), malgré la grande érudition de son auteur, comprend
des propositions hasardeuses du point de vue musicologique, la plus problématique
étant I’application aux échelles modales ecclésiastiques de la tripartition typologique
des genres aristoxéniens. Plutdt qu’une appréhension musicologique historique avérée,

35 Traité commenté et édité par Louis Ronzevalle s.j. en 1899 arabe, puis traduit en frangais, commenté et publié par le méme
auteur en 1913. En outre, une traduction/édition partielle en a été antécédemment publiée en 1847 par Eli Smith. Enfin, une
édition critique en a été publiée en arabe par Fathallah Isis, en 1996.

36 Massaqa (1899, p. 12, 14, 71, 72) emploie ’expression al-muta’ahhirin min al-Yinan pour faire référence implicite a la
réforme de Chrysanthos de Madytos.
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il s’agit pour une importante lignée de musicographes ecclésiastiques grecs de proposer
une sorte d’ancrage mythologique originaire pour la musique liturgique orthodoxe dans la
culture grecque antique, et ce, loin des cultures turque et arabe, dédaignées probablement
a la fois pour des raisons religieuses et politiques. Cela a conduit Chrysanthos de
Madytos a abusivement assimiler le genre zalzalien a I’échelle diatonique antique et
le genre diatonique a 1’échelle enharmonique, tout en identifiant le genre chromatique
tout bonnement a I’échelle chromatique. Contrairement aux théoriciens ottomans
modernistes, le probléeme n’est donc pas pour Chrysanthos de Madytos dans les faits
musicologiques proprement analysés, mais dans la maladresse du renvoi typologique
a un modéle musicologiquement anachronique et allotopique, donc inappropri€, mais
idéologiquement approuvé, car répondant a I’aspiration d’émancipation nationale®’.

Il reste que, dépassant cette problématique typologique/lexicale d’ordre
idéologique, M1ha’1l Pitraki Massaqa a su discerner dans le modéle mélométrique
chrysanthien grec sa pertinence phonologique modale et son aptitude a représenter
d’une maniére nuancée la zalzalité, en tout cas, mieux que le modéle égalitaire
des milieux arabes damascenes et mieux que le modele anti-zalzalien des milieux
modernistes/occidentalistes ottomans.

Or, c’est précisément le propos de I ’Epitre de Miha’1l Mas§aqa que de présenter
une formulation écrite des normes de la tradition musicale lettrée arabe du Masriq,
et ce, d’'une maniére comparative avec celles des deux autres traditions précitées. Si
la production musicographique arabe des deux derniers siccles fait référence dans sa
majorité aux données musicales ottomanes, seul le traité de Massaqa établit cependant
une relation claire entre les pratiques musicales profane arabe et ecclésiastique

hellénophone (Abou Mrad, 2007).

Le premier pendant de cette mise en relation concerne le mode de quantification
des intervalles mélodiques constitutifs des échelles modales, tandis que le second
pendant de cette référence est implicite et consiste dans I’usage fait par Massagqa du
terme lahn, en tant qu’équivalent de mode formulaire pour qualifier les 95 mélodies-
paradigme qu’il transcrit sous une forme énonciative dans la partie principale de
son traité. Ce terme arabe — qui signifie «mélodie» — est, en effet, employé dans
ce sens d'nyog (ékhos) ou mode, uniquement dans les traités arabes de musique
ecclésiastique néobyzantine du xx° siecle (probablement dans le sillage des usages
oraux ecclésiastiques rizm orthodoxes et rim catholiques antiochiens arabophones du
xix¢ siécle). En revanche, les auteurs des traités de musique profane arabe du Masriq
lui préférent systématiquement le terme magam.

On pourrait €tre tenté de rapporter ces choix a un atavisme grécophile, en les mettant

37 Plus musicologue que théoricien nationaliste, Simon Karas (1970) catégorise la structure zalzalienne en tant qu’échelle
diatonique molle (alias le diatonique chrysanthien), se différenciant de son homologue diatonique dure (alias 1’enharmonique
chrysanthien), dont le tétracorde comprend deux secondes majeures et une seconde mineure (Giannelos, 1996).
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Vv —

sur le triple compte de 1’ascendance familiale grecque de Massaqga et de sa confession
originaire rizm catholique ou melkite*®, donc de sa connaissance de la musique liturgique
dite byzantine. Cependant, cela serait faire peu de cas de I’envergure éminemment
scientifique de I’auteur et de son ceuvre. Aussi I’occultation des liens organiques qui
existent entre les traditions musicales ecclésiastiques orientales et les traditions musicales
des cultures arabe, ottomane et iranienne, devrait-elle étre rapportée, en revanche, a des
ostracismes religieux et culturels mutuels ou, tout au moins, a I’ignorance. Toujours
est-il que c’est en prenant appui sur ces nuances du systéme transmodal de 1’Orient
musical que Massaqa réfute le principe méme de I’identification de 1’échelle générale
traditionnelle vivante a une division égalitaire de 1’octave en vingt-quatre quarts de
ton. Mais avant d’affirmer ce parti-pris éminemment musicologique, il s’emploie
dans son traité¢ a mettre en exergue I’hypothése mélométrique symétrique et égalitaire,
hasardeusement développée a cet égard par les milieux des musiciens lettrés damascenes
en réaction arabe aux velléités diatoniques ottomanes (Abou Mrad, 2005 et 2016).

Actualisation

La créolit¢ de I’arbre transmodal commun régional est actualisée au xix° siecle et
au début du xx° siécle. C’est 1’époque de la Nahda ou Renaissance arabe (1798-1939,
Hourani, 1962) qui est concomitante a 1’époque Qadjar (Qajar, 1786-1925). Elle fait suite
a une période de relative 1éthargie dans les sphéres culturelles arabe et iranienne. I est
question en musique de réactiver I’élaboration inhérente aux modes-formules, cantonnée
pour un moment a une sorte de clonage folklorisant, en méme temps que d’instaurer ou
de restaurer une organisation du séquencage temporel de ces modes-formules dans des
macroformes musicales centrées sur des modes-systémes. Si les principes précédemment
mis en exergue restent valides a ce stade, leur réalisation se fait cependant de manieres
différenciées et spécifiques pour chaque territoire musical étudié.

Du guSe au radif: En Iran, faisant suite a une régression de la pratique de la
musique lettrée de cour, on assiste a I’émergence progressive des notions transmodales
de dastgah et de radif, a partir de la mise en séries organisées de guse ou mélodies-
types (During 2010, p. 162).

A la fin du xix° s., les maitres iraniens se mettent a rassembler les nombreuses
guse ou modes-formules du répertoire traditionnel. Ils les classent en les regroupant
en douze macromodes-systéeme dénommés dastgah (au nombre de sept) et avaz
(au nombre de cinqg). Le conglomérat de ces macromodes-systéme, dotés de leurs
constellations de modes-formules et de leurs itinéraires précis, s’identifie au radif
ou répertoire-modele de la tradition musicale lettrée persane depuis I’époque Qadjar.

38 Sa famille est originairement orthodoxe. Quant a lui, il passe de I’uniatisme au protestantisme, suite a un conflit doctrinaire avec le
patriarche melkite et rédige au cours de la seconde moiti¢ de sa vie des ouvrages apologétiques en faveur de la Réforme.
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Aussi le radif regroupe-t-il en les séquengant un grand nombre de mélodies non-
mesurées qui sont formulées selon une morphologie rythmique et ornementale
typique. Tout impétrant doit donc mémoriser ce corpus, en sachant qu’il sert de base
a des interprétations improvisatives et de modeéle a de nouvelles compositions. Le
musicien initié ou expert

est censé dépasser le niveau de la simple imitation du modele pour improviser ou composer
des variantes par ornementation, développement, adaptation rythmique, etc., créer des
séquences ou des motifs originaux, réorganiser jusqu’a un certain point I’ordre des gushe et
des modulations, trouver de nouvelles modulations etc. (During, 2010, p. 165).

C’est sans nul doute d’une grammaire générative mélodique modale qu’il s’agit et qui
fait appel a des normes rythmiques et stylistiques acquises par voie herméneutique aurale:

La créativité consiste ici principalement en 1’habileté et 1’¢légance dans 1’interprétation des
gushe, qui, soulignons-le, sont non seulement des « compositions » mais ¢galement une
substance plastique qui peut étre moulée et fagonnée de manicres infiniment variées, tout en
restant identifiable (During, 2010, p. 185).

Du lahn a la wasla: Rassembler et classer les mélodies-type d’une tradition
musicale lettrée, en vue de les intégrer dans une organisation transmodale plus large,
est le projet qui anime M1ha’l Massaqa, lorsqu’il écrit au début du xix® s. son Epitre
a 1’émir Sihab sur I’art musical (1840-1899). Digne continuateur des musicologues
herméneutes levantins des xvi® et xvi© siécles, ce savant entreprend, certes, comme
on I’a vu précédemment, de rationaliser la mélométrie de 1’échelle zalzalienne.
Mais son objectif est avant tout de transcrire un répertoire de quatre-vingt-quinze
alhan ou mélodies modales usuelles au Levant et en Egypte. Il applique a cet effet
la méthode forgée par ses prédécesseurs et qui consiste a écrire pour chaque /ahn la
séquence des noms des notes qui le constituent, en indiquant un allongement ou un
abrégement métrique/rythmique pour certaines de ces notes. Quelques formules sont
trés bréves, a I’instar de celles des traités précédents (Hisn, L’arbre), représentatives
de la notion de structure originelle fondamentale (SOF) modale et décrivant un
contour mélodique global. D’autres en revanche recouvrent un grand nombre de
notes et représentent de véritables compositions ou embryons de compositions, le
cas échéant des sortes de préludes ou de ritournelles, dont la morphologie rythmique
est ciselée, tout en donnant lieu a des interprétations ambivalentes du point de vue
de la périodicité rythmique mesurée versus non-mesurée. Le rapprochement avec les
giise tombe sous le sens, sauf que 1’auteur ne fait aucune référence explicite a des
modes-systémes qui intégreraient ces modes-formules, ni a des itinéraires de type
sayr ottoman, que I’interprétation serait appelée a suivre dans 1’ordonnancement?
temporel de ces alhan.

39 Ces formules sont mises en ordre dans I’ Epitre, mais seulement en fonction (1) de la finale modale et (2) de I’apparentement
des échelles.
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Or, entre le Levant, I’ Anatolie et I’Iran se trouve 1’Iraq et sa tradition musicale
lettrée dite du magam ‘irdqr. Et parmi tous les formats musicaux arabes, cette tradition
se rapproche le plus du radif iranien. Et il est fort a parier qu’un lien invisible mais
réel relie les guse iraniens aux quta ‘ iraquiens, au seyr ottoman et transitivement aux
alhan levantins et égyptiens.

L’historien égyptien Ibrahim al-Muwayliht (1902) récapitule cette synthése
transtraditionnelle et transmodale. Il va plus loin dans un sens sémiotique musical
en faisant des «matrices des magam» la base générative de la nouvelle tradition
musicale du Masrig, dont il décrit 1’élaboration syncrétique, prise en charge par
I’école du grand maitre égyptien ‘Abdu al-Hamuli (1843-1901), a partir de quatre
traditions régionales antécédentes, sorte de «créolisation modale» de dialectes
musicaux traditionnels dérivés de la méme langue-mére transmodale médiévale, issue
elle-méme de la créolisation antécédente qu’ont réalisée les musiciens de 1’époque
omeyyade entre la tradition du Hedjaz, le systéme octamodal ecclésiastique levantin
et le systéme modal persan :

11[*Abdu al-Hamil1 (1843-1901)] continua de chanter avec lui [Al-Mugaddam] selon la maniére
qui était connue chez les Egyptiens a cette époque. Or, les sources historiques rapportent I’origine
de cette maniére a I’installation au x1° siécle de I’hégire [xvire siecle de I’ére chrétienne] d’un
Alépin dénommé Sakir efendi en Egypte, ou I'art des alhan [formules mélodiques modales]
était [supposé] inconnu. Ce musicien transmit aux Egyptiens un ensemble de tawasih [chants
cycliques] et de qudiid [chansons a refrains], représentant le résidu des talahin [compositions]
héritées par les Alépins des musiciens de I’Etat arabe [Abbasside]. Pour leurs dépositaires
égyptiens ces compositions devinrent des reliques précieuses, en sorte qu’ils se mirent a
les préserver drastiquement, quitte a en interdire la transmission. Ces formules furent ainsi
conservées selon leur simplicité originelle, sans altération, ni transposition. Elles se limitaient
aux matrices des magamat et a quelques modes qui en étaient dérivés, qui représentaient pour
le chant ce que les lettres consonantiques étaient pour la parole.*

Dans ce texte, la transmission au xvii s. des compositions musicales du Levant
vers ’Egypte apparalt comme un moyen privilégié pour la communication des modes
formulaires de la tradition musicale lettrée arabe a un territoire ou la tradition se
trouvait étre 1éthargisée et fossilisée. 11 s’agit du greffage de sarments plus fructueux,
en méme temps que compatibles avec les espéces locales. La référence a la notion
d’engendrement d’un nombre restreint de modes dérivés a partir de modes matriciels,
combinée a I’'usage du terme lahn pour désigner la notion de mode formulaire et a la
reprise de I’ancienne comparaison husnienne de ces modes matriciels aux éléments
linguistiques constitutifs de la parole, porte un éloquent témoignage en faveur de la
totale origination de cette tradition dans celle qui était en vigueur a la fin de I’époque

40 Ma traduction de I’extrait de Muwaylihi, 1902 :
ol | Jr sl e Jo AL S W el s JoT S, G Ling 50 o g Lo e Loty — dgall ol 3 ol L By e S A R e a
I g SN BW (5 all Ll ) 5y (st T g L 5 o oSNl o 3L B o 08Ty 558y el 5 o o) b Vpgoms U 01 53 08T
i Sy L 27 Ll AL O g s ke 008811 Loy Like g gty Bl 3035 i DLy g s olilis ) sl ol e s s
S Al sl g o Ll il S5 L 80, g A sy S ST e 5,006 3lSS  aaslly Jd O5ks 1o Lol e

303



SOSYOLOJi DERGiSi

abbasside. Ce sont ces greffons qui, dans la suite de ce texte d’al-Muwaylihi, que
‘Abduh al-Hamili va mettre a profit dans le processus d’activation de la générativité
modale endotraditionnelle dans la vallée du Nil.

Ainsi Jurji Zaydan (1861-1914) affirme-t-il qu’il «s’est produit au sein de cette
renaissance un mouvement intellectuel et musical. La musique a été affectée d’un
changement dicté par les conditions sociales. Un groupe de musiciens et de chanteurs
s’est illustré, a la téte duquel ‘Abduh al-Hamiili, promoteur de la nouvelle maniére
de chanter en Egypte»*’.

Cette refonte est tributaire d’un syncrétisme (Muwaylihi, 1902, p. 406, et Lagrange,
1996, chap. I11), analogue a celui que réalisent les penseurs religieux et les gens de lettres
dans leurs domaines respectifs (Abou Mrad, 1991) et qui intégre des données musicales
s’inscrivant dans plusieurs traditions régionales et locales, religieuses et profanes :

(i) de la tradition alépine, supposée étre détentrice des origines/fondements du
langage modal régional et qui est axée sur la forme cyclique du muwassah; (ii) de la
tradition religieuse et soufie de I’insad en arabe classique : cantillation mélismatique
de gasida mursala (non-mesurée) et muwaqqa‘a (mesurée) du dikr (invocation des
noms divins) et responsorial du fawsih; (iii) de la tradition musicale citadine cairote, de
langue vernaculaire, se présentant sous les formes strophique du dawr et cantillatoire
réitérative du mawwal; (iv) de la tradition instrumentale ottomane, principalement la
forme du tagsim autonome et des ouvertures instrumentales pesrev et sema 7.

Sollicitation herméneutique et générative de la tradition, susceptible d’activer ou
de réinitialiser le sens (During, 2010, p. 252) des séquences-types puisées dans les
répertoires préexistants, par le biais notamment d une complexification systémique et
syntaxique, ce processus réactive la propension générative de I’ancienne grammaire
modale du Masriq et donne naissance a des formes hybrides (formes développées du
mawwal et du dawr, qasida a répons), symboliquement et musicalement situées aux
confins des traditions apparentées precitées.

En outre, les formes de cette nouvelle tradition créole se prétent a la schématisation
esthétique trinitaire. Ainsi en est-il par exemple des hymnes non religieux et autres
chants et chansons strophiques (ou qui suivent un schéma précomposé cyclique), qui
se rattachent naturellement au schéme lyrique apollinien.

De méme en est-il du tagsim qui renvoie premiérement au schéme théologal
prédicatif, étant donné qu’il consiste en une improvisation instrumentale qui décalque
une cantillation vocale implicite, et secondairement du schéme mystérique, étant
donné son style mélismatique. La tahmila, quant a elle, référe clairement au schéme

41 Jurji Zaydan, 1904, Tarih adab al-luga al-"arabiyya [Histoire de la connaissance de la langue arabe], Le Caire, traduit et cité
par Philippe Vigreux (1991, p. 191).
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mystérique aulétique, étant une forme instrumentale en responsorial, faisant alterner
une ritournelle fixe et collective avec des incises improvisées en solo.

Aussi est-il possible d’appliquer pleinement le métamodéle ternaire sémiotique
susdécrit aux trois phases successives (dialectique ternaire) de la macroforme — en
parcours obligé* — de la wasla ou fasil, qui constitue I’itinéraire paradigmatique qui
est centré sur un seul macromode et que suit chaque grande section du format du
concert de la tradition musicale lettrée arabe du Masriq, tel que 1’établit 1’école de
‘Abdu al-Hamtli et tel que le décrit le compositeur et théoricien musical égyptien
Kamil al-Hulat (1904-1906, p. 89-91), a la charniére xix¢-xx°s. :

De la maniére actuelle du chant en Egypte : Le commencement se fait par les basrafs®, car
ils s’identifient a I’origine/fondement (et ils sont I’ceuvre des musiciens d’Istanbul), puis par
les muwassahs*, qui en constituent les dérivés®, méme s’ils sont anciens [...], et aprés les
muwasSahs le chanteur chante une gasida*® ou un mawwal?’, tandis qu’il est enchanté par
le jeu d’un instrument comme le %d ou le ganiin — ce jeu se dénommant tagsim — . Quant
aux Egyptiens de notre époque, ils aiment écouter les dors* simples et ils sont enchantés
dés qu’ils commencent a en entendre une amorce, du fait de la simplicité des paroles et
de leurs significations et en raison de la maitrise du chanteur, ce qui fait que les auditeurs
chantent avec celui-ci la premiére partie du dor, dénommée madhab, tandis qu’il chante le
dor [proprement dit], en solo, ou avec le soutien discret d’un compagnon, si ce chanteur est
doté d’une belle voix. Quant au chanteur peu talentueux, il a recours au soutien d’un a trois
chanteurs pour le seconder dans le chant du dor; et ils concluent par la reprise du madhab.
Aprés I'interprétation des darijs®, ils se reposent un peu et cette séquence se dénomme le
premier fasil ou premiére wasla. Ils reprennent ensuite le chant selon le méme schéma,

42 Cette notion est établie originairement par Riccardo Canzio décrivant /’alap indien (1982, cité par Lortat-Jacob, 1987). Dans
cette perspective, la durée des éléments échappe au modele, mais non leur importance respective.

43 Le basraf ou pesrev est une ouverture instrumentale précomposée sur un module percussif cyclique et qui est dotée d’une
ritournelle fas/im qui conclut les quatre sections ou hanas.

44 Composition vocale, de forme binaire en AABA’, d’origine alépine (xvi° s.), dont la désignation évoque la poésie arabo-
andalouse du méme nom, sachant que les muwassahs vocaux alépins ou égyptiens sont souvent composés sur des poemes
muwassahs arabo-andalous.

45 L'usage des notions de séquences originelles/fondamentales et de séquences dérivés n’est pas sans tisser des liens avec la
notion de grammaire générative qui est sous-jacente a ce genre d’écrits musicologiques. Plus qu’une filiation historique
entre les ouvertures instrumentales ottomanes et les précompositions vocales alépines (aux réminiscences poétiques
arabo-andalouses), ce texte souligne implicitement que les ouvertures instrumentales comprennent les structures modales
originelles/fondamentales a partir desquelles s’élaborent les chants précomposés qui les suivent dans la premiére phase de ce
parcours obligé

46 11 s’agit de la cantillation d’un poéme arabe classique sur un rythme non-mesuré. La désignation précise en est gasida
mursala.

4711 s’agit de la cantillation d’un poéme en arabe vernaculaire sur un rythme non-mesuré.

48 Forme vocale composite, établie sur un poeme en arabe vernaculaire égyptien et comprenant une section initiale précomposée,
le madhab, qui est suivie d’un développement improvisatif, le dor proprement dit, qui suit un parcours obligé que définit le
compositeur et qui comporte des plages de cantillation improvisée inspirée du matériau mélodique, I’istirsal, et des plages
responsoriales ou le soliste improvise des incises en alternance avec les répons fixes du chanteur (ou des deux ou trois
chanteurs) qui ’accompagne.

49 11 peut s’agir de courtes pieces vocales ou instrumentales composées sur le module percussif du sama ‘7 darij.
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jusqu’au troisiéme fasil et en fin de nuit, le chanteur chante en solo une qasida®® a laquelle ils
répondent par une ritournelle, lorsqu’il chante des vers de méme métre que la ritournelle.”!

Ce texte donne prise a la relecture sémiotique ternaire qui suit du schéma de la
wasla ou fasil (Abou Mrad, 2004) :

(i) La premiére phase est dite thétique ou horizontale (thése/ordre/ avoir/
mystique immanente). Elle consiste en des ouvertures précomposées selon le schéme
(apollinien) hymnique. (i) La deuxiéme phase est antithétique ou verticale (antithése/
hiérarchie/ étre/théologalité transcendante). Elle s’identifie a une séquence de
cantillation (zagsim) instrumentale et/ou vocale (gasida mursala ou mawwal), qui est
improvisée selon le schéme (théologal) cantillatoire, matiné de mystérisme mélique
mélismatique anaphatique. (iii) La troisiéme phase est synthétique ou diagonale
(synthése/organisation connaitre/mystere transcendantal). Elle est représentée
par des séquences responsoriales faisant alterner des improvisations en solo et des
ritournelles en futti, selon le schéme (mystérique) responsorial.

Conclusion

Ce qui ressort de cette étude diachronique de la créolisation des traditions musicales
du Masriq est d’abord I'unité¢ systémique mélodique modale qui s’observe entre
les dialectes musicaux monodiques de la langue transmodale et transtraditionnelle
de I’Orient. Cette unité sous-jacente est certes traversée par des diversités, d’ordre
stylistique rythmique et d’ordre mélodique modal, qui sont inhérentes aux schémes
esthétiques trinitaires mis en exergue, en méme temps qu’aux différences linguistiques
verbales, ces diversités étant par ailleurs déterminées par 1’histoire socioculturelle et
politique (toujours) mouvementée de cette partie du monde. Il reste que, par-dela les
différences observées et les tiraillements identitaires, cet article propose une méthode
d’appréhension commune des traditions vivantes de 1’Asie occidentale, qui prend
appui dans une sémiotique d’essence modale, qui se déploie philologiquement a
travers I’histoire en quéte d’une signification humaine et musicale convergente.

50 11 s’agit de la cantillation d’un poéme arabe classique sur le module percussif de la wahda, qui intégre le répons dit des
censeurs qui est de langue arabe vernaculaire égyptien et emprunté a un dor, La désignation précise en est gasida muwaqqa ‘a.
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Masrik Miizik Geleneklerinin Olusturdugu Melez Muzik
Dilinin Filolojisi’

Nidaa Abou Mrad'

Oz
Masrik kultiir cografyasinin renkli tarihine ve “muzikal Dogu’nun semboller dizgesine uygun bicimde
bugiin bu bolgede miizik gelenekleri acisindan biytk bir zenginlik vardir. Buradaki muizigin, ozellikle iki
acidan, ritim ve tavir acisindan dikkat cekici cesitliligi, soz konusu geleneklerin baglam farklarinin dogal
bir sonucudur. Baslca fark, giifte dilinin sarki ritimlerine vurdugu, baglamu dil (Stiryanice, Yunanca, Farsca,
Kiptice, Arapca, Turkce, Ermenice, vs.) ya da lehceye gore degisen prozodi muhrudir. Buna ozellikle dini
ve din dist rittiellerin bu ritim tizerinde birakug vezin etkisi (empreinte métrique) neden olur. O etki Antik
Yunan'in logos (soz/kelime) — melos (ezgi) diyalektigine ve san ile calgi muzigi arasindaki karsithga tekabiil
eden, rittellerin soz ile jest arasindaki estetik tercihine ickindir. Bu makalenin yola cikis noktasi olarak
belirlenen ve bastan sona, makamsal gostergebilim kurami cercevesinde ele alinan, mizik etkinliginin
bulundugu ritiellerin semboller acisindan ¢ozimlenisine dayal tclu muzik estetigi ve bicim bilgisi
orneklemesi, her seyden once din antropolojisinden esinlenmistir ve temelinde ti¢ yonlit bir gostergebilim
yaklasimi bulunur. Bu dogrultuda bolgenin biytk miizik geleneklerinin kurucu nitelikteki ve bagdastirmact
(syncrétiste) su dort dnemli asamast da incelenmistir: Hristiyan ilahi yaziminin temellerinin aulmas: (4.
ytzyilda), Arap Orta Cag saray muziginin ortaya cikisi (7. yuzyilda), Batyla kurulan iliskilerin sonucu
olarak Dogu'nun geleneksel ezgi dizgelerinde yasanan gelgitler (¢zellikle 19. yuzyilda gozlemlenir) ve
bolgedeki miizikal lehcelerin kaynasmasi suretiyle Masrik’in kurama dayali Arap muzik geleneginin (sanath
ya da klasik) yeni biciminin sekillenisi (19. ytizyilda). Bu gelismeler makamlar ve gelenekler tistu tek bir
yoresel muzik dilinin “muzikal melezlesme” (créolisation musicale) sturecine maruz kalmis lehcelerinin

evrimi olarak, gostergebilimsel ve filolojik olmak tizere iki bakis acisindan incelenmistir.

Anahtar Kelimeler
Masrik'in Miizik Gelenekleri ¢ Muzikal Melezlesme ¢ Makamsal Gostergebilim o
Geleneksel Muziklerdeki Estetik Kaliplar1 ¢ Nahdanin Miuzikal Yont

*  Yazar bu yaziy1 Sosyoloji Dergisi’nin “Klasik Kiltiirlerde Miizik ve Toplum” dosyast igin Eléments de sémiotique modale :
Essai d’une grammaire musicale pour les traditions monodiques [Teksesli Miizik Gelenekleri Igin Bir Miizik Grameri
Denemesi] (Abou Mrad, 2016) kitabindan yola ¢ikarak hazirlamistir.

1 Nidaa Abou Mrad (Prof.), Faculté¢ de Musique et Musicologie, Université Antonine, 40016 Hadat-Baabda, Liibnan. Eposta:
nidaa.aboumrad@ua.edu.lb

Atif: Abou Mrad, N. (2017). Masrik miizik geleneklerinin olugturdugu melez miizik dilinin filolojisi. Sosyoloji Dergisi, 37(2),
283-313. http://dx.doi.org/10.26650/TJS.2017.2.0004
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Masrik? kiltir cografyasinin renkli tarihine ve “miizikal Dogu”nun semboller
dizgesine uygun bi¢imde bugiin bu bolgede miizik gelenekleri agisindan biiytik bir
zenginlik vardir. Buradaki miizigin, 6zellikle iki acidan, ritim ve tavir agisindan dikkat
cekici gesitliligi, soz konusu geleneklerin baglam farklarinin dogal bir sonucudur.
Baslica fark, giifte dilinin sarki ritimlerine vurdugu, baglami dil (Siiryanice, Yunanca,
Farsga, Kiptice, Arapga, Tiirk¢e, Ermenice, vs.) ya da lehgeye gore degisen prozodi?
miihriidiir. Buna 6zellikle dini ve din dis1 ritliellerin bu ritim iizerinde biraktig1 vezin
etkisi (empreinte métrique) neden olur. O etki Antik Yunan’in logos (soz/kelime)
— melos (ezgi) diyalektigine ve san ile c¢algt miizigi arasindaki karsithga tekabiil
eden, ritiiellerin soz ile jest arasindaki estetik tercihine ickindir. Bu makalenin yola
¢ikis noktast olarak belirlenen ve bastan sona, makamsal gostergebilim kurami
cergevesinde ele alinan, miizik etkinliginin bulundugu ritiiellerin semboller agisindan
¢Oziimlenisine dayali iiclii miizik estetigi ve bigim bilgisi 6rneklemesi, her seyden dnce
din antropolojisinden esinlenmistir ve temelinde ti¢ yonlii bir gostergebilim yaklagimi1
bulunur. Bu dogrultuda bdlgenin biiyiik miizik geleneklerinin kurucu nitelikteki ve
bagdastirmaci (syncrétiste) su dort onemli asamasi da incelenmistir: Hristiyan ilahi
yazimiin temellerinin atilmasi (4. yilizyilda), Arap Orta Cag’1 saray miiziginin
ortaya cikisi (7. ylizyilda), Bati’yla kurulan iligkilerin sonucu olarak Dogu’nun
geleneksel ezgi dizgelerinde yasanan gelgitler (6zellikle 19. yiizyilda g6zlemlenir)
ve bolgedeki miizikal lehgelerin kaynagmasi suretiyle Masrik’in kurama dayali Arap
miizik geleneginin (sanatli ya da klasik) yeni bi¢iminin gekillenisi (19. yiizyilda).
Bu gelismeler makamlar ve gelenekler iistii tek bir yoresel miizik dilinin “miizikal
melezlesme” (créolisation musicale) siirecine maruz kalmis lehgelerinin evrimi
olarak, gostergebilimsel ve filolojik olmak iizere iki bakis acisindan incelenmistir.

Makamsal Gostergebilim

Makamsal gostergebilim makamsal tek sesli geleneksel miizik dizilerinin yapisina
iliskin bir bigimsellestirme Onerir. Bir islevsel dilbilgisi, dolayisiyla, miizikal
Dogu’nun belirli bir gelenegine has bir melodik makam, sabit bir ritim tarzi ve
belirgin bir formla iliskili dizilerin gelisimini betimleyen ve dngoren sinirl bir kurallar
biitiinli s6z konusudur. Bu bi¢imei yontem s6z konusu dizileri, barindirdiklari, gercek
anlamda beste ya da dogaclama haline gelmek iizere bagkalasan isaretler {izerinden
yeniden yazar. Derin ezgi yapilarina yonelik bu hareketten 6ze ait bir miizikal anlam
dogar; o da terenniim edilen soziin ve miizikallesen jestin miizik hamuruna bastig
ritmik tavir mithriine 6zg, kiiltlirel diizleme ait bir anlamla tamamlanir.

Bu makamsal gdstergebilim, dil yetisi, dil ve soz arasinda dilbilimin gozettigi

2 Akdeniz gevresinde sekillenen Dogu kiiltiiriiniin Arap Diinyasi’ndaki ad1. (Ozetteki bu notlar editére aittir.)

3 Tiirkgede “biiriin” olarak da gegen, dilbilimin ses bilgisi unsurlari, miizikolojinin ise giifteyle bestenin dogal uyumunu
saglayan miizikal dil unsurlar igin kullandigi bu terim miizikle siir arasinda ortak olan vurgu, ezgi, uzunluk gibi ses ve
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ayrimi benimser. Bu agidan miizik insanin genel ve 6ziine ait bir kendini ifade etme
ve miizikal sesbirimler araciligiyla iletisim kurma etkinligidir, bu da onu evrensel bir
dil saymamiza imkan verir.

Bu evrensel dil, her biri, degeri degistirilmis ve yapilandirilmis sesbirimlerden
kurulu soyut bir ezgi dizgesinin olusturdugu, kiiltiirel yonden farklilasmis olan,
belirli bir sosyokiiltiirel baglamda 6grenilip uygulanabilecek miizik dilleri bigiminde
cesitlilik kazanir. Bu ezgi dilleri sunlardir: gelenekler iistii makamsal tek seslilik dili
(Giiney, Orta ve Bati Asya’da, Kuzey Afrika ve [Orta] Avrupa’da), bes tonlu/sesli
tek seslilik dili (Asya ve Afrika’nin geri kalani, Okyanusya ve Amerika, bk. Picard,
2001b) ve Bati’nin tonal armonik dili. Diger yandan, kiiltiirlerdeki 6zellikle ritmik
tavirla ilgili, gegmisten gelen hususiyetler, her bir dizgeyi yerel ya da yoresel miizik
gelenekleriyle 6zdeslesen miizik lehgelerine doniistirmiistiir.

So6z ise —dil dizgesinin baglam icinde kullanimi olarak alindiginda— miizikal
karsiligini, bir miizisyenin ortak miizik dili ustaligini belirli bir anda ve baglamda, belirli
bir miizik dilinin ezgi dizgesinden ve bir miizik lehgesinin geleneksel ritim tavrindan
hareketle giincellestirmesi suretiyle olusan bu ifadede (iletilen ve alinan) bulur.

Antik Dogu’nun Melez Miizik Dili

Nietzsche ortaya koydugu ikili estetik yapida, yani Dionysosgu veya gizemci olanla
Apolloncu veya Ovgiicli olanin ¢atigkisinda —miizikte karsiligini soru-cevaplardaki
ve ilahilerdeki diyalektikte bulur—, semavi dinlerin mutlak ilahi askinliga iliskin
tektanrici yapisiyla vahyi bir araya getirmistir. Bu bakis ticlii bir miizik estetigi
yaklagimi dogurur: (1) tektanrict agkinliga siki sikiya baglh dini ¢agrisimlarla yiiklii,
miizikteki ifadesini kutsal diizyazi metinleri iizerine kurulu yalin dini sarkilarda
bulan, s6ziin baskin oldugu (teslisteki Baba’yla ilgili) estetik yapi; (2) kudasa 6zgii
gizemci askinhigin dini cagrisimlartyla yiiklli, miizikteki ifadesini nakaratlarda
(ayn1 zamanda soru-cevaplarda) ve melismada* bulan, nagme ve(ya) jest/koreografi
agirlikln (teslisteki Ogul’la ilgili) estetik yapr; (3) kendiliginden 6vgiicii ve gizemci
dini ¢agrisimlarla yiiklii, miizikteki ifadesini ilahilerde ve kitayla yazilan tiim miizik
formlarinda bulan, hem s6z hem jest agirlikli, (teslisteki Kutsal Ruh’la ilgili) estetik
yap1. Akdeniz’de bu yapilar tarih boyunca birbiriyle kaynasmuistir.

Yeni miizik geleneklerinin kurulmasini saglayan ilk gelismelerden biri Aziz Efraim
(Nusaybin, 303 — Edessa, 373) tarafindan Hristiyan ilahi geleneginin temellerinin
atilmasidir (4. yilizyilda). Kendisi Antik Cag paganizminin {irlinii olan ilahinin, tekrara
dayali (miizikal) bi¢imini Hristiyan litiirjisinin kullanimina uygun hale getirmis ve
olgiisiiniin heceleri denk, tam (giusto) ritimli Siiryani sarkilarina aksak, ¢ift zamanl
ve raks eden bir ritim katmigtir.

4 Giiftedeki tek hecenin san melodisinde art arda besten fazla notayla seslendirilmesi.
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Orta Cag’da Bereketli Hilal’in Melez Miizik Dili

MS Birinci binde Yunanca ve Siiryanice konusulan kiliselerin miizik gelenekleri
cercevesinde kaliba dayali makamsallik yayginlasir ve kaydedilmemis temel ezgiler
dortlii oktoekhos (iki kez dort makam/ékhos) mantiginin uygulanmasiyla makamlar
iistli bir diizene oturtulur. Bu sematik diizeni 7. ve 8. ylizyillar arasinda resmen
kullanima sokan, Filistin’in Yunanca konusan, Khalkedon Konsili’nin kararlarini
benimsemis kilise topluluklaridir; oradan da Roma-Fransisken geleneginin
Gregoryen dedigimiz Latince sarkilar1 da dahil olmak {izere baska kilise miiziklerine
ve Hristiyanlik dis1 miizik geleneklerine de yayilmistir.

bn Misceh’in ‘miizikal destan1’® sembolik olarak 6zetledigi gibi, Arap Orta Cag’1
saray miiziginin kurulusu bu sekilde olmustur. Bu baglamda Hicaz’in bu iinlii Arap
miizisyeninin Bereketli Hilal’de dolasip, Suriye’de kilisenin ve Mezopotamya’da
Iran din dis1 miiziklerinin kaliba dayal: makamsalligindan diingleme ve uyarlamalar
yaptigini goruriz.

Levant’in kilise (Siiryanice ve Yunancaya ait bilesenleriyle), Iran’in yazili miizik
geleneginin yani sira beledi Arap miizigi geleneginin kaynastigi bu yoresel melez
miizik diline, Ikinci binde Osmanli saray miizigine déniisen Tiirk bileseni de eklenir.

Nahda Déonemi’nde Fonoloji Acisindan Jeokiiltiirel Gelgitler

Bu miizik filolojisinin ii¢lincii doniim noktasini, on sekizden on dokuzuncu yiizyila
geciste, Osmanli saray miiziginin Bati’ya 6zenen bir uzantisiyla Arap milli uyanis
arasinda yasanan kimlik gelgitleri olusturur. On sekizinci ylizyilin sonlarindan
baslayarak Osmanli gelenegi aslinda dis kaynakli degisimler gegirmistir.

[lkin imparatorlugun askeri mizikalarma sultanlar tarafindan Batili galgilar
sokulmustur. Nitekim tiflemeli olanlar1, 6zellikle de bakir tiflemeliler, Zarlino’nun
kuramina goére hem organoloji hem akustik yoniinden, “tam” diyatonik ezgi
altyapisina sahip miiziklerin gelisimi i¢in elveriglidir. Nitekim Osmanli bestelerinin
icrasinda kullanilmalar1 Zelzel® tarzi dizinin (tam ton art1 3/4 ton) yerini diyatonik
tiirde dizinin (tam ton art1 1/2 ton) almasina yol agar; o derece ki, ilkini digerinin
makamsal allofonu’ olan bir dizge gibi kabul etme zorunlulugu dogar. Miizik
fonolojisiyle ilgili bu doniisim kuramsal ebced dizisini ya da Safiyyiiddin el-

5 Arap miiziginin Emeviler Dénemi’ndeki en dnemli ustalarindan biri sayilan Ibn Misceh (6. 715) baska miizik geleneklerini
kesfetmek i¢in Suriye ve Iran’a yolculuklar yapmistir. Makale yazari “miizikal destan” (geste musicale) ifadesiyle bu
yolculuklara iliskin anlatilar1 Avrupa edebiyat tarihinin chansons de geste olarak bilinen, basta Sarlman olmak iizere Frank
krallarini Gvmek igin yazilmis epik siirlerine benzetmistir.

6 Erken Abbasi Donemi’nin iinlii udilerinden, “ed-Darib” ([iistat] ¢algici) lakabiyla taninan Mansur Zelzel’in (6. 842 sonrast)
udun yapisina birtakim yenilikler getirdigi ve vusta Zelzel (Zelzel’in ikinci parmakla ¢aldig1 perde) olarak bilinen, mindr ve
major tiglii arasina diisen perdeyi ilk kullanan kisi oldugu nakledilir.

7 Fonolojide, ayni sesbirimin anlam farki yaratmayan sessel degiskelerini ifade eden “allofon” terimi i¢in Tiirkgede “altses,
alt sesbirim, sesbirimeik™ karsiliklart da kullanilmaktadir. Miizikolojinin dilbilimden aldig1 bu terim frekans, ritm, armoni ve
miizikal yapilarin birer fonem olarak diistiniildiigli miizik semiyolojisi yaklasimlarinda 6zellikle, bu miizikal unsurlarin gesitli
tisluplarda beliren, dagilimsal agidan esdegerli bigimleri i¢in kullanilir.
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Urmevi'nin ezgi kurulusunu benimseyen Osmanli miizik kurami c¢evrelerince
benimsenip genisletilmistir. Bu tercih onlara, Araplardan ve Iranhlardan ayrismak
tizere Bat1 tarzi (diyatonik) ezgi normlarmma yonelme imkani sunmustur. Hatta,
Batiya 6zgii diyatonik normlarin alinmasiyla Osmanli miizigini armonize etme isinin
kolaylastirilmas1 amaglanmis olmalidir.

Arap miizisyenler geleneklerinin safaginda yani Nahda Doénemi’nde, bu
yalpalamalarin farkina varirlar. Arap ve Osmanli miizisyenleri on dordiincii yiizyi1ldan
itibaren, makam tiirleri ve genel ezgi dizisine iliskin terminoloji konusunda ayni
noktada durmuslardir. Buna Kkarsin, Arap miizisyenler ayni isimlerle andiklari
araliklar i¢in bugiin artik farklilagmis bir entonasyon kullanmaktadirlar. Burada bir
tepki oldugu aciktir. Bu tepki Istanbul’un “tam” denilen diyatonik bir entonasyonu
benimseme tercihi karsisinda Zelzel araliklarinin simetrik karakterinin benimsenmesi
bi¢iminde olmustur. Liibnanli miizik kuramcis1t Mihail Bitraki Misaka’nin (1800-
1888) tarif ettigi, Arap’a 6zgii ezgi allofonlarimin esas alinmasi s6z konusudur.

Giincellestirme

Bu filolojik gelisimin dordiincii doniim noktasi Arap Ronesans’, diger adiyla
Nahda sirasinda (1798-1939), biiyiik Misirli usta Abduh el-Ham{li’nin (1843-1901)
takipgileri tarafindan gerceklestirilen reformdur. Bu reform, Orta Cag’a 6zgii ve
makamlar iistii tek bir anadilden dogma geleneksel miizik lehgelerini makamsal bir
melez dile doniistiirmek amaciyla 6nceki dort yoresel gelenegin, yani Levant, din
dis1 Misir, Arap Islam ve din dis1 Osmanli geleneklerinin genis kapsamli bir karisim
olusturmasini saglamistir. Bu yeni geleneksel bigim en belirgin olarak, Antik Cag’in
estetik yapilarmi diyalektik ve art stiremli {i¢lii bir yap: ig¢inde yeniden dile getiren
biiyiik 6lgekli vasla® formunda gézlemlenir.
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Aragtirma Makalesi

“Fem-i Muhsin” ya da Yaratic1 Icraci

Ersu Pekin'

Oz

Miizik, yapisi geregi sozcukleri degil sesleri kullanir; bu onu, toplumlar/kulturler arasinda birlestirici rol
oynamak konusunda benzersiz kilar. Mizigin Istanbul’da bicimlenirken kazandigi anlamlarini Istanbullu
miizisyenler, Istanbul ziirefasi, cok dinli ve dilli demografik yapisiyla kultirlesmenin baska yerde nadiren
rastlanacak olaganisti deneyimini yasayan ve bununla treten Istanbul seckini ve halki olusturmustur.
Miizik cogunlukla meclislerde var olmustu. Baska baska kisilerden mesketmis, baska muzik anlayislarini
temsil eden muzisyenlerin ortak bir mecliste calip soylemeleri, ayn1 zamanda birbirleriyle tslup, tavir ve
ifade ahsverisine de yol acmistir. Miuizige genellikle bu anlayis egemen olmakla birlikte, farkliliklar iceren
icra tarzlari her donemde olmustur; bu farkliliklar uslupla simirh degildir, zaman zaman birbirinden
farkli makam kavrayislarinin da belirdigini biliyoruz. Bir mecliste muzik baglaminda iki grubun varhigin
ongorebiliriz: soyleyenler (muzigi icra edenler) ve dinleyenler. Soyleyenlerin, dinleyenlerin isteklerini yerine
getirme, onlan tatmin etme yikumlulikleri bulunur. Icracinin mizige kattiklari, dinleyicinin tepkisiyle
kabul gorur ya da reddedilirdi. Miizik geleneginin olusmasinda, korunmasinda ve surdirtlmesinde meclisin
onemli bir islevidir bu. Bu stireclerin 6znesi, 6ncelikle bir meslek adami olarak miuzisyen, musikisinas
figiiradur. Birbirlerini iyi anlayan mitizisyenler yeteneklerini ve becerilerini siirekli yaristurirlardi. Osmanli
muzisyeninin ozelliklerinden biri de nota kullanmamis olmasidir. Osmanl bestecisi muzigin kendini temsil
eden, ardinda bir mizik oldugunu gizleyen simgeler dizgesine hicbir zaman sahip olmadu. Icracinin eline
hicbir zaman yazili bir metin verilmedi. Osmanh miizik kultira, gostergenin —Pierce terminolojisiyle
soyleyelim— yorumlayan bolumu icin zihindeki/bellekteki seslerin yerine konulabilecek yazili bir nesneyi
ongormemistir. Bunun icin de Osmanh muzik kilttarinde icraci bir yaziy1 yorumlamak gibi bir zorunlulukla
kars: karsiya degildir. Bellegindeki bir ezgiyi ifade etmek icin bildigi tum araclarn kullanarak muzigi bir
kez daha icra eder. Icracinin dzgurlugunii kisitlayan, kacinamayacag iki kosul vardir: mizisyenin, guclu
bir liyakat ilkesine dayali meske ve hocasina sadakati ile ehl-i meclisin zevk ol¢tutlerini dogrudan yansitan
denetimi. Osmanli miizik yapitt hocadan 6grenilir —agizdan, kulaktan. Ogrenmenin yolu “mesk”tir. Ogreten,
kimi “degismezler”i ve “degiskenler”i kullanarak “yeni olan”1 6grenciye aktarir. Degismezler makam ve
usul, degisken giifte, yeni olansa ezgidir. Yeni olan (ezgi) —bu muzik yapiunin kendisidir— dogrudan bellege
ytiklenecektir. Icraci, bestecinin kendisine terk ettigi yapin kendi miizik bilgisi, icra becerisi ve duygusal
durtilerinin yonlendirmesiyle, deyim yerindeyse, yeniden yaratacaktir —bir baska icrasinda yeniden ve
yeniden... Bunu yapabilen icraciya “yaratici icrac1” demek yerinde olacaktir saniriz.

Anahtar Kelimeler

Osmanl Miizik Kultira © Mesk e Miizik Meclisleri  Yaratici Icra « Musikisinas

1 Eposta: ersupekin@ersupekin.com

Atif: Pekin, E. (2017). “Fem-i muhsin” ya da yaratici icraci. Sosyoloji Dergisi, 37(2), 315-342.
http://dx.doi.org/10.26650/TJS.2017.2.0005
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Osmanl kiiltiirii i¢inde “klasik” miizikten s6z edilebilir mi? Amacimiz bu soruya
yanit aramak degil. Onun yerine miizigin uygulama alani bulmas1 baglaminda olusum
kosullarina, kimi parametrelere, olast kurumlara géz atmayr denemek daha nesnel
sonuglara varmamizi saglayabilir belki. Diger yandan, 19. yiizyilin ilk yarisindan
bu yana Osmanli modernlesmesiyle yeni bir paradigmaya ydnelmis olan miizik
geleneginin olusum siirecinde “yapit/eser”, “besteci”, “icract”, “dinleyici” gibi terimleri
yerinden oynatip bir kez daha gozden gecirmeyi 6nermek istiyoruz. Varligimi Osmanli
zihniyet diinyasina bor¢lu olan bir miizik kiiltiiriinti, baska anlamlarin gosterenleri
olan modernizmin terminolojisiyle degerlendirmekten —gecici olarak— uzak duralim.
Nitekim Sokrates’in, Ion’la olan diyalogunda Herakles tasi/miknatisi metaforuyla
tanimladig1 sair-rapsodos-seyirci iliskisine? —biz bunu besteci-icraci-dinleyici diye
degistirelim— modernitenin “sanat¢1” kavramindan daha yakindir Osmanli zihniyeti.

Osmanli kiiltiirliniin canliligini korudugu zamanlarda —ki bu siireci 1950°lere dek
uzatmakta sakinca yok— bu tiir terimler kullanildigina rastlanmaz; onlar i¢in miizigin
kendinde var olmasi toplumda anlasmay1 sagladigi gibi onurlu, saygin, soylu, yiiksek
bir “sanat” tanimui i¢in de yeterliydi. Miizik, “aziz” ve “serif” bir sanatt1. Pythagoras¢1
kozmik miizik kuramimi benimsemis goriinen ve kendi miiziklerinin kdoklerini
metinleraras1 diizlemde® Pythagoras, Sokrates, Platon, Aristoteles, Ptolemaios,
Farabi, Ibn Sina, Safiyiiddin, Meragi vb. bir dizi {izerinden —antik Yunan’daki gibi
matematigin dallarindan biri olarak’— okuyan 15. yiizy1l Osmanli kuram yazarlari,
kitaplariin ¢ogunlukla “mukaddime”lerinde, “serif” bir sanat oldugunu belirterek
tinsel &ziin yarattig1 miizigin tanrisalligini ima etmislerdi.’

2 Platon, lon, 535e-536a.

3 Osmanli miizik kurami yazarlarinin miizigin kaynaklar1 hakkindaki goriislerinin metinlerarasi diizlemde nasil olustugu
konusunda bkz. Popescu-Judetz (1996, s. 73-88).

4 8. yiizyilla 10. ylizy1l arasinda Abbasilerin baskenti Bagdat’ta yagsanan Yunancadan Arapga ve Siiryaniceye yapilan kiiltiir
yaratici olaganiistii “ceviri hareketi”, Arap miizik kuram yazarlari istiinde Yunan diistiniirlerinin etkisini kaginilmaz kilmustir.
Bu etki yalnizca miizik iistiinde goriilmemisti; tiim ortagag bilimlerinin Arap diinyasinda bi¢im almasini ydnlendirmis,
benimsenmesini saglamisti. Bu konuda bkz. Gutas 2003 ve 6zellikle miizik konusundaki ¢eviriler i¢in Farmer 1965.

5 Hizir bin Abdullah (Konya), 6a: “[II. Murad] Soyle isaret itdi kim bu ‘ilm-i masiki be-gayet latif ve serif ‘ilmdiir ...”; Hizir
bin Abdullah (TSMK), 102b: “imdi bilgil kim bu ‘ilm-i edvar ‘ilm-i serifdiir ve gida-i rithanidiir. Zira ‘dlem-i ervahda
cemi‘i riihlar dahi ‘alem-i ecsama gelmezden 6ndin ol harekat-1 eflakden hésil olan avazlardan lezzet aldilar.” Hizir bin
Abdullah’in kitabi igin ayrica bkz. Ozgimi (1989, s. 64, 187). Bagdat ulemas, dinin haram kildigini ileri siirerek miizigi
yadstyordu. Safiyiiddin Abdiilmiimin Urmevi’nin (6. 1294), miizigin haram olmadigini kanitlamak i¢in bir devenin kirk giin
susuz birakilmasini, kirk giin sonra 6niine su konulmasini, bir yanda da kendisinin miizik ¢almasini, devenin segimine gére
karar verilmesini onerdi. Susuz kalan devenin miizik nagmelerini duyunca 6niine konan suyu igmekten vazgegerek yasl
gozlerle ¢alinan nagmeyi dinlemesi miizigin serif bir sanat olmasina baglanmistir. Kirgehirli, 3-4: “Ben dahi gayendelige
biinyad ura[r] iken eger deve suy1 koyup avazeye mesgil olursa bilesiz kim bu ‘ilm serifdiir ve bundan ziyade yokdur. Eger
avaze dinlemeyiip suya mesgil olursa bilesiz ki serif degiildiir ve ziyan dahi vardur. [...] deve suy1 igmekden farig olup seyhe
karsu g6zlerin dahi yaslar akitdi. Pes ciimle haldyik an1 gériip hés [u] ‘am bildiler kim bu ilm serif ‘ilmdiir, nefy eylemekden
feragat eylediler.” Ayrica bkz. Dogrusdz 2012, 57, 185-86. Bu deve Oykiisiinii ufak tefek farklarla Seydi de anlatir. Seydsi,
6b-7a: “Nitekim Safiyiiddin ‘Abdiilmii‘min zamaninda ‘ulemé-y1 Bagdad halayiki ta‘lim-i ‘ilm-i mdsikiden men’ itdiler.
Bes Safiyiiddin ‘Abdiilmii‘min’{in bu haber kulagina degdi, vardi halife huzirunda da‘va kildi kim bu ‘ilm ‘ilm-i serifdiir.
[... Bagdad ulemasi] Bes bildiler kim bu ‘ilm-i miisiki ‘ilm-i serifdiir, terk idecek ‘ilm degildiir.” Yayini i¢in bkz. Ozergin
(1964, s. 197/8), Popescu-Judetz (2004, s. 26-27) ve bu konuda yapilmig bir tez igin Arisoy (1988, s. 21). Ahmedoglu
Siikrullah, dogruluktan ayrilmayan miizik tinsel tozden ortaya ¢iktig1 icin ve “Fisagores™, “Eflatin-1 hakim”, “Arastatalis™
ve “Batlamyus-1 hakim”in miizigi icat etmekteki (!) niyetlerinin eglenmek degil, ruhlarinin munis olmasi, arinmasi oldugunu
yazdi, Kenzii t-Tuhdf tan alarak: “Geldiik imdi, masiki ‘ilmi bir sia‘atdur ki sin ‘atlar ortasinda bundan ‘aziz ve bundan serif
sind ‘at yokdur.” (Siikrullah, 8). italikle vurgular bana ait.

316



Pekin / “Fem-i Muhsin” ya da Yaratic1 icraci

Miizik, bu diger bilimlerden ayrilarak bagimsizligini, anlasilan 17. yiizyilin ortalarinda
Istanbul’da kazandh. Istanbul’daki miizik deneyimini Istanbullu hocalarindan &grendigini
yazan Kantemiroglu’yla (1673-1723) ¢agdasi Galata Mevlevihanesi seyhi Nayi Osman
Dede (1652-1729) arasinda, miizigin kaynag1 konusunda ciddi fikir ayriligi vardi. Tanbur
calan, tanbur ¢calmay1 sarayda dersler veren tanburi Angeliki’den (6. 1690) 6grenmis olan
ve kurami anlatmak i¢in perdeleri —o giine kadarki edvarlarm aksine, ud yerine— tanbur
tizerinde gosteren Kantemiroglu’na® karsi referansinin Abdiilkadir Meragi (1360-1435)
oldugunu sdyleyen Nayi Osman Dede, hala ana ¢alginin ud oldugu konusunda israrlryds.”
Ama Kantemiroglu'nun ardili dervis Kevseri Mustafa Efendi’nin (6. 1770 dolaylarr)
kitab1,® buradan [1]223/1808-09 tarihini tasiyan anonim bir istinsah’ ve son olarak da
ikinci kez 1280/1863-64 yilinda basilan Hasim Bey Mecmuasi’nm kuram bolimii'®
Osmanli miizik kiiltiiriiniin istanbul’da Kantemiroglu’nun bize anlattig1 miizik diinyasmin
yolunu izleyerek bigim aldigim gosteriyor. Miizik, yapisi geregi sozciikleri degil de sesleri
kullanir; bu onu, toplumlar arasinda birlestirici bir rol oynamasinda benzersiz kilar. Iste
miizigin Istanbul’da bigimlenirken kazandigi anlamlarmim Istanbullu miizisyenlerce,
Istanbul zurafasinca ve ¢ok dinli ve cok dilli demografik yapisiyla kiiltiirlesmenin bir baska
yerde rastlanmayan olaganiistii deneyimini yasayan ve bununla iireten Osmanl segkini, "
Istanbul seckini ve halkinca olusturuldugu da anlasilabilir. Bu olusumun en tepesinde
padisah bulunuyordu. Ortagag devletlerinin patrimonyal yapisinin olduk¢a uzun siiren bir
Ornegi olan Osmanli Devleti’nde siiri, miizigi ve digerlerini besleyen, igerigini belirleyen
biiyiik patron, her zaman merkezde duran sultandi. Hanedanlar arasindaki tsttinliik
yarisinin bilim ve sanatin hamiliginde de kendini gosterdigini sdyliiyor Halil Inalcik;
“patrimonyal devlette yiiksek kiiltiir, yalmz yiiksek saray kiiltiirii olarak var olmustur.”'?
Boylece toplumun begeni olgiitleri de padisahca belirlenmis oluyordu; bu ona yiiksek bir
sanat zevkine sahip olma zorunlulugunu ve sorumlulugunu da getiriyordu.'

6 Kantemiroglu, Kitdbu ‘Ilmi’l-misiki ‘ald Vechi’l-hurifit (U Tiirkiyat Enstitiisii Arel Armagam 2768), 131a.

7 Nayi Osman Dede, 8a: “Hace 'Abdii’l-kddir ez-edvir-1 hod / Cend akval dvered dan-ra sened” (Hoca Abdiilkadir kendi
edvarinda ona delil olarak birkag soz sdyledi); ae, 13b: “Zdnki Hdce kerd der-edvar-1 hod / Resm-i yeksdzi ki names sdz-1
‘ud // Sdz-1 id ez-dii veter icdd sod / Ba'd se evtdr sazes yek viicud” (Hoca kendi edvarinda adi ud olan bir sazin resmini
yapti [tarzini ortaya koydu] // Ud iki tel tizerine icad oldu, sonra [bu] saz ii¢ telle biitiinlesti). Farsga ¢eviri i¢in eski edebiyat
uzmani Dog. Dr. Miijgan Cakir’a tesekkiir bor¢luyum.

8 Kevseri, 9b. (Mikrofilmde yaprak numaralari ya yok ya da karigik. Burada verdigim yaprak numaralarini ben koydum.)
9 Anonim, tanbur resmi i¢in 8b.

10 Hasim Bey, 2-87, tanbur resmi i¢in 73. Hasim Bey Mecmuas:’nin kuram boliimiiniin yeni bir incelemesi ve yayini igin bkz.
Yalgin (2016).

11 Osmanlr’da kiiltiirlesme sonuglar1 doguracak siirgiinler, devsirme sistemi, Bati karsisindaki yenilgiler, din, degerler sistemi,
ulema, din disi 6geler, biirokrasi gibi kiiltiir yaratma potansiyeli bulunan elemanlar konusunda bkz. Inalcik (2016, s. 107-122).

12 Inalcik (2003, s 9-10) ve inalcik (2011, s. 243). Patronajla sanat, sair iligkisi ve sultanin sanat karsisindaki sorumlulugu
ve devletin sanat politikas1 gibi konularla ilgili olarak bkz. Tezcan (2016). “‘Er comerdin er nakesin ozan bilir’: Divan
edebiyatinda patrona hitap ve beklenti”, 110-33; ae, “Gelibolulu Mustafa Ali’nin (1541-1600) kasidelerinde patrona hitap ve
beklenti”, 135-53; ae, “Cami-i Rlim olarak Lamii Celebi: Anadolu’da Tiirk edebiyatinin olusumunda hamiligin roli”, 154-
79; Tezcan, Inalcik’mn calismalari iizerine Tiirkge Osmanli edebiyatini yeniden degerlendirmeyi, yeniden anlamlandirmay1
gerekli buluyor, anlagilan. ae, “Osmanh-Tiirk edebiyatin1 yeniden anlamak ya da taslari yerine oturtmak: Halil inalcik’m
Has-baggede ‘Ays u Tarab: Nedimler, Sdirler Mutribler kitabi tizerine”, s. 320-368.

13 inalcik (2003, s. 15); inalcik (2011, s. 246). Nuran Tezcan, yukarida 12 numarali dipnotta gosterilen makalelerinde bu konu
iizerinde duruyor. Ozellikle bkz. “Gelibolulu Mustafa Ali’nin (1541-1600) kasidelerinde patrona hitap ve beklenti”, (s. 136).
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Bu durum daha ¢ok Osmanli siiri iizerine yapilan ¢aligmalarla ortaya ¢ikti,
ama miizigin de bundan iistiine diigen pay1 almis oldugu kusku gotiirmez. Miizik
dil degildir. Ama kendini ifade etmek i¢in bir dil olusturmustur. Bu dilin anlamsal
(Ing. semantic) diizlemi, grameri ve estetik parametreleri Istanbullu miizisyenlerce
olusturuldu. Istanbul zurafasmin zevki bu olusumda yol gdsterici, denetleyici,
benimseyici, reddedici islev gordii.

Meclis

Osmanl1 yiiksek kiiltiliriiniin iiriinii olan miizigin var olma ve gelisme kosullarini
saraym belirlemis olmasi, padisah patronajinin yarattigi bir zorunluluktu. Sairin
kendine yer edinmek, sayginlik kazanmak, caize almak i¢in padisahi Oven
kasideler yazmasina kosut olarak saray ¢evresinin sanat konularindaki secimleri de
patronunkinden farkli olmamuistir. Saray, saraya bagli olanlardan baglayarak basamak
basamak asagiya dogru, Osmanl iilkesinde yasayanlar i¢in taklit edilecek bir 6rnek
olusturmustu. Osmanli zurafasinin bir boliimi sarayin verdigi gorevleri yerine
getirmekle ylikiimlii devlet memurlari, bir bolimii de medrese egitimi almig ilmiye
smifindan kimselerdi.'* Yok degildir, ama esnaftan pek az kiginin sair ve miizisyen
oldugu goriliir. Birkag sair tezkiresine gdz atmak, sairlerden ¢ogunun miiderris,
kazasker, kadi, defterdar, kethiida, katip gibi kimseler oldugunu gormeye yeterlidir."
Sairlerin meclislerine katilanlarin da durumu farkli degildir. Ilk sair tezkiresi
yazanlardan Asik Celebi’nin biiyiik dayis1 Miieyyedzade Abdurrahman (1456-1516)
Sehzade Bayezid’in (1447-1512) icki arkadasi (harif-i bdde) ve musahibiymis. Sair,
bilgin ve hattatti. Rumeli kazaskeri oldu, sahn-1 seman miiderrisligine dek yiikseldi,
I. Selim zamaninda (1512-20) yiiksek devlet gorevleri yapti. Miieyyedzade nin 7.000
kitaptan olusan bir kitapligi varmis. Asik Celebi’nin zurafa meclislerine girmesine
6n ayak oldugunu sdylenebilir.'® Bunun gibi, Gelibolulu Mustafa Ali’nin tanimiyla
her biri birbirinden becerikli nice sair musahibiyle sarap meclisinde bir araya
gelen II. Selim’in (1524-74) g¢evresindekileri tanimak da bir 6rnek olusturabilir:
Celali mahlash Celal Bey (mir-i ‘alem ve Anadolu defterdar: oldu; kendisine Sam
beylerbeyligi verilmisti'?), Evliya Celebi’nin s6z ettigi Sdzndme-i Dilniivazndme’nin
yazar1 Nihani mahlaslh Turak Celebi (Iran’a elgi olarak yollandi, defterdar oldu),
kapicilar kethiidaligi, beylerbeyligi yapmis olan Husrev Pasa’nin oglu Kurd Bey
(Nigde ve Safed beyi oldu), cengnevaz Giilabi Bey (kadiydi), guyendelerden Mirek
Celebi (doktordu), miizisyenler Sami Seyhzade Muhammed Celebi, tanburi Seyhzade

14 Ata, 1/240: “Ciinki bunlarin hanendeleri ‘ilm-i misikiyi Gistddlardan ve yek-digerinden mesk-hanede ta‘alliim i tefenniin
iderek mukaddema bunlardan ikinci ve birinci imamete na‘iliyyetle tarik-i ‘ilmiye ddhil olanlardan kadi-i ‘askerlige kadar
irtika ile kesb-i feyz iden birgok zevat daha giizeran itmisdir.” Italikle vurgu bana ait. Saray mensuplarinin gorevleriyle ilgili
olarak ayrica bkz. Uzungarsili (1945, s. 297-39, 359-87); Uzungarsili (1965).

15 Sézgelimi su tezkirelerdeki sairlerin mesleklerine bakilabilir: Agik Celebi; Latifi; Salim.
16 Bu konudaki bir ¢alisma igin bkz. Pekin (2012b, s. 506-507).
17 Isen (1994, s. 298-301).
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Mustafa Celebi, Kassabzade Nali, udi Memi, tarih¢i Pecuyi’ye gore “bezle-gi ve
sirin-karligiyla”, sakalariyla oliyii bile giildiiren'® nakkas/ressam Nigari (Haydar
Reis, kaptan), sairlerden Konyali Mesami Bey, ‘Ulvi, Hatemi, Kasimi, Vaiz Firaki,
Makali, Merdumi... 16. yiizyihn tnlii biirokrat1 ve bilgini Gelibolulu ‘Ali’yi de
Selim’in meclislerinde goriiyoruz."

Bir bagka 6rnek i¢in modern tarihgilerce “Lale Devri” adiyla anilan III. Ahmed-
Nevsehirli Damad Ibrahim Pasa dénemine (1718-30) gdz atabiliriz: Bogazici ve
Hali¢’teki yazlik saraylarda, sahilhanelerde “ciragan safalari”nin diizenlendigini,
helva sohbetlerinin yapildigini, sultan ve ¢evresinin bu meclislerde bir araya geldigini
tarihci Rasid ve onun biraktig1 yerden yazmayz siirdiiren Celebizade Asim efendilerin
metinlerinden izleyebiliyoruz.*® Sultan III. Ahmed (1673-1736) 1720 yilinda
sehzadelerinin siinnet diigiinii nedeniyle, saray halki ve zurafanin katildig, Istanbul
halkinin ¢adirlarin kenarindan izledigi, giindiizleri Ok Meydani’nda, aksamlariysa
Hali¢’te Tersane Saray1 Onlerinde 15 giin, 15 gece siiren bir senlik diizenledi. Firsat
el verdik¢e de miizik meclisleri kuruldu, fasillar yapildi. Diigiiniin dokuzuncu giinii
(27 Eyliil) aksam1 yagmur yagdig: i¢in Halig teki gosteriler iptal edilmisti, Sadrazam
Nevsehirli Damat ibrahim Pasa (1660-1730) Ok Meydani’ndaki ¢adirinin dniinde
bir miizik meclisi topladi. Bu meclise Kara Mustafa Pasa’nin oglu Ali Pagsa’yla
Nisanc1 Mustafa Pasa da katilmisti. Tarih¢i Rasid’in de bulundugu mecliste bu
diigiiniin kitabini*' yazan sair Seyyid Vehbi’yle Rasid yanyana oturmustu. Sadrazam
bu iki yazarin sarkilar ve giiftelerinden yapilan bestelerin okunmasini buyurdu.
Bu diigiiniin fasil miizigini diizenlemek ve yonetmekle Burnaz Hasan Celebi (Enfi
Hasan Aga, 6. 1724) gorevliydi; biitlin fasillar1 Burnaz yonetmisti. Diigiiniin altinci
giinii (23 Eyliil) yapilan fasilda Vehbi’nin bu diigiin i¢in yazdig1 ve Burnaz’in bayati
makaminda besteledigi Giilelim oynayalim siir-1 hiimayundur bu nakarath sarkismni,
besteci, davudi sesiyle tek basina okumustu. Bu fasil meclisinde de saray halki ve
zurafa hazir bulunmustu.

II1. Selim (1761-1808, sal. 1789-1807) ve Il. Mahmud (sal. 1808-39) déonemlerinden
bagska 6rnekler de durumun degigsmedigini gosteriyor. II. Mahmud doneminde sarayda
lalalarin 6grencilerine oncelikle Kuran tilaveti, ilmihal, tecvid gibi dini konulari
Ogretmekten baska Arapca, Farsca dersleri vermek, binicilik, ok, tiifek ve silahsorliik
talimleri yaptirmak, ayrica listatlardan ‘ilm-i miisiki 6grenmelerini saglamak gorevleri
de vardi.” Seferli Kogusu dolayindaki meskhanede hanende ve sazende gavus agalar
ve bunlarin yardimcilarindan, saray disinda olup da meskhanede bulunmaya izni
olan Yenikap1 Mevlevihanesi neyzenbasilarindan dervis Calili Mehmed Dede ve yine

18 Peguyi, 1/348.

19 Bkz. Pekin (2012a, s. 305-306), gosterilen kaynaklar; Kalpakli (2010, s. 151).

20 Rasid, ¢esitli yerlerde.

21 Surndme-i Vehbi, Levni’nin resimledigi TSMK A3593 ve ibrahim’in resimledigi A3594 niishalari.
22 Ata1/238.
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buradan Dervis Ismail Dede Efendi gibilerden miizik &greniliyordu.”® Tayyarzade
Ata, III. Selim ve II. Mahmud donemlerinde saraydaki miizik meclisleri ile —saray
disindan miizisyenler de geldigi i¢in “kiime fasli” denilen— fasillara katilan birgok
iinlii besteci, hanende ve sazendenin adinm iceren birkag liste vermistir. Bu listeler
ayn1 zamanda saray-sanat-biirokrasi-bilim iligkilerinin izlenebilmesi agisindan
o6nemli goriiniiyor (Ek 1). Bu meclisler yalnizca miizik yapilan mekanlar ve zamanlar
olmanin otesinde, katilanlarin sohbetleriyle bir tiir “okul” niteligi de gosteriyordu.
So6zgelimi, III. Selim ve II. Mahmud’un musahibi olmus Said Efendi o zamanlarin
zurafasinin bir araya geldigi dostluk meclislerine katilarak burada yapilan zihin agici
tartismalardan, sohbetlerden yararlanmis, siradan bir neyzen ve giriftzen olmanin
ilerisine ge¢misti. Bu durum, bu tiir meclislere katilan akilli, zeki, yetenekli insanlarin
tlimii igen gegerliydi.*

Besteci ve hanende Lem’i Ath (1869-1945), yeteneginin Hact Arif Bey (1831-
85) tarafindan onaylanmasiyla profesyonel miizik hayatinin, zamanin {inlii hanende
ve sazendelerinin katildigi bir mecliste bagladigini anlatir. Atli’'nin miizige olan
yeteneginden etkilenen Hac1 Arif Bey, on bes-yirmi giinde bir toplanan miizik meclisine
zamanindan biraz Once gelip Lemi Atli’ya ders verir, bu derste 6grettigi yapitin
uygulamasinin saz esliginde yapilmasindan sonra fasla ge¢ilirmis. Atli’nin enistesinin
memurlugunda terfi etmesi nedeniyle diizenlenen biiyiik bir kiime faslini tinlii Hac1 Arif
Bey’in yonetmesi basli basina bir olaydir. Bu meclisin de miizik 6grenilen bir “okul”
niteliginde oldugu s6ylenebilir, Lemi Atli’nin anlattiklarina bakarak.?

23 Atal/239.

24 Ata (s. 254-255): “Kiime faslina dahil olan zevat sirasinda ismi yad olunan musahib Sa‘id Efendi yalniz ndy-zen ve girift-zen
olmayup evasit-1 ‘asr-1 Selim Hani’den berii mecalis-i zurafada bulunmus ve husisiyle kibar-1 mesayih u ‘ulemadan Besiktas
Mevlevihanesi seyhi el-hac Yasuf Dede Efendi ve Yeni Kapu seyhi ‘Abdu’l-baki Dede Efendi ve Kasim Pasa Mevlevihanesi
seyhi Semsiiddin Dede Efendi ve Kerestecizade Nurl Dede Efendi ve meshtr Veli Efendizade Emin Molla ve Semsiiddin
Molla ve devlet kethudasi ibrahim Nesim Efendi ve sir katibi Ahmed Fa’iz Efendi ve Halil Pasazade mabeynci Ahmed
Muhtar Begefendi ve re’isii’l-etibba Behcet Efendi ve nakibii’l-esraf Siddik Molla Efendi ve e’imme-i kiramdan Tatar Hafiz
Ahmed Kamil Efendi ve Cennet Filizi ‘Abdu’l-kerim Efendi ve Diirrizade ‘Abdullah Molla Efendi ve Kegecizade ‘izzet
Molla Efendi ve sehremini Hayrullah Efendi ve meshtr Halet Efendi ve ‘urefa-y1 meshtreden Nu‘man ‘Amuca ve Hatif
Efendi gibi zurafanin enciimen-i iilfetlerinde bulunmus ve bu mecalis-i iidebada cereyan iden muzaherat-1 mutayebat ve
letd’if-i miinazarat-1 musahebatdan ahz-1 hisse-i edebiyyat ile fetanet-1 fitriyye ve isti‘dad-1 hulkiyyesiyle bu muvaffakiyeti
miinevvir-i ‘akl u zeka vii nithast hakikaten reciil-i kdmil ve insan-1 ma‘ali-hasa’il ma‘nasini samil olarak musahib lafzinin
ma‘na-y1 hakikisi miifessir-i hal il dn1 ve ma‘lamat-1 miiktesebesi muvafik-1 mertebe-i sinn i sali bulunmus oldugindan ...”

25 Atli (1947, s. 98-100): (dizgiden kaynaklandigini sandigim kimi yazim sorunlarina kiigiik miidahalelerim oldu) “Enistem
misikiye fevkalade muhib olmakla laakal ayda bir gece evinde, zamanin benam tstadlarindan miirekkep bir saz, daha
dogrusu kiime fasli erkan-1 tecemmu* ederdi. Huzuru mutdd olan kemani meshur Fenerli Mike, kanuni Solak Mihal,
santuri Edhem Efendi, tanburi Garbis, giriftzen Harbiye Nezéreti’nden meshur Riza Bey, okuyucu Beylerbeyli Hakki ve
Domates Ahmed beylerle Fatih Riistiye-i Askeriyesi’ndeki ezanlarimin hayrani olan, enistemin ehibbasindan Beylik¢izade
Sadik Bey’in tavsiyesiyle bana muallim tayin edilen Vezneciler’de Zeynep Hanim konagi karsisinda ufak bir diikkanda
tiitiinciiliikle istigdl eden o zamanin masiki muallimlerinden Hafiz Yusuf Efendi’den ibaretti.

[...] Hafiz Yusuf Efendi’den repertuvarim ilerledikge evdeki tistadlarin ahengine istirakte bir sevk ve cesaret gostererek
hey’eti clis u huriisa getiriyor, daha dogrusu (tahdis-i ni‘met kabilinden arzediyorum) kiymet icraiyelerini tezyid ve ta‘zif
ediyordum. Béyle nes‘e ile istirakimin sonunda Domates Ahmed Bey gelecek seansta Haci Arif Bey’i davet ile beni
dinlemelerini ve musikide inkilap yapan o biiyiik iistadin rahle-i ta‘lim ve tedrisine terkedilmekligimi teklif etmesiyle Haci
Arif Bey’in sevdigi kemani Kor Sebuh ile Cil Emin’in de huzurlari kararlastirildi. Hact Arif Bey, ¢antast makaminda oteye
beriye gotiirdiigii yegane tilmizi Adliye-i Mezahib Nezareti’'nde miimeyyiz, Gozliiklii Servet Efendi’yi istishab etmisti.

[...] Enistemin memuriyetinden yiikselmesi veya mertebesinin terfi‘i gibi bir vak‘a sebebile tertip olunan biiyiik bir kiime
faslina Haci Arif Bey riyaset ediyordu. Evimize devam eden iistadlardan kemani Mike, Aga Aleksan, Cil Emin, Seref Diirri
(keman), santuri Edhem, kanuni Semsi, giriftzen Riza Bey, udi Basri Bey, Hac1 Kirami Efendi, Beylerbeyli Hakki, Domates
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20. yiizyilin hemen bagindaki bir toplantinin betimlenmesiyle Osmanli zurafa
meclislerinin katilimcilarini drneklendirmeyi sonlandiralim. Dénemin gazetelerinde
yazdig1 yazilarla taninan Semih Miimtaz, 1906 yazinda katildig1 bir meclisi, tesbih¢i
Gaffar Efendi’yle birlikte gittigi, II. Abdiilhamid’in kiz1 Zekiye Sultan (1871-1950)
ve kocast Nurettin Pasa’nin diizenledigi, Ortakdy’deki Cifte Saraylar’in birinde
yapilan “saz alemi’ni anlatir. Osmanli’nin tiikenme donemindeki bu biraraya gelis,
eski meclislerin parametrelerinden icki ve miizikten baska artik geriye ne kaldiysa
onlarla gerceklestirilen son donem miizik meclisi tipini temsil ediyor sanirim. Hem
meclise katilan giderek aristokratlagmis sarayli ve zurafa profili, hem miizisyenlerin
kimlikleri, hem artik eski biiyiikk formda yapitlarin bestelenmedigi bir donemdeki
miizik icrasiin nasil yiiridigii, hem de patronajin “alaturka miizik”’te de hala —ne
denli “alafranga”lassa da— saray ve gevresinin elinde bulunmasi gibi konularda
onemli bilgiler igermesi bakimindan dikkat ¢ekici bir metin (Ek 2).

1940°11-50’11 y1llarin miizik meclisleri eski miizik kiiltiiriiniin yitirilmesinden dogan
6fkenin, kayginin yol agtig1 tepkilerle bigimlenmistir. Bu kaygiy1 tagiyanlardan biri
olan yazar, ¢cevirmen, edebiyat 6gretmeni, neyzen Hakki Sitha Gezgin’in (1895-1963)
evindeki miizik meclisleri bu donemin en gézde olanlarindandi. Bu meclislere siirekli
katilan Alaeddin Yavasca (1926) icra ettikleri fasillarin eskilerine de, yenilerine de
benzemedigini soylilyor:

Yaklasik iki, iki buguk saat siiren; pesreviyle, iki bestesiyle, agir semaisiyle, agir aksak
semai, aksak semai, agir aksak, agir diiyek ve gesitli usuldeki sarkilar ve yiiriik semai ile
saz semaisinin yer aldig: fasillardi bunlar. Yani; ne bugiinkii fasillar ne de klasik anlamdaki
fasillar gibiydi. Ciinkii klasik anlamdaki fasillarda sadece biiyiik formdaki eserler yer
almaktadir (Sen, 1998, s. 39).2¢

Anlagilan yeni fashn igerigi diizenleyenlere ve katilanlara doyurucu gelmiyordu ki eski
fasilla yeni fasli bir araya getirmisler, Hakki Sitha Gezgin fasillarma daha saygin ve soylu bir
icerik yiiklediklerini diisiinmiislerdi. Yavasca’nin bu konudaki anilari 6nemlidir. Hentiz tip
fakiiltesine girmeden, daha lise 6grencisiyken, miizikle ilgisi nedeniyle edebiyat 6gretmeni
Gezgin’in dikkatini ¢ekmis, Gezgin, Yavas¢a’y1 evindeki miizik meclislerine katilmaya
cagirmustl. Yavagca bunun kendisi igin bir nimet oldugunu diistinmiistii. Meclislere
Istanbul’un “kalburiistii kisileri” katiliyordu —yeni zurafa diyebiliriz. Bdyle bir meclise
girmek o kadar da kolay degildi; diyor ki Yavasca: “Zira, o devirde musiki camiasina ve
Istanbul’daki kalbur iistii zevatin bulundugu meclislere ancak bdyle bir yoldan girilebilirdi.

Ahmed beylerle hocam Hafiz Yusuf Efendi’den miirekkep hakiki kiime faslini ancak Selim-i Salis dinleyebilirdi. Hact Arif
Bey’le Kirami Efendi’nin seslerindeki ton miisdbeheti ve her ikisinin tistddane okuyuslarile digerlerinden ne kadar olsa
miifarikati samiine i¢in igin nes‘eler sagryordu. Hey et-i masikiye o gece bir siirprizle karsilasti. Kemani Memduh, fevkalade
lavta iistad1 olmakla kdse-i nisyanda kalmis olan enistesini —ki Columbia sirketinin elemanlarindan udi Hasan’in babasidir ve
ismi mechaliim olmustur— musiki alemine tanittirmak tizere bir istirhAmname ile enisteme géndermis. O da o geceye tesadiif
etti. Dinlendi ve umimen hayretler uyandirdi. Bana dyle geliyor ki o geceden sonra bu bigare saribii’l-leyl ve nehar teye,
beriye meselad alelekser nafia muhasebecisi Sadi Bey’in Bostanci’daki koskiinde yapilan saz alemlerine sevk olunmaga
baslandi. Istanbul’da 6yle husiisi yapilan saz ve s6z igtimagahinin en miimtaz yeri orast sayilirdi.”

26 Yavas¢a’nin “bugiinkii fasillar” dediklerindeyse icraya pesrevle baslanir, agir semai, sarkilar, yiiriik semai soylenir ve saz
semaisiyle bitirilir.
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San‘at ve sohbetin ilk kapisi, sali giinii aksami bana agiliyordu.” (Yavasga, 1981b, s.
13). Yavasca’nin anilarinda meclisin miizik iistiindeki islevi hakkinda kimi saptamalara
rastliyoruz: eski miizigin giiniimiize gelmesinde meclislerin paymdan soz eder, degisik
miizik ¢evrelerinde yetismis farkli kaynaklara sahip, farkli referanslari olan miizisyenlerin
yanyana gelmesinin repertuvarlarinin genislemesine yol actigindan, yapitlarin yasamasinin
saglanmasindan dem vurur.?’” Sunu eklemeliyim ki bagka bagka kisilerden mesketmis, baska
miizik anlayislarim temsil eden miizisyenlerin ortak bir mecliste ¢alip sdylemeleri, ayni
zamanda birbirleriyle {islup, tavir ve ifade alisverisine de yol agmistir. Donemlerinin genel
miizik anlayisimin egemenligine karsm yine de farkliliklar iceren icra tarzlari her donemde
olmustur; bu farklilik yalnizca tUslupta goriilmekle kalmaz, birbirinden farkli makam
kavrayiglarmm bulundugu zamanlart da biliyoruz. Osmanh miizik kiiltiiriiniin heniiz
kurulmaya bagladig1 17. ylizyilin ikinci yarisindaki miizisyenler makamlar konusunda fikir
birligi i¢inde degillerdi. Eski edvarlar birbirine benzemez, ddnemin miizisyenlerinin makam
ya da terkip tamimlar1 birbirini tutmaz, kusku duyarlar ve aralarinda tartisirlardi.?® Sozgelimi
Istanbullu miizisyenler arasinda niihiift terkibinin/makammmn® dort farkli uygulamasi
bulunuyordu. Kantemiroglu bunlart teker teker sayar, bunlarin arasinda kendi tercihini
de belirtir*® Eski edvarlart saymazsak hanendeler Recep ve Itri ikilisi, neyzen Ali Hoca
ve tanburi Mehmed Celebi ikilisi ve Kantemiroglu'nun hocasi tanburi Angeli ile Tanburi
Celebi dedigi kisi bir baska ikili olmak tizere ti¢ grup goriliir’! Bu miizisyenlerin diger
konularda da fikir birligi i¢inde olup olmadiklarim bilemiyoruz.

27 Yavas¢a (1981c, s. 10): “Bu toplantilarda, degisik musiki muhitlerinde yetigsmis, farkli mehazlara sahip musikisinaslar
yanyana gelme imkanini bulur, eser alis verisleriyle repertuarin yayginlagmasi ve eserlerin hayatiyeti saglanmis olurdu.”

28 Tura (2001, s. I/111). Kantemiroglu bu konuyu ¢ok agik bir bigimde belirlemistir: “Lakin dgah ol ki gerek bunda zikr olunan
terakib gerek sa’irleri igiin h'dnende vii sazende mabeyninde ¢ok niza® vii siibehat vardir. Fi zamane biri birinin kiyasina
uymaz. Kadimden olan edvar biri birine benzemez.”

29 17. yiizyila gelinceye dek eski edvarlarda makam ve terkip ayr1 kategoriler olarak kabul ediliyordu. Kantemiroglu
zamaninda baslayan, terkiplere de makam denilmesi uygulamasi giderek terminolojide bir degisikligin basladigini gosterir.
19. yiizyildan sonra terkip terimi tamamen ortadan kalkmis, hatta unutulmus tiim dizi ve seyirler makam diye adlandirilir
olmustur. Kantemiroglu, 1/43: “Agéah ol ki ba‘z1 terkibatm ziyadece meydani olmagla makam namu ile tesmiye olunmak
mu‘tad olundi ve ba‘zi ehl-i méisikar dahi ol makile terkibata makam namini virmek ca’iz gérmisler.”

30 Tura (2001, s. 1/107): “Tesrih-i nithiift: Ehl-i mésikar mabeyninde niihiift terkibi i¢iin ¢ok miicadele vardir. Zira edvar-1
kadimde tiz diigdhdan ya‘ni muhayyer perdesinden hareket idiip 1sfahan yiiziinden iner ve hicdz gibi diigah karar ider.
Receb ve Buhurcuzdde h'anendelerin kavli iizre neva perdesinden hareket idiip ve temam perdeler ile varup ‘agiran karar
ider. Neyzen ‘Ali H'ace ve tanbliri Mehmed Celebi kavli tizre neva perdesinden hareket idiip rehavi yiiziinden rast perdesini
bir hos gésterir ve andan temam perdeler ile ‘asiran karar ider. Tanbtri Koca Angeli ve Tanburi Celebi’nin kavli tizre neva
perdesinden hareket idiip baselik perdesiyle diigadha varir ve andan temam perdeler ile ‘asiran karar kilar. Bize cimlesinden
sahih olmak tizre Ali H"ace’nin kavli goriniir. Zird Buhurciogli’nin kavli neva-y1 ‘asiran didikleri terkib icra olunur. Angeli
kavli tizre baselik ‘asiranin hareketinden bir vechile fark olamaz. ‘Ali H'ace’nin kavli anin i¢iin sahih olmak tizre didim. Zira
rehavi hareketi ile ‘asiran karar eylemek sa’ir terkibatin siibhesinden ¢ikar.”

P

31 O donemde, Evliya Celebi’nin “nev-zuhir” hanendeler listesinde biri Tas¢izade Recep Celebi, digeri Receb Sifali diye
bilinen Receb adinda iki hanende vardi; Evliya ikisinin de ayn1 zamanda besteci oldugunu belirtiyor (Evliya Celebi, 1/1,
342). Kantemiroglu’nun hangisinden s6z ettigi anlasilamiyor. Kantemiroglu’nun Buhurcuoglu/Buhurcuzade dedigi,
besteci ve hanende Mustafa Itri’den baskasi degil. Evliya, Itri’yi de “nev-zuhiir” hanendeler arasinda gostermis, adinin
bagina “Hafiz” lakabin1 koymus, “sahib-i beste tistad-1 kamil bir zat-1 serifdir” diyerek 6zel bir sayg1 gostermistir (Evliya
Celebi, I/1, 342). Hoca Ali hakkinda tek kaynak Kantemiroglu’nun kendisi, {i¢ pesrev ve bir semaisinin notasini vermistir
(Tura, 2001, s. 11/283, 434, 438, 481). Tanburi Mehmed Celebi’nin Hafiz Post olup olmadig: sorgulanmaya deger. Y1lmaz
Oztuna “hemen hemen muhakkaktir” diyerek kuskulu bir kesinlik (!) ileri siiriiyor (Oztuna, s. 1/319). Tanburi Koca Angeli
Kantemiroglu’nun 6gretmeni oldu (Kantemiroglu 1734, 151/annotation 14), enderunda tanbur dersleri verdi (Uzungarsili,
1977, 5. 91). Evliya Celebi “Urum Angeli”nin adint hem dairezenler, hem de tanburcular arasinda sayiyor (Evliya Celebi I/1,
343). Angeli’yle ayni fikirdeki Tanburi Celebi’nin de kim oldugu belirlenemiyor —su soruyu eklemeliyim: 1094/1683 tarihli
bir hazine tezkiresinde adi gegen Yahudi bir tanburi (Uzungarsili, 1977, s. 92), Kantemiroglu’nun soz ettigi Celebiko adli
Yahudi miizisyen (Kantemiroglu, 1734, s. 151/annotation 14) olabilir mi?
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Istanbul’da, diyebilirim ki her donemde —bircok baska toplumda oldugu gibi—
birbirinden farkli kisilerin bir araya gelerek olusturdugu tiirlii gruplar olmustu.
Birbirleriyle olmaktan, belirli konularda sohbet etmekten hoslanan, birlikteyken
yaptiklarindan zevk alan, ortak bir estetik anlayisi, ortak bir siir ya da miizik zevki ve
sevgisi gelistirmis kisiler belirli zaman araliklartyla aksamlar1 bilinen bir mekanda
toplanirlar. “Bezm”, “enciimen”, “cemiyyet”, “meclis” denilen bu toplantilarin
belli kurallar1, adab: vardir. Belli bir siiresi, belli bir mekan: vardir. Burada sohbet
edilir, siir okunur, i¢ki icilir, miizik yapilir. Mecliste ask vardir. Icracilar, besteciler,
sairler hiinerlerini burada gosterirler, yarisma mekan1 burasidir, birbirlerinden iistiin
olduklarini ortaya koyacaklari yer burasidir.3? Bu yarisma diirtiisii zorunlu olarak ortak
miizik zevkini, siir zevkini, tek sdzclikle “sanat” zevkini ylikseltir. Nuran Tezcan’in
vurguladig “sanatin yiiksek diizeye, saray zevki diizeyine yiikseltilmesi”nin (Tezcan,
2016, s. 154) gerceklestigi mekan Osmanli zurafasinin meclisleridir.

Ayni zaman kesitinde birden ¢ok sayida olabilen gruplarin sinirlart kesin ve
keskin degildir; birbirleri arasinda gegirgenlik vardir. A grubunun {iyesi bir kisi,
bir baska zaman B, C ya da D grubuna da katilabilir. Bu katilim, siirekli ya da
ara ara olabilir. Toplum var oldukea, gelenek siirdiik¢e birbirine yakin ya da uzak
zamanlarda toplanan meclisler arasinda da dikey eksende gec¢irgenlik bulunur. Daha
eski zamanlardaki meclislerin tiyeleri yeni kusagin meclislerine de katilirlar. Miizik
geleneginin olusumu, bu meclislerin hem es zamanl olarak ayni anda, hem de zaman
iginde eskiden yeniye dogru tekrarlanarak, sayilari artip gcogalarak ve her gesitlenmede
birbirleriyle iliskilerini ve gegirgenliklerini yitirmeden siiregelmesiyle saglanmstir.
Ta ki gelenegin son bulmasma dek... Alaeddin Yavasca “Tiirk musikisinin
zamanimiza intikalinde, evlerde muntazaman yapilan toplantilarin biiylik pay1
vardir” derken (Yavasca, 1981c, s. 10) bir yandan da gelenegin siirdiigiinii ima ediyor
olmali. Gergekten de yaziya baslarken belirttigim gibi Osmanli miizik geleneginin
1950’lere dek siirdiigiinii kabul etmek yanlis olmaz. Sézgelimi giinlimiiziin 6nde
gelen hanendesi Yavasga eski tistatlardan megketti. Bu eski {istatlarin arasinda hepsi
Osmanli ¢aginda dogmus, verimli donemleri ve 6liimleri 20. yiizyilin ortalarina dek
siirmiis olan Suphi Ezgi’yi (1869-1962), Sadettin Kaynak’1 (1895-1961), Zeki Arif
Ataergin’i (1896-1964), Miinir Nurettin Selguk’u (1900-81) sayabiliriz. Bir 6rnek:
Zeki Arif Ataergin’in babasi Kanuni Haci Arif Bey’di (1862-1911), gittigi biitiin
miizik meclislerine oglunu da gotiirmiistiir. Boylece Zeki Arif Bey Tanburi Cemil,
kemengeci Vasilaki, udi Nevres, hanendelerden Kasiyarik Hiisameddin, Uskiidarl:
Hoca Ziya Bey ve Sasi Osman’la ve donemin bagka miizisyenleriyle bir arada
olmustu (Yavasga, 1981d, s. 9). Miizik meclisleri de 20. yiizyilin ikinci yarisina dek
stirdii. Ama bu kez meclisin amaglar1 arasina “Tiirk miiziginin” yasamasini saglamak

32 Meclisin tiim bu parametrelerinin, 6zellikle yarismanin/miisabakanin agon koklerinin kavramlastiriimasi konusunda Johan
Huizinga’nin kiiltiiriin yaratict dinamigi olarak ileri siirdiigii “oyun kurami”na bakilmali. Ozellikle oyunun unsurlartyla
meclisinkiler arasindaki 6rtiisme dikkat gekici.
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da katilmisti. Meclisin ruhu toplumda giderek yayginlagmakta olan Bati miizigi
egemenligine bir tepki de iceriyordu artik.

Meclisin toplum i¢inde konumlanmasini hem eszamanli, hem de artzamanli olarak
kurmayr amaclayan asagidaki diyagram, mekan-zaman iliskisini gdstermek
bakimindan olusturulmus bir ilkdrnek olarak ele alinmali. Ust bolmede ayn1 zaman
kesitindeki meclisler yatay bir diizlemde kabul edilmeli. Alt bélmedeyse dikey
eksende meclislerin zaman icindeki hareketi izlenebilir. Bu diyagramda meclis,
miktar1 ve konumlanmasi simgesel olarak belli bir sayida ve yerde tutuldu. Bunlar
her 6zel duruma gore hem yatay diizlemde, hem de dikey eksende degistirile
degistirile yeniden ve yeniden yaratilabilir. Ama meclislerin birbirleri arasindaki
yatay-dikey iligkileri ve gegirgenlikleri degistirilemez.

DAHA YENi ZAMANLAR

DAHA ESKi ZAMANLAR
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Bir mecliste miizik baglaminda iki grubun varligin1 6ngorebiliriz: sdyleyenler
(miizigi icra edenler) ve dinleyenler. SOyleyenlerin, dinleyenlerin isteklerini yerine
getirme, onlar1 tatmin etme ylkiimliilikleri bulunur. Osmanli okumus-yazmislari,
kadim Iran kiiltiiriinden bir metin olan Keykavus’un 475/1082 yilinda Fars¢a yazdig
Kabusname’ye Onem vermigler, 14. yiizyildan baglayarak birka¢ kez Tiirkceye
cevirmislerdi. Ulu kisilerin meclisinde nasil davranilmasi gerektigi konusunda
ogiitlerin yer aldig1 bu metin hanende ve sazendelere de kimi tavsiyeler igerir. Bir
miizisyen rast makamiyla baglayip sonra bir dizi baska makamda gezinerek taksim
yaptiktan sonra diger yapitlar1 okursa meclistekilerin ileri siirdiigii kosullar1 yerine
getirmis olacagini, sohbet ehlinin neden hoslandigini onlar ickiliyken daha kolay
anlayabilecegini, ehl-i meclisin dileklerini ¢alip sdyleyince kendisinin de gdnliiniin
hos olacagini anlatir. Mutripligin en biiylik becerisinin, dinleyenlerin neden
hoslanabilecegini bilip onlar1 ¢alip sdylemek oldugunu belirtir, meclise gelmesinin
nedeninin para elde etmek amacim tagidigini da vurgular.®* Kadim ran geleneginden
gelen bu meclis adabin1 Osmanli kiiltiirii icinde Tiirkge anlatan kitaplarin basta
gelenlerinden biri Gelibolulu Mustafa Ali'nin Mevd ‘idii n-neféis fi Kava ‘idi’l-
mecalis baslikl kitabidir. Meclisteki hafiz, hanende ve guyendelerde olabilecek
en kotll huy, nazlanip istenenleri okumamaktir; oysa ehl-i meclis bu kisilerin giizel
sesini dinlemek i¢in gelmislerdir, okuyucular bunun bilincindedir. Béyle yapanlardan
zurafanin gonliiniin uzak duracagini, boylelerinin meclisten kovulacaklar1 gibi
bahsis ve ihsan da elde edemeyeceklerini anlatir. Istenen sarkilar1 sdyleyenlerinse
ovgiiler aldigm, altin ve giimiis para kazandiklarim ekler. Unlii hanendelerin ve usta
sazendelerin bobiirlenip biiyiiklik taslamalari, onlar1 biiyiikler ve zurafa katinda
gozden diisiiriir.>* Beri yandan meclisteki ikinci grup olan dinleyenler, bugiinkii konser
dinleyicisi gibi yalnizca konserin sonunda etkinlesen, dinleme aninda edilgen olan bir
konumda degildi. Gorece kiicilik bir mekanda icraciyla yakin temasta bulunan, viicut
diliyle, mimikleriyle, hatta belki hafiften mirildanmalariyla tepkisini, katkisini o anda
ortaya koyan etken bir gruptu meclis ehli. Miizisyenin &nerdigi Istanbul miizigine
0zgii kiiciik araliklar1 ve bunlarin birbirleriyle iliskilerini i¢sellestirerek ince bir zevk
gelistirmisti meclis ehli. Icracinin performansina bagli olarak —varsa— ickinin de
katkistyla dinleyenin vecd haline girmesi meclisin amaglanan sonucudur. Ote yandan

33 Keykavus (s. 260-261): “Pes mutriblik sartin sakla ki sarti budur. Calip ayidicak evvel rast perdesinde nesne ayit, andan
mayede ve irakta ve zirefkendede ve selmekde ve buselikde ve sipahanda ve bestenigarda ve rehavide, yani bunlari birbiri
ardinca seyirde goster, andan sonra savta gir, ta ki tarap ehlinin sartin yerine getirmis olasin. Ve ol vakte degin sohbet halk1
dah1 saraptan esrimis olalar. Veli, denemek gereksin ki sohbet ehlinin herbirinin gonliine ne hos gelir, kadeh ana gelicek an1
ayidiver, ta ki germ ola ve sana fiituh diise. T4 sen anlara dilediklerin ayitmayasin, anlardan sen dahi diledigin bulmayasin.
Pes mutripligin ulu hiineri oldur ki dinleyene ne hos gelir bile ve ani ¢ala ve ayida. [...] Mecliste saraba ¢ok mesgul olma,
artuk siici igme, ta ki glimiig hasil edesin ki maksudun ol sohbete geldiginde ak¢a hdsil etmekti. [...] her ne savt anlar isterse
sen ani ayit, sen istedigini ko ki maksut anlara hos gelmektir.” (italikle vurgular bana ait.)

34 <Ali (s. 127-129): “Ya‘ni ki husél-i zemimeye ibtilalar1 anlar [zurafa] yaminda ve ekébir huzirunda ragbet i iltifatdan diin
diigtirmigdiir. Ciimleden biri bir meclise ki geliirler, miicerred hiisn-i savtindan telezziiz i¢iin da‘vet olundiklarmn biliirler.
Yine okumak teklif olundukda istigna streti gosteriirler. [...] géh olur ki bi evza‘-1 ekabir @i a‘yan mecalisinde dahi irtikab
idiip hem redd olunup kovulurlar, hem bahsis @i ihsan menafi‘indan mahram kilinurlar. [...] Hulasa’-i kelam gerek huffaz-1
bendm gerekse sdzendegan maharet-i encam kibr i nahvet ile kiyam etmek ca’iz degildiir. Ehl-i diller mecalisinde ve ekébir-i
se‘adet-medsir mehafilinde bulunduklar1 zamanda bila-teklif ‘arz-1 hiiner kilmalar1 ldzimdur.”
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icracinin miizige kattiklari, dinleyicinin bu tepkisiyle kabul goriir ya da reddedilir.
Soyleyen-dinleyen iligkisi miizik geleneginin bu yolla denetlenmesini sagliyordu.
Miizik geleneginin olugmasinda, korunmasinda ve siirdiiriilmesinde meclisin
onemli bir islevidir bu. Yukarida belirttigim iizere miizisyenler arasindaki rekabet
icra yoluyla miizigin yilikselmesini, hanendenin/sazendenin kendini gostermesini,
seckinlesmesini de saglamigtir. G6zde miizisyenler, musikisinaslar her meclisin
aranan kisileri olmustur.

“Musikisinas”

Tiim bu siireglerin 6znesi, oncelikle bir meslek adami1 olan miizisyen, musikisinas,
kimi eski metinlerdeki terimle “musikar” figliriidiir —erbdb-1 misiki. Estetik ifade
parametreleri bir yana, tiim diger alanlardaki meslek adamlar1 gibi —s6zgelimi bir terzi,
marangoz, mimar, hattat ya da sair gibi— bir meslektasinin yaptigi isin niteligini, i¢erigini
(anlamni) ilk goriiste kavrar, isini —eger gerekli goriirse— kendisininkiyle kiyaslar,
olumsuzluklartyla ilgilenmez, stiinliiklerinden yararlanmaya bakar, onlar1 kendine
maletmeyi, gerekli goriirse benimseyip baskalastirarak “kendilestirme”yi saglar. Bir
miizisyenin bir bagska miizisyeni tanimas: kendisi i¢in ¢ok kolaydir. Yorgo Seferis’in
su gozlemi, sairin bir bagka sairle, daha da &tesi bir miizisyenle anlagabilmesinin
yollarin1 géstermiyor mu? Diyor ki Seferis, Stravinski’nin kitabina yazdigi dnsozde:
“Konustugumuz dil tek bir sozcilige indirgenseydi, iyi bir sair yeteneksiz bir sairden
gene kolayca ayirt edilebilirdi.” (Stravinsky 2000, 9). Schiller, /lyada’yr okuduktan
sonra edebiyat bilginlerinin genel kanisinin aksine “Bu eser, bir tek insanin eseridir!”
yargisinda bulunmus. Yahya Kemal bunu bir sairin siirini ancak bir sairin anlayabilecegi
yolunda degerlendirmistir (akt., Yahya Kemal, 1971, s. 23).** Birbirlerini iyi anlayan
erbab-1 miisiki, yeteneklerinin ve becerilerinin tistiinliiklerini yarigma alaninda tutarlardi
stirekli olarak. S6zgelimi Dede Efendi (1778-1846), Sakir Aga’nin (1799-1840) yeni
bir terkip olarak diizenledigi ferahnak makamini isitir ve igerigini derhal kavrayarak
heniiz kimsenin bilmedigi bu taze makamda birkag yapit besteleyip II. Mahmud’un
meclisinde arkadaslartyla birlikte sdyler. Bu, Dede Efendi’nin gelisiyle saraydaki
yerine kaybedeceginden kaygilanan Sakir Aga i¢in kétii bir siirpriz olmustur.*®

35 Edebiyat tarihgilerinin [lyada’nin birgok sair tarafindan soylendigini belirtmeleri iizerine “iste o devirde Erfurtf
Dariilfiininu’nda profesor olan sair Schiller, /lyada’y: eline alnus, bastan sonuna kadar okumus ve eserin aslini anladiktan
sonra bir hiikiim vermis: demis ki “Bu eser, bir tek insanin eseridir!..” Bizim Nef’i bu hiikmii isitseydi derhal Schiller’e
hak verirdi: “Ehl-i dil birbirini bilmemek insdf degil” derdi. Alim olan bir sir, bir siir eserinin méahiyetini sair olmayan
alimlerden ¢ok daha iyi gorebilir.”

36 Topkapr Sarayi’nda II. Mahmud’un huzurunda Dede Efendi’yle Sakir Aga arasinda yasanan bir ¢atismayi, pek sevimli
olmasa da bir 6rnek olarak gosterebilirim. Rauf Yekta Bey’in (1871-1935) aktardigina gore Sakir Aga kendisine rakip
olarak gordiigii, saraya yeni katilmis olan Dede Efendi’yi sultanin 6niinde utandirarak kendisinin miizik alaninda Dede’den
daha istiin oldugunu kanitlamayi planlar. Dede’nin yetenegi ve miizisyenler arasindaki stiinliigii herkesge bilinmektedir.
Saraydaki yerini koruyamayacagia neredeyse emin olan Sakir Aga ferahnak adini verdigi yeni bir makam terkibi ortaya
koymustur, bunu saraydaki kimi sazendelere 6greterek enderunda gézden uzak bir kosede basta Dede Efendi olmak tizere
herkesten gizleyerek birlikte galisirlar. Ama Dede, Sakir Aga ve arkadaglarmin prova yaptiklar: kogusun 6niinden gegerken
rastlantiyla isittigi bu yeni terkibin nasil bir makam yapisina sahip oldugunu hemen kavramis ve kendisi de kimsenin
bilmedigi bu yeni makamda bir murabba ve agir semai bestelemis, sultanin huzurunda icra ederek Sakir Aga’nin oyununu
bosa ¢ikartmisti (Yekta, 1925, s. 135-136).
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Osmanli miizisyeninin sahip oldugu bir goriingii, nota kullanmamig olmasidir.
Osmanlh miizik yapiti hocadan oOgrenilir —agizdan, kulaktan. Ogrenmenin yolu
“megk”tir. Bir yandan egzersiz anlami da bulunmasma karsin, uygulamali sanatlarin
ogretimini orgiitleyen bir yontemdir mesk.’” Ogreten, kimi “degismezler”i ve
“degiskenler”i kullanarak “yeni olan”1 6grenciye aktarir. Degismezler makam ve usul,
degisken giifte, yeni olansa ezgidir. Yeni olan (ezgi) —ki bu miizik yapitinin kendisidir—
dogrudan bellege yiiklenecektir. Bellege yerlestirmenin yordami yinelemeye dayanir
gibi goriiniir ilk bakista. Degismezler zaten tiim miizisyenlerce bilinmektedir; bir meslek
bilgisi olarak miizik 6grenme heveslisine daha en basta dgretilmistir bunlar. Giifteyse
ezberlenecektir; tipki ezginin ezberlenmesi gibi. Siirin ezberlenebilmesi i¢in miizigin
parametrelerinden yararlanilirken, ezgiyi ezberlemek igin de siirin parametrelerinin
kullanilmast bir paradoks yaratir. Sozciiklerin vurgusu, uzun-kisa ya da agik-kapali
heceler, siirin 6l¢ilisii, sozdizimi, seslerin (perdelerin) algak ya da yiliksek olmasi, ezginin
olciisii (usul, ‘ika), temposu (hizl1 ya da yavas olmasi),*® sesdizimi (Ing. musical syntax),
siirin ezginin nagmelerine dagitilmasi (giifte taksimi) gibi birbiri icine gegmis bir dizi
parametre yeni yapitin 6grenilmesinde, kavranmasinda ve bellege yerlestirilmesinde,
her zaman kullanilan yinelemenin dayandigi dil-siir-miizik ekseninde 6zel bir alan
olusturur.®® Belki de Yahya Kemal’i anmaliy1z: “Siir, ythme yani nazim sanati oldugu
i¢in giifteden dnce bir bestedir. Misralarinda nagme hissedilmeyen bir manziime sadece
bir giiftedir ki onu nesir sdhasina atariz. Misra misra bir beste olan manziime ise asil
siirdir. Demek ki onun nasil okunulacagi zaten kendisinde mevcuttur.” (Yahya Kemal,
1971, s. 7). Miizisyenin bellegindeki yapitlar toplami meclislerde kiimelesen belli bir
Osmanli seckininin bellegine aktarildiginda ortak bir kiiltiirel bellek ortaya ¢ikar.*

Herhangi bir giiftenin bu 6zel alanin bir uygulmasi olarak belli bir makam ve
usulde bir ezgiye yerlestirilmesiyle miizik yapiti tamamlanmus, 6zel adiyla bestelenmis
olmayacaktir. Icraci (hanende ya da sazende), bestecinin kendisine terk ettigi yapitt
kendi miizik bilgisi, icra becerisi ve duygusal diirtiilerinin yonlendirmesiyle, deyim
yerindeyse, yeniden yaratacaktir —bir baska icrasinda yeniden ve yeniden... Bunu
yapabilen icraciya ‘“yaratici icrac’” demekte sakinca gérmiiyorum. Farkli zaman
kesitlerinde ve farkli meclis mekanlarinda yapitt bu icralarindan 6grenenlerse eski
icra bigimini unutacaklar, yapitin kaynagmi yitireceklerdir.* Ister istemez Eco’nun
agtk yapit kavrami akla geliyor.”? Eco’nun 6nerdigi birgok agiklik kategorisi iginde

37 Bu konuda yapilmus ciddi ve nitelikli bir ¢alisma i¢in bkz. Behar (2012).
38 Miizikle bellek arasinda norolojik iliski baglaminda bir inceleme igin bkz. Snyder (2000).

39 Dil-siir-miizik tgliisliyle ses-soz-0l¢li tigliisii arasindaki iligki ve —gazel tizerinden— siirin ve miizigin icrasinda drama
(performance) 6gesinin gerekliligi konusunda bkz. Pekin (2016, s. 246-265, ozellikle 260 ve devami).

40 Kiiltiirel bellek kavrami igin Jan Assmann’in Kiiltiirel Bellek galismasina bakilmali: Assmann 2001.

41 Birkag y1l 6nce miizik tarihi yazimi baglaminda bu durumu inceleyen bir yazi yazmis ve bu degisim kategorisinin sonucu
olarak “kiil” kavrami 6nermistim. Bkz. Pekin (2013, s. 68); Pekin (2015, s. 62).

42 Umberto Eco agik yapit fikrini, klasik miizik siirecinden gegen bir miizik tarihinin yakin zamanlarinda bestelenen kimi
yapitlari iizerinden olusturmustu: Karlheinz Stockhausen’in Klavierstiick XI, Luciano Berio’nun Solo Fliit I¢in Sekans, Henri
Pousseur’iin Degisimler ve Pierre Boulez’in Piyano I¢in Ugiincii Sonat’1. Bkz. Eco (2000, s. 62-63 ve kitabin tamami).
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birkag goriingii var ki bizim de ondan 6diing alarak bu alanda kullanmamiza olanak
saglayabilir. Bunlarimn ilki nota: eski Avrupa klasik notalarinin tersine, besteci yapitin
smirlarmi kesin olarak belirlememis oldugundan sesleri simgeleyen yeni dizge de bu
istegi yerine getirmek {izere olustu.** Bu “yeni nota” icraciya sonsuz bir yorumlama
olanagi saglamistir. Ama Osmanli bestecisi notaya hi¢ gereksinim duymadi; miizigin
kendini temsil eden, ardinda bir miizik oldugunu gizleyen simgeler dizgesine higbir
zaman sahip olmad1.* Icracinin eline higbir zaman yazili bir metin verilmedi. Osmanl
miizik kiiltiirli, gdstergenin —Pierce terminolojisiyle sdyleyelim— yorumlayan (ing.
interpretant) bolimil i¢in zihindeki/bellekteki seslerin yerine konulabilecek yazili bir
nesneyi ongdrmemistir. “Perde” (Ing. pitch), Osmanli miiziginde bir frekanstan baska
bir seydir; iki ses arasindaki bir takim orantilardir bunlar ve pespese dizilmeleriyle
olusturulmus ya da o anda olusturulabilecek yeni bir biitiin fikri vardir icracinin
zihninde. Bunun i¢in de icraci bir yaziy1 yorumlamak gibi bir zorunlulukla karsi karsiya
degildir Osmanl miizik kiiltiiriinde. Bellegindeki bir ezgiyi ifade etmek i¢in bildigi tiim
araglan® kullanarak miizigi bir kez daha icra eder. Icracmin 6zgiirliigiinii kisitlayan,
kagmamayacagi iki kosul vardir: miizisyenin, giiclii bir liyakat ilkesine dayali megke ve
hocasina sadakati ile ehl-i meclisin zevk 6lgiitlerini dogrudan yansitan denetimi.

Eco’nun goriingiilerinden ikincisiyse yapitin her icrada yenilenmesi, asla
tamamlanmamasidir. Osmanli kiiltiir paradigmasinin toplumsal ve kiiltiirel iligkileri
kendi dogalligi i¢inde canli tuttugu zamanlarda yapitin tamamlanmamasi, kendi
0zgiin kosullarinda olugmus varolugsal bir dinamikti ve belli bir bestecisi olan
yapitin siirekli yenilenme ve degisme goriinglisiinii yaratmisti.** Osmanli meclisinde
somutlasan yapitin yenilenme stireci, siirekli bir “degisim” kategorisi ortaya koyan
zamandigi bir yinelenmenin sonucudur. Osmanli miizik ideali, yenilenmenin bu
zamandisiligiyla beslendi diyebilirim.

Degisimle yapitin bestecisi ortadan kalkmadi, ama bestecinin yapitt tamamlamak
ve tabii ki asla tamamlamamak iizere bilerek icraciya teslim etmis olmasi, degisim
stirecine dayanabilen yapitlarin*’ her zaman taze ve canli kalmasini da sagladi Gte

43 Kimi ¢agdas besteciler, porte iizerine yazilan bildigimiz nota yazisini kendi miiziklerinin temsili i¢in yeterli gormemis
olmalilar ki ¢ok ¢esitli yazi tiirleri gelistirdiler. Boylece neredeyse her yapit igin 6zgiin olan, bundan dolay: da icractya
ogretilmeyi zorunlu kilan (!) birgok yazi bigimi ortaya ¢ikt1.

44 Ali Ufki’nin porte yazisi, Kantemiroglu ve Nayi Osman Dede’nin harf yazilari, Hamparsum Limonciyan’in Ermeni
harflerine dayali miizik yazisi, yapiti saklama amacini tagimistir. Miizigin icrasiyla ilgili islevleri hi¢ olmadi.

45 Bu araglari miizigin zaten var olan perde ve usul gibi degismezleri disindaki, s6zgelimi appoggiatura, carpma, legato,
portamento, glissando, daha sessiz ya da daha giiriiltiilii calma, tempoyu degistirme (hizlanma-yavaslama, rubato) vb. 6geler
olarak aliyorum.

46 19. yiizyildan bu yana ¢okg¢a kullanilmis olan Hamparsum notasi en azindan repertuvarin yazili olarak saklanmasini bir
Olgtide saglamigtir. Ama bununla elde edilen birikimi verimli bir bigimde herhangi bir kimsenin kullandigini sdylemek
miimkiin degil —ne besteleme, ne de repertuvar alanlarinda.

47 Sozgelimi Seyhiilislam Esad Efendi, Atrabii’l-dsdr’inda Osmanli’da miizigin kurucu babasi sayilan Itri’nin (1640?-1712)
bini agkin parca besteledigini yaziyor, ama bugiin 42 yapit biliniyor yalmzca (Oztuna, 1990, s. 1/375). Geriye kalan 960’mn
tizerinde yapit 18. yiizyilin baslarindan bu yana unutuldu gitti. Ben A#rdbii’l-dsdr’in Cem Behar yaymini kullandim: bkz.
Behar (2010, s. 230-231): “Semme-i ‘itr-1 ma‘arif-tab‘1 olan murabba‘at ve naks ve kar[1] ‘aded-i hezardan bisyar ...”.
Keza Kantemiroglu 355 pesrev ve semainin kendi harfleriyle “nota”sini yazdi, bunlardan on altisini kendi bestesi olarak
gosterdi. Gelin goriin ki Kantemiroglu’nun bugiin sayis1 25 ile 65 arasinda degisen miktarda yapitindan sz ediliyor;
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yandan. Makam ezginin ilk 6rnegidir (prototipidir). Ezgiyi, meclis-sdyleyen-dinleyen
baglaminda bir 6nerme olarak ele alirsak icranin da bu 6nermeyi gerceklestirecek bir
ifade ortaya koyan 6zne oldugu goriilecektir. Her zaman ayni kalmakla “bestecinin
ezgisi” anonimlesmekten kurtulur, ama icrada anlatimm (ifade, ing. expression)
sirekli bagkalasmas1 6zgiinlik ve otantiklik kavramlarini ortadan kaldirir. Beste
“ne”, icra “nasil” sorusunu yanitlayandir. Anlamsal diizlemi tek basina ezgiyle degil,
icranin parametreleri olan tiirli araglar uygulanarak elde edilen anlatimin igindeki
“0z”le ortaya c¢ikacaktir. Yahya Kemal bu 6zii siirin i¢indeki miizikte, siirin 0ziine
zorunlu olarak bagh gordiglii —kendi sozciikleriyle sdyleyeyim— “der(ini ahenk’’te
buluyor: “Siir bir nagmedir. Lakin Frenklerin kugu nagmesi dedikleri ¢ok nadir ve
halis bir cevherdir. Bu nagmeyi ifade etmek i¢in vezin ve lisan ancak ve ancak bir
alettir.” (Yahya Kemal, 1971, s. 48)*

Siir kendi 6ziinii miizikte buluyorsa, miizigin 6zili nerede ¢ikacaktir karsimiza?
Dionysoscu icracinin yaratacagi anlatimin katharsis’inde...*

“Antoloji”

Anlatimm somutlagsmasi sirasinda aldigi bigime miizik terminolojisinde
tavir deniyor. Osmanli miiziginin varligint yapit birikiminde ve bu birikimin
kategorilesmesinde degil de bu tavirda aramak gerekir. icra tavrmin korunmasi
miizigin korunmasi anlamina gelir; bunun gelenek icinde degigsmesinden bir kaygi
duyulmaz da tamamen kaybolmasindan dehsetle korkulur. Gelenegin yitirildigini
hisseden Rauf Yekta Bey gibi son dénem bir¢ok Osmanli miizik aydini yapitlarin
farkli icralarindan hosnut degildi, bundan yakinmiglardir. Rauf Yekta Bey, Nayi
Osman Dede’nin (1652-1726) bestesi Miraciye’nin bozuk tavirla okunmasindan ve
onlardan ¢ok farkl icra eden Ismail Dede Efendi’nin soylu tavrinin kaybolmasindan
derin tiziinti duymustur.>

Osmanli miiziginin son temsilcilerinden megk etmis olan Miinir Nureddin Selguk,
hocalarindan bunun bir “hanende miizigi” oldugunu 6grendigini anlatmisti; miizigi

sazkar makaminda bir pesrev ve saz semaisi de ¢aliniyor. Bu yapitlar Kantemiroglu’nun yazdiklarinin higbirinin tarzina
benzememekle kalmiyor, o donemde bilinen biitiin makam ve terkipleri tek tek agiklamasina karsin sazkar makamimin —
tanimini birakin— adina dahi rastlanmiyor kitabinda. Bkz. Kantemiroglu ve Tura 2001.

48 Tiirkge nin biiyiik sairinin bu yolda Tanr1’dan dilegi var, Ses baslikli rubaisinde dile getirdigi:

Ya Rab ne miisdvat: ne hiirriyeti ver
Hattd ne o yoldan gelecek sohreti ver
Hep negve veren agki terenniim dilerim
Ya Rab bana bir ses yaratan kudreti ver

49 “Dionysos¢u” ve “Apolloncu” karsithgr ya da belki uzlasmacili§i igin Nietzche’nin zihin agic1 kitabi Tragedyanin
Dogusu’na, tiim sanat kategorileri i¢in agiklayict anlamlarla yiikli “katharsis” i¢in Aristoteles’in Poetica’sina bakilmali.

50 Yekta (1925, s. 166): “Hac yolunda Dede’ye giizide sakirdlerinden Delldlzade isma‘il Efendi ile Mutifzade Ahmed Efendi
refakat ediyorlardi. Yolda Dede Efendi sakirdlerine Nayi ‘Osman Dede merhimun meshir Mi rdciye’sinin bestesini mesk
etmis idi. Bahariye Mevlevihanesi seyhi merhim Hiiseyin Fahreddin Efendi bu besteyi Mutafzade’den temessuk etmis
ve tamamiyle kimseye 6gretmege muvaffak olamadan irtihal etmistir. Mi rdciye’nin zamanimizda Hazret-i Siinbiil Sindn
dergahinda ve sd’ir mahallerde okunan ve birgok cihetlerinin kiilli tahrifat ve ilavata ugradigi siiphesiz bulunan tavri ile
Dede’den intikal eden tavr-1 mahstsu arasinda gok esasl farklar vardi. Maa‘t-teesiif o tavir bugiin unutulmusdur.”
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bir “fem-i muhsin”den, yani iyi, giizel sdyleyen bir agizdan 6grenmek gerektigini
ekliyor yazisina. Bu fem-i muhsin, yukarida sz ettigim yaratici icracidan bagkasi
degil; yarattigiysa her zaman taze olan anlatim bi¢imi, tavridir. Miinir Nureddin’e
kulak verelim:

Pek kiigiik yaslarda musiki 6grenmege basladigim siralarda, hocalarimdan isitip her zaman
hatirladigim mithim sézlerden bir tanesi de: Tiirk musikisi hanende musikisidir. Bunu da
ehlinden ve bir “fem-i muhsin”den 6grenmek gerektir; s6zii olmustur.

Dinisinde ve gayri dinisinde dortte iicli ses eserlerinden miirekkep bulunan musikimizi
hakkiyle 6grenmek ve layikiyle terenniim edebilmek i¢in, fikrimce bunu muhakkak olarak
eskilerin dedikleri tarzda yapmak; iyi ve sahib-i salahiyet bir agizdan favir ve edasi ve biitiin
incelikleriyle mesk ve talim etmek lazimdir. Eski zamanlarda mebzulen yetisen iyi tavu[i]rlu
okuyucularin nerelerden ve ne suretle yetistikleri tetkik olunursa, bunlarin, o devirlerde Tiirk
musikisinin konservatuvarligini yapan endero[u]nlarda, muzikalarda, muhtelif tekkelerde ve
Istanbul’un muhtelif semtlerinde meveut vukuflu ve tavu/i]rlu iistadlarindan uzun zamanlar
onlerinde diz ¢okiip adab ve erkaniyle, biitiin usul ve incelikleri ile meskederek dgrendikleri
ve bu sekilde yetistikleri anlagilir. Bu hal takriben, bundan 20-30 sene evveline kadar devam
etmekte ve sehrimizin her tarafinda mevcut bu tstadlar, muhitlerindeki miistaid ve evsafi
haiz okuyuculari, kulaklarina fena nagmeler, yabanci tavu[i]rlar girmeksizin iyi bir sekilde
yetistirirler ve musikimizin iyi agizlardan dinlenmesine vesile olurlardi. Bu meyanda ben de,
kiiciik yasimdan itibaren zamanimizin biiytlik iistad okuyuculart olan hoca Ziya bey, hafiz
Ahmet efendi, Hiisameddin bey ve emsali zevattan senelerce mesk ve istifaza[de] ederek bir
seyler 6grenebildim (Selguk, 1947, s. 3).°!

Osmanli’nin son donemine yetismis hocalardan mesk etmis olan Alaeddin
Yavas¢a, hocasi Miinir Nurettin’in “kendinden Oncekilerin seckin vasiflarini
sahsinda topladig1i” ve onlardan edindigi “malzeme iizerinde temiz ve bugiine
hitap eden bir iislup binasi insa ettigi”ni ileri siirmiistii. Yavasca’ya gore tavir
“ustadan kabiliyetli ¢iraga intikal edebilecek 6nemli bir meziyettir” ve “baska yol
masiki degil, vasifii veya vasifsiz isciliktir.” Yavasca, degisen ifade yollarina kars
¢ikmiyor; “ustadan ¢iraga tevdi edilecek” kriterlerin “misiki heyecani, aski, hevesi
ve lstlin duygular1” ile “makbul bir tavir” oldugunu ileri siirliyor (Yavasga, s. 1981a,
9). Buradaki anahtar s6zciik “makbul”diir. EAl-i meclis ile erbdb-1 musikinin kabul
edecegi bir tavir tiim gelenegi temsil edebilme niteligine sahip olacaktir. Burada
degisimi engelleyen bir sey olmadig1 gibi, aksine fem-i muhsinin yeni bir anlatim
bicimi ortaya koymasi beklenir.

Icranin yinelenmesiyle elde edilen “degisim”in kendisi siireklilik kazanmistir.
Boylece degise degise gelen, her zaman kesitinde yenilenen, ¢ogu unutularak eksilen,
bu sirada yenileri bestelenen, iistiinden zaman gegip icra edilmedigi i¢in yine unutulan
bir toplamdan s6z ediyoruz bugiin. Gelenegin sonuna dogru bu yitimi hissedenler,
kalanlar1 kagit iizerine kaydetmeye giristiler. Boylece yeni bir orijinal kavrami ortaya
¢iktl. Osmanli modernlesmesinin kurumlarindan olan Dariilelhan’da olusturulan

51 Dergide yayimlanan yazim bigimini oldugu gibi korudum, ancak baglama iliskin olarak kimi yerlerde italikle vurgu yaptim.
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Tarihi Tiirk Misikisi Eserlerini Tasnif ve Tesbit Heyeti’'nce> segilip incelenerek 180
pargalik toplam yayimlandi. “Tiirk musikisinin klasik repertuvar1”ni1 bu Dariilelhan
Kiilliyati simgeler.

Yahya Kemal 1935 yilinda Yedigiin Mecmuasi’nda yayimlanan bir sOyleside
bakin neler sdyliiyor: “Eski siirimizin en miteber divanlarini ele almaya gelmez.
Yeknesakliktan Fuzili ve Nedim gibi sairler bile gézden diiser. En dogrusu bu biiyiik
rihlarin berceste misralarini veyahut beyitlerini bir antolojide okumaktir.”>* Yahya
Kemal’in 6zledigi bu seckiyi Osmanli miizik kiiltlirli, begenmediklerini eleyip
sevdiklerini saklayarak kendiliginden yapmig goriiniiyor: Osmanli seckininin ve
miizisyeninin ortak belleginde korunan bir “antoloji”.

52 Onceleri Rauf Yekta Bey, Ahmet Irsoy, Ali Rifat Cagatay’dan olusan bu kurula sonradan Suphi Ezgi ve Mesut Cemil Bey de
katilmist1.

53 Surada yeniden yayimlandi (Yahya Kemal, 1971, s. 259). Miizik birikiminin bir antolojiyle agiklanmasi konusunda ayrica
bkz. Pekin (2013, s. 68).
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Extended Summary

“Fem-i muhsin” or the Creative Performer

Ersu Pekin'

Abstract
Music, due to its nature, uses sounds instead of words; this natural structure of music, in turn, makes music unique in
playing a mediating role between cultures and societies. The meanings that music has gained during its formation in
Istanbul, has been constituted by Istanbulite musicians, Istanbulite gentlefolk, Istanbulite elites and Istanbulite people
who have been living and producing within the extraordinary experience of acculturation in a multi-religious and multi-
lingual demographic structure that can rarely be found anywhere else. Music was formulated mostly within the social
gatherings of the Istanbulite elites and gentlefolk. Joint performances of musicians from differing traditions and with
different musical styles and who have practiced with different people in the same gatherings resulted in an exchange of
styles, attitudes and expressions. Although each era has a general understanding of music, differing performance styles
have always prevailed. These differences are not limited to style; it is also known that from time to time different magam
conceptions have emerged. Performance of music involves two groups: performers and listeners. The performers need to
fulfill the requests of the listeners and to satisfy them. The performer’s music was accepted or rejected by this reaction of
the listeners. This was the most significant function of the social gatherings in the formation, the preservation, and the
maintenance of the tradition of music. The subject of all these processes was the musician who was, before everything,
a professional, and also a music enthusiast. The musicians understood and constantly matched their talents against one
another. One of the characteristics of the Ottoman musician was his not using any musical notes. The Ottoman composer
never had a system of symbols representing music, while hiding the music itself. A written text was never given to the
performer. The Ottoman music culture had not employed a written text that could be substituted for the voices in the
mind/memory for the part of the sign that executes interpretation —to put it in Peirce’s terminology. Hence, in Ottoman
music culture the performer was not confronted with the necessity of interpreting a written text. He just had been per-
forming his music by using all the tools he had known to express a melody in his memory one more time. There were
two inescapable circumstances that restricted the freedom of the performer: based on a strong merit principle, musician’s
loyalty to the mashq and his master and the supervision of the gathering that directly reflected its taste. Ottoman music
was taught by a master to his student. The way to learn is to practice called “mashq,” which also refers to a way of or-
ganizing the teaching of applied arts. The teacher was transmitting “the new thing” to the student by referring to some
“constants” and “variables”. The constants were the magam and style while the variables were the lyrics. “The new thing”
was the melody,which is the musical work itself, would be loaded directly to the memory. The performer will re-create
the work of the composer, with his own musical knowledge, playing skills and emotional motives —and can repeat this

process again and again in his repeated performances. It is not wrong to name such a performer as a “creative performer”.
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Music, due to its nature, uses sounds instead of words; this natural structure of music,
in turn, makes music unique in playing a mediating role between cultures and societies.
The meanings that music has gained during its formation in Istanbul, has been constituted
by Istanbulite musicians, Istanbulite gentlefolk, Istanbulite elites and Istanbulite people
who have been living and producing within the extraordinary experience of acculturation
in a multi-religious and multi-lingual demographic structure that can rarely be found
anywhere else. And at the top of this structure was the sultan himself. In the Ottoman
Empire, which was rather a long-lasting example of the patrimonial entities of the Middle
Ages, the ultimate patron of the arts, including poetry and music was always the sultan,
whose taste invariably determined that of the society as a whole. As a result of this,
the conditions of the formation and development of music, which was a product of the
Ottoman high culture, was necessarily established by the court.

Music was formulated mostly within the social gatherings of the Istanbulite elites
and gentlefolk, who were either civil servants obliged to fulfill the duties assigned by
the palace, or the ulema educated in madrasas. Joint performances of musicians from
differing traditions and with different musical styles and who have practiced with
different people in the same gatherings resulted in an exchange of styles, attitudes
and expressions. Although each era has a general understanding of music, differing
performance styles have always prevailed. These differences are not limited to style;
it is also known that from time to time different magam conceptions have emerged.
There was not a consensus on magams in the second half of the 17" century in which
the Ottoman music culture had just begun to be established. The old books about
theory of music are not alike, musicians definitions of magam or composition were
not the same, and they argued as well as approached one another with doubt.

Performance of music involves two groups: performers and listeners. The performers
need to fulfill the requests of the listeners and to satisfy them. In a gathering listeners
were a group of people who were in close contact with the performers in a relatively
small place and they were actively reacting to the music with their body language,
mimics and even light murmurings at times. They had developed a sophisticated taste
by internalizing the minor tones exclusive to Istanbul music and their relations with
each other that were suggested by the musician. Depending on the performance of the
musician, and with the contribution of alcohol, the ecstasy of the audience was the
intended outcome of the gatherings. On the other hand, the performer’s music was
accepted or rejected by this reaction of the listeners. By this way, the performer- listener
relationship was providing a surveillance for the musical tradition. This was the most
significant function of the social gatherings in the formation, the preservation, and
the maintenance of the tradition of music. The subject of all these processes was the
musician who was, before everything, a professional, and also a music enthusiast. The
musicians understood and constantly matched their talents against one another.
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One of the characteristics of the Ottoman musician was his not using any musical
notes. Ottoman music was taught by a master to his student. The way to learn is to
practice called “mashq,” which also refers to a way of organizing the teaching of
applied arts. The teacher was transmitting “the new thing” to the student by referring
to some “constants” and “variables”. The constants were the maqam and style while
the variables were the lyrics. “The new thing” was the melody,which is the musical
work itself, would be loaded directly to the memory. The procedure of loading it to the
memory seemed to be based on repetition at first glance. All musicians already knew the
variables, i.e. lyrics; these were taught at the very beginning to the one who was eager
to learn music as a profession. The lyrics were to be memorized, just like the melody.
Using the parameters of the poems while memorizing music and using the parameters of
music while memorizing the poems creates a paradox. A set of interlocked parameters
like accents of words, long-short or open-closed syllables, poetic measure, syntax, low
or high voices, melodic measure, tempo, musical syntax and distribution of the poem
into the melody create a special field on the axis of language-poetry-music for learning,
comprehending and memorizing the new work. As a result, a common cultural memory
emerges as all the works in the memory of the musician are transferred to the memory
of a certain Ottoman elite who forms the gatherings.

By placing some lyrics into a melody with a certain maqam and style as an application
of this particular field, the musical work cannot be assumed to have been completed,
in other words not composed. The performer will re-create the work of the composer,
with his own musical knowledge, playing skills and emotional motives — and can
repeat this process again and again in his repeated performances. It is not wrong to
name such a performer as a “creative performer”. Those who would have learned the
musical work from such performers in different times and gatherings would forget the
old form of the performance losing the original source of the work. Here, Eco’s concept
of “open work” comes to mind inevitably. There are few phenomena among the many
categories of openness that Eco has suggested, so we can borrow the concept to use in
this field. Firstly, the musical note: In contrast to the old usage of musical notes, the
new system which symbolizes the sounds was formed by composers, without precisely
defining the boundaries of the work. This “new note” provided the performer an endless
possibility of interpretation. On the other hand, the Ottoman composer never needed
musical notes; he never had a system of symbols representing music, while hiding
the music itself. A written text was never given to the performer. The Ottoman music
culture had not employed a written text that could be substituted for the voices in the
mind/memory for the part of the sign that executes interpretation—to put it in Peirce’s
terminology. Hence, in Ottoman music culture the performer was not confronted with
the necessity of interpreting a written text. He just had been performing his music by
using all the tools he had known to express a melody in his memory one more time.
There were two inescapable circumstances that restricted the freedom of the performer:
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based on a strong merit principle, musician’s loyalty to the mashg and his master and
the supervision of the gathering that directly reflected its taste.

Eco’s second phenomenon is that the work would be renewed in every performance
and would never be completed. When the Ottoman cultural paradigm kept social and
cultural relations alive in its own authenticity, the fact that the work was not completed,
had created an existential dynamic in its authentic conditions and had created an
appearance of continual renewal and change in the work of a certain composer. The
process of renewing a work that has been embodied in the Ottoman assembly was the
result of a timeless repetition, which presented a constant “change” category. It can be
said that the Ottoman music ideal was fed by the renewal of this timelessness.

The composer did not disappear with the change, but he also ensured that the works
that could withstand the change process were always kept fresh and alive by delivering
the work to the performer in order the work to be complete and of course to never be
completed. Magam is the prototype of a melody. If we treat the melody as a proposition
in the context of assembly (gathering)-performer-listener, it will be seen that the
performance is the agent that presents an expression that will fulfill this proposition.
Always staying the same, the “composer’s melody” survives the anonymization, but
the constant transformation of the expression in the performance removes the concept
of authenticity. The performance answers the question of “how” while the composition
answers the question of “what”. The semantic plane will emerge not with melody
alone, but with “the essence” inside the expression obtained by applying various tools
of performance parameters. Yahya Kemal finds this essence in the music inside poetry;
in his words, in “the deep harmony” which is necessarily connected to the essence of
poetry. If poetry finds its own essence in music, where will the essence of music come
from? In the catharsis of the expression created by a Dionysian performer...

The form, which the expression took during its embodiment, is called tavir (style,
manner, air) in Turkish music terminology. It is necessary to look for the existence
of Ottoman music in this manner rather than in the accumulation of works and the
categorization of this accumulation. Protecting the style of the performance means
protecting the music.

Munir Nureddin Selcuk, who was one of the last representatives of Ottoman music,
had explained that he had learned this music as the ‘music of singers.” He also sang
it well, in other words from a “fem-i muhsin™ (literally a “beneficient mouth”). This
beneficient mouth is no other than the creative performer, who is mentioned above
and his creation is his expression style, or manner that is always fresh. The “change”
itself that results in the repetition of the performance, becomes continuous. Today we
are talking about a sum that comes with constant change, renewed all the time, losing
some sections that are forgotten to disappear over time, while new ones are composed
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and others completely forgotten due to not being performed for a long time. Towards
the end of the tradition, those who felt the loss tried to record the remaining music on
paper. Thus a new concept of original was born.

A total of 180 music pieces were selected, examined and published by The
Historical Council of Classification and Evaluation of the Works of Turkish Music
(Tarihi Tiirk Musikisi Eserlerini Tasnif ve Tesbit Heyeti) that was established by
Darulelhan’, which was one of the institutions of Ottoman modernization. This body
of work that can be referred to as “the complete works of Darulelhan” represents “the
repertoire of Classical Turkish Music”.

Yahya Kemal says, “It is not a good idea to analyze the most prestigious divans
of our old poetry, since even great poets such as Fuzuli and Nedim fall from grace
because of uniformity. The best way is to read these great souls’ elegant verses and
couplets from an anthology.” This selection that Yahya Kemal yearned for seems
to have been created by the Ottoman music culture, which naturally eliminated the
disliked and keeping the liked ones, thus creating an “anthology”.
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Ek1
III. Selim ve II. Mahmud Déneminde Saraydaki Fasillara Katilan Miizisyenler®

I11. Selim I1. Mahmud Gorev gorev yeri

‘Abdi Beg (Kiipeli Cavus) ‘Abdi Beg (Kiipeli Cavus)  musahib

‘Ali Aga ‘Ali Aga kemani saray

‘All Efendi ‘All Efendi kemani saray
Avatya birun

‘Aziz Beg cavus

Basmaci ‘Abdi Efendi birun

Cennet Filizi ‘Abdii’l-kerim A s an

Efendi imam-1 sehriyari saray

Calili Dervis Mehmed Dede nay-zen basi Yemk'apl Mevievi-

hanesi
Cilingirogli Ahmed Aga Cilingirzade Ahmed Aga
Mevlevi dervisi, Yenikap: Mevlevi-

Dede Dervis isma‘il Efendi

Dede Dervis isma‘il Efendi

miiezzinbas1 hanesi, saray
Dellal-zade Isma‘il Aga Dellal-zade Isma‘il Aga
Denizogli Emin birun
Edhem Aga (Kiigiik) sazende
Edhem Beg kemani
Emin Efendi cavus
Eyyubi Hafiz Ahmed Efendi
Fazil Efendi Fazil Efendi mii’ezzin-basi saray
Fisdik Sa‘id Aga
Halil Efendi gavus
Hasan Aga ser-mahfil
Hasim Beg (Seyyid Mehmed Hasim Beg (Seyyid Mehmed
Aga’nin oglu) Aga’nin oglu)
Hatif Efendi musahib saray
Hizir Aga-zade Sa‘id Begefendi sa‘ir saray
Hiiseyin Efendi Dervis birun
Hiseyin Pasa cavus, ferik
Hisni Aga, Hiisni Aga mii’ezzin saray
Ibrahim birun
ibrahim Efendi ser-mahfil
‘Izzet Aga ‘Izzet Aga bascavus saray
‘Izzet Efendi ‘Izzet Efendi Tobhar}e hatibi, . birun
sultan imamu, sair
Kasideci-zade Nuri Efendi imam-1 evvel birun
Komiirci-zade Hafiz Efendi
Markar birun
Mes‘td Pasa mir-liva
Mirin birun
Muhyi’d-din Aga Muhyi’d-din Aga
Mustafd Aga (mii’ezzin-basi Kkemani saray

Sakir Efendi’nin kardesi)

Mustafa ‘izzet Efendi

nakibii’l-esraf

Necib Aga (Kegi ‘Arif
Aga’nin ‘acemisi)

tanbri

3 Ata, I11/253.
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I11. Selim I1. Mahmud Gorev gorev yeri
Nikogos birun
Numan Aga Numan Aga tanblri saray

. N kemanti, kilar

Osman Aga kethudast

‘Osméan Beg (Zeki Mehmed

Aga’nin oglu)

‘Osman Efendi cavus
Ovanis (Haskoylit) birun
Rasih Ibrahim Aga cukadar saray
Rif*at Beg (Seh-levendim Hafiz RlAf‘at ]3 °s (Se}l lev?nfhm
‘Abdullah Aga’nin oglu) H.a fiz *Abdullah Aga’nin

oglu)
Riza Efendi kemani birun

Sa‘dullah Efendi (Vasif

Bey’in kardesi)

Sa‘id Beg (Hizir Aga’nin

oglu)
Sa‘id Efendi Sa‘id Efendi nay-zen, musahib saray
Sa‘ld Dede Efendi birun
Salih Dede birun
Salih Efendi Salih Efendi musahib saray
Sami ‘izzet Efendi (Rasih e
ibrahim Aga’nin kardesi) sa 1r, gavus saray
Suyolci-zade Salih Efendi Suyolci-zade Salih
Sakir Efendi mii’ezzin-basi saray
Sehlevendim Hafiz ‘Abdullah
Aga

Semsi Aga sazende, gukadar
Sevki Efendi Sevki Efendi iin(‘)l{au n;;;:;gr’fna_ saray
Tatar es—seAyy.id el-héf: Hafiz imam-1 evvel, ka- saray
Ahmed Kamil Efendi zasker

Tiryaki Sa‘id Aga

(Uskudari)
Todoraki birun
Zeki Mehmed Aga Zeki Mehmed Aga

Ek 2
Semih Miimtaz S., Evvel Zaman Icinde: Canli Tarihler (fstanbul: Tiirkiye Yaynevi, 1946, s. 65-66).
(Semih Bey’in 6zgilin dilini ve yazimini, dizgi yanlislari disinda, oldugu gibi korudum, gerekli
gordiigiim bir iki yere [ ] imi arasinda kimi agiklamalar ekledim.)
Ortakdy’deki Cifte Saraylar’dan biri olan Zekiye Sultan’in sarayima ve kocasi Nurettin Paga’nin
dairesine girdigimiz zaman bir hayli kalabalikla karsilasmistik. Misafirler birinci kattaki biiyiik
sofada saz hey’etinin saginda ve solunda oturmuslardi. Ortada miikemmel bir biife vardi. Doktor

Besim Omer Pasa (sultan bu pasay1 ¢ok sevdigi ve kendisinin ebesi oldugu icin her ziyafette
bulunmas1 muhakkakti.)

Kaptan Pasa’nin —yani Bahriye Nazir1 Hasan Paga’nin— oglu Hilmi Bey ve emsali belki sarayda
bulunduklart i¢in arak nusetmezlerden [raki igmeyenlerden] olduklarindan bir kdsede oturmuslar etrafi
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seyrediyorlardi. Saz hey’eti de (aklimda kaldigi kadarimni sdyleyeyim) sunlardan miirekkepti. Tanburi
Cemil, Udi ibrahim, Kemengeci Tatyos [kemani olmal], Kemani Memduh, Kanuni Arif [Kanuni Hac
Arif Bey], Santurl —ismini unuttugum ihtiyar bir zat [Edhem olabilir]- Hanende Karakas, Osman,
Hafiz Asir Efendi vesaire. Amedi hilefasindan [yaz: islerinin yapildigi Babiali'nin en seckin kalem
odas1 katiplerinden] Tevfik Pasazade Refik ve refiki Miifit beyler de bizden sonra geldiler.

Busofadan yukartya ¢ikan merdivenin kapilari agikti. Karanlikti da! Anlasiliyordu ki iist kattaki sofada
Zekiye Sultan’la misafirleri bulunacaklardi. Bunun derhal itham eden keyfiyet de harem agalarinin bu
merdivenler {izerinde ve ayakta olarak elpence divan durmalari oluyordu. Sarayin bu aksamki misafir-i
hass1t Misir Hidivi Abbas Hilmi Paga’nin anast Emine Hanimefendi idi [*“Valide Pasa” diye taniniyordu].
Bu hanimefendi sik sik Zekiye Sultan’a gelirdi ve fevkalade olarak iade-i ziyaretine gidilirdi.

Bu gece temmuz aymnin on altinct gecesiydi. Bu sazin seradhengi, yani sef orkestrasi [chef
d’orchestre] Tatyos’du. Buadama musiki san’atkarlarinin hemen hepsi hiirmet ederlerdi. Ve fasillarin
bir goguna onun pesrevleriyle baslanirdi. Tanburi Cemil Bey ise her sazin {istiinde, tanburu ile veya
kemengesi ile her nagmenin basinda tasavvurun yetismiyecegi bir kuvvetle hiikiimran oldugu i¢in
her hangi bir fasli veya makamu tercih etmez, hangi yolda olursa olsun en basta yiiriirdii. Bu gibi
saz alemlerinde bir kaide daha vardi. Misafirlere igecekleri igkiyi usaklar verirlerdi; kimse yerinden
kalkmaz; bahusus konusmazdi. Cerezler bile ufak tepsiler iginde verilirdi. Husu ve hiirmetle saz
dinlemek bir kaide olup kalmigti. Herkes buna bagli idi. Ve ortalig1 rahatsiz edecegi his olunan
kimse, kim olursa olsun bir tarafa ¢ektirilirdi.*

Zekiye Sultan, babasinin en sevgili ve en biiyiik kiz1 oldugu i¢in kocasina toz kondurmaz; onu
daima miidafaa eder; bu gibi eglencelerine miimanaat ettirmezdi. Padisah da raki alemlerini giinah1
kadar sevmemekle beraber bu gibi eglenenlere pek de karismazdi.

Yalniz bu giina gecelerde harem kapilari kapandiktan sonra ortaya serbestlik gelirdi. Bu aksam da
Oyle oldu. Zekiye Sultan, arkadaslariyla beraber aralarinda taksim olunmast i¢in Tatyos Efendi’ye
yiiz elli altin kadar bir hediye gonderip harem dairesine gittikten sonra sazin; bizim anladigimiz
manada keyfi ¢ikmisti. Nurettin Paga piyanosuna gegerek sez hey’etine iltihak etmisti. Biraderi
Cemal Bey de tanburunu ele almigt1. ...”

4 igkiyi kagirip da gevresini rahatsiz etme olasiligi bulunan kimselerin meclis disina alinmasi kurali, eski Dionysos
symposion’larina dek geri gider. Osmanli meclislerinde bu gérevi basindan beri saki yerine getirirdi —olasi taskinliklarla
meclisin huzurunun bozulmasina Karsi etkili bir 6nlem.
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Aragtirma Makalesi

Osmanh Misikisinde “Havas Begenisine Mahsusiyet”in
Tezahiiri Olarak Klasik Uslap

Okan Murat Ozturk'

Oz
Saray adabina uygun tarzda yetistirilme ve kulturlenme bir ol¢tt olarak alindiginda, Osmanl toplumunu,
bu terbiyeye sahip olanlar (havas) ve olmayanlar (avam) seklinde iki katmanl bir sosyal tabakalasmaya tabi
tutmak mumkundir. Buna karsilik, havas ve avam begenisine mahsus masikilerin her ikisi de, masikiyi
sekillendiren dort temel unsur (perde, nagme, makam ve ustl) acisindan ortak 6zellikler sunar. Bu ozellikler
zemininde, iki tabakaya 6zgii musikiler arasindaki temel farkliliklarin, bilgi ve tslap alanlarinda ortaya
caiktigr goralir. Bu noktada ozellikle havas begenisi icin tretilen ve icra edilen muziklerin tislap bakimindan
nasil farklilasugi sorusu énem kazanir. Basta padisah ve hanedan olmak tuzere havas tabakasina mensup
muhtelif kisi, grup ve muhitler, Osmanh dunyasindaki tim sanat ve ilimlerin baslica hamileri olmuslardur.
Bu makalede havas begenisi icin bestelenen musiki eserlerinin tuslap farklihig: tizerinden ozel ve ayricalikl
hale geldigi tizerinde durulmaktadir. Bu olgu, burada, 6zel bir muzik repertuvari ve tslabunun gelisimi
bakimindan kanonlasma ve klasiklesme surecini analiz etmek maksadiyla, temel bir etken olarak ele
alinmaktadir. Osmanli elitinin musiki sanatin1 himaye etmelerindeki temel beklentilerinden biri de, kendi
musiki begenilerini yansitan incelikli bir klasik tuslap gelisimini saglamak olmustur. Bu durum, meselenin;

statii, kimlik, begeni kilturt ve aidiyet gibi sosyolojik konularla olan baglantisini acik¢a ortaya koymaktadir.

Anahtar Kelimeler

Osmanli Havas Masikisi ¢ Kanonlasma ¢ Klasiklesme ¢ Statii ¢ Sosyal Kimlik ¢ Begeni Kiilturt

1 Okan Murat Oztiirk (Dog. Dr.), Bagkent Universitesi Devlet Konservatuvari, Miizik Béliimii, Baglica Kampiisii Fatih Sultan
Mahallesi Eskisehir Yolu 18.km 06790, Etimesgut, Ankara. Eposta: mozturk@baskent.edu.tr

Atif: Oztiirk, O. M. (2017). Osmanli masikisinde “havas begenisine mahsusiyet”in tezahiirii olarak klasik iislip. Sosyoloji
Dergisi, 37(2), 343-378. http://dx.doi.org/10.26650/TJS.2017.2.0006
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Osmanli Imparatorlugu’nda, 18. yiizy1l sonlarina dek, salt iktidar ve hiikiimranlik
acisindan degil, fakat saray adabina uygun bir gorgili ve terbiyeyle yetisme (etiguette)
ve kiiltiirlenme bakimindan; bu gorgii ve terbiyeye sahip olanlar (havas) ve olmayanlar
(avam) seklinde, esnek bir sosyal tabakalasma mevcuttur (Gogek, 1999; Kafadar,
2009; Quataert, 2004). Kabaca yonetenler ve yonetilenler ayrimma denk diisen bu
tabakalasmada, statii, rol, aidiyet, sosyal kimlik, begeni kiiltiirii ve hayat tarz1 gibi
sosyolojik unsurlarin 6nemli belirleyicilikleri vardir. Bu ayrimda havas; ekonomik,
kiiltiirel, toplumsal ve simgesel agilardan ayricalikli bir sosyal tabaka teskil eder ki
burada 6zellikle hanedan, saltanat ve saray kiiltiirli merkezi bir rol oynar. Saray adéab
ve egitimi yoluyla nitelik kazanan havas mensuplari, imparatorlugun tiim yo&netim
kademelerinde goreve getirilme konusunda imtiyazli bir topluluk olusturduklarinin
bilincindedir. Bu biling, hanedan ve havas mensuplarinin, kendilik algilarinda ve bu
algmin ingasinda, onlarin ilim ve sanatlarla, hamilige dayali bir iliski kurmalarmin asil
belirleyeni olmus goriiniir. Osmanli toplumunda, basta hanedan olmak iizere havas
tabakasinda yer alan kalemiyye, seyfiyye ve ulema mensuplari, sanat ve ilimlerin baglica
hamileri durumundaydilar (Belge, 2005; Degirmenci, 2012; Inalcik, 2003). Ozellikle
Osmanli padigahi, sahip oldugu tiim imtiyazlarla, bu himaye sisteminin en tepesinde
yer almaktaydi. Kokleri ¢ok eskilere dayanan bu himaye gelenegi, hiikiimranlik ve
hanedanlik imtiyazlar1 temelinde, saray kiiltiirli ve 4dabinin gelistirilmesi, 6grenilmesi,
aktarilmas1 ve tatbikinin de belirleyicisi olmustur. Sultana sadik devlet erkaninin
yetigtirilmesi, bu egitim ve adabin esas gayesiydi. Gocek’e gore:

Sultan ile onun kapi halki mensuplar arasindaki hamilik bagi, bunlarin saraya alinmasi,
egitilmesi ve gorevlendirilmesi esnasinda olusuyordu. [...] Bu yeni iiyeler, sembolik olarak,
miinhasiran sultanla ilintili olan yeni bir toplumsal kimlik ve yeni bir nesep ediniyorlardi.
[...] Hamilik agi, sultan kendi kisisel hamilik roliinii devam ettirdigi miiddetge, kendisini
yeniden tretmekteydi (1999, s. 63).

Osmanli’da havas ve avama mahsus misikiler, mlsikiyi olusturan dort temel
unsur (perde, nagme, makam ve usil)? agisindan ortak bir yapiya sahiptir.® Esasen bu
ortak yap1, Dogu ve Islam medeniyeti iginde yer alan muhtelif iilke, devlet, halk ve
kiiltiirler agisindan —diin oldugu gibi bugiin de— gegerlilik tagir. Bu nedenle havas ve
avama mahsus musikiler arasinda goriilen muhtelif farklarin —Jeune sdylemde iddia
edildigi gibi— yapisal veya kokensel bir ayrim olarak degerlendirilmesinin, ideoloji

2 Perde: Musikinin temel ses gereci (Rast, Diigah, Segah gibi isimlerle belirtilen musiki sesi; 14. yiizyil 6ncesinde ayni zamanda
makam anlaminda da kullanilmistir). Nagme: Belirli perdeler tizerinde “kendine 6zgii” bir hareket, eda, tarz veya yiiriiyiis sergi-
leyen ve makam nazariyesine temel olusturan, tipik figlir veya motif geligsimleriyle taninan melodi biitiinii veya kesitleri (Ussak
nagmesi, Hiiseyni edasi, Saba yiiriiytisii ...). Makam: Perde ve nagme iliskisini, ezginin “hareket etme tarz1” iizerinden tarif ve
tasnif etmek maksadiyla gelistirilmis “nazari” kavram; taninabilir nitelikteki tiim ezgi hareket tarzlari ile nagmeleri adlandirma
amactyla gelistirilmigtir. Rast makami, Isfahan makami, Irak makamu gibi...). Usal: Masiki eserlerinin bestelenmesine zemin
olusturan, belli bir vezin, hiz ve ritme sahip darp/vurus kaliplari (18. yiizyil 6ncesinde “ten tene”, sonrasinda ise “diim tek” gibi
lafizlar araciligiyla, zamanim uzun-kisa ve kuvvetli-zayif niteliklerini sozel olarak notalamak/isaretlemek suretiyle ve Berefsan,
Devr-i kebir gibi 6zel isimlerle farkliliklar1 belirtilen ritm dongiileri). Daha genis bilgi igin bkz. Oztiirk (2014b).

3 Abartilarak sdylenirse, yonetici elit polifonik [¢ok-sesli; es-zamanl yatay ve dikey dokulara sahip “¢ok-partili” (multi-par-
ted)] miizik dinlerken, siradan halk monofonik [tek-sesli; yatay dokuda, tek bir melodi ¢izgisinden olusan (single-parted)
miizik dinlememektedir. Her iki tabaka da, masikiyi, melodi, beste ve 6zellikle sarki olarak anlamakta ve begenmektedir.
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disinda gegerli bir temeli yoktur.* Ancak havas begenisi igin tretilen musikide,
belirtilen unsurlardaki 6zgiilesme (“hassa” haline gelme) noktalar1 tizerinde titizlikle
diisliniilmesi gerekir. Mesela avam misikisinde neden Darb-1 Fetih veya Darbeyn
usullerinde Orneklere rastlanmadigi sorusu, ayni zamanda, havas miusikisinde
neden Giiney Ege kiyilarinin Agir Zeybeklerine mahsus hususiyetlerin yer almadigi
sorusuyla beraber diisliniilmelidir. Bu tipik o6rnekler, iki misiki arasinda usdl
kullanimimin “musiki yapma” bakimindan temel ve ortak oldugunu, buna karsilik,
cesitli gelenek, gorenek, begeni ve aligkanliklar bakimindan, bariz bilgi ve iislip
farkliliklar1 bulundugunu agikca gosterir. Ayn1 durum, kronolojik a¢idan zaman
(6nceki masiki iisliplari) ve cografi agidan da mekan (farkli musiki kiiltiirlerine 6zgii
iisliiplar) boyutlarinda da gegerlilik tasir.

Padisah ile havasa mensubiyet tasiyan yonetici elit, ilim ve sanatlari, sadece bir
gelenek oldugu icin mi desteklemekteydiler? Yoksa bu himaye sisteminden, basta
havas kimligi, kiiltiirii ve begenisi olmak {izere, farklilik, farkindalik, aidiyet,
dayanigma, rekabet, sayginlik/seckinlik saglama gibi baska beklentileri de var
miydi1? Eger varsa, “havas begenisi” i¢in lretilmesi ve icra edilmesi beklenen
masiki eserlerinin farklilagmasi, 6zgiilesmesi, incelmesi, kanonlasmasi ve giderek
klasiklegsmesinde rol oynayan baglica sebep ve siiregler nelerdi? Bu temel sorular
tizerinde etraflica diistiniilmesi gerektigi goriiliir ki meselenin bu yonii {izerinde
bugiine dek —6zellikle de miisiki acisindan— kapsamli arastirmalar yapilmis oldugunu
sOylemek pek miimkiin degildir.

Bu makalede, Osmanli havas mensuplarindan sanat himayesine 6nem verenlerin,
sosyolojik anlamda kimlik, aidiyet, statii ve begeni kiiltiirlerine hitap etme ve giderek
de kendilik bilinglerine mahsus olmak bakimindan himaye ettikleri musikinin
hassalagmak suretiyle klasik vasfin1 kazanmasi ve yeniden-iiretimi siirecinde rol
oynayan etkenler {izerinde durulmaktadir. Boylece sanat hamisi Osmanli havasinin,
sosyal kimlik ve begeni kiiltiirii gelistirmek yoluyla kendiligini idrak ve insa etme
yaninda, ekonomik, sosyal ve siyasal bakimlardan sahip oldugu ayricaliklari, egitim
ve himaye yoluyla sanat ve miisiki alanlarinda da gergeklestirme arzu ve beklentisinin
ortaya konulmasi amacglanmaktadir. Baska bir ifadeyle Osmanli havas kimliginin,
masiki sanat1 alaninda buldugu klasik tislipla ilgili ayrisma ve 6zgiiliigiin nasil bir
sosyolojik ihtiyacla sekillenmis oldugu belirlenmeye ¢alisilacaktir.

Havas, Terbiye, Adab ve Sosyal Kimlik

Has (hdss) ve c¢ogulu olan havas (havdss) kelimesi, “mahsus, 6zel; saf, halis;
en iyi, en giizel, 6zgii; muhterem, saygin; miitehayyiz, miimtaz” gibi anlamlara
gelir (Devellioglu, 2004, s. 336, 344; Pakalin, 2004, s. 770). Toplumsal a¢idan
yaklasildiginda kelimenin; “siradan halktan farklilasmis™ ve 6zellikle de hitkkmetme,

4 Konuya dair kapsamli baz1 degerlendirmeler igin bkz. Oztiirk (2015a; 2015b; 2016a).
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yonetme, zenginliklere sahip olma “erk ve imtiyaz”imi elinde bulunduran kisi veya
gruplart belirtmek i¢in kullanildigi goriiliir’ Bu yoniliyle mutlak surette toplumsal
tabakalasmada “yukar1 ve {ist”u; kiiltiirel ve egitsel nitelikler bakimidan “yiiksek”
olani; gii¢, sermaye ve iktidar bakimlarindan da “{istiin” ve “imtiyazli” olmay1 ifade
eder. Osmanli toplumu agisindan has, havas ve hassa; smif, statii ve imtiyazlar
baglamindaki tiim 6zellik, 6zerklik ve 6zgiiliik unsurlarini belirtmis olur. Toprak, arazi,
vergi, sahsa mahsus hizmetler, alanlar, kullar ve mekanlar, bu imtiyazlar sisteminin
kapsamina dahildir. Has bagce, has oda, has ahir, hazine-i hassa, mehteran-i hassa,
ehl-i hiref-i hassa gibi ifadeler, tamamen padisaha 6zgli ve 6zel nitelikteki esya,
mekan, vazife veya hizmetler i¢in kullanilmaktadir. Bir “nitelik” ve “ziimre” olarak
“havas” ise, padisahin takdir, karar ve emri lizere, yonetim bakimindan belirtilen
ayricaliklar sistemine dahil olmus saray gorevlileri, “kap1 halki1”, seyfiye, kalemiye
ve ulemaya mahsus gorevli, hizmetli ve iiyelerden olusur. En yukarida, kesin surette
padisah vardir ve derece derece, havas, kendi i¢inde de degisik mertebelere sahip
olacak tarzda tanzim edilmistir (Inalcik, 2011). Padisah disinda havasa dahil olan
diger tiim grup, kesim ve gorevliler, padisah nezdinde “kul” statiisiindedir.

Havasa mensubiyetin bas gerekliligi; dil, davranis, adab, kiiltiir ve en 6nemlisi
terbiye bakimlarindan “yetistirilmis” olmaktir. Bu temel “vasif”’, havas ziimresine
mensup herkes acisindan “elzem” ve ayirt edicidir. Terbiye gormemislik, kiiltiirden
yoksunluk, nezaket ve zarafetten nasibini almamislik, ilim ve sanatlardan anlamamak
ve bunlara doniik hamilik, banilik gibi vasiflardan yoksunluk, havasa mensubiyetin
zaruretlerine sahip olmamak anlamma gelir.® Bu yiizden de hiikkmetmeye dair
otoriteye, gii¢ ve kudrete sahip olunmasi, havasa mahsus ayricaliklardan ancak bir
kismina (ve hatta “kaba” kismina)’ sahip olmak demektir. Havas fertlerinden, egitim
ve yetistirilme itibariyle incelmeleri beklenir. Bu anlamda saray hayati, temel aldig1
tiim gii¢ iligkilerine ragmen, kiiltiir bakimindan medenilik, 4dab-1 muageret, nezaket,
zarafet, hiirmet, iltifat ve letafetle sekillenme gelenegine sahip olmustur. Bu hayatin
icinde mubhtelif ilim ve sanatlar da hemen her zaman (bazi tutucu padisahlar ve
onlarin akil hocalar1 diginda) yer bulmustur. Sanatlarin en baginda ise mutlak surette
siir ve musiki gelmistir.

Havas mensuplari, egitim ve yetismelerinin geregi olarak, siir ve misiki gibi
sanatlarda, sair ve bestekarlarin verdikleri eserlerde bulunmasi gereken teknik, fen

5 Pakalin’in (2004, s. 112) “avam” i¢in verdigi; “ilim ve marifetten nasipsiz ve i¢timai mevkileri asagi olanlar [...] Ayak takimi
[...] Mukabili ‘havas’tir” seklindeki agiklama, bu makalede konu edilen statii odakli ayrim agisindan 6nemlidir.

6 Osmanli havasinin tiimiiniin sanat hamisi veya bani oldugunu iddia etmek miimkiin degildir. Ama gerek “iyi bir isimle yad
edilme”yi isteme, gerekse kisisel entellektiialite agisindan 6ne ¢ikan isimlerin, ayni zamanda sanat himayesine, sehrin mamur
hale getirilmesi anlaminda mimariye 6zel bir 6nem veren ve destek olan havasa mensup kimseler olduklari da bir gergektir.

7 Osmanl misikisinde ¢algilar, ¢algi topluluklari ve icra tislaplari arasinda yapilan “kaba saz-ince saz” ayrimi, burada dile ge-
tirilen iktidar-gii¢ ve adab-kiltiirliliik/incelmislik ayrimi bakimindan, dikkat gekici bir temsil problemi tizerinde durulmasi
gerektigini gostermektedir. Buna gore, iktidar, gii¢ ve otoritenin temsili “kaba saz”la ve meydanda gerceklestirilirken, nezaket,
gorgiiliiliik, adaba uygun tarzda hareket etme ve kiltiirlillik de “ince saz”la ve cogunlukla kapali “meclis/fasil” ortamlarinda
gergeklestirilmektedir. Konunun bu yoniiniin, ayri bir arastirmaya malzeme teskil edecek mahiyette oldugu bir gergekse de, bu-
rada 6zellikle havas agisindan sahip olunan iki temel niteligin “kaba” ve “ince” seklinde yapilan ayrimima dikkat ¢ekilmektedir.
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ve hususiyetlerin neler oldugunu “anlayabilecek” donanima sahiplerdi (Durmus,
2006; Inalcik, 2003; Uzungarsili, 1988). Yetismelerini saglayan uzun, disiplinli
ve ayrintili terbiye siireci, antropolojik anlamda kiiltiirlenmelerini sagladigi gibi,
sosyolojik anlamda da toplumsallagmalarina, sosyal kimliklerinin gelisimine hizmet
etmekteydi. Bu yetismede ilim ve sanatlar, bu tabakaya mensubiyetin gerektirdigi
tiim sosyolojik unsurlarin sekillenmesinde, basl basina bir “imtiyaz” olarak ellerinde
bulunuyordu. Nitekim II. Murad, I1I. Mehmet, II. Bayezid gibi bazi padisahlarla
birlikte, hanedan ve havas mensuplarindan bir kisminin da mubhtelif sanatlar
arasinda hususiyetle siir ve misikiyle dogrudan ilgili olduklari; beste yaptiklari, ney
ve tanbur gibi calgilar1 ¢aldiklari, nazari ¢aligmalar yaninda misiki notasyonuna
doniik cabalan tesvik ettikleri bilinmektedir (Behar, 2015; Feldman, 1996). Bu
baglamda, 6rnegin iyi bir sairin, kaside veya gazel tiiriindeki bir eserinde, hangi
vezinleri, mazmunlari, muhtelif “edebi sanat/teknik”leri nasil kullandigini gayet iyi
bildikleri ve anladiklari, ¢esitli arastirmacilarca ayrintili olarak ortaya konulmustur
(Andrews, 2001; Kalpakli, 2008, 2017). Bu vasiflar1 geregi sairin sanatini, kendine
mahsus tarz ve edasini1 takdir edebiliyor; buna gore de ¢esitli liituf ve ihsanlarda
bulunuyorlardi. Benzer durum, bestekar ve icrakarlar ag¢isindan, perde, makam, usal,
eser tiirli gibi unsurlart nasil kullandiklart; bestekarin eserindeki yeniliklerin neler
oldugu veya ne gibi hususiyetler tasidig1; ses ve saz icrakarlarmin teknik yeterlik
bakimindan nasil bir seviyeye ve ayn1 zamanda “tarz-1 mahsus”a sahip olduklarini
takdir etmeleriyle gergeklesmekteydi.® Nihayet, havas mensuplari, talep, tesvik ve
himaye ettikleri sanatlarda, bunlarin sahip olmasi1 gereken vasiflara dair yiiksek bir
“kiiltlir seviyesi’ni temsil etmekteydiler. Osmanli havas mensuplarinin, énemli bir
cogunluguyla, sosyolojik anlamda, kendilerine 6zgii bir “begeni kiiltiirii” (Rumina,
2009) olusturduklar1 gayet agiktir. Bu anlamda “ilim ve sanatlardan anlamak” konusu,
havasa mensubiyetin temel ayirt edici vasiflarindan birini olugturmaktadir.’

Osmanli havas mensuplariin ilim ve sanatlardan anlama vasiflari, onlar igin
icra-y1 sanat eyleyen sanatkari sadece liretken olmaya degil, ayn1 zamanda bir
“tarz-1 mahsus” veya “tarz-1 has” gelistirmeye de tesvik etmekteydi. Bu tesvik,
0zendirici ve rekabet dogurucu bir etken olarak sanatkarin, sanatin1 takdir edecek
hamilerin dikkat ve ilgilerini cekmek ve onlarmn ihsan ve liituflarina mazhar olmak
bakimindan, yiiksek bir motivasyon i¢inde olmasimi saglamaktaydi. Bu yoldan,
havas mensuplarinin sadece misikide degil, hemen tiim sanatlarda tarz-1 mahsus
gelistirilmesine doniik ¢abayi, kendiliklerinin ve aidiyetlerinin gerek idraki, gerekse

8 Takdir etmeyle ilgili bu tipik tutumun, Osmanl masikisi tarihi iginde, hemen her dénemde, burada ayrica belirtmeye gerek
birakmayacak kadar ¢ok sayida 6rnegi mevcuttur. Buna ilaveten, muhtelif savaslar sonrasinda fethedilen yerlerin gs6hretli
sanatkar ve ozellikle de musikisinaslarinin saraya getirilmesiyle ilgili 6rneklere de bu tarih i¢inde ¢ok¢a rastlanmasi, takdir
sisteminin belirleyiciligi agisindan tipik bir gosterge teskil eder. Kantemir (1998) de padisah IV. Murad’in Bagdat Seferi’yle
ilgili cok ¢arpict bir anlati 14. Bolim’e ait 11 no.lu dipnotta yer alir (bkz. s. 545-546). Bu dipnotta ismen verilen Sahkulu’yla
ilgili biyografik bilgi ise, ayni eserin 8. Bolim’iine ait 119 no.lu dipnotta verilmistir (s. 521).

9 Bu gergevede yine ayri bir inceleme konusu olugturmakla birlikte, Osmanli havasinin begeni kiiltiiriine hitap edecek musiki
eserinde bulunmasi gereken vasiflar, bir “sembol ve anlam tiretme” siireci olarak degerlendirildiginde, meselenin bu yonii-
niin, sembolik etkilesimci yaklagim bakimindan kayda deger bir ilgi odag: olusturacagi da agiklikla ifade edilebilir.
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ingast agisindan bir zaruret ve 6lgiit olarak ortaya koyduklari anlagiliyor. Bu ihtiyaci,
kendi sosyal kimlik ve kiiltlirlerinin gerek stirekliligi ve gerekse de terbiye yoluyla
yeniden-iiretimi i¢in adeta bir dnkosul ve hatta standart olarak gordiiklerini agik¢a
ifade etmek gerekir. Signell’a (1980, s. 169) gore: “Sultan ve molla, seyh ve hakim
i¢in klasik muisiki, iktidarlarmin bir semboliiydii. Tipki son derece ayrintili kiyafetleri,
karmagsik ve anlagilmasi zor Osmanlicalar1 gibi klasik masiki de statiilerinin ayirt
edici bir nisanesiydi”. Oyle anlasiliyor ki bestekar ve icrakarlar, sadece taklitle'’;
eskiyi tekrarla; Acemane veya Hindi 6zenti ve Oykiinmelerle; mahdut sayida eser
meskiyle; sanatlarin1 ortaya koymalar1 ve farkliliklarini sergilemelerini gerektiren
bezm, fasil ve meclislerde, uzun siireli bir yer sahibi olamayacaklarinin bilincine
acikca varmis durumdaydilar. Siireklilik arz eden bir himaye gorebilmeleri i¢in, her
seyden Once havas tarafindan takdir edilmeyi gerektiren teknik ve fenlere, “musanna
eserler” vermek adina, iistadlik mertebesinde sahip olmak zorundaydilar. Neticede
her hal ve sartta, havas icin yapilacak veya tiretilecek musikide, mutlaka temel baz1
standartlar, 6l¢ek ve olgiitler, teknik ve fenler bulunmasi gerektigi ve sanat1 yapan
ile alan, talep ve tesvik eden arasindaki iligkinin, bu temel “gereklilikler” zemini
tizerinde sekillendigi agiktir."

Siir ile masiki arasindaki baglantida 6zellikle gazel, murabba ve sarkinin 6nceligi
dikkat ceker. Bestekarlar ve hanendeler (gazel tarzi icinde), ¢ogu kez, taninmig
sairlerin siirlerini bestelemek veya dogaglamak suretiyle eser verdiklerinden, hemen
her durumda “giifte” igin, sairlere ve siirlere ihtiya¢ duymuslardir.”> Ozellikle bezm
ve igret meclisleri, sairler ve misikisinaslarin bir araya gelmelerinin de en muteber
zemini olmaktayd: (inalcik, 2011). Cogu sairin divanlar1 mevcut bulundugundan,

10 Osmanli siir ve musiki sanatlarinda “nazire” konusu, sair ve bestekarlarin, kisisel tistadlik seviyelerini gelistirmelerinde
islevsel bir yontem olarak kullanilmis gériinmektedir. Bash bagina bir arastirmay1 hak etmekle birlikte, nazire konusunun,
asagida ele alian “kanonik eser” ve “klasik iisliip” gelisimi gibi konular bakimindan da dikkate alinmasi gereken boyutlara
sahip oldugu anlasiliyor. Nazire basitge “taklit”e degil, listadlig1 saygi goren sair veya bestekarlara ait muhtelif eserlerin bir
model olarak alinip, o eserdeki makam, usiil gibi olusturucu temel unsurlardan hareketle, “yeni” bir eser meydana getirmeyle
ilgili bir “kompozisyon yontemi” olarak gelisme gostermistir. Nazire konusunda edebiyat alaninda dikkat ¢ekici analitik
¢alismalar yapilmis ve konunun yeni eser meydana getirmeyle ilgili islevleri, 6nemli 6l¢lide ortaya konulmustur. Bu tiirden
onemli bir ¢alisma igin bkz. Kalpakli (2017). Meselenin Osmanli musikisi a¢isindan &ncii bir degerlendirmesi i¢in bkz.
Feldman (1996).

11 Hamilik/patronaj konusundaki énemli bazi ¢alismalar igin bkz. Durmus (2006), inalcik (2003; 2011), Uzungarsili (1977),
Tezcan (2004). Konuyu “musikisinas divan sairleri” agisindan ele alan bir ¢alisma i¢in ayrica bkz. Erdemir (1999).

12 Siir ile masikinin tarihsel beraberligi konusuna degindigi ve 1910°da kaleme aldig1 bir makalesinde Rauf Yekta Bey, konuyla
ilgili olarak su bilgilere yer verir: “Akvam-1 kadimeden [eski kavimlerden] hangisinin tarih-i masikisi gozden gegirilse ‘siirle
milsiki tev’emdiir’ [ikizdir] soziiniin aym hakikat oldugunu teslim etmemek kabil olamaz. Filvaki’ ezmine-i kadimede [eski
zamanlarda] sdirlik ile miisikisindshk yek digerinden ayri gayri bir meslek olarak telakki edilmemekte idi. [ ...] Sairlerin ayni za-
manda miisikiden dahi nasibedar olmalar: yalniz akvam-1 kadime nezdinde goriilmemis, bu hal bilahere Avrupa’ya dahi sirdyet
etmistir. 13. asirda Fransa’da (Truvar) ve (Troubadour) namlariyle bir takim seyyar muganniler zuhir etmis idi ki bunlar hem
miisikisinas, hem de sdir olduklarindan séyledikleri siirleri satodan satoya dolasarak terenniim ederler ve o asir sovalyelerinin
in’am ve ihsdanlarina ndil olurlar idi. [...] Avrupa (Troubadour)larinin nazir1 olarak bizde dahi ‘saz sairleri’ bulundugunu go-
riiyoruz. Bunlarin gerek siir ve gerek miisiki itibariyle kendilerine mahsus latif ve milli bir tisluplart var idi. [ ...] saz sairlerinin
siir ve masikice olan liyakat ve maharetleri herhalde bunlarin mehdfil-i avamdan baska yerlerde ahz-1 mevki’ istemesine miisaid
gorilmediginden kibdr u rical mehdfiline mahsiis olan misikinin giifte ve bestece daha edibane ve daha san atkdrane bir tarzda
olmasu iltizam edilmigstir. [...] Surasi bilhassa sdyan dikkattir ki sd@irlerimiz gazel, murabba’, muhammes, miistezad, rubd’i,
bu muhtelif vadilerle ifade etmek istedikleri fikirleri —yine 6yle muhtelif sekiller altinda— tasvir ve ifadeye ¢alismakdan geri
kalmanuslardi” (akt., Oncel, 2010, s. 46-47; makale boyunca bu ve diger vurgulamalar bana ait).
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bestekar, hanende ve gazelhanlar i¢in bu kaynaklar, her durumda ulagilabilir
nitelikteydi. Bu baglamda 6zellikle hatirlanmalidir ki “giifte mecmualar1”, Osmanl
diinyasinda beste ile giifte, dolayisiyla masikisinas ile sair arasindaki temel irtibatin,
en somut belgelerini olusturmaktaydi (Erdemir, 1999; Wright, 1992).

Osmanli kimliginin, hanedan ve saray halkina mahsus bir kimlik oldugu konusunda
aragtirmacilar goriis birligi i¢indedir. Bu kimlik, “farklilasma” temelinde bir kiiltiir
(Osmanlilik) ve bu kiiltiirii paylasan bir tabaka ve ziimre (havas) olusturmustur. Bu
olusumda y6netme erkine ve miilk anlaminda ekonomik kaynaklara sahip olunmasi
yaninda, kuskusuz ki terbiye/kiiltiir de basat bir rol oynamaktaydi. Bu egitim
sayesinde, hanedan ve havas mensuplari, kendilerini, kimlik ve statii bakimlarindan
ayirmis ve 6zgii kilmis olmaktaydilar.

padisahlar; [...] sahislarina mahsus merkez ordusuyla devlet idaresi i¢in [...] Miisliiman ve
Tiirk terbiye ve kiiltlirliyle yugrulmus kendilerine sadik bir bende sinifi yetistirerek, bunlarin
bir kismmi kendi sarayinda ve bir kismini ordusunda terbiye ettirdikten sonra Osmanli
devletinin idare ve inzibatini bunlarin ellerine vermislerdir. [...] ulema sinifiyle devletin bir
kisim divan ve mali isleri ile kalem ricali kismen istisna edilecek olursa hemen biitiin biiyiik
devlet makamlar: ile Kapikulu ocaklarinin dortte {igli bu ziimreden bulunmuslardir. [...]
Osmanli sarayi [...] tahsil ve terbiye ile devlet islerine gonderilecek olanlart yetistiren bir
miessese demekti (Uzungarsili, 1988, s. 298).

Ayni1 konuda, Emine Fetvaci da su degerlendirmeye yer vermektedir:

Osmanlilar ele gegirilmis topraklarda yasayan gayrimiislim ailelerin ¢ocuklarini toplar,
padisaha ya da seckin kisilere ait saraylarda egitir ve yeteneklerine gore asker ya da biirokrat
olarak yetistirirdi. Bu sistem padisaha sahsen minnettar ve dolayisiyla tam sadik bir yonetici
elit yaratmanin araciydr. Ayrica, Osmanli elitinin miistakbel mensuplart [...] gordiikleri
egitimden dolay: ortak bir saray kiiltiiriinii paylasird1 (2011, s. 52-53).

Fatma Gogek, Osmanli toplumsal yapisimi ele aldigi kapsamli ¢alismasinda,
incelemesine temel aldigr “kapi halki”nin sahip oldugu niteliklerin, feodal veya
patrimonyal gibi kavramlar iizerinden agiklanmasindaki yetersizlige dikkat ceker
(1999, s. 68)."3 Benzer degerlendirmeler Faroghi (2007) ve Kafadar’da (2009) da yer
alir. Bu cergeveden bakildiginda Osmanli diinyasinda, havas ziimresinin merkezinde
yer alan padigahin, sarayli olmak yaninda, hiikkmetmenin ve iktidar sahibi olmanin;
sermaye anlaminda toprak, arazi gelirleri ile gazalardan elde edilen ganimete hem
sahip olmanin, hem de bunlar1 dagitmanin imtiyazini elinde tuttugu bir hakikat olsa da
Ozellikle masiki sanatindaki iisliip arayislart bakimindan padisahin “tek belirleyen”
olmadig1 acgiktir. Padisahla birlikte havas mensuplarinin da sanatlardaki incelmis
islip arayislarinda; cesitli egilimlerin rekabet halinde oldugu “zurafa” (zarifler)

13 Halil Inalcik ve Serif Mardin gibi iistadlar, Osmanli’da segkin kiiltiiriiniin olusumunu ele aldiklari kimi galismalarinda Ro-
bert Redfield’e ait “biiyiik gelenek - kii¢iik gelenek™ ayrimi yaninda, 6zellikle Osmanli diinyasindaki kiiltiirel ve sanatsal
gelismeleri temellendirmek i¢in Max Weber’in “patrimonyal devlet” yaklagimini, agiklayici bir model olarak kullanmislar-
dir. Bu makalede, Osmanli miisiki sanatinda klasik tislibun gelisimi ve “havas begenisi”ne mensubiyetin buradaki roliiniin
degerlendirilmesi konusunda, Gogek’te (1998) ortaya konulan yaklagim benimsenmistir.
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ve “kiiberaya (kibarlar) mahsus “begeni kiiltiirii”niin gelistirilmesinde, hamilik ve
banilik vasiflariyla etken olduklar1 anlagiliyor. Bu siireclerde, sadece saray icinde
degil, sehirde sohret bulmus g¢esitli misikiginaslarin padisaha ve saray cevrelerine
tanitilmasinda, yine havas mensuplari ve mubhitlerinin etkili olduklarina dair muhtelif
anlatilar mevcuttur. Temel olarak yonetme vasfina sahip olan ve Osmanli toplumunun
“fist/yukar1” tabakasini teskil eden havas mensuplarmin, sanatcilar agisindan,
onlarin begenilerine hitap eden eserler verme ve bu eserlerde belli bir tarz-1 mahsus
arayigina yonelmeleri siirecinin, 6zellikle mlsiki sanati acisindan arastirilmasinda,
heniiz aydinlatilamamis yonler bulundugu bir gergektir. Ama sonugta, basta yonetim
kademelerinde yer alma ve bu yoldan belirli zenginliklere sahip olmalar1 nedeniyle
havas mensuplarina mahsus bazi imtiyaz ve vasiflarin, ilim ve sanatlara gerek ilgi
gosterilmesinde ve gerekse de itibar ve san elde edilmesinde, havas mensuplarinin
oncti, belirleyici ve talepkar bir rol istlendiklerini gosteriyor.'* Bdylece ilim ve
sanatlarin desteklenmesi; sanatkarlarin ve alimlerin takdir ve himaye edilmeleri
stirecinin, havasa mensubiyetin 6nde gelen gerekliliklerinden biri haline geldigi
anlagiliyor. Bu manada gii¢ ve iktidar sahibi olmanin, havasa mensubiyetin sadece
bir yoniinii teskil ettigini; tabakalagmada “farkindalik” ve “aidiyet” bakimindan asil
ayrigmanin, ilim ve sanatlara yonelik ilgi ve patronajla ortaya konuldugu; boylece de
Ozgiin bir kiiltiir, kimlik ve dil gelistirildigi gortliiyor.'s

Miisiki Hamisi Olarak Osmanh Padisah1 ve Rol Modeli

Osmanli havas musikisinde 6zellikle misiki sanatinin hamisi olmak bakimindan
padigahin rol modellerinin, Sasani hiikiimdar1 Hiisrev Perviz (590-628) ile Timurlu
hiikiimdar1 Hiiseyin Baykara (1438-1506) oldugu konusunda, mubhtelif kaynaklar
goris birligi i¢indedir (Feldman, 1996; Kantemir, 1998; Lucas, 2010). Bunlardan
Hiisrev Perviz, Sasani Imparatorlugu’na, misiki sanatindaki patronajiyla adeta
bir “altin ¢ag” yasatmis; Barbed gibi efsanevi mdisikisinaslarin gelisiminde, bu
hiikiimdarin sagladig1 kiiltiirel gelisme zemininin biiylik rolii olmustur (Daryaee,
2013). Ancak Hiisrev Perviz ve oglu SirGiye nin misiki alanina asil 6nemli katkilari,
Osmanli diinyasinda 17. yiizyila dek hakim olan “on iki makam” anlayisinin
gelisimine sagladiklari kiiltiirel zemindir (Lucas, 2010, s. 146—148). Misiki nazariyati
ile astroloji arasindaki irtibatin somut ifadelerinden birini olusturan on iki makam
sistemi, Iran, Tiirk-Mogol ve Osmanli saray kiiltiirlerine ait misiki birikiminin,
baslica kaynagi olmustur. Evliya Celebi’nin her firsatta dile getirdigi “Hiiseyin

14 Tiirkiye’de “miizikte batililasma/cagdaslasma” konusunun “tarih”ine dikkatle bakildiginda, “havas” ile Tanzimat sonrasi
“miinevver” ¢evrelerin, “Garp medeniyeti ve musikisi”ni benimseme anlaminda ortaya koyduklari ¢abanin, tam da bu “6ncti

ve talepkar” nitelikle birlikte degerlendirilmesi gerektigi goriiliir. Konuya iliskin kayda deger bazi tartismalar i¢in bkz. Ak-
soy (1985; 2008), Ayas (2014), Oztiirk (2016b).

15 Osmanli kiiltiiriinde 6zellikle havas mensuplarmin basta mimari alanda banilik yaninda, siir, masiki ve genel anlamda sanayi-i
nefiseye doniik ilgi, himaye, destek, tesvik ve takdirleri, cesitli sanatlar agisindan kapsamli aragtirmalara konu edilmistir.
Havasa 6zgii bu vasiflarin gerek kronolojik, gerekse de Osmanli siyasi tarihinde ortaya ¢ikan degisme ve doniisme siiregleriyle
irtibatlarim ele alan bu tiir calismalardan bazi 6rnekler igin bkz. And (2004), Inalcik (2011), Inalcik ve Renda (2004).
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Baykara fasillar1” ise, Osmanli fasil ve meclis adabi icin, “rekabet” edilmesi gereken
somut bir model olusturur. Baykara, Timurlu Imparatorlugu’nun en calkantili
donemlerinde hiikiimdarlik yapmis olmasina ragmen, ilim ve sanatlarda biiytlik
gelismeler saglanmasina hamilik etmis; tertip ettigi misiki meclislerinin gorkemiyle
de efsanelesmistir (Feldman, 1996, s. 39-40; Kantemir, 1998, s. 461).'¢

Ozellikle padisah ve musahipleri agisindan isret ve bezm meclisleri, misiki sanati
adma, musikiginaslarin gerek icra-y1 sanat eylemek, gerekse hamilerce beklenen
tarz-1 mahsus veya nev-eda eser ve icra isliplarini ortaya koymak; gerektiginde
masiki sanatindaki tistadliklarini sergilemek {izere meclisteki diger musikisinaslarla
rekabete girmek bakimindan son derece dnemli zeminlerdi: “[...] isret meclisleri;
sair, mutrib, hanende, gliyende, rakkas gibi sanat¢ilarin hiikiimdar 6niinde kendilerini
gostermek firsatin1 elde ettikleri bir yarigma meydani olustururdu [...] Osmanli
kaynaklar1, séirlerin ¢cogu kez bu gibi isret meclislerinde hiikiimdarin takdir ve
latuflarina eristiklerini belirtirler” (Inalcik, 2011, s. 196). Siir konusunda daha iyi
calistlmis olmakla birlikte, bu meclislerdeki himaye eden ile edilen iliskisinin,
misikideki 6zgiin tislip arayislarinin gelisimine de temel tegkil ettigini kabul etmek
gerekir. Bu yoniiyle misikisinasi iiretken kilan; sadece eser vermeye degil, kendine
mahsus bir tavir, eda, lislip ve yorum araciligiyla bunu gergeklestirmesini bekleyen
bir takdir zemininin s6z konusu oldugu agiktir. Takdir, taltif ve ihsan meselesi, sair
acisindan oldugu gibi bestekar, hdnende ve sdzende agisindan da her anlamda rekabet
dogurmakta; gbze girme ugruna sanatini1 6zgiin tarzda ortaya koyma ve icra etmesini
gerektirmekte; sadece tekrarla yetinmeyip yeni eserler verme ve yenilik yapmay1
tesvik etmekte; Ozendiriciligi yaninda, basarisizlik durumunda gozden diismeye
doniik temel bir kaygi ve riske de yol agabilmekteydi.'’

16 Osmanli saraylilart ve havas mensuplarinin, gerek saray kiiltiiriiniin gelisiminde kendilerine model aldiklar: diger saray ve
hiikiimdarlar ve gerekse de bunlarla rekabet bakimindan kendi yeterliliklerini (6zellikle ilim ve sanatlardan anlama ve sanat-
karin kalitesini takdir etme anlaminda) gelistirme anlaminda dikkat ¢ekici bir anlatiy1, Uzungarsili (1977, 82-83) soyle ak-
tarir: “Ustad Zeyn’el-abidin’in Anadolu’ya gelerek biraderi Sultan Ahmed’e intisap ettigini haber alan Manisa Valisi Sultan
Korkud, sohretini duymus oldugu Zeyn’el-abidin’i muvakkat bir zaman i¢in géndermesini Sultan Ahmed’den rica ettiginden
gonderilmistir. Korkud, Zeyn’el-abidin’e hiisn-ii kabul gostermis, kendisiyle goriigmiis, musiki sohbeti yapmis ve bir fasil
yapmasint rica etmis. Zeyn ‘el-abidin Anadolu’da ince musikiden anlayan pek yoktur diyerek ehemmiyetsiz bir fasil yapmgtir.
Bu basit fash dinleyen Sultan Korkud begenmemis kendisine mahsus tevazini kaldirarak Zeyn’el-abidin’e: ‘Yaptiginiz fasil
ve ¢aldiginiz makam sizin séhretinize nazaran iktidarinizla miitenasip degildir. Bunu bizi anlamaz diye ihmal ettiniz; bizim
de ciiz’i bilgimiz ve saz ¢almakta istidadimiz vardir’ diyerek kendisinin icad ettigi “gida-yi ruh” veya “ruhefza” adini ver-
digi sazini alarak bir fasil yapmak suretiyle Zeyn’el-abidin’i hayrette birakmistir. Bu halden mahcup olan Zeyn’el-abidin
tekrar bir fasil yaparak bu defa Korkud un takdirini kazanmistir.”

17 Havas mensuplari, elbette, sadece saray ¢evrelerine mahsus masikisinas ve bestekarlarin sanatlartyla ilgilenmiyorlardi. Sehir
halki i¢inde yetenek ve marifetiyle gohret bulan sanatkarlar ve hatta halk sairleri oldugunda, bunlart dinleme ve takdir etme
konusunda da temel tutumlarini sergilemeye devam ettikleriyle ilgili ¢ok sayida anlati vardir (Aksoy, 2003; Toker, 2014;
Uzungarsili, 1977). Burada tarz-1 mahsus meselesinin, havas ilgisi ve takdiri agisindan ayirt edici yoniine dikkat edilmelidir.
Siradan bir sanat, zanaat veya icranin, havas nezdinde kiymet ve hususiyeti olmadigi agiktir. Saray ve ¢evresi s6z konusu
oldugunda, bu ¢evrenin masiki alaninda da sanatkardan beklentisinin yiiksek bir seviye ile 6zgiin bir hususiyet tagima-
s1 gerekmektedir. Boyle bir ¢ergevenin, genelde kabul gérmesine ragmen, misikide “amatorliik-profesyonellik” baglami
icinde kalmarak tartisilmasinin, ¢esitli yonlerden kisithiliklar tasiyacagi ve daha 6nemlisi polarize olmus bir kavrayisa yol
acacag agiktir. Saray miizisyenleri vardir ve var olmustur. Bunlarin bir kism1 mehteran oldugu gibi, bir kismi da ince saz
masikisinasidir. Bunlar diginda hayatlarini tamamen masikiyle kazanan “sehirli” masikisinaslar da vardir ve bunlardan bir
kismi, sarayla oldugu kadar, havasa mensup farkli muhitlerle de yogun irtibat halinde olmustur. Bu hususta Evliya Celebi’nin
sadece Istanbul’la ilgili olarak degil, imparatorlugun degisik eyalet ve sancaklarindaki masikiye dair, Seyahatname’nin tiirlii
ciltlerinde yer verdigi bilgilerin, ufuk agici ve diistindiiriicii oldugunu 6zellikle belirtmek gerekir (Evliya Celebi, 2008; Uzun-
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Osmanli’da gercek anlamda sanat, bilim ve kiiltiir alanlarina yonelik patronajin,
padisah II. Murad ve oglu Fatih Sultan Mehmed zamanlarinda baslayip yayginlastigi,
muhtelif yazarlarca ifade edilmigstir (inalcik, 2003; Uzuncarsili, 1977, 1988). Bu
durum, bir Anadolu Beyligi olmaktan ¢ikip, imparatorluk yolunda ilerleyen bir
devletin yonetici elitinin, savascilik yaninda, egitim yoluyla incelmis bir kiiltiire
sahip olmay1 da amagladiklarini; bu maksatla da temelde Sark, Tiirk ve Islam
saraylarina mahsus koklii himaye anlayis ve uygulamalarini benimsemis olduklarini
gostermektedir (Inalcik, 2011). Osmanli sarayinim 15. yiizyildan itibaren bu yondeki
gelisiminde, m@sikinin de belirgin sekilde 6ne ¢iktig1 goriiliiyor.'® Saltanati siiresince,
cesitli edebiyat ve bilim eserleri yaninda musikiye dair ilk tercimelerin de II. Murad
tarafindan talep ve tesvik edilmis olmasi, Osmanli musikisinin klasik {islibunun
gelisimi agisindan Oncii bir rol oynamistir. Ancak Fatih devrinde bu ilginin, 6zellikle
siirde, destekleme anlaminda, Arap ve Acem kokenli sanatkarlara yoneldigi ve bu
tutumun, kimi donem sairlerince yerildigi goriilityor (Andrews, 2001; Kalpakli, 2003).
Bu ylizden Osmanli havasina mahsus miisikinin asil sekillenme siirecinin, bu kesime
0zgli begeni kiiltiiriinii temsil eden ve sanatkarin gézdelesmesinde 6nemli bir etken
haline geldigi anlasilan tarz-1 mahsus gelisimi agisindan ancak sonraki devirlerde
gerceklesebildigini, eldeki belge ve bilgiler de dogrular mahiyettedir (Belge, 2005;
Fetvaci, 2013; Inalcik, 2003). Bu siirecte Osmanli saray misikisinaslarmin, Osmanli
havasmin kendisine model aldig1 Arap, Acem, Hint-Mogol saray masikileriyle acik
bir prestij rekabeti igerisine girip, bu rekabetten iistiinliik ve farklilagmayla ¢ikmak

carstli, 1977, 1988). Havas ziimresi gz oniine alindiginda, sultanlarin ve sehzadelerin yani sira muhtelif saray gorevlilerin-
den de miisikiyle profesyonel anlamda ilgilenen kimseler oldugu biliniyor (burada tipik bir 6rnek olarak Sultan Aver Mehmed
doneminde Kaptan-1 Deryalik ve Erzurum valiligi yapmis bulunan Zurnazen Mustafa Pasa’y1 hatirlamakta 6zellikle fayda
vardur). Profesyonellik meselesinde ticretli ¢alisma bir 6l¢iit ise de, bundan daha 6nemli dlgiitler olarak bilgi birikimi, tecriibe
ve meslek/sanat ahlakinin da gz 6niinde tutulmas: gerekir. Sonugta sosyolojik bakimdan bir degerlendirme yapilirken,
meselenin ayni1 zamanda toplumda misikiye bigilen rol, islev ve daha onemlisi, statii iizerinden de etraflica tartigilmasi
gerekmektedir. Ozellikle dini agidan msikinin eglence yoniiniin haram sayilmasi hususunun, yine énemli bir etken olarak
g0z Oniinde bulundurulmas gerekiyor. Bu maksatla burada, amatorliik-profesyonellik, saray miizisyeni-sehirli miizisyen
gibi unsurlardan ziyade, statii, itibar, tarz-1 mahsus, rekabet, takdir, himaye, tesvik, 6diil, 6zendirme, gozde tutulma, gézden
diisme gibi konu ve siiregler lizerinde daha fazla disiiniilmesi gerektigine isaret edilmektedir. Biitiin bunlara, Osmanli’da
siyaset, toplum ve sehir hayatinin énemli dlgiide degismeye bagladig 18. yiizy1l kosullart ve Avrupa medeniyetine ilgi ve
giderek hayranlik beslemeye doniik tutum da eklendiginde, “klasik tisliip gelisimi” siirecinin, ¢ok bilinmeyenli bir denklem
haline geldigi hususu daha da iyi anlagilmaktadir. Ozellikle Lale Devri toplum yasamu ile havas begenisinde meydana gelen
degisim, Osmanli musikisinin klasik tislip gelisimi bakimindan yeni bir sosyolojik boyut kazandigin1 agikca gostermektedir.
Bu dénemde “mahallilesme” olarak adlandirilan siir anlayisinin, misikide Tanbiri Mustafa Cavus’da buldugu karsilik,
her bakimdan dikkat gekicidir (Klaser, 2001). Bu dénemin Istanbul’unda toplumsal hayatta meydana gelen degisim, havas
zlimresi arasina yeni veya tiiredi zenginlerin girmesiyle beraber, her bakimdan 6nemli degisikliklere sahne olmustur. Siire-
cin bu yoniiyle ilgili olarak kayda deger iki ¢alisma igin bkz. Develi (1998), Salgirli (2003). Bu yiizden burada, Osmanli
musikisinde havas begenisine mahsusiyeti tanimlayan bir unsur olarak klasik iislip gelisiminin baglica gostergeleri tizerinde
odaklanilmasi gerekliliginin alt1 1srarla ¢izilmektedir.

18 Kantemir, tinlii, Osmanli Imparatorlugu nun Yiikselis ve Cékiis Tarihi adli eserinde yer alan bir dipnotta, Osmanli’nin masiki
sanatini benimseme ve bu sanatta ilerleme kaydetme siirecini, “barbar-medeni” karsithigma dayali dikkat gekici s6ylem
tizerinden sOyle dile getirir: “Burada, tiim Hiristiyan diinyasinda barbar bilinen bir ulusun bu kadar soylu bir sanattaki
becerisini 6vdiigiim igin Avrupali okurlarima belki acayip gelecektir. Bununla beraber bu ulusun baslangicta [...] Osmanli
devletinin kurulugunda [...] barbar oldugunu kabul etmekteyim. Fakat zamanla savaslarin ve fetihlerin durmasiyla birlikte
Tiirk ulusuna da, baris eseri olan sanatla ugrasmasina olanak verilince, 6nce ilkel ve yabani hallerini terk ederek, o kadar
incelmis ve uygarlagsmistir ki, bugiin o eski barbarlik izleri giigliikle fark edilebilir” (1998, s. 461-462). Bu “uygarlagsma”
stirecinde Osmanlilar agisindan saray kiiltiirii ve gelenekleri, yonetici elit, havas, banilik, hamilik, sanatlar ve 6zellikle de
misiki agisindan etkili olan unsur ve etkilesim olanaklari tizerinde yapilmis daha ayrintili galismalara ihtiyag oldugu agiktir.
Ayrica meselenin daha duyarli degerlendirmelere konu edilebilmesi i¢in, saray kiiltiirli, seckinler, elit egitimi ve sanatlara
odaklanan mukayeseli ve analitik arastirmalara da biiyiik ihtiya¢ oldugu gézden kagirilmamalidir.
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zorunda kaldiklarimi iddia etmek miimkiin gériinmektedir. Bu farklilagma ve giderek
de iistiinliigiin, siirde, 15. ylizy1l sonlari itibariyle gergeklestigini, edebiyat tarihine
doniik c¢esitli aragtirmalar agik¢a ortaya koymaktadir (Andrews, 2001; Kalpakli,
2003; Tekin, 2004). Musikide ise bunun erken Orneklerine ¢esitli divan sairlerinin
ismen zikrettikleri ve ayrica Ali Utki, Hafiz Post giifte mecmuas1 ve Evliya Celebi
Seyahatnamesi’nde rastlanan makam, perde, usil ve eser tiirii gibi 6rnek ve ifadeler
yardimiyla, 17. yiizy1l baglarindan 6nce ve olasilikla 16. yilizyil ilk ¢eyregi iginde,
tisliplagsmanin gostergelerini olusturma bakimindan gergeklestigi anlasiliyor.'

Hami i¢in sanata verdigi destegin temel sebeplerinden biri, adinin iyi ve sayginlik
uyandiracak tarzda kalici olmasini temin etmek oldugu bir gercektir. Hamiler
masikiyi salt bir eglence unsuru olarak gérmiiyorlar; ayni1 zamanda, genis bir kiiltiir
ve temsil alaninin merkezine yerlestiriyorlardi. Hamilerin misikiyi desteklemelerinde
One cikan unsurlardan biri, hi¢ kuskusuz, “derin duyma hassasi”ni1 temsil eden,
“hakimce, bilgece, s6fice duyus”un semboli, “alemlerin/kiirelerin ahengi/musikisi”
(the harmony/music of the spheres) anlayisidir (Oztiirk, 2014a; Shehadi, 1995).
Misikiyi kainattaki nizamin en miikemmel temsili olarak géren bu anlayis, ayni
zamanda, isitme ve misiki dinlemenin, sadece “soylular”a, “serifler’e, “seckinler’e
mabhsus, ayricalikli bir hususiyet oldugu inancini, kiiltiirel bir kod olarak, biinyesinde
tagimaktaydi. Bu ylizden hamilerce diizenlenen meclislerin tasariminda kozmolojinin
belirgin bir yeri oldugu ve misikiye mutlaka yer verildigi goriiliiyor. A¢iktir ki bu
meclislere temel teskil eden sanatlardan siir, [ilahi] “kelam”1; masiki ise [ilahi]
“ahenk” ve “nizam”1 temsil ediyordu. Inalcik’1n (2003, s. 15) biiyiik bir agiklikla ifade
ettigi lizere, “haminin kalitesi, sanatkarin kalitesini takdir etmek’ bakimimdan énemli
bir rol oynamaktadir. Haminin musikiye olan ilgisi, misikiden anlamasi, gelismis ve
incelikli bir begeniye sahip bulunmasi gibi niteliklerinin, masiki sanatkarlarmin eser
ve icra anlamindaki muhtelif egilim ve yonelimleri tizerinde etkili oldugu son derece
aciktir.”® Yeni makamlar bulunmasi, terkibler yapilmasi, yeni ustller gelistirilmesi ve
hatta 6nceden fazlaca itibar gosterilmeyen muhtelif nim/yarim (veya girift) perdelere
dayali yeni perde diizenleri ve nagme uygulamalar1 gergeklestirilmesi, misikinin
isaretle tespit edilip kayit altina alinmasi (notalama) gibi caligmalar, hep bu tiir
yonlendirmelerin iiriinii olarak ortaya ¢ikmig goriinmektedir. Misiki sanatinda bu
tiirden arayislarin takdire sayan olma niteligini, 15. ylizy1l baslarinda, Kirsehirli Yusuf
(2015, s. 44), “istadlar katinda makbtl olmak™ sozleriyle ifade eder. Bu “kat™m,
sanatin takdiri agisindan yliksek bir seviyeyi temsil ettigi bir gercektir. Bu arayislarda

19 Bu yaklasik tarihlendirmede; kdr, beste, pesrev, semai gibi eser tiirleri; nim devir, darbeyn, evfer, evsat gibi usuller; acem-
asirani, arazbar, bestenigdr, buselik-asirani, yegah gibi (ayrica ismen, onceki Arap-Acem musiki nazariyatinda bulunup
da, Osmanli diinyasinda tarif ettigi nagme iceriginden biitiiniiyle farklilasarak 6zgiilesmis durumdaki birgok) makam ve ve
terkibler ile acem, hicaz, saba, gevest, sehnaz, siinbiile gibi timiiyle Osmanli klasik misikisine 6zgii oldugu gériilen perde
adlandirmalart, bir veri olarak gdz 6niinde tutulmaktadir. Ayrintilar igin bkz. Oztiirk (2014a; 2014b; 2016a).

20 Osmanli saraylarinda dénem donem, padisahlarim ilgileri derecesinde musiki sanatinin ragbet gorme, gézde olma veya goz-
den diisme durumuna iliskin 6ncii ve degerli bir ¢alisma igin bkz. Uzungarsili (1977). Ayrica padisahlar ve masiki yasamia
gosterdikleri ilgiye dair gesitli aragtirmalar i¢in bkz. Besiroglu (1993), Ekinci (2010), Yildiz (2007).
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msikide iislibu gerek sahsen, gerekse mahsusiyet yoniiyle temsil eden “entonasyon”
(bir perdenin seslendirilisi) konusunun da, incelikli bir ayrim haline geldigi, tistadlik
silsilelerinin gelisiminden takip edilebilmektedir. Nazari kaynaklarda “bir” perdeyle
ifade edilme egiliminde olunan seslendirmelerin, icrada, oldukea farkli sekillerde ve
her durumda iislip, yorum, tarz, tavir, aligkanlik veya yenilik gibi performansa doniik
oOlgiitler lizerinden farklilasabildigini burada 6zellikle belirtmek gerekir.

Meclisler, Fasillar ve Meclis Adabimn Klasik Uslﬁp Gelisimindeki Rolii

Meclisler, hami ve sanatkar agisindan, ¢ift yonlii islevlere sahiptir. Bir mecliste
hami, sanatkarin, kendi statiisiine seviyesine ve kiiltiiriine uygun nitelikteki ayricalig
ortaya koyan “yiiksek sanat” yaninda, “nev-eda” ve “tavr-1 mahsus” sahibi “taze”
eserler vermesini de beklemektedir. Benzer olarak sanatkar da haminin goziine
girmek, takdir ve itibar kazanmak; diger masikisinaslarla rekabeti géze almak
ve girmek; dolayisiyla farklilik yaratmakla ilgili yiiksek bir motivasyona sahip
olmaktadir (inalcik, 2011, s. 196-200).2' Iste bu dinamik ortam, misiki sanatinin
gelisiminde de sanatkar1 sadece eser vermek veya misiki icra etmek anlaminda
degil, daha 6nemli olarak farkli ve asliyeti olan, lislip gelistirmede daha incelikli bir
arayis icinde olmak yoniinde motive ettigi bir gergektir. Bu tutumun, sanat ve iiretim
bakimindan kiskirtici, 6zendirici, rekabet yaratan bir isleyis dogurdugu anlasiliyor.
Tesvik, takdir, lituf, ihsan ve in’amlar, bu rekabetin 6diilleri olarak her hal ve sartta
etkili ve etkin durumdadir.?

Inalcik, padisahin, bezm ve isret meclislerine, daha ¢ok kendi yakin cevresini
teskil eden nedimleri ve miisahipleriyle birlikte katildigini;; bu meclislerde
devlet ricaline yer verilmedigini belirtir: “Isret meclisinde daima hazir olanlar,
sairler, musahib-nedimler, sakiler [...], sarap sunan sdde-riydn (sakali ¢ikmamig
oglanlar), mutribandir (galgic1 ve gazel okuyanlar)” (2011, s. 200).% Bu gergevede
disiiniildiigiinde, padisah digindaki ve Ozellikle yiiksek makamlardaki sadrazam,
vezirler ve diger yonetici elitin, hamilik konusunda, benzer tarzda meclisler tertip

21 Osmanli havas gevreleri agisindan bir hususun ozellikle g6z oniinde bulundurulmasi gerekmektedir. Havas mensuplari,
misikisinaslardan “sadece” eski eserleri mesk ve icra etmelerini beklememekteydiler. Somut olarak ifade edilirse, mesela
temel beklentileri, “kanonik eser” ve “klasik repertuvar” gelisimi bakimlarindan basta gelen bir rol model olmasina rag-
men yalnizca Maragali Abdiilkadir’in eserlerini dinlemek degildi. Aksine havas mensuplari, 6zellikle bestekarlardan, “yeni”
eserler ortaya koymalarini; bunu yaparken de iislipga hem bir asliyet, hem de bir yenilik getirmelerini beklemekteydiler. Bu
yiizden havas i¢in iiretilen misikinin donuk, sabit ve degisime kapali bir repertuara sahip oldugunu diisiinmek hi¢ de ger-
¢ekei goriinmemektedir. Misiki gevrelerinde perde, nagme, makam, terkib, usil, eser tiirii, ¢algi ve entonasyon konularinda
yapilmus sayisiz yenilikle ilgili bilgilere, daginik durumdaki muhtelif kaynaklardan ulasiimas: miimkiindiir.

22 Sultan II. Bayezid’in daha sehzadeligi doneminden baslayarak siir ve hat sanatlarinda M. Kalpakli’nin (2017) ifadesiyle “bir
Ozgiinliik ideali pesinde oldugu” goriilityor. Buradaki 6zgiinliik ideali arayisinin, Osmanli havas begenisine uygun bir “tarz-1
mahsus” gelisimini arzu ve temin etmek oldugu gayet agiktir. Kalpakli’ya (2017, s. 263) gore: “Sultan II. Bayezid 6zgiin an-
lamlar pesindeydi. Onun, Osmanli siirinin gelisimine belki de yon veren bir girisimi, Basiri’nin Anadolu’ya getirdigi Nevayi
siirlerinden otuzii¢ tanesini devrin sairler sultani1 Bursali Ahmed Pasa’ya gondererek ondan nazireler istemesidir.”

23 Osmanli’da meclis 4dab1 ve bu adaba gére avamimn kimi davranislariin gorgiisiiz addedilmesine doniik ¢arpici ifadeler,
Gelibolulu Mustafa Ali’nin Meva 'idii n-nefais fi kava ‘idi’l mecalis [1599] adli eserinde yer alir. Gelibolulu, ayn1 eserde,
meclislerde yer bulan calgilar ile masikisinaslar hakkinda da 6nemli bilgilere yer verir. Ayrintilar igin bkz. Seker (1997).
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ettikleri ve onlarin da kendilerine mahsus birer “mubhit” teskil ettikleri bilinmektedir.2*
Temel islevleri acisindan isret meclislerinin, misikide klasik olarak nitelendirilecek
eser repertuvari ile icra tislibunun gelisiminde anahtar bir rol {istlenmis oldugunu
dikkate almak gerekmektedir. Bu olgu, musikide tarz-1 hassa gelistirme anlamindaki
musiki arayislarinin, “sadece” sarayda, mesk odalarinda, haremde veya fasillarda yer
verilen icralarla ger¢eklesmedigini ve 6zellikle isret meclislerinin, her bakimdan ¢ok
daha 6zellesmis ortamlar olduklarini gostermektedir.

Sosyoloji ekseninden bakildiginda, isret meclislerine katilanlarin, 6zel bir grup
teskil ettigi goriiliir. Sosyolog Marwin Shaw’a gore grup: “her birinin etkileyecegi ve
etkilenecegi sekilde birbirleriyle etkilesim igine girdikleri kisiler”dir (akt., Rumina,
2009, s. 72). Bu baglamda, meclislerde hem belirli bir grubun (mesela, padisah ve
nedimleri) yer almasi, hem de bu grup iginde gelisen 6zel iletisimin (mesela, sanatlar
tizerine sohbetler yaninda siir sdyleme ve musiki dinleme), klasik misiki tislibunun
icra ve gelisimine zemin olusturmasi bakimimdan biiylik 6nem tasidigi anlasiliyor.
Shaw’m sosyolojik anlamda “grup” i¢in belirledigi su 6lgiitler de dikkate alindiginda,
isret meclislerinin ve bu meclislere katilanlarin ne tiir bir etkilesim ortami iginde
bulunduklar1, daha iyi anlagilmis olmaktadir: “Grup ne kadar biiyiik olursa, kisiler-arasi
karsilikli samimiyet imkan1 o oranda daha az olur. Bu sebeple dolaysizlik ve samimiyet
derecesi; (i.) Grubun boyutuna, (ii.) Toplanilan yere, (iii.) Uyelerin birbirleriyle olan
iliskilerine ve (iv.) Grup liderine baglidir. Bu sebeple grup iletisimi, kisiler-arasi
iletisimden daha 6nemlidir” (akt., Rumina, 2009, s. 73). Shaw, grup lyeleri arasindaki
kargilikli iletisim ve etkilesimin, grup kimliginin gelisimi, pekismesi ve yeniden-iiretimi
acisindan; isbirligi (cooperation), rekabet (competition), catisma (conflict), uyum/
uzlast (accommodation) ve 6ziimseme (assimilation) dogurdugunu da belirtmektedir.
Bu acilardan degerlendirildiginde, isret meclislerinin, havas arasinda, gerek farkli
gruplari/muhitlerin gelisme gostermesinde (dolayisiyla, ¢esitlenmis bir hamilik aginin
olusumunda) ve gerekse de klasik tisltibun gelistirilmesindeki talepkar, tesvik edici ve
rekabet saglayici roliiyle, merkezi bir rol kazandigin1 gostermektedir. Bu anlamda bu
tiir meclislere davet edilmeye deger bulunan bir miisikisinas i¢in meclis ortami ve orada
yer alan grubun anlami, olagan bir dinleyici toplulugundan farkli olmalidir. Cilinkii
meclis ortami, havas gruplar1 ve muhitleri agisindan “eglence”den 6te, tam anlamiyla
“yiiksek sanat” talebinin en iist diizeyde cereyan ettigi, bu yiizden rekabetin de kiyasiya
gergeklestirildigi, son derece 6zellesmis ortamlar olarak karsimiza ¢ikmaktadir.® Bu
meclislerde yiiriitiilen her tip etkinlik, kendi i¢inde bir “miikemmellesme” ve “listiinliik”
ihtiyag ve talebini, bir beklenti olarak barmdirmaktadir. Meclisin gergeklestirilecegi
mekanin tanziminden baslayarak, mecliste yer alan her bir grup iyesinin, siir ve
misiki sanatlarini icra edenlerin, bu mitkemmellik beklentisine eksiksiz sekilde cevap

24 Sadrazam Pargali Ibrahim ve etrafindaki edebi mubhiti ele alan bu tiir bir arastirma igin bkz. Tezcan (2004); Damat ibrahim
Pasa’yla ilgili olarak bkz. Ozalp (2000); Sultan II. Bayezid’le ilgili olarak bkz. Kalpakli (2017, s. 261-270).

25 Bunun ¢ok bilinen bir 6rnegini ismail Dede Efendi ile izzet Sakir Aga arasindaki rekabet olusturur ki ayrmtilart igin bkz.
Ozalp (2000, s. 537).
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vermesi gerekir. Iste bu meclis kosullarmin, bestekar, hanende, gazelhan ve sazendeler
acisindan, birikimlerini ve sanatlarini, kendi tarz-1 mahsuslari iginde, yaratici ve 6zglin
yanlartyla ortaya koymalarinda basat bir rol oynadig1 agiktir. Dolayisiyla klasik olarak
nitelendirilecek ve bu tiir meclis ortamlarda karsilikli grup etkilesimleri iginde gelisme
gosteren miusiki UislGplarmin, eserler, icracilar, bestekarlar, hamiler ve dinleyenler
acisindan kanonlasma doguracak sekilde varlik buldugunu ileri siirmek miimkiindiir.

Bu makalede, esas olarak, “yiiksek sanat talebine mahsusiyet” olgusu, “klasiklesme”
kavrami agisindan anahtar kabul edilmektedir. Bu mahsusiyetin muhtelif sanatlarda
dogurdugu “yeni eser” ve “iisliip” arayislari, “havas begenisine mahsus olma” anlaminda,
O0zglin bir klasik masiki gelisimindeki baslica etken olmaktadir. Bu sekillenme
stirecinde sanatkar ve hami i¢in asil gecerli 6l¢iitiin, sanat eserinde “ayrintilara” ve
“is¢ilige” verilen 6nem ile bu ayrintilarin, yiiksek sanati talep ve tesvik eden hamice
fark edilmesi/anlagilmas1 oldugu gercegine oOzellikle dikkat edilmelidir. Sanatkér
tarafindan ayrintilara gizlenmis incelik ve yenilikleri fark etme, anlama ve takdir etme,
bir yoniiyle, hami i¢in hem bir kesif, hem bir merak ve ama daha 6nemlisi kendisinin
veya sanatkarin seviyesini test etmesine imkan veren bir tiir stnama ve hatta kiiltiirel
anlamda da bir “oyun”dur.?® Sanatkar, eser veya icrasinda yer verdigi yenilikleri, ince
buluslar ve gelistirdigi tarz-1 mahsusu, ayrintilarda gizlemekte ve buradaki “hiiner”ini,
kendine mahsus ustalik ve is¢iligiyle ortaya koymus olmaktadir. Bir musikisinas i¢in
bu hususiyetler; eser tiirli, makam, usil veya perdelerde yenilik yapmak suretiyle, kendi
tarz-1 mahsusunu yansitacak, incelikli nagme tiretiminden geger.

Miisikide Havasa Mahsusiyetin Temsili Bakimindan Kanonlasma ve Klasiklesme

Jan Assman’m (2001, s. 105-129) “kiiltiirel bellek” baglaminda kanon kavrami
iizerine yaptig1 son derece kapsamli incelemesinden hareket etmek, burada ele alinan ve
sonugta hafiza kiiltiirii icinde iiretilip aktarilan Osmanli misiki gelenegindeki klasiklesme
stirecinin analizi agisindan da yol gosterici olacakti. Burada oOncelikle, ‘“kanon”
kavramimin sahip oldugu dort temel anlama odaklanmak gerekir: (i.) 6l¢ek, cetvel, dlciit,
(ii.) 6rnek, model, paradigma, (iii.) kural, norm, (iv.) tablo, liste. Osmanli havas begenisi
i¢in iretilen misikide “kanonlagma’ siireci ile “kanonik eser” kabuliiniin, kelimenin
“olgiit, ornek, model, kural, norm” gibi anlamlariyla iligkili oldugu agiktir. Osmanl
havas tabakasinin, (a.) saray adetleri ve adabi, (b.) bilinen sohretli hanedanliklar ve
saraylar arasmdaki rekabet ve iistiinliik yaris1 gibi iki temel husus g6z oniine alindiginda,
kanonlasmaya neden ihtiya¢ duydugu ve “ne”leri kendisine “6l¢iit, drnek, model” aldig
meselesi belli bir berraklasma kazanmaktadir.?” Oncelikle takdir ve himaye sistemi,

26 Ayr1 bir arastirma konusu olusturmakla beraber, konunun “oyun” kavrami agisindan kapsamli sekilde incelendigi
Huizinga’nin bagyapiti durumundaki Homo Ludens adli eserinin; Playing and knowing (s. 105-118), Play and poetry (s.
119-135) ve Play-forms in art (s. 158-172) baslikli boliimlerine 6zellikle bakilmasinda fayda vardir. Bkz. Huizinga (1980;
Tiirkgesi 1995). Oyun kavraminin Tiirk kiiltiiriindeki yerini ele alan temel nitelikte ¢aligma igin bkz. And (1974).

27 Heniiz yayimlanmamis bir ¢alismamda, buna tipik bir ornek olarak, Rast makaminda, Hace Abdiilkadir Meragi’nin sozlii
eserlerinden bazilari ile Kantemiroglu Edvari’nda yer alan kimi pesrevlerin karsilagtirilmasinda, “6rnek alinan kanonik eser”
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kanonlasmay1 saglayan egitim ve egilimlerde belirleyici bir rol iistlenmektedir. Havasin
egitsel ve kiiltiirel vasiflar icin hem bir “seviye” tayin etmek, hem de bu seviyeyi asmak
arzusu, siire¢ gelisiminde etkili olmusg goriinmektedir. Bu ihtiyag, genelde tiim sanatlarda
ve 0zelde misiki sanatinda, havas tarafindan “saygi gosterilen” ve “ragbet edilen” belli
sanatkar ve eserlerin, daha ayricalikli bir himaye gormelerine imkan tanimaktadir.
Boylece ragbet ve itibar etkenlerinin, kanonlagmada giderek 6nemli bir 6l¢iit haline
geldigini; bunun, beraberinde kabul, seviye, benimseme ve yayginlagsma getirdigini
belirtmek gerekir. Iste kanonlasma ve bununla beraber klasiklesme hadisesinde de, tiim
bu etkenlerin rolii oldugunu hesaba katmak gerekmektedir.

Kanonlasmanin ve Osmanli klasik {islibunun gelisiminde temel unsurlarindan
birini, hi¢ kuskusuz “hafiza” ve “mesk” silsileleri olusturur.?® Bu siirecte yazili
kaynaklarin “basat” bir etkiye sahip olduklarinin sdylenmesi gii¢ olsa da, bunun 6nemli
bir istisnasinin —Ozellikle de hafizaya yardimer islevi goz 6niinde tutularak— “giifte
mecmualar1” oldugunu kabul etmek gerekir (Wright, 1992). Sozlii hafiza kiiltiirt,
“hatirlanmaya deger bulmadig1 eseri”, saklamaya da ihtiya¢ duymaz. Bu nedenle bu
tiir eserler, ragbet ve saygr gérmemeleri nedeniyle, misiki gelenegini yasatan hafiza
ve mesk silsilelerinden dogal bir egilim dahilinde kaybolmuslardir. Buna karsilik
hatirlanmaya ve saygi gosterilmeye deger bulunan eserlerin, gelenek hafizasinda, 6nde
gelen iistad belleklerinde ve eser mesklerinin yasatildig: ve kusaklar-arasinda aktarildig:
goriiliir. Bu aktarimin “yasayan/canli” hafizalar tizerinden gerceklestirilmesi, kanonik
eser repertuvarlarmin “diri” tutulmasinda ve bir siire¢ olarak kanonlasmada, asil
belirleyici etken gibi goriinmektedir. Bu sayede, iistadlik zincirleri ve mesk silsileleri
boyunca, “hafiza ve meske dayali” bir kanon gelisiminin saglanmast miimkiin
olabilmektedir. Yaz1 veya notaya fazlaca itibar etmeyen bu tiir bir kanon olusumunun,
aslinda Osmanli havas begenisine, {istad bestekarlar eliyle sunulan musikilerin, temel
ve ayirt edici yonlerinden birini olusturdugu ileri siiriilebilir.? Bu yilizden Osmanli
hamilik geleneginin destekledigi misiki eserlerinin klasiklesmesi siirecinde, sosyolojik

mantiginin, hem nazari, hem de bestecilik/kompozisyon boyutlariyla nasil gelisme gostermis oldugunu, analiz ve mukayese
yoluyla somutlastirmak miimkiin olmustur. Yukarida deginilen nazire konusu da dahil olmak iizere, meselenin bu boyutunun,
“kavramsal” agidan, Avrupa miizik tarihinde kompozisyon bilgi ve uygulamalarma temel teskil eden “cantus firmus” [“sabit/
degismeyen sarki/ezgi (kalib1)] konusuyla birlikte, kapsamli sekilde ele alinmasi, bestecilik konusunun “gorenek” boyutu ve
gelistirdigi yontemler konusunda carpici bazi bilgilerin ortaya ¢ikarilmasia imkan verecektir. Boyle bir aragtirmada etnomii-
zikolojik agidan goz oniinde bulundurulmasi gereken bir diger “siire¢” ve “yontem” ise “centonization” olarak adlandirilan ve
onceden var olan ezgi figiir veya motiflerinden, “yamama” suretiyle, yeni ezgiler iiretme meselesi olacaktir. Tiim bu siiregler
iizerinde analitik ve mukayeseli arastirmalar yapilmadan, Osmanl musikisinde bestecilik agisindan kanonik eser siirecinin nasil
sekillendiginin tam manastyla anlagilmasinin miimkiin olmayacagini, burada hususiyetle belirtmek gerekmektedir.

28 Missikide mesk konusu ve “silsile” iliskisini ele alan ¢aligmalar igin bkz. Behar (1998), Dural (2011).

29 Tiirk masikisi ¢evrelerinde “notasizlik” tizerinden yiiriitilen muhtelif tartigmalarin, burada belirtilen hususu genelde dikkate
almamis olmasi, aslinda diistindiiriicii bir tek-boyutluluga isaret eder. Osmanl misikisi s6z konusu oldugunda, adeta bir tiir
“cehalet” olarak degerlendirildigi goriilen “nota bilmeme™nin temel sebeplerinden birini, “mesk” ve “hafiza” konusuna verilen
biiylik 6nemin olusturdugunu hususiyetle goz oniinde bulundurmak gerekir. Burada mesele “nota bilmemek™ten ziyade, “nota
kullanmay1 tercih etmemek” olmustur ki bu tutumun, Osmanli misiki geleneginde, masikinin her seyden once bir “bellek
sanati” olarak kabul gérmiis olmasindan kaynaklandigi ¢ok agiktir. Bellekte saklanan musiki, aslinda tipki yogrulmaya hazir
bir hamur gibi, her yeni icrasinda yeniden sekillendirilebilmekte ve dolayisiyla da yeniden-iiretilebilmektedir. Ayri bir makale
konusu olusturacak bu meselenin tarihsel seyrine dair dikkat ¢ekici bazi ¢alismalar i¢in bkz. Ayangil (2008), Behar (1987, s.
19-63). Notalama konusunun miizik sosyolojisi bakimmdan 6nemli bir degerlendirmesi i¢in bkz. Turley (2001).
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bakimdan pek ¢ok bilesenin devrede oldugunu kabul etmek gerekir. Sayginlik, seviye ve
nitelikge yiikseklik, begeni mubhiti, statii, istlinliik, temsil, talep, beklenti gibi konularin,
klasiklesmede oynadigi rol iizerinde daha fazla arastirmaya ihtiyag oldugu bir gergektir.
Ancak burada tespit edilen iki temel hususun, hafiza ve mesk silsilelerinin, 6ncelikle
kanon olusumunda, ardindan da isliipga klasiklesmenin saglanmasinda, oncelikli ve
onemli bir belirleyicilige sahip olduklar1 son derece agiktir. Assman’a gore: “Klasik
eserler her zaman gecerli normlarin en saf bigimidir. Bu ylizden estetik kararlar ve
sanatsal tiretim i¢in 6lgek ve 0Olgiit olurlar” (2001, s. 111). Bu tespitin derinlemesine bir
arastirmasinda; (i.) hafiza ve repertuvar aktarimi bakimindan, takip edilebilen tistadlik
silsileleri, (ii.) yazili kaynaklarda yer bulan ve biyografik bilgilerle de desteklenebilen
eser kayitlari, birbirini tamamlayici alanlar olarak aragtirmacinin Oniinde durur.
Konuyu tartigmada kanonlasma, klasiklesme ve klasik {isliip gelisimi ve aktariminin en
takip edilebilir 6rnegi olmasi nedeniyle Ismail Dede Efendi mesk silsilesini ele almak,
oldukgea agiklayici olacaktir (Sekil 1).

Ismail Dede Efendi
1778-1846
Delldlzade Ismail Eyyiibi Mehmed Bey
Efendi 1797-1869 1801-1876
Hagim Bey Zekai Dede

1804-1850
1815-1868 1825-1897

Kazasker M. [zzet Ef. ‘

Haci Arif Bey Ahmed [Irsoy] Bey
1831-1884 1825-1943
Bolahenk Nuri Bey Hiiseyin Fahreddin
1834-1911 Dede 1854-1911
Neyzen Salim Bey Suphi Ziihdi [Ezgi] gintimiiziin
1829-1885 1869-1962 | 'Bat1' notasina aktarilmg
- - — "ana-akin
Haci Faik Bey Mehmed Rauf [Yekta] Klasik repertuvari ve
1831-1891 Bey 1871-1935 islibu
Kazim [Uz] Bey
1872-1942
Ahmed Avni [Konuk]
Bey 1868-1938

Sekil 1. Kanonlagmanin analizi bakimindan Ismail Dede Efendi kaynakli mesk silsilesi. Siire¢ bir yandan
kanonik eser repertuvarinin aktarimi: bakimindan énem arz ederken, diger yandan da “bir” klasik tislibun silsile

icinde nasil sekillendigini anlamaya da yardim etmektedir.

Sekil 1°deki silsile dikkatle takip edildiginde, “icra edilen repertuar” agisindan, Dede
Efendi’den itibaren gelisen aktarim zincirinin “mesk™ esash olarak geldigi hususu
oncelikle dikkat cekmektedir. ikinci sirada, Dede Efendi’nin, dgrencilerine hangi eserleri
mesk ettigi ve bunlar arasinda hangilerinin kanonik olduklarmin tespiti gelir. Burada
ozellikle eski, 6rnek ve model alinan repertuvarin aktarimi, hi¢ kuskusuz, kanonik eser
repertuvarinin da hem kabulii, hem de aktarimi anlamina gelmektedir. Burada bir noktaya
dikkat cekmekte fayda vardir. Bilindigi gibi, Ali Ufki ve Kantemiroglu repertuvarlarinda
“notaya aktarilmig” oldugu halde, mesk silsilelerine dahil edilmemis pek ¢ok bestekar ve

358



Oztiirk / Osmanli Masikisinde “Havas Begenisine Mahsusiyet”in Tezahiirii Olarak Klasik Uslip

eser mevcuttur. Bu durum, Osmanli havas misikisinde kanon olusumunun arastirilmasi
icin, aslinda son derece carpici bir hususa dikkatlerin yogunlasmasini saglar. Bu da,
kanonik eser repertuvarlarinin, yazili kaynaklara dayanmaktan ziyade, mesk ve hafiza
aktarimma dayali olarak gelistigini gosterir. Msiki gelenegine asil hayatiyet vasfini
kazandiran da zaten bu “yeniden-liretme”, “yeniden-sekillendirme” ve “yeniden-
yorumlama” siirecidir. Bu siire¢, Osmanli masikisinde klasik kavrami agisindan 6zgiin
ve ayirt edici bir vasif olarak 6ne ¢ikar.

Klasik iislip agisindan kanonlagmada temel alinan bazi bestekarlar ve eserleri
iizerinde disiiniildiigiinde, Osmanli 6ncesi i¢in Abdiilkadir Meragi’nin basta geldigi
soylenmelidir.*® Osmanli dénemi i¢in ise, Hafiz Post ve Itri’yle doruk noktasina
ulasan 17. yiizy1l bestecilerini beklemek gerekecektir. Bu, ayn1 zamanda, Osmanli
musikisinde, havasa mahsus klasik tislibun da kesin surette viicut bulmasi1 demektir.
Itri’nin bir bestekar ve hanende olarak yakinlarinda bulundugu, takdir ve himayelerini
gordiigii isimler arasinda padisahlar IV. (Aver) Mehmed, III. Siileyman, II. Ahmed,
II. Mustafa, III. Ahmed yaninda, Kirim Han1 Selim Giray da yer almaktadir. Sadece
bu isimlerin mevcudiyeti bile, Itri’nin sohretli bir bestekar olmasinda, en yliksek
makam nezdinde gordiigli himayenin, acik bir belirleyiciligi oldugunu gdstermeye
yetmektedir.’! Clinkii gerek Nayi Osman Dede, gerekse Seyhiilislam Esad Efendi,
aslinda Itrf’yi elestiren isimler olarak One ¢ikarlar. Ama onlarin bu tutumlarina
ragmen Itrl eserlerinin hemen biitiinli, Osmanli havas masikisinin kanonik eser
repertuvarinda saygi bir yer bulmustur. Unlii Neva Kar’1 ve Segah Yiiriik Semai’si
disinda, &zellikle dini eser repertuvarina kazandirdigi Segah Sélat-1 Ummiye ve
Tekbir, halen Islam iilkelerinin pek ¢ogunda okunmaktadir.

Kanon ve klasik kavramlar arasindaki iliskide, Assman’in su tespiti, bu makalede
savunulan diisiince agisindan énemli goriiliiyor:

Kanon, giizel, biiylik ve anlamli olarak kabul edilebilecek olgiileri tanimlar. Ve bunu, bu
tiir degerleri 6rnek olacak diizeyde tasiyan eserlere isaret ederek yapar. Klasik kavrama,
sadece geriye yonelik olarak segilmis belli 6gelerin kabulii anlamina gelmez, ayni zamanda
ileriye yonelik olarak, buradan kalkarak mesru yeni baglantilar kurma olanagini goz éniinde
bulundurur (2001, s. 120).32

30 Bu hususta somut bir tarihsel kayit, torunu Mahmud un, Makasidii’'l-edvar adli eserinde yer alir: “Héace [Abdilkadir-i
Merégi] merhum bu devirlerde [ustillerde] birgok tasnif [beste] yapti. Oyle ki onun yaptigi tasnifler bizler iin 6rnek alinacak
birer prensip oldu” (Kanik, 2011, s. 112).Giiniimiizde klasik Tiirk musikisi repertuvarinda Farabi ve Abdiilkadir Meragi’ye
ait oldugu diisiiniilen eserlerin mevcudiyeti, burada konu edilen kanonlagsma hadisesi agisindan degerlendirildiginde, kusku-
suz ki “dl¢iit, model, drnek” alinma yoniiyle onem tasir. Yazidan ziyade séz ve bellek yoluyla aktarilan ve onlara ait olduguna
inanilan eserlerin, aslinda somut olarak “hafizaya dayal1” bir kanonik eser repertuvart meydan getirdigi asikardir. Dolayistyla
burada tartismanin odaginda, belirtilen eserlerin onlara ait olup olmamasi degil, gelistirilecek klasik tisliip agisindan bu isim
ve eserlerin, bir l¢ii veya drnek olarak “kabul edilmesi” yer alir.

31 Yahya Kemal Beyatli’nin, Itri iizerine yazdig: siirde onu ‘6z masikimizin piri” olarak nitelemesi, bu tiir bir efsanelesmenin
tipik 6rnegi olarak yorumlanmalidir (1974, s. 17).

32 Avrupa miizigi agisindan “klasik” ifadesinin kullanimi, sanat-tarihi, arkeoloji, edebiyat ve lingiiistik alanlarinda kullanildig
anlamdan agik¢a farklidir. Kelimeye yiiklenen; zamani ve ¢aglari asan “kusursuz model” ve “temel eserler” anlami, konu
miizik olunca farklilik arz eder. Klasik ifadesi, Avrupa miiziginde, hem bir dénem (genel kabulle 1775-1825 arasindaki
“miizik tarzi ve begenisi”’), hem de bu dénemde Avrupa miiziginin “miikemmel ornekleri’ni veren besteciler ile eserleri
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Havas acisindan diisliniildigiinde klasik ifadesinin, bu “sinif” veya “tabaka’ya
mensup olanlarin begeni, takdir ve himayeleri i¢in {iretilen ve icra edilen musiki
tiirli ve tarzi olarak anlasilmasi gerektigine yukarida deginilmisti. Harold Powers,
Osmanli saray musikisinin klasik olarak nitelendirilmesinde, sanati himaye eden
yonetici elite mensup kisi ve gruplarin varliginin 6nemli bir 6lgiit teskil ettigini
belirtir (1980, s. 11-12). Benzer olarak Signell (1980, s. 166) da; “[b]u muisikinin
himaye tarzi hep segkinlere bagli olmustur. On dokuzuncu yiizyilin sonuna kadar
klasik Tiirk misikisinin neredeyse tiim bestecileri ve icracilart dini ya da din-
dis1 giic/iktidar merkezlerine hizmet etmislerdir” demektedir. Bu anlamda klasik
kelimesini —Williams (2007)** ve Signell’dan (1980) esinlenerek— havasla olan
baglantis1 iizerinden, ayn1 zamanda “hassa” (havasa 6zgii/6zel) seklinde anlamak
mimkiindiir. Bu ise, klasik kelimesine kaynaklik eden Latince classis ile hassa ve
havas arasinda var oldugu goriilen kavramsal akrabaliga daha da dikkat ¢eken bir
atif saglar. Buradaki “klasiklik”, tarihsel bir donemden ziyade, bu tabakanin yiiksek
begeni kiiltiirline aidiyeti ifade eder. Havas begenisine sunulmus ve onlar tarafindan
takdir edilmeyi bekleyen, havasa mahsus, 6zel bir misiki tiirii ve tarzini/iislibunu
niteler. Boyle ele alindiginda, Osmanli misiki tarihine doniik ¢alismalar agisindan,
bu “klasik™ tiir ve tarzin, kimi belirgin dénemlere ayrilmasi miimkiindiir.>*

Kendilik ve aidiyet bilinci veya farkindaligin bir neticesi olarak havas tabakasinin,
kendine 6zgii bir musiki zevki, begenisi ve bir anlamda da slip ve standardi
gelistirilmesine zemin sagladigi son derece agiktir. Mesela nazari kitaplara bakildiginda,
16. ylizyil sonlarina dek temelde Arap ve Fars masikilerine 6zgii masiki tiirleri ve
calgilarina dayali, “Onceki kaynaklar veya tistadlardan 6grenilmis” bir bilgi aktarimiyla
karsilasilirken, somut olarak Kantemiroglu’'nun eseriyle birlikte, Osmanli sarayinda,

anlaminda kullanilir (Pauly, 2000, s. 1-3). Avrupa miizigi agisindan bakildiginda, sanat tarihgilerinin “klasik™ olarak nitele-
dikleri Antik Yunan ve Roma donemlerine, ancient (kadim/eski); Hiristiyanliga ait ilk dsnemlere ise early (erken) sifatlarinin
verilmesi dikkat ¢ekicidir. Bu kullanimlarda, aslinda, Avrupa-merkezci diisiince agisindan tipik bir “gifte-standart” oldugu
agiktir. Bu kullanim ve baglamlarin yayginlasmasi, kesin olarak, 19. yiizyil Avrupa’sinda gelistirilen “tarih” anlayisinin bir
irlinii olmustur. Parakilas’a (1984, s. 4) gore: (i.) bir insa olarak, “arkeolojik”, (ii.) sadece Avrupa medeniyetine mahsus
stirekli bir degisim siireci olarak, “evrimci” ve (iii.) simdinin olusumu olarak, “ilerlemeci” tarih anlayisi, bu yiizyilda iire-
tilen “medeniyet iistiinligi” fikrine de temel olusturmustur. Béylece aslinda klasik nitelemesi, giderek, Avrupa miiziginin
sadece belirli bir donemini ifade etmekle kalmaz, bestecilik teknigi agisindan i¢erdigi armoni, kontrpuan, orkestrasyon gibi
unsurlarryla birlikte, diinya 6lgeginde, klasik nitelige sahip “yegane” miizik statiisiine de getirilmis olur. Evrim, ilerleme ve
ustiinliik fikirlerinin sekillendirdigi bir miizik olarak, “diger” miizikler i¢in mutlaka erismeleri gereken “yiiksek” bir sevi-
yeyi ve “kusursuz 6rnek” olmay1 temsil eder. Miizikolojik ve etnomiizikolojik agilardan meseleye doniik dikkat gekici bazi
tartismalar i¢in bkz. Becker (1986, s. 341-359), Tenzer ve Roeder (2011, s. 357-387).

33 Williams (2007), Latincede miilk sahipligi anlaminda imtiyazli kesimleri bildiren classis’den Avrupa dillerine gegen class
ve classical kelimelerinin, bu dillerde “terbiye” ve “ders gérme” baglaminda kazandigr “smif” ve giderek de “okunmasi
gereken temel eserler” anlamiyla olan iliskisine dikkat ¢ekerken, Signell (1980) da, “Klasik Tiirk Musikisi’ni, bir “sinif
sembolii” olarak nitelendirir. Kelimenin Latince kokiindeki anlam da dahil olmak tizere belirtilen baglamlarin tiimiinde
aidiyet ve mahsusiyet s6z konusu oldugundan, “klasik” kelimesinin, bu makalede ele alinan “havasa mahsus” veya “hassa”
ile olan baglantisina dzellikle dikkat edilmesi gerekir. Unutulmamalidir ki klasik nitelemesi, burada konu edilen musiki tarzi
agisindan, “ge¢miste”, sanat himayesine 6zel bir 6nem veren Osmanli havas mensuplarinin “himaye” ettikleri masikiye atfen
kullanilmaktadir. Bu nitelemede bulunanlar, Tiirkiye nin modernlesme siirecinde, medeniyet tartismalarina yon veren Jeune
politikaci ve ideologlar olmustur. Bu boyutlar bir kenara birakilip, meseleye miizikoloji ve miizik sosyolojisi a¢isindan yak-

lagildiginda, “klasik musiki” ifadesinin biitiiniiyle sinifsal, begeni kiiltiiriiyle alakali ve ayni zamanda bir kimlik ve aidiyet
meselesi olarak sekillendigi agik¢a goriilmektedir.

34 Osmanli misikisinin donemlendirilmesi konusundaki bazi tartisma ve 6rnekleri ele alan ¢alismalar i¢in bkz. Feldman (1996,
5. 36), isboga (2008), Karadeniz (2007).
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aslinda biitiin biitiine “degismis” bir misiki anlayisinin hakim duruma geldigi anlasiliyor
(Feldman, 1996; Wright, 2000). Kald1 ki Kantemiroglu’dan yaklasik elli yil 6nce, Ali
Ufki’nin Mecmua’sindan (Behar, 2008; Cevher, 1995) da goriilebildigi tizere, Osmanli
havasina mahsus musikinin klasik iislibunun repertuvarca belirginlesmeye basladigi
da agikardir. Bunun en tipik gostergelerinden biri, bu kesime mahsus masikide, bu
masikiye 6zgii, belirgin bir “fasil” tarzinin ve bunun unsurlarini teskil eden belli bash
eser tiirlerinin ortaya ¢ikisidir. Bu degisimin makam kullanimina iligkin kapsamli bir
kronolojisi, Oransay’da (1990, s. 23-55) yer alir.*® Bir bagka 6nemli gosterge ise pesrev
tiirlinde bestecilik ve form bakimmdan meydana gelen degisimlerdir ki bunun ayrmtil
bir incelemesi de Feldman (1996, s. 417—459) tarafindan yapilmistir.

Kantemiroglu, eserini kaleme aldig1 sirada, Osmanli sarayinda icra edilegelen fasil
diizeninin, sirf hanendeler veya sazendeler tarafindan, miistakil veya miisterek tarzda
yapilabildigine dikkat geker. Ustelik fasillar iginde icra edilecek eser sirasini ve bu
eserlerin form bakimindan ne gibi hususiyetler tastyabileceklerini de dikkatli bir gozle
aktarir. Verdigi bilgiler arasinda, hanende ve sazendelerin fasil meclisindeki oturma
diizenlerinin de yer almasi, “klasik” {islibun gelisimindeki énemli 6lgiitlerden biri
olarak goriilmelidir. Oysa 1441°de yazdig1 Kitabii’l-Edvar’inda, Sultan II. Murad’in
Edirne Sarayi’ndaki misikisinaslardan Hizir bin Abdullah, o zamanlardaki fasil
tertibini, 15. yiizyilin diger edvarlarinda da yer aldig: sekliyle, “nevbet-i miiretteb”
olarak aciklarken, Kantemiroglu’nun verdigi fasil diizeninden biitiiniiyle farkli ve
Osmanli havasina ait olmayan, evvelki saray geleneklerinden aktarilan bilgiye yer
verir. Bu bilginin kaynagini Arap gelenegine dayandirdigi gibi, Farabi, Ibn-i Sina ve
Safiyiiddin Urmevi’ye ait, li¢ farkli agiklamanin mevcut olduguna da isaret eder (Sekil
2). Sonugta 17. ylizy1l ortalarina kadar, belirtilen bu eser tiirlerinin artik higbirisinin,
Osmanli diinyasinda kullanilmadig: goriiliir (Behar, 2015, s. 14).

14. yy. Abdiilkadir 15. yy. nazariyatcilarina gore 17. yy. sonu-18. yy. baslar1 18.yy.
Meragi'ye gire (KY, HbA, S) Kantemiroglu'na gore bestekarlarina gore
"tasnif" ""nevbet-i miiretteb" "fasil" "fasil"
"nevbet-i miiretteb" hanende fash sazende fash beraber fasil
kavl kavl hanende taksimi [gazel] sazende taksimi sazende taksimi pesrev
gazel gazel beste pesrev pesrev birinci [murabba] beste
terane terane naks semai-yi sazende hanende taksimi ikinci beste
fiirudast Sfiirudast kar beste agir semai
[miistezad semai naks [nakis] yiiriik semai
[pisrev] kdr sarki

semai saz semaisi
sazende semaisi

(son) hanende taksimi
(dem tutma esliginde)

Sekil 2. Osmanli klasik musiki tislibunun temel gostergelerinden biri olarak “fasil” anlayisinin gelisim ve
degisimi. KY: Kirsehirli Yusuf, HbA: Hizir bin Abdullah, S: Seydi.

35 Degisim siirecinin analizi agisindan kayda deger bazi arastirmalar hakkinda bkz. Durmaz (1991), Oztiirk (2008; 2010;
2014b), Yilmaz (2002).
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Bundan daha 6nemli bir baska hususiyet ise, hi¢ kuskusuz, Osmanli misikisinde
tanbur sazinm, msiki icrasinda iistlendigi basat roldiir. Onceki dénemlerde geng, ud
ve santur sazlarinin sahip oldugu ayricalikli statii, Osmanli klasik misiki tislibunun
sekillendigi siirecte, tanbur ve ney sazlariyla temsil edilir. Arap ve Fars nazari
geleneklerinde ud sazinin sahip oldugu “Uistiin” nitelikler —Kantemiroglu'nun tipik
ifadelerinde goriilecegi gibi— Osmanli diinyasinda tanbura atfedilmistir: “Bizim
bildigimiz yahud gordiigiimiiz sazlardan climlesinden kamil ve temam tanbur
didikleri sazdir, dyle ki Beni-Adem”in nefesinden zuhur iden sada ve nagmeyi
bi’t-temam ve bila-kusur icra eder” (Kantemiroglu, 2001, s. 3). Tanburu, Osmanh
klasik musikisinin merkezine yerlestiren anlayis, 18. yiizyilda kaleme alinan Rumca
ve Ermenice eserlerde de aynen goriiliir (Popescu-Judetz, 2002; Popescu-Judetz &
Sirli, 2000). Bu noktada, Osmanli miisikisindeki degisimin tipik bir gdstergesi olmasi
bakimindan, 15. ylizyil ile 16. ylizy1l ortalarindan itibaren gelisen “klasik™ {isliba
0zgl calg1 topluluklarmi karsilastirmak faydali olacaktir (Tablo 1).

Tablo 1
Calgt Topluluklarindaki Degigim
15. yiizyil 16. yiizy1l ortalarindan sonra
geng tanbur
ud ney
kanun kanun
mugni kemenge
muskal muskal
sestar daire
rud nakkare
niizhe def
mizmar
gijek

Surast agiktir ki Osmanli klasik masiki iislibunun gelisiminde, begeni kiiltiirii ve
statii bakimlarmdan ayrisma ve hususiyet kazanma, asil belirleyici etken olmustur.
Bu misiki isliibu, basta bdyle bir islip gelisimini talep eden ve sanatkar: bu anlamda
destekleyen havas mensuplart olmak {izere, onlarin bu beklenti ve taleplerine karsilik
veren sanatkarlarin ¢abalariyla gelisme gostermis ve sekillenmistir. Ayrismada kuskusuz
zariflere mahsus “ince” ve “yiiksek’ kiiltiir, belirleyici bir unsurdur. Sanatkar masikisinas,
haminin talep ve beklentilerine uygun tarzda sanat icra etmek ve tiretmek ihtiyacindadir.
Musikisinas, sanatini takdir eden ve kendisine sanatiyla yasama imkanmi sunan
hamilerinin sanattan beklentilerine cevap verme ¢abasi igindedir. Bir yandan 6nceki {istad
kusaklarindan mesk suretiyle 6grendikleri, diger yandan, tarz-1 mahsus veya taze tisliplar
gelistirme hususunda diger sanatkarlarla etkilesimleri ve farkli saray geleneklerinden gelen
mdasikisinaslarla karsilagsma, sohbet, mesk, fasil ve hatta rekabetleri, Osmanli havasina
mahsus klasik iislibun sekillenmesinde 6nemli roller oynamustir. Ozellikle iiretkenligi ve
yeniligi 6diillendiren rekabete ve gbzde olmaya dayali bezm ve isret meclisleri yaninda
kiime fasillarinin da Osmanli havasma mahsus misiki tisliibunun gelisiminde basat bir
etkiye sahip oldugu g6z 6niinde bulundurulmalidir.
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Walter Feldman’in, Osmanli havasinin begeni kiiltiiriine mahsus bir klasik repertuvar
ve Uslibun sekillenmesi adina takip etmeye calistig1 kronoloji dikkat ¢ekicidir:

Hem c¢algisal 6rnekler digindaki eserleri aktaran sozlii gelenek hem de ¢algisal repertuvarin
nota kaynaklari, 17. yiizy1li belirgin bir baslangi¢ noktas1 olarak kabul etmektedir. Bobowski
[Ali Ufki], Kantemir ve Hamparsum’un nota kaynaklarinda mevcut olan bestelerden ¢ok az1
1600°1ii y1llardan 6nce eser veren masikisinaslara atfedilmistir. [...] Ismi bilinen bir masiki
tistad1 tarafindan iretilmis kayda deger en eski repertuar ise Bobowski, Kantemir ve Kevseri
tarafindan kaydedilmis olan Miskali Solakzade’ye (6. 1658) ait 29 eserdir (1996, s. 46).

18. ylizyilda, Osmanl saray1r ve mubhitlerinde fasil masikisinashig1 ve ozellikle
de hanendelik etmis sanatkarlar hakkinda biyografik bilgi iceren en 6nemli kaynak,
hi¢ kuskusuz Atrabii’l-asar’dir (Behar, 2010; Feldman, 1996; Yiiceisik, 1993).
Ama daha ilginci, hi¢ kuskusuz, bu eserin, donemin “Seyhii’l-islam™1, Esad Efendi
tarafindan kaleme alinmis olmasidir. Bu durum, Osmanli yonetici elitinin, sadece
msikisinaslar desteklemek ve himaye etmekle yetinmeyip, onlara dair kimi dnemli
calismalar1 da ortaya koyduklarini gostermesi bakimindan biiylik 6nem tasir. Bu
cergevede mutlaka zikredilmesi gereken bir diger isim de, 6zellikle 17. yiizyil igin,
elbette, Evliya Celebi’dir. Unlii seyahatnamesinde, Osmanl yonetici elitine mensup
bir padigah musahibi olarak, doneminin musikisi, masikisinaslari, calgilari, ¢algi
yapimcilart ve hatta fasillar1 hakkinda, benzersiz bilgi ve gozlemler aktarir. Bu
yoniiyle de havasin, musikiyle olan iligkisinin yine ¢ok temel bir yoniine isaret eder.

Osmanli’da saraym, masiki egitimi ve icrasi bakimindan Endertin’da 6zel bir
meskhaneyi iceriyor olmasi, himaye anlayisini benimsemis saraylar arasinda gok
onemli bir istisna teskil eder (Feldman, 1996). Bu durum, Osmanli havasinin en
istiinde yer alan hanedanin, misiki sanatini, kendi kiiltiiriniin ayrilmaz bir unsuru
olarak gordiigiine dair somut drneklerden birini olugturur. Bu “hassalagsma” hadisesine
sarayda sehzadelere, haremde cariyelere masiki dersleri verilmesi, himaye edilen
masikisinaslar, mehteran ve saray miizisyenleri gibi unsurlarin da kuskusuz ilave
edilmesi gerekir. Osmanli isret meclislerinin, Islam saray gelenekleri bakimindan
oldukca eskilere giden kokleri oldugu bir gercektir. Sawa (1989), bu meclislerin,
masiki ve diger sanatlar bakimindan tagidig1 6nemi, Abbasi Saray1’ndaki uygulamalari
tizerinden ele alir. Sawa’ya gore masiki meclisleri, meclise istirak edenlerin musiki
icras1 ve misikisinaslar arasindaki zaman zaman sertlesebilen rekabetleri ve ayrica
masiki tarihi ve teorisi, elestiri veya estetik lizerine tartigmalar1 dinlemek {izere bir
araya geldikleri toplantilardir (1989, s. 111). Bu meclisler, bir gelenek olarak Abbasiler
tarafindan icad edilmemislerdir ve aslinda Sasanilerden beri mevcudiyetleri tarihsel
olarak bilinmektedir. Meclisleri tertip edenler kesin olarak hanedan mensuplari,
devlet biiyiikleri, bazi zenginler ve miisikisinaslar ile sairlerdir. Bu koklii gelenegin
Selcuklu, Memluk ve Timurlu saraylarinda da benzer sekilde yer aldig1 goriiliiyor.
Inalcik (2011), bezm, isret veya 1ys u isret ad1 verilen bu meclislerin, padisahin
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nedim ve musahibleriyle ve hiikiimet ricali olmaksizin katildigi, 6zel toplantilar
oldugunu belirtir. Ona gore padisahin nedimleri ve musahipleriyle katildigi bu 6zel
meclisler, fiziki mekén tanzimleriyle, adeta bir yeryiizii cenneti halindedir. Inalcik, bu
meclislerde, tiim duyulara hitap eden giizellik ve inceliklerin tamaminin yer aldigina
dikkat ceker: “Isret meclisinde yeme igme yaninda sairlerin siirlerini okumas, yiiksek
sanat musikisi, raks, Karag6z, ortaoyunu temasasi, mutayebat (karsilikli latife, fikra
anlatma), satrang baslica oyun ve eglenceler arasindadir” (2011, s. 202).

Osmanli havasi tarafindan himaye gosterilen musikinin tipik icra mekanlar
arasinda saraylar, has bahg¢e, harem, kasirlar, koskler, konaklar, yalilar, meydanlar ve
mesire yerleri bulunmaktaydi. Diigilinler, senlikler, bayramlar, térenler ve kutlamalar
disinda, miisikinin asil varlik buldugu zemin, havas mensuplari tarafindan diizenlenen
meclislerdi. Bu baglamda Osmanli havas misikisinin, bir meclis masikisi oldugu;
“ince saz’la icra edilen ve fasil diizeninde gerceklestirilen bir icra anlayigina sahip
bulundugu goriiliir. Bununla birlikte haremde valide sultan tarafindan tertip edilen
toplantilarda da masikinin énemli bir yeri bulunmaktaydi. Bu toplanti ve meclis
geleneginin, sehzadeler tarafindan da gittikleri sancak merkezlerinde stirdiiriildiigii
biliniyor. Nitekim Anadolu’da bu tiirden “4dab” meclislerinin halk yasamina yansimis
orneklerine, tipik olarak bazi sehzade sancak ve valilik merkezlerinde (Manisa, Konya,
Kiitahya, Amasya, Karaman, Kastamonu, Cankiri, vb.) rastlanmasi, bu anlamda
sasirtict olmamaktadir.®® Burada dikkat ¢eken bir husus, bu sayilan merkezlerin
msiki repertuarlarinda goriilen iisliiplarin, temel bir etken olarak isret meclislerinde
gelisme gosteren klasik UslGptan 6nemli Olclide etkilenmisligidir. Bu hususiyet,
perde, diizen, nagme, makam, usil ve fasil gibi boyutlarda, yerel repertuarlar iginde,
acik bir sekilde goriiliir. Klasik iisliip gelisimi agisindan hatirda tutulmasi gereken bir
diger unsurun da Mevlevi dergahlar1 oldugunu, burada belirtmek gerekir.

Osmanli devletinde sarayin, kiiltlir ve sanat agisindan gelisme kaydetmeye basladigi
donem, muhtelif alanlarda aragtirmalar yapan arastirmacilar ve uzmanlara gore, 16.
ylizy1l olmustur. Bu ylizyili, Osmanli saraymin kiiltiir-kimlik-aidiyet bakimlarindan
kendine mahsusiyeti gelistirmeye basladigi; diger saraylarla somut bir patronaj
rekabeti icine girdigi; muhtelif sanatlara mensup sanatkarlar aracilifiyla, miistakil
ve has bir Osmanl islibunun sekillendirildigi bir yiizyil olarak anlamak gerektigi
goriilir. Musiki agisindan bakildiginda, nazari kaynaklarda Osmanli misikisinde
meydana gelen degisime ve evvelki kaynaklardan farklilagmaya dair agik ifadelerle
karsilagilmaktadir. Ladikli Mehmed Celebi, 15. yiizyil sonlari itibariyle bu tiirden
bir degisime tipik olarak taniklik eder. Bir bagka taniklik, aslinda dede-ogul-torun
silsilesi iginde izleyebilecegimiz Meragi ailesinden gelir. Unlii misikisinas, bestekar

36 Anadolu’nun muhtelif sehirlerinde yaren, gezek, sohbet, oturak, ciimbiis, sira, gezme, barana, kiirsii basi, er-
fene/arifane, kef/keyf gibi isimler altinda diizenlenen toplantilarin meclis, bezm, isret ve fasil gelenekleriyle
olan baglantilar1 konusunun, kapsamli bir arastirmaya konu edilmesi, simdiki bilgilerimize 6nemli katkilar
saglayabilecektir.
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ve nazariyatgr Abdiilkadir Meragi’nin oglu Abdiilaziz Celebi ile torunu Mahmud
Celebi, Osmanli saray misikisinaslari arasinda yer almislardir. Gerek oglu ve gerekse
torunu, yasadiklari donemde kaleme aldiklar1 miisiki nazariyati eserlerinde, aslinda bir
bakima Abdiilkadir’in metinlerini yeniden-iiretmislerdir; ancak, 6nemli bir farkla: her
ikisi de, Osmanli sarayinda bizzat tanik olduklart muhtelif degisme veya yeniliklere,
bagh kaldiklart metnin olanaklarin1 kismen zorlayarak, atifta bulunmuslardir. Bu
yiizyili, Osmanl havas kiiltiir ve kimligini misiki sanatindaki asli tislibun insasi
bakimindan, bir tiir hazirlik veya gelisme donemi olarak degerlendirmek miimkiin
goriinmektedir.

Kantemiroglu nota koleksiyonundan acgik¢a goriilebildigi iizere, Osmanh
klasik isliibunda bestekarlar ve genel anlamda misikisinaslar, ¢esitli makamlarda,
kullandiklar1 perdeler agisindan da 6nemli degisikliklere gitmislerdir (Kantemir, 2001;
Wright, 1992). Bunun tipik 6rnegini Rehavi perdesi tlizerinden vermek miimkiindiir.
Rast makami, temelde Islam ve dogu diinyasmin en temel makamlar1 arasinda yer
alirken, daima “tam/kusursuz” veya “ana” perdeler diizeni i¢inde sekillenir ki bu
diizene “dogru/diizgiin” anlamiyla “rast” diizeni denilmesi son derece dnemlidir. Oysa
Osmanli misikisinaslari, 17. yiizy1l sonlarindan baglayarak, 6zellikle Kantemiroglu ve
Nayi Osman Dede’nin tanikliklarina gore artik, Rast makaminin nagme sekillenmesinde
sistemin ana perdelerinden olan Irak’1 degil, onunla Rast perdesi arasinda yer alan ve
Rehavi olarak adlandirdiklart nim/yarim perdeyi kullanir olmuslardir. Bu degisimlerde
Osmanli masikisinaslariin, perdeler ve seslendirilisleri bakimindan daha incelikli bir
duyus ve giderek bir begeni gelistirdiklerine dair énemli ipuglar ortaya ¢ikmaktadir.
Benzer gelismeler, form, usil, perde, makam, terkib, calgi kullanimi ve yapimi gibi
alanlarda da kendini gostermektedir. Ozellikle saraya mahsus ehl-i hiref-i hassa
teskilat1 iginde “saz-tirasdn” olarak adlandirilan calgi yapimcilarimin mevcudiyeti,
konuya verilen 6nem bakimindan basl bagina bir gosterge teskil etmektedir.

Osmanh Klasik Misiki Uslibundaki Sekillenmenin Basat Gostergeleri

Slobin ve Titon (1992), miizikte ‘islip/tarz’ konusunun, miizigin ‘“kendisi”
olarak anlagilan eser repertuvarlarinin ilk ve temel unsuru olduguna dikkat ¢ekerler.
“Tarz ve estetik, birlikte, bir grup insanin kendisiyle 6zdeslestirdigi, taninabilir bir
ses (sound) yaratir” (Slobin & Titon, 1992, s. 10). Miizigin sosyal organizasyonu,
bir insan grubunun kendini digerlerinden nasil ayirdigi veya bir araya getirdigi ve
simifladigina isaret eder. Bu boyut, miizik kiiltiirlerinde, miizik begenisi, miizige dair
diisiince, deger ve inaniglar ile kanaatler iizerinde temellenirler.

Osmanli havas misikisinde klasik tislibu sekillendiren masikisinaslarin temel
bazi egilimlerini belirlemek miimkiindiir. Ozellikle Ali Ufki ve Kantemiroglu nota
koleksiyonlar1 iizerinde yapilan ve yapilabilecek mukayeseli ¢caligmalar, bu egilimler
konusunda bazi somut tespitler yapilmasina imkan vermektedir. Bunlardan ilki ustl
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repertuvaridir. Osmanli masikisinde klasik tislibu sekillendiren misikisinaslar, eski,
benzer veya ortak ustl ¢esitleri yaninda, tiimiiyle kendi bulus veya diizenlemelerinden
olusan yeni ustller de icat etmiglerdir (6rn. Kemani Hizir Aga: 26 zamanlh Miisebba
ustlii; Abdiilbaki Nasir Dede: 22 zamanli Sirin usilii). Temel farklilagmalardan
biri, Islam nazari geleneginin “ika” kavrami gercevesinde “ten-tene” ile ifade edilen
uzun-kisa, kuvvetli-zayif karsitliklarma dayali mnemonic (ezber ve hatirlamaya
yardimeci1) sdzel-notalama (oral notation) hecelerinin terk edilip, vurmali ¢algilardaki
geliskin Hint pratiinin bir uyarlamas1 mahiyetindeki “diim-teke” uygulamalarina
gecilmesidir. Bunun yani sira gerek tiimiiyle yeni bulug veya terkibler yoluyla, gerekse
de kimi eski uygulamalar1 giincellemek suretiyle icra ettikleri ve besteler yoluyla
iiretimini yaptiklar1 misikinin, diger saray geleneklerinden farklilagsmasini ve kendi
0zglin yolunu agmasini da saglamislardir. Mesela 15. ylizyil baslarinda Kirgehirli
Yusuf’un verdigi usiller ile 17. ylizy1l ortalarindan itibaren gelisen ve Kantemiroglu,
Tanburi Kiiclik Artin, Kemani Hizir Aga, Abdiilbaki Nasir Dede gibi musikisinas
ve nazariyeciler tarafindan yaziya aktarilan usiller arasindaki fark, Osmanh klasik
islibunun gelistirilmesinde “kendine mahsusiyet”in insast bakimindan ulagilan
noktay1, somut olarak ortaya koyar (Tablo 2). Bu anlamda havas misikisine mahsus
Darb-1 Fetih, Zincir, Evsat, Cenber gibi ustllerin, Osmanli diinyas1 diginda 6rnek ve
uygulamalar1 olmamasi da ¢ok dnemli bir husus olarak goriilmelidir. Bu olgu, “kendine

Tablo 2
Klasik Usliip Gelisimi A¢isindan Usiil Alaninda Meydana Gelen Degisim

Kirsehirli Yusuf’a gore (15. yiizyil baslarr) Kantemiroglu’na gore (17. yiizy1l sonlarr)

Sakil Darb-1 Fetih
Hafif Zincir
Remel-i tavil Havi
Remel-i kasir Sakil

Car Darb Hafif
Muhammes-i tavil Darbeyn
Veresan Remel

Tiirki darb Evsat

Fahte Hezec
Hezec (rub-1 sakil) Berevsan
Remel (nisf~1 sakil) Nim Hafif
Muhammes-i kasir (nisf-1 hafif) Fer-i Muhammes
Hezec-i kasir (rub-1 hafif) Devr-i Kebir

Devr-i Revan (-1 Hindi)
Harizm
Frenkgin
Cenber
Tiirki Darb
Fahte

Nim Devir
Evfer

Aksak Fahte
Cifte Diiyek
Diiyek
Semai
Sofyan
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mahsusiyet” ve “farkindalik” meselelerinin, Osmanli havas kimligi ve bunun musiki
sanatini iiretenlerce klasik iisliibun temel bir bileseni olarak gelisiminde, merkez1 bir
rol oynadigini agikga gostermektedir.

Ikinci olgu, perdelerin adlandirilmas: siirecinde karsimiza ¢ikar. Osmanl
havasi i¢in icra-y1 sanat eyleyen misikiginaslarin, tamamen perdesel konum,
nagme, miitekabiliyet ve makam/terkib baglami gibi unsur ve ihtiyaglar {izerinden
gelistirdikleri, olaganiistii bir dikkat trilint, geliskin bir adlandirma kullandiklari
goriilityor (Oztiirk, 2014b, 2016a). Bu anlamda Osmanli klasik iislibunu sekillendiren
masikisinaslarin, perde sistemi i¢inde kullandiklari tam, nim veya girift nitelikteki
tiim perdeleri, istisnasiz sekilde adlandirma yoluna gittikleri ve bu adlandirmalardan
hi¢birinin de, gelisigiizel bir sekilde yapilmadigi anlasiliyor. Bu siireg, evvelki
modelde tam perdeler lizerine kurulu hiyerarsinin, Osmanli havasina yoOnelik
misikiyi gelistirenlerce ortadan kaldirildigini gostermektedir. Ancak musiki {istadlart
arasinda muhitler, tabiiyetler ve mensubiyetler bakimindan var olan ¢esitliligin, bu
adlandirmalarda, dikkat ¢ekici bir isim ¢esitliligine yol agtig1 da goriiliiyor. Bunun en
giizel ifadesi, Tanburi Kiiciik Artin’de bulunur (Popescu-Judetz, 2002). Artin, agikca,
farkli makam veya terkib nagmelerinde kullanilan “bir” perdenin, baglamsal olarak
“birden fazla” isimle anilabildigini sOyler. Boylece anlagilmis olur ki bir perde diizeni
ve makam nagmesinde Rehavi olarak anilan bir perde, diger bir diizen ve nagmede
Gevest olarak anilabilmektedir (Oztiirk, 2014b).%

Yukarida deginildigi iizere, Osmanli misikisinde klasik iislip, 6zellikle iki ¢algi
iizerine insa edilmis goriiniir. Bunlar tanbur ve neydir. Mevlevi ¢evrelerce ayni
zamanda mistik bir sembol olarak da kullanildig goriilen ney, Nayi Osman Dede ve
Abdiilbaki Nasir Dede gibi misikisinas seyhlerin ¢aligmalarinda, misiki nazariyatina
temel alinmistir. Ancak Osmanli klasik tislubunun tartigmasiz olarak temel ¢algisinin
tanbur oldugu, hem nazari kaynaklardan, hem de havasa mahsus klasik tislibun
sekillendigi stirece taniklik eden minyatiir veya graviirlerden agik¢a goriilebilmektedir
(Aksoy, 1994; Pekin, 2003, 2008). Osmanli klasik tisliibunu sekillendirmis pek ¢ok
masikisinasin hanende ya da tanburi olusu, bu bakimdan tesadiif degildir.

Tanburun bu merkezi konumuyla birlikte degerlendirilmesi gereken bir baska
ayrim, Arap ve Fars geleneklerinin Rast’tan baglayan ve ayni zamanda perde diizenine
de baslangig teskil eden dizilisin, Osmanl diinyasinda Diigah ile yer degistirmesidir.
Kantemiroglu ve Hizir Aga’nin tanikliklari, Diigdh’in perde sistemine “ser-agaz”
(bas-perde) olusunu acikca ortaya koyar. Buna bagli olarak “zimmii’l-makdmar”
(makamlarin anas1) olma vasfinin Rast makamindan Hiiseyni makamina ge¢mesini,
yine Osmanli havas miusikisinin klasik tarzi agisindan onemli bir ayirict unsur

37 Bu isimlerden bazilari, 6zellikle 19. yiizy1l sonlarindan itibaren giderek standart hale gelecek; Cumhuriyet’te yapilan “geki-
diizen verme”lerle de, gliniimiizdeki taglagmis gergevesini kazanacaktir. Ancak ayni perdenin farkli isimlerle adlandiriimast
olgusunun temelde tarihsel miizikoloji arastirmalari i¢in benzersiz bir 6nem tasidigi ve bilgi tiretimi bakimindan benzersiz
bir veri olusturdugu agiktir. Konuya iliskin analitik ve elestirel bir degerlendirme igin bkz. Oztiirk (2014a).
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olarak gormek gerekir. Tiim bu degisimlerde kimi nazariyeciler, “yazili ve kitabi”
kaynaklara sadakat anlaminda eskiye baglh kalmayi siirdiiriirlerken, kimileri de
Osmanli havas musikisini degisik etki, egilim ve yonelimler dogrultusunda “taze”
bir anlayisla sekillendiren musikisinaslarin pratiklerini temel alarak, klasik {islipta

meydana gelen degisimleri nazariyelerine temel almay1 tercih etmislerdir.

Bu ¢ergevede dile getirilebilecek bir bagka husus, makam simiflamalaridir. 15.
yiizyilda iki farkli Pisagorculuga dayali olarak gelisen “on iki devir-alt1 avaz-yirmi
dort stibe” ile “on iki makam-yedi avaz -dort sibe-siirsiz terkib” siniflamalarmin, 18.
yiizy1l nazariyecilerinin énemli bir cogunlugu tarafindan terk edildigi goriiliir (Oztiirk,
2014a, 2014b). Bu yiizy1l nazariyecileri, Osmanli havas misikisinin klasik iislibunu
sekillendiren musikisinaslarm masiki pratiklerinde kullandiklar1 bilgi ve agiklamalari,
gelistirdikleri nazariyelerde somut olarak yansitmiglardir. Kantemiroglu tiimiiyle kendi
gozlem ve akil yiiriitmelerinin bir {irlinii olan “teknik” bir siniflamaya yénelirken, Nayi
Osman Dede ve Kemani Hizir Aga, bir yoniiyle “ezoterik” sembolizme bagl kalmaya
devam eden simiflamalari zikretmeyi siirdiirmiislerdir. Bununla birlikte Kemani Hizir
Aga, “perdeden dogan makamlar” anlayistyla, donem pratigiyle ortiisen bir siniflamaya
yer verirken, Tanburi Kiigiik Artin de, benzer bir mantikla, alt1 farkli perdenin
“hiikmiinde olan” makam ve terkiblere dayali bir siniflama kullanmustir.

Tiim bu ¢gabalar, Osmanli havas kimliginin, bu kimlige 6zgii klasik {islibun temsil ve
inga edildigi misiki alanindaki degisimlerin anahtarlari ve gostergeleri durumundadir.
Surast aciktir ki mevcut pratigi temel alan yaklagimi nedeniyle “6ncili” bir nazariyeci
olarak degerlendirilmesi gereken Kantemiroglu, sonucta “sekillenmekte olan™ degil,
kendisinin taniklik ettigi ve bizzat egitimini aldig1 sliregte, “sekillenmesini tamamlamis”
ve artik klasiklesmis bir misiki tislibunun nazari temellerini yaziya dokmeye; kendi
goriis ve kavrayist dogrultusunda konuya agiklik getirmeye caligmistir. Bu siirecte
havas kimliginin misikideki insasina caligan musikisinaslarin, nazariyeden ziyade
uygulamayla hasir-nesir olduklar agikardir. Bu durumu, agik¢a havasin, kendilerinden
beklentilerine hizli bir cevap olarak anlamak gerektigini diisiiniiyorum. Bu ¢ercevede
Kantemiroglu'nun (2001) “ilminin ihmal, amelinin ise bayagi” olduguna doniik
elestirisinin, durum ve siireci kavramak adina yeterince objektif bir degerlendirmeyi
yansitmadigi anlasiliyor. Kantemiroglu, bizzat kendi kitabinda yer verdigi “eskilere
gore” musiki nazariyesine dair bilgiler yaninda déneminde kullanilan eser tiirleri,
fasil uygulamasi, tanbur ve perdelere dair aktardig: bilgilerle aslinda uygulamadaki
degisimin nasil gergeklestigini somut olarak ortaya koyarken, bir yandan da adeta
bu ifadesini tekzip etmektedir. Ustelik bu siiregte tanik olunan, “kullanilan makamlar
- artik kullanilmayan makamlar” seklindeki ayrimin, hem Osmanli mosikisinde
meydana gelen klasiklesmede, hem de bu siiregle beraber ortaya ¢ikan eski-yeni ayrimi
ile masiki tislibunda meydana gelen muhtelif degisimlerin belirginlesmesinde, 6nemli
bir veri olusturdugu goézden kagirilmamalidir.

368



Oztiirk / Osmanli Masikisinde “Havas Begenisine Mahsusiyet”in Tezahiirii Olarak Klasik Uslip

Osmanli havas musikisinin klasik iislibu acisindan degerlendirilmesi gereken bir
diger husus da, kesin olarak perde entonasyonu meselesidir. Bu konu, Osmanl klasik
tislibunun diger tsliplardan ayrismasinda, Ladikli Mehmed Celebi’nin tanikliginda,
daha 15. Yiizyil sonlarinda, bestekar ve icracilar tarafindan uygulandigini; ancak kimi
“muhafazakar” nazariyecilerin, uygulamadaki bu yenilikleri ifade etmede yetersiz
kaldiklarini agik¢a gosterir.® Somut olarak Kantemiroglu notasyonlarinin gosterdigi
kadariyla, en 6nemli unsurlardan biri durumundadir. 17. yiizy1l sonlari itibariyle
anlasilmaktadir ki baz1 perdeler, Osmanli havas musikisinin klasiklerinde, alisildik
konumlarindan daha “dik” olarak kullanilmaya baslanmistir. Bunun tipik 6rneklerini,
yukarida deginilen Rahevi-yi Cedid (Yeni Rehavi) yaninda, 6zellikle Gevest ve Mahur
gibi perdelerde de gdérmek miimkiindiir. Kantemir (2001), Irak yerine yeni Rehavi
perdesini yazmak suretiyle, doneminde Rast makam nagmesi uygulamalarinda meydana
gelen entonasyon degisimine agik¢a isaret etmistir. Bu Oylesine bir degisim siirecidir
ki sadece Rehavi (perde, karar edis tarzi ve makam olarak) {lizerinden yapilacak bir
arastirma aracilifiyla, klasik misiki hakkinda simdiki bilgilerimize, tarihsel ve analitik
bakimlardan ezber bozan katkilar saglanabilecegi, somut olarak ortaya konulmustur.*
Nitekim bu egilim, silire¢ iginde ve Ozellikle de Avrupa miizigiyle etkilesimler
neticesinde, Segah ve Irak makamlarimin karar edislerine de kesin surette yansimistir. Bu
anlamda 17. yiizy1l sonlari referans alindiginda, gliniimiize gelen Segah makami anlayisi
ile Oncesi arasinda kesin olarak 6nemli farkliliklarin mevcut oldugu goriiliiyor. Boylece,
kategorik olarak degerlendirildiginde, Osmanli havas kesimi i¢in masiki iireten ve icra
eden musikisinaslarin, makam, nagme ve perde kullanimlarinda, pek ¢ok makam ve
terkibin karar kesitlerinde, eskiden riayet edilen tam perdeli kararlar yerine, diklesmis
durumdaki nim perdeli kararlari tercih eder hale geldikleri somut olarak tespit edilebilir
hale gelmektedir. Bu tip karar edisin, havas mensuplarinca daha fazla begenildigi ve bu
yiizden, misikisinaslarin bu tiir karar edise eserlerinde daha fazla yer verir olduklari,
somut olarak gériilebiliyor (Oztiirk, 2014b). Irak, Rast ve Segah perdelerinde karar eden
pek ¢ok makam veya terkib agisindan “nim perdeli karar edis™in, 17. yilizy1l sonlarmdan
itibaren uygulamada daha yaygin bir hal aldig1 ve bunun, kimlik ve estetik temsiliyet
bakimindan daha fazla mahsusiyet gosterdigi, bir “tarz-1 mahsus” olarak algilanip begeni
topladigini burada hususiyetle belirtmek gerekir.

Osmanli havas mensuplari, yine basta bizzat padisahlar olmak {izere, misiki
notasyonuna iligskin ¢alismalar yapilmasinda da 6ncii bir rol istlenmislerdir. Bu
baglamda 6zellikle III. Selim’in tesvikleri sonucu gerek Abdiilbaki Nasir Dede ve

38 Ladikli Mehmed Celebi, 1487°de kaleme aldig1 ve basyapiti durumundaki Fethiyye’de, donemindeki “is erbab1” (bestekar,
hanende, sazende) musikisinaslarin, “nagme yapiminda kullanilan” ezgi araliklarini, evvelki tistadlarin (Safiytiddin Urmevi,
Abdiilkadir Meragi, vb.) sdyledikleri gibi ii¢ degil (tanini-miicenneb-bakiye), bes cesit kullandiklarina deginir ve iki yeni
araligin, tipik olarak, Hicaz ve Maye makam nagmelerinde kullanildiklarint belirtir. Ancak bu son derece dnemli tarih-
sel tanikligina bir de “serzenis” eklemeden duramaz. Ladikli’ye gore makam nagmelerinde kullanilan bu araliklari nazari
kaynaklarinda dile getirmeyen nazariyecilerin bu yanlis tutumlari, onlarin sadece “bilgisizlik”lerinin degil, ayn1 zamanda
“inat”larinin da bir neticesidir (Tekin, 1999, s. 85).

39 Bkz. Oztiirk (2014b).
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gerekse de Hamparsum tarafindan calismalar yapildigi goriiliir. Kantemiroglu,
kendi sarayli kimligiyle ve havas mensubiyetinin dogal bir geregi olarak, notasyon
konusunda bizzat caligmalar yapmis ve gelistirdigi notasyonla, ii¢ yiizden fazla klasik
masiki Gslibuna ait eseri, kayit altina almistir. Tiim bu calismalarin, yine havas
ziimresi i¢inde gelisme gdstermis olmasi, gerek farklilik, gerekse de kimlik agisindan,

=9

klasik iislibun “kaliciligi”n1 teminle ilgili somut ¢abalar olarak goriilmelidir.

Sonu¢

Osmanli havas tabakasina mensup gorgiiyle yetismis kisi, grup ve muhitler, terbiye
ve adab yoluyla edindikleri kimlik ve kiiltiirdeki kendine mahsusiyetin, himaye
ettikleri tlim sanatlarda tecessiis etmesini istemistir. Bu yiizden de farklilik, aidiyet,
statii, sermaye ve iktidar bakimlarindan sahip olduklar1 imtiyazlarm, masiki sanatinda
da ortaya konulmasimi saglamada istikrarli bir tesvik igcinde olmustur. Onlarin bu
talepkarliklari, misikisinaslari, kendilerinden 6nceki misiki iisliiplarindan ayrismaya
6zendirmis; bu arayislar, olasilikla 16. ylizy1l ilk ¢eyreginden itibaren, Osmanli havas
kimligi ve begeni kiiltiirline “mahsus” bir klasik masikinin 6zgiin estetik unsurlari
ve araglartyla gelisimine zemin hazirlamistir. 17. yiizyila gelindiginde ise Osmanl
havas begenisi i¢in iiretilen ve icra edilen misikide tislip bakimindan klasiklesmenin,
gbzde tutulan bestekar ve icracilar tarafindan artik saglanmis oldugu, tiimiiyle bu
begeni kiiltiiriine hitap etmenin getirdigi uzmanlasmis bir perde, makam, usil, eser
tiirli, beste ve icra anlayis1 yaninda ¢algi yapimi ve kullanimindan da agikga takip
edilebilmektedir. Sonug olarak Osmanli havas mensuplarinin, kendi begeni kiiltiirlerini
yansitan klasik bir misikinin gelisimini saglayacak misikisinaslar1 sadece himaye
etmekle yetinmedikleri; kendilerine 6rnek alip rekabet igine girdikleri farkli donem ve
topraklara ait saray {sliiplar1 arasinda, kendi tistiinliiklerini yansitan bir misikiye yer
saglamay1 amacladiklar1 ve bunu da bagarmis olduklari acikca goriilmektedir.

370



SOSYOLOJi DERGiSi

Received: February 25,2017

Revision received: April 1,2017 Copyright © 2017 ¢ Istanbul University Department of Sociology
Accepted: May 30, 2017 tjs.istanbul.edu.tr/en
OnlineFirst: November 30,2017 DOI 10.26650/T)5.2017.2.0006 ¢ December 2017 ¢ 37(2) ¢ 343378

Extended Summary

Classical Style as the Manifestation of Being Exclusive
to the Elite Taste in the Ottoman Music

Okan Murat Ozturk'

Abstract

When cultivation and enculturation according to the palace etiquette is taken as a criterion, it is possible to
subject the Ottoman society to a two-layered social stratification in the form of those who have this decency
(elites) and those who do not (commons). Whereas both musics specific for the elite and public tastes, they
present a common structure in terms of four basic elements [tone/fret, tune/melodic motive, makam (me-
lodic mode) and ustl (thythmic mode)] that shape music. Within this common structure, it can be seen that
the distinctions between the music of the two strata are based on the style. At this point, the question of how
the music produced and performed especially for the elite taste differs in terms of style gains importance.
Various people, groups and circles belonging to the elite stratum, particularly the sultan and the dynasty,
have become the main patrons of all the arts and sciences in the Ottoman world. In this article, it is empha-
sized that the musical works composed for the elite taste become special and privileged through the stylistic
difference. This fact is considered here as a fundamental factor with the aim of analyzing the processes of
canonization and classicization in terms of the development of a peculiar musical repertoire and style. One
of the basic expectations of the Ottoman elite’s patronage of the art of music has been to provide for the
development of a subtle classical style that reflects their own musical taste. This situation clearly reveals its
connection with sociological issues such as status, elite identity and taste culture.

Keywords

Ottoman Elite Music ® Canonization ¢ Classicization ¢ Status * Social Identity ¢ Taste Culture

1 Correspondence to: Okan Murat Oztiirk (Assoc. Prof.), Department of Music, State Conservatory, Bagkent University, Baglica
Kampiisii Fatih Sultan Mahallesi Eskisehir Yolu 18. km Etimesgut, Ankara 06790 Turkey. Email: mozturk@baskent.edu.tr

To cite this article: Oztiirk, O. M. (2017). Classical style as the manifestation of being exclusive to the elite taste in the Ottoman
music. Sosyoloji Dergisi, 37(2), 343-378. http://dx.doi.org/10.26650/TJS.2017.2.0006



SOSYOLOJi DERGiSi

This article focuses on music, which is patronized by the Ottoman elites in the past
and, which is considered as “classical” (Classical Turkish Music) today by various
political or cultural circles, is examined in relation to sociological issues such as status,
taste culture, identity and belonging. I try to present a new perspective from conceptual,
historical and also sociological aspects how this quality should be handled in terms
of Ottoman music, taking into account the broad meaning of the term ‘classical’. The
arts of poetry and music, as a conventional attitude, have received special attention by
the elites, who attach importance to artistic patronage in the Ottoman world. There are
remarkable similarities between the patronage of the artists performing these arts in
unique and distinct styles. These similarities that complement each other have been seen
as a convenient starting point in the shaping of this article on the basis of musicology.
Thus, I aim to show how the Ottoman elites strived to realize the representation of the
privileges they possess from economic, social and political aspects in various arts as
well as poetry, but especially in music, through education and patronization. In this way,
I consider that it is also possible to determine why elites attached a big importance to
the matter of developing a unique classical style in music and what kind of sociological
requirements have been effective in this.

When cultivation and enculturation according to the palace etiquette is taken
as a criterion, it is possible to subject the Ottoman society to a two-layered social
stratification in the form of those who have this decency (elites) and those who
do not (commons). Whereas both musics specific for the elite and public tastes,
present common characteristics in terms of four basic elements [perde (tone/sound/
fret), nagme (tune/melodic motive), makam (melodic mode) and wusi/ (rhythmic
mode)] that shape them. On the ground of these properties, it is seen that the basic
distinctions between the musics of these two taste cultures appeared in the fields
of knowledge and style. At this point, the question, how the music produced and
performed especially for the elite taste differs in terms of style gains importance. One
of the prime requirements of being a member of the Ottoman elites is to be cultivated
in terms of language, behavior, manners, politeness, culture and, most importantly,
education. The elites have been trained in the arts of poetry and music in order to
understand what special techniques, sciences and characteristics are required to be
found in the works of poets and composers. In the education of the elites, a variety of
sciences and arts were in their hands as a privilege, with all the sociological elements
required to be member of this class.

The elite taste expects a high level of representation and creativity in all the arts.
Any art activity that is ordinary, nondiscriminatory or unprivileged cannot appeal to it.
Therefore, high artistic expectation of the elite taste is an important key to understand the
course of the development of the classicization phenomenon in music. In this shaping
process, the main criterion for the artist and the patron seems to be the importance given
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to the niceties and mastery of the work of art. The grade of fineness and craftsmanship of
the work enabled the development of a special communication between the artist and the
patron in terms of “appreciation and patronage scheme”. Especially in poetry and music,
to recognize, understand and appreciate the techniques and innovations that are skillfully
hidden in details of the work by the artist were both a discovery and a curiosity for the
patron, but more importantly, was a kind of test that allows him or her to test his or her
own level beside the level of the artist or even a game in the cultural sense.

One of the main reasons for music patronage is, undoubtedly, the profound respect
and admiration that they feed into the legendary “music/harmony of the spheres”, a
symbol of “wisdom” and therefore a “privileged” feeling, representing the deepest
hearing sensitivity. This understanding, which regarded music as the most perfect
representative of the order in the universe, also carried the belief that hearing and
listening to music was an exceptional characteristic only for nobility and elites within
its context as a cultural code. The high level and quality of the patron that protects the
arts in terms of his or her own sophistication was a fundamental factor in determining
the quality of the artist and his work.

The acceptance of canonical work and the process of the canonization in the music
produced for the Ottoman elite taste are related directly to the meanings of the word,
“criterion, example, model, rule, and norm”. Examining the acceptance of canonical
work in the music patronized by the Ottoman elites show that this repertoire is realized
through the use of megk as traditional training method and memory rather than written
sources. The main feature that has given vitality to the music tradition is this process
based on oral tradition and in creative activities such as, “re-production”, “re-shaping”
and “re-interpretation” are influential. This process is simply not only based on
repetition or copying but also allows for creative learning, discovery and innovation.
In the sense of making new compositions, it is a production process in which learning
by doing is essential. This aspect of process stands out as an original and distinguishing
feature in the Ottoman elite music in terms of the concept of classical.

In the Ottoman written sources on music, until the middle of the 16th century,
there is a transfer of knowledge learned from earlier sources or masters, based mainly
on Arabic and Persian musical genres and instruments. On the other hand, with the
work of Kantemiroglu (1673-1723), it is clearly seen that in the Ottoman court, a
musical understanding that has changed in its entirety came to dominate the situation.
The classical music repertoire of elite taste can be followed tangibly from various
collections of notation, beginning with the middle of 17th century, especially the
famous notational compilation of Ali Ufki Bey (1610-1675).

In the differentiation of the Ottoman classical style, some technical details of
the music seem to have remarkable features. The first of these is the diversity and
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elaboration in the nomenclature of sounds (perdeler) and melodic modes (makamlar)
used in music. It is seen that musicians who shaped Ottoman classical music went to
the way of naming all the sounds and modes they used in their compositions without
exception, and none of these names were made at haphazard way. The long-necked
and plucked tanbur and blown ney come forward in the development and spreading
of this elaborate practice.

The classification of melodic modes also takes place as an important element
among the topics that illuminate the existence and development of an original
classical style in the Ottomans. On the basis of the Pythagorean tradition, the modal
classifications that are widely used in the 15th century in the Ottoman world, based
on symbolic relations between musical and cosmological elements, seems to have
begun to be abandoned from the 17th century. In particular, the 18th century theorists
clearly reflected the practical information and explanations of the musicians who
shape the classical music, in their theoretical works. It is evident that the musicians
who enter for the race of making new compositions in the classical style for the taste
of their patrons, have given much importance to the notion of composing based on
realizing new practices, rather than depending on the previous theories.

Among the Ottoman elites, those who attach importance to art patronage desired
that the unique identity and culture they possess in terms of palace etiquette as
properly represented in all the arts they patronized, in such a way of emphasizing
their own privileged status. Their demand for music has encouraged musicians to
differentiate themselves from their previous musical styles and these quests, perhaps
from the first quarter of the 16th century, paved the way for the development of
a classical music specific to the Ottoman elite identity and taste culture, with its
own unique aesthetic elements and means. When it comes to the 17th century, it is
clearly seen that styling in the classical music produced for the Ottoman elite has
been provided by the favorite composers and performers.

In this process, the Ottoman elites did not only endorse the musicians who would
provide the development of a classical musical style that reflected their own taste
cultures. On the contrary, they aimed with a greater expectation to include a style
that reflects their own superiority among distinguished classical music traditions
of different periods or lands that they have inspired or competed, and they have
achieved this purpose with conscious incentives. As a result of their endeavors, today
an original musical style called Ottoman classical music has been shaped and shaped
within centuries, and it has managed to exist as a unique genre among the world
classical musical cultures.
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Davetli Makale

Osmanl Musikisinde Gelenegin Kendini Yenileme Giicii

Fikret Karakaya'

Oz

Osmanh musikisi, 13. - 15. yuzyillarda 6zellikle Tebriz ve Herat'ta yogrulan Irani musiki birikimi tizerinde
sekillendi. Iran etkisi 18. yuzyil ortalarina kadar —zayiflayarak— stirse de daha 15. yiizyllda Osmanl
musikicileri yeni bir yol tutmaya baslamisti: Geckiye dayali pek cok yeni makam icat edildi, geckinin
onemi gittikce artmaya basladi. Onceleri dogaclamalar, hazir ctumleler solist tarafindan cesitli bicimlerde
bir araya getirilerek yapilirdi. 17. yuzyildan itibaren hazir ctimlelerin yerini soliste ait yeni, kisisel ctimleler
almaya basladi. Bu, Osmanhlarin ozgirlige ve yaratucihiga daha fazla onem verdigi anlamina geliyordu.
Kantemiroglu ve Nayi Osman Dede, araliklarin sayisal degerlerinden cok perdelerin makamlar icinde
kullanilis1 tizerinde durmaya basladilar ve perdeleri ilk defa udun sap1 tizerinde degil, tanburun sap: veya
ney uzerinde gosterdiler. Bu, nazariyatin da Osmanlilasmaya basladiginin isaretidir. Musiki eserlerini, bir
notasyon sistemiyle kagida gecirmeye yanasmayan Osmanllar, birikimin ustadan c¢iraga mesk yontemiyle
aktarilmasindan kaynaklanan butin olumsuzluklar (eserlerin kismen veya tamamen unutulmasi, eski
eserlerin degistirilerek aktarilmasi, eserlerin az veya ¢ok farkl versiyonlarinin ortaya ¢ikmasi vb) birer
zenginlik ve yaraticilik tezahurti olarak gorduler. Beste ve icra tislubundaki degisim ve gelismelere de bagh
olarak saz heyeti durmadan degisti, komsu iilkelerden veya halk geleneginden alinan calgilar, baz1 eski
calgilarin kullanimdan dusmesine yol acti. Kismi dogaclama (eserlerin icra sirasinda kismen degistirilmesi),
adr acikca konmasa da icrada yaraticilik olarak gorildii, bundan kaynaklanan heterofoni, birlikte sik sik
muzik yapan icracilarda 6zel bir ahenge dontstu.

Anahtar Kelimeler

Osmanh Muzigi ¢ Gelenek ¢ Mesk Usuli ¢ icrada Yaraucilik ¢ Heterofoni
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Osmanlimusikisi, siyasi ve kiiltiirel merkezi Herat olan Timurlu Imparatorlugu’ndan
devralinan bir birikim iizerinde yiikseldi. Bu, etkileri, Hindistan’a ve Cin iizerinden
Japonya’ya kadar uzanan Irani musikiydi. Osmanli musikisi iizerindeki Iran etkisi,
Osmanlilar ve Safeviler arasindaki siyasi iligkiler ne olursa olsun, 18. yiizyil ortalarina
kadar siirdii.> Ger¢ekte Osmanli musikisi, daha 15. yiizyilda Fatih’in babasi I1. Murad
doneminde Irani musikiden farklilagsmaya baslamusti: II. Murad’a sunulan veya ithaf
edilen —genellikle Tiirk¢e yazilmis— musiki risaleleri, Safiyiiddin Urmevi’nin (6l
1293) ve onu izleyenlerin koyu teorik tutumundan uzaklasip pratigin betimlenmesine
agirlik veren eserlerdi. Bu risalelerden anlagiliyor ki, II. Murad doneminde, bizzat
Padisah’in tegvikiyle pek ¢ok yeni bilesik makam icat edilmistir. Bu yeni makamlarin
¢ogu, mevcut makamlardan en az ikisinin birlestirilmesine dayali gegki (modiilasyon)
makamlartydi. Oysa Irani musikide gegkiye pek énem verilmezdi. iran musikisi, 17.
ylizyilda ¢ok 6nemli bir doniisiim gecgirerek, makam musikisi olmaktan ¢ikip destgdh
musikisi olmustu. Ama gecki yine eskisi gibi dnemsizdi. Santur gibi diyatonik
(makama gore akortlanan) bir ¢alginin merkezi bir konumda oldugu giiniimiiz iran
musikisi, gegkiye gosterilen ragbet bakimindan 17. yiizyildakinden farkli degildir.
Buna karsilik, Osmanli musikisinde ge¢kinin 6nemi, 6zellikle 17. yiizyilin ikinci
yarisinda artmaya baglamis, ¢eng, kanun, santur gibi diyatonik (makam gegkisine
elverigli olmayan) ¢algilar gézden diisiip terk edilmistir.?

17. yizyll sonunda Nayi Osman Dede’nin, perdeleri ney iizerinde;
Kantemiroglu’nun ise tanburun sapi iizerinde gostermeleri, udu referans c¢algisi
kabul eden onceki biitlin miielliflerden ayrildiklarna, aslinda nazariyatin da
Osmanlilagsmaya basladigina bir isarettir.

Taksim terimi, en ge¢ 17. yiizyildan beri doga¢lama anlamimi tasir. Hanende
taksimi teriminin, 18. yiizyilda yerini gazel terimine birakmasindan sonra taksim,
sadece “calgi ile dogaglama” anlaminda kullanilmistir. S6z1ii gelenegin aktardigina
gore, 17. ylzyila kadar taksimler, ezberlenmis/hazir musiki ctimlelerini, solistin
istedigi gibi diizenlemesiyle/siralamasiyle olusurdu. (Bugiin de Iran musikisinde
dogaglama, biiyiik dlciide boyledir.) 17. yiizyil sonlarinda Osmanli musikiciler hazir
climleler yerine kendi ciimlelerini tercih etmeye basladilar. Bu, Osmanli musikisinin,
daha fazla 6zgiirliige ve daha fazla yaraticiliga yoneldigi anlamina geliyordu. Ama
gelenegi yenileyen asil yaraticilik, bu satirlarin yazarinin “yaratici icra” adini verdigi
egitim, aktarim ve icra anlayis1 idi.

2 Ali Ufki Bey ve Kantemiroglu gibi sozlii gelenegin de Acemler adini verdigi anonim Iranli bestekérlar ziimresine ait eser-
lerin, 18. yiizyil ortalarinda da ragbette oldugunu, Kevseri MEcmUAsI’nin ikinci boliimiinde de kargimiza ¢ikmalarindan
anliyoruz. Kevseri MECMUASI nin birinci bolimii, Kantemiroglu’nun eserinin —kimligi bilinmeyen bir musikici tarafindan ¢1-
karilmis olan— kopyesidir. ikinci boliim ise Kevseri Mustafa Efendi tarafindan, 18. yiizy1l ortalarinda yine Kantemiroglu’nun
notasyon sistemiyle eklenmis 180 kadar saz eserini kapsar. Bu ikinci bolimde, Acemler’e atfedilen —daha 6nce Ali Ufki
Bey’in ve Kantemiroglu’nun yazmadigi— ¢ok sayida pesrev vardir. Bu pesrevlerin iislubunun, Ali Ufki Bey’in yazdiklarinin-
kine benzemesi, Istanbul’da en geg 17. yiizyildan beri ¢alindiklarina isarettir.

3 Gerek Ali Ufki Bey’in, gerekse Kantemiroglu’nun notaya aldigi eserlerin biiyiik bolimi, iginde hi¢ makam geckisi olmayan
eserlerdir. Gegkili eserlerde ise, genellikle bir veya iki perde degismistir.
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“Yaratict icra”, esas olarak, gerek mesk (egitim ve aktarim) sirasinda, gerek
meclislerdeki konserler veya resitaller sirasinda, musikicilerin kendilerine veya
bagkalarma ait bir eseri icra ederken, motiflerin varyantlarii kullanmalarina ve
elverigli pasajlarda siislemeler veya doldurmalar (genis araliklar arasinda merdivenler/
portamentolar veya uzunca bir sessizlikte Onceki ve sonraki ctimle/cik/ler arasinda
baglant1) yapmalarina dayaliydi. Birden fazla musikicinin eszamanli yaratici icras,
bir tiir heterofoniyle sonu¢laniyordu elbette. Uzun zaman birlikte musiki yapanlarin
heterofonisinde onlara 6zgli bir ahenk olusuyordu. Bu ahenk, hem icracilar, hem
de dinleyiciler i¢in musikinin vazgecilmez bir 6gesiydi. Yaratici icra, bazi sade
eserlerin oldukga siislii versiyonlarinin olugmasina da yol agiyordu. Sade versiyona
oranla ileri derecede siislii sayilan versiyonlar “giceklenmis” olarak nitelenmistir.
Bu niteleme, eserleri siislemenin ne derecede makbul tutulduguna yeterince saglam
bir kanittir. Tanburi Biiyiik Osman Bey’in {inlii Hiizzam ve Nihavend Pesrevleri ile,
Neyzen Salim Bey’in ¢ok {inlii Hicaz Pesrev’inin giiniimiize yalniz asir1 ¢igeklenmis
versiyonlarinin gelebilmis, sade versiyonlarmin biitiiniiyle unutulmus olmasi da dyle.

Eskiden mesk verenler (belli bir repertuar1 usta-cirak iligkisiyle aktararak musiki
egitimi verenler) arasinda seckin bir ziimre vardi. Bu ziimredeki iistatlar, hem eserleri
biitiin incelikleriyle icra ederler, hem de kiigiik ilavelerle eski eserleri, yeni zevke uygun
hale getirirlerdi. 19. yiizyilda musikinin ¢ok biiylik 6l¢lide insan sesine dayali hale
gelmesi, bu seckin listatlarin her birine “fem-i muhsin [ihsan eden agiz| sahibi” veya
kisaca “fem-i muhsin” denmesine yol agt1. Ciinkii fem-1 muhsin sahibi bir hoca, “sozli
eserleri giizel sesi ve kisisel iislubu ile icra eden {istat” demekti. Her dénemde Istanbul’un
cesitli semtlerinde —bazilar ayn1 zamanda giiclii birer bestekar olan— fem-i muhsin sahibi
hocalar yasamustir. Eyyubi (Eyiiplii) Zekai Dede (1825-1897), Uskiidarli Bestenigar
Ziya Bey (1877-1923), Kadikoyli Ali Bey (1830-1899) gibi. Bu iistatlarin hafizalarinda,
gecmis Ustatlara ait eserlerin farkli birer versiyonu bulunurdu. Sézgelimi Ziya ve Ali
Beyler, ismail Dede’nin bir eserini ayn1 hocadan mesk etmis (6grenmis) olsalar dahi,
bir siire sonra, bu eseri icra ede ede kismen degistirirlerdi. Her ikisini de tantyanlar, daha
dogrusu o eseri her ikisinden de dinleyenler, aradaki farktan ayr1 bir tat alirlardi.

Hattatlarin, her harfi, daima, —bir kalipla basilmis¢asina— birbirinden ayirt edilemez
bigimde yazmaya biiyiik 6nem verdigini bilenler, musikicilerin ayni sadakati ve
titizligi neden gostermedigini merak ederler. Gergekte musikiciler de, hattatlar gibi,
her eseri, her defasinda —biitiin ayrintilar1 ile olmasa da— ayni sekilde icra etmeye
dikkat ederlerdi. Ama, bir yandan icrada yaraticilifa verilen 6nem, bir yandan
insan hafizasinin tiirlii oyunlari, eserlerin zamanla —kaginilmaz olarak— az veya ¢ok
degismesine yol acardi. Ciinkii Osmanli musikisi yazi/i bir musiki degildi. Musikinin
yazilmasi i¢in daha 9. ylizyilda bir harf notasi (ebced notasi) gelistirilmisti.* Ama
Miisliiman musikiciler, higbir notasyon sisteminin, icradaki biitiin incelikleri kagit

4 El-Kindi (801-866), repertuarin aktarilmasi i¢in olmasa bile, teorik agiklamalar igin, Arap harflerinin kullanildig1 bir notas-
yon sistemi icat etmisti.
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iizerinde gostermeye yetmeyecegini diisiindiiklerinden, musikiyi yazarak degil, icra
ederek Ogretmeye devam ettiler. Osmanlilar da aynmi tutumu benimsediler. Oysa
onlar, yeryiiziinlin, her islemi yazi ile kaydetmeye (biirokrasiye) en fazla dnem
veren devletlerinden birini kurmuslardi. Onlar i¢in musikiyi yazmak, sozlii eserlerin
giifteleri igin, binbir 6zenle giifte antolojileri yazmaktan ibaretti.’

Dinleyiciler ve icracilar tarafindan, baslangicta muhtemelen —hattatlarinkine
es— kat1 bir sadakat tercih edilirken, eserlerin kaginilmaz olarak az veya c¢ok farkli
versiyonlar1 dogunca, versiyonlar arasi farkin bir zenginlik oldugu kesfedilmis,
boylece icrada yaraticilik deger kazanmis olsa gerek.

Musiki, esas olarak meclislerde icra edilirdi. En 6nemli meclis padisahinkiydi
elbette. Ama donemin oOnde gelen musikicileri, yiliksek riitbeli biitiin devlet
gorevlilerinin saraylarindaki/konaklarindaki meclislere de davet edilirdi. Meclisler
sohbet i¢indi. Her sey sohbetin konusu olabilirdi. Sohbete ancak siir okumak, musiki
icra etmek i¢in ara verilirdi. Hep ayni siirlerin okunmasi veya siirlerin hep ayni
tarzda olmasi, diinyanin her yerinde oldugu gibi Osmanli meclislerinde de bikkinlik
yaratirdi. Nitekim sairler, yeni ve orijinal olmanin 6nemine vurgu yapmislardir. Daha
—“yenilik¢i” anlamindaki— mahlasi ile dikkat ¢eken Nev’1,

Nev’iya nazm i¢re icad eyledin bir tarz-1 has

Ram’u kurtardin Acem es’arina taklidden®
beytinde; Seyh Galib de,

Tarz-1 selefe tekaddiim ettim

Bir bagka lisan tekelliim ettim’
beytinde bunu dile getirmistir.

Meclislerin en aranan sahsiyetleri siiphesiz sairler ve musikicilerdi. Cogu zaman
siir ve musiki ayni1 kiside birlesirdi. Sairlerin yeni benzetmeler, mazmunlar ve imgeler
yaratmaya verdigi 6nemle, musikicilerin yeni ve orijinal nagmeler yaratmaya, yeni
makamlar ve usuller icat etmeye verdikleri 6nem birbirine denkti.

Bazen, bir zamanlar kullanilmis, sonra gdzden diisiip unutulmus olan bir makam,
40-50 y1l sonra bir “mucit” tarafindan yeniden adlandiriliyordu. Abdiilhalim Aga’nin
(1710 ?—1802), Tanburi Kiigiik Artin® (18. yiizy1l) tarafindan suzinak adi ile tarif edilen

5 Hanendelerin, yanlarinda daima bir giifte antolojisi tasidiklari, giifteye bakarak, bazen bestenin, —unuttuklari— bir pasajini
hatirladiklari anlatilir.

6 «Ey Nev’i, siir sanatinda yeni bir tarz icat ettin
Anadolu’yu Acem sairlerini taklitten kurtardin»

7 «Oncekilerin tarzindan ayrildim, ne gegtim
Bir bagka dille séyledim soziimii.»

8 Edvar-1 Musiki adli onemli eserini 18. yiizy1l ortalarinda yazdigi kabul edilir.
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bir makama suzidil adin1 vererek parlak 6rneklerini bestelemesi ve yeniden ragbet
gbérmesini saglamasi bunun en ilging 6rneklerindendir. Ayni sekilde, 6zii bakimindan
ayni fikre (buselik makamini, bir perde asagida bitirme fikrine) dayali nigar, biiziirg
ve suzidilara makamlari, yenilige diigskiinlik yiiziinden unutulan makamlarin yeni
adlarla dolagima yeniden sokulmalarina carpici bir 6rnek olusturur.

Giiclii bir bestekarin belli bir makamda iki murabba’ ve iki seméiden'® olusan bir
takim bestelemesi, 0 makamin birdenbire ragbet kazanmasina yol agar, bir siire sonra
bu riizgar diner, bagka bir makamin saltanati baslardi. Abdiilhalim Aga 18. yiizyil
sonunda suzidil makamini “yeniden” icat edince Sadullah Aga ve Vardakosta Ahmed
Aga ile birlikte ortaklasa bir Suzidil Takim bestelemislerdi.!! Daha sonra bu makamda
yeni murabbalar ve semailerin yani sira ilahiler ve tevsihler de bestelendi. Suzidil
makamindaki dini/tasavvufi eserlerin en énemlileri Ismail Dede’nin durag1 ve Zekai
Dede’nin Mevlevi-ayinidir. Ama dindis1 suzidil fasillarinda okunan murabbalar ve
semailer, yukarida anilanlardi. Tanburi Ali Efendi (1836—1890), pesrev, iki murabba,
iki semat, sarkilar ve saz-semaisinden olusan Suzidil Takim’ini1 besteleyinceye kadar.
Ali Efendi’nin eserleri, Sultan III. Selim’le belirmeye baslayan, Hac1 Arif Bey’in
sarkilar1 ile musikiyi biitiiniiyle ele gegiren romantizmi, eski bi¢cim ve yapilarla
birlestirmisti ve Onceki biitlin suzidil eserleri gélgede birakmisti. Oysa, ozellikle
Abdiilhalim ve Sadullah Agalarin eserleri de 18. yiizyil sonu {islubunun ¢ok parlak
ornekleriydi. Zaman zaman bunlar da icra ediliyordu elbette, ama suzidil denince
akla once Ali Efendi’nin eserleri geliyordu artik.

Yukarida Hicaz Pesrev’i ile andigimiz Neyzen Salim Bey’in (1829-1884)
muhayyer makamindaki pesrev ve saz-semaisi, kendinden 6nceki muhayyer pesrev ve
semailerin 6niline ge¢misti. Ama Tanburi Cemil Bey’in (1873-1916) ayn1 makamdaki
pesrev ve saz-semaisi, Salim Bey’inkilerin nerdeyse unutulmasina yol agt1.

Cemil Bey’in, Istanbul’da 1908’den sonra baslayan halka acik konserlerden
birinde ¢alinmak {izere besteledigi Sedd-i araban Pesrev, Tanburi izak (1745-1814)
ve Sadullah Aga’nin (1760 ?—1808) eserlerinden dnce ¢alinacagi icin onlarin tislubuna
yakindi. Bu olaganiistii pesrevden sonra kimsenin ayn1 makamda bir pesrev daha
yapmaya cesaret edemeyecegi diisiiniiliirken, 6grencisi Refik Fersan’in (1893-1965)
Sedd-i araban Pesrev’i, Cemil Bey’inkini unutturmasa bile, daha romantik ve daha
Avrupai havasi ile kendine saglam bir yer bulabildi.

9 Birinci murabba, genellikle zencir, darb-1 fetih gibi ¢ok biiyiik usullerle ve daha agdali, daha getrefil musiki ciimleleriyle
bestelenir, ikinci murabba ise hafif, devr-i kebir veya muhammes gibi usullerle, nispeten sade ve suh ciimlelerle bestelenirdi.
Bazen ikinci murabbain yerini, gogunlukla leng fahte usuliiyle 6l¢iilen nakis beste alirdi.

10 Ikinci murabbadan veya nakis besteden sonra okunan semaiye agir-sema; faslin son sozlii eseri olarak saz-semaisinden dnce
okunana ise yiiriik-semdr ad1 verilmistir. Agir-semailer aksak-semdi veya sengin-semai usulleriyle, yiiriik-semailer ise daima
yiiriik-semai usulityle ol¢tilmiistiir.

11 Takimin birinci murabbai ve yiiriik-semaisi Abdiilhalim Aga’ya, ikinci murabbai Vardakosta Ahmed Aga’ya, agir-semaisi ise
Sadullah Aga’ya aittir.
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Ama Refik Fersan, Cemil Bey’inkinden sonra yeni bir Sedd-i araban Saz-semaisi
besteleme ihtiyaci hissetmedi. Cilinkii Cemil Bey’inki yeterince moderndi.

16. yiizyilin saz takimi kemange (Mevlevilerin verdigi adla rebab), bronz telli
kanun, santur, ud, kopuz, seshane, sehrud, miskal, ney ve daireden olugsuyordu. Tanbur,
¢ogiir gibi Tiirkmen calgilari, Saray’da heniiz digerleri kadar ragbette degildi. 17.
yiizy1lin ortalarinda ud, kopuz, sehrud gibi saplar1 kisa ve orta uzunlukta olan —iran
kokenli— lavtalar gdozden diiserken, uzun sapli tanburun yildiz1 parlamaya basladi. 18.
ylizyiln ilk yarisinda saz takimi ney, tanbur, santur, bagirsak telli kanun, kemance
ve daireyi kapsiyordu. 19. yiizyila dogru, Sultan III. Selim doneminde daha az ¢algi
kullanilir oldu (ney, tanbur, keman'?> veya sine kemani'?, santur ve daire). Ciinkii
calgilarin birincil islevi, artik insan sesine eslik etmekti. Oysa Kantemiroglu’ndan
ogrendigimize gore, en azindan 17. yiizyilin son ¢eyreginde, hanende fasillarinin
yani sira, sadece saz eserlerinin icra edildigi sazende fasillar1 da yapiliyordu. Ali Utki
Bey’in notaya aldig1 pesrev ve sazende semailerinin de, Kantemiroglu’nun notaya
aldiklar1 kadar uzun ve sozlii eserlerin gorece ¢ok daha kisa olmalarina bakilarak,
sazende fasillarinin en az 17. ylizyilin ilk yarisinda da yapildig1 sonucu ¢ikarilabilir.

Kemanin (violin) itibari, 19. yilizy1l boyunca gittikce artti. 19. yiizyilin ortalarinda,
Istanbul’da galgili kahveler artmaya baglaymca bir yandan Balkanlar’dan, diger
yandan Misir ve Suriye’den ¢ok sayida profesyonel musikici geldi. Bu, profesyonel
sehir musikisinde bilylik canlanmaya yol acti. Glineyden gelen profesyoneller, artik
ses tablasinin iki yaninda ardi¢ yanaklar1 olmayan ve alt1 telli hale gelen udun Osmanli
musikisinde yeniden —hem de biiylik ragbetle— kullanilmaya baslamasini sagladi.
Ayni profesyoneller, bir zamandir sadece cariyelerin kullandig1 kanunun itibarini da
yeniden yiikselttiler. 19. yiizyil sonlarinda, art arda acilan gazinolardaki ve calgil
kahvelerdeki fasillarin baslica ¢algilari keman, ud, kanun ve daireydi. Ney ve tanbur,
daha ¢ok, saray ve konaklardaki meclislerde ¢aliniyordu. Keman, ud ve kanunun
yaninda, 6teden beri Pera’da acgik havada ve tavernalarda dans musikisi icra eden
lira ve lavta, profesyoneller arasinda Rum veya Yunan kokenli musikicilerin artmasi
iizerine fasil musikisinde de kullanilmaya basladi. Lira ve lavta, 19. yiizyil baglarinda
cariyeler arasinda da yayilmaya baslamisti. Bir fasil calgis1 haline gelince liranin ad,
kemenge olarak degistirildi. Misterilerine zengin bir saz takimini dinletmek isteyen
kahve veya gazino sahipleri, keman, ud ve kanunun yani sira takima kemenge ve
lavtay1 da katmaya dnem verir oldu.

12 Avrupa’da violin, violon gibi adlarla kullanilan yayli ¢algi, 18. yiizyilin son ¢eyreginde, viola d’amore’den sonra keman adi
ile Osmanli musikisinde de kullanilmaya bagladi.

13 Avrupa’da barok dénemin en gozde calgilarindan olan viola d’amore, 18. yiizyilin son ¢eyreginde, violin’den 10 y1l kadar
once Osmanli musikisine girmisti. Daha 6nce —Osmanli musikisinin tek yayli calgisi olarak— keman veya kemdnge adi ile
kullanilan galgi, cello gibi diisey olarak tutuluyordu. Bu saz, viola d’amore’nin birdenbire biiyiik revag bulmasi karsisinda
dindig1 musikide artik kullanilmaz hale gelince, keman adi bu “yeni” ¢algiya verildi, ama viola d’amore gdgse dayanarak
¢alindig1 i¢in adinin bagina sine kelimesi eklendi. Boylece, amore (ask) kelimesi de, kalbin (askin) mahfazasi olan sine ile
karsilanmis oldu. Dogu kemani sahneden ¢ekildigi i¢in miinhal hale gelen adi da Avrupa violin’ine verildi.
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Vasilaki (1845-1907), kemencenin fasil igindeki yerini saglamlastirip itibarini
yiikseltince konak meclislerine davet edilmeye basladi. Bir mecliste Vasilaki’yle
tanisan Cemil Bey, ondan kemenge dersleri aldi ve kisa zamanda ilk Miisliiman
kemengeci olarak kendini kabul ettirdi. Lavtact Lambo’dan etkilenen Cemil Bey,
caldig1 sazlar arasina lavtayr da ekledi. Onun, tanburda gosterdigi virtiioziteyi
kemence ve lavtada tekrarlamasi ve bu iki saza aristokrat bir tislup kazandirmasi,
konak meclislerindeki ¢algi takiminin zenginlesmesini sagladi. Artik kemengesiz bir
meclis diistintilemezdi.

Diger yandan, Klarnet brahim Efendi (61. 1925), klarinetin fasil musikisine
girmesini sagladi. 1827°de kurulan Muzika-y1 Hiimayun’un ilk mensuplarindan olan
Hilmi Bey, Macar cymbalom’unun fasil musikisinde kullanilmaya baglamasina 6n
ayak oldu. Hilmi Bey, bu kromatik santuru Istanbul’a getirmeseydi Santuri Edhem
Efendi gibi bir virtiioz yetismezdi.

1905°te Istanbul’da kovan (silindir) kayitlar1 basladiginda, geleneksel musiki
cevrelerinde keman, ud, kanun, kemence, ney, tanbur, lavta, klarinet ve def/daire
revactaydi. Cemil Bey, Ali Rifat Bey’den (Cagatay) dinledigi ¢elloya da biiyiik ilgi
duymus, lavta akordu ile bu sazda da yiiksek miizikaliteye ulagmistir.

Saz takiminin yenilenmesiyle sadece tin1 degil, eklenen c¢algilarin vatanlarina veya
geldikleri kiiltlir gevrelerine 6zgii bazi tislup 6gelerinin de girmesiyle icra tislubu da
degismeye baslamistir.

Icra iislubunda degisiklik saz eserleriyle smirli degildi. Ses kayit teknolojisinin
gelismesi ve Istanbul’a Avrupa’dan opera ve operet topluluklarinin gelip gosteriler
vermesi {izerine, Batili sarkicilara 6zgii icra teknik ve isluplari, yerli sarkicilari
etkiler olmustu.

Kisacasi, gelenek, tarih boyunca, kendi i¢ dinamikleriyle veya dis etkilerle,
saz takimi, repertuari, sesleri/araliklart ve icra tslubu ile durmadan degigmistir.
Osmanli yonetimi, fethedilen veya temasta bulunulan iilkelerin baz1 kiiltiir 6gelerinin
eklenmesiyle varolan kiiltiiriin zenginlesmesinden rahatsiz olmadigi gibi, zaman
zaman bunu Ozendirmistir. Sonug¢ gergekten bir zenginlesme olmus, hi¢ de kati
olmayan muhafazakarlik, gegmise ait birikimin erozyona ugramasini, bu yenilemeci
tutum sayesinde Onlemistir. Yani ge¢misin birikimi, kismen degistirilerek veya
doniistiiriilerek muhafaza edilmistir.
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Ottoman music rises upon an accumulation taken over from Timurid Empire
whose political and cultural center is Herat. This was the Iranian music whose effects
reach from India to Japan through China. The Iranian influence on the Ottoman music
has lasted until the mid-18" century. Actually, Ottoman music begins to differ from
Iranian music already as of 15™ century, in the era of Murad II. Musical booklets
presented and dedicated to Murad II —generally written in Turkish language— were
works which gave priority to adoption of practice, moving away from fanatic
theoretical attitude of Safi al-Din al-Urmawi (d. 1293) and his followers. What is
understood from those booklets is that plenty of new combined magams are invented
with encouragement of the Sultan himself. Most of those new magams were magams
of modulation (gecki makamt), which were based on combination of at least two
existing maqams. However, modulation (gegki) was not seen such important in the
Iranian music. Iranian music experienced a highly significant transformation in the
17" century and had become a music of destgdh, moving away from being magam
music. However the modulation was again unimportant as in the past. Today’s music
of Iran with a diatonic (accorded according to maqam) instrument such as santoor
at a central position, was not different from 17" century Iranian music in terms of
popularity of modulation. On the other hand, the importance of modulation began to
increase especially in the second half of 17" century, and diatonic instruments such
as chang, qanun and santoor lost popularity and were left.

At the end of 17" century, Nayi Osman Dede showed pitches on ney, and
Kantemiroglu on the neck of tambour. So, they differentiated themselves from all
carlier authors who adopted ud as the reference instrument. This was actually a sign
that the theory began to become Ottomanized.

The term faksim means improvisation at the latest since from 17" century on. The
term hanende taksimi left its place to the term gazel in the 18" century. After that
the concept taksim has been only used meaning “improvisation with an instrument”.
According to the oral tradition, zaksims were formed until 17" century as a result of
arrangement of ready musical sentences by the soloist on his own free will. (Also
today is the improvisation mostly likewise in the Iranian music.) By the end of 17
century, Ottoman musicians began to prefer their own sentences rather than ready
sentences. The meaning of this was that Ottoman music tended much more toward
freedom and creativity. However the main creativity, which renewed the tradition,
was a specific understanding of education, transmission and rendition, which is called
“creative performance” by the author of these lines.

“Creative performance” was mainly based on that musicians use variants of
motives, and add adornments and fillings (do/durma, portamentos between wide
intervals or the link between sentences before and after a long silence) in proper
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passages, when performing a work of their own or of another musician, during both
education and transmission (mashq), during concerts and recitals in gatherings. Of
course, the simultaneous creative performance of more than one musician has been
resulted in a kind of heterophony. In the heterophony of musicians who perform music
for long time together, a harmony peculiar to them came into being. This harmony
was an indispensible element of music for both performers and audience. Creative
performance sometimes created too ornamented versions of some plain works.
The highly ornamented versions in contrast to plain ones were called “flowered/
blossomed”. This characterization was a sufficiently strong proof to what extent
ornamentation was desirable.

In the past, there was an elite group within music educators (who give mashq) who
transmit music in a mentor system. The masters in that elite group both performed
works in full delicacy, and also adapted old works to new taste with small additions.
In the 19" century, music becomes highly based on human voice. So, every those
elite masters were called “owner of granting mouth” (fem-i muhsin sahibi) or in short
“granting mouth” (fem-i muhsin). Because a teacher who has a “granting mouth”
meant “a master who performs oral works with his beautiful voice and with his
personal style”. Always, in various neighborhoods of Istanbul, there lived teachers
who have “granting mouth”. And some of them were strong composers at the same
time. In their memories, those masters had each a different version of works of
previous masters. Even if two masters learned a work from the same teacher, after
a while, while performing it again again, they changed the original interpretation to
their own original one. A listener who listens that work from both of them was getting
different pleasures out of the difference between those two interpretations.

People who know that calligraphists give big importance to write every single
letter always indistinguishable, likely as printed with the help o template, wonder
why musicians don’t show the same loyalty and accurateness. Indeed, also musicians,
likewise the calligraphists, gave attention to perform every single work at every
time in the same form, even if not in every detail. However, on the one hand, the
significance given to creativity in musical performance, and various tricks of human
memory on the other hand resulted that, more or less, works change inevitably in
time. Because Ottoman music was not a written one. Ottomans had built one of
states, which gave the most attention in the earth to record every single process in
written form in bureaucracy, but for them, to write music consisted of very attentive
and careful lyric anthologies for works with lyrics.

Probably, at the beginning, both the audience and performers preferred a strict
loyalty similar to calligraphists to original versions of musical works. However,
after the inevitable emergence of somehow different versions of those works, it was
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discovered that the difference between was richness. It can be guessed that, as a
result, creativity in musical performance gained value.

Music mainly was performed in gatherings. The most important gathering was one
of the Sultan of course. However, the leading musicians of that age have been invited
to gatherings in palaces of high-ranking state officials. The aim of those gatherings
was conversation. Everything could be the topic of this conversation. Conversations
were only interrupted to read poetry or to perform music. Reading always same
poetry or poetry of same style, as in elsewhere in the world, was something boring
also in Ottoman gatherings. Therefore, poets always underlined the importance of
being new and original.

The most popular characters in those gatherings were no doubt poets and musicians.
Mostly poetry and music merged in one single person. The importance given by poets
to create new similes, imageries and images was equal to the significance given by
musicians to create new and original melodies, new magams and tempos.

Sometimes, an “inventor” has discovered a magam, which was used once upon a
time, but forgot later on, after a period of 40-50 years.

That a strong composer composes brilliant works in a certain magam increases the
popularity of that magam suddenly. After a while, this trend ceases and the reign of
another maqams begins.

The orchestra, the set of instruments in 16th century consisted of kemdnge (or
rebab as called by Mevlevis), kanun with bronze wires, santoor, oud, kopuz, seshane,
sehrud, miskal, ney and daire. Turkoman instruments such as fanbur and ¢ogiir were
not such popular like the others in the Palace. By the mid of 17th century, instruments
with short and middle neck such as oud, kopuz, sehrud, and Iran-origin lavtas fall
from grace, tanbur which has a long neck gained popularity. In the first half of 18th
century, the orchestra, the set of instruments consisted of ney, tanbur, santoor, kanun
with intestinal wires, kemdn¢e and daire. Toward the 19th century, in the period of
Sultan Selim II1, less instrument (ney, tanbur, keman® or sine kemani®, santoor and
daire) were used because the primary function of instruments was to accompany
human voice, beginning from that period. However, according to Kantemiroglu,
at least in the last quarter of 17th century, in addition to “singer performance”s

2 The stringed instrument, which is known in Europe with names such as violin and violon, began to be used also in the Ottoman
music in the last quarter of 18th century, first with the name viola d’amore, and later on as keman.

3 Viola d’amore, which was one of the most popular instruments in Baroque period in Europe, entered into the Ottoman music
about 10 years before than violin, in the last quarter of 18th century. Previously, the sole stringed instrument of the Ottoman
music, i.e. keman or kemdnge was held vertical such as cello. As a result of sudden increase of viola d’amore s popularity, this
instrument stopped to be used in profane music. So, the name keman has been given to this “new” instrument. However, because
viola d’amore is played by putting it on the chest, the word sine (chest) has been added to its beginning. So, the word amore
(love) was met with chest (sine), which is the case of the heart (love). Because the eastern violin faded from the scene, his name
become vacant and its name has been given to European violin.
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(hanende fasl), there were also “instrumental performance”s (sazende fasli) where
only instrumental works were performed. Moving from the fact that overtures
(pesrev) and instrumental semdis (sazende semdisi) written by Ali Ufki Bey are long
as ones written by Kantemiroglu, and that verbal works are relatively too short, the
conclusion can be drawn that instrumental performances were realized at least in the
first half of 17th century.

Prestige of the violin increased gradually thorough 19" century. By the half
of 19" century, the number of coffechouses with instruments grew, and plenty of
professional musicians came to Istanbul from Balkans, Egypt and Syria. This created
a big revival in professional urban music. Professionals coming from South provided
that oud with 6 wires and without juniper sides in sound table (ses tablast) began to
be used again, and this time even with a bigger popularity. The same professionals
also increased prestige of kanun again, which has been used once by female slaves
(cariye). By the end of 19% century, too many casinos and coffeehouses have been
opened in Istanbul. Main instruments in performances there were keman, oud, kanun
and daire (literally “circle”). Ney and tanbur were played mostly in gatherings in
palaces and mansions. In addition to keman, oud and kanun, also lira and lavta begin
to be used in Ottoman music, which were originally used only in Pera, in open air
and in taverns (night clubs), as instruments of dance music, as a result of increase in
numbers of musicians from Greek origin among professionals. Lira and lavta also
begin to spread among female slaves by the beginning of the 19" century. When
“lira” became an Ottoman music instrument, its name has been changed to kemence
(literally, small “violin™). Owners of coffechouses and casinos who want to provide
that their customers listen to a rich orchestra, began to give importance to including
kemencge and lavta, in addition to keman, oud and kanun in the orchestra.

Vasilaki (1845-1907) strengthened the place of kemenge within the Ottoman
music and increased its prestige. As a result, he began to be invited to gatherings
in mansions and palaces. Cemil Bey, who met Vasilaki in such a gathering, took
kemencge lectures from him and after a short while, he got adopted as the first Muslim
“kemenge” player. Cemil Bey, who has been inspired from Lambo the Lavta Player
(Lavtaci Lambo), added also /avta, to the instruments, which he plays. That he repeats
the virtuosity, which he showed when playing “tambur”, also when playing both
kemenge and lavta, and that he gained an aristocratic style to these two instruments
provided the enrichment of orchestra in mansion gatherings. So, any gathering
without kemenge became unimaginable.

On the other hand, Ibrahim Efendi the Clarinet Player (d. 1925) contributed to
the inclusion of clarinet into the Ottoman music. Hilmi Bey, who was one of the
first members of the “Ottoman Royal Band” (Muzika-y1 Hiimayun) founded in
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1827, introduced Hungarian instrument cimbalom into Ottoman music. Bringing this
chromatic santoor to Istanbul, Hilmi Bey helped to that a virtuose such as Edhem
Efendi the Santoor Player (Santuri) was grown up.

In 1905, cyclender records began in Istanbul. In this period, in traditional music
environments, keman, oud, kanun, kemence, ney, tanbur, lavta, clarinet and def/daire
were popular. Cemil Bey developed a big interest in cello, which he first heard from
Ali Rifat Bey (Cagatay), and reached a high-level musical quality in this instrument
using the lavta accord.

As a result of renovation of the orchestra, not only timbre, but also performance
style begin to change. The added instruments brought some style elements peculiar
to their homeland and cultural origins.

The change of performance style was not limited to instrumental works. The
development of voice recording technology and shows of European opera and
operetta groups in Istanbul, also performance techniques and styles peculiar to
Western singers begin to influence Turkish singers.

In short, tradition throughout history changed continuously as result of its own
inner dynamics or external effects in terms of orchestra, set of instruments, repertoire,
voices/intervals, and style of performance. Ottoman administration was not disturbed
by the cultural enrichment as result of contact with some cultural elements from
countries conquered. On the contrary, it encouraged this sometimes. The result was
indeed enrichment. A moderate conservatism, which was no way hard or rigid,
prevented any probable erosion of the accumulation coming from the past, with the
help of the mentioned renewing attitude. In other words the accumulation of the past
was conserved by being partly changed or transformed.
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Same as Turkish culture and many others, Persian culture also owns a so-called
“classical” music which is generally distinguished by some evident characteristics
from other old musical genres of the country, called folkloric or “regional” (in Iran:
musiqi-e navahi or mahalli). The role and status of Persian or Iranian classical music
(musiqi-e keldsik-e irani) —which was rather known, not long ago, under other titles
as “Iranian traditional music” (musiqi-e sonnati-e irani) or “Iranian authentic music”
(musiqi-e asil-e irdni)— in today Iranian society is quite comparable with those
of tiirk sanat misikisi in Turkish society; which is very logical because these two
traditions, Persian and Turkish-Ottoman, had very strong historical ties at least from
the 13th century till the 18th century, and they shared (and still share although less)
almost a same musical system.? But today, perhaps a little unlike the case of Tiirk
sanat misikisi, the title of “Persian classical music” can no longer specify unique
and particular repertoire, aesthetic, style, and way of musical thought. In fact, today,
unlike 30 years ago, what is presented in Iran and all around the world under the title
of Persian “classical” or “traditional music”, in a way belongs to a very broad set of
artistic tastes and tendencies which certainly share a number of traditional elements,
but which are sometimes contrasted considerably by their other determinant elements.

The present article tries to make a new study on the panorama of Persian classical
music in contemporary Iranian society, proposing an original anthropological-
ethnomusicological typology of its varied artistic tendencies. But before entering
into such typology, it is essential to remind rapidly some of the most important
phenomenon or facts in the history of Persian classical music in the twentieth century,
because, of course, certain tendencies of our days are directly or indirectly the results
or the continuities of these phenomenon and facts.

Some Historical Key Points

Regarding history of Persian classical music in the twentieth century, let’s remember
that it is marked by at least five critical phenomena. Here, we cite only these five
phenomena in chronological order and we propose also some reading-key examples:
(i) The Occidentalist movement embodied by ‘Alinaqi Vaziri (1887-1979) starting from
1919: Vaziri was seeing the way of progress of Persian musical system in its adaptation
with “European scientific music” (¢f. Khaleqi, 2002, Vol. II; Sepanta, 2003, pp. 175-212;
Vaziri, 2004; etc.). (ii) The appearance of a “radio style” after 1940, known today rather
under the title of Golha*: This appellation comes from the title of a series of musical
programs created by and for the radio, spreading a certain “romanticism” distinctly far
away from the traditional aesthetic of Qajar epoch (1789-1925). This style was largely
influenced by the movement of Vaziri, especially with regard to the use of orchestra and

2 For a study devoted to the historical and technical links between Persian and Turkish-Ottoman musical traditions, ¢f. Mo-
hafez, 2016.

3 Literally “flowers”.
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harmonization in the western way (cf. During, 2010, p. 76; Fatemi, 2013, pp. 68-73, 131-
133; Nettl, 2009, pp. 254-258; Zonis, 1998, pp. 197-201; etc.).* (iii) The movement of
The Center for Preservation and Propagation of the Iranian Traditional Music (Markaz-e
Hefz va Eshd’e-ye Musiqi-e Sonnati-e Irdni) in the 1970s: Initiated by Dariouche Safvate,
it was mainly a return to radiff and to the Q4jar classical style. Creation of this center
has made it possible to train a good number of young musicians (considered today as the
masters) by the last representatives of the Qajar tradition (c¢f. During, 2010, pp. 76-78;
Miller, 2005, pp. 65-92; Mosayyebzade, 2014; etc.). (iv) Radical change in the country’s
cultural politics with a set of constraints imposed by the Islamic regime on the musical life
in Iran after the 1979’s revolution (c¢f. Adelkha, 1991, pp. 23-40; During, 1984, pp. 11-31;
1992, pp. 135-164; 1995, pp. 115-144; 2010, pp. 94-105; Youssefzadeh, 2002, chap. VI;
etc.): It should be recalled that some of these constraints are still in place in 2017 even under
the actual government called “moderate”. Here are few ones: The prohibition of female
solo singing in public (concert, CD, etc.); The mechanism of censorship concerning the
textual contents of music (for concert or CD); The organization for control and selection
of musical activities (according to which any concert, CD, or musical publication must
first be “evaluated” by The Ministry of Culture and Islamic Guidance in order to obtain
an official authorization); The occasional cancellation of concerts already holding official
authorizations by individuals who are called “autonomous elements” ( ‘andsor-e khodjush)
and who can take action on the implicit request of an extremist authority; The requirement
to hide (by means of decorations, flowers, edited images, etc.) the musical instruments in
programs on national television; The systematic absence of material and official support
of musicians (with the exception of few governmental orchestras such as the Tehran
Symphony Orchestra, which was however suspended during the last presidential years
of Mahmoud Ahmadinejad); The absence of governmental organizations susceptible
to systematically create jobs for a large number of musicians and music graduates of
universities; etc. These 37 years of constraints have influenced different aspects of the
musical professions in Iran, which in itself requires a specific and deep study. But this
problematic is ultimately linked to the general context of the functioning of Iranian society
since the Islamic revolution: By limiting certain individual and social freedoms, the
political system always tries to impose a lifestyle imagined as “Islamic” which cannot be
fully accepted by a large number of people. Thus, by contrast, people in question continue
to live in a kind of “permanent cultural resistance” against the decisions of the political
system. (v) The huge wave of young people passionate on Persian classical music after
the revolution: A phenomenon which comes, to some extent, from the suspension or even
the prohibition of almost any other type of music, in particular Pop music, in the early

4 Inthe recent years, the entirety of the musical programs of Golha is put on line by Jane Lewisohn on the following site: www.
golha.co.uk

5 Persian classical music of Qéajar epoch was essentially based on the different instrumental and vocal versions of a model rep-
ertoire called radif which contains predominantly a great number (hundreds) of non-metric sections (gusfe-s). Among these
gushe-s and also on the margin of these versions of radif, the Q4jar tradition contained a number of metric pieces (gata ‘dt-e
zarbi) of different types; chahdrmezrab, reng, pishdaramad, tasnif, and zarbi.
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years of the revolution. Two examples to show the magnitude of this phenomenon, which
can also be considered as one of the consequences of the “cultural resistance’” mentioned
previously: Relying on the number of copies of a setdr playing method published in
2001, Jean During estimated the number of setdr apprentices/players at 20,000; it means
“at least fifty times more than in the past” (During, 2010, p. 44). Another estimation,
according to the number of sold copies of another method, in 1996, evaluates the number
of pupils/players of setdr as 40,000 (cf. Babayi & Khaniki, 2015, pp. 179-180).

The consequences and the evolutions of these five phenomena have mainly had the
effect that, today —in a complex socio-political context where the clash of nationalism,
traditionalism, Sufism, Islamism, atheism, anarchism, postmodernism, and globalism
creates an unpredictable amalgam even by sophisticated expertise— we are faced to
a very impressive diversity of tendencies and tastes in the field of Persian classical
music. Obviously, these tendencies effect different changes and transformations in
the aesthetic, style, repertoire, pedagogy, and ultimately the very function of music
today in relation to the classical tradition of the nineteenth century.

Continuum of Persian Classical Music in Contemporary Artistic Tendencies
From our point of view, it is possible to identify at least seven big current tendencies
among the most active and influential ones in the domain of Persian classical music,
in the form of a continuum. Here, the essential criterion of distinction is that of the
position of each of them with respect to the heritage of the Q4ajar tradition. Of course,
concretely, there is no fixed border that would clearly separate certain currents from the
others. It is possible that a concert or a musical production, which can be categorized
under one of these seven currents, also shares a certain number of characteristics with
one or more other currents; more importantly, the existence of artists whose lines of
thought and practical approaches cannot be defined within the exclusive framework of
one of these tendencies. The case of these artists could be theorized at midway between
two currents, or as a particular combination of certain characteristics of two or more
tendencies. Here is our continuum of seven most important currents or tendencies:

L. Radifo-centrism. At the extreme right® of the continuum, there is the most conservative
tendency in the matter of radif and the Qajar repertoire. Here, radif is nearly considered
as the sacred Word of Persian music, and Q4jar master’s recordings are almost the only
secondary sources recommended to be listened and imitated in addition to radif. This
position, which could be called “radifo-centrism”, is a radicalization of the movement of
The Center for Preservation and Propagation of the Iranian Traditional Music (Markaz).
It is, to a great extent, thanks to the efforts of this tendency that the practical survival of the
heritage of radif is now assured, despite the transformations of the socio-political context.

6 Our concept of “right” and “left” has nothing to do with its equivalent in the Iranian or any other political context. It is merely
a schematization to facilitate understanding.
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The masters of the radifo-centrism, among them the santur player Majid Kiani (b.
1941)” seems today to be one of the most famous representatives, have often made
their own recording of the integral of a version of radif, and this recording constitutes
the main object of their teaching as a pedagogical reference repertoire. This teaching
method is mainly realized orally, whereas here the use of Western notation is rare and
fills rather the optional function of memory aid. In the pedagogy in question, as well
as in the artistic creations of this tendency, the metric pieces, even those of the Qajar
tradition such as tasnif-s, reng-s, pishdaramad-s, etc. occupy only a marginal place.

Solo improvisation based on radif (beddhe-navizi bar asas-e radif), which
translates into practice as a sort of re-execution of radif with limited spontaneous
variations, constitutes here the most artistic form of Persian classical music. This is
what Jean During identifies as a first type of improvisation:

Literal performance of radif as taught or recorded by a transmitter, with a possible degree of
variation (During, 2010, p. 254).

In radifo-centrism, musical creations that use an instrumental ensemble, even
an ensemble of purely traditional instruments®, are not strongly encouraged. Here,
instrumental music is as important as vocal music, but in radifo-centrism tendency, it is
rare to give an important place to the composition of new works, or even to any personal
innovation, for example, the introduction of new gushe-s’ in the re-executions of radif.

The authorities of radifo-centrism often rely on a persuasive rhetoric to teach and
propagate their ideas, one of the foundations of which is as following: the aesthetics
and singular norms of Persian classical music, which are effectively condensed in
radif, have not undergone radical changes from the previous centuries to the present
day. Thus, radifo-centrists usually oppose all kinds of historical studies, which affirm
any discontinuity in the transmission of the “great musical tradition” inherited from
the Persians.!” To defend their ideas against other currents, for example the more
modernist currents, the radifo-centrists resort to writings, like four works of Majid
Kiani (cf. Kiani, 1989, 1998, 2004, 2014).

I1. Improviso-centrism. More towards the center of our continuum, there is
another tendency, again derived from the movement of the CENTER (Markaz).
Protagonists of this tendency have, to some extent, some opinions in common with

7 Cf. Jean During’s remarks on the role of Majid Kiani in During (2010, pp. 89-90). On how this musician thinks the tradition,
cf. During (1994, p. 319).

8 Today’s Persian instruments of the classical domain are: tdr; setdr, santur, ‘ud, kamanche, ney, ganun, robab, tombak, ddyere,
daf; etc. For more information, ¢f. During (2010, pp. 107-155).
9 As we mentioned before, the gushe-s are the little melodic sections that form radif.

10 During the courses of Majid Kiani, we heard some criticisms addressed to Jean During and Sasan Fatemi who had begun to
emphasize historical ruptures of Persian music. Kiani also wrote an article explicitly attacking J. During on this subject (cf-
Kiani, 2003, pp. 72-75). However, some students of Kiani detached themselves from his ideas after defending them (cf. For
example, Tavakkoli, 2003). For a new detailed study analyzing this historical discontinuity, ¢f. Mohafez (2016, chapter I).
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radifo-centrists, including their pedagogical principles. But the difference here is
that they consider that the apogee of the art of Persian classical music is found in
improvisations enriched by spontaneous inspirations and personal expressions, and
not only in variable reproductions of the gushe-s of radif. According to the artists and
the contextual situation, the improvisations they appreciate correspond to the second
type or the third type of improvisations categorized by Jean During: “Performance
based on radif, in which the sequences are always identifiable or nameable. Whether
it is a radif master or an ordinary musician, the performer puts there his personal
touch” (During, 2010, pp. 254-255). Or: “Performance in which only some elements
are recognizable, identifiable and nameable. This level of improvisation is that of
the artists having forgotten some gushe-s and many details of radif, but having
memorized some technical features, brief motifs, structures of development, and a
certain number of melodies in a more or less precise form” (During, 2010, p. 255).
But even at this last level, almost in the same way as radifo-centrists, we are not
looking for flexibilities in melodic progressions, non-stereotyped modulations,
complex rhythms, substantially original melodies, etc.

The acknowledged and influential contemporary authority of the tendency in question,
which we will call “improviso-centrism”, was the #dr and setdr player Mohammad-
Reza Lotfi (1947-2014). Insist on “the improvised and spontaneous character of Persian
music” led Lotfi and his disciples to a new approach to the concept of the classical
concert. Not only Lotfi sometimes entered on the stage without even having firstly
decided the modes in which he would improvise, but he carried with him a book of
poetry, Hafez, Sa’di, etc., in order to choose, by chance (tof al), by flipping the book in
front of the public, a text appropriate to his spiritual condition of the moment (kdl)"' to
sing it. This approach, that is to say the accompaniment of instrumental playing by an
amateur vocal of an instrumentalist and not of a singer during an improvisation, recalls
somehow the way of some religious bards (for example in the zekr-s of Ahl-e Haqq),
but does not belong at all to the classical Qajar style.

Unlike the radifo-centrists, improviso-centrists are generally more open to listening
to the post- Q4jar sources, such as recordings of the Golha radio style. This is probably
why, on one hand, they appreciate much more the metric pieces of Qajar and post-Qajar
repertoires, and on the other hand, they reserve long parts of their concerts or CDs for
metric improvisations based on the usual rhythms, 6 beats, 4 beats, 2 beats, and rarely
fast 5 beats or 7 beats. This practice, which in this form did not exist in the classical
Qdjar style, was invented and widely developed in the Golha radio style.'

In improviso-centrism, musicians do not usually oppose the use of traditional
ensembles as well as the composition of new pieces. Lotfi himself, for example,

11 To know more about the concept of Adl, ¢f. During (2010, pp. 289-296).

12 However, the artists of Golhé did not use the 5 and 7 beats rhythms, even in fast tempos.
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composed and recorded with his ensemble Sheyda, several “revolutionary songs”
in the years of 1979 on cassettes of Kanun-e Chavosh (Chavosh association).'
But, as the program of all the albums and the concerts of this current shows, these
means, that is to say the composition and the orchestral expression, are used only
to create introductions, interludes and/or conclusions around one or more principal
improvisations.

In the same way that radifo-centrists, improviso-centrists also rely on writings to
defend and propagate their ideas: About fifteen issues of the yearbook Ketdb-e Sal-e
Sheydad, published in Iran since the 1990s under the supervision of Lotfi, constitute a
main written source to better know the ideas of this tendency.

II1. Vocalo-centrism. More towards the center of the continuum, there is the
greatest tendency of present-day Persian classical music which can be designated as the
“vocalo-centrist” tendency. Many researchers have emphasized Iranians’ indefectible
attachment to the poetry and dominance of non-metric singing on any instrumental
interpretation (cf. During, 2010, pp. 277-289; Miller, 2005, pp. 157-222). Even today,
the main motive of interest or attraction for Persian classical music, with regard to the
general public, lies in the poetic aspect of this music. In a concert or CD, the general
public seems to listen first to the meaning of poems (although the pronunciation of
certain singers like M. Shajarian is not always very clear) and seems to evaluate first
the voice and the singing style, which automatically puts the singer at the center of all
attentions by giving him the greatest importance. In today’s vocalo-centrism, poetry
is considered as an endless source of musical inspirations, and the climax of Persian
music is to sing the poetic masterpieces in non-metric style, with beautiful voice and
by raising a challenge: Combining the text with the melody, which is overloaded with
sophisticated vocal ornaments (tahrir-s)', in a most appropriate dastgdah' or dvdz'e, but
so that pronunciation and poetic sense are perfectly rendered."”

It is today Mohammad-Reza Shajarian (b. 1940) who reigns in the domain of classical
singing, without really any close rival. In vocalo-centrism today, we are not very attached
to a particular vocal radif, like that of ‘Abdollah Davami or that of his pupil Mahmud
Karimi. In fact, although this kind of old sources, as well as the recorded performances of

13 To know more about the social effect of this association, ¢f. Babayi & Khaniki, 2015.
14 To know more about the technical and aesthetic characteristics of Persian tahrir-s, cf. During (2010, pp. 233-235).

15 A dastgah is a multimodal complex, which starts with a particular mode and ends with the same mode. The name of each dast-
gdh is taken from the name of this basic introductive-conclusive mode. A dastgah can contain until six-seven internal modes
who intervenes according to a predetermined and fix order. The radif, in its most complete versions, has seven dastgdh-s.

16 An dvaz also is a multimodal complex who works exactly like a dastgah except that the internal modes of an Gvdz are less numerous
than any dastgah (two or three internal modes maximum). The radif, in its most complete versions, has six dvdz-s. In the Iranian
theory, most of the dvdz-s are considered as “derivatives” of dastgdh-e Shur (the relative equivalent of Turkish makam ussak).

17 Since at least the twentieth century, the adequacy of the text and of the ethos of the musical mode is considered by some
sources as an important science of Persian music, especially in the Bohur ol-Alhdn of Forsat ol-Dowle Shirazi (1996), which
is probably the most quoted. Today’s singers often claim to seek and respect this adequacy, but without being able to explain
it by technical criteria.
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Q4ajar masters, are taught orally as the bases of learning, the ultimate pedagogical model
in many cases is curiously the recorded songs of Shajarian himself; songs which are thus
amply copied and imitated, in terms of content as well as technique, by the majority of
the singers of different generations. Although he is also trained with the masters like Nur
‘Ali Borumand and ‘Abdollah Davami, Shajarian is not a direct emulator of the Markaz’s
movement. As Shajarian’s autobiographical information confirms (cf. Shajarian, 2004),
his style of singing is, on one hand, structured in the atmosphere of radif and the aesthetics
of the great Qajar singers like Taherzade and Egbal Azar, and, on the other hand,
influenced by the Golha’s radio aesthetics, because Shajarian began his career in Tehran
on the radio, alongside the great figures of this current such as Ahmad ‘Ebadi. This is why
Shajarian himself, as well as all the vocalo-centrists who follow his path, are often open to
styles more or less distant from the tradition of the nineteenth century. At the same time,
and unlike the earlier mentioned currents, today’s vocalo-centrism is much less concerned
with theoretical and historical issues, such as the question of the continuity of style and
elements of Persian classical music during the past centuries.

The content of Shajarian’s vocal improvisations, especially from 1980 to 2000, is
based on a personal approach of the same type as improviso-centrists, which is not
the case for most of today’s young singers whose case is rather in the framework of
the first type of improvisation proposed by During (2010, p. 254) but by applying a
decisive change for the model: Literal performance of Shajarian songs as recorded or
taught by himself or by a transmitter of his style, with a certain degree of variability.
Note that some of these variations are automatically generated by the adaptation of
new poems on the modeled songs of Shajarian. However, some young singers, like
Mehdi Emami, avoid consciously the imitation of certain norms of “Shajarianism” in
order to achieve an aesthetically more personal style. But these are exceptional cases.

In today’s vocalo-centrism, including the case of Shajarian himself, it is even
permissible to sing, without even asking questions, with a symphonic orchestra playing
old or contemporary Iranian compositions arranged by a type of thel8" century’s
European-style harmonization. Moreover, most of the current young singers, such
as Homayoun Shajarian (Mohammad-Reza’s son), Mohammad Mo’tamedi, Alireza
Qorbani, Salar ‘Aqili, Mehdi Emami, etc., also participate in non-traditional but
mediated musical occasions to make themselves better known to the general public.
Here are two examples for these occasions: Singing in almost pop arrangements
of the credits of television series, or singing in Western-type operas commissioned
on religious or national themes such as The Opera of ‘Ashurd" and The Opera of
Mowlavi (Both composed by Behzad ‘Abdi).

18 This kind of order is one of the rare cases where the political system supports a musical project.
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Shajarian has recently shown some interest in popular idioms. Long after his period
of collaboration with H. Alizadeh and K. Kalhor in the early 2000s —musicians who
represent a certain modernity in their artistic approach— he has organized big concerts
out of Iran with the participation of some young musicians who produce only a sort
of Iranian “World Music”; a fusion music interpreted, in this case, by instruments
invented by Shajarian himself.

In this regard, it should be noted that Shajarian is one of the very rare contemporary
authority of Persian classical music to have constructed new instruments and to have
made them play in his concerts and albums; an initiative which could have opened
up a field of research and questioning about the timbres and sounds of lost ancient
Persian instruments (like Fikret Karakaya’s projects in the case of Turkey), but these
essays do not aim at reconstructing the old instruments such as chang, shdahrud,
sheshtdr, robab, musiqdr, etc.: Shajarian’s lutes reproduce, to great extents, forms,
timbres, and models of the present #dr and setdr, while his viols are new adaptations
of kamdnche, violin, viola, cello and double bass. These experiments, initiated by the
current leader of the vocalo-centrist tendency, show once again that in the aesthetic
and artistic problematic of today, the main concern of some is to introduce alto and
bass timbres rather than interest in research and historical issues."’

IV. Golha tendency. With the disappearance of the last representatives of the style
known as “sweet-playing (shirin-navdzi)” (cf. During 2010, p. 76), “radiophonic (radioyi)”,
“the age of the violin (asr-e violon)” (cf. Fatemi, 2013, p. 71) or Golha, especially after the
death of the ney master Hasan Kasa’i (d. 2012) and the tdr master Jalil Shahnaz (d. 2013),
this style which had emerged in the 1940s and had marked instrumental performance,
vocal aesthetic and orchestral metrical composition by its so-called “romantic” character,
disappeared more than ever under the emergence of other currents.

In fact, the tendency of Golha type that we place it at the center of our continuum
incorporates two aspects: One traditional, the other orchestral western way. In its
more traditional aspect, instrumental improvisations in solo, duo, trio, and even
quartet are as important as instrumental-vocal improvisations (sdz o dvdz). All these
improvisations, presented under a softened and characteristic aesthetic, are less based
on a particular radif, than on a repertory of the hyper-known melody-types of the
Qa4jar inheritance. What Jean During categorizes as the fourth type of improvisation
is to some extent observable in the Golha style:

At the last stage, the traces of radif are practically reduced to modal patterns, scales, and
an ornamental style. Often, we cannot specify this or that passage is connected to which
gushe. The typically Iranian character of these improvisations appears only in intervals,
scales, ambitus and ornamentations, some symmetry, and some typical rhythmic formulas
principally in 6/8. (During, 2010, p. 255)

19 To know more about the instruments of Shajarian and his demonstration of instruments in Paris ¢/ During (2013).
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However, even at this fourth and last stage, the general melodic-modal style of radifis
totally present: There is still a big absence of flexibility in melodic progressions (seyr-s),
unexpected modulations, complex rhythms, substantially original melodies, and so on.

As already mentioned, the non-metric singing in the Golhé style, of which Gholam-
Hoseyn Banan (d. 1986) was the symbol,® is continued, to a certain extent, by the
“Shajarianists”, while the instrumental improvisations in the Golha style, notably the
idea of long improvisations on 2, 4, and especially 6 beats rhythms, is now more or
less taken up and appreciated by improviso-centrists, especially the “Lotfistes”.

As for its more western aspect, the Golha genre also contains compositions on the
usual Iranian rhythms of the nineteenth century, but often interpreted on slow tempos
with classical or contemporary poems (and very rarely with modern poems called
she’r-e now) and with polyphonic arrangements (based on European harmony of the
eighteenth century). These compositions are written for a symphonic orchestra, which
also incorporates a number of classical Iranian instruments. Here, in the continuity of
the Vaziri movement, the elements of the European orchestra and polyphony impose
themselves as legitimate, even inevitable.

At present, this compositional and orchestral aspect of Golha music is considered as
a kind of “light music” by most of other tendencies, especially by radifo-centrists and
improviso-centrists, but also by certain “modernists™ like “‘Alizadists” (of which we
shall speak right after the Golha tendency). However, the Golha tendency continues to
survive, mainly in the context of the activities of a “‘symphonico-traditional” orchestra
called melli (national) directed for many years by Farhad Fakhreddini (b. 1937), a
specialist in the interpretation of emblematic and nostalgic compositions of the Golha
style, whose apogee was reached by the works of Ruhollah Khaleqi (d. 1965).

Finally, it should be remembered that after the theoretical essays of Vaziri (cf-
2004), then Khaleqi (cf. 2006), there are few modern theoretical works dealing with
the ideas of the Golha period. The book by Hoseyn Dehlavi, Peyvand-e She’r va
Musiqi (Combination of Poetry and Music) (Dehlavi, 2000), and the recent treatise
of Farhad Fakhreddini, Hdarmoni-e Musiqi-e Irdni (Harmony of Iranian Music)
(Fakhreddini, 2015) are the only notable examples that can be cited.

V. ‘Alizadism. For a long period after the revolution, the tendency led by the #dr
and setdr player Hossein Alizadeh (b. 1951 and trained in the Markaz) could be
considered, by his so-called “innovator and modernist” characteristics as the extreme
left of the continuum of Persian classical music. However, Alizadeh posits himself, on
one hand, as a holder of the tradition (with his own recording of the integral of radif
and the publication of a written method for #dr and setdr in four volumes) and, on

20 For a documentation of the repertoire sung by Banan, ¢f. Agayipur (2015).
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the other hand, he went so far as to compose fusion film music and even symphonic
atonal pieces. This is what Jean During notes in his pages about the phenomenon of
“‘Alizadism” (During, 2010, pp. 91-93).

What essentially distinguishes ‘Alizadism from radifo-centrism, improviso-
centrism and vocalo-centrism is its preoccupation for innovation in the Qajar
tradition. Throughout his career, Alizadeh made attempts to innovation on several
axes, which were immediately modeled and widely imitated by his disciples and
sympathizers. Here are some of these axes: (i) Taking deliberately distance from
the reproduction of the gushe-s of radif and also from the known melody-types of
the Q4jar tradition, either in his improvisations or in his compositions. (ii) Taking
relatively distance from the support on improvised and spontaneous character of
Persian music, to go towards creations more programmed and previously elaborated.
(iii) Give more importance to instrumental music. (iv) Integrate new sound colors
into the playing of #dr and setdr, for example, by using intensity contrasts in phrasing
and also a sort of “narrative-expressive-impressive tendency”. (v) Give much more
importance to the composition of new metric pieces on the usual rhythms, also on the
5 and 7 beats aksak thythms. (vi) Give more importance to the traditional orchestra
and arrangement of instrumental lines. (vii) Exploiting melodic-rhythmic ideas of
regional music of Iran, especially from Khorasan, Azerbaijan, and Kurdistan. (viii)
Develop a kind of polyphony with four voices, more compatible with Persian music,
based on counterpoints and canons rather in fourths and fifths, the best example of
which seems his album Rdz-e Now (Alizadeh, 1998).

To these points, it must be added that Alizadeh is the only authority of Iranian post-
Qajar classical music who invented and proposed (first in the same album Rdz-e Now,
then in the album Zemestdan Ast (Alizadeh, 2001), with the participation of Shajarian,
a new mode or maqam, called magam-e Dad o Bidad. As this name reveals, it is a
combined mode mixing in a particular way the mode Dad of the dastgah Mahur with
the mode Bidad of the dastgdh Homayun, which recalls the way in which Turkish-
Ottoman musicians proceeded to invent new murekkeb makamlar.®' Curiously, this
is the Alizadeh’s only innovation attempt, which has not been modeled and imitated,
until now, by his sympathizers.

A little like Shajarian, Alizadeh also has shown in recent years, a certain attraction
for the “publico-centrist” tendency, by organizing spectacular concerts intended for
the grand public and proposing repertoires whose contents are much less appreciable
even by a good number of ‘Alizadists. Let’s evoke here one of his last “great concerts”
(concert-e bozorg) in Tehran in 2014, where half of the program was devoted to the
interpretation of Azerbaijani folk songs and melodies, arranged for mixed voices and

21 It does not seem that Alizadeh adopted this idea on the basis of the Turkish-Ottoman tradition.
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a set of Persian classical instruments to which must be added ndqgdrd, daf, and also
Azerbaijani tdr, the latter played by Alizadeh himself.??

Alizadeh, like protagonists of vocalo-centrism and Golha, was not very productive
at the theoretical level. However, he has expressed his ideas in numerous interviews.
Here, we will cite only the one produced by Mohsen Shahrnazdar, published in the
format of a book (Alizadeh & Shahrnazdar, 2004).

VI. Folklorism. As Jean During (2010, pp. 81-83) observed, Hossein Alizadeh
is not the only classical Iranian musician to turn occasionally to regional music
of Iran to renew his inspiration. But today, there are many musicians who seek to
integrate regional musical elements into the classical genre or who attempt to merge
some classical elements with folk styles. Thus, obviously, there is a desire to mix
classical and folklore: Either through a folklorisation of classical music or through
a classicization of folklore. Of course, in both cases, these creations depend less on
radif and on the Q4jar classical inheritance than all the mentioned tendencies. So we
can talk about this current as a kind of “folklorism”.

A first example is the “half Persian, half Kurdish” concerts of famous Kamkar family
in which the musicians usually sing Kurdish folk songs while accompanying their
voices with classical instruments (apart from daf) played in more or less classical styles.

Another edifying example is found in the albums of Shahram Nazeri (b. 1950),
such as Mahtab-ru (Nazeri, 1992), Heyrani (Nazeri, 1996), et Aviz-e Asdtir (Nazeri,
2000). This famous singer, identified initially as a classical singer, regularly uses his
technique, his style and sometimes his classical phrasing to sing metric compositions
and non-metric pieces inspired by Kurdish folk and/or rituals music but also by
Persian classical tradition; a repertoire mainly accompanied by Kurdish tanbur in
solo or in ensemble.

In the case of the kamdnche and setdr player Keyhan Kalhor (b. 1963), the accents
and the expression are strongly influenced by certain regional music. It is a desire to
use these regional influences in a classic playing, to realize the fusion between classical
and folk idioms. His album Night, Silence, Desert (Shab Sokut, Kavir) (Kalhor, 1998)
was a great success and made Keyhan Kalhor known to the general public: Shajarian
sings there the classical Dashti mode by imitating a Khorasani accent and style, with
the accompaniment of Persian classical instruments. But there is also the famous dotdr
master Haj Qorban Soleymani (d. 2008), interpreting a Khorasani mode in the middle of
a series of metric pieces and non-metric songs, arranged almost in the form of a classical
suite. In other projects, Kalhor lets dialogue his kamdnche, as a representative of the
Persian classical style (because he plays with a classical technique and sound aesthetic),

22 It should also be noted that Alizadeh invented, before Shajarian, two new lutes which are called Sallane and Shurangiz, and
which have not been able to spread considerably in society, as the case of instruments of Shajarian.
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with some non-Iranian instruments: with Anatolian baghlama of Erdal Erzincan, and
with Indian sitar of Shujaat Husain Khan. Thus, in the first two cases, Kalhor merged
the Persian classical style with a folkloric music (Khorasan and Anatolia), while in the
third he dialogues with a classical musician from India.

Another more popular form of folk-classical fusion, appears in the video clips of
the Rastak band: Here some young instrumentalists and singers play well known folk
songs from the four corners of Iran, from Gilan to Bushehr and from Baluchistan to
Lorestan, but by arranging them mainly for the Persian classical instruments. In the
case of each song, they add a number of regional instruments, such as sornd, dohol,
qopuz, etc., which adds to the classical texture a certain typical sonorous color of the
concerned region.

The fundamental point is that the concerts and albums of all these artists are mainly
given and distributed in the capital and some major cities. Indeed, the productions of
Kalhor, Rastak, Shahram Nazeri and Kamkar-s are aimed more at listeners of Persian
classical music than at listeners of regional music. Remember that the musicians
such as Kamakars, Nazeri and Kalhor are originally known, in many artistic circles,
as representatives of Persian classical style. Consequently, these types of fusion
of classical-folk, print their influences on taste, aesthetics, and repertoires of young
musicians and listeners of the classical domain much more than those of regional music.

VII. Publico-centrism. Finally, at the extreme left of our continuum, we must talk
about a new tendency, which fluctuates, at the border of classic and modern urban
pop.> Here, radif and the Q4jar repertoire, in their original form, have no place: We
remain within the general modal framework of the traditional dastgdh-s and dvaz-s
(even the western major and minor) and we are inspired only by the very well-known
materials of the Q4jar tradition, in order to adapt continually the contents of musical
creations to demands of the general public. This is why we call this tendency as
“publico-centrism”.

Here, we are in the industrial manufacture of cultural products. The artists of this current
are hyperactive: They record several albums by year and perform very regularly in concert.
In their creations, they try to be very “modernist”, even “deconstructivist”. From gestural to
repertoire and from instrumentation to advertising, they constantly seek to surpass others by
introducing more “‘unexpected” and “spectacular” initiatives each time.

Here, the demonstration of technicality is translated rather at the level of excessive
instrumental speed and singing of melodies and tahrir-s, which rise in the highest
possible registers. This is one of the prerequisites of this style. As these creations
are aimed to the Iranian general public, vocal music often dominates instrumental

23 To know about different aspects of Iranian urban light music from the Safavids until today, ¢f. Fatemi (2013; 2015).
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playing. The improvisation, here, is almost marginal and the repertory of each creation
consists rather of metric pieces, previously composed, than of non-metric parts. The
rhythm and the metrical ostinatos, on which are superimposed from time to time
non-metric lines, are here an essential recipe. But curiously, we do not seek to exploit
more complex rhythms than the current aksak rhythms (that is to say fast 5 and 7
beats). The questions of non-typical modal diversification and new compositional
forms do not attract these artists either. The most important point is that here fusion
and hybridization are not only legitimized, but they are the indispensable means of
globalizing of Persian music (jahdni kardan-e musiqi-e irani); which is apparently
the manifesto of this tendency. Obviously, this kind of fusion has more economic
success compared to any other classic tendency in Iran.

According to the quoted manifesto, as can be heard in the discourse of the artists
of this tendency, Persian music did not make itself known on the international scenes
like Indian, Arabic, African music, etc. It is therefore necessary to bring it out of
Iran to dialogue with the “cosmopolitan musical idioms”. So here we even hope to
win a prize in the Grammy awards and it is with a certain pride that we envisage a
participation of the famous international fusion musicians in the Iranian projects.

The fusion and hybridization within this current seem to know no limit: We can
color a non-metric sdz o dvdz by using a kind of occidental polyphony but subjectively
“iranized”; a polyphony played by a Western string quartet, a Spanish guitar, a Turkish
saz and of course a series of percussions ranging from tombak to few African drums,
as was the case in a concert by ‘Ali Qamsari and Homayoun Shajarian. We can make
a “dialogue” between Persian classical singing and flamenco singing, where the first
one imitates substantially the vocal techniques of the latter, supported by a totally
multicultural instrumental ensemble, as was the case in a concert of Mohammad
Mo’tamedi and Rosario La Tremendita. We can invite to sing a poem of Mowlana
according to the traditional vocal technique in a composition arranged in hard rock
style and executed with electric guitars and drums, as is a video clip of Homayoun
Shajarian and Sohrab Pournazeri (one of the sons of a well-known folklorist musician,
Keykhosrow Pournazeri). We can bring together foreign instrumentalists with their
violins, percussions, etc., to accompany some light Persian songs containing a certain
number of classical elements, as is the case with all Hafez Nazeri’s projects with his
father Shahram Nazeri. And, as a final example, we can compose a resolutely pop
Persian song, sung by a classical voice and arranged for piano and Western strings on
which a setdr gives from time to time a traditional color, as in the famous piece, cherd
rafti, of Tahmures Pournézeri (other son of Keykhosrow Pournazeri) and Homayoun
Shajarian, that amaze the “modern youth” of the country, at least in the concerned
video clip.
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The problem with this last tendency is that the involved artists often do not
consider their music as pop but claim what they are doing are only innovations in the
pure tradition of Persian classical music. Reading a few words from Hafez Nazeri
(about whom we discussed earlier) in an interview on an Iranian website, illustrates
sufficiently our purpose:

[...] When my CD [titled Ndgofte/ Untold] came out, we spoke of it as the work number one
of classical music of the world; the work in which were present 42 winners of the Grammy
awards; the work for which we spent 5,000 hours. [...] 70,000 copies of this CD have sold,
and maybe only ten people among them have understood this music. [...] Some have already
said that this CD belongs to the New Age genre, while this CD is published by Sony Classical
Records. The bosses of world music have said that this work should be published in the
classical category. [...] Wait two years to see what changes I will make in the Iranian space.
[...] Everyone thinks that my works are modern, but I know by heart all the songs of the
ancients. I assure you that I am the only person who can perform word by word of the songs
of Taherzade, Amirqasemi, Nakisa, Eqbal Azar, and so on. [...] Many musicians believe that
innovation in Persian music is the equivalent of acrobatics on stage. But you cannot discover
new things in the tradition unless you know its depths.

For the Iranian general public, these “classical” musicians play, to a certain extent,
the role of pop superstars like Jennifer Lopez, Shakira, etc., and Iranian “losdnjelesi”™®
stars like Googoosh and Ebi. These latters cannot perform in concert, under any
circumstances, in Iran under the Islamic Republic. However, it must be remembered
that from the second decade of the installation of the Islamic regime, a kind of pop
music “made in Iran” came into being (¢f. During, 2010, pp. 36-37; Tonekéboni,
2014). Stylistically, this music is very similar to losdnjelesi music, but more or less
manipulated at the level of texts, in order to be authorized, or even supported by
the regime and under the pretext of facing what the regime calls “cultural invasion”
(tahajom-e farhangi). Although “the Iranian power and its supporters have no interest
in integrating music into their definition of identity” (During, 2010, p. 302), this
regime is not unaware of the impact that music, in the general sense, can have in
propaganda of its ideologies. Curiously, although it may seem contradictory to the
anti-Occidentalism of the Islamic regime, in the last 37 years after the revolution, it
was rather this music, “pop made in Iran” but also Western classical music, which
were chosen for political and religious propaganda. The textual manipulation in
question has made that since the 1990s, a whole new repertory of pop music and
classic Western music styles, of which the examples are abundant, emerged in Iran.
The themes as well as the texts, objects of public commissions are for example:
“Praise to the Saints of Shi’ism”, “Glorification of the Islamic Revolution”, “Support
to the Palestinian People”, etc. It is also interesting to note that in recent years, a

24 The interview done by Soheyla Sadiqi and ‘Alireza Bahrami, available on:
http://musiceiranian.ir/85126-nazeri-119.html

25 1t is a rather dancing pop music style, developed mainly in Los Angeles by the Iranian pop stars exiled following the Islamic
revolution.
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whole new style of madddhi (religious praise) has emerged whose ethos and melodic-
rhythmic aesthetics are strongly influenced by these pop music made in Iran and
losdnjelesi music, obviously in order to further attract the youth of the country.

For this reason of propaganda among others, pop music made in Iran, has never
been able to reach the phenomenal popularity that /osdnjelesi music has in the Iranian
society. Therefore, the need for true superstars of light music, which is understandable
by everyone and accessible within the country, is still strongly felt despite the media
omnipresence of the new pop singers in Iran. Here, it is important to emphasize that
Persian classical music, in an attitude of indifference and resistance to the preferences
of political power, has remained for the entire population in general as a trans-political
and trans-religious national reference. It is one of the rare cultural phenomena that could
be remained, to a large extent, intact from manipulations by the authorities. This is why,
as Jean During rightly says: “By choosing to practice this art, we rank immediately
ourselves on the side of the population who does not play the game of the regime,
although there are evidently exceptions or people who manage to play a double game”
(During, 2010, p. 302). Thus, the social need to hear superstars of entertainment music
within the country on one hand, and, on the other hand, the beloved national status of
classical musicians, which we have just described, contributed to the emergence of the
publico-centrist tendency in the register of Persian classical music.

The fact that some pioneers of publico-centrism, as we have mentioned, are the
descendants of some masters of Persian classic genre, is also interesting to note. As
Mohammad Musavi says, being the child of a classical authority can help to make
known a new music in the general public. The paradox is that this new music (of the
sons of this or that ostdd) has no longer any affinity with the classical music of their
famous fathers. But the popularity acquired thanks to the advantages and notoriety of
the fathers, facilitates for these young musicians the negation of the “popular” aspect,
and legitimizes them to present their music as “avant-garde” and “innovating”. Their
strategy is to attract a whole new audience, but allows the latter, who until now
followed the classical music of their fathers, to go towards a sort of light music while
making them believe that they are still part of the elite music lovers; In other words,
that the public does not realize that this new music is no longer an elite music (cf-
Musavi, 2014, pp. 233-235).

In the case of the publico-centrist tendency, much more than in the others, there
is a confusion of musical genres. The main cause is to be sought above all in the
dogmatic cultural policies and the systematic censorship of the current regime. Jean
During pointed out in the conclusion of his panorama of Musiques d’Iran:

The most moderate judgment on official music policy cannot ignore the responsibility of
censorship in the confusion that currently affects musical practices. To remove the traditional
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music from the imbroglio where it fell, it is useless to multiply the distinction, to distribute genres
on a scale of aesthetic and technical values, to enlighten the public or to proscribe mixtures and
amalgams. No, from a pragmatic perspective, the chances of'its survival relates to a cultural policy
free from all religious and moralist dogmatisms. That we open the gates of the most unrestrained
pop, techno, hard rock, and other trash metal, as well as losdnjelesi, oriental cabaret, rap, let the
young and old dance on the air which they like, that all expressions are allowed, and very quickly
the selection will be made of itself and everything will be put in place. Everyone will find what
they are looking for where it should be, and musicians of neo-traditional obedience will no longer
be forced to respond to all the confused demands of the public. (During, 2010, pp. 103-104).

Conclusion

In this article, we have sketched a picture of the various contemporary tendencies
of Persian classical music, in the framework of a continuum extended between
the Q4jar heritage and Iranian world music. The considerable aesthetic, stylistic,
theoretical, ideological and practical contrasts which are clearly observable between
these tendencies, lead us to conclude that: Today, we can no longer speak of a single
particular music under the general title of “Persian classical music” without specifying
immediately its certain basic characteristics which are essential to distinguish its
identity from other music presented under exactly the same general title. This is a very
important point not only for scholars in the academic world, but also for organizers
of concerts and festivals, for audio/video publishers, etc., all over the world who are
interested somehow in the “Persian classical music™: It is very much possible that
what they are programming in their festival or publishing on CD/DVD under the title
of “Persian classical music”, be a pure World music, folklorized music, modernized
music, Westernised music, or improvised music, and therefore not necessarily an old
traditional music in the proper sense of the term.

But finally, it is essential to draw attention to the fact that none of these seven
tendencies of Persian classical music, which have been discussed in this article,
does not preoccupy the questions like revivification of Persian pre-Qajar music or
enrichment of the today’s classical practice by referring to historical sources or the
musical traditions of neighboring cultures, such as Turkish-Ottoman and Arabic
traditions. However, from 2005, two ethnomusicologists, Jean During and Sasan
Fatemi, through their writings and musical activities, attracted progressively the
attention of a growing number of young Iranian musicians and musicologists on these
issues; thus, recently, a very new “neoclassical movement” is born in the Persian
classical panorama. This Iranian movement corresponds to an eclectic opening
towards neighboring musical cultures —especially Turkish-Ottoman and Arabic
musical cultures— and to an intention of reviving the lost elements of ancient Persian
music —such as compositional forms and long rhythmic cycles— in the contemporary
practice. For example, the author’s ‘Ajamlar double CDs project (Mohafez, 2013),
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which is in the continuity of this neoclassical movement, is an attempt to revive
the “acemler” repertoire, notated and conserved in some old Ottoman manuscripts,
through the prism of contemporary Persian aesthetics.?

As this neoclassical movement is very young, it is a bit early to be able to
formulate its definitive corpus of identity characteristics. However, in a previous
study (Mohafez, 2016, pp. 373-388) we have already presented the current identity
elements of this movement, as they are observable in the writings and creations of
not many involved researchers and artists. It should be noted that, until now, the
projects of the neoclassical movement are sometimes completely ignored, sometimes
harshly criticized by a great majority of Iranian musicians, whether traditionalists or
other obedience (cf- Mohafez, 2016, pp. 410-433). Thus, it is difficult to foresee the
role that the neoclassical movement will play in the future of the Persian classical
panorama, a panorama which evolves at a considerable speed, especially since the
taste of many musicians is marked by the publico-centrism tendency.

But regardless of its future, the Persian neoclassical movement, even in its present
state, can be considered as a relevant model for musicians of the cultures neighboring
Iran: To learn more about certain aspects of their classical music, Turks, Azerbaijanis,
Arabs, Tajiks, Uzbeks, and others, also have an interest in turning to Iran and listening
sometimes to, at least, some more traditionalist tendencies of Persian classical music.

26 Among other musical projects of this neoclassical movement, which contain new compositions in old style, we should men-
tion the double CDs Sarkhdne (Fatemi, 2010), and the double CDs Dardmad-e Dovvom (During, 2012).
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Uzun Ozet

21. Yuzyil Klasik Fars Muzigindeki Sanatsal
Egilimlerin Bir Tipolojisi

Arash Mohafez'

Oz
Bu makale, cagdas Iran toplumunda Fars klasik muziginin genel gortnumu tzerine cesitli sanatsal
egilimlerin 6zgiin bir antropolojik-etnomuzikolojik tipolojisini sunmaktadir. Bu amacla, ilk olarak, Fars
klasik muizigi tarihinin 20. yuzyildaki en onemli goriing ya da gerceklerinden bazilarina deginilmistir.
Ardindan Fars klasik muzigi alaninda en etkin yedi buyuk cagdas egilim, bir sireklilik (Ing. continuum)
olarak tammlanip, simflandirilmisur. Bu egilimler arasindaki ayrimin en temel kriteri, her birinin Kacar
miizik gelenegi mirasina gore konumudur. Calismamiz ayrica, bu yedi buytk egilimden hicbirinin, Kacar
oncesi Fars muziginin yeniden canlandirilmasi yahut Ttrk-Osmanl ve Arap gelenekleri gibi komsu
kiltirlerin muzik geleneklerine ya da tarihsel kaynaklara referans gostererek ginimiiz klasik miziginin
zenginlestirilmesi gibi meselelerle ilgilenmedigini ortaya koymaktadir. Diger yandan, Fars klasik muzigi
panoramasina 2005 yilindan itibaren, yeni ve biiyeyen bir “neoklasik akim” eklenmistir. Bu akim, komsu
miuzik kualtirlerleriyle iliskili eklektik bir acihm yapmak ve cagdas uygulamada eski Fars muziginin

kaybolmus unsurlarini yeniden canlandirmak niyetindedir.
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Bu makale, ¢agdas Iran toplumunda Fars klasik miiziginin genel griiniimii {izerine
cesitli sanatsal egilimlerin 6zgiin bir antropolojik-etnomiizikolojik tipolojisini
sunmaktadir. Bu amagcla, ilk olarak, Fars klasik miizigi tarihinin 20. yilizyildaki en
onemli goriingii ya da gergeklerinden bazilari: 1919°da baslayarak ‘Alinaqi Vaziri’
tarafindan somutlastirilan Oksidentalist hareket; 1940 sonrasi “radyo tarzi”nin ortaya
cikist; 1970’lerde iran Geleneksel Miizigi'nin Korunmasi ve Yaygmlastirilmas:
Merkezi (Markaz-e Hefz va Eshad’e-Ye Musiqi-e Sonnati-e Irani) Hareketi; 1979
devriminden sonra Islami rejimin Iran’in miizik hayatina dayattigi bir takim
kisitlamalarla tilkenin kiiltiir politikasindaki radikal degisim; devrim sonrasi Fars
klasik miizigine kars1 6zellikle genclerin tutku dalgasi aktarilmaktadir.

Calismamiz ayrica, Fars klasik miizigi alaninda en etkin yedi biiyiik ¢agdas egilimi, bir
stireklilik (Ing. continuum) olarak tanimlay1p, siiflandirmaktadir. Bu egilimler arasidaki
ayrimin en temel kriteri, her birinin Kagar miizik gelenegi mirasina gére konumudur:

I.  En ucta, radif* ve Kagar repertuarindaki en muhafazakar egilim vardir. “Radif-
merkezcilik” olarak adlandirilabilecek olan bu tavir, iran Geleneksel Miizigi nin
Korunmasi ve Yayginlastirilmast Merkezi hareketinin radikallesmesidir.

II.  Siirekliligimizin merkezine dogru ilerledigimizde, yine Merkez hareketinden
tireyen bir diger egilim vardir. Fakat “dogaglama-merkezcilik” olarak
adlandiracagimiz bu ikinci egilimi savunanlarin farki, Fars klasik miizik sanatinin
zirvesinin yalnizca radif gushelerinin® gesitli reprodiiksiyonlarinda degil ayrica
kendiliginden gelisen esinlenmeler ve kisisel ifadelerle zenginlestirilmis
dogaclamalarda bulundugunu ileri siirmesindedir.

II. Yedi egilimden igiinciisii, “vokal-merkezci” egilim olarak adlandirilabilecek
giiniimiiz Fars klasik miiziginin en biiylk egilimidir. Gilinimiiz vokal
merkezciliginde siir, miizikal ilhamlarin sonsuz bir kaynagi olarak goriiliir ve Fars
miiziginin doruk noktast, siirsel bagyapitlari metrik olmayan bir tarzda sdylemektir.

IV. Yedi egilimin merkezinde, 1940’larda ortaya ¢ikan ve sdzde romantik karakteriyle
enstriimantal performansi, ses estetigini ve orkestral metrik kompozisyonu 6ne
c¢ikaran “Golha” egilimi bulunmaktadir. Aslinda Golha egiliminin iki cephesi bulunur:
bir yanda solo, diiet, trio ve hatta kuartet bigimindeki enstriimantal dogaclamalar
ile enstriimantal-vokal dogaclamalarinmi (sdz u avaz) aym derecede 6nemli sayan
geleneksel goriis; diger yanda ise on dokuzuncu yiizyihin bildik iran ritimleri iizerine
kompozisyonlarla, ancak sik sik klasik/cagdas siirlerle yavas tempolar iizerine ve
¢ok sesli diizenlemelerle yorumlanan Bati tarzi orkestral gortis.

2 Kagar donemi klasik Fars miizigi biiyiik dl¢tide, radif denilen 6rnek repertuvarin farkl enstriimantal ve vokal versiyonla-
rindan olugmaktaydi.

3 Radif'iginde ¢ok sayida bulunan ve metrik olmayan kii¢iik melodik béliimlere gushe denir.
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V. Tdr ve setar icracist Hiiseyin Alizadeh 6nderligindeki bir diger egilim, “radif-
merkezcilik”, “dogaglama-merkezcilik” ve “vokal-merkezcilik” egilimlerinden,
Kacar geleneginde yenilikc¢ilik 1srar1 bakimindan ayrilmaktadir. Alizadeh,
kariyeri boyunca —6rnegin ifadedeki keskin karsitliklart ve bir tiir “dykiileyici-
aciklayici-etkileyici egilimi” kullanmakla #dr ve setdr icrasina yeni ses renklerini
entegre etmek gibi— dgrencileri ve sempatizanlari tarafindan hemen benimsenip
yaygin bigimde taklit edilen ¢esitli eksenlerde yeniliklere girismistir.

VI. Altinct egilim, bolgesel miizik unsurlarimi klasik tiirle biitiinlestirmeyi
veya bazi klasik unsurlari halk tarzlari ile birlestirmeyi amaglamaktadir.
Dolayisiyla, agikca goriildiigii lizere, ya klasik miizigin folklorize edilmesi ya
da folklorun klasiklestirilmesi yoluyla klasik ve folklorun bir araya getirilmesi
arzulanmaktadir. Siiphesiz her iki durumda da, bu yaratimlar radif ve Kagar
klasik mirasma tim o oteki egilimlerden daha az bagimlidir. Dolayisiyla, bu
akimi bir tiir “folklorizm” olarak tanimlayabiliriz.

VII. Son olarak, klasik ve modern kent popunun sinirinda dalgalanan yeni bir
egilimden bahsedilebilir. Burada, radif ve Kagar repertuarinin orijinal
bi¢imlerine yer yoktur. Bu egilimde, geleneksel destgah’lar ve avaz’larin (hatta
Batili majér ve mindriin) genel makam gergevesindeyizdir. Oyle ki miizikal
eserlerin igerigini halkin taleplerine her daim uyarlamak i¢in Kagar geleneginin
sadece ¢ok iyi bilinen malzemelerinden esinlenilir. Bu yiizden bu egilimi “halk
merkezcilik” olarak adlandirabiliriz.

Dolayisiyla bu makale, Kagar mirasi ile Iran diinya miizigi arasinda uzanan bir
siireklilik gercevesinde, Fars klasik miiziginin ¢esitli cagdas egilimlerini aktarmaktadir.
Bu egilimler arasinda agik¢a goriilebilen dnemli estetik, bigimsel, teorik, ideolojik
ve pratik zitliklar bizi, bugiin, “Fars klasik miizigi” baslig1 altinda, bu miizigi aym
genel bashk altinda sunulan diger miiziklerden ayirt etmek igin gerekli olan bazi
temel Ozelliklerini saymazsak, belirli bir miizik tiirinden bahsedemeyecegimiz
sonucuna gotiirlir. Bu, yalnizca akademidekiler i¢in degil, “Fars Klasik Miizigi”
ile bir sekilde ilgilenen, diinyanin her yerindeki ses/video yayincilari, konser ve
festival organizatorleri gibiler i¢in de ¢ok dnemli bir husustur. Bu son saydigimiz
gruptaki kimselerin, “Fars klasik miizigi” baslig1 altinda festivallerde sunduklari
yahut CD/DVD olarak yayinladiklari miiziklerin saf bir Diinya miizigi, folklorik
miizik, modernize edilmis miizik, Batili miizik veya dogaglamali miizik olmasi ¢ok
muhtemeldir ve bu nedenle de bunlar tam manasiyla “geleneksel miizik” degildir.

Son olarak, Fars klasik miiziginin ele alinan yedi egiliminden hi¢birinin, Kagar dncesi
Fars miiziginin yeniden canlandirilmas: yahut Tiirk-Osmanli ve Arap gelenekleri gibi
komsu kiiltiirlerin miizik geleneklerini ya da tarihsel kaynaklari referans gostererek
giiniimiiz klasik miiziginin zenginlestirilmesi gibi konular1 i¢ermedigine de dikkat
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¢ekmek gerekmektedir. Ne var ki, 2005°ten bu yana, Jean Ettresi ve Sasan Fatemi adli iki
etnomiizikolog, yazilar1 ve miizik etkinlikleri araciligiyla giderek artan sayida geng Iranli
miizisyenin ve miizikologun dikkatini bu konulara ¢ekmistir. Bu sayede, son zamanlarda
Fars klasik miiziginde bir “neoklasik akim”m dogdugunu gozlemleyebiliriz. Bu akim
komsu miizik kiiltiirleriyle, 6zellikle de Tiirk-Osmanl ve Arap miizik kiiltiirleriyle iliskili
eklektik bir acilim yapmak ve ¢agdas uygulamada (kompozisyon formlar1 ve uzun
ritmik dongiiler gibi) eski Fars miiziginin kaybolmus unsurlarimi yeniden canlandirmak
niyetindedir. Ornegin, bu satirlarin yazarimn bahsi gegen neoklasik akim igerisinde
yer alan iki CD’li Acemler projesi, eski Osmanl el yazmalarinda rastlanan “acemler”
repertuarini ¢agdas Fars estetigi yorumuyla canlandirmaya yonelik bir girigimdir.

Bu neoklasik akim, daha emekleme asamasinda oldugundan, karakteristik
ozelliklerini kesin bir bigimde tanimlayabilmek i¢in heniiz erkendir. Simdiye kadar,
neoklasik akim igerisindeki projeler bazen tamamen gormezden gelinmis, bazense
gelenekselciler ya da diger konformist miizisyenlerin biiyiik cogunlugu tarafindan
sertce elestirilmistir. Bu nedenle neoklasik akimin, 6zellikle miizisyenlerden
c¢ogunun begenisinin “halk merkezci” egilimle belirlenmeye baglamasma bagh
olarak hissedilir bir hizla gelisen Fars klasik miiziginin geleceginde nasil bir rol
oynayacagini ongérmek hayli giictiir.

Ancak gelecekten bagimsiz olarak, Fars neoklasik akimi bugiinkii haliyle bile,
Iran’a komsu kiiltiirlerin miizisyenleri icin de yararl bir model olarak diisiiniilebilir:
Tiirklerin, Azerilerin, Araplarin, Taciklerin, Ozbeklerin ve baskalarinin, kendi klasik
miiziklerinin belirli yonleri hakkinda daha fazla bilgi edinmek adina Iran’a yonelme
ve kimi zamansa Fars klasik miiziginin daha gelenekselci egilimlerine, en azindan,
kulak vermeleri gerekmektedir.
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