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Editoryal Sunus

Nihan TAHTAISLEYEN*

MSGSU Sosyal Bilimler Dergisi, Bahar 2023 tarihli 27. sayisinda “Miizikolojide Giincel Arsiv Ca-
lismalar1” konusuna odaklandik. Arsiv calismalari son yillarda tarih, sosyal bilim ve sanat disip-
linlerinin yogun ilgi gosterdigi, varliklar ve ¢iktilariyla bilimsel ve sanatsal iiretimi tetikleyen bir
alan haline geldi. Bu yoniiyle “arsiv” denen mekanizma tiim isleyisi ve varliklariyla disiplinler-
Otesi bir mevzuya doniistii. Hazirladi§imiz bu sayisi ile arsivin yapisini tiim bilesenleriyle kavra-
yan miizikoloji ve etnomiizikoloji disiplinlerindeki uluslararasi iiretime yeni bir bakis yoneltmek
en bilyiik arzumuz. “Miizikolojide Giincel Arsiv Calismalar’”’nin alanyazini miizik malzemesi-
nin tanimi, miizik malzemesinin tiirii, arsiv materyallerinin yazili ve gorsel-isitsel cesitliligi,
kurumsal ve kisisel arsivlerin yapisi ve isleyisi, arsivlerdeki miiziksel malzemelerin korunmasi
ve siirdiiriilebilirligi vh. gibi genis bir yelpazeyi kapsiyor. “Maddi kiiltiir” ve miizik materyalle-
ri, arsivlerdeki yazili, sesli ve gorsel-isitsel kayitlar miizik dokiimanlari, miizik materyallerinin
arsivlenmesi sorunsali, miizik arsiv materyallerinin edisyon kritigi, miizik elyazmas1 kiiltiirii,
arastirma, yayginlastirma ve yayin, dijital koruma, konservasyon ve icerik yonetimi, dijital insan
bilimleri, kataloglama ve birlikte calisilabilir meta veri, miizik, ses ve gorsel-isitsel arsivlerin gec-
mis ve giincel politikalari, “Arsiv” olgusuna miizik kiiltiirii iizerinden elestirel yaklasim gibi alt
basliklarla ciktigimiz cagriya ulusal ve uluslararasi pek cok giincel proje, tamamlanmis doktora
ve post. doktora ¢calismasinin ¢iktilarini veya dogrudan arsivlerin icinden seslenen arsiv emekgi-
lerinin bireysel calismalarini kapsayan makale basvurulari yapildi. Makalelerin cogu Osmanli ve
Cumhuriyet dénemi Tiirkiye’sinin cok kiiltiirlii, cok dilli, cok etnisiteli ve ayn1 zamanda cok Ter-
minolojiye haiz miizik stillerini kucaklayan sinirlar 6tesi miiziksel arsiv materyalleri {izerinedir.
Calismalarin sinirlar 6tesi olma hali bu ¢alismalarin uluslararasi kurumsal ve kisisel arsivlerdeki
yazili, sesli ve gorsel-isitsel malzemeyi sunmasi ile arastirmacilarin uluslararasi akademi diin-
yasinda bu topraklarla iliskilenen mevcut malzemeyi ilgi alanlarina almalarindan kaynaklanir.
Ben de bir arsiv emekgisi olarak bu sayinin tiim arsiv emekgcilerinin calismalarini tesvik etmesini
dilerim. Bu sayiya emegi gecen basta dergi editérlerimiz ve yardimcisi ile yazar ve hakemlerimize
tesekkiirii borc bilirim.

* Dr., Arastirma Gorevlisi, Miizikoloji Boliimii, Mimar Sinan Giizel Sanatlar Universitesi, istanbul Devlet Konservatuvari,
nihan.tahtaisleyen@msgsu.edu.tr, ORCID: 0000-0002-3781-1419.



Editorial Introduction

Nihan TAHTAISLEYEN*

The present 27" issue of the MSFAU Journal of Social Sciences, Spring 2023, is focusing on
“Current Archival Studies in Musicology”. In recent years, archival studies as a field have rece-
ived increasing attention from history, social sciences, and art, inspiring scientific and artistic
production with its assets and outcomes. In this respect, it is certain that the mechanism “archi-
ve” is a transdisciplinary issue with all its functions and assets. For this issue, our greatest wish
is to throw a new gaze to the international production in the disciplines of musicology and eth-
nomusicology that engage with this structure of the archive with all its components. Literature
on “Current Archival Studies in Musicology” covers a wide range of topics such as the definition
of musical material, the types of musical material, the diversity of written and audiovisual arc-
hival materials, the structure and functionality of institutional and personal archives, the pre-
servation and sustainability of archived musical materials, etc. The call comprised subheadings
related to material culture and music materials; music documents as written, sound, and audio-
visual recordings in archives; the problem of archiving music materials; critical editions of music
archival materials; music manuscript culture; research, dissemination, and publication; digital
preservation, conservation, and content management; digital humanities, cataloging and inte-
roperable metadata; past and current politics of music, sound, and audiovisual archives, as well
as critical approaches to the phenomenon of “archive” through music culture. It applied to many
national and international current projects, completed Ph. D. as well as post-doctoral studies, or
individual studies by archive experts and employees who speak directly from inside the archives.
Most articles focus on cross-border musical archival materials that embrace the multicultural,
multilingual, multiethnic, and terminologically diverse music styles of Ottoman and Republican
Turkey. The cross-border nature of these studies stems from the fact that they present written,
audio, and audiovisual material from international institutional and personal archives and that
researchers include existing material from the international academic world that relates to these
nations. Being an archival researcher myself, I hope that this issue will encourage the work of
all colleagues in the field. I would like to extend my gratitude to our journal editors and deputy
editor, authors, and referees who contributed to this issue.

*Dr., Research Associate, Musicology Department, Mimar Sinan Fine Arts University, nihan.tahtaisleyen@msgsu.edu.tr, ORCID:
0000-0002-3781-1419.
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Ozgiin Makale

Music of the 16"-century Khurasan

in the 17*"-century Ottoman Sources:
Evidences from Darwish ‘Ali Changrs
Treatise on Music

17. Yizyll Osmanli Kaynaklarinda

16. Yuzyll Horasan Mizigi: Dervis Ali Cengi’'nin
Risale-1 Mdsiki'sinden Bulgulari

Arastoo MIHANDOUST"

Abstract

The compositions attributed to the early 15th-century music theorist and composer of Jalayirid
and Timurid courts, Kh¥aja ‘Abd al-Qadir, in the Turkish musical repertoire, are usually consi-
dered to be a later pseudographic repertoire created with the intention of forging a link between
medieval practice and the Ottoman tradition. Taking the music treatise of the late 16"-century
musician from Khurasan, Darwish ‘Ali Changi, into consideration, the present study sheds
light on the Central Asian, Khurasani origins of eight such musical compositions from the 17%-
century Ottoman repertoire. The results of this study show that some of the pieces mentioned by
Darwish ‘Ali as creations of composers such as Shah Piladiz, Rida Samargandi, Darwish Shadi,
“Ali Karmal, Kh"aja ‘Abd al-Qadir, and Sayf al-Misr, reappear in the late 17th-century Ottoman
sources, when the names of all but two of the composers (Kh*aja ‘Abd al-Qadir and Sayf al-
Misr) had been forgotten. Thus, the survival of a 16"-century central Asian musical repertoire in
17™-century Ottoman repertoire is demonstrated.

Keywords: Music of Greater Khurasan, Classical Ottoman Music, Tradition, Repertoire, Oral
Transmission.

Oz

Tiirk miizigi repertuvarinda 15. yiizyilin baslarindaki Celayir ve Timur saraylarina bagh miizik
teorisyeni ve bestekar Hace Abdiilkadir Meragi-ye atfedilen eserler, genellikle Orta Cag pratik-
leri ve Osmanli gelenegi arasinda bir baglanti kurmak amaciyla sonradan uydurulmus, sozde
(pseudographic) bir repertuvar olarak kabul edilir. Bu calisma, 16. yiizyil sonlarinin Horasanli

1 Makale bagvuru tarihi: 13.03.2023. Makale kabul tarihi: 17.05.2023.
* M.A., instructor, Tabriz Eghbal Azar Conservatory, Tehran Universit, Iran, arastoo.mi@gmail.com, ORCID: 0000-0001-8203-
6485.
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miizisyeni Dervis Ali Cengi’nin miizik risalesini dikkate alarak 17. ylizyil Osmanli repertuvarin-
dan sekiz eserin Orta Asya ve Horasan kokenlerine 1s1k tutmaktadir. Dervis Ali'nin Sah Piladiiz,
Riza Semerkandi, Dervis Sadi, Ali Karmal, Hace Abdiilkadir Meragi ve Seyfii'l-Misri gibi besteci-
lere ait gosterdigi bazi eserlerin, 17. yiizyilin sonlarindaki Osmanli kaynaklarinda yeniden ortaya
ciktigini; ancak iki isim hari¢c (Hace Abdiilkadir Meragi ve Seyfii'l-Misri) diger tiim bestekarlarin
unutuldugunu ortaya koyan bu calisma, 16. yiizyil Orta Asya miizik repertuvarinin 17. ylizyil Os-
manli repertuvarinda varligini siirdiirdiiglinii de 6rneklerle aciklamaktadir.

Anahtar Kelimeler: Biiyiik Horasan Miizigi, Klasik Osmanli Miizigi, Gelenek, Repertuvar, Sifahi
Aktarim.

Introduction

The classical Turkish music repertoire inherited from the Ottoman masters of the early 20" cen-
tury, includes a considerable number of vocal compositions attributed to the celebrated Iranian
composer and music theorist of the late Jalayirid and the early Timurid courts, ‘Abd al-Qadir
al-Maraght? (d. 1435). Apart from works attributed to al-Maraghi in the modern repertoire, nu-
merable instrumental compositions ascribed to ‘Ajamlar (i.e., Iranians) found in the late 17%-
century collection of notations by Dimitrie Cantemir (see Kantemir, 2001, p. XIX), have attracted
the attention of some Iranian musicologists in the recent decades and even inspired a revival
movement (e.g., see Darwishi, 2011; Muhafiz, 2013; Muhafiz, 2019; Darwishi, 2020).
Nevertheless, ever since their publication, the corpus of al-Maraghi compositions has been
subject to much controversy. Already in the early 20 century, the Turkish musicologist respon-
sible for publishing the al-Maraghi repertoire, Rauf Yekta (d. 1935), noted the possibility of these
compositions actually being the creation of more recent composers than al-Maraghi, citing as
an example, a Kar composition attributed to a certain ‘Abd al-“Ali in an old song-text collec-
tion, believed to have been a creation of al-Maraghi in Yekta’s own time (Yekta, 1318/1900, p.
118). Yekta’s pupil Subhi Ezgi (d. 1962), while still entertaining the possibility that at least a few
items in the first volume of his Nazari ve Ameli Tiirk Miisikisi (1933, pp. 198, 235) were authentic,
completely rejected such a possibility in the fourth volume of his book, suggesting rather ‘ Abd
al- ' Ali as their possible composer. His argument rested on the grounds that the modes and rhyth-
mic cycles of some of these compositions are absent from al-Maraghi’s theoretical writings, and
that the texts of these pieces are not to be found in an old song-text collection containing the
lyrics for many compositions of al-Maraghi (Ezgi, 1940, pp. 239-40, 255-6). Following Ezgi, Walter
Feldman also pointed out the absence of the “Kar” compositional genre from the writings of al-
Maraghi, postulating such compositions as “pseudographia™, created with the aim of establish-
ing legitimacy for the later Ottoman music by maintaining a repertoire of “classics” which could
be ascribed to important figures in the musical lineage (Feldman, 1990, p. 93-5). Adding weight
to this line of thought was Owen Wright’s study on a 17th-century Ottoman song-text collection
compiled by Hafiz Post and its earlier precursors from the late 15th and early 16th-century, in
which he made the observation that “none of the pieces in the antecedent anthologies can be
identified in HP” (1992a, p. 227), concluding that “the specifically Ottoman tradition which lies
at the basis of present-day classical music in Turkey can be traced back no further than the early
seventeenth century” (1992a, p. 284). This line of thought was also followed by Cem Behar who
considered the efforts for finding any compositions from before 17%-century to be in vain (2019,

pp. 166-7).

2 The Encyclopaedia Islamica Transliteration system has been used for Arabic and Persian words in this article.
3 Regarding the phenomenon of pseudographia in the Ottoman music repertoire, see (Feldman, 2015, pp. 130-134).
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On the other hand, attention was drawn by Eckhard Neubauer to song-texts attributed to
al-Maraghi, present both in the late Safavid Iranian anthology scribed by Amir Khan Guriji (c.
1697) and in the Ottoman song-text collections from the same period (1997, pp. 342-6). Identifying
‘Abd al- ‘Ali as ‘Abd ‘ali al-Huwayzi (d. 1643), the Shi‘a polymath from Basra, and referring to
the existence of pieces attributed to Safavid Iranian composers of the early seventeenth century
such as Aga Mu’ min and Shah Murad, in the Ottoman collections, Neubauer pointed to the in-
fluence of Safavid court music on Istanbul, likely as a result of Sultan Murad IV’s deportation of
several musicians from the captured Safavid territory to Istanbul (1997, pp. 341-2). In consecutive
publications on the relationship between Safavid and Ottoman court musics, Wright shed more
light on the existing similarities and differences in rhythmic cycles, modes, and a few individual
song-texts common to both traditions, bridging the divide between the two (Wright, 2017; Wright,
2018, pp. 284-302; Wright, 2019). Attempting to explain the origins of the compositions attributed
to al-Maraghi in both the Safavid and the Ottoman courts, Feldman noted the apparent “strik-
ing ability of highly cultured aristocratic individuals to effect a ‘revival’ of an older courtly style,
even when the court was hostile, indifferent or moving toward ‘popular’ ‘taste’ (Feldman, 2015,
p. 130), postulating that a learned musician of “aristocratic background” could participate crea-
tively in his own culture, only by occasionally blurring the distinction between “transmission”
and “composition”, to create a full-blown “pseudographic” item (Feldman, 2015, p. 130). Thus,
for Feldman, the Maraghi-repertoire was most likely the creation of the late 16th-century Iranian
composers (Feldman, 2015, pp. 133-4; Feldman, 2019, p. 177).

Despite the general consensus on the late nature of the Maraghi-corpus, attention was drawn
by Mehmet Ugur Ekinci and Harun Korkmaz to an early form of one late Safavid-Ottoman pseudo-
Maraghi composition (i.e., Mahur Kar), to be found already in a few early 16"-century Ottoman
song-text collections, where it is once attributed to a certain Haji Dada (Ekinci & Korkmaz, 2022).
Thus, through demonstrating a link between the Safavid-Ottoman tradition and the antecedent
tradition of the early 16™ century, Ekinci and Korkmaz noted the possible survival of other old
items perhaps even by al-Maraghi himself until later times (2022, p. 91). Indeed, the existence of
an early version of yet another pseudo-Maraghi composition (i.e., Kar-i Muhtasham), attributed
to “Kh“aja”, already in a late 15"-century manuscript, and recorded without a composer name
in two early 16™-century song-text compilations of Ottoman provenance, was highlighted by the
present author (2021).

Apart from the apparent rare survival of the two mentioned pieces in the Safavid-Ottoman rep-
ertoire, the origins of many other compositions attributed to Kh*aja in the song-text collection of
Hafiz Post and those who follow him remain unclear. The greater similarity of Amir Khan Gurji’s
late Safavid version of the Mahur Kar composition with the earlier 16"-century version, relative
to the late Ottoman one, as noted by Ekinci and Korkmaz (2022, p. 87), speaks of the existence
of a solid chain of transmission in the Safavid Iran. Fortunately, glimpses into the repertoire in
late 16th-century Safavid realm, which in Feldman’s estimation is when and where these pieces
likely originated from, are found in the musical treatise of Sadr ad-din Qazwini (d. 1599), where
he mentions the names of composers of whom the people “had songs on the tip of their tongues”
and “sang everywhere” (Qazwini, 2003, p. 87). As has been noted by Neubauer, quite a few of
these composer names are also known from another early 17%-century source from central Asia,
the musical treatise of Darwish ‘Ali Changi (Neubauer, 1997, p. 340). The fact that Darwish ‘Ali
mentions the compositions of many composers of the time from different cities of the historical
Khurasan region comprising Mashhad, Herat, Merv, Balkh, Samarkand, and Bukhara, indicates
that in the late 16th-century Khurasan composers did indeed make their fame composing music
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in their own name. Moreover, Sadr ad-din Qazwini’s naming of many composers whose works
were sung by the people everywhere, makes clear that composers of the 16" century did not nec-
essarily need to attribute their own compositions to great composers of the past. Likewise, the
various pieces recorded in the musical codex of Amir Khan Gurji with the names of 17"-century
Safavid Iranian composers (Pourjavady, 2005, pp. 164-8), render a similar picture for the late 17%-
century. Therefore, Feldman’s thesis regarding the need of 16"-century composers to attribute
their own compositions to great composers of the past (2015, p. 130), appears not to be supported
by these sources. Thus, with the previous assumptions regarding the late and pseudographic
nature of all Maraghi-compositions appearing to be less certain than previously assumed, a new
evaluation of other individual pieces is required.

The recognition of Khurasan and the milieu of the last Timurid ruler of Herat, Sultan Husayn
Bayqara, as the locus classicus for music of eastern origin by 17%-century Ottoman authors such
as Evliya Celebi and Dimitrie Cantemir (see Feldman 1996, pp. 39) encourages the investigation of
textual sources from Khurasan for clues regarding the origins of the Persianate repertoire. In this
article, eight pieces by six composers including their text, mode, and rhythmic cycle as found in
the treatise of Darwish ‘Ali Changi will be examined and their reappearance in Ottoman sources
from the 17" and 18™ centuries will be noted, thus highlighting the strong relationship between
the repertoire known in the 16®-century Khurasan and that known in the 17"-century Istanbul.

Darwish ‘Ali Changi and the Music of late 16th-century Khurasan

Introducing himself as the son of Mirza ‘Ali ibn ‘Abd al- “ Ali ibn Muhammad Mu’ min Qantni
ibn Khv¥aja ‘Abdallah ibn Kh“aja Muhammad Marwarid (n.d., fols 3r-v), Hafiz Darwish ‘Ali
Changi al-Khagani was a descendant of noblemen associated with music. The earliest musical
work he authored seems to have been a Risala-yi Miisigi (see Zeranska-Kominek, 2019, pp. 148-9),
dedicated to the Shaybanid ruler of Transoxiana, ‘Abdallah Khan II (1533-98). His second musi-
cal treatise, Tuhfat as-Suriir,* an expanded version of the first, is dedicated to the Ashtarkhanid
(Janid) ruler, Imam-quli Khan (for more information, see Danishpazhih, 2011, pp. 231-51).

In Tuhfat as-Surur, Darwish ‘Ali mentions Kh¥ajagi Ja far Qantni (d. 1572), “Ali Dast Nayi,
Amir Masti, and Hasan Kawkabi, as his masters in music (f. 7v), and goes on to state that what-
ever that is quoted (manql) in the treatise is heard from Mawlana Husayn Akhund, who himself
quoted them from Imam-quli ‘Udi, who in turn heard them from Zaytiin Ghichaki, and he from
Darwish ‘Ali’s own ancestor, Kh*aja ‘Abdallah Marwarid, who had heard them from Zayn al-
“abidin Changi, who had allegedly heard them from Hasan Qutb-i Nayi, who Darwish ‘Ali uses
to connect his chain of transmission to Kh*aja ‘ Abd al-Qadir, and from him through Jalayirid Sul
tan Uways, to Kh*aja Safi ad-Din ‘Abd al-Mu’ min (f. 8r).

The existing historical gap in Darwish ‘Ali’s chain of transmission between Zayn al- ‘abidin
Rami (f. 1141), a late 15%-century figure known from actual Ottoman records (Feldman, 1996, p.
45), and Qutb-i Nayi, who was beheaded in circa 1402 on the orders of Timur (Neubauer, 1997, p.
332-3) indicates that some of the information in the treatise of Darwish ‘Ali possibly stem from
oral tradition. On the other hand, Darwish ‘Ali introduces Kh"aja ‘Abd al-Qadir as a Tajik rela-
tive of the poet Sa ‘di Shirazi, from the Nayin province of Isfahan (f. 54r), which seems to be a
word-for-word borrowing from the biography of an unrelated poet, ‘ Abd al-Qadir Nayini, found
in the Tadhkirat ash-Shu ‘ara of Dawlatshah Samarqandi (1382/2003, p. 186). Whether such a bor-
rowing was directly by Darwish ‘Ali himself or not, is not clear. Apart from this, Darwish “Ali,
introduces a piece entitled “Gulistan” as a creation of Kh*aja ‘Abd al-Qadir (f. 54v). However,

4 Although the treatise is now usually referred to as Tuhfat as-Surtr (Danishpazhiih, 2011, pp. 231-51), such a title is not to be
found in consulted manuscripts.
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the verse of this piece is found with minor differences, in the writings of the contemporary Mut
ribi-yi Samarqgandi, as a poem by the musically well-versed Muhammad Hakim Mirza-yi Kabuli
(d. 1585), the brother of the Mughal emperor Akbar (Mutribi-yi Samarqandi, 1382/2003, pp. 170-1).
Such details speak of the fact that the material in Tuhfat as-Suriir must be dealt with cautiously
and despite the attribution of pieces to ‘ Abd al-Qadir by Darwish ‘Ali, not necessarily all of them
can be trusted as authentic medieval compositions by the legendary composer. Nonetheless, it
is in Tuhfat as-Surtir that short biographies for the famous, as well as otherwise unknown musi-
cians of the past, are provided, along with short descriptions of their famous compositions as
well as their lyrics — but never the nonsense syllables. In the following, eight such compositions
famous in Darwish ‘Ali’s Khurasan are identified as the origins of compositions that are also
encountered in later Ottoman sources.

1. An ‘Amal by Shah Piladuz

In his short biography of his own master, Hasan Kawkabi, Darwish ‘Ali mentions the names of
Husayn Akhund, Shah Piladiiz, and Tursun Baba Qamchin, as other musicians who accompa-
nied the late Hasan Kawkabi, and goes on to relate that “in those days Mawlana Shah Piladiz
composed an ‘amal in magam ‘Iraq and usal Mukhammas” (f. 128v). The text for this composi-
tion as provided by Darwish ‘Ali (fols. 128v-129r), is also found in the late 17"-century Ottoman
song-text collection of Hafiz Post, in the ‘Iraq fasl, and is entitled “Kar-i yar justam, usil-ash
mukhammas, tasnif-i Kh*aja ‘Abd al-Qadir” (f. 115v). The text in the two versions is almost fully
identical (Table 1).

Darwish ‘Alf (late 16"-century)

Hafiz Post (late 17™-century)

Yar justam ki gham az khatir-i ghamgin bibarad

N1 ki jan kahad u-dil khun kunad u-din bibarad

Dil sipurdam bi-buti ta shavad aram dilam

Na ki taskin u-qarar az man-i miskin bibarad

Naqd-i jan dar ‘awad-i khak-i darash chizi nist

Sud-i Jamist agar an bidahad in bibarad

Yar justam ki gham az khatir-i ghamgin bibarad

Na ki jan kahad u-dil khun kunad u-din bibarad

Band-i thant
Dil sipurdam bi-butl ta shavad aram dilam

Na ki taskin u-qarar az man-i miskin bibarad

Miyankhana
Naqd-i jan dar ‘awad-i khak-i darat chizi nist

Sud-i Jamist agar an bidahad in bibarad

Table 1: The text of the ‘amal by Shah piladiiz vs. Kar-i yar justam.

2. Tantan-i Mulla Rida

According to Darwish ‘Ali (f. 120v), his master, Hasan Kawkabi, along with many others such
as Rida Samarqgandi, were themselves pupils of the celebrated late Timurid composer and mu-
sician, Najm ad-din Kawkabi (d. 1533). In his short account on Rida Samarqandi, Darwish ‘Ali
states that he had composed an Arabic-language ‘amal praising the prophet, in magam ‘Iraq
and ustl Mukhammas, which was famous as “Tantan-i mulla Rida” (f. 130r). The lyrics of this
composition, are also found as the text for a piece entitled “Kar-i Khwaja, Tantan-i ‘Iraq Khafif”
in an early-18"-century Ottoman anthology compiled by Tasbihizada Amir Chalabi (f. 13r).> The

5 For the identification of the manuscript as a compilation by Tasbihizada Amir Chalabi see Korkmaz, 2021, pp. 172 & 229).
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text from both sources is partly corrupted (Table 2) but interestingly, the later Ottoman version is
more intelligible.

Darwish ‘Al (late 16"-century) Ottoman (early-18"-century)

Bism-i rabbi al-ashba’ khalaq al-wala Bism-i rabbi mibdy1 ‘ashya’ al-khalaq al-wara

Band-i thant

Qad na‘t "ayna lutfi fi madh-i Mustafa Qad madahat inna nazmi fi-i madih al-Mustafa

Miyankhana
"Adhkir la’alt hidath sayf bisab sum tuhaf Wa-azkart awladihim min Yathrib thuma an-Najaf

Thuma f1 baghdad tiis sa’iran fI-1-Kalbala

Thuma fi-1-baghdad ma niya-yi "ana ’alam-i Karbala

Table 1: The text of Tantan-i mulla Rida vs. Kar-i Kh*aja, Tantan-i ‘Iraq.

3. Ustad Shadi’s farewell sawt

For Darwish ‘Ali, the most influential composer of the early 15th-century court of Sultan Husayn
Bayqara, was Darwish Shadi, born to Ethiopian nobility, who had numerous pupils in Herat (f.
1051). According to Darwish “Ali, upon his capture of Herat, in keeping his word with Kazan
Khan Muhammad Amin, Shaybani Khan sent Darwish Shadi to the latter as a souvenir of con-
quest. While on his way to inner Central Asia, Darwish Shadi composed a few sawt compositions,
among them a ghazal in magam Rast and usil Turk Darb (f. 106v). The first two couplets of the
same ghazal are found as the text for a piece in Rast, entitled “Kar-i Biya-yi ‘ishq, ‘amal-i Kh"aja
ustl-ash Turk Darb”, in an 18th-century Ottoman song-text collection (Table 3),° where they are
followed by additional modulations to Isfahan and Nahawand (IU, Ms. TY 3608, n.d., 4v) — not to
be found in the Tuhfat as-Suriir. This new material may presumably be an indication of structural
and hence also melodic change. The surviving version of this piece recorded by Ezgi (1935, p. 54)7
only comprises the initial section and its nonsense syllables are different from the ones found in
older manuscripts.

Darwish “Ali (late 16th—century) Ottoman (mid—lSth—century)

Biya ay ashk ta bar ruzigar-i kh"ishtan giryam
Chu sham’ az mihnat-i shab hay-i tar-i kh"ishtan giryam
Nadaram mihrabant ta kunad bar hal-i ma girya

Haman bihtar ki khud bar hal-i zar-i kh“ishtan giryam

Abiya-yi ashk ta bar ruzigar-i kh“ishtan agiryam
Chu sham' az mihnat-i shab jay-i tar-i khishtan agiryam
Nadaram mihrabant ta kunad bar hal-i ma girya

Haman bihtar ki khud bar hal-i zar-i kh"ishtan agiryam

Mara ham dar gharib1 shikhchashmt afat-i jan shud
NagiiyT k-az gham-i yar u-diyar-i kh"ishtan giryam

Miyankhana
Saqt sharab-i la‘l bigardan bahana chist

Dar ruzigar-i mihnat dii zamana chist

Table 3: The sawt by Darwish Shadi vs. Kar-i Biya-yi ‘ishq.

4. A Sawt by ustad ‘Ali Karmal

Darwish ‘Ali mentions ‘Ali Karmal along with 11 other musicians he introduces as close associ-
ates of Darwish Shadi (fols. 1051-106v). The only composition of his that is found in the Tuhfat
as-Surur is a Sawt in the magam ‘Iraq and usal Turk Darb (f. 113r). In the above-mentioned early

6 Regarding the dating of the manuscript see Korkmaz, 2015, pp. 83-5.
7 I thank professor Ralf Martin Jaeger who drew my attention to the surviving version of this composition.
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18™-century Ottoman anthology of Tashihizada Amir Chalabi, the initial couplet of the same
verse is found with minor differences as the text for a piece entitled “Nagsh-i Turk Darb-i Kh*aja
(f. 14v), among other compositions in magam ‘Iraq (Table 4).

Darwish ‘Alf (late 16™-century) Tasbihizada Amir Chalabi (early 18™-century)

Kunj-i gham-at dil1 ki bi bi-khanagT kishid Kunj-i ghamda dil1 ki bi ham-khanagT kishid

‘umrT zi dahr minnat-i farzanagi kishid ‘umrT zi dahr-i mihnat-i wirana-'1 kishid

Table 4: Sawt of * Ali Karmal vs. Nagsh-i Turk Darb-i Khvaja.

5. ‘Amal-i Gisli by Kh*aja ‘Abd al-Qadir

An interesting tale about how Kh*aja ‘ Abd al-Qadir composed one of his pieces is found in the Tu
hfat as-Suriir. Darwish * Ali relates that in his youth Kh¥aja was once passing by a road when he
saw a girl weaving canvas while she had her hair on her back. Seeing her, he was very delighted
and composed an ‘amal in the Maqliib mode and usiil Turk Darb over a verse he immediately
created (f. 55r). An almost fully identical text is also found in the late 17th-century song-text col-
lection of Hafiz Post (Table 5), as the lyrics for a piece entitled “Kar-i gisti-yi Kh*aja ‘ Abd al-Qadir
dar Turki Darb” in the Awj Fasl (f. 127v). It is worth noting that “Maqlab” and “Awj” are, if not
alternative terms for the same modal entity, at least closely related (see below).

Darwish ‘Alf (late 16™-century) Hafiz Post (late 17"-century)

Sarkhana

Gisii-yi mu‘anbar-i dutayash GTsii-yi mu‘anbar-i dutayash

Dud-i dil- mast dar qafayash Diid-i dil- mast dar qafayash

Band-i thant
Az yar man iltimas daram Az yar man iltimas daram

Ta sar binaham bi-zir-i payash Ta sar binaham zir-i payash

[miyankhana]

Mashitab khalil, k-atash-i charkh

miyankhana
Mushtaqg-i khalil shaw chu atash

Bustan shavad az gul-i ligayash Bustan shavad az gul-i ligayash

Qit'a - Bazgu Khana-yi akhar

Miy dar qafa-yi tu didam shitaftam Miy1 tu dar gafa-yi tu didam bishitaftam

Guftam magar ki diid-i dil1 dar gafa-yi tust
Miy-ash bi-ham baramad u-ashufta gasht u-guft
Andisha kaj mabar ki kamand bala-yi tust

Guftam magar ki diid-i dilist dar qafa-yi tust
Zulf-ash bi-ham baramad u-ashufta gasht u-guft
Andisha kaj makun ki kamand bala-yi tust

Table 5: The text for the ‘Amal in the Maglib-Turk darb vs. Kar-i Gist in Awj-Turki darb.

6. 'Amal-i A'zam or Kar-i Shahadatnama attributed to Kh*aja

While describing the compositional form Rikhta, which features Indian lyrics, Darwish ‘Ali re-
lates that after composing a Rikhta in praise of the Prophet, Kh*aja saw him in a dream. The
Prophet spoke to him: “oh ‘Abd al-Qadir! You described us in the Indian language, do so in
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Arabic as well” (fols. 32v-33r). Although Darwish Ali does not indicate the mode or the rhyth-
mic cycle of this Arabic composition entitled “‘Amal-i A ‘zam”, he included its text. An almost
identical text appears as the verse for a composition entitled “Kar-i Shahadatnama-yi Kh*aja,
Usiil-ash Duyak” among the late 17%-century additional material to an early 16®-century song-
text collection (Shapar Qastamini, n.d., f. 157v). Interestingly, both texts seem to be corrupted
and are mostly unintelligible (Table 6).

Darwish ‘Alf (late 16™-century)

Fa-tan fa-qali tabarak Allah
Ashhadu an la ilaha illa Allah

Ottoman version (late 17"-century)

Fa-tan qalu tabarak Allah
Ashhadu an la ilaha illa Allah
qadah takallam nabi-yi qadir
Ashhadu an la ilaha illa Allah

qat‘atakallam jamal-i qadir
Ashhadu an la ilaha illa Allah
bi-@i man imshab natawan biidam hiiman imsab natawan biidam
Ki sifa min sifa madu junun kul wa-1aht

Ashhadu an la ilaha illa Allah

Miyan-i kull I-in-nas

Ashhadu an la ilaha illa Allah

Table 6: The text of ‘Amal-i A ‘zam vs. the late Ottoman Kar-i Shahadatnama.

7. Kar-i Wasiyyatnama in Mahir attributed to Kh“aja

Speaking of the last days of Kh*aja ‘Abd al-Qadir, Darwish ‘Ali states that, right before his
death, he chose a few stanzas from Kh"aji-yi Kirmani’s poetry and composed an ‘Amal in the
mode “Gardiiniyya wa-Mahtr” over them (f. 57r). The verse for this composition is present among
the song-texts recorded in the above-mentioned late 17th-century source, under the title “Kar-i
Wasiyyatnama-yi Kh¥aja ‘Abd al- ‘Ali” (Shapar Qastamini, n.d., 167v), and again in another
mid-18th-century collection, under the title “gufta-yi Kh“aji, kar-i Waslyyatnama-yi Kh“aja,
usiil-ash Turk-darb” in Mahiir (IU. TY. 3608, n.d., fol. 34v). Despite slight variances and a flipped
initial verse (Table 7), the text from both the central Asian as well as Ottoman tradition is more
or less identical. However, it is interesting to note that the final two couplets of the text do not
appear in the original poem by Kh"aja-yi Kirmani (1382/2003, p. 323).

Darwish ‘Al (late 16‘h-century)

Ottoman (mid-18"-century)

Binshin nafasT ta nafasi ba tu bararim

kaz ‘umr juz in yak-du nafas bish nadarim

Az ‘umr juz in yak-du naqgsh bish nadarim

Binshin nafasT ta nafasi ba tu bararim

Juz gham bi-jahan hich nadarim u-ghami nist

gar hich nadarim u-gham-i hich nadarim

Band-i thant
Juz gham bi-jahan hich nadaram wa-lakin

gar hich nadarim u-gham-i hich nadaram

Wiy la‘l-i rawanbakhsh-i tu miguft bi-kh“aju
Khush bash ta ranj-i tu dayi' nagudharim

Miyankhana
awTy la‘l-i rawanbakhsh-i tu miguft bi-kh“aju

Khush bash ki ma ranj-i tu dayi‘ nagudharim

Bazgi
Chi zulm-ha ki man az riizigar mibinam
Chi fitna-ha ki man az chashm-i yar mibinam
Aya tabib bi-hal-i dilam nazar farma

Ki jan-i khasta-yi khud ra figar mibinam

Khana-yi akhar
Chi fitna-ha ki man az zulf-i yar mibinam
Chi jawr-ha ki man az ruzigar mibinam
Aya tabib bi-hal-i dilam bikun nazart
Ki hal-i khasta-yi khud ra figar mibinam

Table 7: The text of Kh*aja ‘Abd al-Qadir’s ‘Amal vs.

the late Ottoman Kar-i Wasiyyatnama.
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8. A Duyak Pishrawin ‘Irdq attributed to Sayf al-Misr

In the chapter dealing with various compositional forms, Darwish ‘Ali mentions the names of
the oldest musicians known to him, relating that the Pishraw was invented by the masters of
Timur’s time, and “the first person who composed a Pishraw in 7rag, was Sayf al-Misr, which
has four sarkhanas and is in the Duyak usil (rhythmic cycle)” (f. 31v). A composition entitled
“Pishraw-i Sayf al-Misri dar maqam-i ‘Irag-Mukhalif ustl-ash Duyak” has been notated by ‘Ali
Ufuqi in the mid-17"-century Istanbul (Elcin, 1976, pp. 263-4), which like most other Pishraw
compositions consists of a sarkhana, mulazima, khana-yi thani, and khana-yi thalith, adding up
to four sections in total. The piece is also found in the collection of notations by Cantemir, with
minor melodic differences (Wright, 1992b, pp. 79-82). The inclusion of the mode name Mukhalif
in the title of the work as recorded by Ufuqi is noteworthy, since in the late Safavid treatise of
Amir Khan Gurji, Mukhalif is classified as a branch mode (shu ‘ba) of ‘Iraq (Pourjavady, 2005,

p- 258).

Observations

Based on the eight compositions examined above, it seems that most of the pieces had kept the
name of their mode and rhythmic cycle while being transferred from 16"-century Khurasan to
17%-century Istanbul (Table 9). However, it is necessary to ascertain whether the same names
correspond to identical modal and rhythmic structures in both traditions.

Although Darwish ‘Ali does not provide the exact intervallic structure of the modes known
to him, it is nevertheless possible to compare the structure of the modes of the eight pieces (i.e.,
‘Iraq, Rast, Maqglib/Awj, and Gardaniyya wa-Mahir), as known from the 16"-century Safavid
musical treatise Tagsim an-naghamat, with those described in the 17"-century Ottoman sources
(Table 8). Magam Rast as described in the Tagsim an-naghamat (Wright, 2018, p. 361) is virtually
identical with the one known to Cantemir in the late 17"-century Istanbul in terms of its finalis
and intervallic structure (Tura, 2001, pp. 48-9). The same is also true of the mode ‘Iraq (Wright,
2018, p. 364; Tura, 2001, pp. 46-47). The mode Maqlib which is a branch (shu ‘ba) of ‘Iraqin the
Tagsim an-naghamat (Wright, 2018, p. 379), comprises the same octave compass as Cantemir’s
Awj, which he describes as the higher octave variant of ‘Iraq (Tura, 2001, pp. 66-7). Apart from
a slight microtonal difference in the seventh degree of the scale, the mode Mahir described in
Tagsim an-naghamat (Wright, 2019, p. 388), also resembles the one described by Cantemir (Tura,
2001, pp. 84-6).

Tagsim an-naghamat 7- 1 2 3-
‘Iraq
Cantemir 7- 1 2
Tagsim an-naghamat 6 7- 1
Rast
Cantemir 6 7- 1 2 3-
Magqlab Tagsim an-naghamat 7- 1 2 3- 4 5 6 7-
Awj Cantemir 7- 1 2 3- 4#H S5 6 7-
Tagsim an-naghamat 1 2 3 4 5 6 7- 1
Mahir
Cantemir 1 2 3 4 5 6 7 1

Table 8: The modes ‘Iraq, Rast, Maqliib, Awj, and Mahiir according to Tagsim an-naghamat and Cantemir.
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As for the rhythmic cycles known in 16th-century Khurasan and 17th-century Istanbul, the
rhythmic cycle, Duyak, according to both Darwish “Ali (fols. 24v-251), and the 17th-century Sa-
favid-Ottoman sources (Wright, 2017, p. 55), comprises eight time units (naqra). However, such
a straightforward correspondence is not the case with the other rhythmic cycles. For instance,
ustl Turk Darb comprising 12 time units for Darwish ‘Al (f. 251), differs from the Turk Darb
known from the late 17th-century Safavid-Ottoman sources (Wright, 2017, pp. 62-3). Moreover,
ustl Mukhammas, comprising 20 time units and 5 attacks (darb) in the Tuhfat as-Surir (fols.
24r-v), actually comprises 20 attacks and 16 time units in the late 17th-century Safavid-Ottoman
sources (Wright, 2017, pp. 63-4). The fact that a composition by Rida Samarqgandi in the 16th-cen-
tury Khurasan, despite retaining its name (i.e., Tantan) and mode (i.e., ‘Iraq) in Istanbul, had its
rhythmic cycle changed from Mukhammas to Khafif, may be of significance in this regard, since
it is easier to imagine a change of rhythmic cycle from a Mukhammas of 16 time units — rather
than 20 - to a Safavid-Ottoman Khafif of 32 time units (see Wright, 2017, p. 64). Considering
how the late 15th-century Timurid treatises also describe Mukhammas as a cycle of 16 time units
(Khadrayi, 1383/2004, p 70; Khadrayi, 1386/2007, p. 109), it is also possible that Darwish ‘Ali or
his source were not very accurate in describing the exact structure of the rhythmic cycles.

Darwish ‘Alf — 16™-century Ottoman — 17™-century
Number name mode Rhythmic cycle name mode Rhythmic cycle
1 - ‘Iraq Mukhammas Kér-l yar ‘Iraq Mukhammas
justam
2 Tantan-i ‘Iraq Mukhammas Tantan- ‘Iraq ‘Iraq Khafif
Mulla Rida
3 B Kar-i B
Sawt Rast Turk Darb . . Rast Turk Darb
Biya-yi ‘ishq
4 o= Nagsh-i o
Sawt Iraq Turk Darb Kh“zja Iraq Turk Darb
5 Aé?;_i_l Magliib Turk Darb Kar-i Gisii Awj Turki Darb
6 ‘Amal-i Kar-i
A‘zam ) ) Shahadatnama ) Duyak
7 Gardiiniyya Kar-i -
) wa-Mahiir ) Waslyyatnama Mahiir Turk-darb
8 Tz ‘Irag-
- Iraq Duyak - Mukhalif Duyak

Table 9: Titles, modes, and rhythmic cycles of the eight pieces, as known in Khurasan vs. Istanbul.

Conclusion

Considering how the name, mode, rhythmic cycle, and the verse for eight compositions men-
tioned by Darwish ‘Ali, are also found in Ottoman song-text collections of the 17" century and
onwards, it is safe to assume that the pieces in Ottoman sources indeed stem from their 16"-
century prototype recorded in Khurasan. The fact that Darwish ‘Ali does not seem to have been
aware of the late nature of some pieces he has recorded (i.e., ‘Amal-i Gulistan), as well as the
name of their real composers, and the presence of historically incorrect information in his trea-
tise, are all indicative of the fact that the pieces — as well as information about them - were
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passed on for a considerable amount of time or through long distances, in the oral transmission.
Thus, Feldman’s suggestion regarding the possible continuous history of the repertoire in the
east (2019, p. 177) appears to be well-founded as the real composer names appear to have simply
been forgotten, even when the pieces themselves survived and were wrongly attributed to Kh*aja
“Abd al-Qadir and * Abd al-Ali.

For a repertoire that appears to have survived through a considerable time period, it is well-
expected to find changes in the texts and nonsense syllables. However, the modal structures of
the pieces appear to have been preserved rather faithfully on their way to the Ottoman realm. Al-
though the same could be said of the rhythmic cycle Duyak, Darwish ‘ Ali’s seemingly imprecise
way of describing rhythmic cycles does not allow for an exact assessment of if or how the rhyth-
mic cycles Turk Darb and Mukhammas developed before reappearing in the late 17th-century
Ottoman sources. What is clear, is that the structure of Turk Darb in late Safavid Isfahan and
Ottoman Istanbul differed (see Wright, 2017, pp. 62-3), therefore, pieces in this rhythmic cycle
may have evolved in distinct paths in the two realms. As for the compositional forms, the fact
that many early “* Amal” compositions were later recalled as “Kar”, suggests that in practice, the
latter word was no more than a Persian translation of the former. On the other hand, the survival
of two early “ Sawt” compositions as “Kar” and “Nagsh” appears to bear witness to a loss of sen-
sitivity to early definitions of musical forms in the later Ottoman practice.

The survival of actual 16®-century compositions famous in Darwish ‘Ali’s Khurasan, in the
17%-century Ottoman musical repertoire, points to the possible antiquity of other “ancient” items
in the repertoire of Ottoman music. Thus, the two early pieces highlighted by Mihandoust (2021)
and Ekinci and Korkmaz (2022) may not be rare exceptions, but perhaps part of a larger surviving
early repertoire. With the origins of such compositions now clear, and the strong relationship be-
tween the music of 17®-century Istanbul and the repertoire known for Darwish ‘ Ali and Qazwini
in late 16™-century Khurasan and eastern Safavid Iran manifest, studies on the structural affini-
ties and the stylistic similarities of music in Central Asia, Iran and Turkey may bring forth a better
understanding of the 16®-century common ancestor to the three traditions.

All in all, this article illuminated the relationship between 16®-century urban musical reper-
toire practiced in historical Khurasan region and 17®-century Ottoman court repertoire witnessed
in anthologies authored in Istanbul. To substantiate this relationship, a comparison between
eight compositions documented by Darwish ‘ Ali Changi al-Khagani in late 16"-century Bukhara
and their later form in a few 17'"-century Ottoman song-text collections was conducted and strik-
ing similarities in text, modes, forms, and to a lesser extent, rhythmic cycles were uncovered.
This result sheds more direct light on the relationship between the repertoires of Central Asian
(i.e., Shaybanid and Janid), Iranian (Safavid), and Turkish (Ottoman) musical practices of 16"
and 17® centuries and paves the way for future comparative studies on these musical traditions.
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Critical Edition of the Persianate
Repertoire in Ottoman Music'

Osmanli Miiziginde Farsca Repertuvarin
Elestirel Basiminda Karsilasilan Zorluklar ve
Yeni Anlayislar
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Abstract

Many scribes of historical Ottoman song text collections attributed pieces related to the Persia-
nate repertoire to renowned late medieval composers. Researchers working more closely on the
early song text collections pointed to the considerable change undergone by Ottoman music
repertoire at the beginning of the seventeenth century. Apparently, a shift from a popular to a
more courtly style occurred, while the Persianate repertoire regained significance and was per-
ceived as old and authoritative. How this “revived” and established repertoire was transmitted
in nineteenth-century music collections is still a research topic which is pending and important.
This paper looks at three vocal pieces of the kar genre that derived from the Ottoman Persianate
repertoire and were handed down in Hampartsum music collections. Based on Cantemir’s desc-
riptions of the kar, this paper will highlight divergences in the transmission practices relating
to the Persianate repertoire and suggest alternative readings based on historical materials, both
musical and textual.

Keywords: Ottoman Music, Song Text Collections, Persian Lyrics, Kar, Vocal Music.

Oz

Bircok tarihi Osmanl giifte mecmua yazarlar Fars repertuvarlariyla ilgili parcalarini Orta ¢ag’in
iinlii bestecilerine dayandirmislardir. Erken dénem giifte mecmualari iizerine ¢alisan arastirma-
cilar, 17. Yiizy1l baslarinda Osmanli miizik repertuvarinda meydana gelen dikkate deger degisi-
me isaret etmislerdir. Goriiniise gére avamide daha urefa bir iisluba gecis olurken, Fars repertu-
var1 yeniden 6nem kazanmis ve eski ve yetkin olarak algilanmistir. Bu yeniden canlandirilmis
ve yerlesmis repertuvarin on dokuzuncu yiizyil nota mecmualarinda nasil aktarildig1 hala tam
olarak bilinmeyen 6nemli bir arastirma konusudur. Osmanli Farsca repertuvarindan tiiretilen
Hamparsum miizik koleksiyonlarinda aktarilan kar tiirtinden {i¢ sozlii eserin incelendigi bu

1 Makale bagvuru tarihi: 16.03.2023. Makale kabul tarihi: 15.05.2023.
* Research Associate, Corpus Musicae Ottomanicae (CMO) Project, Miinster University, mihcic@uni-muenster.de; ORCID: 0009-
0006-3712-6485.
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makalede, Cantemir’in kdr tanimlarina dayanarak, Farsca repertuvarin intikal geleneklerinde-
ki farkliliklara isaret edilecek ve tarihi miizik ve metin kaynaklarina dayali alternatif okumalar
Onerilecektir.

Anahtar Kelimeler: Osmanli Miisikisi, Giifte Mecmua, Farsca Giifte, Kar, S6zlii Eserler.

Introduction

Persianate songs in the Ottoman music corpus belong to the most prestigious repertoire and
enjoy great popularity, even today. Already in the nineteenth century, and possibly even before,
the pieces attributed to early composers, such as the “Acemler” (i.e. The Persians) or “Hoca”
(i.e. Abdiilkadir Meragi) were seen as “classics” of an old repertoire that gave testimony of the
prestigious masters.> Today, it is known that none of these attributions to the Persian composers
is accurate,? and that this pseudographia* — a venerating attribution of a musical piece to an an-
cient composer or musician — emerged especially during the seventeenth century. Some studies
have dedicated scholarly attention in a more extensive fashion to the Persianate repertoire in the
Ottoman context.> These pioneer studies partly based their analysis on sixteenth- to eighteenth-
century song text collections and analyzed the transmission of the Ottoman vocal repertoire. One
of the most important conclusions was the apparent break in the transmission of the repertoire
that occurred between the sixteenth and the seventeenth centuries for unknown reasons (Behar,
2020, p. 128; Feldman, 2015, pp. 92—93; Wright, 1992, p. 285).

As is generally known, Ottoman music was transmitted mostly orally in individual master-
student relationships (mesk) over a long time period.® There are, however, numerous private
song text collections (giifte mecmuast) that reflect the repertoire of the period in which they came
into being. Therefore, early Ottoman song text collections can be considered indispensable, be-
cause they give essential information about musical form, repertoire, style and language. Unlike
song text collections, other sources that handed down the songs with music notation are rela-
tively recent, if the few efforts of individuals are left aside.” It was only in the nineteenth century
that, besides staff notation, other reformed notation systems were used to write down instru-
mental and vocal songs in form of music collections (nota mecmuast). The nineteenth-century
music collections in Hampartsum, Chrysanthine, and staff notation — the latter two both written
and printed — produced a considerable corpus of Ottoman music where the older and more re-
cent vocal and instrumental repertoire was written down.® The Persianate repertoire can also be

2 Primary sources both music and song text collections refer to Abdiilkadir Meragi (d. 1435), often with the reverent title “Hoca”
or “Hace”. Cantemir, for example, referred to Meragi in his historical work The History of the Growth and Decay of the Othman
Empire (1714-1716) as “Hoje Musicar”, and “Orpheus of the Persians” (Cantemir, 1734, vol. 1, p. 151). In his Essai sur la musique
orientale (1751), Charles Fonton paid homage to Meragi, declaring him “pére et le restaurateur de la musique orientale” [father
and renovator of Oriental music] (Fonton & Neubauer, 1999, p. 36). In this way, Fonton elevated Meragi and his student Gulam to
the level of “great masters” (Feldman, 1996, p. 416).

From the late nineteenth century onwards, Meragi’s legacy was fundamental to the construction of national myths to highlight
cultural continuity of the Turkish musical heritage (Feldman, 2015, p. 129).

3 In the twentieth century, some Turkish researchers such as Suphi Ezgi (1889-1947) had already pointed out that none of
Meragi’s music had survived and that the attributions that could be found in the music sources were incorrect (Behar, 2020, pp.
12-13). Also, more recent studies have shown that none of the pieces that had been attributed to Meragi in sixteenth-century song
text collections survived in the later ones, such as the seventeenth-century “Hafiz Post Mecmuas1” (Behar, 2020, p. 128; Wright,
1992, p. 227). For a discussion of the problems in the transmission of this repertoire, see Behar, 2020, pp. 118-120; Wright, 1992,
p. 286.

4 Regarding the phenomenon of pseudographia in the Ottoman music repertoire, see (Feldman, 2015, pp. 130-134).

5 See for example (Wright, 1992; Feldman, 1996, 2015; Behar, 2020).

6 Regarding the mesk see also (Behar, 1998).

7 There were earlier collections with music notation such as those by ‘Ali Ufki, Nayi Ali Mustafa Kevseri and Demetrios Cantemir.
Although all of these three figures are vital for musicological research, their impact on musical literacy in a broader context was
more limited. For an introductory reading, see (Popescu-Judetz, 1996).

8 On Chrysanthine notation see Introduction in (Romanou, 2010) and on Hampartsum notation, see (Jdger,1996; Kerovpyan,2010;
Olley,2017).
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found partly in the nineteenth-century music collections. It seems, however, that considerable
inaccuracies occurred in the chain of transmission during the period from the eighteenth to the
nineteenth century, especially in the Persianate repertoire, as will be shown in this study.

The aim of this study is to approach questions related to the transmission of the Persianate
repertoire in the nineteenth century. I argue that the Persianate repertoire, although appreci-
ated by Ottoman musicians, was gradually lost or gave way to inconsistent transmissions of this
important repertoire. This “alienation” of Ottoman musicians from the Persianate pieces can be
observed on many levels: firstly, it is likely that the performers mastered the pieces by heart but
did not actually understand the content of the songs; secondly, it seems as if the Ottoman sing-
ers likewise became alienated from the musical forms in which the songs were composed. One
particularity of the Persianate vocal pieces is that many of them were composed in the musical
forms kar or nakis, out of which some were probably transmitted inconsistently or erroneously.
Since this problem in the transmission of the Persianate repertoire has drawn only marginal
scholarly attention, the aim of this paper is to suggest — besides pointing to these inaccuracies —
ways in which such inconsistencies can be detected and studied. The musical sources that will
be examined in this study to approach the research question are based on the codex TR-liine
204-2, a manuscript in Hampartsum notation that was edited in the research project Corpus Mu-
sicae Ottomanicae (CMO).? The case studies that will be dealt with further below also aim to find
ways to deal with these kinds of inconsistencies in music transmission while preparing scholarly
editions of Ottoman music sources. The theoretical ground for the analysis of the case studies is
the descriptions of the vocal music genres by Demetrius Cantemir (1673—1723) in his work Kitabu
‘iImi'l-miisiki ‘ala vechi'l-hurifat, which was edited by Tura (2001). The musical analysis in this
paper, which will raise questions regarding musical form and genre, will single out three vocal
pieces from the kar genre to exemplify the problem and support the paper’s thesis. This research
will further use a selection of relevant song text collections that proved beneficial while the text
editions of the Persianate repertoire written down in codex TR-Iiine 204-2 were being prepared.

Transmission of the kdr Genre: Three Case Studies

The kar as a vocal music genre in the Ottoman music repertoire is one of the more complex ones,
and difficult to grasp. It is probably for this reason that, in the latter nineteenth century, the defi-
nition of the kdrs was rather descriptive and held in more general terms in Ottoman-Turkish mu-
sic theories.’® In more recent works of the twentieth century, the kdr is considered an extensive
secular vocal genre which is notable for its artistic character.” It combines and merges different
musical sections together and has extensive terenniim passages that may introduce the piece
or a hemistich, follow it or serve as “connector” between the various musical sections. Another
particularity of the earlier kars is the language, which is Persian. The complex musical structure,
as well as the distiches in Persian, which at times are split by non-sense terenniim syllables,
make it very challenging to formulate a general kar-definition that could be applied to all kars as
a music genre. Yet, despite its complex musical structure, Cantemir accepted the challenge and
gave remarkable definitions of the kar. His descriptions of the kdr give a relatively clear idea of

9 The codex TR-Iiine 204-2 is kept at the Nadir Eserler Kiitiiphanesi of the Istanbul University. The entire volume has been com-
pletely edited in the frame of the Corpus Musicae Ottomanicae (CMO) by the author of the current study. Additionally, a text edi-
tion by Neslihan Demirkol and Malek Sharif was published and mainly concentrates on the scholarly edition of the song texts of
the codex. The song texts that were used in this study were based on the CMO Text Edition. A preprint publication of the edition
of codex TR-liine 204-2 is available (open access) and has the CMO reference CMO1-1/02.

10 See, for example, the very concise definition of the kdr in (Uz,1310 h./1892, p. 44) and (Konuk,1317 h./1899, p. 22).

11 For a more recent description of the kdr see (Ezgi, [1935-1940], vol. 3, pp. 143-155; Ozkan, 2011, pp. 103-104 (based on Ezgi);
Yavasca, 2002, pp. 403-404; Ozalp, 1992, pp. 11-13).



Ciineyt-Ersin Mihci, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 14-29 | 17

this genre’s characteristics, which were established in eighteenth-century Istanbul (Behar 2020,
p. 176). Whereas Ezgi’s description of the kdr seemed to have drawn on Cantemir’s work, other
scholars, such as Tura, questioned the validity of Cantemir’s kar definition.* It is certainly true
that Cantemir’s descriptions cannot be fully applied to all kdrs of the Ottoman music repertoire,
yet they help to classify the kdrs into specific types and can be taken as a point of departure in the
musical analysis. Cantemir’s kar-typology was also used in the analysis of the case studies in this
paper in order to highlight divergences between the descriptions and the music sources. Thanks
to these divergences, it was possible to formulate new questions, and conduct further research
that eventually led to alternative readings and new conclusions.

Before turning to the case studies, let me briefly revisit Cantemir’s descriptions of the kar. It
should be noted that, from the late sixteenth to the middle of the seventeenth centuries, Otto-
man music had undergone profound changes in the repertoire. It is the period when, apparently,
a new “Ottoman style” (Tarz-1 Osmdnt) and a musical “revival” had occurred.s This was also the
phase when Persian kars attributed to famous musicians such as Meragi led to the formation of a
repertoire of “classics”. Ottoman musicians respected these composers for being old, authorita-
tive and prestigious.™ In other words, the case studies analyzed in this paper derive from a tradi-
tion that was established only during the seventeenth century or even later. The old kdr, which
had temporarily lost significance in the Ottoman music repertoire, celebrated a “comeback” in
the seventeenth century. The parallels in Cantemir’s descriptions of the kdr and the case stud-
ies that will be analyzed further below are remarkable. At first sight, the pieces in Hampartsum
notation seemed to have followed the musical structure described by Cantemir. However, when
the music sources are studied in more detail, striking divergences, which probably resulted from
different transmission lines of the Persianate repertoire, become more evident. Cantemir dis-
tinguished in his work three types of kars which I have labelled Type I, Type II and Type IIL.%5
Type I refers to the kdr with four hemistiches, Type II to that with six hemistiches without zeyl,
and Type III to that with six hemistiches with zeyl. It is important to note the two main distinc-
tions in the kdr genre: one type with four and two types with six hemistiches, whereas the zeyl
presumably introduces, structure-wise, a new section with additional lyrics and new musical
material. All of the case studies that will be dealt with in this paper are of Type I or Type II and
were attributed to Abdiilkadir Meragi (d. 1435). The first case study (TR-Iiine 204-2, pp. 116117,
ed. in CMO1-I/02/089) is the famous “Kar-1 muhtesem” in makam Rdst and belongs to kdr Type
L. The other two kdrs seem to belong to kdr Type II: one is the “Kéar-1 bag-1 behist” in makam Irak
and usl hafif (TR-Iiine 204-2, pp. 71-72, ed. in CMO1-I/02.053), and the other is the “Kar-1 Sevk-
name” in makam Rast and usil hafif (TR-Iiine 204-2, pp. 114-115, ed. in CMO1-1/02.88). The case
studies aim to elaborate further on how Cantemir’s descriptions can be applied to the three kars
mentioned above.*

12 “Kantemiroglu’'nun yapmaya calistig1 ‘kdar’ tanimlar ilgi cekicidir; fakat, gerek onceleri, gerek daha sonralari, epeyi serbest
sekilde islenmis olan bu tiir i¢in, kesin yapilar ortaya koyabilmek pek miimkiin degildir” (Cantemir & Tura, 2001, p. 234n234).
13 The new “Ottoman style”, as can be observed from song text collections, gradually established not only a new repertoire but
also a new way to organize the collections. Behar argues that this process of establishing an “Ottoman style” went hand in hand
with a “democratization” of the musical space, which was no longer limited to the Ottoman court or private gatherings (meclis),
but which also shifted to the public sphere. In this public environment, people of different social classes could meet and interact
(2020, pp. 207, 232-235).

14 Meragi, as a theorist and composer, played an important role during the trend of seventeenth-century musical revival (Feld-
man, 2015, p. 132; Wright, 1992, p. 227).

15 “Ta‘rif-i Kar: Kar ii¢ nev‘ olur: Bir diirliisi, iki beyt, / doért misra‘dan; biri {i¢ beyt, alti misra‘dan ve biri, Zeyl’siz olub yalfiz
Miyan-Hane sahibi olur” (Cantemir & Tura, 2001, vol. 1, pp. 175-177).

16 It should be noted that this study has greatly benefitted from the scholarly edition and support of Neslihan Demirkol, and from
the edition she meticulously prepared and offered to scholarship. The text edition of the codex TR-Iiine 204-2 can be accessed
online (open access) and was used in this study as a main reference. Some additional transcriptions from other vital manuscripts
were contributed by Mohsen Mahdavi, to whom I would like to express my heartfelt thanks.
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Kar-1 Muhtesem

The first case study of this paper is the “Kar-1 muhtesem”, which still enjoys great popular-
ity among the connoisseurs of Ottoman music even today. I argue that this piece belongs to
Cantemir’s kdar Type I, which, however, becomes evident only when this kar is looked at more
closely. The musical analysis of this piece was based on the version in Hampartsum notation
in the codex TR-liine 204-2, pp. 116—117.7 This piece in usil devr-i revan,® belongs to the well-
known kars of the Ottoman-Persianate music repertoire. The concordances that can be found
in many available music sources correspond — to a larger extent — to the versions known today.
In other words, by the late nineteenth century, the version of this kdr that was handed down in
the codex TR-liine 204-2 had probably reached a certain level of “standardization” and can be
found reproduced in the same way in many other nineteenth- and twentieth-century sources.
The examination of the kar in regard to form and genre raises, however, some important ques-
tions regarding the number of hemistiches. As mentioned further above, Cantemir distinguished
between kdrs with four and six hemistiches. However, looking at the hemistiches in the “Kar-1
muhtesem” it is possible to point out only three hemistiches:

1. Kavl-i muhtesem ki kiined kavm-1 be-yakin

2. Nigah me-bad ii ber-ayed zi-kemin

3. Bi-haber-est reh in {i anest i ne in
The question that has to be raised at this point is evident: was Cantemir’s description of the kar
inaccurate or incomplete? Or was this piece transmitted inaccurately and possibly lacking one
or more hemistiches? In order to approach these questions, the few historical music sources at
hand were checked for concordances. The concordances that were found and compared did not
show any great differences from the generally-known versions that seemed to have been circulat-
ing when the codex TR-Iiine 204-2 was compiled. A plausible answer could be found, however,
when the research also included a great number of song text anthologies with the aim of finding
further text concordances with the “Kar-1 muhtesem”. Among the consulted text concordance
sources, codex TR-Iiine T.Y. 3608 was eventually found to contain one additional hemistich,°
which the scribe indicated previous to the third hemistich (or miydn), and labelled “bend-i sani”.
The finding of the new hemistich actually leads to a new sequence of the kar’s hemistiches that
correspond to Cantemir’s kar Type I:

1. Kavl-i muhtesem ki kiined kavm-1 be-yakin

2. Kavl-i digeran iiftdde an der-reh-i din

3. Nigah me-bad i ber-ayed zi-kemin

4. Bi-haber-est reh in ii anest i ne in
Furthermore, the scribe of TR-Iiine T.Y. 3608 provided, next to the hemistich, information which
Demirkol identified as the performance instruction “vii terenniima(t] hem-cii evvel”. This brief
information is essential for understanding the correct performance order of the lyrics, includ-
ing the terenniims, within the musical sections (or hdnes).* Hence, from the scribe’s perfor-
mance instructions, it is possible to conclude that the hemistich 2 had to be followed by the
previous terenniim, which would subsequently connect to the miydnhdne. Although the scribe

17 For the scholarly text and music edition of this piece with critical commentaries, see (CMO1-1/02/089).

18 The scribe of TR-liine 204-2 gave devr-i Hindi as usil. The great majority of the song text and music concordances indicated
devr-i revan, which is probably the more accurate usil.

19 For a list of consulted music and song text sources, see critical commentary to the music and text editions (CM0O1-1/02.089).
20 This concordance piece can be accessed online (TR-liine TY. 3608, fol. 5).

21 (Owen Wright, 1992, pp. 229-233) has elaborated in more detail on the terenniim sections of this piece based on five sources
that partly dated from different time periods.
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of TR-liine 204-2 was surely not aware of this missing hemistich, the scholarly edition of this
piece followed the reading suggested in TR-Iiine T.Y. 3608. Because the number of syllables was
equal in both hemistiches 1 and 2, the music editor could distribute hemistich 2 easily, following
the pattern of hemistich 1. In this way, the editors of this codex hoped to have provided a new
and alternative reading of this kar based on historical sources and evidence, although the two
collections, TR-Iiine T.Y. 3608 and TR-liine 204-2, were probably compiled during different time
periods. It is also possible to find hemistich 2 in more song text collections such as TR-Itks R. 1723
and TR-Itks R. 1724.%2 Interestingly, the same hemistich was handed down in multiple versions
which were in some sections very different from each other. TR-Itks R. 1723, for example, changed
the word order considerably and split the hemistich with a long terenniim section: “hane-i sani
fitade ender rahi in din inest [terenniim] kevm-i digar-1”. In TR-Itks R. 1724 the same hemistich
was handed down as “Aane-i sani kevl-i digar-i fitad ender-1 din u” which is more reminiscent of
the version that could be found in TR-Iiine T.Y. 3608.%

With the new hemistich that could be found in TR-Iiine T.Y. 3608, the “Kar-1 muhtesem” fits
Cantemir’s description of kdr Type 1. This type is composed of four hemistiches and has a miyan-
hane but no zeyl (Table 1).24

Section Text Rhyme Melody
terenniim 1
hemistich 1 a A
H g
hemistich 2 a A
terennim 2
hemistich 3 b B
H2 terennim 3
(miyanhane) hemistich 4 a A
terennim 1

Table 1: Schematic presentation according to Cantemir’s description of kar Type L.

According to Cantemir’s description of kdar Type I, the first two hemistiches, including the ter-
enniims, form the first hdne, whereas the last two hemistiches including terenniims compose
the second hane or miyanhane. Table 1 includes one column that indicates “Melody” although
Cantemir himself did not explicitly mention the word. The word that Cantemir actually used was

22 [ would like to extend my thanks to Judith Haug for drawing my attention to these two concordances.

23 [ would like to extend my thanks to Mohsen Mahdavi, who provided me with the transcriptions of the lyrics from the sources
TR-Itks R. 1723 and TR-Itks R. 1724.

24 “Nazar kil ki, Terenniimat’dan siirci* idiib / ibtida olan misra“ ile ve gene Terenniimat ile ve misra‘-1 sani ile Hane-i / evvel
olur. Misra‘-1 salis ile misra‘-1rabi‘ ve gene Terenniimat ile / Miyan-Hane olur; 1akin misra“-1 rabi‘, misra‘-1 evvel ile bir terkibdedir.
/ Nazar kil ki, bu Kar, dért misra‘dan, Miyan-Haneli ve Zeyl’sizdir” (Cantemir & Tura, 2001, vol. 1, p. 175). It should be noted that
there seems to be a minor yet important discrepancy in the description of the kdr Type I by Cantemir. Cantemir’s description
suggests that each of the hanes should contain two hemistiches plus the terenniims. However, the labels that he used in his case
study Rast Kar-1 ¢ar misra‘-1 Hvace, Hafif, deviated from the model which he had described only few lines before. In the case
study, the second hemistich is shown as “hane-i sani” (second hdne). Since the kar Type I should have two hdnes - the second
hdne containing the third and fourth hemistiches - it is likely that for the second hemistich he probably meant “misra-i sani”
(second hemistich) rather than “hane-i sani”. This reading is also supported by the fact that Cantemir or another hand squeezed
the confusing information “hane-i sani” into the text at a later stage (cf. Cantemir & Tura, 2001, vol. 1, p. 174).
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terkib, which might have had different meanings depending on the context in which it was used.
In the descriptions of the vocal music genres beste, nakis and kar, Cantemir seems to refer to a
melodic section within the hdne. Thus, when he wrote “lakin misra‘-1 rabi‘, misra‘-1 evvel ile bir
terkibdedir” (Cantemir & Tura, 2001, vol. 1, p. 175),® he likely meant that the forth hemistich is
performed to the same melodic or musical section as the first hemistich.?¢ Cantemir also used
the term terkib in the description for the beste “... Ugiincii misra1 Miyan-Hane olur. Terkibi dahi
mugayyerdir. Dordiincii misra® Hane-i ahir, ve Zemin ile bir terkibde olur” (Cantemir & Tura,
2001, vol. 1, p. 173).% In this brief statement, Cantemir shows that the terkib of the miydnhdne al-
ters, which is true because the miydnhdne usually has modulations. The fourth hemistich, which
composes the last hdne of the piece, is, again, in the melody of the first, or the zemin. Hence, it is
possible to deduce from Cantemir’s description of the terkib the melodic relationship within the
hemistiches of a vocal piece.

This interpretation of the word terkib makes it possible to draw further conclusions about the
similarities between the model that Cantemir described, and the “Kar-1 muhtesem”. According
to the model in Table 1, hemistiches 1 and 4 should be performed to the same musical section or
melody. In the case of the “Kar-1 muhtesem”, however, the melodies do not seem to fully coincide
with Cantemir’s model.

Section Text Rhyme Melody
terennim 1
hemistich 1 a A
H1 terenniim 2
hemistich 2 a A
terennim 2
hemistich 3 a B
H2 terenniim 3
(miyanhane) hemistich 4 a A
terenniim 2

Table 2: Supposed structure of the “Kar-1 muhtesem” in TR-Iiine 204-2, pp. 116-117.

Although the melody of hemistich 4 is not an exact repetition of that of hemistich 1 (Table 2), in
the first hdne, a loose relationship can still be observed: firstly, the melody to which hemistich 4
is performed also develops within the octave of D1-D2; and secondly, hemistich 4 is performed in
the same mode as hemistich 1. After the modulation in the miydnhdne (hemistich 3), the melody
returns to makam Rdst with hemistich 4, and hence easily connects to the terenniim section (1d-
zime) of the first hdne. A much closer melodic correspondence can be seen if the initial words
of hemistich 1, “Kavli muhtesem”, are left out. The melodic line of the words “ki kiined kavmi
beyakin” and of hemistich 4, “Bi haberest rehi in anest tii ve in”, are remarkably similar to each
other and end on the same pitch segdh (Example 1).

25 “However, the fourth hemistich and the first hemistich are in the same terkib” (My translation).

26 Feldman also made similar observations on Cantemir’s use of the word terkib (1996, pp. 321—322). In the sixteenth and seven-
teenth centuries, the term terkib referred to melodic lines that were composed of small units. Hence the word terkib seems to have
referred to a melodic section within the composition.

27 “The Third line is the miyanhane. Its terkib changing. The fourth hemistich is the last hane, and stands in the same terkib as
the Zemin” (My translation).
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Example 1: Juxtaposition of the two musical sections in the “Kar-1 muhtesem”: above, the section with hemistich 1, and below, the section
with hemistich 4.

Based on this similarity, it is, indeed, possible to consider hemistich 4 a derivation of the zemin,
although it does not exactly repeat the same melody.

Kar-1 bag-1 behist

Similar to the “Kar-1 muhtesem”, which, with the additional hemistich, offers a new reading of
the piece, the next case study also allows alternative readings. The piece in question is the “Kar-1
bag-1 behist” in makam Irdk and usiil hafif.?® In the consulted music sources, such as the codices
TR-liine 204-2 and TR-Iboa TRT.MD.d 569 (pp. 79—80), this piece has four hemistiches similar
to many concordances from song text collections,? including the printed song text anthology
Hanende (1899). The scribe of TR-Iiine 204-2 gave the lyrics as follows:

1. Nemikesed ser-i miy-i dilem be-bag-1 behist

2. Zi-cak-1 pireheni kerde-em siirag-1 behist

3. Miidam-ayed [e]z-biy-1 tu can eger arend

4. Nesim-i ‘anber-i ziilf-i tu der-dimag-1 bihist
The musical structure, as well as the four hemistiches of the “Kar-1 bag-1 behist”, that appear
in most of the historical music and song text anthologies fit Cantemir’s kar Type 1. Analogous
to Cantemir’s reading, the “Kéar-1 bag-1 behist” as it appears in codex TR-Iiine 204-2 would cor-
respond to the structure presented below (Table 3).

28 The following analysis is based on the version of this piece in Hampartsum notation which is included in the codex TR-liine
2042, pp. 71-72. For a preprint edition of this kar, see (CMO1-1/02.053).

29 This piece appears in the song text collections TR-Iak MC_Yz_K.000431, D-Bsbha Ms. or. quart. 1578, TR-liine T.Y. 3466, TR-
liine T.Y. 3866 and in the printed song text anthology Hanende (1899). TR-Iiine T.Y. 3866 attributed this piece to ““Amel-i * Ayntabi
Mehmed Aga”. For further information retrieved from the text edition consult the study prepared by Demirkol (CMO1-1/02.053t).
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Section Text Rhyme Melody
terenniim 1
hemistich 1 a
H1 hemistich 2 a B
terenniim 2
hemistich 2 a B
hemistich 3 b C
terenniim 3
H2 L
A hemistich 4 a B
(miyanhane)
terenniim 2
hemistich 4 a B

Table 3: Structure of the “Kar-1 bag-1 behist” according to TR-Iiine 204-2, pp. 71-72.

Although the sequence seems to deviate from that in Cantemir’s description (Table 1), it is possi-
ble to recognize the structural disposition of the four hemistiches that form two hdnes. Relation-
ships can be observed in hemistiches 2 and 4 on a musical level, as well as on a poetical level,
in regard to the rhyme scheme in hemistiches 1, 2 and 4. Based on this information, it seems
plausible to consider this piece a kar Type 1. However, similar to the “Kar-1 muhtesem”, also in
this case did song text collections indicate one more distich. This additional distich impacts
the kar’s structure and changes it from a kar with two hdnes to a kar with three hanes. Suphi
Ezgi had also become aware of this fact and gave a bend-i sani in his work Nazari ve Ameli Tiirk
Musikisi (vol. 3, p. 146).3° Unfortunately, Ezgi did not distribute the syllables of the lyrics in the
text underlay, although he seemed to have a clear idea about the piece’s performance order. It is
likely that the number of syllables which he presented in the text underlay of hdne 1, and those
that resulted from hdne 2, would not match. Only a few historical concordances from song text
anthologies indicated a bend-i sani, such as TR-Iak MC_Yz_K.000431, D-Bsbha Ms. Or. Quart.
1578 and TR-Iiine T.Y. 3466. The first two labelled the hdnes or hemistiches clearly, and provided
additional performance instructions such as “terenniim kelevvel” (TR-Iiine T.Y. 3466), or simply
the terenniim syllables to be performed between the bend-i sdni and the miydnhdne (D-Bsbha Ms.
Or. Quart. 1578; TR-Iak MC_Yz_K.000431). The terenniim section of the bend-i sdni ends, similar
to those of the other hdnes of this piece, with the repetition of the distich’s second hemistich,
which brings the respective hdne to a conclusion. The additional distich that, together with the
terenniims, composes the second hdne also impacts the numbering of the hemistiches and of the
hanes.

(Hane-i evvel)

1. Nemikesed ser-i miy-1 dilem be-bag-1 behist

2. Zi-cak-1 pireheni kerd-em siirag-1 behist

(Hane-i sani)*

3. Nisan-i hane-i yar est rekib-i riisieh-1

4. Zi diizehi giriftest kes-1 ¢irag-i bihist

(Miyanhane)

30 Ezgi gave the song text of the Kar-1 Bag-1 behist with the “ikinci hane” following the music notation “Nisanhanei yar ez rakibi
mey peres zi dlizah; meger kat ez kesi ceragi behist”.

31 This distich indicated as “bend-i sani” was adopted from TR-liine T.Y. 3466 and was transcribed by Mohsen Mahdavi for this
paper.
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5. Miidam-ayed [e]z-bliy-1 tu can eger arend

6. Nesim-i ‘anber-i ziilf-i tu der-dimag-1 behist

Hence, whereas hemistiches 1 and 2 constitute the first hdne, the bend-i sani with the hemi-
stiches 3 and 4 form the second hdne and are performed to the same music as hdne 1. The third
hane (or miyanhdne) is composed of hemistiches 5 and 6. Thus, the additional second distich,
which is provided in the textual concordances, shows that this kar actually does not belong to
Cantemir’s kar Type I as previously assumed, but fits the characteristics of Type II, which con-
sists of six hemistiches, including miydnhdne but no zeyl.3* The example that Cantemir provided
in his treatise for kdr type II (Table 4) actually coincides in terms of structure very much with that
of the “Kar-1 bag-1 behist”.33

Section Text Rhyme
terennim 1
hemistich 1 a
HA1 hemistich 2 a

terennim 2a
terenniim 2b%*

terennim 1
H2 hemistich 3 b
(bend-i hemistich 4 a
sani) terennim 2a
terennim 2b
terenniim 3
H3 hemistich 5 b
Miyanhéane hemistich 6 a
terenniim 4

terenniim 2b

Table 4: Schematic presentation of Cantemir’s description of kar Type II.

The initial terenniim section is followed by the first two hemistiches, which are performed
successively. The first hdne ends with a second terenniim section. Hane 2 is introduced by the
same terenniim as hdne 1 and is followed by the next two hemistiches of the bend-i sdni, which
are probably sung to the same terenniims as hdne 1.35 The second terenniim section follows, and
eventually connects to the miydnhdne. The terenniim that follows the last hemistich 6 of the third
hane draws on terenniim 2b and brings the kdr to a conclusion. A very similar structure would be
observed in the “Kar-1 bag-1 behist”, if the bend-i sdni was implemented (Table 5).

32 “Ikinci nev'i alt1 misra‘dan, Zeyl’siz olur”. Cantemir described this kar Type II as follows: “Nazar kil ki misra‘1 ve terenniimat
ile Hane-i evvel olur. Iki / misras1 dahi ve Hane-i evvel’in terenniimat ile Hane-i sani olur. / Iki misras1 dabi kendii terenniimat(1)
ile ve terenniimat-1 sani ile Miyan-hane olur” (Cantemir & Tura, 2001, vol. 1, p. 179).

33 Cantemir gave a kdr in makam Ussdk, us@l hafif with hemistich 1 “Sahn-1 biistan zevk-bahs (u) sohbet-i yaran hosest” attrib-
uted to Koca Osman.

34 Terenniim 2 is relatively long compared to the other terenniim sections of this piece. It is likely that terenniim 2 is composed
of two subsections. The first “Dila dila dir dir[...JRa‘nay1 men”, and the second “aha hey aha heyl...Jisve-baz-1 men”. In order to
differentiate between these two sections, I have labelled the latter one “terenniim 2b”. It seemingly has the function of the ldzime
and is supposed to be repeated at the end of the miydnhdne, as evident in the instruction “ta ahirin” [until the end] (Cantemir &
Tura, 2001, vol. 1, p. 179).

35 See Cantemir’s instruction “Hane-i sani: Terenniimat-1 evvel” (Cantemir & Tura, 2001, vol. 1, p. 175).
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Section Text Rhyme Melody
terennim 1
hemistich 1 a
HA1 hemistich 2 a B
terenniim 2
hemistich 2 a B
terennim 1
Ho hemistich 3 b A
(bend-i hemistich 4 a B
sani) terenniim 2
hemistich 2 a B
hemistich 5 c
H2 terennim 3
(miyanhane) hemistich 6 a B
terenniim 2
hemistich 4 a B

Table 5: Supposed structure of the “Kar-1 bag-1 behist” including the bend-i sdni based on TR-Iiine 204-2, pp. 71-72.

Kar-1 Sevk-name

To conclude this study and to offer one more example that shows the discrepancy between the
transmission of the kdrs in music and song text collections, the following case study will look at
one more piece. The kdr has the programmatic title Sevk-ndme and is in makam Rdst and usiil

hafif. It was included in TR-liine 204-2, pp. 114-115, which was also used in this study as the main
music source.*

Section Text Rhyme Melody
terennim 1
hemistich 1 a
H1 hemistich 2 a B
terenniim 2
hemistich 2 a B
terenniim 3
hemistich 3 b C
terennim 4
H2 hemistich 4 b B
(miyanhane) terenniim 2
hemistich 4 b B
terennim 3

Table 6 : Structure of the kdr “Sevk-name” in TR-Iiine 204-2, pp. 114-115.

36 For a preprint edition of this piece, see (CMO1-1/02.88).
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The kdr’s structure (Table 6) seems, at first sight, to coincide again with Cantemir’s kar Type
I (Table 1). Codex TR-liine 204-2 and other music sources generally provided the following four
hemistiches:

1. Ez-sevk-i tu an ziilf-i cemal-i tu nedidim

2. Ez-payi fiitadim bigiiyid neresidim

3. Feryad besi kerdem ii feryad-resi nist

4. Giiya ki der-in kubbe-i firiize kesi nist

Similar to the previous case studies, the “Kar-1 Sevk-name” also seemed to have been trans-
mitted inaccurately in the nineteenth-century sources. An additional distich was found in two
song anthologies and was indicated as “bend-i sani” (D-Bsbha MS. Or. Quart. 1578) or “hane-i
sani” (TR-Itks R. 1723). Among the twentieth-century music sources, Ezgi seemed to have been
the only one who included the second distich as “2inci hane” in the block lyrics.3” The bend-i
sdni is supposed to be performed to the same musical material as hdne 1. As in the previous case
study, the additional distich changes the kar’s typology from Type I to Type II: a kdr with six
hemistiches, miydnhdne but no zeyl. The complete hemistiches of the “Kar-1 Sevk-name” would
be numbered as follows:

(Bend-i evvel)

1. Ez-sevk-i tu an ziilf-i cemal-i tu nedidim

2. Ez-payi fiitadim bigiiyid neresidim

(Bend-i sani)3®

3. Nam-1i tu neburdim ki az his nereftim

4. Yad-1 tu nekerdim ki ez his remidim

(Miyanhane)

5. Feryad besi kerdem ii feryad-resi nist

6. Guiya ki der-in kubbe-i firtize kesi nist

Although it is possible to find and reconstruct the missing distich, it is hard to actually apply
the syllables of the lyrics to the music scores that are at hand. In many cases, the number of syl-
lables do not correspond with those that were indicated by the scribe of the music score. Another
problem derives from the different transmissions of the words, which often differ in the sources.
Hence, more scholarly dedication is necessary to study the song texts systematically. This would
help to develop a method that would facilitate finding or producing more accurate version of the
hemistiches which would go together with the musical and formal disposition of the kar. For the
time being, it is only possible to consider additional hemistiches in the theoretical structure of
the piece based on the characteristics that Cantemir described. How the “Kar-1 Sevk-name” could
have looked with the additional distich is presented in the following table (Table 7).

37 The additional distich was indicated as “nami tii ne biirdim ki ez hus bireftim; yadi tii kerdim ki ez hun ne tabibim” (Ezgi,
vol. 3, p. 148). Interestingly, Ezgi attributed this piece to Abdiil Ali (d. 1575?) instead of Meragi. The only primary source that
attributed this piece to Abdiil Ali was TR-Iiine T.Y. 5644, fol. 10a. The lyrics in this source show a high level of congruency with
those in Ezgi’s edition. It is therefore very likely that Ezgi’s assumption were based on the song text collection TR-Iiine T.Y. 5644.
38 This distich indicated as “hane-i sani” was adopted from TR-Itks R. 1723, fol. 4b. and was transcribed by Mohsen Mahdavi
for this paper.
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S Text Rhyme Melody

terennim 1
hemistich 1 a A
hemistich 2 a 5

H1
terennum 2
hemistich 2 5 5
terennim 3
hemistich 3 a
hemistich 4 a 5

H2 !

(bend-i sanf) terenniim 2

hemistich 4 4 5
terennim 3
hemistich 5 b c
hemistich 6 b 5

H3 '

(miyanhéane) terennim 2

hemistich 6 b 5
terennim 3

Table 7: Supposed structure of the “Kar-1 Sevk-name” including the bend-i sani based on TR-I{ine 204-2, pp. 114-115.

Another important topic that deserves more scholarly attention is this kar’s title. The pro-
grammatic title Sevk-ndme [Book of Love] can be found, without any exception, in all of the
late nineteenth- and twentieth-century sources that were consulted for this study. The earliest
known source that mentions this piece with the programmatic title is probably TR-Iiine T.Y. 5644.
If Wright’s assumption about the manuscript date is correct (1992, p. 291), it is likely that this
programmatic title emerged in the early eighteenth century. There are, however, other song text
collections, probably from the same century, such as TR-Itks R. 1723 and D-Bsbha Ms. or. quart.
1578,3° which did not use the programmatic title. The latter two sources gave, in addition to in-
formation such as music genre, composer and usiil, the term “duraki”, which however, could not
be further contextualized at the time of writing. More research is necessary in order to arrive at
further conclusions.

Conclusion

As previous research has shown, the Persianate repertoire in Ottoman music derived from the
emergence of a new “Ottoman style” that became established mainly in the eighteenth century.
It seems, however, that in the nineteenth century, when music notation was used more exten-
sively, musical form and the transmission of lyrics had been already in a period of decline. The
Persianate vocal repertoire, which has survived until today in nineteenth-century Hampartsum

39 The eighteenth-century being the supposed date for the song text collections TR-Itks R. 1723 and D-Bsbha Ms. or. quart. 1578
is based on Wright’s assumption (1992, pp. 288-289).
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music collections, is relatively small compared to the extensive repertoire that can be found in
many of the song text collections that are still waiting to be studied. Did the repertoire gradu-
ally fall into oblivion because of a trend change in the transmission culture? The decline in the
Persianate music repertoire is also evident in the inaccurate transmission of the songs, such as
missing hemistiches or distiches. This was not only limited to the music collections but seemed
also to be the case in song text anthologies. For nineteenth-century Ottoman musicians it was
seemingly unproblematic to perform the above-mentioned kdrs with four instead of six hemi-
stiches. Even the “Kar-1 muhtesem”, which had only three hemistiches and did not coincide with
any of the kar types that were described by Cantemir, did not seem to have drawn any particular
attention.

Likewise, the theoretical descriptions of the kdr genre showed considerable changes in qual-
ity. Whereas Cantemir gave relatively clear descriptions of the kdr using specific technical ter-
minology as well as case studies to exemplify his theory, the few kar definitions from the nine-
teenth century, such as those by Uz and Konuk, remained, compared with those of Cantemir,
quite rudimentary. Therefore, for this research, the study of Cantemir’s theories together with
seventeenth- and eighteenth-century song text collections turned out to be very beneficial.
Based on Cantemir’s kar descriptions, it was possible to become aware of the fact that the “Kar-1
muhtesem” seemingly was transmitted with three instead of four hemistiches. In order to prove
the theory of the missing hemistich, numerous handwritten song text collections had to be ex-
amined until the hemistich was eventually found in relatively few manuscripts in slightly differ-
ent versions.

It would be interesting to fathom ways in which these findings could be considered in today’s
performance practice. The recordings that are available today relied on versions with lyrics that
were incomplete. For historically informed performance, and for musicology, it would be ben-
eficial to use these kinds of research findings and suggest new ways of reading and performing
these pieces. This would motivate more researchers to conduct further studies of the Ottoman
Persianate repertoire and similar cases, and propose further solutions for today’s performance
practice.

Whereas this paper’s focus was on few pieces from the kar genre, a similar paper could also
be prepared for the nakis, which is another music genre that had emerged in the Persianate rep-
ertoire. Similar to the kdr, Cantemir also provided descriptions of the nakis. Whereas the scribes
of the late nineteenth-century music manuscripts identify the kar genre correctly, the nakis genre
gives more room for misinterpretations, but the songs which belonged to it could be identified
thanks to their musical structure.4°

The scholarly editions of Ottoman vocal music, especially those of the Persianate repertoire,
have shown that this repertoire creates great challenges for scholarship that cannot be met by
one academic discipline only. To approach this topic at a scholarly level, many skills are re-
quired. Besides having good knowledge of Ottoman music history and archival work, it is neces-
sary to have expertise in Ottoman, Persian and Arabic languages and literature — and even more
so when taking into consideration the numerous unstudied and important music sources that
deserve more scholarly attention.

40 For the treatment of the nakis genre in the edition of codex TR-liine 204-2 see Introduction to the Music Edition.
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An Archive of Variants - Hampartsum
Notation and Variability in the
Transmission of Ottoman Art Music’

Bir Varyantlar Arsivi - Osmanli Sanat Miziginin
Aktariminda Degiskenlik ve Hamparsum Notasi
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Abstract

Especially Ottoman music culture is known to have a rich written music archive. A substantial
part of the musical repertoire of Ottoman art music has been notated by various scribes in ma-
nuscripts using Hampartsum notation since its invention in the early 19th century until the 20th
century. When those notebooks are compared, it is observable that they usually contain different
versions of a piece of music. While there is often no explanation for these different versions,
some variants are attributed to different composers or performers according to personal stylis-
tic characteristics, while others are chronologically characterized as “old-new”. In addition, in
some cases the notation was corrected by the scribe or a later hand, or notes were made about
the quality of the present version. The fact that musicians educated in an oral tradition (mesk
system), where repetition and imitation of the teacher are of great importance, made such eva-
luations during the written transmission of music cannot be considered independent from the
practices of the oral tradition and provide important information about the underlying musical
concepts. This study aims to examine the variability in Ottoman art music in the light of various
examples selected from Hampartsum notebooks, in parallel with cultural paradigms.

Keywords: Music Manuscripts, Hampartsum Notation, Mesk, Ottoman Music, Versions.

Oz

Ozellikle Osmanl miizik kiiltiiriiniin zengin bir yazili miizik arsivine sahip oldugu bilinmekte-
dir. Nitekim, sanat miizigi repertuvarinin énemli bir miktarinin, 19. yiizyil basindaki icadindan
20. yiizyila uzanan siirecte Hampartsum notasi ile notaya alindig1 goriilmektedir. Hampartsum
defterleri incelendiginde ise genellikle bir miizik eserinin farkli versiyonlarini icerdikleri fark
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edilen diger bir gercektir. Bu farkli versiyonlar icin ¢ogu zaman bir agiklama yer almazken, bazi

varyantlarin kisisel (tavir) tislup 6zelliklerine gore farkli besteci veya icracilara atfedildigi, bazi-
larinin ise kronolojik bir sekilde 'eski-yeni' nitelemesiyle anildig1 goriilmiistiir. Buna ek olarak,
bazi durumlarda notasyon, katip veya sonraki bir el tarafindan diizeltilmis veya mevcut versiyo-
nun niteligi hakkinda iizerlerine notlar diisiilmiistiir. Ogretmeni tekrar ve taklit etmenin biiyiik
onem tagidigi sozlii bir gelenek (mesk sistemi) icinde yetisen miizisyenlerin, miizigin yazili akta-
rimi sirasinda bu tiir degerlendirmelerde bulunmus olmalari, s6zlii gelenegin uygulamalarindan
bagimsiz diisiiniilemeyecegi gibi altta yatan miizikal konseptler hakkinda da 6nemli bilgiler ver-
mektedir. Bu calisma, arsivlerdeki Hampartsum defterlerinden secilen cesitli 6rnekler 1s181nda,
bir miizik eserinin farkli versiyonlarinin isaret ettigi anlamlar kiiltiirel paradigmalara paralel
olarak ele almay1 amaclamaktadir.

Anahtar Kelimeler: Miizik Yazmalari, Hampartsum Notasi, Mesk, Osmanli Miizigi, Versiyon.

Introduction

The transfer of music out of its transience and its sonic dimension into writing already represents
an act of archiving. In relation to perception with the sense of hearing, music becomes tangible
in a different way in its materialization as musical text and also repeatedly accessible over longer
periods of time. The interdependence of music and writing is particularly pronounced in West-
ern art music and has essentially contributed to its development, as Hans Heinrich Eggebrecht
states:
Theory (ratio) is constitutive for occidental music, especially for that which particularly
characterizes it: the artificial polyphony and its history. Nobody will doubt this (and it has
nothing to do with Eurocentrism). And so, too, musical notation is a specifically Western
phenomenon. It is in turn - hand in hand with theory - the conditio sine qua non for com-
position. Innovations in composing require new signs, and each new sign opens up new
compositional possibilities. Theory, notation and composition form a triadic unity that char-
acterizes Western music. Needless to emphasize that this unity, permeated by ratio, not only
establishes the historicity of Western music, but also releases its aesthetic autonomy and
does not limit the emotional moment, but on the contrary: makes it possible (Eggebrecht,
1998, p. 76).?

Notation, i.e. musical writing, is thus a basic prerequisite for the historicity of music. How-
ever, it is not tenable that musical notation is a “specifically Western phenomenon” (Haug, 2019).
It is well known that Ottoman musical culture in particular can draw on a relatively rich archive
of written music. One should mention here individual undertakings of harnessing various forms
of notation to record the musical repertoire. The apparent first introduction of a Western form of
notation (written from right to left) in the Ottoman Empire was by Ali Ufuki in the 17th century.
This was followed at the beginning of the 18th century by Nayi Osman Dede (1652—1729) and Dim-
itrie Cantemir [Kantemiroglu] (1673-1723) with alphabetic notation systems based on the Arabic
alphabet. In the further course of the 18th century, the notations of Mustafa Kevseri (d. 1770) and
somewhat later those of Abdiilbaki Nasir Dede (1765-1821) were introduced. In addition, with
the manuscripts in post-Byzantine notation, e. g. Petros Peloponnesios (1740-1778), and the 19th
century prints, there is a certain tradition of notational recording of Ottoman music in the Greek
Orthodox cultural sphere.? It was not until the invention of Hampartsum notation in the early

2 Translations from German as well as Turkish into English have been made by the authors.
3 For a classification of the notational techniques cited and their relationship to the process of modernization in Turkey, see
(Jager, 1996; Ergur & Dogrusoz, 2015).
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19th century that a method asserted itself that gained a certain interconfessional reach and was
not only used by individuals.# Thus, in addition to cross-epoch studies, relatively synchronous
comparisons of different manuscripts are possible today. The use of Hamparsum notation into
the 2oth century also allows a close tracing of the historical development not only of the notation
system itself, but also of the changes in the notated repertoire.

The relationship between writing and musical practice, however, may be different from that
of Western art music. What is already true for the latter is therefore even more true for a musical
culture in which composing is not necessarily bound to a form of textuality:

In the culture of musical notation, textuality is also constantly connected with orality or, in a
broader sense, with non-scriptural traditions, processes and activities. Part of the orality, or
non-writtenness, is the prior and surrounding musical knowledge that plays a decisive role
in every reading, understanding, and implementation of musical notation. The instructions
and instructional traditions that mediate between notation and sounding - e.g. in music
lessons - take place orally. In the non-written realm remain the already mentioned musical
self-evidences, which are transmitted beyond notation. Orality, non-writtenness, e.g. taste
claims, performance experiences, undocumented thinking, can be decisive for the variabil-
ity of the written tradition: the versions of a work (Eggebrecht, 1998, p. 76).

It is precisely this variability of the written tradition that one encounters when examining the
corpus of Ottoman music in Hampartsum notation. Unlike Eggebrecht's description of Western
music, the introduction of Hampartsum notation did not go hand in hand with the composing
of music, but reacted and interacted with an orally transmitted repertoire in a musical culture
where orality is the authoritative mode for musical activity. However, what is not written down
cannot be subjected to analysis. The rich fund of music manuscripts, on the other hand, makes
it possible to draw conclusions about cultural paradigms on the basis of the manner of written
transmission:

The archive [...], on the other hand, contains the sequences of a culture as well as its possible
paradigms. Every single text becomes readable in comparison with a stock of equivalent pos-
sibilities. [...] A paradigm is thus an equivalence structure in the archive, i.e. in the corpus
of texts, which one searches for comparable passages. The collection of these equivalence
passages designates as a kind of cultural topic the possibilities of what was or would have
been sayable in a culture instead of what was found in the manifest text (BaBler, 2020, p. 34).

A comparison of the accessible manuscripts in Hampartsum notation with regard to the iden-
tification of such equivalence structures may then shed light on how the variability of the writ-
ten tradition comes about, what basic conceptual assumptions it presupposes, and what factors
influence it.

In addition to the Hampartsum manuscripts; the giifte mecmuas (‘lyrics anthologies’), the
most convenient musicological sources of the pre-notational period, are also noteworthy in this
respect.5 Besides the lyrics, giifte mecmuas also provide information about the makdm, usiil and
composer of a musical piece. It is also seen that the same composition is sometimes assigned
to different makams, usiils or composers in those collections. This is an expected situation that
such differences may occur as a result of, for example, a poem being composed by different
people in different geographies. However, Uslu (2020)mentions in his study that there are exam-
ples in which a composition in the same makdam and usiil, sometimes in different or in the same

4 For a comprehensive cultural history of Hampartsum notation and the repertoire recorded in it, see (Olley, 2017a).
5 If, of course, the books including many music pieces written by a few pioneering musicians such as Ali UfKi (d. ca. 1675), Nayi
Osman Dede (1652-1729) and Kantemiroglu (1673-1723) are excluded.
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notebook, is attributed to two different composers, and suggests that this may be the result of an
error caused by the person who wrote down the lyrics attributing the work to whom s/he learned
the music from, through mesk (pp. 142-146). Uslu supports this argument with an example, the
attribution of a composition by Ama Kadri [Kadri Celebi] (d. 1650) to Itri (d. ca. 1712) instead. This
shows that a composition might had been attributed to another composer over time, through the
authority acquired by the role s/he overtook in transmitting. Jager (2016) exemplifies a similar sit-
uation with a composition notated in the manuscript NE211¢, found in Nadir Eserler Kiitiiphanesi
at Istanbul University, where Hampartsum notation is a means of transmission: Irak elci pesrevi
(pp. 39—41). What is remarkable about this score is that its fourth hdne is attributed to Tanburi
isak (d. after 1807). Already unknown in the 1700s and composed for the Mehterhane, a version
of this composition, which is quite different in terms of makdm and form, was transcribed by
Kantemiroglu (1673-1723) more than a century earlier, again without the fourth hdne. What is
interesting, as Jdger points out, is that Tanburi Isak was probably treated as the composer based
on his role in transmission.

Mesk System, The Concept of “Style” and Reflections on the
Manuscripts

Jager (2016) also states that a new awareness began in the mid-19th century: the awareness of
a personal style that distinguishes the individual composers (p. 41). As an example to this, he
draws attention to two instrumental pieces from a Hampartsum notebook being kept in Dil ve
Tarih—Cografya Fakiiltesi (‘Faculty of Languages and History—Geography’) at Ankara University.?
These are two different interpretations of a pesrev composed by Tanbf{irfi Nu'man Aga (d. ca.
1834). The owners of these two consecutively notated interpretations (or styles), Naksi Dede (d.
1854) and Neyzen Salim Bey (d. 1885), are mentioned in the headings of the scores. Accordingly,
the one transmitting the musical piece apart from the composer, gained also a great importance.
This is because notation has probably made it easier for one to access different versions in dif-
ferent manuscripts without the necessity of being accepted into the selective-permeable world
of the mesk system. This suggests that the access to a diversity of versions may have increased
awareness of the concept of personal style. It is very likely that this awareness increased in par-
allel with the widespread use of notation, and it is not beyond the realm of possibility that the
different composer attributions in the giifte mecmuas may be related to the authority created by
personal style. Before the 19th century, the scarcity of sources providing musical notation pre-
vents us from making a reliable claim on this subject, but an examination of the theory books
shows that there were many changes in makdms and ustils. Therefore, a composition may have
changed due to more than one factor over a long period of centuries.

On the other hand, in the mesk tradition, students are loyal to what they have learned from
their teachers. This is because transmission takes place through the student's imitation and rep-
etition of the teacher, and in this context, what is transmitted is both the style of the teacher and
the musical corpus in his memory. Therefore, for the student, both a good memory that allows
him to memorize many compositions and loyalty to adopt the style of the teacher are important.
According to Ulgener (as cited in Ayas, 2015), “going out of the ancient manner and seeking new
and different methods is nothing but an empty labor and invention” (p. 84). In other words, what
the teacher taught represents what is ancient and correct, and going beyond it is frowned upon.
Haug (2018) also notes that in the long history of mesk, the ideal is loyalty to the teacher and the

6 RISM: TR-liine 211-9.
7 See (TR-Am Miiteferrik 335, pp. 88-89).
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figure he embodies, not an abstract version of “correctness” close to the “original” (p. 84). Mesk
literally means the writing sample that a calligrapher (“hattat”) gives to his student as a home-
work, and the musical world borrowed this term from the world of calligraphy (Behar, 1998,
p. 13). Accordingly, the student would try to copy the writing sample given by his teacher over
and over again until he gained his teacher's appreciation and approval, hence, the importance
of imitating the teacher is obvious. On the other hand, a student in the field of music may have
more than one teacher. Ayas (2015) states that there is no requirement for a student to take les-
sons from a single teacher, and although it is considered correct and legitimate to learn different
genres of the repertoire from different teachers, it is also frowned upon to consider one teacher
superior to the other and to show disrespect (p. 81).

Looking at Hampartsum manuscripts, it is noticeable that there are strong connections be-
tween at least some of the notebooks. The findings presented by Pelen (2022, pp. 2—7) reveal an
exchange of musical compositions between manuscripts NE2148, NE211 and OA355%, and point to
the existence of a substantial copying practice.® In some cases, even scribal errors were trans-
ferred. These findings suggest that the practice of mesk, the educational process based on the
imitation and repetition of the teacher by the student, may have been reflected in the notebooks.
Olley (2017a) states that many collections were compiled over a considerable period of time,
and include additions by several hands, indicating that they were passed on between different
generations of musicians who were probably in a teacher-student relationship (p. 215). It also
seems likely that the very similar handwriting in some Hampartsum notebooks is related to this.
Accordingly, although at first glance they appear to have been written by the same scribe, it is
possible that they may indicate a similarity stemming from a teacher-student relationship. Some
of the Hampartsum notebooks in the Nadir Eserler Kiitiiphanesi at Istanbul University are known
as the Rasid Efendi collection, and since the handwriting is very similar in most of them, this
may lead researchers to attribute them, perhaps misleadingly, to the same scribe (Figure 1)."*
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Figure 1: Excerpts from TR-liine 205-3, p. 19; TR-Iiine 207-5, p. 11 and TR-Iiine 208-6, p. 1.

Behar (1998; as cited in Ayas, 2015), speaking about the method of megk in the 1950s, states
that the music scores to be studied were in the hands of the students and therefore it was essen-
tial to photocopy the sheets and study from those copies, rather than the student memorizing the
work by imitating the teacher (p. 151; p. 88). This practice started in the mid-20th century and dif-
fers from the Ottoman mesk tradition in this respect. However, considering the reasons mentioned

8 RISM: TR-Iiine 214-12.

9 RISM: TR-Iboa TRT.MD.d. 355.

10 See https://corpus-musicae ottomanicae.de/servlets/MCRFileNodeServlet/cmo_derivate_00001066/CMO1-I-11b_Commentary.pdf.
11 Also see (Olley, 20174, p. 210).
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above, the Hampartsum notebooks in the archives suggest that this practice may have started
earlier. In view of all this, the question arises: In a tradition where imitation and repetition are so
important, how and why could different versions of a musical composition have been created?

Personal Style

The training process had to be long in order for students to memorize a certain repertoire at a
level that could be passed on to future generations, and it was only after such a long training
process that a student could become a “teacher (or master)” and begin to produce his own com-
positions and improve his performance with the accumulated knowledge provided by this train-
ing (Besiroglu, 1997; as cited in Gercek, 2008, p. 155). Accordingly, when a musician who imitates
his master reaches a level and competence where he establishes his own authority, it is possible
for him to reveal his own style. Of course, although it is more plausible that there may be a bidi-
rectional cause-and-effect relationship between personal style and authority, another important
factor that ensures authority is the number of memorized musical pieces. Aslan (2007) states that
this situation is also present in the dsik tradition because master dsiks boast of knowing many
masterly idioms and dsik stories, in other words, of "keeping many in memory" and consider this
as an indicator of mastery (p. 251). As in the example given earlier, the fact that the Hampartsum
notebooks contain copies of musical pieces from different notebooks indicates that written mate-
rial began to play a role in parallel to memory as a factor in establishing authority. Gercek (2008)
also states that two things in particular are acquired from the master during mesk: Memorizing
the composition and interpreting it (p. 152). The concept of style, which the word “interpretation”
refers to, is to perform a work with an expression appropriate to its lyrics, taking into account the
characteristics of the makdm in which it was composed, and adding one's own aesthetic under-
standing while respecting the composer's aesthetic understanding without disturbing the usiil
and form (Tura, 1988, pp. 83—84; as cited in Gercek, 2008, p. 152). Ayas (2015) also discusses the
issue through Sadettin Kaynak (1895-1961) and his student Alaeddin Yavasca (1926—2021) and
states that the precedent to be taken as a model for a personal style is the teacher and that seek-
ing a new without precedent is contrary to tradition (p. 87). The main purpose of a personal style
that is to be created within the specified limits is, at least according to what has been discussed,
not to seek a new one, but to make an existing composition better and more finalized. Yavasca
himself defines a performer with a style as “a person who can put all the hidden subtleties of a
composition in the best way and with a unique expression” (Zeybek, 2013, p. 6). Erol Deran has
also pointed out that not every composition can be performed in accordance with a performer's
unique style since the composition is the determinative (Zeybek, 2013, p. 7). Nevertheless, no
evidence has been found to refute that it constitutes a subjective judgment as to whether a new
interpretation based on personal style conforms to the original or the composer's wishes.

Some of the Hampartsum notebooks in the archives contain additions and corrections on the
scores of many of the musical pieces. Whether those interventions were made by the scribe or
someone else is a difficult question for researchers to answer, but the meanings they may indi-
cate are important in terms of their relation to the practices of the mesk tradition. In the case of
NE211, which bears the seal of “Mehmed Rasid”, it appears that some of the musical pieces with
various additions were transferred to manuscript NE207.2 The evidence for this conclusion can
be found on the pages of NE211. The annotation “Kayd siid” (“registration completed”) added

12 For the seal, see (TR-liine 211- 9, p. 83). It is not clear who Mehmed Rasid was, hence, Mehmed Réasid and Rasid Efendi (Neyzen
Rasid Efendi) possibly are not the same person.
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next to the headings of many musical pieces indicates that a piece was transferred to another
source, and the linear markings separating the note groups in certain places in a score, indicate
a calculation made in order for the transfer to take place in an orderly manner.
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Figure 2: TR-Iiine 211-9, pp. 53-4.

When the manuscripts in the archives were analyzed, it was found that these markings in the
piece titled “Hiiseyni ‘asiran Isakifi Gisiili devr-i kebir” correspond to the page breaks of the same
piece in NE207%, as seen in figures 2 & 3.
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Figure 3: TR-liine 207-5, pp. 24-5.
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13 RISM: TR-Iiine 207- 5.
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When other scores with similar indications are examined, it becomes clear that there was a
one-way copying process between the two manuscripts. It is likely that the scribe of NE207 was
the one who carried out this process. A clue suggesting that his transfer of the variant resulting
from the changes he made on NE211 into a new notebook was an attempt to reflect his own style is
found in a manuscript in the Surp Takavor Church in Istanbul. For it is understood that this work
is the one mentioned by Olley (2017a) in manuscript ST1' with the description “in Rasid Efendi’s
way [style]” (p. 217). Therefore, if this alteration and transmission was made by Rasid Efendi, the
fact that the note groups belonging to the previous version are crossed out indicates that that
variant was falsified by Rasid Efendi and that he was defending the legitimacy of his version.
Considering the structure of the mesk tradition, it is possible that Rasid Efendi may have made
this stylistic new arrangement at a time when he had reached the level of a master. Moreover,
this new version appears to have minor melodic changes that do not lead to a difference in terms
of makdm or usiil. As Olley (2017a) states: “emendations in [comparable] sources show that the
difference between what were considered correct or incorrect versions of a piece could consist
in apparently insignificant details, such as the substitution of one passing two-note phrase for
another or the addition of half a beat's rest.” (pp. 216-217).

To extend the examples of personal style, in another Hampartsum notebook from a later pe-
riod, written in Armenian-Turkish script, some pitch signs in the score are overlaid with other
variants and accompanied by a note: “bu {izérindek ‘1lar usdam hanende bogosin t ‘avuridir”
(“These above, is the performing style of my teacher Hanende Bogos”) (Figure 4).
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Figure 4: TR-Iboa TRT.MD.d.463, p. 11.

As can be seen, in this notebook, probably dated to the late 19th or early 20th century, this
time the note groups are not crossed out or canceled, rather both versions are treated as differ-
ent but valid variants. The reason(s) behind this attitude of the scribe (or a later hand), who was
apparently a student of Bogos Hamamciyan (1872—1945), is unclear, but what can safely be said
is that the available written materials are important sources for understanding the practices of
the oral tradition of mesk. It appears as if the written fixation of a concrete version of a piece of
music in some cases requires justification as far as the origin of what was notated is concerned.
Some scribes seem to have been aware that the notated melodies could one day become part of
a cultural archive. For with the development of an albeit limited musical written culture, it had
to be assumed that others would also read and thus “take into account that one now knows that
people at other times and in other regions live differently and take other things for granted”
(Baecker, 2012, p. 47). In this sense, the pieces marked with initials as a kind of signature in some
of the earliest manuscripts in Hampartsum notation and possible autographs of Hampartsum
could also point to this awareness (Olley, 2020, p. 21).

14 RISM: TR-Istek [1].
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Classification of Versions as “Old” and “New”

In some of the accessible manuscripts in Hampartsum notation, certain attributes attached by
the scribe to the notated compositions reveal an awareness of individual performance styles on
the one hand and of a period-bound performance practice on the other (Olley, 2017a, pp. 216-
220). The attribution of an individual style gains some relevance primarily from the second half
of the 19th century onward, but it is person-bound and thus does not directly refer to a general
historical performance practice (Jager, 2016, p. 41), although it does allow for an approximate
temporal delimitation based on biographical composer data. In contrast, additions such as “old”
or “new” style or way are not linked to specific performers, but describe a general tendency of
an unspecified stylistic epoch. Already some of the presumably earliest manuscripts in Hampart-
sum notation contain distinctions between the categories of the “old" and the "new.”

In TA110 - like NE203 and OA405 possibly an autograph by Hampartsum Limonciyan (Olley,
2020, p. 21) — below the notation of a pesrev in makam Hicazkar on p. 37 the note “Obir t ‘efdérdé
dé bu pegsréf var lak ‘in 0 yéni t ‘avurdur” (“This pesrev is also found in the other notebook, but
that one is in the new style”) can be read.’ The reverse reference to an “old” style is not found
in the manuscript. Thus, the old-new dichotomy in terms of style remains open and not clearly
delimited for the time being. However, some titles of compositions included in TA110 contain
periodizing additions, including “ésgi svahan us[u]li rémél” (p. 20) and “rast‘ at ik, u[suli]
zarbéyin” (p. 69). The addition “ésgi” is likewise given for the title of a pesrev in makam Acem
asiran in NE203, p. 2, as well as for the same piece in OA405, p. 33. The questions arise as to which
epochal understanding the scribe uses as a basis, whether this historicity is reflected in the nota-
tions, and whether defining parameters for the category of a new or old style can be stated.

Looking at the entire contents of TA110, out of a total of 168 notated compositions, 71 are at-
tributed to a named composer, while 95 titles do not include a composer's name, and out of two
pieces, one each is assigned to the Acemler group and the Kazancilar. This roughly corresponds
to the general distribution in Hampartsum manuscripts before 1860 and likewise to that in ear-
lier collections such as those of Cantemir and Kevseri (Olley, 2017a, pp. 217 f.). Among the titles
with composers, composers active in the second half and transition to the early 19th century
are roughly balanced with those of the 17th or first half of the 18th century in terms of variety
of names. However, if one takes into account multiple entries, 43' compositions are attributed
to the former and 257 to the latter, which means a noticeable preponderance with respect to the
transition from the 18th to the 19th century. In addition to Cantemir himself, other 17th century
names from the Cantemir collection are found in TA110, such as Solakzade (d. 1658) or Zurna-
zen Ibrahim Aga (d. 1715?). Also mentioned in TA110 are Gazi Giray Han (1554-1607) and Farabi
(d. 950). Of the notated compositions without mention of a composer, some can also be found
in Cantemir's and Kevseri's collections, in which, on the other hand, a composer is sometimes
mentioned.”® An example of this would be “siik'ii féza hiiséyini u[suli] diijék”, pp. 16-17, which
Cantemir attributes to Hasan Can (Kantemiroglu, 2001, pp. 53 f.).* In some cases, therefore, the
linkage of a piece to a composer goes back at least about 200 years, whereas other compositions
of comparable age have only survived anonymously.

15 An edition of manuscript TA110 is currently being undertaken by Marco Dimitriou as part of the DFG-funded project Corpus
Musicae Ottomanicae - Critical Editions of Near Eastern Music Manuscripts at the Westfdlische Wilhelms-Universitdt Miinster.
16 Of these, 13 compositions alone are attributed to Hampartsum Limonciyan (1768-1839), if the note “k'eat'ibin” (ptwphwh )
(“the scribe’s”) is to be identified with Limonciyan (Olley, 2020, p. 21). Another nine compositions are attributed to

Tanbiiri Isak (d. after 1807).

17 Among them, Nayi Osman Dede (1652-1729) is the most prominent with five compositions.

18 Some of the anonymous pieces could additionally have been composed by Hampartsum Limonciyan as well, as seems pos-
sible for NE203 (Olley, 2020, p. 36).

19 A comprehensive comparison of all records in TA110 with earlier occurrences in the collections of Ali Ufuki, Cantemir, and
Kevseri is not possible at this time and is beyond the scope of this article.
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In the case of the previously mentioned “esgi svahan us[u]li rémél” (p. 20), the link to a
composer gives way in favor of an indefinite time indication (“old”), which, however, implies a
knowledge of the origin of the piece that has not been entirely lost. The variant recorded in TA110
corresponds to the piece of the same makam and usfil in Cantemir's Kitab (no. 277), where it is
also listed without a composer (Figure 5).2°
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Figure 5: First cycle of the Isfahdn pesrev in usiil remel (C277 and TA110, p. 20).

Unlike another pesrev in usfil remel, which, notated by the same scribe in NE203, demon-
strates a doubling of the rhythmic cycle in relation to Cantemir, so that two cycles in NE203 cor-
respond to one cycle in Cantemir's version (Olley, 2017b, pp. 180 f.), the cycles in the example
above are congruent. Thus, the piece, as well as the other pesrev with the addition of “8sgi” in
makam Acem asiran in NE203 (Olley, 2017h, p. 181), falls into the group that did not undergo
rhythmic augmentation in the early 19th century. Although the melody in TA110 is noticeably
more ornamented, it is still quite close to Cantemir's version, especially since Cantemir may have
been selective in his transcription (Ekinci, 2012, p. 223). A later marginal note next to the original
heading explicitly refers to the piece as “Eski 1sfahan” (Kantemiroglu, 2001, p. 510), suggesting
that the composition is known by this title in oral tradition. Whether this means that the piece is
representative and exemplary of an older style and has retained its original structure, or whether
it is a coincidence, must be left open here. In any case, the designation “old” here seems to refer
at least to Cantemir's time, if not before.

For the pesrev “rast at ‘ik ‘, u[suli] zarbéyin” in TA110, p. 69, interestingly, another variant
of the piece is available in the same manuscript (“rasd, zarbéyin dévir muhammeéz”, p. 64). The
scribe probably unwittingly notated this twice, but the first occurrence lacks the addition of
“at ik *”. The piece is also documented anonymously in Kevseri (2016, no. 375).* A comparison
with Kevseri shows that no rhythmic augmentation took place here either (Figure 6). Apparently,
however, the scribe of TA110 had difficulties in representing the usfil, since the structure-giving
division signs and the marking of the cycles is inconsistent in both examples, and in some cases
smaller sections have been omitted.?

Structurally, TA110, p. 64 is more in line with the notation in Kevseri, as miilazime and hane
2 correspond, whereas on p. 69 (with the addition “at ‘ik ), hdne 1 contains material from the
original miilazime. The second variant in TA110 is also more melodically elaborate overall and
sometimes shows melodic progressions that deviate from the variant notated a few pages earlier.
Moreover, it is striking that the variants contained in TA110 show different pitch sets. While the

20 The numbering given here corresponds to that given in Kantemiroglu (2001). The transcription is based on the same source,
but has been transposed and rhythmically scaled for better comparability. All transcriptions of Hampartsum notation were pre-
pared by the authors. Although there is not always immediate convertibility to modern Turkish notation, an effort has been made
to adapt the examples to the AEU system.

21 The numbering given here corresponds to that given in Kevseri (2016). The transcription is based on the same source, but has
been rhythmically scaled for better comparability.

22 In fig. 2, therefore, a transcription of the subdivisions of the us{il used in TA110 has been omitted to provide a more consistent
overall picture.



40 | Marco Dimitriou, Semih Pelen, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 30-48

1=, Miilazime

K375

TA110, p. 64

TA110, p. 69
[at'ik']

B

2Ll
)
M

Il
B
ot

B

M

o> té"cb CQ;’ND
T

e
Iy
Iy
Iy
Iy
9
HH
Iy
L
P
L,
L,
W
M

=

6
y

|

e

ALl

TN
TN
\EA
\EA
\EA
TN
\EA

N

» |
[T™
Y
[T™
Iy

.18
Rel

7Y
L
I
L
P
&
N
N
L
N
WA
1

QC;’ND QC;’ND QCSND

—_— T T
4 I I I I f—

¥:3 + T — T - T T T — e
o T ¥ i | - - i r i —— b - r~ e —— ————
s i P S —— o i — T i ——— i 7= f  ———— i e S — S

7 i —1 i e B i T — r

VT [m— — ! I —_—
0 & | |
p a-ra I + + T T
i = Iz = Iz i i T i T
(< i f 1= i f =2 o i =2 o 23 I =
D T I F I | F T z
D] T l ! f !
H & | | fr——
p a-ra - o t + " S S B —— ey S e +
< = - P —— r i i — 1 e s e s s —— i
o ' I |4 I T
) I f— N
p i | s s N T T+ -
i P — " - r — —— I I r e e s S ¥

- -

D) T T T T [ ——

Figure 6: Second and third cycles of the Rast pesrev in usiil darbeyn (K375, TA110, p. 64 and TA110, p. 69).

first variant contains a constant gevest, the second variant contains 1rak instead. Likewise, the
first variant briefly evokes makam Segah with the insertion of kiirdi, which does not occur in
this form in the second variant. It is possible, therefore, that the addition of “at ik ” does not
refer to a specific mode of performance in terms of the extent of melodic elaboration, but rather
to a performance of makam Rast that is characterized by certain pitches and originates from an
earlier period. In any case, the example illustrates that different variants of a composition can be
mastered by one and the same person and can coexist equally.

That the execution of a makam can be considered a stylistic marker is also illustrated by the
pesrev in makam Hicazkar on p. 37 with the remark “0bir t ‘efdérdé dé bu pesréf var lak ‘in 6 yéni
t ‘avurdur”. To be sure, TA110 contains no counterexample of the same piece in the “new” style.
But concordances of the piece in later manuscripts in Hampartsum notation, when compared,
may shed light on what is meant here by “new” and “old”. The pesrev appears, for example, in
0A421, pp. 28-29, a manuscript with an Armenian scribe, as well as NE20s5, p. 127, which belongs
to Neyzen Rasid Efendi's collection. OA421 seems to have a special relationship to the Hampart-
sum autographs, since it contains a list of instrumental pieces independent of the manuscript
itself, most of which are contained in the presumed Hampartsum autographs and, moreover, are
apparently recorded in the same handwriting as TA110, NE203, and OA4o0s5. It is possible that the
scribe of OA421 is a student of Hampartsum and that the manuscript could be dated to the second
third of the 19th century due to the form of notation used. NE205, on the other hand, can be dated
to the last third of the 19th century due to the notation with explicit duration signs.
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Compared to TA110, where the usiil is given as berefsan, the concordances record usiil mu-
hammes; a confusion that presumably occurs because of the same time measure of the ustils,
which, moreover, are indistinguishable from one another when notated in Hampartsum nota-
tion. While the melodic progression of the teslim is basically the same in all three variants, how-
ever, the concordances show a peculiarity not seen in TA110 (Figure 7). Instead of the perdes
segah and diigah, as they occur in TA110 in the overall course of the piece, biiselik and zengtle
appear in both concordances, demonstrating an eminently different understanding of the under-
lying makam.
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Figure 7: Teslim of the Hicazkar pesrev in usiil berefsan/muhammes in comparison (TA110, OA421 and NE205).

A juxtaposition of the pitch sets reveals that the scale of makam Hicazkar, based on TA110, es-
sentially consists of a Rast pentachord on rast in combination with a Hicaz tetrachord on neva
(Figure 8).
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Figure 8: Pitch sets of the teslim of the Hicazkar pesrev in usiil berefsdn/muhammes in comparison (TA110, OA421 and NE205).

In the concordances, instead of the Rast pentachord, a Hicaz pentachord on rast is seen,
which corresponds to the modern theoretical understanding of the scale. Theoretical treatises on
music do not seem to mention makam Hicazkar until the 19th century, including Hasim Bey and
P. Kéltzanidés (Popescu-Judetz, 2007, p. 102). With regard to the form of the makam in question,
Keéltzanidés (1881, p. 162) is not informative, as biiselik is mentioned, but diigah or zengiile are
not mentioned. Both diigdh and zengfile appear in Hasim Bey's (2016, pp. 149-150) description,
which thus remains ambivalent. Therefore, if the variant in TA110 can stand for the “old” style
and the concordances for a “new” style, then “new™ in this context denotes an articulation of the
makam to be distinguished. It is also worth mentioning that the pesrev, which is anonymously
transmitted in TA110 and OA421, is attributed to “Tatar” in NE205, which may have led Yilmaz Oz-
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tuna (2006) to suggest “Gazi Giray” as a possible inventor of the makam Hicazkar (p. 350). Tatar,
identified with Gazi Giray Han (1554-1607), thus possibly stands for a composition of enigmatic
origin and representative of an older repertoire. If makam Hicazkar is indeed of more recent ori-
gin, this would be an example for the pseudographia described by Feldman (1990-1991, p. 91).
The three examples have shown that in the historical periodization of the repertoire recorded
by him, the scribe of TA110 proceeds in a certain way, like Cantemir and subsequent theorists,
with respect to a categorization of the modal system with the kadim-cedid antithesis and sees
himself in the succession of predecessors and successors on the threshold (Popescu-Judetz, 2007,
Pp- 72-4). As might be expected, a classification into “old” and “new” is thus always to be reinter-
preted for each generation of musicians. As such, manuscript NE215, entitled “Nadide takimlar
‘atik” (“rare ancient pieces”), brings together instrumental pieces by 17th- and 18th-century
composers that already seem “ancient” to the late 19th-century scribe.” The degree of adapta-
tion of the material to the respective contemporary style seems to be variable to a certain extent,
but can manifest itself in a coexistence of different, equally valid variants. TA110, which was ap-
parently consulted by various people after its completion and Hampartsum's death, sometimes
contains additions by later hands that added alternative melodic lines to the notation (Figure 9).

Figure 9: Faint additions by a later hand above the original melodic line in TA110, p. 9.

However, these additions should not necessarily be understood as corrections, but rather as a
comparison of a new variant with an older documentation of the piece that has an authoritative
radiance. It can be concluded that performers of Ottoman instrumental music in the 19th century
were not only aware of the mutability of compositions, but that a constant, context-dependent
adaptation of musical material on the part of the performer was even desired in the receiving
community and represented a decisive factor within musical culture (Jager, 2016, p. 42). But what
are the limits of this juxtaposition and how far does the tolerance of variability extend?

Classification of Versions as “Correct” or “Incorrect”

In addition to the examples given above, which imply an equal acceptance of different variants,
there is also evidence that the recording of different versions of a piece of music can also be ac-
companied by evaluations of the type “better” or “correct” or “incorrect” (Olley, 2017a, p. 216).
Again, examples can be drawn from TA110 in this regard. On p. 75, the title of the pesrev “Sazk ‘ar
musinin” contains the addition “bu ik ‘i défa yazilmis zéré bu éyisidir” (“This was written twice
because this is the better [version]”), which is also noted in this form in NE203, p. 18 (Olley, 2017a,
p. 216). The first recording of the piece in TA110 is found on pp. 37-38. If one compares the two
recordings, one not only notices the melodic differences but also the redistribution of the usiil
divisions as well as additional structural markings such as the labeling of the teslim or the inclu-

23 For an edition of the manuscript see (Dimitriou, 2020).
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sion of second repeat endings, which partially reorganize the overall arrangement of the piece
(Figures 10 & 11).

Figure 10: First occurrence of the Sazkar pesrev in TA110, pp. 37-8, hanes 1-2.

Figure 11: Second occurrence of the Sazkar pesrev in TA110, pp. 75-6, hdnes 1-2.

The second variant was perhaps not (only) considered better by the writer because of the
different melodic line, but because of the completeness and clearer performance sequence. It is
therefore “better” both as a performance variant and as a representation of this variant in the
form of musical notation. “Better” does not mean at the same time in reverse that the previous
recording must be “wrong” or “incorrect”. The scribe could also have crossed out the “worse”
version, as he did, for example, on p. 58, where, after a first attempt to notate the “Acém névruz
sémayi”, he crossed out the hanes 1-2 that had already been written down and began notating
the piece from the start below. The two pieces differ from each other so much that the former is
definitely marked as erroneous by the crossing out. Furthermore, incompleteness does not seem
to be a general exclusion criterion for the entry of a composition into a manuscript. On pp. 41-3,
the scribe of TA110 noted six pieces, all of which are incomplete and consist of only one to three
hénes, which the scribe noted with the remark “k ‘usur” (“incomplete”).
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In OA535, which belongs to a later period and also is written in Arm.-Turk. script, the entire
fourth hdne of a pesrev (in the makam Siiz-1 dildrd and usiil Diiyek) composed by Selim III (1761
1808) is crossed out and a note is written on it saying “bu yagnis 167. yiizde dogrusuna bak - bul”
(“this is wrong, look at page 167 and find the correct one”). When looking at the page 167, it can
be observed that the so called “correct” fourth hane does not differ from the other version in
terms of makdm and ustil, but that there are only slight differences in the melodic line (Figure 12).
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Figure 12: TR-Iboa TRT.MD.d.535, p. 113 & 167.

According to Haug (2018), after the foundation of the Republic in 1923, musicologists such as
Rauf Yekta (1871—1935) and Suphi Ezgi (1869-1962) first went through an editorial process and ap-
proached the different versions in a "correct-incorrect" manner (p. 83). As a matter of fact, Suphi
Ezgi (1933), describing his relationship with Sadettin Arel (1880-1955), mentions that together
they repaired nearly 3000 old compositions by examining and analyzing them, and by compar-
ing them with the ones in other manuscripts and transforming them back into their originals
(Vol. I, p. 270).24 From Ezgi's statement, it is understood that the term “repairing” is equated with
“transforming back into the original”. Therefore, it is unclear whether the “original” refers to the
first version of a composition as it appeared in the composer's hand. If not, the question arises as
to "which version is considered “original” because of which reason?”. An example that may shed
light on the topic can be found in again a Hampartsum notebook in the Ottoman archive (Figure
13). On the sheet of the piece, which is a semdf in the makam miistedr [/ usiil nim yiiriik and the
composer of which is Dellalzade Iismail Efendi (1797-1869), the scribe or a later hand annotated
that he had this composition corrected to Zekai Efendi (1825-1897) and that that version is writ-
ten on another sheet of paper.

Therefore, in this example (figure 13), the composition was corrected by a musician who per-
sonally knows its composer. Because, according to Oztuna (2006), Zekai Dede, who was the most
valuable student of Ismail Dede Efendi (1778-1846), also met Dellalzade ismail Efendi and ben-
efited from him as well (p. 515). It seems likely that being close to the composer in the mesk chain
provides a kind of authority over the original or version of the work. A story confirming this infer-
ence is also quoted by Besiroglu (1997, p. 138):

One day, while the 'Yegah Fasli' was being performed at Dariilelhan, Ahmed Irsoy, realizing
that the notation of Dellalzade's composition in the usil Zencir was wrong, reminded that
the dcem pitch should be employed in a passage in the zemin section and that his father [Ze-
kai Dede] had warned him about this before. But when Ziya Pasa insisted on the Evic pitch,
he did not oppose Ziya Pasa any further and preferred to resign.

24 [...] Sadettin beyle (319) senesinde musiki yiiziinden dost olmusduk, ila masallah devam etmektedir, misikimizin saz ve s6z
kisimlarinda mevcut bulunan ve pek giicliikle elde edebildiginiz ii¢ bine karib asar yiizlerce, binlerce defalar okuyup caldik;
nazari tahlilerini de yaparak amelen oldugu gibi ilmen de tekamiil ettik. Bu eserlerin muhtelif niishalarin karsilastirip vaktimiz
miisait oldugu kadar onlarin muhim bir miktarini asillarina irca etmek suretiyle onardik. Ve ¢ok iyi bir tesadiif neticesidir ki bu
onarma isinde fikirlerimiz hukiimlerimiz takriben onda bir nispetinde ihtilafli oldul...]
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Figure 13: TR-Iboa TRT.MD.d.487, p. 40.

According to Besiroglu, this piece was notated in the “Dariilelhan Nota Kiilliyat1” using the
Evic pitch at Ziya Pasa's insistence, and was performed in a way that was not in accordance with
the original by performers who did not learn the piece from its original source but only relied on
the notation.” Ahmed Irsoy, as a musician chained to Dellalzade in the transmitting community,
was probably motivated to stick loyal to the composer’s version, that is, to the supposed “origi-
nal”. Besiroglu also clearly states that the composer’s version is the correct one, based on what
the transmitting community suggests. Nevertheless, it is also possible that Irsoy’s insistence was
based on a subjective assessment that “Ziya Pasa’s [Yusuf Ziya Pasa (1849—1929)] variant is not in
accordance with the composer’s style” rather than a strict conservatism or a stance against the
concept of version itself.

Considering that creating an apropriate personal style is not something to be avoided, on the
contrary, it is part of the megsk tradition; the possibility that the afore-mentioned names trained
in this system were conservatively concerned with remaining loyal to the “original” composi-
tion, could also be related to the concern that notation itself would finalize a work. Haug (2021)
gives an example from the Western music world of the 16th century to support the fact that a
composition born in written form acquires a more unique and finalized character (p. 190). The
transmission of the music via notation, of course, did not begin with the Republic, as is evident
from the prevalence of Hampartsum notebooks. What is new, however, is that those scores were
printed and published, reaching a wider audience and, most importantly, entering the reper-
toire as a “single” version. In some of the notebooks in the archive, it is noticeable that Refik
Fersan (1893-1965) and Halil Can (1905-1973) transcribed musical pieces that usually were not
in the repertoire (probably of Istanbul Conservatory) and wrote notes such as “terceme edildi”
(“transcribed”), while those that were already in the repertoire were annotated with notes such

“repertuarimizda mevcut oldugundan terciime edilmedi” (“not transcribed since it is already
present in the repertoire”) (Figure 14). Therefore, a possibly more important reason for the “cor-
rect-incorrect” assessment is not merely the transformation of the compositions into a written
material, but the fact that the versions were being eliminated to be included in a authoritative
repertoire and thus began to acquire a singular and final (complete) character.

25 For a version notated in Hampartsum notation, see (TR-Iboa TRT.MD.d.481, pp. 1-2). This version may be the one transmitted
or authenticated by Zekai Efendi, as the handwriting is similar to that of the manuscript (0A487) presented in the example above.
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Figure 14: Excerpts from TR-Iboa TRT.MD.d.535.

On the other hand, the modernization process that began with the decleration of Tanzimat (reforms)
in the 19th century led to the idea of standardization (with a positivist manner) in music and in the following
century, efforts to establish a standard system from the non-standard elements of Turkish music began. On
the subject, Dural (2019) argues that:

Although Arel positioned Turkish music in a different place from tamperemant in terms of musical
technique, he made this musical tampering in the frame of mental dimension, that is, he standard-
ized it, adapted it to mathematical reason (in some places where the composer's will is emphasized,
etc., he adapted the position to the non-calculative reason determined according to this mathemati-
cal reason), made it universal, and thus dealt with the modernization process(es) (p. 185).

One of the most popular methods of finding a “standard and measurable correct” was the idea of going
back to the origins. Arel's writings on this subject is a good example. In his famous article series such as
“Tiirk Musikisi Kimindir?” (“Who owns Turkish Music?”) or “Siimerliler ve Stimer Musikisi” (“Sumerians and
Sumerian Music”), he dealt with the roots of Turkish Music with a folkloric approach and sought to prove the
“Turkishness” of this musical culture, which was marginalized against Western music supported by the gov-
ernment and even accused of not being of “Turkish” origin. At a time when Western cultural concepts were
also being adopted, the idea of finding the “correct” through such a method is in relation to the perspective
that accepts a musical composition as authentic on the condition of being a version as it was porduced by its
composer. This illustrates that a certain (musical) culture cannot define itself completely on its own, but is
always dependent on the presence of the “other” in order to be able to distinguish itself from it. In the case of
Ottoman art music, this may be due to increasing pressure from outside due to the influence of new popular
music genres, changing aesthetic judgments, or the impression of Western music. For fundamentally, a cul-
ture is characterized by the practice of comparison and in this sense is “systematically ambiguous and only
secondarily an attempt to get the ambiguities out of the way through unambiguities, identities, and authen-
ticity (Backer, 2012, p. 9).”

Conclusion

As has been shown, the Hampartsum manuscripts studied provide a picture of the oral transmission of Ot-
toman art music in the 19th century in a variety of ways. The large corpus of instrumental and vocal pieces
combines different versions of a composition, which coexist for the most part without commentary and ex-
emplify different lines of transmission. The extensive practice of copying shows that a master’s authority is
transmitted into the sphere of writing. Collecting music in this way allows for the facilitation of memorization
of a variety of pieces, which is highly regarded in the culture of transmission. Some of the scribes of manu-
scripts in Hampartsum notation also attest to an interest in fixing specific performance variants, character-
ized by periodizing aspects or denoting an individual style. The differences that can be observed refer, among
other things, to differences in the structure of the makam, but also to different degrees of melodic elaboration
and rhythmic accentuation. The investigation of the personal style has revealed that a constant negotiation
about the exact form of a previously notated variant can arise. It is characteristic here in a later step that the
assessment of the validity of this or that version depends not only on purely musical parameters but also on
the expertise and position as a musician. The manuscripts also testify to a latent change in the conceptual
handling of the variability found, which was to increase in the first half of the 20th century.

The manuscripts in Hampartsum notation, understood in their entirety as an archive, then provide a
glimpse into the past of a predominantly orally transmitted musical culture with its underlying presupposi-
tions. It is to be expected that the manuscripts in five-line notation, most of which have not been studied so
far, will also provide a similar picture. Taken together, from today's perspective, the material can then be
comparatively searched for equivalences, not with the aim of reconstructing a musical “urtext” or archetype,
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but in order to work out the culture-specific paradigms and thus describe the picture of the global phenom-
enon of music with its regional and epochal particularities.
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Western Staff Notation in the Context
of Nineteenth-Century Ottoman Music'
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Abstract

In the 19th century, the performative repertoire of Ottoman art music was recorded in numerous
sources using different notation techniques. While the semantics of Hampartsum notation has
been well studied, there are no corresponding studies on the use of Western staff notation in the
Ottoman music context in the period from about 1830 to 1880.

This paper develops an approach to the interpretation of 19th-century Ottoman music ma-
nuscripts using Western staff notation on the basis of notational comparisons. The results of the
studies already allow for a semantically correct transcription, but above all, they are intended to
stimulate further research.

Keywords: Ottoman Music, Western Notation System, Music Manuscripts, Semantic.

Oz

19. yiizy1lda Osmanli sanat miiziginin icra repertuari, farkli nota yazim teknikleri kullanilarak
cok sayida kaynakta kaydedilmistir. Hamparsum notasyonunun semantigi iyi calisilmis olsa da
yaklasik 1830'dan 1880'e kadar olan dénemde Osmanli miizigi baglaminda Bat1 notasyonunun
kullanim iizerine karsilik gelen bir calisma yoktur.

Bu makale, nota karsilastirmalari temelinde Bati nota yazisini kullanan 19. yiizy1ll Osmanl
miizik el yazmalarinin yorumlanmasina yonelik bir yaklasim gelistirmektedir. Calismalarin so-
nuclar halihazirda anlamsal olarak dogru bir transkripsiyona izin vermektedir, ancak her sey-
den 6nce daha fazla arastirmayi tesvik etmeyi amac¢lamaktadir.

Anahtar Kelimeler: Osmanl Miizigi, Bat1 Nota Sistemi, Miizik El Yazmalari, Semantik.

Preliminary Considerations

Beginning in the early 1820s, initially in Istanbul, the courtly and urban Ottoman music reper-
toire was recorded in a growing number of manuscripts. Mainly, the notation developed by a
group of Armenians, including Hampartsum Limonciyan (1768-1839) shortly before 1812, was
used for this purpose a very suitable system for the transcription of the art music repertoire.

1 Makale basvuru tarihi: 15.03.2023. Makale kabul tarihi: 04.05.2023.
* Prof. Dr., University of Muenster, DFG-Project Corpus Musicae Ottomanicae Project Director, ralf.jaeger@uni-muenster.de, ORCID:
0000-0002-2628-2283.
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As was the case in later years in Iran and Egypt, Western Staff Notation was introduced in the
Ottoman Empire in the context of the reform of armed forces along Western European lines. In all
three cases, the conversion of military music from the traditional mehterhdne and comparable
ensembles to the European military band was a central component of the reform agenda. In the
process of instructing the new type of military music, Western staff notation was of not insignifi-
cant importance.?

In the years after 1830, starting with the reform of military music, Western staff notation
gradually advanced alongside Hampartsum notation to become an increasingly used record-
ing medium for traditional Ottoman art music. The study of the surviving music manuscripts in
this notation is still in its infancy, and the problem of musicological-critical interpretation and
transcription of the notations has, to my knowledge, not yet been addressed. The present study
would like to make a contribution to this and, at the same time, set a starting point for future dis-
cussion. Central questions are the interpretation of the (ambivalent) semanticity of the signs, the
representation of the central parameters in the sign system, and the methodological approaches
to transcription into the variant of staff notation used in Turkey today. Connected with this is the
question of the notational intention in the use of Western staff notation before ca. 1880, i.e., the
time when Haci1 Emin (1845 - 1907) took a step toward the development of an analytical variant
of notation with the introduction of accidentals for the notational representation of microtonal
intervals. Was staff notation before that too imprecise and less suitable for recording Ottoman art
music than Hampartsum notation?

The discussion of these questions will be based on Guiseppe Donizetti's (1788 — 1856) table for
the transcription of Hampartsum notation into Western staff notation, one of tShe early relevant
documents for a comparison of notations.

1. Observations: Giuseppe Donizetti’s Transcription Table - On the
Musical-Cultural Translation Between Armenian Hampartsum Notation,
Western Staff Notation, and Ottoman Pitch System

At the Ottoman court in Istanbul, the Italian military musician Giuseppe Donizetti started in 1828
to establish a Western-style military band as a substitute for the traditional mehterhdne ensem-
bles, which had been abolished two years before. In order to have a better basis for the training
of the Turkish musicians, he started his work by learning the already spread notation system of
Hampartsum Limonciyan.3 According to Emre Araci, the transcription table created by Donizetti
on this occasion is now in the Topkapi Saray1 Miizesi Arsivi (Figure 1).

Donizetti's approach to the unknown notation system is particularly interesting because it is
not just about the translation of the signs of the Hampartsum notation, but ultimately about the
development of a system for representing the complex semantics of the signs through the West-
ern notation system.

At first glance, the table is unspectacular. The complexity is only visible when one looks more
closely.

2 The basic data can already be found in (Gazimihal, 1955; Tuglaci, 1986).

3 See, among others, (Alimdar, 2016, p. 34). It states there: “italyan besteci Giuseppe Donizetti'nin 1828'de Muzika-i Hiimayun'da
goreve getirilmesiyle Avrupa notasi resmi olarak saraya girmis, Donizetti bu notay1 6gretmek amaci ile 5nce Hamparsum yazisini
O6grenmis ve bu yontemle Avrupa notasini 6gretmistir.” In Istanbul, Western staff notation had already been used to compile
music collections in the 17th century by Ali Ufuki (d. c. 1675) (cf. Haug, 2019; Behar, 1990). These manuscripts were not accessible
to Donizetti, so there are no relations. I would like to express my sincere thanks to Salih Demirtas (OII) for his helpful support in
finalizing this paper.
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Figure 1: Guiseppe Donizetti’s table for the transcription of hampartsum-notasi into Western staff notation (Araci, 2006, p. 61) .

The upper section contains an assignment of the Hampartsum notation signs to the Italian
solmization syllables. Donizetti must have already realized during the creation of this table that
a simple transfer of the signs to the Western system is impossible. At least two details have to be
mentioned.
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Figure 2: Guiseppe Donizetti’s table for the transcription of Hampartsum notation into Western staff notation. Details on the phenomenon
of sign ambiguities.

First, it is noticeable that several pitches, which have the same level in the tempered tone sys-
tem, are represented by two different signs (marked with rounded frames). For example, fa-sharp
and sol-flat are enharmonic equivalents in the Western system, but not in the non-tempered ton-
al system of Ottoman art music. The resulting problem is that the pitches associated with the
signs cannot simply be translated into the Western system.

Secondly, the ambivalence of some signs of Hampartsum notation is just as problematic: they
represent two pitches of the tonal system of Ottoman art music and must be interpreted (marked
with square frames). Whether the signs are to be interpreted as ut-sharp or re-flat, for exam-
ple, depends on the musical context. For the “correct” interpretation already in the context of

4 Reproduction from Emre Araci; original manuscript according to Araci: Topkapi Saray1 Miizesi Arsivi.
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Ottoman art music, the elaborated knowledge of the makdm system is an unconditional prereq-
uisite. There are several problematic assignments of this type, which are marked in the graphic
(Figure 2).

In addition to the ambiguities shown regarding the assignment of signs, further difficulties
arise with regard to the assignment of pitches. Although a semantic relation can be established
between the Hampartsum notation signs and the solmization syllables, the signs of Western no-
tation cannot represent the pitch system of Ottoman art music. The signs represent signs but
not the musical contexts of meaning associated with them. In order to solve this substantial
problem, Donizetti, presumably in a second step, has added the names of the Ottoman pitches
as a reference system, which is represented in a simplified way by the Armenian notation system
(Figure 3).
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Figure 3: Guiseppe Donizetti’s table for the transcription of Hampartsum notation into Western staff notation. Details on the assignment
of the pitch names used in Ottoman art music.

The 25 Ottoman pitch names, numbered by Donizetti, represent precisely the 25 signs used
in Hampartsum notation in order to represent these pitches (Figure 3). The inclusion of the Ot-
toman pitches in their original terminology as a reference system creates a semantic trichotomy:
both the translation into Hampartsum notation and Western staff notation are depicted. The
makam system is not represented.>

2. Conclusions: Approaches to Deciphering the Semantics of the Western
Staff Notation in the Ottoman Context

For the still largely pending deciphering of the semantics of Western staff notation in the Otto-
man context, at least for the period before ca.1880, the table offers a promising starting point,
provided that Donizetti's approach can be considered representative of the use of staff notation
in the context of Ottoman art music. It is also evident in the table that Hampartsum notation and

5 It is remarkable that Giuseppe Donizetti does not make the obvious attempt to solve the problem of representation by introduc-
ing additional accidentals for semitone intervals, for example. A proposal for this, which would also have been accessible to
Donizetti in principle, was presented by Giambattista Toderini in 1787 (Toderini, 1787; Jager, 2011, pp. 473-488).
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staff notation - represented by the Italian solmization syllables - stand for two different nota-
tional paradigms:

1. The pitch notation of Hampartsum refers descriptively to pitch names within the theoretical
system of Ottoman art music; the semantics of the individual signs may vary depending on the
musical context. The signs do not indicate absolute pitches and, due to their partial ambiguity,
require constant interpretation in the respective music-performative context.

2. Staff notation, on the other hand, was explicitly based from the early 18th century onwards
on the “premise that a note or a tone letter designates a certain or only slightly variable pitch -
measurable as frequency" [“Pramisse, daf} eine Note oder ein Tonbuchstabe eine bestimmte oder
nur in geringem Maf3e variable — als Frequenz mef3bare — Tonh6he bezeichne”] (Dahlhaus, 1989,
p. 60). The Western pitch system is “absolute”; the notation refers analytically to this fact.

In the transcription chart, staff notation is processually transformed from the “analytically”-
absolute paradigm, which it originally represents, into the descriptive-relational of Hampartsum
notation. At the end of the process, it is used in a descriptive way and advances - at least in the
transcription chart - to the equivalent of Hampartsum’s musical notation and must also be read
this way - and not analytically: The solmization syllable “sol” describes the pitch “rast” but does
not denote a tone with the pitch “sol” (Figure 4).
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Figure 4: Guiseppe Donizetti’s table for the transcription of Hampartsum notation into Western staff notation. Detail on the processual
transformation from the “analytic”-absolute paradigm to the descriptive-relational paradigm.

From the late 19th century, Ottoman music theorists began to use staff notation analytically in
the Ottoman context as well, which brought about a successive loss of the former ambiguity. Haci
Emin's (1845 - 1907) 1884 publication Nota Muallimi (“The Music Teacher”) begins to implement
this change by introducing an additional sign to allow the representation of microtonal pitches
(Figure 5).°

Figure 5: Analytical use of staff notation using the example of a note sign with an additional accidental to represent the pitch “gevest”(Hac1
Emin, 1884, p. 54).

6 Cf. The summarizing but meaningful article by (Ayangil, 2008, pp. 401-447; here: pp. 416-418).
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Even though Haci Emin continues to use the traditional pitch names and assigns them - like
Donizetti - to the pitch signs of Western notation, he initiates a process with far-reaching conse-
quences: the two musical systems are now conceptually integrated and represented by the same
notation method, which must now be able to systemically differentiate the analytical qualities
of the pitches of both the Western and Turkish systems.” The term “rast” is no longer described
by the solmization syllable “sol” in Hac1 Emin's concept, but now represents the absolute tone,
which is designated by “sol” in the Western solmization system.?

In a statement of principle, Ruhi Ayangil had stated the following with regard to the transpos-
ing nature of the Turkish pitch system:

As a result of this transference by Emin Efendi (and of Donizetti), iimmiilmakaamat (the ma-
jor makam/ gamme naturelle), that is the Rast makam scale, was transposed one pentachord
up, in a way fitting the bolahenk nisfiye accord system of ney (the flute) and was written from
‘sol’ /g note (the fifth sound in the ‘do’ scale of the western notation) on the second line of
the staff.?

On the basis of the present research results, one could additionally argue that the "transposi-
tion" of the Turkish pitch system codified by Hact Emin, which has never been followed through
by Arab music theory, could, above all be a result of the paradigmatic transition from the for-
merly descriptive-relational procedure to an analytical-absolute one.

3. Observations: Emic Transcriptions of Bestenigar Pesrev, Usiil: Devr-i
kebir, Nw'man Aga (d. after 1830) in Two Forms of Notation

For the purpose of this paper, however, the thesis that staff notation has adopted the descriptive-
relational paradigm of Hampartsum notation in the Ottoman context and must be interpreted
with the same methodological approach is of primary importance. One of the consequences of
this would be that for every historical notation that does not yet use the system of Hact Emin or
his successors, the semantics of each notation sign must be determined individually since it is
ambivalent and can have different meanings depending on the musical context. Here is an ex-
ample (Figure 6):
Variant 1: wEhe N ’\):Mew““‘;w(,“ 3 i N s o

hampartsum notation

¢ o S Gy - Sl s gy S R0, K
Beste-nigar [Pesrevi] A/ /A1 R/ fonias :s-.-é'ﬁzwé/ W LA DI
Nu‘'man Aga'nii [Usdl] . o iy 5 3 v, a
devr-i kebir SIS ~ Y 2 AR LE St v R b

TRiine 31412 g 8y LA KON LAY 3 fF SRODSEie 105 SALEF Ksuhd

Variant 2: p ARt
staff notation

a3 1 ; o —— o —a -~
e P e e e S
Nu‘man Aganifi [Usal =~ — = = s
Devr-i kebir]
= - \ AP T o N
Se e Yev o —= g a0
3 s = t S = 5 \
D-Mau Ms.or2, p. 74 = Yo e e R ] —% )

Figure 6: Details from facsimiles of two Emic Transcriptions of Bestenigar Pesrev, Usiil: Devr-i kebir, Nw'man Aga (d. after 1830).

7 It can be assumed that Hac1 Emin took up the general tendencies of his time when reforming the notation. Other musicians
and music scholars of the time were also concerned with working out the representation of precise microtonal pitches, includ-
ing Ali Rif0at Cagatay (1867-1935), who, however, did not use the additional accidentals in the staffs he produced. The writings
of Rauf Yekta Bey (1871-1935) were to become authoritative in this context, e.g., (Yekta, 1922, pp. 2945-3074). A more in-depth
study has been prepared by (Sar1 and Giiner, 2019, pp. 32-55; here: pp. 41-52).

8 See (Merih, 2003, pp. 103-140; here: p. 107).

9 (Ayangil,2008, p. 417).
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The manuscripts examined in the DFG project "Corpus Musicae Ottomanicae" (CMO) contain
various variants of emic transcriptions of the Bestenigdr Pesrev, Usiil: Devr-i kebir of Nu'man Aga
(d. after 1830). Among them are the two example notations.’ In order to determine how the pitch
signs of Hampartsum notation are to be interpreted, the pitch set used in the notation must first
be identified (Figure 7).

Variant 1: B SER el (b gl o o X .
hampartsum notation ; v i i
v v, 2% ,/'/,'.'a e s SRSy e :'
Beste-nigar [Pesrevi] /47 SR S i 2;0-//9‘30}:‘\/ ﬁ..//‘ S DI
Nu‘'man Aga'mii [Usal] = w2 % 9 B = '
i B W B V4 o RS X, ~ 3 i
itz oy P SOX /A 3 F S0 ekt 135 LA Ko

TR-line 214-12, p. 52

Pitch Set: Bestenigar Pesrev, Usul: Devr-i kebir, Nu'man Aga, Variant 1,
Witl?) interpretation

W‘h
p' A e n - _re
y a0

e 1 | —

VRAm R AW o A SRR m RN R
Pitch set prepared by Semih Pelen, DFG-Project, Corpus Musicae Ottomanicae“ (CMO), Munster, Germany
Online-Edition: https://corpus-musicae-ottomanicae.de/receive/cmo mods 00000740

‘[,, 'Ian_sn_ . *

Figure 7: Pitch set of TR-Iiine 214-12, p. 52.

In the bottom line, Semih Pelen, who prepared the pitch set (Pelen, 2021), displays the origi-
nal characters of Hampartsum notation. In the upper line, the interpretation of the signs is repre-
sented, whereby the pitch-specific specifications of the makam bestenigar were considered. The
fact that two signs have different meanings due to their context is clearly visible.

Also, for the example in staff notation, I prepared a pitch set that accurately reproduces the
signs used in the manuscript and does not yet interpret them (Figure 8).

Variant 2: SN _0 4
staff notation
Bestenigar Pesrevi Zoaass s e s s o8 o o e
Nu‘man Aganifi [Usal %3 e =
Devr-i kebir] 4

< = = e =

D-Miu Ms.or.2, p. 74

Pitch Set: Bestenigar Pesrev, Us(l: Devr-i kebir, Nu'man Aga, Variant 2,
Without interpretation

I | P .Eool"-‘-

)
i

Figure 8: Pitch set of D-Miiu Ms.or.2, p. 74.

10 Cf. Corpus Musicae Ottomanicae (CMO) Editions (Retrieved March 15, 2023, from https://www.uni-muenster.de/CMO-Edi-
tion/); Corpus Musicae Ottomanicae (CMO) (Retrieved 15 March, 2023, from https://corpus-musicae-ottomanicae.de/content/
index.xml).
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Two aspects have to be emphasized:

1. Even in this manuscript, written relatively late in the 19th century, no key signature is given
in the notation. In a sense, the accidentals belong to each individual note sign. I interpret this as
indicating that the note signs refer descriptively to the corresponding pitch designations.

2. Only one raising and one lowering accidental is used. Microtonal correlations cannot be
represented.

The comparison of the two pitch sets reveals that they represent the same notational para-
digm (Figure 9).

Variant 1:
hampartsum notation
’@v\ S — ot o te @ e
Beste-nigar [Pesrevi] bl ; _
Nu‘man Aga'niii [Usal] S p
devr-i kebir \
TRtne 214-12, p. 52 \‘
\
\
\
Variant 2: '1\
staff notation ,Q i

Besten_igér Pesrevi
Nu'man Aganifii [Usul
Devr-i kebir]

Explanatory notes:

Interpretation of the "analytical” pitch
—————————— » Additional pitch

D-Miu Ms.or.2, p. 74 . . . .
P —-» Clarification of sign ambivalences

Figure 9: Comparison of the Pitch Sets.

The two pitch sets are analytically interpretable, but both are of descriptive-relational nature.
It should be noted that both examples, the one with Hampartsum notation and the one with
staff notation, are individually a bit more detailed in some places: They may each contain some
additional pitches (dotted arrows), but staff notation in this example has a smaller number of
ambiguously used signs (interrupted arrows). However, both forms of notation have in common
that the signs have to be interpreted before they can be translated into a modern analytical form
of notation (straight arrows) and thus lose their ambiguity to a good extent.

It is quite meaningful for the notation-technical demands made by musicians of Ottoman art
music culture on a notation system that staff notation, as it is used here, has basically the same
advantages and disadvantages as the music notation of Hampartsum. It only becomes deficient
or even inadequate when one makes the mistake of assigning it to the “analytically” absolute pa-
radigm. Only then the additional signs, which are needed to represent microtonal correlations,
are missing. Staff notation in Turkey has been further developed in this direction and has achi-
eved a high degree of accuracy. As a result, the direct relation to the emic performative practice
has been lost to a certain extent.

4. Conclusions: Western Staff Notation in the Ottoman Context -
A Question of Ambiguity?

My considerations so far have been primarily directed at the interpretation of the pitch signs. For
research, the systematic “translation” of the pitch parameters following a universally applicable
model is a priority desideratum, and I hope to have made a contribution to this.
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Nevertheless, the pitch problem is only one of the notational parameters that require cultural
translation. Of at least equal importance is the notational adaptation of the rhythmic beat cycles
of ustil, most of which have complex and extensive structures that cannot be easily represented
if one wishes to preserve the parameters inherent in the culture. Here, likewise, translations are
to be expected in the historical context. Some basic observations can be summarized (Figure 10).

1. Pitch Signs 2. Rhythmic signs 3. Groups 4. Rests
possibly with reference to the Usdl

5. Division Signs

possibly with reference to the Usal

Sett-i “‘araban [Pesrevi]
Tatar'iii devr-i kebir; &

-~ "
darb 14 VTR ZFA Ay

TR-line 214-12,p. 83

6. Structure Signs
possibly with reference to the Usdl

Figure 10: Notational parameters of Hampartsum notation.

In addition to pitch signs, rhythmic signs, and rest signs, Hampartsum notation also features
ordering sign groups, division signs, and structure signs. While in a short usiil, the division sign
also marks the end of a ustil sequence, this function is taken over by a structure sign in longer
rhythmic structures - as here in the 14-beat Devr-i kebir. In this case, the division sign marks the
position after the fourth group. Devr-i kebir comprises a total of 14 groups of signs, so the last
division before the end of the usiil consists of only two groups.

In principle, this concept must also be assumed for the transcription of manuscripts into staff
notation from the 19th century (Figure 11).

1. Pitch Signs 2. Rhythmicsigns 3. Groups 4. Rests
possibly with reference to the Usal

5. Division Signs
possibly with reference to the Usal

Sett-i ‘araban [Pesrevi] !
devr-i kebir
TR-Iboa TRTMD.d 369, p. 16

6. Structure Signs
possibly with reference to the Usdl

Figure 11: Notational parameters of staff notation in the Ottoman context.

The functions of the pitch signs, rhythmic signs, and rests are unproblematic and do not re-
quire further explanation. The bar lines, on the other hand, must be reinterpreted, because there
is the possibility that in the Ottoman context, they take on the function of division signs in longer
ustils such as devr-i kebir. They each comprise two groups of notation in Hampartsum notation.
Whether the beaming of eighth notes leads to notation-relevant groups still needs to be investi-
gated. It is clear, however, that the double bar in the notation example assumes the function of a
structure sign and marks the end of the usiil sequence.
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In this example, as in the notation in Hampartsum notation, the bar signature is missing.
Other notations, however, also in this manuscript, indicate time signatures (Figure 12).

Usal Time signature Title / Makam Composer Manuscript, page
Aksak semai 5/8 p Ferahnak Saz [Zeki Mehmed Aga] | TR-lboa TRT.MD.d
: E semaisi 005, p.5
Sengin semai 3/4 —— Ferahnak Saz [ZekiMehmed Aga] | TR-Iboa TRT.MD.d
= semaisi 005, p.5
]
Diiyek 2/ Biilbiil Pegrevi / TR-1boa TRT.MD.d
Z?’i_ [Rast] 005, p. 20
Diiyek 2/4 2 Arazbar biselik TR-Iboa TRT.MD.d
Pesrev / ,Kiz 369,p.13
pesrevi”

Figure 12: Examples of the use of staff notation time signatures in the 19th-century Ottoman context, 1. Usage in shorter ustils.

In ustils such as aksak semai (five-eighths time) and sengin semadt (three-fourths time), the
time signature is always given, and in diiyek (two-fourths time), it is sometimes given in fractions
(Figure 13).

Usal Time signature Title / Makam Composer Manuscript, page
[Zencir] ?7?? = Ferahnak Pesrev [ZekiMehmed Aga] | TR-lboa TRT.MD.d
= 005, p. 4
Muhammes 77 |~ Blselik Pegrev / TR-1boa TRT.MD.d
- Feth-i Bagdad 369, p. 127
[Hafif] ??? E Zavil Pesrevi Zeki Mehmed Aga TR-lIboa TRT.MD.d
-
= 005, p. 26
[Darb-ifetih] 7? - Bayati [Pesrev] [Tanbdiri isak] TR-1boa TRT.MD.d
~ 369, p. 117 [99]
Darb-ifetih 88/2 % Bayéti Pesrev Tanbdiri isak TMKIii, no.041/1

Figure 13: Examples of the use of staff notation time signatures in the 19"-century Ottoman context, 2. a Usage in longer ustils.

With longer usiils, on the other hand, always the same time signature is indicated, independ-
ent of the number of beats. The meaning of this sign is not obvious at first. Comparisons show
that a time signature in use today, such as eighty-eight-halfs for the usiil darb-1 fetih as first en-
countered in the historical printed edition of the Darii’ I-elhan kiilliyati, can certainly not be meant
(Figure 13).

Usal Time signature Title / Makam Composer Manuscript, page
Sakil 7? 0 Sevkefza Pesrev TanbiriNu’'man Aga | TR-lboa TRT.MD.d 005,
LS 12
= p.
Devr-i kebir C = Saba Pegrev [Biiyiik Osman Bey] | D-MUu, Slg. Jager, Kap.
=4/4 = 1,Ms.or.1,p. 44
[Muhammes] 4/4 = Ussak Pesrev Blylk Osman Bey D-MUu, Slg. Jager, Kap.
S 1,Ms.or.2,p.18

Figure 14: Examples of the use of staff notation time signatures in the 19th-century Ottoman context, 2.b Usage in longer ustils.
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Further research shows that the initially unclear time signature must be a stylized “C” which,
as a remnant of mensural notation, expresses the proportion sign “tempus imperfectum cum
prolatione minore” and designates a four-four-time signature. The sign used in numerous manu-
scripts and by various scribes, which usually consists of two horizontal strokes, one above the
other, is the largely standardized Ottoman variant of this time signature (Figure 14).

It should be mentioned only briefly that in the later 19th century, the sign is often replaced by
the fraction “four-fourths.”

5. Division Signs
possibly with reference to the Usal

tt-i ‘araban [Pesrevi 30t [bey @b-; . i q@y-, @ ~@
et wabn [Pesrent Wy ”\)@ » 9% 2 YD

TR-Iboa TRTMD.d 369, p. 16

Usal Devr-i kebir: 7 x 4 = 28 beats

6. Structure Signs
possibly with reference to the Usal

Figure 15: The function of barlines and double barlines in early Ottoman notations in staff notation illustrated by the example of Sedd-i
arabdn Pesrev, Usiil: Devr-i kebir, [Tatar (often identified with Gazi Giray Han, d. 1607)].

The result of this short excursus on the time signatures is again paradigmatic for the adap-
tation of staff notation to the Ottoman notational traditions: Like the pitch notations, the time
signatures are context-bound. An usiil adds up to the number of four-four structures needed to
reach the total number of beats - here: seven times four equals twenty-eight. It is particularly
noteworthy that there is no hierarchization - as in the Western understanding of a four-four time
signature. The bar lines, as expected, take over the function of the division signs from the Ham-
partsum notation in longer ustils, and the double bars are the function of the structure signs
(Figure 15).

Western Staff notation in the Ottoman Context is unambiguously a question of ambiguity.
This applies equally to the recording of melodic and rhythmic structures. The critical edition of
the manuscripts must take these facts into account in order to avoid “false friends”.
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Ozgiin Makale

Representing the Sung Poetry of
Ottoman Art Music in a Critical
Digital Edition in TEI XML

Osmanli Sanat Mizigi Siirinin TEI XML'de
Elestirel Bir Dijital Baskida Temsil Edilmesi

Sven GRONEMEYER’

Abstract

The research project “Corpus Musicae Ottomanicae” dedicates itself to the critical editions of
Near Eastern music manuscripts that saw increasing production from the early 19th century on-
wards to record music especially centered in Ottoman Istanbul. The principal way to write down
this originally oral tradition was in Hampartsum notation, invented around 1812 by an Armenian
of the same name before it became discontinued with the introduction of Western staff notation
from 1830 onwards.

Within the project’s scope, there are three areas of research and deliverables: the indexing of
sources in a catalog, the music edition under consideration of modal and rhythmic principles of
Ottoman music, and the text edition of sung poetry mainly in Ottoman Turkish written in vari-
ous scripts. Overarching are the digital humanities to present the research output in a holistic
approach. This paper will focus on the design of representing the text edition in TEI XML format.

Keywords: Digital Humanities, Critical Digital Edition, TEI, Ottoman Art Music, Poetry.

Oz

“Corpus Musicae Ottomanicae” arastirma projesi, 19. ylizyilin baslarindan itibaren 6zellikle Os-
manl Istanbul’unda yogunlasan miizigi kayit altina almak icin iiretimi artan Yakin Dogu miizi-
gi el yazmalarinin elestirel edisyonlarina adanmistir. Baslangicta sozlii olan bu gelenegi yaziya
dokmenin baslica yolu, 1812 civarinda ayni adi tasiyan bir Ermeni tarafindan icat edilen Ham-
parsum notasiydi. 1830’dan itibaren Bati notasinin kullanilmaya baslanmasiyla birlikte Hampar-
sum notasi kullanimdan kalkti.

Proje kapsaminda ii¢ arastirma alani ve ¢iktt bulunmaktadir: kaynaklarin bir katalogda di-
zinlenmesi, Osmanli miiziginin makamsal ve ritmik ilkeleri gbz éniinde bulundurularak miizik
edisyonu ve agirlikli olarak Osmanl: Tiirk¢esinde cesitli yazi tiplerinde yazilmais siirlerin metin
edisyonu. Arastirma ciktilarini biitiinciil bir yaklasimla sunmak icin dijital beseri bilimler 6n
plana ¢ikmaktadir. Bu makale, metin edisyonunun TEI XML formatinda temsil edilmesinin tasa-
rimina odaklanacaktir.

1 Makale bagvuru tarihi: 15.03.2023. Makale kabul tarihi: 03.05.2023.
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Anahtar Kelimeler: Dijital Beseri Bilimler, Elestirel Dijital Basim, TEI, Osmanli Sanat Miizigi,
Siir.

Introduction

The interdisciplinary and multinational research project “Corpus Musicae Ottomanicae” (hence-
forth CMO)?, funded by the German Research Foundation (Deutsche Forschungsgemeinschaft,
DFG), is based at the University of Miinster, Germany. Under the direction of Ralf Martin Jager,
it is jointly run by the Institute of Musicology and the Institute of Arabic and Islamic Studies. In
Miinster, the central research task — the transcription and critical editing of nineteenth-century
sources of Ottoman music written in Hampartsum (Jager, 1996; Olley, 2017) and Western staff
notation — is carried out, as well as the critical edition of the accompanying texts of vocal pieces.
Archival research and source catalog data entry are located at the Orient Institute Istanbul, and
data modeling for the digital editions and digital publication at the head office of Max Weber
Foundation, Bonn, Germany. All three institutions collaborate closely together.

The first critical text edition within the scope of the project was started by Malek Sharif with
the poetry of the manuscript TR-Iiine 204-2 (or NE204 as the CMO identifier) from 2015 on, when
the project was launched. Until his leaving the project at the end of 2019, he prepared the print
version of the lyrics in block text in the Ottoman alphabet, the draft transcript of block texts and
text underlay in the scores, the variant readings again in Ottoman alphabet (Demirkol, in press,
pp. 1-3). In September 2019, Neslihan Demirkol joined first as a second text editor, then as co-
editor completing and finalizing the edition after Malek Sharif left the project. The voluminous
source TR-Iiine 204-2 contains 164 pieces of music in total, of which 115 are vocal, with 94 in
Ottoman Turkish and 21 in or with Persian language, either mono- or multilingual. The critical
edition of the text, both in the original Ottoman (Arabic) script and a scholarly transcription in
the modern Turkish alphabet, is accompanied by three apparatuses. The first one provides the
control texts consulted, the second one the variant readings, and the third one general notes and
other information, mostly on the lyricists. The original “printed” text edition is made available
for download in PDF format (see for example Codex TR-Iiine 204-2, 2021).

By mid-2022, it was decided that this edition, as well as all forthcoming ones, will only be
provided in modern Turkish transcription. This affected the digital scholarly edition in TEI XML
as well, which has been in planning and development since late 2020 and early 2021 by Anna
Plaksin and Frauke Pirk. After development had been suspended for a variety of reasons, the
author continued the elaboration of the digital text edition from early 2022 on.

The original critical edition was prepared in the Classical Text Editor (CTE, n.d.). This word
processor is specifically designed for critical editions with notes and apparatuses. However,
one scope of this software is the preparation of a layout for print, and apart from the apparent
PDF file format for this purpose, digital output such as HTML or XML follows the same stylistic
markup. Especially the XML export merely mimics the semantic markup set by the Text Encoding
Initiative (TEI, n.d.) and its current TEI-P5 guidelines for digital scholarly editing. To remedy this
deficit, Anna Plaksin and Frauke Pirk created a TEI template prototype and the XSLT transforma-
tion OsPoT (2022) to split the XML export from the CTE into TEI files for each vocal piece, delete
unnecessary stylistic mark-up, and add semantic mark-up (see Pirk 2021). An enhancement of
the TEI template for TR-I{ine 204-2 and the necessary adaptions of the XSLT as OsPoT2 were final-
ized by the author in late 2022.

2 For more information, please visit the CMO project page (CMO Project Page, n.d.) And the CMO source catalogue (CMO Source
Catalogue, n.d.).
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The present article will exemplify the TEI template as developed along the revision of the
OsPoT XSLT and provide rationales for the chosen semantic markup in relation to the necessities
of the digital scholarly edition.

A Brief Sketch of TEI

The origins of TEI, the Text Encoding Initiative, date back to a planning conference held in 1987
and formally started the following year (see TEI Historical Background, n.d.). The first consoli-
dated work was TEI-P3 in 1994 (see Ide & Véronis, 1995), and with the creation of the TEI consor-
tium in 2000, the maintenance and development were bundled in a non-profit organization; and
in 2007, the current standard TEI-P5 was officially released.

TEI is an XML derivate, as its predecessor SGML. It is, therefore, also subject to the rule of
well-formedness, i.e., it adheres to specific mark-up syntax of physical and logical structure.
On top, schemas provide definitions of all TEI elements and attributes that govern their usage,
i.e., their semantic markup, as expressed for example, in RelaxNG (n.d.). In addition, rule-based
validation is structural and specifies the content model and usage constraints, i.e., the meaning-
fulness of TEI elements, for example, expressed in Schematron (n.d.). While the “XML tree”, a
series of nested elements within the XML root element, could be well-formed, having an element
for a text line, for example, ancestral to one for a page, would not be meaningful and violate a
defined schema as text cannot exist outside a physical carrier. The XML tree serializes and struc-
tures data in a hierarchical way. That also means that overlapping mark-up is not possible, but
methods like stand-off mark-up relating different entities can be used instead (see Bariksi, 2010).

TEI comprises a core module and several topic-related modules, e.g. for prose and verses,
topological descriptions, dictionaries, critical apparatuses, etc. These can — or have to — be com-
bined according to the needs of the digital edition. The most basic template consists of the head-
er, containing common metadata, and one or more text elements with the content of the encoded
document itself. These text elements can further be divided into front face, main body, and back
matter, whatever text these represent. Wherever appropriate, the document can set a variety of
pointers, e.g. the target to an external resource or the reference to an internal identifier. That way,
TEI has the potential to create a scalable network of information and interact with Linked Open
Data (LOD) and the Semantic Web.

Digital Scholarly Editing with TEI

Today, TEI has become the de facto standard for digital scholarly editing in many philological
areas and archival studies (see for example, Digitale Edition, n.d.), often creating customizations
by specialized schemas, e.g., the well-known EpiDoc (n.d.) for ancient inscriptions and papyri,
or the encoding of Maya hieroglyphic texts (Gronemeyer et al., 2020). Likewise, the development
of a specialized schema for Ottoman poetry and sung lyrics by the CMO project contributes to the
body of TEI conformant schemas. The DFG recommends the use of TEI-P5, admitting that “[t]he
choice of the mark-up is generally dependent on the particular project” (DFG, 2016, p. 34), but
encourages the use of specific schemas like the German Text Archive basic format (DTABf, n.d.)
for larger interoperability. Such recommendations, however, focus on structured materials like
codices, books, early prints, etc.; representing the layout and content of single sources or edi-
tions.

The critical text editions of CMO are less concerned with the actual manuscript description
but with the comparison with other sources and, above all, certain information and parameters
relevant to or in connection with the music to which these texts were sung. Some of this informa-
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tion may be given in the textual form, like the musical genre, composer, fasil, makam, and ustil
(see Plaksin & Olley, 2019, pp. 121-123); some need to be inferred, such as prosody and metric
structures. The lyrics may be represented in block text divided into lines of hemistiches, teren-
niim, and performance instructions; or alternatively or in addition as underlay text of singular
Arabic characters associated with certain notational symbols in Hampartsum.3 Therefore, the
schema requires a special focus on the verse module of TEI while being able to encode the char-
acteristics of Ottoman art music. This makes the development of a TEI customization for this
purpose also pioneering in the field of both Ottoman literary and musicological studies.

With the development and modeling of a data structure in TEI for a digital critical edition,
CMO is, to some extent, following an internal paradigm shift. There will be “traditional” PDF
editions in the future for easy printing or reading on mobile devices. But these should be con-
sidered as a narrowed, specialized format, following the assessment that “[a] digital edition is
defined by the fact that it cannot be converted into a typographic form without significant loss of
information and function — and in this sense goes beyond the printable edition” (Sahle, 2013, 2,
p. 149, translation from German by the author). Of special importance in this digital paradigm,
as defined by Sahle (2017) are: 1) openness, 2) scalability, 3) work in progress, 4) interlinearity,
5) multimodality, and 6) the data model as a research output in its own right. Especially the last
aspect, in mutual relationship to the other points, is of importance: the DH specialist is no mere
IT service provider but a (digital) humanist as well, seeking to answer research questions in an
interdisciplinary team of specialists from other humanities.

In addition to the text edition of the sources itself, the entire digital edition will be interlinked
with a variety of supporting documents, also modeled in TEI. For example, there are glossaries
modeled after the dictionary module that provide definitions for a variety of terms used in the
project.

The TEI Structure for a Critical Text Edition of Sung Ottoman Poetry

Any vocal piece of Ottoman art music in the digital scholarly text edition within the tei:TEI root
element comprises of the two core modules tei:header and tei:text, the latter divided into the

(block) lyrics represented by tei:body and the critical apparatuses within tei:back (Figure 1).4

<TEI "http://www.tei-c.org/ns/1.0">
<teiHeader>[Header with file metadatal
</teiHeader>
<text>
<body>[Lyrics including other written information related to a piece]
</body>
<back>[Critical apparatuses]
</back>
</text>
</TEI>

Figure 1: Basic TEI structure.

3 This was necessary because Hampartsum notation is written from left to right, hence disrupting the ligatures of Arabic as a
right-to-left script.

4 A note on the conventions on TEI mark-up: in textual description, all elements from the XML tree are referred to with
tei:elementName, the prefix “tei:” indicates the XML namespace, followed by the element name itself. Attributes of an element
and their respective values providing additional information follow the scheme @attribute="value”. In the code examples, ele-
ments appear in angle brackets without “tei:”, attributes without the preceding “@” within the element mark-up, e.g. <element-
Name attribute="value”>. Elements must have a closing </elementName> tag which may enclose so-called child nodes in the
XML tree, unless they are a self-closed <emptyElement/> without further nodes. Additional colour-coding and indent facilitate
human readability. Comments not part of the XML tree are marked <!-- this way -->. Abstract information on the content is put
into [square brackets]. All code examples are included in <egXML></egXML>, except in Figure 1, as <TEI>is the document root
element to define the namespace, thus it is a valid document against a schema and not just an XML-compliant snippet.
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In the following pages, each of these sections will be explained with its abstract content mo-

del, and selected aspects within the model will be highlighted.

The Metadata in the Header Section

All metadata that is relevant to the digital text edition of a piece are recorded in the TEI header.
Its tei:teiHeader element comprises of two child elements (Figure 2):

tei:fileDesc with

o Title with information on poetic and musical parameters
o Original authors and modern editors

o Information on the digital edition and the whole series

o Related original sources with bibliographic information
tei:encodingDesc with

o Application and version information

o Project description

0 Metrical declarations

<egXML>
<fileDesc>

<titleStmt>[Title information, parameters, and authors/editors of a piece]
</titleStmt>

<editionStmt>[Type of edition]

</editionStmt>

<publicationStmt>[Specifics of edition]

</publicationStmt >

<seriesStmt>[Specifics of the series the edition is part of]

</seriesStmt >

<sourceDesc>[Information of sources related to the edited piece]
</sourceDesc>

</fileDesc>
<encodingDesc>

<variantEncoding>[Information on type and structure of critical apparatus]
</variantEncoding>

<!-- Repeatable. -->

<appInfo>[Multilingual information on the creation of the TEI source]
</appInfo>

<!-- Repeatable. -->

<projectDesc>[Multilingual information on the project’s scope]
</projectDesc>

<!-- Repeatable. -->

<editorialDecl>[Multilingual reference to the editorial guidelines]
</editorialDecl>

<tagsDecl>[Information on custom elements]

</tagsDecl>

<!-—- Repeatable. —-—>

<metDecl>[Information on metrical patterns]

</metDecl>

</encodingDesc>
</egXML>

Figure 2: The basic elements of the TEI header.

The Title Statement

In tei:titleStmt, general metadata related to the title and the piece are recorded (Figure 3). This
includes information normally written down in the original, such as the title, the makdm, and
ustil; as well as other musical and lyrical parameters. This information facilitates indexing and
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also provides cross-references to glossaries. It is grouped as one title, as there may be pieces
with the same title written in the original source but with different lyrics. The author(s) of the
original piece and the editor(s) having created the current (digital) edition are complementing
information. Not all of the information needs to be provided here if not written out in the source
or reconstructable.

<egXML>
<titleStmt>
<title type="desc">
<title *”w—*"titleTranscription" xml: 1 ﬂ"[ISO 639- 3] >[Title]l</title>
<note type="genreTranscription" :wi:'; = [ILS0)_(6389=31]| ¥
<ref target="[URL]"> [Genre]</ref>
</note>
<note type="makamTranscription” xml:lang="[ISO_639-3]">[Makém]</note>
<!-- Option 1: The us@l is written down in source. -->
<note tyr "usulTranscription" xml:lang="[ISO_639-3]">
Spetitarge =" IURIM] [Usul]</ref>
</note>
<!-- Option 2: The us@l is incorrect or absent from source. -->
<note /pe="usulStandardized" xml:lang="[ISO_639-3]">
<ref target="[URL]">
<supplied reason="provided-by-editor" cert="[0-1]"
"#[ID]">[UsGl]</supplied>
</ref>
</note>
<!-- Deletable. -->
<note type="poeticForm" xml:lang="[ISO 639-3]">
<ref target="[URL]">
<supplied reason="provided-by-editor" cert="[0-1]"
sp="#[ID]">[Poetic form]</supplied>
</ref>
</note>
<!-- Deletable. -->
SnorelEypesipoci=icGenrcxmissliang=aiWic O SIOSSReE>
<ref targe "[URL] ">
<supplied reason="provided-by-editor" cert="[0-1]"
esp="#[ID]">[Poetic genre]</supplied>
</ref>
</note>
<!-- Repeatable together with the following element. -->
<note type="bahir" xml:lang="[ISO 639-3]1" corresp="#[ID]">
<ref target="[URL]">
<supplied reason="provided-by-editor" cert="[0-1]"
esp="#[ID]">[Bahir]</supplied>
</ref>
</note>
<note type="meter" xml:lang="[ISO 639-3]" corresp="#[ID{1,4}]">
<supplied reason="provided-by-editor" cert="[0-1]"
resp="4#[ID]">[Feet, 1-4 times]</supplied>
</note>
<idno>[RISM ID, piece and page number]</idno>
</title>
<!-- Repeatable. -->
<author role="[role]" c ="[0-1]" resp="#[ID]">
<persName ref="[URL]">[Name]</persName>
</author>
<!-- Repeatable. -->
<editor role="[role]" corresp="#[ID]">[Name]</editor>
</titleStmt>
</egXML>

Figure 3: Overview of the structure of the title statement.
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The title itself usually precedes a piece (whether it is given in block and/or underlay lyrics)
and is always provided in a transcribed form (Figure 4): tei:title[@type="titleTranscription].
Apart from the writing system used (e.g. Ottoman Turkish in Arabic, Armenian, Greek, or Hebrew
alphabets), the language is also specified by @xml:lang and a three-letter code following the ISO
639-3 standard (ISO 639-3, n.d.) and is usually “ota” for “Ottoman Turkish”, for example:5

<egXML "#NE204pcd9">
KEALELE "titleTranscription" xml:la "ota"> Beste c¢enber Isak</title>
</egXML>

Figure 4: Example of a transcribed piece title.

The musical genre is usually part of the title and is added in a transcribed form via a tei:note[ @
type="genreTranscription”] element (Figure 5). It includes a tei:ref element to provide a link to

a glossary file explaining the characteristics of the musical genre as defined by the project, for

example:
<egXML "#NE204pcd9">
<note "genreTranscription” - HeiEal>
<ref "genreGlossary#beste">Beste</ref>
</note>
</egXML>

Figure 5: Example of the musical genre in transcription.

The makdam or at least the makdm group (fasil) usually accompanies the title and is provided
by tei:note[ @type="makamTranscription”] (Figure 6). Since the makam is a very fluid concept, it
is not provided with a specific glossary. The usiil is provided in the same manner with tei:note[@
type="usulTranscription”].

<egXML "#NE204pcd9">
<note I "makamTranscription" - "ota">Dil-kes Haveran</note>
</egXML>

Figure 6: Example of a makdm in transcription.

In a few instances, the usiil noted by the scribe does not actually fit the usiil that has been
inferred by the music editor from the notation, or it is not explicitly stated in the title. In this
case, tei:supplied[@reason="provided-by-editor”] is inserted (Figure 7). The confidence in the
reconstruction is a numeric value for @certé, and the responsible editor is referenced by his/
her two-letter ID with @resp (as defined below in tei:seriesStmt/tei:respStmt), in the current

example C. Ersin Mihc1.

5 In real code examples, @source always provides reference to the source, e.g., “NE204pc49” is piece 49 from manuscript TR-
liine 204-2 (NE204).

6 The values are disjunct values between o and 1 with certain meanings that are defined in the accompanying RelaxNG schema
for validation.
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<egXML "#NE204pcl44">
<title Wit laleamgeripEiemy sl s "ota">Semd ‘1 Hafiz Rif ‘at</title>
<note "usulStandardized" : Yeica S
<ref "usulGlossary.xml#semai”>
<supplied "provided-by-editor" IRt "#CM">Aksak
semdi</supplied>
</ref>
</note>
</egXML>

Figure 7: Example of a reconstructed ustil in standardized orthography.

The poetic form and genre can only sometimes be inferred by the text editor (in the example
below Neslihan Demirkol); therefore, the information is always marked with a tei:supplied ele-
ment (Figure 8). As the poetic form and genre are based on common terms, they can be linked
with tei:ref to a glossary (see further below for the corresponding example). The attributes and
values are the same as with the other elements of the same structure.

<egXML "#NE204pc78">
<note YooefticForm” : Roral
<ref "poeticGlossary.xmlgazel">
<supplied "provided-by-editor" W "#ND">Gazel</supplied>
</ref>
</note>
</egXML>

Figure 8: Example of a reconstructed poetic form.

Information on the prosodic structure (Figure 9) is encoded in two tei:note elements with @
type="bahir” and @type="meter”. The bahir is historically the standard prosodic meter that con-
sists of three or four feet of one to five short or long syllables (Andrews, 1976, pp. 26-27). Howe-
ver, especially in Ottoman classical poetry, they serve to categorize vezins (fixed meter patterns).
Each vezin is indicated here by numbers following the name of the bahir, e.g. Hezec 1, Hezec 2,
etc. All feet are traditionally represented by mnemonic words called tef’ile that correlate with the
distribution of short and long syllables, e.g. fa’ilatiin, f@’iliin, mef’iilii, miistef’iliin.

Each individual vezin and its consisting feet are defined by tei:metSym elements within the
teizencodingDesc (see Figures 22-24). Their canonical pattern is referred to by the value of the
respective @corresp attribute, and the corresponding text refers to the bahir and provides the
feet structure.

<egXML "#NE204pc49">
<note Teahir” - RoEa sp="#remel2">
<ref J "bahirGlossary.xml#remel">
<supplied Iproviaidedebyacditzor! WL "#ND">Remel</supplied>
</ref>
</note>
<note ty "meter" : "ota" p="#feilatun #feilatun #feilatun
#feilun">
<supplied "provided-by-editor" Ll "#ND">Fe’ilatlin /
fe’ilatun / fe’ildtin / fe’ilin</supplied>
</note>
</egXML>

Figure 9: Example of information on the prosodic structure with bahir and vezin.
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The last element in tei:title[@type="desc”] specifies the piece by its preferred RISM (n.d.)
identifier (Figure 10), the piece number in the source, and the page number the lyrics start on.
<egXML e="#NE204pc49">

<idno>TR-Iune 204-2, Piece no. 49, Ms. page no. 65</idno>
</egXML>

Figure 10: Example of a piece identified by its RISM title.

Following the title information, the original author(s) is/are provided (Figure 11). In virtually
all cases, at least the composer of a piece is known, but not always the lyricist(s). Together with
the tei:author element, the contribution of an individual is specified by the @role attribute, and
the confidence that the person named is the one that actually created the music or the lyrics is
given by @cert. In the example below, the lyricist has @cert="0.5" because Hami could either re-
fer to the individual Himi Ahmed Amidi (considered as more likely) by the editor(s), or Mehmed
Kami Efendi. The editor responsible for the attribution is again given by her/his ID as the value
of @resp.

The standardized name itself is contained in a tei:persName element, and in case the indivi-
dual of this name has a record in the CMO source catalog, it is linked via @ref. In this way, each
contributor to an original piece can be represented with individual vagueness.

<egXML "4NE204pcd9">
<author "composer" L "#ND" >
<persName "https://corpus-musicae-ottomanicae.de/receive/
cmo_person 00000292">Tanblril Isak</persName>
</author>
<author Wil yreil@agie!! LR S "#ND" >
<persName "https://corpus-musicae-ottomanicae.de/receive/
cmo_person_00000081">Hami</persName>
</author>
</egXML>

Figure 11: Example with information on composer and lyricist.

Finally, the editor(s), who created and participated in the edition of the text (not necessarily
the digital edition), are provided by the tei:editor element with their share in the edition (Fi-
gure 12), specified by @role. Using @corresp, the editor(s) involved, as long as they are/were
members of the project team, are referred to by their ID, linking to a more detailed record in
tei:seriesStmt/tei:respStmt. Otherwise, third-party persons are simply provided with their kind
of participation. In the example of Figure 12, Saeedeh Setayesh supported this individual piece
in terms of Persian lyrics only.

<egXML "#NE204pc78">
<editor tatithor! "#ND">Dr. Neslihan Demirkol</editor>
<editor U coniErilhuiEomEy "#MS">Dr. Malek Sharif</editor>
<editor "contributor">Saeedeh Setayesh</editor>

</egXML>

Figure 12: Example of persons involved in the (digital) text edition.

The Edition Statement

The following tei:editionStmt groups all editorial information and general metadata related to
the current text edition itself. This includes the institutional bodies involved (namely the DFG
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and the University of Miinster), the actual editors, their affiliations, and references to norm data
on the persons involved. For each manuscript and edition, this is static content unless a revised
version or a new text-critical edition is created.

<egXML>
<editionStmt>
<edition>[Edition]</edition>
<!-- Repeatable. -->
<funder "[URL]">[Name of bodyl]</funder>
Ll== REgeeatelole, =—>
<sponsor "[URL]">[Name of body]</sponsor>
<respStmt>
<resp ="ged">General Editor</resp>
<!-- Repeatable. -->
<name>
<persName ! D3 [ag)]| "[URL] "> [Name] </persName>
<affiliation>[Name of body]</affiliation>
</name>
</respStmt>
<respStmt>
<resp "edi">Editors</resp>
<!-- Repeatable. —-->
<name>
<!-- Option 1: Current team member. -->
<persName sp="#[ID]" ref="[URL]">[Name]</persName>
<!-- Option 2: Former team member. —->
<persName - W "[URL] "> [Name] </persName>
</name>
</respStmt>
</editionStmt>
</egXML>

Figure 13: Overview of the structure of the edition statement.

The two tei:respStmt group the responsibilities for the edition (Figure 14), the general
editor(s) and the text editor(s). The kind of responsibility is recorded in the @key attribute, with
a three-letter code that follows the MARC code list for relators (MARC, n.d.) that is generally used
throughout the TEI templates. Each individual is provided with their name and affiliation, reali-
sed as tei:name/tei:persName and tei:namef/tei:affiliation. The tei:persName element may take
two elements, @corresp with an ID referred to in tei:seriesStmt/tei:respStmt, if the person is a
current team member. Via @ref, linking to a norm data repository, preferably the GND (n.d.), is
established.

<egXML "#NE204">
EEESE o ENT
<resp k "edi">Editors</resp>
<name>
<persName "#ND" "https://orcid.org/0000-0002-8602-1704">
Dr. Neslihan Demirkol</persName>
</name>
<name>
<persName xml: EMSHE "https://explore.gnd.network/gnd/106049969X">
Dr. Malek Sharif</persName>
</name>
</respStmt>
</egXML>

Figure 14: Example of the text editors involved in the edition.
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The Publication Statement

The next block of information in the TEI header concerns the publication and distribution of the
digital edition (Figure 15), namely the institutional bodies as well as the license (under Creative
Commons) and year and place of publication. For each manuscript and edition, this is static
content.

<egXML>
bl i et i onSEnt -
<!-- Repeatable. -->
<publisher>[Publisher]</publisher>
<!-- Repeatable. -->

<distributor>[Website]</distributor>
<date>[Year]</date>
<pubPlace>[Place]</pubPlace>
<availability>
<licence "[URL]">[Licence]</licence>

</availability>

</publicationStmt>

</egXML>

Figure 15: Overview of the structure of the publication statement.

The Series Statement

<egXML>
<seriesStmt>
<title>Corpus Musicae Ottomanicae</title>
<respStmt>
<resp "edc">Editor of Digital Corpus</resp>
<name x :1d="CMO">
<orgName xml:l: "en">Corpus Musicae Ottomanicae, Research Center of
the German Research Foundation at the University of Minster, Institute
of Musicology.</orgName>
</name>
</respStmt>
<respStmt>
<resp "oth">Cooperation Partners</resp>
<!-- Repeatable. -->
<name 3 =" [ID]">
<orgName>[Name] </orgName>
<!-- Repeatable or deletable. -->
<idno xml:ba R AU RITRE X "[Repository]">[ID]</idno>
</name>
</respStmt>
<respStmt>
<resp "pdr">Project Director</resp>
<!-- Repeatable. —-->
<name 2 "[ID]">
<persName> [Name] </persName>
<affiliation "#CMO" />
<!-— Repeatable or deletable. --—>
<affiliation>[Name]</affiliation>
<!-- Deletable. -->
<idno q ="[URL]" e="[Repository]">[ID]</idno>
</name>
</respStmt>
<respStmt>
<resp k M MARC Relator Code "> [Rale]</resp-
<name s =" [ID]">
<persName>[Name]</persName>
<affiliation cc "#[ID]"/>
<!-- Repeatable or deletable. -->
<affiliation>[Name]</affiliation>
<!-- Repeatable or deletable. -->
<idno x s R "[Repository]">[ID]</idno>
</name>
</respStmt>
</seriesStmt>
</egXML>

Figure 16: Overview of the structure of the series statement.
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In the tei:seriesStmt, all institutional bodies and the individuals belonging to them that are re-
sponsible for the digital editions as a whole are listed (Figure 16). The whole series receives a title
and an institutional editor, and persons in certain roles. The project includes every current team
member at the point of creation, independent from the role or organisational affiliation or the
individual contribution to the series as a whole.

In the different tei:respStmt elements, each tei:name element receives a @xml:id with a cer-
tain two- or three-letter code. For individuals, this is the same ID that is referenced by @resp
throughout the document in other elements, e.g., tei:supplied. For organizational bodies, the @
xml:id value serves to identify the project-internal affiliation of persons, while external relations
are also possible (Figure 17):

<egXML "#NE204">
<respStmt>
<resp "oth">Cooperation Partners</resp>
<name UMW SH>
<orgName>Max Weber Stiftung</orgName>
<idno "https://explore.gnd.network/gnd/" "GND">
1028661126</idno>
</name>
</respStmt>
SRS B
<resp "oth">Research Managers Digital Editions and Data Management</resp>
<name : WSEH=
<persName>Sven Gronemeyer</persName>
<affiliation "EMWS" />
<affiliation>La Trobe University, Melbourne</affiliation>
<idno ; "https://explore.gnd.network/gnd/" "GND">
1155600487</idno>
<idno : B Epsty//loncaic MomEe) /AL UORGDE>
0000-0002-9066-0461</idno>
</name>
</respStmt>
</egXML>

Figure 17: Example of the use of personal IDs and affiliations.

The Source Description and List of Related Witnesses

As mentioned above, the contents of the tei:sourceDesc section is crucial for the critical appa-
ratus. All individual sources related to the piece are listed with their bibliographic information.
The first in tei:sourceDesc is always dedicated to the source where the current piece appears, fol-
lowed by all other sources mentioned in the apparatus. The information is congruent with those
stored in the CMO source catalog and originates from it. For manuscript TR-Iiine 204-2, the infor-
mation is automatically retrieved by the OsPoT2 framework via an API from the source catalog.
Its data model is based on the Music Encoding Initiative (MEI, n.d.) because one of its modules
natively supports the Functional Requirements for Bibliographic Records standard (FRBR, n.d.).
For example, the bibliographic information for TR-Iiine 204-2 appears in the format as shown in
Figure 18:
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<egXML>
<meiContainer inherited="0">
<mei:manifestation xmlns:mei="http://www.music-encoding.org/ns/mei"
xmlns:cmo="http://www.corpus-musicae-ottomanicae.de/ns/cmo">

<identifier : s="http://www.music-encoding.org/ns/mei"
type="CMO">NE204</identifier>
<identifier xmlns="http://www.music-encoding.org/ns/mei"
type="RISM">TR-Iiine 204-2</identifier>
<physLoc xmlns="http://www.music-encoding.org/ns/mei">
<repository>
<geogName>
<geogName type="country">Turkey</geogName>
<geogName type="city">Istanbul</geogName>
</geogName>
<corpName type="library">Istanbul Universitesi Nadir Eserler
Kiitiiphanesi</corpName>
<identifier type="shelfmark">Y. 204-2</identifier>
</repository>
</physLoc>
<mei:history>
<eventList - "http://www.music-encoding.org/ns/mei">
<event>

<head>Origination</head>
<geogName>Istanbul?</geogName>

<date notbefore="1880" notafter="1920" calendar="gregorian">
After ca. 1880</date>
</event>
</eventList>
</mei:history>
<langUsage xmlns="http://www.music-encoding.org/ns/mei">
<language xml:id="ota-arab" auth="iso015924">
1s015924:0ta-arab</language>
</langUsage>
<contents xmlns="http://www.music-encoding.org/ns/mei">

<p>Collection of instrumental and vocal music in Ottoman Turkish dating
from late nineteenth or early twentieth century.</p>
</contents>
<mei:classification>
<mei:termList s="https://www.corpus-musicae-ottomanicae.de/api/vl/
classifications/cmo_sourceType">
<mei:term>Manuscript</mei:term>
</mei:termList>
<mei:termList ss="https://www.corpus-musicae-ottomanicae.de/api/vl/
classifications/cmo_kindOfData">
<mei:term>source</mei:term>
</mei:termList>
<mei:termList ss="https://www.corpus-musicae-ottomanicae.de/api/vl/
classifications/cmo_notationType">
<mei:term>Hampartsum notation</mei:term>
</mei:termList>
<mei:termList 1ss="https://www.corpus-musicae-ottomanicae.de/api/vl/
classifications/cmo_contentType">
<mei:term>Mixed musical collection</mei:term>
</mei:termList>
</mei:classification>
</mei:manifestation>
</meiContainer>
</egXML>

Figure 18: FRBR-compliant MEI modeling of the metadata of TR-Iiine 204-2 in the source catalog.

As TEI does not support the FRBR standard, the data need to be mapped. This may produce an
overhead of elements, but these are mandatory according to the TEI scheme, even if they may be
empty, e.g., if a manuscript has no author, a proper title, and, of course, a publisher. Therefore,
instead of providing the full, lengthy abstract data model (which on the top level is similar to the
TEI header), the actual example of the above manuscript is given. Although MEI draws on the
same principles of TEI standard, some elements describing the same have different names, or
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elements with the same name mean something different.” The mapping is automatically created
by the OsPoT2 XSLT and yields the result shown in Figure 19 for the corresponding tei:witness

element contained in tei:listWit that groups all individual text witnesses.

<egXML>
<listWit>
<witness xml:id="cmo_source 00000030">
<idno type="CMO">NE204</idno>
<idno type="RISM">TR-Iune 204-2</idno>
<biblFull>
<fileDesc>
<titleStmt>
<title/>
<author/>
</titleStmt>
<publicationStmt>
<ab/>
</publicationStmt>
<sourceDesc>
<bibl>Source description originates from CMO Source Catalogue:
<ref type="uri">https://corpus-musicae-ottomanicae.de/receive/
cmo_source_00000030</ref>
.</bibl>
</sourceDesc>
</fileDesc>
<profileDesc>
<textClass>
<keywords>
<term target="https://www.corpus-musicae-ottomanicae.de/api/
vl/classifications/cmo_sourceType#Manuscript"
:"cmoisourceType">Manuscript</term>
<term target="https://www.corpus-musicae-ottomanicae.de/api/
vl/classifications/cmo_kindOfData#source"
t "cmo_kindOfData">Source Catalogue</term>
<term target="https://www.corpus-musicae-ottomanicae.de/api/
vl/classifications/cmo_notationType#Hampartsum notation"
y "cmo_notationType">Hampartsum notation</term>
<term target="https://www.corpus-musicae-ottomanicae.de/api/
vl/classifications/cmo_contentType#Mixed musical collection"
pe="cmo_contentType">Mixed musical collection</term>
</keywords>
</textClass>
<langUsage>
<language ident="ota-Arab">Ottoman Turkish in Arabic
script</language>
</langUsage>
</profileDesc>
</biblFull>
<msDesc>
<msIdentifier>
<country>Turkey</country>
<settlement>Istanbul</settlement>
<repository>Istanbul Universitesi Nadir Eserler Kitliphanesi
</repository>
<idno>Y. 204-2</idno>
</msIdentifier>
<msContents>
<summary>Collection of instrumental and vocal music in Ottoman
Turkish dating from late nineteenth or early twentieth century.
</summary>
</msContents>
<history>
<p>Origination:
<geogName>Istanbul?</geogName>
<date notBefc "1880" notAfter="1920" 1 1 "#gregorian">
After ca. 1880</date>
</p>
</history>
</msDesc>
</witness>
</listWit>
</egXML>

Figure 19: The metadata for TR-Iiine 204-2 mapped in TEL

7 For example, the tei:note element, as e.g. used in the TEI header is used for text annotations. In a musical context, mei:note
obviously has a completely different meaning.
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The Encoding Description

The last element in the TEI header is tei:encodingDesc with information on the software, custom
content and on editorial guidelines and a project description (Figure 20).

<egXML>
<encodingDesc>
<variantEncoding>[Information on type and structure of critical apparatus]
</variantEncoding>

<!-- Repeatable. -->

<appInfo>[Multilingual information on the creation of the TEI source]
</appInfo>

<!-- Repeatable. --—>

<projectDesc>[Multilingual information on the project’s scope]
</projectDesc>

<!-- Repeatable. -->
<editorialDecl>[Multilingual reference to the editorial guidelines]
</editorialDecl>
<tagsDecl>[Information on custom elements]
</tagsDecl>
<!-- Repeatable. -->
<metDecl>[Information on metrical patterns]
</metDecl>

</encodingDesc>

</egxXML>

Figure 20: Overview of the structure of the encoding description.

Forthe sake of comprehensiveness, only two sub-sectionsrelevantto the textedition will be exp-
lained in further detail. The definition of the critical apparatus is encoded in tei:variantEncoding
as a single, self-closed element (Figure 21). Per default, the critical apparatus is encoded with @
method="double-end-point” which means that the “apparatus indicates the precise locations of
the beginning and ending of each lemma relative to a base text.” Therefore, the apparatus will
always be separated from the base text, as indicated by @location="external”.

<egXML>
<variantEncoding "double-end-point" "external"/>
<egXML>

Figure 21: Mark-up for the type of critical apparatus.

The tei:metDecl sections detail several levels of encoding metrical units and patterns that
are referenced in different elements within tei:div[@type="blockLyricsTranscription”] for the
lyrics and also in tei:titleStmt/tei:title/tei:note[ @type="bahir’] and tei:titleStmt/teititle/tei:note[ @
type="meter”] for the metadata.

The definition of the basic metrical units and their corresponding symbols (Figure 22) is the
foundation for any further markup of metrical information in the digital edition of Ottoman po-
etry. It is a standard set of symbols for syllable length, processes changing any higher syllabic
structure, and a structural sign to indicate a division in higher syllabic structures.
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<egXML>

<fileDesc>
<titleStmt>[Title information, parameters, and authors/editors of a piece]
</titleStmt>
<editionStmt>[Type of edition]
</editionStmt>
<publicationStmt>[Specifics of edition]
</publicationStmt >
<seriesStmt>[Specifics of the series the edition is part of]
</seriesStmt >
<sourceDesc>[Information of sources related to the edited piece]
</sourceDesc>

</fileDesc>

<encodingDesc>
<variantEncoding>[Information on type and structure of critical apparatus]
</variantEncoding>

<!-- Repeatable. -->

<appInfo>[Multilingual information on the creation of the TEI source]
</appInfo>

<!-- Repeatable. —-->

<projectDesc>[Multilingual information on the project’s scope]
</projectDesc>

<!-- Repeatable. -->
<editorialDecl>[Multilingual reference to the editorial guidelines]
</editorialDecl>
<tagsDecl>[Information on custom elements]
</tagsDecl>
<!-- Repeatable. —-->
<metDecl>[Information on metrical patterns]
</metDecl>

</encodingDesc>

</egXML>

Figure 22: Definition of the symbols used in the description of any metrical unit.

The tei:metDecl[@xml:id="symbols”] defines the basic symbols related to scansion (Figure
22). The value for @pattern is a regular expression. It is kept in the most basic form to be appli-
cable to all higher metrical structures. It defines that each basic symbol except the foot division
may appear 1 to 5 times before a foot division to constitute the foot as the higher metrical unit and
that each foot (including the division sign) may appear 1 to 4 times in the next higher metrical
unit, the vezin.

Apart from higher metrical units defined as canonical structures in additional tei:metDecl[@
corresp="#tsymbols”] (see below), these values are only referenced in tei:l[@real] if the actual
structure is deviant from the standard structure in any lyrics line of sung poetry (see below).

Next, follow the declarations for the 18 known feet consisting of 1 to 5 individual syllables,
short or long (Figure 23). They reference the standard symbols by @corresp="#symbols” and
identify the feet structure as the standard forms by @type="met”. Only the feet actually in use in
a specific piece of sung poetry are included in this section.

<egXML "#NE204pc49">
<metDecl - e "#symbols" "met">
<metSym 3 "feilatun" "fe’ildtin" "false">uu--|</metSym>
<metSym 7 "feilun" | RS al ILiblig "false">uu-|</metSym>
</metDecl>
<egXML>

Figure 23: Example of the definition of the feet used in a single piece.



Sven Gronemeyer, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 61-90 | 77

The tei:metSym[@xml:id] here provides an ASCII-compliant identifier for the name of the in-
dividual foot, while tei:metSym[@value] gives the name in modern Turkish. The former is used
in tei:titleStmt/teititle/tei:note[ @type="meter”] to refer the metadata to the feet.

Finally, the declarations of the hitherto 31 identified vezins follow (Figure 24). They reference
the standard symbols by @corresp="#symbols” and identify them as the standard forms by @
type=“met”. Only the vezin(s) actually in use in a specific piece of sung poetry is/are included in
this section.

<egXML "#NE204pc78">
<metDecl "vezin" "#symbols" "met">
<metSym : "hezec4" "Hezec 4" HEgleie VBt |t | iee= |Bie= ||
</metSym>
<metSym : Uil el 2 Wi glied. 20 i "false>——ul-u-u——ull=u==/
</metSym>
<metSym : "remell" "Remel 1" "false">-u--|-u--|-u--|-u-|
</metSym>
</metDecl>
<egXML>

Figure 24: Example of the definition of the vezins used in a single piece.

The tei:metSym[@xml:id] here provides an ASCII-compliant identifier for the name of the
individual foot, originating from Arabic, while tei:metSym[@value] gives the name in scientific
transliteration; in both cases, an integer is added as an internal identifier to identify each vezin
of a bahir. While tei:titleStmt/tei:title/tei:note[ @type="bahir”] (Figure 9) only provides the name
of the bahir, the element’s @corresp links to the vezin defined in this tei:metDecl.

The Critical Text Edition

The critical text edition is recorded in the tei:text part of the document and contains two child
elements (Figure 25):
e tei:body with
o Information on identifying the manuscript and the individual piece
o The edited text of block lyrics transcribed and/or reconstructed from an Ottoman Turk-
ish source in the Arabic alphabet
o Structural information of the lyrics in terms of their text type
o Notes on the lyricist(s)
o Inline text anchors to the critical apparatus
e tei:back with
o Information in which sources the lyrics are found
o Reading alterations
o General notes on the lyrics and their author(s)
To distinguish the different elements within tei:body and tei:back in terms of their function
and content, each one is specified with a certain @type attribute and possibly other, sometimes
mandatory, attributes.
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<egXML>

<body>
<div t "pieceNewStart">[Information and identifiers on the piece
preceding its music/lyrics]
</div>
<!-- Option 1: Block lyrics are present. -->
<diwv "blockLyricsTranscription™ xml:lang="ota" Helil e dem g dhigie £ M
[The lyrics as transcribed from source]
</div>
<l== Opeien 25 Bleclk LyEilcs fLe ElosemE, —=>
ey ="blockLyricsReconstructed" xml:lang="ota" "direction: ltr;">
[The lyrics as reconstructed from other source(s)]
</div>
<note pe="lyricist">[Information on lyricist(s)]
</note>

</body>

<back>
<div "provenance">[List of other witnesses containing the piece]
</div>
=div "readings">[Text passages with other wording in a specific source]
</div>
<div "annotations">[Information on the lyricist]
</div>

= /back>

</egXML>

Figure 25: Overview of the structure of the lyrics and critical apparatuses.

Information Related to the Beginning of a Piece

In the first tei:div[@type="newPieceStart”], all information that is relevant to locate and identi-
fying a single piece in any given manuscript is recorded (Figure 26). The contents of this section
deal with a certain bias: to provide information as close as possible as in the original manuscript,
but also to harmonize differences between individual sources in one TEI template. This will not
always be possible, but generally, many manuscripts follow a generic structure. So, besides a
general structure, there is room for an optional, individual arrangement of elements.

<egXML "#NE204pc78">
<div tyg "newPieceStart">
<milestone it="cite" =" #cmo_mods_00000570"/>
<msDesc>
<msIdentifier>
<idno> TR-Itne 204-2</idno>
</msIdentifier>
<msContents>
<msItem "78">
<locus n="101" "102">p. 101</locus>
LrewloEi@ ity -"pieceNumber" | "red-pencil">78</rubric>
Zalmeatjpric>
<supplied : "derived-from-lyrics" c "1" resp="#ND">
Glizest arzu ez-had be-pay-1 blGs-i td ma-ra</supplied>
</ liqealionl e
</msItem>
</msContents>
</msDesc>
</div>
</egXML>

Figure 26: Example of information related to the start of a piece in a source.
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The tei:milestone element is used to reinforce the separation of any manuscript into different
pieces; the mandatory @unit to indicate the range of the element always has the value “cite” to
refer to the printed critical edition, likewise divided into individual PDF files for each piece. Ac-
cordingly, the value of @source refers to the URL part with the unique identifier pointing to the
document.

The following information refers to a specific part of the manuscript, i.e., an individual piece
marked up by the tei:msltem element and identified by an integer in @n. Following the TEI
guidelines, this element needs to be contained within tei:msDesc/tei:msContents, paired with a
preceding tei:msDesc/msldentifier. The latter element contains tei:idno to provide an identifier
of the source itself, given here by its RISM identifier, as in the same element in tei:titleStmt/tei:title
in the header section.

Within tei:msltem, specifics for an individual piece are noted. The physical placement of
a piece is described with tei:locus, providing a page number, as in the header in tei:titleStmt/
tei:title/tei:idno. The exact page range (especially for pieces spanning across two or more pages)
is given in @from and @to. The tei:rubric can be used in a variety of ways, specified by @type
and @subtype, depending on the information actually written in any source or with any piece,
being designed to cover versatile information.

A piece cannot be distinguished from another solely by written captions, such as the title or
ustil, as other distinguishing marks might be unwritten in any given source, such as the makam
or the incipit. For example, in TR-liine 204-2, there are two pieces entitled “Beste cenber fsal”,
both attributed to the same composer, both with the same ustil. However, the two have different
makdm, and different lyrics. While TR-Iline 204-2 provides the makdm, the incipit is not deliber-
ately written. But as TR-Iiine 204-2 contains block lyrics, the incipit can easily be inferred from
the first or first two lines of lyrics (so one hemistich is provided). In such cases, a tei:supplied
element with appropriate attributes is provided within tei:incipit, given the source of the incipit
with @reason, the plausibility with @cert, and the initials of the editor with @resp.

In the example given, tei:rubric indicates that the piece number is written out with a red pen-
cil (in other manuscripts, @subtype might be absent, but tei:supplied added). The incipit of the
piece is provided with absolute certainty (as written out in the block lyrics), hence also the value
of @reason, the “derivation” is even more true in this case, as the first two lines read “ah Giizest
arziu ez-had aha aha serv-i naz be-pay-1 biis-i tii ma-ra canim”, one case, where sung poetry
(bold) is mixed with terenniim, not part of the lyrics and therefore the incipit.

In the following tei:div[@type="blockLyricsTranscription”] or tei:div[@type="blockLyricsRe
constructed”], respectively, all information about the (block) lyrics of a specific piece is marked
up.

At this point, it must be emphasised once again that the TEI documents do not describe the
primary sources subject to critical edition, but are the representation of a critical edition that has
already taken place. This naturally has an impact on the modeling and rendition of the text struc-
ture, as it has already been interpreted by an editor. In manuscript TR-Iiine 204-2, for example,
the most basic pieces have an original layout, as shown in Figure 27.
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Hampartsum notation with underlay lyrics

Figure 27: Schematic layout of the lyrics of TR-liine 204-2, piece 49.

The page number, piece number and the first lyrics line are part of the tei:div[@
type="pieceNewStart’], while makdm and piece title are part of the tei:header. The text lines can
be distinguished by their content (lyrics, terenniim, and performance instructions), and can be
grouped, and, as in the above example, one poem may be visually separated into two distiches
with a larger space between the lines. A few pieces may have more than one hemistich, so the
lyrics can formally be divided into more than one line group of lyrics with “attached” terenniim
parts, although these are not part of the lyrics from a literary studies point of view (Figure 28).

Hampartsum notation with underlay lyrics

Figure 28: Schematic layout of the lyrics of TR-Iiine 204-2, piece 99.
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This leads to the general structure shown in Figure 29, which also includes the lyricist regu-
larly not mentioned in a piece.

<egXML>
sl Phileckliveiosliranaeriptign™ "ota" PirecticnilEr ;"
<!-- Repeatable. -->
<head "[1-n]">[Piece title]
</head>
<!-- Repeatable. -->
<llg n="1-n]" "[ID]" Pa e e
<!-- Repeatable. -->
<l "[1-n]">
<!-- Combinable and repeatable. -->
SN =SS GE T an NS NE Bl e EON
<seg i oc ikt Hinesze cyeal Y2 [Wedccan line @ TEssE]
</seg>
== @ptian = Ninst et ive ) Anformative fexi ==t
<stage " [Non_verball]l" "[Specifier]">
<seg "[Typel" "terennim">[Written line of text]
</seg>
</stage>
STA1E>
</lg>
<!-- Deletable. -->
<note Tlypriciaels
<!-- Standard (otherwise deletable). -->
<supplied "provided-by-editor" S O=1 0 "$[ID]">
<anchor g "w[ID]s"/>[Lyricist]<anchor "w[ID]e"/>
</supplied>
</note>
</div>
</egXML>

Figure 29: Overview of the structure of block lyrics.

Individual Text Lines and Their Grouping

All text lines that contain lyrics (poetry or terenniim) and any kind of information regarding the
lyrics themselves (such as the indication of the miyanhdne) or any performative information or
instruction are included in one or more tei:lg elements, according to the internal structure of a
written block text and the sung parts and instructions and information pertaining to it.

The text structure of a vocal piece can be quite complex, and considering performance in-
structions, the actual act of singing can become even more complex. For example, one poem of
a certain bahir (plus any possible terenniim lines or performance instructions) may be nested
into another poem, or distiches of two poems of a different bahir may alternate, which again may
have their own terenniim and performance instructions. As this is a critical text edition, such
dependencies for the act of vocal performance are not considered in the TEI structure but are
reflected in MEI for the music edition.

Therefore, the following definition and implementation of a line group are used: A new tei:lg
element begins with a new poem (if consecutive) or parts of a poem (in case of nested lyrics),
whether the bahir is the same or not (Figure 30). Any other text, to be performed or to indicate
any instruction or information that follows the preceding poetic lyrics (i.e. before another poem
starts) belongs to the same tei:lg element. All @n values are incremented consecutively. In the
TEI schema, a poem or poetic lyrics are those texts that follow a syntactic structure of the un-
derlying language, whereas other sung lyrics (terenniim) consist of stand-alone lyrics with no
syntactic structure. Poetic and other sung lyrics may mix in one line (especially along Persian
pieces) but are usually distinct lines of text.
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With the definition for tei:lg, two additional mandatory attributes are used (Figure 30). The
value of @decls refers directly to the value of tei:metDecl[@xml:id="vezin"]/tei:metSym[@
xml:id] in the TEI header and identifies the specific bahir subtype. With @rhyme, the four lines
of a poem are analyzed by their rhyme scheme, with four hyphenated lowercase letters, e.g. @
rhyme="a-a-b-a”.

<egXML "#NE204pc78">
<lg Ll "hezec4d" "a-a-b-a">[Text lines]
</lg>
<lg non "remel5" "a-a-b-a">[Text lines]
<J e
<lg HIZIU "hezecd" "a-a-b-a">[Text lines]
</lg>
< m4qn "remel5" "a-a-b-a">[Text lines]
</lg>
<lg 0 itz gl 2 "a-a-b-a">[Text lines]
</lg>

</egXML>

Figure 30: Overview of the structure of different line groups with different bahir types.

In the example shown in Figure 30, we have hemistichs from three different poems among
five individual line groups. The first two distiches with the vezin “Hezec 4” and “Remel 5” are
intermittent (i.e. one hemistich of each follows the other). While the third distich is in the ve-
zin “Muzari 2” and followed by interspersed terenniim. The tei:lg element may also have a @
xml:lang attribute with an ISO 639-3 value if the entire content of this line group is in a different
language than the default Ottoman Turkish, e.g., Persian or Arabic. Consistently, all nested ele-
ments may carry this attribute if it is a single line or words within that are in a different language.

Independent of the count of the tei:lg element, each tei:l element therein for each text line
in the original source has a mandatory @n with a consecutively incrementing value (Figure 31).
While the prosodic structure of each tei:l that contains poetic lyrics is determined by tei:lg[@
decls] in its standard pattern (compare to Figure 24), deviations from it can be directly indicated
by an optional @real that “overwrites” the inherited pattern from the tei:lg.

<egXML "#NE204pc78">
<lg n4n "remelS5" Rasashaail>
<1 Uil G =L || =u== || 1t 10= | iip== || ¥
[Instead of the standard Remel 5 “-u--|-u--|-u--|-u--1"]
L/
</lg>
</egXML>

Figure 31: Example of a lyrics line with a different scansion than the default for the hemistiches.

The identification of the type of sung text itself takes place in the tei:l element by one or more
tei:seg elements (Figure 32) which must begin directly following the parent tei:l element. If the
text written in a line is of informative or instructive character, its tei:seg element is contained in
tei:stage, which also may directly follow tei:1, but not necessarily (depending on the position of
this type of text in a line). Detailed information on the text type and content is provided by @type
and @ana, while the combination of the values of both attributes is constrained. For example,
@type="instruction” can never be combined with @ana="mainPartLyrics”.
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<egXML "#NE204pc50">
< WAL
<seg ML Umasin ParElyaatcsie>
Sukafezar-i1 ‘izarifi gulufl naziresidir</seg>
</1>
<l WS
<seg hyereE Lt "mainPartLyrics">
Bahara karsu hezarifi o bir mesiresidir</seg>
< /1>
<l UECHL Uig == | =1L | gr=i= | == | Y
<seg el HimpulimiPEne s kel eg >
Sorulsa Vasif-i1 zare leban-1 bostanifi</seg>
<>
<1 mqn 11 = = = =
<seg "vocal" "mainPartLyrics">
Cilek sekerlemesi y&semen hamiresidir</seg>
LYz
<l 5>
<seg SocallR "terennim">
‘omrim yala yele lel lel le le lel 11 mirim yala yele</seg>
</1>
<l ll6ll>
<seg "vocal" "terennim">
le le le le le le 11 yar gilud naziresidir</seg>
LJ 1>
</egXML>

Figure 32: Examples of the markup for different types of text lines.

But especially in Persian pieces, poetic lyrics, and terenniim may be intertwined (Figure 33).

<egXML "#NE204pc78">
=l dal Miils=a | =10 | AX=1L || == || W2
<seg Tl ™ "terennim">ah</seg>
<seg "vocal" "mainPartLyrics">Glizest arzl ez-had</seg>
<seg e="vocal" la="terennim">aha aha</seg>
</1>
</egXML>

Figure 33: Example of the markup of different types within a text line.

The tei:stage element must also directly be followed by tei:seg indicating that the text contain
within is indicating a performance instruction (Figure 34). The type of performance instruction is
marked up in the @type and @ana attributes of tei:stage, where again constraints of the com-
bination of values come into effect. The combination of tei:stage and tei:seg covers two different
layers in the text information and differentiates them in the TEI structure. While tei:stage indi-
cates what and possibly how something in the sung poetry is performed, the content of tei:seg
only identifies that the text written is for a performance instruction. The difference between the
two becomes clear when looking at the following example. The instruction to terminate a vocal
performance is often just written with the Arabic letter “»” and the abbreviation needs interpreta-
tion and is to be reconstructed by the editor to the word [tem]me, because of the implicit charac-

ter of a performance instruction.
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<egXML "#NE204pc78">
<l A Uiils== | =TI | AL || e || W2
<seg vocailil "terennum">ah</seg>
<G Eveocailit "mainPartLyrics">Glizest arzi ez-had</seg>
<seg Wezoez LY "terennim">aha aha</seg>
</1>
</egXML>

Figure 34: Example of the markup for a performance instruction.

References to the critical apparatus are indicated in the block text markup by two empty
tei:anchor elements (Figure 35). Their @xml:id values consist of a prefix “w” (for “witness”), a
unique and incrementing numerical value, and a closing “s” (for start) or “e” (for the end). These
values are later referenced by tei:app in the apparatus.

<egXML "#NE204pcl04">
<head WAL
<anchor "wd469s"/>Sema ‘1 Imadm-1 Sehriyari ‘Alil Efendi
<anchor : "wdd69e" />
</head>
</egXML>

Figure 35: Example of the mark-up bracketing text to be referenced in the critical apparatus.

The tei:anchor in teichead always refers to tei:div[@type="provenance”] in the apparatus,
where other text witnesses containing this piece are listed. Within the sung lyrics, tei:anchor is
set to bracket a specific text passage that is different from any other source or sources, and refers
to tei:div[@type="readings”] in the apparatus.

To relate information on the lyricist (otherwise only mentioned in tei:titteStmt/tei:author in
the header) to the critical apparatus and rectify the attribution and certainty, a tei:note element
is provided following the lyrics (Figure 36). As the lyricist is not mentioned, the information on
the authorship is provided with tei:supplied, stating the reconstruction by @reason="provided-
by-editor”, and replicating the values of @cert and @resp from tei:titleStmt/tei:author.

<egXML "#NE204pc78">
<note Wilyzer @il igWs
<supplied "provided-by-editor" kA "#ND">
<anchor - "w2239s"/>Lyricist: Emir Husrev-i Dihlevi
<anchor : "w2239%e" />
</supplied>
</note>
</egXML>

Figure 36: Example of a lyricist linked to the critical apparatus.

Reference to the critical apparatus is again given by tei:anchor elements. They refer to
tei:div[@type="annotations”] in the apparatus. In case the lyricist is unknown, the tei:note ele-
ment with all child nodes can be deleted, unless there is additional information to be stated on
an unknown lyricist in the apparatus.
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The Critical Apparatuses

The structure of all apparatuses is shown in Figure 37.

<egXML>
<back>
<div "provenance">[List of other witnesses containing the piece]
</div>
<div "readings">[Text passages with other wording in a specific source]
</div>
<div "annotations">[Information on the lyricist]
</div>
</back>
</egXML>

Figure 37: Overview of the structure of the critical apparatus.

The first apparatus tei:div[@type="provenance”] enumerates all other sources with the same
piece (Figure 38), as documented in tei:sourceDesc in the TEI header. The apparatus entry
with tei:app refers back to the respective two tei:anchor elements noted in tei:head and picks
up their @xml:id values as those for @from and @to. The use of these attributes is concordant
with the use of the double-end point apparatus not embedded in-line in the text, as indicated
by tei:variantEnconding in the TEI header. The necessary tei:lem element repeats the base text
bracketed by tei:anchor, while tei:note encloses the text that refers to the different witnesses.
This element is chosen instead of tei:rdg because this text originates from editorial research.
<egXML "#NE204pc49">

<app "#w2s" "fw2e">

<lem>Beste cenber Isak</lem>
<note>The lyrics appear in

<ref "#cmo_ source 00000091">NE3466</ref>, fol. 252v;
<ref "#cmo_source 00000075">HB1</ref>, page 406;
<ref "#cmo_source 00000023">HB2</ref>, page 408 and
SECH "#cmo source 00000092">Ha</ref>, page 621.
</note>
</app>

</egXML>

Figure 38: Example of the critical apparatus listing other sources with the same piece.

Apparatus tei:div[@provenance="readings”] lists all spelling variations of a specific text pas-
sage (including omission of words), therefore the proper tei:rdg element is used in this case
(Figure 39). Its number and actual configuration depend on whether one or more (or all) different
sources feature the same variation or any source a different one. The actual type of variation is
given in @type, e.g., a misspelled word, an orthographic variation, synonymy, etc. The use of
this attribute not only provides an additional asset for indicating the editorial decision but also
e.g., facilitates statistical queries.

In the first case, the same variation in several different sources, the unique identifiers from
the source catalog URLSs (the same as in tei:witness[@xml:id]) are listed in @wit separated by a
blank space. The references for the individual siglum are displayed as usual with separate tei:ref
elements.



86 | Sven Gronemeyer, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 61-90

<egXML "#NE204pc49">
<app m="#w20s" "#w20e">
<lem>cezbe-i</lem>
<rdg wit="#cmo_source 00000091 #cmo_source 00000075 #cmo_ source 00000023"
"misspelled">cezbe-i
<ref targ "#cmo source 00000091">NE3466</ref>,
<ref targ "#cmo source 00000075">HBl</ref>,
<ref : "#cmo source 00000023">HB2</ref>
</rdg>
</app>
<app n="#w25s" "4w25e">
<lem>revig</lem>
<rdg w "#cmo _source 00000092" "misspelled">revis
<ref "#cmo source 00000092">Ha</ref>
</rdg>
<rdg w "#cmo_source_00000091" "variant-reading">ris
<ref r "#cmo source 00000091">NE3466</ref>
</rdg>
</app>
</egXML>

Figure 39: Examples of different spelling variations among various sources.

Likewise, all different spellings in other sources are listed individually, as the type of variation
may also vary. The spelling variations given here only concern those in other musical sources.
Spelling variations that appear in the divan of a poet are treated in the third and last apparatus.

The remarks given in tei:div[@type="annotations”] (Figure 40) can be related to any tei:anchor
elements in tei:body. It provides a variety of information on the actual piece, its critical edition,
or the lyricist(s). Additional pointers in tei:head (with the piece title as a proxy for the entire
piece) can be referenced here for additional information on the piece:

<egXML 11 "4NE204pc78">
<app m="#w2032s" "#w2032e">
<lem>Kar devr-i Hindi Hace'nin</lem>
<note>TMK1lii no. 105 has the text with vowel points. The editors followed
this manuscript for vocalisation of terenniim in the transcription.
</note>
</app>
</egxXML>

Figure 40: Example of a general note on a certain part of lyrics.

Textual variations appearing in a divan of a poet can be pointed out in this section (Figure
41). Therefore, the text editor makes a clear separation between two different types of textual
variations: 1. The text variants that appear in a compilation of musical sources (lyrics or notation
miscellanies), and 2. those that appear in a literary source (a divan of a poet or miscellanies of

poetry).

<egXML "#NE204pc78">
<app from="#w2189s" "#w218%e">
<lem>medar-1 tu ey dil</lem>
<note>medar ey dost (HAfiz-1 Sirdzi 1983)</note>
</app>
</egXML>

Figure 41: Example of a textual variation appearing in a literary source, here in a divan.
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This section can also detail any consideration of the lyricist(s) of a piece and provide a textual
explanation about the degree of certainty given in @cert in different elements (Figure 42, com-
pare to Figure 11).

<egXML "#NE204pc49">
<app "#wdis" "#wld7e">
<lem>Lyricist Hami</lem>
<note>The lyrics are by a poet with the pen name (mahlas) Hami, indicated in
the last line of the lyrics. It is possible that the poet is in fact Hami
Ahmed Amidi (d. 1747), though the editors could not locate the lyrics in his
divén; see

<ref "https://www.zotero.org/neslihandemirkol/items/Q2HCUPQQ">
Hami Ahmed Amidi 1885</ref>

and
<ref "https://www.zotero.org/neslihandemirkol/items/7UDKRYQU">
Yilmaz 2017</ref>.
<ref "https://www.zotero.org/neslihandemirkol/items/XHEPKTYF">
Oztuna (2006, vol. 1, 426)</ref>

and
<ref "https://www.zotero.org/neslihandemirkol/items/F58H6YWO">

Aksiit (1983, vol. 1, 148)</ref>

attribute the lyrics to Mehmed Ka&mi Efendi (d. 1724). However, the editors

could not locate the poem in his divan either; see
<ref y "https://www.zotero.org/neslihandemirkol/items/2LYLMGGG">
Erisen Yazici 2017</ref>

and
<ref y "https://www.zotero.org/neslihandemirkol/items/IWPP8RKS">
Ozyilmaz 1994</ref>.

</note>

</app>
</egXML>

Figure 42: Notes on the lyricist with explanations why this individual has been reconstructed

With tei:ref, a link to a secondary source cited can be given to a persistent identifier of a
bibliographic record stored in Zotero (n.d.). This solution was applied because there is already
an existent CMO Zotero database for both musical and literary secondary literature. Thus, the
mirroring of bibliographic data and their additional modeling in a TEI template with tei:bibl and
tei:cit can also be avoided since e.g., the use of tei:quote and tei:q with indirect quotes is some-
what problematic. This method of external reference keeps the TEI slim and also contributes to
linking open data.

The TEI Glossary Templates

The glossaries are intended to provide information on certain categories of terms and the re-
spective definitions as used in the CMO project. Depending on the category being described, the
glossaries have a slightly different format, but the structure follows the TEI dictionary module.
As separate TEI files, they comprise of a header with metadata and a tei:text/tei:body containing
the terms and definitions. A typical entry from the glossary on poetic forms and genres is shown
in Figure 43.
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<egXML>
<text>
<body>
v Yglossaryl
<entry Udagan >
<form>
<orth>Divan</orth>
= o
<sense>
<sense WL
<def>It is the collected works of a poet. It is not an
anthology, it is composed of the poems of a single poet.
It is not compiled by someone else but by the poet
him/herself. As it has certain requirements in terms of
form and content, it takes a long time for a poet to compile a
divadn. To have a divan is a symbol of prestige and honor among
poets.</def>
</sense>
</sense>
</entry>
</elilv>
</body>
</text>
</egXML>

Figure 42: Example entry from the poetic genre glossary.

The tei:entry element covers a term in specific orthographic forms by tei:form/tei:orth, al-
though CMO only uses one, standardized spelling. As a term may have different meanings, a
parent tei:sense element has 1-n other tei:sense elements, identified by @n, to provide the defi-
nition in tei:def. Additional mark-up may appear within, e.g. when references are made to cited
literature, in the mentioned glossary especially to Andrews (1976). The value of tei:entry[ @xml:id]
is referred to in any appropriate tei:ref{@target], where linkage to the glossary is mandatory (as
e.g., in certain tei:note elements within tei:titleStmt) or desired (e.g., in the critical apparatus).

The TEI dictionary module allows tailormade modeling for a large variety of content and lev-
els of information. For example, the usiil rhythmic patterns (see Plaksin & Olley, 2019, p. 121)
can be determined by their time units (darb or beats) or their timbre (structure of low- and high-
pitched sounds, diim-tek), and of course, descriptive text. As the ustil is relative rather than an
absolute measure-based time structure (Haug, 2019, p. 273; Plaksin & Olley, 2019, p. 126), there
may be alternative definitions, also taking into consideration a diachronic perspective, changes
of beat patterns over time. In such cases, the glossaries, therefore also need to reflect a certain
vagueness in the definitions, which could be realized by the use of different tei:sense[@ana],
such as “broad” and “narrow” descriptions.

Summary and Outlook

The set of TEI templates that are presented here (plus the schema not dealt with in detail) is the
first attempt to establish a framework for a digital scholarly edition of the lyrics used in the rep-
ertoire of Ottoman vocal art music being the focus of the CMO project. It can also serve as a role
model for other materials from intercommunal musical interaction in the Ottoman Empire and
beyond (e.g., Greek, Armenian, Jewish), and related musical and literary traditions of influence
(e.g., Persian, Arabian); see Olley (2017, pp. 171-183) for a concise overview.

Although the digital text edition is mostly a critical text edition, it demonstrates the potential
for interaction with a critical music edition that focuses more on the performative aspects of
the sung lyrics. The metrical structures as defined by tei:metDecl and embedded in tei:lg and
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tei:l elements may, in fact, demonstrate a close relationship with the usiil rhythmic cycle (Nesli-
han Demirkol and C. Ersin Mic1, personal communication, July 2022). The whole score encoded
in MEI could easily be integrated via a tei:ptr element.

Scholarly editing in TEI is scalable. Other or new research questions not (yet) in the scope of
the CMO project or beyond its deliverables and (currently) not reflected in the template can be
added in subsequent editorial processes. For example, the metadata could be enhanced by the
identification of individual hands in the sources, ideally related to personal names. Additional
mark-up in the lyrics with the tei:term element could, for example, specify toponyms or anthro-
ponyms, names of animals, flowers, types of artefacts, or cultural practices — often used as meta-
phors or concepts® — for statistical analyses, or, more specifically, stylometric applications.

All materials created by the CMO project will all be available under culturally free licenses,
i.e., at least CC BY-SA (n.d.). On the project website, the digital editions will be presented in a
multi-modal format and a collated view. The philosophy of open access aims not only at a schol-
arly audience but also lyricists, musicians, and, possibly, citizen science.

For musicology, historical phenomena and processes in musical cultures can be opened up
through digitally marked-up editions, just as the sources are of first-rate importance for Oriental
studies. They offer the possibility of uncovering forgotten repertoire, shedding light on Ottoman
poetry sung in a historical context, and contributing to a broad, multidisciplinary study of the
history of the urban culture of the region, which combines influences from the Near East, South-
east Europe, the Caucasus, and Northeast Africa.
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Ozgiin Makale

Ottoman Greeks who Studied and
Transcribed Ottoman Turkish Music:

The Case of Nilevs Kamarados'

Osmanli Tiirk Miizigi Uzerine Calisan ve Notaya
Alan Osmanli Rumlari: Nilevs Kamarados Ornegi

Evangelia CHALDAEAKI

Abstract

Nilevs Kamarados (1847-1922) was an Ottoman Greek musician and music teacher who was
highly respected both during his lifetime and after his death. He was a performer and theorist of
Byzantine music (Greek Christian Orthodox Ecclesiastical music), but he also studied Western,
Ottoman Turkish, Greek folk, and Armenian music. The archive he left behind is of particular
interest, since it contains testimonies of his involvement with all these musical genres: publica-
tions, musical transcriptions in Byzantine, staff and Hamparsum notation, drafts, and notes on
theoretical subjects. Kamarados’s archive is now part of the Greek Music Archive of the Music
Library of Greece “Lilian Boudouri”. The aim of this study is to present Kamarados’s association
with Ottoman Turkish music, as it is highlighted by his archive, while providing catalogs with
the corresponding transcriptions in Byzantine and staff notation found there, as well as a catalog
with the transcriptions of song lyrics in Karamanlidika (Turkish language written with the Greek
alphabet).

Keywords: Nilevs Kamarados, Ottoman Greeks, Musical Transcriptions of Ottoman Turkish Mu-
sic, Ottoman Turkish Music in Greece, Musical Archive.

Oz

Nilevs Kamarados (1847-1922) hem yasadig1 donemde hem de &liimiinden sonra biiyiik sayg1 g6-
ren bir Osmanli Rum miizisyeni ve miizik 6gretmeniydi. Bizans miizigi (Rum Hiristiyan Ortodoks
kilise miizigi) icracisi ve teorisyeniydi, ancak ayn1 zamanda Bati, Osmanli Tiirk, Rum halk ve
Ermeni miizigi iizerine de calisti. Geride biraktig1 arsivi, tiim bu miizik tiirleriyle olan iliskisinin
tanikliklarini icerdigi icin 6zel bir ilgi cekicidir. Bunlar yayinlar, Bizans, Bati ve Hamparsum no-
tasyonunda miizik transkripsiyonlari, teorik konular iizerine taslaklar ve notlardan olusmakta-
dir. Kamarados'un arsivi gliniimiizde Yunanistan "Lilian Boudouri" Miizik Kiitiiphanesi'ndeki
Yunan Miizik Arsivi'nin bir parcasidir. Bu makale, Kamarados'un Osmanli Tiirk miizigi ile olan

1 Makale basvuru tarihi: 10.05.2023. Makale kabul tarihi: 18.05.2023.
* Dr., National and Kapodistrian University of Athens, Post-doctoral researcher at the University of loannina, Department of Music
Studies, evangelia_ch@yahoo.gr, ORCID: 0000-0003-0398-3711.
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iliskisini, arsivi araciligiyla vurguladig: gibi, burada bulunan Bizans ve nota yazisindaki ilgili
transkripsiyonlarin yani sira Karamanlidika'daki (Yunan alfabesiyle yazilmis Tiirkce) sarki soz-
lerinin transkripsiyonlarini iceren bir katalog sunarak sergilemeyi amaclamaktadir.

Anahtar Kelimeler: Nilevs Kamarados, Osmanli Rumlari, Osmanli Tiirk Miizigi Transkripsiyon-
lar1, Yunanistan'da Osmanli Tiirk Miizigi, Miizik Arsivi.

Introduction

Nilevs Kamarados was born in 1847 in Diplokionio (Besiktas) and grew up in Mega Revma (Ar-
navutkdy), both districts of Istanbul. He died in 1922 in Mega Revma. He was interested in music
from an early age, especially in Byzantine music, meaning the Greek Christian Orthodox Ecclesi-
astical music. His teachers were the cantor Gerasimos Kannelidis and the theorists of Byzantine
music Panagiotis Kiltzanides, Ioasaf the Russian and the priest Filoxenis Kyriakos. In addition
to Byzantine music, he also studied Western music and Ottoman Turkish music in depth, both
in theory and performance (Kamarados-Byzantios, 1976, p. 15). He was also taught the Armenian
musical notation system of Hamparsum by Leon Hanciyan. He was known as a great performer
of Byzantine music, as well as an exceptional theorist. Moreover, he attempted to build an organ
called “Psaltirion”, tha would be able to play the microtons of Byzantine music (Kamarados-
Byzantios, 1976, p. 17)%

Kamarados published a considerable amount of works relevant to Byzantine music, i.e. theo-
retical issues and musical transcriptions, and also transcribed enough musical material of Greek
folk music, celebratory songs and compositions of Ottoman Turkish music. These publications
include books as well as journal articles. It should be noted that the celebratory songs are com-
positions that were meant to be performed at religious festivities, during school holidays, but
also in cases of honoring Sultans, kings, political and ecclesiastical figures. The last category is
defined as “polychronismos” (plural: “polychronismoi”), and this is a type of composition that
will be referred to a lot in the course of this article. Primarily, polychronismos is a synthesis in
the Greek language and in the style of Byzantine music that is meant to prolong a person, usu-
ally a Patriarch or other ecclesiastical figure. But polychronismoi have also been synthesized by
Ottoman Greeks for Sultans and administrative figures of the Ottoman Empire, as well as political
figures of Greece, like Eleftherios Venizelos, both in Greek and Turkish languages.

Some of Kamarados’s most important students were Konstantinos A. Psachos, as already
mentioned in a footnote above, his son Vasilios Kamarados (1880-1923), and his son-in-law
Nikolaos Vlachopoulos. The archive of N. Kamarados, a large collection of publications, musi-
cal transcriptions, and Kamarados’s drafts and notes on many musicological subjects, was left
to Vlachopoulos after the early death of V. Kamarados (Kamarados-Byzantios, 1976, pp. 57-62).
The presence of V. Kamarados, who also dealt with the same musical issues, can be clearly seen
in the material of the archive. One can also find the notes of N. Kamarados’s son-in-law, Vlacho-
poulos, who also studied the very same musical genres. Vlachopoulos seems to have greatly
enriched this archive after the death of Nilevs and Vasilios Kamarados.

2 A relative work that was later completed by his student and collaborator Konstantinos A. Psachos (1869-1949), who designed
the organ “Panharmonium”. For the collaboration of Kamarados and Psachos regarding the “Psaltirion” see (Kamarados-Byz-
antios, 1976, pp. 20-23). For the general musical association of Kamarados and Psachos see (Kamarados-Byzantios, 1976, pp.
48-56). Concerning the Panharmonium indicatively see (Chaldeeakes, Loupas and Chaldeeaki, 2021, pp. 18-24), where further
bibliography on the subject can be found.

3 See some related bibliography for polychronismoi (Anagnostopoulou, 2010; Andrikos, 2012).
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Today, the archive of Nilevs Kamarados is part of the Greek Music Archive, which belongs
to the Music Library of Greece “Lilian Boudouri”. This archive was acquired by the Library in
1996. Part of it is digitized and displayed in the corresponding section of the Library’s Digital
Collections#. But, most of the digitized material is related to Byzantine music, as Kamarados is
best known for his work on this particular musical genre. However, as already mentioned above,
Kamarados was not only concerned with Byzantine music, but with the Greek musical tradition
as a whole, i.e. both Byzantine music and Greek folk music. He also studied the Ottoman musical
tradition, Western music, and Armenian music. In any case, Kamarados’s archive testifies to his
deep knowledge of both the Byzantine and staff notation systems, together with an understand-
ing of Hamparsum notation and along with a significant study of the relative musical genres.
Until now, the data realted to Kamarados’s association with Ottoman Turkish music have not
been widely known. The author of this article studied all of this during a research grant that
she gained from “The Friends of Music Society”. This publication is an attempt to describe the
testimonies of Ottoman Turkish music found in Kamarados’s archive and to catalog the relevant
transcriptions.

Description of the Testimonies of Ottoman Turkish Music in
Kamarados’s Archive

The following is a general description of the testimonies found in Kamarados’s archive regarding
Ottoman Turkish music®, and their place in the archive. At this point, it should be noted that Ka-
marados’s archive has a basic filing system. The documents have been placed in boxes according
to their content. Each box contains a number of documents placed in special archival envelopes.
A single envelope usually contains one document, but in some cases more. Each envelope also
has a filing number. However, the logic behind this numbering could not be understood by the
author of this article. Moreover, these numbers are long enough, accompanied by some detailed
descriptions in Greek of their contents. Therefore, this information is not referred to in the pre-
sent study, i.e. in the catalogs below.

The boxes containing documents related to Ottoman Turkish music are the following:

¢ 3 boxes with various secular songs in Greek, Ottoman Turkish and Karamanlidika, hand

written in Byzantine notation.
The titles of these boxes in Greek are: Aiapopa douora oe folovavy onuetoypoapio 1-20, Aidpopa
dopoza oe folovavy anuetoypopio 21-71, Aidpopa. douaza oe folovtviy anueioypagpio 72-. These box-
es contain Greek folk songs, polychronismoi, and other celebratory songs in Greek language,
dedicated to some particular Patriarchs, kings, Sultans and political figures of Greece. Polychro-
nismoi and celebratory songs to the Sultans are also found in Turkish, written in Karamanlidika.
Furthermore, included are a few songs in Turkish: some Turkish folk songs and mostly songs and
instrumental pieces from the repertoire of Ottoman Turkish music. Some transcriptions don’t
have a title, so they could not be specified for the needs of this research. The transcriptions were
mainly made by N. Kamarados, but we also find some by V. Kamarados and some by Vlachopou-
los.

4 Digital Collections, Music Library of Greece “Lilian Boudouri”, mmb.org.gr/el/digital-collections.

5 At this point, [ would like to express my gratitude to “The Friends of Music Society” in Athens, which granted me with a two-
month scholarship, which gave me the opportunity to study Kamarados’s Archive at the Music Library of Greece “Lilian Bou-
douri”.

6 The presence of testimonies related to Ottoman Turkish music in Greek archives is a subject that has interested the author of
this article in the past as well. See (Chaldeeaki, 2022b) for the testimonies of Ottoman Turkish music in the personal archive of
Psachos.



94 | Evangelia Chaldaeaki, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 91-137

e 4 boxes with various songs mostly in Greek, Ottoman Turkish and Karamanlidika, hand

written in staff notation.
The names given to these boxes are: Xeipdypagpo povoikis oe meviaypouuo 1, Xepdypagpa povoixie
o€ meviaypouo 2, Xeipoypopa [ovGIKNG o€ TEVTaypouo 3, Xewpoypapo. LOVGIKNG € TEVIAYPOUUO 4.
These are mostly songs in Western music style, such as school songs, songs and instrumental
pieces of Western music. But some Greek folk songs are also included here. Furthermore, in this
box we find songs and instrumental pieces of Ottoman Turkish music. Some of the scores are
written in French and some in Armenian. The boxes also contain many handwritten scores in
staff notation that do not have titles or other notes, so they could not be processed at this point of
this research. Therefore, these last testimonies are not included in the following catalogs. Most
of the transcriptions are handwritten by N. Kamarados and some by V. Kamarados. We also find
some handwritings by Psachos.

¢ 4 boxes with published transcriptions of Ottoman Turkish music in staff notation.
The titles of these boxes are: Exddoeic chant turc 1, Exodoeic chant turc 2, Exdooeic chant turc 3,
Exddoeic chant turc 4. These boxes contain published sheet music of Ottoman Turkish music. A
few printed scores of pieces of Western music are also found in these boxes. These published ma-
terials are mainly editions of independent songs and instrumental pieces. The printed language
is Ottoman Turkish and Armenian, and sometimes Ottoman Turkish and French. But this data
also contains much handwritten information in Greek and Karamanlidika, as will be mentioned
below. In addition, handwritten pages with the lyrics of the songs in Karamanlidika can be found
in several of these publications, by Nilevs and Vasilios Kamarados.

e 1 box with various transcriptions in Byzantine notation, also including musical

transcriptions of Ottoman Turkish music.
The title of this box in Greek is: Bolavrivij onuetoypopic, opaforepoixé uélog, molvypovicuoi. This
box contains mostly musical transcriptions of polychronismoi. But there are also enough tran-
scriptions of Ottoman Turkish musical compositions, handwritten in the Byzantine notation. So
the languages here are Greek and Karamanlidika, and also some Ottoman Turkish.

e 1 box with handwritten lyrics of songs in Greek, including Ottoman Turkish songs in

Karamanlidika.
The title of the box in Greek is: Keiueva aoudrwv (eAdnvird onuotika ko oBwpovird). Here we find
the lyrics of polychronismoi and songs to Patriarchs, kings, Sultans, and political figures of
Greece. There are also some lyrics of Greek folk songs. The material found here is not much. It
can be assumed that these documents were intended to accompany musical transcriptions, such
as those found in the publications of Ottoman Turkish music described above.

e 1 box with publications in staff notation, including scores of Western and Ottoman

Turkish music.
The title of the box in Greek is: Aidpopec exddoeic ovtiric povoixic. This box contains many pub-
lished scores of Western music, but also some more of Ottoman Turkish music, as found in the 4
boxes described above. Unfortunately, this box was discovered in the archive after the comple-
tion of this study. Therefore, the author of this article has not been able to study and categorize
the related material found in it for the time being. Perhaps in the near future there will be a
follow-up publication on these testimonies.

e 2 hoxes with publications in staff notation, including scores of Ottoman Turkish music.
The titles of the boxes in Greek are: Aiaorevéc 1 A-O, Aiaoxrevés 2 T1-Q. Here we find publications in
staff notation, mostly of Greek folk songs and Greek songs in general. The transcriptions of Greek
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folk songs sometimes concern the original songs, but in most cases, these are the adaptations of
the songs to be performed by voice, piano, violin, or mandolin. Like the previous box, these were
also found in the archive after the completion of this study. Therefore, the material on Ottoman
Turkish music from these boxes is not included in this study, but the author is considering to
publish it in the near future.

Categorization and Annotation of the Material Related to Ottoman
Turkish Music Found in Kamarados’s Archive

The wide variety of songs and instrumental pieces found in all the above-mentioned boxes of
Kamarados’s archive can be categorized as follows:

1. Songs and instrumental pieces of Ottoman Turkish music, handwritten in Byzantine no-

tation.
The academic and research writings concerning the transcriptions of Ottoman Turkish music by
Ottoman Greeks into Byzantine and staff notation are abundant and are still being produced’.
In general, Ottoman Greeks have transcribed enough of the repertoire and theory of Ottoman
Turkish music using the Byzantine notation. New findings in this field are always interesting, as
they bring to light new facts and case studies. For example, it would be beneficial to compare the
transcriptions of each Greek musician and draw more conclusions about their understanding of
the Ottoman Turkish musical tradition. Also, the comparisons between different transcriptions
of the same musical pieces show the different interpretations of them®. Moreover, it is widely
known that the nature of the Ottoman Turkish musical tradition determines that the musical
pieces of this repertoire are different in each performance, since it is an oral musical tradition
(Behar, 2006, pp. 395-396). For the same reason, the musical transcriptions of the Greek musi-
cians are useful, especially for the period before the adaptation of the staff notation by the Otto-
man Turkish musicians, when the latter did not transcribe the Ottoman Turkish music musically.
Even in Kamarados’s archive, some of the musical pieces have been transcribed more than once.
Sometimes these transcriptions of the same song or instrumental piece are identical, but in other
cases there are some differences.

All in all, the transcriptions found in Kamarados’s archive, written in Byzantine notation, are
mostly from musicians of Kamarados’s age. We find the names of Asdik Aga, Benli Hasan Aga,
Bimen Sen, Bogos Efendi, Dede Efendi, Georgios Violakis, Hac1 Arif Bey, Haci1 Kerami Efendi,
Kanuni Artaki Efendi, Kanuni Dimitrios Voulgaris, Kemani Tatyos Efendi, Mehmet Nuri Efendi,
N. Kamarados, Riza Bey, Rifat Bey, and Sar1 Onnik. The genres of these compositions are beste,
semai, sarki, taksim, pesrev and one tiirkii. We also find some songs to the Sultans and admin-
istrative figures, namely marches and polychronismoi. The titles given in the transcriptions are
actually descriptions of the songs, i.e. they indicate the genre, makam, usul and composer, and
sometimes the first lines of the lyrics. This is generally true of the handwritten musical tran-
scriptions in Kamarados’s archive, regardless of the category in which they are presented in this
study.

Table 1 in Appendix 2 of this article list all the transcriptions of Ottoman Turkish music in
Byzantine notation found in Kamarados’s archive. There are 47 pieces categorized in this table.
But again, it should be noted that the transcriptions in Byzantine notation are more extensive,

7 See for example (Andrikos & Papadopoulos, 2021; Apostolopoulos & Kalaitzidis, 2019; Bardakel, 1993; Kalaitzidis, 2012).
8 This is also stated in the dissertation thesis of the author of this article (Chaldaeaki, 2022a).
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since some pieces are transcribed more than once, and there are also some that could not be
recognized because they didn’t have any titles. In Table 1, each transcription is listed with the
first lines of the lyrics or a short title, depending on the information found in the documents.
Accordingly, the table gives the name of the composer, the makam, the usul and the genre, if the
former were noted on the testimonies. There is also a brief reference to the archive box where
each transcription can be found is referred there. The information given for each composition,
either in Table 1 or in one of the other tables, is that found in the archival finds, indicating that
there were no additions or corrections have been made to this data.

2. Songs and instrumental pieces of Ottoman Turkish music, handwritten in staff notation.
The handwritten transcriptions of Ottoman Turkish music in staff notation are among the most
found in Kamarados’s archive since 360 compositions could be cataloged. Again, the number of
relevant transcriptions in the archive is higher, since there were also some untitled compositions
that could not be processed at the moment, and compositions that were written down more than
once. The handwritten compositions in staff notation belong to the following genres: beste, kan-
to, mars, mazurka, pesrev, pesrev karapatak, polka, semai, sarki, taksim. Also in these cases, most
of the composers are mostly contemporary to Kamarados’s age, since the names that could be
found are: Abdi Efendi, Ahmet Aga, Ahmet Rasim Bey, Arabzade, Arsak Efendi, Asdik Aga, Bekir
Efendi, Benli Hasan Aga, Cerrah Pasa, Corci, COmlekcizade Petros, Dede Efendi, Dilhayat Kalfa
Hanim, Esad Bey, Hac1 Emin Bey, Hac1 Faik Bey, Hac1 Kirami Efendi, Hamza, Hasan Refik Bey,
Hasim Bey, Hidir Aga, Hristo Efendi, K. A. Psachos, Kampos Naziresi, Kantemir, Kanuni Omer
Efendi, Kapril Efendi, Kara Ismail Aga, Kazasker Mustafa Efendi, Kemani Mehmet, Kemani Riza
Efendi, Kemani Serkis Efendi, Kemani Tatyos Efendi, Kemenceci Vasilaki, Klarinetci Ibrahim
Bey, Latif Aga, Lavtac1 Anton, Lavtac1 Hristo, Leon Hanciyan, Mergar Melik, Mevlehane, Mustafa
Resit Bey, Miimin Aga, Nikogos Aga, Nikolaki Kemenceci, Numan Aga, Osman Bey, Paitar, Rasim
Bey, Rasit Efendi, Rifat Bey, Rum Papaz, Sadik Aga, Sultan Selim, Suphi Seher, Sair Efendi, Sakir
Aga, Serif Icli, Sevki Bey, Tabi Mustafa Efendi, Tanburi Cemil Bey, Tanburi Isak, Tatar Giimiis
Gerdan, Yorgaki, Yusuf Pasa, Zaharya Hanende, and Zeki Mehmet Aga.

This context can be found in Table 2 of this article’s Appendix 2. As before, each composition
is listed according to the title given in the transcriptions or the first lines of the lyrics, indicating
the composer, makam, usul, genre if possible, and the file where they can be found. If the lyrics
or titles of the compositions were given in Karamanlidika, or if the transcription was accompa-
nied by an additional paper with the lyrics handwritten in Karamanlidika, these first lines of the
lyrics or titles are also given in this language in Table 2.

3. Lyrics of Ottoman Turkish music compositions in Karamanlidika.

These are just a few pages of handwritten lyrics of Ottoman Turkish songs in Karamanlidika
found in the box described above. Please note that such pages were also found in most of the
publications of Ottoman Turkish music scores, as described above. Therefore, the pages found in
this box may have been overlooked in some of these publications. The pages with lyrics in Kara-
manlidika found inside the editions are referred to in Table 2 and Table 4, as described in the cor-
responding sections of this article. Here, we refer only to the pages found in the aforementioned
box with only lyrics in Karamanlidika, and some pages that could be found in other boxes, not
accompanying any transcription of Ottoman Turkish music.

In Table 3 of Appendix 2, the lyrics of the songs found in this box are listed in alphabetical
order, with the relevant information as before (composer/lyricist, makam, usul, genre, box in the
archive). The titles of the songs are also given in Turkish, transcribed by the author of this study,
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in order to facilitate the categorization of this material. A total of 32 compositions are listed in Ta-
ble 3 and attributed to the musicians: Abdi Efendi, Asdik Aga, Baha Bey, Civan Aga, Dede Efendi,
Galip Bey, Giriftzen Asim Bey, Hac1 Arif Bey, Hac1 Faik Bey, Hac1 Emin Bey, Haci Kirami Efendi,
Hasim Bey, K. A. Psachos, Kanuni Garbis Efendi, Kazasker Mustafa izzet Efendi, Kemani Ali Aga,
Lavtaci Hristo, Mahmut Celaleddin Pasa, Neyzen Riza Bey, Riza Bey, Suyolcuzade Salih Efendi,
and Sevki Bey.

4. Publications of Ottoman Turkish music in staff notation.

These are editions that were published around the time when Kamarados lived in Istanbul. As
described above, this published material mainly concerns the editions of independent songs and
instrumental pieces. Most of the scores were printed in Armenian printing houses. Some of them
were published by the journal Malumat. They were all printed in Istanbul, but in most cases the
year of publication is not indicated. In a few scores, the years 1292, 1313, 1315, 1858, 1863, 1894 are
noted, indicating that some publications used the Islamic calendar, while others used the Gre-
gorian calendar. Furthermore, most of the transcriptions are marked as signed (“autographié™)
or printed (“grave”) by Haci Emin Bey, some by Abdiilkadir Bey and Selim Damassian [sic]. The
majority of these scores are harmonized by Callisto Guatelli, some by Zati Bey and Merker Melik
Efendi. Some scores are Ottoman Turkish music pieces arranged for piano, in this case by D.
Cuhaciyan and printed by K. Zartarian.

The cover of each edition refers to the title of the piece, the composer, as well as the makam,
usul and genre of the piece. The cover title would be a description of the song with the previous
information, for example “Sarki hicazkar, Usul senkin semai, Civan Aga”, or the first lines of the
song’s lyrics with some information, such as “Seb midir bu ya sevad-1 ah-1 pinharum nudir, Sarki
Imam evvel Mustafa Efendi” or “Balikct mazurkast” (see Images 1-3 respectively in Appendix 1).
The lyrics of the vocal pieces are printed on the back cover of the editions. Most of these publi-
cations are bilingual, in Ottoman Turkish and Armenian, some only in Armenian, and a few in
Ottoman Turkish and French. Most of the editions also include handwritten transliterations in
Karamanlidika of all these data, and sometimes translations in Greek, as it will be described
below.

The musical genres to which these printed compositions belong are: beste, kanto, kar, mars,
mazurka, naks, pesrev, semai, sirto, sarki & taksim and a few cases of dagi, hora, ninni & zeybek
havasi. Table 4 contains a catalog of all the published songs and instrumental pieces in staff
notation documented in Kamarados’s archive. In particular, 374 compositions are listed in Table
4. It should be noted that in a few cases some editions were found in more than one copy in the
archive. Also, in some case, the first lines of the lyrics of the song are also given in Karaman-
lidika. This is for the cases that the lyrics were also found within the editions in handwritten
papers in Karamanlidika. The compositions are attributed to the following musicians: Abdullah
Bey, Abdi Efendi, Ahmet Arif Bey, Ali Efendi, Ali Riza Efendi, Ali Salahi Bey, Arabi, Asdik Aga,
Baha Bey, Balik¢1 Hafiz Mehmet Efendi, Baytar Aga, Bekir Aga, Beni Hiiseyin Aga, C. Carikio-
poulos, Civan Aga, Culhayan Kirkor Efendi, Dede Efendi, Dellalzade Ismail Efendi, Dervis Re-
ceb, Dihran Tchohadjian, Dilhayat Kalda, Edhem Efendi, Ekrem Bey, Emin Aga, Eyyubi Mehmet
Efendi, Eyyubi Baha Bey, Farabi, Giriftzen Asim Bey, Hac1 Arif Bey, Hac1 Emin Bey, Hac1 Faik
Bey, Hafiz Ayni Efendi, Hafiz Efendi, Haham, Halim Bey, Hamza, Hazar Aga, Hisarli1 Ali Bey,
Hasim Bey, Hoca, Hristo Efendi, Ibrahim Bey, Ismail Hakk: Bey, itri Mustafa Efendi, Izzet Bey,
Kabrel Aga, Kantemirzade, Kanuni Edhem Efendi, Kanuni Mehmet Bey, Kanuni Omer Efendi,
Kemani Ali Aga, Kemani Mehmet Efendi, Kemani Riza Efendi, Kemani Tatyos Efendi, Kemenceci
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Vasilaki, Kipt1 Hasan, Kipt1 Ibrahim, Kémiirciizade Hafiz Mehmet Efendi, Latif Efendi, Lavtaci
Anton Efendi, Lavtaci Hristo, Lemi Bey, Leon Hanciyan, Mahmut Celaleddin Pasa, Mahmut Ce-
mil Bey, Markar Aga, Medeni Aziz Efendi, Mehmet Efendi, Mergar Melik, Mevlevi, Mir Cemil,
Misak, Mustafa Efendi, Nabi Mehmet Efendi, Necib Pasa, Neyzen Riza Bey, Nikogos Aga, Numan
Aga, Osman Bey, Riza Bey, Rifat Bey, Sadullah Aga, Sabri Bey, Selanikli Ahmet Bey, Selanikli
Tevfik Efendi, Salim Bey, Serkis Aga, Sultan Beyazid, Sultan Mahmut, Sultanzade, Suyolcuzade
Salih Efendi, Said Bey, Sakir Aga, Sevket Bey, Sevki Bey, Tanburi Ali Efendi, Tanburi Cemil Bey,
Tanburi Emin, Tanburi Isak Efendi, Tanburi Mustafa Aga, Tatar Giimiis Gerdan, Udi Afet Efendi,
Udi Hafiz Cemil Efendi, Usta Nikolaki, Usta Yanni, Usta Yorgaki, Vardakosta Ahmet Aga, Wadia
Sabra, Yusuf Pasa, Zahriye, and Zekki Mehmet Aga.

Kamarados’s possession of all these particular editions is very interesting and sheds light
on his relationship with Ottoman Turkish music. It seems that he was well informed about the
material related to the particular musical genre, as it is presented in these testimonies, which are
indeed contemporary to his time. His interaction with all these publications is vivid: almost all of
them bear handwritten notes. These notes are transliterations or translations of the information
about the musical pieces and their lyrics from Ottoman Turkish to Karamanlidika and Greek, as
mentioned above. This means that the lyrics which are given below the scores and as a whole on
the back of each edition, have been transliterated from Ottoman Turkish to Karamanlidika (see
Image 4 in Appendix 1), while on the cover of each publication we find descriptions of the piece
or pieces it contains, handwritten in Greek and Karamanlidika. These writings include the title,
composer, makam and usul. For example: “X4PKI XOYZAM toi Nikoyol Ayd. Né itoovv vauledéorv
moilé. EuelomoniOn mapc tod wepiphiuov Alelay Epévon tod émideyouévov Keuovi Ayd.” (see Image 5 in
Appendix 1). Furthermore, in a few cases, we find handwritten pages with the lyrics of the songs
transliterated in Karamanlidika (see Image 6 in Appendix 1) attached to these editions, such as
the ones described above that were found in an another box of Kamarados’s archive.

Conclusion

The testimonies related to Ottoman Turkish music in Nilevs Kamarados’s archive are important
for many reasons. First of all, they provide us with a lot of evidence about the relationship be-
tween Ottoman Greeks with Ottoman Turkish musicians and about Ottoman Turkish music in
general. Of course, it is a fact that these musical intercommunal relations existed. Nevertheless,
personal musical archives, such as those of Kamarados and Psachos, offer distinctive perspec-
tives and official data for further research. Kamarados’s extensive collection of published scores
of Ottoman Turkish music in staff notation is the only relevant one known to date. This collec-
tion contributes to the understanding of the sources from which Ottoman Greeks were informed
about Ottoman Turkish music, especially the compositions which they later transnotated into
Byzantine notation.

In fact, the data presented in the catalogs of the Appendix of this article can lead to many
more studies. For example, are the compositions transcribed in Byzantine notation also found
in the published scores in staff notation? And if so, does this mean that these editions were the
sources of information for the particular transcriptions to be inscribed? What is the relationship
between the handwritten compositions in staff and Byzantine notation? Are the same songs and
instrumental pieces transcribed in both notational systems and why? Furthermore, comparative
studies could be conducted for the musical transcriptions in staff and Byzantine notation, pub-
lished or handwritten, to determine if they are the same. These studies could help researchers
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understand if the transcriptions in Byzantine notation are copies of those in staff notation, or
vice versa, or if they are different transcriptions of the same compositions.

Lastly, the evidence in Karamanlidika and Greek from Kamarados’s archive leads to the fol-
lowing thoughts: Kamarados should definitely have had a knowledge of the Ottoman Turkish
language, since he was an Ottoman Greek. But his understanding of this language may not have
been sufficient, so that he needed these notes to help him study the scores. Moreover, even if he
was fluent in the Ottoman Turkish language, since Greek was his mother tongue, his notes would
certainly have been in Greek. On the other hand, the most profound assumption regarding the
inscriptions in Karamanlidika and Greek is that the scores of Ottoman Turkish music were in-
tended to be used by people in Greece, who naturally needed these auxiliary notes®.

In conclusion, this study has attempted to bring new facts to bear on current archival studies
in Musicology, particularty on Ottoman Turkish music as perceived by Greek Ottomans and on
the musical intercommunal relations of the late Ottoman Empire. It is hoped that the evidence
presented here will lead to furher related research.
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APPENDIX 1
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Image 1. A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library
of Greece “Lilian Boudouri”.



102 Evangelia Chaldaeaki, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 91-137

. EAPK) o MATE 4 smnsmpilos R o B
: s Sl . i zr/a‘“z‘ . V%&/' 1
%y "/IVM#-fyA 3

s

y 220N \/ ,.
',.f\é\)ﬁ, 4

Ly X Kewvory
a.")m?u .6}70

07://&;:6"\ (‘?ﬂ
A

Image 2. A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library
of Greece “Lilian Boudouri”.
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Image 3. A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library
of Greece “Lilian Boudouri”.
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Image 4. A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library
of Greece “Lilian Boudouri”.
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Image 5. A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library
of Greece “Lilian Boudouri”.
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Image 5. Page with lyrics of Ottoman Turkish music in Karamanlidika, found inside a relevant publication in Kamarados’s Archive ©
Kamarados’s Archive, Greek Music Archive, Music Library of Greece “Lilian Boudouri”.
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APPENDIX 2

Table 1. Compositions of Ottoman Turkish music in Byzantine notation, from Kamarados’s archive

NO. FIRST LINE OF THE LYRICS COMPOSER MAKAM USUL GENRE FILE
1. Ah padisahim saye-yi liitfunda Kammi Dimitrios evig Song BM1'
diinya oldu sad olasin Voulgaris

Ay mod ooy cayleyi AoLTeovvaa
dovvyid oAdov oot oraGiv

2. Ahteri degil periya var zideya alma nihavend Sarka BAP
yalvarayim
Aytepl vigih mepid Pop dnviend dipa
ywipapayip

3. Asumane ¢1kt1 ahum gel benim ey suzinak sofyan Sarku BM3

yiizii mahim
Acovpave Timti oyin yred mevin &
ywoulov poyip

4. Askinla terakki ediyor ah ii eninim Bogos Efendi kiirdili curcuna Sarka BAP
Aockivie Tepuki 1iy10p ay100 evivip hicazkar

5. Bin yasasin Sultan Hamid Han BM1
ITw ywoodonyv Zovitav Xopit Xav

6. Bin yasasm Sultan Mehmet Regat polychronismos BMI1
Han
ITw yiasdeovv Zovitav Meypét Pecd
Ko

7. Bin vasasm Sultan Mehmet Nilevs hicaz polychronismos BM]1
Vahideddin Han Kamarados
ITv yiosdeovv ZovAtdy Meypét
Baydediv yov

8. Binler yasa Sultan Abdiil Hamit Han hicazkar Song BM1
raz efendimiz
ITwviép o6a Zovitav Antovi Xapit
Xov poii epevenuil

9. Bir esmere goniil verdim firakila saba sofyan Sarki BM3
zalim oldum
ITip ecué yKiouvovh Bepdip grpokivia

Cath oASovpL
10. Bu dehrin germ ii serdinden goniil ugsak cifte Sarku BM3
biktim sofyan

Mrmov deypiv ykeplL 100 Gepdidév
YKLOVOUA LTKTILL

11. Bu goniil ne giilde ne giilsendedir San Onnik kiirdili aksak Tarki BM3 &
TTov YK10VI00A VE YKIOVDABE VE YKI00A hicazkar BAP
GeVHESIP

12. Desme dag-1 sine-i suzanimi Hac1 Arif Bey kiirdili tirk aksak  Sarka BAP
Agopé daiun cwvél covlavnp hicazkar

13. Dili sevdazede daim askina bil Hac1 Arif Bey hicazkar yiriik Kanto BM3
baglayacak semal
AWM oePod (gdf Suip aokive mek
mayAoyialdk

! The acronyms apply to the following boxes from Kamarados’s archive: BM1=Atdgopa dopata oe Polavivi onpeoypagio 1-20,
BM2=Aagopa dopato oe Bolavtvy onuewoypooic 21-71, BM3= Adpopa dopata oe fulaviwn onueoypogic 71-, BAP=Buloaviwm
onueoypapio, apaPonepoikd LELOC, TOAVYPOVIGHOL.
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14.

16.

17.

18.
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Dinle soziim ey bi-bedel erken olmaz

Acgivé colodp €1 1 TedEN epkév oANal
Ey giilnihal-1 isvebaz asub-1 can ii
sive-saz

"E1 yKiovA-viydi 16 fendl acoim 6Lav
ov o€ oad

Ey hiidavend senki pahi ettin hayati
ademe

"E1 youdaféve oevit moyi 1Tdiv yaryoTn)
Qe

Ey seh-i milk-i hiisn i ey meh-i evc-i
an

‘E1 ogyi péhi yovovoo € oeyl vef
tCipav

Ey seyhiidavend se sipahi ettin
hayat1

"E1 oetyo0 Sufévd cev xamayi 1riv
yoyot

Haci Arif Bey

Georgios
Violakis

mahur

rast

hiiseyni

hiiseyni

dityek
tlirk aksak

aksak

semai

aksak
semai

sarki

sarki

polychronismos

Semai

Ode

BM3

BAP

BM1

BM1

BM1

19.

Firkatin aldi biitiin nesve-i tab'im bu
gece

Deprotiv ahdi moTiobv vesfér tamip
oL YKeSLE

hicaz

agr aksak

Sarka

BAP

20.

21.

Giil ruhleri rengi alms anim nuri
safaktan

Tko0A pouyhept) pevykl gALig avip
volpl GAQUKTAV

Has eyler bu bezme el kirarsim sen
belki bir tel

Xog gilép mov meCué ek Kipapow cev
MEAKL TP TEA

beyati

semai

Sarki

BM1

BM3

22.

23.

24,

Her zahm-1 onulur sinedeki yar
onulmaz

Xep Cayip ovovdovp civedekt yiops
OVOLALAL
istakin pek ziyandm elde

Iotiaxnv mek Qv ehdé
Kurulsun bezm-i isret sakiya
peymaneler dénsiin

Kovpovicovy el 16pET caKiyd
mEIHOVELEP devooDV

Mehmet Nuri
Efendi

Riza Bey

Bimen Sen

kiirdili
hicazkar

kiirdili
hicazkar
kiirdili
hicazkar

tlirk aksak

aksak

yiirtik
aksak
semai

sarki

sarki

sarki

BAP

BAP

BAP

26.

27.

28.

29.

Merami andelibin vash-1 giildiir
Mepapi avéers mv Buchi ykiovAdovp
yKovohAdovp

Miijde yesillendi yine giilistan
MouldE yeo1hevdl yive yKIovMGTAY
Miistak-1 cemalin gece giindiiz dil-i
sevda

Movetaxt gLy YK108LE
yK1ovvéonl

Nar- askin yakt beni degismem
cihana seni

Nopi ookl yuak mevi deicpép tluyave
cevi

Padisahi adalet perver sehinsah-1
giizel

TTonicoynu aduakét tepPent oeyiv caymn

Rifat Bey

Dede Efendi

Nilevs
Kamarados

sofyan

ussak

suzinak

rast

hicaz

hicazkar

zarbeyin

semai

cifte
sofyan

sarki

sarki

Beste

Sarka

Song

BM3

BM3

BM3

BM3

BM3
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30. Parlaym cesii giizel cehrede ermelim hiiseyni agir Sarky BM3
Tophayiv 6ecol yrkiou(EA dleypede curcuna
epHLEAipL
31. Parlavin cesii giizel cehrede nuri Semai BM1
ermelim
TTophayiv 8lecol yrkiovléh toeypedé
voDpt gpUEAipL
32.  Parhyor fikrim o parlak gozlere Kanuni Artaki kiirdili aksak Sarki BM3
baktikca ben Efendi hicazkar
TTophidyrop @ikpip o mopidk yrioliepé
TOKTIL
33.  Pesrev Benli Hasan Afa rast sakil & Pesrev BAP
Poot pokaunvody nectpée agir cenber
34. Pesrev rast aksak Pesrev BAP
Poot poxapnviay nectpég GelLoiot) semai
35. Pesrev rast agir aksak  Pesrev BAP
Poot pokaunvady necTéQ ogloio) semai
36. Pesrev rast agir cenber Pesrev BAP
Poot mectepn
37. Pesrev Kemani Tatyos rast hafif Pegrev BAP
11eGpép pocT Efendi
38. Pesrev semai rast aksak Pesrev BAP
Ilectpéo oepoion semai
39.  Rusen ol celali saltanat ile de aliye Song BM1
hivcullah
Povacdy oA tlehal) coATovat 1A£ dep
oA ymPBE ovAAGy
40. Sanmayin maziyi der-hatir ederken = Haci Kerami hicazkar frengifer Beste BAP
aglarim Efendi kiirdi
Tavuoyw poliyi dep yotnp 18éprv
oyAapi
41. Seni gérmek seni sevmek giizelim Asdik Aga kiirdili aksak Sarki BAP
Tevi yriopuék oevi ogBuék yrionfEan hicazkar
42.  Sevdicegim asikim aglatir aman hiiseyini sofyan Sarki BM3
Tov Sirleyip ool ayAédip apdv agiran
43. Taksim Nilevs ugsak Taksim BM3
Ta&in Kamarados
44. Taksim ugsak Taksim BM3
45. Toa&ip ovsdx
46. Trabzonlu kizlan Tirkii BM2
Tpamoviaviov KiGiapol yio movi
doplovlAapoi ve yog YKEASOL Sedovidp
47. Zevkim hevesim hep sen ile piir-rlem hiiseyni sengin Sarky BAP
_olsun semai

ZePxip yePecip yem oev 1AE movp AN '

oAGOLY
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Table 2. Compositions of Ottoman Turkish music in staff notation, from Kamarados’s archive

NO. FIRST LINE OF THE LYRICS COMPOSER MAKAM USUL GENRE FILE

1. Acem asiran acem asgiran  2/4 SM3*
Mokdp atlép aoipay

2. Ah felek yiktin dil-i nasadim Leon Hanciyan  hicaz agr aksak  sarki SM2
Deréa YTy 8iA1 ama sy

3. Ah ne rusen oldu génliim ¢iinki gérdiim Bekir Efendi hicazkar sengin sarky SM1
gozlerin semai

4. Ahteri diiskiin garib-i asik-1 avareyim nihavend sarky SM1
Aytepar dovoKloOY Kopim

5. Aglama ey asik-1 mihnetzede gel yaniuma Haci Faik Bey hiiseyni agwr diiyek  sarka SM4

6.  Arazbar arazbar SM1
Palnap

7. Arzun neise agah et beni rast 2/4 sarki SM4

8. Bak ne hale koydu bu baht sivah Rifat Bey hicaz 9/4 sarki SM4

9. Benli Hasan Aga, usul sakil Benli Hasan rast sakil SM1
Ilevin Xoodv Ad, 0vGo0A GUKIOUA Afa

10. Beste hiiseyni muhammes beste SM3

11. Bestenigar bestenigar SM1
Tlectavikidp

12. Bestenigar bestenigar  5/8 SM3
Tlectevikidp

13. Beyati beyati SM1
Tleywti epocév

14. Beyati beyati zarb-1 feth SM1
Tleywoti metpéa

15. Beyati araban beyati SM3
Ileywoti opomdy araban

16. Bin yasasimn Abdiil Hamit Han SM2
IIw yiocdcty Antodh Xapit Xav

17.  Bir dame diisiirdii ki beni baht-1 siyahim SM4

18.  Bir goriiste ey peri yandim sana Kapril Efendi hiiseyni devri hindi  sark: SM4

19. Bir giili ranaya goniil baglad1 Haci Emin Bey  hiizzam dityek sarki SM2
ITip yiwovAl pavoyld KlovioOA mTayAodin

20.  Bir kerre n'olur suh-i senim ah tenim olsan Rasim Bey hicaz 10/16 sarki SM4

21. Bir yana egdir fes'in ey nev-civan Nikogos Aga hiiseyni aksak sarks SM3

22.  Bu zan hicriyar ussak sarki SM1
Tlov Zapr} ;ndlpnyiap

23.  Biilbiil pesrevi dityek pesrev SM4
TTovAmovA

24. Buselik buselik SM4
ITovoeAi

25. CamA askmn i¢tim oldum derd-nak suzinak sarki SM2
Tlapov ackiv 1totik 0dovp depdn) vak

26. Cam la'lin sun pey-a pey hatir1 mestane  Zaharya ussak beste SM2
yap Handende
Ay Caperaiiv covcovy meyld mél fal

27.  Camm bu gidene hicaz sarky SM1

Alavip mov K1deveé

2 The acronyms apply to the following boxes from Kamarados’s archive: SMI1=Xepodypugo povcikiic oe mevidypaupo 1,
SM2=Xepdypapo povoikic oe mevidypappo 2, SM3=Xepdypago povoikng oe mevidypappo 3, SM4=Xepoypouoa [LoVCIKIS CE
TEVTAYpaLLo 4.
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28. Cennetmekan Sultan Selim Han Sultan Selim peseninde pesrev SM3
hazretlerin, Cadiyetlerinden kemani
Dilhayat Kalfanin kiz pesrevidir peseninde
makamindadir
AleveTleKidy GOVATAV GEAILL yov
yolpethepumyv tlodryehepviéy Kepdv S

FOYLAK KoAQoviv

29. Cesm-i mahmur-i siyahin siizme Abdi Efendi evig agw aksak  sarka SM2
Toéow poypovpt croyi crovlue

30. Cesm-i mahmurun sebeptir nale vii Asdik Aga hicaz 9/4 sarky SM4
feryadima

31. Daglar acti ates-i askin dili nasadima Hasim Bey bestenigar sarki SM1

32. Devr-ilalinde bas egmem bade-I giil-fame  Haci Faik Bey aksak sarks SM1
ben
AEBpL MOAVEE Tog eALEYE TOOEYL YKOVA Quué
eV

33. Dil-riibasm sevdigim yoktur nazirin bi-riya Ahmet Rasim hiiseyni devrihindi  sark: SM4

Bey

34. Dil yaresini andiracak yare bulunmaz hicaz sarky SM1
ALA Y10peGIVE

35. Diigah usul feth diigah feth SM1
Aovkidy 00GOVA QuyTE

36. Diisse ziilfiinden arak ruhsar-1 canan Cerrah Pasa hicaz muhammes beste SM3
iistiine

37. Diistiim yine bir afet-i meshur-i cihana ussak sarki SM1
Aovetodp Kvé mp

38. Evi¢cmwak evig 1rak SM1
Epitlapax

39. Ey cesm-i ahu hicr ile tenhalara saldin beni hicaz dityek beste SM3

40. Ey Kerem furman rast sarky SM1
"E1kepép @epuiv

41.  Ey suh-i cefa-pise birak vaz-1 cefayl SM2

42.  Fasl hicaz karapak hicaz pesrev SM3

karapatak

43. Ferahfeza ferahfeza diiyek SM1
Daypecd, pepdy eela

44. Ferahnak ferahnak SM1

45. Ferahnak ferahnak SM1
Dipayvar

46.  Gel beni vashnla sad et kil kerem Rifat Bey hiiseyni 9/4 sarki SM4

47.  Gidelim gék boyuna mazutka  SM1
Kndeifp kiok Tovyodve

48. Gonliimii ihya eden giinden giine sensin Klarinetgi hicaz 10/16 kanto SM4
benim Tbrahim Bey

49.  Gonliimiin bais-i girvanhg canan elidi 7/8 SM4

50. Goniiller ugrusu bir yar-1 bi-amamm var Kara Ismail Aga hiiseyni yiiriik beste SM3

semai

51. Gordiigiim giin ruyini ey mehlika Nikogos Aga hiiseyni aksak sarki SM3

52. Giildii ol gonce acilda giiller ussak sarki SM1
K1ovid00 ok kova(E

53. Giilistanda var bir fidan rast 2/4 kanto SM4

54. Hayli demdir ussak 3/4 sarki SM4

55. Hicaz Kemani Mehmet hicaz SM3
XatZal Kepovi Moy iovs

56. Hicaz kanto hicaz tek sofyan  kanto SM4

57. Hicaz hiimayun hicaz SM3
Etld yovpayod hiimayun

58. Hicazkar semai hicazkar semai semal SM1
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59. Hiiseyni hiiseyni cenber SM1
Xovoeivi
60. Hiiseyni asiran htiseyni 4/4 SM3
Mokdp ovGEivi acipav asiran
61. Hiiseyni Kemani Mehmet hiiseyni SM3
Xovoeivi Kepavi MayLovd
62. Hiiseyni hiiseyni hafif SM1
Xovogivi mayitap
63. Hiisniinde varken bu ab ii tabmn Kemani Riza hiiseyni sofyan sarki SM3
Efendi
64. Hiizzam hiizzam SM3
Xovla
65. Hiizzam hiizzam SM1
Xovlap
66. Hiizzam semai hiizzam semai semai SM1
67. Iftihar eyler seninle evc-i eflak-1 sema Sevki Bey mahur diiyek sarki SM1
IpTiydp €ihép cevivie evpal epAdKt GelLd
68. Iltifatin eyledi ihya beni Rifat Bey rast 7/8 sarki SM4
69. Imtihamm dehre cekti hiilkm-i takdir-i ilah  Arsak Efendi hiiseyni yiiriik sarki SM4
aksak &
orta aksak
70. lIptila-y1 derd-i aski var m doktor ¢aresi hicaz 9/8 sarki SM4
71. Isak diigahi pesrev Tanburi Isak diigah pesrev SM1
Iody Sovyrdy mecpie
72. lIstibah etme goziim nuru bana usgsak sarki SM1
Iotimdy £tpe kolovp
73. Kanto Peruzun kanto SM1
Kdvto mepoviovv
74. Kasanemize dogmadi ol mah-1 seb-ara sinkin semai SM3
semai
75. Mandilini al eline polka SM1
Moavdniwn ah eAnve
76. Marcia militaire cantabile, Dedicata a S. A. 2/4 mars SM4
L il Sultano Abdul Hamid Han IT in
occasione dello vittorie in Tenaglie 1898
77. Mars Arab mars SM1
Mopg apdn
78.  Mars Arab eski mars SM1
Muopc opén 6K1
79. Mars Arab kiirdi kiirdi mars SM1
Mopg Apdm Kiovpdod
80. DMars Cezayir mars SM1
Mapc 8CedCaynp
81. Mars Kiirdi mars SM1
Muapc kovpdod
82. Mars Osman Pasa mars SM1
Maopg Oouayv IMocd
83. Mars Osmanive mars SM1
Muapc ocpovié
84. Marsa Hamidiye 4/4 mars SM4
Mapon tov Xopunse
85. Mars Osmaniye 2/4 mars SM4
Midpor Ocuavié
86. Mavi gozliim ne kadar dilber imis suzinak sarki SM1
Mayé xoliovp
87. Mazurka mazutka  SM1

Moadovpko
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88. Meskenim kusge-i zillet olah sam ii seher Kemani Tatyos  hiiseyni 9/4 sarky SM4
Efendi

89. Mevlehane Mevlehane saba SM1
Méhog Tov pePheyove

90. Mey-i lalinle dil mestane olsun Kemani Tatyos  rast 7/8 sarky SM4

Efendi

91. Meyle teskin eyle saki ah1 ates-zarim Haci Faik Bey hicaz 9/4 sarki SM4

92. Mubhayyer ziinbiile muhayyer ziinbiile SM3
Movyoyép LovUTOVAE KOVTIVOVIY ] ]

93. Miiptela-y1 gam olan rahat1 diinya bilmez SM2

94. Miistear, usul muhammes miistear muhammes SM1
Movectadp, 0VGOVA LOVYUILES

95. Miistak-1 cemalin gece giindiiz dil-i seyda Dede Efendi suzinak zarbeyin beste SM2

96. Nahavend nihavend 4/4 SM4
Nayapévt

97. Naz-ii niyaz pesrev saba devri kebir  pesrev SM4
Zomdy LOKOUVEaY TEGPER

98. Neveser neveser 5/8 SM3
Nefecép

99. Nicin ah sevdigim nicin hicaz diiyek sarki SM4

100. Nihavend nihavend 4/4 SM3
Neafévt

101. Nihavend nihavend SM1
Neyapét

102. Nisabiirek nisabtirek SM1
Nnoopipéx

103. Niihiift nithiift SM3
Novyobhot

104. Ol mah-1tab1 acep gisterir mi bana felek Dede Efendi hicaz zencir beste SM3

105. Oli-Rast-EK par Elie rast 2/4 SM3

106. Padisaln adalet perver ¢ifte sofyan SM2
Tlanisayn adorét nepPép

107. Padisalim cok yasa mazurka SM1
Tlomnooyny T6oK Yoo

108. Pek arzu eyler géormeyi canim Rifat Bey hiiseyni agir semai  sarky SM3

109. Perevsan perevsan SM1
Ilepevadv

110. Pesrev hicazkar pestev SM4

111. Pesrev Esad Bey ussak pesrev SM1

112. Pesrev Kantemir rast diiyek pesrev SM3

113. Pesrev Osman Bey ussak pestev SM2

114. Pesrev giilizar hafif pestev SM3

115. Pesrev hicazkar 4/4 pesrev SM3

116. Pesrev rak semai pesrev SM4

117. Pesrev rak cifte sofyan pesrev SM4

118. Pesrev mahur diiyek pesrev SM4

119. Pesrev acem asiran  hafif pesrev SM4
ABZEN aG1paV LOKAUN VAV TEGPED

120. Pesrev acem aksak pestev SM4
ABCEN ao1pay LoKaUnVOaY TEGPEQ GENOIoT) semai

121. Pesrev Sadik Aga acem gifte diiyek  pesrev SM4
ABZEN mOVGEAMK [LOKOVEaY TeGpEp buselik

122. Pesrev Corci arazbar sakil pesrev SM4
Apalmdp poxepvedv Tecpép

123. Pesrev acem asiran pestev SM2

AtCEp aopdv meotpefn
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124. Pesrev Kemani Tatyos  acemasiran muhammes pesrev SM2
Atlép-ocipay mecpepi Efendi

125. Pesrev acem aksak pesrev SM2
Atlén nokapnvedy meGTpEQ GelAioT) semal

126. Pesrev yegah perevsan pesrev SM4
Texudy pokopnvaay Tectpée

127. Pesrev Corci diigah fahte pesrev SM4
Aovyidy, LOKAUNVEaY TeGpED

128. Pesrev dugah aksak pesrev SM4
AovyKidy LaKaUMVOGy TEGPEQ GELLUIGT) semal

129. Pesrev Dilhayat Kalfa evc-ara diiyek pesrev SM4
EBit€ apax pokopvdayv mecpée Hanim

130. Pesrev evc-ara diiyek pesrev SM4
Epitl apdx Hakapnvddy Tecpeo

131. Pesrev evc-ara yiiriik pesrev SM4
EBit€ apax pokopnvedy TecpEéQ GepLaioT) aksak

semai

132. Pesrev evic 1rak pesrev SM1
EBit€ apax mectpépr

133. Pesrev evig 1rak yriik pesrev SM2
Epitc apax pokapnvddy necpéP cepaion aksak

semai

134. Pesrev zavil hafif pesrev SM4
Zofii pokopvddy tectpée

135. Pesrev zavil aksak pesrev SM4
Zofid poxopnvody mecpie Gelloicn

136. Pesrev Tanburi Isak 1sfahan darb-1 fetif  pesrev SM4
Iogaydv lakavedy mecpéo

137. Pesrev Hidir Aga 1sfahan aksak pesrev SM4
Iopoyty pokavTay TECPEQP CENAIoT semai

138. Pesrev karcigar devri kebir  pesrev SM4
Kopdlindp pokapivday necpie

139. Pesrev karcigar aksak pesrev SM4
Kopdltyidp pokavedy meEGPEQ GELAIGN semal

140. Pesrev Omer Efendi karcigar cenber pesrev SM4
Kopdliydp pokauvtdy nectpée

141. Pesrev Tatar Gluimtis mahur 4/4 pesrev SM4
Mayolp pokopndav nectpéo Gerdan

142. Pesrev mahur semai pesrev SM4
Mayolp pokapndav necpée celdicl

143. Pesrev miistear muhammes pesrev SM4
Movotoydp poKopvday mecTpéo

144. Pesrev muhayyer devri kebir  pesrev SM4
Movyayiép COVITOVAE PLOKOUVEEY TEGPER ziinbiile

145. Pesrev Yusuf Pasa nihavend semai pesrev SM4
NoyaPEvt poKaunvIay TEGPEP CELAIoT)

146. Pesrev nihavend devri kebir  pesrev SM4
Noyopn pokopvday necpée

147. Pesrev Numan AZa neveser perevsan pesrev SM4
NePecép pLokapuvddy Tecpep

148. Pesrev Osman Bey nihavend devri kebir  pesrev SM4
Ny ofévt pokounvaay Tecpeép

149. Pesrev Tanburi Osman  nigaburek muhammes pesrev SM4
NIGATOVPEK LOKAVEAY TEGTPED Bey

150. Pesrev nigaburek yiiriik pesrev SM4
NIGUmOVPEK LOKAUIVEAY TECTPEP GENOICT aksak

semai
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151. Pesrev nthiift aksak pesrev SM4
NovyodQT pokapnvedv Tecpép eUaion semai

152. Pesrev Lavtaci Anton nithiift hafif pesrev SM4
Novyob@T PLakoLveay TecPEQ GELOIGT)

153. Pesrev Kampos ussak muhammes pesrev SM4
OvciK LOKOVEAY TEGPEQ Naziresi

154. Pesrev Miimin Aga ussak aksak pesrev SM4
OvGaK LOKALVEAY TEGPEY GELLAIGT) yiiriik

semai

155. Pesrev Tatar Gluimtis beyati muhammes pesrev SM4
Tleyioti|) gpamdy LoKopnvedy Tecpip Gerdan araban

156. Pesrev Tatar Giimiis beyati aksak pesrev SM4
Tleywr) apamdy Lokovday necpép oepoicr] Gerdan araban semai

157. Pesrev Tanburi Isak beyati zartb-1 feth  pesrev SM2
IeyioTi pokaunveay ecTpép

158. Pesrev Tanburi Isak beyati darb-1 fetih  pesrev SM4
Tleyoti) HoKOVEay TeGpEp

159. Pesrev Corci beyati fahte pesrev SM4
TeyioTi poxkopvday Tecpée

160. Pesrev Kanuni Omer beyati yriik pesrev SM4
TleyioTi) mecpe@i Lakaunvoay mecpéo Efendi aksak
ceplaion semai

161. Pesrev pesendide pesrev SM4
Tlecevadép pokavday TEGPER

162. Pesrev ussak pesrev SM2
TlecpéP moraiéy

163. Pesrev rast 4/4 pesrev SM2
Ileopéf poot

164. Pesrev Osman Bey ussak pesrev SM2
TIecpéP ovGak

165. Pesrev hiizzam pesrev SM2
TIecpéP youlapn

166. Pesrev karcigar diiyek pesrev SM2
Ileopée kapdlnyiap

167. Pesrev Sevki Bey karcigar devri kebir  pesrev SM1
Tlecpéo koptlydp

168. Pesrev usgsak 4/4 pesrev SM2
Ileopée ovodx

169. Pesrev beyati zarb-1 feth  pesrev SM1
Tlecpép meywoti

170. Pesrev Osman Bey saba pesrev SM1
Ilecpée cand Ocudv ITé

171. Pesrev hicaz cifte sofyan pesrev SM4
Teopée y165ag

172. Pesrev htimaytin devri kebir  pesrev SM1
TIeGpég youpayovy

173. Pesrev Sevki Bey sehnaz hafif pesrev SM1
Ileopée oeyval movoeiik buselik

174. Pesrev hicaz devri feth pesrev SM1
Ileopép e-Cog Copmoh

175. Pesrev 1sfahan pesrev SM1
Ilecpéot 16ouyay

176. Pesrev mahur pesrev SM1
Ileopépt poyovp

177. Pesrev buselik pesrev SM1
Tlecpépl pnovcerik acipdv asiran
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178. Pesrev hiiseyni perevsan pesrev SM1
Tlecpépt yovceivi kiovAldp

179. Pesrev Numan Aga bestenigar  devri kebir  pesrev SM4
TleoteviyKidp pOKOpUNVEGV TEGPEQ

180. Pesrev bestenigar  remel pesrev SM4
TlecTeEViyKIGp POKOLLLVEAY TEGPED

181. Pesrev Numan Aga bestenigar  devri kebir  pesrev SM2
TlecteviyKidp mectpeen

182. Pesrev nihavend agr aksak  pestev SM2
TleotpéP oepoi veyapéve semai

183. Pesrev acem agiran muhammes pesrev SM1
Tleotpép

184. Pesrev acemasiran muhamimes pesrev SM1
Ileotpéo adlép aonpav

185. Pesrev arazbar muhammes pesrev SM4
Tlectpé apacndp

186. Pesrev karcigar nim sakil pestev SM1
Heotpép kaptlnyidp

187. Pesrev muhayyer diiyek pesrev SM1
TlecTpép povyoyiép

188. Pesrev Osman Bey nihavend devri kebir  pesrev SM2
Tleotpép veyuféve

189. Pesrev nisabur pesrev SM2
IlecTpé vicunodp

190. Pesrev Osman Bey saba devri kebir  pesrev SM1
Tlectpép Oopdy ITév

191. Pesrev Osman Bey usgsak hafif pesrev SM2
Tlectpép ovodk

192. Pesrev Nikolaki ussak agr aksak  pesrev SM2
Ileotpép ovodk oeploi Kemencgeci semai

193. Pesrev rast pesrev SM1
Ileotpéo poot

194. Pesrev Kemani Tatyos  rast hafif pestev SM1 &
Ilectpéo pact Efendi SM2

195. Pesrev Hact Emin Bey  saba hafif diyek pesrev SM2
Tlectpép comd

196. Pesrev Yusuf Aga segah devri kebir  pesrev SM2
Tleotpép oeyridy

197. Pesrev segah zakil pesrev SM1
TlecTpé GeKIGy KAPUTATAK karapatak

198. Pesrev semaisi acemasiran aksak pestev SM1
Ileotpéy oepaiol semai semai

199. Pesrev suzinak devri kebir  pesrev SM1
Tleotpén covlivik

200. Pesrev Mergar Melik suzinak devri kebir  pesrev SM2
TTeoctpép covlIvik KopomaTiK karapatak

201. Pesrev tarz-1 nevin pesrev SM2
Ileotpéo tapln vefiv

202. Pesrev ferahnak zincir pesrev SM1
TlecTpép pepayvik zarbeyin

203. Pesrev ferahnak zarbeyin pestev SM2
IlecTpép pepayvik

204. Pesrev hicaz nim sakil pestev SM1
Tleotpé 116L6L kapumaTdrK karapatak

205. Pesrev Osman Bey hicazkar devri kebir  pesrev SM2

Tleotpég pdtookidap
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206. Pesrev htizzam devri kebir  pesrev SM1
Ilectpée youlap
207. Pesrev hiizzam pesrev SM1
Tlectpép youldp
208. Pesrev hiiseyni hafif pesrev SM1
Ilectpép yovoeivi
209. Pesrev nisabur cifte diivek  pesrev SM2
Ilectpéen vicdmovp
210. Pesrev Osman Bey hicazkar devri kebir  pesrev SM1
Ilectpépr pdlackidp
211. Pesrev buselik aksak pesrev SM4
Tlovoehik pokapnVvedy TecpEQ CEAiol yirtik
semai
212. Pesrev Benli Hasan rast sakil & agir pesrev SM4
Poot pokopnvéayv mectép genber
213. Pesrev rehavi sakil pesrev SM4
Poyafi pokopunvéay necpée
214. Pesrev sazkar semai pesrev SM4
ToyKidp poKapnvaty TEGPEP GELAIOT)
215. Pesrev sazkar zarbeyin pesrev SM4
Zalkidp pokaunvoday necpio
216. Pesrev saba zarb- feth  pesrev SM4
Zamdy Ceplellé pokauvddy TeGpeQ Zemzeme
217. Pesrev Hamza saba diiyek pesrev SM4
Tomdy poxapvddv MePiey. mectp.
218. Pesrev saba yiiriik pesrev SM2
Zomdy LOKApVEay TEGTPER aksak
semai
219. Pesrev Osman Bey saba devri kebir  pesrev SM4
Tomdy LoKapvedv mecpép
220. Pesrev Rum Papaz saba cenber pesrev SM4
Tomdy poKapiveav mecpép
221. Pesrev saba yiiriik pesrev SM4
Zomdy NOKAUVEGY TEGPEQ GELLOIGT aksak
semai
222. Pesrev segah sakil pesrev SM4
Zekidy KOpPUmaTiK LOKAIVOAY TECTPED karapatak
223. Pesrev segah semai pesrev SM4
TeKldy, KOpOmaTaK LOKOUIVIGy mecTpép
GELOToT
224. Pesrev Tanburi Isak sedaraban devri kebir  pesrev SM4
ZeT opandy LOKAUVOGY TEGPEQ
225. Pesrev Numan Aga sevk-efza sakil pesrev SM4
TeOKOV EVGA LOKAUIVOAV TEGPED
226. Pesrev sevk-tarab  muhammes pesrev SM4
ZeKov TUPAT LOKIUNVEAY TEGPEP
227. Pesrev Mustafa Resit sevk-tarab  devrikebir pesrev SM4
228. ZEOKOL TUPAM LOKOVOAV TEGPER Bey
229. Pesrev sevk-tarab aksak pesrev SM4
TEQKOL TOPAT POKOpVEGY TECPEP CENAITT semal
230. Pesrev Arabzade sehnaz hafif pesrev SM4
Zeyval Lakopnvedy Tecpip
231. Pesrev Rasit Efendi sehnaz fahte pesrev SM4
Teyval Lokopveay TecpeéQ
232. Pesrev sehnaz yriik pesrev SM4
Zeyval Lakopivoay Tecpie Gepuict aksak

semai
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233. Pesrev Sakir Aga sehnaz hafif pesrev SM4
Zeyval movceMk Lokavedy mecpipl buselik

234. Pesrev suf buselik  zarb-1 feth  pesrev SM4
T1pT TOVCEAK LOKAUNVOAV TECPED

235. Pesrev suzidil aksak pesrev SM4
Zouvindir poxavody necpio celaicl semai

236. Pesrev suzidil ara diiyek pesrev SM4
Zov{idih apd poxopivedy mecpép

237. Pesrev suzidil ara aksak pesrev SM4
Zov{16ih apd LOKOPUNVOAY TECTPEP GELNICT) semai

238. Pesrev suzidil muhammes pesrev SM4
Zov{bih nakavaay necpio

239. Pesrev suzinak devri kebir  pesrev SM4
Zov{vaK HOKOUVEaY TEGPEQ

240. Pesrev suzinak devri kebir  pesrev SM2
Zovlvak pokaunvaay nectpée

241. Pesrev suzinak yiiriik pesrev SM4
Zovlvak pokaunvady nectpé GeLOicT) aksak

semai

242. Pesrev Kazasker tarz-1 cedid  4/4 pesrev SM4
Topdli Alebit paxapvay tecpée Mustafa Efendi

243. Pesrev tarz-1 cedid  aksak pesrev SM4
Topdli Alebit poxapvady TeEcTpEP GELLioT) semai

244. Pesrev Kemani Riza buselik 4/4 pesrev SM4
Toyilp movcehik pakapvddy Tecpep Efendi

245. Pesrev cargah devri kebir  pesrev SM4
TCoprdy poxopnveday tecpip

246. Pesrev ferahnak aksak pesrev SM4
Depoy VoK LOKAUNVIAY TEGTEQ GELLOIGT) semai

247. Pesrev ferahnak Zencir pesrev SM4
DepoyVAK [LOKAUTVIGY TECTPEP GELOTOT]

248. Pesrev Osman Bey ferahfeza semai pesrev SM4
Depdy 0eld LoKaUNBEY TEGPEQ-GENAIGT

249. Pesrev Zeki Aga ferahfeza diiyek pesrev SM4
Depdy Qela pokapnvday mectpép

250. Pesrev Kemengeci hicazkar pesrev SM2
Xndlookidp kovpdi nectpepi Vasilaki kiirdi

251. Pesrev hicaz cifte sofyan pesrev SM4
X18Lal kKepamatdK HKALVIEY TEGPEQ karapatak

252. Pesrev Serif Igli hicaz hafif pesrev SM4
X16Lal pokopuvoay Tecpip

253. Pesrev hicaz semai pesrev SM4
X8lal Nokapvody necpie Geldicn)

254. Pesrev hicaz aksak pesrev SM4
X16Lal pokopuvadhy TEGPEP CEUAIOT) semai

255. Pesrev Ragit Efendi hicaz fahte pesrev SM4
XLl veibav pokapnviay necpép neyzen

256. Pesrev hicaz semai pesrev SM4
XidLal velldv pokaunvedy Tecpie GeAion) neyzen

257. Pesrev Yusuf Pasa hicaz yiiriik pesrev SM4
X16Lad youpay1o0v pLokapnvedy tecpép hiimayun aksak
GELOioT semai

258. Pesrev hicazkar muhammes pesrev SM4
Xidlaokidp LoaKapnvoay necTpéo

259. Pesrev Omer Efendi hicazkar 4/4 pesrev SM4

X16laoK1ap poKopvaay TecTpéQ
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260. Pesrev hicazkar aksak pesrev SM4
Xidlaokidp LaKapnvoay necTpéo semai
261. Pesrev Osman Bey hicazkar devri kebir  pesrev SM4
XitlaoKidp LoKopveay TecpEQ
262. Pesrev Osman Bey hicazkar aksak pesrev SM4
Xurlaokidp pokopnvody tecpep semai
263. Pesrev Zeki Aga hisar hafif pesrev SM4
Xioap movcehik HoKouvEaY TECPEQ buselik
264. Pesrev hisar yriik pesrev SM4
Xioap movcehik pokapviay TecpEéQ cepaict buselik aksak
semai
265. Pesrev Ahmet Aga hicaz devri kebir  pesrev SM4
X16LaL yrovpaylovy HOKOPIVEaV TEGPEQ hiimayun
266. Pesrev Osman Bey hicaz devri kebir  pesrev SM4
Xl yrovpaylody LKAy TeEGPEQ hiimayun
267. Pesrev Osman Bey hicazkar aksak pesrev SM2
Xutlalxdp pokopnvidy mecTép cepoior) semai
268. Pesrev htizzam aksak pesrev SM2
Xovlap pokopnvody Tecpeo ceplaion semai
269. Pesrev hiizzam fahte pesrev SM4
Xovlap poKopveay TETPER
270. Pesrev hiizzam aksak pesrev SM4
Xovlay Hokopiveay TecpeQ GELLOIGT) semai
271. Pesrev Osman Bey htizzam pesrev SM2
Xovlam mecpefi
272. Pesrev Rasit Efendi hiiseyni diiyek pesrev SM4
Xovoeivi Lakaunvidy necpée
273. Pesrev Suphi Seher hiiseyni muhammes pesrev SM4
Xovoeivi Lokavoay Tecpip
274. Pesrev hiiseyni semai pesrev SM4
Xovoeivi Lakanvody TeGPEQ GELLAIGT)
275. Pesrev hiiseyni yiiriik pesrev SM2
Xovoeivi pokapnviay mecpép cepaion aksak
semai
276. Pesrev Paitar hiiseyni hafif pesrev SM4
Xovogivi jLokapviay Tecpip
277. Pesrev htiseyni hafif pesrev SM2
Xovoeivi meopepi
278. Pesrev beste Comlekcizade 1sfahan zarb- feth  pesrev SM4
I1eGTe 1600y AV LaKaUNVEaY Petros beste
279. Pesrev beste 1sfahan yurtik pesrev SM4
TIeoTé 10Quy Gy HoKAUNVOaV TEGPEQ GENOICT aksak beste
semai
280. Pesrev beyati usul feth beyati feth pesrev SM1
281. Pesrev biilbiil diiyek pesrev SM1
IlecTpép movAmovA
282. Pesrev diigah curcuna diigah curcuna pesrev SM1
283. Pesrev ferahfeza Zeki Mehmet Aganin Zeki Mehmet ferahfeza pesrev SM1
Aga
284. Pesrev saba, usul devri kebir saba devri kebir  pesrev SM1
285. Pesrev semai acem asiran acem asiran  semai pesrev SM1
286. Pesrev semai diigah diigah semai pesrev SM1
287. Pesrev semai saba saba semai pesrev SM1
288. Pesrev semaisi makam hiiseyni hiiseyni semai pesrev SM3
289. Pesrev semaiyi ussak ussak semai pesrev SM1
290. Pesrev suzinak usul devri kebir ~ suzinak devrikebir  pesrev SM1
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291. Pesrev tahir buselik tahir pesrev SM1
buselik

292. Pesrev ussak Osman Bey usgsak hafif pesrev SM1
TlecTpép oVvGaK

293. Pesrev ussak usul diiyek usgsak diiyek pesrev SM1

294. Pesrev ussak, usul muhammes usgsak muhammes pesrev SM1
TIeGpég ovGaK, OVGOVA LLOVYOLES

295. Polka polka SM1
TIoAka

296. Rast SM3
Muoxkdp pact

297. Rast K. A. Psachos rast 9/8 SM3
Poot

298. Rast Tanburi Cemil rast SM3
Poot TCepik Bén Bey

299. Rast Arab 4/4 SM3
Zromdc apafikdc pact

300. Rast kanto Kemani Serkis rast 9/8 kanto SM4

Efendi

301. Saba, usul ¢cenber saba cenber SM1
Tamd, ovcoOh tieumép

302. Sanmaym maziyi der-hatir ederken Haci Kirami hicazkar beste SM2
aglarim Efendin ktirdi

303. Segah segah SM1
Zeywadyn

304. Segah karapatak segah yiiriik karapatak SM1
Ty Kapd moTdK cenber

305. Semai yegah semai semai SM2
Texudy cepoion

306. Semaiyi hilzzam hiizzam semai semai SM1
Zeudy yovldu

307. Semai Yusuf Pasa hicaz semai SM2
Zepdn hiimayun

308. Semai yegah semai semai SM2
Zepdn yekyidy

309. Semai hicaz 5/8 SM2
Xetlal movceiix buselik

310. Semai rast semai SM1
Teud poct

311. Semai Yusuf Pasa hicaz semai semai SM2
Xetldl yovpaylovy GepLdl hiimayun

312. Sengin tarab 1sfahan sengin SM1
Zevki Topdn tarab

313. Sengin ussak ussak sengin SM1
Tevki ovod

314. Severim can ii goniilden seni tersa cicegim hicaz sarki SM1
Zefépnu SCovi] KIoyvovASEY

315. Suzidil suzidil SM1
Zov{idik

316. Suzidil rak suzidil 1rak SM1
Zovlwih apdx

317. Suzinak suzinak SM1
Tovlvak

318. Sarki Latif Aga hicaz 9/8 sarki SM4

319. Sarka ugsak semai sarkl SM4

320. Sarka karcigar sarki SM1

Zapkn paKdp Kaptinyldp
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321. Sarki ferahnak Sair Efendi ferahnak 9/4 sarki SM3
DeAfK YUGPET

322. Sarki hicaz Nikolaki hicaz sarki SM4

323. Sarki hiiseyni Rifat Bey hiiseyni yiiriik sarki SM4

324. Seb-ta-seher akar su gibi caglar aglarim Hasim Bey hicazkar sarki SM1

325. Sehnaz sehnaz 2/2 SM3
Zeyvaln

326. Semdi hiisniin ruyine pervaneyim Yorgaki hiiseyni 9/4 sarki SM4

327. Setaraban set araban devri kebir SM1

328. Sevkinle hayalinde olur nes'e bedidar Rasim Bey hicaz 9/4 sarki SM4

329. Simdi gonliim diistii bir nevres giile Hasan Refik sevk arab sofyan sarkl SM2

Bey

330. Tabi didarmla sahim Lavtaci Hristo sevkefza nemir kebir  sarka SM1

331. Tahir buselik buselik muhammes SM1
Ayfp moveeiik

332. Takat m gelir sevdigim Tabi Mustafa hicaz yiiriik yiiriik SM3

Efendi semai semai

333. Taksim ussak taksim SM2

334. Taksim hicaz taksim SM2
To&ip

335. Taksim evic 1rak taksim SM2
Epitl-opax Ta&yd

336. Taksim 1sfahan taksim SM2
Iopayav Ta&ym

337. Taksim 1sfahan taksim SM2
To&ipn wwoaydy

338. Taksim nihavend taksim SM2
To&ipn voyepét

339. Taksim segah taksim SM2
To&ipn cexidy

340. Taksim saba taksim SM2
Togip

341. Taksim beyati taksim SM2
To&ip meyoti

342. Taksim rast taksim SM1
To&ip poot

343. Taksim saba taksim SM1
Togip comda

344. Taksim hicaz taksim SM1
Tocip yndlad

345. Taksim hicazkar taksim SM1
Togip ydlackidap

346. Taksim htiseyni taksim SM1
Togip yovceivn

347. Taksim hiizzam taksim SM2
Xiwovolap to&yd

348. Taksim Kemani Tatyos  hiizzam taksim SM3
Xiov&ap tagipi Tatoliovv Efendi

349. Taksim hiizzam taksim SM2
Xovlap toyl

350. Taksim hiiseyni taksim SM2
Xovogivi tagii

351. Taksim acem asiran acem agiran taksim SM1
To&ip ablép aonpav

352. Taksim acem sabah taksim SM3

To&ip pokap atlép camayl
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357.

358.

359.
360.
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Taksim beyati

To&ip meyoti

Taksim

To&ip comin TCepii Bén
Taksim hiizzam

Ta&ip youlap

Taksim ussak

Toxoip ovodk

Usul devri feth, 1sfahan

Ovcovk dapm @etiy, NoEAAVT

Yanarak ates ask itre semedercesime
Thovapdk oTTég aok 1T6pE Gelvoepdlecve
Yiiziindiir ciham miinevver eden
Ziimre-i huban icinde pek begendim ben
seni

Tanburi Cemil
Bey

Tanburi Isak
Hristo Efendi
Dede Efendi

Kemani Riza
Efendi

beyati
saba
hiizzam

usgsak

1sfahan
hicazkar

rast
rast

devri feth

9/8
agur aksak

taksim
taksim
taksim

taksim

sarki

sarki
sarki

SM1

SM3

SM1

SM2

SM1

SM2

SM4
SM4
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Table 3. Lyrics of Ottoman Turkish music written in Karamanlidika, from Kamarados’s archive

NO. FIRST LINE OF THE LYRICS COMPOSER MAKAM USUL GENRE BOX

1. Aman ey yar-1 cefa-pise nizar etme beni Neyzen Riza Bey  beyati agr aksak sarki ST
Apav £ yop téepd mog vildp itpe mevi

2. Bak su giizel kiyliiye iste bu kizdn peri Riza Bey hiiseyni curcuna sarki ST
ITak Gov KIOLLEA KLOTAOVYE 1GTE oL KN
TiATepl

3.  Beni sevmis iken evvel cefadan Mahmut nihavend yiiriik semai  sarka CT3
ITevi oePpic 1kév efPER Celaleddin Pasa

4. Cam-11]a'lin sun pey-a pey hatu-1 mestane ussak genber beste SM1
yap
AlapumMoAiv movy meyE neyE ay, yatnpd
HeGTOVE Y1OT

5. Can hasta diisiip siddeti sevda-y1 Baha Bey ussak aksak sarkl ST
serimden
TECav yacTé T0VGOUT GTTETE GEPTa GEPIUTEY

6. Canmim dedigim kastediyor cammma vallah suzinak aksak sarkl ST
TEavnp teTryip tovnud koot ttiyop Paikoy

7.  Desme dag sine-i suzanimi Hac1 Arif Bey hicazkar tiirk aksak sarki ST
Téopa Taiun cvél covlavnur kiirdi

8.  Dilbera ver bize bir cam-1 safa Asdik Aga suzinak aksak sarky ST
Awmépa Bep mié mp Slopi cood

9.  Diigtii génliim sana Kemani Ali Aga  rast agwr dityek sarki CT2
TiovoT00 YKIoVALIOUL GOvd

10. Ey dil ne oldun feryad edersin Civan Aga ussak yiiriik sarki ST
"E1 TIA ve 0ATOU QepYLAT 1TEPCIV curcuna

11. Ey suh-1cihan sevdi seni can Suyolcuzade evic agirlama sarki ST
"E1 covyn tydv ogfti oevi tlav Salih Efendi

12. Feyz-bahs-i can iken aleme sirin sézlerin Lavtac1 Hristo karcigar cifte sofyan  sarki ST
Dy mayic dlov weév okepd mpiv oenliepiv

13. Goniil kurtulmuyor derd ii elemden Kanuni Garbis rast aksak sarki ST
Kiovovi kovptodAjLaylop TEPTL EAEUTEV Efendi

14. Gorsem seni doyunca Dede Efendi rast agir dityek sarki CT2
Emovcép oevi Toyi00viia

15. Giil yiiziinde sebnemi eski gérdiikce ben o Galip Bey hicaz sengin semai  sarki ST
dem
Kio0i yovlovvte oénvelll eokl Kioptovktie
TEV O TER i

16. Hab-gah- yare girdim arz icin ahvalimi Giriftzen Asim rast katakoft ST
Xamkwyn yiopg kiptip opl 1toout ayfoinu)  Bey

17. Has m tedmir eyledik meydan bizim Haci Emin Bey hicazkar sarki CT3
nusret
Xaopn tenpip giretik peitdy mip

18. Hayli dem oldu perestis ettigim pinhandir  Haci Arif Bey nihavend sengin semai  sarki ST
Xdnhe depL 0Ad0OV mepoETE 1TTLYIN TEVYGY S1p

19. Hele ol dilber-i rana arada bir ¢cakiyor hiizzam sarki ST
Pehé oh Tikmepl pova apatd mp 1oToKiop

20. TIstakin pek ziyandr elde Riza Bey hicazkar aksak sarki ST
Ionoknv mex Qv gAeTE kiirdi

* The acronyms apply to the following boxes from Kamarados’s archive: ST=Keijleve aapudtov (EAAVIKG S1HOTIKE Ket

ofopovikd), CT2=Chant Turc 2, CT3=Chant Ture 3, SM1=Xepdypupa Lovoikic o8 mevidypoupo 1.
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21. Mahmur bakisin asika bin liitfa bedeldir K. A. Psachos hicazkar gazel ST
Muoypovp TaKNoNY Aok TyV AoVTQAa ktirdi
TETEATIP

22. Mechur oldum ben bir giile Hagim Bey bestenigar agr aksak sarki CT3
Medlnovp 0ATOOLL TIEV TP YKIOVAE

23. Mehcur olah hayli zamandir o civandan ST
Moydlovp ohoir) o yepdvép o Sopouvday

24. Mey icerken diistii aksin camma Sevki Bey saba aksak sarki ST
METeEPKEY TOVGTOV oKotv TCovnpd ST

25. Padisahi adalet perver sehinsah-1 giizel
ITomiodyn adureTnepPép oepvodyn Kovliéh

26. Sanmayin maziyi der-hatir ederken Haci Kirami hicazkar frengifer beste ST
aglarim Efendi kiirdi
Tavpoyw palny tep-yatip 1T€pkey
ayAdpnu

27. Sen bana va'd visal ettin de zalim Hac1 Arif Bey hiizzam aksak sarki ST
gelmedin
Yev avd BaTn Piodi wetiv me Lo kEALETIV

28. Senin askinla cak oldum Abdi Efendi rast agir dityek sark1 CT2
Yeviv aoKNVAE TGGKL OATOVLL

29. Seb midir bu ya sevad-1 ah1 pinhamm Kazasker Mustafa maye agir aksak sarki ST
midir 1zzet Efendi
Ay GETILTIP TTOL Y10 GEPTA Ty,
movvyavipunmp tlavip

30. Ufadenem ey bi-vefa Dede Efendi rast agir diiyek sarki CT2
Tovgtatein 1 m feed

31. Visala yare goniil sarf1 himmet istermis Haci Faik Bey nihavend zencir beste ST
Biodin y1op€ K1ovoOA oapon YULLET IGTEPHLS

32. Yanarak ates ask icre sem derecesine Sevki Bey SM1

Tlovapdx attés ack 1Tope Gelvoepdlecive
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Table 4. Publications of Ottoman Turkish music in staff notation, from Kamarados’s archive

NO. FIRST LINE OF THE LYRICS COMPOSER MAKAM USUL GENRE FILE

1. Acild1 nev-bahar bir gonce-i giil Sadullah Aga acem agiran aydm sark1 CT4*

2. Aglama ey asik-1 mihnetzede gel Hac1 Faik Bey hiiseyni diyek sarki CT3
yamma

3. Aglatirlar giildiiriirler cesmim yasm Baha Bey rast agirlama sarki CT2
sildirirler
AYAOTpAGP YKIOVATIOUPIOVPAEP TOELTNL
by

4. Ah eyledigim serv-i hwamann icindir 1sfahan yiirik semai  yiiriikk CT2
Ay stkenryip oépprov ynpopoviv semai

5. Ahteri diiskiin garib-i olsun asik-1 Hac1 Arif Bey nihavend agir evfer sarki CT3
avareyim

6. Ahu biya mirzem ahu biya Hoca rast yiiriik semai  naks CT3
Axol myd piplep axov Tyd semai

7. Aldi aklim bir cilvekar Komiirclizade ferahnak agur diiyek sarki CT4

Hafiz Mehmet
Efendi

8. Ald1 génliim bir cefakar Tanburi Tsak 1sfahan evfer sarki CT2
AT yKlovAoOl mip dlepokidp Efendi

9. Alemde sana hicr ile firkat benim olsun Civan Aga hicazkar senkin semai  sarki CT1
Alelde cava yidCpike pipkdrt mevip
OAGOUV

10. Almak dilersen bu dil-riibay1 Rifat Bey rast dityek sarki CT2
AMLaK TIMEPGEV IOV TIA povmayi

11. Aman ey yar-i cefa-pise nizar etme Riza Bey saba az ylrilk agir ~ sarka CT3 &
beni aksak CT4
Apav € y1apt 8lepd moé vilap itpe mevi

12. Amed nesimi subhidem Hamza rast diyek naks CT2
Etpét veoipup covmyoutépn

13. Andelib-i sahn-1 aska giilsenim Dellalzade Ismail rast duyek sarki CT2
Avtehni oévi ookd YKIovAGEVEL Efendi

14. Anlatayium halimi dildare ben Tanburi Ali Efendi  rast curcuna sarki CT2

15. Arabi Arabi tahir dityek sarki CT2

16. Arzdidar eyledi evvel bahar Ali Salahi Bey hiizzam curcuna sarki CT2

17. Agsik olahi sen vare goniil Dede Efendi 1sfahan evfer sarki CT2
AGTK OAUAN TEV Y1PE YKIOVOOA

18. Asik oldum sana ey gonce dehen Tanburi Ali Efendi  suzinak agir aksak sarki CT2

19. Asik oldur kim kilar camn feda Hac1 Arif Bey rast curcuna sarki CT3
cananina
Aok OATIP KL KoAd dlaviiy @eTd
SCovovn

20. Atfetme sakin hancer-I miijganim Kemani Tatyos suzinak sengin semai  sarki CT2
nagah Efendi

21. Ayiplaman beni dostlar sac1 Leylaya Kiptt Tbrahim nihavend 9/8 sarki CT1
bend oldum

22. Bahar oldu ac1l ey vardalim Haci Emin Bey rast diyek sarki CT4

* The acronyms apply to the following boxes from Kamarados’s archive: CT1=Chant Turc 1, CT2=Chant Turc 2,
CT3=Chant Turc 3.
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23. Bak su giizel kiyliiye iste bir kizdwr Riza Bey hiiseyni curcuna sarki CT4
peri
Tlok cov yxkiovleh K10TAYIE 16TE ToL
KnCTp mepi
24. Balikcl mazurkasi Haci Emin Bey mazurka mazurka CT2
25.  Behey zalim ne dersin sen ben aglarken Sevki Bey mahur aksak sark1
26. Ben bu derdin hangi birin séyleyim bevyati 2/4 sarki CT1
27. Benbelikle imtizac etmis tenin Lemi Bey hicazkar agir aksak sarki CT2
28. Beni bigane-i hab etti keder Mahmut Cemil suzinak yiirtik semai  sarki CT3
Bey
29. Beni bizar ederken serzenisler Haci Arif Bey suzinak aksak sarki CT3
30. Beni sevimis iken evvel cefadan Mahmut neveser yiirtik semai  sarki CT1
Celaleddin Pasa
31. Beni terk eyledin ey mah seviyor Ali Salahi Bey acem agiran tiirk aksak sark1 CT2
32. Benim ginliim kald: sende Hac1 Arif Bey nihavend 9/8 sarki CT1
33. Benim halim yaman haldir Markar Aga nihavend 9/8 sarki CT1
34. Beste Bekir Aga evic muhammes beste CT2
35. Beste Dilhayat Kalfa evic remel beste CT2
36. Beste Zahriye 1sfahan cenber beste CT2
37. Beyazdu sine-i safin a camim Eyyubi Baha Bey ferahnak agir dityek sark1 CT4
38. Bezm-iussaka nicin gelmezsin Komiirciizade suzinak sofyan sarki CT3
Hafiz Mehmet
Efendi
39. Bi-nasibim kereminden dehrin Sevki Bey hiiseyni katakoft sarki CT3
40. Bildir ne sucum var bana gonliim niye = Edhem Efendi nihavend sengin semai  sarki CT3
kiiskiin
41. Bilmem kime sekva edeyim derd-i Sevki Bey ugsak aksak sarki CT3
derunum
TTipén kpé oePd rteyipn tépti tepovvin
42. Bilmezdim 6ziim gamzene meftun Ali Efendi nihavend 3/4 yiiriik CT1
imisim ben semai
43. Bilse bir kere o suh hal-1 perisammmz Ahmet Arif Bey rast aksak sarki CT2
44. Bilse bir kerre o suh hal perisanimzi ~ Haci Arif Bey rast evfer sarki CT2
ITihc € mp Kepé 0 GovyL Y i
repreovnunin
45. Bin can ile sevdim seni Osman Bey rast aydin sark1 CT2
ITw oldv 1€ GePrip cevi
46. Bir ay tesrif hiimayun bedar es- 414 beste CT1
sultanat es-seniye
47.  Bir canim var, dogrusu etmem keder Mergar Melik nihavend katakoft sarki CT1
Inp 8Cavip Pap, ToYpovGOL ETUEL KETEP
48.  Bir fedayi milletiz Merdoglu merd Wadia Sabra 4/4 CT1
Osmanhyiz
49. Bir goncaya bir hare nigah eyledi Hac1 Arif Bey karcigar yiirtik semai  sarki CT3
biilbiil
50. Bir goriiste ey peri yandim sana Kabrel Aga hiiseyni devri hindi sarki CT4
51. Bir giild ranaya goniil bagladim Haci Emin Bey hiizzam diiyek sarkl CT3 &
ITip prodil pavayld yKioviobA moyAaTip CT4
52. Bir giizele bende goniil bagladim Nikogos Aga suzinak aksak sofyan  sarki CT4
53. Bir nigah et ne olur halime ey gonca Udi Hafiz Cemil hicaz aksak sarki CT1

dehen

IIp vikidy, €1 ve ohoOp YOAUE €1 YKOVTGE
ViYEV

Efendi
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54. Bir katre icen ¢esmeyi pur huni Sevki Bey beyati agir aksak sarkl CT1
fenadan

55. Bozdunuz ahd ii amamm Hafiz Ayni Efendi  1sfahan evfer sarki CT2
IToAtouvodl aKTL dpovip

56. Bu aksam giin batarken gel Kemani Tatyos usgsak cifte sofyan sark1 CT2

Efendi

57. Budehrin germ ii serdinden Sevki Bey ussak aksak sarki CT3
Iov teypiv Kepél Pe oepTEVTIVTIEY

58. Bu dil diistii sana yarun ah bu dem hiizzam sofyan sarki CT1

59. Bugiin mihri adalet tali oldu ufki C. Carikiopoulos 2/4 CT1
devletden cihanla
Iov ykiovv puypl aduit ToAL 0ASOVD
ovpki SoPAetdev dliydva

60. Bu hiisn ile sen dilbera bir bi-vefa Dede Efendi rast diiyek sarki CT2
cananesin
ITov KIOOGVIAE GE TIATEPGL

61. Bugiin hic bakmadin ey mah yiiziime Mehmet Efendi rast dityek sarkl CT2
ITov ykiobv yitla mokpuatiy £1 Péy,
yovlovpé

62. Bugiin hi¢ bakmadin ey mah yiiziime Nabi Mehmet rast 4/4 sarkl CT2

Efendi

63. Bugiin mihri adalet tali oldu ufki C. Carikiopoulos 2/4 CT1
devletden cihanla

64.  Biilbiil pesrevi dityek pesrev CT1

65. Biiviir eylele rahm seyr-i bahar Rifat Bey usgsak agirlama sark1 CT3
eyleyelim
TTovyo0p TACAES povyodp celpt meydp
stheyehin

66. Canile ben ey dil-riiba Sakir Aga hicazkar agwr dityek sarki CT3

67. Camm senin olsun beni cannn gibi Sevki Bey hicaz aksak sarki CT3
sakla

68. Can-ii dilden sevdim seni yok yalanim hiizzam diiyek sark1 CT1

69. Cigerim paresi gonce bize tesrif edecek  Nikogos Aga hiiseyni diiyek sarki CT4

70. Cekerim cevrini cekmem yine ben Rifat Bey hiizzam aksak sarki CT3
sanmna yuf

71. Cekme elem ii derdini bu dehr-i Haci Arif Bey suzinak aksak sarkl CT3
fenamn

72. Cekmis yiiziine nikab-1 isve Dervis Receb aksak semai semai CT3

naks

73. Cesm-i mesti daima mahmur bakar Sabri Bey sevk-efza aksak sarki CT2

74.  Cok kildi harab dilleri ma'mur nigahm  Dellalzade Ismail segah agwr aksak sarky CT4
Tooxk koAt yopdr TiAepl Hopodp Efendi semai
viyKuoyi

75. Cok mu figamm ol giil-i ziba-hiram evig beste CT2
icin

76. Cok zamandn gelmedin ey nev- Edhem Efendi karcigar aksak sark1 CT3
civanum yanima

77. Dagda tavsanlar uyur Tanburi Cemil Bey 4/4 ninni CT1

78. Dam- efsununla bend ettin dili Sakir Aga bestenigar agir aksak sarki CT4
T eplovvoivie mevt ettiv mevi sofyan

79. Dedim géniil sultan1 aman ey cammin  Dellalzade Ismail ~ suzinak aksak sark1 CT4
can Efendi

80. Degilsem de sana layik efendim ~ Numan Aga ~ saba agwr sofyan sarki CT3
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81. Derd mend-i ask bi-derdi nemidaned ki rast devri hindi beste CT2
cist
Teptipevti acki mtepti pettavét Kitoiot

82. Derdi sevdalarina yine azardeyi candir  Edhem Efendi hicaz tiirk aksak sarki CT1
biitiin

83. Dil bi-care senin icin Mahmut Cellaledin 1sfahan 7/4 sarki CT2

Pasa

84. Dil pesendim rahbet etmez servete Edhem Efendi ugsak devri hindi sarki CT1
Tukmecevtiy paynét etnél cepPeté

85. Dil verdim ol giil- gonce izare Nikogos Aga ferahnak aksak semai sarki CT4

86. Dil varesini andiracak vare bulunmaz  Sevki Bey hicaz aksak sarki CT3

87. Dilbera ver bize bir cam-1 safa Asdik Aga suzinak aksak sarki CT2

88. Dildade oldum bir dilistane Haci Emin Bey hiiseyni diityek sarki CT4

89. Dinle akhn var ise pir-i muganin Hac1 Arif Bey karcigar agwr aksak sarki CT3
pendini

90. Dinle soziim ey dil ruban Usta Yanni acem agiran agirlama sarki CT4

91. Diyemem sine-i berraki semenden Dede Efendi neveser yiirtik semai  semai CT2
gibidir

92. Doktor ne iciin nabzimi aldin ele séyle  Sevki Bey hicaz aksak sarki CT3

93. Diker kakiilleri siinbiil Kabrel Aga hiiseyni dityek sarki CT4

94. Diin gece riiyada gordiim yarimi Hac1 Arif Bey nihavend aksak sarki CT3

95. Diigeyim der iken eyvah vefalisina Neyzen Riza Bey  hicaz agwr aksak sarki CT4
Twovcéy tep kév giPdy Peoainonvd

96. Diigsme ey asik hayale yagma yok Hac1 Arif Bey 1sfahan karakoft sarki CT2
Z100 £ £1 gOTK YoyLoAl YoyLdL Y10K

97. Diistii gonlilm sana simdi ey peri Kemani Ali Afa rast agwr diiyek sarki CT2

98. Diistii gonliim vandi nare Sakir Aga 1sfahan agr evfer sarki CT2
T1ov6TI00 YKIOVIOUA Y1IOVTE VAPE

99. Efem simdi eller sevzine kadi Hisarl1 Ali Bey muhayyer cifte sofyan sarki CT2
‘Epep olun sArép oevlvé Kavte

100. Ehinnu sevkan ile diyari Hoca rast diiyek karnaks CT3
Oyolvvou GEfKN 1AL Tiylopl Askijtov oiya
SCelbAL G1OVApLA

101. Ehli dil isen kendine zevk eyle cefayl Hac1 Arif Bey rast devri hindi sarki CT2 &
"EyM 1k 10€v kevve CEPx elAE dleoayl CT3

102. El erdirmek visal yare pek giic Civan Aga hicazkar diiyek sarki CT2

103. Erissin kaddi dildarm 1sfahan evsat dag1 CT2
Ipiooovy katn TikTopiv

104. Evlilik basa bela bir biiyiik bar bir Udi Afet Efendi ugsak curcuna sarki CT2
kiiciik

105. Esti nesim-i nev-bahar acildi giiller Hac1 Arif Bey rast tiirk aksak sarki CT2 &
subhudem CT3
Eoti veoin yKiovATE P aToNATI
YKIOUAAED GOVYITEL

106. Etmedin bir Kerrecik lutfa seza Rifat Bey hiiseyni dityek sarki CT4

107. Etmesin avdet melal-1intizar Sevki Bey hicaz devri hindi sarki CT3

108. Ey benim ahu bakish dilberim Haci Emin Bey rast aksak sarki CT4
‘Evmevip ayo) mokncein) TeAnépiL ] ]

109. Ey can derunum seni bu canim Rifat Bey nihavend hafif beste CT1

unutmaz
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110. Ey ciger-parem enisim gam-giisarim Edhem Efendi ugsak aksak sarki CT3
lanede
E1 8Cryepmapéll eviot yraLyKIOVGapELL
hoveté

111. Ey dil diyemem yar bana yar olsa ne Arif Bey hicaz aksak sarki CT1
oldu

112. Ey dil ne oldun fervad edersin Civan Aga ussak curcuna sarki CT4

113. Ey dilber-i ali-neseb Hafiz Efendi rast 4/4 sarki CT2

114. Ey felek bari birak ki yanayim Asdik Aga karci@ar agir aksak sarki CT3
aglayayin

115. Ey gozleri ahu misal Rifat Bey neveser diiyek sarki CT2

116. Ey giil-nihal isve-baz Hac1 Arif Bey rast aksak sarki CT3

117. Ey giilistan letafet icre kaddin nev- rast aksak semai  naks CT2
nihal
TKLOVMOTAVL AETAQETTE YETIG LG

118. Ey kerem-ferma sehisah cihan Rifat Bey rast 2/4 sarki CT4
"Erkepép ceyve by Sl

119. Ey kerem kani sehinsah cihan Rifat Bey nihavend 3/4 sarki CT1

120. Ey nihal1 isve bir nevres-fidanimsin Vardakosta Ahmet mahur devri revan sarki CT3
benim Aga stinbiile
"Erviydh 16 0€ mp vePpéc pdavinciy mevip

121. Ey sehrivan piir kerem Rifat Bey rast nim dityek marg CT2
E1 oeyprytdpt movp KepEp

122. Ey suh-i cihan sevdi seni can Suyolcuzade Salih  evic aydm sarki CT4
"E1 ooy 6Cuay oefti mevi dav Efendi

123. Ey vatanperver yine gel gayrete Hac1 Arif Bey rast 2/4 sarki CT2

124. Ey veliyi nigmeti alem sehin sahi cihan  Necib Pasa mars CT2
E1 BeAit vipéti ahép oeivad ol

125. Eva mah-1 miinir-i burc-1ismet Rifat Bey neveser devri hindi sarki CT2

126. Feryad ediyor asik-I hasret-zede her an Rifat Bey rast evier sarki CT2 &
Agpyldt tiyiop ooikn yucpetleté yep av CT3

127. Feryada ne hacet yiirii bend eyle Tanburi Ali Efendi  muhayyer yiirilk semai  sarki CT1
dehanin

128. Feyz bahs-1 can iken aleme sirin Hristo Efendi karcigar cifte sofyan sarki CT2
sozlerin

129. Firakinla zalim harab oldum can Ekrem Bey ugsak aksak sarki CT4
Dipakivie, CoAip, yopdm odtol 6lov

130. Gah anip gamzen senin feryad ii efgan  Tanburi Isak 1sfahan genber beste CT2
eyleri Efendi
Tiady avoun yoplgv oeviv oeplat

131. Gah iimidi vuslat eylersin goniil Sevki Bey ugsak agir aksak sarki CT1

132. Garib génliim mahzun yine Tanburi Mustafa gerdaniye devri revan sarki CT4
Topin ykioviodp payloby yive Aga buselik

133. Geger dil can ile tenden Balik¢1 Hafiz ferahnak aksak sofyan  sarki CT4

Mehmet Efendi

134. Gel ey nesim-i saba hatt-1 yardan ne Itri Mustafa Efendi  1sfahan Zencir beste CT2
haber
kel £&1vecin oend yarT NopTdy )

135. Gel seninle yarm ey serv-i revan Sadullah Aga hicazkar sofyan sarki CT3

136. Gel unuttuk sohbet-i meyhaneyi Nikogos Aga ferahnak diiyek sarki CT4

137. Geldi eyyam baharin miijdeler ey nev- Hasim Bey 1sfahan agir evsat sarki CT2

eda
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138. Gelince meclise cana rast evier sark1 CT2
TkeAidle pedioe 8Lava ywwAeil
139. Gelirken meclise yarim giicendi Haham 1sfahan dityek satki CT2
Tkerlpkev pedtMce wpnp ykiovdlevti
140. Gelse o suh meclise naz ii tegafiil eylese Hafiz Efendi rast yiiriik semai ~ semai CT2
TkéAce o covyl pedlice
141. Gem ey ruhi revan melek simatim Haci Arif Bey 1sfahan agir evier sarki CT2
T'ieh €1 podyL pePav perék oLOTLL
142. Getir saki bade maye-i candir Rifat Bey hicazkar dityek sarki CT3
143. Gidelim goksu'ya bir alem-i ab Lavtaci Hristo hicazkar aksak sarki CT2
eyleyelim
144. Gidelim gioksu'ya bir alem-i ab Hristo Efendi hicazkar cifte sofyan sarkl CT2 &
eyleyelim CT4
Tieripl YKok Govyld mip aAén on
glheyehipl
145. Gonliim seni sadik sandi Numan Aga 1sfahan evfer satki CT2
Tkiovioop cevi catki cavtl
146. Goniil verdim bir biilbiile Abdullah Bey acem 6/8 kanto CT2
147. Gor halimi cana bana hicrin neler etti ~ Haci Faik Bey hiizzam yiirilk semai  sarki CT3
148. Gordiigiim giin ruyini ey mehlika Nikogos Aga hiiseyni agir aksak sark1 CT2 &
CT4
149. Gordiigiim senden cefa der hep cefa Sevket Bey nihavend 6/8 satki CT1
150. Girdiikce ben ey meh-cemal Dede Efendi rast agir evfer sark1 CT2
TxlopTIovkTGE Gevi £1 péyt Slepdih
151. Goreli giil yiiziinii ah canim Giriftzen Asim hicaz aksak sarki CT3
Bey
152. Gormedim uysun felek amalime Selanikli Ahmet hiizzam agir aksak satki CT2
Bey
153. Gormeyince sabr edemem bir saat Kipt: Hasan ferahnak aksak sofyan  sarki CT4
154. Goz goz olsa Sevki Bey hicazkar 7/8 sarki CT1
155. Giilme alup ey kasi ya kadem Latif Efendi neveser 9/8 satki CT2
156. Giilmek yarasir giil viiziine ey giil-i Haci Emin Bey hicazkar dityek satki CT3
canim
TKLOVAEK YIEPUGTP YKIOOA Yioulovve €
VK100 dCavijL
157. Giilzara salin mevsimidir gest ii Dede Efendi neva agir aksak sark1 CT4
giizarmn semai
T'co0h Lapé cainv pefoipidnp kectol
Copriv
158. Giis eyle gel biilbiilleri nus eyle camm saba 2/4 semai CT1
miilleri
159. Hab gahi yare girdim arz iciin ahvalimi  Girifizen Asim rast katakoft sarki CT1
Bey
160. Haram dil-feza kil dil-pesendim Kemani Riza acem asiran dityek sark1 CT4
Efendi
161. Has mu tedmir eyledik meydan bizim Rifat Bey hisar buselik ~ 2/4 mars CT2
nusret
162. Hayahndir beni sad eyleyen ey dilberi  Ali Salahi Bey ugsak devri hindi satki CT2
163. Hayli demdir baglanip kaldik sitada Eyyubi Mehmet bestenigar agir sofyan sarkl CT3
zar ile Efendi

KaoA TEPTIP TAYAAVODT KOATIK GLTATE
Capiie
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164. Hele ol dilberi rana arada bir ¢cakiyor Mergar Melik hiizzam aksak sarki CT1,
Xeh€ ok TIMTEPL pava apaTd mp CT3 &
TGOUKIYIOp CT4
165. Hem-demim gam miinisim derd-ii alem Rifat Bey ugsak yiirtik diiyek ~ sarki CT3
Xeptepil v HOUVIGIL TEPT OV EAENL
166. Hem-demin olsun keremkari safalarla  Suyolcuzade Salih  sevk-efza aksak sarki CT3
tarab Efendi
167. Her ne dem bir buse etsem iltimas Ismail Hakki Bey  1sfahan devri hindi sarki CT2
Xep Ve TEL TP MOVOE 1TGEL TATLILAT
168. Her ne riitbe iftihar etsemde simdi var  Leon Hanciyan hicaz aksak sarki CT1
yeri
169. Hicran elemi aglativor kalbimi her giin  Culhayan Kirkor hiiseyni sengin semai  sarki CT2
Efendi
170. Hicran oku sinem deler olmaktadir Sevki Bey hiiseyni titrk aksak sarki CT3
halim beter
171. Hic bulunmaz béyle dilbaz Sakir Aga rast evfer sarki CT2
Xl moviovvudl meolhé TIATAL
172. Hic dinlemezsin sohbetim Numan Aga ferahnak diiyek sarki CT4
173. Hos varatmis bari ezel Nikogos Aga ferahnak curcuna sarki CT4
174. Hurmenci marsi Haci Emin Bey 4/4 mars CT2
175. Hiisniinde varken bu ab ii tabmn Kemani Riza hiiseyni diiyek sarki CT4
Efendi
176. Hiisniine etvar-1 nazin san senin Lemi Bey karcigar agr aksak sarki CT3
177. Hiisniine s6z var mi gayet anhsin Sevki Bey hicaz aksak sarki CT3
178. iltifat eyle bana yirtayum artik Kefini Sevki Bey hicaz aksak sarki CT3
179. Tltifatin eyledi ihya beni Rifat Bey rast devri hindi sarki CT2
180. imtidad- firkatinla ciimle kaldim Ali Salahi Bey 1sfahan curcuna sarki CT2
181. istanbul'dan getirdeyim bir salkim hiizzam cifte sofyan sarki CT1
iiziim
182. istedin de génliimii verdim sana Tanburi Cemil Bey bestenigar curcuna sarki CT2
183. lztirab sinemi cana neden fehm eyledi  Haci Emin Bey nihavend agir aksak sarkl CT3
Itlmpdm cvepd 3Lava vetév peyl elheTiv
184. Jaleler sacsin nesim giilzara dénsiin Haci Faik Bey rast agir evfer sarki CT2
cuyba
Z10AgAEp COTOGOVY VEGIL YKoVApULE
185. Kar rast 4/4 kar CT2
186. Kar Hamza evic hafif kar CT2
187. Kar Hoca rast hafif kar CT3
188. Karar etmez goniil miirgii bu bagm Mir Cemil 1sfahan aksak semai  naksagwr CT2
degme semai
Kapdp eTpél ykiovioOA povpyn
189. Kemend-i ziilfiin esir-i ziilf-i yar oldum Udi Afet Efendi karcigar tek sofyan sarki CT3
Kepévn {rovdprod ecipt (lovkotyidp
OATODLL
190. Kestim iimmid-iifakat sine-i sad- rast evfer sarki CT2
pareden
Keotip ovputi ipokdt civél
191. Kim demis suzis-i agki dil-i seyda Sevki Bey ugsak aksak sarki CT3
bilmez
Kap tepi covliot acdk Tih oeitd mMApPES
192. Kiinc-i gamda bi-mecalim ey peri sad Medeni Aziz 1sfahan evsat beste CT2
et beni Efendi

T'covvo QL youlé muedlainu
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193. Kiiciiciikten bir var sevdim ezeli Ibrahim Bey hiiseyni kanto CT2
194. Layik mi sana bu dil sevdazede yansm  Tanburi Ali Efendi  hicazkar sengin semai  sarki CT2
195. Mah yiiziine bakmak ile doyulmaz 1sfahan sarky CT2
Mey, yiovlovvé mokpEK 1AE TOYLOVANGE
196. Mahmur géziin gayet giizel rast diiyek sarki CT2
Moypovp yxo{l00v YKAYIET YKI0VEL
197. Mars Dichran 4/4 mars CT2
Tchohadjian
198. Mars 2/4 mars CT2
199. Mars nefeceti Haci Emin Bey 4/4 mars CT2
200. Mars nudi Haci Emin Bey 4/4 mars CT2
201. Mars sarka 4/4 mars CT1
202. Marsi Iran mars CT2
203. Mars vasfi Haci Emin Bey 4/4 mars CT2
204. Mavi gozliim ne kadar dilber imig Rifat Bey suzinak devri hindi sarki CT3
205. Mecbur oldum ben bir giile Hasim Bey bestenigar agr aksak sarki CT3 &
CT4
206. Meclis bezendi sun bade saki Serkis Aga suzinak gifte sofyan sarki CT2
MebAil melevti Govv mate GoKT)
207. Mecliste bu revnak bu setaret sana Hafiz Efendi neveser agwr aksak semai CT2
mahsus
208. Mecnun gibi ben daglar gezerken Sevki Bey ugsak aksak sarky CT3
Mebdlvovuv ykuti ey TayAdp yrelipkev
209. Mehcur olah hayli zamandu o Lavtact Anton hicaz aksak sarky CT2 &
civandan Efendi CT3
210. Mendili al eline topla edeyim beline Haci Emin Bey hicaz diiyek hora CT4
211. Meshur cezar mars Haci Emin Bey 2/4 mars CT2
212. Mesrebi avare mi sanma donek Mahmut hicaz yirik semai  sarki CT2
Celaleddin Paga
213. Mey icerken dustu aksin camima Sevki Bey saba aksak sarki CT3
214. Mey-ilalinle dil mestane olsun Kemani Tatyos rast curcuna sarki CT2
Efendi
215. Meyser siiziilsiin meydana gelsin Haci Arif Bey nihavend 9/4 sarkl CT1
216. Mir’ati ele alda bak Allah’1 seversen Mahmut ussak senkin semai  sarki CT1
Mpoti eAé dAta Tok AAdoyl oefepoév Celaleddin Pasa
217. Muy-i jiilidem oluptur serde anka Sakir Aga rast agwr evier sarki CT2
lanesi
Mouyt SLovAITENL 0AOVT TOVP GEPTE
ovKoAovesi
218. Miijde vesilendi yine giilistan Rifat Bey ugsak 3/4 sarki CT4
219. Miijdeler olsun sana ey cilvekar Haci Emin Bey suzinak dityek sarkl CT4
220. Miiptelayun ben o yare Hafiz Efendi 1sfahan agwr evier sarki CT2
MiovTEAGYL TIEV O Y10PE
221. Miiptelayim gam olan rahat diinyaya Sevki Bey ugsak aksak sarki CT3
bilmez
MiovmTeAdt YA OAAV POKAT TIOVVYLG
TALEC
222. Na-iimid-i agka doktor var m tibbm Tanburi Cemil Bey  ugsak aksak sarki CT3
caresi
223. Nabzim ele almakta tabib care ne boyle Edhem Efendi hicaz aksak sarki CT3
224. Naks rast 4/4 naks CT2
225. Naks rast devri hindi naks CT2
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226. Nale-i can gahima yokdur Haci Faik Bey nihavend 9/4 sarki CT1
227. Nar askinla senin ey nev civan Haci Faik Bey nihavend 9/4 sarki CTl &
CT2
228. Nar-1 agkinla senin ey nev-civan Rifat Bey nihavend agir aksak sarki CT3
229. Naz ile siizdiin o ¢esm-i fiilfiilii Latif Efendi neveser evfer sarki CT2
230. Ne hal oldu bana simdi nedir bu Haci Faik Bey nihavend semai aksak  semai CT1
derdime care
231. Neiciin gecmez aceb bir giiniim azad-1  Sevki Bey ussak aksak sarki CT3
elem
Ne 1100y yketoléd adlém mp yiovviovp
aldt eAél
232. Ne iciin nalendesin boyle efendim Nikogos Aga hiizzam dityek sarki CT1
goniil derdin
233. Ne iimid-i aska doktor var m tibbin Tanburi Cemil Bey ussak aksak sarki CT2
caresi
234. Nihansin dideden ey mesti nazim Haci Faik Bey rast curcuna sarki CT3
NKavo1y TITETEV £l LEGTI ValT|LL
235. O giizel gozlerine hayran olayim Dellalzade Ismail 1sfahan yiriik semai  ytirtik CT2
O yroléh yriolheptve yoipdy oAayip Efendi semai
236. O nihal-1 nazin aya saran asinasi var Hafiz Efendi neveser perevsan beste CT2
m1
237. Of bu dehrin germ ii serdinden Sevki Bey ugsak aksak sarki CT1
O mov Teypiv keppl cepTivid
238. Of diin gece riivamda gérdiim yarmm Hac1 Arif Bey nihavend aksak sarki CT1
239. Of tepeden nasil inivor bakin Sevki Bey ussak sofyan sarki CT3
‘O¢ temetév vacnA wiop moxmnyv
240. Olan merizu miiptela belayr hicri yar Tanburi Cemil Bey vals kanto CT2
ile
Okav pepifiov povnteAd mei y18{prépiie
241. Olursa ruhsatin gayetle esrar Numan Aga acem asiran aksak sofyan  sarki CT4
242, Opsem seni doyunca Dede Efendi rast agir dityek sarki CT2
243. Oyle bir yare diisdii ki gonliim Ali Salahi Bey suzinak devri aksak sarka CT2
244. Padisalnum c¢ok yasa omriin mezid olsun 1sfahan agir dityek sark1 CT2
miidam
245. Penbe-i dag-1 ciinun i¢re nihandir Hac1 Arif Bey rast devri hindi sarki CT2
bedeni
Tlevrér oyl 8lovvolv 1T6pE viydvmp
metevil
246. Pesrev nihavend semai pestev CT1
247. Pesrev nihavend 4/4 pestev CT1
248. Pesrev saba ¢enber pestev CT1
249. Pesrev Baytar Aga hiiseyni hafif pestev CT1
250. Pesrev Beni Hiiseyin Aga  rast 4/4 pestev CT2
251. Pesrev Dede Efendi neveser zincir pesrev CT2
252. Pesrev Emin Aga suzinak devri kebir pestev CT1
253. Pesrev Giriftzen Asim rast devri kebir pestev CT3
Bey
254. Pesrev Haci Emin Bey hicaz hafif diiyek pestev CT1
255. Pesrev Haci1 Emin Bey saba dityek pesrev CT1
256. Pesrev Haci Emin Bey acem agiran hafif diiyek pestev CT1
257. Pesrev Haci Emin Bey neva fera pesrev CT1
258. Pesrev Edhem Efendi muhayyer sakil pestev CT1
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259. Pesrev Hazar Aga hicaz sakil pestev CT1
karapatak
260. Pesrev Kemani Tatyos karcigar nim sakil pestev CT1
Efendi
261. Pesrev Kemani Tatyos rast hafif pestev CT1
Efendi
262. Pesrev Kemani Tatyos rast muhammes pesrev CT2
Efendi
263. Pesrev Kemenceci hicazkar 4/4 pestev CT3
Vasilaki kiirdi
264. Pesrev Kantemirzade rast diiyek pestev CT3
265. Pesrev Kammi Edhem karcigar devri kebir pestev CT1
Efendi
266. Pesrev Misak hicaz nim sakil pestev CT1
karapatak
267. Pesrev Mergar Melik suzinak devri hindi pestev CT1
karapatak
268. Pesrev Mevlevi saba diyek pesrev CT1
269. Pesrev Numan Aga bestenigar devri kebir pesrev CTl &
CT3
270. Pesrev Numan AZa neveser perevsan pesrev CT2
271. Pesrev Numan Aga sevk-efza nim sakil pestev CT1
272. Pesrev Osman Bey hicaz devri kebir pestev CT1
hiimayun
273. Pesrev Osman Bey hicazkar devri kebir pestev CT1
274. Pesrev Osman Bey hicazkar devri kebir pestev CT2
275. Pesrev Osman Bey hiizzam devri kebir pesrev CT1
276. Pesrev Osman Bey nihavend devri kebir pestev CT1
277. Pesrev Osman Bey saba devri kebir pesrev CT1
278. Pesrev Osman Bey ussak hafif pestev CT1
279. Pesrev Salim Bey hicaz fahte pestev CT1
280. Pesrev Sultan Bayezid evic devri kebir pestev CT2
281. Pesrev Sultan Mahmut sehnaz devri kebir pestev CT1
282. Pesrev Sultanzade rast feth pestev CT3
283. Pesrev Said Bey 1sfahan fahte pesrev CT3
284. Pesrev Tanburi Emin miistear muhammes pestev CT1
285. Pesrev Tanburi Emin miistear muhamimes pesrev CT1
286. Pesrev Tanburi Isak 1sfahan darb-1 feth pestev CT2
Efendi
287. Pesrev Tatar Giims acem agiran muhamimes pesrev CT1
Gerdan
288. Pesrev Yusuf Pasa segah devri kebir pestev CT3
289. Pesrev Zekki Mehmet Aga ferahnak zarbeyin pesrev CT1
290. Pesrev hicazkar hicazkar ~ pesrev CT1
291. Pesrev semai Kanuni Omer neveser aksak semai  pegrev CT2
Efendi semai
292. Reftar nazik bi-bedel Kemani Riza rast diiyek sarki CT2
Pegropn) valix m metéh Efendi
293. Resk-i suz-ifirkat ettim yanmada Halim Bey evic ara agir aksak sarki CT3

pervaneyi

Péok1 covl1 piprot eTdip yidpodo

mepPoveyi
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294. Ruhleri giil ziilfii siinbiil dili biilbiil Mergar Melik nihavend aksak sark1 CT2
misal
Tovkyopi yko0A Clovkdt) Glovvriovd
295. Ruhum musun ey ruh-1 safa bahsi Kemani Tatyos ussak yiiriik aksak  sarki CT2
cihanin Efendi
296. Sabreyleyemem ol giile camum Osman Bey evig agir semai semai CT2
demedikce
297. Saki kerem it tesne dile bade eristir Sevki Bey hicaz aksak sarki CT3
298. Saki yetisir uyan aman gel Hac1 Arif Bey ussak katakoft sarki CT3
Zok1) YeTiso0p OvyLy opdv yKek
299. Saklayip kalb-i miikedderde seni izzet Bey suzinak aksak sarki CT2
300. Saklayip kalb-i miikedderde seni Ekrem Bey ussak aksak sarki CT4
ZokAoy1007 KOAT LOUKEATEPTE GEVL
301. Saz-1ahim dinleyin ey asikan Haci Emin Bey neva dityek sarki CT3
Zad1 aynp Tviely €1 aonkdav
302. Semai 1sfahan aksak semai sazsemai CT2
303. Semai saba semai semai CT1
304. Semai Beni Hiiseyin Afa  rast semai sazsemai CT2
305. Semai Farabi 1sfahan aksak semai sazsemai CT2
306. Semai Hafiz Efendi rast semai semai CT2
307. Semai Kanuni Edhem hicazkar semai sazsemai CT2
Efendi
308. Semai Kemani Tatyos rast semai sazsemai CT2
Efendi
309. Semai Kantemirzade Kantemirzade aksak semai sazsemai CT3
310. Semai Sultan Bayezid evig aksak semai sazsemai CT2
311. Semai Sultanzade rast aksak semai sazsemai CT3
312. Semai Usta Nikolaki ugsak agir aksak semai CT1
semai
313. Semai Yusuf Pasa nihavend semai semai CT1
314. Sengi sitemle gonliim sikeste Haci Faik Bey nihavend 9/8 sarki CT1
315. Seni ben gordiigiim anda gonliim Dellalzade Ismail 1sfahan aydm sarki CT2
aldirda Efendi
Zevi eV YKI0pTIYi[L 0VTE YKIOVIODAILL
316. Senin askinla cak oldum Abdi Efendi rast agir dityek sarki CT2
317. Senin hasretinle suh-i melek-ten Numan Aga 1sfahan agir evsat sarki CT2
318. Seninle nes'eyabim ben Dellalzade fsmail ~ rast evfer mevlevl sarki CT2
Tevivie veGeyIdmn|L TeV Efendi
319. Serir-i sevketin sahenseh-i hakamdm 1sfahan devri hindi sark1 CT2
zatin
Zepipt cePretiv cayvedny yokaviinp
Coatv
320. Serta kadem ey penbe ten Giriftzen Asim rast aksak sarki CT4
Zeptd KoTél €1 TEPTE TEV Bey
321. Sevdi goniil bir dilberi Medeni Aziz rast agir evier sarki CT2
Teprl yrioviovk mp Tikmepl Efendi CT2
322. Sevdigim azade hicramm Rifat Bey rast agirlama sark1 CT3
Zefryip alotér pdlpovivi
323. Sevdim bir gonce-vi rana Dede Efendi evig agirlama sarki CT4
Ay oeB8ip mp yodLr pavd
324. Sevdim yine bir nev-civan Abdi Efendi rast 6/8 sarki CT2
325. Seyda cok merakim var hem anda evig kanto CT2

kaldim
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326. Seyr edelden hiisn-i dildarmi hayrammm Hasim Bey neveser devri hindi sarki CT2
sana
327. Sirto rast diiyek sirto CT2
328. Sirto Ahmet Bey nihavend 2/4 sirto CT1
329. Sirto Ahmet Efendi rast 2/4 sirto CT2
330. Sirte Haci Emin Bey nihavend sirto sirto CT2
331. Sirto Kammi Mehmet 1sfahan diiyek sirto CT2
Bey
332. Sohbetimi gerc¢ek sandin Numan Aga acem agiran agwr sofyan sarki CT4
333. Son baharm zevki hosdur Haci Emin Bey mazurka kanto CT2
Tov mayaprv Lefx) yoomnp
334. Soyleyim dinle yeter cille-i askn Kemani Tatyos suzinak agir aksak sarki CT2
Efendi
335. Seb midir bu ya sevad-1ah-1 pinhanim  Mustafa Efendi maye agwr aksak sarki CT3
mdir
336. Seb-ta seher su gibi caglar aglarim Hasim Bey hicazkar devri hindi sarki CT2
337. Sehin sal ali tebar Dichran mars CT2
Tchohadjian
338. Sem-i hiisniiniin pervanesiyim Ali Riza Efendi rast devri hindi sarki CT2
T yrovoviovviv mepfavecit
339. Sem'-i hiisniin ruyine pervaneyim Usta Yorgaki hiiseyni aksak sofyan  sarka CT4
340. Serh edeyim hali dili yek beyek Haci Faik Bey nihavend 3/4 sarki CT1
341. Seyda-ter eyledi beni huy-gerde evic muhammes beste CT2
gerdenin
342. Seyri giilsen edelim ey sivekar Dede Efendi hicaz agwr dityek sarki CT4
343. Simdi demidir giilsen olup cay1 ferahin beyati & sarki CT1
hisar buselik
344. Su vikalms génliim abad olmuyor Hac1 Arif Bey hicaz tiirk aksak sarki CT3
345. Ta ezelden sevdigim bir asik suzanim Hac1 Emin Bey suzinak diyek sark1 CT4
346. Taksim saba taksim CT1
347. Taksim Kemani Mehmet hiiseyni taksim CT1
Efendi
348. Taksim Kemani Mehmet hicaz taksim CT1
Efendi
349. Taksim Kemani Mehmet hiiseyni taksim CT2
Efendi
350. Tar-1nigehin act1 cigergahima yare Tanburi Ali Efendi  saba yiirtik semai  sarki CT3
351. Tihak alayya vem bissnim rast 2/4 sarki CT2
352. Uftadeyim ey bi-vefa layik midir Dede Efendi rast agwr diiyek sarki CT2
353. Va'd eylemistin ey peri Komiirciizade suzinak diyek sarki CT3
Hafiz Efendi
354. Varken goniilde bir tiirlii yare Hac1 Arif Bey karcigar yiirtik aksak  sarki CT2
355. Vash giildiir nev-bahar eyvamdir Yorgaki saba sofyan sarki CT3
356. Vefasiz cikti benim sevdigim Selanikli Ahmet segah 9/8 kanto CT2
Bey
357. Vuslat yare gonliim saf himmet istemis Haci Faik Bey nihavend Zencir beste CT1
358. Vuslatindan gayn el cektim veter ey bi- Haci Arif Bey rast katakoft sarki CT2
vefa
359. Yarab kime feryad edeyim yarin 1sfahan agwr aksak agr CT2
elinden semai
Topén ki€ pepyldt wwtip
360. Yand dil agkinla ey suh-i senim Nikogos Aga acem agiran aksak sofyan  sarka CT4

Tavdn 1 aokiaé covyl cevi
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361. Yandim ateslere ey meh seni gérdiim Selanikli Tevfik ussak aksak sark1 CT1
goreli Efendi
Thviip otechepe €1 ey oevi ykeoptip
yKlopeAl

362. Yar iciin ussak bakt falime Giriftzen Asin ussak aksak sarki CT3
Tip 1TGo0V DVGOK TAKTI) POAT| LG Bey

363. Yarm bu kadar cevri gelir miydi Haci Faik Bey nihavend yiiriik semai  semai CT1
havale

364. Yayilmis yareler sinem benim dertler Sevki Bey sevk-efza 9/8 sarki CT1
yatagidir

365. Yeter sana ey mehlika yoluna can etsin sehnaz 2/4 sarki CT1

buselik

366. Yine bir giil nihal aldi1 bu génliimii Dede Efendi rast 6/8 sarki CT2

367. Yoktu goniilde bir zaman Haci Emin Bey hiiseyni dityek sarki CT4

368. Yiiziindiir ciham miinevver eden Dede Efendi rast curcuna sarki CT2

369. Zar oldu goniil nazra-i suzis eserinden  Haci Emin Bey hicazkar sengin semai  sarki CT3
Zap oktol ykeOVIOUA VaLpél Govyil
EGEPIVTEV

370. Zehm-i asikin yoktur asla caresi Girifizen Asim hicaz dityek sarki CT3

Bey
371. Zeybek havasi rast evier zeybek CT2
havas1

372. Ziilfiindedir benim baht siyahim Dede Efendi buselik agir aksak sarki CT3
Z10vAprovvaEdtp mevil Toydou orytoyip semai

373. Ziilfiiniin tar-1 sua1 baswamdn sanesi Komiirciizade rast agwr evfer sarki CI2 &
Z10VAQIOVVIV VAL GOLAL TOCIPELITIP Hafiz Mehmet CT4
GOVEGL Efendi

374. Ziimre-i huban icinde pek begendim Kemani Riza rast agir aksak sarki CT2
ben seni Efendi

375. Ziimre-i huban icinde pek begendim Kemani Riza rast agir evfer sarkl CT2
ben seni Efendi

ZAOVPET YOTMAL 1TGIVTE TEK TTEVEVTI|L eV
oevi
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Ozgiin Makale

Materyal, Kuram ve Tatbik Cercevesinde
Nazife Aral-Guran Kisisel Arsivi'

Nazife Aral-Giran's Personal Archive within the
Framework of Material, Theory, and Practice

Nejla Melike ATALAY"

Oz

Tiirkiye coksesli miizik alaninda {iretimleri bulunan piyanist ve besteci Nazife Aral-Giiran
(1921-1993), ardinda miiziksel ve yazinsal anlamda genis bir arsiv malzemesi birakmistir. Nazife
Aral- Giiran’in yaratim kosullarina odaklanan bir arastirmayla birlikte ise sozii gecen bu ma-
teryal biit{inii, onun vefatindan on alt1 y1l sonra, bir kisisel arsiv biinyesinde yeniden ele alinip
diizenlenmeye baslanmistir. Bu makale bir yoniiyle bilimsel calismalar icinde kisisel arsiv ma-
teryallerinin kullanimu iizerine kimi kuramsal yaklasimlara yer verirken, bir yandan da Nazife
Aral-Giiran Kisisel Arsivi’nin olusum asamalarini; malzemelerin tespitinde, kullaniminda ve s1-
niflandirilmasinda izlenen prensipleri ve yaklasimlari materyal ve kuram ekseninde ele almak-
tadir. Ayn1 zamanda arsivin korunmasi, gelistirilmesi, gelecegine ve siirdiiriilebilirli§ine yonelik
bazi sorulara da yer vermektedir.

Anahtar Kelimeler: Nazife Aral-Giiran, Materyal, Kisisel Arsiv, Aile Arsivleri, Miizik Arsivleri.

Abstract

Pianist and composer Nazife Aral-Giiran (1921-1993), who produced in the field of polyphonic
music in Turkey, left a vast archival material behind, which includes her music and other writ-
ings. Along with research focusing on the creation conditions of Nazife Aral-Giiran, this body of
material was reconsidered and organized within a personal archive sixteen years after her death.
This article discusses the stages of establishing Nazife Aral-Giiran's personal archive, and the
principles of detection, usage, and classification of the materials while engaging some of the
theoretical approaches for the usage of personal archives in scientific research, hence combining
the theory and practice. It also raises some questions about the preservation, development, and
sustainability of the composer's archive as well.

Keywords: Nazife Aral-Giiran, Material, Personal Archive, Family Archives, Music Archives.

1 Makale basvuru tarihi: 15.03.2023. Makale kabul tarihi: 08.05.2023.
* Ars. Gor. Dr., Miizikoloji Boliimii, Miinster Universitesi, natalay@uni-muenster.de, ORCID: 0000-0001-6355-5255.
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Giris

Arsiv malzemelerinin korunmasina, dijital depolama ortamlarina ve sunum bicimlerine tarih-
sel bir genel bakis sunan Arsiv Kilavuzu'nda [Handbuch Archiv] Marcel Lepper ve Ulrich Raulff,
arsivlerin hicbir sey ‘6gretme’digini ama arsivlerden bir seyler 6grenilebildigine dikkat cekmek-
tedirler (Lepper ve Raulff, 2016, s. 8). ifadede yer alan bu iki eylem arasindaki farkin bilinciyle
yazima baslamak isterim.

Nazife Aral-Giiran'in Kisisel arsivinde yiiriitiilen calismalarin biiyiik bir boliimii, bestecinin
tiretim kosullarina deginen doktora calismam (Atalay, 2021) ile basladi ve bu calismayla para-
lel olarak ilerledi. Bu nedenle, arsiv icindeki pratik calismalar ile doktora tezimde tartistigim
konular birbirlerini devamlilikla beslediler. Malzemeler, doktora calismamda izledigim kuram-
larla birlikte episteme yonelik sorular1 ortaya atmada, destekleyici bir konumda iken; doktora
calismama ickin olarak yayilmis kimi teorik yaklasimlar, Nazife Aral-Giiran Kisisel Arsivi’nin
diizenlenmesinde, malzemelerin konumu ve siiflandirmasinda yol gésterdiler. S6z konusu et-
kilesim ve iliskileri biraz daha yakindan gorebilmek icin bu makalede materyal, kuram ve pratik
perspektiflerinden Nazife Aral-Giiran Kisisel Arsivi'ni gecirdigi farkli asamalarla ele alacak ve
hala acik kalan bazi sorulara yer verecegim.

Arastirmaci Arkaplani

“Nazife Aral-Giiran” ismini heniiz Istanbul’da miizikoloji 6grencisiyken bir sahafta elime gecen
nota kitapcigiyla 6grenmis, yasamina dair ana hatlar1 bu nota defterinin arkasindaki birkac sa-
tirdan takip edebilmistim:

Bestekar Nazife Giiran, Viyana’da dogmustur. Hariciyeci olan babasi nedeni ile, cesitli iilke-
leri gérme ve tanima imkanini bulmus, bu iilkelerin lisanlarini 6grenmistir. Ogrenimi esna-
sinda miizik calismalarini, annesi A. Aliye Aral, Susik Abbas, Cemal Resid Rey ile siirdiirmiis
ve bilahare, Berlin Yiiksek Miizik Akademisi, K6ln Konservatuvar’'nda 6grenimini yapmistir.
Bestekar, Diyarbakir Filarmoni Dernegini kurmustur. Evli olup, bir oglu vardir. San’atkarin
eserleri bes grupta toplanir: 1. Piyano eserleri, 2. Cocuk sarkilar ve miizikli piyesler, 3. Milli
eserler, 4. Dini eserler, 5. Lied’ler (Giiran, 1976).

Bu ilgi cekici 6zet biyografiyi okuduktan sonra, besteci ve eserleri hakkinda daha fazla bilgi sa-
hibi olmak istemistim. Tarihsel miizikoloji disiplininden gelen bir arastirmaci olarak, -hakkinda
ve eserlerinde bilgi sahibi olmak istedigim her besteci i¢in yaptigim gibi-, onun ismini ilk 6nce
temel referans kaynaklarinda (ansiklopedi, s6zliik, el kitabi vh.) aradim. Ne var ki, o tarihler-
de “Nazife Aral-Giiran”1n izlerine Tiirkce yayinlar icinde rastlamadim. Miizik tarihi yazimindaki
bosluklarla yiizlesmeme vesile olan bu durum, sonrasinda beni, bircok arastirmacinin sorgu-
ladig1 “Kimlerin hayatindan bahsedilir?”? (Schweiger, 2009, s. 32) sorusunu diisiinmeye tesvik
etmis oldu. Bir sozliik, ansiklopedi veya kitaba dahil edilmede hangi kriterler rol oynar? Bu kri-
terleri kim(ler), nasil belirler? Hakkinda bilgi sahibi olamadigimiz bestecilerle, sanatcilarla ilgili
elzem verileri nerelerde arayabiliriz?

Bu sorulardan yola c¢ikildiginda tarih anlatisi icinde kendilerinden sz edilmeyen isimlere
ulasmak icin farkli alanlara bakmanin gerekliligi ortaya cikiyor. Benim de Nazife Aral-Giiran
iizerine olan calismalarim bu farkindalikla basladi ve ilerledi.

2 Bu soru formulasyonunu Helmut Schweiger’den alintilasam da ayni temeldeki bu soruyu farkli ifadelerle konu edinen bir¢ok
calismanin bilincinde olarak ¢ogul bir ifade kullandim. Farkli okumalar icin: (Unseld, 2010; Werner, 1895).



140 | Nejla Melike Atalay, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 138-147

Materyalin Onemi, Konumu ve islevi Uzerine

Baslangicta Nazife Aral-Giiran ile ilgili sahip oldugum kaynaklar hayli sinirliydi: Bir nota ki-
tapcigi, bir cd albiimii, VEKOM? Arsivi’'nden edindigim iki eserinin fotokopisi ve bir adet konser
programi. Ekinoks firmasinin logosunun bulundugu bu konser programinda, firmanin beste-
ci anisina 1995 yilindan itibaren konserler diizenledigini 6grendim ve firma ile irtibata gectim.
Firma iizerinden yapti§imiz yazismalar neticesinde, Lizet Behar aracilifiyla hem 2009 yilina
kadar diizenlenmis bu anma konserlerinin programlarina, hem de bestecinin oglu Ali Nusret
Giiran’a ulastim. Bu adim calismalarimin yoniinii tamamen degistiren bir gelismeydi. Nitekim,
Giliran ailesiyle yaptigim ilk miilakatin sonunda, miilakat yapti§imiz mekanin aslinda Nazife
Aral-Giiran’in calisma odasi oldugunu 6grendim ve ailesinin beni birkac¢ saat yalniz biraktigi
bu odada, mektuplar; fotograflar, birbirine gecmis notalar, giin ve saat bilgisi diisiilmiis giin-
liik tiirevinde notlar, konser programlari, gazete kupiirleri, kurum yazigsmalari, tutulmus dilekce
ornekleri vb. bircok farkli materyal ile karsi karsiya kaldim. Hakkinda biraz olsun bilgi sahibi
olmak istedigim besteciyle ilgili binlerce veri vardi karsimda. Bu materyallere ulasabilmek bir
arastirmaci igin biiyiik bir ayricalikti fakat zamanla bu materyallerin nasil kullanilip, onlarla
neler yapilabilecegi sorulart da agirlik kazanmaya basladi. Bu ayricaligin ayni zamanda bir so-
rumluluga doniistiiglinii de deneyimledim. S6z konusu materyal biitiiniiyle ilk karsilasan ben
degildim, yillar icerisinde cesitli vesilelerle sanatcinin eserlerine ilgi gbstermis miizisyenler, yo-
rumcular da olmustu. {lgi ve talebin kesistigi noktada bu malzemeler bir amaca hizmet etse de
belirli bir diizen olmadig1 icin zamanla bu malzeme biitiinii karmasik bir hale gelmisti. Bu nok-
tada, arsivin ihtiva ettigi malzemenin boyutu, nicelik ve nitelik bakimindan tespiti; malzemenin
daha iyi muhafaza edilebilmesi, aranilan malzemenin kolay bulunabilmesi ve kullanilabilmesi
konular1 bu arsivin sistematik bir bicimde diizenlenmesi gerekliligini ortaya koydu. Bu kosullar
altinda Giiran ailesinin izin, destek, is birligi ve ev sahipligiyle Nazife Aral-Giiran Kisisel Arsi-
vi'ndeki calismalar 2009 yil1 itibariyle baslamis oldu.

Kurama Dair Yaklasimlar

a. Bilimsel calismalarda materyal kullanimi tizerine

Var olan malzemenin bir yazar tarafindan yorumlanisi, 6ziinden ¢ikip bir anlatima hizmet etmesi
ve bunun dogurdugu kimi olumsuz sonuclar siklikla iizerinde durulan meselelerdir. Bu nedenle
Nazife Aral-Giiran Kisisel Arsivi'nde yer alan materyallerle yakindan ¢alistik¢a, bu malzemelerin
yapilacak calismalar icindeki konumu ve islevselligine dair bazi sorular iizerinde durmak kaci-
nilmazdi: Bir materyal nasil kullanilir ve neye hizmet eder? Ogreten midir, yoksa arastirmaciya
perspektif veren bir potansiyel midir? Sanatsal veya bilimsel bir ¢calisma i¢inde, var olan mal-
zemeyi bir anlati icinde hapsetmeden, onu yalin bir bicimde okuyucuya sunmak, okuyucuya
kendi izlenimlerini ve sorularini sorabilmesi i¢in alan tanimak miimkiin miidiir? Bilimsel bir
calismada bu ne 6l¢iide uygulanabilir? Bu noktada, Bosluklant Yazmak: Bir Biyografi Yontemi
Olarak Montaj Teknigi* isimli makalesinde miizikoloji icindeki biyografi calismalarinin tarihsel
arkaplanina, islevlerine dair 6nemli noktalara deginen Borchard’in yaklasimlari ve kitabi Ses ve
Keman>daizledigi yontem, bana Nazife Aral-Giiran Kisisel Arsivi'ndeki materyallerin miizikolojik

3 Tam ismi: Yildiz Teknik Universitesi Vedat Kosal Miizik Uygulama ve Arastirma Merkezi.

4 Makale yazarinin bireysel ¢evirisidir. Makalenin ashi: “Liicken schreiben Oder: Montage als biographisches Verfahren” (Bor-
chard, 2003).

5 Makale yazarinin bireysel cevirisidir. Yayinin asl: “Stimme und Geige” (Borchard, 2007).
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bir calismada nasil konumlanabilecegi konusunda biiyiik 6l¢iide yol gosterdi. S6z konusu y6n-
tem, Walter Benjamin’in (1892-1940) 1927 ile 1936 yillar1 arasinda derleyip bitiremedigi, 6liimiin-
den sonra, 1982 yilinda, Pasajlar Yapiti [Passagen-Werk] ismiyle derlenip yayinlanan calismada
sozli gecen montaj teknigiydi.

Bu ¢calismanin yontemi edebi montaj. Bir sey soylemem gerekmiyor. Yalnizca gostermek. De-
gerli hicbir seyi asirmayacagim ve parlak ifade bigimlerine basvurmayacagim. Ancak 1vir z1-
virlar, ¢cop: onlarin bir envanterini ¢cikartmak istemiyorum ama onlar kullanarak kendilerini
gostermelerine izin vermek istiyorum. (Benjamin, 1991, s. 574).

Pasajlar Yapitrnin giris yazisinda Rolf Tiedemann, Benjamin'in “malzeme ve kurami, alint1 ve
yorumu alisagelmis her tiirlii betimleme biciminden ayrilan bir konumda sergilemeyi” amac-
ladigini; boylelikle “biitiin agirligin malzeme ve alintilar iizerinde toparlanacagini, kuram ve
yorumun ise geriye cekileceklerini” aktarir (Benjamin, 2004, s. 11). Tamamlanmamuis bir calisma-
y1 derleyip bir kitaba doniistiiren ve bu yoniiyle zorlu bir gorevi iistlenen Tiedemann, Pasajlar
Yapitrnin parcalarinin esasinda zemin plant heniiz yeni ¢izilmis veya hafriyat cukuru heniiz ka-
zilmis bir ev ingaatinin malzemeleriyle karsilastirilabilecegini ifade eder (Benjamin, 2004, s. 12).
Bu insaat betimlemesiyle canlandirildiginda, Benjamin’in kurama giris niteligi tasiyan derleme-
leri, notlari, metinleri” bu yapinin kaba planini; metinlerin icindeki béliimlerse yapinin hatlarini
vermektedir. Yapinin temelinin atildig1 hafriyat cukurunun yaninda ise duvarlar1 6recek alinti-
lar, bu yapiy1 meydana getirecek malzemeler istiflenmistir (Benjamin, 1991, s. 12). Bu noktada
Benjamin’in ¢ok sayida teorik yaklasim ve yorum iceren diisiinceleri, bu yapiy1 bir arada tutacak
harci saglamaktadir, fakat nihayetinde insaata bakildiginda belirginlesen ve 6n plana c¢ikan so-
mut malzemeler ve alintilar olacaktir. Malzemenin 6nemini, konum ve islevini ortaya koyan bu
tlirden yaklasimlari Pasajlar Yapitr'nin farkli fragmanlarinda gérmek miimkiindiir.

Bosluklan Yazmak: Bir Biyografi Yontemi Olarak Montaj Teknigi isimli makalesinde ise Borc-
hard, malzemenin konumunu 6n plana ¢ikaran bir yaklasimla, montaj teknigini biyografi yazimi
perspektifinden ele alarak, montajin sadece sanatsal degil; ayni1 zamanda bilimsel ¢calismalarda
da bir yontem olarak izlenebilirligi iizerinde durmaktadir. Borchard, montaj perspektifinden ba-
kildiginda yazarligin “empatik anlamda bir insa oldugunu” ve kitaplarda bir kisinin biyografisi
olarak okudugumuz yazinlarin aslinda bir kurgu oldugu gerceginin daha belirginlestigini ifade
eder (Borchard, 2003, s. 233). Oysa montaj tekniginde, malzemenin kendisi yazarin yorumlarinin
Oniine gecen, anlatimi {istlenen bir pozisyondadir. Bir anlat1 icine hapsedilmemis verinin ken-
disi, montajla birlikte saf haliyle, her okuyucu icin farkli bir etkilesim olusturabilir; bu malzeme
iizerine sorular sorulabilir, baglamlar yeniden ve yeniden tartisilabilir.

Bu noktada Borchard’in makalesinde tartistig1 bu tiirden kuramsal yaklasimlarin, onun Ses
ve Keman kitabinda pratige doniistiigli sdylenebilir. Borchard, Ses ve Keman’da iki miizisye-
nin, Amalie ve Joseph Joachim’in yasam oykiilerinden cok daha fazlasini, yayinlanmis ve ya-
yinlanmamis mektuplar, otobiyografik materyaller, konser programlari, rezensiyonlar, muhtelif

6 Makale yazarinin bireysel cevirisidir. Alintinin asli: “Methode dieser Arbeit: literarische Montage. Ich habe nichts zu sagen.
Nur zu zeigen. Ich werde nichts Wertvolles entwenden und mir keine geistvollen Formulierungen aneignen. Aber die Lumpen,
den Abfall: die will ich nicht inventarisieren, sondern sie auf die einzig moégliche Weise zu ihrem Rechte kommen lassen: sie
verwenden”. (Benjamin, 1991, S. 574).

7 Bir Secki: I-Fourier oder die Passagen [Fourier ya da Pasajlar], II-Daguerre oder die Panoramen [Daguerre ya da Panoramalar],
I1I- Grandville oder die Weltausstellungen [Grandville ya da Diinya Fuarlari]; IV- Louis-Philippe oder das Interieur [Louis-Philippe
ya da i¢cmekan], V- Baudelaire oder die Strafen von Paris [Baudelaire ya da Paris Caddeleri], VI- Haussmann oder die Barrikaden
[Haussmann ya da Barikatlar]. Bkz. (Benjamin, 2020).
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evraklar, fotograf, biist ve tablolar, ses kayit materyalleri ve basilmis eserler gibi birbirinden
farkli malzemeleri anlatimi iistlenecek sekilde 6ne ¢cikarmistir. Montaj kuramini miizikolojik bir
calismada uygulayan Borchard, bu yoniiyle birbirinden farkli malzemeleri bir anlati icine hap-
setmemis, yazar konumunda s6z konusu malzemelere sordugu sorularla hem miizik tarihi yazi-
mina hem de biyografi calismalarina farkli bir bakis sunmustur.

Borchard’in biyografik calismalar baglaminda 6nerdigi montaj yontemini ben doktora calis-
mamda kimi zaman anlatim bi¢ciminde®, kimi zaman da boliimlerin kurgusunda uyguladim. Os-
manli Imparatorlugundaki miizisyen kadinlarin Istanbul icindeki faaliyetlerine ve iiretimlerine
odaklanan bir béliimde Osmanli Bagsbakanlik Arsivi'nden bircok dilekceyi, Sark Ticaret Yillikla-
rinda adres, isim ve uzmanlik bilgilerinin bulundugu listeleri, gazete ilanlarini, hanedan tarafin-
dan sanatci kadinlara verilen nisanlari, hanedana ithaf edilmis kompozisyonlari, siir vb. bircok
materyali son Osmanli dénemi Istanbul’'undaki “Bat1 miizigi”nin etki ve etkilesim alanlarim
anlamak ve goriiniir kilmak adina alintiladim.® Bu materyallerin baska calismalarca kullanila-
bilecegi, benim sormadigim, soramadigim, belki atladigim bircok konunun baska calismalarca,
baska perspektiflerle tartisilacagini umarak...

Bu noktada -benim uyguladigim bicimiyle- montaj tekniginin yalnizca kopyalama ve
yapistirma’dan olusmadigini da ifade etmek isterim: Bilimsel calismalar icinde yazarin sorum-
lulugunun materyali paylasmayla bitmedigi aciktir. Ayn1 zamanda bu materyallere soru sorarak,
s6z konusu materyallerin ne(ler) ifade edebilecegi {izerinde durmak ve baglamlari tartismak da
bu yontemin yazara tanidig1 alanlardir.

b. Arsiv kavrami iizerine diisiinceler

Biiyiik Larousse Sozliik ve Ansiklopedisi'nde arsiv sozciigii ilk anlamiyla “bir toplulugun, bir
ailenin ya da bir kimsenin tarihine iliskin belgeler biitiinii” olarak tanimlanmaktadir (Biiyiik
Larousse, 1986, s. 843). Bu tanim esasinda Nazife Aral-Giiran Kisisel Arsivinin, “Nazife Aral-
Giliran’in tarihine” iliskin belgeleri icerdigini en sade haliyle ifade etmektedir. Arsiv icerisinde
yer alan her bir belge, arastirmaciya; okuyucuya, medyuma, bir biyografiden cok daha fazlasini,
katisiksiz olarak sunar. Notalar, kurum ve kurum dis1 yazismalar, faturalar, giinliikler, fotograf
albiimleri, portreler, kimlik ve diplomalar, eskizler, posta gonderi fisleri, noter belgeleri gibi ¢ok
sayida malzeme Nazife Aral-Giiran’in tarihiyle ve -Hegelci bir yaklasimla®- miilkiiyle iliskilidir.
Kisisel arsivler ve miraslar iizerine calismalar1 bulunan Ulrich von Biilow, Arsiv Kilavuzu'nda
miilk aktariminin tarihiyle ilgili 6nemli noktalara deginir. Bir kisinin 6liimiinden sonra geride
biraktig1 seyler toplamina miras olgusuyla yaklasan Biilow, miras kelimesinin gectigi yerde, kisi
kavramindan vazgecilemeyecegi iizerinde durur (Biilow, 2016, s. 147). Bu noktada bir mirasi se-
killendiren icsel faktorleri de kisinin miilkii ile olan iliskileri {izerinden ele alir. Bir kisinin edin-
digi ve uzun vadede sakladig1 seylerin [Dingen] biiyiik bir olasilikla onun icin 6zellikle 6nemli
olabilecegini hatirlatir (Biilow, 2016, s. 148). Bir arsivin diizenlenmesi asamasindaki degerlen-
dirme ve ayiklama siireclerinde bu tiirden malzemelerin, arsivi diizenleyen kisi tarafindan dik-
kate alinmasi bu acidan 6nemlidir. Biilow, kisisel nesnelerin yalnizca kisinin kendisiyle iletisim
kurmaya degil, ayn1 zamanda baskalariyla iletisim kurmaya da hizmet ettigini ifade eder. Bazen

8 Ornegin iiretim kosullarini inceledigim ii¢ besteciyle ilgili kimi materyalleri (dilekceler, siitler, fotograflar, yayinlanmamis me-
ktuplar, 6grenci kimlikleri, kartvizitler vb.) sosyo-politik ortami acimlayan béliimlerde, erkek tarihi anlatisina kadin anlatilarini
da dahil etmek, onlarin seslerine yer vermek i¢in kullandim.

9 Kapsamli bir okuma i¢in bkz. (Atalay, 2021).

10 Hegel, hukuk felsefesinin temel ¢izgilerinde miilkiyet kavramini, terimin hukuki kullaniminin 6tesine gecerek “kisinin varligr”
olarak tanimlar (Biilow, 2016, s. 147). Ben de buradaki miilk ifadesini kisinin varligini isaret eden bir yaklagimla kullaniyorum.
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belgelerin yalnizca gerektiginde baskalarina iletebilmek icin tutuldugunu belirtir. Duruma gore,
kimi zaman bilgi vermek i¢in, kimi zaman da iddialar1 mesrulastirmak veya itibar1 artirmak icin
sembolik bir sermaye olarak tutuldugunu ileri siirer. Tersi durumlarda ise ‘suclayicr’ belgelerin,
akrabalar acisindan veya siyasi zuliim korkusuyla sifrelendigini veya imha edildigini séyler (Bii-
low, 2016, s. 150). Bunlara ilaveten bircok yazarin, ¢alismalar1 tamamlandiktan ve yaymlandik-
tan sonra, -artik kendi kendine konusma medyasi olarak gerekli olmadigini diisiindiiklerinden-
taslaklar1 yok etmelerinden bahseder. Yine de bu tiirden se¢imlerin, yani kisinin belgelerine,
nesnellestirilmis hafizasina nasil davrandiginin poetige, yasam tasarimlarina ve kimlik konsept-
lerine bagl olarak farklilik gosterebilecegini ifade eder (Biilow, 2016, s. 150).

Biilow’un bu yaklasimlariyla Nazife Aral-Giiran’in ardinda biraktig1 materyaller biitiiniine
bakildiginda, bircok belgenin yalnizca kendisi i¢in olmadigi, gelecekteki okuyucular veya aras-
tirmacilarla iletisim kurmak amaciyla, bilingli bir sekilde tutuldugu goézlemlenir. Kurumlarla
eserlerinin seslendirilmesi ve/veya kompozisyonlarinin konservatuvarda ders miifredatina dahil
edilmesi talebiyle yaptig1 yazismalar sonucunda elde ettigi olumsuz cevaplarin imha edilmemis
olmasi bu duruma verilebilecek 6rneklerden® yalnizca bir tanesidir. Notalarinin, kitaplarinin,
eserlerinin ilm1 bir sekilde tasnif ettirilmesini vasiyet eden Aral-Giiran’in ardinda biraktig1 bir-
cok not yonlendirmeler icermektedir. Kimi zaman klasérlerinin {izerine, kimi zaman ise eserle-
rinin iclerine ilistirdigi bu tiirden notlar, biiyiik 6lciide Aral-Giiran’in diizen anlayisini temsil
etmektedirler. Geride kalan malzeme biitiinii ise onun tarihini, mirasini anlamada okuyucuya,
arastirmaciya perspektif sunan yapi parcalarini gostermektedir.

Baska bir ifadeyle, Tiedemann’in ev insaat1 betimlemesiyle birlikte diisiiniildiiglinde, Aral-
Giiran'in diizen anlayisini temsil eden notlar1 ve yonlendirilmeleri yapinin, Nazife Aral-Giiran
Kisisel Arsivi'nin ana hatlarini vermektedir. Arsivin ihtiva ettigi malzemeler ise onun tarihini,
mirasini olusturan yapi parcalaridir.

Tatbik- Nazife Aral-Giiran Kisisel Arsivi

Yazimin basinda ifade ettigim gibi, Nazife Aral-Giiran Kisisel Arsivi’nin diizenlenme siireci, dok-
tora calismamla paralel olarak basladi ve bunun getirdigi fiziki kosullara bagli olarak, arsivin
icinde ve disinda yiiriitiilmeye devam etti.3 2009 yilinda baslayan bu siirecin ilk asamasinda
kurumsal arsivlere yon veren temel prensipler izlenerek, malzemelerin tespiti {izerinde duruldu.
Tespit edilen malzemeler [yazili unikat 6geler (el yazmalari, daktilo metinleri, dosyalar), basili
eserler (notalar, dergi ve gazete kupiirleri vb.), goriintiiler (fotograflar, cizimler, portre vb.), resmi
belgeler (kurum yazismalari, noter belgeleri, kimlik ve diplomalar), fiziksel nesneler (hatiralar),
mektuplar (ailevi, mesleki vb.)] ise zamanla tiirlerine, iceriklerine, tarihlerine ve kondisyonlari-
na gore tasnif edildiler. Fiziki kondisyonu yorgun, yipranma ve/veya silinme tehlikesi olan kimi
el yazmalar ise kisisel imkanlar dahilinde, dijital ortama aktarildi. 2015 yilina kadar devam eden
ikinci asamada ise Aral-Giiran’in kompozisyonlarini iceren bir eser listesinin olusturulmasi icin
calismalar yiiriitiildii. Tarih ve yer bilgilerinin verildigi, bitmis, bitmemis, revize edilmis fakat
temize cekilmek iizere bir kenara ayrilmis kompozisyonlari farkli meta-datalari icerecek sekilde
listelendiler. Bu malzeme biitiinii her ne kadar zamanla tiir, form, tarih ve icerik bakimindan

11 Kurumlarla yazigsmalarini iceren birkag drnek igin bkz. (Atalay, 2021, ss. 501-3).

12 Nazife Aral-Giiran'in 6 Nisan 1978 tarihli vasiyetnamesinden alinmistir. Bkz. (Giiran, 1978).

13 2009-2015 yillarini kapsayan siirecte doktora egitimim nedeniyle genellikle Viyana’da oldugum icin, arsiv icerisindeki
calismalar kisitli ve yogun c¢aligma araliklariyla devam etti. Dijital ortama aktarilan kimi belgelerin (mektuplar, kurumsal
yazismalar vh.) envanterlerinin ¢ikarilmasi da arsiv disinda, uzaktan yiiriitiildii.
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bir diizen icine girse de bestecinin eser katalogunu4 olusturma asamasinda bazi sorular belirdi.
Bestecinin eserlerine yazdigi tarihlerin yaninda hemen her zaman sehir isimleri de yer aliyordu
ve s0z konusu bu sehirler, cogunlukla bestecinin iiretim donemleriyle® iliskiliydiler. Ne var ki,
besteci tarafindan kopyalanmis kimi niishalarda farkli sehir bilgileri de yer alabiliyordu. Yani,
verilen yer ve tarih bilgileri her zaman bestecinin {iretim donemleri hakkinda dogru bilgi ver-
miyordu. Ornegin, Berlin Miizik Yiiksek Akademisinde, Paul Hoffer ile kompozisyon calisma-
larini siirdiirdiigii doneme ait (1938-1942) eserlerinin yer bilgisinde “Berlin” yer alsa da besteci
tarafindan cogaltilmis baz1 kopyalarinda “Ankara” notu belirebiliyordu. Bu durum, eser listesini
okurken bestecinin iiretim siireclerini bilmeyen bir kimse icin bir tiir kafa karisikli§ina neden
oluyordu: verilere gore, ayni eserin, ayni tarihte ve fakat hem Berlin’de hem de Ankara’da yazil-
dig1 yoniinde bir tablo ortaya cikiyordu. Bu durumda eser katalogunda s6z konusu eser nasil ve
hangi numara ve/veya kod sistemiyle siniflandirilmaliydi?

Bu noktada, Nazife Aral-Giiran’in diizen anlayisini temsil eden bircok not ve i¢-siniflandirma
konusundaki yonlendirmeleri, halihazirda izlenen ve kurumsal arsivlere yon veren temel pren-
siplere entegre edildi. Nazife Aral-Giiranin calisma notlarinin arasindan ¢ikan, 1969 yilinda
Ko6ln’de, Almanca olarak yazdigi bir 6ns6zde “kompozisyonlarimi sehir veya iilke adlarini alacak
sekilde siniflandirdim” notu (Atalay, 2022, s. 345), katalogun icindeki simiflandirmanin; besteci-
nin {iretim dénemlerini temsil eden sehirlere gore sekillenmesinde rol oynadi. Buna gore beste-
cinin eserleri NMA I Leninakan, NMA II Erken Istanbul; NMA III Berlin, NMA IV Erken Ankara;
NMA V iskenderiye, NMA VI Ankara; NMA VII Diyarbakir, NMA VIII K61n ve NMA IX Ge¢ Istanbul
dénemlerine atifta bulunan dokuz farkli 6n kodlamayla toparlandi. On kodlara eklenen numa-
ralar “No.” kisaltmasiyla, s6z konusu eserin boliimlerini iceren alt basliklar ise “a, b, c, d” gibi
ardisik harflerle temsil edildiler (Sekil 1).

Berlin Donemi

\
4

NMA III|No. 9 Sarkilar Demeti
NMA III No. 9a Kéroglu
NMA III No. 9b Aksam

NMA III No. 9¢ Cal Coban

Sekil 1: Sarkilar Demeti icinde yer alan {ic lied’i ve kodlamnislari.

14 Burada eser katalogu kavramini miizikolojik bir cercevede, besteciler icin hazirlanmis eser kataloglarini [Werkverzeichnis]
isaret etmek icin kullandim. Or. BWV kisaltmasiyla bilinen Bach Eser Katalogu, KV kisaltmasiyla bilinen Mozart Eser Katalogu,
Hob kisaltmastyla bilinen Haydn Eser Katalogu gibi.

15 Bu dénemlerle ilgili okumalar i¢in bkz. (Atalay, 2022, ss. 329—345; Atalay, 2021, Ss. 254—263).
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Eserlerin siniflandirilmasinda gérece kolaylik saglayan bu kodlama sistemiyle birlikte, eser-
lerin biiyiik bir kism1 dijital ortama aktarilarak, asil niishalar1 mikronu yiiksek, dayanikli polip-
ropilen kapakli dosyalarda korunmaya alindilar.

Arsiv icinde yiiriitiilen arastirmalarin {iclincii asamasinda ise Aral-Giiran’in dernek faaliyet-
leri {izerinde duruldu. Kuruculugunu iistlendigi Diyarbakir Filarmoni Dernegi’nin yani sira, iiye-
si oldugu ve bagista bulundugu derneklerle (Berlin Tiirk Ogrenci Dernegi, Uluslararas1 Cagdas
Miizik Dernegi, Tiirk Amerikan Dernegi, Tiirk Can Kurtarma Dernegi, Tiirk Amerikan Universiteli-
ler Dernegi, Universiteliler Kiiltiir ve Egitim Vakfi, Tiirk Japon Kadinlar1 Dostluk ve Kiiltiir Derne-
gi vh.) olan yazismalari, dernek icindeki faaliyetleri ve raporlar tarihlerine gore tasnif edildiler.

2009- 2018 yillar arasinda gazete ve dergilerde yayinlanan haber, r6portaj, makale ve ilanlar,
tarih, yer, dil ve icerik bilgilerine gore siniflandirildilar ve kiinyelendiler. Betamax, VHS forma-
tindaki video kasetlerine kaydedilmis kimi televizyon rdportajlar1 da yine ayni siirecte DVD for-
matina doniistiiriildiiler. 1936-1992 yillar1 arasinda ailesi, yakin dostlari, arkadaslar ve meslek-
taslartyla yazismalarini iceren mektup arsivinin diizenlenmesi ise bu siirecin en uzun ve yogun
asamasi oldu. 2019 yilina kadar devam eden bu siirecte ise, mektuplar génderici-alic1 bilgileri,
tarih, icerik ve adres bilgileriyle birlikte listelenip, desifre edildiler.

Kisisel arsivin onemli bir yerini tutan, Aral-Giiran’in ifadesiyle “fikir defterleri”, eskizler ve
bitmemis eserleri {izerinde yiiriitiilen calismalar ise halen devam etmektedir.

Acik Kalan Sorular

Giiran ailesinin 6zel miilkiinde olan ve heniiz kurumsal kimligi olmayan bu arsiv bitmis bir ya-
p1y1 temsil etmemektedir. Nazife Aral-Giiran Kisisel Arsivi’'nde yiiriitiilen ¢calismalar goniilliiliik
temelinde, kar amaci giitmeyen bir sekilde devam etmektedir. Arsivin gelecek icin hedefleri, Na-
zife Aral-Giiran'in vasiyetinde bulunan bazi istekleri temeline oturmaktadir: bestecinin eserleri-
nin “yazilmasi; basilmasi, yorumlanmasi” (Giiran, 1978, s. 3) ve yeni nesillere aktarilmasi, yani,
yasatilmasi. Bu niyet ve vizyon ile 2009-2023 yillar1 arasinda ¢ok sayida miizisyene, 6grenciye,
akademisyene, gazeteci ve yazara Giiran Ailesinin izni ve onayi ile materyal ve bilgi saglanmis-
tir. Ne var ki, bu zamana kadar arsiv malzemelerinin kullaniminda karsilikli giiven iliskisine
dayanan isleyisin, bestecinin eserlerine duyulan ilgi ve taleple dogru orantili olarak, bazi yasal
onlemlerle birlikte gelistirilmesi gerekmektedir. Ornegin, yakin tarihte, Aral-Giiran’in Berlin do-
nemine ait bir eserinin el yazma niishasinin- ailenin izin ve onay1 olmadan- bir dijital kiitiiphane
platformuna yiiklenmis oldugu tespit edilmistir. Sahsi kullanim veya bilimsel calismalar icin
saglanan bilgilerin ustlsiiz kullanimini1 6rnekleyen bu durum, arsiv materyallerinin kullanimi
ve bilgi giivenligi konularinda arsivin yasal ve hukuki siirecleri yonetecek bir danismanlikla bir-
likte calismasi gerekliligini ortaya koymustur.

Nazife Aral-Giiran’in eserlerinin biiyiik bir cogunlugu -heniiz besteci hayattayken- noter ku-
rumlarinca onaylanmis ve bilahare Almanya GEMA tarafindan takip edilmistir. Fakat bugiine
bakildiginda, biiyiik 6lciide “el yazmalar” ihtiva eden bu arsivin, telif haklar1 bakimindan nasil
bir yon izlemesi gerektigi heniiz acik bir sorudur.

Arsivin gelecegini ilgilendiren ikinci temel soru ise, arsivin fiziki giivenligi {izerinedir. Dogal
afetler, yangin veya hirsizlik konulariyla ilgili hangi 6nlemler, ne 6lciide alinabilir? Arsiv mater-
yallerinin sicaklik ve nem gibi tehditlere kars1 korunmasinda hangi tedbirler alinabilir? Kisisel
imkanlar dahilinde alinan tedbirler ne derece etkili olur? Arsiv materyallerinin korunmasi icin
basvurulan dijital saklama ortamlar1 ne kadar giivenlidir?
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Nazife Aral-Giiran Kisisel Arsivi’nin gelecegine yonelik acik kalan temel sorulardan bir tanesi
de arsivin su anki konumunun kalicihig1 iizerinedir. Ozel arsiv statiisiinde olan bir sahis arsivi,
uzun vadede nasil korunabilir?

Gelecege yonelik bir diger 6nemli soru ise arsivin gelistirilmesine yonelik atilacak adimlarda,
simdiye kadar arsivin diizenine y6nelik yapilan bu arastirmalarin ve pratik calismalarin hangi
konumda yer alacagidir.
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Abstract

The field of Jewish Music research originated at the beginning of the twentieth century, when
Abraham Zwi Idelsohn came to Jerusalem and began to document oral traditions of Jewish ori-
ental communities in music transcriptions and sound recordings. Idelsohn's pioneering work
set the ground for further research and recording of Jewish music. In 1935 a German-Jewish mu-
sicologist, Robert Lachmann, continued Idelsohn's work, and recorded the traditions of Jews,
Arabs, and other communities living in Jerusalem and Palestine at the time. The emphasis of
both of their work was on liturgical, traditional music transmitted orally and reflected ancient
Jewish music. In 1965, the National Sound Archives was established in the National Library of
Israel, and researchers continue to record traditional music along with popular music and other
genres of music. In this paper, I claim that, despite the developments in technology and the pro-
duction of popular music, the center of the National Sound Archives’ work remained loyal to its
intellectual and practical founders.

Keywords: Abraham Zwi Idelsohn, Robert Lachmann, Jewish Music, Israeli National Sound
Archives, Traditional Music.

Oz

Yahudi Miizigi arastirma alani, yirminci yiizyilin basinda Abraham Zwi Idelsohn'un Kudiis'e ge-
lip Yahudi dogu topluluklarinin sozlii geleneklerini miizik transkripsiyonlari ve ses kayitlariyla
belgelemeye baslamasiyla ortaya ¢ikti. Idelsohn'un 6ncii calismalari, Yahudi miiziginin daha

fazla arastirilmasi ve kaydedilmesi icin zemin hazirladi. 1935 yilinda Alman-Yahudi bir miizi-
kolog olan Robert Lachmann, Idelsohn'un ¢alismalarin1 devam ettirdi ve o dénemde Kudiis ve

1 Makale basvuru tarihi: 02.05.2023. .Makale kabul tarihi: 11.05.2023.
* Dr., Hebrew University of Jerusalem, Director of the Music Department of the Jewish National and University Library, gila.flam@nli.
org.il, ORCID: 0009-0005-3665-3577.
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Filistin'de yasayan Yahudilerin, Araplarin ve diger topluluklarin geleneklerini kaydetti. Her iki-
sinin de calismalarinin vurgusu, sozlii olarak aktarilan ve eski Yahudi miizigini yansitan ayin-
sel, geleneksel miizik iizerineydi. 1965 yilinda Israil Ulusal Kiitiiphanesi'nde Ulusal Ses Arsivi
kuruldu ve arastirmacilar popiiler miizik ve diger miizik tiirlerinin yani sira geleneksel miizigi de
kaydetmeye devam ediyor. Bu makalede, teknolojideki ve popiiler miizik tiretimindeki degisime
ragmen, Ulusal Ses Arsivleri'nin calismalarinin merkezinin, entelektiiel ve pratik kurucularina
sadik kaldigini iddia ediyorum.

Anahtar Kelimeler: Abraham Zwi Idelsohn, Robert Lachmann, Yahudi Miizigi, Israil Ulusal Ses
Arsivleri, Geleneksel Miizik.

Introduction

The Sound Archives of the National Library of Israel (formerly the Jewish National and University
Library) was established in 1965 as part of the music department of the library. The National Li-
brary of Israel was established in 1892, many years before the establishment of the state of Israel
and centred around Judaica and Western printed material. The founder of the sound archives
was Prof. Israel Adler (1925-2009), whose mission was to collect the Musical Memory of the Jew-
ish people and the people living in the area: Arabs, Bedouins, Samaritans, Christians, etc. Jew-
ish music intended to include the music of the Jewish people from all over the world, especially
those communities whose music had been transmitted orally and was never transcribed or writ-
ten down in Western music notation.

The recorded sound collection was added to the music department, which included music in
several formats, such as music manuscripts, printed music, musicological research books, and
periodicals. Adler wanted the music department to be a part of the National Library as he viewed
music in context and not as isolated sound fragments. The National Library includes, among
its collection’s manuscripts, books, periodicals in Judaica, Israeli history, Islam, and the Mid-
dle East, and general humanities source materials that correspond to Jewish and Israeli music,
which is essential for its studies. In addition to the newly designed music department and sound
archives, Adler established the Jewish Music Research Center as part of the Hebrew University
Musicology department to enhance Jewish and Israeli music research and publications on these
subjects.

When Adler designed the sound archives, he was aware of earlier sound recordings of Jewish
and Arabic music that had been recorded in Israel (then Palestine) by former ethnomusicolo-
gists. He was also aware of other European sound archives, such as the Phonogrammarchiv in
Vienna, the Phonogrammarchiv of Berlin, and the Phonoteque Nationale in Paris. He consulted
with experts in these archives and built a recording studio. He purchased a studio and portable
equipment and designed a room for scholars that provided listening facilities of the various me-
dia formats available in the 1960s, namely, Reel to Reel tapes and records. Adler invited Mr. Av-
igdor Herzog (1922-2022), who had studied in the music academy of Budapest with Zoltan Kodaly
and had had some experience in recording Jewish music in Israel, to be in charge of the archives
and designing its cataloguing system.

Adler, like other ethnomusicologists, such as A.Z. Idelsohn, Robert Lachmann, Edith Gerson
Kiwi, Johanna Spector, and Leo Levi (see below), focused on "traditional" Jewish music with
an emphasis on religious liturgical music. For them, traditional music was the music that was
transmitted orally for generations, has not been transcribed in musical notation, and was shared
by a group of people who performed it for generations. The early generation of Jewish music
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sound researchers believed that the sound of the present had been recalled by community mem-
bers, especially men who performed it in religious contexts and, therefore, kept musical com-
ponents of the past, even the past of the Jewish people before their exile from Israel in 70 A.D.
Non-liturgical music, folk songs, and newly created Israeli folk and popular music were regarded
as secondary in their importance and were more influenced by foreign traditions than by Jewish
ancient traditions. Non-liturgical music was often performed by women in various languages
and thus was neglected at the beginning by most scholars (but not all).

The second principle that governed the field and studio recordings of the first generation, was
the awareness that music changes due to immigration and the new media (records, radio), and,
therefore, music is in an endangered state and must be preserved in recordings before it disap-
pears or changes dramatically.

Israel Adler was not the first scholar to collect the National Jewish Music heritage. Abraham
Zwi Idelsohn (1882-1938) was the pioneer in collecting, recording, and publishing the sounds
(in transcribed form and recordings) of the Jewish people, with an emphasis on Oriental Jewish
music. His outstanding contribution was the publication of Hebrew Oriental Melodies in ten vol-
umes, titled Hebraisch-Orientalischer Melodienschatz (Thesaurus of Hebrew Oriental Melodies)
1914-1932. The first five volumes were based on field recordings of Oriental Jewish traditional mu-
sic he had encountered in Jerusalem. According to Idelsohn, these melodies were not influenced
by Western music and, therefore, represented the "pure" Jewish music of antiquity.

The second musicologist who recorded in Palestine was Robert Lachmann (1892-1939). Lach-
mann focused on Eastern-Oriental Jewish music, as well as Non-Jewish Oriental music (Arabic,
Bedouin, etc.), to “rescue” this authentic Oriental music from Western influences. Although the
concept of establishing a sound archive, conducting recordings, and providing musicological
analysis was Western, the focus of the earlier scholars was on Oriental music. When the state of
Israel was established in 1948, the duality between Oriental musical traditions and Western mu-
sical traditions was present. The state emphasized Western culture, but the various immigrant
communities struggled to keep their traditional music, at least in liturgical music and, to an
extent, para-liturgical and secular contexts. This struggle between “East” and “West” continues
until today. Israeli national music is still difficult to be defined in musicological terms, and it
moves between East and West due to the complex nature of the people living in Israel and the
political circumstances of Israel, a Jewish state surrounded by Arabic countries. Therefore, the
national music collection is in flux. Yet, the legacy of Idelsohn and Lachmann is still present and
forceful in present-day collecting, cataloguing, and research.

Founders of the Israeli National Sound Archive: 1907-1939

Abraham Zwi Idelsohn

Abraham Zwi Idelsohn is considered to be the most important figure in establishing the field of
Jewish Music Studies. Born in 1882 into a traditional Jewish family in Russian Latvia, Idelsohn
spent his childhood first in the seaside Baltic town of Filzburg, then in the neighboring city of
Libau. After a traditional yeshivah education, he apprenticed himself to a local cantor and then
settled in Germany to continue with his musical education. There, in the opening years of the
twentieth century, he worked as a professional cantor in Augsburg, Berlin, and Leipzig while also
studying at Berlin's Stern Conservatory and the Leipzig Academy of Music.

Drawn both to Western classical music and Jewish cantorial music, Idelsohn encountered
similar facile denials of the very existence of Jewish music (Idelsohn, 1928, pp. 193-194). His frus-
tration led him to Zionism as the only way to rediscover his roots and create the New Hebrew



Gila Flam, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 148-158 | 151

music (which later became Israeli music), which was lost in Exile. He immigrated to Palestine in
1907. At the time of Idelsohn’s arrival, formal scholarly research efforts on Jewish music were still
in their infancy in Europe. Idelsohn thought that a solution to the questions of defining the origin
and nature of Jewish music should be discovered in the Orient, where the natural Jewish music,
without the layers of cultural influences of the Diaspora, especially the European influences on
Jewish music, was born and remained in the musical tradition of the oriental people. Zionism
offered the possibility of a real musical renewal of the Jewish people. Just as Jewish musicians
would recover their true national essences in Zion, Idelsohn believed, diasporic Jewish music
would be reborn as Hebrew national music cleansed of its European detritus in Zion.

The first stage of this process of national rebirth would be collecting and publishing oriental
Jewish melodies. Confronting the staggering diversity of Jewish musical traditions represented
by immigrants and longstanding Jewish sub-communities in the Yishuv? in Palestine, Idelsohn
launched an "ingathering of the exiles" in music. Beginning in 1908, he set out to document the
music of various Jewish ethnic communities of Jerusalem, focusing on Oriental Jewish communi-
ties, to discover the pure sound of the Jewish people. Idelsohn (Ben-Yehuda)? believed that ‘the
Jewish people had preserved a core of their own melodies, such as the folk-tunes of the Jews in all
corners of the world, which derive from a single source, and all possess a common foundation.
Once the ‘rust of the Exile’ had been removed from them, these melodic kernels would then form
the seeds for new national music, known not by the diasporic referent as “Jewish music” but
should be redefined as “Hebrew music” (Ben-Yehuda,1908,2-3). The use of the word 'Hebrew'
for the Zionist old-new culture was common until the establishment of the state of Israel in 1948
when the term changed to 'Israeli'.

Idelsohn believed and proved that the true source of authentic Jewish national music lay in
the Jewish world of the Orient. The Jews of Yemen, Morocco, Persia, Egypt, and Iraq, those who
had never left their original dwelling places in the Middle East and never met the peoples of Eu-
rope, had no external cultural influences beyond the other "Semitic tribes" among whom they
lived. It was there that true Hebrew national music laid in its original Oriental form. (Idelsohn,
1924, pp. 1-6).

Later generations of musicologists, beginning with Lachmann, challenged Idelsohn's core
historical assumptions about the antiquity and purity of this “Oriental” Hebrew music, par-
ticularly his static vision of “Semitic” Arab music (Seroussi, 2001). However, Idelsohn's ideol-
ogy made him collect in Palestine liturgical music and para-liturgical music of Oriental Jew-
ish communities in Jerusalem, which She transcribed in Western notation and published in his
Hebriisch-Orientalischer Melodienschatz, (Thesaurus of Hebrew Oriental Melodies.) (Idelsohn,
1932, vol. 1 XII).

The focus was not on Hebrew-language sacred songs of mixed origins. but on isolated melo-
dies, archaeological sonic fragments recovered from antiquity. He proposes a category of “Se-
mitic” melodies as the pure musical essence of the ancient Hebrew nation. These melodies form
his benchmark for an unchanging authenticity against all other Jewish musical traditions which
can be judged and classified. His emphasis on the pre-Exilic Semitic musical past, when all Se-
mitic peoples shared a common source in the pre-Islamic, pre-Arabic, and pre-historical East,
that preserve the melodies and sounds of the ancient world which meant that for Idelsohn the
purest Hebrew national music could be defined and identified as Arab music. (Idelsohn, 1924,

Pp. 284-287).

2 Yishuv — Jewish settlements in Palestine from the last quarter of the 19th century until the establishment of the State of Israel
in 1948.
3 Idelsohn also used the name Ben-Yehuda, The son of Judah, a translation of his name Idelsohn.
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Idelsohn's project depended in large part on the intellectual models and financial support
from German and Austrian imperial scholarly institutions. The scholarly methods he employed
were a direct import from the new field of contemporary European comparative musicology.
German scholarship stressed a philosophical-archaeological approach to isolated fragments of
melody for scientific analysis and classification based on scales. This approach was reinforced
by the decision to use the new technology of sound recording. The phonograph machine allowed
Idelsohn to capture sounds in situ, giving the illusion of authentic sound. However, the technol-
ogy was in its very early stages. Idelsohn used an Edison Phonograph Machine and recorded on
cylinders without any technical professional support. The cylinders could contain about one
minute of sound and thus what was preserved were only fragments of prayers and liturgical
songs, melodic snippets removed from their context and converted into scientific data. The final
digitization and publication of Idelsohn's recordings was completed in 2006 by the Sound Ar-
chive of the Austrian Academy of Science (Lechtleitner, 2005).

As mentioned above, Idelsohn recorded on wax cylinders between 1911-1913 with the financial
and technological support of the Royal Austrian Academy of Science in Vienna. In the winter of
1913/1914, Idelsohn journeyed to Vienna, where the academy granted him office space to organ-
ize his research materials and publication subvention for Melodienschatz. The Austrian aca-
demic authorities viewed Idelsohn’s linguistic and ethnographic research as a valuable inquiry
into the larger anthropological questions of Semitic languages and music.

In 1922 Idelsohn departed to the USA to continue his lecturing and promote his research and
publications. In the USA, he published five additional volumes of the Melodienschatz that com-
prises the music of Ashkenazi Jews: German synagogue music, South German liturgical music,
East European Synagogue music, East-European Folk Song, and Hasidic music. Although he
aimed at the American Jewish audience, which was not necessarily Zionist or Oriental, he tried
to show a common Oriental root for all Jewish musical traditions, including the Ashkenazi (Eu-
ropean) liturgical music, and analyze their modes and melodic motives. Idelsohn set the ground
for Jewish music research. (National Library of Israel, Mus 0004) His ten volumes of Melodiens-
chatz represent a novel bid of Jewish musical culture and serve as the fundamental repertoire for
the next generations of musicologists in Palestine and Israel to compare their findings with his.
Idelsohn summarized his research in his outstanding book about the history of Jewish music he
published in 1929, which is still the fundamental book for studying Jewish music. His work and
findings still inspire musicologists to reinvestigate many of his findings and conclusions (Adler,
Bayer & Schleifer, 1986). His archive was donated by his family to The National Library of Israel.
(National Library of Israel, n.d.)

Robert Lachmann

Robert Lachmann came to Jerusalem in 1935 to conduct a systematic investigation of Oriental
music in Palestine and establish a sound archive of Oriental music at the Hebrew University of
Jerusalem. Unlike Idelsohn, Lachmann was not a Zionist, and his agenda was not driven by any
Jewish ideology but by European scholarship that aimed to provide a wider universal discussion
of musical evolution. Lachmann arrived in Palestine after he was dismissed from his position in
Germany with the rise of Nazism in 1933 and was looking for a place to continue his musicologi-
cal work, especially his research on Arabic music. He contacted several institutions and Jewish
leaders and eventually received an invitation from the Hebrew University of Jerusalem to come to
Jerusalem and establish a sound archive of Oriental music. By accepting this invitation, he then



Gila Flam, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 148-158 | 153

planned to continue his musicological research on the musical traditions in Mandatory Pales-
tine, especially those of Oriental origin, both of Jews and non-Jews living in Jerusalem.

Born in Berlin in 1892, Lachmann was raised in an assimilated Jewish family. His first encoun-
ter with non-Western music was during WWI when he served as an interpreter to North African
and Indian prisoners of war at Wiinsdorf, Germany. His doctoral dissertation for the University
of Berlin focused on the music of the Tunisian prisoners (Lachmann, 1923, pp. 136-171).

As a comparative musicologist, Lachmann was knowledgeable in a wide range of European
and non-European traditions. His publications include articles on Haydn and Schubert manu-
scripts, which he researched at the State Library in Berlin, and his classic monograph Music des
Orients (1929) explores music cultures from North Africa to the Far East. In 1930 he cofound-
ed the Gesellschaft fur Vergleichende Musikwissenschaft (Society for Comparative Musicology),
with his Berlin colleagues Erich M. von Hornbostel and Johannes Wolf. Lachmann was the sole
founding editor of the society's journal Zeitschrift fiir vergleichende musikwissenschaft (Journal
of Comparative Musicology), the first international journal in ethnomusicology. The journal had
published only three volumes 1933, 1934, and 1935. Unfortunately, Lachmann could not continue
his work in Palestine due to a lack of financial support.

Lachmann was primarily a scholar of Arab music. Fluent in spoken and written Arabic, he
carried out extensive fieldwork across North Africa through the 1920s and early 1930s, equipped
with an Edison phonograph. In April 1935, Lachmann arrived in Jerusalem accompanied by his
recording technician, Walter Schur. He brought with him his state-of-the-art recording equip-
ment; his personal library of books, periodicals, and commercial records; copies of his own col-
lection of some five hundred wax cylinder recordings; and copies of some forty wax cylinder re-
cordings made by Idelsohn in Jerusalem in 1913. Over the following three years, Lachmann made
about 700 metal disc recordings documenting the oral traditions of the different non-European
communities of Palestine. He received a one-year appointment as an associate researcher at the
School of Oriental Studies at the Hebrew University of Jerusalem, which was extended for further
two years. In May 1938, despite Dr. Judah L. Magnes's, the Chancellor of the Hebrew University,
vigorous attempt to secure Lachmann a permanent position, it was not approved, and the uni-
versity agreed to support his work for only three more years without further commitment.

For Lachmann, Jerusalem was not just another ancient city surrounded by mountains it was a
meeting place of the three great monotheistic religions, abounded in relics, monuments, edifices,
and sites attesting to its history, which had turned familiar, as the terrestrial became spiritually
endowed. Christians, Muslims, and Jews expressed their heritage in unique rituals and customs,
relying on canonical texts and sanctioned musical utterances. For Lachmann, Jerusalem and
Palestine provided a great opportunity for comparative research. In such a small geographical
area, he was able to find a great variety of musical traditions.

In his first report on the section for the study of non-European Music from 14.06.1935, he
suggested to research not only “the different Jewish traditions, but also those of the Christian
Oriental communities of Palestine and, perhaps, recitations of the Koran, all of them in reliable
renderings. Moreover, there still existed a wealth of secular song and instrumental music espe-
cially on the part of Arab peasants and Bedouins” (Katz, 2003, p. 112). As professional musicolo-
gists, he also suggested to sketch in advance a comprehensive program of studies.

In an official report (in English) published in the “Information Bulletin” of The Hebrew Uni-
versity in Jerusalem, June 1936, under the subtitle “In the humanities”, a short report on the
Archives of Oriental Music at the Hebrew University describes the following:
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1. Archives of Oriental Music at the Hebrew University. The Director of the newly-established
Archives for Oriental Music, Dr. Lachman, participated, in Germany, in the establishment of
the Phonogram archives, where spoken and musical documents of all nations are collected
in the form of gramophone records and scientifically studied....The material collected by Dr.
Lachman consists of (a) Jewish, (b) Samaritan, (c) Arabic, and (d) the music of various other
national groups to be found in Palestine, e.g., of the Abysinians, Copts, Armenians, etc.

The second part of the report deals with technology as a two-faceted tool: it provides a sub-
stantial opportunity for preservation and research but uses the same technology for recordings
that are produced for commercial reasons and are broadcasted, which might change the oral
tradition and make it obsolete:

2. Jewish Music. The Discovery and Collecting Jewish Musical Documents in Palestine. Pal-
estine is the sole country in which groups of representatives of all sections of World Jewry
can be found in close proximity and comparatively unaffected by the influences of the Outer
World. ...This collecting must be carried out at once, as musical documents that are, to a
considerable degree, highly valuable are in the process of being lost. Like all the rest of the
population, the younger generation of these groups is subject to the influences of Assimila-
tion; gramophones and wireless sets have penetrated these hitherto exclusive circles and are
displacing the old traditional music, influencing the hitherto untouched and pure taste; as
a result, the old genuine musical traditions are in danger of disappearing with the passing
away of the older generation.

The report continues with another subtitle, “Using the Opportunity” and states that the study
of the sound of languages in Jerusalem will enable the understanding of the history of music, not
only of the Orient but of Western music as well:

There is no place in the world where so much old folk and Art music can be collected as in
Jerusalem; since there is no other spot in which so many carried racial groups live in close
proximity within the walls of a single city. Dr. Lachman had the opportunity of recording the
musical traditions of Jews of all lands, from Morocco, Algieri, and Tunis to Yemen, Afghani-
stan, Baghdad, North Persia, Buchara, Kurdistan, etc. The elements of their various kinds of
music derive, to a considerable degree, from forgotten cultural epochs and are the sole ves-
tiges of long-dead branches of Oriental and African music; as such, they are of inestimable
value for the history of music. (Lachmann, 1936, pp. 7-10).

Lachmann’s professional correspondence and diaries describe an unrelenting stream of ob-
stacles relating to inadequate and insecure finances, and lack of institutional support for his
work which was conducted mainly by him with the assistance of his sound engineer. His insist-
ence on recording all the religious groups, without prioritizing any one of them, drew criticisms
from both Muslims and Jews and alienated potential sponsors interested only in Jewish music.
With World War II on the horizon, pressures of Jewish immigration from Nazi Europe fuelling
Jewish nationalist aspiration, and Arabs staging a general strike and revolt, the time was not
suitable to convince potential sponsors of the value and urgency of Lachmann's unique and ec-
lectic project of collecting and researching Oriental music in the Orient. Sadly, Lachmann fell ill
and died in May of 1939 at the age of forty-six. His archive and recordings are held at the National
Library of Israel (National Library of Israel, n.d.).

In The Lachmann Problem: An Unsung Chapter in Comparative Musicology, Ruth Katz describes
Lachmann's career in Palestine in quasi-dramatic terms (2003, p. 274). Despite all difficulties,
the establishment of the Archive for Oriental Music was remarkable. His teaching also inspired
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new musicologists to work in the field of traditional music, and until the establishment of the
Musicology Department at the Hebrew University of Jerusalem and the opening of the National
Sound Archives at the National Library (which was a department of the Hebrew University of
Jerusalem until 2010) in 1965, Lachmann's collection was taken care of by his student Dr. Edith
Gerson-Kiwi (1908-1992), as part of a folklore collection sponsored by the Ministry of Education,
and was the only place to conduct research in non-Western music and in Jewish oriental music
until 1965.

For Lachmann, the most reliable method was recording by means of the phonograph and
playing back in various speeds and ways, and to that end, he needed an all-year-round techni-
cian who would take care of the technical issues while he would concentrate on research and
analysis of the recordings. Lachmann and the sound engineer Walter Schur, managed to main-
tain the equipment, copying from cylinder to disc and from disc to disc and playing back the
recordings to the musicians that were recorded. This last playback context Lachmann found very
effective as it encouraged the musicians to cooperate with the recordings and ease the fear of the
recording machine. The crucial relationship between technology and musicology, in general,
and with comparative musicology, was new and revolutionary in Jerusalem in the late 1930s.

Lachmann set up the model for future national sound archives. Documenting oral musi-
cal traditions through recording in good quality, being able to play back immediately as well
afterward, labelling the recordings in a systematic way, cataloguing the recordings, and stand-
ing them in a sound archive that provides access to the public and to scholars. According to
Lachmann, the recording preceded any analysis, writing, or publication that could be conducted
later. Lachmann's work in Palestine set up the ground for all future research in Palestine and Is-
rael and was the local model for the establishment of the Sound Archives of the National Library
of Israel in 1965.

Lachmann's field work and sound archive embraced the oral musical traditions of all eth-
nic and religious groups in Palestine, and allowed multidisciplinary studies, including music,
historical, sociological, ethnological, and philological perspectives. The scope was boundless,
potentially extending beyond Palestine to the neighboring Middle East, and above all, it was
urgent.

In his diaries, reports, and lists, Lachmann registered the communities and the number of
recordings of each community he recorded during his stay in Jerusalem:

Samaritan music — 233 (discs): Jewish music: Jewish-Kurdish — 12. Jewish-Yemenite — 75;
Jewish-Western -51; Other Jewish communities — 25. Jewish Contemporary — 34. Arabic:
Bedouin - 23; Peasant -119; Religious — 9; Women and Children — 9; Arabic Oriental Urban
music — 92; Christian — 42; Gypsy — 6; Other — 9; Total: 769.

Lachmann was aware that the correlation between the musical system and social function
constitutes the primary principle of classification in Oriental music. He classified his music ac-
cording to its social function and musical qualities: religious or secular, urban or rural, vocal
or instrumental, male or female songs, lyrical recitation, or choral songs. On another level, he
classified Middle Eastern music according to different “national and ethnic systems”. Thus, in
Lachmann's musical worldview, the panoply of Middle Eastern music unfolds as a multi-layered
musical archaeology in which remnants of different historical strata provide windows onto their
own and potentially other musical pasts.

Lachmann, like Idelsohn, wanted to discover ancient Jewish and Oriental music. Unlike Idel-
sohn, who intended to reconstruct the ancient Hebrew music, to reconnect modern Zionists to
their pre-exilic culture and, based on that, compose new Hebrew music, Lachmann wanted to
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preserve the music, disseminate it as “genuine local music”, and assist the resistance against
Western influences and musical assimilation.

Lachmann knew that Jews and non-Jews shared similar musical languages. In his monograph
on “Jewish Cantillation and Song in the Isle of Djerba”, based on his two-week research trip to
the remote Tunisian village of Hara Sghira, he comes to the conclusion that Jewish music has
been changed and influenced by its neighboring cultures, especially Arabic urban music, and
that it does not belong to an older stratum than Jewish music on the mainland (Lachmann, 1940,
p. 1) The liturgical cantillation and the women's songs of Djerba, in contrast, exemplify differ-
ent tendencies and belong to “that class of recitation which includes the emphatic rendering
of magic formulae, of sacred texts, and of heroic poems" in which “the voice, instead of follow-
ing purely musical impulses...primarily serves to support speech.” (Lachmann, 1940, p. 7). The
question of the relationships between Jewish music and the music of their neighboring cultures
remains the center of almost any musicological research until today.

Current State of Research

Despite the gap in time, Idelsohn and Lachmann set up the intellectual ground for the National
Sound Archives of Israel that was established in 1965 in the State of Israel. The music to be re-
corded, the technique of recordings, research questions, and interviews are of the same nature as
Idelsohn and Lachmann: to discover the musical traditional music of a community and its rela-
tion to the surrounding musical cultures and its inner sociological and psychological influences.

Most of the modern Israeli ethnomusicologists followed the method of Idelsohn by dividing
Jewish communities according to their origins, and Jewish performance context (i.e., sacred or
secular, men or women). In addition, they attempt to provide a description of each performed
piece according to its musical system and textual source.

This can still be seen in the massive digital catalogue and digital collection of the Sound Ar-
chives of the National Library of Israel, in which music is divided according to “traditions” (mas-
oret), meaning the original community’s sound of language. The system has been updated, but
the basis remained the same as in Idelsohn's and Lachmann's work. New traditions, especially
of Israeli folk songs, have been added, but the core of the collection remains Jewish traditional
liturgical music representing “tradition”.

Until recently, Israeli musicologists did not study Israeli folk and popular music, as it was re-
garded as of less significance since it was commercially produced, influenced by Western popu-
lar music, not stable as a musical language, and lacked the perspective to enable musicological
study. However, since the 1980s, collection and research have been conducted on early Israeli
folk songs (zemer ivry) and Israeli popular music.

The ethnomusicological work in Palestine and Israel continued with the significant work of
several scholars and musicologists, to mention only a few: Edith Gerson Kiwi (1908-1992), Jo-
hanna Spector (1915-2008), who recorded in Israel, India, and the USA; Leo Levi (1912-1982), who
recorded in Israel, Italy, and Greece. Avigdor Herzog (1912-1922) recorded Samaritans and Ash-
kenazi Jews in Israel. Shoshana Weich-Shahak (1940- ) documented the tradition of the Ladino
song in Israel, Spain, Greece, and Turkey, and Uri Sharvit (1939-2021) documented and studied
the tradition of Yemenite Jews as well as Ashkenazi Jews. Eliyahu Schleifer (1939 -) recorded and
studied the European Ashkenazi cantorial music, Yaakov Mazor (1935- ) collected the various
musical traditions of the Hasidim, Amnon Shiloah (1928-2014) documented Arabic music and
oriental Jewish traditions. Dalia Cohen (1926-2013) documented and studied the Arab music of
Palestine.
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Younger generations of scholars such as Edwin Seroussi (1952-), Ephraim Yaakov (1953-2015),
and Gila Flam (1956-) continued their work in documenting oriental Jewish traditions, Yemenite
Jewish music, and Ashkenazic Yiddish song. Most of the scholars, especially those living in Is-
rael, conducted fieldwork among Jewish communities. Only a few conducted recordings among
Arabs of Israel. This generation of scholars conducted fieldwork among several communities but
mainly with individuals who could recall through their musical repertoire the events and history
of their communities that no longer exist.

Conclusion

Despite the vast technological changes of the 2oth and 21st centuries of recordings, the dissemi-
nation of sound recordings on the web, and the vast field recordings and commercial recordings
that the Sound Archives of the National Library of Israel produced and acquired, the subjects of
recordings remain “traditional” music. Today the Israeli sound archives hold over one thousand
hours of recordings and are still growing, accessing recorded sound in all formats: reel-to-reel
tapes, compact cassettes, records, and compact discs.

We hope that future generations of sound archivists will develop a better system for catalogu-
ing and describing traditional Jewish music and enable comparison and analysis of the various
recordings that have been made for over one hundred years. The approach should be wider on
a national and international level as Jewish music and Israeli music, including Arabic music,
share a common language - the language of sound and music. - More cooperation with other
sound archives and digital access to other collections in the world will bring a better understand-
ing of what Jewish music is — a question that has not been answered yet. (National Library of

Israel, Sound Archive, n.d.)
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Ozgiin Makale

Darmstadter Ferienkursen fur Neue
Musik in Relation to the Middle East in
Light of the IMD Archive's Documents!'
IMD Arsivi Belgeleri Isiginda Darmstadter
Ferienkursen fur Neue Musik'in

Orta Dogu ile lliskisi

Joevan de Mattos CAITANO*

Abstract

Relations with the Middle East have not been covered in publications about the renowned In-
ternational Summer Courses for New Music in Darmstadt for many years. This article aims to
provide an overview of the relationship between Internationales Musikinstitut Darmstadt and
musicians as well as institutions in Turkey, Egypt, Israel, Iran, and Lebanon between 1949 and
2021 based on materials gathered from the IMD Archiv, private archives, interviews, and special-
ized literature.

Keywords: New Music, Darmstadt, IMD Archiv, Middle East, Turkey, Egypt, Israel, Iran, Leba-
non.

Oz

Darmstadt'taki iinlii Uluslararas: Yeni Miizik Yaz Kurslari ile ilgili yayinlarda uzun yillardir Orta
Dogu ile kurulan iliskilere yer verilmemistir. Bu makale, IMD Arsivi, 6zel arsivler, roportajlar
ve Ozel literatiirden toplanan materyallere dayanarak 1949-2021 yillar1 arasinda Internationales
Musikinstitut Darmstadt ile Tiirkiye, Misir, [srail, iran ve Liibnan'daki miizisyenler ve kurumlar
arasindaki iliskilere genel bir bakis sunmay1 amaclamaktadir.

Anahtar Kelimeler: Yeni Miizik, Darmstadt, IMD Arsivi, Orta Dogu, Tiirkiye, Misir, Israil, iran,
Liibnan.

Introduction

The Darmstadt New Music Summer Course has been integral to the development of both German
and international new music since its founding in 1946. As a result of the documents preserved in

1 Makale basvuru tarihi: 02.03.2023. Makale kabul tarihi: 16.05.2023
* Dr. phil., Kantor at the Ev.-Luth. Kirchenbezirk Lbau-Zittau and Independent Musicologist, joevan.citano@yahoo.com.br. ORCID:
0000-0002-6925-5664.
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the IMD Archive, it is now possible to connect this reflection on the Internationales Musikinstitut
Darmstadt to its connections with Turkey, Egypt, Israel, Iran, and Lebanon. Although the trace
of its written and oral tradition has gained international recognition, the connections with the
Middle East have not yet been addressed.

As part of this musicological engagement, I was required to work with archives and artisti-
cally incorporate my research findings there. These efforts reflect my interactions with various
composers, instrumentalists, and musicologists whom I have spoken to and who have enhanced
the materials gathered in the IMD Archiv, Stadtarchiv Darmstadt, Hommel Nachlass at the Uni-
versity of Miinster, and Archives of Modern Japanese Music in Tokyo, among other places.

Since 2017, it has been possible to conduct online searches within the IMD archive, which
preserves correspondence, letters, and administrative documents, as well as the database of the
digital archive, non-text documents like photos, and audio documents, like recordings of perfor-
mances and lectures (Schmidt, 2018, p. 147-157; Reese, 2020, p. 43-67).

[ was inspired to invest in this theme by presenting archive materials previously unknown in
musicology, allowing a widening of perspectives, as a result of my experiences at the Darmstad-
ter Ferienkurse connection in a global context linked to personal research on this archive at the
IMD Archiv. The flow of research at the Internationales Musikinstitut Darmstadt has shown that
the extraordinary added value of intercultural music lies in the methodology and approach of
scientific and artistic research that produces diversity as a result, that involves looking for indi-
viduals and works that are not represented in the canon and can lead to insights that broaden the
context.

The main goals of this article are to present a list of activities involving the IMD connection
and the Middle East, as well as to reveal the influence of Darmstadt on the careers of some partic-
ipants from the mentioned countries. These materials, interviews, and specialized literature are
the foundation of this article. The elaboration of this essay through additional, more methodical
approaches will add a transnational event to the discourses on Darmstadt.

Wolfgang Steinecke in Dialogue with Turkey between 1950 and 1961

Wolfgang Steinecke undertook a number of projects between 1946 and 1961 to promote Darm-
stadt internationally and to invite notable artists from many continents. Before the construction
of the Berlin Wall, during the early stages of the cold war, there was a connection between the
Kranichsteiner Musikinstitut and the Middle East, including Turkey.

Eduard Zuckmayer and Wolfgang Steinecke, corresponded from 1948 to 1952. In the corre-
spondence, Zuckmayer introduced Turkish composers such Ulvi Cemal Erkin, Nevit Kodalli, and
Biilent Arel. One of Zuckmayer's projects involved trying to get a group of students from the
State Conservatory in Ankara to come to Darmstadt. Zuckmayer proposed to give a presenta-
tion concerning “New Music in Turkey,” while playing piano examples of various musical styles.
Steinecke invited Zuckmayer to provide a lecture on "New Music in the Classroom" due to his
outstanding abilities as a music instructor (Borio & Danuset, 1997, p. 513-638).2

Thanks to Eduard Zuckmayer's recommendation, Nevit Kodalli maintained contact with Wolf-
gang Steinecke between 1950 and 1958. Nevit Kodalli's work “Sinfonietta for String Orchestra”,
was performed in the 1950 Darmstadter Ferienkurse, and “Sonata for Piano”, was performed in
1953 (Trudu, 1992, p. 55-61; Borio & Danuser, 1997, p. 513-638).3

2 Eduard Zuckmayer is the subject of more than 49 entries in the IMD Archive. See also (Dogan, 2002; Ugan, 2012; Kalyoncu, 1985).
3 Nevit Kodalli is the subject of more than 26 entries in the IMD Archive. See also (Unakitan, 2006; Ilyasoglu, 2009).
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Additionally crucial was Eduard Zuckmayer's role as a link between Wolfgang Steinecke and
Professor Muzaffer Arkan. The engagement of Professor Muzaffer Arkan (1923—2006), who repre-
sented the Ankara Devlet Konservatuvari [Ankara State Conservatory| from 1952 and 1961, lends
credence to the ties between Darmstadt and Turkey. The correspondence between Wolfgang
Steinecke and Muzaffer Arkan attests to the fact that various Turkish composers were discussed,
including Alnar Ferid (1906-1978), Ulvi Cemal Erkin (1906-1972), Ilhan Usmanbas (b.1921), Arel
Biilent (1919-1990), Ilerici Kemal (1910-1986), Adnan Saygun (1907-1991), the conductor Hikmet
Simsek (1924-2001), the Liko Amar (1891-1959), and others.4

In order to get the schedule for the Kranichsteiner Ferienkurse fiir Neue Musik, pianist Mith-
at Fenmen (1916-1982) wrote to director Wolfgang Steinecke in 1952. The correspondence men-
tioned conductor Hikmet Simsek (1924-2001). Mithat Fenmen and Hikmet Simsek collaborated
on performances as friends. The greatest piano master in Turkish history is Mithat Fenmen. The
National Conservatory in Ankara was overseen by Mithat Fenmen from 1951 until 1954 (Coskuner,
2021).5

The connections between Darmstadt and Turkey coexisted with exchanges between IMD and
conductor Hikmet Simsek (1924—2001), who split his time between Paris and Ankara into the
1950s and 1960s. Simsek spoke with Wolfgang Steinecke and Emmy Zedler between 1952 and
1962, and the German Embassy in Ankara provided a letter of recommendation for him. Otto
Matzerath (1914-1963) and Hans Zanotelli (1927-1993), two German conductors who were working
in Darmstadt at the period, and Hikmet Simsek were among those with whom he exchanged ex-
periences.® The violinist Liko Amar (1891-1959) serves as a point of reference for the development
of Turkish music and its relationship with Darmstadt. Liko Amar communicated with Wolfgang
Steinecke between 1954 and 1956 with the intention of attending the Kranichsteiner Ferienkurse
fiir Neue Musik in 1954 and 1955. The composer Ulvi Cemal Erkin (1906-1972), the pianist Fuat
Tiirkay (1907-1983), and the cellist Frank Maurits (1892-1959) are mentioned in the letters. Wolf-
gang Steinecke attempted to assist Liko Amar in the bureaucratic procedure by getting in touch
with Friedrich Hummel at the German Embassy in Ankara and receiving assistance from the
Foreign Office in Bonn. According to the correspondence, Liko Amar was formally requested to
deliver a lecture in Darmstadt. Liko Amar's communication with Steinecke coincided with Mau-
rits Frank's project to introduce new music courses in Ankara in 1954 based on the Darmstadt
standard. The Exposé's two pages are preserved in the IMD Archive.?

Brigitte Schiffer and Exchanges between Egypt and IMD

In order to expand the scope of the Darmstadter Ferienkurse and expose participants to the musi-
cal culture around the world, Wolfgang Steinecke devised plans to bring immigrants from other
European nations and continents to Darmstadt in the 1950s. With the help of numerous experts
in the fields of composition, performance, etc., new music was developed at Darmstadt with the
inclusion of immigrants as possible components (Mauser, 1994, p. 241-248; Schmidt, 2013, p.
30-64). The Kranichsteiner Musikinstitut Darmstadt first established contacts with Africa in the
1950s. In Cairo at the time, Brigitte Schiffer, an ethnomusicologist and composer, was in contact
with Wolfgang Steinecke (Trudu, 1992, p. 55-61).

4 Muzaffer Arkan is the subject of more than 38 entries in the IMD Archive. In reference to Liko Amar, see (Winkler, 2009).

5 Watch the excellent documentary "Mithat Fenmen Belgeseli" to learn more about this Turkish pianist's life and career. Mithat
Fenmen Belgesel Ozgiin Coskuner/Hakan Yilmaz Afyon Kocatepe Universitesi Bilimsel Arastirma Projeleri Koordinasyon Birimi
2020 Mithat Fenmen Belgeseli - YouTube retrieved on May 15, 2023.

6 Hikmet Simsek, an orchestral conductor, is the subject of more than 15 entries in the IMD Archive. See (Kiitahyali, 2003).

7 Exposé by Maurits Frank on the project for courses in new music in Ankara. Signature: IMD-A100017-200333-18, Date: Septem-
ber 19, 1954.
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Brigitte Schiffer's time in Egypt began in 1933 when the Berlin Phonogram Archive engaged
her to travel to Egypt's Siwa oasis for research purposes. She moved back to Cairo in 1937 and
began working as a music instructor at the State Institute for the Education of Women in Fine
Arts. She later took over as the department's head until 1960. She worked in Cairo as a music
instructor at the State Institute for the Education of Women in Fine Arts from 1937 until the early
1960s and then for a while served as the department's head of music. She made significant radio
program contributions in Cairo and spoke at the International Summer Courses for New Mu-
sic in Darmstadt, where she also authored several reports. Ethnomusicologist Brigitte Schiffer,
who had spent 20 years working in Egypt and exchanging letters with Wolfgang Steinecke, Hans
Heinz Stuckenschmidt, Carla Henius, Vladimir Vogel, Hermann Scherchen, settled in London in
the 1960s when Ernst Thomas was the director of Darmstadter Ferienkurse (Pasdzierny, Schmidt
& Malte Vogt, 2017; Pasdzierny & Schmidt, 2022, p. 1-8).

Brigitte Schiffer's time in Egypt began in 1933 when the Berlin Phonogram Archive engaged
her to travel to Egypt's Siwa oasis for research purposes. She moved back to Cairo in 1937 and
began working as a music instructor at the State Institute for the Education of Women in Fine
Arts. She later took over as the department's head until 1960. She worked in Cairo as a music
instructor at the State Institute for the Education of Women in Fine Arts from 1937 until the early
1960s and then for a while served as the department's head of music. She made significant radio
program contributions in Cairo and spoke at the International Summer Courses for New Mu-
sic in Darmstadt, where she also authored several reports. Ethnomusicologist Brigitte Schiffer,
who had spent 20 years working in Egypt and exchanging letters with Wolfgang Steinecke, Hans
Heinz Stuckenschmidt, Carla Henius, Vladimir Vogel, Hermann Scherchen, settled in London in
the 1960s when Ernst Thomas was the director of Darmstadter Ferienkurse (Pasdzierny, Schmidt
& Malte Vogt, 2017; Pasdzierny & Schmidt, 2022, p. 1-8).

Brigitte Schiffer served as an international mediator, writing articles about the new music
in Darmstadt that were included in Radio Monde and Egypte Nouvelle. Steinecke acknowledged
receiving the issue of Radio Monde with issue number 4, which contained the informational
paper in reference to the Darmstddter Ferienkurse. Steinecke conveyed his happiness that the
emigrant in Cairo had described the event in Darmstadt with quality and clarity and had inquired
as to whether it would be possible to obtain a copy of the text that had been published for the
Kranichsteiner Musikinstitut. The lecture Brigitte Schiffer gave on the musical life in Egypt at the
Darmstadter Ferienkurse in 1950 illustrates her significance in the cultural exchange between
Darmstadt and Africa (Trudu, 1992, p. 55-61; Borio & Danuser, 1997, p. 5[?]3-638; Pasdzierny &
Schmidt 2022, p. 1-8).8

Brigitte Schiffer often attended the Darmstéddter Ferienkurse throughout the 1950s and kept
director Wolfgang Steinecke up to date on events involving avant-garde music in Egypt. During
those years, Schiffer also corresponded with prominent figures in European new music, includ-
ing music critic Hans Heinz Stuckenschmidt. Steinecke communicated with a number of com-
posers on various continents through Stuckenschmidt. As shown in the images below taken dur-
ing conversations at the Darmstddter Ferienkurse in 1958, Brigitte Schiffer and her friends from
the New Music circle began to gather annually in Darmstadt (Images 1 & 2).

8 Brigitte Schiffer is the subject of more than 52 entries in the IMD Archive.
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Image 1. Brigitte Schiffer and colleagues at the table at the Darmstadt Summer Course in 1958. Photographer Hella Steinecke (Signature:
IMD-B3003804).
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Image 2. This photo is linked to image 1. The three people mentioned in this document attended Ferienkurse in 1958.
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In the 1950s and 1960s, Brigitte Schiffer routinely attended Darmstadt and kept up with the
stages at Ferienkurse as well as the adjustments made to meet the changing requirements for the
dynamic flow of contemporary music. She praised Wolfgang Steinecke for working with munici-
pal authorities to establish Ferienkurse in 1946 in a bombed-out city where bread and art were
in limited supply. When electronic music was initially introduced in Darmstadt in 1950, Robert
Meyer and Wilhelm Meyer-Eppler's seminars were the event's high points. Edgard Varése, a re-
nowned composer who taught at Ferienkurse, was also present at the meeting.

Thanks to the resources given by Radiodiffusion in Paris and Vienna, she was able to speak
in other African towns like Alexandria about the compositional work of Luigi Dallapiccola, con-
crete music, and electronic music. Brigitte Schiffer informed Steinecke, that had come into con-
tact with Mrs. Mustafa, who had married Dr. Mustafa, the director of the Islamic Museum in
Cairo. The German director responded confirming that he knew Mrs. Mustafa.

Along with Brigitte Schiffer, who played a crucial role in fostering ties between Darmstadt and
Cairo, Dr. Hickmann—the director of MUSICA VIVA in Egypt—also got in touch with Steinecke.
Dr. H. Hickmann received the Darmstaddter Ferienkursen program booklets and likely made a
contribution by promoting this event in Cairo, and expressed his gratitude to Steinecke for send-
ing the informational materials and noted that the addition would be a valuable one to the li-
brary at the Musica Viva office in Cairo.

The German Society of Africa in Bonn sent the IMD a few newsletters between 1959 and 1963
with the intention of gathering the names of potential African participants in the Ferienkursen.
Steinecke provided the answers from 1959 to 1961, while Emmy Zedler provided the responses
from 1962 to 1963. Mohamed Gamal Abdel Rahim, a composer, attended classes in Darmstadt on
“Forming Today's Music Problems” with Henri Pousseur and “The Development of Electronic
Music” with Gyorgy Ligeti, according to Steinecke's report to Dr. W] Knoob. The composer Mo-
hamed Gamal Abdel Rahim was in Darmstadt for classes led by Gyorgy Ligeti' concerning “The
Development of Electronic Music” and Henri Pousseur's “Forming Today's Music Problems.”®

Thanks to Dr. Brigitte Schiffer, who attended the 1959 Darmstaddter Ferienkurse, the composer
Mohamed Gamal Abdel Rahim's participation in the 1960 Ferienkurse was made possible. Gamal
Abdel Rahim briefly discussed his musical training in composition at the HfM in Freiburg in the
class of Genzmer from 1952 to 1957 in his registration from June 13, 1960, which is preserved in the
IMD Archive, and made it clear that he was a professor of harmony at the State Conservatoire in
Cairo.»

On that occasion, Brigitte Schiffer introduced some of this Egyptian composer's works, in-
cluding piano pieces, variations of Egyptian folk melodies, and sonatas for violin and piano. His
compositions were valued by Wolfgang Steinecke, who was generous enough to provide a schol-
arship to the Darmstadter Ferienkurse in 1960. Gamal Abdel Rahim had the chance to resume his
engagement with modernity's most recent advancements, which had been put on hold following
his return to Egypt in April 1957.

Gamal Abdel Rahim wrote in a letter marked “Meeting with Dr. Ms. Brigitte Schiffer” the fol-
lowing: “In the summer of 1959, during which she showed you some of my compositions (piano
pieces, variations on Egyptian folk tunes, sonatas for violin and piano). You then, she tells me,
had the kindness to offer me a scholarship for this year’s (1960) International Summer Course for
New Music. Allow me to thank you most politely for this offer. It will give me the opportunity to

9 Letter from Steinecke to the German Africa Society in Bonn. July 27, 1960. IMD Archiv. There were 11 letters overall between
the two parties.
10 Registration of Mohamed Gamal Abdel Rahim for the summer courses. Signature.: IMD-A100397-201540-09
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reconnect with the latest evolution of modernity, which was interrupted as a result of my return
home in April 1957. As time moves on, I would like to inquire with you in what form this scholar-
ship will take, and what formalities I need to take to fulfill your friendly offer. Sincerely thank you
and anticipate your encounters with you and the institution you run I am. Your devoted Gamal
Abdel Rahim.”"

The links between Brigitte Schiffer and Wolfgang Steinecke linking Darmstadt and Cairo in
the 1950s continued during the leadership of Ernst Thomas confirmed in the correspondence
sent by Hartfrid Schindler, representing the German Cultural Institute Cairo. In the letter “Major
Salah Ragab as a guest for the International Summer Course for New Music” the German repre-
sentative in Cairo requested the grant of a scholarship to the Egyptian conductor, composer, and
multi-instrumentalist Salah Ragab, who had special professional qualifications and competence
enough to visit the Darmstadt event as a fellow in the city of Darmstadt. In the letter addressed
to IMD, the sender clarified that the International Summer Courses for New Music would be held
again that year from August 23 to September 4, so registration was due by August 1. Through
the sponsorship of the Darmstadt-based Lord Mayor, a limited number of scholarships could be
awarded if a special (certified as possible) professional qualification was proven. In the docu-
ment, he reported that the German Cultural Institute in Cairo accepted the scholarship applica-
tion for major Salah Ragab in Cairo with a request for permission.®

Hartfrid Schindler, in an appendix to the application to IMD, explained that Mr. Ragab was
Commander-in-Chief of all Egyptian Military Music, and was conducted in Cairo a large sym-
phonic orchestra (120 musicians), a classical Arabic music group, a big jazz band and a free mu-
sic ensemble. Ragab played saxophone, percussion instruments, and several of his own compo-
sitions were performed in concerts during the 1960s. The director of the Cairo Cultural Institute
reported that in the International Summer Courses for New Music Salah Ragab was particularly
interested in the seminar of V. Globokar "On the Problems of Free Interaction", as well as some
topics from the Stockhausen Seminary (Micro-Macro and Continuum), because they addressed
the problems of contemporary music that Ragab faced with his Free Music Ensemble. The excel-
lence of this Egyptian musician was also justified in the fruitful cooperation with the Goethe In-
stitute. In the annex to the application sent by the Cultural Institute in Cairo, the sender informed
that Salah Ragab has developed several activities in the field of experimental jazz. In February
1969 he directed the Cairo Jazz Band under the programs of the German Cultural Center at the
American University in Cairo when experimental works for the Big Band were performed, as well
as concerts at the Goethe Institute in Alexandria in May 1969 and at the Stidwestfunk in Baden-
Baden in 1969, culminating with participation in several concerts commissioned by the Ministry
of Culture in Egypt with visibility on television and radio broadcasts. In addition to these cultural
works, in March and April of 1970, Salah Ragab produced an LP with Free Music Ensemble and
gave 8 lectures in Arabic on the development and meaning of jazz at conferences organized by
the Goethe Institute in Egypt in 1969 and 1970.3 After examining Salah Ragab's extraordinary
curriculum proving his participation in concerts and other events in Egypt and Germany, the
full scholarship to visit all concerts, including passing costs, accommodation, and meals was
awarded to the prominent Egyptian musician, who was in Darmstadt.*

11 Letter from Rahim to Steinecke. February 3, 1960. IMD Archiv. Free translation.

12 Letter from Schindler to IMD. May 27, 1970. IMD-A100067-202161-04

13 Attachment to the application Salah Ragab. IMD-A100067-202161-05.

14 Letter from Ernst Thomas to Hartfrid Schindler. June 3, 1970. IMD Archiv. Signatur: IMD-A100067-202161-03. See also Curricu-
lum Vitae by Salah Ragab. German Cultural Institute Cairo, 1970, Signature: IMD-A100067-202161-05.
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Peter Gradenwitz's Influence in Darmstadt

Peter Gradenwitz was an influential founder and director of the Israeli Music Publication, which
began publishing works by Israeli composers and European composers including Arnold Sch-
oenberg, in 1949 (Shaked 2001, pp. 79-80). Gradenwitz cited the name of this publisher in his cor-
respondence with Steinecke. Other German immigrants who worked closely with Peter Graden-
witz were Herbert Briin (1918-2000), the creator of Quartett—LaSalle, and Walter Levin, who also
played a significant role in the development of new music in Israel. The connections between
IMD and composer and pianist Karel Salmon (1897-1974), music director of the Hebrew depart-
ment at Kol Israel, can be deemed pertinent in Gradenwitz's work to promote Israeli music at
Darmstadt (Radio Israel).

Israeli composers seeking scholarships to attend Darmstadt were recommended by Peter
Gradenwitz, who represented Israel in Darmstadt and established himself as a mediator. With
the topic of "Importance and Influence of the Orient in the New Music of the West", he delivered
a lecture at the Darmstadter Ferienkurse in 1957 (Gradenwitz, 1977).

The intercultural impulse in the Darmstadtian context finds a referential point in the lecture
of the Israeli musicologist Peter Gradenwitz on July 18, 1957, during the Darmstadter Ferienkurse
that year, when the theme "Meaning and Influence of the East in New Music of the West" was ap-
proached musicologically, helping to the audience in Darmstadt in the process of understanding
the correlations between two different worlds. A large number of correspondences exchanged by
Wolfgang Steinecke in Darmstadt and Peter Gradenwitz in Israel points to the strong interest in
promoting cross-cultural discussions in Darmstadt. According to documentation stored at the
IMD Archive, which includes the 1957 Ferienkurse schedule, Peter Gradenwitz lectured in Darm-
stadt and me Steinecke, as shown in the photograph (Image 3).

Image 3. Wolfgang Steinecke and Peter Gradenwitz at Darmstddter Ferienkurse 1957, Photographer: Pit Ludwig (Signatur: IMD-B3000603).
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After an intensive exchange of letters with director Wolfgang Steinecke, the Israeli musicolo-
gist Peter Gradenwitz participated as a speaker at the 1957 Darmstadter Ferienkurse as a lecturer
with an intercultural proposal. Peter Gradenwitz brought to mind the caravan of foreigners who
traveled from Europe to Egypt bringing the French composer Félicien David, who during his ca-
reer traveled to several countries of the Middle East and investigated the oriental cultures that
were incorporated in some of his works marked by direction Eastern. In the National Library in
Egypt, Peter Gradenwitz discovered that Félicien David wanted to listen to the East’s melodies
and study the character of these melodies giving religious colors. Establishing differences be-
tween the Arabic and Western melodies, Félicien David became a creator with an Eastern leaning
created sitting on a camel and a piano.

To dialogue on Eastern and Western cultures for the Darmstadtian audience, Peter Graden-
witz mentioned the Old Temple in the Western Church and Eastern Church in the Syrian Byzan-
tine tradition and the instruments brought by the Arabs to Europe, which spreaded throughout
Europe in general culturally influencing the European continent, whose influence is mainly pre-
sent in the Arab influence in Spain. In the context of New Music, Claude Debussy and Olivier
Messiaen are examples of composers who made works of art incorporating Orientalism at a time
of change when artists were seeking renewal through the incorporation of rhythms, and melo-
dies, extracted from the sonorous idea of the East. For composers such as Debussy and Messiaen,
it was important to look for the meaning of Western-oriented music, so both, in particular, were
interested in the problem of a series of compositions making parallels with Eastern and Western
cultures investigating kaleidoscopes of different appearances. Looking to the East was a neces-
sity in order to access the color and atmosphere of East Asia because the different manifestations
of Eastern culture were seen as exotic, as something different, contrasting with the traditions
of the West. To exemplify the Eastern world in Darmstadt, Peter Gradenwitz presented an au-
dio containing an improvisation in Eastern music and clarified that the Kamancheh is a similar
instrument to the violin in Europe, making a dialogue with an excerpt from the “Sonata for Vi-
olino” by the Israeli composer Paul Ben-Haim performed by violinist Yehudi Menuhin. To mix
Darmstadt with other cultures also meant making references to the research of the Hungarian
composer Béla Bartok, who sought an approximation with the East, finding resonances in some
works of Arthur Honneger, who was interested in the exotic effect of the sound. Some creations
of Messiaen, like “Oiseaux Exotiques” were performed at the Darmstaddter Ferienkurse in 1956,
directed by Pierre Boulez and introduced a polyrhythmic and polymodal score.

Peter Gradenwitz clarified that it was impossible to mention many composers in the context
of the theme or musical scene in discussion since the time available was limited. However, atten-
tion was paid to the work “The Prince of Pagodas” by the English composer Benjamin Britten.
Gradenwitz had listened to a pre-recording in London. Briefly, the speaker clarified important
aspects of this composition by pointing out that Benjamin Britten used material in the circle of
Asian music in a modern orchestra, incorporating the influence of the Balinese gamelan into
music producing oriental sounds. He returned to the historical roots and showed other examples
of serial composition mixing oriental aesthetics anchored in the old Caucasus song, and the old
songs of the Byzantine Church, introducing two modern composers living in different continents,
one of them William Walton, who lived in Europe. To focus the importance of the series in the
Music of the East and in Contemporary Music, Peter Gradenwitz decided to consider some issues
pertinent to the symbiosis between distinct cultures and left open some questions interrelated
to the Eastern melodic series as the typical melody and expression. Is the metabolic reestablish-
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ment of the East parallel Western music in parallel with other phenomena? Confronting the East-
ern and Western traditions, Peter Gradenwitz showed the participants in Darmstadt examples
of musical compositions in tone material and melodic character with a rhythmic structure that
generates expression between borders. He looked to Japan and the Mediterranean and clarified
that each oriental compositional piece is based on certain tone sequences or melody phrases that
follow the rhythm of direction, timing, and timbre that are expressively intended to interpret the
resulting variations. The fusion of the Eastern traditional practice and Western European series
theory are present in the works of composers from the far east of Japan to the Eastern windows
of Europe, especially in European countries emerging from Eastern sources such as Greece and
Turkey, whose tradition and modernity sound together. It is interesting to note that in 1957 Peter
Gradenwitz pointed out that there was a growing mass of New Music composers in Europe and
America interested in merging traditional Eastern practice with the theory of the 12-tone melodic
series spread in Western Europe. Through research and development of critical issues of style in
the context of Eastern influence, the creations of artists create a connection that applies to East-
ern and Western art promoting new animation of heterophony across cultures. Researchers and
analysts seek to find correlations between distinct traditions and make analyses to detect conver-
gences in compositional works, justifying that excellent traditional music can help composers
with intercultural projects. In order to strengthen this aesthetic direction by breaking paradigms,
the speaker introduced the work of Arnold Schénberg's “Kol Nidre”, which appeared in Los An-
geles. “Kol Nidre” is a liturgical work that expresses an expressive theme mixing the approach
of the West and the East. Schoenberg brought Byzantine chants into the compositional aesthetic
process.

Peter Gradenwitz invoked “Metamorfosis”, a work by the Japanese composer Yoritsuné Mat-
sudaira, who was present in Darmstadt at that meeting in 1957 converging the theme of the lec-
ture in three different cultures, seeking to present modern compositions that bring melodic ex-
pressiveness without oppressing the depth of oriental traditions in twelve-tone technique. In his
work “Metamorfosi Saibara”, Matsudaira tried to mix traditional Japanese music and the compo-
sition of Western series. Composers of traditional court music usually composed for a soloist, or
a small group of singers thought of some instruments, and this song is based on the melody and
the way all Eastern music is characterized. Peter Gradenwitz argued that in Matsudaira's works,
the principle of compositional construction on the signs of color in his music finds aesthetic and
close parallels in Webern's sound movements, mentioning more recent work by Matsudaira, for
he took a step further and orchestrated the accompaniment of vocal part for original Japanese
instruments. In addition to Japan as a window to Europe and other continents, Peter Gradenwitz
emphasized the trajectory of the Israeli composer Roman Raubenstock-Ramati, who migrated
from Tel Aviv and studied in Poland. His work “Les symphonies de timbres” were premiered on
16 July 1957 in Darmstadt and performed by the Symphonic Orchestra and Choir of the Hessis-
cher Rundfunk under the direction of Hermann Scherchen, with the participation of the soloist
Emil Danenberg. Gradenwitz clarified that in this work Hamati attempted instrumentation for
female voices without texts, harps, piano, flutes, violin, and percussion, interrelating with the
basic series in related types of Indian raga, Arabic Magamat, Byzantine way, and ancient liturgy,
converging the atmosphere of the school of Anton Webern and the twelve-tone Orthodox. The
principle of the connection of cross cultures in modern music is strongly present in the works
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of the Turks, unfortunately not yet discussed in the relations with Darmstadt. However, Peter
Gradenwitz mentioned some representatives of Turkey who combined Western technicality with
elements of Eastern culture’s creative variations producing interesting sound results.®

Significant cross-cultural contributions were made by Peter Gradenwitz's speaking engage-
ment at Ferienkurse 1957. According to Image 4, the Israeli musicologist and his wife visited
Darmstadt once again in 1958.

i
|
|
:

Image 4. Peter Gradenwitz with his wife Rosi Gradenwitz and Ulrich Dibelius in conversation at the Darmstadt Summer Course in 1958
(Signature: IMD-B3000602).

IMD and Interactions between Lebanon and Iran during the Cold War in
the 1960s

The Internationales Musikinstitut Darmstadt and Beirut's connection was probably established
in 1963 thanks to Professor Hans Heinz Stuckenschmidt (1901-1988), who went to many places
and made contacts with influential figures in the avant-garde music scene. The pivot Stucken-
schmidt described the skill of journalist and researcher Albert-Christian Poché (1938-2010), who
was hoping to enroll in the Darmstédter Ferienkurse that year, in a letter to Ernst Thomas:

I am sincerely sorry that I will not be able to make an excursion to Darmstadt this year be-

cause of my academic activities. Instead, I come to you right away with a request. One of the

very talented young people at the Jeunesses Musicals in Beyruth, Albert-Christian POCHE,

has had a heartfelt wish for years to come to Darmstadt to take part in the summer courses.

He is indeed one of the elites of Arab students and I had highly stimulating conversations

with him during my stay in Beyruth. Poché asks me to get him a scholarship for Darmstadt.

15 “Importance and Influence of the Orient in the New Music of the West” (lecture with musical examples). Signature: IMD-
M-6257; date: July 18, 1957. It is important to emphasize that the exposed content is not text but audio.
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Unfortunately, I am unable to do so. However, I would like to advocate it to you with great
warmth and emphasis. So that you can see what a brainchild this man is, who began by
studying philosophy and then turned to artistic things, I am sending you for your perusal
the student magazine he published with his contribution. Poché speaks French and some
English but hardly any German. I would be happy if you could help him (Signatur: IMD-
A100051-201057-17).%

The initial meeting with Hans-Heinz Stuckenschmidt opened the door for Albert-Christian
Poché, a representative of Les jeunesses musicales du Liban, to have his dream granted. Accord-
ing to his participation record, Christian Poché registered for Ferienkurse 1963 under the Dutch
nationality in order to take part in the seminars: Notwendigkeit einer dsthetischen (docente
Pierre Boulez), Question métier (docente Henri Pousseur), Instrumental und Funktion (docente
Luciano Berio), Analyes: Gruppe fiir 3 Orchester e Komposition: Komplexe Formen (docente Kar-
lheinz Stockhausen).” The IMD Archive confirms that Christian Poché took classes at Darmstadt
every year between 1963 and 1969. He wrote letters in French and sent them to Emmy Zedler at
IMD, who assisted director Ernst Thomas and served as his translator and secretary.*®

Together with Christian Poché, Renate Volkmann, who represented the Deutsches Kulturinsti-
tut Zweistelle des Goethe-Institut Libanon, also contributed to strengthening the relationship be-
tween Darmstadt and Beirut. Prospectuses for the 1965 Darmstddter Ferienkurse composition,
interpretation, congress, and concert courses were delivered to Beirut by the IMD.*

The Connection between Darmstadt and Turkey in the 1960s and 1970s

Composer Ali Dogan Sinangil (b.1934), who came to Germany to study engineering but also stud-
ied contemporary music, was drawn to Darmstadt's new music scene. From 1956 through 1983,
he corresponded by letter with Wolfgang Steinecke, Ernst Thomas, and Friedrich at IMD. This
Turkish composer, at the same time, maintained relationships with significant figures in new
music, including Karlheinz Stockhausen, Severino Gazzelloni, Pierre Boulez, and Heinrich Stro-
bel. He also received assistance from organizations like the Turkish Ministry of Interior and the
German Consulate General in Istanbul when he needed authorization to travel from Turkey to
Darmstadt (Aslan, 2006; Ilyasoglu, 2007, p. 152-155; Maral, 2018).2°

Between 1962 through 1980, Ernst Thomas was IMD's director. During the Ferienkurse in 1963,
Turkish participants were interviewed, among them Muzaffer Arkan and his wife Saadet Arkan.
The IMD Archive contains a report that has been audio-recorded. Cenan Akin (1932-2006), who
applied for and received a scholarship from DAAD, as well as Yiicelen and the music critic and
violist Faruk Giivenc (1926-1982), who contacted IMD to inquire about travel arrangements and
sent their CVs with the assistance of the Inter Nations, all participated in the Darmstadter Ferien-
kurse in 1964. Not only the major cities of Ankara and Istanbul have musical potential in Turkey.
According to Dr. Engstler at the German Embassy, musicians from other cities, such as Izmir,

16 Letter from Hans-Heinz Stuckenschmidt to Ernst Thomas on May 28, 1963. Translated by the author from the German original.
17 Registration of Albert-Christian Poché for the Summer Courses. Date: 1963-06-05. Signature: IMD-A100401-201745-09.

18 The following article provides a more thorough analysis of Christian Poché's life and career: Christian Poché, The Soul of
Arab Music (1938-2010). Retrieved Feb 07, 2023, from Christian Poché, The Soul of Arab Music (1938-2010) «<AMAR Foundation
for Arab Music Archiving & Research (amar-foundation.org)

19 Letter from Renate Volkmann to IMD. February 17, 1965. Signatur: IMD-A100067-202149-02.

20 Ali Dogan Sinangil is the subject of more than 42 entries in the IMD Archive.
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also asked IMD for financial assistance. Dr. Engstler submitted an application on behalf of the
institution in Izmir for a scholarship for composer Orhan Barlas and his wife to attend Ferien-
kurse in 1968.

The Darmstadter Ferienkurse 1970 was attended by Erol Gomiirgen (b. 1933), Necati Gedikli
(b. 1944), and I1k6z Sinangil, according to the IMD Archiv. Ertugrul Oguz Firat (1923-2014), who
corresponded with Wilhelm Schliiter between 1971 and 1973, sent some Turkish scores to the IMD
Library at the same time. Additionally, Ertugrul Oguz Firat donated an audio file of the Presiden-
tial Symphony Orchestra of Ankara performing his composition “Et ils demandent la lumiére,
op. 40” (two movements for wind orchestra and percussion). Wilhelm Schliiter, an IMD archivist,
was contacted by publisher Remzi Kitabevi and composer Ekrem Zeki Un in 1976 and 1977. In the
past, the participation of Turkish composers in the 1970s occurred at the same time when Ger-
man composers were performing pieces with the new-simplicity aesthetic.

The reception of Turkish in Darmstadt in the 1980s and 1990s

Friedrich Hommel (1929-2011) served as the IMD's leader from 1981 to 1994 in collaboration with
his assistant Wilhelm Schliiter. Both carried out a number of efforts to perform music by compos-
ers from various continents; however, several project drafts were abandoned for lack of funding.
Hommel's leadership included intercultural activities and invited speakers from the Middle East.
The audio recording of Dutch composer Theo Loevendie's cross-cultural composition “Six Turk-
ish folk poems” (for female voice and seven instruments), which was performed at the Interna-
tionale Ferienkurse fiir Neue Musik in 1986, is preserved in the IMD Archiv. Other European and
American composers who attended Darmstadt also sparked interest in Turkish cultures, such as
Morton Feldman, Christopher Delz, Johannes S. Sistermanns, Mark Andre, Beat Furrer, Samir
Odeh-Tamini, Vladimir Tarnopolsky, and Stephan Pohlit. They created intercultural works.

Did Friedrich Hommel have plans for concerts at Darmstadt to feature music by Turkish com-
posers? Did Hommel intend to host Turkish speakers to discuss emerging avant-garde musical
tendencies in Turkey after the Cold War? These remain unanswered and will be addressed in fur-
ther research. Solf Schaefer, who took over as IMD's director in 1995, suggested innovative con-
certs outside Darmstadt's music halls. During an exhibition honoring the 50 years of the history
of the Darmstédter Ferienkurse, he also investigated various possible places in partnership with
Turkish painter Serhat Kiraz (b. 1954), who worked on a sound installation piece (Klanginstal-
lation, Atelierhaus Vahle, Darmstadt, Germany) in 1996. Image 5 provides a summary of Serhat
Kiraz's audacious artistic endeavor, which in 1996 obtained the support of Solf Schafer, director
of courses in Darmstadt.
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~
A Light room.9 speakers stand for 9 planets.Very strong light.
9 tunes playing.
B Dark room.Only black light.9 speakers standing for planets.The tune
is 3 quinte (S tunes) deeper than in the light room.
F

Materialliste:  -10 Sterec-Wakman
-10 Stereo-HiFi Verstirker/(Autoradioverstiarker mdglich)
- 20 Lautsprecher ,4-8 Ohm , mind.20 Watt,
mind.8cm Durchmesser
-50m Lautspecherkabel schwarz und S0m wei-(insg.100m)
-10 Steroverbindungskabel(Stecker) von Walkman zu Verstarker

Image 5. Installation arrangement and material list for the sound installation by Serhat Kiraz and Charles Neuweger at Atelierhaus Vahle.
Ferienkurse 1996 (Signature: IMD-A100153-200020-19).
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The Exchange between Israel Music Institute (IMI) as well as Other
Israeli Institutions and IMD between 1959 and 1994

When Wolfgang Steinecke's leadership at IMD came to an end in December 1961 and Ernst Thom-
as' leadership at IMD began in 1962, other Israeli representatives carried on Peter Gradenwitz's
participation in connections between Darmstadt and Israel.

The IMD Archive highlights the letters that Wolfgang Steinecke (1910-1961) and Ernst Thomas
(1916—1997) exchanged with Israeli correspondents during the 1950s, 1960s, and 1970s, notably
musicologist Peter Gradenwitz (1910-2001). Israeli composers like Abel Ehrlich (1915-2003), Yeho-
shua Lakner (1924-2003), Habib Hassan Touma (1934-1998), Joseph Dorfman (1940-2006), Mi-
chael Borolsky (b.1947), Gabriel Iranyi (b. 1946), Yizhak Sadai (b. 1935), Frank Pelleg (1910-1968),
Wolf Rosenberg (1915-1996) were all connected by Gradenwitz to the Darmstadt music scene.

In fact, the International Harp Contest's establishment in Tel Aviv in 1959 increased opportu-
nities for communication between Israel and other continents, which also included discussions
with Darmstadt. Letters written by Wolfgang Steinecke and the Government Tourist Corpora-
tion of Tel Aviv regarding this significant festival are preserved by IMD. The International Harp
Contest in Tel Aviv and Festival Testimonium in Jerusalem, which established an international
milieu and links with Darmstadt, might be examined in this light. Due to her connections to the
Testimonium Festival and events for new music in Western Germany, Recha Freier (1892-1984), a
significant voice for Israeli Composer Funds, is highlighted by these relationships (Schmidt, 2017,
p. 227-248).

Ernst Thomas became IMD's chair in 1962 after Wolfgang Steinecke's death in December 1961.
(Trudu, 1992). He kept in touch with Israeli musicians and organizations, such as the Israel Mu-
sic Institute (IMI), which was founded in Tel Aviv in 1961 by the Israel Council for Culture and
Arts with the goal of publishing Israeli music. Under the direction of William Y. Elias (1933-2015),
IMI exchanged correspondence with IMD, scores, and recordings of compositional works, pro-
grams, concert proposals, pamphlets, and event programs. Ami Maayani (1936-2019), Josef Tal
(1910-2008), Oedoen Partos (1907-1977), Modercai Seter (1916-1994), Sergiu Natra (1902-1974),
Yardena Alotin (1930-1994), Avraham Daus (1902-1974), Yehuda Leib Glantz (1898-1967), Joachim
Stutschewsky (1891-1982), Haim Alexander (1915-2012), Shulamit Ran (b. 1949), Gabriel Chmura
(1946-2020), Menahem Avidom (1908-1995), Avraham Amzallag Eilam (b. 1941), Tzvi Avni (b.
1927), Ben-Tzion Orgad (1926-2006), Andre Hajdu (1932-2016), Hanoch Avenary (1908-1994), Yo-
ram Paporinisz (1944-1992), Menahem Avidom (1908-1995), Leon Schidlowsky (b. 1931), Zeevi
Steinberg (b.1918), Giora Schuster (1915-2006), Artur Gelbrun (1913-1985), Yehekzel Braun (1922-
2014), Haim Alexander (1915-2012) and other Israeli composers, instrumentalists, and musicolo-
gists were among those who were introduced to Darmstadt (1910-2008). Pamela Jones, Lev Kob-
lyakov (b. 1948), and Jeffery Kowalsky, three percussionists, also contributed to the performance
of Israeli composers' works at the Darmstddter Ferienkurse in 1976, whose audio recordings are
kept at IMD Archiv.

Contacts with representatives like pianist Vera Lengyel (1918-1993) at the Israel Academy of
Music, composer and conductor Shabtai Petrushka (1903-1997) at the Israel Broadcasting Author-
ity, composer and author Menashe Ravina (1899-1968) at the Hebrew Conservatory of Music in Tel
Aviv, Benjamin Bar-Am (1923-2012) at Israel Composers’ League and Israeli Music Archive, and
professor Austin Clarkson (b. 1932) at the Hebrew University -Department of Music in Jerusalem
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furthered the institutional exchanges between Darmstadt and Israel.?* According to letters be-
tween Dr. Niemdéller and Ernst Thomas, the Federal Republic of Germany consulate in Tel-Aviv
helped Nathan Mishori (1927-2001), a pianist and music critic for the Haaretz newspaper, attend
the 1970 Darmstddter Ferienkurse.

Jacob Gilboa (1920-2007), who participated in the Darmstéddter Ferienkurse 1968 and Karl-
heinz Stockhausen's new music classes in Cologne, was another significant composer in the ties
between Israel and Western Germany. At the end of Ernst Thomas' leadership, in the early 1980s,
Gilboa stayed in touch with IMD. Composers and musicians from Haifa, including Yehuda Yan-
nay (b. 1937), Bruno Reinhardt (b. 1929), Oswald Gerstel, Ruth Heifetz, Igal Myrtenbaum, and
Yuval Shaked (b. 1950) stimulated interest in seminars and performances in Darmstadt. The in-
formation at IMD highlights the collaboration between the Institute for New Music at the Buch-
mann-Metha School of Music and Darmstadyt.

Israeli musicians and institutions remained in touch with Ernst Thomas, the general director
of IMD, and Emmy Zedler, his secretary and interpreter, between 1959 and 1980. In the final year
of Ernst Thomas' presidency at IMD, the institutional connection between the two Germans was
memorialized in Image 6.

T T E

Image 6. Ernst Thomas and Emmy Zedler at the Darmstadt Summer Course,1980. Photographer: Manfred Melzer (Signature: IMD-B3001945).

21 The Wolpe researcher Austin Clarkson was only the intermediary to Israel; at that time he was teaching in York, UK (see letter
to Hommel, 25.3.1985).
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Friedrich Hommel's appointment as general director of IMD from 1981 was very helpful be-
cause he gave a rich worldwide viewpoint. Israeli new music found popularity in Darmstadt
from 1982 to 1994. Hommel organized projects with concert programming centered on Israeli
composers and instrumentalists during Ferienkurse 1986, 1988, and 1990. He also invited Wil-
liam Y. Elias from Tel Aviv to give talks on Israeli composers and convergences with Middle East-
ern culture in Darmstadt.? The names Leon Schidlowsky, Benny Gal-Ed, Joan Franks Williams,
Mark Koptyman, Mordecai Seter, Joan Franks Williams, and André Hajdu, as well as the project
to perform and debate compositions of Lev Koblyakov, Benny Gal-Ed, William Y. Elias, Yehuda
Yannay, Chaya Czernowin, were included in concerts and lectures. Image 7 depicts the beginning
of the collaboration between Wilhelm Schliiter, an archivist, and Fredrich Hommel, which led to
projects with institutions in Europe and other continents.

Image 7. Wilhelm Schliiter and Friedrich Hommel with a drum at Darmstadt Summer Courses 1982. (Signature: IMD-B3003719).

In his letter to Wilhelm Schliiter at IMD dated August 8, 1989, Professor Giinther Becker (1924-
2007) discussed the promise of current Israeli music. The German composer pointed to a colla-
boration between Robert Schumann Hochschule Diisseldorf, Tel Aviv University - Rubin Academy
of Music, and Ensemble Neue Musik when introducing some German and Israeli musicians, inc-
luding Oded Asaf, Jan Radjinski, Sergio Shmilovich, In’am Leaf, William Y. Elias, Peter Graden-
witz, Dror Elimelech, Ruben Seroussi, Arik Shapira, Avishai Yaar, Dan Yohas, Abel Ehrlich, Dani
Oppenheim, Joseph Dorfman, Yosi Peles, Mark-Andreas Schlingensiepen.

22 The IMD Archive has 169 materials pertaining to William Y. Elias' activity at Darmstadter Ferienkurse, including letters that
were exchanged, various images, concert program drafts, audio recordings of compositions, and audio lectures on Arab cultural
components in modern music. Lecture William Y. Elias: “Improvisation in Arabic music”, Lecture William Y. Elias: “Percussion”,
William Y. Elias: “Music notation of our time as a crippled language (I1)”, Lecture William Y. Elias: “Notation seminar rounds (I)”,
William Y. Elias: “Preliminary discussion for the Notation Working Group”, Report of the Aesthetics colloquia. The final discus-
sion of the participants and lecturers, William Y. Elias: “Notation - Summing up”, William Y. Elias, and John Cage.
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Friedrich Hommel and William Y. Elias’ collaboration led to the inclusion of a scholarship
for composer Stephen Horenstein (b. 1950) in the Ferienkurse 1986 schedule (Schmidt, 2019, p.
64-81). The Jerusalem Institute of Contemporary Music (JICM), which Horenstein created in 1988,
has grown into a significant forum for the exchange of contemporary music in Israel. Under
Friedrich Hommel's direction, William Y. Elias' participation in the Darmstadter Ferienkursen is
noteworthy. The talk at the Georg-Biichner-Schule in Darmstadt in 1994 is also listed among the
numerous activities, as seen in image 8. Friedrich Hommel left the IMD in that year.

B s St

Image 8. William Y. Elias speaks at Darmstadter Ferienkurse 1994. Brian Ferneyhough and Friedrich Hommel are also visible in this image.
Photographer Sascha Miiller (Signature: IMD-B3006589).

Yuval Shaked, as an Important Interlocutor between Israel and
Darmstadt in the 21st Century

The lecturer and composer Yuval Shaked's engagement in the Darmstddter Ferienkurse between
1998 and 2014, when he was active in concerts, Double Portrait, and discussion forums, provides
a solid foundation for the connection between Darmstadt and Israel. In 2014, the director Thom-
as Schifer implemented a debate between Yuval Shaked and Helmut Lachenmann (b. 1935) on
the subject of “composition today.” The materials concerning Yuval Shaked’s activities in Darm-
stadt are covered in great detail in the IMD archive through pictures and audio.

The dedication of the professor and composer Yuval Shaked is becoming more significant
in the context of ties between Darmstadt and Israel at the end of the 2oth and beginning of the
21st centuries. The Israeli composer's activities at the Darmstddter Ferienkurse between 1998 and
2014 are documented in photographs, recordings of compositional pieces performed in Darm-
stadt, and audio of aesthetic conversations. Shaked revealed that his time in Darmstadt in 1998
was rather brief because he was just there for the trio performance (“4omalige Gegenwart und
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Rueckmeldung”). “Maybe I only remained for one evening, participated in the concert rehears-
als, and had no further experiences.”*

The Trio had been commissioned by the Saarlaendischer Rundfunk and composed in the
years 1994-97. Its first version (titled “4omalige Gegenwart”) had been premiered by Trio Accanto
(the three performers: Yukiko Sugawara, piano; Marcus Weiss, saxophone; Christian Dierstein,
percussion) in Saarbriicken on May 8, 1997. The full version of the Trio (now: “4omalige Gegen-
wart und Riickmeldung”) had been commissioned for the Wittener Tage fiir neue Kammermusik
and first performed there on April 26, 1998. The mentioned performance in Darmstadt took place
on July 27, 1998.

Yuval Shaked described the musical environment in Darmstadt at various points in time as
follows:

In the years 2010, 2012, and 2014 I stayed in Darmstadt full-time as a tutor. These three courses
were intense experiences that I keep in my memory as a treasure. The concerts, workshops,
and individual encounters in Darmstadt gave me opportunities to learn a lot and consolidate
my professional self-understanding. It has been a thrilling delight to cooperate with some
dear colleagues.?

Yuval Shaked had the chance to share on stage alongside renowned composer Helmut
Lachenmann at the 2014 Darmstéadter Ferienkurse. Helmut Lachenmann has been a close friend
of the Israeli composer for many years. In reality, it was more of a dialogue than a debate. The
organizers asked Helmut Lachenmann to give a discussion because he was returning to Darm-
stadt that year after a lengthy hiatus. Helmut Lachenmann unexpectedly invited Yuval Shaked to
speak with him on stage, but the two had already met and spoken a few days beforehand. Shaked
spoke about that amazing moment:

In fact, the conversation on stage became a brilliant speech by Lachenmann. I formulated
my first question and Helmut, being in a good mood and eager to reflect on several "burning
issues", spoke for well over an hour. I seem to remember that I didn't interrupt him with any
further questions! The conversation turned out to be an inspiring monologue.?

Image 9 captures Helmut Lachenmann and Yuval Shaked's encounter during the 2014 Darm-
stadter Ferienkurse.

Yuval Shaked also taught private
composition classes at Darmstadt in
2010, 2012, and 2014, where he also had
the pleasure of meeting some young
composers from other nations (Argen-
tina, Philippines, Malaysia, South Ko-
rea, Poland, Japan, Austria, Israel, and
many others). Ori Talmon, an Israeli
composer, was one of them. Shaked
had the chance to listen to one of their
pieces in Darmstadt and was able to
recognize Ori Talmon's aptitude and
abilities.

Image 9. Conversation: Composing Today, Darmstéddter Ferienkurse 2014
Photographer: Daniel Pufe, Signature: IMD-B3021315.

23 Yuval Shaked in response to the author of this article.
24 The author received an email from Yuval Shaked on December 31, 2022, in response to the survey.
25 The author received an email from Yuval Shaked on December 31, 2022, in response to the survey.
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Turkish Participants at Darmstadter Ferienkurse (2000-2012)

Early in the twenty-first century, Turkish participants at the Darmstddter Ferienkurse included
Ayse Onder, Emel Arslangiray, Umit Giiltekin, and Zeynep Gedizlioglu (b.1977). Ayse Onder wrote
a number of pieces specifically for the cinema, fostering discussions on modern Turkish film
and music. The doctoral dissertation “Yeni Miizik ve Tiirkiye’nin Miizik Egitimi Sistemindeki
Konumu” [New Music and its Position in Turkey's Music Education System] by Umit Giiltekin,
was successfully defended. Zeynep Gedizlioglu is currently one of the most distinctive voices
in the German and Turkish new Turkish music scenes. Her pieces have already been presented
at a number of festivals, including MderzMusik, Istanbul Miizik Festivali, and Bilkent New Mu-
sic Days. She attended seminars and concerts at Darmstddter Ferienkurse in 2002, 2004, and
2006. In the Darmstadt Friihjahrstagung 2019, she was active as a speaker, and her pieces were
performed. Even though Zeynep Gedizlioglu is frequently heard in new music events, there are
currently few publications about her aesthetics as a composer (Wieschollek, 2018). Tolga Tiiziin,
a composer and performer, contributed to the Darmstadter Ferienkurse in 2006 as a result of
cultural diversity (b. 1971). The clarinetist Laura Carmichael performed "Along the Borderline" .2
Alper Maral (b. 1969), a professor and composer spoke at Ferienkurse in 2012 and covered the
following subject: Konstellation: How to perform John Cage?*

Iranian Composers at Darmstadt in the 20th century

Iranian contemporary music is composed of outstanding composers and festivals that were held
in the second half of the 20th century and the early 21st century with the involvement of different
guests from the West (Abedian, 2016, p. 317-391). The correspondence between Farrokh Gaffary
and Ernst Thomas, starting in 1969 helped establish the first connections between the Interna-
tionales Musikinstitut Darmstadt and Iran. Farrokh Gaffary attempted to negotiate the participa-
tion of Kammerensemble Darmstadt under the leadership of Bruno Maderna in the Shiraz Festival
of Arts that was scheduled for the end of August and beginning of September 1969 through the
recommendation of E. Weindel at the German Embassy in Teheran.?® The event's planners asked
IMD to supply the Ensemble's repertoire and available performance dates since they planned two
concerts in Shiraz and one concert in Teheran.?
A week later, Mr. Weindel, who served as the German Consulate in Teheran's culture officer

wrote to Ernst Thomas to reiterate Farrokh Gaffary's request:

Dear Mr. Thomas! Through Prof. Dr. Kraus of the German Music Council, the Embassy has

been informed that the Darmstadt International Chamber Ensemble, under the direction of

Bruno Maderna, will reconvene in the second half of August. As you have heard in the in-

termediary of Prof. Dr. Kraus, the Committee of the IV Shiraz Festival 1970 is interested in

the participation of the Darmstadt International Chamber Ensemble in this year's Festival

in August. The letter from Mr. F. Gaffary, the Deputy Director General of the Festival Man-

agement, dated 29.12.1969 will have reached you by now. The Embassy has already applied

to the Foreign Office for the necessary funds for the participation of your ensemble. The

Shiraz Festival enjoys an international music audience; therefore, the Embassy would be

26 IMD preserves the audio of the work’s performance. Signature: IMD-M-2006CDR043-02

27 The IMD Archive has the audio from Alper Maral's presentation from July 27, 2012. Signature: IMD-M-2012HDLo035-01.

28 For a detailed study of this significant event in the history of avant-garde music in Iran, see the following article: Afshar, M.
(2019). Festival of Arts, Shiraz-Persepolis, 1967-1977. Iran Namag, Volume 4, Number 2 (Summer) 4.

29 Letter from Farrokh Gaffary to Ernst Thomas. December 29, 1969, IMD Archiv. Signatur: IMD-A100114-201290-07.



Joevan de Mattos Caitano, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 159-186 | 179

particularly interested in a renowned German ensemble taking part for the first time in 1970
(Signatur: IMD-A100114-201290-02).3°

In response to this inquiry, Ernst Thomas stated that the Internationale Kammerensemble
Darmstadt had not performed musically since 1966. There was some uncertainty as to whether
Bruno Maderna and the instrumentalists would perform at the 1970 Darmstddter Ferienkurse.
In any case, it was too late to plan a tour at that point since the Ensemble members had already
committed to a number of solo performances and orchestral engagements. The "Kammerensem-
ble" might be able to secure a performance slot at the Shiraz Festival in 1971, but everything was
incredibly hazy and unexpected (Signatur: IMD-A100114-201290-06).3'

Farrokh Gaffary responded to the letter by pointing out that the Internationale Kammerensem-
ble Darmstadt could take part in the 1971 Shiraz Festival of Arts. Gaffary considered inviting the
Radio Berlin Symphony Orchestra, led by Lorin Maazel (1930-2014), or the Berlin Philharmonic Or-
chestra, led by Herbert von Karajan (1908-1989), as the Kammerensemble could not be included
in the Festival's 1970 schedule.?? Ernst Thomas offered the addresses of the two orchestras in
Berlin and advised contacting each of them separately regarding the invited players (Signatur:
IMD-A100114-201290-03).33

The correspondence between Darmstadt and Teheran continued in 1972 with a letter from R.
Ghotbi, who wrote to the IMD management on behalf of National Iranian Radio Television:

We present to you Mrs. S. Afshar (Ghotbi), Music Director of the Shiraz-Persepolis Art Festi-
val. As you probably know, this year we will have a panorama of the complete works of the
master Karlheinz Stockhausen. We kindly ask you to accept Mrs. Gothi to follow the lectures
of Master Stockhausen. At the same time, we would like to invite you to take part in this
Festival which will take place from 31 August to 8 September 1972. Should you accept our
invitation, we would be grateful if you would let us know whether you wish to participate in
the Festival for the whole duration or only for part of it, and if so, which dates would be most
suitable for you. We will wait for your confirmation and your contact details before sending
you the documents related to the Festival (Signatur: IMD-A100078-203014-14).34

According to the IMD Archive, the Federal Republic of Germany's Embassy in Teheran re-
quested that the IMD provide 10 copies of the Informationsheftes and Anmeldungsformularen
(Information booklet and application forms) to those Iranians who intended to attend the Darm-
stadter Ferienkursen in 1974.3 As part of Iran's involvement in Darmstadt in the 1990s, composer
Alireza Mashayekhi, who is regarded as one of the country's forerunners of modern music, was
present.

Iranian Composers and Instrumentalists in Darmstadt in the 21st century

On August 25, 2014, during the Ferienkurse, works by Iranian composers were performed in an-
other important initiative under the guidance of conductor Arash Yazdani. On that occasion, the
program included the following pieces:

30 Letter from Weindel (Kulturreferent) to Ernst Thomas. January 08, 1970, IMD Archiv.. Translated by the author.

31 Letter from Ernst Thomas to Farrohk Gaffary. January 14, 1970, IMD Archiv.

32 Letter from Farrokh Gaffary to Ernst Thomas. February 03, 1970, IMD Archiv. Signatur: IMD-A100114-201290-04.

33 Letter from Ernst Thomas to Farrohk Gaffary. February 02, 1970, IMD Archiv.

34 Letter from R. Ghotbi to IMD-Direktion.July 25, 1972. IMD Archiv. Translated by the article's author from the French original.
35 Letter from the Embassy of the Federal Republic of Germany in Tehran to IMD. Jan 26, 1974. IMD Archiv. Signatur: IMD-
A100120-201341-10.
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- Ehsan Khatibi; “Stretto” for ensemble
- Mehdi Hosseini; “Abkenari” for ensemble
- Arash Yazdani; “Finite Functions of infinitive sets” for four clarinets,

Flute: Anja Brezavscek, Laura Faoro

Clarinet: Helena Tuuling, Samuel Ekkehardt Dunscombe, Michi Oga, Aviva Endean

Piano: Antoine Alerini

Percussion: Francesco Perini

Violin: Sonia Suldina

Cello: Tyler J. Borden

When Thomas Schafer assumed the leadership of IMD in 2010, he launched the Open Space
project, providing opportunities for upcoming composers, orchestra conductors, instrumental-
ists, and musicologists. Open Space in Darmstadt, which democratized performances, hosts lec-
tures and concerts over 15 days. Image 10 depicts moments from the concert at the 2014 Darm-
stadter Ferienkurse, conducted by the talented conductor Arash Yazdani, which performed
music by Iranian composers.

8

—

Image 10. Open Space Showcase: Iranian Composers. August 15, 2014 (Signatur: IMD-B3022156).

The 2016 Darmstadter Ferienkurse was held by the young composer Shahriyar Farshid. Shah-
riyar Farshid, an Iranian native who studied piano at the Tehran Music School, was born in 1990.
Later, after relocating to Armenia, he enrolled in Artur Avanesov and Vache Sharafyan's compo-
sition classes at the Yerevan State Conservatory. Farshid was a successful photographer, as evi-
denced by the several times that his works were exhibited in Austria at places like the Salzburg
Museum and Porgy and Bess. He has received commissions for electronic works from the OENM,
ArgeKultur, Museum der Moderne, and Mozarteum Stiftung, and his music has been heard in
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Iran, Eastern and Western Europe, the United States, and other countries. Beginning in 2010, he
pursued studies in composition at Salzburg's Mozarteum University as well as electronic music
and computer-aided composition at Studio Fuer Elektronische Musik. He collaborated closely
with Christian Ofenbauer, Reinhard Febel, and Achim Christian Bornhoft at this time. Addition-
ally, he spent a brief period of time working with a variety of other composers, including Chaya
Czernowin, Roger Reynolds, Klaus Lang, Rebecca Saunders, Mark Andre, Gerd Kuehr, George
Friedrich Haas, and others. Currently, Farshid works between Salzburg and Los Angeles as a
freelance composer and photographer.3® Regarding his feelings toward that event, he wrote:

To me, Darmstéddtter Ferienkurse truly was a concentration of many sharp minds and ideas,

with people who have persisted in creating things and honed great skills, and many that

have been humbled through the process by the craft itself. My memories of the summer of

2016 in Darmstadt are filled with exposure to new works and observation of work processes

combined with unconventional conversations with many people of various backgrounds,

each with unique reasons to be there. It’s certainly one of the events that provided a wider

horizon. Perhaps it’s an environment to shed some elements of identity and find some new

ideas to run with. Among the Iranian composers that I met during the festival were, Anahita

Abbassi, Shahab Paranj, and Arash Yazdani.3”

Image 11. Matti Pulkki and Shahriyar Farshid right before the incredible concert of Lachenmann’s “Air” and Ferneyhough’s “Firecycle
Beta”. Incredible concert! Matti and Farshid ended up working on a piece together after the festival. Image from the personal collection
of the Iranian composer.?®

Idin Samimi Mofakham and his wife Martyna Kosecka took part in the Darmstadter Ferien-
kursen in 2018 and gave a talk at the OpenSpace on the “Contemporary art scene in Iran + Teh-
ran Contemporary Music Festival (TCMF)”. The following composers' works were played for the

36 See in Contemporary Composer & Professional Photographer | Shahriyar Farshid (sfarshid.com), retrieved March 1, 2023.
37 In August 2022, Shahriyar Farshid responded to the author of this article.
38 Used with permission.



182 | Joevan de Mattos Caitano, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 159-186

audience during the oral presentation: Alireza Mashayekhi, Fuzieh Majd, Arshia Samsaminia,
Martyna Kosecka, Idin Samimi Mofakham.3?
My wife and I did the presentation in the open space: It was a spontaneous move to intro-
duce Iranian music to European colleagues. My only happiness is that our speech made it
possible for many Iranian musicians to work with their European colleagues. Anyway, my
wife and I have been doing this since 2013. Before Darmstadt, we did the same lecture in dif-
ferent countries as invited guest lecturers at the academies (China, Germany, Sweden, and
Poland). About my works: yes, my music is deeply rooted in the classical music of Iran, since
2019 my focus has been to use the ancient Iranian tuning systems in my music. I finished my

Ph.D. on this theme recently.*®

Iman Jesmi's creativity, which is connected to Sound Art and music composing, served as a
reference point for the Iranian community in Darmstadt as well. His primary interest in his work
is the common sounds that people in modern human communities can pass by without much
thought. This idea inspired a musical project to create hyper-realistic music, which can be char-
acterized as musical pieces that represent sounds as non-instrumental music.4

In 2014 and 2018, Iman Jesmi went to the Darmstédter Ferienkurse. He took part in a two-week
workshop at the 2018 Ferienkurse that welcomed a variety of approaches and strategies, includ-
ing works with or without sound, compositions, installations, approaches that address the per-
formance situation itself, music in spaces, the creation of site-specific acoustic and visual spac-
es, and music exhibitions. In order to find appropriate performance forms for specific spaces and

e . e iR

Image 12. Private archive of the composer Iman Jesmi.s3

to discuss the fundamental aesthetic implications of
the relevant musical form as well as the related per-
formance form, the discussions set out to emphasize
concert arrangements as well as performance tradi-
tions. A final concert or installation was part of the
workshop and was free and available to musicians,
artists, and composers. The music, installation, and
performance media artworks centered on the dispa-
rate realities of today and could use social fractures
as a subject.#

Iman Jesmin's stays at Darmstddter Ferienkurse
in 2014 and 2018 were extremely fruitful for him in
reason he made connections with various interna-
tional composers,discussed aesthetic concepts, and
exposed his creative work. In images 12 and 13, the
Iranian composer is depicted together with his indi-
vidual compositional work, which was also created
in a two-week workshop at Ferienkurse 2018.

39 The schedule of all lectures presented at OPENSPACE during the 2018 Darmstédter Ferienkurse can be found at the following
IMD link retrieved February 7, 2023 from imd-openspacedarmstadt2018.pdf (internationales-musikinstitut.de).

40 On February 7, 2023, Idin Samimi Mofakham replied to the article's author. Visit the following link to access his doctoral
dissertation, which was defended in Oslo: Idin Mofakham, Holographic Composition Technique Retrieved February 7, 2023, from
NMH | Idin Mofakham: Holographic Composition Technique.

41 Iman was born in 1984 in Mashad, one of Iran's most important religious towns where music is severely restricted. At the age
of 6, Iman Jesmi began his very first musical adventures by playing the Santoor and Tonbak. He received a bachelor's degree in
Persian Classical Music Performance and a master's degree in Western Music Composition from Tehran University. He is cur-
rently pursuing a degree in multimedia composing at the Hamburg Hochschule for Music and Theater. He was also chosen as a
performer for the sixth Forecast Platform, which was held in Berlin in 2021 and 2022.

42 For Iman Jesmi's personal information, see his personal website: https://imanjesmi.com/im, retrieved February 7, 2023.

43 Used with permission.
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Iman Jesmi explained Of such dying”, his
installation exhibited at the Kunsthalle in
Darmstadt as follows:

Of such dying is a sound installation of elect-
ric motors and plastics to produce the every-
day sound of using plastics in our life. This
installation is a reaction to anxiety about
environmental pollution and its impact on
our health and more importantly our planet
earth. It was such an honor to work with Mrs.
Christina Kubisch and Mr. Michael Maierhof
and learn from their advice on this project
and thanks to the IMD that made this instal-
lation possible.4

The leadership of the Internationales Mu-
sikinstitut Darmstadt welcomed the intercul-
tural initiative “Voice Affairs”, a project of the
Neue Vocalsolisten, during the Darmstddter
Ferienkurse 2021, bringing attention to the mu-
sical wealth of the Middle East. Aya Metwalli
(Egypt), Youmna Saba (Lebanon), Raed Yassin Image 13. Iman Jesmi and his classmates in Darmstadt 2018.
(Lebanon), Cynthia Zaven (Lebanon), and Pa-  FPrivatearchive of the composer.t>
nos Aprahamian (Lebanon) were among the modern classical singers, composers, and perfor-
mers who performed at the experimental encounter in Darmstadt. On August 9, 2021, the perfor-
mance was presented at the Darmstadt Summer School.

Christine Fischer outlined the peculiarities of this undertaking as follows:

We were interested in working together with Arab composers and thus broadening our own
view. We didn’t want to only get to know classically composed Contemporary music as we
know it here but to work with musicians with a background in improvisation, electronic
music, or even pop music. The special thing about this project is, that the composers and

musicians have almost created the pieces together.4¢

The singer Aya Metwalli noted during the rehearsals that she typically writes music for her-
self, but this was the first time she wrote an electronic piece for other human voices. The Neue
Vocalsolisten member Truke van der Poel emphasized that the intercultural project was a deli-
berate challenge that sparked intense teamwork with a strong emphasis on intuition and com-
munication. A significant factor in the rehearsals of works with Arabic microtonalities was the
absence of formal scores. Sketches and announcements were made as the works were being pre-
pared, and the singers worked closely with the composers to loosely interpret them in vivacious
and otherworldly activities.

Conclusion

As this article's content demonstrates, at various times musicians and organizations from Tur-
key, Egypt, Israel, Iran, and Lebanon communicated with the Internationales Musikinstitut

44 Work is available on YouTube: https://www.youtube.com/watch?v=TiyuS_zYNEI, Retrieved March o1, 2023.

45 Used with permission.

46 Neue Vocalsolisten: Voice Affairs — Darmstaddter Ferienkurse 2021, retrieved March 1, 2023, from https://www.youtube.com/
watch?v=iWPoljmTrXE.
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Darmstadt and discussed a range of issues relating to attendance at seminars and concerts at
the Darmstddter Ferienkursen as well as initiatives for the enrichment of new music in the Mid-
dle East with assistance from representatives active in Central Europe. This introductory article
opens the door for additional, more in-depth research based on the more than a thousand docu-
ments preserved at the IMD Archiv that expose the relationship between Darmstadt and the Mid-
dle East.
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2011 yilinda Trabzon, Tiirkiye’de kurulan KARMA, Karadeniz hinterlandindan gorsel-isitsel arsiv
malzemelerini bir araya getirmektedir. Makalede kisa tarihi, hedefleri ve dijital korumaya yone-
lik mevcut uygulamalar1 ile KARMA'nin epistemolojik ve kurumsal arka plani ve eylemlerinin
tanitilmas1 amaclanmaktadir. Bu baglamda KARMA'da Latour’un aktor-ag teorisi, Deleuze ve
Guattari’nin kéksap ve Akat’in odaklanma stratejisi modelinin nasil uyarlandig1 sunulmaktadir.
Ayrica bolge miizik kiiltiirlerinin tarihi koleksiyonlar ve yeni baglantilar araciligiyla ele alinma-
sinda mikro ve makro perspektiflerin 6nemi tizerinde durulmaktadir.
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Abstract

KARMA, founded in Trabzon (Tiirkiye) in 2011, brings together audio-visual archival materials
from the Black Sea hinterland. The goal of this article is to promote the epistemological and ins-
titutional background and actions of KARMA with its short history, objectives, and current app-
lications for digital preservation. In this context, we will present how KARMA adapts Latour’s
actor-network theory, Deleuze and Guattari’s rhizome, and Akat’s focus strategy model. We will
also stress the importance of both micro and macro perspectives in order to understand the mu-
sic cultures of the region through historical collections and new connections.
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Giris

Karadeniz Miizik Arsivi (KARMA), Karadeniz hinterlandindaki> gorsel-isitsel arsiv malzemele-
rini bir araya getirmek amaciyla 2011 yilinda Tiirkiye’nin Dogu Karadeniz Bolgesi’nin merkezi
Trabzon’da kurulmustur. KARMA’nin ¢ikis noktasi, ses ve gorsel-isitsel arsiv kurumlarinin eksik-
liginden kaynaklanan bir boslugu doldurmak icin, ilk asamada bhoélgenin miiziklerini toplamak,
korumak ve siirdiiriilebilir bir sekilde aktarmak olmustur. Enstitii icinde KARMA gibi bir birimin
kurulmasina iliskin ilk diislinceler ise, 6ncelikle Tiirkiye’deki resmi kurumlarda gorsel-isitsel ar-
sivcilik bilincinin gelistirilmesi ihtiyaci etrafinda sekillendi.

19. yiizy1ilin son ceyreginde ses kaydetmek ve arsivlemek paha bicilmez bir deneyim olsa da
bélgede Tiirk arastirmacilar tarafindan yapilan ilk saha kayitlar1 ancak 1929 yilinda Istanbul
Konservatuvar (bugiinkii: Iistanbul Universitesi Devlet Konservatuvar) tarafindan yapilabilmis-
tir.3 Daha sonra 1937 ve 1943 yillarinda Ankara Devlet Konservatuvari (bugiin: Hacettepe Univer-
sitesi Ankara Devlet Konservatuvari) derleme gezileri diizenlemis ve y6reden c¢ok sayida tiirkii
kaydetmistir.# 1937°de Adnan Saygun, Dogu Karadeniz kiyilarinda ve Giircistan sinirlarina yakin
yerlerde miistakil bir saha ¢alismasi1 yapti ve ayni yil bir kitap yayinladi.5 Bunlar 6ncii calismalar
olup, giiniimiize dek onlarca Tiirk arastirmaci tarafindan yenileriyle devam ettirilmistir. Ayri-
ca Laurence Picken (1952), Kurt Reinhard (1963 ve 1968) ve Martin Stokes (1986-1988) gibi bazi
yabanci akademisyenler de Dogu Karadeniz Bélgesi'nde saha calismasi yaparak gorsel-isitsel
kayitlar topladi. Ancak elde edilen materyallerin arsivlenmesi ve korunmasi konusunda ciddi
sorunlar yasandi.®

Bu makalede KARMA’nin bu sorunlari ¢6zmeye yonelik girisimleri ve Karadeniz miizik kiilt{ir-
lerinin dogasinin anlasilmasina nasil yardimci oldugunu tartisacagiz. Bu kapsamda KARMA'nin
kurumsal arka plani ve faaliyetleri kronolojik olarak ele alarak yillar icinde arsivin stratejilerini
sekillendiren epistemolojik arka planimi arsiv koleksiyonlarindan spesifik érneklerle gostere-
cegiz. Bu baglamda, KARMA’da yiiriitiilen ¢alismalarin Bruno Latour’un aktor-ag teorisi, Gilles
Deleuze ve Felix Guattari’nin kéksap ve Abdullah Akat’in odaklanma stratejisi modelini nasil
uyarladigini sunacagiz ve bolgenin miizik kiiltiirlerini anlamak icin hem mikro hem de makro
perspektiflerin 6nemini vurgulayacagiz.

KARMA Nedir?

KARMA 2 yillik? bir proje olarak tasarlanmis ve Karadeniz Teknik Universitesi (KTU)?® Bilimsel
Arastirma Projeleri Birimi tarafindan desteklenmistir. Proje ekibi; Abdullah Akat yiiriitiiciiliiglin-
de, Beyhan Karpuz (uzman kiitiiphaneci) ve Mustafa Aydin (Karadeniz halk miizigi ve danslari
uzmani) 3 akademisyenden olusturulmustur. Projenin ilk etabinda arsivin fiziki altyapis1 olus-
turulmus, bu altyap1 gerekli teknik cihaz ve yazilimlarla donatilmistir.® Materyallerin dijitalles-

2 Karadeniz hinterlandi veya kiiltiir havzasi, Balkan, Kirim, Azak, Hazar, Kafkas ve Anadolu cografyalari ile iliskileri olan ¢cok
genis bir alan olarak tanimlanabilir.

3 Istanbul Konservatuar tarafindan gerceklestirilen 4. derleme gezisidir ve bu gezi Tiirkiye’nin Dogu Karadeniz Bolgesini
kapsamuistir. Bolgedeki bu ilk derleme calismasina katilan 6nemli Tiirk miizikologlarindan Mahmut Ragip Gazimihal, ayni yil
gozlemlerini ve saha notlarini 6nemli belgelerle birlikte yayimlamistir (Gazimihal, 1929).

4 Bu gezilerin basinda Ankara Devlet Konservatuari Folklor Arsivi Sefi Muzaffer Saris6zen vardi. Sarisézen ve sahadaki
ortaklarindan Halil Bedii Yonetken bu saha c¢alismalarina iliskin notlarini 1940’larda yayinlamistir.

5 Rize, Artvin ve Kars Havalisi Tiirkil, Saz ve Oyunlan Hakkinda Bazi Malumat, 1937.

6 0 donemde toplanan bu kayitlarin bir kismi Ankara ve Istanbul’daki arsivlere konulmus, ancak akademisyenlerin erisimine
acik olmamis, daha da kétiisii 6nemli bir kismi ne yazik ki giiniimiize ulasamamis, taginamamistir.

7 Daha sonra proje destek siiresi kurul tarafindan 3 yila ¢ikarildi.

8 2018 yilinda Tiirkiye’deki iiniversitelerin yeniden yapilanmasindan sonra KARMA, Trabzon Universitesi Devlet Konserva-
tuvarrna devredilmistir.

9 Projede gorev alan arastirmacilar icin konservatuvar biinyesinde bir calisma alani ve DigiLab ile Karadeniz Teknik Universitesi
Merkez Kiitiiphanesi’'nde ¢ok kullanisli bir oda diizenlenmistir.
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tirilmesine ve dijital korumaya odaklanan ve temel koleksiyonlari sistematize eden iki calisanin
saglanmasinin ardindan arsiv resmi olarak 2014 yilinda agilmistir. Bu siire boyunca proje ekibi
ayni zamanda akademisyenler, koleksiyonerler, diskofiller, vb. bolgenin farkli béliimleriyle ilgili
kayitlar toplamak, yeni saha calismalar1 diizenlemek ve mevcut tarihi koleksiyonlardan ve/veya
miizik piyasasi kayitlarindan gorsel-isitsel materyalleri dijitallestirmek ve/veya kopyalamak icin
is birligi icine girmistir.

Bu arastirma faaliyetleri biiyiik 6lciide Abdullah Akat’in Dogu Karadeniz Bélgesi miizigindeki
degisim siirecini (b)agsal diisiince cercevesinde inceledigi doktora tezinden (2002-2010) kaynak-
lanmistir (Akat, 2010). Akat’in belirttigi 24 alan bir anlamda arsivdeki koleksiyonlarin temelini
olusturmustur (Akat, 2010). Bu koleksiyonlar batida Ordu ilinden baslayip doguda sahil seridin-
de Giircistan sinirina kadar devam etmektedir. Bolgenin kiiltiirel 6zelliklerinden kaynaklanan
bu smiflandirma, vadi yerlesimlerinin yani sira bélgesel konum, demografik yapilar, etnik top-
luluklar, dogal ve cografi kosullar* ve elbette fail/eyleyenler dogrultusunda analiz edilir. Farkli
arsivlerden ve saha calismalarindan elde edilen eski/yeni tiim materyaller bu modele gore kolek-
siyonlara dahil edilirken, bu alanlar disinda toplanan tiim veriler 6nce ayr1 bir yerde saklanmis,
ardindan ayni kuramsal yaklasimla analiz edilerek gruplandirilmistir. Bu sekilde olusturulan
yeni gruplar zaman icinde ya yeni bir koleksiyona doniismiis ya da ‘ag’larin iliskilendirilmesin-
de tamamlayici kaynaklar olarak kullanilmaya devam etmistir. Arsivin epistemolojik arka plani,
Bruno Latour’un (De Tarde’dan tiireyen) makro yapilara mikro yaklasimlar gelistirme fikri etra-
finda yapilandirilmistir (Latour, 2002, s. 9). Latour’un aktor-ag teorisi (ANT) “aktorlere diinya
insa etme kapasitelerinin apriori bir tanimini dayatmadan onlardan 6grenmek icin cok kaba bir
yontemdir” (Latour, 1999, s. 20). Sosyal bilimcilerin “mikro diizey” (yani yiiz yiize etkilesimler,
yerel alanlar, katilimcilar, eyleyen, birey vb.) veya “makro diizey” (yani toplum, normlar, deger-
ler, kiiltiir, yapi, sosyal baglam vb.) {izerinde yogunlasabilen esit derecede giiclii iki tiir tatmin-
sizligi arasinda gidip gelmeyi ifade etmektedir. ANT, her zaman bu tatminsizlikler arasinda bir
seyleri kacirdiklar1 sonucuna varan sosyal bilimcilerin sonraki bakis acilarindaki degisimin ha-
reketine odaklanir (Latour, 1999, s. 16-17). Bu nedenle, “ANT basitce bu iki tatminsizlige dikkat
cekmenin bir yoludur, tekrar {istesinden gelmek ya da sorunu ¢ézmek icin degil, onlar1 baska bir
yerde takip etmek ve bu iki zit hayal kirikligin1 miimkiin kilan kosullar1 kesfetmeye calismaktir”
(Latour, 1999, s. 17).

Karadeniz, kiiciik alanlarda bircok farkli toplulugu barindiran bir bolgedir. Bu nedenle fark-
I1 topluluklarin miizik kiiltiirlerine hangi diizeyde bakilirsa bakilsin mutlaka bir digerine sizar.
KARMA’nin Akcaabat-Diizkoy ya da Macka koleksiyonlarindaki bazi icra bicimleri buna 6rnek
olarak gosterilebilir. Rum ve Tiirk topluluklarinin farkli miizik kiiltiirleri icerisinde ortaklik olus-
turan bircok ag kiimesi vardir. Kemence, davul ve zurna “horon” oyununa eslik eden baslica
calgilardir, ancak bu calgilar farkli tarzlarda calinabilir. Ancak tiim bu calgisal, melodik ve rit-
mik ozellikler yiizlerce yildir farkli koklerden gelen ya da cok sayida anonim fail/eyleyenler ta-
rafindan sekillendirilmistir. Dolayisiyla bolgedeki bu miizik kiiltiirlerinin dogasinin tanimini,
belirsiz koklerden kaynaklandig: iddia edilen zorlama yaklasimlardan ziyade, bu topluluklarin
her birini birbirine baglayan ve zaman icinde doniistiiren aktor aglar iizerinden aciklamak ¢ok
daha tatmin edici olacaktir. Kabile topluluklarindan giiniimiiz toplumlarina evrilen toplulukla-
rin her birinin yerel kiiltiirde pay1 oldugunu kabul etmek, o kiiltiiriin varligini siirdiirebilmesi
icin bir 6n kosul olarak degerlendirilmelidir. Bu farkliliklar aslinda hayatta kalmamizi sagladigi
icin her bir deneyime tiim acilardan bakmak gerekir (Said, 2004, s. 76). Siirecin analizi k6kene

10 Bolgenin topografyasi, hava durumu, bitki drtiisii ve biyotasi, kiy1 ve daglik (yiiksek i¢c kesim) bélge olmak iizere iki kisma
ayrilabilir.
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odaklanmamizi gerektirmese de insani ya da insan disi iligkilere hayat veren unsurlardan olu-
sur; dolayisiyla "degisim" olarak adlandirilan eylemler daha fazla diisiinmeyi gerektirir.

Bu baglamda Latour (2005) aktor tiirlerini acikladiktan sonra insan olmayan failleri ve ey-
lem siirecine katilan objeleri tanimlar. Onun sdylemini miizik ¢alismalar1 a¢isindan diisiiniir-
sek, aktor glindelik yasam pratiklerinden tiiretilebilir; 6te yandan bir calgi, bir asik, bir makam,
bir ritiiel, bir konser ya da bir besteci de aktor olarak tanimlanabilir (Akat, 2010). KARMA ko-
leksiyonlarinin® da gosterdigi gibi, bir yayla bile nemli bir aktor (fail/eyleyen) haline gelebilir.
Ornegin Kadirga Yaylasi, genis bir alana yayilmis bircok toplulugun miizik ve dans kiiltiiriinde
belirleyici bir etkiye ve aktor roliine sahiptir. Trabzon'un Macka ve Agasar vadilerini, Giresun’un
Harsit vadisini ve Giimiishane’nin Torul ilcesini dag silsilesinin arka yamaclarinda bir araya ge-
tirir. Kadirga Yaylasi, yiizlerce yildir siiregelen yaylacilik gelenegi ve yayla senlikleri ile yukarida
bahsedilen tiim alanlar1 yavas yavas doniistiirmiistiir.

Ote yandan, ag ne topluma ne de yapiya karsilik gelir. “Ag” kavrami, Deleuze ve Guattari’nin
koksapi gibi doniisiimlere gonderme yapar ve kelimenin popiiler anlamindan (deformasyonsuz
ulasim veya her bilgi parcasina aninda, aracisiz erisim) tamamen farklidir (Latour, 1999, s. 15),
Herhangi bir yerden aniden ortaya c¢ikan ve ortaya ciktig1 yerle orijinal bir baglantis1 olmadan
yeni aglar kuran iligkileri ima eder (Deleuze ve Guattari, 1987). Bu noktada KARMA, kékenden
ziyade tekrar ve taklit yoluyla degisen iliskilere ve bunlarin giindelik hayat pratiklerindeki yansi-
malarina odaklanmaktadir. Dolayisiyla KARMA’nin misyonu, Dogu Karadeniz Bélgesi miiziginin
degisim siireclerine 1s1k tutacak kaynaklari bir araya getirmek ve “aktor” ve “ag” hareketini hem
ayr1 ayr1 hem de birlikte takip etmek olmustur.

Karadeniz miizigine iligkin ilk gorsel-isitsel arsivi olusturmak iizere tasarlanan KARMA’da, iki
yillik siire zarfinda Tiirkiye’deki kurum ve kisiler tarafindan sahada kaydedilen koleksiyonlarin
onemli bir kism1 toplanmistir. Bunlar arasinda Radyo Arsivi, Istanbul Konservatuvari, diger iini-
versitelerin arsiv ve kiitiiphanelerinden kopyalanan ¢ok sayida koleksiyon vardir. Ayrica Rem-
zi Bekar, Hasan Sozeri, Iberya Ozkan Melasvili, Ali Genc, Sevket Kéroglu ve Hakk: Biyikli gibi
bdlgenin cesitli yerlerinden onlarca 6nemli miizisyenin (veya aile tiyelerinin) hazirladig1 birey-
sel kayitlar ve diskografiler de arsive dahil edilmistir. Bu ilk etapta KARMA bdlgede hedeflerini
gerceklestirmis gibi goriinse de miizik arsivciligi alaninda diinyadaki standart uygulamalardan
biiyiik 6l¢iide yoksundu. Bu nedenle her anlamda gelistirilmesi ve genisletilmesi gerekmekteydi.

Genisleyen Aglar ve ilk Cevresel Baglantilar

Tipki Deleuze ve Guattari’nin kéksap anlayisi gibi, yerel kiiltiirel {iriinler de her ortamda ko-
sulsuz olarak ortaya ¢ikan 6lciilemez zenginlik ve sorgulanamaz niteliklerle karakterize edilir.
KARMA’nin temel amaclarindan biri, kiiltiirel etkilesim ve degisimleri analiz etmek agisindan ne
kadar karmasik goriiniirlerse goriinsiinler, yerel kiiltiir iirtinlerini tiim farkliliklariyla bir araya
getirmek olmustur. Bu anlayisla, olusturulan sayisiz agin izi siiriilerek aslinda insanlar birles-
tiren farkliliklar vurgulanmistir. Ayrica farkliliklarin tanimlanmasi ve birbirleriyle iliskilendiril-
mesi saglanmistir.

Arsiv envanterini olusturan tarihsel ve giincel gorsel-isitsel kaynaklar, Dogu Karadeniz
Bolgesi’'nde olusan aglarin giderek Karadeniz’in farkli bolgelerine dogru genisledigini goster-
meye baslamistir. Ornegin 2012 yilinda Kirim ile Dogu Karadeniz Bélgesi arasindaki iliskilerin
arastirilmasi ihtiyaci dogmustur (detayli bilgi icin bkz. Akat, 2012). Bunu ayni y1l Balkanlar’a ve

11 Abdullah Akat, Hakki Yilmaz, Abdurrahman Erdogdu, Senol Bryikli tarafindan toplanan bazi 6zel KARMA koleksiyonlarina
bakiniz.



Abdullah Akat, Ongn Arda Nural, MSGSU Sosyal Bilimler Dergisi, 2023, 1 (27), 187-199 | 191

2013’te Kafkasya’ya yoOnelik ilk cevresel baglantilar takip etmistir. Bu baglantilarin gelismesi,
KARMA projesi iizerinde calisan arastirmacilarin bu boélgelerdeki ilk kayitlardan bu yana olusan
tarihi kaynaklara olan ilgisini arttirdi. Karadeniz ve cevresindeki miizik calismalari {izerine gor-
sel-isitsel kayitlarla yapilan ilk etnografik arastirmalar yirminci yiizyilin hemen basinda Alman-
ya, Macaristan ve Rusya gibi iilkelerden arastirmacilar tarafindan gerceklestirilmistir.* Dolayi-
styla, diinyanin en eski ses belleklerini barindiran fonogram arsivlerini ziyaret etmek ve cevresel
etki yaratan aglar1 anlamak icin kayitlar1 incelemek gerekiyordu. Bu fonoarsivlerde arastirmalar
yapilmis ve miimkiin oldugunca ¢cok malzeme KARMA’ya aktarilmistir.

Abdullah Akat bu siirecte Avrupa arsivleriyle iliski kurmanin yollarin1 bulmak i¢in yeni bir
proje hazirladi. Onerisi TUBITAK tarafindan desteklendi ve 2013-2014 yillarinda Berlin Fonogram
Arsivi'nde doktora sonrasi arastirmaci olarak calisti. Bu siire icerisinde Berlin’de 1963 ve 1968’de
Tiirkiye’nin Dogu Karadeniz Bolgesi’nde Kurt Reinhard tarafindan kaydedilen ¢ok sayida gorsel-
isitsel malzeme buldu ve 1909’dan® beri bircok bilim insani tarafindan kaydedilen Karadeniz
hinterlandindan cok daha fazla koleksiyon' tizerinde incelemeler yapti (Akat, 2015). Bu calisma,
Tiirkiye'nin Dogu Karadeniz bolgesi ve tiim Karadeniz cevresinde yasayan topluluklarin ve giin-
liik yasamlarindaki miizik pratiklerinin olusum ve doniisiimlerinin ortaya konulabilmesi tarih-
sel, sosyal ve kiiltiirel baglar acisindan incelenmesi gerektigini gostermistir. Akat'in calismasi,
Karadeniz’in bir aktor olarak cevresi icin ne kadar 6nemli oldugunu ve kiiltiirel mobilizasyona ve
kiiltiirler arasi etkilesime ne denli katkida bulundugunu da vurgulamistir. Akat, bunun ardindan
diger baz1 Avrupa arsivlerini de ziyaret ederek yabanci kurum ve arsivlerle KARMA adina yeni
iliskiler kurmaya calisti. Sonuc olarak arsiv, Karadeniz'in farkli bolgeleri arasindaki baglantilari
kesfetmek icin uygun bir veri saglayiciya doniistiiriilmiis oldu.

Isbirligine Dayali Deneyimler

Arsiv koleksiyonlarinin gelistirilmesindeki 6nemli hususlardan biri egitim, teknoloji, arastirma
ve yonetim alanlarinda is birligi stratejisidir. KARMA, Tiirkiye’de ve yurt disinda kamu ve 6zel
sektordeki kurumsal ortaklari, sivil toplum kuruluslari ve bireylerle ¢cok sayida isbirligine dayali
faaliyetler gerceklestirmistir.

2013 yilinda Berlin Fonogram Arsivi ile egitim alaninda ilk is birligi yapildi. KARMA proje
ekibinden Beyhan Karpuz, arsiv materyallerinin kataloglamasi ve arsiv koleksiyonlari icin veri
agaci hazirlanmasi calismalari icin Berlin’e davet edildi. Bu is birlig§inden sonra, KARMA’nin diji-
tal tabaninda bulunan veri giris alanlarinin giincellenmesi, web tabanli yazilimin sekmeleri gibi
baz1 yapisal 6zellikler yeniden diizenlendi.®

12 Ayrica, Balkan iilkelerinde Osmanli déneminin sonlarinda ve daha sonra genellikle 1950'li ve 1960'l1 yillarda énemli tarihi
kaynaklar toplanmistir. Ornegin, Kuzeydogu Bulgaristan ve Dobruca’dan, Bulgaristan Bilimler Akademisi Sanat Arastirmalari
Enstitiisii'nde ¢ok sayida kayit bulunmaktadir. Bir bagka 6rnek olarak, Tiflis Devlet Konservatuari Arsivi, Glircistan ve Kafkas-
ya'nin farkli bolgelerinden saha kayitlarini (ilk kayit 1907'de yapilmistir) muhafaza etmektedir.

13 Ornegin Adolf Dirr (1867-1930), 1909-1914 yillar1 arasinda Kafkasya’da kaldig1 dsnemde yaptig1 arastirmalar sirasinda fono-
grafla 38 silindir kaydetmistir. O dénemde Miinih Etnoloji Miizesi'nde ¢alisan Dirr, 1914 yilinda bu silindirlerden 31 tanesini
Berlin’e gondermistir. Kayitlar 1909 yilindan itibaren Abhaz, Laz, Mingrel, Oset, Svan, Tatar, Azeri ve Tiirk topluluklarindan elde
edilmistir. Bu 31 silindirde 37 parca bulunmaktadir ve bu parcalarin 15’i Tatarlardan, 9'u Abhazlardan, 5’i Osetlerden, 2’si Svan-
lardan, 1i Tiirklerden, 1'i Mingrellerden ve 1'i Lazlardan derlenmistir. Bu koleksiyonun 6nemi, bu topluluklarin Kafkasya’dan
sonra ikinci biiyiik yerlesim yerinin Anadolu olmasi ve cogunun Dogu Karadeniz Bolgesi ile kalici iliskilerinin bulunmasidir.
Kafkasya’da yasayan ve Dogu Karadeniz Bolgesi ile dagilim ve go¢ alanlar1 bakimidan 6nemli etkilesimleri olan bu topluluklarin
miizik kiiltiirii halen yasamakta ya da izleri goriilebilmektedir.

14 Bunlar toplam 63 koleksiyondan olusuyor ancak Akat, arastirmasi sirasinda KARMA'nin mevcut koleksiyonlarindan yola
cikarak fail/eyleyen ag1 iizerinden izlenebilen 9 koleksiyona odaklandi. Ayrintili bilgi i¢in bkz. Akat, 2015.

15 20122016 yillar1 arasinda KARMA, Tiirkiye'de MikroBeta firmas: tarafindan gelistirilen Midas Dijital Arsivleme Sistemi-
ni kulland: (Sekil 1). KARMA ekibi, kullandig1 Midas meniisii iizerinde de ¢alismis ve ¢oziim ortagi ile birlikte sistemi kendi
ihtiyaclarina gore gelistirip revize etmistir.
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Karadeniz Teknik Universitesi Karadeniz Muzik Arsivi-KARMA

Koleksiyona Gozat MIDAS Videolan
MIDAS Dijital Arsiv Sistemine Hosgeldiniz..

Sistem Tanitimi
KARMA

* MiDAS sayisallagtinimis fotograf, evrak, ses kaydi, video, mikrofis, kitap ve benzeri tim arsiv
materyallerinizi depolayabileceginiz bir dijital arsiv sistemidir

o e o s

* Tamamen degistirilebilir alanlan sayesinde arsive istenen meta-data eklenip, cikartilabilir
Boylece sonradan ortaya gikan ihtiyaglannizi yazilim tzerinden giderebilirsiniz

* Sistemde SINIRSIZ sayida koleksiyon
materyal tiirii ve meta-data alani
yaratabilirsiniz %@ > #* & o3
* Her arsiv kaydina sinirsiz materyal ve icerik H 2
dosyas! ekleyebilirsiniz

8 - A

* Eklediginiz kayitlann tam metin dosyalan
otomatik olusturulur

* Sisteme eklenen bitiin meta-data ve icerik
izerinden tarama yapabilirsiniz

& KaviToL

......

Sekil 1. KARMA web tabanli dijital arsivleme sistemi, MIDAS.

KTU Bilgi islem Daire Baskanlig1 ve Kiitiiphane Hizmetleri Daire Baskanlig1, sunucu agi, sis-
tem yonetimi, iklimlendirme, restorasyon, koruma ve geri doniisiim uygulamalari olusturmak ve
gelistirmek icin KARMA ile is birligi yapt1. Proje biitcesine ek olarak Devlet Konservatuari ve KTU
Yapi Isleri Daire Baskanligr'nin is birligi ile calisma odalari, sayisallastirma laboratuvari, kayit
stiidyosu, kesintisiz gii¢ kaynaklar1 vb. gerekli tesis ve ekipmanlarin bir kismi saglandi.

Arsivin altyap1 sorunlarinin tamamlanmasinin ardindan bu is birlikleri bircok ortak arastir-
ma faaliyeti ve proje ile devam ettirildi. ilk uluslararasi ikili isbirligi anlasmasi 2014 yilinda Tiflis
Devlet Konservatuari ile imzalandi. Bu anlasma temel olarak arsiv malzemelerinin paylasilmasi,
yeni saha calismasi projelerinin hazirlanmasi, sayisallastirma calismalari, deneyim alisverisi vb.
konular icermektedir. Bu kapsamda Tiirk ve Giircii arastirma ekipleri 5 yillik siire icerisinde pek
cok karsilikli saha calismasi, akademik ziyaretler, 6gretim hareketlilikleri, geleneksel miizik ve
dans etkinlikleri, atélye calismalari ve ortak yayinlar gerceklestirmistir.

2014 yilindan bu yana Kkoleksiyon gelistirme, dijitallestirme, koruma, sergileme gibi arsiv
calismalarinin yaninda KARMA bir¢ok ortakla birlikte sempozyumlar, paneller, calistaylar, Ka-
radeniz Miizik ve Dans Giinleri vb. etkinlikler de organize etmistir. Bu essiz ortak deneyimler
sayesinde KARMA’nin sadece ayaklari iizerinde durarak temellendirilmesi degil, ayni1 zamanda
istikrarli bir sekilde biiyiimesi ve farkli yabanci kaynaklardan elde edilen eski ve yeni gorsel-isit-
sel arsiv malzemeleriyle kapsaminin biiyiik 6lciide genisletilmesi saglanmustir.

KARMA Uzerinden Karadeniz Miizigine Odaklanmak

Karadeniz, hinterlandinda bircok tarihsel ve kiiltiirel katman ve mevcut bazi ortak gelenekler ol-
masina ragmen, genellikle tarihinde bir¢ok karsitlik barindiran rekabetci bir alan olarak tanim-
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lanmaktadir (Aydin, 2020, s. 12). Bu 6nyargi nedeniyle Karadeniz’le ilgili pek cok alanda is birligi
yapmak kolay bir is degildir. Ancak KARMA, her seye ragmen bu olumsuz algiy1 degistirmeye ve
ilgili cografyalari, topluluklari, miizik ve dans gibi yerel kiiltiir iirtinlerini birbirine baglamaya
calismaktadir. Dolayisiyla arsivin kurulusundan bu yana amacinin ve epistemolojik arka plani-
nin evrildigi ve bizim de Karadeniz miizigini yeniden diisiinmek zorunda kaldigimiz sdylenebilir.

Ote yandan Akat, yakin zaman énce yaymladig1 “Karadeniz Miizigini Yeniden Diisiinmek:
Mikro ve Makro Perspektifler” baslikli makalesinde sunlar1 soruyordu: “Karadeniz miizigi calis-
malar1 bugiine kadar neden miizik cevreleri ve akademisyenler tarafindan iliskilendirilmemis,
birlikte calisilmamis, karsilastirilmamis ve tartisiimamistir? Karadeniz miizigini tanimlayabilir
ve Karadeniz cevresindeki miiziklerin ortak 6zelliklerinden bahsedebilir miyiz?” (2021, s. 230)
Akat buna istinaden, Karadeniz’in siyaset, ilgisizlik, ekonomi ve daha da énemlisi mevcut ve
dondurulmus ¢atismalar nedeniyle iletisimsiz bir atmosfere sahip oldugunu, bu nedenle bélge-
deki siyasi sinirlarin hi¢cbir zaman asilamadigini vurgulamis; ancak Karadeniz bélgesinde kiiltii-
rel sinirlar ile siyasi sinirlarin oldukea farkli sekillerde tanimlanabilecegini savunmustur.

Bu goriisii destekleyecek sekilde son zamanlarda bolgede cok sayida gorsel-isitsel malzeme
toplanmuis, yeni arsiv projeleri ve yayinlarla bu deniz-cevresi kiiltiiriine 1s1k tutacak bazi éncii
adimlar atilmistir. Ornegin Jim Samson, Karadeniz’in cesitli yerlerinde saha calismasi yapti ve
“Black Sea Sketches” (Samson, 2021) adli kitabinda Karadeniz hinterlandinin miizigini ilk kez
kapsamli bir sekilde anlatmaya calist1. Diger baz1 birbirinden bagimsiz calismalar da farkli bakis
acilarina ilham verdi; 6rnegin: Dogu Karadeniz Bélgesi ile Kirim Arasindaki Sosyal ve Kiiltiirel
Etkilesimler (Akat, 2012); Karadeniz Havzasinda Miizik Calismalar ve Kiiltiirel Isbirligi Potan-
siyeli (Akat, 2020); Ancient Theatre and Performance Culture Around the Black Sea (eds. David
Braund, Edith Hall ve Rosie Wyles, 2019). Ayrica, 6nemli bir gelisme olarak bolgede yeni gorsel-
isitsel projeler olusturuldu.

Bu noktada hem ilk proje olmasi hem de bir arastirma arsivi olarak 6zgiin bir arka plan sun-
mast a¢isindan KARMA’nin roliinii anlatmak gerekmektedir. Latour’un yaklasimina gére incele-
nen ve kataloglanan aglarin boyutlarinin KARMA igerisinde genisletilmesi, genisleyen aglarin
kesisen kiimelere doniismesi ve kesisen kiimelerin ortak alanlarina iliskin c¢alisma ve veri ek-
siklikleri yeni bir yaklasimi zorunlu kilmistir. Bu yeni yaklasim ihtiyaci 2014 sonrasinda yiiriitii-
len ortak arastirma faaliyetleri ile giderek daha da belirgin hale gelmistir. Ayni1 donemde Akat,
konservatuvardaki lisans 6grencileri icin “Miizik Arsivciligi” baslikli bir ders modiilii tasarladi
ve 6grencilerinin bir kismi arsivsel konularda bilgi edinmek ve pratik yapmak icin arsivin Digi-
Lab’inda da calisiyordu. Bu dersler sirasinda Akat, odagini alan arastirmasindan kesisim kiime-
lerine dogru genisletti ve ayn1 zamanda alana hem tarihsel kaynaklardan hem de kisisel dene-
yimlerden yola ¢ikarak mikro bir perspektiften yaklasmaya basladi. Bu onu bir tiir “odaklanma
stratejisi”” benimsemeye tesvik etti. Akat bu terimi etnomiizikolojik arastirmalara uyarladi ve
2015 yilindan itibaren KARMA araciligiyla arsivlemede odaklanma stratejisi modelini kullandi.
Onun yaklasimina gore:*®

16 KARMA'nin yani sira OLKAS Projesi’ni hatirlatmak gerekir: “Ege’den Karadeniz’e — Dogu'nun Deniz Yollarinda Orta cag Li-
manlar1” (2012-2013), “Polifoni Projesi — Bilinmeyen Ukrayna” (Miizik Folklorunun Cevrimici Bir Arsivi) (2018), Miizik, Tiyatro ve
Giizel Sanatlar Akademisi, Moldova “Moldova Cumhuriyeti'nin Miizikal Miras1 (Folklor ve Kompozisyon): Giincelleme, Sistema-
tiklestirme, Dijitallestirme Projesi” (2015-2019).

17 Bir tiir rekabet stratejisi olan odaklanma stratejisi, genellikle pazarlamada kullanilan bir terimdir; Michael Porter'in
(1980) arketip ii¢ stratejisinden biridir ve belirli bir alic1 grubunun ihtiyaglarina diger tiim rakiplerden daha iyi hizmet etmeyi
amaclamaktadir. Porter’a (1980, 294-295) gore, korunan nis, kiiresel veya ulusal odaklanma gibi rekabet etme yollarindan biri-
dir: “Odaklanma stratejisi her zaman elde edilebilecek toplam pazar pay: iizerinde bazi sinirlamalar anlamina gelir” (Porter,
1980, 40) ve nis bir pazarin tanimlanmasini ve bu pazarda benzersiz bir {iriin veya hizmetin piyasaya siiriilmesini ifade eder.
Dolayistyla, bir sirket odaklanma stratejisi kullaniyorsa, cografi pazarlara veya belirli bir miisteri grubuna odaklanabilir.

18 Bu alint1 Akat’in ders notlarindan derlenerek hazirlanmistir ve daha 6nce yayinlanmamistir.
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Karadeniz ve diinyadaki tiim alanlar, deniz ve hava sahalar1 da dahil olmak {izere,
devletlerin siyasi rekabet alani icerisindedir. Bu rekabet alanlar kiiltiir {izerinden
farkli sekillerde ortaya cikmakta ve 6zellikle yerel kiiltiirel {irtinlerin sahiplenilmesin-
de kendini acikca gostermektedir. Burada yapilmasi gereken kiiresel ve ulusal strate-
jileri asarak yerele daha fazla odaklanmaktir. Bunun icin de her tiirlii ikilemi, celis-
kiyi, karamsarlig1 ve spekiilasyonu bir kenara birakmak gerekir. Kiiltiirel gecmislerde
ve miizik pratiklerinde farkliliklar tereddiit etmeden yakalamak, nisi kesfetmemizi
saglar. Bundan sonra yerel Kkiiltiir {irlinlerindeki nisi korumak, anlamak ve aglarin
bagintilarini tanimladiktan sonra alana yeniden odaklanmak gerekir. Yeniden odak-
lanmada belirleyici olan, aglarin nasil genislediginin ve farkli aglarin nerede kesis-
tiginin izini siirmektir. Kesisen aglar ¢cok sayida ve cesitli olabilecegi gibi simetrik ya
da asimetrik de olabilir. Bu durumda farkliliklar kadar benzerlik ve aynilik faktorleri
de dikkate alinmalidir. Ote yandan, yeniden odaklanma rastgele olmamalidir; her
yere odaklanmak bir arastirmaci icin ¢ok fazla zaman kayb1 anlamina geleceginden,
yeniden odaklanma amaca ve ag analizine dayali olmali ve odaklanma durumu gerek-
tiginde tekrarlanmalidir. (Akat 2015, Ders Notlar1)

Akat’in odaklanma stratejisi modeli {izerinden KARMA'daki ilk uygulama, dnceki ¢alismalar
ekseninde belirlenen aglarin kesisim alanlarindan veri toplanmasiyla basladi. Bu kapsamda, is-
birligi yapilan ortaklarla yeni saha calismasi projeleri diizenlemek ve arsiv verilerini paylasmak
gibi faaliyetler hem Tiirkiye’de hem de Karadeniz cevresinde yayginlastirildi. Dolayisiyla arsivin
baslangictaki temel stratejisi olan ve daha cok farkliliklara odaklanan mikro bakis acisi, aglarin
kesisim alanlarina yonelik odaklanma stratejisi ile farkli bir boyuta tasindi. Bunun sonucunda
KARMA, Karadeniz Kiilt{ir havzasindaki belirli alanlarda makro perspektiflerin kullanilmasi icin
uygun bir zemin saglamaya basladi. Boylece adim adim Karadeniz miizigi calismalarinda mikro
ve makro perspektiflerin® birlikte kullanilabilecegi bir yap1 olusturulurken, degisimi yiicelten
iliskilere odaklanma ilkesi kesintiye ugramadan siirdiiriilmiistiir. Bu baglamda KARMA aracili-
giyla Karadeniz miizigini yeniden diisiinmenin yolu ac¢ilmis, farkli yeni yaklasimlar icin taze bir
zemin hazirlanmis oldu. Giinkii arsiv koleksiyonlarinda, bugiin ayni bolgelerde unutulmus ya
da kullanilmayan ezgiler iizerinden Karadeniz’in etnomiizikolojik ge¢misi hakkinda bize fikir
verebilecek ¢esitli kaynaklar bulunmaktadir. Ayrica bu materyallerin bir kismu, ilgili bélgelerin
gecmisinde topluluklarin kiiltiirel doniisiim siireclerine iliskin analizler yapilmasina da olanak
saglamaktadir. Bolgeden bolgeye pek ¢ok karakteristik 6zellik olsa da arsiv koleksiyonlar1 bize
Karadeniz kiiltiir havzasinda ¢alinan calgilar, ezgiler, motifler, ritim yapilar ve dil 6zellikleri
acisindan énemli benzerlikler oldugunu da gostermektedir. Oyle ki, ayni1 ezgilerin bazen ayni
ve/veya farkli isimlerle, bazen de ayni ve/veya farkli konu ve/veya iceriklerle ilgili cografyalarda
yayilabildigi goriilebilmektedir.

Ornegin, Adolf Dirr'in Kafkasya 1909-1914 koleksiyonunda bulunan bir sarki “Hasan”in
hikayesini konu eder. Ayni hikayeyi benzer bir ezgiyle Prusya Kraliyet Fonografi Komisyonu Bi-
rinci Diinya Savasi Esirleri Kayitlar1 1915-1918 koleksiyonunda da bulabiliriz, burada bir Kirim
Tatar esiri sarkiy1 neredeyse ayni sézlerle séylemektedir. Ve son olarak, bu halk sarkisini Tiirkiye
Radyo Televizyon (TRT) Arsivi koleksiyonunda ve TRT Tiirk Halk Miizigi Repertuarinda “Drama
Ko6priisiinii Gece mi Gectin?” adiyla goriiriiz ki bir Rumeli® tiirkiisii olarak kayitlara ge¢mistir.
Tiirkii, Anadolu’nun dort bir yaninda da soylenmekte ve halk genellikle bu hikayeyi bazi farkli
varyantlariyla bilmektedir. Bu tiirkii, KARMA araciligiyla Karadeniz’in dort bir yanindaki aglarin
izlerinin nasil takip edilebileceginin sadece bir 6rnegidir. Bu baglamda KARMA bize Karadeniz
miizigine hem genis hem de dar bir perspektiften odaklanma firsat: sunmaktadir.

19 Akat’a gore, Karadeniz miizigi calismalarinda mikro ve makro perspektifler 6nce birbiri ardina, sonra da birlikte ele alinmali-
dir. Ayrintili bilgi icin bkz. Akat 2021.
20 Osmanli Imparatorlugu’nda 14. yiizyildan itibaren Balkanlarin giineyine verilen isimdir.
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Giincel Uygulamalar

Walter Benjamin’in Kkiiltiirel-tarihsel yontemi, medya kuramcis1 Jussi Parikkamin Medya
Arkeolojisi’nde belirttigi gibi, “modernitenin yavas yavas ortaya cikisinin cok katmanli bir kazis1
icin atik, moloz ve yikintilar1 baslangi¢ noktasi olarak alir” (2012, s. 90). Dolayisiyla gorsel-isitsel
arsivler, gorsel-isitsel kaydin ilk giinlerinden bu yana zaman icinde biriken bu “atik” yiginlari-
n1 aktaran son derece degerli medya depolar1 ve modern bellek kurumlari olarak tanimlanabi-
lir. Aslinda, zamanin anitlar1 olarak miizik arsivleri, bircok tarihsel calismanin ortiik baslangic
noktasidir. Bu dnemlerine ragmen, bir¢ok az gelismis veya gelismekte olan iilkede uzun siire
neredeyse goz ardi edilmis veya kurumlar ve hatta etnomiizikologlar tarafindan genellikle arka
plana atilmiglardir.

KARMAnin ¢alismalari 2018 yilinda esi benzeri goriilmemis bir sekilde kesintiye ugramistir.
Siire¢ aslinda 2016 yilinin ikinci yarisinda Karadeniz Teknik Universitesi’nin béliinecegine dair
yogun sdylentilerle baslamisti. Bir siire sonra, 2017 yilinda biitce kisitlamalar1 nedeniyle Midas
Dijital Arsiv Yazilimi ile yapilan anlasma iptal edildi. KARMA, web {iizerindeki dijital verilerini
kaybetmekle kars1 karsiya kaldi ve yeni bir arsivleme yazilimi satin almak miimkiin olmadigi icin
tlim ¢evrimici veri tabani ¢alismalarini durdurmak zorunda birakildi. Ve nihayet Mayis 2018’de
Karadeniz Teknik Universitesi resmen ikiye béliindii ve Devlet Konservatuvar (dolayisiyla arsiv
de) yeni kurulan Trabzon Universitesi’ne baglandi.

Yeni iiniversitenin ilk aylar belirsizliklerle gecti. KTU’de konservatuvar ve merkez kiitiipha-
nenin farkli yerleskelerde bulunmasi ve boliinme sonrasi bu iki birimin farkli {iniversitelere bag-
lanmasi nedeniyle arsivin sadece esyalar1 degil, calisma odalari, teknik donanimi ve hatta cali-
sanlar1 da {iniversiteler arasinda paylastirildi. 2019 y1l1 basinda ise Konservatuvar binasinin yeni
iiniversitenin rektdrliigiine doniistiiriilmesi nedeniyle arsivin basili koleksiyonlar1 da yer sorunu
sebebiyle disarida yersiz birakildi. Koleksiyonlar, ancak 2019 yazinda Trabzon Universitesi'nde
atil bir alanin yeniden yapilandirilmasiyla bir araya getirilebildi.» Boylece en azindan KARMA'nin
koleksiyonlar1 hayatta kalmis ve arsivin fiziksel altyapisi yeniden kullanisli hale getirilmis oldu.
Ancak bu girisimler, gecerli bir dijital arsiv sisteminin yeniden kurulmasi ve arsivin veritaba-
ninin transfer edilmesi icin yeterli olamadi. Akat, 2019’un son ceyreginde arsivdeki ve konser-
vatuvardaki tiim gorevlerinden ayrilarak Istanbul Universitesi’ne gecti ve ardindan KARMA’nin
sorumlulugunu Nural iistlendi.?> Akat o donemde arsivin gelecek hedeflerini de Nural’a devretti,
buna gore kaybolan dijital varliklarin kurtarilmasi, gerekli calisanlarin yeterli diizeyde saglan-
masi, kesintiye ugrayan uygulamalarin siirdiiriilmesi, yeni saha calismalarinin desteklenmesi,
arastirma projelerinin hazirlanmasi, yeni uluslararasi ortak faaliyetlerde yer alinmasi ve profes-
yonel iliskilerin gelistirilmesi oncelikler haline geldi. Ve bu 6ncelikli hedefler 2020 yilinin ikinci
yarisindan itibaren Trabzon Universitesi’nin sagladig1 imkanlar dahilinde yapilmaya baslanabil-
di. Bu siirecte 6ncelikle diinyada bilinen dijital miizik arsivleme standartlarina uygun yeni bir
sistem olusturulmasi ve farkli materyal tiirleri icin dijitallestirme siire¢lerinin yeniden gézden
gecirilmesi gerekmekteydi. Ote yandan, doniistiiriilen arsiv malzemelerinin depolanmasi ve diji-
tal olarak korunmasi icin mevcut tekniklerin gelistirilmesi ihtiyaci ortaya cikti.

Dijital koruma, iizerinde uzlasilmis ilkeler ve sonuglar biitiiniidiir. Bu nedenle koruna-
cak dijital materyalin Ongoriilebilirlik, kapsamlilik, birlikte calisabilirlik, etkilesimlilik ve

21 Bu gelisme Hasan Karal (Rekt6r Yardimcisi) ve Arda Nural’in 6nciiliigiinde olabilmistir. Abdullah Akat (d6nemin Devlet Kon-
servatuvari Miidiirii) ve KTU Merkez Kiitiiphanesi Miidiirii arasinda yapilan uzun gériismelerin ardindan, KTU’de kalan bazi
ses ekipmanlari, sunucular, bilgisayarlar, yazicilar ve masa, dolap, kitap ve belge raflar1 gibi mobilyalar arsive geri tasindi. Bazi
yiiksek lisans 6grencilerinin de yardimiyla arsivin i¢ mekanlar diizenlendi ve tiim malzemeler uygun yerlere yerlestirildi.

22 Akat, bugiine kadar Nural ile is birligi icinde KARMA i¢in goniillii olarak ¢alismaya devam etti.
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siirdiiriilebilirlik 6zelliklerine uygun olmasi gerekmektedir. Bu 6zellikler de dijital arsivleme ya-
pan farkli kurumlarin gérev yapilarini ve diger kurumlarla olan iliskilerini siirekli degistirmekte-
dir. Neil Beagrie dijital alandaki bu degisimleri séyle siraliyor: degisen dagitim kaliplari, degisen
zaman Koruma, fikri miilkiyet haklar ve arsivleme haklarindaki degisiklikler, globalizasyon,
bilgi patlamasi, yayinlar ve kayitlar, kiiltiirel kayit ve 6zel koleksiyoncunun rolii (2003, s. 3-4).

Amerikan Kiitiiphane Dernegi ise dijital korumayi ii¢ sekilde tanimlar: kisa, orta ve uzun.
‘Uzun’ tanim bize tiim siireclerin bir kombinasyonunu sunmaktadir:

Dijital koruma, medya arizas1 ve teknolojik degisimin zorluklarina bakilmaksizin, dogru-
lanmis icerigin zaman icinde dogru bir sekilde olusturulmasini saglamak icin politikalari,
stratejileri ve eylemleri birlestirir. Dijital koruma hem dogustan dijital hem de yeniden bi-
cimlendirilmis icerik icin gecerlidir. Dijital koruma politikalar1 bir kurumun dijital icerigi
gelecekte kullanilmak iizere koruma taahhiidiinii belgeler; korunacak dosya formatlarini ve
saglanacak koruma diizeyini belirler; ve dijital bilginin sorumlu bir sekilde yonetilmesine
yonelik standartlara ve en iyi uygulamalara uyulmasini saglar. Dijital koruma stratejileri ve
eylemleri icerigin olusturulmasi, biitiinliigii ve bakimini ele alir. (American Library Associ-
ation, 2007)

Tiim bu goriisler géz oniinde bulunduruldugunda, dijital korumanin aslinda dijitallestirme
siirecinin hem Oncesindeki hem de sonrasindaki organizasyonel adimlar ifade ettigi sdylene-
bilir. Bu nedenle dijital koruma siirecinin iyi islemesi icin arsiv standartlarinin gelistirilmesi ve
birlikte calisabilir arsiv sistemlerinin kurulmasi ¢cok 6nemlidir. Bu noktada tasarlanan arsivin ih-
tiyaclarina gore acik, kapali ya da karma modellerin uygulanmasi ve arsivin calisma sisteminin
sekillendirilmesi gerekecektir. Gliniimiizde dijital miizik arsivlerinin planlama ve uygulama yon-
temleri, kalite yonetimi, giincel calismalari takip etme gibi sistematik adimlara ihtiyac duydugu
asikardir. Ancak miizik arsivleri, koleksiyon ve teknik altyap1 olustururken basta ekonomik ve
yonetsel sorunlar olmak iizere cesitli zorluklarla karsilasabilmektedir. Ote yandan, organizasyo-
nel siire¢ sadece koruma ile siirh kalmayip, dijital materyallerin sergilenmesi ve paylasilmasi
gibi etik, telif hakk: vh. konular1 da iceren durumlarla genislemekte ve hak catismalar1 yaratabi-
lecek yeni boyutlar kazanmaktadir.>

KARMAnin dijital uygulama adimlarini ve calisma prosediirlerini yeniden sekillendirirken
Ya-Ping Wang ve Mei-Chih Chen (2010) tarafindan Tayvan e-Ogrenme ve Dijital Arsivler Programi
ve Tayvan Dijital Arsivleri Genisletme Projesi kapsaminda hazirlanan dijitallestirme prosediirleri
kilavuzundan genis 6l¢iide yararlandik.

Bu dogrultuda KARMA, Wang ve Chen’in uyguladigi ve 6n islemler, dijitallestirme islemleri,
veri koruma ve katma degerli uygulamalar olmak {izere dort ana adimdan olusan modeli refe-
rans almistir (2010, s. 43). Daha sonra bu modeli gorsel-isitsel alanda dogustan dijital nesneler
ve dogustan dijital olmayan nesneler icin ayr1 basvuru formlarina doniistiirdiik (Sekil 2).

Ote yandan KARMA icin hazirlanan calisma prosediitlerinin bir an énce uygun yazilimlarla
desteklenmesi gerekiyordu. Ancak planlanan uygulama adimlarina uyumlu bir arsiv yazilimi sa-
tin alip modifikasyonlari ile zaman kaybetmek yerine, inisiyatif alip dogrudan KARMA’ya 6zel bir
metadata yazilimi gelistirmenin daha uygun olacagina karar verdik. Buna gore 2020 yilinin son
ceyreginde Akat tarafindan hazirlanan metadata agaci# iizerinden Nural tarafindan gelistirilen
icerik, Trabzon Universitesi’nin yeni olusturulan Bilgi islem birimine sunuldu ve siire¢ baslatild.
Buna istinaden KARMA metadata yazilimi 2021 yilinda Trabzon Universitesi Dijital Déniisiim ve
Yazilim Ofisi tarafindan tiim bilesenleri ile yeni bir yazilim olarak olusturulmus oldu.

23 IASA (International Association of Sound and Audiovisual Archives) diizenli olarak gerceklestirdigi sempozyumlar ve yayin-
larla bu alana 6nemli katkilarda bulunmustur. Bunlardan ikisi, daha ¢ok dijital korumanin etik ve stratejik yonlerini anlatan
“IASA-TC 03” ve dijital ses nesnelerinin korunmasina iliskin bir uygulama el kitab1 olan “IASA-TC o4"tiir.

24 Metadata agact KARMA'nin epistemolojik arka plani temel alinarak hazirlanmis, iist ve alt bagliklar Dublin Core, Marc ve
Kongre Kiitiiphanesi gibi kataloglama sistemleri referans alinarak olusturulmustur.
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Sekil 2. KARMA’da Nesne Dijitallesitirme Akis Semasinin Bir Parcasi.

KARMA metadata arsiv yazilimi Tiirkce ve Ingilizce olarak hizmet vermek iizere hazirlanmis-
tir. Yeni bir yazilim olmasi nedeniyle test asamasi veri girisi ile es zamanli olarak yiiriitiilmekte-
dir. Bugiine kadar yaklasik 1500 veri girisi yapilmis ve tespit edilen bircok hata diizeltilmis olup,
halen tespit edilen hatalar icin ¢c6z{im bulma calismalar1 devam etmektedir. Bir nesnenin farkli
versiyonlarina bir katalog kaydi iizerinden erisilebilmesi, her verinin kendi etiketi iizerinden de-
tayl1 bilgi sayfasina gidebilmesi, bir dijital verinin ayni versiyonlarini tespit ederek sistemdeki
gereksiz veri yiikiinii azaltma secenegi sunmasi, verilerin birden fazla kisi tarafindan es zamanl

olarak olusturulmasina veya giincellenmesine olanak saglamasi ve gelistirilmeye acik bir zemi-
ne sahip olmas1 yazilimin 6nemli avantajlaridir.®
KARMA metadata yazilimi, sadece arsivin kaybolan dijital 6zelliklerinin geri kazanilmasi
icin bir ¢6ziim bulmay1 degil, ayn1 zamanda eksikliklerini gidererek miizik arsivciligi alanina
da 6nemli bir katk:i saglamay1 hedeflemektedir. Ve bunu miizik arsivleri icin federe bir arama
sistemine katilmaya veya bdyle bir sistemin mimarisini tasarlamaya katkida bulunabilecek bir
adim olarak goériiyoruz. Ayrica KARMA, yeni uluslararasi is birligi faaliyetlerinde yer almak ve
profesyonel iliskiler gelistirmek de dahil olmak iizere diger hedefleri {izerinde de calismaya de-
vam etmektedir.
ICTM Giineydogu Avrupa (SEE) Miizik ve Dans Calisma Grubu’nun 7. Sempozyumunu 2020
yilinda Trabzon’da diizenlemek, arsivi tanitmak ve KARMA'y1 Karadeniz miizigindeki yeni

25 Metadata yaziliminin ileride hem lokal hem de internet iizerinden kullanicilara hizmet vermesi planlandigindan Asp.net
altyapist kullanilmis ve veritabani MS SQL ile hazirlanmistir. Veri giivenligi raid 5 altyapisi kullanilarak olusturulmustur. Bu
altyapi sistemdeki hard disklerden herhangi biri bozulsa bile veri kayb1 olmadan sisteme yeni bir hard disk takilmasina ola-
nak saglamaktadir. Ayrica veri sizintisini 6nlemek amaciyla yazilim {izerinde farkli kullanici yetkilendirmeleri olusturulmustur.
Yazilim, web arayiiziinde Ana Sayfa, Kayit Ol, Giris, Hakkimizda, iletisim, Baglantilar, Randevu Formu, Ziyaret ve Calisma Saa-

tleri gibi temel sekmelerin yani sira basit ve gelismis arama seceneklerine sahiptir.
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perspektiflere odaklanmanin temeli olarak tanitmak icin acikc¢asi ¢ok caba gosterdik. Covid-19
pandemisi nedeniyle siire¢ planlandigi gibi islememis ve sempozyum 2021 yilinda online olarak
gerceklestirilmis olsa da bu sempozyum sonrasinda ICTM Giineydogu Avrupa Calisma Grubu
catis1 altinda “Karadeniz Kiiltiir Havzasinda Miizik ve Dans” baslikli bir alt calisma grubu olus-
turuldu. KARMA’n1in arsiv koleksiyonlarinin gelecekte bu alt calisma grubunun odaklanmis ca-
lismalarina paralel olarak biiyiimesini bekliyoruz.

Sonuc

Bu makalede KARMA’nin kurulusundan bu yana gecirdigi siirecler cesitli acilardan ele alinmistir.
Arsivin fiziki kosullari, teknik donanimi, ¢alisanlari ve dijital altyapisi biiyiik degisimler gecir-
mis olsa da epistemolojik arka plani ve bu cercevede yiiriitiilen calismalar ve olusturulan kolek-
siyonlar arsivi her zaman canli ve giincel tutmustur. KARMA, gorsel-isitsel kayitlari, ilgili belge-
leri ve bu deniz-cevresi kiiltiiriiniin miizigine dair bize bir seyler sdyleyebilecek her tiirlii eski ve
yeni kaynagi bir araya getirerek Karadeniz’in ge¢mis ve giinlimiiz miizigine dair yeni baglantilari
ortaya cikarma firsat1 sunmaktadir. Cografyanin biiyiikliigii diistiniildiigiinde KARMA’nin heniiz
yolun basinda oldugu soylenebilir. KARMA'nin koleksiyonlari, elde edildikleri déneme iliskin
baz fikirler verirken, bugiin ayn1 bélgede unutulmus ya da kullanilmayan ezgiler de bélgenin
etnomiizikolojik gecmisine taniklik etmektedir. Ayrica, ilgili bolgelerin ge¢misinde toplulukla-
rin kiiltiirel déniisiim siireclerine iliskin analizler yapilmasina da olanak tanimaktadir. Ozetle,
Karadeniz kiiltiir havzasinda daha 6nce yapilan calismalarin ve ilgili gorsel-isitsel malzemelerin
jeopolitik, sosyal ve ekonomik gibi cesitli nedenlerle oldukca daginik olmasi nedeniyle arsiv bu-
giin 6nemli bir misyonu yerine getirmeye calismaktadir.
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Yazim Kurallan

1. Yazilar Windows Word programiyla, Times veya Times New Roman karakteri 12 puntoyla,
1,5 satir araligiyla yazilmis olmalidir.

2. Yazilarin uzunlugu 8.000 kelimeyi asmamalidir.

3. Metinlerin basliklar1 bold ve sola yasl sekilde yazilmalidir. Bashiklarin ilk harfleri biiyiik
yazilmalidir.

4.Yazar isimleri bold ve saga yasli sekilde basligin altinda bulunmali, yazar soyadi biiyiik
harflerle yazilmalidir. Yazarin unvan, boliim, kurum ve e-mail bilgisi yazarin isminin sonuna
dipnot eklenerek verilmelidir. 2019 yili itibariyle t{im yazarlarin ORCID (Open Researcher and
Contributor ID) numarasinin olmasi ve yazar bilgisi dipnotunda verilmesi gerekmektedir.

5. Tiirkce 6zgiin makaleler icin verilecek 6zet “Oz” bashig1 altinda, 150 kelimeyi gecmeyecek
sekilde verilmelidir. Tiim makalelerin ayrica Ingilizce dilinde de 6zeti verilmedir. Ingilizce di-
linde verilecek 6zet “Abstract” bashig1 altinda olmali ve yine 150 kelimeyi ge¢cmemelidir. Once
makalenin Tiirkce ve Ingilizce bashig1, Tiirkce 6zii verilmeli ve sonrasinda 3 ila 5 anahtar kelime
verilmelidir. Bunlarin altina Ingilizce 6z ve anahtar kelimeler eklenmelidir. Oz ve anahtar keli-
meler uluslararasi standartlara uygun olmalidir.

6. Dipnotlar kaynak gosterimi icin degil, yalnizca ek bilgi vermek icin kullanilir. Dipnotlar
sayfa altinda numaralandirilarak 10 punto ve 1 satir araligiyla yazilmalidir.

7. Metnin icinde yapilan dogrudan alint1 40 kelimeyi geciyorsa, yani “blok alint1” yapiliyorsa
ana metinden farklilastirilmis paragraf olarak gosterilmelidir. Blok alint1 sag ve soldan 1,25 cm
girintili olarak 12 punto ile yazilir ve alint1 sonunda parantez icinde kaynaga atif yapilir.

8. Metinde sekil, tablo, resim vh. kullanilacaksa ilgili yere, metinle arasinda iistten ve alttan
birer aralik birakilmak suretiyle yerlestirilmelidir. Miimkiin oldugu kadar bilgisayar araciligiyla
hazirlanmis gorseller kullanilmali, tarayiciyla en az 600 dpi ¢oziiniirliikte “tiff” veya “jpg” sek-
linde taranmis olarak metne yerlestirilmelidir. Resimler birbirini izleyerek numaralandirilmali-
dir. Her resmin altina numarasi ile birlikte kisa bir aciklama, ortalanmis olarak yazilmalidir.

9. Metin icerisinde ve kaynaklar boliimiinde kaynak gdsterimi icin American Psychological
Association (APA) tarafindan yayimlanan Publication Manual of APA (2020) adli kitapta belirti-
len kurallar esas alinmalidur.

10. APA’ya uygun bicimde metin icinde atif yapma ve bibliyografya olusturma 6rnekleri asa-
g1da verilmistir.

11. Metnin ekleri, her bir ek ayr1 sayfada olacak sekilde, kaynak¢adan sonra verilmelidir.
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APA icin Ornekler

Metin icinde Kaynak Gosterme

e Yazarin adi metnin icinde gecmiyorsa alint1 yapildiktan sonra, parantez i¢inde yazarin
soyadi, yayin tarihi ve sayfa numarasi, virgiillerle ayrilarak yazilir.

(Moran, 1983, s. 34)

e  Yazarin adi metnin icinde geciyorsa, yazarin soyadinin ardindan parantez i¢inde yapitin
tarihi yazilir ve alintinin sonunda sayfa numaras bilgisi verilir.

Moran (1983) ... (s. 34)

e  Tek bir sayfaya gonderme yapildiginda “s.”, birden ¢ok sayfaya génderme yapiliyorsa
“ss.” yazilir.

e  Matbu kaynaklardan tirnak icinde alintinin yapildig1 her durumda belirli bir sayfa
numarasina referans verilmesi gerekir.

e ki yazan olan yapitlara gonderme yapilirken her iki yazarin soyadi verilir.

(Madran ve Sénmez, 2019, ss. 17-18)

e Uc ve daha fazla yazarn olan yapitlara atif yapilirken ilk yazarin soyadindan sonra “vd.”
kisaltmasi eklenir.

(Kocak vd., 2012)
e Kurumlara ilk gectigi yerde kisaltma olmadan, sonraki alintilarla kisaltmayla referans verilir.

[k alint1: (Milli Egitim Bakanlig1 [MEB], 2020)

Sonraki alintilar: (MEB, 2020)
e Ayni yazara ait ayni yil yayimlanmis iki ya da daha fazla yapita génderme yapiliyorsa yayin
yilina alfabetik siray izleyen harfler eklenir.

(Moran, 2000a)

(Moran, 2000b)
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