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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.  

Öz

Nilevs Kamarados (1847-1922) hem yaşadığı dönemde hem de ölümünden sonra büyük saygı gö-
ren bir Osmanlı Rum müzisyeni ve müzik öğretmeniydi. Bizans müziği (Rum Hıristiyan Ortodoks 
kilise müziği) icracısı ve teorisyeniydi, ancak aynı zamanda Batı, Osmanlı Türk, Rum halk ve 
Ermeni müziği üzerine de çalıştı. Geride bıraktığı arşivi, tüm bu müzik türleriyle olan ilişkisinin 
tanıklıklarını içerdiği için özel bir ilgi çekicidir. Bunlar yayınlar, Bizans, Batı ve Hamparsum no-
tasyonunda müzik transkripsiyonları, teorik konular üzerine taslaklar ve notlardan oluşmakta-
dır. Kamarados'un arşivi günümüzde Yunanistan "Lilian Boudouri" Müzik Kütüphanesi'ndeki 
Yunan Müzik Arşivi'nin bir parçasıdır. Bu makale, Kamarados'un Osmanlı Türk müziği ile olan
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ilişkisini, arşivi aracılığıyla vurguladığı gibi, burada bulunan Bizans ve nota yazısındaki ilgili 
transkripsiyonların yanı sıra Karamanlidika'daki (Yunan alfabesiyle yazılmış Türkçe) şarkı söz-
lerinin transkripsiyonlarını içeren bir katalog sunarak sergilemeyi amaçlamaktadır. 

Anahtar Kelimeler: Nilevs Kamarados, Osmanlı Rumları, Osmanlı Türk Müziği Transkripsiyon-
ları, Yunanistan'da Osmanlı Türk Müziği, Müzik Arşivi.

Introduction 
Nilevs Kamarados was born in 1847 in Diplokionio (Beşiktaş) and grew up in Mega Revma (Ar-
navutköy), 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 Hancıyan. 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)2.
	 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 language3.
	 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 (Chaldæakes, Loupas and Chaldæaki, 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 
Collections4. 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”5. 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 music6, 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: Διάφορα άσματα σε βυζαντινή σημειογραφία 1-20, Διάφορα 
άσματα σε βυζαντινή σημειογραφία 21-71, Διάφορα άσματα σε βυζαντινή σημειογραφία 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, I 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 (Chaldæaki, 2022b) for the testimonies of Ottoman Turkish music in the personal archive of 
Psachos.
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	 •	 4 boxes with various songs mostly in Greek, Ottoman Turkish and Karamanlidika, hand	
	 written in staff notation.
The names given to these boxes are: Χειρόγραφα μουσικής σε πεντάγραμμο 1, Χειρόγραφα μουσικής 
σε πεντάγραμμο 2, Χειρόγραφα μουσικής σε πεντάγραμμο 3, Χειρόγραφα μουσικής σε πεντάγραμμο 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: Εκδόσεις chant turc 1, Εκδόσεις chant turc 2, Εκδόσεις chant turc 3, 
Εκδόσεις 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.
	 •	 1 box with various transcriptions in Byzantine notation, also including musical 
	 transcriptions of Ottoman Turkish music.
The title of this box in Greek is: Βυζαντινή σημειογραφία, αραβοπερσικό μέλος, πολυχρονισμοί. 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.
	 •	 1 box with handwritten lyrics of songs in Greek, including Ottoman Turkish songs in 
	 Karamanlidika.
The title of the box in Greek is: Κείμενα ασμάτων (ελληνικά δημοτικά και οθωμανικά). 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. 
	 •	 1 box with publications in staff notation, including scores of Western and Ottoman 
	 Turkish music.
The title of the box in Greek is: Διάφορες εκδόσεις δυτικής μουσικής. 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.
	 •	 2 boxes with publications in staff notation, including scores of Ottoman Turkish music.
The titles of the boxes in Greek are: Διασκευές 1 Α-Ο, Διασκευές 2 Π-Ω. 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 produced7. 
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 them8. 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 Ağa, Benli Hasan Ağa, 
Bimen Şen, Bogos Efendi, Dede Efendi, Georgios Violakis, Hacı Arif Bey, Hacı Kerami Efendi, 
Kanuni Artaki Efendi, Kanuni Dimitrios Voulgaris, Kemani Tatyos Efendi, Mehmet Nuri Efendi, 
N. Kamarados, Rıza Bey, Rifat Bey, and Sarı Onnik. The genres of these compositions are beste, 
semai, şarkı, taksim, peşrev and one türkü. 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; Bardakçı, 1993; Kalaitzidis, 2012).	
8 This is also stated in the dissertation thesis of the author of this artcile (Chaldæaki, 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, marş, mazurka, peşrev, peşrev karapatak, polka, semai, şarkı, 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 Ağa, Ahmet Rasim Bey, Arabzade, Arşak Efendi, Asdik Ağa, Bekir 
Efendi, Benli Hasan Ağa, Cerrah Paşa, Corci, Çömlekçizade Petros, Dede Efendi, Dilhayat Kalfa 
Hanım, Esad Bey, Hacı Emin Bey, Hacı Faik Bey, Hacı Kirami Efendi, Hamza, Hasan Refik Bey, 
Haşim Bey, Hıdır Ağa, Hristo Efendi, K. A. Psachos, Kampos Naziresi, Kantemir, Kanuni Ömer 
Efendi, Kapril Efendi, Kara İsmail Ağa, Kazasker Mustafa Efendi, Kemani Mehmet, Kemani Rıza 
Efendi, Kemani Serkis Efendi, Kemani Tatyos Efendi, Kemençeci Vasilaki, Klarinetçi İbrahım 
Bey, Latif Ağa, Lavtacı Anton, Lavtacı Hristo, Leon Hancıyan, Mergar Melik, Mevlehane, Mustafa 
Reşit Bey, Mümin Ağa, Nikoğos Ağa, Nikolaki Kemençeci, Numan Ağa, Osman Bey, Paitar, Rasim 
Bey, Raşit Efendi, Rifat Bey, Rum Papaz, Sadık Ağa, Sultan Selim, Suphi Seher, Şair Efendi, Şakir 
Ağa, Şerif İçli, Şevki Bey, Tabi Mustafa Efendi, Tanburi Cemil Bey, Tanburi İsak, Tatar Gümüs 
Gerdan, Yorgaki, Yusuf Paşa, Zaharya Hanende, and Zeki Mehmet Ağa.
	 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 Ağa, Baha Bey, Civan Ağa, Dede Efendi, 
Galip Bey, Giriftzen Asım Bey, Hacı Arif Bey, Hacı Faik Bey, Hacı Emin Bey, Hacı Kirami Efendi, 
Haşim Bey, K. A. Psachos, Kanuni Garbis Efendi, Kazasker Mustafa İzzet Efendi, Kemani Ali Ağa, 
Lavtacı Hristo, Mahmut Celaleddin Paşa, Neyzen Rıza Bey, Rıza Bey, Suyolcuzade Salih Efendi, 
and Şevki 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 Hacı Emin Bey, some by Abdülkadir 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. 
Çuhacıyan 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 “Şarkı hicazkar, Usul senkin semai, Civan Ağa”, or the first lines of the 
song’s lyrics with some information, such as “Şeb midir bu ya sevad-ı ah-ı pinhanım mıdır, Şarkı 
İmam evvel Mustafa Efendi” or “Balıkçı mazurkası” (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, marş, 
mazurka, nakş, peşrev, semai, sirto, şarkı & taksim and a few cases of dağı, hora, ninni & zeybek 
havası. 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 Rıza Efendi, Ali Salahi Bey, Arabi, Asdik Ağa, 
Baha Bey, Balıkçı Hafız Mehmet Efendi, Baytar Ağa, Bekir Ağa, Beni Hüseyin Ağa, C. Carikio-
poulos, Civan Ağa, Çulhayan Kirkor Efendi, Dede Efendi, Dellalzade İsmail Efendi, Derviş Re-
ceb, Dihran Tchohadjian, Dilhayat Kalda, Edhem Efendi, Ekrem Bey, Emin Ağa, Eyyubi Mehmet 
Efendi, Eyyubi Baha Bey, Farabi, Giriftzen Asım Bey, Hacı Arif Bey, Hacı Emin Bey, Hacı Faik 
Bey, Hafız Ayni Efendi, Hafız Efendi, Haham, Halim Bey, Hamza, Hazar Ağa, Hisarlı Ali Bey, 
Haşim Bey, Hoca, Hristo Efendi, İbrahim Bey, İsmail Hakkı Bey, İtri Mustafa Efendi, İzzet Bey, 
Kabrel Ağa, Kantemirzade, Kanuni Edhem Efendi, Kanuni Mehmet Bey, Kanuni Ömer Efendi, 
Kemani Ali Ağa, Kemani Mehmet Efendi, Kemani Rıza Efendi, Kemani Tatyos Efendi, Kemençeci 
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Vasilaki, Kıptı Hasan, Kıptı İbrahim, Kömürcüzade Hafız Mehmet Efendi, Latif Efendi, Lavtacı 
Anton Efendi, Lavtacı Hristo, Lemi Bey, Leon Hancıyan, Mahmut Celaleddin Paşa, Mahmut Ce-
mil Bey, Markar Ağa, Medeni Aziz Efendi, Mehmet Efendi, Mergar Melik, Mevlevi, Mir Cemil, 
Misak, Mustafa Efendi, Nabi Mehmet Efendi, Necib Paşa, Neyzen Rıza Bey, Nikoğos Ağa, Numan 
Ağa, Osman Bey, Rıza Bey, Rifat Bey, Sadullah Ağa, Sabri Bey, Selanikli Ahmet Bey, Selanikli 
Tevfik Efendi, Salım Bey, Serkis Ağa, Sultan Beyazid, Sultan Mahmut, Sultanzade, Suyolcuzade 
Salih Efendi, Şaid Bey, Şakir Ağa, Şevket Bey, Şevki Bey, Tanburi Ali Efendi, Tanburi Cemil Bey, 
Tanburi Emin, Tanburi İsak Efendi, Tanburi Mustafa Ağa, Tatar Gümüs Gerdan, Udi Afet Efendi, 
Udi Hafız Cemil Efendi, Usta Nikolaki, Usta Yanni, Usta Yorgaki, Vardakosta Ahmet Ağa, Wadia 
Sabra, Yusuf Paşa, Zahriye, and Zekki Mehmet Ağa.
	 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: “ΣΑΡΚΙ ΧΟΥΖΑΜ τοῦ Νικογὸζ Ἀγά. Νὲ ἰτσοὺν ναμλεδέσιν 
ποϊλέ. Ἐμελοποιήθη παρὰ τοῦ περιφήμου Ἀλεξάν Ἐφένδη τοῦ ἐπιλεγομένου Κεμανί Ἀγά” (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 notes9. 
	 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  

	
Image 1.  A publication of Ottoman Turkish music from Kamarados’s Archive © Kamarados’s Archive, Greek Music Archive, Music Library 
of Greece “Lilian Boudouri”.

   Evangelia Chaldaeaki, MSGSÜ Sosyal Bilimler Dergisi, 2023, 1 (27), 91-137 101



	
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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