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Davetli Makale

Osmanli1 Musikisinde Gelenegin Kendini Yenileme Gricti

Fikret Karakaya'

Oz
Osmanh musikisi, 13. - 15. ytizyillarda ozellikle Tebriz ve Herat'ta yogrulan Irani musiki birikimi uzerinde
sekillendi. Iran etkisi 18. yuzyil ortalarina kadar —zayiflayarak— strse de daha 15. yizyillda Osmanh
musikicileri yeni bir yol tutmaya baslamisti: Geckiye dayali pek cok yeni makam icat edildi, geckinin
onemi gittikce artmaya basladi. Onceleri dogaclamalar, hazir ciimleler solist tarafindan cesitli bicimlerde
bir araya getirilerek yapilirdi. 17. ytizyildan itibaren hazir ctimlelerin yerini soliste ait yeni, kisisel ctiimleler
almaya basladi. Bu, Osmanlilarin ozgurlige ve yaraticiliga daha fazla 6nem verdigi anlamina geliyordu.
Kantemiroglu ve Nayl Osman Dede, araliklarin sayisal degerlerinden cok perdelerin makamlar icinde
kullanilis1 tizerinde durmaya basladilar ve perdeleri ilk defa udun sap: tizerinde degil, tanburun sap1 veya
ney uzerinde gosterdiler. Bu, nazariyatin da Osmanlilasmaya basladiginin isaretidir. Musiki eserlerini, bir
notasyon sistemiyle kagida gecirmeye yanasmayan Osmanlilar, birikimin ustadan ¢iraga mesk yontemiyle
aktarilmasindan kaynaklanan butin olumsuzluklar: (eserlerin kismen veya tamamen unutulmasi, eski
eserlerin degistirilerek aktarilmasi, eserlerin az veya cok farkl versiyonlarimin ortaya c¢ikmasi vb) birer
zenginlik ve yaraticilik tezahurii olarak gorduler. Beste ve icra tslubundaki degisim ve gelismelere de bagh
olarak saz heyeti durmadan degisti, komsu tlkelerden veya halk geleneginden alinan calgilar, baz1 eski
calgilarin kullanimdan dusmesine yol acti. Kismi dogaclama (eserlerin icra sirasinda kismen degistirilmesi),
ad1 acitkca konmasa da icrada yaraticilik olarak goruldi; bundan kaynaklanan heterofoni, birlikte sik stk

muzik yapan icracilarda ozel bir ahenge donustu.

Anahtar Kelimeler

Osmanh Mtizigi ¢ Gelenek » Mesk Usulut ¢ Icrada Yaraticilik » Heterofoni
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Osmanlimusikisi, siyasivekiiltiirel merkezi Herat olan Timurlu iImparatorlugu’ndan
devralinan bir birikim iizerinde yiikseldi. Bu, etkileri, Hindistan’a ve Cin {lizerinden
Japonya’ya kadar uzanan Irani musikiydi. Osmanli musikisi iizerindeki Iran etkisi,
Osmanlilar ve Safeviler arasindaki siyasi iliskiler ne olursa olsun, 18. ylizy1l ortalarina
kadar siirdii.> Gergekte Osmanli musikisi, daha 15. yilizyilda Fatih’in babasi I1. Murad
doneminde Irani musikiden farklilasmaya baslamisti: II. Murad’a sunulan veya ithaf
edilen —genellikle Tiirkce yazilmis— musiki risaleleri, Safiytiddin Urmevi’nin (6l
1293) ve onu izleyenlerin koyu teorik tutumundan uzaklasip pratigin betimlenmesine
agirlik veren eserlerdi. Bu risalelerden anlasiliyor ki, II. Murad déneminde, bizzat
Padisah’1n tegvikiyle pek ¢ok yeni bilesik makam icat edilmistir. Bu yeni makamlarin
cogu, mevcut makamlardan en az ikisinin birlestirilmesine dayali gecki (modiilasyon)
makamlartydi. Oysa Irani musikide geckiye pek énem verilmezdi. iran musikisi, 17.
ylizyilda ¢ok 6nemli bir dontisiim gegirerek, makam musikisi olmaktan ¢ikip destgdh
musikisi olmustu. Ama gecki yine eskisi gibi onemsizdi. Santur gibi diyatonik
(makama gore akortlanan) bir ¢algiin merkezi bir konumda oldugu giiniimiiz Iran
musikisi, geckiye gosterilen ragbet bakimindan 17. ylizyildakinden farkli degildir.
Buna karsilik, Osmanli musikisinde geckinin 6nemi, 6zellikle 17. ylizyilin ikinci
yarisinda artmaya baslamis, ¢eng, kanun, santur gibi diyatonik (makam geckisine
elverisli olmayan) calgilar gézden diisiip terk edilmistir.?

17. ylzyll sonunda Nayi Osman Dede’nin, perdeleri ney {lizerinde;
Kantemiroglu’nun ise tanburun sapi ilizerinde gostermeleri, udu referans calgisi
kabul eden Onceki biitiin miielliflerden ayrildiklarina, aslinda nazariyatin da
Osmanlilagmaya basladigina bir isarettir.

Taksim terimi, en ge¢ 17. yiizyildan beri doga¢lama anlamini tasir. Hanende
taksimi teriminin, 18. ylizyilda yerini gazel terimine birakmasindan sonra taksim,
sadece “calgi ile dogaclama” anlaminda kullanilmigtir. S6zlii gelenegin aktardigina
gore, 17. ylizyila kadar taksimler, ezberlenmig/hazir musiki ciimlelerini, solistin
istedigi gibi diizenlemesiyle/siralamasiyle olusurdu. (Bugiin de Iran musikisinde
dogaclama, biiylik Ol¢iide bdyledir.) 17. yiizyil sonlarinda Osmanli musikiciler hazir
climleler yerine kendi ciimlelerini tercih etmeye basladilar. Bu, Osmanli musikisinin,
daha fazla 6zgiirliige ve daha fazla yaraticiliga yoneldigi anlamina geliyordu. Ama
gelenegi yenileyen asil yaraticilik, bu satirlarin yazarinin “yaratici icra” adini verdigi
egitim, aktarim ve icra anlayisi idi.

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

3 Gerek Ali Ufki Bey’in, gerekse Kantemiroglu’nun notaya aldig: eserlerin biiyiik boliimii, i¢inde hi¢ makam gegkisi olmayan
eserlerdir. Gegkili eserlerde ise, genellikle bir veya iki perde degismistir.

380



Karakaya / Osmanli Musikisinde Gelenegin Kendini Yenileme Giicii

“Yaratic1 icra”, esas olarak, gerek mesk (egitim ve aktarim) sirasinda, gerek
meclislerdeki konserler veya resitaller sirasinda, musikicilerin kendilerine veya
baskalarina ait bir eseri icra ederken, motiflerin varyantlarini kullanmalarina ve
elverisli pasajlarda siislemeler veya doldurmalar (genis araliklar arasinda merdivenler/
portamentolar veya uzunca bir sessizlikte dnceki ve sonraki ciimle/cik/ler arasinda
baglant1) yapmalarina dayaliydi. Birden fazla musikicinin eszamanli yaratici icrasi,
bir tiir heterofoniyle sonuglaniyordu elbette. Uzun zaman birlikte musiki yapanlarin
heterofonisinde onlara 6zgii bir ahenk olusuyordu. Bu ahenk, hem icracilar, hem
de dinleyiciler i¢cin musikinin vazge¢ilmez bir 6gesiydi. Yaratici icra, bazi sade
eserlerin oldukea siislii versiyonlarinin olusmasina da yol agryordu. Sade versiyona
oranla ileri derecede siislii sayilan versiyonlar “ciceklenmis” olarak nitelenmistir.
Bu niteleme, eserleri siislemenin ne derecede makbul tutulduguna yeterince saglam
bir kanittir. Tanburi Biiyiik Osman Bey’in iinlii Hiizzam ve Nihavend Pesrevleri ile,
Neyzen Salim Bey’in ¢ok iinlii Hicaz Pesrev’inin giiniimiize yalniz asir1 ¢igeklenmis
versiyonlarinin gelebilmis, sade versiyonlarinin biitliniiyle unutulmus olmasi da dyle.

Eskiden mesk verenler (belli bir repertuart usta-girak iligkisiyle aktararak musiki
egitimi verenler) arasinda seckin bir ziimre vardi. Bu ziimredeki iistatlar, hem eserleri
biitlin incelikleriyle icra ederler, hem de kiiciik ilavelerle eski eserleri, yeni zevke uygun
hale getirirlerdi. 19. ylizyilda musikinin ¢ok biiyiik Olciide insan sesine dayali hale
gelmesi, bu seckin tistatlarin her birine “fem-1 muhsin [ihsan eden agiz] sahibi” veya
kisaca “fem-i1 muhsin” denmesine yol ag¢ti. Ciinkii fem-i muhsin sahibi bir hoca, “sozlii
eserleri giizel sesi ve kisisel iislubu ile icra eden iistat” demekti. Her dénemde Istanbul’un
cesitli semtlerinde —bazilar1 ayn1 zamanda giiclii birer bestekar olan— fem-i1 muhsin sahibi
hocalar yasanustir. Eyyubi (Eyiiplii) Zekal Dede (1825-1897), Uskiidarh Bestenigar
Ziya Bey (1877-1923), Kadikoylii Ali Bey (1830-1899) gibi. Bu iistatlarin hafizalarinda,
gecmis Ustatlara ait eserlerin farkli birer versiyonu bulunurdu. S6zgelimi Ziya ve Ali
Beyler, ismail Dede’nin bir eserini ayn1 hocadan mesk etmis (6grenmis) olsalar dahi,
bir siire sonra, bu eseri icra ede ede kismen degistirirlerdi. Her ikisini de taniyanlar, daha
dogrusu o eseri her ikisinden de dinleyenler, aradaki farktan ayri bir tat alirlardi.

Hattatlarin, her harfi, daima, —bir kalipla basilmis¢asina— birbirinden ayirt edilemez
bicimde yazmaya biiyilk 6nem verdigini bilenler, musikicilerin ayni sadakati ve
titizligi neden gostermedigini merak ederler. Ger¢ekte musikiciler de, hattatlar gibi,
her eseri, her defasinda —biitiin ayrintilar1 ile olmasa da— aym sekilde icra etmeye
dikkat ederlerdi. Ama, bir yandan icrada yaraticiliga verilen 6nem, bir yandan
insan hafizasinin tlirli oyunlari, eserlerin zamanla —kaginilmaz olarak— az veya ¢ok
degismesine yol acardi. Clinkii Osmanl musikisi yazi/i bir musiki degildi. Musikinin
yazilmasi i¢in daha 9. yiizyilda bir harf notas1 (ebced notasi) gelistirilmisti.* Ama
Miisliman musikiciler, hi¢bir notasyon sisteminin, icradaki biitlin incelikleri kagit

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

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

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

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

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

Tarz-1 selefe tekaddiim ettim

Bir bagka lisan tekelliim ettim’
beytinde bunu dile getirmistir.

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

Bazen, bir zamanlar kullanilmis, sonra gozden diisiip unutulmus olan bir makam,
40-50 y1l sonra bir “mucit” tarafindan yeniden adlandiriliyordu. Abdiilhalim Aga’nin
(1710 ?7—-1802), Tanburi Kiigiik Artin® (18. yiizy1l) tarafindan suzinak adi ile tarif edilen

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

6 «Ey Nev’1, siir sanatinda yeni bir tarz icat ettin
Anadolu’yu Acem sairlerini taklitten kurtardimny»

7 «Oncekilerin tarzindan ayrildim, dne gectim
Bir bagka dille sdyledim s6zimii.»

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

Giiglii bir bestekarin belli bir makamda iki murabba’® ve iki semaiden'® olusan bir
takim bestelemesi, o makamin birdenbire ragbet kazanmasina yol agar, bir siire sonra
bu riizgar diner, bagka bir makamin saltanati baslardi. Abdiilhalim Aga 18. yiizyil
sonunda suzidil makamini “yeniden” icat edince Sadullah Aga ve Vardakosta Ahmed
Aga ile birlikte ortaklasa bir Suzidil Takim bestelemislerdi.!! Daha sonra bu makamda
yeni murabbalar ve semailerin yani sira ilahiler ve tevsihler de bestelendi. Suzidil
makamindaki dini/tasavvufi eserlerin en énemlileri Ismail Dede’nin durag: ve Zekai
Dede’nin Mevlevi-ayinidir. Ama dindis1 suzidil fasillarinda okunan murabbalar ve
semailer, yukarida anilanlardi. Tanburi Ali Efendi (1836—1890), pesrev, iki murabba,
iki semai, sarkilar ve saz-semaisinden olusan Suzidil Takim’in1 besteleyinceye kadar.
Ali Efendi’nin eserleri, Sultan III. Selim’le belirmeye baslayan, Haci Arif Bey’in
sarkilar1 ile musikiyi biitliniiyle ele geciren romantizmi, eski bicim ve yapilarla
birlestirmisti ve onceki biitiin suzidil eserleri golgede birakmisti. Oysa, ozellikle
Abdiilhalim ve Sadullah Agalarin eserleri de 18. yiizyil sonu iislubunun ¢ok parlak
ornekleriydi. Zaman zaman bunlar da icra ediliyordu elbette, ama suzidil denince
akla o6nce Ali Efendi’nin eserleri geliyordu artik.

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

Cemil Bey’in, Istanbul’da 1908’den sonra baslayan halka acik konserlerden
birinde ¢alinmak iizere besteledigi Sedd-i araban Pesrev, Tanburi Izak (1745-1814)
ve Sadullah Aga’nin (1760 ?7—1808) eserlerinden 6nce ¢alinacagi i¢in onlarin tislubuna
yakindi. Bu olaganiistii pesrevden sonra kimsenin ayni makamda bir pesrev daha
yapmaya cesaret edemeyecegi diisiliniiliirken, 6grencisi Refik Fersan’in (1893—1965)
Sedd-i araban Pesrev’i, Cemil Bey’inkini unutturmasa bile, daha romantik ve daha
Avrupai havasi ile kendine saglam bir yer bulabildi.

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

10 Ikinci murabbadan veya nakis besteden sonra okunan semaiye agir-semdr; faslin son sozlii eseri olarak saz-semaisinden énce
okunana ise yiiriik-semai adi verilmistir. Agir-semailer aksak-semai veya sengin-semdi usulleriyle, ylriik-semailer ise daima
yiiriik-semart usulityle dl¢tilmustiir.

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

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

Kemanin (violin) itibari, 19. ytlizy1l boyunca gittikce artti. 19. ylizyilin ortalarinda,
Istanbul’da calgili kahveler artmaya baslayinca bir yandan Balkanlar’dan, diger
yandan Misir ve Suriye’den ¢ok sayida profesyonel musikici geldi. Bu, profesyonel
sehir musikisinde biiyiik canlanmaya yol agti. Giineyden gelen profesyoneller, artik
ses tablasinin iki yaninda ardi¢ yanaklari olmayan ve alti telli hale gelen udun Osmanl
musikisinde yeniden —hem de biiylik ragbetle- kullanilmaya baslamasini sagladi.
Ayni profesyoneller, bir zamandir sadece cariyelerin kullandig1 kanunun itibarin1 da
yeniden yiikselttiler. 19. yiizy1l sonlarinda, art arda acilan gazinolardaki ve calgili
kahvelerdeki fasillarin baglica ¢algilari keman, ud, kanun ve daireydi. Ney ve tanbur,
daha ¢ok, saray ve konaklardaki meclislerde ¢aliniyordu. Keman, ud ve kanunun
yaninda, 6teden beri Pera’da acik havada ve tavernalarda dans musikisi icra eden
lira ve lavta, profesyoneller arasinda Rum veya Yunan kokenli musikicilerin artmasi
tizerine fasil musikisinde de kullanilmaya basladi. Lira ve lavta, 19. ylizy1l baglarinda
cariyeler arasinda da yayilmaya baslamisti. Bir fasil ¢algis1 haline gelince liranin adi,
kemenge olarak degistirildi. Miisterilerine zengin bir saz takimini dinletmek isteyen
kahve veya gazino sahipleri, keman, ud ve kanunun yani sira takima kemence ve
lavtay1 da katmaya 6nem verir oldu.

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

13 Avrupa’da barok donemin en gozde ¢algilarindan olan viola d’amore, 18. ylizyilin son ¢eyreginde, violin’den 10 yil kadar
once Osmanli musikisine girmisti. Daha 6nce —Osmanli musikisinin tek yayli galgisi olarak— keman veya kemdnge ad1 ile
kullanilan galgi, ¢ello gibi diisey olarak tutuluyordu. Bu saz, viola d’amore’nin birdenbire biiyiik reva¢ bulmasi kargisinda
dindis1 musikide artik kullanilmaz hale gelince, keman adi bu “yeni” galgiya verildi, ama viola d’amore gégse dayanarak
calindig i¢in adinin basina sine kelimesi eklendi. Boylece, amore (ask) kelimesi de, kalbin (askin) mahfazasi olan sine ile
karsilanmis oldu. Dogu kemani sahneden ¢ekildigi i¢in miinhal hale gelen adi1 da Avrupa violin’ine verildi.
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Vasilaki (1845-1907), kemengenin fasil igindeki yerini saglamlastirip itibarini
yiikseltince konak meclislerine davet edilmeye basladi. Bir mecliste Vasilaki’yle
tanisan Cemil Bey, ondan kemencge dersleri ald1 ve kisa zamanda ilk Miisliiman
kemengeci olarak kendini kabul ettirdi. Lavtact Lambo’dan etkilenen Cemil Bey,
caldig1 sazlar arasma lavtayr da ekledi. Onun, tanburda gosterdigi virtiioziteyi
kemenge ve lavtada tekrarlamasi ve bu iki saza aristokrat bir iislup kazandirmasi,
konak meclislerindeki ¢alg1 takiminin zenginlesmesini sagladi. Artik kemengesiz bir
meclis diigiiniilemezdi.

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

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

Saz takiminin yenilenmesiyle sadece tin1 degil, eklenen ¢algilarin vatanlarina veya
geldikleri kiiltiir ¢evrelerine 6zgii bazi iislup 6gelerinin de girmesiyle icra tislubu da
degismeye baglamistir.

Icra {islubunda degisiklik saz eserleriyle sinirli degildi. Ses kayit teknolojisinin
gelismesi ve Istanbul’a Avrupa’dan opera ve operet topluluklarmin gelip gdsteriler
vermesi lzerine, Batili sarkicilara 6zgii icra teknik ve isluplar, yerli sarkicilar
etkiler olmustu.

Kisacasi, gelenek, tarih boyunca, kendi i¢ dinamikleriyle veya dis etkilerle,
saz takimi, repertuari, sesleri/araliklar1 ve icra iislubu ile durmadan degismistir.
Osmanli yonetimi, fethedilen veya temasta bulunulan iilkelerin bazi kiiltiir 6gelerinin
eklenmesiyle varolan kiiltiiriin zenginlesmesinden rahatsiz olmadigi gibi, zaman
zaman bunu Ozendirmistir. Sonu¢ gergekten bir zenginlesme olmus, hi¢ de kati
olmayan muhafazakarlik, ge¢gmise ait birikimin erozyona ugramasini, bu yenilemeci
tutum sayesinde Onlemistir. Yani ge¢misin birikimi, kismen degistirilerek veya
doniistiiriilerek muhafaza edilmistir.
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Ottoman music rises upon an accumulation taken over from Timurid Empire
whose political and cultural center is Herat. This was the Iranian music whose effects
reach from India to Japan through China. The Iranian influence on the Ottoman music
has lasted until the mid-18" century. Actually, Ottoman music begins to differ from
Iranian music already as of 15™ century, in the era of Murad II. Musical booklets
presented and dedicated to Murad II —generally written in Turkish language— were
works which gave priority to adoption of practice, moving away from fanatic
theoretical attitude of Safi al-Din al-Urmawi (d. 1293) and his followers. What is
understood from those booklets is that plenty of new combined magams are invented
with encouragement of the Sultan himself. Most of those new magams were maqams
of modulation (ge¢cki makami), which were based on combination of at least two
existing maqams. However, modulation (ge¢ki) was not seen such important in the
Iranian music. Iranian music experienced a highly significant transformation in the
17" century and had become a music of destgdh, moving away from being magam
music. However the modulation was again unimportant as in the past. Today’s music
of Iran with a diatonic (accorded according to magam) instrument such as santoor
at a central position, was not different from 17" century Iranian music in terms of
popularity of modulation. On the other hand, the importance of modulation began to
increase especially in the second half of 17" century, and diatonic instruments such
as chang, ganun and santoor lost popularity and were left.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

In short, tradition throughout history changed continuously as result of its own
inner dynamics or external effects in terms of orchestra, set of instruments, repertoire,
voices/intervals, and style of performance. Ottoman administration was not disturbed
by the cultural enrichment as result of contact with some cultural elements from
countries conquered. On the contrary, it encouraged this sometimes. The result was
indeed enrichment. A moderate conservatism, which was no way hard or rigid,
prevented any probable erosion of the accumulation coming from the past, with the
help of the mentioned renewing attitude. In other words the accumulation of the past
was conserved by being partly changed or transformed.
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