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The tendency towards Westernization, which accelerated in the 19th century and was defined as 
Ottoman modernization, began to be seen at almost every stage of the state. Western influences 
have taken place in almost all branches of art, from painting to architecture, from literature to music. 
Mahmud II, who was the architect of innovation ideas in the Ottoman Empire not only changed 
the military organization but also laid the foundations of the first marching band of the Ottoman 
Empire in the Western sense. After Giuseppe Donizetti was brought to Istanbul, important 
European musicians came to Istanbul and started to serve the Mûzikâ-yı Hümâyun (the imperial 
orchestra). Fernando de Aranda Pasha, was the last example of the tradition of patronage of 
European musicians that ended in Second Constitutional Monarchy Period. The life, musicianship, 
compositions and activities of Aranda Pasha, who served the Ottoman Empire for 22 years starting 
from 1886, are examined in this article. The fact that no detailed research has been conducted on 
Aranda Pasha until today also reveals the original value of the study. Research conducted to fill 
gaps in the existing literature on Aranda Pasha has gathered information, news reports, and 
documents related to him from Turkish, Spanish, and French newspapers, records from National 
Library of Spain, documents from the Presidential Ottoman Archives, and private collections, 
revealing comprehensive information about Fernando de Aranda. This study aims to both create a 
reliable source for music history studies and fill the gap in the literature about Fernando de Aranda. 
Keywords: History of Music, Musicology, Westernization, Mûzikâ-yı Hümâyun (the imperial 
orchestra), Ottoman Musicians, Fernando de Aranda. 
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ÖZ 
19. Yüzyılda hızlanan ve Osmanlı modernleşmesi olarak tanımlanan Batılılaşma eğilimi, devletin 

neredeyse her kurumunda görülmeye başlanmıştır. Batılı devletlerin etkileri, resimden mimariye, 

edebiyattan müziğe kadar sanatın neredeyse tüm dallarında kendisini göstermeye başlamıştır. 

Osmanlı İmparatorluğu'nda yenilikçi fikirlerin mimarlarından biri olan Sultan II. Mahmud, 

sadece askeri organizasyonu değiştirmekle kalmamış, aynı zamanda Osmanlı Devleti’nin Batılı 

anlamda ilk bando takımının temellerini de atmıştır. Giuseppe Donizetti Paşa’nın İstanbul'a 

getirilmesinden sonra, diğer bazı önemli Avrupalı müzisyenler de İstanbul'a gelerek Mûzikâ-yı 

Hümâyun'da hizmet vermeye başlamıştır. Fernando de Aranda Paşa, İkinci Meşrutiyet 

Döneminde sona eren Avrupalı müzisyenleri himaye etme geleneğinin son örneği olması 

açısından da önem arz etmektedir. Bu makalede, 1886'dan itibaren 22 yıl boyunca Osmanlı 

İmparatorluğu'na hizmet eden Aranda Paşa'nın hayatı, müzisyenliği, besteleri ve faaliyetleri 

incelenmektedir. Aranda Paşa hakkında bugüne kadar ayrıntılı bir araştırma yapılmamış olması 

çalışmanın özgün değerini ortaya koymaktadır. Mevcut literatürde Aranda Paşa’yla ilgili 

bilgilerdeki eksikliklerin giderilmesi amacıyla yapılan araştırmalarda kendisiyle ilgili olarak 

Türkçe, İspanyolca ve Fransızca gazete haberleri, İspanya Milli Kütüphanesi kayıtları, 

Cumhurbaşkanlığı Osmanlı Arşivi arşiv belgeleri ve özel koleksiyonlarda yer alan bilgi, haber ve 

belgeler toplanmış ve Fernando de Aranda ile ilgili kapsamlı bilgiler keşfedilmiştir. Bu çalışma, 

müzik tarihi çalışmaları için güvenilir bir kaynak oluşturmanın yanı sıra Fernando de Aranda 

hakkında literatürdeki boşluğu doldurmayı da amaçlamaktadır. 

Anahtar Kelimeler: Müzik Tarihi, Müzikoloji, Batılılaşma, Mûzikâ-yı Hümâyun, Osmanlı 

Müzisyenleri, Fernando de Aranda.   
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Introduction 

In the 19th century, the Ottoman Empire entered a broad process of Westernization that deeply 

influenced not only its social structure but also its cultural and artistic life. Reforms and 

innovations in the military were reflected in the field of music as well, leading to the 

establishment of the Mûzikâ-yı Hümâyun (the imperial orchestra) as the first institutional 

embodiment of Western music within the Ottoman army. This institutional transformation 

exemplified how traditional military structures were influenced by Westernization. 

Consequently, Mûzikâ-yı Hümâyun has become a central subject in the academic discourse on 

Turkish music history, frequently mentioned in numerous scholarly articles and studies up to the 

present day. 

Despite the wealth of academic research on Mûzikâ-yı Hümâyun, there is a notable lack of 

focused studies on Fernando de Aranda Pasha, who served in the orchestra for 22 years. To 

address this gap, comprehensive research was conducted, revealing extensive information about 

de Aranda through various sources including Turkish, Spanish, and French newspapers, records 

from the National Library of Spain, the Ottoman Archives, and private collections. The findings 

obtained during this literature review significantly contribute to the transfer of knowledge about 

de Aranda’s role and influence in Mûzikâ-yı Hümâyun. 

The research utilized primary sources from the period, including magazines and newspaper 

articles from the Spanish archives, due to Fernando de Aranda's Spanish origin. These primary 

sources, along with documents from the Spanish National Library and the Ottoman Archives, 

provided substantial insights into his contributions. Additionally, Murat Can Dilber's doctoral 

thesis titled "Mûzikâ-yı Hümâyun," which offers detailed information on the institutional 

representation of Western music in the Ottoman Empire from the 19th century onwards, was an 

important resource for this study. 

A significant source for understanding the early period of Mûzikâ-yı Hümâyun is the 

manuscript titled “Mûsikâ-i Hümâyun Tarihi” (History of Mûsikâ-i Hümâyun) written by 

Takiyüddin Mehmet Emin Ali, who served in the institution for 50 years between 1828 and 1878. 

His detailed accounts provide valuable insights into the initial developments of Mûzikâ-yı 

Hümâyun and the Ottoman court's policies toward Western experts. Furthermore, Selçuk 

Alimdar's book “Western Music in the Ottoman Empire,” published in 2016 and based on his 

2011 Ph.D. dissertation, offers comprehensive analysis and social context on the Ottoman court's 

trend towards Western music in the 19th century, further elucidating the interplay between 

Western music and Ottoman society. 

His detailed chronicle provides invaluable insights into the early evolution of Mûzikâ-yı 

Hümâyun, offering a comprehensive perspective on the integration and adaptation of Western 

musical practices within the Ottoman military framework. He analyses the Ottoman palace's 

policy towards Western experts. Selçuk Alimdar's book entitled Western Music in the Ottoman 

Empire, published in 2016, contains social information on the trend towards Western music at 

the Ottoman court in the 19th century. Although the book is based on the author's Ph.D. 

dissertation, which he completed in 2011, it is based on the findings of the implications between 

Western music and Ottoman society. 

1. Fernando de Aranda Before His Arrival in Istanbul 

Fernando de Aranda was born on March 8, 1846, in Madrid, as the illegitimate son of the Count 
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of Humanes and Juana Octavie de Neuadot1. Raised in a prosperous family in Seville, he received 

his early music education primarily focusing on the organ2. His upbringing in a wealthy 

household provided him with an environment conducive to honing his artistic talents amidst a 

bohemian milieu. After receiving a solid foundational education, de Aranda furthered his musical 

studies at the Brussels Conservatory, where he studied under the renowned musician and 

composer Auguste Dupont3. During his time at the conservatory, he refined his skills in piano 

and harmony. In 1877, he achieved significant acclaim by winning first prize in piano at the 

Brussels Conservatory, a competition that featured some of the world's leading musical talents4. 

He shared this prestigious award with Julia Pereira y Eleta. This first-prize accolade from Brussels 

became a cornerstone of de Aranda's professional profile, significantly enhancing his recognition 

and stature within the international music community. 

In 1878, Emilio Arrieta offered Aranda an honorary assistant professorship at the Royal 

Conservatory of Madrid, and he accepted the offer and returned to Madrid, where he taught 

piano at the Royal Conservatory of Madrid from 1878 to 1881. In the academic year 1879-1880, 

Aranda instructed 10 female students at the Royal Conservatory of Madrid5. In addition to 

teaching piano at the Conservatoire, he also worked as a concert pianist and composer. Aranda 

devoted herself fruitfully to organ studies, and for several years he was organist at the French 

Church of Saint Louis6. He collaborated with the pianist Manuel Mendizabal to develop the 

school's piano curriculum. He was commissioned by the Ministry of Education to participate in 

the Universal Exhibition in Paris in 1878 to try out and purchase an organ of the Merklin-Schütze 

company for the rebuilt and renovated Salon Theatre of the Conservatory7. 

 In Paris, he gave concerts in the organ hall where the famous organ builder Mr. Merklin 

exhibited some of his masterpieces and introduced himself as a composer organist. He also 

played the piano at the Colonne and Lamoureux concerts8. Aranda later settled in Paris, where 

he opened a music centre called Forsa with Arrieta, a teacher like himself, and gave lessons there, 

and then left his position at the conservatoire vacant in 18819.  Fernando de Aranda was also one 

of the 10 Spanish patrons among the 1386 patrons of the Wagner Theatre in Bayreuth (Germany) 

10. 

2. The Musical Compositions of Fernando de Aranda 

Fernando de Aranda, who initially garnered recognition by winning first prize at the Brussels 

Conservatory, had a brief stint as a piano instructor in Madrid before embarking on a long career 

directing music at the Sultan's court in Istanbul11. During his time in Madrid, Aranda 

 
1 Eugenio Garcia Gascon, “El Arquitecto Fernando de Aranda (1878-1969) en Damasco”, Awraq, 9, Madrid 1988,  69 
2 Alberto Gay Heredia, “”Aranda Pachá”: Un Músico Jiennense en la Corte del Sultán de Turquía”, 

https://decastroero.blogspot.com/2013/10/aranda-pacha-un-musico-jiennense-en-

la.html?fbclid=IwZXh0bgNhZW0CMTAAAR3J4WaZj246TN7y%E2%80%A6, Accessed on: 01.03.2025. 
3 Gay Heredia, “Aranda Pachá”, 69. 
4 Abate Moron, “Impresiones de un Viaje a Oriente”, Asturias, September 1910, p. 160; Nieves Hernandez-Romero, Formación y 

Profesionalización Musical de las Mujeres en el Siglo XIX: El Conservatorio de Madrid, Madrid 2019, 141. 
5 Hernandez-Romero, Formación y Profesionalización Musical, 231. 
6 Felipe Pedrell, Diccionario Biográfico y Bibliográfico de Músicos Españoles y Escritores de Música españoles, portugueses é hispano-

americanos antiguos y modernos, I, Madrid 1987, 83. 
7 Gay Heredia, “Aranda Pachá”, 69. 
8 Garcia Gascon, “El Arquitecto Fernando de Aranda (1878-1969) en Damasco”, 70. 
9 “El Mestre Aranda-Baja”, Ilustracio Catalana, December 5, 1909, 684. 
10 José Ignacio Suárez García, La recepción de la obra wagneriana en el Madrid decimonónico, vol. II, Ph.D. Dissertation, Oviedo 

University, Oviedo/Spain 2002, 675. 
11 Jose Subira, “Bach En España”, Revista Estudios Musicales, Universidad Nacional de Cuyo, Mendoza, Argentina 1951, 564. 

https://decastroero.blogspot.com/2013/10/aranda-pacha-un-musico-jiennense-en-la.html?fbclid=IwZXh0bgNhZW0CMTAAAR3J4WaZj246TN7y%E2%80%A6
https://decastroero.blogspot.com/2013/10/aranda-pacha-un-musico-jiennense-en-la.html?fbclid=IwZXh0bgNhZW0CMTAAAR3J4WaZj246TN7y%E2%80%A6
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demonstrated his deep appreciation for Johann Sebastian Bach’s works by transcribing several of 

Bach’s compositions for piano. Aranda's notable contributions in Madrid include several 

publications by the Romero publishing house. These include Pedal School, Studies and Fugues 

for Organ, Fantasy and Fugue in G Minor, and Prelude and Fugue in A Minor12. Furthermore, in 

1886, Aranda's transcriptions of Bach's Fantasy and Fugue in G Minor (BWV 542) and Prelude 

and Fugue in A Minor (BWV 543) were published in the newly established music journal La 

España Musical13. These transcriptions aimed to facilitate the adaptation of Bach's organ works 

for Spanish musicians. During his tenure in Istanbul, Aranda continued to produce significant 

musical works. In 1889, he composed “Humble Hommage à Sa Majesté Impériale le Sultan 

Abdulhamid Khan II: Réduction pour piano à la Fantaisie Valse Orchestre” (Humble Tribute to 

His Imperial Majesty Sultan Abdulhamid Khan II: Reduction for Piano of the Fantasy Waltz 

Orchestra), dedicated to Sultan Abdulhamid II14. This piece exemplifies Aranda’s ability to blend 

Western musical forms with the cultural context of the Ottoman court. The original sheet music 

for this composition is preserved in the Rare Books Library at Istanbul University and is available 

in full text through the institution’s website, providing valuable access for researchers and music 

enthusiasts15. 

One of Fernando de Aranda's most significant works is titled “Pedal School, Studies and 

Fugues Collection for Organ.” There exists confusion regarding the authorship and title of this 

work, as none of its three printed copies nor the original contain a cover page. These three copies 

are understood to have been reproduced from the original source due to their inclusion of 

Aranda's compositions published in 1877. According to the Romero Catalog, the work is titled 

“Pedal School, Studies and Fugues Collection for Organ,” which is considered the authentic title 

of the work. Indeed, similar titles such as “Pedal School” are used in contemporary methods from 

Brussels and France of the same nature. The National Library of Spain identifies the title as “12 

Preliminary Studies,” based on the title found on the first page of the work. In the example held 

at the Library of the Royal Conservatory of Madrid, the work is titled “Aranda, Pedal School, 

Organ.” In the Historical Archive of the Spanish Music Society, it is referred to as “Pedaler 

Exercises.” The work was edited by Andres Vidal Jr. in 1877. The 46-page work consists of the 

following sections: Observations (1 page), 12 Preliminary Studies (pages 1-6), 2 Exercises for 

Intervals (pages 7-11), Exercises numbered 15-26 (pages 12-21), Exercise 27 "Mendelssohn" (pages 

22-24), Prelude and Fugue (E Minor) by J.S. Bach (BWV 533) (pages 25-30), and Fugue (B Minor) 

by A. Dupont (pages 31-46) 16. 

In the “Observations” section of his work “Pedal School,” Aranda explains the necessity 

and specific technique of using the pedal keyboard in the following manner: 

“The pedal keyboard is one of the fundamental components of the organ. It is essential for 

playing the masterpieces of Bach, Handel, and Rinck. Some organs are equipped with a 

keyboard adapted for the feet. While its length generally consists of 27 notes, it is preferred to 

extend it up to 30 notes, reaching 'F.' The pedal's stops or registers should be tuned one octave 

lower. To achieve a certain level of success, careful practice and adherence to a good method 

 
12 The relevant works are available in the catalog of the National Library of Spain and can also be accessed online. 
13 Enrique Martinez Miura, “Imagen y Realidad de Bach en la España del siglo XIX”, Cuadernos Hispanoamericanos, 604, Madrid 2000, 

115. 
14 Fernando de Aranda, Reduction pour piano a la Fantaisie Valse Orchestre; Humble hommage á Sa Majesté Imperiale l'Sultan Abdul 

Hamid Khan II, Istanbul 1889. 
15 See. http://nek.istanbul.edu.tr:4444/ekos/NOTA/781-166.pdf.  
16 Jesus Gonzalo Lopez, “Fuentes para el órgano en España entre 1835 y 1936”, Nassarre, 37, 2021, 187-190. 
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are necessary. Some organists use only their left foot to play the pedal, applying heel and toe 

techniques and corresponding markings in the compositions17.” 

Aranda's method consists of 27 exercises for keyboards and pedals. Two of them are attributed 

to J. S. Bach, whose authorship is uncertain as they do not appear in the BWV catalogue, and one 

to F. Mendelssohn. The exercises are logically followed by two longer studies by a European 

author (Bach again -BWV 533- and Dupont). The first twelve exercises aim to develop the study 

of scales for the twelve principal tones. These are accompanied by small melodic or imitative 

games with chords on manual keyboards.  This is followed by two exercises falsely attributed to 

J. S. Bach and continued with another twelve exercises, conceptually and formally divided into 

two blocks of 6. It exercises the scales and arpeggios of the suggested tones, and in some of them 

states the technical purpose for the use of the feet. Even if generally understood as exercises, they 

have a slightly more artistic character. The second block is harmonised choral melodies 

containing 3 or 4 voices in the manual plus one voice in the pedal. The last exercise is the author's 

own work, such as the last two repertoire studies presented in the volume18. 

Eduardo Compta Torres' method introduced in his work “Método Completo de Piano” 

(Complete Piano Method), published by the Spanish Music Association in Madrid in 1873, was 

later integrated into the curriculum of the Madrid Conservatory after a few years. In 1878, 

Fernando de Aranda, a pianist and teacher at the Conservatory, announced the piano teaching 

plan he had developed with Manuel Mendizabal. This plan proposed a systematic classification 

of studies and compositions. Compta's method was among the works used for fundamental 

studies in the first and second grades. It was considered highly beneficial for initial keyboard 

knowledge, and within this framework, the first-grade curriculum included exercises in fixed 

position playing and preparation for finger exercises. These exercises, created by Compta, were 

complemented by the works of Nuyens and Zabalza. To complete the content of the first grade, 

preparatory exercises were implemented starting with Compta's fixed position note exercises, 

followed by sequences in free position using various major and minor tonalities. 

In his article titled “Plan de la enseñanza de piano” (Plan for Piano Teaching) published in 

Cronica de Musica, Fernando de Aranda stated that in all piano methods, there are exercises 

known as fixed position exercises due to the necessity of finger independence being the primary 

condition of the mechanism. He noted that there are very few works as beneficial in terms of these 

principles as Compta's Method. Aranda mentioned that in the first year of instruction at the 

conservatory, these fundamental exercises, often referred to as fixed position exercises, were 

practiced up to page 14. Once students achieved sufficient independence in their fingers, they 

proceeded with six formulas. These formulas included rhythmic exercises written in various keys 

up to page 17, easy revivals from Nuyens' 1st and 2nd books, and alternating with Zabalza's 12 

exercises. Following these, preparation exercises for sequences and continuation with the Compta 

Method extended up to page 55. 

Aranda also recommended continuing with the Compta method in the second grade. The 

method began with exercises that required keeping the hand in a natural position without lifting 

it from the keyboard or bending towards the little finger. It also involved examining simultaneous 

triplets in fixed and free positions. The method continued with exercises aimed at practicing 

octave distances and end up with the application of arpeggios. These exercises from the Compta 

method provided an alternative to the works of other authors such as Zabalza and Nuyens, as 

 
17 Fernando de Aranda, Escuela de Pedal. Colección de estudios y fugas para órgano, ed. Andres Vidal Jr., Madrid 1877, 2. 
18 Gonzalo Lopez, “Fuentes para el órgano en España entre 1835 y 1936”, 187-190. 
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well as some easy classical pieces like the sonatas of Rulhau, Dussek, and Haydn, and modern 

works by G. Lange, Hunten, Resellen, Forbes, Peters, Micall, etc. Aranda stated that in the second 

grade, where students had a more advanced understanding of piano, the Compta method is 

continued starting from page 56, and after arpeggios (page 62), the lessons alternated between 

Mr. Zabalza's mechanical studies and Nuyens' six style studies. In this plan, prepared by 

Fernando de Aranda and Manuel Mendizábal, the Compta method was indispensable for basic 

studies. However, in the final stages of education, this method gave way to works by established 

authors in piano literature such as Czerny, Clementi, Cramer, Mathias, Heller, Ritter, Gottschalk, 

Chopin, Moscheles, Liszt, Hummel, Field, Ries, Kalkbrenner, Herz, Beethoven, Mendelssohn, 

Rubinstein, and Saint-Saëns, as well as Spanish authors like Fernández Grajal19. Overall, Aranda 

proposed the use of Compta’s method in the piano education process, but suggested 

incorporating different works in the later stages of this plan. 

3. Fernando de Aranda in Istanbul 

In 1886, upon the invitation of Esad Pasha, the ambassador of Sultan Abdulhamid II in Paris, 

Fernando de Aranda accepted the proposal to move to the sultan's palace and arrived in Istanbul 

in 188720. When he arrived in Istanbul, Aranda encountered the atmosphere typical of the period 

preceding the downfall of great empires. On one hand, there were significant social and political 

upheavals disturbing the region, and on the other hand, the Western powers were negotiating 

the partition and division of the Ottoman Empire, which was experiencing a period of economic 

and political turmoil in the European capitals. Upon his arrival in Istanbul, Aranda was initially 

appointed to the palace, and the music education of Sultan Abduldamid II's children was 

entrusted to him. According to Gazimihal, Aranda first came to Mûzikâ-yı Hümâyun in 188021. 

However, an archival payroll document indicates that Aranda Pasha joined in Mûzikâ-yı 

Hümâyun on December 9, 188622. Since no earlier archival record regarding Aranda’s start date 

has been found, and since primary sources do not provide a different date on this matter, it is 

more likely that Aranda began his service at the Ottoman court in 1886. For this reason, this date 

is used as the basis in the article. During his service, Aranda implemented numerous regulations 

to institutionalize and develop Mûzikâ-yı Hümâyun. 

On May 13, 1905, during a journey to the East organized by the livestock purchasing 

commission established for acquiring Arabian horses, L. Azpeitia de Moros visited Istanbul. 

During his visit, he was invited to lunch at Fernando de Aranda’s home. In his travelogue, he 

narrates the story of the Spanish-born Turkish General Aranda Pasha, General and re-organizer 

of Mûzikâ-yı Hümâyun, and his arrival in Istanbul as follows:  

“While residing in Paris and married to a French woman, Fernando de Aranda dedicated 

himself to his career as a musician through concerts and private lessons. During this time, he was 

offered the position of piano instructor for the children of the Sultan. Accepting this offer on the 

condition that he would not lose his Spanish citizenship, he moved to Istanbul. In Istanbul, he 

provided piano lessons to the princes and the young daughters of the Sultan. Additionally, he 

assumed the responsibility of reorganizing military music. His performance in these roles was 

exemplary, leading the Sultan to bestow upon him honors and lavish gifts. As a testament to his 

 
19 María Almudena Sánchez Martínez, José Tragó y Arana (1856-1934) Pianista y compositor español, Ph.D. Dissertation, Oviedo 

University, Oviedo/ Spain 2015, 104-105; Fernando de Aranda, “Plan de la Enseñanza de Piano”, Crónica de la Música, November 28, 

1878, 1. 
20 “El Mestre Aranda-Baja”, Ilustracio Catalana, December 5, 1909, 684. 
21 Mahmut Ragıp Gazimihal. Türk Askeri Muzıkalar Tarihi. Doğu Kütüphanesi, Istanbul 2019, 94. 
22 Presidency State Archives, Ottoman Archive (BOA), Hazine-i Hassa Defterleri (HH.d.), No. 17708. 
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satisfaction, the Sultan promoted Aranda to the rank and salary of General23.” 

In September 1910, Asturias magazine published Abate Moron’s impressions from his journey 

to the East. During his stay in Istanbul, Abate Moron had the opportunity to meet the Imperial 

Music Director, Aranda Pasha, and shared information about him. Moron noted that Aranda 

Pasha was from Jaén and stated that if he had managed to attain the rank of General in Istanbul, 

it could only have been achieved through diligence and intelligence. According to Moron, 

Fernando de Aranda was a true musical genius who inspired admiration everywhere. He gained 

attention in Paris with his Spanish flair and was contracted for a year to perform concerts at Yıldız 

Palace in Istanbul. However, upon his arrival in Istanbul, the Sultan asked him to perform a 

romance that he particularly enjoyed, rather than showcasing his artistic prowess. Since Aranda 

did not have an accompanying teacher, he could not satisfy the Sultan. Subsequently, Aranda 

suggested bringing in someone else for the missing part, and he performed so well that everyone, 

especially the Sultan, admired his skill and expertise. Sultan Abdulhamid II expressed his sincere 

admiration by assigning him significant duties, honors, and valuable gifts from that day forward. 

The women in the harem spent their days with great interest, listening to Aranda Pasha’s “Soliar,” 

“Malagueña,” “Sevillana,” and gypsy songs.24 

Upon arriving at the palace, Aranda initially assumed the role of a teacher at Mûzika-yı 

Hümâyun and subsequently was entrusted by Callisto Guatelli Pasha to manage the palace 

orchestra. Additionally, he was tasked with inspecting military bands and submitting reports25. 

In his report dated July 14, 1893, Aranda noted that the musical instruments of infantry regiments, 

established a decade prior, were in need of repair. He emphasized the necessity of identifying 

instruments still suitable for use and protecting them, while recommending the replacement of 

those unfit for service with new ones from a reputable instrument factory26. Following Aranda's 

report, a commission, including Major Zati Bey, was established to address the replacement of 

deficient and damaged musical instruments. In 1898, this commission-initiated contact with the 

Milaru factory in Paris to fulfill the instrument needs outlined in Aranda's prepared table27. 

Fernando de Aranda, upon arriving in Istanbul, entered a competition with Guatelli Pasha and 

his performance played a significant role in Guatelli Pasha falling out of favor28. As a result, 

Aranda Pasha, who became the head of the Mûzikâ-yı Hümâyun after Guatelli, who came from 

the Italian school, also introduced the French school. During Guatelli's tenure, Aranda had piano 

scores added to the orchestra, demonstrating his concern for musical aesthetics and artistic 

ambition. As the conductor of Mûzikâ-yı Hümâyun, he implemented numerous arrangements to 

improve the band and orchestra29. Due to Guatelli's advanced age, Aranda often conducted the 

orchestra himself. Despite not being a bandmaster, Aranda, a serious musician, introduced new 

instruments such as the saxophone to the band during Guatelli's era, reorganized the musical 

repertoire, and expanded it with new works30. After Guatelli's passing, Fernando de Aranda was 

 
23 L. Azpeitia de Moros, En Busca del Caballo Arabe, Comision a Oriente (Turquía - Siria - Mesopotamia – Palestina), Memorias del 

Viaje, Madrid 1915, 63-64. 
24 Abate Moron, “Impresiones de un Viaje a Oriente”, Asturias, September 1910, 160-161. 
25 Selçuk Alimdar, Osmanlı’da Batı Müziği, Türkiye İş Bankası Kültür Yayınları, Istanbul 2015, 97. 
26 BOA, Yıldız Arzuhal Jurnal (Y.PRK.AZJ)., 25/83. 
27 BOA, Yıldız Mütenevvi Maruzat (Y. MTV.), 182/27.  
28 Akşam, December 15, 1899, 5. 
29 See. Murat Can Dilber, Mûzikâ-yı Hümâyun, Ph.D. Dissertation, Sakarya University, Institute of Social Sciences, Main Discipline of 

Islamic History and Arts, Sakarya 2023.   
30 Bülent Aksoy, “Tanzimat’tan Cumhuriyet’e Mûsikî ve Batılılaşma”, Tanzimat’tan Cumhuriyet’e Türkiye Ansiklopedisi, vol. 5, Iletişim 

Yayınları, Istanbul 1985, 1224. 
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appointed as the band's conductor31. Aranda was instrumental in the preparation of two different 

regulations aimed at improving Mûzikâ-yı Hümâyun. 

One of these was the nizamname (official regulation) dated 1902, found in Ottoman archive 

records under the sole dating of Hicri 1320 (approximately 1902), comprising a ten-article 

regulation prepared by Aranda Pasha. In the first article of the regulation, Pasha discusses the 

appropriateness of developing Mûzikâ-yı Hümâyun's human resources internally within the 

institution, outlining a series of actions necessary for this purpose. Despite the institution's 

adherence to military laws, a disciplined and scientific educational system within Mûzikâ-yı 

Hümâyun was deemed essential for the optimal development of its human resources. Employees 

were to be categorized internally for their personal and artistic development. Additionally, 

promotions within their ranks would depend on the annual general exams. It was emphasized 

that musicians needed to be not only experts in their instruments but also loyal and honest 

individuals to their respective classes. To ensure the best development of students and to monitor 

whether they fulfilled their duties, Fernando Aranda proposed the establishment of a commission 

consisting of teachers, assistants, and librarians in this regulation. According to assessments, the 

general shortage of band members could be addressed through teachers listed in an annex, while 

ten new violinists were to be trained for the orchestra. These teachers were to be divided into two 

classes—beginner and advanced—only providing external services upon the Sultan's request. 

While the educational program would be in Turkish, a proficient level of French education was 

also to be integrated into the curriculum. To meet all these educational needs, a library would be 

established within the barracks for the procurement and preservation of required resources and 

musical materials. Aranda Pasha would oversee these efforts as both a teacher and nazır 

(administrator) to ensure the program's execution32. 

The second nizamname issued in the same year pertained to the organization and 

administration of Mûzikâ-yı Hümâyun and Hademe-i Hassa-i Şahâne (privileged servants of the 

palace). The regulation, consisting of 27 articles, was prepared by a committee of three members, 

including Fernando de Aranda, and was titled “Mûsikâ-i Hümâyun ve Hademe-i Hassa-i 

Şahanenin İnzibat ve İdarelerine Dair Nizamnâme Müsveddesi” (draft regulation on the 

discipline and administration of the imperial music and the privileged servants of the palace). 

This directive primarily regulated the administrators and administrative methods of the Mûzikâ-

yı Hümâyun. The institution's primary administrator was to be a kumadan paşa (commander,) 

holding the rank of either miralay (brigadier general) or mirliva (colonel). This director would act 

as the deputy to the commander of Mûzikâ-yı Hümâyun, overseeing all internal affairs of the 

barracks. Under the director responsible for internal affairs, a council consisting of members of 

various lower ranks would be formed to discuss matters such as punishment or rewards, 

presenting their recommendations to the commander of Mûzikâ-yı Hümâyun. 

Some of the officers under the command of the director would be on duty regularly, with a 

night watchman, two assistant watchmen, and three teachers on guard at the barracks. This 

directive also delineated the responsibilities of many officers within the institution. For example, 

officers responsible for internal management had to oversee areas ranging from the conduct of 

classes and student attendance records to the preparation of duty rosters. The students' lives 

outside the barracks were also subject to supervision. Any immoral behavior or visiting 

undesirable places was prohibited, and the officers would monitor such places to check for the 

 
31 Evren Kutlay Baydar, Osmanlı’nın Avrupalı Müzisyenleri, Kapı Yayınları, İstanbul 2010, 161. 
32 BOA, Yıldız Askeri Maruzat (Y..PRK.ASK.), 192/40. 
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presence of students. Soldiers were not allowed to carry any sharp or injurious weapons inside 

or outside the barracks. Since musicians were also soldiers, they were prohibited from performing 

at any private weddings or celebrations. The penalties for such actions could range from 

warnings to expulsion from the institution. Çavuşs (sergeants) and soldiers were entitled to one 

day off per week. At 12 o'clock every night, during the roll call announced by drumbeats, both 

those returning from day off and those present had to gather and shout “Long live the Sultan” 

three times33. Çavuş (sergeant) would assign numbers to the soldiers. Disciplinary matters 

constituted a significant part of the directive. Records of the achievements, punishments, and 

general conduct of the institution's members were to be kept. Each institution would be awarded 

50 service points, with penalties deducted from this score. Those whose points did not decrease 

over two years would be rewarded. Upon returning from outside the barracks, individuals would 

be searched, and no outsiders were allowed to be hosted. If a visitor came to the barracks, the 

purpose and whom they would meet with would be recorded in a ledger. In this way, any 

potential departure that could disrupt the harmony -should they receive a higher offer from 

elsewhere- was prevented. Additionally, the officer on duty was required to prepare a daily 

report. The barracks were to house 50 students, 100 bandsmen, 50 orchestra members, 50 Turkish 

music performers, 15 hayyâl and canbaz (performers of traditional arts), 20 müezzins (mouezzin), 

totaling 305 individuals. The students of Mûzikâ-yı Hümâyun were required to be moral, 

disciplined, and under the age of 16 for enrollment. The sergeants of Mûzikâ-yı Hümâyun were to 

be educated in the Quran and catechism. Religious books were to be identified by the commander 

of Mûzikâ-yı Hümâyun, while music-related books and materials were to be identified by the 

internal affairs director of Mûzikâ-yı Hümâyun. At the end of the year, students were to undergo 

general exams to determine who would advance to the next class. Members of Mûzikâ-yı 

Hümâyun were also subject to general military laws in addition to this directive34. As observed, 

this regulation aimed to train the members of Mûzikâ-yı Hümâyun in a highly disciplined manner. 

Aranda's recommendations in this regulation, which aimed to advance the institution, also 

demonstrated his capability as a competent administrator. 

Fernando de Aranda introduced military marching accompanied by a Western-style march in 

Türkiye. During his tenure, Aranda Pasha communicated significant ideas and opinions 

regarding the institutionalization of Mûzikâ-yı Hümâyun to higher authorities. His efforts were 

recognized by the Sultan, and he was promoted to the rank of Miralay35, on June 11, 1893, Mirliva36  

on January 21, 1895, and Ferik37 (general) on September 24, 1899. Aranda enjoyed a distinguished 

career in Türkiye, earning the title of General Aranda Pasha. Despite the honorary generalship 

conferred upon him by the Sultan, Aranda was not granted any direct military command 

authority beyond his influence over the imperial music and musicians38. In addition to these 

responsibilities, Aranda was awarded various decorations and medals at different times, as 

illustrated in the table below: 

Table 1: Decorations and Medals Awarded to Aranda Pasha 

 

 
33 According to the Alaturka time system, 12:00 corresponds approximately to 18:00 in modern time practices. 
34 BOA, Yıldız Askeri Maruzat (Y..PRK.ASK..), 192/42. 
35 BOA, İrade Taltifat (İ..TAL.), 21/74. 
36 BOA, İrade Taltifat (İ..TAL.), 70/36. 
37 BOA, İrade Taltifat (İ..TAL.), 187/76. 
38 “Generales de Musica”, El Imparcial, February 19, 1907, p. 1.  
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Date Type Decoration/Medal 

1887 3st Degree Nişan-ı Osmanî39 

1892 2st Degree Nişan-ı Osmanî40 

1894 2st Degree Nişan-ı Mecidiye41 

1895 1st Degree Nişan-ı Mecidiye42 

1897 Silver Liyakat Madalyası43 

1897 Gold Liyakat Madalyası44 

1903 1st Class Nişan-ı Osmanî45 

1905 4st Degree Nişan-ı Mecidiye46 

1908 Jeweled (Murassa) Nişan-ı Osmanî4748 

 

It wasn’t really surprising that Aranda had so many decorations. Wenceslao Ramírez de Villa-

Urrutia (Marqués de Villa Urrutia), in his work titled Palique Diplomatico: Recuerdos de un 

Embajador (Diplomatic Conversation: Memoirs of an Ambassador) published in 1923, states that 

the Sultan was very pleased with the three Spaniards in his service because they free from politics 

and intrigue. One of these Spaniards, Don Fernando de Aranda, an Andalusian from a famous 

family, held the rank of general and the title of Pasha given by the Sultan, and was described as 

an administrator with a great passion for music49. 

Moron states that Aranda Pasha, like other pashas, was a major general honored and saluted 

by Turkish soldiers, but he never commanded a unit throughout his life. Moron notes that there 

were many such chiefs and officers in Istanbul, promoted to the rank of general by the Sultan's 

will, not only to honor them but also to provide them with salaries, clothing, and corresponding 

rights50. However, due to Aranda's significant work and brilliant career in Türkiye, his 

appointment to the rank of General caused issues with his Spanish citizenship. Despite not 

granting him military command authority, Aranda was now considered a Turk. Therefore, 

Aranda initiated a legal case to be recognized as a Spanish citizen and, with efforts from the 

 
39 BOA, İrade Dahiliye (İ..DH..), 1060/83223. 
40 BOA, Yıldız Teşrifat-ı Umumiye Dairesi, (Y..PRK.TŞF), 6/93. 
41 BOA, İrade Taltifat (İ..TAL.), 48/20. 
42 BOA, Yıldız Teşrifat-ı Umumiye Dairesi (Y..PRK.TŞF), 6/93. 
43 BOA, İrade Taltifat (İ..TAL.), 116/60. 
44 BOA, İrade Taltifat (İ..TAL.), 116/60. 
45 BOA, Yıldız Teşrifat-ı Umumiye Dairesi (Y..PRK.TŞF), 6/93. 
46 BOA, İrade Taltifat (İ..TAL.), 351/58. 
47 BOA, İrade Taltifat (İ..TAL.), 446/2. 
48 BOA, Bab-ı Ali Evrak Odası (BEO), 3290/246732. 
49 Marqués de Villa Urrutia, Palique Diplomatico: Recuerdos de un Embajador, Francisco Beltran Publishing, Madrid 1925, p. 95. 
50 Abate Moron, “Impresiones de un Viaje a Oriente”, Asturias, September 1910, 160-161. 
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Spanish Ministry, successfully regained his Spanish citizenship through the court's decision51. 

The reason Aranda insisted on remaining a Spanish citizen undoubtedly stemmed from his 

concerns about his future and career. Therefore, it is highly probable that he wished to retain his 

Spanish citizenship to avoid being harmed by his proximity to the Sultan—perhaps anticipating 

that the Sultan might one day be dethroned—and planned to return to his country in the event of 

an adverse situation. 

Sultan Abdulhamid II had a constant fondness for opera, operetta, and music halls. 

Performances were held whenever the Sultan desired entertainment, requiring artists to be as 

ready for duty as soldiers. Accordingly Chief Aranda Pasha often received orders to visit the 

palace. Upon arriving at the palace, if Sultan desired to listen to Giuseppe Verdi's "Un ballo in 

maschera," they would stage the song within half an hour, bringing the Sultan immense 

pleasure52. In preparation for the celebrations planned for the 25th anniversary of Sultan 

Abdulhamid II's accession on August 31, 1900, extensive arrangements were made at the Yıldız 

Palace. According to El Correo Español newspaper, Spanish citizen Aranda Pasha, the senior 

musician of the Ottoman army, also prepared a tango for the celebrations, where 1,750 concubines 

of the palace would dance together53. Aranda also performed the Osmaniye March and the Great 

Spanish March during this event54. Sultan was closely followed and was influenced by Western 

music despite being a frugal person. It can be emphasized that, beyond the classical Abdulhamid 

profile, he was open to change in many areas, much like his contemporary modern European 

monarchs. At the same time, this shows the extent to which Western-style dance culture 

permeated Ottoman palace life. 

The promotion of Aranda Pasha to the rank of general in the Ottoman Empire also resonated 

in the Spanish press. The October 12, 1907, edition of El Imparcial featured an article titled 

"Famous Spain: Aranda Pasha," providing information about Fernando de Aranda. According to 

the article, the Turkish and Spanish general and musician Aranda was originally from Jaen. After 

leaving there with many struggles and fears, he traveled the world with adventures of love and 

fortune. Fate and Love eventually brought him to the shores of Istanbul. Among Pasha's relatives 

were those descending from the princes of Aragon. However, his dreamlike romantic spirit could 

not be confined to the narrowness of a city, a province, or a kingdom. With his true musical 

genius, he evoked admiration wherever he went. In Türkiye, Aranda held a position equivalent 

to the general director of military bands and also conducted the orchestra. Holding the rank of 

general of the army, Aranda received an annual salary of fourteen thousand gold coins, lived in 

a grand palace, and was highly favored by the Sultan. The Sultan generally admired the 

temperament of the Spanish people. Thanks to Aranda Pasha, the melodies of Beethoven, Liszt, 

and Bach were interspersed with the laughter and playful sounds of Quinito and Chueca. When 

the Christian and foreign Aranda Pasha filled the interior with his sounds, the women of the 

harem (beautiful and melancholic women) were relieved from their boredom. Although Pasha 

was far from Spain, the article suggested that he might die longing for his Andalusia55. Aranda 

became a significant artistic figure who fostered a love for Western music in Abdulhamid’s court 

 
51 “Un turco de España”, El Resumen, February 19, 1897, 2. The same news was published in the February 20, 1897 issue of El Correo 

Español newspaper under the headline “A Turkish Spaniard: Musician General Aranda Pasha.”. See. “Un Español Turco: El Musico 

General Aranda Baja”, El Correo Español, February 20, 1897, 3. 
52 “Los Artistas del Sultan”, La Publicidad, October 7, 1903, 2; “Los Artistas del Sultan de Turquia”, Por Esos Mundos, December 1, 

1903, 130; “El Teatro del Sultan de Turquia”, La Nacion Militar, January 3, 1904, 1-2. 
53 “Para las Bodas de Plata del Reinado de Abdul Hamid”, El Correo Español, August 14, 1900, 1.  
54 “La Fetes du Jubile de S. M. I. Le Sultan”, Stamboul, September 3, 1900, 1. 
55 Joaquin Lopez Barbadillo, “España Famosa: Aranda Paşa”, El Imparcial, October 12, 1907, 1. 
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and introduced masters of Western music, such as Beethoven and Bach, to the Ottoman palace. 

However, this prediction did not come true, and political events in Istanbul eventually led to 

Fernando de Aranda's return to Spain. 

Shortly before Sultan Abdulhamid II was dethroned, a decision was made to restrict the 

expenditures of 29 institutions, including those of the Yıldız Palace, which resulted in budget cuts 

for the Mûzikâ-yı Hümâyun, where Aranda Pasha and more than fifty European musicians were 

employed56. Following Sultan Abdulhamid II's dethronement, Aranda Pasha's position was 

completely terminated after 23 years of service in the Mûzikâ-yı Hümâyun. Aranda was awarded 

severance pay equivalent to one year's salary57. Considering his salary in 1906 was 100 Ottoman 

Liras, his severance pay was estimated to be 1,200 Ottoman Liras. With the termination of his 

service, Aranda's rank of ferik was also revoked. However, Aranda Pasha petitioned for the 

reinstatement of his rank. He informed the Bab-ı ali (Sublime Porte) through the Spanish 

ambassador that according to the contract signed on June 15, 1907, he was supposed to continue 

his service in the Mûzikâ-yı Hümâyun for five years, his rank of ferik was unjustly taken away, and 

it should be restored until the contract expired. On behalf of the Ottoman Government, Ohannes 

stated that Aranda Pasha would continue his duties, provide the required lessons in the future, 

strive to develop the Mûzikâ-yı Hümâyun, supervise the military bands, submit reports to the 

relevant authorities, and receive a salary of 100 Ottoman Liras for his service. It was also stated 

that if he terminated the contract, no severance pay would be provided58. Despite the contract, 

Fernando de Aranda's dismissal and the revocation of his rank of ferik led to a prolonged process 

due to objections from both Aranda and the Spanish embassy. Documents from the Ottoman 

Archives reveal varying information about the severance payments, indicating amounts 

equivalent to 3-4 months, 6 months, and one year's salary59. 

Moreover, the archival document indicates that Aranda Pasha resumed his duties three years 

later. According to the document, Aranda Pasha was to oversee the notation and method studies 

in the Mûzikâ-yı Hümâyun, compose works such as marches, and teach these compositions to the 

band and orchestra. The document also mentions that Aranda Pasha would perform concerts in 

the presence of the Sultan when required. Additionally, he would control the military bands 

affiliated with the Mûzikâ-yı Hümâyun and provide them with the scores of works he deemed 

appropriate. He was also to present reports on his duties to the Sultan every three months. 

Although his salary was reduced by 30 Ottoman Liras compared to his previous term, he was to 

receive financial assistance for housing rent and other expenses60. However, this appointment of 

Aranda Pasha was quite brief. On November 14, 1912, the Ottoman Government informed the 

Spanish embassy that Aranda Pasha had been relieved of his duties61. 

The dismissal of Aranda from his position was also a topic covered by the Spanish press. The 

December 5, 1909, issue of Ilustracio Catalana featured an article titled “Teacher Aranda Pasha,” 

which noted that as a result of Abdulhamid's dethronement, Mr. Aranda, the director of the opera 

orchestra in the Sultan's private theater and the music teacher of princes, some princesses, and 

 
56 “Restitutions et Economies”, Pro Armenia, September 5, 1908, 1355. 
57 BOA, Meclis-i Vükela Mazbataları (MV.), 130/18. 
58 BOA, Maliye Nezareti Emlak-i Emiriyye Müdüriyeti (ML. EEM), 607/87. 
59 See. BOA, Bab-ı Ali Evrak Odası  (BEO), 3493/262946, 18 Eylül 1908; BOA, Bab-ı Ali Evrak Odası  (BEO), 3609/276241, 

September 12, 1909; BOA, Meclis-i Vükela Mazbataları, (MV,) 130/18 October 25, 1909; BOA, Bab-ı Ali Evrak Odası  (BEO), 

3702/2776301, February 12, 1910; BOA, Bab-ı Ali Evrak Odası  (BEO), 3720/278977, March 19, 1911.  
60 BOA, Yıldız Mabeyn Erkanı ve Saray Görevlileri Maruzatı (Y..PRK.SGE), 11/82; BOA, ML.EEM 613/80.  
61 BOA, Bab-ı Ali Evrak Odası  (BEO), 3478/260839.  
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select slaves, had come to Barcelona. Teacher Aranda, a victim of the political change in Istanbul, 

came to Barcelona after the Sultan's deposition, trusting that he could develop and promote 

serious music, the ideal of his entire life62. There is an anachronism that should be noted; his duty 

ends in 1912, yet the newspaper is dated 1909. 

Aranda, after spending 23 years in Türkiye, moved to Barcelona and primarily dedicated 

himself to his daughter's music career. In an article dated March 27, 1910, in the magazine 

Ilustracio Catalana, it is noted that before moving to Barcelona four months earlier, Aranda was 

one of the prominent artists of the Mûzikâ-yı Hümâyun and a perfect teacher for his daughter, 

Germaine. According to the report, Germaine, who was born in Istanbul on May 4, 1888, achieved 

her first successes in some private salons of Barcelona's high society and at the Círcol del Liceu, 

accompanied by her father. Those who listened to him and had the chance to applaud him also 

understood why Sultan Abdülhamid II had honoured him and how much he deserved the 

awards he received before the serious events that resulted in Aranda Pasha and his family moving 

to Barcelona63. Before his death in Barcelona on March 11, 1919, Aranda donated all his orchestral 

materials and symphonic works accumulated during his years in Türkiye to Orfeó Català. The 

news of Fernando de Aranda's death was also reflected in the French newspaper Stamboul, 

published in Istanbul. The report dated October 14, 1919, stated that Aranda Pasha, who made 

significant contributions to the Mûzikâ-yı Hümâyun and educated Sultan Abdulhamid II's 

children, notably Burhaneddin Efendi, lived in Istanbul with his family, and that his children 

received their education64. 

Conclusion 

In the 19th century, there are numerous examples of Western musicians practicing their art 

outside their native lands. European artists often moved to centers like Paris and Vienna to 

advance their careers and gain recognition. It is not feasible to claim that European musicians 

preferred Istanbul for these purposes. Despite not being a leading city for Western music 

performance during this period, Istanbul was a capital where Western music was newly learned 

and experienced. Starting from Sultan Mahmud II, the Ottoman Empire believed that a modern 

army required a modern band and took steps in this direction. 

Fernando de Aranda's musical journey unfolded as an adventure. His music education, which 

began in Spain, reached its peak during his time at the Brussels Conservatory and led him to a 

teaching position at the Madrid National Music School. However, driven by his adventurous 

spirit, Aranda found himself in Paris and later in Istanbul. During his time in Istanbul, Aranda 

represented a link in the tradition of foreign musicians serving in the Ottoman Court and the 

Mûzikâ-yı Hümâyun, which began with Giuseppe Donizetti and continued with Callisto Guatelli. 

The involvement of a well-trained Spanish musician in the Ottoman Court and its institutions 

facilitated the transfer of the French school, which was significant in his development, to Istanbul. 

It is essential to highlight that Aranda's influence during his tenure extended beyond this. He 

prepared discipline-focused programs and reports to establish and maintain a band and orchestra 

capable of performing high-level works. 

His contributions focused on the moral and professional development of musicians, the 

education they would receive, and the standardization and enhancement of all forms of training 

and activities within the institution. Numerous archival documents record his recognition and 

 
62 “El Mestre Aranda-Baja”, Ilustracio Catalana, December 5, 1909, 684. 
63 “Notes Barcelonines”, Ilustració Catalana, March 27, 1910, 5. 
64 “D’Aranda Pacha”, Stamboul, October 14, 1919, 2. 
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commendation both as a musician and as an administrator. Besides the medals and honors he 

received consecutively; his military rank was elevated to Ferik. Considering his long years of 

residence in the Ottoman capital with his family, it can be suggested that this Eastern experience 

was generally happy for him. With his fame in the Ottoman Empire, Aranda Pasha left pleasant 

memories and a positive legacy in the capital's memory through his service extending to the last 

years of the state. 

Ultimately, Aranda is a significant artistic figure who, through his compositions, made 

substantial contributions to Turkish military and brass band music, while also blending classical 

Eastern and Western traditions. He was an artist and intellectual whose influence extended even 

to the worldview of a sultan like Abdulhamid II -known for his prominent Islamist policies- and 

who played a pivotal role in the Palace community’s adoption of dance culture. His 23-year career 

in Istanbul brought about radical changes within the Palace and the Mûzikâ-yı Hümâyun 

(Imperial Band), leaving a distinct "Aranda mark" on the history of Istanbul’s high society. 

Aranda is just one example of the key figures who were impacted by the complexities of a period 

where politics, art, and social life were deeply intertwined. There are many similar figures who 

influenced the Turkish modernization process, and they remain essential subjects for further 

academic study. 
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Summary 

The Westernization tendency, which accelerated during the nineteenth century and came to be defined as 

Ottoman modernization, gradually manifested itself in almost every level of the Ottoman state apparatus. During 

this period, Western influences became increasingly visible in nearly all branches of art, ranging from painting and 

architecture to literature and music. Sultan Mahmud II, who embodied the reformist spirit of the century, sought 

to reorganize the Ottoman military structure in accordance with Western models. Within this framework, the 

Janissary Corps, one of the oldest and most deeply rooted institutions of the Ottoman Empire, was abolished 

through the initiatives of Mahmud II in 1826. Following its abolition, the newly established Asâkir-i Mansûre-i 

Muhammediyye army became the Empire’s modern military organization. Concurrently, a military brass ensemble 

was formed to represent the musical dimension of this new military structure, constituting the first Western-style 

Ottoman military band. 

The reforms initiated in 1826 paved the way for increasingly professional musical developments. The decision 

to invite Giuseppe Donizetti, one of Italy’s distinguished composers and musicians, to Istanbul clearly 

demonstrates the determination behind these reforms. Subsequently, numerous prominent European musicians 

arrived in Istanbul and served both the institution of Mûzikâ-yı Hümâyun and the Ottoman court. Among these 

figures, Fernando de Aranda—the central subject of this study—represents the final example of the Ottoman 

tradition of patronizing European musicians, a practice initiated during the reign of Mahmud II and continued until 

the Second Constitutional Period. 

Fernando de Aranda was born in Madrid on 8 March 1846 as the result of an extramarital relationship between 

the Count of Humanes and Juana Octavie de Neuadot. He entered the Brussels Conservatory as a student of the 

renowned musician and composer Auguste Dupont, where he perfected his knowledge of piano and harmony. In 

1877, he was awarded first prize in piano, together with Julia Pereira y Eleta, in a prestigious competition held at 

the Brussels Conservatory among internationally acclaimed musicians. In 1878, Emilio Arrieta offered Aranda an 

honorary assistant professorship at the Royal Conservatory of Madrid. Accepting the offer, Aranda returned to 

Madrid and worked there as a piano instructor between 1878 and 1881. 

Having received his first major award at the Brussels Conservatory and subsequently taught piano in Madrid, 

Aranda later moved to Istanbul, where he would direct music at the Sultan’s court for many years. During his years 

in Madrid, he produced piano transcriptions of works by Johann Sebastian Bach. The journal La España Musical, 

first published in Madrid in 1886, included Aranda’s transcriptions of Bach’s Fantasia and Fugue in G Minor (BWV 

542) and Prelude and Fugue in A Minor (BWV 543), intended to facilitate the adaptation of these works for the Spanish 

organ tradition. In the same year, upon the recommendation of Esad Pasha, the Ottoman ambassador in Paris, 

Aranda accepted an invitation to serve at the court of Sultan Abdul Hamid II and arrived in Istanbul in 1887. Upon 

his arrival, he was first assigned to the palace and entrusted with the musical education of the Sultan’s children. 

Aranda initially began his duties at Mûzikâ-yı Hümâyun as an instructor and was later appointed conductor of 

the palace orchestra by Callisto Guatelli. After arriving in Istanbul, Aranda entered into professional rivalry with 

Guatelli Pasha, and his outstanding musical performance played a significant role in Guatelli’s decline in influence 

at court. By introducing piano parts into the orchestra during Guatelli’s tenure, Aranda demonstrated his 

commitment to musical aesthetics and artistic refinement. During his leadership of Mûzikâ-yı Hümâyun, he 

implemented numerous reforms aimed at improving both the military band and the orchestra. Although not 

originally trained as a bandsman, Aranda introduced new instruments such as the saxophone into the ensemble, 

reorganized the musical repertoire, and expanded it with new compositions. 

Fernando de Aranda was also instrumental in institutionalizing the concept of “marching with music” in the 

Ottoman context. Throughout his years of service, he submitted significant proposals and recommendations 

concerning the institutional development of Mûzikâ-yı Hümâyun to the higher authorities. His contributions were 

highly appreciated by Sultan Abdul Hamid II, and he was successively promoted to the military ranks of Miralay 

(Colonel) on 11 June 1893, Mirliva (Brigadier General) on 21 January 1895, and Ferik (Lieutenant General) on 24 

September 1899. However, following the deposition of Abdul Hamid II, Aranda’s duties at Mûzikâ-yı Hümâyun 

were completely terminated after twenty-three years of service. 

After spending twenty-three years in the Ottoman Empire, Aranda relocated to Barcelona and devoted himself 

primarily to supporting his daughter’s musical career. An article published in Ilustracio Catalana on 27 March 1910 

described him as one of the most distinguished artists of Mûzikâ-yı Hümâyun and an exemplary teacher for his 



Tufan Turan vd. 

518 

 

 

daughter Germaine prior to settling in Barcelona. Before his death on 11 March 1919, Aranda donated all the 

orchestral materials and symphonic works he had accumulated during his years in Türkiye to Orfeó Català. 

This study examines the life, musicianship, compositions, and institutional activities of Fernando de Aranda 

Pasha, who served in the Ottoman Empire for approximately twenty-two years beginning in 1886. The absence of 

a comprehensive scholarly study dedicated specifically to Aranda demonstrates the originality and significance of 

this research. By addressing this gap in the literature, the study aims to provide a valuable and authoritative 

contribution to the field of music history. 




