Tiirk Miizigi, Haziran 2026 B Geng Bilge

6(Walter Feldman Ozel Sayist), yayincilik
19-24, e-ISSN: 2822-3195 gencbilgeyayincilik.com
turkmuzigidergisi.com ©2026

Goriigme Makalesi

Walter Feldman ile Osmanli-Tiirk miizigi tizerine goriigme: Tarih yazimi, kuram ve
gelecek perspektifleri

Cevahir Karaca!

Téirk Halk Miizigi Boliimii, Maltepe Universitesi, Istanbul, Ti rkiye

Makale Bilgisi Oz
Gelig: 26 Mayis 2026 Bu gériigmede, Osmanli miizigi aragtrmalarinin 6nde gelen isimlerinden Walter Feldman,

Kabul: 27 Haziran 2026

Cevahir Karaca'nin sorulari gergevesinde kendi akademik sertivenini, Osmanlt miizigi tarih
Online Yaymn: 30 Ekim 2026

yazimina iliskin degerlendirmelerini ve alanin gelecegine yonelik metodolojik Snerilerini

Anahtar Kelimeler paylagmaktadir. Feldman, Osmanli mizigine yonelis stirecini sekillendiren kisileri,
Gériisme kaynaklar1 ve akademik deneyimleri aktarirken, Ali Ufki ve Kantemiroglu gibi temel yazilt
Kantemiroglu kaynaklarin Osmanli/Ttirk miizik tarihinin yeniden degerlendirilmesindeki belirleyici

Osmanl-Tiirk miizigi roliinii vurgulamaktadir. Gériismede, Osmanlt miiziginin 17. ve 18. yiizyillardaki tarihsel

Tarihsel etnomiizikoloji doéniistimi; Fars, Bizans ve Ttrk miizik geleneklerinin etkilesimi; makam, entonasyon ve

Walter Feldman Szellikle ustil anlayiginin tarihsel gelisimi ayrintili bicimde ele alinmaktadir. Feldman ayrica
Osmanlt miizigi tarih yaziminda ideolojik yaklagimlart elestirmekte; miizikoloji,
etnomiizikoloji ve tarihsel etnomiizikolojiyi butiinlestiren disiplinlerarasi aragtirma
anlayiginin gerekliligine dikkat ¢ekmektedir. Osmanlt tarihi, §iir aragtirmalari, Mevlevi

2822-3195/ © 2026 TM miizigi, Persianate miizik gelenegi, Bizans miizigi ve Tiirk diinyast makam gelenekleriyle

Geng Bilge Yaymcilik tarafindan kargilagtirmali ¢aligmalarin alanin geligimi agisindan tagidig 5nem tizerinde durmaktadir.

yaymlanmakta olup, agik erigim, Gortisme, Osmanli/Ttirk miiziginin tarihsel gelisimini bilimsel yontemlerle yeniden

CC BY-NC-ND lisansina sahiptir. degerlendirmeye yonelik giincel yaklagimlari ortaya koymast ve gelecekteki aragtirmalara

@ OOE kuramsal ve metodolojik bir ¢er¢eve sunmasi bakimindan 6nemli bir kaynak niteligindedir.

Makaleye atif i¢in

Karaca, C. (2026). Walter Feldman ile Osmanli-Ttirk miizigi tizerine goriigme: Tarih yazimi, kuram ve
gelecek  perspektifleri.  Tdirk  Miizigi, 6(Walter  Feldman Ozel Sayist), 19-24. DOL:
https://doi.org/10.5281/zenodo.1

Foto 1. Walter Feldman (Web 1)
Cevahir Karaca
Muiizik yasaminiz boyunca, sizi en derinden etkileyen kesifler, kaynaklar ya da miizikal deneyimler hangileri oldu? Bir

aragtirmaci ve mizisyen olarak kimliginizin olusumunda hangi déniim noktalarini 6zellikle belirleyici gorityorsunuz?

Walter Feldman
1969 yilinda Tirkiye'yi ilk kez ziyaret ettigimde zaten Ttirkgeyi belirli bir diizeyde konusabiliyordum. Bunun temel

nedeni, New York'taki Osmanlt go¢men topluluklart arasinda ortak iletisim dili olarak Ttirk¢enin kullanidmasiydi.
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Ayni dénemde go¢men Ermeni miizisyenlerden sozlii gelenek yoluyla cesitli halk miizigi repertuvarlarini
dgreniyordum. 1975 yilinda Istanbul'daki Halveti dervisleri benimle iletisime gegti. Ardindan neyzen Aka Giindiiz
Kutbay ve daha sonra Kudsi Erguner gibi Mevlevi miizisyen ve hocalarla tanigum. Ayni yillarda biiytik tistatlar Niyazi
Sayin ve Thsan Ozgen ile de caligma ve tanigma firsat1 buldum. Biitiin bu deneyimler beni Osmanli Tiirkgesine yoneltti.
Bussiiregte Columbia Universitesi'nde Tiirkoloji alanindaki doktora egitimimi de tamamladim. 1981 yilinda Princeton
Universitesi'nde ilk akademik gérevime bagladigimda ise Osmanli medeniyetinin hem siirsel hem de miizikal yénleri
beni esit derecede cezbediyordu.

Princeton'da, modalite kavrami ve bunun erken Bat miizigi, Giiney Hindistan mizigi ve diger mizik
geleneklerindeki kullanimlari tizerine kapsamli ¢aligmalar bulunan Miizik Profesérii Harold Powers (1928-2007) ile
tanigma sansina sahip oldum. Powers, Kantemiroglu'nun miizik kuramina iliskin aragtirmalarimla yakindan ilgilendi
ve bana miizikolojik yontemler konusunda son derece degerli rehberlik yapti. 1982 yilinda Washington D.C.'de
diizenlenen Society for Ethnomusicology toplantisinda, onun organize ettigi oturumda Kantemiroglu'nun risalesi
tizerine ilk bilimsel bildirimi sundum. Ayni dénemde Princeton, Osmanli tarihgisi Halil Inalcik'in (1916-2016) misafir
dgretim iiyeligi sayesinde benim icin énemli bir Osmanli aragtirmalart merkezi hline geldi. Inalcik aragtirmalarimla
yakindan ilgileniyor ve bana 6nemli katkilar sagliyordu.

1983 yilinda National Endowment for the Humanities'den hem 19. yiizyil Osmanli Ttrkiye'sinde miizigin
konumu hem de murabba nazim ve miizik formu tizerine ¢aligmak tizere aragtirma bursu aldim. Bu kapsamda Hifiz
Post Mecmuast tizerinde ¢alisirken, Na'ili'nin (6. 1666) bestelenmis gazellerini kesfettim. Bu kesif beni Osmanli
edebiyatindaki Sebk-i Hindi gelenegine kalict bi¢imde yoneltti. Ayni dénemde, daha sonra Devlet Tiirk Miizigi
Korosu'nun sefligini tistlenecek olan Fatih Salgar'dan klasik Ttrk miizigi repertuvart Gzerine ses egitimi almaya
bagladim. Koronun konserlerinden birinde Tanburi Necdet Yagar (1930-2017) bana yaklagarak yardim teklif etti. Bu
tanugiklik yillar iginde gligléi bir hoca-6grenci iligkisine ve dostluga doniistii; sonunda kendisinden tanbur dersleri
almaya basladim. Ayn1 yillarda Prof. Dr. Yal¢in Tura ve Prof. Dr. Haydar Sanal (1926-2003) ile tanigtim. Ozellikle
Haydar Sanal ile mehter muzigi tizerine ytrttttigii aragtirmalar hakkinda son derece verimli fikir aligveriglerinde
bulunduk. Ayrica biiyiik tistat Hursid Ungay'dan kudiim ¢aligarak hem icraya hem de miizige dair pek ¢ok degerli
bakis acist kazandim. Bogazigi Universitesi'nden Cem Behar ile de uzun yillar siirecek meslektalik iligkisi kurdum.

1985 yilinda National Endowment tarafindan Kantemiroglu'nun Kitabu Ilmi'l-Msiki ald Vechi'l-Hurtfit adl
eserini Osmanli Tiirk¢esinden Ingilizceye cevirmek iizere iki yillik bir ceviri bursu aldim. Bu burs sayesinde Londra'da
Bobowski yazmasinin galgisal boliimleri izerinde kargilagtirmalt caligmalar yapma firsatt buldum. Orta Cag Islam
miizik kurami {izerine nceki galigmalarint hayranlikla takip ettigim Londra Universitesi' nden Prof. Owen Wright ile
yazismaya bagladim. Kantemiroglu tzerine yurtttigiimiz arastrmalarda, hangi boliimlerin kim tarafindan
incelenecegine iligskin gayriresmi bir is bélimii olugturduk. 1980'lerin sonlarinda Berlin'de diizenlenen ICTM Makam
Toplanusi'nda Kantemiroglu'nun pesrev repertuvari tizerine bir bildiri sundum. Burada Prof. Owen Wright'in yani
sira Dogu Almanya'dan Angelika Jung gibi Orta Asya etnomiizikolojisinin 6nde gelen isimleriyle tanigtim. Ozellikle
Dr. Jung'un 1989 yilinda yayimlanan Buhara $agmakami'nin kaynaklarina iligkin Almanca kitabi, o siralarda
sirdiirmekte oldugum ¢aligmalarla bir¢ok ortak bakis agisint paylagiyordu. Bununla birlikte Buhara ve Tagkent'teki
glincel repertuvar ile erken dénem yazili kaynaklar arasindaki iligki, Ttirkiye'deki kadar dogrudan degildi.

1986 yilinda Pennsylvania Universitesi'nin Yakin Dogu Caligmalari Béliimii'nde ders vermem istendi. Béliim
biiyiik dl¢iide Iran aragtirmalarina odaklantyordu. Bu sayede 6zellikle béliim bagkani William Hanaway (6. 2018) ile
ortak dostumuz ve hocamiz Allahabadli $emstirrahman Faruki (6. 2020) araciligiyla Hindistan'da gelisen Fars siiri
gelenegini daha derinlemesine tanima firsatt buldum. Pennsylvania Universitesi ayni zamanda Hint caligmalari
acisindan da 6nemli bir merkezdi. Burada meslektagim ve sitar sanatgist Allyn Miner sayesinde tarihsel organolojiye
iliskin ¢ok daha gelismis bir yaklagim kazandim. Onun ¢igir agan Sitar and Sarod in the Eighteenth and Nineteenth
Centuries adli kitabt 1993 yilinda Berlin'deki International Institute for Traditional Music tarafindan yayimlanmustt.

Ug yil sonra ayni kurum benim Music of the Ottoman Court adlt kitabim1 yayimladt.
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1980'lerin sonlar1 ayn1 zamanda, merhum Nikiforos Metaxas (1944-2015) ile kemengeci Thsan Ozgen'in 6nciiliigiinii
yapugt Bosphorus Project donemiydi. Kantemiroglu Koleksiyonu'ndan yaptigim ilk transkripsiyonlart bu grupla
paylasum, provalarina katildim ve 1989 yilinda Atina'da gergeklestirilen tarihi konser i¢in Istanbul'dan onlarla birlikte
gittim. Bu dénemde ud virtiiozii Cinugen Tanrikorur (1938-2000) ile tanigtim; Mevlevi ayinlerinin miizikal yapis
{izerine onunla birgok verimli degerlendirme yapma imkant buldum. Ayni yillarda Princeton Universitesi'nde misafir
ogretim tyesi olarak bulunan Osmanli tarihgisi Rifaat Abou-El-Haj (6. 2022) ile tanigmam da 17. ve 18. ytizy1l Osmanli
toplumunu daha olgun bir bakis agistyla degerlendirmeme 6nemli katks sagladi. Osmanli tarihgileriyle stirdiirdiigiim
stirekli temas sayesinde Osmanli miizik yagamindaki profesyonellesmenin kendine 6zgti yapisini daha agik bigimde
ortaya koyabildim. Bu yapr igerisinde din adamlari, Mevleviler ve diger tarikat mensuplari, saray gérevlileri, mehter
teskilatt ile bagimsiz sehir muzisyenleri gibi farkli toplumsal gruplarin 6zgiin rolleri bulunuyordu. Ayrica
Kantemiroglu transkripsiyonlarimin icrast konusunda Necdet Yagar'in gérislerinden biiyiik 6lgiide yararlandim. Bu
eserleri paylastigim pek ¢ok Ttirk miizisyen arasinda Necdet Bey'in yorumlart hem miizikal agidan en derinlikli hem de
en estetik yorumlar olarak 6ne gikiyordu. Giiniimiizde New York Universitesi (NYU), Necdet Bey ve 1980ler ile
1990'larin 6nde gelen diger muizisyenleriyle gerceklestirdigim ders ve soylesileri kapsayan dijital bir argiv olugturmay:
planlamaktadir.

2012 yilindan itibaren Miinster Universitesi'nde Prof. Ralf Martin Jaeger yonetiminde yiiriitiilen Corpus Musicae
Ottomanicae Projesi ile ger¢eklestirdigim is birligi bana yeni aragtirma ufuklart kazandirdi. 1996 yilinda yayimlanan
kitabimda miizik tarihinin genel kronolojisini olustururken, Timurlu ve Safevi geleneklerinin daha genis Persianate
diinyast icerisindeki gergek etkisini yeterince degerlendirememistim. Orta Cag sonrasi ancak modern 6ncesi doneme
ait Fars miizik kaynaklar1 tizerine yapilan sistematik aragtirmalar, benim kitabim yayimlandiktan ancak yillar sonra hem
Iran'da hem de uluslararasi akademik cevrelerde gelismeye bagladi. Bu yeni Iran aragtirmalarina iliskin
degerlendirmelerim, 2015 yilindan itibaren yayimladigim makalelerde, From Rumi to the Whirling Dervishes: Music,
Poetry and Mysticism in the Ottoman Empire (Edinburgh University Press, 2022) adl monografimde ve Music of the

Ottoman Court kitabinn Brill tarafindan yayimlanan yeni baskisinda (2024) ayrintili bigimde yer almaktadir.

Cevahir Karaca
Osmanlt miizigi tarih yaziminda, ginimiizde yeniden ele alinmasi ya da elestirel bigimde sorgulanmasi gerektigini

distindigiintiz temel problemli yaklagimlar nelerdir?

Walter Feldman
2021 yilinda Dariilelhan dergisi benden “Thoughts About Future Research in Ottoman Music” basliklt kisa bir yazida
Osmanli miizigi aragtirmalarina iliskin temel kuramsal meseleleri ele almamu istedi. Orada su gériigleri dile getirmistim:
Osmanli miizigini biitiin gériintimleriyle ele alabilmek i¢in, kiiresel 6lgekte su ti¢ disiplinin yéntemlerinden birlikte
yararlanmak gerekir:
Miizikoloji (Musicology): Nota yazmalar1 ve diger miizik belgelerinin ya da miizik kuraminin incelenmesi.
Etnomiizikoloji (Ethnomusicology): Gunimuzdeki veya yakin ge¢misteki miizik uygulamalarnin ve
repertuvarlarin incelenmesi.
Taribsel Etnomiizikoloji (Historical Ethnomusicology): Ginimizde strdirilen sozlii icra geleneklerinin,
gorece yakin gegmisteki tarihsel miizik uygulamalarini agiklamaya katks saglayabildigi donemlerin incelenmesi.
Osmanli miizigine iliskin son derece zengin ve gesitli kaynaklar bulunmasina ragmen, Ttrkiye'de yiirttiilen ciddi
aragtirmalarin hemen hemen tamami miizikolojinin miizik kurami alaninda, ¢ogunlukla da makam sistemi tizerine
yogunlagmustir. Bu durum, ¢aligmalarini Tiirk aragtirmalarini temel alarak yiirtiten Batili arastirmacilarin eserlerine de
yansimaktadir (6rnegin Signell ve Ederer). Miizikolojinin diger alanlarinda ise ¢ogunlukla biiyiik ilgi uyandiran Orta
Cag metinleri ele alinmaktadir; ancak bu metinlerin yakin dénem miizik uygulamalariyla iliskisi oldukga zayiftur.
Elbette bu disiplinlerden yalnizca birini segerek, onun igin uygun malzemeler iizerinde ¢aligmak tamamen
mesrudur. Bununla birlikte, Tirkiye'de yapilan arasurmalarin biyiik bolimi, 17. ve 18. yiizyilara ait 6nciil

(antecedent) miizik gelenegini yeterli derinlikte ele almamaktadur.
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Cevahir Karaca
Ali Utki ve Kantemiroglu gibi temel kaynaklarin, Osmanly/Ttirk miizik tarihinin yeniden yorumlanmasi ve yeniden

degerlendirilmesi agisindan tagidigt kritik 6nemi nasil agiklarsiniz?

Walter Feldman

Ortadogu'nun sanat makam miizigi gelenekleri arasinda Osmanli miizigi, bu miizigin ortaya ¢ikis donemine tarihlenen
birkag biiyiik nota koleksiyonuna sahip olmasi bakimindan ayricalikli bir konumdadir. Ttirkiye'de uzun yillar hakim
olan 6nceki yaklagimlarin aksine, bu muzik gelenegi aslinda gérece "yakin" bir tarihe aittir; daha genis Persianate sanat
miizigi geleneginden belirgin bi¢imde ayrismasi ancak 17. yiizyilin son tigte birlik déneminde ger¢eklesmistir. Bu
nedenle, 17. ytizyilin ortalarinda Polonyali Bobowski (Ali Ufki Bey) tarafindan Bat nota sistemiyle hazirlanmig iki
miizik yazmast ile 18. yiizyilin baglarinda Bogdan Prensi Dimitrie Cantemir'in (Kantemiroglu) Islimi nota sistemiyle
olusturdugu koleksiyon, bu miizigin gelisimindeki iki farkli evreyi temsil etmektedir.

Yakin zamana kadar Tirkiye'de Osmanli miizigi tarihini yazmaya yonelik girisimler ya agik bicimde siyasi

nitelikteydi ya da son derece naif yaklagimlara dayaniyordu. Bu durumu diizeltmeye y6nelik 6nemli bir girigim,
Istanbul'daki Orient-Institut tarafindan 2011 yilinda diizenlenen ve daha sonra Writing the History of Ottoman Music
(2015) adiyla yayimlanan sempozyum olmustur. Ben de burada “The Musical Renaissance of Seventeenth Century
Ottoman Turkey: Reflections on the Musical Materials of Ali Ufki Bey, Hafiz Post and the ‘Meraghi’ Repertoire”baglhikli
¢alismamda bu meselelerin bir bélimiinii ele aldim.
Daha sonra Judith Haug, Ottoman and European Music in 'Ali Ufuki's Compendium, MS Turc 292: Analysis,
Interpretation, Cultural Context (2019) adli son derece kapsamli monografisini yayimladi. Kantemiroglu Koleksiyonu
ise Owen Wright (1992 ve 2000) tarafindan ve benim Music of the Ottoman Court (1996/2024) adli ¢aligmamda
ayrintilt bigimde incelenmistir.

Osmanlt miizigi aragtirmalari, 18. ylizyilin ortalarindan 19. yiizyilin sonlarina kadar uzanan repertuvarin Islams,
Bizans, Osmanli Ermeni ve Bati nota sistemleriyle kaydedilmis olmasina ragmen, bu kaynaklarin biiyiik bélimiiniin
hilen ilmi edisyonlarmnin hazirlanip yayimlanmamis olmast nedeniyle olduk¢a giiglesmektedir. Repertuvarin biiyiik
ol¢tide sozli aktarim yoluyla glintimiize ulagmig olmasi sebebiyle, erken d6nem nota kaynaklari ile bugiin duydugumuz
eserler arasindaki iligkiyi degerlendirmek ¢ogu zaman kolay degildir.

Bir tarafta zengin yazili kaynaklarin varligi, diger tarafta ise bu eserlerin (veya ayni tiirlere ait bagka eserlerin) 20.
yiizyila kadar s6zli gelenek icerisinde yasamaya devam etmesi seklindeki bu ikili durum, yalnizca Ortadogu'da degil,
belki de Avrupa digindaki biitiin diinyada benzersizdir. Bu sorunu ele almaya y6nelik en énemli girisim, Minster
Universitesi biinyesinde yiiriitiilen Corpus Musicae Ottomanicae (CMO) Projesi olmugtur.

Belki de en temel mesele, 17. ve 18. ylizyillara ait bestelerin, 20. ytizyilda notaya gegirilirken veya yeniden notaya
alinirken gegirdigi dontigtim siirecini bilimsel 6l¢titlerle takip edebilmektir. Owen Wright son yillarda vokal repertuvar
tzerinde bu konuya iliskin aragturmalar ytritmektedir. Ben de 2016 yilinda Miinster'de Jacob Olley ile birlikte,
Tanburi Isak'in bazt pesrevleri tizerinde 6n ¢aligmalar gergeklestirdim. Bu ¢aligmalarda, eserlerin Hamparsum
Limonciyan tarafindan bestecisinin yasadigt dénemde yapilan notalar ile Dariilelhan yayinlarindaki bigimleri
kargilagtirildi.

Bu daha genis problemin bir pargasi: da, miizikal evrim sonucunda meydana gelen degisikliklerle, giintimiizdeki
nota metinlerinin ger¢ekte atfedildikleri besteci veya dénemle higbir iligkisinin bulunmadigi durumlart birbirinden

ayirabilmektir. Boyle durumlarda art zamanli (diachronic) analiz yapmak anlamli olmayacakuir.

Cevahir Karaca
Osmanlt saray miziginin olusumunda Fars, Bizans ve Anadolu miizik geleneklerinin etkilerini nasil

degerlendiriyorsunuz?

Walter Feldman
Cesitli caligmalarimda, 17. ytizyilin son tigte birlik dénemine kadar Osmanlt sarayinda Persianate sanat miiziginin

hakim oldugunu ortaya koydum. Bunun en agik 6rnegi, yaklasik 1635 yilina tarihlenen Ibrahim Cevri'nin manzum
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eseri Description of the Singers at the Imperial Court'ta gorilmektedir (From Rumi to the Whirling Dervishes, 2022, s.
149-150).

Ali Ufki'nin yazmalart ise Ttirkce temelli halk miizigi vokal tiirlerinin sanat miizigine dénugtiiriilmesine yonelik
girisimleri gostermektedir. Ancak Ali Ufki, sarayin 6nde gelen mizisyenlerinden biri degil, daha ¢ok halk muzigi ile
gelismekte olan saray tislubu arasinda bir "ara zemin"i temsil eden bir isimdi. Ayrica unutulmamalidir ki 16. yiizyilda
saray sanat miizigini yogun bicimde himaye etmiyordu. Karmagik ustil ve makam sistemine dayanan sanat miiziginin
esas merkezi Mehterhine idi. Bu miizik ayn1 zamanda Ttiirk miizik geleneklerinin bazi unsurlarint da koruyordu. Buna
kargilik Mevlevi dervigleri, Fars ve Ttirk miizik ilkelerini bir araya getiren bir sentezi destekliyorlards; bu konuyu 2022
yilinda ayrintli olarak ele aldim

18.ytizyilin baglarina gelindiginde bu Osmanli miizik "R 6nesanst”, Osman Dede ve Kantemiroglu ile birlikte miizik
kurami ve nota yazisint da kapsayacak sekilde genisledi. Ustl ve ezgi anlayisindaki yeni gelismeler ise
Kantemiroglu'ndan sonraki kugakta, Zaharya, Haham Musi ve diger bestecilerle daha da olgunlasti. Bu yeni miizik
anlayug1, Fars, Tiirk ve Bizans unsurlarinin bir sentezini temsil ediyordu.

Gayrimislim miizisyenlerin, 6zellikle de Rum kilise hanendelerinin (psaltes), saray cevresinde bestecilik ve icra
faaliyetlerine katilmalari, Bizans miizigine ait bazi tekniklerin de bu yeni senteze d4hil olmasini sagladi. Bunun izleri,
iki kugak daha 6nce Itri'nin Naat-2 Peygamberi adli eserinde dahi gorilebilmektedir.

Bizans miiziginde Osmanli miizigindeki anlamiyla bir ustl sistemi bulunmamakla birlikte, 6zellikle 17. ytizyilin
sonlarina dogru oldukea geligmis ve giderek karmagiklasan bir ezgisel yapt mevcuttu. Bunun en iyi 6rneklerinden biri,
Itri'nin gagdast olan ve Osmanlt miizigini yakindan tanidigr anlagilan Petros Bereketis'tir.

Bu dénemde Osmanli miiziginin tslup anlayigi, din dist ve tasavvufl miizik tsluplarint ice déniik bir sentez
icerisinde birlestirmeye yonelmis; buna Rum Kilisesi miizigine yapilan diinyevilestirilmis gondermeler de eklenmistir.
Bu konu {izerine ilk kamuya agik konugmam1 1990 yilinda, Bosphorus Project'in etkisiyle New York Universitesi'nde
gergeklestirmistim. Daha sonra ayni konuyu 2019 yilinda yine NYU'da yeniden ele aldim. Ancak bu alan, Osmanli ve
Bizans miizigi uzmanlarinin ortak ¢alismasini gerektirdiginden, bugiine kadar hi¢bir aragtirmaci tarafindan sistemli ve

uzun soluklu bi¢imde incelenmemistir.

Cevahir Karaca
Modern Ttiirk miizigi kurami ile Osmanli dénemindeki nota yazim yaklagimlari arasindaki stireklilikleri, farklilagmalart

ya da iligkileri nasil degerlendiriyorsunuz?

Walter Feldman

From Rumi to the Whirling Dervishes (2022) adli kitabima kisa bir giris niteliginde olan “Turkish Musical Symbols
and the Intonation of Ottoman Music” bagliklt notlarimda belirttigim gibi, Osmanlilar Prens Kantemiroglu'nun
kusaginda hilid Fars miziginin entonasyonunu icra ediyorlardi. 1996/2024 tarihli monografimde bunu Prens
Kantemiroglu'nun tanburundaki perdeler tzerinden gostermekteyim. Dolaysiyla 18. yiizyillin tamamyi, eski Fars
entonasyonu ile hem Tiirk folklorunun hem de Bizans miiziginin 6zelliklerini birlestiren daha yeni Ttiirk entonasyonu
arasinda bir diyalogu temsil etmistir. Bat, Islami, Bizans ya da Ermeni nota sistemleri olsun, bu nota tekniklerinin
higbiri Osmanli miiziginin her tarihsel donemdeki gergek sesini yeterince yansitmamaktadir.

Tonaliteye ek olarak, ritmik “ustil” yapisinin melodiyle iliskisi de kokli bicimde yeniden degerlendirilmeyi ve yeni
analizleri gerektirmektedir. “Makam”dan bile daha fazla, bestelenmis Osmanli repertuvarinin farklr tiirlerini ve
toplumsal diizeylerini birbirinden ayiran sey ustldiir. Owen Wright, daha 1988'de, 17. yiizyillin sonundan sonra
Osmanli miiziginin gelisimini belirleyen ritmik genisleme ve zamansal yavaglamanin temel ilkelerini kesfetmisti. Ancak
bu olgun sistemin 18. yiizyilin sonlar1 ve 19. ytizyilda fiilen nasil iglediginin ger¢ek karmagikligs hi¢bir zaman stirekli bir
analize tabi tutulmamustr. Ben bu konuda ilk deneme niteliginde bir ¢alismay1, Zeynep Helvaci, Jacob Olley ve Ralf
Martin Jaeger editorligiinde yayimlanan Rbythmic Cycles and Structures in the Art Music of the Middle East iginde
yer alan “The Art of Melodic Extension Within and Beyond the Usul” baglikli makalemde yaptim. Wiirzburg: Ergon
Verlag, 2017: 154-176.
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Cevahir Karaca
Sizce giiniimiizde Osmanli/Ttrk miizigi ¢alismalarinin daha saglikli gelisebilmesi icin ele alinmasi gereken en 6nemli

yontemsel eksiklikler nelerdir?

Walter Feldman

1k gorev, Cumhuriyet donemi Ttrk miizikolojisinin en ideolojik yonleriyle tamamen kopus saglamakur. Cesitli
yerlerde yazdigim gibi, bunlar Anadolu antikitesiyle baglantli ¢esitli s6zde tarihlerden ortaya ¢ikmaktadir; dolayisiyla
higbir seyin ger¢eklesmedigi degismez bir tarih anlayist ya da Osmanli miiziginin ger¢ek tarihinin yerini alan Bau
miizigiyle s6zde kargilagtirmalar s6z konusudur. Bu siyasallagmis sézde kuramlarin Tirkiye'de hild ne olgtide var
oldugunu bilmiyorum. Bu temay: ilk ve ihtiyatl: bicimde ele aldigim ¢alisma sudur: “Cultural Authority and
Authenticity in the Turkish Repertoire.” Aszan Music 22(1), (1990/91).

Asagida, Tirkiye'de bugiine kadar ancak ¢ok sinirlt bigimde ele alinmug bir dizi kritik mesele yer almaktadir. Ele
aliacak meselelerin ¢ogu tarihsel etnomiizikoloji kapsaminda degerlendirilecektir:

Osmanli toplumuna iligkin sosyolojik ¢aligmalarla biitiinlesme. Bunun iyi bir 6rnegi, Atina Universitesi'nin Prof.
Panagiotis Poulos yonetimindeki yakin tarihli “Intercommunal Musical Geographies of Late Ottoman Istanbul”
projesidir.

Giincel Osmanli tarih ¢aligmalariyla biittinlesme. NYU Abu Dhabi'de 2018 yilinda merhum Rifaat Abou El-Haj,
Baki Tezcan, Harun Ki¢tik ve digerleriyle birlikte diizenledigimiz “Locally Generated Ottoman Modernity of the
Long Eighteenth Century” konferansi iyi bir modeldir.

Siir caligmalartyla biitiinlesme. Bugiine kadar Hint Uslubu'nun 17. yiizyilda ortaya ¢ikan Osmanli miizigiyle
biittinlegmesi konusuna neredeyse hi¢ deginilmemigtir. Hazirlamakta oldugum “Revolution of the Spheres: New
Poetry from Agra to Istanbul” bagliklt kitabimda bu problemin yalnizca ana hatlarina isaret ediyorum.

Safevi ve sonrast yazili kaynaklardan gelen Persianate geleneklerin Osmanli malzemesiyle iliskilendirilmesi.

Mevleviyye miiziginin biitiinlestirilmesi.

Buhara ve Hive maqom gelenekleriyle karsilagtirmalar.

Anadolu, Harezm ve belki bagka ilgili Ttirk miizikleriyle kargilagtirmalar; 6zellikle ¢algisal ve vokal semai gibi daha
kisa miizik formlarinda. Kirsal Tiirk miiziklerini aragtirmada bu yaklagimin 6nde gelen aragtirmacis: Budapeste'deki
Janos Sipos'tur. Benzer analitik teknikler saray semailerinde, Mevlevi semailerinde ve Mehterhine'de goriilen Tiirk
miizikolojik 6zelliklerini belirleyebilir.

Osmanli miizigi icinde kullanilan Bizans miizigi kokenli “temalar”in belirlenmesi.

Ustl ile melodik yap1 arasindaki baglantinin incelenmesi. Osmanlt miizigi, diinya ¢apinda bilinen en zengin ritmik
sistemlerden birine sahiptir. Bu sistemin zaman icinde gelisirken kurdugu melodik baglantlar ve 19. ytizyilin daha iyi
belgelenmis miizigi icinde ele alinmasi son derece verimli bir ¢aligma alani olusturacaktr. Bu ayni zamanda Osmanli

miiziginin 6zglinligiinii géstermeye de yardimer olacaktir.

Kaynaklar

Web 1. https://www.walterzevfeldman.com/
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In this interview, Walter Feldman, one of the leading scholars in Ottoman music studies, shares his
academic journey, his evaluations of the historiography of Ottoman music, and his methodological
suggestions for the future of the field within the framework of Cevahir Karaca’s questions. Feldman
discusses the people, sources, and academic experiences that shaped his orientation toward Ottoman
music, while emphasizing the decisive role of major written sources such as Ali Ufki and
Kantemiroglu in the reassessment of Ottoman/Turkish music history. The interview examines in
detail the historical transformation of Ottoman music in the seventeenth and eighteenth centuries;
the interaction among Persian, Byzantine, and Turkish musical traditions; and the historical
development of makam, intonation, and especially the understanding of ustll. Feldman also criticizes
ideological approaches in the historiography of Ottoman music and draws attention to the necessity
of an interdisciplinary research perspective that integrates musicology, ethnomusicology, and
historical ethnomusicology. He emphasizes the importance of comparative studies involving
Ottoman history, poetry studies, Mevlevi music, the Persianate musical tradition, Byzantine music,
and the makam traditions of the Turkic world for the development of the field. The interview
constitutes an important source in that it presents current approaches to reassessing the historical
development of Ottoman/Turkish music through scientific methods and offers a theoretical and
methodological framework for future research.
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Throughout your long-standing studies in the field of Ottoman/Turkish music, which discoveries, sources, or musical
experiences have influenced you most profoundly? Which turning points do you consider especially decisive in

shaping your identity both as a scholar and as a musician?
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Walter Feldman

When I first visited Turkey in 1969 I was already somewhat fluent in Turkish, which had been the lingua franca of all
the Ottoman immigrant communities in New York. I had been learning various folkloric musics through the oral
tradition from immigrant Armenian musicians. I was contacted by Halveti dervishes from Istanbul in 1975, and also
made contact with Mevlevi musicians and teachers, such as neyzen Aka Giindiiz Kutbay and later Kudsi Erguner. In
the same period I made the acquaintence of the master musicians Niyazi Sayin and Thsan Ozgen. All of this directed
me toward the Ottoman form of the written language, while I completed a Ph.D. degree in Turcology at Columbia
University. When I started my first teaching position at Princeton University in 1981, I was equally drawn to poetic
and musical aspects of the Ottoman civilization.

At Princeton I had the good fortune to become acquainted with the Music Professor Harold Powers (1928-2007),
who had written extensively on the concepts of modality, and its uses in early Western music, in South India and
elsewhere. He became interested in my explorations of Cantemir’s theory, and provided expert guidance on
musicological methods. In 1982 I gave my first paper on Professor Powers’ panel for the Society for Ethnomusicology
in Washington D.C., about Cantemir’s treatise. Princeton also became a productive Ottomanist center for me thanks
to the teaching visits by Halil Inalcik (1916-2016), who took an active interest in my research.

In 1983 I obtained grants from the National Endowment for the Humanities to work both on the position of
music in 19th century Ottoman Turkey and on the lyric/musical form ‘murabba.’ I studied the Hafiz Post Mecmuast,
and it was through this manuscript that I discovered the gazels of Na’ili (d. 1666), which he had set to music. This led
me to an enduring interest in the Ottoman Sebk-i Hindi. I began to take vocal lessons in the classical repertoire with
Fatih Salgar, who was then a chorister in the State Turkish Music Chorus and later its director. At one of their concerts
I was approached by Tanburi Necdet Yasar (1930-2017), who offered me his help. Over the years this turned into an
enduring teacher-student relationship and friendship, which eventually resulted in my studying the tanbur with him.
In this period I met the professors Yal¢in Tura and Haydar Sanal (1926-2003). I entered into productive conversations
with the latter about his research into the music of the mehter. I was also able to study kiidum with the master Hursid
Ungay, who also had many wise perspectives. I formed a colleagial relationship with Cem Behar at Bogazigi.

In 1985 I obtained a National Endowment Translation grant to translate Cantemir’s Book of the Science of Music
from Ottoman into English. This was a two-year grant so it allowed me to enter into comparative work on the
instrumental sections of Bobowski’s manuscript in London. I entered into correspondance with the University of
London professor Owen Wright, whose earlier work on medieval Islamic musical theory I had admired. We informally
agreed on a “ division of labor” as to how we worked on our respective materials in Cantemir. In the later 1980s I gave
a paper on the pesrev repertoire in Cantemir at the ICTM Maqam meeting in Berlin. There I met Professor Wright as
well as several leading Central Asian ethnomusicologists from the Eastern bloc, such as Angelika Jung (E. Berlin.) In
particular Dr. Jung’s 1989 German book on the sources of the Bukharan Shashmaqom shared several perspectives with
my own work-in-progress. Nevertheless the link between the earlier written sources and the currently known repertoire
in Bukhara or Tashkent was not as direct as in Turkey.

In 1986 I was approached to teach in the Oriental Studies department at the University of Pennsylvania. This was
a largely Iranist department, which allowed me deeper exposure to the Persian poetry of India, especially through the
then chairman William Hanaway (d. 2018) and our friend and teacher Shams ur Rahman Faruqi (d. 2020) from
Allahabad, India. U Penn was also a center of Indic studies. I learned a more developed approach to historical
organology through my colleague, the sitarist Allyn Miner. Her pathbreaking book Sitar and Sarod in the Eighteenth
and Nineteenth Centuries had been published in 1993 by the International Institute for Traditional Music in Berlin.
Three years later they would publish my book Music of the Ottoman Court.

The later 1980s was also the era of the Bosphorus Project, led by the late Nikiforos Metaxas (1944-2015) and by
kemengist Thsan Ozgen. I shared my early transcriptions from the Cantemir Collection with this group, attended their
rehearsals, and flew from Istanbul to the historic 1989 concert in Athens. In this period I also met oud virtuoso

Cinugen Tanrikorur (1938-2000) with whom I could share queries about the musical structure of the Mevlevi ayin.
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At the same period I made the acquaintence of the visiting Ottoman historian at Princeton, Rifaat Abou El-Haj (d.
2022), whose refreshing perspective gave me a more mature understanding of 17th and 18th century Ottoman society.
My continued contact with Ottoman historians allowed me to deliniate the unique Ottoman patterns of musical
professionalism, involving the Islamic clergy, Mevlevi and other dervishes, Palace servants, the mehter, and free urban
musicians and others. I was also fortunate in having the perspective of Necdet Yagar on the possible performance of
my transcriptions from Cantemir. Among the various Turkish musicians with whom I shared these pieces, Necdet
Bey’s interpretations were both the most insightful and the most musical. Currently NYU is planning to open a digital
archive of my interviews and lessons with Necdet Bey and other leading musicians from the 1980s and ‘90s.

My collaboration (from 2012) with the Corpus Musicae Ottomanicae Project at the University of Miinster under
Professor Ralf Martin Jaeger has opened up new perspectives. In my1996 book the general chronology of musical
developments could not adequately take into account the actual role of the Timurid and Safavid precedents within the
wider “Persianate” world. This research on the post-medieval but pre-modern Persian musical sources only got under
way in Iran and abroad some years after I had published my book. My assessment of this newer Iranistic research is
reflected in my more recent articles from 2015 on, within my new monograph From Rumi to the Whirling Dervishes:
Music, Poetry and Mysticism in the Ottoman Empire (Edinburgh U Press, 2022), and within the new Brill edition of
the Music of the Ottoman Court (2024).

Cevahir Karaca
In the historiography of Ottoman music, which major problematic approaches do you think should today be

reconsidered or critically questioned?

Walter Feldman
In 2021 the journal Dariilelhan asked me to present basic theoretical issues in a short piece entitled “Thoughts About

Future Research in Ottoman Music.” There I wrote:

Globally, to write about Ottoman music in all of its manifestations, one would need to employ all of these three
disciplines and their methodologies:

Musicology-studying notated and other musical documents, and/or musical theory.

Ethnomusicology-studying current or recent musical practices and repertoires

Historical ethnomusicology-studying historically known practices of the relatively “recent” past, i.e. for which
current oral practices may shed some light.

Despite the rich and varied sources avaialble for Ottoman music, within Turkey itself almost all serious research
has been in the music theory end of musicology, usually related to the makam system, and this is also reflected in most
Western scholarship basing itself on Turkish research (e.g. Signell, Ederer). Other forms of musicology usually deal
with medieval texts often of great interest, but whose relation to recent practice is tenuous. Of course it is perfectly
legitimate to choose one of these disciplines and work with material for which it is appropriate. But for the most part,

research done in Turkey does not treat the “antecedent” tradition of the 17th and 18th centuries in sufficient depth.

Cevahir Karaca
How would you explain the critical importance of foundational sources such as Ali Ufki and Cantemir in the

reinterpretation and reassessment of Ottoman/Turkish music history?

Walter Feldman

More than the other representatives of the artistic “maqam” music of the Middle East, Ottoman music possesses a few
major collections of musical notations dating from the period of the emergence of this music. Contrary to much of
the earlier presentation within Turkey, this musical tradition is relatively “recent,” having distinguished itself from the
greater “Persianate” art music only toward the last third of the 17th century. Thus the two musical manuscripts in

western notation by the Pole Bobowski/Ali Utki Bey in the middle of the 17th century and the Islamic notated
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collection of the Moldavian Prince Demetrius Cantemir at the start of the 18th century, represent two distinct stages
in the development of this music.

Up until very recently the attempts at Ottoman musical historiography in Turkey were either blatantly political or
extremely naive. An attempt to remedy this situation was taken by the Orient Institut in Istanbul in their 2011
conference, later published as Writing the History of Ottoman Music (2015). There I treated some of these issues in
“The Musical Renaissance of Seventeenth Century Ottoman Turkey: Reflections on the Musical Materials of Ali Ufki
Bey, Hafiz Post and the “Meraghi’ Repertoire.” Since then Judith Haug has published her masterful thesis Ottoman
and European Music in ‘Ali Ufuki’s Compendium, MS Turc 292: Analysis, Interpretation, Cultural Context:
Monograph (2019). Cantemir’s Collecton has been analyzed extensively by Owen Wright (1992 and 2000), and by me
in Music of the Ottoman Court (1996/2024).

Research in Ottoman music is complicated by the fact that much of the repertoire from the middle of the 18th to
the later 19th centuries--which were preserved in a variety of Islamic, Byzantine, Ottoman Armenian and Western
notational systems--have not yet been edited or published. Due to its predominant reliance on oral transmission, the
connection between these early notated sources and the pieces as we hear them today is often difficult to assess. This
dual situation - the existence of a rich tradition in written sources parallel to the oral transmission of these
compositions (and/or others in these genres) up to the 20th century is unique in the Middle East -- and perhaps in the
entire world outside of Europe. The most significant initiative to address this issue has been the CMO (Corpus
Musicae Ottomanicae) Project at the University of Miinster.

Perhaps the most crucial issue is to find scientific criteria with which to trace the process by which compositions
from the 17th or 18th centuries were transformed by the time they were notated in or re-notated in the 20th century.
Owen Wright has been researching this for the vocal repertoire in the last years. In 2016 I was able to do some
preliminary work in Miinster (with Jacob Olley) on some of Tanburi Isak’s pesevs as they were notated during his
lifetime by Hamparsum Limoncyan, in contrast to their appearance in the Darulelhan publications. Of course part of
this larger problem is to distinguish these cases of musical evolution from those where the modern notations probably
bear no relationship with the composer or the era to which they are assigned. In such cases diachronic analysis would
be futile.

Cevahir Karaca
How do you evaluate the influences of Persian, Byzantine, and Anatolian musical traditions on the formation of

Ottoman court music?

Walter Feldman

In several of my works I describe the prevalence of Persianate art music at the Ottoman court, up until the last third of
the 17th century. This is seen most clearly in Ibrahim Cevri’s poetic “Description of the Singers at the Imperial Court”
from ca. 1635 (in my From Rumi to the Whirling Dervishes 2022:149-150). Ali Ufki’s manuscripts shows the attempts
to develop the Turkish based folkloric vocal genres as “art music.” But he himself was not a leading musician at the
Court, but rather represented a “middle ground” between more popular music and the emerging courtly style. It must
be remembered that during the 16th century the Court was not patronizing much art music. The principles of artistic
music (with its complex usul system and modal system) was the provenance of the Mehterhane. This music also
preserved some elements of Turkic musical styles. At the same time the Mevlevi dervishes were sponsoring a fusion of
Persianate and Turkic musical principles, as I discussed in 2022.

By the turn of the 18th century this Ottoman musical “Renaissance” involved also musical theory and notation
(with Osman Dede and Cantemir). A fuller development of the new conceptions of usul and melody emerged in the
generation after Cantemir (with Zaharya, Haham Musi, etalia). This new music involved a synthesis of Persian, Turkic
and Byzantine elements. The entrance of non-Muslims —notably Greek cantors (psaltes)--into courtly composition
and performance, brought with them some techniques of Byzantine music, seen even two generations earlier in Itri’s

Naat-i Peygamberi. While Byzantine music lacks an usul system per se, it had a richly developed melodic line, which
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increased in complexity toward the end of the seventeenth century (e.g. Itri’s contemporary Petros Bereketis, who was
evidently familiar with Ottoman music). The stylistic emphasis of Ottoman music was now on an inward turning
fusion of secular and mystical styles, including secularized allusions to the music of the Greek church. Thad presented
my first public talk on this theme as early as 1990 (at NYU—under the impetus of the “Bosphorus Project”), and more
recently again at NYU in 2019. But no scholar has devoted sustained research, to this topic, which would demand

collaboration of Ottoman and Byzantine musical experts.

Cevahir Karaca
How do you perceive the continuities, divergences, or relationships between modern Turkish music theory and the

notational approaches of the Ottoman period?

Walter Feldman

As I state in my notes on “Turkish Musical Symbols and the Intonation of Ottoman Music,” as a brief introduction
to From Rumi to the Whirling Dervishes (2022), the Ottomans were still performing the intonation of Persian music
in the generation of Prince Cantemir. In my 1996/2024 monograph I demonstrate this on the frets of Prince
Cantemir’s tanbur. Thus the entire 18th century represented a dialogue between the older Persian intonation and the
newer Turkish intonation, which combined features of both Turkic folklore and Byzantine music. None of the
notational techniques—whether Western, Islamic, Byzantine or Armenian—adequately reflect the actual sound of
Ottoman music in each historical era.

In addition to tonality, the rhythmic ‘usul’ structure in relation to melody requires fundamental reevaluation and
new analysis. Even more than ‘makam’, it is usul which differentiates the different genres and social levels of the
composed Ottoman repertoire. As far back as 1988 Owen Wright had discovered the basic principles of rhythmic
expansion and temporal retardation that determined the development of Ottoman music after the end of the 17th
century. But the actual complexity of how this mature system came to function in the later 18th and 19th centuries
has never been subjected to sustained analysis. I made a preliminary attempt at this in “The Art of Melodic Extension
Within and Beyond the Usul,” in Rhythmic Cycles and Structures in the Art Music of the Middle East, edited by
Zeynep Helvaci, Jacob Olley and Ralf Martin Jaeger. Wiirzburg: Ergon Verlag, 2017: 154-176.

Cevahir Karaca
In your opinion, what are the most significant methodological deficiencies that need to be addressed for the healthier

development of Ottoman/Turkish music studies today?

Walter Feldman

The first task is to completely break with the most ideological aspects of Republican Turkish musicology. As I have
written in several places, these emerge out of the various pseudo-histories in connection with Anatolian antiquity,
hence a changeless history in which nothing happens, or else pseudo-comparisons with Western music, which stand
in the place of the actual history of Ottoman music. I do not know to what extent these politicized pseudo-theories
may still exist in Turkey. My early tentative treatment of this theme is: “Cultural Authority and Authenticity in the
Turkish Repertoire.” Asian Music 22 (1), (1990/91).

Here are a number of crucial issues which have barely been addressed thus far in Turkey. Most of the issues to be
treated would be considered historical ethnomusicology:

Integration with sociological studies of Ottoman society. A good example is the University of Athens recent project
in “Intercommunal Musical Geographies of Late Ottoman Istanbul,” under Professor Panagiotis Poulos.

Integration with current Ottoman historical studies. Our NYU Abu Dhabi conference from 2018 in “Locally
Generated Ottoman Modernity of the Long Eighteenth Century” with the late Rifaat Abou EI-Haj, Baki Tezcan and
Harun Kigiik et alia is a good model.

Integration with poetic studies. Thus far the integration of the Indian Style with the emerging Ottoman music of
the 17" century has barely been touched. I refer to the bare outline of the problem in my book in progress: “Revolution
of the Spheres: New Poetry from Agra to Istanbul.”

Linking of Persianate traditions from Safavid and post written sources with Ottoman material.
Integration of the music of the Mevleviye.
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Comparisons with the Bukharan and Khivan maqom.

Comparisons with Anatolian, Khwarezmian and perhaps other relevant Turkic musics. mainly in the shorter musical
forms, such as the instrumental and vocal semai. The outstanding scholar in this approach in researching rural Turkic
musics is Janos Sipos in Budapest. Similar analytic techniques could identify Turkic musicological features appearing
in courtly semai, Mevlevi semai, and mehterhane.

Identification of ‘themes’ originating in Byzantine music as employed within Ottoman music.

Studies of connection of usul and melodic structure. Ottoman music possesses one of the richest rhythmic systems
known worldwide. The melodic connections of this system as it evolved over time, and within the better documented
music of the 19" century would constitute an extremely productive field of study. This would also help to demonstrate

the uniqueness of Ottoman music.
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