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Aragtirma Makalesi

Walter Feldman’dan Dogu Akdeniz’e: Osmanli-Tiirk miizigi tarih yaziminda miizik
bilgisinin entelektiiel tarihine dogru

Erding Yalinkilig!
Dr., Bagimsiz Aragtirmaci, Ankara, Tiirkiye
Makale Bilgisi Oz
Gelis: 7 Haziran 2026 Bu makale, Walter Feldman’mn Osmanli-Ttiirk miizigi tarih yazimindaki katkisini yalnizca
Kabul: 19 Agustos 2026 kullandig1 kaynaklar ve ortaya koydugu tarihsel bilgiler tizerinden degil, alanin soru sorma
Online Yaym: 30 Ekim 2026 bicimini genigleten arastirma pratigi tizerinden ele almaktadir. Feldman’in Osmanlt
Anahtar Kelimeler mizigine iliskin baglica ¢aligmalart ile Bizans, Orta Cag Islam, Bizans-sonrast Rum
Bizans miizik teorisi Ortodoks ve Osmanlt teorik geleneklerine iligkin se¢ilmis literatiir; kaynak ve aktor
Dogu Akdeniz cesitliligi, teori ile icra arasindaki iligki, ¢ok dillilik, filolojik aktarim, kavramsal yeniden
Miizik tarih yazimi tretim ve miuzik bilgisinin dolagim: agisindan incelenmistir. Feldman’in ¢aligmalari,
Osmanli-Tiirk miizigi Osmanlt miizigini yazmalar, notasyonlar, repertuvarlar, kurumlar, icra pratikleri ve farklt
Walcer Feldman topluluklardan aktdrlerin bir arada degerlendirilmesiyle tarihsel olarak olugan ve dontigen
bir alan olarak ele aldigin1 gostermektedir. Buradan hareketle Dogu Akdeniz, homojen bir
kiilttirel bitiin olarak degil, farkli teorik ve entelektiiel ¢evreler arasindaki iligkilerin uzun
erimli bicimde aragtirilabilecegi bir tarih yazimsal 6lgek olarak ele alinmaktadir. Incelenen
literatiirde koken ve aidiyet tartigmalari, makam-gkhos ve teorik sistem kargilagtirmalari ile
notasyon, repertuvar, arsiv ve ¢ok dilli aktarim caligmalar1 belirgin aragtirma eksenleri
olarak 6ne ¢ikmaktadir. Makalenin 6nerisi, bu birikimi “miizik bilgisinin entelektiiel
tarihi” gercevesinde yeniden diigtinerek teorik problemlerin farkli metinsel, dilsel,
pedagojik ve kurumsal cevrelerde nasil aktarildigini, doniistiirtildigiini ve yeniden
kavramsallagtirildigini aragtirmaktir. Geg Bizans miizik teorisyeni Manuel Bryennios’un
Harmonika’si, Bizans klasik harmonik bilimi ile Orta Cag Islam nazariyatinda kargilagilan
teorik problemler tizerinden bu yaklagimin imkanlarini somutlagtirmaktadir. Buradaki
kargilagtirma, Bizans’tan Islam diinyasina ya da Osmanli nazariyatina kesintisiz bir aktarim
2822-3195 / © 2026 TM zinciri kurmayt amaglamaz. Bunun yerine Feldman’in a¢ug aragtirma ufkunun Dogu
Geng Bilge Yaymcilik tarafindan Akdeniz’de miuzik bilgisinin daha uzun erimli entelektiiel tarihine dogru nasil
yaymnlanmakta olup, agik erigim, genigletilebilecegini tartigir. Boylece, stireklilik kadar dontigtim, ayrigma ve yeniden
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Girig
Osmanli-Ttirk miizigi tarihini hangi kaynaklarla yazdigimiz kadar, bu kaynaklarin birbirleriyle nasil iligkilendirildigi de
tarih yaziminin sinirlaring belirler. Son yillarda farklt notasyon geleneklerine, ¢ok dilli miizik ¢evrelerine ve daha 6nce

sinurl 6l¢tide degerlendirilen argiv malzemelerine yonelen ¢aligmalar, bu sinirlarin giderek genigledigini gostermektedir.
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K. A. Psachos arsivindeki Osmanli-Tiirk miizigi belgelerinin incelenmesi, Rumca-Karamanlica makam muzigi
yayinlarinin epistemik aktarim agisindan degerlendirilmesi ve Bizans-sonrasi” Rum Ortodoks teorisyenlerin Osmanli
makam sistemiyle iligkilerinin yeniden ele alinmasi, Osmanli miizik tarihinin yalnizca repertuvar ve besteciler tizerinden
degil, farkli metinler, notasyon sistemleri, aktdrler ve bilgi pratikleri tizerinden de yazilabilecegini ortaya koymaktadir
(Chaldzaki, 2022; Dogan & Colakoglu Sar1, 2023; Dogan, 2024; Pappas, 1997, 2007; $ahin vd., 2018).

Walter Feldman’in Osmanli-Ttirk miizigi arastirmalarindaki 6nemi bu doniigiim i¢inde 6zel bir yerde durmaktadir.
Feldman’in katkisini yalnizca gérantir kildigr yeni tarihsel kaynaklarda veya belirli repertuvarlar hakkinda trettigi
bilgilerde aramak yeterli degildir. Onun ¢alismalarinda Osmanlt miizigi; yazili kaynaklar, icra pratikleri, kurumlar,
repertuvarlar, farkli topluluklardan aktdrler ve kiltiirel otorite bigimleri arasindaki iligkiler i¢inde sekillenen tarihsel bir
alan olarak ele alinir (Erol, 2015; Feldman, 1990/1991, 2015, 2022, 2024). Ali Utki’den Kantemiroglu’na, Mevlevi
cevrelerinden Rum Ortodoks teorisyenlere uzanan farklt kaynak ve aktdrleri ayni tarihsel problem iginde
iliskilendirmesi, Feldman’in Osmanli miizigi tarih yazimina yaptigr temel katkilardan biridir.

Bu aragtirma pratiginin arkasinda, Feldman’in tarihsel degisimi nasil kavradigint gésteren bazi belirgin kavramsal
yonelimler bulunmaktadir. Rifa‘at Ali Abou-El-Haj’a referansla kullandigt locally generated modernity kavrami,
Osmanli muzigindeki dontigiimi kesintisiz bir gelenek anlatis1 veya yalnizca dig etkiler Gizerinden agiklamak yerine,
stirekliliklerle tarihsel kirilmalari birlikte dikkate almasina ve 6zellikle 1670-1710 dolaylarinda ortaya ¢ikan yeni
Osmanli mizik sentezini yerel aktorlitk ve dontigtim siiregleri icinde degerlendirmesine imkin vermektedir (Feldman,
2019, ss. 173-176). Benzer bi¢imde cultural authority ve authenticity Gzerine gelistirdigi tartigmalar, repertuvar
aktarimint besteci atiflari, tarihsel soy anlatlart ve kiiltiirel megruiyet bicimleriyle birlikte ele almakta; klasik
repertuvarin - Osmanlt ve Cumbhuriyet donemlerinde farkli tarihsel ve ideolojik cergeveler icinde nasil
anlamlandirildigini géstermektedir (Feldman, 1990/1991, ss. 84-105). Feldman’in yaklasiminda belge, repertuvar ve
teori boylece yalnizca ge¢misten kalan malzemeler degil, tarihsel otoritenin tretildigi ve yeniden tanimlandigs alanlar
haline gelmektedir.

Bu ¢aligmada “Dogu Akdeniz”, sinirlart sabit ve kiiltiirel bakimdan homojen bir cografi biitiin olarak degil, farklt
siyasal, dinsel, dilsel ve entelektiiel ¢evreler arasindaki iligkileri birlikte diigiinmeye imkin veren tarih yazimsal bir
inceleme 6lgegi olarak kullanilmaktadir. Bizans ve Orta Cag Dogu Akdeniz tarihgisi Catherine Holmes (2012, ss. 1,
23-25), ge¢ Orta Cag Dogu Akdeniz’ini -pargalt ve akigkan yapilara ragmen- tarihsel bir aragtrma alant olarak ele
alirken, bolgenin gegirgen sinirlarina, dig diinyalarla kurdugu iliskilere ve yerel farkliliklarin karsilagtirmali bicimde
incelenmesi geregine dikkat ¢ekmektedir. Bizans, kiltiir ve Ortadogu ¢alismalart alanlarindan gelen Dimiter Angelov,
Yota Batsaki ve Sahar Bazzaz ise (2013, ss. 1-4), Bizans ve Osmanli diinyalarint Dogu Akdeniz mekin: i¢inde
diyakronik ve kargilastirmalr olarak dusiiniirken, bolgeyi tekil bir cografyadan ziyade farkli tarihsel deneyimlerce
tretilmis “cogul cografyalar” tizerinden ele almaktadir. Orta Cag Bizans ¢aligmalarindaki daha giincel yonelimler de
Bizans’1 yalnizca Yunanca, Konstantinopolis ve imparatorlugun siyasal sinirlariyla 6zdeslestiren ¢erceveyi sorgulayarak
¢ok merkezli, ¢ok dilli ve ¢ok inanglt bir aragtirma alani 6nermekte; insanlarin, metinlerin ve fikirlerin siyasal ve dilsel
sinurlar arasindaki dolagimini bu alanin temel sorunlarindan biri hiline getirmektedir (Johnson, 2024, ss. 5-8). Burada
amag, Bizans, Orta Cag Islam, Rum Ortodoks ve Osmanli teorik geleneklerini tek bir “Dogu Akdeniz muzik kiilttiri”
icinde eritmek degil, aralarindaki belirli metinsel, kavramsal, kurumsal ve pedagojik iliskileri uzun erimli olarak
inceleyebilecek bir tarih yazimsal 6lgek olusturmakir.

Burada onerebilecegimiz tarih yazimsal 6lgek, Feldman’n Osmanli mizigini farklt kaynak tiirleri, aktorler ve
tarihsel baglamlar arasindaki iligkiler Gizerinden ele alan yaklagimini daha genis bir entelektiiel tarih problemi igine
yerlestirmeye imkin vermektedir. Osmanli déneminde Dogu Akdeniz’in 6nemli bir béliimii ortak bir siyasal cografya
icinde yer almakla birlikte, bu alan dilsel, dinsel, kurumsal ve 6zellikle epistemik bakimdan ¢ok sayida yerel ¢evreyi
barindirmaktaydi. Ge¢ Osmanli Anadolu’sunun gorsel kiiltiirii izerine yapilan ¢aligmalar da bu ¢ogullugun farklt

topluluklarin, dolagim aglarinin ve yerel tiretim gevrelerinin kesisimi i¢inde bigimlendigini gostermektedir (Yandim

? Bu galismada “Bizans” terimi, uluslararast Bizans aragtirmalarindaki yerlesik tarih yazimsal kullanima uygun olarak, Dogu Roma 1mparat0rlugu ve onun tarihsel-
kiiltiirel diinyasini ifade etmek tizere kullanilmaktadir.
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Aydin, 2021, ss. 119-123). Dolayisiyla burada 6nerilen genigleme, Osmanli miizigini bu ¢ogullugun disinda degil, tam
tersine onun i¢inde olugan ve dolagima giren bir bilgi alan1 olarak ele almaktadir. Feldman’in repertuvar, notasyon,
kurum, icra ve farkli topluluklardan aktorler/kiltiirler arasinda kurdugu tarihsel iligkiler, boylece miizik bilgisinin
hangi metinler, diller, egitim ¢evreleri ve kurumsal yapilar arasinda tiretildigi, aktarildigs ve yeniden kavramsallagtirildigs
sorusuna dogru genisletilmektedir. Daha uzun erimli Dogu Akdeniz 6l¢egi ise, Antik Yunan’dan devralinan klasik
Bizans harmonik bilimi® ile Orta Cag Islam nazariyatin1 Osmanlt teorisinin dogrusal onciilleri olarak
konumlandirmadan, ayni1 ve komgu cografyalarda benzer miiziksel problemlerin farkl: bilgi gelenekleri i¢inde nasil ele
alindigin1 kargilagtirmaya imkan vermektedir. Bu anlamda “Feldman’dan Dogu Akdeniz’e” yonelisi, Osmanli-Ttirk
miizigi tarihinden uzaklagmay: degil, bu tarihi i¢cinde gekillendigi daha genis ve gegirgen entelektiiel cografya icinde
yeniden dl¢eklendirmeyi ifade etmektedir.

Eski Yunan, Bizans, Bizans-sonrasi ve Osmanli-Ttrk miizik gelenekleri arasindaki iligkiler Gizerine 6nemli bir
literatiir bulunmaktadir. Bu iligkiler; kéken ve milli aidiyet tartigmalarindan teorik sistemlerin karsilagtirilmasina,
makam-ékhos iligkilerinden notasyon ve repertuvar aktarimina kadar farkli agilardan incelenmistir (Arel, 1997, ss. 16—
19; Tura, 2018, ss. 404—422; Feyzi, 2017, ss. 261-294; Sahin vd., 2018, ss. 115-124). Rumca-Karamanlica yayinlar
tzerine yapilan caligmalar bu alani epistemik aktarim ve 6zgiinlitk meselesine kadar genigletmis; arsiv ve notasyon
¢aligmalart ise miuziksel bilginin farkli topluluklar arasinda nasil aktarildigina iliskin 6nemli malzemeler ortaya
koymugtur (Chaldzaki, 2022; Dogan & Colakoglu Sari, 2023; Dogan, 2024). Gezek’in (2006) Fener Patrikhanesi
ilahilerinde “Istanbul Tavri”ni melodik, ritmik ve modal agidan inceleyen yiiksek lisans tezi de Tiirkiye’de Bizans
miizigi tizerine yapilmis az sayidaki lisansiistii calismadan biri olarak dikkat ¢eker. Bununla birlikte bu ¢aligma
kapsaminda incelenen literatiirde klasik Bizans harmonik bilimi, Orta Cag Islam nazariyat gelenegi ve Osmanli/Bizans-
sonrast teorik kaynaklari uzun erimli bir miizik bilgisi tarihi iginde birlikte ele alan; teorik problemlerin, kavramlarin ve
bilgi pratiklerinin farkli metinsel, egitimsel ve kurumsal ¢evrelerde nasil yeniden tretildigini arastiran ¢aligmalar sinurls
kalmugtir.

Burada onerilen genigleme, soz konusu gelenekler arasinda yeni bir kéken zinciri kurmayr amaglamamaktadir.
Bunun yerine makale, “miizik bilgisinin entelektiiel tarihi” olarak adlandirilabilecek bir bakis agisindan hareket
etmektedir. Bu ifadeyle miizik yalnizca icra edilen veya aktarilan bir repertuvar olarak degil; hakkinda distintlen,
yazilan, siniflandirilan, 6gretilen ve farkli tarihsel ¢evrelerde megrulastirilan bir bilgi alani olarak ele alinmaktadir. Bizans
harmoniginin matematik ve felsefeyle iliskili bir bilim olarak yiiksek egitim i¢indeki konumu, miizik bilgisinin bu
tiirden bir tarihinin erken 6rneklerinden birini sunmaktadir (Benakis, 2018, ss. 98—103).

Bu ¢er¢evede miizik bilgisinin dolagimy, filolojik aktarim ve kavramsal yeniden tiretim birbirinin yerine kullanilan
ifadeler degildir. Miizik bilgisinin dolagimi, teorik ve pratik bilginin farkls kisiler, topluluklar, metinler ve kurumlar
arasinda hareketini ifade eden daha genis bir stireci belirtmektedir. Filolojik aktarim, bu stirecin 6zellikle metinler,
diller, terminolojiler, yazmalar ve geviri pratikleri tizerinden izlenebilen boyutuna isaret eder. Kavramsal yeniden
tretim ise bir teorik kategorinin bagka bir tarihsel cevreye degismeden taginmasindan ¢ok, benzer bir miiziksel
problemin yeni bir terminoloji, siniflandirma sistemi veya epistemik ¢erceve iginde yeniden tanimlanmasint ifade
etmektedir. Klasik filoloji kokenli Bizantinist Baukje van den Berg ile bilim tarihgisi Divna Manolova (2022, ss. 1-4),
Orta Cag Bizans entelektiiel kiltiirinde Antik Yunan metinlerinin yalnizca korunmadiging; egitim, yorum ve serh
pratikleri icinde yeniden okunarak farkli donemlerin entelektiiel ve sosyokiiltiirel ihtiyaglar1 dogrultusunda yeniden
anlamlandirildigini géstermektedir. Eserin kendisi de Komnenos ve Palaiologos dénemlerindeki yorum literatiiriinii
bilgi aktarimi, 6gretim ve antik entelektiiel mirasla kurulan iligki baglaminda konumlandirmaktadir. Benzer bir
yaklagim Bizans muzik teorisi alaninda da ortaya ¢ikmaya baglamugtir. Daha 6nceleri miizik teorisi alanindaki ¢aligmalar,

Antik Yunan mirasinin Orta Cag Bizans’taki siirekliligini (hatta zaman zaman Antik metinlerin elestirisini), 6gretim
g g $ 25

? Yedi liberal sanatin bir pargast olarak Kuadrivium’a bagli matematiksel bilimlerden harmonik-bilimi, miizigin matematiksel-felsefi bir ydnden incelenmesini konu
edinmektedir. Burada “harmonik bilim” ile miizigi ncelikle icra veya littirjik iglev tizerinden degil; araliklar, oranlar, cinsler, diziler, perde sistemleri ve bunlarin
matematiksel-felsefi-kozmolojik agiklamalari tizerinden ele alan teorik gelenek kastedilmektedir. Harmonigin Bizans yiiksek egitiminde matematiksel bir bilim
olarak konumu igin bkz. Benakis (2018, ss. 98—100) ve Yalinkilig (2026). Antik Yunan harmonik bilimi ve bu gelenegin Bizans’taki alimlanug: i¢in ayrica bkz. Barker
(1989, 2007), Mathiesen (1983) ve Richter (1998).
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baglamlarini ve metinsel aktarimini ortaya koymusgtur (Benakis, 2018, ss. 98—103; Weddigen, 2020). Daha yakin tarihli
¢alismalar ise bu aktarimin Bizans miizik pratigiyle kurdugu iliskiye de dikkat ¢ekmektedir. Varelas (2024, s. 21),
Bizanstaki miizik teori eserlerini, Antik Cag miizik teorisi ile Bizans miizik pratigi ve icrasinin kargilagtig1 bir metin
olarak degerlendirmektedir. Bu ¢alismanin da dayandig1 yeni yorumlama hatti ise s6z konusu iligkiyi bir adim daha ileri
tagtyarak miizik bilgisinin farkli kurumsal ve epistemik ¢evrelerde nasil yeniden tretildigi sorusunu giindeme
getirmektedir (Yalinkilig, 2026). Dolayisiyla klasik filoloji ve bilim tarihinde giindeme getirilen -ve daha sonra Bizans
mizik teorisinde de kargilagilan- bu perspektif, Osmanli-Ttirk miizigi tarih yazimi agisindan da benzer bir agilimi
miimkin kilabilir: Antik Yunan, Bizans, Bizans-sonrast Rum Ortodoks ve Osmanlt teorik metinlerini dogrusal bir
koken zincirinin halkalart olarak degil, miiziksel problemlerin farkls tarihsel ¢evrelerde nasil aktarildigini, yeniden
tanimlandigini (yeniden digiiniildigi ve tretildigi) ve baska bilgi sistemleri i¢ine yerlestirildigini aragtirmaya imkan
veren kaynaklar olarak birlikte degerlendirmek. Bu nedenle cins/genos, mod veya ékhos, makam, perde sistemi ve
melodik hareket gibi kavramlarin farklt dénemlerde yan yana getirilmesi, bunlarin tarih boyunca ayni anlami tagidig
varsayimina dayanmaz. Terminolojik benzerlik ile kavramsal 6zdeglik; karsilagtirilabilir teorik problem ile belgelenmis
tarihsel aktarim birbirinden ayrilmalidir.

Bu ayrim, makalenin Feldman’dan hareketle yapugr miidahalenin sinirini da belirlemektedir. Feldman, Rum
Ortodoks miizisyenlerin ve teorisyenlerin Osmanlt miizik yasamindaki roliind, farkli notasyon geleneklerini ve
Osmanli makam sistemiyle Bizans-sonrast teorik ¢evreler arasindaki temaslar1 dogrudan ele almaktadir. Dolayistyla bu
¢alismanin katkisi, bu etkilegim alanintilk kez gértintir kilmak degildir. Makalenin temel 6nerisi, Feldman’in Osmanlt
donemi kaynaklari ve aktorleri tizerinden igaret ettigi bu alani klasik Bizans harmonik bilimi, Orta Cag Islam nazariyat
gelenegi, filolojik aktarim ve kavramsal yeniden tiretim meselelerine dogru genisleterek Dogu Akdeniz’de miizik
bilgisinin uzun erimli entelektiiel tarihini Osmanli-Ttirk miizigi aragtirmalart icin daha belirgin bir aragtirma problemi
haline getirmektir. Geg Bizans déneminde Manuel Bryennios un (Mavovid Bpvévvios/Manouél Bryennios; ¢. 1275—
1340) Harmonika’st ilerleyen boliimde bu yaklasimin tarihsel bir stirekliligi kanitlamak icin degil, hangi yeni
kargilagtirmal sorulart mtimkiin kilabilecegini somutlagtirmak amaciyla ele alinacakur.

Bu noktada makaleyi yonlendiren temel soru sudur: Feldman’in Osmanli-Tirk muzigi tarih yaziminda agugt
aragtirma ufku, Dogu Akdeniz’in teorik ve entelektiiel miizik mirasint incelemek tizere nasil genigletilebilir? Bu soru,
bir yandan Feldman’in farkli kaynak tarleri, kiilttirel aktorler, kurumlar, icra pratikleri ve kiltiirel otorite bigimleri
arasinda kurdugu iligkilerin tarih yazimsal sonuglarini; diger yandan Bizans, Orta Cag Islam, Bizans-sonrast Rum
Ortodoks ve Osmanli teorik geleneklerinin bu ¢er¢evede hangi yeni karsilagtirmali sorulara konu edilebilecegini
gindeme getirmektedir. Caligma bu nedenle Feldman’in Osmanlt miizigine iliskin baglica yaymlariyla, s6z konusu
teorik geleneklere iliskin secilmis literatiiri kargilagtirmali ve tarih yazimsal bir okumayla degerlendirmektedir.
Oncelikle Feldman’in Osmanli-Tiirk miizigi i¢in agtig1 aragtirma ufku ele alinacak; ardindan Dogu Akdeniz’in teorik
ve entelektiiel mirasinin bu ufuk i¢indeki yeri tartisilacak ve son olarak bu yaklasimin ortaya ¢ikarabilecegi yeni

aragtirma alanlari degerlendirilecektir.

Yontem
Bu ¢aligma, tarih yazimsal ve kavramsal bir dokiiman incelemesine dayanmaktadir. Incelemenin temel kaynak grubunu
Walter Feldman’in Osmanlt miiziginin repertuvari, yazilt kaynaklari, tarihsel dontigtimi, kiiltiirel otorite big¢imleri,
kurumsal ve icrasal gevreleri ile teorik yapilart {izerine baglica galismalart olusturmaktadir. Tkinci kaynak grubu ise klasik
Bizans harmonik bilimi, Orta Cag Islam miizik nazariyati, Bizans ve Bizans-sonrast Rum Ortodoks teorik kaynaklari,
makam-ékhos iligkileri, cok dilli miizik ¢evreleri ve bu alanlara iligkin Ttrkiye merkezli literatiirden secilmis ¢aligmalar
kapsamaktadir. Kaynaklar, makalenin yonlendirici sorusuyla dogrudan iligkileri ve farklt teorik gelenekler arasinda
kurulabilecek tarih yazimsal kargilastirmalari aydinlatma kapasiteleri esas aliarak se¢ilmistir. Bu nedenle ¢aligma, s6z
konusu alanlardaki biittin yayinlart kapsamayr amaglayan sistematik bir literatiir taramasi veya bibliyometrik inceleme

niteliginde degildir.
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Kaynaklarin incelenmesi iki iligkili diizlemde ytrttilmasgtir. 11k olarak Feldman’in calismalarinda yazili kaynaklar,
repertuvarlar, aktorler, kurumlar, icra pratikleri, kiiltiirel otorite ve tarihsel dontigiim arasinda nasil iligkiler kuruldugu
degerlendirilmistir. Bu okumada Feldman’in dogrudan ileri siirdiigii goriisler ile onun aragtirma pratiginden hareketle
bu makalede gelistirilen tarih yazimsal ¢ikarimlarin birbirinden ayrilmasina 6zellikle dikkat edilmistir. Ikinci olarak
Bizans, Orta Cag Islam, Bizans-sonrast Rum Ortodoks ve Osmanli- Tiirk miizik teorilerine iliskin se¢ilmis caligmalar;
teorik problemlerin farklt metinsel, dilsel, egitimsel ve kurumsal ¢evrelerde nasil tanimlandigy, aktarildigr ve yeniden
kavramsallagturildigr agisindan kargilagtirmali olarak ele alinmugtir. Bu gergevede kaynak ve aktor gesitliligi, teori ile icra
arasindaki iligki, ¢cok dillilik ve notasyon gelenekleri, filolojik aktarim, kavramsal yeniden tiretim ve miizik bilgisinin
dolagimi incelemenin baglica odaklarini olusturmugtur.

Kargilastirmanin amaci, incelenen teorik gelenekler arasinda dogrusal bir kéken veya tek yonli etki zinciri
kurmak degildir. Benzer ya da kargilastirilabilir miiziksel problemlerin farkls tarihsel ¢evrelerde hangi kavramsal dillerle
ifade edildigini ve hangi bilgi yapilar1 i¢inde anlamlandirildigini goriintir kilmak amaglanmistir. Manuel Bryennios’un
Harmonika adli eseri de Bizans ile Osmanli teorik gelenekleri arasinda burada 6nerilen miizik bilgisinin ve entelektiiel
tarih yaklagiminin hangi kargilagtirmali sorulari miimkiin kilabilecegini somutlagtiran analitik bir 6rnek olarak

degerlendirilmistir.

Bulgular ve Tartigma
Incelenen kaynaklar, Feldman’in Osmanli-Tiirk miizigi tarih yazimina yaptgi katkinin tek bir yéntem veya kavramla
aciklanamayacagini gostermektedir. Feldman kiilliyatinda yazilt ve sozlii aktarim, repertuvar, notasyon, kurumsal
cevreler, icra pratikleri ve kiltiirel otorite farkl: ¢aligmalarda degisen agirliklarla ele alinmakta; bu unsurlar tarihsel
dontigimiin birbirine bagli parcalari olarak degerlendirilmektedir. Bu bélimiin ilk kisminda s6z konusu aragtirma
pratiginin Feldman’in metinlerinde nasil somutlagtigy, ilgili kaynaklar tizerinden gosterilmektedir.

Ikinci agamada, Eski Yunan, Bizans, Bizans-sonrast Rum Ortodoks ve Osmanli-Ttirk miizik gelenekleri arasindaki
iliskilere yonelik seilmig literatiiriin hangi aragtirma eksenlerinde yogunlastigt degerlendirilmektedir. Incelenen
¢alismalar koken ve aidiyet tartigmalarindan makam-ékhos ve teorik sistem kargilastirmalarina, notasyon ve repertuvar
incelemelerinden epistemik aktarim meselelerine kadar genis bir birikime isaret etmektedir. Bu birikimden hareketle
makalenin son agamasinda yapilan sey, kaynaklarin dogrudan kanitlamadigs bir tarihsel aktarim zinciri kurmak degil;
klasik Bizans harmonik bilimi, Orta Cag Islam nazariyat1 ve Osmanli/Bizans-sonrasi teorik kaynaklarinin uzun erimli
bir mizik bilgisi tarihi i¢inde birlikte incelenmesinin hangi yeni sorulart mtimkiin kilabilecegini tartigmaktir. Boylece
agagidaki boliimlerde kaynaklarda dogrudan gézlenebilen tarihsel iligkiler, literatiirde ileri stirtilen kargilagtirma ve etki

iddialar ile bu makalede gelistirilen tarih yazimsal 6neri birbirinden ayrilarak ele alinmaktadir.

Walter Feldman’in Osmanli-Tiirk Miizigi igin Ag¢tig1 Arastirma Ufku

Feldman kiilliyatinda bu aragtirma pratigi, farkli kaynak kategorilerinin ayni tarihsel problem etrafinda
iliskilendirilmesinde somutlagir. Repertuvarin tarihsel otoritesi ve aktarimina iligkin tartgmalarinda yazili ve sézli
kaynaklart kalttirel megruiyet sorunuyla birlikte ele alirken (Feldman, 1990/1991), Ali Utki ve XVIL yiizyil
repertuvarina iligkin incelemesinde notasyon, tarihsel repertuvar, ¢ok dilli aktérler ve daha genis kiiltiirel dontigimler
arasinda iligki kurar. Ali Ufki’nin notasyonlart bu bakimdan yalnizca eski bir repertuvarin kayd: degil, Osmanli
miizigine ait en erken kapsamli notasyon kiilliyat1 olarak daha sonra belirgin bir Osmanli miizik kiiltiirtine déntigecek
yapinin erken evrelerini gériiniir kilan kaynaklardir (Feldman, 2015, ss. 91-93).* Kantemiroglu'nun Kitdbi llmi’l-
miisiki ald vechi’l-burdifit adli eseri ise makam sisteminin siniflandirilmasi, taksimin makamlar arasindaki iligkileri ve
modiilasyonu goriiniir kilan bir icra alani olarak kavranmasi ve daha sonra seyir olarak adlandirilacak kodifiye melodik

ilerleyisin erken bir yazili kaynagini olugturmasi bakimindan merkezi bir belge niteligindedir (Feldman, 1993, ss. 4-6;

* Ali Ufk?’nin ¢ok dilli bir terciiman, saray miizisyeni ve Avrupa cevreleriyle iligkili bir aktdr olmast da bu yazilt kaynaklarin farkl dilsel ve kiiltiirel cevrelerin
kesisiminde tiretildigini gostermektedir (Feldman, 2015, s. 91). Bununla birlikte Feldman (2019, ss. 178-179), Ali Ufki’nin notasyonunun Osmanl diinyasindaki
sonraki notasyon sistemleri tizerinde dogrudan etkili olmadigini 6zellikle belirtmektedir.
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Feldman, 2024, ss. 258-305). Bu 6rnekler, Feldman’in kaynak ¢esitliligini belge saysini artirmak icin degil, yazili ve
s6zlti aktarim, teori ve icra, repertuvar ve siniflandirma arasindaki iligkileri tarihsel olarak ¢6ziimlemek i¢in kullandigint
gostermektedir.

Bu aragtirma pratigi saray ¢evresiyle sinirlt degildir. Feldman’in Mevlevi miizigi tizerine ¢aligmalari, Osmanli-Ttrk
mizigini kurum, ritiel, siir, tasavvuf ve performans estetigi arasindaki iligkiler icinde ele aldigini gostermektedir.
Mevlevi ayini bu ¢ergevede yalnizca dini veya mistik bir téren miizigi olarak degil; makam, usdl, siirsel yaps, selamlarin
ritiiel akist ve s6zli aktarim iginde bigimlenen bir kompozisyon gelenegi olarak degerlendirilmekte; Mevlevi miizik
tarihi tarikatin sosyal ve kurumsal tarihi, mizik séylemi ve kiiltiirel aktarim stiregleriyle birlikte okunmaktadir
(Feldman, 2022, s. xvii, ss. 135-136, 162-217).

Benzer bir tarihsel doniisiim perspektifi Feldman’in Osmanlt miizigini daha eski Persianate kiltiir diinyastyla
iliskilendirme bi¢iminde goriiliir. Bu iligki dogrusal bir devamlilik olarak degil; repertuvar kayiplari, yeniden aktarimlar
ve XVIIL yiizyil boyunca ortaya ¢ikan yeni modal, ritmik, icrasal ve toplumsal Sriintiiler izerinden ele alinmakeadir
(Feldman, 2015, ss. 87-98, 134-138; Feldman, 2019, ss. 173-176). Bunun somut bir &rnegi, Hafiz Post
antolojisindeki Merigi’ye atfedilen Rast kavl-i mubtesemdir. Feldman, Wright'in kargilastirmasina dayanarak eserin
melodik tslubunun Ali Ufki ve Kantemiroglu'nda belgelenen XVII. yiizyil tslubuyla yakinlik gosterdigini ve
kullanilan ustlin de XVII. yiizyildaki morfolojik 6zelliklerini korudugunu belirtir. Bu durum, “Merigi”
repertuvarinin daha eski bir repertuvarin degismeden devamindan ziyade, XVII. ytizyilda hizla klasik statiisii kazanan
bir repertuvar olarak degerlendirilmesini desteklemektedir (Feldman, 2015, ss. 132-133). B&ylece tarihsel stireklilik
kadar kopus, yeniden 6rgiitlenme ve yerel doniisiim de Osmanli miizigi tarihinin agiklayici unsurlari haline gelir.

Feldman’in kaynak alant Bizans-sonrast Rum Ortodoks teorik ¢evrelere de dogrudan uzanir. XVIII. yiizyilin ilk
yarisinda Panagiotis Chalatzoglou (Halagoglu) ve Kyrillos Marmarinos tarafindan Yunanca kaleme alinan teorik
metinleri, Bizans ékhoslart ile Osmanli makamlarinin karsilagtirildigr ve Rum kantorlarla ruhban ¢evrelerinin daha
genis Osmanli sekiiler miizik alaniyla iligkisini belgeleyen kaynaklar olarak degerlendirir (Feldman, 2024, ss. 23-24).
Feldman ayrica yeni Osmanli mizik tislubunun olusumunu degerlendirirken Rum Ortodoks bestecilerin saray
miizigine katilimini ve Tiirk bestecilerin Bizans miizigine ait bazi1 6zellikleri benimsemelerini de dikkate alir (Feldman,
2019, s. 177). Dolaysiyla bu makalenin 6nerdigi Dogu Akdeniz agilimi Feldman’in ¢aligmalarindan bagimsiz bir
aragtirma alan1 degildir; onun dogrudan temas ettigi tarihsel iligkileri, miizik bilgisinin daha uzun erimli teorik ve
entelektiiel tarihi yontinde genisletmektedir.

Dogu Akdeniz’in Entelektiiel Miras1 Bu Ufkun Neresinde?

Feldman’in Osmanli-Ttirk miizigi arasurmalart igin agtigi ufuk, Dogu Akdeniz’in teorik ve entelektiiel mirast
dikkate alindiginda daha da genisletilebilir. Osmanli muizigini aktorler, yazmalar, kurumlar, repertuvarlar ve icra
cevreleri tizerinden ele almak, mevcut kaynak havuzunu genisletmekten daha fazlasini gerektirir. Feldman’in farkli
aktorleri, teorik metinleri, notasyon geleneklerini ve kurumsal ¢evreleri ayni tarihsel siire i¢inde degerlendirmesi bu
yonde 6nemli bir baglangic noktast sunmaktadir (Feldman, 2019, ss. 176-179; Feldman, 2024, ss. 16-24). Bu
bakimdan Dogu Akdeniz, Osmanl-Tiirk miizigi tarih yazimi i¢in yalnizca bir cografi baglam degil, miizik izerine
diginme bigimlerinin tiretildigi, aktarildig: ve farkli tarihsel ¢evrelerde yeniden tanimlandig bir entelektiiel alan olarak
da degerlendirilmelidir.

Ttrkiye merkezli literattirde Eski Yunan, Bizans ve Osmanli-Ttirk miizigi arasindaki iligkiler uzun siiredir farkli
aragtirma problemleri tizerinden ele alinmaktadir. Hiseyin Sadettin Arel'in 1927’de verdigi konferansta Tirk
musikisinin Bizans, Acem veya Arap musikisiyle 6zdeslestirilmesine agik bigimde karst ¢ikmasi, erken Cumhuriyet
donemi milli aidiyet ve koken tartigmalarinin belirgin 6rneklerinden biridir (Arel, 1997, ss. 16-19). Rauf Yekta Bey’in
Yunan ve Bizans miizigine yaklagimi ise daha karsilagtirmali bir zeminde degerlendirilebilir; Pappas’in ¢aligmast,
Yekta’nin kilise musikisi, Yunan miizigi ¢evreleri ve eski Yunan-Bizans nazariyatina ilgisini Ttrk miizigi teorisiyle
iliskilendirmesi bakimindan 6nemlidir (Pappas, 2024, ss. 137-156). Daha sonraki literatiirde Bardak¢r’nin Bizans
notasyonuyla kaydedilmis Ttirk sarkilarini ele alan ¢aligmast ile Chaldzaki’nin K. A. Psachos arsivindeki Osmanli-Tiirk

miizigi belgelerine iligskin incelemesi notasyon, repertuvar ve arsiv merkezli aragtirmalarin 6rneklerini olustururken
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(Bardakg1, 1993; Chaldzaki, 2022), Tura’nin Eski Yunan, Bizans ve Tirk miizik kuramlari arasindaki iligkileri
tartigmast ve Feyzi’nin Tanzimat doneminde Tirk mizigi ile Bizans miizigi arasindaki kuramsal benzerlikleri
incelemesi kargilagtirmali teori alismalarinin bagka bir hattini temsil etmektedir (Feyzi, 2017, ss. 261-294; Tura, 2018,
ss. 404—422). Rumca-Karamanlica yayinlara iligkin ¢aligmalar ise notasyon, terminoloji, teori ve repertuvar meselelerini
epistemik aktarim ve zgiinliik sorunlariyla iliskilendirerek bu literatiirii farklt bir yénde genisletmistir (Dogan &
Colakoglu Sar1, 2023, ss. 124-154; Dogan, 2024).

Bu ¢aligmalar birlikte degerlendirildiginde, incelenen literattirde G¢ belirgin aragtirma ekseni 6ne ¢tkmaktadir:
koken ve tarihsel aidiyet tartigmalar; makam-ékhos ve teorik sistemler bagta olmak tizere kargilastirmalt kuram
¢alismalari; notasyon, repertuvar, arsiv ve ¢ok dilli aktarim incelemeleri. Bu birikim, Bizans ve Osmanli-Ttirk miizik
iligkilerinin aragtirilmamug bir alan olmadigint agik¢a géstermektedir. Burada 6nerilen agilim ise s6z konusu aragtirma
eksenlerini, teorik problemlerin ve miizik bilgisinin farkls tarihsel ¢evrelerdeki tiretim, aktarim ve déntigimiint izleyen
daha uzun erimli bir entelektiiel tarih sorusuyla iligkilendirmeketir.

Bu agidan Bizans ve Bizans-sonrasi gelenekleri yalnizca repertuvar, icra veya notasyon tizerinden degerlendirmek
yeterli degildir. Kilise musikisi, neumatik notasyon, Rum Ortodoks mizisyenler, patrikhane ¢evreleri, makam-ékhos
kargilagtirmalar1 ve notaya gecirilmis repertuvarlar Osmanli miuzigiyle iligkili arasurmalarda kugkusuz 6nemli
bagliklardir (Beaton, 1980; Erol, 2015; Wellesz, 1962; Zannos, 1994). Ancak miiziksel iliskiler repertuvar ve icranin
dolagimiyla sinirli degildir. Bizans 6rneginde Antik Yunan teorik mirasinin metinsel aktarimi ve egitim i¢indeki
stirekliligi, miizik bilgisinin farkls tarihsel ¢evrelerdeki varliginin bagka bir boyutunu olugturmaktadir (Benakis, 2018,
ss. 98-103; Yalinkilig & Giiray, 2023, ss. 228-230). Bu mirasin farkli kurumsal ve epistemik ¢evrelerde nasil yeniden
tiretildigi sorusu ise daha yeni bir yorumlama hattint olugturmaktadir (Yalinkilig, 2026). Dolayisiyla Dogu Akdeniz,
yalnizca seslerin ve repertuvarlarin kargilastigt bir saha olarak degil, miizik bilgisinin farklt kavramsal diller icinde
tiretildigi bir alan olarak da ele alinabilir.

Bizans muzik bilgisinin kendisi de tekil ve yekpare bir gelenek olarak diisiintilmemelidir. Bizans entelektiiel
cevrelerinde harmonik bilim, kxzadrivium i¢inde matematiksel bir disiplin olarak yiiksek 6grenimle iliskiliyken, psaltik
gelenek litiirjik icra, pedagojik aktarim ve bestecilik pratigiyle baglantil farkli bir bilgi alant olusturmugtur. Bu ayrim,
iki alanin birbirinden biitiintiyle kopuk oldugu anlamna gelmez. Ozellikle ge¢ Bizans kaynaklari, harmonik ve psaltik
distincenin farklt kurumsal ve epistemik ¢ergevelerde tiretiimekle birlikte kavram, terminoloji ve miiziksel diiginme
bi¢imleri bakimindan kesisebildigini gostermektedir (Yalinkilig, 2026). Bu ¢ogulluk, Bizans miizik mirasint yalnizca
kilise miizigi veya tek bir teorik sistem {izerinden degerlendirmenin sinirlarini da ortaya koymaktadir.” Bu teorik alant
daha genis Dogu Akdeniz baglaminda diigtinmek, Orta Cag Islam miizik nazariyatini da degerlendirmeye dahil etmeyi
gerektirir. Antik Yunan harmonik mirasinin Kindi, Farabi, Ibn Sin4 ve daha sonraki teorisyenlerin ¢aligmalarinda farklt
terminolojik ve sistematik baglamlar i¢inde ele alinmasi, Bizans harmonik metinleriyle Islam nazariyat kaynaklar:
arasinda kargilagtrilabilir teorik problem alanlarinin bulundugunu géstermektedir (Yalinkilig, 2025, ss. 454-538).
Burada 6nemli olan bu gelenekleri dogrusal bir aktarim zinciri igine yerlestirmek degil, benzer problemlerin farkl
kavramsal dillerde nasil ifade edildigini ve zaman icinde nasil farkli islevler kazandigini aragtirmakur. Manuel
Bryennios’un Harmonika’s: ilerleyen bolimde bu ayrimmn ve daha genis Dogu Akdeniz teorik gelenekleriyle
kurulabilecek kargilastirmalarin somut bir 6rnegi olarak ayrica ele almacakur.

Osmanli dénemine gelindiginde ise Bizans-sonrast Rum Ortodoks teorisyenler, miizik bilgisinin farklt dilsel ve
teorik cevreler arasindaki dolagimini daha dogrudan izlemeye imkin veren kaynaklar sunmaktadir. Chrysanthos,
Panagiotis Halagoglu, Kyrillos Marmarinos, Kiltzanidis ve Apostolos Konstas gibi isimler, Osmanli makam teorisi ile
Bizans ékhos gelenegi arasindaki iligkilerin yalnizca icra pratiginde degil, yazili teori diizeyinde de tartigildigini
gostermektedir (Pappas, 1997, 2007; Plemmenos, 2021, s. 67; $ahin vd., 2018, ss. 115-121). Ttrkiye merkezli
literatiirde de Istanbul’un ¢ok kiiltiirlit miizik gevresi ile Osmanlt nazariyatinin Orta Cag Islam ve Grek teorik mirast

arasindaki iligkilerine, Rum ve Ermeni miizisyenlerin teori ve icra alanindaki rollerine ve Artin ile Marmarinos gibi

> Bu kurumsal ve epistemik ayrim, Edinburgh Universitesi’nde sunulan bir bildiride “harmonic science” ve “psaltic authority” kavramlari tizerinden
gelistirilmigtir (Yalinkilig, 2026).
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teorisyenler {izerinden gézlenebilen kiiltiirel etkilesimlere dikkat cekilmistir (Levendoglu Oner, 2011, ss. 318, 320~
322). Bu caligmalar, Rum Ortodoks aktdrlerin Osmanli miizik kilttirii iginde yalnizca icract veya aract figiirler
olmadiging miizik bilgisinin siniflandirilmasi, kargilagtrilmasi, aktarilmasi ve farkli kavramsal ya da notasyon sistemleri
icinde yeniden ifade edilmesi siireglerinde de rol oynadiklarint géstermektedir (Pappas, 1997, 2007; Sahin vd., 2018,
ss. 119-124). Ozellikle Konstas’in Karamanlica nazariyat kitabs, Bizans-sonrast kilise musikisi kavramlart ile Tiirk-
Osmanlt musiki terminolojisinin birlikte degerlendirilebilmesi bakimindan dikkat ¢ekici bir 6rnek sunmaktadir
(Pappas, 2007).

Bu kargilastirmalarda amag, s6z konusu teorik gelenekler arasinda tek yonlii ve dogrusal bir etki zinciri kurmak
degildir. Nitekim literatiirde daha gtiglii etki modelleri de bulunmaktadir. Plemmenos, Chrysanthos’un modal yeniden
diizenlemesinde Osmanli makam sistemini baslica referans noktalarindan biri olarak degerlendirmekte ve Osmanli
modal diistincesinin Bizans-sonrasi kilise musikisi tizerindeki etkisini ayrintili karsilagtirmalar izerinden tartigmakeadir
(Plemmenos, 2021, ss. 67, 77-78). Bu tiir iddialarin tarihsel 6nemi teslim edilmekle birlikte, burada daha genis bir soru
onerilmektedir: farkli teorik ¢evreler benzer veya kargilastirilabilir miiziksel problemleri hangi kavramsal sistemler
icinde tanimlamig, aktarmig ve yeniden diizenlemistir? Boyle bir yaklagim, makam-ékhos eglestirmelerinin Gtesine
gecerek kavramlarin, teorik metinlerin ve bilgi pratiklerinin tarihsel dolagimina odaklanan daha genis bir tarih yazimi
imkani sunmaktadir.

Dolayistyla Dogu Akdeniz’in teorik ve entelektiiel geleneklerini Osmanli-Tiirk miizigi aragtirmalarina d4hil etmek,
Feldman’in ¢aligmalarina digaridan eklenen bagimsiz bir aragtirma alani olarak diigiintilmemelidir. Aksine bu yonelim,
onun farkls kaynak tiirlerini, aktorleri ve tarihsel dontigiim stireglerini ayni problem etrafinda iliskilendiren arastirma
pratiginin kronolojik ve epistemik 6l¢egini genisletmektedir. Repertuvar ve icranin yant sira teorik metinlerin, egitim
geleneklerinin, filolojik aktarimlarin ve kavramsal doniisimlerin de aragurmaya dihil edilmesi, Osmanli-Tiirk

miiziginin Dogu Akdeniz’deki daha uzun miizik bilgisi tarihi igindeki yerini yeni sorularla incelemeyi miimkiin

kilabilir.

Osmanli-Tiirk Miizigi Tarih Yazimi igin Yeni Aragtirma Imkanlar1

Dogu Akdeniz’in teorik ve entelektiiel mirasinin Osmanli-Ttirk miizigi tarih yazimina dahil edilmesi, sadece kaynak
listesinin genigletilmesinden ibaret degildir. Daha temel diizeyde bu yaklagim, Osmanli miizigi tarihinin hangi tiir
kaynaklar, kavramlar ve aragtirma yontemleriyle yazilabilecegi sorusunu da yeniden diigsiinmeyi gerektirir.

Bu yaklagimin agtgs ilk aragtirma alani, teorik metinlerin kargilagtirmalt bicimde yeniden okunmasidir. Osmanli-
Tirk muzigi tarih yaziminda repertuvar, megk, icra ve notasyon kaynaklari hakli olarak merkezi bir yer tutmustur.
Bizans, Orta Cag Islam, Bizans-sonrast Rum Ortodoks ve Osmanlt nazariyat geleneklerine ait metinlerin birlikte
degerlendirilmesi muzik bilgisinin farkli ¢evrelerde nasil kavramsallagtirildigini anlamak icin yeni imkinlar sunar
(Benakis, 2018; Sahin vd., 2018, ss. 115-120; Tura, 2018, ss. 404—422; Yalinkilig & Giiray, 2023, ss. 228-230, 237-
241). Bu tiir bir okuma, makam ile ékhos arasindaki kargiliklar1 tespit etmekle sinirli kalmamali; mod, cins, seyir, aralik,
perde, ustl, melodi kalibt ve kompozisyon fikrinin farkls teorik dillerde nasil tanimlandigin: da incelemelidir.

Ikinci aragtirma alani filolojik ve ¢ok dilli caliyma gerekliligidir. Osmanli-Tiirk miizigi tarih yaziminin Dogu
Akdeniz 6lgeginde genisletilebilmesi, yalnizca Tiirkce ve Osmanlica kaynaklarin degil, Yunanca, Ermenice, Farsca ve
Arapca metinlerin; Karamanlica Tiirkge ve Ermeni harfli Ttirkge gibi farkli yazi sistemlerinde tiretilmis kaynaklarin ve
lizumlu oldugunda Latince ya da Bat1 Avrupa dillerindeki kaynaklarin da birlikte ele alinmasini gerektirir. Bu tiir ¢ok
dilli bir yaklagim, Feldman’in ¢aligmalarinda gériilen metodolojik yonelimin dogal bir devami olarak degerlendirilebilir

(Feldman, 2015, ss. 88-91; 2024, ss. 16-24).° Feldman, bagimsiz bir Osmanli miizik tislubu ve repertuvarinin ortaya

¢ €1923’te Tiirkiye Cumhuriyeti’nin kurulmasindan 6nce bu mitik miizik tarihi, Osmanli medeniyetinin mensuplarinin kendi gegmislerini ve ait olduklart
diinyadaki konumlarinianlamalarinin yollarindan biriydi. Kiltiir tarihine iligkin kavrayislari, zaman zaman mevcut olmus olabilecek ger¢ek miizik belgelerine degil,
otorite sahibi kabul edilen egitimli bir miizisyenler grubunun ortak kabuliine dayaniyordu. Bununla birlikte bagimsiz bir Osmanli miizik {islubu ve repertuvarinin
gelisimi, Osmanl Miisliiman miizisyenleri, yerli veya yabanct Osmanli Hristiyanlar1 ve Bat: Avrupalilar arasindaki temaslarin artmasiyla ayni dSneme rastladi. Hem
Latin Batililar hem de Dogu Ortodoks Kilisesi’ne mensup Osmanlilar, birbirinden farkli miizik notasyonu geleneklerinin mirasgilartyds; bu durum onlarin miizik
tarihine iligkin kavrayiglarint Miisliimanlarinkine kiyasla gok daha ampirik bir temele oturtuyordu. On yedinci ve ézellikle on sekizinci ytizyila gelindiginde Osmanli
miizik tarihinin olusumunda igleyen tek siire¢ mit yaratmi degildi; alan giderek ger¢ek notali miizik belgeleri ile Osmanli Tiirkgesi, Ermeni harfli Tiirkge veya
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¢ikigint Misliiman Osmanli miuzisyenleri, Osmanli Hristiyanlar1 ve Bati Avrupalilar arasindaki temaslarin
yogunlagmastyla ayni tarihsel siireg icinde degerlendirir. Ozellikle 17. ve 18. yiizyillarda Osmanli Tiirkgesi, Ermeni
harfli Ttirk¢e ve Yunanca yazilmig nazariyat metinleri ile farkli notasyon geleneklerine ait belgelerin ¢ogalmasi, onun
ifadesiyle “mitile belgeye dayali tarih arasindaki” gerilimi daha goriiniir hile getirmigtir (Feldman, 2015, s. 88).” Cinkii
miizik bilgisinin tarihsel dolagim1 ¢ogu zaman tek bir dil, tek bir kurum veya tek bir topluluk i¢inde ger¢eklesmemis;
farkli yazi sistemleri, terctime pratikleri, egitim ¢evreleri ve icra topluluklar: arasinda bigimlenmistir. Pappas’in (2007)
Konstas tizerine ¢aligmasi, Karamanlica yazilmig bir Bizans-sonrast kilise musikisi nazariyat metninin Ttrk-Osmanlt
musiki kavramlariyla iligkilendirilebilmesi bakimindan bu ¢ok dilli aragtirma gerekliligini somut bicimde gésterir.

Uglincii aragtirma alani dijital ve kurumsal kaynak projeleriyle ilgilidir. Corpus Musicae Ottomanicae (CMO), 19.
yizyil Osmanli miizigine ait Hamparsum ve Bat notasiyla kaydedilmis yazmalarin elestirel edisyonu, giifte
metinlerinin filolojik olarak incelenmesi ve Osmanli miizigine iliskin basili ve el yazmast kaynaklarin ¢evrimici bir
katalogda bir araya getirilmesi bakimindan 6nemli bir model sunmaktadir (Corpus Musicae Ottomanicae, n.d.).
CMO’nun Feldman’in ¢aligmalariyla iligkisi de yalnizca yontemsel bir benzerlikten ibaret degildir. Feldman, 2024
tarihli yeni baskinin 6ns6ziinde CMO kapsaminda erken Hamparsum yazmalar1 tizerinde yiriitiilen incelemelerin
Osmanli miiziginin kronolojisine iligkin 6nceki degerlendirmelerini yeniden gézden gegirmesine katkida bulundugunu
belirtmektedir (Feldman, 2024, ss. xii—xiii). Bu 6rnek, sistematik kaynak edisyonu ve dijital aragtirma altyapilarinin
yalnizca mevcut malzemeyi erisilebilir kilmadigini, yerlesik tarihsel donemlendirmelerin yeniden degerlendirilmesine
de imkan verebildigini gostermektedir. Benzer bigimde Bizans ve Bizans-sonrast miizik teorisi yazmalari, Osmanli
makam nazariyat1 kaynaklari ve Rum Ortodoks teorisyenlerin metinleri arasinda baglant kuran dijital aragtirma
altyapilar gelistirilebilir. Boyle caligmalar, farkli metin geleneklerinin birlikte okunmasini kolaylastirarak yeni
kargilagtirmalr aragtirma sorularinin ortaya ¢ikmasina katks saglayabilir.

Bu aragtirma gtindemi, bireysel uzmanlikla sinirlt kalamayacak 6l¢tide ok katmanlidir. Osmanli-Tiirk miiziginin
Dogu Akdeniz’in entelektiiel mirastyla iligkisini daha derinlikli bi¢imde inceleyebilmek igin miizikologlar,
Bizantinistler, Osmanlt tarihgileri, filologlar, dijital beseri bilimler uzmanlar1 ve icracilar arasinda daha yakin ig
birliklerine ihtiyag vardir. Feldman’in ¢aligmalarindan hareketle, Osmanli miizigi tarihinin yalnizca miiziksel yapilarin
ve eserlerin stil-elegtirel ¢oziimlemesiyle® sinirli kalmayip; kurumlarin, aktdrlerin, metinlerin, performans pratiklerinin
ve kiiltiirel otorite bigimlerinin tarihi olarak da ele alinabilecegi goriilmektedir (Feldman, 1990/1991, 2022, 2024). Bu
nedenle gelecekteki aragtirmalarin tek disiplinli agiklamalar yerine ¢ok katmanli ¢aligma modellerine yonelmesi gerekir.

Bu aragtirma alanlari, “giris” bolimiinde “miizik bilgisinin entelektiiel tarihi” olarak tanimlanan yaklagim: somut
bir arasturma programina donistiirmektedir. Teorik metinlerin karsilagtirilmasi, ¢ok dilli filolojik ¢alisma, dijital
kaynak altyapilar1 ve disiplinleraras: i birliklerinin nasil bir araya gelebilecegi, asagida Manuel Bryennios’un

Harmonika’st izerinden daha sinirlt bir 6rnekle tartigilacaktr.

Aragtirma Ufkunun Somut Bir C")rnegi: Manuel Bryennios ve Dogu Akdeniz’de Miizik Bilgisinin
Entelektiiel Tarihi
Manuel Bryennios’un Harmonika’si, burada 6nerilen aragtirma giindemini somutlagtirmak icin zellikle elverigli bir

ornektir. XIV. ylizyil baglarinda kaleme alinan ti¢ kitaplik eser, Antik Yunan harmonik biliminin Pythagorasci,

Yunanca yazilmig yeni teorik ¢aligmalarla dolmaya baglamigti. Mit ile belgeye dayali tarih arasindaki bu kargilagma Osmanli medeniyetinin mensuplar: agisindan ne
kadar rahatsiz edici olmus olursa olsun, tam da bu ¢atigma on yedinci ytizyil sonrast Osmanlilarinin mentalité’sini [C.N. zihniyetini/diigtiniig bigimini] olugturan
unsurlardan biriydi.” Feldman (2015, s. 88)

7 Feldman’in burada Osmanlt miizik tarihinin olusumunu yalnizca Miisliiman/ Tiirkge kaynaklarla degil, Dogu Ortodoks ve Bat1 Avrupa notasyon gelenekleri ile
Osmanls Ttirkgesi, Ermeni harfli Ttirkge ve Yunanca teorik metinlerin birlikte varlig: tizerinden agiklamasi, onun ¢ok dilli ve gok topluluklu kaynak ¢evrelerini
tarihsel analize dahil ettigini agik bigimde gostermektedir (Feldman, 2015, s. 88).

¥ Miizik tarihinin stil ve bicim merkezli incelenmesinin disiplin tarihindeki 5nemli baglangi¢ noktalarindan biri Guido Adler’in 1885 tarihli Umfang, Methode und
Ziel der Musikwissenschaft baglikli alismasidir. Adler’in ampirik “stil-elestirel yontem”i (s¢yle-critical method), miziksel bigim ve Gsluplarin tarihsel gelisimini
belirli “stil yasalar1” tizerinden incelemeyi amaglar. Mugglestone, Adler’in yonteminin ¢agdas sanat tarihi yazimuyla iligkisine dikkat ¢ekerken, onun stil ve bigimlerin
gelisimini canli organizmalarin olusumu ve segilimine benzer bigimde kavrayan organik¢i ve Darwinci yoniinti de vurgular (Mugglestone, 1981). Buradaki
gonderme, stil analizinin gegerliligini sorgulamak i¢in degil, modern miizikolojinin kurucu yéntemlerinden birinin tarihsel gergevesini hatirlatmak ve miizik
tarihinin daha genis kurumsal, toplumsal ve epistemik boyutlarla birlikte ele alinabilecegini belirtmek amaciyla yapilmistir. Adler’in metni ve Mugglestone’un
tarihsel-analitik agiklamasinin Tiirkge gevirisi igin ayrica bkz. Yalinkilig (2022).
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Aristoksenos¢u ve Ptolemaiosgu birikimini ge¢ Bizans entelektiiel diinyasinda bir araya getiren baglica teorik
metinlerden biridir. Eserde ses, aralik, oran, cins, sistem, perde, tonos, metabole, melodik olusum ve kozmoloji gibi
meseleler matematiksel ve felsefi bir miizik bilgisi ¢er¢evesinde ele alinmaktadir (Benakis, 2018, ss. 98-103; Yalikilig
vd., 2023, ss. 13-26). Bu yontiyle Harmonika, yalnizca belirli bir ses sisteminin agiklamasi degil, miizigin ge¢ Bizans
diinyasinda hangi bilgi kategorileri araciligiyla diistiniilebildigini gosteren kapsamli bir metindir.

Harmonika tzerine olugan literatiir, eserin hem metinsel tarihini hem de Antik Yunan teorik mirastyla iligkisini
onemli ol¢tide agikliga kavusturmugtur. Eserin basili aktarim tarihinde Wallis’in 1699 tarihli Latince edisyonu ilk
onemli duraklardan birini olustururken, Jonker’in Yunanca metin ve Ingilizce geviriyi birlikte sunan 1970 tarihli
edisyonu modern Bryennios aragtirmalarinin temel bagvuru kaynaklarindan biri haline gelmistir. Daha yakin dénemde
Weddigen’in kapsamlt filolojik ¢alismasi, metnin kaynaklari, paralel pasajlari tizerine ¢ok daha ayrinuli bir
degerlendirme ortaya koymugtur (Wallis, 1699; Jonker, 1970; Weddigen, 2020). Bryennios’un Antik Yunan miizik
teorisiyle iliskisi de 6zellikle Mathiesen’in (1983) Aristides Quintilianus tizerinden yapugt kargilagtirmali incelemeyle
aragtirilmistir. Bryennios’un yogun bi¢imde yararlandigi antik teorik kaynaklarin tespiti, eserin basit bir derleme olarak
degil, daha uzun bir harmonik bilgi geleneginin ge¢ Bizans’taki bir halkast olarak degerlendirilmesine imkan
vermektedir.

Bununla birlikte Bryennios’un bu ¢aligma agisindan 6nemi yalnizca Antik Yunan teorik mirasinin ge¢ Bizans’taki
metinsel siirekliligine taniklik etmesinden kaynaklanmaz. Harmonika’nin kendi doneminin miizik diinyasiyla iligkisi
de Bryennios literatiiriinde tartistlan bagliklardan biridir. Makris (2007), eserin Bizans kilise miizigiyle iligkisini
dogrudan problemlestirirken, daha yakin tarihli bir okumada Varelas, Harmonika’da antik teorik terminoloji ile
dénemin Bizans miizik pratiginin belirli noktalarda kargilagtigina dikkat ¢ekmekte; &zellikle Bryennios’un ¢agdag
melopoior taratindan ékhos olarak adlandirilan ezgi tiirlerinden ve vokal ya da ¢algisal icrayla iliskili melZsmos, kompismos
ve teretismos gibi kavramlardan s6z etmesi, eserin yalnizca ge¢mis bir teorik repertuvarr aktarmadigini, ayni zamanda
XIV. ytizyilin miiziksel terminolojisiyle belirli temas noktalar: tagidigini gostermektedir (Varelas, 2024, ss. 21, 25-26).
$6z konusu temas, harmonik bilginin farkli kurumsal ve epistemik ¢evrelerde nasil konumlandig ve yeniden tiretildigi
sorusuna dogru genisletilmektedir (Yalinkilig, 2026). Elbette boyle bir okuma Bryennios’u Osmanli makam teorisinin
dogrudan bir 6nctilt hiline getirmez. Fakat -ayn1 cografyada- miizik bilgisinin ge¢misten devralinan teorik araglarla
cagdas miiziksel ve entelektiiel ¢evreler arasinda nasil iligki kurabildigini gosterir ve bu yonde aragurmaya imkan verir.

Bu sorunun daha genis Dogu Akdeniz 6lgeginde ditstintilmesi, Harmonika’nin yalniz Bizans igindeki kaynaklariyla
degil, Orta Cag Islam miizik nazariyatinda kargilagilan teorik problemlerle de birlikte ele alinmasint miimkiin kilar.
Buradaki kargilagtirma dogrudan bir Osmanli 6rnegi sunmamaktadir. Farabi, Ibn Sina ve Urmevi gibi teorisyenler,
Osmanlt déneminden 6nce sekillenmis daha genis Islam nazariyat geleneginin temsilcileridir. Bununla birlikte bu
teorik mirasin sonraki yiizyillarda Osmanli ¢evrelerinde nasil devralindigy, yeniden siniflandirildigi ve farklt miiziksel
ihtiyaglar dogrultusunda déntgtiirtildiigii, burada 6nerilen aragtrma hattnin bir sonraki agamasini olugturmasi
agisindan kritiktir. Orneklendirmek gerekirse; Bryennios’un kullandig1 phoneé, melos, diastema, genos, systema, metabole
ve tonos gibi kategoriler ile El-Kindi, Faribi, Ibn Sina, Ibn Zeyle, Satiyiiddin Urmevi ve daha sonraki nazariyat
yazarlarinin ses, nagme, bu‘d, cins, cem, intikal ve perde sistemlerine iliskin agiklamalarini kargilagtiran incelemeler,
yalniz terminolojik kargiliklarin degil, farkli teorik diller iginde ele alinan ortak veya kargilasturilabilir problemlerin de
bulundugunu gostermektedir (Yalinkilig, 2025, ss. 454-538). Araliklarin Sl¢iilmesi ve siniflandirilmasi, dortld ve
beslilerin kurulusu, cinslerin diizenlenmesi, daha genis ses sistemlerinin olusturulmast ve melodik ya da sistemsel
yapilar arasindaki gegislerin agiklanmast bu problem alanlari arasinda yer almaktadir. Bu noktada amag terimleri
birbirine esitlemek degil, aynt ya da benzer muziksel problemlerin farkli bilgi gelenekleri i¢inde hangi kavramsal
araclarla ¢6ztimlendigini arasurmakuir.

Cins/genos bunun somut 6rneklerinden biridir. Bryennios’un teorisinde diatonik, kromatik ve enarmonik olmak
tzere t¢ temel genos bulunurken, erken Islam nazariyatinda da dortlii igindeki araliklarin farklt bigimlerde
diizenlenmesine dayanan Gigli cins tasnifinin agik kargiliklart gorillmektedir. EI-Kindi, Farabi, Ibn Sin4, Ibn Zeyle ve

Urmevi gibi teorisyenlerde bu problemin farkli terminolojilerle ele alinmasi, ortak teorik zeminin farklt metinsel ve
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dilsel ¢evrelerde izlenebildigini gostermektedir (Yalinkilig, 2025, ss. 501-503). Ancak tarihsel agidan asil 6nemli olan,
bu benzerligin degismeden siirmesi degildir. Daha sonraki nazariyat geleneginde cinslerin tasnifi ve islevi farklilagmaketa;
kavram yeni siniflandirma bigimleri ve modal yapilar i¢inde baska anlam katmanlart kazanmaktadir. Béylece filolojik
veya terminolojik stireklilik ile kavramsal 6zdesligin ayni1 sey olmadigs agik¢a goriilmektedir.

Farabi’nin sistem diyagrami (D'erlanger, 1930; Can, 2001; Kizilcik, & Tercan, 2021) ile Bryennios’ta (Jonker, 1970;
Weddigen, 2020; Yalinkilig, 2025) IILkitap 9.ctiz’de yer alan diyagram, ses sistemini olugturan perdeler ve bunlar
arasindaki uyumlu aralik iligkilerini benzer bir diyagramatik mantikla diizenlemektedir (Sekil 1). Arapga ve Yunanca
iki farkli teorik cevrede karsimiza ¢ikan bu gésterimler, kargilagtirmanin yalniz terminolojik benzerliklerle sinirlt
olmadiginy; miiziksel iliskilerin matematiksel ve sematik olarak temsil edilme bigimlerine de uzanabildigini

gostermektedir.’
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Sekil 1. Faribi ve Bryennios’ta ses sistemi ve uyum iligkilerinin diyagramatik gosterimi.

Farabi, iki oktava yayilan 15 perdeli sistemi cem-7 kdmil olarak ele almakta (Can, 2001; Kizilcik, & Tercan, 2021)
ve Antik Yunanca perde adlarini Arap¢a karsiliklariyla birlikte kullanmaktadir. Ayrica sekiz fomoi arasinda
Hypermiksolydios’u en yiiksek zonos olarak siralamaktadir; Bryennios’un Harmonika’sinda da Hypermiksolydios ayni
stralamanin en Gstiinde yer alir. Bu benzerlikler dogrudan bir aktarim iligkisini kanitlamak tizere degil, her iki metnin
klasik harmonik mirasla kurdugu iligkinin sistemsel ve terminolojik diizeylerde karsilagtirilabilecegini gostermek
amaciyla kullanilmaktadir (Yalinkilig, 2025). Bu tiir yapisal benzerliklerin daha sonraki nazariyat ¢evrelerinde nasil
farklilagugint gormek i¢in perde sistemlerinin kargilastirilmasi daha somut bir 6rnek sunmaktadir.

Benzer bir problem systéma/cem kargilagtirmasinda da ortaya ¢ikar. Antik ve Bizans harmonik geleneginde dortlia
ve beglilerin daha genis sistemler olusturacak bigimde diizenlenmesi merkezi bir teorik mesele iken, Islam nazariyatinda
cem kavrami da seslerin ve araliklarin daha genis bir sistem iginde diizenlenmesine iliskin kapsamli bir teorik alan
olusturur. Ozellikle iki oktavt kapsayan tam sistem diisiincesinin farkli teorik metinlerde karsilagtirilabilir bigimlerde
izlenebilmesi, ortak bir teorik problem tarihinin aragtirilmasina imkin vermektedir; ancak daha sonraki teorisyenlerde
perde organizasyonunun ve sistem tasniflerinin farklilagmasi, bu mirasin yeni kuramsal yapilar i¢inde yeniden
diizenlendigini de gostermektedir (Yalinkilig, 2025, ss. 504-514).

Perde sistemlerinin 6rgiitlenmesi bu farklilagmanin daha somut bir 6rnegini sunmaktadir. Bryennios'un
Harmonika’sinda iki oktava yayilan 15 perdeli Tam Uyumlu Sistem (Yalinkilig, 2025, ss. 504-517) ile XV. ytizyil
Osmanli nazariyaunda Lidikli Mehmed Celebi’nin kullandigt 17 perdeli sistem, oktavin boliimlenmesi ve perde
alaninin diizenlenmesi bakimindan farkli ¢oziimler ortaya koymaktadir." Sekil 2’de Bryennios’un perde noktalari agik
nota baglariyla, Ladikli’nin bir oktavlik sistemi icinde Bryennios’la 6rtiismeyen perde noktalari ise siyah nota baglariyla
gosterilmistir. Ortak noktalarda her iki sisteme ait cent degerleri birlikte verilmigtir. Bylece ortak matematiksel

referanslarla birlikte, perde 6rgtitlenmesindeki ayrismay: da gortiniir kilmak maimkiindar. Elbette buradaki amag iki

° Burada dogrudan bir aktarim iligkisi ileri stiriilmemekte, ortak harmonik problem alanlarinin farkli metinsel geleneklerdeki goriintimleri kargilagturilmakeadur.
10 Bir bagka 6rnek, Sirvini’nin ibn Sind’ya dayanarak 15 perdeyi ve on dért araligt kapsayan cem-7 kdmil-i a‘zam tanimini aktarmasidir.

45



Yalinkdlsy Tiirk Miizigi 6( Walter Feldman Ozel Sayist) (2026) 35-50

sistem arasinda dogrudan aktarim ya da 6zdeglik kurmak degil, benzer teorik problemlerin farkl: tarihsel ve epistemik

cevrelerde nasil farkli bicimlerde diizenlenebildigini gostermektir.
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Kaynak: Bryennios verileri Yalinkilig (2025) temel alinarak hesaplanmis ve diizenlenmistir; Ladikli verileri Can‘dan (2001) uyarlanmisti.
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Sekil 2. Bryennios’un 15 perdeli sistemi ile LAdikli’nin 17 perdeli sisteminin kargilagtirmalr gosterimi

Daha dikkat ¢ekici bir 6rnek ise metabolé ile intikal arasindaki iligkidir. Bryennios’ta metabolé, ses, aralik, cins,
sistem veya melodik diizen icinde gergeklesebilecek degisim ve gegisleri agiklayan genis bir teorik kategori olarak
kullanilmaktadir. Orta Cag Islam nazariyatinda 7ntikal de erken donemlerde benzer bigimde farkli sesler, araliklar,
cinsler veya sistemler arasindaki gegisleri ifade eden bir problem alan: olusturur. Bununla birlikte kavramin sonraki
tarihsel gelisimi ayni ¢izgide kalmaz. Farabi, Ibn Sina ve daha sonraki teorisyenlerde intrkal giderek melodik hareketin
diizenlenmesiyle daha yakindan iligkili hale gelir; ge¢ donem kaynaklarinda ise makamin melodik gidisini agiklamaya
yaklasan bir islev kazanir (Yalinkilig, 2025, ss. 517-519). Bu nedenle metabolé/intikal kargilagtirmasinin degeri iki
kavramin “ayni” oldugunu gostermesinde degil, kargilagtirilabilir bir teorik problemin farkli dénemlerde yeni
kavramsal iglevler kazanmasini goriintir kilmasindadur.

Tam da bu noktada Bryennios’un Osmanli-Ttirk miizigi tarih yazimi agisindan tagidigr anlam belirginlesmektedir.
Harmonika’nin incelenmesinden beklenen katki, Osmanli makam teorisinin “Bizans kokenini” kanitlamak degildir.
Daha verimli aragtirma sorusu; cins, aralik, perde sistemi, modal 6rgiitlenme, degisim ve melodik hareket gibi
problemlerin klasik Bizans harmonik bilimi, Orta Cag Islam nazariyati, Bizans-sonrast Rum Ortodoks teorik metinleri
ve Osmanlt nazariyat1 icinde hangi kavramsal dillerle tanimlandigidir. Boyle bir karsilagtirma Osmanli teorisinin
yalnizca hangi unsurlar1 devralmis olabilecegini degil, daha eski bilgi bi¢imlerinden nerelerde ayrildigini, hangi
kavramlara yeni islevler kazandirdigini ve benzer miiziksel problemleri nasil yeniden tanimladigini da gériiniir kilabilir.
Bu nedenle uzun erimli karsilagtirmanin konusu yalniz siireklilik ve aktarim degil; dontisiim, kopus ve yeniden
kavramsallagtrmadir.

Bu yaklagim, Bizans ile Osmanli arasinda dogrudan ve kesintisiz bir aktarim zinciri varsaymay: da gerektirmez.
Nitekim Bizans harmonik bilimi ile Orta Cag Islam nazariyati arasindaki kargilagtirilabilir problem alanlarinin varligy,
kendi bagina bunlarin daha sonraki Osmanli nazariyatina hangi tarihsel yollarla ulagtigini kanitlamaz. Bunun
belirlenebilmesi i¢in metinlerin dolagimi, ¢eviri ve terminoloji pratikleri, yazma gelenekleri, egitim ¢evreleri ve
teorisyenler arasindaki belgelenebilir iliskilerin ayrica arastirilmast gerekir. Harmonika ile Orta Cag Islam nazariyat
arasinda daha 6nce gergeklestirilen kargilastirmali inceleme, diastema/bud, genos/cins, systema/cem, metabolé/intikal ve
perde sistemleri gibi problem alanlarinin birlikte incelenebildigini gostermektedir (Yalinkilig, 2025, ss. 454-538);
ancak bu kargilagturilabilirlik, tarihsel aktarimin kendisiyle 6zdeglestirilmemelidir.

Bryennios 6rneginin bu makaledeki islevi bu nedenle bir “kdken” agiklamast sunmak degil, Feldman’in agtigt
aragtirma ufkunun nasil genisletilebilecegini gostermektir. Feldman’in ¢aligmalarinda farkls tiirden kaynaklar, aktorler,
repertuvarlar ve icra pratikleri tek bir tarihsel déntisiim problemi etrafinda iliskilendirilmektedir. Benzer bir yaklagim
daha uzun bir kronolojik 6lgekte teorik kaynaklara uygulandiginda, klasik Bizans, Orta Cag Islam, Bizans-sonrast Rum
Ortodoks ve Osmanlt nazariyat metinleri birbirinin dogrudan 6nciilleri olarak siralanmak yerine, miizik bilgisinin

farklr diller, metinler, kurumlar ve teorik sistemler arasinda hangi big¢imlerde dolastigini, yeniden tanimlandigini ve
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megrulagtirildigini aragtiran ortak bir tarihsel problemin kaynaklari hiline gelebilir. Bu bakimdan Harmonika gibi
Bizans donemine ait yazmalar, Dogu Akdeniz’de miizik bilgisinin entelektiiel tarihinin Osmanli-Tiirk miizigi tarih

yazimina nasil yeni sorular kazandirabilecegini gosteren somut bir analitik vaka niteligindedir.

Sonug

Bu caligma, Walter Feldman’mn Osmanli-Ttrk mizigi tarih yazimindaki 6neminin yalnizca ortaya ¢ikardigt
kaynaklarda veya belirli repertuvarlara iligkin trettigi tarihsel bilgilerde aranamayacaginit géstermektedir. Feldman’in
farkli kaynak tiirlerini, aktdrleri, kurumlary, icra pratiklerini ve kiiltiirel otorite bi¢imlerini ayni tarihsel problemler
etrafinda iliskilendiren aragtirma pratigi, Osmanli miizigini kapali ve dogrusal bir gelenek olarak ele almak yerine
tarihsel olarak olugan ve doniigen bir alan olarak incelemeye imkan vermektedir. Bu bakimdan Feldman’in diigiince
mirasinin en verimli yonlerinden biri, Osmanli-Ttrk miizigi tarihine yalnizca yeni cevaplar kazandirmasi degil, bu
tarihin hangi kaynaklarla ve hangi sorularla arastirilabileceginin sinirlarini genigletmesidir.

Bu makalenin temel 6nerisi, s6z konusu aragtirma pratiginin Dogu Akdeniz’de miizik bilgisinin entelektiiel tarihi
yoniinde genisletilebilecegidir. Buradaki Dogu Akdeniz, homojen bir mizik kiiltiirtinii ifade etmemekte; Bizans, Orta
Cag Islam, Bizans-sonrast Rum Ortodoks ve Osmanli teorik cevreleri arasindaki belirli iligkilerin uzun erimli olarak
aragtirilabilecegi tarih yazimsal bir 6lgek sunmaktadir. Bu 6lgek iginde miizik bilgisinin dolagimyi, filolojik aktarim ve
kavramsal yeniden tiretim birbirinden ayrilarak incelenebilir. Boylece aragtirmanin odagi yalnizca bir makamuin, terimin
veya teorik unsurun “nereden geldigi” sorusundan, benzer miiziksel problemlerin farklt metinsel, dilsel, pedagojik ve
kurumsal ¢evrelerde nasil tanimlandigy, aktarildigi, donistiiriildiigii ve yeni islevler kazandigi sorusuna kaydirilabilir.
Makalenin mevcut Osmanli-Tiirk miizigi tarih yazimina 6nerdigi 6zgiin agilim esas olarak bu 6lgek ve soru
degisikliginde yatmaktadir.

Ornek olarak isaret edilen ve Geg¢ Bizans déneminin son teori eserlerinden biri olan Manuel Bryennios’un
Harmonika’st bu yaklasimin olanaklarint ve ayni zamanda sinirlarini somutlagtirmakeadir. Eserin Antik Yunan
harmonik gelenegiyle iliskisi, ge¢ Bizans’n miiziksel ve entelektiiel gevreleri icindeki konumu ve Orta Cag Islam
nazariyatinda ele alinan genos/cins, systéma/cem veya metabolé/intikal gibi kargilagtrilabilir teorik problemler, farklt
bilgi geleneklerinin yalniz terminolojik benzerlikler tizerinden degil, kavramlarin tarihsel iglevleri ve dontisimleri
tizerinden birlikte okunabilecegini gostermektedir. Bununla birlikte bu kargilagtirilabilirlik, s6z konusu kavramlarin
Bizans’tan Islam diinyasina veya buradan Osmanli nazariyatina kesintisiz bigimde aktarildigint kanitlamamaktadir.
Bryennios 6rneginin bu makaledeki islevi de yeni bir Bizans—Osmanli koken anlatisi kurmak degil, Osmanli-Tiirk
miizik bilgisinin daha uzun teorik ge¢misini aragtirirken streklilik kadar doéntigiim, ayrigma ve yeniden
kavramsallagtirmanin da tarihsel problem héline getirilebilecegini gostermektir.

Bu yaklagimin sinirlart da belirtilmelidir. Calisma, Bizans, Orta Cag Islam, Rum Ortodoks ve Osmanlt teorik
literatiirlerinin tamamint kapsayan sistematik bir literatlir taramasi olmadigt gibi, bu gelenekler arasindaki tarihsel
aktarim hatlarini belgeleyen biitlin yazmalari ve argiv kaynaklarini incelememektedir. Kullanilan kaynaklar, makalenin
tarih yazimsal sorusunu simnamak {izere se¢ilmis; Bryennios ise 6nerilen yaklagimin biitiintint kanitlayan bir 6rnekten
¢ok, aragtirma potansiyelini gortintir kilan analitik bir vaka olarak degerlendirilmistir. Bu nedenle “miizik bilgisinin
entelektiiel tarihi” burada tamamlanmug bir tarihsel anlatidan ziyade sinanmasi gereken bir aragtirma programi olarak
Onerilmektedir.

Bundan sonraki ¢alismalarin, 6zellikle Orta Cag miizik teori mirasinin Osmanli gevrelerinde hangi metinsel yollarla
dolagima girdigini, kavramlarin farkli dillerde ve yaz1 sistemlerinde nasil yeniden ifade edildigini, Bizans-sonrast Rum
Ortodoks ve Osmanlt teorisyenleri arasindaki belgelenebilir temaslar1 ve benzer teorik problemlerin Osmanlt
nazariyatinda hangi yeni anlam ve islevler kazandigini kaynak-temelli olarak aragtirmast gerekmektedir. Boyle bir
¢aligma programi, Feldman’in agtig1 aragtirma ufkunu ge¢mise dogru genisletirken Osmanli-Tiirk mizigini Dogu

Akdeniz’in daha uzun ve gegirgen entelektiiel tarihi icinde yeniden diisiinmeye imkén verebilir.
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Bilgilendirme

Bu caligma herhangi bir kurum veya fon tarafindan desteklenmemigtir. Yazar herhangi bir ¢ikar catigmast
bildirmemektedir. Calisma tek yazarli olup arastirmanin tasarimi, kaynaklarin segimi ve incelenmesi, bilimsel
yorumlarin olusturulmast ve nihai metne iligkin kararlar yazara aittir. Aragurma, yayimlanmig kaynaklarin
incelenmesine dayandigindan etik kurul izni gerektirmemektedir. Makalenin hazirlanmasi sirasinda tiretken yapay zeka
araglarindan metnin editoryal ve elestirel gbzden gecirilmesi, tekrarlarin azaltlmast ve anlatimin sadelegtirilmesi
amaciyla sinurli 6l¢tide yararlanilmistur.
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This article approaches Walter Feldman’s contribution to Ottoman-Turkish music historiography
not only through the sources he employs and the historical knowledge he brings to light, but also
through a research practice that broadens the ways in which the field formulates its questions.
Feldman’s major studies on Ottoman music, together with selected literature on Byzantine, medieval
Islamic, post-Byzantine Greek Orthodox, and Ottoman theoretical traditions, are examined in terms
of the diversity of sources and actors, the relationship between theory and practice, multilingualism,
philological transmission, conceptual reproduction, and the circulation of musical knowledge.
Feldman’s work demonstrates an understanding of Ottoman music as a field historically constituted
and transformed through the combined consideration of manuscripts, notations, repertoires,
institutions, performance practices, and actors from different communities. From this perspective,
the Eastern Mediterranean is approached not as a homogeneous cultural whole, but as a
historiographical scale within which relations among different theoretical and intellectual
environments can be investigated over the longue durée. In the literature examined, debates over
origins and belonging, comparisons between makam and ékhos and between theoretical systems, as
well as studies of notation, repertoire, archives, and multilingual transmission emerge as distinct lines
of inquiry. The article proposes reconsidering this body of scholarship within the framework of an
“intellectual history of musical knowledge,” asking how theoretical problems were transmitted,
transformed, and reconceptualized across different textual, linguistic, pedagogical, and institutional
settings. The Harmonika of the Late Byzantine music theorist Manuel Bryennios demonstrates the
possibilities of this approach through theoretical problems encountered in Byzantine classical
harmonic science and medieval Islamic music theory. The comparison does not seek to establish an
uninterrupted chain of transmission from Byzantium to the Islamic world or to Ottoman music
theory. Instead, it considers how the research horizon opened by Feldman might be extended toward
alonger-term intellectual history of musical knowledge in the Eastern Mediterranean. In doing so, it
seeks to bring transformation, divergence, and reconceptualization, alongside continuity, into the
research problems of Ottoman-Turkish music historiography.
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Introduction

The sources through which we write the history of Ottoman-Turkish music are as important as the ways in which

those sources are related to one another in determining the boundaries of historiography. In recent years, studies

turning to different notational traditions, multilingual musical environments, and archival materials that had

previously received only limited attention indicate that these boundaries are gradually expanding. Research on

Ottoman-Turkish music documents in the K. A. Psachos Archive, studies of Greek and Karamanlidika publications
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on makam music in terms of epistemic transmission, and reconsiderations of the relations between post-Byzantine'
Greek Orthodox theorists and the Ottoman makam system demonstrate that Ottoman music history can be written
not only through repertoires and composers, but also through different texts, notational systems, actors, and practices
of knowledge (Chaldzaki, 2022; Dogan & Colakoglu Sar1, 2023; Dogan, 2024; Pappas, 1997, 2007; Sahin et al., 2018).

Walter Feldman’s importance for Ottoman-Turkish music studies occupies a distinctive place within this
transformation. It is not sufficient to locate Feldman’s contribution only in the new historical sources he has brought
to light or in the knowledge he has produced concerning particular repertoires. In his work, Ottoman music is
approached as a historical field shaped through relations among written sources, performance practices, institutions,
repertoires, actors from different communities, and forms of cultural authority (Erol, 2015; Feldman, 1990/1991,
2015, 2022, 2024). His ability to relate sources and actors extending from Ali Ufki and Cantemir to Mevlevi circles
and Greek Orthodox theorists within the same historical problem is one of Feldman’s principal contributions to the
historiography of Ottoman music.

Behind this research practice lie several distinct conceptual orientations that reveal how Feldman understands
historical change. Drawing on Rifa‘at Ali Abou-El-Haj, his use of the concept of locally generated modernity allows
him to explain transformations in Ottoman music neither through a narrative of uninterrupted tradition nor solely
through external influences, but by considering continuities together with historical ruptures and, in particular, by
situating the new Ottoman musical synthesis that emerged around 1670-1710 within processes of local agency and
transformation (Feldman, 2019, pp. 173-176). Similarly, his discussions of cultural authority and authenticity
examine repertorial transmission together with composer attributions, narratives of historical lineage, and forms of
cultural legitimacy, showing how the classical repertoire was interpreted within different historical and ideological
frameworks during the Ottoman and Republican periods (Feldman, 1990/1991, pp. 84-105). In Feldman’s approach,
documents, repertoire, and theory thus become not simply materials surviving from the past, but sites in which
historical authority is produced and redefined.

In this study, the “Eastern Mediterranean” is used not as a geographically fixed and culturally homogeneous whole,
but as a historiographical scale of inquiry that makes it possible to consider together the relations among different
political, religious, linguistic, and intellectual environments. Catherine Holmes, a historian of Byzantium and the
medieval Eastern Mediterranean, approaches the late medieval Eastern Mediterranean—despite its fragmented and
fluid structures—as a field of historical inquiry, drawing attention to the region’s permeable boundaries, its relations
with worlds beyond it, and the need to examine local differences comparatively (Holmes, 2012, pp. 1, 23-25). Dimiter
Angelov, Yota Batsaki, and Sahar Bazzaz, working across Byzantine, cultural, and Middle Eastern studies, similarly
consider the Byzantine and Ottoman worlds diachronically and comparatively within the space of the Eastern
Mediterranean, approaching the region not as a singular geography but through “plural geographies” produced by
different historical experiences (Angelov et al., 2013, pp. 1-4). More recent directions in medieval Byzantine studies
have likewise challenged frameworks that identify Byzantium exclusively with Greek, Constantinople, and the political
boundaries of the empire, proposing instead a multicentred, multilingual, and multiconfessional field of inquiry in
which the movement of people, texts, and ideas across political and linguistic boundaries becomes a central problem
(Johnson, 2024, pp. 5-8). The aim here is not to dissolve Byzantine, medieval Islamic, Greek Orthodox, and Ottoman
theoretical traditions into a single “Eastern Mediterranean musical culture,” but to establish a historiographical scale
through which particular textual, conceptual, institutional, and pedagogical relations among them can be examined
over the longue durée.

The historiographical scale proposed here makes it possible to place Feldman’s approach—one that considers
Ottoman music through relations among different source types, actors, and historical contexts—within a broader
problem of intellectual history. Although a substantial part of the Eastern Mediterranean belonged to a shared political

geography during the Ottoman period, this space contained numerous local environments that differed linguistically,

"2 In this study, the term “Byzantine” is used in accordance with established historiographical usage in international Byzantine studies to refer to the Eastern Roman
Empire and its historical-cultural world.
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religiously, institutionally, and, above all, epistemically. Studies of the visual culture of late Ottoman Anatolia likewise
demonstrate that this plurality was shaped through the intersections of different communities, networks of circulation,
and local spheres of production (Yandim Aydin, 2021, pp. 119-123). The expansion proposed here therefore
approaches Ottoman music not as something external to this plurality, but as a field of knowledge formed and
circulated within it. The historical relations Feldman establishes among repertoire, notation, institutions,
performance, and actors/cultures from different communities are thus extended toward the question of how musical
knowledge was produced, transmitted, and reconceptualized across different texts, languages, educational
environments, and institutional structures. A longer-term Eastern Mediterranean scale, meanwhile, makes it possible
to compare classical Byzantine harmonic science inherited from ancient Greece' with medieval Islamic music theory
without positioning either as a linear precursor to Ottoman theory, asking instead how similar musical problems were
treated within different traditions of knowledge in the same and neighbouring geographies. In this sense, the
movement “from Feldman to the Eastern Mediterranean” does not represent a departure from the history of Ottoman-
Turkish music, but rather a rescaling of that history within the broader and more permeable intellectual geography in
which it took shape.

A substantial body of literature exists on the relations among ancient Greek, Byzantine, post-Byzantine, and
Ottoman-Turkish musical traditions. These relations have been examined from a range of perspectives, extending from
debates over origins and national belonging to comparisons of theoretical systems, makam-ékbos relations, and the
transmission of notation and repertoire (Arel, 1997, pp. 16-19; Tura, 2018, pp. 404-422; Feyzi, 2017, pp. 261-294;
Sahin et al., 2018, pp. 115-124). Studies of Greek and Karamanlidika publications have extended this field toward
questions of epistemic transmission and originality, while archival and notational studies have brought to light
important materials concerning the transmission of musical knowledge among different communities (Chaldzaki,
2022; Dogan & Colakoglu Sar1, 2023; Dogan, 2024). Gezek’s (2006) master’s thesis, which examines the “Istanbul
Style” in hymns of the Ecumenical Patriarchate in melodic, rhythmic, and modal terms, is also noteworthy as one of
the relatively few postgraduate studies on Byzantine music produced in Ttrkiye. Nevertheless, within the literature
examined for this study, works that bring classical Byzantine harmonic science, the medieval Islamic tradition of music
theory, and Ottoman/post-Byzantine theoretical sources together within a long-term history of musical knowledge—
and that investigate how theoretical problems, concepts, and practices of knowledge were reproduced across difterent
textual, educational, and institutional settings—remain limited.

The expansion proposed here does not seek to construct a new chain of origins among these traditions. Instead, the
article proceeds from a perspective that might be described as an “intellectual history of musical knowledge.” In this
formulation, music is approached not only as a repertoire that is performed or transmitted, but also as a field of
knowledge that is thought about, written about, classified, taught, and legitimized in different historical settings. The
position of Byzantine harmonics within higher education as a science related to mathematics and philosophy offers an
early example of such a history of musical knowledge (Benakis, 2018, pp. 98-103).

Within this framework, the circulation of musical knowledge, philological transmission, and conceptual
reproduction are not interchangeable terms. The circulation of musical knowledge refers to the broader movement of
theoretical and practical knowledge among different individuals, communities, texts, and institutions. Philological
transmission points more specifically to the dimension of this process that can be traced through texts, languages,
terminologies, manuscripts, and practices of translation. Conceptual reproduction, by contrast, refers not to the
unchanged transfer of a theoretical category into another historical environment, but to the redefinition of a
comparable musical problem within a new terminology, classificatory system, or epistemic framework. The classicist

and Byzantinist Baukje van den Berg and the historian of science Divna Manolova (2022, pp. 1-4) show that ancient

13 As one of the mathematical sciences of the Quadrivium within the seven liberal arts, harmonic science concerns the study of music from a mathematical-
philosophical perspective. Here, “harmonic science” refers to the theoretical tradition that approaches music primarily not through performance or liturgical
function, but through intervals, ratios, genera, scales, pitch systems, and their mathematical-philosophical-cosmological explanations. On the status of harmonics
as a mathematical science in Byzantine higher education, see Benakis (2018, pp. 98-100) and Yalinkilig (2026). On ancient Greek harmonic science and the
reception of this tradition in Byzantium, see also Barker (1989, 2007), Mathiesen (1983), and Richter (1998).
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Greek texts in medieval Byzantine intellectual culture were not merely preserved, but were reread through practices of
education, interpretation, and commentary and recontextualized in accordance with the intellectual and sociocultural
needs of different periods. Their volume likewise situates the commentary literature of the Komnenian and Palaiologan
periods within the contexts of knowledge transmission, teaching, and engagement with the ancient intellectual
inheritance. A comparable approach has also begun to emerge in Byzantine music theory. Earlier scholarship in the
field emphasized the continuity of the ancient Greek inheritance in medieval Byzantium—including, at times, the
criticism of ancient texts—as well as its pedagogical contexts and textual transmission (Benakis, 2018, pp. 98-103;
Weddigen, 2020). More recent work has also drawn attention to the relationship between this transmission and
Byzantine musical practice. Varelas (2024, p. 21) approaches works of Byzantine music theory as texts in which ancient
musical theory encounters Byzantine musical practice and performance. The newer interpretive line on which the
present study also draws takes this relationship one step further by asking how musical knowledge was reproduced
within different institutional and epistemic environments (Yalinkilig, 2026). The perspective raised in classical
philology and the history of science—and subsequently encountered in Byzantine music theory—may therefore
enable a similar expansion in Ottoman-Turkish music historiography: ancient Greek, Byzantine, post-Byzantine Greek
Orthodox, and Ottoman theoretical texts can be considered together not as links in a linear chain of origins, but as
sources through which to investigate how musical problems were transmitted, redefined—rethought and
reproduced—and situated within other systems of knowledge in different historical environments. Accordingly,
bringing concepts such as cins/genos, mode or ékhos, makam, pitch system, and melodic movement into comparison
across different periods does not rest on the assumption that they retained the same meanings throughout history.
Terminological similarity must be distinguished from conceptual identity, just as a comparable theoretical problem
must be distinguished from documented historical transmission.

This distinction also defines the limits of the intervention the article makes by taking Feldman as its point of
departure. Feldman directly addresses the role of Greek Orthodox musicians and theorists in Ottoman musical life,
different notational traditions, and contacts between the Ottoman makam system and post-Byzantine theoretical
environments. The contribution of the present study, therefore, is not to make this field of interaction visible for the
first time. Its principal proposal is to extend the field that Feldman identifies through Ottoman-period sources and
actors toward classical Byzantine harmonic science, the medieval Islamic tradition of music theory, philological
transmission, and conceptual reproduction, thereby making the long-term intellectual history of musical knowledge
in the Eastern Mediterranean a more explicit research problem for Ottoman-Turkish music studies. In a later section,
the Harmonika of the Late Byzantine theorist Manuel Bryennios (MavoviA Bpvévviog/Manouél Bryennios; c. 1275-
1340) will be considered not as evidence for a historical continuity, but as a case through which to demonstrate the
new comparative questions that this approach can make possible.

At this point, the central question guiding the article is the following: How might the research horizon that
Feldman opened in the historiography of Ottoman-Turkish music be extended to investigate the theoretical and
intellectual musical heritage of the Eastern Mediterranean? On the one hand, this question brings into focus the
historiographical implications of the relations Feldman establishes among different types of sources, cultural actors,
institutions, performance practices, and forms of cultural authority; on the other, it asks what new comparative
questions Byzantine, medieval Islamic, post-Byzantine Greek Orthodox, and Ottoman theoretical traditions might
raise within this framework. The study therefore evaluates Feldman’s major publications on Ottoman music alongside
selected literature on these theoretical traditions through a comparative and historiographical reading. It first examines
the research horizon Feldman opened for Ottoman-Turkish music; it then discusses the place of the Eastern
Mediterranean’s theoretical and intellectual heritage within that horizon and, finally, considers the new areas of

research that this approach may bring into view.
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Method

This study is based on a historiographical and conceptual analysis of documents. The primary group of sources consists
of Walter Feldman’s major studies on the repertoire, written sources, historical transformation, forms of cultural
authority, institutional and performance environments, and theoretical structures of Ottoman music. The second
group comprises selected studies on classical Byzantine harmonic science, medieval Islamic music theory, Byzantine
and post-Byzantine Greek Orthodox theoretical sources, makam-ékbos relations, multilingual musical environments,
and the Turkiye-based literature concerning these fields. Sources were selected on the basis of their direct relevance to
the guiding question of the article and their capacity to illuminate historiographical comparisons that may be drawn
among different theoretical traditions. The study therefore does not constitute a systematic literature review or
bibliometric analysis intended to cover all publications in these fields.

The sources were examined on two interrelated levels. First, the study considers how Feldman relates written
sources, repertoires, actors, institutions, performance practices, cultural authority, and historical transformation in his
work. Particular attention was paid to distinguishing between arguments advanced directly by Feldman and the
historiographical inferences developed in the present article on the basis of his research practice. Second, selected
studies on Byzantine, medieval Islamic, post-Byzantine Greek Orthodox, and Ottoman-Turkish music theories were
examined comparatively in terms of how theoretical problems were defined, transmitted, and reconceptualized in
different textual, linguistic, pedagogical, and institutional environments. Within this framework, diversity of sources
and actors, the relationship between theory and practice, multilingualism and notational traditions, philological
transmission, conceptual reproduction, and the circulation of musical knowledge constituted the principal focuses of
the analysis.

The purpose of the comparison is not to establish a linear chain of origins or one-directional influence among the
theoretical traditions examined. Rather, it aims to make visible the conceptual languages through which similar or
comparable musical problems were articulated in different historical environments and the structures of knowledge
within which they acquired meaning. Manuel Bryennios’s Harmonika is accordingly treated as an analytical example
that demonstrates the kinds of comparative questions made possible by the approach to musical knowledge and

intellectual history proposed here between Byzantine and Ottoman theoretical traditions.

Findings and Discussion
The sources examined indicate that Feldman’s contribution to the historiography of Ottoman-Turkish music cannot
be explained through a single method or concept. Across Feldman’s body of work, written and oral transmission,
repertoire, notation, institutional environments, performance practices, and cultural authority receive varying degrees
of emphasis in different studies, while these elements are treated as interconnected components of historical
transformation. The first part of this section demonstrates, through the relevant sources, how this research practice
takes concrete form in Feldman’s writings.

The second stage evaluates the principal lines of inquiry around which selected literature on the relations among
ancient Greek, Byzantine, post-Byzantine Greek Orthodox, and Ottoman-Turkish musical traditions has developed.
The studies examined point to a substantial body of scholarship ranging from debates over origins and belonging to
comparisons of makam-ékhos relations and theoretical systems, and from studies of notation and repertoire to
questions of epistemic transmission. Building on this literature, the final stage of the article does not seek to construct
a chain of historical transmission unsupported by the sources. Instead, it considers what new questions might become
possible by examining classical Byzantine harmonic science, medieval Islamic music theory, and Ottoman/post-
Byzantine theoretical sources together within a long-term history of musical knowledge. Accordingly, the following
sections distinguish among historical relations directly observable in the sources, claims of comparison and influence

advanced in the literature, and the historiographical proposal developed in the present article.
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Walter Feldman’s Research Horizon for Ottoman-Turkish Music

Within Feldman’s body of work, this research practice takes concrete form in the way different categories of sources
are brought into relation around the same historical problem. In his discussions of the historical authority and
transmission of repertoire, he considers written and oral sources together with questions of cultural legitimacy
(Feldman, 1990/1991), while in his study of Ali Utki and seventeenth-century repertoire he relates notation, historical
repertoire, multilingual actors, and broader cultural transformations. From this perspective, Ali Ufki’s notations are
not merely records of an older repertoire, but, as the earliest extensive corpus of notation for Ottoman music, sources
that make visible the early stages of a formation that would later develop into a more distinct Ottoman musical culture
(Feldman, 2015, pp. 91-93)."* Kantemiroglu’s Kitibii Ilmi’l-misiki ald vechi’l-burifit, meanwhile, constitutes a
central document for the classification of the makam system, for the understanding of zzksim as a performative domain
that makes relations among makams and modulation perceptible, and as an early written source for the codified
melodic progression later termed seyzr (Feldman, 1993, pp. 4-6; Feldman, 2024, pp. 258-305). These examples show
that Feldman employs source diversity not simply to increase the number of documents under consideration, but to
analyse historically the relations between written and oral transmission, theory and performance, and repertoire and
classification.

This research practice is not confined to the courtly sphere. Feldman’s studies of Mevlevi music show that he
approaches Ottoman-Turkish music through relations among institution, ritual, poetry, Sufism, and performance
aesthetics. Within this framework, the Mevlevi 4yiz is considered not simply as the music of a religious or mystical
ceremony, but as a compositional tradition shaped through makam, usz/, poetic structure, the ritual progression of
the selams, and oral transmission; the history of Mevlevi music is read together with the social and institutional history

of the order, musical discourse, and processes of cultural transmission (Feldman, 2022, p. xvii, pp. 135-136, 162-217).

A comparable perspective on historical transformation can be seen in Feldman’s treatment of Ottoman music in
relation to the older Persianate cultural world. This relation is not approached as a linear continuity, but through
repertorial losses, retransmissions, and the new modal, rhythmic, performative, and social patterns that emerged over
the course of the seventeenth century (Feldman, 2015, pp. 87-98, 134-138; Feldman, 2019, pp. 173-176). A concrete
example is the Rast kavl-i mubtesem attributed to Merigi in the Hafiz Post anthology. Drawing on Wright’s
comparison, Feldman notes that the melodic style of the work shows affinities with the seventeenth-century style
documented in Ali Ufki and Kantemiroglu, while its uss/ likewise preserves morphological features characteristic of
the same period. This supports an understanding of the “Mer4gi” repertoire not as the unchanged continuation of an
older repertory, but rather as a repertoire that rapidly acquired classical status in the seventeenth century (Feldman,
2015, pp. 132-133). Rupture, reorganisation, and local transformation thus become explanatory elements of

Ottoman music history alongside historical continuity.

Feldman’s field of sources also extends directly to post-Byzantine Greek Orthodox theoretical environments. He
treats the theoretical texts written in Greek by Panagiotis Chalatzoglou (Halagoglu) and Kyrillos Marmarinos in the
first half of the eighteenth century as sources that compare Byzantine ékho7 with Ottoman makams and document the
relations of Greek cantors and clerical circles with the broader sphere of Ottoman secular music (Feldman, 2024, pp.
23-24). In discussing the formation of the new Ottoman musical style, Feldman also takes into account the
participation of Greek Orthodox composers in court music and the adoption by Turkish composers of certain features
associated with Byzantine music (Feldman, 2019, p. 177). The Eastern Mediterranean expansion proposed in this
article is therefore not a field of inquiry independent of Feldman’s work; rather, it extends the historical relations he

addresses directly toward a longer-term theoretical and intellectual history of musical knowledge.

Where Does the Intellectual Heritage of the Eastern Mediterranean Fit within This Horizon?

* Ali Ufk?’s position as a multilingual interpreter, court musician, and actor connected with European circles also indicates that these written sources were
produced at the intersection of different linguistic and cultural environments (Feldman, 2015, p. 91). Feldman (2019, pp. 178-179), however, specifically notes
that Ali Ufk{’s notation had no direct influence on later systems of notation in the Ottoman world.

30



Yalink:ils Trirk Miizigi 6(Walter Feldman Special Issue) (2026) 35-50
¢ g 74

The horizon that Feldman opened for research on Ottoman-Turkish music can be extended further when the
theoretical and intellectual heritage of the Eastern Mediterranean is taken into account. Approaching Ottoman music
through actors, manuscripts, institutions, repertoires, and performance environments requires more than simply
enlarging the existing pool of sources. Feldman’s practice of considering different actors, theoretical texts, notational
traditions, and institutional environments within the same historical process offers an important point of departure in
this direction (Feldman, 2019, pp. 176-179; Feldman, 2024, pp. 16-24). From this perspective, the Eastern
Mediterranean should be considered in Ottoman-Turkish music historiography not only as a geographical context,
but also as an intellectual field in which ways of thinking about music were produced, transmitted, and redefined in

different historical environments.

Within Thirkiye-based scholarship, relations among ancient Greek, Byzantine, and Ottoman-Turkish music have
long been addressed through different research problems. Hiseyin Sadettin Arel’s explicit rejection, in a lecture
delivered in 1927, of identifying Turkish music with Byzantine, Persian, or Arab music is a conspicuous example of
early Republican debates over national belonging and origins (Arel, 1997, pp. 16-19). Rauf Yekta Bey’s approach to
Greek and Byzantine music may be situated on a more comparative plane; Pappas’s study is important in showing how
Yekta related his interest in church music, Greek musical circles, and ancient Greek-Byzantine theory to the theory of
Turkish music (Pappas, 2024, pp. 137-156). In later scholarship, Bardak¢r’s study of Turkish songs recorded in
Byzantine notation and Chaldzaki’s examination of Ottoman-Turkish music documents in the K. A. Psachos Archive
represent examples of notation-, repertoire-, and archive-centred research (Bardak¢1, 1993; Chaldzaki, 2022), while
Tura’s discussion of relations among ancient Greek, Byzantine, and Turkish music theories and Feyzi’s examination
of theoretical similarities between Turkish and Byzantine music in the Tanzimat period represent another line of
comparative theoretical studies (Feyzi, 2017, pp. 261-294; Tura, 2018, pp. 404-422). Studies of Greek and
Karamanlidika publications have expanded this literature in a different direction by relating questions of notation,
terminology, theory, and repertoire to problems of epistemic transmission and originality (Dogan & Colakoglu Sari,
2023, pp. 124-154; Dogan, 2024).

Considered together, these studies reveal three prominent lines of inquiry in the literature examined: debates over
origins and historical belonging; comparative theoretical studies, particularly of makam-ékhos relations and theoretical
systems; and studies of notation, repertoire, archives, and multilingual transmission. This body of scholarship clearly
shows that relations between Byzantine and Ottoman-Turkish music do not constitute an unresearched field. The
expansion proposed here instead seeks to connect these existing lines of inquiry with a longer-term question of
intellectual history concerned with the production, transmission, and transformation of theoretical problems and

musical knowledge in different historical environments.

From this perspective, it is not sufficient to approach Byzantine and post-Byzantine traditions solely through
repertoire, performance, or notation. Church music, neumatic notation, Greek Orthodox musicians, Patriarchal
circles, makam-ékhos comparisons, and notated repertoires are undoubtedly important subjects in research concerning
Ottoman music (Beaton, 1980; Erol, 2015; Wellesz, 1962; Zannos, 1994). Yet musical relations are not limited to the
circulation of repertoire and performance. In the Byzantine case, the textual transmission of the ancient Greek
theoretical inheritance and its continuity within education constitute another dimension of the historical existence of
musical knowledge (Benakis, 2018, pp. 98-103; Yalinkilig & Giiray, 2023, pp. 228-230). The question of how this
inheritance was reproduced within different institutional and epistemic environments represents a more recent
interpretive line (Yalinkilig, 2026). The Eastern Mediterranean may therefore be approached not only as a field in
which sounds and repertoires encountered one another, but also as a space in which musical knowledge was produced

through different conceptual languages.

Byzantine musical knowledge itself should not be conceived as a singular and monolithic tradition. Within

Byzantine intellectual environments, harmonic science was associated with higher education as a mathematical
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discipline within the guadrivium, whereas the psaltic tradition constituted a different domain of knowledge connected
with liturgical performance, pedagogical transmission, and compositional practice. This distinction does not mean
that the two domains were entirely separate from one another. Late Byzantine sources in particular indicate that
harmonic and psaltic thought, although produced within different institutional and epistemic frameworks, could
intersect in terms of concepts, terminology, and ways of thinking musically (Yalinkilig, 2026). This plurality also
reveals the limits of approaching the Byzantine musical inheritance solely through church music or a single theoretical
system." To situate this theoretical field within the broader Eastern Mediterranean also requires bringing medieval
Islamic music theory into the discussion. The treatment of the ancient Greek harmonic inheritance in different
terminological and systematic contexts in the works of al-Kindj, al-Farabi, Ibn Sina, and later theorists indicates the
existence of comparable theoretical problem fields between Byzantine harmonic texts and Islamic theoretical sources
(Yalinkilig, 2025, pp. 454—538). What matters here is not to place these traditions within a linear chain of transmission,
but to investigate how similar problems were articulated in different conceptual languages and how they acquired
different functions over time. Manuel Bryennios’s Harmonika will be considered separately in a later section as a
concrete example of this distinction and of the comparisons that may be drawn with broader Eastern Mediterranean

theoretical traditions.

For the Ottoman period, post-Byzantine Greek Orthodox theorists provide sources through which the circulation
of musical knowledge across different linguistic and theoretical environments can be traced more directly. Figures such
as Chrysanthos, Panagiotis Chalatzoglou, Kyrillos Marmarinos, Kiltzanidis, and Apostolos Konstas demonstrate that
relations between Ottoman makam theory and the Byzantine ékbos tradition were discussed not only in performance
practice but also at the level of written theory (Pappas, 1997, 2007; Plemmenos, 2021, p. 67; Sahin et al., 2018, pp.
115-121). Ttrkiye-based scholarship has likewise drawn attention to the multicultural musical environment of
Istanbul, to the relations of Ottoman theory with medieval Islamic and Greek theoretical inheritances, to the roles of
Greek and Armenian musicians in theory and performance, and to forms of cultural interaction observable through
theorists such as Artin and Marmarinos (Levendoglu Oner, 2011, pp- 318, 320-322). These studies show that Greek
Orthodox actors were not merely performers or intermediaries within Ottoman musical culture; they also participated
in processes through which musical knowledge was classified, compared, transmitted, and reformulated within
different conceptual or notational systems (Pappas, 1997, 2007; $ahin et al., 2018, pp. 119-124). Konstas’s
Karamanlidika treatise on music theory is especially notable in allowing concepts of post-Byzantine church music and

Turkish-Ottoman musical terminology to be considered together (Pappas, 2007).

The aim of these comparisons is not to establish a one-directional and linear chain of influence among the
theoretical traditions in question. Stronger models of influence do, however, exist in the literature. Plemmenos treats
the Ottoman makam system as one of the principal points of reference in Chrysanthos’s modal reorganisation and
discusses the influence of Ottoman modal thought on post-Byzantine church music through detailed comparisons
(Plemmenos, 2021, pp. 67, 77-78). While acknowledging the historical significance of such claims, the present article
proposes a broader question: within what conceptual systems did different theoretical environments define, transmit,
and reorganise similar or comparable musical problems? Such an approach makes it possible to move beyond makam-
ékhos correspondences toward a broader historiography focused on the historical circulation of concepts, theoretical

texts, and practices of knowledge.

The inclusion of the theoretical and intellectual traditions of the Eastern Mediterranean in research on Ottoman-
Turkish music should therefore not be understood as an independent field added externally to Feldman’s work.
Rather, this orientation expands the chronological and epistemic scale of his research practice, which relates different
types of sources, actors, and processes of historical transformation around the same problem. Incorporating theoretical

texts, educational traditions, philological transmissions, and conceptual transformations alongside repertoire and

!5 This institutional and epistemic distinction was developed through the concepts of “harmonic science” and “psaltic authority” in a paper presented at the
University of Edinburgh (Yalinkilig, 2026).
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performance may make it possible to investigate the place of Ottoman-Turkish music within the longer history of

musical knowledge in the Eastern Mediterranean through a new set of questions.

New Research Possibilities for Ottoman-Turkish Music Historiography

Incorporating the theoretical and intellectual heritage of the Eastern Mediterranean into Ottoman-Turkish music
historiography entails more than simply expanding the list of sources. At a more fundamental level, this approach also
requires reconsidering the kinds of sources, concepts, and research methods through which the history of Ottoman

music can be written.

The first area of research opened by this approach is the comparative rereading of theoretical texts. Repertoire,
megk, performance, and notational sources have rightly occupied a central place in the historiography of Ottoman-
Turkish music. Reading texts from Byzantine, medieval Islamic, post-Byzantine Greek Orthodox, and Ottoman
theoretical traditions together offers new possibilities for understanding how musical knowledge was conceptualized
in different environments (Benakis, 2018; Sahin et al., 2018, pp. 115-120; Tura, 2018, pp. 404-422; Yalinkilig &
Giiray, 2023, pp. 228-230, 237-241). Such a reading should not be limited to identifying correspondences between
makam and ékhos, but should also examine how mode, ci7s, seyir, interval, pitch, usil, melodic pattern, and the idea of

composition were defined in different theoretical languages.

A second area of research concerns the need for philological and multilingual work. Expanding the historiography
of Ottoman-Turkish music to an Eastern Mediterranean scale requires the consideration not only of Turkish and
Ottoman Turkish sources, but also of texts in Greek, Armenian, Persian, and Arabic; sources produced in different
writing systems, such as Karamanlidika Turkish and Turkish written in Armenian script; and, where necessary, sources
in Latin or Western European languages. Such a multilingual approach may be regarded as a natural extension of the
methodological orientation evident in Feldman’s work (Feldman, 2015, pp. 88-91; 2024, pp. 16-24)." Feldman
situates the emergence of an independent Ottoman musical style and repertoire within the same historical process as
the intensification of contacts among Muslim Ottoman musicians, Ottoman Christians, and Western Europeans.
Particularly in the seventeenth and eighteenth centuries, the proliferation of theoretical texts written in Ottoman
Turkish, Turkish in Armenian script, and Greek, together with documents belonging to different notational
traditions, made what he describes as the tension “between myth and document-based history” increasingly visible
(Feldman, 2015, p. 88)."” The historical circulation of musical knowledge, after all, often did not take place within a
single language, institution, or community, but was shaped across different writing systems, practices of translation,
educational environments, and performing communities. Pappas’s (2007) study of Konstas provides a concrete
example of the need for such multilingual research, insofar as it makes it possible to relate a post-Byzantine theoretical

text on church music written in Karamanlidika to Turkish-Ottoman musical concepts.

A third area of research concerns digital and institutional source projects. The Corpus Musicae Ottomanicae
(CMO) provides an important model through its critical editions of nineteenth-century Ottoman music manuscripts
notated in Hamparsum and Western notation, philological examination of lyric texts, and the integration of printed

and manuscript sources on Ottoman music within an online catalogue (Corpus Musicae Ottomanicae, n.d.). The

1¢“Prior to the creation of the Turkish Republic in 1923, this musical mythic history was a way through which members of Ottoman civilization understood their
own past and their role in the world to which they belonged. Their understanding of cultural history was based not on actual musical documents—although these
may have existed at times—but rather on a consensus among members of an educated group of musicians who were viewed as authoritative. However, it so
happened that the development of an independent Ottoman musical style and repertoire coincided with increased contact between Ottoman Muslim musicians,
local or foreign Ottoman Christians, and Western Europeans. Both Latin Westerners and Ottomans belonging to the Eastern Orthodox Church were heirs to
separate traditions of musical notation, which placed their understanding of musical history on a far more empirical basis than that of Muslims. By the 17th and
especially the 18th century, myth-making was not the only process at work in the formation of an Ottoman musical history—increasingly the field was cluttered
with actual notated musical documents as well as new theoretical works, written in Ottoman Turkish, Armeno-Turkish, or Greek. However disturbing this
confrontation between myth and documentary history may have been for members of the Ottoman civilization, this very conflict is part of what produced the
mentalité of post-17th century Ottomans.” Feldman (2015, p. 88).

17 Feldman’s account of the formation of Ottoman music history through the coexistence not only of Muslim/Turkish sources but also of Eastern Orthodox and
Western European notational traditions and theoretical texts written in Ottoman Turkish, Turkish in Armenian script, and Greek clearly demonstrates his
inclusion of multilingual and multicommunal source environments within historical analysis (Feldman, 2015, p. 88).
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relationship between CMO and Feldman’s work is not limited to methodological similarity. In the preface to the 2024
edition, Feldman notes that research on early Hamparsum manuscripts conducted within the framework of CMO
contributed to his reconsideration of earlier assessments concerning the chronology of Ottoman music (Feldman,
2024, pp. xii—xiii). This example shows that systematic source editing and digital research infrastructures do more than
make existing materials accessible; they can also enable established historical periodizations to be reassessed. Similar
digital research infrastructures might be developed to connect Byzantine and post-Byzantine music-theoretical
manuscripts, sources of Ottoman makam theory, and texts by Greek Orthodox theorists. By facilitating the joint
reading of different textual traditions, such projects could contribute to the emergence of new comparative research

questions.

This research agenda is too multilayered to remain confined to individual expertise. A deeper investigation of the
relationship between Ottoman-Turkish music and the intellectual heritage of the Eastern Mediterranean requires
closer collaboration among musicologists, Byzantinists, Ottoman historians, philologists, digital humanities specialists,
and performers. Feldman’s work demonstrates that the history of Ottoman music need not be limited to the style-
critical analysis"® of musical structures and works, but may also be approached as a history of institutions, actors, texts,
performance practices, and forms of cultural authority (Feldman, 1990/1991, 2022, 2024). Future research should

therefore move toward multilayered models of inquiry rather than single-disciplinary explanations.

These areas of research transform the approach defined in the Introduction as an “intellectual history of musical
knowledge” into a more concrete research programme. How the comparative study of theoretical texts, multilingual
philological work, digital source infrastructures, and interdisciplinary collaboration might be brought together will be

discussed below through the more limited example of Manuel Bryennios’s Harmonika.

A Concrete Example of the Research Horizon: Manuel Bryennios and the Intellectual History of
Musical Knowledge in the Eastern Mediterranean

Manuel Bryennios’s Harmonika provides a particularly suitable example through which to concretize the research
agenda proposed here. Written in the early fourteenth century, this three-book work is one of the principal theoretical
texts to bring together the Pythagorean, Aristoxenian, and Ptolemaic inheritances of ancient Greek harmonic science
within the intellectual world of Late Byzantium. Questions concerning sound, interval, ratio, genus, system, pitch,
tonos, metabolé, melodic formation, and cosmology are treated within a framework of mathematical and philosophical
musical knowledge (Benakis, 2018, pp. 98-103; Yalinkilic et al., 2023, pp. 13-26). In this respect, the Harmonika is
not merely an exposition of a particular pitch system, but a comprehensive text that reveals the categories of knowledge

through which music could be conceptualized in the Late Byzantine world.

The literature on the Harmonika has clarified to a considerable extent both the textual history of the work and its
relationship with the ancient Greek theoretical inheritance. In the history of its printed transmission, Wallis’s Latin
edition of 1699 constitutes one of the first major landmarks, while Jonker’s 1970 edition, which presents the Greek
text alongside an English translation, has become one of the principal reference works of modern Bryennios
scholarship. More recently, Weddigen’s extensive philological study has offered a much more detailed assessment of
the sources and parallel passages of the text (Wallis, 1699; Jonker, 1970; Weddigen, 2020). Bryennios’s relationship
with ancient Greek music theory has also been investigated, particularly through Mathiesen’s (1983) comparative

study centred on Aristides Quintilianus. The identification of the ancient theoretical sources on which Bryennios drew

'8 One of the important starting points in the disciplinary history of the style- and form-centred study of music history is Guido Adler’s 1885 essay Umfang,
Methode und Ziel der Musikwissenschaft. Adler’s empirical “style-critical method” sought to examine the historical development of musical forms and styles
through particular “laws of style.” Mugglestone draws attention to the relationship between Adler’s method and contemporary art historiography, while also
emphasizing its organicist and Darwinian dimension, in which the development of styles and forms is conceived in a manner analogous to the formation and
selection of living organisms (Mugglestone, 1981). The reference here is not intended to question the validity of stylistic analysis, but to recall the historical
framework of one of the foundational methods of modern musicology and to indicate that music history may also be approached together with broader
institutional, social, and epistemic dimensions. For a Turkish translation of Adler’s text and Mugglestone’s historical-analytical commentary, see also Yalinkilig
(2022).
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extensively makes it possible to approach the work not as a simple compilation, but as a Late Byzantine link within a

much longer tradition of harmonic knowledge.

The importance of Bryennios for the present study, however, does not derive solely from the fact that the
Harmonika bears witness to the textual continuity of the ancient Greek theoretical inheritance in Late Byzantium.
The relationship of the work to the musical world of its own period has also been discussed in Bryennios scholarship.
Makris (2007) directly problematizes its relationship with Byzantine church music, while in a more recent reading
Varelas draws attention to points at which ancient theoretical terminology encounters contemporary Byzantine
musical practice in the Harmonika. In particular, Bryennios’s references to types of melody called ékhos by
contemporary melopoioi, and to concepts such as melismos, kompismos, and teretismos associated with vocal or
instrumental performance, indicate that the work not only transmitted an inherited theoretical repertoire but also
maintained points of contact with the musical terminology of the fourteenth century (Varelas, 2024, pp. 21, 25-26).
This point of contact is extended here toward the question of how harmonic knowledge was situated and reproduced
within different institutional and epistemic environments (Yalinkilig, 2026). Such a reading does not, of course, turn
Bryennios into a direct precursor of Ottoman makam theory. It does, however, show how, within the same geography,
musical knowledge could establish relations between inherited theoretical tools and contemporary musical and

intellectual environments, thereby opening this relationship to further investigation.

Considering this question on the broader scale of the Eastern Mediterranean makes it possible to examine the
Harmonika not only in relation to its Byzantine sources, but also alongside theoretical problems encountered in
medieval Islamic music theory. The comparison here does notitself provide a direct Ottoman example. Theorists such
asal-Farabi, Ibn Sini, and Urmevi belong to a broader Islamic theoretical tradition formed before the Ottoman period.
Nevertheless, how this theoretical inheritance was received, reclassified, and transformed in accordance with different
musical needs in later Ottoman environments constitutes a critical next stage of the research trajectory proposed here.
To give an example, comparative studies of categories used by Bryennios, such as phoneé, melos, diastema, genos, systema,
metabolé, and tonos, alongside the discussions of sound, nagme, bud, cins, cem, intikal, and pitch systems in al-Kindi,
al-Farabi, Ibn Sina, Ibn Zayla, Safi al-Din Urmevi, and later theorists, show that what can be identified are not only
terminological correspondences but also shared or comparable problems addressed through different theoretical
languages (Yalinkilig, 2025, pp. 454—538). The measurement and classification of intervals, the construction of fourths
and fifths, the organization of genera, the formation of larger pitch systems, and the explanation of transitions between
melodic or systemic structures are among these problem fields. The aim at this point is not to equate the terms, but to
investigate the conceptual tools through which the same or similar musical problems were addressed within different

traditions of knowledge.

Cins/genos offers one concrete example. Bryennios’s theory distinguishes three principal gené: diatonic, chromatic,
and enharmonic. In early Islamic music theory, clear counterparts can likewise be found in threefold classifications of
cins based on different arrangements of intervals within the fourth. The treatment of this problem through different
terminologies in theorists such as al-Kindj, al-Farabi, Ibn Sina, Ibn Zayla, and Urmevi shows that a shared theoretical
ground can be traced across different textual and linguistic environments (Yalinkilig, 2025, pp. 501-503). Historically,
however, what matters most is not that this similarity persisted unchanged. In the later theoretical tradition, the
classification and function of ¢ins changed, and the concept acquired new layers of meaning within new classificatory
schemes and modal structures. This makes clear that philological or terminological continuity is not the same as

conceptual identity.

The system diagram given by al-Farabi (D’Erlanger, 1930; Can, 2001; Kizilcik, & Tercan, 2021) and the diagram
found in Book III, Part 9 of Bryennios’s Harmonika (Jonker, 1970; Weddigen, 2020; Yalinkilig, 2025) organize the
pitches that constitute the system and the consonant intervallic relations among them according to a comparable

diagrammatic logic (Figure 1). Appearing in two different theoretical environments, one Arabic and the other Greek,
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these representations show that the comparison need not remain limited to terminological similarities, but may also

extend to the mathematical and schematic modes through which musical relations were represented.”
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Figure 1. Diagrammatic representation of the pitch system and consonant relationships in al-Farabi and Bryennios.

Al-Farabi treats the fifteen-pitch system extending over two octaves as cem-7 kdmil (Can, 2001; Kiziletk & Tercan,
2021) and uses the ancient Greek pitch names together with their Arabic equivalents. He also places Hypermiksolydios
as the highest zo70s among the eight fonoz; in Bryennios’s Harmonika, Hypermiksolydios likewise occupies the highest
position in the same ordering. These similarities are not used to demonstrate a direct relationship of transmission, but
to show that the relationship of both texts to the classical harmonic inheritance can be compared at systemic and
terminological levels (Yalinkilig, 2025). A comparison of pitch systems provides a more concrete example for

examining how such structural similarities changed in later theoretical environments.

A comparable problem also emerges in the comparison between systéma and cem. In the ancient and Byzantine
harmonic tradition, the organization of fourths and fifths into larger systems constituted a central theoretical problem,
while in Islamic music theory the concept of cem likewise formed an extensive theoretical field concerning the
organization of sounds and intervals within larger systems. In particular, the fact that the idea of a complete system
extending over two octaves can be traced in comparable forms across different theoretical texts makes it possible to
investigate a shared history of theoretical problems. At the same time, the differentiation of pitch organization and
system classifications among later theorists also shows how this inheritance was reorganized within new theoretical
structures (Yalinkilig, 2025, pp. 504-514).

The organization of pitch systems provides a more concrete example of this differentiation. Bryennios’s fifteen-
pitch Complete Consonant System, extending over two octaves in the Harmonika (Yalinkilig, 2025, pp. 504-517),
and the seventeen-pitch system employed by Ladikli Mehmed Celebi in fifteenth-century Ottoman music theory offer
different solutions to the division of the octave and the organization of pitch space.”” In Figure 2, Bryennios’s pitch
positions are represented by open noteheads, while the pitches in Ladikli’s one-octave system that do not coincide with
those of Bryennios are shown with filled noteheads. At the shared points, the cent values of both systems are given
together. The figure thus makes it possible to visualize not only their common mathematical reference points but also
the divergence in the organization of pitch space. The aim here, of course, is not to establish direct transmission or
identity between the two systems, but to show how comparable theoretical problems could be organized differently

within distinct historical and epistemic environments.

% No direct relationship of transmission is proposed here; rather, the comparison concerns the manifestations of shared harmonic problem fields within different
3 5

textual traditions.

* Another example is Sirvini’s transmission, on the authority of Ibn Sina, of the definition of cem-i kdmil-i a‘zam as encompassing fifteen pitches and fourteen

intervals.
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Figure 2. Comparative representation of Bryennios’s fifteen-pitch system and Ladikli’s seventeen-pitch system

A more striking example concerns the relationship between metabolé and intikal. In Bryennios, metabolé functions
as abroad theoretical category for describing change and transition involving sound, interval, genus, system, or melodic
organization. In medieval Islamic music theory, 7ntikal likewise initially constitutes a problem field concerned with
transitions among different sounds, intervals, genera, or systems. Its subsequent historical development, however, does
not follow the same trajectory. In al-Farabi, Ibn Sina, and later theorists, 7z¢ikal becomes increasingly associated with
the organization of melodic movement; in later sources, it acquires a function approaching the description of a
makam’s melodic progression (Yalinkilig, 2025, pp. 517-519). The value of comparing metabolé/intikal, therefore,
lies not in demonstrating that the two concepts are “the same,” but in making visible how a comparable theoretical

problem acquired new conceptual functions in different periods.

It is precisely at this point that the significance of Bryennios for the historiography of Ottoman-Turkish music
becomes clearer. The contribution expected from studying the Harmonika is not to demonstrate a “Byzantine origin”
for Ottoman makam theory. A more productive research question is how problems such as czzs, interval, pitch system,
modal organization, change, and melodic movement were defined through different conceptual languages within
classical Byzantine harmonic science, medieval Islamic music theory, post-Byzantine Greek Orthodox theoretical texts,
and Ottoman music theory. Such a comparison may reveal not only which elements Ottoman theory might have
inherited, but also where it diverged from earlier forms of knowledge, which concepts it endowed with new functions,
and how it redefined comparable musical problems. The subject of long-term comparison is therefore not merely

continuity and transmission, but also transformation, rupture, and reconceptualization.

This approach does not require the assumption of a direct and uninterrupted chain of transmission between
Byzantium and the Ottoman world. The existence of comparable problem fields between Byzantine harmonic science
and medieval Islamic music theory does not in itself demonstrate the historical routes through which these ideas may
have reached later Ottoman theory. Establishing such routes requires separate investigation of the circulation of texts,
practices of translation and terminology, manuscript traditions, educational environments, and documentable
relations among theorists. The comparative study previously undertaken between the Harmonika and medieval
Islamic music theory shows that problem fields such as diastema/bu‘d, genos/cins, systema/cem, metabolé/intikal, and
pitch systems can be examined together (Yalinkilig, 2025, pp. 454-538); such comparability, however, should not be

equated with historical transmission itself.

The function of the Bryennios example in this article is therefore not to provide an explanation of “origins,” but to
show how the research horizon opened by Feldman might be expanded. In Feldman’s work, different kinds of sources,
actors, repertoires, and performance practices are related around a common problem of historical transformation.
When a comparable approach is applied to theoretical sources across a longer chronological scale, classical Byzantine,
medieval Islamic, post-Byzantine Greek Orthodox, and Ottoman theoretical texts need not be arranged as direct

predecessors of one another. Instead, they can become sources for a shared historical problem concerned with the ways
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musical knowledge circulated, was redefined, and was legitimized across different languages, texts, institutions, and
theoretical systems. In this respect, Byzantine manuscripts such as the Harmonika constitute a concrete analytical case
demonstrating how an intellectual history of musical knowledge in the Eastern Mediterranean may introduce new

questions into the historiography of Ottoman-Turkish music.

Conclusion
This study has shown that Walter Feldman’s significance for the historiography of Ottoman-Turkish music cannot be
located solely in the sources he has brought to light or in the historical knowledge he has produced concerning
particular repertoires. Feldman’s research practice, which relates different types of sources, actors, institutions,
performance practices, and forms of cultural authority around common historical problems, makes it possible to
examine Ottoman music not as a closed and linear tradition, but as a field historically constituted and transformed. In
this respect, one of the most productive aspects of Feldman’s intellectual legacy lies not only in the new answers he has
contributed to the history of Ottoman-Turkish music, but also in his expansion of the boundaries of the sources and

questions through which that history can be investigated.

The principal proposal of this article is that this research practice can be extended toward an intellectual history of
musical knowledge in the Eastern Mediterranean. The Eastern Mediterranean, as used here, does not designate a
homogeneous musical culture; rather, it offers a historiographical scale through which particular relations among
Byzantine, medieval Islamic, post-Byzantine Greek Orthodox, and Ottoman theoretical environments can be
investigated over the longue durée. Within this scale, the circulation of musical knowledge, philological transmission,
and conceptual reproduction can be examined as distinct processes. The focus of inquiry can thus shift from asking
where a particular makam, term, or theoretical element “came from” to asking how comparable musical problems were
defined, transmitted, transformed, and endowed with new functions in different textual, linguistic, pedagogical, and
institutional environments. The principal original contribution proposed here for the existing historiography of

Ottoman-Turkish music lies precisely in this change of scale and of research question.

Manuel Bryennios’s Harmonika, one of the last theoretical works of the Late Byzantine period and the example
highlighted in this article, demonstrates both the possibilities and the limits of this approach. Its relationship with the
ancient Greek harmonic tradition, its position within the musical and intellectual environments of Late Byzantium,
and theoretical problems comparable to those found in medieval Islamic music theory—such as genos/cins,
systema/cem, and metabolé/intikal—show that different traditions of knowledge can be read together not merely
through terminological similarities, but through the historical functions and transformations of concepts. Such
comparability, however, does not demonstrate that these concepts were transmitted uninterruptedly from Byzantium
to the Islamic world or from there into Ottoman music theory. The function of the Bryennios example in this article
is therefore not to construct a new Byzantine-Ottoman narrative of origins, but to show that, when investigating the
longer theoretical past of Ottoman-Turkish musical knowledge, transformation, divergence, and reconceptualization

can be treated as historical problems alongside continuity.

The limits of this approach should also be stated. The study is neither a systematic literature review encompassing
the entirety of Byzantine, medieval Islamic, Greek Orthodox, and Ottoman theoretical literatures, nor does it examine
all manuscripts and archival sources that might document historical routes of transmission among these traditions.
The sources used here were selected in order to test the historiographical question of the article, while Bryennios has
been treated not as an example that proves the proposed approach in its entirety, but as an analytical case that makes
its research potential visible. The “intellectual history of musical knowledge” is therefore proposed here not as a

completed historical narrative, but as a research programme that remains to be tested.

Future research should investigate on a source-based basis the textual routes through which the medieval
inheritance of music theory circulated within Ottoman environments; the ways concepts were reformulated across
different languages and writing systems; documentable contacts between post-Byzantine Greek Orthodox and
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Ottoman theorists; and the new meanings and functions that comparable theoretical problems acquired within
Ottoman music theory. Such a research programme may extend the horizon opened by Feldman further into the past
while also making it possible to reconsider Ottoman-Turkish music within the longer and more permeable intellectual

history of the Eastern Mediterranean.

Disclosure
This study received no support from any institution or funding body. The author declares no conflict of interest. The
study is single-authored, and the design of the research, selection and examination of sources, formulation of scholarly
interpretations, and decisions concerning the final text are the sole responsibility of the author. As the research is based
on the examination of published sources, ethics committee approval was not required. During the preparation of the
article, generative Al tools were used to a limited extent for editorial and critical review of the text, reduction of

repetition, and simplification of expression.

Biodata of Author

Dr. Erding Yalinkilig is an independent researcher working on Ottoman-Turkish and Byzantine

music history, music theory, performance studies, and the intellectual history of musical knowledge
in the Eastern Mediterranean. His doctoral dissertation, completed in 2025 in the Department of
Musicology at Erciyes University, focused on Late Byzantine music theory in comparison with

edvdr sources. From 2017 to 2026, he served as a Research Assistant at Bagkent University State

Conservatory. In 2026, he presented his research on the institutional contexts of musical knowledge
in Late Byzantium at the 7th International Conference on Late Antiquity, Islam and Byzantine Studies, held at the
University of Edinburgh. In the same year, drawing on the methodological and institutional difficulties encountered
during a folk music compilation project conducted with Ankara Metropolitan Municipality as part of the centenary
of the Republic, he co-presented the paper “Is Collecting Enough? Rethinking Folk Music Collecting in Tiirkiye
after a Century” at the ICTMD Tiirkiye Workshop. Also in 2026, he was selected to participate in the Mentorship
Program for Byzantine researchers organized by Harvard University’s Dumbarton Oaks. His current research
focuses on the theoretical, institutional, and historiographical intersections between Byzantine and Ottoman
musical cultures. He is a co-founder of Konstantiniyye Collective, which brings together research, performance,
and practice-based projects. ORCID: 0000-0001-6425-7700

Academia: https://independentresearcher.academia.edu/Erding Yalinkilig

References

Adler, G. (1885). Umfang, Methode und Ziel der Musikwissenschaft. Vierteljabrsschrift fiir Musikwissenschaft, 1, 5-20.

Angelov, D., Batsaki, Y., & Bazzaz, S. (2013). Introduction. In S. Bazzaz, Y. Batsaki, & D. Angelov (Eds.), Imperial geographies in
Byzantine and Ottoman space (pp. 1-22). Center for Hellenic Studies, Trustees for Harvard University.

Arel, H. S. (1997). Tiirk musikisi iizerine iki konferans (Two Conferences on Turkish Music). Musiki Mecmuast’nin ek yaymni
(Supplementary publication of Musiki Mecmuast)

Bardake1, M. (1993). Fener Beyleri’ne Tiirk sarkilars (Turkish Songs for the Phanariot Beys). Pan Yaymcilik.

Barker, A. (Ed. & Trans.). (1989). Greck musical writings: Vol. 2. Harmonic and acoustic theory. Cambridge University Press.

Barker, A. (2007). The science of  harmonics in  cassical  Greece.  Cambridge  University  Press.
https://doi.org/10.1017/CBO9780511482465

Beaton, R. (1980). Modes and roads: Factors of change and continuity in Greek musical tradition. The Annual of the British School
at Athens, 75, 1-11.

Benakis, L. G. (2018). Byzantine musical theory (Harmonics). Wisdom, 1(10), 98-104.

Can, M. C. (2001). Miizikte tam begli zincirleri ve Pythagoras dizileri (Chains of Perfect Fifths and Pythagorean Scales in Music).
Gazi Egitim Fakiiltesi Dergis, 21(2). https://izlik.org/TA96PP43DG

Chaldaki, E. (2022). Testimonies of Ottoman Turkish music in K. A. Psachos’s personal archive. Yegah Miizikoloji Dergisz, 5(2),
202-236. https://doi.org/10.51576/ymd.1198307

Corpus Musicae Ottomanicae. (n.d.). Critical editions of Near Eastern music manuscripts. University of Miinster.
https://www.uni-muenster.de/CMO-Edition/en

39



Yalink:ils Trirk Miizigi 6(Walter Feldman Special Issue) (2026) 35-50
¢ 24 74

D’Erlanger, R. (1930). La musique arabe: Al-Farabi, Grand traité de la musique (Kitabu l-miisigi al-kabir), livres I et II (Vol. 1).
P. Geuthner.

Dogan, E., & Colakoglu Sari, G. (2023). Epistemic transmission and originality in Greek-Karamanlidika publications related to
makam music in 19th-century Istanbul. Musicologist, 7(2), 124-154. https://doi.org/10.33906/musicologist. 1271019

Dogan, E. (2024). Konstantinos Aleksandru Psabos'un Musiki Takviminden Asya Lirine: Geg donem Rumca-Karamanlica

yayinlarda Osmanli-Tiirk makam miizigi ve teori yazima (From Konstantinos Alexandrou Psachos’s Musiki Takvimi to Asya
Liri: Ottoman-Turkish Makam Music and Theoretical Writing in Late Greek and Karamanlidika Publications). Doctoral
dissertation. Istanbul Technical University. Istanbul, Ttirkiye.

Erol, M. (2015). Greek Orthodox music in Ottoman Istanbul: Nation and community in the era of reform. Indiana University Press.

Feldman, W. (1990/1991). Cultural authority and authenticity in the Turkish repertoire. Asian Music, 22(1), 73-111.

Feldman, W. (1993). Ottoman sources on the development of the taksim. Yearbook for Traditional Music, 25, 1-28.
https://doi.org/10.2307/768680

Feldman, W. (2015). The musical “renaissance” of late seventeenth century Ottoman Turkey: Reflections on the musical materials
of Ali Utki Bey (ca. 1610-1675), Hafiz Post (d. 1694), and the “Maraghi” repertoire. In M. Greve (Ed.), Writing the bistory of
Ottoman music (pp. 87-138). Ergon Verlag.

Feldman, W. (2019). The emergence of Ottoman music and local modernity. YILLIK: Annual of Istanbul Studies, 1(1), 173-179.
https://doi.org/10.53979/yillik.2019.10

Feldman, W. (2022). From Rumi to the whirling dervishes: Music, poetry, and mysticism in the Ottoman Empire. Edinburgh
University Press.

Feldman, W. (2024). Music of the Ottoman court: Makam, composition and the early Ottoman instrumental repertoire. Brill.

Feyzi, A. (2017). Tanzimat déneminde Geleneksel Ttirk Miizigi-Bizans Miizigi: “Kuramsal benzerlikler tizerine bir inceleme”
(Traditional Turkish Music and Byzantine Music in the Tanzimat Period: A Study of Theoretical Similarities). Bilzg, 81,261-
294.

Gezek, D. (2006). Bizans dini miiziginde “Istanbul Tavri”s Fener Patrikbanesi ilabilerinin melodik, ritmik ve modal yonden
analizi (The “Istanbul Style” in Byzantine Sacred Music: A Melodic, Rbythmic, and Modal Analysis of the Hymns of the
Ecumenical Patriarchate of Constantinople). Master thesis. Bagkent University. Ankara, Tiirkiye.

Holmes, C. (2012). Introduction. In J. Harris, C. Holmes, & E. Russell (Eds.), Byzantines, Latins, and Turks in the Eastern
Mediterranean world after 1150 (pp- 1-29). Oxford University Press.
https://doi.org/10.1093/acprof:0sobl/9780199641888.003.0001

Johnson, S. F. (2024). Worlds of Byzantium: Problems, frameworks, and opportunity in the Byzantine Near East. In E. S. Bolman,
S.F.Johnson, & J. Tannous (Eds.), Worlds of Byzantium: Religion, culture, and empire in the medieval Near East (pp. 1-36).
Cambridge University Press. https://doi.org/10.1017/9781108684620.002

Jonker, G. H. (Ed. & Trans.). (1970). The barmonics of Manuel Bryennius. Wolters-Noordhoff Publishing.

Kizileik, A., & Tercan, N. (2021). Miizik sanatina dair biiyiik kitap: Kitabu'l Miisika I-Kebir (The Great Book on the Art of Music:
Kitab al-Miisiga al-Kabir). TURKSOY.

Levendoglu (Oner), O. N. (2011). Istanbul’da Miizik: Evrensel Bir Mesaj m1? (Music in Istanbul: A Universal Message?) Erciyes
Universitesi Sosyal Bilimler Enstitiisii Dergisi, 1(30), 315-326. https://izlik.org/JA84RLSSRZ

Makris, E. (2007). O Mavovni Bpvéwviog xau 1 pulevtvy exxdnotacticn povawcs). Movarkoldoyia, 19, 277-286.

Mathiesen, T. J. (1983). Aristides Quintilianus and the “Harmonics” of Manuel Bryennius: A study in Byzantine music theory.
Journal of Music Theory, 27(1), 31-47.

Mugglestone, E. (1981). Guido Adler’s “The scope, method, and aim of musicology” (1885): An English translation with an
historico-analytical commentary. Yearbook for Traditional Music, 13, 1-21. https://doi.org/10.2307/768355

Pappas, M. (1997). Kiltzanidis’in kitab: (Kiltzanidis’s Book). Master thesis. Istanbul Technical University. Istanbul, Tiirkiye.

Pappas, M. (2007). Apostolos Konstasin nazariyat kitab: (Apostolos Konstas’s Book of Music Theory). Doctoral dissertation.
Istanbul Technical University. Istanbul, Ttrkiye.

Pappas, M. (2024). The Influence of Greek-Byzantine Music on Rauf Yekta Bey’s Music Theory. In N. Dogrusoz (Ed.),
Proceedings of the International Rauf Yekta Symposium (pp. 137-156). Atatirk Culture Center Presidency.
https://doi.org/10.32704/9789751751683.2024.0128

Plemmenos, J. (2021). Born from the ashes: The deconstruction of Byzantine mode-organization and the new Chrysanthine
“order”. Epistemes Metron Logos, 5, 67-79. https://doi.org/10.12681/eml.27644

Richter, L. (1998). Antike Uberlieferungen in der byzantinischen Musiktheorie. Acta Musicologica, 70(2), 133-208.
https://doi.org/10.2307/932707

Sahin, N, Giiray, C., & Aydin, A. F. (2018). Cross-cultural influences in makam theory: The case of Greek Orthodox theorists in
the Ottoman Empire. Musicologist, 2(2), 115-126. https://doi.org/10.33906/musicologist.456708

Tura, Y. (2018). Relationships Between Ancient Greek, Byzantine, and Turkish Music Theories. In C. Adar (Ed.), ZX.
International Hisarls Abmet Symposium: Music Theories (pp. 404-422). Kiitahya Fine Arts Association & Afyon Kocatepe
University State Conservatory.

40



Yalink:ils Trirk Miizigi 6(Walter Feldman Special Issue) (2026) 35-50
¢ 24 74

van den Berg, B., & Manolova, D. (2022). Introduction: Byzantine commentaries on ancient Greek texts. In B. van den Berg, D.
Manolova, & P. Marciniak (Eds.), Byzantine commentaries on ancient Greek texts, 12th-15th centuries (pp. 1-40). Cambridge
University Press.

Varelas, V. (2024). Nonsense syllables in Byzantine chant tradition: Semiotic affiliations between ecclesiastical and secular
Byzantine music. Jjournal of the International Society for  Orthodox  Church  Music,  8(1), 17-46.
https://doi.org/10.57050/jisocm.127530

Wallis, J. (Ed.). (1699). Manuelis Bryennii Harmonica. In Operum mathematicornm volumen tertium. E Theatro Sheldoniano.

Weddigen, A. (2020). Les Harmonica de Manuel Bryenne : édition, traduction, commentaire (The Harmonics of Manuel
Bryennios:  Edition,  Translation, —and — Commentary). — Doctoral  dissertation.  Sorbonne  University.
https://www.theses.fr/2020SORUL120

Wellesz, E. (1962). A history of Byzantine music and hymnography. Oxford University Press.

Yalinkilig, E. (2022). Modern miizikolojinin dogusu: Guido Adler’in “Miizikolojinin kapsami, ydntemi ve amact” (1885) basliklt
makalesinin gevirisi ve tarihi-analitik agiklamast (The Birth of Modern Musicology: A Translation and Historical-Analytical
Commentary on Guido Adler’s “The Scope, Method, and Aim of Musicology” (1885)). Sabne ve Miizik, 8(15), 1-29.
https://izlik.org/JAS7BW43UM

Yalinkilig, E., & Giiray, C. (2023). Dogu Roma (Bizans) kilise miizigi: Anadolu topraklarinda Antik Yunan ve Osmanli/Ttirk
miuzik kilttirti arasinda bir koprii (Eastern Roman (Byzantine) Church Music: A Bridge Between Ancient Greek and
Ottoman/Turkish Musical Cultures in Anatolia). In C. Giiray, N. Oya Levendoglu, M. Goniil, F. Cayly, 1. Karadeniz, & N.
Sahin (Eds.), Turkish Music: History: Vol I (pp. 213-250). Ministry of Culture and Tourism of the Republic of Ttirkiye.

Yalinkilig, E., Levendoglu, O., & Giiray, C. (2023). Bizans miizik teorisyeni Manuel Bryennios. Konservatoryum - Conservatorium,
10(2), 13-26. https://doi.org/10.26650/ CONS2023-1339068

Yalinkilig, E. (2025). 14. yy. Dogu Roma (Bizans) miizigi teorisyeni Manuel Bryenniosun “Harmonika” (Abenk Bilimi) isimli el
yazmasinin incelenmesi (An Examination of the Manuscript “Harmonika” (The Science of Harmony) by the 14th-Century

Eastern Roman (Byzantine) Music Theorist Manuel Bryennios). Doctoral dissertation. Erciyes University. Kayseri, Ttirkiye.

Yalinkili, E. (2026, May 18-19). Institutional contexts of musical knowledge in late Byzantium: Harmonic science and psaltic
authority across scholarly and ecclesiastical worlds [Conference presentation]. 7th International Graduate Conference in Late
Antique, Islamic and Byzantine Studies, University of Edinburgh, Edinburgh, United Kingdom.

Yandim Aydin, S. (2021). Postmortem lives of Byzantine images: Anatolian icons, style, and iconography. Etudes Byzantines et
Post-Byzantines, 10, 117-179.

Zannos, 1. (1994). Ichos und Makam. Orpheus-Verlag.

41



