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RAUF YEKTA BEYIN IiLK DONEM iSLAM DUNYASI MUZIiGi VE
NAZARIYESI KONUSUNDAKI GORUSLERI

Ahmet Hakki TURABI®

Rauf Yekta Bey’ in miizige dair ¢alismalarindan, Islam’in ilk dénem miizigi ve bu
dénemin kaynaklari olan Grek miizigine hakimiyetini gozlemlemekteyiz. Ozellikle
Pitagoras gamiyla baglatilan ve bu gamin dogru veya yanlig Islam Diinyasi'ndaki
yansimalarini oldukga dogru bir sekilde tahlil etmis ve degerlendirmistir. Diger yandan
20. Yiizyilin son geyreginde yapilan g¢alismalarla ortaya konulan ilk donem Islam
Diinyasi’'nin etkilendigi miizik tiirlerini oldukga isabetli bir sekilde daha bu asrin
basinda tespit etmistir. Bu cercevede nazari agidan bu donemin aslinda Grek
miiziginden ziyade fran miiziginden etkilendigini ve bu miizigin nazariyesini
kullandigini tespit etmektedir. Biz de tebligimizde Rauf Yekta Bey” in bu tespitlerini yeni
kaynaklarla birlikte degerlendirmeye tabi tutacagiz.

Anahtar Kelimeler : Rauf Yekta, {lk Donem Miizik, Grek Miizigi, Pitagoras, Farabi,
Miizik.

1 Prof. Dr., Marmara Un. ilahiyat Fak. Tiirk Din Msikisi Anabilim Dali Ort. Uyesi, ahturabi@yahoo.com
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RAUF YEKTA BEY'S OPINIONS ON THE FIRST PERIOD ISLAMIC
WORLD MUSIC AND THEORY

Ahmet Hakki TURABI?

In Rauf Yekta Bey’s studies on music, we observe the dominance of the music of the first
period of Islam and the experiences of the Greeks, who were the sources of this period.
In particular, he analyzed and evaluated the Pythagoras scale and its reflections in the
Islamic World, right or wrong, quite accurately. On the other hand, at the beginning of
this century, he very accurately identified the musical genres that influenced the first
period of the Islamic World, which was revealed by the discovery made in the last
quarter of the 20th century. This general theoretical trend is actually influenced by
Iranian countries since Greek times, and he finds that he used this later theory. In our
paper, we will evaluate these determinations of Rauf Yekta Bey together with in sources.

Keywords: Rauf Yekta, Islamic Music, Pythagoras Music Scale, Farabi’s Music.

1 Prof. Dr, Marmara University, Faculty of Theology, Department of Turkish Religious Music,
ahturabi@yahoo.com
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LAVIGNAC’IN RAUF YEKTA BEY’E MEKTUPLARINDA LA MUSIQUE
TURQUE MADDESININ YAZILMA SERUVENI

Ali ERGUR

Miizikoloji ¢evrelerinde Tiirk miiziginin Avrupa yayinlarinda kapsaml ve sistemli bir
ansiklopedi maddesi olarak tanitilmasi 6zelligiyle taninan, Rauf Yekta Bey’in “La
Musique Turque” (Tiirk Miizigi) baslikli makalesi onemli bir referans eser olarak taninir.
Paris Konservatuar1 6gretmenlerinden Albert Lavignac (1846-1916) ¢ok genis kapsamli
bir miizik ansiklopedisi planlamis ve yaymlamistir. Miizik Ansiklopedisi ve Konservatuar
Sozliigii baghgim tasiyan bu eser, 1913-1922 yillar1 arasinda yayinlanan birinci ve 1925-
1931 yillar1 arasinda yayinlanan ikingci ciltten olusur. Birinci cilt miizik kiiltiir ve tarihine
agirhik vermektedir. Lavignac, yalnizca Avrupa miizigiyle yetinmeyip diinya miizik
geleneklerini derleyen bir eser olusturmak istemistir. Bu kapsamda Tiirkiye'nin miizik
kiiltiirtinii 6zetleyen bir makale siparisi vermek igcin zamanin en yetkin isimlerinin
basinda gelen Rauf Yekta Bey’e bagvurur. Rauf Yekta Bey teklifi kabul eder; ancak yazim
stireci, bir yandan siyasi istikrarsizliklar diger yandan Rauf Yekta Bey’in kisisel
sorunlari, planlanan yazim siirecinin tam zamaninda bitirilmesini engeller. Ekonomik
ve ailevi sorunlar, hastaliklar, yerine getirmek zorunda oldugu gesitli baska isler, Rauf
Yekta Bey’in, ansiklopedi maddesi icin Lavignac’la tizerinde anlagtig1 teslim tarihinin
stirekli ileri atmasina neden olur. Rauf Yekta Bey terekesinde bulunan bir dizi mektup,
bu gecikmeler ve engellerle dolu yazim siirecinin dogrudan belgeleri olarak, iki miizik
insanin nezaketi hi¢bir zaman birakmadan, birbirlerine iltifatlar kadar elestirel ifadeler
de yazdiklarin1 kanitlamaktadir. Elimizdeki belgeler, Albert Lavignac’tan Rauf Yekta
Bey’e, cogu daktiloda bazilar1 elde yazilmis mektuplardan olusmaktadir. Rauf Yekta
Bey’in Lavignac hitaben yazdigi mektuplar elimizde mevcut degildir. Onun talep ve
ifadelerini  dolaylh olarak elimizdeki Lavignac mektuplarindan kismen
cikarsayabilmekteyiz. Bununla birlikte, bu belgeler kaginilmaz olarak tek yonlii bir
iletisim anlamina gelmektedir. Bu kisithliga karsin, Lavignac mektuplarindan La
Musique Turque maddesinin yazilma hikayesini takip edebilmekteyiz. Bu bildiri, 1909-
1914 arasindaki madde yazimi ve 1934 yilina kadar devam eden telif 6deme siirecinin
belgelerindeki ayrintilar1 ortaya koyarken donemin toplumsal baglami tartismayi
hedeflemektedir.

Anahtar Kelimeler: Rauf Yekta Bey, Lavignac, La Musique Turque, miizik
ansiklopedisi, Tiirk miizigi tarihi.
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THE STORY OF WRITING LA MUSIQUE TURQUE IN LAVIGNAC'S
LETTERS TO RAUF YEKTA BEY

Ali ERGUR

Rauf Yekta Bey's article titled “‘La Musique Turque” (Turkish Music), which is known in
musicology circles for its feature of promoting Turkish music as a comprehensive and
systematic encyclopedia in European publications, is recognized as an essential
reference work. Albert Lavignac (1846-1916), one of the teachers of the Paris
Conservatory, planned and published a very comprehensive encyclopedia of music.
This work, titled “‘Music Encyclopedia and Conservatory Dictionary,” consists of two
volumes, the first published between 1913-1922 and the second published between 1925-
1931. The first volume focuses on music culture and history. Lavignac wanted to create
a work that compiles not just European music but also world music traditions. At this
point, he applied to Rauf Yekta Bey, one of the most competent names of the time, to
order an article summarizing Turkey's music culture. Rauf Yekta Bey accepted the offer;
however, the political instability of the time, on the one hand, and Rauf Yekta Bey's
personal problems, on the other, prevented the planned writing process from being
completed on time. Economic problems, family issues, illnesses, and various other works
he has to fulfill caused Rauf Yekta Bey to constantly push forward the deadline he agreed
with Lavignac for the encyclopedia article. A series of letters in the estate of Rauf Yekta
Bey, as direct documents of this writing process full of delays and obstacles, prove that
two musical people never ceased to be polite and wrote critical expressions as well as
compliments to each other. The documents we have consist of letters from Albert
Lavignac to Rauf Yekta Bey, mostly typewritten and some handwritten. We do not have
the letters Rauf Yekta Bey wrote to Lavignac. Therefore, we can only partially deduce
his demands and statements indirectly from the Lavignac letters. However, these
documents inevitably mean a one-way communication. Despite this limitation, we can
follow the story of writing La Musique Turque from Lavignac letters. This paper aims
to discuss the social context of the period while revealing the details in the documents
of the article written between 1909-1914 and the royalty payment process that continued
until 1934.

Keywords: Rauf Yekta Bey, Lavignac, La Musique Turque, music encyclopedia, history
of Turkish music.
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KOLEKSIYONUNDAN BELGELERLE RAUF YEKTA BEY’IN HALK
MUZiGi CALISMALARI

Celal Volkan KAYA

Tiirk miizikolojisinin 6ncii isimlerinden Rauf Yekta'nin miizigin gesitli alanlarina dair
aragtirma ve incelemelerinin bulundugu bilinmektedir. Rauf Yekta'nin {izerinde
durdugu alanlardan birisinin halk miizigi oldugu bilinse de kendisinin konuyla ilgili
calismalari yeterince arastirilmis degildir.

Tiirkiye’de, halk miizigi eserlerinin derlenmesi gerektigini one siiren ilk miizik insan
olan Rauf Yekta'nin bu konuda yazdig1 baz fikir yazilariin yan sira Dartilelhan'in
derleme anketi ve birinci derleme gezisine katildig1, bu calismalarla ilgili yayinlara
katkida bulundugu da bilinmektedir. Bununla birlikte, 6zellikle anket ve alan
calismasina dair belgelerin yakin zamana kadar incelemeye kapali olmasindan dolays,
Rauf Yekta'min halk miizigi tizerindeki fiill ¢alismalarmin detaylariyla incelenmesi
mimkiin olamamuigtir.

Istanbul Teknik Universitesi Tiirk Musikisi Devlet Konservatuari biinyesinde kurulmusg
olan Osmanli/Tiirk Miizigi Arastirmalar1 Grubu'nun (OTMAG) Rauf Yekta'dan intikal
eden miizik koleksiyonu tizerinde yaptig1 calismalar sonucunda giin yiiziine ¢ikarak bir
kismina Rauf Yekta Bey’in Musiki Antikalar1 adli yaymda yer verilen anket ve alan
calismasima dair belgeler, bu bildirinin ana konusunu olusturmaktadir. Rauf Yekta
Bey’in halk miizigine iliskin ilk yazilar1 ele alinarak Dariilelhan’daki halk miizigi
calismalarindan onceki konumu belirtildikten sonra, s6z konusu belgelerin igerigi ve
kapsamu tizerinde durulacaktir. Mevcut halleriyle bir y1gin seklinde muhafaza edilen
belgelerin tanimlanmasi ve iliskilendirilmesine yonelik goriisler Onerilecektir. S6z
konusu belgelerin Rauf Yekta'min miizik yasamindaki yeri tartisilacak, ayrica
Dariilelhan ile Istanbul Belediye Konservatuari’'min halk miizigi ¢alismalarina getirecegi
yeni bilgilerin de tizerinde durulacaktir.

Anahtar Kelimeler: Rauf Yekta, Tiirk halk miizigi, Dartilelhan, Istanbul Belediye
Konservatuari, derleme gezisi
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RAUF YEKTA BEY'S FOLK MUSIC STUDIES WITH DOCUMENTS FROM
HIS COLLECTION

Celal Volkan KAYA

It is known that Rauf Yekta, one of the pioneers of Turkish musicology, has researches
and studies on various fields of music. Although it is known that one of the areas Rauf
Yekta focused on is folk music, his studies on the subject have not been thoroughly
examined.

It is also known that Rauf Yekta, who is the first musician in Turkey to suggest that folk
songs should be compiled, had participated in Dartilelhan's survey and first field trip,
and contributed to publications related to these studies, as well as some of his opinion
articles on this subject. However, it has not been possible to examine Rauf Yekta's actual
works on folk music in detail, especially since the documents on the survey and
tieldwork were closed to research until recently.

The documents related to the survey and the fieldwork, which was revealed as a result
of the studies carried out by the Ottoman/Turkish Music Research Group (OTMAG),
established within the Istanbul Technical University Turkish Music State Conservatory,
on the music collection inherited from Rauf Yekta, and a part of which was included in
the publication named Rauf Yekta Bey’in Musiki Antikalari, constitute the main subject of
this paper. After discussing Rauf Yekta Bey's first writings on folk music and stating his
position before the folk music studies in Dariilelhan, the content and scope of these
documents will be emphasized. Opinions will be proposed for the identification and
association of documents kept in their current form as a stack. The place of these
documents in Rauf Yekta's musical life will be discussed, and new information on
Dariilelhan’s and Istanbul Municipal Conservatory’s folk music studies will also be
emphasized.

Keywords: Rauf Yekta, Turkish folk music, Dariilelhan, Istanbul Municipal
Conservatory, field trip
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KLASIK TURK MUZiGi VE TURK HALK MUZiGi NAZARIYAT
YAKLASIMLARI ARASINDA RAUF YEKTA ELIYLE BIR MUTABAKAT
ARAYISI: DARU’L-ELHAN DERLEMELERI 1. VE 2. DEFTERLER

Cenk GURAY, Oya LEVENDOGLU

Miizik Teorisi alan1 Cumhuriyet Donemi kiiltiir politikalarinin en fazla etkiledigi ve
dontistiirdiigii alanlarin basinda gelmektedir. Bu politikalar dahilinde Osmanlh Miizik
Kiiltiirii ile 6zdeslestirilen Klasik Tiirk Miizigi alani, Cumhuriyet'in hedefledigi Milli
Kiiltiirtin temeli olarak addedilen Tiirk Halk Miizigi alanindan oldukca net ¢izgilerle
ayrilmig, hatta bu noktada Ankara Devlet Konservatuvar: derlemeleri (1937-1952)
geleneksel nazariyat anlayisinin oldukga disinda “yeni’ bir teorik cergeve kapsaminda
analiz edilip simuflandirilmistir. Oysa ki 1926 yilinda Darii'l-Elhan tarafindan
Anadolunun degisik bolgelerine yapilan ilk derleme gezilerinin sonuglarina dair tahlil
ve smiflandirmalarda Klasik Tiirk Miizigi alaninin giiglii bir iliski kurudugu geleneksel
nazariyat anlayisinin daha basat bir etkisi oldugu fark edilebilmektedir. Elbette ki
boylesi bir anlayisin bu c¢alismalardaki yogun etkisinin ortaya c¢ikmasinda, alan
arastirma asamasindan analiz asamasina kadar bu siiregte rol alan Klasik Tiirk Miizigi
alaninin 6nemli teorisyen ve icracilarinin Onciil bir rol oynadigini sdylemek yanlis
olmayacaktir. Rauf Yekta bu siirecin en 6nemli aktorlerinin basinda gelmektedir.
Kendisi derleme faaliyetlerinin her asamasinda aktif rol alirken, yayimlanan ilk iki
derleme defterinin hazirlanma siirecinde de oncil bir rol istlenmistir. S6z konusu
defterlere yansiyan miizik teorisi anlayisinda dikkat ¢eken klasik ve halk miizigi
geleneklerine dair ‘ortak’ bakisin, ayn1 ddnemde Anadolu kavrami etrafinda sekillenen
‘biitiinctil” miizik arayislarinin da bir sonucu oldugu soylenebilir. Sonraki dénemin
‘Milli Musiki” akimlari iginde etkisi azalan bu gortis, bu paralelde miizik teorisi alaninda
uzun yillar etkin olamamus ve Klasik Tiirk Miizigi ve Tiirk Halk Miizigi teorileri uzunca
yillar birbirinden bagimsiz bir bigimde doniistimlerine devam etmislerdir. Bu ¢alismada
s0z konusu Darii’l-Elhan derlemelerine dair miizik teorisi yaklasimi onciil ve ardil
yaklagimlar ile karsilastirmali olarak incelenecek ve bu baglamda Yektanin miizik
goriisleri takip edilmeye calisilacaktir.

Anahtar Kelimeler: Nazariyat, Miizik Teorisi, Makam, Rauf Yekta, Darii’'l-Elhan
derlemeleri
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A SEARCH OF CONSENSUS BY RAUF YEKTA BETWEEN THE THEORETICAL
APPROACHES FOR CLASSICAL TURKISH MUSIC AND TURKISH FOLK
MUSIC: THE 1ST AND 2ND VOLUMES OF DARU’L-ELHAN COMPILATIONS

Cenk GURAY, Oya LEVENDOGLU

The area of music theory has experienced a very strong transformation as a result of the
modernist policies of the Early Turkish Republic Culture. With the effects of these
approaches the Classical Turkish Music was distinctively defined as being separated
from the Turkish Folk Music that was considered as the base of the “National Culture”.
This policy of separation led to a “new” theoretical framework for the analysis and the
classification of the Ankara State Conservatory Folk Music Compilations (1937-1952).
Whereas, the prominent compilation works of Darii’l-Elhan that had been carried out in
different regions of Anatolia during 1926 held a more strong relation between the theory
of Classical Turkish Music in classification and analysis. Surely, this strong relation were
arousing from the effects of many important theorists and performers took part in the
Darii’'l-Elhan Compilation Studies including Rauf Yekta. Yekta had both attended the
compilation process actively and coordinated the publishing process for the notations of
the compilations. It can be stated that the theory approach in these compilation
volumes reflecting a unification of the “classical and folk music traditions” was possibly
arousing from the “holistic” musical ideas of the period centered on the cultural idea of
“Anatolia”. Unfortunately, this “holistic” view could not keep its strength in the
following years due to the competency of the “National Music Movement”-an event that
resulted in “separated” theories for the Classical Turkish Music and Turkish Folk Music.
This study will focus on the traces of the theoretical approach disseminated in the
compilation volumes for the field studies of Darii’l-Elhan, the findings will be
comparatively evaluated considering the former-later studies and the works of Rauf
Yekta as well.

Keywords: Music Theory, Makam, Rauf Yekta, Darii’'l-Elhan Compilations
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RAUF YEKTA BEYIN MUSIKI ANTIKALARINDAN:“TURK TARIHININ
ANA HATLARI” UZERINE BIiR INCELEME

Dilhan YAVUZ

Rauf Yekta Bey’in, Tiirk miizigi tarihinde esi bulunmayan yazma eserleri, notalari,
matbu eserleri ve fotograflar1 biinyesinde barindiran arsivinde en genis yer tutan
malzemeler belgelerdir. Bu belgeler kimi zaman tarihi 6nem tasiyan Kahire kongresine
ait bir davetiye, kimi zaman bir Mevlevi ayininin tashihi, kimi zamansa baz1 yayinlar
lizerine yapilan yazigsmalar, tenkitler ve mektuplar olarak karsimiza ¢ikar. Lavignac'in
miizik ansiklopedisi basta olmak tizere pek ¢ok yayina imza attig1 goriilen Rauf Yekta
Bey’in, bu yayinlar hakkinda telif sahipleri ile yaptiklar1 yazismalar1 da kisisel arsivinin
arasinda gormek miimkiindiir. S6z konusu yaymlardan biri de Tiirk Tarihinin Ana
Hatlarydar.

Tiirk Tarihinin Ana Hatlari, Tirk Tarih Tezi'nin bildirgesi olma 6zelligini tasiyan bir
referans eserdir. Atatiirk’iin kapsamli bir tarih yazini olusturma istegi ile yola c¢ikilan bu
eserin, farkli alanlarla Tiirk tarihi yazimini besleyen bir yapida olmasi ve  Osmanl ve
Islam vurgusundan uzak bir anlati olmasi amaglanmuistir.

Bu amag dogrultusunda Ali Rifat Cagatay, Rauf Yekta, Mahmut Ragip Gazimihal gibi
isimlerden Tiirk Tarihinin Ana Hatlari'na ilave edilmek tizere Tiirk miiziginin “koken”ini
konu alacak, yazilmas: istenen tarihin bir parcasi olacak yapida maddeler yazilmasi
istenmistir. Boylece Tiirk Tarih Tezi'nin sekillenmesinde ideolojik bir arag olarak miizigi
kullamirken, koken tartismalarini Osmanli ve Islamiyet ekseninden uzaga tasimaya,
hatta bazi maddelerde adini bile anmamaya y6nelik bir anlayis benimsenmistir.

Bu ¢alismada, Osmanli-Tiirk Miizigi Arastirmalar1 Grubu olarak hem Ali Rifat Cagatay
arsivinde hem de Rauf Yekta arsivinde farkli boliimlerine erisme sansini elde ettigimiz
Tiirk Tarihinin Ana Hatlar? min igerik ve yazilig siirecinin Rauf Yekta Bey’in arsivinde yer
alan belgeler 1s1g1nda incelenmesi hedeflenmektedir.

Anahtar Kelimeler: Rauf Yekta, Tiirk Tarihinin Ana Hatlari, Yusuf Akcura, Tiirk Tarih
Tezi
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FROM RAUF YEKTA BEY'S MUSIC ANTIQUES: A REVIEW ON
“OUTLINES OF TURKISH HISTORY”

Dilhan YAVUZ

Rauf Yekta Bey's archive, which includes many manuscripts, notes, printed works and
photographs that are unique in the history of Turkish music. Inhis archive, the materials
that occupy the largest place are documents. These documents sometimes appear as an
invitation to the historically important Cairo congress, sometimes as a correction of a
Mevlevi rite, and sometimes as correspondence, criticism and letters on some
publications. It is possible to see the correspondence of Rauf Yekta Bey, who is seen to
have signed many publications, especially Lavignac's music encyclopedia, in his
personal archive. One of the publications in question is the Tiirk Tarihinin Ana Hatlar
(Outlines of Turkish History).

Tiirk Tarihinin Ana Hatlar: is a reference work that is the declaration of the Turkish
History Thesis. This work, which started with Atatiirk's desire to create a comprehensive
historiography, is aimed to be a structure that feeds Turkish historiography with
different fields and to be a narrative away from Ottoman and Islamic emphasis.

For this purpose, names such as Ali Rifat Cagatay, Rauf Yekta and Mahmut Ragip
Gazimihal were asked to write articles that would be a part of the history to be written
about the "origin" of Turkish music to be added to the Tiirk Tarihinin Ana Hatlar1.

Thus, while using music as an ideological tool in shaping the Turkish History Thesis, an
understanding has been adopted to move the “origin” discussions away from the
Ottoman and Islamic axis, and even not to mention about Ottomans and Islam in these
articles.

In this study, it is aimed to examine the content and writing process of the Tiirk Tarihinin
Ana Hatlar1, which we, as the Ottoman-Turkish Music Research Group (OTMAG), had
the chance to access different parts of both in the archive of Ali Rifat Cagatay and in the
archive of Rauf Yekta, in the light of the documents in Rauf Yekta Bey's archive.

Keywords: Rauf Yekta, Outlines of Turkish History, Yusuf Akgura, Turkish History
Thesis
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RAUF YEKTA’NIN TURK MUZiGININ COKSESLENDIRiLMESi UZERINE
FIKIRLERI

Duygu TASDELEN

20. ylizyilin basinda miizik cevrelerinde o6zellikle milli musiki fikrinin giindemde
olmasimndan dolay: Tiirk miiziginde ¢okseslilik/tek seslilik konusu ¢ok sik tartisilan bir
mesele haline gelmistir. Bu tartismalarin en 6nemli katilimcilarindan biri de Geg
Osmanli ve Tiirkiye Cumhuriyeti'nin kurulus donemlerinin 6nemli ve ¢ok yonlii
aktorlerinden olan Rauf Yekta’'dir. Rauf Yekta, Sehbal, Ikdam, Yeni mecmua, Resimli kitap
gibi donemin onemli siireli yaymlarinda yazdig: yazilarda Tiirk miiziginde ¢okseslilik
konusuna degindigi gibi, Tiirk Musikisi maddesinde de konuyla ilgili aciklamalarda
bulunmustur.

Rauf Yektanin yazilarinda Tiirk miiziginin ¢okseslendirilmesi ile ilgili konumu gesitli
zamanlarda belirtilmektedir. Rauf Yekta ne bilimsel olmayan, temelsiz fikirlerle Tiirk
miiziginin ¢okseslendirilemeyecegini iddia eden tarafta olmus; ne de Tiirk miiziginin
gelismesi icin ¢okseslendirilmesi gerekliligini savunan ikinci tarafta durmustur. Rauf
Yekta'nin kendisini, Tiyatro ve Musiki dergisinde de belirttigi ve azinlik tegkil ettiginin
altini ¢izdigi “ligiincii bir ziimre’ye dahil ettigi anlasilmaktadir. Bu ziimrenin amaci Bati
miiziginin teknik olarak tamamlanmis araglarindan faydali olabilecekleri alip, Tiirk
miizigini gelistirmek, ileriye gotiirmek ve ona asri bir renk vermek olarak belirtilmistir.
Dolayisiyla, Rauf Yekta kendine ve bahsi gegen iiglincii ziimreye, teorisyen/besteci
olarak modern bir yaklasimla bilesimci misyonu yiiklemektedir. Bu amactan ilerlemeci
bir kiiltiir/miizik anlayisin1 da gérmek miimkiindiir. Rauf Yekta’nin da dahil edildigi bu
ziimre, igine dogduklar1 kiiltiiriin miizikal birikimin gelecege yonelik insas1 konusunda
onemli bir rol oynamaktadir. Bu konumlandirma ile birlikte, biitiin yazilar
incelendiginde Rauf Yekta'nin Tiirk miiziginin ¢okseslendirmesi ile ilgili yazdiklarinin
zaman zaman daha esnek, zaman zaman ise ¢ok daha sert oldugu goriilmektedir. Tiirk
miiziginin en 6nemli savunucu kalemlerinden biri olan Rauf Yekta'nin; Bati miiziginin
aktarim, yazili kiiltiir ogeleri gibi araglarin1 savunurken ve galismalarinda ozellikle
kullanip 6nemini belirtirken, ¢okseslilik konusunda -temel itibari ile ayni noktanin altini
cizmekle beraber- zaman zaman ifade bicimi degisen bir sdyleminin oldugu fark
edilmektedir.

Bu bildiride; Rauf Yekta'nin ¢okseslilik ve Tiirk miiziginin ¢okseslendirilmesi ile ilgili
gortisleri kaleme aldi81 yazilar dogrultusunda incelenecek, sdylemlerindeki degisimler
donem kosullarina gore degerlendirilecektir. Bu degisimler, Rauf Yektanin donem
icinde tistlendigi Tiirk miizigini savunma misyonuna gore ele alinacak; polemik
yazilarinda konu ile ilgili yazdiklar1 ve verdigi cevaplar soylem analizi yontemi ile
incelenecektir.

Anahtar Kelimeler: Rauf Yekta, Cokseslilik, Polemik, Tek seslilik, Millli Musiki.

23



RAUF YEKTA’S THOUGHTS ON POLYPHONY IN TURKISH MUSIC
Duygu TASDELEN

The matter of monophony/polyphony was one of frequent debates in music circles at the
dawn of the 20" Century particularly because the idea of national music was on the
agenda. One of the preeminent participants in such discussions was Rauf Yekta, a very
important and multi-discipline actor of the Late Ottoman and Early Republic periods. In
his articles in important periodicals of the time such as Sehbal, Ikdam, Yeni mecmua, Resimli
kitap, Rauf Yekta broached the subject of polyphony in Turkish music and elaborated on
the matter at length in his article Tiirk Musikisi (Turkish Music).

Rauf Yekta’s position on making Turkish music polyphonic is specified at various points
in his writing. Rauf Yekta was neither on the side which claimed that Turkish music
could be made polyphonic through non-scientific and unfounded ideas; nor the one
which advocated the necessity of polyphony for the development of Turkish music. It is
understood, as he also specified in Tiyatro ve Musiki (Theater and Music) journal, that
Rauf Yekta assigns himself to ‘a third group” which he emphasized to be a minority. The
purpose of this group is identified as developing and furthering Turkish music by
borrowing applicable technically complete tools from Western music to add to it a
contemporary color. Rauf Yekta therefore attributes to this third group and himself a
compounding mission with a modern approach as theoreticians/composers. It is
possible to gleam from this purpose a progressive culture/music understanding. This
group in which Rauf Yekta is also included plays an important role in building the
musical accumulation of the culture into which it was born for the future. A review of
all his writings, when assessed with the aforementioned positioning in the debate, shows
Rauf Yekta’s writings on making Turkish music polyphonic to be more flexible at times
and also more rigid from time to time. It is noticed that whereas as one of the most
prominent advocates of Turkish music, Rauf Yekta advocated for tools of Western music
such as elements of its teaching and written culture — the importance of which he
emphasized and which he also used in his work — his manner of expression on
polyphony — along with highlighting essentially the same points - fluctuated from time
to time.

This paper examines Rauf Yekta’s views on polyphony and introducing polyphony to
Turkish music through his writings, and assesses the changes in his rhetoric according
to the conditions of their respective times. These changes are considered according to
Rauf Yekta’s assumed mission of advocacy for Turkish music during the period and his
writing and responses on the matter in argumentative writing are analyzed by
employing discourse analysis method.

Keywords: Rauf Yekta, Polyphony, Arguement, Monophony, National Music.
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SIiR VE MUSIKI
Erdogan ERBAY

Siirle musiki arasindaki iliski, her ikisinin de varliklar1 kadar eskidir. ki glizel sanat
arasindaki iliskide, bazen musiki bazen siir 6ne c¢ikar gibi goziikse de, musiki olmadan
siirin, siir olmadan musikinin tek baslarina biitiinliik insa edemedikleri diistiniilebilir.
Bu diisiince, sairle musikisinas agisindan derin, koklii ve zengin bir alana da kapz aralar.
Zira, sairle musikisinasin kaderleri birbirine yazilmistir hiikmii, kusurlarina ragmen bir
hakikate de isarettir.

Rauf Yekta Bey’in, Resimli Kitap’ta yayinlanan “Ahiretlik Unvanl Neside-i Musikiye
Miinasebetiyle” baslikli yazidan yola ¢ikarak, musiki-giir ve musikisinas-sair iligkisini
degerlendirmek, bu vesileyle, on dokuzuncu asir edebiyatimizda felsefi ve nazari olarak
miinakasa edilen, siirde musiki meselesini ele almak esas diigiincemiz olacaktir. Bu
gerceve icinde, bir musikisinas sifatiyla Rauf Yekta Bey’in siirle musiki, sairle
musikisinas arasindaki baglantiya dair fikirleri dikkatlere sunulacaktir.

Anahtar Kelimeler: Siir, musiki, ahenk, sair, musikisinas.
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POETRY AND MUSIC
Erdogan ERBAY

The relationship between poetry and music is as old as the existence of both. In the
relationship between the two fine arts, although sometimes music and poetry seem to
come to the fore, it can be thought that poetry without music and music without poetry
alone cannot build unity. This idea also opens the door to a deep, rooted and rich field
in terms of poets and musicians. For, the decree that the destinies of poets and musicians
are intertwined is also a sign of a truth despite its flaws.

Based on Rauf Yektd Bey's article titled “Ahiretlik Unvanh Neside-i Musikiye
Miinasebetiyle” published in the Resimli Kitap, to evaluate the relationship between
music-poetry and musician-poet, on this occasion, in poetry, which was discussed
philosophically and theoretically in our nineteenth century literature. It will be our main
idea to deal with the music issue. Within this framework, Rauf Yekta Bey's ideas on the
connection between poetry and music, poet and musician will be presented as a
musician.

Keywords: Poetry, music, harmony, poet, musicians.
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YENICERI MIZIKASI OLARAK YENIDEN CANLANDIRILAN MEHTER
GELENEGINDE TESViK VE TENKIiTLERIYLE RAUF YEKTA

Erhan TEKIN

Tiirk kiiltiirtinde askeri miizik gelenegi, tarihin ¢ok eski donemlerine kadar gitmektedir.
Milattan 6énce Hunlar doneminde tug denilen Tiirk askeri miizik ve bando gelenegi,
tablhane, nevbethane, nakkarehane gibi terimlerle ifade edilerek Tiirk devlet sistemi
igerisinde binlerce yil varligin siirdiirerek Osmanlilara kadar devam etti. Osmanlilarda
savas meydanlarinda askere cesaret, diismana korku veren geleneksel askeri bandolara
mehter denilirdi. Mehter takimlarinin varlifina 1826’da Yeniceri Ocag ile birlikte son
verildi. Yirminci yiizyil baglarinda tiim diinyada yayilan milliyetgilik akim1 nedeniyle
ulusal kimlik yaratmak igin tarihi ve kiiltiirel unsurlara basvuruldu. Milliyetgilik ve
Tiirkciiliik diistincesinin yaygin oldugu 20. ytizyilda, 1826’da Yeniceri Ocagy ile birlikte
varligina son verilen mehter takimlar1 da yeniden canlandirildi. Yok olmaya yiiz tutmusg
bir gelenek olarak yeniceri mehter takimlari ve miizigi, Subat 1911’de Celal Esat (1875-
1971) tarafindan diizenlenen ilk konser miisameresi ile yeniden canlandirildi. Tiirk
miiziginin ve yeniceri mehter muzikasiin ilk defa ihyasi olarak kabul edilen bu
tesebbiis, konsere bir dinleyici olarak katilan Rauf Yekta (1871-1935) tarafindan kaleme
alinan hem tegvik ve takdir hem de tenkit yazis1 Sehbal dergisinde yayimnlandi. Bu konser
gosterisinde, Bat1 miizigi armonisi ile ¢oksesli olarak diizenlenen Tiirk miizigi eserlerin
Bati miizik calgilariyla icra edilmesi Rauf Yekta tarafinda tesvik ve tenkit edilmesi,
varligini giiniimiize kadar siirdiiren mehter geleneginin yeniden tegkili, degisim ve
gelisiminde etkili oldugu degerlendirilmektedir.

Rauf Yekta'nin, Osmanlicilik ve Islamcilik diisiincelerinden sonra devleti kurtarmak
amaciyla 1908 Tkinci Mesrutiyet sonrasi kuvvetli bir sekilde yayginlasan Tiirk
milliyetgiligi diistincesi igerisinde Tiirk kiltiirii ve kimligi ile 6zdeslesen mehter
takimlarinin yeniden canlandirilmas: siirecinde, diisiinceleriyle ulusal Tirk kimlik
ingasma olumlu katki sagladig1 goriilmektedir. Bu calismada, ilk defa tertip ve ihya
edilen mehter takimi hakkinda Rauf Yektanin konser gecesi gordiikleri ve
degerlendirmeleri, dinledigi eserler ve konser igin Celal Esat tarafindan hazirlanan
“Ttrk Musikisi ve Yenigeri Mehter Muzikas1 Hakkinda Mutalaat” baglikl bildiride yer
alan bilgiler hakkinda goriigleri milliyetcilik baglaminda gelenegin icad1 ve yeniden
canlandirma teorisi ile ele almacaktir.

Eski gibi goriinen veya eski oldugu bilinen mehter gelenegi, tarihi ve kiiltiirel bir kokene
sahip olup milliyetcilik diisiincesinin bir olgusu olarak yeniden ortaya ¢ikmis ve
yerlesmis bir gelenektir. Otomatik olarak gegmisle stirekliligi ima eden ritiiellerle ulusal
kimlik insas1 seklinde bir davranis asilamaya c¢alisan uygulamalar1 igermektedir. Bir
miizik toplulugu olarak yok olmaya yiiz tutmus mehter takimlari, cagdas toplumun
yararina Celal Esat’in bu tegebbiisii yeniden canlandirma hareketine bir katki olarak
tanimlanabilir.

Anahtar Kelimeler: Mehter, Rauf Yekta, Askeri Miizik, Milliyet¢ilik, Yeniden
Canlandirma, Kimlik
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RAUF YEKTA WITH ENCOURAGEMENT AND CRITICISM IN THE
MEHTER TRADITION REVIVED AS THE JANISSARY BAND!?

Erhan TEKIN

Military music tradition in Turkish culture goes back to the very old times of history.
The tradition of Turkish military music and band, called tug during the Huns BC, was
expressed in terms such as tablhane, nevbethane, nakkarehane, and continued its
existence in the Turkish state system for thousands of years until the Ottomans. In the
Ottomans, the traditional military bands that gave courage to the soldiers on the
battlefields and feared the enemies were called mehter. Mehter bands ceased to exist in
1826 with the Janissary Corps. Due to the nationalist movement that spread all over the
world at the beginning of the twentieth century, historical and cultural elements were
used to create national identity. In the 20th century, when the ideas of nationalism and
Turkism were widespread, the mehter bands, whose existence was ended with the
Janissary Corps in 1826, were also revived. Janissary mehter ensembles and music, a
dying tradition, were revived with the first concert performance organized by Celal Esat
(1875-1971) in February 1911. This attempt, which is considered to be the first revival of
Turkish music and Janissary mehter music, was published in the magazine Sehbal, with
both encouragement and appreciation and criticism written by Rauf Yekta (1871-1935),
who attended the concert as a listener. In this concert performance, the performance of
Turkish music works arranged in polyphony with Western music harmony with Western
musical instruments was encouraged and criticized by Rauf Yekta, and it is considered
to be effective in the reorganization, change and development of the mehter tradition,
which has survived until today.

It is seen that Rauf Yekta contributed positively to the construction of national Turkish
identity with his thoughts in the process of reviving the mehter teams, which are
identified with Turkish culture and identity, within the thought of Turkish nationalism,
which became strongly widespread after the Second Constitutional Monarchy in 1908 in
order to save the state after the thoughts of Ottomanism and Islamism. In this study,
Rauf Yekta's views on the information included in the declaration titled "Turkish Music
and Janissary Mehter Music" prepared by Celal Esat for the concert night, the works he
saw and evaluated, the works he listened to, about the mehter team, which was
organized and revived for the first time, in the context of nationalism. Invention of
tradition and revival theory will be discussed.

Mehter tradition, which seems to be old or known to be old, has a historical and cultural
origin and is a tradition that has emerged and settled again as a phenomenon of
nationalist thought. It includes practices that try to instill a behavior in the form of
national identity construction with rituals that automatically imply continuity with the
past. Mehter ensembles, which are on the verge of extinction as a musical ensemble, can
be defined as a contribution to Celal Esat's movement to revive this attempt for the
benefit of contemporary society.

Keywords: Mehter, Rauf Yekta, Military Music, Nationalism, Re-enactment, Identity
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RAUF YEKTA’NIN KAHIRE ARAP MUZiGi KONGRESI NOTLARI:
MUZiKOLOJIK BiR DEGERLENDIRME

Evrim Hikmet OGUT?

Rauf Yekta'nin 1932 yilinda Kahire’de diizenlenen Arap Miizigi Kongresi'ne Mesut
Cemil ile birlikte Tiirkiye’yi temsilen katilmis oldugu ve bu toplantida, esit aralikl1 24
sesli sistemin benimsenmesine kars1 tutumuyla aktif bir rol tistlendigi bilinmektedir.
Yine de Tiirkiye’den iki katilimcinin bu kongredeki yerlerine ve gozlemlerine dair
bilgimiz smirhidir. Bu konuda yaymlanmis en degerli kaynak, Ismail Baha Siirelsan’m
Musiki ve Nota Dergisi'nin 1970 ve 1972 tarihli baz1 sayilarinda Rauf Yekta'nin hatira
defterinden aynen aktardig: kesitlerdir. Rauf Yekta, defterinde, 8 Mart 1932 tarihinde
Galata rihtiminda baslayan yolculuklarindan itibaren, araliklarla, Kahire’deki son
glinlerine kadar sempozyum siirecini ve seyahatlerini ana hatlariyla aktarmaktadir.

Bu birinci elden evrak Rauf Yekta'nin goziinden kongrenin igerigine dair bilgi vermek
ve kendisinin kisisel gozlemlerini aktarmak agisindan ¢ok degerli olsa da Yektanin
kisisel arsivine erisimin sinirli olmasi nedeniyle kongreye dair goriislerinin bilimsel bir
cercevede ve biitiinliiklii bir gsekilde aktarildigi notlarmin igerigi bugiline kadar
gozlerden uzak kalmisti. Oysa Rauf Yekta, Kahire kongresinden doniisiiniin hemen
ardindan, Misir'da yaymlanan bir gazetede sempozyum notlarimi tefrika etmis ve 31
sayida, 15.000 kelimeyi bulan bu metinde sempozyumu tiim detaylariyla ele almistir.

Bu notlar, her seyden 6nce Rauf Yekta'min kendi caginin pozitivist bilim anlayigin
benimsemis; miizik icrasi ile miizik bilimi arasinda kesin bir ayrim tarif eden bir
miizikolog olarak portresini ortaya koymaktadir. Metin boyunca sempozyumun
isleyisinden komisyonlarin detayli raporlarina, sempozyumda gerceklestirilen
icralardan kisisel tartismalara kadar bir¢ok konuda bilgi veren Rauf Yekta, ses
araliklarma iligkin hassas hesaplamalar da dahil olmak iizere hicbir detay1 atlamadan
oldukga biitiinliiklii bir metin ortaya koymustur. Kendisini Dogu ile Bat1 arasinda bir
konuma yerlestiren Yekta, bu metinde, her iki cografyanin miizik insanlarmin Arap
miizigine yaklasiminda gordiigii eksik ve hatalar1 kendi 6zgiin goriislerini 6ne siirerek
tartigmistir.

Kahire Arap Miizigi Kongresi notlari, Rauf Yektanin gortisleri ¢evresinde, 1930’larin
basinda karsilagtirmali miizikolojinin Arap miizigine iliskin gortisleri, kimi Misirh
miizik insanlari tarafindan benimsenen self-oryantalizm ve Tiirkiyenin Arap cografyasi
ile iligkisi gibi ¢ok gesitli bagliklar1 tartismak igin de oldukg¢a 6zgiin bir malzeme
sunmaktadir.

Sunum, Rauf Yekta'nin bu az bilinen kaynakta ortaya koydugu fikirleri tarihsel bir
baglam icinde anlamayi ve onun bir miizikolog olarak portresine katki sunmayi
amagclamaktadir.

Anahtar Kelimeler: Rauf Yekta, Kahire Arap Miizigi Kongresi, Tiirk miizigi-Arap
miizigi iliskisi, Ttirk miizikolojisi, 24 esit aralikli ses sistemi.

1 MSGSU Etnomiizikoloji Anabilim Dali, Dog. Dr.
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RAUF YEKTA’S NOTES ON THE CONGRESS OF ARAB MUSIC IN
CAIRO: A MUSICOLOGICAL CONSIDERATION

Evrim Hikmet OGUT?

It is a well-documented fact that Rauf Yekta attended the Arabic Music Congress held
in Cairo in 1932, with Mesut Cemil, as representatives of Turkey, and played an active
role in this meeting with his argument against the adoption of the twenty-four quarter-
tone equal-tempered scale.

However, our knowledge of the role of these participants in the congress and their
observations has remained somewhat limited. The most reliable source published on the
subject are the notes from Rauf Yekta’s diary that Ismail Baha Siirelsan published in
some issues of Musiki ve Nota Magazine in 1970 and 1972. In his diary, Rauf Yekta
outlined the events that unfolded at the symposium including details of their journey,
which started from the Galata docks on 8th March, 1932 up until their departure from
Cairo.

Even though this first-hand account is an invaluable source of information about the
content of the congress through Rauf Yekta's eyes, due to the limited access to Yekta's
archive, the content of his notes on the congress that were conveyed in a scientific
framework remained unknown. Indeed, Rauf Yekta, on his return from the Cairo
congress, published the symposium notes in thirty-one serials in a newspaper in Egypt
and discussed the subject in detail in the almost 15,000-word text.

These notes, above all, portray Rauf Yekta as a musicologist who adopted the positivist
understanding of his times, describing a clear distinction between musical performance
and the scientific approach to music. Rauf Yekta — who provided a depth off information
about the symposium, covering many aspects such as the operation of the symposium,
to detailed reports of the commissions, performances that took place throughout the
congress, along with personal opinions and related discussions throughout the text —has
produced a complete, detailed text, including comprehensive calculations regarding
tonal intervals. Yekta, firmly positioning himself between East and West, discussed the
deficiencies and mistakes that the musicians and musicologists of both geographies were
making in their approach to Arabic music by putting forward his unique views.

The notes of the Cairo Arabic Music Congress also provide us with a truly unique
resources to use when discussing those issues that Rauf Yekta thought about: such as,
comparative musicological views on Arabic music in the early 1930s; or, the self-
orientalist perspective that was adopted by some Egyptian actors; and, Turkey's
relationship with Arab geography.

The presentation aims to understand Rauf Yekta's related views on these matters
conveyed in his little-known notes in a historical context and to contribute to his portrait
as a musicologist.

Keywords: Rauf Yekta, Arap Music Congress in Cairo, Turkish music-Arab music
encounters, Musicology in Turkey, twenty-four quarter-tone equal-tempered scale.

1 MSGSU Etnomiizikoloji Anabilim Dali, Dog. Dr.
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IKDAM'DAN NEA EFIMERIS'E: RAUF YEKTA, MUZIK TEORISi UZERINE
TARTISMALAR VE DIYALOGLAR

Eyliil DOGAN

Rauf Yekta, Cumhuriyet oncesi donemde Tiirk makam miizigine iliskin gesitli
konularda yazilar yazmis en liretken isimlerin baginda gelmektedir. Yalnizca yazilariin
icerigini olusturan ¢ok yonlii bilgi birikimi degil, sosyal gevresi ve miizikal
etkilesimlerinin de bilinenden daha genis capl oldugu aciktir. Biyografik kaynaklar
araciligiyla, Istanbul’'un farkli miizik gevreleriyle olan iligkilerine ve dergilere yazdigs,
gesitli konu bagliklarini igeren yazilarina erisim saglamak miimkiin fakat bu yazilarin en
az bilinen kismi, Rum kilise miizigine iliskin olanlar ve bu alan ilgilendiren metinlerin
temel dayanagini olusturan sosyal iliskilerdir. Yapilan arastirmalar, Yektanin Rum
miizik gevreleriyle, 6zellikle bireysel veya siireli yayinlar iizerinden iletisim kurduguna
isaret etmektedir. [kdam gazetesime yazdigi Rum Kiliselerinde Musiki (1899) baghkl
makalesinin yayimlandig: siirecte ve sonraki yillarda, Yakovos Nafpliotis ve Jean-Baptiste
Thibaut basta olmak tiizere birgok kilise miizisyeni ve arastirmaci ile goriismiis veya
kaynak aligverisinde bulunmus oldugu anlasilmaktadir. Birbirlerinin ytiriittiikleri
akademik calismalar: takip ettikleri ve bu noktadan itibaren miizik teorisine iligkin
belirli baslhiklar altinda, yaymlar {izerinden elestirel diyaloglar gelistirdiklerini
gorliyoruz. Bu nedenle Yekta, hem Rumlarin giincel miizik yayinlar1 hakkinda bilgi
sahibidir hem de bireysel iletisimi dolayisiyla cemaatin kendi igerisinde siiregelen teorik
tartismalara asinadir.

Son arastirmalarda, Yekta'min arsivinde bulunan bazi belge ve dokiimanlar, Rumca
kaynaklar hakkinda bilgi sahibi olduguna isaret etmekte, Rum miizik ¢evreleriyle olan
iliskilerini dogrulamaktadir. Daha Onemlisi Yekta, Ozellikle kilise musikisi tizerine
yazdigl makalesinde ve gesitli yazilarinda, Rum cemaatinden farkli gevrelerle olan
iliskilerinden bahsetmekte, s6z konusu edindigi Rumca kaynaklara dair detayl bilgiler
vermektedir. Sonug olarak, arsivi, calismalar1 ve yazilarini meydana getiren biitiin bir
bilgi birikimi gergevesinde, Rumlarin miizik kiiltiirtiyle ilgili uzun soluklu tarihsel
arastirmalarinin, Yekta'nin teorik ¢alismalarina terminoloji, bakis agis1 ve diisiince
bakimindan etki ettigini gozlemlemek miimkiindiir. Bu dogrultuda bildiri, Nea Efimeris
(1896-1911), Mousiki (1912-1915), Ekklisiasthiki Alitheia (1880-1923) gibi Rumca yaynlar
ile basta Ikdam gazetesi (1894-1928) olmak iizere periyodik Tiirkce yayinlar icin kaleme
aldig1 yazilar1 aracihigiyla, Rauf Yekta'min Rum miizik gevreleriyle pek bilinmeyen
sosyal iliskilerine, iletisim kurdugu muhtemel isimlere, gesitli miizikal tartigmalara
odaklanmaktadr.

Anahtar Sozciikler: Rauf Yekta, Miizik Cevreleri, Rum Ortodoks Kilise Miizigi,
Rumca-Tiirkge Siireli Yayinlar, Teorik Tartigmalar
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FROM IKDAM TO NEA EFIMERIS: RAUF YEKTA, DEBATES AND
DIALOGUES ON MUSIC THEORY

Eyliil DOGAN

Rauf Yekta is one of the most prolific figures who wrote various articles on Turkish
makam music in the Pre-Republican period. It is clear that not only his multifaceted
knowledge constituting the content of his writings, but also his social relations and
musical interactions are more extensive than is known. Through biographical sources, it
is possible to have access to his articles on different topics and to learn his relations with
music circles of Istanbul, but the least known parts are those related to his social contact
with the Greek community and his research on Orthodox church music. But today, we
know that he met many cantors and researchers including Iakovos Nafpliotis and Jean-
Baptiste Thibaut. Moreover, we realize that there was a possible communication that
contributed to the basis of his writing related to Greek church music and influenced his
opinions on music theory in general.

Recent studies also point out that there was a musical dialogue beginning between Rauf
Yekta and Greek musicians, especially through periodicals. Since they used to follow
each other's academic studies, from this point on, they began to write critical reviews on
music theory in periodicals. Considering Yekta's statements and his unveiled archive, it
can be said that they might even have provided some musical sources for each other
during the period when his article Music in the Greek Orthodox Churches (1899) published
in the newspaper fkdam. Therefore, Yekta was also familiar with the ongoing theoretical
debates in Greek music circles. Finally, we also find some noteworthy information
through his writings and this gives us more details about his dialogues with the Greek
community and about musical sources that he might have examined. Thus, this paper
will focus on Yekta's social relations with Greek society, prominent figures and musical
debates through reading periodical writings in Ikdam (1894-1928), Nea Efimeris (1896-
1911), Mousiki (1912-1915) and Ekklisiasthiki Alitheia (1880-1923).

Keywords: Rauf Yekta, Music Circles, Greek Orthodox Music, Greek-Turkish
Periodicals, Theoretical Debates
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“MUSIKI SEHIDi” RAUF YEKTA BEY
Dr. Fatma Adile BASER

Omriinii Tiirk Musikisine vakfederek hizmetle gegiren Rauf Yekta Bey, zellikle son 10
yil1 siiresince ve vefatinin hemen 6ncesinde, bu vakfedisin aksine istikamette gelisen
sarsici olay ve durumlara sahit olmustur.

Milletin ortak duygu dili ve ses hafizas1 demek olan musikisinin asagilanma, itilip
kakilmalarla egitimden kaldirilmasy; kiiltiirel varligina kastedilmesi; bu yolda
acimasizca ve suret-i haktan goriinerek resmi, gayr-1 resmi agiz birligi muhiti
yaratilmasi karsisindaki derin hiiznii ve nihayet dliimiinden hemen bir ay 6nce, Tiirk
miiziginin resmen devrin en muteber yaymn organi olan Radyolardan da kaldirilarak
icrasina ve dinlenmesine konan ipotekle karsilasmasi, onun hayat sebebini de elinden
almis, igine distiigii hastalikla birlikte caresizlik ve yeis psikolojisi onu Oliime
suriiklemistir.

Nitekim Cemal Resit Rey, merhumun cenazesinde Mesut Cemil ve Rusen Ferit Kam’a
donerek onu “musiki sehidi” olarak nitelemistir. Bildirimiz, gelisen olaylar etrafinda
Rauf Yekta Bey’in son yillarindaki psikolojisini tahlil sadedinde olacaktir.

Saygilarimla...

Anahtar Kelimeler: Tarihi Turk Musikisini Tasnif ve Tespit Heyeti, Dariilelhan, Tiirk
musikisinin susturulmasi, Bir tiikenise sahit olus
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RAUF YEKTA BEY A MARTYR OF TURKISH MUSIC
Dr. Fatma Adile BASER

Rauf Yekta Bey had to live through his final decade on this earth, witnessing a long series
of devastating blows to Turkish music on which he devoted his entire life. Turkish
music—the nation’s emotional language and vocal memory—was removed from
educational curricula with contempt. A concerted effort, both official and civil,
generated a coalition in society in opposition to Turkish music, which ruthlessly
threatened its very existence. In Rauf Yekta Bey’s final weeks, the government officially
banned radio broadcasting of Turkish music, taking hostage both the performance of
and listening to Turkish music within society. Rauf Yekta Bey passed away helpless and
in despair, having his life’s purpose extinguished before his eyes, a psychology which,
along with his illness, led to his death. Indeed, during Rauf Yekta Bey’s funeral, Cemal
Resit Rey referred to him as a martyr of Turkish music. This paper analyzes Rauf Yekta
Bey’s psychology in the years leading up to his death within the context of such
developments.

Keywords: Tarihi Tiirk Musikisini Tasnif ve Tespit Heyeti, Dariilelhan, silencing of
Turkish music, witnessing an extinction
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RAUF YEKTA BEY'IN ORGANOLOJi KONULU YAZILARININ GENEL BiR
DEGERLENDIRMESi

Fikret KARAKAYA

Rauf Yekta Bey'in, doneminin hemen hemen biitiin gazete ve dergilerinde yazilar
yayimlanmistir. Bunlarin bir kismi organoloji kapsamindadir. Organoloji yazilarmin
gogu, uzun bir siire diizenli olarak yazdigi Ikdam gazetesindedir. Bazi yazilarinin
konusu, piyano ve keman gibi Avrupa sazlaridir. Makalelerinde geleneksel
sazlarimizdan sadece tanbur ve udu ele almistir. Ayrica incesaz iizerine degerli bir
makalesi vardir. Lavignac'in ansiklopedisi i¢in yazdig1 kapsamli La Musique turque
(Turk Musikisi) bashkli monografisinde sazlar1 iki kategoriye ayirarak tek tek
anlatmistir. Birinci kategoride Eski Sazlar saydig1 ud, iklig1, rebab, mizmar, pise, ¢enk,
niizhe, kanun, mugni vardir. Modern Sazlar kategorisini ise sinekemani, keman,
kemenge, rebab, Anadolu kemani, tanbur, ud, lavta, meydan sazi, ney, zurna, kanun,
santur, alafranga santur, Tirk santuru, def, mazhar, kudiim, halile veya zil
olusturmaktadir.

Makalemizde Rauf Yekta Bey'in biitiin organoloji yazilari, Curt Sachs ve Erich Moritz
von Hornbostel'in kurucusu oldugu modern organoloji yontemi ve kavramlar:
agisindan degerlendirilecektir. Ayrica Henry George Farmer'm, Evliya Celebi'nin
zikrettigi ve haklarinda bilgi verdigi sazlarla ilgili kitabin1 hazirlarken Rauf Yekta Bey'e
gonderdigi sorular ve aldid1 cevaplar da makalemizin kapsamina girecektir.

Anahtar Kelimeler: Saz, galgi, organoloji, Curt Sachs, Erich Moritz von Hornbostel,
Henry George Farmer, Evliya Celebi, ud, keman, kanun, tanbur, kemenge, ney, santur,
def, mazhar, halile.
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EVALUATIONS OF RAUF YEKTA BEY'S WRITINGS ON ORGANOLOGY
Fikret KARAKAYA

Rauf Yekta Bey's articles were published in almost every newspaper and magazine of
his time. Some of them relate to organology. Most of his organology papers are in [kdam
journal, which he wrote regularly for a long time. The subject of some of his writings is
European instruments such as the piano and the violin. In his articles, he only dealt with
the tanbur and the ud, our traditional instruments. He also has a valuable article on
incesaz. In his comprehensive monography entitled Turkish Music (Tiirk Musikisi),
which he wrote for Lavignac's encyclopedia, he divided the instruments into two
categories and explained them one by one. In the first category, there is the ud, the 1kl181,
the rebab, the mizmar, the pise, the ¢enk, the niizhe, the kanun, the mugni, which are
counted as Ancient Instruments. The category of modern instruments includes
sinekemani, keman, kemenge, rebab, Anatolian keman, tanbur, ud, lavta, meydan sazi,
ney, zurna, kanun, alafranga santur, Turkish santur, the def, the mazhar, the kudiim, the
halile or zil. In our article, all of Rauf Yekta Bey's organology writings will be evaluated
in terms of the method and concepts of modern organology founded by Curt Sachs and
Erich Moritz von Hornbostel. In addition, the questions that Henry George Farmer sent
to Rauf Yekta Bey and the answers that he received while preparing his book on the
instruments that Evliya Celebi mentioned and gave information will also be included in
our article.

Keywords: Musical instrument, organology, Curt Sachs, Erich Moritz von Hornbostel,
Henry George Farmer, Evliya Celebi, ud, keman, kanun, tanbur, kemenge, ney, santur,
def, mazhar, halile.

36



RAUF YEKTA BEY'IN KiTABU iLMI'L-MUSIiKi SERUVENI
Gokhan YALCIN

Bu calismada Rauf Yekta Bey'in Kevseri Mecmiiasindaki "Kantemiroglu" ismini fark
etmesi ile baglayan, Kitabu [Imi'l-Musiki'yi arama siireci ele alinmaktadir. Geleneksel
yaklagimlarin tam aksine Rauf Yekta Bey’'in bu siirecte miizikolog yoniiyle
arastirmalarina, amacina, hedefine nasil kararlilik ile bagli oldugu, her tiirlii sartlara ve
olumsuzluklara ragmen hedefinden hi¢ sasmadig: goriiliir. Rauf Yekta Bey’in 1310/1892
yilinda Iskodrali Mevlevi Seyyid Hasan'dan Kitab-1 Musikar't (Kevseri Mecmiast)
almasi ile baslayan seriivenin ilk duragi Ikdam Gazetesi (1899) olmustur. Yazisinda en
dikkat ¢eken cltimlelerden biri mecmtiada kullanilan notanin Prens Kantemir'in ihtira
kerdesi oldugunu zannettigine yonelik ctimlesidir. Bu fikre nereden ulastigini "La Revue
Musicale” adli dergide anlatmaktadir. Makalenin konusunu ise "Nihavend
Makamindaki Pesrevin Bestecisi" olarak belirlemistir. Yazis1 incelendiginde Rauf Yekta
Bey'in musikisinas ya da bestekar Kantemiroglunu arastirdigi, baska bir ifade ile
Kantemiroglunun sadece  musikisinas oldugunu  disiindiigii  rahatlikla
goriilebilmektedir. Bu amagla arastirmasimna devam eden Rauf Yekta Bey, Rahip
Toderini'nin "Tiirklerin Edebiyati" (1787) adli kitabindan Cantemir'in miiverrih oldugunu,
"Devlet-i Osmaniyye'nin dort cild tizerine bir de tarihini yazdigini 6greniyor" ve mezkr
kitapta Dimitrie Cantemir’in bir de biyografisine ulasiyordu. Biyografide verilen bilgiye
gore Bilgin Prens Kantemir 1691'den itibaren Tiirk musikisi 6grenmeye baslamis, musiki
istiine Tiirkge olarak bilimsel bir eser yazmis ve eserini Sultan II. Ahmed'e sunmustur.
Ayrica el yazmasi eserin "Ta'rif-i ilm-i misiki ala vech-i mahs(is" ismini tasidigin1 da
ogrenmistir. "Nihavend Makamindaki Pesrevin Bestecisi" yani Dimitri Cantemir'in kim
oldugunun biiyiik oranda 6grenilmesi ile bittigini diistindligiimiiz seriiveni yeni bir
ivme kazanmis ve "Ta'rif-i ilm-i musiki ala vech-i mahstis" adli kitabin1 aramaya
koyulmustur. Nihayet, Hiiseyin Sadeddin'in [Arel] Bedii Mensi ismiyle Sehbal
Dergisinin 14 Aralik 1912 tarihli, altmis altinc sayisinda yayinladigl yazisindan
anlagildig {izere 1912 yilinda Kitabu [lmi’l-Musiki ald vechil-Huriifit adli eser ortaya
cgkmistir. Miizikolog Yalgin Turanin vermis oldugu bilgiye gore Abdurrahman
Efendi'nin araciligiyla 5 Osmanli (altin) lirasi karsihifinda Hiiseyin Sadeddin Arel
tarafindan satin alinan bu eser, "Kiymetdar ve Ender Iki Eser-i Musiki Hakkinda Bazi
[zahat" baglikli yaz1 ile iistelik miiellifinin Kantemiroglu oldugunun alt1 gizilerek coktan
tanitilmaya baglanmustir bile.

Anahtar Kelimeler: Rauf Yekta Bey, Kitabu [Imi'l-Musiki, Kantemiroglu, kbal
Gazetesi, Sehbal Dergisi
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THE KiTABU ILMI'L-MUSIKi ADVENTURE OF RAUF YEKTA BEY
Gokhan YALCIN

In this study, the search process for Kitabu [lmi’l-Musiki, which started with Rauf Yekta
Bey's realization of the name "Kantemiroglu" in Kevseri Mecmiasi, is discussed.
Contrary to traditional approaches, it is seen that Rauf Yekta Bey was committed to his
research, purpose and target in this process as a musicologist, and that he never strayed
from his goal despite all kinds of conditions and negativities. The first stop of the
adventure, which started with Rauf Yekta Bey's purchase of Kitab-1 Musikar (Kevseri
Mecmfiasi) from Iskodrali Mevlevi Seyyid Hasan in 1310/1892, was Tkdam Newspaper
(1899). One of the most salient sentences in his article is the sentence that he thought the
note used in the mecmiia was the invention of Prince Kantemir. He explains how he got
this idea in the mecmiia "La Revue Musicale". He determined the subject of the article as
"The Composer of the Pesrev in the Nihavend Makam". When his article is examined, it
can be easily seen that Rauf Yekta Bey researched the musician or composer
Kantemiroglu, in other words, he thought that Kantemiroglu was only a musician.
Continuing his research for this purpose, Rauf Yekta Bey learns from Priest Toderini's
book titled "Letteratura Turchesca" (1787) that Cantemir was a historian and “he wrote
a history of the Ottoman Empire in four volumes" and he also had access to the
biography of Dimitrie Cantemir in the aforementioned book. According to the
information given in the biography, Scholar Prince Kantemir started to learn Turkish
music from 1691, wrote a scientific work on music in Turkish and presented his work to
Sultan Ahmed II. He also learned that the manuscript was named "Ta'rif-i ilm-i m{siki
ala vech-i mahstis". His adventure, which we thought ended with learning the "The
Composer of the Pesrev in the Nihavend Makam" namely who Dimitri Cantemir was to
a large extent, gained a new acceleration and he started to search for his book "Ta'rif-i
ilm-i musiki ala vech-i mahs{is". Finally, as it is understood from Hiiseyin Sadeddin's
[Arel] article published under the name of Bedii Mensi, in the sixty-sixth issue of Sehbal
Journal dated 14 December 1912, the work called Kitabu [Imi'l-Musiki ald vechi'l-Huriifdt
appeared in 1912. According to the information provided by the musicologist Yalgin
Tura, this work, which was purchased by Hiiseyin Sadeddin Arel for 5 Ottoman (gold)
liras via Abdurrahman Efendi, is accompanied by an article titled "Some Explanations
About Kiymetdar and Rare Two Works of Music" and has already been introduced by
underlining that the author of it is Kantemiroglu.

Keywords: Rauf Yekta Bey, Kitabu Ilmi'l-Musiki, Kantemiroglu, fkbal Newspaper,
Sehbal Journal
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RAUF YEKTA BEY OZELINDE, TURKIYE'DE MUZIK ARSIVCILiGi
UZERINE BiR DEGERLENDIRME

Giiler SENOL!

64 yil stiren hayat yolculugunda kendisine atfedilen besteci, miizikolog, neyzen
kimliklerinin yani sira, Rauf Yekta Bey’in bilinen énemli 6zelliklerinden biri de arsivci
yanidir. O, Dariilelhan igerisindeki ¢alismalariyla hem kurumsal anlamda arsivcilik
anlayisinin yerlesmesi igin gabalamis, hem de sahip oldugu kisisel arsiv koleksiyonu ile
arsivcilik anlayisin1 genglik yillarindan itibaren tasidig1 goriilmiistiir. Ancak bugiin ne
yazik ki bircok kisisel arsiv gibi, Rauf Yekta'nin arsivi de bilimin yararina
sunulamamistir. Miizik arastirmalarinda dikkat cekecek boyutta onca faaliyette
bulunmusken, kendi kisisel arsiv materyallerini alana hizmet etmek adina kurumsal bir
arsive bagislamamis olmas1 (6liimiinden uzun bir siire sonra matbu eserlerinden bir
kisminin Siileymaniye Kiitiiphanesine bagislandig: bilinmektedir), konunun Tiirkiye'de
miizik arsivciligi boyutuyla bir arada ele alinmas1 gerektigini gostermektedir. Rauf
Bey’in kisisel arsiv igerigi kisa siire i¢in arastirmaciya agilmis olsa da uzun vadede alan
arastirmacilarmin erisim kisitlamasi bulunmaktadir. Bugiin Tiirk miizigi adma
yapilacak tarihsel caligmalarda, Yekta Bey’in arsivinin hem ona ait biyografik
¢oziimlemelerde (miizik anlayisi, galisma hayati, faaliyetleri vs.) hem de doneme ait
miizikal pratiklerin ve geleneklerin tespitinde katki saglayacag: kesindir.

Stirekliligi saglayan ve gelenegi olusturan anlayis, tarihin kaybolmaya yiiz tutmus
nesnelerini toplayip, onlara deger atfeden, onlara anlamlar yiikleyen diistincedir.
Miizigi tarih iginde stirdiiriilebilir kilan, kaydedilen miizik materyallerinin aktarilabilir
olmasidir. Toplumun ¢ok kiiltiirlii dokusunu koruyarak, iginde bulunduklar1 sosyal
yapimin kiiltiirel hafizasmin aktarimini saglayan her doneme ait miizikal materyalin
tespiti (bibliyografik denetimi), diger bir deyisle arsiv g¢alismasi biiyiik 6nem tasir.
Kurumsal arsivler, bir cografyanin hafizasidur.

Bu bildiride Rauf Yekta Bey’in arsivcilik anlayisi ve katkilarindan yola ¢ikarak,
Tiirkiye’de miizik arsivciliginin neden gec ve yetersiz isledigi tizerinde durulmasi
planlanmaktadir. Ote yandan tarihsel siire¢ i¢inde kurumsal arsivlerdeki koleksiyon
yetersizligine ragmen, basil ve isitsel miizikal materyalleri ellerinde bulunduran zengin
kisisel arsivler ve bu koleksiyonlarin gelecegi de bildiri kapsaminda ele alinmaya ve
oneriler sunulmaya calisilacaktir.

Anahtar Kelimeler: Rauf Yekta Bey’in Arsivciligi, Dartilelhan, Miizik Arsivciligi,
Kurumsal ve Kisisel Arsivler, Bibliyografik Denetim

1 ITU Yabana Diller Yiiksek Okulu Kiitiiphanesi Sorumlusu, ITo Miizikoloji Boltimii Yiiksek Lisans
Ogrencisi, gsenol@itu.edu.tr
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FOCUS ON RAUF YEKTA BEY, AN ASSESSMENT OF MUSIC ARCHIVAL
IN TURKEY

Giiler SENOL!

In addition to his musical identity, the composer, musicologist, player of ney, attributed
to him on his 64-year journey of life, one of the notable features of Rauf Yekta is the
archivist side. His work in Dartilelhan was seen as both an institutional struggle for the
establishment of archivism, as well as a collection of personal archives and an
understanding of archivism from his early years. But today, unfortunately, like many
personal archives, Rauf Yekta's archive is not available for the benefit of science. The fact
that he did not donate his own personal archival material to an institutional archive to
serve space (although it is known that some of his printed books were donated to the
Siileymaniye Library long after his death), while he was active in music research,
suggests that the subject should be treated with the size of music archivism in Turkey.
Although Mr. Rauf's personal archive content was briefly available to the researchers, in
the long run, field researchers are restricted to access. In historical works for Turkish
music today, it is certain that Mr. Yekta's archive will contribute both to his biographical
analysis (music understanding, working life, activities, etc.), as well as to the detection
of musical practices and traditions from the period.

The understanding that provides continuity and creates tradition is the thought that
collects the objects of history that are about to disappear, attaches value to them and
gives meaning to them.

What makes music sustainable in history is the transferability of recorded music
materials. The determination (bibliographic control) of the musical material belonging
to each period, which ensures the transfer of the cultural memory of the social structure
in which they are located, while preserving the multicultural texture of the society, in
other words, archival work is of great importance. Institutional archives are the memory
of a geography.

Based on Rauf Yekta Bey's understanding and contribution to the archivism, the focus is
on why music archiving in Turkey works late and insufficiently. However, despite a lack
of collections in institutional archives during the historical process, rich personal
archives containing printed and auditory musical materials will be attempted to take up,
the future of these collections will be discussed and recommendations will be suggested
as part of this paper.

Keywords: Archiving of Rauf Yekta Bey, Darulelhan, Music Archiving, Institutional
and Personal Archives, Bibliographical Auditing
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SARK MUSIKiSi KONGRESI’NDE MUSIKI KIMLIK iINSAA
POLEMIKLERI VE RAUF YEKTA

Ogr. Gor. Giinay GUNAYDIN, Prof. Dr. Ayten KAPLAN

1932 yilinda Kahire’de Sark Misikisi Kongresi diizenlenmistir. Kongrenin amaglar:
arasinda yer alan Arap misikisini Cagdas bir uygarlik seviyesine ¢ikarmak diistincesi,
kongreye Avrupali uzmanlarin da davet edilmesi ihtiyacin1 dogurmustur. Ancak
beklenin disinda Avrupali karsilastirmali miizikologlar, ¢agdas bir Arap misikisi
yaratirken toplumsal yapinin goz ardi edilmemesi ve geleneksel yapidan yararlanilmasi
gerektigi dogrultusunda tavir sergilemislerdir. Bu yaklasim, kendi msikilerini Bati'min
uygarlik diizeyine ulastirma diislincesine sahip diizenleyici komitenin hedeflerine ters
diismektedir. Bunun yani sira Misirhi katilimcilar arasinda da muhafazakarlar ve
reformistler olmak tizere iki ayr1 grubun olustugu goriilmektedir. Komitenin tutumu
baskin gibi goriinse de Avrupali karsilastirmali miizikologlarin yanisira; Suriye, Liibnan
ve Tiirk katilimcilar geleneksel yapinin korunmasi yoniinde tavir almiglardir.

Polemiklerin odak noktasini, ceyrek seslere dayanan sistem onerisi ve Rauf Yektanin bu
oneriye karsi durusu olusturmaktadir. Rauf Yekta, toplumun kendini ifade ettigi
seslerin yer almadig1 bir misikinin, o toplumun sesi olamayacag1 diisiincesinden yola
cikarak, onerilen 24 esit aralikli sistemin makam mtsikisindeki araliklar1 ifade etmekte
yetersiz kaldigini savunmustur. Kongre polemiklerinde, ¢agdaslasma siirecinde Sark
musikisinin gelenegini korumas: gerektigi diisiincesinden yana bir tutum sergilemesi,
Rauf Yektanin her ulusun msiki kimligine duydugu saygiy1 gosterir niteliktedir.
Nitekim Mesut Cemil, Hornbostel ve Paul Hindemith’in de aralarinda bulundugu bir
grup katilimci da 24 esit aralikli sistemin Sark misikisinin karakterine uygun olmadigin
ifade eden bildiri sunarak Rauf Yekta'nin yaninda yer almislardir.

Bu calismada, ¢agdaslasma diisiincesi ile diizenlenen Kahire Miizik Kongresinde ortaya
¢ikan misiki kimligi insaas1 ¢abalarinda yasanan polemiklerin ¢ikis noktalari ile kars:
diisiinceler ele alinmis, Rauf Yektanin bu polemiklerdeki yeri ortaya koyulmaya
calisilmistir. Ulasilan sonuglar, kongreye katilan baska ulus katilimcilarinin da ¢agdas
bir msiki iiretimi siirecinde $ark misiki kimliginin korunmasindan yana tavir
sergilediklerini gostermistir.

Anahtar Sozciikler: Rauf Yekta, Misiki, Kimlik, Arap Miizigi, 24 esit aralikli sistem,
Sark Misikisi Kongresi
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MUSICAL IDENTITY CONSTRUCTION POLEMICS AND RAUF YEKTA
AT THE CONGRESS OF ORIENTAL MUSIC

Ogr. Gor. Giinay GUNAYDIN, Prof. Dr. Ayten KAPLAN

In 1932, the Congress of Oriental Music was held in Cairo. The idea of attanding Arabic
music to the level of a contemporary civilization, which is the aim of the congress,
necessitated the invitation of European experts to the congress.

However, contrary to expectations, European comparative musicologists took an
attitude in the direction that the social structure should not be ignored and the
traditional structure should be utilized while creating a contemporary Arabic music.
This approach contradicts the objectives of the organizing committee, which has the idea
of attanding their music to the level of Western civilization. In addition to this, it is seen
that there are two separate groups among the Egyptian participants as conservatives and
reformists. Although the attitude of the committee seems to be dominant, besides
European comparative musicologists; Syrian, Lebanese and Turkish participants took a
stand in favor of preserving the traditional structure.

The focus of the polemics is the system proposal based on quarter sounds and Rauf
Yekta's stance against this proposal. Rauf Yekta argued that the proposed system of 24
equal intervals is insufficient to express the intervals in magam music, based on the
thought that a music without the voices of the society cannot be the voice of that society.

In the polemics of the congress, his stance in favor of the idea that Oriental music should
preserve its tradition during the modernization process shows the respect Rauf Yekta
has for the musical identity of every nation.

As a matter of fact, a group of participants, including Mesut Cemil, Hornbostel and Paul
Hindemith, took sided with Rauf Yekta by presenting a statement stating that the 24
even-spaced system is not suitable for the character of Oriental music

In this study, the starting points of the polemics and counter-ideas experienced in the
efforts to construct the musical identity that emerged at the Cairo Music Congress, which
was held with the idea of modernization, were discussed and the place of Rauf Yekta in
these polemics was tried to be revealed. There sults showed that the participants of other
nations participating in the congress also took a stand in favor of preserving the Oriental
musical identity in a contemporary music production process.

Keywords: Rauf Yekta, Music, Identity, Arabic Music, 24 evenly spaced systems,
Congress of Oriental Music
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RAUF YEKTA BEYIN DERLEDIGIi KLASIK MUSIKI ESERLERININ
KUNYELERINI OLUSTURURKEN TAKIP ETTiGi USUL VE
YARARLANDIGI KAYNAKLAR

Harun KORKMAZ

Rauf Yekta Bey Klasik Tiirk Musikisi'ni modern bilimsel metodolojiye uygun bigimde
ele alan ilk miizikbilimcilerdendir. Musikinin nazariyati, tarihi ve kiltiirii hakkinda
calismalar yapmustir. Eski miizik risalelerini nesretmis, yasadig1 devre ait miizigin
teorisini ortaya koyan galismalar yapmuis, teori ¢alismalarma yon vermistir. Ayrica
miizik tarihi ile de ilgilenmis ve bu sahada birtakim galismalar nesretmistir. Rauf
Yekta'nin en 6nde gelen ¢alismalarindan biri de eski eserleri derleyip notaya almasi ve
bunlar gesitli vesilelerle yayinlamasidir. Rauf Yekta’nin nota yayinciligr klasik musiki
ve dinl musiki eserleri agirlikta olmakla birlikte Karagoz sarkilar1 ve halk miizigi
eserlerine uzanan genis bir yelpazededir. Bizzat derledigi ya da eski nota
koleksiyonlarindan kopya ettigi/kendi koleksiyonuna dahil ettigi klasik musiki eserleri
iizerinde, ¢alisma arkadaslari olan Dr. Suphi Ziihtii Ezgi, Zekai Dedezade Hafiz Ahmed
Efendi (Irsoy) ve Ali Rifat Cagatay ile Dariilelhan Tasnif ve Tesbit Heyeti olarak
fasiktiller halinde nesretmistir. Dariilelhdn Kiilliyat: ad1 verilen bu ¢alismada 180 parga
yayinlanabilmistir. Tasnif ve Tesbit Heyeti'nin yayinlanmadan kalan 181-263 no’lu
fasikiilleri ise 1995 yilinda Sema Vakfi tarafindan yaymlanmistir. Rauf Yekta Bey
yayinladig: klasik musiki eserlerinin kiinyelerinde 4 ana kaynaktan yararlanmistir. Bu
kaynaklardan baglicas1 eserleri bizzat megk ettigi ya da dinleyerek notaya aldig:
iistatlardir. Tkinci kaynak kendinden &nceki devirlere ya da cagdaslarina ait nota
derlemelerindeki kayitlardir. Bir diger kaynak Hasim Bey’'den itibaren yayinlanmaya
baglanan matbu giifte mecmualaridir. Son kaynak ise, kiitiiphanelerde, 6zel
koleksiyonlarda ve elbette kendi kiitiiphanesinde bulunan yazma fasil ya da sarki
mecmualaridir. S6z konusu kaynaklardan yararlanarak ve muhtemelen calisma
arkadaglariyla da istisare ederek olusturdugu kiinyeler biiyiik oranda tarihsel
kaynaklarin aktardig bilgilerle uyumludur. Ancak s6z konusu yayinlarda bazen nota,
bazen de giifte kaynaklarmin yanilticr etkisinden dogan birtakim karisikliklar goze
carpmaktadir. Bu bildiride Rauf Yekta Bey’in klasik musiki eserlerini kiinyelerken
izledigi metot, kaynaklar1 degerlendirme bigimi ve kiinyelerin hangi nispetle tarihsel
verilerle ortiistiigii irdelenecektir. Sonug olarak giiniimiiz klasik musiki kiiltiirtintin
oziinii tegkil eden ana kaynaklardan biri eser kiinyeleri bakimindan detayli bir
incelemeye konu kilinmis olacaktir.

Anahtar Kelimeler: Rauf Yekta Bey, Dariilelhan Kiilliyati, Klasik Eserler, Derlemeler,
Beste ve Besteci, Kiinyelendirme Yontemi
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METHOD FOLLOWED AND THE SOURCES USED BY RAUF YEKTA BEY
WHILE IDENTIFYING THE ITEMS OF HIS COLLECTED CLASSICAL
MUSIC COMPOSITIONS

Harun KORKMAZ

Rauf Yekta Bey is one of the first musicologists to treat Turkish Classical Music in
accordance with modern scientific methodology. He worked on the theory, history and
culture of music. He published old music treatises, conducted studies that revealed the
theory of music belonging to the period in which he lived, and gave direction to theory
studies. He was also interested in the history of music and published some studies in
this field. One of Rauf Yekta's most prominent works is to compile and notate old
composition and publish them. Rauf Yekta's music publishing includes classical and
religious Turkish music, as well as a wide range of Karagoz songs and folk music pieces.
On classical music compositoins he personally compiled or copied from, included in his
own collection of old musical notes. He published it in fascicles with his collaborators
Dr. Suphi Ziihtii Ezgi, Zekal Dedezade Hafiz Ahmed Efendi (Irsoy) and Ali Rifat
Cagatay as Dartilelhan Classification and Determination Committee. 180 pieces could be
published in this work called Dariilelhin Kiilliydt:. The remaining unpublished fascicles
numbered 181-263 of the Classification and Determination Committee were published
by the Sema Foundation in 1995. Rauf Yekta Bey benefited from four main sources in the
identifying information of classical music pieces he published. The main one among
these sources are the masters whose works he learned personally or took notes by
listening. The second source is the recordings in the notation collections belonging to the
previous periods or his contemporaries. Another source is the printed lyric miscellanies
which have been published since Hasim Bey (1815-1868). The last source is the
manuscript fasil or song-text collections in libraries and private collections in his own
library. The identifiers he created by making use of these sources and possibly consulting
with his colleagues are largely in line with the information conveyed by historical
sources. However, there are some confusions arising from the misleading effect of the
sources of notes and sometimes lyrics in the aforementioned publications. In this paper
the followings will be examined, the method Rauf Yekta Bey followed while imprinting
classical music compositions, the way he evaluated the sources and the extent to which
the tags matched with the historical data. As a result, one of the main sources constuiting
the essence of today's classical music culture will be the subject of a detailed examination
in terms of identifying information of the classical compositions.

Keywords: Rauf Yekta Bey, Dartilelhan Kiilliyati, Classical compositions, Collected
pieces, Composition and composer, Method of tagging
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RAUF YEKTA BEY’IN MUSiKi ANTIKALARINDAN “KAFILE-I
MUSIKISINASAN-I OSMANI” VE RAUF YEKTA BEY iLE NURI SEYDA
BEY’IN MUSIKI TARIHI TARTISMALARI

Hulusi OZBAY

Osmanli donemi musiki tarihine kaynak teskil edebilecek ve miinhasiran
musikiginaslarin hayatlar1 hakkinda telif edilmis “tezkire” ismiyle bilinen biyografik
metinler, sairler ve hattatlar hakkinda yazilanlara nisbetle oldukg¢a azdir. Osmanl
devrinde yasamis musikisinaslardan siir veya hiisn-i hatla mesgul olanlar1 hakkinda
muhtelif tezkirelerden bilgiler edinmek miimkiinse de musikisinaslara odaklanan
biyografik metinlerin azlig1 musiki tarihinin kaynaklarmin da smirli kalmasina sebep
olmustur. XVIIL yiizyilin basinda Kilari Ahmed Refi'nin Enderunlu sairleri, hattatlar1 ve
musikisinaslar1 kaleme aldig1 bir tezkiresi bulunmakla birlikte yalnizca musikisinaslari
konu alan ilk tezkire, bestekar Seyhiilislam Esad Efendi’'nin, Sultan I. Ahmed ile III
Ahmed’in saltanat donemleri arasinda yasamis bir¢ok bestekarin biyografisinin yer
aldig1 “Atrabii’l-Asdr fi tezkireti urefdi’l-edvdr” isimli eseridir. Tezkire, 1894’de Veled
Celebi [[zbudak] tarafindan sadelestirilip, nesredilmistir. Veled Celebi, eseri yayinlarken
hatimesinde, gayretkar bir musikisinasin zuhlr edip “miikemmel bir tezkire”
yazmasmin gerekliligine isaret eden bir temennide bulunmustur. Aynm1 donemde
Findiklil Ismet Efendi, Atrabii’l Asir’a eklemeler yaparak 1896 tarihine kadar yasamis
bestekarlarin hayatlarini yazsa da eseri 1896 yilinda ¢ikan Findikli yangininda yanarak
yok olmustur. Sair, bestekar ve miitercim M. Nuri Seyda Bey ise yine ayn1 donemde
Ikdam gazetesinde bestekar biyografileri yayinlamaya baglamis, genis bir
musikisinaslar tezkiresi kaleme almak istemistir. “Kafile-i Musikisinasin-1 Osmani”
ismiyle bilinen bu eseri vefat: dolayisiyla yarim kalmistir. Nuri Seyda Bey’in bestekar
biyografilerindeki muhtelif noktalar: tenkit eden Rauf Yekta Bey de meshur olan sark ve
garp musikisinaslarinin biyografilerini genis bir kiilliyat halinde “Esdtiz-i Elhan”
basligiyla nesretmek istemis ancak eseri, muhtelif sebeplerden dolay1 yalnizca ti¢ bolim
yayinlanabilmistir.

Bu ¢alismada, Prof. Dr. Nilgiin Dogrusoz’iin editorliiglinde yaymlanan “Rauf Yektd
Bey’in  Musiki Antikalar1” isimli eser sayesinde Rauf Yekta Bey’in arsivinde
bulundugundan haberdar olunan “Kafile-i Musikisinasin-1 Osmani” isimli el yazmasi
defterin icerigi ve Nuri Seyda Bey’in mubhtelif gazetelerde yayinladig: yazilarindan yola
cikarak telif etmek istedigi fakat yarim kalan musikisinaslar tezkiresi ile alakali nasil bir
tasavvura sahip oldugu anlasilmaya galisilmistir. Bununla birlikte Rauf Yekta Bey’in
Nuri Seyda Bey’e ait bestekar biyografilerine getirdigi sert elestiriler ele alinmuis, iki
musikisinasin gazete siitiinlarinda devam etmis olan miinakasalarimin serencami tetkik
edilmistir. Tartismalarin incelenmesi neticesinde, Osmanli musiki tarihyazimina katki
saglayan iki miihim sahsiyetin musikisinaslar tezkiresi yazma yolunda tarih
kaynaklarmma yaklagimlarindaki benzerliklerin ve farkhiliklarin ortaya konulmasi
amaglanmig, XIX. yiizyilin sonunda Osmanli basimnindaki musiki tarihi tartismalarinin
mahiyeti ortaya koyulmustur.

Anahtar Kelimeler: Biyografi, Musiki Tarihi, Tartisma, Tarihyazimi, Osmanli basimni1
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ONE OF RAUF YEKTA BEY'S MUSIC ANTIQUES: “KAFILE-I
MUSIKISINASAN-I OSMANI” AND THE DISCUSSIONS ON THE
HISTORY OF MUSIC BETWEEN RAUF YEKTA BEY AND NURI SEYDA
BEY

Hulusi OZBAY

The collection of biographies that are the source of Ottoman history are called tezkire.
There are biographies written about poets and calligraphers in the Ottoman period.
However, biographical texts of about musicians are very few. At the beginning of the
18th century, Kilari Ahmed Refi wrote a tezkire about the poets, calligraphers and
musicians living in Enderun. However, the first biographical text containing only
biographies of musicians is “Atrabii’'l-Asir fi tezkireti urefdi’'l-edvir” written by
seyhiilislam and composer Esad Efendi. This work was published by Veled Celebi in
1894 with a simplified language. At the end of his book, Veled Celebi wished that a
musician-author would arive and write a more refined and detailed biograpy of the
Ottoman musicians in future. In the same period, Findiklili Ismet Celebi wrote
biographies of composers who lived up to his time. Unfortunately, his writings were
burned in the Findikl fire in 1896. Around the same time, poet, composer and translator
Nuri Seyda began publishing composer biographies in the newspaper Ikdam. The name
of the work he wanted to publish was "Kafile-i Musikisinasan-1 Osmani". Nuri Seyda Bey
could not complete the work because he died. Rauf Yekta Bey also wanted to publish
biographies of famous musicians who lived in the east and west. However, for various
reasons, he could only publish three parts of his work.

In this study, the manuscript named "Kafile-i Musikisinasin-1 Osmani" in the archive of
Rauf Yekta Bey was examined. This manuscript was published in the book titled "Rauf
Yekta Bey's Music Antiques" edited by Professor Nilgiin Dogruséz. It has been
determined which composers' life stories are found in Nuri Seyda Bey's work about
musician biographies. Based on the biographies of Nuri Seyda Bey, it was researched
what kind of work he was preparing. Moreover, how Rauf Yekta Bey who criticized
certain parts of Nuri Seyda Bey's work also wanted to publish biographies and how Nuri
Seyda responded to these criticisms were also examined. As a result of the examination
of the discussions, it is aimed to reveal the similarities and differences in the approaches
of two important authors who contributed to the Ottoman music historiography. In this
study, how the history of music in Ottoman press at the end of the 19th century were
debated were revealed.

Keywords: Biography, History of Music, Discussion, Historiography, Ottoman press
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RAUF YEKTA BEY’IN ONERDIGI 12 NOTALI SES SISTEMININ TURK VE
BATI MUZIGI ORTAK SEMBOLIK DERLEMLERINDE KULLANILMA
POTANSIYELI

Dog. Dr. M. Kemal KARAOSMANOGLU!

Miizik arastirmalarinda yapay 6grenme (machine learning) tekniklerini kullanma egilimi
Tiirkiye'de de yayginlagsmistir. Ik adim olarak agilmasi gereken bir sorun olan Tiirk
makam miiziginin O0zgiin perde yapisim1 bir derlemde temsil edecek ¢oziimler
tiretilmistir. Bu makalede ise Tiirk ve Bati miizigi sembolik verilerinin ortak derlemlerde
nasil temsil edilebilecegine dair bir 6neri sunulmaktadir. Sorunun 6zii, oncelikle Tiirk
ve Bat1 miizigi eserlerinde bir oktavdaki perde sayisinin farkli olusudur (sirasiyla 17, 24,
.. ve 12). Bu olgu, makam/tonalite, form, besteci vb. simiflandirma ve kiimeleme
uygulamalari igin olumsuz bir etmendir: Cesitli yapay 6grenme algoritmalars, iki farkls
kiiltiire ait miizik eserleri i¢in Oncelikle oktavdaki perde sayisina dayali ¢oziimler
tireteceginden, odaklanmalar1 gereken bazi 6zellikleri gbzardi edeceklerdir. Bu sorunu
asmak igin akla gelen ilk ¢oziim, ortak derlemde yer alan tiim eserlerdeki perdeleri en
yakin 12 Ton Esit Tamperaman (12-TET) notalariyla eslestirmektir. Bu makul bir ¢6ztim
olsa da, 12-TET yerine Rauf Yekta Bey'in 6nerdigi 12 ton nota sisteminin (RY-12) tercih
edilmesi asagida acgiklayacagimiz nedenlerden dolayr daha uygundur. Bu iinli
miizikolog, bir Fransiz miizik ansiklopedisi i¢in yazdig1 Tiirk miizigi maddesinde bu ses
sistemini onermis ve Tiirk miizigi eserlerinin bu sistemle ¢oksesli hale getirilebilecegini
sOylemistir. RY-12 zaten Zarlino sisteminin iskeletini temel almistir; dolayisiyla Bati
miizigine de uygundur. Bu iki nedenle 17, 24 vb. perdeli Tiirk makam miizigi eserleri ile
bir oktavda 12 nota igeren Bati miizigi eserlerini ortak bir paydada bulusturma
arayisinda RY-12'nin iki sistem i¢in daha uygun bir ¢6ziim olacagmi ongordiik. Bu
goriisii stnamak igin Tiirk makam miizigi eserlerinden ve Schubert'in lied’lerinin ses
partilerinden 6rnekler iceren bir veri kiimesi topladik, derlemdeki perdeleri iki sistemin
(12-TET ve RY-12) en yakin notalariyla eglestirdik, Oznitelikleri bu degerlerden
hesaplattik ve iki ayr1 makam/tonalite smiflandirma testi ¢alistirdik. Smiflandirma
basarimlarina bakildiginda oOngoriimiiziin gerceklendigi, en azindan ters sonug
¢ikmadigr goriilmektedir. Bu nedenle eslestirme ihtiyacinin higbir gerekgeye sahip
olmayan 12-TET yerine RY-12 sistemi ile karsilanmas: daha mantikli olacaktr.

Anahtar Kelimeler: yapay 6grenme, sembolik temsil, 12 perdeli Rauf Yekta sistemi,
algoritma, ortak miizik derlemi
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THE POTENTIAL OF USING THE 12-TONE TUNING SYSTEM
SUGGESTED BY RAUF YEKTA BEY IN THE COMMON SYMBOLIC
CORPORA OF TURKISH AND WESTERN MUSIC

Doc. Dr. M. Kemal KARAOSMANOGLU!

The tendency to use machine learning techniques in music research has also become
widespread in Turkey. As a first step, solutions have been produced to represent the
original pitch structure of Turkish makam music in a corpus, which was a problem to be
overcome. In this article, a proposal is presented on how the symbolic data of Turkish
and Western music can be represented in common corpora. The essence of the problem
is primarily in the fact that the number of pitches in an octave is differs in Turkish and
Western musical pieces (17, 24, ... and 12, respectively). This phenomenon is a negative
factor for classification and clustering applications such as makam/tonality, form,
composer etc. Since various machine learning algorithms will primarily generate
solutions based on the number of pitches per octave for musical pieces from two
different cultures, they will therefore ignore some features that they need to focus on.
The first solution that comes to mind to overcome this problem is to match the pitches
in all pieces of the common corpora to the nearest 12 Tone Equal Tamperaman (12-TET)
notes. Although this is a reasonable solution, it is more appropriate to prefer the 12-tone
tuning system (RY-12) suggested by Rauf Yekta Bey instead of the 12-TET for reasons
that will be explained below. This famous musicologist suggested this tuning system in
the title of Turkish music he wrote for a French music encyclopedia and said that Turkish
music pieces could be made polyphonic with this system. As RY-12 is already based on
the skeleton of the Zarlino system; therefore, it is suitable for Western music. For these
two reasons, we envisaged that RY-12 would be a more appropriate solution for two
systems in the search for bringing together Turkish makam music pieces containing 17,
24 etc. pitches and Western music pieces containing 12 notes in one octave on a common
ground. To test this view, we collected a dataset containing samples from Turkish
makam music pieces and vocal parts of Schubert's lieds, matched the pitches in the
dataset to the closest notes in the two systems (12-TET and RY-12), extracted the features
from these values and run two separate makam/tonality classification tests. When we
look at the classification performances, it is seen that our prediction has come true, at
least there is no contrary result. For this reason, it would be more logical to meet the
need for matching with the RY-12 system instead of the 12-TET, which has no
justification.

Keywords: machine learning, symbolic representation, 12-tone Rauf Yekta system,
algorithm, common music corpus
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RAUF YEKTA BEY’IN NAZARIYATINDA YUNAN-BiZANS MUZIGININ
ETKILERI

Militiadis PAPPAS

Tiirk miiziginin, miizikolojisi ve etnomiizikolojisinin temellerini atarak, 20. ytizyila
damgasini vuran sahsiyet stiphesiz Rauf Yekta'dir. Onun bilgi zenginligi, miizigin tiim
milletler igin ulusoétesi bir baglanti oldugunun farkindaligi ve sahip oldugu goreceli
ilimlilik, gelecek nesillere miras olarak birakacagi miikemmel metinlerin iiretilmesini
saglayan baslica Ozelliklerindendi. Yasadigr donem, milliyetgilik akiminin yiikselisi
agisindan yogun olmasina ragmen, miizik perspektifi agisindan milletlerin 6ncelikle din
ve dil tizerinden tanimlanmasini, ¢agdas: Saadettin Arel’in aksine olumlu bakis agisiyla
analiz etmis ve bu durum olumlu sonuglar dogurmustur. Rauf Yekta dénemi hem
birlesik bir miizik teorisi hem de Tiirk miizigi yaziminin teorik arka planlarinin yapildigi
yogun bir arayis donemiydi. Rauf Bey'in dogumundan kisa bir siire once Tiirk miizigi
icin porte kullanilmaya baslamisti. Ancak kullanilan porte, Tiirk miiziginin ince
araliklarmi vurgulayabilecek oOzellikte degildi. Bununla birlikte, teori konusunda
goriiglerini sunmaktan cekinmeyen Yekta, her nazari sistemin zamanla giiciinii
gosterecegini iyi bildigi ve porte igcin esdeger bir teori olmadigindan, bunlarin
kullaniminda ¢ok fazla 1srar etmemistir. Deneyimli bir miizisyen olarak nazariyatini
gelistirirken, kendini iyi bildigi Avrupa miiziginden ayirmasi ve Tiirk miiziginin
ozelliklerini teorik olarak ifade etme yolunda ¢alismalar yapmas gerektigini biliyordu.
Bu tebligde Rauf Yekta'nin, Kilise ve Yunan miizigi {izerine yazdig1 makalelere, Yunan
miizigi miizisyenleriyle olan kisisel deneyimlerine, teorik arayislarma ve
nazariyatindaki antik Yunan ve Bizans miiziginin etkilerine yer verilecektir.

Anahtar Kelimeler: Rauf Yekta, Yunan, Bizans, kilise musikisi, 24 aralik
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INTERACTIONS OF GREEK-BYZANTINE MUSIC IN RAUF YEKTA BEY'S
THEORY

Militiadis PAPPAS

Rauf Yekta was undoubtedly that personality, who stamped the 20" century by laying
the foundations of musicology and ethnomusicology for Turkish music. The wealth of
his knowledge, the awareness of Music as an over-national ligament for all nations and
the relative moderation which possessed him, were the main characteristics, so that the
excellent works that he left as a legacy for the next generations were produced. Despite
the fact that the era in which he lived was intense in terms of the rise of nationalism, the
identification of nations based primarily on religion and secondarily on language, unlike
his contemporary Saadettin Arel, he analyzed the same events and produced positive
results, mainly in terms of music perspectives. The era of Yekta was a period of intense
search for theoretical backgrounds for a unified musical theory and notating Turkish
music. Shortly before the birth of Yekta, Turkish music began to use the pentagram, but
it was not this pentagram that would highlight the fine intervals of Turkish music. Much
more, however, there was no equivalent theory for the pentagram, subjects on which
Yekta did not hesitate to present his opinions but also not to insist so much on their use,
since he knew well that time would show the strength of each theoretical system. At the
same time as writing the theory, as an experienced musician, he knew that he had to
separate himself from European music, which he seems to know well and settle down
in the theoretical way of expressing the peculiarities of Turkish music. In this lecture,
based on his articles on ecclesiastical or Greek music, as well as his personal experiences
with the musicians of Greek music, it is certain that in the preparation of his theoretical
system, he took into account both the theory of ancient Greek and of Byzantine music.
In this paper, will be discussed also Rauf Yekta's articles on the Church and Greek music,
his personal experiences with Greek music musicians, his theoretical searches and the
effects of ancient Greek and Byzantine music on his theory.

Keywords: Rauf Yekta, Byzantine, church music, 24 tones, scale.

50



RAUF YEKTA’NIN USUL ANLAYISI
Ogr. Gor. Muhammed AYDIN!

Osmanli-Tiirk makam miiziginin modernlesme sertiveninde 6nemli rol oynayan Rauf
Yekta Bey; Bati diinyasma Tiirk miizigini anlatmak igin yazilar kaleme alan ve Bati
miizigi kavramlarini da kullanarak bir teori insa etme gayreti icinde bulunan ilk
miizikolog olarak kabul edilir. O'nun makamlar1 dizilerle agiklayan, 24 perdeli sistemi
bugiin en yaygin sistem olan Arel- Ezgi sitemine de kaynaklik etmistir. Yekta, ustller
bahsinde yeni bir teori olusturmamakla beraber ustllerin gelenekteki anlamlari
tizerinde durmus ilk derli toplu agiklamalar: ortaya koymustur. Fransizca kaleme aldig1
miizik yazilarinda ustillerin mahiyetini anlayamadiklarin: ifade ettigi batili baz1 miizik
adamlarin: elestirir. Bu yazilarin sonraki donemlerde ustlleri bat1 miiziginin ikili tiglii
yapilariyla sistematize eden ve biiylik usullerin kiigiik pargalar halinde tatbik
edilmesinin yeterli olacagin soyleyenlere kars: elestiriler barindirdig1 da goriilebilir.
Uslillere bat1 teorisi lizerinden yapilan sistemlestirmelere elestiriler Ahmed Avni
Konuk, Ekrem Karadeniz gibi miizik adamlarinin eserlerinde de karsimiza ¢ikar fakat
onlarin karsi argiimanlarinda ustllerin bu mftsikinin ruhunu yansitmasi, onlarin
revisine(ytriiylisiine) aykir1 icra edilmesinin abes olmasi gibi agiklamalarin disinda
sistematik bir karg1 argitimanla karsilasmak pek miimkiin degildir. Ustllerin gelenekteki
gibi tatbikinin nigin gerekli olduguna dair en kapsaml savlar1 yine Rauf Yekta'nin
yazilarinda gormekteyiz. O'na gore Tiirk Misikisinde birbirini esit araliklarla takip eden
— sonradan Ezgi ve Arel’in diiziim ismini verdigi- yapilar yoktur. Bati miiziginin 2'li
ve 3'lileri usil olarak kabul edilemez. Yekta, hem makam hem us(l teorisine Antik
Yunan’a yaptig1 atiflarla baglar. Antik Yunan diisiince geleneginin Islam diinyasinda
ylzyillar boyunca doniiserek gelismeye devam ettigini, ustillerin de bu dogal seyrinde
son derece zengin bir hale geldigini fakat Geavert gibi Batililarin bu eski kaynaklara,
zikredilen tarihsel doniisiime taniklik etmeden ilk elden ve kotii terclimelerle
ulastiklarini ve boylece usiil zenginliginden mahrum kaldiklarmi ifade eder.

Yekta burada asirlar boyunca gelisimine devam eden ustillerin dogudaki biitiin tarihsel
gelisiminin g6z ardi edilerek ¢ok eski kaynaklardaki bilgilerin kullanilmasma bir
elestiride bulunmaktadir. O'nun biitiin bu iddialari, bugiin ustllerin 2’1i 3’1l yapilara
boliinerek tatbik edildigi Arel-Ezgi sistemine ve takipgilerine kars: elestirel bir mahiyette
okunabilir. Gelenekte ustillerin tipki siirdeki veznin islevi gibi kurgulandigina dair
ibareler yer alir. Rauf Yekta bu konuya da deginir ve 6rnek vererek agiklamalar yapar.
Ayrica bazi usullere asil, mutasavvifane gibi sifatlar yakistirmasi O'nun ustllere estetik
bir unsur olarak yaklastigini da diistindiirmektedir. Rauf Yekta'nin farkli tarihlerde
kaleme aldig1 eserlerde kavramsallastirmalarin da yer yer degistigi gozlemlenebilir. Bu
¢alisma O'nun usule iliskin anlayisinin tarihi seyrini de ¢oziimlemeye yoneliktir.

Anahtar Kelimeler: Rauf Yekta, Ustl, Tiirk Misikisi, Batililagsma, Gelenek.

1 Mardin Artuklu Universitesi Devlet Konservatuari Miizikoloji Boliimii
muhammedaydin@artuklu.edu.tr; muhammedaydinn@gmail.com

51



RAUF YEKTA'S PERSPECTIVE ON USUL
Ogr. Gor. Muhammed AYDIN!

Rauf Yekta contributed significantly to the modernisation of Ottoman-Turkish makam
music and is recognized as the first musicologist to attempt to develop a theory of
Turkish music using Western music concepts. His 24-fret system was also the source of
the Arel-Ezgi system, which is the most common system today. Yekta did not try to
create a new theory about the rhythmic structures -usiil-, but he made the first
comprehensive explanations by analyzing the meanings of the methods in the tradition.
In his French writings, he states that ustils cannot be understood based on the rhythmic
structures of western music, and in this context, he criticizes some western music writers
for could not understanding the usiils.

It can also be seen that these articles contain criticisms against those who systematize the
methods with the double-triad structures of western music and say that it would be
sufficient to apply long-time usills by dividing them into small pieces. Similar criticisms
can be found in the works of music scholars such as Ahmed Avni Konuk and Ekrem
Karadeniz, but their counter-arguments do not offer a thorough response, except for
assertions such as “contrary to the spirit of music” and “incompatibility with the
movement -revis-“. These arguments do not provide a comprehensive response to the
criticisms mentioned above. We see the most comprehensive arguments about why it is
necessary to apply the procedures as in the tradition, in the writings of Rauf Yekta.
According to him, in Turkish Music, there are no rhythmic patterns that follow each
other at equal intervals — which Ezgi and Arel later called diiziim. The double and triple
rhythm patterns of Western music cannot be accepted as usill.

Yekta begins both the “magam” and “usil” theory with references to Ancient Greece.
He asserts that the tradition of ancient Greek thought has evolved and developed over
the centuries in the Islamic world, making the usiils very rich in this region. He also states
that Islamic scholars are the continuation of the ancient Greek tradition. But according
to him; some western music writers such as Geavert ignored this historical development
of rhythmic structures and turned to early manuscripts, often with poor translations, so
they could not understand how rich these rhythmic structures had become. Yekta
criticizes the use of information in very old sources by ignoring the entire historical
development of the methods in the Islamic world, which continued to develop for
centuries. It can also be said that these views include criticisms of the Arel-Ezgi system
and its followers, which applied the methods of dividing the usils into double-triple
structures in the following years.

In the Ottoman-Turkish musical tradition, there are statements suggesting that the ustils
were established similar to the function of the metre in poetry. Rauf Yekta also deals
with this issue and makes explanations through examples. The attribution of adjectives
such as “noble” and “sufi” to certain rhythms by Rauf Yekta suggests that he approaches
usiils as an aesthetic element. It can be observed that the conceptualizations in Rauf
Yekta's works written on different dates have changed in certain places. This study also
aims to analyze the historical evolution of his procedural understanding.

Keywords: Rauf Yekta, Ustil, Turkish Music, Tradition, Westernization, Rythmic
structures.
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RAUF YEKTA BEY’IN “MUSIKi ANTIKALARI” (PANEL)
Nilgiin DOGRUSQZ - Dilhan YAVUZ -
Salih DEMIRTAS - Celal Volkan KAYA

Istanbul Teknik Universitesi Tiirk Musikisi Devlet Konservatuari biinyesinde Prof. Dr.
Nilgiin Dogrusoz’iin koordinatorliigiinde 2014 yilinin Mayis ayinda, Tiirk miiziginin
birincil kaynaklarini iceren ve simdiye kadar giin ytiztine csckmamuis 6zel ve resmi miizik
koleksiyonlarmi inceleyerek miizikoloji alanina orijinal katkilar sunma hedefiyle
kurulmus olan Osmanly/Tiirk Miizigi Arastirmalar1 Grubunun (OTMAG) O6nemli
calismalarindan biri, Rauf Yektanin miizik koleksiyonu tizerinedir.

1935 yilinda vefat eden Rauf Yekta’dan aile iiyelerine intikal ettikten sonra uzun siire
ilgililerine kapali kalan bu koleksiyon az sayida arastirmaci tarafindan goriilebilmis ve
hakkindaki bilgiler ¢ok kisitli kalmistir. OTMAG’1n 2015 yilinda baslattig1 calismayla ilk
kez kapsamli bir sekilde ele alinan koleksiyonda rastlanan ¢ok gesitli tiir ve konulardaki
belgeler, yapilan yaynlarla giin ytiziine gikarilmistir.

Bu panelde, OTMAG tarafindan gergeklestirilen s6z konusu proje cercevesinde Rauf
Yekta’dan kalan miizik koleksiyonunu bizzat inceleyen dort arastirmaci yer alacaktir.
Arastirmacilar; koleksiyonun olusumu ve Rauf Yekta'nin vefatinin ardindan 88 yil
boyunca gegcirdigi sathalar gibi konularda bilgi verecek, OTMAG tarafindan
gerceklestirilen projenin detaylarim1 ve proje esnasinda edindikleri deneyim ve
gozlemleri sozlii tarih perspektifinden aktaracaktir. Projenin Tiirk miizigi tarihyazimina
getirdigi katkilar degerlendirilecek, arastirma grubu tarafindan hazirlanarak 2018
yilinda Atatiirk Kiiltiir Merkezi Bagkanligl tarafindan yayimlanan Rauf Yekta Bey'in
Musiki Antikalar adli kitap da panelin eksenlerinden birini olusturacaktir.

Anahtar Kelimeler: Rauf Yekta, miizik koleksiyonu, 6zel arsivler, Osmanli/Tiirk
Miizigi Arastirmalar1 Grubu (OTMAG)
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RAUF YEKTA BEY'S "MUSIC ANTIQUES" (PANEL)
Nilgiin DOGRUSQZ - Dilhan YAVUZ -
Salih DEMIRTAS - Celal Volkan KAYA

One of the important works of the Ottoman/Turkish Music Research Group (OTMAG),
which was established in May 2014 under the coordination of Prof. Dr. Nilgiin Dogrusoz
within the body of Istanbul Technical University Turkish Music State Conservatory,
with the aim of making original contributions to the field of musicology by examining
private and public music collections that contain the primary sources of Turkish music
and that have not been revealed until now, is on Rauf Yekta's music collection.

The collection, which was unavailable to researchers for a long time after being passed
on to family members from Rauf Yekta, who died in 1935, could only be seen by few
researchers and information about the collection remains limited. Documents in a wide
variety of genres and subjects in the collection, which was handled thoroughly for the
tirst time with the work of OTMAG started in 2015, were brought to light through
publications.

In this panel, four researchers who examined the music collection left by Rauf Yekta
within the scope of the aforementioned project held by OTMAG, will take place.
Researchers will provide information on topics such as the formation of the collection
and the phases of it since Rauf Yekta’s death 88 years ago, and convey the details of the
purpose of the project held by OTMAG, the experiences and observations gained during
the project from the perspective of oral history. The contributions of the project to the
historiography of Turkish music will be evaluated, and the book Rauf Yekta Beyin Musiki
Antikalari, prepared by the research group and published by the Atatiirk Kiiltiir Merkezi
Baskanlig: in 2018, will form one of the pivots of the panel.

Keywords: Rauf Yekta, music collection, private archives, Ottoman/Turkish Music
Research Group (OTMAG)
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TURK MUZiGi ALEYHTARLIGI SURECINDE REFET SUREYYA VE
KEMAL EMIN [BARA] IRTiBATI: RAUF YEKTA’NIN TESPITLERI

Prof. Dr. Okan Murat OZTURK,! Ogr. Gor. Ayca DEMIRCI OZAY?

Garp medeniyetinin tstiinliigii fikrini benimsemis ve yeni Cumhuriyeti bu medeniyete
mensup kilmayi arzulayan inkilapg¢i kadrolarin Garplilasma/asrilesme programlarmin basta
gelen unsurlarindan biri, iilkede Garp miiziginin yayginlastirlmasma ve Sark musikisinin
terk edilmesine doniik politikalarin uygulamaya konulmasi olmustur. Bu stiregte belirlenmis
politikalar adina kamuoyu olusturmaya ve gelistirilen programi hayata gecirmeye yonelik
hamleler, 1925 ve 1926 yillar1 itibartyla gergeklestiriimeye baslanmistir. Temelde
Garplhilasmay1 topluma yaymayr ve Garph hayat tarzimi yaygmlastirmayr amaglayan bu
politikalarda devlet, Garp miizigini himaye etmekten yana tavir almistir. Bu resmi
konumlanisin topluma yayilmasinda ise donem basmi kamuoyu olusturma roliinii
ustlenmistir. ‘Milli miizik” ve ‘Alaturka - Alafranga miizik taraftarhg)” eksenlerinde gelisme
gosteren bu stirece, 1925 senesinin Aralik ayinda, Almanya’da piyano tahsil eden bir kadmn
kimligiyle Refet Siireyya Hanim da dahil olmustur.

Tiirk miizigi aleyhtarhig: siirecindeki istisnai isimlerden biri olan Refet Siireyya, Ekim 1925'te,
miizik 6grenimi gordiigii Almanya'dan, donemin Maarif Vekili'yle goriismek {izere Ankara’ya
gelmis ve burada, bir tesadiif eseri olarak, Cumhur Reisi Mustafa Kemal ile tanugmustir. Bu stirpriz
tarismay1 takip eden stireg kendisine, Tiirkiye'den ayrilacag1 1927 senesine kadar, Cumhuriyetin
kurucu kadrolar ve etkili isimleriyle yakin temasta bulunma ve rejimi ilgilendiren 6ncelikli
meseleler hakkinda fikir sahibi olma imkanmn vermistir. Stireg iginde bizzat Cumhur Reisinin
destegiyle Izmir Kiz Lisesi'nde musiki muallimligi gorevine atanan Refet Siireyya, Aralik 1925'te
Vakit Gazetesi'nde yaymnlanan ‘Bi-la kayd ii sart Garb musikisi’ baglikli rtéportajinda ‘milli miizik’
hakkinda fikirlerini beyan ederek, Garp musikisini savunan goriigler dile getirmistir. Refet
Stireyya Hanim'in goriigleri, Ocak 1926'da, ‘vatan haricindeki bir Tiirk miinevveri’ ifadesiyle
kimligini gizleyen bir sahus tarafindan ayni gazeteye bir mektup gonderilmesini saglamis ve bu
mektupta da Tiirk musikisi igin ‘Afrika vahsilerinin musikisi’ ifadesine yer verilmistir. Bu
gelismelere cevaben Rauf Yekta Bey, 24 Mart 1926'da Vakit Gazetesi'nde bir yaz1 yaymmlamus ve
ortaya konulan goriislerin niteligi ve aktorleri hakkinda 6nemli tespit ve degerlendirmelerde
bulunmustur. Mektupta yer verilen ifadelerden hareketle Yekta, Vakit'te yaymlanan mektubun
ashnda Refet Siireyya tarafindan degil, aym lisede edebiyat 6gretmenligi yapan Kemal Emin
[Bara] tarafindan kaleme almmis oldugunu tespit etmistir.

Bu bildiride, Rauf Yekta Bey’in tespitlerinden hareketle Tiirk miizigi aleyhtarlig: siirecinin
siyasi boyutlar1 ve bu siiregte Refet Siireyya Hanum ile Kemal Emin Bey arasinda var olan
irtibatin incelenmesi amaglanmustir. Bildiride doneme ait gesitli kaynak ve belgeler ile Kemal
Emin [Bara]'nin bizzat kendi beyanlar 1s18inda Rauf Yekta Bey’in tespitlerinin dogrulugu
ortaya konulurken, Tirk miizigi aleyhtarlig1 siirecinin resmi bir program dahilinde
gerceklestigi ve resmi giindemin topluma yayilmasinda basinin etkin bir ideolojik aygit olarak
kullanildig1 sonucuna ulagilmistir.

Anahtar Kelimeler: Rauf Yekta Bey, Refet Stireyya Hanim, Kemal Emin [Bara], Tiirk miizigi,
Erken Cumhuriyet donemi.
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REFET SUREYYA AND KEMAL EMIN [BARA] RELATIONSHIP IN THE
PROCESS OF OPPOSITION TO TURKISH MUSIC: FINDINGS OF RAUF
YEKTA

Prof. Dr. Okan Murat OZTURK,! Ogr. Gor. Ayca DEMIRCI OZAY?

One of the main elements of the Westernization/modernization programs of the revolutionary
cadres, who adopted the idea of the superiority of the Western civilization and wished to make
the new Republic a member of this civilization, was the implementation of policies towards
the dissemination of Western music and the abandonment of Turkish music in the country. In
this process, moves to create public opinion on behalf of the policies determined and to
implement the developed program started to be carried out as of 1925 and 1926. In these
policies, which basically aimed to spread Westernization to the society and spread the Western
lifestyle, the state took a stand in favor of protecting the Western music. In the spread of this
official position to the society, press of the period played the role of forming public opinion. In
December 1925, Refet Siireyya Hanim, as a woman who studied piano in Germany, was also
involved in this process, which developed in the axes of national music’ and “Turkish
(Alaturka) - Western (Alafranga) music advocacy’.

In October 1925, Refet Siireyya, one of the exceptional names in the process of opposition to
Turkish music, came to Ankara from Germany, where she had studied music, to meet with
the Minister of Education of the period, and met the President of the Republic, Mustafa Kemal,
by coincidance.The process following this surprise meeting gave her the opportunity to stay
in close contact with the founding cadres and influential figures of the Republic and to have
an idea about the priority issues concerning the regime until she left Turkey in 1927. Refet
Siireyya, who was appointed as a music teacher in Izmir Girls’ High School with the support
of the President of the Republic, expressed her ideas about ‘national music” and her opinions
defending the Western music in an interview titled ‘Bi-la kayd i sart Garb musikisi’
(‘Unconditionally Western music’) published in Vakit Newspaper in December 1925. Refet
Siireyya Hanim’s views led to a letter sent to the same newspaper in January 1926 by a person
who concealed his identity with the phrase ‘a Turkish intellectual outside his homeland’, and
in this letter, the expression of ‘the music of the African savages” was included for Turkish
music. In response to these developments, Rauf Yekta Bey published an article in Vakit
Newspaper on March 24, 1926, and made important findings and evaluations about the
characteristics and actors of the views put forward. Based on the statements in the letter, Yekta
determined that the letter published in Vakit was not actually written by Refet Siireyya, but
by Kemal Emin [Bara], who was a literature teacher at the same high school.

In this paper, it is aimed to examine the political dimensions of the opposition to Turkish music
process and the relationship between Refet Siireyya Hanim and Kemal Emin Bey in this
process, based on the determinations of Rauf Yekta Bey. While revealing the accuracy of Rauf
Yekta Bey’s findings in the light of various sources and documents belonging to the period
and Kemal Emin [Bara]'s own statements, it was concluded that the process of being the
opposition to Turkish music took place within an official program and that the press was used
as an effective ideological apparatus in spreading the official agenda to the society.

Keywords: Rauf Yekta Bey, Refet Stireyya Hanim, Kemal Emin Bara, Turkish music, Early
Republican period.
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RAUF YEKTA’NIN BiLIMSEL MUZIK TEORISI ANLAYISI: ETKILER VE
YONELIMLER

Prof. Dr. Okan Murat OZTURK*

Osmanli’'nin ¢okiis siirecinde dogup biiyiiyen ve Avrupa tarzi bir egitimden gegen ‘Geng
Tiirk’ler (Jeunes Turcs) icin Avrupa uygarhiginin tistiinlii fikrini mesrulagtiran temel
alanlar bilim, teknoloji ve sanayi olmustur. Fransizca egitim temelinde ‘modern” ve
‘yiiksek” Avrupa medeniyetine tistlinliik saglayan bilimi tanima ve 6grenme siireci,
Geng Tirklerin ¢ogunda, kagmilmaz olarak, ‘tekamiil’ ve ‘terakki’ kavramlarinin
merkezi bir onem kazanmasina yol agmustir. 19. ytizyil sonlar1 ve 20. ytizyil baslarinda
Avrupa biliminin temellendirildigi pozitivist evrimci ve ilerlemeci sdylemden
etkilenerek yasadiklari tilkenin “geri kalmis” olduguna inanan ve bu geri kalmighktan da
ancak ve sadece Avrupa bilimi araciligiyla kurtulmanin miimkiin oldugu goriisiinii
benimseyen bu genglerden biri de 1871 dogumlu Rauf Yekta Bey’dir. Sark/Osmanli/Tiirk
musikisinin teorisine ilgi duyan Rauf Yekta, 1889'da, Galata Mevlevihanesi Seyhi ve
Ingiliz Bulwer Mason Locasi iiyesi Ataullah Dede ile nazariyat calismaya baglamustir.
Tanbur perdelerinin bilimsel Slgtimleri konusunda Celaleddin Dede’nin, ses fizigi
konusunda ise donemin 6nde gelen pozitivistlerinden matematikgi Salih Zeki Bey’in
bilgi ve tecriibelerinden yararlanmistir. Edindigi bu birikimi Fransizca kaynaklardan
yaptigl okuma ve arastirmalariyla gelistiren Rauf Yekta Bey, biitiin ¢abasmni, Tiirk
miizigine Avrupai baglamda ‘bilimsel bir teori” kazandirmaya adamustir.

Bu bildiride, muhtelif yayinlarinda ortaya koydugu soylemlerden hareketle Rauf Yekta
Bey’in ‘bilimsel miizik teorisi” anlayisi ele alinmaktadir. Basta ‘tekamiil” ve “terakki’
olmak tizere ‘miispet ilim” anlayisini1 yansitan ifadelerine iliskin bulgular, Rauf Yekta
Bey’in, “listiinliik” ve ‘kurtulus’ fikirlerine dayal1 pozitivist bir yonelim i¢inde oldugunu
ortaya koymaktadir. Bu yoneliminedeniyle yasadig: tilkenin miizik teorisine 1s1k tutan
tarihsel kaynaklarin “hurafe’lerle dolu olduguna doniik giiclii bir kanaat gelistiren
Yekta, ‘bilimsel bir ses sistemi ve miizik teorisi’ insa etmek suretiyle, Tiirk miizigini geri
kalmisliktan kurtarmanin miimkiin olduguna inanmistir. Bu yonde gergeklestirdigi tiim
‘bilimsel” ¢alismalara ragmen 1926 sonrasinda Tiirk miizigi aleyhinde gelisme gosteren
politik uygulamalara tanuklig1 ve maruz birakildigi muamelelerin, Yekta'nin, ‘bilimsel
miizik teorisi'ne yonelik ¢alismalarina son vermesine sebep olduguna dair tespit,
bildiride ulagilan temel sonugctur. Yekta, siyasi glindemin Avrupa bilimi araciigiyla
kurtulusa olan inanctan ‘iistiin’ oldugunu hayal kiriklifiyla yasamis ve dolayisiyla
siyasi sOylemin bilimsel olandan iistiin tutulduguna tanik olmustur.

Anahtar Kelimeler: Rauf Yekta Bey, Tiirk miizigi, pozitivizm, miizik teorisi

1 Ankara Miizik ve Giizel Sanatlar Universitesi Miizik Bilimleri ve Teknolojileri Fakiiltesi Miizikoloji
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RAUF YEKTA’S CONCEPTION OF SCIENTIFIC MUSIC THEORY:
INFLUENCES AND ORIENTATIONS

Prof. Dr. Okan Murat OZTURK*

For the “Young Turks’ (Jeunes Turcs), who were born and raised during the collapse
period of the Ottoman Empire and grew up with a European-style education, the main
fields that legitimize the idea of the superiority of European civilization have been
science, technology and industry. The process of recognizing and learning science,
which gave superiority to the ‘modern” and ‘high” European civilization on the basis of
French education, inevitably led to the concepts of ‘evolution” and “progress’ gaining a
central importance for the most of Young Turks. Rauf Yekta, born in 1871, was one of
those Young Turks who, influenced by the positivist evolutionist and progressivist
discourse on which European science was based, in the late 19th and early 20th centuries,
believed that the country they lived in was ‘backward” and adopted the view that it was
possible to get rid of this backwardness only through European science. Rauf Yekta, who
was interested in the theory of Oriental/Ottoman/Turkish music, started to study theory
in 1889 with Ataullah Dede, a Sheik of Galata Mevlevihane and a member of British
Bulwer Masonic Lodge. He benefited from the knowledge and experience of Celaleddin
Dede in the scientific measurements of tanbur pitches, and of the mathematician Salih
Zeki Bey, one of the leading positivists of the period, in sound physics. Rauf Yekta Bey,
who developed this knowledge with his readings and researches from French sources,
devoted all his efforts to bringing a ‘scientific theory” to Turkish music in a European
context.

In this paper, Rauf Yekta Bey’s understanding of ‘scientific music theory” is discussed,
based on the discourses he put forward in his various publications. Findings regarding
his statements reflecting the understanding of “positive science’, especially ‘evolution’
and “progress’, reveal that Rauf Yekta Bey had a positivist orientation based on the ideas
of ‘superiority” and “salvation’. Yekta, who developed a strong belief that the historical
sources that shed light on the music theory of the country he lived in were full of
‘superstitions” due to this orientation, believed that it was possible to save Turkish music
from backwardness by building a ‘scientific sound system and music theory’. Despite all
the “scientific’ studies he carried out in this direction, the main conclusion reached in the
paper is that his witnessing of the policies that developed against Turkish music after
1926 and the treatments he was subjected to caused Yekta to terminate his studies on
‘scientific music theory’. Yekta experienced disappointment that the political agenda
was ‘superior’ to the belief in salvation through European science, and thus witnessed
that political discourse was favored over scientific one.

Keywords: Rauf Yekta Bey, Turkish music, positivism, music theory.

1 Ankara Music and Fine Arts University, Faculty of Music Sciences and Technologies, Department of
Musicology, mozturk@mgu.edu.tr
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RAUF YEKTA’NIN METINLERINDE ESTETIK YARGILAR VE BEGENI
HIYERARSILERI

Dog¢. Dr. Onur Giines AYAS!

Rauf Yekta Tiirk miiziginin modernlesme siirecinde kaleme aldif1 oncii metinlerle,
Tiirkiye’de miizige iliskin sdylemlerin sekillenmesinde 6nemli bir rol oynamistir. Rauf
Yekta'min miizik tarihinden, miizikolojik analize, miizik sosyolojisinden miizik
elestirisine kadar ¢ok genis bir alana yayilan entelekttiel iiretimi, farkli miizik tiirleri ve
usluplarina iligkin estetik begeni yargilari igerir. Bu begeni yargilarinin 6nemli bir kisma,
cesitli ikili karsitliklar i¢inde ifade edilen begeni hiyerarsileri olusturmaktadir. S6z
konusu ikili karsithiklar bir yandan donemin temel tartismas: olan alaturka-alafranga
kutuplasmasina isaret ederken, bir yandan da bu iki kutbun her biri iginde yiiksek
kiiltiir/popiiler kiltiir, ciddi miizik/eglence miizigi, sanat miizigi/halk miizigi gibi
ayrimlar insa eder. Bu yatay ve dikey boliinmelerin her biri, Rauf Yektanin yasadig:
donemde, Dogu/Bati, geleneksel/modern, geri/ileri, ilkel/gelismis, milli/gayrimilli
karsithiklar: tizerinden anlamlandirilmis ve bir kiiltiirel mesruiyet miicadelesine konu
olmustur. Rauf Yektanin metinlerindeki begeni hiyerarsileri, hem kendi mensup
oldugu toplumsal grubun kiiltiirel normlarmni yansitir hem de yazildiklar1 déneme ait
gesitli mesrulastirma stratejilerinin bir pargasidir. Erken Cumhuriyet doneminde
Alaturka cephesinin entelektiiel sozciiliiglinii tistlenen Rauf Yekta, oncelikle klasik Bat1
miizigi karsisinda klasik Tiirk miiziginin mesruluk alanini genisletmeye caligsmistir.
Klasik Bat1 miiziginin armonik zenginligini melodik fakirligiyle iliskilendiren ve Tiirk
milletine yabanci oldugunu ileri siiren Rauf Yekta, klasik Tiirk miizigininse makam ve
usul yoniinden zenginligini ve milli karakterini 6n plana ¢ikartir. Ancak elitist bir begeni
kiltiiriiniin ifadesi olarak, popiiler miizik s6z konusu oldugunda, her iki klasik miizik
kiiltiirtinii mesru ve esit degerde goriir ve piyasa miiziklerini otekilestirir. Bat1 veya
Dogu kaynakli olduguna bakmaksizin, eglenceye yonelik piyasa miiziklerini, genellikle,
sanat degerinden yoksun ve toplumun zevkini bozan miizikler olarak degerlendirir.
Meyhane miizigi olarak damgalanan piyasadaki alaturka musiki Orneklerine karsi
alafranga kampinin sozciileriyle ayrni fikirde oldugunu ilan eder. Sanat degeri
tasimadigini  diistindiigii bu miiziklerin milli bir karaktere de sahip olmadigi
tikrindedir. Rauf Yekta'ya gore Tiirkiye’de milli musiki karakterine sahip olan iki tiir
megru miizik vardir: Klasik Tiirk miizigi ve Tiirk halk miizigi. Ancak Rauf Yekta bu
ikisi arasinda hiyerarsik bir iliski kurar. Rauf Yekta'ya gore halk miizigi, klasik Tiirk
miiziginin gelismemis halidir ve esasen egitimli olmayan koylii kitlelere hitap eder. Bu
ylizden Klasik Tiirk miizigi, halk miizigine kiyasla, modern milli musikiye temel
olusturmaya daha uygundur. Bu bildiri Rauf Yekta’nin metinlerinde yukarida gergevesi
cizilen begeni hiyerarsileri ve ikili karsitliklarin izini stirerken, bu ikili karsitliklarin
Otesine gectigi istisnai yorumlarini1 da gozardi etmemeyi amaglamaktadir.

Anahtar Kelimeler: Miizik sosyolojisi, begeni sosyolojisi, begeni hiyerarsileri, Rauf
Yekta, klasik Tiirk miizigi
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AESTHETIC JUDGMENTS AND TASTE HIERARCHIES IN RAUF
YEKTA’S WRITINGS

Assoc. Prof. Dr. Onur Giines AYAS!

With his groundbreaking texts written in the modernization process of Turkish music,
Rauf Yekta played a key role in shaping the discourses about music in Turkey. Rauf
Yekta’s intellectual output, which ranges from music history to musicological analysis,
music sociology to music criticism, includes aesthetic judgments about various music
genres and styles. A substantial portion of these taste judgments constitute hierarchies
of taste expressed in various binary oppositions. On the one hand, these binary
oppositions point to the alaturka-alafranga polarization, which was the main debate of
the period, and on the other hand, they construct distinctions such as high
culture/popular culture, serious music/entertainment music, art music/folk music within
each of these two poles. During Rauf Yekta’s lifetime, each of these horizontal and
vertical divisions was interpreted through the binary oppositions of East/West,
traditional/modern, backward/advanced, primitive/developed, national/non-national
etc. and was the subject of a struggle for cultural legitimacy. Taste hierarchies in Rauf
Yekta’s texts reflect both the cultural norms of the social group to which he belongs and
various legitimation strategies of the period in which they were written. Rauf Yekta, who
served as the intellectual spokesman for the Alaturka camp during the early Republican
period, sought to strengthen the legitimacy of classical Turkish music against classical
Western music. Rauf Yekta, who contrasts the harmonic richness of classical Western
music with its melodic poverty and also claims that this music is foreign to the Turkish
nation, emphasizes the richness of Turkish music in terms of melodic and rhythmic
structures (makam and usul), as well as its national character. However, when it comes
to popular music, as an expression of an elitist taste culture, he sees both Western and
Turkish classical music cultures as legitimate and of equal value in contrast to the
entertainment music in the market which he otherizes. He regards entertainment-
oriented market music, whether of Western or Eastern origin, as corruptive music
devoid of artistic value. He declares that he agrees with the alafranga camp in their
opposition to examples of Turkish entertainment music in the market which is labeled
as “meyhane” (tavern) music. He believes that this music, having no artistic value, also
lacks a sense of national identity. Rauf Yekta defines two types of legitimate music in
Turkey that have the character of national music: Classical Turkish music and Turkish
folk music. On the other hand, he establishes a hierarchical relationship between these
two. According to Rauf Yekta, folk music is the underdeveloped version of classical
Turkish music and mainly appeals to uneducated peasant masses. Therefore, as opposed
to folk music, Classical Turkish music is more suited to serve as the foundation of
modern national music. This paper aims to trace these taste hierarchies and binary
oppositions in Rauf Yekta’s texts, without ignoring his exceptional interpretations where
he goes beyond these binary oppositions.

Keywords: Sociology of music, sociology of taste, taste hierarchies, Rauf Yekta, Turkish
classical music.
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NE KAHIRE BENZER iSTANBUL’A NE DE ARAP MUSIKIiSi: RAUF
YEKTA BEY’IN KAHIRE NOTLARI (1932)

Onur Oner

Rauf Yekta Bey 14 Mart — 3 Nisan 1932'de 1. Uluslararas: Arap Miizigi Kongresi'nin
daveti {izerine Kahire’de bulunur. 8 Mart'ta Istanbul’dan gemiyle ayrilirken bagladig
guinliiklerini orada kaldig: siire igerisinde tutmaya devam eder. Giinliikler, Kahire'nin
sehir hayatindan mimarisine, ekonomisinden insanlarina uzanan birbirinden farklh
konulardaki izlenimlerini icerir. Kongre sirasinda Arap cografyasmin farkh
bolgelerinden gelen miizisyenleri dinleme firsati bulur ve diisiincelerini defterine
aktarir. Rauf Yekta Bey’in degerlendirmeleri daha az miizikolojik ama daha c¢ok
sosyolojiktir. Kongre giinliikleri, Istanbullu bir entelektiielinin 1930lar diinyasina iligkin
zihinsel arkaplanina dair ipuglar1 sunar. Bu bildiri, giinliiklerde yer alan metinlerin bir
tiir i¢-oryantalizm tiretip liretmedigi sorusuna odaklanacaktir. Elestirel bir yaklasimla,
Rauf Yekta Bey’in farkl kiiltiirleri ve miizikleri nasil tarif ettigi analiz edilecektir.

Anahtar Kelimeler: Rauf Yekta Bey (1871-1935), Arap Miizigi Kongresi (1932),
Mahmud Ahmed al-Hefni (1896-1973), Arap Milliyetciligi, Kiiltiirel Hiyerarsiler
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NEITHER CAIRO IS IDENTICAL TO iSTANBUL NOR THE ARAB MUSIC:
RAUF YEKTA BEY’S CAIRO DAYS IN 1932

Onur Oner

Upon the invitation of the 1st International Arabic Music Congress, Rauf Yekta Bey went
to Cairo between 14 March — 3 April 1932. On the way to Cairo, he started to write his
diaries and continued to take notes after he arrived. During the congress, he listened to
musicians from different parts of the Arab world and noted his impressions. His notes
contain a series of impressions about Cairo, from city life to its architecture, from its
economy to its people. Rauf Yekta Bey's evaluations are less musicological but more
sociological. The congress diaries offer clues about the cultural codes of an intellectual
from Istanbul living in the 1930s. This presentation will focus on the question of whether
the texts in the diaries present a kind of inner orientalism, and with a critical approach
will analyze how the diaries describe different cultures and music.

Keywords: Rauf Yekta Bey (1871-1935), The Congress of Arab Music (1932), Mahmud
Ahmad al-Hefni (1896-1973), Arab Nationalism, Cultural Hierarchies
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RAUF YEKTA BEY VE HUSEYIN SADETTIN AREL’IN BESTECILIK
ANLAYISINDA MEVLEVI AYINi FORMU

Orkun Zafer OZGELEN

Mevlana'nin diisiinceleri ile 13. yiizyilda sekillenen Mevlevilik, Osmanli Imparatorlugu
doneminden, Tiirkiye Cumhuriyeti'nin kurulusuna kadar, hatta kurulus asamasinda
dahi, gerek dini, gerekse kiiltiirel ve sosyal alanda etkili olmustur. Bir¢ok onemli
bestecinin Mevlevi olmasi, mukabelelerin miizik ile yapilmas: ve miizikle ilgili ilmi
calismalar, Mevlevihaneleri bir kiiltiir ¢atis1 haline getirmistir. Bunun sonucunda
Mevlevi olsun olmasin, miizikle ugrasan birgok kisi Mevlevi sahsiyetlerden ders ve feyz
almiglardir demek yanlhis olmayacaktir. Yilmaz Oztuna, Rauf Yekta Bey ve Hiiseyin
Sadettin Arel’in Mevlevi seyhi Hiiseyin Fahreddin Dede’den miizik dersleri aldigim
yazmaktadir. Arel’in bu derslere 1924’e kadar devam ettigini, fakat klasik Tiirk makam
miizigi repertuarinda arkadaslar1 Rauf Yekta ve Suphi Ezgi'ye yetisemedigini
yazmaktadir (Oztuna, 1986:80-81). Bununla beraber Okan Murat Oztiirk makalesinde,
Oztuna’nin yanhs bilgi verdigini ve 6zellikle Rauf Yekta Bey’in Fahreddin Dede’den
degil, Mehmed Ataullah Dede (1842-1910), Mehmed Celaleddin Dede ( 1849-1908) den
teorik ve repertuar alaninda istifade ettigini yazmaktadir (Oztiirk, 2020:175-185). Hem
Rauf Yekta Bey, hem de Arel gerek dini, gerekse ladini eserler bestelemislerdir. Arel’in
gesitli makamlarda 50 adet Mevlevi ayininin bulundugu 3 defter IBB Atatiirk
Kitiiphanesi'nde bulunmaktadir, Rauf Yekta Bey’in ise Yegah makaminda 1 adet
ayinini tespit etmekteyiz. Calismamizda, 6zellikle Tiirk makam miizigi alaninda 6nemli
isimlerden olan Hiiseyin Fahreddin Dede, Mehmed Ataullah Dede ve Mehmed
Celaleddin Dede’den ders almis iki bestecinin, Mevlevi ayini besteleme anlayislar:
aragtirilacaktir. Bu meyanda, Rauf Yekta ve Arel’in ayin formuna, gelenekteki anlayisa
gore bagl kalip kalmadiklari, usul, makam ve giifte kullanimlar1 gibi 6zellikler ele
aliacak ve analiz edilecektir. Calismamizda yontem olarak form ve makam analizi ile
birlikte, daha ¢ok edebiyat ve tarih ile iligkili olan ve metinleri déneminin sosyal
atmosferi icinde degerlendirmeyi amaclayan yeni tarihselcilik metoduna da
bagvurulacak ve ayinlerin bestelendigi tarihlerdeki sosyal gelismelerin iki bestecinin
Mevlevi ayini bestelemesi siirecine etkileri arastirilacaktir.

Anahtar Kelimeler: Rauf Yekta Bey, Hiiseyin Sadettin Arel, Mevlevi Ayini, Yeni
Tarihselcilik, Miizik Analiz
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MEVLEVI AYIN FORM IN RAUF YEKTA BEY AND HUSEYIN SADETTIN
AREL’S COMPOSITION UNDERSTANDING

Orkun Zafer OZGELEN

Mevlevi doctrine which was shaped in the 13th century with the thoughts of Mevlana,
has been influential in religious, cultural and social areas from the Ottoman Empire
period to the establishment of the Republic of Turkey, even at the establishment stage.
The fact that many important composers are Mevlevi, that the recitals are made with
music, and scientific studies about music have made the Mevlevihanes a cultural
framework. As a result, it would not be wrong to say that many people who are
interested in music, whether they are Mevlevi or not, have taken lessons and inspiration
from Mevlevi figures. Yilmaz Oztuna writes that Rauf Yekta Bey and Hiiseyin Sadettin
Arel took music lessons from Hiiseyin Fahreddin Dede who was Mevlevi sheikh. He
wrote that Arel continued these lessons until 1924, but could not catch up with his
friends Rauf Yekta and Suphi Ezgi in the classical Turkish magqam music repertoire
(Oztuna, 1986:80-81). However, Okan Murat Oztiirk stated in his article that Oztuna
gave false information and that Rauf Yekta Bey did not benefit from Fahreddin Dede,
but rather from Mehmed Ataullah Dede (1842-1910), Mehmed Celaleddin Dede (1849-
1908) in the field of theory and repertory. (Oztiirk, 2020:175-185). Both Rauf Yekta Bey
and Arel composed both religious and secular pieces. 3 notebooks containing 50 Mevlevi
rites of Arel in various authorities are in the IBB Atatiirk Library, and we identify 1 ayin
of Rauf Yekta Bey in Yegah magam. In our study, two composers who took lessons from
Hiiseyin Fahreddin Dede, Mehmed Ataullah Dede and Mehmed Celaleddin Dede, who
were especially important names in the field of Turkish magam music, will be
investigated for composing the Mevlevi ayin. In this context, features such as whether
Rauf Yekta and Arel adhere to the ayin form and the traditional understanding, and
their use of usul, magam and lyrics will be discussed and analyzed. In our study, along
with the analysis of form and magam, the new historicism method, which is mostly
related to literature and history and aims to evaluate the texts in the social atmosphere
of the period, will also be applied, and the effects of the social developments in the dates
when the rites were composed on the process of composing the Mevlevi ayin of the two
composers will be investigated.

Keywords: Rauf Yekta Bey, Hiiseyin Sadettin Arel, Mevlevi Ayin, New Historicism,
Musical Analysis
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RAUF YEKTA, HELLMUT RITTER AND THE MEVLEVI
Ralf Martin JAGER (Miinster)

Sometimes it is chance encounters that lead to one of those scholarly exchanges whose
significance only becomes apparent decades later - from a historical perspective. Such
an encounter occurred shortly before 1933, when the young German Orientalist Hellmut
Ritter and Rauf Yekta Bey, who was almost at the closing stages of his life, met in
Istanbul. Hellmut Ritter had gone to Istanbul in 1926 on behalf of the Deutsche
Morgenlandische Gesellschaft, where he became head of the Istanbul department of the
Orient-Institut Beirut. As an opponent of National Socialism, he remained in Istanbul
until 1949 and taught as a professor of Oriental philology at the University of Istanbul
from 1935.

At the center of Ritter's and Rauf Yekta's discourse was the Ayin ritual of the Mevlevi, the
performance of which had been banned in 1925 and which Ritter wanted to help
preserve before the "last representatives had passed away." He clarifies that the
description of the ritual and its background that he published in 1933 was based on the
explanations of Rauf Yekta, whom he must have held in high esteem: "[...] it is no
coincidence that the man on whose information the following explanations are based,
RAUF YEKTA Bey, himself a former member of the order [of the Mevlevi], is at the same
time the best living connoisseur of Turkish music and a composer himself. - I would not
fail on this occasion to express here publicly my heartfelt and warmest thanks to the
immensely kind man with whom it has always been a special pleasure for me to talk
about these matters."

In addition to the remarks on the Mevlevi from Rauf Yekta's point of view, however,
Ritter's little-known contribution includes another special feature: facsimiles of Rauf
Yekta's complete notations of Buhtirizade Mustafa Itri's Na't-1 serif and Zekai Dede's
Stizndk Ayin. Both are significant sources for the performance practice of the Mevlevi and
for knowledge of the work of Zekai Dede, the teacher of Rauf Yekta.

The paper does not only want to present an almost unknown chapter of Turkish-German
cooperation in music research, which continued to occupy Hellmut Ritter even after the
death of Rauf Yekta. It also wants to point out mostly overlooked source material on
Rauf Yekta and his identity as Mevlevi.

Keywords: Hellmut Ritter, Mevlevi, Ayin Ritual, Performance Practice, Sources
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RAUF YEKTA BEYIN TERCUMELERI
Recep USLU!

Rauf Yekta Bey, Osmanlidan Cumhuriyete yasayan miizik alanindaki Oncii
arastirmacilardan biridir. Diinya miizik tarihinde ¢ok énemli bir yeri olan D’Erlange’nin
miizik ansiklopedisinde Tiirk miizigi maddesini yazmakla ilk miizikolog olarak
anilmay1 hak etmistir. Yeni Tiirkiye Cumhuriyeti'nin ilk miizikologu olmasina ragmen
siyasi olarak ona gereken Onem verilmemistir. Ona yeterince 6nem verilmedigini
gosteren delillerden biri Rauf Yekta'nin Tiirkge terctimeleridir. Miizik tarihimizin ¢ok
onemli yazarlara ait eserlerin Tiirkgeye terciime edilmesi gerektigini neredeyse yazi
yazmaya bagladig1 ilk yillardan farkindadir. 1889-1938 yillar1 arasinda bu konuda
yazdiklar1 ile oncelik verilmesi gereken miizik tarihi kaynaklarmi terciimelerine
basladigini ve yetkililerin destek olmasi gerektigini ifade etmistir. Cesitli resmi
gorevlerde bulunmustur. Bunlardan bazilar1 da Tiirk miizigini yakindan ilgilendiren
resmi gorevlerdir. Dariilelhan miizik 06gretmenligi, Yenikapt Mevlevihanesi
neyzenbasgilik gdrevi, Tasnif ve Tespit Heyeti Uyeligi, Miizik 1stilahlar1 tespit uzmanlig
gorevleri gibi. Ancak Cumhuriyet’ten sonra gereken ilgiyi gormemistir. Bu bildiride
Rauf Yekta Bey’in hayatinda yaptiklarini ele almak konuyu uzatacagindan, sadece
terctimelerle simirlandirilmigtir. Bulgular kisminda goriilecegi tizere Rauf Yekta Bey’in
yazin hayat1 boyunca hangi eserleri terciime ettigi konusu Oztuna, Bardakgi, Erguner
tarafindan farkli sayilarda verilmistir. Bu bildiri konuya nitel arastirma yontemiyle
egilerek, arastirmalarda Rauf Yekta'nin dokuz eser terciime etmis oldugu belirtilmesine
ragmen, bu rakamin gergegi yansitip yansitmadigi incelenmistir. Arastirmalarda
terciime edilen eserlerin maddi imkansizliklar sebebiyle basilmadig1 belirtilmistir.
Bildirinin sonucunda, eldeki verilere gore, Rauf Yekta'nin dort eseri terciimeye bagladigi
ve bu eserleri tamamlamamis oldugu, biri hakkinda ise bilgiye heniiz ulagilamadig:
anlasilmistir.

Anahtar Kelimeler: Rauf Yekta, Meragi, Urmevi, Sirazi, Ladikli, Meditos
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TRANSLATED WORKS TO TURKISH BY RAUF YEKTA
Recep USLU!

Rauf Yekta Bey is one of the pioneering researchers in the field of music from the
Ottoman Empire to the Republic. He deserved to be mentioned as the first musicologist
by writing the Turkish music item in the music encyclopedia of D'Erlange, which has a
very important place in the history of world music. Although he was the first
musicologist of the new Turkish Republic, he was not given due importance politically.
One of the pieces of evidence showing that he is not given enough importance is the
Turkish translation works of Rauf Yekta. He is aware of the need to translate the works
of very important authors in our music history into Turkish, almost from the first years
he started writing. He stated that he started to translate music history sources that
should be given priority with his writings on this subject between 1889-1938 and that the
authorities should support them. He held various official positions. Some of these are
official duties that are closely related to Turkish music. Such as Dariilelhan music
teacher, Yenikapt Mevlevihane head neyzen master, Classification and Detection
Committee Membership, Music terms determination specialist duties. However, it did
not receive the necessary attention after the Republic. In this paper, it is limited to
translations only, as it will lengthen the subject to consider what Rauf Yekta Bey did in
his life. As can be seen in the findings section, the subject of which works of Rauf Yekta
Bey translated throughout his literary life has been given in different numbers by
Oztuna, Bardakgi and Erguner. This paper focused on the subject with the qualitative
research method, and although it was stated that Rauf Yekta translated nine works in
the research, it was examined whether this figure reflects the truth. It was stated in the
research that the translated works were not published due to financial impossibilities.
As a result of the paper, it was understood that according to the available data, Rauf
Yekta started to translate four works and he has not completed these works, and
information about one of them has not been reached yet.

Keywords: Rauf Yekta, Meragi, Urmevi, Sirazi, Ladikli, Meditos

1 ORCID No: 0000-0002-3849-2982
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RAUF YEKTA BEY’IN NAZARIYESINDE GELENEGIN iZLERi VE
MODERNITE

Serkan GUNALCIN

Rauf Yekta Bey Tiirk Makam Miizigi tarihinde bu gelenegin modern bir nazari
yaklasimla agiklanmasi bakimindan koklii bir degisikligin basrol oyuncusu olarak 6ne
¢ikmaktadir. Tiirk Makam Miizigi nazariyesinin yiiz yillardir 17 aralikli perde dizgesiyle
anlatimimdan sonra 24 aralikli perde dizgesiyle anlatiminin mimari olarak kabul edilen
Rauf Yekta Bey bu gelenegin nazari olarak agiklanmasi konusunda da bir¢ok yeniligin
onctiistidiir. Bu anlamda Tiirk Makam Miizigi nazariyesinde modernitenin sembol ismi
olarak anilabilecek olan Rauf Yekta Bey gerek egitimi gerekse icraciligi bakimindan ayni
zamanda gelenegin etkisindedir ve bu etkiler kugskusuz onun agiklamalari igerisinde
fark edilmektedir.

Rauf Yekta Bey’in yasadig1 dénem Osmanl Imparatorlugu’nun modernlesme igerisinde
oldugu fakat giictinii yitirdigi, sonrasinda ise ulus devlet kavrami ve modernlesmenin
esas alindig1 Tiirkiye Cumhuriyeti'nin ilk yillaridir. Bu donemin etkileri Rauf Yekta
Bey’in agiklamalarinda dogu-batt miizigi ayrimi ve karsilastirmasi seklinde goze
carpmaktadir. Bu yaklagim cumhuriyetle birlikte ulusal bir yaklasimla Rauf Yekta’dan
onemli Olciide etkilenen Arel'in kaleminde Tiirk Musikisi Kimindir?" sorunsalina
dontisecektir. Bu ¢abalar ve endiseler igerisinde gelenekten izlerin yok oldugu bir
nazariye ortaya ¢ikmis ve 20. ylizyila damgasini vurmustur.

Bu calismada; Tiirk Makam Miizigi nazariyesinde modernitenin Onciisii olarak
anilabilecek bir miizikolog olan Rauf Yekta Bey’in agiklamalar igerisinde bu kiiltiiriin
geleneksel yapisini hatirlatan ve tarifleyen noktalara dikkat ¢ekilmesi amaglanmaktadir.
Aragtirma sonucunda; Rauf Yekta Bey’in nazariye calismalarinin gelenekten kopma
¢abas1 m1 yoksa bu gelenege bagh kalarak siirdiiriilen bir modernlesme girisimi mi
oldugu sorusu tizerinde durulacaktir.

Anahtar Kelimeler: Rauf Yekta Bey, Rauf Yekta Bey Nazariyesi, Tiirk Makam Miizigi
Nazariyesi, Tiirk Makam Miizigi Nazariyesi'nde modernlesme, Tiirk Makam Miizigi
Nazariyesi'nde batililagsma
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TRACES OF TRADITION IN THE MUSIC THEORY OF RAUF YEKTA BEY
AND MODERNITY

Serkan GUNALCIN

Rauf Yekta Bey stands out as the leading actor in explaining Turkish Magam Music in a
modern way in Turkish Music history. Known as the builder of the 24 intervalled scale
after usage 17 intervalled scale for centuries in theory, Rauf Yekta Bey is also a pioneer
of many innovations in music theory. In this sense Rauf Yekta Bey is the symbol person
of modernity in Turkish Magam Music theory, but he was still in the effect of the
tradition because of his education and performance. Undoubtedly these effects can be
noticed in his explanations.

Life period in which Rauf Yekta Bey lived was the period that Ottoman Empire was in
modernization but lost its power and the first years of Turkish Republic based on nation-
state and modernization. The effects of this period stands out as distinction and
comparison of music of east and music of west. This approach will be turned into the
problem of “Whose is Turkish Music?” in the pen of Arel who was significantly
impressed from Rauf Yekta Bey. In the period with these problems and concerns a new
theory that has lost its traditional properties has occured and effected 20. Century.

In this study it is aimed to take attention the points remembering anddescribing
traditional structure of Turkish Maqam Music in explanations of Rauf Yekta Bey who
can be called the pioneer musicologist in the theory of this music. In conclusion it will
be focused on the question of whether theoritical works of Rauf Yekta Bey an effort to
break with tradition or a modernization attempt that is carried out by adhering to this
tradition.

Keywords: Rauf Yekta Bey, Music Theory of Rauf Yekta Bey, Turkish Magqam Music
Theory, Modernization in Turkish Magam Music Theory, Westernization in Turkish
Magam Music Theory
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TURKIYE'DE ULUSCU COKSESLI MUZIK YARATIMINA DAIR RAUF
YEKTA BEY’IN GORUSLERI

Seyit YORE!

19. ytizyilin son ¢eyreginde Osmanli Devletinde dogup c¢alismalariyla Tiirkiye
Cumhuriyetinde de var olan bazi aydinlar, genel olarak Avrupa’da ve komsu
iilkelerdeki miiziksel ¢alismalar: takip ederek, Osmanli'da o giine kadarki miizikleri
smiflandirmaya ve 19. yilizyihin sonundaki Tirkgiiliik akimimmin da etkisiyle
yaratilabilecek Avrupa temelli bir miizigin tarifini vermeye baslamislardir. Bu
aydinlarin birkagi miizik¢i olmakla birlikte, digerleri esasen sosyolog, Tiirkolog ve
edebiyatcidir. Bununla birlikte, aydin olmanin geregi olarak ¢ok seyden de haberdar
olduklari, ¢alismalarindan tespit edilmekte, hatta Osmanli'da yerli bestecilerin ¢oksesli
miizik eserlerini degerlendirerek, daha ileri diizeyde bir ¢oksesli miizikten bahsettikleri
goriilmektedir. 19. yilizyilin sonlarindan itibaren donemin dergilerinde miizik
makaleleri yazan Rauf Yekta Bey, belirtilen miizik¢i aydinlardan biridir. Her ne kadar
Rauf Yekta Bey “Sark/Tiirk misikisi” {izerine ¢alismalariyla bilinse ya da ondan sonraki
aragtirmacilarca sadece o ¢alismalariyla ilgilenilse de Avrupa miizigi ve bestecileri, Dogu
ve Bati miizigi karsilastirmalari hakkinda da makaleler yazmistir. Avrupa’da yeni
¢oksesli miizikte makamlarla ¢eyrek ses araliklarinin kullanimini 6nermis ve Osmanli’da
yaratilabilecek Avrupa temelli yeni bir miizikle de ilgilenmistir. Ozellikle kronolojik
olarak Osmanli'da yaratilabilecek Avrupa temelli yeni bir miizige dair goriisleri olan
Tiirkolog Necip Asim Yaziksiz'tan sonra miizik insan1 olarak goriis bildirenlerin en
basinda olarak Rauf Yekta Bey’in geldigi goriilmektedir. Bu agidan, bu ¢alismada
Tiirkiye'ye 0zgii ¢oksesli miizik yaratiminda Rauf Yekta Bey’in goriislerinin,
¢alismalariin neler oldugu, onun goriislerinin digerleriyle ve bestecilerce yaratilan
miizikle iliskisi irdelenmistir. Tarihsel yontemli bu miizikolojik arastirmada, dokiiman
analiziyle toplanan veriler, betimsel veri analizi teknigiyle ¢oziimlenip konuyla ilgili
bulgulara ulasilmistir. Bu minvalde, Rauf Yekta Bey’in 19. yiizyil Fransiz ve Rus
bestecilik ekoliinii de 6rnek gostererek Anadolu halk miizigi malzemelerine dayali bir
goksesli miizik yaratilmasi goriisiinde oldugu, bunun da sonraki yillarda sosyolog Ziya
Gokalp ve digerlerinin gortislerine uydugu, kendisinin de onceki goriislerine uygun
olarak Dar’iil-Elhan ve Halk Musikisi Cemiyeti'nde uluscu ¢oksesli miizik yaratimina
yonelik devlet politikasi olan halk sarkilar1 aragtirmalari iginde yer aldig1 belirlenmistir.
Ayrica Yekta’'nin digerlerinden farkinin, Avrupali besteciler i¢in onerdigi, Tirkiye
Cumbhuriyetinde H. Sadeddin Arel ve baska bestecilerin uyguladigi, Sark msikisi
malzemelerine dayal1 bir ¢coksesli miizik de yaratilabilecegi oldugu goriilmiistiir.

Anahtar Kelimeler: Rauf Yekta, ulusqu miizik, Anadolu halk miizigi, Tiirkiye, ¢oksesli
mizik

1 Prof. Dr., Istanbul Universitesi Devlet Konservatuvari Miizikoloji Boliimii, seyityore@gmail.com
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RAUF YEKTA BEY'S OPINIONS ABOUT THE CREATION OF
NATIONALIST POLYPHONIC MUSIC IN TURKEY

Seyit YORE

Some intellectuals who were born in the Ottoman Empire in the last quarter of the 19th
century, also existed in the Republic of Turkey with their studies. By following the
musical studies in Europe and neighboring countries in general, they started to classify
the music up to that time in the Ottoman State and to give a description of a European-
based music that could be created with the influence of the Turkism movement at the
end of the 19th century. While a few of these intellectuals are musicians, others are
essentially sociologists, Turkologists and men of letters. However, as a requirement of
being an intellectual, it has been determined from their studies that they are aware of
many things. They even evaluated the polyphonic musical works of native composers in
the Ottoman State and mentioned a more advanced polyphonic music in their articles.
Rauf Yekta Bey, who wrote music articles in the magazines of the period since the end
of the 19th century, is one of the mentioned musical intellectuals. Although Rauf Yekta
Bey is known for his works on “Oriental/Turkish music” or researchers after him are
only interested in his studies on this subject, he also wrote articles about European music
and composers, and comparisons of Eastern and Western music. He even suggested the
use of quarter-tone intervals with magams in new polyphonic music in Europe and was
also interested in a new European-based music that could be created in the Ottoman
State. It is seen that Rauf Yekta Bey came first among those who expressed his opinion
as a music person, especially after Turcologist Necip Asim Yaziksiz, who had opinions
on a new European-based music that could be created in the Ottoman Empire
chronologically. In this respect, in this study, Rauf Yekta Bey's opinions and works in
the creation of polyphonic music unique to Turkey, and the relationship of his opinions
with both others and the music created by composers has been examined. In this
musicological research with historical method, the data collected by document analysis
were analyzed by descriptive data analysis technique and relevant findings were
reached. In this way, it has been determined that Rauf Yekta Bey is of the opinion of
creating a polyphonic music based on Anatolian folk music materials by showing the
19th century French and Russian composing school as an example. His opinions also
overlapped the opinions of sociologist Ziya Gokalp and others in the following years. In
accordance with his previous opinions, he took part in folk songs research on nationalist
polyphonic music creation, which is a state policy in Dar'iil-Elhan and Folk Music
Society. In addition, it has been seen that Yekta's difference from the others is that a
polyphonic music can be created based on Oriental music materials, he suggested for
European composers and applied by H. Sadeddin Arel and other composers in Republic
of Turkey.

Keywords: Rauf Yekta, nationalist music, Anatolian folk music, Turkey, polyphonic
music
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RAUF YEKTA BEY AZERBAYCAN MUZIK KULTURU HAKKINDA
Suraya AGAYEVA

Unlii Tiirk miizikolog Rauf Yekta Bey'in bilimsel faaliyeti cok genis bir yelpazeyi
kapsamaktadir. Bunlar arasinda “miizikal etnografya” (R. Ekta Bey'in tabiriyle) konular
onemli bir yer tutmaktadir. "Sehbal" dergisinde (1912, No. 59) yayinlanan "Kafkasya'da
Musiki" adli makalesinin biiyiik bir kism1 Azerbaycan'in miizik kiiltiiriine ayrilmistir.
Miizikolog F. Susinski (1925-1997), Azerbaycan'in biiyiik miizisyenleri Mirza Sadik Esat
(1846-1902) ve Mesedi Cemil Emirov'un (1875-1928) hayatlarini konu alan yayinlarinda
bu makaleye atifta bulunmustur. Ancak Rauf Yekta'nin yazisinin icerigi hakkinda
detayl1 bilgi yok idi. Cemil Emirov tarafindan notaya alman ve “Sehbal” dergisinde
yaymlanan “Herat1” ritmik mugami hakkinda bilgi Azerbaycan Mugam
Ansiklopedisi'nde verilmistir (S. Agayeva, 2012).

Bu sunumda, "Kafkasya'da Miizik" makalesinde yeralan Azerbaycan'in miizik kiiltiirii
ile ilgili konularin agiklanmasi verilmektedir. Bunlarin arasinda sunlar yer alir: 1.
“Bayati-Siraz” mugami ile Tiirk makamlarinin mukayesesi; "Herati" ve "Gatar"
mugamlarimin ozellikleri. 2. Rauf Yekta Bey'in, Dogu'nun ilk operasi, Azerbaycanh
besteci Uzeyir Hacibeylinin meshur "Leyli ve Mecnun" eserinin beyeni ile tahlili.
Sunumda operanin promiyerinin Tiflisde degil, 1908'de Bakii'de gerceklestigi belirtilir.
3. Bir¢ok miizik galgilarin icragisi olan Mesedi Cemil Emirov'un 1911-1912 yillarinda
Istanbul'da yaratic1 ve egitici faaliyetleri. 4. Aralarinda tar calgisinin reformcusu Mirza
Sadik Esad, hanende (sarkici) Cabbar Garyagdi oglu ve digerlerinin de bulundugu
Karabag'mn tinlii miizisyenleri hakkinda bilgiler verilmektedir.

Sonug: Rauf Yekta Bey'in "Kafkasiyada Musiki" adl1 makalesi, Tiirkiye ve Azerbaycan
miizik kiiltiirtintin tarihini incelemek igin 6nemli bir kaynaktir.

Anahtar Kelimeler: “Sehbal”, Azerbaycan miizigi, Cemil Emirov, Karabag, tar
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RAUF YEKTA BEY ON THE MUSIC CULTURE OF AZERBAIJAN
Suraya AGAYEVA!

The scientific activity of famous Turkish musicologist Rauf Yekta Bey encompasses a
wide range of issues. Among them, “musical ethnography” (R. Ekta Bey's own term),
occupies an important place. His article Music in the Caucasus (Kafkasiyada Musiki),
published in the journal Shehbal (1912, No. 59), is mainly devoted to the musical culture
of Azerbaijan. The musicologist F. Shushinsky (1925-1997) referenced this article in his
publications, which were devoted to the life of the great Azerbaijani musicians Mirza
Sadykh Asad (1846-1902) and Mashadi Jamil Amirov (1875-1928). However, there was
no detailed information about the content of Rauf Yekta’s article. The analysis of the
musical fragment of the rhythmic mugham Herati, which was recorded by Jamil Amirov
and published in the journal Sehbal, has been given in the Encyclopedia of Azerbaijani
Mugham (S. Agayeva, 2012).

This presentation highlights and discusses the topics related to the music culture of
Azerbaijan presented in the article Music in the Caucasus. These include: i. A comparison
of Bayati-Shiraz mugham and Turkish makams; and features of the mughams Herati and
Gatar. ii. The high appreciation of Yekta Bey of the first well-known opera in the East,
Leyli and Majnun, by the Azerbaijani composer Uzeyir Hajibayli, whose name is not
mentioned in the article. The presentation also gives the correct date and place of the
opera's premiere as Baku, not Tiflis, (1908); iii. The creative and educational activities of
the performer on many musical instruments, Mashadi Jamil Amirov, in Istanbul
between the years 1911-1912. iv. A review of the work of the famous musicians of
Karabakh, among them the reformer of the tar string instrument Mirza Sadykh Asad,
the khanende (singer) Jabbar Garyagdy oglu and many others.

In conclusion, the article Kafkasiyada Musiki by Rauf Yekta is an important source for
studying the history of the musical culture of both Turkey and of Azerbaijan.

! Leading researcher of the Institute of Architecture and Art, Azerbaijan National Academy of Sciences
(Baku), Honored Art Worker of Azerbaijan, suraya.agayeva@gmail.com

74



NEYZENBASI RAUF YEKTA (1871-1935)

Siileyman ERGUNER!

Tiirk musikisinin ‘nazari, ameli” her alaminda ulasabildigimiz yazilarryla (makaleler, nota arkast
yazilar gibi), yaymladig1 kitaplariyla; tam anlamuyla istifade edemedigimiz Rauf Yekta Bey
Kiitiiphanesinde bulunan yazma eserlerle; yaymmlayabildiklerinin yam swra hazirlayip ta
yaymmlayamadiklariyla bir deryadir, bir ummandir Rauf Yekta. Bunun yaninda; dostlarma “Ben
herseyden evvel bir nazariyeci ve tarihgiyim, fakat” diyerek, musikinin icra alamndaki varhigms;
neyzen ve neyzenbasi oldugunu ve kendi ifadesiyle “eski-yeni tarzda’ besteler yapan bir bestekar
oldugunu” da vurgular. Bir nazariyeci, bir bestekar ve de Yenikap: Mevlevihanesinin son
neyzenbagisi olarak esas amacimn, kendi deyimiyle ‘terkedilmislik halinde birakilmus olan” Tiirk
musikisini layik oldugu oldugu yere ytikseltmek oldugunu belirtir.
Onun vefatindan sonra uzun siire arastirmacilarin ilgisinden uzak kalan tistadimiz tizerinde az
sayida da olsa degerli aragtirmalar yapilmus, telifler yazilmistir. Ancak; onun tiim ¢alismalarma
sahip olmak, bunlardan istifade edebilmek milletimizin oldugu gibi diinya miizik kiiltiirti ve
arastirmacilar icin de zor ve tist seviyedir. Uluslararas: Rauf Yekta Sempozyumu, bu iki seviyeyi
ortaya koydugundan ¢ok onemli bir adim ve gayrettir. 1997’ de tamamladigim “Rauf Yekta Bey
Hayat1 ve Tiirk Musikisi Uzerindeki Cahsmalar” adhi doktora calismam ve uzantisi olan
kitabimdan sonra bu sempozyumdaki bildirimde, biraz farkh bir Rauf Yekta gormek amactyla;
neyzen meslekdasimy, tistadimizi ‘Neyzenbasi Rauf Yekta’ baghgimla ¢alismak istedim.
Mevlevilikte ve mevlevi musikisinde neyzen olarak mutripta olabilmek ne kadar zor ve
onemliyse de neyzenbasi olmak daha zordur. Doneminin tistad neyzenleri, neyzenbagsilarmm
arasinda, bir miizikolog ve bestekar olarak hem de Yenikapi1 Mevlevihanesi'nde neyzenbasi
olabilmek bir o kadar da dnemlidir. Neyzenbas: Hilmi Dede'nin 1922'de vefatindan sonra,
Yenikap: Mevlevihanesi neyzenbasiligina Rauf Yekta getirilir. Yaklagik bir yil iginde, Yegih
Mevlevi Ayin-i serifini besteler; eser 16 Agustos 1923, Persembe giinii dergahta mukabele edilir.
Tekkelerin kapatildig1 1925 yihna kadar neyzenbasihik gorevi devam eder.
Rauf Yekta, dini musikimize de gok 6nem vermis, bu konuda bugiin elimizde olan ve olmayan
birgok arastirma galismasmi yazmis ve bazilarimi da yaymlamustir. Bu itibarla, dini musiki ile
ilgili olarak verdigi bazi bilgilere de yer verilmistir.
Rauf Yekta'nin 6 Nisan 1898'de Ikdam Gazetesinde yayimladig: ilk gazete makalesinden sonra
yaklasik 300-400 arasinda oldugu bilinen makalelerinde tarama yapildiginda musikinin gesitli
alanlarindaki yazilarinda gok degerli bilgilerinden istifade ediyoruz. Ancak, bu yazilarin gerek
bashginda gerek iceriginde ‘terim karmasasi’ da tesbit edilebilir. S6z gelimi; “Musiki-i Osmani
Nazariyat1”, “Osmanh Musikisi'nde Kemanin Ahengi”, “Musiki-i Osmani Tarihine Bir Nazar”,
“Osmanli Musikisinde Tabii Sadalar”, “Tirk Musikisi”, “Eski Tiirk Musikisine Dair
Tetebbular”, “Milli Musiki”, “Gramafon ve Osmanh” “Tiirk musikisi nazariyat1”, “Tiirk notasi
ile kiraat-1 musikiyye dersleri” gibi.
Musikimizin terimsel olarak ifade edilmesinin yarn sira; cahismamizda Rauf Yektanin ney
hakkinda verdigi teknik ve tarihi bilgileri, onun neyzenligini, donemindeki neyzenleri ele aldik.
Teklif ettigi ‘esas dizi-Rast Dizisi'ni neydeki sistemle eglestirdik ve Reuve Musicale’de yazdig1 “La
Vraie Theorie de la Gamme Majeure (Major Makamin Gergek Teorisi)” ve dier yazilar
gergevesinde ‘neyde ve musikimizde esas dizi-Rast dizisi’ konusunu pekistirdik.
Musikimizin her sahasinda bizlere 1s1k tutan, miizikolog, bestekar ve neyzenbasi Rauf Yekta
Bey’i go¢gmesinin ‘88. Yili'nda rahmet ve saygiyla antyorum.

Anahtar Kelimeler: Ney — Neyzenbagi, Girift, Esas Dizi-Rast Dizisi, Revue Musicale, dini

musiki

1 Neyzen, Dog. Dr.,, ITU Tiirk Musikisi Devlet Konservatuvari
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RAUF YEKTA “THE NEYZENBASI” (1871-1935)
Siileyman ERGUNER!

Rauf Yekta Bey can be considered as one of the foremost theorists and authors of the
Turkish Music Scene regarding his published and unpublished works. Besides, he had
always stated that he was a ney performer and a composer besides of his theoretical
studies. And as the “Neyzen in Chief” (Neyzenbasi) of the Yenikap1 Mevlevi Lodge his
aim was to carry the Turkish Music to the prestigous place it had deserved.

The researches on Rauf Yekta has started years after his death and a number of studies
were produced regarding this aspect. But, this process requires two difficulties: To reach
all of his Works and to be able analyse them in details. International Rauf Yekta
Symposium is a very successful attempt to help the researchers to overcome these
difficulties. Personally after making many theoretical studies on Rauf Yekta including
my Ph. D. thesis, I would prefer to research on his ney performance, but unfortunately
no recordings of his has survived to our time.

Being a chief neyzen in Yenikap1 Mevlevi Lodge requires a great merit. Rauf Yekta was
appointed as the Neyzen in Chief of Galata Mevlevi Lodge following the death of Hilmi
Dede in 1922. Yekta has composed a Ayin-i serifi in Yegah makam during the first year
of his duty. This composition was performed in the same place on 16th August 1923. His
duty as a Neyzen in Chief continiued until 1925 when the lodges were closed.

Rauf Yekta gave a special importance to the area of religious music and authored a series
of writings on this aspect which are partly included in this study.

We can acquire a substantial amount of knowledge through the written works of Rauf
Yekta following his first paper published in newspaper Ikdam in 6th April 1898. But, in
most of his works some kinds of confusions in terminology can be observed including
such examples in “Musiki-i Osmani Nazariyat1”, “Osmanli Musikisi'nde Kemanin
Ahengi”, “Musiki-i Osmani Tarihine Bir Nazar”, “Osmanli Musikisinde Tabii Sadalar”,
“Tirk Musikisi”, “Eski Tiirk Musikisine Dair Tetebbular”, “Milli Musiki”, “Gramafon
ve Osmanl1” “Tiirk musikisi nazariyat1”, “Tiirk notasi ile kiraat-1 musikiyye dersleri”.

Besides the aspect of terminology, in our paper, we had examined the historical and
performance based knowledge he was giving regarding the “ney”, we had discussed
Yekta as a ney player comparatively with his contemporaries. We had compared the
“Rast scale” which Yekta proposed as the main scale of Turkish Music with the sound
system of ney and we solidified the aspect referencing to his written works including
“La Vraie Theorie de la Gamme Majeure (Major Makamin Gergek Teorisi)” published in
Reuve Musicale.

I commemorate Rauf Yekta with respect, who had enlightened the Turkish Music Scene
as a performer, musicologist and composer in the 88th year of his passing away.

Keywords: Ney-Neyzenbasi (Neyzen in Chief), Girift, Main Scale-Rast, Revue
Musicale, Religious music

1 Neyzen, Associate Professor at Istanbul Technical University, Turkish Music State Conservatory
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RAUF YEKTA NAZARINDA MUZIK TARIHI VE MUZIKAL BiYOGRAFi
Seyma ERSOY CAK,! Gozde COLAKOGLU SARI?

Miizik tarihi ve miizikal biyografi yazimi, elestirel perspektife ihtiyag duyulan ve sosyo-
kiiltiirel dontisiim siireglerine isaret eden farkli evrelerle incelenmesi gereken alanlardir.
Osmanli doneminde miizikal biyografi geleneginin baglangici, Seyhiilislam Mehmet
Esad Efendi'nin 17. ytizyilin ikinci yaris1 ve 18. yiizyilin ilk g¢eyregi boyunca yasamis
bestecilerin yasamlarini aktardig1 Atrabiill Asir fi Tezkireti Urefdi’l Edvir adli yazma eser
olarak kabul edilmektedir. Cumhuriyet donemine uzanan yillarda ise miizik tarihi ve
miizikal biyografiyle ilgili oncii ¢alismalar Rauf Yekta tarafindan kaleme alinmustir.
Modern donem miizikoloji perspektifinin olugsmasin1 saglayan Rauf Yekta’ya ait bu
eserler, donemsel tiislip ve metodoloji baglaminda incelenmesi gerekli pek ¢ok
malzemeyi barmndirir.

Rauf Yekta'nin, Cumhuriyet doneminde insa edilen miizik tarihi ve nazariyat ¢alismalar1
kapsaminda sozlii kiiltiirtin  yazili metne doniismesindeki rolii, modern Tiirk
miizikolojisinin kurucu aktorii olmasina sebep olmustur. Miizikoloji alaninda yazili
kiiltiire gecisi temsil eden en 6nemli ¢alismalar: arasinda; 1922 yilinda Albert Lavignac
(1846-1916) tarafindan Paris’te yayimlanan Encylopedie le da Musique et Dictionnaire du
Conservatoire adl1 ansiklopediye yazdigr ‘Tiirk Miizigi’ (1913) maddesi, Sark Musikisi
Tarihi (1924), Dariilelhan Tasnif ve Tespit Heyeti'ndeki gorevini stirdiirdiigii yillarda
ulusal miizigimizle ilgili repertuar ve inceleme yoniindeki arastirmalar1 ve biyografi
yazimi alaninda kaleme aldig1 Zekai Dede Efendi (1902), Abdiilkadir-i Meragi (1902) ve
Dede Efendi (1924) hakkindaki miizikal biyografi yazilar1 sayilabilir.

Milliyetgilik ve ulusguluk alt yapisiyla sekillenen bu siiregte Tiirk Miizigi tarihindeki ilk
ornekler, Onemli birer doniim noktasni temsil etmektedir. Tiirk Miizigi'nin
mevcudiyetini korumayir amag¢ edinmis donemin miizik bilimcilerinin, bu siireci
uluscguluk anlayisiyla insa ettikleri goriilmektedir. Rauf Yekta'nin tarihsel belgeler ve
Tiirk miiziginin aktarim yontemlerinden megk gelenegi 1s181nda yazmis oldugu bireysel
biyografilerle insa ettigi bu donem, miizik tarihinin yakin ve uzak siireglerine ait pek ¢ok
bilgiyi beraberinde getirmistir. Bu baglamda Rauf Yekta’nin miizik tarihi yazimini
bireysel aktorler {izerinden kurguladig1 ve biyografi yazimina oldukca énem verdigi
goriilmektedir. Yiizyilin baginda Zekai Dede, Abdiilkadir Meragi ve Dede Efendi'nin
yasamlarini ayr1 ayri kaleme alarak olusturdugu bestekar biyografileri serisi, ayrica
hazirhigimi yaptigr diger aktorlerle ilgili tasarilar1 bu duruma isaret etmektedir.
Calismada; arsiv belgeleri ve yazil literatiir verilerinin incelenmesi yontemiyle, Rauf
Yekta'nin miizikal biyografi eserleriyle ilgili mevcut yazih literatiirden fazlasina isaret
eden verilerin tespiti ve degerlendirilmesi amaglanmaktadir. Bu belgeler 1s1g1nda Rauf
Yekta'nin miizik tarihi ve miizikal biyografi yazimina dair gelistirmek istedigi perspektif
tartisilmaktadir.

Anahtar Kelimeler: Rauf Yekta, tarih yazimi, miizik tarihi, miizikal biyografi, Tiirk
muizigi.

1 Dog. Dr. ITU Tiirk Musikisi Devlet Konservatuari Miizikoloji Boliimii, ersoyseyma®@itu.edu.tr
2 Prof. Dr. ITU Tiirk Musikisi Devlet Konservatuari Miizikoloji Boliimii, colakoglug@itu.edu.tr
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MUSIC HISTORY AND MUSICAL BIOGRAPHY IN THE PERSPECTIVE
OF RAUF YEKTA

Seyma ERSOY CAK,! Gozde COLAKOGLU SARI?

Writing music history and musical biography are fields that need a critical perspective
and need to be examined through different phases of socio-cultural transformation
processes. The beginning of the musical biography tradition in the Ottoman period is
accepted as Atrabiil’l Asdr fi Tezkireti Urefdi’l Edvdr, in which Seyhiilislam Mehmet Esad
Efendi narrates the lives of composers who lived during the second half of the 17t
century and the first quarter of the 18" century. In the years reaching up to the
Republican period, leading studies on music history and musical biography were
written by Rauf Yekta. These works belonging to Rauf Yekta, which provided the
formation of a modern period musicology perspective, contain many materials that need
to be examined in the context of periodical style and methodology.

Rauf Yekta’s role in the transformation of oral culture into written text within the scope
of music history and theory studies built in the Republican period caused him to be the
founding actor of modern Turkish musicology. Among his most important works
representing the transition to written culture in the field of musicology are, the article
‘Turkish Music” (1913) written by Albert Lavignac (1846-1916) in the encyclopedia
Encylopedie le da Musique et Dictionnaire du Conservatoire published in Paris in 1922, Sark
Miisikisi Tarihi (1924), during the years he served in the Dariilelhan Classification and
Determination Committee, his research on the repertoire and analysis of our national
music and his musical biographies about Zekai Dede Efendi (1902), Abdiilkadir-i Meragi
(1902) and Dede Efendi (1924) that he wrote in the field of musical biography writings.

In this process shaped by the infrastructure of nationalism, the first examples in the
history of Turkish music represent an important turning point. It appears that the music
scientists of the period, who aimed to preserve the existence of Turkish music, built this
process with the mentality of nationalism. This period, which Rauf Yekta built with
historical documents and individual biographies he wrote in the light of the mesk
tradition, one of the transmission methods of Turkish music, brought along a lot of
information about the near and distant processes of music history. In this context, it is
seen that Rauf Yekta constructs his music historiography through individual actors and
attaches great importance to biography writing. The series of composer biographies that
he created at the beginning of the century by writing the lives of Zekai Dede, Abdiilkadir
Meragi and Dede Efendi separately, as well as his plans for other actors that he prepared,
indicate this situation. In the study, using the method of examining archive documents
and written literature data, it is aimed to determine and evaluate the data about Rauf
Yekta’s musical biography works that point to more than the existing written literature.
In the light of these documents, the perspective that Rauf Yekta wants to develop
regarding music history and musical biography is discussed.

Keywords: Rauf Yekta, historiography, music history, musical biography, Turkish
music

! Dog. Dr., ITU Turkish Music State Conservatory Musicology Department, ersoyseyma@itu.edu.tr
2 Prof. Dr., ITU Turkish Music State Conservatory Musicology Department, colakoglug@itu.edu.tr
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TURK MUSIKISi SES SISTEMININ TARIHSEL GELiSiMi
Ulyana DERMENCI

Paris Konservatuvart profesorlerinden Albert Lavignac’in kurucusu oldugu
Encyclopedie le da Musique et Dictionnaire du Conservatoire (Musiki Ansiklopedisi ve
Konsrvatuvar Ltgat1) isimli ansiklopedinin 1922 basimli birinci kismi, 25 iilkenin
musikisi hakkinda genis bilgi vermektedir. Tiirk Musikisi konulu makaleyi Rauf Yekta
Bey 1913 yilinda Fransizca olarak yazmustir.

Makalede Tiirk Misikisinin dizisi yaninda Tiirk c¢algilar arasinda tambur
anlatilmaktadir, bu sirasinda tambur telin boliinmesiyle olusan ve 49 perde ismi igeren
ses sistemi mevcuttur. Bu ses sistemi bugiin de giincelligi yitirmediginden Kantemiroglu
Edvarindaki ses sistemine kiyas i¢in temel olusturmaktadir.

1700 yilinda “Kitabu [lmi’1-Mfisiki ala vechi’l-Hur(ifat” isimli calismasinda Dimitri
Kantemiroglu Tiirk musikisinin kuramini ortaya koydu. Kantemiroglunun Tiirk
musikisi kuraminda olusturdugu ses sistemi bir taraftan edvar gelenegine dayanirken
diger taraftan dizisinin yeni boliinme prensibine dayanmaktadir. Ona gore Yegahtan
Neva'ya uzanan alan iginde, ilk basamaktaki sesin iist sekizli disinda, yedi tam ses
bulunmakta ve bunlarin siralanis diizeni degismemektedir. Kantemiroglu perdeleri tam
ve yarim olarak iki tiirde siiflandirir. Otuz perdeden olusan sisteminde her iki tam
perde arasinda bir yarim perde vardir. Ayrica bazi ara perdeler “Perdelerin Hitkmiiniin
Gergeklestirilmesi” bashik altinda anlatmigstir. Boylece XVIL. yiizyilinda Tiirk musikisi
ses sistemini olusturan kirk perdeyi kayda gegirmistir.

Kantemiroglu Tiirk misikisinin ses sistemini, ideal bir ¢alg1 olarak niteledigi tambur
tizerinden anlatmistir. Bu enstriimanin, karsilastirmali analiz igin ortak platform
olusturulmasi1 nedeniyle, ses sistemini tambur telleri {izerinden agiklayan, XX.
ylzyillinin miizik kuramcilarindan Rauf Yekta'nin c¢alismasina da karsilastirma
amaciyla bildiride deginilecektir.

Anahtar Sozciikler: Rauf Yekta Bey, Kantemiroglu, Tiirk Musikisi, Ses sistemi,
Kargilagtirmali Analiz
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HISTORICAL DEVELOPMENT OF TURKISH MUSIC SOUND SYSTEM
Ulyana DERMENCI

The first part of the Encyclopedie le da Musique et Dictionnaire du Conservatoire (Music
Encyclopedia and Conservatory Dictionary), which was founded by Albert Lavignac, a
professor at the Paris Conservatory, and published in 1922, gives extensive information
about the music of 25 countries. Rauf Yekta wrote the article on Turkish Music in French
in 1913.

In the article, besides the scale of Turkish Music, the tambour among Turkish
instruments is described, during which there is a sound system consisting of the division
of the drum string and containing 49 fret names. Since this sound system is still relevant
today, it forms the basis for comparison with the sound system in the Cantemir's Edvar.

Dimitrie Cantemir put forward the theory of Turkish music in his work titled "Kitabu
[Imi'l-Musiki ala vechi'l-Hur(fat" in 1700. The sound system that Cantemir created in his
theory of Turkish music, on one hand, is based on the edvar tradition, and on the one
hand, on the new division principle of the scale. According to him, in the area extending
from Yegah to Neva, there are seven complete voices, except for the upper eighth of the
tirst pitch, and their ordering does not change. Cantemir classifies frets in two types, full
and half. In his system consisting of thirty frets, there is a half fret between every two
full frets. In addition, some intermediate frets are described under the title of
"Performing the Verdict of Frets". Thus, in the XVIL century, he recorded the forty
pitches that make up the sound system of Turkish music.

Cantemir described the sound system of Turkish music through the tambour, which he
described as an ideal instrument. Due to the creation of a common platform for
comparative analysis of this instrument, the work of Rauf Yekta, one of the music
theorists of the 20th century, who explained the sound system over tambour strings, will
also be mentioned in the paper for comparison purposes.

Keywords: Rauf Yekta Bey, Kantemiroglu, Turkish Music, Musical system,
Comparative Analysis
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RAUF REKTA BEY'IN TURK HALK MUZiGi UZERINE GORUSLERI VE
DERLEME FAALIYETLERINE KATKILARI

Dog. Dr. Unsal DENiZz!

Rauf Yekta Bey, hayatini Tiirk miisikisi tarihini belgelere, Tiirk miisikisi nazariyatini ise
bilimsel temel ve geleneksel miizik pratiklerine dayanarak anlatmaya, gelistirmeye,
yaygimnlastirmaya ayni zamanda hem Bati diinyasina hem de Tiirk musikisinaslara
dogru bir bi¢imde anlatmaya vakfetmistir. Bu amacla bir¢ok dergi ve gazetede yazdig:
yazilar, katildig1 polemikler cogunlukla klasik Tiirk miisikisi tizerine olmustur.

11 Ocak 1897 tarihli Resimli Gazete’nin 10. sayisinda yayinlanan “Misiki-i Osmani
Nazariyat1 Lisan-1 Elhan — I” baghikli makalesi ile misiki yazarligina baslayan Rauf Yekta
Bey bu yazisinda klasik Tiirk misikisinden bahseder. Daha sonra 6 Nisan 1898 tarihinde
Ikdam'da yaymlanan “Osmanli Msikisi Hakkinda Birkag S6z” baslikli yazisinda Tiirk
halk miizigi derleme c¢alismalarinin yapilmasinin gerekliligini, tiirkiilerin notaya
aliarak yayimlanmasi gerektigini ve asil milli Tiirk msikisinin bu tiirkiiler oldugunu
sOyleyen ilk Tiirk miizikologudur.

Bu arastirma, Rauf Yekta Bey’in Tiirk halk miizigine dair fikir ve yazilar ile Tiirk halk
miizigi derleme, inceleme ve kayit altina alma c¢alismalarindaki katkilarina
odaklanmaktadir. Arastirma konusunun odak noktasindan hareketle; Rauf Yekta Bey’in,
Vakit, Yenises, Ikdam, vb. dénemin gazete ve dergilerinde yayimnlanan makaleleri,
Dariilelhan tarafindan yayinlanan Anadolu Halk Sarkilari 1. ve 2. Defterlerindeki
onsozleri ile bu defterlerde bulunan tiirkii notalar: tizerinde yaptig1 analiz ve yorumlar:
incelenmistir.

Anahtar Kelimeler: Rauf Yekta Bey, Tiirk Halk Miizigi, Milli Tiirk Masikisi, Derleme,
Dariilelhan

I Inonii Universitesi Devlet Konservatuvari, unsal.deniz@yandex.com
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RAUF YEKTA BEY'S VIEWS ON TURKISH FOLK MUSIC AND
CONTRIBUTIONS TO THE STUDIES OF COMPILATION

Dog. Dr. Unsal DENiZ!

Rauf Yekta is known for his works on classical Turkish music history and theories.
Turkish music, he virtually devoted his entire life to express, develop and popularize the
history of Turkish music, to theories based on scientific grounds and to properly explain
them to the Western world. Today, there are many publications regarding the studies
conducted by Rauf Yekta on classical Turkish music.

Rauf Yekta, who started his musical writings with the article titled "Msiki-i Osmani
Nazariyati Lisan-1 Elhan - I" (Language of Melodies in Ottoman Music Theories - I)
published on the 10th issue of the ,Resimli Gazette® on 11 January 1897, wrote articles on
almost everything related to classical Turkish music and conducted scientific studies on
classical Turkish music sound systems. After Then, article titled "A Few Words About
Ottoman Music" published on Tkdam on 6 April 1898, it was understood that Rauf Yetka
was the first Turkish musicologist that stated the necessity of compilation of the studies
of Turkish folk music, the necessity that folk songs must be notated and published and
that these folk songs were the actual national Turkish music.

This research focuses on Rauf Yekta's ideas and writings on Turkish folk music and his
contributions to the compilation, reviewing and recording of Turkish folk music.
Considering the focal point of the research topic; Rauf Yekta's articles published in
newspapers and journals of the time such as Vakit, Yenises, Ikdam etc., his forewords in
the 1st and 2nd Books of Anatolian Folk Songs (Anadolu Halk $arkilar1) and his analysis
and comments on the notes of the folk songs found in these books were analyzed.

Keywords: Rauf Yekta Bey, Turkish Folk Music, National Turkish Music, Compilation,
Dariilelhan.

1 Inénii University State Conservatory, unsal.deniz@yandex.com
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RAUF YEKTA BEY—MEVLEVI NEYZEN AND MODERN MUSICOLOGIST
Walter FELDMAN

“In his own, more scholarly way, Rauf Yekta Bey (1871-1935) was one of those Mevlevi
neyzens who acted as an ideal representative of Ottoman culture...” (Feldman 2022:
239).

Mevlevis had been the bearers of the highest level of local musicological thinking, in the
pre-Ottoman era, and even in the earlier 17th century, when science in general was at a
low point in the Ottoman realm. Starting with the Ottoman musical “renaissance” of the
later 17th century, with Osman Dede (d. 1730) and later with the sheykhly family of
Yenikapi--especially Abdiilbaki Nasir Dede (d. 1820)--Mevlevi sheikhs and musicians
showed great adaptability both to musical notation and to newer types of musicological
thought. Acting as a neyzen and as a composer, Rauf Yekta had first learned traditional
Ottoman musical theory from Hiiseyin Fahrettin Dede (1854-1911) of Besiktas, and then
collaborated with the wide-ranging French Jesuit musicologist P.J] Thibaut (1872-1938).
Thus Rauf Yekta’s incorporation of both Eastern and current Western approaches to
musicology were in no sense anomolous. But political and cultural conditions in Turkey
during the mid-20th century did not allow such research to continue on an equally
sophisticated level by his associates and immediate successors.

83



84



OSMANLI'NIN SON YILLARINDA DEGIiSiM, OSMANLI
MUTEFEKKIRLERININ FIKIRLERI VE RAUF YEKTA

Prof. Yalgin CETINKAYA

19. ylizyilin son ¢eyreginden itibaren, onemli Osmanli miitefekkirleri yetismistir. Namik
Kemal, Tevfik Fikret, Said Halim Pasa, Riza Tevfik, Ziya Gokalp ve Prens Sebahaddin
gibi miitefekkirlerin ortaya koydugu fikirler Osmanli'nin diisiince ufkunu genislettigi
ve Osmanlinin 19. yiizyilldan itibaren iginde bulundugu krizi ve bu krize ¢oziim
arayislarim gosterdigi gibi, Ziya Gokalp orneginden de anlagilacag tizere, sosyoloji
alaninda sosyolojinin kurucular: olarak kabul edilen Emile Durkheim ve Auguste Comte
gibi sosyologlarin fikirleri diizeyinde fikir {ireten bir sosyologun yetistigini ve énemli
fikirler ortaya koydugunu da gormekteyiz.

Sultan Abdiilhamid’in tahttan indirilmesi, II. Mesrutiyet, Balkan Savasi ve Balkanlar'in
elden ¢ikmasi, Ittihat Terakkinin devlet yonetimini ele gegirmesi, I. Diinya Savasi,
Osmanli’nin yikilmasi, cumhuriyetin ilani, kilik-kiyafet, harf ve msiki devrimlerine
taniklik, son donem Osmanli miitefekkirlerinin sahid oldugu hizli gelismelerdi ve hig
stiphesiz Rauf Yekta Bey de bu siireci yasadi, yasananlara sahid oldu.

Osmanlr'da baglayan ve Tanzimat batililasmaciligl ile netlesen zihinsel kirilma ve
travma, sanayi devrimi ile birlikte gelisen ve zenginlesen Avrupa karsisindaki siyasal,
ekonomik, sosyal, kiiltiirel alanlardaki geri kalis ve maglubiyet, Osmanli miitefekkirinin
tikir yapisini sekillendiren 6nemli gelismelerdir. Osmanli miitefekkiri, (bir 6rnek olarak)
Ernest Renan-Namik Kemal polemiginde goriilebilecegi gibi bir tiir “savunma”
pozisyonunda kaldi. Avrupanin her anlamda gelismesi karsisinda Osmanli'nin
gerilemesi, Osmanli miitefekkirini de olumsuz etkilemistir.

Gelismelere miizik agisindan bakilacak oldugunda, Avrupanin 19. yiizyilda romantik
donem ile birlikte miizikte (ve diger sanatlarda) yasadig: gosterigli gelismenin Osmanl
miizisyenini etkilemis olmasi kaginilmazdir. 1826 yilinda Mizika-y1r Humaytn'un
kurulmasinin ardindan bu okulda bati miizigi egitimi alan Ogrencilerin yetismesi,
Avrupa tarzi miizigin resmi ve sivil kurumlarda icra ediliyor olmasi ve giderek
yayginlasmasi da, koklii bir gegmise sahip Osmanli/Tiirk miizigini ve miizisyenlerini
etkilemis olmali.

19. yilizyiln son ve 20. yiizyiln ilk ceyreginde Avrupa diisiincesinde yasanan
gelismelerle birlikte Osmanli’da biitiin bu yasananlarin, degisimin ve -adeta-
metamorfozun (baskalasma, hizli degisim), Darulelhan tecriibesini de yasamis bir
Osmanli miizisyeni olarak Rauf Yekta Bey’e ulagip ulasmadigy, ulastiysa nasil etkiledigi,
bir etkilenme sozkonusu ise bunu fikirlerinde, calismalarinda ve eserlerinde nasil
yansittigl, sert esen batililasma riizgari ya da “metamorfoz” olarak ifade edilebilecek bu
degisim karsisinda kendisini ve temsil ettigi kiiltiir ve gelenegi ne kadar korudugu
sorusu, anlamli hatta dnemli bir soru olabilir.
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CHANGE IN THE LAST YEARS OF THE OTTOMAN EMPIRE, THE IDEAS
OF OTTOMAN THINKERS AND RAUF YEKTA

Prof. Yalgin CETINKAYA

From the last quarter of the 19th century, important Ottoman thinkers were trained. As
the ideas put forward by thinkers such as Namik Kemal, Tevfik Fikret, Said Halim
Pasha, Riza Tevfik, Ziya Gokalp and Prince Sebahaddin broadened the Ottoman's
horizon of thought and showed the crisis that the Ottomans had been in since the 19th
century and the search for a solution to this crisis, Ziya Gokalp As can be understood
from the example, we see that a sociologist who produces ideas at the level of the ideas
of sociologists such as Emile Durkheim and Auguste Comte, who are accepted as the
founders of sociology in the field of sociology, has grown and put forward important
ideas.

Witnessing the dethronement of Sultan Abdulhamid, the Second Constitutional
Monarchy, the Balkan War and the dispossession of the Balkans, the seizure of the state
administration by the Union and Progress, the First World War, the collapse of the
Ottoman Empire, the proclamation of the republic, dress-clothing, letter and musical
revolutions, These were the rapid developments witnessed by the Ottoman thinkers of
the last period and undoubtedly Rauf Yekta Bey also experienced this process and
witnessed what happened.

The mental break and trauma that started in the Ottoman Empire and became clear with
the Tanzimat westernization, the decline and defeat in the political, economic, social and
cultural fields against Europe, which developed and enriched with the industrial
revolution, are important developments that shaped the intellectual structure of the
Ottoman thinker. The Ottoman thinker remained in a sort of "defensive" position, as can
be seen (for example) in the Ernest Renan-Namik Kemal polemic. The decline of the
Ottoman Empire in the face of the development of Europe in every sense negatively
affected the Ottoman thinker.

When we look at the developments in terms of music, it is inevitable that the flamboyant
development that Europe experienced in music (and other arts) in the 19th century along
with the romantic period affected the Ottoman musicians. After the establishment of
Mizika-y1 Humayin in 1826, the education of students studying western music in this
school, the fact that European-style music is being performed in official and civil
institutions and its increasing prevalence must have also affected Ottoman/Turkish
music and musicians, which have a deep-rooted history.

It can be asked how the developments in European thought in the last quarter of the 19th
century and the first quarter of the 20th century and the change in the Ottoman Empire
affected Rauf Yekta Bey as an Ottoman musician who also experienced the Darulelhan
experience. If he was influenced, it is also important how he reveals it in his thoughts
and orks. The question of how well Rauf Yekta preserved himself and the culture and
tradition he represents against the strong wind of westernization or “metamorphosis”
can be a meaningful and important question.
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“MUSTENSIH” RAUF YEKTA BEY
Dr. Zeynep Yildiz ABBASOGLU!

Tiirk miizikolojisinin kurucusu kabul edilen, nazariyatgi, musikisinas ve muallim Rauf
Yekta Bey’in, bugiine kadar pek de dikkat cekmemis iki sifat1 daha vardir. Bunlardan
ilki “miitercimligi”, digeri ise bu bildirinin konusu olan “miistensihligi”dir. Rauf Yekta
Bey, pek cok kiitiiphanede veya 6zel koleksiyonda bulunan Arapca, Farsca ve Tiirkge
musiki yazmalarini, kendi defterlerine, el yazisiyla ve biiyiik bir 6zenle kopyalamigtir.
S6z konusu bu kopyalar arastirmacilar tarafindan birer “niisha” olarak ele alinmakta ve
calismalara dahil edilmektedir.

Istinsah, kelime anlami olarak bir kitab1 yahut yazili bir metni harfi harfine kopya etme
anlamina gelse de ytizyillar iginde bu basit tarifinden uzaklagsmis, kendine has kurallar
gelismis ve olduk¢a kompleks bir metin iiretme bi¢gimine doniigsmiistiir. Bu kavram
cercevesinde {iiretilen metinlerin ¢cogu, kopyalanan metnin tamamen aynis1 olmadig:
gibi, miistensihe dair pek ¢ok iz tagirlar. Bu baglamda, Farabi'nin (6.950) Kitdbu'l-ikd’s1,
Kirsehri'nin Edvdr’i, Kenzii’t-Tuhaf ve Abdulbaki Nasir Dedenin (6.1821) Tetkik-ii
Tahkik'i gibi miizik tarihi literatiirii agisindan oldukg¢a 6nemli eserleri istinsah eden Rauf
Yekta Bey’in motivasyonu, hi¢ kuskusuz, gerek o0zel koleksiyonlarda gerekse
Avrupa’daki kiitiiphanelerde bulunduklari i¢in aragtirmacilarin kolaylikla ulasmasi ve
incelemesi miimkiin olmayan bu eserleri kendi arastirmalar1 basta olmak {izere,
arastirmacilarin hizmetine sunmakti.

Ote yandan, Rauf Yektd Bey’in, bu kopyalar1 hazirlarken, geleneksel anlamiyla bir
“niisha” olusturup olusturmadigini sorgularken, niishalarin niteliklerini, Rauf Yekta
Bey’in modern kimligi ile bir arada ele almak gerekir. Bu bildiride Istanbul Universitesi
Tiirkiyat Enstitiisii'nde bulunan ve Hiiseyin Sadettin Arel’e (6.1955) ait olan Mecmilatii'r-
Re’sdil baghikli defter iginde, Rauf Yekta Bey tarafindan istinsah edilmis olan Kenzii't-
Tuhaf niishasi iizerinden Rauf Yekta Bey’in kopyalama biciminin geleneksel “istinsah”
kavramiyla ne kadar oOrtiistiigli sorgulanacak ve Rauf Yekta Bey’in “miistensihligi”
tartisilacaktir. Bunu yaparken aslinda “miistensihlik” sifati tizerinden Rauf Yekta Bey’in
gelenek aidiyeti ile modern “arastirmaci” kimligi arasindaki niianslara, dolayisiyla
gelenek ve modernlik arasindaki koprii roliine de dikkat gekmek miimkiin olacaktir.

Anahtar Kelimeler: Istinsah, Kenzii’t-Tuhaf, Modernizm, Gelenek, Musiki Yazmalar1

I zyabbasoglu@gmail.com
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“MUSTENSIH” RAUF YEKTA BEY
Dr. Zeynep Yildiz ABBASOGLU!

Considered as the founder of Turkish musicology, theoretician, musician and teacher
Rauf Yekta Bey, had two other attributes that did not attract much attention until today.
The first of these is "mutercim" which means translator, and the other is "miistensih",
which is the subject of this paper and means the person who copies a manuscript with
his own handwriting. Rauf Yekta Bey meticulously copied Arabic, Persian and Turkish
music manuscripts, which are in many libraries or private collections, in his own
notebooks. These copies are considered as “istinsah” by the researchers and included in
the studies.

Although “istinsah” literally means copying a book or a written text with handwriting,
over the centuries it has moved away from this simple definition, has developed its own
rules and has turned into a very complex form of text production. Most of the texts
produced within the framework of this concept are not exactly the same as the copied
text, and they carry many traces of the copyist. The motivation of Rauf Yekta Bey, who
copied very important works in terms of historical music literature, such as Farabi's
(d.950) Kitabu'l-ikd, Kirsehri's Edvar, Kenzii't-Tuhaf and Abdulbaki Nasir Dede's (d.1821)
Tetkik-ii Tahkik was undoubtedly to enable researchers to use these works, especially for
their own research, which cannot be easily accessed and examined by researchers
because they are in private collections and libraries in Europe.

On the other hand, when questioning whether Rauf Yekta Bey created a "niisha" in the
traditional sense while preparing these copies, it is necessary to consider the qualities of
the copies together with Rauf Yekta Bey's modern identity. In this paper, it will be
questioned how much Rauf Yekta Bey's copying style overlaps with the traditional
concept of "istinsah", based on the copy of Kenzii't-Tuhaf, which was copied by Rauf
Yekta Bey in the notebook titled Mecmiiatii'r-Re’sdil, which belongs to Hiiseyin Sadettin
Arel (d. 1955) collection in Istanbul Universitesi Tiirkiyat Enstitiisii Kiitiiphanesi. While
doing this, it will be possible to draw attention to the nuances between Rauf Yekta Bey's
bond with tradition and his modern "researcher" identity, and thus to his role as a bridge
between tradition and modernity, through the adjective of "miistensih".

Keywords: Istinsah, Kenzii’t-Tuhaf, Modernity, Tradition, Music Writings
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ACILIS KONUSMALARI

10:00 - 11:.00
KONSER
11:00 - I1:15

I - “Yavuz Yektay — Cem Yektay” Oturumu

[1:15 -12:15

12:15 -12:45
2 - “Mehmet Ataullah Dede” Oturumu

13:30 -13:45

13:45 -14:00

14:00 -14:15

14:15 -14:30

14:30 - 15:00

3 - “Abdulkadir Meragi” Oturumu

[5:15 1530

15:30 - 15:45

15:45 - 16:00

16:00 - 16:15

16:15 - 16:45

Prof. Dr. Nilgtin Dogrus6z

ITU Tiirk Musikisi Devlet Konservatuvart Ogretim Uyesi

Prof. Dr. Ali Tifekci

ITU Turk Musikisi Devlet Konservatuvar Muaduirii

Dr. Zeki Eraslan
Ataturk Kaltdar, Dil ve Tarih Yiiksek Kurumu
Ataturk Kaltar Merkezi Baskan Vekili

Prof. Dr. ismail Koyuncu
Istanbul Teknik Universitesi Rektor

“RAUF YEKTA BEY'IN ESERLERI”
Sanat Yonetmeni: Prof. Nermin Kaygusuz

Oturum Baskant: Prof. Dr. Nilgtin Dogrus6z
Prof. Dr. Nilgtin Dogrusdz, Dr. Dilhan Yavuz
Salih Demirtas, Celal Volkan Kaya

Panel: Rauf Yekta Bey'in “Musiki Antikalari”
Tartisma

Oturum Baskant: Prof. Ruhi Ayangil

Doc. Dr. Stleyman Erguner
Neyzenbasi Rauf Yekta (1871-1935)

Dr. Fatma Adile Baser
"Musiki Sehidi" Rauf Yekta Bey

Prof. Dr. Yalcin Cetinkaya

Osmanli'nin Son Yillarinda Degisim, Osmanli M{itefekkirlerinin

Fikirleri ve Rauf Yekta

Ralf Martin Jager

Rauf Yekta Bey, Hellmut Ritter and The Mevlevi

Tartisma
Oturum Baskani: Prof. Dr. Oya Levendoglu

Prof. Dr. Ahmet Hakki Turabi

Rauf Yekta Bey'in ilk Donem islam Diinyasi M(izigji

ve Nazariyesi Konusundaki Gortisleri

Dr. Miltiadis Pappas

Rauf Yekta Bey'in Nazariyatinda Yunan-Bizans Mliziginin Etkileri

Dr. Zeynep Yildiz Abbasoglu
‘Miistensih” Rauf Yekta Bey

Prof. Dr. Walter Feldman

Mevlevi Neyzen and Modern Musicologist Rauf Yekta

Tartisma



7 OCAK 2023 CUMARTESI

4 - “La Musique Turque” Oturumu

09:30 - 09:45

09:45 - 10:00

10:00 - 10:15
10:15 - 10:30
10:30 - 10:45

10:45 - 11:15

5 - “Esatiz-i Elhan” Oturumu

11:130 - 11:45
11:45 - 12:00
12:00 - 12:15

12:15 - 12:30
12:30 - 12:45

12:45 - 13:15

13:30 - 14:00

Oturum Baskant: Prof. Dr. Gozde Colakoglu Sari

Prof. Dr. Ali Ergur
Lavignac’in Rauf Yekta Bey'e Mektuplarinda
La Musique Turque Maddesinin Yazilma Sertiveni

Celal Volkan Kaya
Koleksiyonundan Belgelerle Rauf Yekta Bey'in
Halk Mtizigi Calismalari

Prof. Dr. Cenk Giiray, Prof. Dr. Oya Levendoglu

Klasik Ttirk Mtizigi ve Tiirk Halk M(izigi Nazariyat Yaklasimlari
Arasinda Rauf Yekta Eliyle Bir Mutabakat Arayisi:

Darti’l-Elhan Derlemeleri I. ve 2. Defterler

Doc. Dr. Unsal Deniz )
Rauf Yekta Bey'in Tiirk Halk Miizigi Uzerine
Gortgsleri ve Derleme Faaliyetlerine Katkilari

Guler Senol )
Rauf Yekta Bey Ozelinde, Tiirkiye'de Miizik Arsivciligi
Uzerine Bir Degerlendirme

Tartisma
Oturum Baskant: Prof. Dr. Okan Murat Oztiirk

Prof. Suraya Agayeva
Rauf Yekta Bey ve Azerbaycan Musikisi

Dr. Dilhan Yavuz
Rauf Yekta Bey'in Musiki Antikalarindan
“Tiirk Tarihinin Ana Hatlari” Uzerine Bir Inceleme

Doc. Dr. Seyma Ersoy Cak, Prof. Dr. Gozde Colakoglu
Rauf Yekta Nazarinda Mutizik Tarihi ve Mitizikal Biyografi

Hulusi Ozbay

Rauf Yekta Bey'in Musiki Antikalarindan

“Kafile-i Musikisinasan-1 Osmani” ve Rauf Yekta Bey ile
Nuri Seyda Bey'in Musiki Tarihi Tartismalari

Eylil Dogan -
lkdam'dan Nea Efimeris'e: Rauf Yekta, Mlizik Teorisi Uzerine
Tartismalar ve Diyaloglar

Tartisma

ACIKLAMALI TAS PLAK DINLETISI:

Tiirk Ocagi Musiki Ihtifali Heyeti Adiyla Bir Dartilelhan Konseri
ve Konser Plaklari: 27 Temmuz 1927

Cemal Unlu
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6 - “Ahiretlik” Oturumu

14:00 - 14:15

14:15 - 14:30

14:30 - 14:45

14:45 - 15:00

15:00 - 15:30

7 - “Nayi Osman Dede ve Kevseri” Oturumu

15:45 - 16:00
16:00 - 16:15
16:15 - 16:30
16:30 - 16:45
16:45 - 17:00
17:00 - 17:30

Oturum Baskani: Prof. Dr. Ali Ergur

Prof. Dr. Erdogan Erbay
Siir ve Musiki

Doc. Dr. Onur Gunes Ayas
Rauf Yekta'nin Metinlerinde Estetik Yargilar
ve Begeni Hiyerarsileri

Dr. Serkan Gunalgin .
Rauf Yekta Bey'in Nazariyesinde Gelenegin Izleri
ve Modernite

Prof. Dr. Okan Murat Oztiirk
Rauf Yekta'nin Bilimsel Miizik Teorisi Anlayisi:
Etkiler ve Yonelimler

Tartisma
Oturum Baskani: Prof. Dr. M. Hakan Cevher

Doc. Dr. Recep Uslu
Rauf Yekta Bey'in Terciimeleri

Fikret Karakaya
Rauf Yekta Bey'in Organoloji Konulu Yazilarinin
Genel Bir Degerlendirilmesi

Doc. Dr. Kemal Karaosmanoglu

Rauf Yekta Bey'in Onerdigi 12 Perdeli Ses Sisteminin
Tiirk ve Bati Mtizigi Ortak Sembolik Derlemlerinde
Kullanilma Potansiyeli

Doc. Dr. Gokhan Yalgin
Rauf Yekta Bey'in Kitabu llmi'l-Musiki Sertiveni

Ulyana Dermenci
Tuirk Musikisi Ses Sisteminin Tarihsel Geligimi

Tartisma
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8. “Milli Tekbir” Oturumu

09:30 - 09:45

09:45 - 10:00

10:00 - 10:15

10:15 - 10:30
1©: O ®):45
10:45 - 11:15

9. “Sehbal” Oturumu

11:30 -l11:45

11:45 - 12:00

12:00 - 12:15

12Z:15 = 1250

12:30 - 12:45

12:45 - 13:15
13:30 - 14:30

Oturum Baskani: Prof. Dr. M. Ertugrul Bayraktarkatal

Prof. Dr. Seyit Yore
Tirkiye'de Uluscu Coksesli Mtizik Yaratimina Dair
Rauf Yekta Bey'in Gortisleri

Dr. Duygu Tasdelen

Rauf Yekta'nin Tiirk Miiziginin

Cok Seslendirilmesi Uzerine Fikirleri
Orkun Zafer Ozgelen

Rauf Yekta Bey ve Hiiseyin Sadettin Arel’in
Bestecilik Anlayisinda Mevlevi Ayini Formu

Dr. Harun Korkmaz

Rauf Yekta Bey'in Derledigi Klasik Musiki Eserlerinin
Ktinyelerini Olustururken Takip Ettigi Usul

ve Yararlandigi Kaynaklar

Muhammed Aydin
Rauf Yekta'nin Usul Anlayisi

Tartisma
Oturum Baskani: Prof. Songul Karahasanoglu

Prof. Dr. Ayten Kaplan, Ogr. Gor. Giinay Giinaydin
Sark Musikisi Kongresi'nde Musiki Kimlik Insa Polemikleri
ve Rauf Yekta

Dog. Dr. Evrim Hikmet Ogiit
Rauf Yekta'nin Kahire Arap Mizigi Kongresi Notlari:
Miizikolojik Bir Degerlendirme

Prof. Dr. Okan Murat Oztiirk, Ayca Demirci Ozay
Tiirk Mtizigi Aleyhtarligi Siirecinde Refet Stireyya
ve Kemal Emin [Bara] Irtibati: Rauf Yekta'nin Tespitleri

Dr. Onur Oner
Ne Kahire Benzer Istanbul'a Ne de Arap Musikisi:
Rauf Yekta Bey'in Kahire (1932) Notlari

Doc. Dr. Erhan Tekin

Yeniceri Mizikasi Olarak Yeniden Canlandirilan Mehter
Geleneginde Tesvik ve Tenkitleriyle Rauf Yekta
Tartisma

KAPANI§ OTURUMU



KONSER
“RAUF YEKTA BEY’IN ESERLERI|”

Sanat Yonetmeni
Prof. Nermin Kaygusuz

Bayati Araban Saz Semaisi
Ahiretlik Kiz - Selin Yiicesoy, irem Samli
Hicaz Sarki: Oldu seb mahmur-1 sevkin nesr-i feyz eyler seher - Selin Yiicesoy
Neva Saz Semaisi
Yegah Cumbhur ilahi: Ey tabi-i nefs @i heva - Suat Giiney

Neside-i Tebrikiye - irem Samli

Sazendeler
Prof. Nermin Kaygusuz (Kemence)
Prof. Aysegiil Kostak Toksoy (Kanun)
Doc. Goknil Bisak (Tanbur)
Solistler
irem Samli

Suat Guney
Selin Yiicesoy
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