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GENERAL EDITOR’S FOREWORD

I. On the Context of Transmission of Ottoman Art Music
1. Overview: Music Notation Systems and Repertoire Collections in the Ottoman Empire

Among the traditional musical cultures of the Near East, only the Ottoman practical musical
repertoire has been preserved since the seventeenth century in written sources that do not
primarily serve the purpose of music theory. The sources include music manuscripts in several
forms of notation dating back to about 1650, and printed music collections dating from the

late nineteenth century onward.

A repertoire collection in the proper sense first emerged around the middle of the seventeenth
century with the manuscripts of the Polish-born Ali Ufuki [Albert Bobovski] (c. 1610-75),
which are primarily based on a variant of Western staff notation.! At the turn of the eighteenth
century, the Mevlevi-Seyh Nayl Osmén Dede (1652?-c. 1730) and the Moldavian Phanariot
Dimitri Cantemir [Turkish Kantemiroglu] (1673-1723) developed similar notational methods
roughly simultaneously.? Both recorded more extensive instrumental repertoires for the first

time, with a letter and syllable notation indicating specific pitch levels, in which durations

! The manuscripts are today in the Bibliothéque nationale in Paris, shelfmark Supplément Turc 292,
and in the British Library in London, shelfmark Sloane 3114. For a critical edition of Supplément Turc
292, see Judith I. Haug, Ottoman and European Music in ‘Ali Ufuki's Compendium, MS Turc 292: Analysis,
Interpretation, Cultural Context. Volume 1: Edition and Volume 2: Critical Report (= Schriften zur
Musikwissenschaft aus Miinster | Writings in Musicology from Miinster, founded by Prof. Dr. Klaus
Hortschansky, edited by Prof. Dr. Ralf Martin Jager, Volume 26), Miinster 2020 [Online: Volume 1
https://repositorium.uni-muenster.de/document/miami/491e5d83-56d4-4555-8e5f-a41ed04df6f4/ha
ug buchblock voll.pdf, Volume 2 https://repositorium.uni-muenster.de/document/miami/491e5d83-
56d4-4555-8e5f-a41ed04df6f4/haug buchblock vol2.pdf]. Analysis and interpretation of the
manuscript in cultural context in Judith I. Haug, Ottoman and European Music in ‘Ali Ufuki's Compendium,

MS Turc 292: Analysis, Interpretation, Cultural Context. Monograph (= Schriften zur Musikwissenschaft
aus Miinster | Writings in Musicology from Miinster, founded by Prof. Dr. Klaus Hortschansky, edited by
Prof. Dr. Ralf Martin Jiger, Volume 25), Miinster 2019 [Online: https://repositorium.uni-
muenster.de/document/miami/cdcbc9ca-52a4-4f05-9665-f0df9eca6292/haug buchblock.pdf].

2 Dimitri Cantemir, Kitabu “lmi'l-Miisiki ‘ala vechi'l- Huriifat, Istanbul c. 1700, autograph in the Tiirkiyat
Arastirmalar1 Enstitiisii Kiitiiphanesi (Istanbul), Arel Koleksiyonu no. 100 (RISM TR-liitae 100).
Scholarly editions in Owen Wright, Demetrius Cantemir. The Collection of Notations. Part 1: Text (= SOAS

Musicology Series 1), London 1992, and Yalcin Tura, Kantemiroglu. Kitabu ‘Ilmi'l-Miisiki ‘ala vechi'l-I
Hurifat, 2 vols, Istanbul 2001. Partial editions in Eugenia Popescu-Judetz, Dimitrie Cantemir - Cartea

stiintei mugzicii, Bucharest 1973.
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were expressed by numerals. Cantemir's notation was still used in the first half of the
eighteenth century by the Mevlevi Mustafa Kevseri Efendi (+ ca. 1770).® Towards the mid-
eighteenth century Tanbiir'f Kiiciik Artin (+ mid-eighteenth century) used another notation
system, but according to current scholarship it was not used to record a musical repertoire.*
Finally, in the late-eighteenth century, Mevlevi Abdiilbaki Néasir Dede (1765-1821), at the
request of the musically educated Sultan Selim III. (1761-1808, Sultanate 1789-1807),
developed an ebced notation that served him in 1794/95 to compile a collection of Selim's
compositions for the latter's library. In addition, with the post-Byzantine neumatic notation -
also used in the eighteenth century by Greek musicians such as Petros Peloponissios (+1777)
to record the Ottoman secular repertoire - another, functionally fundamentally different
notation was available in the Empire. Neumatic notation is a recording medium for primarily

vocal music; it notates the intervallic progression of melodic lines.>

The first notation system to find lasting interethnic dissemination was the so-called
Hampartsum notation developed by a group of Armenians around Hampartsum Limonciyan
(1768-1839) before 1813. The notation, based on semantically reinterpreted signs of the
Armenian Khaz notation, was excellently suited as a recording medium for the Ottoman art
music repertoire due to its simplicity and clear structure. From the mid-1830s, Western staff
notation was increasingly used alongside it. The manuscript holdings in both forms of notation
are highly relevant for the understanding of the transmission of an art music culture that was
cultivated into the early twentieth century in the metropolises of present-day Turkey, as well
as in the urban centers of Syria and Egypt. The sources are of outstanding importance for
music research, which can for the first time explore historical phenomena and musical cultural

processes, as well as for Middle-Eastern studies as a whole.
2. On previous editions and publications

Several of the music manuscripts written before the nineteenth century are available today in
scholarly-critical editions (see above). The intentional preservation of works of the Ottoman
art music tradition - now considered "classical" - in printed editions with scholarly ambitions,
began around 1926 at the Istanbul Darii'l-Elh&n under the auspices of Rauf Yekta (1871-1935),
Ali Rifat Cagatay (1867-1935), and Ahmed Irsoy (1869-1943) with the innovative Darii’l-elhan

% See Mehmet Ugur Ekinci, The Kevseri Mecmiiast Unveiled: Exploring an Eighteenth-Century Collection of
Ottoman Music, in Journal of the Royal Asiatic Society 22, pp. 199-225. Critical edition in Mehmet Ugur
Ekinci, Kevseri Mecmilast. 18. Yiizyil Saz Miizigi Kiilliyati, Istanbul 2015.

* Eugenia Popescu-Judetz, Tanburf Kiigiik Artin. A Musical Treatise of the 18th Century, Istanbul 2002.

®> Sample editions in Thomas Apostolopoulos and Kyriakos Kalaitzidis, Rediscovered Musical Treatises.

Exegeses of Secular Oriental Music Part 1, Bucharest 2019.
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kiilliyati. Their special quality lay not only in the use of the variant of Western staff notation
developed by Rauf Yekta and analytically semanticized for the first time on the basis of
mathematical calculations, but also in the fact that the first usiil cycle in each piece is included

and presented together with the melodic line in the form of a score.

Unlike the earliest musical manuscripts of Ottoman art music, the extensive corpus of
handwritten sources from the nineteenth century has not yet been made available in reliable
critical editions. The reason for this is not that the manuscripts are unknown or inaccessible:
All authoritative Turkish music researchers are aware of Hampartsum notation, and several
printed music editions from as early as the Darii’l-elhan kiilliyatt reproduce notational
phenomena that clearly refer to sources in Hampartsum notation. This fact has long been
known, and Kurt Reinhard even mentioned it as a shortcoming of the editions of the Darii'l-
Elhan that, "all source references are missing, the poets are often not named, and critical or
explanatory annotations are very rarely present'.® Rather, it seems to be primarily the
interdisciplinary complexity of the challenges of a comprehensive edition project, that have
prevented it thus far. Unlike in the context of the singular manuscripts of the seventeenth and
eighteenth centuries, scholarly editing here can no longer be undertaken by a single
researcher. Not only is the corpus too extensive for this, but the successive indexing of the
accessible manuscript collections and the print editions potentially related to them, as well as
the development of novel digital infrastructures, is too complex. In addition, indexing of the
manuscripts according to accurate philological rules, and editing of the song lyrics for

example, requires specialist knowledge of literature studies.

I1. "Corpus Musicae Ottomanicae" (CMO) - Project and Edition Concept

The work of an interdisciplinary team on the scholarly indexing and editing of nineteenth
century Ottoman music manuscripts has been made possible since 2015 by the project "Corpus
Musicae Ottomanicae", which has been approved by the German Research Foundation as a
long-term project with a duration of 12 years (DFG project number: 265450875). It
encompasses a total of four subprojects: 1.The music edition and its publication (WWU
Miinster, Professorship of Ethnomusicology and European Music History); 2.The text edition
and philological supervision (WWU Miinster, Institute of Arabic and Islamic Studies); 3.Digital

Humanities including the development of an online source catalog with a publication platform

¢ Kurt Reinhard, Grundlagen und Ergebnisse der Erforschung tiirkischer Musik, in: Acta musicologica XLIV,
ed. by Hellmut Federhofer, Basel 1972, pp. 266-280, here: p. 267. The original quote reads: ,alle
Quellenangaben fehlen, die Dichter oft nicht genannt sind und nur sehr selten kritische oder erlduternde

Anmerkungen vorhanden sind“.
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and an MEI extension for the notational parameters of music of the Near East
(perspectivia.net, Max Weber Foundation); and 4.Content development of the CMO source
catalog and the inclusion of the various project-related works from the international academic

community.”

The interdisciplinary working CMO team is supported in its work by an Academic Advisory
Board, which currently consists of the following scholars: Prof. R{ihi Ayangil (Istanbul), Prof.
Dr. Thomas Bauer (Miinster), Prof. Dr. Nilgiin Dogrusoz-Disiacik (Istanbul), Prof. Dr. Walter
Feldman (New York), Dr. Michael Kaiser (Bonn), Prof. Dr. Mehmet Kalpakli (Ankara), Prof.
Songiil Karahasanoglu (Istanbul, speaker of the advisory board), Prof. Dr. Andreas Miinzmay
(Paderborn), Prof. Dr. Christoph K. Neumann (Istanbul) and Prof. Dr. Sonia T. Seeman
(Austin). Prof. Dr. Evi Nika-Sampson (Thessaloniki) and Prof. Dr. Fikret Turan (Istanbul)
supported the advisory board as external guests. Former advisory board members are Prof. S.
Sehvar Besiroglu (Istanbul) () Prof. Dr. Raoul Motika (Istanbul), Dr. Richard Wittmann
(Istanbul) and Dr. habil. Martin Greve (Istanbul). We would like to take this opportunity to
express our sincere thanks to all members and guests of the Academic Advisory Board for their
considerable and fruitful support, without which the project could not have been carried out

in its present form.

The comprehensive edition and source cataloguing project could not have been carried out
without the support of numerous libraries and collections, which have granted CMO access to
their holdings and made our work possible through advice and assistance, not least by
providing digital copies and granting publication permits. We would like to thank them all

very much.
1. Fundamentals of the Critical Edition

The CMO editions make available to both researchers and historical performance
practitioners, the corpus of historical transcriptions of Ottoman art music that still exists today
and is accessible to researchers, as it was recorded and collected in the course of the
nineteenth century, primarily in the cosmopolitan metropolis of Istanbul. The editions stay as
close as possible to the original sources in terms of musical and textual content, uncensored
and without omissions in the richness of their performative variants. Also the texts underlying

the vocal works are published for the first time according to their performance variants.

7 Current information on the CMO project is provided by the trilingual website (https://www.uni-

muenster.de/CMO-Edition/en/index.html). The source catalog and the CMO editions can be accessed

via a separate online portal (https://corpus-musicae-ottomanicae.de/content/index.xml).

X


https://www.uni-muenster.de/CMO-Edition/en/index.html
https://www.uni-muenster.de/CMO-Edition/en/index.html
https://corpus-musicae-ottomanicae.de/content/index.xml

As emic transcriptions, the present manuscripts represent the performative repertoire of the
nineteenth century in its synchronic richness as well as in its historical development. Even
though current research is able to establish references between individual manuscripts that
point to a collecting and copying practice that developed in the nineteenth century, the
manuscripts do not represent the repertoire in a standardized way, but rather as a collection
of variants. For this reason, the aim of the CMO editions is not to reconstruct historical-
critical editions of musical “works”, but to consider each individual notation as an
independent variant within an opus cluster in the form of a critical edition that takes into
account all necessary, but not all possible concordances. The intention is to represent the

diversity of the historical performative repertoire.
2. Edition Design

An edition of Ottoman music manuscripts from the nineteenth century must take into account
a multitude of factors that vary depending on the handwritten originals or the notation

method that was used.

It is the basic principle of CMO editions that they allow direct conclusions to be drawn about
the handwritten music source, and in the best case even allow its reconstruction. In doing so,
the edition should approach as closely as possible the notation practices commonly used
today. At the same time, the particularities and characteristics used in the original score will
be represented by the systematic use of appropriate diacritical signs, and the edition will be

accompanied with an explanatory critical report.

A particular challenge in the edition is that no contemporary calculations of pitches or interval
ratios based on physical system formations are available for the tonal systems used in the
nineteenth century. The only exceptions are a few printed Greek music theories, but these
remain largely unexplored in terms of their significance for an analytical understanding of the
Ottoman tonal system.® Present projections of pitch designations on to, for example, the neck
of the long-necked lute tanbiir, illustrate concepts in the history of ideas, but not

unequivocally determinable and calculable pitches.

When editing manuscripts in Hampartsum notation as well as in Western staff notation, the
individually notation-specific meanings of the pitch signs have to be reconstructed in their
musical context. For each individual piece of notation, the "pitch set" that is used is extracted,
based on the evidence provided by the manuscript. In addition, the critical report explains

why, how, and on what basis the additions or reconstructions were made.

8 The most important source is Koénstantinos Protopsaltés, Erméneia. Tés Eksoterikés Mousikes,

Constantinople 1843.
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In cases where changes, additions, or partial compositional variants have been entered into a
historical notation by a second, likely historical hand, the editor will take into account all
information from the original. The edited musical text reproduces the notation of the first
hand; the later additions are documented in the critical apparatus, as well as the decisions of
the editor relevant to the transcription. In this way, the user is able to see the different

variants, to understand the editor's interpretations and, if necessary, criticize their decisions.

a. The general design of the sheet music edition

Each edited music notation includes the following information:
1. Key signature and accidentals are supplemented to correspond to today's standards
and avoid the extensive use of accidentals in the score.
2. The original heading is added in scholarly transcription.
3. The catalogue information is added in standardized spelling, as it is also given in the
source catalog:
a. Composer name
b. Source reference (RISM-Siglum) and the CMO reference number
c. Makam, ustl and genre
4. Line breaks in the original manuscript are presented in the music edition by two

slashes above the system, which contain the corresponding line number of the original.

5. Division numbers indicated above the division signs serve for easier navigation
through the score. The editor’s comments given in the critical commentary also use

division numbers and can be used similarly to locate a division within an edited piece.

3 Makam, 3 Cataloue 3 goupc
Us(l, Genre : (RISM Siglum) and CMO Reference
standardized
Makam: Hicaz /( ) H TR-liine 215-13, pp. 19-20
Usil: Aksak semai CMO1-1/12.8
Genre: Saz semaisi H 3a. Composer
2. Heading »Hicaz sema‘i Kutbu’n-Nay'iii (standardized)
N&yi Osmén Ded
(1652-1729)
1=, 1
— = —/ - — — = :
1. Key signature ‘m ‘ L
and accidentals 1[. Hane] = | = 5 = - . 4 !
[ ane] .) 14 — 'ﬂ — 1
| | 4. Line break
[Aksak semai] 2 (10 r 7 | in the source
r [ %
— —/2/ i I e N - Z — oo - il
9 =y l r 2 t? r T Ty . r 2 - r 2 ]
[ S o e s S s vt ey s e S i e e S v i M o iy 5. Division
<P | o T )  I— — T T E — .4 — | 1
) == ’ ' number
J | J J | J
1l 5 I P ]
4 %

xii



b. Special features concerning the edition of manuscripts in Hampartsum notation

Hampartsum notation intentionally does not reproduce all elements of the recorded music
with equal precision. Moreover, in comparison to Western staff notation, it gives a different
weighting to the parameters. It includes meta-information that is primarily related to the
underlying rhythmic cycle usiil and which would be lost without the use of an apparatus of
diacritical signs and a specific notation that continuously reproduces a contemporary variant
of the underlying usil in addition to the melodic line on a second staff. CMO uses a set of
diacritical signs that supports the marking of technical aspects of the notation system.® The
semantically relevant groupings of the Hampartsum signs are marked, as well as the division
signs and the structural signs, which in many cases are related to the underlying ustil. The
rhythmic ustl cycle, latently present in the notation and usually mentioned in the title of the
piece, is also supplemented as a substantial element, sourced from contemporary sources
where possible. As a result, the critical editions of the CMO represent various levels of
information, which the original manuscript source provides. Whereas performers can use the
scores without taking the diacritical apparatus into consideration, it contains various pieces
of metadata that may be of special interest for scholars.

1. The counting unit is a digit indicating the sum of the beats (darb) of the usiil (5). The
darb indicates the indivisible total number of beats in one usiil cycle, as given in
contemporary usil notations from the nineteenth century. The music edition follows
the examples of contemporary ustl sources, that only indicated the darb but not the

exact relation to a rhythmic value as is the case in Western music (i.e., 4/4)

6.Suggestedtime — , =D o L . 1 1. Groups
unit per darb N | @‘*—possibly with

1[. Hane] (PP A0 ——r — — | reference to the
5. Number of | ' — usdl

darb per cycle

Y

a2 ]1% . | J
[Aksak seméi] 7 i ]
4 f p

2. Division Signs
possibly with
reference to the
usal

4., Addition:
Usal

3. Structure Signs
s _possibly with

¢ reference to the
usdl

Hicaz sema‘T Kutbu’'n-Nay"ii (Source: Tr-line 215-13, pp. 19-20)

9 Cf. Ralf Martin Jager, Tiirkische Kunstmusik und ihre handschriftlichen Quellen aus dem 19. Jahrhundert
(= Schriften zur Musikwissenschaft aus Miinster 7, ed. by Klaus Hortschansky), Eisenach 1996.
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2. The entire edited score is accompanied by the underlying ustil (4), which is, whenever
possible, based on a contemporary source. Thus, the CMO basically follows the model
of the Darii’l-elhan kiilliyati, but provides the usil for the whole piece and not only for
the first cycle(s). This makes it possible for the user to study the melody line in relation
to the usil.

3. The ustl is the primary time-organizing-element in Hampartsum notation. This fact is
accounted for in the manuscript sources by marking the end of an usil cycle with a
division sign consisting of two dots in shorter usils (2) and very frequently four dots
in larger ones. In the music edition, the end of the ustil cycle is additionally marked
by a bar line (2). Division signs may also imply more functions according to the musical
contexts in which they appear. For example, regardless of a possible subdivision of the
usil, it can specify an internal structuring that usually includes four groups of notation
signs. In this case, the division sign is represented in the music edition by a dotted line
within as well as the two-dot sign above the system. The end of a usfil cycle is marked
in this case by a four-dot structural sign (3).

4. The time unit stands in relation to the darb of the usil cycle, and is based on the
editor’s suggestion (6).

5. Within the internal structuring indicated by a two-dot sign, single or multiple
characters are grouped in clear demarcation from each other (1). These internal groups
are indicated in the music edition by markers above the system (1). Precise marking
of the internal groups is of great importance, especially in very early notations in
Hampartsum notation, since there they contribute to the reconstruction of the

rhythmic structure of the melodic line, which in many cases is not always clear.
c. The critical report

The critical report details editorial decisions. In addition, it provides information that points

out formal or content-related peculiarities.

The critical report includes the metadata that also appear in the source catalog: "Source,"
"Location," "Makam," "Us{l," "Genre," "Attribution," and "Work No." The work number is an
especially useful tool, since it indicates the opus cluster to which the edited piece belongs and
links it in the CMO catalog to all known variants of the work. The "Remarks" section allows
the editor to provide notes, for example, on the source of the usiil variant that was used. In
the structure overview the number of hane (H) as well as their internal structure is indicated.
The number of usfil cycles running in the respective hane (H) and in the following teslim (T)
is given, and the repetitions of the sections and subsections are indicated. The "Pitch Set"

indicates the Hampartsum signs that were used in the piece, and the editor’s interpretation of
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them. "Notes on Transcription" document readings and editorial decisions. Finally, the

relevant concordances that were used for the editing process, are provided.
3. CMO Edition Plan

The "Corpus Musicae Ottomanicae" is designed to be executed over a period of 12 years. The
first seven years are dedicated to the critical edition of manuscripts in Hampartsum notation,
the last five years to the edition of Ottoman music manuscripts in Western staff notation. The
overall edition plan includes the manuscripts indexed to date, arranged according to the
libraries that own them.!® Using the funding from the Deutsche Forschungsgemeinschaft
(DFG), which is expected to last until 2027, CMO will publish selected, relevant vocal and
instrumental music manuscripts in both notations, and will benefit from a steadily growing
number of primary sources. At the same time, digital infrastructures will be further developed,
which also applies to the source catalog. CMO works in cooperation with RISM - Répertoire

International des Sources Musicales — and the edition design is under continuous development.

In cooperation and in constant exchange with international scholars and performing artists,
CMO is developing the methodological foundations and the technical infrastructure for the
edition of the nineteenth-century "Corpus Musicae Ottomanicae". The complete publication of
the extensive material, which in principle also includes the diverse Greek sources, will be left
to the musicological community. Music researchers and institutes are cordially invited to

support CMO in its extensive work by taking on individual edition projects.

Miinster, October 2022
Ralf Martin Jdger

19 An overview of the two edition parts with the planned series is available online at https://corpus-

musicae-ottomanicae.de/content/edition/browse.xml. The editions published to date can also be

accessed via the editions overview.
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INTRODUCTION

or,,,i e ............... The codex TR-liine 216-14, which holds a special place among
. i the manuscripts in the Rare Books Library of Istanbul University
[Istanbul Universitesi Nadir Eserler Kiitiiphanesi], contains
primarily the compositions of

Neyzen' Rasid Efendi (d. 1902), who is known as the ‘father
[baba]’ among the ney players [neyzens] of nineteenth-century
Ottoman music history. According to studies, Neyzen Rasid

| Efendi is considered a performer, teacher, poet? scribe and

| composer, who rose to the rank of captain [yiizbasi®] in the

Muzika-i Hiimay{in, learned the Hampartsum Notation by

$43l a2l 050 24> »  Neyzen Oskiyan Efendi and was known for his instrumental

Visual 1. Merhum Neyzen
Rasid Efendi.
Source; ‘Udc1 $amh Selim, Sazende: OWn compositions are still scarce and limited in scope.
Makamat-i miisikiyemizifi pisrev ve
sdz semdSilerini muhtevi, istanbul
1323/1905. p. ii.

compositions.* However, studies on Neyzen Résid Efendi and his

! The person who plays ney is called “Neyzen” or “Nayi”. In the Ottoman Empire and the Republic of
Turkey, until the adoption of the Turkish Surname Law in 1934, people were in the practice of prefixing
their profession (Neyzen Rasid Efendi, Kemenceci Nikolaki Efendi [Kemence player Nikolaki Efendi]),
or their place of origin (Saml iskender [Iskender of Damascus]) to their names.

2 Sadeddin Niizhet Ergun, Bektasi Edebiyati Antolojisi: On Dokuzuncu Asirdan beri Bektasi-Kizilbas Alevi
Sairleri ve Nefesleri (istanbul: Istanbul Maarif Kitaphanesi, 1956), 144; Bursali Mehmed Tahir Efendi,
Osmanl Miiellifleri. Eds. by A. Fikri Yavuz and Ismail Ozen, v. 2, (Istanbul: Meral Yayinlari, 1975), 332;
Hayrettin Ivgin, “Asik Kemter Baba ve bazi diizeltmeler,” Milli Folklor Dergisi, No. 43 (1996): 67-76;
Yilmaz Oztuna, Tiirk miisikisi akademik klasik Tiirk san'at milsikisi'nin ansiklopedik sozliigii, vol. 2, edited
by Ahmet Nezihi Turan. (Ankara: Orient Yayinlari, 2006) 215; Dilaver Diizgiin, “Bicim ve icerik
Yoniinden Eski ve Yeni Karagoz Perde Gazelleri,” Somut Olmayan Kiiltiirel Miras Yasayan Karagoz Uluslar
arast Sempozyum Bildirileri 27-29 Mayis 2006 (Ankara: Gazi Universitesi THBMER Yayini, 2006), 155.

3 QOztuna, Tiirk miisikisi akademik, 215. In the State Archives, there is another document on the
promotion [terfi] of Rasid Efendi, one of the captains of the Muzika-i Hiimay(n. If the aforementioned
Rasid Efendi is the same person, there is a possibility that he received the rank of Kolagast, which is
senior to the rank of Captain and corresponds to a Senior Captain. See: I.DH. 1280,/100784, H-
05.12.1309 [M. 01.07.1892]. On the other hand, Besim Darkot also mentioned in his notes that Rasid
Efendi had the rank of Kolagasi. Besim Darkot, “Sevgili Kizzm Sirma’ya [To My Dear Daughter Sirma]”,
(unpublished manuscript, istanbul: Darkot-Kafali Family Archive, 1958), 3.

4 ibniilemin Mahmut Kemal Inal, Hos sddd: son asrr Tiirk musikisinaslart (istanbul: Tiirkiye Is Bankas:
Kiiltiir Yayinlari/Maarif Basimevi, 1958), 238. Ozalp, Tiirk Musikisi Tarihi (istanbul: Milli Egitim
Bakanlig1 Yayinlari, 2000), 602f.; Oztuna, Tiirk miisikisi akademik, 215, Siileyman Erguner, ,XIX. Asir
Neyzenleri,“ Tasavvuf Kitabi, edited by Cemil Ciftci (istanbul: Kitabevi, 2003), 476-502. Esp. p. 493.



In Turkish music literature there are no definite birth and death dates for Neyzen Rasid Efendi.
In his encyclopedia article, Yilmaz Oztuna has given the approximate dates as 1820?-1892?
and mentioned that he wrote poetry under the pseudonym Kemteri.> At the same time, it can
be said that this encyclopedia article, which also contains information on his family genealogy
(up to his wife, daughter, and grandchildren), is the most comprehensive study on the
biography of Neyzen Rasid Efendi. Indeed Oztuna’s details have also suggested new lines of

enquiry for current research.

During the preparation process of this edition, some research on Rasid Efendi’s biography was
conducted based on two pieces of data provided by Oztuna: First, sources related to the
pseudonym ‘Kemteri’” were analysed, revealing the intersection of information among the
poets and writers using this pseudonym. Accordingly, some similarities were found between
the poet named Résid Ali Efendi, who first appeared in Bursali Mehmed Tahir Bey’s Osmanlt
Miiellifleri, and Neyzen Baba Résid Efendi:

Rasid ‘Ali Efendi. Lisan-1 tasavvufa asina su‘aradan ve tarikat-i Bektasiyye
miintesiblerinden bir zat olup sehridir. Musika-i humayundan miiteka‘iden (1312)
kiisur tarihlerinde (Uskiidar) da irtihal eyledi. Camlica’da (Selami‘ Ali Efendi)
kurbunda medfundur.®

[Rasid ‘Ali Efendil: He is one of the poets who mastered the sense of the Sufi
language, a member of the Bektashi order and from Istanbul. He died around 1312
in Uskiidar, when he retired from Musika-i humayun. He is buried near Selami* Al

Efendi in Camlica.]

This similarity has also raised the question of whether the composer’s pseudonym ‘Baba’
might be associated with Bektashism. On the other hand, another study on ‘Ali Rasid Efendi’
has been identified which is based on a primary source: Sadeddin Niizhet Ergun, in his
publication titled Bektasi-Kizilbas Alevi Sairleri ve Nefesleri [Bektashi-Kizilbas Alevi Poets and
Breaths], states that Kemteril is one of the famous Bektashi poets who grew up in the
nineteenth century, that his real name is Rasid Ali, and that, he died in Uskiidar 1314 (M.
1896) after retiring from Muzika-i Hiimay{in.” In addition to this information, Ergun informs
the readers that a manuscript of 122 pages and 2100 couplets of Kemteri existed in his
library.® Although this information about Kemteri Ali Rasid Efendi given by Bursali Mehmed
Tahir Bey and Sadeddin Niizhet Ergun has formed the basis for many studies®, to this day, it

5 Oztuna. Tiirk miisikisi akademik, 215.

6 Bursali1 Mehmed Tahir, Osmanh Miiellifleri, vol. 2 (istanbul: Matbaa-i Amire, H. 1333), 212.

7 Ergun, Bektast Edebiyati Antolojisi, 144.

8 Ibid. 145.

9 Cevdet Kudret, Karagoz, vol. 3. (Ankara: Bilgi, 1968), 98. Ismail Ozmen, Alevi-Bektasi Siirleri
Antolojisi, vol.4. (Ankara: Kiiltiir Bakanlig1 Yayinlari, 1998), 613. ivgin, “Asik Kemter Baba ve bazi
diizeltmeler”, 67-76; Diizgiin,“Bicim ve icerik ”, 149-161. Aysegiil Kiiciikkilic, Ali Riza Oge’nin Bektasi
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is unknown whether or not this poet is related to Baba Neyzen Résid Efendi. In order to clarify
this set of data, a different approach was followed in the second stage. Accordingly, the
information provided by Oztuna on family members has been followed, with the motivation
that these connections could also answer the question of whether Baba Neyzen Résid and
Kemteri were related. In the light of the information on family members provided by Oztuna,
Sirma Darkot-Kafali (b. 1946), one of the granddaughters of Tevhide Safiye [Darkot] Hanim
(1872-1952), daughter of Baba Neyzen Rasid Efendi, has been contacted. Thanks to the
generosity of Sirma Darkot-Kafali in making her private archive available, a handwritten
notebook (titled “To My Dear Daughter Sirma”) containing family records was consulted in
the search for answers to the above questions. In this notebook, written in Istanbul in 1958
by Ord. Prof. Besim Darkot (1903-1990), son of Tevhide Safiye [Darkot] Hanim and father of
Sirma Darkot-Kafali, were general notes on Neyzen Baba Résid Efendi’s career, his character
in the context of the relations he established with his family, his marriages, and key data such
as the district in which his house is located, the cause and the date of death. In light of this
discovery, it has been determined that Neyzen Résid Efendi died on 2 May 1902 at his house
in Uskiidar Dogancilar, after suffering a stroke.'® For this reason, in this edition, the year of
death for Neyzen Résid Efendi is given as 1902, based on the data in the Darkot- Kafali Family

Archive.

ansga Bostan ; ; Ly ,r;_‘-.'r. . 7
co NSTANTl NO P EL K.»mms::

Visual 2. A map fragment showing the Uskiidar Dogancilar district. Source: Karte der umgegend von
Constantinopel [Map showing Istanbul and surroundings]. 1/100.000, C. Frh. V. d. Goltz (Pascha).
(Berlin: Schall&Grund, 1897).

In addition to the date of his death, details on a potential connection between Bektashism and

Sairleri Antolojisini Tetkik (381-540. Sayfalar) - Inceleme ve Metin, (Master Thesis, Sivas: Cumhuriyet
University, 2016), 39.
19 Besim Darkot also recorded the date of death according to the Hijri calendar as 26 Muharrem 1320.

Darkot, “Sevgili Kizim Sirma’ya”, 6.



the pseudonym Kemteri are also found in the same notebook:

(...) Dedem ayrica manzum yazilar yazardi. Bu yazilarin sonunda ismini cok defa
(Kemter?) = alcak seviyeden gibi tevazulu bir kelime ile belli ederdi. Kendisine Baba
Rasit efendi denmesinin sebebi ise, bektasilige egilimli olmasindan ileri gelmistir.
Bektasilik dinsel olmaktan ziyade mistik bir topluluk (tarikat) olup oteki
tarikatlardan farkli olarak bektasilerde nes’e, diinyaya baghlik, icki i¢cmekten

cekinmemek gibi haller goriiliir.!

[(...) My grandfather also used to write poetic writings. At the end of these writings,
he would often sign his name with a humble word like ‘Kemteri’. The reason why he
was called ‘Baba Rasid Efendi’ was because of his inclination towards Bektashism.
Bektashism is a mystical community (order) rather than a religious one, and Bektasis
exhibit different qualities compared to other orders, such as joy, commitment to the

world, and not refraining from consuming alcohol.]

Along with these statements, one can see that the pseudonym ‘Kemteri’, which is assumed to
belong to Rasid Efendi, and his association with Bektashism are also confirmed by his
grandson. Darkot also writes that his grandfather, whom he called Cicibaba, knew the
hampartsum notation and universal notation [evrensel nota], and wrote many compositions,
songs [sarki], ghazals [gazel], and marches written for the sultan.’> And concerning the fate
of these oeuvres, "His piles of notes have recently fallen into the hands of other unknown

people, or have been sold by okka and disappeared".'®

Baba Rasid Efendi’s collection, which Darkot reports as dispersed, is another issue related to
this volume. Although some studies have suggested that the codex TR-liine 216-14 belonged
to that collection', it is fair to state that this claim remains unproven since the codex TR-liine
216-14 does not bear any seal of Baba Rasid Efendi. Nevertheless, it may be informative for

future studies to include some early anecdotes about the Baba Rasid Efendi Collection.

Ethem Ungor’s interview with Halil Can in 1966, published in Musiki Mecmuasi, contains
important clues on this subject. In response to Ungér’s question, "Could you discuss [music]
collecting and its history in our culture?", Halil Can replies "As it is known, our collecting

culture begins with the introduction of notation to the Ottoman Empire, our first collector

1 Darkot, “Sevgili Kizim Sirma’ya”, 4.

12 Ibid.

13 Tbid. "Y1g1n y1gin notalar1 yakin zamanlarda sunun bunun eline diistii, yahut okka ile satilip dagilip
gitti."

!4 See: Ralf Martin Jager, Katalog der Hamparsum-Notast-Manuskripte im Archiv des Konservatoriums der
Universitdt Istanbul. Schriften zur Musikwissenschaft aus Miinster, Bd. 8. (Eisenach: Karl Dieter Wagner,
1996a), 1x; Jacob Olley, “Writing Music in Nineteenth-Century Istanbul: Ottoman Armenians and the
Invention of Hampartsum Notation.” (PhD dissertation, King’s College London, 2017), 210.
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was Baba Hamparsum".'® In the same interview, he gives the name of eighteen collections,
including his own, and some information about them. Baba Rasid Efendi’s collection is among
them:

Bektasi tarikarindan oldugu icin "Baba Rasit Efendi" diye anilir. Enderuna [sic.]
mensup olup neyzendir. Fakat koleksiyonunu gelistirmeye 6mrii vefa etmemistir. Bu
koleksiyon torunlarindan bana intikal etmistir. Kerimesinin torunu cografya [sic.]
Ord. Prof. Besim Bey ve refikalar1 dostlarimdir. On bes sene evvel bu notalar1 bana
vermek lutfunda bulundular. icinde pek cok isitilmemis 4sara tesadiif ettim. Bu
koleksiyon umumiyetle hampartsumla yazilmis olup, bat1 notas: ile yazilmis olanlar

da vardir. Ayrica bir ¢ok kendi bestesi de bulunmaktadir.'®

[Since he was a member of the Bektasi order, he was known as "Baba Rasit Efendi".
He attended the Enderun and was a musician. However, he did not live long enough
to expand his collection. This collection is passed on to me by his grandchildren. His
daughter’s grandson, Ord. Prof. Besim Bey, [a distinguished professor in geography]
and his wife are my friends. Fifteen years ago, they had the courtesy to give me these
notations. In these notations, I came across many unknown compositions. Most of
them were written in Hampartsum and some of them were written in Western

notation. There are also many of his own compositions]

In the special issue of Musiki Mecmuast published in Halil Can’s Memory after his death,
Sadeddin Heper states that during the period in which he and Can served as members of the
Compilation Committee of Old Works of the Istanbul Municipal Conservatory, they
contributed many valuable works to the Conservatory’s archive.!” Considering all this
information, it is highly probable that during this period between 1953 and 1971, Baba Rasid
Efendi’s Collection mentioned by Can may have been transmitted to the Rare Books Library
of Istanbul University. Although there seems to be a discrepancy between Darkot’s explanation
of the loss of the scores and Can’s statements, it is conceivable that Darkot may have given
the remaining manuscripts to Can in order to preserve them in a protected, suitable
environment. This once again emphasizes the importance of the Conservatoire’s records -
notes as to when and by whom the manuscripts were donated to the archive. There are clearly
still new research topics and questions to be raised. This volume therefore aims to raise new
questions with this data, concerning Neyzen Baba Rasid Efendi’s biography to his collection,
and underlines that our understanding can be further developed through new studies with

different perspectives.

15 Etem Ungor, “Tiirk Musikisi Repertuar1 ve Koleksiyonlar Konusunda Sayin Halil Can ile Bir Konusma
11”, Musiki Mecmuast, Issue: 218, Year: 18, (Istanbul: Unknown, 1966), 44f.

16 Ungor, “Tiirk Musikisi Repertuar1 ve”, 45.

7 Sadeddin Heper, “Bir Kiymet daha gitti,” Musiki Mecmuast Halil Can Ozel Sayisi, Issue: 283-284, Year:
26, (istanbul: Unknown, 1973), 9.



1. Manuscript in Context

This edition follows the general lines of the CMO Music Edition and intends to reflect the
characteristics of the original manuscript as accurately as possible. Editorial interventions are
generally applied in cases of comprehensible scribal errors and physical damage, where the
majority of the consulted concordances complete or convincingly contradict the original

source.

The Manuscript TR-Iiine 216-14 consists of ‘new’ [cedid] pieces, as the title suggests. In this
respect, it is correlated to TR-liine 215-13, which refers to ‘ancient’ [atik] pieces. The
distinction between ‘ancient’ and ‘new’ is stated explicitly in both manuscripts. In one sense
their newness could indicate that these pieces, which are supposed to have been written in the
last quarter of the nineteenth century'®, should be considered stylistically closer to early
twentieth-century works. On the other hand, it suggests that these pieces contain some
approaches that can be considered as new, marking a break from tradition. The inclusion of a
vocal sirto in the manuscript or the use of new signs for some pitches in the notation can be
seen as examples of these new approaches'®. The latter are considered during the re-reading
of codex TR-Iiine 216-14. There have been cases, for example, in which the editor has used
square brackets to draw attention to possible new approaches to the manuscript and present
them as possibilities. Some of these approaches may have disappeared due to editorial choices

made by the individuals who compiled the consulted concordances?.

2. Codicological Aspects

2.1 Physical Description

The manuscript is entitled ‘Cedid takimlar’ (New pieces) on the front cover by the scribe. It is
currently held in the Rare Books Library of Istanbul University. It is fair to say that the features
of the notebook are similar to those of TR-Iiine 215-13 and TR-Iiine 217-15. The notebook
measures ca. 16 x 24 cm and consists of mostly yellowed, faintly-ruled paper (24-26 lines per
page; second-line red), some white squared pages added. A yellow binding tape is additionally

used on the binding of the notebook. On the back cover of the manuscript, there is faint

18 Ralf Martin Jager, Tiirkische Kunstmusik und ihre handschriftlichen Quellen aus dem 19. Jahrhundert,
(Schriften zur Musikwissenschaft aus Miinster, 7), (Eisenach: Karl Dieter Wagner, 1996b), 74 and 94.
¥ The use of new signs for some pitch degrees, which are recognized and interpreted in practice by the
performers with the experience gained by megk, also shows the effort to clarify and theoretically
categorize the aforementioned pitches.

20 A limited number of concordances have been established for the pieces in TR-liine 216-14 within the
available corpus of mss. in Hampartsum notation. For this reason, the sources in staff notation have

also been considered. See: 2.4.
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writing in Arabic rik‘a script, but it is not possible to identify this text. On the front of the
notebook, there is a partial stamp of the Istanbul Conservatoire Library (‘(KONSERVATUVART’)
and some crossed-out roman numerals (‘2900’ and ‘1617’). ‘356’ is written next to these
crossed-out numbers. In addition, the number ‘356’ is written a second time on the left side
of the front. There are several smudges in blue, purple, and red ink on the covers. There is a
tear on the top of the back cover of the notebook, which becomes more prominent on the

pages where even numbers appear from the 34th page to the end of the notebook.

Visual 3. The Cover of TR-Iiine 216-14.

Before the beginning of the pagination, there is a table of contents [‘fihrist’ in Arabic] in the
manuscript. However, there is a vocal composition not listed in this table of contents, which
was written later on the cover of the notebook. The title is given at the end of the piece as

“Hicaz sirto Rasid Efendi'nii”?! (see “2.3 Content” below).

Pagination with Indo-Arabic numerals begins on p. 1 and ends with the last page on p. 71.
Although most page numbers were written in red ink (pp. 1-15, pp. 17-20, pp. 33-34, pp. 37-
41, and pp. 43-71), occasionally purple (pp. 23-28, pp. 35-36 and p. 42), black (p. 16, pp. 29-
32), and sometimes red and black as mixed (pp. 21-22 and p. 64) were also used. Between

pp. 11 and 12, there are two blank pages.

2.2 Scribe, Script and Ink

The manuscript is written by a single scribe. Since there is no signature or autograph of the

21 Ralf Martin Jéger suggests that this piece was subsequently added to the manuscript by Nayi Baba

Résid Efendi. See: Jager, Katalog der hamparsum notast, 1x.



scribe in TR-Iiine 216-14, it is difficult to give precise information about the identity of the
scribe. On the other hand, according to some studies referring to manuscript TR-liine 216-14,
there is an assumption that the scribe may have been Résid Efendi himself.?> The main
argument for this assumption is that almost all the pieces in the TR-liine 216-14 consist of
Rasid Efendi’s own compositions. However, further evidence is needed to support this claim.
The specific handwriting style of the scribe in this manuscript has much in common with that
found in some other manuscripts.? Compared with this volume, manuscripts such as TR-Iiine
215-13 and TR-liine 217-15 feature a similar writing surface, the same handwriting, and the

same notational conventions:

S |

\ P uw.,o!‘jh.a ﬁ 'L SO

)
AN Vi \,-J./JJ;J “/“/
bt e ! o L X N — /‘ /‘
st N :‘J~= ekt S J»J - B :
WA A3 057 03 By ' /.,a Selm S A58l ..m/
.5 .:./.J/* /n-:-?F’, 5 “/'_/" ’J'“//"Jf ’-"JFW I J.S.o./.o/'/,...(\_‘
. i 3 vy ; ; L v, & 'L " ] ‘
@ B ST of R Js Ui SRR Bad D5 sk dads AR
a. TR-Iiine 215-13 b. TR-liine 216-14 c. TR-Iiine 217-15

Visual 4. Similar handwritings in various manuscripts.

Based on the notation, physical characteristics, and composer attributions, studies have
claimed that TR-liine 216-14 was written in the last quarter of the nineteenth century.?
Nevertheless, all these criteria cannot definitively exclude the possibility that TR-Iiine 216-14

may have been written at a later date.

The scribe used a variant of Arabic rik‘a script for the headings and textual performance
instructions, while the musical information is written in HNER (Hampartsum Notation in
Explicit Rhythm). Similar to the color variation in pagination, different inks (especially black
[on a scale ranging from dark black to indigo black tones], purple, brown-black, and red) are
used for the notational signs, symbols, and headings. In some cases, an entire piece is written

with the same color ink?, but sometimes a different ink is used for one section within a

22 Jager, Tiirkische Kunstmusik, 74; Jager, Katalog der hamparsum notast, 1x.; Olley, “Writing Music in”,
210; Marco Dimitriou, “Codex TR-liine 215-13: Nadide Takimlar ‘atik.” Preprint Edition, (Miinster:
Corpus Musicae Ottomanicae, 2023), 2.

2 TR-Iiine 205-3, TR-Iiine 207-5, TR-Tiine 208-6, TR-liine 213-11, TR-liine 215-13, TR-Iiine 217-15 can
be seen among these examples. See also: Jiger, Katalog der hamparsum notast, xxvii, xxxi, xxxiii, 1iii,
1vii, 1xi; Olley, “Writing Music in”, 193.

24 See: Jager, Tiirkische Kunstmusik, 94; Jager, Katalog der hamparsum notast, 1x.; Olley, “Writing Music
in”, 201; Dimitriou, “Codex TR-Iiine 215-13”, 2; Marco Dimitriou, “Codex TR-Iiine 217-15: Mecm{i‘a-
y1 pisrev”, Preprint Edition (Miinster: Corpus Musicae Ottomanicae, 2023), 2.

%5 In dark black (pp. 1-3, pp. 3-5, pp. 5-8, pp. 15-18, pp. 29-31, pp.32-34, pp. 37-38, pp. 39-41), in
purple (pp. 47-49, pp. 49-52, pp. 53-54), and in indigo black (pp. 57-61, pp. 61-65, pp. 66-68).
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piece?®.

The headings and annotations (like ‘ila-ahirihi’ [p. 69], batak [p.43], cumhiir [p. 43], tamam
[p. 14, p. 54, p. 68], and ‘tamam siid’ [p. 71]) are written in red ink in the ms. With one
exception: on p. 43, an annotation ‘[tem]me’ is written in purple ink. Different ink colors are
used for the division signs*” and round brackets®® indicating first and second endings.

Likewise, the stroke width can vary from page to page.

At the beginning of the teslim sections, the ‘teslim’ heading is written in red ink; only once on
pp. 19-21 a symbol (4) is indicated instead of the subtitle ‘teslim’. In some cases the scribe
also, inconsistently, added a horizontal line above the headings ‘teslim’: on pp. 1-3, pp. 3-5,
pp. 5-8, pp. 47-9, pp. 49—52, pp. 53-4, pp. 61—5, pp. 66-8 and pp. 69-71; or occasionally
applied the horizontal line above the ‘teslim’ to one or more hanes within the same piece: on
pp. 9-10, pp. 43-6, pp. 55-7, pp. 57-61 and pp. 68-9.

There is a letter ‘', that appears under the headings of three pieces (‘Ussak tstili devr-i kebir
Rasid Efendi'nifi [pp. 35-37], Saba zemzeme devr-i kebir Rasid Efendinin [pp. 39-41] and
Rast tisiili devr-i kebir Rasid Efendi'nifi [pp. 43-46]) in the manuscript. The common feature
of these three pieces, that they are in the “Devr-i kebir” usil, raises the question whether this
letter might be a reference/hint to the usiil. However, the fact that there are other pieces® in

“Devr-i kebir” usiil in the ms. where the letter ‘2" is not included, refutes this possible claim.

There is also a special pitch sign ‘s’ ’ derived from a cognate sign ( v, &) used for a pitch of
a different degree. This sign is observed in only four pieces in the TR-liine 216-14%.
Considering the makam characteristics of the pieces in question and the performance-oriented
explanations of these makams, it is possible to get an idea of which pitches might be referred

to by this sign, but all these approaches are approximate. In any case, this derived sign has

%6 The following examples can be mentioned for different colour uses in the same piece: TR-liine 216-
14, pp. 9-10 (Muhayyer sema‘i Nikolaki'nifi), TR-Iiine 216-14, pp. 19-21 (Bayati ‘araban stli fahte
Rasid Efendi'nifi); TR-Iiine 216-14, pp. 27-8 (Kiirdili hicazkar diiyek Rasid Efendi'nifi) and TR-Iliine 216-
14, pp. 69-71 (Saba zemzeme sema‘i Rasid Efendi'nifi).

27 While the division signs before the teslim sections may be in red (on pp. 29-31, pp. 324, pp. 35-7,
pp. 37-8, pp. 39-41, pp. 49-52, pp. 53-4, pp. 57-61 and pp. 61-5) it can also be seen that red ink is
used alternately with black ink in the same piece (on pp. 5-8, pp. 43-6, pp. 47-9 and pp. 55-7).

28 In red ink on pp. 1-3, p. 5, pp. 35-6, p. 54; in black ink on pp. 39-41, p. 51, pp. 56-61, p. 67 and in
purple ink on p. 43, pp. 45-6.

29 The following examples can be mentioned in Devr-i kebir us@l: pp. 29-31 (Sevk-efza devr-i kebir
Rasid Efendi'nin), pp. 55-57 (Isfahan devr-i kebir Rasid Efendi'niii) and pp. 61-65 (Hicaz zirgiile devri
Rasid Efendi'nifi).

30 TR-Tiine 216-14, pp. 27-8 (Kiirdili hicazkar Gsili diiyek Rasid Efendi'nifi), TR-liine 216-14, pp. 47-9
(‘Arazbar piselik diiyek Rasid Efendi'nifi), TR-Iiine 216-14, pp. 49-52 (‘Arazbar piiselik sema‘i Rasid
Efendi'nifi) and TR-liine 216-14, pp. 66-8 (Hiizzam sema‘ Rasid Efendi'nin).



significance: it shows the need to expand existing signs, and identify them according to their

function.

2.3 Content

2.3.1 Genre and Makams

TR-Iiine 216-14 contains one vocal piece and twenty-five instrumental pieces, of which fifteen

pieces belong to pesrev, ten pieces to the saz semaisi, and one piece to the sirto genre.

Index Title Page Number

Hicaz sirto Rasid Efendinifn [i]
Segah ‘araban isiili diiyek Rasid Efendi'nin 1

Segah ‘araban sema‘i Rasid Efendi'nifi 3

Muhayyer tsili diiyek Rasid Efendi'nifi 5

Muhayyer sema‘i Nikolaki'nifi 9

Bayati sema‘i Rasid Efendi'nifi 13
Rahat-feza diiyek Rasid Efendi'niii 15
Bayati ‘araban asiili fahte Rasid Efendi'nin 19
Hiiseyni Can kurtaran fahte Rasid Efendi'nifi 23
Kiirdili hicazkar siili diiyek Rasid Efendi'nifi 27
Sevk-efza devr-i kebir Rasid Efendi'nifi 29
‘Acem ‘asiran fahte Rasid Efendi'nifi 32
‘Ussak tsiili devr-i kebir Rasid Efendi'nifi 35
‘Acem ‘asiran sema‘i Rasid Efendi'nii 37
Saba zemzeme devr-i kebir Rasid Efendi'nifi 39
Rast sema‘i Rasid Efendi'nii 41
Rast Gstili devr-i kebir Rasid Efendi'nifi 43
‘Arazbar piiselik diiyek Rasid Efendi'nin 47
‘Arazbar piiselik sema‘i Rasid Efendi'nifi 49
Isfahan sema‘i Rasid Efendi'nin 53
Isfahan devr-i kebir Rasid Efendi'nifi 55
Hiizzam cenber Rasid Efendi'nifi 57
Hicaz zirgiile devri Rasid Efendi'nifi 61
Hiizzam sema‘1 Rasid Efendi'nin 66
Hicaz zirgiile sema‘i Rasid Efendi'nin 68
Saba zemzeme sema‘ Rasid Efendi'nin 69

10



Table 1: The Index of TR-Iiine 216-14.

Considering these genres in terms of the makams used, some makams appear twice, which
means these are saz seméisi and pesrevs composed in the same makam. Similarly, there are
examples of a makam being used in six pieces® for a single genre. With one exception, the

genre in the examples mentioned is pesrev.

Makam Pieces
Segah araban
Mubhayyer
Bayati
Réhat-feza
Bayati araban
Hiiseyni

Kiirdili hicazkar
Sevkefza

Acem asiran
Ussak

Saba zemzeme
Rést

Arazbar bfiselik
Isfahan
Hiizzam

Hicaz zengiile

H N N DNDNDDNMNDNDNRFREDNRFRE R B R~ R~ NN

Hicaz
Table 2: The makams of TR-liine 216-14.
A further point to mention in relation to the content and genres of TR-Iiine 216-14 is the vocal

sirto written on the back cover of the ms. For this sirto in the hicdz makam, the lyrics [giifte]

are given and the syllables are placed on the corresponding perdes:

31 On pp. [i-iil, pp. 13-4, pp. 15-8, pp. 19-21, pp. 23-5, pp. 27-8, pp. 29-31 and pp. 35-7.
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Visual 5. Hicaz sirto Rasid Efendi'nifi

Taking a look at music encyclopedias, dictionaries, and some academic studies on sirtos in the
Ottoman-Turkish makdm music tradition, it can be seen that this genre is considered as an
instrumental form.*? However, vocal examples of this genre are also extant, albeit rarely.** On
the other hand, the fact that some pieces with the main title of “Sirto” also have subheadings

of “polka”, “hora” or even “sarki”**, reveals the variable usage of these genres and the lack of

32 Definitions of sirto point out that the term derives from the Greek folk dance sirtaki [ouptdxi], that
it entered Ottoman-Turkish makidm music tradition from the nineteenth century onwards and took its
place as an instrumental genre by itself. As a result of this background, it is actually emphasized in
many sources that the genre sirto resembles longa, kasap, and/or hora. See: Oztuna, Tiirk misikisi
akademik, 303; Ekrem Karadeniz, Tiirk Miisikisinin Nazariye ve Esaslari. (Ankara: Tiirkiye Is Bankasi
Kiiltiir Yayinlari, 1983), 160. For a study that reveals this conceptual ambiguity by examing various
sources, see: Muattar Demet Dogrudz, “Tiirk Sanat Miizigi Geleneginde Sirtolar [Syrtos in Turkish art
music tradition]”, (PhD diss., Ege University, 2020).

33 TMKIi (21), 103; TR-Uisam CK KD-61,/110, 177 [Yalvaritm Kuzum Sana by Miskali ismet Aga] and
TR-Iboa TRT.MD.d., 700-378, 271 can be seen among these examples.

3As an example, Hact Emin Bey’s composition “Mendilini al eline” was published by Matbaa-i Amire

with the cover title ,,Sirto“. However, on the page where the piece is located, another title ,Hora olarak
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a definite framework in their definition.

Considering the history and development of the sirto as a genre in the Ottoman makam music
tradition, it can be seen that the sirto has taken its place as the last piece of a repertory group
performed in a particular makam [Fasil] around the end of the nineteenth century. From this
point of view, the presence of a vocal sirto in TR-Iiine 216-14 can be considered as an example

of the widening of the traditional Fasil order in terms of genres.

2.3.2 Usiil

Another feature worth mentioning are the type of usiils used in the pieces included in the
manuscript (see Table 3). The sdz seméisis are generally in usil aksak semai with the fourth
hénes occasionally in sengin seméi (pp. 3-5, pp. 37-8, pp. 49-52, pp. 66-8, pp. 68-9) or
yiiriik semai (pp. 9-10, pp. 13-14, pp. 41-3, pp. 53-4, pp. 69-71). The ustls for the pesrevs
are given in the headings and according to these, the pesrevs include four different usiils:

Devr-i kebir, Diiyek, Fahte, and Cenber. Aksak seméai is the most prevalent usiil in the

manuscript.

Ustil Pieces
Aksak semat 10
Devr-i kebir 6
Diiyek 5
Féhte 3
Cenber 1

1

Nim sofyan (Sirto)

Table 3: The usfils of TR-Iiine 216-14.

sark1” [Sarki as hora] was included. Bey, Hadji Emin. “Mazurka et Sirto” [No. ] 135, [No. ] 136.
[istanbul:] Matbaa-i Amire. (An exemplar of this score held in the personal archive of Ciineyt Ersin
Mihc1). The same piece, which is harmonized for piano by C. Guatelli [No. 135], is recorded as Hora
Havas as well as Hicaz sark1 in the Ciineyd Kosal Archive. See: TR-Uisam CK D-48/31, 105-106. Another
example of this ambiguity, in an interview with Dr. Dogruoz, she stated that the folk song “Ayva cicek
acmis” is known as Sirto of Balikesir [Balikesir sirtosu], and illustrated the fact that the sirto is sometimes
received as tiirkii. Muattar Demet Dogrudz. Interviewed by Nejla Melike Atalay. Zoom Interview. 14
March 2022.
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2.3.3 Attributions

The pieces of the manuscript are attributed to composers of

the nineteenth and twentieth centuries.®*® As mentioned r
earlier, twenty-five of twenty-six pieces are attributed to
Neyzen Rasid Efendi, while one piece, ‘Muhayyer sema<’ is
attributed to Kemenceci Nikolaki Efendi (d. before 1909°¢).

Hikmet Toker, who completed his dissertation on Music in the
Ottoman court during the reign of Sultan Abdiilaziz in 2012,

also devoted significant attention to the Sdzendegdn-1 hdssa

Institution in the Ottoman Palace in his research.®” Toker,

investigated the names and salaries of the musicians working Sl §V i PO

. ) Visual 6. Kemenceci Nikolaki
performed makdm music, Efendi

using the documents in the Source: (gdc1 Saml ?ejljm, Sazende:
Makamat-i miisikiyemizifi pisrev ve saz

State Archive of the semd‘ilerini muhtevi, istanbul

1323/1905. p. ii.

in the music ensemble that

Presidency [Cumhurbaskanligi
Devlet Arsivi], and he also brought to light some crucial

Visual 7. The seal of Kemenceci
Nikolaki Efendi records about Kemenceci Nikolaki Efendi. According to these

Source: Toker, 182.

CE. HEL MH, 787/12. records, there are various salary receipts issued between 1866

[H-1282] and 1870 [1282] to Nikolaki Efendi.*® These
documents also relieved that Nikolaki was among the members of the Sdzendegan. One chart
in these documents unveiled by Toker shows that Kemani Emin Aga, Hanende ismail Efendi,
Hanende Résid Efendi, and Kemenceci Nikolaki were appointed after the Sultan Abdiilaziz’s
enthronement.*® Although the similarities among the names in this document suggest that
both composers may have worked at Sizendegén-1 hassa at the (same) time, it seems difficult
to identify Hdnende Rasid Efendi as Neyzen Rasid Efendi, given the prefix of their professions.

Besides, according to the documents in the Ottoman State Archive, including the petitions

% Even for a few years, it is possible to consider Nikolaki Efendi as an active musician in Istanbul at
the beginning of the twentieth century. See: Ruhi Kalender, “Yiizyillimizin Baslarinda istanbul’un Musiki
Hayat1,” Ankara Universitesi Ilahiyat Fakiiltesi Dergisi XXIII (1978), 415; Ozalp, Tiirk Musikisi Tarihi, 377f.
3 The ninth issue of the Sehbal journal, dated 1 August 1324 [14.08.1909], contains the ‘Sehnaz Semai’
of Nikolaki Efendi, and the adjunct “deceased” [miiteveffa], which appears before his name provides an
alternative view of the composer’s already unknown date of death. See: Bedi’ Mensi,“Tiirk Operasi,”
Sehbal, Issue 9, 1 Agustos 1325, 177.

37 Hikmet Toker, “Sultan Abdiilaziz Dénemi’nde Osmanli Sarayi’nda mdsiki [Music in the Ottoman
court during the time of Sultan Abdiilaziz.]” (PhD diss., Marmara University, 2012), 142-184.

3 Tbid., 182, 202. Cf. HH.MH. 755/35 and HH. MH. 755/74.

39 Toker, “Sultan Abdiilaziz Dénemi’nde”, 143. For the document see also: BOA, HH. MH, 653/58.
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[istidds], the salary records, and the list of officials at Muzika-i Hiimayfin, it is apparent that
there was more than one musician Rasid Efendi. What distinguishes these musicians from each
other may be a first or middle name (e.g. Mehmet*, Ali) added to the name Rasid, occasional
professional attributes referring to the job description at Muzika-i Hiimay{in (e.g. miiezzin,
muallim, hanende) or reference to the place where one settled (e.g. iiskiidari*'). This
necessitates a comprehensive analysis of the documents, ranks, mentions, and dates of
documents in the archive in order to establish the activities of Neyzen Rasid Efendi within the

scope of Muzika-i Hiimayfin.

2.4 Consulted Concordances

During the transcription and editorial process, other Hampartsum manuscripts were examined
in order to determine whether there were similar or alternative versions of the pieces
registered in TR-liine 216-14. However, the concordances of Hampartsum manuscripts are
quite limited. The fact that almost all of the pieces consist of Neyzen Rasid Efendi’s own
compositions and that these pieces -as the title indicates- are labeled as new, may explain the
limited comparable sources. At this point, various collections, which can be considered as
early examples of staff notation in Ottoman makdm music, were reviewed for alternative

versions of the pieces.

In the consulted concordances three manuscripts were identified that contain similar pieces
in Hampartsum notation. According to Ralf Martin Jédger’s catalog of the collections of
Hampartsum notation in the library of Istanbul Conservatory (now Rare Books Library of
Istanbul University), four pieces in TR-Iiine 216-14 were included in two different mss: TR-
Iiine 212-10* and TR-Iiine 218-16a*. However, since the manuscript TR-Iiine 212-10 was lost
when the Conservatory library moved in 2004, the four pieces in TR-liine 212-10 could not
be consulted. Besides a saz semiisi in TR-Iiine 218-16a, another connection that Marco
Dimitriou discovered in his Edition Codex TR-Iiine 215-13: Nadide takimlar ‘atik is the Bayati
Aksak semai*. Although there is no attribution for this piece in TR-Iiine 215-13, it is identified
as a semai by Neyzen Résid Efendi in TR-Iiine 216-14, along with the title and content.*

The consulted concordances in the staff notation are mostly found in the Muallim Ismail Hakk1

40 E.g. HR.TH.302/67, M- 04.05.1905.

41 See: TR-Iboa 385/82, p. 177 and TR-Iboa 385/83, p. 174.

42 Sab4 zemzeme Aksik semai (NE 212/10a, 50), Acem asiran Aksik semii (NE 212/10 a, 93), Pesrev
Segah araban Diiyek (NE 212/10a, 141) and Segdh araban Aksdk semai (NE 212/10 a, 143). See: Jager,
Katalog der hamparsum notast, 127f, and 131.

43 Sabi zemzeme Aksak semai (NE 218-16 a, No. 25).

4 TR-Iiine 215-13, 33[b]-34. See: Dimitriou, “Codex TR-Iiine 215-13”, 5.

*“ TR-liine 216-14, pp. 13-14 (Bayati sema‘i Rasid Efendi'nifi).
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Bey Collection of Ottoman State Archives. It has been observed that Muallim Ismail Hakki
Bey, who is said to have been a student of Neyzen Rasid Efendi*®, remained almost faithful to
the original appearance of the pieces in TR-Iiine 216-14 while transcribing them into staff
notation. However, one of the significant points to note in these transcriptions concerns the
accidentals used. In principle, three accidentals are used in the mentioned transcriptions: a
sharp (4), a flat (} ), and a natural () sign. In this respect, they differ from the AEU system
and its accidentals. Therefore, some degree of the perdes are left to the performer’s experience
and knowledge in makdm music tradition in these transcriptions. The second collection
consulted in the staff notation is the Ciineyd Kosal Archive, which is located today at ISAM
(Centre for Islamic Studies). The headings and textual performance instructions of the
transcriptions in both collections are written in Arabic and are compatible with each other in
terms of accidentals used. It can be surmised that Ciineyd Kosal might have copied these
pieces from Muallim Ismail Hakki Bey’s collection. On the other hand, one piece is found in
Kosal’s Archive which is not in Muallim Ismail Hakk: Bey’s Collection: Muhayyer sema‘i by
Kemenceci Nikolaki Efendi. It is also remarkable that this saz semaisi is not included in the
Repertoire of TRT Instrumental Works, nor in the list of Kemencgeci Nikolaki Efendi’s
compositions compiled by Oztuna. Another prominent source is the Sazende: Makdmat-1
Musikiyemizin Pegrev ve saz semailerini muhtevi published by Samli Selim. In this collection, it
includes a pesrev attributed to Neyzen Rasid Efendi (Saba zemzeme {istili devr-i kebir Rasid

Efendi'nif, pp. 39-41) which is considered one of the earliest examples of printed sources.*

Furthermore, there are three pieces in TR-liine 216, which have been found in no other
concordances: Hiiseyni Can kurtaran fahte Rasid Efendi'nifi (on pp. 23-5); ‘Ussak siili devr-

i kebir Rasid Efendi'nifi (on pp. 35-7) and Hicaz zirgiile sema‘i Rasid Efendi'nifi (pp. 68-9).

3. Editorial Aspects

3.1 Methodology

Since the manuscript is assumed to have been written in the last quarter of the nineteenth
century*®, the edition prefers to use accidental signs that are commonly used in modern
Turkish makdm music, referred to as the Arel-Ezgi-Uzdilek (AEU) system or the modern
comma (Tr. Koma) approach. The intervals used in this edition represent the relative position
of pitches and do not purport to present exact intervallic values. Since transcriptions of this

critical edition attempt to reflect the functionality of Hampartsum notation system as

4 Oztuna. Tiirk misikisi akademik, 215.
47 Udc1 Samh Selim. n.d. Sazende. Chants Turcs. Makamat-1 miisikiyemizifi pisrev ve saz semd¢lerini
muhtevi. Istanbul: ‘Udc1 Samli Selim, 226.

48 Jager, Katalog der hamparsum notast, 1x; Jager, Tiirkische Kunstmusik, 94.
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accurately as possible through the accidentals of the AEU system, different interpretations of
the pitches are left to performance practice. Accidentals present in the key signatures are
based on characteristics of the makam and regularity of the pitches used in the TR-Iiine 216-
14 version of the composition. The interpretation of the Hampartsum signs determined
individually for each notation are documented in each case in a pitch set, which can be found

in the critical report.

3.1.1 Repetitions

Repetitions of (sub-)sections are indicated by the scribe with the sign y or, in the case of first
and second endings, with parentheses in the ms. When the repeated sections are not fully

written out by the scribe, they are given in square brackets in this edition.

3.1.2 Usiil

The notation of the usiils for the pesrevs is transcribed from the usil table found in TR-Iiine
211-9, p. [261], which is claimed to be part of Neyzen Rasid Efendi’s collection. The
preference for this source is based on the assumption that the beat structures of the usiils
reflect their use in the period in which the manuscript was written. The usfil table does not,
however, contain the ustils of the semai group. These usfils are taken from Yekta’s La musique
turque (Abb. as RAUF YEKTA 1922%), which presents common semai beat structures still used
in theory and practice. Additionally, the notation of the nim sofyan usfil for the sirto is
transcribed from the usil table in Ungay’s Tiirk Musikisinde Usuller ve Kudiim (Abb. UNGAY
1981%9).

As an exceptional case, in two pesrevs in diiyek usiil (on pp. 5-10 Muhayyer siili diiyek Rasid
Efendi'nifi and pp. 15-18 Rahat-feza diiyek Rasid Efendi'nin), using two diiyek circles in one
division is more compatible with the rhythmic structure of the melodic line. For this reason,
in addition to the transcription showing the metric structure of the diiyek in TR-liine 211-9,
a halved version of the existing metric structure (displaying two diiyek cycles in a division) is

included in the critical report of the corresponding examples.

3.1.3 Groups

Regarding grouping, it is frequently observed that the scribe left groups of two successive
pitch signs unmarked. However, they usually represent two notes with equal value, which can

be deduced from the underlying beat structure. Unless it is explicitly indicated otherwise in

49 Raouf Yekta Bey, “La musique turque,” In Encyclopédie de la musique et dictionnaire du conservatoire,
edited by Albert Lavignac, vol. 5 (Paris: Librairie Delagrave, 1922), 2945-3064.
50 M. Hursit Ungay, Tiirk Musikisinde Usuller ve Kudiim. (istanbul: Tiirk Musiki Vakfi Yayinlari, 1981).
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the critical commentaries for individual pieces, unmarked groups of two pitch signs are
assigned the value of quarter notes (i.e. « =..) in the pesrevs, as well as in the siz semaiisis
with usiil sengin semai, and the value of eighth notes (i.e. .« =.%) in the sz seméisis for usiil

aksak semai.

T

LR @ ORI Y Y 2R

Visual 8. Groups of two successive pitch signs

3.1.4 Pitch

In the CMO music editions, different theoretical approaches are used in order to provide the
closest possible interpretation of the Hampartsum pitch signs according to the period in which
the manuscript was written.> As mentioned in the methodology, based on the repertoire and
the lifetimes of the composers, it is very likely that NE216-14 was compiled in the last quarter
of the nineteenth century. Therefore, the editor interpreted the Hampartsum pitch signs
according to the AEU system. In cases where the interpretation of pitch sign is ambiguous, an
alternative perspective is introduced by the editor, which is found in other manuscripts or
printed sources. Thus, in order to understand the editor’s interpretation of the pitch signs, the
reader may consult the critical commentary, where the pitch set is created for each piece

individually.

In studies on the pitch signs used in Hampartsum notation, in addition to the seven main
signs, there are pitch signs derived from the main signs, aiming to indicate different pitches
with a tilde [kisver] and strokes added to these signs. Considering the pitch signs used in TR-
Iiine 216-14, it can be seen that there are similarities and also differences to other mss written

in Hampartsum manuscript.

Marco Dimitriou points out that in a majority of manuscripts written in Hampartsum notation,

> In some editions, the theoretical approaches of older sources have been preferred for the
interpretation of pitch signs in sources before 1860. See: Jacob Olley, “Codex TR-Iiine 203-1: Pesrevs
and Saz semaisis Notated by Hampartsum Limonciyan (1768-1839)”, Preprint Edition (Miinster: Corpus
Musicae Ottomanicae Miinster, 2020). Marco Dimitriou, “Codex TR-liine 215-13: Nadide Takimlar
‘atik”, Preprint Edition (Miinster: Corpus Musicae Ottomanicae Miinster, 2023); Marco Dimitriou,
“Codex TR-liine 217-15: Mecmii‘a-y1 pisrev”, Preprint Edition (Miinster: Corpus Musicae Ottomanicae
Miinster, 2023); Semih Pelen, “Codex TR-liine 214-11”, (Miinster: Corpus Musicae Ottomanicae
Miinster, 2023). While the editions follow the AEU system: Ciineyt Ersin Mihc1, “Codex TR-Iiine 204—
2”7, Preprint Edition (Miinster: Corpus Musicae Ottomanicae Miinster, 2021). Salih Demirtas, “Codex
TR-Icagatay YZPER2: Critical Edition of Hampartsum Manuscript YZPER2 in the Private Archive of Ali
Rifat Cagatay”, Preprint Edition (Miinster: Corpus Musicae Ottomanicae Miinster, 2022).
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the perde used between diigdh and hiciz in makam Hicaz, or between diigdh and cargih in
makam Rast and related makams are not distinguished; rather the same pitch sign (v,
nerk‘naxat) is used.>? In addition, in his editions of volumes TR-Iiine 215-13 and TR-Iiine 217-
15, he drew attention to the fact that there are some new signs in both volumes, which signal
the nuances of intonation within the makam context. In this frame, for example, it can be seen
that the pitch sign « is used for the rast tetrachord?, and a modified sign with a single stroke
under the pitch sign » is used for hicaz tetrachord.>* At this point, it can be noted that TR-
Iiine 216-14 has similar characteristics with both manuscripts. Besides the aforementioned
signs (v, « ), there is another pitch sign () which is observed in segdh araban, arazbar
biiselik, rahatfezd and Isfahdn mak&ms in the TR-Iliine 216-14. The sign ~, which usually
refers to the perde biiselik, may sometimes refer to a different degree of the pitch depending
on the makam is used. Likewise, there is also a special pitch sign (), derived from a cognate

-

sign (&) but also differing from the sign ‘7 ’ by a hook. When the pitch sign (&) is considered
together with the makam and melodic characteristics in the four pieces in which it appears,
one can see that this sign has different functions, depending on the intended pitch level of

particular perdes in the notation system.>>

e ] % | W o ¥
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Visual 9. The use of the pitch sign # in different pieces.

For this reason, not only for the interpretation of the signs mentioned, but as a general
approach, the other pitch signs in TR-Iiine 216-14 and the possible perdes they refer to, are
interpreted individually according to the makam and melodic [nagme] features of the piece
(in which they are found). Hence all these approaches indicate once again the importance
(and necessity) of performance practice for the understanding and interpretation of makam

music.

52 See: Dimitriou, “Codex TR-Iiine 215-13”, 7; Dimitriou, “Codex TR-Iline 217-15”, 6f.

>3 The following pieces can be seen: TR-Iiine 216-14, pp. 41-43, TR-Iiine 216-14, pp. 43-46.

>4 The following pieces can be seen: TR-Iiine 216-14 pp. [i-ii]; TR-liine 216-14, pp. 15-18; TR-liine 216-
14, pp. 57-61; TR-liine 216-14, pp. 61-5; TR-Iiine 216-14 pp. 66-8 and TR-Iiine 216-14 pp. 68-9.

% The pitch sign ( & ) is interpreted as dik hisdr in and TR-Iiine 216-14, pp. 66-8 (Hiizzam sema‘i Rasid
Efendi'nifi), while the same sign is interpreted as hisdr in TR-Iiine 216-14, pp. 27-8 (Kiirdili hicazkar
Gisiili diiyek Rasid Efendi'nifi).
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Makam: Segah araban TR-Iiine 216-14, pp. 1-3
Ustil: Diiyek CMO1-1/13.1
Genre: Pesrev

Segah ‘araban usili diiyek Rasid Efendi'nin

Neyzen Résid Efendi

(d. 1902)
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Makam: Segah araban
Usil: Aksak semai
Genre: Saz semaisi

TR-liine 216-14, pp. 3-5
CMO1-1/13.2

Segah ‘araban sema‘l Rasid Efendi'nifi

Neyzen Résid Efendi
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TR-Iiine 216-14, pp. 5-8

Makam: Muhayyer

Ustil: Diiyek
Genre: Pesrev
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Makam: Muhayyer
Usil: Aksak semai
Genre: Saz semaisi

TR-Iiine 216-14, pp. 9-10
CMO1-1/13.4

Muhayyer sema‘i Nikolakinin

Kemenceci Nikolaki Efendi
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Makam: Bayati
Usil: Aksak semai

TR-Iiine 216-14, pp. 13-14

CMO1-1/13.5
Genre: Saz semaisi
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Makam: Rahatfeza TR-liine 216-14, pp. 15-18

Ustil: Diiyek CMO1-1/13.6
Genre: Pesrev
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Makam: Hicaz zirgfile TR-Iiine 216-14, pp. 61-5
Ustl: Devr-i kebir CMO1-1/13.22
Genre: Pesrev
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Makam: Hiizzdm
Usil: Aksak semai
Genre: Saz semaisi

TR-Iiine 216-14, pp. 66-8

Hiizzam sema‘i Rasid Efendi'nin

CMO1-1/13.23

Neyzen Résid Efendi
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Makam: Hicaz zirgiile TR-Iiine 216-14, pp. 68-9
Usil: Aksak semai CMO1-1/13.24
Genre: Saz semaisi

Hicaz zirgtile sema‘i Rasid Efendi'nin

Neyzen Résid Efendi
(d. 1902)
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Makam: Saba zemzeme TR-liine 216-14, pp. 69-71
Usil: Aksak semai CMO1-1/13.25
Genre: Saz semaisi

Saba zemzeme sema‘i Rasid Efendi'nif

Neyzen Résid Efendi
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Makam: Hicaz TR-liine 216-14, pp. [i-ii]
Ustl: Nim sofyan CMO1-1/13.26
Genre: Sirto

Hicaz sirto Rasid Efendi'nif
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CMO1-1/13.1

Segah ‘araban tstli diiyek Rasid Efendinin

Source TR-Iiine 216-14

Location P.1,1L1-p.3,1.9

Makam Segah araban

Usiil Diiyek

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Segah ‘araban tsiili diiyek Rasid Efendi'nifi
Work No. CMO0i0562

Remarks

The notation of the usiil is transcribed from the usiil table in TR-Iiine 211-9.

Structure
H1 ;8 | 4m
H2 |: 8 | 4D
H3 ;8 | 4D |
H4 |: 8 | 4D
Pitch Set
0 ¥ - ﬁo b-‘—
o T T # i
l"f\'\ P Iy
L [ [
v Jom R N WA YRR MR R

N
*
v
»
s 2

Y
','\
"

w N

Consulted Concordances

TMNVE, p. 408; TR-Iboa TRT.MD.d. 321/138. p. 172.
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CMO1-1/13.2

Segah ‘araban sema‘i Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P.3,.10-p.5,1.9

Makam Segah araban

Usil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Segah ‘araban sema‘i Rasid Efendi'nifi
Work No. CMO0i0563

Remarks

There is a round, light trace at the top left of p. 4. This trace may have been caused by two
notes on p. 5, which were later written in bold ink. The notation of the usiil is transcribed
from RAUF YEKTA 1922.

Structure

H1 | 5(T)

H2 |: 5(T)
| 5(T)
|

5(T)

H3
H4

*sengin semai

Pitch Set

b’ A I |
y A\ i

VI Rm L A X WA f YR RMR AW

Consulted Concordances

TR-Iboa TRT.MD.d. 321/139. p. 173; TRT-NA, Repno. E 2850.
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CMO1-1/13.3

Muhayyer usili diiyek Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.5,1.10-p.8,1. 10

Makam Mubhayyer

Usiil Diiyek

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Mubhayyer tsiili diiyek Rasid Efendi'nifi
Work No. CMO0i0564

Remarks

Considering the beats of the usiil together with the melodic line, using two diiyek circles in
one division seems to be more compatible with the rhythmic structure of the melody. For this
reason, the editor added another version at the end of the report, in which the usl diiyek
(J/J) is divided in two (as halved )}, A))) in the lower line, but the melodic line remains as
in the manuscript and is not divided.

Inkblot on the bottom right corner of p. 6 as mentioned in Notes on Transcription (See notes
on 15.1, 16.2.2, and 16.3.1). The notation of the usil is transcribed from the usil table in TR-
Iiine 211-9.

Structure
H1 8 | 8m ¢
H2 : 8 | 8M
H3 |: 8 | 8(T) |
H4 ;8 |  8(T) :|
Pitch Set
. e to be de 2 tebe 2o =
L L
A~ W a4 o WA m L L~ & w A A LA

Notes on Transcription

13.3.2 There is an irrelevant inkblot above the pitch sign & .
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15.1 Behind the first group ( ) there is an inkblot that does not affect
intelligibility.

16.2.2 Behind the pitch sign ( « ) there is an ink drop stain that does not affect
intelligibility.

16.3.1 Behind the duration sign of the first pitch sign ( ,f ) there is an ink drop stain

that does not affect intelligibility.
37.2.1 The scribe apparently corrected the rhythm sign from two strokes ( ; ) to one

stroke ( .'/ ).

Consulted Concordances

TR-Iboa TRT.MD.d. 289/95, pp. 121-122; TRT-NA Repno. E 1815; TR-Uisam Ciineyd Kosal
Arsivi D-50/91, p. 103.
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TR-Iiine 216-14, pp. 5-8

Makam: Muhayyer

Ustl: Diiyek

CMO1-1/13.3

Genre: Pesrev

...mw — e e —
= M r o
T
M LYaAI
g V
[y
4
wm L S )
A= I Yo
-olm
5
S .
=] L el “3
o -
=, rooll
[av}
g %
N~
e | ||
2 |
: L ||| I Y
o
o r 4\
=
So
= (1El
—
aVﬁ L &N “3
N —
< I old 0
<= T
W N =
Ak
i) 3

o0

- /11/ —

e =

ro

o

L

=1 [p. 6]

=

LY

D)
"4
¥

e

- /2/

g 2o o o o

—

—

L &

Corpus Musicae Ottomanicae

185



CMO1-1/13.3

-
r

- /3/

L $H

rah

L 84

rel

v

L 4

r o

v

L

L oL

[ Ya

\/

1/

L A
r o

q

/4/ =

/5/

£r o £

#

L eHH

r o

/6/ ™

teslim

- /7/

-

- £ P o

1/

CMO1-1/13.3

186



CMO1-1/13.3

[ |l
A
L L..L
o
il
ID#}
L L
roel
L &L
r o
|

(18l
L ||
G

12

1

L)
.0

-1 /9/

#

/10/ —

#
5

y 4
[ £an T

2[. Hane]

L &l

(I YEE

L

r oy

L«

el

¢

L 8

/11/

L &N

r o

L o

r o

ol

—

/12/

-
-

—
&

[p. 7]

=

2 .

S 1s

=

1/

l)__|

=

—

CMO1-1/13.3

187



CMO1-1/13.3

r e

(. 1
L BN
L BN
L %
Y
'l
ol
L &
[ Yax
L&
r
 1I8
o
L o
-

20

L/
0.‘

—

- /4

2

=

-

0 T

Yl

roell

L

teslim

(14 m

CMO1-1/13.3

188



CMO1-1/13.3

o0

il

T

e

21

< ¥
m |

/5 ™

y 4
[ Fan' W

3[. Hane]

- /6/

F

£

r

L %l

L &L

r o

- /8/

#

CMO1-1/13.3

189



CMO1-1/13.3

_
r

- /9

h s o o 2 = e 2

p’ A

s T £ »

P2 I
i

roe

L -

L 1=

I/
14

L &4

1/
| 4

re

L

[ YRR

29

L/
0.‘

/11/ =

r

=

£ o £ =

>
*

-

f#

a

- -

-

Fre, oo e

I I
| —

I
I
1

—

i

Vi

—

*
*

I
X

2he

2.

o~ T

=

e 2e,ezb

| —

teslim

/12/

#

0

30

¥

L)
0.0

|

[y

CMO1-1/13.3

190



CMO1-1/13.3

[p. 8] —

fe

y 4
[ fan I

4[. Hane]

= /2/

pu T et f 2 o

—

e o o e o

-

-1 /3/

H 4 = # T 2 o

D]

)
v

-1 /4

#

i
[ fan I

L S

(YR

L 8

[ YARE

/5/

#

CMO1-1/13.3

191



CMO1-1/13.3

« LY

L o

[ =

LI

17

-1 /6/

2 e

) =

7/

LW

38

Cd

\J
..

- J7/ ™

£ o £

L el

r e

L &

teslim

1/

r oy

_
-
1/

e £ -~

42

41

R
o“o :
[
e
-
B
|
N
[ ™
L .DV\
S
N
' —
|
L .fq
[ ||
(18l
Ul
N
L el
roel
L oLl
r o
A
(VIR
L ]
N
Sy
|
e

N.M.A.

CMO1-1/13.3

192
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Muhayyer sema‘l Nikolaki'nin

Source TR-Iiine 216-14

Location P.9,1.1-p.10,1. 11

Makam Muhayyer

Usil Aksak seméai

Genre Saz semafisi

Attribution Kemenceci Nikolaki Efendi (d. before 1909)
Index Heading Muhayyer sema‘i Nikolaki'nifi

Work No. CMOi0565

Remarks

H1-3 were written in black ink, while the H4 used purple ink. The ink colors used for the

division signs of the H3 and H4 are also variable. There is an irrelevant blot at the end of
the second line, on p. 10. The notation of the usiil is transcribed from RAUF YEKTA 1922.

Structure
H1 |: | 4(D) |
H2 |: | 4(D)
H3 |: | 4D |
H4 l: 10* | 4T) |
*yiiriik semai
Pitch Set
) o (o = =
> & ! #
D]
A~ & a4 A YRR e f o~ W oA

Notes on Transcription

14 Red ink is used for the division sign.
15 Red ink is used for the division sign.
22.1.4 The pitch sign . is blurred.
28.1.1 The pitch sign ¢ is blurred.
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Consulted Concordances

TR-Uisam Ciineyd Kosal Arsivi D-50/104, p. 117.
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Bayati sema‘i Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.13,.1-p.14,1. 8
Makam Bayati

Usil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Bayati sema‘i Rasid Efendi'nifi
Work No. CMO0i0542

Remarks

There is no attribution for this piece in TR-Iiine 215-13, but it appears that both pieces are
the same. Purple ink is used in this piece while the teslim headings as usual are in red ink.
The notation of the usiil is transcribed from RAUF YEKTA 1922.

An annotation follows H4: ‘tamam’.

Structure

H1 |: | 4(T)

H2 |: | 4(T)

H3 |: | 4(T)

H4 | 12¢ | 4(T) |

*yiiriik semai

Pitch Set
A 4= . e— ® # e
D o ot —
[Y)

Notes on Transcription

9.1 Imprint of the blot next to pitch sign.

13 o:os for « y in order to fit in the same line.

14.2.2 Apparently the scribe initially intended to write ., which was changed to .
16.2 There are small drops of ink around the group.
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16.3.1 A small drop of ink above the pitch sign w .
17.2.1 A small drop of ink above the pitch sign .
21.2.2 A small drop of ink above the pitch sign » .

Consulted Concordances
TR-Tiine 215-13, pp. 33[b]-4; TR-Iboa TRT.MD.d. 321,/270, p. 358; TR-Uisam Ciineyd Kosal
Arsivi D-50/142, p. 163.
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Rahat-feza diiyek Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.15,1.1-p.18,1. 12

Makam Réhatfeza

Ustil Diiyek

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Rahat-feza tsili diiyek Rasid Efendi'nifi
Work No. CMOi0566

Remarks

The pagination on p. 16 is blurred, probably from the scribe’s contact with the ink.

There is a dot in black ink between the 1. 3-4 on p. 16. Indo-Arabic ‘3’ for H3 is blurred on
p. 17. Blurs on the bottom of the left corner of p. 17 from the scribe’s contact with the ink.
Considering the beats of the usiil together with the melodic line, using two diiyek circles in
one division seems to be more compatible with the rhythmic structure of the melody. For this
reason, the editor added another version at the end of the report, in which the ustil diiyek
(J,J) is divided in two (as halved )}, A).) in the lower line, but the melodic line remains as
in the manuscript and is not divided.

The notation of the usil is transcribed from the usfil table in TR-Iiine 211-9.

Structure

H1 | 8 [: 8(T) :|
H2 | 8 [: 8(T) :|
H3 | 8 |- 8(T) :|
H4 | 8 [: 8(T) :|
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Pitch Set

o)

’{ - P2 | ;
7 &
- 2
A Y

Notes on Transcription

8.3.4
14.3.3-5
19.1.1
20.2.6
21.4.5
23.3.1-2
24.3.1-3
26.1.2
26.2.1
28.4.2
37.1.3-5
37.4
39.3-4
42.4.1
42.4.2-3

46.3.4
47.2.1

The scribe omitted the stroke under the .. Cf. TR-Iboa TRT.MD.d. 321/91.
The pitch signs ey are blurred.

Duration sign possibly corrected from . to » by the scribe.

The pitch sign £ is slightly blurred.

The pitch sign y is blurred.

»~ are slightly blurred.

iwa~ are slightly blurred.

The pitch sign ~ is slightly blurred.

Irrelevant slip above the duration sign («) , the pitch sign « is blurred.

The pitch sign is considerably blurred but still recognizable as .~ .

The pitch signs s« are blurred.

The grouping .. is blurred.

Between the 3™ and 4™ groups there is an irrelevant blot.

Irrelevant two dots above the duration sign.

The pitch signs .. are considerably blurred and the scribe omitted the stroke
under the ..

The pitch sign v is slightly blurred.

Dot in red ink above the notation sign.

Consulted Concordances

TR-Iboa TRT.MD.d. 321/91, p. 111; TR-Uisam Ciineyd Kosal Arsivi D-50,/143, pp. 164-165.
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Makam: Rahatfeza TR-liine 216-14, pp. 15-18
Ustl: Diiyek CMO1-1/13.6
Genre: Pesrev

Rahat-feza diiyek Rasid Efendi'nin

Neyzen Réasid Efendi

(d. 1902)
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Bayati ‘araban tstli fahte Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.19,.1-p.21,1. 11

Makam Bayéti araban

Usiil Fahte

Genre Pesrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Bayati ‘araban tsili fahte Rasid Efendi'nifi
Work No. CMO0i0567

Remarks

Pages 19 and 20 are written in purple ink, while black ink is used on p. 21.

Fingerprint in purple ink on the bottom right corner of p. 20. The % sign is used for the first
and only time for the Subsection “teslim” in TR- Iiine NE216-14. Two different color inks are
used for the pagination 21. Red ink is used for Indo-Arabic ‘1’, while black for ‘2’. There is a
red dot next to the pagination 21.

The notation of the usfl is transcribed from the usfl table in TR-Iliine 211-9.

Structure

H1 3 | 2m

H2 3 | 2m

H3 ;3 | 2T

H4 ;3 | 2(T)

Pitch Set
9 _ | ¥ ’_'_&'_. - be Je = }
S |

v W W oA A Y YRR e A M AW

Notes on Transcription

6.1.2 The pitch sign v is blurred.

16.1.1 The pitch sign . is rewritten with a different ink.

16.1.2 The pitch sign « is slightly blurred.

20 An irrelevant dot above the division sign.
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20.1.2
20.1.5
20.4.3

22.4.3-4

27.3.3

29.2.5

29.4.3

30.1.3
30.3.1
36.2.2
39.2.1
40.1

43.3.2
44.1.1

46.2.2
49.2.2

50.1.2

CMO1-1/13.7

The pitch sign . is blurred.

The pitch sign ¢ is slightly blurred.

The pitch sign 7 is slightly deformed. Since the background is white, it may be
assumed that the scribe has made a correction here.

Since there are white traces on the background where the duration signs are
located, one can assume that the scribe has made a correction: The duration
sign at 22.4.3 is rewritten in black ink, the sign on 22.4.4 is erased.

The pitch sign 5 is corrected and rewritten in black ink. Probably the scribe
previously used v .

The pitch sign . is rewritten instead « . This correction caused a blurring of
the ink.

Slip of the pen next to the duration sign ¢, the probable reason for this
deformation may have been a correction on the duration sign (from double
stroke to one stroke) by the scribe.

Adjacent to the pitch sign « is a faint dot.

The pitch sign . is blurred.

A trace of ink spread on the duration sign ¢ , which doesn’t affect intelligibility.
An irrelevant dot above the pitch sign w .

An irrelevant purple ink stain next to the group.

The pitch sign ¢ is slightly blurred.

Although the duration sign has been written in a careless manner, it can be
interpreted from the rhythmic pattern within the group.

The pitch sign ¢ is slightly blurred.

Due to the careless writing style of the scribe, the pitch sign is v, as appeared
in the teslim Subsection of H1. Cf. 14.2.2.

The pitch sign » is slightly blurred.

Consulted Concordances

TR-Iboa TRT.MD.d. 312/301, p. 404; TR-Uisam Ciineyd Kosal Arsivi D-50/141, pp. 162-163.
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Hiiseyni Can kurtaran fahte Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P.23,1.1-p.25,1. 11

Makam Hiiseyni

Ustil Fahte

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Hiiseyni Can kurtaran fahte Rasid Efendi'nifi
Work No. CMO0i0568

Remarks

Since there is no concordance found, this transcription provides a truly new contribution to
the Ottoman makam music corpus.

Purple ink is used in this piece while the teslim headings are written in red ink as usual. The
number “2” in Indo-Arabic, which should refer to the H2, is forgotten. On p. 23, there is an
irrelevant dot above the pagination ‘3’ in Indo-Arabic. The notation of the usl is transcribed
from the ustl table in TR-liine 211-9.

Structure
H1 | 2 |5 2T
H2 | 2 |5 2T
H3 | 2 |: 2(T)
H4 | 2 |1 2(T)
Pitch Set
v - he de =
’ I i

I A I
Notes on Transcription
4 The division sign : is slightly blurred.
4.3.2 There is an irrelevant light dot on the notation sign ¢ .
5.4.6 The pitch sign wis slightly disfigured by the scribe’s shaky strokes.
5.4.7 The pitch sign » is partially covered by the binding.
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8.3.2
12
13.1.1
16

212
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There is an ink daub on the notation sign 3 .
¥

< for <.

The pitch sign ~ is smudged with ink.

The division sign ( : ) is blurred.
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Kiirdili hicazkar tstuli diiyek Rasid Efendinin

Source TR-Iiine 216-14

Location P.27,1.1-p.28,1. 12

Makam Kiirdili hicazkar

Ustil Diiyek

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Kiirdili hicazkar diiyek Rasid Efendi'nifi
Work No. CMO0i0569

Remarks

The first three Hanes are written with purple ink, H4 with dark blue ink. The teslim subsection
of H4 such as the loop sign are blurred. Considering the beats of the usiil together with the
melodic line, using two diiyek circles in one division seems to be more compatible with the
rhythmic structure of the melody. For this reason, the editor added another version at the end
of the report, in which the usil diiyek (_ ) is divided in two (as halved )}, ).\.) in the lower
line, but the melodic line remains as in the manuscript and is not divided.

The notation of the usil is transcribed from the usfil table in TR-Iiine 211-9.

Structure

H1 5 | 4m

H2 ;5 | 4

H3 ;5 | 4T

H4 ;5 | 4D |

Pitch Set

i i ' ' f I
: |
I

S RE AR wp I L RRPRmREAMFE s A
Notes on Transcription
2.3.4 The scribe is used here as the pitch sign #, which could be interpreted as

identical with 7. Since both symbols are used separately in the piece the editor

interpreted the pitch sign ¢ as nim hisdr, & as hisdr. See also 2.4.3.
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2.4.3 The pitch sign # is interpreted as hisar by the editor. See 2.3.4.

11.1.3 Here the scribe made a correction and used dark blue ink, unlike the others.
The scribe probably initially wrote », and then changed it to ¢ .

13.2.1 There is an irrelevant, light dot above the notation sign 3 .

18.2.3 The pitch sign » is rewritten with dark blue ink. Probably the scribe made a
correction here, but it is not possible to determine which pitch sign might have
been before.

20.2.2 An irrelevant light red dot above the pitch sign . .

23.3.2-3 The pitch signs ¢ are blurred by ink staining.

23.3.4-5 The pitch signs y» are slightly blurred by ink staining.

23.4.1-2 There is white pigmentation of the paper behind the signs. They are probably

corrected.
25 The division sign : is slightly blurred.
27 ‘:’S for <.

Consulted Concordances

TR-Iboa TRT.MD.d., 321/283, p. 378; TRT-NA, Repno. E 1625; TR-Uisam Ciineyd Kosal Arsivi
D-50/144, p. 166.
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Makam: Kiirdili hicAzkar TR-Iiine 216-14, pp. 27-8
Ustl: Diiyek CMO1-1/13.9
Genre: Pesrev

Kiirdili hicazkar usiili diiyek Rasid Efendi'nifi

Neyzen Réasid Efendi

(d. 1902)
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CMO1-1I/13.10

Sevk-efza devr-i kebir Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.29,1.1-p.31,1. 12

Makam Sevkefza

Ustil Devr-i kebir

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Sevk-efza tsiili devr-i kebir Rasid Efendi'nifi
Work No. CMO0i0570

Remarks

On p. 30, The lines from 4 to 6 are considerably smeared with ink. There are blurrings on the

lower-left corner of p. 29 and lower right corner of p. 30. The '0' number in Indo Arabic, which

belongs to the pagination of p.30, is smeared with ink. The teslim subsection (in Arabic) of

H3 on p. 30 is feathered. The notation of the usiil is transcribed from the usfil table in TR-

Iine 211-9.
Structure
H1 | 2 |: 2(T)
H2 | 2 |: 2(T)
H3 | 2 |: 2(T)
H4 | 2 |1 2(T)
Pitch Set
f L E' - bp_ 41_ - 2
p’ A | |
L
p £ L ~ & W p F ¥ RRLLE AR W

Notes on Transcription

3.34
6.4.5
7.4.4
7.4.5

220

There is an irrelevant dot between the third and fourth groups.

There is an ink daub above the pitch sign 3 .

The pitch sign .3 is blurred and there is also an ink daub above the pitch sign.
There is an ink daub above the pitch sign ¢ .



15.2.1
15.4.4
16.1.1
16.2.2
17

18.4.3
19.4.3
19.4.5
21.3.3
21.3.4

22.2.6
22.3.2
22.4.1-2
23.2.3
23.2.4
23.3.2
23.3.4
23.3.5
24.2.5
27.1-2
27.2
28.1.3-4
28.3.4
28.4.1
32

32.1
32.4.4
33.1-2
37.3.3

44

44.2.2-3
45.3

CMO1-1I/13.10

The division sign « is partially smeared with ink and touches the subsection
heading “teslim” as it is carelessly written.

The pitch sign & is blurred.

There is an ink daub on the pitch sign » caused by the scribe’s pen slip.

The pitch sign 4 is blurred.

The duration sign ( , ) is slightly blurred.

The division sign ( : ) is slightly blurred.

The duration sign (") of < is slightly blurred.

There is an irrelevant dot next to the duration sign ~ .

The pitch sign 4 is blurred and has an ink daub around.

The pitch sign » is smudged by ink stains.

The pitch sign & is smudged by ink stains and also there is a tiny spot above
the pitch sign.

There is an inkblot on the ¢ .

The pitch sign @ is smudged by ink stains.

The pitch signs "£¢ are considerably smudged by ink stains.

There is an inkblot on the « .

The pitch sign . is blurred and there is an irrelevant dot above the pitch sign.
The pitch sign ¢ is smudged by ink stains.

The pitch sign @ is smudged by ink stains.

There is an ink spot above the right corner of the ¢ .

There is an ink spot above the duration sign of the » .

The pitch signs ,5,.7..'/ of the first group are slightly blurred.

The pitch signs ;,.: of the second group are slightly smudged by ink.

The pitch signs & of the first group are slightly blurred.

There is an ink spot on the pitch sign » .

An ink stain on the « caused by the ink spot on 28.3.4.

The division sign ( : ) is blurred.

The grouping 3w is slightly blurred.

The pitch sign » is blurred.

The first and second grouping 4~ and wi» are blurred.

There is an irrelevant line on the <, a smudge from contact with the ink of the
next page.

Since there is no more space for the division sign ( : ) here, the scribe notated
it on p.32.

There is an irrelevant inkblot between the pitch signs ¢ .

There are irrelevant ink drops on and around the group ~<s7 .
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CMO1-1I/13.10

47.1.3 There is an irrelevant light inkblot above the pitch sign ~ caused by the ink
smear on p. 32.

47.3.1 There is an irrelevant small ink blot above the ~ .

48.1.2 There is an ink daub on v .

48.3.5 There is a light inkblot on < .

Consulted Concordances

TR-Iboa TRT.MD.d. 321/308, p. 421.
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CMO1-I/13.11

‘Acem ‘asiran fahte Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.32,1.1-p.34,1. 10

Makam Acem asiran

Usil Fahte

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading ‘Acem ‘asiran asiili fahte Rasid Efendi'nifi
Work No. CMO0i0571

Remarks

The notation of the usiil is transcribed from the usiil table in TR-Iiine 211-9.

Structure

H1 | 3 ;' 1(T)

H2 | 3 |- 1M ¢

H3 | 3 ;1D |

H4 | 3 . 1D |

Pitch Set

9 I I £ | aa 'ﬂ" B_._

7. #
- L L
A ¥ R RA L A X Woa A YRR ML A R
cln_ - 2
wop s

Notes on Transcription

2.1.4 There is a little ink smear on the pitch sign 3 .
2.4.6-7 The pitch signs g3 are blurred.
7.1.1 The pitch sign 3 is slightly blurred and there is an irrelevant tiny dot under

the pitch sign.
7.1.3 There is an ink spot on the pitch sign ¢ .
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CMO1-1/13.11

7.1.5 There is an irrelevant dot under the pitch sign » .

7.4.3 The pitch sign < is covered by the ink stain.

7.4.4 There are irrelevant ink drops on the pitch sign w .

8.1.1 There is an irrelevant ink spot above the pitch sign ,: .

8.1.2 The pitch sign w is slightly blurred.

10.1.2-3 The pitch signs +5 and their duration sign are slightly smudged by ink.

10.2 The first three pitch signs ( ,;._3 ) of the group are scratched out with ink, there
are two irrelevant ink stains next to the last pitch sign (.~ ) of the group.

11.1 The grouping n7 is slightly blurred.

24.3.1 The pitch sign 5 is slightly blurred.

27.1.1-2 The duration sign of the pitch sign and itself ( ..;/ ) are slightly blurred.

28.1.2 The duration sign of ¢ is slightly blurred.

28.2.1 The pitch sign .~ is smudged with ink.

30.2 The grouping sy is blurred.

30.3.2-3 The pitch signs »~ are slightly blurred.
30.4.1-3 The pitch signs ~¢4 are slightly blurred.
36.1.1 The duration sign of ,; is slightly blurred.

Consulted Concordances

TR-Iboa TRT.MD.d. 321/233, p. 308; TR-Uisam Ciineyd Kosal Arsivi D-50/147, p. 169.
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CMO1-1I/13.12

‘Ussak usili devr-i kebir Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.351.1-p.37,1.10

Makam Ussak

Ustil Devr-i kebir

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading ‘Ussak asili devr-i kebir Rasid Efendi'nifi
Work No. CMO0i0572

Remarks

Since there is no concordance found, this transcription is truly a new contribution to the
Ottoman makam music corpus. To the right of the heading, there is a mim letter ‘¢ in Indo-
Arabic. Purple ink is used in this piece while the teslim headings are written in red ink as

usual. The notation of the usfl is transcribed from the usfl table in TR-Iiine 211-9.

Structure
H1 2 | 1D ¢
H2 2 | 1M
H3 . 2 | 1D
H4 | 2 | 1D
Pitch Set

0 - be o = =
A J | i

S A R R O I A A A R N A I/
Notes on Transcription
5.4.6 Since there is no more space, the pitch sign ~ continues to the next page p. 36
through the binding.

12.2.5 «for v. Cf. 44.1.5.
15.1 The complete rhythmic value of the group sz is incorrect. Considering the

other rhythmic patterns in the piece, it is possible to mention two different

variations. According to 3.4, 30.4, and 40.4 it can be interpreted as sewga .
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17.2.2

20.1.3

30.2

31.2.2
34.3.2

226

CMO1-1I/13.12

According to 20.2, 26.3, 35.1, 39.1. and 44.2 it can be interpreted as .L«)L .
The editor transcribed it as ,.i.«;"~ .

A kisver is added to the pitch sign ~ by the later hand. The editor preferred to
indicate this addition on the transcription in square brackets.

Since the color of the ink has changed, one can assume that the scribe made a
correction on the pitch sign » . However, it is difficult to identify the intent.
There is ghosting on the group ;fa"m . (meaning that the ink is seen through
from the other side of the page)

There is an irrelevant dot after the duration sign , .

There is an irrelevant tiny dot between the duration and pitch sign « .



CMO1-1/13.13

‘Acem ‘asiran sema‘i Rasid Efendinin

Source TR-Iiine 216-14

Location P.37,1.11 -p. 38,1. 14

Makam Acem asiran

Ustil Aksak seméai

Genre Saz semaisi

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading ‘Acem ‘asiran sema‘i Rasid Efendi'nifi
Work No. CMO0i0573

Remarks

There is an ink stain on the bottom left of p. 37 due to contact with ink. The ink of the
teslim headings of the H3 and H4 is smudged. The last group of the 22" division (at the end
of the H4) and the teslim subsection, have been compressed horizontally to the edge of the
page, so that they fit on the same page.

The notation of the usfil is transcribed from RAUF YEKTA 1922.

Structure

H1 ;4 |
H2 . 4 |
H3 . 4 | 4(D)
H4 |- 4= |

*sengin semai

Pitch Set

) | | ; .,I?:.cln_t

b 4
y A\ m
[ Fan)

R g

A A R B R A N A AV

Notes on Transcription

1.2.3-4 The pitch signs 3+ are once again written by a later hand with a pencil above
the already existing signs 3¢ .

1.3.4-5 The pitch signs < and 3 are slightly blurred.

2.3.1-2 The pitch signs 3 are blurred.
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2.3.4
3.4.1-2
5.3.5

6.4.4-5
8.2.4

14.3

16.1.1

16.1.3-4
17.2.3-4
20.2
20.3

22

22.3
22.4.1

CMO1-1/13.13

An irrelevant red stroke above the pitch sign . .

Ink feathering on the pitch signs 4 , which doesn’t affect intelligibility.
There is a semicircle (cunk, ~ ) and stroke around the » in pencil. It can be
interpreted as if the later hand intended to write ,.:,./,;,.’:,;g instead of ,.:g,.a,;'{; .
However, the editor preferred to remain faithful to the original rather than this
possible interpretation. In fact, the concordances are also identical to the first
appearance in the manuscript (,)'_:/,,:},,: ).

Irrelevant stroke between ~ and ¢ .

There is an axis (t‘aw) above the pitch sign ¢ in pencil. It can be interpreted as
if the later hand intended to change the duration sign to # instead of # . Since
it did not correspond to the rhythmic integrity of the group, the editor
considered this axis to be an inaccurate mark. The concordances are also
identical to the original manuscript ( as ~2~~/:'3 ).

A later hand has changed the group ;,:,,4 to },:,,4’ with pencil by adding a
kisver above. The editor kept the initial version as in consulted concordances.
A later hand has changed the pitch sign 3 to_« with pencil. The editor kept the
initial version as in consulted concordances.

The pitch signs .« are slightly blurred.

The pitch signs << are blurred.

The grouping ,:,;wfg is blurred.

The grouping »s is blurred.

Since there is no space left in 1. 14, this division continues in the direction of
the side corner of page 38.

The grouping@ :,./: is blurred.

The pitch sign 3 is slightly blurred.

Consulted Concordances

TR-Iboa TRT.MD.d. 321/234, p. 309; TR-Uisam Ciineyd Kosal Arsivi D-50/108, p. 121; TR-
Uisam Ciineyd Kosal Arsivi D-71/27, p. 54.
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CMO1-1/13.14

Saba zemzeme devr-i kebir Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.39,1.1-p. 41,1 11

Makam Saba zemzeme

Ustil Devr-i kebir

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Saba zemzeme {istili devr-i kebir Rasid Efendi'nifi
Work No. CMO0i0574

Remarks

There are blurs on the left corner of p. 39 and p. 40 and also at the bottom of p. 40, caused

by the scribe’s contact with the ink. To the right of the heading, there is a mim letter ‘»’ in

Arabic.

The notation of the usfl is transcribed from the usfl table in TR-Itiine 211-9.

Structure
H1 . 2 | 1D
H2 . 2 | 1D
H3 . 2 | 1D |
H4 . 2 | 1D
Pitch Set
0 . be o he = 2
» = ! ! #
i L
WA RE AR W F YRR L AR

Notes on Transcription

7.4

10.4

The complete rhythmic value of the group ;fa is incorrect. The scribe omitted
the duration sign for the » . The editor adopted the duration sign of ~ from the
same pattern as “~ ” in divisions 18.3.3, 30.3.3. and 36.3.3.

All the consulted concordances from this group to the end of the teslim
subsection (incl. div. 11) are identical, but according to this manuscript (TR-

Iiine 216-14) follow a different melodic line.
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13.2.2
13.2.3

16.2.2

16.2.3
16.3.2-3
17.2.1
18.4.1
19.2.2

20

20.4.3

28.1.4
30.4.4

35.1.3
35.3.1
38.4.2

39.1.5
44.1.1

CMO1-1/13.14

The duration sign of » ( ; ) is blurred.

The duration sign of « is blurred. The reason for this can be the stroke on the
pitch sign «~. The scribe may want to correct this mistake, which could lead to
an ink slip.

Irrelevant stroke above the pitch sign < caused by pen slip. The kisver of ~ is
blurred.

The pitch sign ~ is blurred.

The pitch signs &+ are blurred.

There is an ink smear above the ~ .

Blurs on the « from the scribe’s contact with the ink.

All the consulted concordances interpreted the pitch sign ~ as “a b ” in staff
notation, and the editor followed the manuscript. See also 38.4.2.

It looks as if the scribe failed to indicate the division sign exactly. While the
bottom dot is noted in black ink, a daub of blue ink appears on the top dot,
presumably added later.

The scribe omitted the duration sign for the ~ . The editor adopted the duration
sign of ~ from the same pattern as “+ ” in divisions 18.3.3, 30.3.3. and 36.3.3.
The pitch sign & is blurred.

The pitch sign « is slightly blurred from the scribe’s contact with the ink, which
caused the division sign (of 30) to be blurred as well.

The pitch sign « is partially covered by the binding.

Irrelevant blot on the pitch sign v .

All the consulted concordances interpreted the pitch sign ~ as “a b ” in staff
notation, and the editor followed the manuscript.

The pitch sign « is partially covered by the binding.

The pitch sign » is blurred.

Consulted Concordances

CT-Saz, pp. 226-7; TR-Iboa TRT.MD.d. 321/174, p. 224.
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CMO1-1/13.15

Rast sema‘i Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P.41,1.12-p.43,1.9
Makam Rast

Usil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Rast sema‘i Rasid Efendi'nifi
Work No. CMOi0575

Remarks

Purple ink is used in this piece while the teslim headings are written in red ink as usual. Unlike
the other Hiane numbers, the Indo-Arabic numeral 1 of H1 is written with red ink. The teslim
heading of H1 is added latterly by the scribe. There is a fingerprint in purple ink on the bottom
right corner of p. 42. The expressions ‘batak’ and ‘cumhiir’ in Arabic are indicated in H4,
referring to the karabatak performing technique. An annotation follows H4: ‘tamam’. The
notation of the usiil is transcribed from RAUF YEKTA 1922.

Structure
H1 |: | 4(T)
H2 |: | 4(T)
H3 |: | 4T
H4 |- 12* | 4T |
*yiiriik semat
Pitch Set
> 4 T .
on) & :
SV 1L
[Y) - F'
¥ A Y Rm oAy s Woa A YRR s Lo W

Notes on Transcription

2.3.2 The pitch sign . is blurred.
29.2.2 The scribe omitted the duration sign of . . Cf. 27.2, 28.2, 30.2 and 31.2.
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CMO1-1I/13.15

Consulted Concordances

TR-Iboa TRT.MD.d. 321/8, p. 9; TR-Uisam Ciineyd Kosal Arsivi D-50,/148, p. 170.
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CMO1-I/13.16

Rast tistli devr-i kebir Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P. 43,1.10 - p. 46,1. 12

Makam Rést

Usil Devr-i kebir

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Rast tsiili devr-i kebir Rasid Efendi'nifi
Work No. CMOi0576

Remarks

To the right of the heading, there is a mim letter ‘»’ in Arabic. Purple ink is used in this piece
while the teslim headings are written in red ink as usual. On p. 44 there are some tiny and
dysfunctional ink drops, which do not affect the readability of the manuscript. There are ink
traces on p. 45 and p. 46 due to the ink seeping through the page, which does not affect the
integrity of the manuscript. The notation of the usfil is transcribed from the usfil table in TR-
Iiine 211-9.

Structure
H1 . 2 | 2(T)
H2 . 2 | 2(T)
H3 . 2 | 2(T)
H4 . 2 | 2(T)
Pitch Set
b 4 T T #
#ﬁ | Y
L g
A R A A I A I R A

Notes on Transcription

2.1.5 There is an irrelevant red dot under the pitch sign «.

3.2.2 An irrelevant red dot above the pitch sign «.

233



9.1.3
9.3.6
13.4.1
14.4.3
15.1.6

16

17.2.3-4

18.3.6
20.1.2
21.3.4
25

34.3.3
46.4.4
50.1.5
51.1.2
51.2.2

CMO1-I/13.16

It seems that the scribe added the heading of the teslim subsection later. The
reason for this may be that there is not enough space and thus the scribe wrote
the title above the division sign.

An irrelevant tiny ink drop under the pitch sign ~ .

An irrelevant dot in purple ink above the pitch sign « .

Between the 1l. 6-7, above the pitch sign ¢ there is an irrelevant ink drop.

An irrelevant dot in purple ink under the pitch sign ¢ .

Since there is not enough space left at the end of the line, the pitch sign v is
enclosed with the previous sign ~ .

There is a loop sign o only at the end of the teslim subsection of H1, while
different endings are given for the end of the teslim subsections in this piece
(Cf. div. 27, 28, 44, 45, 54, and 55). For this reason, the editor adopted the
second ending of H1 from TR-Iboa TRT.MD.d. 321/7.

Since there is an error in the rhythmic integrity of the group, the editor adopted
the rhythmic pattern as in TR-Iboa TRT.MD.d. 321/7, 3vwat~ instead of duivasina

An irrelevant dot in purple ink above the pitch sign v .

An irrelevant red dot next to the pitch sign w.

An irrelevant red dot above the duration sign of .

There is a loop sign < at the end of the teslim subsection of H2, which is
mistakenly inserted later by the scribe or later hand. Since the first and second
endings are explicitly written, the loop sign has no function here.

The scribe omitted the kisver above the pitch sign , .

An irrelevant tiny dot under the pitch sign < .

The duration sign of ~ is added by the later hand ( ~ ).

There is an ink drop above the duration sign , .

There is an irrelevant ink spot above the pitch sign » .

Consulted Concordances

TR-Iboa TRT.MD.d. 321/7, p. 8.
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CMO1-1/13.17

‘Arazbar puselik diiyek Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P.47,1.1-p.49,1. 11

Makam Arazbér biselik

Ustil Diiyek

Genre Pegrev

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading ‘Arazbar ptselik diiyek Rasid Efendi'nifi
Work No. CMO0i0577

Remarks

Blurs on the lower-left corner of p. 47 and lower right corner of p. 48. The teslim subsection

of the H3 and H4, such as the last div. sign < of H3, are blurred (see Notes on Transcription

24). The notation of the usil is transcribed from the usil table in TR-Iiine 211-9.

Structure
H1 ;6 | 4m
H2 ;6 | 4D |
H3 ;6 | 4D |
H4 ;6 | 4D |
Pitch Set

0 . - be Jo = =
yah " ' : i

> ..

£ A o~ W doa oy P RR e fo~ AW

Notes on Transcription
8.1.5 Irrelevant dot above the pitch sign » .
11.1-2 The rest sign ( » ) and the pitch sign ( ,: ) are blurred.
11.4 The grouping s« is scratched out by a later hand and overwritten as sy .

The editor has followed its initial appearance in the manuscript ( vspe ).

TR-Iboa TRT.MD.d., 321/383 s .
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12.4

21.2.4-5
22.1.2
22.1.4
23.1.1-2
23.3.4

23.4.2

24
28.1.1-2
29.1.1
30.4.2

CMO1-1/13.17

The grouping wss+ is scratched out by a later hand and overwritten as vya .
The editor has followed its initial appearance in the manuscript ( vpss ).
TR-Iboa TRT.MD.d. 321/383 ospe .

The pitch signs «y are blurred.

The pitch sign < is blurred.

The pitch sign « is slightly blurred.

The pitch signs yw are blurred.

There is ghosting on the pitch sign ~ . (meaning that the ink is seen through
from the other side of the page).

A white shadow behind the pitch sign (¢ ). The scribe probably made a
correction here, but it is difficult to identify the earlier sign or intent.

The division sign « is blurred.

The first two pitch signs of the grouping /i~ are blurred.

The pitch sign 3 is blurred.

A white shadow behind the pitch sign (¢ ). The scribe probably made a

correction here, but it is difficult to identify the earlier sign or intent.

Consulted Concordances

TR-Iboa TRT.MD.d. 321/383, p. 534.
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CMO1-1/13.18

‘Arazbar ptuselik sema‘i Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.49,1.12-p.52,1. 2

Makam Arazbar biiselik

Usil Aksak seméai

Genre Saz semaéfisi

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading ‘Arazbar biiselik sema‘i Rasid Efendi'nifi
Work No. CMO0i0578

Remarks

Red ink is used for the division signs before the teslim subsections. Details are given in the

“Notes on Transcription” (see 4, 12, 17, and 25). There is an ink smear to the bottom right

corner of p. 50, caused by contact with the ink stain on p. 49. On p. 51, there is an irrelevant

dot on the pagination of Indo-Arabic 3 for H3. The notation of the usil is transcribed from

RAUF YEKTA 1922.

Structure

H1 . 4 |
H2 . 4 |
H3 . 4 |
H4 ;6%

* sengin semai

4(T)
4(T)
4(T)
4(T)

Pitch Set
n M o I?.l 4.‘ i
> ..
£ A o~ W W A A A %
Notes on Transcription
1.1 The pitch sign ~ is smudged with ink.
1.2.3 The pitch sign .7 is slightly blurred.
3.3.2 An ink stain caused by a pen slip on the pitch sign .. .
4 Red ink is used for the division sign (<« ).
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9.3.1
11.2.3-4
12

17
19.2.4
25

25.3

27.2.1-2
29

CMO1-1/13.18

The duration sign of 4 is slightly stained by ink.

The pitch signs 44 are slightly stained by ink.

Red ink is used for the division sign (< ).

Red ink is used for the division sign (<« ).

The pitch sign 3 is slightly blurred.

Red ink is used for the division sign ().

Although the scribe initially wrote the rhythmic structure here as ¢ , s/he
changed the duration sign of the pitch sign ( ¢ ) because it did not correspond
to the rhythmic integrity of the grouping. The editor followed this correction
as 4 . The same rhythmic pattern can also be found in div. 4.4, 12.4, 17.4.
The pitch signs 3 are slightly blurred.

¥
<« for «y .

Consulted Concordances

TR-Iboa TRT.MD.d. 321/384, p. 535.
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CMO1-1/13.19

Isfahan sema‘l Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.53,.1-p.54,1. 8

Makam Isfahéan

Ustil Aksak seméai

Genre Saz semaéfisi

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Isfahan sema‘ Rasid Efendi'nini
Work No. CMO0i0579

Remarks

The teslim subsections (in Arabic) of H2 on p. 53 and H4 on p. 54 are blurred. After that
annotation, there is an irrelevant pitch sign ( # ). An annotation follows H4: “tamam”. The
notation of the usiil is transcribed from RAUF YEKTA 1922.

Structure

H1 | 4 | 4D |
H2 ;4 | 4D |
H3 . 4 | 4D
H4 . 6% | 4 |

* yiiriik semat

Pitch Set

@9[3
]
L)
g
N
*
»

Notes on Transcription

8 The division sign < and the loop sign y are blurred.

12 The division sign « is blurred.

13 The division sign < and the loop sign y are blurred.

16.1 The first group «~z4 . is scratched out by the scribe and replaced with /sy in

red ink. However, the scribe has omitted to indicate the duration sign for the
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16.2

16.3

16.4

24
26

CMO1-1/13.19

group. Cf. TR-Iboa TRT.MD.d. 289/380. The editor has also followed this
correction and transcribed the group as swsy .

The second group £~4% is scratched out by the scribe and replaced with
smwiamn in red ink. Cf. TR-Iboa TRT.MD.d. 289/380. The editor has also

followed this correction and transcribed the group as gam/ass .

The third group ~¢ is scratched out by the scribe and replaced with .45 in
red ink. Cf. TR-Iboa TRT.MD.d. 289/380. The editor has also followed this
correction and transcribed the group as £.45 .

The last group .3+, is scratched out by the scribe and replaced with .43 in
red ink. Cf. TR-Iboa TRT.MD.d. 289/380. The editor has also followed this
correction and transcribed the group as ~43 .

The division sign « is blurred.

The division sign « is blurred.

Consulted Concordances

TR-Iboa TRT.MD.d. 289/380, p. 433.

240



CMO1-1/13.20

Isfahan devr-i kebir Rasid Efendi'nin

Source TR-liine 216-14

Location P.55,1.1-p.57,1. 12

Makam Isfahan

Usil Devr-i kebir

Genre Pesrev

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Isfahan devr-i kebir Rasid Efendi'mnifi
Work No. CMOQi0580

Remarks

There is a small tear at the top of p. 56. The lower right corner of the corresponding page is
stained with red ink. The first two hanes are written in one pen, while the other two hanes
with a thinner pen. The notation of the usil is transcribed from the usiil table in TR-Iiine 211-
o.

Structure

H1 | 2 | 2(D) |

H2 . 2 | 2(T)

H3 . 2 | 2T

H4 | 2 | 2(T)

Pitch Set

f | - b_o_ d_o_ o <

A fo—d i

L7 1

-~

VRAME SN WV p F SRR e o F W

Notes on Transcription

2.1 The first group ;'fd is added above later by the scribe.

3.1-2 The division sign is mistakenly placed between the first two groups and later
erased.

5.1.1 The pitch sign v is added later by the later hand. In TR-Iboa TRT.MD.d.
289/379 the pitch sign d on 4.2.2. is tied to an eighth d on 5.1.1. (6 Ve).

10.3.4-5 There is an irrelevant stroke between ~ and .

241



14.1.2

18.1.4
25

28.1

28.4.3

29.2.5

31.4.6

33.4

36

36.1.2

36.2

39.3.4

41.1.3

41.3.1

42.1.1

42.1.3

43.2

43.2.4

43.3

43.4

52.1.2

242

CMO1-1/13.20

The rest sign ( » ) here seems to have been added later, because it is wedged
between two pitch signs.

There is an irrelevant stroke on the pitch sign v .

The first ending is added above the division sign by the later hand. There is
also a scratched loop sign ( y ) here.

The first group ~4 is scratched out by the scribe and replaced with 4.7 in
lila pink ink. Cf. TR-Iboa TRT.MD.d., 289/379. The editor has also followed
this correction and transcribed the group as .4« .

There is an irrelevant dot on the pitch sign .

The pitch sign . is partially covered by the page margin.

Slip of the pen above the pitch sign , .

The last group ,3+47 is scratched out by the later hand and replaced with
s+ . The editor transcribed it as_3su97 .

The scribe omitted the division sign «-.

The pitch sign ¢ is slightly blurred.

The last group je,» is blurred.

The scribe omitted the kisver under the pitch sign « .

The pitch sign v is slightly smudged by ink.

There is an irrelevant dot above the duration sign ¢ .

Since the background of the rest sign is white, it is possible to say that the
scribe made a correction here. However, this change is not recognizable.
There is a white background above the pitch sign . too. It is possible to
identify the duration sign (") within the white-pigmented area. However, the
scribe erased this duration sign.

The second group . is scratched out by the scribe and replaced with .4y in
red ink. Cf. TR-Iboa TRT.MD.d., 289/379. The editor has also followed this
correction and transcribed the group as mavy .

There is an irrelevant dot above the pitch sign y where the duration sign is
indicated.

The third group ~4» is scratched out by the scribe and replaced with v in
red ink. Cf. TR-Iboa TRT.MD.d., 289/379. The editor has also followed this
correction and transcribed the group as i+ .

The last group s is scratched out by the scribe and replaced with wa.% in
red ink. Cf. TR-Iboa TRT.MD.d., 289/379. The editor has also followed this
correction and transcribed the group as wa .

Slip of the pen on the pitch sign v .



CMO1-1/13.20

Consulted Concordances

TR-Iboa TRT.MD.d., 289/379, pp. 431-32; TRT-NA Repno. E 1517.
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CMO1-1/13.21

Hiizzam c¢enber Rasid Efendinin

Source TR-Iiine 216-14

Location P.57,1.13-p.61,1. 11
Makam Hiizzdm

Usil Cenber

Genre Pesrev

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Hiizzam cenber Rasid Efendi'nifi
Work No. CMO0i0581

Remarks

There are changes from plain to squared paper where the piece is located. There is a partial

fingerprint in blue ink on the bottom left corner of p. 57 and in the same area, on the corner

of the page, there is also a circular spot in red ink. The notation of the usiil is transcribed from
the usil table in TR-Iiine 211-9.

Structure
H1 | 3 | 1D |
H2 |: 3 | 1D |
H3 |: 3 | 1D
H4 | 3 | 1D
Pitch Set
A v 'ﬂ:'lzo_d_o_ 1#1£E
)’ A T T
s i # :
L
VROm LS W R R RN A WA p YR

Notes on Transcription

1.1

1.2.1
2.1.2

244

There are blurs on the first three pitch signs sy of the grouping probably from
the scribe’s contact with the ink.

There is an irrelevant dot on the pitch sign 7.

The scribe apparently made a correction on the duration sign . , but it's not

entirely clear what was done before.



6.4.5

8.2.6
8.3.4
22.1.3
35.1.5
36
36.4.4
38.3.2
47.1.1
49.2.1

CMO1-1/13.21

The complete rhythmic value of the group 4.4, on 6.4 is incorrect. The scribe
apparently omitted the duration sign here. The editor adopted the rhythmic
pattern from 40.4 and transcribed it as . .

The pitch sign « is partially covered by the page margin.

Blot on the pitch sign .

Blot on the pitch sign .

The pitch sign is ¢ partially covered by the page margin.

The division sign is smeared with red ink.

Blurs above the pitch sign . .

The pitch sign < is rewritten with another pen.

The rest sign ( » ) is slightly blurred.

There is an irrelevant, light ink stain under the pitch sign .

Consulted Concordances

TR-Iboa TRT.MD.d. 321/183, pp. 239-40.
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CMO1-1/13.22

Hicaz zirgile devri Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.61,1.12-p.65,1. 13

Makam Hicaz zirgtle

Usil Devr-i kebir

Genre Pesrev

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Hicaz zirgiile devri Rasid Efendi'nifi
Work No. CMO0i0582

Remarks

There is a small tear at the top of p. 62 and 64. There are changes from squared to plain paper
(pp. 61-3 and pp. 64-5) where the piece is located. The pagination on p. 62 is blurred due to
the contact of the ink with water. The scribe mistakenly wrote the page number in red ink as
“62” on p. 64. The digit “4” in Indo-Arabic, is added instead of “2” with a different ink by a
later hand. There is a partial fingerprint in blue ink on p. 64. On p. 65 there are vertical lines
that look like glue stains. The notation of the usiil is transcribed from the usfil table in TR-
Iiine 211-9.

Structure
H1 . 2 | 2(T)
H2 . 2 | 2(T)
H3 ;2 | 2(D)
H4 . 2 | 2(T)
Pitch Set
) ” — 2R —
" L
v R e L F o~ W A YRR A o~ W
Notes on Transcription
1.1.1 The pitch sign £ is blurred.
5.3.2 There is an irrelevant inkblot on the pitch sign » .
5.4.6 The scribe omitted the stoke under the pitch sign ..
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7.4.2

10.1.1
11.2.3
15.3.3
12.1.2

17.2.3
21.3.4
23.4.2
25.2.5
26.2.4
26.3

27.4.1
27.4.2
29.4.2
31.4.5
35

35.4.4
38.1.3

38.2.1
39
39.4.3-5
42.3.4
47.2
48.2.1
48.2.5
53.1.2
55.3

57

CMO1-1/13.22

It seems that the scribe made a correction on the kisver of the pitch sign 4 .
Since the kisver is covered with ink, this change is not recognizable.

Slip of the pen on the pitch sign ~ .

Slip of the pen under the pitch sign » .

The pitch sign £ is blurred.

In the context of the melodic [nagme] features of makdm Hicaz zirgile, the
pitch sign . is interpreted by the editor as nevriiz, which is rather lower than
the evc.

The duration sign of ~ is blurred.

There is an irrelevant brown dot on the pitch sign 4.

The duration sign is modified from . to . by the scribe.

The scribe omitted the duration sign for 4. Cf. 9.2.5, 50.2.5.

Slip of the pen on the pitch sign « .

The grouping ismgsws is changed to 4. by the scribe. Since the removed
grouping is identical to the next incoming group, the scribe may have
accidentally written the next incoming group before.

The pitch sign » is blurred.

The pitch sign ¢ is blurred.

Slip of the pen on the pitch sign v .

The scribe omitted the stoke under the pitch sign .. Cf. 15.4.5 and 56.4.5.
The division sign ( : ) is slightly blurred.

The pitch sign £ is blurred.

The pitch sign . is interpreted by the editor as nevriiz, which is rather lower
than the evc. See 12.1.2.

The pitch sign . is blurred.

The division sign ( : ) is omitted and added by the later hand with a thin pen.
The pitch signs 4w are blurred.

The scribe omitted the stroke under the pitch sign .

The grouping is blurred.

The scribe omitted the stroke under the pitch sign . .

The pitch sign . is blurred.

The pitch sign . is interpreted by the editor as nevriiz. See 12.1.2.

This grouping in the H4 (;',L' ) differs from the grouping in the H1 and H2

( iviw~ ). The editor decided to use this grouping as in the manuscript.

¥
<« for <.
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CMO1-1/13.22

Consulted Concordances

TR-Iboa TRT.MD.d. 291/89, p. 97.
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CMO1-1/13.23

Hiizzam sema‘i Rasid Efendi'nifi

Source TR-Iiine 216-14

Location P.66,1.1-p.68,1. 2

Makam Hiizzadm

Ustil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Hiizzam sema‘ Rasid Efendi'nifi
Work No. CMOi0583

Remarks

There is a rip at the top of p. 66 and 68. The heading is partially covered by the rip. The
pagination on p. 66 is blurred. An annotation follows H4: “tamam”. The notation of the usfil
is transcribed from RAUF YEKTA 1922.

Structure
H1 . 1 | 1D
H2 .1 | 1D
H3 .1 | 1D
H4 | 4 . 1(D) |
* sengin semai
Pitch Set

b A | # T

D) L L

£ & W o d &R R e LA A wWoay
Notes on Transcription
5.3 The grouping ..y was notated twice and the first subsequently erased by the
scribe.

6.4.2 The grouping is initially written yaw by the scribe. A later hand horizontally

scratched out the duration signs with a pencil and notated the group with
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CMO1-1/13.23

different duration signs s . The editor kept the initial version. Cf. 1.4, 3.4,
5.4,10.2, and 11.4.

17.3.2-3 The scribe here used a pitch sign # , which could be interpreted as identical to
< . Since both symbols are used separately in the piece the editor interpreted
the pitch sign 7 as hisar, 7 as dik hisar.

22 Since there is no space left in the line, the division sign ( < ) is not indicated

with a proper sign; instead of the division sign, a diagonal equal sign is given.

Consulted Concordances

TR-Iboa TRT.MD.d. 291/90, p. 98; TR-Iboa TRT.MD.d. 321/184, p. 240.

250



CMO1-1/13.24

Hicaz zirgile sema‘i Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.68,1.3-p.69,1. 11

Makam Hicaz zirgile

Usil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)
Index Heading Hicaz zirgiile sema‘i Rasid Efendi'nifi
Work No. CMO0i0584

Remarks

Ink ghosting on the 1l. 11-12 of p. 68. After the teslim subsection of H4, the instruction ‘ila-
ahirihi’ appears instead of the division sign. The notation of the usfil is transcribed from RAUF
YEKTA 1922.

Structure

H1 |:
H2 |:
H3 |:
H4 |:

4(T)
4(T)
4(T)
4(T)

*sengin semai

Pitch Set
n & o t

b A
Y A\ m L
[ an) P

R e fE o~ W op A YRR e o~ W

Notes on Transcription

1.4.2 The rest sign is added by the scribe in brown ink.

4.3 The grouping .};.,«;.,3; is scratched out and rewritten as .};:./; by the scribe in
brown ink.

8 .:.5 for <y in order to fit in the same line.

11.4 Different ink is used for the grouping.
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12

13

16.3-4

17.1.1

18.3.2
22

252

CMO1-1/13.24

The scribe used the division sign (<) both for this division and the next
division. See also 13.

Since there is not enough space for the division sign (<) in the line, the division
sign for division 12 is also used for division 13. For the same reason, the loop
sign is positioned below the division sign.

Different ink is used for the grouping.

Ink blur above the pitch sign ~ .

The scribe omitted the stroke under the pitch sign .. Cf. 5.3.2.

Unlike other division signs (:, verjaket), the scribe used the diagonal double

colon sign (<, k‘araket ) for this division.



CMO1-1/13.25

Saba zemzeme sema‘i Rasid Efendi'nin

Source TR-Iiine 216-14

Location P.69,1.12-p.71,1. 8

Makam Saba zemzeme

Usil Aksak seméai

Genre Saz semafisi

Attribution Neyzen Résid Efendi (d. 1902)

Index Heading Saba zemzeme sema‘i Rasid Efendi'nif
Work No. CMO0i0585

Remarks

This piece is written on squared pages within the TR-Iiine 216-14. H4 on p. 71 is initially
written in red ink and then overwritten with black ink. The notation of the usfil is transcribed
from RAUF YEKTA 1922. An annotation follows H4: ‘tamam siid’ in Arabic, which means

“completed” or “finished”.

Structure
H1 | 4 | 4D |
H2 ;4 | 4D |
H3 ;4 | 4D |
H4 | 8% | 4(T)
*yiiriik semai
Pitch Set

0 g o o he de = =

7 ) |

[Y)

£~ & W a4 iy R R LA AR W oa
Notes on Transcription
6.2 The first grouping ,;'::’a is written as quartole with a binding and a stroke is
indicated on the binding.

10.1.3 The scribe wrote initially the pitch sign as ~ but all the consulted concordances

in staff notation have interpreted this pitch as b},. At this point, the editor
followed the manuscript by transcribing this pitch as “a”.
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CMO1-1/13.25
17.3.1-2 The pitch signs «,& are blurred.

Consulted Concordances
TR-Tiine 218-16a, Nr. 25 ; TR-Iboa TRT.MD.d. 321/175. p. 225; TR-Uisam Ciineyd Kosal Arsivi
D-50/22, p. 26.
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CMO1-1/13.26

Hicaz sirto Rasid Efendi'nin

Kulibufi sen olsun efendim

Source TR-liine 216-14

Location P.i,L1-p.ii,L 6

Makam Hicaz

Ustil Nim sofyan

Genre Sirto

Attribution Neyzen Résid Efendi (d. 1902)
Lyricist —

Index Heading Hicaz sirto Rasid Efendinin
Work No. CMOv0143

Remarks

The only vocal piece of the manuscript is a sirto that was notated before the fihrist and to the
manuscript’s regular pagination. Since the piece was written on the cover of the codex, there
are structural changes on the two pages: The left side is a lined page attached to the cover,
while the right side is a checkered page that joins the part of the lined page that extends over
the central binding.

The heading was given at the end of the piece and is followed by the lyrics. The text underlay
and the block lyrics were given in red ink.

In music historiography, the sirto is considered as an instrumental form. But this Hiciz Sirto
by Neyzen Résid Efendi shows that the sirtos can also be vocal. This sirto seems to follow a
regular structure. Whereas verses 1+2 and 5+ 6 form independent musical phrases within a
single section, verses 3+ 4 seem to serve as a kind of ritornello.

Apart from the end cycles () used in the first and second repetition, in the piece, there is a
two-dot division sign (:) used only in div. 12. The editor has shown the division signs in
square brackets [:].

The notation of the usil is transcribed from the usil table in UNGAY 1981.

Structure
Section Text Rhyme Melody Cycles
|:1:] a |t A 8
|- 2] a |: B 8
1 13| b e 8
|- 4:] a |:D:| 8
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|:5:] c |: E:| 8
|1 6:] a |: F:| 8
|: 3:] b |: C:| 8
|- 4:] a |:D:| 8
Pitch Set
,Q = T — .—'—#‘—g
Y A ALY R R e R
Notes on Transcription
1.1 Some changes were made on the duration signs of this grouping and then

corrected by a later hand. Accordingly, the group in this division was first noted
as ,4,."/;./;,./ and then the duration signs were erased. These changes are also
indicated below in 1.1.2 and 1.1.6. The editor transcribed this group as Y
according to the latest revisions. Editor's transcription and the concordance TR-
Iboa TRT.MD.d. 291/195 in staff notation are also identical.

1.1.2 The pitch sign v is added by a later hand.

1.1.6 The duration sign (* ) of yis erased and changed to by a later hand.

12.1.6 The duration sign () is added by a later hand, while it is not necessary.
17.1.1 The syllable “hi” is blurred.

19.1.4 It can be seen that a modification on the pitch sign «~ occurred. Apparently, the

scribe initially intended to write «, which was changed to « .

20.1.5 There is an addition (" ~ ) by the scribe with red ink, which is originally ( <)
with black ink. There is no crossing out or overwriting with the same pen.
Instead, it is annotated with a thin, red pen. This addition and the concordance
TR-Iboa TRT.MD.d. 291/195 in staff notation are identical. The editor
transcribed also as (" ~ ).

22.1.5 Apparently the scribe initially intended to write «, which was changed to ~ .

26.1.2 The scribe initially wrote . and corrected the pitch sign by crossing out the
kisver on the pitch sign.

28.1.2 It seems that the scribe modified the duration sign ( ~ ). Since the circle of the
duration sign is covered/filled with ink, this change is not recognizable.

38.1.6 The pitch sign v is blurred.

Consulted Concordances

TR-Iboa TRT.MD.d. 291/195, p. 234; TRT-NA, Repno. S.E 0970.
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