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Abstract

Witnessing the last periods of the Ottoman Empire and the first years of the Republic, Muallim Ismail Hakk:
Bey, like some great composers in the history of Turkish music, made important works to ensure that these
makams are not forgotten by producing new works from makams that he noticed were rarely used in his
lifetime. This study aims to draw attention to the rarely used makams preferred by Muallim Ismail Hakk:
Bey, who composed works in many forms of Turkish music, and his works in the classical fasi/ completion
tradition. The study is considered important in terms of revealing the composer's effort to transfer the
cultural memory of music. In the study, document analysis was made using the literature review method and
the works of Muallim Ismail Hakk: Bey in the TRT (Turkish Radio and Television) Repertoire were
examined. It has been determined that it mostly includes rarely used makams and it has been tried to
determine the rate of use of these makams in the repertoire with numerical data. In addition, the classical
fasil completion works in Muallim Ism4il Hakk: Bey's understanding of composition were mentioned and the
efforts of the composer to preserve the connection between the past and the future were emphasized.
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1. Introduction

Turkish music differs from many traditional music, especially in terms of makam and
usiil (rhytm) richness. The fact that the makam element in Turkish music is decisive has
played a leading role in calling this music "makam music" today (Ayangil, 2015).
Contrary to the general trend, makams do not consist of scales, but "tones with their own
integrity and personality" (Tura, 2006: 35). These tunes (hence the related pitches that
make up the tunes) have been taught through mesgk for hundreds of years (Behar, 2019:
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17). Because perhaps none of the music scripts that have been used many times
throughout history have been sufficient to convey the performed music completely. For
this reason, the megk system, which allows direct oral transmission from master to
apprentice, has been the source of theory works for hundreds of years.

For this reason, many authors during the Ottoman period used expressions such as
"they say about such and such a makam" or "the old masters say this to this makam". It
is possible to see similar expressions in Abdiilbaki Nasir Dede's description of the ussak
makam, and the expression "this makam is what the later ones call neva and the old
people call it nevrz-1 asl" (Aksu, 1988: 163; Tura, 2006: 39) can be given as an example of
such an expression.

It 1s clear that an ancient musical tradition, in which 12 basic makams and hundreds
of new makams were produced over time with "endless terkib(combination)" (Tura, 2001:
47), underwent a change that started to be noticed with the Tanzimat reform period and
became more evident in the Republican period. It is possible to see the clear reflections of
this change in the recent compositions recorded in the TRT repertoire. For example, 72%
of the works registered in the TRT Turkish Classical Music repertoire were composed of
only 20 makams (Cevikoglu, 2017: 21).

At this point, the continuity of the tradition as well as the efforts and efforts of
Muallim Ismail Hakk: Bey on innovation are considered important. The outstanding
efforts he made to reveal the makams that were not used during his lifetime can be easily
recognized from the works he composed and the artistic activities he carried out for the
performance of these works.

Muallim Isméil Hakk: Bey, who lived at the end of the 19th century and the first years
of the 20th century, witnessed the effects of this "transition" period in almost every
aspect of life (Kaygusuz, 2006: 9). On the one hand, he was among the important
representatives of the tradition with his teaching, composition and works in the field of
musicology, and on the other hand, he contributed to the production of music with an
understanding suitable for the conditions of the period in which he lived.

1.1. Muallim Ismail Hakki Bey (1866-1927)

Muallim Ismail Hakk: Bey, who was born in the Molla-agki neighborhood of Balat in
Istanbul, is the son of Hanende Rasid Efendi, who was a civil servant in the Idare-i
Mahstisa (state steamboat management office) (Oztuna, 1990: 402). He was taken to
Mizika-y1 Himayun (the imperial band/orchestra of the Ottoman Empire) as a student at
the age of thirteen (Inal, 2019: 213). He received Turkish music education from Suyolcu
Latif Aga and learned European music and notation from M. Zati Bey and for a short
time from Guatelli Pasha. He also knows the Hamparsum note (Ozalp, 1986: 34). After
finishing his education, he worked as a sultan's muezzin and led the palace fasil

1443



1444 Elitas & Tiirkmen / International Journal of Curriculum and Instruction 14(2) (2022) 1442-1456

committee as a serhanende in Mizika-y1 HimayGn. He used the traditional methods
applied in Turkish music in the fasil delegations and directed the ensembles in this way
(Behar, 1993: 122). Kamsoy, in his article in the journal "Musiki ve Nota (Music and
Note)", mentioned that a good director is needed to ensure the unity of performance in
large ensembles, and cited Muallim Ismail Hakk: Bey as the first director of Turkish
music (1971: 24).

Muallim Ismail Hakk: Bey became a well-known composer and fasil conductor at the
age of 42 and rose to the rank of lieutenant colonel (district governor) (Oztuna, 1990:
402). He worked as a music muallim at Dari'l-irfan School between 1902 and 1905,
became the second director of the first music society, Dari'l-Musiki-1 Osmani Society, in
1909, and then the first musical society in 1910. He founded the Misiki-i Osmani School,
which is recorded as a private music school (Gui¢ctekin, 2014: 2-4). He served as a member
of the "Classification and Determination Committee", a fasil chief and a solfeggio teacher
at the Dari'l-elhan education institution opened under the supervision of Ziya Pasha in
1917 (Ozalp, 1986: 34). It is known that he received the title of " Muallim " because he
trained many students. Names such as Hafiz Yagsar Okur, Hasan Tahsin Parsadan, Ama
N4azim Bey, Nari Halil Poyraz, Izzeddin Hiimayi Elcioglu, Fehmi Tekce, Hayri Yenigiin,
Nigar Galip Ulusoy, Fahri Kopuz, Faize Ergin, Vecihe Daryal, Zeki Arif Ataergin,
Mustafa Sagar and Ali Riza were among his students and these names became the
leading names of Turkish music in the following years (Glintekin, 2010: 71).

Muallim Ismail Hakki Bey was among the founders of the Istanbul Operetta
Delegation, which was established in 1919, directed this ensemble by establishing
classical Turkish music instruments ensemble, and composed makam operettas (Aksoy,
1985: 1234). Gazimihal (1928) stated in his article in the Milli Mecmua that he closely
followed Muallim Ismail Hakk: Bey's work on writing operettas with classical Turkish
music instruments ensemble, and the name "sarkili oyun” (musical stage play) was used
instead of the name "operet" (Duran, 2001: 184-185). It has been stated that Muallim
Ismail Hakk: Bey has made remarkable efforts in the history of Turkish operetta, and
the operettas he composed are among the most important works in the history of Turkish
operetta (Giintekin, 2010: 71). When the personal archive of Muallim Ismail Hakk: Bey is
examined, there are 16 recorded operettas that he composed, their names are Bulbil,
Lale Devri, Kagikcilar, Damat Ibrahim Paga, Yedekei, Kiracilar, Nuru’s-Sabah, Emel,
Gazanfer, iyi Saatte Olsunlar, Gelin Kaynana, Falci, Tutkun, Mine’l-Garaib, Sebnem,
Binbir Direk.

Muallim Ismail Hakk: Bey composed works in the form of duandme, as well as
religious musical forms such as ilahi, tevsih, ilahi cumhur, sugul and durak. In a study
on the duaname form, it is stated that this form is expressed as a kind of eulogy and
prayer composed of poems written for the head of state, and that it was composed mostly
for the sultans of the period. In the study, it is stated that 21 duaname were composed
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during the reign of Sultan Abdilhamid II, and 8 duaname among these works belong to
Muallim Isméail Hakk: Bey (Tirasci, 2014: 296-304). Muallim Ismail Hakk: Bey also
composed the Hebrew lyrics given to him by the Jews to be read in the synagogues
(Yenigtin, 1971: 13). It is reported that there are notes of various compilations such as
National Anatolian fasils, Azerbaijani, Bulgarian, Turkish, zeybek, laz songs, Jewish,
Christian, and Muslim hymns in his music book (Kaygusuz, 2006: 15-29). Gazimihal
(2017: 74) mentioned that Mfsiki-i Osmani Mektebi published several Jewish,
Circassian, Greek and Kurdish folk songs among the notes.

Bardakei, in his article in the Habertiirk Newspaper dated March 3, 2019, about the
"miicavir songs" notebook written by Muallim Ismail Hakk: Bey, stated that Muallim
Ismail Hakk: Bey described the word "miicavir", which he used to mean the nations that
made up the Ottoman Empire and the regions where these nations lived, as
"neighbourhood with each other", and mentioned this notebook, which contains the works
in Turkish, Arabic, Kurdish, Laz, Persian, Greek, Armenian, Bosnian, Vlach, Jewish and
other languages that he composed from the lyrics in the languages of neighbouring
nations, he stated that the lyrics were written in other languages and in ancient letters.
Gazimihal (1928) stated that before Darii'l-elhan's works, the person who “folk song
compiler” the most was Muallim Ismail Hakk: Bey, and he performed the first paid
historical concerts by listening to the people outside the palace (Duran, 2001: 186).

There are many types of marches among the forms composed by Muallim Isméail Hakk:
Bey. It is reported that E. Ruhi Ungér defined Muallim Ismail Hakk: Bey's anthems as
"number one" among march composers who composed "extraordinarily melodic"
(Kaygusuz, 2006: 11). Muallim Ismail Hakk: Bey composed the National Anthem as well
as the anthems such as "Our army took oath, O glorious army, glorious soldier". He
participated in the competition opened on March 12, 1921for the composition of the
national anthem with the composition of the National Anthem that he composed in the
rast makam. The composition of Ali Rifat Cagatay, who was among the competitors in
the committee formed by the Ministry of Education in 1924, was accepted as the official
anthem (Cetin, 2014: 36).

It is reported that Muallim Ismail Hakk:i Bey composed a new makam called
“mahtrhan”, and besides this, he composed new styles and brought them to Turkish
music. The methods (ustl) that Muallim Ismail Hakk: Bey composed were “agirlama (9-
timed ustl), devr-1 kurdi (14-timed ustl), kazancilar diyegi (4-timed ustl), mevlevi evferi
(9-timed usil), nazhh diyek (12-timed usil)?, raks semai (18-timed usil)” (Kaygusuz,
2006: 21).

The works of Muallim Ismail Hakk: Bey, which he wrote in the field of theory and
music education, and his works that show the value he gives to musical notation are
remarkable. According to Kaygusuz, who translated Muallim Ismail Hakk: Bey's book
“Msiki Tekamiil Dersleri” into contemporary Turkish, reported that there is a 184-page
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fasil publication named Muallim Isméail Hakk: Bey's Mahzen-i Esrar-1 Masiki (treasury
of music secrets) or Teganniyat-1 Osmani (Istanbul 1313/1895) but not all of them have
reached the present day. The works cited as the first and second books are given below.

First Book: Usulat, Solfej, Makamat ve Ilaveli Nota Dersleri (ed. Kazmanizade Saml
Iskender), Istanbul: Hasim matbaasi, (1341/1925).

It is reported that the long name on the outer cover of the first book, which consists of
158 pages, is Usulat, Solfej, Makamat and Additional Note Lessons by Mahzen-i Esrdr-i
Musiki Owner Muallim Ismail Hakki Bey, and Solfeggio: Note Lessons on the inside
cover. It is recorded that this work was later published by Saml Iskender under the
name Turkish Music Note, Usul, Makamat and Solfej Method (1940?) in Latin letters
(2006: 21).

Second Book: Misiki Tekamiil Dersleri (ed. Kazmanizade Samli Iskender), Istanbul:
Galata Feniks printing house, (1926).

At the beginning of this book, the names of 4 terkib, 12 makams, and 7 dvdze, which are
also used in the traditional makam classification, are stated, and the course of 98
makams is briefly explained in the book. Of the 98 makams in the book, 80 are classified
as makam, 14 as makam, and 4 as dvdze. For the gsiibe, there are expressions such as
"dugéah, yegah" or "from the siibe" (Kaygusuz, 2006: 17).

Ozalp stated that Muallim Ismail Hakk: Bey took the surname "Aksoy" after the "Law
of Surnames" and that he died of a heart attack on December 30, 1927, at the age of 61,
on the way from Darii'l-elhéan to his home in Bebek (1986: 34), while Aksiit reported that
Muallim Ismail Hakk: Bey died on 11 December 1927 and was buried in Egrikap:
Cemetery next to Saka Baba from Bektasi on 14 December (1993: 278). The fact that a
cartoon about Muallim Isméail Hakk: Bey's funeral took place in Akbaba magazine on 15
December 1927 (Bardakei, 2017: 359; Konan, 2020: 69) shows that the information given
by Aksiit may be correct. According to this, it is understood that Muallim Ismail Hakk:
Bey passed away before 15 December. Muallim Ismail Hakk: Bey's body was carried
along with Chopin's funeral march, the recitations of the Qur'an by the hafiz and the
mersiye by the rabbis, and Gazimihal commemorated Muallim Ismail Hakk: Bey as the
first Turkish music composer to be taken to the grave with a brass band (Kaygusuz,
2006: 6).

The fact that Muallim Ismail Hakki Bey uses a modern approach as well as
traditionalism in his works, giving importance to both form and makam diversity and
focusing on the less used makams of his period, reveals that his composition has come
across a transitional phase.

1.2. Less Used Makams
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According to the research of Cevikoglu (2017: 20-22), it is stated that the number of
makams that have been invented and used by composers throughout history is 600, and
the number of makams that do not have a composition composed today is more than 300.
According to the TRT archive, it is reported that the number of makams with examples
in the repertoire is 286, and 41.96% (9.901 works) of 23,592 works composed from these
286 makams were composed by hicdz, nihavend, huzzam, rast, kurdilihicazkar and
ussak. Of the 600 makams estimated to have been used in the history of Turkish music,
20 makams, of which the number of works is 16,987 and that constitute 72% of the entire
repertoire, are "hicaz, nihavend, huzzam, rast, kurdilihicazkar, ussak, hiiseyni, mahr,
muhayyerkiirdi, hicazkar, karcigar, stznak, saba, acemasiran, acemkirdi, muhayyer,
buselik, eve, bayati”. Apart from these 20 makams, it is stated that the total of the works
composed by the other 266 makams, of which we have examples, is 6,605, and the rate is
28%. It 1s stated that the total number of works in 167 makams, each of which has less
than 10 exemplary works in the TRT repertoire, is only 452, and this number
corresponds to 1.91% of the total repertoire.

In the study, it is noted that a large part of the total number of works in the repertoire
belong to the 19th and 20th centuries. Cevikoglu states that the fact that very few or no
works were composed from these makams in the 19th and 20th centuries is not because
most of the composers of the recent period did not like the makams, but because many
works composed from these makams were forgotten because they were not recorded, and
they were not known enough. It is stated that this situation is the same in terms of
methods and forms.

Muallim Ismail Hakk Bey used makams such as nevriz, hicazzemzeme, evecmaye,
blizurg, Sevkaver, tabriz, zirkeside, sabazemzeme, narefte, evchiizi, huseynizemzeme,
1sfadazem, 1sfadaméam, the less used makams of his time, also composed works in more
preferred makams such as hicaz, nihavend, hicazkar, kurdilihicazkar.

17,883 works were recorded in the personal archive of Muallim Isméail Hakk: Bey,
which was transferred to the Ottoman Archives of the Republic of Turkey, Presidency of
State Archives, and the number of compositions belonging to him is 3348 among these
works, the works are reported according to their forms: 13 kar, 12 kar-1 natik, 15 nakis
beste, 168 beste, 72 nakis agir semai, 77 ylurik semai, 1411 sarki, 150 nakig yurik
semai, 2 mistezad ylriik semai, 4 mustezad, 12 halk sarkisi, 7 ninni, 92 ilahi, 1 nefes, 1
methiye, 27 tevsih, 2 sugul, 1 miinacaat, 4 durak, 30 fantezi, 335 mars, 72 operet, 11
kanto, 159 pesrev, 220 saz semaisi, 22 zeybek, 27 longa, 4 semali, 14 sirto, 1 taksim, 18
kocek, 11 kogma, 1 mani, 4 mandira, 11 oyun havasi, 5 mazurka, 2 raksan, 7 polka, 39
vals, 6 bale, 1 bahariye, 1 tango, 4 dans, 3 dagi, 4 ¢cengi, 1 atli, 1 aksak semai, 117 agir
nakis semai, 8 duaname, and it is reported that there are 137 more works, which are
recorded as a non-recorded form and their type is not specified (Konan and Dogrusoz,
2017: 134; Konan, 2020: 36-37).

When we look at the works composed by Muallim Ismail Hakk: Bey, it is seen that he
preferred the less used makams of his period. Kamsoy stated that Muallim Ismail Hakk:
Bey revealed and introduced many forgotten makams and published the notation of
many of them: “There were probably people who knew about these makams, but no one
discovered them. Muallim Ismail Hakki Bey, like many of the old music masters, was not
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one of those who kept his knowledge to himself, if he had not been a person who enjoyed
spreading and teaching what he knew, this ground-breaking might not have been
possible at all.”. Oztuna evaluated Muallim Ismail Hakk: Bey's effort to compose works
from makams that were not used and forgotten in his lifetime, as "he made a lot of works
from dead makams by engaging in an effort unrelated to art, such as resurrecting some
dead makams." In addition to this, he stated that he is a great composer and a great
service to Turkish music by teaching hundreds of young people, establishing the Istanbul
Operetta and publishing notes by giving concerts. Oztuna described the makams used by
Muallim Ismail Hakk: Bey in his works as follows;

“Acem, acemasiran, acembuselik, acemkiirdi, acemzemzeme, arazbar, araban,
arazbarbuselik, bayati, bayatiaraban, bayatiaraban-buaselik, besteisfahan, bestenigar,
blselik, biuizirg, canfeza, cargah, cargahda buselik, cargahda rast, dilefriz,
dilkeshaveran, dilnigin, diigdh, eve, evcara, evcbuselik, evchizi, evemaye, ferahfeza,
ferahnak, gerdaniye, gerdaniyebuselik, gerdaniyekurdi, gulizar, hicaz, hicazasiran,
hicazbuselik, hicazi irak, hicazkar, hicazzemzeme, hisarbiselik, hlizi, hiimaytn, hiiseyni,
hiiseyniagiran, hiiseynizemzeme, hiizzam, irak, isfahan, isfahanek, karcigar, kigek,
kirdi, kurdilihicazkar, méahGr, mahGrhidn, maye, muhalif-i 1rdk, muhayyer,
muhayyerblselik, muhayyerkirdi, muhayyersiinblile, mistear, narefte, neva,
nevabuselik, nevakiirdi, nevada ussak, neveser, nevr(iz, nihavend, nihavend-i kebir,
nikriz, nigablr, nisablrek, nihift, penggah, pesendide, rahatfeza, rahatilervah, rast,
rast-1 cedid, rehavi, saba, sabablselik, sabazemzeme, sazkar, segah, segaharaban,
selmek, sipihr, sultanihiizzam, sultaniirak, sultaniyegéah, stzidil, stzidilara, stznak ve
zenguleli stiznak, siinbiile, sedaraban, sehnaz, sehnazbiselik, sevkaver, sevkefza, sevk-1
cedid, sevk-1 dil, sevkutarab, tahir, tahirblselik, tarz-1 nevin, tebriz, ussak, uzzal, vech-1
arazbar, yegah, zavil, zevkutarab and zirkegide” (1990: 403-412). When we look at the
given makam names, it is seen that there are many less used makams and even
unknown makams today.

Oztuna quoted the works composed by Muallim Ismail Hakk: Bey as 940 works,
including 7 kar, 1 kar-1 natik, 38 beste, 48 agir semai, 48 yuriik semai, 505 sarki (kanto,
kogekee, halk sarkisi, fantezi), 42 mars, 21 tevsih, 1 sugul, 33 ilahi, nefes, 1 durak and 15
operet, 34 pesrev, 69 saz semaisi, 1 medhal and 75 oyun havasi (1990: 412).

2. Method

In the study, the literature review method was used as a data collection method, which
"helps to understand the research problem by selecting it and to put the research in a
historical perspective" (Karasar, 1994: 183). Literature review is also a research method
that "enables us to understand what kind of studies have been done in the field, the
findings of previous studies, the methods they have used, their contributions to the field,
and the points that have not been researched yet" (Karahasanoglu and Yavuz, 2015: 21).

In this study, the makams with less than 90 works in the TRT repertoire were
considered as "less used makams". All the works of Muallim Isméail Hakk: Bey in the
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TRT repertoire were examined, and the numerical data of the seldom-used makams were
compared with the usage rates in both the composer's works and the TRT repertoire. In
addition, some results were tried to be reached by giving examples about the completion
of the missing fasils composed from these makams.

3. Findings

When the TRT repertoire is examined, it is seen that the number of works belonging to
Muallim Ismail Hakk: Bey is 971. The table below shows the less used makams in the
works of Muallim Ismail Hakk: Bey in the TRT repertoire and the number of works
belonging to these makams.

Table 1. The makams for which Muallim Ismail Hakk: Bey composed one piece and their usage rate in the
TRT repertoire

MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE

Acemzemzeme 1
Arabanbuselik 1 4
Bayatiaraban-baselik 1
Buzirg 1 31
Hicazbuselik 1 9
Narefte 1 1
Nevakiirdi 1 16
Nuhift 1 75
Sipihr 1 36
Sehnazara 1
Sevkaver 1 6
Zirkegide (Rast) 1

12 183

Looking at the table above, it is seen that Muallim Ismaéail Hakk: Bey composed 1 piece
each from the makams in the table, and there is no work in the TRT repertoire from the
makams of acemzemzeme, sehnazara and zirkesi (rast). Among the makams in the table,
it is seen that 12 works out of 183 works in the TRT repertoire were composed by
Muallim Ismail Hakki Bey.

Table 2. The makams for which Muallim Ismail Hakk: Bey composed 2 pieces and their usage rates in the
TRT repertoire

MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE
Dilfirtz 2 4
Evcbiselik 2 30
Kugek 2 17
Muhayyerbuaselik 2 28
Nevabuselik 2 39
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Pesendide 2 31
Sababuselik 2 30
Sazkar 2 53
Sultanihiizzam 2 6

Stzidilara 2 51
Vech-i Arazbar 2 11
Zevkutarab 2 4

24 304

When the table is examined, it is seen that Muallim Ismail Hakk: Bey composed 2 works
from each of the makams in the table and the total number of 24 works has been reached,
while the number of works composed from these makams is 304 in the TRT repertoire. It
1s noteworthy that the rate of use of makams such as zevkutarab, sultanihiizzam, dilfiruz
in the repertoire is very close to each other.

Table 3. The makams for which Muallim Ismail Hakk: Bey composed 3 pieces and their usage rates in the
TRT repertoire

MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE
Acembiuselik 3 40
Besteisfahan 3 57
Canfeza 3 18
Evchizi 3 11
Gerdaniyekirdi 3 3
Hicazi Irak 3 3
Hazi 3 18
Isfahanek 3 14
Rast-1 Cedid 3 26

27 190

When the table above is evaluated, it is seen that the composer composed 3 pieces of
works, 27 in total, and this number is 190 in the TRT repertoire. When the usage rates of
the hicazi irak and gerdaniyekiirdi makams are examined, it is noteworthy that the
number of works composed by the composer and the number of works in the TRT
repertoire are equal.

Table 4. The makams that Muallim Ism4il Hakk: Bey composed 4 pieces and their usage rates in the TRT

repertoire
MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE

Gerdaniyebuselik 4 12
Sabazemzeme 4 68
Segaharaban(Sul. Segah) 4 10
Selmek 4 11
Sevk-i Dil 4 11
Sevkutarab 4 62
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24 174

When the table is examined, it is seen that the composer composed 4 works from each of
the makams in the table, and this number is 24 in total, and 174 works from these
makams are registered in the TRT repertoire. It is noticed that the number of works in
makams such as gevk-i dil, selmek, segaharaban (sul. segah), gerdaniyebuselik are close
to each other when the rate of use in the TRT repertoire is considered.

Table 5. The makams for which Muallim Ismail Hakk: Bey composed 5 pieces and their usage rates in the
TRT repertoire

MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE
Arazbarbuselik 5 47
Dilnisin 5 10
Maye 5 69
Nihavend-i Kebir 5 17
Tarz-1 Nevin 5 39

25 182

When the table is examined, it is seen that the composer composed 5 pieces of each of the
above makams and this number is 25 in total. In the TRT repertoire, there are 182 works
from these makams. It is noticed that the usage rates of dilnigin and nihavend-i kebir in
the table are close to each other.

Table 6. The makams in which Muallim Ismail Hakk: Bey composed 6 or more pieces and their usage rates in
the TRT repertoire

MAKAM NAME MUALLIM ISMAIL HAKKI BEY TRT REPERTOIRE

Mahtrhan 7

Hicazzemzeme 8 4
Muhayyerstiinbiile 8 77
Hiseynizemzeme 10 13

Nevriaz 11 21

Rehavi 11 67

Tebriz 17 27

72 209

When the makams in the table are examined, it is seen that the number of works
composed by the composer from these makams is 72 in total, and 209 works from these
makams are registered in the TRT repertoire. When the number of works is compared, it
is noticed that they are close to each other in number. When we look at the number of
works in the makam of "mahirhan", which Muallim Isméil Hakki Bey composed, in the
TRT repertoire, it is seen that there are only works belonging to the composer.

When the above tables are evaluated in general, it is seen that Muallim Ismail Hakk:
Bey composed 184 pieces from 51 makams that are rarely used, and the number of works
composed from these makams in the TRT repertoire is 1242. (While calculating these
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rates, the works composed by the composer from rarely used makams are not included in
the TRT repertoire.). It is noteworthy that in the paintings, there are no works composed
other than the works of Muallim Isméail Hakk:i Bey, one of the makams such as
mahtrhan, zirkeside, sehnazara and acemzemzeme, and that the majority of the works
composed with zevkutarab, vech-1 arazbar, tebriz, sevk-1 dil, sevkaver, sultanihiizzam,
selmek, segaharaban (sultanisegah), nevriz, narefte, kcek, 1sfahanek, hiiseynizemzeme,
hicazi iwrak, hicdzzemzeme, hicazbuselik, gerdaniyebtselik, gerdaniyekiirdi, evchizi,
dilnigin, dilfirGz, bayatiaraban-blselik and arabanbtselik makams belong to Muallim
Ismail Hakk: Bey. When the number of works composed by Muallim Ismail Hakk: Bey
from rarely used makams is compared with the number of works in the TRT repertoire, it
is understood from the tables that the composer's works are quite high.

Muallim Ismail Hakk: Bey, besides composing works from rarely used makams, is
also considered very important, especially his work on the completion of classical fasils
composed from these makams.

3.1. “Completing a Fasil” in the Composition Understanding of Muallim Ismail Hakk:
Bey

It can be seen as an incomplete evaluation to describe the fact that Muallim Ismail
Hakk: Bey composed many works from rarely used makams as a personal preference for
composition. What is important in Muallim Ismail Hakki Bey's understanding of
composition is to complete the works required for the performance, rather than who the
works to be performed belong to, and thus to ensure that the cultural memory of the
music is transferred without interruption. It is possible to come across the most obvious
examples of these "completion" activities in the Mevlevi rites.

In the Mevlevi tradition, rites are works composed for the sama mukabele, and many
rite composers did not mind adapting some parts from another rite that was composed
before them for a new rite they would compose (if it was appropriate for the makam, ustl
and lyrics). Because the essential thing for Mevlevi composers is the search for truth
through the teachings of Mevlana. Therefore, it is important for the Mevlevis to display
the wise messages to be conveyed with the sema in the beauty they deserve, rather than
by whom the music performed during the response was composed. This attitude, in which
the sense of self is postponed, reveals a worldview in which pluralism is at the center, in
parallel with the general understanding of the Mevlevi. Many Mevlevi composers did not
compose the pesrev, son pesrev and son yurik semai parts of the rituals themselves. For
the relevant sections, they either used the existing works of other composers or ordered a
composer to compose these sections. For example, the last prelude to Dede Mehmed Zekai
Efendi's mevlevi ritual in the shzidil makam was composed by Raif Yekta Bey, and the
pesrev at the beginning of Celaleddin Dede's diigah makam was composed by Hiiseyin
Fahreddin Dede.

With a similar approach, there are also "completed" works in classical fasils.
Throughout history, many classical pieces were left incomplete because they were
forgotten during the transmission through mesk, and therefore they became
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unperformable, so some lost works in the classical section of a composer were composed
by another composer in a style similar to the original version, and the related section was
performed.

It is understood that Muallim Isméail Hakk: Bey also completed many incomplete fasils
with this understanding and gave importance to completing the sets, especially in the
less-used makams. There are examples where Muallim Ismail Hakk: Bey provided the
completion of the fasil by composing the missing pieces of a classical section belonging to
another composer, as well as examples where he provided the formation of a new team in
the tebriz makam by composing works in the form of murabba and aksak semai on yuruk
semai by Rabbi Nesim Civilya. The fact that Ozalp (1986: 35) mentions that Muallim
Ismail Hakk: Bey completed the missing pieces of instrumental and lyric works in that
makam in order to introduce the fasils in unknown makams, confirms this information.

These works of Muallim Ismail Hakk: Bey, to convey the tradition correctly, were
appreciated by the music community during his lifetime. There were also points of
criticism. Today, it has been a guide by inspiring many studies.

3. Results

When we look at all of Muallim Isméail Hakk: Bey's works such as composition,
education, ensemble director, and notation writing, it is noticed that he made a great
effort to transfer the tradition. The last periods of the Ottoman Empire and the first
years of the Republic are the most uncertain times of cultural identity changes. Many
music people who have realized this period have performed their works in this
"uncertainty" environment. Music is one of the areas most affected by the preference for
Western culture, which started with the Tanzimat Reform Era and continued in the
founding period of the Second Constitutional Monarchy and the Republic. In this process,
the tides between tradition and innovation caused many difficulties in terms of the
technique and transmission of music. In addition to the compositions made in order not
to be indifferent to the popular new music forms that started to appear with the changing
music perception in this period, new works produced for the continuity of the ancient
composition types transferred by tradition also attract attention. On the one hand, the
makams that began to be expressed with tonality, on the other hand, the less-used
makams that were composed in order not to be forgotten, on the other hand, the
difficulties in writing them using European notation are among the prominent problems
of this chaotic period. Being in the middle of all these uncertainties, Muallim Ismail
Hakki Bey was able to reflect the period he lived in as it was, therefore he composed
kanto, fokstrot, mars, and operet as well as pesrev, kdr, murabbd, sazsemdisi, longa, sirto.

When the compositions of Muallim Ismail Hakk: Bey are examined, it is easily
understood that the preferred makams are mostly rarely used and forgotten ones. This
attitude is not only a personal and artistic preference of the composer, but also an
indication of his sense of duty in conveying the tradition. Just like Mehmed Zekai Efendi
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(Zekai Dede), who composed a set of the sipihr makam, which he realized was rarely used
in his own time, and conveyed the lyrics of his yiiriikk semai, especially including the
description of the makam, Muallim Ismail Hakk: Bey, with a similar mission, composed
hundreds of works from forgotten makams in his own time. Evaluating this activity, as
Oztuna puts it, "by engaging in an effort unrelated to art, such as resurrecting some dead
(forgotten) makams, he made a lot of works from dead makams" is an admission that the
issue has not been properly understood.

Muallim Ismail Hakk: Bey ensured that thousands of works belonging to different
composers were transferred to the present day with his handwriting, and during these
transfers, he recomposed works that were forgotten in time by imitating the style of his
composer in order to complete the fasil. Thus, it not only prevented the oblivion of related
works and makams, but also enabled the transfer of the classical fasil tradition. We
believe that it would be more appropriate to consider all these as "an effort to preserve
the connection between the past and the future" rather than as "an effort unrelated to
art", as Oztuna stated.

The scientific and artistic works belonging to Muallim Ismail Hakk: Bey attract the
attention of many researchers working in the field of theory, composition, and
performance, and it is hoped that these studies will increase.

Acknowledgements

This article was generated from the Proficiency in Art Thesis titled; " The Examination
of Classical Set in Nevrtiz Makam by Muallim Ismail Hakki Bey in Terms of Musical
Elements", which is being prepared at Afyon Kocatepe University Graduate School of
Social Sciences Department of Music in Turkey.

References

Aksoy, B. (1985). Tanzimat’tan Cumhuriyet'e Misiki ve Batililasma. Tanzimat’'tan Cumhuriyet’e
Tirkiye Ansiklopedisi (Music and Westernization from the Tanzimat to the Republic)
Encyclopedia of Turkey from the Tanzimat to the Republic. Istanbul: Iletigsim Publishing.

Aksu, F. A. (1988). Abdiilbaki Nasir Dede Tetkik ii Tahkik. (Unpublished Master’s Thesis).
Marmara University Institute of Social Sciences, Istanbul.

Akstt, S. (1993). Tirk Musikisinin 100 Bestekar: (100 Composers of Turkish Music). Istanbul:
Inkilap Bookstre.

Bardakei, M. (2017). Safiye. Istanbul: Tiirkiye Is Bankas: Kiiltiir Publishing.
Behar, C. (1993). Zaman, Mekan, Muzik (Time, Place, Music). Istanbul: Afa Publishing.

Yap1 Kredi Publishing.
Behar, C. (2019). Ask Olmayinca Mesk Olmaz. Istanbul: Kredi Publishing



Elitas & Tiirkmen/ International Journal of Curriculum and Instruction 14(2) (2022) 1442-1456 1455

Cetin, N. (2014). Istiklal Marsrmizi Anlamak (Understanding Our National Anthem). Ankara
University Faculty of Language, History and Geography Journal of Turcology, 21, 2, 25-92.
https://doi.org/10.1501/Trkol 0000000286

Cevikoglu, T. (2017). Bir Haydlin Peginde-Klasik Tiirk Miizigi Yazilari. (Classical Turkish Music
Writings-1). Ankara: Edebiyat Ortami Publishing.

Duran, M. H. (2001). “Milli Mecmua” Ve “Tiyatro ve Musiki” Adl1 Dergilerdeki Turk Musikisi ile
Ilgili Makaleler (Articles Related to Turkish Music in the Magazines "Milli Mecmua" and
"Theater and Music"). (Unpublished Master’s Thesis). Marmara University Institute of Social
Sciences. Istanbul.

Gazimihal, M. R. (2017). Anadolu Tiirkiileri ve Musiki fstik;bdlimiz (Anatolian Folk Songs and
Our Musical Future). Prep. Metin Ozarslan (2nd Edition). Istanbul: Dogu Library.

Gictekin, N. (2014). Ismail Hakki Bey ve Osmanli Devleti'nde Ilk Ozel Misiki Okulu: Misiki
Osmani Mektebi (1910-1920) (Ismail Hakki Bey and the First Private Music School in the
Ottoman Empire: Misiki Osmani School 1910-1920). Rast Journal of Musicology Volume II, 1-
18. https://doi.org/10.12975/rastmd.2014.02.01.00028

Giintekin, M. (2010). Istanbulin 100 Musikisinasi-17 (Istanbul's 100 Musicians-17). Istanbul:
Istanbul Metropolitan Municipality Kiiltiir A.S. Publishing.

Inal, I. M. K. (2019). Hos Sada, Son Asur Tiirk Musikisinaslar: (Hos Sada, Turkish Musicians of
the Last Century). Istanbul: Ketebe Publishing.

Kamsoy, M. M. (1971). Muallim Ismail Hakk: Bey'e Dair. Musiki ve Nota (About Muallim Ismail
Hakk: Bey. Music ve Note), Cilt: 2,19.

Karahasanoglu, S. and Yavuz, E. D. (2015). Miizikte Arastirma Yontemleri (Research Methods in
Music). Istanbul: Istanbul Technical University Turkish Music State Conservatory Publishing.

Karasar, N. (1994). Bilimsel Arastirma Yontemi (Scientific Research Method). Ankara: Research
Education Consultancy Ltd.

Kaygusuz, N. (2006). Muallim Ismail Hakky Bey ve Musiki Tekamiil Dersleri (Muallim Ismail
Hakkiy Bey and Miisiki Tekamiil Lessons). Istanbul: ITU Vakfi Publishing.

Konan, D. and Dogruséz, N. (2017). Osmanli'dan Cumhuriyet'e Esdtiz-i Elhanimizin Ser-Firdzi:
Ismail Hakki Bey (Ser-Firdz of Our Esdtiz-i Elhan from the Ottoman Empire to the Republic:
Ismail Hakki Bey). International Republic Art Days, April, 2017, (p.132-138). Sivas:
Cumhuriyet University.
file:///Users/ozlemelitas/Downloads/ULUSLARARASI_CUMHURIYET_SANAT_GUNLERI_TA.
pdf

Konan, S.D. (2020). Muallim Ismail Hakki Bey; Hayati ve Dini Musiki Formlarindaki Eserleri
Uzerine Bir Inceleme (Muallim Ismail Hakki Bey; A Study on His Life and His Works in
Religious Music Forms). (Unpublished Doctoral Dissertation). Marmara University Social
Sciences University, Istanbul.

Ozalp, M. N. (1986). Tiirk Misikisi Tarihi Cilt I-II (Turkish Music History Volume I-II). Ankara:
TRT Music Department Publishing.

Oztuna, Y. (1990). Biiyiik Tiirk Misikisi Ansiklopedisi Cilt I (Great Encyclopedia of Turkish Music
Vol. I). Ankara: Ministry of Culture Publishing.

Tura, Y. (2001). Kitabu'Ilmi'l-Musiki 'ala vechi'l-Hurufat. Yap1 Kredi Publishing.

1455


https://doi.org/10.1501/Trkol_0000000286

1456  Elitas & Tiirkmen / International Journal of Curriculum and Instruction 14(2) (2022) 1442-1456

Tura, Y. (2006). Nasir Abdiilbaki Dede, Inceleme ve Gergesi Arastirma, Tedkik ii Tahkik (Nasir
Abdiilbaki Dede, Investigation and Researching the Truth, Tedkik ii Tahkik). Istanbul: Pan
Publishing.

Tirager, M. (2014). Turk Musikisinde Duaname Formu ve Eserleri (The Duaname Form and Its
Works In Turkish Music). Dicle Universitesi Ilahiyat Fakiiltesi Dergisi, 16, 2.
http://isamveri.org/pdfdrg/D02042/2014_2/2014_2_TIRASCIM.pdf

Yenigiin, H. (1971). Ismail Hakk: Bey (Muallim). Musiki ve Nota (Ismail Hakk: Bey (Muallim)).
Music and Note), 13.

Web

Ayangil, R. (2015). Kigisel ve Toplumsal Boyutta Tirk Makam Miizigini Anlama ve Temsil
Sorunsali, Kiltur Soylesileri (The Problem of Understanding and Representing Turkish
Makam Music in Personal and Social Dimensions, Cultural Interviews). Ankara: Atatirk

Cultural Center Presidency. https://www.akmb.gov.tr/Bilgi.aspx?ID=254
https://'www.youtube.com/watch?v=Dt1jA_2aymE (Retrieved in: 20.09.2020)

Bardake¢i, M. (2019). Osmanli Imparatorlugunu Tegkil Eden Milletler I¢in Yapilmis Ama Hig
Calinmamis Besteler Albiimi, Habertirk (Album of Compositions Made for the Nations
Forming the Ottoman Empire But Never Played, Habertirk). 03.03.2019,
https://www.haberturk.com/yazarlar/murat-bardakci/2390800-osmanli-imparatorlugunu-teskil-

eden-milletler-icin-vapilmis-ama-hic-calinmamis-bir-besteler-albumu (Retrieved in:
10.09.2020).

Copyrights
Copyright for this article is retained by the author(s), with first publication rights granted to the Journal.

This is an open-access article distributed under the terms and conditions of the Creative Commons
Attribution license (CC BY-NC-ND) (http://creativecommons.org/licenses/by-nc-nd/4.0/).


https://www.akmb.gov.tr/Bilgi.aspx?ID=254
https://www.haberturk.com/yazarlar/murat-bardakci/2390800-osmanli-imparatorlugunu-teskil-eden-milletler-icin-yapilmis-ama-hic-calinmamis-bir-besteler-albumu
https://www.haberturk.com/yazarlar/murat-bardakci/2390800-osmanli-imparatorlugunu-teskil-eden-milletler-icin-yapilmis-ama-hic-calinmamis-bir-besteler-albumu

