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Theoretical Foundations of the Turkish Music Modal System: A Comparative Study Based on Two
Treatises!

Tiirk Miizigi Makam Sisteminin Teorik Temelleri: Iki Risale Dayah Karsilashrmah Bir Calisma

ABSTRACT

This study examines the theoretical structure of Ottoman music by analyzing lm-i Edvar-1 Misiki and Terciime-i Risale-i Msiki,
two prominent works of Turkish music theory written in the fifteenth century. The research focuses on the systematic classification
of maqams, avazes, shu ‘bes, and terkibs, as well as their functional relationships within the theoretical framework of the period. In
addition to modal structures, the study addresses concepts such as rhythmic organization, melodic expansion, and the role of
compound structures in musical practice.

Furthermore, the works are examined with regard to their associations between music and extramusical elements, including time
cycles, natural temperaments, human complexions, and astrological symbolism. These classifications reveal that Ottoman music
theory was constructed as a comprehensive system in which musical practice was closely linked to cosmological and physiological
considerations.

Based on textual analysis of the transliterated versions of the sources, this study demonstrates that Ottoman music theory cannot be
understood solely as a technical sound system, but rather as a multidimensional intellectual tradition reflecting the cultural and
scientific worldview of its time. In this respect, the analyzed works provide significant insight into both the theoretical foundations
and the practical orientation of Ottoman musical thought.

Keywords: Turkish Music Theory, Magam, Musical instruments, Modal System, Astrology and Music, Fifteenth-Century
Ottoman Music.

OZET

Bu calisma, XV. yiizyilda kaleme almms Tiirk miizigi teorisinin 6nemli kaynaklarmdan ilm-i Edvér-1 Misiki ve Terciime-i
Riséle-i Misiki adli iki eseri inceleyerek Osmanli miiziginin kuramsal yapisini ele almaktadir. Aragtirma, makam, avaze, su‘be ve
terkiblerin sistematik siniflandirilmasini ve bu yapilarin donemin teorik gergevesi icerisindeki islevsel iliskilerini ortaya koymay1
amaclamaktadir. Modal yapilarin yani sira us@l anlayisi, ezgisel genisleme ve bilesik yapilarin miiziksel pratikteki rolii gibi
kavramlar da ¢alisma kapsaminda degerlendirilmistir.

Bununla birlikte, s6z konusu eserler; miizik ile zaman dongiileri, tabiat mizaglari, insan beden yapilari ve astrolojik sembolizm gibi
miizik dig1 unsurlar arasindaki iligkiler agisindan da incelenmistir. Bu smiflandirmalar, Osmanli miizik teorisinin yalnizca ses
temelli bir sistem olarak degil, kozmolojik ve fizyolojik diisiincelerle biitiinlesmis kapsamli bir kuramsal yap1 olarak insa edildigini
gostermektedir.

Kaynaklarin ¢eviri yazi metinleri lizerinden yapilan metin ¢dziimlemesine dayanan bu ¢alisma, Osmanli miizik teorisinin yalnizca
teknik bir ses sistemi olarak anlagilamayacagini; aksine, donemin kiiltlirel ve bilimsel diinya goriigiinii yansitan ¢ok boyutlu bir
diislince gelenegi oldugunu ortaya koymaktadir. Bu baglamda incelenen eserler, Osmanli miizik diisiincesinin hem kuramsal
temellerine hem de uygulamaya doniik yonelimlerine dair 6nemli veriler sunmaktadir

Anahtar Kelimeler: Turk Miizigi Teorisi, Makam, Modal Sistem, Osmanli Miizigi, Astroloji ve Miizik, XV. Yiizy1l Osmanl
Miizigi

! The comparison of {lm’i Edvar-1 Musiki and Terciime’i Risale-i Musiki was published as a paper in Turkish at the 9th International Turkish
World Social Sciences Congress.
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1. INTRODUCTION

The theoretical treatises that emerged in Turkish music history from the fifteenth century onward are of
critical importance for understanding the musical conception of the period from both theoretical and
practical perspectives. These works encompass a wide range of topics, from the systematic classification of
makams, avazes, and su ‘bes to the organization of usils, the performance of musical forms, and the tuning
systems of musical instruments. Among these, [lm-i Edvar-1 Misiki and Terciime-i Risale-i M{siki stand
out as works that present these aspects of Turkish music theory in a detailed manner.

This research is based on textual analysis conducted with reference to the transliterated versions of the
relevant works.

[lm-i Edvar-1 Misiki is a work copied in the eighteenth century and explains the science of makams based
on the classification of Hoca Abdiilkadir. In the text, twelve makams, seven avazes, and four su ‘bes are
examined in detail, and their astrological contexts, the terkibs they generate, and their usil arrangements
are explained. By including anecdotes of renowned musicians, the work reflects the musical culture of the
period, while also offering practical information such as instrumental tunings, the selection of makams
appropriate to human temperaments, and makam preferences according to different times of the day. From
the ninth folio onward, music is explained through poems in mesnevi and prose forms, and in subsequent
folios it is supported by diagrams and explanations.

Tercime-i Riséle-i Musiki was written in the fifteenth century by Yusuf b. Nizameddin Kirsehri as an
Ottoman Turkish translation of a work whose original Persian text has not survived. The treatise presents
in detail the circular representation of makams, their astrological associations, systematic explanations of
ustls, the arrangements of musical instruments, and performance techniques. Kirsehri’s work conveys the
Turkish music system established by Farabi, 1bn Sind, Urmevi, and Meragi through his own interpretations,
and certain compound makams are found only in this treatise. In addition, the work begins with hamdele
and salvele, explains the construction techniques of musical instruments and the natural interactions related
to sound, and offers both theoretical and practical recommendations for musical performance.

Both works clearly set forth how musical forms such as nevbet-i muretteb are performed, the functions of
different sections such as kavl, gazel, terane, and fiirtidast, and the refrain structures and temporal values of
ustls. Furthermore, the association of makams, avazes, and su ‘bes with zodiac signs, planets, and the four
fundamental elements reflects the understanding of cosmic order and harmony in the music of the period.

This study aims to examine the systematic structure of the concepts of maqam, avaze, and shu‘be by
focusing on {lm-i Edvér-1 Misiki and Terciime-i Risale-i MUsiki, two significant works within fifteenth-
century Ottoman music theory. The analysis is conducted on the basis of the theoretical explanations and
classifications presented in these texts, and the relationship established between music theory and elements
such as time, nature, human complexion, and astrology is addressed through a descriptive approach. In this
context, the study seeks to reveal the multilayered structure of Ottoman music theory.

2. iLM-i EDVAR-1 MUSIiKi: CONTENT AND CHARACTERISTICS

[lm-i Edvar-1 Misiki is one of the significant works of Ottoman music theory; however, no definitive
information has survived regarding its author or copyist. According to existing sources, the date of its
transcription is known to be the eighteenth century (Kamiloglu, 2007: 15). The copy preserved in the
Sermet Cifter Research Library consists of a total of 42 folios and has a cardboard-bound structure covered
with cherry-burgundy and black leather. The work is written in Turkish and was composed in the naskh
script; headings written in red ink and the main text in black ink are among its notable features. On the first
page, only the expression “Edvar” appears, and the introductory line begins with the phrase “Bu tasnif hoca
‘Abdiilkadir’indiir” (Kamiloglu, 2007: 15).

The content of the work is systematically presented based on Hoca Abdiilkadir’s classification,
encompassing twelve makams, seven avazes, and four su ‘bes. The organization of makams and usils, the
structuring of musical forms, and the use and tuning of instruments are discussed in detail. The structures
of the three principal ustls—Hafif, Sakil, and Darbeyn—and the related rhythmic arrangements are
explained (Bardakgi, 1986: 81). The work also conveys musical knowledge through poems composed in
prose and mesnevi forms and supports its explanations with diagrams and tables.
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In terms of musical form, the work addresses nevbet-i miretteb comprehensively; the sequence and
performance methods of structures such as Tarik, Pesrev, Hiisrevani, Kavl, Gazel, Pare, Terane, and
FiirGdast are explained (Cakir, 1999: 202-203). In addition, emphasis is placed on the suitability of
makams to different times of the day, their harmony with human temperaments, and their astrological
associations. By relating the twelve makams to zodiac signs, the seven avazes to planets, and the four su
‘bes to the four fundamental elements, the cosmic musical understanding of the period is revealed
(Bardakgi, 1986: 64-77).

The structural content of the work shows similarities with Safiyuddin Abdil-Mii’min’s Kitabii’l-Edvar.
This Arabic work was translated into Turkish during the reign of Sultan Murad II by Ahmedoglu
Stikrullah, with twenty additional chapters appended. The Turkish translation became known as Edvar-1
Miisiki and consists of a total of 121 folios (Kamiloglu, 2007: 15-16).

3. TERCUME-i RiSALE-i MUSIiKi: CONTENT AND CHARACTERISTICS

Tercume-i Riséale-i MGsikT is an Ottoman Turkish translation of a work originally written in Persian in H.
813 / A.D. 1441 (Tahir Bey, 1975: 305). The original Persian text has not survived, and there is no
definitive information regarding the translator or translators. The author of the work is Sehri Kirsehri el-
Mevlevi Yusuf Ibn Nizameddin Ibn Yusuf ROmf.

There are two different copies of the work. The first is Risale-i MQsiki, registered under number 131 in the
National Library; it is written in the ta ‘lik script and decorated with gilded marginal ornaments. The other
copy is the Terciime-i Riséle-i Misiki examined in this study, which is preserved in the Corum Hasan Pasa
Provincial Public Library. It is notable for its black leather and blue paper-covered binding, texts written in
red ink, and watermarked paper. The external dimensions of the manuscript are 157 x 112 mm, the internal
dimensions are 110 x 62 mm, it consists of 31 folios, and each page contains 15 lines. The script type is ta
‘lik.

The content of the work encompasses the systematic examination of makams, avazes, su ‘bes, and terkibs,
as well as us(ls. From the sixth folio onward, makams are presented in a circular form and their
astrological associations are explained. Us(ls are discussed through Darb-1 Sakil, Darb-1 Hafif, and
Darbeyn, and information is provided on the tuning and structural arrangements of instruments such as the
Ud, Ney, Ceng, and Ses-tar (Bardakei, 1986: 81). Musical forms such as nevbet-i miretteb, Tarik, Kavl,
Terane, and FiirGdast are explained in detail, and the relationship of music with time, human temperament,
and astrology is set forth.

This work by Yusuf Kirsehri presents both the theoretical and practical aspects of Turkish music theory in
a holistic manner and offers a systematic evaluation of the musical culture of the period. The treatise
includes the author’s own interpretations and additional explanations in relation to the works of earlier
music theorists (Oztuna, 1990: 501; Kaplan, 1991: 284).

4. THE CONCEPT OF MAKAM AND THE TWELVE PRINCIPAL MAKAMS

The term makam, in its lexical sense, refers to social status, rank, or the dignity of something. In the
sources of misiki edvari, however, makam is defined as the designation given to specific melodies
performed under particular conditions within a certain tonal framework or order, based on a portion of the
silsile-i esvat-1 misikiye (Kalender, 1982: 46). According to Sirvani, performers (erbabu’l-amel)
commonly referred to the edvar in use during this period as makam, perde, and kiise (Akdogan, 1996: 37).

In the musical treatises written during this period, the number of principal makams is twelve. This set of
twelve makams also forms the basis of the works Ilm-i Edvar-1 Misiki and Terciime-i Risale-i M{siki
examined in this study. The other makams presented in these treatises are compound (murekkep) makams
formed through combinations of these twelve principal makams with avazes and su ‘bes.

The twelve principal makams may be listed as follows:
Raést

‘Irak

Isfehan

Zir-efkend-i Klgek

Buziirg
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Zirgile
Rehavi
Huseyni
Hicaz
Biselik
Neva
‘Ussak

These makams constituted the fundamental points of reference in the musical understanding of the period
and served as the basis for the derivation of other makams.

Fithme Ak

Corws Alest © Faibul Hiki

Figure 1. [lm-i Edvar-1 Masiki Makam Table 1 (Y1ldiz, 2010: 58)
4.1. Avazes and Their Characteristics

The second type of musical structure that distinguishes makams from one another is referred to as avaze. In
terms of its lexical meaning, avaze is associated with concepts such as a loud sound, renown, or fame.
According to Bardake1, dviazes do not constitute complete scales; they are known as secondary-degree
scales and are generally performed in combination with makam scales (Bardakei, 1986: 64).
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According to historical sources, Safiyyii’d-din and Hizir b. Abdullah identified six avazes. However, in the
fifteenth century, Ladikli Mehmed Celebi added Hisér, thus enumerating a total of seven avézes. In this
context, the original form of the Nevriiz dvaze is referred to as Nevriz’l-Asl (Akdogan, 1996: 37).

The seven avazes mentioned in {lm-i Edvar-1 Misiki and Terciime-i Risale-i M{siki are as follows:

Gevest

Nevrlz

Sehnaz

Maye

Selmek

Gerdaniye

Hisar

These avazes, when combined with the twelve principal makams, create different tonal and melodic colors
in musical compositions, thereby enriching the characteristic features of the makam.

Figure 2. Ilm-i Edvar-1 Maisiki Makam Table 1 (Yildiz, 2010: 59)

4.2. Su ‘bes and Their Functions
Su ‘bes are not regarded as complete and independent scales; while some appear as scale-like structures
without a distinctive characteristic, others consist of only two tones. Their primary function is to contribute

to the development of the main scales, namely the principal makams. Su ‘bes are used to extend the scale
of the makam to which they are added, with the aim of providing melodic richness and variety.

1458



International Journal of Social and Humanities Sciences Research (JSHSR)

According to historical sources, Abdiilkadir Meragi stated the number of su ‘bes as twenty-four. These su
‘bes are as follows:

Dugéh

Segéh

Céargah
Pencgah
Asiran
Nevriz-u Arab
Mahar

Beyati
Nevriz-u Beyati
Hisar

NUhuft

Uzzal

Evig

Nikriz
Miiberka
Rekb

Saba
Himayun
Zavil
Isfahanek
Bestenigar
HOzi
Nihavend
Muhayyer (Bardakg1, 1986: 64-77).

In both Ilm-i Edvar-1 Mdsiki and Terciime-i Risile-i Mdsiki, these su ‘bes likewise appear and are
employed to explain the structural diversity of makams.
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Figure 3. Pitch Table 1 in {lm-i Edvar-1 Misiki (Yildiz, 2010: 151)
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Figure 4. Pitch Table 2 in {lm-i Edvar-1 Misiki (Yildiz, 2010: 154)
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5. TERKIBS AND DIFFERENCES AMONG MUSIC THEORISTS

Differences are observed among music theorists regarding the number and classification of makams,
avazes, su ‘bes, and terkibs. For example, while only four su ‘bes are mentioned in some sources,
Abdulkadir Meragi identifies twenty-four su ‘bes in his work. Moreover, whereas Meragi considers
Nihavend, Zavil, and Nikriz as su ‘bes, Yusuf b. Nizameddin classifies these elements within the scope of
terkibs.

Yusuf b. Kirsehri, on the other hand, recorded the following makams and their derivatives as terkibs:

Bestenigar, Penggah, Isfahani, Dikles-Haveran, Zir-keside, ‘Asiran, Isfahanek, ‘Uzzal, Hiimaytn, Bahr-i
Nazik, Hisarek, Turk-1 Hicaz, HicAz-1 Muhalif, Rahatii’l-Ervah, Neva- Asiran, Zavil-i berka’, Zemzeme,
Nevr(z-1 Rimi, Rekb, Rekb-i Nevrlz, Zir-efkend, Buziirg, Sazkar, Nihdvend-i Rimi, Nisabtirek, Vech-i
Hiseyni, Rly-i ‘Irak, Miiste’ar, Nigar, Gerdaniye-i Nigar, Gerdaniye-i Baselik, Muhayyer, Sipihr, Hlseyn-
i ‘Acem, Hicaz-1 Biiziirg, Hisar-1 Evc, Niihiift, Nigar-1 Nik ‘Acem, Zir-keside, Rast, Maye, ‘Ussak, Segah-1
Maye, Terkib-i Saba, Nevrlz-1 ‘Acem, Cargdh-1 ‘Acem, Uzzal-1 ‘Acem, ‘Acem-i Rast, Sebz-ender-sebz,
Zavil, Karcigar, Muhalif, Miiberka‘, Nevriiz, Gerdaniye, Hisar, Cargah, Buselik, Beste Isfehan, and Agéz—i
Zenbdr.

This extensive list of terkibs demonstrates how richly and systematically music theory was treated during
the period of Yusuf b. Kirsehri. Terkibs not only increase the diversity of makams but also serve to expand
the melodic and rhythmic potential of existing makams, thereby contributing to the emergence of a richer
musical conception in terms of performance.

6. THE SUITABILITY OF MAKAMS ACCORDING TO THE TIMES OF THE DAY

In flm-i Edvar-1 Masiki and Terciime-i Risale-i M{siki, the twenty-four hours of the day are divided into
four main periods, and the makams deemed appropriate for performance during each period are specified.
This classification is based on the principle that each makam possesses tonal and emotional characteristics
compatible with the nature of time.

6.1. From Morning to Forenoon (Serd-Ter / Cold—Moist)

Since nature is considered cold during this time interval, warm and pleasant makams are preferred. The
appropriate makams are as follows:

Hiseyni, ‘Ussak, Kiicek, Nevriz, Dil-kes Haveran, Nisa-vurek, Hisar, Rekb, Rekb-i Nevr(iz, Muhayyer,
Hiseyni-*Acem, Cargah, ‘Acem, Sipihr, ‘Ussdk-Maye, Neva-Asiran, Nevriz-1 Rami.

6.2. From Forenoon to Afternoon (Kerem-Husk / Dry—Hot)

This period corresponds to a time when nature is dry and hot. The makams considered appropriate are:
‘Irak, Zir-ghle, Neva, Gevest, Segah, Zavil, Ray-i ‘Irak, Hisar-Maye, Mu‘tedil, Segah-‘Acem, ‘Irak-
‘Acem.

6.3. From Afternoon to Nightfall (Kerem-Ter / Hot—-Moist)

Due to the hot and moist character of nature during this period, the following makams are preferred:

Isfehdn, Rehavi, Bdselik, Vech-i Hiiseyni, Karcigar, Beste-Isfehan, Zir-keside, Nigar, Zemzeme,
Gerdaniye.

6.4. From Nightfall to Morning (Serd-Husk / Cold-Dry)

As this time interval is characterized by cold and dry conditions, calmer and heavier makams are
considered suitable. The relevant makams are:

Rast, Biiziirg, Hicaz, Sehnaz, Selmek, Beste-Nigar, Nikriz, Gerdaniye, Nigar, ‘Asiran, Penggah, Rést-
Maye, ‘Uzzal, ‘Uzzal-1 ‘Acem, Hicaz-Muhalif, Rahatii’l-Ervah, Muhalifin, Hic&z-‘Acem, Niihiift,
Nihavend, Bahr-i Nazik, Hicaz-Buzurg.

This classification demonstrates that, in the performance of each makam, both its emotional effect on the
listener and the rhythmic and tonal characteristics of nature were taken into consideration. Thus, in

Ottoman music theory, makams were evaluated not merely as melodic scales but within a system
harmonized with time and the spiritual influence of nature.
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7. THE HARMONY OF MAKAMS WITH HUMAN COMPLEXIONS

The works include information indicating that makams are compatible not only with time periods and
nature but also with human complexions. Accordingly, certain makams and their tevabi ‘are considered
appropriate for individuals with dark, fair, wheat-colored, and light brown complexions.

7.1. Dark-Complexioned (Karayagiz) Individuals

Since their nature is considered kerem-husk (dry and hot), the makam ‘Irak and its tevabi ‘are regarded as
suitable for these individuals.

7.2. Wheat-Colored Complexioned Individuals

As their nature is described as kerem-ter (soft), the makam Isfehdn and its tevabi ‘are considered
appropriate for these individuals.

7.3. Fair-Haired Individuals
Because their nature is serd-husk (cold and dry), the makam Rast and its tevabi ‘are deemed suitable.
7.4. Light Brown-Complexioned Individuals

Since their nature is serd-ter (cold and moist), the makam Kiigek and its tevabi ‘are found appropriate for
these individuals.

This classification demonstrates that, in Ottoman music theory, makams were associated not only with
their melodic and rhythmic values but also with human physiology and natural characteristics. Thus, the
performance of each makam was considered important with regard to both aesthetic and bodily suitability.

8. ASTROLOGICAL REPRESENTATIONS OF MAKAMS, AVAZES, AND SU ‘BES

In Ottoman music theory books written during and after the fifteenth century, it is observed that
astrological symbols and natural elements played a significant role in the formation of makams, avazes,
and su ‘bes. This approach indicates that music theory was not limited to the organization of sound and
rhythm alone but also encompassed a systematic integrity based on cosmic and natural representations.

8.1. The Twelve Makams and the Zodiac Signs

The twelve makams were classified to correspond to the twelve zodiac signs. This classification aims to
associate the characteristic features of makams with natural and astrological influences.

Rast: Haml “Evvel Haml” (Aries)
‘Irak: Sevr (Taurus)

Isfehan: Cevza (Gemini)
Zir-efkend Kdgcek: Sertan (Cancer)
Biizlrg: Esed (Leo)

Zirgile: Sunbiile (Virgo)

Rehavi: Mizan (Libra)

Huseyni: Akreb (Scorpio)

Hicaz: Kavs (Sagittarius)
Baselik: Cedi (Capricorn)

Neva: Delv (Aquarius)

‘Ussak: Had (Pisces)
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8.2. The Seven Avazes and the Seven Planets

Avazes were regarded as secondary-degree scales and were associated with the seven planets:
Gevest: Zuhul (Saturn)

Nevr(z: Zahre (Venus)

Selmek: Merih (Mars)

Sehnaz: Miisteri (Jupiter)

Maye: Sems (the Sun)

Gerdaniye: Utarid (Mercury)

Hisar: Kamer (the Moon)

8.3. The Four Su ‘bes and the Four Fundamental Elements

Rather than being independent scales, su ‘bes function as supplementary units that enrich the principal
scales and correspond to the four fundamental elements:

Yegah: Haki (Earth)

Duigah: Abi (Water)

Segah: Badi (Air)

Gargéh: Nari (Fire)

This classification demonstrates that, in Ottoman music theory, the system—from makams to avazes and

su ‘bes—was designed in harmony with a cosmic order. Astrological and natural representations served as
both theoretical and symbolic guides in the performance of musical works.

9. CONCLUSION

The analyzed works {lm-i Edvar-1 Misiki and Terciime-i Risale-i Mdsiki present a comprehensive portrait
of Turkish music theory and reveal the musical culture of the period in both its theoretical and practical
dimensions. The systematic classification of makams, avazes, and su ‘bes; the organization of usils and
refrain calculations; the performance of musical forms such as nevbet-i miretteb; the tuning and use of
instruments, and performance recommendations based on time periods, human complexions, and
astrological elements all demonstrate the function of these works in offering a holistic music theory. These
treatises are of academic significance not only for understanding the theoretical structure of Ottoman music
but also as sources that illuminate the musical practice and cultural values of the period. In this context,
both studies constitute indispensable references for researchers seeking to develop a comprehensive
understanding of the systematic structure of Turkish music theory.

In this respect, the study demonstrates that Ottoman music theory constitutes not merely a theoretical
sound system but also a field of thought integrated with the cosmological, physiological, and cultural
conceptions of its period.
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