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Abstract 

The voices of multiple agents involved in the process of Ottoman urban pop
ular music making have been largely omitted, if not restricted by traditional 
music historiography of the Ottoman long nineteenth century, thus down
playing the local dynamics of this very transitional era. Drawing on Ottoman 
Turkish, Greek, and Greco-Turkish sources, this article analyzes samples of 
nineteenth-century songs in the popular şarkı form as “sonic assemblages” 
that are formed by complementary and antagonistic social relations that 
developed both on the intercommunal level and internally within the various 
communities. In this analysis the notions of “musical exile” and “musical 
estrangement” are used to explore the multiplicity and multiaccentuality of 
the spatialities of the song-writing process and their consequent implications 
and impact on subjecthood formation. 

Introduction 

For quite a while, the music historiography of the Ottoman long nineteenth 
century seemed to have reached a finite state, with certain prevailing and 
solidified narratives about modernization and progress, fixed taxonomies of 
old and new genres, and stable biographies of pioneering figures, musicians, 
and theorists. This sense of stability and completeness has been very much 
questioned by a recent flourishing of Turkish and other scholarship that has 
appeared in an array of innovative and critical studies (e.g. Ayas 2021, Greve 
2015, Öner 2021). A crucial feature in this trend has been the unearthing or 
revisiting of a significant amount of diverse local primary sources. These are 
sources that, apart from the significance of their content, are representative 
of the structure and complexity of late Ottoman society. While a part of this 
material, such as collections of Ottoman music in Hampartsum notation1 
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or the rich administrative archival material on various aspects of the social 
life of Istanbul, are still in the process of being made available to the schol
arly community, there are already a prolific number of studies (e.g. Korkmaz 
2014, Olley 2017, Sanlıkol 2023, Toker 2016) that point to the great capacity of 
this material for renewing the field. 

One thing that needs to be acknowledged here is that this process also 
entails the unearthing of various voices, themselves diverse and sometimes 
contradictory, which, at least during the formative years of the Ottoman/
Turkish musicological canon in the twentieth century, were almost com
pletely absent, considered subordinate, “minor” or even “non-rational” in 
relation to the fundamental elements of the dominant historiographic nar
rative. This article argues that such voices should be a central focus when 
studying the highly transitional long nineteenth century in the Ottoman 
Empire, and that it is necessary to examine how these are implicated and 
integrated within the large-scale issues of the period, such as the discourse 
of reform or the expansion of the economy. From this perspective, this arti
cle analyzes a selection of songs and their production by Greek Orthodox 
subjects of the empire – not, however, as the musical expression of a distinct 
ethno-religious community, but as an integral part of the expressive musical 
processes situated within the broader socio-political framework of the post-
Tanzimat era. This material is critically discussed using selected analytical 
tools from the fields of poststructural analysis and postcolonial studies, and 
in comparative relation to literary studies of the late Ottoman period. The 
song form şarkı, in the popularized and more accessible form into which it 
gradually transformed in the nineteenth century, is rendered as a multivo
cal site which is captured by the analytical concept of “sonic assemblage.” 
This concept, as I will argue, is a means of restoring the agency of lost or 
denigrated voices and consequently of decentralizing the dominant histori
ographic narratives about popular urban music of the late Ottoman period. 

“By the rivers of Babylon”: Greek songwriters of Istanbul in 
exile 

Skarlatos Vyzantios (1797/8–1878), in his seminal work on the history and 
topography of Constantinople, I Kōnstantinoupoli (published in three vol
umes between 1851 and 1869), expressed his regret for the Greeks (Γραικοί 
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[Graikoi]) – presumably those of Istanbul – who, outside the liturgical 
domain of the Greek Orthodox Church, chose to express themselves musi
cally in Turkish or Italian (Vyzantios 1869:309). His criticism primarily con
cerned song practice and thus language, the choice of which attested to 
connections or ruptures with the Greek tradition and, consequently, with 
the past. The reference to Turkish and Italian as two distinct options2 

reflected the polarized debate represented by the oppositional terms 
“alaturka” and “alafranga,” which dominated the public ideological discourse 
on culture in the Ottoman Empire during the nineteenth century and the 
beginning of twentieth century (O’Connell 2000, see also Faroqhi 2000 
[1995]:213–15). In addition, it confirmed the diffusion and prominence of this 
debate within the social environment of non-Muslim communities, in this 
case the Greek Orthodox community. 

Vyzantios implies his contempt for these linguistic practices and attrib
utes the abandonment of Greek in secular musical expression to the enslave
ment of the Greeks under the Ottomans. He then envisages this condition 
by drawing a Biblical parallel to the exile of the Jewish people after the Baby
lonian conquest of Jerusalem in 586 BCE, quoting the second verse of Psalm 
137 (“By the rivers of Babylon”): “We hanged our harps upon the willows 
in the midst thereof.”3  Through this parallelism, the Greeks of Istanbul are 
presented “in exile” not from their historical territory but from their own 
past, cut off from their roots, which is a recurring theme in Vyzantios’s work 
(Pesmazoglou 2010:53–5, Sümertaş 2018). By this metaphorical use of exile, 
Vyzantios stresses temporal bonds with the local legacy – that is, with the 
glorious Greek past in Istanbul, rather than in relation to the nascent notion 
of Hellenism at the time, which was connected with the establishment of the 
modern Greek state. In his own words, “They were foreigners in their home
land” (Vyzantios 1869:309).4  While exile can be defined as the “the unheal
able rift forced between a human being and a native place” (Said 2000:173), 
the spatial dimension is erased in Vyzantios’s paradoxical use of exile, thus 
denoting a situation of spatial limbo or even of being trapped. 

At first glance, it seems that Vyzantios failed to grasp the broader picture 
of the engagement and central role that Greek Orthodox and other non-
Muslim music figures had in the transformation of Ottoman popular music 
(Olley 2017:181). However, his view regarding the musical identity of the 
Greeks of Istanbul is valuable for several reasons. As opposed to other Istan
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bulite Greek intellectuals, Vyzantios acknowledged the dynamics of Turco-
Greek relations. His tolerant and in certain cases positive attitude towards 
aspects of Turco-Greek coexistence and syncretism was the subject of 
severe criticism by fellow Greek intellectuals of his times, both in Athens 
and Istanbul (Pesmazoglou 2010:62–8; Sümertaş 2018). For this reason, his 
contempt towards alaturka trends among Greek songwriters cannot be 
regarded as a bland traditionalist or nationalist reaction. Being a dedicated 
researcher of the history of the city and not a music specialist, his critique 
of musical taste and expression can be situated within the broader social 
context of his time, filtered by his personal interest in urban life. Finally, 
as opposed to the well-documented ideological debates among connois
seurs of church music (Erol 2015), Vyzantios brings to the fore the domain of 
popular music. These aspects, coupled with his abovementioned local focus 
regarding the notion of Greek tradition, renders his view on “music exile” 
even more intriguing and worthy of further exploration. 

The experience of exile, undoubtedly a devastating one, is identified by 
Edward Said with the “crippling sorrow of estrangement” (Said 2000:173). In 
her monograph Music and the Armenian Diaspora: Searching for Home in 
Exile (2015), Sylvia Angelique Alajaji draws on Edward Said’s eloquent essay 
“Reflections on Exile” in her analysis of music in relation to the various 
layers of exilic experience of the post-Ottoman Armenian diaspora. In her 
introduction, Alajaji brings Said’s experiential remarks into dialogue with the 
recent ethnomusicological literature on music and diaspora and points to 
their intersections. The “plurality of visions” that Said attributes to exile as 
one of its “positive things” resonates with the multiplicity that performance 
theory acknowledges in the process of identity construction and with the 
notion of “multiple consciousnesses” discussed in diasporic contexts (Ala
jaji 2015:19). Through these parallels, the analogy drawn by Said (2000:xx) 
between the exile’s “awareness of simultaneous dimensions” and musical 
“counterpoint” becomes an important analytical tool for the Armenian expe
rience of exile and for exile in general. Revisiting Vyzantios’s metaphor of 
musical exile from this perspective can facilitate a productive reading of 
the engagement of the Greek Orthodox community of Istanbul with popular 
music. 
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Vyzantios’s observation about the cultural identity of the Graikoi was not 
undifferentiated and was also shaped by his conception of the social strat
ification of the Greeks of Istanbul. According to this view, the indigenous 
Greek inhabitants of the city, who were identified with the lower social class, 
were clearly distinct from the elegant youth of Stavrodromi (Beyoğlu) and 
Phanar (Fener) (Pesmazoglou 2010:54). This social distinction proposed by 
Vyzantios thus points to a condition of internal “estrangement” between the 
different social groups among the Greeks of Istanbul that emerged in the 
mid-nineteenth century. Vyzantios’s ambivalent and sometimes contradic
tory positioning towards popular music culture is further confirmed when 
he refers to Phanariot song – the popular light vocal genre that developed 
within the social circles of Greek Orthodox urban literate elites whose mem
bers were well versed in Ottoman Turkish (including Arabic and Persian ele
ments) as well as in European languages. 

Despite his openly scornful opinion of the genre, in the section on “Lan
guage” (Γλώσσα [Glōssa]) in the third volume of I Konstantinoupolis, Vyzantios 
surveys and presents a selection of verses that he himself valued (Vyzantios 
1869:599–605). In addition to the poetic qualities of Phanariot songs, Vyzan
tios recorded their musical and performative aspects, and commented on 
their popularity among the ranks of the Phanariotes: “And all of these were 
liked, made to thrive, memorized, sung, and copied! As for their poets, they 
were rewarded, praised, and sought after” (Vyzantios 1869:605, see also 
Apostolopoulos 2020:260–62).5  This apparent ambiguity that follows his ear
lier condemnation of estrangement was part of a genuine reaction not sim
ply to the dynamic transformation of the mode of musical expression of 
the people with whom he himself identified, but also to the fact that the 
Greek Orthodox community of Istanbul was deeply implicated in the nascent 
debates and formative process of Istanbul’s cultural life. The acknowledge
ment of the popularity and profits involved is revealing of the new economy 
of song-writing that developed around popular music, print, and entertain
ment. 

The condition of estrangement that the analogy with exile conveys is 
contrasted with the popularity that the musical form to which it referred, 
namely the şarkı, had in the nineteenth century. The employment of 
Ottoman Turkish as a language of poetic and generally of literary expression, 
as seen in Karamanlidika (Turkish in Greek script) works such as Evangelinos 
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Misaēlidēs’s Temaşa-i dünya ve cefakâr ü cefakeş (1871–2) (Demirözü 2009), 
was not restricted to the Greek Orthodox community, but included the 
other ethno-religious communities of the Ottoman Empire, especially dur
ing the second half of the nineteenth century (Strauss 2003:41–2). The lin
guistic and literary phenomenon of Armeno-Turkish (Turkish in Armenian 
script), with its notable popularity and wide distribution (Mignon 2011, 
Cankara 2015, Der Matossian 2020), constituted a counterpart to the Greek 
case. With respect to music, the development of Armeno-Turkish has been 
considered as a significant component in the process of shifting ethno-reli
gious and social boundaries in late Ottoman Istanbul (Olley 2017:53). 

Recent scholarship on late Ottoman literary activity has been rather pro
lific in its attempts to theorize the complex interaction and subtle overlaps 
between the parallel processes of literary expression among the various 
communities of Ottoman society and their communal languages (e.g. Şiş
manoğlu Şimşek 2018, Charrière 2021). In his study on the development of 
Armeno-Turkish in the context of the Young Turk revolution, Der Matoss
ian draws from classical anthropological theory on “ethnic boundaries” (after 
Fredrik Barth) and applies it to the analysis of literary intercommunal rela
tions. This theoretical framework allows for an approach to ethnic bound
aries in processual rather than static terms; it acknowledges mobility and 
contact among the different ethnic groups at the level of the lives of individ
uals, which are nonetheless part of processes of exclusion and incorporation 
within the framework of discrete categories (Der Matossian 2014:4). 

The kind of porosity implied so far adheres to the function and capacity 
of musical performance to transgress boundaries, as widely discussed in the 
relevant ethnomusicological literature (Stokes 1994:6). Alajaji, elaborating on 
this argument based on the case of the post-Ottoman Armenian diaspora, 
points out that “[t]he shifts from boundary construction to boundary main
tenance and boundary erosion speak not only to the processual nature of 
diaspora but also […] to the ways in which music contributes to this process” 
(2015:20). In this sense, it can be argued that Vyzantios’s metaphorical con
ception of the engagement of the Greeks of Istanbul with Ottoman popular 
music as “exile” is processual rather than teleological and static. The proces
sual element is embedded in the “spatial limbo” described earlier, accord
ing to which Greeks were neither sovereign in their native land nor legit
imate exiles. As Aron Rodrigue observes regarding groups and identities in 
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the Ottoman period, the diasporic element constitutes the dominant para
digm. In his words “groups and identities […] cut across territories, almost 
as if the totality were composed of multiple diasporas” (Rodrigue 1996). This 
is a dynamic perception of the setting of boundaries among social and reli
gious groups in the Ottoman Empire. What needs to be carefully defined 
at this point is what boundaries the Greek songwriters maintained or chal
lenged while expressing themselves through Turkish popular song forms, 
and what the practicalities of this process were. The “mass institutions,” to 
refer to Said (2000:184), that dominated Ottoman modern life and in relation 
to which subjects necessarily defined themselves were the newly emerged 
options of nationhood that stemmed from the advancement of nationalism. 
These institutions operated either within the limits of the Ottoman state or 
outside it, as for instance in the newly founded Greek state. 

The şarkı as a sonic assemblage 

The şarkı song form was not unknown to the literate elites of the Greek 
Orthodox community, particularly the Phanariotes (Kappler 2013:105). Start
ing from the mid-eighteenth century and in parallel to the genre’s emerging 
popularity in the urban music context, şarkıs were included in the known 
corpus of musical collections in Byzantine notation and song-text collec
tions known as “mismagies” (Kalaitzidis 2020:381–3), a term possibly deriving 
from the Ottoman Turkish “mecmua.” Hence, there is a formal and thematic 
resemblance between the Phanariot song and the şarkı (Kappler 2013:105). 
In one of the mismagies (Gennadius Library, ms. 725) dating from the late 
eighteenth century one finds, for instance, two şarkıs by the celebrated 
Ottoman composer Tanburi Çavuş (1689–1756) (Chatzipanagioti-Sangmeis
ter and Kappler 2010:222–5). Such a choice of composer and form demon
strates the commonality of contemporary musical tastes between the social 
environments of the Phanar and Ottoman urban elites. Notably, vocal com
positions by Greek Orthodox musicians that were part of the core Ottoman 
repertoire in the eighteenth century were almost exclusively in the courtly 
genres of beste and semai. By the time Skarlatos Vyzantios was writing I 
Konstantinoupolis, the Turkish şarkı, whether as part of the content of the 
Greek printed music collections that started being published in 1830 or as a 
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musical form that was mastered by Greek composers, dominated the vocal 
soundscape of non-Muslim urban musical environments. 

The prominence of the genre is equally demonstrated by collections of 
Hampartsum notation compiled by Armenian musicians (Olley 2017). While 
the Armenian and Greek collections recorded and preserved the bulk of 
the contemporary Ottoman Turkish şarkı repertoire that was attributed 
largely to Muslim composers, composers such the Armenians Nikoğos Ağa 
(1830?–1890?) and, later, Tatyos Efendi (1858–1913) produced some of the 
most memorable pieces of the genre, which are now considered classics of 
the modern repertoire of Turkish classical music. The representation of Jew
ish musicians in the composition of şarkıs was less pronounced in quantita
tive terms. However, at the turn of the twentieth century this became more 
balanced. A distinguished case is that of the lawyer and poet Avram Naon 
(1879–1947), who was also a prolific şarkı lyricist whose verses were set to 
music by the most acclaimed and popular composers of his time, includ
ing Bimen Şen (1873–1943) and Muallim İsmail Hakkı Bey (1866–1927). Naon 
and his fellow lawyer and poet İsak Ferera (1883–1933) are credited with the 
launch of an Ottoman-Jewish literary tradition nourished in the Unionist 
political and ideological context (Karakartal 2006, Mignon 2021:93–112). 

Thus, alongside the Biblical tradition that Skarlatos Vyzantios invoked by 
quoting Psalm 137 in his criticism of the prevalence of Turkish song, Chris
tians and Jews of Istanbul in the nineteenth century also shared a dynamic 
popular vocal genre, the şarkı. This was a song form that had the capac
ity to negotiate and transcend ethno-religious and social boundaries of the 
time and to participate in their reconstitution based on the shifting political 
and cultural conditions of the post-Tanzimat era. Furthermore, this capac
ity of the form facilitated its versatility in channeling poetry and language 
through an equally wide socio-cultural spectrum (Nardella 2020:3–4). Seen 
from this perspective, the şarkı was bound to a particular urban and inter
communal economy (Poulos 2022a). The economy of the şarkı included its 
commodified forms, as a song text printed on the pages of a collection or 
a periodical6  (with or without musical notation, Byzantine or Western), as 
a harmonized piano arrangement, as the primary component of the sound
scape of taverns and nightclubs, or as a recording bound to the condition 
of “schizophonic mimesis” (Feld 1996:13–15) and the implied aesthetic and 
political effects of the afterlives it generates. The various forms of şarkı pro
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duced and sustained by the above-mentioned urban economy are traversed 
by multiple social mediations that glue them all together. These social medi
ations turn the şarkı into a form of “musical assemblage,” or better, a “sonic 
assemblage” (Born 2005:7–8, Born 2013:31–5). Conceived in this way, the şarkı 
reveals its spatial qualities and attests to its definition as a city-genre (Aksoy 
2008). The şarkı is related to the city and its life as it participates in the pro
duction of the social space of Istanbul. Approached from this perspective, 
the şarkı in its nineteenth-century manifestation, even when it competed 
with other forms of popular musical expression such as kanto or light west
ern music, was an embedded feature of Ottoman musical modernity. 

This short overview of the creative engagement of non-Muslim musicians 
with the şarkı song form and its uses as a popular expressive medium 
demonstrates its resonances with the expressive needs of the “musical exile” 
implied by Skarlatos Vyzantios. It proves to be a highly processual musical 
genre that requires and fosters mobility and contact, and is also capable 
of expressing ambivalence and ambiguity, as the following examples will 
demonstrate. 

Contrafactum practices and the negotiations of community 
boundaries 

The flexibility of the şarkı in cutting across different ethno-religious and 
social registers can be seen in the diverse ways its practitioners made use of 
it. In the history of the Ottoman urban vocal repertoire, there is a long tra
dition of the contrafactum technique, primarily associated with Sephardic 
Jews in the Ottoman Empire (Seroussi 1990:51, Seroussi 1991:202–3, espe
cially footnote 17) and the development of the paraliturgical genre maftirim 
by synagogue cantors. The recorded maftirim repertoire in its current form 
includes remarkable examples of the adaptation of Biblical and other devo
tional texts to melodies and compositions derived from various components 
of the Ottoman fasıl (cyclic suite), including instrumental forms such as the 
saz semaisi. In an utterly different social context, improvised satirical verses, 
even of obscene content, were adapted to sacred music compositions and 
sung in the private house gatherings of members of the Greek Orthodox 
community. This practice, as observed by Manouēl Gedeōn (1851–1943), 
another eminent late Ottoman Greek intellectual of Istanbul, was to be found 
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alongside the singing of “oriental or rather Turkish melodies” that were 
“familiar to the ears of the ancestors” (2002 [1921]:22–3, 30–31). It is inter
esting to observe at this point how Vyzantios’s anxiety about the Greeks’ 
estrangement from tradition was not shared by an Istanbulite man of letters 
of the following generation. In the above examples, contrafactum practices 
appear to be an intimate and common performing mechanism that tran
scends various kinds of boundaries and serves the requirements of different 
social contexts. 

Greek printed collections included a particular “vocal” version of instru
mental peşrevs. In these pieces, nonsense syllables were inevitably used 
since the notation employed was the reformed vocal music-based system 
of Greek Orthodox church music. Alongside these peşrevs, there are a few 
examples of şarkı contrafacta, such as “Bir görüşte ey peri yandım sana” in 
the makam Hüseyni by the Armenian composer Kapril Ağa, which is included 
in the second edition of Mousikon Apanthisma, edited by Iōannēs Zographos 
Keivelēs (Zographos 1872:188–90). Based on the scarce biographical infor
mation available, Tanburi Kapril Ağa (d. before 1872) was the brother of 
the above-mentioned Nikoğos Ağa (Öztüna 2006, i:432, Kerovpyan & Yılmaz 
2010:45) and the composer of a small corpus of şarkıs. Prior to the Keivelēs 
collection, this song was included in Haşim Bey’s song-text collection pub
lished in 1864 (Haşim Bey 1280/1864:212). The two versions demonstrate 
minor variations. Below is a transliteration into modern Turkish spelling of 
Haşim Bey’s version, with differences in the Keivelēs version indicated in the 
endnotes: 

Bir görüşte ey peri yandım 
sana, 
Can mısın, canan mısın 
bildir bana 
Ya nedir bu sendeki naz-ü 
eda, 
Can mısın, canan mısın 
bildir bana 

Oh fairy [i.e. beautiful one], I burned for you 
at one glance 
Tell me, are you [ just] a person [lit. soul] or a 
beloved? 
Oh what is this coquetry and affection in you 
Tell me, are you [ just] a person or a beloved? 

Derd’e uğrattım7  dine can-ü 
teni, 
İşvebazım pek beğendim ben 
seni 

I encountered sorrow, the soul and flesh of 
faith 
My coquettish one, I liked you very much 
Speak the truth, don’t hurt my feelings, my 
lion(ess) 
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Doğru söyle, üzme arslanım 
beni, 
Can mısın, canan mısın 
bildir bana 

Tell me, are you [ just] a person or a beloved? 

Nevreside kametin ey gül-
nihal8 

Aşkın feryad ider bülbül 
misal 
Bir şeker çiğne n’olur itim9 

sual 
Can mısın, canan mısın 
bildir bana. 

Your stature is newly sprouted, oh rose 
sapling 
Your love cries like a nightingale 
What’s the issue with chewing a candy, I ask 
Tell me, are you [ just] a person or a beloved? 

In the Keivelēs collection, below the original verse in the notation there is 
also a verse in Greek, thus giving the option for the song to be sung in two 
different languages. Following the notation are three more Greek verses in 
block text. The text below shows the first verse (i.e. the alternative underlay 
in the notation) and the second verse (i.e. the first verse in block text) in the 
original Greek with an English translation. 

Εξ’ αιτίας εδικής σου υποφέρω να 
χαθώ 
Τι σε πταίω ο καϊμένος και ζητείς ν’ 
αφανισθώ 
Δεν είναι αμαρτία εις εμέ τον 
δυστυχή (Μιαν) [sic] 
Tι σε πταίω ο καϊμένος και ζητής ν’ 
αφανισθώ 
Ex aitias edikēs sou ypopherō na 
chathō 
Ti se ptaiō o kaimenos kai xēteis 
n’aphanisthō 
Den einai amartia eis eme ton 
dystychē (mian) [i.e. miyan] 
Ti se ptaiō o kaimenos kai xēteis 
n’aphanisthō 

Because of you I am on the road to 
oblivion 
What have I, a poor soul, done for you to 
wish me vanished? 
Isn’t this a sin against me, the unhappy 
one? 
What have I, a poor soul, done for you to 
wish me vanished? 

Ακριβώτερον δεν έχω απ’ αυτής μου 
τη ζωήν 
Δια σέ την θυσιάζω μ’ αναστεναγμού 
βοήν 

There is nothing more precious I have 
than my life 
I sacrifice it for you, with a deep groan; 
Since it is my heart that you want, why 
are you troubling my life? 
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Την καρδιάν μου αφού θέλεις, τί μ’ 
εγγίζεις την ζωήν; 
Τι σε πταίω και να θέλης φόνον μου 
κι’ όχι ζωήν 
Akrivōteron den echo ap’ autēs 
mou tē zōēn 
Dia se tēn thysiaxō m’ anastenag
mou voēn 
Tēn kardian mou aphou theleis, ti 
m’ eggixeis tēn zōēn; 
Ti se ptaiō kai na thelēs phonon 
mou ki’ ochi zōēn 

What have I, a poor soul, done for you to 
wish me murdered, not alive? 

A note at the end of the notation reads: “Proof of the application [or 
applicability] of Greek verse of the same number of syllables.”10  Evidently, 
this note reflects the editor’s notion of the compatibility of the Ottoman and 
Phanariot verse traditions in the context of the şarkı form. Before discussing 
further the intention behind this annotation, it is worth examining the tech
nical aspect of this claim. Looking closely at the poetic material, it is evi
dent that in order for the Greek verse to correspond to the Ottoman Turkish 
verse a third line has been added which is then followed by the repetition of 
the second line of the couplet. Notably, unlike in the original Turkish verse 
this third line neither rhymes with those of the couplet nor is it related to 
them in terms of meaning. 

2 1 2 2 | 2 1 2 2 | 2 1 2 
Bir gö rüş te | ey pe ri yan | dım sa na 
Εξ αι τι ας | ε δι κης σου | υ πο φε 
Ex ai ti as e di kēs sou y po phe 
2 | 2 1 2 2 
yan | dım sa na - 
ρω | να χα θω - 
rō na cha thō - 
Fig. 1. Syllabic structure of the first line of “Bir görüşte ey peri yandım” and 

corresponding line in Greek. 
As far as the claim of correspondence between Turkish and Greek verses 

having the same number of syllables goes, this is disproved when the settings 
of the first lines of the verses and consequently the distribution of syllables 
in relation to time units are compared (fig. 1). To begin with, the two verses 
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belong to two different prosodic systems: qualitative meter (aruz) in the 
Turkish case and syllabic meter in the Greek verse. In the latter, apart from 
the final syllable θω (thō), which is prolonged for two more time units, the 
line (which is in fifteen-syllable meter) is treated syllabically. The initial 
three-beat unit of the rhythmic cycle (usul) devri hindi (3+2+2) is divided into 
2+1 and each sub-unit corresponds to one syllable. For the rest of the rhyth
mic cycle, one syllable corresponds to a two-beat time unit. Overall, one fif
teen-syllable line occupies four rhythmic cycles. In the case of the Turkish 
verse, the text is treated syllabically in a similar fashion to the Greek verse. 
Yet, the line corresponds to three rhythmic cycles, after which the second 
hemistich is repeated in order for four rhythmic cycles to be completed. 

In terms of meaning, the two versions of the song are clearly independent 
and there is no sign of any intention to translate from the original into 
Greek. Both versions of the song are centered around the theme of the cruel 
Beloved (Kappler 2013:97). Yet, we are clearly dealing with different expres
sive means and conventions. In the Turkish verse, there is an emphasis on 
the supernatural nature of the Beloved (indicated by the use of words such 
as “peri” and “canan”). One can even argue that there is also a spiritual allu
sion in the use of the word “canan” (lit. souls). By contrast, in the Greek 
case the passion of love is expressed in purely human terms. Thus, it can 
be argued that these two versions of the song offer complementary and 
nuanced interpretations of the classical notion of the “Ruler” as it is mani
fested in the Ottoman poetic context. Overall, the versatility shown in juxta
posing verses that belong to different linguistic and literary traditions con
firms the critique of the view that there is an inseparable and organic rela
tion between music and poetry in the vocal repertoire of Ottoman music 
(Aksoy 2008:17–35, cf. Yıldırım and Oter 2019). 

Despite the various incompatibilities and inconsistencies showcased in 
the analysis of the two verse settings in the şarkı, there is a prevailing feature 
– namely, the appropriation of the genre and its song form by both Armen
ian and Greek songwriters. Moreover, regardless of the validity of the edi
tor’s observation about the compatibility of Greek and Turkish verse, the 
employment of the form for the parallel expression of songwriters from the 
two major Ottoman Christian communities confirms the usefulness of the 
dynamic definition of the şarkı outlined above. In the field of Ottoman liter
ary studies, the use of Karamanlidika has been described as a case of “minor-
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scripting” (Charrière 2021:38). Minor-scripting in the context of the Greek 
printed music collections of the nineteenth century could arguably be seen 
as a means for musicians of the Greek Orthodox community to counterbal
ance, through the use of a “native” writing system (including both Byzantine 
notation and the Greek script), their participation in and appropriation of 
Ottoman urban music. However, this would presuppose its development in 
response to an alternative and widely used musical “script” (i.e. notation sys
tem), which at that time Ottoman urban music lacked. 

Yet, seen from this perspective, this example is not simply a case of cul
tural “unification” by submission to the hegemonic practices of Ottoman 
urban expressive culture, but also a way for a community to be competitive 
and set borders between itself and other communities (Charrière 2021:42). 
In the light of such a reading of the contrafactum example, the note by the 
editor about the metric compatibility between Ottoman Turkish and Greek 
verse appears more nuanced and comprehensive. It suggests that metric 
compatibility is a way of securing equal status for Greek poetic production 
and creativity in general in relation to the dominant Ottoman Turkish. This 
is an act of strengthening the ethnic boundaries of the community by prov
ing the linguistic competence of the native language, while at the same time 
endorsing and appropriating a foreign expressive form, the şarkı. 

Moving from the poetic to the musical level, an interesting parallel can be 
observed in the use of a “native” music writing system – that is, the reformed 
Byzantine notation – in recording a composition which is an expressive form 
generated within the context of Ottoman urban musical culture.11  Given that 
this is a song originally by an Armenian composer, musical “minor-script
ing” operated competitively on the intercommunal level between the Greek 
Orthodox and Armenian communities. Notably, the latter had, almost in par
allel with the Greek notational reform, developed and facilitated a music 
notation system whose use extended beyond the limits of the Armenian 
community. In addition, competition is observed between the two major 
Christian communities on the one hand and the dominant social milieu com
prised of Muslim musicians on the other. This competitive mode among 
communities and their musicians enacted through practices of musical 
“minor-scripting” implies a certain degree of mobility and contact and 
adheres to the processual character of boundary setting (Der Matossian 
2014:4). The answer to the question of the degree and nature of contact 
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between musicians from different communities lies in the analysis of the 
şarkı as a sonic assemblage and of its constituent components. But the most 
important impact of the musical “scriptworlds” (Charrière 2021) that the 
example discussed highlights, is that they offered a context for the devel
opment of cultural hybridity and creativity. This is what the supplementary 
Greek verses discussed above are about: the creative enunciation of a song
writer. In contrast to Skarlatos Vyzantios’s claim, non-Muslim communities 
in the late Ottoman era did not “hang their harps upon the willows” like the 
exiled Jews of ancient times, but rather tuned them to post-Tanzimat reali
ties, echoing the contested conceptions of a new Ottoman citizenship. 

Between estrangement and unity 

The contrafactum example discussed in the previous section emerged 
within a “spatial limbo.” It is an exception within a music collection which is 
otherwise linguistically unified, with Ottoman Turkish being the language of 
almost all vocal pieces. In this example, Greek verses were placed subordi
nately under the Ottoman Turkish lyrics, thus making the editorial note on 
their metric compatibility almost indispensable. This analytical spatial con
dition, which emerged through Vyzantios’s metaphor of “music exile,” is a 
form of “supplementary discourse.” As O’Connell (2011:6) argues with regards 
to the aesthetic debates over the acceptability of Jewish vocal style in the 
Turkish Republican context, this “[serves] both to unify cultural interests and 
to perpetuate cultural differences.” This is an enunciation of various local 
agents – an intellectual, a music collection editor, and a songwriter, to men
tion only a few – who actively partake in the production of a “third space” in 
Bhabha’s sense (2004 [1994]:53–6), which represented the debate over musi
cal style that prevailed in late Ottoman public sphere (O’Connell 2011:6–8). 
This is an endeavor in contrapuntal manner, in Said’s terms (Said 2000); a 
struggle of the “exiled” to balance between the expressive means of their 
“old” and “new” environments. 

Sarardı gül yüzün soldu 
Gönül bilmem sana n’oldu 
Cihan zarını ile doldu 
Gönül bilmem sana n’oldu 

Your rose face turned pale 
I don’t know what happened to you, my 
heart 
The whole world is full of your weeping 
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I don’t know what happened to you, my 
heart 

Çekinme derdin işare [sic] 
Bulayım aşkısa çare 
Hele pek oldun avare 
Gönül bilmem sana n’oldu12 

Don’t hide your sorrow 
If it is love I’ll find the cure 
You’ve became an exile 
I don’t know what happened to you, my 
heart 

Nedir bu sende ki halet 
Merak oldu bana gayet 
Figanım koymuyor13  taket 
[sic] 
Gönül bilmem sana n’oldu 

What is this state you are in? 
It greatly distressed me 
I’m paralyzed by my lamentation 
I don’t know what happened to you, my 
heart 

Muradın envare söyle 
Neyse14  gizleme öyle 
Niçin halın yaman böyle 
Gönül bilmem sana n’oldu 

Bring your desires to light 
Whatever are they, do not hide them 
Why are you in such a cruel state? 
I don’t know what happened to you, my 
heart 

The preceding is a love song about someone who suffers due to someone 
else’s suffering. The text of the song is in a simple form of Ottoman Turkish 
of the mid-nineteenth century by an anonymous lyricist. The text is set to a 
melody in the makam Rehavi that follows the simple binary form of the şarkı. 
The theme, the musical form, and most of all the linguistic and poetic enun
ciation make it a typical example of late Ottoman urban popular music. This 
song did not survive to become part of the known repertoire of Turkish clas
sical music, a fact which might be revealing of its ordinariness; it was con
fined in the “spatial limbo” that was partly produced by the Greek printed 
music collection. The composer of the song, namely Stavraki Hanende (d. 
1835), or Σταυράκης ο χανεντές (“Staurakēs the singer”) as he is referred to in 
certain Greek sources (Papadopoulos 1890:349), was born in Tatavla (pre
sent-day Kurtuluş) and developed into a competent church cantor and mas
ter of the urban secular repertoire. As cantor he served the church of Agios 
Nikolaos in Galata alongside Theodōros Phōkaeus (1790–1851), who was an 
eminent cantor and publisher of music books in the reformed music notation 
system of the Greek Orthodox Church. Together with Phōkaeus, Stavrakēs 
Vyzantios (“of Byzantium,” i.e. Constantinople), as he is also known, co-edited 
the collection of Ottoman urban repertoire Euterpē (Phōkaeus and Vyzan
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tios 1830) (Papadopoulos 1890:349).15  The song was included in two different 
Greek printed music collections of Ottoman urban music published in Istan
bul: Pandōra (Phōkaeus 1846:11–12) and Mousikon Apanthisma (Zographos 
1872:34). This is a song that reflects the broader turn in Ottoman urban music 
towards more accessible forms of expression that seek to address a wider 
audience. Its popular character is further attested by its appearance in print 
format. These two features place the song within the broader framework 
of Ottoman musical modernity (Poulos 2022a:52). Regarding the non-Mus
lim context under discussion, this is a representative example of the shift of 
Greek Orthodox songwriters towards the composition of şarkıs in Ottoman 
Turkish. 

In contrast to the contrafactum discussed in the previous section, this 
song, like that of Kapril Ağa, is an original. The collection in which it was 
recorded primarily, if not exclusively, addressed a Greek Orthodox reader
ship who had a certain degree of familiarity with church music notation. 
However, the use of Ottoman Turkish indicates that the song was not neces
sarily meant to be restricted to this community audience like the Greek ver
sion of Kapril’s şarkı. Indeed, Stavraki Hanende enjoyed a certain popularity 
among the mainstream Turkish-speaking audience regardless of ethno-reli
gious background. A small corpus of şarkıs by Stavraki circulated during his 
lifetime and was incorporated into the modern Turkish classical repertoire. 
The music collection of the Ottoman conservatory Darülelhan contains one 
of the known compositions by Hanende Stavraki under the name “İstavri 
Usta.” In the recent edited publication of Darülelhan Külliyatı (Darülelhan 
1995), the notation is followed by a short biographical note on the composer 
which identifies him with a celebrated singer of the nightclub scene of Istan
bul at the time of Sultan Abdülaziz, who was a member of the ince saz 
ensemble of a certain “Kemanî Ciğerci Oğlu” and one of the students of the 
celebrated Ottoman musician Dellalzade İsmail Efendi (Darülelhan 1995:no. 
184). However, this biography most likely relates to a different musician with 
the same name.16 

This song, like similar ones, therefore signified the appropriation of the 
Turkish şarkı as an expressive form by this marginal yet dynamic circle of 
musicians. This, one can argue, resonates with the “impossibility” of a minor 
writer choosing a language for literary expression other than the dominant 
one, which has been described in relation to “minor literature” (Deleuze & 
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Guattari 1986:16).17  However, the situation in the late Ottoman field of liter
ary expression differed considerably from that through which this analytical 
concept originally emerged. The critique of the “anachronistic interpreta
tion” of the political dimension of Franz Kafka’s work by Gilles Deleuze and 
Félix Guattari (Casanova 2004:203–4) is further extended by literary stud
ies of the late Ottoman period. Charrière (2016:25–30), for instance, takes 
distance from the notion of “minor literature” by arguing in favor of the 
analytical concept of the “literary field” (after Bourdieu), which addresses 
the social, economic, and cultural interplay behind the literary activities of 
diverse agents of Ottoman society. This approach resonates with the notion 
of “sonic assemblage,” also inspired by the work of Deleuze, which has been 
used in this study in the analysis of the şarkı, as well as in the analysis of 
modern Turkish popular song (Stokes 2010:6n10).18 

Does the shift of Greek Orthodox songwriters towards the composition 
of şarkıs in Turkish indicate a submission to the dominant Ottoman culture 
and a total estrangement if not abandonment of the “Self,” as argued by 
Skarlatos Vyzantios? The songs, as sonic assemblages, have their own story 
to tell. At first glance, there is nothing particularly political in the lyric 
“Your rose face turned pale.” Yet, being a literary form that descends from 
courtly lyrical poetry, it bears traces of the despotic symbolic order that has 
been widely acknowledged by literary scholars. By this, I refer to the iden
tification of the Beloved with the powerful Ruler/Despot. The late Walter 
Andrews, in a challenging reading of this symbolic order (Andrews 1993), dis
cusses the notion of alienation of subjecthood through a poststructuralist 
approach (after Deleuze and Guattari). Andrews aptly demonstrates how 
certain poems show the reversal of the process of alienation of subjecthood 
from the Beloved to the Lover (1993:203). This archaic symbolic order of 
the Beloved/Ruler and Lover/Subject survives in the şarkı under discussion. 
Through the state of sorrow, the Beloved (whose gender is not specified in 
Ottoman Turkish) achieves a paralyzing effect on the Lover who is in despair. 
Yet, what differentiates this example from the classical examples discussed 
by Andrews is that in this modern şarkı it is the Beloved/Ruler who is in cri
sis. This is not to suggest that the non-Muslim subjects who are the creators 
of the song are directly undermining the sovereignty of their ruler. Rather, 
the simple act of publishing in print a plain love song like this one encloses 
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certain features pertaining to the formation of subjecthood that makes the 
song political enough. 

By intentionally addressing a broader audience within the Greek Ortho
dox community in Turkish, the lyricists, the composer, and the editor of 
the collection adhere to the nascent articulation of statehood put forth by 
the Tanzimat reforms, which was intended to be inclusive with regards to 
the non-Muslim subjects of the empire. Therefore, it can be argued that 
this is an expression of Helleno-Ottomanism – that is, “an Ottoman patri
otism which legitimized the Ottoman rule, over a millet whose identity is 
formed around Greek culture, tradition and education” that was developed 
by the Rum (Ottoman Greek) elite (Anagnostopoulou 2010:79). The ambiva
lence concerning the status of the Beloved/Ruler that has been suggested by 
my poetic analysis becomes legitimate when interpreted within the context 
of Helleno-Ottomanism, defined not as a fixed and structured ideology but 
as a “transitional political discourse” (Anagnostopoulou 2010:79–80, 103–4). 
This political dimension of the Greek Orthodox şarkı is rooted in the expan
sion of Greek music printing since 1830 and its consequences in the par
ticipation of the non-Muslim emerging middle class in the formation of the 
late Ottoman public sphere. On the poetic level, this new Ottoman polity, 
which, at least programmatically, endorsed a certain level of social collec
tiveness, can be seen in the appeal of the Lover for the public exposure of the 
Beloved’s sorrow: “Bring your desires to light; Whatever are they, do not hide 
them.” This appeal comes after the statement that his/her sorrow is already 
everywhere in the world (“cihan” is the word used). On the material level, 
collective forces can be detected in the financial background and the pro
duction of the printed music collections that included the song under dis
cussion (Poulos 2022a). 

Homecoming of the exiles: Methodological reflections and 
concluding remarks 

In 1824, the renowned cantor and music theorist Chourmouzios Charto
phylax (d. 1840), who was engaged in the major reform of Greek Orthodox 
church music at the time, published a collection of hymns entitled Tameion 
Anthologias (Chourmouzios Chartophylax 1824). The collection comprised 
old and new compositions covering a wide range of liturgical requirements, 
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all written in the newly reformed notation system. The purpose of the publi
cation was the trans-notation of the standard repertoire from the old Byzan
tine notation system to the new one, and the wider dissemination of the 
reformed notational and theoretical system to the practitioners of church 
music. Among various renditions of hymns in the so-called New Method, 
Chourmouzios included his setting of Psalm 137, “By the rivers of Babylon,” in 
ēchos tritos (third mode) (Chourmouzios Chartophylax 1824:197–201).19  The 
composition, which is considered a masterpiece of the modern chant reper
toire, is also an exemplary instance of a wider trend among reformist com
posers of church music. In this trend, Chourmouzios and others traverse 
the boundaries between the church tradition and the Ottoman urban music 
of Istanbul (Andrikos 2015:64n80). This demonstrates that the boundaries 
between urban secular music and the liturgical or sacred life of the Greek 
Orthodox community were not as rigid as Skarlatos Vyzantios believed. 
While church music was regarded as the domain where cultural integrity 
and continuity with the past were secured, this example highlights its 
dynamic engagement in the broader transitional processes of reform and 
innovation that were at play in the nineteenth century. 

This point renders a more complex picture of the musical identity of 
the Greek Orthodox community and of creative musical processes across 
groups and social hierarchies in late Ottoman Istanbul. Foregrounding this 
complex picture lies at the core of the argument of this article. This study 
drew most of its analytical concepts and tools from the genealogy of post
colonial and poststructuralist thinking, both in their original context and in 
the forms in which they have appeared and been discussed in recent eth
nomusicological literature. This methodological choice needs to be critically 
contextualized when applied to the analysis of Ottoman/Turkish music and 
culture. The distinctive position of Turkey in relation to postcolonial coun
tries of the Middle East has already been pointed out in relevant studies (e.g. 
O’Connell 2011:7n10). Therefore, careful handling is certainly needed when it 
comes to drawing parallels. In addition, the impact of postcolonial studies in 
music historiography, despite its merits, has provoked legitimate criticism 
regarding the inevitable reproduction of a Eurocentric analytical framework 
based on the lack of access to local sources and consequently an unbalanced 
projection of “voices” (Olley 2016). 

“Foreigners in their Homeland”

WoM | Göttingen University Press
Issue 13 (1), 2024 | DOI: 10.59998/2024-13-1-1866

20

https://doi.org/10.59998/2024-13-1-1866


Yet, the need to produce a decentralized discourse and analytical stance 
that will contribute to a more balanced and critical understanding of creative 
processes remains a methodological and political desideratum within the 
field of music studies. Chakrabarty (2008:101), elaborating on the notion of 
“minor” as manifested in Deleuze and Guattari’s thesis about “minor litera
ture” (1986), saw the prospect of a critique of the “major.” In the context of 
the history of late Ottoman music, by “major” I understand those dominant 
historiographic narratives about musical modernization that were predi
cated on the conception of the “minor” as a “non-rational” and therefore 
subordinate component of the past (Chakrabarty 2008:101). While the lim
itations of Deleuze and Guattari’s thesis have already been discussed, this 
study aligns with Chakrabarty’s general observation. However, the musical 
activities of the non-Muslim subjects of the Ottoman Empire should not be 
deemed an enunciation of the “minor,” but rather understood as entangled 
within the assemblage of music practices and enunciations that constituted 
Ottoman musical modernity. 

The need for a shift in focus to local voices justifies the persistence of 
this article in exploring various dimensions of the rather paradoxical notion 
of “musical exile” which emerged in the writings of a local “urban ethnog
rapher” of Istanbul, namely Skarlatos Vyzantios. The aim of this analytical 
exercise was to work towards a differentiated image of the role and position 
of the various agents active in the field of urban popular music at that time, 
moving away from the simplistic and static category that “minor” usually 
denotes. To a certain extent, the critical discussion of the notion of “musi
cal exile” facilitated this aim. The voice of the Greek Orthodox middle-class 
intellectual was further put into dialogue with the voices of the songwrit
ers and music collection editors, but also with the Ottoman lyrical poetic 
tradition and its expressive conventions and complexities. The social medi
ations implied in this dialogue reveal the multiaccentuality of the spatiali
ties of music performance (Born 2013:34) that are traversed by the notions of 
musical exile and estrangement. These social mediations are part of a uni
verse of “agonistic and dissensual relations” that point to “music and sound 
as the terrain on which not only aesthetic differences but also social, cul
tural, religious and political differences, inequalities and oppressions may be 
played out” (Born 2013:33). These are only a few of the entangled compo
nents of the “sonic assemblage” that a şarkı embodies. As more components 
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of this assemblage are highlighted, the picture of creative processes in the 
late Ottoman period will become more complete. 

Following this point, it should be stressed that this study is based on very 
marginal and exceptional examples of songs. This partly justifies the impor
tance of “spatial limbo” in hosting creativity. At the same time, this sparse
ness is indicative of the internal dimensions and ratios of late Ottoman urban 
musical milieux. This is an indication that quantitative studies, including 
those on the economic dimensions of creative processes, should be wel
comed in the future. 

Finally, exile – whether real or metaphorical – has a strong affective value 
that is eloquently captured in Said’s definition cited earlier. So far, “estrange
ment” has been primarily discussed either in political or social terms, leaving 
aside its affective implications. A future study on “estrangement” in late 
Ottoman urban popular music as an affective modality might be a useful 
means of understanding the role of music in the construction of the experi
ence of the exile and of his or her sense of homeland. 
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Notes 
1. The research project Corpus Musicae Ottomanicae (CMO), under the direction of Ralf Martin Jäger, is 
currently preparing and publishing critical editions of music collections in Hampartsum notation. See 
https://www.uni-muenster.de/CMO-Edition/en/cmo/cmo.html. Accessed 10 May 2024. 

2. Although these two languages represented two opposing cultural stances at the time, within the Phanariot 
song tradition there was a trend of songs in two or more languages, including Turkish and Italian (Kappler 
1998). 

3. “Επί ταις ιτέαις εν μέσω αυτής εκρέμάσαμε τα όργανα ημών” (“Epi tais iteais en mesō autēs ekremasame ta organa 
ēmōn”). For a study on the use of Biblical sources for the history of the music of Iraqi Jews, see Randhofer 2004. 

4. “Ξένοι εν την ιδία αυτών πατρίδι” (“Xenoi en ton idia autōn patridi”). 

5. “Και ταύτα πάντα ηρέσκον, ευδοκίμουν, απεστηθίζοντο, ετραγωδούντο, αντεγράφοντο! οι δε ποιηταί αυτών αντημείβοντο, 
επευφημούντο, ήσαν περιζήτητοι” (“Kai tauta panta ēreskon, eudokimoun, apestēthixonto, etragōdounto, antepa
phonto! Oi de poiētai auton antēmeivonto, epeuphēmounto, ēsan perixētētoi”). 

6. For a recent study on the printed forms of şarkı – especially in published anthologies and periodicals – and 
the linguistic dimension of the poetic registers, see Nardella 2023:156–299. 

7. “uğrattın” in Keyvelēs (Zographos 1872:190) and Üngör (1981, i:407). 

8. “gül-i nihal” in Keyvelēs (Zographos 1872:190). 

9. “kılsam” in Keyvelēs (Zographos 1872:190). 

10. “Απόδειξις της εφαρμογής των ισσοσυλλάβων συλλαβών” (“Apodeixis tēs epharmogēs tōn issosyllavōn syllavōn”). 

11. For an overview of the ideological and symbolic overtones in the use of different notation systems for the 
writing of Ottoman music, see Olley 2017. 

12. This verse is omitted in Keyvelēs (Zographos 1872:34). 

13. “koymayor” in both Pandōra (Phōkaeus 1864:12) and Keyvelēs (Zographos 1872:190). 

14. “neysa” in both Pandōra (Phōkaeus 1864:12) and Keyvelēs (Zographos 1872:190). 

15. For a recently published edition and commentary on this collection, see Sanlıkol 2023. 

16. The handwritten song-text collection T.Y. 10349 in Istanbul University Rare Works Library, a “fasıl mec
muası” by Yüzbaşı İzzet Efendi dated 1867/8, contains compositions by a certain “Kömürcüzâde, İstavraki (?)” 
(Korkmaz 2014:145–7). Comparison of this song text with the known compositions by Stavraki Hanende was not 
possible. 

17. An earlier version of this text (Poulos 2022b) explored in more detail the parallels and applicability of this 
theoretical notion to the vocal compositions of non-Muslim musicians in the late Ottoman era. 

18. In addition to the study of Turkish popular song, the concept of “assemblage” as reworked by Born (2005) 
has been used in the analysis of genealogical relations between a contemporary lineage of Turkish tanbur play
ers (Poulos 2011). In the same field, Gill (2017) applies Deleuze’s concept of the “rhizome” to the analysis of the 
affective genealogical relations among contemporary performers and listeners of Turkish classical music. 

19. I am indebted to Nikos Andrikos for bringing this composition to my attention. 
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