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Several works by these artists have survived and appear in the largest
printed collection of piyyutim from Turkey, Shirei Israel Be-Eretz Ha-Qedem
(Constantinople, Yossef B. Binyamin, 1921). This book is intended for pro-
fessional performers. It is arranged in chapters, each one based on a single

makam.>® The usul of most songs is also written down. Within each chapter
the poems are ordered as in the Turkish fasil; the forms mentioned are:
peshrev, kir, beste, agir semdf, yiritk semdf, and sarki.

This precious collection reflects three hundred years of musical
creativity among the Turkish Jews, specifically among those involved with
the synagogal choir of Edirne—the Maftirim. This association of poets and
musicians, which later served as a model for similar organizations in other
Ottoman cites such as Istanbul, Izmir, and Saloniki, gathered in the “Portu-
gal” synagogue of that city early on Sabbath mornings to perform their
compositions in the framework of the para-liturgical mystical devotions
mentioned earlier in this paper. Indeed, their poetry focuses on messianic
redemption and the restoration of the Temple in Jerusalem, topics which
were also treated intensively by Najara. Each Sabbath the Maftirim per-
formed a fasil in one makam. The event started with a freely improvised vocal
piece on two fixed Biblical versicles (Psalms 69, 31 and Judges 5, 3) per-
formed by the choir’s director in the makam of the week. The event ended
with a Quaddish (doxology) in the same makam. This last text, which marks
points of articulation in regular liturgical events, emphasizes the para-

liturgical character of these gatherings.®

In addition to the Maftirim from Edirne, other schools of Jewish musi-
cians sprung up in important cities of the Ottoman Empire around similar
societies of poets and composers. The school of Izmir developed during the

™ Forty makams are mentioned in this collection: Rdst, Rehivi, Yegdh, Diigih, Segih, Gerdh,
Pengqdh, Hiseyni, Acem, Acem asinin, Mdhiir, Muhdyyer, Nihdvent, Isfahin, Nevd, Sabd, Hicdz,
Sehnidz, Hiizzdm, Ferahnak, Nikriz, Beyiti, Evic, Ussak, Tahir, Arabin, Hicazkir, Stizimik, Mistedr,
Plselik, Plselik asirdn, Beste nigdr, Nithuft, Arazbir, Nisdbirek, Uzzdl, Hisir, Sazidil, Sevkefzd. This
impressive diversification of the makam reperiory, which includes very rare makams, is a sign of the
development of the musical art among the Ouoman Jews since Najara’s days.

* On the Maftirim of Edime see the account by one of its most distinguished members and the edi-
tor of Shirei Israel Be-erez Ha-gedem, the poet Isaac Elyihau Navon, “The Music among the Near Eastern
Jews,” Hallel, I (1930), 55-57 (Hebrew). See also Hanoch Avenary, “Adnanople, Music.” Encyclopedia
Judaica (1972), 11, col. 311, and M. Geshuri, “The Road Pavers (On the Luminaries in the Song of the
Sephardi Jews),” Hallel, 11 (1930), 39-41 (Hebrew). Most members of the Maftirim choir moved to Istan-
bul during World War [ due to the devastation of Edime and its Jewish community. They continued to
gather in this city, although thewr activities declined in the following decades. Some informants
knowledgeable of the Maftirim repertory live today in Israel, but they do not perform it on a regular basis.
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19th century.” In the earlier half of the 19th century the most important Jew-
ish poet and composer from Izmir was Rabbi Abraham Ariyas, named
Hace-i berzukar (“consummate master”). Ariyas was a prolific composer, and
some of his works survived in oral tradition and were notated in the early
20th century (see below).

Ariyas was succeeded in [zmir by a chain of artists who became legen-
dary figures among Jews and Turks as well:

- Isaac Barki, a violinist and composer of fasils;
- Hayyim Alazraki, named Chapoldji Hayyim, died in 1913;
- Shem Tov Chiquiar, named Hoca Santo (“Santo the master”), born in
Magnesia, 1840, died in Izmir, 1920,
- Salomon Algazi, named Biilbiulf Salomon (“Salomon the nightingale”),
died in Izmir, 1930;
- Isaac Algazi, 1889-1950, son of the former.¥
All these musicians were active in the Maftirim choir of Izmir, and their
makam compositions were performed in the context of the Maftirim gather-
ings.

The Jewish community of Saloniki also had a rich tradition of makam
performance and composition. Societies of Jewish poets and composers were
active in this city in the 19th and early 20th centuries.*’ These societies pub-
lished the texts of the new compositions produced by their members. A
specimen of one such publication is a fasil in makam Nihdvent by the com-
poser Zadiq Nehemia Gershon with texts by Yaacov Cohen and Barukh ben
Yaacov, premiered at a meeting of the Hallel Ve-Zimra society in the synago-

gue Beit Shaul in March 1918.*! The program of this event gives a clear

" On the Jewish musicians of Izmir sce Abraham Galante, Hislorie des Juifs d'Anatolie. ler.
Volume: Les Juifs d'[zmir (Smyrne) (1stanbul, 1935), pp. 163-167,

™ See Shabetay Dinar, “Shemtov Chiquiar, maestro compositor de musica oriental,” Voz Sefaradi
(Mexico City), I (1967), 40-42,

" See Seroussi, Mizimrat Qedem,

“ On the associations of poets and musicians in Saloniki, see David A. Recanati, “Sacred Poetry
and its Singing in Salomk,” Zikkron Saloniki: Grandeza ¢ Destruyicion de Yerushalaim del Balkan, ed.
David A. Recanati, II (Tel Aviv, 1986), pp. 337-347 (Hebrew). According to Recanati, cach Sabbath's
prayer in Saloniki used to be performed according to a different Turkish makam. In addition, special
“programs"” of para-liturgical gatherings on Sabbath afternoons opened with the text Shime’u malakhim
(as did the meetings of the Turkish Maftirim), and continued with a choral peshrev “conducted” by the
leading singer, a “classic” beste and kdr, a more “joyful™ semdi and naksi, and a closing Qaddish per-
formed as a taksim by the leader and called Qaddish cantado (“sung Quddish™).

“ 1 am graseful 1o Mr. Shemuel Refael of the Department of Literature of the Jewish People at
Bar-Tlan University for bringing this fasil 10 my attention.
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picture of the performance context of Turkish art music among these Jews.
The five sections of the fasil (peshrev, beste, kir, ndksi, and semdi) were
interwoven with the Greek national hymn, a speech by a rabbinical author-
ity, a conference on a secular topic, and Hatikva, the hymn of the then inci-
pient Zionist movement. Thus, poetry and music served in this case as a
framework for the public exposition of religious, secular, and national
ideals.

In the aftermath of World War I, a marked decline in the makam prac-
tice among the Jews, deriving from political, economic, and social causes,
can be detected. Entire Jewish communities disintegrated as the Ottoman
Empire faded. The growing process of modernization in the new Turkish
Republic challenged the traditional patterns of culture. Music was no excep-
tion to this process of change. In addition, important cities such as Saloniki,
Edirne, and Izmir were conquered by the Greeks and suffered devastating
fires and destruction, causing massive migration of their Jews to Palestine,
Europe, and the Americas. Most of the Jews who remained in Turkey
congregated in Istanbul, where a Maftirim choir continued its activities.
Many immigrant communities of Turkish, Greek, and Bulgarian Jews in
Israel preserved traces of the Turkish makam in their liturgical music. How-
ever, only a fraction of the rich makam repertory which was characteristic of
associations such as the Maftirim remains in the memory of singers living
today in Israel and is very rarely performed.

Analysis of Examples

To illustrate the work of Jewish composers in the Turkish makam, I
have selected three musical compositions which represent the different
social settings of performance as well as the different historical periods of
composition mentioned in this study.

1. “Pechref [Makam] Husseini [Usul] Devri Quibir”
Text: Yagil Alekha Be-Rinnah by Rabbi Israel Najara
Music: Rabbi Abraham Ariyas
Source: Fasil Makam Husseini (Istanbul, 1925).

This is an example of a classic composition typical of the 17th and 18th
centuries. It shows how the poetical structure of a piyyuf by Israel Najara is
thoroughly adapted by the composer, Abraham Ariyas, to one of the most
characteristic forms of classic Ottoman music, the peshrev. Ariyas’ peshrev
was notated bv Isaac Algazi in Istanbul in the earlv 1920's and serves as the



