
SLAYT 1: Our subject is the historical evolvement of the pear shaped kemençe and its different shapes in different cultures. Today when we explain these instruments, we will explore two different shaped instruments having identical names the kemançe (or the rebab) and the kemençe (pear shaped), which have been played in the Ottoman-Turkish Music and compare them with the other cultures such as Asia and Europe. 

SLAYT 2: Our two basic sources used to examine the instruments are visual and written sources. Written sources are journals, European travelogues, edvar books
, archive records that belong to official institutions.  SLAYT 3: Visual sources cover miniatures from şahnames
 and surmanes
, gravures, pictures of çarşı ressamları
 (market painter).
SLAYT 4: The instrument, seen in the slide, was the first bowed instrument until the 19th century in Ottoman Turkish Music, in the 15th century the instrument was named as ıklığ, which is a Turkish term and as the kemançe from this century onwards, which is a Persian term. Afterwards the pear shaped kemençe was introduced to the Ottoman Turkish Music; it appropriated the name the rebab, which is an Arabic term. Namely; this instrument was named as the kemançe until the 19th century, was named of the rebab after the 19th century.
SLAYT 6: In Ottoman Turkish Music, the first organological Turkish treatise belonged to Ahmedoğlu Şükrullah who was known as a historian and a famous music theorist in the fifteenth century. In this treatise, Şükrullah dwelled on 9 instruments and two of them were the rebab and the ıklığ. According to Şükrullah, the ıklığ was a bowed instrument which had three strings made of hair and the rebab was an instrument played by using a plectrum. As you can see in the picture, the bowed instrument is similar to today’s rebab played in Turkey.
 (Sürelsan, 1966, s.205)
SLAYT 7: At the same time, in Persian culture, Abdülkadir Meragi, who was a famous musicologist in the 15th century in Timur Court, mentioned the kemançe and the gijak as the names of the bowed instruments, the rebab as the name of the instrument played by using a plectrum his treatise.
SLAYT 8: As for the rebab, Sultan Veled, the son of Mevlana, wrote a treatise in the 14th century and he emphasized two different instruments under the name of the rebab. One of these was the bowed rebab while the other was the rebab with plectrum. Since the 19th centurty the kemançe started to be called the rebab, and until this time the rebab with plectrum, had not been used in Ottoman Turkish Music. Therefore there weren’t any visual examples of an instrument under the name of the rebab belonging to this era.
 It was only played in the 16th in century in the presence of the sultan in Ottoman Turkish Music.
SLAYT 9: In conclusion; the instrument, which was called the ıklığ
 by Şükrullah, the kemançe by Meragi and the kemançe since the 15th century  is known as the rebab today in Turkey. (Pekin, 2003, s. 66) 

SLAYT 10: Terms of the ıklığ or ıklık reproduced from ok, ık and ak, which mean arrow. In the 15th century the term was replaced with the kemançe, which is originally Persian. The term of the kemençe, since the 10th century, has been used as a term to symbolize the bowed instruments in general. It comes to mean little violin.  Keman means bow and -çe is an appendix and renders the subject smaller. Namely, even if the kemançe was replaced by the pear shaped kemençe in Ottoman Turkish Music, the term kemançe doesn’t change. Therefore the term rebab lends its own name to the kemançe.
I will give some the kemançe and the rebab examples from the sources of those times’ in Ottoman Empire and also give some examples from Asian countries. At first we look at some examples from Ottoman Turkish Music.

Slayt 11 : Süleymanname
 is a şahname written by Arifi Çelebi in the 16th century and it explains the life of Kanuni Sultan Süleyman, gives information about feasts organized in his period.  You can see two miniatures from this treatise; Kanuni was watching the performance of the players of the kemançe, the def, the ney in the circumcision feast of his three sons (shahzadah). In these miniatures, there was an instrument which was named as the kemançe and its player was named the kemançenevaz. (You can see that in slide)
Slayt 12: In 1582 (fifteen eight two), Sultan Murad III organized a circumcision feast for his son (afterwards Sultan Mehmet III) and it lasted two months
.   (Korkmaz, 2004, p.1.) Two surnames
 about the festival were written by Gelibolulu Âli (Cami’ü’l- Buhûr Der Mecâlis-i Sûr) and İntizâmî (Sûrnâme-i Hümâyûn). The surname of Intizami gives knowledge about music and instruments in the sixteenth century. In these miniatures, you can see the sultan watching the performance and the kemançe and the kemançenevaz. (İntizâmî, 1997, p.33.) 

Slayt 13 In Tulip Era (1712-1730), Ahmed III organized a circumcision feast for his four sons in 1720 (seventeen twenty two). Levnî who was a famous miniature artist wrote a surname about this festival. In this miniature, Statesmen of courts were watching performance of acrobats, players of the kemançe, the def and the köçek (Atıl, 1999, p. 198) 
Let’s scan some examples of the kemence and the rebab from Asian countries. Slayt:  In Western Asia (especially Iran and Azerbaijan), the traditional fiddle is known as the kemança.  (During, 1991, s. 110) If you want, we can hear its sound. Slayt: On the other hand, the gijak is the traditional fiddle in Uyghur Autonomous Region, Uzbekistan and Turkmenistan. (Sertkaya, 1982, s.194) Slayt:  In North Africa the instrument is also called the Maghribi rabāb (by easterners and) or the Moorish rebab (by westerners.) Slayt:  In Indonesia in the Gamelan Orchestra the name of this instrument is the rübab and today in Turkey the name of the instrument is also the rebab.
 You can see in the slide the order of the Gamelan. You will hear the rebab among the sounds of the gongs in Gamelan Orkestra
Slayt: Although each region has different names for this instrument, they are similar in terms of shape, construction and technical aspects. They have a long, fretless neck, a hemispherical (sometimes squared) sound box with a gourd skin and three to five strings and are played by pressing the strings down with finger tips. While playing, a metal rod, which is assembled to the bottom of the instrument, is set on the floor or the knee.
Slayt: However, today in some regions in Asia the rebab is still the name of an instrument which is played by plectrum, for example in south eastern Iran, south Afghanistan and North Pakistan, Uzbekistan, Turkmenistan. (Miller, 1999, p. 272) (You can see in slides) We can hear its sound. 
Now that we understand the rebab and the kemançe and their different shapes and terms in different cultures, we have to deal with the pear shaped kemençe.     

Slayt: As you may have also notice, there wasn’t the pear shaped kemençe in Ottoman Turkish Music until the 18th century. The first knowledge about this instrument was given by Hızır Ağa’s treatise: “Tevhim el-makamat fi tevlid en negamat”. In this treatise, the name of this instrument was known as Keman-ı Kıptî (the violin of gypsies) but the shape was not like the European violin. The name shows that the instrument had not been introduced to fasıl music yet. (Karakaya, 2005) (You can see that in slide)

Slayt: After Hızır Ağa, Blainville, Niebur, Laborde, who were the traveller in Ottoman Courts, mentioned about the pear shaped kemençe in the 18th century. They gave pictures of instruments used in the Ottoman-Turkish Music and denominated the pear shaped kemençe as the lyra. There were two reasons for this. Firstly, they knew an instrument which was being played in the Balkans under the name of lyra and the pear shaped kemençe very much resembled it.  Secondly, there was already a bowed instrument under the name of kemance in Ottoman Turkish Music and this was not pear shaped. Slayt 3: Let’s look the pictures of them. 
Slayt: During the end of the 18th and the beginning of the 19th century, the pear shaped kemençe accompanied the Ottoman dance and entertainment music in “Kaba Saz Ensemble” and hadn’t entered the fasıl music yet.  In these ensembles instruments were the pear shaped kemençe, the lavta (lute), the klarnet (clarinet), the zilli maşa (clappers) and the def (tambourine). These ensembles played the folk songs of Istanbul and Rumeli zeybeks, sirtos, köçekçes, etc. This music accompanied the dances of tavşan and köçeks (Male dancer putting on womanish, while he was dancing)


Enderunî Fazıl, a poet of Divan literature, wrote a thesis called “Hubânname and Zenannâme” in 1793. In this thesis, there is a fresco where there was an old Istanbul Meyhane (Bar Room), the kemençe and the lute was played and a dancer (köçek) danced.  (You can see in slide) Now let’s listen to an example of Kaba Saz Music.  
Slayt: French painter Auguste Mayer (1805-1890) painted a figure of a cafe in Istanbul in 1856. Its name was “Café au bord de la Corne d’Or”. In this figure, the lute and the pear shaped kemençe were played together. (Hitzel,  2002,  p. 183) (You can see in slide) 

This is another example from Enderunî Fazıl. As you see, the kemençe is played afoot in countryside outing. 
Slayt: During the last years of the nineteenth century, the master of the kemençe Vasilaki, (1845-1907) who is originally Rum (Anatolian Greek) and who started music by playing the the clarinet, managed to introduce the pear shaped kemençe into fasıl music.
  Vasilâki or Vasil was educated at ‘kaba saz’ and led elite music environment to love this instrument. Tanburi Cemil Bey, (1871-1916) who played in private music meetings, also created a school of the kemençe with his technical innovation in playing. The kemençe was included in the Ottoman Turkish Music after Tanburi Cemil Bey’s performances on this instrument around the turn of the century.  Slayt: Let’s listen a performance of Tanburi Cemil Bey. He was playing Uşşak Peşrev, which is his own piece. 

Slayt: Some  Improvements to The Kemençe in the 20th century

· Hüseyin Sadettin Arel (1880-1955)  added a string to the treble side of

the instrument.

· He equalized the length of the kemençe strings.

· He added an upper bridge. 

Slayt: 

He designed five sizes of the kemençe Soprano, Alto, Tenor, Baritone and Bass
Slayt: 
Arel’s aim was to build a kemençe family like the western violin family. He composed special pieces for these instruments. But tenor, bariton kemençe were forgotten in the length of time. 
Slayt: The most important difference of this pear shaped kemençe from the other Asian bowed instruments is its playing technique. Instead of pressing the strings down with finger tips, it is played by fingernail contact to the strings. This technique was also used in Europe and the Balkans.
Slayt:
The instrument, having a pear shape and played by fingernail contact with the strings, 
-seen in the Byzantine Empire in the 10th century under the name of the lyra dicta, 

- in Europe during the 13th century under the name of the rebec, 

- in Crete and nearby islands in the 15th century as the lyra, 

- in the 18th century Istanbul, initially as the lyra then as the kemenche, 

- in Bulgaria in the 19th  century as the gadulka.

- In Anatolia, played under the name of the tırnak kemane in Kastamonu region  and under the name of the yörük kemane in Fethiye and Teke Region. 

We have to conclude that instruments might be played in different geographical regions under different or similar names and with different or similar functions.  

An instrument gains its identity according to geographic, demographic and anthropological qualities of the region. 

� When the earliest evidence of bowed instruments are examined from these treatises, it is found that the earliest evidence of them belonged to the ninth century in Persia, the ninth and tenth century in China and Mongolia. As for Europe, these instruments were represented in the tenth century. (Sachs, 1992, p. 216)  Therefore, before Medieval Age, there is no knowledge about bowed instruments. The first sources were Arabic, Persian and Turkish cultures in the fifteenth century. In Arabic culture, the kemançe was drawn in an anonymous treatise, Kashf-al-humûm. 


� The meaning of edvar is circle. In musicology; it is treatise of Turkish music theory gives knowledge of maqams.


� Miniatures from şahnames (They explain the lifes of sultans and gives examples of Turkish miniature art works.


� Surname means the treatise about the Ottoman festivals in Turkish language and gives examples of Turkish miniature art works.


� Pictures made for foreigner living in the Ottoman Court.


� When Şükrullah wrote this treatise, he benefited from an anonymous book named Kenzü’l-tuhaf  (Kanz al-tuhaf) in the 14th century. According to the treatise, the Turkish name of the Uzbek instrument gijak  is the ıklığ. The gijak and the ıklığ are very similar. (Picken, 1975, s.192)


� Just a while ago we mentioned that the kemançe, namely the little violin, has been called as the rebab in the Ottoman Turkish Music since the 19th century due to the fact that another instrument entered the Ottoman Turkish Music being known as the pear shaped kemençe. Therefore, the rebab classified as an instrument played by a plectrum until then was replaced by the kemançe. 


� After Şükrullah, the only source explaining the ıklığ, written in 1630-1640 belonged to the famous traveller Evliya Çelebi. In this seyahatname (Traveller book); the ıklığ was suggested as a type of the kemançe. 


� “Süleymanname” is a sahname, which is in Topkapı Palace Library now. It was written by Fettullah Arifi Çelebi. It explains the life of Kanuni Sultan Süleyman and gives an example of Turkish miniature art works. 


� This magnificent event, besides the historians, attracted not only the attention of the historians but also that of many visitors and ambassadors so much that it became the subject of many literary works.


� It means the treatise about the Ottoman festivals.


� Rebab is the common term, which explains instrument played with bow or plectrum in Turkey, Arabic country, north Africa, Afghans, Pakistan, India and Java.  (Ana Britannica, 1986, s. 320) It is explained that common bowed instrument from Central Asia to Indonesia, Iran and Anatolia.  (During, 1991, s.123; Ögel, 2000,  s.198-99; Miller, 1999, s.272)











