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Makale Bilgisi Oz

Gelis: 9 Haziran 2026 Bu ¢aligma, Walter Feldman’in tarihsel etnomiizikoloji yaklagimi temelinde Mevlevi
Kabul: 28Agustos 2026 dyinhanlhigindaki vokal icra estetigini, tarihsel nota belgelerinin sundugu yapisal gostergeler
Online Yaym: 30 Ekim 2026 ile megk ve performans bilgisi arasindaki iligki tizerinden degerlendirmeyi amaclamakrtadir.
Anahtar Kelimeler Aragsurma, nitel aragurma yaklagimi ve dokiiman analizi teknigiyle yurttilmis;
Akustik heterofoni Buhurizide Mustafa Itri’ye atfedilen Segih Ayini, Kutb-1 Niyi Osman Dede’nin Rast
Ayinhanlik Ayini ve Hammamizade Ismail Dede Efendi’nin Saba Ayini, Neyzen Emin Dede’nin
Mevlevi ayin derledigi nota-giifte mecmuasindaki niishalar Gzerinden kargilagtirmali  olarak
Osmanh miizik gelenegi ¢Oztimlenmistir. Analiz, tarihsel kaynak-elegtirel ¢6ziimleme, sifahi aktarim ve icract odakli

Vokal icra estetigi

Walter Feldman nota ¢oztimlemesi olmak tizere ti¢ boyutta yapilandirilmigtir. Bulgular, nota niishalarinin

makam, ustl, glifte-hece yerlegimi ve bicimsel Srgliyti gostermede gliclii; nefes, tahrir,
mikro-zamanlama, tin1 ve eszamanli icra ayrinularini géstermede ise sinirli oldugunu
ortaya koymaktadir. Bu ¢ercevede “vokal tefsir”, siir ile makam-ustl iligkisinin icra
boyutunu agiklamak tizere bu ¢aligmada iglevsellegtirilen analitik bir kavram; “akustik
heterofoni” ise dogrudan kanitlanmig bir bulgu olarak degil, ney ile vokalin canli icrada
2822-3195/ ©2026 TM ayni melodik eksen gevresinde farklilagabilmesini ileride ses kayitlartyla sinamak tizere
Geng Bilge Yayincilik tarafindan Snerilen analitik bir modeldir. Sonug olarak ¢alisma, Mevlevi dyinhanhgini yazili miizik
yayinlanmakta olup, agik erigim,
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metni, megk gelenegi ve performans bilgisinin kesistigi tarihsel-estetik bir alan olarak
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Giri
Osmanli miizik tarihinin gelisiminde Mevlevi 4yin formu, yalfnzca tasavvufl bir ibadet miizigi degil, makam anlayisini,
biyiik ustl gelenegini, beste estetigini ve ses icraciligint bi¢imlendiren temel kurumsal yapilardan biri olmustur
(Feldman, 1996, 2022; Greve, 2015). Ozellikle XVIL. yiizyildan XIX. yiizyila kadar yetisen pek cok besteci, hanende ve
neyzenin Mevlevihinelerle iligkisi, bu kurumlarin Osmanli miizik kiiltiiriinde egitim, aktarim ve estetik tiretim alanlart
olarak 6nemini gostermektedir (Behar, 2023; Feldman, 2022). Buna kargin Mevlevi dyinlerinin Osmanli ses icraciligina
kazandirdigi vokal icra estetiginin, dyinhanlik gelenegiyle ve tarihsel aktarim siirecleriyle birlikte ele alindig ¢aligmalar
stnirlidir. Bu nedenle Mevlevi 4yin formunun yalnizca repertuvar veya dini miizik tiirti olarak degil, yazili miizik metni

ile sifahi icra bilgisinin kesistigi bir vokal-estetik yap1 olarak yeniden degerlendirilmesi gerekmektedir.
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Baglikta yer verilen “akustik heterofoni” kavrami, bu arasurmada dogrudan akustik l¢timle kanitlanmis bir
bulguyu degil, tarihsel nota belgesi ile canli icra arasindaki farklilagmayz tartismaya agan ve ileride ses kayitlar1 izerinden
stnanmasi gereken analitik bir yorum modelini ifade etmektedir. Bu nedenle kavramin kullanimi, ¢alismanin nota-
temelli veri setinin kanit sinirlart iginde tutulmusg; ney ve vokalin egzamanli icrasina iligkin akustik sonuglar ileri
stiriilmemistir.

Teorik Cergeve

Bu aragtirmanin teorik gergevesi, Walter Feldman'in gelistirdigi tarihsel etnomiizikoloji yaklagimimna dayanmaktadir.
Etnomiizikoloji, miizigi yalnizca miizikal yapilar tizerinden degil, icra pratikleri ve kiiltiirel baglam i¢inde degerlendiren
disiplinlerarast bir aragtirma alanidir (Rice, 2014). Feldman (1996, 2019, 2022), bu yaklagimi Osmanli miizik tarihi
tzerine uygulayarak makam, ustl, repertuvar ve icra gelenegini tarihsel stireg icerisinde biitiinciil olarak incelemis;
ozellikle Mevlevi muziginin Osmanli mizik kaltiriniin olusumundaki belirleyici roliinii ortaya koymugtur.
Feldman’in ayni galismasinin gézden gegirilmis ikinci baskist da, Osmanli saray miiziginin makam, kompozisyon ve
repertuvar yapisint tarihsel stireklilik igcinde yeniden ele almast bakimindan bu kuramsal gerceveyi desteklemektedir
(Feldman, 2023).

Aragtirmanin temel kavramlarindan biri olan megk sistemi, Osmanli miiziginde repertuvarin, icra tavrinin ve estetik
anlayisin yazili notasyondan ¢ok usta-irak iligkisi i¢erisinde sifahi olarak aktarildig: egitim modelini ifade etmektedir
(Behar, 2023). Behar'a gore megk yalnizca bir 6gretim yontemi degil, miizikal hafizanin ve icra kimliginin kugaklar
boyunca korunmasint saglayan kiltiirel bir aktarim mekanizmasidir. Feldman (1996) ise bu sistemin Osmanli
miiziginin tarihsel siirekliligini saglayan en 6nemli kurumsal yapilardan biri oldugunu vurgulamaktadir. Giincel bir
Mevlevi 4yini aragtirmasi da megk sistemi ile hoca-talebe etkilesimini bestecilik diizeyinde incelemekte; Dede Efendi ve
Zekai Dede’nin dyinlerini makamsal agidan kargilagturarak aktarim iligkisinin kompozisyon tzerindeki izlerini
tartigmaktadir (Bayrak¢i & Turabi, 2022). Bu baglamda perde adlarinin giifte mecmualarina melodiyi hatirlatict
isaretler olarak eklenebilmesi, yazili kaydin megk temelli aktarimin yerine gecen eksiksiz bir temsil degil, hafizay1
destekleyen yardimci bir arag olarak iglev gordiigiinii géstermektedir (Benlioglu, 2022).

Bu ¢aligmada tizerinde durulan bir diger kavram 4yinhanliktr. Ayinhan, Mevlevi 4yinlerinde gtifteyi makam, ustl

ve tasavvufl anlam biitinltigi icerisinde yorumlayan icraciy1 ifade etmektedir. Feldman (2022), dyinhanin yalnizca eser
seslendiren bir hanende olmadigini, Mevlevi estetik anlayigint ve siirin manevi anlamuni icra yoluyla aktaran temel
aktorlerden biri oldugunu belirtmektedir.
Bu ¢aligmada kullanilan “vokal tefsir” (vocal exegesis) ifadesi, Walter Feldman’in dogrudan 6nerdigi sabit bir
terminolojik kategori olarak degil, onun Mevlevi miziginde siir, makam ve kompozisyon iligkisine dair
degerlendirmelerinden hareketle bu aragtirmada islevsellestirilen analitik bir kavram olarak kullanilmaktadir. Kavram,
giiftenin yalnizca nota karsiligi heceler hilinde seslendirilmesini degil; makam seyri, usl i¢indeki vurgu, hece
uzatmalari, cimleleme ve icracinin mesk yoluyla edindigi tavir araciligiyla yeniden yorumlanmasini ifade etmektedir
(Feldman, 2022; Nettl, 2005; Rice, 2014). Boylece “vokal tefsir”, yazili miizik metni ile yasayan icra arasinda olugan
yorum alanini agiklamak i¢in kullanilmaktadir. Mevlevi dyinlerini hermeneutik agidan ele alan Kaptan (2024) da dyinin
goriiniir  bi¢imsel unsurlarmin  6tesindeki anlam  katmanlarini anlama ve yorumlama paradigmas: iginde
degerlendirmektedir. Bu yaklagim, burada 6nerilen “vokal tefsir” kavramiyla 6zdeglestirilmemekle birlikte, Mevlevi
dyininde yorum ve anlam tiretimi boyutunun giincel literatiirdeki kargiligini gostermesi bakimindan tamamlayicidir.

Bu aragturmada 6nerilen “akustik heterofoni” kavrami, dogrudan akustik dl¢im sonucunda belirlenen bir doku
ozelligini degil, ayn1 melodik eksen tizerinde gergeklesen ney-vokal icrasinin perde, zamanlama, siisleme ve tint
bakimindan farklilagabilecegini agiklamak Gizere 6nerilen ve sonraki aragtirmalarda ses kayitlari tizerinden sinanmast
gereken analitik bir modeli ifade etmektedir. Feldman’m Mevlevi icrasinda neyin konumu ve vokal icrayla iligkisine
yonelik degerlendirmeleri kavramin tarihsel hareket noktasinit olugturmaktadir (Feldman, 2022, ss. 95-101). Mevcut
aragtirmanin temel miizikal verisi monodik nota niishalar1 oldugundan, bu model notalardan dogrudan él¢tilmis ya

da kanitlanmug bir 6zellik olarak sunulmamaktadir.
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Heterofoni, etnomiizikoloji literatiiriinde ayni ya da ortak bir melodik ¢ekirdegin eszamanli icra sirasinda birden
fazla ses/parti tarafindan farklilagtirilarak gergeklestirilmesiyle iligkilendirilen bir doku ilkesi olarak ele alinmaktadir
(Cooke, 2001). Pirtlas (2016) ise heterofoniyi ozellikle sozlii ve kolektif miuizik gelenekleri baglaminda ele alarak
kavramin monofoni, unison ve ¢ok-hatll miiziksel 6rgiitlenmeyle iliskili terminolojik ve analitik smnirlarini
tartigmaktadir. Bu ¢aligmada Snerilen “akustik heterofoni” kavrami séz konusu literatiirde yerlesik bir terim olarak
kullanilmamakta; genel heterofoni kuramindan hareketle Mevlevi ney-vokal iliskisinin gelecekte eszamanli ses kayitlart
tizerinden sianabilmesi amaciyla bu aragtirma igin gelistirilen analitik bir model olarak kullanilmaktadir. Bu nedenle
“akustik” nitelemesi dogrudan akustik 6l¢tim yapildigr anlamina gelmemekte; canli icrada ortaya ¢ikabilecek isitilebilir
perde niiansi, zamanlama, stisleme ve tin1 farkliliklarini ileride ampirik olarak incelemeye agan bir aragtirma 6nermesini
ifade etmektedir.

Son olarak zamansal ve ritmik mimari, Mevlevi 4yinlerinde dért selim yapisinin biyiik ustiller ve makamsal gelisim
araciligtyla olusturdugu dramatik zaman organizasyonunu ifade etmektedir. Feldman (1996, 2022), 6zellikle biiyiik
ustllerin yalnizca ritmik kaliplar degil, kompozisyonun dramatik akigini belirleyen yapisal unsurlar oldugunu
belirtmektedir. Bu yaklagim, arastirmada segilen 4yinlerin form analizlerinin kuramsal temelini olugturmaktadir.
Ilgili Literatiir
Walter Feldman (1996), Music of the Ottoman Court adli ¢alismasinda Osmanli muzik sistemini makam, ustl ve
repertuvar iliskisi iginde tarihsel olarak analiz etmis ve Gzellikle saray miizigi ile Mevlevi miizigi arasindaki yapisal
baglantilart ortaya koymustur. Bu ¢aligma, Mevlevi dyin formunun Osmanli miizik digtincesi igerisindeki yerini
anlamak icin temel bir referans niteligi tagimaktadir. Ancak ¢aligma daha ¢ok tarihsel ve yapisal analiz diizeyinde
kalmaktadir. Eserin gozden gegirilmis ikinci baskist, Osmanli saray miizigi ile dervis ¢evreleri arasindaki tarihsel iligkiyi
glincellenmis bir yayin cergevesi i¢inde yeniden sunmaktadir (Feldman, 2023). Giincel nota-temelli aragtirmalarda
Mevlevi dyinlerinin seldm, ustl, makam, gifte ve bigim Ozelliklerinin ayrintili eser tahlili yoluyla incelendigi
goriilmektedir; Akarsu’nun (2023) Muhayyer Siimbiile Ayin-i Serifi {izerine ¢aligmast bu yaklagimin yakin dénem
orneklerinden biridir.

Feldman (2019), Osmanli miizik geleneginin yerel modernlik stiregleri igerisindeki doniisiimiinii inceleyerek miizik
kilttriini sosyal ve kurumsal baglamda degerlendirmigtir. Bu ¢alisma, Mevlevi miizigin yalnizca dini bir form degil,
ayn1 zamanda kalttirel modernlesme stiregleriyle iligkili bir yap1 oldugunu géstermektedir. Buna ragmen vokal icra
estetigi ayrintili bicimde ele alinmamistur.

Feldman (2022), From Rumi to the Whirling Dervishes adli eserinde Mevlevi miizigini siir, tasavvuf ve icra iligkisi
tizerinden incelemis; dzellikle ney, makam ve ayin yapisina odaklanmigtir. Calisma, Mevlevi 4yin formunun dramatik
yapisini ve III. Selim’in islevini agiklamada 6nemli bir katk: sunmaktadir. Ancak dyinhanlik ve vokal yorumlama
stiregleri daha sinirls ele alinmigtir. Feldman’in III. Selimin yapi ve tarihsel evrimine odaklanan daha erken incelemesi
de Mevlevi 4yin formunun bigimsel déntigiimtinii anlamada tamamlayici bir kaynak olugturmaktadir (Feldman, 2001).

Ozen, Demirtag ve Baysal’in (2018) Mevlevi dyinlerinde s6z boyamaya odaklanan ¢aligmast, giifte ile miizikal yap1

arasindaki iliskinin kompozisyon diizeyinde nasil goriiniir hile geldigini gostermesi bakimindan 6nemlidir. Bu ¢aligma,
siirin miiziksel yapr i¢inde anlamlandirlmasina iligkin somut 6rnekler sunmakta; ancak dyinhanin canlt icrada
gerceklestirdigi nefes, tin1, mikro-zamanlama ve toplu s6yleyis gibi performans degiskenlerini merkezine almamaktadir.
Bu yéniiyle mevcut aragtirmanin “vokal tefsir” yaklagimi, s6z-miizik iligkisinin icra boyutuna odaklanan tamamlayici
bir perspektif Snermektedir. Mevlevi 4yinlerindeki séz-miizik iligkisi, Ozen ve Baysal (2017) tarafindan da “séz-
boyama” baglaminda ele alinmistur.
Bayrakg¢1 ve Turabi (2022), Mevlevi 4yini besteciliginde hoca-talebe etkilesimini Dede Efendi ve Zekai Dede 6rnekleri
tizerinden incelemis; segilen 4yinlerde makamsal benzerlikleri kargilagtirarak megk sisteminin bestecilik aktarimimndaki
roliind tartigmugtir. Caligmanin Dede Efendi’nin Siba Ayini’ni de inceleme kapsamina almasi, bu aragtirmadaki gifahi
aktarim ve tarihsel stireklilik tartigmasiyla dogrudan iligki kurmaktadr.

Kaptan (2024), Mevlevi dyinlerini hermeneutik yaklagim ¢ergevesinde sosyo-kiiltiirel bir anlam ve yorum alani
olarak ele almaktadir. Bu ¢aliyma miziksel nota ¢oztimlemesinden farkli bir yontem izlese de, dyinin yalnizca
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gozlenebilir bigimsel yapiyla sinirlandirilamayacagini vurgulamasi bakimindan mevcut aragtirmanin yorum boyutuna
gtincel bir baglam saglamaktadur.

Karadeniz (2024), XVII. yiizylldan XIX. yiizyila uzanan 6rneklemde Birinci Selimlari Agir Diiyek ustliinde
bestelenen Mevlevi dyinlerini kronolojik ve bi¢imsel olarak incelemis; melodik yaps, ritmik 6zellikler ve ustl iligkilerini
kargilastirmustir. Ny Osman Dede ve Ismail Dede Efendi’nin de 8rnekleme d4hil edilmesi, Mevlevi dyinlerinin Birinci
Selimlarint tarihsel siireg i¢inde kargilagtiran giincel bir miizikolojik ¢er¢eve sunmaktadir.

Orta (2014), Mevlevi miizigini halkbilimsel bir perspektiften ele alarak Mevlevihanelerin bir kiltiirel egitim ve
aktarim kurumu oldugunu vurgulamigtir. Calisma, Mevlevi miizigin sosyal islevine odaklanmakta ve kurumsal yapiy:
agiklamaktadir. Ancak vokal icra estetigi ve icra analizi kapsam digidur.

Greve’nin (2015) editorliigiinde yayimlanan Osmanli miizik tarih yazimina iligkin derleme, yazili kaynaklarla
sozlti/performans temelli mizik bilgisinin birlikte degerlendirilmesinde karsilagilan y6ntemsel sorunlart goriintir
kilmaktadir. Derlemede tarihsel kaynak, edvir, repertuvar ve icra pratigi arasindaki iliskinin farkli arasurmacilar
tarafindan tartigtimast, bu ¢aligmanin nota belgesini tek bagina icranin esdegeri saymayan yaklagimini desteklemektedir.
Bununla birlikte Mevlevi dyinhanligmnin vokal estetigi, s6z konusu tarih yazimi tartigmalarinda bagimsiz bir analitik
kategori olarak ayrintili bigimde ele alinmamaktadir. Aynit derlemede Feldman (2015), ge¢ XVII. yiizydl Osmanlt
miizigine iliskin kaynaklart repertuvar ve iislup ¢oztimlemesiyle iliskilendirerek tarihsel kaynak-elestirisinin uygulamals
bir 6rnegini sunmaktadir.

Wright (1992), erken Osmanli miizik antolojilerini inceleyerek makam ve repertuvar yapisinin tarihsel gelisimini
agiklamugtir. Bu ¢alisma, Osmanlt miizik teorisinin kaynak temelli analizine 6nemli bir katki saglar. Bununla birlikte
performans ve vokal icra boyutu sinurlidir.

Ding (2024), Konya Koyunoglu ve Mevlind miizelerinde bulunan dért Mevlevi dyin mecmuasini tarihsel
miizikoloji, bigim ve igerik analiziyle incelemis; mecmualardaki dyin, bestekir, makam, perde, ustl, tarih ve repertuvar
bilgilerinin tarihsel kaynak degeri tasidigini gostermistir. Bu yaklagim, Mevlevi 4yin mecmualarinin yalnizca nota
tagtyicist degil, repertuvarin tarihsel dolagimimni belgeleyen ¢ok katmanli dokiimanlar olarak degerlendirilmesini
desteklemektedir.

Nettl (2005), etnomiizikolojide sozlii aktarim ve performans temelli miizik bilgisi tiretimini ele alarak miizigin
kiiltarel bir hafiza sistemi olarak nasil igledigini agiklamigtir. Bu yaklagim, Mevlevi 4yinlerinin yazili olmayan aktarim
stireglerini anlamak agisindan 6nemlidir. Ancak dogrudan Osmanli miizigine odaklanmaz.

Rice (2014), etnomiizikolojide miiziksel anlamin kiiltiir ve performans baglaminda nasil ele alinabilecegini tartigmustur.
Bu ¢aligma, miizik analizinde icra boyutunun 6nemini vurgulamasi agisindan teorik bir ¢ergeve sunar. Ancak Mevlevi
miizik pratigi spesifik olarak ele alinmamigtir.

Zannos’un ¢aligmalari, makam sisteminin Bizans ve Osmanli miizik kiiltiirleri arasindaki modal etkilesim tizerinden
anlagilmasi gerektigini ortaya koymaktadir. Bu yaklagim, makamin yalnizca teknik bir sistem degil, kiiltiirlerarast bir
yap1 oldugunu gostermektedir. Ancak Mevlevi dyin formuna dogrudan odaklanmaz. Bu degerlendirme, Zannos’un
(1990) Turk ve Yunan miziginde entonasyonun teori ve uygulamadaki goriinimiint kargilasturdigs ¢alismayla
iligkilendirilmistir.

Aragtirmanin Onemi ve Katkist

Bu aragtirmanin 6nemi iki temel boyutta degerlendirilmektedir. 11k olarak ¢alisma, Osmanli-Mevlevi miizik gelenegini
yalnizca tarihsel bir repertuvar incelemesi olarak degil, ses icraciligr merkezli bir estetik tiretim alan1 olarak ele alarak
literatiire icra odaklr bir katki sunmay1 amaglamaktadir. Mevcut literatiirde Feldman (1996, 2019, 2022) Osmanli
miizik gelenegini tarihsel ve yapisal agidan kapsamli bi¢imde ele almug olsa da, Mevlevi dyinhanlik pratiginin vokal icra
estetigi, tin1 rgiisii ve icra temelli yorumlama siiregleri agisindan ayri1 bir analitik kategori olarak daha sinirli incelendigi
gorilmektedir. Bu caligma, “vokal tefsir” ve “akustik heterofoni” kavramsallagtirmalart araciligiyla séz konusu
tartigmaya katki sunmayr ve Mevlevi 4yin formunu Osmanli ses icraciligi baglaminda yeniden degerlendirmeyi

amaglamaktadr.
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Bu baglamda aragtirmanin katkisi, Feldman’in tarihsel etnomiizikoloji yaklagimint icra estetigi ve vokal tiretim
stiregleriyle iliskilendirerek tartigmasindan kaynaklanmaktadir. Rice (2014) ve Nettl (2005) tarafindan ele alinan
etnomiizikoloji ve sifahi aktarim yaklagimlari, miiziksel bilginin kiiltiirel aktarimini agiklamak i¢in 6nemli bir ¢ergeve
sunarken, bu ¢aligma s6z konusu ¢er¢evenin Mevlevi dyin icrasindaki tinisal ve performatif boyutlarin ileride ampirik
olarak incelenmesine yonelik bir analitik ¢er¢eve 6nermektedir.

Ikinci olarak aragtirmanin bilimsel, kiiltiirel ve uygulamali degeri, disiplinlerarasi bir yaklagim tizerinden Osmanlt
miizik ¢aligmalarina icra merkezli bir analiz ¢er¢evesi 6nermesinden kaynaklanmaktadir. Behar’in (2023) mesk sistemi
tzerine degerlendirmeleri miiziksel bilginin kiltiirel stirdiirtilebilirligini agiklarken, bu calisma s6z konusu stirekliligi
vokal icra estetigi ve yazili nota—sifahi aktarim iliskisi tizerinden ele almaktadir. Bu yoniiyle aragtirma, miizikoloji,
tarihsel etnomiizikoloji ve performans ¢aligmalart arasinda bir analitik kdprii kurmakta; ayrica geleneksel miizik egitimi,
icra pratigi ve somut olmayan kiiltiire]l miras arasurmalari bakimmndan kullanilabilir bir kavramsal cergeve
gelistirmektedir.

Dolayistyla bu aragtirma, Osmanli miizik tarihi literatiiriinde Mevlevi 4yin formunun vokal icra boyutunu daha
gorintir kilmay1 ve tarihsel etnomiizikoloji ile performans aragtirmalari arasinda icra-merkezli bir tartisma zemini

olugturmayr amaglamaktadir.

Arastirma Problemi

Mevlevi 4yinleri Gizerine yapilan aragtirmalar ¢ogunlukla form, makam, usal, repertuvar ve tasavvuf ekseninde
yogunlagirken, dyinhanlik geleneginin vokal icra estetigi boyutu ile yazili nota metni-sifahi aktarim—icra iligkisi birlikte
yeterince incelenmemistir. Arastrmanin temel problemi, Mevlevi 4yin formu ve 4yinhanlik geleneginin Osmanli
miizik tarihindeki estetik ve icraya iliskin roliintin Walter Feldman’in tarihsel ve yapisal yaklagimi temelinde nasil

¢oziimlenebilecegidir.

> Segilen ti¢ Mevlevi dyininin nota niishalarinda makam, usal, giifte-hece yerlesimi ve bigimsel 6rgii hangi ortak
ve farkli dzellikleri gostermektedir?
» Nota metninin dogrudan gosterdigi yapisal unsurlar ile megk ve canli icra bilgisi gerektiren vokal unsurlar nasil
ayrigtirilabilir?
> “Vokal tefsir” ve “akustik heterofoni” kavramlari, Mevlevi 4yinhanligindaki siir—-makam-—icra ve ney—vokal

iligkilerini hangi analitik sinirlar icinde agiklayabilir?

Yontem
Arastirma Modeli

Bu aragtirma, nitel aragtirma yaklagimi kapsaminda dokiiman incelemesine dayali olarak tasarlanmigtir. Aragtirmanin
genel metodolojik yonelimi tarihsel etnomiizikolojidir. Walter Feldman’in Osmanli-Tiirk miizigi ve Mevlevi mizigine
iligkin ¢aligmalar1 (1996, 2019, 2022), tarihsel kaynak, repertuvar, kurum, makam-ustl yapisi ve icra pratigini birlikte
ele alan kuramsal-tarihsel bir hareket noktast olarak kullanilmigtir. Bununla birlikte makalede uygulanan tig agamals
¢oztimleme diizeni Feldman tarafindan adlandirilmig veya standartlagtirilmig bagimsiz bir “Feldman metodolojisi”
degildir; Feldman’in tarihsel etnomiizikoloji yaklasimindan hareketle bu aragtirmanin sorularina ve nota-temelli veri

setine gore aragtirmact tarafindan olusturulmus analitik bir ¢ergevedir.

Nitel arastirma — Dokiiman incelemesi —  Taribsel etnomiizikoloji — Feldman’in taribsel
etnomiizikoloji yaklasimindan bareketle bu arastirma igin gelistivilen analitik gergeve — Segilen Mevlevi

Ayinlerinin analizi.

Aragurmada Mevlevi 4yin formu ve dyinhanlik geleneg; tarihsel gelisimi, megk sistemi, makam-ustl iligkisi ve vokal icra
estetigi Ozellikleri bakimindan yorumlayict bir yaklagimla incelenmigtir. Bu dogrultuda diyakronik (tarihsel)
¢oztimleme ile Mevlevi 4yin formunun tarihsel gelisim siireci, senkronik (yapisal) ¢oztimleme ile ise segilen 4yin
orneklerinin form, makam, ustl ve vokal icra 6zellikleri analiz edilerek Walter Feldman'm tarihsel etnomiizikoloji

yaklagimi dogrultusunda degerlendirilmistir (Feldman, 2022).
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Bu aragtirmada vokal icra estetigi, dogrudan ses kaydi analizi yoluyla degil, nota metninin sundugu vokal
orgtitlenme imkanlart ile tarihsel/megk temelli icra bilgisinin analitik iligkisi Gizerinden incelenmistir.
Analitik tutarliligt saglamak amaciyla ayni ¢6ziimleme oSlgiitleri tig eserin Birinci Selimlarina sistematik bigimde
uygulanmus; kargilagtirmalar ayni form basamag: tizerinden yiiratilmisgtir. Dogrudan nota tizerinde gézlenebilen
bulgular ile tarihsel literatiir ve mesk bilgisine dayali yorumlayict ¢ikarimlar ayri kanit kategorileri olarak

degerlendirilmis; béylece analiz stirecinde veri ile yorum arasindaki sinirin korunmast amaglanmigtir.

Arastirma Dokiimanlar:

Aragtirmanin kuramsal dokiimanlarint Walter Feldman'mn Osmanli-Ttrk miizigi ve Mevlevi miizigi tizerine gelistirdigi
tarihsel etnomiizikoloji yaklasimini ortaya koyan Music of the Ottoman Court: Makam, Composition and the Early
Ottoman Instrumental Repertoire (Feldman, 1996), The Emergence of Ottoman Music and Local Modernity (Feldman,
2019) ve From Rumi to the Whirling Dervishes: Music, Poetry and Mysticism in the Ottoman Empire (Feldman, 2022)
adli eserleri olugturmaktadir. Bu eserler, aragtirmanin tarihsel, kuramsal ve metodolojik temelini olugturmasi nedeniyle
veri kaynag1 olarak segilmistir. Benzer bir giincel ¢alismada Ozgelen ve Bakkal (2025), Emin Dede mecmuasindaki dyin
notalarint referans alarak literatiir taramasi, dokiiman incelemesi ve miizikal analizi birlikte kullanmig; iki Mevlevi
dyinini biitiin selim ve béliimleriyle makamsal agidan kargilagtirmigtir.

Aragurmanin miizikal analiz dok@imanlarini, Mevlevi 4yin repertuvarinin farkls tarihsel katmanlari ile farkls makam
ve ustl orgiilerini karsilagtirmaya elverigli Gi¢ eser olusturmaktadir: Buhurizide Mustafa Itri’ye atfedilen Segih Ayini,
Kutb-1 Nayi Osman Dede’nin Rast Ayini ve Hammamizide Ismail Dede Efendi’nin Siba Ayini. Eser segimi amagh
ornekleme mantigiyla ti¢ dlctite dayandirilmugtir: (1) besteci ve repertuvar kimliklerinin farkli tarihsel donemlerle
iligkilendirilebilmesi, (2) Segih, Rast ve S4bi makamlarinin farklt seyir ve intonasyon Ozellikleri tizerinden
kargilagtirmaya imkan vermesi ve (3) Birinci Selimlarda farkli ustl 6rgiilerinin ayni tiirdeki nota belgeleri tizerinden
izlenebilmesi. Bu se¢im, {i¢ eseri biitiin Mevlevi 4yin repertuvarinin temsilcileri olarak kabul etme amac1 tagimamakta;
belirlenen aragtrma sorularini kargilagtirmali bigimde incelemeye elverigli, sinurlt ve analitik bir 6rneklem
olugturmaktadir.

Kargilagtirmalt nota ¢6ziimlemesinin Birinci Selimlar tizerinde yogunlagtirilmast, ti¢ eserde ayni form basamaginin
ortak bir analitik diizlemde incelenebilmesini saglamak amaciyla tercih edilmistir. Béylece makam seyri, ustl ¢evrimi
ve giifte-hece yerlesimi farkli besteci ve makam 6rneklerinde ayni bigimsel konum tizerinden kargilagturilmigtir. Bu
tercih, 4yinlerin diger selimlarmna iligkin sonug¢ tretme iddiast tagtmamakta; ¢aligmanin dogrudan nota-temelli

bulgularini Birinci Seldim 6rnekleriyle sinirlandirmaktadir.

Veri Analizi

Aragtirmada Walter Feldman’in tarihsel etnomiizikoloji yaklagimindan hareketle bu arasurma igin gelistirilen tg
agamalr bir analitik ¢ergeve uygulanmustir (Feldman, 1996, 2019, 2022). Birinci asama “tarihsel kaynak-elestirel
¢oziimleme” olarak adlandirlmistir. Bu adlandirma yeni ve bagimsiz bir yontem iddiast tagimamakta; eser kimligi,
besteci atfi, ntisha tarihi, repertuvarin yazililagma siireci ve mevcut nota belgesinin temsil giictinii tarihsel kaynak
elegtirisi ilkeleriyle birlikte degerlendiren operasyonel bir ¢dziimleme basamagini ifade etmektedir. Tkinci agamada sifahi
aktarim; tigtincti agamada ise icract odakli nota ¢6ziimlemesi ele alinmigtir. Feldman’in ¢aligmalari tarihsel ve kuramsal

dayanagt olustururken, “vokal tefsir”, “akustik heterofoni” ve bu {i¢ agamalt diizen aragtirmanin analitik stire¢lerini

olugturmaktadir.
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Tablo 1. Aragturmanin analitik ¢ergevesi ve ¢6ziimleme boyutlar:

Analiz Boyutu Incelenen Gostergeler Veri Kaynag: Kanit Diizeyi
Tarihsel Kaynak-Elestirel Eser kimligi, besteci atfi, makam, ustil, Tarihsel kaynaklar ve nota Tarihsel kanit
Coztimleme niisha bilgisi ve tarihsel baglam niishast

Sifahi Aktarim Mesk sistemi, icra tavri, intonasyon, Literatiir ve tarihsel/gelenege Yorumlayict kanit
Coztimlemesi tahrir ve aktarim iligkileri iligkin bilgiler

Icract Odakli Coziimleme | Makam seyri, ustl 6rgiisi, giifte-hece Nota niishast (dokiiman analizi) | Dogrudan nota-temelli kanit

iligkisi, form ve melismatik alanlar

Ses kayd: (mevcut aragtirmanin
veri seti diginda)

Performans Degiskenleri* Nefes, tahrir, artikiilasyon, mikro- Bu aragtirmada dogrudan

zamanlama, tin1 ve heterofonik sinanmamig

farklilasma

*Bu boyut, meveut aragtrmantn metodolojik stnurliliklart nedeniyle dogrudan analiz edilmemis; tartisma ve ileri arasurma diizeyinde ele alinmugur.
Analiz Prosediiriine ili§kin Ek Agiklama
Bu ¢aligmada nota metinleri, icranin biitiin ayrinularini sabitleyen nihai belgeler olarak degil, sifahi/megk temelli
aktarimin yaziya gegirilmis tarihsel taniklari olarak degerlendirilmistir. Bu nedenle ti¢ eser i¢in yapilan ¢6ztimlemede
(a) notada dogrudan gézlenebilen makam seyri, ustl, giifte-hece yerlesimi ve bicimsel 6rgii ile (b) ancak icra kaydi veya
megk bilgisiyle dogrulanabilecek nefes, tahrir, mikro-zamanlama, tun1 ve heterofonik ayrigma birbirinden ayrilmustr.
Bu ayrim, Feldman’in tarihsel kaynak, repertuvar ve yasayan icra pratigini birlikte degerlendiren yaklagimiyla
uyumludur (Feldman, 1996, 2022).

Vokal tefsir kavraminin analitik boyutlar: ve veri temelindeki kanit diizeyleri asagidaki tabloda agik bigimde

tanimlanmistur:

Tablo 2. Vokal tefsirin analitik boyutlar1 ve gostergeleri
Analitik Statii

Gosterge Bu Aragtirmada Kullanim

Giifte-hece dagilimi

Dogrudan nota-temelli gsterge

Dogrudan incelendi

Melismatik uzatmalar

Dogrudan nota-temelli gsterge

Dogrudan incelendi

Makamsal karar yonelimleri

Dogrudan nota-temelli gsterge

Dogrudan incelendi

Nota iizerinden olasilik olarak

Cumleleme olanag: Nota-temelli fakat yorumlayici gésterge

degerlendirildi
Nefes Performans kayd: gerektirir Dogrudan smanmadi
Tahrir Performans kayd: gerektirir Dogrudan smanmadi
Tt Akustik/performatif veri gerektirir Dogrudan smnanmadi

Mikro-zamanlama Ses kayd: analizi gerektirir Dogrudan smanmad:

Nota dokiimant olarak Neyzen Emin Dede tarafindan derlenen Mevlevi Ayinleri Nota ve Giifte Mecmuasi
kullanilmig; Segih, Rast ve Sib4 4yinleri bu niisha tizerinden karsilagtirmali olarak okunmustur (Neyzen Emin Dede,

2021). Mecmua bestecilerin otograf niishas: olmadigindan, nota ile eserin ilk tarihsel icrast 6zdes kabul edilmemistir.

Bulgular
Bu aragtirmada Itr’ye atfedilen Segih Ayin—i Serifi, Kutb-1 Nayi Osman Dede’nin Rast Ayin—i Serifi ve Hammamizide
Ismail Dede Efendi’nin Siba Ayin—i Serifi’nin Birinci Selimlarina iligkin bulgular, kullanilan veri tiiriintin sagladig
kanit diizeyi gozetilerek degerlendirilmigtir. Ug eserin nota niishalar;; makam seyri ve karar yonelimleri, ustl yapisi,
giifte-hece yerlesimi, nota degerleri, melismatik geniglemeler ve ustl ¢evrimi i¢inde nota tizerinden izlenebilen vokal
ctimleleme olanaklarinin kargilastirmalr olarak incelenmesine imkén vermektedir. Bu gostergeler, ¢aligmada 6nerilen
“vokal tefsir” kavraminin nota-temelli analitik diizeyini olugturmaktadir. Buna karsilik yinhanun fiili nefes kullanimi,
tahrir ve diger icraya bagl stislemeleri, artikiilasyonu, tinisal 6zellikleri, mikro-zamanlama tercihleri ve ney ile vokal
arasinda eszamanli icrada ortaya ¢ikabilecek perde, zamanlama ve tint farklilagmalart nota nishalarindan dogrudan
belirlenememektedir. Bu performatif degiskenler, ti¢ esere iliskin dogrulanmig nota bulgular1 olarak degil, megk ve icra
pratigi baglaminda ses kayutlar1 tizerinden sinanmasi gereken analitik degiskenler olarak ele alinmistr. Ayni nedenle
“akustik heterofoni”, nota niishalarindan saptanmus bir doku 6zelligi degil, eszamanli ney-vokal kayitlarinin
kargilagtirmalr analiziyle ampirik olarak sinanabilecek bir performans 6nermesi olarak konumlandirimistr. Asagidaki
eser ¢oziimlemelerinde bu kanit sinirt yeniden tekrarlanmayarak, her eser yalnizca mevcut miizikal belgenin dogrudan

destekledigi gostergeler tizerinden degerlendirilmigtir.
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I"Jg Ayinde Ortak Form Mantig1 ve Tarihsel Siireklilige ili§kin Bulgular

Ug nota niishasinin kargilasturilmasy, farklt makam ve besteci kimliklerine ragmen selim temelli form manuginin, ustl
cevrimlerinin ve giiftenin melodik yap: igine yerlestirilmesinin ortak bir kompozisyonel ¢er¢eve olusturdugunu
gostermektedir. Segih, Rast ve S4ba 6rnekleri ayni1 tarihsel ana ait belgeler degildir; buna karsin ge¢ donem yazili
niishalar, repertuvarin ortak bi¢imsel hafizasint goriintir kilan kargilasturilabilir veriler sunmaktadir (Feldman, 1996,
2022; Neyzen Emin Dede, 2021).

Bu ortaklik, eserlerin tarih boyunca degismeden kaldigi anlamina gelmemektedir. Nota niishalarinin bestecilere ait
otograf belgeler olmamasi, eser kimligi ile eldeki yazili temsil arasinda tarihsel bir mesafe bulundugunu géstermektedir.
Dolayistyla bulgu, “degismez bir metin” fikrinden ¢ok, makam, ustil ve seldim diizeninin aktarim boyunca korunmug
bir yapisal ¢ekirdek olusturdugu yéntindedir.

Kargilagtirma ayrica ti¢ eserin makam ve us@l bakimindan farklr estetik alanlar olugturdugunu gostermektedir. Bu
farkliliklar, 4yin formunun tek tip bir melodik sema tiretmedigini; ortak form ¢ergevesi icinde besteci, makam ve
donem farkliliklarinin belirginlesebildigini ortaya koymaktadir. Béylece Mevlevi dyin repertuvari, tarihsel siireklilik ile

kompozisyonel ¢esitliligin birlikte gézlemlenebildigi bir yap1 olarak degerlendirilmektedir.

Nota Metni ile Sifahi Aktarim Arasindaki ili§kiye Dair Bulgular

Ug niishada melismatik alanlar, hece uzatmalari, cimle sonlart ve ustl gevrimi i¢inde tekrar eden melodik kuruluglar,
yazilt melodik ¢ekirdegin dyinhan tarafindan makam ve megk bilgisiyle icraya donititiirtildiigii baglica temas noktalarini
gostermektedir. Bu bulgu, nota ile gifahi aktarimi karsit iki bilgi alant olarak degil, farkli kanit diizeylerinde birbirini
tamamlayan iki katman olarak degerlendirmeyi gerekli kilmaktadir (Behar, 2023; Feldman, 2022).

Segih, Rast ve Sab4 drnekleri arasindaki ortaklik, giiftenin salt hece-ses eglestirmesiyle degil; uzatma, tekrar, karar ve
ustl icindeki yerlesim araciligryla bi¢imlenmesidir. Bu nedenle 4yinhan, aragtirmanin analitik modelinde notay1 pasif
bi¢imde tekrar eden bir seslendirici olarak degil, yazilt melodik ¢ekirdegi makam ve megk bilgisiyle icraya dontgtiiren
etkin bir yorumlayici olarak konumlandiriimistir. Béyle bir konumlandirma, vokal estetigin yalnizca perde ve siire

dogruluguna indirgenemeyecegini; tavir bilgisinin de tarihsel aktarimin bir pargasi oldugunu géstermektedir.

Secilen I"Jg Mevlevi Ayininin Nota Dokiimanlarina Dayali Karsilagtirmal: Bulgular:

Sekil 1-3, karsilagtirmali ¢6ztimlemenin gorsel kanit alanlart olarak kullandmugtir. Her nota 6rneginde A-D
isaretleriyle melismatik uzatma, karar yonelimi, gtifte-hece uzamasi ve ustl ¢evrimi igindeki vokal ctimle kurulusuna
iligskin temsili odaklar gosterilmistir. I§aretlemeler tam bir transkripsiyon veya 6l¢ti numaralandirmast degil, metinde

tartigilan gostergelerin nota tizerinde izlenebilmesini kolaylastiran analitik yonlendirmelerdir.
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Figiir 1. Itr’ye atfedilen Segih Ayin-i Serifi’nin nota niishasindan érnek. Kaynak: Neyzen Emin Dede (2021), s
261. [Hamparsum nota gevirisi: Osman Kirklik¢t; nota yazimi: Ozata Ayan. ]

Analitik kesitlerin agiklamasi:

A: Melismatik uzatma.

B: Segih makaminda karar yonelimi.
C: Giifte-hece uzamas.

D: Devr-i Revin ustilii ¢evrimi i¢inde nota tizerinden izlenebilen vokal ctimle kurulugu.

Kesit A. Melismatik uzatma alani: Tek hecenin birden fazla nota degeri tizerinde genisledigi nota 6rnegi

a Slk ca nr men ca na nr men sul ta n men
Kesit B. Karar yonelimi: Segih makaminin karar alanina yonelen ctimle sonu 6rnegi
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Kesit C. Giifte-hece uzamasi: Hece ile melodik siire arasindaki geniglemeyi gértiniir kilan rnegi
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Kesit D. Nota tizerinden izlenebilen vokal ctimle kurulugu: Devr-i Revan ¢evrimi iginde giifte ile melodik cimlenin
birlikte uyumunu gésteren nota-temelli 6rnegi
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Not: Kesitler orijinal nota niishasinin renk ve ¢izgi yapist degistirilmeden, yalnizca ilgili porte, nota ve giifte satirin1 gosterecek bigimde miizikal cimleyi siirlar ve
A-B-C-D kesitlerinin her birinde ilgili porte/sistem, nota degerleri ve giifte-hece satir1 birlikte ve eksiksiz gosterilmigtir.

Itri’nin Segih Ayini’nin Birinci Seliminda belirlenen A-B-C-D kesitleri, Feldman’in Osmanli miiziginde makam,
ustl, kompozisyon ve aktarim gelenegini birbirinden bagimsiz unsurlar olarak degil, tarihsel bir miizikal sistemin iligkili
bilesenleri olarak degerlendiren yaklagimi dogrultusunda ele alnmugtr. Bu gercevede A kesitindeki (2. dizek)
melismatik ve tekrarlayan melodik hiicreler, giiftenin melodik yapi icerisinde genisletilmesine; B kesitindeki (12-13.
dizekler) kapanig hareketi, Segdh makaminin karar alanina dogru gelisen makamsal yonelime; C kesitindeki (9. dizek)
uzun hece degerleri ve giifte—nota dagilimy, siirsel metnin muzikal zaman igerisinde yeniden diizenlenmesine; D
kesitindeki (1. dizek) vokal ctimle kurulusu ise Devr-i Revin ustiliiniin ritmik organizasyonuyla melodik soyleyis
arasindaki yapisal iligkiye isaret etmektedir. Feldman’in tarihsel etnomiizikolojik perspektifiyle degerlendirildiginde bu
gostergeler, notanin yalnizca sabitlenmis bir miizik metni olarak degil, mesk icerisinde aktarilan icra bilgisinin belirli
yapisal izlerini tagtyan tarihsel bir belge olarak okunmasina imkan vermektedir. Bu baglamda Segih Ayini, ¢aligmada
onerilen “vokal tefsir” kavraminin nota tizerinden gézlenebilen melodik, ritmik ve giifte-temelli bilesenlerini géraniir
kilan bir 6rnek olugturmaktadir.

Tarihsel kaynak ¢6ziimleme boyutunda Segih Ayini, XVIL yiizyila baglanan eser kimligi ile glintimiize ulagan daha
geg tarihli yazili ntisha arasindaki mesafe dikkate alinarak degerlendirilmigtir. Feldman’in kaynak-elestirel yaklagim1
dogrultusunda besteci atf1, makam ve form bilgisi geleneksel repertuvar kimliginin pargasi olarak korunurken, mevcut
nota niishasi eserin ilk icrasinin birebir kaydi olarak kabul edilmemistir (Feldman, 1996, 2022). Nota metninde Birinci
Selimin Devr-i Revén ustilii ¢evresinde 6rglitlenmesi ve Segih makaminin karakteristik karar alanina yonelen melodik

hareket, eserin ortak melodik-formel ¢ekirdegini goriintir kilmaktadir (Neyzen Emin Dede, 2021).
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Birinci Selam

Nayi Osman Dede
(1642 - 1729)
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Figiir 2. Kutb-1 Niyi Osman Dede’nin Rast Ayin-i Serifi nota niishasindan 6rnek. Kaynak: Neyzen Emin Dede
(2021:29). [Hamparsum nota gevirisi: Osman Kirklik¢t; nota yazimi: Ozata Ayan.]

Analitik kesitlerin agiklamasi:

A. Melismatik / tekrarlayan melodik hiicre.

B. Rast makaminda karar yonelimi.

C. Uzun hece degeri ve giifte-hece yerlegimi.

D. Diiyek ustlii ¢evrimi i¢inde nota tizerinden izlenebilen vokal ctimle kurulugu.

Kesit A. Melismatik / tekrarlayan melodik hiicre: Rast Ayini’nde vokal 6rgliyii belirginlestiren nota rnegi

hey yi hey sul ta n

zi ha ce bi pa r si
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Kesit B. Karar yonelimi: Rast makaminda ctimle sonu ve karar alanina y6nelen 6rnegi
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Kesit D. Nota tizerinden izlenebilen vokal ctimle kurulugu: Diiyek ustli icinde melodik hiicre, giifte ve ctimle
yapisinin birlikte izlenebildigi 6rnek

Diyek (1642 - 1729)
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Not: Kesitler orijinal nota niishasmnin renk ve gizgi yapisi degistirilmeden, yalnizca ilgili porte, nota ve giifte satirin1 gsterecek bigimde miizikal ctimleyi sinirlar ve
A-B-C-D kesitlerinin her birinde ilgili porte/sistem, nota degerleri ve giifte-hece satir1 birlikte ve eksiksiz gosterilmigtir.

Osman Dede’nin Rast Ayini’nin Birinci Selimina iligkin A-B—C-D kesitleri, Feldman’in makam ve ustilit Osmanls
kompozisyon pratiginin tarihsel-estetik 6rgtitlenmesi igerisinde degerlendiren yaklagim1 temelinde yorumlandiginda,
vokal ¢izginin yalnizca notaya aktarilmig bir melodi olmadigina isaret etmektedir. A kesitindeki (3. dizek) tekrarlayan
ve melismatik melodik hiicreler, giifte hecelerinin melodik geniglemeye agildigr alanlary; B kesitindeki (12-13. dizekler)
kapanis stireci, Rast makaminin karar alanina y6nelik agamali yonelimi; C kesitindeki (11. dizek) uzun nota degerleri,
giifte hecelerinin miizikal zaman igerisindeki farklilagan stirelerini; D kesitindeki (1. dizek) baglangi¢ ctimlesi ise Dityek
ustli ile vokal ctimle kurulusu arasindaki yapisal iliskiyi gostermektedir. Feldman’in megk ve tarihsel aktarim
baglamina verdigi 6nem dikkate alindiginda, bu nota-temelli gostergeler icranin kendisiyle 6zdeglestirilmemeli; aksine,
icracinin gelenek igerisinde yorumlayarak gerceklestirdigi miizikal yapinn yazili diizeyde izlenebilen ¢ergevesi olarak
degerlendirilmelidir. Béylece Rast Ayini, ¢aligmada vokal tefsirin nota-temelli gostergeleri ile mesk yoluyla aktarilan
performatif bilgi arasindaki ayrimin somutlagtirilmasina olanak saglamaktadir.

Rast Ayini tarihsel kaynak-elestirel ¢6ziimleme bakimindan, bestecilik, neyzenlik ve Mevlevi aktarim pratiklerinin
ayni kiilttirel ¢evrede birlestigi bir 6rnek olarak degerlendirilmistir. Nota niishasinda Birinci Selimin Diiyek ustliiyle
baglamasi ve sonraki selimlarda degisen ustl 6rgiisti, ritmik mimarinin yalnizca eglik kalibr degil, formun zaman
icindeki kurulugsunu belirleyen bir unsur oldugunu gostermektedir (Feldman, 1996, 2022; Neyzen Emin Dede, 2021).

Rast 6rneginde tekrar eden melodik hiicreler ve uzun hece degerleri, Dityek ¢evrimi i¢inde vokal ctimlelerin
diizenlenmesini belirginlestirmektedir. Ozellikle tekrar, uzatma ve ciimle sonu yonelimleri, giiftenin ritmik-makamsal

yapi i¢inde yeniden kurulugunu goriiniir kilan nota-temelli gostergelerdir.
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Neyzen Emin Dede | 143

Dede Efendi'nin Devr-i Revéan Usiliinde
Saba Ayin-i Serifi

Hammamizade

. N Birinci Selam ismail Dede Efendi
D Devr-i Revan (1778-1846)
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Figiir 3. Hammamizide Ismail Dede Efendi’nin Sab4 Ayin-i Serifi nota niishasindan 6rnek.
Kaynak: Neyzen Emin Dede (2021:143)
[Hamparsum nota gevirisi: Osman Kirklik¢t; nota yazmre: Ozata Ayan.]

Analitik kesitlerin agiklamasi:

A. Melismatik uzatma.

B. §4b4 makaminda karar y6nelimi.

C. Giifte-hece uzamast.

D. Devr-i Revin ustilii ¢evrimi i¢inde nota tizerinden izlenebilen vokal ciimle kurulusu.

Kesit A. Melismatik uzatma alani: $ab4 seyri i¢inde hecenin melodik olarak genisletildigi nota 6rnegi
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Kesit B. Karar yonelimi: S4b4 makaminin karakteristik karar alanina yonelen ctimle sonu 6rnegi
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Kesit D. Nota tizerinden izlenebilen vokal ctimle kurulugu: Devr-i Revan ¢evrimi i¢inde uzun melodik ciimle ile gtifte
yerlesiminin birlikte izlenebildigi 6rnek

Birinci Selam ismail Dede Efendi
(1778-1846)

Devr-i Revan

bis ne vi dez na le i ba n ki re bab he y

Not: Kesitler orijinal nota niishasinin renk ve ¢izgi yapist degistirilmeden, yalnizca ilgili porte, nota ve giifte satirin1 gosterecek bigimde miizikal cimleyi siirlar ve
A-B-C-D kesitlerinin her birinde ilgili porte/sistem, nota degerleri ve giifte-hece satir1 birlikte ve eksiksiz gosterilmigtir.

Dede Efendi’nin Siba Ayini’nin Birinci Seliminda belirlenen A-B-C-D kesitleri, Feldman’in Mevlevi miiziginde
siir, makam, ustl ve icray1 tarihsel-estetik bir biitinliik i¢erisinde ele alan perspektifiyle degerlendirildiginde, vokal
yapinin farkli katmanlarini gériintir hile getirmektedir. A kesitindeki (4. dizek) melismatik genisleme, giifte hecesinin
melodik hareket igerisinde genisletilmesini; B kesitindeki (son iki dizek) kapanig hareketi, S4ba makaminin karar alanina
dogru gelisen makamsal yonelimi; C kesitindeki (2. dizek) hece ve nota degerleri arasindaki iliski, giiftenin miizikal
zaman igerisinde diizenlenmesini; D kesitindeki (1. dizek) baglangi¢ vokal ciimlesi ise Devr-i Revan ustlii ile melodik
cimle kurulugunun karsiliklt organizasyonunu ortaya koymaktadir. Feldman’in yaklagimi agisindan bu yapisal
ozellikler, Mevlevi dyinini yalnizca yazili bir kompozisyon olarak degil, tarihsel aktarim ve icra pratigi icerisinde anlam
kazanan bir miizikal yapt olarak degerlendirmeyi gerektirmektedir. Bu gergevede Siba Ayini, “vokal tefsir”in nota
tzerinde izlenebilen melismatik genigleme, giifte-hece diizeni, karar yonelimi ve ustil-ctimle iligkisini somutlagtiran bir
ornek olugturmaktadir.

Sabi Ayini’nin nota niishasinda Birinci Selim Devr-i Revin ustliyle kurulmaktadir. Bu durum, Feldman’in 4yin
formunda ustl ile melodik gelisimin birlikte degerlendirilmesi gerektigine iligkin yapisal yaklasimiyla okunabilir. Siba
makaminin karakteristik perde iliskileri, giftenin uzun melodik ciimleler i¢inde tagindig1 6zgtil bir makamsal ¢erceve
olusturmaktadir (Feldman, 2022; Neyzen Emin Dede, 2021).

Sabi orneginde uzun heceler, melismatik kiimelenmeler ve giifte vurgularinin Devr-i Revin ¢evrimi igindeki
dagilimi 6ne ¢ikmaktadir. Bu alanlar, Sab4 seyri ile vokal ctimle kurulusunun birlikte igledigini ve “vokal tefsir”in nota

tzerinde izlenebilen yontintin uzatma, cimleleme ve karar iligkileri tizerinden somutlagtirilabilecegini géstermektedir.

Vokal Tefsir: Giifte—Hece Yerlesimi, Makam Seyri ve Icra Alan:

“Vokal tefsir” kavrammnin nota-temelli ¢6ziimleme bakimindan iglevi, giiftenin makam seyri ve ustl i¢indeki
yerlesimini incelemeye imkan vermesidir. Ug niishada da tek hecenin birden ¢ok sese yayildigt melismatik alanlar, uzun
degerler ve ciimle sonlarindaki karar yonelimleri goriilmektedir. Bu gostergeler, metnin ritmik ve melodik olarak
yeniden bi¢imlenmesini goriiniir kilmakta ve kavramin gézlenebilir miizikal bilesenlerini olugturmaktadir (Feldman,
2022). $iir ile masiki terminolojisi arasindaki iligkinin Mevlevi baglaminda ele alindigt Pegenek ve Akkug’un (2022)
¢alismast ise burada kullanilan kavramin dogrudan kaynagr degil, siir-makam-usdl iligkisine yonelik tamamlayic

literatiir olarak degerlendirilmistir.
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Segih Ayini’nin Birinci Seldim &rneginde giifte hecelerinin Devr-i Revan ¢evrimi icinde uzun ve kisa degerler
arasinda dagiulmasi, metnin konugma ritminden ayrilarak makamsal zaman iginde yeniden kurulmasina neden
olmaktadir. Segih karar alanina yonelen ctimleler ile melismatik hece uzatmalari, 4yinhanin artikiilasyon ve ctimleleme
tercihlerinin 6nem kazanabilecegi alanlar1 gostermektedir. Boylece nota 6rnegi, kavramin duygusal bir nitelemeden ¢ok
giifte-hece, makam ve ustl iligkisi tizerinden izlenebilen yéniinti somutlagtirmaktadir.

Figir 1’de gorillen dar ve tekrar eden melodik hiicreler, giiftenin bazi hecelerinin birden ¢ok ses tizerinde
uzatildigini ve cimlenin karar yonelimiyle birlikte bigimlendigini gostermektedir. Nota, siirin semantik icerigini tek
basina agiklamasa da metnin makamsal ve ritmik yap1 i¢inde nasil yeniden diizenlendigini goriiniir kilmaktadir.

Saba Ayini bakimindan kargilagtirma Figiir 3’te yer alan Birinci Seldm ile sinirlandirilmistir. Bu niishada da giifte
hecelerinin Devr-i Revin ¢evrimi i¢indeki dagilimi ve melismatik uzatmalar, metnin makamsal zaman i¢inde yeniden
bigimlenmesine imkan veren baglica yazili gostergelerdir.

Figiir 3’te goriilen Saba seyri, uzun hece degerleri ve melismatik kiimelenmeler, yazili melodik yap1 icinde uzatma,
baglama ve ctimleleme alanlari bulundugunu gostermektedir. Bu alanlar, “vokal tefsir”in nota tizerinde izlenebilen
zeminiyle iligkilendirilmis ve gliftenin makamsal zaman i¢inde nasil 6rgtitlendigini somutlagtiran gostergeler olarak
degerlendirilmistir.

Bu bulgular, secilen nota niishalarinda giiftenin makam ve ustl i¢inde yeniden bi¢imlenmesine imkan veren yapisal

bir yorum alaninin bulundugunu géstermektedir.

Ney—Vokal ili§kisine Dair Sinanabilir Performans Onermesi

Feldman’in Mevlevi icrasinda ney ile vokalin konumuna iligkin tarihsel agiklamalari, ¢aligmada kullanilan “akustik
heterofoni” kavraminin baglamsal temelini olusturmaktadir. Figtir 1-3 monodik nota belgeleri oldugundan ney ve
vokalin egzamanli farklilagmasini dogrudan géstermemekte; bu nedenle s6z konusu kavram, notada dogrulanmig bir
doku ozelligi olarak degil, ortak melodik ¢ekirdegin canli icrada nasil farklilagabilecegini sinamaya yonelik bir
performans 6nermesi olarak ele alinmaktadir (Feldman, 2022).

Bu 6nermenin ampirik olarak sinanabilmesi i¢in ayni1 dyine ait nitelikli icra kayitlarinda ney ve vokal katmanlarinin
kargilagtirmalt olarak izlenmesi; perde sapmalari, giris zamanlari, siisleme noktalari, mikro-zamanlama ve tnisal
ozelliklerin zaman-perde ekseninde ¢oziimlenmesi gerekmektedir. Bu bakimdan Rast Ayini bagta olmak iizere
incelenen nota niishalari, heterofoniyi kanitlayan 6rnekler degil, gelecekte gergeklestirilecek eszamanli ney-vokal

analizleri i¢in tarihsel ve yapisal referans dokiimanlari olarak degerlendirilmektedir.

Birinci Selimlarda Makam—Usil C")rgiisiine ili§kin Karsilastirmali Bulgular

Feldman’in 4yin formunda makam ile ustili birlikte degerlendiren yaklagim: dogrultusunda kargilagtirma, bu makalede
gorsel olarak sunulan ti¢ Birinci Seldim 6rnegiyle sinirlandirilmigtir. Figiir 1 ve Figiir 3’te Devr-i Revén, Figtir 2°de ise
Diyek ustlii gorillmektedir. Bdylece ayni form basamaginda farkli makamlarin ve farkli ritmik ¢evrimlerin vokal ctimle
kurulusunu nasil ger¢eveledigi nota tizerinden dogrudan kargilagtirilabilmektedir (Feldman, 2022; Neyzen Emin Dede,
2021). Birinci Selamlarin melodik yaps, ritmik 6zellikler ve ustl iligkileri tizerinden kargilagtirilmasinin giincel bir 6rnegi
Karadeniz’in (2024) ¢aliymasinda da gérilmektedir; ancak onun 6rneklemi 6zellikle Agir Dityek ustilityle bestelenen
Birinci Selimlarla sinirlidir.

Incelenen ti¢ eserin Birinci Selimlarinin ayni analitik 6lgiitlerle karsilagtirilmast Tablo 3’te agagida gosterilmektedir.
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Tablo 3. Ug birinci selimin kargilagtirmals analizi

Tiirk Miizigi 6(Walter Feldman Ozel Sayist) (2026) 51-70

Eser / Makam | L Giifte- Melismatik Karar Vokal Nota Performans
Besteci Selam | Hece Alanlar Yonelimleri | Ciimleleme | Uzerinden Verisi
Usdalii | Yerlegimi Alanlar: Dogrudan Gerektirenler
Gozlenebilenler
Turf’ye Segih Devri | Uzun-kisa Ozellikle tek Ciimle Melismatik | Makam seyri; Nefes;
atfedilen Revin | degerler ve hecenin ¢coklu | sonlarinda uzatmalar ustl; giifte-hece tahrir/stisleme;
Segih hece seslere Segih karar ile karar dagilimy artikiilasyon; ting
Ayini uzatmalar1 yayildigt alanina bélgeleri melisma; karar mikro-
cevrim kiimeler. yonelim. arasindaki alanu. zamanlama; ney-
i¢inde ciimleler. vokal
orgiitlenir. perde/zamanlama
farklar.
Kutb-1 Rast Diiyek | Tekrarlayan | Tekrarlayan Rast seyri Tekrar Makam seyri; Nefes;
Nayi hiicrelerve | hiicrelerdeve | iginde climle | hicreleriile | Diiyek; giifte- tahrir/stisleme;
Osman uzun uzun sonu karar uzun hece iligkisi; artikiilasyon; ting
Dede - heceler hecelerde bolgeleri. degerlerin melodik mikro-
Rast Diiyek yogunlagir. cevreledigi | tekrarlar. zamanlama; ney-
Ayini cevrimi climleler. vokal
i¢inde perde/zamanlama
yerlesir. farklar1.
Ismail Siba Devri | Uzun Uzun heceler Saba seyri Uzun Makam seyri; Nefes;
Dede Revin | melodik ve yogun icinde climleler, ustil; hece tahrir/stisleme;
Efendi — climlelerde | melismatik karakteristik | melismatik | dagilimi artikiilasyon; ting
Saba hece kiimelenmeler. | karar kiimeler ve | melisma; karar mikro-
Ayini uzatmalar1 alanlar1. karar bolgeleri. zamanlama; ney-
ve vurgu bolgeleri. vokal
alanlar perde/zamanlama
gordliir. farklar.

Mevcut nota 6rnekleri yalnizca Birinci Selimlari temsil ettiginden, dort selimin tiimiintin dramatik hiyerarsisi veya
II1. Seldmin “en yiiksek dramatik gerilim” noktast oldugu yoniinde dogrudan bir bulgu ileri siirilmemistir. Bu tiir bir
sonug icin her eserin seldmlar arasi tam nota kargilagtirmasi gerekir. Mevcut nota verilerinin destekledigi sonug, Birinci
Seldm i¢inde ustl ¢evriminin melodik ctimlelerin zamansal érgiitlenmesini ve giifte-hece dagilimint belirleyen yapisal
bir ¢ergeve olusturdugudur.

Saba Ayininde Birinci Selimin Makam—Usdl Orgiisii

Figtir 3’te sunulan Dede Efendi’nin Sib Ayini ornegi Birinci Selima aittir. Bu nedenle degerlendirme, Devr-i Revan
cevrimi i¢inde giifte-hece yerlesimi, melodik ctimle uzunlugu ve S4bi makaminin karar yonelimleriyle
sintrlandirlmigtir.

Nota 6rneginde Devr-i Revan ¢evriminin tekrar eden yapist iginde uzun ve kisa hece degerlerinin dagitildigs, bazt
hecelerin melismatik olarak genisletildigi goriilmektedir. Bu yap1, vokal ctimlenin zamansal kurulusunda ustliin
belirleyici oldugunu gostermektedir. Nefes stiresi, dinamik yiikselis veya dramatik gerilim diizeyi ise nota niishasindan
dogrudan belirlenmedigi i¢in bulgu olarak sunulmamugtir.

Benzer bigimde Itri’ye atfedilen Segih Ayini’nin Birinci Seliminda Devr-i Revén ¢evrimi ile Segdh makaminin seyri
birlikte islemektedir. Rast Ayini’nin Birinci Seliminda ise Dityek ustlii, ayni form basamag: i¢in farkls bir ritmik
cerceve sunmaktadir. Bu kargilastirma, ustliin dyin formunda tek tip degil, makam ve beste tasarimuyla birlikte degisen

bir zamansal organizasyon araci oldugunu gostermektedir.

Segih ve Rast Birinci Selimlarinda Kargilagtirmali Usdl Cergevesi
Figtir 1’deki Segih ve Figiir 2’deki Rast Birinci Selimlar1 birlikte degerlendirildiginde, farkli ustl ¢evrimlerinin melodik
ctimle uzunluklarini ve giifte-hece dagilimini farkli bigimlerde gergeveledigi goriilmektedir. Bu nedenle kargilagtirmali
bulgu, “dramatik yiikselis” gibi performans temelli bir nitelemeden ziyade, makam seyri ile ustil ¢evriminin yazilt vokal
ctimleyi birlikte 6rgiitledigi yoniindedir.

Incelenen ti¢ “Birinci Seldim” birlikte degerlendirildiginde, makam ve ustliin bagimsiz iki teknik katman olmadigy;

giiftenin melodik zaman i¢inde kurulusunu birlikte belirledigi anlagtimaktadir. Bu sonug, Mevlevi dyinlerinde ritmik
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mimarinin yalnizca 6l¢tisel bir ¢ergeve degil, vokal ciimlelemenin yazili temelini olusturan yapisal bir unsur oldugunu

gostermektedir.

Kurumsal Hafiza: Mesk Sisteminin Yagayan Arsiv Niteligine ili§kin Bulgular

Walter Feldman, Osmanli-Mevlevi miizik geleneginin en belirleyici 6zelliklerinden birinin yazilt kaynaklardan ziyade
sifahi aktarim mekanizmalari araciligtyla stireklilik kazanmast oldugunu vurgulamaktadir. Bu baglamda megk sistemi,
yalnizca teknik bir 6gretim yontemi degil, ayni zamanda estetik tavrin, icra Gislubunun ve miizikal hafizanin kugaklar
arasi aktarimini saglayan kurumsal bir yap1 olarak degerlendirilmektedir (Feldman, 1996, 2022).

Mevlevi dyinhanlik gelenegi, bu kurumsal hafiza yapisinin izlenebildigi baglica alanlardan biridir. Arasturmada
incelenen ti¢ 4yin ayn1 makami veya ayn1 bestecilik dénemini paylasmamaktadir; buna kargilik selim manugs, ustl
cevrimleri, giftenin melodik ctimle icine yerlestirilmesi ve monodik ortak hat gibi yapisal ilkeler bakimindan
kargilagtirilabilir bir ¢er¢eve sunmaktadir. Bu nedenle “ortak tavir” iddiast notadan dogrudan ¢ikarilmamag; notanin
gosterdigi ortak yapisal ¢ekirdek ile mesk yoluyla aktarilan performans bilgisinin birbirini tamamlayan iki ayr1 katman

oldugu sonucuna ulagilmugtir.

Ug Mevlevi Ayininde Ortak Vokal Yapisal Cergeve ve Mesk Aktarimi

Segih, Rast ve Sab4 dyinlerine iliskin nota temelli ¢6ztimlemeler birlikte ele alindiginda, giifte-hece yerlegimi, makamsal
seyir ve ustl 6rgiisiintin kargilagtirilabilir bir vokal ¢erceve sundugu goriilmektedir. Nefes, tahrir, mikro-zamanlama,
ctimleleme ayrintilart ve vurgu bigimleri ise bu yapisal ¢ergevenin Stesinde, mesk ve performans verileriyle incelenmesi
gereken degiskenlerdir.

Feldman’a gére bu tiir stireklilik, Osmanli miizik kiiltiirtinde yazili notasyonun sinurli etkisine karsilik, icra temelli
bir hafiza sisteminin gii¢lii varligini ortaya koymaktadir (Feldman, 2019). Bu hafiza sistemi, yalnizca repertuvarin
korunmasini degil, ayn1 zamanda icra estetiginin de canli bir bigimde yeniden tiretilmesini saglamaktadir.

Bu baglamda Mevlevi megk sistemi, gegmiste tiretilmis miizikal metinlerin tekrar edilmesinden ziyade, her icrada
yeniden anlam kazanan dinamik bir “yasayan arsiv” olarak kavramsallagturilabilir. Ayinhanhk gelenegi ise bu argivin
tagtyicst olarak, Osmanlt miizik kilttiriinde estetik stirekliligin tagiyic1 unsurlarindan biri olarak degerlendirilebilir.

Dolayistyla kurumsal hafiza, Mevlevi 4yin formunun yalnizca tarihsel bir repertuvar degil, ayn1 zamanda stirekli

yeniden tiretilen bir icra kiiltiiri oldugunu gostermektedir.

Tartisma
Aragtrmanin temel tartigma noktalarindan biri, Mevlevi dyin repertuvarinda “eser” ile bugiin kullanilan nota
niishasinin ayni tarihsel nesne olarak kabul edilemeyecegidir. Incelenen ti¢ nota, repertuvarin makam, usdl ve giifte
orglistinii kargilastirmaya imkén verirken, bestelerin ilk icra kogullarini veya tarih boyunca degismeden kalan tek bir ses
gercekligini temsil etmemektedir. Bu ayrim, Mevlevi mizik tarihinin yalnizca yazili metin tizerinden degil, aktarim
stireleri tizerinden de okunmasi gerektigini gostermektedir.

Ug eserde gozlenen ortak selim mantig1 ve makam-ustl birlikteligi, repertuvarda giiclii bir yapisal siireklilige isaret
etmektedir. Bununla birlikte Segih, Rast ve Sab4 Srneklerinin farklt makam ve tarihsel kimliklere sahip olmasi, bu
stirekliligin tek bi¢imlilik anlamina gelmedigini gostermektedir. Mevlevi 4yin formunun tarihsel giicti, ortak bir
bi¢imsel gergeve i¢inde farkli bestecilik ve makam anlayiglarina alan agabilmesinde gorilmektedir.

Bu bulgular 6nceki ¢aligmalarla birlikte degerlendirildiginde, aragtirmanin nota-temelli sonuglarinin mevcut
literatiirle hem 6rtiigen hem de onu farkli bir analitik diizleme tastyan yonleri bulundugu gériilmektedir. Neyzen Emin
Dede’nin (2021) yayimladigi mecmua, burada kullanilan kargilastirmali nota verisinin temelini olugtururken; Ding
(2024) Mevlevi 4yin mecmualarinin repertuvarin tarihsel dolagimini belgeleyen ¢ok katmanli kaynak niteligini
vurgulamaktadir. Karadeniz’in (2024) Birinci Seldimlar1 makam, ustil ve bi¢im iliskileri tizerinden kargilagtiran
yaklagimi, bu ¢aligmada ayni form basamaginin kargilagtirmalr olarak ele alinmastyla ydntemsel yakinlik gostermektedir.
Buna kargilik mevcut aragtirma, s6z konusu yapisal kargilastrmayr Behar’in (2023) mesk ve aktarim yaklagimu ile
Feldman’in (1996, 2022) tarihsel kaynak ve icra pratigini birlikte degerlendiren gergevesi i¢inde yorumlayarak, nota

belgesinin gosterdikleri ile canli icrada dogrulanmasi gereken performans degiskenlerini &zellikle birbirinden
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ayirmaktadir. Bu yoniiyle ¢alisma, 6nceki bigimsel ve tarihsel ¢6ziimlemeleri reddetmekten ziyade, onlarin bulgularint
dyinhanlik ve icra bilgisi bakimindan tamamlayici bir tartiyma diizlemine tagimaktadur.

Nota-temelli ¢éziimlemenin ortaya koydugu yapisal gostergeler, vokal icranin nefes, tahrir, perde niiansi,
artikiilasyon, ses rengi ve toplu s6yleyis dengesi gibi ayrintilarinin yazili isaretlerden butiintiyle ¢ikarilamamasidir. Bu
nedenle nota, canli icranin eksiksiz bir temsili olarak degil, tarihsel-yapisal ¢6ziimlemenin baglica veri kaynaklarindan
biri olarak konumlandirilmig; dyinhanlik ise megk yoluyla edinilmis performans bilgisini yazili melodik ¢ekirdekle
iliskilendiren bir yorum alani olarak degerlendirilmistir.

“Vokal tefsir” kavraminin analitik katkisi, nota rneklerinde goriilen giifte-hece dagilimi, melismatik uzatmalar,
karar yonelimleri ve ustl ¢evrimi icindeki ciimleleme araciligryla siir-makam iligkisinin yazilt veriden izlenebilen
yonlerini tartiymaya agmasidir. Béylece kavram, kuramsal bélimde belirlenen sinirlar korunarak, soyut duygu
atamalarindan ziyade gozlenebilir miizikal gostergeler Gizerinden kullanilmaktadur.

Bu yaklagim ayni zamanda ¢aligmanin semantik yorum sinirin1 belirlemektedir. Bir makamin “mistik”, “ige déntik”
veya “dramatik” oldugu gibi nitelemeler, yalnizca tek sayfalik nota 6rnegine dayanilarak kesin bulgu sayilamaz. Boyle
degerlendirmeler ancak giifte ¢oztimlemesi, tarihsel estetik sdylem ve ses kaydiyla birlikte desteklendiginde giigli hale
gelir. Bu nedenle mevcut ¢alisma vokal tefsirin nota tizerinde izlenebilen gostergelerini ortaya koymakta, duygu ve
anlamin performans boyutunu sonraki arastirmalara agik birakmaktadir.

Akustik heterofoniye iligkin tartigma, Figiir 1-3’tin sundugu ortak melodik hatla sinirlandirilmigtir; bu gorseller
kavramin kendisini dogrulayan bir kanit olarak degil, gelecekteki performans kargilastirmalari igin tarihsel bir referans
olarak degerlendirilmistir.

Kavramin ampirik olarak sinanabilmesi i¢in ayni1 dyinin nitelikli icra kayitlarinda ney ve vokal katmanlarinin ayr
ayri izlenmesi; perde sapmalari, giris zamanlari, stisleme noktalar1 ve tinisal spektrumun kargilagtirilmasi gerekmektedir.
Bu nedenle kavram, tarihsel miizikoloji ile performans analizini iligkilendirebilecek ve ileride ampirik olarak
sinanabilecek bir aragtirma 6nerisi olarak konumlandirilmigtur.

Segih, Rast ve S4b4 yinlerinin karsilagtirilmasi, farkli makam ve ustil tercihlerinin ortak bir Mevlevi form mantig
icinde nasil igleyebildigini gostermektedir. Bu ortaklik, vokal icranin tekdiize oldugu anlamina gelmez; aksine makam
karakteri, ustil ¢evrimi ve giifte-hece 6rgiisti 4yinhanin cimleleme alanint her eserde farkli bigimde sinirlar. Bu nedenle
Mevlevi dyinhanligt hem kurumsal siirekliligi hem de icract yorumuna agik degiskenligi ayn1 anda tagiyan bir gelenek
olarak degerlendirilmelidir.

Caligmanin literatiire katkusi, tarihsel nota belgesini performansin esdegeri saymadan, notanin gosterdigi yapisal
unsurlarla sifahi icra bilgisini analitik olarak ayiran bir okuma 6nermesidir. “Vokal tefsir” siir-makam iligkisinin icra
boyutunu, “akustik heterofoni” ise ney-vokal birlikteliginin performans verileriyle sinanmasi gereken tinisal boyutunu
tartigmaya agmaktadir. Bu yoniiyle ¢aligma, tarihsel etnomiizikoloji ile icra aragtirmalarr arasinda metodolojik bir iligki
kurulmasina katki sunmayr amaglamaktadir.

Bu aragtirmanin 6zgitin katkisi, Mevlevi dyini ¢6ziimlemesinde nota-temelli yapisal bulgu ile megk/performans
temelli icra bilgisini ayni analitik diizlem iginde, ancak farkli kanit kategorileri olarak ele alan ti¢ agamali bir okuma

modeli dnermesidir.

Sonug ve Oneriler
Bu aragtirma, Buhurizide Mustafa Itf’ye atfedilen Segih Ayini, Kutb-1 Nayi Osman Dede’nin Rast Ayini ve

Hammamizide Ismail Dede Efendi’nin Sibi Ayini tzerinden Mevlevi dyinhanligint tarihsel belge, sifahi aktarim ve
icra bilgisinin kesisiminde degerlendirmistir. Ug eserin nota niishalart, makam seyri, ustl, giifte-hece yerlesimi ve form
bakimindan kargilagtirilabilir bir yapisal ¢ekirdek sunarken, canlt icranin butiin ayrinularini sabitleyen belgeler
olmadig1 sonucuna ulagilmigtir.

Aragurmanin ilk temel sonucu, Mevlevi dyin formunda tarihsel stirekliligin tek bigimlilikle 6zdes olmadigidir.
Segih, Rast ve S4ba 6rnekleri farkli makamsal ve ritmik alanlar olugturmasina ragmen selim manugy, giiftenin melodik

zaman i¢inde Orgiitlenmesi ve makam-—usal birlikteligi bakimindan ortak bir kurumsal form bellegine isaret
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etmektedir. Bu durum, repertuvarin hem korunan bir yapisal ¢ekirdege hem de besteci ve makam farkliliklarina agik
bir esneklige sahip oldugunu gostermektedir.

Ikinci temel sonug, dyinhanlik estetiginin yalnizca yazili nota tizerinden agiklanamayacagidir. Nefes, tahrir,
artikiilasyon, mikrotonal intonasyon, ses rengi ve toplu sdyleyis gibi 6zellikler megk ve performans bilgisiyle iligkilidir.
Bu ¢ergevede “vokal tefsir”, kuramsal bélimde tanimlanan sinirlar icinde, gliftenin makam ve ustl igindeki vokal
orglitlenmesini agiklamaya yonelik bir analiz aract olarak kullandmugtur.

Uglincii sonug, “akustik heterofoni”nin bu ¢aligma baglaminda kesin bir notasyon bulgusu olarak degil, icra-temelli
ve sinanabilir bir yorum modeli olarak ele alinmasi gerektigidir. Monodik nota niishalart ney ile vokalin eszamanlt
farklilagmasint géstermediginden, kavramin ampirik gecerliliginin gelecekte ses kayitlari tizerinde yapilacak perde,
zamanlama, siisleme ve tin1 analizleriyle aragtirilmasi gerekmektedir.

Arastirmanin sinirltliklar: dore noktada toplanmaktadir. Ik olarak galisma, amagli olarak segilen {ig eserle sinirlidir
ve bu 6rneklem biitiin Mevlevi 4yin repertuvarint temsil etme iddiast tagimamaktadir. Ikinci olarak kargilagtirmals
¢oziimleme, gorsel olarak sunulan Birinci Selim nota &rnekleri tizerinde yogunlagmig; diger selimlar hakkinda
dogrudan nota-temelli genellemeler yapilmamistir. Ugiincii olarak kullanilan mecmua bestecilere ait otograf
niishalardan olugmadigindan, giintimiize ulagan yazili temsil ile eserlerin ilk tarihsel icralar1 arasinda zamansal ve
aktarim kaynaklt bir mesafe bulunmaktadir. Dérdiincti olarak aragtirmada eszamanli ney-vokal ses kayitlarina dayali
akustik analiz yapilmamugtir; bu nedenle nefes, tahrir, mikro-zamanlama, tinisal ayrisma ve heterofonik farklilagma
dogrudan ampirik bulgu olarak ileri siiriilmemistir. Ileri aragtirmalarda ayni eserlerin farkli nota niishalarinin
kargilagtirilmasi, biitiin selimlarin kargilagtirmali analizi, tarihsel ve glincel icra kayitlarinin eglestirilmesi ve 6zellikle
ney-vokal birlikteliginin zaman, perde, stisleme ve tini parametreleri tzerinden akustik olarak incelenmesi
Onerilmektedir.
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This study aims to evaluate the aesthetics of vocal performance in Mevlevi Ayinhanlik, drawing on
Walter Feldman’s historical ethnomusicological approach and focusing on the relationship between
the structural indicators provided by historical notated sources and knowledge transmitted through
mesk and performance practice. The research was conducted using a qualitative approach and
document analysis. The Segih Ayini attributed to Buhurizide Mustafa Itri, the Rast Ayini by Kutb-
1 Niyi Osman Dede, and the Sib Ayini by Hammamizide Ismail Dede Efendi were comparatively
analyzed on the basis of the versions preserved in the collection of musical notation and song texts
compiled by Neyzen Emin Dede. The analysis was structured along three dimensions: historical
source-critical analysis, oral transmission, and performer-centered analysis of musical notation. The
findings indicate that the notated sources provide substantial evidence for makam, usdl, the

Walter Feldman alignment of poetic text and syllables, and formal organization, while offering limited evidence
regarding breath, tahrir, microtiming, timbre, and details of simultaneous performance. Within this
framework, “vocal interpretation” is operationalized in this study as an analytical concept for
explaining the performative dimension of the relationship between poetry, makam, and ustl.
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analytical model to be tested in future research through audio recordings, addressing how the ney
and the vocal line may diverge around the same melodic axis in live performance. In conclusion, the
study approaches Mevlevi Ayinhanlik as a historical-aesthetic domain situated at the intersection of
the written musical text, the mesk tradition, and performance knowledge, while simultaneously
highlighting both the possibilities offered by historical notated sources for structural analysis and the
evidentiary limitations of such sources with regard to live performance.
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Introduction
In the development of Ottoman music history, the Mevlevi 4yin form functioned not merely as music for Sufi worship,
but as one of the fundamental institutional structures that shaped the conception of makam, the tradition of large-
scale ustls, compositional aesthetics, and vocal performance (Feldman, 1996, 2022; Greve, 2015). The association of
numerous composers, hanendes, and ney players active particularly between the seventeenth and nineteenth centuries
with Mevlevilodges demonstrates the significance of these institutions as sites of education, transmission, and aesthetic
production within Ottoman musical culture (Behar, 2023; Feldman, 2022). Nevertheless, studies addressing the
aesthetics of vocal performance fostered by Mevlevi 4yins within Ottoman vocal practice in conjunction with the

tradition of dyinhanlik and historical processes of transmission remain limited. It is therefore necessary to reconsider
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the Mevlevi 4yin form not merely as a repertoire or genre of religious music, but as a vocal-aesthetic structure situated
at the intersection of the written musical text and orally transmitted performance knowledge.

The concept of “acoustic heterophony” used in the title does not refer to a finding directly demonstrated through
acoustic measurement in this study. Rather, it denotes an analytical interpretive model that opens to discussion the
differentiation between historical notated sources and live performance and that should be tested in future research
using audio recordings. Accordingly, the use of this concept has been confined to the evidentiary limits of the study’s
notation-based dataset, and no acoustic conclusions are advanced regarding the simultaneous performance of ney and

voice.

Theoretical Framework

The theoretical framework of this study is based on Walter Feldman’s approach to historical ethnomusicology.
Ethnomusicology is an interdisciplinary field of research that examines music not solely in terms of musical structures,
but also in relation to performance practices and cultural context (Rice, 2014). Applying this approach to Ottoman
music history, Feldman (1996, 2019, 2022) examined makam, ustl, repertoire, and performance tradition holistically
within their historical development and demonstrated, in particular, the formative role of Mevlevi music in the
development of Ottoman musical culture. The revised second edition of Feldman’s work further supports this
theoretical framework by reconsidering the makam, compositional, and repertorial structures of Ottoman court music
within a continuum of historical development (Feldman, 2023).

One of the central concepts of this study, the megk system, refers to the educational model through which
repertoire, performance style, and aesthetic understanding in Ottoman music were transmitted orally through the
master—apprentice relationship rather than primarily through written notation (Behar, 2023). According to Behar,
megk is not merely a method of instruction but a mechanism of cultural transmission that enables musical memory
and performance identity to be preserved across generations. Feldman (1996), in turn, emphasizes that this system
constituted one of the most important institutional structures ensuring the historical continuity of Ottoman music.
A recentstudy of the Mevlevi 4yin also examines the megk system and teacher—studentinteraction at the compositional
level, comparing the 4yins of Dede Efendi and Zek4i Dede in terms of makam and discussing the traces of this
transmission relationship in their compositions (Bayrak¢1 & Turabi, 2022). In this context, the possibility of adding
pitch names to lyric collections as mnemonic cues for the melody indicates that written records did not constitute a
complete representation replacing mesk-based transmission, but rather functioned as auxiliary tools supporting
musical memory (Benlioglu, 2022).

Another concept central to this study is 4yinhanlik. An 4yinhan is a performer who interprets the poetic text in
Mevlevi 4yins within the integrated framework of makam, ustl, and Sufi meaning. Feldman (2022) states that the
dyinhan is not merely a hanende who performs a composition, but one of the principal agents who conveys the Mevlevi
aesthetic conception and the spiritual meaning of poetry through performance.

The expression “vocal exegesis” used in this study is not presented as a fixed terminological category directly
proposed by Walter Feldman. Rather, it is employed as an analytical concept operationalized in the present research
on the basis of his discussions of the relationship among poetry, makam, and composition in Mevlevi music. The
concept refers not simply to the singing of poetic syllables according to their notated musical equivalents, but to their
reinterpretation through makam progression, accentuation within the ustl, syllabic prolongation, phrasing, and the
performance style acquired by the performer through megk (Feldman, 2022; Nettl, 2005; Rice, 2014). “Vocal exegesis”
thus serves to explain the interpretive space that emerges between the written musical text and living performance.
Kaptan (2024), who approaches Mevlevi dyins from a hermeneutic perspective, likewise considers the dyin within a
paradigm of understanding and interpreting layers of meaning beyond its manifest formal elements. Although this
approach should not be equated with the concept of “vocal exegesis” proposed here, it is complementary insofar as it
demonstrates the place of interpretation and the production of meaning in Mevlevi 4yin within contemporary

scholarship.
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The concept of “acoustic heterophony” proposed in this study does not refer to a textural feature established
through direct acoustic measurement. Rather, it denotes an analytical model proposed to explain how ney and vocal
performance unfolding along the same melodic axis may differ in terms of pitch, timing, ornamentation, and timbre,
and one that should be tested through audio recordings in future research. Feldman’s observations concerning the
position of the ney in Mevlevi performance and its relationship with vocal performance provide the historical point of
departure for this concept (Feldman, 2022, pp. 95-101). Since the primary musical data of the present study consist
of monodic notated sources, this model is not presented as a feature directly measured or demonstrated from the
notation.

In the ethnomusicological literature, heterophony is understood as a textural principle associated with the
simultaneous realization of the same or a shared melodic core in differentiated forms by multiple voices or parts
(Cooke, 2001). Pirtlas (2016), in turn, examines heterophony particularly in the context of oral and collective musical
traditions, discussing the terminological and analytical boundaries of the concept in relation to monophony, unison,
and multi-part musical organization. The term “acoustic heterophony” proposed in this study is not employed as an
established term in this literature. Rather, drawing on the general theory of heterophony, it is used as an analytical
model developed specifically for the present study in order to enable the relationship between ney and voice in Mevlevi
performance to be tested in future research through simultaneous audio recordings. The qualifier “acoustic” therefore
does notimply that direct acoustic measurements were conducted; instead, it denotes a research proposition that opens
potentially audible differences in pitch nuance, timing, ornamentation, and timbre in live performance to future
empirical investigation.

Finally, temporal and rhythmic architecture refers to the dramatic organization of time created in Mevlevi dyins
through the four-seldm structure, large-scale ustils, and makamic development. Feldman (1996, 2022) emphasizes that
large-scale ustils are not merely rhythmic patterns but structural elements that determine the dramatic trajectory of a
composition. This approach provides the theoretical basis for the formal analyses of the 4yins selected for the present
study.

Related Literature

In Music of the Ottoman Court, Walter Feldman (1996) historically analyzed the Ottoman musical system through the
interrelationship of makam, ustl, and repertoire, identifying in particular the structural connections between court
music and Mevlevi music. This work constitutes a fundamental reference for understanding the place of the Mevlevi
dyin form within Ottoman musical thought. However, its primary emphasis remains on historical and structural
analysis. The revised second edition of the work revisits the historical relationship between Ottoman court music and
dervish circles within an updated publication framework (Feldman, 2023). Recent notation-based scholarship has
likewise examined the selim, ustl, makam, poetic text, and formal characteristics of Mevlevi 4yins through detailed
analyses of individual works; Akarsu’s (2023) study of the Muhayyer Stimbiile Ayin-i Serifi represents a recent example
of this approach.

Feldman (2019) examines the transformation of the Ottoman musical tradition within processes of local
modernity, situating musical culture within its social and institutional contexts. This study demonstrates that Mevlevi
music is not merely a form of religious music but also a structure associated with processes of cultural modernization.
Nevertheless, the aesthetics of vocal performance are not addressed in detail.

Feldman (2022), in From Rumi to the Whirling Dervishes, examines Mevlevi music through the interrelationship
of poetry, Sufism, and performance, with particular emphasis on the ney, makam, and the structure of the dyin. The
study makes an important contribution to explaining the dramatic structure of the Mevlevi 4yin form and the function
of the Third Selim. However, dyinhanlik and processes of vocal interpretation receive more limited attention.
Feldman’s earlier study focusing on the structure and historical evolution of the Third Selim also provides a
complementary source for understanding the formal transformation of the Mevlevi 4yin (Feldman, 2001).

Ozen, Demirtag, and Baysal’s (2018) study of word painting in Mevlevi dyins is significant in demonstrating how

the relationship between poetic text and musical structure becomes manifest at the compositional level. The study
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provides concrete examples of how the meaning of poetry is articulated within musical structure; however, it does not
focus on performance variables such as breathing, timbre, microtiming, and ensemble singing as realized by the
dyinhan in live performance. In this respect, the “vocal exegesis” approach adopted in the present study proposes a
complementary perspective that focuses on the performative dimension of the relationship between text and music.
The relationship between words and music in Mevlevi dyins has also been addressed by Ozen and Baysal (2017) in the
context of “word painting.”

Bayrak¢1 and Turabi (2022) examine teacher—student interaction in the composition of Mevlevi 4yins through the
examples of Dede Efendi and Zekai Dede. By comparing makamic similarities in selected dyins, they discuss the role of
the megk system in the transmission of compositional practice. The inclusion of Dede Efendi’s Siba Ayini in their
analysis establishes a direct connection with the present study’s discussion of oral transmission and historical
continuity.

Kaptan (2024) approaches Mevlevi 4yins as a socio-cultural domain of meaning and interpretation within a
hermeneutic framework. Although the study employs a methodology distinct from musical notation analysis, its
emphasis on the impossibility of reducing the dyin to its observable formal structure provides a contemporary context
for the interpretive dimension of the present research.

Karadeniz (2024) chronologically and formally examines Mevlevi 4yins whose First Selims are composed in the
Agir Dityek ustl, using examples spanning the seventeenth to the nineteenth centuries, and compares their melodic
structures, rhythmic characteristics, and relationships with ustil. The inclusion of Nayi Osman Dede and Ismail Dede
Efendi in the sample provides a contemporary musicological framework for comparing the First Selims of Mevlevi
dyins across historical periods.

Orta (2014) examines Mevlevi music from a folkloristic perspective, emphasizing the role of Mevlevi lodges as
institutions of cultural education and transmission. The study focuses on the social function of Mevlevi music and
explains its institutional structure. Vocal performance aesthetics and performance analysis, however, fall outside its
scope.

The edited volume on Ottoman music historiography published by Greve (2015) brings into focus the
methodological challenges involved in evaluating written sources alongside oral and performance-based musical
knowledge. The discussions by various scholars concerning the relationships among historical sources, edvir,
repertoire, and performance practice support the approach adopted in the present study, which does not treat notated
documents as equivalent to performance itself. Nevertheless, the vocal aesthetics of Mevlevi 4yinhanligt are not
examined in detail as an independent analytical category within these historiographical discussions. In the same
volume, Feldman (2015) provides an applied example of historical source criticism by relating sources on late
seventeenth-century Ottoman music to analyses of repertoire and style.

Wright (1992) examines early Ottoman music anthologies to explain the historical development of makam and
repertorial structures. His study makes an important contribution to the source-based analysis of Ottoman music
theory. Its treatment of performance and vocal practice, however, remains limited.

Ding (2024) examines four collections of Mevlevi 4yins held in the Konya Koyunoglu Museum and Mevlini
Museum through historical musicology and formal and content analysis. The study demonstrates the historical source
value of information concerning 4yins, composers, makams, pitches, ustls, dates, and repertoire contained in these
collections. This approach supports the interpretation of Mevlevi 4yin collections not merely as repositories of musical
notation, but as multilayered documents recording the historical circulation of repertoire.

Nettl (2005) addresses oral transmission and performance-based forms of musical knowledge production in
ethnomusicology, explaining how music operates as a system of cultural memory. This approach is important for
understanding the unwritten processes through which Mevlevi 4yins were transmitted. It does not, however, focus

directly on Ottoman music.
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Rice (2014) discusses how musical meaning may be approached within cultural and performance contexts in
ethnomusicology. The study provides a theoretical framework by emphasizing the importance of performance in
musical analysis. Mevlevi musical practice, however, is not specifically addressed.

Zannos’s scholarship demonstrates the importance of understanding the makam system through modal
interactions between Byzantine and Ottoman musical cultures. This approach presents makam not merely as a
technical system, but as an intercultural structure. It does not, however, focus directly on the Mevlevi 4yin form. This
assessment draws particularly on Zannos’s (1990) comparative study of intonation in theory and practice in Turkish
and Greek music.

Significance and Contribution of the Study

The significance of this study can be considered in two principal dimensions. First, rather than approaching the
Ottoman-Mevlevi musical tradition solely as a historical repertoire, the study seeks to make a performance-centered
contribution to the literature by examining it as a domain of aesthetic production centered on vocal performance.
Although Feldman (1996, 2019, 2022) provides comprehensive historical and structural accounts of the Ottoman
musical tradition, the vocal aesthetics, timbral organization, and performance-based interpretive processes of Mevlevi
dyinhanlik practice appear to have received comparatively limited attention as a distinct analytical category. Through
the conceptualizations of “vocal exegesis” and “acoustic heterophony,” the present study seeks to contribute to this
discussion and to reconsider the Mevlevi 4yin form within the context of Ottoman vocal performance.

In this context, the contribution of the study derives from its discussion of Feldman’s historical ethnomusicological
approach in relation to performance aesthetics and processes of vocal production. While the approaches to
ethnomusicology and oral transmission discussed by Rice (2014) and Nettl (2005) provide an important framework
for explaining the cultural transmission of musical knowledge, the present study proposes an analytical framework for
the future empirical investigation of the timbral and performative dimensions of Mevlevi 4yin performance.

Second, the scientific, cultural, and applied value of the study derives from its proposal of a performance-centered
analytical framework for Ottoman music studies through an interdisciplinary approach. While Behar’s (2023)
discussions of the megk system explain the cultural sustainability of musical knowledge, the present study addresses
this continuity through vocal performance aesthetics and the relationship between written notation and oral
transmission. In this respect, the study establishes an analytical bridge among musicology, historical ethnomusicology,
and performance studies, while also developing a conceptual framework applicable to research on traditional music
education, performance practice, and intangible cultural heritage.

Accordingly, this study aims to render the vocal performance dimension of the Mevlevi 4yin form more visible
within the literature on Ottoman music history and to establish a performance-centered basis for discussion between

historical ethnomusicology and performance research.

Research Problem
While research on Mevlevi 4yins has largely focused on form, makam, ustl, repertoire, and Sufism, the vocal
performance aesthetics of the 4yinhanlik tradition and the interrelationship among written notation, oral transmission,
and performance have not been sufficiently examined together. The central research problem is how the aesthetic and
performative role of the Mevlevi 4yin form and the 4yinhanlik tradition in Ottoman music history can be analyzed on
the basis of Walter Feldman’s historical and structural approach.
> What common and distinctive characteristics are evident in the makam, ustl, poetic text—syllable alignment,
and formal organization of the notated versions of the three selected Mevlevi 4yins?
> How can the structural elements directly represented in the notated text be distinguished from vocal elements
that require knowledge derived from megk and live performance?
> Within what analytical boundaries can the concepts of “vocal exegesis” and “acoustic heterophony” explain

the poetry—makam-performance and ney-vocal relationships in Mevlevi dyinhanlig?
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Method

Research Design

This study was designed within a qualitative research approach and is based on document analysis. Its overall
methodological orientation is historical ethnomusicology. Walter Feldman’s studies of Ottoman-Turkish and Mevlevi
music (1996, 2019, 2022) are employed as a theoretical and historical point of departure that brings together historical
sources, repertoire, institutions, makam-usal structures, and performance practice. However, the three-stage analytical
procedure applied in this article is not an independent “Feldman methodology” named or standardized by Feldman.
Rather, it is an analytical framework developed by the researcher specifically for the research questions and notation-

based dataset of the present study, drawing on Feldman’s historical ethnomusicological approach.

Qualitative research — Document analysis — Historical ethnomusicology — Analytical framework
developed for the present study on the basis of Feldman’s historical ethnomusicological approach —
Analysis of the selected Mevlevi dyins

The Mevlevi dyin form and the 4yinhanlik tradition were examined through an interpretive approach with respect
to their historical development, the mesk system, the makam-usal relationship, and the characteristics of vocal
performance aesthetics. Accordingly, diachronic (historical) analysis was employed to examine the historical
development of the Mevlevi dyin form, while synchronic (structural) analysis was used to analyze the form, makam,
ustl, and vocal performance characteristics of the selected 4yin examples. The resulting findings were evaluated in
accordance with Walter Feldman’s historical ethnomusicological approach (Feldman, 2022).

In this study, vocal performance aesthetics were examined not through direct analysis of audio recordings, but
through the analytical relationship between the possibilities for vocal organization represented in the notated text and
historically grounded, megk-based performance knowledge.

To ensure analytical consistency, the same analytical criteria were systematically applied to the First Seldms of all
three works, and comparisons were conducted at the same formal level. Findings directly observable in the notation
and interpretive inferences based on historical literature and megk-derived knowledge were treated as separate
categories of evidence. In this way, the analysis sought to maintain a clear distinction between data and interpretation.
Documents
The theoretical documents of the study consist of Walter Feldman’s Music of the Ottoman Court: Makam,
Composition and the Early Ottoman Instrumental Repertoire (Feldman, 1996), The Emergence of Ottoman Music and
Local Modernity (Feldman, 2019), and From Rumi to the Whirling Dervishes: Music, Poetry and Mysticism in the
Ottoman Empire (Feldman, 2022), which articulate his historical ethnomusicological approach to Ottoman-Turkish
and Mevlevi music. These works were selected as data sources because they provide the historical, theoretical, and
methodological foundation of the study. In a similar recent study, Ozgelen and Bakkal (2025) used the dyin notations
in Emin Dede’s collection as a reference and combined a literature review, document analysis, and musical analysis to
compare two Mevlevi 4yins in terms of makam across all their selims and sections.

The documents used for musical analysis comprise three works that allow for comparison among different
historical layers of the Mevlevi yin repertoire and different makam and ustil organizations: the Segih Ayini attributed
to Buhurizide Mustafa Itri, the Rast Ayini by Kutb-1 Nayi Osman Dede, and the Sib4 Ayini by Hammamizade Ismail
Dede Efendi. The selection of these works was based on purposive sampling and three criteria: (1) the possibility of
associating the composers and their repertorial identities with different historical periods; (2) the potential for
comparison among the Segih, Rast, and S4b4 makams in terms of their distinct seyir and intonational characteristics;
and (3) the possibility of tracing different ustil organizations in the First Selims through the same type of notated
sources. This selection does not seek to treat the three works as representative of the entire Mevlevi 4yin repertoire;
rather, they constitute a limited analytical sample suitable for comparatively examining the specified research

questions.
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The comparative analysis of notation was focused on the First Seldms in order to enable the same formal section of
all three works to be examined on a common analytical plane. This allowed makam seyir, ustl cycles, and poetic text—
syllable alignment to be compared across different composers and makams at the same formal position. This choice
does not entail any claim to produce findings concerning the other selims of the dyins; rather, it limits the study’s direct

notation-based findings to the examples drawn from the First Selim.

Data Analysis

Drawing on Walter Feldman’s historical ethnomusicological approach, a three-stage analytical framework developed
specifically for the present study was applied (Feldman, 1996, 2019, 2022). The first stage was designated “historical
source-critical analysis.” This designation does not claim to constitute a new and independent method; rather, it refers
to an operational analytical stage that evaluates work identity, composer attribution, the date of the source, the process
through which the repertoire was committed to writing, and the representational capacity of the extant notated source
in conjunction with principles of historical source criticism. The second stage addressed oral transmission, while the
third involved performer-centered analysis of musical notation. While Feldman’s studies provide the historical and
theoretical foundation, “vocal exegesis,” “acoustic heterophony,” and this three-stage framework constitute the

analytical procedures of the present research.

Table 1. Analytical framework and dimensions of analysis

Dimension of | Indicators Examined Data Source Level of Evidence

Analysis

Historical Source- | Work identity, composer attribution, makam, | Historical sources and notated | Historical evidence

Critical Analysis ustl, source information, and historical context source

Oral Transmission | Mesk system, performance style, intonation, | Literature and historical/tradition- | Interpretive

Analysis tahrir, and transmission relationships based knowledge evidence

Performer-Centered Makam seyir, ustl organization, poetic text— | Notated source (documentanalysis) | Direct  notation-

Analysis syllable relationship, form, and melismatic based evidence
passages

Performance Breathing, tahrir, articulation, microtiming, | Audio recordings (outside the | Not directly tested

Variables* timbre, and heterophonic differentiation dataset of the present study) in this study

* Owing to the methodological limitations of the present study, this dimension was not analyzed directly; it is addressed at the level of discussion and future
research.

Additional Explanation of the Analytical Procedure
In this study, notated musical texts were treated not as definitive documents that fix every detail of performance, but
as historical witnesses to an oral/megk-based tradition that was committed to writing. Accordingly, the analysis of the
three works distinguished between (a) makam seyir, ustl, poetic text—syllable alignment, and formal organization,
which are directly observable in the notation, and (b) breathing, tahrir, microtiming, timbre, and heterophonic
differentiation, which can only be verified through performance recordings or knowledge derived from megk. This
distinction is consistent with Feldman’s approach, which considers historical sources, repertoire, and living
performance practice in relation to one another (Feldman, 1996, 2022).

The analytical dimensions of the concept of vocal exegesis and their levels of evidence in relation to the study’s data

are explicitly defined in the following table:

Table 2. Analytical dimensions and indicators of vocal exegesis

Indicator Analytical Status Use in the Present Study

Poetic text—syllable distribution | Direct notation-based indicator Examined directly

Melismatic prolongations Direct notation-based indicator Examined directly

Makamic cadential tendencies Direct notation-based indicator Examined directly

Phrasing possibilities Notation-based but interpretive indicator Evaluated as possibilities on the basis of the notation
Breathing Requires performance recordings Not directly tested

Tahrir Requires performance recordings Not directly tested

Timbre Requires acoustic/performative data Not directly tested

Microtiming Requires analysis of audio recordings Not directly tested
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The Mevievi Ayinleri Nota ve Giifte Mecmuasi [Collection of Notation and Poetic Texts of Mevlevi Ayins],
compiled by Neyzen Emin Dede, was used as the notated documentary source, and the Segih, Rast, and Sib4 4yins
were comparatively examined on the basis of the versions contained in this collection (Neyzen Emin Dede, 2021).
Since the collection does not consist of autograph manuscripts by the composers, the notation was not treated as

identical to the works’ earliest historical performances.

Findings

The findings concerning the First Selims of the Segih Ayin—i Serifi attributed to Itri, the Rast Ayin—i Serifi by Kutb-1
Niyi Osman Dede, and the Sibi Ayin—i Serifi by Hammamizide Ismail Dede Efendi were evaluated with due
consideration of the level of evidence afforded by the type of data employed. The notated versions of the three works
allow for comparative examination of makam seyir and cadential tendencies, ustl structure, poetic text—syllable
alignment, note values, melismatic expansions, and the possibilities for vocal phrasing that can be traced through the
notation within the ustl cycle. These indicators constitute the notation-based analytical dimension of the concept of
“vocal exegesis” proposed in this study. By contrast, the dyinhan’s actual use of breath, tahrir and other performance-
dependent ornamentation, articulation, timbral characteristics, microtiming preferences, and the differences in pitch,
timing, and timbre that may emerge between the ney and the vocal line during simultaneous performance cannot be
determined directly from the notated sources. These performative variables were therefore treated not as verified
notation-based findings concerning the three works, but as analytical variables that require testing through audio
recordings within the contexts of mesk and performance practice. For the same reason, “acoustic heterophony” is
positioned not as a textural characteristic identified from the notated sources, but as a performance proposition that
may be empirically tested through comparative analysis of simultaneous ney-vocal recordings. In the analyses of
individual works below, this evidentiary limitation is not reiterated; instead, each work is evaluated solely on the basis
of indicators directly supported by the available musical document.

Findings on the Shared Formal Logic and Historical Continuity of the Three Ayins

Comparison of the three notated versions indicates that, despite differences in makam and composer identity, the
selim-based formal logic, ustl cycles, and placement of the poetic text within the melodic structure constitute a shared
compositional framework. The Segih, Rast, and S4b4 examples are not documents originating from the same historical
moment; nevertheless, the later written versions provide comparable data that make the shared formal memory of the
repertoire visible (Feldman, 1996, 2022; Neyzen Emin Dede, 2021).

This commonality does not imply that the works remained unchanged throughout their history. The fact that the
notated versions are not autograph documents produced by the composers indicates a historical distance between the
identity of each work and its extant written representation. Accordingly, the finding points not to the existence of an
“immutable text,” but rather to a structural core—comprising makam, ustil, and selim organization—that appears to
have been preserved through processes of transmission.

The comparison further demonstrates that the three works occupy distinct aesthetic domains in terms of makam and
ustl. These differences indicate that the 4yin form does not generate a uniform melodic scheme; rather, distinctions
associated with composer, makam, and historical period can become pronounced within a shared formal framework.
The Mevlevi 4yin repertoire can thus be understood as a structure in which historical continuity and compositional

diversity may be observed simultaneously.

Findings on the Relationship Between the Notated Text and Oral Transmission

Across the three notated versions, melismatic passages, syllabic prolongations, phrase endings, and recurring melodic
constructions within the ustl cycle indicate the principal points of interaction at which the written melodic core is
transformed into performance by the 4yinhan through knowledge of makam and megk. This finding calls for notation
and oral transmission to be understood not as opposing domains of musical knowledge, but as two layers that

complement one another at different levels of evidence (Behar, 2023; Feldman, 2022).
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A common feature of the Segih, Rast, and Sib4 examples is that the poetic text is shaped not merely through
syllable-to-note correspondence, but through prolongation, repetition, cadential motion, and placement within the
ustl. Accordingly, within the analytical model of the present study, the iyinhan is positioned not as a performer who
passively reproduces the notation, but as an active interpreter who transforms the written melodic core into
performance through knowledge of makam and megk. Such a perspective demonstrates that vocal aesthetics cannot be
reduced solely to accuracy of pitch and duration; knowledge of performance style also forms an integral part of

historical transmission.

Comparative Findings Based on the Notated Documents of the Three Selected Mevlevi Ayins

Figures 1-3 were used as visual evidence for the comparative analysis. In each musical example, the labels A-D indicate
representative focal points relating to melismatic prolongation, cadential tendency, poetic text-syllable prolongation,
and the construction of vocal phrases within the ustll cycle. These annotations do not constitute a complete
transcription or a system of measure numbering; rather, they serve as analytical guides intended to facilitate the

identification in the notation of the indicators discussed in the text.

Buhurizide Mustafa Itri — Segih Ayin—i Serifi
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Figure 1. Example from the notated version of the Segah Ayin-i Serifi attributed to Itri. Source: Neyzen Emin Dede
(2021), p. 261. [Transcription from Hamparsum notation: Osman Kirklik¢1; musical notation: Ozata Ayan.]

Explanation of the analytical sections:

A: Melismatic prolongation.

B: Cadential tendency in Segih makam.

C: Poetic text—syllable prolongation.

D: Vocal phrase construction traceable in the notation within the Devr-i Revan ustl cycle.
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Section A. Melismatic prolongation: A notated example in which a single syllable is extended across multiple note
values.

a sik ca nr men ca na nr men sul ta nr men

Section B. Cadential tendency: An example of a phrase ending that moves toward the cadential area of the Segih

makam,
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Section C. Poetic text—syllable prolongation: An example illustrating the expansion of the melodic duration assigned
to a syllable.
'y ‘Jé
S S A EE=E=E= EEmSs=ss !

e yi so fi i e hi li sa fa

Section D. Vocal phrase construction traceable in the notation: A notation-based example illustrating the alignment
of the poetic text with the melodic phrase within the Devr-i Revan ustil cycle.

Devr-i Revan s —

1]

e yi a sl ki ru yi ti  he za ran

Note: The sections delimit the musical phrase without altering the color or line structure of the original notated source and are cropped only to display the relevant
staff, notation, and poetic-text line. In each of Sections A-B-C-D, the relevant staff/system, note values, and poetic text—syllable line are presented together and
in full.

The A-B-C-D sections identified in the First Selim of Itri’s Segih Ayini were examined in accordance with
Feldman’s approach, which treats makam, ustl, composition, and the tradition of transmission in Ottoman music not
as independent elements, but as interrelated components of a historical musical system. Within this framework, the
melismatic and recurring melodic cells in Section A (staff 2) indicate the expansion of the poetic text within the
melodic structure; the closing motion in Section B (staffs 12-13) indicates a makamic tendency toward the cadential
area of Segih; the extended syllabic values and poetic text—notation distribution in Section C (staff 9) indicate the
reorganization of the poetic text within musical time; and the vocal phrase construction in Section D (staff 1) points
to the structural relationship between the rhythmic organization of the Devr-i Revin ustil and melodic delivery.
Viewed from Feldman’s historical ethnomusicological perspective, these indicators make it possible to read notation
not merely as a fixed musical text, but as a historical document bearing certain structural traces of performance
knowledge transmitted through megk. In this context, the Segih Ayini constitutes an example that makes visible the
melodic, rhythmic, and text-based components of the concept of “vocal exegesis” proposed in this study insofar as they
are observable in the notation.

At the level of historical source analysis, the Segih Ayini was evaluated with due consideration of the temporal
distance between the work’s identity, associated with the seventeenth century, and the later written version that has
survived to the present. In accordance with Feldman’s source-critical approach, the composer attribution and
information concerning makam and form were retained as components of the work’s traditional repertorial identity,
while the extant notated version was not treated as a verbatim record of its earliest performance (Feldman, 1996, 2022).
In the notated text, the organization of the First Selim around the Devr-i Revan ustil and the melodic motion toward
the characteristic cadential area of Segih make the work’s shared melodic-formal core visible (Neyzen Emin Dede,
2021).
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Neyzen Emin Dede | 29

Nayi Osman Dede'nin Diiyek Usdliinde
Rast Ayin-i Serifi

Birinci Selam Nayi Osman Dede
Diiyek (1642 -1729)
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Figure 2. Example from the notated version of Kutb-1 Niyi Osman Dede’s Rast Ayin-i Serifi. Source: Neyzen Emin
Dede (2021, p. 29). [Transcription from Hamparsum notation: Osman Kirklik¢t; musical notation: Ozata Ayan. ]

Explanation of the analytical sections:

A. Melismatic / recurring melodic cell.

B. Cadential tendency in Rast makam.

C. Extended syllabic value and poetic text—syllable alignment.

D. Vocal phrase construction traceable in the notation within the Diiyek ustl cycle.

Section A. Melismatic / recurring melodic cell: A notated example highlighting the vocal organization of the Rast

Ayini.

hey yi hey sul ta ni men e zi ha ce bi pi r si

Section B. Cadential tendency: An example of a phrase ending that moves toward the cadential area of Rast makam.
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T T T T _" T

Sec.tlion C. Extended syllabic value: An example in which the poetic text—syllable alignment is prolonged within the

Diyek ustl cycle.
» 1 1
2 8 3 1 1 8 8 1 ! |
) f i 1 : f I —— B~ f f ’
hu hiin ka r men hu ra

Section D. Vocal phrase construction traceable in the notation: An example in which the melodic cell, poetic text,
and phrase structure can be traced together within the Diiyek ustil.

Diiyek (1642 - 1729)
A & ! — | |
T &2 I l | | T 1 | | Ty T T 1 I I I l | I T 11 I ]
g l\j A= 4 I. 1 1 1 I | 11 I I | J Ld
| 1 = 1 1T | 1 I I — ]
e) T | T I T
he y ya ri in ni ha ne ki pe y ve

Note: The sections delimit the musical phrase without altering the color or line structure of the original notated source and are cropped only to display the relevant
staff, notation, and poetic-text line. In each of Sections A-B-C-D, the relevant staff/system, note values, and poetic text—syllable line are presented together and
in full.

When interpreted in light of Feldman’s approach, which situates makam and ustl within the historical-aesthetic
organization of Ottoman compositional practice, Sections A~-B-C-D from the First Selim of Osman Dede’s Rast
Ayini indicate that the vocal line is not merely a melody transcribed into notation. The recurring and melismatic
melodic cells in Section A (staff 3) indicate passages in which the syllables of the poetic text are opened to melodic
expansion; the closing process in Section B (staffs 12-13) demonstrates a gradual movement toward the cadential area
of Rast makam; the extended note values in Section C (staff 11) reveal the differentiated durations of poetic syllables
within musical time; and the opening phrase in Section D (staff 1) demonstrates the structural relationship between
the Diiyek ustl and vocal phrase construction. Given Feldman’s emphasis on megk and historical transmission, these
notation-based indicators should not be equated with performance itself; rather, they should be understood as the
written-level framework of a musical structure that the performer realizes interpretively within the tradition. The Rast
Ayini thus provides a concrete means of distinguishing between notation-based indicators of vocal exegesis and
performative knowledge transmitted through mesk.

From the perspective of historical source-critical analysis, the Rast Ayini was evaluated as an example in which
composition, ney performance, and Mevlevi practices of transmission converge within the same cultural milieu. In the
notated version, the use of the Diiyek ustl at the beginning of the First Selim and the changing ustl organization in
the subsequent selims indicate that rhythmic architecture functions not merely as an accompanimental pattern, but
asan element that determines the temporal organization of the form (Feldman, 1996, 2022; Neyzen Emin Dede, 2021).

In the Rast example, recurring melodic cells and extended syllabic values bring the organization of vocal phrases
within the Diiyek cycle into sharper focus. Repetition, prolongation, and phrase-ending tendencies in particular
constitute notation-based indicators that make visible the reconfiguration of the poetic text within the rhythmic-

makamic structure.
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Neyzen Emin Dede | 143

Dede Efendi'nin Devr-i Revéan Usiliinde
Saba Ayin-i Serifi

Hammamizade

. N Birinci Selam ismail Dede Efendi
D Devr-i Revan (1778-1846)

ya ri yar nik te ha yi ask i der her gu ne bab

ba fe ga ni nev ha gu yed da i ma he y
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Figure 3. Example from the notated version of Himmamizade Ismail Dede Efendi’s Saba Ayin-i Serifi.
Source: Neyzen Emin Dede (2021, p. 143). [Transcription from Hamparsum notation: Osman Kirklik¢i; musical
notation: Ozata Ayan.]
Explanation of the analytical sections:
A. Melismatic prolongation.
B. Cadential tendency in S4bd makam.
C. Poetic text—syllable prolongation.

D. Vocal phrase construction traceable in the notation within the Devr-i Revan ustl cycle.
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Section A. Melismatic prolongation: A notated example in which a syllable is melodically expanded within the Sibi

seyir.

ba fe ga ni nev ha gu yed da i ma he y

Section B. Cadential tendency: An example of a phrase ending that moves toward the characteristic cadential area of

SibA makam.

™

hey yi hey hey ya r o pi ri  men ah

Section C. Poetic text—syllable prolongation: An example in which extended syllabic values and melodic grouping are

observed together.
H - \ p———
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Section D. Vocal phrase construction traceable in the notation: An example in which the extended melodic phrase
and the placement of the poetic text can be traced together within the Devr-i Revan ustil cycle.

o Birinci Selam ismail Dede Efendi
Devr-i Revan (1778-1846)
5 f 1 1 1 } hd } }
et —r =
D)) s '
bis ne vi dez na le i ba n Kki re bab he y

Note: The sections delimit the musical phrase without altering the color or line structure of the original notated source and are cropped only to display the relevant
staff, notation, and poetic-text line. In each of Sections A-B-C-D, the relevant staff/system, note values, and poetic text—syllable line are presented together and
in full.

When evaluated from Feldman’s perspective, which approaches poetry, makam, ustl, and performance in Mevlevi
music as a historical-aesthetic whole, Sections A-B—C-D identified in the First Selim of Dede Efendi’s Sabi Ayini
reveal different layers of the vocal structure. The melismatic expansion in Section A (staft 4) demonstrates the
extension of a poetic syllable within the melodic movement; the closing motion in Section B (the final two staves)
indicates the makamic tendency developing toward the cadential area of S4bd makam; the relationship between syllabic
and note values in Section C (staft 2) demonstrates the organization of the poetic text within musical time; and the
opening vocal phrase in Section D (staff 1) reveals the interrelated organization of the Devr-i Revan ustl and melodic
phrase construction. From the perspective of Feldman’s approach, these structural characteristics require the Mevlevi
dyin to be understood not merely as a written composition, but as a musical structure that acquires meaning within
historical transmission and performance practice. Within this framework, the Siba Ayini provides an example that
concretizes the notation-based dimensions of “vocal exegesis,” including melismatic expansion, poetic text—syllable
organization, cadential tendency, and the relationship between ustl and phrase structure.

In the notated version of the Siabi Ayini, the First Selim is structured in the Devr-i Revin ustl. This can be
interpreted in light of Feldman’s structural approach, according to which ustil and melodic development in the dyin
form should be considered in relation to one another. The characteristic pitch relationships of S4b4 makam establish
a distinctive makamic framework within which the poetic text unfolds through extended melodic phrases (Feldman,
2022; Neyzen Emin Dede, 2021).
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In the S4b4 example, extended syllables, melismatic groupings, and the distribution of textual accents within the
Devr-i Revin cycle are particularly prominent. These features indicate that S4ba seyir and vocal phrase construction
operate in conjunction with one another and that the notation-based dimension of “vocal exegesis” can be concretized

through relationships among prolongation, phrasing, and cadential motion.
g p gp g p g

Vocal Exegesis: Poetic Text—Syllable Alignment, Makam Seyir, and the Domain of Performance

The function of the concept of “vocal exegesis” in notation-based analysis lies in its capacity to facilitate examination
of the placement of the poetic text within makam seyir and ustl. In all three notated versions, melismatic passages in
which a single syllable extends across multiple pitches, extended note values, and cadential tendencies at phrase endings
can be observed. These indicators make visible the rhythmic and melodic reshaping of the text and constitute the
observable musical components of the concept (Feldman, 2022). Pegenek and Akkug’s (2022) study addressing the
relationship between poetry and musical terminology in the Mevlevi context is considered here not as a direct source
of the concept employed in this study, but as complementary literature concerning the poetry—makam-usal
relationship.

In the First Selim of the Segih Ayini, the distribution of poetic syllables between long and short values within the
Devr-i Revan cycle causes the text to depart from the rhythm of spoken language and to be reconfigured within
makamic time. Phrases moving toward the Segih cadential area and melismatic syllabic prolongations indicate passages
in which the 4yinhan’s choices of articulation and phrasing may become particularly significant. The notated example
thus concretizes the concept not as an affective characterization, but through its observable basis in the relationships
among poetic text and syllable, makam, and usal.

The narrow and recurring melodic cells shown in Figure 1 indicate that certain syllables of the poetic text are
prolonged across multiple pitches and that the phrase is shaped in conjunction with its cadential tendency. Although
notation alone cannot account for the semantic content of the poetry, it makes visible how the text is reorganized
within the makamic and rhythmic structure.

For the Sabi Ayini, the comparison is limited to the First Seldim presented in Figure 3. In this notated version, the
distribution of poetic syllables within the Devr-i Revan cycle and the melismatic prolongations likewise constitute the
principal written indicators that enable the text to be reshaped within makamic time.

The Sib4 seyir, extended syllabic values, and melismatic groupings shown in Figure 3 demonstrate the presence of
areas for prolongation, connection, and phrasing within the written melodic structure. These areas are associated with
the notation-based foundation of “vocal exegesis” and are evaluated as indicators that concretize how the poetic text is
organized within makamic time.

These findings demonstrate that the selected notated versions contain a structural domain of interpretation that

allows the poetic text to be reshaped within makam and usal.

A Testable Performance Proposition Concerning the Ney—Vocal Relationship
Feldman’s historical accounts of the respective positions of the ney and voice in Mevlevi performance provide the
contextual basis for the concept of “acoustic heterophony” employed in this study. Since Figures 1-3 are monodic
notated sources, they do not directly demonstrate simultaneous differentiation between the ney and the vocal line.
Accordingly, the concept is treated not as a textural characteristic verified in the notation, but as a performance
proposition for testing how a shared melodic core may become differentiated in live performance (Feldman, 2022).
To test this proposition empirically, the ney and vocal layers in high-quality performance recordings of the same
dyin would need to be comparatively examined, with pitch deviations, onset times, points of ornamentation,
microtiming, and timbral characteristics analyzed along the time—pitch axis. In this respect, the notated versions
examined here, particularly that of the Rast Ayini, are regarded not as examples demonstrating heterophony, but as

historical and structural reference documents for future analyses of simultaneous ney—vocal performance.
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Comparative Findings on Makam—Usil Organization in the First Selims

In accordance with Feldman’s approach of considering makam and ustil together within the 4yin form, the comparison
is limited to the three First Selim examples presented visually in this article. Figures 1 and 3 employ the Devr-i Revin
ustl, whereas Figure 2 employs Diiyek. This makes it possible to compare directly from the notation how different
makams and rhythmic cycles frame vocal phrase construction at the same formal level (Feldman, 2022; Neyzen Emin
Dede, 2021). A recent example of comparing First Selims in terms of melodic structure, rhythmic characteristics, and
their relationship with ustl can also be found in Karadeniz (2024); however, that study is specifically limited to First
Selims composed in the Agir Dityek usal.

Table 3 presents a comparison of the First Selims of the three works using the same analytical criteria.

Table 3. Comparative analysis of the three First Selims

Work /| Maka First | Poetic Melismatic | Cadential Vocal Directly Requiring
Compose | m Selim | Text— Passages Tendencies | Phrasing Observable | Performance Data
r Usal | Syllable Areas in the
Alignment Notation
Segih Segih Devr-i | Long  and | Particularly Movement Phrases Makam Breathing;
Ayini Revin | short values | evident  in | toward the | extending seyir; ustl; | tahrir/ornamentatio
attributed and syllabic | groupings in | Segih between poetic text— | n; articulation;
to Itrd prolongation | which a | cadential area | melismatic syllable timbre; microtiming;
s are | single syllable | at  phrase | prolongation | distribution | ney-vocal differences
organized extends endings. s and | ; melisma; | in pitch/timing,
within  the | across cadential cadential
cycle. multiple areas. area.
pitches.
Kutb-1 Rast Diye | Recurring Concentrate | Phrase- Phrases Makam Breathing;
Nayi k cells and | dinrecurring | ending framed by | seyir; Diyek | tahrir/ornamentatio
Osman extended cells and | cadential recurring ustll; poetic | n; articulation;
Dede - syllables are | extended areas within | cells and | text— timbre; microtiming;
Rast Ayini situated syllables. Rast seyir. extended syllable ney-vocal differences
within  the values. relationship | in pitch/timing.
Diiyek cycle. ;  melodic
repetitions.
Tsmail Saba Devr-i | Syllabic Extended Characteristi | Extended Makam Breathing;
Dede Revin | prolongation | syllables and | ¢ cadential | phrases, seyir; ustl; | tahrir/ornamentatio
Efendi - s and areas of | dense areas within | melismatic syllabic n; articulation;
Siba Ayini accentuation | melismatic Saba seyir. groupings, distribution | timbre; microtiming;
occur within | groupings. and cadential | ; melisma; | ney-vocal differences
extended areas. cadential in pitch/timing.
melodic areas.
phrases.

Since the available notated examples represent only the First Selims, no direct finding is advanced concerning the
dramatic hierarchy of all four selims or the proposition that the Third Selim constitutes the point of “highest dramatic
tension.” Such a conclusion would require a complete comparative analysis of all selims of each work. What the
available notated data do support is the conclusion that, within the First Selim, the ustl cycle provides a structural
framework that organizes the temporal configuration of melodic phrases and the distribution of the poetic text across

syllables.

Makam—Usdl Organization of the First Selim in the Sib4 Ayini
The example from Dede Efendi’s Siba Ayini presented in Figure 3 belongs to the First Selim. Accordingly, the analysis
is limited to poetic text—syllable alignment, melodic phrase length, and the cadential tendencies of S4b4 makam within
the Devr-i Revén cycle.

The notated example shows that long and short syllabic values are distributed within the recurring structure of the
Devr-i Revin cycle and that certain syllables are expanded melismatically. This structure demonstrates the determining
role of ustil in the temporal organization of the vocal phrase. Breath duration, dynamic intensification, and the degree

of dramatic tension are not presented as findings, since they cannot be determined directly from the notated source.
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Similarly, in the First Selim of the Segih Ayini attributed to Itri, the Devr-i Revn cycle operates in conjunction
with the seyir of Segdh makam. In the First Selim of the Rast Ayini, by contrast, the Diiyek ustil provides a different
rthythmic framework for the same formal section. This comparison demonstrates that ustil does not function
uniformly within the dyin form; rather, it serves as a means of temporal organization that varies in conjunction with

makam and compositional design.

Comparative Ustil Framework in the First Selims of the Segih and Rast Ayins
When the First Selim of the Segih Ayini in Figure 1 and that of the Rast Ayini in Figure 2 are considered together,
different ustil cycles can be seen to frame melodic phrase lengths and poetic text—syllable distribution in different ways.
Accordingly, rather than suggesting a performance-based characterization such as “dramatic intensification,” the
comparative finding indicates that makam seyir and the ustl cycle jointly organize the written vocal phrase.

When the three First Selims examined in this study are considered together, makam and ustil emerge not as two
independent technical layers, but as interrelated elements that jointly determine the organization of the poetic text
within melodic time. This finding demonstrates that rhythmic architecture in Mevlevi 4yins is not merely a metric

framework, but a structural element that provides the written foundation for vocal phrasing.

Institutional Memory: Findings on the Mesk System as a Living Archive

Walter Feldman emphasizes that one of the defining characteristics of the Ottoman-Mevlevi musical tradition is its
continuity through mechanisms of oral transmission rather than primarily through written sources. In this context,
the megk system is understood not merely as a technical method of instruction, but also as an institutional structure
through which aesthetic disposition, performance style, and musical memory are transmitted across generations
(Feldman, 1996, 2022).

The Mevlevi dyinhanlik tradition constitutes one of the principal domains in which this structure of institutional
memory can be traced. The three 4yins examined in this study neither share the same makam nor belong to the same
compositional period; nevertheless, they provide a comparable framework in terms of structural principles such as
selim-based formal logic, ustl cycles, the placement of the poetic text within the melodic phrase, and a shared monodic
line. For this reason, the existence of a “shared performance style” was not inferred directly from the notation. Rather,
the analysis indicates that the shared structural core represented in the notation and the performance knowledge

transmitted through mesk constitute two distinct but complementary layers.

Shared Vocal-Structural Framework and Megk Transmission in the Three Mevlevi Ayins

When the notation-based analyses of the Segih, Rast, and Sib4 4yins are considered together, poetic text—syllable
alignment, makam seyir, and ustl organization provide a comparable vocal framework. Breathing, tahrir, microtiming,
details of phrasing, and modes of accentuation, by contrast, are variables that extend beyond this structural framework
and require investigation through megk-related and performance data.

According to Feldman, this form of continuity demonstrates the strong presence of a performance-based system
of memory within Ottoman musical culture, in contrast to the relatively limited role of written notation (Feldman,
2019). This system of memory ensures not only the preservation of repertoire but also the continual reproduction of
performance aesthetics as a living practice.

In this context, the Mevlevi megk system may be conceptualized as a dynamic “living archive” in which musical
texts produced in the past are not merely reproduced but acquire renewed meaning in each performance. The
dyinhanlik tradition, as a bearer of this archive, may likewise be regarded as one of the principal vehicles of aesthetic
continuity within Ottoman musical culture.

Institutional memory therefore demonstrates that the Mevlevi dyin form constitutes not merely a historical

repertoire, but also a continuously reproduced culture of performance.

Discussion
One of the central points of discussion in this study is that the “work” within the Mevlevi 4yin repertoire and the
notated version used today cannot be regarded as the same historical object. While the three notated sources examined

67



Duran Subatan Tiirk Miizigi 6( Walter Feldman Special Issue) (2026) 51-70

make it possible to compare the makam, ustl, and poetic-text organization of the repertoire, they do not represent the
conditions of the compositions’ earliest performances or a single sonic reality that remained unchanged throughout
history. This distinction demonstrates that the history of Mevlevi music must be understood not solely through
written musical texts, but also through processes of transmission.

The shared logic of the selims and the interrelationship between makam and ustil observed across the three works
point to a strong degree of structural continuity within the repertoire. At the same time, the distinct makamic and
historical identities of the Segih, Rast, and Sib4 examples demonstrate that such continuity does not imply uniformity.
The historical strength of the Mevlevi 4yin form lies in its capacity to accommodate different compositional and
makamic conceptions within a shared formal framework.

When these findings are considered in relation to previous studies, the notation-based results of the present research
both converge with the existing literature and extend it onto a different analytical plane. The collection published by
Neyzen Emin Dede (2021) provides the basis for the comparative notational data employed here, while Ding (2024)
emphasizes the multilayered nature of Mevlevi 4yin collections as sources documenting the historical circulation of the
repertoire. Karadeniz’s (2024) approach to comparing First Selims through the relationships among makam, ustil, and
form displays methodological affinities with the present study’s comparative treatment of the same formal section.
The present research, however, interprets this structural comparison within Behar’s (2023) approach to mesk and
transmission and Feldman’s (1996, 2022) framework integrating historical sources with performance practice, thereby
drawing a deliberate distinction between what the notated document demonstrates and the performance variables that
require verification in live performance. In this respect, rather than rejecting previous formal and historical analyses,
the study brings their findings into a complementary sphere of discussion centered on 4yinhanlik and performance
knowledge.

The structural indicators revealed by notation-based analysis also demonstrate that details of vocal performance—
including breathing, tahrir, pitch nuance, articulation, timbre, and the balance of ensemble singing—cannot be fully
inferred from written signs. Notation is therefore positioned not as a complete representation of live performance, but
as one of the principal sources of data for historical-structural analysis; yinhanlik, in turn, is understood as a domain
of interpretation that relates performance knowledge acquired through megk to the written melodic core.

The analytical contribution of the concept of “vocal exegesis” lies in its capacity to open the poetry—makam
relationship to discussion through aspects traceable in the notated examples, including poetic text-syllable
distribution, melismatic prolongations, cadential tendencies, and phrasing within the ustl cycle. Thus, while
maintaining the conceptual boundaries established in the theoretical framework, the term is employed through
observable musical indicators rather than through abstract attributions of emotion.

This approach also establishes the limits of semantic interpretation in the present study. Characterizations of a
makam as “mystical,” “introspective,” or “dramatic” cannot be regarded as definitive findings on the basis of a single-
page notated example alone. Such interpretations become more robust only when supported by analyses of the poetic
text, historical aesthetic discourse, and audio recordings. Accordingly, the present study identifies those indicators of
vocal exegesis that can be traced in notation, while leaving the performative dimensions of emotion and meaning open
to future research.

The discussion of acoustic heterophony is limited to the shared melodic line represented in Figures 1-3. These
figures are treated not as evidence confirming acoustic heterophony itself, but as historical reference points for future
comparative analyses of performance.

For the concept to be tested empirically, the ney and vocal layers would need to be examined separately in high-
quality recordings of the same 4yin, with comparisons of pitch deviations, onset times, points of ornamentation, and
timbral spectra. Acoustic heterophony is therefore positioned as an empirically testable research proposition capable
of establishing a link between historical musicology and performance analysis.

The comparison of the Segih, Rast, and S4b4 4yins demonstrates how different choices of makam and ustil can

operate within a shared Mevlevi formal logic. This commonality does not imply uniformity in vocal performance;
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rather, the character of the makam, the ustl cycle, and the organization of poetic text and syllables delimit the 4yinhan’s
domain of phrasing differently in each work. Mevlevi 4yinhanlig1 should therefore be understood as a tradition that
simultaneously embodies institutional continuity and variability open to performer interpretation.

The study contributes to the literature by proposing an analytical reading that does not treat the historical notated
document as equivalent to performance, but instead distinguishes between the structural elements represented in
notation and the orally transmitted performance knowledge associated with them. “Vocal exegesis” opens the
performative dimension of the poetry—makam relationship to analysis, while “acoustic heterophony” addresses the
timbral dimension of the ney—vocal relationship as a phenomenon requiring verification through performance data.
In this respect, the study aims to contribute to establishing a methodological relationship between historical
ethnomusicology and performance research.

The original contribution of this research lies in proposing a three-stage analytical model for the study of the
Mevlevi 4yin that brings notation-based structural findings and megk/performance-based performance knowledge

onto the same analytical plane while treating them as distinct categories of evidence.

Conclusion and Recommendations
This study has examined Mevlevi 4yinhanlig1 at the intersection of historical documentation, oral transmission, and

performance knowledge through the Segih Ayini attributed to Buhurizide Mustafa Itri, the Rast Ayini by Kutb-1 Nayi
Osman Dede, and the Siba Ayini by Hammamizide Ismail Dede Efendi. The notated versions of the three works
provide a comparable structural core in terms of makam seyir, ustl, poetic text—syllable alignment, and form; however,
they cannot be regarded as documents that fix all aspects of live performance.

The first major conclusion is that historical continuity within the Mevlevi 4yin form is not synonymous with
uniformity. Although the Segih, Rast, and Sib4 examples establish different makamic and rhythmic domains, they
point to a shared institutional memory of form in terms of selim-based formal logic, the organization of the poetic text
within melodic time, and the interrelationship between makam and ustil. This indicates that the repertoire possesses
both a preserved structural core and a degree of flexibility that accommodates differences among composers and
makams.

The second major conclusion is that the aesthetics of 4yinhanlik cannot be explained solely through written
notation. Features such as breathing, tahrir, articulation, microtonal intonation, timbre, and ensemble singing are
associated with mesk and performance knowledge. Within this framework, “vocal exegesis,” within the conceptual
boundaries defined in the theoretical framework, has been employed as an analytical tool for explaining the vocal
organization of the poetic text within makam and ustl.

The third conclusion is that, within the context of this study, “acoustic heterophony” should be regarded not as a
definitive finding derived from notation, but as a performance-based and testable interpretive model. Since monodic
notated sources do not reveal the simultaneous differentiation of the ney and vocal lines, the empirical validity of the
concept should be investigated in future research through analyses of pitch, timing, ornamentation, and timbre in
audio recordings.

The limitations of the stucy can be summarized in four points. First, the study is limited to three purposively selected
works, and this sample is not intended to represent the entire Mevlevi 4yin repertoire. Second, the comparative analysis
focuses on the visually presented notated examples from the First Selims; consequently, no direct notation-based
generalizations have been made regarding the other selims. Third, because the collection employed in this study does
not consist of autograph manuscripts by the composers, a temporal and transmission-related distance exists between
the written representations that have survived to the present and the earliest historical performances of the works.
Fourth, no acoustic analysis based on simultaneous ney—vocal recordings was conducted; therefore, breathing, tahrir,
microtiming, timbral differentiation, and heterophonic divergence are not advanced as direct empirical findings.

Future research should compare different notated versions of the same works, undertake comparative analyses of all
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seldms, align historical and contemporary performance recordings, and, in particular, investigate the ney-vocal
relationship acoustically through parameters of time, pitch, ornamentation, and timbre.
Biodata of Author

Assistant Professor Serap Duran Subatan completed her undergraduate education in the Department of
Music, Division of Musicology, Faculty of Fine Arts at Cumhuriyet University (2005-2009), graduating

first in both her faculty and department. She subsequently completed her master’s degree in Musicology at
the Institute of Social Sciences, Cumhuriyet University (2009-2012), specializing in Turkish music and
graduating at the top of her class. She has participated in national and international conferences, symposia,
and seminars, as well as national young soloist vocal competitions and masterclasses conducted by prominent Turkish
and international artists. She has also served as a jury member in numerous competitions and has given many solo concerts
accompanied by Turkish and international orchestras. In addition to her expertise as a vocalist, Subatan is proficient in
piano, tanbur, and viola. In the 2016-2017 academic year, she entered the doctoral program at the Turkish Music State
Conservatory of Ankara Hact Bayram Veli University, ranking first in the admissions process. She has advanced
proficiency in Ottoman Turkish and completed her PhD in 2023, specializing in the psychology of vocal education and
Classical Turkish Music vocal performance. Her current research focuses on vocal education, musicology, and Turkish
music. Since 2009, she has served as a faculty member in the field of Vocal Education in the Department of Music
Education, Division of Fine Arts Education, Faculty of Education at Sivas Cumhuriyet University.

Academia.edu: https://cumhuriyetuniversitesi.academia.edu/SerapDuran

ResearchGate:

References

Akarsu, S. (2023). Bekir Sidk1 Sezgin’e 4it Muhayyer Stimbiile Ayin-i Serifi’nin bi¢im 6zellikleri agisindan tahlili. Uluslararas:
Insan ve Sanat Arastirmalar: Dergisi, 8(2), 144-172.

Bayrakgt, O. F., & Turabi, A. H. (2022). Mevlevi ayini besteciliginde hoca-talebe etkilesimi: Dede Efendi ve Zekii Dede 6rnegi.
Eskigehir Osmangazi Universitesi [lahiyat Fakiiltesi Dergisi, 9(2), 788-808. https://doi.org/10.51702/esoguifd.1117352

Behar, C.(2023). Ask olmayinca megk olmaz: Geleneksel Osmanli/ Tiirk miiziginde 6gretim ve intikal (8. bs.). Yap1 Kredi Yayinlar1.

Benlioglu, S. (2022). Eski aligkanliklar, yeni imkanlar: Perde kayitlt bir 4yin mecmuast. Hitit Ilahiyat Dergisi, 21(2), 1293-1320.
https://doi.org/10.14395/hid.1161804

Cooke, P. (2001). Heterophony. In S. Sadie (Ed.), The New Grove Dictionary of Music and Musicians (2nd ed., Vol. 11, pp.

465-466). Macmillan Publishers Limited.

Ding, S. (2024). Aydinlaulmay1 bekleyen tarihi vesikalardan Mevlevi 4yin mecmualart: Konya Koyunoglu 13913 ve 13473-2 ve
Mevlini 002185 ve 002167 numarali mecmualar 6zelinde. Tirkiye Hahiyat Aragtirmalart Dergisi, 8(4), 759-782.
https://doi.org/10.32711/tiad. 1556465

Feldman, W. (1996). Music of the Ottoman court: Makam, composition and the early Ottoman instrumental repertoire. Verlag fiir
Wissenschaft und Bildung.

Feldman, W. (2001). Structure and evolution of the Mevlevi ayin: The case of the third selam. In A. Hammarlund, T. Olsson, &
E. Ozdalga (Eds.), Sufism, music and society in Turkey and the Middle East (pp. 49-65). Swedish Research Institute in
Istanbul.

Feldman, W. (2015). The musical “Renaissance” of late seventeenth-century Ottoman Turkey: Reflections on the musical
materials of Ali Utki Bey (ca. 1610-1675), Hafiz Post (d. 1694), and the “Maréighi” repertoire. In M. Greve (Ed.), Writing
the bistory of “Ottoman music” (pp. 87-138). Ergon Verlag. https://doi.org/10.5771/9783956507038-87

Feldman, W. (2019). The emergence of Ottoman music and local modernity. YILLIK: Annual of Istanbul Studies, 1(1), 173-179.
https://doi.org/10.53979/yillik.2019.10

Feldman, W. (2022). From Rumi to the whirling dervishes: Music, poetry, and mysticism in the Ottoman Empire. Edinburgh
University Press. https://doi.org/10.3366/edinburgh/9781474491853.001.0001

Feldman, W. (2023). Music of the Ottoman court: Makam, composition and the early Ottoman instrumental repertoire (2nd ed.).
Brill. https://doi.org/10.1163/9789004531260

Greve, M. (Ed.). (2015). Writing the bistory of “Ottoman music”. Ergon Verlag. https://doi.org/10.5771/9783956507038

Kaptan, M. N. (2024). Hermeneutik agidan Mevlevi 4yinleri. Tasavvur / Tekirdag Ilahiyat Dergisi, 10(1), 385-410.
https://doi.org/10.47424/ tasavvur.1453347

Karadeniz, §. (2024). Metinlerarast iligkiler baglaminda dedelerin izinde: 17. ytizyildan 19. ytizyila dek Birinci Selamlar1 Agir Diiyek

usuliinde bestelenen Mevlevi ayinlerinin  bigim  analizi. IBAD Sosyal Bilimler Dergisi, 17, 306-328.
https://doi.org/10.21733/ibad.1589691

Neyzen Emin Dede. (2021). Mevlevi dyinleri mecmuast (O. Kirklik¢t, Hamparsum nota gev.; M. S. Saykal, Gifte trans.; O. Ayan,
Nota yazimy, 1. baski). Tiirk Miizigi ve Edebiyatinda Mevlevi Kiltiirti Projesi. Istanbul.

70



Duran Subatan Tiirk Miizigi 6( Walter Feldman Special Issue) (2026) 51-70

Nettl, B. (2005). The study of ethnomusicology: Thirty-one issues and concepts. University of Illinois Press.

Orta, N. K. (2014). Miizikal olarak Mevlevi yinlerinin Tirk halkbilimindeki yeri. Bilim ve Kiiltiir: Uluslararas: Kiiltiir
Aragtirmalar: Dergisi, 2(5), 86-93.

Ozen, E., & Baysal, O. (2017). Mevlevi dyinlerinde “séz-boyama” izleri. Porte Akademik Miizik ve Dans Arastirmalar: Dergist,
16, 52-70.

Ozen, E., Demirta, S., & Baysal, O. (2018). Beste-i Kadim’lerden Dede Efendi’ye Mevlevi yinlerinde sz boyama. In ZX.
Uluslararast Hisarls Abmet Sempozywmu Tam Bildiri Kitab: (pp. 106-116). Afyon Kocatepe Universitesi Devlet
Konservatuvart.

Ozgelen, O. Z., & Bakkal, B. (2025). Beste-i Kadim ve Celaleddin Dede Efendi’nin 4yini 6rneginde Diigah makaminin degisimi.
Afyon  Kocatepe  Universitesi ~ Akademik — Miizik  Arastirmalart  Dergisi, 11(21), 64-109.
https://doi.org/10.36442/ AMADER.2024.112

Pirtlas, Z. (2016). Theoretical approaches to heterophony. Res Musica, 8, 44—70. https://doi.org/10.58162/1KPQ-0F89

Pegenek, O., & Akkus, M. (2022). Nevres-i Kadim Divanr’nda makam ve usullere dair yazilmig bir manzumenin Mevlevi ayini
baglaminda  incelenmesi.  Uluslararasi  Turkge  Edebiyat Kultar Egitim  Dergisi, 11(4), 1424-1436.
https://doi.org/10.7884/teke.5575

Rice, T. (2014).  Ethnomusicology: A very  short  introduction. Oxford  University ~ Press.
https://doi.org/10.1093/actrade/9780199794379.001.0001

Wright, O. (1992). Words without songs: A musicological study of an early Ottoman anthology and its precursors. School of Oriental
and African Studies, University of London. https://doi.org/10.4324/9781315040950

Zannos, I. (1990). Intonation in theory and practice of Greek and Turkish music. Yearbook for Traditional Music, 22, 42-59.
https://doi.org/10.2307/767931

71



