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Pegrev, Osmanli-Ttirk miiziginin tarihsel stireg icerisinde bigimsel ve iglevsel déntigiimler
gegiren temel tirlerinden biridir. Guintimiizde agirlikli olarak calgisal bir form olarak
tanimlanmasina karsin tarihsel kaynaklar, pegrevin farkli dénem ve kiiltiirel ¢evrelerde
s0zlii olarak da icra edildigini gstermektedir. Bu ¢aligma, tarihsel kaynaklarda belgelenen
s0zlli pegrev uygulamalarini Walter Feldman’in degerlendirmeleri ekseninde incelemeyi ve
bu uygulamalarin gintimiizdeki bir izdiigiimiint Kani Karaca’nin “TRT pegsrevi” icras
tizerinden degerlendirmeyi amaglamaktadir. Aragtirmanin Srneklemini, Kani Karaca’nin
Seyfettin Osmanoglu’na ait Bayati pesrevinin melodik yapist tizerine TRT sanat¢ilarinin
isim ve soyisimlerini yerlestirerek gergeklestirdigi icra olugturmaktadir. Aragtirmada
dokiiman incelemesi ve kargilagtirmali miizikal analiz yontemleri kullanilmig; kaynak nota
ile Kani Karaca’nin icrast hane-miilazime organizasyonu, melodik yapmin korunma ve
degisme durumu, ses ekleme ve ¢ikarmalar, stislemeler, ritmik cesitlemeler ve bolim
kisaltmalari bakimindan kargilagtirilmugtir. Analiz sonucunda Karaca’nin pesrevin bicimsel
ve melodik 6zelliklerini biiyiik Sl¢tide korudugu; birinci, ikinci ve tigtincii hanelerde sinirl
melodik ve ritmik ¢esitlemelere bagvurdugu, dordiinci hanede ise melodik yapinin daha
belirgin bigimde degistigi ve boliimiin kisaluldigs tespit edilmistir. Elde edilen bulgular
dogrultusunda TRT pegrevinin tarihsel s6zlii pesrev geleneginin dogrudan devami oldugu
ileri stirilmemekte; bunun yerine mevcut bir ¢algisal pesrevin vokal héle getirilmesi ve
ezgiye yeni s6zel unsurlarin yerlestirilmesi bakimindan tarihsel s6zlii pesrev ve s6z giydirme
uygulamalariyla ortak bir icra mekanizmasi tagidigi sonucuna ulagilmaktadir. Bu baglamda
Kani Karaca’nin icrasi, s6zlii pesrev pratiginin modern donemdeki 6zgiin bir izdigima

olarak degerlendirilmektedir.
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Osmanli miizik tarihi aragtirmalari, uzun yillar boyunca agirlikls olarak bestekar biyografileri, makam nazariyesi ve s6zl

eser repertuvart tizerine yogunlasmig; buna kargilik ¢algi miizigi formlarinin tarihsel gelisimi ve big¢imsel dontigiimii

gorece sinurli diizeyde incelenmistir.

Opysa pesrev yalnizca Osmanli-Ttrk miiziginin en kokla ¢algisal formu degil, ayni

zamanda makam anlayisi, usul organizasyonu, bestecilik estetigi ve icra pratiginin tarihsel gelisimini izleyebilmeye

imkan veren temel miiziksel yapidir. Ozellikle 15. yiizyildan 19. ytizyila kadar uzanan repertuvar dikkate alindiginda,
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formun ge¢irdigi doniisiim yalnizca bicimsel bir degisim olarak degil, Osmanl miizik kiiltiirtintin estetik yonelimlerini
yansitan tarihsel bir stire¢ olarak degerlendirilmelidir.

Pegrev tizerine yapilan erken dénem ¢aligmalarin 6nemli bir boliimi, daha ¢ok giintimiiz repertuvarinin bigimsel
ozelliklerini agiklamaya veya egitim amaciyla bu formlarin genel yapisini tanimlamaya yonelmistir. Bunun sonucunda
pesrevin kokeni, Iran ve Orta Asya miizik gelenekleriyle iligkisi, 17. ytizy1l 6ncesindeki gelisimi ve repertuvar aktarim
stiregleri uzun siire yeterince agiklanamamigtir.

Son kirk yilda Osmanli miizikolojisinde gergeklestirilen filolojik caligmalar, yazma mecmualarin negri ve tarihsel
nota koleksiyonlarinin yeniden incelenmesi, s6z konusu boglugun doldurulmasina 6nemli katkilar saglamugtir. Walter
Feldman'in Music of the Ottoman Court adli ¢aligmasi, Cantemir, Ali Uftki ve diger tarihi kaynaklart kargilagtirmal
bi¢imde degerlendirerek Osmanli ¢algr miiziginin gelisimine iligkin btitiinciil bir model 6nermektedir.

Feldman'in yaklagimini 6nceki aragtirmalardan ayiran en 6nemli 6zelliklerden biri, pesrev yalnizca bigimsel kalip
olarak degil, tarihsel degisimin izlenebilecegi miiziksel belgeler olarak ele almasidir. Bu dogrultuda pesrevler dénemlere
ayrilarak incelenmekte; usul, seyir, makam organizasyonu ve kompozisyon tekniklerindeki degisimler tarihsel baglam
icerisinde degerlendirilmektedir. Ayrica Feldman pegrevlerin tarihsel siirecte sadece saz eseri olarak degil, s6zli olarak
da icra edildigine dair kaynaklar da sunmaktadir. 13. yiizyildan itibaren pesrevlerin sozlii olarak icra edildigine
rastlanmaktadir. Ozellikle Yahudi dini faslinin bir pargast olan pegrevlerin, enstritman yasagindan dolay1 sézlii olarak
bestelendigi kaynaklardan okunmaktadir. Bu dogrultuda sézlii pegrevler hem bestelenmis hem de 6nceden bestelenmis
pesrevlere s6z giydirilmis ve bu sekilde icra edilmistir.

Pegrevin tarihsel gelisimi, bi¢imsel 6zellikleri ve Osmanli ¢algr miizigi icerisindeki konumu ¢esitli aragtirmalarda ele
alinmug; 6zellikle Walter Feldman’in galigmalart pesrev repertuvarinin tarihsel déntigtimiiniin anlagilmasina énemli
katkilar saglamigtir. Bunun yaninda tarihsel kaynaklarda pegrevin yalnizca calgisal bir tiir olmadigs; terenniim
heceleriyle veya gesitli metinlerle vokal olarak icra edilebildigi ve baz1 6rneklerde mevcut ¢algisal pesrevlere sonradan
soz giydirildigi de ortaya konmugtur. Bununla birlikte literatiirde s6zlii pesrev olgusu agirlikls olarak tarihsel kaynaklar
ve repertuvar ornekleri tizerinden incelenmig; bu uygulamalarin modern dénemde ortaya ¢ikan benzer icra pratikleriyle
iligkisi sinirlt 6l¢tide ele alnmugtur. Ozellikle mevcut bir calgsal pesrevin melodik ve bi¢cimsel yapisinin korunarak yeni
sozel unsurlarla vokal hile getirilmesinin modern bir icra 6rnegi tizerinden ayrintili ve kargilagtirmalt miizikal analizine
iligkin bir bogluk bulundugu goriilmektedir.

Bu ¢aligma s6z konusu boslugu Kani Karaca’nin “TRT Pegrevi” icrast tizerinden ele almaktadir. Caligmanin 6zgtin
degeri, tarihsel s6zlti pesrev 6rnekleri ile modern bir icra arasinda dogrudan ve kesintisiz bir tarihsel stireklilik iddiast
kurmak yerine, iki uygulamada gozlenen ortak icra ya da tretim pratigi aragtirmasidir. Bu dogrultuda Seyfettin
Osmanoglu’nun Bayati pesrevinin kaynak notast ile Karaca’nin icrasinin hane-miilazime organizasyonu, melodik
yapinin korunmasi ve degistirilmesi, ses ekleme ve ¢ikarmalari, stislemeler, ritmik gesitlemeler, boliim kisaltmalart ve
soz-melodi iliskisi bakimindan kargilastirilmasi, s6z giydirme stirecinin  miizikal yapida meydana getirdigi
dontigiimlerin somut olarak ortaya konmasini saglamaktadir.

Bu yoniiyle ¢aligma, bir taraftan tarihsel kaynaklarda belgelenen sozlii pesrev ve séz giydirme uygulamalarina
gliniimiiz icra pratigi tizerinden yeni bir degerlendirme alan1 agarken, diger taraftan Kani Karaca'nin “TRT Pegrevi”
gibi sézli kiiltiir ve icra ortaminda ortaya ¢ikan 6zgiin bir 6rnegi miizikolojik analiz yoluyla belgelemektedir. Boylece
¢aligma, pesrevin yalnizca tarihsel bir ¢algi formu olarak degil, farklt dsnemlerde yeniden iglenebilen, vokallestirilebilen
ve yeni sozel igeriklerle iligkilendirilebilen dinamik bir icra alani olarak degerlendirilmesine katki saglamaktadir.

Bu c¢aligmanin amaci, tarihsel kaynaklarda belgelenen sozlii pesrev uygulamalarini Walter Feldman’in
degerlendirmeleri ekseninde incelemek ve Kani Karaca’nin “TRT pegsrevi” icrasinda mevcut bir ¢algisal pesreve séz

giydirilmesinin bi¢imsel, melodik ve ritmik 6zelliklerini kargilagtirmalt miizikal analiz yoluyla ortaya koymakuir.

Pesrevin Kokeni ve Tarihsel Gelisimi

Osmanli ¢algr miiziginin en kokla ve tarihsel siirekliligi en belirgin formlarindan biri olan pegrev, yalnizca klasik Ttirk
musikisinin agilis formu olarak degil, ayni zamanda Orta Asya, Iran ve Osmanli miizik kiiltiirleri arasindaki tarihsel
iligkileri yansitan 6nemli bir miiziksel tiirdiir. Walter Feldman, Music of the Ottoman Court adli eserinde pegrevi 18.
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yiizyildan giiniimiize kadar izlenebilen en 6nemli ¢algisal repertuvarlardan biri olarak ele almakta ve Ali Utki, Cantemir
ve Kevseri koleksiyonlarinin bu gelisimin izlenebilmesini sagladigini vurgulamaktadir (Feldman, 2024: 309-321).

Feldman'a gére pegsrev, yalnizca belirli bir bicim semast degil, Osmanlt miizik kiiltiiriiniin tarihsel dontigiimiing
aciklayan temel gostergelerden biridir. Erken donem sozlii repertuvar biiyiik lgiide sozli aktarilmig olsa da pesrev
repertuvarinin notaya gecirilmis olmasi, tiiriin tarihsel gelisiminin takip edilebilmesini miimkiin kilmaktadir (Feldman,
2024: 309-314).

Pegrevin kokeni Osmanli sarayyla sinirlt degildir. Feldman, bu tiiriin koklerini Timurlu ve Iran miizik kiltiiriine
kadar gotiirmekte; pishrow geleneginin Osmanli cografyasinda yeni estetik 6zellikler kazanarak pesreve dontstiigiint
ileri sirmektedir (Feldman, 2024: 314-320).

Farsca pish-rav ('6nden giden') teriminden tiireyen pishrow, Safiyytiddin Urmevi ve Abdiilkadir Merigi'nin
eserlerinde de gegen tarihsel bir kavramdir. Feldman, Merigi'nin agiklamalarint degerlendirerek erken dénem
pishrowlarin yalnizca algisal degil, kimi zaman terenntim heceleriyle seslendirilen yar1 vokal eserler de olabilecegini
belirtmektedir (Feldman, 2024: 314-318).

Walter Feldman'a gére Osmanli pegrevi, 15. ve 16. yiizyillarda Iran-Timurlu geleneginden devralinan pishrow
formunun dogrudan devami olmakla birlikte, 17. ytizyildan itibaren Osmanli miizik kailttirt igerisinde 6zgiin bigimsel
ozellikler kazanarak bagimsiz bir kompozisyon tiirtine dontigmistiir. Bu déniigiim yalnizca terminolojik bir degisim
degil; ayn1 zamanda makam anlayi1, usul organizasyonu ve melodik yap: bakimindan yeni bir estetik yaklagimin ortaya
¢ikisint ifade etmektedir. Feldman, bu nedenle Osmanli pesrevini Iran geleneginin basit bir uzantist olarak degil,
Osmanli bestecilik anlayiginin en karakteristik tirtinlerinden biri olarak degerlendirmektedir.

Cantemir'in verdigi bilgiler dogrultusunda Feldman, 17. yiizyilda Osmanlt pegrevinin temel yapisinin serhane, ikinci
ve {iglincii haneler ile bunlar arasinda tekrar edilen miilazimeden olustugunu belirtmektedir. Ug haneli yapt dénemin
en yaygin kompozisyon modeli olup, bazi eserlerde dordiincti hane veya 6zellikle zeyl adi verilen ek bir bélim de
bulunmaktadir. Ozellikle darb-1 feth usuliiyle bestelenen pegrevlerde zeyl béliimii zorunlu bir unsur haline gelmis ve
her béliim tek bir usul devri tizerine kurulmugtur. Bu durum, bi¢imsel organizasyonun yalnizca melodik degil, ritmik
planlama agisindan da belirli kurallara bagli oldugunu gostermektedir (Feldman, 2024: 328-330).

Feldman ayrica Cantemir'in "Iranli miizisyenlerin pegrevleri” olarak tanimladig1 farkli bir yapiya da dikkat cekmektedir.
Bu pegsrevlerde ilk hane ayn1 zamanda miilazime iglevi gérmekte, béylece klasik Osmanli pesrevinden farkl: bir bigimsel
organizasyon ortaya ¢tkmaktadir. Bununla birlikte Cantemir'in notaya aldigi bazt Osmanli pegrevlerinde de bu
gelenegin izlerinin goriilmesi, 17. ylizyilda Osmanli ve Iran bestecilik anlaysglart arasinda hilen gii¢li bir etkilesim
bulundugunu géstermektedir (Feldman, 2024: 328-330).

Feldman'a gére Osmanli pesrevinin en dikkat cekici 6zelligi, farkli tarihsel katmanlari ayni repertuvar igerisinde
mubhafaza edebilmesidir. Nitekim 16. yiizyildan itibaren yaziya gegirilen eserler incelendiginde bazi pesrevlerde
Timurlu geleneginin bigimsel 6zellikleri korunurken, daha sonraki eserlerde Osmanli makam estetigine 6zgii yeni
melodik yaklagimlar belirginlesmektedir. Béylece pesrev repertuvari, yalnizca bir ¢algt miizigi tiiri degil; Osmanli
miizik tarihinin gelisimini izlemeye imkan veren tarihsel bir belge niteligi kazanmaktadir (Feldman, 2024: 330-333).

Feldman'a gore 16. yiizyil sonlarindan itibaren pishrow, Osmanlt miizik kiltiirdi igerisinde yeni bir islev kazanmus;
17. yuizyilda ise tamamen calgisal bir kimlik edinerek fasilin temel agilis formu hiline gelmistir. Boylece Osmanlt
pesrevi, Iran geleneginin basit bir devami1 olmaktan ¢tkmus ve kendine &zgii usul, seyir ve bigim anlayigtyla bagimsiz bir
bestecilik tiiriine dontigmugtiir (Feldman, 2024: 321-327).

Charles Fonton 18. yiizyilin ortalarinda pesrev bestelemenin oldukga zor oldugundan bahsetmektedir. Fonton’a
gore pesrev bestelemek isteyen biri kendinden 6nceki pesrev repertuarina hakim olmali ve intihalden kesinlikle
kaginmalidir. Zira bestelerken intihal yapmak, makam miziginde tolere edilmeyen bir durumdur. Ayrica Usul,
pesrevin iskeletini olugturan bir yapiy1 temsil etmektedir. 18. ylizyila kadar pesrev bestelenmemis usul kalmadigindan
besteci se¢tigi usulde; miizik ciimleleri, uyum ve temabakimindan daha 6nce goriilmemis bir melodi meydana getirmek
zorundadir (Fonton, 1987: 89), (Aksoy, 1994: 108). Fonton’un bu yazdiklarina gére; makam miziginde pesrev

bestelemek hem zorlu bir stire¢ hem de kendini bir besteci olarak ortaya koymak i¢in 6nemli gostergelerden biridir.

97



Ozgelen Tiirk Miizigi 6(Walter Feldman Ozel Sayist) (2026) 95-110

Tiirk Pesrevinin Donemlendirilmesi

Feldman'in Osmanli pegrevi tizerine en 6zgiin katkilarindan biri, repertuvari kronolojik ve bi¢imsel 6zelliklerine gore
donemlere ayirmasidir. Yazara gore pesrevler yalnizca bestecilerine gore degil, kullandiklar1 usuller, melodik
organizasyon, modiilasyon anlayist ve bi¢imsel yap1 bakimindan da tarihsel gelisim gostermektedir. Bu nedenle pesrev
repertuvart tek tip bir form olarak degil, yaklasik iki buguk ytizyillik gelisim siireci igerisinde degisen estetik anlayiglarin
rtini olarak degerlendirilmelidir (Feldman, 2024, s. 331-333).

Bu doénemlendirme yapilirken Ali Utki Bey'in Mecmiia-i Sdz 4 Soz'a, Kantemiroglu’nun nota koleksiyonu ve
Kevseri Mecmuast temel kaynaklar olarak kullanilmaktadir. Feldman, bu ti¢ koleksiyonun kargilagtirilmas sayesinde
ayni eserin farkli donemlerde nasil degistiginin izlenebildigini ve Osmanli bestecilik anlayisindaki doniistimlerin somut
olarak takip edilebildigini belirtmektedir (Feldman, 2024, s. 331-335).

Ayrica Feldman, Nefiri Behram'a ait 16. ytzyil pegrevi ile Iran repertuvarindaki benzer 6rnekleri kargilastirarak
Osmanli pesrevinin erken doneminde Iran etkisinin gliclii oldugunu, ancak 17. yiizyildan itibaren bu etkinin giderek
yerini Osmanlt estetigine birakugini ifade etmektedir. Ozellikle makam kullanimi, melodik akig ve ciimle
organizasyonundaki farklilagmalar bu dontgiimiin en énemli gostergeleri olarak degerlendirilmektedir (Feldman,
2024, . 333-335).

Feldman’da 17. yiizyilda pesrev tiiriiniin yapist su sekilde siniflandirilabilir (Tablo 1):

Tablo 1. Feldman’da 17. yiizyil pesrev yapisi (Feldman, 2024: 328)

(a) Three hanes and | (b) Three hanes no (c) Four (d) Four hanes (e) Three hanes, miilizime and serbend (only
miilizime miilizime hanes and zeyl early seventeenth century)
hane I hane I hane I hane I hane I
miilizime (= miildzime) miilizime miilizime miilizime
hane I hane IT hane IT hane IT hane IT
miildzime hane I miildzime Zeyl miildzime
hane I1I hane I1I hane I1I miildzime hane I1I
miildzime hane I miildzime hane I1I miildzime

hane IV miilizime serbend

miildzime hane IV

miildzime

Tablo 1’e gére 17. yiizyll Osmanli ddneminde pesrevlerin genelde ii¢ haneli oldugu goriilmektedir. Ug haneli
pesrevlerin bir tiirtinde birinci hane miilazime olarak kullanilmaktadir. Bagka bir tiirtinde ise i¢ hane, miilazime ve
serbendden olusan pegrevlere rastlanmaktadir. D6rdiincii tiir dort hane ve bir miilazimeden olusmakla beraber beginci
tir dort hane, miilazime ve bir de zeyl bolimiint icermektedir. Béylelikle pesrevlerin tarihsel siirecteki yapisinin
degisim gosterdigi goriilmektedir. Bununla birlikte giinimiizdeki yap: dért hane ve bir miilazime anlayisiyla
ortigmektedir.

Bu siniflandirma, ¢alismada yalnizca pegrevin tarihsel bigimsel gelisimini gostermek amactyla degil, Kani Karaca’nin
“TRT Pegrevi” icrasinin bi¢imsel organizasyonunu degerlendirmede analitik bir referans olarak da kullanilmaktadir.
Feldman’in ortaya koydugu farkli tarihsel pesrev tipleri igerisinde dort hane ve miilazimeden olusan yap, gliniimiizde
yayginlagan pesrev kurulusuyla 6rtiigmektedir. Bu nedenle Karaca’nin icrasinda hanelerin ve miilazimenin korunma,
tekrar edilme, degistirilme veya kisalulma bigimleri incelenerek, s6z giydirme uygulamasinin pesrevin temel bicimsel
organizasyonuna ne Ol¢iide mudahale ettigi degerlendirilecektir. Boylece Feldman’in tarihsel siniflandirmast,

¢alismanin glincel 6rneginin bigimsel ¢6ziimlemesinde karsilagtirmals bir analiz gergevesi islevi gormektedir.

Sozlii Pesrevler

18. ytizyilin ortalarindan sonra pegrev, herhangi bir s6zI4 tiiriin sazla icra edilen bigimi degildi. Bu yoniiyle, bestelenmis
diger saz muzigi tiird olan semaiden ayrilmaktadir; zira semainin, sozlii semai formundan gelismis oldugu
anlagiimaktadir. Buna kargilik 17. yiizyilin baglarindan itibaren sinagog ibadetlerinde saz miiziginin yasak olmast
nedeniyle, sozlii icra edilmek tizere pesrev besteleyenlerin yalnizca Osmanli Yahudileri oldugu anlagilmaktadir

(Seroussi, 1991). 18. ytizyildan itibaren Tiirkiye’deki Yahudi cemaatlerinde gergeklestirilen bu paralitiirjik toplantilar,
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sosyolojik agidan olmasa da miizikal agidan, Sufi tarikatlarinin dbikr al-hadra (“toplu zikir”) uygulamasmnin ve
ozellikle Mevlevi ve Bektagi derviglerinin sema geleneginin bazi unsurlarini hatrlatmakeadir (Seroussi, 1991: 1). 19.
ylizyilda ayn1t makamda sdylenen ve fasil niteliginde Ibranice dini sarkilardan olusan repertuar Edirne ve Istanbul’da
gorilmektedir. Faslin baginda solo icra edilen sozli taksim; Itri tarafindan bestelenen Mevlevi ayinlerinin bagindaki
Naat-1 Mevlana ile benzerlik géstermektedir. Ibranice yapilan dini fasil da tipki Osmanli faslt gibi pesrev, birkag beste,
kér, sarkt ve yiiriik semai tiirlerini icermektedir. Bununla beraber sozlii pesrev bir uvertiir yani agis miizigi olarak
goriilmektedir (Seroussi, 1991: 2). Yine Seroussi’nin yazdigina goére 17. ylizyil kaynaklarinda gériilen bazi sézli
pesrevler orijinal kompozisyondan ziyade, Ttirk besteciler tarafindan 6nceden bestelenmis pesrevlere s6z giydirmeyle
olusturulmugtur (Seroussi, 1991: 2). Ibranice sézlii pesrevlere benzer olgularin Yunan ve Ermeni repertuvarlarinda da
bulundugu ve Najara’nin belirttigine gore pesrevlerin bagliklarinda metinlerin baglangig ifadelerine (textual incipits)
yer verdigi géz oniinde bulunduruldugunda, Osmanli klasik mizik geleneginin 15. ve 16. yiizyillardaki olusum
doneminde pegrevin Tirkler arasinda da sozli bir form olup olmadigi sorusu ihtiyatla gindeme getirilebilir. Bazi
kanitlar bu varsayimi destekler gériinmektedir.

Owen Wright, Sultan Siileyman dénemine tarihlendirilebilen bir giifte mecmuasi derlemesinde s6zlii pegrevler
tespit etmigtir. Bu sozlii pesrevlerin herhangi bir [anlamli] metni bulunmamakta; bunun yerine anlamsiz hecelere
dayanmaktadir. Wright’a gre bu repertuvar 16. ytizyilin ortalarinda Osmanli sarayinda icra edilmekteydi; ancak bir
yiizy1l sonraki Osmanli repertuvarindan agik bigimde farklilik gostermektedir. Yahudi ve Hristiyan Osmanli gelenekleri
tzerine yapilacak aragtirmalar, belki de bu meselenin aydinlatlmasina katkida bulunabilir (Wright, 1992), (Seroussi,
1991: 4). Bununla beraber Feldman’in yazdigina gore; Pesrevin Ttrkiye’de butiintiyle sazsal bir forma déniismesi
ancak 17. ylizyilin baglarinda gergeklesmistir. Osmanli sinagog geleneginde dini metinlere sahip s6zlii pegrevler
gelismistir; ancak bunun sazsal pesrevden tiireyen ikincil bir gelijme mi, yoksa daha eski s6zlii pegrevin kesintisiz bir
dontigimit mii oldugu agik degildir. 19. ytzyildan itibaren ise Maverdtinnehir'de (77ansoxiana) pesrev/sakil tiri
yalnizca sazla icra edilmistir (Feldman, 2024: 316), (Demir, 2017).

Sharh Mawlana Mubarak Shab adli eserde (1375 yilina tarihlenen) pishrow (pestev), tarigal’ ile egdeger kabul
edilmekte ve metinsiz olarak icra edildigi belirtilmektedir; ancak bunun zorunlu olarak bitiintiyle ¢algisal bir icra
anlamina gelip gelmedigi agik degildir (Jung 1989: 141). Sirazi tarafindan notaya alinan erken dénem tarigah
orneklerini transkript eden Wright, tariqahlarin sézlerle seslendirilmek tizere sawta dontisebildigini yazmaktadir
(Wright, 1978: 218). Bu da bize Ttirk, Arap ve Fars geleneginde yer alan enstriimantal eserlerin s6z giydirilme
yontemiyle sozli hale donistirilebildigi bilgisini vermektedir. Nitekim s6zlii gelenegin baskin oldugu bu
cografyalarda bu tiirden doniigtimlerin ger¢eklesmesinin oldukga dogal bir siireg i¢inde yaganabilecegi sdylenebilir.

Turc 292 nolu mecmuayr ayrinuli sekilde ¢alisan Haug, yazmanin 154a/26a varaginda pesrevlerin hecelerle
sdylenmesinden ve farkli siisleme bigimlerinin varligindan bahsedildigini yazmaktadir (Haug, 2019: 389). Italyanca
yazilmig kismen tahribata ugramis metin su sekildedir: “E sempre far diminutaion di gorga a strazzij e bona, a
campanello non e grata. Cantando le parole ma cantando vn Perchrew si, et allora si seruono del tennene (Ve sozleri
soylerken [...] tarzinda girtlakla daima dimintisyon yapmak iyidir; ‘can’ tarzinda yapmak hos kargilanmaz. Fakat bir
pesrev sdylenirken bu [tarz] uygundur ve bu durumda tennenen kullanirlar)” (Haug, 2019: 389). Bu metinde Ali Utki
pesrevlerin ‘tennenen’ gibi cesitli hecelerle sdylenebildigini ifade etmektedir. Bu uygulama Timur dénemi sozli
pesrevleri andirmakla beraber, saz eserlerinin megk sistemi aktarim sistemi iginde bir iglevselligi oldugu da s6ylenebilir.
Ote yandan, geleneksel Anadolu nevbet-i miiretteb icra dizisi ierisinde pesrevin vokal olarak icra edilmesinin zorunlu
oldugu da kaynaklardan okunmaktadir (Neubauer, 2012: 367).

Yukaridaki 6rnekler, pesrevin tarihsel stire¢ igerisinde yalnizca ¢algisal bir kompozisyon tiirii olarak
degerlendirilmemesi gerektigini gostermektedir. Meragi'nin pishrowun beyitsiz icrasina iliskin aktarimi, 16. ytzyil
kaynaklarinda gériilen terenntim hecelerine dayali sdzlii pesrevler ve Ali Ufki'nin pegrevin “tennenen” benzeri hecelerle

sOylenmesine iliskin kaydi, pesrev ezgisinin insan sesiyle icra edilmesinin farkli donemlerde kargilagilan bir uygulama

* Abbasiler ddnemi (750-1258) boyunca Arapga’da tariqah, Farsga’da rah veya Osmanlica’da pishrow olarak bilinen calgisal tiir, sawt adlt sdzlil tiiriin calgisal bir
versiyonu olarak kargimiza gtkmaktadir (Feldman, 2024: 314, 317).
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oldugunu géstermektedir. Osmanli-Yahudi repertuvarinda ise bu uygulama farkls bir boyut kazanmus; yalnizea sozli
icra edilmek tizere pesrevler bestelenmesinin yani sira, nceden bestelenmis Ttirk pesrevlerine sonradan s6z giydirildigi
orneklere de rastlanmugtir. Bu noktada Kani Karaca'nin Bayati pesrevinin melodik yapist tizerine TRT sanatgilarinin
isim ve soyisimlerini yerlestirerek gerceklestirdigi “TRT pesrevi” icras1 dikkat ¢ekici bir kargilastirma alani sunmaktadir.
Kani Karaca'nin icrasini s6z konusu tarihsel uygulamalarin dogrudan devami olarak nitelendirmek igin yeterli veri
bulunmamakla birlikte, mevcut bir galgisal pesrev ezgisinin vokal hile getirilmesi ve ezgi tizerine yeni bir s6zel unsur
yerlestirilmesi bakimindan tarihsel s6zlii pesrev pratikleriyle yapisal bir benzerlik tagidigr séylenebilir. Bu nedenle TRT
Pegrevi, tarihsel sozlii pesrev anlayisinin dogrudan devamindan ziyade, benzer bir icra mekanizmasinin modern
dénemde mizahi ve glincel bir igerikle yeniden ortaya ¢ikist olarak degerlendirilebilir.

Ilgili Literatiir

Caligmamizin omurgasini olusturan kaynaklardan Music of the Ottoman Court adli galismada Walter Feldman, pegrevi
tarihsel kékeni, Osmanlt miizigi icerisindeki déntisimii ve repertuvar aktarimi baglaminda kapsamli bicimde ele
almaktadir. Caligmada pesrevin kokeni ge¢ Orta Cag Iran ve Maverdiinnehir cevresindeki pishrow gelenegine
baglanmakta ve bu ttriin Osmanli miizik kiiltiiriinde vokal ve ¢algisal bicimlerde benimsenme siireci incelenmektedir.
Feldman, &zellikle Ali Utki/Bobowski ve Kantemiroglu koleksiyonlarindaki pesrevleri karsilagtirarak XVT. yiizyildan
XVIL. yiizyil sonlarina uzanan repertuvart dénemlendirmekte; bu donemlendirmeyi usul ve tempo, melodik yogunluk,
makam ve modal yapilar, seyir, modiilasyon ve biiyiik 6l¢ekli bigimsel kurulug gibi 6l¢iitlere dayandirmakeadir. 17.
yiizyil boyunca pesrev bigciminin gorece istikrarli kalmasinda ustl sistemi, melodik yogunluk ve form yapisindaki sinurli
degisimin etkili oldugunu; yiizyilin sonlarindan itibaren ise temponun agirlasmast ve melodik yapinimn daha ayrintl
hale gelmesiyle tiirde yeni bir dontigiim siirecinin bagladigini belirtmektedir. Feldman ayrica pesrev repertuvarinin esas
olarak sozlii aktarim yoluyla stirduriildigiing, Ali Ufki ve Kantemiroglu’nda ortak olarak bulunan eserlerin bazi
durumlarda yaklagik elli yil boyunca dikkate deger 6l¢iide korunabildigini, buna kargilik sonraki yiizyillarda degisen
miizik anlayigina bagli olarak eski pesrevlerin yeniden sekillendigini gostermektedir. Bu baglamda nazire gelenegini de
repertuvar aktariminin énemli bir unsuru olarak degerlendiren Feldman, nazirelerin basit birer varyant veya taklit degil,
onceki bir pesrevle makam, usul, belirli melodik unsurlar ya da bigimsel 6zellikler tizerinden iligki kurabilen yeni
besteler oldugunu ve bu uygulamanin zaman igerisinde “eserin aktarimi” ile “yeni beste” arasindaki sinirt
belirsizlestirebildigini ortaya koymaktadir.

Edwin Seroussi’nin The Pegrev as a Vocal Genre in Ottoman Hebrew Sources basliklt galismasinda Osmanli Ibrani
kaynaklarindan hareketle pesrevin yalnizca galgisal bir tiir olarak degerlendirilmemesi gerektigini, Osmanli miizik
kltiird igerisinde s6zli pesrev geleneginin de varlik gosterdigini ortaya koymaktadir. Yazar, 17. yiizyil baglarindan 19.
yiizyil sonlarina uzanan Ibrani kutsal miizik yazmalarinda Ttiirk makamlari, usulleri ve miizik formlarinin kullanimina
iliskin 6nemli veriler bulundugunu belirtmekte; 6zellikle sinagoglarda ¢algr kullanimina yénelik dinsel sinirlamalarin,
calgisal repertuvarin sozlii bigimlere uyarlanmasinda etkili oldugunu ileri stirmektedir. Seroussi’nin inceledigi
kaynaklarda pegrevlerin Ibrani siirleriyle iliskilendirildigi, bazi 6rneklerin mevcut Tirk pesrevlerinin melodileri tizerine
yeni sozlerin uygulanmasiyla meydana geldigi, bazilarinin ise 6zgtin vokal besteler niteligi tagidigs gorilmektedir.
Makalede 6zellikle Rabbi Israel Najara ve onun takipgilerinin repertuvari tizerinden bu uygulamanin 17. ve 18.
yiizyillardaki gelisimi izlenmekte; Abraham Ariyas’a ait Muhayyer makamindaki vokal pesrev 6rneginin bes hane ve
haneleri birbirinden ayiran teslimden olustugu gosterilmektedir. Eserin nota 6rnegi de bu hane—teslim kurulusunu
acik bi¢imde ortaya koymaktadir. Seroussi, ulastigr veriler dogrultusunda vokal pesrevi en azindan 17. yiizyil
baglarindan itibaren Osmanli Ibrani geleneginde goriilen karakteristik bir olgu olarak degerlendirmekte ve bunun
Osmanli klasik miiziginin daha genis vokal pesrev pratigiyle iligkili olabilecegini tartigmaktadir.

Olley (2017) Rbythmic Augmentation and the Transformation of the Ottoman Pesrev, 18th-19th Centuries adli
¢aligmasinda Osmanli pesrev repertuvarinin 18. ve 19. yiizyillar arasindaki déntigiimiini, farklt dénemlere ait nota
kaynaklarinda yer alan ayni eserlerin kargilagtirilmast yoluyla incelemistir. Arasurmada Kantemiroglu ve Kevseri
koleksiyonlarinin yant sira 19. yiizyilin ilk yarisina tarihlenen Y 203-1 numarali Hamparsum nota koleksiyonu
kullanilmig; boylelikle pesrevlerin tarihsel aktarim stirecindeki ritmik ve melodik degisimleri degerlendirilmistir.
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Judith I. Haug, Ottoman and European Music in Ali Ufki’s Compendium, MS Turc 292: Analysis, Interpretation,
Cultural Context adli calismasinda pegrev repertuvarint tiir, bigim, makam, usul ve tarihsel aktarim agisindan ele almig;
yazmada dogrudan “Pegrev” bagligi tagtyan kirk eser bulundugunu tespit etmigtir. Haug, Kantemiroglu’nun pegsrevleri
bi¢imsel agidan ti¢ hane ve miildzimeli, Gi¢ haneli fakat milazimesiz, d6rt haneli ve zeylli olmak tizere farklt yapilarda
siniflandirdigini ve bu yapilarin Ali Ufki’nin koleksiyonunda da karsiliklarinin bulundugunu gostermektedir. Bunun
yaninda Ali Ufki, Kantemiroglu ve Kevseri kaynaklarinin kargilastrilmasi, pesrevlerin melodik yorumlarinda bazi
farkliliklar bulunmasina ragmen eserlerin temel yapilarinin biyiik 6l¢tide korundugunu ortaya koymakta; 17-18.
yiizyll kaynaklarinda gériilen hane-miilazime iligkisi, makam ve usul kullanimi gibi 6zelliklerin pesrev geleneginin
tarihsel devamliligini incelemek agisindan 6nemli veriler sundugunu gostermektedir. Ayrica sonraki aragtirmalarda Ali
Ufki’nin notalar1 tarihsel kargilagtirmalar i¢in temel kaynaklardan biri olarak kullanilmig; Walter Feldman, Itri’ye ait
bir pesrevi Ali Ufki’nin kaynaklarinin sagladigt kuramsal ve tarihsel baglam icerisinde analiz etmistir.

Demir (2017), Osmanli-Sefarad miizik kiiltiirintin bir Griinii olan Maftirim gelenegini tarihsel, etnografik ve
analitik yontemlerle inceleyerek gliniimiize ulagan 63 eseri makam, usul ve form &zellikleri bakimindan
degerlendirmistir. Arasurmada Maftirim repertuvarinin Osmanli fasil gelenegiyle giiclt bigimde iligkili oldugu;
repertuvarda kir, beste, semai ve sarkinin yani sira pesrev ve pesrev semai olarak siniflandirilan sézlii eserlerin de
bulundugu tespit edilmigtir. Demir, Osmanlt makam miiziginde genellikle ¢algisal bir form olarak tanimlanan pegrevin
Maftirim repertuvarinda sozlii bir bigimde kullanildigina dikkat gekmekte ve bu doniigtimii sinagoglarda galgisal miizik
icrasina yonelik dinsel yasaklarla iligkilendirmektedir. Buna gére Yahudi miizikgilerin Osmanli miziginden
benimsedikleri calgssal tiirleri dinsel icra ortamina tagimast, mevcut melodilere Ibranice metinlerin uyarlanmast ve sézli
pesrev 6rneklerinin ortaya ¢ikmasiyla sonuglanmugtir. Calismada incelenen 63 eser arasinda Segih, Hicaz Hiimayun,
Nihavend, Isfahan, Cargih, Diigih, Hiiseyni, Acem, Mahur ve Ussak gibi farkli makamlarda pesrev veya pesrev semai
orneklerinin bulunmast, sézli pesrev uygulamasinin repertuvarda tekil bir 6rnekle sinirli olmadigini géstermektedir.
Demir sonug olarak 17. ytizy1l baglarindan 19. ytizyil sonlarina uzanan Ibrani kaynaklarinin Osmanli makam, usul ve
bi¢imlerinin Yahudi dini siirlerinin icrasinda kullanildigina iliskin 6nemli veriler sundugunu ve bu kiiltiirel etkilesim
icerisinde ¢algisal pesrevin de s6zlii bir icra bigimine déntistigiint belirtmektedir.

Aragtirmanin ana bagvuru kaynaklarindan olan ¢aligmalar pesrev tiirinti hem tarihsel olarak ele almakta hem de
dontigiim stireglerini 6rnekler baglaminda ele almigtir. Literatiirde sozlii pesrev uygulamalarina iligkin tarihsel 6rnekler
ortaya konmus olmakla birlikte, Ttirk miizigi repertuvarinda mevcut bir ¢algisal pesreve yeni sozel malzemenin
giydirildigi modern bir icra 6rneginin kaynak nota ile kargilagtirmalt miizikal analizine odaklanan ¢aligmalarin sinirl
oldugu goriilmektedir. Bu ¢aligmalardan konumuzla birincil olarak baglantli olanlar: Seroussi ve Demir’in
aragtirmalaridir. Bu iki galisma 6zellikle Osmanli-Yahudi gelenegindeki sozlii pegrevlerin varligindan bahsetmekte ve
ornekleriyle ortaya koymaktadir. Bu baglamda Tiirk miizigi repertuarinda Karaca tarafindan soz giydirilmis olan Bayati
pesrevi somut bir 6rnek teskil etmektedir. Bu nedenle ¢aligmamiz Tiirk miziginde séz giydirilmis pesrev uygulamasini
orneklendiren ve miizikal olarak analiz eden ¢aligma olmast hasebiyle 6zgiin bir katki sunmaktadir.

TRT Pesrevi

Kani Karaca 6zel bir kayitta havrada yapilan baz ritiiellerde Yahudilerin Tiirk bestelerine Ibranice giifte giydirdiklerini
sdylemekte ve David Behar’dan gectigi Ibranice bir Hiizzam beste okumaktadir (URL-3). Karaca'nin Osmanli-Yahudi
miizik repertuvari ve bu repertuvardaki sozlii icra 6rnekleri hakkinda bilgi sahibi olduguna isaret etmektedir. Bununla
birlikte, TRT pesrevinin dogrudan bu uygulamadan hareketle olusturuldugunu gosteren agik bir veri
bulunmamaktadir. Buna kargin Karaca'nin mevcut bir pesrev melodisine TRT sanatgilarinin isimlerini yerlestirmesi,
tarihsel kaynaklarda kargilagilan mevcut ezgilere yeni s6zlerin giydirilmesi pratigiyle dikkat ¢ekici bir yapisal benzerlik

gostermektedir.
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Video 2. Kini Karaca - TRT Pegrevi (URL1)

Amag ve Problem Durumu
Bu ¢aligmanin amaci tarihsel siiregte s6zIii pesrevleri incelemek ve glintimiizdeki izdiigiimlerini ortaya koymakur. Bu
baglamda Kani Karaca’nin TRT radyo sanatgilarinin isim ve soyisimlerini giydirdigi Seyfettin Osmanoglu’nun Bayati
pesrevi caligmanin 6rneklemini tegkil etmektedir (URL-1). Calismanin problemini su sorular olugturmaktadir:
> KaniKaraca’nin TRT pesrevi icrasinda bayati pesrevinin hane ve miilazime yapisi ne él¢tide korunmaktadir?
> Kaynak eser ile Kani Karaca’nin icrasi arasinda hangi melodik ve ritmik degisiklikler bulunmaktadir?

» TRT sanatgilarinin isimleri pesrevin melodik-ritmik yapisina nasil yerlestirilmektedir?

Yontem

Bu aragtirma, nitel aragtirma yaklagimi ¢ergevesinde dokiiman incelemesi ve kargilagtirmali miizikal analiz yontemleri
kullanilarak ytriitiilmisgtiir. Nitel aragtirma deseninin tercih edilmesinin temel nedeni, ¢aligmanin tarihsel s6zli pegrev
uygulamalarini nicel olarak genellemekten ziyade, belirli bir tarihsel ve miizikal olgunun kaynaklar ve somut bir icra
ornegi izerinden ayrintili bigimde incelenmesini amaglamasidir. Aragtirmada tarihsel kaynaklarda yer alan s6zli pegrev
ve s6z giydirme uygulamalarina iliskin bilgiler dokiiman incelemesi yoluyla degerlendirilmig; Kani Karaca’nin “TRT
Pesrevi” icrast ise kaynak alman Seyfettin Osmanoglu’nun Bayati pegrevi ile karsilastirmali miizikal analiz yoluyla
incelenmigtir. Bu yaklagim, tarihsel kaynaklarda tanimlanan sozlii pesrev uygulamalari ile modern bir icra 6rnegi
arasinda dogrudan tarihsel stireklilik iddiast kurmadan, iki uygulama arasindaki yapisal ve icraya iliskin benzerliklerin
degerlendirilmesine olanak saglamaktadir.

Kargilastirmalt miizikal analiz kapsaminda kaynak nota ile Kani Karaca’nin icras;; hane-miilazime organizasyonu,
melodik yapinin korunma/degisme durumu, melodik ¢esitlemeler, stislemeler, ses ekleme ve ¢ikarmalar, bélim
kisaltmalar1 ve séz-melodi iligkisi bakimindan kargilagtirilmigtir. Bu meyanda 6ncelikle Clineyt Orhon’un argivinden
(URL-2) alman Bayati pesrevi ve Karaca’nin kaydi Sibelius 8 adli nota yazim programiyla notaya alinmistir. Nota
ornekleri ikili porte gosterimiyle kargilagtirmalr olarak gosterilmistir. Aragtirmada Karaca’nin Bayati pegreve isim

giydirirken’ uyguladigi miizikal yaklagim su sekilde siniflandirilmigtir: A: ses ekleme, B: ses ¢ikarma, C: melodik

? Giydirme miizik eserlerinde cogunlukla makam, usul ve melodi ayni sekilde goriilmektedir. Bazen usul ve melodik ydnden degisiklik olabilir (Uslu, 2012: 152).
Miizikolojik agidan giydirme miizik eseri kimi aragtrmacilar tarafindan miistakil bir yarat: sayilmamakla beraber bazt aragtirmacilar bu tiretimleri orijinal beste
olarak gdrmektedir (Kaemmer, 1993: 45). Ozellikle asiklik geleneginde yaygin olan giydirme eserler sz varlig agisindan ele alindiginda orijinal bir yapiya sahip
olarak degerlendirilebilir. Bununla beraber giiniimiizde miizik alanindaki telif hakkr hukuku bakimindan hala tarugmalidir.
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degisim, D: stisleme ve E: ritmik degisim ve ¢esitleme. Bu dogrultuda A ve B maddesi motiflerde yapilan bir ya da birkag
nota ekleme-¢ikarmayi ifade etmektedir. C maddesi perde ekleme ya da ¢ikarmadan ziyade kaynak ezginin melodik
hattinda gergeklesen belirgin farkliliga kargilik gelmektedir. D maddesi motif ya da melodik yapida yapilan ¢arpma, tril
gibi uygulamalari ve E maddesi ise perde organizasyonundan bagimsiz olarak siireleri, senkop, boliimle/birlesme vb.
ritmik miidahaleleri ifade etmektedir. Biittiin bu tespitler kapsaminda analiz edilen nota tizerinde uygulamalar harflerle
gosterilmis ve yapilan degisimler ortaya konmusgtur. Bu ¢ergevede pesreve uygulanan isim giydirmelerin melodik yapida

nasil uygulandigr incelenmistir.

Analiz ve Bulgular
Bu boliimde Orhon’un arsivinden alinan Bayati pegrev ile Karaca’nin isim giydirdigi pesrev iki porteli yazim sekliyle
orneklendirilmis, analiz ve bulgular ortaya konmugtur. Analiz ve tespitlerde Karaca’nin yaptigs ses ekleme, ses ¢ikarma,

melodik degisim, stisleme, ritmik degisim ve ¢esitleme uygulamalart tespit edilmis ve nota tizerinde gosterilmistir.
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Figiir 1. Bayati pesrev birinci hane

Figiir 1’de gortldugt gibi Karaca pesrevin birinci hanesinde melodik yapiyr ¢ogunlukla korumugtur. Bununla
beraber birinci 6l¢tide melodik ve ritmik degisim uygulanmigtir. Dérdiincii 6lgtide melodik yapiya hiiseyni (mi) perdesi
eklenmistir. On birinci dl¢tide segdh (bir komalik si bemol) perdesi ¢ikarilmis ve neva perdesi eklenerek siisleme
yapilmistir. On birinci ve on ikinci 6lgiiler arasinda iki sekizlik nota baglanarak senkop uygulanmustir. Yine on ikinci
olctide segih notasiyla stisleme yapilmisur. On dérdiincii Slgiide ismin hecesine uygun sekilde diigih perdesi
eklenmistir. On beginci 6lgiide rast perdesi ¢ikarilmig ve neva-hiiseyni perdeleriyle ritmik degisim ve gesitlemeler

kurgulanmigtir.
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Figiir 2. Bayati pegrev miilazime

Figiir 2’de goriildigt gibi Karaca pegrevin miilazime bolimiinii geleneksel pesrevdeki gibi kullanmig ve her
haneden sonra tekrar etmistir. Bununla beraber Karaca melodik yapiy: birkag ¢esitleme disinda korumakla beraber
miilazimenin tekrarlarinda isimleri degistirmistir. Bu baglamda on sekizinci 6l¢tide hiiseyni perdesi eklenmis ve ritmik
degisim yapilmustir. On dokuzuncu 6l¢iiniin sonunda senkop yapist kaldirilmig ve yirminci 6l¢tide ¢argih ve neva
perdeleri eklemlenmigtir. Yirmi ti¢tincii 6l¢tide diigdh perdesi kaldirilmig ve gerdaniye perdesiyle siisleme yapilarak
hiiseyni ve neva perdeleri eklenerek ritmik yap1 degistirilmis ve ¢esitlenmistir.

Bu bulgu Feldman’in smniflandirmast agisindan degerlendirildiginde, Karaca’nin séz giydirme uygulamasinin
pesrevin bi¢imsel kurulugunu degistirmedigi goriilmektedir. Bagka bir ifadeyle sézel malzeme ve yer yer melodik-ritmik
ayrintilar degismesine ragmen, hane-miilazime déntigiimiine dayanan bigimsel iskelet korunmaktadir. Ozellikle
miilazimenin her haneden sonra tekrar edilmesi, Karaca’nin icrasinin kaynak eserin dért hane + miilazime
organizasyonunu stirdiirdiigiint gostermektedir. Buna kargilik miilazimenin her tekrarinda farkl sanatg1 isimlerinin
kullanilmasi, sabit bi¢imsel ve melodik islevin degisken sozel malzemeyle yeniden gergeklestirilmesine olanak

saglamaktadir.
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Figiir 3. Bayati pesrev ikinci hane

Figiir 3’te goruldiigii gibi otuz altinci 6lgiide argih perdesi eklenmistir. Kirkinei 6lgtide ismin hecesi dogrultusunda
digih perdesinin ¢iftlendigi goriilmektedir. Kirk dordiincti 6lgtide hiiseyni perdesiyle ritmik degisim ve ¢esitleme

yapilmustir. Kirk yedinci 6lgiide neva perdesi kaldirilmig ve neva, ¢argih, segih perdeleriyle melodi ¢esitlenmistir.
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Figiir 4. Bayati pesrev ticlincii hane

Figiir 4’te goriildiigii gibi elli beginci 6l¢tide neva ve acem notalart gikarilmig ve ritmik yapr sadelestirilmigtir. Elli
sekizinci olctide gerdaniye perdesi eklenmis ve stisleme yapilmugtir. Altmiginer lgtide acem ve hiiseyni perdeleri
melodik yapida ¢arpma notalar olarak kullanilmugtir. Altmig tGigtincti 6l¢tide hiiseyni perdesi eklenmis ve ritmik yap:

¢esitlenmigtir. Alemig birinci 6l¢tide yine diigah perdesi eklenmis ve ritmik yap1 degistirilmistir.
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Figiir 5. Bayati pesrev dordiincii hane

Figtir S’te goriildiigii gibi kaynak nota ile Karaca'nin icrasi arasinda belirgin melodik farkliliklar ve kisaltmalar tespit
edilmigtir; ancak bu degisikliklerin s6z giydirme gereksiniminden kaynaklanip kaynaklanmadigt mevcut veriyle
belirlenememektedir. Bununla beraber altmig alt ile altmig dokuzuncu 6lgiilerdeki melodik yap: kaynak notadan
belirgin bigimde farklilasmaktadir. Ardindan yetmis ile yetmis ti¢tincti Slgiilerde perde ekleme, ¢ikarma ve riemik
¢esitlemelerle melodik kurgu degistirilmistir. Yetmis dérdiincii 6l¢tintin bagindaki melodik yap1 ayni olmakla beraber
yetmis besinci 6l¢iintin sonundan yetmis altiya kadar kurgulanan melodi referans notadan farklidir. Ayrica Karaca
tarafindan pegrevin son dort Sl¢iisti ¢ikarilmigtir. Bu uygulamanin neden yapildigi bilinmemekle birlikte pesrevin son
hanesinin isim giydirme sirasinda oldukga degistigi aciktir. Pegrevin analizi tablo halinde su sekilde gosterilebilir (Tablo

1).

Tablo 1. Kani Karaca’nin TRT pegrevi icrasinda tespit edilen melodik ve ritmik degisimler

Boliim Olgii Kaynak nota—Karaca icrasi Kod Degisim tiirii Degisimi
arasindaki degisim Gergeklestigi
Isim/ Soyisim
1. Hane 1 Kaynak melodide degisiklik C-E Melodik degisim + ritmik | Inaltekin
yapilmig ve ritmik yapt degisim/gesitleme
cesitlendirilmigtir.
1. Hane 4 Melodik yaptya Hiiseyni perdesi | A Ses ekleme Alisenozan
eklenmistir.
1. Hane 11 Segih perdesi ¢ikarilmug; Neva A-B-D | Sesekleme + ses ¢ctkarma Bekir
perdesi eklenerek stisleme + stisleme
yapilmigtir.
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1. Hane 11-12 | Iki sekizlik nota baglanarak E Ritmik degisim/gesitleme | Sezgin
senkop uygulanmigtir.
1. Hane 12 Segih perdesiyle stisleme D Stisleme Sagyagar
yapilmigtir.
1. Hane 14 Ismin hecesine uyum saglamak A Ses ekleme Riza
amaciyla Digih perdesi
eklenmistir.
1. Hane 15 Rast perdesi ¢ikarilmug; Neva- A-B-E | Sesckleme +ses¢ikarma | Nevzat Atlig
Hiseyni perdeleriyle ritmik yap: + ritmik degisim
degistirilip gesitlendirilmistir.
1. Hane 16 Diigah perdesi eklenmis ve ritmik | A-E Ses ekleme + ritmik Alaeddin
yapi1 degistirilmigtir degisim
Miilazime 18 Hiiseyni perdesi eklenmis ve A-E Ses ekleme + ritmik Melahat
ritmik degisiklik yapilmigtir. degisim
Miilazime 19 Olgii sonundaki senkop E Ritmik degisim Cayrly, Aytag
kaldirimigtir. Ergen, Yiikselkip,
Akif Oziigen
Miilazime 20 Cargah ve Neva perdeleri A Ses ekleme Yildirim Bekgi
eklenmistir.
Miilazime 23 Diigah ¢ikarilmug; Gerdaniye ile A-B- Ses ekleme + ses ¢ikarma Iclal Eroglu
stisleme yapilmis, Hiiseyni ve D-E + stisleme + ritmik
Neva eklenmis ve ritmik yap: degisim
cesitlendirilmigtir.
Miilazime 25 Neva perdesi eklenmis ve ritmik A-E Ses ekleme ritmik degisim | Celebi
yapi gesitlendirilmigtir.
Miilazime 26 Cargah perdesi eklenmis ve ritmik | A-E Ses ekleme ritmik degisim | Cemile
yapi gesitlendirilmigtir.
2. Hane 36 Cargah perdesi eklenmistir. A Ses ekleme Ozkanlt
2. Hane 40 Ismin hecesine uyum saglamak A Ses ekleme Kani
tizere Diigih perdesi ¢iftlenmistir.
2. Hane 44 Hiseyni perdesi kullanilarak A-E Ses ekleme + ritmik Ozgen
ritmik degisim ve gesitleme degisim/gesitleme
yapilmigtir.
2. Hane 47 Neva ¢ikarilmug; Neva, Cargdhve | A-B-E | Ses ekleme + ses ¢cikarma Ekrem Vural
Segih perdeleriyle melodik yap: + ritmik
cesitlendirilmigtir. degisim/gesitleme
2. Hane 48 Diigah perdesi eklenmis ve ritmik | A-E Ses ekleme + ritmik Ali
yapi degistirilmigtir degisim
3. Hane 55 Neva ve Acem perdeleri ¢ikarilmig | B-E Ses gikarma + ritmik Akstit
ve ritmik yapi sadelegtirilmistir. degisim
3.Hane 58 Gerdaniye perdesi eklenmis ve A-D Ses ekleme + siisleme Korur
siisleme yapilmigtir.
3. Hane 60 Acem ve Hiiseyni perdeleri D Siisleme Tarik Kip
carpma notalar olarak
kullanilmigtir.
3. Hane 61 Diigah perdesi eklenmis ve ritmik | A-E Ses ekleme + ritmik Selahattin
yapi degistirilmigtir. degisim
3. Hane 63 Hiiseyni perdesi eklenmis ve A-E Ses ekleme + ritmik Erkdse
ritmik yapi gesitlendirilmigtir. degisim/gesitleme
4. Hane 66-69 | Kaynak eserdeki melodik yap1 C Melodik degisim Baki Kemanc,
belirgin bicimde degistirilmistir. Fevzi Iptag,
Demir Karabas,
Ahmet Kusgdz
4. Hane 70-73 | Perde ekleme ve ¢ikarmalarla A-B- Ses ekleme + ses cikarma | Ismail Oytun,
birlikte ritmik cesitlemeler C-E + melodik degisim + Ugur Oluk,
uygulanarak melodik kurgu ritmik degisim Varol $ar, Ozcan
degistirilmigtir. Kokut
4. Hane 75-76 | Kaynak notadan farkli bir C Melodik degisim Aydogdu, Aslan
melodik yap1 kullanilmugtr. Hepgiir,
Selahattin
Alunbag
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4. Hane Son4 | Kaynak eserin son dort 6l¢iisit B Bolim/nota ¢ikarma
Sleti Karaca’nin icrasinda
kullandmamigtir.

Tablo 1 incelendiginde Kani Karaca’nin séz giydirme uygulamasinin kaynak pesrevin melodik yapisini biitiintiyle
dontigtiirmekten ¢ok, yerel diizeyde ses ekleme ve ¢ikarma, siisleme ve ritmik gesitlemeler yoluyla gerceklestirildigi
goriilmektedir. Birinci, ikinci ve tglincii hanelerde degisikliklerin ¢ogunlukla A, B, D ve E kategorilerinde
yogunlagmasi, kaynak melodinin ana hatlarinin korundugunu géstermektedir. Buna kargsilik dérdiincii hanede C
kategorisindeki melodik degisimlerin belirginlesmesi ve béliimiin son dért l¢tistintin icra edilmemesi, s6z konusu
hanenin kaynak yapidan diger béliimlere kiyasla daha fazla uzaklasugint géstermektedir. Miilazimede ise melodik ve
ritmik ayrinularda degisiklikler bulunmasina ragmen bélimiin her haneden sonra tekrarlanmasi, pegrevin temel

bi¢imsel islevinin korundugunu ortaya koymaktadir.

Sonug
Bu ¢alismada pesrev tiiriiniin tarihsel siire¢ icerisindeki gelisimi, Walter Feldman’in Osmanli ¢algi miizigine iliskin

¢alismalari bagta olmak tizere tarihsel ve glincel aragtirmalar dogrultusunda ele alinmug; pesrevin yalnizca ¢algisal bir tiir
olarak degerlendirilmesini agan s6zlii icra pratikleri incelenmistir. Tarihsel kaynaklar, pesrevin farkli donem ve kiiltiirel
cevrelerde insan sesiyle icra edilebildigini ve bu uygulamanin farkli bigimlerde ortaya ¢iktigini gostermektedir.
Abdiilkadir Meragi’nin pishrowun beyitsiz icrasina iligkin aktarimi, 16. ytizyil kaynaklarinda terenniim hecelerine
dayali sozlii pesrev 6rneklerinin bulunmast ve Ali Ufki’nin pesrevin “tennenen” benzeri hecelerle séylenebildigine
iliskin kayds, pesrev ezgisinin vokal icrasinin tarihsel gegmisine isaret etmektedir.

Osmanli-Yahudi muzik geleneginde kargilagilan 6rnekler ise szl pesrev olgusunun farkli bir boyutunu ortaya
koymaktadir. Sinagoglarda saz kullanimma iligkin sinirlamalar sonucunda sézlii icra edilmek tizere pesrevler
olusturulmasinin yani sira, daha 6nceden bestelenmis Tirk pesrevlerine yeni sozlerin giydirildigi &rneklerin
bulunmasi, ¢algisal bir kompozisyonun s6zel malzemeyle yeniden islenebilecegini gostermektedir. Bununla birlikte bu
uygulamalarin daha eski sozlii pesrev geleneginin kesintisiz devami mi, yoksa ¢algisal pesrevden hareketle meydana
gelen ikincil bir gelisme mi oldugu kesin olarak belirlenememektedir.

Caligmanin gtincel 6rnegini olusturan Kani Karaca’nin “TRT Pegrevi” icras, s6z konusu tarihsel uygulamalarla
kargilagtrildiginda dikkat cekici benzerlikler géstermektedir. Karaca’nin Osmanli-Yahudi miizik geleneginde Tirk
bestelerine Ibranice giifte giydirildigine iliskin bilgi sahibi olmas: ve David Behar’dan 6grendigi Ibranice bir eseri
seslendirmesi, onun bu tiir bir s6z giydirme pratigine agina oldugunu géstermektedir. Bununla birlikte TRT pesrevinin
dogrudan bu gelenekten hareketle meydana getirildigini ortaya koyabilecek bir veri bulunmadigindan, iki uygulama
arasinda dogrudan bir tarihsel stireklilik iligkisi kurmak yerine yapisal ve islevsel bir benzerlikten s6z etmek daha uygun
goriinmektedir.

Seyfettin Osmanoglu’nun Bayati pesrevi ile Kani Karaca’nin icrasinin kargilastirmali miizikal analizi, Karaca’nin
mevcut ¢algisal kompozisyonun bi¢imsel ve melodik 6zelliklerini bityiik 6l¢iide korudugunu ortaya koymustur. Birinci
hanede ana melodik yap1 korunurken sinirlt melodik gesitlemelere ve bazt seslerin kullanilmamasina rastlanmugtir.
Miilazimenin her haneden sonra tekrar edilmesiyle pesrev igerisindeki geleneksel olarak her haneden sonra tekrar eden
islevi stirdtiriilmiig; buna karsilik mailazimenin tekrarlarinda farkli sanatgi isimlerinin kullanilmastyla sabit melodik yap1
degisken sozel icerikle yeniden ele alinmistir. Ikinci ve tiglincii hanelerde de kisa ¢esitlemeler ve siislemeler disinda
kaynak alinan melodik yapinin biiytik 6l¢iide korundugu belirlenmigtir. Buna kargilik dérdiincii hanede melodinin
daha belirgin bigimde déntgttrildigt ve bolimiin kisaluldigr tespit edilmistir. Dérdtincti hane diginda pegrevin
bitiintinde melodik yapr siirdiiriilmekle birlikte, yerlestirilen hecelere gore kimi zaman nota ¢ikarma ve eklemeleri
yapilmigtir. Bu uygulamanin bilingli sekilde yapildigi séylenemese de referans alinan notaya gére melodik
organizasyonda ufak degisimlere yol agmigtir.

Analiz sonucunda TRT sanatgilarinin isimlerinin pesrev melodisine agirlikli olarak hecesel bir anlayisla giydirildigi,
boylece s6zel malzemenin mevcut melodik yapr icerisinde islevsel héle getirildigi goriilmiistiir. Karaca’nin icrasinda
melodik yapmnin biitiniiyle s6zlere gore yeniden kurulmasi yerine, pesrevin temel melodik ve bi¢imsel kimliginin
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korunmast ve gerekli noktalarda cesitleme, kisaltma ve melodik uyarlamalara bagvurulmasi dikkat ¢ekmektedir. Bu
yoniiyle TRT Pesrevi, yeni bestelenmis bagimsiz bir sézlii pesrevden ziyade, mevcut bir ¢algisal pesrevin sézel malzeme
araciligiyla s6zli olarak yeniden yorumlanmast niteligindedir.

Sonug olarak Kani Karaca’nin TRT pegsrevinin tarihsel szl pesrev geleneginin dogrudan devami oldugu ileri
stiriilemese de mevcut bir calgisal pesrev ezgisinin vokal hile getirilmesi ve bu ezgiye yeni s6zel unsurlarin giydirilmesi
bakimindan tarihsel 6rneklerle ortak bir icra mekanizmasina sahip oldugu séylenebilir. Tarihsel kaynaklarda terenniim
heceleri, dini metinler veya sonradan giydirilmis sozlerle kargilagilan bu yaklagim, Kani Karaca 6rneginde TRT
sanatgilarinin isimlerinin kullanildigr mizahi ve giincel bir igerikle yeniden ortaya ¢ikmaktadir. Dolayisiyla TRT
pesrevi, sozli pesrev olgusunun dogrudan tarihsel devamindan ¢ok, tarihsel kaynaklarda farkli bigimleri goriilen pegrevi

sozellestirme pratiginin modern dénemdeki 6zgiin bir izdligtimii olarak degerlendirilebilir.
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Soce

Pegrev is one of the fundamental genres of Ottoman-Turkish music that has undergone formal and
functional transformations throughout its historical development. Although it is predominantly
defined today as an instrumental form, historical sources indicate that the pesrev was also performed
vocally in different periods and cultural contexts. This study aims to examine the vocal pesrev
practices documented in historical sources within the framework of Walter Feldman’s assessments
and to evaluate a contemporary reflection of these practices through Kani Karaca’s performance of
the “TRT pesrevi.” The sample of the study consists of Kani Karaca’s performance in which he
places the first and last names of TRT artists over the melodic structure of Seyfettin Osmanoglu’s
Bayati pesrev. Document analysis and comparative musical analysis methods were employed. The
source notation and Kani Karaca’s performance were compared in terms of hane-miilazime
organization, preservation and alteration of the melodic structure, note additions and omissions,
ornamentation, rhythmic variations, and sectional abbreviations. The analysis revealed that Karaca
largely preserved the formal and melodic characteristics of the pesrev; employed limited melodic and
rhythmic variations in the first, second, and third hanes; and introduced more pronounced melodic
changes and sectional abbreviation in the fourth hane. Based on these findings, the study does not
claim that the TRT pegrevi represents a direct continuation of the historical vocal pesrev tradition.
Rather, it concludes that it shares a common performance mechanism with historical vocal pesrev
and text-setting practices in terms of transforming an existing instrumental pegrev into a vocal
performance and placing new verbal elements onto its melody. In this context, Kani Karaca’s
performance is evaluated as a distinctive modern reflection of the vocal pesrev practice.
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Introduction

For many years, research on Ottoman music history focused predominantly on composers’ biographies, makam

theory, and the vocal repertoire, whereas the historical development and formal transformation of instrumental music

forms received comparatively limited scholarly attention. Yet the pesrev is not only one of the most deeply rooted

instrumental forms of Ottoman-Turkish music, but also a fundamental musical structure that makes it possible to

trace the historical development of makam conception, usul organization, compositional aesthetics, and performance

practice. Particularly when the repertoire extending from the fifteenth to the nineteenth century is considered, the

transformation undergone by the form should be regarded not merely as a formal change, but as a historical process

reflecting the aesthetic orientations of Ottoman musical culture.
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A significant portion of the earlier studies on the pesrev was primarily concerned with explaining the formal
characteristics of the contemporary repertoire or defining the general structure of these forms for educational
purposes. Consequently, the origins of the pesrev, its relationship with Iranian and Central Asian musical traditions,
its development before the seventeenth century, and processes of repertoire transmission remained insufficiently
explained for a considerable period.

Over the last forty years, philological studies in Ottoman musicology, the publication of manuscript collections,
and the re-examination of historical notation collections have contributed significantly to filling this gap. Walter
Feldman’s Music of the Ottoman Court proposes a comprehensive model for the development of Ottoman
instrumental music through a comparative evaluation of Cantemir, Ali Ufki, and other historical sources.

One of the most important features distinguishing Feldman’s approach from previous research is that he treats
pesrevs not merely as formal patterns, but as musical documents through which historical change can be traced.
Accordingly, pesrevs are examined by dividing them into historical periods, while changes in usul, seyir, makam
organization, and compositional techniques are evaluated within their historical contexts. Feldman also provides
sources indicating that pesrevs were performed not only as instrumental works but also vocally throughout history.
Evidence of vocal pesrev performance can be found from the thirteenth century onward. In particular, sources indicate
that pegrevs forming part of Jewish religious fasil practice were composed vocally because of prohibitions on
instrumental performance. In this context, vocal pesrevs were both newly composed and performed by setting words
to previously composed pesrevs.

The historical development and formal characteristics of the pesrev, as well as its position within Ottoman
instrumental music, have been addressed in various studies; Walter Feldman’s research, in particular, has contributed
significantly to understanding the historical transformation of the pesrev repertoire. Historical sources also
demonstrate that the pesrev was not exclusively an instrumental genre: it could be performed vocally with terenniim
syllables or various texts, and in some cases words were subsequently set to existing instrumental pegrevs. Nevertheless,
the phenomenon of the vocal pesrev has largely been examined through historical sources and repertoire examples,
while its relationship with similar performance practices emerging in the modern period has received limited attention.
In particular, there appears to be a gap concerning the detailed and comparative musical analysis of a modern
performance in which the melodic and formal structure of an existing instrumental pegrev is preserved while new
verbal elements are added to transform it into a vocal performance.

This study addresses this gap through Kani Karaca’s performance of the “TRT Pegrevi.” The original contribution
of the study lies not in claiming a direct and uninterrupted historical continuity between historical examples of vocal
pesrev and a modern performance, but rather in investigating the common performance or production practice
observed in the two applications. Accordingly, the source notation of Seyfettin Osmanoglu’s Bayati pesrev is compared
with Karaca’s performance in terms of hane-milazime organization, preservation and alteration of the melodic
structure, note additions and omissions, ornamentation, rhythmic variations, sectional abbreviations, and the
relationship between text and melody. This comparison enables the musical transformations resulting from the text-
setting process to be demonstrated concretely.

In this respect, the study opens a new field for evaluating historically documented vocal pesrev and text-setting
practices through contemporary performance practice, while also documenting, through musicological analysis, a
distinctive example such as Kani Karaca’s “TRT Pegsrevi,” which emerged within an oral culture and performance
environment. Thus, the study contributes to understanding the pesrev not merely as a historical instrumental form,
but as a dynamic field of performance that can be reworked, vocalized, and associated with new verbal content in
different periods.

The aim of this study is to examine the vocal pesrev practices documented in historical sources within the
framework of Walter Feldman’s assessments and to reveal, through comparative musical analysis, the formal, melodic,

and rhythmic characteristics of the text-setting of an existing instrumental pegrev in Kani Karaca’s performance of the
“TRT Pegrevi.”
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The origin and historical development of the pesrev
As one of the most deeply rooted forms of Ottoman instrumental music and one displaying particularly strong

historical continuity, the pesrev is important not only as an opening form in classical Turkish music but also as a
musical genre reflecting the historical relationships among Central Asian, Iranian, and Ottoman musical cultures. In
Music of the Ottoman Court, Walter Feldman treats the pesrev as one of the most important instrumental repertoires
traceable from the eighteenth century to the present and emphasizes that the collections of Ali Ufki, Cantemir, and
Kevseri make it possible to follow this development (Feldman, 2024, pp. 309-321).

According to Feldman, the pesrev is not merely a particular formal scheme but one of the fundamental indicators
through which the historical transformation of Ottoman musical culture can be understood. Although the early vocal
repertoire was transmitted largely through oral tradition, the notation of the pesrev repertoire makes it possible to trace
the historical development of the genre (Feldman, 2024, pp. 309-314).

The origins of the pesrev are not confined to the Ottoman court. Feldman traces the roots of the genre to Timurid
and Iranian musical cultures and argues that the pishrow tradition acquired new aesthetic characteristics in the
Ottoman sphere and developed into the pesrev (Feldman, 2024, pp. 314-320).

Derived from the Persian term pish-rav (“one who goes ahead”), pishrow is a historical concept also found in the
works of Safiyyiiddin Urmevi and Abdiilkadir Mer4gi. Drawing on Merigi’s explanations, Feldman notes that early
pishrows may not have been exclusively instrumental works but could also have been semi-vocal compositions
performed with terenntim syllables (Feldman, 2024, pp. 314-318).

According to Walter Feldman, although the Ottoman pegrev directly continued the pzshrow form inherited from
the Iranian-Timurid tradition during the fifteenth and sixteenth centuries, from the seventeenth century onward it
acquired distinctive formal characteristics within Ottoman musical culture and developed into an independent
compositional genre. This transformation was not merely terminological; it also represented the emergence of a new
aesthetic approach in terms of makam conception, usul organization, and melodic structure. Feldman therefore
regards the Ottoman pesrev not simply as an extension of the Iranian tradition but as one of the most characteristic
products of Ottoman compositional aesthetics.

Based on the information provided by Cantemir, Feldman states that the basic structure of the seventeenth-century
Ottoman pegrev consisted of the serbane, second and third hanes, with the milazime repeated between them. The
three-hane structure was the most common compositional model of the period, although some works also contained
a fourth hane or an additional section known specifically as the zey/. Particularly in pesrevs composed in the darb-1
feth usul, the zeyl became an obligatory element, with each section constructed over a single usul cycle. This
demonstrates that formal organization was governed by particular principles of rhythmic planning as well as melodic
organization (Feldman, 2024, pp. 328-330).

Feldman also draws attention to a different structure that Cantemir describes as the “pesrevs of Iranian musicians.”
In these pesrevs, the first hane also functions as the milazime, thereby producing a formal organization different from
that of the classical Ottoman pegrev. Nevertheless, traces of this tradition can also be observed in some Ottoman
pesrevs notated by Cantemir, indicating that strong interaction between Ottoman and Iranian compositional
approaches still existed in the seventeenth century (Feldman, 2024, pp. 328-330).

According to Feldman, one of the most remarkable characteristics of the Ottoman pegrev is its capacity to preserve
different historical layers within the same repertoire. Indeed, examination of works notated from the sixteenth century
onward shows that some pegsrevs retained formal characteristics of the Timurid tradition, whereas later works
increasingly displayed new melodic approaches specific to Ottoman makam aesthetics. The pesrev repertoire thus
became not merely a genre of instrumental music but also a historical document through which the development of
Ottoman music history can be traced (Feldman, 2024, pp. 330-333).

According to Feldman, from the late sixteenth century onward the pishrow acquired a new function within
Ottoman musical culture; by the seventeenth century, it had assumed a fully instrumental identity and become the

principal opening form of the fasil. The Ottoman pegrev thus ceased to be merely a continuation of the Iranian
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tradition and developed into an independent compositional genre characterized by its own understanding of usul,
seyir, and form (Feldman, 2024, pp. 321-327).

In the mid-eighteenth century, Charles Fonton noted that composing a pesrev was a particularly demanding task.
According to Fonton, a composer wishing to create a pesrev had to possess a thorough knowledge of the preceding
pesrev repertoire and strictly avoid plagiarism, since plagiarism in composition was not tolerated in makam music.
Moreover, usul represented the structural framework of the pesrev. Since, by the eighteenth century, pesrevs had
already been composed in virtually every usul, composers were required to create melodies unprecedented in terms of
musical phrases, coherence, and thematic material within their chosen usul (Fonton, 1987, p. 89; Aksoy, 1994, p. 108).
In light of Fonton’s observations, composing a pesrev in makam music was both a demanding process and an
important means through which a composer could demonstrate compositional mastery.

Periodization of the Turkish pesrev

One of Feldman’s most original contributions to the study of the Ottoman pesrev is his periodization of the repertoire
according to chronological and formal characteristics. According to Feldman, pesrevs underwent historical
development not only in relation to their composers but also in terms of the usuls employed, melodic organization,
approaches to modulation, and formal structure. The pesrev repertoire should therefore not be regarded as a uniform
form, but as the product of changing aesthetic conceptions over approximately two and a half centuries of
development (Feldman, 2024, pp. 331-333).

In establishing this periodization, Ali Utki Bey’s Mecmiia-i Siz # Soz, the notation collection of Kantemiroglu, and
the Kevseri Mecmuast are used as the principal sources. Feldman states that comparing these three collections makes it
possible to trace how the same work changed across different periods and to observe concretely the transformations in
Ottoman compositional practice (Feldman, 2024, pp. 331-335).Feldman also compares a sixteenth-century pesrev by
Nefiri Behram with similar examples from the Iranian repertoire, arguing that Iranian influence was strong during the
early period of the Ottoman pesrev but gradually gave way to Ottoman aesthetics from the seventeenth century
onward. Differences in makam usage, melodic flow, and phrase organization are regarded as the principal indicators
of this transformation (Feldman, 2024, pp. 333-335).According to Feldman, the structure of the pesrev genre in the

seventeenth century can be classified as follows (Table 1).

Table 1. Feldman’s classification of seventeenth-century pegrev structures (Feldman, 2024, p. 328)

(a) Three hanes and | (b) Three hanes, no | (c) Four | (d) Four hanes | (¢) Three hanes, miilizime and serbend (only
miilizime miilizime hanes and zeyl early seventeenth century)
hane I hane I (= miilazime) hane I hane I hane I
miilizime hane IT miildzime miildzime miildzime
hane IT hane I hane IT hane IT hane IT
miilizime hane III miildzime zeyl miildzime
hane III hane I hane III miildzime serbend
miildzime miilizime hane III

hane IV miildzime

miildzime hane IV

miilizime

As shown in Table 1, pesrevs in the seventeenth-century Ottoman period generally consisted of three hanes. In one
type of three-hane pesrev, the first hane also functioned as the miilizime. Another type consisted of three hanes, a
miildzime, and a serbend. A further type consisted of four hanes and a miildzime, while another included four hanes,
a miildzime, and an additional zeyl section. These structures demonstrate that the formal organization of the pesrev
changed over the course of its historical development. The structure prevalent today, however, corresponds to the
model consisting of four hanes and a miilizime.

This classification is employed in the present study not only to demonstrate the historical formal development of
the pesrev but also as an analytical reference for evaluating the formal organization of Kani Karaca’s “TRT Pegrevi”
performance. Among the different historical pesrev types identified by Feldman, the structure consisting of four hanes

and a miildzime corresponds to the pesrev organization that became widespread in later practice. Accordingly, the ways
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in which the hanes and miildzime are preserved, repeated, altered, or abbreviated in Karaca’s performance are examined
in order to determine the extent to which the practice of text-setting intervenes in the fundamental formal organization
of the pesrev. Feldman’s historical classification thus serves as a comparative analytical framework for the formal
analysis of the contemporary example examined in this study.

Vocal pesrevs

After the mid-eighteenth century, the pesrev was not the instrumental version of any vocal genre. In this respect, it
differs from the semai, the other composed genre of instrumental music, since the semai appears to have developed
from the vocal semai form. By contrast, from the beginning of the seventeenth century onward, it appears that
Ottoman Jews were the only musicians who composed pegsrevs specifically for vocal performance because instrumental
music was prohibited in synagogue worship (Seroussi, 1991). From the eighteenth century onward, these paraliturgical
gatherings held among Jewish communities in Ttirkiye resembled, musically if not sociologically, certain elements of
the Sufi orders’ dhikr al-hadra (“collective dhikr”) practice, particularly the seza traditions of the Mevlevi and
Bektashi dervishes (Seroussi, 1991, p. 1). In the nineteenth century, a repertoire consisting of Hebrew religious songs
performed in the same makam and organized in the manner of a fasil can be observed in Edirne and Istanbul. The vocal
taksim performed as a solo at the beginning of the fasil bears similarities to the Naat-1 Mevlana that precedes the
Mevlevi ayins composed by Itri. Like the Ottoman fasil, the Hebrew religious fasil also included such genres as pegrev,
several bestes, kir, sarki, and ytiriik semai. The vocal pegrev, however, functioned as an overture or opening piece
(Seroussi, 1991, p. 2). According to Seroussi, some vocal pesrevs found in seventeenth-century sources were created
not as original compositions but by setting words to pesrevs previously composed by Turkish composers (Seroussi,
1991, p. 2). Considering that phenomena similar to Hebrew vocal pesrevs also existed in Greek and Armenian
repertoires and that, as Najara indicates, pesrev titles included the opening phrases of texts (textual incipits), the
question of whether the pesrev was also a vocal form among the Turks during the formative period of Ottoman
classical music in the fifteenth and sixteenth centuries may cautiously be raised. Some evidence appears to support this
hypothesis.

Owen Wright identified vocal pesrevs in a lyric anthology that can be dated to the reign of Sultan Stileyman. These
vocal pesrevs contain no meaningful text; instead, they are based on meaningless syllables. According to Wright, this
repertoire was performed at the Ottoman court in the mid-sixteenth century, but it differs clearly from the Ottoman
repertoire of a century later. Further research on Jewish and Christian Ottoman traditions may contribute to clarifying
this issue (Wright, 1992; Seroussi, 1991, p. 4). According to Feldman, however, the transformation of the pegrev into
an entirely instrumental form in Ttrkiye was completed only in the early seventeenth century. Vocal pesrevs with
religious texts developed within the Ottoman synagogue tradition; nevertheless, it remains unclear whether this
represented a secondary development derived from the instrumental pesrev or an uninterrupted transformation of an
earlier vocal pesrev tradition. From the nineteenth century onward, the pesrev/sakil genre in Transoxiana was
performed exclusively instrumentally (Feldman, 2024, p. 316; Demir, 2017).

In the Sharb Mawlana Mubarak Shah, dated to 1375, the pishrow (pesrev) is regarded as equivalent to tarigah’
and is described as being performed without text; however, it is unclear whether this necessarily implies an entirely
instrumental performance (Jung, 1989, p. 141). Wright, who transcribed the early tariqah examples notated by Shirazi,
states that tariqahs could be transformed into sawt in order to be performed with words (Wright, 1978: 218). This
indicates that instrumental works within Turkish, Arab, and Persian musical traditions could be transformed into
vocal forms through the practice of setting words to pre-existing melodies. Indeed, given the predominance of oral
tradition in these cultural regions, such transformations may be regarded as a natural development within the processes
of musical transmission and performance.

Haug, who examined the manuscript Turc 292 in detail, states that folio 154a/26a refers to pesrevs being sung with
syllables and to the existence of different forms of ornamentation (Haug, 2019, p. 389). The partially damaged Italian

> During the Abbasid period (750-1258), the instrumental genre known as tariqah in Arabic, rah in Persian, or pishrow in Ottoman Turkish appears as an
instrumental version of the vocal genre known as sawt (Feldman, 2024: 314, 317).
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text reads as follows: “E sempre far diminutaion di gorga a strazzij e bona, a campanello non e grata. Cantando le parole
ma cantando vn Perchrew si, et allora si seruono del tennene” [“And while singing the words [...] it is always good to
make diminutions with the throat in the [...] manner; the ‘bell’ manner is not pleasing. But when singing a pesrev, this
[manner] is appropriate, and in that case they use tennenen”] (Haug, 2019, p. 389). In this passage, Ali Utki indicates
that pegrevs could be sung using various syllables such as “tennenen.” Although this practice recalls the vocal pesrevs
of the Timurid period, it may also be suggested that such vocalization had a functional role in the transmission of
instrumental works within the megsk system. Furthermore, historical sources indicate that the pegrev was required to
be performed vocally within the traditional Anatolian revbet-i miiretteb performance sequence (Neubauer, 2012, p.
367).

The examples above demonstrate that the pesrev should not be regarded solely as an instrumental compositional
genre throughout its historical development. Merigi’s account of the pishrow being performed without couplets, the
vocal pesrevs based on terenniim syllables found in sixteenth-century sources, and Ali Ufki’s record that the pesrev
could be sung using syllables such as “tennenen” indicate that performing the pesrev melody with the human voice
was a practice encountered in different historical periods. Within the Ottoman-Jewish repertoire, this practice
acquired a different dimension: in addition to pesrevs composed specifically for vocal performance, examples are also
found in which words were subsequently set to previously composed Turkish pesrevs. At this point, Kani Karaca’s
performance of the “TRT Pegrevi,” in which the first and last names of TRT artists are placed over the melodic
structure of a Bayati pesrev, provides a noteworthy basis for comparison. Although there is insufficient evidence to
characterize Karaca’s performance as a direct continuation of these historical practices, it can be said to display a
structural similarity to historical vocal pesrev practices in terms of vocalizing an existing instrumental pesrev melody
and placing new verbal material over that melody. The TRT Pegrevi may therefore be interpreted not as a direct
continuation of the historical vocal pegrev tradition, but rather as the modern re-emergence of a similar performance

mechanism with humorous and contemporary content.

Related literature

In Music of the Ottoman Court, one of the principal sources underpinning the present study, Walter Feldman
comprehensively examines the pesrev in relation to its historical origins, its transformation within Ottoman music,
and repertoire transmission. Feldman traces the origins of the pesrev to the pishrow tradition of late medieval Iran and
Transoxiana and examines the process through which the genre was adopted in both vocal and instrumental forms
within Ottoman musical culture. In particular, by comparing the pesrevs contained in the collections of Ali
Utki/Bobowski and Kantemiroglu, Feldman periodizes the repertoire from the sixteenth century to the end of the
seventeenth century, basing this periodization on criteria including usul and tempo, melodic density, makam and
modal structures, seyir, modulation, and large-scale formal organization. He argues that the relative stability of the
pesrev form throughout the seventeenth century resulted from limited changes in the usul system, melodic density,
and formal structure, whereas from the end of the century onward the genre entered a new process of transformation
characterized by slower tempos and increasingly elaborate melodic structures. Feldman further demonstrates that the
pesrev repertoire was transmitted primarily through oral transmission and that works common to Ali Ufki and
Kantemiroglu could, in some cases, remain remarkably stable over approximately fifty years, whereas in subsequent
centuries older pesrevs were reshaped in accordance with changing musical conceptions. Within this context, Feldman
also considers the nazire tradition an important component of repertoire transmission, arguing that nazires were not
merely variants or imitations but new compositions that could establish relationships with an earlier pesrev through
makam, usul, particular melodic elements, or formal characteristics, and that over time this practice could blur the
boundary between the “transmission of a work” and a “new composition.”

In The Pesrev as a Vocal Genre in Ottoman Hebrew Sources, Edwin Seroussi demonstrates, on the basis of Ottoman
Hebrew sources, that the pesrev should not be regarded exclusively as an instrumental genre and that a tradition of
vocal pesrev also existed within Ottoman musical culture. He notes that Hebrew sacred-music manuscripts dating
from the early seventeenth to the late nineteenth century contain important evidence concerning the use of Turkish
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makams, usuls, and musical forms, and argues that religious restrictions on instrumental performance in synagogues
played a role in adapting the instrumental repertoire into vocal forms. The sources examined by Seroussi reveal that
pesrevs were associated with Hebrew poetry, that some examples were produced by applying new texts to the melodies
of existing Turkish pesrevs, and that others constituted original vocal compositions. The article traces the development
of this practice during the seventeenth and eighteenth centuries, particularly through the repertoire of Rabbi Israel
Najara and his followers, and demonstrates that Abraham Ariyas’s vocal pesrev in the Muhayyer makam consists of
five hanes separated by a teslim. The musical notation reproduced in the study clearly illustrates this hane-teslim
organization. On the basis of this evidence, Seroussi characterizes the vocal pesrev as a distinctive phenomenon found
in the Ottoman Hebrew tradition from at least the beginning of the seventeenth century and discusses its possible
relationship with a broader vocal pesrev practice within Ottoman classical music.

In Rhythmic Augmentation and the Transformation of the Ottoman Pesrev, 18th-19th Centuries, Olley (2017)
examines the transformation of the Ottoman pesrev repertoire between the eighteenth and nineteenth centuries by
comparing the same works as preserved in notation sources from different periods. In addition to the Kantemiroglu
and Kevseri collections, the study uses the Hamparsum notation collection Y 203-1, dating from the first half of the
nineteenth century, thereby evaluating rhythmic and melodic changes in pesrevs throughout the process of historical
transmission.

In Ottoman and European Music in Ali Ufki’s Compendinm, MS Turc 292: Analysis, Interpretation, Cultural
Context, Judith I. Haug examines the pesrev repertoire in terms of genre, form, makam, usul, and historical
transmission, identifying forty works in the manuscript that explicitly bear the heading “Pesrev.” Haug shows that
Kantemiroglu classified pesrevs into different formal structures, including three hanes with a milazime, three hanes
without a miilazime, four hanes, and structures containing a zeyl, and demonstrates that corresponding structures can
also be found in Ali Utki’s collection. Moreover, comparison of the Ali Ufki, Kantemiroglu, and Kevseri sources reveals
that although some differences occur in the melodic interpretations of pesrevs, their fundamental structures were
largely preserved. Features such as the hane-miilazime relationship and the use of makam and usul found in
seventeenth- and eighteenth-century sources therefore provide important evidence for examining the historical
continuity of the pegrev tradition. Ali Utki’s notations have also been used in subsequent scholarship as a principal
source for historical comparison; Walter Feldman, for example, analyzed a pesrev by Itri within the theoretical and
historical context provided by Ali Ufki’s sources.

Demir (2017) examines the Maftirim tradition, a product of Ottoman-Sephardic musical culture, through
historical, ethnographic, and analytical methods, evaluating 63 surviving works in terms of makam, usul, and formal
characteristics. The study establishes that the Maftirim repertoire was closely associated with the Ottoman fasil
tradition and that, in addition to kir, beste, semai, and sarki, the repertoire also contained vocal works classified as
pesrev and pesrev semai. Demir draws attention to the vocal use of the pesrev in the Maftirim repertoire, despite its
conventional definition as an instrumental form in Ottoman makam music, and associates this transformation with
religious prohibitions on instrumental music in synagogues. Accordingly, Jewish musicians transferred instrumental
genres adopted from Ottoman music into religious performance settings, resulting in the adaptation of Hebrew texts
to existing melodies and the emergence of vocal pesrev examples. Among the 63 works examined, the presence of pesrev
or pesrev semai examples in various makams, including Segih, Hicaz Hiimayun, Nihavend, Isfahan, Cargih, Diigih,
Hiseyni, Acem, Mahur, and Ussak, demonstrates that the practice of vocal pesrev was not limited to an isolated
example within the repertoire. Demir ultimately concludes that Hebrew sources extending from the early seventeenth
to the late nineteenth century provide significant evidence for the use of Ottoman makams, usuls, and forms in the
performance of Jewish religious poetry and that, within this cultural interaction, the instrumental pesrev was also
transformed into a vocal performance form.

The principal sources consulted in this study address the pesrev both historically and through specific examples of
its processes of transformation. Although historical examples of vocal pesrev practices have been documented in the

literature, studies focusing on the comparative musical analysis of a modern performance in the Turkish music
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repertoire in which new verbal material is set to an existing instrumental pesrev remain limited. Among the studies
reviewed, those by Seroussi and Demir are the most directly relevant to the present subject. Both studies document
and exemplify the existence of vocal pesrevs within the Ottoman-Jewish tradition. In this context, the Bayati pesrev to
which Karaca added verbal material constitutes a concrete example within the Turkish music repertoire. The present
study therefore makes an original contribution by exemplifying and musically analyzing a text-setting practice applied
to a pegrev in Turkish music.

TRT Pesrevi

In a private recording, Kani Karaca states that, in certain rituals held in synagogues, Jews set Hebrew lyrics to Turkish
compositions, and he performs a Hebrew Hiizzam beste that he learned from David Behar (URL-3). This indicates
that Karaca was familiar with the Ottoman-Jewish musical repertoire and with examples of vocal performance within
that repertoire. Nevertheless, there is no explicit evidence demonstrating that the TRT Pesrevi was created directly on
the basis of this practice. Karaca’s placement of the names of TRT artists onto an existing pesrev melody nevertheless

displays a noteworthy structural similarity to the historical practice of setting new words to existing melodies.
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Video 2. Kini Karaca - TRT Pegrevi (URL1)

Aim and Problem
The aim of this study is to examine vocal pesrevs throughout the historical process and to identify their contemporary
reflections. In this context, Seyfettin Osmanoglu’s Bayati pesrev, to which Kani Karaca set the first and last names of
TRT radio artists, constitutes the sample of the study (URL-1). The research problem is addressed through the
following questions:
> To what extent is the hane-miilazime structure of the Bayati pesrev preserved in Kani Karaca’s performance
of the TRT Pegrevi?

» What melodic and rhythmic changes can be identified between the source work and Kani Karaca’s
performance?
> How are the names of TRT artists incorporated into the melodic-rhythmic structure of the pegrev?

Method
This study was conducted within a qualitative research approach using document analysis and comparative musical
analysis methods. The main reason for adopting a qualitative research design is that the study aims to examine a specific
historical and musical phenomenon in detail through historical sources and a concrete performance example, rather

than to quantitatively generalize historical vocal pesrev practices. Information concerning vocal pesrev and text-setting
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practices found in historical sources was evaluated through document analysis, while Kani Karaca’s performance of
the “TRT Pegrevi” was examined through comparative musical analysis with reference to Seyfettin Osmanoglu’s
Bayati pesrev. This approach makes it possible to evaluate structural and performance-related similarities between the
vocal pesrev practices described in historical sources and a modern performance example without claiming direct
historical continuity between the two practices.

Within the scope of the comparative musical analysis, the source notation and Kani Karaca’s performance were
compared in terms of hane-milazime organization, preservation and alteration of the melodic structure, melodic
variations, ornamentation, note additions and omissions, sectional abbreviations, and the relationship between text
and melody. For this purpose, the Bayati pesrev obtained from Ciineyt Orhon’s archive (URL-2) and Karaca’s
recording were first transcribed using Sibelius 8 notation software. The musical examples were presented
comparatively using a two-staff notation format. The musical approaches employed by Karaca while setting® names to
the Bayati

A: note addition, B: note omission, C: melodic change, D: ornamentation, and E: rhythmic change and variation.
Accordingly, categories A and B refer to the addition or omission of one or more notes within motifs. Category C
refers to a distinct alteration in the melodic contour of the source melody rather than simply the addition or omission
of pitches. Category D includes practices such as grace notes and trills applied to motifs or melodic structures, while
category E refers to rhythmic interventions independent of pitch organization, including changes in note durations,
syncopation, division or combination of rthythmic units, and similar modifications. Within the scope of these criteria,
the identified practices were indicated by letters on the analyzed notation, and the modifications were thus
demonstrated. In this framework, the analysis examined how the setting of names to the pesrev was applied within the

melodic structure.

Analysis and Findings

In this section, the Bayati pesrev obtained from Orhon’s archive and the pesrev to which Karaca set names are presented
comparatively in a two-staff notation format, followed by the analysis and findings. The analysis identified Karaca’s
practices of note addition, note omission, melodic change, ornamentation, rhythmic change, and variation, and these

were indicated directly on the musical notation.

¢In text-setting practices, the makam, usul, and melody of the musical work are generally preserved in their original form. However, changes in usul and melodic
structure may occasionally occur (Uslu, 2012, p. 152). From a musicological perspective, although some researchers do not regard a text-set musical work as an
independent creation, others consider such productions to be original compositions (Kaemmer, 1993, p. 45). Text-set works, which are particularly common in
the agik tradition, may be regarded as original structures when considered in terms of their verbal content. Nevertheless, their status remains a matter of debate in

contemporary music copyright law.
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Figure 1. First hane of the Bayati pegrev

As shown in Figure 1, Karaca largely preserved the melodic structure in the first hane of the pesrev. However,
melodic and rhythmic changes were introduced in the first measure. In the fourth measure, the hiiseyni (E) pitch was
added to the melodic structure. In the eleventh measure, the segih (B-flat lowered by one comma) pitch was omitted,
and ornamentation was introduced through the addition of the neva pitch. Syncopation was created between the
eleventh and twelfth measures by tying two eighth notes. In the twelfth measure, ornamentation was again applied
using the segih pitch. In the fourteenth measure, the diigih pitch was added in accordance with the syllable of the
name. In the fifteenth measure, the rast pitch was omitted, and rhythmic changes and variations were constructed

using the neva and hiiseyni pitches.
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Figure 2. Miilazime of the Bayati pesrev

As shown in Figure 2, Karaca used the miilazime section of the pegrev in accordance with the traditional pegrev
structure and repeated it after each hane. Although he largely preserved the melodic structure apart from several
variations, Karaca changed the names used in each repetition of the miilazime. In this context, the hiiseyni pitch was
added in the eighteenth measure, together with a rhythmic change. At the end of the nineteenth measure, the
syncopated structure was removed, while the ¢argih and neva pitches were added in the twentieth measure. In the
twenty-third measure, the diigah pitch was omitted, ornamentation was introduced using the gerdaniye pitch, and the
addition of the hiiseyni and neva pitches resulted in changes and variations in the rhythmic structure.

When this finding is evaluated in relation to Feldman’s classification, it can be seen that Karaca’s text-setting
practice does not alter the formal organization of the pegrev. In other words, although the verbal material and certain
melodic-rhythmic details change, the formal framework based on the alternation of hane and miilazime is preserved.
In particular, the repetition of the miilazime after each hane demonstrates that Karaca’s performance maintains the
four-hane + miilazime organization of the source work. By contrast, the use of different artists’ names in each
repetition of the miilazime allows its fixed formal and melodic function to be realized through changing verbal

material.
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Figure 3. Second hane of the Bayati pesrev

As shown in Figure 3, the ¢argih pitch was added in the thirty-sixth measure. In the fortieth measure, the dtigih
pitch was doubled in accordance with the syllable of the name. In the forty-fourth measure, rhythmic change and
variation were introduced using the hiiseyni pitch. In the forty-seventh measure, the neva pitch was omitted, and the

melody was varied using the neva, ¢argih, and segih pitches.
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Figure 4. Third hane of the Bayati pegrev

As shown in Figure 4, the neva and acem pitches were omitted in the fifty-fifth measure, and the rhythmic structure
was simplified. In the fifty-eighth measure, the gerdaniye pitch was added and ornamentation was applied. In the
sixtieth measure, the acem and hiiseyni pitches were used as grace notes within the melodic structure. In the sixty-third
measure, the hiiseyni pitch was added and the rhythmic structure was varied. In the sixty-first measure, the diigih pitch

was also added and the rhythmic structure was altered.
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Figure 5. Fourth hane of the Bayati pesrev

As shown in Figure 5, significant melodic differences and abbreviations were identified between the source

notation and Karaca’s performance; however, the available data do not make it possible to determine whether these

changes resulted from the requirements of text-setting. Nevertheless, the melodic structure in measures 66-69 difters

markedly from the source notation. Subsequently, in measures 70-73, the melodic construction was altered through

pitch additions and omissions as well as rhythmic variations. Although the melodic structure at the beginning of

measure 74 remains the same, the melody constructed from the end of measure 75 through measure 76 differs from

the reference notation. In addition, Karaca omitted the final four measures of the pesrev. Although the reason for this

omission is unknown, it is clear that the final hane of the pesrev underwent considerable alteration during the text-

setting process. The analysis of the pesrev can be summarized as follows (Table 1).

Table 1. Melodic and rhythmic changes identified in Kani Karaca’s

erformance of the TRT Pegrevi

Section Measure Change between the source notation and | Code | Type of change Name/Surname

Karaca’s performance associated with the
change

1st hane 1 The source melody was altered and the rhythmic | C-E Melodic change + rhythmic | Inaltekin
structure was varied. change/variation

1st hane 4 The hiseyni pitch was added to the melodic | A Note addition Alisenozan
structure.

1st hane 11 The segih pitch was omitted; the neva pitch was | A-B- Note addition + note omission | Bekir
added and ornamentation was applied. D + ornamentation

1st hane 11-12 Syncopation was introduced by tying two eighth | E Rhythmic change/variation Sezgin
notes.

1st hane 12 Ornamentation was applied using the segih pitch. D Ornamentation Sagyasar
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1st hane 14 The diigih pitch was added to accommodate the | A Note addition Riza
syllable of the name.
1st hane 15 The rast pitch was omitted; the rhythmic structure | A-B-E | Note addition + note omission | Nevzat Athg
was altered and varied using the neva and hiiseyni + rhythmic change
pitches.
1st hane 16 The diigih pitch was added and the rhythmic | A-E Note addition + rhythmic | Alaeddin
structure was altered. change
Miilazime | 18 The hiiseyni pitch was added and a rhythmic | A-E Note addition + rhythmic | Melahat
change was introduced. change
Miilazime | 19 The syncopation at the end of the measure was | E Rhythmic change Cayurls, Aytag Ergen,
removed. Yiikselkip, Akif Oziigen
Miilazime | 20 The gargih and neva pitches were added. A Note addition Yildirim Bekgi
Miilazime | 23 The diigih pitch was omitted; ornamentation was | A-B- Note addition + note omission | Iclal Eroglu
applied using gerdaniye, hiiseyni and neva were | D-E + ornamentation + rhythmic
added, and the rhythmic structure was varied. change
Miilazime | 25 The neva pitch was added and the rhythmic | A-E Note addition + rhythmic | Celebi
structure was varied. change
Miilazime | 26 The cargih pitch was added and the rhythmic | A-E Note addition + rhythmic | Cemile
structure was varied. change
2nd hane 36 The argih pitch was added. A Note addition Ozkanli
2nd hane 40 The diighh pitch was doubled to accommodate the | A Note addition Kani
syllable of the name.
2nd hane 44 Rhythmic change and variation were introduced | A-E Note addition + rhythmic Ozgen
using the hiiseyni pitch. change/variation
2nd hane 47 The neva pitch was omitted; the melodic structure | A-B-E | Note addition + note omission | Ekrem Vural
was varied using the neva, ¢argih, and segih pitches. + rhythmic change/variation
2nd hane 48 The diigih pitch was added and the rhythmic | A-E Note addition + rhythmic | Ali
structure was altered. change
3rd hane 55 The neva and acem pitches were omitted and the | B-E Note omission + rhythmic | Aksiit
rhythmic structure was simplified. change
3rd hane 58 The gerdaniye pitch was added and ornamentation | A-D Note addition + | Korur
was applied. ornamentation
3rd hane 60 The acem and hiiseyni pitches were used as grace | D Ornamentation Tarik Kip
notes.
3rd hane 61 The diigih pitch was added and the rhythmic | A-E Note addition + rhythmic | Selahattin
structure was altered. change
3rd hane 63 The hiiseyni pitch was added and the rhythmic | A-E Note addition + rhythmic | Erkose
structure was varied. change/variation
4th hane 66-69 The melodic structure of the source work was | C Melodic change Baki Kemanci, Fevzi 1pta§,
substantially altered. Demir  Karabag, ~Ahmet
Kusgoz
4th hane 70-73 The melodic construction was altered through | A-B- Note addition + note omission | Ismail Oytun, Ugur Oluk,
pitch additions and omissions together with | C-E + melodic change + rhythmic | Varol $ar, Ozcan Kokut
rhythmic variations. change
4th hane 75-76 A melodic structure different from the source | C Melodic change Aydogdu, Aslan Hepgiir,
notation was used. Selahattin Altinbag
4th hane Final 4 | The final four measures of the source work were | B Section/note omission —
measures omitted from Karaca’s performance.

As shown in Table 1, Kani Karaca’s text-setting practice does not completely transform the melodic structure of
the source pesrev; rather, it is realized primarily through local note additions and omissions, ornamentation, and
rhythmic variations. The concentration of changes in categories A, B, D, and E in the first, second, and third hanes
indicates that the main outlines of the source melody are preserved. By contrast, the prominence of category C melodic
changes in the fourth hane and the omission of the final four measures demonstrate that this hane departs from the
source structure to a greater extent than the other sections. Although melodic and rhythmic details are altered in the

miilazime, its repetition after each hane demonstrates that the fundamental formal function of the pesrev is preserved.

Conclusion
This study examined the historical development of the pesrev genre in light of historical and contemporary research,

particularly Walter Feldman’s studies of Ottoman instrumental music, and investigated vocal performance practices
that extend beyond an exclusively instrumental understanding of the pesrev. Historical sources demonstrate that the
pesrev could be performed with the human voice in different periods and cultural contexts and that this practice
appeared in various forms. Abdiilkadir Merigi’s account of the pishrow being performed without couplets, the

presence of vocal pesrev examples based on terenniim syllables in sixteenth-century sources, and Ali Ufki’s record that
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the pesrev could be sung with syllables such as “tennenen” all point to the historical background of vocal pesrev
performance.

The examples encountered in the Ottoman-Jewish musical tradition reveal a different dimension of the vocal pesrev
phenomenon. As a result of restrictions on the use of instruments in synagogues, pesrevs were created specifically for
vocal performance; moreover, examples in which new texts were set to previously composed Turkish pesrevs
demonstrate that an instrumental composition could be reworked through the addition of verbal material.
Nevertheless, it cannot be determined with certainty whether these practices represented an uninterrupted
continuation of an earlier vocal pesrev tradition or a secondary development derived from the instrumental pegrev.

Kani Karaca’s performance of the “TRT Pegrevi,” which constitutes the contemporary example examined in this
study, displays noteworthy similarities when compared with these historical practices. Karaca’s knowledge that
Hebrew lyrics were set to Turkish compositions within the Ottoman-Jewish musical tradition, together with his
performance of a Hebrew work learned from David Behar, indicates his familiarity with this type of text-setting
practice. However, since there is no evidence demonstrating that the TRT Pegrevi was created directly on the basis of
this tradition, it appears more appropriate to speak of a structural and functional similarity between the two practices
rather than to establish a relationship of direct historical continuity.

The comparative musical analysis of Seyfettin Osmanoglu’s Bayati pesrev and Kani Karaca’s performance revealed
that Karaca largely preserved the formal and melodic characteristics of the existing instrumental composition. In the
first hane, the principal melodic structure was preserved, although limited melodic variations and the omission of
certain notes were observed. The traditional function of the miilazime as a section repeated after each hane was
maintained; however, different artists’ names were used in each repetition of the miilazime, allowing the fixed melodic
structure to be reworked with changing verbal content. In the second and third hanes, the source melodic structure
was also largely preserved apart from brief variations and ornamentations. By contrast, the melody was transformed
more substantially in the fourth hane, and the section was abbreviated. Although the melodic structure was maintained
throughout most of the pegrev apart from the fourth hane, notes were occasionally omitted or added in accordance
with the syllables being set to the melody. Although it cannot be stated that these modifications were made deliberately
for this purpose, they resulted in minor changes in melodic organization compared with the reference notation.

The analysis further revealed that the names of TRT artists were predominantly set to the pesrev melody according
to a syllabic approach, thereby integrating the verbal material functionally into the existing melodic structure. Rather
than completely reconstructing the melody according to the words, Karaca preserved the fundamental melodic and
formal identity of the pesrev while employing variations, abbreviations, and melodic adaptations where necessary. In
this respect, the TRT Pegrevi can be characterized not as a newly composed independent vocal pesrev, but rather as a
vocal reinterpretation of an existing instrumental pesrev through the addition of verbal material.

In conclusion, although Kani Karaca’s TRT Pesrevi cannot be claimed to represent a direct continuation of the
historical vocal pesrev tradition, it can be said to share a common performance mechanism with historical examples in
terms of vocalizing an existing instrumental pesrev melody and setting new verbal elements to that melody. This
approach, encountered in historical sources in the form of terenniim syllables, religious texts, or subsequently added
words, re-emerges in Kani Karaca’s example with humorous and contemporary content based on the names of TRT
artists. The TRT Pegrevi may therefore be regarded not as a direct historical continuation of the vocal pegrev
phenomenon, butas a distinctive modern reflection of the practice of verbalizing the pesrev, which appears in different

forms in historical sources.
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