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Makale Bilgisi Oz

Gelis: 20 Agustos 2026 Bu aragturmanmn amact, Walter Feldman’in Osmanli-Tturk mizigine iligkin tarihsel
Kabul: 9 Ekim2026 bulgularindan hareketle, miiziksel {iretim, egitim, icra ve aktarim siireglerinin hangi
Online Yayin: 30 Ekim 2026 kurumsal yapilar ve toplumsal iligkiler igerisinde Orgiitlendigini ortaya koymak ve
Anahtar Kelimeler Osmanli-Tark  muziginde kurumsallasma  strecini  agiklamakur.  Aragtirma,
Kurumsallagma kurumsallagmay1 yalnizca resmi kurumlarin veya fiziksel yapilarin varligiyla sinirlamamasy
Mesk megk, patronaj, mizisyen dolagimi, repertuvar aktarimi ve kurumlar arast etkilegim gibi
Miizik kurumlar: stireklilik mekanizmalarint birlikte ele almasi bakimindan &nem tagimaktadir. Bu

Osmanli-Tairk mizigi dogrultuda aragurmanin temel problemi, Feldman’in ¢aligmalarinda farkli baglamlarda

Patronaj

sunulan tarihsel bulgularin Osmanli-Ttirk miiziginde kurumsal yapilar ve kurumsallagma
Walter Feldman

mekanizmalari agisindan nasil biitiinciil bir gergevede agiklanabilecegidir. Aragtirma nitel
aragtirma  yaklagiminda yuritilmis ve dokiiman analizi yontemi kullanidmugtir.
Feldman’in ¢aligmalart temel inceleme materyalini olugturmug; Berger ve Luckmann’in
kurumsallagma yaklagimi, Becker’in Sanat Diinyalar1 yaklagim1 ve DeNora’nin patronaj ve
miiziksel Gretimin toplumsal orglitlenmesine iligkin yaklagimi analitik cerceve olarak
kullanilmugtir. Bulgular; Saray, Enderun, Meskhane, Mehterhane, Mevleviye ve diger

tarikat cevrelerinin miizik yasamindaki islevlerini, muzisyenlerin bu yapilar arasindaki
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dolagimini ve patronajin siireklilik tizerindeki rolinii ortaya koymustur. Aragtirma
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temel kurumsallasma mekanizmalar1 oldugu belirlenmigtir.

kurumlar, aktdrler ve miiziksel pratikler arasinda gelisen cok merkezli ve dinamik bir yap:
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Giris

Feldman Ttiirk miziginin baglangicr icin tek bir baglangi¢ tarihi vermemektedir. Ona gére sifirdan ortaya ¢ikmayan
Turk muzigi, Osmanlt devletinin kurulusundan itibaren farkli muzik geleneklerinin birlesmesi ve 6zellikle saray
cevresinde bir miizik kiiltiiriiniin olugma siireci demektir. Osmanlilar, Anadolu ve Islam diinyasinda zaten mevcut
olan makam, usul, siir ve miizik icras: geleneklerini devralarak bunlari kendi saray ve sehir kiiltiirleri igerisinde yeniden
orgltlemiglerdir.

Feldman, Music of the Ottoman Court - Makam, Composition and the Early Ottoman Instrumental Repertoire
kitab1 bagta olmak tizere diger galismalarinda da belirttigi gibi Tiirk Miiziginin yaratlmasina katks saglayan toplumsal
ve kiiltiirel kosullarin birgogu 19. ytizyilin ortalarindan itibaren kokli bir bigimde degismeye baglamus olsa da, bu

muzigin hayati unsurlarinin varligint stirdiirmesine olanak tantyan toplumsal, felsefi ve estetik etkenlerin mevcut
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oldugu agiktr. Kitabinda belirttigi gibi Feldman, 1600-1750 yillar1 arasinda canlilik yasayan Ttirk mtizigini 18. yiizyilin
ortalarina ayrintili incelemis, bu stireci bir bitis noktast ele almugtir. 17. yiizyil ve 18. yiizyilin ilk yaris1 Tiirk miiziginin
mizikal formlarinin, uygulamalarinin, teorik kavramsallagtirmalarinin ve toplumsal temelinin belirginlesip yerlesiklik
kazandigi bir dénemdir. 19. yiizyilin sonunda Rauf Yekta ile baglayan ve Suphi Ezgi ile Sadettin Arel’in 6nciiliigiinde
oldukga farkli bigimlerde devam eden miizik teorisi ¢aligmalariyla ilgili canlanma, sanat miiziginin Ttirk kiiltiiri iginde
mesruiyet kazandigy, yiizyillara yayilan bir stirecin pargast olarak gorilmelidir ve bu dénemden sonra 20. ytzyilin
baglarina kadar biiyiik él¢tide ayni yapiyr korumustur (Feldman, 2024, s. 8).

Bu diistinceden hareketle muzik egitimi kurumlarina gegmeden 6nce genel ¢ergevede kurum/kurumsallagmanin
yaklagimlarla desteklenmesi ve Tiirk Miizigi’nin yiizyillara gére gelisim stirecinin ortaya konmasi faydali gériilmektedir.
Caliymanin bulgulart ile desteklenen yaklagimlarin agiklanmasi, dénemin miizik anlayiginin kavranilmast ve
kurumlarin gekillenme siirecinin ortaya konulmasi, kurumlarin islevlerinin ve igleyislerinin kavranarak aragtirmanin
daha net aktarilabilmesine katki sunacagr diisiintilmektedir. Yiizyillara gére toplumsal, siyasi, kiiltiirel olaylarla Tiirk
Miizigi’nin gegirdigi gelisim, gelisim siiregleri ile birlikte kurumlarin sekillenme siiregleri ve miizik egitiminin kurumsal
orgtitlenmesi ¢aligmanin ana boyutlart olarak ele alinacakur.

Kurum ve Kurumsallagma: Osmanli-Tiirk Miizigi I¢in Kavramsal Cergeve

Bu béliimde Berger ve Luckmann’in (1966) Gergekligin Toplumsal Ingast isimli kitabindaki “kurumsallagma”,
Becker'n (1982) Sanat Dinyalari isimli kitabindaki “kolektif caligma” ve DeNora’nin (1991) Beethoven'in
Viyana'sinda Miizik Himayesi ve Toplumsal Degisim isimli ¢aligmasindaki “patronaj ve miiziksel tiretimin toplumsal
orgttlenmesi” yaklagimlari, calismanin bulgulari ile desteklenecektir. Bu sayede Osmanli-Ttirk mizigindeki “miizik
kurumu” ve “miiziksel kurumsallagma” olgular1 batiinciil bir ¢er¢evede agiklanmaya galigilacaktir. Yaklagimlarin
desteklenmesi i¢in bu béliimde belirtilen 6zet bulgular, aragtrmanin ilerleyen béliimlerinde detaylt bir sekilde

anlatilmaktadir.

Berger ve Luckmann — Gergekligin Toplumsal Ingas1 ve Kurumsallagma

Berger ve Luckmann’in Gergekligin Toplumsal Ingast yaklagiminda kurumsallagma, bir veya daha fazla kez
tekrarlanarak aligkanlik haline gelmis eylemlerin belirli toplumsal aktorler tarafindan kargilikls olarak tiplegtirilmesiyle
agiklanmaktadir. Daha bagka bir anlatimla bu tiir bir tiplegtirme, bir kurum sayilmaktadir (Akt. Berger & Luckmann,
1966, 5. 72; Berger & Luckmann, 1966, s. 75). Kurumlar genellikle ¢ok sayida insandan olugan topluluklar biinyesinde
kendilerini gésterirler. Ancak, kargilikli tiplestirme yoluyla isleyen kurumsallagma siirecinin, iki birey sifirdan etkilesime
girmeye baslasa bile ger¢eklesecegini vurgulamak teorik agidan 6nemlidir. Kurumsallagma, zaman iginde stiregelen her
tirlii toplumsal durumda filizlenmeye baglar. Kurumlar bu nedenle tarihselligi de beraberinde getirmektedir. Bir
kurumu, ortaya ¢iktg: tarihsel siireci kavramadan yeterince anlamak mamkiin degildir (Berger & Luckmann, 1966, s.
72, 73). Bu yaklasimda kurum, yalnizca belirli bir fiziksel mekana veya resmi orgiite karsilik gelmemektedir. Belirli
aktorler, belirli roller ve tekrarlanan pratikler etrafinda tarihsel siireklilik kazanan toplumsal yapilart da kapsamaktadir
(Berger & Luckmann, 1966).

Bu yaklastm Osmanli-Turk muziginde 6zellikle mesk geleneginin kurumsal niteligini agiklamak agisindan
islevseldir. Feldman, 19. yiizy1l 6ncesi sanat miizigine iliskin giiniimiize ulagan tarihsel malzemenin Osmanli Sarayz ile
Mevleviye olmak tizere baglica iki gorece istikrarli kurumsal etrafinda toplandigini belirtmektedir. Fakat miizik
bilgisinin stirekliligi, yalnizca bu yapilarin fiziksel veya idari varligina bagli degildir. Behar’a gore mesk, miizigin yazil
notadan 6grenilmedigi bir miizik diinyasinin baglica egitim ve aktarim yontemi olarak islev gérmis ve belgelenebildigi
kadaryla en az tig ytizyil boyunca miizisyenleri birbirine baglayan temel unsur olmugtur. Daha 6nemlisi, Saray’daki
miuzik faaliyetlerinin yaklagik ¢eyrek ytizyil kesintiye ugradigt III. Osman ve III. Mustafa dénemlerinde dahi miizik
geleneginin kopmamasi, Behar’a gore megk silsilelerinin Saray disinda ve Sarayin mali destegi olmaksizin kendilerini
yeniden tretebildiklerini gostermektedir. Bu tarihsel olgu, Berger ve Luckmann’in kurumsallagmay1 tekrarlanan
pratiklerin tarihsellik ve siireklilik kazanmas tizerinden agiklayan yaklagimiyla 6rtiismektedir. Bu nedenle Osmanli-

Tirk miziginde kurumsallagmanin gostergesi yalnizca Saray veya Meskhane gibi fiziksel ve 6rgiitsel yapilarin varlig
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degil, mesk gibi miizik bilgisini, repertuvarint ve icra pratiklerini yeniden tiretebilen siireklilik kazanmis toplumsal
pratiklerin varligidir (Berger & Luckmann, 1966; Behar, 1988, s. 84, 87, 92, 93; Feldman, 2024, s. 29).

Becker — Sanat Diinyalar1 (Art Worlds) Yaklagimi1

Becker’in (1982) Sanat Diinyalart yaklagiminda sanat tiretimi, bir dizi veya ¢ok sayida insanin ortaklaga yliriiteiigia
faaliyetler olarak ele alinmaktadir. Sanat eseri, bu insanlarin is birligi sayesinde hayat bulur. Varligini zaman igerisinde
stirdiiren eser, her zaman bu is birliginin izlerini tagr. Is birligi bigimleri gecici olsa da az ya da ¢ok rutinlegerek, "sanat
diinyas1” olarak adlandiran kolektif faaliyet oriintiilerini meydana getirir. Sanat diinyalarinin varligs ve bu varolus
bi¢iminin, sanat eserlerinin hem tiretimi hem de titketimi tizerindeki etkisi, sanata dair sosyolojik bir yaklagimi gerekli
kilar (Becker, 1982, s. 1).

Bu yaklagim, Feldman’in Osmanli-Tirk miizik yagaminda ortaya koydugu aktér ve kurumlar arasi iligkileri
agiklamak i¢in uygun bir analitik ger¢eve sunmaktadir. Feldman, 17. yiizyilin baglarinda kalemiye mensuplar, gesitli
tarikatlara bagli dervisler ve sekiiler segkinler arasinda yakin toplumsal iligkiler bulundugunu, bu iligkiler araciligryla
Mevlevi ve diger tarikatlara bagli derviglerin Saray’da hanende ve sazende olarak gorev alabildigini belirtmektedir.
Dervisler ve mehter-i birun topluluklart sanat mizigi sisteminin ve repertuvarinin sehirli ntifus arasinda yayilmasina
katkida bulunmusg; zanaatkar kokenli bagarilt miizisyenler ise Saray muzisyeni olabilmis ve bazilart maag veya brokratik
gorevlerle 6diillendirilmistir. Bilir’in bulgular: da bu toplumsal ¢esitlenmeyle paralellik gostermektedir. Bilir, devsirme
sisteminin bozulmasindan sonra tasavvuf, ilmiye ve kalemiye gevrelerinden, gayrimiislimlerden ve zanaatkir ailelerden
gelen miizisyenlerin miizik alaninin aktorleri haline geldigini beliremektedir (Bilir, 2022, s. 209; Feldman, 2024, s. 55).

Feldman’in Mevlevilik hakkindaki bulgulart bu igbirligi ve dolagim aginin Saray sinirlarini agugini gostermekeedir.
Mevleviler Saray repertuvarinin hem icracilart hem de bestecileri arasinda yer almug, Istanbul’daki Mevlevihaneler Saray
disindaki klasik repertuvar aktariminin en 6nemli kurumlarint olugturmus, bazi gayrimislimler Mevlevi hocalardan
egitim almig ve tagra Mevlevihanelerinde yetisen muzisyenler bagkentin miizik yasamina kaulabilmistir. Bu tarihsel
veriler Becker’in sanat diinyasini farkli aktorlerin ortak tiretim ve isbirligi iligkileri tizerinden agiklayan yaklagimiyla
birlikte degerlendirildiginde, Osmanli-Tiirk miizik yasaminin birbirinden yalitilmis kurumlarin toplami olarak degil,
Saray, tarikatlar, sehirli muzisyenler, biirokratik ¢evreler, zanaatkirlar ve farkli dini/toplumsal gruplar arasinda
miuzisyen, bilgi ve repertuvar dolagiminin gergeklestigi iliskisel bir sanat diinyast olarak ele alinabilecegini
gostermektedir (Becker, 1982; Bilir, 2022, s. 209; Feldman, 2024, s. 92, 93).

DeNora — Patronaj ve Miiziksel Uretimin Toplumsal Orgiitlenmesi
DeNora ¢aligmasinda, Viyana'nin miizik alanindaki egemenligini, imparatorlugun fiili miizik bagkenti haline
gelmesini, II. Ferdinand'mn 1619'da tahta ¢ikmasi ve Viyana'y1 baglica ikametgahi olarak se¢mesiyle agiklamaktadir
(DeNora, 1991, s. 326). Avrupa'nin en biiyitk miizik bagkenti olmasa da en prestijli miizik merkezi olma iddiasini
tagtyabilmesi, siiphesiz imparatorluk saray: ve Viyanali aristokratlarin ¢abalar: sayesinde miimkiin olmugtur (DeNora,
1991, s. 324). DeNora ayrica, ¢alismasindaki patronajin (muizik hamiligi) soylularin mtizige ¢okga bir sevgi duyulmasi
ve bilgi sahibi olmasinin yani sira geleneklere uyma/bagli kalma, gérev bilinci, moda ve bagkalarindan tistiinliik saglama
cabasi gibi etkenlerden dogdugunu belirtmektedir (DeNora, 1991, s. 324, 328). Belirli bir zamanda ve mekéinda
benimsenip yayginlastirilan bu miizik yagami ideolojisi, soz konusu aristokratlarin (en azindan bir stireligine) ileri
diizeyde miizik zevkine sahip seckin hamiler olarak sahip olduklari kimligin stirmesini ve hatta daha da pekismesini
saglamistr (DeNora, 1991, s. 343). Bu gergevede 18. ylizyil sonu ve 19. yiizyil baslarindaki Viyana mizik yagamini
inceledigi, patronaji miizik tretiminin diginda kalan yalnizca ekonomik bir destek bigimi degil, miiziksel tiretimin
toplumsal olarak nasil 6rgiitlendigini etkileyen bir mekanizma olarak ele aldigs caligmasinda DeNora, hem patronajin
yapisindaki olugsum/degisim/bitis siireclerini ele almakta hem de muziksel otoritenin kurumsal temellerindeki
doniigiim iliskisini ortaya koymaktadir (DeNora, 1991).

Fatih Sultan Mehmet fetihten sonra, Topkapi sarayint yaptirdigs Istanbul’u Osmanli Imparatorlugu’nun bagkenti
haline getirmis, Anadolu’daki 6nde gelen miizisyenleri yeni bagkentteki Sarayina ¢ekmeye ¢alismigtir, bu sayede gelisen
bagkentte giderek artan miizik ilmi, saray ve onun mensuplart nezdinde kék salmigtir. Istanbul, 1453’teki fethin

ardindan Osmanli Imparatorlugu'nun mutlak merkezi haline gelmis ve bu konumunu tarih boyunca korumug; Saraymn
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15. yiizyd sonlarinda yerlesik hal almasiyla baglayan uygulamalardan olan saray miizisyenligi kurumuna iliskin gelenek,
devletin son dénemine kadar devam etmistir (Feldman, 2022, s. 152, 156; Akt. Feldman, 2024, s. 44; Sart, 2019, s. 254).

Farkli bir tarihsel ve kiiltiirel baglam s6z konusu olmakla birlikte, Feldman’in Osmanli Sarayr hakkindaki bulgulart
patronajin Osmanli-Tiirk miizik yagamindaki kurumsal 6nemini gostermektedir. Feldman, sekiiler sanat miiziginin
Istanbul’da merkezilesmesinin Osmanli Saray’na 6zel bir énem kazandirdigini ve Sarayin miizik himayesinin
dagiuminda ok az rakibi bulunan merkezi bir konuma geldigini belirtmektedir. Makalede aktarilan diger aragtirmalar
da Feldman’in bu tespitini desteklemektedir. Feyzi ve Kilig’a gore gerek Osmanli Sarayr’na intisap eden gerekse Saray
diginda faaliyet gosteren birgok sanatgi Saray tarafindan maddi ve manevi olarak desteklenmistir. Behar’in bulgulari ise
Saray igerisindeki veya Saray tarafindan megsk vermekle gorevlendirilen tistatlara Hazine’den 6deme yapildigini ve bazi
donemlerde saraya baglt miizisyenlerin dogrudan maaga baglanabildigini gostermektedir. Bu bulgular DeNora’nin
patronaj miizik tretiminin toplumsal Orgiitlenmesinin bir bileseni olarak ele alan yaklagimiyla birlikte
degerlendirildiginde, Osmanli Sarayindaki himayenin yalnizca sanatgiya verilen bir 6diil veya ekonomik destek olarak
degil, muzisyenlerin istihdam edilmesini, miizik egitiminin stirdtiriilmesini ve miizik tretiminin devamliligint
destekleyen bir kurumsallasma mekanizmast olarak ele alinabilecegini gostermektedir (DeNora, 1991; Feldman, 2024,
s. 46; Behar, 1988, s. 97; Feyzi & Kilig, 2025, s. 308).

Arastirmada Benimsenen Kavramsal Cergeve ve Arastirmanin Amaci

Berger ve Luckmann’mn (1966) kurumsallagmayi tekrarlanan pratiklerin aligkanlik haline dontigmesi, tiplestirilmesi ve
tarihsel stireklilik kazanmasi tizerinden agiklayan yaklagimi, Becker’in (1982) sanat tiretimini igbirligi aglart ve ortak
teamiillere dayalt kolektif bir faaliyet olarak ele alan sanat diinyalar1 yaklagim1 ve DeNora’nin (1991) patronaji miizik
retiminin toplumsal ve orgitsel kosullarryla iligkilendiren yaklagimi, Feldman’in Osmanli-Tirk miizik yagamina
iligkin tarihsel bulgularinin farkli boyutlarini agtklamak igin birbirini tamamlayan analitik araglar sunmaktadir.

Feldman’in Saray ve dervis tarikatlarint iki gorece istikrarlt kurumsal alan olarak belirlemesi, Sarayin patronajdaki
merkezi konumunu gostermesi, biirokratlar, dervisler, zanaatkirlar ve Saray miizisyenleri arasindaki toplumsal gegisleri
ortaya koymasi ve Mevlevihaneleri Saray digindaki klasik repertuvar aktariminin baglica kurumlar olarak tanimlamas,
s6z konusu kuramsal kavramlarin Osmanli-Ttirk miizik yasamindaki tarihsel kargiliklarint géstermektedir (Feldman,
2024, s. 29, 46, 55, 93). Bu arasturmada “miizik kurumu”, miiziksel tiretim, egitim, icra ve aktarim faaliyetlerinin belirli
aktorler, roller, iligkiler ve tekrarlanan pratikler etrafinda siireklilik kazandigr toplumsal yapi, “miiziksel
kurumsallagma” ise bu faaliyetlerin stireklilik kazanarak kugaklar arasinda aktarilmasi, aktdrler arasinda igbirligi
iligkilerinin olugmasi, miiziksel bilgi ve repertuvarin yeniden tretilmesi ve bu siireglerin himaye ve 6rgiitsel yapilar
tarafindan desteklenmesi siireci olarak ele alinmaktadir (Becker, 1982; Berger & Luckmann, 1966; DeNora, 1991;
Feldman, 2024).

Bu dogrultuda bu aragtirmanin amaci, Feldman’in Osmanli-Tiirk miizigine iligkin tarihsel bulgularindan hareketle,
muziksel tiretim, egitim, icra ve aktarim siireglerinin hangi kurumsal yapilar ve toplumsal iliskiler igerisinde
orglitlendigini ortaya koymak ve Osmanli-Tiirk mizigindeki kurumsallagma stirecini agiklamaktir. Daha bagka bir
ifadeyle aragturmada Saray, Enderun, Meskhane, Mechterhane, Mevleviye ve diger tarikat gevrelerinin miizik
yasamindaki islevlerini, muizisyenlerin bu yapilar arasindaki dolagimint ve patronajin tiretim ile siireklilik Gizerindeki

roliintin incelenmesi amaglamaktadir.

Yontem
Bu aragtirma, nitel aragtirma yaklagimi temelinde yiirtitilmiis ve doktiman analizi yéntemi kullanddmigtir. Aragtirmanin
temel inceleme materyalini Walter Feldman’in Osmanli-Tiirk miiziginin tarihsel gelisimi, miizik yasaminin toplumsal
orgiitlenmesi, Saray, miizisyenler, Mevleviye ve diger tarikat ¢evrelerine iliskin galismalarinda ortaya koydugu tarihsel
bulgular olusturmaktadir. Feldman’in ¢aligmalarinda hazir ve sistematik “Osmanli-Tiirk miiziginin ytzyillara gére
olusum/gelisim stireci, miizigin kurumsallagma siirecinin nedenleri” ve “miizik kurumlart”na iligkin bir stniflandirmast
bulunmadigindan, farkli baglamlarda sunulan tarihsel bulgular, arasurmanin amact ve kavramsal cercevesi

dogrultusunda kategorize edilerek bir araya getirilmis ve analiz edilmistir.
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Dokiimanlarin  analizinde aragurmanin kavramsal ¢ergevesini olusturan Berger ve Luckmann’in (1966)
kurumsallagma yaklagimi, Becker’in (1982) Sanat Diinyalar1 yaklagimi ve DeNora’nin (1991) patronaj ve miiziksel
tretimin toplumsal 6rgiitlenmesine iligkin yaklagimi analitik ¢ergeve olarak kullanilmigtir. Bu dogrultuda Feldman’in
tarihsel bulgular, (1) muziksel pratiklerin stirekliligi ve kugaklararas: aktarimi, (2) muzisyenler ve diger toplumsal
aktorler arasindaki isbirligi ve dolagim, (3) miiziksel bilgi ve repertuvarin tiretimi, yeniden tiretimi ve aktarimi ve (4)
patronaj ve orgiitsel destek olmak tizere dort temel analitik boyut tizerinden incelenmistir. Bu boyutlar, aragtirmada
benimsenen “miizik kurumu” ve “miiziksel kurumsallagma” tanimlarinin da analiz Sl¢iitlerini olusturmugtur.

Feldman’in bulgularinin yorumlanmasinda yalnizca tek bir kaynaga dayali bir tarihsel anlatt olugturulmamast
amactyla, makalede yer verilen Behar, Bilir ve diger aragturmacilarin galigmalart destekleyici kaynaklar olarak
kullanddmugtir. Bununla birlikte galigmanin temel tarihsel-analitik eksenini Feldman’in bulgulari olugturmus, diger
¢alismalar Feldman’in ortaya koydugu tarihsel durumlarin desteklenmesi, kargilagtirilmasi veya agikliga kavusturulmas:
amaciyla degerlendirilmigtir. Bu analiz sonucunda Osmanli-Ttrk miizigindeki kurumsal yapilar ve kurumsallagma
mekanizmalari, aragurmanin kavramsal gergevesinde tanimlanan boyutlar dogrultusunda smiflandirilmis ve

yorumlanmistir.

Bulgular
Osmanli-Ttrk miizigindeki kurumsallagma, farkli dsnemlerde gelisen/degisen siyasal, toplumsal ve kiltiirel kogullarla
birlikte gelisen tarihsel bir siiregtir. Bu nedenle aragtirmanin bulgulari 6ncelikle kronolojik bir yap: igerisinde
sunulmugtur. Bu kronolojik sunum, miizik yagamindaki aktorlerin, kurumsal yapilarin, patronaj iligkilerinin ve
mizisyen dolagiminin zaman igerisindeki degisimini izlemeyi ve kurumsallasmanin hangi tarihsel kogullar alunda
bi¢imlendigini ortaya koymay1 amaglamaktadir. Feldman’in tarihsel bulgulart dogrultusunda dénemler arasindaki
degisim ortaya konulduktan sonra, s6z konusu bulgular aragtirmanin kavramsal ¢ergevesinde belirlenen boyutlar

agisindan degerlendirilmektedir.

15. Yiizyil: Istanbul’un Merkezilegsmesi ve Uluslararast Miizisyen Dolagimi

15. ytzyil, Fars kiltiirii etkisindeki bolgelerde (Semerkant'tan Tebriz’e, Konya'dan Anadolu'nun daha bat bélgelerine
kadar uzanan bolgeler) miizik ve miizikoloji alaninda olaganiistii bir yaraticilik donemidir (Feldman, 2024, s. 16). Farkls
cografyalardaki bu kiltiirel dolagim, mizisyenler araciligiyla gergeklestirilmekteydi. Farkli bolgelerden gelen
miuzisyenler arasindaki etkilesimli hareketlilik, Abbasi doneminden itibaren belgelenmis olup, Mogol sonrast ¢agda
daha da sik ve genis kapsamli bir hal aldigs goriilmektedir (Akt. Feldman, 2024, s. 44).

14. ve 15. ytzyillarda Suriye ve Irak ile sik1 baglar1 sayesinde Gtineydogu Anadolu’daki sehirler, kiiltiirel etkilesimin
ve miizikal paylasimin bir parcastydi. Diyarbekir, Mardin, Urfa ve Antep sehirleri, Istanbul disindaki Osmanlt
topraklarinda dogmug miizisyenlerin tam yarisini olugturmaktadir. Anadolu’nun diger bolgeleri igin, Osmanli 6ncesi
dénemdeki bu durum belirsizdir. Bu nedenle 14. ve 15. yiizyilin baglarindaki Osmanlilarin Anadolu’nun miizik

birikiminden biiyiik 6l¢iide yararlanip yararlanmadigint gésteren kanitlar oldukga sinirlidir (Feldman, 2024, s. 44).

Anadolu'nun giineydogn sinirindaki bu sehirlerin tagdis goreceli onem ile diger Anadoln ve Balkan sehirlerinin
goreceli onemsizligi; Osmanls baskentine ok daba yakin olmalarina ragmen, bu diger sehirlerde makam miizigine

ve saray repertuvarina yonelik genis capls bir destegin bulunmadigina isaret etmektedir (Feldman, 2024, s. 46).

1453’te Istanbul’un Fethi’nden sonra Fatih Sultan Mehmet (5.1481), Anadolu’daki 6nde gelen miizisyenleri yeni
bagkentteki sarayina cekmeye caligmusti. Ancak Istanbul, bir gecede Islam diinyasindaki miizik ilminin bir merkezine
ddniigemezdi. “Klasik” Osmanli Imparatorlugu bagkenti Istanbul’da gelisimini siirdiiriirken, miizik ilmi giderek artan
bir bicimde Imparatorluk Saray1 ve saray mensuplari nezdinde kok saldi (Feldman, 2022, s. 152). Fatih Sultan Mehmet,
Fars kiiltiirii etkisindeki miizik modelini bizzat yeni Osmanli bagkentine tagimaya ¢aligti, ancak bu stratejinin 6ntinde
onemli engeller bulunuyordu: (1) Osmanlt Sarayr’nin miuzik alaninda giderek artan bir sekilde devsirme sistemiyle

saglanan ve dzgiir statiidde olmayan hizmete bel baglamasi, (2) Gerek dzgiir gerekse dzgiir olmayan Iranl miizik
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hocalarinin giderek 6ne ¢tkmasi, (3) Anadolu sehirlerinde miizik bilimine dair bilginin genel bir gerileme siirecine
girmesi (Feldman, 2022, s. 156).

Biiytik Arap metropolleri digindaki diger Osmanli sehirlerinin miizik yasami hakkinda kaynaklarda oldukga sinirls
bilgi bulunmaktadir. Balkan gehirlerinde sanat miizigini destekleyen sekiiler kurumlara ya da taninmig muzisyenlere
dair somut bir kayda rastlanmamaktadir. Biyiik sehirlerdeki Mevlevihaneler ve biiyiik sinagoglar (6zellikle Edirne ve
Izmir) gibi dini kurumlar, sanat miizigine yonelik siirekli bir himaye saglamistr. Edirne belli dénemlerde ki
Imparatorluk merkezi islevi gorse de Istanbul, 1453’teki fethin ardindan Osmanli Imparatorlugu'nun mutlak merkezi

haline gelmis ve bu konumunu tarih boyunca korumustur. (Akt. Feldman, 2024, s. 44).

16. Yiizyil: Saray Merkezli Istihdam, Kul, Yabanci ve 6zgiir Miizisyen Birlikteligi

Osmanlt bagkentinin sekiiler sanat miiziginin merkezi haline gelmesi, Osmanli sarayina 6zel bir 6nem kazandirmugtir;
zira saray, himaye saglama konusunda neredeyse rakipsiz bir konumdaydi. Miizigin agirlikli olarak Imparatorluk
sarayinda desteklendigi ve miizisyenlerin cogunun ya saray gorevlileri ya da Iranli serbest miizisyenlerden olustugu
goriilmektedir. Istanbul’da yagayan ve Saray istihdam sistemi icinde kayda deger bir grup teskil eden serbest Miisliiman
miuzisyenlerin, Saray tarafindan desteklendigi muhtemeldir (Feldman, 2024, s. 14, 46, 66). Ayrica 15. ve 16. ytzyillara
dair Osmanlt miizik yagam1 hakkinda ¢ok az bilgi bulunsa da, saray yapisina iliskin birincil ve ikincil kaynaklar, sanat
ve zanaatlarin 6ncelikle saray hizmetinin bulunanlarin (bizzat sarayda egitilmis olan ve stattileri geregi 6zgiir olmayan
icoglanlar1) sorumlulugunda oldugu konusunda hemfikirdir. 16. ytizyilin sonlarina gelindiginde bu hizmet sistemi
biitiintiyle bozulmug ve saraydaki miizikal profesyonellik bicimleri, muhtemelen daha 6nce var olanlardan oldukga
farklt bir hal almistur (Feldman, 2024, s. 46).

14. ve 15. yiizyillar boyunca Osmanlt Imparatorlugu, agirlikli olarak Avrupa yéniinde genislemisti. Bulgaristan,
Sirbistan veya Eflak’ta hangi mizisyenler bulunursa bulunsun, bu miizisyenlerin makam miizigi konusunda uzman
olmalar1 pek miimkiin degildi. Osmanlilarin, Miisliman sanat gelenegine mensup miizisyenlerin bulundugu sehirleri
ve saraylar1 ele gecirmeye veya isgal etmeye baglamalari, ancak I.Selim’in (6.1520) biiyiik Bat1 Asya fetihleriyle mtimkiin
olmugtur. Bu yeni savag bicimi, Istanbul’daki saray miizisyenleri toplulugunun yapisini degistirmistir (Feldman, 2024,
5.56,57).

“Iranlilara kargt ylirtittigi savaglar sirasinda Istanbul’a pek cok miizisyen getirmeye baslayan kisi I.Selim'di. Oglu
ve halefi Siileyman da babasinin 6rnegini izlemis, o tarihten sonra Iran’a giden tiim padisahlar da ayni seyi yapmug ve

her alandaki en yetenekli kisileri beraberlerinde getirmislerdir” (Akt. Feldman, 2024, s. 58).

Ozellikle I. Selim, I. Stilleyman ve IV. Murad’in yapugt Dogu seferleri ile elde edilen siyasi zaferler ve
toprak kazanimlari yaninda, ele gegirilen bélgelerdeki énemli sanatgilar da Imparatorluk baskentine
gétiirilmiiglerdir. Bu, kimi zaman zorla alikoyma seklinde Istanbul’a getirilen sanatgilar arasinda
bulunan miizisyenler kabaca XVI. yiizyil boyunca Osmanli baskentindeki ytiksek miizik kaltiirintin
bagat figiirleri arasinda yer almuglardir. Bu mizisyenler, Ortadogu sanat musikisi gelenegini Osmanls
sarayinda temsil edilmesini saglamuglar, bestekar, icraci ve hoca olarak bu gelenegin Istanbul’da kok

salmasina 6nemli katkilarda bulunmuglardir (Bilir, 2022, s. 135).

Daha sonraki Tiirk gelenegi, Iranlt miizisyenlerin 16. yiizyilda ve sonrasinda saraydaki en nemli unsur oldugunu
one stirmektedir. 1525 tarihli bir belgede saraya “getirilen” miuzisyenler ile saraya “gelen” miizisyenler arasinda bir
ayrim yapilmaktadir. Buna gore, “getirilen” bir kisinin tam anlamiyla 6zgiir olmayabilecegini, buna kargilik “gelen”
kisinin 6zgiir bir profesyonel muzisyen statiisiinii korudugunu varsayilabilir. Kéle stattistinde kalip kalmadiklarina
bakilmaksizin, yabanci ve esir miizisyenlerin (Acemler) getirilmesi, Osmanli sarayindaki devsirme kokenli
mizisyenlerin tekelinin kirlmasina katkida bulunmugtur. Ne yazik ki, maaglart diginda bu yabanct miizisyenlerin
yagam ve ¢aligma kogullari hakkinda ¢ok az sey bilinmektedir (Feldman, 2024, s. 58, 59).

Ortadogu’dan Istanbul’a dogru, 15. yiizyilin ortalarindan 16. ytizyilin ortalarina dek stiren bu kiiltiirel hareketlilik
ile birlikte Istanbul, siyasi giictiniin yant sira bilimsel ve kiiltiirel faaliyetler agisindan da en énemli merkez olarak

konumlanmaktadir. Nitelik olarak yiiksek bir sanatsal diizeyi inga edebilecek kapasite ve yetenege sahip olan
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miizisyenlerin nicelik olarak artmast (zorla altkoyma seklinde veya goniilliik esasina gore), 16. yiizyilda Istanbul’'un

makam musikisinin merkezi haline déntigmesinin en 6nemli nedenlerindendir (Bilir, 2022, 5.150).

Saraya intisap ve fetihler yoluyla zapt edilen bolgelerden aralarinda besteci ve icracilarin da bulundugu
sanatgilarin payitahta getirilmesi, Ttirk sanatnin ve 6zelde Tiirk miiziginin gelisimini ve renklenmesini
saglamugur... Gerek Osmanli sarayma intisap eden gerekse saray disinda faaliyetlerini yiiriiten birgok

sanatg1 saray tarafindan maddi-manevi olarak desteklenmistir (Akt. Feyzi&Kilig, 2025, s. 308).

Osmanli Devleti, Klasik doneminde kendi miizisyenlerini saray biinyesinde yetistirme sorumlulugunu tistlenmisti.
Agirlikli olarak devsirme (kul) kokenli olan bu miizisyenler, saray hizmetinin bir pargast haline gelmislerdi. 16. ytizyilin
son tigte birlik dénemine gelindiginde saray hizmeti sistemi bir gerileme siirecine girmis ve aslen bu hizmete kabul
edilme niteligi tasgimayan pek ¢ok kisiyi de biinyesine d4hil eder hale gelmisti. Ailevi baglantilar bityiik 6nem kazanmus,
devsirme kokenli kisiler ise hizmet biinyesindeki pek ¢ok unsurdan yalnizca biri konumuna diigmiistii. Sarayda 6zellikle
mizik alaninda devsirme/kéle (kul) hizmeti sisteminin gerilemesi, ¢esitli Ttrk-Musliiman kokenlerden gelen yeni
mizisyenlere yer agmak amaciyla sarayda gostermelik gérevler veya fiili hizmet gerektirmeyen makamlar sisteminin
getirilmesine yol agt1. Saray hizmetindeki kole kokenli unsurlarin azalmasi, daha fazla sayida cami gérevlisinin
(miiezzin) sarayda egitim almasina ve resmi gorevlere atanmasina olanak tanimig gériinmektedir (Feldman, 2024, s.55,
56).

16. yiizyilin sonlar1 ve 17. yiizyilin baglari, miizik icrasi ve tiirlerin tanimlar agisindan miizikal bir degisim dénemi
olmugtur. Osmanlilarin, kendi miizik sistemleri ile Iran'inki arasindaki farkin bilincine vardiklari ve artik model
olusturmast icin yabanct (&zellikle Iranli) uzmanlara bagvurmadiklari bu dénem, miizigin sosyal drgiitlenmesinde
klasik Osmanli yapisindan klasik sonrasi/erken modern yapiya gecisin kesinlestigi bir evreyi temsil etmektedir
(Feldman, 2024, s. 11, 14).

17. Yiizyil: Sarayin Tek Merkez Olma Niteliginin Zayiflamasi, Sehirli, Dini, Sufi ve Aristokrat Miizisyen
Cevrelerinin Giiglenmesi

Osmanli gehzadelerinin Manisa ve Amasya gibi ¢esitli Anadolu sehirlerine yonetici olarak gonderilmesi ve bu
bolgelerdeki saraylarin varligy, siiphesiz miizik kiltiiriiniin s6z konusu Anadolu sehirlerinde benimsenmesine katki
saglamigtir. Ancak 17. yiizyilin baglarinda bu saraylarin ortadan kalkmass, siireci tersine gevirerek baskentte daha yogun
bir merkezilesmeye yol agmustir (Feldman, 2024, s. 48). Cesitli siyasi/toplumsal nedenlerle Istanbul’'un niifus ve
yerlesim olarak gelismesine paralel olarak toplumsal gruplar arasindaki etkilesimin artmasi, kiiltiire]l hayatn
sekillenmesinde 6nemli bir etken olarak ortaya ¢ikmustir. 17. ytizyildan itibaren yeni Osmanlt musikisi alanindaki belki
de en carpict farklilik, alana katilanlarin toplumsal yelpazesinin genigliginin yant sira Imparatorluk bagkentine 6zgii

yeni bir miizikal Gslup ve bi¢imin gelismesidir (Bilir, 2022, s. 174).

Bir yandan yogun kirsal gégle birlikte Istanbul’a gelen yoresel miizikler ve calgilar, bir yandan da sehirde
yeni bir varlikli tabakanin olugmasi bagkentte musiki tiretim ve icrasinin farkli mecralara yénelmesine de
neden olmugtur. Diger bir deyisle, Istanbul’un niifusunun ve sosyal yapisinin bu goriilmedik degisimleri
musikinin hem arz (yeni mizisyenler, yeni besteler ve belki de ¢algilar) hem de talep (yeni zevk ve
tercihler, yeni musiki mekénlar, yeni dinleyici kitleleri) tarafinda 6nemli degisimlere sebep olmugtur. Her
haliitkirda Istanbul’un sekenesindeki hizli degisim bu sanatin Saray’in ve ekabirinin inhisarina kalmamast,
dolaysstyla bir ‘ziirefi tarzt’ olarak algilanan Irani geleneginin mutlak hikimiyetinin sona ermesi ve musiki
beste ve icrasinin 6ncelikle Saray’in patronajina muhtag ve mahkam olmaktan ¢tkmasi sonucunu
dogurmustur (Ake. Bilir, 2022, s. 174).

17. ytizyilda saraydaki kole statistindeki miizisyenlerin 6nemi bitytik 6l¢tide azalmugtir. Cesitli toplumsal etkenler
ve gesitli sosyal gruplar, hem kul statiisiindeki saray icoglanlarinin hem de Iranli esir miizisyenler gibi yabanc
uzmanlarin oynadig merkezi rolii gélgede birakmugtir. 17. yiizyil miizigine dair kaynaklar, sarayda icraat gésteren ve

devsirme sistemiyle higbir ilgisi olmayan pek ¢ok Tiirk Miisliman miizisyenin adindan s6z etmeye baglar. Bu dénemde
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aralarinda miiezzin, vaiz, miiftii, kads, alt kademe memuru, bagkatip, zanaatkir ve lonca kethiidast bulunan bu gruplar,
saray hizmetine girebiliyor, hizmetin bir kolundan digerine gegebiliyor, bir siire sonra bir toprak tahsisi veya bagka bir
tiir emeklilik geliriyle hizmetten ayrilabiliyorlardi. Miizik yetenegine sahip zanaatkérlar sarayda icrada bulunabiliyor,
diizenli bir gelir ya da degerli bir emeklilik maast dahi alabiliyorlardi. Bir biitiin olarak ele alindiginda miizisyenler ve
besteciler, her bir toplumsal hiyerarsinin en altindan en #istiine uzanan genis bir sosyal yelpazeyi temsil ediyorlardi
(Feldman, 2024, s. 60, 66, 73).

“17. ytizy1l miizisyenleri ile sonrakiler arasinda sosyolojik anlamda neredeyse hi¢bir benzerlik kalmamigtir. Osmanlt
digindan gelen miizisyenler artik yoktur. Enderun miizisyen yetistirmeye devam etmis, ama bu muzisyenler devsirme
sistemin bozulmast ile kéken itibariyle farklilagmigtir. Her iki donemde de saray miizisyenlerinin etkisi ikinci planda
kalmistir. Tasavvuf kokenliler, ilmiye ve kalemiye kokenliler, dervisler, gayrimiislimler ve zanaatkr ailelerden gelen
miuzisyenler artik alanin akt6rleri haline gelmistir” (Bilir, 2022, s. 209).

17. yiizyilin baglarinda, medrese egitimli kalemiye biirokratlart ile gesitli tarikat mensuplari ve sekiiler segkinler
arasinda yakin sosyal iliskiler kurulmugtur. Bu giiglii baglar sayesinde Mevlevi ile Halveti ve Celveti (ve diger) tarikatlara
baglt dervis, sarayda hanende (sarkict) ve sazende (galgic1) olarak gorev alma firsau bulmugtur. Hem bu dervigler hem
de saray digindaki mehter-i birun topluluklari, sanat miiziginin ve repertuvarinin sehirli halk arasinda yayginlagmasina
katkida bulunmuglardir. Yiizyilin ortalarina dogru ise esnaf kékenli bagarilt miizisyenler de sarayda kendilerine yer
bulmusg, hatta maag baglanarak veya biirokrasinin cesitli kademelerinde gorevlendirilerek 6diillendirilmigtir (Feldman,
2024, 5. 55).

18. Yiizyil: Mevleviye, Saray, Gayrimiislim Miizisyenler ve Sehirli Cevreler Arasinda Daha Karmagstk
Bir Profesyonel Ag

Onceki yuzyillarda kokla bir doniisiim gecirmeye baglayan miizigin gelisim stireci, 18. yiizyilin baglarina kadar
kademeli bir seyir izlemis, 18. ytzyilin sonlarina gelindiginde Modern Tiirk Miizigi sistem ve tislubu ortaya ¢ikmugtur.
Diger ytizyillara kiyasla bu yiizyilda miizik, ¢ok daha hizli ve belirgin yapisal ve tislupsal degisimler gecirmistir. Bu
nedenle 18. ytizyil Tiirk miizigindeki degisim, 6nceki dénemlerden radikal bir kopustan ¢ok, onlarin ileri bir agamaya
taginmast olarak degerlendirilebilir (Feldman, 2024, s. 13, 15). 18. ytzyilin bagindaki Tiirk miizik rénesanst, Fars, Ttirk
ve Bizans miizik unsurlarinin sentezlendigi yeni bir {islubun ortaya ¢ikmasint saglamigtir. Ozellikle Rum kilise
muzisyenleri olmak tizere gayrimislimlerin beste ve icra faaliyetlerine dahil olmast Bizans miizigine 6zgii melodik
ozelliklerin Turk mizigine taginmasina katkida bulunmugtur. Mevleviler ile gayrimiislim miizisyen ve seckinlerin
katkilari, sekiiler ve tasavvufi mizik geleneklerinin kaynagmasina yol agmustir. Béylece Tiirk miizigi 18. yiizyil boyunca
ve 19. yiizyilin 6nemli bir boliimiinde etkili olan 6zgiin bir karakter kazanmasina katkida bulunmustur (Feldman,
2019,s. 179).

18. yiizyildan itibaren Osmanli musikisi igerisinde yabanci miizisyenler artik tamamen kaybolmugtur. Feldman’a
(1996) gore bu dénemden sonra saray miziginde hem devsirme muzisyenlerin hem de Acemlerin etkisi azalmugtir.
Onlarin yerine saray disindan Ttrk ve Miisliiman unsurlar etkinliklerini arurmuglardir (Ake. Bilir, 2022, s. 202). Ayrica
‘uzun 18. ytizy1l’ olarak adlandirilan 18. ytizyilda, Mevlevilerin Imparatorluk genelindeki nifuzlarinin ve istikrarlarinin
zirveye ulagtigt bir donemdir (Feldman, 2022, s. 46). “Miizikal bigim ve teknik olarak Osmanli musikisinin en yetkin
ornekleri arasinda kabul edilen Mevlevi ayinlerinin Osmanlr’daki yitksek musiki hayatinda kapladigi alanin 6zellikle 18.
yiizytlin ikinci yarisindan sonra giderek artugr goriilmektedir” (Ake. Bilir, 2022, s. 141).

18. yuzyila gelindiginde, saray dairesindeki erkek miuzisyenlerden ¢ok az bahsedilmektedir. Bununla birlikte,
miuzisyen kadin kole kurumu, sonraki iki ytizy1l boyunca, yani 1mparatorluk’un sonuna kadar varligini stirdirmgtir.
Saraydaki eglence muziginin biyiik kisminin kadin kélelerin sorumlulugunda oldugu anlagilmaktadir. Saraydaki
erkeklerde oldugu gibi, bu kadin kéleler de (devsirme sistemiyle degil) kéle pazarindan segilen, Miisliman olmayan
kokenli kisilerdi. Dikis, nakis, dans ve miizik gibi gesitli becerilerin icra edilmesi gibi bir zanaat loncasindakilere benzer
sekilde dort agamadan gegerlerdi: cariye, sagird (6grenci), gedikli (kalfa) ve usta veya kalfa (tstat). Kole kadinlarn,
icoglanlarin ve mehter muzisyenlerinin statiileri ve yasam kosullar1 nispeten sabit gériinse de, bu ii¢ 6zgiir olmayan

kategori i¢indeki bireyler alistimadik ayricaliklar elde etmis olabilirler (Feldman, 2024, s. 63, 69).
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Bu kategorilerin disinda kalan her miizisyen, statiistiniin tam olarak tanimlanmadigr gri bir alanda yer aliyordu.
Basarisi, sultanin miizige duydugu ilgiye, kendi yetenegine, kisisel niteliklerine ve ailevi ya da mesleki baglantilarina
bagliydi (Feldman, 2024, s. 69).

Osmanli-Tiirk Miizigi’'nde Feldman’a gore Miizik Kurumlari

Muiizik icrast s6z konusu oldugunda, miizigi seven/ilgilenen insanlarin bir arada oldugu bitiin yerler birer miizik
mekani sayilmaktadir. Bunun i¢indir ki saray, cami ve tekkeler digindaki kahvehaneler, konaklar ve evler uzun zaman
boyunca miizigi icra etmenin ve dinlemenin gergeklestirildigi mekinlar olmustur. Bu durum miizigi icra etme ve
dinleme geleneginin, aydin/halk, miislim/gayri miislim, dini miizik/dindigt miizik arasinda farkliliklar gézetilmedigini
gostermektedir (Demir, 2010, s. 374).

Osmanlt hnparatorlugunda yagayan herkesi etkileyen miizik, bu yonetim altinda yagayan ¢esitli milletlerden bir¢ok
besteci ve miizisyenin yetismesini saglamustir. Farkli cografyalardan gelen miizikal etkilenmeler, melodileri ve makamsal
yapiy1 oldukga zenginlestirmistir. Bu zenginlik zamanla her kesime hitap etmeye baglamis ve en nihayetinde dogal bir
akigta “egitim anlayis”nt da beraberinde getirmistir (Toker & Ozden, 2013, s. 108).

Osmanlt déneminde Saraya bagli ve Saraya bagli olmayan miizik egitimi veren kurumlar bulunmaktadir. Enderun,
Merterhane, Mevlevihane, Ozel Megkhaneler, Musika-i Hiimayun, Cemiyetler, Dernekler, Loncalar, Dariilbedayi,
Dartilelhan, goniilla miizik kuruluglari, tekkeler ve benzeri kurumlarda mizik egitimi verilmekteydi (Bilir, 2022;
Coskun, 2013; Filiz, 2023; Kaptan & Kaptan, 2019; Somakg1, 2017; Yiicel, 2019; Temiz, 2010; Toker & Ozden, 2013).

Feldman’in ¢aligmalarinda “mtizik kurumlar” olarak kategorize edilmis veya numaralandirilmig hazir bir
stniflandirma bulunmaz. Fakat Feldman (2024) Tiirkiye'de 19. yiizyil 6ncesi sanat miizigine dair gliniimiize ulagan
bilgilerin, esas olarak iki kurumla iligkili oldugu goristindedir: Osmanli sarayr ile Mevlevilik ve diger bazi dervig
tarikatlar. Istanbul digindaki sehirlerin veya diger kurumlarin miizik yasamina dair cesitli bilgiler mevcut olsa da miizik
yagamina dair nispeten tutarli bir tablonun izilebilecegi iki gorece istikrarli alan, Osmanlt Saray1 ve dervis tarikatlaridir
(Feldman, 2024, s. 29). Bu nedenle Feldman’in Music of the Ottoman Court Makam, Composition and the Early
Ottoman Instrumental Repertoire kitab1 bagta olmak tizere galismalarindaki kurumlar ve iglevleri genel ¢ergevede su

sekilde kategorize edilebilir:

Tablo 1. Osmanli-Ttirk miiziginde kurumlar ve islevi

Kurum Islevi
Saray Saray ve saray teskilatna bagli | Mizisyenlerin istihdamy, icra, himaye, saray hizmeti, egitim ve
miizik kurumu mizisyen yetistirme baglami
Mehterhane Devletin resmi/kamusal ¢algisal miizigi
Tarikatlar Mevleviye Egitim, icra, ayin, kiiltiirel aktarim
Diger Siinni Tarikatlar Dini ve tasavvufi ve sekiiler miizik tiretimi ve icrasi
Saray

Sarayin Osmanli toplum yapisindaki misyonu ¢ok boyutludur. Ciinkii Saray, Osmanlr’da hem iktidarin/gticiin
merkezi ve sembolii hem de yiiksek kiiltiir ve sanatlarin tiretim ve icra anlaminda en tist mekanidir. Saray, miizigin icra
edildigi en 6nemli mekinlardan bir tanesi olmanin yani sira kurumsal miizik egitiminin de verildigi en 6nemli ortam
olmugtur (Bilir, 2022, s. 188, 189).

Osmanli padigahlarinin mizik ile iligkilerinin artmast veya azalmast gesitli sebeplerle degisiklige ugramaktadir.
Ordusunun baginda savaglarda bulunmasi nedeniyle padisahlarin muzik ile iliskisi ogu zaman azalmig olsa da bunun
aksine seferden doénen padisahlarin girdikleri yerlerden bulduklari giizel sanat erbaplarini ve miizik istatlarim
beraberinde devlet merkezine getirdikleri goriilmektedir. Bu nedenle Osmanli hudutlarinin genisledigi donemlerde bir
hayli air, edip, sanatkirin ve musikiginaslarin Osmanli sarayina girdiklerine siiphe yoktur. 15. yizyil ve 16. yiizyilda
Sultan II. Murad (6.1451), II. Mehmet (Fatih Sultan Mehmet, 6.1481) II. Bayezid (6.1512), I. Selim (Yavuz Sultan
Selim, 6.1520) ve 17. yiizyilda IV. Murad (6. 1640) zamanlarindaki sefer doniiglerinde, kendi arzulariyla Azerbaycan,
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Iran taraflarindan gelen musiki iistatlar Istanbul’a getirilerek Osmanli Sarayinda gesitli vazifelerde bulunmus ve bazi
miuzik Gstatlar: da Enderun hizmetine alinmiglardir (Uzuncarsily, 1977, s. 79, 81, 83).

“Osmanlr’da saray, miizigin icra edildigi 6nemli mekinlardan bir tanesi olmanin yani sira kurumsal miizik

egitiminin de verildigi en 6nemli ortamd1” (Bilir, 2022, s. 189).
Enderun: Enderun Mektebi, Saray’in iginde bulunan oldukga 6nem tagiyan egitim kurumuydu. Bu okulun “kurulus
amact genisleyen Imparatorlugun fetihte bulundugu iilkelerin insanlarinin otoriteye karsi direnmelerini dnlemek,
pasifize etmek ve ordu veya sarayda gorev alacak cesitli elemanlar1 kendi hizmeti igin yetigtirmekti” (Akt. Akkutay,
1984, s. 19, 123). 1. Murad tarafindan kurulan (6.1389), II. Murad (6.1451), II. Mehmet (Fatih Sultan Mehmet,
6.1481) doneminde gelisen Enderun Mektebi, dogrudan padisahin sahsina baglidir (Somakgi, 2017, s. 174). Fatih
Sultan Mehmet fethedilen itilkelerdeki Hiristiyanlarin ancak bir kiltirlestirme ile asimile edilebilecegini sezmis,
kiltarlestirmenin ancak kendi milletinin diinya gortstiniin fethedilen tilkelerdeki Hiristiyan ¢ocuklarina agilanmastyla
mimkiin olacagint 6ngérmistir. Enderun Mektebi O’nun déneminde, sadece “devsirme mektebi” kimliginden
¢ikarak, devletin korunmas: igin gerekli kadronun egitimine de yonelmistir. Bu nedenle mektebin akademik yapisini
en mitkemmel hale getiren, gergek sahsiyetine kavusturan ve Enderun Mektebine asil seklini veren Fatih Sultan
Mehmet olmugtur (Akkutay, 1984, s. 26, 34, 125).

Devsirilenlerin Enderun’a gelmeleri, uzun bir egitim doneminden sonra gergeklesmekteydi. Galata Saray, Ibrahim
Pasa Saray1, Edirne Sarayi gibi hazirlik saraylarinda bulunan devsirme olarak toplanan igoglanlardan hizmet edip ancak
yetenekli olanlar “Saray Okulu” olarak da adlandirilan Enderun’a alinarak odalara dagiulirds. Bir dizi segim stirecinin
ardindan igoglanlari (devsirme kékenli saray gorevlileri), spor ve savag sanatlarinin yan sira gesitli entelektiiel beceriler
ve pratik zanaatlar konusunda egitilirlerdi. Icoglanlart arasinda siir, hat sanat veya miizik gibi sanat dallarina yatkinlik
gosteren bireyler de bulunuyordu. 16. yiizyilda saray hizmetinde bulunanlarin sayist 700’ bulabiliyordu (Akkutay,
1984, s. 59, 63; Akt. Feldman, 2024, s. 47; Uzungarsili, 1977, s. 86).

Saray hizmet tegkilati, sayilart zaman iginde bir miktar degisiklik gosteren gesitli odalara ayrilmugti. Bunlar arasinda
Has Oda, Hazine Odasi, Kiler Odast ve Doganct Odast bulunuyordu. Ayrica, Enderun’da miizik egitimi igin 17.
yiizyilda Seferli Odasinin kurulmasina kadar Biiyiik ve Kiigitk Odalar da mevcuttu. “Klasik” Osmanli devlet anlayisina
gore, yerli veya yabanci kokenli Miisliimanlar neredeyse tamamen disarida tutulmus, téim saray hizmeti bu devsirme
adaylara tahsis edilmisti (Akt. Feldman, 2024, s. 48; Uzungarsili, 1977, s. 86). Bu durum, 1566’da Sultan Siileyman’in
olimiinden sonraki bir zamana kadar siirmiis, ardindan devsirmelerin tekelinin kirilldigr gériilmektedir (Feldman,
2024, s. 48). 17. yiizyilin baglarina gelindiginde, (Evliya gibi) hiir Miisliiman kékenli bireylerin Saray Okulu (Enderun)
sistemine sikga kabul edilmesi, aslen “kul” sisteminin bir pargasi olan igoglanlar: igin tasarlanmig bir sisteme entegre
edilmeyi gerektiriyordu. Muhtemelen, miizik alanindaki adaylara Imparatorluk hizmetinin bagka bir biriminde kagt
tzerinde gorevler vermek ve maaglarini o birim tizerinden 6demek daha uygun bir ¢6ztim olarak goriilmiistii (Feldman,
2024, 5. 67-68).

17. yizyilda 1636 yilinda IV. Murad (6.1640) zamaninda bu odalara ek olarak yeni bir Saray odast olarak
olusturulan Seferli Oda, IV. Murad’in Revan Seferine bagladigr sirada Biiyiik Oda ve Kigiitk Oda igoglanlarindan
segme yapilarak meydana getirilmistir. Esas olarak hitkiimdarin ve saray halkinin ¢amagirlarini yikayip katlamakla
gorevli igoglanlarinin bulundugu Seferli Oda, daha sonra bir sanat okulu haline getirilmistir ve burada ¢okga nitelikli
insanlar (alim, miizisyen, sair vb.) yetismistir. Seferli Odas1 (Seferli Kogusu) adiyla tahsis edilen bir béliim igerisinde
meskhane olarak isimlendirilen bir oda, miizik egitimi i¢in ayrilmustir (Akt. Akkutay, 1984, s. 90, 91; Ak. Bilir, 2022, s.
189; Akt. Feldman, 2024, s. 48, 68). Seferli Odas’nin “megkhane” (aligtirma odasi) olarak belirlendigi 1636 yilina kadar
miuzik egitimi icin 6zel bir mekin ayrilmamig olmasindan hareketle, egitimin daha ziyade bireysel bir temelde
yuriitildigi sonucuna varabiliriz (Feldman, 2024, s. 47-48). Saray’daki musiki hayatina iliskin kurumlagmig bir miizik
6grenme sisteminin varligs Evliya Celebi tarafindan belgelenmektedir. Daha 6nceden daginik bir sekilde Saraylarin
gesitli yerlerinde yapilmakta olan mizik egitimi, IV. Murad zamaninda tek bir merkezde toplanmaktadir. 1636’dan

itibaren Saray’da gerceklestirilen megkler, saray hizmetinde bulunan icoglanlarin yetistirildigi ve onlara musikinin de
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ogretildigi bir meskhane niteligi tagtyan Seferli Odasi’nda yapilmaya baglanmaktadir. Bu, miizik egitiminin “artik megk
yontemi temelinde 6rgiitlenmis olmasinin ilk tescili” sayilmaktadir (Akt. Behar, 1988, s. 87; Behar, 1993, 5. 18).

Odadaki i¢oglanlarina ders verecek olan égretmenler, belirli giinlerde ya digaridan aylikli tayin edilir ya da bagka
odalardaki (Has, Hazine, Kiler) enderunlular/miizisyenler arasindan segilirdi, fakat digaridan yevmiyeli hoca
getirilmezdi. Miizigin uygulamali ve kuramsal alanlarinda bilgi sahibi olan wstatlara “Muallimin-i Enderun-1
Hiimayun” denilirdi (Uzungarsili, 1977, s. 87).

III. Selim (6.1808) donemine ait saray belgeleri, miizisyenler arasinda degil, saray hizmetindeki gorevliler olan
“cavusan-1 enderun” (i saray cavuslari) arasinda listelenen oldukga kalabalik bir miizisyen grubunun varligini ortaya
koymaktadir (Akt. Feldman, 2024, s. 68). Pek ¢ok miizisyen ve hanende, baglt olduklar1 ve maaglarins aldiklar saray
birimiyle (Hazine, Kiler) iliskilendirilmistir. Hem Hazine hem de Kiler birimlerinden olan bu ¢avusan grubu, aylik
maag almalarina ragmen saray hizmetine kayitli olmayan muzisyenlerden sayica ¢ok daha fazladir. 1818 tarihli bir hesap
defteri, miuizisyenleri Hazine, Kiler ve Seferli Oda olmak tizere ti¢ birimin ¢avuglart arasinda listelemektedir.
Miizisyenlerin bu sekilde listelenmesi, Hazine ve Kiler boliimlerinin bu sézde tiyelerinin asil iginin muzik oldugu
izlenimini veriyor. Bu sistem, tahttaki padisahin muzige ilgi duymadigr dénemlerde miizisyenler igin bir tiir giivence
de saglamus olabilir (Feldman, 2024, s. 68).

Kald1 ki Saray’n musiki talebinin, her ne kadar 'kurumlagmig’ bir gériiniimi varsa bile, son kertede,
Padisahin musiki begenisine bagliydi. Osmani tahtina da, zaman zaman, musikiden hi¢ hoglanmayan ya
da musikiyi dinsel nedenlerle hog gérmeyen padisahlar oturabilmistir. Bunlardan biri, 1754-1757 yillart
arasinda tahtta bulunan III. Osman'dir. Bu dénemde Saray’da bulunan yetigmis muzisyenlerin timi
Saray’dan ¢ikarilmig ve dagiulmig, Enderun megkhanesi tatil edilmigtir. III. Osman'in halefi Sultan
Mustafa (1757-1774) déneminde ise kayda deger herhangi bir muzik faaliyetinin varligindan soz
edilemez. Gene de Saray’in neredeyse bir geyrek yiizyil siiren bu olumsuz tutumu, musiki geleneginin
kopmasina yol agmamigtir. Bu, miizigin 6grenim, intikal ve icrasinin sosyal ve kiiltiirel temellerinin
bitytik 6l¢tide Saray’in disinda aranmasi gerektigi anlamina gelir. Mesk silsileleri de, kendilerini Saray
ortaminin diginda ve Saray’in mili destegi olmadan yeniden iiretebilecek duruma gelmis olmaliydilar.
Yoksa 1774’ten itibaren I. Abdiilhamit déneminde Saray’da, 6zellikle Sehzade Selim (sonra III. Selim)
sayesinde goriilen musiki konusundaki canlanmayi bagka tiirlii agiklamak miimkiin olamaz (Akt. Behar,
1988, 5. 92, 93). Genis bir tarihsel perspektiften baktugimizda da Saray’in ve Saray megkhanesinin, bir
biitiin olarak, mesk pratigine egemen oldugunu séylemek gergekgi bir degerlendirme sayilmaz (Behar,
1988, 5. 93).

Mesgkhane: Klasik Tiirk Musikisi bir zanaatkar loncasinin maddi diizenine sahip degildi, kurumsallagmus, resmi bir
musiki esnafligi ya da loncasi yoktu. Kendi i iligkilerinde ona loncavari bir gériiniim veren ve varliginin yiizyillar boyu
devamini saglayan bir “hafiza” egemendi. Mesk ve hafiza unsurlart belgelenebildigi kadariyla en az ti¢ yiizyil boyunca
sayisiz miizisyen kusaklarini birbirine baglayan ortak harct olusturmustur (Behar, 1987, s. 50; Behar, 1988, s. 87).
“Mesk, miizigin yazilmadigi, notaya alinmadigi ve yazilt kigittan 6grenilip icra edilmedigi bir miizik diinyasinin egitim
yontemidir” (Behar, 1988, 5.84). Meskhane, Topkapi1 Sarayr’nin Enderun bsliimtinde bulunan ve saray mensuplarinin
miuzik egitimi ve icra pratigi yaptigt mekandir.

Feldman’a gére Osmanli miizisyenlerinin miizigi 6grenme bigimi, biiyiik 6lgiide 6gretmenin icrasini taklit etmeye
dayali mesk pedagojisine bagliydr. Ogrenci, artikiilasyon, tempo ve ciimleleme gibi daha genis kapsamli hususlar:
ogretmeni taklit ederek 6greniyordu. Besteleri s6zli gelenekle 6grenmis olan miizisyenler, hem bu tiirlerde yeni eserler
besteleme hem de eski eserlerin yapisini aktarabilme konusunda ¢ok daha avantajli bir konumdaydilar. Bu bilgi
birikimi, kinetik, miizikal ve analitik kavrayisin kesisim noktasinda varligini stirdiiriiyordu. Karmagik bir eseri bu yavag
ve titiz siireg sonunda ¢alisuktan sonra, birgok miizisyen, herhangi bir eserin miizik notasyonu bigiminde
basitlestirilmis versiyonunu olusturmayi gereksiz gorityordu (Feldman, 2019, s. 178). Bu nedenle nota, uzun siire
mizik 6gretiminin temel aract olmamistir. Feldman, mizigin yalnizca notaya indirgenemeyecegini ve icradaki

niianslarin s6zlii/bedensel aktarim yoluyla 6grenildigini vurgular.
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Meskhanedeki miizik etkinlikleri ile ilgili en net bilgilere 17. yiizyil ortasinda Evliya Celebi ve Ali Ufki gibi sarayda
bulunan iki miizisyenin anlatuklart sayesinde ulagilmaktadir. Evliya Celebi sarayda bulundugu dénemde, aksamlart
meskhanede arkadaglariyla yapuklar: fasillar: anlatr. Bu anlatlar, meskhanenin saraydaki konumu hakkinda ipucu
vermektedir, musiki 6grenmeye 6zgti kurumlagmig bir sistemin varligint belgelemektedir. Ali Ufki saraydaki musiki
odasinda musiki talim edildigini, baz1 miizisyenlerin prova yapmak ve ders almak i¢in bu odaya girdiklerini, giin boyu
acik duran bu odanin aksam kapatldigini, gorevli musiki hocalarinimn sarayda kalmadigini, divanmn ilk oturumu
bittikten hemen sonra megkhaneye geldiklerini, musiki igoglanlarinin odalarindan ¢ikip ve Gstatlarinin kargisinda
yerlerini aldiklarini ve sonra bazen sirayla, bazen de hep birlikte muziklerini (tek sesli) calistiklarini aktarmaktadir
(Behar, 1988, s. 87; Akt. Bilir, 2022, s. 189).

Osmanli musiki diinyasinda hayatlarini sadece muzik yaparak kazanan profesyonel mizisyenler daima azinlikta
olmuglardir. Miizisyenlerin ¢ok biiylik ¢ogunlugu, bir meslek ehli olmayip, daha ¢ok bir uzman niteligi tagtyan, asil
meslekleri baska olan amatérlerdir. Dogal olarak, muzigin egitimi ve aktarimi, “profesyonellik” anlayisi diginda
gelismistir. Saray icerisinde veya Saray tarafindan mesk vermekle gérevlendirilmis tstatlara, Hazine'den 6demeler
yapildigini bilinmektedir. Saray’a bagli, Enderun’a alinmis ve miizik sever bir padisahin koruyuculuguna girme sansina
sahip olan mizisyenler, bazi donemlerde (6zellikle III. Selim ve II. Mahmut dénemlerinde) sadece 6diillendirilmekle
kalmamis, dogrudan dogruya maasa (ayliga) baglanmiglardir (Behar, 1988, s. 97).

Saray egitim ve hizmet sistemi icerisindeki Enderun’da bulunan ve megk yoluyla miizik egitiminin usta/cirak ve
hoca/talebe iliskisi igerisinde ytiratiildiigi mizik egitimi ve pratigiyle iligkili mekin olan Meskhane, saray miiziginin
profesyonel miizisyenler araciligiyla yeniden dretilmesini saglayan egitim mekanizmalarindan biri olarak
degerlendirilebilir.

Feldman, saray miizisyenlerinin tamaminin saray icerisinde yetismis kisiler olmadigini, saray ile daha genis
profesyonel miizisyen gevresi arasinda iliskiler bulundugunu gésterir. Bu nedenle Meskhane’yi kapali bir miizik okulu
olarak diisinmek dogru degildir. Tam aksi olarak Megkhane, saray ile saray digindaki profesyonel miizik diinyast
arasinda bir baglantu noktast sayilmaktadir. Megkhane’nin islevi sadece miizigi 6gretmek degildir; verilen egitim,
uzmanlasma, icra etme, saray miizik geleneginin aktarimi/devamliligs, profesyonellesme ve kurumsallagma zincirlerini
bir arada tutan bir kurum ile sehirle saray baglantisint kuran bir mekén olarak gériilebilir.

Meskhane, Osmanli sarayinin Enderun tegkilati igerisinde miizik egitiminin ve icra pratiginin gergeklestirildigi bir

mekan olarak degerlendirilebilir. Feldman'in saray miiziginin profesyonellesmesi ve sarayda miizigin 6rgiitlenmesine
iliskin degerlendirmeleri, Meskhane'nin saray miizik sistemindeki yerinin anlagilmasi agisindan 6nemlidir.
Harem-i Hiimayun: Osmanli Saray’mnmn en temel egitim merkezi olan Enderun biinyesinde yer almasa da saray
himayesi altinda olan kadinlar da egitimlerini saglamaktaydilar. Ozellikle IV. Mehmet (Avct Mehmet, 6.1693)
déneminde Osmanli Saraymnin Enderun erkek kismindan bagka kadinlar kismi yani Harem-i Hiimayun’da bir hayli
miizik mensubu cariyelerin yetismis oldugu goriilmektedir. IV. Mehmed’in muizik sevgisi nedeniyle Sarayin Enderun
ve Harem kisimlarinda miizik alaninda yetistirilenlerin arttigt séylenebilir (Akt. Karatag, 2014, s. 876; Uzungarsili,
1977, s. 90). Sarayin verdigi miizik egitimi sadece Enderun biinyesinde gorev alan egitmenler tarafindan
verilememektedir, saray diginda hayatini siirdiiren tstatlar tarafindan da muzik egitimi verilmektedir. 17. ytizyila ait
saray belgeleri, cariyelerin zaman zaman Saray disinda gehirli miizisyenlerden egitim aldiklarini, muizik ¢aligmalarini
Saray diginda 6zel evlerde almakta oldugunu ortaya koymaktadir (Behar, 1988, s. 91; Feldman, 2024, s. 48; Karatas,
2014, s. 875).

Sarayin erkek miizisyenlerinin yetistigi gibi, Harem-i Hiimayun’undaki cariyelerin 6gretmenleri, 6grencilerini hem
saray i¢inde hem de saray disinda evlerinde ¢alistirirlardi. Ogretmenler, haftanin belirli giiniinde saraya gelirler, belirli
bir kisimda ders alacak cariyelere ¢algi ¢almay1 (tanbur, kemenge, santur, genk) gosterirlerdi. Sarayda galisiimast zor
veya uzun zaman gerektirecek calgilarin 6gretimi (keman, ney, ¢6giir vb.) ile eserlerin icrasina yonelik megk talimleri,
dgretmenlerin evlerinde &gretilirdi. Ustelik megk alan cariyeler Saray’dan sz konusu evlere sadece megke sinirlt bir siire
gitmiyor, megk bittigindeyse hemen Saray’a donmiiyorlar, uzun siire bu evlerde kalabiliyorlardi (Akt. Behar, 1998, s.
92; Uzungarsily, 1977, s. 87).
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Ogretmene megk alan cariyenin evinde kaldig her giin i¢in bir nafaka verildigi anlagiimaktadir, hizmetleri
kargiliginda bu miizisyenlere Hazine’den 6deme yapilirdi. Okulun yani sira, Sarayin diizenli miizisyenlerinin maaglart
da Saray giderlerinin bir pargasiydi. Bu Enderun &gretmenleri maaglarini almak igin her ay bir dilekge ile
bagmuhasebeye miiracaat ederler, orada yapilan tetkiklerden sonra ayliklarini alirlards (Behar, 1998, s. 92; Feldman,
2024, s. 48; Uzuncarsili, 1977, s. 87).

Miizik 6greniminin mekén olarak sadece Saray’in tekelinde olmadig goriilmektedir. Cariyelere verilen bu megklerin
verildigi evlerin gergekte birer megkhane gibi ¢alistiklart gercegi goz ard: edilemez. Bu nedenle megklerin, en bagindan
beri sadece Saray’da bu ige mahsus mekanlarda yapildigina ya da sadece Enderun’da yapildigina veya sadece Enderun
sayesinde miizisyen yetigebildigine iliskin basmakalip yargiyr gozden gegirmek gerekmektedir (Behar, 1998, s. 92).
“Osmanli toplumunda musiki egitiminin saray diginda ev, konak ve kahvehane gibi bagka sekiiler mekinlarda da
gergeklestigi, bu anlamda bir toplumsallagma egilimi gosterdigi soylenebilir” (Bilir, 2022, s. 191).

Mehterhane

Miizik ilminin icrast ve yaraumindaki en istikrarlt unsur, hig stiphesiz, miizikal repertuvarinda hem incelikli makam
hem de usul yapilarini muhafaza eden Yenigerilerden olugan resmi askeri topluluk olan mehterhanedir (Feldman, 2022,
s. 156). Mehterhaneler (mehterlerin bulundugu binalar), bircok binayr (megkhane, kogus, yemekhane) iginde
barindiran biyiik kiglalardan olugmaktaydi. Miizik egitimi bu kiglalarda bulunan megkhanelerde verilmekteydi.
Mehterhanenin mizik egitiminden bir nevi orkestra sefi olan mehterbast sorumluydu. Mehterbast 6grencilerin
yetistirilmesinden repertuvar segimine kadar bir¢ok konuda kararr vermekle yiikiimlii kisiydi (Akt. Toker & Ozden,
2013, 5. 110, 111). Bir bolagiin bagindaki nefer, hem bélagiin egitiminden hem de mehterbagina kargt sorumluydu. Bu
bize géstermektedir ki mehterde de tipki Enderun’da oldugu gibi brans egitimi 6n plandaydi (Toker & Ozden, 2013,
s. 111).

Mehter miizigi, Osmanli Devleti'nde siyaset ve savag gibi belirli alanlarda askerin, ordunun ve devletin giicind,
sanini ve azametini géstermek amaciyla kullanilan iglevsel bir askeri miizik tiirtidiir. Seferlerde Osmanls askerine cesaret
ve gayret verirken, diigmanda ise korku ve panik gibi duygulart uyandirmay hedefler. Bu miizikte ama¢ miimkiin
oldugu kadar ¢ok sayida zil, boru, davul, zurna ve koslerle agik havada biiyiik bir ses hacmi elde etmektir. Avrupalilar,
savag meydanlarinda kargilagtiklar: bu tiirti uzun stire Ttirk mtiziginin tek 6rnegi sanmig ve 18. yiizyillda Avrupa’da epey
ragbet goren bir miizikal moda yaratmiglardir. Buna kargin Osmanlilar, estetik ¢agrisimlari sinirlt olan bu giir sesli icra
tarzini “kaba saz” olarak nitelendirmis ve bunu “ince saz” adin1 verdikleri ana akim sanat miiziginden ayri tutmuglardir
(Behar, 2019, s. 32, 44).

Feldman’a gore mehterin Gig belirgin islevi bulunmaktadir: (1) Mehter, savas sirasinda araliksiz ¢alardi. Mehterde
sesin kesilmesi, Yenigerilerin savag meydanini terk etmesine yol agabilirdi. (2) Sultan, zamanla ritiiellegen bir torenle her
6gleden sonra, hitkiimdar ve devlet i¢in edilen dualarin eslik ettigi bir mehter icrastyla selamlanirdi. Ayrica vezirler,
eyalet valileri ve vasal hitkiimdarlarin (Kirim hanlari ve Bogdan voyvodalart gibi) her birinin kendi mehter takimlar:
bulunurdu ve bu nedenle onlara “tabl-u alem sahibi” (davul ve sancak sahibi) denilirdi (Feldman, 2024, s. XIX).
Uzungargili, mehter sahibi olmanin sadece sultana 6zgii bir durum olmadigini, ancak mehterin sayisinin ve niteliginin
mehtere sahip olan kiginin statistintin ortaya konuldugunu belirtir. Sultanin 12 katlt (her sazdan 12 adet olmasi)
mehteri varken, sadrazam/vezirlerin 7 veya 9 katli mehterinin bulundugu fakat asil fark olarak sadrazam ya da diger
vezirlerin mehterlerinin aksine kés bulundurmanin sadece sultana 6zgii bir durum oldugu ifade edilmektedir (Akt.
Bilir, 2022, s. 190). (3) Mehter takimlari, her sabah ve gece Topkapr Sarayr ile diger sehirlerdeki kulelerden, sabah ve
yatst namazlari 6ncesi ve sonrasinda agik havada muizik icra ederdi. Bu icralar, sehir halkinin biiytik bir kismi tarafindan
duyulurdu. Bu tig islevin tiimii i¢in mehter repertuvarinin temelini pesrev, semai ve dogaglama taksim olusturuyordu
(Feldman, 2024, s. XIX).

15. ytizy1l Herat'indaki Timur saray miiziginin temel bir unsuru “pisrev (pesrev)” olarak bilinen ¢algisal muizik tiird,
Osmanli kiiltiirtinde mehterin askeri ve térensel miiziginin de karakteristik bir pargasi haline gelmistir. Pegrev ve semai

gibi enstriimantal tiirler, Yenigerilerle baglantili olan ve Osmanli Devleti’nin resmi ve kamusal miizigini temsil eden
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mehterhane (veya mehter) teskilatinin miizigine temel olugturmustur (Feldman, 2019, s. 175; Feldman, 2024, s. X VIII,
XIX).

16. yiizyilda baskenti Istanbul olan Osmanli Imparatorlugu gelistikce, miizik ilmi giderek artan bir bigimde
Imparatorluk Saray1 ve onun mensuplart nezdinde kok saldi. Yiizyilin sonlarina dogru Anadolu ciddi sosyal ve
ekonomik sarsintilar yasarken Istanbul ve Edirne’de bu dénemde ortaya ¢ikan toplumsal tabakalasma, saray diginda
muzik temelli ve nitelikli bir repertuvarin varligina pek fazla alan birakmiyordu. Béylelikle resmi mehter toplulugu,
makam ve usullere dair kapsamli bir bilgi birikimini muhafaza eden giiglii bir miizik kurumu haline geldi. Anadoluile
miizikal alandaki ugurum derinlestikce, bu mehter miizisyenlerinin etkisi daha da artt1 (Feldman, 2022, s. 152, 153).

17. yiizyil baglarinda Istanbul'da, uzun usuller saray miizigine kiyasla resmi mehterhanede ¢ok daha iyi korunmustu.
Solakzade gibi saray miizigine 6zgti calgilart icra eden ve mehter gelenegi ile saray miizigi arasinda képrii kuran
muzisyenler, Mevlevi miizisyenlerle birlikte pesrev formunu saray ortamina tagimuglardir (Feldman, 2019, s. 176).
Behar (2020), “mehter miizisyenleri ile oda miizigi miizisyenlerinin 1630’lardan sonra Saray’da ayn1 meskhanede egitim

gormelerinden dolayy, aralarinda belirli diizeyde bir etkilesimin olabilecegini belirtmektedir” (Ake. Bilir, 2022, s. 190).

Osmanlr’da miizikal alanlar arasindaki gegislilikler ve iligkiler nedeniyle rnegin askeri miizigin gelismesi
de Osmanli musikisine belirli diizeylerde katki yapmustr. Bu gergevede kaba musiki olarak tarif edilse de
stirekli miizik talimi yapan bir ocagin tyeleri olan mehter takimlarindan ince musiki alaninda eser vermis
miuzisyenlere Osmanlt mizik tarihinde rastlanmaktadir (Bilir, 2022, s. 141).

Miizisyenlere dair bilgiler, sarayda muhafaza edilen mali belgeler arasina dagilmis durumdadir. Hem saray hem de
mehter miizisyenlerinin 6demeleriyle ilgili Osmanlt saray kayitlari, 16. ytizyilin baglarindan glintimiize ulagmig ve
zaman zaman Tirk tarihgiler ile miizikologlar tarafindan kullanilmistir (Akt. Feldman, 2024, 5.20).

Mehter miizisyenlerinin en azindan 17. yiizytlin baglarina kadar kéken olarak devsirme olduklar1 ve Saray okulunda
yetistirildikleri ~anlagilmaktadir. Bagkentte egitilen mehteranlarin  (mehterin  ¢ogulu) tagraya gonderildigi
goriilmektedir. (Feldman, 2024, s. XIX). Bu sekilde mehter, yalnizca Istanbul'a 6zgii bir yap1 olmaktan ¢ikip tagraya da
yayilan bir kurum niteligi tagidig ortaya ¢ikmaktadir.

Feldman'in yaklagiminda iki ayr1 mehter tipi bulunmaktadir:

Tablo 2. Mehter gesitleri

Yap: Niteligi i§lev

Resmi mehter / Devletin ~ resmi  askeri-trensel | Savas, devlet térenleri, kamusal ilan ve ritieller

Mehter-i tabl i | toplulugu

alem

Mehter-i birun Sehirli mizisyen loncalarina bagli | Eglence, kutlama, dans ve 6zel/kamusal etkinlikler
gayriresmi (saray dis1) topluluk

Resmi mehterin yant sira, sehirli miizisyen loncalarinin bir pargasini olugturan ve “mehter-i birun” adi verilen bagka
bir topluluk tiirti daha mevcuttu. Herhangi bir maag almayan bu “resmi olmayan” mehter, halka agik senliklerde ve
ozel kutlamalarda icralarda bulunurdu. Mehter-i birun, ¢algr diizeni, bitytkliik ve repertuvar bakimindan farklilik
gosterirdi (Feldman, 2024, s. XIX, 103). 17. ytizyilin baglarinda “mehter-i birun” topluluklari, sanat miizigi sisteminin
ve repertuvarinin sehirli niifus arasinda yayilmasina katkida bulundu (Feldman, 2024, s. 55). Mehter-i birun, Osmanli
miizik kurumsallagmasinin yalnizca merkezi devlet ve saray tizerinden gelismedigini gostermesi bakimindan 6zellikle
onemlidir. Sehirli mazisyen loncalariyla baglantli olan bu yaps, ticretli devlet hizmetine dayanmayan ancak belirli bir
meslek cevresi, repertuvar ve icra alani i¢inde 6rgiitlenen alternatif bir kentsel mazisyenlik modeline isaret eemektedir.

Bu 6zellikler birlikte degerlendirildiginde Mehterhane, Feldman’in anlatisinda yalnizca askeri bir icra toplulugu
degildir. Diizenli egitim, belirli devlet gérevleri, hiyerarsik rgiitlenme, kamusal icra takvimi, saray-tagra dolagimi ve
belirli bir repertuvarin siirekliligi bakimimdan Osmanlt miizik yasaminin en belirgin kurumsallagmig yapilarindan
biridir.

1826 yilinda Yeniceri Ocagi’nin ve onunla birlikte tim mehter mizik toplulugunun siddet yoluyla ortadan
kaldirilmasi, Osmanli saray1 igin de bir miizikal krize yol agmist1. II. Mahmut, mehterhaneyi lagvetmesinin ardindan,
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“Donizetti Paga” olarak taninacak olan Giuseppe Donizetti'nin yénetiminde, Bat1 ve Tiirk unsurlarini bir araya getiren
bir askeri bando niteligindeki Mizika-yt Himayun orkestrasini kurdu (Feldman, 2022, s. 113).
Mevleviye

Mevlevilik
Mevlevilik, 13. yiizy1l sonlarinda Konya’da, Mevlina Celidleddin Rumi adina oglu Sultan Veled tarafindan kurulan

Konya’da geligmis bir tarikatin adidir. Bu tarikat, Anadolu Beylikler Dénemi ve altr asirlik Osmanli Devleti boyunca,
Tirk toplumunu belki de en yakindan etkileyen tarikatlardan birisi olmugtur (Akt. Demirtas, 2007, s. 26, 27).
Mevlevilik, Anadolu ile Istanbul arasinda -miizikle sinirli kalmamak kaydiyla- en st diizey kiiltiirel unsurlart
biitiinlestiren giiglii bir kiiltiirel kurum olugturmustur (Feldman, 2022, s. 236).

Istanbul’un fethedildigi donemde Mevlevi Tarikat’nin merkez tekkesi, bagimsiz bir Ttirk devleti olan Karaman’in
bagkenti Konya’da bulunuyordu (Bu bagimsizlik, 1480’lerde Karamanli Kasim Sultan'in Osmanli valiligi gorevini
kabul etmesiyle sona ermistir). Karaman Mevlevileri, sehrin Bizanslilardan alinmasindan hemen sonra Istanbul’da
varlik gostermeye baslamis olsalar da Mevlevi miizisyenlerin Osmanli sarayindaki icralarin bir pargast haline gelmeleri
arasinda bir asirdan fazla bir siire gegmis gibi gériinmektedir (Feldman, 2024, s. 87).

Mevleviler 14. yiizyildan 16. yiizyila kadar uzanan siiregte Sufi geleneklerini pekistirmis, toplumsal dayanaklarini
Selguklu ve daha sonra Karamanoglu aristokrasisi ile Konya’nin seckin ulemasi tizerine kurarak bu gelenegi giivence
altina almayr bagarmuglardir. Ilerleyen dénemde, 16. yiizyil icinde, devletin segkinci yapist iginde kendilerine yer
edinerek odak noktalarini yeni Osmanli bagkentine kaydirmiglardir. Mevlevilerin sahip oldugu segkin baglantilar,
Anadolu’nun Islami yiiksek kiiltiiriindeki merkezi konumlari ve tarikat kurucusunun kutsiyetine duyulan yaygin halk
inanci, onlar1 ciddi baskilardan (elegtirilerden muaf tutulmasalar da) korumus ve hatta Arap diinyasina yayilmalarina
olanak tanimigtir (Feldman, 2024, s. 79).

19. yiizyilda Mevlevilik, &zellikle Istanbul ve diger Osmanli sehirlerindeki iist diizey biirokratlar ile entelektiiel
kesimin yogun ilgisini ¢ekmis, birer sanat merkezi olan tekkeleri bu cevrelerce siirekli desteklenmistir. Mevlevi seyhleri
mevcut sosyal ve siyasi diizeni savunarak saraya bagli kalmis, dini ya da siyasi isyanlardan her zaman uzak durmuglardir.
Osmanli'nin fethettigi topraklarda aguklari zaviyelerle Tiirk killtiirtinii yayan birer elgi olan Mevleviler, sinirlt bazi
zamanlar hari¢ devlet tarafindan neredeyse hig baskiya ugramamuglardir (Akt. Demirtag, 2007, s. 68). Yaklagik alt1 ytizyil
boyunca ciddi bir tehditle kargilasmayan Mevleviler, Atatirk'tin 1925°de tiim Sufi tarikatlarini yasaklamasina kadar
varliklarini siirdtirmiglerdir (Feldman, 2024, s. 79).

Mevlevi miizik diisiincesine dair tarihsel bir dénemlendirme yapmaya galigmak pek yararli degildir, zira temel
yaklagimlarin en geg 15. yiizyilda sekillendigi ve modern zamanlara gelinceye dek biiyiik 6l¢tide degismeden kaldigs
gorilmektedir. Saray hizmetindeki miizisyenlerin toplumsal konumu degisip yabanci uzmanlarin 6nemi azalirken,
gayrimislimler miizik sahnesine dahil olup zamanla oradan ¢ekilirken, profesyonel cami hanendeleri 6nem kazanirken
(ve sonrasinda 20. yiizyilda ortadan kalkarken), aristokrat ve biirokrat ‘amator’lerin roli toplumdaki yerlerine paralel
bi¢imde degisirken, Mevlevi miizik felsefesi hem bir siireklilik hem de bir esneklik sergilemistir. Bu felsefe,
baslangicindan (hatta Osmanlt Devleti’nin kurulusundan bile ncesinden) giintimiize kadar Ttrk Sanat Mizigi’nin
niteligini tanimlamaya katki sunan degismez bir unsur olarak goriilmelidir (Feldman, 2024, s. 85).

Mevlevi Musikisi

Mevlevilik, musiki baglaminda alana tartigmasiz en biiyiik katkiy1 yapan tasavvuf 6rgitlenmesidir. Kurulugundan
itibaren musikiye ¢ok 6nem vermis, kendi icinde muzisyenler yetistirmis, miizigi her zaman ibadetin &nemli ve
vazgecilmez bir pargasi, belki de bizzat kendisi olarak gérmugtir (Behar, 2019, s. 51; Bilir, 2022, 5.103). Mevlevilik,
sehir yagamu igin edebiyat, hat sanat1 ve miizik alanlarinda en st diizeyde icracilar yetistiren bir okul iglevi gormusgtiir
(Akt. Feldman, 2022, s. 48). Mevlevi egitimi ve 6gretimi, iki agamali bir sisteme gore yapilandirilmigti: Birinci agamada,
temel bir disiplin, ikinci agamada ise siki bir disiplin yer aliyordu. Kisinin eger miizik yetenegi varsa, kendisine ney ve
vurmali ¢algilari calma ile Mevlevi vokal repertuvarindaki eserleri icra etme konusunda egitim verilirdi (Feldman, 2022,
s. 54). Mevlevihaneler, yetistirmis oldugu bestekar, sazende, hanende ve nazariyatgilarla Tiirk Musikisi’ne ¢ok biiyiik

hizmetlerde bulunmustur (Demirtag, 2007, s. 24, 25). Serneyzen ve kudiimzen, mevlevihanelerde musiki egitiminden

143



Ang: Tiirk Miizigi 6(Walter Feldman Ozel Sayisi) (2026) 129-152

sorumlu kisilerdi. Serneyzenin (sazende) gérevi, mutrib heyetinin bagi olarak ayin esnasinda mizisyenleri ile ayin
icrasint yonetip ve mevlevihanede neyzen yetistirmekken, kudiimzenin gorevi ayin sirasinda perkiisyon aletlerinin
sefligini yapmak, mevlevihanede kudiim egitimi vermek ve ayinhan yetistirmekeir (Bilir, 2022, 5.193).

Mevlevi miizisyenler, ¢algt miizigine ilgi duyma ve ona sayg: gosterme konusunda koklii bir gelenege sahipti.
Enstriimantal semai, erken dénemlerden beri onlarin kutsal repertuvarinin bir pargasi gibi gériinmektedir. 16. yiizyilin
sonlarinda gelistirilen Taksim adi1 verilen dogaglama vokal ve enstriimantal tiir, Mevlevi uygulamasinda ¢ok 6nemli bir
yere sahiptir. Pegrev ise 18. yiizyilin sonlarina dogru bu repertuvara dihil edilmistir. Rebap ve ney, vurmali ¢algilarla
birlikte, en erken donemlerden itibaren Mevlevi ayinlerine eglik etmek tizere kullanilmistir (Ake. Feldman, 2024, s. 90,
91, 492).

Mevlevi Kurumu: Mevlevibane

Mevlevi Musikisi’nin yayildig1 yerler, mevlevihaneler araciligiyla olmustur. Basta Istanbul olmak iizere, bircok
musikisinas yetistiren mevlevihaneler, dénemlerinin birer “konservatuvar1” olarak anilmig; musikinin 6grenimi ve
yayilisinda 6nemli roller dstlenen bir kurum olarak goralmistiir. Mevlevihanelerin birer konservatuvar gibi islev
gormesinin asil nedeni Mevlevi sema ritiellerinde yer alan hanende ve sazendeleri yetistirmek i¢indir. Mevlevihaneler,
Mevlevi miizisyenlerininin yant sira bagka tekkelere bagli veya higbir tekkeye bagli olmayan sadece miizik ile ugragan
kisilerin bir araya geldikleri 6nemli sanat merkezleri sayilmaktaydi. Usta miizisyenlerin toplanip miizik icra ettikleri,
yeni besteler dinledikleri, miizik sohbetleri ettikleri, yetijmekte olan gen¢ muzisyenlerle tanigtiklari, onlara bilgi ve
tecriibe aktarimi yapuiklart yer olan mevlevihaneler ayni zamanda Tiirk Musikisi 6grenmek isteyen gayr-i miislim
miuzisyenlere egitimin verildigi faal sanat mekanlariydi (Behar, 2019, s. 51; Bilir, 2022, s. 193; Akt. Demir, 2010, s. 374;
Akt. Demirtag, 2007, s. 25, 71).

Istanbul’daki en eski Mevlevi kurumu, Seyh Divane Mehmet Celebi yonetiminde 1491 yilinda kurulan Galata
Mevlevihanesi’dir. Ancak Celebi’nin Osmanli yonetimiyle iyi iligkiler kurmay: bagaramamasi sebebiyle Galata
Mevlevihanesi, 1533’ten sonra yonetimle daha yakin baglara sahip olan Halveti derviglerinin kontroliine verildi. Galata
Mevlevihanesi’nin yonetimi 1610°’da yeniden Mevlevilere ge¢mistir. 1597 yilinda, iist diizey bir pasa Istanbul’un
merkezindeki Yenikapr’da yeni bir mevlevihane inga ettirmistir. Bunu takip eden on yil i¢inde Istanbul’da Kastmpasa
ve Besiktag olmak tizere iki yeni mevlevihane daha agilmugtir. Béylece, 17. yiizyilin ortalarina gelindiginde Mevleviler,
bagta gesitli biirokratik kesimler olmak tizere egitimli Miisliiman ntifusun genis bir boltimii tizerinde “muizik ilmi”nin
tstatlart sifatiyla niifuzlarini ortaya koyabilmislerdir (Feldman, 2024, s. 87, 88, Feldman, 2022, s. 145).

Osmanlt Imparatorlugu’nun agirlik merkezi giderek bagkent Istanbul’a ve ardindan yakin ve uzak Balkan
eyaletlerine kaydik¢a, Anadolu’da miizik ilmini yagatan ve Osmanli bagkentine tist diizey icracilar kazandirmaya devam
edebilen baglica yap1 Mevlevilik olmugtur. Anadolu ve Trakya’nin biiyiik kisminin “tagra” yani “merkezin digarist”
konumuna distiigii 18. yiizyilin baglarindan giintimiize kadarki siiregte, Anadolu’nun miizik yagamini Istanbul
merkezli bir bakis agisiyla degerlendirmemek biiyitk 6nem tagir. Evliya Celebi’nin yazilarinda, pek ¢ok Anadolu
kentinin geliskin bir miizik yasamina ya da en azindan st diizeyde miizik bilgisine sahip belirli sahsiyetlere ev sahipligi
yapug goriilmektedir. Tokat Mevlevihanesi ancak 1638 yilinda inga edilmis olsa da yakinlardaki Corum
Mevlevihanesi, ¢ok daha eskiye uzanan ge¢misiyle Anadolu’nun en eski mevlevihanelerinden biriydi. Ayrica
Trakya’daki Gelibolu ve Edirne’de de faal Mevlevihaneler vards. Sultan II. Murad, daha énce insa ettirdigi Muradiye
Camii’ni doénustiirdiigi Edirne Mevlevihanesi hem derviglerin egitiminin hem de mukabele gosterilerinin
yapilabilecegi bir asitane olarak kabul ediliyordu. Edirne 6nemli bir Mevlevi merkezi olarak islev gérmeye devam
ederken, yirmi beg yillik bir siire icinde (1597-1622) Istanbul’da dért biiyitk mevlevihanenin aniden ortaya ¢ikmast,
Osmanli bagskentindeki Mevlevilerin etkisini arturmaktan bagka bir sey yapmadi, Mevleviler bagkentin miizik yagaminda
goruniirlik kazandiklari yeni bir déneme girdiler. Bir anlamda, Mevlevilerin Istanbul kiiltiiriine daha derinden niifuz
etmesinin 17. yiizyilin ilk on yillarinda bagladig séylenebilir. Saray hizmetinde bir role bagimli olmadiklar1 ve yetenekli
her tiirlit miizik 6grencisine egitim vermeye agik olduklari igin, Istanbul’un miizik yagamu tizerindeki etkileri giderek
artmugtir. Uzun 18. ylizyil boyunca, baskentteki Mevlevilerin Osmanli segkinleriyle olan baglari, bir 6nceki yiizyila
kiyasla daha da giiglenmistir (Feldman, 2022, s. 145, 150, 151, 157, 158). Bu sayede Istanbul Mevleviligi, Osmanl
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cografyasinin zengin kiiltiirel birikimini sehrin giindelik yasamina tagtyan bir imparatorluk tarikat1 haline gelmistir
(Akt. Feldman, 2022, s. 47).
Mevlevi Ayinleri

Tarihlendirilebilen en eski Mevlevi ayini, 17. ylizyilin ortalarinda yasamis bir miizisyene (Mustafa Dede, 6.1683)
atfedilmektedir (Akt. Feldman, 2024, s. 78).

Mukabele giinleri Mevlevi dergihlar: tarikatin sempatizanlarina (muhiplere), misafirlere, gesitli tirde
dinleyici ve seyircilere agikti. Miizik genellikle evlerde, konaklarda ve diger 6zel mekéinlarda icra edildigi
i¢in de Mevlevihanelerde yapilan mukabeleleri kamuya agik tek —tabiri caizse— “konser” tiirii icralar
olarak telikki etmek yanlis olmaz (Behar, 2019, s. 31).

Osmanli Tirkiye’sinde, halka agik bir konser icrasina en ¢ok benzeyen kurum Mevlevi ayiniydi. Mevleviler
icralarinin bir izleyici kitlesi tarafindan izlenmesine izin veriyor ve icra mekanlarini (semahane) izleyicileri de goz
6ntinde bulundurarak tasarliyorlardi. Kadinlar, dervis olmayanlar ve Misliiman olmayanlar da dahil olmak iizere
herkes, sema gosterisini izlemekte 6zgiirdii. Mevlevi ayini, icra sirasinda ritiiel bir dansla birlestirilen ve tamamen agkin
bir amaca hizmet eden bir sanat miizigi tiiri olarak degerlendirilebilir (Feldman, 2024, s. 492).

Mevleviyye herhangi bir zikir toreninin yapilmadig ve mukabele sirasinda kullanilan temel miizikal formun ilahi
olmadigr tek Siinni tasavvufi tarikattir. Mukabele adi verilen Mevlevi torenleri belirli bir makamda 6nceden
bestelenmis bir pesrevden sonra her birine selim adi verilen dért boliimden olugan ve aynt makamdaki bir ayinin belli
bir ritiel i¢inde semazenlere eglik etmesinden ibarettir (Behar, 2019, 5.30). Bir ayinin dort selaminin tek bir kisi
tarafindan bestelenmesi, ayini, bir Ttirk bestecisinin hiinerini sergileyebilecegi en genis mecra haline getiriyordu. Bu,
tim Osmanli besteleme bigimleri arasinda en uzun ve en zorlu olaniydi. Dolayisiyla, besteleme sanatnin gelisimi
agisindan bakildiginda, 17. ytizyildaki Mevlevi ayini, din dist miizigin ancak bir asir sonra yaklasabildigi bir yetkinlik
diizeyine goktan ulagmisti (Feldman, 1997, s. 51). Mevlevi ayinlerinin uzunlugu ve karmagikligr ger¢ekten de biitiin
usta miizisyen ve bestecilerin becerisini zorlamigtir. Mevlevihanelerin fiilen birer miizik okulu olarak kabul edilmesinin
sebeplerinden biri de budur (Behar, 2019, s. 31).

Mevlevi Sanatgilar:

Erken dénem Islam diinyasinda “miizik ilmi”nin en yetkin temsilcisi olan miizisyen-teorisyen figiiriine, 16. yiizyil
Ttrkiye’sinde neredeyse hi¢ rastlanmaz. O dénemde ve 16. yiizyilin baglarinda karsimiza ¢ikan sahsiyetlerin ¢ogu
Mevlevi veya Guilseni dervigleridir. Bu tiir sahsiyetler, ytizyilin ilerleyen dénemlerinde ve takip eden ytizyilin baglarinda
giderek daha fazla 6ne ¢ikmaya baglar (Feldman, 2024, s. 43). Mevleviligin 17. ytizyilda Osmanli bagkentinde daha
merkezi bir konuma gelmesiyle birlikte, sekiiler sanat miiziginde Mevlevi derviglerinin (Cengi Yusuf Dede (6.1670) ve
Kégek Mustafa Dede (6. 1683)) etkisi goriilmekteydi (Feldman, 2019, s. 176). Mevlevi Ké¢ek Mustafa Dede’yi takip
eden nesilde ise Mevlevi Osman Dede (6.1730), ¢esitli dini ve din dig1 tiirlerde eserler veren 6nemli bir bestekar
olmasinin yant sira, bir miizik notasyon sisteminin de yaraticistydt. Dolayistyla, 17. yiizyilin ortalarindan itibaren ve
sonrasinda giderek artan bir sekilde Mevlevilerin neyzenler arasinda etkili, hatta belki de baskin bir konumda olduklari,
ayrica bazi Mevlevilerin din digt saray miizigi tiirlerinde de icra ve beste yapuiklari séylenebilir. 17. yiizyilin sonlarinda
Osmanli-Tiirk miiziginin gesitli alanlarinda son derece etkin rol oynayan tarikata bagl: sivil tiyelerin en nliisia
Buhurizade Itri’dir (6.1712). 18. yiizyilin sonlarinda Istanbul’da bulunan Niebuhr, Mevlevi derviglerinin “Ttirkler
arasindaki en iyi miizisyenler olarak kabul edildigini” belirtmistir. 19. yiizyihn ilk yaristnin Imparatorlugun sonuna
kadar, Osmanli saray repertuvarinin biiyiik bir kisminin bestelenmesi, icrast ve 6zellikle de sonraki nesillere aktarilmas:
stireglerinde Mevlevi dervisleri baskin bir rol oynamistir (Akt. Feldman, 2024, s. 43, 88, 90).

“19. yiizy1l Istanbul’undaki Mevlevi Musikisi, diger tarikatlarin musikilerine nazaran biiyiik bir gelisme gostererek,
alun ¢agini yagamustr. Bu yiizyilda yagayan Mevleviler arasindan birgok bestekir, hinende, sizende ve nazariyatgi
yetismis, Ttrk Musikisi’ni gerek icra ederek gerekse ilmini yani nazariyatini tesis ederek gelecek kugaklara aktarmuglar
ve bu sayede unutulmaktan kurtarmiglardir” (Demirtag, 2007, s. 66).

Mevlevi dervislerinin, en azindan 17. ytizyilin baglarindan itibaren sanatsal repertuvarlarinin siirekliligini saglayan

kiiltiirel bir mekanizmaya sahip olduklart gériilmektedir. Kendi iglerindeki miizik egitimi sisteminin giicii, ayinleri i¢in

145



Ang: Tiirk Miizigi 6(Walter Feldman Ozel Sayisi) (2026) 129-152

6zel bir miizik notasyonu ihtiyacinit ortadan kaldirmus gibidir. Ancak 18. yiizyilin baglarina gelindiginde, din dig1 saray
repertuvarinin bazi bélimlerini korumak amaciyla notasyon kullanma gereksinimi duyduklari anlagilmaktadr.
Mevlevi dervigleri, 17. yiizyildan itibaren Istanbul ve Edirne’deki pek ¢ok Ermeni, Rum ve Yahudi miizisyenin hocast
konumuna gelmislerdi. Boylece, ¢esitli Hristiyan ve Yahudi topluluklarindan miizisyenlerin  Osmanli/ Islam
medeniyetinin miizik sistemine dahil olmalarina olanak tanimuglardir. Istanbul Mevlevileri, bu kugaktan itibaren
Osmanli Misliiman toplumu i¢inde miizik notasyonuna istikrarlt bir ilgi gosteren en tutarli grubu olugturmustur
(Feldman, 2019, s. 179).

Feldman’in goristine gore Mevleviler, Osmanli sekiiler sanat miiziginin gelisimi ve aktariminda kilit unsurlardan
biridir. Onlarin etkisi gesitli agilardan su sekilde goriilmektedir: (1) Dini bir miizik tiirii olan ayinin, saray faslindan
daha eski bir gegmise sahip oldugu anlagilmaktadir. Ayin, Tirk Muzigi'ndeki en karmagik bestecilik bigimiydi ve
buttiniiyle tek bir kisi tarafindan bestelenmesi 6zelligiyle, Ttrkiye'de veya Orta Dogu'nun diger bolgelerinde dongiisel
ilkenin ulagtigs en ileri gelisim diizeyini temsil ediyordu. (2) Mevleviler, saray repertuvarinin hem icracilart hem
de bestecileri olarak 6nemli bir yere sahipti. (3) Mevleviler, Osmanli miizigi igcinde enstrimantal miizigin bagimsiz
bir alan olarak gelismesinde hayati bir rol oynamustir. (4) Mevleviler muhtemelen, 17. yiizyilin ortalarina gelindiginde
Osmanlt fasil toplulugunun 6nde gelen iki ¢algisindan biri haline gelen neyin kendine &zgii bir formunun
gelistirilmesinde de etkili olmuglardir. (S) Istanbul'da Mevlevihaneler, Saray diginda klasik repertuvarin
aktarilmasindaki en 6nemli kurumlart olugturuyordu. Bazi durumlarda, gayrimuslimler de Mevlevi hocalarin 6grencisi
olabiliyordu. (6) Anadolu, Arap, Yunan ve Balkan bolgelerindeki sehirlerde bulunan Mevlevihaneler, Osmanli sanat
miizigi normlarinin ve repertuvarinin bir kisminin yayilmasinda 6nemli birer kurumdu. Bagdat, Musul, Sam, Trablus
veya Filibe (Plovdiv) gibi tagra Mevlevihanelerinde yetisen miizisyenler, zaman zaman bagkentin miizik yasamina da
dahil olabiliyorlardi. (7) Miizigin degerine dair tasavvufi bakis agilar;, Osmanlt segkinlerinin felsefesinin bir pargast
haline geldi. (Feldman, 2024, s. 92, 93).

Mevlevilik, Bektasilik, Halvetilik ve Giilsenilik gibi diger tasavvufi hareketlerle etkilesim i¢inde olmusg ve bunlar
tzerinde niifuz icra etmigtir (Akt. Feldman, 2022, s. 47).

Diger Siinni Tarikatlar
IX. yiizyildan itibaren ortaya ¢ikan ve XI. yiizyildan itibaren de tarikatlar adi alunda faaliyet gostermeye
baglayantasavvufun, siyasi, igtimai, iktisadi ve kiiltiirel hayatta rolii bitytik olmugtur (Demirtag, 2007, s. 19).

Tarikatlar, kisilerin dinsel ihtiyag ve yonelimlerini desteklemenin yani sira toplumsal davraniglara da yon vermede
etkili olmug kurumlardir (Adar, 2014, s. 167). Toplumsal tabakanin en tstii ile en altr arasinda bir koprii islevi goren
tarikatlar, dini oldugu kadar din digt miizigin gelisjmesinde katkida bulunmuglar, musikinin yayilmasinda en biyiik
etkenlerden biri olmuglardir. Biiyiik mutasavviflar yetistirdikleri halifelerini Islam aleminin baz1 yerlerine gonderdikleri
icin ozellikle 17. yiizyilda Ttrkler tarafindan kurulan tarikatlara ait ytzlerce tekke agilmig ve bu tekkeler musiki ile
birlikte Tiirk kiiltiiriiniin de yayilmasina sebep olmuslardir. Ozellikle dini musiki formundaki eserlerin yayilmasinda
tarikatlarda bulunan dervigler etkili olmugtur. Katldiklari toplantilarda dini musiki formunda eserleri gittikleri her
yerde seslendirerek musiki vasitasiyla Tiirk kltiirtintin de yayilmasina destek olmuglardir. Clinkd tarikat ayinleri
ozellikle mutizik ve giirin birlesmesi ile doruk noktasina ulagmigtir. Mutasavviflarin, seyhlerin, zakirbagilarin ve
dervislerin birgogu ilahi, naat, tevsih ve duraklar besteledikleri goriilmiistiir. Buradan da bu kisilerin gok derin bir
musiki ve tasavvuf kiiltiriine sahip olduklarr anlagilmaktadir (Adar, 2014, s. 153; Bilir, 2022, s. 103; Guiney, 1997, s.
3).

Zikirlerde tiim idare zakirbaglarinin elinde bulunmaktaydi. Bir nevi orkestra sefi olan bu kisilere cok
biiyiik gorevler diiserdi. Bu gérev herkesin ulu orta yapabilecegi bir is olmamakla beraber bircok
kabiliyetin bir arada olmast sart: aranirdi. Oncelikle zakirbast adayinin ¢ok giizel bir sese ve kulaga sahip
olmasiyla beraber binlerce ilahinin bestesini giiftesiyle beraber ezbere bilmesi gerekirdi. Bu da musikiyi
¢ok iyi bilmesi anlamma gelmektedir ... Bir zakirbaginda aranilan tim meziyetler Ttrk Tasavvuf
Musikisinin ne kadar biiyiik ve zengin oldugunun bir gostergesi olmakla beraber tarikatlarda icra edilen
musikinin de bitytkliigiiniin ve derinliginin en biiyiik kaniti olmustur (Giiney, 1997, 5. 6, 7).
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Her ne kadar grubun ritiiel igindeki yiirtitiictisti zakirbagi olsa da o da dogrudan zikri idare eden kisiye baglt olup
onun direktiflerini uygulayarak zakirleri yonlendirir (Panya, 2019, 5.31). Bu durum tarikatlar igindeki hiyerarsik diizeni

ortaya koymaktadir.

Dini eserlerin el yazisiyla yazilmasina ragmen, musikiye ait bestelerin notalar genellikten kulaktan kulaga
mesk ederek 6gretilmis. Bu megk hoca-talebe iliskisiyle yiizyillar boyu tarikatlarla stiregelmis. Fakat bu
eserler var olan nota sistemleriyle ¢ok az kigida ¢ekilmis ve bunlar gogalulamamis. Maalesef biyiik ve
kigiik besteli formlardan binlercesi onlari bilen hoca, seyh, pir, zakirbagi, zakirin ve yahut da
musikisinasin vefatyla ilelebet kaybolmuglardir. Dini ve din digt musiki eserlerinden var olanlar yine bu
zatlarin katkilariyla bugtine kadar intikal etmistir (Giiney, 1997, s. 151).

Asitaneler, bimarhaneler ve dirugsifa gibi mekanlarin miizigin icra edildigi en 6nemli yerlerin baginda gelmesinin
yant sira dini eserler genelde cami ve tekkelerde icra edilmigtir. Ozellikle tekkeler, bagta dini musiki olmak iizere, her
tirli miizigin icra edilip dinlenildigi, ¢algi 6greniminin yapildigi, musiki meraklilarinin musiki 6grenerek miizisyen
olarak yetistigi 6nemli mekén, tekkelerdir. Bagta Mevlevi dergahlar1 olmak tizere birgok dergah tekke ve zaviye, miizigin
6grenimi ve yayilmasinda, yillarca okul gérevi gérerek 6nemli roller tistlenmiglerdir (Demir, 2010, s. 374). “Musiki
tstadlariyla musiki heveslilerini bir araya getirerek, bilgi ve tecriibe aktarimini saglayan birer konservatuar gérevi yapan
tekkeler, Ttrk Musikisi bestekdr, icraci ve nazariyatgilarinin pek ¢ogunun yetismesinde de 6nemli rol oynamistir. Bu
noktadan hareketle denilebilir ki, tasavvuf kiiltiirinden nasibini almayan, o havay: teneffiis etmeyen musikisinasa
rastlamak hemen hemen imkansizdir” (Akt. Demirtag, 2007, s. 23).

Osmanli musiki diinyasina girmis tarikatlara mensup miizisyenler, kendi tekkelerinde yaptiklart miizikler diginda
sekiler alanda yapuklart bestelerle de din digt miizigin genislemesine ve bu muzigin desteklenmesine katkida
bulunmuglardir (Bilir, 2022, s. 208; Feldman, 2024, s. 95). Halvetiye, Giilseniye, Kadiriye gibi zikir ile birlikte
musikinin 6nem kazandigr diger bazi tarikatlarda da yalnizca dini degil, her tiirltt musikinin megk edildigine dair giiglii
belgeler elde mevcuttur (Demir, 2010, s. 374).

Miizige dair mistik felsefe en tutarli bigimde Mevleviler tarafindan gelistirilmis olsa da bu anlayisin diger Stinni
tarikatlarin ¢ogu tarafindan da benimsendigi goriilmektedir. Tarikatlarin ortaya koydugu miizik tiirleri arasindaki
temel fark, Mevleviler ayinlerine dongiisel ritimlere dayali bestelenmis miizik silsilelerini ve gesitli miizik aletlerini dhil
ederken, diger tarikatlarin ayinlerinde melodik ¢algilar1 yasaklayarak Tirkiye digindaki Sufi muzigi gelenegine daha
sadik kalmalaridir. Bu tarikatlar ¢esitli miizik tiirlerini barindiran zikir trenlerinde 6nceden belirlenmis kati bir akiga
sahip olmayan ve serbest ritimli, 6l¢tistiz tiirlere (durak, naat, temcid vb.) odaklanmiglardir. (Feldman, 2024, s. 93). Her
ne kadar dongtsel bir yapida bestelenip icra edilmeseler de bazi tevsih ilahileri miizikal agidan saray miizigindeki “beste”
tiirti kadar geliskin bir nitelige sahipti (Akt. Feldman, 2024, s. 95).

Bu tarikatlarin Osmanli miiziginin kurumsallasmasindaki 6nemi yalnizca kendilerine 6zgii dini veya mistik
repertuvar tiretmelerinden kaynaklanmamaktadir. Zakirlik ve zakirbagilik gibi miizikal gérevlerin siireklilik kazanmas,
mensuplarinin cami, saray ve sekiiler miizik ¢evrelerinde de faaliyet gostermesi, tekke merkezli miizik egitimi ile gehir
miuzik yasami arasinda kurumsal bir dolagim alani yaratmigtir.

Feldman’in kitabinda (2024) miizik anlayislart bakimindan Mevleviler ve diger Stinni tarikatlar arasinda temel bir
ayrim yapilmakta, digerleri icinde 6zellikle Halvetilik, Giilgenilik, Celvetilik ve Kadirilik 6ne ¢ikarilmaktadir. Bilir
(2022, s. 234) ve Behar’a (2019, s. 28) gore Giilseni, Halveti ve &zellikle Mevlevi gibi toplumu en ¢ok etkileyen
tarikatlar, miizikal yasantunin 6nemli unsurlart olmuglardir. 17. ytizyilin baglarinda bazi tarikatlar miizik faaliyetinin
birer merkez kurumu haline gelmis, 17. ve 18. yiizyillarda giderek azalarak zenginlesmistir. Kendi dini ritiiellerinde
kullanmak tizere bu tarikatlara mensup miizisyenler, miizikal iretime ve icraya 6nem vermekte ve faaliyetlerini din digt
miuzik alanina da tagimuglardir.

Halvetilik, Ttrk adetlerinin, Tiirk duygusunun ve diisiincesinin yansimast olan bir musiki sanat1 barindiran bir
tarikattur. Anadolu ve biitiin Osmanli topraklarindaki musliman Tirkler arasinda en gok yayilip kabul goren bu
tarikat, Mevlevilik ve Bektasilik ile birlikte, Ttirk Musikisi’ne ¢ok biiyiik katkilarda bulunmugtur. Biinyesinde Tiirk

Musikisi’nin en biiyik musikiginaslarini barindirmig ve yetistirmistir. Bir Ttrk tarikatt olan Halvetilik sesli zikir
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usuliinii benimsemis ve toplu ayinlerde kullanilan musiki, Tiirk Tasavvuf Musikisi’nin kendisine 6zgii 6zelliklerinin
ortaya koyulmasinda, gelismesinde ve halk tabakalarina yayilmasinda en énemli tesiri icra etmistir (Giiney, 1997, s. 20,
150). Bir Ttrk tasavvuf tarikati olan Halvetiye’nin kékeni 15. ytizyil Azerbaycani’na dayanur. Tarikatun Osmanli saray:
tzerindeki etkisi II. Bayezid déneminde baglayarak Kanuni Sultan Siilleyman devrinde yeniden canlanmigs ve 16.
yiizytlin sonlarina kadar stirmiistiir, 18. yiizyilin baglarinda ise miizige 6nem veren bir kolu olan Celvetiye sarayda etkili
bir konuma gelmistir. Bireysel Halveti zakirleri ve tarikatin sivil mensuplart 20. yiizyila kadar sekiiler vokal sanat
geleneginin 6nemli tagtyicilart olmaya devam etmiglerdir. Halvetilerin sarayla en yogun etkilesim iginde oldugu
dénemin miizikal kayitlarin yetersiz oldugu erken bir doneme denk gelmesi nedeniyle, bu karsilikli etkilesimin
boyutlari tam olarak bilinmemektedir (Feldman, 2022, s. 243; Feldman, 2024, s. 94). Halveti tekkelerinde zakir veya
zakirbagt olarak tanimlanan zikri yonetme iglevini ifade eden miizikal gérev, énemli bir konumdu. Bununla birlikte,
dervig zakirlerin birgogu, tekkelerle baglantist olmayan camilerde miiezzin, naathan veya vaiz olarak da gorev
yapmaktaydi. Bu ikili iglev, Stinni tarikatlarin dogasinda var olan hem dikey hem de yatay sosyal baglanti kurma
potansiyelini ortaya koyuyordu (Akt. Feldman, 2024, s. 94).

Giilsenilik diger Siinni tarikatlar arasinda, miizik kiiltiiris bakimindan Mevlevilige en yakin olant tarikattr (Akt.
Feldman, 2024, s. 93). Giniimiizde artik varligins siirdiirmeyen Giilseni tarikati, daha 16. ytizyilda Halveti ve Mevlevi
geleneklerinin bir sentezi olarak ortaya ¢ikmigti. Genel olarak Giilseni ritiielinin Mevlevi semasindan ¢ok Halveti
zikrine dayandigi soylenebilir (Feldman, 2022, s. 28; Akt. Feldman 2024, s. 93). Bir tarikat mensubunun saraydaki
mizikal ortama yaptg katki ve buradaki muizikal aktarimda oynayabilecegi potansiyel role en biyiik 6rnek Giilseni
tarikatt seyhi Dervis Omer’dir. Kanuni’nin son zamanlarinda Istanbul’a gelen, IV. Murad dénemine kadar padisahlarin
musahibi olan yani ti¢ ceyrek asra yakin sarayla ¢ok yakin bir iligki kuran usta miizisyen Dervis Omer’in saraydaki
musiki toplulugunu tanimadigini, onlarla miizikal bir aligveris, bir etkilegim i¢inde olmadigint diigiinmek pek mtimkiin
degildir (Bilir, 2022, s. 234). Miizikal aligveris ve miizikal etkilesim saray diginda da varligint stirdirmiistiir. Ergun’a
(1942) gore Gulsenilik ve Mevlevilik, Ttrk Musikisinin Misir’da yayilma nedenlerindendir. Ciinkii Giilgeniligin
kurucusu olan Ibrahim Giilgeni, seyhi tarafindan Misir’a génderilmis, orada agtigr tekke ilerleyen asirlarda biiyiik bir
ragbet kazanmig ve biyiik bir asithane haline gelmistir (Akt. Giiney, 1997, s. 3). “Giilsenilik ve Mevlevilik gibi
tarikatlarin yayilmastyla beraber bu yerlerde bir siirti Tiirk Musikisinast yetismis ve yerlesmistir. Tarikatlar Tiirk
kiilttiriintin yayilmasinda biiyiik birer okul gérevi de gérmislerdir” (Guney, 1997, s. 4).

Celvetilik, Halveti tarikatindan aynlarak kurulmug bir tarikatur. Halvetiligin miizige biiyiik 6nem veren bir
koludur ve 17. ytizyilin baglarinda sarayda etkili konuma gelmistir. Aziz Mahmud Huid4yi tarafindan kurulan Celveti
tarikati, cok kisa bir zaman icinde gelismeye baslamus, 6zellikle 18. yiizyilda Istanbul, Bursa, Balikesir, Edirne ve
Balkanlarda ¢ok hizli gelisme siirecine girmistir. Bunun sonucunda da tarikat, niifuzunu bir hayli arttirmugtir (Feldman,
2024, 5. 94; Unal, 2012, 5. 95, 102). Istanbul Tiirk toplumu tizerinde bityiik etkisi olan Celvetiyye, silsile itibariyle bagls
oldugu Halvetiyye’den biiyiik oranda etkilenmistir. Fakat Halvetilik’den hem hakikata ulagmada izlenecek yontem,
hem de musiki anlayist olarak ayrilmaktadir. Celveti miizisyenleri hem dervis miiziginde hem de saray miiziginde rol
almugtir. 17. yiizyilda Saray’da kole miizisyen olarak gorev yapan, hakkinda somut bilgilere sahip olunan “Mecmua-i
Saz {i S6z”in derleyicisi ve gesitli kiiciik eserlerin yazar1 olan Polonyali Bobowski daha sonralarda Islamiyet’i segerek
Ali Utki Bey adini almigtir ve 17. ylzyilin baglarinda Saray'da etkili olan Celveti dervis tarikatina baglanmugtir.
Koleksiyonundaki tasavvufi eserlerin biiyiik kisminin kaynagi da bu durumla agiklanabilir (Demirtag, 2007, s. 36, 93;
Feldman, 2022, s. 220; Feldman, 2024, s. 60).

Kadirilik, Halvetilik ve diger tarikatlarla birlikte, Mevlevilerden farkli miizik anlayigina sahip Stinni tarikatlar
arasinda degerlendirilir. Islam cografyasinin en yaygin tarikati olan Kadiri tarikatinin kurucusu Abdiilkadir
Geylani’dir. Geylani’nin egitim déneminde fikih ve hadis dersleri almig olmas: sebebiyle daha sonra genis bir cografyaya
yayilan tarikatin subelerinde dahi Siinni anlayisin gii¢lii bir sekilde hikim oldugunu séylenebilir. Gazali tarafindan
sistematize edilen Stinni tasavvuf, Abdiilkadir Geylani tarafindan tarikat yapilanmas: dahilinde kurumsallagtirilmis ve

genis bir cografyaya yayilmistir. Ayinlerde melodik calgilara yer verilmemesi ve zikir merkezli bir anlayigin 6ne ¢ikmasi
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temel ozelliklerdendir. Bununla birlikte Kadiri dervigleri ve sivil miintesipleri, ayinlerin diginda hanende (icraci) ve

besteci olarak sekiiler sanat miizigine katilmuglardir (Feldman, 2024, s. 93; Akt. Panya, 2019, s. 18).

Sonug ve Tartigma
Aragurmada, Osmanh-Tirk miziginde kurumsallasmanin kurumlarin fiziksel veya idari varligindan daha genis bir

yaptya sahip oldugu belirlenmistir. Mizik faaliyetlerinin farkli toplumsal gevrelerde stireklilik kazanmasi ve bu gevreler
arasinda aktarilabilmesi, kurumsallagmanin temel gostergelerinden biri olarak ortaya ¢ikmistir. Bu sonug, Berger ve
Luckmann’m (1966) kurumsallagmay: tekrarlanan toplumsal pratiklerin siireklilik kazanmasi tizerinden agiklayan
yaklagimiyla ortiismektedir. Bu ¢aligma agisindan kurumsallasmanin temel niteligi, belirli kurumlarin kesintisiz

varligindan ¢ok, miiziksel pratiklerin farkli kurumsal ve toplumsal yapilarda yeniden tiretilebilmesidir.

Mesk ve Kusaklararas: Siireklilik

Mesk, Osmanl-Tirk muziginde miiziksel bilgi ve repertuvarin kugaklar arasinda stirekliligini saglayan temel
kurumsallagma mekanizmalarindan biri olarak belirlenmigtir. Bu sonug, Berger ve Luckmann’in (1966) tekrarlanan
pratiklerin aligkanlik haline gelerek tarihsel siireklilik kazanmas: yoluyla kurumsallastig yaklagimiyla 6rtiigmektedir. Bu
¢aligma, megkin yalnizca bir mizik 6gretim yoéntemi olmadigini, miiziksel bilgi, repertuvar ve icra pratiklerinin

kurumlarin sinirlaring agarak yeniden tiretilmesini saglayan bir stireklilik mekanizmast oldugunu ortaya koymaktadir.

Miizisyen ve Repertuvar Dolasimi

Miizisyenlerin Saray, tarikatlar ve sehirli cevreler arasinda dolagimi, Osmanli-Tirk miizik yasamindaki kurumlarin
birbirinden yalitllmig yapilar olmadigint géstermistir. Bu sonug, Becker’in (1982) sanat tiretimini farkli aktorlerin
isbirligi, etkilesimi ve ortak teamiilleri tizerinden agiklayan Sanat Diinyalar yaklagimiyla 6retismektedir. Bu ¢aligma,
muzisyen dolagtminin yalnizca bireysel hareketlilik olmadigini, muziksel bilgi, icra bi¢imleri ve repertuvarin farklt

kurumsal ¢evreler arasinda taginmasini saglayan bir kurumsallagma mekanizmast oldugunu ortaya koymaktadir.

Patronaj ve Orgiitsel Destek

Saray patronajinin yalnizca ekonomik destek saglamadigi, miizisyenlerin istthdamuni, yetistirilmesini ve miiziksel
tretimin siirekliligini saglayan temel kurumsallagma mekanizmalarindan biri oldugu sonucuna ulagilmigtir. Bu sonug,
DeNora’nin (1991) patronaj ile miizik {iretiminin toplumsal ve oOrgiitsel kosullari arasindaki iliskiye yonelik
yaklagimiyla rtiismektedir. Bu ¢aligma, patronajin Osmanli-Ttirk miiziginde yalnizca sanatgi ile hami arasindaki bir
iliski olmadigini, muziksel tretimi Srgiitleyen ve profesyonel miizisyenligi destekleyen kurumsal bir mekanizma

oldugunu ortaya koymaktadir.

Kurumlar Aras1 Etkilesim ve Cok Merkezlilik

Osmanli-Ttirk miiziginde Saray, Mevleviye, diger tarikatlar ve sehirli muzik ¢evrelerinin birbirinden bagimsiz degil,
kargilikli etkilesim igerisinde isledigi sonucuna ulagilmigtur. Bu yapi, Berger ve Luckmann’in (1966) streklilik ve
yeniden tretim, Becker’in (1982) isbirligi aglari ve DeNora’nin (1991) orgiitsel destek yaklagimlarinin birlikte
degerlendirilmesiyle agiklanabilir. Bu aragtirma, Osmanli-Tiirk miiziginde kurumsallagmanin tek bir kurumun merkezi
hakimiyetinden ¢ok, farkli kurumsal gevreleri birbirine baglayan aktarim, dolagim ve destek mekanizmalar1 Gizerinden
gelisen gok merkezli bir yap1 gésterdigini ortaya koymaktadir.

Bu aragtirmanin 6zgtin katkisi, Feldman’m farkli tarihsel baglamlarda sundugu bulgulart bir araya getirerek
Osmanl-Ttirk mizigindeki kurumsallagma stirecini  bitiinctl bir ¢ergevede agiklamasidir.  Aragtirma,
kurumsallagmanin yalnizca belirli miizik kurumlarinin varligiyla degil, mesk yoluyla stireklilik, miizisyen ve repertuvar
dolagimu, aktorler arasi igbirligi ve patronaj mekanizmalarinin birlikte islemesiyle gergeklestigini ortaya koymaktadir.
Boylece Feldman’in tarihsel bulgulari, Berger ve Luckmann (1966), Becker (1982) ve DeNora’nin (1991) yaklagimlari
araciligtyla miiziksel kurumsallagmayi agiklayan analitik bir yapiya doniistiirilmiistiir.

Aragtirmada gergeklestirilen tarihsel ve kuramsal analiz sonucunda Osmanli-Ttirk miiziginin kurumsallagmasina iligkin

ulagilan sonuglar Tablo 3’te 6zetlenmistir.

149



Ang: Tiirk Miizigi 6(Walter Feldman Ozel Sayisi) (2026) 129-152

Tablo 3. Osmanli-Tiirk miiziginde kurumsallagmaya iliskin temel sonuglar

Kategori Arastirmadan Elde Edilen Sonug

Tarihsellik 1. Osmanli-Ttrk miziginin tarihsel stirekliligi, muiziksel pratiklerin farkli kurumsal ve
toplumsal ortamlarda yeniden tiretilebilmesiyle saglanmistir.

2. Miziksel tiretimin stirekliligi, tek bir kurumun devamliligindan ¢ok farkli kurum ve
aktorler arasindaki iligkilerin devamliligina dayanmistur.

Kurum/ Osmanli-Tirk miiziginde kurumsallagma,
Kurumsallasma | 3. tek merkezli degil, ok merkezli bir yapr gostermistir.
4. tarihsel siireg igerisinde degisen aktorlere ve 6rgiitsel yapilara uyum saglayan dinamik bir
nitelik gbstermistir.
5. resmi kurumlarla sinirli kalmamig, kurumlar digindaki miiziksel aktarim yoluyla da
stirdiriilmistr.

6. Osmanli-Tirk miziginin kurumsal yapisi, kurumlarin kendisinden ¢ok, kurumlar,
aktorler ve miiziksel pratikler arasindaki iligkiler tizerinden agiklanabilmektedir.

7. Osmanl-Tirk muzigindeki kurumlar, miizisyen ve repertuvar dolagimiyla birbirine
baglanan yapilar olarak islemistir.

Saray 8. Saray, miuzisyenlerin istihdami, egitimi ve himayesinde temel kurumsal merkezlerden
biri olmugtur.

9. Saray patronaji, ekonomik destegin 6tesinde miizisyen istihdamini ve miiziksel tiretimin
siirekliligini saglayan bir mekanizma olmusgtur.

10. Sarayin muzik yagamindaki merkezi konumu zaman igerisinde degismis ve miiziksel
tretimin toplumsal tabani geniglemistir.

11. Enderun, Saray biinyesinde miizisyen yetistirilmesinin ~ orgiitlii  bigimde
siirdiiriilmesinde islev gormiistiir.

12. Mesk, miiziksel bilgi ve repertuvarin kugaklararasi stirekliligini saglayan temel
kurumsallagma mekanizmalarindan biri olmusgtur.

13. Mesk, patronaj, muzisyen dolagimi ve repertuvar aktarimi birbirini tamamlayan temel
kurumsallagma mekanizmalar1 olarak ortaya ¢ctkmigtir.

14. Mesk geleneginin Saray digindaki devamliligs, miiziksel siirekliligin tek bir kuruma
bagimli olmadigint gostermistir.

15. Meskhane, Saray icerisindeki miizik egitimi ve aktariminin orglitlenmesinde iglev

gormiigtir.
Miizisyenler 16. Mizisyenlerin toplumsal kokenleri ve mesleki statiileri tarihsel siireg igerisinde
cesitlenmistir.

17. Miizisyenlerin Saray, tarikatlar ve sehirli cevreler arasindaki dolagimi, kurumlar arasinda
miziksel etkilesimi saglamustr.

18. Mizisyen dolasimi, miiziksel bilgi, icra bigimleri ve repertuvarin farkli cevreler arasinda
taginmasini saglamistir.

19. Ozgiir ve dzgiir olmayan miizisyenlerin ayni miiziksel alan igerisinde bulunmas, farkls
profesyonellik bigimlerinin birlikte var oldugunu géstermistir.

20. Zanaatkir kokenli miizisyenlerin Saray cevresine katilmasi, miizik alaninda toplumsal ve
mesleki hareketliligin bulundugunu géstermistir.

21. Gayrimislim miizisyenler, Osmanli-Tirk miziginin tretim ve aktarim aglarinin
aktorleri arasinda yer almistir.

22. Kadin miizisyenlerde goriilen agamali statii yapusy, Saray icerisinde miiziksel uzmanlagma
ve mesleki ilerlemenin 6rgiitlii bir nitelik tagidigini gdstermistir.

23. Mehter-i birun topluluklari, sanat miizigi repertuvarinin Saray digindaki sehirli gevrelere
yayilmasina katki saglamigtir.

24. Devsirme/kul sistemindeki degisim, Saray miizisyenliginin toplumsal ve mesleki yapisini
doniistiirmugtir.

Mevlevi ve Diger | 25. Mevlevihaneler, Saray diginda klasik repertuvarin aktariminda temel kurumsal

Tarikatlar merkezlerden biri olmugtur.
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26. Tagra Mevlevihaneleri, muziksel normlarin ve repertuvarin farkli bolgelere
aktarilmasinda iglev gdrmiistiir.

27. Diger tarikatlara mensup miizisyenlerin sekiiler miizik alaninda da faaliyet gostermesi,
dini ve sekiiler miizik ¢evrelerinin kesin sinirlarla ayrilmadigini gstermistir.

28. Mevlevi ve diger tarikatlara bagli derviglerin Sarayda hanende ve sazende olarak gérev
almasi, Saray ile tarikat gevreleri arasinda gegirgen bir miizisyen agr bulundugunu

gOstermistir.

Sonug olarak, Osmanli-Tirk miziginde kurumsallagma, kurum, akt6r ve muziksel pratiklerin kargilikls iligkileri
ierisinde gelisen dinamik bir siiregtir. Aragtirma, bu siirecin siireklilik, dolagim, yeniden dretim ve patronaj
mekanizmalarinun birlikte islemesiyle gergeklestigini gostermektedir. Bu yoniiyle Osmanli-Ttirk miiziginin kurumsal
tarihi, yalnizca kurumlarin tarihi olarak degil, miziksel pratiklerin ve toplumsal iligkilerin stireklilik kazandig1 bir
kurumsallagma siireci olarak degerlendirilmelidir.
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Turkish music did not develop through a single center, but rather displayed a polycentric and
dynamic structure shaped by different institutions, actors, and musical practices, and that megk, the
circulation of musicians and repertoire, cooperation among actors, and patronage constituted the
principal mechanisms of institutionalization.
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Introduction

Feldman does not identify a single starting date for Turkish music. In his view, Turkish music did not emerge from
nothing; rather, from the establishment of the Ottoman state onward, it developed through the convergence of
different musical traditions and, in particular, through the formation of a musical culture around the court. The
Ottomans inherited already existing traditions of makam, usul, poetry, and musical performance from Anatolia and
the Islamic world and reorganized them within their own courtly and urban cultures.

As Feldman states in Music of the Ottoman Court: Makam, Composition and the Early Ottoman Instrumental
Repertoire, as well as in his other studies, although many of the social and cultural conditions that contributed to the
formation of Turkish music began to change fundamentally from the mid-nineteenth century onward, it is clear that

social, philosophical, and aesthetic factors remained in place that enabled the vital elements of this music to survive.
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As indicated in his book, Feldman examines in detail the period between 1600 and 1750, during which Turkish music
experienced a particularly vibrant phase, and treats the mid-eighteenth century as an important endpoint in this
process. The seventeenth century and the first half of the eighteenth century constituted a period in which the musical
forms, practices, theoretical conceptualizations, and social foundations of Turkish music became increasingly defined
and established. The revival of music-theoretical studies that began with Rauf Yekta at the end of the nineteenth
century and continued in markedly different forms under the leadership of Suphi Ezgi and Sadettin Arel should be
regarded as part of a centuries-long process through which art music gained legitimacy within Turkish culture. After
this period, the system largely maintained the same structure until the early twentieth century (Feldman, 2024, p. 8).
From this perspective, before moving on to music education institutions, it is considered useful to support the
general framework of institution/institutionalization with relevant theoretical approaches and to present the
developmental process of Turkish music across the centuries. Explaining the approaches supported by the findings of
the study, understanding the musical conception of the period, and revealing the process through which institutions
took shape are expected to contribute to a clearer presentation of the research by facilitating an understanding of the
functions and operations of these institutions. The development of Turkish music in relation to social, political, and
cultural events across the centuries, the processes through which institutions were shaped alongside this development,

and the institutional organization of music education are addressed as the main dimensions of the study.

Institution and Institutionalization: A Conceptual Framework for Ottoman-Turkish Music

In this section, Berger and Luckmann’s (1966) concept of “institutionalization” in The Social Construction of Reality,
Becker’s (1982) concept of “collective activity” in Art Worlds, and DeNora’s (1991) approach to “patronage and the
social organization of musical production” in Musical Patronage and Social Change in Beethoven’s Vienna are
discussed in relation to the findings of the study. In this way, the phenomena of “music institution” and “musical
institutionalization” in Ottoman-Turkish music are explained within an integrated framework. The summarized
tindings presented in this section to support these approaches are discussed in greater detail in the subsequent sections

of the study.

Berger and Luckmann — The Social Construction of Reality and Institutionalization

In Berger and Luckmann’s approach in The Social Construction of Reality, institutionalization is explained as the
reciprocal typification by particular social actors of actions that have become habitual through repetition. In other
words, such typification constitutes an institution (Berger & Luckmann, 1966, pp. 72, 75). Institutions generally
manifest themselves within communities consisting of large numbers of people. However, it is theoretically important
to emphasize that the process of institutionalization through reciprocal typification can occur even when two
individuals begin interacting from scratch. Institutionalization begins to emerge in any social situation that persists
over time. Institutions therefore also entail historicity. It is not possible to understand an institution adequately
without comprehending the historical process through which it emerged (Berger & Luckmann, 1966, pp. 72-73). In
this approach, an institution does not refer solely to a particular physical space or formal organization. It also
encompasses social structures that gain historical continuity around particular actors, roles, and repeated practices
(Berger & Luckmann, 1966).

This approach is particularly useful for explaining the institutional character of the megk tradition in Ottoman-
Turkish music. Feldman states that the surviving historical material concerning pre-nineteenth-century art music is
concentrated mainly around two relatively stable institutional settings: the Ottoman Court and the Mevlevi Order.
However, the continuity of musical knowledge did not depend solely on the physical or administrative existence of
these structures. According to Behar, mesk functioned as the principal method of education and transmission in a
musical world in which music was not learned from written notation and, as far as can be documented, served as the
primary element linking musicians to one another for at least three centuries. More importantly, according to Behar,
the fact that the musical tradition did not break down even during the reigns of Osman III and Mustafa III, when
musical activities at the Court were interrupted for approximately a quarter of a century, demonstrates that chains of

megk could reproduce themselves outside the Court and without its financial support. This historical phenomenon
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corresponds to Berger and Luckmann’s approach, which explains institutionalization through the historicity and
continuity acquired by repeated practices. Therefore, the indicators of institutionalization in Ottoman-Turkish music
are not limited to the existence of physical and organizational structures such as the Court or Megkhane, but also
include historically continuous social practices such as megk, which were capable of reproducing musical knowledge,
repertoire, and performance practices (Berger & Luckmann, 1966; Behar, 1988, pp. 84, 87, 92-93; Feldman, 2024, p.
29).

Becker — Art Worlds Approach

In Becker’s (1982) Art Worlds approach, artistic production is understood as a series of activities jointly carried out by
a number, or often a large number, of people. A work of art comes into existence through the cooperation of these
people. A work that continues to exist over time always bears traces of this cooperation. Although forms of cooperation
may be temporary, they become more or less routinized and generate patterns of collective activity referred to as an
“art world.” The existence of art worlds and the influence of this mode of existence on both the production and
consumption of artworks necessitate a sociological approach to art (Becker, 1982, p. 1).

This approach provides an appropriate analytical framework for explaining the relationships among actors and
institutions identified by Feldman in Ottoman-Turkish musical life. Feldman states that, in the early seventeenth
century, close social relationships existed among members of the scribal bureaucracy, dervishes affiliated with various
Sufi orders, and secular elites, and that through these relationships dervishes affiliated with the Mevlevi and other Sufi
orders could serve at the Court as hanendes and sazendes. Dervishes and mehter-i birun ensembles contributed to the
dissemination of the art-music system and repertoire among the urban population, while successful musicians of
artisan origin could become Court musicians, some of whom were rewarded with salaries or bureaucratic posts. Bilir’s
findings likewise correspond with this social diversification. Bilir states that following the deterioration of the devsirme
system, musicians originating from Sufi, ilmiye and kalemiye circles, non-Muslim communities, and artisan families
became actors in the musical field (Bilir, 2022, p. 209; Feldman, 2024, p. 55).

Feldman’s findings concerning the Mevlevi Order demonstrate that this network of cooperation and circulation
extended beyond the boundaries of the Court. Mevlevis were among both the performers and composers of the Court
repertoire; Mevlevihanes in Istanbul constituted some of the most important institutions for the transmission of the
classical repertoire outside the Court; some non-Muslims received instruction from Mevlevi teachers; and musicians
trained in provincial Mevlevihanes were able to participate in the musical life of the capital. When these historical data
are evaluated together with Becker’s approach, which explains the art world through the joint production and
cooperative relationships of different actors, they demonstrate that Ottoman-Turkish musical life can be understood
not as a collection of isolated institutions but as a relational art world in which musicians, knowledge, and repertoire
circulated among the Court, Sufi orders, urban musicians, bureaucratic circles, artisans, and different religious and
social groups (Becker, 1982; Bilir, 2022, p. 209; Feldman, 2024, pp. 92-93).

DeNora — Patronage and the Social Organization of Musical Production

In her study, DeNora explains Vienna’s dominance in the field of music and its emergence as the de facto musical
capital of the empire in relation to Ferdinand II’s accession to the throne in 1619 and his selection of Vienna as his
principal residence (DeNora, 1991, p. 326). Although Vienna was not the largest musical capital in Europe, its ability
to claim the status of the most prestigious musical center was undoubtedly made possible by the efforts of the imperial
court and the Viennese aristocracy (DeNora, 1991, p. 324). DeNora further states that patronage in her study emerged
not only from the nobility’s strong interest in and knowledge of music, but also from factors such as adherence to
tradition, a sense of duty, fashion, and the desire to establish superiority over others (DeNora, 1991, pp. 324, 328).
The ideology of musical life adopted and disseminated at a particular time and place enabled these aristocrats, at least
for a period, to maintain and even strengthen their identities as distinguished patrons possessing advanced musical
taste (DeNora, 1991, p. 343). Within this framework, in her study of Viennese musical life in the late eighteenth and
early nineteenth centuries, DeNora treats patronage not merely as a form of economic support external to musical

production, but as a mechanism that affects how musical production is socially organized. She examines the processes
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of formation, transformation, and dissolution within the structure of patronage, while also revealing the relationship
between these processes and changes in the institutional foundations of musical authority (DeNora, 1991).

Following the conquest, Mehmed II made Istanbul, where he had Topkapi Palace constructed, the capital of the
Ottoman Empire and sought to attract leading musicians from Anatolia to his Court in the new capital. Through this
process, the increasingly developed knowledge of music in the growing capital became rooted within the Court and
among its members. After the conquest of 1453, Istanbul became the absolute center of the Ottoman Empire and
retained this position throughout its history. The tradition associated with the institution of Court musicianship,
which emerged among the practices established as the Court became more settled in the late fifteenth century,
continued until the final period of the Empire (Feldman, 2022, pp. 152, 156; as cited in Feldman, 2024, p. 44; Sar,
2019, p. 254).

Although the historical and cultural context is different, Feldman’s findings concerning the Ottoman Court
demonstrate the institutional significance of patronage in Ottoman-Turkish musical life. Feldman states that the
centralization of secular art music in Istanbul gave the Ottoman Court particular importance and that the Court came
to occupy a central position with very few rivals in the distribution of musical patronage. Other studies cited in the
article also support Feldman’s observation. According to Feyzi and Kilig, many artists, whether affiliated with the
Ottoman Court or active outside it, received both material and moral support from the Court. Behar’s findings further
demonstrate that masters working within the Court or appointed by the Court to provide megk instruction received
payments from the Treasury and that, during certain periods, musicians affiliated with the Court could be placed
directly on salary. When these findings are considered together with DeNora’s approach, which treats patronage as a
component of the social organization of musical production, patronage at the Ottoman Court can be understood not
merely as a reward or economic support given to artists, but as a mechanism of institutionalization that supported the
employment of musicians, the continuation of music education, and the continuity of musical production (DeNora,
1991; Feldman, 2024, p. 46; Behar, 1988, p. 97; Feyzi & Kilig, 2025, p. 308).

Conceptual Framework Adopted in the Study and the Aim of the Research

Berger and Luckmann’s (1966) approach, which explains institutionalization through the transformation of repeated
practices into habits, their typification, and their acquisition of historical continuity; Becker’s (1982) Art Worlds
approach, which treats artistic production as a collective activity based on networks of cooperation and shared
conventions; and DeNora’s (1991) approach, which relates patronage to the social and organizational conditions of
musical production, provide complementary analytical tools for explaining different dimensions of Feldman’s
historical findings concerning Ottoman-Turkish musical life.

Feldman’s identification of the Court and dervish orders as two relatively stable institutional spheres, his
demonstration of the Court’s central position in patronage, his identification of social mobility among bureaucrats,
dervishes, artisans, and Court musicians, and his characterization of Mevlevihanes as principal institutions for the
transmission of the classical repertoire outside the Court demonstrate the historical counterparts of these theoretical
concepts in Ottoman-Turkish musical life (Feldman, 2024, pp. 29, 46, 55, 93). In this study, a “music institution” is
understood as a social structure in which activities of musical production, education, performance, and transmission
acquire continuity around particular actors, roles, relationships, and repeated practices. “Musical institutionalization,”
in turn, is understood as the process through which these activities acquire continuity and are transmitted across
generations, cooperative relationships are established among actors, musical knowledge and repertoire are reproduced,
and these processes are supported by patronage and organizational structures (Becker, 1982; Berger & Luckmann,
1966; DeNora, 1991; Feldman, 2024).

Accordingly, the aim of this study is to identify the institutional structures and social relationships within which
processes of musical production, education, performance, and transmission were organized, based on Feldman’s
historical findings concerning Ottoman-Turkish music, and to explain the process of institutionalization in Ottoman-

Turkish music. In other words, the study aims to examine the functions of the Court, Enderun, Meskhane,

132



Angi Tiirk Miizigi 6(Walter Feldman Special Issue) (2026) 129-152

Mehterhane, the Mevlevi Order, and other Sufi circles in musical life, the circulation of musicians among these

structures, and the role of patronage in production and continuity.

Method

This study was conducted within a qualitative research approach and employed document analysis. The primary
materials examined in the study consist of the historical findings presented by Walter Feldman in his works on the
historical development of Ottoman-Turkish music, the social organization of musical life, the Court, musicians, the
Mevlevi Order, and other Sufi circles. Since Feldman’s works do not contain a ready-made and systematic classification
concerning “the process of formation/development of Ottoman-Turkish music across the centuries, the reasons
underlying the institutionalization of music,” or “music institutions,” the historical findings presented in different
contexts were categorized, brought together, and analyzed in accordance with the aim and conceptual framework of
the study.

In the analysis of the documents, Berger and Luckmann’s (1966) approach to institutionalization, Becker’s (1982)
Art Worlds approach, and DeNora’s (1991) approach to patronage and the social organization of musical production,
which together constitute the conceptual framework of the study, were used as the analytical framework. Accordingly,
Feldman’s historical findings were examined through four main analytical dimensions: (1) the continuity of musical
practices and their intergenerational transmission, (2) cooperation and circulation among musicians and other social
actors, (3) the production, reproduction, and transmission of musical knowledge and repertoire, and (4) patronage
and organizational support. These dimensions also constituted the analytical criteria for the definitions of “music
institution” and “musical institutionalization” adopted in the study.

In interpreting Feldman’s findings, the works of Behar, Bilir, and other researchers cited in the article were used as
supporting sources in order to avoid constructing a historical narrative based on a single source alone. Nevertheless,
Feldman’s findings constituted the principal historical and analytical axis of the study, while the other studies were
evaluated for the purposes of supporting, comparing, or clarifying the historical situations identified by Feldman. As
aresult of this analysis, the institutional structures and mechanisms of institutionalization in Ottoman-Turkish music

were classified and interpreted in accordance with the dimensions defined in the conceptual framework of the study.

Findings
Institutionalization in Ottoman-Turkish music is a historical process that developed in conjunction with changing
political, social, and cultural conditions across different periods. For this reason, the findings of the study are presented
first within a chronological structure. This chronological presentation aims to trace changes over time in the actors of
musical life, institutional structures, patronage relationships, and the circulation of musicians, and to identify the
historical conditions under which institutionalization took shape. After the changes between periods are presented on
the basis of Feldman’s historical findings, these findings are evaluated in terms of the dimensions defined in the

conceptual framework of the study.

15th Century: The Centralization of Istanbul and International Circulation of Musicians
The fifteenth century was a period of extraordinary creativity in music and musicology across regions influenced by
Persian culture, extending from Samarkand to Tabriz and from Konya to the western parts of Anatolia (Feldman,
2024, p. 16). This cultural circulation across different geographical regions was carried out through musicians. The
interactive mobility among musicians from different regions had been documented since the Abbasid period and
appears to have become even more frequent and extensive in the post-Mongol era (as cited in Feldman, 2024, p. 44).
During the fourteenth and fifteenth centuries, cities in southeastern Anatolia were part of a network of cultural
interaction and musical exchange through their close ties with Syria and Iraq. The cities of Diyarbekir, Mardin, Urfa,
and Antep account for exactly half of the musicians who were born in Ottoman territories outside Istanbul. For other

regions of Anatolia, the situation in the pre-Ottoman period remains unclear. Therefore, the evidence indicating
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whether the Ottomans of the fourteenth and early fifteenth centuries benefited substantially from Anatolia’s

accumulated musical knowledge is quite limited (Feldman, 2024, p. 44).

The relative importance of these cities along the southeastern frontier of Anatolia, together with the relative
insignificance of other Anatolian and Balkan cities, suggests that, despite their much closer proximity to the
Orttoman capital, these other cities lacked large-scale support for makam music and the court repertoire
(Feldman, 2024, p. 46).

Following the conquest of Istanbul in 1453, Mehmed II (d. 1481) sought to attract leading musicians from
Anatolia to his court in the new capital. However, Istanbul could not become a center of musical learning in the Islamic
world overnight. As the “classical” Ottoman Empire continued to develop in its capital, Istanbul, musical knowledge
increasingly took root within the Imperial Court and among members of the court (Feldman, 2022, p. 152). Mehmed
II personally attempted to transfer the Persian-influenced musical model to the new Ottoman capital, but this strategy
faced significant obstacles: (1) the Ottoman Court’s increasing reliance in the musical sphere on service provided
through the devsirme system by individuals who were not free in status, (2) the growing prominence of both free and
unfree Iranian music masters, and (3) a general decline in knowledge of music theory in Anatolian cities (Feldman,
2022, p. 156).

The sources provide very limited information about musical life in Ottoman cities outside the major Arab
metropolises. No concrete evidence has been found of secular institutions supporting art music or of prominent
musicians in Balkan cities. Religious institutions such as Mevlevihanes in major cities and large synagogues, particularly
in Edirne and Izmir, provided continuous patronage for art music. Although Edirne functioned as an imperial center
during certain periods, Istanbul became the absolute center of the Ottoman Empire following the conquest of 1453

and retained this position throughout its history (as cited in Feldman, 2024, p. 44).

16th Century: Court-Centered Employment and the Coexistence of Kul, Foreign, and Free Musicians
The transformation of the Ottoman capital into the center of secular art music gave the Ottoman Court particular
importance, since the Court occupied an almost unrivaled position in providing patronage. Music appears to have
been supported primarily within the Imperial Court, and most musicians consisted either of court servants or free
Persian musicians. It is likely that free Muslim musicians living in Istanbul, who constituted a noteworthy group
within the Court employment system, were also supported by the Court (Feldman, 2024, pp. 14, 46, 66). Although
very little is known about Ottoman musical life in the fifteenth and sixteenth centuries, primary and secondary sources
concerning the structure of the Court agree that the arts and crafts were primarily the responsibility of those in palace
service, particularly the igoglanlari, who had been trained within the Court and were not free by status. By the end of
the sixteenth century, this service system had largely deteriorated, and the forms of musical professionalism at the
Court had probably become quite different from those that had existed previously (Feldman, 2024, p. 46).

Throughout the fourteenth and fifteenth centuries, the Ottoman Empire expanded predominantly westward into
Europe. Whatever musicians may have been present in Bulgaria, Serbia, or Wallachia, they were unlikely to have been
specialists in makam music. It was only with the major West Asian conquests of Selim I (d. 1520) that the Ottomans
began to conquer or occupy cities and courts in which musicians belonging to Muslim art-music traditions were active.
This new form of warfare altered the composition of the courtly community of musicians in Istanbul (Feldman, 2024,
pp- 56-57).

“It was Selim I who, during his wars against the Persians, began bringing numerous musicians to Istanbul. His son
and successor Siileyman followed his father’s example, and from that time onward all sultans who campaigned in Iran

did the same, bringing back with them the most talented individuals in every field” (as cited in Feldman, 2024, p. 58).

In particular, alongside the political victories and territorial gains achieved through the eastern campaigns

of Selim 1, Siilleyman I, and Murad IV, prominent artists from the conquered regions were also taken to the

imperial capital. Musicians among these artists, some of whom were brought to Istanbul through forced

detention, became prominent figures in the bigh musical culture of the Ottoman capital throughout roughly
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the sixteenth century. These musicians represented the Middle Eastern art-music tradition at the Ottoman
Court and made significant contributions to the establishment of this tradition in Istanbul as composers,
performers, and teachers (Bilir, 2022, p. 135).

Later Turkish tradition suggests that Persian musicians were among the most important elements at the Court
during the sixteenth century and thereafter. A document dated 1525 distinguishes between musicians who were
“brought” to the Court and those who “came” to the Court. On this basis, it may be assumed that a person who was
“brought” was not fully free, whereas a person who “came” retained the status of a free professional musician.
Regardless of whether they remained in slave status, the introduction of foreign and captive musicians (Acemler)
contributed to breaking the monopoly of musicians of devsirme origin at the Ottoman Court. Unfortunately, apart
from information concerning their salaries, very little is known about the living and working conditions of these
foreign musicians (Feldman, 2024, pp. 58-59).

Together with this cultural mobility from the Middle East toward Istanbul, which continued from the mid-
fifteenth century to the mid-sixteenth century, Istanbul became one of the most important centers not only in terms
of political power but also in scientific and cultural activity. The quantitative increase in musicians capable of
constructing a high level of artistic quality, whether through forced relocation or voluntary migration, was among the

most important reasons why Istanbul became the center of makam music in the sixteenth century (Bilir, 2022, p. 150).

“Through affiliation with the Court and the transfer to the capital of artists, including composers and
performers, from territories conquered through military campaigns, Turkish art in general and Turkish
music in particular developed and became more diversified... Many artists, whether affiliated with the
Ottoman Court or active outside it, received both material and moral support from the Court” (as cited in
Feyzi € Kilsg, 2025, p. 308).

During the Classical period, the Ottoman State assumed responsibility for training its own musicians within the
Court. These musicians, who were predominantly of devsirme (kul) origin, became part of palace service. By the final
third of the sixteenth century, the palace service system had entered a period of decline and had begun to incorporate
many individuals who originally did not meet the qualifications for admission to this service. Family connections
became increasingly important, while individuals of devsirme origin came to constitute only one among many
elements within the service structure. The decline of the devsirme/slave (kul) service system at the Court, particularly
in the musical sphere, led to the introduction of nominal posts or positions that did not require actual service in order
to create space for new musicians of various Turkish-Muslim backgrounds. The decline in the number of slave-origin
personnel in palace service also appears to have enabled a greater number of mosque officials, particularly muezzins, to
receive training at the Court and to be appointed to official positions (Feldman, 2024, pp. 55-56).

The late sixteenth and early seventeenth centuries constituted a period of musical change in terms of performance
practices and the definitions of genres. This period, during which the Ottomans became increasingly aware of the
differences between their own musical system and that of Iran and no longer turned to foreign, particularly Persian,
specialists as models, represents a phase in which the transition in the social organization of music from the classical

Ottoman structure to the post-classical/early modern structure became consolidated (Feldman, 2024, pp. 11, 14).

17th Century: The Weakening of the Court’s Position as the Sole Center and the Growing Importance of
Urban, Religious, Sufi, and Aristocratic Musical Circles

The assignment of Ottoman princes as governors to various Anatolian cities such as Manisa and Amasya, together
with the presence of palaces in these regions, undoubtedly contributed to the adoption of musical culture in these
Anatolian cities. However, the disappearance of these palaces in the early seventeenth century reversed this process and
led to a more intense centralization in the capital (Feldman, 2024, p. 48). In parallel with Istanbul’s demographic and
urban growth for various political and social reasons, increasing interaction among social groups emerged as an

important factor in shaping cultural life. From the seventeenth century onward, perhaps the most striking difference
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in the field of the new Ottoman music was not only the breadth of the social spectrum of those participating in it, but

also the development of a new musical style and form specific to the imperial capital (Bilir, 2022, p. 174).

On the one hand, regional musical traditions and instruments brought to Istanbul through intensive rural
migration, and on the other hand, the emergence of a new affluent stratum in the city, caused musical
production and performance in the capital to move into different spheres. In other words, these unprecedented
changes in Istanbul’s population and social structure led to significant transformations on both the supply
side of music—new musicians, new compositions, and perbaps new instruments—and the demand side—new
tastes and preferences, new musical venues, and new aundiences. In any case, the rapid transformation of
Istanbul’s population meant that this art was no longer monopolized by the Court and the elite; consequently,

the absolute dominance of the Persianate tradition perceived as a “ziirefd style” came to an end, and musical

composition and performance ceased to be primarily dependent on and confined to Court patronage (as cited
in Bilir, 2022, p. 174).

In the seventeenth century, the importance of musicians of slave status at the Court declined considerably. Various
social factors and social groups overshadowed the central role previously played both by palace pages of kul status and
by foreign specialists such as captive Persian musicians. Sources on seventeenth-century music begin to mention many
Turkish Muslim musicians performing at the Court who had no connection with the devsirme system. During this
period, groups including muezzins, preachers, muftis, judges, lower-ranking officials, chief clerks, artisans, and guild
wardens could enter Court service, move from one branch of service to another, and later leave service with a land
grant or another form of retirement income. Artisans with musical talent could perform at the Court and could even
receive a regular income or a valuable pension. Taken as a whole, musicians and composers represented a broad social
spectrum extending from the lowest to the highest levels of each social hierarchy (Feldman, 2024, pp. 60, 66, 73).

“From a sociological perspective, almost no similarity remained between seventeenth-century musicians and those
of later periods. Musicians originating outside the Ottoman realm were no longer present. Enderun continued to train
musicians, but with the deterioration of the devsirme system, these musicians became different in terms of their social
origins. In both periods, the influence of Court musicians remained secondary. Musicians of Sufi, ilmiye and kalemiye
backgrounds, dervishes, non-Muslims, and those from artisan families had now become actors in the field” (Bilir, 2022,
p. 209).

In the early seventeenth century, close social relationships were established among madrasa-educated scribal
bureaucrats, members of various Sufi orders, and secular elites. Through these strong ties, dervishes affiliated with the
Mevlevi, Halveti, Celveti, and other Sufi orders had opportunities to serve at the Court as hanendes (singers) and
sazendes (instrumentalists). Both these dervishes and the mehter-i birun ensembles outside the Court contributed to
the dissemination of art music and its repertoire among the urban population. By the middle of the century, successtul
musicians of artisan origin had also found a place at the Court and were even rewarded through salaries or

appointments to various levels of the bureaucracy (Feldman, 2024, p. 55).

18th Century: A More Complex Professional Network among the Mevlevi Order, the Court, Non-Muslim
Musicians, and Urban Circles

The developmental process of music, which had already begun to undergo a profound transformation in previous
centuries, progressed gradually until the early eighteenth century, and by the end of the eighteenth century the system
and style of Modern Turkish Music had emerged. Compared with other centuries, music in this period underwent
much faster and more pronounced structural and stylistic transformations. Therefore, the changes in eighteenth-
century Turkish music may be interpreted not as a radical break with previous periods, but rather as the advancement
of earlier developments to a more mature stage (Feldman, 2024, pp. 13, 15). The Turkish musical renaissance of the
early eighteenth century led to the emergence of a new style synthesizing Persian, Turkish, and Byzantine musical
elements. The participation of non-Muslims, particularly Greek Orthodox church musicians, in composition and

performance contributed to the incorporation of melodic characteristics associated with Byzantine music into Turkish
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music. The contributions of Mevlevis, non-Muslim musicians, and elites led to a convergence between secular and Sufi
musical traditions. In this way, Turkish music acquired a distinctive character that remained influential throughout
the eighteenth century and for a substantial part of the nineteenth century (Feldman, 2019, p. 179).

From the eighteenth century onward, foreign musicians disappeared entirely from Ottoman musical life.
According to Feldman (1996), from this period onward the influence of both devsirme musicians and Acem musicians
in Court music declined. In their place, Turkish and Muslim musicians from outside the Court increased their
influence (as cited in Bilir, 2022, p. 202). In addition, the eighteenth century, also referred to as the “long eighteenth
century,” was a period in which the influence and stability of the Mevlevi Order across the Empire reached their peak
(Feldman, 2022, p. 46). “Mevlevi ayins, regarded as among the most accomplished examples of Ottoman music in
terms of musical form and technique, appear to have occupied an increasingly prominent place in Ottoman high
musical life, particularly after the second half of the eighteenth century” (as cited in Bilir, 2022, p. 141).

By the eighteenth century, male musicians in the Court household are mentioned only rarely. Nevertheless, the
institution of female slave musicians continued for the next two centuries, until the end of the Empire. It appears that
much of the entertainment music at the Court was the responsibility of female slaves. As with male Court servants,
these women were of non-Muslim origin and were selected from the slave market rather than through the devsirme
system. They passed through four stages, in a manner comparable to apprenticeship structures in craft guilds, while
acquiring various skills such as sewing, embroidery, dance, and music: cariye, sagird (student), gedikli (journeywoman),
and usta or kalfa (master). Although the status and living conditions of enslaved women, i¢oglanlari, and mehter
musicians appear to have been relatively stable, individuals within these three unfree categories may nevertheless have
acquired unusual privileges (Feldman, 2024, pp. 63, 69).

Every musician who fell outside these categories occupied a grey area in which status was not precisely defined.
Their success depended on the sultan’s interest in music, their own talent, personal qualities, and familial or

professional connections (Feldman, 2024, p. 69).

Music Institutions in Ottoman-Turkish Music According to Feldman

When musical performance is considered, all places where people interested in or fond of music gather may be regarded
as musical spaces. For this reason, in addition to the Palace, mosques, and tekkes, coffechouses, mansions, and private
homes served for a long time as places where music was performed and listened to. This indicates that the traditions of
performing and listening to music did not necessarily observe distinctions between intellectuals and the general public,
Muslims and non-Muslims, or religious and secular music (Demir, 2010, p. 374).

Music affected all communities living within the Ottoman Empire and contributed to the emergence of numerous
composers and musicians from the various peoples living under Ottoman rule. Musical influences arriving from
different geographical regions considerably enriched melodies and the makam structure. Over time, this richness began
to appeal to different segments of society and eventually, through a natural process, also brought with it an
“understanding of education” (Toker & Ozden, 2013, p. 108).

During the Ottoman period, there were institutions providing music education both within and outside the Palace.
Music education was provided in institutions such as Enderun, Mehterhane, Mevlevihane, private Meskhanes,
Musika-i Himayun, societies, associations, guilds, Dartilbedayi, Dariilelhan, voluntary music organizations, tekkes,
and similar institutions (Bilir, 2022; Coskun, 2013; Filiz, 2023; Kaptan & Kaptan, 2019; Somakgi, 2017; Yiicel, 2019;
Temiz, 2010; Toker & Ozden, 2013).

Feldman’s studies do not contain a ready-made classification in which “music institutions” are categorized or
enumerated. However, Feldman (2024) argues that the surviving knowledge concerning pre-nineteenth-century art
music in Tirkiye is primarily associated with two institutional spheres: the Ottoman Court and the Mevlevi Order,
together with several other dervish orders. Although various kinds of information are available concerning musical life
in cities outside Istanbul and in other institutions, the two relatively stable spheres from which a comparatively
coherent picture of musical life can be drawn are the Ottoman Court and the dervish orders (Feldman, 2024, p. 29).
Therefore, the institutions and their functions presented in Feldman’s works, particularly Music of the Ottoman
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Court: Makam, Composition and the Early Ottoman Instrumental Repertoire, may be categorized within the

following general framework:

Table 1. Institutions and their functions

Institution | Substructure / Institutional Unit Function
Court Music institution affiliated with the | Employment of musicians, performance, patronage,
Court and palace organization Court service, education, and the training of musicians

Court Mehterhane Official/public instrumental music of the state

Sufi Orders | Mevlevi Order Education, performance, ritual, and cultural transmission
Sufi Orders | Other Sunni Sufi Orders Production and performance of religious, Sufi, and secular

music
Court

The mission of the Court within Ottoman social structure was multidimensional. The Court was both the center and
symbol of power and authority in the Ottoman Empire and the highest sphere for the production and performance of
high culture and the arts. In addition to being one of the most important places in which music was performed, the
Court was also one of the most important environments in which institutional music education was provided (Bilir,
2022, pp. 188-189).

The degree of Ottoman sultans’ engagement with music increased or decreased for various reasons. Although their
relationship with music often diminished because they personally led military campaigns, sultans returning from
campaigns also brought back with them masters of the fine arts and music whom they encountered in the conquered
regions. Therefore, there is little doubt that during periods of Ottoman territorial expansion, numerous poets, men of
letters, artists, and musicians entered the Ottoman Court. In the fifteenth and sixteenth centuries, during the reigns of
Sultan Murad II (d. 1451), Mehmed II (Mehmed the Conqueror, d. 1481), Bayezid II (d. 1512), Selim I (Selim the
Grim, d. 1520), and in the seventeenth century during the reign of Murad IV (d. 1640), masters of music from
Azerbaijan and Iran were brought to Istanbul, sometimes of their own accord, following military campaigns. They
performed various duties at the Ottoman Court, and some music masters were also admitted into Enderun service
(Uzungarsily, 1977, pp. 79, 81, 83).

“In the Ottoman Empire, the Court was not only one of the important places where music was performed, but

also the most important environment in which institutional music education was provided” (Bilir, 2022, p. 189).

Enderun

The Enderun School was a highly important educational institution located within the Palace. The “purpose of its
establishment was to prevent the peoples of the countries conquered by the expanding Empire from resisting
authority, to neutralize such resistance, and to train various personnel who would serve in the army or the Palace” (as
cited in Akkutay, 1984, pp. 19, 123). Established by Murad I (d. 1389) and developed during the reigns of Murad II
(d. 1451) and Mehmed II (Mehmed the Conqueror, d. 1481), the Enderun School was directly subordinate to the
person of the sultan (Somakgi, 2017, p. 174).

Mehmed II recognized that the Christian populations of conquered territories could only be assimilated through
acculturation and anticipated that such acculturation would be possible by transmitting the worldview of his own
society to Christian children from the conquered lands. During his reign, the Enderun School ceased to function
merely as a “devsirme school” and also became oriented toward educating the administrative personnel required for
the preservation of the state. For this reason, Mehmed II was the ruler who perfected the academic structure of the
school, gave itits mature institutional identity, and shaped the Enderun School into its definitive form (Akkutay, 1984,
pp- 26, 34, 125).

The admission of devsirme recruits to Enderun took place only after a lengthy period of education. Among the
icoglanlart recruited through the devsirme system and serving in preparatory palaces such as Galata Palace, Ibrahim

Paga Palace, and Edirne Palace, only those who demonstrated sufficient ability were admitted to Enderun, also referred
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to as the “Palace School,” and assigned to its various chambers. Following a series of selection processes, the igoglanlar:
(palace servants of devsirme origin) were trained not only in sports and martial arts but also in various intellectual skills
and practical crafts. Among the i¢oglanlart were individuals who showed aptitude in artistic fields such as poetry,
calligraphy, and music. In the sixteenth century, the number of individuals serving in the Palace could reach as many
as 700 (Akkutay, 1984, pp. 59, 63; as cited in Feldman, 2024, p. 47; Uzungarsil, 1977, p. 86).

The palace service organization was divided into various chambers, the number of which changed somewhat over
time. These included the Privy Chamber (Has Oda), Treasury Chamber (Hazine Odasi), Pantry Chamber (Kiler
Odas1), and Falconers’ Chamber (Doganct Odast). In addition, until the establishment of the Seferli Chamber for
music education in Enderun in the seventeenth century, the Great and Small Chambers also existed. According to the
“classical” Ottoman conception of the state, Muslims of local or foreign origin were almost completely excluded, and
the entirety of palace service was allocated to these devsirme candidates (as cited in Feldman, 2024, p. 48; Uzungargils,
1977, p. 86). This situation continued until some time after the death of Sultan Stileyman in 1566, after which the
monopoly of the devsirme system appears to have been broken (Feldman, 2024, p. 48). By the early seventeenth
century, the frequent admission of individuals of free Muslim origin, such as Evliya, into the Palace School (Enderun)
system required their integration into a structure originally designed for igoglanlart who formed part of the “kul”
system. It was probably regarded as a more practical solution to assign candidates in the field of music nominal posts
in another branch of imperial service and to pay their salaries through that unit (Feldman, 2024, pp. 67-68).

In 1636, during the reign of Murad IV (d. 1640), the Seferli Chamber was established as a new palace chamber in
addition to the existing ones. It was formed by selecting i¢oglanlari from the Great and Small Chambers when Murad
IV set out on the Revan Campaign. The Seferli Chamber, which originally housed i¢oglanlari responsible for washing
and folding the garments of the sultan and palace household, was later transformed into an art school in which many
highly qualified individuals, including scholars, musicians, and poets, were trained. Within the section designated as
the Seferli Chamber (Seferli Kogusu), a room known as the megkhane was allocated for music education (as cited in
Akkutay, 1984, pp. 90-91; as cited in Bilir, 2022, p. 189; as cited in Feldman, 2024, pp. 48, 68). Since no special space
had been allocated for music education before 1636, when the Seferli Chamber was designated as a “megkhane”
(practice room), it may be concluded that musical instruction had previously been conducted largely on an individual
basis (Feldman, 2024, pp. 47-48). The existence of an institutionalized system of music learning in Palace musical life
is documented by Evliya Celebi. Music education, which had previously been conducted in a dispersed manner in
various parts of the Palace, was centralized during the reign of Murad IV. From 1636 onward, megk sessions held at
the Palace began to take place in the Seferli Chamber, which functioned as a megkhane where igoglanlar: serving in the
Palace were trained and taught music. This is regarded as “the first documented evidence that music education had
now been organized on the basis of the megk method” (as cited in Behar, 1988, p. 87; Behar, 1993, p. 18).

The teachers responsible for instructing the igoglanlart in the chamber were either appointed from outside on a
salaried basis on particular days or selected from among Enderun members/musicians serving in other chambers such
as the Privy Chamber, Treasury, or Pantry; however, instructors were not brought in from outside on a daily-wage
basis. Masters knowledgeable in both the practical and theoretical domains of music were called “Muallimin-i
Enderun-1 Himayun” (Teachers of the Imperial Enderun) (Uzungargili, 1977, p. 87).

Palace documents dating from the reign of Selim III (d. 1808) reveal the existence of a fairly large group of musicians
who were listed not among musicians, but among the palace officials known as “cavusan-1 enderun” (inner palace
sergeants) (as cited in Feldman, 2024, p. 68). Many musicians and hanendes were associated with the palace unit to
which they were attached and from which they received their salaries, such as the Treasury or Pantry. This group of
¢avugan from both the Treasury and Pantry was far larger in number than musicians who received monthly salaries
but were not formally registered in palace service. An account book dated 1818 lists musicians among the ¢avuses of
three units: the Treasury, Pantry, and Seferli Chamber. The fact that musicians were listed in this way gives the

impression that the primary occupation of these nominal members of the Treasury and Pantry sections was actually
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music. This system may also have provided musicians with a degree of security during periods when the reigning sultan

had little interest in music (Feldman, 2024, p. 68).

Moreover, although the Palace’s demand for music had an apparently “institutionalized” character, it
ultimately depended on the musical preferences of the sultan. At times, sultans who bad no interest in music
or who disapproved of music for religious reasons ascended the Ottoman throne. One of these was Osman 111,

who reigned between 1754 and 1757. During his reign, all trained musicians in the Palace were dismissed

and dispersed, and the Enderun meskbhane was suspended. During the reign of his successor, Sultan Mustafa

111 (1757-1774), no significant musical activity can be identified. Nevertheless, this unfavorable attitude of
the Palace, which lasted for almost a quarter of a century, did not result in a rupture in the musical tradition.

This means that the social and cultural foundations of musical learning, transmission, and performance
must largely be sought outside the Palace. Chains of mesk must have reached a point at which they were
capable of reproducing themselves outside the Palace environment and without the financial support of the
Palace. Otherwise, it would be difficult to explain the revival of musical activity at the Palace from 1774
onward during the reign of Abdiilbamid I, particularly through Prince Selim, who later became Selim 111
(as cited in Bebar, 1988, pp. 92-93). From a broader historical perspective, it would therefore be unrealistic
to argue that the Palace and the Palace meskhane, taken as a whole, dominated the practice of megk (Bebar,

1988, p. 93).

Meskhane

Classical Turkish Music did not possess the material organization of a craft guild, nor was there an institutionalized
and officially organized guild or professional corporation of musicians. Rather, a form of “memory” prevailed that
gave it a guild-like appearance in its internal relations and enabled its existence to continue for centuries. As far as can
be documented, the elements of mesk and memory constituted the common bond connecting countless generations
of musicians for at least three centuries (Behar, 1987, p. 50; Behar, 1988, p. 87). “Mesk is the educational method of a
musical world in which music is not written down, not notated, and not learned or performed from written sheets”
(Behar, 1988, p. 84). The Megkhane was a space located within the Enderun section of Topkap1 Palace where members
of the Palace received music education and engaged in performance practice.

According to Feldman, the manner in which Ottoman musicians learned music depended largely on the pedagogy
of megk, which was based on imitating the teacher’s performance. Students learned broader aspects such as
articulation, tempo, and phrasing by imitating their teachers. Musicians who had learned compositions through oral
tradition were in a much more advantageous position both to compose new works in these genres and to transmit the
structure of older works. This body of knowledge existed at the intersection of kinetic, musical, and analytical
understanding. After studying a complex work through this slow and meticulous process, many musicians regarded
the production of a simplified version of any composition in the form of musical notation as unnecessary (Feldman,
2019, p. 178). For this reason, notation did not serve as the primary medium of music education for a long period.
Feldman emphasizes that music cannot be reduced solely to notation and that the nuances of performance are learned
through oral and embodied transmission.

The clearest information concerning musical activities in the Meskhane is available through the accounts of two
musicians who were present at the Court in the mid-seventeenth century, Evliya Celebi and Ali Utki. Evliya Celebi
describes the fasil performances he and his friends held in the Megkhane in the evenings during his time at the Court.
These accounts provide clues regarding the position of the Meskhane within the Palace and document the existence
of an institutionalized system specifically devoted to musical learning. Ali Ufki states that music was taught in the
music room of the Palace, that some musicians entered this room to rehearse and receive lessons, that the room
remained open throughout the day and was closed in the evening, that the appointed music teachers did not reside at
the Palace, that they came to the Meskhane immediately after the first session of the Imperial Council had ended, that

the musical igoglanlart left their chambers and took their places before their masters, and that they then practiced their
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music, sometimes individually and sometimes collectively, in monophonic form (Behar, 1988, p. 87; as cited in Bilir,
2022, p. 189).

Professional musicians who earned their living exclusively through music were always a minority in the Ottoman
musical world. The great majority of musicians were not members of a professional occupation in the strict sense, but
rather highly skilled amateurs whose principal occupations lay elsewhere. Consequently, music education and
transmission developed largely outside a conception of “professionalism.” Itis known that masters working within the
Palace or commissioned by the Palace to provide megsk instruction received payments from the Treasury. Musicians
affiliated with the Palace, admitted to Enderun, and fortunate enough to receive the patronage of a music-loving sultan
were, during certain periods—particularly the reigns of Selim III and Mahmud II—not only rewarded but also placed
directly on regular salaries (Behar, 1988, p. 97).

The Megkhane, located within Enderun as part of the Palace education and service system and associated with
music education and practice conducted through megk within master-apprentice and teacher-student relationships,
may be regarded as one of the educational mechanisms through which Palace music was reproduced by professional
musicians.

Feldman demonstrates that not all Court musicians were individuals trained within the Palace and that relationships
existed between the Court and the broader professional musical community. For this reason, it would not be accurate
to conceive of the Meskhane as a closed music school. On the contrary, the Meskhane may be regarded as a point of
connection between the Court and the professional musical world outside the Palace. Its function was not limited to
teaching music; it may be understood both as an institution that brought together the chains of education,
specialization, performance, transmission and continuity of the Court musical tradition, professionalization, and
institutionalization, and as a space that connected the city with the Court.

The Meskhane may therefore be considered a space within the Enderun organization of the Ottoman Court in which
music education and performance practice were carried out. Feldman’s evaluations of the professionalization of Court
music and the organization of music within the Palace are important for understanding the place of the Megkhane
within the Palace musical system.

Harem-i Hiimayun

Although women under Palace patronage were not part of Enderun, the principal educational center of the Ottoman
Court, they also received education. Particularly during the reign of Mehmed IV (Mehmed the Hunter, d. 1693), it
appears that, in addition to the male Enderun section of the Ottoman Court, a considerable number of female slave
musicians were trained in the women’s section, the Harem-i Hiimayun. Given Mehmed IV’s interest in music, it may
be suggested that the number of individuals trained in music increased in both the Enderun and Harem sections of the
Palace (as cited in Karatag, 2014, p. 876; Uzungarsili, 1977, p. 90). Music education provided by the Palace was not
delivered solely by instructors serving within Enderun; masters living outside the Palace also provided musical
instruction. Seventeenth-century Palace documents reveal that female slaves occasionally received instruction from
urban musicians outside the Palace and pursued their musical studies in private homes beyond the Palace grounds
(Behar, 1988, p. 91; Feldman, 2024, p. 48; Karatag, 2014, p. 875).

As with the training of male musicians at the Court, the teachers of the female slaves in the Harem-i Hiimayun
instructed their students both within the Palace and in their own homes outside it. Teachers came to the Palace on
designated days of the week and taught female slaves in a specified section how to play instruments such as the tanbur,
kemenge, santur, and geng. The teaching of instruments that were difficult to practice within the Palace or required
extended periods of study, such as the violin, ney, and ¢6giir, as well as mesk training for the performance of musical
works, took place in the teachers’ homes. Moreover, female slaves receiving mesk did not go from the Palace to these
homes only for a limited lesson period and immediately return after the session; they could remain in these homes for
extended periods (as cited in Behar, 1998, p. 92; Uzungarsili, 1977, p. 87).

It appears that the teacher received a maintenance allowance for each day a female slave student remained in the
teacher’s home, and these musicians were paid from the Treasury in return for their services. In addition to the school
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itself, the salaries of the Palace’s regular musicians also formed part of Palace expenditures. These Enderun teachers
applied each month to the chief accounting office with a petition in order to receive their salaries and were paid after
the necessary examination had been completed (Behar, 1998, p. 92; Feldman, 2024, p. 48; Uzungargil, 1977, p. 87).
It is therefore evident that musical education was not spatially monopolized by the Palace. The fact that the houses in
which these female slaves received megk effectively functioned as megkhanes cannot be overlooked. For this reason, the
conventional assumption that megk had from the outset been conducted only in spaces specifically allocated for this
purpose within the Palace, only in Enderun, or that musicians could be trained only through Enderun needs to be
reconsidered (Behar, 1998, p. 92). “It may be stated that music education in Ottoman society also took place outside
the Palace in other secular spaces such as houses, mansions, and coffechouses, and in this sense displayed a tendency
toward social diffusion” (Bilir, 2022, p. 191).

Mehterhane

The most stable element in the performance and creation of musical knowledge was undoubtedly the Mehterhane, the
official military ensemble composed of Janissaries, which preserved sophisticated makam and usul structures within
its musical repertoire (Feldman, 2022, p. 156). Mehterhanes—the buildings in which mehter musicians were housed—
consisted of large barracks containing several facilities, including a megkhane, dormitory, and dining hall. Music
education was provided in the meskhanes located within these barracks. The mehterbagi, functioning in a role
comparable to that of an orchestra conductor, was responsible for music education within the Mehterhane. The
mehterbagi was responsible for making decisions on numerous matters, ranging from the training of students to the
selection of repertoire (as cited in Toker & Ozden, 2013, pp- 110-111). The nefer at the head of each unit was
responsible both for the training of that unit and to the mehterbagi. This demonstrates that, as in Enderun, specialized
branch training was also emphasized within the mehter organization (Toker & Ozden, 2013, p. 111).

Mehter music was a functional form of military music used in the Ottoman State in specific contexts such as politics
and warfare to display the power, glory, and magnificence of the army, the military, and the state. During military
campaigns, it was intended to encourage and motivate Ottoman soldiers, while provoking fear and panic among the
enemy. The aim was to produce the greatest possible volume of sound in the open air through the use of large numbers
of cymbals, trumpets, drums, zurnas, and kés. Europeans, who encountered this genre on battlefields, long assumed it
to be the only form of Turkish music and, during the eighteenth century, created a musical fashion that became highly
popular in Europe. The Ottomans, by contrast, described this loud performance style, whose aesthetic associations
were relatively limited, as “kaba saz” and distinguished it from the mainstream art music they called “ince saz” (Behar,
2019, pp. 32, 44).

According to Feldman, mehter had three distinct functions: (1) Mehter played continuously during battle. If the
sound of the mehter ceased, this could lead the Janissaries to withdraw from the battlefield. (2) The sultan was saluted
every afternoon through a ritualized mehter performance accompanied by prayers for the ruler and the state. In
addition, viziers, provincial governors, and vassal rulers such as the Crimean khans and Moldavian voivodes each
maintained their own mehter ensembles and were therefore referred to as “tabl-u alem sahibi” (possessors of drum and
banner) (Feldman, 2024, p. XIX). Uzungargili states that possessing a mehter ensemble was not exclusive to the sultan,
but that the size and quality of the ensemble reflected the status of its owner. While the sultan had a 12-fold mehter
ensemble, with 12 of each instrument, grand viziers and viziers had 7- or 9-fold ensembles. The principal distinction
was that, unlike the ensembles of grand viziers or other viziers, only the sultan’s mehter was permitted to include the
kos (as cited in Bilir, 2022, p. 190). (3) Mehter ensembles performed open-air music every morning and evening from
the towers of Topkap1 Palace and in other cities, before and after the morning and night prayers. These performances
could be heard by a large part of the urban population. For all three of these functions, the core of the mehter repertoire
consisted of pesrev, semai, and improvised taksim (Feldman, 2024, p. XIX).

A fundamental element of Timurid court music in fifteenth-century Herat, the instrumental genre known as
“pisrev (pesrev),” also became a characteristic component of the military and ceremonial music of the mehter in
Ottoman culture. Instrumental genres such as pesrev and semai formed the basis of the music of the Mehterhane, or
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mehter organization, which was associated with the Janissaries and represented the official and public music of the
Ottoman State (Feldman, 2019, p. 175; Feldman, 2024, pp. XVIII-XIX).

As the Ottoman Empire, with Istanbul as its capital, developed during the sixteenth century, musical knowledge
became increasingly rooted in the Imperial Court and among its members. Toward the end of the century, while
Anatolia experienced serious social and economic upheavals, the social stratification that emerged in Istanbul and
Edirne left relatively little space for the existence of a qualified music-based repertoire outside the Court. As a result,
the official mehter ensemble became a powerful musical institution that preserved extensive knowledge of makam and
usul. As the musical gap between Anatolia and the capital deepened, the influence of mehter musicians increased
further (Feldman, 2022, pp. 152-153).

In the early seventeenth century, long usuls were preserved much more effectively in the official Mehterhane than
in Court music in Istanbul. Musicians such as Solakzade, who performed instruments associated with Court music
and acted as bridges between the mehter tradition and Court music, together with Mevlevi musicians, introduced the
pesrev form into the Court environment (Feldman, 2019, p. 176). Behar (2020) states that “because mehter musicians
and chamber-music musicians were educated in the same megkhane at the Court after the 1630s, a certain degree of

interaction may have existed between them” (as cited in Bilir, 2022, p. 190).

Because of the permeability and interaction among different musical spheres in the Ottoman context, the
development of military music also contributed to Ottoman music to a certain extent. Within this
[framework, although mebter music was described as kaba musiki, Ottoman music history includes mebter
musicians who were members of an institution engaged in continuous musical training and who also
composed works within the field of ince musiki (Bilir, 2022, p. 141).

Information concerning musicians is scattered throughout financial documents preserved at the Court. Ottoman
palace records relating to payments made to both Court and mehter musicians have survived from the early sixteenth
century and have occasionally been used by Turkish historians and musicologists (as cited in Feldman, 2024, p. 20).

It appears that mehter musicians, at least until the early seventeenth century, were of devsirme origin and were
trained in the Palace School. Mehter musicians trained in the capital were also sent to the provinces (Feldman, 2024,
p- XIX). In this way, the mehter ceased to be a structure confined to Istanbul and acquired the character of an
institution that also extended into the provinces.

Feldman’s approach distinguishes between two types of mehter:

Table 2. Types of mehter
Structure Characteristics Function
Official  mehter /| The official military-ceremonial ensemble of | Warfare, state ceremonies, public
Mehter-i tabl i alem the state announcements, and rituals
Mehter-i birun An unofficial, extra-palatial ensemble | Entertainment, celebrations, dance,
affiliated with urban musicians’ guilds and private/public events

In addition to the official mehter, there was another type of ensemble known as “mehter-i birun,” which formed
part of the urban musicians’ guilds. This “unofficial” mehter, which did not receive a salary, performed at public
festivities and private celebrations. Mehter-i birun ensembles varied in terms of instrumentation, size, and repertoire
(Feldman, 2024, pp. XIX, 103). In the early seventeenth century, “mehter-i birun” ensembles contributed to the
dissemination of the art-music system and repertoire among the urban population (Feldman, 2024, p. 55). Mehter-i
birun is particularly important in demonstrating that the institutionalization of Ottoman music did not develop solely
through the central state and the Court. Connected with urban musicians’ guilds, this structure points to an alternative
model of urban musicianship that was not based on salaried state service but was nevertheless organized within a
specific professional milieu, repertoire, and performance sphere.

When these characteristics are considered together, the Mehterhane in Feldman’s account was not merely a military

performance ensemble. In terms of regular training, specific state functions, hierarchical organization, a public
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performance schedule, Court-province circulation, and the continuity of a particular repertoire, it constituted one of
the most clearly institutionalized structures of Ottoman musical life.

The violent abolition of the Janissary Corps in 1826, together with the entire mehter musical establishment, also
created a musical crisis for the Ottoman Court. Following the abolition of the Mehterhane, Mahmud II established
the Mizika-y1 Himayun orchestra under the direction of Giuseppe Donizetti, later known as “Donizetti Pasha.” This

new military band combined Western and Turkish elements (Feldman, 2022, p. 113).
Mevlevi Order

Mevlevism

The Mevlevi Order is the name of a Sufi order that developed in Konya in the late thirteenth century and was founded
by Sultan Veled, the son of Mevlina Celdleddin Rumi, in his father’s name. Throughout the Anatolian Principalities
period and the six centuries of the Ottoman State, it became one of the Sufi orders that perhaps most deeply influenced
Turkish society (as cited in Demirtag, 2007, pp. 26-27). The Mevlevi Order constituted a powerful cultural institution
integrating the highest levels of cultural elements between Anatolia and Istanbul, extending well beyond music alone
(Feldman, 2022, p. 236).

At the time of the conquest of Istanbul, the central tekke of the Mevlevi Order was located in Konya, the capital of
Karaman, which was then an independent Turkish state. This independence came to an end in the 1480s when Kasim
Sultan of Karaman accepted an Ottoman governorship. Although the Karaman Mevlevis began establishing a presence
in Istanbul soon after the city was taken from the Byzantines, more than a century appears to have passed before
Mevlevi musicians became part of performances at the Ottoman Court (Feldman, 2024, p. 87).

From the fourteenth through the sixteenth centuries, the Mevlevis consolidated their Sufi traditions and succeeded
in securing this tradition by grounding their social support in the Seljuk and later Karamanid aristocracy, as well as in
the distinguished ulema of Konya. In the following period, during the sixteenth century, they found a place within the
elite structure of the state and shifted their center of attention toward the new Ottoman capital. The elite connections
possessed by the Mevlevis, their central position within the Islamic high culture of Anatolia, and widespread popular
belief in the sanctity of the founder of the order protected them from severe repression—although they were not
exempt from criticism—and even enabled them to expand into the Arab world (Feldman, 2024, p. 79).

In the nineteenth century, the Mevlevi Order attracted considerable interest, particularly among high-ranking
bureaucrats and intellectual circles in Istanbul and other Ottoman cities, and its tekkes, which functioned as centers
of art, were continuously supported by these groups. Mevlevi sheikhs remained loyal to the Palace by defending the
existing social and political order and consistently distanced themselves from religious or political rebellions. Acting as
cultural envoys through the lodges they established in territories conquered by the Ottomans, the Mevlevis were
subjected to almost no state repression except during a few limited periods (as cited in Demirtag, 2007, p. 68). Having
faced no serious threat for approximately six centuries, the Mevlevis continued their existence until Atatiirk banned
all Sufi orders in 1925 (Feldman, 2024, p. 79).

Attempting to establish a historical periodization of Mevlevi musical thought is not particularly useful, since its
fundamental approaches appear to have taken shape by the fifteenth century at the latest and remained largely
unchanged until modern times. While the social position of musicians in Court service changed and the importance
of foreign specialists declined; while non-Muslims entered the musical sphere and later gradually withdrew from it;
while professional mosque singers gained importance and subsequently disappeared in the twentieth century; and
while the role of aristocratic and bureaucratic “amateurs” changed in parallel with their position in society, Mevlevi
musical philosophy displayed both continuity and flexibility. This philosophy should be regarded as a constant
element that, from its beginnings—even before the establishment of the Ottoman State—to the present, contributed
to defining the character of Turkish Art Music (Feldman, 2024, p. 85).

Mevlevi Music
In the context of music, the Mevlevi Order is the Sufi organization that has arguably made the greatest contribution

to the field. From its foundation onward, it attached great importance to music, trained musicians within its own
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structure, and consistently regarded music as an important and indispensable part of worship, perhaps even as worship
itself (Behar, 2019, p. 51; Bilir, 2022, p. 103). For urban life, the Mevlevi Order functioned as a school that trained
highly accomplished practitioners in literature, calligraphy, and music (as cited in Feldman, 2022, p. 48). Mevlevi
education and training were structured according to a two-stage system: the first stage involved basic discipline, while
the second involved strict discipline. If an individual possessed musical aptitude, he was trained in playing the ney and
percussion instruments and in performing works from the Mevlevi vocal repertoire (Feldman, 2022, p. 54).
Mevlevihanes made major contributions to Turkish Music through the composers, instrumentalists, singers, and
theorists they trained (Demirtag, 2007, pp. 24-25). The serneyzen and kudiimzen were responsible for music
education in Mevlevihanes. As the head of the mutrib ensemble, the serneyzen, an instrumentalist, directed the
musicians and the performance of the ayin during the ritual and trained ney players in the Mevlevihane. The kudiimzen
was responsible for directing the percussion instruments during the ayin, providing kudiim instruction in the
Mevlevihane, and training ayinhans (Bilir, 2022, p. 193).

Mevlevi musicians had a deeply rooted tradition of interest in and respect for instrumental music. The instrumental
semai appears to have formed part of their sacred repertoire from early periods onward. The improvised vocal and
instrumental genre known as Taksim, which developed in the late sixteenth century, held a highly important place in
Mevlevi practice. The pesrev, by contrast, was incorporated into this repertoire toward the end of the eighteenth
century. The rebab and ney, together with percussion instruments, were used to accompany Mevlevi ayins from the

carliest periods onward (as cited in Feldman, 2024, pp. 90-91, 492).

The Mevlevi Institution: Mevlevihane

The dissemination of Mevlevi Music took place through Mevlevihanes. Particularly in Istanbul, Mevlevihanes trained
numerous musicians and were described as the “conservatories” of their period; they were regarded as institutions that
played important roles in the learning and dissemination of music. The primary reason Mevlevihanes functioned like
conservatories was to train the hanendes and sazendes required for Mevlevi sema rituals. Mevlevihanes were also
considered important artistic centers where, in addition to Mevlevi musicians, individuals affiliated with other tekkes
or with no tekke at all but devoted solely to music could gather. They were places where master musicians came
together to perform music, listen to new compositions, engage in musical discussions, meet younger musicians in
training, and transmit knowledge and experience to them. At the same time, they were active artistic spaces where non-
Muslim musicians who wished to learn Turkish Music could also receive instruction (Behar, 2019, p. 51; Bilir, 2022,
p. 193; as cited in Demir, 2010, p. 374; as cited in Demirtag, 2007, pp. 25, 71).

The oldest Mevlevi institution in Istanbul was the Galata Mevlevihane, founded in 1491 under the leadership of
Sheikh Divane Mehmet Celebi. However, because Celebi failed to establish good relations with the Ottoman
administration, control of the Galata Mevlevihane was transferred after 1533 to Halveti dervishes, who had closer ties
with the government. Administration of the Galata Mevlevihane returned to the Mevlevis in 1610. In 1597, a high-
ranking pasha commissioned the construction of a new Mevlevihane at Yenikapi in central Istanbul. Within the
following decade, two additional Mevlevihanes were opened in Istanbul, at Kasimpaga and Begiktas. Thus, by the mid-
seventeenth century, the Mevlevis had established their influence as masters of the “science of music” over a broad
segment of the educated Muslim population, particularly various bureaucratic circles (Feldman, 2024, pp. 87-88;
Feldman, 2022, p. 145).

As the center of gravity of the Ottoman Empire gradually shifted toward the capital, Istanbul, and then toward the
nearby and more distant Balkan provinces, the Mevlevi Order became the principal structure in Anatolia that preserved
the science of music and continued to provide the Ottoman capital with highly accomplished performers. From the
early eighteenth century onward, when much of Anatolia and Thrace came to be regarded as “the provinces,” that is,
“outside the center,” it is crucial not to evaluate Anatolian musical life solely from an Istanbul-centered perspective.
Evliya Celebi’s writings indicate that many Anatolian cities possessed a developed musical life or, at the very least, were
home to individuals with advanced musical knowledge. Although the Tokat Mevlevihane was not built until 1638,
the nearby Corum Mevlevihane, with a much longer history, was one of the oldest Mevlevihanes in Anatolia. There
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were also active Mevlevihanes in Gelibolu and Edirne in Thrace. The Edirne Mevlevihane, which Sultan Murad II
established by converting the Muradiye Mosque he had previously commissioned, was regarded as an asitane where
both the training of dervishes and mukabele ceremonies could be conducted. While Edirne continued to function as
an important Mevlevi center, the sudden emergence of four major Mevlevihanes in Istanbul within a twenty-five-year
period (1597-1622) further increased the influence of the Mevlevis in the Ottoman capital, and they entered a new
period in which they became increasingly visible in the musical life of the city. In one sense, the deeper integration of
the Mevlevis into Istanbul culture may be said to have begun during the first decades of the seventeenth century.
Because they were not dependent on a role in Court service and were open to providing instruction to all talented
music students, their influence on Istanbul’s musical life gradually increased. Throughout the long eighteenth century,
the ties between the Mevlevis of the capital and the Ottoman elite became even stronger than they had been in the
previous century (Feldman, 2022, pp. 145, 150-151, 157-158). In this way, Istanbul Mevlevism became an imperial
Sufi order that brought the rich cultural accumulation of the Ottoman geography into the everyday life of the city (as
cited in Feldman, 2022, p. 47).

Mevlevi Ayins
The earliest datable Mevlevi ayin is attributed to a musician who lived in the mid-seventeenth century, Mustafa Dede
(d. 1683) (as cited in Feldman, 2024, p. 78).

On mukabele days, Mevlevi dervish lodges were open to sympathizers of the order (muhibs), guests, and
various types of listeners and spectators. Since music was generally performed in houses, mansions, and other
private spaces, it would not be inaccurate to regard the mukabele ceremonies beld in Mevlevibanes as the only

type of public “concert” performance, so to speak (Bebar, 2019, p. 31).

In Ottoman Tiirkiye, the institution that most closely resembled a public concert performance was the Mevlevi
ayin. The Mevlevis allowed their performances to be watched by an audience and designed their performance spaces,
the semahane, with spectators in mind. Everyone, including women, non-dervishes, and non-Muslims, was free to
observe the sema performance. The Mevlevi ayin may be regarded as a genre of art music combined with ritual dance
during performance and serving an entirely transcendent purpose (Feldman, 2024, p. 492).

The Mevlevi Order was the only Sunni Sufi order in which no conventional dhikr ceremony was performed and in
which the principal musical form used during the mukabele was not the ilahi. Mevlevi ceremonies, known as mukabele,
consisted of an ayin in a particular makam, preceded by a precomposed pesrev in the same makam, and structured into
four sections, each called a selam, accompanying the semazens within a prescribed ritual framework (Behar, 2019, p.
30). The fact that all four selams of an ayin were composed by a single person made the ayin the broadest medium
through which a Turkish composer could display compositional mastery. It was the longest and most demanding of
all Ottoman compositional forms. Therefore, from the perspective of the development of the art of composition, the
seventeenth-century Mevlevi ayin had already reached a level of sophistication that secular music would approach only
a century later (Feldman, 1997, p. 51). The length and complexity of Mevlevi ayins indeed challenged the skills of even
accomplished musicians and composers. This was one of the reasons why Mevlevihanes were effectively regarded as
music schools (Behar, 2019, p. 31).

Mevlevi Artists

The figure of the musician-theorist, who had represented the most accomplished embodiment of the “science of
music” in the early Islamic world, is encountered only rarely in sixteenth-century Ttirkiye. Most of the figures who
appear during this period and the early sixteenth century were Mevlevi or Giilseni dervishes. Such figures began to
become increasingly prominent later in the century and at the beginning of the following century (Feldman, 2024, p.
43). As the Mevlevi Order assumed a more central position in the Ottoman capital during the seventeenth century, the
influence of Mevlevi dervishes such as Cengi Yusuf Dede (d. 1670) and K6¢ek Mustafa Dede (d. 1683) became evident
in secular art music (Feldman, 2019, p. 176). In the generation following the Mevlevi Kégek Mustafa Dede, Mevlevi

Osman Dede (d. 1730) was not only an important composer who produced works in various religious and secular
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genres but also the creator of a system of musical notation. Thus, from the mid-seventeenth century onward, and
increasingly thereafter, the Mevlevis appear to have occupied an influential, perhaps even dominant, position among
ney players, while some Mevlevis also performed and composed in secular genres of Court music. The most famous
lay member affiliated with the order who played an exceptionally active role in various fields of Ottoman-Turkish
music in the late seventeenth century was Buhurizade Itri (d. 1712). Niebuhr, who was in Istanbul in the late
eighteenth century, stated that Mevlevi dervishes were “regarded as the best musicians among the Turks.” From the
first half of the nineteenth century until the end of the Empire, Mevlevi dervishes played a dominant role in the
composition, performance, and especially the transmission of a substantial part of the Ottoman Court repertoire to
subsequent generations (as cited in Feldman, 2024, pp. 43, 88, 90).

“Mevlevi Music in nineteenth-century Istanbul experienced a major development compared with the music of
other Sufi orders and reached its golden age. During this century, numerous composers, hanendes, sazendes, and
theorists emerged from among the Mevlevis; by both performing Turkish Music and establishing its theoretical
knowledge, they transmitted it to future generations and thereby preserved it from being forgotten” (Demirtag, 2007,
p. 66).

Mevlevi dervishes appear to have possessed a cultural mechanism that ensured the continuity of their artistic
repertoire from at least the early seventeenth century onward. The strength of their internal system of music education
seems to have eliminated the need for a special system of musical notation for their ayins. By the early eighteenth
century, however, they appear to have felt the need to use notation in order to preserve certain parts of the secular
Court repertoire. From the seventeenth century onward, Mevlevi dervishes became teachers of many Armenian,
Greek, and Jewish musicians in Istanbul and Edirne. In this way, they enabled musicians from various Christian and
Jewish communities to become integrated into the musical system of Ottoman/Islamic civilization. From this
generation onward, the Istanbul Mevlevis constituted the most consistent group within Ottoman Muslim society to
maintain a sustained interest in musical notation (Feldman, 2019, p. 179).

According to Feldman, the Mevlevis were one of the key elements in the development and transmission of Ottoman
secular art music. Their influence can be observed in several respects: (1) The ayin, a religious musical genre, appears
to have a longer history than the Court fasil. The ayin was the most complex compositional form in Turkish Music
and, because it was composed in its entirety by a single individual, represented the most advanced level reached by the
cyclical principle in Tirkiye or elsewhere in the Middle East. (2) The Mevlevis occupied an important position as both
performers and composers of the Court repertoire. (3) The Mevlevis played a vital role in the development of
instrumental music as an independent sphere within Ottoman music. (4) The Mevlevis were probably also influential
in the development of a distinctive form of the ney, which by the mid-seventeenth century had become one of the two
leading instruments of the Ottoman fasil ensemble. (5) In Istanbul, Mevlevihanes constituted the most important
institutions for the transmission of the classical repertoire outside the Court. In some cases, non-Muslims could also
become students of Mevlevi teachers. (6) Mevlevihanes located in cities across Anatolian, Arab, Greek, and Balkan
regions were important institutions in the dissemination of Ottoman art-music norms and parts of its repertoire.
Musicians trained in provincial Mevlevihanes in places such as Baghdad, Mosul, Damascus, Tripoli, or Filibe (Plovdiv)
could occasionally become involved in the musical life of the capital. (7) Sufi perspectives concerning the value of
music became part of the philosophy of the Ottoman elite (Feldman, 2024, pp. 92-93).

The Mevlevi Order interacted with and exerted influence on other Sufi movements such as the Bektasi, Halveti,
and Giilgeni orders (as cited in Feldman, 2022, p. 47).

Other Sunni Sufi Orders

Sufism, which emerged from the ninth century onward and began to operate under the name of Sufi orders from the
eleventh century onward, played a major role in political, social, economic, and cultural life (Demirtag, 2007, p. 19).
In addition to supporting individuals’ religious needs and orientations, Sufi orders were also influential institutions in
shaping social behavior (Adar, 2014, p. 167). Acting as a bridge between the highest and lowest strata of society, Sufi
orders contributed to the development of secular as well as religious music and became one of the major factors in the
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dissemination of music. Since prominent Sufi masters sent the khalifas they trained to various parts of the Islamic
world, hundreds of tekkes belonging to orders founded by Turks were established, particularly in the seventeenth
century, and these tekkes contributed to the dissemination of Turkish culture together with music. Dervishes affiliated
with these orders were particularly influential in the dissemination of works in religious musical forms. By performing
such works wherever they went at the gatherings they attended, they also supported the dissemination of Turkish
culture through music. This was because Sufi rituals reached their culmination particularly through the combination
of music and poetry. Many Sufis, sheikhs, zakirbagts, and dervishes are known to have composed ilahis, naats, tevsihs,
and duraks. This demonstrates that these individuals possessed a profound knowledge of both music and Sufi culture
(Adar, 2014, p. 153; Bilir, 2022, p. 103; Gliney, 1997, p. 3).

During dhikr ceremonies, overall musical direction was in the hands of the zakirbasi. These figures, who
functioned in a role comparable to that of an orchestra conductor, carried major responsibilities. This was not
a task that could be undertaken by just anyone; rather, it required the simultaneous possession of numerous
abilities. Above all, a candidate for the position of zakirbas: bad to possess an exceptionally fine voice and
musical ear and had to know by memory the melodies and Lyrics of thousands of ilabis. This, in turn, meant
possessing a very advanced knowledge of music ... The qualities required of a zakirbag: demonstrate both the
extraordinary richness of Turkish Sufi Music and the scale and depth of the music performed within the Sufi
orders (Giiney, 1997, pp. 6=7).

Although the zakirbas1 acted as the leader of the musical group within the ritual, he was himself directly subordinate
to the person leading the dhikr and directed the zakirs according to that person’s instructions (Panya, 2019, p. 31).
This reveals the hierarchical organization within Sufi orders.

Although religious texts were written by hand, the melodies of musical compositions were generally taught from
ear to ear through megk. This tradition of megk continued within Sufi orders for centuries through teacher-student
relationships. However, very few of these works were written down using existing notation systems, and those that
were notated could not be widely reproduced. Unfortunately, thousands of works in both large and small
compositional forms disappeared permanently with the deaths of the teachers, sheikhs, pirs, zakirbagss, zakirs, or
musicians who knew them. The religious and secular musical works that have survived to the present were likewise
transmitted through the contributions of these individuals (Giiney, 1997, p. 151).

Although places such as asitanes, bimarhanes, and darusgsifas were among the most important spaces in which music
was performed, religious works were generally performed in mosques and tekkes. Tekkes in particular were important
spaces where all kinds of music, especially religious music, were performed and listened to, where musical instruments
were taught, and where individuals interested in music could learn and develop into musicians. Many dergihs, tekkes,
and zaviyes, particularly Mevlevi lodges, served for many years as schools and played important roles in the teaching
and dissemination of music (Demir, 2010, p. 374). “By bringing music masters together with those eager to learn music
and thereby enabling the transmission of knowledge and experience, tekkes functioned as conservatories and played
an important role in the training of many composers, performers, and theorists of Turkish Music. From this
perspective, it may be said that it is almost impossible to encounter a musician who did not benefit from Sufi culture
or breathe its atmosphere” (as cited in Demirtag, 2007, p. 23).

Musicians affiliated with Sufi orders who entered the Ottoman musical world contributed to the expansion and
support of secular music not only through the music they performed in their own tekkes but also through
compositions they produced in secular contexts (Bilir, 2022, p. 208; Feldman, 2024, p. 95). Strong documentary
evidence also exists indicating that in other Sufi orders in which music acquired importance alongside dhikr, such as
the Halvetiye, Giilseniye, and Kadiriye, not only religious music but all kinds of music were practiced through megk
(Demir, 2010, p. 374).

Although the mystical philosophy of music was developed most consistently by the Mevlevis, this understanding

appears to have been adopted by most other Sunni Sufi orders as well. The principal difference between the musical
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forms cultivated by these orders was that, while the Mevlevis incorporated composed sequences based on cyclical
rthythms and various musical instruments into their ayins, the other orders remained more closely aligned with Sufi
musical traditions outside Tirkiye by prohibiting melodic instruments in their rituals. In their dhikr ceremonies,
which incorporated various musical forms, these orders focused on free-rhythm, non-metric genres such as durak, naat,
and temcid, without following a rigidly predetermined sequence (Feldman, 2024, p. 93). Although they were not
composed and performed within a cyclical structure, some tevsih ilahis were musically as sophisticated as the “beste”
genre of Court music (as cited in Feldman, 2024, p. 95).

The importance of these orders in the institutionalization of Ottoman music did not derive solely from their
production of distinctive religious or mystical repertoires. The continuity of musical roles such as zakir and zakirbast,
together with the participation of their members in mosque, Court, and secular musical circles, created an institutional
sphere of circulation between tekke-based music education and urban musical life.

In Feldman’s book (2024), a fundamental distinction is made between the Mevlevis and other Sunni Sufi orders in

terms of their musical approaches, with particular emphasis placed on the Halveti, Giilseni, Celveti, and Kadiri orders.
According to Bilir (2022, p. 234) and Behar (2019, p. 28), the Giilseni, Halveti, and especially the Mevlevi orders,
which were among the Sufi movements that most strongly influenced society, constituted important elements of
musical life. In the early seventeenth century, some Sufi orders became central institutions of musical activity and
continued to develop and diversify, although their number gradually declined during the seventeenth and eighteenth
centuries. Musicians affiliated with these orders attached importance to musical production and performance for use
in their own religious rituals and also extended their activities into the sphere of secular music.
Halvetiye is a Sufi order that embodies a musical art reflecting Turkish customs, sentiments, and modes of thought.
As one of the most widespread and widely accepted Sufi orders among Muslim Turks in Anatolia and throughout the
Ottoman lands, it made major contributions to Turkish Music together with the Mevlevi and Bektasi orders. It
included and trained some of the most distinguished musicians of Turkish Music. As a Turkish Sufi order, Halvetiye
adopted the practice of vocal dhikr, and the music used in collective rituals played a major role in revealing, developing,
and disseminating the distinctive characteristics of Turkish Sufi Music among the broader population (Giney, 1997,
pp- 20, 150).

The Halvetiye, a Turkish Sufi order, originated in fifteenth-century Azerbaijan. Its influence on the Ottoman
Court began during the reign of Bayezid II, was revived during the reign of Silleyman the Magnificent, and continued
until the end of the sixteenth century. In the early eighteenth century, the Celvetiye, a branch that attached particular
importance to music, became influential at the Court. Individual Halveti zakirs and lay members of the order
continued to serve as important carriers of the secular vocal art tradition until the twentieth century. Since the period
of the most intensive interaction between the Halvetis and the Court coincided with an early period for which musical
documentation is limited, the full extent of this reciprocal interaction remains unknown (Feldman, 2022, p. 243;
Feldman, 2024, p. 94). In Halveti tekkes, the musical office defined as zakir or zakirbagi, which involved directing the
dhikr, occupied an important position. At the same time, many dervish zakirs also served as muezzins, naathans, or
preachers in mosques that were not affiliated with tekkes. This dual function revealed the inherent potential of Sunni

Sufi orders to establish both vertical and horizontal social connections (as cited in Feldman, 2024, p. 94).

Giilseniye; among the other Sunni Sufi orders, Giilseniye was the one closest to the Mevlevi Order in terms of musical
culture (as cited in Feldman, 2024, p. 93). The Gtilseni Order, which no longer survives today, had already emerged in
the sixteenth century as a synthesis of Halveti and Mevlevi traditions. In general, the Giilseni ritual may be said to have
been based more on Halveti dhikr than on Mevlevi sema (Feldman, 2022, p. 28; as cited in Feldman, 2024, p. 93).
One of the clearest examples of the contribution that a member of a Sufi order could make to the musical
environment of the Court, as well as the potential role that such a figure could play in musical transmission there, is
Sheikh Dervis Omer of the Giilseni Order. Dervis Omer, a master musician who came to Istanbul toward the end of
Siileyman the Magnificent’s reign and remained a musahib of the sultans until the reign of Murad IV, thus maintaining
avery close relationship with the Court for nearly three quarters of a century, could hardly have been unfamiliar with

149



Angi Tiirk Miizigi 6(Walter Feldman Special Issue) (2026) 129-152

the musical community of the Court or remained outside musical exchange and interaction with its members (Bilir,
2022, p. 234).

Musical exchange and interaction also continued outside the Court. According to Ergun (1942), the Giilseni and

Mevlevi orders were among the reasons for the dissemination of Turkish Music in Egypt. Ibrahim Giilgeni, the founder
of the Giilseni Order, was sent to Egypt by his sheikh, and the tekke he established there gained great popularity in
subsequent centuries and developed into a major asitane (as cited in Giney, 1997, p. 3). “With the spread of Sufi orders
such as Giilseniye and Mevleviye, numerous Turkish musicians were trained and settled in these regions. Sufi orders
also functioned as major schools in the dissemination of Turkish culture” (Giiney, 1997, p. 4).
Celvetiye is a Sufi order that emerged through separation from the Halveti Order. It was a branch of Halvetiye that
attached great importance to music and became influential at the Court in the early seventeenth century. Founded by
Aziz Mahmud Hiidayi, the Celveti Order developed rapidly within a very short period, and particularly during the
eighteenth century entered a period of rapid expansion in Istanbul, Bursa, Balikesir, Edirne, and the Balkans. As a
result, the order considerably increased its influence (Feldman, 2024, p. 94; Unal, 2012, pp- 95, 102).

Celvetiye, which had a major influence on Turkish society in Istanbul, was strongly influenced by Halvetiye, to

which it was connected through its spiritual lineage. However, it differed from Halvetiye both in the method followed
for attaining spiritual truth and in its conception of music. Celveti musicians participated in both dervish music and
Court music. The Polish musician Bobowski, who served as a slave musician at the Court in the seventeenth century
and about whom concrete information is available, compiled Mecmua-i Saz i S6z and authored various short works.
He later converted to Islam, took the name Ali Ufki Bey, and became affiliated with the Celveti dervish order, which
was influential at the Court in the early seventeenth century. This affiliation may explain why a substantial portion of
the Sufi works in his collection derives from this context (Demirtag, 2007, pp. 36, 93; Feldman, 2022, p. 220; Feldman,
2024, p. 60).
Kadiriye, together with Halvetiye and other orders, is evaluated among the Sunni Sufi orders whose conception of
music differed from that of the Mevlevis. The Kadiri Order, one of the most widespread Sufi orders across the Islamic
world, was founded by Abdiilkadir Geylani. Since Geylani received instruction in figh and hadith during his
education, it may be stated that the Sunni understanding remained strongly dominant even in the branches of the
order thatlater spread across a broad geographical area. Sunni Sufism, systematized by al-Ghazali, was institutionalized
by Abdilkadir Geylani within the organizational structure of the Sufi order and disseminated across a wide
geographical area.

Among its principal characteristics were the exclusion of melodic instruments from rituals and the prominence of
a dhikr-centered approach. Nevertheless, Kadiri dervishes and lay affiliates also participated outside ritual contexts in

secular art music as hanendes (performers) and composers (Feldman, 2024, p. 93; as cited in Panya, 2019, p. 18).

Conclusion and Discussion
The study determined that institutionalization in Ottoman-Turkish music had a broader structure than the mere
physical or administrative existence of institutions. The continuity of musical activities across different social
environments and their transmission between these environments emerged as one of the fundamental indicators of
institutionalization. This result is consistent with Berger and Luckmann’s (1966) approach, which explains
institutionalization through the continuity of repeated social practices. From the perspective of this study, the essential
characteristic of institutionalization lies less in the uninterrupted existence of particular institutions than in the

capacity of musical practices to be reproduced across different institutional and social structures.

Mesk and Intergenerational Continuity

Mesk was identified as one of the fundamental mechanisms of institutionalization that ensured the intergenerational
continuity of musical knowledge and repertoire in Ottoman-Turkish music. This result is consistent with Berger and
Luckmann’s (1966) approach, according to which repeated practices become habitual and acquire historical

continuity through institutionalization. This study demonstrates that mesk was not merely a method of music
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education, but also a mechanism of continuity that enabled musical knowledge, repertoire, and performance practices

to be reproduced across institutional boundaries.

Circulation of Musicians and Repertoire

The circulation of musicians among the Court, Sufi orders, and urban circles demonstrated that the institutions of
Ottoman-Turkish musical life were not isolated structures. This result is consistent with Becker’s (1982) Art Worlds
approach, which explains artistic production through cooperation, interaction, and shared conventions among
different actors. This study demonstrates that the circulation of musicians was not merely a form of individual
mobility, but also a mechanism of institutionalization that enabled musical knowledge, performance practices, and

repertoire to be transferred among different institutional environments.

Patronage and Organizational Support

The study concluded that Court patronage did not merely provide economic support, but also constituted one of the
fundamental mechanisms of institutionalization by ensuring the employment and training of musicians and the
continuity of musical production. This result is consistent with DeNora’s (1991) approach to the relationship between
patronage and the social and organizational conditions of musical production. This study demonstrates that patronage
in Ottoman-Turkish music was not merely a relationship between artist and patron, but an institutional mechanism

that organized musical production and supported professional musicianship.

Interinstitutional Interaction and Polycentricity

The study concluded that the Court, the Mevlevi Order, other Sufi orders, and urban musical circles in Ottoman-
Turkish music did not operate independently of one another, but rather functioned through mutual interaction. This
structure can be explained by jointly considering Berger and Luckmann’s (1966) approach to continuity and
reproduction, Becker’s (1982) emphasis on networks of cooperation, and DeNora’s (1991) approach to organizational
support. This study demonstrates that institutionalization in Ottoman-Turkish music developed not through the
central dominance of a single institution, but through a polycentric structure based on mechanisms of transmission,
circulation, and support that connected different institutional environments.

The original contribution of this study lies in bringing together Feldman’s findings, which were presented across
different historical contexts, and explaining the institutionalization process of Ottoman-Turkish music within a
holistic framework. The study demonstrates that institutionalization occurred not merely through the existence of
particular music institutions, but through the combined operation of continuity through megk, the circulation of
musicians and repertoire, cooperation among actors, and mechanisms of patronage. In this way, Feldman’s historical
findings were transformed, through the approaches of Berger and Luckmann (1966), Becker (1982), and DeNora
(1991), into an analytical framework for explaining musical institutionalization.

As a result of the historical and theoretical analysis conducted in this study, the conclusions regarding the

institutionalization of Ottoman-Turkish music are summarized in Table 3.

Table 3. Key results regarding institutionalization in Ottoman-Turkish Music
Category Results Obtained from the Study
Historicity 1. The historical continuity of Ottoman-Turkish music was ensured through the

reproduction of musical practices across different institutional and social environments.

2. The continuity of musical production depended less on the uninterrupted existence
of a single institution than on the continuity of relationships among different
institutions and actors.

Institution /| 3. Institutionalization in Ottoman-Turkish music displayed a polycentric rather than a
Institutionalization single-centered structure.

4. It exhibited a dynamic character that adapted to changing actors and organizational
structures throughout the historical process.

S. It was not limited to formal institutions but also continued through musical
transmission outside institutional structures.
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6. The institutional structure of Ottoman-Turkish music can be explained through the
relationships among institutions, actors, and musical practices rather than through
institutions alone.

7. Institutions in Ottoman-Turkish music functioned as interconnected structures

linked through the circulation of musicians and repertoire.

Court

8. The Court constituted one of the principal institutional centers for the employment,
education, and patronage of musicians.

9. Court patronage functioned as a mechanism that ensured the employment of
musicians and the continuity of musical production beyond merely providing economic
support.

10. The central position of the Court in musical life changed over time, while the social
basis of musical production expanded.

11. Enderun played a role in the organized continuation of musician training within the
Court.

12. Mesk constituted one of the principal mechanisms of institutionalization ensuring
the intergenerational continuity of musical knowledge and repertoire.

13. Mesk, patronage, the circulation of musicians, and the transmission of repertoire

emerged as complementary mechanisms of institutionalization.

14. The continuation of the mesk tradition outside the Court demonstrated that musical
continuity was not dependent on a single institution.

15. The Meskhane played a role in organizing music education and transmission within
the Court.

Musicians

16. The social origins and professional statuses of musicians became increasingly diverse

throughout the historical process.

17. The circulation of musicians among the Court, Sufi orders, and urban circles
facilitated musical interaction among institutions.

18. The circulation of musicians enabled musical knowledge, performance practices, and
repertoire to be transferred among different environments.

19. The coexistence of free and unfree musicians within the same musical sphere

demonstrated the simultaneous existence of different forms of professionalism.

20. The participation of musicians of artisan origin in Court circles demonstrated the
existence of social and professional mobility within the musical field.

21. Non-Muslim musicians were among the actors participating in the production and
transmission networks of Ottoman-Turkish music.

22. The gradual status structure observed among female musicians demonstrated that
musical specialization and professional advancement within the Court possessed an

organized character.

23. Mehter-i birun ensembles contributed to the dissemination of the art-music
repertoire among urban circles outside the Court.

24. Changes in the devsirme/kul system transformed the social and professional
structure of Court musicianship.

Mevlevi and Other Sufi
Orders

25. Mevlevihanes constituted one of the principal institutional centers for the
transmission of the classical repertoire outside the Court.

26. Provincial Mevlevihanes played a role in transmitting musical norms and repertoire
to different regions.

27. The participation of musicians affiliated with other Sufi orders in secular musical life
demonstrated that religious and secular musical environments were not separated by
rigid boundaries.

28. The service of dervishes affiliated with the Mevlevi and other Sufi orders at the Court
as hanendes and sazendes demonstrated the existence of a permeable network of

musicians between the Court and Sufi circles.
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In conclusion, institutionalization in Ottoman-Turkish music was a dynamic process that developed through the
reciprocal relationships among institutions, actors, and musical practices. The study demonstrates that this process
was realized through the combined operation of mechanisms of continuity, circulation, reproduction, and patronage.
From this perspective, the institutional history of Ottoman-Turkish music should be understood not merely as a
history of institutions, but as a process of institutionalization through which musical practices and social relationships
acquired continuity.
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