Some Critical Remarks on the
“Aruz Rhythmical Poems” in Turkish Minstrel Poetry

Metin Ozarslan’

Abstract: This study focuses on examples of minstrel poetry employ-
ing “aruz” rhythmical patterns, which are primarily associated with Di-
van poetry. The study analyzes such poems known as “Aruz Rythmical
Poems” (named as “divan”, “selis”, “semai”, “kalenderi”, “satrang”,
“vezn-i éher”) with a view to resolving problems found in theoretical
books concerning the form, genre, and rhythm of these poems. In
specifying “aruz” rhythmical poems, theoretical books often leave is-
sues of form, genre, and rhythm open-ended. In addition to address-
ing this problem, the study also counters the commonly adopted ar-
gument that these poems were first written in syllabic meter and then
adapted to “aruz” meter. For this purpose, the article looks into poems
by a variety of minstrel poets, focusing primarily on the work of A§lk
Omer and Gevheri. This analysis reveals that almost none of the po-
ems analyzed exhibit “aruz” flaws especially in the first line, couplet or
quatrain. This makes it possible to argue that in these poems the
“aruz” meter has been employed intentionally. Additionally, the study
argues that “aruz” flaws do not diminish the artistic value of a poet
since they have their source primarily in features peculiar to Turkish
phonetics. The article also suggests that using a certain meter is a mat-
ter of free choice for the poet and that Divan and minstrel poetry have
been composed upon the same linguistic and cultural basis although
each has followed its own tradition. The study emphasizes that these
two traditions have had significant interactions with each other, and
one manifestation of this is works commonly known as “Aruz Rhyth-
mical Poems”.
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Introduction

It is known that the members (representatives) of the Turkish Minstrel Poetry
and the Turkish Divan Poetry started to form art pieces which were different
from their original styles (jargons) as they had an interaction due to the ap-
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proximation between them in the 17" century. Particularly, the Turkish min-
strels tried to prove that they were not inferior to the Divan poets and con-
ducted some literary activities (tried to write poems) by using the writing
styles and some stereotyped statements or phrases which were peculiar to
the Turkish Divan poetry, to this end. There is a considerable amount of the
above mentioned type of poems which are referred as the “aruz rhythmical
poems” [a type of poem which is written with the prosodic meters, aruz] in
the Turkish Minstrel Poetry (Dizdaroglu 1969). However, when compared to
the already existing syllabic poems, one should acknowledge that syllabic
poems are higher in number. The leading aruz rhythmical style of poems in
the Turkish Minstrel Poetry are “Divan”, “Selis”, “Semai”, “Kalenderi”, “Sa-
tran¢” (Satrang), and “Vezn-i aher”. Although some other poems were
formed by the aruz rhythm in the Turkish Minstrel Poetry tradition, they are
not as common as the above mentioned types.

The aruz rhythmical poems within the framework of the Turkish Minstrel Po-
etry have been defined and classified in terms of species and forms in some
analytic studies (Onay 1928, 1933, Dizdaroglu 1969, ilaydin 1963, Dilgin
1983). These definitions and classifications put an emphasis on the fact that
the aruz rhythmical poems are accompanied by “a special melody”. However,
this emphasis has, unfortunately, not clarified the following question: What is
meant by the expression “a special melody”? In other words, it has never been
clarified whether this “special melody” refers to “makam” [the musical scale] or
“ayak” [the rhyme]. However, some have alleged that this “special melody” is
“makam” so far (Dizdaroglu 1976: 235). On the other hand, there are strong
beliefs that these aruz rhythmical poems had not been originally written by the
aruz rhythm at the beginning (as stated in the definitions of the literary types)
but they had been written with the syllabic [hece] rhythm at first, and then they
might have been changed to the aruz rhythm from the syllabic rhythm by using
the literary means such as “imale” [lengthening], “zihaf” [shortening], and
“ulama” [feeding] (Onay 1928, Dizdaroglu 1969, Kayaih 1937).

The issue of “special music”, which should be taken into consideration as de-
fining aruz poems, will be the subject of another study. The question whether
the aruz rhythmical poems were originally written with aruz will be handled as
the main problem in this study. I will try to find an answer to this question by
analyzing aruz rhythmical poems' of A§1k Omer and Gevheri who are the min-
strels of the 17" century. This study has been intended as an essay, thus I will
evaluate the conformity between these definitions and poems.

Just before the beginning, I should better take a glance at the definitions of
the aruz rhythmical poems within the framework of the above mentioned
analytical studies.
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1. Divéan: The “gazel” (ode) type of poems which were formed in conformity
with the “f@’ilatun f&’ilatin f&’ilatin f&’ilin” pattern in the aruz rhythm are
called “divan” by the folk poets [asik] (Onay 1928: 79). Such types of
poems are called “divdn” not only because of their patterns but also of
their music (Dizdaroglu 1969: 123). The Divans are accompanied by
some “special melody” while they are recited (Onay 1928: 79, Dizdaro-
glu 1969: 123, Dilgin 1983: 354). The Divans are defined as the poems
which were written by the 15-syllable rhythmic pattern and which could
also be harmonized with the aruz by the help of the “imale”s and “zihaf”s
(Onay 1928: 79). However, some others claim and accept the thesis that
the Divan poem is written in an 11-syllable rhythmic pattern constituted
as 6+5 (Kayaili 1937: 10).

The Divan poems were written in the types of “gazel” [ode], “murabba”,
“muhammes”, “museddes”. Besides, some of the divans were written in
the form of “musammat”’. They are also called “vezn-i aher” (Onay
1928: 80). The Divéans are also called “divani” by some of the folk poets,
[asik] (Boratav 1946: 4, Dizdaroglu 1969: 125). Apart from the above-
mentioned types, some lines of the “f@’ilatiin f&’ilatiin” pattern are added
to the end of the main lines of a divan. This different and ultimately new
type is called “yedekli divan” [the affixed divan] (Onay 1928: 220-221,
Dizdaroglu 1969: 125).

The rhyme schemas of the Divans might be different. For instance, it is
“aa xa xa xa” form in the “gazel’s [ode]; “aaba ccca ddda” in the quad-
rant-form divans. In conformity with the first quadrant, it is “aaaa bbba
ccca”, “abab cccb dddb” or “aaab cccb dddb”. In divans which were writ-
ten in the form of “muhammes” and “miseddes”, the last lines are
rhymed with either the repeating stanzas or the other stanzas. Accord-
ingly, the rhyme schema appears as “aaa aa bbb aa ccc aa” or “aaaa aa
bbbb aa cccc aa” or “aaa AA bbb AA ccc AA” or “aaaa AA bbbb AA cccc
AA”. Thus, the rhyme schema of “yedekli divan [the affixed divan]” is
formed as “aa aa xa xa xa xa xa xa”.

2. Semdi: “Semai” is a gazel [ode] type poem (Onay 1928: 81) and it is
written according to “mefd’iliin mefd’iliin mefd’iliin mef&’iltin” pattern of
aruz. The semais are recited with some “special melody” (Dizdaroglu
1969: 127). The seméis written in the gazel type of [ode], “muhammes”
and/or “museddes”, comply with the 16-syllable rhythmic pattern consti-
tuted as 8+8, as well (Onay 1928: 81). The rhyme schema is the same as
that of divan. The semai, which could be turned into a “musammat” by
the internal rhymes as explained above, has also a different variation,
which is called the “yedekli seméi” [the affixed semai]. The poems of this
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type are the same as the “mistezat-1 sudasiye” in Divan poetry (Dilgin
1983: 357). The pattern of “mefd’iltiin mefd’iliin” (Dizdaroglu 1969: 129,
Dilgin 1983: 357) or “mefd’iliin fe’tltin” (Dizdaroglu 1969: 129) is at-
tached to the end of the lines in the affixed seméais [yedekli semat]. Its
rhyme schema is the same as that of the affixed divan’s.

. Selis: The poems (Onay 1928: 78, Dizdaroglu 1969: 126) and gazels

(Dilgin 1983: 360), which are formed in conformity with the fe’ilatiin
(fé’ilatiin) fe’ilatin fe’ilatiin fe’iltin those patterns of the aruz rhythm are
called “selis”. Some people have the opinion that selis is written accord-
ing to the 15 syllable/rhythmic pattern as well (Onay 1933: 220-221).
The other opinion on this issue is that this type of poem is called “selis”
just because of its rhythm and its fluency (Onay 1928: 78). Selis also in-
cludes the forms of “gazel”, “murabba”’, “muhammes” and “miiseddes”
as in “divan” and “semai”. The most common form is gazel, however
(Dizdaroglu 1969: 127). Its rhyme schema is the same as that of divan’s
and that of seméi’s. According to a different point of view, “selis” did not
exist in the art pieces of the folk poets [minstrels] who had lived in the pe-
riod before the 19" century (Dizdaroglu 1969).

4. Kalenderi: The poems, which are written according to the mef’tlti mefd’ilti
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mef&’ilii fe’Gliin pattern of aruz, are called “kalenderi”. They are recited
with some “special melody” (Onay 1928: 83, Dizdaroglu 1969: 131). The
folk poets [asik] also named it as “kalendari”. The naming of “kalenderi”
originates from the music and rhythm. Its name is related to music and
rhythm (Onay 1928: 83). Kalenderis, which are given name according to
the type and tone of the melody, have some different genres such as “diiz
kalenderi” [modest kalenderi], “Acem kalenderisi” [Persian kalenderi], and
“Emrah kalenderisi” etc. (Onay 1928: 83, Salct 1940: 106, Dizdaroglu
1969: 131). Kalenderis, like divan, seméi, and selis, could be originated in
the forms of gazel, murabba, muhammes, and miseddes. The mef’ilt
fe’tltin or mef’Glii mefd’il pattern is attached to the end of the lines in kal-
enderis and so they are called vedekli [affixed] or ayakli kalenderi [kalen-
deri with legs] (Onay 1928: 87). On the other hand, it is widely believed
that kalenderi is written according to the 14 syllable rhythmic pattern consti-
tuted as 7+7 (Onay 1933: 202, Kayagih 1937: 19, Salc1 1940: 106).

. Satrang: Satrang is one of the poetic forms written by aruz, by the folk

poets, minstrels. They are written in the muifte’iliin miifte’iliin miifte’iliin
muifte’iltin pattern of the aruz (Onay 1928: 68, Dizdaroglu 1969: 137) or
they are in the forms of musammat gazel (Dilgin 1983: 362). The “Sa-
trang”s, recited with some “specific melody”, is written in the type of ode
[gazel]. The type of “satrang” did not exist before the 19" century (Onay
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1928: 68, Dizdaroglu 1969: 137). Satrang is usually a type, which is
formed by the 16 syllable musammat couplets. Each couplet makes a
stanza. Each musammat couplet consists of 8 syllables (Onay 1928: 68).
The rhyme schema of “satrang” is xa xa xa xa. When the lines of a
musammat are written one under the other, they form a stanza and the
rhyme schema becomes abab cccb dddb. Some others call “Satrang”
“Satran¢”, too. Ahmet Talat Onay (1928: 68) puts forward the opinion
that “satrang” was written in syllabic rhythm and he also claims that there
are few examples of “satrang”.

6. Vezn-i aher: The poems, which are written acoording to the miistef’ilatiin
mistef’ilatiin  mustef’ilatiin mustef’ildtin pattern of aruz rhythm, are
called vezn-i aher (Onay 1928: 70, Dizdaroglu 1969: 140). Vezn-i aher is
written in the form of murabba (Dilgin 1983: 362). Its rhyme is consti-
tuted in conformity with murabba: For example, “aaab (aaaa abab aaba)
cccb dddb”. .. etc. Each line in vezn-i aher is divided into four equal parts
the first three of which are rhymed with each other. Every part is re-
peated at the beginning of the subsequent lines and the other parts come
after one another, in the very same way (Dizdaroglu 1969: 140). If we
mark every part of the lines in a stanza with a different letter, then the
repetitions could be shown as follows:
a-b-c-d
b-c-d-e
c-d-e-f
d-e-f-g

Although there are some examples of vezn-i aher the couplets of which con-

sist of three lines, that type is not very common (Dizdaroglu 1969: 141).

Their rhyme schema is “aab ccb ddb”. “Vezn-i aher” is written by four

mustefilétiin patterns of the aruz rhythm. Besides, some musaammat divéans,

which are written in fd’ilattin f&@’ilatin f&’ilatin fa’iliin pattern of aruz rhythm,
are also regarded as “vezn-i aher” with respect to the style in which it is writ-

ten (Onay 1928: 80, Dizdaroglu 1943, 1969: 143). Vezn-i aher has also a

different type, which is called “zincirleme” (a chain, successive type). The

lines in the successive vezn-i aher consist of two or four miistef’ilatiin pat-
terns (Dizdaroglu 1969: 143, Dilcin 1983: 364).

A total of 595 poems by Asik Omer and Gevheri, who lived in the 17® cen-
tury, have been analyzed in order to find an answer to the above-mentioned
problems in the studies defining the types of aruz.

A§1k Omer wrote 484 poems and 384 of these poems are in the aruz rhythm.
Of these 384 poems, 12 are in the form of gazel, 340 are in the form of mu-
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rabba, 21 in the form of muhammes, and 11 are in the form of museddes;
however, none of these are in the form of the “affixed divans”. Of 59 poems
written in the form of seméi, 51 poems are “gazel”, 5 are “murabba”, 1 is
“muhammes”, and 2 are “museddes”, but none of these are in the form of the
“affixed semai”. By the way, various methods have been used in the theoreti-
cal books to define and classify the poems by A§1k Omer — and also the other
products (poems) of the Turkish minstrel poetry. To give an example, some
researchers had tried to define and classify three poems by A§1k Omer. Accord-
ing to them, one of these poems was a divén in the form of a murabba (Ergun
1958: 259). One of their two poems was a muhammes (Elcin 1987a: 61) and
the other one was a gazel (Elcin 1987a: 93). However, as a result of the follow-
ing researches, it was recognized that the poems in question were in fact selis.

Of 36 poems in the form of kalenderi, 31 are gazels, 1 is a murabba, and 2
are the “affixed kalenderi’s. None of these are in the form of “miseddes”.
Asik Omer found an example of the “satran¢” type which was claimed not to
have existed before the 19th century by some of the researchers, in the po-
ems. Although there is only one example of the “satrang” type, such an ex-
ample is the clear evidence of the existence of this type in the 17", on the
contrary to the widespread belief. Similarly, one of Asik Omer’s poems was
written in the form of divan; however, this poem could also be classified as a
“vezn-i aher” if the way it was written is taken into consideration (Ergun
1958: 254-255). The above-mentioned poem in the form of “murabba”,
actually, is a “vezn-i aher” rather than a “divan”.

Gevheri’s 111 poems have been analyzed so far and 85 of these are in the
form of “murabba” and only 5 of them are in the form of “gazel”. This
means that 90 of 111 poems written by Gevheri are divans. There are not
any “muhammes”, “miseddes”, or “affixed divan” types among Gevheri’s
poems. 7 of 10 “semai”s by Gevheri, are in the form of “gazel” and 3 of
them are in the form of “murabba”. 2 of 11 “kalenderi”s written by Gevherd,
are in the form of “gazel” and 7 of them are in the form of “affixed kalen-
deri”. Despite the diversity of his poems no examples of “selis”, “satranc”
and “vezn-i aher” have been seen among Gevheri’s poems so far.

As a result of the analytic studies which I have carried out on Asik Omer’s
and Gevheri’s poems written by the aruz rhythm, I have come to the follow-
ing conclusions:

1. As stated above, a widespread opinion was voiced during the studies
which aimed to define and classify the aruz rhythmical poems. This opin-
ion questioned if the analyzed poems might have been written by the syl-
labic rhythm. However, at the end of the recent analyses, some evidences
which are strong enough to eliminate this opinion have been found:
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a. The aruz rhythm was successfully used in these poems and the rate of
success is no lower than that of the divan poems. Although there are
few examples of the misuse of aruz in these poems, they are not more
than the mistakes encountered in the divan poems. The aruz meter is
not too difficult for the minstrels to use.

b. These poems were written in different patterns in accordance with
their types. Thus the allegations which put forward the idea that all of
these poems were converted to the different aruz types by some re-
ductions such as “imale”, “zihaf” and “ulama” [feeding/attachment]
have turned out to be baseless and invalid.

c. Nearly no misatake of aruz exists in the first stanzas of these poems.
The only logical and scientific explanation of this fact is that these po-
ems were written by the aruz rhythm on purpose. If this were not the
case, then there would be some homogeneous misuses of aruz in the
stanzas. Any of the above mentioned reasons is a sufficient evidence
that these poems were originally written by the aruz rhythm on pur-
pose. Besides, these reasons are strong enough to reject the allega-
tions that they had been originally written by the syllabic rhythm and
then they were converted to the aruz.

d. Moreover, the aruz was used with the same rate of success in all of
these poems. It could be seen that these poets were as successful as
the average Divan poets on condition that they are not compared
with Fuzuli, Baki, Nef'1, Nedim and Seyh Galib who were the greatest
Divan poets of their ages. Besides, the achievements of A§1k Omer
and Gevheri concerning the proper use the aruz could be better seen
only when their poems are compared with the poems by Kadi Bur-
haneddin (Ergin 1980), who was a well-known Divan poet and who
did not hesitate to use “imale”’s and “zihaf”s freely in order to harmo-
nize the affluent Turkish of his age with the patterns of the aruz.

e. If one considers the fact that the misuse or mistakes of the aruz did
originate from the structure of Turkish, then he will recognize that the
use of aruz was fairly successful.

2. If the analyzed poems are handled in terms of their genres, species, and
numbers; it is seen that 80 % of them are in the form of divan. The type
of “murabba” used among these genres is 90 %. The types of “seméi”
and “kalenderi” are less in number when compared with the divan. On
the other hand, there are almost no examples of “Satrang”, “selis” and
“vezn-i aher”. As we see, some types are more common than the others
and probably this is because they could be written in an easier way and
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could be more commonly recited during the minstrels’ “fasil’s>. It is a

AR

well-known fact that “divan”, “semai” and “kalenderi” types used to be
recited more than the types of “selis”, “satrang” and “vezn-i aher” during
the “fasil”s in the past centuries’.

” ALY

3. There are very few numbers of “satrang”, “selis” and “vezn-i aher” exam-
ples and that is why these genres were not usually preferred since they
had so many difficulties for the poets. The examples presented in the di-
dactic books about the genres and styles are the same as the above-
mentioned explanations and support them as well. It seems that the re-
searchers did not give up looking for such genres among these poems
and analyzing them but unfortunately they have not been able to find
sufficient examples.

4. Among a great deal of common features of these poems they have one
more feature in common, which is, they are all recited by some “special
melody”. Although this expression is included in the definitions made so
far, the matter of “special melody” has not been underlined and it has
been regarded as just an expression. For this reason, the mode and
measures of this “special melody” which accompanied the recitals of the
aruz rhythmical poems are still unknown and deserve to be explained. It
is no doubt that the matter of “special melody” requires some detailed
knowledge of music. The researchers, who conducted studies on this is-
sue, probably did not have the knowledge of music. That is why they
avoided dealing with the musical aspect of the issue and thus, there are
still some questions waiting for an answer. The issue of “special melody”,
however, deserves further research and a scientific explanation.

5. In this studying, in which I have determined that aruz rhythmical poems
have got the exact accordance with their defining, there is another matter
that ignoring of definition of aruz rhythmical poems and these definitions
nearly locking up to the books. As it has been given some poems of any
minstrel in the studying and researching books, the researcher has classi-
fied these poems according to their own initiative. With general ap-
proaching poems have been classified as aruz and syllabic in this type of
studies, but it has never been noticed that what differences are between
them. Accordingly it is becoming approximately impossible to separate
from each other a “musammat kosma” and a “tecnis” or a “kalenderi”
and a “satran¢” (Dizdaroglu 1980: 14).

Most of researches and scholars in social scenes just have studied individu-
ally any subject by their point of view, and that’s way it has been occurred
more than one defining in a subject. The different points of views have oc-
curred as approaching without common direction of the matter, ignoring
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complement regarding to piece, and not to have a clear conception (Giinay
1987: 23). This circumstance can be seen easily in Turkish minstrel poetry as
well. It has been seen arbitrary classifications rather than properly classifica-
tions in some publications about biographic studies and edition critique on
Turkish minstrel poetry. In these classifications it has been stacked out forms
rather than species. Thus it is possible to say that somewhat the species has
been inert in this situation.

To make position for more clear and definite of aruz rhythmical poems of
Turkish minstrel poetry is possible by the determining in this article and solv-
ing the musical matter. It has been asked for the answer to the questions
about defining and classifications, but not entered to the matter of special
melody in this study. It is expected that this study, which is thought an essay,
will enrich the other studies to be made in the musical framing. So, the cur-
rent obscure points would become apparent with stronger observations in
more extensive fan.

For these reasons stated above, it has occurred an opinion that these poems
must be considered to take place between Divan literature and minstrel lit-
erature, in other words to be in the point of connection of these two litera-
tures. Thus aruz rhythmical poems have to be recognized as works, formed
in the point of connection of these two literatures having different character-
istic in some ways because it can be said the accumulation of Divan litera-
ture is also the one of the minstrel literature’s resources (Kurnaz 1987).
Divan literature and minstrel literature have never been apart from each
other like as the researchers have often mentioned It must be taken into
consideration not there are not only domestic, local, and national materials
in the cultural backgrounds of Divan poets but also the materials of written
literature in the cultural backgrounds of most of minstrels. Because there is
not any social class in the Turkish community, their cultural background can
not be separated by exact lines.

Rhythm is an individual choice for any minstrel. It might be possible to pose a
question if there is a connection between rhythm and theme. That the preju-
dice about minstrels is “ignorant” usually causes researchers to make a mis-
take. It never should have been determining the different type of education as
ignorance. Some works in Turkey, made in the last years, have displayed that
Turkish minstrel literature, we have as the products of medieval Turkish his-
tory, has been nourished from written sources. There isn’t any art without
cultural background. It has been analyzing and evaluating syllabic rhythmical
poems of the minstrels, but it has been ignoring their aruz rhythmical poems.
Unless all the aruz rhythmical and syllabic rhythmical poems of any minstrel
have been evaluated entirely, it can’t be possible to get any determining or
decision truly (Glinay 1992). It can be mentioned a similarity and some close-
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ness between Divan poetry and Turkish minstrel poetry, particularly after 17®
century. Because of the most of minstrels had an education of medrese they
can use aruz naturally as well. So it can be thought that aruz is a collective
point of the members of two literatures. This same point is the aruz itself.

Notes

1. For the poems analyzed, see (Ergun 1958, Elgin 1984, 1987a, 1987b).

2. “Fasil” is the name of one of the minstrels’ poetic and social activities. At any
times, the minstrels used to come together and recite their poems accompanied
by some music. These recitals were followed by dinner, conversations on various
subjects from art to social matters and entertainment.

3. For further information, see (Giinay 1986: 44).
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Appendix: The Examples of Aruz Rhythmical Poems

1. Divén
fa’ilatin f&’ilatiin fa’ilatin f&’ilin
Y

Dilbera gtilsene dogru gel dedim gelmem dedi

Bezm-i &sikane dogru gel dedim gelmem dedi

[I have asked my beautiful lady to come to the garden of roses to visit the council of
lovers but she has said she can’t]

Gel dedim gelmem dedi nedir mtrad: dilberin

Yiria bizden yane dogru gel dedim gelmem dedi

[I have asked her to come and she rejected me, so what’s her desire? I have asked
her to come closer to me and again she has said no]

Gel ciger-parem dedim durdu kadeh niis etmeye

Saki-i devrane dogru gel dedim gelmem dedi

[I have told her “come to me, the apple of my eye” but she has started drinking, then
I have told her to “come to the drink of time” but she has said she won’t]

Hatin usséki gozle séhim ihmal eyleme

Ol ulu meydane dogru gel dedim gelmem dedi

[I have begged my lady to respect her lovers and take care of them/us, I have asked
her to visit that holy place and again she has said no]

Dertli can kurbanin olsun bir kadem bas yanina

Nabedid eyvane dogru gel dedim gelmem dedi (Dizdaroglu 1969: 125)

May Dertli die for you if only you came to him” I have begged, and I have told again
“come to the invisible garden” and again she has said no

2. Selis
fe’ilatiin fe’ilatiin fe’ilatin fe’iliin
I Y

Gide mi hagre kadar hiizn ile firkat acaba

Yoksa hasil ola m1 yér ile vuslat acaba

[Will this murk and sadness go on till doomsday, or is it possible to reunite with the
beloved again?]

O miirvvetsiz o zalim o sitemkéarenin ah

Ere mi ddmenine dest-i meserret acaba

[Is it possible for the hand of happiness to grasp, the skirts of the beloved who’s in-
humane and wild?]

Baksa bir kerre benim hél-i diger-ginuma ol

Cesm-i insaf ile etmez mi miriivvet acaba

[Will that darling recognize my wretchedness just once, and make me happy with a
compassionate glance at my eyes?]
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Beni gordiikte yiiziin dondurir ol afet-i can

Ne i¢indir bana bu riitbe eziyyet acaba

(When that beautiful beloved sees me she is estranged to turn away from me, and
why is the rank of torment for me?)

Kime sekva edeyim kimlere feryad edeyim

Uzanirsa nideyim leyle-i hasret acaba

[I should complain and cry for whom, and if the night of yearning lengthens, what
should I do?]

Murg-1 dil-dér-1 heves bir gtin olup meyl ede mi

Kona mi Nari kulun bagina devlet acaba (Dilgin 1992: 361)

[Will the bird of desire of beloved be fond of me, and the unexpected good luck alight
onto the head of Nuri?]

3. a. Semidi

AN

mefd’iliin mefd’iltiin mef&’iliin mefa’ilin

/. /. I __.___

Vefasin gérmedim ol sttha meftiin oldugum kald:

Dustlp sevdéasina dlemde mahztn oldugum kaldi

[I was fond of that beloved but I never saw her loyalty, and having been in love of her
I was sad in the world]

Gorlp goz yasima rahm etmedi devletli sultanim

Dokip ab-1 sirigki dide piir-hin oldugum kald:

[Having seen my tears, the most excellent of state of my heart never has been merci-
ful, and I have cried with bloody tears, and drops of blood have fallen down of my
eves]

Cefa vii cevrine razi olurdum ben o dil-darin

Ana va'd ettigim céan iste medydn oldugum kaldi

[I have taken up that beloved's cross and torture, and died for her but I still stand
indebted vet]

Umidim Dertli’'ye derman edersin der idim hala

Senin derdinle séhim derdi efz(in oldugum kald: (Dilgin 1992: 356)

[I have had an expectation that you would solve Dertli’s problem, but having been
full of your trouble I stayed with sadness]

3. b. Semai (Musammat)

fe’ilatun (f&’ilatin) fe’ilatun fe’ilatin fe’ilin

A YA

Efendim sevdigim sizde / kadimi b mudur adet

Cefa vii cevriniz bizde/ nedendir koymad: tékat

[My dear, is the custom like this on your side, and why do we run out of your torture
and unfairness?]
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Ne madendir acep kanin/ ki tutmug alemi sanin

Peri-rlilarda akranin/ bulunmaz ey sehi kamet

[What kind of mineral ore you are that is very famous in the world, even any of angel
faces haven'’t got well-figured that you have]

Beni aglatma Allah’y/ seversen hiiblarin sahi

Uyutmaz kimseyi ah u/ figanim eylemez réhat

[Please do not make me cry for love of God, the sadness of lovers disturbs everyone
and nobody can sleep because of I cry]

Bilinmez ¢ok serencamim/ gaminla gecti eyyamim

Aningiin yoktur &ramim/ benim bir yerde bir saat

[I have lots of adventure that is unknown and my days passed with sadness about
you, that is why I have no comfort anywhere and any hour]

Der Omer ey gézii ahl/ yeter cevrin cihandir bu

Vefadan gectim ey meh-ri / cefaya cok mudur gayet (Dizdaroglu 1969: 129)

[Omer says to his darling that it is enough to get torture, to give up faithfulness and to
be lots of beloved unfairness]

4. Kalenderi

mef Gl mef@’ilii mefd’ili fe’Gliin

Y S S A

Ya Rab, beni ol gézleri mestane kavustur

Biméar tenim latf edip ol cane kavustur

[God! Reunite me with my darling who look like sleepy and nurse my sick body back
to health please]

Hasretle koma kuse-i gurbette ilahi

Bu hasta dili ol sah-i hlibéne kavustur

[My Lord! Do not leave me on the corner of a foreign land, and reunite this ill heart
with the lady of lovers]

Ahvalimi arz etmeye didare varinca

Dest-i emelim liitf ile ddmane kavustur

[While I go to my darling to say my feelings, and reunite my hand of desire with her
hemline]

Ahim serari yakt: gilistan-1 cihani

Ben biilbiili ol gonce-i handane kavustur

[The sparks of my crying fired the rose garden of the world, and reunite this nightin-
gale with smiling rosebud]

Aglatma ben firkat ile beyt-i hazende

Ya‘kuub-sifat Ysuf-i Ken‘an‘e kavustur

[Do not make me cry with bitter grief in that anxiety of home, and reunite me with
my darling as well as Yakup prophet with his son Yusuf in Kenan city]
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Ol rQiy-i habibindeki nir askina ya Rab

Emrah kulunu sevdigi canane kavustur (Dizdaroglu 1969: 134-135)

[O my God! For love of light on your prophet’s face, reunite your man Emrah with
his sweetheart]

5. a. Vezn-i Aher

mustef ilatin mustef ilattiin mustef ilétiin mustef’ilatin

o __.__1I

Uftaden oldum / giil gibi soldum / sor bana noldum / cevrinle cAnan

Guil gibi soldum / sor bana noldum / cevrinle cnan / oldum perisan

Sor bana noldum / cevrinle cdnan / oldum perisan / ey fitne devran

Cevrinle cdndn / oldum perisan / ey fitne devrdn / &hir zaméansin

[I was your lover, I got pale like rose, ask me darling how I was? I was wretched, hey
you the time of confusion, you are the last term]

Bir hiib-edasin / pek dil-riibasin / [ik piir-cefasin / sirrin bilinmez

Pelk dil-rtibasin / lik ptir-cefésin / sirrin bilinmez / naksin alinmaz

Lik ptir-cefdsin / sirrin bilinmez / naksin alinmaz / mislin bulunmaz

Sirrin bilinmez / naksin ahinmaz / mislin bulunmaz / bir nev-civansin

[It is you, have nice behavior, steal lots of heart, and very tormenter

Nobody knows your secret, resembles, and equals to you, you are a new young
beauty]

Ettimse ahi / feth etti méahi / agk-1 ilahi / var sende gayet

Feth etti méhi / ask-1 ilahi / var sende gayet / Hak’tan hidayet

Ask-1ilahi / var sende gayet / Hak’tan hidayet / Nirf nihayet

Var sende gayet / Hak’tan hidéayet / Nari nihdyet / sahib-divansin (Dilgin 1992: 363)
[If I sighted my sigh conquered that is moonfaced, you have celestial love, Nuri had a
poetry book / divan the right way of God]

5. b. Vezn-i Aher:

mustef ilattin mustef ilattiin mustef ilétiin mustef’ilatin

o __.__1I

Ey can-1 dlem / bir ince belsin / her sirra mahrem / sen bi-bedelsin

Ey cdn-1 dlem / her sirra mahrem / vay gonca gtil-fem / gayet glzelsin

Gauvet glizelsin / sen bi-bedelsin / bir ince belsin / t(l-i emelsin

[Hey you the spirit of feelings, your waist is slim, every confidential of you is hidden,
and there is nobody like you. Hey you your mouth is like rosebud, you are beautiful
and you are an infinite desire]

Ey ¢esm-i fettan / anladim bildim / yok sende iméan / beyhiide geldim

Ey cesm-i fettan / yok sende iman / katlime ferman / ben reva kildim

Ben reva kildim / beyhide geldim / anladim bildim / ahir ecelsin

[Hey alluring look you are, I got and knew it you are unbeliever, and I came use-
lessly, I think fit the order that is for my dying, and you are my death time indeed]
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Cok derde distiim / var soyle yare / agkinla pistim / yandim ne care

Cok derde dusgtum / agkinla pistim / yandim tutustum / bir sivekéare

Bir sivekdre / yandim ne ¢dre / var séyle yare / durmasin gelsin

[I got the blues so much, go and say to that beloved I was fired hopelessly, I became
covered with a rash about her, and say her again to not stand and let her come]

Bir vasla ermek / htiblarin sahi / yiiz ylze stirmek / diller penahi

Bir vasla ermek / ytizytize ermek / yok mudur gérmek / sen hiisn-i méhi

Sen htisn-i mdhi / diller pendhi / htiblarin sdhi / burc-i hilélsin

[Lord of lovers; arriving to joining you and touching face to face are the happiness of
hearts. You beautiful face, is it possible not to see you, and you are the half of the sun]

Durdunsa bensiz / aferin Nuri / gtilstiz dikensiz / etme gur(ri

Durdunsa bensiz / gtilstiz dikensiz /istemem sensiz / cennat i hri

Cenndt U hari / etme gurtri / éferin Nari / sahib-gazelsin (Dizdaroglu 1969: 142)

[If you stood without me, it is good for you, Nuri, but do not perk it without rose and
prick and I don’t want any heaven and angel without you, but it is good for you Nuri,
and you have gazel]

6. Satranc
mufte’iliin mufte’iltiin mufte’ilin miufte’ilin
IS S S
Medhine meddah olalim hisrev-i hiiban glizele
Vasfina s6zler bulalim dinleye yaran gtizele
[Let us be laudatory speech for the compliment of chef of beauty, find some words to
descript her beauty]

Benzeyemez hiiri melek hidmetine ¢ektik emek

Digleri zer-sane gerek ziilfii perisan giizele

[We worked hard for the maintenance of beloved, more beautiful than an angel it
requires a golden comb for her hair]

Dayanamam nazlarina tGti gibi sdzlerine

Cekme seza gozlerine kuhl-i Sifahan giizele

[I can die for her caprice and words, like a parrot, her making eye up like kohl of
Isfahan

Soyleme efsane gibi bakmasi bigane gibi

Sem’ine pervéane gibi yan giizele yan giizele

[Her words is like legend, her looking is like stranger;burn down for beauty like that
butterfly turning round of the candle]

Soylese diller dolagir bakmaya gozler kamasir

Sirmali kaftan yarasir serv-i hirdman gtizele

[As she talks all the tongues are mumbled, and all the eyes are dazzled to look to her;
that beloved, long tall is good in the caftan, embroidered with silver]
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Yiziine zer hizma ile cebhe zeheb diizme ile

Basta oya yazma ile yakigir elvan giizele

[That beloved is very beautiful with golden piercing on her face, necklace with pen-
dant on her neck, and pinked kerchief on her head]

Rlan giil gonca femi kendi agiret Hatem’i

Gezseler Rim u Acem’i olmaya akran glizele

[Her cheeks are like rosebud and she is the best of her tribe; neither in the East nor in
the West there is not anybody equal to this beloved]

Serv-i sehi kdmetime kémet-i kiyametime

Gelse eger da’vetime kesmeli kurban glizele

[That we are the same statue is so nice, and it means the end of my world life if she
comes to my invitation I should kill an animal as a sacrifice for her]

Emrine t&’at edelim cevrine gayret edelim

Haneyi halvet edelim bir gece mihman gtizele

[Let us comply with her order and break her torture, and go her home in a night and
let’s be her guest

Cam ile mey stizdiirelim bezme seker ezdirelim

Seyr ederek gezdirelim bag ile bostan glizele

[Let us have strain the wine by the help of glass, and let’s show around the beloved
watching the vineyard and orchard]

Dertli-i etkendeleriz vasfini gliyendeleriz
Can bas ile bendeleriz simdi Ali-san gtizele (Dilcin 1992: 362)
[Hey Dertli we are describing her qualification, we are exhausted, and die for_that

beloved]
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Tiirk Halk / Asik Siirinde Aruzlu Tiirler Uzerine
Bazi1 Dikkatler

Metin Ozarslan’

Ozet: Bu incelemede yogunlukla Divan siirinde kullanilan aruz élcii-
stine ait kimi kaliplarla &sik tarzi siir geleneginde yaratilan siirler ele
alinmigtir. Aruzlu Tirler olarak bilinen ve divéan, selis, semat, kalenderi,
satranc, vezn-i aher adlariyla anilan bu siirler hakkinda teori kitaplarin-
da yer alan sekil, tiir, ezgiye dair bilgilerin barindirdig problemlere biz-
zat bu tarz siirlerin incelenmesiyle cevap aranmstir. Bahse konu teori
kitaplarinda aruzlu tiirlerin belirlenmesinde sekil tlir ve ezgi konularinin
ucu agik birakildigi goriilmektedir. Bunun da 6tesinde aruz vezni ile
yazilan bu siirlerin 6nce heceyle yazilmig ve fakat sonradan aruz vezni-
ne uydurulmus olduguna dair yaygin kanaate, dogrudan bu tiirde siir-
lerin analizi ile cevaplandiriimistir. Bu ve benzeri problemler icin Agik
Omer ve Gevheri'nin siirlerinin yer aldigi Divanlari odak olmak tizere
muhtelif siklara ait kimi siirler analiz edilmistir. Analiz edilen siirlerin
tamaminda 6zellikle ilk misra, beyit veya kitalarinda hemen hemen hig
aruz kusuru gortlmedigi tespit edilmistir. Bu tespit s6z konusu siirlerin
bilingli olarak aruz vezniyle yazildiklarinin delili olarak sayilmistir. Aruz
kusurlarinin bir sairin sanat gliciine nakisa getirmeyecegi, zira bu ku-
surlar aruzun Turkgenin ses yapisindan kaynaklanan ozelliklere bagh
olarak ortaya ciktigi fikri tizerinde de durulmustur. Veznin &sik/sair igin
Ozglir bir tercih olduguna temas edilerek, gerek Divan siiri, gerekse asik
tarzi siirin ayni dil ve kiltir zemininde kendilerine has bir gelenek icin-
de olugturuldugu vurgulanmustir. Ancak bu iki gelenegin bir birinden su
gecirmez iki boru seklinde akmadiklari, birbirlerinden etkilendikleri ve
bircok yonden ortakliklari -bu ortakliklarin birinin de Arzulu Tirler ola-
rak adlandirlan siirler- olduguna dikkat ¢ekilmistir.

Anahtar Kelimeler: Ask siiri, divan giiri, aruzlu tirler, divan, selis,
semai, kalenderi, satrang, vezn-i aher, Asik Omer, Gevheri, tiir, sekil,
ezgi.

* Hacettepe Universitesi, Ttrk Halk Bilimi / ANKARA
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HexoTopsbie 0c00eHHOCTH TYpelKOH HAPOIHOIi JTI000BHOI
M033UM, HATIMCAHHON B CTUJIE apy3

Metun Ozapeian’

Pesrome: B 31011 cTaThe HcciieayeTCs IMPOKO INPUMEHseMas B TUBAaHHON
MOY3UM JIO0OBHAs MOA3UsI, CO3JaHHAs B CTUXOTBOpHOU (opme apys.
®dopma, KaHp u pUTM Takux ctuxos, kak "usan", "Cemmc", "Ceman",
"Kanennepu'", "Carpanu', "Be3nu axep", M3BECTHBIX KaK CTHIb apy3 B
TEOPETHYECKHX TpyJax HCCIEeOBAINCE IIOCPEACTBOM aHalHM3a CaMHX
TakuX CTUXOB. B YIOMSHYTBIX TCOPETUUECKUX KHUI'aX MPHU OINPEACICHUN
CTHUXOB apy3 BoHpoc (OpMBI, BHIA U )KaHPa ocTaBajics OTKPHITHIM. bornee
TOTO, OTBET HA pAacHpacTpPaHEHHOE MHEHHE O TOM, YTO CTHXH B CTHIE
apys3, CHavajla MHUIIYTCS IO cjIoraM, a IOTOM aJalTUPYIOTCS II0J apys,
JaH TOCPEICTBOM aHain3a MOJOOHBIX CTUXOB. [ pemieHus 3TOH u
AQHAJIOTHYHBIX NMPO0JIeM ObUIM NpOaHATN3UPOBaHbl cTHXH Ambik OMepa
T'eBxepa, roe OCHOBHOE BHHUMAaHHE YAEJICHO OUBAaHAM. AHAIU3 3TOU
T033UH, OCOOEHHO TMIepPBBIX CTHUXOB, KYIIETOB IIOKa3al OTCYTCTBHUE
HEJOCTaTKOB  apy3a. OTO OHpeJelieHHe II0Ka3aHO B  KayecTBe
JIOKa3aTeJIbCTBA TOTO, YTO CTUXOTBOPEHHMSI C CAMOro Havaja HAIHMCaHBI B
ctune apy3. HemoctaTku apysa He yMalsAIOT XyA0KECTBEHHONH IIEHHOCTH
103Ta; PACCMOTPEHO MHEHHE, YTO HEAOCTATKU apy3a CBOMM HMCTOYHHUKOM
TJIaBHBIM 00pa30M MMEIOT OCOOCHHOCTH, MPUCYIIHE TyPEIKON (OHETHKE.
Ocoboe BHMMaHHE YAEISETCS TOMY, YTO JIIO0OBHAsI M0I3Ms SIBISIACH
CBO60}1H]>IM BbIGOpOM N CO3/laHa B €AUHBIX A3BIKOBBIX U KYJIBTYPHBIX
Tpaaunusax. B mccienoBaHMN MOJUEPKUBACTCS, YTO 3TH J[BE TPAAUINU
OKa3aJIUCh B 3HAYUTEIHLHOM B3aHMOAEHCTBUH APYT C APYTOM, H OJHUAM H3
HPOSIBIICHUH TOTO SIBISIOTCS CTUXH, CO3JJaHHbBIE B CTHIIE apy3.

Knrwouesvie Cnoea: no00BHas 1033Ms, NUBaHHAs I033Ms, BUIBI apys3a,
JIMBaH, CeJNC, ceMaH, KaleHaapu, carpand, Amsik Omep, ['eBxepu, Bun,
(dhopma, xaHp.

" Mpodeccop kabenps Typenkoro Gonpkiopa yHHBepcuTeTa Xaxerrene / AHKapa
metino@hacettepe.edu.tr

ommur 4 3uma 2010 4 Bemyck: 52: 129-146
© INonHomounsblit CoBeT yHHBepcuTeTa MMeHH AxmeTa SlcaBu



	Some Critical Remarks on the“Aruz Rhythmical Poems” in Turkish Minstrel Poetry
	Metin Özarslan


