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BUYULU FASULYELER MASALI’NIN MAX
LUTHI YONTEMI’NE GORE COZUMLENMESI

Hasan Ali DIKEN!

1. GIRIS

Sozli kiltiir ortami, insana ait yaratict diislincenin
gicunden kaynaklanan pek ¢ok ornekle doludur. Bu eksende
sOzIU edebiyat driinlerinin etkileri oldukga buydktur. Nitekim
yazinin icat edilmesinden Once insanlar, sozlii gelenegi
icsellestirerek ~ kendi  zihinsel  envanterlerini  meydana
getirmislerdir. Dolayisiyla s6zel formlar1 igine alan bir zeminde
bizatihi insanlar tarafindan kiiltiirel siirekliligin de temeli
atilmistir.

Sozli kiltiir ve edebiyat sahasinin insa edilmesinde
insanlarca anlatilan birtakim gercek veya kurgusal olaylarin
dikkat cekici boyutlara ulastigini belirtmekte yarar vardir. ilgili
minvalde devreye muhtelif anlatilarin girdigini ifade etmek
gerekmektedir. Bu anlatilar biinyesinde masallara da muhim bir
yer acildigint vurgulamak lazimdir. Anonim halk edebiyatinin
anlatmaya dayanan turlerinden biri olarak ele alinan masallar,
sozlu gelenek igerisinde nesilden nesile aktarilip ge¢misten
bugiine kadar gelmeyi basaran manevi kiiltiir hazineleri arasinda
yer almaktadir (Senocak, 2002, s. 94).

Masallar, kokleri ¢cok eski devirlere kadar goétirilebilen
halk anlatilarin1 igermektedir. Eldeki sozlii ve yazili belgeler
1s5181nda, bilinen en eski masal orneklerinin Antik Misir’1 isaret
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ettigi tahmin edilmektedir (Bottigheimer, 2014, s. 11). Bahsi
gecen istikamette masallar, yiizlerce hatta binlerce yildir
anlatilmaya devam etmektedir. Cunkid masallar, kadim bir
altyapinin  gegmisten bugiine akseden taraflarin1 ihtiva
etmektedir.

Esasen evrensel nitelikler tasiyan masallar, zamanla
yayildiklart cografyalara gore cesitlenerek toplumsal birer
kimlik kazanmistir. Masahin konular1 bir memleketten bagka bir
memlekete aktarildiginda; masali alan milletin masalcisi, bu
masali anlatirken masal kahramani yerine kendi milli tiplerini
oturtmaktadir. Boylelikle cevre ve toplum da milli niteliklere
barinmektedir (Ginay, 1992, s. 616). Sonug¢ta masallarin ulusal
hiiviyetleri de ortaya ¢ikabilmektedir.

Netice itibartyla masallarin  ¢ogalan varyantlari, bu
gergevedeki sozIii  dolasimin  hakim oldugu milletlerin
perspektiflerine gore belli birer kaliba sokulmustur. Bu durum
ise masallarm “insan”, “zaman” ve “mekan” unsurlarina binaen
sekillendiklerini gOsteren dikkat cekici boyutlar sergilemektedir.
Ormegin ayn1 masalm farkli anlatimlarmi, muhtelif zamanlara
gore degisik cografyalara dagilarak yerlesen milletlerde

gozlemlemek mumkandr.

Masallar, sozIlii edebiyat sahasmin en yaygin anlati
tiirleri kapsaminda degerlendirilmektedir. Zira halk biliminin de
cikis noktasini i¢ceren masallar, halk edebiyatinin en eski sozlii
formlar1 arasinda bulunmaktadir. Benzer durumun Tirk sozli
edebiyat gelenegi i¢in de gegerlilik arz ettigini dile getirmekte
yarar vardir. Ozellikle Tiirk halk edebiyati agisindan ele
alindiginda masallarin ayr birer yeri, degeri ve 6nemi vardir.
Glnkii masallar, Tirk halk bilimine kaynaklik eden sozli
mahsullerin baginda gelmektedir. Ancak hemen hemen her
milletin edebiyatinda masallar; genellikle dogaiistii hadiseler,
hayal giiciine bagh dgeler ve sembolik anlatimlar ile éraludur.
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Her ne kadar ¢ocuklara yonelik olarak meydana getirilen
anlati tiirleri arasinda gosterilseler de masallar, esasen her yas
grubuna hitap eden edebi tirlerdir. flgili durum, masallarin
iceriklerinde bir toplumun kiltiirel degerlerine dair gizli
anlamlarin barinmalarindan kaynaklanmaktadir. Dolayisiyla
masallarda kultirel kok ve kod sistemi aktif bir rol
oynamaktadir (Yaman, 2014, s. 147). S0z konusu eksende
masallardaki anlatim ¢izgilerinden ileri gelen olay Orgiileri,
toplumsal hafizanin ve kiiltiirel bellegin ana hatlarin1 ortaya
koymaktadir.

Masal; koklu bir gelenege baglanmak suretiyle kolektif
birer karakter tasiyan “hayali-gercek”, “micerret-miisahhas” ve
“maddi-manevi” birtakim konu, macera, vaka, problem, motif
ve benzeri faktorler kullanilip nesir diliyle anlatilarak vakit
gecirmek ve insanlar terbiye etmek diisiincesinden hareketle
hususi bir tslubu takiben anlatilmaktadir (EI¢in, 2004, s. 369).
Ancak tamamen “kurgusal” veya “hayali” bir tir olarak
tanimlanan masal, aslinda giindelik hayatin birtakim semboller
aracilifiyla disa vurumudur.

Insanm, yasamak zorunda kaldig1 ile yasamak istedigi
olaylar ve durumlar silsilesini beyan eden masal turt, arzulanan
diinyaya gecisin en Onde gelen edebl mahsuliidiir. Boylece
masalin, bilhassa sembolik bir dille terenniim edildigini
belirtmek gerekir (Simsek, 2017, s. 42). Bahsi gegen minval
Uzere masalda sembolize edilen olgularin, ekseriyetle insan
yasamint idealize eden bir diizleme oturtulma fikriyle
bagdastigini  vurgulamak lazimdir. CUnki masalda “iyi”,
“giizel”, “dogru” ve benzeri standartlar mevcuttur.

Anlatim teknigine dayali olan tiirler arasinda yer alan
masal, genellikle evrensel motiflerle donanmistir. Bu yoniiyle
masal tird, yerelden ulusala; ulusaldan da evrensele giden genis
ve zengin bir anlat1 rneklemini gozler 6niine sermektedir (Onal,
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2006, s. 183). Nitekim masal; kahramanlarinin bir kismu
hayvanlar ve olaganiistii varliklar olan, olaylart umumiyetle
masal Ulkesinde cereyan eden, hayal mahsulii oldugu halde
inandiricihk vasfina da sahip olan bir s6zli anlati tlradur
(Sakaoglu, 1999, s. 2).

Iyinin ve kétiiniin, olumlunun ve olumsuzun, fakirin ve
zenginin, dogrunun ve yanligin, kibirlinin ve miitevazinin
micadelesi Uzerine kurulu olan masallar; birkag istisna disinda
her zaman i¢in mutlu sonla bitmektedir. Temel hareket noktasini
lyi, fakir, dogru, olumlu ve miitevazi belirtilerin her daim
kazanc¢h ¢ikmasmma dair bir felsefeden alan masalda; sorunlar
cozildukten sonra bilhassa baskahramanlari bekleyen ebedi

mutluluklar ve basarilar séz konusudur (Ogiit Eker, 2008, s.
270).

Insanlarm toplumsal yasamlarini belirleyen temel
etmenlerden biri, i¢inde yasanilan diinyanin algilanma seklidir.
Her birey, kendi toplumunun igerisinde yasayan diger bireylerle
ve Ozellikle yakin oldugu gruplarla beraber bir toplum haritasi
cikarmaktadir (Cobanoglu, 2001, s. 7). Ayrica masal; bir anlati
tiri olmanmm da Gtesinde icinden ¢iktig1 toplumlarin bakis
acilarmi, diinya gorliglerini, hayat felsefelerini, yasam
bicimlerini ve geleneksel degerlerini yansitan Ozelliklere
sahiptir. Ilgili dogrultuda bu anlati tiiriiniin, kusaklar arasilik
baglamindaki kiiltiirel aktarim siirecine ¢ok biiyiik bir katkist
bulunmaktadir.

Masal tiirii, ait oldugu bir milletin toplumsal hafizasim
ve kiiltiirel bellegini her daim canli tutmaktadir. Toplumsal ¢ati
altinda malzemesi s6ze dayanan “halk edebiyat1” verimleri
icerisinde “masal” olgusunun mutlak surette ayri bir yeri, degeri
ve Onemi vardir. Bilindigi iizere masal, halk edebiyatinin
anlatmalik tiirlerinin kapsamina girmektedir. Dolayisiyla masal,
anlatmaya dayali olarak sekillenen bir diizleme hitap etmektedir.
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Baslangic (giris), gecis (baglayis) ve bitis (sonug)
boliimlerinde kullanilan formeller; masalin belirgin kisimlarinda
bulunan ve belirli gorevleri ifa eden kaliplasmis s6zleri anlatma
teknigiyle sunmaktadir (Sakaoglu ve Simsek, 2023, s. 9-10).
Boylelikle masaldaki anlatim, o6zellikle tekerlemeler esliginde
canli tutulmaya calisilmaktadir.

Masal; milletlere geg¢mislerini hatirlatan, bugiinlerini
yorumlatan ve geleceklerini kurgulatan bir arka plan
dogurmaktadir. S6z gelimi “bir milletin hafizasi” da olarak
nitelendirilen masallarin derinlerinde yatan anlamlar1 ortaya
cikarmak gerekmektedir (Yaman, 2023, s. 13). Bu baglamda
masallar, belli formiller dahilinde tetkik wve tahlil
edilebilmektedir. Zira masallarda yer alan kahraman kadrolar
ve olay orguleri, s6z konusu incelemeyi ve ¢Ozumlemeyi
lizumlu kilmaktadir.

Sonu¢ olarak belli basli formilasyonlara indirgenen
masallar, iceriklerindeki kahraman kadrolarinin seriivenlerini
cok farkli ve gok ¢esitli zeminlere istinaden isleyebilmektedirler.
Isvigreli bir edebiyat kuramcisi olan Max Liithi tarafindan
gelistirilen yapisal (morfolojik) ¢6zimleme yontemini de bu
yonde yorumlamak kuvvetle muhtemeldir. Halk masallari
tizerine yogunlasan Liithi, neredeyse her milletin bagrindan
kopan masallar1 evrensel ilkelerle agiklamaya calismistir. Bu
durum ise literatlire “Max Luthi Yontemi” olarak girmistir.

Max Lithi, halk masallarinin evrensel 6zelliklerini temel
alarak hazirladigi Das Europaische Volksméarchen, Form und
Wesen (Avrupa Halk Masallar:, Sekil ve Yapi) adli eserinde
masal turtine dair karakteristik vasiflar1 yansitan bes temel ilke
belirlemistir (Cinko, 2023, s. 445). Bu ilkeler; Liithi tarafindan
“tek boyutluluk”, “yizeysellik”, “soyut bicim”, “tecrit ve
evrensel baglant1” ile “yiiceltme ve her seyi kapsama” olarak
adlandirilmistir (Giimiis, 2017a, s. 69-124). llgili ¢alisma,
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stiphesiz bir masal inceleme yontemi olarak folklor
arastirmalarina yeni bir soluk kazandirmistir. Bu biinye etrafinda
evrensel bir masal ¢oziimleme yontemi de literatiire girmistir.

M. Lithi, 6ne siirdiigii bu yontemde halk masallarini
metin merkezli bir yaklasim tarziyla inceleyerek masal turindn
Oziinde var olan degismez ilkeleri tespit etmeyi amaglamistir.
Boylece Max Lithi, yapisalci bir formul bularak masal tirunt
genis caplarda inceleyen ve c¢Oziimleyen bir arastirma
sistematiginin de temelini atmistir. Netice itibartyla Liithi,
yapisaler tahlilin masala uygulanmasi hususundaki onciilerin
arasina girmistir.

2. BUYULU FASULYELER MASALI VE MAX
LUTHIi YONTEMIi

Isvigreli bir edebiyat kuramcisi olan Max Liithi, 1947
yilinda yayimladigi Das Europaische Volksmérchen, Form und
Wesen (Avrupa Halk Masallar:, Sekil ve Yapi) adli eserinde
Avrupa halk masallarin1 metin merkezli bigimsel bir yaklagimla
tetkik ve tahlil etmistir. Bu eser, Ingiltere ve Amerika Birlesik
Devletleri (ABD) basta olmak iizere birgok Bati iilkesindeki
masalbilim alan1 itibariyla biiylik bir ilgiyle karsilanmistir.
Dolayisiyla M. Liithi; “tek boyutluluk”, “yizeysellik”, “soyut
bigim”, “tecrit ve her seye baghlik” ile “ylceltme ve diinyay1
kapsama” olarak bes temel kavrama deginmistir.

Liithi, yalnizca masal tiiriinlin bi¢imsel karakteristigini
ortaya ¢ikarmakla sinirli kalmamistir. Zira kendisi, ayni
zamanda insanlardaki psikososyal izolasyonun ve es zamanl
iliski  yeteneklerinin  olusumunu aydinlatan bir  varlk
tanimlamasi da yapmustir (Gliimiis, 2017b, s. 2397). Boylelikle
Liithi’nin 6ne siirdiigii bi¢imsel masal ¢oziimleme yontemi,
zamanla evrensel bir Ozellik gostermistir. Dolayisiyla bu
yontem, hemen her ulusa ait masallara uygulanabilmektedir.
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Benzer husus, malum yontemin belli bir formil dahilinde
Tiirk masallarma uygulanabilirliginde de go6zlemlenmistir.
Nitekim bir Anadolu sahasi Tiirk masali mahiyetindeki Biiyiilii
Fasulyeler Masali’nda Max Luthi’nin mevzubahis edilen bes
temel ilkesine birden rastlanildigini ifade etmekte yarar vardir.
S6z konusu ilkeler, ilgili yontemin formiilasyonundan dogan
sonuglarin genel bir panoramasidir.

Biiytilii Fasulyeler Masali, Tiirkiye’deki masalbilim
aragtirmalarina biiylik katkilar sunan Tahir Alangu tarafindan
derlenmistir. Bir edebiyat tarihgisi olan Tahir Alangu, 6zellikle
masal derlemelerine biiyltik bir dikkatle egilmistir. Biiyiili
Fasulyeler Masali, Alangu’nun s6z konusu derlemelerinden
kaynaklanan bir nitelik tasimaktadir. ilgili masal, yash annesiyle
beraber sakin bir hayat siiren aylak bir erkek cocugunun devlerle
olan macerasi iizerine kurgulanmistir.

En nihayetinde hastalanan annesinden kendisine gelen
bir direktif dogrultusunda ineklerini satmak isterken karsilastigi
esrarengiz tipte bir insanin verdigi biiyili fasulyeler, aylak
oglan ile annesini maddi bakimdan zenginlestirmistir. Zira
fasulyelerden birinin adeta gége ulasan bir uzunluga erismesi,
oglanin farkli bir aleme girerek diinya dis1 varliklarla minasebet
kurmasini saglamigtir. Nitekim masalin sonu itibariyla bahsi
gecen alemin verdigi kismetle birlikte oglan ve annesi, biiytilii
bir fasulye ile altin yumurtlayan bir tavuk vasitasiyla

yasamlarina mutlu bir ¢izgide devam etmislerdir (Alangu, 2010,
s. 70).

Her ne kadar konu ve tema itibariyla Ingiliz folkloruna
dayansa da ve asil ismi “Sihirli Fasulyeler Masali” olarak
zikredilse de diinyada bilinen en eski masallardan biri olmasi
babinda Anadolu-Tiirk masalcilik geleneginin de 6nemli bir
Ornegini meydana getiren Biiylilii Fasulyeler Masali, Max Liithi
tarafindan gelistirilen yapisal ¢Oziimleme yoOntemine ait bes
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ilkeyi de sergilemektedir. Dolayisiyla bahsi gecen masal, kendi
icinde tutarli bir evrensel nitelik bulundurmaktadir. Bu minvalde
s6z konusu masalin, formule edilen malum yonteme uygunluk
arz ettigini vurgulamak gerekir.

Miinderecati agisindan bakildiginda bu masal, Max Lithi
Yontemi’ndeki ilkelerin belli bir siraya gore konumlandigi bir
zemin teskil etmektedir. Dolayisiyla 6zetinden hareketle malum
masalin, Liithi tarafindan ortaya atilan masal c¢6ziimleme
yontemi cergevesinde rahatca tahlil edilebildigini vurgulamak
gerekmektedir. Bu durum, buydlu fasulyelerin yol actigi
hadiseler ekseninde bes ilkeyi 6ne ¢ikarmaktadir.

Biiyiili Fasulyeler Masali, i¢inde hayvanlarin ve
olaganiistii yaratiklarin yer aldigi bir duzleme de tekabil
etmektedir. S6z konusu durum, masalin geleneksel yapisina
uygun bir c¢ati olusturmaktadir. Nitekim masal; olaylar
bilinmeyen bir zamanda gegtigi halde mekan: bazen belli olan
bazen belli olmayan, kahramanlarindan bazilar1 hayvanlar,
tabiatiistii varliklar ve insanlar olan, hayal mahsulii oldugu halde
inandiricilik 6zelligi de agir basan, eglendirirken diisiindiiren,
anlatildig1 yerin sosyal hayatindan izler tagiyan, bazen sonunda
konuya uygun bir darb-1 mesel bulunan sozlii bir tiirdiir (Bakiret,
2006, s. 23). Biiyiilii Fasulyeler Masali’nda da masal tiiriiniin bu
genel niteliklerini g6zlemlemek mumkandr.

3. BUYULU FASULYELER MASALI’'NIN OZETi

Evvel zaman icginde Kkiglk bir koyde yash bir
kadincagizla aylak oglu yasarmis. Kadin, karmlarni
doyurabilmek i¢in isten ise kosarmis. Bir glin kadin hastalanmas,
yiyecek ekmek bulamamiglar. Yash kadin, ogluna biricik
ineklerini satmasini sdylemis. Oglan, inegi pazara goétiiriirken
yolun ortasinda bir toz bulutu belirmis ve yuvarlanarak gelip
cocugun onilinde durmus.
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Bulutun arasindan acayip kilikli, sac¢1 sakalina karisik,
gozleri ¢ukura kagik, yiizii burusuk, bir kart kisi ¢ikmis. Oglana
nereye gittigini sormus ve torbasindan bir avug yesil fasulye
cikararak inegi ona vermesi karsiliginda kendisine fasulye
verecegini ve fasulyeleri bahceye dikti§inde zengin olacagini
sOylemis. Safca oglan inegi vermis, fasulyeleri almis, eve
gelmis. Anasina olup biteni anlatmig, annesi de bagirip ¢agirmis.

Oglan, fasulyeleri bahgeye ekmis. Ertesi giin
kalktiklarinda fasulyelerden birinin, kuliibenin catisin1 asarak
gokyliziine dogru uzadigmi goérmiisler. Oglan her giin bu
fasulyenin dallarindan toplayip pazara satmaya gotiirlirmiis.
Isleri yoluna girmis, kadmin hastaligr diizelmis. Oglan, bu
biiyiik fasulye agacmin nereye uzandigini merak ederek zorla
anasindan izin alip agaca tirmanmaya baslamas.

Sonunda bulutlart gegmis, diinya altinda kaybolmus.
Tirmandik¢a baska bir diinyaya ulagmis, uzakta giin 1s18inda
yalpir yalpir parlayan, kubbeli kuleli bir biiylik saray gormiis.
Sarayin kapisina vurmus. Acan olmayinca kapiyr tekrar
tiklatmis. Kapiy1 ihtiyar, burusuk, ¢enesi burnuna yapisik, agzi
lafa, tekerlemeye alisik bir cadaloz agmis. Oglana; buradan bir
an Once gitmesi gerektigini, aksi takdirde devlerin onu
Oldurebileceklerini soylemis.

Oglan, kadinin elini 6pmiis ve yemek istemis. Disaridan
gliriiltiilii bir ses gelmis. Yer gok sarsilmaya, sarayin duvarlar
inlemeye, tavanlar pencereler singirdamaya baslamis. Kavurucu
bir samyeli her yani ¢evrelemis. Bu durum nedeniyle pek c¢ok
dev yarattkk belirmis. Ortaya ¢ikan bu devlerden kacan
hayvanlar, birer kovuga veya koseye siginmiglar. Kadin korku
ve telasla oglan1 duvar dibindeki bir kiipiin i¢ine saklamis.
Devlerden biri igeri girdiginde “Burasi insan eti kokuyor.” diye
cikismis. Kadina altin yumurtlayan sihirli tavugunu getirmesini
emretmis.
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Tavuk, “Git git gidak, altindir sicak, yumurtladim hele
bak!” diyerek devin kucagmna sapsari bir altin yumurta
birakiyormus. Oglan bu ise sagmis. Dev, derin bir uykuya
dalmig. Oglan, kiipten ¢ikip yavasga gelerek tavugun da iginde
oldugu kafesi alip kagmaya baslamis. Fasulye agacindan asagi
inerek diinyaya anasinin yanina gelmis. Oglan ve annesi bu altin
yumurtlayan tavugun yumurtalariyla ambarlarin1 doldurmuslar,
keyiflerine bakmigslar. Bir zaman sonra oglan, devin yanindaki
kadin1t merak ederek yine fasulye siirgiiniine tirmanmaya
baslamis. Saraya gelmis, kapiy1 ¢almis, kadin kapiy1 agmus.

Kadin, acikan bu ¢ocuga acimig, yemek vermek icin igeri
almig. Bu sirada dev gelmis. Kadin, korku ve telasla oglani
kosedeki dolabin icine saklamis; iistiine yataklari, bohgalari
koymus. Dev giiriiltityle gelmis, “Burasi insan kokuyor.” demis.
Kadma sihirli kemanini getirmesini emretmis. Dev “Cal
bakalim!” dediginde keman, devin sevdigi havalar1 ¢aliyormus.

Dev, agir bir uykuya dalmis. Oglan, dev uyurken kemant
almis, kacmaya baslamis. Oglan kagarken keman c¢almaya
baslamis, bu sirada dev uyanmis; oglanin pesine diismiis. Dev,
tam oglam1 yakalayacakken oglan fasulye smgma atlamis,
diinyaya inmis. Dev, oglanin pesinden giderken oglan, baltayla
fasulye siirgiiniinlii kokiinden kesmis. Dev, yigilarak tarladaki
topragin i¢ine c¢akilmis. Bu vakitten sonra oglan ve anasi, altin

yumurtlayan tavuk ve tilsimli kemanla mutlu mesut yasamislar
(Alangu, 2010, s. 56-70).

4. BUYULU FASULYELER MASALI'NIN MAX
LUTHI YONTEMIYLE ANALIZi

Max Lithi Yontemi, masalin goriinlimiinde islevsel
deliller arama islemine dayanmaktadir. S6z gelimi dogaiistii
hadiseleri bunyesinde toplayan masalin bigimsel yapisi, kendi
anlaticisina  baghdir. Aymi Olglide masal, dinleyicisinin
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gereksinimlerine istinaden belli bir kalip alabilmektedir.
Dolayisiyla anlatilan herhangi bir masalin sekli, istlendigi
fonksiyona uygun bir vasif tasimalidir. En azindan ilgili masal,
bi¢im ile islev bakimlarindan ele alindiginda birbirine paralel
ozellikler sergileyebilmelidir (LGthi, 1986, s. 81).

Max Luthi, belli bir masal metninin igerigine dahil edilen
varliklara veya nesnelere ait birer doganin, bi¢imin ve yapinin
varligindan s6z etmistir. S6z konusu minvalde Liithi; tek
boyutluluk, yiizeysellik, soyut bi¢im, tecrit ve her seye baglilik
ile yliceltme ve diinyay1 kapsama olarak bes baslikta topladigi
ilkeleri swralamistir. M. LOthi, malum ilkeleri esas almak
suretiyle sadece masala dair bigimsel hususlarin karakteristik
Ozelliklerini ortaya koymakla kalmayip ayni zamanda bireyin
psikososyal izolasyonu ile es zamanli iliski kurma yetenekleri
arasindaki dengeyi de agiklayan bir varlik anlayisi1 gelistirmistir.

Max Luthi Yontemi’ndeki bes temel ilke, masallar
sosyokaltirel ve sosyoekonomik yonlerden de agiklamaktadir.
Zira masallarmm; genel itibartyla maddi, sosyal ve manevi birer
zaruret, fakirlik, adaletsizlik veya yalmizlik gibi gergekgi
konulara bagl olarak baslayip fantastik bir gizgide gelistigini
veyahut idealistce sona erdigini sdylemek miimkiindiir (Buch,
2006, s. 225). Ayn1 durumun Biiyiilii Fasulyeler Masali i¢in de
gecerlilik arz ettigini belirtmekte yarar vardir. Nitekim bu
masalda, verdikleri mtcadelelerin bir sonucu olarak anne ile
aylak oglunun maddi acidan zenginlige kavusmalari, isin hem
ekonomik hem sosyal hem de kdlttrel boyutlarini gézler 6niine
sermektedir.

Masalin kahraman kadrosuyla da yakindan iliskilidir.
Bilindigi lizere kahraman kadrosu, ekseriyetle masal kurgusu
icerisinde gunlik yasam itibariyla karsilagilabilen insanlardan
miitesekkil olabildigi gibi; cinler, periler ve devler gibi
olaganiistii varliklardan da tesekkiil edebilmektedir (Bayraktar,
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2014, s. 28). Bu husus ise sihirli fasulyelerin ve altin
yumurtlayan tavugun verdigi firsata binaen 6ne ¢ikmustir. Zira
s6z konusu masal, Max Liithi’nin ileri siirdiigli malum bes temel
ilkenin bicimsel ¢ozimlemesini icermektedir.

Bu ¢alismada LuUthi’nin masal analiz yontemi, Tulrk
masallarindan secilen bir 6rnek Gzerinde uygulanarak yontemsel
acidan smanmistir. Yine bu yoOntem araciligiyla belli bir
ornekten yola c¢ikilarak masalin yapisal oOzellikleri de dile
getirilmistir. Yapilan incelenme sonucunda Byl Fasulyeler
Masali’ndaki varliklarin dinamik ve islevsel birer yapida
olduklar1 goézlenmistir.

Her ne kadar metin merkezli bir yol izlenmis olsa da
bilhassa “sihir” unsurunun genis¢e yer buldugu bu masalda
somut ve soyut kavramlarin beraberce sunuldugu goriilmektedir.
Dolayisiyla gerek maddi gerek manevi diinyay1 yansitmayi
basarmakla birlikte dongusel bir siireklilige de sahip olan masal
tiiriine dair genel bir atifta bulunulmustur (Ozay, 2006, s. 129).

Blyali  Fasulyeler Masali’'nda 6n plana ¢ikan tek
boyutluluk ilkesi; olaylarm sade, dogrudan ve siissiiz bir
anlatimla aktarilmasinda kendini gostermektedir. Buna karsilik
yiizeysellik ilkesi, masaldaki anlatimin derin psikolojik
¢oziimlemelerden uzak durmasiyla belirginlesmektedir. S6z
konusu durum, soyut bir anlatim sekli igerisinde anlam
kazanmaktadir. Soyutluk ise masal unsurlarinin insan, zaman ve
mekan baglamlarindan koparilarak bagimsizlagtirilmalartyla
mumkiin olabilmektedir.

Bagimsizlastirma siireci, masal faktorlerini icsel
derinliklerden armdirarak daha genel ve evrensel bir dizleme
tagimaktadir. Son asamada ise bu unsurlar yiceltilerek
bireysellikten uzaklastirilmaktadir. Dolayisiyla da tiim insanliga
hitap eden bir anlam evrenine erisilmektedir. Buyullt Fasulyeler
Masali’ndaki her bir ilke, kendisinden sonraki ilkeyi
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tamamlayan bir yap: icerisinde ilerlemektedir. Ilgili husus da
Liithi’ye ait masal tahlil yaklagiminin buttnlukli bir sistemde
degerlendirilmesini saglamaktadir.

Max Liithi’'nin ortaya koydugu bes temel ilkeden
hareketle ele alindigi zaman Biiyiilii Fasulyeler Masali, Uslup ve
bicim bakimindan bu ilkelerle biiyiik 6l¢iide Ortiisen ozellikler
gostermektedir. CUnki ilgili masala ait metin, kendi icinde
tutarl1 bir yap1 olusturmaktadir. Bu uyum, s6z konusu masalin
yalnizca yerel bir anlati olmadigini; ayni zamanda evrensel
anlati kaliplariyla da Ortlistiglinii ortaya koymaktadir. Bahsi
gecen istikamette masallarin, ilk kez belirdikleri cografyalardan
bagimsiz olarak evrensel birer anlati tiirli olduklari rahatlikla
anlagilmaktadir. Boylece masalin, zaman ve mekan
kavramlariyla kayitlh olmayan bir sozli anlatim tiirline isaret
ettigi kastedilmektedir (Seyidoglu, 1986, s. 149).

Ozelde Buyulii Fasulyeler Masali, genelde ise diinya ve
Tirk masallari; sadece ait olduklart toplumlarin Kiltirel
kodlarmi yansitmakla kalmayip ayni zamanda tiim insanliin
ortak anlati mirasina ait evrensel vasiflari da belirgin
kilmaktadir. Bu kapsamda Max Luthi Ydntemi’ne ait tek
boyutluluk, yiizeysellik, soyut bi¢im, tecrit ve her seye baglilik,
yiiceltme ve diinyay1 kapsama ilkelerinin de Biiyiilii Fasulyeler
Masali’na uygulanarak evrensel bir model olusturuldugunun
altin1 ¢izmek gerekir.

4.1. Tek Boyutluluk

Tek boyutluluk ilkesi ekseninde incelenen Buyull
Fasulyeler adli masalda, oglan ve hasta anasi giindelik hayata
(dinya hayatina) ait karakterlerdir. Gercek hayata ait
karakterlerle olaganiistii varlik ve karakterlerin kolay sekilde
karsilagmasi, iletisime gegmesi masaldaki tek boyutluluk
ilkesinin bir yansimasidir. Devin varligi, biiyiili nesneler
(fasulye ve keman gibi), tavugun olaganiistii 6zellik gosterip
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konusmasit ve altin yumurtalar yumurtlamasi; masalin tek
boyutlulugunu kanitlayan Orneklerden bazilarim1  meydana
getirmektedir.

Tek boyutlu masal evreni itibariyla bulutlarin ¢ok
iistiinde olaganiistli bir sarayin varli§i ve bu sarayda izole
edilmis bir devin (devlerin) yasamasi, masal karakterinde bir
saskinlik olusturmamistir. Oglan, diger diinyaya (6te aleme)
gittiginde ise herhangi bir korku duymamakta; deve
yakalandiginda da sadece zarar gOrmekten veya Olmekten
korkmaktadir. Bu durum ise bahsi gecen masalin tek yonlii
cizgisini gozler 6niine sermektedir.

Dev, masallar itibariyla gergek dinyada kolaylikla
rastlanilabilen bir varlik olarak karsimiza ¢ikmaktadir. Masalda
tek boyutlulugun diger bir tezahiirli, oglanin oteki diinyaya
(Oteki aleme) rahat bir sekilde girebilmesidir. Oglan fasulye
siirglinline tirmanip bulutlarin iistiine ¢ikmaktan ve devin
yasadig1 diger diinyaya girmekten korkmamaktadir. Bunlarin
yaninda devin sahip oldugu kemanin olaganiistii sekilde kendi
kendine caliyor olmasi, ger¢ek diinyada karsilagilmayacak bir
olaydir.

Masalda tek boyutlulugun bir diger yansimasi, oglanin
inegi satmak icin pazara gotiiriirken Oniinde beliren bir toz
bulutunun i¢inden ¢ikan acayip kilikl bir kisinin oglana bir avug
fasulye vermesidir. Bu durum, masalin tek boyutluluk ilkesiyle
iligkili olarak oglanin hi¢ garibine gitmemistir. Bu Ornekler
gergcevesinde masalin, tek boyutluluk ilkesine uygunluk
sagladigi goriilmektedir.

4.2. Yuzeysellik

Masalda yiizeysellik ilkesiyle baglantili olarak basit
tanimlamalarin yapildigi goriilmektedir. Kahramanlar; aylak
oglan, yash ve hasta anne ile dev olmak Uzere basit birer sekilde
nitelendirilmigtir. Ruhsal bir betimleme yapilmamistir. Masalda,
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kahramanlarin ~ ge¢mislerine  dair geriye doniik  bilgi
verilmemistir. Oglanin hasta annesinin yiyecek ekmek
bulamayacak kadar hasta oldugu belirtilmekte; fakat bu duruma
iligkin bir ac1 tasvir edilmemektedir.

Hastaligin ne oldugundan bahsedilmemektedir. Masal
karakterlerine ve onlarin i¢ diinyalarma dair net bilgiler
verilmemektedir. Masal karakteri, fasulye siirgliniine tirmanip
cok yiikseklere, goklere c¢ikmaktan; dolayisiyla da diger
diinyaya girmekten ve devle karsilasmaktan korkmamaktadir.
Bu baglamda baskahramani temsil eden aylak oglan, basina
neyin veya nelerin gelebilecegini hesaba katmadan hareket
etmektedir.

Oglan, devin yasadig1 oOteki diinyaya rahatlikla
ulagabilmektedir. Masalda geg¢en iki diinyanin smirlarinin
belirgin sekilde birbirinden ayrilmamis olmasi, masalin
yuzeysellik ilkesiyle yakindan baglantilidir. Masalda oglan,
fasulye strgunini kesip devi disiirdiigiinde devin sadece “Ah!”
diye ses c¢ikardig1 yiizeysel bicimde belirtilmekte, derin bir aci
cekme sahnesine yer verilmemektedir. Devin vicuduna,
goriiniigiine dair herhangi bir bilgi verilmemis olup olaylar ve
varliklar ylizeysel bigimde aktarilmaktadir. Masalin, olaylar ve
karakterleri incelendiginde yiizeysellik ilkesine uyum sagladigi
gorulmektedir.

4.3. Soyut Bigim

Masalda 0Ozel isimlendirmelere yer verilmemis, yash
kadincagiz, aylak oglan, dev gibi kisa ve basit sekilde
tanimlandirmalar yapilmistir. Masal kahramanlar1 yalnizca bir
ozelligi ile 6n plana ¢ikmaktadirlar. Malum durum da onlarin bu
6lglide isimlendirilmelerine sebep olmus ve masali soyut bir
forma ulastirmistir. Altin gibi kati nesnelerin varligit masalin
sabit formuna bir ornektir.
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Masalda fasulyenin devasa boyutlara ulagmasi, masalin
soyut  bicim  ilkesi  cercevesinde  degerlendirilmesini
saglamaktadir. Masalda olaylar i¢ ige ge¢mis sekillerde degil,
dogru bir ¢izgide anlatilmistir. Her eylem, olmasi gerektigi anda
gerceklesmistir. Oglan, tam ine8i satacakken ‘“kart ihtiyar”
olarak nitelendirilen bir kisi toz bulutunun i¢inden ¢ikip oglana
biiyiilii fasulyeleri vermistir.

Masaldaki olaylar, tam olmas1 gerektigi zamanda
gerceklesmektedir. Oglan, sadece amaci i¢in hareket etmektedir.
Amaci disinda herhangi bir eylem s6z konusu degildir. Mucize
niteliginde gerceklesen olaylar da masalin soyut bi¢imini
desteklemektedir. Yiyecek ekmekleri bile kalmayan oglanin ve
yaslh annesinin hayatina degisiklik katacak olan biiytli
fasulyeler, onlar icin birer mucizedir.

Masal kahramani, kendisine bigilmis olan gdrevi ne
olursa olsun yapmaya c¢aligmis, amacindan baska higbir seye
odaklanmamigtir. Ancak oglan, annesinin tim 1srar ve
cabalarina ragmen fasulye siirgliniine tirmanip devin yasadigi
biiylik saraya tekrar gitmistir.

Masalda, kelimesi kelimesine kullanilan kati tekrarlar,
masalin soyut bicim ilkesine 6rnek olusturmaktadir. Bu hususta
herhangi bir kisaltmaya bagvurulmamistir. Oglan ile tecrit halde
bulunan devin yaninda yasayan kadinin toplamda iki defa
kargilagsmasi dikkat ¢ekicidir.

Soyut bi¢cim ilkesinin yansimasi olarak masalda
kisaltmaya gidilmeden tekrarlamalar yapildigi goriilmektedir.
Aylak oglan ile 6te alemdeki kadmin her iki karsilasmasinda da
aynt konusmalar gecmis olsa bile herhangi bir kisaltmaya
gidilmedigi goriilmiistiir.
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4.4. Tecrit ve Her Seye Baghhk

Buydli Fasulyeler Masali’nda tecridin ilk gostergesi,
devin; tecrit edilmis haldeki diger diinyada yasamasidir. Ayrica
devin yaninda durmakla birlikte ona hizmet eden ve tecrit
edilmis halde bulunan bir de kadin yasamaktadir. Tecridin bir
diger yansimasi, gergek diinyaya ait olan tavugun konusmasi ve
altin yumurtlamasidir.

Incelenen masalda, oglanin hi¢ korkmadan fasulye
stirglinline tirman1p bulutlar1 agarak tecrit haldeki devin yasadigi
diinyaya gitmesi, oglanin evrensel iligkiler kurmasina olanak
saglamistir ve bu durum, masalda bu ilkenin varligmi kanitlar
niteliktedir. Bu hususta yeni olay ve durumlarm gelistigi
goriilmektedir. Masalda oglan, tecrit haldeki dev ile evrensel
baglantt kurmus ve bunun sonucunda altin yumurtlayan tavuk
sayesinde zenginlige kavusmustur.

Masalda, devin yaninda yasayan kadinin olaylar i¢indeki
varlig1 bir anda kesilmistir. Bu durum, masallarda kesik motife
ornek olusturmaktadir. Masalda kahraman, sansi sayesinde bazi
seyler elde etmektedir. Oglan, yaptig1 isler baglaminda saf ve
aylak olarak tanimlanmistir. Yiyecek ekmek parasini, her ise
kosturan annesi kazanmaktadir.

Annesi hasta olup yiyecek ekmek bulamadiklarinda bile
oglan calismamistir. Bu durum, masal kahramaninin tecrit bir
yapida oldugunu gostermektedir. Kahraman, inegi satacakken
toz bulutunun iginden ¢ikan kisinin vermis oldugu fasulyeler
sayesinde evrensel baglantilar kurmustur. Bu kisi de toz
butlunun i¢inden ¢ikarak masalda tecrit ilkesinin varligimi bir
kez daha kanitlamistir. Bunlarin yaninda kemanin da tilsimli bir
sekilde kendi kendine ¢almasi, masalda tecrit ve her seyi
kapsama ilkesinin bir yansimasidir. Degerlendirme sonucunda
bu masalin, tecrit ve her seye baghlik ilkesine uygunluk
sagladig1 goriilmektedir.
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4.5. Yiiceltme ve Diinyay1 Kapsama

Blylli  Fasulyeler Masali’'nda siradan olan masal
kahramanlari, olaganiistii 6zellikler gostererek yiiceltilmislerdir.
Masalda siradan motifler; i¢i bosaltilip saflastirilarak,
olaganiistii Ozellikler kazanarak ve yiiceltilerek her seyi
kapsayict; her seye doniisebilecek birer yapiya biirlinmektedir.

Siradan bir nesne olan kemanin olaganiistii bir sekilde
devin istedigi pargalar1 ¢almasi, esasen kemanimn iginin
bosaltilarak yiiceltilmis oldugunu gostermektedir. Bunun
yaninda tavugun konusup altin yumurtlamasi, tavugun da
yliceltilmis oldugunu gdstermektedir. Keman ve tavuk, igi
bosaltilip 6zii degistirilmis ve yliceltilerek masals1 nitelikler
kazandirilip masal motifi haline getirilmistir.

Masalda yiiceltilmis olan varlik ve karakterler sayesinde
masalin kapsayicilik 6zelligi 6n plana c¢ikmaktadir. Gergek
diinyada olmasi imkansiz seylerin masallarda kolayca
gerceklesebilmesi, yiiceltme ve her seyi kapsama ilkesi
cercevesinde degerlendirilmektedir.

Oglanin karsisina inegi satacakken toz bulutunun i¢inden
¢ikan bir kisi, oglana fasulye vermektedir. Bu baglamda gergek
diinyaya ait bir unsur olan fasulye, i¢i bosaltilmis ve olaganiistii
Ozellik kazanmis bir yapiya biirlinmektedir. Boylece fasulye,
masal diinyasinda her seyi kapsayici bir hale gelmis
bulunmaktadir. Bu ilke kapsaminda degerlendirilebilecek bir
diger durum, oglanin fasulye siirgiinii sayesinde devin yasadigi
diger diinyaya yaptig1 yolculuktur.

Burada yolculuk, 6zl degistirilerek sihirli bir yolculuga
doniistiiriilmiistiir. Bu yolculuk her seyi kapsayict bir hale
gelmistir. Bu yolculuk sonucunda oglan; devin yasadigi saraya
ulasmis, altin yumurtlayan tavuk ve kendi kendine ¢alan kemana
sahip olmustur. Yiiceltme ve her seyi kapsama ilkesi
dogrultusunda masallarda imkansiz bir durumun olmadig1 gozler
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ontine serilmektedir. Masallarda yiiceltilerek doniisiime ugrayan
unsurlar, her seyi kapsayici birer hdle gelmektedir. Bu hususta
bu masalin da yiiceltme ve her seyi kapsama ilkesine uyum
sagladigi tespit edilmistir.

5. SONUC

Masallar, her ne kadar ilk defa ortaya ¢iktiklart donemler
itibariyla belirli bir anlaticiya bagl olarak tesekkiil ve tekamiil
eden anlat1 tiirleri olsalar da zaman igerisinde anonimleserek
sOzlii kiiltir gelenegi igerisinde yasamaya devam eden onemli
anlat: tiirleri haline gelmistir. Icra edildikleri ortamlarm
niteliklerine ve anlatim baglamlarina gore yeniden sekillenen bu
anlatilar; bir toplumun kiiltiirel hafizasmi, kolektif bilingaltini,
yasam bi¢imini ve diinya gorilislinli yansitan sembolik bir yap1
ortaya koymaktadir.

Somut ve soyut unsurlar1 biinyelerinde derleyen,
toplayan veya bir araya getiren masallar; kiiltiirel degerlerin
kusaktan  kusaga  aktarilmalarinda  islevsel  birer  rol
ustlenmektedirler. Ayrica farkli toplumlarda benzer motifler ve
anlati kaliplartyla karsimiza ¢ikmalari, masallarin evrensel bir
anlati  gelenegi icerisinde degerlendirilmesini  miimkiin
kilmaktadir. Bu dogrultuda masallarin, tek merkezli yaratma
kuram1 c¢ercevesinde ele alinabilecek ortak Kkiiltiirel miras
unsurlarindan biri oldugu anlasilmaktadir.

Max Luthi’nin masal ¢o6ziimleme yonteminde ortaya
koydugu temel ilkeler dogrultusunda degerlendirildigi zaman
Biiyiili Fasulyeler Masali’nin; Yyizeysellik, soyutlama, tek
boyutluluk, yiiceltilmislik ve yalitilmislik gibi temel 6zellikleri
biiylik Olciide tasidigr goriilmektedir. Masalda karakterlerin
psikolojik derinlikten uzak bir bigimde islenmesi, olaylarmn hizh
ve kesintisiz bir akis icerisinde ilerlemesi ve gercek ile
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olaganiistii unsurlarin ayni diizlemde sunulmasz; Lithi’nin masal
estetigine iliskin goriiglerini destekler niteliktedir.

Masalda yer alan sembolik unsurlar, yalnizca bireysel
birer macerayr degil; aym Olglide cesaret, doniisiim,
odiillendirme ve toplumsal degerleri 6ziimseme gibi baslica
evrensel temalar1 da goriinlir kilmaktadir. Bahsi gegen zeminin
akabinde Buyulli Fasulyeler Masali’ni, hem yapisal hem de
bicimsel bakimlardan evrensel masal geleneginin tipik
orneklerinden biri olarak degerlendirmek miimkiindiir. Clnki
gercek yasam ile Oteki dlem (dogaiistii diyar) kurgusu iizerine
bina edilen bu masal, pek ¢ok masalda karsilasilabilecek olan
genel hadiseleri yansitmaktadir.
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INCILIi CAVUS ANLATILARINDA MiZAH,
SOZ VE BELLEK

Ceyhun KACMAZ!

1. GIRIS

Tiirk sozlii kiiltiirlinde mizahi tipler, yalnizca giildiirii
tireten kisiler olmaktan ziyade toplumun tecriibesini, elestirisini
ve sagduyusunu tasityan anlati odaklaridir. Fikra, kisa hacmine
ragmen giindelik hayatin ¢eliskilerini, toplumsal hiyerarsileri ve
iktidar karsisinda sz sdyleme bigimlerini yogunlastirir. Incili
Cavus fikralar1 da bu yogunlasma i¢inde soziin, zekanin ve halk
sagduyusunun temsil edildigi metinler olarak okunabilir.

Halkbilimi ac¢isindan bir anlatinin  degeri, tarihsel
gerceklige birebir uygun olup olmamasiyla smirli degildir.
Boratav, halkbiliminin konusuna giren sozli trunlerde tek ve en
dogru niishadan c¢ok, anlatinin farkli cevrelerde kazandigi
bigimlerin ve bu bi¢imlerin toplumla kurdugu iligkilerin 6nem
tasidigm belirtir (Boratav, 1969: 12-13). incili Cavus fikralar
da tarihi bir sahsin basindan ge¢cmis olaylar olarak degil, halk
muhayyilesinin sekillendirdigi ve zamanla ortak bellegin parcasi
haline getirdigi anlatilar olarak degerlendirilebilir.

Incili Cavus’u birgok mizah tipinden ayiran baslica
Ozellik, anlatilarda saray, padisah, devlet erkani, elgiler ve
biirokratik otoriteyle i¢ ige goriinmesidir. Bu yakinlik, onu halk
arasinda dolasan bir niiktedandan ¢ok, iktidarin esiginde soz
sOyleyen ara bir figiire doniistiiriir. Bergson’un giilme kurami
burada agiklayicidir: Giilme, bireysel bir tepki olmaktan ¢ok

1 Bagimsiz Arastirmaci, ORCID: 0000-0002-1819-6254.
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topluluk icinde yankilanan toplumsal bir karsiliktir (Bergson,
2011: 7) ve toplumun, liyelerinden bekledigi esnekligi yitiren
katiliga karst isleyen bir diizeltme, bir “toplumsal jest” islevi
gorur (Bergson, 2011: 58).

Anlatilarda mizah, eglendirici yanini korurken sozlii
kiltiirtin -~ iktidar  karsisinda  gelistirdigi  dolayli  elestiri
bicimleriyle de birlesir. Gosteris, haksizlik, 6fke, ¢ikar iligkisi ve
otorite zaafi cogu zaman dogrudan ¢atigmaya girilmeden, kisa
bir niikte ya da beklenmedik bir cevapla agiga ¢ikar.

Biitiin Incili Cavus fikralarmi tiiketmek bu bdliimiin
amaci degildir. Avusturya elgisi, “bosbogaz” lakabi, “bedava
gecinen ii¢ kisi”, pismis yumurta-leblebi davasi, imam ve elli
degnek, dolandiricilik ve padisah hiddetiyle ilgili fikralar, incili
Cavus tipinin mizah, iktidar ve sozlii kiiltiir bellegi i¢indeki
yerini belirginlestiren 6rnekler olarak 6ne ¢ikar. Bu anlatilarda
olay oOrgiisiiniin biitiin ayrintilarindan ¢ok, s6ziin hangi degerleri
tasidig1 ve hangi kiiltiirel islevleri iistlendigi dnem kazanir.

2. INCILI CAVUS ANLATILARININ SOZLU
KULTURDEKI YERI

2.1. Tarihi Kisilikten Fikra Tipine

Incili Cavus anlatilarinin  sozlii  kiiltiirdeki  yerini
belirlerken tarihi kisilik ile fikra tipi arasindaki ayrimi gézetmek
gerekir. Kaynaklar onun biitlinliyle hayali bir sahsiyet oldugunu
gostermez; fakat tek ve tartismasiz bir biyografi kurmaya da
elvermez. Ozder, “Incili”lerin birkag tane oldugunu, yasadiklari
yerlerin farkli gosterildigini ve sdylentilerin birbirini tutmadigini
belirterek bu giigliige dikkat ¢eker (Ozder, 1977: 179).

Albayrak da Incili Cavus’un kimligi hakkindaki
bilgilerin smirli oldugunu, bunlarm bir kisminin yakistirma
niteligi tasidigini ve asil adi, dogum yeri, lakabmin kaynagi,
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yasadig1 donem ve sarayla iligkisi konusunda farkl rivayetlerin
bulundugunu belirtir (Albayrak, 2000: 277-278). Ortaya ¢ikan
goriiniim, Incili Cavus’un tarihi bir sahis olarak biitiiniiyle
belirsizlestigini degil; tarihi cekirdegin sozlii kiiltiirde farkli
anlat1 cevrelerinin ihtiyaglarina gore genisledigini diisiindiiriir.

Kimlik karmasasimin en belirgin drneklerinden biri, incili
Cavus’un Firuz Aga ile iliskilendirilmesidir. Ozder, Siileyman
Tevfik Ozzorluoglu’nun Incili Cavus’u Kanuni Sultan
Stileyman’in musahibi Firuz Aga olarak gdsterdigini aktarir;
fakat bu bilginin kronolojik bakimdan sorunlu oldugunu belirtir
(Ozder, 1977: 180). Beysanoglu da bazi derleyicilerin Incili
Cavus’u Kanuni’nin musahibi ve nedimi olan Firuz Aga

sandiklarmi, bunun agikca yanhs oldugunu ifade eder
(Beysanoglu, 1981: 312).

Beysanoglu, incili Cavus’un asil admin Irincilli Mustafa
Cavus oldugunu, “Irincilli” kelimesinin zamanla “Incili’ye
doniistiiglini. ve onun bu adla tanindigimi ileri siirer
(Beysanoglu, 1981: 314). Albayrak’in aktardigi genel biyografik
cercevede de IV. Murad devrinde Iran’a elgi olarak gonderilen
Mustafa Cavus’un Incili Cavus kabul edilmesi Onemli
dayanaklardan biridir (Albayrak, 2000: 277-278). Bununla
birlikte sozIii kiiltirde bir sahsin  kaliciligi, yalnizca
biyografisinin dogrulanabilir ayrintilariyla degil, o sahis
etrafinda olusan anlatilarin  hangi toplumsal ihtiyaglar
karsiladigyla ilgilidir.

Dolayistyla Incili Cavus’u yalnizea “kimdi?” sorusuyla
degil, “halk onu hangi islevlerle yasatt1?” sorusuyla ele almak
daha verimlidir. Bir katmanda saray, diplomasi ve devlet
hizmetiyle iliskilendirilen tarihi kisi; diger katmanda ise
hazircevap, niiktedan ve otorite karsisinda s6z sdyleyebilen fikra
tipi vardir. Bu boliimiin agirhig: ikinci katmandadir.
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2.2. Tiirk Fikra Gelenegi I¢inde Incili Cavus

Incili Cavus anlatilar;, Tiirk fikra gelenegi icinde
bagimsiz niikteler toplamindan ¢ok, tip merkezli bir mizah
geleneginin pargasit olarak yer alir. Nasreddin Hoca, Bektasi,
Bekri Mustafa ve Incili Cavus gibi adlar, belirli mizahi
bakislarm tasiyicilaridir.

Sakaoglu, fikra tiplerinin farkli acilardan tasnif
edilebilecegini belirtir. Ona gore bazi tipler kendi adlariyla
anilan ferdi tiplerdir; Nasreddin Hoca ve Incili Cavus bu gruba
ornek gosterilebilir (Sakaoglu, 1993: 501). Incili Cavus bdylece
bir bolge halkimin genel adiyla degil, kendi adiyla yasayan ferdi
bir fikra tipi olarak belirginlesir.

Sakaoglu’nun gsOhret alanmna gore yaptigi ayrimda
Nasreddin Hoca, Tiirk¢e konusulan biitiin tilkelerde bilinen en
yaygin tip olarak gosterilirken Incili Cavus daha smirh bir
yayginlik alanma sahip tipler arasinda anilir (Sakaoglu, 1993:
501). Bu cercevede Incili Cavus, Nasreddin Hoca olciisiinde
evrensellesmis bir Tiirk diinyas: tipi degildir; yine de Tiirkiye
merkezli fikra geleneginde giiclii ve taninir bir yer tutar.

Yildirrm’m  fikra tipleri tasnifi de Incili Cavus’un
konumunu destekler. Yildirim, fikra tiplerini toplumun ortak
duyarligi, akli ve yarg1 giiciiyle iliskilendirir; Incili Cavus’u
gercek kisiligi ve yasadigi donem hakkinda bilgi sahibi olunan
onemli tiplerden biri sayar (Yildirim, 1976: 17, 23). Turan da
Incili Cavus’u Tiirk fikra tipleri i¢inde gergek kisiligi ve devri
hakkinda bilgi sahibi olunan nadir tiplerden biri olarak
degerlendirir (Turan, 2003: 307).

Incili Cavus’u ayirt eden temel unsur, mizahinin saray ve
iktidar ¢evresine yakinligidir. Nasreddin Hoca halk bilgeligi ve
ters mantikla, Bektasi tipi serbest ve sorgulayici tavirla, Bekri
Mustafa sehir mizah1 ve rindlikle belirginlesirken Incili Cavus
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padisah, saray erkani, elci, musahiplik ve biirokrasi ¢evresinde
one ¢ikar.

2.3. Sozlii Kiiltiir Belleginde Mizahi Tipin Kahcihg:

Incili Cavus anlatilarinin kalicihigi, anlatilarm komik
olusuyla tek basina acgiklanamaz. Sozlii kiiltiirde bir mizahi tipin
yasamasl, onun tekrar edilebilir, hatirlanabilir ve farkli
baglamlarda yeniden islevlendirilebilir olmasma baghdir. Incili
Cavus fikralar1 ¢cogu zaman kisa bir olay, belirgin bir gerilim ve
bu gerilimi ¢6zen beklenmedik bir s6z tizerine kurulur; boylece
anlati, hafizada taginabilen bir niikte ¢ekirdegine doniisiir.

Halbwachs’in kolektif hafiza yaklagimi, bu kalicilig
sosyal cerceve i¢inde diisiinmeye imkan verir. Halbwachs,
“hatiralarimiz genellikle kolektif olarak kalir” derken bireysel
hatirlamanin dahi baskalari, gruplar ve ortak bakis agilariyla ic
ice isledigini vurgular (Halbwachs, 2017: 10). Ona gore
gecmisin yeniden hatirlanabilmesi, hatirlayan 6znenin bir grupla
iliski kurabilmesi ve o grubun kavramlarina bagvurabilmesiyle
yakindan ilgilidir (Halbwachs, 2017: 13). Incili Cavus
fikralariin bellekte yasamasi da tekil nuktelerin topluluk iginde
yeniden anlatilabilir ve paylasilabilir olusundan ayn
diistintilemez.

Ong’un sozli kiltire iliskin yaklagimi da bu yapiyi
aciklamaya elveriglidir. Ong, sozli kiiltirde kelimelerin
yazidaki gibi sabit nesneler olmadigini; sézlin agizdan ¢iktigi
anda gerceklesen bir olay ve eylem niteligi tasidigini belirtir
(Ong, 2014: 46-47). Incili Cavus fikralarinda son sdziin, lakabin,
nlktenin veya tersine ¢evirmenin belirleyici hale gelmesi, s6zli
kiiltiirde kelimenin olaylastiric1 giiciiyle ilgilidir.

Assmann’in bellek, zaman ve kimlik arasindaki ayrimi
burada tamamlayict bir aciklama saglar. Ona gore bellek
bireysel, sosyal ve Kkiiltiirel diizeylerde isler; sosyal diizey
iletisimle, kiiltiirel diizey ise sembolik bicimler ve Kkiiltiirel
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kimlikle iliskilidir (Assmann, 2011: 15-16). Bu ayrmm, incili
Cavus 0rneginde figiir ile anlat1 diizeylerini birbirinden ayirmay1
gerektirir. Tekil fikralar, varyantlasarak ve farkli baglamlara
baglanarak biiyiik 6l¢iide giindelik, iletisimsel bellegin akiskan
alaninda dolasir; buna karsilik “Incili Cavus” adiyla anilan tip,
Tirk fikra geleneginin taninir ve kimlik baglayici bir figiirii
olarak kiiltiirel bellekte sabitlenir. Baska bir deyisle anlati
iletisimsel bellekte degismeye agik kalirken, figiir kiiltiirel
bellekte kalicilasir; incili Cavus’un siirekliligi de bu iki diizey
arasindaki kesintisiz gegisten dogar.

2.4. Saray, Halk ve Soziin Ara Alam

Incili Cavus anlatilarinda saray, tarihi bir dekor olmaktan
cok soziin degerini, riskini ve etkisini belirleyen alandir.
Padisah, vezir, el¢i, cavus, musahip, kad1 ve saray gorevlileri
araciligryla iktidarin farkli yiizleri belirir. Incili Cavus ne bu
alanin biitiinliyle disindaki bir halk tipi ne de iktidar icinde
erimis siradan bir saray gorevlisidir. Bu genis sahis kadrosu,
padisahtan sadrazama, biirokratlardan elgilere, aile bireylerinden
din adamlarina ve olaganiistii varliklara kadar uzanan bes ana
grup altinda baska bir c¢alismada ayrintili bi¢imde tasnif
edilmistir (Kagmaz, 2024: 37).

Beysanoglu, incili Cavus’un Dergah-1 Ali Cavusu olarak
saraya girdigini; bu cavuslarin divan gilinlerinde hizmet,
miibasirlik ve icra kuvvetlerine yardimcilik gibi gorevleri
bulundugunu aktarir (Beysanoglu, 1981: 314-315). Bu bilgiler,
anlatilardaki saray yakinhigmin yalmizca fikra geleneginin
kurgusal bir tercihi olmadigini, Incili Cavus’un tarihi kimliginin
de saray ve devlet hizmetiyle iliskilendirildigini gosterir.

Bu kurumsal arka plan, Incili Cavus’un saray icindeki
yerini yalnizca eglendirici bir figiir olarak diisiinmeyi giiclestirir.
Dergéh-1 ali tabiri Osmanlilarda padisah saraymi, ozellikle
Istanbul’'un fethinden sonra ise sarayla birlikte hiikiimet
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merkezini de ¢agristiran bir kullanim kazanmis; padisaha bagl
gorevliler ve dergdh-1 ali ¢avuslar1 da bu adlandirma iginde yer
almistir (Ozcan, 1994: 174). Musahibin nedimden ayrilan yonii
de yalnizca hos vakit gecirme isleviyle smnirli kalmayip daha
resmi bir mahiyet tasimasi ve devlet islerinde goriisiine
basvurulabilmesidir (Ipsirli, 2020: 230). Bu bakimdan incili
Cavus’un anlatilardaki konumu genel bir saray soytarisi kalibina
indirgenemez; o, devlet hizmeti ve diplomasiyle iligkili bir
kisilik olarak belirir, fakat bu yakinligin ac¢tig1 sinirli s6z alanmi
mizah yoluyla esnetir.

Fikralardaki Incili Cavus yalnizca resmi gérev kimligiyle
aciklanamaz. Onu anlati tipi haline getiren sey saray cevresinde
bulunmasi degil, bu cevrede s6z sdyleme bicimidir. Padisah
huzurundaki niikte kimi zaman hiddeti yatistirir, kimi zaman
gosterisi bosa ¢ikarir, kimi zaman da otoritenin zaafini sezdirir.

3. MiZAH, GULDURU VE ELESTIRI
3.1. Hazircevaplik ve Zeka Gosterisi

Incili Cavus anlatilarinda hazircevaphik, hizli cevap
vermekten ibaret degildir; sosyal durumu sezme, otoritenin
siirlarmi fark etme ve s6zii bu sinirlara gore bigimlendirme
becerisidir. Dilsel ¢eviklik, burada sosyal zekayla birlikte ¢aligir.

Avusturya elgisi  ve  murassa nalin  anlatisi,
hazircevapligin sézle ve sembolik diizenekle birlestigi gliglii
orneklerdendir. Elgi, Istanbul’a gelirken miicevherlerini takarak
padisah1 etkilemek ister. Gosteris dogrudan asagilanmaz; Incili
Cavus, miicevherle siislenmis nalinleri abdesthaneye koydurur.
El¢i bunun anlamini sorunca verilen cevap, servet ve zenginligin
dis goriintiste degil “akil u zekada” ve insani degerlerde
aranmasi gerektigini bildirir (Tevfik, 1923: 13; Kilig, 2022: 46).
Elci tipinin gosterise ve maddi zenginlige diiskiinliigii, buna
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karsilik incili Cavus’un asil degeri zekada ve bilgelikte aramast,
bu anlati geleneginin sahis kadrosunda yinelenen bir karsitliktir
(Kagmaz, 2024: 44).

Cevap, fikranin deger diizenini tersine cevirir. Elginin
miicevherleri abdesthane nalinleriyle ayni sembolik diizleme
cekilir; gosterisin degeri diiserken akil, zeka ve insani degerler
One c¢ikar. Mizah kaba alayla degil, nesne diizenlemesiyle isler;
diplomatik nezaketi korurken elestiriyi etkili bigimde iletir.

Padisaha “bosbogaz” lakabimin yakistirildig1 anlatida da
hazircevaplik iktidar karsisinda smanir. Incili, silahdar agay1
aylya benzetir; padisah bu sozii saklamayip silahdar agaya
aktarinca Incili zarar goriir. Daha sonra padisah kendisine hangi
lakabin uygun olacagmi sorunca Incili, “Efendimiz, size de
bosbogaz lakabini korlardi” cevabini verir (Tevfik, 1923: 22;
Kilig, 2022: 64). Silahdar aganin ofkeli ve elestiriye kapali
kisiligi, bu kadronun olumsuz devlet gorevlisi tiplerinden biri
olarak baska bir calismada da betimlenmistir (Kagmaz, 2024:
42).

Cevap, padisaha yoneltilmis agik bir su¢lama degildir;
fakat onun sir saklayamama zaafin1 ele verir. Lakap, mizahin
koruyucu bigimine doniisiir: Hem giildiiriir hem de otorite
karsisinda sOylenmesi gii¢ olan s6zii tasir.

3.2. Tersine Cevirme ve Hiyerarsinin Askiya
Alnmasi

Incili Cavus fikralarinda mizahin giiclii
mekanizmalarindan biri tersine cevirmedir. Tersine c¢evirme,
anlatidaki beklenen giic iliskisini gegici olarak bozar: Ustte olan
altta, bilen bilmeyen, hile kuran hileye diisen haline gelebilir.
Bahtin’in karnaval kavrami burada dogrudan tarihsel karnaval
baglami i¢in degil, mizahin hiyerarsiyi gegici olarak yerinden
oynatan mantiZin1 agiklamak i¢in karsilagtirmali bir zemin
sunar.
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Bahtin’e gore karnaval, egemen hakikat ve kurulu
diizenden gegici bir Ozgiirlesmeyi kutlar; hiyerarsik riitbeler,
ayricaliklar, normlar ve yasaklar bu alanda askiya alinir (Bahtin,
2005: 36). Ayni baglamda karnaval dilinin “tersyiiz” olma
mantigina dayandigim1 ve ikinci hayati bir “tersyliz olmus
diinya” olarak kurdugunu belirtir (Bahtin, 2005: 37). Incili
Cavus fikralarindaki tersine ¢evirme, bu mantikla ayni degil ona
benzer bir iglemdir ve aradaki fark yalnizca ol¢ek degil, tiir
farkidir. Karnaval, biitiin bir toplulugun katildigi, hiyerarsiyi
meydanda ve toplu halde askiya alan bir senlik bigimidir;
Incili’nin niiktesi ise en hiyerarsik mekanda, padisah huzurunda,
tek bir kiginin agzinda beliren ve glilme bittiginde diizeni oldugu
gibi yerinde birakan anlik ve simirli bir tersine cevirmedir.
Karnaval hiyerarsiyi topluca askiya alirken Incili Cavus,
hiyerarsinin i¢cinde a¢ilmis dar bir s6z alanini esnetmekle yetinir.

Imam ve elli degnek anlatisi, bu mekanizmanin basarili
orneklerindendir. Incili Cavus, padisaha kendisinin yerini
tutabilecek bir mizah ehli bulmak iizere yola ¢ikar ve bir kdy
imamminm  hazircevaphgimi  fark eder. Imamu Istanbul’a
gotiiriirken onun padisahtan alacagi ihsani yar1 yariya paylasmak
lizere anlasir. Fakat imam 6diil olarak para degil, “elli degnek”
ister. Degneklerin yirmi besi vurulduktan sonra “Efendim,
ortagim var. Yarisinin da ona vurulmasi icab eder” der (Tevfik,
1923: 21; Kilig, 2022: 62).

Bu son sdz, anlatidaki gii¢ dengesini tersine ¢evirir. Incili
baslangicta imami sinayan ve onun {izerinden kazang saglamay1
planlayan kisidir; imam ise goriiniiste daha zayiftir. Finalde
imam, “ortaklik” kavramini para veya ihsan paylasimindan ceza
paylagimina tasir. Anlagsmanin mantig1 bozulmaz; tersine, asir
tutarl1 bigimde uygulanarak Incili’nin aleyhine doner.

Fikra, Incili Cavus’u tek boyutlu bir istiinliik figiirii
olmaktan ¢ikarir. Sozli kiiltiir onu yalnizca baskalarina karsi
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daima istlin gelen bir kahraman olarak degil, kendisi de alt
edilebilen hareketli bir mizah tipi olarak saklar.

3.3. ima, Kinaye ve Dolayh Elestiri

Incili Cavus anlatilarinda mizah, dogrudan sdylenmesi
glic olan sozii ima, kinaye ve dolaylilikla sdylenebilir héle
getirir. Elestiri ¢ogu zaman ag¢ik suglama bi¢iminde degil,
masum goriinen cevap, beklenmedik benzetme, yanlis anlamaya
acik s6z oyunu veya abartili nezaket climlesi i¢inde belirir. Bu
teknikler, Scott’in iktidar karsisinda gelistirilmis kilik degistirme
yollar1 olarak siraladigi 6rtmece, dolayli sdyleyis ve simgesel
anlati repertuvariyla Ortiislir; Scott bu yollari, anonimlik ve
ortmeceden baslayip halk anlatisi, simgesel tersine ¢evirme ve
karnaval gibi tersyiiz torenlerine uzanan bir 06lgek icinde
degerlendirir (Scott, 1990: 138).

“Bedava geginen ii¢ kisi” anlatisi, Incili Cavus’un kendi
toplumsal konumunu mizah yoluyla kavradigin1 gosterir.
Padisah, Sarayburnu agiklarinda akintiya karsi kiirek ¢eken bir
kayikeiy1 goriince gecim meselesi iizerine diisiiniir. Incili Cavus
bu gozlem lizerine “Diinyadda bedava gecinen ii¢ kisi vardir”
cevabini verir (Tevfik, 1923: 23; Kilig, 2022: 66). Cevap bir
yandan padisah1 giildiiren bir niikte baglatir, diger yandan
sarayda mizahgmin konumuna dair elestirel bir 6z-biling Uretir.

Bu fikrada giilme, emegin gorlniirligi ile saray
hayatinin ayricaligi arasindaki gerilimden dogar. Kayike¢l
akinttya karst bedeniyle miicadele eder; Incili ise padisahi
eglendirme ve hiddetini yatistirma becerisiyle gecinir. Incili’nin
kendi konumunu da mizahin nesnesi yapmasi, anlatinin elestirel
etkisini artirir.

Dolayli elestirinin daha belirgin bi¢imi, tliccarbast ve
padisahin hiddeti anlatisinda goriiliir. Padisah, tiiccarbasinin
idammi emreder. Incili Cavus padisaha dogrudan “affet” demez;
ofke dilini yanls anlamig gibi yaparak onu giiliing bir diizleme
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ceker. Padisahin sert buyrugu karsisinda “Sahanlarin kapagini
aclp da mu sokaymm, yoksa kapagiyla m1?” sorusunu yoneltir
(Tevfik, 1923: 40; Kilig, 2022: 100).

Yiizeyde kaba bir niikte gibi duran bu sdz, padisah
ofkesinin ¢dziilmesini saglar. Incili, iktidar kararinin hukuki
tartismasma girmez; onun duygusal zeminini degistirir. Ofke
stirdiigii siirece idam emri yiiriirliiktedir; giilme ortaya ¢iktiginda
af ithtimali dogar.

4. SARAY, OTORITE VE SOZ
4.1. Padisah Huzurunda Soziin Riski

Incili Cavus fikralarinda padisah huzuru, sdziin en riskli
oldugu anlat1 alanidir. Padigah yalnizca dinleyici degildir; s6ziin
sonucunu belirleyebilecek en yiiksek otorite konumundadir. Bu
ylizden padisah karsisinda sdylenen niikte, ceza, ihsan, af veya
hiddet gibi sonuglar dogurabilecek yiiksek riskli bir s6z eylemi
haline gelir.

Scott’in acik metin (public transcript) ve oOrtiikk metin
(hidden transcript) ayrimi bu baglamda bilhassa agiklayicidir.
Scott’a gore iktidar iligkilerinde acik etkilesim ¢ogu zaman
yalnizca goriinen ylizdiir; dogrudan sdylenemeyenler ise
sOylenti, dedikodu, saka, sarki ve halk anlatis1 gibi ¢ifte anlamli
ve kimligi gizleyen bigimlerde herkesin go6zii 6niinde dolagima
girer (Scott, 1990: xii-xiii, 4-5). Scott bu noktada dogrudan
trickster anlatilarmi 6rnek verir ve halk anlatisinda 6rtiik metnin
kismen arindirilmis, muglak ve kodlanmis bir bi¢ciminin daima
mevcut oldugunu belirtir (Scott, 1990: 19). Incili Cavus tam da
bu tarife uyan bir figiirdiir: agik siyasal isyan liretmez, iktidarin
zaaflarin1 padisahin huzurunda bile sdylenebilir kilan kodlanmis
ve ¢ifte anlamli bir dil kurar.
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“Bosbogaz” anlatisi, bu riskin ve s6z ustaliginin belirgin
orneklerindendir. Incili, padisah1 acik¢a suclamadan onun
zaafim lakap araciligiyla sezdirir. Mizah, Scott’in agik sdylem
ile ortiik elestiri arasinda kurdugu gerilimi hatirlatir: Padisah
huzurunda dogrudan sdylenemeyecek elestiri, niikte formuna
sokularak kabul edilebilir hale gelir.

Tiiccarbag1 anlatisinda ise padisahin hiddeti mizah
yoluyla askiya alinir. Bu sahne Bergson’un giilme kuramiyla da
okunabilir: padisahin hiddeti, anin gerektirdigi esnekligi yitirmis
bir tiir katiliktir; Bergson’a gore giiliing olan tam da bu katiliktir
ve glilme, ona verilmis bir diizeltmedir (Bergson, 2011: 16).
Incili’nin niiktesi 6fkenin bu katihigmi ¢dzer; giilme burada,
Bergson’un deyisiyle katilig1 esneklige ceviren bir toplumsal
jest olarak is goriir (Bergson, 2011: 58). Incili, iktidar kararina
dogrudan kars1 ¢ikmaz; Ofkenin dilini komik hale getirerek
kararin duygusal zeminini degistirir. Boylece padisah buyrugu
hukuken tartigilmadan, buyrugun siddeti giilmeyle zayiflatilir.

4.2. Saraym Icinden Halkin Sé6ziinii Séylemek

Incili Cavus anlatilarinda halk sagduyusu cogu kez saray
cevresinde dile gelir. Incili sarayin igindedir; padisaha yakindir,
protokolii bilir ve devlet erkaniyla iliski kurar. Yine de
fikralarda onun s6zii cogu zaman sarayin resmi degerlerini degil,
halkin pratik aklini tasir.

Murassa nalin anlatis;, bu ara konumun sembolik
bakimdan en acik érneklerindendir. Incili Cavus sarayin itibarmi
korur; ancak bunu kaba bir {istlinliik gosterisiyle degil, gosterise
kars1 halk sagduyusunu temsil eden bir deger Olciisiiyle yapar.
Miicevherin abdesthane nalinine aktarilmasi, dis zenginligin
sembolik degerini diisiliriir. Halk anlati bellegi acgisindan asil
istiinliik siis ve servette degil, akil, zeka ve insani degerlerdedir.

“Bedava gec¢inen li¢ kisi” anlatisinda sarayin i¢inden
konusan sdz, sarayin rahathigimi biitiiniiyle gizlemez. Incili,
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kendi yerini de ironik bicimde aciga ¢ikarir. Bu tavir onun
mizahmi daha inandiric1 kilar; ¢iinkii  elestiri  yalnizca
baskalarma yonelmez, konusan &6znenin kendi konumunu da
kapsar.

Albayrak’in degerlendirmesinde halkin Incili Cavus’u
saray ve cevresini elestirmek i¢in uygun bir temsilci olarak
benimsedigi belirtilir (Albayrak, 2000: 277-278). Turan da incili
Cavus’un icinde bulundugu mekanda aksakliklar alaya aldigini;
padisaha hos vakit gecirme isleviyle idarenin ve cemiyetin
aksayan yoOnlerini gosterme islevini Dbirlikte yiriittiiglini
kaydeder (Turan, 2003: 309). Bu iki degerlendirme, incili
Cavus’un ara konumunu yalnizca anlati i¢i bir 6zellik olarak
degil, halkin mizahi temsil ihtiyacinin sonucu olarak da
distindiirtr.

4.3. Temsilin Smirt: Incili Cavus Her Zaman Galip
Degildir

Incili Cavus anlatilarinda halk zekdsini temsil etmek,
mutlak istiinliik anlamma gelmez. Bazi fikralarda Incili iistiin
konuma gecer; bazi anlatilarda ise bagka bir hazircevap figiir
tarafindan geride birakilir. Bu durum, fikra tipinin canliligini ve
sOzlii kiiltiirtin tek yonlii kahramanlik anlatis1 kurmadigini
gosterir.

Imam ve elli degnek anlatisinda Incili, baslangigta daha
giicli konumdadir: padisaha yakindir, imami segen ve onu
saraya gotiiren kisidir, ayrica o6diilii paylasma sartini kendisi
koyar. Finalde ise imam bu sart1 tersine cevirerek Incili’yi kendi
oyununa diisiiriir. Fikra, Incili’nin iistiinliigiinii sinirlarken halk
zekasmin ¢cogullugunu da goriiniir hale getirir.

Temsilin smir1 burada belirir. Incili Cavus halkin sdziinii
temsil eder; fakat halk zekasi onunla smirli degildir. Ayni
sagduyu imamm agzindan da konusabilir. Boylece Incili Cavus
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fikralarinda halk zekasi1 tek kiside mutlaklasmaz; farkli anlati
kisileri arasinda dolasr.

5. SOZLU KULTUR BELLEGINDE INCIiLi
CAVUS

5.1. Niikte Cekirdegi ve Hatirlama

Incili Cavus anlatilarmin sézlii kiiltiir bellegindeki
kaliciligi, fikralarin  belirli niikte c¢ekirdekleri etrafinda
orgiitlenmesiyle ilgilidir. Sozli aktarimda uzun olay Orgiisiiniin
biitiin ayrintilar1 zamanla degisebilir; buna karsilik anlatinin son
sOzii, sembolik nesnesi veya tersine ¢evirme ani ¢ogu zaman
korunur.

“Murassa nalin”, “bosbogaz” lakabi, “elli degnek”,
“pismis yumurta” ve “dolandirilmak™ gibi unsurlar bu yiizden
basit fikra ayrintilar1 degildir. Bunlar, anlatinin bellekte
tutulmasini saglayan yogunlagsma noktalaridir. Dinleyici fikranin
biitiin ayrintilarini hatirlamasa bile, bu ¢ekirdekler araciligryla
anlatiy1 yeniden kurabilir.

Burada bellek meselesi artik kuramsal diizeyde degil,
metin diizeyinde somutlasir. Incili Cavus fikralarinda adalet,
iktidar, gosteris, aldatma veya sagduyu soyut kavramlar olarak
tanimlanmaz; kisa bir olay ve vurucu bir s6z icinde sekillenir.
Bu nedenle fikralar hem kolay hatirlanir hem de farkh
baglamlara uyarlanabilir.

5.2. Halk Adaleti ve Pratik Aklin Bellegi

Pismis yumurta ve leblebi davasi, Incili Cavus
anlatilarinda halk adaletinin pratik akilla kurulusunu gosteren
giiclii orneklerden biridir. Fikrada bakkal, gecmiste yenmis
yumurtalardan ¢ikabilecek civcivleri hesap ederek haksiz bir
para talep eder. Incili Cavus bu mantig1 aym tiirden fakat daha
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carpict bir kiyasla bosa ¢ikarir: “Pigmis yumurtadan pili¢ ¢ikar
ise leblebi de mahsul verir” (Tevfik, 1923: 30; Kilig, 2022: 80).

S6z, hukuki iddianin tutarsiz yoniinii halk mantigiyla
aciga cikarr. Incili uzun bir savunma yapmaz; bakkalin
varsayimini ayni mantikla abartarak giiliinglestirir. Fikra,
mahkeme diizeninde gecen komik bir olay olmanin O6tesinde,
haksiz kazang beklentisini pratik akilla bosa ¢ikaran bir adalet
anlatisidir.

Dolandiricilik anlatis1 da soyut bir kavramin deneyim
yoluyla ogretilmesi bakimindan ayri bir 6nem tagir. Fikrada
dolandirilmanin ne oldugu teorik bicimde agiklanmaz; kisi
bizzat dolandirilarak kavramin anlamini 6grenir. Anlatida gecen
“Dolandirilmak Oyle zannettiginiz gibi dolaba koyup firil firil
cevirmek degildir” sozii, kelime anlami ile toplumsal deneyim
arasindaki farki mizah yoluyla ac¢iga ¢ikarir (Tevfik, 1923: 33;
Kilig, 2022: 86).

Her iki fikrada da Incili Cavus’un sézii, soyut ilkeyi
giindelik hayatin somut Ornegine baglar. Pismis yumurta
fikrasinda adalet, dolandiricilik fikrasinda ise kavram bilgisi
niikteyle bellege yerlesir.

5.3. Fikralardan Kiiltiirel Tipe

Incili Cavus’un kiiltiirel bellekteki yeri, yalmzca belirli
fikralarin sevilmesiyle degil, bu fikralarm Incili Cavus adm
hazircevaplik, niikte, dolayl elestiri ve iktidar karsisinda soz
ustaligiyla  6zdeslestirmesiyle  ilgilidir.  Bir  fikra  tipi
kalicilastiginda tek tek anlatilar o tipin etrafinda toplanir; tip de
yeni anlatilarin baglanabilecegi bir merkez haline gelir.

Sakaoglu’nun fikra tiplerinin dolagim1 hakkindaki tespiti
burada yol gostericidir. Bazi mahalli fikralarin zamanla daha
inlii tiplere baglanarak anlatilabilecegini belirten Sakaoglu,
fikra geleneginde tiplerin sabit ve kapali kategoriler olmadigini
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gosterir  (Sakaoglu, 1993: 502). Koz da fikra tiplerinin
karsilagtirmali bicimde incelenmesinde yazma, basma ve sozlii
kaynaklarm birlikte degerlendirilmesi gerektigini vurgular;
tamttig1 Letdif mecmuasinda Incili Cavus adma kayith dort
fikranin eski ve yeni harfli Incili Cavus kitaplarinda yer almamuis
olmasi, dolagim ve varyantlagmanin yazma malzemesi lizerinden
de izlenebilecegini gosterir (Koz, 1995: 333, 336). incili Cavus
fikralarindaki varyantlagma, farkli padisah veya farkli tarihi
baglamlara baglanma ve kimi anlatilarin bagka mizah tipleriyle
benzerlik gostermesi, bu sozli dolasim manti1 iginde
okunabilir.

Bu dolasimm bir baska yonii, Incili Cavus fikralarinin
kisa niikte kalibiyla hikdyelesme arasinda salmmasidir.
Albayrak, Siileyman Tevfik tarafindan derlenen incili Cavus
fikralarinin 6nemli bir kisminin klasik fikra kisaligini asarak
hikaye niteligine yaklastigini; bunu da anlatilarin meddah
gelenegi dogrultusunda gelismesiyle iligkilendirmenin miimkiin
oldugunu belirtir (Albayrak, 2000: 277-278). Turan da
Stileyman Tevfik derlemesindeki metinlerin biiyiik kisminin
fikra Olgiilerini asarak hikdyeye yaklastigini ve bu anlatilarin
meddah gelenegi dogrultusunda giintimiize ulastigini kaydeder
(Turan, 2003: 311).

Bu hikayelesme, niikte ¢ekirdegi fikriyle ¢elismez. Ong,
s0zIi edimlerde s6z sdylendikten sonra geriye incelenecek sabit
bir nesne kalmadigini; kelimelerin basli basina bir olay ve eylem
niteligi tasidigini belirtir (Ong, 2014: 22, 46-47). Bu agidan
meddahi genisleme, g¢ekirdegin kaybolmasi degil, icra iginde
sahnelenmesi ve ayritilanmasidir. “Bosbogaz”, “elli degnek”
ya da “pismis yumurta” gibi yogun diigiimler anlaticinin sesinde
yeni gerilimler ve sahneler kazanirken, bellekte tutulan asil odak
yine vurucu s6z ve onun dogurdugu giilmedir.
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Bu cerceve, Incili Cavus’un sozlii kiiltiir belleginde
yalnizca kisa bir niikte {ireticisi olarak degil, saray, sehir hayati,
biirokrasi ve halk sagduyusunu bir araya getiren anlati merkezi
olarak yasadigm diisiindiiriir. Incili Cavus anlatilarinda bellek,
gecmise dair bilgi biriktirmekten c¢ok toplumsal deneyimi
segme, yogunlastirma ve niikte biciminde aktarma siirecidir.
Halk, saray1 ve iktidar1 padisah, musahip ve el¢i gibi kisiler;
hiddet, ithsan, ceza ve hazircevaplik gibi sembolik iliskiler agi
icinde hatirlar. Incili Cavus bu agin merkezinde kiiltiirel tipe
doniisiir.

6. SONUC

Incili Cavus anlatilarinda mizah, giildiiriiyle sinirh
kalmaz; iktidar, toplumsal hiyerarsi, adalet beklentisi ve halk
sagduyusu etrafinda isleyen bir s6z bigimine doniigiir. Tarihi
kisiligi biitiiniiyle reddedilemeyen Incili Cavus’un asil kiiltiirel
anlami, sozlii gelenekte sekillenen fikra tipi kimliginde
belirginlesir.

Bu anlatilarda belirleyici olan, Incili Cavus’un her zaman
hakli ¢ikan ya da herkese kars1 iistiin gelen bir kahraman olusu
degildir. Onun asil islevi saray ile halk, otorite ile sagduyu,
korku ile giilme arasinda bir geg¢is alan1 kurmasidir. Murassa
nalin anlatisinda gdsteris, abdesthane nalini gibi giindelik ve
siradan bir nesneyle degersizlestirilir; “bosbogaz” anlatisinda
padisahin zaafi acik suglama yapilmadan lakapla sezdirilir;
imam ve elli degnek anlatisinda ise halk zekési Incili’nin
sahsinda mutlaklagmay1p bagka bir anlat1 kigisine gecer.

Bu yéniiyle Incili Cavus ne yalnizca sarayin eglendiricisi
ne de acik bir muhalif figiirdiir. Onun ayirt edici tarafi, anlati
diizeyinde oldugu kadar kurumsal cagrisimlari bakimindan da
saray ile halk arasinda kurdugu ara konumdur. Padisahin
huzurunda konusabilir; ancak bu konusma c¢ogu zaman halk
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sagduyusunun deger olgiilerini tagir. Iktidar1 yikmaz; iktidarin
katiligini, hiddetini, gosterisini ve yanilabilirligini giilme
yoluyla esnetir.

Sézlii kiiltiir bellegi agisindan Incili Cavus’un kalicilig,
fikralarin  yalmizca komik olmasindan kaynaklanmaz. Bu
anlatilar adalet, zeka, itidal, sagduyu ve dolayh elestiri ihtiyacini
kisa, hatirlanabilir ve yeniden anlatilabilir niikte ¢ekirdekleriyle
tasir. Boylece Incili Cavus, tarihi kisiligin sinirlarini asarak Tiirk
fikra geleneginde s6ziin iktidar karsisindaki imkanlarmni temsil
eden 0Ozel bir kulturel tip haline gelir.
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IN TURKISH FOLK POETRY THE TRUTH OF
GENRE AND FORM

Erhan CAPRAZ!

Beauty is not the result of chance; it is the state in
which Allah’s command ““Be”” meets art.

Temel Yesilyurt

1. INTRODUCTION

One of the most fundamental problems that remains valid
today in the tradition of Toreli Turkish folk poetry is undoubtedly
the question of “genre” and “form.” The fact that the issue has not
been viewed within the circle of the “field of truth” has caused it
to persist until the present. Therefore, the matter must be resolved
from the Toreli direction, oriented toward its direct truth. In this
context, the present article examines the problem of genre and
form in Turkish folk poetry, which extends to the present day,
from a perspective wholly directed toward truth. First, the article
will briefly present the essence of the debates concerning the
problem of genre and form; then, on the basis of this essence that
has in fact been reached, it will attempt to illuminate the
dimension of the issue oriented toward the Truth and truth,
especially through “turkd” and “mani.”

Today, from the derivative perspective, there is a
considerable literature on the problem of genre and form in

1 Dog. Dr., Bolu Abant Izzet Baysal University, Faculty of Arts and Sciences,
ORCID: 0000-0001-8705-4981.
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Turkish folk poetry.? Therefore, it is rather difficult to dwell on
each of these works separately in this article. Yet the essence of
the problem concentrates on the nature of genre and form, that is,
on what they are. In this context, the widely accepted view is that
genre is determined according to the subject of the poem, while
form is determined according to the formal characteristics of its
external appearance. However, there are also scholars such as
Hikmet Dizdaroglu (1969) who foreground “tradition” directly
and argue that form does not exist and that genre is the
determining element. Thus, it is considerably useful for the
subject to examine such debates somewhat more closely.

As is known, the first substantial study on the problem of
genre and form belongs to A. Talat Onay (1996). After
emphasizing the importance of forms and types in poetry studies,
Onay also demonstrates, in our view, the most important point:
that “teganni” (melody) must never be disregarded. Yet Onay
(1996, p. 3) goes somewhat further and adds “teganni” to the
definition of genre alongside “subject,” since the formal features
of poetry are already present and established in tradition. The
fundamental point that must never be overlooked here is that
Onay grew into this poetic tradition toward the end of the
nineteenth century, when Toreli Turkish folk poetry was at its
height. Indeed, Hikmet Ilaydin’s (1997) views, which recognize
this point, are almost in agreement with him. At this point, it is
also useful for the issue to state a matter overlooked in research.
There are no genre names in Hikmet ilaydin’s classification, for
he explicitly states his view by saying, “In Folk Literature, genre
names have also been used as names of form” (1997, p. 93).2
Hikmet Dizdaroglu (1969, p. 50) also bases his departure

2 Foran evaluation within the context of the relevant literature and for a new proposal
concerning the question of genre and form, see Ugurlu (2013, pp. 161-182).

3 llaydin’s view on genre is as follows: “The genres of folk literature are
distinguished not so much by verse forms as by their subjects, or by the manner in
which these subjects are treated, and also by their melodies” (1997, p. 93).
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concerning genre directly on this observation by Ilaydin. He even
takes his ideas on type (the Mani and Kosma types) directly from
[laydin. Considering that {laydin wrote a general work on verse
titled “Verse in Turkish Literature,” his ideas appear to be largely
tied to “form,” and especially to the evaluation of Folk Literature
verse according to the verse forms of Divan literature. Therefore,
it is a serious mistake to regard and present ilaydm as Onay’s
controller or overseer. Ilaydin’s (1997, p. 93) statement in his
work that “those in Folk Literature belong to the Turks” is quite
valuable, because it gives us the main basis of a point that also
contains the context of genre.

Pertev Naili Boratav (1982, pp. 156-157) brings into play,
alongside “content” in determining genre, very important
elements such as “condition,” “style,” and “function,” which are
decisive for the “context” of the poem. However, Boratav entirely
departs from Onay by asserting that “melody” determines form,
thereby causing a deep rupture among researchers. While Boratav
criticizes both Dizdaroglu and Ismail Habib Seviik in his article
(1982, pp. 154-156), it is, of course, impossible for us to accept a
positivist classification of genre and form that excludes tradition
and relies only on phenomena, because it is not grounded in truth;
for traditions are the clear indicators on the horizontal plane of
every reality that reaches directly to Almighty God on the vertical
plane. Indeed, Thsan Ozanoglu (1940, pp. 5-6), one of the late
artists of the tradition, states in the “Preface” to his work “Asik
Literature,” prepared directly on tradition, that in order to have a
voice in this literature, scientific knowledge and being a literary
scholar are not sufficient; rather, there is a need to examine “life,
culture, art, customs and Aasiks; their creation, recitation and
sessions, and the natural state and rhythm of saz gatherings,” and
to render judgment through transmission rather than merely
through investigation. Therefore, it is essential to state from the
outset that all judgments put forward scientifically by researchers
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who have not placed tradition (context) at the forefront are, in this
respect, superfluous. Since the issue has not been viewed from the
Toreli literary circle wholly bound to tradition, a “problem of
genre and form” extending to the present has been inherited by
us.

The last scholar to enter the debates on the problem of
genre and form, essentially through the ideas of Onay, Ilaydmn,
and Dizdaroglu, is M. Ocal Oguz. Oguz’s classification of genre
and form contains a major contradiction within itself (Acga, 2014,
p. 240). This is because in the classification mani, kosma, and
destan are both “verse forms” and “verse genres.” Therefore, it is
impossible for something to be two things at the same time; this
is contrary to the nature of things. As Mehmet Aca (2014, p. 240)
also reports, the fact that Oguz’s classification does not take into
account Boratav’s observations concerning “context” is a major
deficiency.

Frankly, it is possible to overcome the confusion
experienced in the field regarding the problem of genre and form
even solely through the genre of “varsagi.” Therefore, it is again
highly useful for our subject to dwell here on the varsagi genre.

Agah Sirr1 Levend (1968), in his article titled “Folk and
Sufi Folk Literature,” particularly emphasizes “melody” while
presenting the change in tradition in the second half of the
nineteenth century, stating: “What changed is the name of the
instrument in the poet’s hand and the form he used: the ‘kopuz’
played by the first ozans later took the names ‘karaduizen, bozuk,
¢okiir, tanbura, baglama, cura’; and instead of ‘ezgi, deyis, tiirkii,
tiirkmani, kayabasi, varsagi,” ‘kosma, destan, semai, tiirkii, divan,
kalenderi, yildiz’ gained currency” (1968, p. 177). Levend’s use
of “ezgi, deyis, tirkii, tlirkmani, kayabagi, varsagi” in
correspondence with “karadlizen, bozuk, c¢okir, tanbura,
baglama, cura,” and his use of the latter group of terms—*“kosma,
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destan, semai, tiirkii, divan, kalenderi, yildiz’—especially to
make the change explicit, is by no means accidental. * This
situation clearly shows us that the main determining element of
the genre-based change that began in tradition first with the kopuz
is “melody.” Indeed, all researchers who have discussed the
varsagl genre agree that the essential element determining the
genre is “melody.” In this context, Hikmet Dizdaroglu’s (1968,
pp. 212-213) following views, which also include varsagi and
present “The Concept of Genre and the Birth of Genres in Folk
Poetry,” are highly important, and the fact that these views have
not been taken seriously until now is a major deficiency:

“In folk poetry, there are no verse forms bound by definite
rules. The forms seen in Divan poetry, each of which has
a separate order, are not applicable to folk poetry. In folk
poetry there are not verse forms but genres. ‘In folk

4 Levend’s following observations on Turkish folk poetry, which are again largely
connected with “melody,” clearly reveal the confusion surrounding the question of
genre and form in the field: “Very few of the old folklore products have survived
to the present day. What has primarily disappeared are the works of the earliest
minstrel-poets. The first varsagis, kayabasis and deyises, which these minstrel-
poets performed with their kopuzes after they had begun to acquire individual
identities and through which they expressed their personal and social emotions,
have not reached us; they were forgotten because they were not sufficiently valued.
Later examples, however, are found only in private miscellanies. Divan poets and
biographers, who had lost their national consciousness within the framework of the
ummah mentality and who believed that there could be no literature for the common
people, did not regard those who wrote for the people as poets; by belittling and
despising their works, they contributed to this outcome. We encounter the works of
minstrel-poets only from around the sixteenth century onward” (1968, p. 179). In
other words, largely as a consequence of the negative attitudes of divan poets, the
works of minstrel-poets did not survive. More importantly for the present
discussion, unlike the works of divan poets, those products that could have provided
us with a substantial understanding of “genre” have not come down to us.
Therefore, the basis of the problem concerning genre and form within the context
of tradition is naturally rooted in this situation. Unfortunately, the most decisive
issue is that almost all folklore researchers have attempted, whether consciously or
unconsciously, to resolve the matter according to the genre and form conventions
of divan poetry. Yet even within the field of divan poetry itself, the question of
genre and form has still not been fully resolved (Sakar, 2017, pp. 545-546). As in
folk poetry, the principal determining factor in divan poetry is that “melody” has
not been given primary consideration.
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literature, genres have also been used as names of form.
Yet the number of verse forms in this literature is very
small, and many genres have been expressed within the
same verse form with minor differences.’

Pieces bearing the headings kosma, semai, destan, and
tirkd in conks should not be assumed to be verse forms
whose boundaries are precisely determined, whose
meanings are fixed, and whose structures are established.
In Divan poetry, verse forms such as ghazal, mesnevi,
rubai, and miistezat are bound to unchanging rules, and the
Divan poet is obliged to follow these rules. In folk poetry,
however, no such situation is encountered. What matters
for saz poets is not to utter poems in conformity with a
model, but to express their feelings without being bound
by any rule, within the atmosphere required by
improvisation. Pieces named kosma, destan, tiirkii,
tirkmani, and varsagi in conks do not always have the
same structure and form. For example, it is seen that a
piece in seven syllables may be called a kogma, while a
piece in eight syllables may be called a turkd. If the reason
why folk poems are named is not known, this phenomenon
may mislead one. In fact, however, there is no misleading
situation.”

Dizdaroglu’s statement quoted above—*In folk literature,

genres have also been used as names of form”—in fact resolves
the matter completely. Dizdaroglu’s emphasis on the verse forms
of Divan poetry in relation to the issue also largely confirms the
views expressed toward the end of the third footnote in this
article. Moreover, Dizdaroglu’s emphasis above on conks
through the verse forms of folk poetry clearly indicates that, in
resolving the issue, we must take conks into account, that is, the

living condition within tradition itself.

The following observations that Dizdaroglu makes

through Ismail Habib Seviik, Pertev Naili Boratav, and Fuad
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Koprald, all of whom have highly valuable views on the issue,
make the importance of melody in the formation of genre even
more evident (1968, p. 213):

“Since what is at issue in folk poetry is not verse form but
genre, Pertev Naili Boratav rightly criticizes and finds
incorrect Ismail Habip Seviik’s treatment of genres such
as mani, tiirkii, kosma, and destan as verse forms. For in
folk poetry there is no verse form; there is genre, and
genres are distinguished from one another not by their
forms but by their melodies and modes of recitation; their
distinctions lie in their melodies. This is why poems in
different meters receive the same name. A deyis may be a
mani or a kogma according to its manner of recitation. The
fact that the lines have the same number of syllables does
not prevent them from receiving different names
according to their recitation.

As Fuat Koprull states, “The difference among the kinds
such as mani, kosma, tiirkii, tiirkmani, varsagi, etc., of folk
poets belongs partly to their forms and more particularly
to their musical nature, that is, to their melodies. Among
these, for example, tlrki refers to pieces sung with the
special melodies of the Turks, tiirkmani to those of the
Turkmens, and varsagi to those of the Varsaks.” When this
feature is taken into account, it becomes clear that kogsma
does not necessarily have to be in eleven syllables and
varsagi does not necessarily have to be in eight syllables.
While examining the poetic products of folk literature, we
must not overlook this point.”

Indeed, the information Onay provides by placing the
varsagi genre under the heading “tiirkii according to teganni” and
stating that “They are a kind of composed kayabasi (poems sung
by imitation) sung long ago by the Varsak tribe living around
Tarsus. Varsagis are rarely in eleven syllables and most often in
eight. Their form is like that of kogma or tiirkii. Their most evident
feature is that they are sung with a melody and in a harsh
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mountain dialect. The varsagis of the famous saz poet
Karacaoglan are well known” (Onay, 1996, p. 63) clearly
confirms this point. On the other hand, Aca’s remarks, based on
Stikrii El¢in’s publication of poems attributed to the first
Karac’oglan, who lived in the sixteenth century—*“on the other
hand, the ‘varsagis’ recorded under the name of Rumelian [?]
Karacaoglan in newly discovered conks change the known
definitions of varsagi and show that this genre has different
examples in terms of subject and melody” (2014, pp. 267-268)—
also clearly reveal that even the accepted views concerning
“subject”® and “melody” tied to genre in the context of living
tradition may change at any moment.

After the melody-based reality of genre in tradition has
been clearly revealed, the question “Then, are there no verse
forms in Turkish folk poetry?” may again come to mind. After all
the information quoted above, this question can readily be
answered with Dizdaroglu’s phrase already emphasized at the
beginning: “In folk poetry, there are not verse forms but genres.
In folk literature, genres have also been used as names of form”
(1968, p. 212). According to this situation arising directly from
tradition, it may be more reasonable in future classifications in

5 As many researchers have noted, although not to the same extent as melody,
“subject matter” or content also plays an important role in the emergence of genre.
In this context, the following information presented by Levend under the title “Folk
Poetry and Its Characteristics” is highly valuable in terms of expressing the
thematic distinctions among genres: “Manis are didactic, destans are epic, and the
others are lyrical. Kogmas are the most appealing of all, since they contain delicate
inner emotions such as love, sorrow, separation, and longing for the homeland, and
since they bear an individual character” (1968, p. 179). Nevertheless, as Ali Canip
states, “The poems belonging to Asik literature, such as varsags, kosmas, and
tirkds, are very close to one another in terms of form. The feature that distinguishes
them is their melodies. This is because the works of this literature were created to
be sung. The lyrics cannot be separated from the melody, nor can the melody be
separated from the lyrics. For instance, a varsagi can be distinguished from a kosma
or a tiirk{i primarily by its melody” (Dizdaroglu, 1968, p. 244). Indeed, directly in
relation to this situation, “the word varsagt was used synonymously with the word
tiirkd in earlier sources” (Dizdaroglu, 1968, p. 245).
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the field to speak of a “type,” rather than “form,” on the basis of
Dizdaroglu’s following observations (1968, p. 216):

“In folk poetry, there are actually two genres as types:
mani and kosma. The other genres (tiirkii, semai, destan,
varsagl, ilahi, nefes, etc.) are derivatives of these two
types. Even if the syllable number of a deyis in the mani
or kogma type remains the same, genres receive different
names as the melody changes. In some genres, the number
of lines in a stanza decreases to three or exceeds four. But
this situation does not undermine the principle that Turkish
folk poetry is composed of quatrains. For such decreases
or increases are related to the different application of the
same genre. The basic element is still the quatrain. Forms
based on tercets or composed of quintets are few in
number and do not abolish the principle of the quatrain.”

In this case, however, we encounter the issue—frequently
raised by some researchers—of calling genre names “verse
forms,” and this in fact constitutes the basis of the “problem of
genre and form” that has continued from the very beginning.
Among the folk poems compiled from cénks and manuscripts by
Kilisli Muallim Rifat Bilge (2026, p. 214), the following poem is
presented under the heading “turki”:

“Today | saw my beloved

She sighs and cries out

My heart burned and flared up
My eyes wept blood

| took the pen in my hand

To write a letter to the beloved
The pen bured and flared up
My inkwell wept blood
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I set up the gathering and sat

| offered wine to my beloved

The gathering burned and flared up
The goblet too wept blood

| entered the beloved’s garden
| plucked the rosebuds
The roses burned and flared up

Its thorn wept blood

| took my saz in hand
To ask the beloved of her state
The strings burned and flared up

My plectrum wept blood

| took the beloved beside me
To ask after her heart

Her tresses burned and flared up
Her lips wept blood”

Kilisli, in a manner truly rare in tradition, comments on
this tlrkd by saying, “It was made in a special form. This means
that it is possible to invent various forms in syllabic meter and
enrich it like aruz,” thereby clearly showing researchers that the
“types” they accept as bearing specificity, such as méani and
kosma, may also possess an internal specificity within tradition.
As we will also state shortly when discussing “asik sessions,” in
tradition there is a “variety in form and teganni” (Ozanoglu, 1940,
p. 22) that takes shape entirely according to “context.” In this
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case, as is clearly understood from the example above, “turk(”
appears before us as a third type, which may cause the matter to
become even more complex. Of course, a strong tendency toward
type related to context is valid for all genres in tradition. Yet for
researchers to define these as “types” in addition to “genres” does
not, for now, accord with the requirements of tradition. Therefore,
as in tradition, all definitions must be made solely in relation to
“genre.”

As is clearly understood from all the explanations above,
genre in tradition is formed entirely in relation to melody. As a
sharp, brief, and clear example of this situation in tradition, one
may also cite the aruz-based genres in Turkish folk poetry, where
a very strong interaction with Divan poetry is seen in formal
terms. ® For the formation of these genres is also entirely
dependent on the “melody” (makam) that develops during the
performance process of artists (Kopriili, 1999, p. 353).7 In this
context, there are countless benefits for the subject in dwelling on
“asik sessions,” the fundamental performance environment in
which the tradition was formed and developed.

As is known, Aasik sessions constitute the most
fundamental performance ground (context) of tradition. As
Kastamonulu Ishak-zdde Hasan Fevzi (2025) demonstrates
through examples in “Fusdl-1 Asikan,” the “makam” and
“melody” of the products performed in sessions are essential.
Therefore, there is no emphasis on form in the order of the

6 In conks, and therefore within the tradition itself, genres composed in aruz metre
display a more distinct appearance than those composed in syllabic metre. While
this situation demonstrates the extent to which interaction with divan poetry played
a major role in the question of genre and form, it also clearly indicates that the
tradition itself, as reflected through conks, is directly decisive in identifying and
diagnosing this issue in Turkish folk poetry.

In the asik tradition, the fact that the artistic process of becoming an asik is based
on beginning performance with the saz upon awakening after drinking the bade in
adream clearly reveals the dominant role of melody, namely makam or asik havasi,
in the initiation of artistic practice.
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session. Indeed, Thsan Ozanoglu (1940, pp. 22-28) again sets forth
in tradition “twelve main forms” corresponding to the “twelve
signs,” composed of taksim, pisrev, divan, semai, kalenderi,
miistezat, medhiye, satrang, kosma, semai, mani, and destan. This
situation clearly confirms the reality that what exists in folk
poetry is not verse forms but verse genres, and that verse genres
are at the same time names of verse form. Therefore, while
tradition itself is in this condition, it is difficult to understand why
researchers attempt to invent a verse form.

It must never be forgotten that these also have genre-
specific formal characteristics in tradition. In this context, the
“variety in form and teganni” encountered in sessions is also a
feature entirely related to “context,” and through these it has been
accepted that the interest and attention of the listener are kept
constantly alive (Ozanoglu, 1940, p. 22). In short, in determining
genre in relation to “context,” we must take asik sessions into
account as the performance ground of tradition; and in settings
where asik sessions are no longer valid, as is the case today, we
must take into account the determinations and definitions of genre
in conks and miscellanies, which are the remnants of those
sessions.

Of course, this melody may emerge in connection with a
musical instrument such as the kopuz, saz, or cura, which we may
describe as “external harmony”; yet the elements of “internal
harmony” in poetry may be provided through quatrain, number of
quatrains (volume), meter (syllabic, aruz), and rhyme. Therefore,
regarding these internal harmony elements merely as belonging
to the form of the poem is a serious misconception. Indeed,
Kopraliu expresses this situation as follows in relation to the
“melodic specificity” of the kogsma genre (2012, p. 322):

“This form, known among the Anatolian Turks as
kosma, is distinguished, like all other folk literature
forms, by the specificity of its original melody.
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Nevertheless, after the rules of the literature of saz poets
called asiks were sufficiently established in the
seventeenth and eighteenth centuries, this name was
specifically given to poems composed of different
stanzas of four lines in eleven syllables, whose fourth
lines rhyme. The difference between this kosma form
and forms such as tiirkii, tiirkmani, and varsagi, which
are almost identical in form and nature, rested especially
on melodic specificities.”

Kopriilii’s explanation above concerning “kosma” states
that, in addition to the genre’s “melodic specificity” (external
harmony), it also gains a feature oriented toward melody through
syllable, quatrain, and rhyme—*“specifically poems composed of
different stanzas of four lines in eleven syllables, whose fourth
lines rhyme” (internal harmony). Indeed, he expresses this point
clearly in another work when he says, “in the asik style, kogma is
an independent and very commonly used kind; it has a separate
melody and a special manner of chanting” (2012, p. 276), using
the phrase “a special manner of chanting.”

As Boratav (1982, p. 156) observes, the varsagi genre
makes it quite clear that “context” and, accordingly, the “contents,
conditions of creation, styles, and functions in the environments
in which they were created and circulated” of context-bound
products are also determining in the formation of genre. Of
course, this situation assumes a more dominant character in
genres such as Tiirkmani, Bayati, and tlirkii, which will be
discussed later in the article. Therefore, we may now proceed to
illuminate the truth of genre-form in Toreli Turkish folk poetry
through “tiirkd” and “mani.”
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2. THE TRUTH OF MELODY (TURKU)

As we also stated when discussing the tlrkus sung in Bolu
and Goynuk as a field of truth, in the Toreli literary tradition
melody may be regarded as “one of the most fundamental parts
of creation, which came into being through the command *Kun
fa-yakun’ (*‘He says “Be,” and it immediately becomes’) (Yasin,
82), which the Creator commanded for the creation of all
creatures, and through the address ‘Alastu bi-rabbikum,” with
which all spirits have been familiar and to which they have given
testimony since pre-eternity, and of which human beings are also
manifestations” (Capraz, 2023, p. 546). Of course, in the power
of the Creator, the manifestation of sound (melody) with word
(mani) is “one” and comes into being at the same moment. Yet in
its manifestation toward us as creatures, sound has a reality that
comes into being before word. Therefore, this point applies in
exactly the same way to the subject discussed in this article. In
other words, the truth of genre is constituted by the truth of sound
(melody). Furthermore, the phrase “Kun fa-yakun,” which
confirms the eternal and everlasting will of Almighty God to
create, is itself made manifest through the sound by means of a
saj‘ (rhyme) attached to the chanting of “Kun”; this also gives us
directly the truth of genre as its assumption of “a special manner
of chanting” (Kopruld, 2012, p. 276). The truth of “tlrkd” is born
precisely at this point.

In the Kubbealt1 Dictionary, the first meaning of ezgi is
“tune, lahn, melody.” The lines from Dedem Korkut given in the
dictionary as an example of this meaning—"“The melody of the
kopuz never ends / Of Inner Oghuz and Outer Oghuz”—clearly
reveal the existence among the Turks of a powerful melody
connected with the “kopuz,” and that this melody encompasses
all Oghuz Turkmen tribes from Inner Oghuz to Outer Oghuz. This
situation strongly confirms Charles Seeger’s idea concerning
melody that “[the human being] is able to maintain contact with
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the roots of his own culture on both conscious and subconscious
levels” (Ferris, 1997, p. 87). As we have stated in many of our
writings, melody, just like what Umay Gunay (1999, p. 129)
expresses for “cultural-pattern dreams,” plays a “cohesive” role
and, “through culture,” obtains a “time-binding” development
that enables human beings to communicate with those who lived
in the interval between the end of one generation and the
beginning of a new one (Ferris, 1997, p. 87). Therefore, melody
has, in every respect, a Toreli side oriented entirely toward truth.

The second meaning of ezgi in the dictionary is ““composed
poem in folk literature, folk air,” and this meaning gives us the reality
of melody on the technical ground. The sentence quoted from Fevziye
Abdullah Tansel for this meaning of the word—*“We also encounter
general names used for all these folk poems; as examples, we may say
that the terms deyis, dagi, dagiyat, and ezgi in the sense of ‘composed’
are used”—also, by a significant coincidence, sheds great light on the
issue addressed in this article. In other words, deyis (mdni, kosma,
varsagi, etc.) and ezgi are one and mean the same thing. For this
reason, the melody side internal to the form of folk poetry is also named
through terms such as “hava” and *““makam.” Thus, in tradition one
speaks of “dsik airs” or “asik makams” rather than of asik genres.

Finally, the meanings given in the dictionary for ezgi as
“in folk speech: distress, sorrow” and “course, style, tempo” are
also related to the technical reality of melody. Therefore, melody,
through its reality on the technical ground, also connects us
directly to truth.

Melody also has a gate opening directly to truth through
music. Abdiilkadir Daglar, who “contemplates” this point in his
article “Music in Tore or Tore in Music” (Daglar, 2025a) and
through “contemplation” (Daglar, 2025b), states that “there is
certainly a share of truth in some people’s seeing music as a form
of worship. It is certain that this share will carry us into the field
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of Toreli truths,” and then quite rightly asks the following
questions:

e “The command Kun! (Be!)” (Yasin / 82) — in
which note, in which register, or in which makam
was it uttered as a command?

e In which makam do the worlds, from atom to sphere
and from grain to dome, revolve; that is, in which
makam is the hidden sound in the perpetual rotation
of the worlds? What is the makam of the turning of
cells; what is the makam of the turning of each
celestial sphere from Earth to Throne?

e In which makam did the address “Alastu bi-
Rabbikum? (Am | not your Lord?)” (A‘raf / 172)
speak to the spirits? In response to this question, in
which makam was the word “Bala! Shahidna! (Yes!
We have witnessed!)” (A‘raf / 172), uttered by all
spirits—perhaps in chorus?

e Inwhich makam did Gabriel—peace be upon him—
bring down and convey which verse to our master
the Messenger of Allah—peace and blessings be
upon him? Or what was the makam of the first five
verses beginning with “Igra’ b’ismi Rabbika alladhi
khalag! (Read in the name of your Lord who created
you!)” (Alaq / 1)? In which makam were Gabriel
and the Messenger of Allah reciting the Qur’an to
one another?

e In which makam did David—peace be upon him—
voice the verses of the Psalms or his psalms/hymns;
in which makam did he supplicate with the birds at
dawn?

e In which makam did the first “Allahu akbar” of the
first adhan of Bilal al-Habashi—may Allah be
pleased with him—call the believers to the mosque?

e In which makam is stillness or silence?
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Undoubtedly, these questions not only give the truth of
melody that we are attempting to set forth, but also open for us a
gate which, in tradition, is named asik airs or asik makams and
which, in fact, directly through the syllables of the musical notes,
“suggests Toreli and eternal truths to its addressees.” The
information Daglar obtained and transmitted concerning the notes
do-re-mi-fa-sol-la-si-do and his comments on this information are
as follows:

“DO « [Dominus] = “Absolute Creator / God / Allah”...
RE < [Rerum] = “Earth / Material Being™...
MI < [Mireculum] = “Miracle”...

FA < [Familias Planetarium] = “Family of Planets / Solar
System”...

SOL & [Solis] = “Sun”...

LA & [Lactea Via] = “Milky Way / Void / Space™...

S| & [Siderae] = “Skies / Celestial Spheres”...

DO « [Dominus] = “Absolute Creator / God / Allah™...

Let us try to interpret, in several points, what these
notes proclaimed to human beings within the eternal-pre-
eternal circle of Tore:

1. Allah, al-Khaliq, created the earth, the heavens,
the Milky Way / void, the solar system, the world of
planets—in other words, everything—as the work of His
miraculous act of creating and generating...

2. Every sound comes from DO and returns to DO;
everything comes from Allah and returns to Allah: “Inna
lillahi wa inna ilayhi raji‘un. (Surely we belong to Allah,
and surely to Him we shall return.)” (Bagara / 156)...

3. “Khalaga’s-samawati wa’l-ard... (He created the
heavens and the earth...)” (Yasin / 81)... “Wa ilayhi
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turja‘un... (And to Him you shall be returned...)” (Yasin
/ 83)...

4. Musiki, or music, is an art directly related to
innate nature and creation... Musiki is the language of
being and the universe; music is the language of coming-
to-be and passing-away, that is, formation and
dissolution...”

In this context, “musiki is always Téreli; music that
chants Tore always carries its addressee to truth and
brings him to the Truth.” (Daglar, 2025a).

In the tradition of Toreli Turkish folk poetry, tirki gives
us the truth of melody. For the sole essential element that gives
life to tlrkd in tradition is its melody. Therefore, “it is clear that
tlrkus continue their existence, even solely through their melody,
within a Toreli structure directly connected to the field of truth”
(Capraz, 2023, p. 546).

Since turkl derives from the word Tiirk and belongs to the
Turk, it clearly reveals the importance of the genre’s context-
internal quality in the formation of genre. Therefore, when
approached in terms of environment and conditions, the style of
the genre is also determined entirely by Turkishness. When we
consider the function of Turkishness in the emergence of the
genre, what appears before us directly is “tore.” As we also stated
above while explaining melody, turki, as a genre, has the function
of sustaining tore. Indeed, the well-known anthropologist and
folklore functionalist William Bascom (2014, pp. 71-87) also
confirms this point by stating that one of the four basic functions
of folklore products—and in our view the most fundamental
one—is to support custom.

The fact that varsagis, which come to the fore entirely
through their melodic specificity, were used synonymously with
tiirkili in old sources (Dizdaroglu, 1968, p. 245) clearly shows that
in tradition tOrkd, again through its melodic specificity,
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constitutes the main framework of all genres. Thus, in tradition
there is a direct transition, tied to melody, from Turk to tirku and
from tlirkii to varsagi. This situation strongly confirms
Dizdaroglu’s (1968, p. 216) idea that the other genres are
derivatives of the mani and kosma types. In this way, the
formation of genres based on melody in tradition becomes fully
clear. In this case, alongside the “mani” and kosma presented by
Dizdaroglu, tiirkii appears before us as a third type. In fact, as seen
in the varsagi genre, every genre in tradition that stands out with
its own distinctive melodic specificity may also be accepted as a
“type.” At the very least, research must take into account that
every genre in tradition possesses a strong type power.

In the narrator-centered performance tradition, the most
fundamental quality of tlrki that must be considered—and that is
encountered in almost all genres of Toreli Turkish folk poetry—
is that it possesses an ‘“anonymous” character; even tirkds
(genres) with an individual character become anonymous over
time. Therefore, this dominant anonymous identity of genres
constitutes, in Fatih Karct’s (2019, p. 21) words, the genre’s
“Toreli side directed toward the pre-eternal assembly,” insofar as
“melody” aims at the inseparable transformation of the human
soul and heart (Capraz, 2023, p. 546).

3. THE TRUTH OF MEANING (MANI)

Again, in the state of truth, it is seen that the human
universe of meaning was first formed directly through Almighty
God’s address “Alastu.” This situation gained a reality within the
circle of Tore with the creation of Adam and the teaching of all
names to him (Baqgara, 31). Therefore, the Qur’an, as a guide
oriented toward truth, also shapes the human universe of
meaning. Indeed, on this point our Lord warns us in verse 13 of
Surah al-Ma’idah: “They distort the words from their proper
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places (from their divine aims and wisdom). (The Jews and
scholars of the Bel‘am type resembling them distort Qur’anic
words and concepts through false interpretation, thereby
corrupting religion and pursuing unlawful gain. Unfortunately)
they forgot to take a share from that of which they were reminded.
Except for a few among them, you will continue to see betrayal
from them (from the treacherous faction among the Jews). Yet
forgive them (in order to win them and not make them more
excessive) and overlook (their intolerant and disrespectful
attitudes). Surely Allah loves those who do good (and will protect
them).” The human being, who also gains a narrator identity in
the persons of the prophets, continually processes and enriches
this universe of meaning in accordance with Sunnatullah.
Therefore, the human being establishes a “tradition” for himself
according to this field, which we call the “field of truth” (Capraz,
2022, p. 88), directly bound to the Qur’an and Sunnatullah. All
literary genres, including mani, belong entirely to this Toreli
circle of tradition. In the méani quoted below as an example,
especially through the direct emphasis on the “Qur’an” contained
within it, we are also given the truth of the genre (méani) within
this circle of tradition:

I saw the moon

I saw the light

1 saw Halil Ibrahim

I gave thanks for my blessings

I repented for my sins

Alif Lam Mim is the beginning of the Qur’an
Praise and thanksgiving are the duty of us all
Those who praise and give thanks

Tomorrow shall be the birds of Paradise™
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According to the Kubbealti Dictionary, mani, thought to derive
from Ar. ma‘na > Pers. ma‘ni, is used in Toreli Turkish poetry for the
verse genre generally sung in the seven-syllable meter and consisting
of four lines, the third of which is unrhymed while the others rhyme. It
has also been suggested that the word derives from Tiirkmani or from
amani, the folk-speech form of Ar. eman > aman uttered in some
regions when beginning to recite a mani; we will return to this point
shortly.

The other meaning of mani (Pers. ma‘ni < Ar. ma‘na) is
“the form of the word ma‘na appearing in old poems.” For
example, it appears in a couplet by Leskofcali Galib as follows:

“The human is the one who becomes the locus of the grace of
servitude

Otherwise, in meaning one does not become human merely by
form”

Therefore, it is clear that in the Toreli literary circle mani
is in fact directly associated with meaning. Indeed, in the méni
below this point pours from the tongue of the mani itself:

““Let the mani be meaningful

Let your pocket be full of pomegranates
To whomever the mani falls

May fortune be his companion™

In this context, just as in Leskofcali Galib’s couplet, it is
clearly understood from the mani above that the essential point in
mani is that it carries a meaning for the “human” who is the
recipient of the grace of servitude; that is, it must be meaningful
and significant. What is essential not to miss in the couplet is the
emphasis on “servitude.” For only through this can the human
being become free from “form.” In fact, even this couplet reveals
the basis of genre and form, which has been turned into a
“problem” in almost all written literary traditions. What is
essential is the human being who is the recipient of the grace of
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servitude. Of course, because the modern (?) human being,
wholly bound to positivism, has today lost this meaning, he
flounders within the mire of genre and form, which he himself
has turned into a problem within the limits of reason alone. For in
tradition itself, and until the last periods when tradition was kept
alive, there was no such problem at all.

If we consider the issue again through mani, the truth of
this point is given by “Turkmani,” which appears in tradition.
Through the same meaning, Turkmani connects the Toreli Turk
to the same méni. That is, Pers. ma‘ni and Ar. ma‘na are joined
by Tiirkmani.

Finally, on the vertical plane, mani also has a meaning
derived from Ar. man‘ (to forbid, to prevent), namely mani‘, “that
which prevents a matter from being done; an obstacle.” As seen
in the following couplet by Leskofcali Galib, this is in fact an
obstacle to the intended aim.

“The obstacle to the aim is multiplicity on the path of love

Set out toward the abode of unity; the Beloved will reveal
Himself”

Of course, it is also essential to know that “Mani” is one
of the Beautiful Names of Allah, meaning “the One who prevents
what He wills and especially does not permit the realization of
desires harmful to His servants.” Therefore, mani (obstacle), as
stated in the couplet above, is overcome only by setting out
toward the gate of unity.

In the Toreli literary tradition, the obstacle (= aghyar) also
has meanings such as stranger, enemy, rival, and masiva; this
directly gives life to the obstacle between lover and beloved. In
short, this cycle of truth connected to mani takes place entirely
according to His (C.C.) prevention and meaning.
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It is seen that mani preserves in the Toreli poetic tradition
the qualities it bears or acquires through this cycle of truth. First
of all, méni is the most widespread verse genre of Toreli Turkish
poetry. Indeed, a large part of tiirkii, ninni, and agit among other
Toreli Turkish poems, and almost all products with a
predominantly poetic character such as tekerleme, lugaz, and
muamma, have been presented as derivatives of mani (Aca, 2016,
p. 244). The role of méni in the formation of these products will
be addressed shortly.

The fact that mani is called “ména” and “me’ani” in some
regions of Turkey directly reveals the genre’s cycle connected to
truth, that is, to Him (C.C.), as discussed broadly above. Here the
name “me’ani” shows, on the one hand, that the genre is directly
open to various meanings, and on the other, that mani is directly
a genre oriented toward rhetoric. For me’ani, together with bedi*
and bayan, is the branch of the science of rhetoric that discusses
the suitability of speech to circumstance and teaches the rules of
proper and appropriate expression. All manis, generally
consisting of a single quatrain and being brief and concise, take
their great power from me’ani. Therefore, in connection also with
His (C.C.) cycle, reciting mani “has become a tradition.
Especially in Anatolia, the tradition of reciting mani is very
widespread among girls and women” (Dilgin, 1997, p. 280).

The fact that manis are recited at weddings, festivals,
Hidirellez, Ramadan nights, semai coffeehouses, and places of
collective labor also shows us that they possess a structure
oriented toward realizing tawhid. Their emergence especially on
Ramadan nights clearly confirms this structure. It is through this
that reciting mani becomes a tradition (manicilik, mani yakma,
mani diizme, mani atma) and, as in a large part of tirkd, ninni,
and agit, assumes the most widespread type of products with a
predominantly poetic character such as tekerleme, lugaz, and
muamma. Of course, this process proceeds entirely in relation to
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change and transformation in the socio-cultural structure. For
example, they can easily be created and performed without
melody in written cultural environments. Moreover, the fact that
they can be produced and consumed in many genres and contexts,
such as Pertev Naili Boratav’s classifications of “intention and
fortune-telling (interpretive) manis,” “love manis,” “work
manis,” “watchman and drummer manis,” “manis of certain street
vendors in Istanbul,” “pun-based ménis of Istanbul square
coffeehouses,” “story manis in Eastern Anatolia,” and “letter
manis” (1988, pp. 176-178), is directly connected to this cycle of
truth. It is by no means correct to reduce this, as seen in academic
debates on genre and form, merely to subject, melody, or context.
For, as is clearly seen in mani, no definite boundary can be drawn
for these.

However, although many researchers who work on mani
emphasize its form, they have focused more on its genre aspect.
In fact, from the perspective of tawhid, neither form nor genre has
any importance, because in essence both are “one.” Mehmet
Aca’s following observations are quite valuable on this point:

“Definitions of mani are made by taking into account its
external features, that is, its formal features. Yet it is not possible to say
that this familiar definition fully reveals the formal feature of mani. It
is also possible to encounter manis consisting of more than four lines,
manis whose lines consist of 4, 5, 8, 9, or 11 syllables, and manis
rhymed in the ‘baca’ pattern sung along the Black Sea coasts and in
Istanbul semai coffeehouses™ (2016, p. 244).

Therefore, it does not seem possible to derive a single
form for mani from this. Their division into types such as plain,
cut (pun-based), and extended méni, and the fact that cut manis
formerly encountered more often in Istanbul semai coffeehouses
and in Central, Eastern, and Southeastern Anatolia were also
called “filled cut méani” or “footed mani” (Aca, 2016, p. 244),
arise from their cycle concerning truth. Likewise, the fact that
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9% A

manis often begin with expressions such as “adam aman,” “asik
der,” “ay balam,” and “azizim” (Aga, 2016, p. 244) is, as
explained above, in fact directed toward seeking help from the
Prophet.

The fact that mani consists of a single quatrain is
connected to His (C.C.) cycle of truth, but it also clearly reveals
the structure that develops in tradition toward wahdat al-wujud.
The names given to mani among other Turkic communities—
bayati, mahni, hoyrat, aytipa, aytispa, kayim 0len, iilenek, ¢inik,
¢inig, ¢ink, sin, mane, kosuk, asule, tort sap, tahpak, and others
(Aca, 2016, p. 244)—make even clearer their structure directed
toward diversified unity. Of course, as we have done here only
through the word “mani,” each of these must be examined and
evaluated separately. Among them, however, “bayatr” is truly
interesting. “Bayat,” as the name of an Oghuz Turkmen tribe to
which Dedem Korkut also belonged, gives us the context of the
genre just as tlrkd does; at the same time, through the meaning
“Allah,” it opens a gate directly to the Truth and truth. In this case,
within the cycle of truth of meaning, its belonging and submission
to Him (C.C.) in every respect become certain.

On the other hand, the name “tahpak” for mani entered
Uighur texts under the influence of Buddhism and points to the
ancient character of the genre on the pre-eternal and post-eternal
line. Among the Tobol and Kazan Turks, takmak corresponds to
“riddle, proverb, tirkd”; in Altai Turkish it corresponds to “joke,
wit, tlirkd contest, joke song; tale, riddle” (Aca, 2016, p. 242). In
contemporary Turkic dialects, although it means “a poem recited
from memory before a crowd,” it is also used for all poems and
songs, apart from epics, including poems resembling “mani”
(Aca, 2016, p. 242). Therefore, takmak further strengthens in our
minds the genre’s side oriented toward tawhid.

68



Tiirk Halk Bilimi Alaminda Akademik Tartismalar

It is also highly noteworthy that, as in Azerbaijan, there
are asiks who recite only mani, and that, in addition to manis tied
to the “aski” tradition such as muamma and lugaz, manis are also
recited by asiks within folk tales (Aca, 2016, p. 260). Indeed,
these are also noticeable “in reciprocal mani exchanges, in tlrku
called ‘karsi-beri,” and in the works of the Gagauz Turks living in
Northern Bulgaria and Romania” (Elgin, 2004, p. 281).
Therefore, it may readily be stated that they underwent a process
of formation and development on an axis of servitude wholly
connected to truth. Indeed, this aspect directly influenced their
appearance in the works of asik and tekke poets, and even the
rhyme patterns (abcd) and (aaab) in the first quatrains of ilahi,
destan, and kosma. In this context, another very valuable aspect
that clearly manifests the truth-oriented structure of manis is the
“filler lines” that some researchers, unfortunately unable to assign
meaning to them, have considered “empty” and “meaningless.”
As Seyfi Karabag states, these lines are “inseparable,
indispensable parts of the four-line whole, and a good analyst can
easily see this integrity” (1999, p. 189; cited in Aca, 2016, p.
244).8

In fact, this cycle of truth, which later turns into sathiye in
the artist, plays a direct role in the establishment of manis on such
a basis. Indeed, due directly to these qualities, méanis found life in

8 Karabas’s observations on “filler lines” are as follows: “In the first half of a mani,

there may be a single proposition of this kind, or there may be several propositions.
A proposition generally fills one line, but it is also quite common for it to fill two
lines. It is also possible, at least theoretically, for it to fill more lines; even if this
occurs, the mani does not lose its character as a mani. The reason for this is that the
truly important point is that the propositions produce an emotion in the reader or
listener” (1999, p. 124). Elcin’s views on the nature of filler lines are also highly
noteworthy: “In manis that deal with themes such as love, separation from home,
jealousy, longing, resentment, nature, and various events of life, the first two lines
in a sense constitute the introduction of feeling, thought, and imagination. After
these two lines, which serve to attract the attention and interest of the listener or
reader, the third and especially the fourth line attempt to present the main subject;
only rarely is it seen that all four lines develop a complete feeling, idea, or image”
(2004, p. 282).
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the tekke and asik traditions in the form of tahpak, muamma, and
lugaz, especially through the so-called “filler lines.” So much so
that, as Elcin rightly emphasizes from our perspective, these
manis sung by asiks in special makams “reflect the material and
spiritual substance of our layers of culture and civilization”
(2004, p. 282). Of course, the greater validity of mani in the tekke
and asik traditions derives from the fact that these traditions are
tied to a systematic and professional artist (narrator). Yet in any
case, meaning becomes “one” (unity) within the anonymous
structure oriented toward improvisation. For this reason, as
Hamdi Birgoren states, although ménis compress the feelings of
the people into a quatrain, they possess the ability to express all
kinds of positive or negative emotions (2019, p. 245). Therefore,
mani may be accepted as the oldest verse genre of Toreli Turkish
Literature.

One of the most important qualities of manis, just like
tlrkus, is undoubtedly that they are sung with a melody of their
own. This situation, as we stated above while explaining the genre
of nutuk, is directly connected to the manifestation of Almighty
God in humankind.

The oral, tradition-bound, and anonymous transmission of
manis from generation to generation is, in essence, also in
accordance with the principle of creation from the single original
substance (Hagigat-i Muhammadiyya) through the divine
command “Kun.” Indeed, the transmission of Qur’anic verses and
the noble hadiths of the Prophet (peace be upon him) also first
occurred in the same manner. This situation also directly
influenced the ability of verses and hadiths to become part of the
literary tradition and assume an anonymous and poetic structure.
Moreover, the improvisational recitation of manis clearly shows
us that they are, in fact, wisdom directly connected to the
inspiration (mulhimma) of Almighty God.
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As Cem Dilgin states, although the main subject of ménis
is love, their ability to be recited on every kind of subject (1997,
p. 280) is related to their side directly oriented toward truth.

In this way, it becomes even more understandable that
manis find more space in cénks and miscellanies, dictionaries,
divans, and folk tales alongside ilahi, tirki, and destans.

4. CONCLUSION

As our Lord Himself informs us in the Qur’an, the creative
power concerning the creation of all creatures manifests only
through His (C.C.) command “Kun fa-yakun.” From the
perspective of all created beings, this command first appears to be
directed toward “melody.” Later, with the teaching of the names
of all creatures to Adam, meaning came into being. Therefore, in
the Toreli literary circle, all traditions on the horizontal plane are
formed entirely in relation to this truth.

When we approach the problem of genre and form in
Turkish folk poetry wholly from the Toreli direction, we in fact
encounter the same picture. That is, in tradition, each genre is
formed entirely in relation to melody. To think that this melody
is provided in poetry only externally, through the accompaniment
of a musical instrument, is a major error. For all the elements of
internal harmony thought to belong to the form of poetry, such as
quatrain, meter, and rhyme, are also directly oriented toward
melody. Therefore, accepting a genre solely on the basis of these
elements is by no means correct.

The principal dimension of genres, which in truth are
based entirely on melody, toward meaning is constituted by the
mani genre. For this reason, mani brings the Arabic, Persian, and
Turkish literary traditions together as “one” under the same roof
of tawhid. For example, in Divan poetry, all genres, especially
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rubai and tuyugh, are always directed toward the same meaning.
When this (méani) gains a style according to environment and
conditions (context), as Boratav particularly emphasizes, other
genres come into being through diversification. Products such as
Tilrkmani, varsagi, and semai are quite clear indicators of this
situation. Therefore, the most reasonable idea concerning the
problem of genre and form in Turkish folk poetry so far was, of
course, put forward by Dizdaroglu on the basis of Ilaydmn. That
is, all products of Turkish folk poetry must be accepted as
“genres,” with tradition taken wholly as the basis. In this context,
Ilaydm’s and then Dizdaroglu’s idea, again based on tradition,
that certain genres have become “types” is also highly valuable
for us, because it gives us directly the truth of genre. Yet
unfortunately, this situation does not have complete validity in
terms of tradition. Therefore, tradition must be taken fully into
account in every determination and definition to be made by
researchers. In this respect, asik sessions possess a primary role.
In addition, the headings or names of poems in conks and
miscellanies, which appear in tradition as remnants of asik
sessions, must also necessarily be taken into account.

In short, all products belonging to the tradition of Toreli
Turkish folk poetry, whether syllabic or aruz-based, must be
accepted as “genres.” That is, mani, kosma, tiirkii, destan, ninni,
ilahi, agit, kalenderi, nutuk, varsagi, nefes, yildiz, beste, destur,
tekerleme, satrang, etc., are all genres. All products derived from
these genres are also genres. All matters accepted as belonging to
form support the genre entirely in relation to melody.
Constructing a separate form from these matters is by no means
correct, for such a situation definitely does not correspond to the
truth stated at the very beginning of the conclusion.
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