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Abstract

Kantini Sultan Siilleyman “Muhibbi” (r. 1520-1566) was one of the
most important poets in the 16th century in period that could be
rightly termed the golden age of Ottoman poetry with authors like
Hayali, Zat1 and Baki. Most Ottoman poets in this period composed
poetry in Turkish, only a few of them felt the necessity to write
poems in Persian. Though the majority of the poems of Sultan
Siileyman are in Turkish he also composed poetry in Persian. His
small Persian divan was first published in 1995 by Coskun Ak who
based his edition on two manuscripts. One of them is preserved in
the Topkap1 Palace Library, the other in the library of Istanbul
University. The present paper besides introducing a hitherto
unnoticed manuscript from Israel copied during Stleyman’s life
that contains the Persian divan as well also aims at giving a
detailed analysis of Muhibbi’s Persian imitation poems.
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0z

Kantiini Sultan Silleyman “Muhibb1” (1520-1566) esasen Osmanl
divan edebiyatinin altin ¢ag1 olarak adlandirilan ve Hayali, Zatj,
Baki gibi usta sairlerin yasadigi 16. yiizyiin en o6nemli
sairlerinden biridir. S6z konusu dénemde Osmanli sairlerinin ¢cogu
Tiirkge siirler yaziyordu. Bu sairlerin sadece birka¢i edebi dil
olarak Farscay1 tercih etmistir. Eserlerinin ¢ogu Tiirk¢e olarak
yazilmis olmasina ragmen MuhibbT'nin Farsca siirleri de
mevcuttur. Bu siirleri iceren Fars¢a divaninin Coskun Ak
tarafindan hazirlanmis Tirkiye kiitiiphanelerinde muhafaza
edilen iki niishaya dayali birinci baskis1 1995’te nesredilmistir.
Yazma niishalarin biri Topkapr Sarayr Miizesi Kiitiiphanesinde
digeri ise Istanbul Universitesi Kiitiiphanesi Nadir Eserler
Boliimiinde muhafaza edilmektedir. Asagidaki makale bilim
diinyasinda bilinmeyen, israil Milll Kiitiiphanesinde muhafaza
edilen, Muhibbi heniiz hayatta iken istinsah edilmis, sairin Farsca
siirlerini de ihtiva eden bir yazmanin tanitimindan sonra niishada
bulunan Fars¢a nazirelerinin detayl bir analizini sunar.

Anahtar Kelimeler: Kanuni Sultan Stleyman, Muhibbi, Divan-1
Muhibbi, gazel, nazire, Farsca.

Introduction

Kanuni Sultan Siilleyman was one of the most prolific poets in a
period often termed the golden age of classical Ottoman literature.
(Celebioglu, 2017: 585) By the time of Siilleyman’s reign the
classical Ottoman literary tradition was firmly established and the
literary canon was in the process of constant development and
increase. Contemporary literary anthologies (tezkires) indicate
that poetry had become a public affair and people from all walks
of life actively and enthusiastically took part in a social game of
composing poetry.

Ottoman is a derived literary system modelled on the classical
Persian tradition and though by the reign of Siileyman it had
found his own voice, the Ottoman system remained in constant
discourse with its Persian past. As it had never broken from its
roots the oeuvre of the classics of Persian poetry served as
reference points for many Ottoman poets who as the following
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couplet by Muhibbi indicates had a never ending imaginary
competition with their intellectual predecessors.

Cami vii Hiisrev eger bulsa Muhibbi yeni can
Bana tahsin ederdi isidtip bu gazeliim (Ak, 2006, 569)

“If Cami and Hiisrev found a new life, Muhibbi
Listening to my gazel they would applaud it.”

This virtual race for acknowledgement and poetic excellence,
however, was in most cases ran in Turkish in Siilleyman’s reign
and only a small number of poets tried their hands at composing
poetry in Persian. Siileyman the Lawgiver who used the pen name
Muhibbi in both his Turkish and Persian pieces was one of them.

Muhibb1’s Persian poems were first edited by Kasim Gelen as
an MA thesis at Istanbul Universitesi in 1989 (Gelen, 1989). Gelen
mentions four manuscripts of Muhibbl’s Persian divan (Gelen,
1989: 25-30). One of them is preserved in the Topkapi Palace
Library (Revan 785), one in the Nadir Eserler Collection of the
library of Istanbul University (Tirk¢e Yazmalar 5477) and two
copies are kept in the Millet Kiitiiphanesi (Ali Emiri 323, Ali Emiri
322). Only one of them is dated. The Topkap1 manuscript was
copied during Siileyman’s reign by Mehmed Serif in 973/1565-66
(Gelen, 1989: 25).

Since Gelen thought that Ali Emiri 322 was a copy of Ali Emiri
323 he based his edition on three manuscripts. His work contains
ninety-five gazels, twenty-two tetrastichs (ruba‘is and kit‘as) and
forty-three independent beyts (miifred). The most comprehensive
of all the manuscripts is Ali Emiri 323 that contains fifty-one
gazels not found in any other manuscripts. Based on the volume’s
appearance Gelen supposed that the copy had been prepared for
the Palace (Gelen, 1989: 27).

The first edition that appeared in print was compiled by
Coskun Ak in 1995 (Ak, 1995). The small volume was republished
in 2006 (Ak, 2006a). This latter volume contains the text of forty-
five gazels, twenty-two tetrastichs (ruba‘s and kit‘as) and forty
independent couplets both in Arabic and Latin script together
with their translations. In his short preface to his edition Prof. Ak
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claims that except for the two manuscripts he used, the Topkap1
and the Istanbul University manuscripts, no other manuscripts
contain Muhibb1’s Persian poems. (Ak, 20064, v.).

One of latest contributions to the topic is Sadi Aydin’s small
volume on Turkish poets who produced a full divan in Persian
which provides the reader with a detailed description of the same
four manuscripts already described by Gelen (Aydin, 2010: 95-
97).1

Quite recently a hitherto unnoticed manuscript of Muhibbf1’s
divan has been discovered outside Turkey, which besides
containing the Sultan’s Turkish poems includes some of his
Persian pieces as well. The volume is preserved in the Yahuda
Collection of the National Library of Israel (Yahuda Ar. Ms. 1065).
The manuscript is undated, the name of the scribe and the place of
copying are unknown. The volume sized 266x163 mm and
consisting of 291 numbered folios with an average of 13 lines on a
page must have been made for a well-to-do customer. The text
was copied in elegantly written and clear nastalik by a master
calligrapher on zerefsan paper and the volume contains two nicely
executed samses (fols. 3v-4r), an exquisite double frontispiece
(fols. 4v-5r), two ‘unvans (fols. 1v, 280v) and many decorated
headings embellished with phrases of blessings written in white
against a blue background and minutely painted floral patterns.

According to Prof. Efraim Wust's description of the volume
available on the library’s homepage the manuscript was copied
around 960/1553 (Wust: E.T. 03.04.2019).2 Though the exact date
of copying is not known phrases used as headings like hallada
Allahu ta‘ala ‘'umrahu wa abbada saltanatahu (“May Allah make
his life eternal and make his sultanate last forever”; Muhibbi:

1 The comprehensive bibliography of research done on Muhibbi's oeuvre
compiled by Cihan Dadas adds a further item to the list (Dadas, 2018: 276).
According to Dadas an edition including both the Persian and Turkish divans
were published in Iran in 2014. This publication proved unavailable for me.
Dadas also mention a fifth manuscript containing Persian poems (Dadas, 2018:
271) but I was unable to verify his information.

2] am deeply grateful to Dr. Raquel Ukeles and Prof. Efraim Wust for their help
in confirming the approximate dating of the manuscript.
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19b), tawwala Allahu ‘umrahu wa rif'atahu (“May Allah lengthen
his life and his exalted state”; Muhibbi: 27a), hafazahu Allahu min
jami‘i al-afati (“May Allah protect him from all evil”; Muhibbi: 28a)
make it certain that the volume was copied during Muhibb1’s life
time. Prof. Wust points out that an elegy (mersiye) composed in
murabba‘ commemorating the death of Sehzade Mehmed (d.
1543) on fols. 260rv can help to narrow down the time frame of
the possible date of copying (Wust: E.T. 03.04.2019). Though
Coskun Ak mentions a murabba“ written on the death of Sehzade
Mehmed (Ak, 2016b: 36), the poem doesn’t seem to be included in
any of the critical editions of Muhibbl’s divan. It contains the
famous chronogram “Sehzadeler giizidesi Sultan Muhammediim
(The chosen one among the princes, my Sultan Muhammed)” the
gives the year 950/1543. (The text of the poem is included in the
Appendix.)

Since research work on the manuscript has started and
hopefully, a comprehensive edition will be published in the near
future,3 the following short description serves only to give an idea
of the manuscript’s contents. The volume starts with a nicely
decorated ‘unvan and a short chapter containing five gazels under
the heading “Calla calaluhu. Der miinacat-i kazi al-hacat ‘amma
navaluhu (Great be his glory. [Poems] praising the Judge of [our]
needs. Magnificent be his bounty)”. The first gazel is no. 1. in the
edition of Kemal Yavuz and Orhan Yavuz (Yavuz and Yavuz, 2016:
129). The second miindcat is no. 2 in Ak’s edition (Ak, 2006b: 41).
The third poem is gazel no. 1752 (Yavuz and Yavuz, 2016: 931),
the fourth is no. 1946 (Yavuz and Yavuz, 2016: 1022), the fifth one
is no. 392 (Yavuz and Yavuz, 2016: 308-309) in the 2016 edition.
The introductory chapter is followed by a double page containing
two samses surrounded by floral patterns painted in gold.

The gazeliyyat chapter starts with a minutely decorated double
frontispiece containing five couplets from poem no. 2 (Ah kim
vardur beniim basumda bin diirlii heva) of the aforementioned
edition (Yavuz and Yavuz, 2016: 130). This section ends on fol.
256r and contains almost 940 poems some of which doesn’t seem

3 The editing work is going to be done by Dr. Christiane Czygan and Dr. Benedek
Péri.
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to have been published yet. Fols. 256r-266v contains poems
composed in various genres mainly muhammeses and murabba‘s.
The next section (fols. 267r-271r) contains tetrastichs followed
by kit‘as and miifreds arranged in alphabetical order (fols. 271r-
279r). The last section in the volume titled Gazaliyyat al-Farsi
contains Muhibb1’s Persian poems (fols. 280v-291r) including 38
gazels - one item occurs twice - 8 tetrastichs and two
independent couplets.

Persian gazels are arranged in the following order:

1. Dida az atas-i dil garka-yi ab-ast mara (fol. 280v)

2. Gah girih-ha zani az naz ham-i abrii-ra (fols. 280v-281r)

3. Har dam bi-man-as cauri u har lahza cafay-ast (fol. 281r)

4. ‘Asik-i dil-hasta-ra parvd-yi nang u nam nist (fols. 281rv)

5. Ta ¢and kasam dar gam-i tu bar-i malamat (fol. 281v)

6. Tir-i tura kudam dil az can nisana nist (fols. 281v-282r)

7. Vah ki zulf az didan-i riiy-i tu ma-ra mani‘ ast (fol. 282r)

8. Ay az nazara-yi tu hacal aftab-i subh (fol. 282r)

9. Bi-man hargiz kasi hamdam na-gardad (fol. 282v)

10. Dami hvaham tu-ra ba sagari bi-hamdami digar (fol. 282v)

11. Ta kunam ruhsar-i an mah-rd tamasa-yi digar (fol. 283r)

12. Ciin man ma-bad kasi asir-i bala-yi gam (fols. 283rv)

13. Dard-i dil daram u dil-dar na-daram ¢i kunam (fol. 283v)

14. Dida-ha siiy-i gazab ¢in abruvan andahti (fols. 283v-284r)

15. Baz dsufta-am az hayrat-i ‘anbar-miy-Ii (fol. 284r)

16. An pari az naz-i hargaz na-giniid zar-i kasi (fol. 284v)

17. Dila dil-hasta-am darman-i man ¢i-st (fol. 284v)

18. Hal giiyam ba figan man ba dil-i na-sad-i hud (fol. 285r)

19. Dil-ha ki asir-i zulf-i yar-and (fol. 285r)

20. Ay dil u dram-i can az tu cudayi ¢un kunam (fols. 285rv)

21. Dar hicr-i tu dar-manda-am ki gah ma-ra yad kun (fol. 285v)

22. Atas-i dil zi dard-i mihnat-i i-st (fol. 286r)

23. Ciin may huri va riy-i tu gardad cihan furtiz (fol. 286r)

24. Sad ah bi-dil va zi muja hiin mi-guzaranam (fol. 286v)

25. In dam ¢u gul sikufta tamanna-yi may kunam (fol. 286v)
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26. Kar-i u ddyim cafd u caur basad dad az i (fols. 286v-287r)
27. Nidil u ni ‘akl u ni can u cihan daram havas (fol. 287r)

28. Zi had guzast gam-am vah ki nist gam-hvari (fol. 287rv)
29. Bi-ya ay Saki-yi gul-ruh bahadr-i sabza-pis amad (fol. 287v)
30. Dild yak sa‘ati bi-hvistan sau (fol. 288r)

31. Taravat-i saman-at dar kamar na-mi-yabam (fol. 288rv)
32. Giriftam hamg¢u Macniin dah-ra bi-cara-i basad (fol. 288v)
33. Kar-i i dayim cafd u caur basad dad az i (fols. 288v-289r)
34. Har kas zi yar agarg¢i vafa drzi kunad (fol. 289r)

35. Ma mubtala zi had bi-guzast arzii-yi ma (fols. 289rv)

36. Dar sar-i zulf-i tu dil dar band-i zindani hus ast (fol. 289v)
37. Har kuca binad ma-rd an ¢asm hancar mi-kasad (fol. 289v-290r)
38. An yar-i dil-navaz ki mastana mi-rasad (fol. 290r)

It’s difficult to decide the relationship of the Yahuda manuscript
to the other three manuscripts Gelen used because at some points
the text is identical with the text of the Topkapr and at other
places resembles the University manuscript (Gelen, 1989: 32). The
gazel starting with the line Ma mubtala zi had bi-guzast arzi-yi ma
(“We are troubled our desire has exceeded all limits”) composed
in the metre recez-i miisemmen-i salim (--.-|--.-|--.-|--.-)
illustrates this point very well.*

According to Gelen’s edition only the Topkap1 manuscript has
mubtala ‘afflicted’ as the second word in the first misra‘, in the
other manuscripts it is replaced with pa-futada ‘helpless’ which
clearly violates the metre. The first hemistich of the second
couplet is Andar firak-i hicr-i tu canam bi-lab rasid “Your absence
pushed my soul to the verge of departing” in the Yahuda
manuscript. Only the University manuscript has the same
wording. Instead of hicr-i tu ‘your absence’, the Topkapi
manuscript has hicr ¢u ‘as absence’ and the Millet Kiitiiphanesi
manuscript has hicr ‘absence’. The first misra“ of the third beyt is
Hu karda-im ‘ays u sarab u tarana “We got used to partying, to

4 Since I didn’t have access to the manuscripts the present analysis was done on
the basis of Gelen’s critical edition.
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wine and music”. Instead of ‘ays ‘partying’, the Topkapi
manuscript has ‘ask ‘love’ and instead of ht karda-im ‘we have got
used to’, the University manuscript has hii karda-am ‘1 have got
used to’. In order to discover the nature of the relationship
between the manuscripts of the Persian divan further research is
needed, which should include the comparative analysis of the
Turkish texts as well.

Though a lot has been written on Muhibbl’s Turkish gazel
poetry there is almost nothing on his Persian gazels. More than
half of the poems contained in the Yahuda manuscript appear to
be original (muhtara‘) in the sense that the metre, rhyme, redif
combination they rely on wasn’t used before by another poet.
Some of these are very simple and flat pieces characterised by the
lack of rhetorical figures and a narrow vocabulary. Compared to
Muhibbi’s Turkish gazels they look as if they were composed by a
beginner who was more of a versifier capable of arranging
elements of the signifying universe of classical gazel poetry
according to a given metre than a skilled poet able to fill his poem
with poetic refinery.

Among the gazels in the Yahuda manuscript there are quite a
few poems which seem to be poetic replies (nazire, cevab). The
following analysis concentrates on these poems and has a double
aim. It tries to define the circle of Persian poets whose poems the
Sultan chose as models and endeavours to showcase the various
methods Muhibb1 used to compose his imitation poems.

The gazel starting with the hemistich In dam ¢cu gul sikufta
tamannd-yi may kunam “Now that the rose has blossomed I wish
for wine” was composed using the metre muzari*-i ahreb-i mekfuf-i
mahzuf (--.|-.-.].--.|-.-), therhyme -ay and the redif kunam ‘1
am doing’. The same metre, rhyme and redif combination was
previously applied by Hafiz (d. 1393; Hafiz, 1382/2003: 232-233)
and Nevayi (d. 1501; Nevayi, 1375/1996, 254-255). The poem of
Nevayl was meant as a poetic reply to the poem of Hafiz. As
intertextual allusions scattered in the text indicate Muhibb1l new
both poems and though he borrowed several key motifs from the
poem of Hafiz the real model he closely followed and imitated was
the gazel of Nevayl.
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All three poems start with an opening couplet (matla‘) that has
may ‘wine’ and kay ‘when’ as rhyming words but the notion of
asceticism as the antithesis of wine drinking or music appears
only in the poem of Hafiz (couplet II) and Muhibbi1 (couplet I).
Similarly, the name of three musical instruments within the same
couplet occur only in the gazels of Hafiz (¢cang ‘harp’, barbat ‘lute’,
nay ‘flute’; couplet II) and Muhibb1 (daf ‘drum’, cang ‘harp’, nay
‘flute’; couplet V).>

However there are lines in Nevayi's gazel that were borrowed
by Muhibb1 almost word by word.

Nevayi V.

Ayina-yi Sikandar-am az cam-i may bi-dasts

Hvahi habar zi taj-i Cam u taht-i Kay kunam

“I am the mirror of Iskandar and with a the goblet of wine that’s
in my hand,

If you wish, I give you information on the crown of Cam and the
throne of Kay”

Muhibbi II.

In cam-i dast-i ma-st ¢u cam-i cihan-numa-st’

Hvahi habar zi Husrau u Kavus u Kay kunam

“This is our goblet in our hands. As it can show the World

5 Coskun Ak read and translated the couplet in the following way: Ciin cilve gerd
sah-i reyahin be bag u rag/An meh ki istima‘*i def ii ceng ii ney kiinem “Bag ve
bahcede reyhanlarin sahi goriinlince/o ay yizli i¢in ney tef ve saz sesleri
isitilir” (Ak 2006a: 104). The text of the poem in the Yahuda manuscript suggest
a better reading: Cun cilva kard sah-i raydhin bi-bag u rag/An gah istima*i daf u
cang u nay kunam “When the king of the herbs appears in full pomp in the
garden and the meadow/That time I will be listening to [the music of] the
drum, the harp and the flute”.

6 Typographical devices are used to highlight the paralellisms in the couplets
compared.

7 Ak reads the beginning of the first hemistich as In cam dast-i mast (Ak, 2016a:
34). Though the metre and metrical rules would allow an overlong syllable to
be read after the word cam ‘goblet’, inserting an izafet (cam-i dast-i madst ‘the
goblet of our hand’) seems to give a better reading.
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If you wish, I give you information on Husrau, Kavis and Kay”

As it is quite clear Muhibbi not only produced a close copy the
second hemistich of the couplet, he also borrowed a combination
of some of the key elements present in the first misra® (cam
‘goblet’ and dast ‘hand’). Nevertheless, his intention might have
been to produce a close and not an exact copy of Nevayi’s couplet.
The reason behind his decision to include the poetically neutral
image of “a hand holding a goblet of wine” could have been that he
wanted to avoid borrowing the semantically bonded word pair of
cam ‘goblet’ and Cem, the king who according to Iranian lore
invented wine and winemaking. However, the proper name Cem is
a central element of Nevayi's beyt because through its semantic
relations to the words cam and Kay, the name of a dynasty in
Iranian mythology, it guarantees a strong poetic bonding between
the first and the second hemistichs. With his choice to leave Cem
out Muhibbi manoeuvred himself into a poetically uneasy
situation forcing him to take “emergency measures”. He added the
phrase cam-i cihan-numa referring to the famous goblet of Cem to
the first hemistich and he replaced Cem’s character in the second
misra‘ with two other Iranian kings, Hiisrev and Kavis. The result
is a rather awkward couplet that starts with a clumsy utterance,
has a word repeated within one hemistich and lacks any poetic
force binding the two misra‘s together. Moreover, by erasing Cem
from the couplet the beyt became rhetorically flat which is
considered a major flaw in classical poetry.

The closing couplet (makta‘) was created using almost the
same method but the result is much better.

Nevayi VI.

Hadi-st pir-i dayr az an ahl-i zuhd-ra

K-az rah futada-and dalalat bi-vay kunam

“The elder of the convent is a guide for ascetics

Because they have swerved from the right path. I'll show him
the way.”
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Muhibbi V.

Dar dayr raft ¢un ki Muhibbi kadah bi-dast

Har kas zi rah futada dalalat bi-vay kunam3

“Muhibbi went to the convent with a goblet in his hand

I'll give directions to everyone who has swerved from the
[right] path.”

Though Muhibbi1 borrowed almost a whole line here as well, he
approached the first misra“ in a more open minded manner. The
backbone of Nevayi's couplet is the dichotomy of orthodox
religious practices and the quest for a personal spiritual
experience, a topos in classical poetry. From the perspective of
true seekers of God, orthodoxy which is represented here by the
phrase ahl-i zuhd ‘people of asceticism’ means a swerving from
the path of leading to the Ultimate Truth. In the signifying
universe (mundus significans) of the classical poetic tradition the
sacred place where seekers congregate is the wine house, often
termed dayr ‘convent’ where wine an entheogen used to open up
the gates to the non-visible world is served. The sacred space of
the tavern is managed by the pir ‘elder’, who can guide seekers
treading the path leading to God and the saki ‘cupbearer’ a young
and beautiful person who distributes wine a substance that can
help to recognize the right spiritual path for true seekers.

Muhibbi slightly changed the meaning, still he quite
successfully paraphrased Nevayi’'s couplet. He managed to include
the dichotomy of orthodoxy versus real spirituality through
adding a semantically suitable phrase to the first hemistich and
thus he was able to preserve intact the semantic field of ‘spiritual
quest’ that dominates the model beyt.

Textual evidence suggests that there is one more couplet in the
poem that was inspired by a beyt in Nevayl's poem.

Nevay1 VIL

8 Ak erroneously reads the last three words of the second hemistich as delalet-i
biy kunam.
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Hasti miyan-i DILBAR u Fani fikand bu‘d
In rah cu bark-i bu ki bi-yak gam tay kunam
“Existence has created a distance between the beloved and Fani

Like a lightning of fragrance I may traverse this road in one
step”

Mubhibbi IV.

Az ma bi-YAR ¢iin ki masafa ba‘id sud

Yak dam ¢u bark-i hatif-i in rah tay kunam

“The distance from us to our beloved became remote

[But] like the lightning of the divine messenger of this road I
traverse it in a minute.”

The influence of the model couplet is less evident here then it
was in the previous two cases because Muhibbi managed to
reword his model in a successful way by using a basic imitation
technique. His method was to keep some of the key elements and
replace others with synonyms which he could do quite easily
because, compared to his previous models, Nevayl's makta“ is a
both poetically and rhetorically simple couplet lacking an
elaborate and complex relationship binding together the key
elements of the beyt. The cohesion between the two hemistichs is
guaranteed by the meaning they convey which creates a wider
space of action for the imitator to move freely around and
supplies him with more options to choose from.

There is another poem among the Persian gazels of the Yahuda
manuscript that shows the clear and direct influence of NevayT's
Persian poetry on Muhibbi’'s Persian gazels. The gazel composed
in the metre hafif-i miiseddes-i mahbtin-i mahzuf (..--or-.--|.-.
-|..-or - -) using the rhyme -at, the redif -i ust ‘is his/hers’ and
starting with the line Atas-i dil zi dard-i mihnat-i ii-st “The fire in
[my] heart is [comes] from the pain caused by his/her cruelty” is
very similar to the previously analysed poem as it was inspired
two gazels written by Hafiz (Hafiz, 1382/2003: 99) and Nevay1
(Nevayi, 1375/1996: 101) respectively. According to a heading in
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his divan Nevayl's poem was meant as a poetic reply to the gazel
of Hafiz. Intertextual allusions, borrowed expressions and lines
show that almost every line of Muhibbl's gazel was heavily
influenced by either Hafiz or Nevay1.

Muhibbi I.

Atag-i dil zi dard-i mihnat-i i-st

Ask-i casmam zi hicr-i firkat-i u-st

“The fire in [my] heart is [comes] from the pain caused by
his/her cruelty

The tear[s] in my eye[s] [come] from his/her absence.”

Nevayni I.

Dar dilam atas-i mahabbat-i ii-st

Ab-i casmam zi diid-i firkat-i G-st

“There is fire in my heart that [comes] from the love I feel for
him/her

The tear[s] in my eye[s] [come] from the smoke of his/her
absence.”

Muhibb?’s technique of replacing key elements of the model
couplet with synonyms is evident here and the problem with the
result is the same as it was with the previously mentioned beyts.
The poetic force binding the two misra‘s together in Nevayi's
couplet is provided by the semantic field of ‘smoke’ (dud)
represented by the words atas ‘fire’, dud ‘smoke’ and ab ‘water’.
Smoke is a consequence of fire and the irritation it causes, makes
human’s eyes water. Nevayl's beyt is a rhetorically complex
couplet because, besides the tendstib ‘congruency’ created by the
semantic relationship binding these words together, it also
contains a tezad ‘opposition’ comprised of the two opposing
notions of fire and water. Though Muhibbl manages to recreate
the basic meaning of his model, by discarding the core element of
the couplet diid ‘smoke’ and replacing another key word ab ‘water’
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with the word ask ‘tear’ he completely deprives his couplet of the
rhetorical refinery present in Nevay1’s couplet.

Throughout the poem, except for the fourth couplet, Muhibbi
uses the same technique to imitate the model couplet chosen from
either the poem of Hafiz or Nevay1 and the result in each case is a
close copy or a line that comes very close to plagiarism.

Muhibbi II.

Gam ma-dar gauhar-i dida kun nisar®

Ctin ki dil mahzan-i mahabbat-i G-st

“Don’t be full of sorrow. Scatter the gems of [your] eye[s]
Because the heart is the treasury of his/her love.”

Hafiz XI.

Fakr-i zahir ma-bin ki Hafiz-ra

Sina gancina-yi mahabbat-i G-st

“Don’t look at [his] apparent poverty, because Hafiz’s
Bosom is a treasury of his/her love”

Though the influence of Hafiz is evident and moreover the
second misra‘ appears to be a close copy of Hafiz’s second
hemistich Muhibb1’s couplet can be considered the example of a
rather successful imitation. The way he worded the first
hemistich, especially the inclusion of the word gauhar ‘gem’
secures the cohesion of the two misra‘s through the semantic
bonding between the words gauhar and mahzan ‘treasury’. In his
model this cohesion is achieved in another way, through the
appearance of two opposing notions fakr ‘poverty’ and gancina
‘treasury’.

Muhibbi II.

Dar sar-i kiiy-i i1 zalil mi-binam10

9 The version in Ak’s edition (Ak, 2006a: 8) reads: Gam mehér diirr-i dide sdz
nisar/Clinki dil mahzen-i mahabbet-i st.
10 The first line in Ak’s edition reads Dar sar-i kiiy-i i zalilam man.
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In mazallat ham masiyyat-i ii-st
“I look despicable in his/her street
[But] this abject state is because of his/her will.”

Nevay1 V.

Gar zalil-am bi-‘ask u may ay sayh

In mazallat ham masiyyat-i ii-st

“Love and wine made me despicable

[But] this abject state is because of His will.”

The third couplet of Muhibbi is less successful first of all
because it borrowed the second hemistich word by word from
Nevayl and secondly because Muhibbi couldn’t preserve the
spiritual content of his model. The appearance of the Shaykh a
representative of religious orthodoxy in the context of classical
poetry on the one hand and wine a substance used by seekers of
God on the their spiritual quest on the other, are references to the
well-known poetic topos mentioned before. They suggest here
that the final goal Nevay1 wishes to reach through being in love
and drinking wine is to get a personal spiritual experience of God.
Though the next couplet elevates Muhibb’s feelings to a celestial
dimension the spiritual sentiments present in Nevayi's beyt are
missing from Muhibbi’s couplet.

Muhibbi V.
Banda-yi pir-i dayr-am in daulat
Hama bini zi yumn-i himmat-i ti-st!!

“I am the slave of the elder of the convent. This blessed state
[And] everything you see comes from the bliss of his grace”
Hafiz IX.

Milkat-i ‘asiki u ganc-i tarab

Har ¢i daram zi yumn-i himmat-i tist

11 The line starts with the words ki tu bini ‘what you see’ in Ak’s edition.

ASOBID e Amasya Universitesi Sosyal Bilimler Dergisi
Sayi/Issue 5 e Haziran/June 2019 e Sayfa/Page: 95-120

109



110

Benedek PERI

“The kingdom of love and the treasure of joy
All I have come from the bliss of his/her grace”

Muhibbi VI.

Gar malamat sudi Muhibbi ¢i bak

Garaz andar cihdn salamat-i G-st

“You got scolded but it doesn’t matter Muhibbi
[Your] aim in the world is his/her well-being”

Hafiz X.

Man u dil gar fida sudim ¢i bak

Garaz andar miyan salamat-i G-st

“Me and [my] heart got sacrificed but it doesn’t matter
[My] aim here is his/her well-being”

Both of these Muhibbi couplets are rather well-done imitations
perhaps because the models are void of complex systems of
rhetorical figures.

As far as Muhibbl’s poem as a whole is concerned attention
should be called to his technique of composing a nazire. In order
to write his imitation poem he selected models from both the
gazel of Hafiz and the poem of Nevayi. He considered the
signifying universe of the two poems as one and from this set of
poetic elements he selected key concepts, words, phrases which
he included in his poem. All this means that his gazel wasn’t meant
as a poetic reply either to the gazel of Hafiz or to the poem of
Nevayl but it was composed as a reply to both or rather to the
small paraphrase network consisting of both of them.

There are a relatively large number of allusions to the model
poem in the gazel starting with the line Bi-ya ay Saki-yi gul-ruh
bahar-i sabza-pus dmad “Come, rosy cheeked Cupbearer, the
green-clad spring has come”. The gazel was composed in the
metre hezec-i miisemmen-i salim (.---|.---].---].---)and
relies on the rhyme -is and the redif amad ‘came’. Intertextual
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allusions in the text suggest that the gazel was inspired by a poem
of Nesimi (d. 1417; Nesimi, 1370/1991, 73-74).

The matla‘ of a poetic reply is often used to inform the reader
whose poem the author is going to try to imitate. For this purpose
opening couplets can contain key elements, phrases, motifs, ideas
the author of the nazire deemed characteristic of the model and
chose to serve as a sort of “title” warning the reader supposedly
well-versed in the classical poetic tradition how to interpret the
poem. Intertextual allusions in a first beyt are often meant to
show a poetic context facilitating the interpretation of the poem.
These allusions occupy a prominent place in Muhibbi’s matla“. The
rhyming phrase at the end of Muhibbf’s first hemistich occupying
exactly the same place where it is found in NesimI’s poem and the
second misrd‘ contain two key phrases, one borrowed from the
second hemistich of the second beyt (ganimat dan “take it as a
gift”) and one from the second hemistich of the fifth couplet in
Nesimi’s poem (bulbul bi-huriis amad “the nightingale started
wailing”).

Nesimi Ia.
Bahar dmad bahar amad bahar-i sabza-pis amad

“The spring has come, the spring has come, the green-clad
spring has come”

Nesimi IIb.

Ganimat dan ki az gayb-am sahar-gah in bi-giis amad

“Take it as a gift that at dawn this [revelation] came to my ears
from the unseen [world]”

Nesimi Vb.

Gul avard atas-i Misa u bulbul bi-hurus amad

“The rose produced the fire of Moses and the nightingale
started wailing”

Muhibbi L.
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Bi-ya saki-yi gul-ruh bahar-i sabza-piis amad

Ki in dam-ra ganimat dan ki bulbul bi-hurias amad?2

“Come, rosy-cheeked cupbearer, the green clad spring has come
The nightingale has started wailing, take this moment as a gift.”

The second misra“ of the second beyt in Muhibbi's poem with
the motifs of the rose and the wailing nightingale was modelled on
Nesimi’s hemistich Vb quoted above.

Muhibbi IIb.
Nazar kun dar gulistan z-an ki bulbul dar hurtis amad

“Look around in the rose garden; the nightingale has started
wailing.”

Muhibb1’s third beyt appears to be a close replica of Nesimi’s
fourth couplet. Both first misra‘s speak of the tavern as a place
where an aching heart can find consolation and hope. As far as the
second hemistichs are concerned Muhibbi appears to have simply
rearranged the words in Nesimi’s line and added the word c¢iin
‘because’ to meet the requirements of the meter.

Nesimi IV.

Dila darytza-yi himmat zi bab-i may-furisan kun

Ki BOY-i NAFHA-yi Isa zi pir-i may-furiis amad

“O [my] heart, petition the gate of tavern keepers for favour

12 Comparing the hemistich in the Yahuda manuscript with Gelen’s critical
apparatus it seems that the text is very similar here to the version contained in
the University manuscript (Gelen, 1989: 41). The version of the Topkapi
manuscript published by Ak (Ak, 2006a: 22) is a close copy of Nesimi’s misra“as
it reads Ki in dam-ra ganimat ddn sahar-gah in bi-giis amad ,This [revelation]
came into [my] ears at dawn; take it as a gift”. The phrase bulbul bi-hurtis amad
»the nightingale has started” occurs twice in the the Yahuda manuscript both in
the first and in the second beyt. Since the repetition of such a phrase in two
consecutive beyts would count as a serious flaw, its appearance in the first beyt
can be a copyist’s error.
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Because the fragrance of the breath of Jesus comes from the
tavern keeper.”

Muhibb1

Dar-i may-hana-ra himmat talab kun ay dil-i pur-gam

Ki NAFH-i BUY ¢tin Isa zi pir-i may-furiis amad

“Seek favour from the door of the wine house, O sorrow-
stricken heart

Because a puff of fragrance that Jesus has, comes from the
tavern keeper.”

A similarity between the key elements of the two couplets
suggests that the inspiration for Muhibbi’s fourth couplet came
from the tenth beyt of Nesimi's gazel. The poet addresses the Saki
in both of the first misra‘s asking for wine as a medicine and gives
an explanation for his request in the second. Though the poetic
context of the two beyts and the message they convey is different,
Nesimi asks the cupbearer to give wine to a Suflt who needs to be
cured of his spiritual unripeness and Muhibbi wishes to heal his
own heart, the two couplets, especially the second hemistichs
share common elements like the figure of the Saki, the imperative
of the verb dadan ‘to give’ (dah ‘give!’), the phrase lac-i ‘illet and
the noun sarab ‘wine’.

Nesimi X.

Bi-stifi may dah ay Saki ki dar dar al-sifda-yi ma

‘Iac-i illat-i hami-ra SARAB-i puhta cis dmad

“0 Saki, give wine to the Sifi because in our hospital

As a remedy for the illness of [spiritual] unripeness ripe wine is
fermented.”

Muhibbi IV.

Ma-rd dah Saki sagar darinam dard parvardast

‘llac-i ‘illat-i dil-ra SARAB-i cam niis amad

“Saki, give us a goblet [of wine], I am nourishing pain in my soul
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As a remedy for the illness of the heart the wine of [our] cup is
consumed.”

A number of Muhibbi’s nazires are considerably different from
the above mentioned gazels as they contain much less intertextual
allusions and thus their relationship to their models is of another
nature. While composing these gazels their author doesn’t aim at
creating a replica of his model or models. He simply uses them as
sources of inspiration and thus the distance between a model and
the poetic reply it inspired is greater than in the previous cases.
These poems usually retain or in some cases slightly change the
formal framework of the model poem and contain only a few
textual elements that can be considered intertextual allusions.

The poem composed in the metre hezec-i miiseddes-i mahzif (. -
--|.---]|.--), using the rhyme -an, the redif -i man ¢i-st ‘what is
my..” and starting the with the line Dila dil-hasta-am darman-i
man c¢ist “[My] heart I am sick-hearted, what is my remedy?”
seems to have been inspired by a gazel of Kasim-i Anvar (d. 1433;
Kasim-i Anvar, 1337/1958: 83). Except for including four of the
rhyming words Kasim also used (darman ‘remedy’, can ‘soul’, sar-
gardan ‘stupified’, afgan ‘lamentation’) and the short utterance, bi-
hin agusta-am “I am smeared with blood” appearing in the first
misra‘ of Kasim’s and in the first hemistich of the fourth couplet in
Muhibb1’s poem there aren’t further allusions to Kasim’s gazel.

The case of the gazel composed in the meter mujtas-i
miisemmen-i mahbun-i mahzuf (.-.-|..--|.-.-|..-or--),
relying on the rhyme -ar, the redif na-mi-yabam “I don’t find” and
starting with the misra‘® Taravat-i saman-at dar kamar na-mi-
yabam (“I don’t find the freshness of your jasmine in the new
moon”) is very similar. Except for the rare combination of metre,
rhyme and redif and a few rhyming words, only a vague allusion in
the text suggests that the poem was inspired by a gazel of Amir
Husrau Dihlavi (d. 1325; Amir Husrau Dihlavi, 1361/1982: 439-
440). The word bala ‘trouble’ occurs in both poems in the
hemistich that includes the rhyming word batar ‘worse’.

The gazel starting with the hemistich Vah ki zulf az didan-i riy-i
tu ma-ra mani‘ ast “Alas, [your] curling locks prevent [me] from
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seeing your face” uses the metre remel-i miisemmen-i mahzif (- . -
-|-.--]-.--|-.-), therhyme -iand the redif -ast ‘is’. The poem is
part of a small paraphrase network consisting of two poems one
composed by Amir Husrau Dihlavi (Amir Husrau Dihlavi,
1361/1982: 69) and another by Kamal-i Hucandi (d. 1400; Kamal-
i Hucandi, 1372/1993: 67). The previously mentioned gazel
proves that Muhibbi knew Amir Husrau’s gazels and occasionally
he found inspiration in his poetry. Nevertheless, unlike in a case
mentioned earlier where he selected his model lines from the
whole of the network in this case his gazel contains allusions only
to Kamal's gazel.

As it has been mentioned earlier, the first beyt in a nazire can
serve as a “title”. In this case the first couplet of Muhibbi includes
a combination of key elements that can be considered intertextual
allusions to Kamal’s poem. The first hemistich in both poems has a
form of the verb didan ‘to see’ and the phrase ‘your face’
expressed with a noun phrase riy-i tu and riy-at. The second
misra‘ of Muhibbl’s poem contains a further reference to Kamal'’s
first hemistich, a combination of the rhyming word kani* ‘satisfied’
and the concept of a ‘vision’ expressed by the noun hayal.

Kamal Ia.

DiDA dar ‘umri zi riyat hayali kani‘ ast

“Having seen only a vision of your face for all my life is enough
for me”

Muhibbi L.

Vah ki zulf az DIDAN-i riy-i tu ma-ra mani‘ ast

Z-an dilam dar sam-i hicran ba hayal-at kani‘ ast

“Alas, [your] curling locks prevent us from seeing your face

During the night[s] of [your] absence my heart is satisfied with
your vision.”

The second couplets of the two poems are also related. Both
first misra‘s start, though in a different context, with the utterance
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“the soul left/went...” (can ki raft..; can-i man sud..) and both
second hemistichs contain a proverbial saying “everything returns
to its roots”.

Kamal II.

Can ki raft az pis-i ma hvahad bi-an lab baz gast

Ctin bi-asl-i hvis har ¢izi ki bini raci‘ ast

“[My] soul left me it’s going to return to those lips
Because everything you see returns to its roots [finally].”

Muhibbi II.

Can-i man sud siiy-i candn u ma-ra sahd guzast

Z-an ki asya cumla dar ‘alam bi-asl-ags rdci‘ ast

“My soul went towards [my] beloved and left me, O [my] Sah
Because everything in the world returns to its roots finally.”

Muhibb1’s gazel starting with the misra® Ta ¢and kasam dar
gam-i tu bar-i malamat “How long shall I bear the burden of scorn
because of the pain you caused?” is part of a small paraphrase
network consisting of poems composed by Hafiz (Hafiz,
1382/2003: 113), Nevayr (Nevayi, 1375/1996: 107-108) and
Katibi (d. 1435; Katibi, 1382/2003: 64). These gazels were
composed in the metre hezec-i miisemmen-i ahreb-i mekfif-i
mahzuf (--.|.--.].--.|.--) and they rely on the rhyme -amat.
Intertextual allusions in Nevayi's and Katibi's poem show that
both of them were meant as poetic replies inspired by the gazel of
Hafiz. Muhibbi’s poem is, however, very loosely related to the
other three poems and except for the poetic framework, several
rhyming words (malamat ‘scorn’, kiyamat ‘resurrection’, nadamat
“friendship”, ikamat “stay”) and two phrases found both in
Nevayl's and Hafiz's poem (rtiz-i kiyamat “the day of resurrection”,
cay-i ikamat “place of stay”) doesn’t share common poetic
elements with the three other poems.

The Yahuda manuscript contains only these poems that can be
termed imitations. As a conclusion it can be said that Muhibb1’s
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poetic replies as they are preserved in the Yahuda manuscript
were inspired mostly by poets whom Muhibbl mentioned in his
Turkish gazels as his ideals in poetry. The exceptions are Kasim-i
Anvar and Nesimi who are never referred to as role models in any
of the last couplets of Muhibbi’s gazels and thus their poems are
not expected to be part of the list containing Persian gazels that
inspired the Sultan to compose poetic relies. It should be added
here that though several of Muhibbi’'s gazel mention Nevayi (Ak,
2006b: 149, 244, 287), the fact that his Persian oeuvre was
regarded part of the classical Persian literary canon and his
Persian gazels were chosen as models by an Ottoman poet is more
than interesting

As makta‘s of Muhibb1’s Turkish gazels often evoke the figure of
Salman Savaci (d. 1376) and Cami (d. 1492) one would expect to
find their works on the list of model poems. The Yahuda
manuscript contain a poem that might show the influence of
gazels composed by Cami and Salman. The gazel starting with the
couplets Ta kunam ruhsar-i an mah-ra tamagsa-yi digar “Until I can
get a glimpse of that Moon’s cheeks again”, however, contain only
a few poetic elements that can be considered as very vague
allusions to Cami’s poem and thus it was not included in the
analyses. As far as the influence of Salman is concerned, though
the Yahuda manuscript doesn’t contain any poems modelled on
Salman’s gazels, the manuscript Ak used for his edition preserved
one such poetic reply (Ak, 2006a: 15). Numerous intertextual
allusions indicate that the gazel starting with the line Man nasim-i
subh-ra can mi-daham bar buy-i dust “I'd give my life to the
morning breeze in exchange for [my] friend’s fragrance” was
inspired by Salman’s poem beginning with the misra“ Musg rizan
mi-cahad bad-i bahar az kiy-i diist “The spring wind blowing from
the friends alley sprinkles musk” (Salman, 1371/1992: 386-387).

The comparative analyses of Muhibbi’s nazires highlighted the
Sultan’s various approaches and techniques he used when
composing an imitation poem. These techniques represent all
shades of imitations between the two extremes: producing a close
replica of the chosen model by replacing its key elements with
synonymous expressions and composing an emulation that is only
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loosely related to the poem that inspired the poet to write a poetic
reply to it.

Appendix

Elegy on the death of Sehzade Mehmed (fols. 260rv)

Ey ka‘be-i bakdya giden mir-i ersediim

Ey saltanat sipehrine mehtab-i as‘adum

Ey tahtgah-1 hulda emir-i muhallidiim

Sehzadeler giizidesi Sultan-1 Muhammediim

Begler gériin ki nitdi bana tali*i siyah

Ebr-i sefid icinde nihan old1 mihr iti mah
Can giilseninde gonca iken haka diisdi ah
Sehzadeler giizidesi Sultan-1 Muhammediim

Can u goniil visalile sad-kam idi
Tursa otursa serv gibi hos-hiram idi

118 Gelse makala biilbiil-i sirin-kelam idi
Sehzadeler giizidesi Sultan-1 Muhammediim

Nagah ¢ekdi perdeye riiy-1 visalini

Sem‘a erismez eyledi sirin makalini
Eglence kovdi diinyede cana hiyalini
Sehzadeler giizidesi Sultan-1 Muhammediim

Giilberg-i biistan-i zemin ii zeman iken
Giin gibi ntur-i dide-i can u cihan iken

Terk itdi tdc u tahti hentiz nevcivan iken
Sehzddeler giizidesi Sultan Muhammedtim
Nige yanup yakilmayalar mader ii peder
Olmigdi hiisn ti hulkla can gibi mu‘teber
Didi Muhibbi rihleti tarihin ah ider
Sehzadeler giizidesi Sultan Muhammediim
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