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Abstract

M. Said Ordubadi who started his literary career at the beginning of the 20th century was one of
the pioneers of the contemporary Azerbaijani novel. He aimed to reach his readers didactically
with his works. Ordubadi who wrote for the benefit of his people, is renowned for historical novels
in Azerbaijani literature. However, he started with poetry and continued to write in other genres
like short stories and novels too. He also wrote essays for a number of magazines and newspapers.

Some of his dramas were published in little books or journals when he was alive, some of them
posthumously for the first time in “Osarlori” in Baku, in 1964. Two of his dramas published in this
book are in verse, and the other four dramas are in prose. “Sevgilor” and “Maral” are verse
dramas.

This examination is a stylistic analysis of Ordubadi’s poetic drama “Sevgilor”. The intrinsic
approach has been taken as the basis for this analysis. According to the available data, none of his
dramas have ever been examined in terms of stylistics. So, the analysis based on some stylistic
devices has aimed to show what sort of personal style Ordubadi tried to use to reach his audience
or reader. This examination will provide the readers/audience with some concrete examples with
reference to how Ordubadi deliberately used stylistic devices in the drama.
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ORDUBADI’NIN “SEVGILOR” OYUNU UZERINE STILiSTiK BiR INCELEME
Ozet

Edebi kariyerine XX. yiizyilin baslarinda baglayan M. Said Ordubadi, cagdas anlamda Azerbaycan
romanmin Ociilerindendir. Eserleriyle daima okurlarmma ulasmayr ve o&gretici olmayir hedef
edinmistir. Halka yararli olmak i¢in yazan Ordubadi, Azerbaycan edebiyatinda tarihi roman
tiiriiyle tinliidiir. Fakat edebiyata siirle baglamis, kisa hikdye ve roman gibi tiirlerle devam etmistir.
Bazi gazete ve dergilerde de ¢esitli yazilar yazmustir.

Oyunlarindan bazilari sanatgi hayattayken kiigiik kitaplar veya dergilerde yayimlanmis, bazilari ise
sanatc1 Oldiikten sonra 1964’te “Osarlori” adli kitapta Bakii’de basilmistir. Bu kitapta basilan iki
oyunu manzum, diger dort oyunu ise mensurdur. “Sevgilor” ve “Maral”, manzum olarak kaleme
alinan oyunlaridir.

Bu ¢aligma Ordubadi’nin “Sevgiler” adli siirsel oyununun stilistik bir analizidir. Analizde metin
odakli yaklasim esas alinmigtir. Eldeki verilere gore sanat¢inin hicbir tiyatro eseri stilistik olarak
incelenmemigtir. Dolayisiyla ¢calismada bazi stilistik unsurlarin esas alindigt analiz, Ordubadi’nin
okur veya seyircilerine ulagmak i¢in nasil bir kissel iislup kullandigimi géstermeyi amaglamaktadir.
Bu inceleme, yazarin oyunda stilisitik unsurlar1 nasil kullandigina iliskin somut o6rnekler
saglayacaktir.
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Introduction

Mammad Said Ordubadi, as he stated, was born in Ordubad, which was steeped in
turmoil with wars of religion and cult, in 1872. (Ordubadi, 2012, p. 24) He started
writing poetry when he was a child in the school of Mirza Bakhsi, who was also
keen on poetry. (Ordubadi, 2012, p. 29) According to Ordubadi’s memories, his
teacher Bakhsi was organizing a poetry competition between the students
including Ordubadi and he was sharing out the money among the winners that
students brought for the competition. Ordubadi stated that since he memorized all
the poetry in the book “Bustan” written by Saadi, he was accustomed to poetry.
So he won a competition about poetry when he had to find a verse starting with
“z” and ending with “t”. But he created a couplet by himself because he couldn’t
find one instantly with the required criteria. (Ordubadi, 2012, p. 29)

It is known that Mammad Said wasn’t so eager to write poetry in Turkish in the
beginning, since they were reading everything in Persian at school and they had
also strictly a limited number of books to read in Turkish. (Ordubadi, 2012, p. 30)
Consequently, he wrote his first couplet in Persian in the poetry competition. So,
it is obvious that the talent of Mammad Said was mostly formed by Persian
poetry. While he was working in the factory of Garabed Babayev, where a lot of
Armenian girls were also employed, he loved two Armenian girls: Sophia and
Varvara. Then he wrote his second couplet in Persian for Sophia. (Ordubadi,
2012, p. 32) He wrote his first Turkish couplet for Varvara:

Safayi- giilsana cixma, bahara gorsanma
O giil camall qizil giil goriib xacalat olur. (Axundlu, 1997, p. 14)

The general interpretation of the couple may be like that: “Do not seek the
pleasure of the rose garden, don’t be seen (or noticed) by spring. If those red roses
see that rosy face, they will feel embarrassed.” Ordubadi used some contextual
compatibilities like “safayi- giilson” (the pleasure of the rose garden) and
“bahar” (spring), “giil camal’(rosy face) and “qizil giil” (red rose) and it is also
known that when people blush or get embarrassed, they become red and rosy.
That was also used in the couplet on purpose. So here are three rhetorical devices
at the same time in the second line: one personification (The roses in the rose
garden see her and then an embarrassment appears), one contextual compatibility
(because roses are already red, and they also see her rosy face and probably roses
blush) and there is alliteration. Here the repetition of the consonant “1” (maybe for
“g” too) is not gratuitous. When it comes to the first line, there is also a
parallelism. Parallelism is a rhetorical device which, as Wales (2014) states,
depends on “the repetition of the same structural paraphrase pattern: commonly
between phrases or clauses.” (p. 301) Ordubadi used the same grammatical
structure on purpose: “-a ¢ixma” and “-a gérsonma”, which also rhymes here.
There is another personification in the first verse: Spring notices her like a person.
As can be seen from his first couplets both in Persian and Turkish, he was under
the influence of the classical poetry of Persian literature. However, he changed his
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content afterwards and started writing political or satiric poetry like “Lenina”
(For Lenin - 1924), “Giinasik biz” (We are the Sun - 1926), “Vatonimiza Bir Ne¢a
Soz” (A couple of words for our homeland -1907) “Sialor” (Shias — 1923) etc. He
also used some rhetorical devices in these poems.

Ordubadi began his literary career with Turkish poetry. He published his first
Turkish poem in Shargi-Rus' in 1903. And since he was encouraged by his first
publication, he continued with satiric poems in “Qeyrat™? established in Tbilisi.
His critical poems caused very strong reactions even in his inner circle. In those
years Ordubadi was quite critical of fanaticism, especially about religious
fanaticism. In his memories, he stated that he was getting more enemies as he was
working for Molla Nasraddin Magazine (Ordubadi, 2012, p. 50), which is a well-
known periodical for the criticism of the mindset of fanaticism. However, in spite
of various difficulties, he always kept writing about social issues. It is obvious
that one of his greatest passions during the most productive period of his life was
to work on social issues and contribute to society by writing about historical
works. Some of them are “Gizli Baki”, “Doyiison Sahor”, “Dumanli Tobriz” and
“QOilinc ve Qalam” novels based on historical events. Even though Ordubadi tried
to use many historical facts in his works, his novels are not scholarly history
books; but fictions in which some historical facts were used.

It can be said that there is only one book that includes Ordubadi’s six dramas
today. The book was printed in the Cyrillic alphabet and published with the title
“Pyeslor vo Romanlar” in Baku. When Ordubadi was alive, some of his dramas
were published in various magazines or books, and some of them weren’t
published anywhere. Bakhtiar Asgarov (2013) said in his book “Mommaoad Soid
Ordubadinin Dramaturgiyasi” published in 2013 that “M. S. Ordubadinin M.
Fiizuli adina alyazmalar Institutunda saxlanilan 30 dram asari verir. Hansi ki, bu
qadar dram asarinin yalniz 6-s1 adabi ictimaiyyato malumdur. Odabiyyatsiinasliq
elmi bu giina qador M. S. Ordubadini bir dramaturq kimi yalmiz 6 asor
saviyyasinda tammuisdir.” (Osgarov, p. 65) And additionally it requires finding
the text in an archive or library to reach the book today because, according to our
research, it hasn’t been republished again since 1964.

Since all his dramas haven’t been published yet, it is difficult to know how many
of them were written in verse or prose, but according to “Pyeslor vo Romanlar”,
which is the only available book regarding his dramas, he wrote two dramas
entirely in verse: “Sevgilor” and “Maral”. In this article, the book in question has
been used for examining the stylistic features of the drama “Sevgilor”. The whole
book was published in the Cyrillic alphabet by Azernashr in 1964. But we have

! The original name of the newspaper printed in Arabic alphabet: G s5)

2 “Qeyrat” was a printing house established in Tbilisi by Mirza Jalil and O. F. Nemanzadeh. The
name means literally “endeavour” or “effort”.

3 “There are at least thirty dramas in the Institute of Manuscripts Named After Muhammad Fuzuli
but only six of them have been known by the literary community. So the literary community has
known Ordubadi as a dramaturg only with his six works so far.” (Trasnlated by us)
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transcribed the quoted verses and other proper names from the Cyrillic alphabet
into the Modern Azerbaijani alphabet in use today. When it comes to language,
the quotations in the article have been quoted in their original languages as
published.

This article will dwell on Ordubadi’s style and how he conveyed some ideas
through the characters in the drama by monologues or dialogues. It is intended to
reveal how he used figurative language and poetic devices. Stylistics is comprised
of some levels of language which, according to Paul Simpson, (2004) are
graphology, phonology, morphology, syntax, lexicology, semantics and discourse
analysis. (p. 5) And according to Simpson (2004) these levels “interpenetrate and
depend upon one another” (p. 5). So, in this examination, we will also follow
graphological features, phonological features, morphological features,
grammatical features, lexical features and semantic features in order to
demonstrate stylistic features in the drama.

Graphological Features

The denotation of the word “graphology”, according to the Longman Dictionary,
is a study of handwriting to figure out people’s character.* But when it comes to
stylistic analysis, Simpson (2004) describes it as “the shape of language on the
page” (p. 5). And Katie Wales (2014) states that graphology also refers to “the
writing system of a language, as manifested in handwriting and typography; and
to the other related features.” (p. 194). In this respect, Mick Short (2013) also
shows some examples of graphological deviations in his book “Exploring the
Language of Poems, Plays and Prose” (p. 56). So graphological deviations are
also important for him. Depending on graphological deviation, some syllables or
words are pronounced divergently and it is inferred from Short’s study that some
graphological features are related to some phonetic features. (Short, 2013, p. 55)

This drama, first of all, was written in verse, like poetry. And its alphabet is
Cyrillic which was the one used in the 1960s in Azerbaijan. Either the verses of
characters are made up of some couplets that follow one another or one single
verse of a character rhymes with the next verse of the other character like a
couplet. So the whole rhyme scheme is actually a coupled rhyme (AA BB CC)
where the lines rhyme in pairs successively. That probably allowed the writer to
be more independent as he was conveying his ideas or thoughts through the
characters since each couplet has its own rhyme consecutively. Yet it is possible
to see some imperfect rhymes, like slant ryhmes involving consonance or
assonance. Here “k” and “g” are used as similar consonants. Yet there is a slant
rhyme involving the assonance “5”:

S6yla bu na sikva, bu na kiismak?

4 https://www.ldoceonline.com/dictionary/graphology
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Insanlarin hapsi manca yekrang.’(Ordubadi, 1964 p. 59)

[13%4]
1

or with the sounds “U” and “1”, it is possible to see the difference but there is a
slant thyme involving consonance “f”:

Yox xariigiilads bir tasadiif,
Hoayrat yeri, yox gar olsan arif. (Ordubadi, 1964, p. 56)

But except for a few examples, the “end rhyme”, which is the most commonly
one, is used in almost every couplet. There are many other types of rhymes used
in the play, that are actually related to sound patterns, such as full rhyme, internal
rhyme, head rhyme, etc. It is difficult to see any graphological deviations in the
poetry since the poetry is quite ordinary in terms of graphological aspects. All
units of verses are made up of couplets.

When it comes to capitalization and punctuation in the play, it seems that the
writer capitalized the first letter of every line. Although one sentence is mostly
made of a pair of consecutive lines, every line is capitalized in the couplets. But
such rhyming couplets with capitalization can be seen in Shakespeare’s plays, like
Romeo and Juliet. So, capitalizing the first letter of lines in poetry is a common
and conventional attitude in graphology. But not for some languages like Persian.
Many poets wrote in couplets in Persian literature, like Rumi, Saadi and Hafez.
Therefore, this is not a graphological deviation in this drama. It is also possible to
see all modern punctuation accepted today in modern Azerbaijani literature.

Phonological Features

Phonological level, according to Paul Simpson (2004) is “the way words are
pronounced” (p. 5). This is a general description. However, the intention of the
phonological analysis is to determine and demonstrate the intentional use of sound
patterns which are important in terms of stylistics. As a consequence, some
segmental features made up of vowels and consonants have been treated in order
to show alliteration, assonance, exclamation or onomatopoeia in this section. But
suprasegmental features haven’t been determined and shown in detail in this
study.

It is obvious that the writer used alliterations. Alliteration here is accepted as
Wales (2014) states: “the repetition of the initial consonant in two or more
words.” (p. 14). Since it is an “initial rhyme”, these examples can be alliteration
here:

Bos bir quyuda eyleyelim Yusifi piinhan,
Qalsin o qaranlhq quyuda, olsiin acindan. (Ordubadi, 1964, p. 53)

Qarisib qumlara gqayar badanim,

5 In the examples, we have transliterated the Cyrillic alphabet used in the book into the modern
Azerbaijani alphabet.
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Bir yanar oddan ibarat vatanim

Sus daha dinma, danisdinsa yeter!

Bu isi verma Yahudaya xabar.

Yalqiz yasama, get ara tap kandina yoldas,
Misrin madoni miilkiina at birco vatondas

There is another example, which can also be a special kind of alliteration. There
are three initial sounds, including one vowel repeated three times in a line that can
be regarded as a reverse thyme. As Wales (2014) points out that “7The repetition of
initial consonant and vowel is termed reverse rhyme.” (p. 372):

Mban mansaba aldanmayiram, olka manimdir,

Isfal edomom ciinki bu yer 6z vatonimdir. (Ordubadi, 1964, p. 74)
It is possible to see four times of repetition of the initial consonant sounds:

Hor gordiiyiinii sevsa agar dohrda nisvan,

Qalmaz qadimin hiisniina qiymat qoyan insan

But when it comes to the subject of alliteration, of which the initial consonant
sounds repeat at least twice, so much more alliterations than we have shown could
be found in the play. However, internal alliteration, where the medial consonant
sounds repeat at least twice (Tamara O’Callaghan, 2006 Western World
Literature), can be seen in almost every verse in the poetry. Because it is possible
to see two of the same consonants in many verses. This is why, here, three or four
amounts of repetitions of the same initial consonant sounds in a line have been
shown as examples of some remarkable alliterations. Therefore, it would be
accurate to state that the alliteration made up of the repetition of more than two
initial consonant sounds is not actually commonly used in the poetry.

It is seen that the writer also used a lot of assonances, which is also accepted in
this study as Wales (2014) describes: “The same (STRESSED) vowel is repeated
in words, but with a different final consonant” (p. 35). So, the stressed syllables
are the main point for assonance. In the play, the writer used assonance in some of
his verses:

Intigam almamis aram olmam

Oz qusurundan utansin qoy atam.

Mon birca nafar asirii mahkiim,

Hor fikirda , har amalda mahrum. (Ordubadi, 1964, p. 53)
Goar versa zarar mana bu sovda,

Olmaz sona da saadat asla (Ordubadi, 1964, p. 61)
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In the drama, there are some examples of anaphora, which the writer probably
aimed to achieve some effects with. Here are some examples of anaphoras from
single lines or some rhyming couplets:

Bilmam bu na xulya, bu na sorsam, bu na kéftar? (Ordubadi, 1964; 53)

San gozallikda, san vacahatdo,
Az dogulmus bizim vilayatda
Min hiylalorin, min ixtilafin,

Min ig iizii ganli e tilafin,

Bir -birbirlarina yox e timadl,
Bir parca kagizdwr ittihadi. (Ordubadi, 1964, p. 63)

This is another example of anaphora, where the repetition of the same word is at
the beginning of different characters’ lines:

Zansansut: Pulsuz malok olsa olmaz qalbima hakim,
Tadoxina: Pulsuz kisinin soylo goriim esqi na lazim?
Aponet: Pulsuz kisi gar etsa mana varligin ithaf, (Ordubadi, 1964, p. 67)

It is also possible to give some examples of epistrophe in the drama. Epistrophe,
as Wales (2014) describes, is “the last words in successive lines, clauses or
phrases are repeated” (p. 141). From this description, it can safely be said that
there are two types of epistrophe here: The last words of some consecutive
sentences in a line and the words at the end of both lines in a couplet are repeated
in this example. At the end of the second act, Xadim says:

Radd ol buradan, ¢akil! Konar ol!

Hadyan demo, sus da, husiyar ol! (Ordubadi, 1964, p. 67)
Aglama bizda san sad olarsan,

Quissadan, gamdan azad olarsan. (Ordubadi, 1964, p. 67)
Son bir kisison mahabbatin yox,

Biganasan esqo, iilfatin yox. (Ordubadi, 1964, p. 66)

Some more examples of epistrophe may be added. And there are also some
examples of polyptoton in the drama. Since polyptoton is described as “words are
repeatedly derived from the same root” (Wales, 2014, p. 329), some examples can
be given regarding both Azerbaijani Turkish words and Arabic-origin words in
Azerbaijani Turkish:

Bunlar na-¢i-dir? Na-dir bu bazar?
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Mbon sad olamam bu yerda nagar. (Ordubadi, 1964, p. 60)
Bu Ziileyxa sanin 6z ana-n-dur,
Ana-n-dan da sona mahribandir. (Ordubadi, 1964, p. 64)

San bir agasan har isdo hakim,

Moazlum il> olurmu zalim? (Ordubadi, 1964, p. 60)

The words in the latter example depend on the same root (Ar. Jx<<) in Arabic.
These are “mazium” (1<) and “zalim” (AUs) derived from the same root “zulm”
(33), which is also a morpheme. Since Arabic loanwords are very common in
Azerbaijani Turkish, this inflection feature has been useful for writers to create
some phonetical devices in stylistics.

In the poetry, there are some onomatopoeia and exclamations in the poetry.

According to the Cambridge Dictionary, the word exclamation is described as

“something you say or shout suddenly because of surprise, fear, pleasure, etc.”.®

And since this is a script, exclamations are integral parts of how the actors build
their characters. One can see some of its examples in the dialogues or monologues
of the text:

orlik na demak, nadir bu sozlor?
Monzur deyil sevilmayan ar! (Ordubadi, 1964, p. 70)
Danma ke¢di ¢obanlikda yayat,
Uziimiiz giilmadi heyhat-heyhat! (Ordubadi, 1964, p. 50)
On the other hand, very few examples of onomatopeia can be seen in some verses:
Sakit ol, faidasizdir bu sada,
Yox qigirmakda, bagirmakda dova. (Ordubadi, 1964, p. 51)
Sonda de goriim nadir bu xulya,
Nisvan na iigtin yaranmis aya? (Ordubadi, 1964, p. 65)

These are actually very limited examples of lexical onomatopoeia which, as
Simpson (2004) describes, “draws upon recognised words in the language
system”.(p. 67) There aren’t any examples of nonlexical onomatopoeia in the text.

Morphological Features

The morphology of the Turkish language is very suitable to produce parallelism in
poetry. Since Turkish is an agglutinative language, radifs mostly depend on bound
morphemes. And most, if not all, of these radifs are made up of suffixes. And
radifs which are either inflectional morphemes or derivational morphemes are

6

https://dictionary.cambridge.org/dictionary/english/exclamation
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preceded by rhymes. So, rhymes come first. This way of producing rhymes is very
salient in Turkish poetry. In this drama, the writer used these devices in every
couplet. Ordubadi used very similar sounds or some homonymic lexical
morphemes to produce a wide range of rhymes at the end of the lines. And it is
also possible to see many suffixes that have an identical function on a large scale,
after the rhyme:

Bir gonc isa macarasi ¢cox-dur.
Satmagdan alava ¢ara yox-dur (Ordubadi, 1964, p. 65)

In the following example, the first “m” is the first-person singular suffix, and the
second “m” is the first-person singular possessive suffix. These have the same
spelling and pronunciation, but they give different meanings to the conjugation.
And the rest are similar sounds, so there is no radif but a perfect rhyme here:

Hop bir abadiyyat his ed(2)-r-di-m,

Zira yox idi bir 6zga dord-(i)m. (Ordubadi, 1964, p. 61)
And it is possible to see different types of rhymes in the drama, like one inside the
other: One-word rhymes with another word, which involves it at the end of the
couplet:

Diin bir giil idim, bu giinsa sol-du-m,

Giil yarpagidak xazankas ol-du-m, (Ordubadi, 1964, p. 58)

Onlar diizaldib bizlori 0z nafsina alat

Orlardan imis ciimla gadinlara safalat. (Ordubadi, 1964, p. 69)

The other one is that he used some Arabic words in the same form to create some
rhymes too. These examples are mostly without radif: ...#2°yin,/.. t2’min
(Ordubadi, 1964, p. 63), ...maftun,/ mamnun. (Ordubadi, 1964, p. 67), ...machul,
/...magbul. (Ordubadi, 1964, p. 67)

It would be accurate to say there are barely any morphological deviations in this
drama. But it must be limited even though we might have overlooked some
examples unintentionally. We have just determined one in the drama:

11

Goar malik olam bu giil camals,
Min nifrat ola o miilkii mala.” (Ordubadi, 1964, p. 62)

The word “deviation” is used here in the sense of the term that Wales (2014)
describes: “Deviation refers to divergence in frequency from a norm, or the
statistical average.” (p.110). The general norm here is the vowel harmony in the

Turkish language. The dative case suffix (a bound morpheme) should be “a” at
the end of the noun “mal” because of the vowel harmony in the Turkish language.
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For instance, the same word was conjugated in the same way in one of Miicriim
Korim’s poems: “... /Gal giivonma doviatina, malina, / Mala, miilka, omra etibar
olmaz.” (Dhlihan, Israfil, Hiiseyn, 2005, p. 284) However, in the drama, the suffix
was used as “0” in the conjugation in order to make it harmonious with the rhyme
of the word “comal”:

Grammatical Features

Simpson (2004) describes “syntax” under the branch of language study as “the
way words combine with other words to form phrases and sentences.” (p. 5) under
the level of language. In this part, grammatical analysis is based on sentence
structure, including grammatical deviation, which is also a part of stylistics.

According to “A Dictionary of Stylistics” by Wales (2014), the aspect of syntax is
“concerned with the arrangement of words in clauses and sentences in particular,
but also phrases.” (p. 438), so the structure of sentences has been examined in the
text. And one can clearly see the formal order of sentences and clauses used here.
In the following example, there are two adverbial clauses, objects and verbs
respectively:

Altun olsam da / mani / sevmayacak,
Yasadikca / moani / tahqir edacak. (Ordubadi, 1964, p. 49)

But this is very restricted. In the drama, since it was mainly paid so much regard
to rthymes, radifs and sound harmony, it seems that the flexibility of syntax was
used for that. However, since the word order variations are quite flexible in
Azerbaijani Turkish, the poet used many variations and applied some deviations
which are not common in literal language. As a consequence, the poet managed to
keep the rhyme scheme in that way. The formal order of words in Azerbaijani
Turkish is subject, object and verb respectively. And the vast majority of the
couplets are not made up of regular sentences but inverted sentences, some of
which could be regarded as grammatical deviations. In the following dialogue,
Qilogana conforms her verse to the previous one in order to adhere to the rhyme
scheme. And they make one sentence together:

Aponet: Man istadiyim olmasa bir giinda miihayya,

Qilogana: Géydan diisa pulsuz kisi sevmom onu asla (Ordubadi, 1964, p.
67)

The first verse is a conditional clause, and the second one completes it, so the
formal sentence could be “Moan istadiyim bir giind> miihayya olmasa, pulsuz kisi
goydon diissa de onu asla sevmom.”.” Mick Short (2013) explains these broken
rules in the poetry of English like this: “...would be corrected if it appeared in the
writing of a student learning English. But we assume that poets have already

7 “If what I want is not ready in one day, I will never love a penniless man even if he falls from the
sky. ”(Translated by us)
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learnt the rules of their language, and so if they produce such 'errors' we construe
them as purposeful.” (p. 49) The same thing can also be seen here. There are some
other inversions in the drama. For instance, some auxiliary verbs deviate from
their grammatical orders, so some nouns and auxiliary verbs are inverted.
Ordubadi broke the formal rules:

Cilpaglarin 2lda etsa fiirsat,
Eylar bu soniik hayata nifrat. (Ordubadi, 1964, p. 65)

In the above example, the compound verb that means “to hate” is actually “nifrat
eyla-" or “nifrat et-", but it is broken, converted and separated in the verse. This
deviation with the auxiliary verb “eyls>-” is also seen in twenty different
compound verbs in the drama “eylor icad”, “eylasa dvdat”, “eylasa sohbat?!”,
“eyloma nogsan”, “eyloma ... qurban”, “eylarom ... xidmoat”, “eylomis qanun”,

“eylo hormat”, “eylo al’an”, “eylorsa ... ahdi imza”, “eylorsa ... iilfat”,
“eylomigsan alat”, “eylo istifada”, “eylomaz mohabbat”, “eylasin ... isbat”,
“eylomadim ... moasrur”, “eyla ... azad”, “eylaso ta’yin”, “eylomadin

miirtivvat” and “eylor ... xayanat”. This drama abounds with examples of

converted auxiliary verbs. One of them is the verb “et-” which is used in more
than twenty compound verbs. The other one is “gi/-” which is seen in at least
eleven different compund verbs, like: “gilan tamasa”, “qilmadin izhar”, “qilma

. tovhin”, “Qilmisdi ... ne’'mat”, “qil iilfot”, “qil ¢cara”, “qil ... sarafraz”,
“qilsan ... taslim”, “qilsa mahabbat”, “qilsin ... Nil suyundan”, “qil ... teskil”.
Examples can be multiplied with other compound verbs with nouns like “¢cix-:
“Xulyalarin artiq ¢ixacaq yadindan.”, “Ma ’zur tutun, ¢iinki ¢ixib manliyim aldon”
or “sal-” as in the examples: “At fikrini, hifz etma bunu, salma yolundan!”, “Sal
hicra ki, hicram sevir esq ilo sevda” or ‘“ver-“ as in the examples: “Mon
vermamigsom bunca falakatlora meydan”, “Sad olma abas, vermoarik ol fiirsato
imkan” or “diis-”, “vur->, “qal-” etc. So, the regular and compatible rhyme
scheme accounts for these deviations.

In the drama, it is also possible to see different types of sentences, but since the
drama is a poem that is made up of verses, a great many compound, complex and
inverted sentences can be seen. Some couplets are comprised of only one
sentence, but some of them are just two or more independent sentences:

Hor ailanin ¢akdiyi gam, gordiiyii zillat,
Das galbinin fitnalorindan ¢ixar albat. (Ordubadi, 1964, p. 73)

In the above couplet, two different verses construct a sentence. The first verse is
the subject of the finite verb “¢ixar”, which is located in the second verse. In the
following couplet, there is a complex sentence, which is actually conditional:

Caomiyyata har kas etsa xidmat

Millat goyacaq o zata giymat.. (Ordubadi, 1964, p. 71)
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Ordubadi made some couplets comprised of four independent clauses too. Here
are four independent simple sentences:

Yekrong deyil basar, yanilma,
Xiilyaya gapilma, sahv gilma! (Ordubadi, 1964, p. 60)

The poet didn’t use the conjugation “vo” (and) at all, but he used “amma’ (but) just
four times, “ancaq” (but) ten times and “il>” (with) one time as a conjunction in the
drama. It is also possible to see some other conjunctions. However, some
asyndeton examples can be seen:

At fikrini, hifz etma bunu, salma yolundan! (Ordubadi, 1964, p. 54)

or
Kimsiz, nacisiz, sizo no lazim?
Bu gafils hansi somta azim? (Ordubadi, 1964, p. 55)

It is possible to show many examples of asyndeton, but we will make do with
these examples. Since Ordubadi didn’t use conjugation very often, he preferred
inverted, complex or compound sentences more frequently. Some examples can
be seen regarding two subjects (nouns) are linked to the same finite verb:

“Sal hicra ki, hicrani sevir esq ila sevda” (Ordubadi, 1964, p. 70)

Yet it wouldn’t be accurate to evaluate similar compatibilities as syllepsis
examples. Because it is, as Corbett and Connors (1999) described “use of a word
understood differently in relation to two or more other words, which it modifies or
governs.” (p. 399) Besides, Ordubadi used verbs in almost every verse. That is
why it is difficult to see syllepsis examples, but it is easy to see the opposite: The
same subject (noun) is linked to two (or more) finite verbs:

Atamiz bizda raqabatlor acar,
Galacak siilha birar siingii sacar. (Ordubadi, 1964, p. 50)

Lexical Features

This part is an outlook on the vocabulary and how Ordubadi used the words in the
drama. As Simpson (2004) states, “the vocabulary of a language” (p. 5) is
important in terms of stylistics. In this analysis, we are going to examine lexical
features in the drama the way Mick Short (2013) did in his book “Exploring the
Language of Poems, Plays and Prose” (p. 18). In this regard, we are going to
dwell on “lexical repetition” and “lexical groupings” in the drama. We have also
benefited from Dan MclIntyre’s examination® on this subject.

8 Dan Mclntyre, “An example of a stylistic analysis”. Published at the website of Lancaster
University: https://www.lancaster.ac.uk/fass/projects/stylistics/sal/example.htm
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When it comes to lexical repetition, it is obvious that there are no repeated stanzas
or verses. However, it is possible to see some repeated words, like “bir”. In the
following example the words “bir” are indefinite adjectives, except for the one in
the second line, which is a noun. Other adjectives are all indefinite, like “one

b1

piece”, “one battle” or “one conflict”:
Bir parc¢a kagiz da ondan afzal.
Bir -birbirlarina yox e 'timadl,
Bir par¢a kagizdwr ittihadl.
Eylorsa bu giin bir ohdi imza,
Bir horb qilar yart miiyayya.
Bir fitna ¢ixarsa asimanda, (Ordubadi, 1964, p. 63)
There are also repeated phrases like “bu ne”:
Bilmom bu na xulya, bu na sarsam, bu na koftar? (Ordubadi, 1964, p. 53)

These lexical groupings can be seen in various places in the drama. The ones
above consist of interrogative adverbs and demonstrative adjectives. And when it
comes to taking a glance at the repeated words or phrases as conceptual groups,
query words like “kim” (who) or “na” (what) are quite abundant:

Soyla bu na sikva, bu na kiismak? (Ordubadi, 1964, p. 59)

Bu qafils yiiklonib na yerdon?

Etmis na iigtin bu yerda maskon?

Kimsiz, nagisiz, sizo na lazzim? (Ordubadi, 1964, p. 55)
or

Soyla kimadir bu canfadalg,

Kimdbon dilayirson aginaliq?

Get sev kimi isteyirson artq, (Ordubadi, 1964, p.70)
Words like “esq”, “sevda” are among the repeated words:

Vermaz kisilor bir da sanin esqina ma 'na,

Sal hicra ki, hicram sevir egq ilo sevda. (Ordubadi, 1964, p.70)

Dan McIntyre examined lexical features under two titles: closed-class
(grammatical) words and open-class words.’ But even though determining open-
class words or closed-class words might show the word choice of the drama, we

° Dan Mclntyre, “An example of a stylistic analysis”. Published at the website of Lancaster
University: https://www.lancaster.ac.uk/fass/projects/stylistics/sal/example.htm
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don’t think this list of words would display the skill of how the poet applied
stylistic devices with them. Yet it is useful, in terms of stylistics, to determine if
the poet used “unusual words” and it is also necessary to display what kind of
impression the verbs or nouns create as they are read. These are also what Dan
Mclntyre questioned in his examination.

In the drama, there are no unusual words but old words that are not in everyday
use in modern Azerbaijani Turkish today like “nigohban” (Persian. a5,
watchman), “vacahat” (Arabic. <#\ss , dignity), “tahovwiil” ( Arabic. Js3
transformation ), “rof” (Arabic. @&, removal ). But it must be known that this
kind of loanwords can be commonly seen in the literary works of many writers of
his time. Concurrently, we see a wide range of Arabic and Persian loan words in
Ordubadi’s works. But some loanwords in the drama are very common. For
instance, as is seen in the very first couplet of the drama, there are four Turkish-
origin words, but five loan words. One of them is Persian (afas) whereas the rest
of them are Arabic-origin (sama, cohannam, hararat and faoza). These loanwords
are actually very common not only in Azerbaijani Turkish but also in Turkey’s
Turkish dialect:

Qovurur beynimi atagli soma,
Bir cohannom bu hararatla faza (Ordubadi, 1964, p.49)

All these words Ordubadi used are intertwined in the drama and Ordubadi used
these worlds to produce the same or similar voices, so he created and strengthened
the rhetorical expressions in this way.

Semantic Features

According to Simpson (2004), semantic analysis is defined as an analysis
“concerned with meaning”. (p. 7) In this section, we examine the figures of
speech in terms of semantics. When it comes to figures of speech in rhetoric,
figures in question are divided into two, as Wales (2014) states: “Broadly figures
are traditionally divided into SCHEMES and TROPES, of which schemes are by
far the most frequent.” (p. 162) Edward P. J. Corbett and Robert J. Connors also
stated in their book “Classical Rhetoric for the Modern Student” that “We will use
‘figures of speech’ as the generic term for any artful deviation from the ordinary
mode of speaking or writing. But we will divide the figures of speech into two
main groups — the schemes and the tropes.” (p. 379) And what we dwell upon
here is the tropes which mean according to their definition: “A trope (Greek
tropein, to turn) involves a deviation from the ordinary and principal signification
of a word.” (p. 379) The remarkable distinction between those figures is clearly
highlighted by them: “Both types of figures involve a transference of some kind: a
trope, a transference of meaning; a scheme, a transference of order.” (p. 379)
There are seventeen tropes in their study. We have determined some more figures
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like anthropomorphism, epithet or meronymy in addition to what they listed. (p.
162)

It is possible to see some transference of meaning in the drama. One of them is
anthimeria, which seems to be used rarely. The ones we have determined here are
not the examples in which nouns become verbs or verbs become nouns, but
adjectives become nouns. The latter can also be evaluated as a “functional shift”
or an anthimeria according to Wales (Wales, 2014, p. 89). In the Turkish
language, adjectives can also be used as substitutions for nouns. And this is a
common functional shift. For instance,

“Bilmam o agilsiz na goriibdiir kisilordon,” (Ordubadi, 1964, p.72)

The word known as “mindless” or “foolish” and substituted for the character
Ziileyxa here is the subject in the line. And another example:

“Bir giin bunu manca bilacakdir o parivag.” (Ordubadi, 1964, p.72)

The word “parivas™ (Uis s ) borrowed from Persian, which was also used in the
classical Turkish poetry in the Ottoman Empire means “like a fairy”, “very
beautiful”. The word which is an adjective substitutes for the character Ziileyxa.

Turkish poetry abounds with such examples.

Another rhetorical device is hyperbole in the drama. Wales (2014) states that “In
drama, hyperbole is often used for emphasis as a sign of great emotion or
passion” (p. 202). We can list some hyperbole examples here. Yet we are going to
make do with just a few. For instance,

Bir ne’'mot olub sonin nasibin,
Hazirda biitiin cahan raqgibin (Ordubadi, 1964, p.65)

And apart from hyperbole, there is also a metonymy in the second verse. Ziileyxa
tells the protagonist, Yusif, that the whole world is his foe. And the other
hyperbole example is about the situation of the world again. This time the
protagonist exaggerates as he describes how terrible the situation of humanity is in
the world. He describes the world as full of bowls of blood and likens it to a
terrifying bloody school:

Qan kasasidir cahan lobalab,
Paok gorxuludur bu ganli maktab. (Ordubadi, 1964, p.59)

The opposite of hyperbole is known as litotes. Litotes is purposely used to make a
speech more impressive by understating it. It’s fair to say that a very small
number of examples of litotes are used in the drama. For instance, people around
Yusif tell him that it is very difficult to see people around who are as beautiful as
him, yet unfortunately, his manner is not perfect:

Son gozallikda, son vacahatdo,

Az dogulmus bizim vilayatda.
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Hoyf ola tarbiyan deyil kamil,
Suratin dilruba, 6ziin cahil. (Ordubadi, 1964, p.58)

In the drama, there is an epithet. The character called “Fir’on” is the same as the
term “pharaoh” used for the sovereign of ancient Egypt. But this is not a rhetorical
device here.

It seems that Ordubadi applied antonymy and synonymy abundantly in the drama.
Wales (2014) divided antonymy into three kinds: “gradable” / “ungradable”,
“relational opposites” and “contextual antonymy”. (p. 26) And from this
explanation it would be accurate to say that Ordubadi used all these types in the
drama. This can be an example of a gradable antonymy: “¢ox” (much), “az”
(little):

Birogul ¢ox sevilirsa, biri azg,

Bela bir aila xosbaxt olmaz. (Ordubadi, 1964, p.50)

In the drama, this can be an ungradable example: “k6/5” (slave) and “asilzad>”
(aristocrat):

Kolayik biz, o, asilzada sevir (Ordubadi, 1964, p.49)

Or the verb “6/-” (to die) and “yasa-" (to live) can be given as examples:
Min dafa 6lam vermaz oliim galbima dohsat,
Ancaq yasasam eylorom insanliga xidmat. (Ordubadi, 1964, p.54)

Examples of relational opposites can be like that: Ordubadi used two Arabic loan
words, which also make perfect rhyme with each other, “ixilaf” (Arabic, <35a) |
controversy) and “e’tilaf” (Arabic, >3, agreement ):

Min hiylalarin, min ixtilafin,
Min i¢ iizii ganli e’tilafin, (Ordubadi, 1964, p.63)

And the other example can be given as a contextual antonymy with the words
“diin” (yesterday) and “bu giin” (today). The protagonist says:

Diin bir giil idim, bu giinsa soldum, (Ordubadi, 1964, p. 59)

Such examples could be multiplied. When it comes to synonymy, we need to
explain in what sense we use the term here. The term “synonymy”, as Wales
(2014) states, might be regarded as identical words in denotations and
connotations. (p. 412) It is also possible to find some synonymous words used
deliberately to enhance the impressiveness of the statement in the drama:

Yekrang deyil basar, yanilma,
Xiilyaya qapima, sahv qilma! (Ordubadi, 1964, p. 59)

Here, two conjugated verbs “yanilma” and “sahv qilma” both mean “make no
mistake”. One is Turkish and the other (a compound verb) is comprised of an
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Arabic loanword. Those synonyms are used with a parallelism here. We will make
do with this example since similar examples could be found and multiplied.

Another figure is irony here. It can be accurate to say that irony is not so common
in the play. However, we can give an example of irony in one of the verses of
Som’un. He says that his brother Yusif will be happy because of his dream.
Som’un insinuates the opposite of his literal words since they are planning to
remove their brother Yusif:

Cox etma fagan, sad olacagsan bu yuxundan. (Ordubadi, 1964, p. 52)

In the drama, meronymy can also be seen in some verses. But they are very few.
Ordubadi used some words which are related to each other as parts of a whole.
For instance, “giil” (rose) and “yaprak” (leafe); “zimistan™ (winter) and “xazan”
(autumn) are used in a couplet:

Bir giildii, fagat goriib zimistan,
Yarpaglart mohv olub xazandan. (Ordubadi, 1964, p.57)

Metaphor and metonymy are other figures that are used in the drama. The drama
starts with a metaphoric verse of Cad stating the sky of fire fries his brain:

Qovurur beynimi atagli soma,
Bir cohannam bu hararatls faza (Ordubadi, 1964, p.49)

That he says his brain is fried by the sky of fire is applied to his sorrowful
situation. Here “atesli sema” is also a metaphoric usage. It is possible to see some
metonomies or synecdoches too. It is known that these terms are difficult to
distinguish from each other. If we take synecdoche as Corbett and Connors (1999)
described: “a figure of speech in which a part stands for the whole” (p. 397), we
can say that synecdoche is less than metonymy in the drama. The line in which a
sword stands for a weapon can be given as an example of synecdoche. In this line,
the writer says no policy will solve the problem but a sword:

Heg siyasat bir alac etmayacak,
Miisgiilii birca qulinc hall edacak! (Ordubadi, 1964, p.51)

As for metonymy, the line in which the word “world” stands for people can be an
example of metonymy. The wife of the pharaoh, Asnat, addresses the protagonist
to work and grow the whole country so the world will remember him one day:

Sa’y eyla, ¢alis ayla biitiin olkani barpa,
Bir giin galocak yad edacakdir sani diinya.. (Ordubadi, 1964, p.74)

Examples of metonymy can be multiplied. For instance, we see the same
metonymy example in another couplet. In the same couplet, there is an oxymoron
as another figure. Oxymoron is not so commonly used in the drama as in the
example of Shakespeare that Corbett and Connors (1999) mentioned in their book.
(p. 407) The same example from Shakespeare is also mentioned in Wales’s (2014)
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dictionary. (p. 299) In this drama, Mom’un says he (referring to Yusif) is capable
of deceiving the world because his poison is his sweet talk (style):

Aldatmaga miigtadir cahani,
Bir zaohr isa var sirin lisani. (Ordubadi, 1964, p.57)

There are some other contradictory expressions in the drama, but all those
expressions may not be regarded as oxymoron examples.

In the drama, there are many words that sound similar, but are different in
meaning. Because the harmony of the drama is mainly based on similarity in
sound. However, this is mainly in the form of rhymes like “insaf” / “bir laf”,
“oziinda” | “soziinda” or “kas”/ “sas” etc. But this similarity is not like puns.
Because the aim of paronomasia in rhetoric, as Collins Dictionary describes, is
this: “to achieve a specific effect, as humor or a dual meaning; punning. ’'° In that
regard, we couldn’t find any paronomasia or pun examples in the drama.

The other figure is circumlocution or periphrasis, which is not commonly used in
the drama. Periphrasis, as Wales (2014) describes, is “a statement or phrase
which uses more words than are strictly necessary.” (p. 312). There may be some
practical reasons to apply periphrasis, like avoiding some inappropriate words or
statements. But periphrasis can also be used for poetic effectiveness. For instance,
Xofra substitutes “ey nohali-ndvras™ for the protagonist:

Baxma yera, ey nahali-névras, (Ordubadi, 1964, p.61)

Xofra likens Yusif to a newly growing sapling in the line. The words “nehal”
(%) and “novras” (o+u5) in the drama are Persian loanwords which can be seen
in classical Turkish literature.

Two other tropes which are not common in the drama are personification and
anthropomorphism. Personification, as Longman describes, is “the representation
of a thing or a quality as a person”.!' So the writer presents some actions of non-
human things as human traits or likens them to human characteristics. For
instance, the protagonist in the drama says that a hundred nightingales turn out to
be singers in front of him and they read poems to his beautiful face. The
protagonist attributes the action of “singing” of birds to human traits. They also
read poetry:

Yiiz biilbiil 6niimds nagmakirdar.
Mbahfuz idi varligimla giilzar,
Giil ruyima soylayirdi ag’ar. (Ordubadi, 1964, p.58)

Personification can be regarded as a kind of simile. Because in personification an
action of a non-human thing is attributed to a human trait. But it doesn’t suggest
that all similes are personifications. As a result, we see more examples of simile

10

https://www.collinsdictionary.com/dictionary/english/paronomasia
1 https://www.ldoceonline.com/dictionary/personification
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than of personification in the drama. Anthropomorphism is ascribing human
characteristics to non-human things. For instance, Nofta says to Yusif, grabbing
by his collar, that the moon and the sun will grovel to him:

Ay, giin edacak indi sana sacda bu yerda, (Ordubadi, 1964, p.52)

It is also possible to see some polysemic words in the play. However, these words
are not used here in rhetorical ways. And the same can be said for the homophonic
words too. There are many homophonic words like “giil”’, which means both
“rose” and “to smile”, but these are not used on their own in rhetorical ways
either. Because there is no ambiguity exploited in puns arising from polysemy or
homophony. However, apart from all these, some words are exploited in rhyme in
a similar way to homophony. But these are not a complete homography or
homophony. As we mentioned before, one is a unit word here, whereas the other
one is within another word:

Hor kimsadoan olsa xalq raz,
Mbadyundur ona bizim arazi. (Ordubadi, 1964, p.71)

There are many rhetorical questions in the text. The rhetorical question is used as
an effective device without expecting an answer. As Wales (2014) states, “it
really asserts something which is known to the addresser” (p. 370). It seems the
protagonist in the drama uses this device abundantly:

Son bir agasan har igda hakim,

Moazlum il olurmu zalim? (Ordubadi, 1964, p.60)

Conclusion

According to our research, this is the first time such a stylistic analysis has been
carried out regarding Ordubadi’s dramas. We couldn’t encounter such a study on
his dramas even in the extensive studies about him. The studies on M. Said
Ordubadi are mostly about his novels or prosaic works like historical and social
essays.

This drama was first published in 1927-28 in the Journal of “Maarif Iscisi” and
then published in the book “Osorlori” printed in Cyrillic script in 1964. Apart
from the only copy of 1964, this drama doesn’t have any other copies. His other
dramas haven’t been published, not even in the modern Azerbaijani alphabet
either. Some writers in modern Turkish literature, like Sinasi or A. Hamid Tarhan
wrote some plays to be read, not to be performed on the stage. This play may also
be considered in this respect. Yet this still gives an overall impression of how
much his plays are in demand.

In this study, a linguistic study has been applied to the field of literature. And this
study has shown how Ordubadi applied stylistic devices in his drama. As similar
studies are carried out more extensively and comprehensively, they will no doubt
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give more detailed insights into Ordubadi’s style and skills regarding how he used
rhetorical devices.

In the study, the stylistic devices in the drama have been identified as much as
possible and the levels of language Ilike graphological, phonological,
morphological, grammatical, lexical and semantic features have been followed in
the process. And under these sections, some kinds of rhymes like perfect rhymes,
imperfect rhymes, slant rhymes and reverse rhymes and some rhetorical devices
like alliteration, assonance, anaphora, epistrophe, polyptoton, onomatopoeia,
exclamations, morphological deviations, asyndeton, anthimeria, hyperbole,
metaphor, simile, metonymy, synecdoche, litotes, epithet, antonymy, synonymy,
irony, meronymy, oxymoron, periphrasis, personification, anthropomorphism,
rhetorical questions have been determined and shown. And some compound,
complex and inverted sentences have also been shown in the play. On the other
hand, we couldn’t determine any examples of puns (paronomasia), prevalently
used in classical literature.
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