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Abstract: In this study, three ghazals from the divans of Sa'di, Fuziili and Ciziri, the most well-known poets of
classical Persian, Turkish and Kurdish literatures, are compared. The aim of this study is to analyze and compare
these three ghazals written in three different languages in terms of contents and to identify and interpret their
common, similar and different aspects respectively. No comparison is made between the ghazals in terms of their
literary forms. The study is limited to three ghazals by selecting only one of the most well-known ghazals of each
poet. It is quite interesting that three poets who touch on similar subjects have different points of views and
approaches in the way they handle the subjects in their poems, evaluate the issues and describe the themes.
Comparing these works actually allows a better understanding of the literary value of each work in its own field.
As a matter of fact despite coming from different backgrounds and belonging to various languages, these works
are like separate versions of a common heritage under the influence of the same cultural and geographical basin.
In the introduction part of this study, general information about the science of comparative literature and brief
information about the lives of the three poets subject to comparison is given. Then, the ghazals to be analyzed and
compared are given and a comparison is made in terms of their contents. The themes of grief and the characters of
the lover and the beloved, which are the common topics covered in all three ghazals, are examined under three
headings. Analysis and interpretation of the elements other than these separate headings are also given in the
conclusion and in the relevant sections of the study.
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Sa‘di, Fuzili ve Ciziri’den Birer Gazelin Muhteva Yoniiyle Karsilastirilmast

Oz: Bu c¢alismada klasik Fars, Tiirk ve Kiirt edebiyatlarmin en ¢ok bilinen sairlerinden olan Sa‘di, Fuzili ve
Ciziri’nin divanlarindan birer gazel karsilastirilmistir. Farklt dillerde yazilmis bu ii¢ gazelin igerik yoniiyle tahlil
edilerek karsilastirilmast ve gazellerde bulunan ortak, benzer ve farkli yonlerin tespit edilip yorumlanmasi bu
calismanin amacidir. Caligmada gazellerin sekil yoniiyle kargilagtirilmasi yapilmamistir. Sairlerin en ¢ok bilinen
gazellerinden birer tane segilerek calisma ii¢ gazel ile sinirlandirilmigtir. Benzer konulara deginen {i¢ sairin
siirlerindeki konulart isleyis sekilleri, meseleleri degerlendirme ve mazmunlar tarif etme konusunda bazi farkl
noktalara deginmeleri ilgi ¢ekicidir. Farkli dillerde yazilmis olmasina ragmen ayni kiiltiir ve cografyanin etkisiyle
ortak bir mirasin degisik suretleri gibi olan bu eserlerin karsilastirilmasi, aslinda her bir eserin kendi alanindaki
edebi degerinin de daha iyi anlagilmasina olanak saglamistir. Bu ¢alismanin girig kisminda karsilastirmali edebiyat
bilimi ile ilgili genel bilgiler ve karsilastirmaya konu olan {i¢ sairin hayatiyla ilgili 6zet bilgiler verilmistir.
Ardindan tahlil edilip karsilagtirilacak gazeller verilmis ve muhteva yoniiyle karsilastirma yapilmistir. Her ii¢
gazelin genelinde islenen ortak konular olan gam konusu, asik ve maguk karakterleri kendi basliklarinda
incelenmistir. Bu ii¢ baslik disinda kalan unsurlarin tahlil ve yorumu da ¢aligmanin sonucunda verilmistir.

Cite as/ Atif: Orkin, S. (2026). Comparison of the contents of a ghazal from Sa‘di, Fuzili and Ciziri. Anemon Mus Alparslan
Universitesi Sosyal Bilimler Dergisi, 14(1), 451-481. http://dx.doi.org/10.18506/anemon. 1776848

Received/Gelis: 02 Sep/Eyliil 2025

Accepted/Kabul: 17 Dec/Aralik 2025

Published/Yayin: 30 Apr/Nisan 2026

e-ISSN: 2149-4622. © 2026 The Author(s). This article is licensed under the Creative Commons Attribution-
NonCommercial4.0 International License (CC BY-NC 4.0): https://creativecommons.org/licenses/by-nc/4.0/


http://dergipark.gov.tr/anemon

452 Orkin, S. / Anemon Mus Alparslan Universitesi Sosyal Bilimler Dergisi, 2026 14(1) 451-481

Anahtar Kelimeler: Klasik Edebiyat, Karsilagtirmali Edebiyat, Sadi, Fuzdli, Ciziri, Divan
* Dr. Ogretim Uyesi, Mus Alparslan Universitesi, Fen-Edebiyat Fakiiltesi, Kiirt Dili ve Edebiyat: Boliimii
ORCID: 0000-0001-6505-5684, s.orkin@alparslan.edu.tr

Introduction

Comparative literature generally demonstrates to what extent literature is, in fact, universal in
nature. Throughout history, influential events or figures have been the subject of literary works written
in different languages, while at the same time influential literary works have crossed borders and
affected the literatures of different peoples and languages (Hilal, 1373, p. 137). Interaction, influence,
or mutual impact among literary works does not occur in a vacuum; rather, it emerges through political,
cultural, social, and historical connections. In this context, the comparative method is not limited to a
simple comparison of two or three works. On the contrary, comparison constitutes a research framework
that provides significant data on literary history and the cultures of societies, while also offering valuable
contributions to other disciplines concerned with the causes of intercultural interaction (Enusirevanti,
1389, p. 26).

Although in some countries comparative literature has been established as a relatively new
discipline or department, due to its significance it functions as an undergraduate field of study in many
countries and trains students in this area. It can be argued that the comparative method has developed
more extensively, particularly in Western countries (Behadiri, 1391). Owing to its geographical position
and historical role, Tiirkiye has served as a genuine bridge between East and West. Situated at the
intersection of Eastern and Western civilizations and characterized by intense cultural interaction,
Tiirkiye occupies an important place in comparative literature and comparative literary culture in both
classical and modern contexts. The multilingual and multicultural structure shaped by the imperial
tradition provided Ottoman poets, as well as poets writing in Turkish, with a framework in which they
could compare themselves with Persian and Arabic poets and articulate their own literary value (Hizrd,
1393, p. 92). The same situation applies to Kurdish literature; indeed, Molla-yi Cizirl, whose work is
examined in this study, explicitly compares himself with the renowned Persian poet Hafiz of Shiraz in
his Divan.

Comparative literature is a branch of literary studies that examines literary works through
scientific methods. At the core of its research methodology lies the comparison of literary works written
in different languages in terms of content or form. In conducting such comparisons, the researcher must
identify three fundamental aspects. First, common elements between the compared works should be
determined. Second, elements that are not identical but similar should be identified. Third, differences
between the works in terms of content or form must be established. These three tasks constitute the basic
requirements of comparative literary research. In addition to these, there is a fourth indicator that reflects
the researcher’s advanced mastery of the subject and the field: after identifying common, similar, and
different elements, the researcher must determine the reasons underlying these similarities and
differences and draw conclusions accordingly (Aytag, 2021: p. 11). Comparative literature is thus
defined as a critical discipline that examines the literatures of several languages simultaneously. By
identifying similarities and differences among literary works written in different languages and
analyzing the reasons behind them, comparative literature makes significant contributions both to
literary studies and to the broader field of social sciences.

Comparison or comparative analysis is not limited solely to literary works; it is also a research
approach applied to various elements across different disciplines. Comparative literary studies, also
referred to as comparatistics, are based on several essential criteria. First, the works to be compared
must be clearly identified, and then the aspects through which they will be compared must be explicitly
determined. The comparison between works must rely on a logical network of relationships. For
example, in the field of classical literature, works written in the same language but in different periods
can be compared in terms of language, style, or content in order to determine how they have changed
over time. Literary works produced in different fields (such as folk literature and modern literature) may
also be compared on the basis of their distinct literary domains. The crucial point here is that the selected
works must share a reasonable basis for comparison. No meaningful conclusions can be drawn from
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comparing two works that cannot be connected through a rational comparative relationship or that share
no comparable elements. Equally important is that the reasons for selecting the works must be
convincing. For instance, when comparing two literary works written in different languages, factors
such as belonging to the same literary field (e.g., classical literature), participation in the same literary
movement if possible, or having been written in close historical periods indicate a reasonable basis for
comparison. Nevertheless, it should be emphasized that rather than rigid rules, the researcher’s ability
to establish a convincing relationship between works is of primary importance. Even in the absence of
the aforementioned criteria, works written in different languages, fields, or periods may still be
compared if persuasive connections can be established. The more thoroughly the characteristics of the
selected works are identified, the more clearly it becomes possible to determine whether there are
reasonable grounds for comparison. After identifying the reasonable similarities and differences
between the works, it is also essential to define the scope of the elements to be compared. These elements
must be clearly delimited and appropriate to the scale of the study. In the ensuing comparison,
similarities and differences will naturally emerge, enabling the reader to gain insight into the processes
of literary interaction and the literary value of the works (Cuma, 2018, p. 1-2).

In this study, one ghazal from each of the divans of Sa‘di of Shiraz, Fuzili, and Molla-yi Ciziri
has been selected and comparatively analyzed in terms of content. The thematic background, the subjects
addressed, and the poetic motifs (mazmuns) employed in the ghazals have been identified and analyzed
comparatively. The study is limited to one ghazal from each poet, and among their generally most well-
known ghazals, one representative poem has been selected for comparison. Sa‘di of Shiraz’s poem “Ey
Sareban” is regarded as one of the most influential poems on love and separation (Setare, Roozaneh,
Talab, 2025). Similarly, when the theme is the lover and love, Fuzili’s poem “Mende Mecniin’dan fiizun
asiklik isti‘dadi var” is among the ghazals that attract the greatest attention from readers (Antoloji,
Fikriyat, 2025). Molla-yi Ciziri’s poem “Sevgili Gonliimiizce Olduktan Sonra” is likewise one of the
significant poems dealing with the theme of love. Rather than selecting lesser-known poems, the study
focuses on works that are well known among the public and poetry readers, comparing poems that stand
out more prominently relative to the poets’ other works.

The ghazals are not analyzed or compared in terms of form, nor are their formal poetic features
included within the scope of this study. Conducted through selected ghazals by Fuzili, who wrote in
Azerbaijani Turkish, Sa‘di of Shiraz, who wrote in Persian, and Molla-yi Cizirl, who composed poetry
in Kurdish (Kurmanji), this comparative analysis aims to identify and compare the similarities and
differences among poets who lived within a shared geographical sphere. Furthermore, the study seeks
to provide insight into the extent to which the works of these poets—each regarded as a literary master
within his own tradition—possess literary value beyond the language in which they wrote, particularly
within neighboring literary traditions. Since detailed information on the lives and works of the three
poets falls outside the main scope and purpose of the study and would unnecessarily expand its volume,
only brief and relevant information related to the comparative analysis has been included.

Among the three poets examined, Sa“di of Shiraz is the earliest chronologically. He was born in
Shiraz and died in 691/1292. After receiving his initial education in Shiraz, Sa‘d1 continued his studies
at the Nizamiyya madrasa. Unlike many poets of his era, he preferred commonly used vocabulary and
employed a clear and accessible language in his poetry. Sa‘di’s poems are renowned as exemplary
manifestations of the sehl-i miimteni * style—simple in expression yet profound and virtually inimitable
(Cigekler, 2008, p. 405—406). Bostan and Giilistan are among his most well-known works. Although his
Divdn contains highly refined poetry, it has not achieved the same level of fame as Bostdn and Giilistdn.

Approximately 190 years after Sa“di, Fuzili lived during a later period. His given name is known
to have been Mehmed, although his exact place of birth remains uncertain. He belonged to the Bayat
tribe, which lived under the rule of the Aq Qoyunlu confederation. The poet died in 963/1556. Although
he intended to travel to different regions, most of his life was spent in Karbala, Hilla, Najaf, and
Baghdad. Writing poetry in Turkish, Persian, and Arabic, Fuzili gained renown during his lifetime. He
produced a total of fifteen works in verse and prose across these three languages. There are certain



454 Orkin, S. / Anemon Mus Alparslan Universitesi Sosyal Bilimler Dergisi, 2026 14(1) 451-481

sources and manuscripts suggesting that Fuz{li also composed works in Kurdish (Gazete Duvar, 2025);
however, this topic has not yet been sufficiently researched. His statements on mystical matters indicate
that he was affiliated with Sufism. His contemporary Ahdi described Fuzili as a Sufi poet, although he
did not specify a particular Sufi order (Karahan, 1996, p. 240). There are differing opinions regarding
Fuzili’s Sufi identity. While some scholars argue that he was Sunni and others claim that he was Shi‘i,
there are also views suggesting that his engagement with Sufism went beyond formal affiliation with a
Sufi order and that he was instead a poet influenced primarily by Sufi philosophy (Akcan, 2021, p. 135).
In this context, poets like Fuzili, whose specific Sufi affiliation is unknown and who lack a formal Sufi
lineage, are sometimes described as Uwaysi. Accordingly, Fuzili may also be regarded as an Uwaysi
poet.

Although not chronologically close to Sa‘di of Shiraz, Molla-yi Ciziri lived in a period closer to
that of Fuzili. He is believed to have been born in Cizre and died in 1050/1640. His father’s name was
Muhammad, and his own given name was Ahmet. Fluent in Arabic, Persian, Turkish, and Kurdish,
Molla-yi Ciziri is regarded as one of the most prominent poets of classical Kurdish literature. His only
known work is his famous Divdn, consisting of 114 poems. In his poetry, Ciziri praised the emir of Cizre
and frequently addressed mystical themes such as love and the doctrine of wahdat al-wujid (the unity
of being) (Ozervarli, 2020, p. 241). He is considered the first Kurdish poet to compose poetry under the
patronage and support of a ruler or administrator (Duran, 2021, p. 106). Studies have been conducted
comparing Molla-yi Cizirl with the celebrated Persian poet Hafiz of Shiraz, to whom Ciziri explicitly
alludes in his poetry. In order to assess the value of Cizirl’s verses on love, it is particularly important
to compare him with Fuz{li and, above all, with Sa‘d1.

Aim

The primary aim of comparing literary works in the field of comparative literature is to identify
and evaluate similarities and differences in terms of content or form. In addition, comparative analytical
studies contribute to a better understanding of the dominant poetic perspectives of the periods in which

poets lived. Such studies also reveal significant scholarly data that illuminate the distinctive literary
identities of poets.

This study aims to comparatively examine one ghazal by each of three major poets who were
shaped within the same cultural sphere, focusing on content and identifying similarities and differences
among their works. In doing so, the study seeks to enhance understanding of the unique value each poet
holds within classical literature, while also highlighting the poetic characteristics that distinguish each
poet from the others.

Method

In this study, the document analysis method—one of the qualitative research methods aimed at
analyzing and examining available data or data obtained through research (such as letters, documents,
newspapers, poems, etc.)—was employed in combination with the comparative method. Rather than
selecting ghazals randomly, one relatively well-known ghazal from each of the three poets, written in
three different languages, was chosen. These ghazals were analyzed and compared using the document
analysis method, which focuses on examining written texts that contain information relevant to the
phenomena under investigation.

In general, document analysis is defined as a research method and data collection technique
commonly used by historians, anthropologists, and linguists (S18r1, 2021, p. 248). In this study, the
ghazals were analyzed in terms of content through the document analysis method, which has become
widespread in literary studies as “classical text analysis.” The mystical (irfdni) elements present in the
ghazals were identified, and concepts such as love, sorrow, and the beloved were compared using the
comparative method.
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A Selected Ghazal from the Divin of Sa‘di Shirazi
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(Sa‘di, 1385hs., p. 685-686)
Move slowly, O caravan leader, drive the caravan with care,
For my beloved is traveling within this caravan.
Only my heart remained with me,
And now it too departs with my beloved.
1 am left far from her, helpless and wounded without her;
In her absence, the pain seems to reach deep into my bones.
1 said I would conceal the wounds within me through trickery and spells,
Yet they will not remain hidden; their blood flows out through my eyes.
Look carefully at the sanctuary—do not hasten the caravan, O leader,
For through love of that cypress-statured one, my very soul is leaving me.
She departs with pride and grace, while I drink the poison of separation;
Ask me no longer for a sign—my heart’s pledge goes away with her.
She left me and went on, that proud beloved, poisoning my life;
I am a brazier filled with embers, and my smoke rises from my head.
Though she has shown such cruelty and such faithlessness,
Her memories still flow within me, upon my tongue and in my heart.
Return and set up your throne upon my eyes, O coquettish beloved!
See what battles and cries rise from earth toward the heavens.
1 know nothing of sleep, nor do I heed anyone’s counsel;
1 do not choose this path—my reins slip from my hands.
1 said, “Let me weep like a donkey stuck in mud until the camels halt,”
Yet I cannot do even this, for my beloved travels in the caravan.
To endure patience until reunion, to abandon the beloved—
This is not my way, yet it is my only remedy, and so it goes.
As the soul departs from the body, everyone speaks a word;
1 saw it with my own eyes—I looked, and my soul was leaving me.
O Sa 'di! Was it fitting for us to cry out so before the faithless one?
I cannot endure such torment; my fate advances with a cry.
(Shirazi, 2022, p. 233-234)

A Selected Ghazal from the Divin of Fuzili

I possess a greater capacity for love than Majniin himself;
I am the faithful lover—Majniin has only a name.
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No wonder that the pupil of my eye is skilled in shedding blood;
It was born from a capable seed and trained by your sidelong glance as its master.

Take pride in this: though Layla has her Majniin,
And Shirin has her Farhad, you have a lover like me.

I am a man of patience and composure—do not liken me to the nightingale, O rose;
He has no endurance for pain, and every moment his cry rises.

My state is so wretched that whoever bears a sorrowful heart
From the tyranny of fate rejoices upon seeing me.

Do not wander heedlessly, O bird of my heart, in the sky of love;
For along the paths of this desert there are many hunters.

O Fuzili, do not accept the counsel of those who forbid love;
That advice comes from reason—it is merely a strategy, do not think it rests upon a true
foundation.

(Tarlan, 2014, p. 275-276)

A Selected Ghazal from the Divin of Molla-yi Ciziri

If the beloved resides within the heart, what need is there to ascend to heights in search?
If the Phoenix comes of its own accord, what need is there to pursue it?

The beloved is not distant from us—why then all this lamentation and wailing?
If the ear is attuned to the whisper of the heart, what need is there to shout and cry aloud?

“Ask of me whatever you wish, O burned one,” said the beloved to me.
I replied: you are the Possessor of grace—what need is there to ask of the Generous?'

Groans are my companions, sorrow and pain are my companions in discourse.

My cry is my closest friend—what need is there for a confidant or companion?

There is no need to caress the heart or offer praise;

Your reproach suffices for me—one raised in pain and affliction has no need for honor or favor.
If the beloved were to invite us to a gathering filled with wine and harp,

Our lament would suffice in that moment—what need is there for instruments?

There is no need for tale-bearers to learn our secrets;

Our tears are enough—what need is there for the informer to see?

There is no need to slay me at every moment with coquetry and charm.

O beloved, I am already your sacrifice—what need is there for so much affectation?

How long will you test me through separation?

Once gold is pure, what need is there for the touchstone and hammer?

There is no need, O soul, to display the shining hand;

If faith is not denied, what need is there to show a miracle?

The eternal secrets will one day be revealed in eternity;

When the outcome is certain, what need is there to know it from the beginning?

If you wish to behold the scattered pearls of verse,

Come and see them in Mela’s poetry—what need is there to go to Shiraz?

(Ciziri, 2013, p. 238-241)

! Footnote 1

The expression “what need is there” (¢i hacet) in Molla-yi Ciziri’s poetry functions not merely as an interrogative
structure, but as a rhetorical device that already implies its own answer. For instance, in the opening couplet— “If’
the beloved resides within the heart, what need is there to ascend to heights in search? "—the phrase “what need
is there” does not pose a genuine question. Rather, it serves to emphasize the futility of seeking externally what is
already present internally. This rhetorical pattern continues consistently throughout the subsequent couplets.
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A Comparative Analysis of the Three Ghazals in Terms of Content

Divan analysis, or classical text (poetry) analysis, constitutes a significant portion of academic
studies conducted in the field of classical literature. In Tiirkiye, the development of divan analysis has
largely reached its current level through the refinement of scholarly principles derived from pioneering
works such as Ali Nihat Tarlan’s Seyhi Divani 'ni Tetkik and Mehmet Cavusoglu’s Necdti Bey Divdni 'nin
Tahlili. By the very nature of academic inquiry, the analytical methods introduced by these early
scholars have been progressively developed over time, and more detailed analytical studies—
particularly at the postgraduate level—have been undertaken in the field of classical literature.

In this study, one ghazal by each of Fuzili, Sa‘di, and Ciziri has been examined using the method
of textual analysis; additionally, these ghazals have been compared with one another, resulting in a
comparative analytical study. One of the primary aims of analytical studies is to identify and elucidate,
in a detailed manner, the messages that the poet intends to convey to the reader. In comparative analysis,
the poets’ intended messages, as well as their efforts to construct and interpret imagery (mazmiin) and
concepts, are examined comparatively. In this way, a deeper and more comprehensive understanding of
the themes and ideas the poets seek to express is achieved.

Findings
Self-Referential Elements in the Poets’ Ghazals

Before proceeding to the comparison of mazmiin (imagery) and concepts in order to identify
similarities and differences in terms of content among the three ghazals examined in this study, it is
necessary to draw attention to another shared characteristic of these poems at a more general level. Poets
occasionally foreground certain aspects of themselves—sometimes by explicitly using their pen names
(mahlas) or by referring to themselves in other direct ways—and, in doing so, implicitly praise their
own art and literary competence. In the selected ghazals, both Fuzlli and Ciziri express particular
personal qualities in several couplets through self-praise. In this respect, a notable similarity can be
observed between Cizirl and Fuzili. However, no such explicit self-praising expression is detected in
Sa‘di’s ghazal.

In the opening couplet of his ghazal, Fuzili states that he possesses an innate capacity for love
and asserts that this capacity surpasses even that of Majniin, thereby praising his own aptitude for
passionate devotion. Fuzlli’s self-praise is not limited to the first couplet alone; rather, expressions of
self-appraisal are interspersed throughout several couplets of the ghazal. For instance, another couplet
in which he emphasizes his excellence in matters of love is the third couplet of the poem. Here, the poet
advises his beloved to take pride and rejoice, explaining that this pride is justified because the beloved
has a lover as distinguished as Fuzili. In other words, the poet presents his own love as a source of
praise for the beloved and compares himself to Majniin, the lover of Layla, and Farhad, the lover of
Shirin.

In classical Turkish literature, poets’ comparison of themselves with Majntin is a relatively
common practice. The figure of Majniin is sometimes employed as a conceptual symbol, sometimes to
express admiration for his devotion, and at other times to measure or rival one’s own love against that
of Majniin (Isik, 2019, p. 482). Similarly, in the fourth couplet, Fuzili emphasizes his ability to endure
the path of love by stating that he is not impatient like the nightingale, but rather a person endowed with
patience and composure.

Gham

In Sufi poetry, the concept of gham refers to the totality of efforts and struggles undertaken in
seeking the beloved and attaining union with the beloved (Kandahari, 1376, p. 146). It is noteworthy
that, rather than merely denoting a psychological state, gham in Sufi poetry signifies a striving toward
attainment. The term gham, which also carries meanings such as pain, suffering, and sorrow, has been
described as the obstacles encountered by the lover while searching for the beloved with utmost
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devotion. What fundamentally distinguishes the sorrow endured for the sake of the beloved from
ordinary sorrow is that the lover willingly and lovingly embraces this hardship and suffering (Uludag,
2012, p. 141).

In general terms, the ghazals of Fuzili, Sa‘di-yi Shirazi, and Molla-y1 Ciziri display similarities
in content. Nevertheless, certain differences are also observable among the three ghazals. When
examined from a general to a more specific perspective, the pain of separation and gham emerge as
common themes addressed in all three poems. Beginning with Fuziili’s ghazal, the poet declares his
mastery in shedding bloody tears, and in the second couplet, he foregrounds the element of gham more
explicitly by stating: “It is no wonder that my pupil is skilled at shedding blood, for this ability is innate
and has learned its art from a master such as your sidelong glance.” Subsequently, in the fifth couplet,
Fuzili expresses that his condition is so filled with pain and suffering that those who are already unhappy
and sorrowful, upon seeing him, find consolation in their own states and even feel relief. In this couplet,
where he states, “My condition is so wretched that whoever is sorrowful due to the cruelty of fate rejoices
upon seeing me,” the poet conveys the sentiment of gham at its peak. Although traces of sorrow appear
indirectly in other couplets, the shared theme of gham—the most prominent common feature among the
three ghazals—is articulated most clearly and powerfully in Fuzili’s second and fifth couplets.

In Molla-y1 Ciziri’s ghazal, the element of gham is more evenly distributed across the couplets.
The first couplet does not directly contain an expression of sorrow; however, in the second couplet,
Ciziri alludes to gham through the phrases “lamentation and wailing,” asking: “The beloved is not far
from us; why all this lamentation and crying? If the ear of the beloved is in our heart, what need is there
for shouting?” In the third couplet, by using the term su/ite—one who is burned by the pain of love—
Ciziri renders the feeling of sorrow more pronounced. Unlike Fuzili, Ciziri gradually intensifies the
expression of gham throughout the poem. Whereas Fuzili introduces sorrow in the second couplet and
elevates it to its climax in the fifth, Cizirl begins to reveal sorrow in the second couplet and makes it
increasingly visible in the third.

In the fourth couplet, Ciziri elevates gham another level by stating that groans are his companions,
sorrow and pain his close friends, and lamentation his most intimate confidant, explicitly employing the
term gham to articulate his suffering. Having devoted broader space to sorrow than Fuz{li, Ciziri reaches
the highest intensity of gham in the fifth couplet. In this couplet—possibly reflecting the sociological
environment in which the poet lived—he declares that he was raised amid sorrow and hardship, and
therefore, soothing words and gentle affection are unnecessary for someone nurtured in pain; even harsh
and hurtful words from the beloved would suffice to bring him contentment. The intensity of sorrow
and the poet’s expressive capacity in this couplet are striking.

After deeply impressing the reader’s heart with sorrow in the fifth couplet, Cizirl refrains from
abruptly shifting to a different theme in the sixth. Instead, he maintains a similar emotional level—
though slightly moderated—perhaps to gradually bring the reader’s emotionally stirred heart back to
balance. In the seventh couplet, the poet further lowers the intensity of sorrow, suggesting that the tears
on his cheeks are sufficient evidence of his pain, rendering the accusations of informers unnecessary.
Indeed, Ciziri’s ability to soothe the inflamed heart of the reader with tears in the seventh couplet after
igniting it in the fifth demonstrates his remarkable mastery not only in poetic form but also in content
and poetic construction. After the seventh couplet, Cizirl, like Fuzili, refers to sorrow indirectly rather
than explicitly. However, considering the meanings of the mazmiins such as “sacrifice” and “separation”
employed in the subsequent couplets, it becomes evident that gham in Ciziri’s ghazal is, overall, more
intense than in FuzGli’s.

Sa‘di-yi Shirazi’s ghazal likewise addresses the theme of gham, similar to the ghazals of Fuzili
and Ciziri. Yet Sa‘di is distinguished from the other two poets by certain significant differences. Among
these, the most prominent is that Sa‘di composes his ghazal upon a narrative foundation. This feature is
particularly noteworthy when considering the overall content of the poem. Known for his mastery of
storytelling in works such as Bostdn and Giilistan, Sa“di’s narrative skill is clearly reflected in his Divdn.
Accordingly, the ghazal is structured with a deliberate narrative composition.
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In the ghazal that begins with the address “O caravan leader!”, the caravan leader functions almost
as a character within a story. In the background of the poem, there is a caravan either about to depart or
already in motion, carrying Sa‘di’s beloved, who serves as the central figure of the narrative. The sorrow
of separation that begins with the caravan’s departure permeates nearly every couplet of the poem. The
narrative framework lends the ghazal a distinctive coherence and offers the reader a unique aesthetic
experience.

From the very first couplet, Sa‘di sets both the theme and the narrative in motion by pleading with
the caravan leader to slow down, for his beloved is among the travelers, and the only possession he had
in this world—his heart—is now being taken away with her departure. By commencing the poem with
such an intense expression of sorrow, Sa‘di distinguishes himself from both Fuzili and Ciziri. He
conveys how profoundly he has surrendered himself to love and how, with the caravan’s departure, he
has descended into the deepest abyss of loneliness. Presenting gham at such a heightened level from the
outset might have risked emotional excess had it diminished in subsequent couplets. However, unlike
Fuzili and Cizirl, Sa“di sustains this elevated intensity throughout the poem.

This sustained emotional intensity reflects not merely Sa‘di’s stylistic preference but rather his
exceptional poetic mastery. In the second couplet, Sa‘di further demonstrates the depth of his sorrow
and his remarkable ability to articulate suffering, describing his pain as one that penetrates not merely
the flesh but reaches the very bones. Such imagery signifies an unbearable level of anguish. While
readers might expect a moderation of sorrow following these powerful opening couplets, Sa“di defies
expectations by maintaining the same intensity in the third couplet, describing his futile attempts to
conceal his pain while blood-like tears flow uncontrollably from his eyes.

In the fourth couplet, Sa‘d1 integrates his sensitivity toward the beloved into the theme of sorrow,
revealing his ability to infuse any subject with gham through poetic skill. Addressing the caravan leader
with reproach, he emphasizes that the beloved’s departure with the caravan signifies the departure of his
own soul from his body. The ghazal continues in this manner, sustaining its intense sorrow almost
uninterruptedly until the penultimate couplet.

In the twelfth couplet, Sa‘di brings the theme of sorrow to its ultimate conclusion by likening
separation to death. He depicts a scene reminiscent of a deathbed, where people surrounding the dying
person speak of various matters, while the one experiencing separation perceives only the slow departure
of the soul from the body. By stating “I saw it myself with my own eyes,” Sa‘di employs a powerful
emphasis, affirming that separation is akin to death and that he has experienced this truth in its most
painful and profound form.

The Lover (‘Ashiq)

Love is the most effective means experienced on the path of mystical (irfani) perfection through
which one can truly discipline the self (nafs). The manifestations of the Divine (Hagg) arise from love,
and it is love that ultimately unites the spiritual seeker (sdlik) with the Divine. True love, not
metaphorical love, is the soul’s longing and inclination toward the Divine (Levend, 1984, p. 24). The
lover (‘ashiq) is one who seeks the Divine and desires nothing other than the true beloved (ma ‘shig).
One whose heart contains nothing but the beloved is called a lover (Seccadi, 1370, p. 566).

From Fuzlli’s ghazal examined in this study, the following observations regarding the lover-type
can be derived. In the opening couplet, Fuzili directly addresses the notion of the lover and explicitly
indicates that the lover he speaks of is, in fact, himself. It is generally known in classical poetry that the
lover-type portrayed by poets often represents the poets themselves; however, Fuziili does not rely on
an indirect formulation and openly identifies himself as the lover. In the first couplet, the lover is
compared to Majniin in terms of the degree of love, and is presented as a figure who has plunged into
love even more than Majniin. Moreover, with the line “Asik-1 sddik menem Mecniin 'un ancak adi var,”
Fuzili draws attention to the lover’s fidelity in love, emphasizing that even a renowned figure such as
Majniin falls behind him in steadfast devotion. It is also not accidental that Fuzli treats both aptitude
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and fidelity in the same couplet. Enduring the pains and hardships of love over time and remaining
faithful to love—namely fidelity—is itself a capacity that demonstrates the lover’s authenticity.

To demonstrate the depth of his love, Fuzili also employs Farhad—who is said to have pierced
mountains for love—as a figure of comparison. In Persian literary tradition, Farhad is known as a symbol
of honor and love; he is a lover who carried out an impossible task (piercing a mountain) with patience
and sincerity in order to reach the beloved (Y1ildirim, 2008, p. 305). In the fourth couplet, Fuzili further
signals the lover’s patience, composure, and fidelity with the line “FEhl-i temkinem meni benzetme ey giil
biilbiile,” stating that he is not impatient like the nightingale and implying that his love is not merely
metaphorical. In the fifth couplet—*“Oyle bed-hdlem ki ahvaliim gérende sad olur / Her kimiin kim devr
cevrinden dil-i nd-gsadi var"—Fuzili again touches upon the lover-type by emphasizing the lover’s
intense state of sorrow. According to this portrayal, the lover is consumed by a severe pain of love so
profound that it can scarcely be perceived outwardly; those who witness even a trace of it would realize
how comparatively light their own daily sorrows are.

Ciziri, in a manner similar to Fuz{li, addresses the lover-type by directly presenting himself as an
example in the fourth couplet of his ghazal. In the relevant couplet, the poet states: “Groans are my
companions; sorrow and pain are my companions in discourse. My cry is my closest friend—what need
is there for a companion or confidant?” With this couplet, Cizirl expresses the harsh states of love,
suggesting that by the very nature of the path the lover walks, the lover’s companions are pain, groans,
and lamentation. At a deeper level, the couplet points to the lover’s loneliness: in truth, the lover is alone
on the painful roads of love, and his closest friends are the sufferings born of love itself.

The lover-type, intertwined with the agonizing states of love, displays similar characteristics
across the poems of all three poets. Yet based on the observations derived thus far from Fuzili and
Ciziri, one shared feature stands out as particularly significant. Fuzili explicitly invokes the notion of
“fidelity” and marks devotion to love as a defining trait of the lover’s authenticity. Similarly, in the ninth
couplet of his ghazal, Ciziri states: “How long will you test me through separation? Once gold is pure,
what need is there for the touchstone and hammer?” Here, through the metaphor of the purity of gold,
Cizir articulates the lover’s fidelity under the trial of separation as proof of the genuineness of love.
One who cannot remain faithful in separation and loses the essence of love within cannot be a true lover.
In Ciziri’s expression, such a person resembles counterfeit gold that cannot endure the test of the
hammer and touchstone. In this sense, Ciziri—much like Fuziili—implies that he possesses the aptitude
for love, that his love is like pure gold, and that it is therefore unnecessary to test this sincerity through
separation.

When Sa‘di’s treatment of the lover-type is compared with that of Ciziri and Fuzili, it resembles
them in only two respects. First, Sa‘di also depicts the lover-type through his own person and directly
narrates his state. Second, in Sa‘di’s expression the lover is, in general, immersed in the pains and
agonies of love and separation. Beyond these two similarities, however, Sa“di constructs his ghazal upon
a story of separation and, with remarkable narrative ability, summarizes the arduous adventure of love
within the limited space of a ghazal’s couplets. Unlike Fuzili and Ciziri, Sa‘di does not feel the need to
declare an exceptional capacity for love or to explicitly prove the authenticity of his love through claims
of fidelity. He confines himself to describing his state; and when the reader witnesses this state
articulated with such mastery, the magnitude of Sa‘di’s love becomes apparent on its own.

In the first couplet, Sa'di binds the lover’s entire life, purpose, and joy to the beloved: “Drive the
caravan slowly, O caravan leader, for my beloved is traveling in this caravan; only my heart remained
with me, and it too goes with my beloved.” For Sa‘di, the lover possesses nothing besides the heart that
loves the beloved. When separation occurs, even this single possession—his heart bound to the
beloved—slips away. In the second couplet, Sa“di depicts the lover as a helpless wounded figure living
far from the beloved: “I am left far from her, helpless and wounded without her; in her absence, the pain
seems to reach deep into my bones.” In order to emphasize the intensity of suffering and the merciless
nature of love’s sorrow, he likens the pain to a sharp tooth that pierces into his bones. In the third couplet,
Sa‘di describes the lover’s experience during separation: “I said I would conceal the wounds within me
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through trickery and spells; yet they will not remain hidden—its blood flows out through my eyes.”
Accordingly, the lover has now been separated and attempts to deceive himself, first seeking to hide the
inner burning even from himself. Yet because love fills the lover’s heart with blood-like anguish and
causes it to overflow through his eyes, he cannot conceal his state.

In the seventh couplet, Sa“di states: “Though she has shown such cruelty and such faithlessness,
her memories still flow within me, upon my tongue and in my heart,” pointing to fidelity despite all
negativity and impossibility, and portraying the true lover as one who can never forget the beloved. In
the ninth couplet, Sa“di highlights the lover’s nature as one who does not heed advice: “I know nothing
of sleep, nor do I heed anyone’s counsel,” implying that despite being consumed day and night by love’s
pain, he does not abandon this path. This trait likewise appears in the final couplet of Fuz{ili’s ghazal,
where he says he will not accept those who advise him to abandon love, because such advice comes
from reason and lacks a valid foundation within the realm of love.

In the tenth couplet, Sa“di points to another notable characteristic of the lover: “I said, ‘Let me
weep like a donkey stuck in mud until the camels halt’; yet I cannot do even this, for my beloved travels
in the caravan.” Referring to an idiom in Persian that denotes excessive weeping, Sa‘di states that if he
were to turn the ground into mud with his tears, the caravan might get stuck, and the beloved might be
disturbed by his lamentation; thus he refrains even from this. This reveals that while the lover may
display a rebellious stance toward “others,” he is profoundly merciful and considerate toward the
beloved. Even with a heart torn apart, the lover would avoid weeping if there is a possibility that it might
trouble the beloved.

In the eleventh couplet, Sa‘di states: “To endure patience until reunion, to abandon the beloved—
this is not my way, yet it is my only remedy, and so it goes,” expressing that although he knows he has
no path other than separation, the lover can never erase the beloved from his heart and can never forget
her. Here, too, there is an implicit reference to the lover’s fidelity to love and the beloved. Thus, even if
Sa‘di does not explicitly praise himself as Fuzili and Ciziri do, he is nevertheless worthy of praise for
composing, within a single ghazal, an artistic narrative construction capable of conveying so many
dimensions of the lover-type and the adventure of love.

The Beloved

In Sufi poetry, the beloved (masuk) generally represents God Almighty. Although the beloved is
often depicted through elements of feminine beauty, in some cases she may also appear as a woman
genuinely loved by the poet. While in many couplets the beloved initially seems to be a woman based
on the apparent meaning, when the poem is considered as a whole, it becomes clear that these depictions
actually point to the Divine. Although Fuz{li’s ghazal includes an address directed toward the beloved,
no couplet or hemistich is encountered that explicitly describes the type or characteristics of the beloved.
Compared to Ciziri and Sa‘di, Fuzili’s ghazal contains fewer couplets, and in this poem he primarily
focuses on his own state of love.

In Ciziri’s ghazal, information about the beloved is presented in the first, second, third, sixth,
eighth, ninth, and tenth couplets. In the first two couplets, the closeness of the beloved to the lover is
emphasized. The poet states that if the beloved resides in the heart, there is no need to search for her in
lofty places or to pursue her like the mythical Simurgh. Likewise, if the beloved’s ear is within the
lover’s heart, there is no need for cries and lamentations. According to these couplets, the beloved has
enveloped the lover’s being and has become one with him. Such a beloved does not need to be sought
in distant or elevated realms, for she already dwells within the lover’s heart.

In the third couplet, Cizirl conveys that when the beloved says, “Ask of me whatever you wish,”
the lover responds that there is no need to ask from one who is already the possessor of generosity. This
couplet likewise points to the intimacy and closeness between the beloved and the lover. The beloved is
fully aware of what occurs within the lover’s inner world and knows in detail the storms raging within
his heart. Therefore, there is no need for the lover to explain his condition or articulate his desires.
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In the eighth couplet, Ciziri expresses that the beloved continually torments the lover through
coyness and coquetry. Declaring himself already a sacrifice to the beloved, the poet questions the
necessity of such excessive coquettishness. From this, it is understood that the beloved is a figure who,
by nature, subjects the lover to trials and at times inflicts suffering upon him. The common message
conveyed in the couplets concerning the beloved in this ghazal is that the beloved constantly places the
lover in a state of trial. Cizirl, however, asserts that he has already attained the required spiritual maturity
on the path of love and that such trials are no longer necessary.

In Sa“di’s ghazal, the beloved is portrayed in greater detail compared to those of Ciziri and Fuzili.
In the opening couplet, Sa‘di defines the beloved as dram-i cdn, that is, one who grants peace and
tranquility to the soul and heart. In the same couplet, by asking the caravan leader to proceed slowly,
Sa‘di expresses both his reluctance to be separated from the beloved and his concern that a rapid journey
might cause her discomfort. This couplet suggests that the beloved is extremely delicate and sensitive.
Sa‘di also employs the epithet dilsitan for the beloved, a term synonymous with dilber, meaning one
who captivates the heart and steals the lover’s soul.

In the fourth couplet, Sa‘di once again cautions the caravan leader not to hasten the journey and
likens the beloved’s stature to a slender cypress tree. In the fifth couplet, he states that while the beloved
departs with pride, he himself drinks the poison of separation, describing the beloved as his “token of
the heart.” Throughout Sa‘di’s verses, the beloved is portrayed as the lover’s most precious and
irreplaceable being. The beloved is the source of life for the lover, and with her departure, the lover
loses everything.

In the sixth couplet, Sa‘di describes the beloved as serkes, a term denoting pride and strength.
This reflects a common tendency in classical literature, where poets exalt the beloved while portraying
themselves as humble and submissive in comparison. Although in the seventh couplet Sa‘di appears to
criticize the beloved by describing her as cruel and faithless, this should be understood as the lament of
one burning in the fire of love rather than as a genuine reproach.

In this ghazal, Sa‘di mentions nearly all the general characteristics attributed to the beloved.
Accordingly, the beloved is one who torments the lover through her conduct and is unfaithful, yet
remains indispensable. While Ciziri emphasizes the beloved’s closeness to the lover and her presence
within his heart, an important point common to both poets is that the beloved has not attained true union
with the lover. Both poets lament the pain of love and the sorrow of being unable to attain union with
the beloved.

In the twelfth couplet of the ghazal, Sa‘di describes the beloved as his very soul, that is, his own
existence. In the final couplet, he quotes a hemistich spoken in the voice of the beloved. In this hemistich,
the beloved reproaches Sa‘di by interpreting his cries as an act of disloyalty to love. Here, the beloved’s
role in testing the lover through suffering and evaluating his fidelity becomes apparent. Sa‘di, however,
expresses his helplessness in the second hemistich of the final couplet, stating that he cannot endure
such torment and that crying out is the only way he can endure his suffering.

Expressions Concerning Sorrow, the Lover, and the Beloved in the Ghazals of the Three
Poets

The metaphors and expressions related to the themes compared in the ghazals of Sa‘di, Fuzdli,
and Cizirl are presented in the table below. According to this table, Sa‘di employs nine expressions
related to the theme of sorrow in his ghazal, while Fuzili uses three such expressions, and Ciziri uses
eleven. The common expression employed by all three poets with regard to this theme is lamentation

(feryad).

With respect to the character of the lover, Sa‘di uses only one explicit expression. Although he
refers to the lover in various ways throughout his poem, it is evident that he does not prefer to employ a
wide range of lexical expressions specifically denoting the lover. Fuzili, on the other hand, uses four
expressions related to the lover type, while Ciziri employs three such terms.
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Regarding the beloved, Sa‘di uses seven expressions, most of which consist of different Persian
variants of the word “beloved.” Fuzlli employs five expressions related to the beloved, and similarly,
Ciziri includes five expressions referring to the beloved in his poem. The use of the word can (soul/life)
to denote the beloved stands out as a shared characteristic of Sa‘di and Ciziri.

Sa‘di Fuzili Ciziri

Separated, Helpless, )
Afflicted, Inner wound, Lamentatlon, SOﬂOW,
Blood, Loneliness (the Pain, Enemy, Pain,

Gham poison of solitude), i/;l;le’:;slrg eclz)tr’l dition Torment, Cry,
Cruelty (injustice), Wailing, Tears,
Lament, Wailing, Killing, Separation
Torment

Majnun, the faithful

The Lover (‘Ashiq) Burnt one, sacrifice,

Ember-filled brazier lover, Farhad, 1d
nightingale go
Beloved (comfort of the
S?ull)’ l;eloved (heart- Pupil of my eye, Beloved, dear one,
The Beloved stealet), cypress- sidelong glance, Layla, the Generous One,
statured beloved, proud .. .. .
beloved. beloved Shirin, rose Intimate companion,
beloved (heart- soul
cherisher), soul
Discussion

Among the three ghazals compared in this study, Sa‘di’s ghazal consists of thirteen couplets, Fuzili’s
of seven couplets, and Ciziri’s of twelve couplets. The relatively small number of couplets in Fuzili’s
ghazal is one of the reasons why it is more limited than the others in terms of theme and imagery. In
Fuzili’s ghazal, particularly in the first five couplets, the poet speaks predominantly about himself and
his own state. When compared with Sa‘di and Ciziri, Fuzlli’s frequent self-referential focus across so
many couplets is noteworthy. Another striking aspect is Fuzili’s reference to the concept of “reason”
(‘aqgl) at the end of a ghazal that otherwise revolves around one or two central themes. In the final
couplet, where he contrasts reason with love, Fuzili asserts that reason has neither proof nor foundation
in opposition to love. Unlike Cizirl and Sa‘di, FuzQli thus introduces the concept of reason into his
ghazal. In brief, an examination of each couplet reveals that Fuziili’s ghazal primarily concentrates on
the type of the lover, that is, on the poet’s own condition. By praising himself as a lover, and by
addressing himself in the sixth couplet with the line “O my heedless heart-bird, do not wander in the
realm of love,” Fuzili in fact offers advice to the reader. This didactic couplet distinguishes his ghazal
from the other two and emerges as a characteristic feature of his poem.

In Ciziri’s ghazal, several aspects can be identified that differ from the themes encountered in the works
of Fuzlli and Sa‘di. In this ghazal, Ciziri includes couplets in which he expresses closeness to the
beloved and even a state of unity with her. Given that Ciziri is known to address the concept of wahdat
al-wujiid (unity of being) in his other poems as well, his evaluation of love and the beloved from the
perspective of unity in this ghazal becomes more comprehensible. In the eleventh couplet, he also
alludes to the mysteries of pre-eternity and post-eternity, thereby relating the theme of love to unity and
the truth of existence. By weaving the unity and truth of being even into the limited couplets of a single
ghazal, Ciziri differentiates his work from the other two in terms of content. Furthermore, in the final
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couplet of his ghazal, Ciziri praises himself, thus displaying a similarity with Fuzili. Both poets, unlike
Sa‘di, engage in self-praise in their ghazals. While Fuzili praises his mastery of being a lover, Cizirl
foregrounds his identity as a poet by praising his poetic skill. By employing motifs such as “secret” or
“mysteries,” which are closely associated with unity and wisdom, Cizirli—just as Fuzli focuses on the
lover type and Sa‘di on the beloved type—ultimately concentrates on a love journey grounded in unity,
encompassing both lover and beloved.

Perhaps the most distinctive feature that sets Sa‘di’s ghazal apart not only from the other two but also
from many ghazals by other poets is his demonstration of narrative mastery within the poem.
Considering that Sa‘di authored renowned works such as Biistan and Gulistan, which consist of poetic
and prose narratives, the display of such skill is understandable. By initiating a love journey through the
theme of separation from the beloved traveling in a caravan, Sa‘di encapsulates within a single ghazal
the profound pain of separation, his sensitivity toward the beloved, the general characteristics of the
beloved, and the lover’s stance toward love. Without explicitly praising his own lovers’ devotion or
poetic talent, Sa‘di nevertheless reveals both the depth of his love and his poetic competence through
the ghazal itself. In particular, he articulates—using relatively few couplets yet with considerable
detail—the effects of separation on the lover and the psychological reflections of separation on the
human soul. This multifaceted treatment of separation distinguishes Sa‘di’s ghazal from those of the
other two poets. It is also observed that Sa‘d1’s ghazal contains more data concerning the beloved. While
fundamentally addressing love, as do the other two ghazals, Sa‘di places greater emphasis on both the
physical and character traits of the beloved. By quoting a sentence spoken by the beloved in the first
hemistich of the final couplet, Sa‘di allows the beloved to speak within the poem. Similarly, Ciziri
quotes the beloved’s words in the first hemistich of the third couplet of his ghazal. Thus, the practice of
transmitting the beloved’s speech emerges as a shared feature of the ghazals of these two poets.

Conclusion

According to the findings of this study, which compares the content of ghazals written in three different
languages, these three eminent poets—who lived within the same cultural milieu—ultimately expressed
the same sorrow, the same pain, and shared intentions through their own languages and distinctive styles.
The similarities among the poets stem primarily from their common sources of inspiration and shared
geographical and cultural environment. The commonality and resemblance of themes, imagery, and
character types in classical literature are clearly evident in the works of all three poets. The differences
identified among them, on the other hand, arise from their individual stylistic approaches. Although
there is no fundamental divergence in terms of subject matter or content, the treatment of the same
themes in different languages and styles should be regarded as a richness of the classical literary
tradition.

Suggestions

Since comparative literature studies require the comparison of at least two works, they are
inherently extensive in scope. In order to conduct a comparative study within the limited framework of
an academic article, the field of inquiry must be significantly narrowed. Analyses carried out within
such a narrowed scope can provide valuable scholarly data on the subject; however, to arrive at clearer
and more comprehensive conclusions, it may yield better results to compare the complete works with
one another in studies where limitations of length do not pose a problem, such as theses or research
monographs.

Furthermore, the works under comparison may be examined not only in terms of content but also
in terms of form. By identifying similarities and differences in formal aspects, it becomes possible to
evaluate how successfully the poems were composed from a structural perspective. Ultimately, the
broader and more detailed the comparative framework is, the more compelling and precise the results
obtained will be.
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TURKCE SURUM

Giris

Kargilagtirmali edebiyat bize genel olarak edebiyatin aslinda ne diizeyde cihansiimul oldugunu
gosterir. Tarihte etkili olmus olaylar veya sahsiyetler farkli dillerde yazilan eserlere konu olmugken ayni
zamanda etkili edebi eserler de sinirlart gegip farkli kavimlerin ve dillerin edebiyatlarina etki etmistir
(Hilal, 1373hs.: 137). Edebi eserler arasinda etkilesim, etkileme veya etkilenme durumu bir boslukta
degil ancak siyasi, kiiltiirel, toplumsal ve tarihi irtibatlar ile meydana gelir. Bu baglamda aslinda
karsilastirma metodu sadece iki veya li¢ eserin birbiriyle sade bir mukayesesinden ibaret degildir.
Karsilagtirma, aym1 zamanda edebiyat tarihi ve topluluklarin kiiltiirleriyle ilgili 6nemli veriler sunan,
toplumlar aras1 etkilesimin sebepleriyle ilgili diger bilim dallarina degerli katkilar sunan bir arastirma
zeminidir (Enusirevani, 1389hs.: 26). Bazi lilkelerde her ne kadar yeni bir bilim dali veya boliim olarak
acilsa da karsilastirmali edebiyat arz ettigi 6neme binaen birgok iilkede lisans boliimii olarak diploma
vermekte alanla ilgili grenci yetistirmektedir. Ozellikle batili iilkelerde mukayese metodunun daha gok
gelistigi sdylenebilir (Behadiri, 1391hs.). Tiirkiye, cografi konumu ve tarihsel rolii itibariyle dogu ile
bat1 arasinda gercek bir koprii vazifesi gormiistiir. Farkli kiiltiirlerin etkilesim kurdugu 6zellikle dogu
ve bati medeniyetinin kesisim noktas1 olarak tabir edilebilecek bir konuma sahip olan Tiirkiye’de
karsilagtirmali edebiyat veya karsilastirma kiiltiirii gerek klasik gerek modern edebiyat baglaminda
onemli bir yer tutar. Imparatorluk gelenegi olan ¢ok dilli ve ¢ok kiiltiirlii yap: Osmanli i¢in veya Tiirkce
yazan sairler i¢in kendilerini 6zellikle Fars ve Arap sairlerle mukayese etme ve bununla edebi degerlerini
beyan etme zeminini olusturmustur (Hizri, 1393hs.: 92). Ayni durum Kiirt¢e igin de gecerlidir ki bu
aragtirmada eseri incelenen Molla-yi Ciziri de Divani’nda kendisini meshur Fars sair Hafiz-1 Sirazi ile
mukayese etmistir.

Karsilagtirmali edebiyat, edebi eserleri bilimsel yontemle inceleyen edebiyat biliminin bir dalidir.
Bu bilim dalinin arastirma yonteminin temelinde farkli dillerde yazilmis edebi eserlerin icerik veya sekil
yoniiyle karsilagtirllmasi bulunmaktadir. Karsilagtirma yapilirken arastirmacinin tespit etmesi gereken
ii¢c temel yon bulunmaktadir. Birincisi karsilagtirilan eserler arasindaki ortak unsurlar tespit edilmelidir.
Ikinci olarak karsilastirilan edebi eserlerde ortak olmayan ama benzer olan unsurlar tespit edilmelidir ve
iiciincii olarak da karsilastirmaya konu olan eserlerin muhteva veya sekil yoniiyle farklar tespit
edilmelidir. Bu ii¢ gorev karsilastirmali edebiyat arastirmalarinin temel gereksinimlerindendir. Bunlara
ek olarak karsilagtirmali edebiyat caligsmalarinda arastirmacinin konu ve alana yiiksek diizeyde
hakimiyetini gosteren dordiincii bir gdsterge bulunmaktadir. Bu da yukarida zikredilen ilk {i¢ alanda
yani ortak, benzer ve farkli unsurlar tespit edildikten sonra bu durum ile ilgili ortaklik, benzerlik veya
farkliliklarin sebepleri iizerinde tespit ve neticelere varmaktir (Aytag, 2021: 11). Karslagtirmali edebiyat,
birkag dilin edebiyatin1 ayn1 zamanda inceleyen elestirel bir bilim dali olarak tanimlanir. Birkag farkli
dilde yazilmis edebi eserler, incelenip benzerlik veya farkliliklar tespit edildikten sonra bu benzerlik
veya farkliligin nedenlerine doniik tespitler, karsilastirmali edebiyatin hem edebiyat bilimi alanindaki
caligmalara hem de sosyal bilimlerin ¢aligsma sahasina 6nemli katkilar sunmaktadir.

Mukayese veya karsilagtirma sadece edebi eserler lizerinden degil farkli bilim dallarindaki birgok
farkli unsur arasinda da gerceklestirilen bir aragtirma ¢esididir. Komparatistik olarak da adlandirilan
mukayeseye dayali edebiyat ¢aligmalarinin temelde birka¢ énemli Slgiitii bulunmaktadir. Buna gore
oncelikle karsilastirmaya konu olan eserler belirlenmeli ardindan bu eserlerin hangi ydnleriyle
mukayese edilecekleri net olarak tespit edilmelidir. Eserler arasinda yapilacak olan mukayesenin
mantikl1 bir irtibat drgiisiine dayanmasi gerekir. Ornegin klasik edebiyat alaninda ayni dilde yazilmis
ama farkli tarihlerde kaleme alinmig olan eserler dil veya {islup bakimindan ya da muhteva yoniiyle
karsilastirilarak tarihsel siiregte ne tiir bir degisime ugradiklan tespit edilir. Farkli alanlarda kaleme
alinmis edebi eserler (0rnegin halk edebiyati veya modern edebiyat gibi) farkli alanlarda olmas1 yoniiyle
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karsilagtirmaya tabi tutulabilir. Burada dikkat edilmesi gereken husus mukayese edilmek i¢in secilen
eserlerin arasinda makul bir mukayese yoniiniin olmasidir. Makul bir mukayese irtibat1 ile birbirine
baglanamayan iki farkli eser veya aralarinda mukayese edilebilecek higbir iliski bulunamayan eserlerin
mukayesesinden mantikli sonuglar elde edilemez. Fakat asil dikkat edilmesi gereken nokta, segilen iki
eserin se¢ilme gerekcelerinin de ikna edici olmasidir. Ornegin iki farkli dilde iki edebi eser
karsilagtiriliyorsa bunlar arasinda alan benzerligi (6rnegin klasik edebiyat alaninda olmalar1), miimkiinse
ayn1 edebi akimin igerisinde bulunmalari ve yakin tarihlerde yazilmig olmalar1 gibi unsurlar iki eserin
karsilagtirmaya konu olabilmesi i¢in makul ve mantikli bir irtibata sahip olduklarin1 gdsterir. Fakat
unutulmamasi gereken husus, bu konuda kesin smirlar ve kaidelerden ziyade aragtirmacinin uygun
irtibat1 kurabilmis olmasit onemlidir. Yukarida verilen ornekte bulunan irtibat yonlerinin higbiri
bulunmasa bile arastirmaci iki veya daha ¢ok dilde yazilmig farkli alanlarda veya tarihlerde kaleme
almmis eserleri de ikna edici irtibat yonlerini bulabildikten sonra karsilastirabilir. Burada
karsilagtirilacak eserlerin sahip oldugu ozellikler ne kadar derinlemesine tespit edilirse bu eserler
arasinda karsilastirma yapilabilmesi i¢in makul imkan ve gerekgelerin olup olmadigi da o kadar iyi
anlagilabilir. Karsilagtirilacak eserler ve bu eserler arasinda karsilastirma yapilabilmesi i¢in makul
benzerlikler ve farkliliklar tespit edildikten sonra karsilastirilacak unsurlarin sinirlariin belirlenmesi de
onemlidir. 1ki veya daha ¢ok eser arasinda mukayese edilecek unsurlarm smirlarinin belirgin ve
yapilacak calismanin hacmi icerisinde yer alabilecek diizeyde olmasi gerekmektedir. Bundan sonra
yapilacak olan karsilagtirmada benzer yonler tespit edilirken farkli yonler de zaten kendiliginden ortaya
¢ikmis olacak ve eserlerin etkilesim siirecleri ve edebi degeri hakkinda okuyucu bilgi sahibi olacaktir
(Cuma, 2018: 1-2).

Bu ¢alismada Sa‘di-yi Sirazi, Fuzili ve Molla-yi Ciziri’nin divanlarindan birer gazel se¢ilmis ve
bu gazeller muhteva yoniiyle mukayeseli olarak tahlil edilmistir. Gazellerin mana bakimindan arka
plani, igerisinde islenen konular ve sairlerin ele aldiklart mazmunlar tespit edilip karsilagtirmali olarak
tahlil edilmistir. Calisma, her sairden birer gazel ile sinirlandirilmis ve her ii¢ sairin genel olarak en ¢ok
bilinen gazellerinden biri karsilastirma i¢in secilmistir. Sa‘di-yi Sirazi’nin “Ey Sareban” siiri ask ve
ayrilik konularinda bilinen en etkili siirlerindendir (Setare, Roozaneh, Talab, 2025). Ayn sekilde mevzu
asik ve ask oldugunda “Mende Mecnln’dan fiizun asiklik isti‘dadi var” siiri okuyucularin en ¢ok
dikkatini ¢eken gazellerden biridir (Antoloji, Fikriyat, 2025). Molla-yi Ciziri’nin “Sevgili Gonliimiizce
Olduktan Sonra” adli siiri de ask muhtevasini iceren onemli siirlerden biridir. Her ii¢ sairin pek
bilinmeyen siirleri degil bilakis halk arasinda veya siir okuyucular tarafindan bilinen siirleri tercih
edilerek diger siirlerine gore nispeten daha 6n planda olan eserleri karsilagtirilmigtir.

Gazeller sekil yoniiyle tahlil ve mukayese edilmemistir, siirlerin sekil bilgisi ¢ercevesinde
degerlendirilecek 6zellikleri de ¢aligmaya dahil edilmemistir. Azeri Tiirk¢esiyle yazmig olan Fuzdli,
Farsca yazmig olan Sa‘di-yi Sirdzi ve Kiirtce (Kurmanci) dilinde siir kaleme almis olan Mola-yi
Ciziri’den secilen gazel 6rnekleri tizerinden yiiriitiilen bu mukayese caligmasi, ortak bir cografyada
yasayan bu sairlerin benzer ve farkli yonlerini tespit edip karsilastirmay: amacglamaktadir. Bu galigma,
ayrica kendi alanlarinda edebi yonden zirve sahsiyetler olan bu sairlerin kaleme aldig1 eserlerinin kendi
yazdiklar1 dilin disinda, komsu edebiyatlar icerisinde de ne diizeyde bir edebi degere sahip olduklar
hakkinda okuyucuya fikir vermeyi amag¢lamaktadir. Caligmanin asil amaci ve konusu dahilinde olmayan
s0z konusu ii¢ sairin yagami ve eserleri ile ilgili ayrintili bilgi arastirmanin hacmini gereksiz bir bigimde
arttiracagindan bu konu ile ilgili mukayese isini ilgilendiren 6zet bilgilerle yetinilmistir.

Caligmaya konu olan ii¢ sairden kronolojik siralama dikkate alindiginda digerlerinden 6nce
yasamis olan Sa‘di-yi Sirazi, Sirdz’da dogmus ve 6liim tarihi 691/1292°dir. ilk egitimini Sirdz’da alan
Sa‘di sonrasinda Nizdmiye medresesinde ders gérmiistiir. Kendi doneminde yasamig olan sairlerin
aksine Sa‘di, siirlerinde bilinen kelimeler tercih ederek kolay anlasilir bir dil kullanmigtir. Sa‘di’nin
siirleri, basit bir Uslup ile aslinda taklit edilemeyecek kadar etkili ve derin siirler kaleme almak
anlaminda kullanilan sehl-i miimteni‘ sanatinin en iyi 6rneklerinden olmasiyla bilinir (Cigekler, 2008:
405-406). Bostan ve Giilistan onun en ¢ok bilinen eserleri arasindadir. Divan: oldukga nitelikli siirler
igermesine ragmen Bostan ve Giilistdn’1 kadar meshur olamamustir.
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Sa‘di’den yaklagik olarak 190 yil sonra yasamis olan Fuziili’nin asil adinin Mehmed oldugu
bilinmekte ama nerede dogdugu kesin olarak bilinmemektedir. Fuzili Akkoyunlular idaresinde yasayan
Bayat boyuna mensuptur. 963/1556 tarihinde vefat eden sair farkli cografyalara sefer yapmak istediyse
de yasaminin geneli Kerbela, Hille, Necef ve Bagdat’ta ge¢mistir. Tiirk¢e, Farsca ve Arapca siirler
yazmis ve daha yasadigi donemde sohret sahibi olmustur. Bahsedilen {i¢ dilde eserler veren Fuziili’nin
manzum ve mensur olmak iizere 15 eseri bulunmaktadir. FuzGli’nin Kiirtge dilinde eserler verdigine
dair tespit edilmis baz1 kaynaklar ve el yazmalar1 bulunmaktadir (Gazete Duvar, 2025). Fakat bu konu
ile ilgili heniliz yeterli arastirma yapilmadig1 sOylenebilir. Tasavvufi meseleler ile ilgili sozlerine
bakildiginda kendisinin bir tarikata bagli oldugu anlagilmaktadir. Hemsehrisi olan Ahdi, Fuz{li’nin
tarikata bagl bir mutasavvif oldugunu sdylemis fakat hangi tarikate bagh olduguna dair bir isim
vermemistir (Karahan, 1996: 240). Fuzli’nin mutasavvif kisiligiyle ilgili bazi ihtilaflar mevcuttur.
Mensup oldugu mezhep ile ilgili baz1 arastirmacilar siinni oldugunu bazilari ise sii oldugunu 6ne
stirmiislerdir. Fakat Fuz(li’nin tasavvufla olan irtibat1 herhangi bir tarikate mensup olmaktan veya
mutasavvif olmaktan 6te, sadece tasavvuf felsefesinden beslenmis bir sair oldugu yoniinde tespitler de
bulunmaktadir (Akcan, 2021: 135). Fakat Fuzdli gibi tarikati bilinmeyen sairler i¢in ve herhangi bir
tarikat silsilesi olmadan tasavvufa bagli bulunan kisilere {iveysi de denilmektedir. Bu baglamda Fuzili,
iiveysi bir sair olarak da degerlendirilebilir.

A A9

Sa‘di-yi Sirdz1’ye tarihsel olarak pek yakin olmasa bile Fuzili’ye yaki bir tarihte yagamis olan
Molla-yi Ciziri’nin Cizre’de dogdugu tahmin edilmektedir. 1050/1640 yilinda vefat eden Molla-yi
Ciziri’nin babasinin adi Muhammed, kendisinin adi1 da Ahmet’tir. Arapca, Farsga, Tiirk¢e ve Kiirtce
bilen sair klasik Kiirt edebiyatinin en bilinen sairlerindendir. Bilinen tek eseri 114 siirden olusan meshur
Divanidir. Siirlerinde dénemin Cizre emirine dvgiilerde bulunan Ciziri, ayrica tasavvufi unsurlari, agk
ve vahdet-i viicut gibi konular1 da ¢okea islemistir (Ozervarl, 2020: 241). Ciziri, Kiirt edebiyatinda bir
liderin veya idarecinin himayesi ve destegiyle siir yazan ilk sair olarak kabul edilektedir (Duran, 2021:
106). Siirlerinde meshur Hafiz-1 S1razi’ye isaret eden Molla-yi Ciziri’yi Hafiz ile karsilastiran ¢aligmalar
yapilmustir. Ciziri’nin ask ile ilgili misralarinin degerinin tespiti i¢in onun Fuzilli ve 6zellikle de Sa‘di
ile mukayese edilmesi de onemlidir.

Amag

Karsilastirmali edebiyat alaninda eserlerin birbiriyle igerik veya sekil yoniiyle karsilastirilmasinin
temel amaci benzerlik veya farkliliklarin tespit edilerek degerlendirilmesidir. Ayrica karsilastirmali
tahlil ¢aligmalar sairlerin yasadiklari donemlerde hakim olan siir anlayiginin anlagilmasina katki
sunmaktadir. Bu tiir ¢aligmalar, sairlerin kendilerine 6zgii edebi sahsiyetlerini bize tanitan onemli
bilimsel verileri de ortaya gikarmaktadir. Bu ¢calismada ayni kiiltiir havzasinda yetigmis {i¢ biiyiik saiirin
birer gazelinin igerik yoniiyle karsilastirnmasi ve benzerlik veya farklilik yonlerinin tespit edilerek
incelenmesi amaglanmistir. Bdylece her {i¢ sairin klasik edebiyatta sahip olduklar1 6zgiin degerleriyle
anlagilmasi ayrica her birini digerinden fakli kilan siirsel yonlerinin de tanitilmasi amaglanmustir.

Yontem

Bu calismada, elde bulunan veya arastirma neticesinde elde edilen verilerin (mektup, belge,
gazete, siir vb.) analizini ve incelenmesini hedefleyen nitel arastirma yontemlerinden biri olan dokiiman
analizi yontemi karsilastirma metoduyla birlestirilerek kullanilmistir. Ug farkli dilde yazilmis
gazellerden rastgele degil nispeten daha ¢ok bilinen birer adet gazel secilmis ve bu gazeller hedeflenen
olgular kapsaminda bilgi igeren yazili metinlerin incelenmesini konu edinen dokiiman incelemesi
metoduyla analiz edilip karsilagtirilmistir. Genel olarak dokiiman analizi metodu, tarihgilerin,
antropologlarm ve dilbilimcilerin yararlandig: bir arastirma metodu ve ayni zamanda bir veri toplama
yontemi olarak tanmimlanmistir (Si8r1, 2021: 248). Bu arastirmada da edebiyat alaninda “klasik metin
tahlili” olarak yayginlasmis dokiiman analizi metodu ile gazeller igerik yoniiyle analiz edilmis
gazellerde bulunan irfini unsurlar tespit edilmis ve karsilagtirma yontemiyle ask, gam, masuk gibi
olgular birbiriyle karsilastirtlmistir.

Sa‘di-yi Sirazi’nin Divini’ndan Secilmis Gazel
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Yavas stir kervanbagt kervani, kervanda sevgilim gidiyor
Bir tek gonliim kalmisti benim, o da sevgilimle gidiyor
Kaldim ondan uzaklarda, zavallyyim onsuz yaralyyim ben
Yoklugunda sanki acisi, kemiklerime kadar gidiyor
Saklarim i¢imdeki yaralart hileyle, biiyiiyle dedim

Sakli kalmiyor ki; kanm akip gézlerimden gidiyor

Iyi bak mahfeye, hizli siirme kervani kervanbasi
Askindan o servi boylunun sanki canim gidiyor
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(Sa‘di, 1385hs.: 685-686)

Gururla salinarak gidiyor o, ayrilik zehri yudumluyorum ben

Sorma artik benden nisan, goniil nisanim onunla gidiyor
Birakti beni gitti o gururlu sevgilim zehir etti hayatimi
Koz dolu bir atesligim ben, dumanim basimdan gidiyor
Onca zulmetse de onca vefasiz olsa da o

Hatiralar icimde de dilimde de akip gidiyor

Don gel de kur tahtini gézlerim iizerine a nazl sevgili!
Bak, goklere yerlerden ne kavgalar ne feryatlar gidiyor
Uyku nedir bilmem, dinlemem 0giit kimseden

Isteyerek gitmiyorum bu yoldan dizginim elimden gidiyor
“Aglasam deve ¢camurda kalincaya dek esek gibi” dedim

Bunu da yapip incitemem ki ben sevgilim kervanda gidiyor

Vuslatina sabretmek, benim i¢in sevgiliyi terk etmek
Olmasa da benim igim, ¢carem bu, béyle gidiyor

Can ¢tkip giderken tenden, herkes bir soz soyler de
Ben kendi goziimle gérdiim, baktim canim gidiyor
Sa ‘di! Bizim elimizden ¢iglik yarasir miydi a vefasiz!

Dayanamam ben cefaya, isim ¢iglikla yoluna gidiyor (Sirazi, 2022: 233-234)

Fuzili’nin Divani’ndan Secilmis Gazel

Mende Mecniin’dan fiizun asiklik isti‘dadi var
Asik-1 sddik menem Mecniin’un ancak ad var
Nola kan tokmekde mahir ola ¢esmiim merdiimii
Nutfe-i kabildiiriir gamzen kimi iistadi var

Kil tefahur kim, seniin her var men tek asikun
Leyli’nin Mecninu $irin’lin eger Ferhad’1 var
Ehl-i temkinem meni benzetme ey giil biilbiile
Derde yoh sabr1 anun her lahza min feryad: var
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Oyle bed-halem ki ahvaliim gorende sad olur

Her kimiin kim devr cevrinden dil-i nd-sadi var

Gezme ey gonliim kusu gafil feza-y1 1skda

Kim bu sahranun giizer-gehlerde ¢ok sayyadi var

Ey Fuzili 1sk men‘in kilma nésihden kabul

Akl tedbiridiir ol sanma ki bir biinyadi var

Bende Mecniin’dan fazla asiklik isti ‘dadi hazirligi vardir. Sevgisine sadakat gosteren dsik benim.
Mecniin 'un sadece adi ¢citkmis bir kere.

Gozbebegimin kan doékmekte ¢ok maharetli olmasina hayret edilmez. Zira o kabiliyeti bir
tohumdan dogmustur ve yan bakisin gibi bir iistattan o bilgiyi almistir.

Leyla’nin Mecniin’u Sirin’in Ferhdt’i var ama, senin benim gibi dsikin var. Bununla éviin.

Ben sabr ve temkin sahibiyim. Ey giil beni biilbiile benzetme. Onun derde sabri yoktur. Her lahza
bir feryat ediyor.

Halim oyle kotii ki, felegin cefasindan gonlii mahzun ve kederli herkes beni goriince sevinir.

Ey gonliim kusu, ask fezasinda gdfil gafil ucup gezme. Zira bu ask sahrasmin yollarinda ¢ok avci
vardir.

Ey Fuzili, sana ask: terket diye nasihat edenler bulunur. Sen kabiil etme, zira aski terket diyen
akildir ve onun bir tedbiri, diistincesi, ihtiyatidir. Ve zannetme ki bir esasa dayaniyor. (Tarlan,
2014: 275-276)

Molla-y1 Ciziri’nin Divani’ndan Secilmis Gazel

Mehbib bi dil bit me bi evraz ¢i hacet
Ney dirr e hebibé me ¢i firyad @ fixan kin
Go suxte murada xwe ji min telbe ke iro
Min nale refiq in xem 1 tehli ne musahib
Dildan i newazis ¢i ne dugnam bes in min
Suhbet bi mey 1 ¢gengé hebibé me bivétin
Razén me ¢i hacet weku xemmaz bizanin
Her lehze ¢i hacet ku bi nazan bikuji min
Ta ¢endi bi hecra xwe tu min tecribe ini
Hacet niye cana yedé beyda bideranin
Esraré€ ezel dé di ebed béne zuhtiré

Ger lu’lu’é mensir ji nezmé tu dixwazi

‘Enga bi xwe bétin firr 0 perwaz ¢i hacet
Wi guh li demira dil e awaz ¢i hacet
Min go ji kerim telbe G daxwaz ¢i hacet
Firyad enis€ min e demsaz ¢i hacet

Pur derd G cefa hurmet @ i‘zaz ¢i hacet
Firyad 0 fixané min ne bes saz ¢i hacet
Esken me bes in dide€ xemmaz ¢i hacet
Cana jixwe qurbané te me naz ¢i hacet
Zéré jixwe xalis mehek G gaz ¢i hacet
Inkar di din da nebit i‘caz ¢i hacet
Encamé serencameé ji axaz ¢i hacet
Wer si‘ré Mel€ bin te bi Siraz ¢i hacet

Sevgili goniildeyse eger yiikseklere ¢ikip aramaya ne hacet. Kendi istegiyle gelecekse Anka kusu

pesinden u¢maya ne hacet’.

Uzak degil bize sevgili, bunca feryad ii figan niye? Kulagi gonliimiizde ise eger bagirip cagirmaya

ne hacet.

“Dile benden ne dilersen ey suhte” dedi bana sevgili. Dedim, kerem sahibi olan sensin, kerem

sahibinden istemeye ne hacet.

Iniltiler yoldasim, gam ve acilar sohbet arkadasimdir benim. Feryat en yakin dostumdur, dost ve

sirdasa ne hacet.

Goniil oksayip iltifat etme ne ki, soviip sayman yeter bana, derd ii cefa ile biiyiimiis olana, hiirmet

ve ikrama ne hacet.

Mey ve ¢engle dolu eglence meclisine davet etse bizi sevgili, feryat ii figan yeterdir bize o dem,

calgilara ne hacet.

Gammazlarin ihtiyaci yok sirlarimizi 6grenmeye, gozyaslarimiz yeterdir, gammazin gormesine

ne hacet.

2 “Ne hacet” yani ne gerek var ifadesi Ciziri’nin siirinde bir soru kalib1 olmaktan 6te bahsedilen durumun cevabini
kendi icerisinde barindiran bir te’kit ifadesidir. Ornegin siirin ilk nusrainda sevgili goniilde ise eger yiikseklere
¢ikip aramaya ne hacet ifadesindeki “ne hacet” kalib1 bir soru olmaktan ziyade durumu ifade ettikten sonra yukari
¢ikip aramanin gereksiz bir ugras oldugunu daha vurgulu bir sekilde beyan etmek maksadiyla kullanilmistir. Bu
durum diger misralar i¢inde gegerlidir.
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Her dem naz ve igve ile beni oldiirmene gerek yok. Ey sevgili zaten kurbaninim senin, bunca naza
ne hacet.

Ne vakte dek hicranminla sinayacaksin beni? Altin saf olduktan sonra mehenkle ¢cekice ne hacet.
Yed-i beyzayt ¢ikarip gostermeye hacet yok ey can! Dini inkdr yoksa eger mucize gostermeye ne
hacet.

Ezeli sirlar ¢ikar bir giin ortaya nasilsa ebediyette. Varilacak igin akibetini td bastan bilmeye ne
hacet.

Nazmin etrafa sa¢ilmus incilerini gormek dilersen eger, Gel Mela’nin si ‘rinde gor onlari, Siraz’a
gitmene ne hacet. (Ciziri, 2013:238-241)

Mubhteva Yoniiyle U¢c Gazelin Karsilastirilmasi

Divan tahlili veya klasik metin (siir) tahlili, klasik edebiyat alaninda yapilan akademik
calismalarin dnemli bir kismini olusturmaktadir. Ulkemizde divan tahlili ¢alismalarinin geneli Ali Nihat
Tarlan’in “Seyhi Divani’'m1 Tetkik” caligmasi veya Mehmet Cavusoglu’nun “Necati Bey Divani’nin
Tahlili” gibi caligmalardan elde edilen ilmi kaidelerin gelistirilmesiyle giiniimiizdeki seviyeye
ulagmistir. Akademik caligmalarin dogasi geregi klasik edebiyat alanindaki tahlil ¢aligmalarinda
yukarida zikredilen Oncii aragtirmacilarin ilmi metotlar1 zamanla gelistirilmis ve 6zellikle lisansiistii
calismalarda daha ayrintili tahlil arastirmalar yapilmistir. Fuzili, Sa‘di ve Ciziri’nin birer gazelinin
tahlil metoduyla inceledigi bu calismada ayrica s6z konusu gazeller birbiriyle mukayese edilerek
mukayeseli bir tahlil ¢aligmasi yapilmistir. Tahlil ¢aligmalarinin temel maksatlarindan biri, sairin
okuyuculara vermek istedigi mesajlar1 ayrintili bir bicimde tespit edip ortaya ¢ikarmaktir. Mukayeseli
tahlilde ise sairlerin vermek istedigi mesajlar, mazmun ve mefhumlar1 anlamlandirma ¢abalar birbiriyle
karsilastirilmakta ve boylece sairlerin anlatmak istedikleri mevzular daha derinlemesine anlagilma firsati
bulmaktadir.

Bulgular
Sairlerin Gazellerinde Kendilerine Dair Bilgiler

Calismada mukayese edilmis olan {i¢ gazelin muhteva yoniiyle benzerlik ve farkliliklarinin tespiti
icin mazmun ve mefhumlarin karsilagtirllmasina gegmeden Once bu gazellerin genel ¢ergcevede bir diger
ortak ozelligine de dikkat cekmek gerekir. Sairler bazen kendi mahlaslarini kullanarak veya kendilerini
baska sekilde dogrudan isaret ederek bazi yonlerini 6n plana ¢gikarmakta bir bakima kendi sanatlarini ve
edebi kudretlerini 6vmektedirler. Segilen gazellerde Fuzili ve Ciziri bazi beyitlerde kendilerine ait bazi
ozellikleri ovgii ile beyan etmektedirler. Bu hususta Ciziri ve Fuzili arasinda bir benzerlik dikkat
cekmektedir. Fakat Sa‘di’nin gazelinde bu sekilde bir 6vgii ifadesi tespit edilememistir. Fuzili gazelinin
ilk beytinde kendisinde 4sik olma istidadinin bulundugunu ve bu istidadin aslinda Mecnin’un ask
konusundaki istidadindan daha biiyiik oldugunu ifade ederek asik olma konusundaki kabiliyetini
ovmektedir. Fuzili’nin kendisine yonelik 6vgiisii sadece ilk beyti ile smurlt degildir. Aslinda onun bu
gazelinin birgok beytinde kendisine yonelik Ovgiiler serpistirilmigtir. Mesela ask konusundaki
yetenegine dikkat ¢ektigi bir diger beyti de gazelin {iglincii beytidir. Burada sevgilisine mutlu olmasini
kendisiyle gurur duymasini tavsiye eden sair, bu vgiiniin sebebinin Fuzili’den kaynaklandigini ¢ilinkii
o sevgilinin Fuzili gibi degerli bir 4s1gmin oldugunu belirtmektedir. Yani sair agkinin aslinda maguk
icin Ovgii sebebi oldugunu dile getirmis ve kendisini Leyla’nin Mecnlin’u ve Sirin’in Ferhad1 ile
mukayese etmistir. Klasik Tiirk edebiyatinda sairlerin kendilerini Mecniin ile mukayese etmesi yaygin
sayilan bir durumdur. Sairler Mecnln adin1 bazen bir kavram olarak bazen Mecniin’un askina 6zentiyi
dile getirmek icin bazen de Mecnln ile agklarini yaristirmak igin kullanirlar (Isik,2019:482). Aym
sekilde dordiincii beyitte de Fuzili, kendisinin biilbiil gibi sabirsiz olmadigini bilakis sabir ve temkin
ehli oldugunu sdyleyerek ask yolunda tahammiil edebilme giiciinii 6n plana ¢ikarmistir.

Molla-y1 Cizirl de gazelindeki dokuzuncu ve on ikinci beyitlerinde kendisine ait baz1 6zellikleri
ovgl ile beyan etmistir. Dokuzuncu beyitte kendisini ayrilik ile sinayan sevgiliye hitaben ne zamana
kadar bu isi silirdiirecegini sormus ve zaten ashi itibariyle saf olan altinin mehenkle g¢ekice ihtiyag
duymadigimi sdylemistir. Burada Cizirl ask konusunda zaten gerekli olan kemaéle sahip oldugunu bu
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sebeple ayrilik acistyla sinanmasinin anlamsiz oldugunu dile getirerek kendisini 6vmistiir. On ikinci
beyitte de Ciziri 6zelde muhatabi olan masukuna genelde de okuyuculara nazmin etrafa sagilmis
incilerini yani siirin kulag1r ve gonlii etkileyen yiice orneklerini gérmek istemeleri halinde Siraz’a
gitmelerine gerek olmadigimi kendisinin bu hiineri en iyi sekilde icra ettigini belirterek sairligini
ovmektedir. Klasik edebiyatin en parlak yildizi sayilan Hafiz-1 Sirazi’yi isaret eden bu beytinde
kendisini Hafiz ile mukayese eden Ciziri, bu sahanin zirvesini gostererek ondan geri kalmadigini siirinin
en az onunki kadar iyi oldugunu ifade etmistir. Boylece Ciziri, Fuzili gibi asiklik yoniinii vmekle
birlikte aslinda gazelin sonunda sairligini de 6vmiistiir.

Gam

Tasavvufi siirde “gam” methumu sevgiliyi talep etmek ve sevgiliye varmak yolunda gosterilen
caba ve ugraglarin timiidiir (Kandahari, 1376hs.: 146). Gamin tasavvufi siirdeki anlaminin bir halet-i
ruhiye olmaktan ziyade bir ulagsma gayreti olmas1 dikkat ¢gekicidir. Elem, 1stirap ve liziintii anlamlarina
da gelen “gam” mefthumu masuku biiyiik bir ihtimam gostererek ararken asigin karsilastigi engeller
olarak da tarif edilmistir. Fakat sevgilinin ugruna ¢ekilen gami normal gamdan ayiran temel zellik,
as1gn bu gamy, zorlugu ve sikintilar aslinda severek ve isteyerek ¢cekmesidir (Uludag, 2012: 141).

Genel cercevede Fuzili, Sa‘di-yi Sirdzi ve Molla-y1 Ciziri’nin gazelleri muhteva bakimindan
birbiriyle benzerlik arz etmektedir. Fakat ii¢c gazel arasinda bazi farkliliklar da bulunmaktadir. Her {i¢
gazel genelden Ozele dogru incelendiginde ayrilik acis1 veya gam ele alinan ortak konulardandir.
Fuzili’nin gazelini 6nce ele alirsak kendisi gazelde sairin kandan gdzyas1 dokmede mahir oldugunu
beyan etmekte ve ikinci beyitle, “Gézbebegimin kan dokmekte ¢cok maharetli olmasina hayret edilmez.
Zira o kabiliyeti bir tohumdan dogmugstur ve yan bakisin gibi bir iistattan o bilgiyi almigtir.” diyerek
gam unsuru daha fazla 6n plana ¢ikmaktadir. Ardindan Fuzili besinci beyitte sahip oldugu halin dylesine
acili ve 1stirap dolu oldugunu, kendisinin bu halini géren mutsuz ve gaml kisilerin tabiri caizse kendi
hallerine siikredip mutlu olduklarini dile getirmektedir. Sair besinci beyitte, “Halim éyle kotii ki, felegin
cefasindan gonlii mahzun ve kederli herkes beni goriince sevinir.” diyerek gam hissini kendi gazeli
cercevesinde en zirve noktadan ifade etmektedir. Diger beyitlerde de dolayli olarak gam manasi
bulunmakla beraber ele alinan ii¢ gazelin en biiyiik ortak 6zelligi olan “gam” Fuzili’nin ikinci ve besinci
beyitlerinde daha agik ve etkili bir bigimde beyan edilmistir.

Molla-y1 Ciziri’nin gazelinde, gam unsuru beyitlerin geneline daha fazla dagilmis durumdadir.
Ciziri’nin ilk beytinde dogrudan gam bulunmamaktadir. Fakat ikinci beyitte Cizirl, “Uzak degil bize
sevgili, bunca feryad ii figan niye? Kulagi génliimiizde ise eger bagirip ¢cagirmaya ne hacet.” diyerek
“feryat ve figan” kelimeleri ile gama isaret etmistir. Ciziri, liclincii beyitte “Dile benden ne dilersen ey
suhte” dedi bana sevgili. Dedim, kerem sahibi olan sensin, kerem sahibinden istemeye ne hacet.”
diyerek “suhte” yani agkin derdinden yanmis olmak ifadesi ile gazelde gam hissini daha belirgin bir
sekilde iglemistir. Ciziri’nin bu gazelinde Fuz(li’den farkli olarak gam, kademeli bir sekilde
arttirlmustir. Ornegin Fuzili ikinci beyitte gami vermis fakat besinci beyte kadar dogrudan gama isaret
etmemisti ve besinci beyitte gami zirveye ulastirmisti. Lakin Cizird, ikinci beyitte gami gostermeye
baglamig iiclincii beyitte gami biraz daha goriiniir kilmistir. Ciziri, kademeli olarak verdigi gami
dordiincii beyitte gercekten bir kademe daha arttirip iniltilerin kendisine arkadas ve yoldas oldugunu
gamin ve acilarin kendisinin dostu oldugunu feryat ile ¢cok yakin bir arkadas gibi oldugunu dile getirerek
dogrudan gam kelimesini kullanarak acisini ifade etmistir. Gazelinde Fuzlli’ye gére gama daha genis
yer vermis olan Cizirl, besinci beyit ile s6z konusu gazelinde gami en yiiksek diizeyde beyan etmistir.
Besinci beyitte belki de kendi 6zelinde yasadig1 ¢evrenin sosyolojisine de isaret eden sair zaten dert ve
kederle biyiidiigiinii sikintilar igerisinde bir hayat siirdiigiinii boylesi acilar iginde yetismis birinin
gonliinii oksayip ona giizel sozler sarfetmenin gereksiz oldugunu, sevgiliden gelecek olan kiric1 ve kotii
sOzlerin bile aslinda onu mutlu etmeye yetecegini ifade etmistir. Bu beyitte bulunan gamin diizeyi ve
sairin bu gam1 beyan kabiliyeti dikkat ¢ekicidir. Besinci beyit ile okuyucunun génliinde gami derinden
hissettiren sair, altinci beyitte baska bir konuya yonelmemis okuyucunun gam ile isinan gonliinii
kendince bir 6l¢ii gdzeterek normale indirmek i¢in besinci beyit kadar olmasa bile bu beyte yakin
diizeyde gam unsurunu ele almistir. Yine ayni1 dengede gam hissini daha da diisiik bir kademeye ¢cekmek
isteyen sair belki de besinci beyitte doktlirdiigli gbz yaslarinin yanakta sogumus halini tasvir etmek



Orkin, S. / Anemon Musg Alparslan Universitesi Sosyal Bilimler Dergisi, 2026 14(1) 451-481 473

maksadi ile kendi yanaklarinda bulunan géz yasinin derdine ve gamina delil oldugunu ve bu konuda
gammazlari kendisini gammazlamasina gerek kalmadigim dile getirmistir. Dogrusu Ciziri’nin besinci
beyitte alevlendirdigi gonlii yedinci beyitteki goz yasi ile dindirmesi ve ikinci beyitte baglattig1 gamin
diizeyine ¢ekmesi sairin siirdeki sekil veya zahirl boyutlarin disinda muhteva ve siir kurgusu boyutunda
onemli bir maharete sahip oldugunu gostermektedir. Ciziri, yedinci beyitten sonra ayn1 Fuzili gibi
dogrudan olmasa da dolayli olarak gama isaret etmistir. Fakat yedinci beyitten sonra kullandigi
“kurban”, “hicr” gibi mazmunlarin beyit i¢erisindeki manalar dikkate alindiginda Ciziri’nin gazelinde
gamin, genel itibariyle Fuzili’nin gazeline gore daha yogun oldugu anlasilmaktadir.

Sa‘di-yi Sirazi’nin gazelinde de muhteva yoniiyle genel olarak Fuziili ve Ciziri’nin kaleme aldig1
gazeller gibi gam konusunu iglenmistir. Fakat Sa‘di’yi diger iki sairden ayiran 6nemli bazi farklar
bulunmaktadir. Incelenen gazeller dikkate alindiginda Sa‘di’yi, Fuzdli ve Ciziri’den ayiran temel
0zellik, onun gazelini bir hikaye zemininde kaleme almis olmasidir. Bu 6zellik siirin genel muhtevasi
dikkate alindiginda ilgi ¢ekmektedir. Sa‘di, meshur Bostdn ve Giilistan gibi eserlerinde ¢okca hikayeler
kaleme aldig1 i¢in sairin hikaye yazimindaki ustalig1 aslinda Divani’na da yansimistir. Nitekim bu gazel
bir hikaye kompozisyonu igerisinde belirli bir diizen dikkate alinarak yazilmstir.

Sa‘di’nin, “Ey kervanbagi!” hitabiyla baglayan gazelinde kervanbasi aslinda bir hikaye karakteri
gibidir. Gazelin arka planinda harekete gegmek {izere olan veya baz1 beyitlerde artik harekete gegmis
olan bir kervan bulunmaktadir. Kervanin igerisinde Sa‘di’nin sevgilisi bulunmaktadir ve onun sevgilisi
de aslinda hikayenin bas karakteridir. Ve kervanin seferi ile baglayan ayrilik gami siirin neredeyse biitiin
beyitlerine sirayet etmistir. Siirin bir hikdye zemininde olmas1 okuyucuya farkli bir tat, gazele ise apayr
bir biitiinliikk vermistir. Sairin gazeliyle ilgili bu énemli fark ifade edildikten sonra mukayeseye konu
diger sairlerin gami siirlerinde ele alma sekilleri ile Sa‘di’nin konuyu isleme sekli arasindaki
benzerlikler ve farkliliklar sunlardan ibarettir. Sa‘di, gazelinin ilk beyti ile konuya ve aym zamanda
hikayeye sOyle basliyor: ey kervanbasi yavas siir kervani ¢ilinkii bu kervanda benim sevgilim var ve
zaten su diinyada sahip oldugum bir gonliim vardi o goniil ¢celen sevgili tek varligimi da alip benden
gidiyor. Sa‘di’nin daha ilk beyitte ve hikdyenin baginda bdylesi bir giris yapmasi onu en azindan gam
konusunda Fuzili ve Ciziri’den ayirmaktadir. Aska ne derecede kendini kaptirdigin1 ve kervanin
gidisiyle kimsesizligin en derin girdabinin dibine kadar diistiigiinii ifade eden Sa‘di, daha gazelin
basinda gami ¢ok yiiksek bir diizeyde ele almistir. Gazelin ilk beytinde bu kadar yogun bir gam sunan
sairin diger beyitlerde bu gami diisiirmesi siirin duygusal arka planda belki biraz asir1 bir duruma
diismesine sebep olabilirdi. Mesela Fuzili ikinci beyitte gami ele almis besinci beyitte ise gami zirveye
ulagtirmis ve konuyu zirvede birakip gam ile irtibath baska unsurlara deginmistir. Cizirl kademeli bir
sekilde gam i¢in diisiik dereceden baslayip bu hissi en yiiksek noktaya tasiyip ardindan bir denge
igerisinde basladig1 diizeye indirmistir. Fakat Sa‘di daha baslangicta gam ¢itasini yiikseltmis ve diger
beyitlerinden de aktarilacag: ilizere durumu hi¢ bozmadan sonuna kadar bu sekilde gotiirmiistiir. Bu
durum, Sa‘di’nin tarzindan ziyade ustaligini ve siir konusundaki yiiksek maharetini géstermektedir.

Diger sairlerin yaptig1, bir diizeye kadar maharet, bir diizeye kadar kendi tercihleri ve tarzlar
olabilir. Fakat Sa‘d’nin bu gazelde gergeklestirdigi sey edebi yoniiyle olaganiistiiliik olarak
tanimlanabilir. Gazelin ikinci beytinde Sa‘di, gami ne derinlikte ¢ektigini ve ayn1 zamanda ¢ektigi aciy1
ne kadar biiyiik bir ustalik ile beyan edebildigini gostermektedir. Ikinci beyitte sevgiliden uzak ve yarali
kaldigini dile getirmis ve g¢ektigi acinin aslinda normal bir yara acis1 olmadigini insanin kemiklerine
kadar isleyen derin bir ac1 oldugunu beyan etmistir. Insanlarmn gektigi acilarin belli diizeyleri vardir ve
cekilen ac1 kemiklerin i¢indeki iliklere kadar niifuz etmisse o aci artik dayanilmaz bir diizeye gelmis
demektir. Sair gaminin, tenini ve derisini gecip artik kemiklerinin i¢ine kadar keskin bir dis gibi
saplandigini dile getirmektedir. Sa‘di, dili ve iislubuyla okuyuculari sagirtan bir sairdir nitekim diger iki
gazel ile mukayese edildiginde dogal olarak bu ilk iki beyitte ifade edilen gamin artik biraz asagiya
dogru ¢ekilmesi beklentisi olugsmaktadir. Fakat Sa“di, okuyucuyu sasirtip {i¢iincii beyitte de ayn yiiksek
dozdan gami vermeye devam etmistir. Igindeki aciy1 hileyle farkli yollarla saklamak istedigini fakat
gozlerinden seller gibi akan kanlarn tastigmi ve tasan bir seyin artik sakli kalamayacagini
soylemektedir. Dordiincii beyitte gam konusuna, sevgilisine karsi ne kadar hassas oldugunu da ekleyen
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Sa‘di aslinda konu ne olursa olsun hiineriyle konular1 gamla yogurabilecegini de gostermektedir.
Kervanbasina belki de siirin hikdye boyutunda bagirip sitem eden Sa‘di, kervana kars1 daha fazla saygi
gostermesi gerektigini acele etmemesi gerektigini dile getirmektedir. Ciinkii kervan ile birlikte giden
servi boylu sevgilidir ve ayn1 zamanda sevgilinin gidisiyle beraber bedenden ¢ikan da Sa‘di’nin ruhudur.

Hikaye zemininde kaleme alinmig olan bu gazelde bir asik (Sa‘d1), bir kervan, kervani siiren bir
kervanbasi ve kervanin i¢inde giden sevgili bulunmaktadir. Besinci beyitte artik yliriiylip giden bir
kervan ve ardindan yere cakilip oturmus bir asik ve o asigin iniltilerinden bazi nagmeler duyulmaktadir.
Her seyini kaybetmis olan asik, kervanin ardindan sunlar1 sdylemektedir: O etegini ¢ekip gururla gidiyor
ben ise ayriligin dldiiriicii zehrini yudum yudum igiyorum, ey dostlar, ey ahbaplar artik beni benden
sormayin, beni ben kilan nisanem veya her neyim varsa, o kervanla birlikte yavas yavas benden gidiyor.
Sa‘di’nin gazelinde yiiksek dereceli bu gam gazelin son beytinden bir dnceki beyte kadar yani on ikinci
beyte kadar hi¢ durup yavaslamadan bu sekilde devam etmektedir. On ikinci beyte kadar olan biitiin
beyitleri bu sekilde birer birer degerlendirmek calismay1 gereginden fazla uzatabilir kaygisiyla gamin
artik sonlara vardig1 on ikinci beyti ele alarak Sa‘di’nin gazelindeki gam konusunu noktalamak daha
uygun olacaktir. Sair on ikinci beyitte artik gamdan can verme seviyesine geldigini isaret ederek 6liim
aninda etrafta bulunanlardan her birinin farkli sézler sdyledigini herkesin baska seyler ile ilgilendigini
dile getirerek belki yerde uzanmis bir hastanin son nefeslerini verdigi bir sahneyi zihinlerde
canlandirmaktadir. Hakikaten 6liim doseginde olan kisiler ziyaret edildiginde insanin yapisi geregi hep
ayn1 mevzuya odaklanamayacagi hakikati bu tiir durumlarda daha iyi goriilmektedir. Ciinkii gelen her
kisi ilk basta hastanin durumuna iiziiliip bir seyler sdylese de bir siire sonra hasta ziyareti veya taziye
ziyaretinde insanlar kendi aralarinda farkli mevzular hakkinda sohbet etmektedirler. Bdyle bir
atmosferde bizi 6liim doseginde olan veya can vermek {izere olan kisinin diinyasina goétiiren Sa‘di, sunu
ifade etmektedir: ben 6liim désegindeyken aslinda kim ne derse desin ayrilik durumunda olanin tecriibe
edip gordiigii tek sey, caninin yavasca bedeninden ayrilip gitmesidir. Bu beyitte Sa‘di “men hod bi ¢esm-
i histen didem” ifadesi ile yani “ben kendim, kendi gozlerim ile gérdiim” diyerek aslinda mana yoniiyle
giiclii bir te’kit yaparak ayriligin 6liim gibi oldugunu ve bu durumu derinlemesine en aci bir bigimde
tecriibe ettigini ifade etmektedir.

Asik

Ask, irfani tekamiil yolunda kisinin ger¢cek manada nefsinin terbiye edilebilmesi i¢in tecriibe
edilmis en etkili vasitadir. Hakk’in tecellilerinin sebebi agktir ve saliki Hakk’a kavusturacak olan da
yine agktir. Mecazi olmayan hakiki agk, insanin ruhunun Hakk’a olan istiyak ve meylidir (Levend, 1984:

24). Asik Hakk’1 arayan ve hakiki masuk disinda hicbir seyi talep etmeyendir. Kalbinde masuku disinda
bir sey barindirmayana asik denilmektedir (Seccadi, 1370hs.: 566).

Fuzili’nin ele alinan gazelinde asik tipi ile ilgili su verilere ulasilmistir. Fuzili, s6z konusu
gazelinin ilk beytinde asik kavramim ele almis ve kastettigi as18in aslinda kendisi oldugunu da ifade
etmistir. Klasik siirde sairlerin ele aldig1 asik tipinin aslinda kendileri oldugu genel bir bilgidir. Lakin
Fuzlli gazelinin ilk beytinde dolayli bir beyana basvurmadan kendisini asik olarak nitelemistir.
Fuz(li’nin ele aldig1 as1k, gazelin ilk beytinde asiklik derecesi bakimindan Mecniin ile mukayese edilmis
ve Mecniin’dan daha fazla aska dalmis bir karakterdir. Ayrica Fuzili, “Asik-1 sadik menem Mecniin un
ancak adi var’ misraiyla asigin ask konusundaki sadakatine dikkat cekerek Mecnlin gibi ask
mevzusunda meshur birinin dahi askinda sadik olma konusunda kendisinin gerisinde kaldigina dikkat
¢ekmistir. Ayrica Fuzlli’nin ayni beyitte asigin istidadi ve sadakatini islemesi de rastlant1 degildir.
Askin elemlerine ve ¢ilesine uzun siire sabredip aska sadik olmak yani sadakat aslinda asigin gercek
manada asik oldugunu gdsteren bir yetenektir. Fuzili kendi agikliginin derinligini géstermek i¢in askiyla
daglar1 delen Ferhad’1 da bir benzetme unsuru olarak kullanmistir. Fars edebiyatinda namus ve agkin
simgesi olarak bilinen Ferhad, sevgilisine ulagmak i¢in kendisine verilen imkansiz dag delme vazifesini
sabir ve samimiyetle yerine getirmis bir asiktir (Yildirim, 2008: 305). Fuzili, gazelinin dordiincii
beytinde “Ehl-i temkinem meni benzetme ey giil biilbiile” misrainda da kendisinin yani agigin sabir,
temkin ve sadakatine isaret ederek biilbiil gibi sabirsiz olmadigini ve onun gibi mecazi bir agka sahip
bulunmadigim belirtmistir. Gazelinin besinci beyti olan “Oyle bed-hdlem ki ahvaliim gérende sad olur
Her kimiin kim devr cevrinden dil-i nd-sad: var” beytinde de sik tipine deginen Fuz{li asigin siddetli
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gam haline deginmistir. Buna gore asik, aslinda zahirde goriilemeyecek kadar cetin ask acisi ile
kavrulmaktadir ve bu acinin goriilebilen bir zerresini dahi gdrenler giindelik yasamlarmin acisinin
aslinda ne kadar hafif oldugunu anlayacaklardir.

Ciziri, gazelin dordiincii beytinde Fuzili’nin tarzina benzer bir sekilde dogrudan kendisinden
ornek vererek asik tipini ele almustir. ilgili beyitte sair “Iniltiler yoldasim, gam ve acilar sohbet
arkadasimdir benim. Feryat en yakin dostumdur, dost ve sirdasa ne hacet” demektedir. Bu beyti ile
Ciziri, as181n zorlu ask hallerini dile getirmis, asik tipinin aslinda yiiriidiigii yolun tabiati geregi acilar,
iniltiler ve feryatlar ile yoldaslik yaptigim1 beyan etmistir. S6z konusu beytin mana derinliklerinde asik
tipinin yalmzlhigia isaret edilmektedir. Hakikatte asik, askin acili yollarinda kimsesizdir ve onun en
yakin dostu asgktan zuhur eden elemlerdir. Askin sancili halleriyle hemhal olan &sik tipi aslinda her ii¢
sairin siirlerinde benzer 6zellikler sergilemektedir. Fakat asik tipi ile ilgili olarak simdiye kadar Fuzdli
ve Ciziri’den elde edilen verilere gore asigin her iki sairin diinyasinda beyan edilen gesitli 6zelliklerinin
yaninda iki sairin asik tipi ile ilgili olarak dile getirdikleri ortak bir 6zellik dikkat ¢ekicidir. Fuzili, agik
ile ilgili “sadakat” methumuna deginmis ve agka olan sadakati s18in hakikatini ifade eden bir 6zellik
olarak igaret etmistir. Benzer bir sekilde Ciziri de gazelinin dokuzuncu beytinde soyle demektedir: “Ne
vakte dek hicraminla sinayacaksin beni? Altin saf olduktan sonra mehenkle ¢ekice ne hacet.” Ciziri’nin
bu beytinde aslinda altinin saflig1 benzetmesi iizerinden as181n ayrilik imtihanina karsi askina gosterdigi
sadakat ile askinin hakikiligini ispatlamasi beyan edilmistir. Sevgilinin ayriliginda agkina sadakat
gosteremeyen, igindeki ask cevherini kaybeden kisi, gercek manada asik olamaz. Ciziri nin tabiriyle bu
kisi, cekic ve mehenkten gegemeyen sahte altin gibidir. Ciziri, aslinda burada Fuz{li’ye benzer bir
sekilde agiklik istidadina sahip oldugunu askinin hakiki altin gibi oldugunu ve bu halis hakikati hicran
ile sinamanin gereksiz oldugunu ifade etmektedir.

Sa‘di’nin, gazelinde asik tipini ele alis tarzi, Ciziri ve Fuzlli’nin gazeli ile mukayese edildiginde
sadece iki noktada benzerlik gdstermektedir. Birincisi Sa‘di’nin kendisi de asik tipini dogrudan kendi
sahs1 lizerinden kendi halini anlatarak ele almaktadir. Ikincisi Sa‘di’nin anlatiminda da genel itibariyle
asik tipi, askin ve ayriligin acilar1 ve sancilari icerisindedir. Bu iki benzer yoniin disinda Sa‘di, kendine
Ozgii tarziyla gazelini bir ayrilik hikayesi iizerinde kurmus ve aslinda muazzam bir kurgu kabiliyetiyle
bir gazelin smirli beyitleri igerisinde askin cetin seriivenini 6zetlemistir. Sa‘di, Fuzlli ve Ciziri gibi
agiklik istidadinin oldugunu beyan etme veya aska olan sadakatini dile getirerek agkinin hakiki oldugunu
ifade etme geregi duymamustir. Sa‘di, gazelinde kendi halini beyan etmekle yetinmis ve okuyucu da
bdylesi bir ustalikla beyan edilmis olan hali miisahede ettiginde dogal olarak Sa‘di’nin ne kadar biiyiik
bir asik oldugunun da anlama imkéan1 bulmustur.

Gazelinin ilk beytinde Sa‘di, “Yavas siir kervanbasi kervani, kervanda sevgilim gidiyor Bir tek
gonliim kalmisti benim, o da sevgilimle gidiyor” diyerek agigin biitiin yasamini, yagama maksadini ve
sevincini maguka baglamaktadir. Sa‘di’ye gore as181n, sevgiliyi seven gonliinden baska sahip oldugu bir
varlig1 yoktur. Sevgiliden ayrildig: vakit, asigm sahip oldugu tek sey yani sevgiliye bagl olan gonlii de
elinden kayip gitmektedir. ikinci beyitte Sa‘di “Kaldim ondan uzaklarda, zavallyyim onsuz yaralyim
ben. Yoklugunda sanki acisi, kemiklerime kadar gidiyor” diyerek asik tipinin sevgiliden uzaklarda nasil
bir yasam siirdiiglinii aslinda as18in sevgiliden uzak iken zavalli bir yarali gibi oldugunu dile
getirmektedir. Asigin ¢ektigi acilarn siddetine ve askin gaminmn ne kadar amansiz olduguna dikkat
¢ekmek icin de acinin kendisinin kemiklerine kadar batan keskin bir dise benzedigini sdylemektedir.
Gazelin ti¢lincii beytinde Sa‘di, “Saklarim icimdeki yaralari hileyle, biiyiiyle dedim. Sakli kalmiyor ki,
kanmi akip gozlerimden gidiyor” diyerek asik tipinin ayrilik siirecinde yasadigi bazi tecriibeleri ifade
etmektedir. Buna gore asik, artik sevgiliden ayrilmistir ve ayriligin siddetli acisimi hafifletmek igin
kendisini kandirmaya caligmakta hile ile ic¢indeki yangimi Oncelikle kendisinden saklamaya
caligmaktadir. Lakin as181n i¢ini yakip yikan ve onun gonliinii viraneye ¢eviren ask, asigin kalbini kan
ile doldurup bu kani onun goézlerinden tasirdig: i¢in asik, bu halini saklamaya gii¢ yetiremez. Sa‘di
yedinci beytinde “Onca zulmetse de onca vefasiz olsa da o hatiralar igcimde de dilimde de akip gidiyor”
diyerek biitiin olumsuzluklara biitlin imkansizliklara ragmen askina gosterdigi sadakate isaret ederek her
seye ragmen gergek bir as181n sevgiliyi asla unutamayacagim tarif etmektedir. Dokuzuncu beyitte de
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asik tipinin aslinda s6z ve nasihat dinlemez tabiatina dikkat ¢eken Sa‘di, “Uyku nedir bilmem, dinlemem
ogiit kimseden” diyerek gece giindiiz agkin acisiyla kavrulmasina ragmen bu yoldan vaz gecmedigini
soylityor. Asigin nasihat dinlemez 6zelligi Fuzili’nin gazelindeki son beytinde de bulunmaktadir. Fuzili
yedinci beytinde kendisine aski terk et diye nasihat edenlerden nasihat dinlemeyecegini ¢ilinkil bu
nasihati edenin akil oldugunu ve aklin agk aleminde muteber bir esasa dayanmadigini soylemektedir.
Onuncu beyitte de asik ile ilgili onemli bir 6zellige deginen Sa‘di “Aglasam deve ¢amurda kalincaya
dek esek gibi dedim Bunu da yapip incitemem ki ben sevgilim kervanda gidiyor” diyerek Farscada
fazlastyla aglamak manasia gelen bir deyimle goz yaslariyla yeri ¢amura cevirirse bu sefer kervan
camura takilacak ve sevgili onun aglamasindan dolay1 rahatsiz olacak diye bunu bile yapmaktan imtina
ettigini sOylemektedir. Bu durum, asik tipinin “digerlerine” karsi serkes bir tavir sergiledigini ama
sevgiliye kars1 as1gin son derece merhametli ve liitufkar oldugunu gdstermektedir. Yani Sa‘di, yiiregi
parcalansa dahi as18in, sevgilinin bundan rahatsiz olacag: ihtimaline binaen aglamaktan bile imtina
edecegini ifade etmektedir. On birinci beyitte Sa‘di, “Vuslatina sabretmek, benim igin sevgiliyi terk
etmek. Olmasa da benim isim, ¢carem bu, béyle gidiyor” diyerek ayriliktan baska hicbir ¢caresi olmadigini
sevgiliden vaz ge¢cmek diginda baska higbir yolunun bulunmadigini bilmesine ragmen asik tipinin
sevgiliyi asla gonliinden silemeyecegini ve onu asla unutamayacagini dile getirmektedir. Bu beyitte de
asik tipinin aska ve sevgiliye olan sadakatine isaret vardir. Sadece bir gazel icerisinde asik tipine ve agk
seriivenine dair bunca tecriibeyi nakleden Sa‘di, Fuziili ve Ciziri gibi kendisinden 6vgiiyle bahsetmese
bile edebi kurgusu bu diizeyde degerli bir eseri kaleme aldig1 igin ovgiiye layiktir.

Masuk

Masuk, tasavvufi siirde genellikle Hak Teald’dir. Giizelligiyle kadin giizellik unsurlar iizerinden
tasvir edilen masuk bazen de gergekten sairin sevdigi goniil verdigi bir kadin da olabilir. Cogu beyitte
akla ilk gelen mana iizerinden masuk bir kadin gibi goriinse de siirin beyitlerinin biitiinii dikkate
alindiginda aslinda beyitlerde Hakk’a isaret oldugu anlasilir. Fuzili’nin gazelinde masuka dontik bir
hitap bulunmakla beraber masuk tipini tarif eden herhangi bir beyit veya misraya rastlanmamustir.
Gazelindeki beyit sayis1 Ciziri ve Sa‘di’ye gore daha az olan Fuzili s6z konusu gazelinde daha ¢ok
kendi ask hali iizerinde durmustur.

Ciziri’nin gazelinde birinci, ikinci, ligiincii, altinci, sekizinci dokuzuncu ve onuncu beyitlerde
sevgiliye dair bilgiler verilmistir. Ciziri’nin ilk iki beytinde “Sevgili géniildeyse eger yiikseklere ¢ikip
aramaya ne hacet. Kendi istegiyle gelecekse Anka kusu pesinden u¢maya ne hacet. Uzak degil bize
sevgili, bunca feryad ii figan niye? Kulagi gonliimiizde ise eger bagirip ¢agirmaya ne hacet.” denilerek
sevgilinin 4s18a olan yakinligina deginilmistir. Bu iki beyte gore sevgili, as1g1n benligini sarmis onunla
bir olmustur. Boylesi bir sevgiliyi Ciziri’nin tabiriyle yiikseklerde veya uzaklarda aramaya gerek yoktur
¢linkii o zaten As1gin gonliiniin icindedir. Ugiincii beyitte Cizirl sdyle demektedir: “Dile benden ne
dilersen ey suhte, dedi bana sevgili. Dedim, kerem sahibi olan sensin, kerem sahibinden istemeye ne
hacet.” bu beyitte de aslinda sevgilinin yakinlig1 ve sevgilinin asik ile kurulmus olan {insiyetine isaret
bulunmaktadir. Bu beyte gore sevgili zaten asigin i¢inde olup biteni onun i¢ dleminde kopan firtinalart
biitiin ayrintilartyla bilmektedir. Boylesi bir sevgiliye asign kendi halini ve taleplerini izah etmesine
ihtiyag yoktur. Sekizinci beyitte Ciziri “Her dem naz ve isve ile beni éldiirmene gerek yok. Ey sevgili
zaten kurbaninim senin, bunca naza ne hacet.” demektedir. Masuk tipinin ehl-i naz oldugunu ifade eden
Ciziri sevgiliyle olan biitiin {insiyete ragmen onun naz ile asig1 6liimden beter ettigini ifade etmistir.

Buradan anlagilan durum sevgilinin karakter itibariyle asiga bazi noktalarda eziyet eden bir tip
oldugudur. Sevgili ile ilgili Ciziri’nin bu gazelde kaleme aldig1 beyitlerin genelinde verilen ortak mesaj,
sevgilinin as181 siirekli bir imtihan siirecinden gegirdigidir. Cizirl ise sevgilinin her bir imtihanina
karsilik kaybedecek hicbir seyinin olmadigimi ask yolunda zaten gerekli kemale erdigini ve bu
imtihanlarin artik gerekli olmadigini beyan etmektedir.

Sa‘di’nin gazelinde Cizirl ve Fuzlli’ye gore sevgili ile ilgili daha ayrintili bilgiler verilmistir.
Gazelinin ilk beytinde Sa‘di, sevgiliyi “ardm-i can” yani kalbe ve cana huzur ve sekinet veren kisi olarak
tanimlamaktadir. Yine ayni beyitte kervanbasina kervani yavas giitmesini sdyleyen Sa‘di, hem
sevgiliden ayrilmak istemedigi i¢in kervanbasinin yavas hareket etmesini istemekte hem de kervani eger
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hizl1 hareket ettirirse sevgilinin rahatsiz olacagindan endise ettigi i¢in kervanbagini uyarmaktadir. Bu
beyitten sevgili ile ilgili anlagilan sey onun fazlasiyla narin ve hassas oldugudur. Sa‘di yine ayn beyit
icerisinde sevgili i¢in “dilsitdn” sifatim1 kullanmaktadir. Bu sifat dilber ile es anlamlidir ve gonlii alip
gdtliren veya asigin kalbini ¢alan sevgili anlamlarina gelir (Enveri, 1393hs.: 553). Gazelin dordiincii
beytinde de Sa‘di s6yle demektedir: “Iyi bak mahfeye, hizli siirme kervani kervanbasi, askindan o servi
boylunun sanki camim gidiyor”. Bu beyitte de kervanciya, kervana karsi ihtimam gostermesini ve
sevgilisinin incinmesine sebep olacak davramiglardan kagimmasini tembihleyen Sa‘di, sevgilinin
endamini ince servi agacina benzetmistir. Gazelin besinci beytinde Sa‘di “Gururla salinarak gidiyor o,
ayriltk zehri yudumluyorum ben. Sorma artik benden nigan, goniil nisanim onunla gidiyor” diyerek
sevgilisini kendisinin “goniil nisan1” olarak tarif etmigtir. Sa‘di’nin kaleme aldig1 beyitlerin genelinde
sevgili, as181n biricigi ve onun en kiymetlisi olarak tarif edilmistir. Sevgili, s18a tabiri caizse hayat
verendir ve onun gidisiyle asik her seyini kaybetmektedir. Altinci beyitte Sa‘di, “Biwrakti beni gitti o
gururlu sevgilim zehir etti hayatimi” diyerek sevgili i¢in gururlu ve giiclii anlamina gelen “serkes”
stfatin1 kullanmigtir. Klasik edebiyat sairlerinin sevgili ile ilgili genel bir yonelimi burada goriilmektedir.
Bu genel yonelim biitiin sartlarda sevgiliyi 6vmek ve ¢ogu zaman kendisini ona karsi miitevazi
gormektir. Elbette yedinci beyitte Sa‘di “Onca zulmetse de onca vefasiz olsa da o. Hatiralar i¢cimde de
dilimde de akip gidiyor” diyerek sevgiliyi elestirmis gibi goriinse bile bu durum atesler icinde yanmis
birinin si1z1 ve iniltisi olarak degerlendirilebilir. Sa‘di’nin bu gazelinde sevgili tipinin neredeyse genel
biitiin 6zellikleri zikredilmistir. Buna gore sevgili, tavirlariyla asiga eziyet (zuliim) eden ve vefasizdir.
Ciziri’nin gazelinde sevgilinin yakinlhig1 isaret edilmisti onun zaten goniilde ve her olan bitenden
haberdar oldugu ifade edilmisti. Lakin dikkat edilmesi gereken husus her iki sairin de bahsettigi masuk
hakikatte asik ile vuslata ermemistir. Her iki sair de sevgilinin agki ve ona kavusamamanin derdi ile
inlemektedir. Gazelinin on ikinci beytinde sevgilisini kendi cani olarak yani kendi varligi olarak tarif
eden Sa‘di son beyitte sevgilinin dilinden bir misra zikretmektedir. Bu misrada sevgili “Sa ‘di! Bizim
elimizden ¢ighk yarasir miydi a vefasiz!” demektedir. Burada yine sevgilinin 4181 acilarla imtihan
etmesi ve asi8in ask konusundaki sadakatini degerlendirmesi goriilmektedir. Masuk, Sa‘di’nin
feryatlarinin agka karsi bir vefasizlik olarak nitelendirmektedir. Fakat Sa‘di, ¢aresizligini son beytin
ikinci misratyla soyle ifade ediyor: “Dayanamam ben cefaya, isim ¢iglikla yoluna gidiyor”.

Uc Sairin Gazellerinde Gam, Aslk ve Masuk Konularma Dair ifadeler

Sa‘di, Fuzili ve Ciziri’nin gazellerinde karsilastirilan konularla ilgili olan mazmunlar ve ifadeler
asagidaki tabloda verilmistir. Bu tabloya gore gam konusu ile ilgili Sa‘di, gazelinde dokuz ifade
kullanmis, Fuzili ti¢ ifade kullanmis, Ciziri ise on bir ifade kullanmistir. Ayn1 konu ile ilgili her {i¢ sairin
de kullandig:1 ortak ifade feryattir. Asik karakteri ile ilgili olarak Sa‘di, bir ifade kullanmistir. Aslinda
siirinde bir¢ok sekilde dsiktan bahsetmistir ama ifade olarak asik i¢in ¢ok fazla kelime kullanmay1 tercih
etmedigi goriilmektedir. Fuzili, asik tipiyle ilgili dort ifade kullanmig Cizird ise ti¢ kelime kullanmugtr.
Masuk ile ilgili olarak Sa‘di yedi ifade kullanmustir ki bunlarin ¢ogunlugu sevgili kelimesinin Fars¢adaki
farklh versiyonlarindan ibarettir. Fuziili, masuk ile ilgili bes ifade kullanmis ve Ciziri de siirinde ayni
sekilde masuk ile ilgili bes ifadeye yer vermistir. Masukun can kelimesi ile ifade edilmesi Sa‘di ve
Ciziri’nin ortak 6zelligi olarak 6ne ¢ikmaktadir.

Sa‘di Fuzili Ciziri
Mehcir, bigare, renciir, Nale, gam, tehli (ac1),
yara (ris-i derin), hlin dusnam, derd, cefa,
Gam (kan), yalmzlik (zehr-i  Derd, feryad, bed-hal. feryat, figan, esk,
tenhay1), zulm (bidad), oldiirmek (kustin),
feryad, figan, cefa. hicran (hecr).
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Asik Koz dolu ateslik Mecnun, asik-1 sadik, Suhte, kurban, altin
(mucmir-i pur ates). Ferhad, biilbiil. (z€r).
Sevgili (4ram-i cén),
sevgili (dilsitan), Servi
boylu (serv-i revan), Cesmiim merdimii, Mahbub, habib,
Masuk e A PSS - .
gururlu sevgili (yar-i gamze, Leyli, Sirin, giil. Kerim, enis, can.
serkes), yar, sevgili
(dildar), can.
Tartisma

Bu ¢aligmada karsilagtirilan {i¢ gazelden Sa‘di’nin gazeli on {i¢ beyitten, Fuzili’nin gazeli yedi
beyitten Ciziri’nin gazeli ise on iki beyitten olusmaktadir. Fuzili’nin gazelindeki beyit sayisinin az
olmas1 ayn1 zamanda gazelin konu ve mazmun bakimindan da digerlerine gére daha sinirli olmasinin
sebeplerinden biridir. Fuzili’nin gazelinde neredeyse ilk bes beyitte sair kendisinden kendi halinden
bahsetmistir. Sa‘di ve Cizirl ile mukayese edildiginde Fuzili’nin bu kadar beyitte dogrudan kendisinden
bahsetmesi ilgi ¢ekicidir. Fuzli’nin bir iki konu etrafinda dénen gazelinin sonunda “akil” kavramindan
bahsetmesi de dikkat c¢ekicidir. Akil ile agkr karsilastirdigi son beytinde aklin agka karsi bir delil ve
temelinin bulunmadigini sdyleyen Fuzili, Ciziri ve Sa‘di’den farkli olarak gazelinde “akil” kavramina
dair bilgi vermistir. Kisacast Fuzlli’nin gazelindeki her bir beyit incelendiginde bu gazelin genel
itibariyle asik tipi {izerinde yani sairin kendi héli {izerinde yogunlasmis oldugu goriilmiistiir. Bir asik
olarak kendisini siirinde éven Fuzili gazelinin altinci beytiyle “Gezme ey gonliim kusu gafil feza-y1
1skda” diyerek kendisini muhatap alarak aslinda okuyanlara nasihat etmektedir. Fuz{li’nin gazelindeki
nasihat igerikli bu beyit de onun eserini diger iki eserden ayiran farkli bir 6zellik olarak 6n plana
cikmistir.

Ciziri’nin gazelinde Fuzili ve Sa‘di’den eserlerinde bulunan konularla mukayese edildiginde
farkli sayilabilecek bazi noktalar tespit edilmistir. Ciziri’nin bu gazelde sevgiliye yakinlig1 hatta sevgili
ile bir olma halini beyan ettigi beyitleri bulunmaktadir. Kendisinin vahdet-i viicut konusunu diger
siirlerin de de isledigi bilindiginde bu gazelinde agk1 ve masuku vahdet perspektifinden degerlendirmesi
daha anlasilir bir ¢erceveye oturmaktadir. Gazelinin on birinci beytinde ebed ve ezel sirlarina da isaret
eden Ciziri’nin beyitlerinde ask konusu, vahdet ve varligin hakikati ile iligkilendirilerek aktarilmistir.
Ciziri, varligin birligi ve hakikati konusunu sadece bir gazelin sinirli beyitlerine dahi serpistirerek eserini
muhteva yoniiyle diger iki eserden farkli kilmistir. Ayrica gazelinin son beytinde kendisini dvmesiyle
Fuzili ile benzer bir yon sergilemistir. Her iki sair, Sa‘di’den farkli olarak gazellerinde kendilerini farkli
yonleriyle 6vmiislerdir. Fuzili, 4sik olma konusundaki becerisini siirinde 6vmiis, Ciziri ise siir yazma
kabiliyetini overek sairligini 6n plana ¢ikarmistir. Yine vahdet ve hikmet gibi konularla irtibatli olan
“sir” veya “esrar” mazmunlarini da kullanan Ciziri, Fuz{li’nin asik tipine, Sa‘di’nin ise masuk tipine
yogunlastig1 gibi aslinda kendisi de netice itibariyle vahdet zeminine dayanan bir agk (asik-masuk)
seriivenine yogunlagmistir.

Sa‘di’nin gazelini diger iki gazelden belki de diger bir¢ok sairin gazelinden ayiran en énemli ve
belirgin dzellik, sairin gazelinde hikdye yazma konusundaki ustaligini gostermis olmasidir. Sa‘di’nin
Bostan ve Giilistan gibi manzum ve mensur hikayelerden olugan meshur eserler yazmis oldugu dikkate
alindiginda bdyle bir maharet gostermis olmasi daha anlasilir olmustur. Bir agk seriivenini kervanda
giden sevgiliden ayrilmak temasiyla baglatan sair, ayriligin derin acisini, sevgiliye karsi olan
hassasiyetlerini, sevgilinin genel Ozelliklerini ve as18in aska dair tutumunu bir gazel igerisinde
ozetlemistir. Asikligimi veya sairligini 6vmemis fakat kaleme aldig1 gazel ile hem ne diizeyde asik
oldugunu hem de siir yazma konusundaki becerisini ortaya koymustur. Siirinde 6zellikle sevgiliden
ayrilmanin ve ayrilik durumunun asik tizerindeki etkisini, ayrilik siirecinin insan psikolojisindeki
yansimalarin1 az beyitle ama ayrintili olarak beyan etmistir. Sa‘di’nin gazelinde ayriligin bu sekilde
farkli yonleriyle ifade edilmesi, onun eserini diger iki sairin eserinden ayiran bir 6zelliktir. Sa‘di’nin
gazelinde masuka dair verilerin de daha fazla oldugu tespit edilmistir. Diger iki gazelde oldugu gibi
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temelde asktan bahseden Sa‘di, masukun hem fiziki hem de karakter ozelliklerine daha fazla
deginmistir. Gazelinin son beytinin ilk misrainda masukun dilinden bir ciimle nakleden Sa‘di, masukunu
siirinde konusturmus ki Cizirl de gazelinin ii¢lincii beytinin ilk misraim sevgilisinin sézii olarak
nakletmistir. Sevgilinin s6ziinii nakletme konusunda her iki sairin gazelinin ortak yoniiniin bulundugu
tespit edilmistir.

Sonug¢

Ug dilde yazilmis olan gazellerin muhteva yoniiyle mukayese edildigi bu calismadan elde edilen
verilere gore aynmi kiiltiir ikliminde yasamis olan bu {i¢ meshur sair, aslinda ayni derdi, ayn1 acty1 ve
ortak maksatlarini kendi lisanlariyla ve kendilerine 6zgii tarzlariyla en giizel bicimde beyan etmislerdir.
Sairlerin benzer yonleri aslinda beslendikleri kaynagin ve yasadiklar1 cografyanin bir olmasindan
kaynaklanmaktadir. Klasik edebiyattaki muhteva, mazmun ve karakter ortaklig1 ve benzerligi her ii¢
sairde de agikga goriilmektedir. Sairlerin tespit edilen farkliliklari ise kendilerine 6zgii olan tarzlarindan
kaynaklanmaktadir. Aslinda konu veya muhteva bakimindan temel bir farklilik olmamakla beraber
sairlerin ayn1 konuyu farkli dillerde ve farkli tarzlarda ele almas1 bir zenginlik olarak nitelendirilmelidir.

Oneriler

Mukayeseli edebiyat caligmalari en az iki eserin kargilagtirilmasini gerektirdigi icin hacim olarak
genis ¢aligmalardir. Makalelerin miimkiin sinirlar1 i¢erisinde mukayese ¢aligmak i¢in arastirilacak alanin
ciddi anlamda daraltilmas1 gerekmektedir. Daraltilmig alanda gergeklestirilen incelemeler, calisilan
konu ile ilgili bilimsel veriler sunmaktadir fakat konu ile ilgili daha net neticelere ulagabilmek igin tez
gibi veya arastirma kitabi1 gibi hacim sorununun yasanmayacagi ¢caligmalarda eserlerin tiimiinii birbiriyle
mukayese etmek daha iyi sonuglar verebilir. Ayrica mukayese edilen eserler sadece igerik yoniiyle degil
sekil yoniiyle de mukayese edilerek sairlerin sekil yoniiyle benzer veya farkli yonleri tespit edilerek
siirlerin sekil yoniiyle ne kadar basarihi bir sekilde kaleme alindiklar1 degerlendirilebilir. Sonugta
mukayese ¢ercevesi ne kadar genis ve ayrintili tutulursa otaya gikacak sonuglar da o kadar ilgi ¢gekici ve
net olacaktir,

Beyan ve Aciklamalar:
1. Arastirmacilarin katki oram beyani: Birinci yazar %100.
2. Cikar catismasi: Herhangi bir ¢ikar ¢atigmasi bulunmamaktadir.

3. Etik raporu: Arastirmada herhangi bir canliya ait veri kullanilmadigindan dolayi ve ¢alisma,
belge- dokiimanlara dayal yiiriitiildigiinden etik kurul onay1 gerektirmemektedir.

4. Arastirmanmin Modeli: Arastirma makalesidir. Bu ¢aligmada, elde bulunan veya arastirma
neticesinde elde edilen verilerin (mektup, belge, gazete, siir vb.) analizini ve incelenmesini hedefleyen
nitel aragtirma yontemlerinden biri olan dokiiman analizi yontemi karsilagtirma metoduyla birlestirilerek
kullanilmig ve inceleme sonucunda bazi bulgulara ulasilmistir.
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