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ABSTRACT

THE END OF A TRADITION:
HOW THE CLASSICAL TURNED INTO BURLESQUE

Karacasu, Barig
M.A., Department of Philosophy
Supervisor: Assoc. Prof. Dr. David Griinberg

April 2007, 69 Pages

During the creation or invention of literary canon some texts are excluded with
respect to the aims of the historians. This thesis analyses the process of exclusion in a
historical context and tries to show how those texts are related to literary canon or so-
called traditional-classical literature by means of intertextuality. It focuses on the
burlesque pieces of literature of the 18" century and how they are composed with

regard to the genres and forms they are transforming.

Keywords: Burlesque, 18" Century Literature, Intertextuality
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Oz

BIR GELENEGIN SONU:
KLASIK OLANIN ALAYCI DONUSUMU

Karacasu, Baris
M.A., Felsefe Bolumu
Tez Yoneticisi: Dog. Dr. David Griinberg

Nisan 2007, 69 pages

Edebi kanon olusturulurken ya da icadedilirken kimi metinler edebiyat tarihgilerince
kanon disina itilir. Bu tez, sézkonusu metinlerin nasil tarihsel baglam i¢inde nasil yok
sayildiklarint inceleyip gercekte edebi kanonu olusturan o6teki metinlere ya da
gelencksel edebiyata nasil eklemlendiklerini metinlerarasilik baglaminda goéstermeye
calisacaktir. 18. yuzyilda ortaya cikan alayct dontstirme metinlerine odaklanarak kimi

tiir ya da bigimleri tehzil yoluyla nasil donuistiirdiiklerini agitklamaya calisacaktir.

Anahtar Kelimeler: Alayct Dontstirim, 18. Ytzyil Edebiyati, Metinlerarastlik
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INTRODUCTION

As writing histories of other fields writing history of literature also based on some
presumptions or hypotheses. Since literature and literary criticism are used in
constitution or invention of a nation, the main texts have to be determined, master
pieces of the literature have to bring to light and after all literary history would be
build upon these texts with the literary works which do not contradict somehow with
the presumptions of the historiography. But this attitude towards the history of
literature is problematic on the grounds that this type of history would certainly
neglect, deny lots of literary works. In other words, this history of literature would not
explain the existence of pieces of literature which do not satisfy the needs of

historiography.

In case we try to construct the history of literature by neglecting “inacceptable”
pieces of literature, we will not able to explain how a poet like Siinbiil-zade Vehbi

could write all the poem known as “Stihan Kasidesi” [Poetry on Poem] “coul 03,5 sl

03, 5 ol b yae L5 Lsm lyels lipinl 5 uai sl Lol Jod5 & )las 10 45 4ol saad” the
mesnevi like “Sevk-engiz” and the satire published by Turgut Kut in the special issue of
tarib ve toplum on obscene literature [208]. Since we would not like to deal with those
texts we would only cite them as interesting but also eccentric samples of literature

with no value.

In this context we have to deal with these texts relying on the literary atmosphere of

the period and within the frame of intertextuality. Intertextuality is used and discussed



in analysing Ottoman poetry. But there is not only one way of constituting
intertextuality. While creating the literary canon of the Ottoman court poetry
intertextuality was a fundamental mean. In fact, one of the founding elements
Ottoman poetry mazmiin is also used to constitute this intertextuality. Besides many
other ways of intertextuality this thesis would focus on the burlesque texts. The term
burlesque is used with the meaning of “comic imitation of a serious literary form or
artistic form that relies on an extravagant incongruity between subject and the
treatment” relying on the conception of Kristeva’s intertextuality and in accordance
with the Bakhtinian notion of carnivalesque. Within this context we can also deal with

the conceptions of nazire, hezel and tehzil.

18" century has its own characteristics which make it differ with the others. Within
the context of this thesis the obscene or grotesque pieces of literature constitutes this
difference. In fact this is not surprising if we take into consideration the Middle
Eastern literature. The theoretical frame presented firstly by Ahmet Hamdi Tanpinar
in his famous uncompleted work 79. Asr Tiirk Edebiyat: Taribi simply called “courtly
metaphor” and developed by Walter G. Andrews in his book entitled Poetry’s 1 vice
Society’s Somg as three layers of interpretation -god/believer, sultan/man, and
beloved/lover - allows the reader to receipt the message as if there is a sexual relation
between two lovers. But in the 18" century poets or writers started to mention this
implicit relation clear and distinctly. In fact we can surely find some other examples of
this kind work in previous centuries, but in the 18" century these obscene, grotesque
and sexually explicit pieces of literature represents the general characteristics of the

century.

Whatever the political, economical, social or military reasons are there had been
several examples of this kind of works and had been a common practice of literature.
What we have to do is to clarify the relation of these texts to mainstream literature
based on the literary canon. And to be able to succeed this I would focus on and pick
three poets of the period: Endertni Fazil Bey, Stinbiil-zade Vehbi and Siirari. These
poets and other like them were blamed by Nihad Sami Banarli to make vulgar the
style of the poet Nedim, one of the masters of the same century and also the so-called

localisation movement [784]. But we have to keep in mind that the master of the style



had also used the language as “vulgar” as possible while saying the following line in

Nigir-name written to lzzet Ali Pasa: So3 siz agar, si3 git agar ey ghil-i ra’nd.

Within this thesis the literary value of Enderini Fazil Bey’s Cengi-name, Stnbiil-zade
Vehbi’s Sevk-engiz and Surari’s hezels is tried to be discussed. Though these texts are
obscene the poets are also choosing to de-construct and reconstruct the traditional
poetry. The traditional Ottoman court poetry is implicitly referring to the subjects
written by the above-mentioned and they just made it “clear and distinct”. They had
problems with the tradition and somehow found this way to overcome the
boundaries of tradition by using burlesque. They used the same formal elements, but
changed the subject and the way they treat the subject. And at the end comic,
humorous and at the same time literary works were produced. In order to make it
clearer we can refer Rabelais masterpiece and quote a rondo told by Gargantua:
Rondo is the lyric form of poetry in Latin, French and English literature. While we
expect a lyric poem, Gargantua reads a poem on “shitting”. This rondo is certainly
burlesque. The closest form in Ottoman literature to rondo is gage/. And we find a
similar gage/ in the compilation of Stirari, but this time the subject is “getting sick after
being drunk”. The problem is while the work of Rabelais has some literary value, the
historians of Ottoman literature do not pay attention to those works as Agah Sirr
Levend says: “Gslap ve edast ¢cok amiyane oldugu gibi, mevzulari da ahlaki bakimdan
okunmaga degmezdir; bunlarin ¢ogu agiza alinmayacak kadar mustehcen ve galiz

kelimelerle doludur”. [Edebiyat Tarihi Dersleri, 345-346.]

At some point Ottoman literature reached the peak and it started to decline. Ottoman
literature entered a period of formalism and sophistication, too. Kayahan Ozgiil
offers to call this period “baroque” for the same reason [387]. He also adds that one
of the characteristics of this period was change in the subject, but he relates this
change to humour. Ozgiil founds his argument on the grounds that the poets wanted
to change the tradition and in order not to be criticised they used humour. But I think
this was not the fact. They certainly knew what they were doing. They were using all
the literary elements which constituted the traditional Ottoman court poetry, except
for the subject. They were purely literary and as Jan Schmidt stressed “if the

metaphors, punning, wordplay, the comic obscenities... were eliminated or cast in the



form of dry prose, not much would remain of [these] work[s]” [191]. The period of
decline was combined with the appearances of burlesque pieces of literature. And

those texts were the medium for the traditional poetry to reach the end.



CHAPTER

LITERATURE, HISTORY, LITERARY CANON

In an old manuscript from the 18" century an interesting Nasreddin Hoca story was

related. The story is about the encounter of Saltuk Baba with Nasreddin Hoca and

based on the conversation they had:
One day, Sari Saltuk visited Nasreddin Hoca in his house and asked
him if he owned the property. The Hoca replied that he owned three
things in this world: his two testicles and a penis. Surprised by the
audacity of the answer, Saltuk Baba could not bring himself to believe
that the Hoca meant what he said, so he interpreted the answer
mystically. By the two testicles, the Hoca might have meant good
deeds and divine knowledge, but Saltuk had trouble guessing the
hidden meaning of the penis. The Hoca, divining what Saltuk Baba

had in mind, said, “The one that you are trying to understand is purity
of heart.” [Basgdz & Boratav, 8]'

Ilhan Basgdz interprets the story as a proof of the belief of general public that
Nasreddin Hoca had mystical power [8]. Even if this interpretation can be well-
founded we have to keep in mind that the interpretation is based from the standpoint
of Nasreddin Hoca and the story also has another aspect to be thought about. If we
change our standpoint and try to understand, interpret the story from the point of
view of Saltuk Baba we will certainly see another picture. It would not matter whether

Nasreddin Hoca can know or not what Saltuk Baba has in mind, the way how Saltuk

! The story can be found in Ottoman script in Saltuk-name: the legend of Sar: Saltuk | collected from oral
tradition by Ebu'l Hayr Rumi. Text is in facsimile with a critical and stylistic analysis and index by Fahir
Iz. The book had been published by Orient Press in 1974. But I am not going to use the Turkish
version of the story. The story was used by Ilhan Basgoz in the book entitled I, Hoca Nasreddin, Never
Shall I Die: A Thematic Analysis Of Hoca Stories. Since the book was in English he also translated the story
into English.



Baba understands the answer would not change and he would have the same
tendency how to understand the response. Whatever the literal meaning of the answer
is, how grotesque or obscene the response is Saltuk Baba would be inclined to
interpret the story in the way he wants to understand. The answer has to have another
meaning and has to refer to another frame of interpretation. Otherwise the general
interpretation, understanding of the world by Saltuk Baba would collapse and the
unity of the world of meanings would be certainly deconstructed. In other words, if
Nasreddin Hoca insists that those three things were exactly what he mentioned the

story would not be included in the manuscript at all.

My purpose in picking up this example is to emphasize that there is a parallelism
between the interpretation of a certain thing on a certain moment of the history and
our attitude towards a special thing related to the history of literature on a certain
moment of time and within a specific Weltanschauung. The way how Saltuk Baba
eliminates the grotesque parts of story and understands the answer the way he wants
to is very similar to the attitude of eliminating, discarding several texts while writing
literary history. There can be several reasons of this approach towards historiography”
or history of literature. First of all historians working in the field of literature are
dealing with some texts with prejudice or at least they do not prefer to deal with them
at all. This type of approach even includes “misconduct of duty”. In case a text does
not fit the researcher’s understanding of literature or does not serve for the purposes

of the historian it can be interpreted in a way that it does.’

2T use the term with meaning of the study of the writing of history, examining factors such as how the
style of historical writing, methods of interpretation and tools of investigation changed in the course of
time.

3 As an example of this kind of distortion I can cite a recent book written by a group of academicians
working in the field of “History of Turkish Literature”. The writers include one of the dominant
figures of the field Prof. Dr. Mustafa Isen who is also Undersecretary of Minister of Culture. The book
is entitled Eski Tiirk Edebiyat: El Kitab: [Introductory Book for Old Turkish Literature] and in the
chapter “Tarihi Gelisim [Historical Development]” we find a quotation from Haluk Ipekten on the
metre called arug used by Ottoman poets. According to the quotations Ottoman poets created their
own version of aruzz “XVI. yizyilda artik biytik sairlerin elinde hatasiz ve ustaca kullanilan Ttrk aruzu
yaratilmigtir.” [88]

Though what Turkish aruz means and what are the characteristics of this new metre matter for the
purposes of the book we are not informed about those details. Instead we can easily check the source
about the details. But what we will find is not going to be the same the authors quoted. On the
contrary Haluk Ipekten clearly disclose that Ottoman poets used the Persian version of the metre:

“... Turk sairleri denenmis ve pek c¢ok degisikliklere ugratilarak ve yumusgatilarak
yeniden diizenlenmis olan Iran aruzunu dillerine ve siir zevklerine daha yatkin



The second reason is the outcome of the effect of dominant / official ideology over
the writing the history. The early republican ideology tried to break off the relation
with the “old” and the republican “revolutions” physically managed to realise this
break by changing the alphabet. Changing the Arabic letters with Roman ones
succeeded in a formal break. This was followed by so-called “language revolution™:
changing the old vocabulary with the new vocabulary led to break from the mana of
the old world. This operation had a practical outcome in writing the history itself and
also the history of literature. Breaking up with the old made people to be able to write
the history from the beginning; by destructing the continuity the official ideology had

the chance of reconstructing the past.

But on the other hand this break led to some difficulties. Since the intellectual
continuity was damaged the literary canon upon which the history of literature would
have been based on had to be reinvented. The more the distance between the
researcher / historian and the subject is, the more difficult to penetrate into the
subject matter. But, at this point, I have to mention here that Victoria Holbrook
alleges in the chapter “Inventing Difficulty: Modern Reception of Ottoman Poetry”
of her book The Unreadable Shores of Love: Turkish Modernity and Mystic Romance that the

was an invented difficulty as the title of the chapter announces:

It has often been passionately asserted that a rupture between the two
was, and is, total. The remarkably successful alphabet revolution in
1928 (and attending semiotic revolutions of costume, calendar,
professional title, and surname), followed by comprehensive revision
of syntax and vocabulary in which large sectors of population
enthusiastically took part [Hayd, 1954|, did make all pre-1928 literary
artifacts hard to read. The Arabic-based Ottoman script was
exchanged for a new alphabet based o Roman, and Tiirki became two
languages, distinguished by script: “Ottoman” (Osmanlica) and
“Turkish” (Turkee). [20]

bularak benimsemislerdir... Arap ve Iran aruz kaideleri ve kaliplari hakkinda bilgi
veren bazt kitap ve risaleler yazilmis olmakla birlikte, Arap ve Iran edebiyatlarinda
oldugu gibi aruz 6lciilerini inceleyen, tartisarak yeniden dizenlemeye calisan ve Tiirk
diline uygun bahir ya da kaliplar 6neren yazarlar c¢ikmadigt igin bu Olctinin
uygulamast yalnizca onu kullanan gairlere kalmistir... XVI. ylizyilin basinda ise aruzun
kullanilmasinda higbir giiclik kalmamis ve 6nceki yiizyillardaki aksakliklar ortadan
kalkmistir. Ozellikle bu yiizyhin Fuzdli, Hayali, Baki gibi biiyiik sairlerinin elinde
hatasiz ve ustaca kullanilan, ayrica s6ze aheng katan bir siir 6lclisii haline gelmistir.”

[27-28]



Victoria Holbrook also calls this invented difficulty “euphemism” .. Turkish
revolutionaries found it necessary, for the survival of a Turkish state, to submit
Ottoman poetry to orientalization. ‘Difficulty’ is a euphemism for that surrender, by
which statements about Ottoman poetry became allusions to the Ottoman state, and
literary criticism became a field for the articulation of Turkish nationalism” [31].
Though Holbrook is right in putting the problem this way she is unfortunately not
able to dissolve the problem which the young researcher is facing whatever the
motives had been for using this difficulty. Dealing with Ottoman literature needs a
special knowledge of that language. In fact this is not only a problem for the young
researchers but also for the professors. Ahmet Talat Onay" streses this difficulty in
the “Preface” of his comprehensive dictionary Tirk Edebiyatinda Mazmunlar as
follows:
[Veled Celebi 1zbudak’1n] tavsiyesini yerine getirmek icin divanlar
dikkatle okurken pek az seyleri bildigimi anladim. Eger tistada soz
vermemis olsa idim, okutmak hevesi icbar etmeseydi bu isi yart yolda
birakmak pek kolaydi. Bazen bir misra veya beytin beni saatlerce

dustindirdigl, anlamak nasip olmazsa futar iginde biraktigr vaki
olmustur. [LIX]

Though Ahmet Talat Onay had perfect knowledge of Ottoman language and also
knew the set of references in details, he also had several difficulties in writing the
“dictionary”. Relying on this fact we have to accept that this break had deep impact
on the academic study of the field of ottoman literature and history. In order to be
able to bring up the symbolic value of this break we have to focus on the creation of
literary canon and invention of history during the early period of republican era. But
before going there I would like to quote Selim Kuru to summarise the characteristics
of this canon -I mean the canon of the court literature- as precursor:

The present canon is well defined in encyclopedias, anthologies, and

textbooks, and is taught in the Turkish Language and Literature

departments of universities. The canon relies on an established set of

categories and generalizations, and portrays Ottoman literature as a
monolithic entity, devoid of historically determined characteristics.

4T have to stress here that Onay was one of founding “How’s of academic study on Ottoman
literature. If you would look at Hatice Aynur’s article entitled “Eski Turk Edebiyati Alaninda Yapilan
Tezler (Yiksek Lisans - Doktora) Uzerine 1922-2005” and published in the 9t issue of Tiirkiye
Aragstirmalar: Literatiir Dergisi you would see that he was the root of academic study in the field of
Ottoman literature with Ali Nihad Tarlan.



And it deliberately neglects many important aspects of Ottoman
literary culture. For example, according to this canon, Ottoman
literature is necessarily written in Turkish. Studies of a particular
author, accordingly, consider his or her Turkish works, and more
often than not ovetlook the fact that authors tended to know at least
one other language. In fact, most Ottoman authors wrote in Arabic
and Persian as well as Turkish, and their sources could be written in
any or all of these languages. [Kuru, forthcoming article]

1.1 Need for Literary Canon

According to Michel Foucault one of the fundamental and historical achievements
literary criticism is founding of the framework which is called “literary canon” [Bové,
322]. Literary canon, shortly described, means determination of the literary classics of
a nation, making those classics public and putting them into the curriculum of public
education, publication of those literary works and releasing critics of those texts. But
if we start to talk about the history of Turkish literature we can talk about a dilemma
or some kind of schizophrenic split. Since the literary project of Kemalism had been
based on the neglect of the heritage of Ottoman literature, some kind of reactionist
understanding of Ottoman literature had been also constituted. This second attitude
also invented its own literary canon and understanding of literature. But in order to
do this the history of Turkish language, literature and the history of Turk itself had to

written.

Just like the “nation” literary criticism also appeared on a certain point of history.
There is neither a group of persons representing a nation nor a sum of cultural
elements referring to a certain tradition. These are both invented:
“Ulus’, kiltirin birligini, onu diger kultirlerden ayirarak, sinirlaring
cizerek tanimlar; bu elbette yapay bir birliktir, ¢iinkd, zaten icerideki
‘biz’in kendisi her zaman farklilasmistir. Benedict Anderson®un kendi
sozleriyle ‘ulus’, ‘hayal edilen toplumdur’ -diger bir deyisle kendimizi

evimizde hissedebildigimiz yerdir ya da kiltardir” [Donald vd, 110-
11].

Literary criticism, especially when thought in accordance with historiography, is also
imagined just like the nation, and it appears as a frame which excludes all the
differences emerging from differentiations of class, culture and gender. For the
purposes of this thesis we should consider this within the context of modernity and

literary canon. Starting from the 16" century in the Western Burope modernity



appeared as a process changing each society from the others and had several

characteristics:
Modernity in this context usually signifies those structural attributes of
western Buropean society that began taking shape around the
sixteenth century and that distinguished it from previous periods and
other contemporaneous societies. These attributes include industrial
expansion; constitutional restrictions on exercise of political power;
the rise of civil bureaucracies; the growth of urban centers; the spread

of literacy and mass education; secularism, the appearance of interior,
psychological self; and functional differentiation. [Jusdanis, xii-xiii]

During this process national culture worked as a fundamental constituting element
for the state which was the main political form of modernity. The state uses the
national culture as a mean of constitution of the national identity. This process can be
followed in Turkey with the foundation of Halkevleri, compilations of folk literature
samples, purification of the language and constitution of State Theatre, State

Conservatoire, etc.

This process can be also evaluated with regard to the constitution of the nation-state.
Since the final aim of the nationalism was nation-state, literary criticism took part in
this project from the very beginning: The state needs some kind of mortar composed
of values common to whole nation which would keep the all together. Inventing a
nation needs collective narratives, neglect of ethnical differences, creation of citizens

accepting the ideology of the society [Jusdanis, 28].

Literature was imaginary mirror in which the nation reflected itself,
where people experienced themselves as members of such a union. It
was both a manifestation of the nation as well as a part of the nation-
forming process. As a collection of narratives, the literary canon
contains the tales by means of which members of a community
understand their common links. Literature in a sense is the nation's
diary, telling the story of its past, present and future. Literary culture
has been indispensable to ethnic communities wishing to cement their
integrity as nations... [Jusdanis, 47|

10



The literary canon does not only help in the creation of a whole nation’s identity it
also protects that identity. While inventing this identity literary canon also finds out

the masterpieces of a nation’s history.”

Since the literary criticism had different tendencies in Turkey we had several problems
in creating literary canon. Whatever the tendency of the literary criticism was none of
the notions of literary canon could present us a list of masterpieces [Kogak, 90]. This
literary canon can be only invented by means of national aesthetic categories which
are working in accordance with the ideology of national culture. Since those aesthetic
categories are varying from the attitude towards the literary canon, constituting the list
of masterpieces of the nation becomes problematic. But whatever the tendency is

some pieces of literature are blamed to be excluded from the history of literature.

1.2. Writing History of Ottoman Literature

After recent studies of Jusdanis, Anderson, Chattergee and several others modern
linguistic studies and histories of literature are accepted as tools for the constitution
of the nation-state and the nation itself.” For the understanding of Turkish practice of
this process we can refer Suavi Aydin’s article called “30’larin tezlerine geri doniis:
Anadolu’da ‘proto-Turkler’in yeniden kesfi” written on the nationalist thesis of 30s

and its reflections on recent attitudes:

Bu cercevede ¢ temel kaygr ve kabul goze ¢arpar. Bunlardan ilki, “cok
kultarltlik” olgusu karsisinda ulusun benzersizligini/biricikligini ve
tiirdesligini kanitlama cabasidir. Tkincisi s6z konusu ulusun itizerinde
yasadigl topraklarda otoktonlugunu ya da tarihsel kidemini kanitlama
girisimidir. Uclinciisii ise ilksel (primordial) bir ulus anlayisina uygun
olarak, ulus olgusunun modern bir siyasallik/toplumsallik bicimi
olduguna iligkin kuramsal duruslarin aksine, ulusun insanlik tarihinin
tzerinde  sekillendigi  temel varolma  bicimi olarak  tarihin
derinliklerinden modern ¢aga ulasan bir temel niive oldugu kabulidiir.

5 According to the Hatice Aynur’s article “Eski Tirk Edebiyatt Alaninda Yapilan Tezler (Yuksek Lisans
- Doktora) Uzerine 1922-2005” the very first PhD theses were also trying to bring the masterpieces of
Turkish literature to light.

¢ For aims, allegations, thesis, intentions and results of the Turkish example you can check the
following articles published in the 4% volume of Modern Tiirkiye'de Siyasi Diisiince under the title
Milliyetgilik: “Otuzlarda Tirk Milliyetciliginde Irk, Dil ve Etnisite” by Soner Cagaptay and “Bir Aidiyet
Fermant “Tturk Tarih Tezi” by Busra Ersanli. But original sources are, of course, the papers presented
during the early language and history congresses. [continuous applauses|
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Tarih bu kabultin tzerinde, tarihin ana renginin onun ulusalligt oldugu
veri alinarak kurulur. [Aydin, 9]

We should keep this explanation in mind to remember what are included in writing
any kind of history. It also implies why some types of texts including the ones which
are the subject of this thesis can be neglected. In order not to be lost within
theoretical discussion we can limit ourselves with the arguments related to history of
literature. We can transport the designation of Aydin for the history in general into
the history of literature and reach at least one single consequence: Studies of literary
history can be described as the effort for proving the homogeneity of literature

against the diversity of literary works.

Linguistic studies and studies of literary history generally are shared by two different
ideologies. Those persons working in the field of linguistic studies can be described as
“nationalist” and the remaining persons working in the latter field are mostly
“maneviyate-mukadderate”’. The academy is also shared in accordance with his
distinction. This different attitudes towards language and literature also means two
different attitudes towards history of language and literature. As of history of
literature they are postulating a certain tradition and a certain kind of literary canon.
Presumptions in evaluating history of literature and inventing a tradition brings a
certain set of fundamental literary texts, literary canon, which excludes some others.
On the other hand, we can easily find several literary works which can be evaluated
within the general development of Ottoman literature, but would contradict that
invented tradition and literary history. For the sake of this literary history those texts

or works are just details which can be eliminated.

Since the beginning of Turkish literature in Anatolia there had been always such texts
which cannot be related to literary canon. Even their existence cannot be founded.
Those works also include grotesque, burlesque, comic or even sexual material.
Although those texts can be used for the sake of social history, linguistic studies,
anthropology, sociology or some other fields of study, some of them are not worked
of transcribed into Roman letters at all. While writing the history of Ottoman
literature they were only mentioned, but not examined in details. Selim Kuru explains

this attitude as follows:

12



Kadt sicilleri, fetvalar, tarih eserleri, hikaye derlemeleri, degisik
konularda gazeller, kasideler, mesneviler, Osmanlilar’da cinsellik ve
cinsiyet sistemlerine 151k tutacak bicimde okunabilir...

Osmanlt edebiyatinda, hezel bashgt altinda degerlendirilen ve
hezelamiz olarak tanimlanan eserler arasinda letaif mecmualart ve
hicviyyeler en genel olarak tretilmis eserlerdir, ancak bu tiir eserler,
cinselligi yaziyla bulusturduklarindan olacak, akademik veya gayri
akademik tanimlamaya ve smniflandirmaya yonelik ilgiden mahrum
kalmaktadirlar. [30]

Interpretation of Kuru certainly refers to a reality of the field. This reality was also
described by Murat Bardake1 in his famous compilation of Ottoman texts on sexuality
Osmanli’da Seks: Sarayda Gece Dersleri. The first edition of the compilation was released
in 1992 and Bardake said followings on the texts appeared in the book:

Yizlerce yil 6nce séylenmis, yazilmus, ¢izilmis konulard: bunlar... Ve

en 6nemlisi, hepsi “bizim” 6ykimuzdi. Ama gintimuzde her nedense
tzerlerinde pek durulmamus, incelenmemislerdi... [7]

But we cannot assume that they were completely not interested by the academic
society. They were not taken into consideration while writing the history of literature,
but there are still few academicians like Kuru who are working on those items. In fact
several journals including faribh ve toplum and Kebikes released special issues on the
topic. Several thesis were presented on some of the literary works, individual articles
appeared in journals. However we cannot allege that those texts were subject to

mainstream academic study.

Nevertheless the mainstream academic attitude towards those works of literature can
be divided into two separate inclinations: The first approach denies their existences
whatever the importance of those works. The more dangerous second attitude agrees

on the existence, but aims to degrade or misinterpret them.

As an example for the denial such texts we can refer to two editions of Encyclopaedia of
Istam. The encyclopaedia had been published in English and then translated into
Turkish to be published by Ministry of Education. One of the entries was the Persian
writer Tifasi. He is known with his work with the title of Riici’s-Seyh ila Sibah fi'l-
Kuvveti ald’l-Bah written in Persian. The book had been translated several times into

Ottoman Turkish and includes stories and scientific texts on sexual intercourse.
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Though there is a paragraph on the book in the English edition, the paragraph was

omitted in the Turkish one.

In order to make the attitude towards this kind of works clear let me give two more
examples from two separate works from different periods of republican era. Historian
Agah Sirr1 Levend makes following comment on the genre Jege/ - opposite of lyric
poems gaze/ in grotesque from - and the poet Sturari by saying those hege/s were not
worth reading:

Strurinin bir de Hezliyyatt Struri isimli bir mecmuast vardir. Bu

mecmuada bir¢ok latifeler ve hicviyeler vardir. Fakat bunlarin ¢ogu,
agiza alinmayacak kadar mustehcen ve galiz kelimelerle doludur. [364]

Second example is from a recent work by Tahir Uzgér. In 1991, Uzgér released the
poems of Fehim-i Kadim. Because of his excellence in writing the poet Fehim had
been and is presented by literary historians as a “literary genius”. But on the other
hand he also had the most obscene version of gehr-engizy genre. Tahir Uzgér while
exalting Fehim for his poetry ends the introductory part of the book by saying his
sehr-engiz had no literary value for its obscenity:
Fehim’in divanindan baska, hafif bahrinin Fe’ilatiin/mefa’ilin/ fe’iliin
kalibtyla yazilmis 273 beyitlik mesnevi tarzinda bir sehr-engizi , Arap,
Arnavud, Ermeni, Rum, Yahudi, Tatar, Acem, Kurt, Turk ve kendi
agzindan olmak tizere on agzi taklit etmek suretiyle bahr-1 tavilden
yazdigl uzunca bir manzumest, bir tercime-i letaif-i kibart ve Durub-1
Emsal-i Turki gibi eserleri varsa da bunlarin tizerinde durulacak bir
degere sahip olmadiklarini soyleyebiliriz. Zira, divaninda pek nadir
olarak oOl¢ili ve sinirh bir sekilde karsimiza c¢ikan ve bir bakima
Nedim’in habercisi olarak telakki edebilecegimiz mustehcenligin bu
siitlerinde ¢ok bayagt bir htiviyette karsimiza ¢iktigini gdormekteyiz. [11]
Nevertheless the literary works produced during the Ottoman era in a wide geography
for centuries include varying genres, styles and forms. Since the history of the
Ottoman literature is written based on principle text, those text constituting the
literary canon, and supposed secondary text allegedly related to those primary ones,
the raining works are generally denied or at least not focussed on. When evaluated
with regard to formal characteristics, vocabulary, and most importantly intertextual

relation we would certainly find out that many other texts, literary works can be seen

within this tradition, but from another aspect of view. Taking those literary works
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into consideration and finding out their relation to others would also have deep
impact on our idea of history of literature and the last outcome of this attitude would
be another history of literature. Consequently we would also be able to explain the
existence of the literary works which are alleged to be outside the literary canon and
how they appear on a certain moment of time. Just mentioning a piece of literary
work and isolating it as it is does not have any importance for the writing of history.
What we need is to disclose those texts and try to bring into light their relation to

others. But before dealing with this issue a big problem is still standing in front of us.

In order to be able to write a complete and comprehensive history of literature all the
literary works have to be brought in light. This is why the departments of Turkish
literature focussed on texts. This was a necessary measure to be taken for writing the
history of Turkish language and literature. Unfortunately the number of the works to
be studied and several other secondary reasons did not allow this list of literary
masterpieces and works to be completed. One of our pioneer historians Faruk

Timurtas clearly puts this problem into words:

...bir edebiyat tarihi, ancak eserler, sahislar, edebi neviler, devitler,
mubhtelif meseleler tizerinde inceleme, arastirma ve tahliller yapidiktan,
monografiler yazildiktan, biyografik bibliyografik her tirlii malamat bir
araya getirildikten sonra yazilabilir. [28]... Edebi mahsullerimizi tam
olarak bilmedigimiz gibi, edebiyat tarihi kaynaklarini da esasht sekilde
incelemis ve muhteviyatint tesbit etmis durumda degiliz. Hususl ve
umumli suara tezkireleri, vefeyat kitaplari, Sekayik ve zeyillerinin teskil
ettigi ulema tabakati, vezirler, hattatlar vesaireye dair yazilmis
tezkireler, evliya ~menakibi, nazire mecmualari, miuntehabat
mecmualari, Kesfi’z-zinin ve zeyilleri nev’inden kitabiyat eserleri,
umumi tarihler, seyahatnameler, sefaretnameler, ve bunlarin disinda
kalan diger kaynaklar tizerindeki inceleme ve arastirmalar ¢ok az ve
kifayetsizdir. [28-29]... Simdi her seyden once hangi asirda hangi
eserlerin yazilmis oldugunu ve bunlardan bize nelerin intikal ettigini
tesbit etmekle ise baslamaliyiz. Memleketimiz ve yabanct memleket
kiitiphaneleri esaslt surette taranmali, hususi ellerdeki kitaplar da tesbit
edilmelidir. Bir taraftan edebi mahsullerin tam olarak tesbiti ile
ugrasirken, Obir taraftan bilinen ve yeni bulunan esetrlerin yegane
nishalarint  faksimile etmek ve belli baslilarinin  tenkidli nesrini
hazitlamak yoluna gitmeliyiz. Metin nesrine muvazi olarak bunlar
tzerindeki sekil, uslib ve muhteva bakimindan tahlil, inceleme,
arastirma ve her turli mukayeseler yapmak ve edebiyat tarihi
kaynaklarini en istifadeli bir hale getirmek gerekir. Bitun bunlar
yapildiktan sonra sira umumi ve terkibi edebiyat tarihi yazmaya gelir.

15



Ancak o zaman gerg¢ek ve ilmi bir edebiyat tarihi yazabilmek mimkin
olacaktir. [30]

Following expressions of Agah Sirr1 Levend he admitted in the “Preface” of Tiirk
Edebiyatinda  Sehre-engizler ve Sebr-engizlerde Istanbul written on 5 April 1957 also
determines how determination and publication of different types of literary works

were critical for the constitution of the idea of literary history:

Divan edebiyatinin baslica triinleri divanlar, hamseler, minseatlar,
tezkireler ve tarihlerdir. Bunlarin hepsi de belitli bir sanat anlayssiyle
kaleme alinmis olmakla beraber, divanlarla hamseler, bu edebiyatin
daha ¢ok sanat cephesini aksettirir. Mektuplarla tirlii yazmalardan
toplanmis olan miinseatlar birer belge hizmetini gorir. Tezkirelerle
tarihler ise taninmis kislerle belli bash olaylart aydinlatan birer
kaynaktir.

Ancak, eski edebiyatt bir buitiin olarak anliyabilmek i¢in, bu trtinler
disinda kalan sayisiz eserleri de yakindan tanimak gerekir. Bu ¢esitli
eserler arasinda, hamselere girmeyen manzum ve mensur hikayeler,
dini, tasavufi ve ahlaki eserler, “name” baslig1 tasiyan gazavat-nameler,
str-nameler, saki-nameler, kiyafet-nameler, siyaset-nameler, sefaret-
nameler, seyahat-nameler, sergiizest-nameler ile, sehr-engizler,
ta’rifatlar, miinazaralar, mizahi, didaktik ve ansiklopedik eserler buytuk
bir yer tutar.

Bu gesitli eserleri sosyolojinin 15181 altinda dikkatle gézden gegirecek
olursak, eski tirk hayatini, divanlarla hamselerden daha ¢ok, bu sayisiz
eserlerin aksettirdigini goririiz. bu maksad: saglamak icin en kestirme
yol dogrudan dogruya metinlere basvurmaktir. [5]

In this context -if I try to put it with the term of computer sciences- the database
including all the literary material is filtered in accordance with the above-mentioned
Weltanschanung and served the use of ordinary users. In other words those literary
works or texts which are in contradiction with or can undermine the invented literary
canon or literary history are denied categorically throughout centuries and are never
evaluated as literary texts. Their names were mentioned at most in the histories of
literature, and also evaluated as “they were not worth reading”.

... we should also note its [the literary canon’s| vagueness. Rather than

relying on lists of masterpieces, this canon is genre-bound, and its

emphasis on verse over prose parallels the convictions of many 19th

century Ottoman authors. In effect, prose texts, even those that
combine both verse and prose, are treated as unproblematic major-
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source material, and rarely subjected to analytic study. Further, the
addition of a scandalously sexual vocabulary to prose works causes
these hezel-amiz, or facetious works, to be entirely neglected and
marginalized as inconsequential to our understanding of Ottoman
literature. [Kuru, forthcoming article]

But thinking on the value of these works may lead to new expansions on the history
of Turkish literature. If we start to list those kinds of literary works we would
certainly see that there were lots of examples of those grotesque, butlesque and even
travesty works. And we should also keep in mind that the writers of those texts were
also high-ranked persons / officials in the Ottoman Empire era. Under these
circumstances instead of alleging that these works do not have any literary value, we
should focus on the political, social, and especially literary dimensions of those pieces.
Though there are academic works based on some samples of those pieces of literature
there is no comprehensive and systematic study of them. By comprehensive and
systematic study I mean interpretation of those pieces, but not releasing the text

itself.’

7'The gehr-engiz genre has a special importance within this frame. Since the gentre had been accepted for
some time to be invented by Turks several studies were released on the issue. But none of them
included any interpretation of the essence of the genre. In fact, to some extent, the truth was distorted.
After accepting the truth about the subject matter of the genre, now some articles can be found trying
to find the roots of the genre in other cultures. For details you can see my review article ““Tiirk
Edebiyatinda Sebr-engizler” on the genre published in Tiirkiye Arastirmalar: Litearatiir Dergisi spring issue of
2007.
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CHAPTER II

BORDER LINE: EIGHTEENTH CENTURY CASE

For most of the historians working in the field of Ottoman literature or history one
of the centuries is longer than the other relying on the tendency of the historian, on
the expertise of the academician. For instance, for Mehmed Cavusoglu and his
ancestors or successors 16" century in the longest one, but for the historians like Ilber
Ortaylt or Ahmed Hamdi Tanpinar it is the 19" century. But every single century
whether Gregorian or Hijri is unique with the changes and developments they are

dwelling for. And thus neither of them is longer than the other.

One of those equally long centuries is the 18" century. This century also has its own
characteristics which make it differ with the others. Within the context of this thesis
the obscene or grotesque pieces of literature constitutes this difference. In fact this is
not surprising if we take into consideration the Middle Eastern literature. The
theoretical frame presented firstly by Ahmet Hamdi Tanpinar in his famous
uncompleted work 79. Asur Tiirk Edebiyat: Taribi simply called “courtly metaphor” and
developed by Walter G. Andrews in his book entitled Poetry’s 1V oice Society’s Song as
three layers of interpretation -god/believer, sultan/man, and beloved/lover - allows
the reader to receipt the message as if there is a sexual relation between two lovers.
But in the 18™ century poets or writers started to mention this implicit relation clear
and distinctly. In fact we can surely find some other examples of this kind work in
previous centuries, but in the 18" century these obscene, grotesque and sexually
explicit pieces of literature represents the general characteristics of the century. This

special status of this century forces us to explain how a poet like Stinbiil-zade Vehbi
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could write all the poem known as “Stihan Kasidesi” [Poetry on Poem] “coul 03,5 slal

sol,l g yal b pae LS lse olels gliginl 5 as 6l Lok Jus & jlas ;o a5 aedS surad” the
mesnevi like “Sevk-engiz” and the satire published by Turgut Kut in the special issue of
tarih ve toplum on obscene literature [208]. In case we would not like to deal with those
texts we would only cite them as interesting but also eccentric samples of literature

with no value.

Whatever the political, economical, social or military reasons are there had been
several examples of this kind of works and had been a common practice of literature.
What we have to do is to clarify the relation of these texts to mainstream literature
based on the literary canon. And to be able to succeed this I would focus on and pick
three poets of the period: Endertni Fazil Beg, Siinbiil-zade Vehbi and Stirari. These
poets and other like them were blamed by Nihad Sami Banarli to make vulgar the
style of the poet Nedim, one of the masters of the same century and also the so-called
localisation movement [784]. But we have to keep in mind that the master o the style
had also used the language as “vulgar” as possible while saying the following line in

Nigér-nime wtitten to 1zzet Ali Pasa: i3 563 agar, si3 got acar ey giil-i ra’n.
2.1. Endertni Fazil Bey and His Works

One of the important historians of Ottoman literature Gibb introduces above-
mentioned three poets in a separate chapter under the title “The culmination of the
Romanticist Movement”. He stresses that Endertni Fazil Bey had a special
importance for the period and had been the start point of the new era:
Turkish Romanticism culminates in the work of Fazil Bey. Revolt
against traditional authority, assertion of individuality, local colour,
unbridled license alike in matter and in manner, whatever in short
distinguishes this movement from the Classicism which precedes and
the Modernism which follows, is here present in the fullest measure,
inspiring and permeating the works of this author, and placing them at

once among the most interesting and the least beautiful in all the range
of Ottoman poetry. [220]

Enderini Fazil Bey had an interesting character within the history of literature.
Though we do not know the details of his life Jan Schmidt summarises his life as

follows:
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Of Fazil Beg’s life not much is known. We are provided with some
data by historians and the author himself. The most important facts
are: Fazil Beg came from an Arab family of Madina. His grandfather
Tahir Beg, as governor of ‘Akka (Acre) and Safad, was able to
maintain a semi-independent state in the area, but his domain was
subjected to Porte (central government) in 1090 / 1776-77 by Gazi
Hasan Pasa. During the fight Tahir Beg was killed, and his son, the
father of the poet, was killed a year later. Fazil and his brother were
transported to Istanbul, where they were taken into palace as slaves of
the sultan. Fazil Beg left the saray in 1198 / 1783-84, after a dsiastrous
love affair, and became administrator of Rhodos (Rhodes) pious
foundations (evkaf). Not long afterwards he ran into trouble, probably
after the fall from grace of his protector Reisilkiittab Ebu Bekr Ratip
Efendi, and was temporarily banished to Rhodos (1214 / 1799-1800),
where he suffered from blindness. He returned to the capital, Istanbul,
and lived there for another ten years, mostly in ill helath (perhaps
caused by sexual disease), in Eytip and Besiktas. [183]

Endertni Fazil Bey left behind 5 works of literature after such an interesting life.

Divin-1 Fazel Bey Enderiini: The work is the compilation of the poems of Endertni
Fazil Bey. Besides many manuscripts of the Divin there is also a printed version
published in Cairo by Bulak Matbaasi. Several passages from the work were published
for several occasions. According to the information released by Saliha Igen the work
is also studied by Yusuf Yanartas as master’s thesis under the title of “Enderunlu

Fazil Divani ve Indeksi” in 1997.°

We can also find several manuscripts of the following four works. Few of those
manuscripts also include miniatures.” The catalog of printed Ottoman books by
Seyfettin Ozege called Eski Harflerle Basimss Tiirkee Eserler Katalogn included three

printed versions of these works.

Defter-i Ask, Hitban-name, Zendn-name, Cengi-nanme. Istanbul: Matbaa-i Amire, 1253/1837
[including Stinbiil-zade Vehbi’s Sevk-engiz]

8 T did not see the thesis. Unfortunately it is not registered in the catalog of the YOK. But Hatice
Aynur cites the thesis in her Bibliography.

9 Two thesis were prepatred in connection with the manuscripts including miniatures:

Feza Cakmut. “Hébannime-Zenidnnime’nin Minyatiirleri” Basilmamis bitirme tezi. Istanbul: Istanbul
Universitesi Edebiyat Fakiiltesi, Sanat Tarihi Bolimii, 1975.

Saliha Igen. “Huban-name ve Zenan-name’de Metin-Resim Iligkisi” Bastlmamis yiiksek lisans tezi.
Ankara: Hacettepe Universitesi Sosyal Bilimler Enstitiisii Sanat Tarihi, 2001.

Those miniatures were also used for several purposes.
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Hiibin-name, Zenin-nime, Rakkdas-name. y.y.: y.y., 1255/1839

Defter-i Ask, Hiiban-name, Zenin-name, Cengi-nane. Istanbul: Ali Riza Efendi Matbaast,
1286/1870 [including Siinbiil-zade Vehbi’s Sevk-engiz]'"

Defter-i Ask: The work also includes details from the life of the poet and the poet
relates his relation to four beloveds. The text was studied by Selim S. Kuru. Kuru
presented a paper on the work and the poet: “Modernizing Sacred Love: Enderunlu
Fazil’s ‘Love’s Register’ and Poetics of Ottoman Modernity,” Focal Points and Critical
Perspectives in Turkish Literature Middle Eastern Studies Association 2003 (9 November
2003). An artcile was also published by Kuru relying on the paper in the A Festschrift
Sor Sinasi Tekin in 2005 and the artcile inludes the text itself: “Bigimin Kiskacinda Bir

Mesnevi: Enderunlu Fazil ve Defter-i Ask Adlt Mesnevisi™.

Hiiban-name. Kemal Silay allegedly works on the text: The Book of Handsome Ones: A
Study on Fazil-i Enderuni and Gay Literature in Ottoman Turkey. On the other hand
passages from the work had been published: Enderunlu Fazel: Hubanname ve Zenannanme.
Haz.: Ercimend Mubhib. [Y.y.]: Yeni Sark Kitabevi, 1945. But the text has to be read

with care.

Zendn-name: The text of the work was studied by Nebiye Oztiirk as a master’s thesis in
the field of folk literature. The thesis has the text of the work as addendum. The
thesis of Saliha Icen also includes the text. The work had been translated into French
in 1879 under the title of Le Jivre des femmes (Zenan-nameb) de Fazil-bey by J.-A.
Decourdemanche (Paris: E. Leroux, 1879). "

Cengi-nime: The shorter work of Fazil Bey is on the boy dancers of Istanbul. The text
was released by me in Ottoman Studies X111 in 2006 [The edition-critique of the text
can be found in the Addendum of this thesis]. Jan Schmidt also wrote the article
“Fazil Beg Enderuni: Social Historian or Poet?” [published in Decision Making and
Change in the Ottoman Empire. Kirksville: Thomas Jefferson University Press, 1993.]

The work is also known as Rakkds-ndme.

10T saw and had the chance to work on the last two, but I did not see the first one.

11 Selim Sirr1 Kuru also presented another paper in 1994 under the title “Fazil’in kadinlari: Enderunlu
Fazil'in Zenanname adli eseri” during the seminar XIII. Sanat Taribi Arastirmalar: Haberlesme Semineri:
Tarih Oncesinden Giiniimiize Anadolu Kadimmn Sosyal ve Kiiltiirel Konumn between 9 and 13 May 1994 in
Istanbul. Unfortunately we did not have the chance to read the paper.
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2.1.1. Cengi-name [Book of Dancers]

All the works or statements on Cengi-name -except for the article of Jan Schmidt-
agreed on that the work had no literary value, if it had any kind of value it relies on
the details it provided on daily life of the time. We have to admit at least that there is
no detail in the poem on daily life just like there is no detail on the life of poet or at
least those parts are limited. This was also mentioned by Jan Schmidt previously.
Cengi-name is certainly a piece of literature. The failure can be summarised as follows:
It seems as if historians of literature are focusing on the subject of poem and
somehow discard the literary characteristic of the poem. The most dangerous side
effect of this kind of attitude is creating prejudice against these texts. Though Jan
Schmidt “value[s] the work, primarily for what it is and what it doubtlessly was meant
to be by the author [as a] work of entertaining, comic literature” [191], his comments
on the value of the work are important:
The dominant characteristic of Fazil Beg’s work is literary and poetic:
if the metaphors, punning, wordplay, the comic obscenities, the
striking and often original contrasts between the elements of the high
Divan poetry and low, realistic details were eliminated or cast in the

form of dry prose, not much would remain of his work, and its
interest would be completely lost. [191]

2.2. Stinbiil-zade Vehbi

Another popular figure of the time is Stinbiil-zade Vehbi. Though he had a Dipan,
two verse dictionaries and an advice book he is mostly known with his poem on
poetry called “Stthan Kasidesi”. The title of the poem was translated by Kemal Silay
as “The Kaside On Poetry Written By Imperial Order And Decree During The
Grand-Viziership Of Halil Pagsa In Order To Ridicule And Admonish Those Poets
Of This Age Who Speak Nonsense”. [The full text can be found in Addendum of this
thesis] His literary inheritance can be summed up as follows:
Sunbul-zade Vehbi wrote a good deal of poetry; his works include a
bulky Diwan, a humorous mesnevi entitled Shevq-engiz, or The
Provoker of Mirth, a didactic poem called Lutfiyya, modelled on the
Khayriyya of Nabi, and two riming vocabularies dealing respectively

with Persian and Arabic words. Besides these productions, which are
all in Turkish, he left a small Diwan of Persian poems. [Gibb, 246-247]

22



The information on his life which can be found in several sources are summarised by

Bjorkman in the Encyclopaedia of Islam as follows:

Wehbi was educated in Marash, then went to Istanbul, where his
writing of kasidas and chronograms gained him influential patrons,
securing him the rank of miiderris, then that of ads, in which he was to
to serve for seventeen years or more in number of locations in
Balkans, in Rhodes and al-Manisa, and with the Imperial Army in the
Edirne, Sofya, and Nish areas. He also served for seven years in the
Ottoman scribal institution, rising to the rank of £4"adje. [870]

Though in his “Stihan Kasidesi” he was dealing with the “poets of this age who speak
nonsense” he was also accused by Sehabeddin Stleyman for being one of those poets:
“Stthan Kasidesi” enafis-i asarindan telakki edildigi halde bile yine
icinde zevk-i selimi, hiss-i sa’iriyyeti rencide edecek bir¢ok soguk,
bir¢ok adi sozlere tesadiif olunuyor... Kendisi bu goriniiste ma’zardur.

Gunkti mevhibe-yi tabi’at olan hissiyat-1 sa’iraneden hassasina pek az
bir sey isabet etmistir.[248]

As of his Sevk-engiz which was written in the form of miindzard, meaning debate or
contention, we can say that he made two persons to discuss on sexual tendencies. The
persons, namely Suyolcu-zade [su#yolu refers to female genital organ| and Kazikei
Yegeni [kazik refers to male genital organ], are introduced at the beginning of the
poem::

nakl eder bir sithan-ara-y1 cihan

pir-i stzide dil-i taze beyan

der ki var idi iki ehli fucar

sehr-1 istanbul icinde meshtr

birisi stirmeli zen-pare idi

biri gok gozli gulam-pare idi

ikisi biri birinden riisva

iki seytan idiler recme seza

her biri mahir idi karinda
san‘at-1 mufsidin asarinda
kullanip karlarin giindelige
isemezdi ikisi bir delige
tki musrac idi ghya gidiler
matla‘-1 si‘r hevayl idiler

gecmedi yerlere ol iki gidi
sanki bir cifte catal kazik idi [112]
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After discussion for almost 800 lines whether inclination to women or men is the true
way of love, the story ends with the allegation that the only true love is the love for

god.
2.3. Surard: Life and Works

Siirtirl was cited or noted in most of the histories or dictionaries. Bagdatli Ismail Paga
introduces Surari in his Hediyyetii’l ‘Arifin, Esmaii’l Miiellifin ve Asarii’l Musannifin as

follows:
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As this short description indicates Surtri was known with his chronograms and heges.
A chronogram is a line or inscription in which letters stand for numerals and
represent a particular date when calculated. And heze/ is the grotesque counterpart of
lyric poem gagel. Strari is certainly most talented poet in writing both chronograms
and hezels. In other words Surrl was not writing within the rules described by the
tradition in accordance with the so-called literary canon. That’s why he was not
accepted a true poet. Ebuzziya Tevfik wrote in the book on Sirari following
paragraphs alleging that he had no talent to write down poems:

Eger siir dedigimiz lisan-1 hayal bizim kitaplarda ta’rif olundugu tzere

“mevzan ve mukaffa kelam”dan ‘ibaret ise Strari’ye sa’ir itlaki dogru

olabilir. Cinki cidd G hezlden ‘ibaret olan manzimati kaimuasun nisf
cildini ist’ab edecek mertebededir.

Hasili Surarl servet-i sd’iriyyetten mahram ve fakat kuvvet-i tahsil
sayesinde kudret-i insadda riisGh peyda etmis bir nazimdan bagka bir
sey degildir.

Hatta merhimun muverrihlige hevesle o yolda kendinden evvel
gelenlerin kaffesine isbat-1 riichan ve kendinden sonra gelenlere gibta-
resan olacak derecelerde ithraz-1 muvaffakiyyet edisi dahi o kudretten
mahrimiyyetini idrak etmekligi neticesidir denilebilir. (2-3)

In his history of literature Sehabeddin Siileyman agrees with Ebuzziya Tevfik in that
Surari had a special importance in course of Ottoman literature by writing

chronograms and hegels, but not true poems:

24



Tarih yazmak ve sOylemekteki meharet-i hustsiyyesiyle hezl ve mizah
hususundaki iktidarina binaen Sirari tarih-i edebiyat-1 osmaniyyede bir
mevki’-i mimtaza malik olmaktadir.

Yoksa tabi’at-i si’riyye, zevk-i selim, htsn-i san’at i’tibariyle hicbir
mevki’, hi¢bir sahsiyet-i hustsiyyeye mazhar olamazdu.

Bursali Mehmed Tahir follows them by citing Muallim Naci:
SurGri’nin Hegelzyyaf1 cekilir belalardan degildir. Kendisi bu vechle ne
kadar sayan-1 muaheze gorulse bir sey’ dinlemez. Bunlarin ba’ziar bir
mecburiyet tUzerine sOylenilmis olabilirse de guya sirf eglence olarak
yazilmuslart dahi vardir. Halbuki kendisinin ‘aleyhinde hicviyyeler nesr

etmis olan eshasa ‘Alicenabane bir strette mukabele etmek elbette
buyuklige daha muvafik diserdi.

Mecburiyetsiz hezeliyyat yazmak icin higbir sebep bulunamaz. Erbab-1
kalemin da’ima ahlak-1 umuamiyyeyi 1slah ve a’laya c¢alismalart en
muhim vaza’if-1 medeniyyedendir. (238)

Strard started writing poems in Adana with the pen-name Huzni. His real name is
Osman and the turning point of his life is being brought to Istanbul by future
Seyhir’l-Islam Tevfik Efendi in 1193 / 1179-80. He also changed his pen-name from
Hiizni to Sturari upon demand of Tevfik Efendi. He was also known as “Strari-i
Miverrih™ [Surari the chronogram writer] in order not to be confused with another
poet using the same pen-name [Ibrahim Necmi, 251]. After coming to Istanbul he
became a kad; and worked in several towns. He also worked with Siinbil-zade Vehbi
while he was in Eski Zagra. They became life-long friends and Siirari was buried next

to the Vehbi.

Strari did not write chronograms for the events of his time, but also of the past.
After all he compiled his chronograms in a book. Ahmed Cevdet Pasa dectibes the
compilation of Siirari in the chapter on chronograms of his book Beligat-s Osmainiyye as
follows:
Surarl Efendi gerek kendisinin ve gerek eslaf ve mu’asirt olan su’aranin
tarihlerinden makbudl ve mistahsen olanlari cem’ ile bir mecm®@’aya
kaydedip vefatinda ‘Izzet Molla dahi ‘asrinda séylenen tarihlerin
mintahablarini buna ‘ilave etmistir. ba’de vaki’a-nivis Es’ad Efendi

dahi intihab eyledigi tarihleri ona katmistir. Hakka ki eslaf-1 su’aranin
en giizide tarihlerini cami’ bir eser-i bi-nazirdir.

Surari ol mecm®@ayr asd tevarih-i muntahabe-i tirkiyye icin tertib
eylemis ise de ba’z1 tevarih-i farisiyye ve ‘arabiyyeyi dahi kaydeylemistir.
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The real proficiency of Surari in writing chronograms can be seen in the following
quotation from Stileyman Sehabeddin. Siirari wrote a chronogram before a marine
battle on the victory of Ottoman navy. When he was asked what if Ottoman navy
could not reach victory, he replied that the chronogram includes both possibilities.
And though metre becomes problematic if you change the place of only one syllable
the date remains, but the meaning changes into to the opposite:

Tarih soylerken pek az dustnir, pez az durur, sanki bil-irtical

sOylermis. “1204” tarihinde Rusya seferine mamur olan Donanma-y1

‘Osmani ile Kapudan Pasa’nin Bahr-1 Siyah’a ‘azimetinde su tarihi
sOylemistir.

Sekl-i gerdan gelir fikre yazarken tarih
Surdi yelken kirek a’da’yt Kapadan Pasa

Bu tarihin soylendigi mecliste bulunan zevat “Ya kaziyye bir ‘aks
olursa ne diyeceksin?” dedikleri zaman “Ne diyecegim! Benim tarithim
zaten muzafferiyyet ve maglibiyyete cami’dir.” cevabini vermis, ezhar-1
hayretle ne demek istedigini sordukler: zaman

Surdi yelken kirek a’da’ Kapudan Pasayt
stretine tahvil ile okumustur. (255)
Since his hegels would be discussed on the fourth chapter of this thesis I am not going
to give examples of those poems here in this chapter. But one single example may
show his talent in combining both chronograms and Jezels -1 use the term here for
both butlesque lyrics and also comic satires. He wrote several chronograms for
Stnbiil-zade Vehbi and one of them is on the death of Vehbi’s wife. Sirari wrote in

this chronogram how Vehbi killed his wife during sexual intercourse:

Kulagin daglasin ol essegin bu tarih
Koca Vehbi-i har 6ldtrdu yarakla disisin [1205] (Hez/yyat, 78)

We have to be careful here in calling Stirari chronogram writer and also a humorist

for his hezels. And Gibb also falls in to this error by calling him humorist:

Surtri is famous not only as a chronogrammatist, but as a humorist.
Had he never written a single chronogram, he would yet have made

his mark in Ottoman literature by his comic poems.

But his poems called humorous by Gibb can be divided into three separate parts and

Von Hammer was aware of this distinction and determined following three kinds of
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poems in his well-known work Geschichte der Osmanischen Dichtkunst bis auf Unsere Zeit as
follows:
Seine Gedichte sind in drei Theile getheilt: Mushikat, D.i. die zum
Lachen, Heseliat, die Scherzhaften, und Hedschwiat, die satirischen;

die ersten sind poffenreilerisch, die zweiten zottenhaft und die dritten
reine Schmachungen. [489]

The subject of this thesis would be the second type of poems in the forth chapter.

And I prefer to use the word scherghaft as facetious or facetiae.
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CHAPTER III

THE DEAD END: CHANGE IN THE SUBJECT

As a coincidence two separate and important figures for literary criticism appeared in
1960s in Western languages. Though Mikhail Bakhtin submitted his revolutionary
dissertation on the French renaissance poet Francois Rabelais under the title Rabe/ais
and Folk Culture of the Middle Ages and Renaissance right after the World War 11, it was
not published until 1965. The book was published under the title Rabelais and His
World. Almost in the same year Julia Kristeva introduced a new concept to the
language, vocabulary of literary criticism: intertextuality. The first masterpiece
changed the evaluation of literary work and the second changed the interpretation of

the way the literary work related to other texts.
3.1. Intertextuality

Before discussing the Bakhtinian notions of carnivalesque and grotesque and going in
details what burlesque is, how it is created, and how the stylistic versions of the

burlesque are implemented we have note the use of intertextuality by Julia Kristeva.

Kristeva used the term intertextuality to analyse and disclose the possible meanings in
every single text and the layers of a text in connection with previous texts. The
meaning is not created only by the writer and understood by the reader as it is, on the
other hand the writer’s intention is transferred to the readers by means of signs
shared by the writer and reader by means of other texts. Although Kiristeva

introduced the term in to the vocabulary of literary criticism in 60s some 20 years
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later she needed to make the definition of the notion in order to be understood

clearly:

To these we must add a third “process” -the passage from one sign system
to another. To be sure, this process comes about through a combination
of displacement and condensation, but this does not account for its
total operation. It also involves an altering of the thetic position -the
destruction of the old position and the formation of a new one. The
new signifying system may be produced with the same signifying
material; in language, for example, the passage may be made from
narrative to text. Or it may be borrowed from different signifying
materials: the transposition from a carnival scene to the written text,
for instance. In this connection we examined the formation of a
specific signifying system -the novel- as the result of a redistribution of
several different sign systems: carnival, courtly poetry, scholastic
discourse. [59]

The term znter-textuality denotes this transposition of one (or several)
sign system(s) into another, but since this term has often been
understood in the banal sense of “study of sources,” we prefer the
term fransposition because it specifies that the passage from one
signifying system to another demands a new articulation of the thetic -
of enunciative and denotative positionality. If one grants that every
signifying practice is a field of transpositions of various signifying
systems (an inter-textuality), one then understands that its “place” of
enunciation and its denoted “object” are never single, complete, and
identical to themselves, but always plural, shattered, capable of being
tabulated. In this way polysemy can also be seen as the result of a
semiotic polyvalence -an adherence to different sign systems. [59-60]

We shall call #ransposition the signifying process’ ability to pass from
one sign system to another, to exchange and permutate them; and
representability the specific articulation of the semiotic and the thetic for
a sign system. Transposition plays an essential role here inasmuch as it
implies the abandonment of a former sign system, the passage to a
second via an instinctual intermediary common to the two system, and
the articulation of the new system with its representability. [60]

As Kiristeva clearly explains intertextuality does not only imply a relation between a

present text and older texts, but also includes a change in the reference or sign system

of the older texts in the new one. This characteristic of the intertextuality creates the

originality of the new literary work and connects this literary piece to other texts. This

effect also has the following aspect as Victoria Holbrook stresses:

Intertextuality is multi-level concept that will serve here to shift
attention away from the beleaguered influence of nationalized
“sources” onto varied contexts of imaginative and intellectual play...

29



Every passage between systems -language, culture, literary form-
involves a reorganisation of subjectivity and signification. It requires
the destruction of one set of paradigmatic subject-object relations and
creation of another, and understanding the world changes in the
transaction. [32]

There are certainly several ways of constituting intertextual relations or transposition.
The main means of this relation are citation, reference, concealed quotation,
plagiarism, allusion, pastiche, parody, burlesque, and travesty. If we try to define
above-mentioned styles we can make following assertions. Reference or citation is
the most common mean of intertextuality. A piece of a text is taken into another text
by citing the original text or by referring the author of the original text. But on the
other hand concealed quotation or plagiarism is quoting a text without mentioning
the original source and even in some case alleging that the “quoted” part was
originally written by the quoting writer. Another mean of creating intertextuality is
allusion. Allusion is neither citation nor plagiarism. In this case the writer tries to
create the same discourse as in the text referred. This also includes reference to an
older text without mentioning it. The remaining three, namely parody, burlesque and
pastiche, are closely related and the distinction can be put as follows: Parody is
creating a new piece of literature relying on an epic narrative or a tragedy by applying
the stylistic elements of the original source into an ordinary story. This means that
only a specific piece of literature, a certain story, a poem or a writer, artists, poet can
be parodied. On the other hand burlesque or travesty is changing subject or content
of a story by means of grotesque or daily language to ridicule the style or the genre,
and at the end making fun of the original literary work or style or genre. And lastly
pastiche is attacks the style of the original source as in a piece burlesque literature. But
this time the writer does not ridicule the style and create a new text, imitate the

original. [Aktulum, 133]
3.2. Grotesque and Carnivalesque

In his famous masterpiece Bakhtin focuses on the Rabelais’ work. As Stuart Elden
points out “there are a number of ways we could read Rabelais — as anticlerical
atheist, a defender of royal privilege, a precursor of rationalism; or as a religious
disciple of Erasmus, a humanist, a defender of a particular view of religion against the

domination of Rome” [97]. But what makes Rabelais’ work special or important for
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him? Besides many other answers to this question we can quote the answer of Henri
Lefebvre for the aims of this thesis. For Lefebvre one of the most important

characteristics of the work is its being burlesque:

Between these two great forms of literature, the work of Rabelais
represents a transition. Still an epic, it is an butlesque odyssey. Already
a novel, it is the novel of the first modern individual: Panurge. [31-32]

And this burlesque effect was constituted by the use of grotesque and carnivalesque.

The literary theorist and philosopher Mikhail Bakhtin tries to construct a contrast
between the great carnivals of medieval Europe by means of the grotesque language
representing those carnivals and the political, economic, social, literary, ideological
power of the church and also the state representing the values of the church. The
authority of the church and its rules are lifted during the carnivals and Rabelais’ work

is representing the formation of this development within the frame of literature.

Bakhtin’s innovation was to stress the primacy of language in the
formation of men’s thoughts. Well before Lacan, he argued that man
thinks, can think, only in and through language. The power
establishment is therefore able to impose its “official culture” on men
by creating a language that reflects and embodies the principles of this
culture. As long as men have only this language in which to think, they
cannot even conceive of society in a different form. Man is trapped
inside the language of his thoughts and cannot observe the ideology of
which it is a product and a reflection other than in terms of the forms
and values that this ideology has included in its language. Much less, of
course, can this “monolingual” man conceive of another ideology than
that of the establishment, since he has available to his thinking only
the ideological forms that the establishment has embodied in its
culture and language.

Herein lay the interest of popular culture for Rabelais, according to
Bakhtin. Since popular culture was indeed completely district from
official culture, it was totally free from the conceptual forms of the
latter. By using the images and language of the marketplace, Rabelais
was able to throw off the intellectual shackles worn by those who had
only the language of official culture at their disposal. He and his
readers became able to think in a language other than that created by
official culture, and so to see this official culture from the outside,
objectively, as it really was. [Berrong, 12]

Rabelais’ work represents the changes in the values of the Medivial Europe during
carnival and Bakhtin is our guide to follow these changes. Under these complicated

conditions the essence of the literature is also subject to change. While the old genres
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are substituted by new ones the grotesque and carnivalesque language has a

revolutionary impact on the process by making people laugh. The ossified structure

of the Medieval narratives are changed by means of laughter:
The Renaissance conception of laughter can be roughly described as
follows: Laughter has a deep philosophical meaning, it is one of the
essential forms of the truth concerning the world as a whole,
concerning history and man; it is a peculiar point of view relative to
the world; the world is seen anew, no less (and perhaps more)
profoundly than when seen from the serious standpoint. Therefore,
laughter is just as admissible in great literature, posing universal

problems, as seriousness. Certain essential aspects of the world are
accessible only to laughter” [Bakhtin, 66]

Bakhtin’s notion of carnivalesque and the laughter are closely connected with the
conception of grotesque. According to Bakhtin, in creating the carnivalesque language
and also the laughter effect the grotesque has an important role. The term is used
mainly to refer to human attitudes like sexual intercourse, eating, shitting. This
grotesque language of the carnival allows the transition from the rigid narratives of
the Medieval Europe to the Rabelais’ masterpiece. The comic or humorous effect of

the work, bad language used are the greatest example of carnivalesque literature for

Bakhtin.

The essence of the grotesque is precisely to present a contradictory
and double-faced fullness of life. Negation and destruction (death of
the old) are included as an essential phase, inseparable from
affirmation, from the birth of something new and better. The very
material bodily lower stratum of the grotesque image (food, wine, the
genital force, the organs of the body) bears a deeply positive character.
This principle is victorious, for the final result is always abundance,
increase. [62]

Although, for Bakhtin, there had been always a chorus of people laughing through
the course of life, there had not been always a Rabelais for every single period of time.
Despite having been the chief of the chorus for the medieval ages Rabelais can be
regarded one of the important characters of the history literature who put light onto
the grotesque and carnivalesque language of the public. [Bakhtin, 509] But there are
certainly other figures who were also special characters for the history of literature on
special break or turn points by creating the butlesque through the language of

grotesque and carnivalesque in deconstructing the relations of power and authority.
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3.3. Burlesque

In literary criticism, the term burlesque is used as a term in genre criticism. A piece of
literary work can be described as a butlesque work in case humour is derived from a
piece of high literature by constituting a contrast between genre, style, and subject. In
most dictionaries of literature of studies on butlesque, the term is defined almost in
the same way: “In literature, comic imitation of a serious literary or artistic form that
relies on an extravagant incongruity between a subject and its treatment. Burlesque is
closely related to parody, although burlesque is generally broader and coarser.” As the
definition itself discloses burlesque is closely related to parody. The distinction

between to stylistic manners can be put into words in a historical frame as follows:

The modern reduction of parody to a type of burlesque is descriptions
of it in the eighteenth century and after has already been seen to have
limited the meaning of the more ancient definitions and uses of
parody. Not only is the term burlesque of more recent origin than of
the Greek words for parody, but it is usually described as being
derived from the Italian bwurla, meaning a joke of trick, rather than
from equivalents for the words from which the term parody is
derived, and is for this reason, and the meanings given to it by its early
users, less able to describe the way in which the parody (or ‘para-ode’)
imitates and than comically transforms other works in ambigious and
often complex meta-fictional ways. [On the other hand] some
burlesque does not even require a specific literary model, and the word
has been used to describe a variety of types of comic and even non-
comic entertainments. [Rose, 54|

While mentioning “some burlesque does not even require a specific literary model”
Rose is probably trying to stress that only a literary genre can be burlesqued, but not a
specific literary text. In other words a certain piece of literature can be parodied and
in this sense burlesque had a broader meaning than parody. So, a burlesque text does
not need a source text to be referred. While creating a parody the writer directly or
indirectly has to refer to a previous text, but a burlesque text only refers to a tradition.
...every parody refers at every point to historical knowledge that that is
in a sense “outside itself” -that is , previous literary works- and thus to
more or less probable genres... In parody ... we discover a curiously
doubled external reference... in reading parody, we make use of
external reference to other authors in order to understand how the
parody attacks those same authors: the thing referred to, externally, to

assist in comprehension, is the same thing referred to, externally, as
the object of ridicule. [Booth, 123]
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What constitutes a burlesque piece literature is not this net of references, but on the
other hand creating a burlesque text lies on the elements of genre or characteristics of
genre. In fact only a serious kind of genre is burlesqued by means of daily, grotesque
language and the subject of the artistic work becomes coarser and mostly has
references to sexuality. Creating the new literary work by means of this literary
attitude also means that the subject of this new piece of literature targets a certain
literature and a certain type / genre of literature, but not a specific text of a special
artist. The very first difference between parody and burlesque lies here. The literary
procedures can be defined by referring to genres and forms. We can pick an example
from the field of Ottoman court literature and focus on the difference between bezge/
and zehzil. Hezel is formally just like the lyric form gagel. The detail on hege/ would be
discussed in the next chapter of the thesis. Though, on the other hand, #hz// is also
derived from heze/ linguistically, zeh3i/ has a very different meaning than heze/. When
we talk about the #/z// of a poem we mean that the poem is parodied. In other words
hezel can be translated as burlesque while 727/ means parody. We refer to a zehgil by
Cem Dilgin. The tehzil is the parody of one of the most well-known stories of
Eastern literatures: Leyla and Mecnuan. The title of Cem Dilgin’s tehzil is as follows:
“mecnin-name (tehzil-i leyla vi mecnin)”. In fact the introductory part of the

poem also supports this allegation:

mecnin-name
(tehzil-i leyld vii mecnin)

ey nes‘et-i ‘aski si‘re te’sir kilan
vezn ile bina-yt nazmi ta‘mir kilan
evzan u kavafiyi girih-gir kilan
zihn-1 sutara beynine zencir kilan

kilsam taleb-i hicv ile Tham u mecaz
tehzil bahanesiyle ‘arz itsem raz
elfaz-1 kadimeyle gtini itsem saz
emsal-i zamaneyle dini kilsam baz
lutf ile seb-i fikrimi c¢un raz eyle
tehzilumi telmih ile dil-daz eyle
nazmumi fuzall kimi efriz eyle
hezlimi strarl kimi can-stz eyle [230]

When we read the whole story of Cem Dilgin we can easilynotice that the work is

certainly the parody of the love story Leyla and Mecnun. Dilgin tranfers the story into
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modern times and rewrites the story in a humorous manner with the language of daily

life. But the language in the parody is not grotesque.

The second element what constitutes the difference between parody and burlesque
lies in the language used. While in both styles the language of daily life is used, the
language in burlesque texts is also grotesque or coarse. We can refer here again to
Bakhtin. Though writers of burlesque texts are aiming to some extent to create a
humorous effect they also have some kind of problem with tradition and somehow
they have some kind of struggle against the tradition. The authority of the traditional
literature is destroyed and sometimes deconstructed in the burlesque texts by means
of a coarse language or if we put it with the words of Bakhtin with the grotesque and
carnivalesque language. By doing this besides creating a humorous effect another and
more importantly an important effect is created. This new effect brings the possibility
of breaking the construction of the traditional. After a general burlesque attitude
towards the literature the traditional cannot be evaluated or regarded same as in the

past.

In this context, if we stress once again, burlesque is a much freer style than the parody
on the grounds that a burlesque work is not limited to a special piece of literature or
story. Burlesque texts do not focus on a certain artist or poet, but on the contrary on
a genre or a style to create a special effect of literature on a different level of artistic
attempt. Within the context of Ottoman court literature this shift in the level of the
literature also brings a shift in the code of references constituted by the tradition. In
fact what makes the effect is the language used in the butlesque texts. The language in
burlesque pieces is certainly grotesque and being grotesque makes the artistic work
shaking and forces the reader to think again on the presuppositions of the traditional
literature. How butlesque texts are created and why this period of time is rich of
burlesque texts would be discussed in the next chapter. But we can quote a short
hezel by Strari to make the point a little bit clearer. A certain poem of poet was not
targeted in this poem and the language is simple, daily and also grotesque. What is
interesting is the rhyme of the poem. The rhyme of this Jeze/ is one of the most
common words of Ottoman court poetry: “bulbil”, that is nightingail representing

the lover in Ottoman poetry.
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yapsin ko bizim evde yuva bokluca bulbil
bulbtl deresin andirir a bokluca bilbul

bakluk sepedinden kafesim var tutabilsem
bok kargast kodum afa ya bokluca bilbil

taklid-i kibar ile sitanbulda besler
karizcilik eden fukara bokluca bulbul

br bok sinegi nagme ile ¢ikd:r heladan
kim uyduramaz ana sada bokluca bilbiil

seyrine zemane ¢ocugu got verir elbet
gosterse gulam-pare ana bokluca bulbil

basurlu buzik c¢ir c¢ir edince osururken
gtuya kim olur nagme-sera bokluca biilbiil

stedt stvad: hasih kokutdu yuvasin
tebdil-i makam etse reva bokluca bulbil

bir calininy altinda hevayi siciyorken
etmis bast ustuinde neva bokluca bulbul
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CHAPTER IV

INTERTEXTUALITY, BURLESQUE AND OTTOMAN POETRY

In order to constitute a burlesque literary work the composer, creator of the
burlesque one has to keep some characteristics of the imitated work and change,
deform some other characteristics. In our case what was changed is the matter,
subject of the poem. But what remains without any change is also a matter of

discussion.

The intertextual relations are constituted in several ways within the tradition of
Ottoman literature. Though butlesque a medium of this kind constitution Mine
Mengi did not referred to this type of relation in her article on intertextual relation in

Ottoman poetry:

Her metin kendi doneminin bagka metinleriyle ya da daha once
yazilmis 6teki metinlerle yer yer, bicim, icerik, tiir ve anlatim 6zellikleri
bakimindan alinti, yakinlik, benzerlik iliskisi icinde bulunur. Bununla;
edebi metinlerin strekli bir iliski icinde baska metinlerin etkileri ve
katkilartyla ortaya c¢iktigini séylemek istiyoruz. Daha agik¢ast pek cok
metin agtk ya da kapali bir bicimde baska metinlerle i¢ icedir; baska
metinlere géndermede bulunur. Cinkt her edebi metin dogal olarak
belitli bir kiltiirin icinde ortaya ctkar. Bu durum her metnin aslinda
kaltir ortakligr yoninden bir alintilar mozaigi olarak okunmasi
gerektigini; baska metinleri de igine alabilecegini ifade etmektedir. [593]

Verdigimiz fagmin ve tahmis 6rneklerinden baska; zerbi, tastir de yine
tanzir gelenegiyle baglantili olan ve bizi metinlerarast iliskilerin varhig
distincesine gotiurecek kavramlardir. Ayrica fevariit, iktibas, vb de bu
baglamda distintlmelidir. [597]

Divan siirinde s6z sanatlart olarak bilinen zelmib, benzer tesbib, kaliplasmis
istiare ve mecag da yine yukarida degindigimiz ayni kiltir icindeki ortak
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kullanimlar olarak anilan metin ortakliklar ile baglantiidir. Cinkd,
telmihte bilinen belli bir olay, durum ya da sahislara gonderme; kalip
mecaz, mursel mecaz ve istiarede ise belli durum, sahis ve varliklara
yapilan gonderme, tesbih ve istiarede ise benzer varlk, durum ve
olaylart animsatma, dolayli ya da ortilti anlatim yoluyla yine ortak
kultirin degisik metinleri arasindaki iligkiyi saglamaktadir. [598]

But burlesque as it is defined in the previous chapter of this thesis is one of the
fundamental mediums of intertextuality, especially during periods of literary crisis. I
am going to take the poems of Enderani Fazil Bey, Stnbiil-zade Vehbi and Surari in
accordance with the burlesque as defined “witty parody or travesty of piece of

literature using the same formal elements” [Pala, 3006].
4.1. Formal Element
Metre

The metre of court literature during the Ottoman era was ar#z. The metre is mainly
based on the order of short and long syllables. And different patterns of arug were

used in the poems of Enderani Fazil Bey, Stunbil-zade Vehbi and Strari.

The metre used in Cengi-nime was Fa'ilatiin/ Fe'ilatiin - Fe'ilatiin - Fe'iliin/ Fa'liin patern
of babhr-i remel. We can declare that the metre was used by Endertni Fazil Bey all most

perfectly except for few mistakes.

The same pattern of arug was used by Stunbiil-zade Vehbi in Sevk-engiz. Though we
can find more hitches in the poem of Vehbi it is certain that he was also master of the

metre.

The important point here is both poets used the most popular metre of the mesnevi

form while writing their poems in this form.

On the other hand we cannot mention a single pattern of arug for Surarl on the
grounds that he had been writing hege/ which is gagellike form and shorter than the
above-mentioned poems. So also used several pattern of arug in his poems. But we
can refer to “Appendix D” how refined he was using the metre by quoting few

couplets from two different poems.

Form
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Endertni Fazil Bey wrote his Cengi-name with quatrains and using this form is not
common. But even then the poem can to some extent be evaluated a revised version
of mesnevi. In fact the genre Cengi-name belongs to, which I am going to discuss below,

is mostly written in mesnev? form.

Sevk-engiz of Vehbi was also written in mesnevi form. The form was frequently used for
long poems, especially for love stories. All the couplets are thymed each other in this
form and in fact the meaning of the word is double referring to the rthymed couplets.
Cengi-name is 472 lines and Sevk-engiz is almost 800 lines. So the best literary form to

write both poems was mesnevi and both poets used this form.

Despite above-mentioned two long poems Siirari’s begels are shorter poems. They
were written in the form of gage/, which is most frequently used form in Ottoman
literature. Shortly described, gazess are lyric poems of the tradition. Literal meaning of

the word is “poem written to a beautiful woman”.
Rhbyme

Since the poem was composed of quatrains the rhyme order was also related to the
form. The first three lines of the quatrain have the same rhyme, but the last line has

always the same rhyme in every quatrain as in the following quatrains:

evvela cimleniny ak babasi
kohne kar-dan karaniy da‘vési
sohret-i kazibedir gavgist

beli yildiz gibi ‘asiklart var

The parts of the poem are distinguished also with the use of rthyme. In the very first

quatrain of every part the first, second and last lines are rhymed as follows:

hamda layitk o cihan daveti var
ka’inati) heman ol serveri var
eyleyen hiisni riza ‘aski kaza
nice hikmetle tecellileri var

Stinbiil-zade Vehbi wrote his poem in the form of mesnevi and the rhyme was also
used as it had to be used in a piece of mesnevi. In mesnevi form every couplet is
supposed to be rhymed within itself. We can see it on an example by quoting the last

two couplets of the poem:

belki derler ne giizel nazm-1 latif
yazmus ol pir-i cihan tab‘-1 zarif
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lafz u ma‘nast ‘aceb zevk-amiz
nami olsa yakisir sevk-engiz

({3 3]

As we see in these two couplets the thyme in the former is “if”” an is “1z” in the latter.

For the hezels of Strari the rhyme is also simple. Since hege/ is written formally just like
the Ottoman lyric form gaze/, the rhyme is used in the same way. The first couplet has
the same rhyme in itself and the same rhyme is used in the second line of every

couplet:

kir-i hardan sanirim boyda uzundur yaragim
at sikinden de kalinlikda fuzGndur yaragim

kisa kalin m1 yahtd ince uzun mu derseq
iste al bak hem uzun hem de yogundur yaragim

ciindiler binse eger oturamaz ustiinde
sah kalkar yavuz atdan da harGndur yaragim

All these uses are common and accepted by the tradition.
4.2. Vocabulary

The vocabulary used in these poems is the most complicated part of the discussion.
Though the language is much simpler than the language used in the Ottoman court
poetry we can still register lots of words, compounds or phrases used in most poems
of the Ottoman court literature. What is special to these poems is not only use of
fewer Persian or Arabic expressions but also the way how they are excluded. These
poems and poets evaluated worse followers of the so-called localisation movement.
The main characteristic of the movement is uncomplicated lines and uses of daily

language in the sense of Bakhtinian carmivalesgue.
4.3. Characteristics of Cengi-nime, Sevk-engiz and Hezels

Three poems under discussion are examples of three different genres. Cengi-name of
Endertni Fazil Bey is a sample of sehr-engiy genre. On the other hand Sevk-engiz of
Stinbiil-zade Vehbi is an example of wiinazara. Lastly hegel is the grotesque counterpart

of the Ottoman lyric poem gazel.

The very first samples of sehr-engiz genre had been started to be written in the 16"

century. There are almost 70 samples of this kind of poems and several academic
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studies were released on the samples and genre itself."” The term gehr-engiz is simply
translated into English as “city-thriller” and the subject of the genre is the beautiful
boys of a city. The important part of the samples is there are quite few direct
references to sexuality or sexual intercourse. Though there are few examples of the
genre explicitly referring to sexuality we can put them aside on the grounds that those

samples are called heze/ just like the sebr-engiz of Fehim-1 Kadim.

The formal constitution of genre is summarised by Stewart-Robinson as follows by
referring to Gibb:
...they all have three divisions: Prolog, Catalog and Epilog. The Prolog...
is in several parts. The first, in observance of traditional Islamic
practice, is an address to God... The sebeb-i te'lif (reason for the
composition) usually comes nest in the prolog... The Catalog portion
[is] in honor of the youths of the city... Every shehrengiz ends with an

Epilog, the shortest part of the three-part poem. It is used, as a rule, to
sum up the essential purpose of the poem... [205-6-7]

If we check the parts of the Cengi-nime we will find following parts:
Miinacat: 7 quatrains
Sebeb-i Nazm: 28 quatrains

Mabhiyyet-i Cenglyan: 73 quatrains
Hatime: 10 quatrains

As these parts implies the poem is formally just like a sebr-engiz. Miindcat and Sebeb-i
Nazm are the parts of Prolog, Mahiyyet-i Cengiyin is the Catalog, and Hatime refers to
Epilog. But what makes the difference: First of all the poem is composed of quatrains
which is certainly a characteristic of pieces of folk literature. Besides the language
used the way the poem is composed also forces us to make reference what Bakhtin
calls carnivalesque. But also the subject matter of the poem is the dancing boys and it
leaves no space for different interpretations than that the poems is certainly on
sexuality, which we cannot find in other samples of the genre. The poem also has

explicit references to sexuality.

Sevk-engiz of Vehbi is a sample of wiinazara genre. The literary meaning of the name of
the genre is either debate or contention. There are several samples of the genre in

Ottoman literature. The genre is based on a discussion between two persons or a

12 As I mentioned in the first chapter of this thesis, for details you can see my review atticle ““T7rk
Edebiyatinda Sebr-engizler” on the genre to be published in Tiirkiye Aragstirmalar: Litearatiir Dergisi in 2007.
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group of persons on a certain subject. Both sides put their arguments in connection
with the subject. The samples of genre are mostly allegoric poems. The style was

described as follows by Mustaf Isen:

Belli bir konuda bazt kurallar dahilinde birden fazla kisinin ya da
grubun katilimiyla yapilan, destekgileri ve karsitlart bulunan karsilikl
tartisma, fikir alisverisi. Tartismacilar kendi diisiincelerini tezler halinde
ileri strer ve bu gorislerini getirdikleri 6rnekler ve delillerle ispatlama
yoluna giderler. Eski Ttrk edebiyatinda da, alegorik mahiyette, bazilart
karistk olmak kaydiyla manzum-mensur pek cok miinazara 6rnegi
vardir. [253]

In our case two persons discuss on sexual tendencies.
nakl eder bir sthan-ara-y1 cihan
pir-i stzide dil-i taze beyan
der ki var idi iki ehl-i ficOr
sehr-i istanbul icinde meshur
birisi stirmeli zen-pare idi
biri gok gozli gulam-pare idi
ikisi biri birinden riisva
iki seytan idiler recme seza

her biri mahir idi karinda

san‘at-1 mufsidin asarinda

kullanip karlarin giindelige
isemezdi ikisi bir delige

tki musrac idi ghya gidiler

matla‘-1 si‘r hevayl idiler

gecmedi yerlere ol iki gidi

sanki bir cifte catal kazik idi [112]

And the parts’ titles are summarised as follows by Jan Schmidt:

1-8 Introduction: the two protagonists, rather interlocutors,
debauchers from Istanbul, are introduced
9-106 A characterization of the behaviour of the first

interlocutor: a lover of woman (zenpdre) with the telling
name of Suyolcizade, «the son of a man responsible for
the maintenance of water conduitsy, water conduit
alluding here to the female sexual organ

107-200 A characterization of the behaviour of the second
interlocutor: a pederast (guldmpare) with the no less telling
name of Kazike1 yegeni: «the nephew of swindlery; £agzk,
meaning literally « pole»; which alludes to the male sex
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organ — it also is a wrestling term, meaning «putting one
hand deeply into the opponent’s shorts»

201-209  Introduction to the following discussion

210-335 A monologue by Suyolcizade, singing the praises of
women and sex with women

336-449 A monologue by Kaziket yegeni, singing the praises of
boys and sex with boys

450-532  Criticism of Kazike1 yegeni by Suyolcizade, censuring boys
and sex with boys

533-623  Criticism of Suyolcizade by Kazik¢t yegeni, censuring
women and sex with women

624-777  The colloquy halts; the two protagonists turn to an old
sage (pir) and ask him his opinion on their behaviour; the
old man answers that only spiritual love provides
deliverence; the two debauchers repent; colophon by the
poet containing his pen-name, a captatio benevolentae and
explanation of the poem’s title. [17]

Though the poem was written in the form of a miinizari, the subject is completely
different than any other samples of the genre. The formal elements remain, but the
subject of the matter changes. And the poem includes really explicit uses of sexual
references and Schmidt cites following lines to found his argument that the poem is
pornographic work:

Suyolcizade fucked Vehbi’s wife

Kaziket yegeni did a good turn to his son’s ass

He wrote it down for them, composed his Sevk-engiz
He is the old pander of the world, he loves his prick so much

vehbinti) “avratint sikdi suyolcizade
oglt pustini siraya cekdi kaziker yegeni

hatt ediib anlara nazm eyledi sevk-engiz
koca deyyus-i cihandiir sever Oyle sikini

Since hegel is written in the Ottoman lyric form gage/, we have to define the form at

the beginning:

... the gaze/ has love contexts. This appears to be true within a very
broad interpretation of the term “love”. That is, under the rubric
“love” would come romantic love -man/woman and man/man- love
of the Divine, love of a ruler or patron or friend, love as the
contemplation of beauty, love as desire in general, love as intoxication
and selflessness, etc. Moreover, each aspect and type of love will bring
with it one or more standard, interrelated sub-contexts; e.g., the
garden, wine-gathering, the dervish, etc. To say that the gage/ is
“about” love is still rather misleading. Love is in the gage/ a strategy; it
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is a microcosm in which a far vaster world is reflected. Love
relationships hope, deceit, despair -in the entire range of human
emotions which may occur for any of the myriad reasons which life in
this world offers, but which the gage/ writer chooses to express
through the terminology and contexts of love. [Andrews 140-141]

Within this frame we can focus on the Jeze/ as a counterpart of the gage/. Though heze/
is mostly described in dictionaries as satire written in a grotesque manner against
persons, we do not find even a single poem written to a certain person in the Hez/zyyar
part of Stirari’s compilation.l3 In order to understand the way StirGri writes his hezels
we can refer to Rabelais. At some point Gargantua reads a rondean which is the lyric

poem of Latin, French and also English literature:

RONDEAU

Yesterday, shitting, I did know
The profit to my arse I owe
Such was the smell that from it slunk
That I was with it all bestunk
Oh, had but then someone consented
To bring meher for whom I waited,
Whilst shitting!
I would have closed her waterpipe
In my rough way and bunged it up,
While she had with her fingers guarded
My jolly arsehole all bemerded
With shitting [Rabelais 37]"*

13 Though there are several hezels in the “Gazeliyyat” part of the compilation I would rather focus on
the “Hezliyyat” part.
4 For the Turkish translation of the first book of The Histories of Gargantua and Pantagrnel see: Rabelais.
Gargantua. gev. Sabahattin Eyiiboglu, Azra Erhat, Vedat Giinyol. Istanbul : Tirkiye Is Bankast Kiiltiir
Yayinlari, 2002.
The Turkish translation is formally more like a ghazgel. Since the form is like a ghage/ and the subject is
“shiting” it turns that the poem is some kind of heze/.

RONDO

Anladim gecen giin sigarken

Kicima ne bor¢luymusum ben

Bu kez bir bagka tirliydi koku

Tim tstiim basim pis pis koktu

Ah bir alip getirseydi

O bekledigim sevgiliyi

Sicarken

Cis deligini kapardim iyice

O benim hoyrat usulimce

Parmaklariyla da sevgilim

Bok deligimi tikard: benim

Sicarken [82]
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While Gargantua reads a rondeau on “shitting”, Strari writes a hege/ on “getting sick”
by using the lyric form of poetry. Within this frame of interpretation I can allege that
any kind of Jeze/ should not be regarded as satire of a person, but instead it is the
satire of the poem or literary style or literary form within the conception of butlesque.
‘arak icmis idim lakin mey-alaud eyledim kusdum
ne halt etdim ke kendim boyle bi-hod eyledim kusdum

yuziine karst icdim sthneniny sahba-yr kan-a-kan
ki tavis kuyrugu renginde mahdiad eyledim kusdum

bakin balik etinde suhdur talyancinig oglu
icip mey “askina ekel-i palamtd eyledim kusdum

zenahdaniy tasvirigle meze rindane ey saki
munasib sib idi ben nuklum emrid eyledim kusdum

olup dil-stihte ‘askigla diigdim alem-i “aba
ki yan monla gibi namtsu na-bud eyledim kusdum

yedim semt-i halebde bir pilav ismi st’al etdim
‘arab kuskus deyince bezl-i mechud eyledim kusdum

hevayi-ves mukayyi® hab alip kiillhanct oglundan
yudunca kilyemi ahimla pir-dad eyledim kusdum
4.4. Burlesque and Travesty in Ottoman XVIIIth Century Literature

Kemal Silay stresses the widespread uses of curses, slang and vulgarity in the 18"
century while he was interpreting the case Sunbiil-zade Vehbi and his “Sithan
Kasidesi [Poem on Poetry]” in his book entitled Nedim and the Poetics of the Ottoman
Court.
Yet it is also evident that while he is criticizing the poets who
contaminated their divins with “base” values in a “base” language, he
himself is doing in his satire what he actually opposes. For example,
calling the “bad” poets of his time “sons of bitches” and non-sense-
talking impostors exhibits one of the typical characteristics of the
discourse of the eighteenth century in which numerous poets uses
curses, slang and vulgarity. Although such elements can be found

earlier, the use of these kinds of expressions was never before as wide-
spread as in eighteenth century poetry. [114]

The fact determined by Kemal Silay has a real importance for summarising the
change in the Ottoman court literature. Though there were other samples of this kind
uses in the Ottoman poetry, the attitude of using such expressions became somehow
general characteristics or at least one of the mainstream tendencies in poetry. In fact,

what should be analysed is this development and the motives of this shift. As
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Auerbach puts it when dealing with Rabelais work Gargantua “there is developed an
entirely different, entirely new, and, at the period, extremely current theme -the theme
of the discovery of a new world, with all the astonishment, the widening horizons and
change in the world picture, which follow upon such a discovery” [270]. There must
be certainly reasons of this literary turn. In order to be able to explain this change,
this turn in the Ottoman literature we can visit for a while another literature. Another
literary experience can be helpful for our understanding. Thsan Yarsatir, expert on
Persian literature, lists all the accounts of explanations of the decline in traditional
Persian literature. And he asks how the classical tradition ended with formalism and

sophistication. He ends his interpretation with a simple explanation:

This survey apparently leaves us with no explanation for the decline of
the classical tradition at the end of the Safavid period. It seems to me,
however, that in all the accounts presented so far, a simple explanation
has been left out. We have been offered every possible reason for the
weakening state of an octogenarian without mentioning his age.
Persian poetry does no more than follow a general pattern of
development common to all arts. It begins with the simplicity and
directness that characterize the eatlier stages of an art and leads to the
complexity and exaggerated formalism that plague all arts toward their
end, when creative energy is expended.

At the dawn of an art form, as in the springtime of a nascent culture,
the pulsations of an active and searching spirit give birth to new forms
and new ideas. If it is allowed to follow its own course and is nor
stifled or diverted by other currents, in time it gains the elegance and
the maturity characteristic of middle age. Elegance leads to refinement,
and this already contains the seeds of decay. Gradually sophistication
and formalism replace the expression of heartfelt sentiments. Art
becomes over-intellectualized; clever, but no longer inspired. In the
end it is halted in “perpetual turning up of new facets of a crystallized
and undevelopable thought-stock...

No art form, and indeed no culture, has continued in strength forever.
Sooner or later an inward erosion sets in, and the art or style loses its
creative capacity and its inner vitality. [Yarshater 286-287 (234)]"

At some point Ottoman literature faced the same problem. After reaching the peak it
started to decline. Ottoman literature entered a period of formalism and

sophistication, too. Kayahan Ozgiil offers to call this period “baroque” for the same

!> For the Turkish translation of the article see: Yarshater, Ehsan. “Sebk-i Hindi ya da Tarz-1 Safavi:
lerleme mi gerileme mi?” Sixde ve anlamda farkhlasma: Sebk-i Hindi. [haz. Hatice Aynur, Mijgan Cakir ve
Hanife Koncu.] ¢cev. Baris Karacasu. Istanbul: Turkuaz Yayinlari, 2006: 192-235.
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reason [387]. He also adds that one of the characteristics of this period was change in
the subject, but he relates this change to humour. Ozgiil founds his argument on the
grounds that the poets wanted to change the tradition and in order not to be criticised
they used humour. But I think this was not the fact. They certainly knew what they
were doing. They were using all the literary elements which constituted the traditional
Ottoman court poetry, except for the subject. They were purely literary and as Jan
Schmidt stressed “if the metaphors, punning, wordplay, the comic obscenities... were
eliminated or cast in the form of dry prose, not much would remain of [these]

2

work[s]” [191]. The period of decline was combined with the appearances of
burlesque pieces of literature. And those texts were the medium for the traditional

poetry to reach the end.
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CONCLUSION

In a series of articles which had been published first in Ottoman Turkish in the
journal Felsefe ve Ictimaiyyit and afterwards compiled in a book under the title Divan
Edebiyats: Kelimeler ve Remizler, Mazmunlar ve Mefhumlar Agah Sirr1 Levend lists the
sources of the Ottoman court literature. Besides other sources he also counts the
hezel-ami, satirical or humorous works under the title “Diger Hususiyetler / Other
Elements” without paying sprecial attention:

I - Tasavvuf, Din ve Felsefe: Tasavvuf - mjhtelif tarikatler - hurufilik -

bektasilik - ser’l akideler, kelam - hikmet-i kadime - Allah ve kainat.

I1 - Iman ve Itikat: Kur’an - hadis- enbiya kissalari - mucizeler.

III - Tarih ve Esatir: Tarihi sahsiyetler - efsanevi kahramanlar -
efsaneler - rivayetler.

IV - Batl ve Hakiki Bilgiler: Kimya - simya - niicum - zayirce - reml -
sihr ve tilsim - kiyafet - musiki - diger ilimler.

V - Hayat: Hayat ve edebiyat - ramazan - bayram - hamam - dugunler -
merasimler - zamaneden sikayetler.

VI - Bezm i Rezm: Bezm - isret aletleti - rezm - cenk aletleri - atlar.
VII - Hadiseler: Tarihi hadiseler - tarihler - hadiselerden ilhamlar.

VIII - Adet ve Ahlik: Sihhat - ilm ve san’at - madde ve tabiat -
inanmalar - bazi adetler.

IX - Adet ve Ahlak: Darbimeseller - tabirler.

X - San’at ve Guzellik Telakkisi: San’at ve tasannu’ - edebi san’atlar -
glizel nedir?
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XI - Diger Hususiyetler: Hecv G muizah - medh 0 fahr - tazallim - rind
4 zahid - muamma ve lagaz.

XII - Methumlar: Tabiat - kadin ve agk - Tirk ve Anadolu - vatan ve
millet - Istanbul. [9-10]

As Agah Sirri Levend points out those burlesque and humorous pieces of literature
had little importance for the historians of literature. But, on the other hand, we can
easily follow the traces of these pieces of literature through out the history of
Ottoman literature. Thinking on the value of these works may lead to new expansions
on the history of Turkish literature. If we start to list those kinds of literary works we
would certainly see that there were lots of examples of those grotesque, burlesque and
even travesty works. And we should also keep in mind that the writers of those texts
were also high-ranked persons / officials in the Ottoman Empire era. Under these
circumstances instead of alleging that these works do not have any literary value, we
should focus on the political, social, and especially literary dimensions of those pieces.
Though there are academic works based on some samples of those pieces of literature
there is no comprehensive and systematic study of them. By comprehensive and
systematic study I mean interpretation of those pieces, but not releasing the text itself.
And after all 18" century is special for the richness of butlesque literature. Even in
“true” / “genuine” literary works have references to those works. For instance,
Kegeci-zade 1zzet makes the following reference to Fazil and Vehbi in his famous
Mihnet-kesan:

budur berg-i sebz-i diyar-1 kesan

n’ola olsa makbul-i mihnet-kesan

degildir kaziker hikayatu bu
degildir su yolcu rivayatt bu

degildir zenan-namesi fazlif
degil kari zen-pare-i cahilif [458]

But, unfortunately, such burlesque pieces of literature were not recognised as a part of
literary history. In order to constitute a burlesque literary work the composer, creator
of the burlesque one has to keep some characteristics of the imitated work and
change, deform some other characteristics. In our case what was changed is the
matter, subject of the poem. But what remains without any change is also a matter of

discussion. In fact, besides having close relation to the literary canon of the Ottoman
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literature they were also closely connected to the tradition by means of formal

elements like metre, form, and rhyme; vocabulary and literary characteristics.

In this context, I would like to stress once again, a burlesque work is not limited to a
special piece of literature or story. Burlesque texts do not focus on a certain artist or
poet, but on the contrary on a genre or a style to create a special effect of literature on
a different level of artistic attempt. Within the context of Ottoman court literature
this shift in the level of the literature also brings a shift in the code of references
constituted by the tradition. The poems of Endertni Fazil Bey, Stinbtil-zade Vehbi
and Strari are proper examples for founding this argument and they represent the

change in the tradition. And certainly they appeared at the dusk of the classical!
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APPENDICES

Appendix A

cengi-name-i fazil beg
[rakkds-name-i faz1l beg]
fAcilatin/fecilitin — fe‘ilitiin — fe<ilin/fa lin

hamda laytk o cihan daveri var
ka‘inatiy heman ol serveri var
eyleyen hisni rza ‘aski kaza
nice hikmetle tecellileri var

al eteklik kusadup eflaki

kild: ¢ar-pare bu cism-i paki
basladi raksa beser idraki

sun‘-1 hakkin ne ‘aceb isleri var

eyledi cezbe-i hisni i‘ta
dimedi hi¢ ne yehtd G tersa
“dlemi kapladi lutf-1 mevla
her birininy revis-i digeri var

virdi her ademe bir baska mezak
ihtlaf tzre mizac-1 “ussak

kimi nefretde kimisi mustak
‘askla her biriniy mazhari var

dil-i ‘ugsaka idip aski bela
rub-1 hubana virip hisn 4 bahd’
buna bilmem ki ne yapsin ‘ukala
allahiy <akl alict kullart var

birisi naz ile olmus rakkas

oburt ‘askina olmus gavvas
cism-i vahidde bu sad klne havas
kudret-i hakka isaretleri var

bizi hak kurtara bu mehlekeden
pak ide sinemizi bu lekeden

garazim iste budur fezlekeden
soze agaz idersem yeri var

sebeb-i nazm-1 gengi-nime

[dastin-1 ehl-i meclis ez hakk-1 ¢engiyan

ve niydz-1 fazl

chl-i caskin yine gavgalart var
bezm-i ‘askiy yine ¢ok mahseri var
sasire zilletd ikdam olacak

aska da’ir yine da‘valari var

geldi bir meclise bir giin bir zait
anda tolmus idi esraf-1 kuzat

bir iki ehl-i stihan ehl-i nikat
fazl ile her birinif ziveri var
kimi kaz kimi monla-y1 ‘aziz
kimi dana kimisi bi-temyiz
olmus ecnas ile hasil lebriz

chl-i “irfani da var hem hart var

her biri bir kula olmus ¢engi
dir ki dinyada bulunmaz dengi
kurulup ehl-i belaniy cengi
meclis icre Ote git gel biri var

kimisi ‘arsa ctkardi aht

kimi vallahi didi billahi

kiminify yanmus idi can-gahi
dilberiny kast icin hangeri var
kimisi dir ki giizel yarimdir

nisf1 “alem dahi agyarmdir

kimi dir hisni anig yarimdir
kimdir ol husnt butun dilberi var

kimi dir isteriseq tize beden
pute-i ‘agka gimusdiir ma‘den
alagbr panbugu yorgancidan
kafirig penbe gibi elleri var

kimi dir misun elinden eyvah
ugrasin hismina hahamiyg 4h

iki kol basini kessin allah
kafirig pence-i yagma-geri var
kimi dir yasemene konma sakin
gil-i zibaya da el sunma sakin
kimi dir ermeniden doénme sakin
anlariyg yerle berdber seri var

kimi dir bir yana ko bu lafi



mi‘de tashihine darcin kafi
cesm-i afet ten-i paki safi
ol butin cazibe-i ahiri var

kimisi eyledi kesf-i raz

didi tavsana yetismez tazi
dilberiy 4h o ladf avaz

dil-i ‘ussiki yakar ahgeri var

kimi dir gamze-i ahtya sila
ben dili eylemisim rima feda
Oyle yana k’ola cismifde heba’
sanma sinemde aniy digeri var

dilbere altun top ile miidam

oyle fistik ile gelmez ahsam

kurs u ten-sth ile olmaz sana rim
nakd-i can ile aga musteri var

iki rubtiyye ile gii¢c yetmez
yeri dinyada benefse bitmez
mahitab olmasa karban gitmez
her diyarig dahi sechbenderi var

cikamaz tilki kavaga evvel
iremez hile ile yildiza el

ol fidan tzre kanarya ne giizel
her hatibify dahi bir minberi var

er olan bir ola mi kancik ile
alinir mt keei kiviretk ile
afitabr stvama balcik ile

ki anif barika-1 enveri var

virdiler velveleye dunyayi

eksidip turst gibi helvayt
gazab-altde idip gavgayi

fitneye her birini sesteri var

bu fakiri goricek ol cumhur
didiler iste bu helal umar

mursidi ehl-i cintn ehl-i sutar
zehti var hamede hem sukkeri var

didiler iste budur ‘umde-i dest
sir-i aht-figen-i badiye-gest
iste ol ma-sadak didi guzest
bul‘aceb fikret G danisveri var

birisi kildi kelama agaz

didi ey sa‘ir-i ma‘ni-perdaz

iste hengam-1 kerem vakt-1 niyaz
cimlenify boyle niyaz-averi var

dilberify gamze-i ‘ayyast icin
rub-1 zibast igin kast icin

faz1la sevdiginif bast icin

chl-i ‘askin sana bir mahzar var
bize cengileri kil rasen 4 pak
kimi bed-ra kimi sahib-ten-i pak
mi-dehed kim kimisi damen-i pak
her birinify nice haletleri var
mahv idip subhemizi saf eyle
lik zulm eyleme insaf eyle

bizi sayeste-i eltaf eyle

sende miilk-i sthani kisveri var
biliriz haline kadirsig sen

ki musavvir dahi sa‘irsig sen
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mahv 4 isbatda mahirsin sen
sende her ma‘rifetin mazhari var

ittifak tzre r1za-yt cumhar

zulf-i yare tokunursa ma‘zir
tek bize fas ola raz-1 mestQr
biliriz sende anif ezberi var

ben de endiseme itdikde sual
didi kim hak bu ki hayr-1 i*mal
subhe erbabina hall-i eskal
musgkili feth idenin kevseri var

ol zeman tabi‘-i cumhur oldum
halt idersem dahi ma‘zar oldum
hall-i eskal ile me’mur oldum

hayra hezlify dahi bir rehberi var

getiri kilk-i siyehkari didim

yazayim hep size esrart didim
sekl-i defterde bu es‘ari didim
kaleminy boyle ne bid-atlart var

der beyin-1 mihiyyet-i gengiyin
[ibtida>-1 saff41 gengiyan]

fazliy iste yine cevheri var
yine bir cana yakin sozleri var
cumle insaf ile eyler takrir
cengiyani) ne kadar dilberi var

evveld cumlenin ak babast
kohne kar-dan karani da‘vasi
sohret-i kazibedir gavgast

beli yildiz gibi ‘agiklart var

htsnti yok halkt beli mustesna
tatlt sozli dahi bir sirin eda
kafirin bahti giiside amma
ya‘ni gayetle kavi ahteri var

ne dimekdir bu ki pir olmus iken
gil-i rubsart dahi solmus iken
butin a°za’sina kil tolmus iken
yine ‘askiyla yanar cakeri var

todori elli sekiz yasinda

hem frenk zahmeti var basinda
muy zannitme heman kasinda
deli ormant kadar killart var

bir kiranta venedik el¢isidir
sanasin kuds-i serif hacisidir
ten-i murdari sarab ficisidir
kafirinp hasilt kokmus teri var

muy ile rayi olur bir kil elek
ana cinbisla ¢eker hayli emek
san debbag-haneye girmis o kopek
an1 oglancik iden berberi var

evi kar-hane-i erbab-1 nesat
cem® olur ehli zina ehl-i livat
sak sak-1 kir ile avaz-1 zurat
hanesinde sanasin dilgeri var
buyuruf) haneye da‘vetei didi
size yetmez ise ol kahbe gidi
iste evladt da var alt yedi

zen U hemsiresi var maderi var

zen U hemsiresi hazir helva



da‘vet eyler ama a°la edna
kanu guya ki cehennemdir afa
hep gulampareleriny mahseri var

buyik afet o giizel yorgaki
sime benzer o victd-1 paki

o edi o revisi calaki

sanma dinyada agin begzeri var
tavr u endamina ‘alem meftin
deli eylerdi bizi vakt-i digin
olmasa anda o endaze burun
‘astkin burnuna girse yeri var

goncedir ¢ikdr dikenden ol zat
peder G maderi ya*ni hirvat
nesl-i sutmunda bulunur soltat
bag-ban var bir iki rencberi var

gerci anton dahi nazikter idi
eli agzina uyar dilber idi

taht1 naz tzre bir iskender idi
iki bin ‘asik ile kismeri var

yuziune simdi sinekler tsmius
lacl+ sirine karinca dismis

o glzellik didigin bir kus imis
meger agn dahi bal G peri var

yasemen simdi dikenlenmisdir
nergis ¢esmi kefenlenmisdir
beli her sivede fenlenmisdir
ana hala dahi cok misteri var

sikke mahstli olan rubiye
ne cayar ile ider fahriye
vash degmez baga bir nisfiye

ne ten-i paki ne hos manzari var

hisni nakis teni na-mevzandur
kalbezenler ana hep meftandur
bozulur herkese bir altundur
zerdir amma iki bin zer-geri var

beni yagmalad: kafir panayot
komad: héne-i dilde bana yurt
o dahi tilki gibi bir deli kurt
na-seza cok revis-i bedteri var

tilki amma ki biraz na-dandir
postu elden giderir hayvandir
beli insana yakin bir candir
anda bir cazibe-i esmeri var

cengiler saht musirlt giizeli

o tenasib o kadd-i bi-bedeli
raksa girdikce ider halki deli
katt ¢ok <astk-1 hasret-geri var
hoscadir ¢ehresi hem reftart
ana ¢Ozdirme aman salvari
katt cirkin o ten-i murdar

ol yehtudiye yanasma kiri var
pust-1 musri birisi de sevki
boyle sa’ir ile her dem zevki
S5 S G Ll

bu tekellimde fesahetleri var
o dahi cins-i yehtddan donme
ten-i na-pakine hi¢ el sunma
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cifeye cunki hemasiry konma
hact mansar gibi ¢ok ebteri var

pek letafetli degil husn-i latif
o yehudiyi ne hacet ta‘rif
ne cemali ne de reftart zarif
beli avaz-1 cuntn-averi var

sOziimiiz yok o civanif sesine
bast keldir el uzatma fesine
nesine ma’il olurlar nesine
meger anif) dahi birka¢ hart var

o glmis tenli olan altun top
g6t ‘ussaka olur hazr lop
kal*asinda bulunur da’im top
ehl-i ‘ask icre dutdcilart var

hele ‘indimde benim ra‘nadir
ermeni olmasa miistesnadir

ciimlesinden dir idim a‘ladir
katt hos kit‘a-1 nazikteri var

nedir ol kit'a1 pik-1 mevzan
ermenide bu hilaf+1 kanan
nedir ol penbe gibi kubbe-i kiun

arkasinda sanasin minderi var

‘agkile itme hilal kasa nigah
bir tutulmus aya befzer ol maih
cismi ismine muhalif eyvah
dahi andan nice a‘lateri var

beli dargin gult bir ser 4 sehi
o karanfil gibi hal-i siyehi

sact stnbul dahi nergis nigehi

kokladim pergemini ‘anberi var

ne cicekdir biliriz taze fidan
cok filiz asladilar aga cihan
kuru agaca bulasdirmam kan
iste baginda kavak yelleri var

tensthur) rayihasi cana karib
bitiin ecza-y1 ten-i paki garib
nedir ol turre-i ‘anber-terkib
galiya kursu gibi begleri var

zer-nigan ismi glzel oglandir
bir iki ‘agtkt var hayvandir
‘aska bilmem ki neden sayandir
beli isminde fakat bir zeri var
o da ziba gibi bir ismi gtzel
ermenilikde ve lakin eskal
beddir a‘zast viicadu micmel
ne eda var ne dahi ziveri var

beli yildiz gibi yokdur bir mah
ah kuyruklu eger olmasa ah

bir felek mesreb 4 bi-gane nigah
katt cok cazibe-i enveri var

bir kamer cehre degildir mehtab
¢ehresi hale gibi hane harab

ant ta goge cikarsa ahbab
sanma rayunda o mahig feri var

ola meftinu kanarya caniy
o da bir bulbilidiir htbani
kaldirirmus kusunu insaniy



bize mum tutduracak peykeri var

kafes-i “aska atup bi-perva
ani dola bele erbab-1 heva
hayli 6tdirdi ant subh u mesa
nice bif kissa-1 can-perveri var

kiz mehemmed o da bir asifte
ya'ni hanlarda gezer alifte
malini ¢inkt virirmis mifte
kahbenir) hasili yuz big eri var

kafes icre turamaz bir tatl
olmus avarelerify mesratt

da’im almakda du‘a-y1 latd
didiler ‘illet-i musgkilteri var

yei dinya o da bir kulhenidir
sekl-i cinganede bir ermenidir

teni eshab-1 kubtrug tenidir
istihWVan iizre heman bir deri var

ger¢i olmus yeni dinya ismi
ant zannitme ki medh-i resmi
¢unkt dinyaya misabih cismi
cifedir cifeye befzer yeri var

sayda gelmez o remide aht
vahsidir tab‘t o ¢esm-i cadu
gerden ustinde o muskin gisa
sunbtl-i ¢in 4 hatin katmeri var

panayotury kig¢tigli masharadir
turresi hem gozu kagt karadir
rub-1 zibast giizel ferferedir
kafirig tatl caceb dilleri var

yorgi lakin kuru bir oglandir
sanki humma ile bi-dermandir
miurdedir sekl-i teni bi-candir
sinede sanki mezar mermeri var

fisugiy cismi beli fistikdir

tab1 findikgt gozt actkdir
cesm-i badami beli kancikdir
koz karar gamze-i ¢apukteri var

kit‘a-1 paki cihanda mefkad

kangi dilberde o kidmet mevcad
‘aybt ancak bu ki ez kavm-i yehad
kafiriyy ta‘b-1 habaset-geri var

sahib-i cezbe degil yorgaki
sartlikdan o ten-i na-paki
soyle zanneyleyesif tonbaki
bir sararmis ruh-1 nilaferi var

hos fidanim o ¢ubukcu glzeli
gegme ol dilberi ol ince bell
yasemen kametini soylemeli
o kiras lebler ile ziveri var

tursu hep ‘aleme olmus ser-gah
kire ileyhtina olsa na-gih

fictya donmus o cifrit-nigah
g6zii kanl sanasin peng¢ eri var

tursunug ficist olmus medhal
cksidir cehresi da’im eskal
sofra-1 vuslati helva-y1 <asel
fictya pek de sokulma art var
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pandeli ‘aski ile ben de deli
kitada cezbede yokdur bedeli

var imis c¢engileriny bir guzeli
melek hiisntig meger iskenderi var

neyleyim ol dahi bir safi eda
katre-i badeyi icmez hatta
‘astk-1 zara soylemez asla
mite‘assib revis-i bedteri var

hayf ol hisn ile ol dildare
yazik ol cezbeye ol reftare
ah ol kit*a-1 elmas-pare
na-tiraside ‘aceb cevheri var

safidir ¢unkt mezaki teskil
rakst bilmem nicin itdi tahsil
ta kenisada okusun incil
her mabhalli revis-i digeri var

¢enginif) perdesi iskeste gerek

‘ukdesi ahdi gibi siste gerek

kale-i vuslatt aleste gerek

dahi ceybinde aniy sengeri var

dahi her medhe seza istavri
dil-rubalikda musellem tavrt

var imis chl-i belaya cevri
sekl-i percemde ‘aceb ejderi var

kictik anton didigiy murdar
budur ol ermeninify ahbart
na-beca cehresi hem reftart
beli zanko¢ olacak peykeri var

o benefse ne ‘aceb zor oldu
burc-1 “astklart mosmor oldu
¢esm-i nergis gam ile kor oldu
goncenir) gibta ile kanderi var

ko¢ olup simdi kivirctk oglan
kara manda gibi olmus elan

kuzu dirmis ana ba®z-1 hayvan
ana koyun bir iki serseri var

iki boynuzlusu var ceylanin

tab1 vahsi degil ol hayvanig
gamz ider cesm-i gazali anip
halka bir nafe-i nazikteri var

otuna benzer ol eski fidan
meyve-i vash curikdir elan
diyemem aga fidan bir orman
¢inar olmus nice ‘asiklart var

afitabiyla ‘aceb kim savagir
yiiziine bakmaga gozler kamasir
zatina bir derece naz yarasir
felek-i dilde aniy haveri var

karga hey’etli kanarya sakir
ne kanarya bu ki baykus kafir
anl ugurma beray-1 hatir

beli yuzunde iki sehperi var
ruhsat1 vasla 11z virdi gazab
nedir ol zat41 halime bu lakab
kamet O tab®1 muldyimdir heb
egilir herkese bir ‘arcart var

nale-i ‘aska seza velveledir



ehl-i caska o da bir ga‘iledir
rakst bazice degil zelzeledir
‘aceb ardinda ani lengeri var

nazikane ne bu etvar-1 pesend

nedir ol kamet o hos serv-i bulend

hisniine “alem olursa dil-bend
can alir cezbe-i can-perveri var

o beyaz tenli civanim pamuk
yumusak penbe gibi bir ma‘suk
ana atdird: nice ehl-i fistk
kavs-1 hallac gibi kaslar1 var

kugiik afet beli bir afet-i can
nice afet bu ki dilstz-1 cihan
ismine cismi mutabik canan
cengiler i¢cre heman ol peri var

bir zeman iste bu cananim idi
mesned-i ‘isvede sultanim idi
malik-i taht-1 dil @ canim idi
nice bir bencileyin leskeri var

nedir ol ¢esm-i siyah kast siyah
nedir ol barika-1 ¢ehre-i mah
ermeni olmasa eyvah eyvah
hiicneti iste bu kim kaspart var

ermeni olmasa amma o fakir
beni ta hasra dek eylerdi esir
belki hep halki iderdi teshir
Oyle bir cezbe-i zur-averi var
[batime-i manzime-i fazl]
stibanimda nefs-i haydari var
tabsimui hame gibi kanberi var
zilfikirim yine bu hamemdir
hisn-1 ma‘nadan anig hayberi var
iste bu nameyi itmam itdi
ma-huve-l-vaki‘a ilam itdi
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hakk ile ctimleyi ilzam itdi
canib-i hakdan anig yaveri var

kazi oldu bu niza‘a hame
sulhe yarani yatirdt ndme
harf-i z4’id komadi i‘lame
buga kulbasilariy mahzari var

cimle yaran ne gizeldir didiler
hirz-1 can olsa mahaldir didiler
bize destlr-1 ‘ameldir didiler

sihre benzer nice macnalart var

irdi payana kalem ahengi
ber-taraf eyledi yaran cengi
oldu manzamesi bir kavl-i ¢engi
iste kirk t¢ sayilir dilberi var

raksa girdi kalem-i nikte-sinas
ana yogurtculuk itdi kirtas
seyrine ¢ikdr anif pen¢ havas
yine meclisde tatla-1 teri var

oldu me’zan kalemin surnasi
basladi raksa stihan ma‘nast
bu kagaz-hane digiin sahrasi
bir ‘aceb ‘arsa-1 pehna-veri var

sarilir hameye hep ma‘niler
sanki kaytan oyunu taklid ider
tutar riste-i nazmi o ¢eker
her birinin revis-i hosteri var

hezl ile kilk-i siyah-1 risva

alemi kirdr gecirdi hala

‘arab oyununa citkmis glya

taze mazmun gibi bir kismeri var

iste hep ¢engileri oldu mastar
ba‘d-ez-in eylemesin kimse gur(ir
dest-i ‘ussaka bu hiiccet memhur
fazliy iste kavi defteri var



Appendix B

The Kaside On Poetry

Stinbul-zade Vehbi

The Kaside On Poetry Written By Impetial Order And Decree During The Grand-Viziership Of
Halil Paga In Order To Ridicule And Admonish Those Poets Of This Age Who Speak Nonsense

1. True poetry ought be the poetry of the Great Holy Verses; the greatest of poems ought be that written on
the Page of Miracles.

2. He is a poet into whose heart, like the heart of Hassan the inspiration of Gabriel, Trusted Spirit, whispets
the poetic.

3. He is called lord of the dominion of eloquence, whose pen inscribes the signature of poetry on the royal
patent of his imagery.

4. Let his coruscating thought, like Abraham, Interlocutor of God, show the White Hand (Yed-i Beyza) of
poetry from within the garment-fold of meaning.

5. His life-enhancing breath, like that of Jesus, ought revive poetry with spirit-bestowing speech.

6. The stream of his verse should flood forth so that Hizr and Iskender might trade the flow of his poetry
for the Water of Eternal Life.

7. Through the essence of his peatlscattering speech, may the atoms of the raw matter of poetry find
loveliness of form in this world.

8. Let his nature be a shining mitror, so that from it the patrot of poetry may learn to recite the Mantik’t-
Tayr.

9. Would they call his verses a string of pearls, whose heart was not an ocean of talent, whose nature was not
the grain of sand that is the seed of peatls.

10.Unless it has been refined in the crucible of the goldsmith of thought, the silver of meaning cannot
accept the stamp of poetry.

11. None would look on its face if the radiance of colorful imagery were not rouge on the heart-stealer of
poetry’s cheek.

12. If his breast is not pure like a polished mirror, would poetry’s reflections appear in beautiful form
therein?

13. He who, with knotted heatt, is not intimate with the Divine unraveling, will never discover the fine
points of poetry.

14. If a trace of love’s flame remains in the censer of the heart, then the ambergtis of poetry will spread its
fragrance all about.

15. Unless it is pure, like ruddy wine in the bottle, then a colorful verse can never become the crystal bead of
poetty.

16. Drinkers like Cami and Nabi know this well: intoxication with poetry’s wine is a unique kind of joy.
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17. By capturing the land of meaning with the army of thought, the Dara of poetry displays his glory and
might.

18. With the quickness of his wit, he makes his tongue-sword into a shining scimitar of poetry on the
battlefield of verse.

19. Those not born to it can never consort with virgins of wit, if poetic excellence does not give power to
natural disposition.

20. The peerless pearl of poetry lies in the ocean’s nacred heart of wisdom; it is not to be found in every
breast.

21. Imagination’s eye should wander over untrodden paths as the foot of poetry ought to pass along the
untravelled road.

22. Nor with one or two words like airy nonsense can vain prattlers become the speech-adorners of poetry.

23. How can those be called by the name of “poet” who, in the dark of night, have never seen the dream of
poetry once in their lives.

24. For the poet who does not have a valid claim to poetry, this title is given on false authority.

25. Let him who would versify a gazel study its science first, if he hopes for poetry saying “I wish I had a
poem.”

26. Only when science and poetry are conjoined in sense can the ignorant versifier be one with the learned
poct.

27. First he should be skilled in signification’s art that he might know the delicate, hidden point of poetry’s
meaning.
28. Metaphor and metonymy, the real and the figurative flow endlessly through the riverbed of poetry.

29. Without knowing the most lovely form of a simile’s aspect, to what shall the heart adorning face of
poetry be compared?

30. The Hima of poetry needs the two great pinions of Arabic and Persian, that it might fly high.

31. Let it fly, like the Phoenix, with the Eagle of the heavens. Let its orbit extend to the sublime zenith of
poetry.

32. It is true, the lot of poets is not a happy one; the Pleiades of poetry ascended with inauspicious Saturn.
33. But we should not presume to complain of poetry that eloquence caused the oppression of the sphere.

34. If only fate would take mercy, desist in its torment; is there anyone left worthy of honor, wise in the
subtleties of poetry?

35. A regiment of ill-spoken poets with unfortunate pen-names have brought about the ignominy of poetry
with disgraceful verses.

36. The rhythmical measures of poems are determined on scales. These days the rhymes of poetry are
weighed out in shops.

37. So many poetic rhyme-seekers have satisfied themselves merely with love and passion in the way of Asik
Omer.

38. Today the rare, resplendent pearl of poetry’s essence, God help us, has been turned into the songs of
Gevheri

39. The beyt they build resembles Harabi’s dwelling of talent. So many builders of poetry have ruined verse
at its very foundation.

40. Most of their incoherent babbling is fervid nonsense; one wonders if the poets have caught a fever of
poetty.

41. They have become afflicted with the ailment of metrical constipation. Let the physician of poetry come
and give them laxatives.

42. Fach winnows a remel meter from a hecez, and makes the wind of his talking into a storm of poetry.

43. By the four waves their speaking’s icy wind has aroused, the heavenly bark of poetry is tossed and
founders.

44. They attempt to write satire before they even know the alphabet, as though they would be warriors on
the battlefield of poetry.

45. They know nothing of rhymed prose, rhymed verse, and metrical speech; nor do they know muhammes,
murabba, or miisenna.
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46. Some of them write mana and some of them, in the valley of the Turkmen, compose yelellas like the
Karaoglan kayabasist

47. Speaking of the tavern’s wine, the young, attractive boy, like drunken Bekti they have become ornaments
in the wine-temple of poetry.

48. Again they drift to the fervor of moth and candle, and the night-adorning taper of poetry is ignited by
zeal.

49. And in springtime, with odes of spring, of rose and nightingale, in the end, the worn-out spring is clad
from head to toe in poetry.

50. If hair is mentioned, so many of the meaning-crazed and poetry-bewildered lengthen the chain of speech
about madness.

51. As for the requirement that one tell the tale of Kays, what can I say? Has mad Mecnin become wedded
to the Leyla of poetry?

52. Even though the helva of poetry be fresh and sweet, after a while talk of Ferhad and $irin grows bitter.

53. What beauty is there in alluding so much to Yusuf that it might tear the Zileyha of poetry’s curtain of
modesty.

54. Without spending any of their lives studying grammar at the medrese, some loutish students pass as
professors of poetry.

55. Drinking soup from the master of the soup-kitchen’s bowl, they suppose themselves capable of
explicating the highest pinnacles of poetry.

56. Now and again they play on their broken pens as on a trumpet, but even if they had the wind, they’d still
play crudely on poetry’s pipe.

57. Like a child at his letters, one cannot produce a chronogram correctly; though he make a thousand
calculations, it yet escapes poetic sense.

58. By his own reckoning he makes up a spontancous riddle, and the poor wretch thinks he has produced a
poetic enigma.

59. Should they try to inscribe their writing as a scar on poetry’s adamant heart, they are using ignorance to
carve a die in marble.

60. Fine points of meaning in the art of enigma are a special thing. He will never see that rare delicacy, who
is blind to poetry.

61. The market price of chronograms has dropped to sixty paras, and poetic goods have gotten cheap in the
bazaar.

62. So many unfit, beggarly, panhandler-natured folk turn begging into capital when they try to compose
poetry.

63. No difference remains between a poet and a beggar on the street, and writing poetry has become a
product of imploring and pleading.

64. They rushed through the doors of the great saying “I have a gazel” and the exalted threshold of poetry
has become a beggar’s gate.

65. Whenever someone dies, they carve a chronogram on the gravestone; they make the corpses of poetry
into conks and tomars for the resurrection.

66. In short, they have polluted the world with chronograms; they have written corrupt, nasty, nonsensical
poems.

67. Battaliyye has become the place for such papers. In every house, there is a sack ot two of poetry.

68. When a new religious festival rolls around, they trot out an old kaside, and find a pretext, old or new, for
getting gifts for poetry.

69. They’ve turned verse into paper calendars for the fast and hand out gifts of poetry to everyone on

Ramadan.

70. In this manner they sit at the helva table, as though they brought the sweet date of poetry as a fast-
breaking morsel.

71. We are ashamed to say, “We too are poets,” so much has the elegant face of poetry been disgraced.
72. They discovered the ancients’ works as a treasure, and plundered poetry like a bunch of thieves.

73. Saying it is only translation, rewording, inadvertent co-creation; so do many robbers of poetry’s masters
try to cover up their sins.
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74. The punishment for stealing verse is to have the tongue cut off; this is the canonical decision of poetry
in the law of eloquence.

75. He is such an ass, up to his knees in the mire of stupefaction; in such a state he could never journey the
wilderness of poetry.

76. The candy-eating parrot of poetry would not take in its mouth a chewed-over expression, though it were
made of refined sugar.

77. The tall, slender body of poetry cannot be dressed in used conceits, and display its attractive airs in
second-hand clothes.

78. Some of them, like an Iranian ahond, saying bes ki, compose poetry in the Persian language.

79. Novices who don’t even recognize their errors, in setting the pillars of signification, pass for Sa’ibs and
Riiknis of poetry.

2 A

80. Saying bud for “was,” misheved for “becomes,” bashad for “let be,” amedshod for “come and go,” he
thinks his absurd poems to be Persian.

81. He supposes the broken and bandaged verse he bound together to be lovely poetic lyrics sung in
Isfahan.

82. They turned their kerre-ndy pens into the seh-nay of poetry, and started to blast the notes of asiran-1
acem.

83. Each of them passes for a knight in the jousting lists of eloquence; no matter, the swift-footed steed of
poetry is lame and lazy.

84. Those who have not gone to Iran and drunk the tea of poetry cannot make their words a freshet of
imagery with mere chatter.

85. If those innocent of poetry saw such prattlings, they would shrug it off to absolve themselves of blame.

86. What a shame that one who doesn’t yet know Turkish well should bring forth poetry in the Persian and

Arabic manner.

87. Let them just put on the Persian Cap in the manner of Iran and become the Koca Mirza of poetry in the
city of Tebriz.

88. Guy-1 Cevgan of poetry is a different game! What would it mean to perform a display of poetry like a
team from Persia?

89. The gold-woven goods of Iran are of another kind; gilded poetry like this does not appear in Ottoman
lands.

90. These poets, merely secking adventure, lust after the daughters of Persian metaphors; now, the sons of
poetry are born bastards!

91. Should they know a couple words of Chaghatay, they pass for Nevayi and think themselves heirs to the
khans of poetry on the Kipchak Steppe.

92. Some of them, who make verse into a child’s plaything, are the mid-wives of words, some the fathers of
poetry.

93. Someday this sort will yet again make appearance; vagrant gossips wandering the lanes and plains of
poetry.

94. Sabit, the learned master of poetry, once cast stones of reproach saying: “There is a poet under every
cobblestone of the street.”

95. If only he could see what has emerged from the cracks; now a pack of poetryhounds wander the
pavements.

96. Let these alphabet reciters go to the hodja and be read over. Let them go to school and learn the letters
of poetry.

97. Let those new to poetry write poems in imitation of me, for every word of mine is the great text of
poetry.

98. My talent mirrors the inspiration of God’s bounty; to me has been revealed the hidden secrets of poetry.

99. My breast is filled with the royal peatls of conceits; my tumultuous and seething heart is the source of
poetry’s ocean.

100. Baki, after hearing of my fame in the lands of the after-life, realized that no residue of poetry would be
left to him.

101. Perhaps Nefi would have understood poetry’s profit and loss, if he had come and presented his poetic
goods to me.
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102. In order to prove myself I went to $irdz and engaged in a battle of poetry with the boastful Urfi.
103. By mutual agreement, when we took it to court, Kutb-1 Sirazi, the learned, was made judge of poetry.

104. There, Hafiz and Sa’di became my competent witnesses, and it was judged in my favor, that I satisfied
the claim to poetic skill.

105. What wonder that I am famed as the divine Vehbi; the gifts of poetry to me are the gift of divinely
granted talent.

106. My inborn nature is that of an eloquent nightingale. What remedy is there that I am ever encaged in
grief?

107. Alas, I am become speechless and mute from the reproaches of enviers; let the enemies of poetry who
silenced me be struck dumb.

108. Enough is enough, whether for advice or chat or spat, all this clamor of the “hey” and “ho” of poetry.

109. With a heart-adorning, joy-bringing verse, let us now embellish the tumult of poetry in the lovet’s
mannet.

110. Now let us render a verdict and bring this lawsuit to an end; let this gazel be sure proof of acquittal in
the matter of poetry.

111. When she lowers her eyes coquettishly, even if there’s no singer of verse, still that eloquent eye makes
allusion to poetry.

112. Her mouth is like a charming vial of ruby, and when she speaks, precious pearls of poetry are scattered
everywhere.

113. As I recall the graceful gait of her tall body, however extravagantly I praise her with poetry, it is not too
much.

114. They say she promised my rivals a kiss from her lips; I asked her about it but she revealed not a word.

115. Tonight I set upon her in earnest that she should submit to my words, but all the way ‘til morning she
never gave in to words.

116. She is an artful oppressor and intelligent heretic, but never does she pay heed to words from the
feckless lover.

117. Oh Vehbi, I am dumb-struck in describing her ruby lip; I know that her tiny mouth is no place for
words.

118. Oh Grand Vizier, pardon me that I have been so bold, and have written a poem of delicate jesting.
119. God forbid! Would I dare, without your license, to compose poetry in a self-laudatory mode?
120. It was only my aim to educate the poetasters, that they might know what the high degree of poetry is.

121. Like the Karamanlu, the journeyer in the wilderness of poetry is certainly in need of guidance to the
Kaaba of verse.

122. Otherwise, it is not my aim to throw up in their faces those wretched ones’ faults, those buffoon-faces
of poetry.

123. Give gifts, Sir, without attending to good or bad; the leaven of fame is the generous giving of gifts for
poetry.

124. So the Bermeki, one of them would not attend to good or bad, even should a band of eloquence-
croders come out of the desert.

125. As he let them take a purse to revivify their hearts, the community of the pure Arabs of poetry would
say “long life to you!”

126. In your high position, may you be successful and in good health, and may those who adorn panegyrics
of poetry be masters of eloquence.

[Silay, Kemal. Nedinz and the Poetics of the Ottoman Court: Medieval Inberitance and the Need for Change.
Bloomington, Indiana: Indiana University Tutkish Studies Series, 1994: 215-223|
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Appendix C
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[kaside-i kelamiyye ki der sadaret-i halil pasa berd-y1 nush u istihza-y1 si‘irin-1 hezeyan-ghyan-i

‘ast ba emr U irade ingad kerde est]

stthan oldur ki ola ayet-i kiibra-y1 stthan
sa‘ir oldur ki anif kalbine hassan gibi

yazila safha-1 i‘cazda a‘la-yt sihan
nefha-1 rh-1 emin eyleye ilkd-y1 stihan

husrev-i mulk-i sithan aga denir kim kalemi ¢eke menstr-1 hayalitina tugra-yt sihan

eylese sa‘sa‘a-1 fikreti manend-i kelim
dem-i “isa gibi enfas-1 hayat-efzas:

hizru iskenderi sir-ab ide cly-1 nazmi
cevher-i nutk-1 giiher-bar ile ‘alemde
tabs-1 ayine-i israk ola ta kim andan
nazmina silk-i cevahir mi denir olmayanir
pute-i zergeh-i endisede kal olmiyacak
kimse bakmaz yuzine tab-1 hayal-i rengin
sine mir<at-1 micella gibi saf olmazisa
micmer-i dilde olursa eser-i ates-i ask
humm-1 endisede sahba gibi saf olmiyacak
ant cami gibi nabi gibi rindan anlar
ceys-i fikrile alup memleket-i ma“nay
rezm-gah-1 sihana tig-1 zebanin eyler
mehrem-i bikr-i meZimin olamaz na-chlan
sadef-i sine-i derya-yt ma‘arifde olur

sapa vadileri seyrin iderck ¢esm-i hayal
yohsa manend-i hevayl bir iki gifte ile
nice sa‘ir diyii ta‘bir olinur anlara kim
sa‘iriyyet aga isnad-1 mecaziye cikar

talib-1 nazm-1 gazel ‘ilme calissun evvel
‘ilm 4 si'r ikisi ma‘nada muradifler iken
evveld ‘ilm-i ma‘nanide maharet lazim
isti‘arat u kinayat u hakikatla mecaz
ahsen-i suret-i vech-i sebehi bilmeyicek
farisi ve ‘arabiden iki seh-bal ister

ide manend-i hima nesr-i felekle pervaz
suaraniy) da bell tali'i mes‘ad olmaz
sebeb-i cevr-i felek hiisn-i makal old: diyu
bir de cevr itmese farza felek insaf itse
bir alay sa‘ir-i na-muntazam-1 bed-mahlas
vezn-i es'art teraztlara vaz® itmisler

iktifa eylediler meslek-i astk “6mere
gevheri giiftesine dondd bugiinlerde meded

ceyb-i ma‘nada nimune yed-i beyza-yt stihan
ede bir nutk-1 revan-bahs ile ihya-yt sithan
eylese ab-1 hayata bedel icra-y1 sthan

hisn-i saret bula efrad-1 heyula-y1 sithan
mantikuttayr okuya tati vii bebgi-yt stihan
dili derya-y1 hiiner tab®-1 gither-za-y1 sithan
sim-i ma‘na olamaz kabil4 tamga-y1 sithan
olmasa gaze-i ruhsar-1 dil-ara-y1 sthan
husn-i suret mi bulur anda mezaya-y1 sthan
nesr eder riyihasin ‘anber-i sira-yi sithan

nazm-1 rengin olamaz ziver-i mina-y1 sihan
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baskadir nes’e-i keyfiyyet-i sahba-y1 sithan
gosterir sevket U darduni dara-yi sthan

tizi tab ile semsir-i miicalla-y1 sthan
takviyyet virmeyecek tab‘a mezaya-yt sithan
yohsa her dilde bulinmaz dir-i yekta-yr sithan
reh-i na-refteyi gest itmelidir pa-y1 sithan
herze-gyan olamaz natika-pira-yr sithan

seb-i ‘6mrimde hentz gormeye rii’ya-yt sithan
bilmeye ol ki hakikatle mu’edda-y1 sithan
leyte si‘ri diyi eylerse temenna-y1 sthan

bir midir sa‘ir-i na-dan ile dana-y1 sithan
bilmege nikte-i ser-beste-i ma‘ni-y1 sithan
da‘imi olmadadir carl-i mecra-y1 sthan

neye tesbih olinur vech-i dil-ard-y1 sithan

ta ki pervaz-1 biulend eylese anka-yt sithan
ola cevlan-gehi ta evc-i mu‘alla-yr sithan
nahs-1 ekberle tulutitdi stureyya-yt sthan
yokdur ancak ylzimiz itmege sekva-yt sithan
var mt ikrima seza nikte-sinasa-y1 sithan
nazm-1 rusvayi ile eyledi rusva-yi sthan
tartilur simdi dikkanlarda mukaffa-y1 sthan
‘ask u sevk ile nice kafiye-clya-y1 sthan
gevher-i nadire-i la‘lis-i lala-y1 sithan



hane-i tab‘-1 harabi gibidir yapdigi beyt
ekserl halt-1 kelamiyy hezeyan-1 mahmium
‘illet-i kabz-1 ‘arGziye dugar olmislar

her biri bahr-i remel baht-i hezecden savurup
¢ar-meve-i eser-i sarsar-1 guftarindan

calisur hicve dahi harf-1 heca bilmez iken

yikdi nazmi temelinden nice benna-y1 sihan
‘acaba tutdt mu sa‘irleri humma-y1 sthan
yetisip tenkiyeler itsiin ettbba-yt sihan
rih-i enfasin ider firtina-fersa-y1 sthan

gark olur sarsilarak filk-i felek-sa-y1 sithan
sanki merdane olur dahil-i heyca-yt sithanz

ne musecca® ne mukaffi ne kelim-1 mevzinne muhammes ne murabba® ne miusenna-y1 sthan

kimi mana kimi vadi-i tirkmanidir

mey-i meyhane ile mugbeceyi yad iderek

stiz-1 pervane ve sem‘a tolasurlar gahi
nev-bahar olsa bahariyye-i gl bulbil ile

zulf amilsa uzadur bahs-i cintn silsilesin
miltezem menkibe-i kays ise bilmem ne dimek
telh olur sohbet-i sirin ile ferhada dahi

karaoglankayabasisi yelella-y1 sithan

oldilar bikri gibi mey-kede-pira-y1 sithan
tutisur gayret ile sem‘-i seb-ara-y1 sithan
‘akibet kohne bahar oldi ser-a-pa-y1 sthan
nice divane-i ma‘na nice seyda-y1 sithan
izdivac itdi mi mecntn ile leyla-y1 stthan
ba‘dezin taze vii ter olsa da helva-yt sithan

htsni var mu bu kadar yGsuft telmih iderek ¢idk ola perde-i namus-1 zileyha-y1 sithan

sarfa sarf eylemeylip medreslerde “6mriin
kas‘a-1 seyh-i ‘imaretden i¢tip corbayi
otdirir gahice boru gibi catlak kalemin
tifl-1 ebeed gibi tarth-i rekikin idemez

gecintir ba‘z-1 yobaz softida monla-y1 sithan
zann ider kabil-i te’vil ola Zirva-y1 sthan
nefesi itse calardi kaba surna-yt sihan

bin hisab itse yine dahil-i ma*na-y1 sthan

uydurup kendii hisdbinca hemén ta‘miyyeye zann ider yapdi o bi-¢ire mulamma-yt sithan
sikkeyi cehl ile mermerde kazar ol rakamin itseler nakstni dag-1 dil-i hara-y1 stthan

bagkadir ‘ilm-i muammada mezaya-uyt nukat
narhi altmishga indi hele tarihlerin

nice na-ehli geda-tiynet-i sa’il-mesreb
kalmad: sa‘ir ile farki heman cerrériq

taldilar bab-1 kibara gazelim var diyerek

kim vefat itse kazup seng-i mezara tarih
hasili “alemi tarih ile telvis itdi

caygay oldi o kagidlara battaliye

gormez ol rikkat-i nadideyi ‘amé-y1 sthan
pek ucuzladi bu bazirda kala-yr stihan

ceri sermaye ider eylese imla-yr sithan
mintec-i cerr 4 su’al oldi kazaya-yr sihan
oldr sa’il kapust dergeh-i vala-yr stihan

cong U tomarin ider mahsere mevta-y1 sihan
nice murdar u miulevves hezeyan-la-y1 sthan
her konakda bulinur bir iki torba-y1 sthan

‘id-i nev gelse heman kohne kaside geturtp yeni eski bulur esbab-1 ‘ataya-y1 sthan

eyleytip si‘ri varak-pare-i imsakiyye

bu tarik ile ¢oker sofra-1 halviyyata

sa‘iriz biz de diytisdylemege ‘ar ideriz
kudemaniyy bulup 4sarini gencine misal
selh U ilmam u tevarud diyi sogra calisur
sitkat-i si*r idene kat*-1 zeban lazimdir
Oyle hardir vahal-1 hayret olan bi-ser @ pa
agzina almaz eger kand-1 mikerrer olsa
kéhne mazmun giyip ol came-i mista‘mel ile
‘acem ahundu gibi ba‘zist da bes ki iyu
vaz'-1 erkdn-1 ma‘anide hatdsin bilmez
bud u miseved G based u amedsod ile
zann ider bagladigt nazmi sikeste-beste
tutdurup ya‘ni ‘asiran-1 ‘acem perdelerin
her birisi faris-i meydan-1 belagat geciniir
kurt 1af ile s6zin cty-1 hayal eyleyemez
gbrse bu herzeleri tebri’-i zimmet ile

ne hacalet ki hentz bir eyu tirki bilmez
bir ‘acem boérki geylip bari ‘acem seklinde
gly-1 ¢evgan-1 sithan baska oyundur ne dimek
baska 6rnekde olur kale-i zer-befte-i ‘acem

ramazanda tagidur halka hedaya-y1 sithan
nukl iftira getirmis gibi hurma-y1 sthan
oldr risva bu kadar saret-i ziba-yt sihan
itdiler ctimle harami gibi yagma-y1 siihan
‘aybini setre nice duzd-i tivana-yt sthan
boyledir sers-i belagatde fetava-yi sthan
bu revisle olamaz badiye-peyma-y1 sithan
lafz-1 hayideyi tati-i seker-ha-y1 sithan
sivesin gosteremez kamet-ibala-y1 sithan
farisi lehcesi tzre ider inga-yr sithan
‘acemiler gecinir sa’ib U rikna-yi sthan
farisi oldu sanur yapdigr sagma-yt sithan
1sfahanda okinur beste-i ra‘na-yt sthan
kerre-na-y1 kalemin eyledi seh-niy-1 sithan
leng G 1ok olsa nola esb-i sebik-pa-yt sthan
icmeyenler ‘ameistana varup ay-1 sithan
yakasin silker idi ehl-i teberra-y1 sthan
tarz-1 tazi vii deride ide peyda-yt sithan
sehr-i tebrizde olsun koca mirza-y1 sithan
‘acem alayr gibi gOstere alay-1 sthan
ramda ¢tkmaz aniy gibi mutalla-y1 sithan

ma’il-i dubter-i mazmin-1 ‘acem bul-hevesansimdi mader-be-hatd togmada ebna-y1 sthan

cagatayca iki séz bilse nevayl geciniip

si‘ri bazice tiflane iden eshasiy

bir zamanda yine bu tarza zuhlr eyliyecek
kaldirim taslart altinda birer sa‘ir var

hWaceye gitsiin okutmaga bu ebced-hWanlar baslasun

nev-sithanlar bana taklid ile yazsun sithani
tabim ayine-i ilham-1 fuyGzat1 husa
dirr-i seh-var1 mezamin ile memld sinem
isidip sOhretimi milk-i bekidda baki

belki fehm eyler idi std u ziyan-1 sihan
gitdim isbat-i viictud itmegiciin siraza
bit-teradi varicak mahkemeye olmus idi

dest-i kipcakda sanur kenduyi kalgay-1 stihan
kimisi s6z ebesidir kimi baba-y1 sthan
herze-gerdan-1 ser-i kiice vii sahra-y1 sthan
diyt tas urmusidi sabit-i dana-yr sihan
mektebe varsun da elifba-yt sithan

ki benim her sihanim ntsha-y1 sihan

baga kesf oldi bu suretle hafaya-yr sithan
dil-i pir-cts u hurdsum ser-i derya-yt sithan
anglamis kalmadigin ana bekaya-yt sithan
gelse carz eylese nef'l baga kéla-yr sithan
eyledim curfi-i fehhar ile gavga-yt sithan
kutb-1 sirazi-i ‘allimemuvella-y1 sithan



sahid-i ‘adlim olup hafiz u sa‘dl anda
nola vehbi-i ilahi diyi meshtr olsam

¢are ne boyle kafes-bend-i gam oldum kaldim

hikm olundi baga chliyyet-i da*va-yr sithan
hibedir mevhibedir bana ‘ataya-yt sithan
tutallm tab‘im imis bulbil-i glya-y1 sthan

ta'n-1 hussad ile dem-beste vu lal oldum ahebkem olsun beni hamus iden a‘da-yt sihan

yetisiir nush ise de laf ise gavga ise de
simbi bir nazm-1 dil-ara-y1 nesat-aver ile
gayri faysal virelim farig olup da‘vadan
stzilip naz ile olmazsa da glya-y1 sithan
deheni hokka-i yaktt1 letafet ghya

sive-1 kamet-i balasini yad itdik¢e

buse va‘d eylemis agyara lebinden dilber

bu kadar gulgule-i hiy-1 stihan-ha-y1 sihan
‘astkane olalim velvele-ara-y1 stihan

olsun iste bu gazel hiiccet-i ibra-y1 sithan
yine ol ¢esm-i stthan-gt ider ima-yt sithan
nutka gelse sacilur liclic-i lala-yr sithan
yakisur her ne kadar eylesem 1tra-y1 sithan
aradim agzini higitmedi ifsa-y1 siihan

soze yatsun diti pek tstine disdim bu gicesubha dek olmadi bir dirli pezira-yt sihan

o cefi-pise ve babi-i sihan-fehm amma
vehbiya lal olurum vasf-1 leb-i la‘linde
asafa cafv ki ma‘zar olup itdim béyle
rubsatiy olmasa ciret mi iderdim hasa
miitesa‘irleri ancak garazim terbiyedir
karamanlu gibi elbette delile muhtic
yohsa bi-careleri yiizlerine ‘aybin urup
nik G bed bakma efendim yine in*am eyle
bermekiler dahi bakmaz idi nik 4 bedine
surresin kapdirup ihya-yt kulab itmedikce
sadr-1 rif*atde heman devlet ile sag olasin

[Sunbil-zade Vehbi. “kaside-i kelamiyye ki der sadaret-i halil pasa berd-yt nush u istihza-y1 sa‘irdn-1

eylemez “asik-1 bi-careden 15ga-y1 sithan
dehen-i tengi dgildir bilirim cay-1 sthan
vadi-i hezl-i zarifinede imla-y1 sithan

tavr-1 fahriyye ile itmege insa-yt sihan
aglasunlar ne imis rutbe-i vala-yr sihan
ka‘be-i nazma giden bédiye-peyma-yt sithan
maksadim itme degil mashara-sima-y1 sithan
maye-i sohret olur bezl-i ‘ataya-yt stihan
gelse ¢olden bir alay laklaka-fersa-y1 sithan
bi-hayatik dir idi masser-i ‘arba-y1 sihan
olsun erbab-1 sthan mahmidet-dra-y1 sithan

hezeyan-gtyan-1 ‘asr ba emr 4 irdde insad kerde est” Divan. Kahire: Bulak, t.y.: 113-118 ]

[The poem can be also found: Silay, Kemal. Nedinz and the Poetics of the Ottoman Court: Medieval Inberitance and

the Need for Change. Bloomington, Indiana: Indiana University Turkish Studies Series, 1994: 136-143.]
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Appendix D

sakalim vasfina kildim tasagimdan agaz
tasagim olmasa hala sakalim olmaz idi
sakalim boyle uzun tasagim kanblr

fitne enbani tasagim kaba ahmak sakalim
sakalim fart-1 nevaziste tasagim ohsar
karnt sis haste tasagim ana yorgan sakalim
sakallm meyli fuzindur tasagimdan turfe
sakalimla tasagim va‘d-i mulakat etmis
tasagim sakalim kilsa nola amizis

sakalim etdi tenezzil tasagim bendesine
sakalim sadre ¢ekip vardi tasagim asagi
sakalim yizde tasagim sikimin altinda
sakalim ta ki takindr tasagimla edebin
sakalimdan utanip sakladi kendin tasagim
sakalim kendtyu koyverdi tasagim ¢ekdi
tasagimla sakalim torbali goynekdendir
kirsehirli sakalim kargili tirktiir tasagim
sakalim dogmege saklar tasagim ser deste
tasagim Uzre salindikca yukardan sakalim
tasagim kus gibi sekmis sakalim calisina
sakalim ak tasagim debbeder amma ki yine
sakalim yayilir etrafa tasagim cekilir
tasagimla sakalim var suya batmaz bedenim
beykoza gitdi tasagim sariyara sakalim
sakalim clnki hakikatde tasagim gibidir
fark olunmaz tasagimla sakalim kilca veli
tasagimla sakalimdir iki sahs-1 mua-sab
yapagaci tasagim oldu kittker sakalim
sakalim dondi ketina tasagimdir farca
sakalim killi barakdir tasagimdir kirpi
sakalim ger¢i mibarek tasagim oldu habis
bak sakalim arasinda nice yatar tasagim
koc¢ yigitdir tasagim c¢ok kocamusdir sakalim
nam verdi sakalimla tasagim dinyaya
sakalimla tasagimdir tasagimla sakalim

sanma kim pust azalip simdi ¢ogaldi muglim
etdi muglimle yaris ‘azm-i sikis-hanede pust
pis-i muglimde meger pust uzanir yatar imis
daldirip kirini muglim gice pustun gotine
pust kim muglimi gordikde salardr kuyruk
tikayip kGnun osurtmaz idi muglim pustu

hezliyyat

S..Ai

tasagimdir sakalim bahsin eden tul 4 dirdz
sakalim sanki olunmus tasagimdan efraz
tasagim olsa ‘aceb mi sakalimdan haylaz
21dd iken oldu sakalim tasagimla hem-raz
tasagimla hezlle dograr sakalim tzre piyaz
sakalim Ustiine titrer tasagim eyle naz
sanki mahmad sakalim tasagim aga ayaz
tasagimla sakalim eyler o va‘di incaz
tasagim sifle-i dandur sakalim sifle-nevaz
tasagim da sakalim paymn opup kildi niyaz
tasagimdan sakalim eyledi rutbe ihraz
vechi var olsa sakalim tasagimdan mumtaz
tasagim oldu sakalimla mahésin-perdaz
tasagim tasra ctkardi sakalim verse cevaz
sakalim ben gibi losdur tasagim tir-endaz
sakalim da tasagim da degil ehl-i erbaz
tasagim da katt nobran sakalim da né-siz
tasagim yavuz efendi sakalimdan da yobaz
sanirim kim tasagim karga sakalim seh-baz
sakalim kessem eder belki tasagim pervaz
sakalim kagid ugurmakda tasagim kus-baz
esdigin gorse sakalimla tasagim poyraz
sakalimdir bara yelken tasagimdir tonbaz
tasagimdan sakalim hakkinda yapsam elgaz
tasagim sakalim gibi desem sanma mecaz
tasagim yumru bolundtu sakalim oldu dirdz
sakalimla tasagim ya'ni degildir kazzaz

ne ‘aceb olsa sakalimla tasagim enbéaz
ben tasagimla sakalim tararim giinde biraz
tasagim saydina etmekde sakalim tek G taz
sakalimla tasagimdir sanasin mis u giraz
tasagim kara doguzdur ki sakalim ana saz
gerci baksan sakalim yast tasagimdan az
sakalim belde koéroglu tasagimdir ayvaz
beni tanzir-i bahayl de kilan herze-tiraz

cogalip pust aga nisbetle azaldi muglim
‘akibet pust 6ne geedi gerti kaldi muglim
pusta g6t vermegi 6gretdi domaldt muglim
pustun ustinde biraz uykuya daldi muglim
tutdu pustun gotine kirini saldi muglim
pust kapatdt kunun agzina bunaldi muglim
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pustla muglim olayim deyt icli dish
ris-i muglim agarip bitdi sakali pustun
muglim-i miflis edip pustu hevayl gibi mest

kir-i hardan sanirim boyda uzundur yaragim
kisa kalin mu yahad ince uzun mu derseq
cindiler beinse eger oturamaz ustiinde

atesi urdu yalig yuzlilerig rGyuna kim

gote nefsim sal améan der salarim bok ¢ikarir
kiza korsam kizarir oglana korsam sararir

ey hevayl siki arik sipaniy pek kalkar

rast gelse paralar kinu kuduzdur yaragim
g6t ¢tkmalk kisini) yegdir ad: ¢tkmakdan
siki basdikca tuman atdiririm oglana
dizerim eli sekiz ibneyi bir zolotaya

bak senir ta-be-tasak ise sakaliy a baba
gotl evladimir olsa giyicikli ne ‘aceb
sigirinca gote kit kit ururum anigla

ki buyur ki kigtlur bendefiz ami siksem
darilinca biri birine katar ami goti

gbtll var ise hevayl onune dursun aniy

dirlamak da nola bi-pik olsa agzimdan gotim
carta ile yegilersem Zartami fark edemez
kahkaha-ferma olurdu her kavarem meclise
turkle sehri tekelimde secilmezdi hele

kir ile agz1 gelikli bir musahibdir nola
tikrigiin kendim verip kesb-i rutbet etsem
sa‘im iken sik yemezdim béyle méh-1 razede
simdi oglan mu‘teberdir sa‘it-i hos-lehceden

ben demem kim serdeki destar olaydim kaski
cahsurun astarina perde olur pirdheni

cismi zibasin ser-a-pa kaplayaydim oglanir
taze bekler hidmet-i 1brik-1 istinca ile
dil-beriy memsade olsun seyredeyim diinbesin
kan-1 etfale keneflerde olup silgi bezi

bir biiytik davul kadar kinun sada-yr zartasin
yok nasibim c¢inki gotden tazenin altindaki
kani-i lati kadar derdim hevayl muglimim

kirimify akmus gozti yagt ¢ikip bas dstiine
kirime karst degildir Zarta-i kan-1 gulam
sabkaves gider su kafir kirime kanug dedim
belki benzerdi benim bast kilikli kirime
kanlidir kirimle agzindan ururdum kaziga

yapsin ko bizim evde yuva bokluca bulbil
bakluk sepedinden kafesim var tutabilsem
taklid-i kibar ile sitanbtlda besler

br bok sinegi nagme ile ¢ikdi heladan
seyrine zemane ¢ocugu got verir elbet
basurlu buzik ¢ir cir edince osururken
siedt sivadt hasili kokutdu yuvasin

bir caliniy) altinda hevayl siciyorken

kizin1 pusta verip anasin aldi muglim
pustu eskitdi felek simdi kocaldi muglim
verdigi akceyi pustdan yine ¢aldi muglim

at sikinden de kalinlikda fuzandur yaragim

iste al bak hem uzun hem de yogundur yaragim
sah kalkar yavuz atdan da harGndur yaragim
kare-i kanu tutusdurmus odundur yaragim

san balat icre kerizci salamandur yaragim
renkden renge girer blkelemtndur yaragim

ben nahif oldum ise sanma zebtindur yaragim

killart firgaya donmis ne donuzdur yaragim
vay anif basina kim boyle yavuzdur yaragim
kesti-i sehvete kicda gakalozdur yaragim
gote pek cok suralir ¢unki uzundur yaragim
ben fakir ogluguzuy ti-be-omuzdur yaragim
sari olmakla tasagimdan uyuzdur yaragim
patladinda dogerim ami topuzdur yaragim
kalksa glya palamid ince cirozdur yaragim
kar1 cada ise andan cadalozdur yaragim

rast gelse paralar goti kuduzdur yaragim

fark olumazd: biraz cak olsa agzimdan gotim
her ne deqli ehl-i idrak olsa agzimdan goétim
nakil-1 ahval-i 1dhak olsa agzimdan gotim
1stilah-amuz-1 etrak olsa agzimdan goétim
hem-nefes oldukda ¢alak olsa agzimdan gotiim
muglimir) altinda nem-nak olsa agzzmdan goétim
kabil-i ta*lim-i imsak olsa agzzmdan gétim

ey hevayl kaski pak olsa agzimdan gétim

oglaniy ¢ahsuruna astar olaydim kaski

don olup melbus-1 kin-1 yar olaydim kéaski
hem livata kurki hem salvar olaydim kaski
kam-rana etdigi hidmetkar olaydim kaski
ense canibde olan divar olaydim kaski
pak-damen olmadan murdar olaydim kaski
uykudayken kuas edip bi-dar olaydim kagki
zevk eden sahs-1 ebanetkdr olaydim kagki
ben de ‘allime gibi bi-‘ar olaydim kaski

gote kayparsa yeridir yas odun kodum bas ustiine
top sadasidir sefer vardir actk bas Ustine
oglanim actt gétin olsun dedi bag ustine

bir biytk kubbe yapilsa dikili tas tstine

ey hevayi furca bulsam ferc-1 han-pas istiine

bulbtl deresin agdirir a bokluca bilbil
bok kargast kodum ana ya bokluca bulbul
karizcilik eden fukara bokluca bilbil

kim uyduramaz ana sadd bokluca bulbul
gosterse gulam-pare aga bokluca biulbil
guya kim olur nagme-serd bokluca biilbiil
tebdil-i makdm etse reva bokluca bulbul
etmis bast ustinde neva bokluca bilbil

[mudhikat-1 siiriri-i hezzal. Milli Kutiiphane, A 2513: 14b-17b]
[The hezels can be also found: Ayan, Elif. Siriri ve Hezliyyat's: Inceleme-Tenkitli Metin-Sizliik. yayimlanmamis
master tezi. Hacettepe Universitesi, Sosyla Bilimler Enstitiisti. Tiirk Dili ve Edebiyati Bélimi, Eski Tiirk

Edebiyatt Bilim Dali, 2002: 119-129]
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