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Ibn “Arabi is given as the name of the Sufi thinker, but if his name is given as
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Transliteration System

The following table represents the writing system used mainly by classical
Kurdish poets and writers, based upon Arabic-Persian alphabet. Attempts to
conduct a reform in the alphabet to suit the Kurdish sound system were started
towards the end of the 19" century and continued until the 1970s.

Consonants

Kurdish | Arabic | Persian | Transliteration

e ¢ e ¢ e ¢

SN D e [ NN PR | R T [T [T (O — | 1 | |

Lo | b b |g |G (6|6 || Pl [ere mqi @ o e Gl |

o A A o (o o O e o L e A AN R R I AT
Lo e 6| b6 |G |G| Ple Ve [ele ey [ e [ e e | I

|
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Kurdish | Arabic | Persian | Transliteration
- - g \Y
A A A Q
=< =< =< K
S — S G
J J J L
J - - L
¢ ¢ ¢ M
8] 8] U N
3 3 - W
A A A H
s s s Y
Vowels
Kurdish | Arabic | Persian | Transliteration
\ \ \ A
5 A z z A
53 5 B U
3 - - 0]
3 - : U
X - - O
< < < I
unwritten | - - 1
& - - E
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Introduction

When [ first started writing poetry, Mala-ye JazirT was not one of the Kurdish
poets I admired, tried to imitate, or wanted to write like, simply because I had
never heard of him or his poetry. I was twelve years old at the time, and it
was not until more than twelve years later that I became acquainted with
JazurT’s poems.

After settling in Sweden in the late 1970s, I began to approach classical Kurd-
ish poetry. Some of the first poets I read carefully were Nali, Mahwi and Ahmad-&
Xani. In his epic Mam @ Zin, Xani records with great admiration the names of
three Kurdish poets who preceded him, with Jazir at the head of the list. I de-
voted almost two years to studying Xani’s Mam @ Zin, and the outcome was a
study entitled “Kurdish Nationalism in Mam i1 Zin of Xan1”, which was my BA
paper in Iranian Languages at Uppsala University, submitted in 1983.

One of my next projects was to study Jaziri’s poetry. A first reading of his
Diwan made me realize that Jazir1’s poetry is not easy. This was the beginning
of my deep interest in studying and writing about his work, though I soon
found that there was not enough material about his life, his times, his poetry
and his thought. At that time, in the early 1980s, I had access to only four
editions of Jazir1’s Diwan, two of which consisted of the poems without any
commentary or analysis. The other two were annotated editions with introduc-
tions containing some superficial information about the poet’s life and times.
Moreover, there were two studies in Kurdish about different aspects of Jazii1’s
life and poetry. These were sections of books devoted to the history of Kurdish
literature, but neither of them contained reliable information on which serious
research could be based.

Attempting to study JazirT and his poetry was not easy. He is the first clas-
sical Kurdish poet, but the linguistic, aesthetic and thematic value of his poems
reaches such a level of magnificence and grandeur that one can imagine that
he relied on a great historical heritage of poetry.

Unlike most classical Kurdish poets, almost all of JazirT’s poetry deals with
a single theme, namely Sufism, Islamic mysticism. The only exceptions are
two panegyrics, which have their own history and will be discussed in the
appropriate part of this dissertation.

I postponed my work on Jazir’s poetry several times while waiting to ob-
tain more data that could dispel the uncertainty surrounding my questions
about various aspects of his poetry, life and thought. Each time I read the
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Diwan, or parts of it, my questions increased in perceptibly. In the meanwhile,
I continued to read the Diwan, seeking new facts or even hypotheses that
might give a clearer picture of Jaziri, his poetry, and his times.

Writing about Jaziri and his poetry requires knowledge in fields other than
poetry, with its basic structural elements such as rhyme and metre, and various
branches of rhetoric. The aim of this study is to present, as far as possible, a
comprehensive account of the various dimensions of Jazir’s poetry, life and
thought, with a special emphasis on his use of language, which is an important
basis of his style. In order to achieve this objective, several questions need to
be discussed and answered. These are addressed in a number of chapters that
constitute the framework of the study, as outlined in the following.

The first chapter is devoted to describing various aspects of 16"-century
Kurdish society, in order to provide a background to the environment in which
Jazir lived and worked. At the beginning of the 16" century, the Safavid Em-
pire was established as a rival power to the Ottomans. The tensions and con-
flicts between the two states culminated in the Battle of Caldiran (1514), in
which the Kurds fought on the Ottoman side and the Safavids were defeated.
The historical and political situation that dominated in Ottoman Kurdistan as
a result of the battle and the long-standing enmity between the Ottomans and
the Safavids shaped a new period in the history of the region.

An important outcome of the new situation for the Kurds was the establish-
ment of a number of semi-independent Kurdish principalities, some of which
became significant political, military and cultural entities and centres in Kur-
distan. The principality of Botan, with Jazira as its capital, was one of these
centres, and JaziiT’s poetry was a product of the flourishing cultural era in the
principality. Among other things, the chapter aims to present a comprehensive
picture of the cultural, political and religious features of the period that pro-
duced the poet JazirT and other notable scholars, Sufis and thinkers.

Although several editions of JaziT’s Diwan and studies of his life and his
poetry have been published over the past thirty years, we still find that several
important questions about the poet’s life remain unanswered. One of these
concerns the identity of the prince for whom the poet wrote his panegyrics.
This is another issue that will be discussed in the first chapter.

Chapter 2 is devoted to JazirT’s life and his Diwan. Writing about the poet’s
life forces one to survey numerous divergent sources and opinions, rejecting
some and accepting others. In both cases, it is important to present reasonable
arguments.

Reviewing JazitT’s Diwdan is not a troublesome issue, since this study does not
aim to prepare a new edition of his poetry. In the chapter, a number of manuscripts
and printed editions are presented, and a number of articles, studies and book
chapters dealing with JaziT’s life and poetry are listed and briefly reviewed.

Chapters 3 and 4 are concerned with “technical” aspects of Jazir1’s poetry.
Chapter 3 examines different forms and structures of the poems. Poetic forms,

18



rhyme words, metaphors and prosody are presented along with illustrative sta-
tistics and figures. Chapter 4 deals with JazirT’s language and the way he han-
dled Kurdish words. It is interesting to note that JazirT used verb forms and
vocabulary items that are not found in the poetry of his contemporaries or even
in that of later generations.

Jaziri is already known to have been a Sufi poet. This can be understood by
reading his poems, which are almost entirely devoted to Sufi ideas. At the
same time, it is essential to know which Sufi order (fariga) he belonged to. In
his poetry, JazirT shows aspects of his system of Sufi thought that coincide
with the principles of the Nagsbandi order. This will be examined in the con-
text of the history of the NagSbandt order, its development and its geograph-
ical expansion toward Ottoman Kurdistan.

In the context of JazirT’s Sufi and philosophical thought, it is also worth
noting that there are indications in his poetry that he had a tendency to favour
the ideas of the great Sufi and thinker Ibn ‘Arabi (1165-1240 CE) and espe-
cially his doctrine of Wahdat al-wujiid (The Unity of Being).

In studies of classical Kurdish poets, we often read that various poets were
Sufi poets and were inspired by Ibn ‘Arabi’s doctrine. Such estimations are
usually based on a few simple words or expressions describing human love
between two people, or general ideas about life, death or the universe, embel-
lished with some mystical dimensions or flavours.

However, in order to truly establish that a poet was a follower of Ibn
‘Arab1’s doctrine, it is not enough to find in his or her poems some words or
expressions that remind us of Ibn ‘Arab1’ writings. The doctrine of Wahdat
al-wujiid is a philosophical system of thought that has its own principles, lan-
guage and concepts. It can be approached in two main ways: firstly, by dis-
cussing the ideas that form the basis of the doctrine, either to support, develop
and extend it or to dispute it; and secondly, by using poetic metaphors to il-
lustrate the doctrine’s various ideas about God, being, creation, eternity, the
One and the many, and so on. This is what most of the Sufi poets, especially
those who were inclined towards Ibn ‘Arabi’s thought, including Jazir1, have
done. It is the aim of this study to outline JazirT’s Sufi ideas and their congru-
ence with the principles of the NagSbandT order on the one hand, and with the
foundations of Ibn ‘Arabi’s doctrine of Wahdat al-wujid, on the other.

At the same time it is of great importance to study the issue in its historical
context, and to view the Nag$bandi order and Ibn ‘Arab1’s philosophical ideas
as components of the religious and cultural background of Kurdish society in
the 16™ and 17" centuries.

In Chapter 5, JazirT’s Sufi ideas are discussed in detail, with particular at-
tention to the historical frameworks within which Ibn ‘Arabi’s ideas and the
Nagsbandi order spread to Kurdistan. The contact between the Naqsbandi
leaders and Ibn ‘Arabi’s doctrine is known to have begun already in the time
of Xwaja Baha’ al-Di Nagsband (d. 791/1389), the eponym of the Nagsbandi
order. Algar (1991, 2) asserts that “one of Khwaja Baha’ ad-Din’s principal
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disciples and successors, Xwaja Muhammad Parsa (d. 822/1419) (...) was an
enthusiastic and celebrated devotee of Ibn ‘Arabi.”

A central and unavoidable issue that nevertheless is missing in the available
studies of Jaziri’s poetry and in the editions of his Diwan is the application of
an aesthetic point of view to the reading and evaluation of the texts. In most
studies, the authors have contented themselves with explaining the poems in
order to help the reader to understand them. This is not satisfying for one who
is interested in probing the depths of the poems to understand the artistic and
linguistic relationships between the ideas, language, construction of metaphors,
and structure and forms of a poem — especially a gasida — as an artistic unity.

Some editors and researchers have written about JazirT’s greatness as a poet
and the loftiness and beauty of his poetry. I perceived this only as an impres-
sion given by the experience of reading, but was unable to explain how and
why this poetry was so excellent and beautiful. I was unable to accept this,
because I thought that the aesthetic content of a poem should be explained so
that even a reader who does not command the original language can under-
stand it. This should be shown by a clear analysis of the structure. I found this
sort of analysis in the writings of five scholars who have worked with classical
(and partly Sufi) Arabic and Persian poetry. These five scholars were Julie
Scott Meisami, Suzanne Pinckney Stetkevych, Stefan Sperl, Kamal Abu-Deeb
and Thomas Emil Homerin.

Jaziri left behind a legacy of poetry that encapsulates the deepest and most
subtle thoughts of Sufism within the confines of classical poetry, subject to
the hard rules of prosody, rhyme and rhetoric.

The existence of God has always been one of the most difficult and com-
plicated questions for believers, non-believers, philosophers and ordinary peo-
ple. While philosophers have tried to delve into the depths of the question and
have presented logical and rational arguments to prove or deny His existence,
most Sufis have not bothered with logic or philosophical arguments. The start-
ing point for them is what they call “daug” (taste or heart-savour) and what
their hearts tell them. Jazir1, in a poem about recognizing God, compares his
Suft experience with the rational knowledge found in books:

Ma zZi sarcasm-yi haywan, qadahak safi vexwar
Nagihi laddat u dawq-d ma bi sad jild-i kitab (ZdJ: 60).

We drank from the fountain of life, a pure goblet.
You cannot arrive at the rapture and taste (we have experienced)
Even with a hundred volumes of books.

When I was first planning to write about Jaziri’s poetry, I thought it would be
necessary to approach and study the poems from a theoretical point of view.
This was and is a tradition that many researchers and scholars follow. With
this idea in mind, I devoted a few months of my year-long stay in London in
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1991-1992 to acquiring knowledge of various literary theories. My immediate
impression was that the literary theories were mostly derived from the prevail-
ing ethical and aesthetic values in the literature produced in the West, America
and Europe. I felt that they could not be taken as reliable measures for explain-
ing or understanding texts that represent a different culture and civilization.

A text can bear an aesthetic and a communicative message. These two as-
pects of the text are in an interactive relationship with each other. Among the
literary theories, structuralism is the one that seems able, to some extent, to be
used as an artistic measure to evaluate the great, deep and wide literature pro-
duced by the Sufi poets.

Jazir1 is the product of a specific historical, political, religious and cultural
period. It is of great importance to study that period to obtain the necessary
knowledge of the environment that was his material, spiritual and artistic
background. Information about Jazir1’s life is mainly scattered among various
biographical sources. There is also philological and factual evidence in his
poetry that can help to shed light on different periods and aspects of his life.

Despite the abundance of sources, it is striking that the Kurdish people are
largely marginalized, despite their significant participation in the events. For-
tunately, we have access to two sources that offer a glimpse, albeit insuffi-
cient, into Kurdish history in Jaziri’s times. These are the Sarafinama of Bidlisi
and the Siyahatnama by Awliya Calab.

Bidlist writes in detail about almost all the principalities and rulers in the
different regions of Kurdistan up to his time. In some cases, he describes the
cultural conditions and the educational system, and mentions notable Kurdish
personalities, scholars, poets and Sufis. When visiting various regions in Kur-
distan, Calabi.pays most attention to the everyday life of the people, but he
also describes the wider economic, cultural and religious conditions.

As far as JazirT as a poet and a Sufi is concerned, I am mainly interested in
three topics: his relations with the rulers of the Kurdish principality of Botan,
the Sufi order to which he belonged, and the impact of Ibn ‘Arab1’s doctrine
of Wahdat al-wujid on his system of thought and his poetry. There are also
minor questions that should be studied, such as JazirT’s use of language and
the structural features of his poetry. The practical and spiritual principles of
the NagSbandi order are also evident in his poetry.

As for the poet’s relations with the princes of Jazira, JazirT’s panegyrics are
important documents for understanding this issue. I would like to emphasize
once again that this gasida is not a traditional and conventional panegyric gasida
of the kind that a poet was expected to compose for a king or a prince. This is
obviously due to the fact that JazirT was not a court poet. He followed the tradi-
tional pattern of a panegyric gasida only in that the gasida is a long poem using
monorhyme. Nevertheless, when it comes to the various sections of a conven-
tional gasida, or the use of hyperbolic encomium to praise the patron, the poet
is free to such an extent he can hardly be called a conventional poet.
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In addition to studying Jazirl’s poetry from a variety of perspectives, the
dissertation aims to establish a profound knowledge of the Kurdish poet with
whom the classical period of Kurdish literature, especially poetry, began. The
task is fraught with some difficulty because of its two-fold nature. On the one
hand, much of the information that is available about Jazir1’s life and career is
closer to mythology than to historical fact. This applies not only to the dates
of his birth and his death, but also to his studies and travels. It is necessary to
refute such inaccurate statements. On the other hand, the main purpose of this
study is to establish facts about different aspects of the poet’s life and times,
which is no easy task. In light of these issues, it is clear that this will not only
be a literary study, but will also provide a new reading of different periods and
characteristics of the Kurdish people and their country, Kurdistan. This study
thus deals with many aspects of the life, times, thought and poetry of JazirT.
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Chapter 1: The Political, Religious and
Cultural Background of Jaziri’s Poetry

1.1. Preliminary Remarks

The emergence of the Safavid dynasty at the beginning of the 16™ century and
its long-standing conflict and enmity with the Ottoman Empire shaped the his-
tory of the Kurds politically and culturally for the coming centuries. This was
because of the geographical location of Kurdistan between the two empires,
but also due to the fact that most of the Kurds were adherents of the Sunnite
belief and were allied with the Ottomans.

The immediate result of the military and political confrontations between
the two empires was the division of Kurdistan between them for the first time,
which was subsequently legalized by official agreements from 1555 to 1914,
the most important of which were the Treaty of Amasya in 1555 and the Treaty
of Zohab in 1639. Elucidating the results of the Treaty of Amasya, Ates (2019:
401-402) writes:

The Shi’i Safavids and Sunni Ottomans started to
negotiate terms of an uneasy coexistence, while in-
itiating a period of the territorialization of sover-
eignty that would take a long period of time to final-
ize. [...] Dividing Georgia between them, the nego-
tiations granted the Ottomans Iraq, most of Kurdi-
stan, and western Armenia, while Iran kept parts of
Kurdistan, Azerbaijan, Yerevan, and Nakhchevan.
At the time it was signed, Erzurum, Diyarbekr,
Zulkadriyye, Baghdad, and Shahrizur were also se-
curely in Ottoman hands, with the local Kurdish
principalities in Erzurum, Van, and Shahrizur prov-
inces serving as a buffer between the Iran and the
Ottomans, and preventing Safavid expansion into
Anatolia, where the masses were more sympathetic
to the Safavids.
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The division of Kurdistan between the two rival states and the establish-
ment of a number of semi-independent Kurdish emirates had a significant im-
pact on Kurdish society in general. Xaznadar (2002: 247-248), maintains that
the beginning of Kurdish national consciousness and the emergence of classi-
cal Kurdish poetry for which the principality of Jazira was one of the main
centres, were among the important results.

In order to understand various aspects of Jaziri’s poetry, it is essential to
place it in its historical context and take into account the political, cultural and
religious dimensions of his time. Questions of particular interest are the poet’s
relationship with the rulers of Jazira, the ‘Azizan dynasty, and the Sufi order
to which he probably belonged. In addition, there are issues of Kurdish culture
and language that deserve investigation. These issues are directly connected
with the history of the Botan principality, but also with the situation in Kurdi-
stan in general.

1.2. Ottomans and Safavids, and the Kurds between them

The Ottomans were originally one of many tribal and nomadic Turkmen
groups of Oghuz (or Guzz) ancestry living mainly in western and northwestern
Anatolia. The Ottoman state was presumably founded around 1299, and “was
one among several other Turkish states (...) that were established between the
former Saljiiq state and the Byzantine Empire” (Kramers, 1995: 192). Alt-
hough ‘Othman I Ghazi is regarded as the founder of the empire, it was his
grandson, Murad I, who first held the title of Sultan (ibid: 193), a title that
continued to be used until the Empire’s demise in the early 20" century.

For much of the first two centuries of the empire’s history, the main objective
of the sultans was to defeat the Byzantine Empire, conquer its territories, and
occupy the Balkan Peninsula. These goals were nearly realized by Mehemmed
II Fatih (“the Conqueror”), whose victories culminate in the capture of Constan-
tinople on 29 May 1453. Despite their nomadic and tribal origin, the Ottomans
created a centralized government, a standing army, a large and efficient burecau-
cracy and strong Sunni institutions (McDowall, 1996: 25).

Unlike the Ottomans, the Safavid dynasty did not have tribal or nomadic
roots, but originated from a mystical order centred in the town of Ardabil in
northwestern Iran, where the order’s founder, Sheikh Saft al-Din (1252-1334)
was buried (Matthee, Safavid Dynasty, Elr). They are also believed to have
been of Kurdish ancestry (ibid), although Iskandar Beg Monsi, in his Tarix-i
‘@lam ara-yi ‘Abbasi (Monsi 1377 $/1998-1999: 13), the most comprehensive
history of the Safavids up to Shah ‘Abbas I, traces their origins to the Prophet
Muhammad and his cousin ‘Ali. The order, and the dynasty, were mainly fol-
lowed and supported by various Turkmen tribal groups called the Qizilbas,
“redheads”, scattered throughout parts of Anatolia, Azerbaijan and Persia.
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It was under the influence of these tribes, that the order adopted Twelver
Si‘ism as its religious faith, under Xvaja ‘Al (d. 1427). In 1501, Isma‘il I,
then barely 15 years old, established the Safavid political rule, proclaimed
himself Shah after defeating the Sirvansahs in 1499 and the Aq-Qoyunlu in
1501, and captured Tabriz. This was the start of an empire and a dynasty that
ruled Iran from 1501 to 1722 and shaped the future Iran to this day. Under the
rule of Shah Isma ‘il I, “Iran took shape as a Si‘ite state in religion and a Per-
sian state linguistically and culturally” (Eppel, 2016: 27).

Shah Isma‘il I, who was crowned in Tabriz in 906-7/1501, consolidated
his power through two major factors: religion and the history of Persian dyn-
asties. He “encouraged his disciples to consider him a divine incarnation” (Sa-
vory and Karamustafa, Esma ‘1l I Safawi, Elr). When he came to power, Persia
had not been a separate entity for more than eight centuries. The Safavids
“rested their authority inter alia on the divine right of kings traditionally
claimed by Persian monarchs” (ibid).

From the very beginning, the Safavid Empire emerged as a serious rival to
the Ottoman state. Sultan Bayazid II (r. 1481-1512), who was old and ill, was
aware of the danger posed by the Safavids, but seemingly wanted to avoid
direct military confrontation. Prince Salim, the youngest son of Bayazid I,
favoured a more decisive attitude. Having seized the throne in 1512 with the
help of the Janissaries in 1512, he was crowned Sultan. He immediately pre-
pared a war against Shah Isma‘1l .

1.2.1. The Battle of Caldiran

After suppressing uprisings of the Qizilbas tribes in central and western Ana-
tolia and executing 40,000 of them, Sultan Salim I, moved eastwards to fight
the Safavids. In March 1514, at the head of an army of about 140,000 troops,
he launched the campaign to invade Persia and confront the Qizilbas on their
own soil. The Kurdish chieftains sided with the Ottoman Sultan. The Ottoman
army reached Caldiran, between Erzinjan and Tabriz, towards the end of Au-
gust, and the two armies stood face to face. Being equipped with firearms and
cannons, the Ottomans defeated the greatly outnumbered Qizilbas badly and
captured and plundered their capital Tabriz.

The battle of Caldiran was Shah Isma‘Tl I's greatest spiritual and military
defeat, destroying “his belief in his own invincibility and divine status. It also
fundamentally altered the relationship between the murshid-e kamil and his
murids” (McCaffrey, Calderan, Elr). Sultan Salim I and his army remained
only a short time. They then returned to the Ottoman lands to deal with the
problems of the post-war situation, the most important of which may have
been how to secure and fortify the eastern borders of the empire.
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1.2.2. Idris Bidlisi: Kurdish Statesman and Scholar

Along with Sultan Salim I, the victors in this battle were the Kurdish chief-
tains, who had now obtained a new significance as the real power in the terri-
tories between the two empires.

The man behind the idea of strengthening the existing Kurdish principali-
ties and fiefdoms and establishing new ones was the Kurdish statesman and
scholar Idrts Bidlisi, who “was given a free hand in organising the Kurdish
territories” (Ménage, Bidlisi, Idris, Elr: 1207).

Mawlana Haktm al-Din Idris Bidlist (1457—1520), scholar, historian, poet
and statesman, was originally from Bidlis, son of Husam al-Din ‘Ali Bidlis,
a distinguished scholar and Sufi who had written treatises about Sufism in
Arabic and Persian. Idris BidlisT was a bureaucrat at the court of the Aq-
Qoyunlu Sultan Ya’qub for many years. After the destruction of the Aq
Qoyunlu state in 1501/02, he entered the service of the Ottoman Sultans
(S6nmez, 2012: 17). Sultan Bayazid II commissioned him to compose in Per-
sian a history of the Ottoman sultans from the beginning to his time. Bidlis1
completed the work, Hast Behest (Eight Paradises), in 912/1506.

He left Istanbul to live in Mecca for a year, until Sultan Salim I invited him
back to the court. He accompanied Salim on his 920/1514 campaign against
the Safavid Shah Isma‘1ll I (Fleischer, Bedlisi, Hakim-al-Din Edris, Elr).
Sénmez (2012: 17) writes that, as a diplomat, “he sought and succeeded at
establishing an alliance between the Ottoman state and Kurdish notables”. His
role in Ottoman history in this regard is greatly revered. Bayrakdar (1991: 76)
holds that: “if one of the two architects of the Ottoman state is Yavuz (i.c.
Salim I), no doubt the second is Idris Bidlis1”.

1.2.3. Kurdish Emirates

Idris Bidlist’s role stemmed from his extensive knowledge of Kurdish society
and his abundant relations with most of the notables in Ottoman Kurdistan.
He was the indispensable figure who, after the Caldiran campaign, “rendered
invaluable service to the Ottomans by winning over the Sunni Kurdish princes
to their side” (Ménage, Bidlisi, Idris, Elr: 1208). He visited most of the ruling
lords of the existing emirates and persuaded them to join forces against the
Qizilbas. Idrs Bidlisi’s mission was considered so vital for the Ottomans that
Sultan Saltm [ wrote a letter to Bidlist in November 1515, informing him that
he has sent “a number of empty documents that bore the imperial signature,
which should be filled out by Idris in accordance with the proper titles of the
emirs to whom they are bestowed” (Tezcan, 2000: 546).

In mid-September 1515, Diyarbakir was recaptured and an Ottoman gov-
ernor, Biyiqli Muhammad Pasha, was appointed there. The immediate conse-
quence of the Kurdish alliance with the Ottomans was the establishment of the
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ayalat of Diyarbakir, which included all Kurdish chiefdoms of some im-
portance (van Bruinessen & Boeschoten, 1988: 16). These principalities acted
“as a bulwark along the Ottoman Empire’s frontiers with Persia [and were]
recognized as practically independent but acknowledging the nominal sover-
eignty of the Ottoman Government” (Anonymous, 1949: 249).

The number of the Kurdish emirs persuaded by BidlisT to support the Otto-
mans is estimated to be eighteen (Eppel, 2016: 28), or seventeen (van
Bruinessen, 1988: 17). The rulers of these emirates enjoyed a high degree of in-
dependence, and some of them were even exempted from paying taxes. Seven-
teen emirates, seven major and 10 minor, were governed indirectly and formed
an administration called the Vilayet-i Kurdistan (ibid). The most important emir-
ates that left significant traces in the history of Kurdistan, politically, socially or
culturally, were BidIis, Jazira (Bohtan or Botan), Amedi (‘Imadiya), Baban and
Soran in the Ottoman Kurdistan and Ardalan in Iranian Kurdistan.

1.3. Sources

Although they were a part of the Ottoman Empire, our information about the
Kurdish principalities is scarce. The most comprehensive sources that can pro-
vide some, though not sufficient, knowledge about them from different per-
spectives, are three; the Sarafuama by Saraf-Xan Bidlisi (1543-1599), the
Siyahatnama by Awliya Calabi (1611-1682), (in modern Turkish, written as
Evliya Celebi), and Mam ii Zin by Ahmad-& Xan1 (1651-1707). Of these, only
Mam @ Zin deals directly, with the principality of Botan albeit in the frame-
work of a romance and has the city of Jazira as its setting.

The Sarafnama is a chronological and descriptive history of the Kurdish
emirates up to 1597. It deals mostly with the events surrounding the rulers;
their ascent to power, their wars and campaigns, and their deeds. In some
cases, the author also briefly mentions information about scholars and poets.

The Siyahatnama: The part of the Siyahatnama that deals mainly with Kur-
distan is the fourth volume. However there are narratives of travels to some
areas in Kurdistan, mostly in the periphery, in vol. II and vol. IIl. Van
Bruinessen (2000a: 2) writes that Awliya Calabi, “made three major travels
through Kurdistan”, in 1646, 1649—1650 and 1655—1656. He describes almost
everything in the places he visited and the book is therefore an invaluable
source for understanding the approximate time of Jaziri. Calabi visited most
parts of both Ottoman and Iranian Kurdistan, (including Jazira) during his last
trip in 1655-1656. Although, he records the names of some scholars and poets
when writing about Jazira, Mala-y€ JazirT is not included.

Ahmad-¢ Xani, on the other hand, in the introductory parts of his epic Mam
u Zin, mentions Mala-y€ JazirT as a great poet whom he venerates together
with two other poets. Additionally, we find in Mam u Zin many important
details about various features of the society, material, spiritual and intellectual.
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In addition to the above-mentioned sources, one can mention 7arix-i
‘Alamara-ye ‘Abbasi by Iskandar Beg MonsT (ca. 9681042 AH/1560-1632
CE), which contains a detailed history of the Safavid dynasty up to Shah
‘Abbas L. In his description of the Caldiran battle, the Kurds are not men-
tioned. It is in vol. 2 of the book that we find records of Kurdish tribes and
Kurdish emirates, e.g. the Bradost, in regions under Safavid rule.

1.4. Jazira: Capital of the Kurdish Principality of Botan

Most of the historical sources about Jazira agree that the city is quite ancient
and that it has been known by various names. It was called Gazarta of Karda
in Aramaic (Minorsky, Kurds, Kurdistan: Els-11,), and has been identified with
the ancient Bazabda, where Alexander the Great crossed the Tigris (ElisséefT,
1971: 960). The location of the city, in a place where a branch of the Tigris
flows around it, is the reason why it was called Jazira, the Arabic word for
island. The city was taken by the Islamic army led by ‘Ayyad bin Ganam at
the time of the second caliph ‘Umar bin al-Xattab in 17/638. Apparently, the
name, Jazirat Ibn ‘Umar, was imposed in the Islamic era, after a certain Ibn
‘Umar, about whom there are many suggestions. The Kurdish sources, on the
other hand, have always simply called it Jazira or Jazir-a Botan.

The Jazira region is more commonly known, especially among the Kurds,
as Botan or Buhtan. The name appears to derive from the ancient Buxti, which
is identified with the Kardukhi (or Carduchi) mentioned in The Persian Expe-
dition by Xenophon (1984: mainly in book III, ch. 5, book IV, ch. 1 & 3).
Moreover, Minorsky (Kurds, Kurdistan: Els-II) notes that “the land of the an-
cient Karduchoi is at the present day one of the principle centres of the Kurds.”

1.4.1. Rulers of Jazira: The ‘Azizan Dynasty

Several dynasties and powers succeeded one another in ruling Jazira and the
surrounding areas. The most important of these dynasties was the Kurdish
‘Azizan dynasty, which lasted for some six centuries, until the Badir-Xan revolt
was defeated and the principality was completely annexed to the Ottoman Em-
pire in the mid-nineteenth century. Their rule was, however, interrupted in a few
periods by the Saljtigs, the Safavids and the indirect rule of the Ottomans.

There are several theories about the origins of the family. One of these the-
ories, put forward by the chiefs of the dynasty themselves, traces their descent
back to the famous Islamic general Xalid bin al-Walid (Anonymous, 1949:
249). This idea is also repeated by Ahmad-¢ Xani when, at the beginning of
his epic, he traces the origins of the Amir of his epic to Xalid (Xani, 1962:
44). This claim obviously has no historical basis, for it is established that all
the descendants of Xalid b. al-Walid had died out by the early period of Islam
(Zaki, 1986: 364).
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The Sarafnama relates concise accounts of the ‘Azizan princes of Jazira
from the establishment of the dynasty until 1005/1597 when the author fin-
ished his book. According to Bidlist (1860: 115), Sulayman bin Xalid was the
first prince to take power in Jazira. This was in the second half of the 7%/ the
13" century. He was succeeded in 680 AH/1281-2 CE by his son Mir ‘Abd
al-‘Aziz, from whom the name ‘Azizan is said to derive. Prince Kamuran
Badirxan, himself a descendant of the ‘Azizan family, links the name to a
small village called Arzizan near Jazira. He believes that his ancestors
“changed their name taken from the village to ‘Azizan in order to claim some
connection with the companions of the Prophet, as was fashionable in those
days” (Anonymous, 1949: 249). To this, it should also be added that they are
believed to have been Yazidis, and that they only later, probably after consol-
idating their power as rulers of the principality, “followed the straight path of
Islam” (Bidlist, 1860, 115), i.e. they converted to Islam.

Studying the history of the principality, as well as that of other principali-
ties, one gets the immediate impression that the rivalries within the ruling fam-
ily increased conspicuously after the contact with the Ottomans. This is un-
derstandable given the background that the Ottomans were not satisfied with
these Kurdish entities and were planning to get rid of the principalities in due
time. The Sarafnama contains brief information about the ‘Azizan princes
from the beginning of the foundation of the principality. Princes succeeded
one another in ruling the country without serious conflicts, while from the
mid-16" century, the Ottomans began to aggravate the disagreements between
members of the princely family. When Sah ‘Alf Bag died in 950/1543-4, his
son Badir Bag succeeded him. The vizier, Rustam Pasa, soon began to incite
the latter’s brother, Mir Nasir, to demand the rule of Jazira, and sent him to
Sultan Sulayman, who appointed him ruler of Jazira. Two years later, the de-
posed Badir Bag obtained a Royal decree from the same Sultan, and was once
again the ruler of Jazira (Bidlis1, 1860: 127).

Another important example is the tragic fate of Amir Nagir, the son of
‘Abdal Xan. After the death of his ten-year-old cousin Sultan Muhammad, he
claimed the rule of Jazira, which was granted to him by Farhad Pasa-yi Vazir
Sardar. On the same day, his uncle Amir ‘Aziz was introduced to the Pasha.
‘Aziz petitioned the Pasa for the post and promised that if he got it, he would
give one hundred thousand florins of the dead Sultan’s treasure and twelve
thousand florins of his own treasure to the Pasa’s treasury. The next day Amir
Nasir was to kiss the Pasa’s hand in the ceremony of ascension, but the Pasa
had changed his mind. When the notables of Jazira requested and insisted that
Amir Nagir should be the ruler of Jazira, the Pasa became angry, called the
executioner, and had Amir Nasir put to death. This happened, according to the
Sarafnama (Bidlisi, 1860:136), on Thursday, the 29" of Ramadan, 991
AH/16™ October, 1583 CE. The years that followed were full of examples of
interference in and violation of the internal affairs of the Jazira principality.
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1.5. Jazir1’s Patron

In the history of Jazira, until 1005 AH/1597 CE, we find three princes named
Saraf, Mir Saraf or Saraf-Xan. This question has apparently caused some con-
fusion among writers on the history of Kurdish literature and biographers of
Mala-ye Jaziri as to which of the three was a contemporary of Jazir1, to whom
the poet dedicated two panegyrics. Another important question in this context
is the Red School, which was also built by a Mir Saraf.

After the death of Mir Saraf I, in 860/1457, his brother Amir Badir suc-
ceeded him, and when he died in 875/ 1470 he was succeeded by his brother
Kak Muhammad. At the time of Kak Muhammad, in 1475, the Aq-Qoyunlu
occupied Jazira; the prince and Mir Muhammad and Sah ‘Ali B&g, sons of his
brother Amir Badir, were taken as prisoners. The third brother, Mir Saraf II,
was safe and lived underground for thirty years (Bidlisi, 1860: 124).

When the Safavids invaded major parts of Kurdistan and defeated the Aq-
Qoyunlu in the first decade of the sixteenth century, Mir Saraf II mobilized
his troops and Jazira was relieved. The Qizilbas, who now occupied the whole
region, marched towards Jazira, but Mir Saraf’s army defended the emirate.
The Sarafnama relates (ibid) that in one battle, 1,700 Qizilbash soldiers were
killed and a large squadron was taken captive. When the Safavids established
their power in the region, Xan Muhammad Ustajlu, the Mir-i Miran of Diyar-
bakir, and his brother Qara Xan attacked Jazira, but they were defeated. The
third time, the Safavids brought Yakan B&g-i Takalu-yi Qurci-basi from Ham-
adan, along with his warlike army, but again the Kurdish fighters of Jazira
defeated them. The Qizilbas never again approached Jazira.

It is said that when Mir Saraf II was on his way to capture Jazira, after
spending long time in exile, he prayed to God and promised to build a mosque
on the spot where he entered the city, and thus the Red School (in Kurdish,
Madras-a Sor), together with a mosque, was built in 1508 (Yasin, 1983: 46).
Almost all the sources agree that Mala-y€ JazirT was buried in the basement of
the school, which is a part of the cemetery belonging to the mosque. This is
recorded to emphasize that JazirT enjoyed a high status and was much appre-
ciated by the ruling family.

Abdullah Yasin, himself a native of Jazira, presents new evidence in his
book on Jazira that can be of great importance in understanding JaziiT’s time.
Apparently, thanks to his religious education, he had access to many historical
documents. He saw and read the inscriptions on the gravestones in the above-
mentioned cemetery of the princely family, next to the mosque and the Red
School. According to Yasin, there are seven graves in the cemetery.

The cemetery was restored in 1936, and when the gravestones were taken
back to the graves, the work obviously was done in such a careless way that
head and feet stones of the same grave now do not match (ibid: 46-50). For
example, the deceased is female, but the Arabic verb for passed away, is mas-
culine: intagala instead of intaqalat. There are four readable names on these
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gravestones, three princes and the daughter of one of them. One of the grave-
stones belongs to Amir ‘Imad al-Din ibn al-Amir Saraf al-Bohti, which confirms
the view that a prince with that name did exist, and it is believed that he was the
prince with whom JazirT had a poetic correspondence (see Chapter 2).

There are also five dates of death on the gravestones, the earliest being from
Rajab 914/October 1508 and the latest from 936/1529. From this, we infer that
two of these seven graves are those of Mir ‘Imad al-Din and Mala-yg Jaziri,
and that the dates of their deaths are on the five preserved gravestones, which
are much older. This in turn means that the prince of Jazira, Mir Saraf-Xan
III, who is said to have been the ruler for whom Jaziri wrote his two panegyr-
ics, was not buried in the same cemetery. We can also infer that the school and
the mosque, or at least parts of them, were built no later than 914/1508, which
agrees with what the Sarafiiama tells us (Bidlisi, 1860: 124), namely that Mir
Saraf II spent thirty years in exile before liberating Jazira.

The relationship between Mala-yé JazirT and the princely family of Botan,
the ‘Azizan dynasty, is not recorded except in the poetry of Jazirt himself and
in a large number of anecdotes about his life, most of which are completely
unsubstantiated. The essence of this relationship and the reason why Jazirt
held such a high position in this family may be based on the fact that Jazir
was a Stff and a poet. In the Diwan of Jaziri, as has already been mentioned,
we find no more than two panegyrics to the Kurdish prince, along with another
poem whose addressee is so mysteriously described that it seems fruitless to
speculate anything about it.

1.5.1. Two Panegyric Poems

In the Diwan of Jaziri, there are only two panegyrics to the Kurdish prince
Saraf-Xan. One of these is addressed to Xan-i Xandn, roughly translated as
Lord of Lords, while the other is addressed to Sahinsah-i Mu ‘azzam, the glo-
rious King of Kings. In order not to confuse the two poems, the first will be
called “Lord of Lords” and the second “King of Kings”. The two poems, and
especially the question of their addressees, have been the focus of discussion
by most of JazirT’s biographers and the editors of his Diwan. Zaki (1947: 205—
206) assumes that “King of Kings” was dedicated to ‘Imad al-Din Zangi
(1085-1146), who was the ruler of Mosul in 1127-8, and “Lord of Lords” to
a certain Xan-i Xanan, who was the ruler of Tabriz, without specifying who
he was and in what period he ruled Tabriz. Sajjadt in his History of Kurdish
Literature (1971: 183—184) does not agree with Zaki’s conclusion and sug-
gests that “King of Kings” was written for the Ttmurid Sultan Husayn Bayqara
(1438-1506), and “Lord of Lords” either for the Ottoman Sultan Muhammad
Fatih or his son Bayazid II.

Zivingi, is more confident, when he argues that both poems were addressed
to Saraf-Xan, or Xan-Saraf, son of ‘Abdal-Xan, who, according to Bidlist (1860:
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144), was in power at the end of Rajab 1005/mid-March 1597, when he final-
ized his book. All three authors have attempted to find historical evidence to
support their views about the period in which they believe the poet lived.
Apparently, Zivingi’s opinion on this was more acceptable to the editors of
most of the editors of JazirT’s Diwan that were published after ZivingT’s edi-
tion, such as Hazar (Mala-ye Jazir1, 1982: 23) and Doski (Mala-y& Jazird,
2004: 479; Mala-ye Jazir, 2018, IV: 294). As we shall see, all the indications
suggest that the poet wrote and dedicated the two poems to prince Saraf-Xan
111, who came to power in 999/1590 and was a contemporary of Jaziri.
JazirT’s two panegyric gasidas in praise of Mir Saraf-Xan III are quite sim-
ilar in many respects. The striking similarities between these two poems make
it seem certain that they were written within a very short period of time. These
similarities include metaphors, the manner in which the prince is addressed,
and the rhythm, and both are almost the same length: 22 distiches in “King of
Kings” and 23 distiches in “Lord of Lords”. Both gasidas are composed in the
same metre; ramal-i mutamman-i mahdiyf, the pattern of which is as follows:

fa‘ilatun/ fa ilatun/ fa ‘ilatun/ fa ‘ilun
—V——=V——/=v——/—Vv—

It is worth pointing out that most of the scholars who wrote about and discussed
the life and times of Jazir1, in addition to some historical evidence, used a met-
aphor in a gazal in JazirT’s Diwan to support their position. The bayt that de-
scribes the arrows shot at the heart as “the arrows of Xan Saraf” is as follows:
Saf saf ma din Hindi u Zang, Jangiz-i hat, Taymir-i Lang
Xaf wan rasandin dil xadang, tasbih-i tirén Xan-Saraf

We saw Indians and Black people coming in rows,
We saw Changiz and Timur Lenk,

They secretly aimed their arrows, which resembled
The arrows of Xan-Saraf, at our hearts. (ZdJ: 352)

The only fact that can be concluded from this verse is that the poet mentions
the name of a certain Xan-Saraf, who may have been a brave leader. In the
history of the Botan principality, there are three rulers whose names were
Saraf or Saraf-Xan, but the above-mentioned bayt does not tell us when the
Saraf who is being praised lived.

Better evidence can be found in JazirT’s two panegyrics, in which he not
only mentions Xan-Saraf, but also associates his name with the city of Jazira
and its landmarks, traits and peculiarities. He records that the wall of the city
was decorated by verses from the Qur’an, that it was the capital city of the
Botan principality, and prince Saraf-Xan, reigned in a country called Kurdi-
stan. Moreover, he mentions the tower, which he calls Burj-a Saraf, Tower of
Saraf, built by Saraf-Xan III in 1596.
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Another important piece of information that settles the argument is that the
two panegyrics consist mainly of wishes for the prince to be happy, successful
and victorious in conquering other cities and lands. Such hopes are usually
expressed for rulers who are still alive and in power. The significance of
JazirT’s two panegyrics lies not only in their aesthetic value, but also in the
fact that they prove conclusive evidence for understanding his life and time.

Taking into consideration the conventional divisions of a “standard”
qasida, one does not find all the expected components in JazirT’s two pane-
gyrics. The overwhelming impression and obvious purpose of “King of
Kings” is to express JazirT’s good wishes for the prince, e.g. that he may al-
ways be victorious and extend his realm to the seven climes. It is only in the
last distich (22) that the poet simply expresses his desire, as no more than a
gesture of courtesy and friendship, to be at the prince’s service and in his sight.
The two poems can therefore confidently be classified as monothematic
gasidas, consisting almost entirely of madih. The following is an English
translation of the gasida, “King of Kings™:

0, glorious King of Kings! May God be your protector,
The Sitra of Inna Fatahnd be around you! (1)

To whichever side you turn the reins of zeal,
May Venus be your courier and Saturn your groom! (2)

May the House of honour always be the station of your feast,
A fortunate horoscope and good luck be your friends! (3)

May the bewildering seven planets and nine skies,
With such astonishing revolution, be in your service! (4)

May the moonlight of power be a single ray of your candle,
The sun of eminence a single flash of your light! (5)

May the brightness of eternal victory illuminate your crown,
The star of eternal prosperity be one of your planets! (6)

The Divine lightning that illuminates hundreds of souls,
And reveals hearts, may it be a sign of your secrets! (7)

The conquest banner of your victory has always been unfurled,
May the knight of divine radiance be your standard bearer! (8)

May not only Tabriz and Kurdistan be under your rule,
But also hundreds like the Shah of Xurasan be in your guesthouse! (9)
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Though you ascended the throne of the sultanate in the fourth clime,
May the kings of the seven climes salute you! (10)

May the Sultan’s meadow be a single tulip in your orchard,
The Khagan’s rose bed be a thorn in your flower garden! (11)

Whoever disobeys your revered command, may he be like a candle,
Before your sword and your hair-splitting [edge]! (12)

However high the royal falcon soars, coming and going,
It will still fall into your net and be the prey of your eagle! (13)

A king [who] has great awe, but is beyond his share,
May he suddenly appear and be bent under your burden! (14)

Whoever is prosperous should be in your chains,
Anyone who is intelligent must put himself in your service! (15)

Anyone who wants to be free should expect your kindness,
May whoever considers himself independent be in need of your
favour and grace. (16)

Whoever has a wish in his heart should seek your court,
He who has a request in mind should be your supplicant! (17)

Anyone, who is not a well-wisher of [your] Excellency
from the bottom of his heart,
May he, like the damned, be under your subjection and punishment! (18)

May you live in joy, pleasure and happiness,
For as long as a year can renew and relieve you! (19)

Anyone who does not praise and pray for you wholeheartedly,
May he be a captive in your chains and a target for your arrow! (20)

To the heart’s perceptive knowledge, a hint of your attributes came,
Otherwise, who could be aware of your worth and power! (21)

The intention and desire of Mala from the bottom
of the soul and heart is always this:
To be in the chains of your service, in your sight! (22)



There are many reasons to believe that JazirT wrote these two panegyrics to
praise a Kurdish ruler or prince, and that the city of Jazira was the capital of
that ruler. The two poems contain many peculiarities that can only be associ-
ated with the city of Jazira, and thus with its rulers, the ‘Azizan dynasty. If
JazirT had written his poems to praise Zangi, the ruler of Mosul, or a Xan in
Tabriz, or an Ottoman sultan, he would have written them in a language other
than Kurdish, a language that they could understand and that was in use as a
literary vehicle at the time, Arabic, Persian or Ottoman Turkish, which he
commanded. The use of Kurdish as a literary language was very limited in
those days, at least in Ottoman Kurdistan.

One of the important remnants that can be seen in the modern city of Jazira,
apart from the Red School, is the piebald tower, Burj-a Balak, built on the
bank of the Tigris. Yasin, a Kurdish historian and resident of Jazira, states in
his book on the city that the tower was built in 1596 by Mir Saraf III. The
name balak, piebald, derived from the Arabic ablaq, is used because the tower
is built of black basalt rock and gypsum (Yasin, 1983: 34). It is believed that
basalt was first used to build mosques and castles in Diyarbakir in the 16™
century (Botani, 1988: 139).

The tower, burj, is present in both poems, once as the House of honour,
Burj-a Saraf, in “King of Kings” and the other time in “Lord of Lords” as your
tower, burj-a ta. Line 3 in “King of Kings” reads as follows:

Da’ima manzilgah-a siir-a ta bit burj-a Saraf
Tali *-é farxunda (w)ii baxt-¢é sa ‘td yar-e ta bi (ZdJ: 653)

May the House of honour always be the station of your feast,
A fortunate horoscope and good luck be your friends!

In line 2, “Lord of Lords”, we read:

Kawkab-a sa ‘d-a saraf tali * di név burj-a ta bit
Dd tiné z ¢arx-é bald subhé mahé manzir bi (ZdJ: 661)

May the star of blessed fortune and honour shine
in your Zodiac sign (or tower)
So that you will be safe of the celestial sphere, and be seen as a moon.

The word Saraf and its derivations, Sarif and tasrif, are used in both poems,

which clearly demonstrates that the poet is referring to the prince Saraf-Xan
(distich 3 in “King of Kings” and distiches 2, 3, 4 and 18 in “Lord of Lords”).

35



Kurdistan, as a region, and Jazira as its capital are also mentioned in “King
of Kings” and “Lord of Lords” respectively, which leaves no doubt that the
ruler who is being praised is a Kurdish prince and that Jazira was the capital
of his region. In line 9 of “King of Kings” we read:

Nay tiné Tabriz u Kurdistan libar hukmé ta bin
Sad weki Sah-é Xurdsané di farwar-e ta bt (ZdJ: 654)

May not only Tabriz and Kurdistan be under your rule,
But also hundreds like the Sah of Xurasan be in your guest house!

Jazira is mentioned in line 10, “Lord of Lords”, and the poet wishes it to be
the centre of all the seven climes:

Ma Jiziré subh-é dar-é taxt-i haft “iglim bit
Ham bi hukm u saltanat Askandar u Fagfir bi (ZdJ: 663).

May Jazira be the capital for the royal throne(s) of the seven climes,
And by your command and power, you will be Alexander and the
Chinese Emperor (Fagfir).

The town of Jazira, which the poet wishes will be the centre of the seven
climes, is more clearly defined in “King of Kings” as the prince’s capital and
as being located in the fourth clime:

Garci dar "iglim-i rabi* hati taxt-é saltanat

Padisah-é hafi-i “iqgliman salam-kar-é te bi (ZdJ: 655).

Though you ascended the throne of sultanate in the fourth clime,
May the kings of the seven climes salute you!

The habitable world, according to medieval geographers, was divided into
seven zones/climes, which were called "aqalim (Arabic plural for “iglim). In
this geographical system the city of Jazira belonged to the fourth "iglim (Ibn
Khaldiin, 1958: 145).

We do not know on what occasion Jaziri’s two panegyrics were composed,
but the context of the poems and the surroundings they describe clearly show
that they were not intended to celebrate the prince’s accession to power. They
may have been composed long after the event.
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Reading the Sarafnama one understands that Prince Saraf III, also known
as Xan-Saraf, spent most of his life in battle against troops sent by the Otto-
mans to occupy the principality, as well as dissidents within his own family
who did not respect his power.

Indeed, two parallel dimensions interact throughout the poem, from the
very first distich until the penultimate one. These are the local dimension, re-
flecting the true condition of the principality, and the external dimension, ex-
tending to the horizons of the poet’s dreams. On the one hand, reference is
made to various features of the city of Jazira, the capital of the principality of
Botan, while on the other hand Kings, Sultans, Shahs and Khaqgans from all
over the known world are paraded by the poet to show their loyalty to the
prince. The sole link between the two worlds is the prince himself. Through
the poet’s wishes, the prince is made into the centre of a circle covering the
seven climes (see the verses above).

Similar ideas and expressions to those found in lines 2, 8, 10, 15 and 19 of
“King of Kings”, are also found in “Lord of Lords”. The general atmosphere
in both gasidas is also the same; the good wishes that the poet hopes will be
fulfilled continue in both of them until, finally, JazirT ends them with a du ‘a’,
a supplication to be in the presence of the prince and to be seen by him. The
last hayt in “King of Kings” reads:

Qast u daxwdz-a Malé da’im Zi jan u dil ava
Har di band-a xizmate, pésdast-e didar-é ta br (ZdJ: 660).

The intention and desire of Mala from the bottom of his soul and
heart is always this:
To be in the chain of your service, in your sight!

Regarding the use of the House of Honour, Burj-a Saraf, in line 3 in “King of
Kings”, Schimmel (1996: 480) wrote that “in the Kurdish Qasida there is a
mention of the burj-i sharaf, the ‘high tower’, which is of course an astrolog-
ical term describing the zodiacal sign in which the exaltation of a star takes
place”. It is similarly used to refer both to the name of the prince and his palace
and to “the highest dignity and prosperity” (Steingass, 1947: 170).

This term is the key to all the parallel metaphors that follow. It is repre-
sented as the centre of the universe, around which all things, terrestrial and
celestial, revolve. In many of the following verses, the two dimensions are
presented in different ways, each time juxtaposing a local aspect of the prin-
cipality with wider dimensions. Although these two parallel dimensions seem,
at first glance, to be opposites, the poet’s strategy is based upon integrating
the greater into the smaller, the peripheral into the centre, e.g.:
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Bayt | Universal dimension Local dimension

1-a | God (Haqq) Your protector

1-b | Sara of Inna Fatahna Around you

2-b | Venus Your courier

2-b | Saturn Your groom

4 Seven planets, nine skies In your service

5-a | Moonlight of power A single ray of your candle
5-b | Sun of eminence A single flash of your light
6-a | Brightness of eternal victory [lluminating your crown
6-b | The star of eternal prosperity Be one of your planets

7 Divine lightning Be a sign of your secrets
8-b | Knight of divine radiance Be your standard bearer

9 Hundreds like the Sah of Xurasan | Be in your guest house

10 Kings of the seven climes Salute you

11 Sultan’s meadow A tulip in your orchard
11-b | Xagan’s rose bed A thorn your rose garden
13 Royal falcon Will fall into your net

13 Royal falcon The prey of your eagle

14 Awe-inspiring king Bent under your burden

The list could be made longer by including many other elements mentioned in
the gasida. It is clear that by juxtaposing small and local elements with large
and global ones, the poet provides artistic and psychological compensation for
the limited power and importance of the principality of Botan.

1.6. The Nagsbandi Order in Ottoman Kurdistan

The following two sections deal with the Nagsbandi order in Kurdistan and
Ibn ‘Arab?’s doctrine of Wahdat al-wujiid (The unity of being). These two
topics are relevant to the history of the cultural and intellectual life in Kurdi-
stan in the last several centuries and to the poetry of Jazirl. In this chapter,
these topics will be treated as important constituents of the superstructure in
Kurdistan at the time of Jaziri. In chapter five, where I return to these two
subjects, the focus will mainly be on Jaziri’s system of thought and how these
topics were reflected and presented in his poetry.

The Nagsbandi order was founded by Xwaja Muhammad b. Muhammad
Baha’ al-Din, also known as Sah-i Naggband (718-91/1318-89). The order is
considered to be historically and spiritually linked to the Xwajagan series of
Central Asian masters of Sufism, initiated by Abt Yisuf Hamadani (d.
534/1140). Baha’ al-Din left no writings and even discouraged his disciples
from recording his sayings. To the eight principles of spiritual conduct (kalimat-i
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qudsiyya, lit. ‘Holy Words’) originally promulgated by ‘Abd al-Xaliq Gijdu-
wani (d. 617/1220), Baha’ al-Din added three further principles. Although the
order had flourished under the guidance of Baha’ al-Din’s predecessors mainly
among the Persian-speaking people of Transoxiana, a few generations later it
had spread to almost every region of the Turkish world (Algar, 1993a: 933).

A prominent and important successor of Baha’ al-Din was Xwaja ‘Ubayd
Allah Ahrar (d. 896/1490) “under whose auspices the NagSbandiyya both es-
tablished its supremacy in Central Asia and began its expansion in the wider
Muslim world” (ibid: 934). Molla ‘Abdullah I1ah1 of Stmaw (d. 1490) was the
person who established the Nag$bandi order in the Ottoman lands. He was
initiated by Ahrar in Samarqand and, after completing his training, he became
a deputy of Ahrar. The order was further spread in many parts of the Ottoman
Empire, as far north as Sarajevo, by I1aht’s successors and disciples, with the
most important centres being in Istanbul and Bursa. There are no indications
however that I1aht or his successors had established the order in Kurdistan,
for, as van Bruinessen (1990: 358) surmises, “no contact could be discovered,
in this early period, between the Nagsbandis of Kurdistan and the branches of
the order established in and around Istanbul.” The roots of the Nagsbandi or-
der in Ottoman Kurdistan should therefore, be sought elsewhere.

At the beginning of the 16th century, Sayx Sun‘Allah Kiizakunani (d.
929/1522-3) from Azerbaijan, supposedly initiated into the Nagsbandt order
by either Xwaja ‘Ubayd Allah Ahrar or “‘Ala’ al-Din Maktabdar, spent several
years in Kurdistan. This happened when the Safavid Sah Isma‘il conquered
Tabriz. The shaikh later returned to Azerbaijan. His son Abii Sa‘1d (b. 1514)
also left Azerbaijan in 1548 on the occasion of Sultan Suleyman’s Azerbaijan
campaign. He first lived in Diyarbakir and then moved to Aleppo and Istanbul.
Apparently, during their stay in Kurdistan, they neither established a branch
of the order nor appointed deputies (van Bruinessen, 1990: 354).

The most influential and charismatic Naq$bandt shaykh in Kurdistan in the
early 17" century was Sayx Mahmiid, commonly known as Riimiya Sayxi,
“the Sheikh from Urumiya”, or Hadrat-i ‘Aziz, the “Precious Presence”, or
simply the Saint, who moved to Diyarbakir presumably in 1603 (ibid: 340).
He apparently chose Diyarbakir as the main centre of his tariga, because the
city was then an important administrative and military centre and was con-
nected by good roads to all parts of Kurdistan, Azerbaijan, Anatolia and Syria.
He was the head of a branch of the Naqsbandt order called the Urmaw1 branch.
He had left Urumiya when the Safavid Sah ‘Abbas reconquered the city and
settled in Diyarbakir until he was executed by Sultan Murad IV in 1639. He
was succeeded by his son Isma ‘Tl Calabi, whom the Ottoman traveller Awliya
Calabi met when he visited the city in 1655.

Writing about Sayx Mahmiid, Awliya Calabi refers to his branch of the
order as the tarig-i Xwajagan or tarigq-i Xwajagan-i Naqsbandi, while other
branches are referred to simply as Nag$bandi. Sayx Mahmiid’s ancestors, ac-
cording to Awliya, were also great sheikhs, and the tombs of two of them,
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Qocaga Sultan and Sori, or Sawri, Sultan, were in Urumia. As far as the Spir-
itual lineage of the family is concerned, they are believed to be descended
either from one of ‘Ubayd Allah Ahrar’s xalifas in Azerbaijan or from another
silsila that can be traced directly back to Baha’ al-Din. There is still some
obscurity about the spiritual lineage of the branch, and its connection with the
Transoxiana origins is not certain.

Sayx Mahmiid’s influence in the region was enormous. People from all dis-
tricts of Kurdistan visited his takiya, paid tribute to him and “flocked to his feet”
(van Bruinessen & Boeschoten, 1988: 51). It is estimated that he had no fewer
than 40,000 followers. These were not only common people, but also military
commanders, pashas and members of the elite. In addition to the main takiya in
Diayarbakir, he had takiyas in Van and in Urumiya and the surrounding area.

There was great interest in poetry in the takiya, but also in the city, where
there were hundreds of proficient and eloquent poets of accomplishment.
Isma ‘il Calabi, the son and successor of gayx Mahmud, was well versed in
Islamic sciences and wrote poetry. He was also renowned as a musician and
composer, but it is not confirmed whether music accompanied the dikr cere-
monies in his takiya, since it was completely unknown among the Nagsbandis.
Isma‘1l’s son and successor, Ahmad, was one of the best known composers of
his time. On an intellectual level, the Shaykh is believed to have been an ad-
herent of Ibn ‘Arabi’s doctrine of Wahdat al-wujiid which was widely em-
braced by the NagSbandis in the Ottoman lands. In his madrasa in Diyarbakir,
tasawwuf and tawhid were taught.

Sayx Mahmiid’s influence in Kurdistan was abundantly clear. In addition
to his main takiya in Diyarbakir, he had takiyas in Urmiya and Van. Generals,
provincial governors, great merchants and aristocrats visited him. However,
he enjoyed even greater support among the lower classes of society. When
Sultan Murad IV was at the head of a campaign to Baghdad in 1639, the
Shaykh led a delegation of Diyarbakir notables to welcome him on the banks
of the Euphrates, in the vicinity of Diyarbakir, according to Calabi, or in
Aleppo, according to another Turkish historian (van Bruinessen, 1990: 344).
He presented to the Sultan the peasants’ complaints about the tax burden and
asked him to reduce them.

It is also said that on several occasions the enemies of the Shaykh reported
to the Sultan that “the Shaykh was preparing a rebellion, and was likely to set
himself up as the Mahdi”, according to van Bruinessen (1990: 344). Moreo-
ver, he was accused by the slanderers of having knowledge of alchemy, which
enabled him to change copper into silver and gold. Whatever the reason, it
seems that the Sultan was biding his time to get rid of the Shaykh, whom he
came to see as a potential element of disturbance and unrest in Kurdistan. Sayx
Mahmiid was executed in 1639 when the Sultan passed through Diyarbakir on
his way back from his campaign to Baghdad. Considering the great influence
and prestige the Shaykh enjoyed, his execution was recorded by most of the
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historians as one of the major events of the year. People heard and talked about
it even in regions as far away as Hungary (van Bruinessen, ibid: 341).

Understandably, the Nagsbandi order did not decline in Kurdistan after the
execution of Sayx Mahmiid. His son, who was the head of the Urmawi branch
and held the same position as his father when Awliya Calabi visited Diyarba-
kir in 1655, had succeeded him. A few decades later, at the beginning of the
18" century, a new branch of the Nagsbandi order was established in the Ot-
toman territories; the Mujaddidi branch, which originated from the Indian sub-
continent. Sayx Muhammad Murad Buxari (d. 1141/1729) was initiated into
the tariga by Xwaja Muhammad Ma‘stim, Sirhindi’s son and successor. He
spent about five years in the Ottoman capital towards the end of the 11th/17th
century and the next thirty years mainly in Damascus. In 1141/1729 he re-
turned to Istanbul, where he died shortly afterwards. He established the Mu-
jaddidi branch in Istanbul, and his disciples spread it further in Anatolia and
the Balkans (Algar, 1993: 936b; 1996: 52).

The most important wave of the NagSbandiyya-Mujaddidiyya was led by
Mawlana Xalid Kurdi SahrazirT (d. 1827), who was initiated into the order by
Sayx Gulam ‘Alf Dehlavi. Mawlana Xalid’s disciples spread the order to all parts
of Kurdistan, Syria, Anatolia, Rumelia, Southast Asia, the Caucasus and Crimea.
The movement initiated by Mawlana Xalid is so important that it is considered
an independent branch named after him, as the Xalidiyya. The impact of the
Xalidiyya branch on the political situation in Kurdistan and other regions of the
Middle East is obvious. It also created a rich intellectual and cultural heritage,
the presence of which is still deeply rooted in Kurdish society (Shakely, 1999:
99-100). Within a few decades Xalidiyya became the most powerful branch of
the Nagsbandi order, and it “displaced most of the existing lines of affiliation.
[....] After Mawlana Xalid, in fact, the Xalidiyya is virtually synonymous with
the NagSbandiyya in all of Western Asia” (Algar, 1993b: 936).

1.7. Muhyt al-Din Ibn ‘Arabi and his Doctrine of
Wahdat al-wujiud

Ibn ‘Arabi, Muhyt al-Din Abt ‘Abd Allah Muhammad b. ‘Ali b. Muhammad
al-Hatim al-Ta’1(560—638/1165—1240), also known as al-Sayx al-Akbar (The
Supreme Master), is one of the most important and influential thinkers and
Sufis in the history of Islam. He was born in Andalusia and travelled widely
in various Islamic countries. He spent the last years of his life in Damascus,
where he died, and was buried on the slopes of Mount Qasiyiin. It is estimated
that he wrote more than two hundred books and treatises, almost all of which
deal with various issues and aspects of Sufism (Ibn ‘Arabi, n.d.: 6).

Ibn “Arabi is best known as the founder of the doctrine of Wahdat al-wujiid
(The Unity of Being, also translated as The Oneness of Being), the gist of
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which he expounded especially in Fusis al-Hikam (The Bezels of Wisdom),
but also in A/-Futuhat al-Makkiyya (The Meccan Illuminations) and other
writings. The doctrine of Wahdat al-wujid has been elucidated and discussed
more than any other theory in Islamic philosophy, despite the fact that “the
theories set forth in the Fusiis are difficult to understand and even more diffi-
cult to explain” (Nicholson, 1989: 149). There are, however, more than one
hundred explanations and commentaries on the Fusiis.

The ideas of Wahdat al-wujiid as presented in Fusiis al-Hikam, were known

among the Sufis even before Ibn ‘Arabi, although they were not formulated as
theoretical and philosophical doctrines. Rather, they were expressed in a way
that made them closer to Sathiyat (theopathic utterances). Bayazid Bistami (d.
261/874), for instance, had uttered expressions that were interpreted as ec-
static, but also as heretical; e.g. Subhani Subhani ma a‘zama sa 'ni (Glory be
to me! Glory be to me! How great is my state!). Husayn bin Manstr al-Hallaj
(244-309/857-922) is also widely known for his expression And al-Haqq (1
am the Truth, or God), often used by Sufi poets as a symbol of union with, or
annihilation in, God. Farid al-Din “Attar (540-618/1145-1220) is generally
considered a wujids poet and a Sufi, since many of his poems contain refer-
ences to notions similar to those of Wahdat al-wujiid and the terms of Ibn
‘Arabi (Paymard, 1374: 48).
However, it is important to note that all these ideas, which are present in the
works and deeds of most of the Sufis who lived before Ibn ‘Arabi, do not
constitute a developed and organized doctrine, as was established by the Su-
preme Master (4/-mu ‘allim al-akbar, Al-Sayx al-akbar). Explaining this issue,
‘Afifi (Ibn ‘Arabi, n.d.: 25) states that:

The school of Wahdat al-wujiid in Islam had not ex-
isted in its perfect form before Ibn “Arabi. He is the real
architect of the pillars of this school and its founder. He
analyses in detail its meanings and purposes. He draws
for it a definitive image which has been used by every
Muslim, after him, who talks about this school.

The doctrine of Wahdat al-wujiid is therefore understandably linked to the
name of Ibn ‘Arabi, although he never used the term in his writings.

Many Sufis and scholars after Ibn ‘Arabi have devoted their works to the
further study and development of the doctrine of Wahdat al-wujiid. Among
the most important of them, one can mention ‘Abd al-Karim al-Jil1 (767—
811/1365-1408), ‘Abd al-Rahman Jami (d. 898/1492), ‘Abd al-Gani al-Nab-
ulust (1050-1143/1641-1731) and Awhad al-Din al-Balyani, who lived in the
seventh/thirteenth century. There are, apparently, many others who were more
or less involved in commenting on and elucidating the ideas and works of Ibn
‘Arabi, especially his Fusiis al-Hikam. Moreover, there are, literally, hundreds
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of poets in whose works the ideas of Wahdat al-wujiid are reflected in the
various languages of Islam.

1.7.1. The Nagsbandis and the Doctrine of Wahdat al-wujiid

A clear sign of the inclination of a NagSbandi leader towards Ibn ‘Arabi’s
doctrine of Wahdat al-wujiid is found first in the writings of Xwaja ‘Ubayd
Allah Ahrar (d. 896/1490), one of the main successors and disciples of Xwaja
Muhammad Baha’ al-Din, the eponym of the Nag$bandi order (Algar, 1991:
9). However, there is evidence that Xwaja Muhammad Parsa (d. 822/1419)
and Xwaja ‘Ala’ al-Din “Attar (d. 802/1400) were interested in and revered
Ibn ‘Arabi and his works.

Abd al-Rahman Jami (d. 898/1492) is another great Nagsbandi scholar
whose devotion to Ibn ‘Arabi and his doctrine of Wahdat al-wujiid was inspired
by the writings of Xwaja Muhammad Parsa and Xwaja ‘Ubayd Allah Ahrar.
Jam1’s works consist of both prose and poetry, and his influence extended be-
yond Iran to Central Asia, India and Ottoman lands, including Kurdistan.

Mulla ‘Abd Allah I1aht (d. 896/1491) was initiated into the Nag$bandi or-
der by Xwaja ‘Ubayd Allah Ahrar in Samarqand. On his way back to the Ot-
toman lands, he also visited ‘Abd al-Rahman Jami in Herat sometime in the
early second half of the fifteenth century. It is believed that he learned about
the concepts of Ibn “Arabi from these two men. Beside his role in spreadning
the Nag$bandi order in the Ottoman lands, Ilaht also spread the teachings of
Ibn ‘Arabi, especially Wahdat al-wujiid, in his writings and poems, to which
he devoted the last years of his life (Lubis, 1994: 238-239). Amir Buxar (d.
922/1516), the principal successor of Molla ‘Abd Allah Ilahi, is also known
as an enthusiastic adherent of Ibn ‘Arabi’s teachings. The poet Lami T Calabi
(d. 938/1532), one of Buxari’s many successors, was a celebrated poet who,
along with other poets and Sufis, “did much to propagate further the teachings
of Ibn “Arabi in the Turkish-speaking lands” (Algar, 1991: 18).

Although the teachings of Ibn ‘Arabi were confronted by a new system of
ideas established by gayx Ahmad Sirhindt (971-1033/1563-1624), Wahdat
al-Suhiid (the unity of witnessing), they remained dominant in the Ottoman
lands and several other regions. Many decades after Sirhind1’s death, the Mu-
jaddidi branch of the Nagsbandt order reached the Ottoman lands. Neverthe-
less, the doctrine of Wahdat al-Suhid, did not constitute a serious rival to the
teachings of Ibn “Arabi. Even in areas where the Mujaddid’s thought had the
strongest position, such as in the Indian subcontinent, there were still many
Sufis who adhered to the doctrine of Ibn “Arabi.

The Urmawi branch of the Naqsband order, headed by Sayx Mahmiid (ex-
ecuted in 1639), was the most influential Sufi order in the eastern provinces
of the Ottoman Empire and Azerbaijan in the first half of the seventeenth cen-
tury. According to several indications recorded by the Ottoman traveller
Awliya Calabi in his Siyahatnama, Sayx ‘Aziz Mahmiid was a follower of the
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doctrine of Wahdat al-wujiid. It is even believed that the teachings of Ibn
‘Arabi were taught in the madrasa that belonged to the Diyarbakir branch (van
Bruinessen, 1990: 347). Awliya Calabi records the existence of five
Nagsbandi fakiyas in the Kurdish provinces he visited. Of these five takiyas,
three belonged to the Urmawi branch of Sayx Mahmiid, namely those in Di-
yarbakir, Van and Urmiya. The takiyas in Jazira and Bidlis belonged to
branches of the NagSbandt order other than the Urmawi.

The capital of the powerful Kurdish principality of Bidlis was the city of
Bidlis. Prince Saraf-Xan, who wrote his Sarafiama in 1597, records the names
of many notable and distinguished poets, scholars and Sufis from his native
city. Among these were Sheikh ‘Ammar b. Yasir who was a disciple of Sheikh
Abii Najib al-Din Suhrawardi and the preceptor of Shaikh Najm al-Din Kubra,
and Sheikh Abii Tahir al-Kurdi, of whom “our Lord, the light of the nation and
the religion, Mawlana ‘Abd al-Rahman Jam1 has made mention in Nafahat”
(Bidlist, 1860: 344). This veneration of Jam1 indicates a strong affiliation with
the Nagsbandi order and familiarity with Jam1 as a Sufi and scholar. Moreover,
Bidlist ends his Sarafndma with a few words about his own son, who was ef-
fectively the ruler of the principality, and quotes a long passage from the
Xiradnamah of Mawlana Jamt to give him words of advice.

In the summer of 1065/1655, Awliya Calabi accompanied his patron Malak
Ahmad Pasa when he mobilised a large army to invade the Kurdish principal-
ity of Bidlis. The Kurdish ruler, ‘Abdal Xan, was defeated, and the Ottoman
army conquered the city. The possessions of the Prince were confiscated in
the presence of Awliya Calabi. He records a long list of precious books in the
library of ‘Abdal Xan, which were “the fine books and important texts and
reliable chronicles that emerged from the seven camel-boxes with the Khan’s
own seal” (Dankoff, 1990: 290). These books included A/-Futihat al-Mak-
kiyya and Fusis al-Hikam, and several commentaries on these works. This
indicates that “there was apparently a serious interest in these works among
the educated Kurds” (van Bruinessen, 1990: 346).

1.8. Other Intellectual Trends in Kurdish Society

We do not have access to many reliable sources to trace the various philosoph-
ical schools in the Kurdish society of the mid-16" to the mid-17" century, the
approximate time when Mala-y& JaziT lived. Of the three books mentioned at
the beginning of this chapter, only Mam u Zin of Xani gives us a glimpse of the
ideas that were familiar in his time. It is true that the Kurdish society was a part
of the Islamic world and also of the Ottoman and Iranian societies. This means,
consequently, that there were great and wide areas of similarity and common
ground in these societies, but also divergences that could not be ignored.

The long-standing enmity between the Ottoman and Safavid empires, had
created a large rift in the common religion, and the differences were politically
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institutionalized. Probably the only aspect of Islam that was not seriously dam-
aged was Sufism, which spread very quick in Kurdistan, especially Ottoman
Kurdistan.

The Safavids cracked down on Sufism, the Sunni profession and Kurdish
identity, which led to the emigration of most of the Sufis and Sufi orders to
Kurdistan. Algar (1991: 16—17) asserts that “with the rise of the Safavids and
the persecution of all Sunni orders, Nagshbandi activity in Western Iran was
brought to an almost complete end, and several Nagshbandi shaykhs were put
to death, including Maulana Sayyid ‘Alt Kurdi and the spiritual descendants
of Kuzakunanit.”

The reason why most of the Sufis and orders fled to Kurdistan could be
sought in its social and political conditions. There were many semi-independent
emirates in Kurdistan, but no central authority, and the Ottomans were unable
to control them because they needed Kurdish support against the Safavids.

This explains to some extent why most of the poets, scholars and saints in
Kurdish society were Sufis, or at least interested in Sufism. The Sufi orders
(tarigas) fleeing the Safavid persecution were established in Kurdistan, and
thousands of people followed them. These Sufi orders brought with them var-
ious philosophical ideas that stimulated the intellectual life of Kurdish society.
Mala-y& Jaziri, Ahmad-i Xan1 and other contemporary poets were distin-
guished examples of poets associated with this process.

Ottoman Kurdistan was a multi-religious, multi-ethnic and multi-cultural
society. This is a topic that is often mentioned in the Siyahatnama of Awliya
Calabi, which reports from various cities and regions in Kurdistan. There were
ethnic groups in Kurdistan other than the Kurds, such as Armenians, Nestori-
ans, Turkmens and Arabs, and there were other religions than Islam, such as
Christianity, Yezidism, Judaism and heterodoxy. The exchange of ideas in
such societies, especially among the educated people, is the rule rather than
an unusual phenomenon.

One should not expect to find detailed reporting about the intellectual life
of a society in the poetic texts of a poet. However, the impact of different
thoughts and philosophies on the way a poet thinks and on the contents of the
poems is significant.

Mala-ye Jazir1’s poetry contains a wealth of ideas that clearly show that he
was familiar with numerous philosophies and idea of his time, and that he was
actively involved in intellectual reasoning within his own mind, and with his
surroundings.

1.8.1. Poets, Saints and Scholars

Writers on the history of Kurdish literature agree that the classical poetry in
the northern dialect of the Kurdish language began with three poets, Mala-y&
Jazird, “Alt Harr1 and Faqi-y€ Tayran. Concerning the dates of their births and
deaths, the information varies greatly, but it is almost certain that they were
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contemporaries. The first time they were mentioned as great Kurdish poets
was in the Mam u Zin of Ahmad-1 Xani, composed in 1105 AH/1693 CE They
are at the top of a list of eight poets recorded by Jaba (1860: 13—14).

There is a great difference between the poetry of JazirT and that of the other
two poets. The poetry of Har1rT and Faqi-y€ Tayran is mainly characterized by
folkloric form and content, whereas Jaziri’s poems are distinguished as so-
phisticated classical texts with high aesthetic standards in both form and con-
tent. Moreover, the Sufi thought that dominates in JazirT’s poetry has given it
a depth that has made it popular in Sufi circles, the traditional schools and in
the courts of the princes and rulers in Kurdistan. He is “the first Kurdish poet
who transmitted the system of ‘ariid and the unified classical Arabic rhyme
into Kurdish literature, and acquired the experience of Persian and Ottoman
Turkish literatures” (Xaznadar, 2002: 246).

Nevertheless, we should not think that Jazirm emerged from an empty field
in Kurdish literature, or that he was the only poet of his time. The Diwan of
Jazir1 contains the names of at least five Kurdish poets, in addition to the
names of, or references to, various Arab and Persian poets. The Kurdish poets
mentioned in JaziiT’s Diwan are Mir ‘Imad al-Din Jaziri, Faqi-yé Tayran,
Lagar, Sheikh Ramadan and Mala Xamsa-‘asar, whose real name was Mala
Daw(i)d Finiki. The first two poets each conducted a long poetic conversation
(called mukalama in all manuscripts of the Diwan) with Jaziri. These poetic
conversations contain various Sufi and philosophical topics, as well as phrases
of praise and friendliness.

As for Mir ‘Imad al-Din Jazir, we do not have enough information about
his life or even his poetry. His poetic conversation with Jazir1, consisting of
eighteen couplets, is included in almost all the manuscripts of Jaziri’s Diwan,
but we do not have access to any other texts by him. According to Zivingi
(Mala-y& Jaziri, 1987: 895), he may have been a brother of the prince Saraf-
Xan I, ruler of the Botan principality and a contemporary of Jaziri. Yasin
(1983: 46), in his book about the city Jazira states that in the small cemetery
beside the Red School (Madras-a Sor), there is a grave, and the gravestone
indicates that it is the grave of prince ‘Imad al-Din son of the Prince Saraf al-
Buhti. This can be interpreted as indicating that Mir ‘Imad al-Din was not the
brother of Prince Saraf-Xan, but his son.

In his second edition of Jaziri’s Diwan, Doski (Mala-y€ Jazirt, 2018: 354—
355) maintains that the poet with whom JazirT exchanged poetic messages was
a prince from the Kurdish HakkarT principality named Mir ‘Imad al-Din
Hakkari. Moreover, Doski indicates that the prince was a poet, that his pen
name was Sabiir1, and that he has access to four poems by the poet in question.
Although Doski discusses the question persistently, his arguments are not per-
suasive. Concerning Faqi-y& Tayran, a great number of his poems and epics
have been preserved and published.

The poet Lagar has written a stanzaic poem based upon a poem by Jazir
that he made “five-fold” (faxmis). Sheikh Ramadan also wrote a six-fold
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(tasdrs) poem, based on one of Jaziri’s poems. In faxmis, a poet takes a poem
by another poet and to each distich he adds three hemistiches of his own. In
tasdis four hemistiches are added to each distich of the original poem. The
three or four extra hemstitches must have the same rhythm as the base poem,
and must have the same rhyme as the first hemistich of each bay? in the origi-
nal poem, but the new poem retains the general rhyme of the adapted original
poem throughout the new text. If the first two bayzs of the original poem are
rhymed as follows:

The poet who makes them five-fold or six-fold adds three or four hemstitches
of his own as follows:

The pattern continues in the same way in the other stanzas, and the rhymes C,
D, E, F...etc. are employed in the same way.

In the case of Lagar, the original poem of JazirT on which he based his five-
fold poem is not found in the Diwan, while the original poem, which made is
six-fold by Ramadan, is included in almost all the manuscripts and the printed
editions of Jazir’s Diwan. Both poets use their pen names at the end of their
poems. Lagar appears to receive less attention from those who write about
classical Kurdish poetry, probably because no other poems by him have been
found, and his six-fold poem based on Jazir’s poem remains the only poem
attributed to him.
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The poet Ramadan uses his pen name only in the form of Ramadan, alt-
hough Zivingi (Mala-y€ Jaziri, 1987: 717, 925) calls him Sheikh Ramadan. In
recent decades, poems by Ramadan and articles, information and a book about
him have appeared. Isma ‘1l Badi’s book “Ramazan-¢€ Jiziri in another follow-
ing and research”, published in 2011, is the most comprehensive among them.
Concerning the poet’s life and time, Bad1 does not present any specific infor-
mation. Nnevertheless, in his book he published six poems by Ramadan Jazird,
one of which is the six-fold poem mentioned above. Badi (pp. 42—52) obtained
all six poems from different manuscripts in the possession of private individ-
uals. Obviously the poems were already published by other writers and re-
searchers during the 1980s and 1990s.

The fifth poet is the person whom Jazir1 calls Mala Xamsa- ‘asar, which
means Mala fifteen, an allegorical way of insulting him by evaluating him as
15, which is a small number compared with other names that have higher val-
ues counted with the abjad pattern. His name was Mala Dawd Finiki. Fifteen
is the value of his first name according to the abjad pattern as explained here:

Yo gha= (e + (Vi) + (V) + (¢
D-2: 4+ A-): 1 +W-35 6+ D-2 4 =Dawd: 15

JazirT accuses him of plagiarism and of “stealing” his poems, but we do not
have access to any poems by this Mala Dawud, whether he composed them
himself or plagiarized them.

In the MS. Hs. Or. 13958, preserved in the Staatsbibliothek Zu Berlin,
Preusischer Kulturbesitz, in addition to the five-fold by Lagar five-folding and
the six-fold by Ramadan of Jaziri’s poems, there is another poem by Ramadan
(fol. 51a and b) which consists of 15 bayts and the poet uses his pen-name
Ramadan in the last distich. The MS, mainly devoted to Jazir1’s Diwan, con-
tains poems in Persian and Kurdish by other poets. In addition to Lagar’s and
Ramadan’s poems, there are Kurdish poems by Mala ‘Isa, Batay1 and Sayfi
(also called Mir Sayf al-Din and Seévaddin in the same MS.). There are other
Kurdish poets whose poems are in Persian in this MS. Since the MS does not
contain any information about the scribe or the date when it was completed, it
is difficult to estimate when these poets lived.

There is, however, mention of a certain poet in the Siyahatnama of Awliya
Calabi, called Mulla (Calabi uses the word as Munlad) Ramadan-i ‘Abbasiyan,
from ‘Imadiyya (Celebi, 2010: 712). A poem by this poet is also quoted in
Calabi’s text, but his association with the poet (Sheikh) Ramadan is contro-
versial. He is mentioned in different sources as Sheihk, 4ga and Mala, and his
surname is recorded as Bott and Jazir, since it is thought that he also came
from the city of Jazira. In Calabi’s book, his name is followed by the surname
‘Abbasiyan.

If we assume that the poet whose poem was quoted by Calabi is the same
Ramadan who made a six-fold of one of Jaziri’s poems, it can be concluded
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that the quoted poem must have been written not later than 1066 AH/1656 CE,
the year in which Calabi visited ‘Imadiyya (ibid), and the poet was either alive
then or died before that year.

The Sarafnama, which relates the history of various Kurdish principalities,
also sheds light on the cultural situation in some of them, recording the names
of poets, saints and scholars, and significant schools and teachers. The author,
Saraf-Xan Bidlisi, especially praises the scholars of the ‘Amadiya region, for
their thorough knowledge of many sciences and their writing of books on
some topics (Bidlisi, 1860: 15). Writing about the principality of Bidlis, of
which he himself was the ruler, Saraf-Xan (341-345) provides a more detailed
account of the cultural life there. He documents the names of the celebrities
and notables of Bidlis, those who lived in the past or who were his contempo-
raries, like the scholars Mawlana ‘Abd al-Rahtm Bidlisi, Mawlana
Muhammad Barqgal 1, Hakim Idr1s Bidlist and his son Abu al-Fadl Afandi, the
Sufis Sheikh ‘Ammar Yasir and Sheikh Abu Tahir al-Kurdi, and the poet
Sukri. The two Sufi masters from Bidlis are found in Jami’s book Nafahat al-
Uns (Breaths of Fellowship), which is a biography of the Sufi saints (Jami,
13865/2007: 371, 421). BidlisT (1860: 347) also indicates that during his time
as the ruler of Bidlis, he has built five schools “full of students” and appointed
great scholars as teachers there.

Writing about the Kurdish principality of Zarqi (also called Darzin1) and its
rulers, BidlisT (ibid: 240) states that Prince Ya'qiib Bég bin Muhammad Bég
was appointed by the Ottoman Sultan Sulaiman as the ruler of Zarqt in 949
AH/1542 CE. Bidlist, describing the prince, ascribes to him great qualities and
high appreciation. Among other things, he records (ibid) that Ya‘qub Beg was
a Sufi and a poet and that “most of his poems are in the Kurdish language and
he has a diwan in that art”. Moreover, BidlisT recounts that after ruling the
principality for 25 years, Ya‘qub Bég abdicated, left power to his son Diman
Beg, and died three years later (ibid: 241).

Based on what BidlisT relates, it can be concluded that Ya‘qiib Bég was a
Kurdish poet who wrote most of his poems in the Kurdish language, and that
he died in approximately the same year as when Mala-y& Jazir1 was born. Ac-
cordingly, one can also conclude that there were Kurdish poems and Kurdish
poets before Jaziri, although Bidlist does not quote any poems by that poet.

Awliya Calabi, in his Siyahatnama, is more keen to describe the cultural
situation in the Kurdish emirates and regions he visited. His accounts of Diar-
bakir, Bidlis, ‘Imadiyya and Jazira are lively and detailed. He writes that
‘Imadiyya had a large number of schools with proper facilities. The library of
the Amir-Haj School, for example, contained 10,000 books, and at the Murad-
Xaniyya school, the students were paid money for their room-fee, meat and
candles (Celebt, 2010: 704). He describes another school as housing 300—400
students in winter and summer, and that all the sciences were read there, in-
cluding the works of Aristotle and Avicenna (ibid: 706). The most impressive
school for him is the Kobhan School, of which he writes (706) “In short, I
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have been travelling in these Kurdish lands for eleven years now, but I have
not seen a school as unique as this Kobhan School.”

Calabi praises the Kurdish dialects of Jazira and Sirwan as being the most
eloquent among the versions of the Kurdish language, but he thinks that the
Kurdish language of the Bahdinani Kurds of ‘Imadiya is even more eloquent
and elegant than those (ibid: 711). He relates that the scholars of ‘Imadiya
were very proud of their Kurdish language and thought that it was the lan-
guage of the people of the Paradise, along with Arabic and Persian. He records
a Kurdish poem by a certain Mulla Ramadan-i ‘Abbasiyan, as was already
mentioned. The poem consists of nine distiches and contains some simple Sufi
metaphors. The first distich reads as follows:

Raye li Asaf dikan, valih u hayran-1 ‘1sq
Dars-i Arasto didan, serxog-1 sakran-1 15q

They give sincere advice to Asaf, those who are madly in love
and the bewildered,
They instruct Aristotle, those who are intoxicated by love

The metre is basit-i mutamman-i salim (-i muzal), as follows:

mustaf ilun/fa ‘ilun/mustaf ilun/fd ‘ilun
——v—/=-v—/—=v—/=-v—/

Calabi quotes the poem under the heading Imddiye Kiirdii kavminin diliyle
siir, Molla Ramazan-i ‘Abbasi'nin sozleriyle (a poem in the language of the
Kurdish people of ‘Imadiya, the words of Molla Ramazan-i ‘Abbasi).
Calabi’s description of Jazira is very detailed and takes up several pages.
He begins with a long history of the city in different periods of history, begin-
ning with the prophet Noah, whose son Sam, according to Calabi, was the
founder of the city, and continuing until his time. He records various aspects
of the city and provides information about the number of the mosques, more
than 240, and reports that there was a school in each mosque “because there
are too many Kurdish scholars in the city of Jazira” (Calabi, 1898: 729).
Among the scholars and sheikhs, he mentions Mulla MuhyT al-Din, Mulla
Sayyid Afandt and his elder brother Sayyid ‘Abd al-Rahman Afandi. As for
the poets, the transcribed edition published in 2010 does not include any
names baceause, as the editors claim, many lines in different places in the
manuscript were either blank or illegible. The most important shrines he de-
scribes are those of Sheikh Muhammad al-Gawt, Imam ‘AlTf Maghadi, and
Sheikh Muhammad ibn al-JazarT al-Safi‘T. This sheikh SafiT had written a
book on the science of Tajwid, the art of reciting the Qur’an, which has be-
come a major source in its field, although it was a small book containing only
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109 bayts (distiches). Calabi also records three song texts in Kurdish, which
are a few lines of folkloric poetry each.

Awliya Calabi visited Bidlis principality three times and met Emir ‘Abdal-
Xan. The impression one gets from reading Calabi’s account of the prince is
that he was a great intellectual and scholar of his time. The list of the books in
‘Abdal-Xan’s library, looted by the Ottoman Malak Ahmad Pasa’s army after
the defeat of “Abdal-Xan and estimated at seven camel-boxes (Dankoff, 1990:
289), includes hundreds of significant books, albums, dictionaries, maps and
atlases. Among them were 76 books in Persian, Arabic and Turkish, and 105
essays, mostly in Persian, written by the Xan himself (ibid: 293). Calabi’s ac-
count of the Xan’s character shows that he was extremely impressed by him
and his talents in most fields of science and art.

If we attentively consider the whole picture of the poet Mala-y€ JaziT in
the framework of the political, religious and cultural circumstances of his
time, we get the impression that he was a great intellectual who was involved
in and influenced by several aspects of life in his society. His spiritual and
intellectual relations with the newly established Nagsbandi order in Kurdistan
and the philosophical ideas of Ibn ‘Arabi reveal a curious person who devoted
his life to the religious and cultural currents in the Kurdish society of the late
16" and early 17" centuries.

Jaziri is regarded as the first poet who made Kurdish poetry a vital part of
Oriental poetry by borrowing artistic standards of form, style and composition
from Arabic and Persian poetry. What is remarkable in this regard is that, de-
spite being at the head of a renewal movement, that had no precedent in the
Kurdish language, he was a powerful and distinguished poet.
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Chapter 2: Mala-ye Jazirt: His Life and
His Diwan

2.1. The Life of Mala-ye Jazir1

Writing about the Kurdish poets of the past has always involved discussions
about the dates of their births and deaths. This has led to some uncertainty
about the period when the Kurdish language was first put to use as a literary
vehicle, and about the beginning of written Kurdish literature. The few aca-
demic studies of classical Kurdish literature that have been published to date,
do not cover periods earlier than the mid-sixteenth century. One obvious rea-
son for this state of obscurity is the lack of data that can provide a basis for
thorough research.

The life of Mala-yé JazirT has been a matter of dispute among the biog-
raphers and historiographers of Kurdish literary history from the mid-19™ cen-
tury until today. The difference between the earliest and the latest dates given
for the poet’s birth and death is as much as four and a half centuries.

It seems that in 1005/1595-6, when Saraf-Xan BidlIisi (9491012 AH/1543—
1603—4 CE) wrote the first detailed and comprehensive history of the Kurds, the
Sarafnama, he was unaware of any Kurdish poet, or at least of any important
one, to include in his history. Bidlis1 points out that there were many scholars
and learned people ( ‘ulama va fudala bisyar ast) in Kurdistan, but “in poetry
and composition and calligraphy and ways of social intercourse that bring about
access to rulers and sultans and lead to the obtaining of high positions from
righteous kings, they are not so much talented” (Bidlisi, 1860: 15).

The first ever mention of JazirT was made exactly a century later by another
Kurdish poet, Ahmad-& Xan1 (1061-1119 AH/1651-1706—7 CE). In the in-
troductory parts of the epic Mam u Zin, completed in 1105 AH/1693—4 CE,
Xani mentions the names of three Kurdish poets. They are Mala-ye Jazir, ‘Al
HarirT and Faqi-y@ Tayran. Describing the miserable conditions of his people,
Xani wishes that they had a king who appreciated knowledge, art and poetry,
for, then he could play his part in developing the culture and reviving the her-
itage of his people, and would:
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Min de ‘alam-a kalam-é mawzin

‘Alf bikira li ban-e gardin

Binava ruhe Male Jazirt

Pé hay bikira ‘Al Harirt

Kayfak wah bida Faqi-yeé Tayran

Hatta bi abad bimaya hayran. (Xani, 1962: 36).

I would have exalted the banner of metrical speech (poetry)
Over the top roof of the universe.

Revive Mala-y¢€ Jaziri

Resurrect “Alt Harmr1

Give Faqi-y€ Tayran such a delight,

That he might remain bewildered forever.

(Translated by ‘Aziz Gardi, in: Khani, 2009: 46)

Although Xant did not write a biography of JazirT and his fellow poets, this
statement in his epic is a significant biographical element for further discus-
sion of the span of JazirT’s lifetime. For the first time in the history of Kurdish
literature, a Kurdish poet reminds his contemporaries of three poets, and con-
siders them predecessors of himself, as a poet, and of the literature he writes.
Information about JazirT’s life is mainly scattered among various biographical
sources. There is also philological and factual evidence in his poetry that high-
lights different periods and aspects of his life. Examining the available sources
thoroughly, one distinguishes three principal viewpoints, each with several sub-
divisions, issuing from a certain informant or biographer, as shown below:

1. Mala Mahmtd Bayazidi

Mala Mahmiid Bayazidi (1797-1858), also known in some sources as Mahmiid
Efendi Bayazidli, a Kurdish scholar of the 19™ century, was the informant and
teacher of M. Alexandre Jaba, the Russian consul in Erzurum from 1836 to
1869. Bayazidi wrote an anthology of essays and anecdotes, which he delivered
to Jaba, alon with among many other writings and manuscripts. This anthology
was published together with a translation into French by Jaba in St. Petersbourg
in 1860, with the title Recueil de Notices et Recits Kourdes. In the fourth chap-
ter, which deals with Kurdish poets and authors, eight poets are briefly pre-
sented. The data given by Bayazidi on the life of Mala-y€ JazirT, the second in
the sequence, is confusing, not to say incorrect. He states that Jaziri ap-
peared/was born (payda biiya) in Jazira in 540 AH/1145 CE and died in 556
AH/1160 CE (Jaba, 1860: 13—14; p. 8 of the French text).

Bayazidi, writing about the third poet, Faqi-yé Tayran, uses the same ex-
pression, payda biiya, which Jaba has translated on the first occasion as “he
made himself known (se fit connaitre),” whereas on the second occasion he
has translated it as “he was born (i/ est né).” (ibid: 8-9).
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Furthermore, Bayazidi states that the ruler of Jazira at that time was Prince
(Mir) ‘Imad al-Din, who had a sister with whom Séx Ahmad (i.e. Jaziri) was
in love (ibid:13—14). The rest of that love story has been retold, extended,
embellished and exaggerated by almost all those who have written about
Jaziri, as will be shown later in this work.

This dating has been accepted and repeated by Hartmann (1904: VI), Soane
(1913: 21), and Sérkuh (1986: 65). Muhammad Amin Zaki (1880—1948), a
well-known Kurdish historian, states in his book on the history of the Kurds
and Kurdistan that JazirT lived in the second half of the sixth century AH,
which corresponds to the second half of the 12 century CE (Zaki 1939: 336).
It seems that Zaki came to new conclusions a few years later. In his book on
the notables of the Kurds and Kurdistan (Zaki 1947: 205), he suggests that
“Sayx Ahmad was born after Jami” (ibid: 206), for he had mentioned Jami (d.
898/1492) in his Diwan (ibid). In a footnote, Muhammad ‘Al1 ‘Awni (1897—
1952), who has translated into Arabic, edited and annotated Zak1’s books, em-
phasizes Bayazidi’s and Jaba’s, and hence Hartmann’s, opinion that Jazir1 died
in 556/1160-61. Accordingly he concludes that the poems in which Jazir1
mentions Sa‘di, Jami and Hafiz were “not proven, but made and added by
scribes” (Zaki, 1947: 205, footnote).

It seems that a major concern for many of those who wrote about Jaziri’s
life and accepted Bayazidi’s information as reliable, was to find, in the history
of the Kurds, a ruler or a prince with the name ‘Imad al-Din and to make Mala-
y&€ JazirT his contemporary. This would make it possible to prove the authen-
ticity of a poetic correspondence between JazirT and a certain Mir ‘Imad al-
Din. This correspondence is included in all the editions of Jazir1’s Diwan. Both
Hartmann and M. A. Zaki assume that Jaziri’s Mir ‘Imad al-Din may have
been the Atabaki ‘Imad al-Din Zangi who captured Jazira in 512/1127 and
was killed in 541/1146 (Mala-y€ Jazir1, 1904: VII; Zaki, ibid: 206).

2. ‘Ala’ al-Din Sajjadi

A new attempt to establish facts about the life of JaziiT was made by ‘Ala’ al-
Din Sajjadi in his History of Kurdish Literature in 1952. Sajjadi’s starting
point is different from that of Jaba, Hartmann and Zaki. He bases his argument
mainly on internal evidence from Jaziri’s poems. Sajjadi definitely rejects the
idea that JazirT lived before Hafiz. He quotes a distich by JaziiT in which he
refers to Hafiz.

Furthermore, Sajjadi argues that if anyone with literary taste compares the
poems that are said to be wrongly attributed to Jaziri because he mentioned
Hafiz in them with his other poems, he/she will find out that they actually are
JazirT’s (Sajjadi, 1971: 185). on the other hand, he assumes that Jazirt was a
contemporary of Jami, and even older than he was. To prove this he cites a
distich by Jami, which he supposes is a reference to Jazirt (ibid: 182).
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Sajjadi thus also dismisses the idea that JazirT was a contemporary of ‘Imad
al-Din Zangi. Regarding the two panegyric poems in JazirT's Diwan, he sug-
gests that one was written for the Ttmurid sultan Husayn Bayqara, and the
other for one of the Ottoman sultans Muhammad Fatih or Bayazid II
(ibid:184—185). Sajjad1’s conclusion is that Mala-y€ Jazirt lived between ap-
proximately 811 AH/1408-9 CE and 886 AH/1481-2 CE (ibid: 184). These
dates suggested by Sajjadi were, and to some extent still are, considered reli-
able by some authors who have written about Jazir1, for example Anwar Ma'1
in his introduction to Jaziri’s Diwan, which was edited and published by Giw
Mukriani (Mala-y€ Jaziri, 1964: 1-15).

3. Ahmad b. al-Mulla Muhammad al-Buhtt al-Zivingt

The Mufti of Qamisli, Ahmad b. al-Mulla Muhammad al-Buhtt al-Zivingi
(1893—-1971), published a new edition of Jaziri’s Diwan in 1959, along with
an Arabic translation and commentaries (Mala-y€ Jazir, 1959 and 1982). In
his introduction, Zivingt discusses Jaziri’s life and times at length. He com-
pletely rejects all previous opinions concerning the dates of Jaziri’s birth and
death and establishes new facts in the field. His evidence is both internal and
external, literary and historical.

To refute the idea that Jazir1 lived before Hafiz, he quotes examples of the
former’s poetry, in which Hafiz is mentioned. Moreover, Zivingi provides dis-
tiches that contain the names of Chingiz Xan (d. 624/1226), Tamerlane (in
Kurdish Taymir-i Lang) (d. 807/1404), and Jami, and accordingly rejects the
view that JaziT lived before them (ibid: Ta’). Zivingi points out that there is a
qasida in Arabic in JaziiT's Diwan which is very similar to another gasida com-
posed by Ahmad Pasa Ibn al-Mawla Waliy al-Din al-Husayni (d. 902/1496),
which suggests this JazirT lived even later than that poet (ibid: Ya’, 841).

Additionally, Zivingi examines the question further in the light of different
kinds of literary and historical evidence. The most important conclusions he
draws can be summed up as follows:

A. The two panegyrics in Jaziri’s Diwan were written for a prince who had
the city of Jazira as his capital. There are details in both of them that confirm
this idea; the surrounding wall is described as being embellished with
Qur’anic inscriptions, and the city as being located in the fourth /g/im, which
is the case with Jazira, as was seen in the first chapter, let alone that the name
Jazira is mentioned clearly in one of the poems.

B. In one of his poems, JazirT describes the arrows shot at the heart as “the
arrows of Xan Saraf”. This Xan Saraf, or Saraf Xan, is the same Amir Saraf
b. Xan ‘Abdal who was the prince of Jazira in 1005/1596—7 when Saraf-Xan
BidlisT completed his book Sarafnama. Bidlisi (1860: 144) praises him highly
as generous and courageous.
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C. During his time as the ruler of Jazira, Saraf-Xan built “the Red School” in
the western part of the city, with its own mosque and several other facilities.
Mala-ye Jaziri is buried in a vault in the mosque that belonged to that school.

D. In JazirT’s Diwan there is a poetic correspondence between him and Mir
‘Imad al-Din al-Jaziri. Reading the Sarafnama, which is the history of the
Kurdish emirates until 1005 AH/1596—7 CE, one does not find a prince of this
name among the princes who ruled Jazira. He might therefore have been one
of Saraf-Xan’s sons, brothers or cousins.

E. JazirT has another poetic correspondence with the Kurdish poet Faqi-yé
Tayran, which suggests that they were contemporaries. The latter gives the
date of one of his own poems as 1041 AH/1631-2 CE.

Considering these indications, Zivingl concludes that JazirT1 was born at the
end of the 10" century AH, and probably lived until 1050 AH or perhaps even
later (ibid: Ya’). These statements by Zivingi obviously had a strong influence
on later biographers and editors, for they have been used and repeated ever
since the publication of ZivingT’s edition of JazirT’s Diwan as facts or bases
for elaborate discussions of JazitT’s life.

In an article published in 1969, D. N. MacKenzie discusses the question in
the light of the evidence already available. Reviewing the previous opinions,
he focuses in particular on the conclusions drawn by Zivingi, and attempts to
make them more precise. The only new element in MacKenzie’s arguments is
a “scrap of verse by Faqt Tayran” (MacKenzie, 1969: 128), supposedly a part
of an elegy for Jaziri, quoted in an article on classical Kurdish poets published
by Jaladat Badir-Xan in 1941. The two lines recalled by Badir-Xan include an
Abjad pattern indicating the date of Jazirm’s death. The pattern can be inter-
preted in a number of ways. According to MacKenzie’s interpretation, Jazir1
must have died in 1050 AH/1640 CE, and he postulates the year 980 AH/1570
CE as the date of his birth (ibid: 129).

In 1975 and 1976, the Kurdish writer Sadiq Baha’ al-Din Amédi (1918
1982) published a long study, in three parts, in the Journal of the Kurdish
Academy, about Mala-y& JazirT’s life and poetry (Amédi, 1975; 1976; 1976).
Amédi republished this study together with several other articles in his book
Hozanvaneét Kurd (Kurdish Poets) in 1980. His study is quite comprehensive
and deals with JazirT’s life in detail. Although he examines almost all available
sources on Jazir, he leaves the question of Jazir1’s dates of birth and death
without a precise answer. Amedi concludes that it is impossible to determine
the date of JazirT’s birth, yet he proposes that his death occurred some time
after 1031 AH/1620 CE (Amédi, 1980: 82-83).

In 1977, Amédi also published a new edition of Jaziri’s Diwan. In the in-
troduction, he briefly discusses Jazirm’s life and suggests that the poet may
have lived sometime in the second half of the 10" and the first half of the 11"
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century AH (Mala-y€ Jazir1, 1977: 49), which is in consistent with the conclu-
sion already reached by Zivingi.

Two other editions of Jazir’s Diwan appeared in 1982 (1361S) and 1987,
in Tehran and Stockholm respectively. The Kurdish poet ‘Abd al-Rahman
Sarafkandi, mostly known as Hazar (1920-1991) who edited and annotated
the Tehran edition provides no new evidence concerning the life of Jazir1. He
only underlines Ziving1’s conclusions (Mala-ye Jazir1, 1982: XXIII).

Tahsin Ibrahim Doski published three versions of Jaziri’s Diwan two of
which he edited and annotated (Mala-y& Jaziri, 2000 and 2018). The other
edition was that of Mulla ‘Abd al-Salam al-Jazari, the manuscript of which
was given to Dosk1, who published it in 2004. His contribution to this edition
1s an introduction about Jaziri’s and the editor’s lives. In all three editions,
Doskt’s conclusion about the dates of Jaziri’s birth and death is almost the
same as that of Zivingl. In addition to the sources already mentioned, frag-
ments of information about JazirT are scattered in several minor works.

Obviously, most biographers of JazirT have encountered various difficulties
in presenting a convincing portrait of the poet’s life. The various conclusions
that have been drawn in this connection are flawed in one way or another.
Although almost all those who have dealt with the question have made great
efforts to make use of both internal and external evidence, the problem has
remained unsolved. The available material on JazirT’s life, especially the ex-
ternal evidence, is too complicated and obscure, and therefore provides a little
scope for interpretation and assessments. The difficulties admittedly arise
from the fact that in JazirT's poetry we do not find the slightest mention of the
date of his birth or discussion of his own life as a whole. It is even difficult to
find in his poetry any clear indication of the exact time when he lived.

There are, as was already mentioned, three theories concerning the poet’s
life. The first, that Jazir1 lived in the twelfth century CE, is easily dismissed
by the fact that JazirT refers to Sa“di, Hafiz and Jami in his poems. Moreover,
a close study of Jazir1’s poetry closely reveals that he was influenced by the
style, poetry and philosophy of all three. This is especially emphasized by
Sajjadi and Zivingi.

The second theory, first developed by ‘A. Sajjadi, has been widely accepted
since its publication in the 1950s. It derives its strength from a line of verse
attributed to Jami, which refers to “an old man from Jazir”, who, according to
Sajjadi, may have been Mala-y€ Jazir1. The distich, however, had been quoted
earlier for the same purpose by the Kurdish poet Hajt Qadir-1 Koy (1817-1897)
in one of his poems, in which he dated Kurdish poets of old and his contempo-
raries (Koyt, 1986: 221). The line of verse attributed to Jami reads as follows:

Pirmardr bidida am zi Jazir
Nikmardr bidida am zi Harir
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I saw (met) an old man from Jazir,
I saw (met) a good man from Harir.

This distich, however, is not found in the main works of Jami (MacKenzie,
1969: 130, footnote 5; Rasiil, 1990: 23).

The third approach, taken by Zivingi, seems more reasonable since its main
starting point is evidence derived from the poetry of Jazirm himself and the
circumstances of Botan principality. Apparently, Zivingi’s viewpoint was
made the basis for further research aimed at elaborating and strengthening it.

An important element in the discussion of Jaziri’s life is the distich at-
tributed to the poet Faqi-y€ Tayran in an article on classical Kurdish poets by
Jaladat Badir-Xan, under the pseudonym of Herekol Azizan (Azizan 1941: 6—
14). The distich reads as follows:

Haft ‘Ayn u Lam Zi hav biin judd
Sin u girt disa téda

Seven ‘Ayn (g) and Lam (J) were separated from each other,
Lamentation and weeping in it, moreover.
(Translation by D. N. MacKenzie)

MacKenzie, employing the abjad notation, interprets the distich in this way:

(7xg)—J =490 — 30 = 460
Gt s+ o+ S+ = 300+10+50+20+200+10 = 590
460 + 590 = 1050

The year 1050 AH corresponds to 1640 CE, which is the year that was sur-
mised to be the date of Jazir1’s death, and that was also accepted by MacKen-
zie (1969: 129).

Azizan (1941: 8) states that the distich is the only verse he remembers from
an elegy composed by Faqi-y& Tayran on the death of Jaziri. Although this
statement was made in the early of the 1940s, and many studies of the life and
poetry of Faqi-y€ Tayran have appeared since then, and his Diwan has also
been published, the alleged elegy has never come to light. Sadiq Baha’ al-Din
Amgédi, who has published a few lines of that poem suggests that it was com-
posed by Tayran to lament the passing of his beloved (Amédi, 1980: 75). The
Abjad notation in the poem, moreover, can be read and interpreted in different
ways, which makes the distich of uncertain importance for determining the
date of JazirT’s death and, consequently, makes the opinions built upon it, un-
reliable. It is noteworthy that Zivingi, who published Jazir’s Diwan nearly
two decades after Badir-Xan published his article, does not take this distich
into account, although it could provide additional support for his arguments.
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Another poem by Faqi-y€ Tayran, on the other hand, sheds light on the time
in which Jazir lived, namely the poetic correspondence between Jaziri and
Faqi-yé Tayran. This poem, usually called mukalama, contains a date at the end,
which a common feature of Faqi-y€ Tayran’s poems. In the versions published
by Hartmann and Zivingl, many parts are missing, and they do not contain the
date, which could also be an important piece of evidence for Ziving’s point of
view. The complete text of the poem, consisting of 25 triplets by each of the
poets, was first published in 1971 by ‘Abd al-Raqib Yusif (Yisif, 1971: 29-42),
who had at his disposal a manuscript from 1181 AH/1766—7 CE containing po-
ems by various Kurdish poets. The last triplet by Faqi runs as follows:

Birindaré ‘ishge-ma, dirim Zi siha bihan
Dizanin maddahé ké-ma di hazar u yak u sihan
Tanda-xwané Malé-ma li hamii ard u jihan.

Wounded by love, I am deprived of the shadow of quince [trees].
Do you know whose panegyrist [ am in one thousand one and thirty?
I am a eulogist of Mala in every place and everywhere.

The conclusion that can be drawn from the date in the poem is that JazirT must
have been alive in 1031 AH (or one thousand one and thirty, as expressed by
Faqi-y€ Tayran in the poem), which corresponds to 1620—-1 CE.

Many of the biographies of JazirT and studies of his life and poetry give
detailed pictures of the poet’s life, based mainly on oral stories and anecdotal
evidence. These details have in the course of time become a basic part of all
sources dealing with Jazir1. Evidently, only a very small part of the available
knowledge can be traced in his poems. In almost all the sources, Jazir1 is por-
trayed as a poet and a Sifi, although the two images are not entirely distinct.

A recurring and essential theme in these stories is his love for the sister or
daughter of the prince of Botan. This was first recorded in the book by Jaba
who in turn, was informed by the Kurdish scholar Mala Mahmiid Bayazidi.
The princess is called Salma in most of the later sources. This is because the
story is associated with a number of JazirT’s poems in which the name Salma
is mentioned, although not necessarily to indicate a human lover. In a few
sources, Jaziri’s beloved is the daughter of the prince of Hasankayf.

Attempts to compose a biography of Jazirm have mainly concentrated on a
few aspects of his life, leaving essential questions unanswered concerning his
studies, his path in Siifism, and the cultural, spiritual and social milieu in
which his poetry developed. Although conclusions about his life are generally
inferred from elements in his poetry and from the evidence of his time, it is
likely that there are internal and external indications that have not yet been
exhausted. Investigation of these clues may lead to new knowledge about
JazirT’s time and poetry.
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In reviewing the main theories and viewpoints on the life of Jazir, it seems
relevant to ask whether it is possible to establish a chronology of the poet’s
life based on the scattered pieces of information in his poetry and biographies.
Generally speaking, the traditional pattern of life followed by many Oriental
classical poets can be used as a stereotype. This includes attending the tradi-
tional education system, studying the Qur’an and many other sciences, trav-
elling widely to acquire knowledge, and serving as a preacher in a mosque or
as a poet in a court. To this is sometimes added an unsuccessful love story or
the poet’s affiliation with a SUfi fariga, both of which become a source of
inspiration for the poet’s poems.

Apparently, many of those who have written about JazirT have followed
this same method in their approaches. It is not my intention to follow this path
in dealing with the life and poetry of Mala-y€ Jazir1. Studying the formal, aes-
thetic and philosophical values in his poetry can provide us with a compre-
hensive picture of the rational and intellectual dimensions of his life.

2.2. Mala-y€ JazirT’s Name and Pen Name

Jazir'’s name was Ahmad, but he is usually referred to as Séx, or Seix/Sayx,
Ahmad-¢ JazirT or Mala-y€ Jazirt. The surname JazirT appears to be derived
from the name of the city of Jazira in northern Kurdistan, which appears in
historical sources as Jazirat Ibn ‘Umar (see Chapter 1 of this work). Various
forms of the surname have been used in the sources dealing with the poet, such
as Jizri, Jizir1, Jazari, and Jaziri. Moreover, those who wrote about him in Ar-
abic used the surname preceded by the Arabic particle a/, denoting the definite
form. In this study, only the form Jaziri will be used.

Jazir1’s father’s name was Mala Muhammad or, according to some sources,
Séx Muhammad. It is not known where he was born, but it is believed that his
family belonged to the Buxti, or Bohfi, tribe, who lived in the region of Jazira.
There are many details concerning his father being a great gadr (judge), and
even being appointed by Sultan Bayazid I as chief of the gadis in Damascus
and later in Istanbul. These details seem to be constructed to fit into the overall
picture of Jazir1 as a contemporary of Sultan Muhammad II and Sultan
Bayazid 11, and consequently to prove that he wrote his two panegyrics to
praise one of them.

The pen names that JazirT uses are Mala and Malé. The latter is the collo-
quial form indicating the izafa construction for masculine nouns in the north-
ern (Kurmanji) dialect of Kurdish. The Kurdish word Mala is thought to have
its roots in the Persian word Molla, which in turn is derived from the Arabic
Mawla (see Calmard, Molla, Els-11). Jazirt also uses Nisani as his pen name
in a number of poems, or together with or in the same poem. It is thought that
he adopted Nisani to indicate that he was the target, nisan, of the arrows of
divine love, or as a reference to the mole on the face of the beloved (ZdJ:
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waw). It is worth noting that Jazir1 derives this name from the Persian form of
the word, the first vowel of which is short, whereas the Kurdish form of the
word has a long vowel instead. JazirT was Obviously aware of this, for he often
uses both words in the same verse, and even in the same distich, as a pun:

Wara nisan-i Nisani da x(w)a bé parda sahar

Lé 7i xuné bika parhiz ku Sahidan ¢i hisab. (ZdJ: 65)
Vv——/vv——/vv——/VV-—
—v——/vv——/vv——/vvVv-—

Come (and) show yourself to Nisan1 without veil in the dawn,
But beware of blood, as the martyrs are countless.

As the metre in this poem is ramal-i mutamman-i maxbin-i mahdif, the first
vowel in nisan is necessarily long, whereas it is short in Nisani. This combi-
nation of the two words occurs in four poems (Mala-y¢ Jaziri, 1987: 65, 329—
339, 614, 741).

It is not clear which of these two pen names, Mala and Nisant, he used first
and when he began to use the other one, but it is conceivable that Nisani was
the name he used as a young poet.

The title Mala, especially in the Kurdish language, denotes a person who
is a graduate of the traditional, religious system of education and is qualified
in several sciences. It is rarely obtained at an early age. Hence, it seems prob-
able that JazirT adopted this title as his pen name when he was recognized as
an outstanding scholar in society and identified more with the title than with
his own name. Jazirt uses both of the pen names, Nisani and Mala or Male, in
fourteen poems. These poems were probably written in a transitional period,
in which he gradually abandoned Nisani and began to use Mala or Male. 1t is
not easy to confirm such an idea and it remains a hypothesis. Nonetheless, one
can assume, that JazirT used only the pen name Mala/Malé in the poems that
deal extensively with philosophical and Sufi ideas.

The poet may have composed those poems in his old age, when he was
deeply involved in the sciences of mysticism and philosophy. To this category
belong his poems Tu sahargah bi tamasa wara bazar-i hudiit (Come at dawn
to the market of temporality/newness for viewing), Muhbaté mihnat di zorin
(Love has many adversities) and Allah, sahargah-a azal, yalmim-¢é “isqé su ‘la
da (God has lit the lamp of love at the dawn of eternity). In addition to the
names mentioned above JazirT also uses Ahmad as a pen name in five poems,
especially in his Arabic poems, but also in a couple of Kurdish poems. In his
musammat poems, however, he uses Mala/Malg in the Kurdish distiches and
Ahmad in the Arabic distiches.

With the publication of the Arabic translation of Der West-ostlicher Divan
by the German poet Johann Wolfgang von Goethe (1749—1832), a discussion
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arose among writers and intellectuals in Kurdistan concerning JazirT and his
pen name Nisani. It has been suggested that in writing his poem Lesebuch,
Goethe was inspired by a Turkish poet whose pen name also was Nisani. A
few Kurdish writers thought that Goethe’s Nisani was Jaziri, and so they
claimed that Goethe was inspired by Jaziri’s poetry (Mizuri, 1984: 91-93).

Goethe’s translator into Arabic, the well-known Egyptian philosopher
‘Abd al-Rahman Badawt (1917-2002), who also presents a translation of
Nisani’s poem to compare it with Goethe’s poem, correctly points out in his
commentaries that Goethe was inspired by Nisani’s poem, although he erro-
neously calls the poet Nizami instead of Nisani (Jita, 1980: 121). A closer
examination of the question shows that Badaw1 was right, and that Nisani (d.
nisani in Ottoman Turkish) to Sultan Sulayman I (Gibb, 1882: 70, 198—199).

Martin Tegen, who has translated Goethe’s Der West-dstlicher Divan into
Swedish, emphasizes the issue pointing out that Goethe was inspired, when
writing his poem Lesebuch, by the Turkish poet Nischani, but he confused him
with the Persian poet Nisami (Nizam1) (Goethe, 2004: 326-327). According
to Tegen, Goethe read Nischani’s poem in [Heinrich Friedrich] von Diez’s
book Denkwiirdigkeiten von Asien (Memorabilia of Asia).

There are many stories and anecdotes about the life of Jazir, in the biog-
raphies and editions of his Diwan. These stories constitute a part of the tradi-
tional view of the poet’s life. A great number of them are similar to legends.
They probably illustrate aspects of his life in terms of how his different ages
and periods of life are depicted in them. Nevertheless, these stories and anec-
dotes do not add any significant facts to our knowledge about JazirT and his
poetry. The most important conclusion one can draw from them is that Jazir1
was an outstanding and celebrated poet and Sifi.

2.3. JazirT’s Diwan

The poetry of Mala-y€ Jaziri is one of the most popular collection of literary
work in Kurdistan. It can be compared to the epic Mam u Zin by Ahmad-&
Xani. JazirT’s Diwan has always been one of the main subjects in the tradi-
tional education system. It has been regarded as a standard model of good
poetry and has therefore been imitated by many generations of poets. The fact
that JazirT was closely related to the princes of Botan was probably one of the
reasons why his poetry was easily accepted and integrated into the system of
education. Another reason is that he belonged to the Nagsbandi order of Su-
fism, which was one of the most widespread orders in Kurdistan. Still, it re-
mains a fact that it is primarily the aesthetic and spiritual values in JazuT’s
poetry that have made it a long-lived body of work.
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Apparently, the poet himself was aware of the high quality of his poetry
and his own position as a leading poet. In one of his poems, JazirT praises
himself, comparing his poetry with that of Hafiz:

Gar lu’lu’é mantir Zi nazmée tu dixwazi
War i ‘ré Malé bin, ta bi Strazé/t ¢i hajat (ZdJ: 129).

If you want strewn pearls of verse,
Come (and) see Mala’s poetry, what need do you have
of (the one from) Shiraz?

The central word in this distich, written in the old Kurdish orthography, can
be read as either Sirazé or Sirazi. The first refers to the city of Shiraz, and the
second to a person from Shiraz, who is certainly the poet Hafiz, with whom
he compares himself and his poetry. Such poetic self-praise is found in other
poems in Jazir1’s Diwan.

There is also a reference in his Diwan to a case of plagiarism and falsifica-
tion of his poems:

Qawi mashiira ku navé ta Malda xamsa ‘asar
Tu bi $i ‘r-a na ta goti, xwa diki gand u Sakar. (Mala-ye Jaziri, 1982, 560).

It is widely known that your name is Mala fifteen!
With poems you have not composed, you make yourself (as sweet
as) candy and sugar.

“Mala fifteen” was Mala Daw(ii)d of Finik, as is widely known in Kurdish
literary circles, and fifteen is the value of his first name according to the abjad
pattern. According to Zivingi, Finik was a village north of city of Jazira
(Mala-y€ Jaziri, 1987: 888).

The word diwan (or divan) in Arabic, Kurdish, Persian and Turkish denotes
the collected poems of a poet, excluding long poems, matnawis. The term is also
used in the same sense in other (Islamic) oriental cultures. The poems in a diwan
are usually “grouped by genre (usually with gasidas first, then strophic poems,
gazals, qit ‘as, and rubd s last) and then within each section the poems are ar-
ranged alphabetically by the last letter.” (de Blois, Divan, Elr).

Apparently, there was no Kurdish diwan before Jazir1, but educated people
in Kurdish society were acquainted with diwan and poetry in other languages,
especially Persian and Arabic. Jaziri’s Diwan is only arranged alphabetically,
without regard to the genres or themes of the poems. It is not known as of yet
whether the poet arranged the poems himself or if they were arranged as a
Diwan after his death. Moreover, we do not have access to any manuscript of
the Diwan that could have been written by JazirT himself.

In the Stockholm edition of Jaziri’s Diwan, the editors make the assumption
that the poet decided to “complete” his Diwan and to cease writing poems ten
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years before he died. This assumption is based on the calculation, according to
the abjad-pattern, of a distich in which the poet mentions something about letters
(harf) and the beginning of the year (Mala-ye Jaziri, 1987: 22-23). This pattern
is so ambiguous that it can be interpreted in many different ways to create dates
or figures that are more imaginary than real. Moreover, the distich is too vague
to indicate the purpose for which the poet mentions letters and years.

To refute the assumption there is no need to discuss the figures. It is com-
pletely against the nature of a poet, and especially a great and genuine poet
like Jaziri, to think about such a decision. It is quite possible and conceivable
for an author to finish a novel or a book on history, geography or any other
non-fiction subject, or even a matnawi, but it is unthinkable and very illogical
that a poet could decide to stop writing poems. If this assumption were true,
then we would now have access to a complete Diwan of Jaziri, which would
be approved by the poet himself.

The Diwan is the only literary work attributed to Mala-y€ Jaziri. We do not
know at present of any other work, in verse or prose, that could have been
composed by him. It seems that efforts were made at a relatively early stage
to collect the poems of JazitT and arrange them in a Diwan. However, there is
no evidence that the poet himself undertook such a task. One of the sources
on JazirT’s life suggests that he had sent his Diwan as a gift to a certain Xan-i
Xanan in Tabriz (Zaki 1947: 206). This is no more than an anecdote about the
poet’s life, which, like dozens of others, lacks any reliable support. Nor do we
have any indication that such an attempt to collect his poems in a book was
made by anyone else during the poet’s lifetime.

A careful study the manuscripts and editions of Jaziri’s Diwan leads to the
conclusion that almost all the manuscripts may have emerged from one pattern
of origin. This conclusion is based on two observations:

1. The order in which the poems are arranged is quite similar in most of the
manuscripts and the printed editions, which, in turn, are based on different
manuscripts.

2. There are two poems that do not belong to Jazir1 directly, but are still in-
cluded in most of the manuscripts. The first of these two poems is a taxmis
(fivefold version) of a poem of JazirT, made by a poet called Lagar. It is note-
worthy that JazirT’s poem on which the faxmis is based does not exist in any
of the manuscripts. The second is a Tasdis (sixfold version) of a poem of Jazir1
made by a certain Séx Ramadan.

It is noteworthy that the poet has utilized all the letters of the Arabic alphabet
except Dal (2), ‘Ayn (¢) and Gayn (§), in thyming his poems. He has also used
some of the Kurdish letters, that are not found in the Arabic alphabet as
rhymes, like pé (<), vé (<) and gaf (<), but not C (z) and Z (5).
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The Diwan was first printed in 1904 in Berlin by Martin Hartmann. This
edition was no more than a lithographic copy of a MS. The first true printed
Diwan of Jazir was published by Muhammad Safiq al-’ Arwasi, in Istanbul,
in 1338 Rim1/1340 AH/1922 CE. At present there are some twelve editions
of the Diwan. The following section consists of a description of a number of
JaziT's Diwan: five manuscripts and nine printed editions.

2.3.1. Manuscripts
Bodleian Library, University of Oxford, Ms. Asiat. Misc. d.2.

Apparently, the MS used to bear the signum Ms. Kurd. d.1. which was later
replaced by the present one.

The MS consists of 65 folios, with writing on both sides. The folios were
not originally numbered. In the upper left corner of 1a is written "Bt (1.3.09)
from g.g. Naaman". The MS begins with a basmala, which is immediately
followed by Jaziri’s poems with no indication or heading. The poems are al-
phabetically arranged by the last letter of the rhyme. The MS contains 119
poems, including a taxmis by Lagar and a tasdis by (Seéx) Ramadan, although
nothing is said about these two poems. The foll. 2a and 65b are ornamented in
gold, blue and black. Three important poems are not included, namely, Jazir’s
poetic correspondences with Mir ‘Imad al-din and Faqi-yé Tayran, and his
longest poem on the whole “Allah, sahargah-a azal...”. Nor are the ruba s
of JazirT included. On the other hand, there are a few poems that do not appear
elsewhere in the printed editions.

Foll. 2b—8a are in three columns, foll.1a and 8b—65a are in two columns,
and Fol. 65b is in one column. All the pages have frames. The scribe/collator
makes marginal notes. At the bottom of each right-hand page, outside the
frame, the word with which the next page begins is written. This is tradition-
ally called a catchword, and it is especially important when collating the order
of the folios, since they are not numbered. As for the orthography, the Kurdish
characters p, ¢, 7 and v (< <3 ¢ «2) are correctly used, whereas g () is always
replaced with k (<),

The colophon, fol. 65b, clearly indicates that this copy of the Diwan was
prepared “in compliance with the Order of the Great Prince, the crown of the
princes and the sultans, by whom [ mean Miisa B&g, the son of the late Isma‘il
Pasa, with the fingers of the least ‘Utman who belongs to‘ Aqra, originally and
in his surname.” This is followed by the date, in Arabic, which reads:

bi ta’rix-i salax-i Sahr-i Jumada al-awwal fi sanat-i arba ‘at-in
wa talatin wa mi’a(tin/tayn) ba 'd al-alf li al-hijra al-nabawiyya
‘alayhi al-salat wa al-salam fi kulli yawm-in alf-u marrat-in
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On the last day of the month of Jumada, the first, in the year
thirty-four and one/two hundred after a thousand of the migra-
tion of the Prophet, peace be upon Him, a thousand times a day.

The word mi’a (one hundred) or mi’ atayn (two hundred) is slightly obscured by
what appears to be the trace of a stamp, but is still partly legible, although it can
be read as either mi’atin (one hundred) or mi’atayn (two hundred). This slight
ambiguity makes a difference of as much as one hundred years. At the bottom
of the same page, below the colophon, the following two lines of poetry in Per-
sian are written, which complete the information given in the colophon:

Be riiz-e panj Sanba hastom-e mah
Suda tashih-e in divan-e del-xwah
Mubarak bad bar Sahib Ilaht
Muzayyan az vujud-ash padisahi

On Thursday, the eighth day of the month

This dearly loved Diwan was corrected.

May it be glorious for His Highness (owner), I beg you God!
Ornamented with his existence is the kingdom.

It is not certain whether it is the same scribe, ‘Utman al-‘Aqrawi, who cor-
rected the Diwan and wrote the two lines of poetry. The first line, which gives
the date of the correction/collation of the Diwan as the eighth of the month,
does not clarify in what month and year this was done.

Reading the history of Kurdistan in the 18" and 19 centuries, we know
that Isma ‘1l Pasa was the ruler of the Kurdish principality of Amedi during the
years 1182—-1212 AH/1768-1797 CE. Since the manuscript, as mentioned
above, was prepared for “Miisa Bég, the son of the late Isma ‘1l Pasa”, it must
have been done after the death of Isma ‘1l Pasa, that was on the 18" of Safar
1212 AH, which corresponds to 12 August 1797 CE (Al-Ma'1, 1960: 159).

Taking these dates into consideration, the mystery of the one hundred or two
hundred years in the colophon is also solved. The date in the colophon clearly
refers to the last day of Jumdada al-awwal in 1234 AH, which corresponds to 27
March 1819, as the date on which the writing of the Diwan was completed.

MS or. quart. 1131. SB Marburg / Berlin

This manuscript consists of 74 folios of two pages each, except fol. 74 which
is only one page. The end of the MS is missing. la-b is a letter in Ottoman
Turkish dated 11th Sawwal (12)89, which corresponds to 12 December 1872
CE. Kamal Fu’ad, who has already described this MS in his PhD thesis, con-
siders this date to be a terminus ante quem (Fuad 1970: 116), although there
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is no indication that the letter originally belonged to the MS. On 2a some ad-
ditional calculations are made, which do not appear to be relevant to the
Diwan. In the left margin of fol. 38b, it is indicated that Muhammad al-Asmar
al-Xosabi is the scribe, but no place or date is given.

The poems are in alphabetical order. The text has been collated and the
corrections have been made between the lines or in the margins. In many po-
ems, difficult words are translated into Kurdish or explained by simple syno-
nyms or phrases. A few lines of verse by Hafiz and Fudili or unidentified
poets are written in blank spaces on many pages. In the margins of foll. 39b—
40b a long poem is written by a certain ‘Abd al-Qadir, in praise of a Sayda
(master), which obviously refers to Mala-y& Jazirt. The MS contains 98
qasidas and gazals, 2 poetic mukalamas, 17 ruba s, and one musaddas that
is the last poem of the MS, and the last parts of which are missing. There are
slight differences between this text and other texts of Jazir1’s Diwan.

Almost all Kurdish characters are represented correctly, except for the letter
g (), which is replaced by k (). It is noteworthy that the scribe was aware of
the existence of the phoneme € (cs) in Kurdish and used a special sign, something
similar to an apostrophe, under the letter 7y (<) to indicate that sound. This is
of great importance to reading and correctly understanding the poems.

A quite new piece of information in this MS is something concerning the
first gazal in the divan of Hafiz which is a fourfold poem, according to all
MSS and printed editions, composed by Jaziri. In the present MS, foll. 72a—
73a, it is stated that the four fold (tarbi”) version of Hafiz gazal was made
jointly by Jazirt and Faqi-y@ Tayran.

Der Kurdische Diwan Des Schéch Ahmed von Geziret Ibn 'Omar Genannt
Miila’i Gizri, Fotolithografie Einer Handschrift Mit Einer Einfiihrung
von Martin Hartmann, S. Calvary & Co., Berlin 1904, XI + 222 pp.

Although this source is often referred to as a book, it is not in the form of a
book. It consists of lithographic copies of the original MS, preceded by an
introduction by Martin Hartmann that reflects his great interest in the Kurdish
language and literature. The pages are not bound into a book, but are gathered
in a box or a packet.

This first edition was very limited, because, as stated on page 1V, it was
“gedruckt in einhundert numerierten Exemplare”. It seems that it was mainly
the Orientalists who were interested in and used the edition, and there is no
information that can confirm that copies have reached Kurdistan.

Hartmann’s work is based on a MS that containing seven different works
in Kurdish, which he obtained in March 1896 with the help of Dr Hermann
Gies, who was working at the German embassy in Istanbul at the time (Mala-
y&€ Jazir1, 1904: V). Hartmann published the first two parts of the MS that are
attributed to Mala-ye Jazir1, as shown below:
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First, there is a gasida, which is JazirT’s longest poem. The heading reads:
Hada gasidat Séx Ahmad al-Jizriyy almusamma bi Mala (This is a qasidat by
Séx Ahmad al-Jizriyy who is called Mala). The scribe calls the text “The
qasidat”, but he probably meant “a gasidat”. It is worth notinig is that the
Arabic demonstrative pronoun used at the beginning of the heading is incor-
rect, since gasida is a feminine word in Arabic, whereas the demonstrative
pronoun Hada is used for masculine singular words. The demonstrative pro-
noun Hadihi should have been used instead.

This is followed by a basmala. The first page, which corresponds to p. 2 in
this edition, and the last page, which corresponds to page 20, contain four and
5 baits respectively, whereas the remaining 17 pages contain seven baits each.
At the bottom of p. 12, we find the catchword /afzi, which, according to a
tradition followed in Oriental manuscripts indicates that the next page begins
with the same word, although this is not the case here. Bearing in mind that in
almost all editions the poem consists of 142 baits, it is clear that two folios of
the original MS, with a total of fourteen baits, are missing. It is quite aston-
ishing that Hartmann neither discovered nor mentioned the lack of these two
pages in his introduction to the manuscript. Not even anyone who has written
about this edition since its publication in 1904 and up to now, has noticed or
mentioned this deficiency.

The second part is JazirT’s Diwan, pp. 21-222, the heading of which reads:
Hada diwan ra’is al-Su ‘ara’ Séx Ahmad al-Jizriyy, rahimahu Allah (This is the
Diwdn of Sex Ahmad al-JizrTyy, the leader of the poets, may Allah bless him).

This part contains 89 poems, gazal and gasida, two poetic mukalamas and
17 ruba 7s. One of the ruba ‘is is wrongly indicated by the scribe as two sepa-
rate fards. At the bottom of every other page, a catchword indicates the first
word of the next page. Various headings are used, mostly wa lahu (also by
him), but also Séx Ahmad and Séx Ahmad al-Jizriyy. The heading of the poetic
mukalama between Jazirm and Mir ‘Imad al-din is given only as “Su ‘al-i Mala”
for the first couplet and “Jawab-i Mir” for the second, and simply as Mala and
Mir in the continuation.

The heading of the second mukalama reads “Mukalama-ye Fagah-i Tayran
wa Séx Ahmad al-Jizryy” with alternation of Faqah and Mala in each couplet.
Marginal notes are made by different hands. The colophon, p. 222, is Qad
tamma diwan Mala Ahmad al-Jizriyy fi yad al- ‘abd li al-sayyid (The Diwan of
Mala Ahmad al-Jizriyy was completed by the slave for the lord). With this, the
scribe closes off any possibility of knowing who he and his lord were. Moreo-
ver, the MS has no date, which is usually given in the colophon of MSS.

It should be noted that wherever this edition is quoted in the Kurdish or
Arabic sources, the editor is given as Von Martin Hartmann or Martin Von
Hartmann. This seems to have happened, because of the German preposition
“von”, used in the title before the editor’s name, as seen above. Another such
error is what most sources have always repeated without checking, namely
that there was a portrait of JazirT on the cover of this edition (see, e.g. Sajjadi
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1952: 180; Mala-ye Jazir1, 1987,: h; Mala-y€ Jaziri, 1982: 15, Mala-ye Jazir,
1964: 2). The picture in question is in fact nothing more than the emblem of
the publisher, or of the printing house, S. Calvary & Co. Berlin.

Diwan Ahmad al-Jizri, Istanbul Dar al-funiin, Adabiyyat madrasasi kutub-
hanasi (The Istanbul Department of Arts, Library of the School of Liter-
ature), Tarttb numrosi 51-7420.

The name of the MS is “Diwan Ahmad al-JizrT”, which was most likely given
by someone on the library staff, since the handwriting differs from that of the
MS scribe. Moreover, it is unthinkable that a scribe would give the name of
the poet as Ahmad al-Jizr1, without a title like sheikh or mala. The MS is re-
ferred to as Farst (Persian), apparently to avoid calling it Kurd1 (Kurdish).

Below those words is a great stamp, the first two lines of which read Istan-
bul Dar al-funiin, Adabiyyat madrasasi kutubhanasi (The Istanbul Depart-
ment of Arts, Library of the School of Literature). Then there is a sort of serial
or catalogue number called Tartitb numrosi (51-7420). Next to the large stamp
there is a smaller circular stamp consisting of two circles. Inside the larger one
we read “Adabiyyat madrasasi kutubhanasi” and two dating systems are used,
1336 and 1920, which indicate the Ottoman malz, or Rimi, and the CE dating
systems respectively. Inside the small circle, we can read Dar al-funiin-i
‘Utmani (The Ottoman Department of Arts). This circular stamp is also used
on pages 3, 36, 63, 94 and 154 of the MS. It should be added in this regard
that these titles and stamps are written in the Ottoman Turkish alphabet based
on Arabic characters.

This is the manuscript often referred to as “The Jazira Copy’, written/copied
by Mala ‘Abd al-Salam Naji bin Murad bin ‘Abd al-Salam al-Najjar (1295—
1372 AH/1878-1952 CE), also called Mala ‘Abd al-Salam al-JazirT (or al-Jizr1).
It is considered to be the most accurate and reliable copy of Jazir1’s Diwan.

It appears that “‘Abd al-Salam wrote several copies of the Diwan, and the
present copy is only one of them. Amédi (Mala-yé Jaziri, 1977: 10) writes of
three copies of the Diwan that Mala ‘Abd al-Salam sent as gifts to his friends.
The present copy is certainly one of the oldest copies (probably the oldest
copy) prepared by ‘Abd al-Salam, since he left his city of Jazira and settled in
Syrian Kurdistan in the early 1930s (Mala-y€ Jazir1, 2004: 16). The copy was
written in 1906, when he was 28 years old and worked as a teacher in the ‘Red
School’, the same school where Mala-ye Jazirt lived, taught and was buried.
The stamp on the cover page of the MS shows that it was already being kept
at the Library of the School of Literature belonging to the Istanbul (or Otto-
man) Department of Arts in 1920, when the Ottoman Empire still existed.

The MS consists of 77 folios, and all its 154 pages, except for the first and
the last pages, were originally numbered by the scribe. Every page, except for
page 1, is divided into two columns, and all pages, except the first and the last,
have frames. The first hemistich of each distich in each poem is written in the
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right-hand column, and the second hemistich in the left-hand column. The last
bayt (distich) of each poem is written vertically in the centre of the page, leav-
ing two small square spaces, each about 2x2 centimetres, on either side of this
last distich. These spaces were used by the scribe to write the heading of the
next poem. In the right-hand square he wrote wa lahu ayadan (also by him)
and the seqvential number of the poem, and in the left-hand square he wrote
quddisa sirruhu (may his secret be sanctified).

The Diwan begins on page 2 of the MS with the words ‘Hada diwan al-Sayx
Ahmad al-JizrT gaddasa Allahu asrarahw’ (This is the Diwan of al-Sayx Ahmad
al-Jizri, may God sanctify his secrets), followed by a basmala and the sentence
‘wa bihi nasta in’ (and from Him we seek help). The headings of all but a few of
the poems follow the same pattern ‘also by him, may his secret be sanctified’.

All the poems are written in black ink, while the headings and the vocali-
zations of the poems are written in red ink. The vocalization is sporadic, ap-
pearing only on some pages or in isolated hemstitches or words. At the end of
every even-numbered page, outside the frame and at the bottom of the left-
hand column there is a catchword, the word with which the next page begins.
As far as orthography is concerned, the Kurdish characters p, ¢, Z and v ( ¢«
< « 3 «z) are correctly used; but when writing g (<), the letter k (<) with three
dots above it (), is used.

The colophon on the penultimate page, 153, indicates that this copy of the
Diwan was prepared and written by ‘Abd al-Salam Naj1 bin Murad bin ‘Abd al-
Salam al-Najjar. The scribe begins the colophon with long sentences in praise
of the poet Jazir, followed by a few sentences describing himself in words of
humility and modesty. The date of completion of the work is accurately stated.
Following is the basic information concerning the scribe and the date:

Qad wagqa ‘a al-farag min tahrir diwan [...] al-Sayx Ahmad
al-Jizri, qaddasa Allahu asrarahu [...] ‘ala yad ad af al-
ibad [...] ‘Abd al-Salam Naji bin Murad bin ‘Abd al-Salam
al-Najjar, fi yawm al-xamis, qabl al-zuhr, fi al-yawm al-talit
wa al- ‘iSrin min Sahr Sa ‘ban al-Sarif, fi baldat al-Jazira, fi
hujrat al-Madrasa al-Hamra’ [...], fi sanat gad xalat min al-
hijra al-nabawiyya 1324 sanat [...].

The writing of the Diwan of [...] al-Sayx Ahmad al-Jizr,
may God sanctify his secrets [...] was completed at the
hands of the weakest of God’s servants [...] ‘Abd al-Salam
Naj1 bin Murad bin ‘Abd al-Salam al-Najjar, on Thursday,
before noon, on the 23" day of the honoured Sa ‘ban month,
in the city of al-Jazira, in the classroom of the Red School
[...], in the year 1324, after the Prophetic migration [...].
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The date 23" of Sa ‘ban, 1324 AH, corresponds to 12 December 1906 CE. In
the first half of the page, beside the left-hand column, but in a vertical line, he
adds the following words ‘wa gad katabtuhu fi hujrat al-Madrasa al-Hamra’
al-latt dufina fiha al-nazim rahimahu Allahu ta ‘al@’ meaning ‘and 1 wrote it
in the classroom of the Red School where the poet was buried, may God, be
He exalted, have mercy upon him’.

The poems are arranged alphabetically according to the rhyming letters of
the poems. Each new rhyme section begins with the name of the letter, written
outside the frame, such as ‘harf al-alif’ or ‘harf al-sin’ (the letter alif or the
letter sin). The poems rhyming in the Kurdish letters p (<) and g (<) are not
placed in seperate sections, but are integrated into the sections for the letters
b (<) and k (<5) respectively, since there are similarities in form between them.
It is noteworthy that the scribe devotes a special section to the letter ‘La’ (Y)
between the sections w () and y/1 (¢s), whereas there is no such letter in the
Arabic alphabet.

All the poems are numbered according to their order in the MS, and the
total number of poems is 115. Three important poems are not included in the
MS, namely Jaz1rT’s poetic correspondences with Mir ‘Imad al-Din and Faqi-
y€ Tayran and his longest poem “Allah sahargah-a azal...”. The ruba‘is of
Jaziri are not included either. Nevertheless, Lagar’s taxmis (five-fold) and
Ramadan’s tasdrs (six-fold) version of Jaziri’s poems are included.

HS. Or. 13958, in Preussicher Kulturbesitz, Staatsbibliothek zu Berlin.

The MS consists of 115 originally unnumbered folios. Only the first page of
each folio is numbered, making a total of 230 pages. The MS is bound as a
book, but there is no title or information on the cover. Each page is divided
into two main columns with a narrow column between them. It is noteworthy
that neither the name of the scribe nor the date of completion of the work is
recorded in the MS. Most likely the information was recorded in the original
MS, but since the last text, a matnawt, is unfinished, some pages at the end of
the MS, where the name of the scribe and the date of completion are usually
recorded, may have been torn or lost.

The greater part of the MS, 1a—84b, consists of Jazir1’s poems. The remain-
ing sixty pages, 84b—115b, contain several poems in Persian and Kurdish. The
headings of JazirT’s poems are ‘Sayx Ahmad, Sayx Ahmad farmayad and wa
lahu ayada® (Sayx Ahmad, Sayx Ahmad says and also by him). Nowhere in
the MS is the surname Jazirm used. The Kurdish characters p, ¢, Z and v ( «x
< <3 «z) are used correctly, but to write g (<) the letter k (<5) is used.

In the 168 pages devoted to JaziT’s Diwan, we also find poems by other
Kurdish and Persian poets sporadically inserted on different pages among
JazirT’s poems. The poets are Sheikh Ramadan (also called Ramadan), Sayfi
(also called M1r Sayf al-Din and Mir Sévdin), Lagar, Batayl, Qubad Beg,
Asafi, Qasim, Mala ‘Isa and Hafiz. The first four poets are Kurds, and some
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of their Kurdish and Persian poems are included here. As to the other five
poets, only Hafiz is known as a great Persian poet.

The MS contains 115 poems by Jaziri, which are identical with his poems in
most of the MSS and editions of his Diwan. However there are two poems in
this MS that are found only in Doski’s edition (Mala-ye Jazir1, 2018: III, 243
and IV, 335). Moreover, there are six hemstitches that the scribe calls ‘fard” but
they have common rhyme and rhythm. A fard usually consists of two hem-
stitches, like a bayt, but it is independent, not a part of a gazal or a gasida.

The second part of the MS, beginning with 84b, is a kind of anthology,
containing poems by the following poets: Ibn Hisam, Mawlana Riim1, Isma ‘1l,
Sayx-i ‘Attar, Sara’1, Taj al-Din Razi, Sayyid, Najmi, Azad, ‘Ismat, Safa’i,
‘As1, Hisami, Xvaji, Batayi, Ahli, Qubad Bég and Sayfi (Mir Sayf al-Din).
The poems are mostly in Persian, but there are also few poems in Arabic and
Kurdish. The Kurdish poems in this section are by Batayi and Sayfi. One of
the two poems by Jazirmt mentioned above is included in this part, rather than
with his other poems in the Diwan.

The last twenty pages of the MS contain longer poems which may be part of a
matnawt, but nowhere is the name of the poet mentioned. On page 102a, a new
text begins with the title *Agaz-i kitab-i Halnama. It is obviously also a matnawi.

2.3.2. Printed Editions

Diwan-a Jiziri, Mu’allif-i Sex Ahmad al-Jizirt, edited by Muhammad Safiq al-
' Arwasi, Sahzada Basi, Awqaf-i Islamiyya Matba‘asi, 1338 Rimi-1340 AH
(1922 CE), 96 pp.

The collection is preceded by a brief introduction by the editor in which he
compares JazirT with Ibn ul-Farid and Hafiz. There are 115 poems in this edi-
tion. Amedt (18-25) and Rasil (44), give the number of the poems in this
edition as 120, because, for no apparent reason, they count the six parts of the
last Tarji‘-band as independent poems. The order is alphabetical. The two po-
etic mukalamas, the ruba‘is and the long poem Allah sahargah-a azal... are
not included. Immediately before the colophon, the date of printing is given
as 1337 according to the Riimi, or Mali, calendar, which corresponds to the
years (1339—-1340) AH. At the beginning of the colophon, it is stated that the
printing of the book was finished in 1338, in April and Sa‘ban, but the AH
year is not given. The Rami date corresponds to Sa‘ban of 1340 AH and April
of 1922 CE. The two dates, Riim1 and AH, are given on the cover of the book.

It is also noteworthy that although the name of the editor, Muhammad Safiq
al-Arwasi, is given on the front cover of the book, there are two other names in
the colophon. The first one, S. Q. (& %), indicates that the book was printed in
April 1338, which is followed by a few sentences of supplication, whereas the
second one, ‘Abd al-Rahim Rahm of the Hakkari family (i mala Hakkariya),
concludes the book with five lines of verse in which he highly praises JazirT and
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the Kurdish language. He considers Mala more skilful as a poet than Hafiz and
Ferdoust. Moreover, he compares him, now as a Stft, with Al-Hallaj. It is as-
sumed that the person who signed his name as S. Q. (& J%) in the colophon may
have been S&x ‘Abd al-Qadir Nahri, or Samzini, who was one of the leading
Kurdish political and cultural personalities in Istanbul in those years, before he
was executed in Diyarbakir in June 1925 (van Bruinessen, 2000b: 205).

In the first two pages following the cover, pp. 3—4, the letter g (<) is miss-
ing and is replaced by the letter k (<), while starting from page 5, the letter g
() is used correctly and consistently.

Al-‘igd al-jawhari fi Sarh diwan al-Sayx al-JizrT, 2 volumes, edited, translated,
annotated and commented on by Ahmad bin al-Mulla Muhammad [al-Buhti]
al-Zivingi, Mufti al-Qamisli, 1% edition, Matba ‘at al-Rafidayn, Qamisli 1959,
17(alif-gayn)+ 947 pp., 2" edition, Matba‘at al-Sabah, n.p., 1407/1987. A
preface of six unnumbered pages is added to the second edition, written by
Diya’ al-Din Mulla Muhammad, Zivingi’s nephew.

JazirT’s poems are in Kurdish, but the explanations are in Arabic. Zivingl’s
edition of Jazir’s Diwan is definitely one of the two best annotated editions
to now. In his introduction at the beginning of the Diwan, Zivingi discusses in
detail the life of Jazirt and relevant aspects of his poetry. He first reviews the
opinions of previous writers and then explains his own views, relying on in-
ternal and external evidence. Much of the introduction is devoted to his rea-
soning about the dates of the poet’s birth and death. His conclusions in this
regard are of the utmost importance and have become the basis for almost
everything written about Jazir1 since.

In an epilogue, the editor briefly describes the nature of his work, but not
the method he used in editing the Diwan. He states that most of the manu-
scripts at his disposal were of no use, because of the errors and deficiencies
they contained. Here he does not say anything about other copies, while on
pp- 843 and 846 he gives the impression that the edition, except for the last
seven poems, pp. 847-937, was heavily dependent on a manuscript that he
calls “The copy of Jazirat Ibn “‘Umar”. He does not explain how the texts of
this edition were established.

The edition comprises 120 poems and 3 ruba s, arranged alphabetically
according to the final letters of the rhymes, regardless of the form; i.e. the
qasidas and the gazals are not separated. The text is accurately vocalized, even
taking into account the prosodic scanning of the poems. The headings are ei-
ther Wa lahu ayadan quddisa sirruhu (Also by him, may his secret be sancti-
fied) or Wa qgala ayadan quddisa sirruhu (He also said, may his secret be
sanctified). As for the poems whose authenticity the editor was dubious about,
he has placed them at the end of the book. This part contains seven poems,
including Jaziri’s longest gasida and the two poetic mukalamas. He separated
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these seven poems because they are not included in The copy of Jazirat Ibn
‘Umar, which he used as the basis for his work.

The edition is remarkable for its explanations and commentaries in Arabic.
Every bait of a gasida or a gazal is dealt with separately. Firstly, the words
are translated or explained, and secondly, a word-for-word translation into Ar-
abic is given, followed by a more detailed explanation that, in relevant cases,
highlights rhetorical and philosophical, but less aesthetic, aspects. Notably,
this pattern is followed throughout the first volume, whereas in the second
volume the word-for-word translation is abandoned. Wherever a similarity is
found between JazirT’s poetry and the poetry of great Persian or Arabic poets,
e.g. Sa‘d1, Hafiz, Jamt or Ibn al-Farid, it is noted.

Concerning the Sufi ideas in JazirT’s poems, Zivingi focuses mainly on the
principles of the Nagsbandi order, to which both JazirT and Zivingt himself
adhered, and in a few cases, on the doctrine of Wahdat al-wujiid, although he
does not mention the name of Ibn ‘Arabi. In these cases, he limits himself to
giving the name of the doctrine, but does not give any information about its
principles. In his annotation, Zivingi does not deal with the aesthetic or struc-
tural aspects of the poems. The verse meters are not recorded, even though the
vocalization of the poems confirms that he was aware of the prosodic system
and its application in the poems.

Diwan-T Séx Ahmad-t JizirT, edited by Giw-1 Mukryani, Cﬁpxﬁna-y Hawlér,
Hawler 2576 (Kurdish era, sic.)/1964, 167 pp.

The text is preceded by an introduction, pp. 1-16, originally written in Arabic
by Anwar Ma’'1 (1331-1386 AH/1913-1965 CE) and translated into Kurdish
by the editor of the Diwan, Giw-1 Mukryani. There are some additional re-
marks by Mukryani himself at the end of the introduction, but neither part
provides anything new about JazirT beyond what was already known. In his
remarks, the editor refers to Hartmann’s (Berlin 1904) and Arwast’s (Istanbul
1922) editions, as well as two other editions from Yerevan and Aleppo, which
are now known never to have existed. On the other hand, he does not mention
Ziving?’s edition (Mala-y€ Jazir1, 1959), published five years earlier.

The collection includes 116 poems, arranged alphabetically according to
the final letters of the rhymes. Mukryani employs a kind of orthography that
is a combination of the traditional orthography, which uses the Arabic (and
Persian) vocalization system, and the new system that had been partly in use
in Southern Kurdistan since the mid-1950s. The edition contains many mis-
prints. Moreover, the editor seems to have changed, a large number of words,
as he is generally known to do, and the edition is therefore not very reliable.

Diwan-a Mala-yé Jiziri, edited by Sadiq Baha' al-Din Amedi, Capxana-y
Kor-1 Zanyari-y Kurd, Baghdad 1977, 640 pp.

75



In his introduction to this collection, Amé&di confirms that the principles and
the methodology of editing a text critically are followed in the work. Amedi
states that he had access to four printed editions of Jaziri’s Diwan, namely
those of Hartmann, Arwasi, Zivingi and Mukryani, and five manuscripts, the
oldest of which dates from 1231AH/1815-1816, in addition to a number of
poems published in various publications and periodicals (Mala-y& Jazird,
1977: 8-14). He describes the printed editions and manuscripts in detail. Ex-
plaining the method he used to establish the text, Am&di states that he has used
ZivingT’s edition as a basis and compared it with the other texts, showing the
differences in the apparatus criticus.

A close examination of the text reveals that it was not prepared with suffi-
cient accuracy. In several cases, words in the text have been changed without
any notice and in complete contradiction to what is said to be the method em-
ployed in the edition. The volume is also provided with a list comparing the
number of the poems in the different editions and manuscripts. Even here,
inaccuracies are apparent.

The edition contains 128 poems and 17 ruba‘is. Obviously, in addition to
the poems that are common to the different editions and manuscripts, the edi-
tor has included all those poems that are found in one or more of the sources,
but not in all of them. Amé&dr uses, though not consistently, the orthographic
system adopted by the Kurdish Academy in Baghdad in the early 1970s.

Diwan-i ‘Arif-i Rabbant Sex Ahmad-i Jizirt Mashir ba Mala-y Jizirt, edited,
explained, annotated and commented on by Hazar, Surts, Teheran 13618
(1982 CE), XXVIII + 626 pp.

In the introduction, Hazar reviews in detail the different opinions on the life
of Jazirt and explains his own point of view, which is the same as that of
Zivingl. Noticeably, he makes no mention of the manner in which the text was
established or of the editions and manuscripts that were available to him.

The explanations of the poems are largely similar to the pattern used by
ZivingT in his edition, except that here they are in Kurdish, whereas ZivingT’s
are in Arabic. Each verse is treated separately. First, the words are elucidated
in simple and modern (central) Kurdish, and secondly, the content is explained
in detail, with emphasis on the rhetorical and philosophical aspects.

Whenever relevant, comparisons are made with similar verses in Persian, Ar-
abic or Kurdish. In this context, Hazar’s commentaries are more comprehensive
than those of Zivingl. Approximately from the second half of the book, the sys-
tem of explanation becomes different; groups of three, four or even more verses
are treated together and the commentaries are therefore briefer than in the first
half. This is exactly what is found in Ziving?’s edition, which strengthens the
belief that he was very much dependent on Ziving?’s edition.
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HaZzar almost entirely avoids commenting on the Sufi ideas of Jazir1 or the
aesthetic and structural aspects of his poetry. When explaining the poems de-
voted to Sufism, he uses general expressions such as the divine love that en-
compasses the whole universe, or that the earthly love is a step on the staircase
that leads to Divine love. These expressions can of course be said of many
other Sufi poets besides Jazirl. Nowhere in this work do we read that Jaziri
was a Naqsbandt Sufi or a follower of Ibn ‘Arabi’s philosophy.

Regarding the metaphors in the poems, Hazar demonstrates his apprecia-
tion and admiration for Jaziri only in general terms, without providing any
examination of the elements or structures that can be associated with the poet’s
language and style.

The total number of poems in this edition is 117, gazals and gasidas, and 3
ruba 7s. The last part of the volume contains 10 poems, about which the editor
expresses doubts and, consequently does not attribute them to Jaziri, but nev-
ertheless includes them in his book.

Mela-yé Jiziri: Diwan, transcribed into Latin characters by: Zeynalabidin
Kaya and M. Emin Narozi, Roja N, Stockholm 1987, 327+11+233+4 pp.

The edition includes JazitT’s poems in the original alphabet and their transcrip-
tion into Latin characters. The text is mainly based on Ziving?’s edition, but
the editions of Améedi and Hazar are also consulted. The edition includes 122
poems and 3 rubd 7s. Since many sounds existing in the Kurdish language and
in the Arabic or Persian words used in JazirT’s poetry are not represented in
the Latin alphabet used to transcribe the poems, the text is a deformed repre-
sentation of Jazir’s poems. Moreover, the text contains numerous errors, due
to the editors’ misreading of Arabic and Persian words, and lack of command
of prosody ( ‘ariiz). The edition duly, is therefore unreliable and of no value
for research on Jazir1’s poetry.

An earlier attempt to Latinize the Diwan of Mala-y€ Jazirm1 was made by
QadrT Jamil Pasa in the 1940s. Jamil published 43 poems in the Kurdish mag-
azine Hawar, nrs. 35-57, in the years 1941-1943. The assessment made of the
preceding edition applies here too.

Diwan-a Mala-ye Jiziri, edited by Tahsin 'Ibrahim Doski1, Ministry of Culture,
the Regional Government in Iraqi Kurdistan, Duhok 2000, 443 pp.

Doski begins the book with an introduction in which he mostly gives the gen-
eral information that has already been available about JazirT and his life. He
even discusses the dates of Jazir1’s birth and death, and a date suggesting that
Jazir1 “finished” his Diwan and ceased writing poetry.

All the conclusions he presents have already been published by Kaya and
Narozi (Mala-y€ Jazir1, 1987: 21-23). This edition contains 125 poems, pp.
23-357, and a word list, pp. 359—433, explaining many of the words and terms
used in the poems. The list was prepared by "Isma ‘7l Taha Sahin.
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Sarh Diwan al—gayx al-Jazari, li al-Mulla ‘Abd al-Salam al-Jazart, edited and
annotated by Tahsin ’Ibrahim al-Doski, two volumes, Spiréz Press & Publis-
her, Duhok 2004, vol. 1: 564 pp., vol. 2: 584 pp. (Jizir1’s poems are in Kurdish
and the explanation is in Arabic).

In the printed editions of Jazir’s Diwan and in writings about him, reference
is often made to a manuscript called “The Jazira Manuscript” or “The Jazira
Copy”, which is supposed to be a standard and reliable copy of his Diwan.
This Jazira copy is also generally associated with the name of Mala ‘Abd al-
Salam NajT al-Jizir1 (whose name is written in different ways). In his edition
of the Diwan, Zivingt (Mala-y& Jazir1, 1959: 843) mentions this manuscript
and indicates that he relied on it.

Amédi also relates in his edition that Mala ‘Abd al-Salam had sent a copy of
the manuscript to Jaladat Badir-Xan, that was transliterated and partially pub-
lished in the Damascus-based Hawar magazine. Another copy, according to
Amgdi, was sent to Muhammad ‘Al ‘Awni in Egypt. Amédi, in turn, indicates
that he relied on a copy made by ‘Awni in addition to other editions and manu-
scripts, and to the poems that were published in Hawar and ZivingT’s edition.
Both Hazar and Kaya were also largely dependent, on ZivingT’s edition.

Mala ‘Abd al-Salam Naji al-JizrT was an eminent scholar and poet from
Jazira, where he was the imam and teacher of the Red School, where also the
poet Mala-y€ JazirT was also a teacher, according to all the sources on his life,
and where also was buried. Mala ‘Abd al-Salam emigrated to Syria in 1933
and spent the last ten years of his life as an imam and teacher at the main
mosque in Qamisli.

‘Abd al-Salam was an authority on Jazir’s poetry and made fourfold
(tarbt’) and fivefold (taxmis) versions of several of Jazir1’s poems (Yasin,
1983: 147-148), although none of these have yet been published. Mala ‘Abd
al-Salam al-JazarT (1878-1952) was an avant-gardist in translating and ex-
plaining the poems of Jazir1, but his book did not see the light of day until
more than half a century after it was written and after his death.

Already in 1959, when ZivingT’s edition was published, there was infor-
mation to the effect that he was not the author of the book, and that he had
published the manuscript that he had borrowed from Mulla ‘Abd al-Salam. He
was accused of plagiarism and the question was brought up and publicized in
1973 by Mala Hamdi ‘Abd al-Majid in an article about the life of Mala ‘Abd
al-Salam. The writer relates in detail how ZivingT published ‘Abd as-Salam’s
manuscript and, undeservedly, attributed it to himself (‘Abd al-Majid 1973:
50-54.). The same is confirmed by Hazar (23, in letters), and ‘Abd al-Salam
Nu‘man (1990: 72-83.). The latter even publishes copies of two pages from
Mala ‘Abd al-Salam’s manuscript and compares them with corresponding
pages from Zivingt’s edition as evidence of plagiarism.
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Indeed, Ziving states in his edition that he at the beginning of his work on
the Diwan he received help from Mala ‘Abd al-Salam Naj1 al-Jizr1. This hesi-
tant acknowledgement is made in the prologue of the book and it limits ‘Abd
al-Salam’s assistance to sharing his knowledge of the Kurdish dialect of
Jazira, in which, according to Zivingi (Mala-ye Jazir1, 1959: 941), Mala-y&
JazirT wrote his poems.

Now that the Diwan that was prepared and annotated by Mala ‘Abd al-Salam
Najt al-JizrT has been published, the question should be reconsidered for the ben-
efit of Zivingi, and it should be declared that he is the genuine editor of this edition
of Jaziri’s Diwan, ZdJ, and the issue of plagiarism is, and has been, baseless.

Tahsin Ibrahim Doski (edited and annotated): Sarh-a Diwan-a Mala-yé Jiziri, 4
volumes, 1629 pages, by, Komalga-y Farhangi-y Ahmad-& Xani, Soran, 2018.

This is the most comprehensive annotated edition of JazirT’s Diwan. It begins
with a very short introduction, two pages, about Jaziri’s life. In this introduc-
tion, Doski informs us that the prince ‘Imad al-Din, who had a poetic conver-
sation with JazirT, was not a member of the ‘Azizan princely family that ruled
Botan principality, but a prince from HakkarT principality, and his pen name
was Sabitrt. Doski does not present any evidence to support his argument, so
the matter is open to question.

The introduction is followed by an article on Jaziri’s life and poetry, in
which new information is presented about attempts made to edit, annotate and
comment on parts of JazirT’s poetry. The first attempt, according to Doski, was
made by Mala Jarjis Arbilt (d. 1206 AH/1791 CE), who wrote a book, Risala-
ye Fathiyya, for the governor of Akré Fathullah Pasa in 1185 AH/1771 CE.
The book was in Persian and was devoted to explaining a poem by Jazir1 that
deals with questions of gidam (eternity before creation) and hudiit (new crea-
tion, i.e., the created world).

What makes Doski’s edition so detailed and comprehensive is that, in ad-
dition to his own explanation of the poems, he refers to other previous editions
and how they read or explained Jaziri’s poems. An obvious shortcoming of
this edition is that the author explains the poems literally and tries to avoid the
Sufi aspects in Jazir1’s poetry. When dealing with poems that openly present
JazirT’s ideas as an adherent of Ibn ‘Arabi’s doctrine of Wahdat al-wujiid,
Doski does not conceal his unfriendly attitude towards the doctrine and its
founder. He describes the ideas as pagan and anti-Islamic. He approaches the
poet’s thought from a Qur anic and Islamic theological perspective. Moreo-
ver, the aesthetic and structural characteristics of the poems are not dealt with.
The prosody of each poem is clearly presented and, accordingly, the rules of
Kurdish orthography are generally observed.
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2.3.3. Fragments

In addition to the poems in the manuscripts and the printed editions of JazirT’s
Diwan, there are a few poems scattered in manuscripts that contain poems by
other Kurdish poets than Jaziri. There are also copies of poems attributed to
Jaziri that were circulated among teachers and students of the traditional schools
in Kurdistan. The following is a brief description of some of these poems:

MS: GLB, Kurd 36, Saltikov-Sedrin Library, St Petersburg (formerly Leningrad):

The title on the cover fol. in Kurdish reads: Majma ‘a gazaliyyated su ‘arayéd
Kurmanjana (The Anthology of the gazals of Kurdish Poets) and it is trans-
lated into French as: Recueil de poesies Kurdes. The MS is one of many man-
uscripts prepared by Mala Mahmud Bayazidi and brought to Russia by A.
Jaba. It contains poems by nine Kurdish poets. Jaziri’s poem, foll. 57-58, con-
sists of 17 distiches. The heading is Mala Ahmad-i Jizrt farmayad (Mala
Ahmad-i Jizr1 says). The pen name used in the last distich is Mala. It is note-
worthy that the rhyme of the poem is (-av), which would make it unique if it
can be proved that it belongs to Jazir1, since this would be the only poem by
Jaziri that has the Kurdish character v (<) as its rhyme.

A couple of poems in a hand-written anthology of poetry circulated in Kur-
distan are also attributed to JazirT. It is stated that these are poems not included
in the Diwan. The first consists of 10 distiches and the second of 15 distiches.
The pen names are Ahmad and Malg respectively. These two poems were first
published by ‘Abd al-Raqib Yisif in his book Diwan-a Kirmanji (16-20) and
were later adopted by Amedi (Mala-y& Jazir1, 1977: 602-603, 605-607).

2.3.4. Translations

‘Abd al-Wahhab al-Karmi: Nagd wa tarjamat li muxtarat min diwan al-Mulla
al-Jazrt (Criticism and translation of a selection of the Diwan of al-Mulla al-
Jazr1), Matba‘at al-Katib al-*Arabi, Damascus 1992, 158 pp.

The book contains 21 poems by JazirT translated into Arabic. In many cases
the translation is done verbatim, but in those poems where Sufi thoughts are
presented, al-KarmT intends to elaborate on his comments. The translation is
followed by a critical reading of the poems, in which aesthetic and linguistic
aspects are evaluated.

The same pattern is used throughout the book. Each poem is first translated
into Arabic, distich by distich. This is followed by a text called “criticism and
comments”, in which a critical reading of the poem is presented. In many
cases, the author points out the prosody of the poems. In this part, al-Karmi
presents ideas about the poems and explains some of the symbols and meta-
phors according to his understanding of the poems. Al-Karm1 treats aesthetic
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aspects of some of the poems, emphasizing the significance of the language
used by JazirT and his ingenuity in constructing the metaphors.

Although the title of the book gives the impression that the texts are studied
from a critical point of view, the overwhelming feeling throughout is that the
poems, without exception, are highly appreciated and overestimated by Al-
Karmi. Regarding JazirT’s Sufi ideas, he describes them in general terms, and
nothing is mentioned about the influence of the doctrine of Wahdat al-wujiid
or the Nagsbandi order.

Divan Gazelei Mald-yé Jeziri (The Diwan of the Gazals of Mala-y& JazirT),
translation from the Kurdish into the Russian, introduction and comments by:
Karim Ayyubi, edited by I. A. Smirnova, Nauk, St Petersburg 1994, 286 pp.

The comprehensive introduction of the book (pp. 5-38), written by Ayyubi,
takes up various aspects of Jaziri’s life and poetry. The author presents an
overview of the editions of the Diwan that were at his disposal. He also dis-
cusses Jaziri’s life, taking into account the opinions suggested previously by
the editors of the poet’s Diwan. He seems to be inclined to accept the conclu-
sion drawn by Zivingi concerning the approximate dates of Jaziri’s birth and
death. Aesthetic, linguistic and structural aspects of JaziiT’s poetry are also
discussed. All the poems of Jaziri’s Diwan are translated (pp. 39-271), fol-
lowed by a few pages of commentary and notes.

Three poems of Mala-yé Jazir (By Mistake, In Praise of Mir Saraf-Xan and
Your Holy Beauty) were translated into English by the present author and
published in The International Journal of Kurdish Studies, Volume 18, Nos.
1 & 2 (2004), pp. 196-200.

JazirT’s Diwan was translated into Arabic by Tawfiq al-Husayni and published
in Damascus in 1989. The Diwan was also translated into Turkish by Osman
Tung and printed in Istanbul in 2009. These two translations were not at my
disposal and are therefore not found in the bibliography.

2.4. Previous Research about JazirT’s poetry

2.4.1. Books

Rastl, Dr ‘Izz al-Din Mistafa (1990), Mala-y Jiziri, Sitek darbara-y Ziyan u
barham-t (Mala-y Jizir1, something about his life and his work), Hawlgr, 231
pp. (The book is in Kurdish).

This is the only book in the Kurdish language devoted entirely to the study of
JazirT’s life and poetry. The book consists of fourteen chapters, mainly dealing
with JazirT’s life, philosophy and poetry. The author begins his book with a

81



chapter on Jazirm’s life, in which he reviews all the opinions previously ex-
pressed on this subject. Although he does not provide a definite time or period
for the poet’s life, he seems more inclined to accept what Zivingi presents in
his edition of Jaziri’s Diwan.

One of the main chapters of the book is devoted to JazirT’s long poem Allah
sahargah-d azal... JazirT's Sufi ideas are traced in the stanzas of the poem and
explained in detail. Besides the Suft ideas, other less-discussed aspects of
Jazir1’s poetry are highlighted, such as chess, gurbat (absence from the home-
land or exile), being a mala and astrology.

In his discussion of Jaziri’s philosophy, the author rightly points out that
Jazir1 was a follower of the doctrine of Wahdat al-wujiid, but he avoids writing
about the principles of this doctrine, and nowhere does he quote or refer to any
of Ibn ‘Arabt’s writings.

Consequently, the reader is left without any clear answers to his/her ques-
tions about the construction of a philosophy that forms the main source for
Jazirm’s Sufi ideas and Sufi poetry. Like many other writers, Rastl is of the
opinion that JazirT belonged to the NagSbandt order. He bases this idea on the
conclusion reached by ZivingT in his edition of JazirT’s Diwan, and he cites the
same distiches used by ZivingT as evidence for his argument that JazirT be-
longed to that order.

Although the author devotes two chapters to “metaphor in the poetry and
some aspects of Sufism” and “notes about the form”, we do not find in them
any considered analysis or development of the two concepts of metaphor or
form in JazirT’s poetry. With regard to the metaphors, he merely explains the
meanings of the distiches and compares them with similar expressions used
by other poets. As for form, he limits himself to referring to some Qur anic
verses or stories that he believes inspired the poet in writing the poem. Only
in a few cases does he take up special words and try to explain why they are
used in this or that way. Prosody is not discussed at all in the book, and the
construction of the poems is not analysed from an aesthetic point of view.

Doski, Muhammad Amin: Falsafat al- isq al-1lahi fi 5i v al-Jaziri, (Philoso-
phy of Divine Love in the Poetry of al-JazirT), Hukiimat Iqlim Kurdistan al-
‘Iraq, wazarat al-tagafa, Duhok 2000, 205 pp. (The book is in Arabic.)

Unlike other studies about JazirT, the author does not concern himself with the
poet’s life or time, but goes straight to the main topic. The book consists of
nineteen, mostly short chapters, each devoted to a philosophical or a Sufi con-
cept found in JazirT’s poetry, such as al- isq (passionate love), al-mahabba
(love), al-jamal wa al-jalal (divine beauty and divine majesty), al-sama’
(mystical concert and dance), al-zuhd (asceticism, renunciation), etc. The
writer chooses various Sufi terms and ideas and traces them in the poetry of
Jazir1, quoting distiches of a poem or whole poems that allude to those ideas.
He explains them in detail, from a historical perspective and within a Sufi
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context. In some cases a number of terms are so similar that one can hardly
see the boundary between them, e.g. hiyam (passionate love), hubb (love, at-
tachment), mahabba (affection) and ‘isq (ardour of love).

Although Ibn ‘Arabi is mentioned in a few cases, his theory of Wahdat al-
wujiid is not referenced and JazirT is not presented as an adherent of that doc-
trine. Doski simply refrains from writing about Jazir1’s relationship to the doc-
trine, and he does not discuss the aesthetic aspects of Jazir1’s poetry either.

Mikail, Nayif Tahir: al- Sayx al-Jizri; Nahjuhu wa ‘Aqidatuhu min Xilal-i Di-
wanihi al-Si ‘ariyy (al- Sayx al-JizrT; His path and his Faith, through his po-
etry), Spiréz Press & Publisher, Duhok 2005, 368 pp.

The book was originally a dissertation submitted to the Department of Islamic
Studies at the University of Duhok, Kurdistan, in 2002, for the degree of Master
of Arts. Although the book is in Arabic, the quotations of distiches from Jazir1’s
poems are in Kurdish, with translations into Arabic. The first chapter, which
deals with the life of the poet, is almost an exact repetition of materials available
in previous studies of JazirT and in the various editions of his Diwan.

Although the author’s starting point is that the poet was a Sufi, he deviates
noticeably from his initial intention of highlighting the questions of Islamic
theology and the canonical laws of Islam in JaziiT’s poetry. He reviews most
of the schools of Islamic Sari‘a and philosophy and shows how Jaziri ex-
pressed these thoughts in his poetry. In a few cases, the author imposes other,
mostly theological, interpretations on JazirT’s poetic and Sufi expressions.
Concepts like gidam (primordiality, eternity) and hudiit (temporality, new-
ness) are fundamental to Sufi philosophy, especially in the doctrine of Wahdat
al-wujid, whereas here they are presented as theological concepts. The two
main characteristics of Jazir1’s Sufism are almost entirely disregarded, namely
his being a Nagsbandi Sufi and his obvious adherence to Ibn ‘Arabi’s doctrine
of Wahdat al-wujiid. The book does not deal with aesthetic or linguistic as-
pects of JazirT’s poetry.

2.4.2. Chapters in Books

‘Risalayaka di Baht-a Sa‘ir u Musanniféd Kurdistané ku bi Ziman-& Kurman-
jiya Jih u kteb u Si‘r u Hikaya u Qissayéd wan Bayan dika’ (An essay about
poets and authors of Kurdistan, in Kurdish language, explaining their places
and books and poems and stories), in: Jaba, M. Alexandre: Recueil de Notices
et Recits Kourdes, St Petersburg, 1860, pp.13—16.

The author of the article appears to be Mala Mahmiud Bayazidi, who was
Jaba’s informant. There is brief information about eight Kurdish poets. Most
of the dates given for the births and deaths of the poets are now known to be
incorrect. The last sentence about the life of the eighth and last poet, Murad-
Xan Bayazidy, is interesting. It reads, “He died in the year 1199 and was buried
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in Bayazid, and no Kurdish poet has appeared after him until now.” The year
1199 AH corresponds to 1784—5 CE, and the article was written down around
1856. JazirT is the second poet in the list.

Sajjadi, ‘Ala’ al-Din: Mala-y Jizir1, 1407-1481, in: Sajjadi, ‘Ala’ al-Din
(1952, 1390 AH/1971 CE), Mézii-y Adab-i Kurdr (History of Kurdish Litera-
ture), Baghdad, pp. 179-204. (The book is in Kurdish.)

In the chapter devoted to JazirT, Sajjadi concentrates on three subjects, which he
deals with in detail: the dates of the poet’s birth and death, his travels and studies
in various places in Kurdistan, and his Sufism. Sajjadi describes, the ordinary
life of the poet, outlining many details about him, including his physical appear-
ance, which are not based on any reliable source. Moreover, he quotes only three
poems and some sporadic distiches, which he explains in simple language, but
he does not discuss any aesthetic or structural features of them.

Sajjadi devotes a large part of the study to discussing JazirT’s life and time.
He bases many of his arguments on historical facts, but also on internal evidence
from JazirT's poems, to conclude that the poet lived in the years 1407—-1481. To
find a connection between the historical facts and indications in the poems, he
interprets these indications in a way that does not seem persuasive. In addition,
the poet’s Sufi ideas are presented together with excerpts from the poems.

Amedi, Sadiq Baha’ al-Din: Mala-yé Jiziri, in: Baha' al-Din: Hozanvanet
Kurd (Kurdish Poets), Kor-T Zanyari-y ‘Eraq, Dasta-y Kurd, Baghdad 1980,
pp. 25-175. (The book is in Kurdish.)

This study was originally published in three parts in the Journal of the Kurdish
Academy in Iraq in 1975-1976. It was republished together with several other
studies in a book titled Hozanvanet Kurd (Kurdish Poets) in 1980. It is one of
the most thorough studies of JazirT and his time. The author has exhausted, in
150 pages, almost all the sources that were available for him, but without
reaching a definite conclusion about the dates of JazirT’s birth and death. He
only assumes that Jaziri may have died sometime after the year 1030 AH/1620
CE (Amédi, 1980: 82-83). Sufism and Sufi ideas as the central theme of
JazirT’s poetry is not sufficiently addressed in this study.

AmEedi quotes many verses from Jazir’s poems, but he employs them only
as evidence of the validity of his arguments about the poet’s life. Nothing is
said in the chapter about the aesthetic values of Jazir1’s poems.

Shakely, Farhad (1996), ‘The Kurdish Qasida’, in: Sperl, Stefan & Christo-
pher Shackle, Qasida Poetry in Islamic Asia and Africa, 1. Classical Tradi-
tions & Modern Meanings, E.J. Brill, Leiden, pp. 327-338.

The article deals mainly with the gasida in the poetry of Jazir1, but also more
generally in Kurdish poetry. In addition to examples of JazirT’s use of internal
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rhyme, it is pointed out that “in the gasidas, where every half-hemistich has
internal rthyme, the last syllable of the rhyming foot almost always coincides
with a word boundary.”

JaziiT’s qasida in praise of Saraf-Xan, the prince of Botan, is analysed in
more detail, showing that, through the wishes of the poet, the prince is made
into the pivot of a circle covering the seven climes. The last part of the study
is devoted to “the later Kurdish gasida” up to the mid-1930s.

Xaznadar, Marif: Mala-y Jiziri, 1567-1640, in: Xaznadar: MéZi-y Adab-t
Kurdr (History of Kurdish Literature), vol.: 2, Aras Press and Publisher, Kur-
distan—Erbil 2002, pp. 243-303.

The author does not discuss the details of the poet’s life, being content with
what other researchers have concluded before him. He deals with various as-
pects of JazirT’s poetry, but mainly emphasizes the Sufi ideas. He believes that
Jazir1 was not affiliated with any of the Sufi farigats (orders) that existed in
Kurdistan at that time. According to Xaznadar, JazirT was inspired by Arabic
and Persian Sufi literature, especially the poetry of Mawlana Jalal al-Din
Rimi. Xaznadar (2002: 246-247) also suggests that JazirT was the founder of
classical Kurdish poetry, since it was he who introduced poetic forms such as
gazal and qasida, as well as prosody and the unity of gdafiya (rthyme), into
Kurdish literature.

2.4.3. Essays and Articles

Herekol Azizan (pseudonym of Jaladat Badirxan): Klasikén Me (Our Clas-
sics), Hawar, 33(1941), pp. 6—-14.

The article introduces, 25 classical Kurdish poets and writers, eight of whom
are already known from Jaba’s book. Three of the poets are discussed in some
detail, namely Mala-y€ Jazir1, Faqi-y€ Teyran and Ahmad-& Xani. He does not
write anything about JazrT’s life, as he believes that the poet is well known to
the Kurds and therefore does not need to be described further.

He claims that an edition of Jaziri’s Diwan had been published in St. Peters-
burg before 1919, and that he himself saw a copy of that edition in the quarter of
the Kurds in Damascus (Azizan, 1941: 7). Although Azizan’s article was pub-
lished in October 1941, it seems that what he wrote about an edition of JazirT’s
Diwan from 1919 was baseless, because nobody else has seen a copy of it.

Writing about the poet Haji Qadir-1 Koy (d. 1897), the author tells us that
he himself saw the poet when he was a small child, and that he saw a hand-
written copy of his Diwan consisting of about 800 pages.
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Mutab¢t, Dr Amin “Alt (1994), ‘Mala-y Jizir1 ustad-1 gazal-1 Kurdi la s€wa-y
Kirmanji Simali-da’ (Mala-y Jiziri, the master of Kurdish gazal in the North-
ern Kirmanji dialect), The Journal of the Iraqi Academy, Kurdish Corpora-
tion, Volume 25-26, pp. 3-29.

At the beginning of his study, the author presents the peculiarities of classical
Persian poetry and how they were adopted by Kurdish poets. Gazal was one
of the forms of poetry that soon became popular in the Kurdish language,
along with other forms such as qgasida, ruba T, matnawi etc. Mutab¢i rightly
points out that JazirT was the Kurdish poet who established this art in Kurdish
poetry and thus became both a great master of gazal and the founder of clas-
sical Kurdish poetry.

The number of the bayts (distiches) in a gazal is usually between five and
19. Nevertheless, it happens that a poet writes a gazal with more than 19 bayts
and up to 70 bayts. Mutab(l estimates that the gazals of Jaziri with 5-19 bayts
are 90 in number, and those that exceed 19 bayts are 15 in number.

There are undoubtedly many other articles and studies that deal wholly or in
part with the life and poetry of Mala-y& Jazir1. The reason why I have not
included them here is either that I did not have access to them or that I consider
them of less importance to this study.

2.5 Final Remarks on Jaziri’s Diwan

Jazirm’s Diwan has been published and republished several times since the begin-
ning of the last century. Among all the diwans of Kurdish poets, it is the one that
is most often edited. Nevertheless, no critical edition based on philological study
and historical research of the text has yet been produced. When it comes to the
authenticity of the pronunciation of words and the correct readings of verses ac-
cording to the prosody, Zivingl’s edition stands as the most reliable of the nine
editions to which I presently have access. Moreover, it is now obvious that most
of the later editions were largely dependent on Zivingi’s edition. Accordingly,
Zivingl’s edition will be the main one used in this study, and the other editions
will be consulted only for the purpose of comparison and collation.

The most important part of the Diwan, and thus the largest number of the
gazals and qasidas, is common to all the manuscripts and editions. This part
contains approximately to 90-95% of JaziiT’s poems. In addition, the two muk-
alama poems and the long poem “Allah Sahargah-a Azal...” are included in
most editions. The latter is apparently a didactic gasida, which was composed
as an independent work, for educational or practical use in Sufi circles.

It is a tradition, especially in Persian literature, for a poet to begin a diwan
with a series of poems, praising God (munajat) and the Prophet Muhammad
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(nat). It seems that Jazir1 did not want to follow this tradition, although there
are several poems in the Diwan that approach the divine love in Sufi terms.

The structural aspects of a classical (Oriental) diwan are of the utmost im-
portance when studying a poet’s works. Mapping the prosody of a diwan is
essential to understanding the formal framework into which the content is
“poured”. Furthermore, an Oriental poet is not only appreciated for his/her
linguistic or metaphorical use of words, but also for his/her skill in the use of
poetic meters and rhyme.

The Diwan of Mala-ye JazirT has been published several times, as described in
this chapter. There are also many studies of Jaziri’s poetry in which various as-
pects of his work are discussed. It is nevertheless remarkable that until recently
there has not been a single study of the prosodic forms of Jazir1’s poems. A sig-
nificant work in this regard, though not confined to JazirT’s Diwan, is an encyclo-
paedic book by Dr ‘Aziz Gardt (1948-2022) in which he mapped the poetic prod-
ucts of 82 classical Kurdish poets whose poems have been published in books
(diwans) from the beginning and until the present day (Gardi, 2003). In this study,
it is my ambition to convey an impression of the prosodic form of JazirT’s poems
and to study the thoughts, metaphors and fantastic features they contain.

I will not address such questions as the number of the poems in different
editions of Jazir1’s Diwan, or the absence of a particular text in one edition or
another. I am not preparing a new edition of Jaziri’s Diwan, but it is my hope
that I can present the aesthetic values of the poems a comprehensive study of
the poet’s Sufi ideas and the artistic expressions and forms in which those
ideas are presented.
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Chapter 3: Structural Aspects of JazirT’s Poetry

3.1 The Diwan

The word diwan is a loan word in Arabic, Turkish and some other languages,
and has its roots in the Iranian languages, but it is believed that the word was
borrowed into Iranian languages from Akkadian and ultimately from Sumerian
(de Blois, 2011: 432). The earlier and current usage of the word is “associated
with words, letters, records, and a particular kind of seat associated with high
rank, contemplation, conversation, and leisure culture” (Shamel, 2012: 371).

In the field of Oriental-Islamic literature, the word denotes the collected po-
ems of a particular poet, except for his or her epic poems (Matnawis). The po-
ems in a diwan are arranged in most manuscripts and modern editions according
to poetic form (with gasidas first, then gazals, qit ‘as, and finally rubda 7s). The
poems within a section are arranged alphabetically. The last letter of the rhym-
ing lines nearly always determines the place of a poem in the section.

The Diwan of Mala-ye JazirT is the first book of poetry written by a Kurdish
poet in the Kurdish language, that contains the main poetic forms such as
qasida, gazal, ruba v, tarkib-band, etc., which are composed in various metres
of the Arabo-Persian ‘ariid system. It has been read, studied and circulated in
educated circles, especially among the clerics, Sufis and members of the ruling
families in Kurdistan since the time of the poet. At the beginning and until the
first decade of the 20" century, it existed in manuscript form. A very limited
edition of JazirT’s poems, only one hundred copies, was published by Martin
Hartmann in Berlin in 1904. There is no information to confirm that any copies
have reached Kurdistan.

Jazir uses the word diwan eight times in his poetry; four times to denote
state council, three times to denote the diwan style used in calligraphy, and
only once to denote a collection of poems, referring to his own Diwan:

Heéz sahw-d xamaye bii, warna min
Av galat nakir di diwané galat (ZdJ: 335)

This was, after all, an error of the pen, otherwise,
I would not have inadvertently made this mistake in the Diwan.

Many years later we find the word diwan, referring to Jazirm’s poetry in Mam
u Zin by Ahmad-¢é Xani (1962: 35), where he refers to three Kurdish poets, of
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whom only JazirT was known for having a Diwan. Alexandre Jaba, in his book,
published in the mid-19™ century, also emphasizes the importance of JazirT’s
Diwan and that it was of an elegant style and very popular among the Kurds.
(Jaba, 1860: 14).

The poems in JazirT’s Diwan are not arranged in exactly the traditional way
used in Oriental diwans. The qasidas and the gazals are not separated into
different sections, but are grouped together and arranged alphabetically ac-
cording to the last letter of the rhyme, with minor differences in arrangement
in the different editions. These are followed by tarji -band and tarkib-band
poems, and then the mukalamat, followed by ruba 7s, which are very few in
number. Headings to the poems are generally lacking both in the manuscripts
and in the printed editions.

There is a great similarity between the manuscripts and the printed editions
of JazirT’s Diwan in the way the poems are arranged. This suggests that the
number of original manuscripts that were the main sources for later copied
manuscripts and printed editions may have been very limited. The differences
between the manuscripts mainly lie in the number of the poems included and
in some cases the number of distiches, while the similarity between the texts
is striking. In a few cases, the differences are so insignificant that they concern
the dotting of characters or the use of diacritical marks.

The following is a table that shows the number of poems and distiches in
four manuscripts and six printed editions of Jazir’s Diwan.

MSS + editions No. of poems No. of distiches
Oxford-Bodleian 119 1964
Hartmann (Ms.) 96 1565
Jazira copy 115 1781
The anthology 118 1870
Arwast 137 2189
Zivingt 129 2052
Hazar 108 + 10 1974
Amedi 128 2109
Doski, TI-1 122 2140
Doski, MA 125 2127

The statistical information in this table should be regarded as approximate,
since the calculation is not completely accurate. This is due to the fact that
Jazir1 uses various poetic forms, some of which have different principles than
those followed in writing gazal or qasida, such as tarji -band and tarkib-band.
Taxmis and tasdris are partly based on poems by other poets. The two mukala-
mas consist of couplets each of three distiches, by which JazirT and the poet
with whom he corresponds, successively address each other.
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The longest poem in Jazit1's Diwan, Allah Sahargah-a azal yalmiam-é ‘isqé
Su la da (At the dawn of eternity, Allah kindled the torch of love), which con-
sists of 142 distiches, is treated in Hartmann’s manuscript edition (Mala-y¢
Jaziri, 1904: 2-20) and some other printed editions as an independent text rather
than as part of the Diwan. Even Hazar, in his edition (1982: 585), considers only
the 108 poems published on pages 3—584 as undoubtedly belonging to Mala-y&
Jazir1. He therefore excludes 10 other poems, published separately on pp. 586—
626, and justifies his retention of them (ibid: 585) on the grounds that they are
“Kurdish poems and a part of national heritage that should not be lost.”

JazirT’s literary production seems very small when compared with that of
poets like Sana’1(d. 1131) Sa“d1 (1210-1291), Hafiz (1315-1390 CE), or Jam1
(1414-1492). He lived for some seventy years, which is a relatively long life
for a person who devotes his life only to writing and practising Sufi rituals.
What we have inherited from Jazir1 is only a book of poems consisting of some
2,000-2,500 distiches. Judging from what we have at our disposal at present,
it is believed that he did not write any matnawis or any prose texts.

3.2. Poetic Forms in Jaziri’s Diwan

There are obviously great similarities in the forms of classical poetry among
the different languages and literatures of the Muslim peoples. This is because
these forms are mostly borrowed from the same source, namely Arabic poetry
and language. Even the names of the poetic forms, such as gazal, gasida,
ruba 7, etc, are almost completely preserved in these languages. Nevertheless,
it is also clear that the poets of these languages and literatures developed and
modified these forms in their own ways to make them appropriate to their
languages and cultures.

Persian poets were in the forefront of all others in coming into contact with
Arabic poetry and borrowing poetic forms and themes, which they adapted
and made suitable for their language. These poetic forms spread from Persian
to many other peoples and languages, from the Balkans to Bengal. Despite the
similarities, it is also true that the definition of these poetic forms varies among
different critics and researchers. The following is a short review of the defini-
tions of only the two main poetic forms, gazal and gasida, in terms of the
structure or body of the text and the theme:

3.2.1. Gazal

According to Gibb (1900: 80), a gazal is a short poem of not fewer than four
and not more than fifteen couplets, with five to ten being the average number.
The limits of a gazal are more flexible in another definition, which assumes
that the average number is between five and twelve and sometimes up to fif-
teen and sixteen distiches, but rarely up to nineteen bayrs (Humayi, 1992:
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124). Thiesen (1982: 79) holds that a gazal is rarely longer than fifteen abyat.
Andrews (1976: 136), writing about Ottoman poetry, estimates that “a very
high percentage of gazals are either 5 or 7 beyts in length”. He bases his con-
clusions on an informal survey of several published divans indicating that
“more than 80% of gazals in the divans examined are of these two lengths”.
Gardt (1999: 257) is of the opinion that the number of the distiches of a gazal,
at least in Kurdish, should be odd (5, 7, 9, 11, 13, and 15). Obviously, this is
not the case, whether in Kurdish or in any other language.

The conventional structure of a gazal implies that it begins with a rhymed
distich called matla‘, in which the two hemistiches are musarra’, i. e. rhyme
together. The following couplets are not musarra‘, but all their second hemi-
stiches have the same rhyme as in the first couplet, the matla ', while their first
lines do not rhyme at all. A gazal is thus a monorhyming poem. The order of
the couplets, in terms of rhyme, is as follows: AA, BA, CA, DA, EA, etc. The
last couplet in a gazal is called magta’, in which the poet uses his pen name,
“though the pen name at times occurs in the penultimate bayt as well”. The sec-
ond bayt in a gazal, the one immediately follows the matla, is called husn-i
matla ‘ (beauty of the matla ‘), and the couplet immediately preceding the magta
is called husn-i maqgta ‘ (beauty of the magta ‘). Almost all sources (e.g. Samisa,
2007: 286; Gardi, 1999: 255) agree that the gazal was the introductory part of
the gasida, but eventually it became an independent genre, which is why a gazal
is shorter than a gasida.

As to the themes of the gazal, Gibb (1900: 81), emphasizing mainly the
Ottoman gazal, writes that “love in all its manifold phases — the charms of the
beloved, the rapture caused by her presence, the anguish born of her absence
or her harshness — this forms the true and proper subject of the Ghazel.” This
idea is also stressed in relation to the Persian gazal; “the gazal has been the
form of love poetry. This is to say that gazal is essentially the language of
love. As we mentioned earlier, mystical themes are also often expressed in a
love contexture” (Samisa, 1991: 250). The author extends this statement to
compare human love and mystical love in the gazal when he writes (ibid: 279):
“The most important types of gazal are love and mystical gazals. In the lyrical
gazal, the human being and nature are the essence and in the mystical gazal/
the human being and the metaphysics are the essence.”

Another important feature of the gazal is that “the several couplets stand in
no direct relationship to one another or [...] might be arranged in any order
without affecting the general sense of the poem” (Gibb, 1900: 82).

3.2.2. Qasida

Gibb (1900: 83) indicates that a gasida theoretically contains not less than
thirty and not more than ninety-nine couplets. HumayT (1992: 102) specifies
the limits of an average gasida as being between twenty and seventy or eighty
bayts, and sometimes up to one hundred and fifty. Moreover, he points out
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that poems with even less than twenty and up to the limits of fifteen and six-
teen bayts are also called gasida. He later adds (ibid: 104) that the lowest limit
can be twenty bayts, or just over fifteen and sixteen bayts. Thiesen (1982: 80)
describes a gasida as “rarely less than twenty abyat and it may extend to as
many abyat as the ingenuity of the poet allows, sometimes more than a hun-
dred and fifty.”

The gasida is similar in form to the gazal, but is much longer. The tradi-
tional gasida, especially in Arabic, begins with a lyrical section that is similar
to a gazal and is therefore called tagazzul or nasib. The order of the verses of
the introductory part of the gasida, contrary to the gazal, cannot be changed,
for this would affect the sense. The gasida, according to Thiesen’s definition
(ibid), “may have any subject matter, mystical, didactic, epic, etc”. Scott-
Meisami’s description of the subjects of a gasida is stricter. She writes (Scott-
Meisami 1987: 48): “Although numerous examples exist of gasidahs contain-
ing only encomium, equally numerous are those constructed on the polythe-
matic model of nasib, rahil (often eliminated by Persian poets), and madih, as
well as the concluding du ‘a or prayer for the well-being of the patron.” Gardi’s
(1999: 257) conclusion in this regard seems realistic when he states that “the
gazal is mostly devoted to the inner feelings of the poet who addresses his
own soul, whereas the gasida is devoted to the external world, and the poet
addresses either a person, whom he praises or the nature, which he describes.”

In the absence of any firm evidence, it seems likely the view that Kurdish
qasidas existed before the time of Mala-y€ JazirT will remain impossible to
prove. Whatever the truth of such views, the quality of JaziiT’s poetry has
earned him such a dominant position in Kurdish literature that it seems un-
likely that there were earlier poets who could be compared to him. On the
other hand, the very excellence of Jazir1’s poetry raises questions about the
sources of his art. Was his path as a poet paved by his considerable knowledge
of Sufism and of the Arabic, Persian and Turkish poetic traditions? Did he
start any writing in one of these languages? And if so, why did he switch to
Kurdish? Even more interestingly, what was involved in the process of “Kur-
difying” classical Arabic and Persian poetry? The task of finding answers to
these questions is one of the main challenges facing students of Kurdish liter-
ature, and is likely to remain so for some time.

Indeed it is not easy to distinguish between the gasidas and the gazals of
Jaziri, unless one uses the number of distiches as a measure, which cannot
always provide a correct assessment. A rough count indicates that the Diwan
contains about 120 poems. There are about 21 “real” gasidas, i.e. poems of
more than 18 verses (bayr), the longest consisting of 142 verses. There are also
about 25 poems of between 15 and 18 verses. It is difficult to decide whether
the poems of this group should be classified as gasidas or as gazals. The dif-
ficulty arises not only regarding the form, but also in terms of themes and
organization, since the traditional divisions and fixed order of the classical
qasida do not seem to apply to a large number of Jazir1’s gasidas.
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Among those who have written about Jazirl, Amin ‘Al MutabcT is evi-
dently the most determined regarding the forms of JazirT’s poems. He states
(Mutab¢i, 1994: 15) that “JazirT’s gazals are between 5 and 19 bayts. Although
he deviated from the rules and wrote gazals consisting of 22, 23, 24, 25, 26,
28,49 and 58 bayts, if we reckon the number of bayts as evidence, then these
poems are gasidas, whereas the themes, the contents and the purposes are
those of the gazal, and therefore we consider them to be gazals”. He concludes
that apart from the verse forms other than gasida and gazal, the only poem in
Jaziri’s Diwan that could be considered a gasida rather than a gazal, is his
longest poem, which consists of 142 bayts. This conclusion is undoubtedly
incorrect, for we find in Jaziri’s Diwan at least two panegyrics, of 22 and 23
bayts respectively, the theme of which is praise to a Kurdish ruler. There are
also few other poems that deal mostly with mystical or philosophical subjects
and could be regarded as gasidas. Moreover, it seems very unconventional to
consider a poem with 28, 42, 45, 51 or 58 distiches as a gazal, whatever the
theme may be.

JazirT himself usually uses the word §7 7 when describing his poems, as in
the following verse:

Sikka-yé §i r-a ma bi nav-é ta hat
Law bi ‘iyare di jahan da rawaj (ZdJ: 175).

Our poetry is stamped with your name
Therefore, with its standard, it circulates in the world

In one of his poems, which consists of fifteen bayrs, he calls the poem a gazal,
as if he wants to assure readers that it is a gaza/ and not a gasida:

Wara bé parda Mala, vé gazale béna magam!
Har dama béna sama daf bi daf u Cang bi ang (ZdJ: 394).

Come, Mala, without barrier (curtain), and bring this gazal to
the assembly.

For every time the tambourines and harps begin to dance side
by side (hearing your poetry).

Moreover, he also uses the word nazm, ‘verse/strung words’ (literally ‘order’),
when referring to and praising his own poetry:

Nagseén falakan guh didirin vé nazmé
Tanha na basar har dikirin tahsine (ZdJ: 761)

The ornaments of the skies (the stars) listen to this verse,
It is not only human beings who admire this poetry.
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The rest of the Diwan consists of gazals, plus a few each of other genres (mu-
sammat, ruba i, tarkib-band and tarji‘-band). Reading the poems written in
these poetic forms, one sometimes gets the impression that JazirT wrote them
assuming it was his artistic duty to include them in his Diwan, thus fulfilling
the requirements of a good poet. It is not known whether JazirT ever wrote a
matnawi.

3.2.3. Rubai

Traditionally, a ruba 7 consists of two distiches, in which the first, second and
fourth hemstitches rhyme with each other, while the third hemistich does not.
The structure is:

bl e
1
1
1
1
>

In different editions of Jaziri’s Diwan we find different numbers of ruba s
(ruba Tyyat in the plural), quatrains. The oldest edition (by Hartmann) contains
16 ruba s, but at the same time the scribe includes two separate verses, with
the same rhyme and rhythm, which he considers to be two fard verses (one
single distich each), without any explanation. These two distiches are indeed
connected and form a ruba 7, which makes the number of the ruba 7s in that
edition 17, not 16.

The immediately following edition (by Arwasi) does not include any
ruba 7s. In the editions by Zivingi and Hazar we find three ruba s each, the
texts of which are identical with each other. Amé&dr’s edition contains16
ruba 1s. Like the scribe of Hartmann’s manuscript, he also includes two cou-
plets, which he considers to be two separate fard verses, whereas they form
one ruba 7.

In all of JazirT’s ruba s, the four hemstitches rhyme with each other. The
rhyme scheme is thus:

1
2.
3. ----a
4

This type of ruba 71is called a ruba ‘i-ye musarra ‘ (Rhymed Quatrain).
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3.2.4. Mustazad

A mustazad “is formed by adding to each misra‘ or hemistich in a piece of
verse a short line called the ziyade” (Gibb, 1900: 87). The original poem to
which a short line is added must be written in the iazaj metre, Gibb (1900:
88) asserts and the misra “ must scan:

(—=v/vV——=v/v—=v/v—o)
And the ziydde must scan:
maf alu / fa alun: ——v/v——

Jazir1 has only one mustazad poem in his Diwan. He based his mustazad on
an Arabic poem and followed the rules of the mustazad literally. Zivingl
(Mala-y¢ Jaziri, 1987: 841) suspects that the poem is not Jaziri’s, but borrowed
from another contemporary poet, a contemporary named Ahmad Pasha ibn al-
Mawla Waliy al-Din al-Husain1 (d. 902 AH/ 1496 CE), and that Jaziri added
just a few lines that may be his.

Moreover he believes that even Ahmad Pasha, in turn, borrowed his poem
from another poet called al-Mawla Xidir Bag bin Jalal al-Din (d. 863 AH/
1458 CE). He published the poems of both Ahmad Pasha and Mawla Xidir.
Apparently, Jazirm added just two verses of his own to Ahmad Pasha’s poem.
The other five verses are identical with those of the Pasha.

3.2.5. Stanza Forms: Tarji -band and Tarkib-band

Tarji -band and tarkib-band are poems consisting of a series of stanzas called
tarji -xana and tarkib-xana respectively. These are composed in the same me-
tre, but with different rhymes, although each stanza has monorhyme. The
number of couplets in each stanza is the same, and is never less than five and
rarely more than ten. The stanzas are separated by a couplet, “which has the
same metre as the rest of the poem, and may or may not rhyme with the open-
ing stanza. This rhyming couplet is called the wasita or link” (Gibb, 1900: 90).
The only difference between a tarji -band and a tarkib-band is the couplet,
which is unvarying in a tarji -band, but varies in a tarkib-band.

The most notable, but at the same time the most confusing, forms in Jazir1’s
Diwan are the stanza forms farji -band and tarkib-band. The number of the
poems in Jazir’s Diwan that can be classified as tarji -band or tarkib-band or
both of them at the same time is five. This uncertainty in the designation is
due to the fact that the poet does not strictly adhere to the rules that poets
regarding these forms in classical poetry are supposed to follow. He exercises
a sort of creative freedom and experimentalism by changing the forms. Even
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the editors of Jaziri’s Diwan appear to have been undecided about the classi-
fication of those five poems. Zivingi (p. 821), Hazar (p. 520) and Améedi (p.
507) use the term tarji -band for only one of the poems.

It is generally believed that “the tarji -band and tarkib-band are much used
for elegies; they are also employed for mystical, philosophical and contem-
plative poetry in general” (Gibb, 1900: 91). JazirT employs the two forms for
philosophical and contemplative themes, but not for elegies.

It should also be noted that these stanzaic poems occupy a large space in
Jaziri’s Diwan. The total number of verses in these five poems is about 300,
which is more than an eighth of the entire Diwan.

What follows is a survey of the five poems meant to illustrate how the poet
deviated from the classical definitions of tarji‘-band and tarkib-band. The po-
ems are labelled “TB” followed by a number from 1 to 5, and the first verse
of each poem is given in transcription, scanning and translation:

TB-1
Sabah ul-xayr-i Xan-é min
Sah-é strinzaban-é min (ZdJ: 769).

vV——-"v-——-)
hazaj-i murabba -i salim

Good morning my Prince,
My sweet-spoken king.

This poem consists of nine stanzas, and each stanza contains four verses, to
which two verses are added as the wasita (link) that separates the stanzas from
each other. Every two verses in the stanzas rhyme with each other in all four
hemstitches. As for the wasita, the second verse is unvarying throughout the
poem. This is also true of the second hemistich of the first verse of the wasita,
but only the words of the first hemistich vary in each wasita, and it always
rhymes with the second hemistich. The two hemstitches of the second verse
of the wasita do not rhyme with each other or with any verse in the stanzas
throughout the poem. The scheme of every stanza in the poem is as follows:

l:----A----A
2:----A----A
3:----B----B
4:----B----B

The wasita verses, on the other hand, are arranged in the following way:

li----C----C
2:----D----E
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What changes in each stanza is that the rhymes of the four verses become
FFFF and GGGG and so on, whereas the thyme in the two wasita verses are
not changed; only the words of the first hemistich in the first verse vary.

If one examines this poem against the conventional background formed by
the generally accepted definitions, as mentioned above, one sees that it devi-
ates from most of the rules. In the following comparison, four criteria are
given, against which the stanzaic poems of JazirT are examined:

a) Every stanza is monorhyming: in this poem, none of the stanzas is
monorhyming, but every two verses are monorhyming.

b) The number of couplets in each stanza is never less than five: here
the number of couplets in each stanza is four.

¢) The stanzas are separated by a couplet: the stanzas in this poem are
separated by two couplets.

d) Regarding the couplet called wasita, and whether it is varying or un-
varying, it depends on how we interpret the term. If it is means that
the rhyme of the couplet is varying or unvarying, then the rhyme is
unvarying in both couplets, and the poem could be called a tarkib-
band. However, since the first hemistich of the first verse of the
wasita varies in its words every time it is repeated after each of the
nine stanzas, the poem could be called a tarji -band.

TB-2
Sanam-da sur Zi Samad, Sawq-i Zi Haq daya wujiidée
Gar ‘Azazil-i bidita nadibir gayr-i sujiide, (ZdJ: 779)

~v——/vv——/vv——/vvVv—")
Ramal-i mutamman-i maxbiin

If ‘Azazil (Satan) had noticed how the venerable idol, by
the will of the Lord,

Beamed upon existence,

He would do nothing but prostrate himself (before Adam).

This poem comprises five stanzas, the first of which has six verses, whereas
the other four have five verses. The stanzas do not rhyme with each other, but
the verses in each stanza are monorhyming, not only in the second half of their
verses, but also in both halves throughout the whole poem. Each stanza is fol-
lowed by a couplet that is repeated, unvaryingly, throughout the poem. The
first stanza begins and ends with this couplet, which explains why it consists
of six verses. The second half of the last verse of each stanza rhymes with the
following wasita couplet. The poem has all the qualities required to be called
a tarji -band.
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TB-3
Sanam-a sur zi Samad, nay-Sakar-a lab Zi nabat
Ahsana Allahu tabarak zi sur-a wé sanamé (ZdJ: 790)

v——/vv——/vVv——/vV-)
Ramal-i mutamman-i maxbun

The venerable idol, whose beauty is from the Lord,
is like a sugar cane, and his/her lips are like rock candy
God be blessed, how venerable (attractive) is that idol.

This poem is similar to the previous poem in many ways. It comprises five
stanzas, first of which has seven couplets and the rest six couplets each. The
stanzas have different rhymes, but each stanza has monorhyme, not only in
the second half of the verses, but also in both halves throughout the poem. It
is striking that two stanzas in each of the poems have a number of similar
rhyming words: -st (five times) and -ar7 (six times).

Unlike the previous poems, the wasita here, consists of three lines (hem-
stichs) that make one and a half couplet. The three hemstitches rhyme with
each other throughout the poem, but the first hemistich varies in its vocabulary
after every stanza. The same uncertainty expressed about TB-1, as to
whether it is a tarji -band or a tarkib-band, also applies here.

TB-4
Iro mi di waqt-é sahar

Aw dilbar-a sundus di bar (ZdJ: 804)

(——v—/——v-)

rajaz-i murabba -i salim

Today, at dawn, I saw
That beloved who was donned with silk brocade.

This poem (TB-4) has 12 stanzas and each stanza consists of seven couplets
followed by the wasita, a couplet which is repeated throughout the poem. The
stanzas have different rhymes, but every stanza is monorhyming, not only in
the second half of their verses, but also in both halves throughout the poem.
The second hemistich of the wdasita does not vary in rhyme, but the first hem-
istich rhymes with the preceding verses of the stanza. In most editions the
number of stanzas is twelve, but in Hazar’s edition (Mala-y€ Jazir1, 1982: 608—
613) the number of the stanzas is ten. This poem is a tarkib-band.
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TB-5
Ma bi dil nérgiziyén xassa divén
Saman u yasaman-é taza divén (ZdJ: 821)

vv——/vv——=/vv-)
ramal-i musaddas-i maxbiin-i mahdif

With all our hearts we want narcissus of the best quality,
We want new and succulent clover and jasmine.

In most editions, this poem consists of six stanzas with the first four stanzas
comprising eleven verses, and the last two stanzas thirteen verses each. In
Hazars edition (ibid: 534-539) the number of the stanzas is five and each is
made up of eleven verses. The stanzas are followed by a wasita consisting of
three hemstitches, i.e. one and a half couplets. In two editions (Zivingl and
Améedi), the wasita after the last stanza consists of the last two hemstitches of
the wasita that follows the other five stanzas.

For some unexplained reason, a hemistich is apparently lacking in the last
verse of the last stanza, and the first hemistich of the wasita is inserted there,
reducing the number of hemstitches of the wasita to two. The stanzas do not
rhyme with each other, but each stanza has monorhyme in both hemstitches
of each couplet. The three hemstitches of the wasita also rhyme with each
other, but not with the stanzas, and the first one varies its words each time it
follows a stanza.

Gardi (1999: 280) thinks that this poem is a kind of combination of three verse
forms, namely musammat, tarji‘-band and tarkib-band. Mutab¢t (1994: 14) de-
scribes the form as an artistic creation that should be attributed to Mala-y€ Jazirt.

3.2.6. Murabba ‘ and Tarbri

The murabba* “foursome” is a form of poetry “consisting of a succession of
four-line stanzas called Bend or ‘Tie’” (Gibb, 1900: 91). The fourth line of the
first stanza and the way in which it is used in the following stanzas, is essential
for distinguishing two types of murabba .

a. Ifthe fourth line of the first stanza is repeated in its entirety as the fourth
line of each following stanza, the poem is called a murabba -i mutakarrir
(repeating foursome). The scheme of this form, according to Andrews
(1976: 160) is aaaR/ bbbR/ cccR/ etc (R: refrain, repeated line).

b. If the fourth lines rhyme together, but vary in each stanza, the poem
is called murabba -i muzdawij (pairing foursome), the scheme of
which (ibid) is: aaaa/ bbba/ ccca/ etc.
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The fourth line of the first stanza, as Gibb (ibid) indicates, “may or may not
rhyme with the other three which must all rhyme together. But whatever be
the rhyme of the fourth line of the first stanza, that rhyme must be repeated in
the fourth line of every succeeding stanza, while the first three lines of each
of these must take a new rhyme.”

JazirT has a poem that consists of eight stanzas and is constructed as a mu-
rabba -i muzdawij (pairing foursome), although he deviates greatly from the
rules and principles mentioned above. The second stanza is as follows:

Wardan gulav girtin xunav, lé min di tav, sohtin hinav

Min di bi ¢av zulfen balav, [é biina dav, band kir bi nav
Nur-a basar, guft u xabar qand u Sakar zulfan zi sar

Xalen di qar bavé sahar da béta dar subh-a bi haq (ZdJ: 362)

(—-v—/—=vVv—/—=vV—/—=V-)
Rajaz-i mutamman-i salim

The roses caught dewdrops as rosewater,

but I, in the heat, my insides were burnt,

I saw with my own eyes the tresses were spread out.
turned into snares (and nets), for the cheeks,

You, the light of eyes, whose speech is as candy and sugar,
Remove the tresses

From the black mole at dawn,

That the true dawn may appear.

The scheme of the strophes follows this order: AA-XB, CC-XB, DD-XB, etc.,
which means that the first three lines do not rhyme together. The exceptions
are the first and the fourth stanzas. In the first stanza, the second and the fourth
lines rhyme, and the same rhyme is repeated in the fourth lines of all the stan-
zas. The scheme of the first stanza is: AB-XB. The first three lines of the fourth
stanza rhyme with each other, making it the only stanza in the poem that fol-
lows the rules of constructing a murabba . In the other stanzas, it is only the
first two lines that rhyme together, while the third line is free, but the rhyme
of the fourth line in the first stanza is repeated in the fourth line of each sub-
sequent stanza.

Even in this poem, Jazir1 uses internal thyme, not only in every half hemi-
stich, but also in every foot of the hemistich. The first strophe of the poem is
structured as follows:

I cceAeeaA-maA----A
2. ---A----A----A---B
3. ----C----C----C----C
4, ---C---C----C----B
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In the following strophes, except for the fourth, the structure becomes stricter,
since all four feet of the second lines of the first distich are also bound to the
same rhyme of the first line:

l. -=--D----D----D----D
2. ----D---D----D----D
4, ----E----E----E----B

The fourth strophe is the strictest one in terms of internal rhyme, where all
four feet of each line of the first distich, the four feet of the first line of the
second distich, and the first three feet of the second line of the second distich
rhyme with one another. Only the fourth foot of the second line of the second
distich has the main rhyme of the poem. This means that of the sixteen feet of
the strophe, fifteen of them have the same rhyme. The scheme is as follows:

4, ---F----F--F---B

Tarbi‘, an Arabic loan word found in Persian, Kurdish and Turkish, denotes
the process of building a murabba‘, or turning a poetic text into a murabba .
It is a stanzaic form of poetry consisting of four hemstitches, the first two of
which, (i.e. the first couplet, which is called the damima or “addendum”,) be-
long to the poet, whereas the last two hemstichs, (i.e. the second couplet,) be-
long to another poet, on whose poem, usually a gazal, the murabba * (the four-
some) is built. In some cases, the new poet chooses only one hemstitch, usu-
ally the second line of a couplet, called the ‘ajz, of another poet’s gazal, to
which he adds three hemstitches of his own. This form is, indeed, a deviation
from the standard form of tarbi ‘. The added hemstitches, be they two or three,
must be in the same metre as the poem on which they are built.

As for the thyme words of a farbi ', the first two hemstichs rhyme with each
other. If the poet adds two lines, these two must rhyme in the first stanza with
the matla * of the gazal he is working on, but in the following stanzas, the two
lines must rhyme with the first hemistich of each distich of the gazal taken as
a basis. If the poet adds three lines, the same rule applies, but the third line
may or may not rhyme with the second line of the other poet’s distich, which
is the thyme word of the whole poem.

The difficulty in the farbi‘, Gibb indicates (ibid: 92), is “to make the
Damima blend naturally and gracefully with the lines to which it is prefixed;
it should so harmonise with these both in feeling and in language that the
whole poem appears to be the work of one and the same writer.”
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Jazir1 bases one of his poems, a murabba ‘, on one of the best known gazals
of Hafiz, namely A/@ ya ayyuha al-sagt. The structure of JaziiT’s poem is unique
in many respects. Hafiz’s gazal consists of seven couplets, but Jaziri’s poem has
eight stanzas, each comprising four hemstitches, three of which are added by
JazirT and the fourth is taken from Hafiz’s gazal. In the first and second stanzas,
Jazir1 adds three lines to each of the two hemstitches of the matla * of Hafiz’s
gazal, whereas in the rest of the poem, he chooses only the last hemistich, the
‘ajz, of each couplet of Hafiz’s gazal. The first stanza is as follows:

Nawa-ya mutrib u ¢ange, figan avéta xarcangé
Wara saqt hata kangé nasoyin dil zi vé zangé?
Hayat-a dil, may-a baqt, binosin da bi mustaqr
Ald ya ayyuhd al-saqi adir ka’san wa nawilha (ZdJ: 2).

vV———-/V——=/v——=/v——")

Hazaj-i mutamman-i salim

The voice of the singer and the sound of the harp,

have brought a clamour to the sign of Cancer,

Come, cupbearer! How long shall we not wash

this rust from our hearts?

Let us eagerly drink the life of the heart, the remaining wine!
O wine-bearer, bring forth the cup and hand it to me!

The two lines of the first couplet in every stanza rhyme, but the third line does
not rhyme, at least in external appearance, with either the preceding lines or
the next line. The rhyme word of the fourth line is the rhyme word of Hafiz’s
gazal and thus the main rhyme word at the end of every stanza throughout
JazirT’s poem. The scheme of the stanzas is thus AA-XB, CC-XB, DD-XB,
etc. Examining the poem more closely, one deduces that JazirT uses internal
rhyme in each half line in all the first three lines. The four half lines of the first
couplet rhyme with each other, while the two half lines of the third hemistich
also rhyme with each other, but at the same time also rhyme with the first half
line in Hafiz’s hemistich. The scheme of the four lines in every stanza, in terms
of internal rhyme words, is as follows:

The first stanza:

. ----A----A

2. ----A----A

3. ----B----B

4, ----B----C
The second stanza:

1. ----D----D
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2. ----D----D
4, ----E----C

An artistic and linguistic invention in Jaziri’s tarbi‘ is the use of three lan-
guages in the poem, Kurdish, Persian and Arabic. The fourth lines of all the
eight stanzas are those of Hafiz, and therefore the fourth lines of the first and
the last (the eighth) stanzas, are in Arabic, since Hafiz originally wrote them
in Arabic. Indeed, it is believed that he borrowed the first line of his gazal
from a poem composed by Yazid ibn Mu‘awiya (26-64 AH/647-683 CE).
The other six stanzas end with the Persian lines of Hafiz.

The three lines added by JazirT in every stanza begin with two lines in Kurd-
ish, while the third lines alternate between the three languages. The third lines
in the first, second, sixth and seventh stanzas are in Kurdish. In the third,
fourth and fifth stanzas they are in Persian, and the third line of the eighth
stanza is in Arabic. The scheme of the poem regarding the use of languages
(A: Arabic, K: Kurdish, P: Persian) is as follows: 1. KKKA, 2. KKKP, 3.
KKPP, 4. KKPP, 5. KKPP, 6. KKKP, 7. KKKP, 8. KKAA.

The two forms murabba ‘ and tarbi‘ are indeed similar in many respects;
since both of them consist of units of four hemstitches each. The principal
difference is that in one of them, murabba ", the poet composes the whole
poem himself, whereas in the other one, tarbi‘, the poet chooses a gazal by
another poet on which to base his poem. An easy way to distinguish between
these two forms is to look at the number of pen names at the end of the poem.
If the poem ends with one pen name, then the poet has written the whole poem,
but if there are two pen names, it means that he has based his poem on a gazal
by another poet.

A murabba , be it independent or based on another poem, differs from the
widely known verse form ruba ‘7 (quatrain). A murabba ‘ is a sequence of sev-
eral four-line units (stanzas), but a rubd 7 is an independent unit. There are
also other structural differences between them, regarding the order of the
rhyme words in the four lines.

3.2.7. Mukalama (Poetic Correspondence)

The word mukalama is an Arabic word meaning to talk with someone, con-
versation and discussion (Wehr, 1971: 838). Even in Persian, it has almost the
same meaning (Steingass, 1947: 1298). As a literary term, we do not find any
definition of it in sources about Persian, Ottoman or Kurdish literature. How-
ever, there is, a literary form in the Arabic and Persian literatures called
ixwaniyyat referring, according to Samisa, (2007: 252), to “Poetic letters ex-
changed between poets, composed in the same rhythm and rhyme, in which
they often complain about Iuck and time, and praise each other.”
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The examples cited in Samisa’s book (ibid: 252-254) specify that in many
cases, a poet would send a poem, which could be a long text, to a poet-friend,
and he too would reply with a long poem, but they would not continue by
writing further to each other.

JazuT’s Diwan includes two long texts the contents of which are poetic con-
versations or correspondences. The first is with a Kurdish prince, called Mir
‘Amadin (‘Imad al-Din), who probably was a brother or a son of Jazir1’s patron,
Prince Saraf-Xan III (see Chapters 1 and 2). The second conversation is with
the poet Faqi-yé Tayran, who was a contemporary of Jaziri (see Chapter 2).

Jazir1’s mukalamas, unlike the Persian ixwaniyyat, are short poems, but the
large number of such texts suggests that the correspondence continued over a
long period, especially considering that Faqth-y& Tayran lived in the Hakkar1
region, very far from the city of Jazira, where Jazir1 lived.

The conversations are called mukalama in most of the new editions, but in
Hartman’s edition there is no title. In the first conversation, the first two stan-
zas, belonging to JazirT and the prince respectively, have the headings “su ‘al-i
Mala”, Mala’s question, and “jawab-i Mir”, the Prince’s reply. The remaining
stanzas of the conversation have only the headings “Mala” and “Mir”.

In the Berlin manuscript: MS. or. quart. 1131, the stanzas have the headings
“insa’-i Mala”, the composition or treatise of Mala, and “Jawab-i Amir”, the
Prince’s reply. The Bodleian manuscript does not include these conversations.
The number of stanzas in all editions of the Diwan are 19 by JazirT and 19 by
the Prince, and each stanza consists of three verses, composed in the hazaj
metre. The correspondence with the Prince begins with three verses by Jazir1
and ends with three verses by the Prince. The mukalama between Jazirt and
Faqih-€ Tayran, on the other hand, begins with three verses by Tayran, but
ends differently in different editions. The first three hemstitches of each verse
rhyme with each other, and the second three hemstitches also thyme. The stan-
zas, do not, however, thyme with each other. JazirT begins his poem by send-
ing his regards to the Prince:

Salam-a min tana-xwant

Sahargah gawhar-afSan bit

Bi siurat amr-e Subhant

Sar algab-é zar-afSan bit

Bi xidmat ‘ard-é sultant

‘Abir u ‘anbar-afsan bit (ZdJ: 895).

v——-/v——-)
Hazaj-i murabba i salim

My greetings, I who praise (the Prince)

May scatter gem at dawn.
May it be in the form of a Divine order,
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To scatter gold on the titles of honour,
To be presented as a royal service,
And scatter scent and ambergris.

The conversation does not contain any questions or answers. Both JazirT and
the Prince present short ideas on philosophical and Sufi topics and comment
on each other’s statements. Both use several Sufi terms, symbols, even histor-
ical, geographical, musical, and theological concepts, and names like Adam,
Moses, Jesus, Solomon, Mani, Egypt, Qazvin, harp, etc. In the last two stan-
zas, both JazirT and the Prince praise and address each other modestly. Jazir
ends his poem by calling himself “a slave of Prince ‘Amadin” (Gulam-é Mir
‘Amadin-im), and the Prince declares that “Séx Ahmad is our master” (Ku Séx
Ahmad ma ustada).

The second poetic conversation, that between Jaziri and the poet Faqi-y&
Tayran, varies in length in different editions. In Hartmann’s edition (1904: 208—
215) the total number of stanzas is 43, of which 22 belong to Tayran and 21 to
Jazirl. In Ziving?’s edition (pp. 914-924) the poem is shorter; 12 stanzas by
Tayran and 11 by Jaziri. The longest version of the poem is that included in
both Hazar’s (pp. 574-584) and Amed1’s (pp. 565-594) editions, which consists
of 25 stanzas by each of the poets.

In Hartmann’s edition, the poem has a heading that reads Mukalama-ye Fa-
gih-é Tayran wa Sayx Ahmad al-Jazari, the conversation between Faqih-&
Tayran and Sayx Ahmad al-Jazari. In the Berlin manuscript, the stanzas have
either Faqth or Mala, as heads. The stanzas of this poem also consist of three
distiches each; the first three hemstitches rhyme with each other and the second
three hemstitches also rhyme, but the stanzas do not rhyme with each other.

It is almost impossible to scan Faqih-€ Tayran’s verses in the second con-
versation according to the prosodic patterns of classical poetry. As far as Fa-
gth-g Tayran is concerned, he is known for writing most of his poems accord-
ing to Kurdish Folk rhythms. However, Jazir1 is a strict follower of the pro-
sodic rules of classical poetry.

Both poems contain many Sufi ideas and symbols. The poets also employ
several Qur anic terms and expressions and allude to some stories related in the
Qur’an. At the end of the poem, the two poets praise each other with modest
and friendly words. In the last stanza, Tayran dates his poem by stating that he
praises Jazirt in 1031 AH, which corresponds to the years 1621-2 CE.

3.2.8. Mulamma ‘ Poems

In a poem that is in stanzaic form, but is not a farkib-band or tarji -band, Jaziri
uses the languages Kurdish, Persian and Arabic in turn, though not consist-
ently (Mala-y¢ Jaziri, 1987: 446—450). The poem comprises five stanzas, each
consisting of five hemstitches. In the first, second, fourth and fifth stanzas, the
first three hemstitches are in Kurdish, the fourth in Persian and the fifth in
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Arabic. The third stanza differs, in that the first and third hemstitches are in
Kurdish, but the other three are in Arabic.

The first stanza has monorhyme, whereas in the other four stanzas, the first
four hemstitches rhyme with each other, but not with the other stanzas, while
the fifth hemstitch has the same rhyme as in the first stanza. Structurally, this
poem is a musammat, but since it is composed in three languages, it can be
called a combination of musammat and mulamma ‘. A poem in which two or
three languages are used is called a mulamma * (pied) (Gibb, 1900: 124).

With regard to the use of three languages, the scheme of the poem is as
follows (K: Kurdish, P: Persian, A: Arabic): 1. KKKPA, 2. KKKPA, 3. KA-
KAA, 4. KKKPA, 5. KKKKA.

JazirT has another poem that can also be called a mulamma’. It consists of
ten couplets, the first hemistich of which is in Kurdish and the second in Ara-
bic, but he deviates from this rule in two couplets. The fifth couplet is entirely
in Kurdish and the ninth couplet, the penultimate, is entirely in Arabic (Mala-
y& Jazir1, 1987: 182—185).

In another poem (Mala-y€ Jazir1, 1987: 194—197), which consists of 12 dis-
tiches, the first distich is entirely in Kurdish, the ninth entirely in Arabic, but
in the other ten distiches, the first hemstitches are in Kurdish and the second
ones in Arabic. Altogether, there are eleven poems in JazirT’s Diwan that can
be called mulamma® or half-mulamma’.

3.2.9. Istigbal (Nazira)

JazirT wrote a poem in Persian as an istigbal poem to honour and creatively imitate
a poem by the Sufi poet ‘Abd al-Rahman Jam1 (Mutab¢i, 1994: 15). It is also
called nazira (parallel). This is a poetic form used to show respect and admiration
for another poet. The poem is written “in emulation of one by another writer.

The nazira must be in the same metre and have the same rhyme and the
same redif (if there be one) as the poem emulated; it should moreover be con-
ceived in a similar spirit” (Gibb, 1900: 99). But the naziras were not written
only to emulate contemporary poets’ verses or immediate predecessors’
verses, “the poets composed them to honour the works of men long dead,
whose style they admired and whose verses they were fain to rival” (Gibb,
1900: 100), which is, apparently, the case with Jazir1’s poem.

Jam1’s poem consists of seven couplets, but JazirTt welcomes his poem with
ten couplets. The similarity between JazirT and Jami’s poems is striking. In
most of the distiches, what JazirT has done is no more than to rearrange Jami’s
poem or replace some of its words with other words. Both Zivingt (Mala-y€
Jazir1, 1987: 429-434) and Hazar (Mala-y€ Jazir1, 1982: 594-596) were aware
of this similarity and pointed it out. Zivingi published it as one of Jazir1’s po-
ems, whereas Hazar placed it among the poems he doubted belonged to Jazir1.
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3.3. The Repetition of Rhyme Words (gdfia)

The use of different thyme words, gafia, in a poem appears to be one of the arts
that demonstrates the ingenuity of the classical poets, in terms of the richness of
their vocabulary. What is emphasized in this regard is the use of new rhyme words
in every couplet, which can be realized in a gazal, because of its limited length
and the small number of its couplets. In a gasida, the task is not that easy, espe-
cially when it contains a large number of couplets. Gibb (1900: 85) finds that:

It is allowable in a Qasida to repeat the same rhyme
word with the same meaning, provided that at least
seven couplets intervene, but it is always better to dis-
pense when possible with this license.

Jazir1, who is known as the most skilled Kurdish poet in the use of word rhyme
(Gardi, 1999: 207), is no exception in repeating gafia in the same poem, be it
a gazal or a qasida. Beginning with his longest poem, which has 142 couplets,
he employs 143 rhyme words ending in (-a) followed by (-da) as radif. The
scheme of the frequency of the rhyme words is as follows:

RW F|B i-7
Su‘la 311,87,113

xwa 712,6,11,33, 38,63, 126 3
na 4 13,42,114, 124

wa 516,17,82,86, 135 1
va 4 17,55,90,110

ma 2 |10,78

Jjilwa 3112,22,89

sada 2 18,51

xanda 2 123,118

nagma |2 | 30,103

rasha 2 | 68,99

tis‘a 2 194,111

panja 2 | 104,127

Codes used in the table: RW: rhyme words repeated in Jazir’s longest gasida;
F: the frequency of the RW; B: the bayrs in which the RW are used; i-7: how
often is the interval lesser than seven bayts?

Of these 143 gafias, 13 words are repeated with this frequency in various
places in the poem: su ‘la 3, xwa 7, na 4, wa 5, va 4, ma 2, jilwa 3, sada 2,
xanda 2, nagma 2, rasha 2, tis ‘a 2, panja 2. Altogether, the 13 rhyme words
are repeated 40 times. This can also be interpreted as indicating that the poet
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used the remaining 103 rhyme words only once in his poem, which in turn
means that he repeated only one-eighth of the rhyme words. The interval be-
tween the repeated words is less than seven couplets in four cases, three times
with the word (xwa) and once with (wa).

In another poem, the second longest in the Diwan and consisting of 58 cou-
plets, JazirT uses a total of 59 rhyme words. Almost all the words used as gafia
end with a long vowel (-@), followed by the copula verb (=a) for third person
singular, preceded by the hiatus filling semi-vowel (y). Only in three cases are
the rhyme words verbs in the past perfect form, which is also built with the
help of the copula verb (=a). The number of repeated rhyme words is seven,
which makes up one eighth of the total thyme words used in the poem, and
the frequency is as follows: mifa 2, dawa 2, rawa 3, daya (verb) 4, ba 2, taba
2, vadaya (verb) 2. Altogether, the seven repeated words are used 17 times,
while the other 41 words are used only once each. The interval between the
repeated words is less than seven couplets in two cases, once with the word
daya and once with the word ba. The following table provides more details:

RW F|B i-7
mifa 212,53

dawa 213,30

rawa 316,14,50

daya 4 17,11,44,58 1
ba 2| 18,19 1
taba 2 | 24,42

vadaya |2 | 26,45

It should be noted, however, that the poet may repeat a rhyme word even in a
short poem. In a gazal consisting of nine verses (Mala-y¢€ Jazir1, 1987: 146—
149), the gafia word dilbar is used in the first and the third distiches, which
means that the interval between them is only one couplet. Reviewing the po-
ems of JaziT, one finds that in most of them rhyme words are not repeated at
all, or the repetition is quite rare.

3.4. Radd al-sadr ila al-"ajz:

The use of this poetic art concerns the repetition of the last word of a distich
at the beginning of the next distich. This definition seems to be somewhat
inadequate compared with what Gard1 (1999: 318-319) suggests. He points
out that it can be used in two ways, first by repeating the rhyme word(s), or
any word(s) from the second section of the second hemistich of the preceding
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distich at the beginning of the next one, provided that the bayss in each hemi-
stich have four feet. The second way is to repeat the meaning or the metaphor
at the end of the preceding distich at the beginning of the next distich.

In a poem comprising 20 bayts, Jaziri uses both types of repetition of
word(s) or metaphors from the last hemistich at the beginning of the next bayz.
An example of the first is:

Mihnat-Kas$in riiz u Sabé, dar firqat-a sirin-labé

Zulm-a zi bar dast-é ta bé, aw ‘adla, em pur pé xwasin
Zulm-a tu ki pur pé xwasim, sohti-dilé hijran-kasim

Mitle parang-é atasim, rithak mujarrad bé lasin (ZdJ: 468—
469)

——v—-/——=vVv—/—=vV—/——V-)
rajaz-i mutamman-i muzal

We are tormented, day and night, for separating from that
sweet-lipped

The oppression that comes from you is a justice, we are very
happy with it.

I am very satisfied to be oppressed by you,

I am burned in my heart and suffer from being abandoned,

I am like an ember of a fire, we are a mere soul without a body.

Here we see that the poet repeats the phrase in the second hemistich, Zulm-a
Zi bar dast-é ta be, aw ‘adla, em pur pe xwasin ‘being happy and content with
the injustice and oppression that comes from the beloved’, in the first hemi-
stich of the next distich.

In the same poem, Jaziri repeats a metaphor without using the same words
as in the previous distich. He replaces the Kurdish word gulav (rosewater) and
the verb rasin (to spatter, to sprinkle) with the word mawar, which is a Kur-
dified form of the Arabic word ma -al-ward, which also means rosewater, and
the verb ka, an imperative form from the infinitive kirin (to do/to use):
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Zulf-a siyah ‘anbar bika, xamlé Zi zéré zar bika!

Zar-bdf u diba bar bika, misk u gulave lé rasin!

Mawar ka tarh u biskuwan!, jiran-é barg u lu’lu’an

Aw ‘ar‘ar u salw-a juwan, Satrt bi masti lé xusin (ZdJ: 466).

Scent the black ringlet with ambergris;

Make the fringes (of your garment) of yellow gold!

Dress it in gold brocade and silk; sprinkle them with musk
and rosewater!

Perfume the (newly grown) forelock and rosebuds,

Near the jewellery and pearls, with rosewater!

The jewellery rustles, intoxicated,

On the young juniper and cypress.

Examples of the use of radd al-sadr ild al- ‘ajz, can be found in at least five
poems in Jaziri’s Diwan (Mala-y€ Jaziri, 1987: 230-234, 462469, 497508,
522-551, and 688—698).

3.5. The Multiple Use of Metaphors

Reading the Diwan of Jazir1, one encounters hundreds of metaphors that form
the essential basis for the richness of his language and the eloquence that per-
vades his style. The easiest way to understand the roots of the metaphors in
JazirT’s poetry would be to examine the Islamic literary and philosophical her-
itage, especially Sufism, in the languages he commanded; Kurdish, Persian,
Arabic and Ottoman Turkish. This assessment will be undertaken in other
parts of this work.

It is noteworthy that the poet uses some of the metaphors employed in one
of his poems in other poems as well. This can be interpreted either as an artistic
shortcoming or simply as a way of using them to show his appreciation. The
most repeated metaphor is the one in which the lover is compared to a dog
staying on the threshold of the beloved’s house. It is widely known, in almost
all cultures and civilizations, that a dog is the most faithful animal to a human
being. The metaphor of a faithful dog at the threshold comes originally from
the Qur’an, where the story of “the companions of the cave” (ashab al-kahf)
is related. The dog is described in that verse only as a faithful animal. The
young men slept in the cave for 300 years “and their dog stretched [out] its
paws on the threshold” (XVIII: 18).

When JazirT uses this metaphor in his poems, he uses three different words:
sag (dog in Kurdish and Persian), kalb (dog in Arabic) and tizla. The latter is
now used nowadays in Kurdish to mean a puppy or a small dog, whereas in
classical Persian it means puppy, but also a hound used for hunting. JazirT uses
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tila in the Persian sense of the word. It was probably also used in the same
sense in Kurdistan at the time of Jaziri. In most cases, the metaphor is loaded
with other aspects of powerlessness or dependence on the owner for food or
just a sign of kindness.

Xak-i payen ta, di véz-a sag u tialan xwa dindsin
Ma na sij u ne gunah u na xata, av ¢i ‘itaba? (ZdJ: 515)

With a soil under your feet, we know ourselves to be

in the line of the dogs and hounds

We have not committed any fault, any sin, any mistake,
Why, then, this blame (from you)?

In another poem, he uses the same image again, but the sentence is in Arabic.
Not only does it remind the reader of the Qur anic verse, but all four words
of the verse are used:

Dargah-é lutf-a ta Xanim, ma li mahruman vabr
Inna kalban basitan dahran dird ‘an bi’l-wasid (ZdJ: 224)

The port of your kindness, my lord, may it be open for the deprived,
A dog with outstretched forelegs, a lifetime, is at the threshold.

The only word that does not appear in the Qur ‘anic verse but is used in Jaziri’s
sentence is dahr which indicates a long time and an epoch, and this is con-
sistent with the story of the companions of the cave.

The metaphor is used twice in two consecutive verses in one of the poems,
and the word titla is repeated three times:

Min divé sar I’dstané har weki tillan nihim

Balki jarak kayl bipirsit av ¢i mahriam tilaya?

Gar bi nav-é tilayan jarak vaxinit bandayr

Ba Male xwastir zi mal u gawhar u ganjinaya (ZdJ: 507)

I want to put my head on the threshold like dogs.

The Lord, perhaps, asks once which deprived dog is this?

If he summons this slave once with the name of the dogs,

It is, more amusing for Mala than wealth, gem and treasures.

Another metaphor that is repeated in JazirT’s poems is that of the fly that insists
on alighting on sweet substances and does not leave them even if it is driven
away. The fly is the poet himself, and the sweet substance is the beloved. Jaziri
writes in a poem:
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Sad jawr u jafa di bi ma nacin zi dar-é ta,
Yaksar tu nabati u li tab -é magasim az (ZdJ: 254)

Even if you subject us to hundreds of tyrannies and oppressions
We will not go away from your door
You are entirely fine sugar and my nature is like that of the fly.

The metaphor is used three times in the Diwan with almost the same structure.
In one case, a subtle change is made, when the beloved calls him a fly:

Min go ma bi tigan vadi nakin Zi dar-é ta
Go am zi nabatin u li tab - magasi tu (ZdJ: 628)
I said we cannot be driven from your door even by swords

He/she said we are (made of) fine sugar and your nature is that
of a fly.

It is important to note that the metaphor is used in three poems the rhyme
words of which end with -as. These three poems even have many other rhyme
words in common. Examining the metaphor closely it is born in the mind that
the poet used it, and the other words, all of them ending with -as under the
pressure of the rhyme word of the poems.

Other important metaphors that can be mentioned in this regard are as follows:

a.

Mahmiud and Ayaz: usually used by Sufi poets as a symbol of Di-
vine love between Sultan Mahmiid Gaznavi (971-1030 CE) and
Ayaz, who was originally a slave from Georgia, but rose to a high
rank in the Sultan’s army.

Rith u gafas (soul and cage): the beloved is the essence of the
lover’s existence; otherwise, he is merely an empty cage.

Farhad and Parwiz: the best known version of this love story is the
Matnawi Xosrow and Sirin by Nizami-ye Ganjavi (1141-1209
CE). The Sasanian king Xosrow is called Parwiz in Jaziri’s poems.

The two panegyrics written by JazirT for the Kurdish Prince Saraf-Xan III are
striking for the similarity of the metaphors used in them (see Chapter 1).
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3.6. Jaziri’s Pen Names

JazirT uses his pen name in a variety of way which do not entirely follow the
rules that many other classical poets commonly follow. He uses six forms of
his pen name in different places in the poems. It is believed that the last couplet
of a gazal “usually includes the pen name (mahlas) of the poet, although the
pen names at times occur in the penultimate beyt as well, or not at all” (An-
drews, 1976: 137). The table below shows the different forms of pen names
used by the poet in the last or penultimate couplets of his poems, or in places
other than these two.

As is shown in the table, JazirT uses six different pen names in his Diwan.
Ahmad is his own name, which he has used eight times; four times as a single
name and four times in combination with other names in the same poems. The
most frequently used names are Mala and Malé (64 and 32 times respectively)
when used alone. The first is the title used in addressing him, and the second
is the everyday and popular form, which deviates from the grammatical form
Mala-yé, when used as an izafa or before his surname Jaziri, to indicate the
Mala of/from Jazira. The original izafa form, Mala-ye, is used only twice.
Malayri is the oblique form of Mald, especially when it is used as a direct or
indirect object and when preceded by a preposition, as it is a masculine name.

Of the six forms, JazirT uses five, each in combination with one or two other
forms in the same poem. In some cases, he uses the same form twice in the
same poem, or even twice in the same hemistich. In one poem (Mala-ye JazirT,
1987: 634—641), which consists of 16 distiches, he uses the pen name Mala
17 times, since it is the addressee of the poem, but also its radif, twice in the
first distich and once in the second hemistich of each of the other 15 distiches.

The total number of poems in which only one pen name is used once is 90,
whereas the number of poems in which more than one pen name (two or three)
are used is 28. The poem in which the pen name Mala is used 17 times is an
exception. Regarding the two poetic conversations, he uses Mala in the first
stanza of his poem to Faqi-y& Tayran, who in turn addresses JazirT as Male
once. In his conversation with Prince ‘Imad al-Din, he does not use any pen
name, whereas the Prince addresses him once as Mala and once as Sayx/Sex
Ahmad. Tt is noteworthy is that JazirT never uses the title Sayx or its Kurdish
form Séx as a pen name in his poetry, although most of the sources on his life
refer to him as Sayx (or Séx) Ahmad or Sayx/Sex Ahmad-é Jaziri. The stanza
forms tarji-band and tarkib-band are not included in this table.
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Pen name L Other B
Ahmad 4

Mala 46

Mala 1 1-15 16
Malayt 5

Mala-ye 1 18
Mala-yé 10 12
Malé 30 13 16
Nisani 1 7
Ahmad + Mala 7+L 10
Ahmad + Malé P+L 8
Mala + Mala 1+L 8
Mala + Mala l-a+ L 7
Mala + Mala 20+ L 22
Mala + Male 1+L 8
Mala + Male 15+L 19
Mala + Malé L+L 22
Malda + Malé + Malé 13+34+L 58
Mala + Nisanit 9+L 12
Mala + Nisani 11+P 13
Mala + Nisant L-a+L-b 5
Mala + Nisani 1+P 15
Malayt + Ahmad P+L 15
Malayt + Ahmad L-a+L-b 15
Malayt + Mala P+L 51
Malayt + Mala L-a+L-b 9
Malé + Mala L-a+L-b 11
Malé + Mala P+L 23
Malé + Malayt 7+L 11
Malé + Male L-a+L-a 11
Malé + Maleé P+L 28
Malé + Nisani P+L 15
Nisani + Mala 8+P 10
Nisani + Mald + Male P+L-b+L-b 27
Nisani + Malayt 8-a+ 8-a 10
Nisani + Mala + Nisani 5+12+L 15
Nisani + Malé + Nisant 5+L-a+L-b 25

Codes used in the table: L: the last couplet, L-a: the first hemistich in the last
couplet of a poem, L-b: the second hemistich in the last couplet of a poem, P:
the penultimate couplet, other: other places in the poem(s) where the pen name
is used, B: the number of the couplets (hay?s) in the poem.
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Regarding the use of pen names in stanza forms, Gibb (1900: 91) indicates
that a poet who is writing a tarkib-band or a tarji -band uses his pen name
“towards the close of the last stanza, but not in the wasita”. JazirT’s use of his
pen names in the tarkib-band and tarji -band poems is mostly unconventional.
He uses the pen name in different places in the stanzas, as briefly shown here:

TB-1: the pen names Mala-ye (an idafa form) and Mala respectively are used
in the first and second hemstitches of the last couplet in the ninth and last
stanza. This is considered a conventional usage.

TB-2: the pen name Maleé is used in the first hemistich of the first distich in
the last stanza.

TB-3: the pen name Mala is used in the first hemistich of the first distich in
the last stanza.

TB-4: the pen name Malé is used in the second hemistich of the first couplet
in the last stanza.

TB-5: Jazir1 uses pen names three times in this poem as follows:

a. the pen name Mala is used in the first hemistich of the penultimate
couplet of the fourth stanza,

b. the pen name Malayi is used in the first hemistich of the penultimate
couplet of the fifth stanza.

c. the pen name Malayi is used in the second hemistich of the tenth
couplet of the last stanza.

The use of the pen name in the poems TB-2, TB-3, TB-4 and TB-5 is uncon-
ventional.

3.7. Internal Rhyme or Tastir

The most common forms used by classical Kurdish poets in their poetry were
qasida, gazal and matnawi, although they also tried other minor forms such
as rubd 7, qit ‘a, tarji -band and tarkib-band etc. A gasida or a gazal usually
begins with a verse the two lines of which rhyme. In the succeeding verses,
the second lines rhyme with the main rhyme word of the poem, and the struc-
ture continues in this way: aa, ba, ca, da and so on.

Among the classical Kurdish poets, Mala-ye Jazir1 is the one who most of
all experiments with various forms of using rhyme words. In addition to the
form mentioned above, he uses other forms whose purpose is to increase the
number of rhyme words even within each line of the verses. The use of more
than two rhyme words in a verse gives it extra musical harmony and a melodic
flavour. This is done within a poetic art called fastir, which is also in agree-
ment with another poetic art called fasmit.
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The word tastir means to divide something into two parts, and as a literary
term it means that the poet divides each line of a verse (each hemstitch of a
distich) into two parts. The result is that the verse is divided into four parts, the
first three of which, and sometimes all four, rhyme with each other. Jazir1 takes
this a step further by dividing each hemistich into four parts, so that the distich
is divided into eight parts. A tastir is implemented in poems composed in the
salim variety of the metre, especially when it is mutamman-i salim, which
means that each hemistich consists of four similar feet (Gardi, 1999: 320).

The following is an overview of the different patterns in which internal
rhymes are used in Jaziri’s poetry. It should be emphasized in this context that
Jazir1 follows a slightly different pattern in the first verse than in the rest of
the poem, in order to establish the rhyme, which becomes the main rhyme
word throughout the poem.

The poet divides each line of a verse (each hemstitch of a distich) into two
parts. The result is that the distich is divided into four parts.

Here, the two first halves of the distich rhyme with each other and the two
second halves also rhyme with one another. It also gives the reader the idea
that the main rhyme word throughout the poem will be (- - - -b).

Disa Zi nii behala dil, saqi warin jam-d zujaj
Mustaq-é xamr-a ala dil, [é xost ant bit mizaj (ZdJ: 176)

——v—/——vVv—/—=vVv—/——V-)

Rajaz-i mutamman-i salim

The heart, once again, is ill-circumstanced, bring the glassy goblet,
cupbearer!

My heart is yearning for the red wine, (so that) my temperament may

become merry and glad instantly.

All the other verses of the same poem are structured in this way:

.....

(——v—/—=v—/==vVv—-/=—=vVv-)
Rajaz-i mutamman-i salim

117



As long as you do not colour the prayer rug with the light of wine,
You are far from that princess, the unique pearl, whose neck is
of ivory.

In another poem, all the four parts of the first distich of a poem are mono-
rhyming, and the rhyme word remains the main rhyme throughout the poem:

Cin ¢in kirin zulfen siya, kask atlas-a diba qaba
Idi nisan nabin xuya, tekil kirin lazim saba (ZdJ: 26)

(——v—-/——v—/==v—-/——Vv-)

Rajaz-i mutamman-i salim

She gathered her black hair into curling locks,
Wearing a green (garment), (and) a silky tunic.
The moles on her face are no longer seen,
Since the east wind mingled the curling locks.

In all the other verses that follow, the two halves of the first misra ‘ and the
first half of the second misra - are monorhyming, while the second half of the
second misra ‘ thymes with the main gafia throughout the poem.

Min dilbarak wak dur haya, mahbub-é sirin sur haya
Husn u jamalak pur haya, Balqis sifat, maskan Saba (ZdJ: 27).

(——v—/—=v—/==vV—/—=Vv-)
Rajaz-i mutamman-i salim

I have a sweetheart who is like a pearl.

I have a beloved who is sweetly attractive
She is of great beauty and prettiness,
Resembling Balqis, who dwells in Sheba

In a number of poems, the two parts of the first misra * are monorhyming, the

first part of the second misra ‘ is free, not rhyming with the preceding or the
next rhyme, and the second part has the main rhyme throughout the poem:
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Zulfan tu bas ¢in ¢in bika, biskén muqabil din bika
Péskes-i yak zulfak ta bin, mulk-é Xutan, taxt-& Xata (ZdJ: 33)

(——v—/—=v—/==vVv—-/=—=vVv-)
Rajaz-i mutamman-i salim

Don’t curl your tresses in locks anymore,

And don’t drive the side-tresses mad.

May it be a gift to a single curl of yours

The country of Tartary, the throne of Xata (Scythia)

The poet divides each line of a couplet (each hemstitch of a distich) into four
parts, so that the verse is divided into eight parts. In many other poems, the
internal rhyme is further extended to each foot (rukn), so that all four feet of
the first hemistich rhyme with each other, and in the second hemistich the first
three feet of the hemistich rhyme with each other, while at the end of the hem-
istich another rhyme is used for the main rhyme of the gasida:

et ---al----a) -
S R Y R Y A

May bar kafe, masha safe, soz-a dafe, da qarqafe
Husn-a li dem, wasfan nisém, harct dibém, zé dir bii (ZdJ: 598)

(——v—/——=v—/==vV—/=——Vv-)
Rajaz-i mutamman-i salim

Wine in hand, he went to the dancing rows, the tambourine’s heat,
Penetrated the wine;
The beauty of his face, I cannot describe, whatever I say, falls far short.

In a murabba * poem that consists of eight stanzas, the eight feet of the first
couplet rhyme with one another, while in the second couplet the four feet of
the first misra ‘ and the first three feet of the second misra ‘ (seven feet in all)
rhyme together, and the fourth foot of the second misra “ has the main rhyme
throughout the poem:

----a/----a/----a/----a/
----a/----a/----a/----a/
----b/----b/----b/----b/
----b/----b/----b/----
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Yar hat u mast, subha Alast, min dast bi dast, di jam di dast
Kakul dibast, tayak varast, véra sikast, nisana qast

Aw lab-Sakar, wa hata dar, rabi zi bar tayén dibar

Xalen diqar, zulf ¢iina sar aslan sahar lé biin faraq (ZdJ: 368)

(——v—/——=v—/==vV—/—=Vv-)
Rajaz-i mutamman-i salim

The beloved came, in the morning of eternity,

I was near to her, she had a goblet in her hand.

She was tying a ringlet, a wisp (of hair) was set free,
It hung down, headed for the mole.

That sweet-spoken, thus, came out and stood up
Behind the golden chain that covered the black mole,
The tresses were strewn over the eyes that morning.

The poem consists of 16 couplets, and each couplet is divided into eight parts.
Of the 128 feet of the poem, 127 are bound to the scheme shown above. The
only exception, which is an artistic necessity, is the fourth foot in the second
hemistich of the first stanza, which has the main rhyme repeated in the last
foot of the fourth distich in each stanza.

Another pattern that is used in a poem in where each distich is divided into
eight parts, is as follows:

----a/----a/----b/----c/
---x/----a/----b/----c/

Sox u Sangé, Zuhra-range, dil Zi min bir, dil Zi min
Awirén haybat pilange, dil Zi min bir, dil i min (ZdJ: 481)

~v——/=vVv——/=v——/=—v-)
Ramal-i mutamman-i mahdif

The graceful one, who is like (the planet) Venus
Took away my heart, my heart.

Her gazes, dreadful like the gazes of a tiger,
Took away my heart, my heart.

The arrangement of the other couplets in the 15-verse poem is slightly altered:
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----d/----d/---x/----d/
---X/----d/----b/----/

Zulf u xalan, nin u dalan, wan zi min dil bir bi talan
Gosa-yé qaws-é hilalan dil Zi min bir, dil Zi min (ZdJ: 482)



~v——/=-vVv—-/=-vVv——/=Vv-)
Ramal-i mutamman-i mahduf

Tresses and mole, ‘Nin’s and ‘Dal’s (eyebrows and forelock),
They took away and looted my heart
The bows and crescents took away my heart, my heart.

In a poem consisting of ten distiches, each hemistich of which is divided into
four parts, the first three parts of the first line thyme, and the first three parts
of the second line rhyme, and the fourth parts in both the first and the second
lines rhyme. This thyme word continues to be the main rhyme word through-
out the poem. The scheme is as follows:

ceea/----al----al----b/
Sy SR R Y

Yar-é ma pur nisan u sur, simd zi dur, dim kawkaba
Aw lab-Sakar, nazik baSar, jabhat sahar, kakul Saba (ZdJ: 586)

(--v—-/—-=vVv—/—=v—-/—=v-)

Rajaz-i mutamman-i salim

Our beloved, who has a mole, is graceful,

Her face is like a pearl, shining like as a star.

That sweet-lipped one, whose skin is elegant,

Her forehead is (like) the dawn, her hair is (as black as) the night.

The repeatition of the rhyme in the fourth part of both hemistiches of the first
distich seems to indicate that it will continue as the main rhyme throughout
the poem. In the rest of the poem, the fourth part of the first hemistich rhymes
with the other three preceding parts, while the fourth part of the second line
continues to be (- - - -b), which is the main rhyme of the poem.

In this poem, wose metre is rajaz-i mutamman-i salim (four times mus-
taf ilun: ——v —), the last syllable of a rhyming foot does not necessarily coin-
cide with a word-boundary. Out of 80 metrical feet, there are five that do not
coincide with a word boundary. The following is an example:

Xal u xate, Sox qamate, ma z’vé kitéb i dastxatée
Hardam zZi naw, dil fayda aw, av ‘isq u sawda mawhaba (ZdJ: 588)

You, with facial beauty and charming stature,
Seeing this book and its handwritten lines

Our hearts always and anew receive an emanation,
This love and madness are gifts (from God).
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In the first line, the last two feet must be read as (ma 2 'vé kité) + (b @ dastxaté),
where the word kiteb is split into two parts, the last letter of which must be read
with the next syllable, which is the first syllable of the next foot. The same thing
happens in the second line, when the last two feet must be read as (av iSq u
saw) + (da mawhaba). The word sawda is split into two parts, saw and da.

In most of the other poems, in which every couplet is divided into eight parts
and composed with internal thyme, almost every last syllable of the rhyming
foot coincides with a word-boundary. The poem May bar kafé etc quoted above
consists of 19 verses, meaning that it contains a total of 152 feet (arkan). It is
striking that in 150 cases the last syllable of the foot coincides with the last syl-
lable of a word. This is true even of Jazir’s longest gasida, with 142 distiches,
where the coincidence of boundaries is complete in all 568 cases.

3.8. Style (Sabk)

Writers and researchers of the history of classical Persian poetry usually sys-
temize the history of this poetry into different periods. Although writers and
poets of earlier centuries were aware of the concept of style sabk, they did not
always use the term in the same sense as it is used in modern times (Samisa,
2007: 193). Apparently, it is only “since the early 20" century that the history
of Persian poetry has been loosely divided into four broad period styles or
sabk.” (Losensky, 2012: 1022).

Muhammad-Taqi Bahar (1884-1951), also known as Malik- al-Su‘ara
Bahar, is considered the first scholar to establish the research on the history of
Persian literature by dividing it into various period styles. His book Sabk-senast
is highly regarded as the work that “established ‘style’ (sabk) — at once a the-
matic and methodological element — as an indispensable term and concept in
the Persian literary critical lexicon.” (Ahmadi, 2004: 142). Nevertheless, Samisa
(2007: 202) holds that Bahar’s work was mostly about Persian prose and that
“he did not find the opportunity to publish his views on poetry stylistics.”

It should be clear that the term sabk in this context is different from the
style used by an individual poet. In the context of literary history, it refers to
the main poetic styles and trends used by different poets over a period of time
that may span several centuries. Samisa (2004: 88—105) distinguishes between
three terms in this regard: sabk-e dawra (period style), sabk-e Saxst ya fardi
(private/individual style) and sabk-e adabrt (literary style).

The most important period styles sabk were the Xurdsani, the ‘Irdqi and
the Hindi. There were also other poetic schools or styles of minor importance,
its own characteristics, principles, and measures regarding the content, form
and language of the poetry written by the poets of those periods.
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Kurdish literary history is usually classified according to the historical pe-
riods in which the poets lived and created their texts. Mala-ye JazirT is men-
tioned not only as a classical poet, but also as the founder of classical Kurdish
poetry (Xaznadar, 2002: 246247, Gardi, 1999: 254-255; Adak, 2019: 39).
He is sometimes compared with great Persian and Arab poets, but is never
labelled as belonging to any Persian or Arabic literary tradition or style. It is
important in this context to take into account the following components that
construct his life and authorship:

a. Jazirm wrote almost all his poems only in the Kurdish language. It is
true that in some of his poems, he included lines of poetry in Persian
and/or Arabic, but this was a tradition that already existed in Persian
literature. This is one of the reasons why Kurdish literary history has
treated him only as a Kurdish poet who belonged to the Kurdish liter-
ary tradition, and he was not associated with any non-Kurdish style or
literary school.

b. Jazi lived in a Kurdish principality that was almost an independent
state, the Botan principality, which only nominally belonged to the
Ottoman Empire. Unsurprisingly the prevailing cultural atmosphere
was Kurdish, which also explains the foundation of a Kurdish literary
tradition in this part of Kurdistan, which produced a number of poets,
the best known of whom were Mala-y€ Jaziri, Faqi-y€ Tayran and
Ahmad-¢ Xan.

On the other hand, if we want to trace the influence of any literature or any
literary style in his poetry, we must look first to Persian and then to Arabic
literatures. Before Jaziri, as far as we now know, there were no other Kurdish
poets who used the classical prosodic Persian style, so we cannot assume that
he followed the style of any of them. It is true that his Diwan preserved the
name of some Kurdish poets, but they were all his contemporaries.

It does not seem relevant to attribute Jaziri’s poetry to any Persian literary
school, but there appears to be indications in his poetry, both stylistic and the-
matic, that he was influenced by the great Persian poets and that he was thor-
oughly familiar with Persian literature.

JazirT’s relationship to Persian literature and Persian literary styles could be
interpreted in another way. Reading his poetry, it seems quite clear that three
poets who wrote in Persian, namely Sa‘di, Riim1 and Hafiz, influenced him,
and traces of this influence are perceptible. Moreover, he mentions the names
or works of poets like Jami, Nizami and SabistarT etc. in his poetry.

If we study the history of Persian literature in terms of period styles, it is
evident that each style has its own characteristics that distinguish it from the
other styles. With this idea in mind, it is clear that there are elements in the
Sabk-e ‘Iragi that are essential constituents of Jazir1’s poetry. The two main
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peculiarities of this sabk, according to Samisa (2009: 188, 201), are the pro-
motion of ‘Irfan (Sufism) and the prevalence of gazal. Other characteristics
of the Sabk-e ‘Iraqi are the raising of the position of the beloved (ma $ig) to
such a degree that it can be confused with that of the worshipped (ma ‘biid),
and the presence of themes like Wahdat al-wujiid, the supremacy of love ( isq)
over reason ( ‘aql) and the tendency towards the Divine tradition kuntu kanzan
maxfiyyan... (I was a hidden treasure...), etc. These aspects are widely repre-
sented in the poetry of Jazir1.

3.9. The Use of Prosody ( ‘ariid):

When the Kurds, the Persians, and other peoples of the Middle East embraced
Islam as their religion, many great changes took place in their societies, af-
fecting almost all areas of their existence. In the sphere of culture, the first
great change was the adoption of the Arabic alphabet in the writing system.
This was later followed by the use of Arabic prosody ( ‘ariid) by poets. It is
noteworthy that within a relatively short period after the introduction of the
Arabic alphabet, the cultural and educated elite came to the conclusion that
the Arabic alphabetical signs were not adequate for writing in those languages.
There were characters that represented sounds that did not exist in Persian, but
there were also sounds that existed in Persian were not represented by any sign
in the Arabic characters.

A similar process, in the handling of both the alphabet and the prosody, can
also be observed in the Kurdish language when working with Kurdish manu-
scripts. In addition to borrowing Persian letters that represent phonemes also
found in the Kurdish language, namely (p, &, 7, g: S <5 «z «%), Kurdish scribes
and writers designed new letters to represent sounds that existed in Kurdish but
not in Arabic and Persian. The MSS of JazirT’s or other classical Kurdish poets’
diwans also contain indications that the scribes were well aware of the need to
use special diacritical signs to represent the Kurdish sounds in the texts.

The new signs were created either by adding dots to Arabic or Persian let-
ters (e.g. v: <) or by placing diacritical signs beneath or above Arabic and
Persian letters. For the following phonemes new signs were created as follows:
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Phoneme Letter

£

(-]

2
J
3
X
&

| O] O [ || <

These and some other attempts are found in MSS from the mid-19" century
and later, and in a Kurdish-Arabic dictionary published in the last decade of
the 19" century (al-Xalidi-al-Maqdist, 1310 AH/1893 CE). This process was
partly established at the end of the 1920s, when newspapers and magazines
were published in Kurdish, and the Kurdish language was officially used in
education in some regions of Iraqi Kurdistan.

In using the Arabic prosody, the poets found that the Arabic prosody, did
not suit the Persian language and the Persian words in many respects. Xanlart
(1988: 106) points out that “this kind of divergence between Persian and Ar-
abic poetry has been widely debated by Iranians since the very beginning of
the arrival of ‘ariid in Iran, and Iranian scholars have sought to establish spe-
cific rules appropriate to Farsi and Persian-language tastes.”

Kurdish poets, according to Gardi (2003: 5) beginning with Baba Tahir
Hamadani, borrowed the modified prosody system from Persian poets. It was
widely used by most classical Kurdish poets, starting with Jazirt, and was de-
veloped by other poets, until the beginning of the 20™ century, when it was
gradually abandoned (ibid).

The following table shows the metres and their different versions used by
Jazir1, and the number of poems composed in these metres and versions. The
table is a slightly revised version of a scheme arranged and published by Gard1
(2003: 196).

Codes used in the table are B: bahr (meter), PB: the total number of poems
composed in the metre, VB: the variants of the metre, PV: the total number of
poems composed in a certain variety.

It is noteworthy that the greater part of Jaziri’s poems, about one hundred,
are composed in variations of only three metres, namely hazaj, rajaz and
ramal. The rest of the poems, less than ten, are composed in one variety of
each of the meters sari’, mudari, basit and xafif.
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No

PB

VB

.
<

Ramal

49

Ramal mutamman magqsir

Ramal mutamman mahdif

(=]

Ramal mutamman maxbin mahdif

Ramal mutamman maxbiin magsir

Ramal mutamman maxbun

Ramal musaddas mahdiif

Ramal musaddas maxbin maqsir

Ramal musaddas maxbiin atlam

Ramal mutamman salim

Ramal mutamman maskul

Ramal musaddas maxbiin mahdif

Ramal mutamman maxbun atlam

— N[ == N[N |W[W|oco|co|—]|co

Hazaj

29

Hazaj mutamman axrab makfif mahdif

Hazaj mutamman salim

Hazaj mutamman axrab abtar

Hazaj musaddas axrab mawbiiz magsir

Hazaj murabba * salim

Hazaj musaddas magsir

Hazaj mutamman axrab makfif magsir

Hazaj axrab majbiib

Hazaj musaddas mahdif

Hazaj mutamman musabba’

— = = = = N[N W | 00 | \O

Rajaz

22

Rajaz mutamman salim

98]

Rajaz mutamman muzzal

Rajaz mutamman matwi maxbiin

Rajaz murabba * muraffal

Rajaz mutamman matwi maxbiin muzzal

Rajaz murabba * salim

—_— = = N =

Sart"

Sart musaddas matwi mawgqilf

Mudari

Mudari - mutamman axrab

Basit

Basit mutamman matwi

Xafif

Xafif musddads maxbin atlam
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Chapter 4: Linguistic Aspects of the Poetry of
Mala-y€ Jaziri

4.1. The Kurdish Language at the Time of Mala-ye Jazir

The language used by the poet Mala-y& JazirT in his poems, represents a spe-
cific period in the process of the development and formation of the Kurdish
written language. It was, clearly, preceded by other experiences of using the
language as an artistic means to create written poetry, but also to write prose
texts. It was also followed by even deeper and more sophisticated achieve-
ments in later periods of the Kurdish literary history. The aim of this chapter
is first to demonstrate the situation of the Kurdish language in the latter half
of the 16" century and the first half of the 17" century and, secondly, to show
the characteristics of the language as it was employed by Jaziri.

Sources about this period are quite limited and mostly deal with other as-
pects of Kurdistan’s history than the linguistic one. Still, one can find small
indications about the Kurdish language and its use in writing in two of these
sources, namely the Sarafindma by Saraf-Xan Bidlisi and the Siyahatnama by
Awliya Calabi. Moreover, the publication in 1971 of a manuscript about Ara-
bic grammar, composed by ‘Alil Taramaxi, provided a prose text that repre-
sents a specimen of the Kurdish language in the 17" or 18" century.

4.1.1. The Sarafnama

Saraf-Xan Bidlis, in his Sarafndma, which is the first book on the history of
the Kurds and Kurdistan, provides important information on the cultural situ-
ation in various Kurdish principalities and regions. Sarafiama is written in
Persian, although it deals with the history of the Kurds and Kurdistan. In ad-
dition to abundant information about Kurdish principalities and Kurdish rul-
ers, Saraf-Xan provides many important details about himself and his book.
He records the date of his birth, which is the 20™ of DT’lga‘da 949 AH (25
February 1543 CE), and the day he finished writing his book, which is the 30™
of DT’lhijja 1005 AH (13 August 1597 CE).

Although BidlIisT grew up in the royal palace of the Safavid Shah Tahmasp
I who reigned 930-984/1524—-1576, and although he wrote his book and his
poems in Persian, he apparently had a command of the Kurdish language. In
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some cases, he explains what various Kurdish words mean and how some
Kurdish names are derived.

Defining the Kurds at the beginning of the book, Bidlis1 divides the Kurdish
ta’ifa into four groups (cahar gism), the Kurmanj, the Lur, the Kalhur and the
Goran, and states that their language and traditions (zaban va adab) are dif-
ferent from each other (Bidlisi, 1860: 13). In the 1870 French translation of
the Sarafnama, “the Kurdish ¢@’ifa” is translated as “la nation kourde” and
“zaban va adab” as “la langue et les moeurs” (Bidlisi, 1870: 27). In the 2005
English translation, the former is translated as “the Kurdish nation” and the
latter as “tongue and customs” (Bitlisi, 2005: 32).

A few paragraphs later, BidlisT1 mentions with appreciation that in Kurdi-
stan, and especially in the ‘Ammadiyya region, there are many scholars and
learned people ( ‘ulama va fudala bisyar ast) who have even written books on
various scientific subjects, without specifying the language they used. Writing
about other Kurdish principalities, for example Botan, he uses almost the same
words and terms in praising the scholars and learned people, and he records
the names of many of these scholars, although again he does not mention the
language in which their books were written.

The only exception is the case of Ya‘qub Beg bin Muhammad Beg, the
ruler of the Zarqt principality. The prince is described as Sufi, wise, pious and
a poet, who wrote most of his poetry in the Kurdish language and had a poetry
book, a diwan in that art (Bidlisi, 1860: 240). He ruled the principality for 25
years, from 949/1542 to 974/1566, leaving power in the hands of his son
Duman Beg. He is believed to have died in 987/1578. He is not mentioned in
any sources other than the Sarafiama, and none of his poetry is extant. Con-
sidering the period of his life, he obviously lived before Mala-y& Jazir.

Another poet mentioned by Bidlisi is Sukri (d. 937 AH /1531 CE), whom
he calls Sukri the poet (Sukri-ye $a ‘ir), probably because he was known as
such and had achieved great fame as a poet. He was close to Bidlisi, the grand-
father of the Kurdish prince, and historian Saraf-Xan Bidlisi, the author of
Sarafnama. He later, joined the Ottoman sultan Salim (who reigned 1512—
1520) and wrote a history book about him in Turkish verse called the
Salimnama, which he presented to Sulayman the Magnificent (Bidlis1, 1860:
345; 1364: 451-452). Speaking about himself in the last section of the
Salimnama, Sukri declares that he is of Kurdish origin and writes, “I am a
Turk while being with a Turk and a Kurd while being with a Kurd” (Tezcan,
2000: 549). Whether he wrote any poems in Kurdish is uncertain.

Lattfi Rumi, or ‘Abdullatif Xatib-zade (896-990 AH/1491-1582 CE), who
wrote Tazkirat al-su ‘ara’, “his most important work, generally as the second
finest biographical work (after ‘Agik Celebi’s) in Ottoman literature” (Cetin,
Lattfi, Els-II), records his name as Siikri Kiirdistanli to distinguish him from
another poet who is also called Suki (Levend, 1984: 265).
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4.1.2. Taramax1’s Text

An interesting text in this context, first published in 1971, is a short grammar
of the Arabic language in Kurdish by ‘Alf Taramaxi. The manuscript of this
work is among the Kurdish materials collected by Alexander Jaba in the mid-
19" century with the help of Mala Mahmiid Bayazidi. At that time Jaba was
the consul of the Russian Empire in Erzurum in the Ottoman Empire. In a
letter dated 17 June 1858 to Bernhard Dorn (1805-1881), who was an adjunct
at the Russian Academy of Sciences and attained the level of academician in
1852, Jaba informed him about the manuscript that belonged to an old Kurdish
Mala from Hakari. According to Jaba’s letter, the Mala, refused to donate it
to him, but allowed him to copy it (Taramaxi, 1971: 9). Apparently, the one
who copied the manuscript was Mala Mahmiud Bayazidi, who also wrote a
short but quite informative introduction to it, in which he described the con-
tents of the text and its importance, and gave a short account of the life of
Taramaxi and a brief report on the traditional education system in Kurdistan.

Bayazidi did not give a date for the birth or death of Taramaxi. He only
mentioned, although the wording is not that clear, that Taramaxt wrote his
book after the year 1000 AH (Jaba, 1860: 17), which corresponds to
1591/1592 CE. Apparently, this note became a source on which many esti-
mates were based regarding the dates of Taramax1’s birth and death, and even
when he wrote his grammar.

The Russian Imperial Academy of Sciences decided in 1859 not to publish
Taramax1’s text (Jaba, ibid: vii). It remained, along with many other Kurdish
manuscripts, in the bookcases of the library of the Department of Orientalism,
subordinated to the Russian Imperial Academy of Sciences, which was renamed
the Soviet Academy of Sciences during the communist era, in Leningrad (for-
merly St Petersburg) (Xaznadar, 1971, 10). Bayazidi’s introduction to the man-
uscript was included in a book published by Jaba in 1860. This was the first time
that information about Taramax1 and his grammar was made public. Xaznadar
first published the text in 1971, with an introduction and a glossary.

Concerning Taramax1’s time and life, there are various estimates ranging
from the late 16" (Xaznadar, 1971: 6) to the early 18" (Leezenberg, 2014:
716, 720) century. Different interpretations have been proposed, starting from
the statement of Bayazidi that Taramaxi wrote his grammar after the year 1000
AH. Two remarks are relevant in this regard:

1. The date suggested by Bayazidi is not reliable, since some of what he
wrote about the dates of birth or death of other poet in another article
published in the same book turned out later to be incorrect (see for ex-
ample the discussion of JazirT’s life in Chapter 2).

2. The passage about Taramaxi and his book is long and difficult; or ra-
ther, it is formulated in uncertain terms. It can be interpreted in a way
to mean that Taramax1 was born after the year 1000 AH, and that he
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travelled for a long time in different regions, and that he later settled in
his village and wrote his grammar book. Bayazidi, introducing Tara-
maxt’s text, writes, “Di tarix-a hazart bi-Sunva, zi gadayed Hakariyan,
di qada Muktéda, gundak haya Taramdax dibéZin, Zi wi gundi nave ‘Alr
mirovaki xwayt dihn u idrak u sahib hiss u fatanat payda biya” (Jaba,
1860: 17). The English of these lines is, roughly, as follows: “After the
year (one) thousand, in the Muks district, a district in the HakarT region,
there is a village called Taramax, from that village was born a person
by the name ‘Ali, who had intellect and understanding and possessed
knowledge and sagacity”. What makes the reading suggested above
more likely is the use of the words “bi §iinva” (after) and “payda birya”
(was born/has been born). The latter expression is repeatedly used by
Bayazidi to denote the date of the birth of seven of the eight poets rec-
orded in another article in Jaba’s book, which deals with the lives and
works of Kurdish poets and authors (Jaba, 1860: 13—16).

In the absence of conclusive evidence, all the arguments should be seen as
tentative and open to confirmation or refutation. Taramax1 and his work are
not mentioned in the Sarafnama and there is no indication that JazirT knew of
his text.

The text’s significance can be considered from two points of view. First, it is
one of the oldest, non-fiction prose texts in Kurdish; secondly, it is a link in a
process of the vernacularization, the use of the Kurdish language in the tradi-
tional religious schools in Kurdistan (Leezenberg, 2014: 732). The text appears
to be a linguistic attempt to use Kurdish terms to explain grammar, but without
further success, since almost all the grammatical terms used are Arabic.

The main aim of the text is to explain Arabic grammar in Kurdish in order
to facilitate the process of learning Arabic for Kurdish students. In a few cases,
Taramaxi compares the grammatical rules with those of the Kurdish and Per-
sian languages. This attempt by Taramaxi is evidently a part of a process
aimed at using the Kurdish language in the traditional education system in
Northern Kurdistan and included works by other Kurdish authors, the most
outstanding of which being Nibar-a bicikan (First-fruit for children) by
Ahmad-& Xani.

Niibar-a bicitkan is an Arabic-Kurdish wordlist written in verse, completed
by Xani in 1094 AH (1683 CE). It consists of 14 sections written in various
poetic thymes and rhythms. Obviously, it is the first dictionary in the history
of the Kurdish language. It contains 954 Arabic words with their meanings in
Kurdish (Le Coq, 1903:1-33; Al-Xalidi-Al-Maqdist, 1893: 279-292).

A similar attempt was also made in Central Kurdish at the end of the 18®
century. It included, among other things, an Arabic-Kurdish glossary by Sheikh
Ma‘ruf Nodayt (1166—1254 AH/1752—-1838 CE) and a profession of faith by
Mawlana Xalid SahraziirT Naqiband (1193-1242 AH/1779-1827 CE).
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Taramaxi’s text, as an early attempt to employ the Kurdish language to
explain the grammatical rules of Arabic, and partly of Persian and Kurdish,
has deservedly been appreciated and studied by many scholars, both Kurdish
and European. This should not be a reason to overlook the shortcomings that
are obvious to anyone who commands the grammar of these languages. As
instances of such erroneous explanations, with regard to the Arabic language,
one can mention the examples he gives for transitive and intransitive verbs, or
when he describes the inflection of a verb for 2™ person dual. When he de-
scribes Persian and Kurdish grammar, the errors are even more numerous.
When explaining the imperative in both Persian and Kurdish, which has only
two forms, he presents six forms, because he does not distinguish between
imperative and present subjunctive. His explanation of personal pronouns,
demonstrative pronouns and genitive in Kurdish, and transitive and intransi-
tive verbs in Persian, are also instances of such inaccurate descriptions.

4.1.3. The Siyahatnama

Awliya Calabi’s travel book Siyahatnama is a remarkable and indispensable
source for studying different aspects of the Kurdish society in the 16" and 17"
centuries. Awliya Calabi (1020-1095 AH/1611-1684 CE) was a Turkish trav-
eller who recorded the details of his numerous travels in a book called the
Siyahatnama (Book of Travels), which comprises ten thick volumes that “con-
stitute a unique work almost unparalleled in the travel literature” (van
Bruinessen, 2000: 1). The book is written in Ottoman Turkish, but Calabi’s
language is overloaded with Persian and Arabic words and expressions. The
book is printed in both Ottoman and modern Turkish, but neither is entirely
reliable, since they are politically censored, particularly the parts that deal with
his trips to Kurdistan.

The Siyahatnama can in some ways be seen as a complement to Bidlist’s
Sarafinama. While BidIisi’s book is mainly concerned with the history of the
Kurdish emirates, and records almost nothing about the lives of the ordinary peo-
ple of his time, Awliya Calabi’s book reflects a traveller’s observations about
almost everything in the daily life of the inhabitants of the places he visited.

It is clear that Awliya Calabi “made three major travels through Kurdistan”
(ibid: 2), in 1646, 1649-50 and 1655-56. The book is, therefore, an invaluable
source for understanding the approximate time of Jaziri. Calabi visited most
parts of both Iranian and Ottoman Kurdistan, including Jazira, which he visited
on his last trip in 1655-56. Although he records the names of some scholars and
poets when writing about Jazira, remarkably, JazirT is not included.

Awliya Calabi evidently commanded the Ottoman Turkish, Arabic and Per-
sian languages, but not Kurdish. This did not prevent him from writing about
the Kurdish language and its dialects, and even presenting a theory of its
origin. According to Calabi, who quotes a certain Armenian historian called
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MagqdisT, the Kurdish language was created by a person whose name was Ma-
lik, or Malak, Kurdum, who belonged to the Prophet Noah’s people. After the
Flood, Kurdum, who lived for 600 years, built the town of Judi. Coming to
Miyafarqin, he settled there, because he liked the climate and invented the new
language, which was not Hebrew, Arabic, Persian or Dari.

Confirming the theory of the origin of the Kurdish language, Calabi writes,
“Now it is called the Kurdish language and it is used in these regions. The
Kurdish language consists of twelve varieties, the words and pronunciation of
which do not resemble each other, and they even need interpreters to under-
stand each other’s words” (Calabi, 1898: 74-75). Counting the Kurdish vari-
eties, Calabi records the following: Zaza, Lolo, Hakar1, ‘Awniki, Mahmiidi-
Sirwani, Jazirawi, Pasani, Sinjari, Hariri-Ardalani, Sorani, Xalitt, Cakwani-
‘Imadi and Rozaki (ibid: 75). Calabi justifies these differences by the fact that
Kurdistan consists of mountains, vast plains and rocks that separate different
regions and populations.

Calab1’s information about Kurdish is, understandably, not the result of an
adequate investigation, but the impression a traveller gets while moving from
one region to another. When describing different Kurdish dialects, he usually
emphasizes two aspects: that there are many varieties and that the speakers of
these dialects do not understand each other.

The samples of Kurdish dialects, what he believed to be Kurdish dialects,
that Calabi recorded during his travels consist of the following items:

1. A glossary of words and simple sentences from a dialect spoken in
Mayafarqin (now called Silvan in Turkish and Farqgin in Kurdish),
which he calls Sorani (Celebi, 2010: 111-113). The vocabulary is,
according to our knowledge of the Kurdish language of today, a mix-
ture of words from both Central and Northern Kurdish.

2. Two distiches of poetry attributed to Kurdish poets in praise of mount

Alwand in Hamadan (Calabi, 1898: 350; Celebi, 2010: 470). Alt-

hough, according to Calabi the poets were Kurds and wrote in Kurd-

ish, the distiches are actually in Persian.

A folk song from Jazira consisting of three sections (ibid: 732-33).

4. A poem by ‘Abdal-Xan of Bitlis (Calabi, 1898: 97-98; Dankoff,
1990: 84-88), presented as a Kurdish text in the Rozaki dialect “which
appears in fact to be Turkish grammatically, with a high proportion of
Armenian words” (van Bruinessen, 2000a: 6—7).

5. A sentence in the Ardalant dialect (Celebt, 2010: 711).

6. A poem in the dialect of ‘Imadiya (Am&di in Kurdish) written by the
poet Mulla Ramadan-i “Abbasiyyan (ibid: 712—13), who was almost
unknown until recently, and about whom we have no reliable infor-
mation. He may be same poet who has a fasdis (six-fold) based on a
poem of Jazirl. He is mentioned in the various editions of Jazir1’s

[98)
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Diwan and other sources, although his name is recorded in different
ways.

Of these seven samples, only ‘Abbasiyyan’s poem should be considered a
written and literary Kurdish text. The poem consists of nine distiches and con-
tains some simple Sufi metaphors. The first distich reads as follows:

Raye li-Asaf dikan, walih u hayran-i ‘15q
Dars-i Arasto didan, sarxwas-é sakran-é 15q

They give sincere advice to Asaf, those who are madly in love and
the bewildered,
They instruct Aristoteles, those who are intoxicated by love.

The metre is basit-i mutamman-i matwrt and salim (-i muzal), as shown here:

mufta ‘ilun/fa ilun/ mufta ilun/fa ilun
-VV—/—-v—/—-vv—/—-v—

Calabi quotes the poem under the heading “a poem in the language of the
Kurdish people of ‘Imadiya, in the words of Monla Ramadan-i ‘Abbasiyyan”.
At the end of the poem he adds a kind of footnote indicating that there are
many such poems and gasidas (in the city of ‘Imadiya or in the Kurdish lan-
guage of ‘Imadiya).

In quoting this poem, Calabi records a text that may have been written by a
poet who was alive when he visited the city of ‘Imadiya (in 1066 AH/1656 CE),
or perhaps was a contemporary of Mala-y€ Jaziri, or even lived earlier. At the
same time, he leaves some uncertainties about the poet who composed the
poem. Firstly, he does not mention whether the poem was given to him by the
poet himself or by someone else, which raises the question of whether the poet
was alive at the time or not. Secondly, Calabi records the name of the poet as
“Monla-ye ‘alim Ramadan-i ‘Abbasiyyan” (the scholar mulld Ramadan-i
‘Abbasiyyan), whereas the poet himself uses the pen name Ramadan, followed
by a word that can be read as “Kurdiki or Kurdaki”, and which cannot be inter-
preted as a part of the pen name, but only as an independent word. The last
distich that contains the poet’s pen name could be read as follows:

Fast maka zar-é xwa, ay Ramadan Kurdiki (or Kurdaki)
Subh-¢é nasimé dibi, tazi u ‘uryan-é ‘isq

Do not reveal your lamentation, Oh, Ramadan Kurdiki /Kurdaki
(you are a Kurd)
You will be like a breeze, naked and undressed (because) of love.
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Martin Van Bruinessen (2000: 1-11) reads the word as part of the poet’s pen
name and therefore calls him Mulla Ramadan Kiirdiki. This reading does not
correspond to the pattern usually used in classical Kurdish (but also Persian)
poetry. The names of classical poets can consist of two or more parts, such as
Mala-yé Jaziri, Hafiz-i Sirazi, Nizami-ye Ganjavi etc., but the pen names (tax-
allus) used by the poets in their poems always consist of one word, such as
Mala, Hafiz, Jami, and so on. Moreover, it does not agree with the metrical
scanning of the distich. Accordingly, the poet’s own name may have been
Mulla Ramadan-¢ ‘Abbasiyyan, and his pen name only Ramadan. In that case,
the word following his name should not be read as Kurdaki, which means “you
are a Kurd”, but in a different way.

Although the word in Calabi’s MS is so obscure that one can only guess
how it should be read, I think the correct reading should be gar diki, meaning
‘if you do / doing that etc.” which is more relevant in the context of the distich.

It seems relevant to think that the poet Mulla Ramadan-€ ‘Abbasiyyan, also
described by Calabi as ‘alim (scholar), is the same Ramadan who wrote a poem
in six-line stanzas based on a poem by JaziT and using the process called tasdis
(sixfold). Zivingt calls the poet sheikh Ramadan (Mala-ye Jazir1, 1987: 717,
925, 937), and Amedt (1977: 529) calls him Sheikh Ramadan Boti, but they
give no further information about him. Nayif Tahir Mikail, who wrote his MA
thesis on JazirT in 2002, suggests that the poet who made a sixfold version of
Jazirm’s poem is Ramadan Jazir1, and that he may have been one of JazirT’s stu-
dents. He also notes that in a manuscript of Jaziri’s Diwan that he used in his
research, the poet is called Ramadan Aga-ye JazirT (Mikail, 2005: 58). Accord-
ingly, one should not exclude the possibility that Calabi’s Ramadan is the same
Ramadan whose sixfold poem is found in the Diwan of Jaziri.

4.1.4. Mulla Ramadan-& ‘Abbasiyyan’s Poem

It is almost impossible to assert that any text in Northern Kurdish (Kurmanj1)
existed (long) before the years in which JazirT lived and wrote the poems that
make up his Diwan. The Kurdish texts that are available to scholars of Kurdish
literature are overwhelmingly written by poets who were his contemporaries,
as was mentioned in chapter one. The two texts referred to in this chapter,
namely Taramaxi’s Arabic grammar in Kurdish and Mulla Ramadan-&
‘Abbasiyyan’s poem, remained unknown to the majority of the Kurdish read-
ers and researchers for a long time, and only recently were brought to light.
The first text was published in 1971 and the second in 2000.

Reading the poem of ‘Abbasiyyan as recorded by Calabi, one notices several
orthographical errors that are the result of Calabi’s unfamiliarity with the Kurd-
ish language, as well as the editors’ lack of regard for the Siyahatnama. What
follows is a transcription of the poem and an attempt at an English translation.
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Raye li-Asaf dikan, walih u hayran-i 15q
Dars-é Arasto didan, sarxwas-i sakran-i ‘15q

They give sincere advice to Asaf, those who are madly in love
and the bewildered,
They instruct Aristotle, those who are intoxicated by love

‘Aql-é kul ar béta név maktab-i 15qé damak
Dé bibitin madhak-é tifl-¢ hawasxwan-¢ 15q

If the perfect intellect comes to the school of love for a while
It will become a laughing-stock for the self-indulgent child of love

Daf"-i hararat dikat ma Zi dil-é Zamharir
Layazal-a garmiya atas-é sizan-e ‘1Sq

Can intense cold (Zamharir) drive out heat from the heart?
(and) the eternal warmth of the burning fire of love?

Dé bisuzit ‘alameé ah-i Sararbar-i dil

Gar habitin gavaké mani -é tifan-é 1sq

The sigh of the heart that rains sparks will burn the world
If there will be an obstacle, for a moment, to the flood of love

Man hasada kufri bu, dage li imani, law
Sargar u péxwas diciim daman-i ruhban-i 1sq

Anyone who envied, became an infidel, a brand of the faith
Intoxicated and barefoot I go to (seize) the skirt of love’s monks

Dag-é nihant ma law askara zahir kirin

Ampr-é ciragani kir Xusraw-i xiiban-i 15q

We revealed the secret heart-sores and manifested them

The king of the graceful people of love ordered (to start) the illumi-

nation

Gah zi zamiré bi xwa xiin ku tarassuh dikat
Dida dibit ma ‘dané la ‘I-é badaxsan-é 13q

When, someday, the blood exuding from the heart
The eye will turn into a mine of love ruby of Badaxsan

135



Gunca-yi bustan agar bandé niqabt vakat
Lali dibit beguman murg-é gulistan-i ‘1Sq

If the Rose-bud in the garden opens the tie of the veil
The bird in the Rose-garden of love will become dumb/mute

Fast maka zar-é xwa, ay Ramadan gar diki
Subh-é nastimé dibi, tazi u ‘uryan-i isq

Do not reveal your lamentation, O, Ramadan, for doing that
You will be like a breeze, naked and unclothed (because) of love.

The language of the poem is the Kurdish dialect spoken in Bahdman and
called Bahdmani. It is a subdialect, pertaining to the Northern Kurdish dialect
(Kurmanj1). The poets of the region have used it as a literary medium since
the time of the ‘Imadiya (Amé&di) principality. Although it is similar to other
Kurmanji subdialects in most respects, it also has some peculiarities, espe-
cially in idafa structure and verb conjugation. There are already small differ-
ences between the language of ‘Abbasiyyan and Jazir1 . Differences between
the dialects spoken in Bahdinan and Jazira may have increased in later periods,
when Kurdistan was divided between several countries in the Middle East at
the beginning of the 20" century.

It should be emphasized here that the similarities between the language of
this poem and that of the poems of Mala-y¢ Jazir are striking. The only forms
in ‘Abbasiyyan’s poem that deviate from the language of Jaziri are two present
stems. The present stems of the infinitives kirin (to do) and dan (to give) are
ki and di in JazirT’s poems, whereas they are ka and da in “*Abbasiyyan’s poem.
This difference becomes clear in comparison with Calabi, since he vocalized
the roots ka and da by placing a fatha (the short vowel point a in the Arabic
alphabet) on each of them, although he does not do this consistently.

As mentioned, there are plentiful similarities between the two subdialects.
One interesting case in this context is the negated imperative. The negation
verbal suffix common to both is (mma-), as in the first line of the last distich,
fast maka (do not reveal), which is used by both poets. The use of (ma-) as a
negation verbal suffix later disappeared in most subdialects of Northern Kurd-
ish and was replaced by (na-), but it is still used in the Bahdinant subdialect.

Apparently, there were no significant differences between the subdialects
of Jazira and ‘Imadiya when Calabi visited the region. This was probably due
to the geographical proximity of the two regions and the flourishing cultural
relations between the Kurdish emirates, not only those within the Ottoman
Empire, but also with those within the borders of Iran. An important and de-
cisive reason for this is that the education system in Kurdistan was quite sim-
ilar and uniform, and that the prevailing tradition allowed students to wander
in different regions of Kurdistan in search of outstanding teachers and schools
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that offered better accommodation and food. There is also no doubt that almost
all the poets, writers and scholars in Kurdistan until the beginning of the twen-
tieth century were trained by and through this traditional system of education.

4.2. The Kurdish Language of Jazir1 and Xani1

The poets Mala-ye Jazirt (1570-1640) and Ahmad-& Xant (1651-1707) are
undoubtedly two of the most outstanding poets in the history of Kurdish liter-
ature. The influence of their works has been enormous and profound over the
past three centuries.

JazirT’s poems are collected in a Diwan that has been printed and reprinted
several times since the beginning of the twentieth century (see the details in
Chapter 2). Xan1’s most renowned book is Mam u Zin (Mam and Zin), which
is an epic written in 1105 AH (1693-1694 CE). He also wrote in 1094 AH
(1683 CE), Nibar-a bicukan (First-fruits for children), which is an Arabic-
Kurdish dictionary composed in verse, and ‘Aqid-a Iman (Profession of faith),
which consists of 73 distiches in which he explains the principles of Islam. He
also wrote a number of other poems, but they are not numerous enough to be
collected as a Diwan.

It is not certain whether Jazirm was acquainted with any texts in (Northern)
Kurdish written by Kurdish poets before his time, whereas Xani proudly men-
tions the names of three poets who preceded him, namely Mala-y€ Jazir1, ‘Ali
Har1r1 and Faqi-y@ Tayran (Xani, 1962: 35-36). It can clearly be concluded that
Jazir1 was among the very first poets to employ the Kurdish language as an ar-
tistic instrument. This also means that he did not follow any prototype or style
when writing poems in Kurdish. He undoubtedly had access to Persian and Ar-
abic, and perhaps Ottoman, poetry to use as models. Accordingly, he had to
adapt the Kurdish language to the poetic structures and poetic techniques used
in Persian and Arabic poetry, or rather to Kurdify these structures and tech-
niques. This situation can be clearly seen and felt in many of JazitT’s poems.

In contrast to JazirT, at least three Kurdish poets seem to have preceded Xani.
He also mentions the poets Jami1 (1414—1492 CE) and Nizami (1141-1209 CE)
who wrote in Persian. When reading Mam u Zin, it is easy to see that he was
influenced by Nizam1’s matnawis and that he took them as his model.

Xani was born 11 years after JazirT’s death, but this does not mean that they
belonged to the same literary generation, since the span of time between their
birth dates is about 80 years.

In order to understand the Kurdish language as used by Jazirt and Xani and
to establish the similarities and differences, one can compare a few grammat-
ical aspects that show how they approached the language (see also the next
section):

137



1. The genus (gender) of the substantive is decisive in the formation of
the oblique case in Northern Kurdish, especially with regard to the
idafa (genitive) construction. JazirT often deviates from this rule and
forms the idafa without using the suffixes -(y)a for feminine and -(y)é
for masculine. This obviously depends on the fact that he was still in
the process of transitioning from following the Persian grammatical
constructions to which he was accustomed, and where there are no
gender differences, to employing the Kurdish gender-sensitive idafa.
Xani is more consistent in this regard, although in a few cases he also
deviates from the Northern Kurdish gender-sensitive idafa.

2. The present indicative and present subjunctive are built according to
the pattern verbal prefix di-/bi- + present stem + present personal end-
ing. The present personal ending for the 3™ person singular in the texts
of both JazirT and Xani is mainly -it/-at, but in some cases also —itin/
-atin. In the version of Northern Kurdish currently used in northern
and western parts of Kurdistan, the present personal ending for the 3™
person singular is replaced by -a, whereas in the Bahdmani subdialect
the endings -it/-at and -itin/-atin are still used.

3. The vocabulary in JazirT’s poems is often a mixture of Kurdish, Ara-
bic and Persian words, but Xani takes more care to use purely Kurdish
vocabulary. In many cases, he even uses words that are not used in
the northern parts of Kurdistan.

The similarities between the languages of the two poets are quite numerous.
The differences, lie in their styles and the way they express ideas, which is an
aesthetic issue.

4.3. Specific Features of Jazir1’s Language

The following parts of this chapter deal with specific linguistic aspects of the
poetry of JaziT, including phonological, morphosyntactic and lexical features.
It is, indeed, impossible to determine whether the poet followed a written stand-
ard for the language that was accepted and followed by other poets of his gen-
eration or before him. This is because the number of poets who were his con-
temporaries or who preceded him was very small, as has already been men-
tioned. It is also true that JazirT, as a poet, was greater than they were, and was
an ideal example for them to imitate, but also for generations to come. Jazird,
one can assume, was driven in his linguistic creativity by two guidelines: his
discernment and aesthetic sense of the language, and his understanding of Per-
sian and Arabic poetry, especially the Sufi literature in these two languages.
As a Sufi poet, he had Persian and Arabic Sufi poets as his source of inspi-
ration when it comes to both terminology and vocabulary, and Sufi ideas and
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thoughts. Nevertheless, he devoted many of his poems to his own experiences
in which he was confronted with an aesthetic obligation to use his own lan-
guage. Despite his experimental attitude towards the use of the language, he
was apparently limited and constrained by the strict rules of poetry, namely
rhyme and rthythm. Moreover, he often had to deal with poetic structures, met-
aphors and similes in a way that made them seem appropriate within the
framework of the Kurdish language, rather than Arabic and/or Persian.

Many of the questions discussed below are interesting not only from a lin-
guistic point of view, but also from a historical one. The shift between the
Persian and the Kurdish languages in the use of the idafa, which corresponds
to the genitive, is an important historical issue. It has to do with the beginning
of the use of the Kurdish language, in this case the northern dialect as a literary
instrument. In other Kurdish dialects that were used as a literary language, this
question was not relevant, since the gender of the noun does not determine the
form of the idafa. In Northern Kurdish (Kurmanjt), on the other hand, the gen-
der of the word is decisive in that regard, and apart from Jazir1 the rules are
strictly followed. JazirT was apparently aware of the grammatical rules of his
own language, but he did not apply them consistently.

Another interesting point is JazirT’s use of the personal pronouns. The rules
for using personal pronouns and distinguishing between those used in oblique
case(s) and those used in nominative/direct case are entirely clear. Jazir1 devi-
ates from the rule on two occasions, and alternates between the two pronouns
used for the first person singular.

As for the use of verbs, there are several interesting cases. Some of the
forms used by JazirT do not exist in modern Kurdish. These, and many other
similar issues, will be discussed in the following sections.

4.3.1. Phonological Features

1. The invention of a new letter to represent the voiced labiodental fricative /v/

The voiced labiodental fricative /v/ is a rare phoneme in Central and Southern
Kurdish, but it is very common in Northern Kurdish. The letter that JazirT used
for this phoneme is not present in the Arabic or Persian writing systems. It is
therefore likely that Mala-y€ Jazirm himself or another contemporary writer
invented the letter. It uses the same form as the letter for the phoneme /{7 <in
Arabic and Persian, but has three dots on top of the letter instead of the one
for /f/. Thus, the phoneme /v/ is represented by the letter <. This letter was
also used by Faqi-y€ Tayran and Mir ‘Imad al-Din, who were contemporaries
of Jaziri, and it was quickly incorporated into the script and used by later au-
thors such as Mala-y€é Batayt and Ahmad-& Xani. An example of the use of
the letter is the following distich:
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Jo 5 a b B oS 3
e PrEN VPP TR L FERTE-EN

Az giham av-a hayaté xaf zi dil
Xudr-i vazi ¢iwya haywané galat (ZdJ: 329)

I reached the water of life secretly in the heart,
Conversely, Xidr came to the water of immortality by mistake.

It seems that Yaisuf Diya’ al-Din Pasa al-Xalidt al-Maqdist (1842—-1906 CE)
was the first to point out to this phenomenon, and he wrote about it in his
Kurdish-Arabic dictionary Al-Hadiyya al-Hamidiyya fi al-luga al-Kurdiyya,
published in 1893. Al-Xalidi al-MaqdisT (1893: 5) writes, “it should be known
that there are in the structure of this language what does not exist in the Arabic
language, which are five letters, p, ¢, z, v and g. They distinguish these letters
from those that are alike by putting three dots.” In the chapter that deals with
the letter /{7 in alphabetical order, he includes the words that begin with both
/f/ and /v/, but uses the correct letters to distinguish between them. At the be-
ginning of that chapter (ibid: 178), he calls it “the section of Arabic f and
Kurdish f”. Of the five letters mentioned by al-Xalidi al-Maqdisi, only /v/ was
new. The other four letters were already in use in the Persian and Ottoman
Turkish writing systems.

2. Adaptation of the pronunciation of the Arabic pharyngealized fricative /s/
and interdental fricative /t/ to the Kurdish sound system, where they are pro-
nounced identically to the alveolar fricative /s/

This can be seen in the rhyme patterns, where words with the three letters o=
(for /s/), & (for /t/) and o= (for /s/) are used as rhyme words in the same rhyme
in a poem. This usage can also be seen in the writings of other contemporary
and later poets, such as Ahmad-€ Xani. In a poem whose rhyme word is
“-asim az” and which consists of ten distiches, he uses eight words, Kurdish
and Arabic, that end with /s/u», but in three cases he uses words that do not
end with /s/c». Two of these words end with /s/u=, namely gafas (cage) and
miqas (scissors), and one ends with /t/&, namely ‘abat (absurd, vain). Below
are examples of the use of rhyme words ending with both letters:

unde il 45 48 s ada ol
S 7 50 55 cpeln 4S8 e

Mitl-é mah-i naw gar ta divéetin ma bibini
Méza bika jame, tu dizant ¢i kasim az (ZdJ: 252)
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And

If you want to see us as the new moon
Look in the cup, [then] you will know who I am

12y d dadd S¢S ola 4a 5 laday
0 B L 8 B S a5 ) (0

Yagma zi ma jan kir ku tajallayé li dil da
Min rizhe di galib tuyi, tanhd qafasim az

He plundered our soul when His manifestation appeared in the heart
The soul in my body is you; I am a mere cage.

PV Y E N P T PGS T - BN
4 ke e 5oy 45 S8 i

Jand tuyi min jan, guli bé xar-i garam bt
Minnat ku na wak bulbul-i mihnat ‘abatim az (ZdJ: 254)

My beloved, you are my soul, if you were for me a rose without a thorn
Thank you that I am not like the nightingale whose toil is in vain

4.3.2. Morphosyntactic Features

1. Plurals of Plurals

An interesting phenomenon in the language of JazirT and other classical Kurd-
ish poets such as Ahmad-€& Xant and Mala-y€ Batay is that they form Kurdish
plurals from Kurdish or Arabic plurals. This grammatical form, plural of plu-
ral, originally comes from Arabic and is also used in Persian. Classical Kurd-
ish poets probably borrowed the form from Persian or Arabic, but it does not
exist in modern Kurdish. JazirT uses the form three times in his poems. In one
of them, he forms a plural from the word juwanan, which is originally a plural
of the word juwan (youth), and uses the word as an idafa. The formation pro-
cess is as follows:

Juwan (youth, sg.) — juwanan (pl.) — juwananeén (pl. of pl. in idafa position)

War dilo da cin tamdsd-ya juwananen caman

We hilani sar bi naz i sayaban daye niyaz (ZdJ: 267)

Come, my heart, let us go and see the youth(s) in the orchard!
They raise their heads in coquetry, and the parasol does their bidding.
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The other two words are huriifén and sutirén, which are the plurals of hurif
and sutir, and these two are the plurals of harf (letter) and sarr (line). Here,
the words are turned into plural of plural in this way:

harf (letter, sg.) — hurif (pl.) — hurifen (pl. of pl. in idafa position),

satr (line, sg.) — sutir (pl.) — sutiurén — (pl. of pl. in idafa position).

Fayd-a huriifen ‘aliyat, baht-a sutirén safilat
Ayat u wasfen muhkamat tartib-i ‘ur it siira da (ZdJ: 861).

The Divine bounty in the sublime letters, the arguments in the lower lines
The firm (Qur anic) verses and descriptions put in order the decades
and the Siuras (of the Qur’'an).

Xant also uses the plural of plural in the epic of Mam u Zin. The words hadir
(attendant) and nazir (onlooker), both singular, are turned into Arabic plural
and then into Kurdish plural as follows:

hadir (sg.) — hadirin (Arabic pl.) — hadirinan (Kurdish pl.)
nazir (sg.) — nazirin (Arabic pl.) — nazirinan (Kurdish pl.)

Aféan zi jan-é hadirinan

Faryad zi nihdd-é nazirinan

Sé roz u Savan Zi fars-é gabra

Paywasta dicina ‘ars-i a la (Xani, 1962: 178).

The lamentation rising from the spirit of those present
The shout coming up from the hearts of the onlookers,
Would, ceaselessly, for days and nights

Ascend from the roan mattress (earth) to the higher throne
(Khani, 2009: 287).

The Arabic word mu ‘minat means a female believer and is singular. The plural
is mu ‘'minat, which is the Arabic feminine plural of the word, and mu ‘minatan
is the Kurdish plural of the Arabic plural of the word.

mu 'minat (Arabic fem. sg.) — mu 'minat (Arabic fem. pl.) — mu 'minatan
(Kurdish pl. of the Arabic pl.).

Batayi, in his Mawlidnama, uses the Kurdish plural of the Arabic plural as
follows:

Ma bibaxst tu bi gufran-a duniib
Ham li da wu bab u hindi muslimin
Ham i hindi mu’minatan ajma ‘in (Le Coq, 1903: 89).
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May you forgive us, pardoning our sins
Also, parents of all the (male) Muslims
Moreover, all the (female) believers.

2. Pronouns

In northern Kurdish dialects, there is a distinction between the nominative (di-
rect) and the oblique form of the personal pronouns. On two occasions Jazir1
deviates from the expected use of the nominative and oblique forms of the first
person singular pronoun, once by using the nominative (direct) form az ‘I’ in-
stead of the oblique form min, and once by using the oblique form min instead
of the nominative (direct) form az. The first deviation is found in a distich where
he writes az after the preposition /i ‘on’, where the form min is expected:

Paywasta du abrii l[i ma mahbiibé kisandin
Sad gazma payapay li az-€ xasta rasandin (ZdJ: 477)

The beloved drew her eyebrows (like two bows) continually against us
She repeatedly shot one hundred arrowheads at me (lit. 1), the ill one.

The second deviation is found in the following distich where the form min is
used as the subject of the copula am ‘am’, where az is expected.

Ay Sah-é ‘alijanab pur ‘Gjiz i parkanda-am
Ah zi dast jawr-a aviné cibkirim (i bikirim) min banda-am (ZdJ:
447)

O, Your Majesty, the King, I am quite powerless and feeble
Ah! Before the tyranny of love, what can [ do? I am a slave

If we want to absolve the poet of deviating from the rules of Kurdish grammar,
we can read the last sentence in the second hemistich of the second example
as a Persian sentence in this way, “man banda-am ”, which has the same mean-
ing as the Kurdish sentence.

The use of the enclitic pronoun is also a deviation from the grammar of
Northern Kurdish, since this category of pronouns does not exist in northern
Kurdish, although it does exist in Central Kurdish and Persian. When an en-
clitic pronoun is used as a possessor in an idafa construction, the enclitic pro-
noun is attached directly to the possessed word. In two cases, JazirT uses this
form. The following is one example:

Qalb i jagar min bina xwin, lawrad ku nit dar biin birin
Ay jan wara halim bibin, war rith Zi qalib béta dar (ZdJ: 245)
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My heart and my liver have turned to blood,
for the wounds have opened again

My soul (dear one) come to see my condition!
Even if the soul departs the body.

The word halim (my condition) consists of al which is directly attached to
the enclitic pronoun -im (sg. 1). In northern Kurdish, it should be constructed
as hal+ é (idafa suffix for masc. sg.) + min (personal pronoun, sg. 1), since
enclitic pronouns are not used in that dialect.

3. Idafa:

This shifting between the Persian and the Kurdish idafa, as has already been
mentioned, is especially common in the poems of Jazir1. In Persian, there is
only one gender-neutral form of the idafa (-i), whereas in Northern Kurdish
the idafa is number and gender sensitive. After a masculine singular noun, the
form of the idafa is -(y)é; attached to a feminine singular noun its form is -
(v)a. After a plural noun of either gender, the form of the idafa is -(y)én. Jazirt
maintains the correct form of the idafa for plural nouns, but often replaces the
idafa -(y)a after a feminine singular noun either with the Persian idafa -i,
which is written with a kasra in different editions of Jaziri’s Diwan, or with -
(v)é which indicates that the noun is treated as masculine. It seems that the
prosodic metre of the poem decides which form is used. It is impossible to
know how this was represented in JazirT’s own manuscript.

The relations between the two words that make up the construction of the
idafa in northern Kurdish (the possessed and the possessor) can be summa-
rized as in the table below:

Possessed | idafa | Possessor | Case marking
(m) -(we | (m) -t
(m) -ve | () -(v)e
() -()a__| (m) -t
® -wa | () -(v)e

An interesting word is yar which is constantly used by Sufi poets to indicate
‘friend, lover, beloved, and mistress’ but also to indicate ‘God’. In both cases,
the poet amorously expresses his feelings for her/Him, although it is often not
easy to be sure who the addressee is. JazirT uses the word frequently in his
poems, but never with a feminine form of the idafa, namely yar-a, which
would indicate that a feminine beloved is meant. In the following distich, the
metaphor is constructed to be more appropriate to describe a feminine be-
loved, but the idafa form is that of a masculine noun:
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Dil-i yar-¢ ma nabii narm-i bi sad ab-i girt
Ataré dé ¢i bikit abi bi sad gatra li sang (ZdJ: 389)

The heart of our beloved did not become tender/soft with
a hundred (drops of) water of weeping (tears)
What effect would the water have, with a hundred drops, on a stone?

The masculine idafa form is used in most of the poems in Jaziri’s Diwan. The
word yar is also used as the possessor in the idafa construction, as either a
masculine or a feminine word, where traditional orthography makes no dis-
tinction between the oblique case ending in -7 (m) and -¢& (f). New editions of
JazirT's Diwan normally prefer to mark the oblique case ending as feminine
-é, which is possible in modern Kurdish orthography.

Yak sajda tiné farda di din-é ‘isqgé
Bin bar qad-i yare/yari di majal-é diné (ZdJ: 761)

In the religion of love, only one prostration is obligatory
This should be done before the lover /beloved’s stature,
when she/he is seen.

Another rule in this regard is that when the subject of a transitive verb in the
past tense feminine, the suffix -(y)é is attached to the word. This is a feature
of the grammatical construction called ergative, which has strict rules in
Northern Kurdish. However, speakers and writers do not always follow these
rules. JazirT often deviates from using the feminine form of the idafa in the
third and fourth formulas, as presented in the table above, while following the
rule of adding the oblique case suffix to a feminine subject in the past, as can
be seen in the following distich:

Awwal ku yare da ma yak darrayak ‘inayat
Qismat ma xamr u jama di daftar-a hidayat (ZdJ: 136)

When the beloved, at the beginning, gave us an atom of concern/care
Our lot/fortune was wine and a goblet, in the book of guidance.

The use of yaré in the previous distich is grammatically correct, but since the
poet is using a metaphor in which the beloved is usually God, he should have
used the form yari rather than yare.

While it is possible to interpret yar as a masculine or feminine lover/be-
loved and thereby determine its gender, the word may (wine) is always a fem-
inine noun in Kurdish. JazirT often conjugated this word as a feminine noun.
In some cases, however, he treats it as a masculine noun. In the following
distich, may is treated as a feminine noun:
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Hayat-a dil, may-a baqi, binosin da bi mustaqi
Ala ya ayyuha al-saqi adir ka’san wa nawilha (ZdJ: 2).

Let us drink desirously the life of the heart, the remaining wine!
O winebearer, bring forth the cup and hand it to me!

An example of using the word as a masculine noun is as follows:

Bi may-é safi bidin xarqa-yi zarq
Bi xarabat-i mugan ar birasin (ZdJ: 474)

We will sell the blue garment for pure wine
If we arrive at the ruins (tavern) of the Magi (tavern keeper).

Other examples can be found in some other poems (Mala-y¢€ Jaziri, 1987: 57,
311, and 632). The words §i 7 (poetry), husn (beauty) and jam (cup, goblet)
are feminine, but they are used as both feminine and masculine words in
JazirT’s poetry (Mala-ye Jazir1, 1987: 176, 326, 375, 450, 760, 873, and 874).
An interesting case in this context is the name Zulayxa, which is undoubtedly
a woman name, but it is used in an idafa construction without the feminine
particle. In some editions, it is read with a masculine idafa, but the poetic me-
tre does not permit such a reading. It must only be read as a Persian idafa.

‘Alamak Sahdayi-ya husn u jamal-a ta didit
Tii Zulayxa-yi zamant wa ¢i hajat madahi (ZdJ: 713)

—V——/VV——/VV——/VV-—
Ramal-i mutamman-i maxbiin-i mahdif

A whole world testifies to your beauty and prettiness
You are the Zulayxa of the (present) time, why should you be
praised?

The second foot of both hemstitches is fa ilatun (v v ——) which unavoidably
must have two short syllables at the beginning of the foot (rukn). Had the poet
used the Kurdish idafa, be it masculine (y€) or feminine (ya), the foot would
begin with a long syllable, which would not agree with the rules of prosody.
Aware of this, JazirT used the Persian idafa form, which is in accordance with
the prosody rules.

Another case of idafa that is not related to the gender of the word is when
the poet uses a form that does not belong to the grammar of northern Kurdish,
but to central Kurdish. The word mubtala (to be aftlicted) ends in a vowel -4,
which necessitates following it with either the idafa -(y)é or -(y)a. In central
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Kurdish, words ending with a vowel take the -y form of the idafa, and this is
what JazirT occasionally used:

Har kasi muhbat Zi ritha, mubtala-y nir-a subitha
Wi di dil-da sad juritha, jadba wit larzin u taya (ZdJ: 533)

He whose love is from the soul, (he) is afflicted by the pure light,
There are a hundred wounds in his heart (and) passion, trembling
and fever.

4. Verb Conjugation:

In the negated past continuous form of the verb, JaziiT occasionally uses a
contracted form that does not belong to Northern Kurdish. To construct the
past continuous in northern Kurdish, and also for at least some 50 years in
central Kurdish, it is formed by means of the prefixes di- and da- respectively,
which attach to the verb stem. The prefix a-, occasionally used by Jaziri, is
commonly employed in central Kurdish.

In JazirT’s poetry we encounter forms like nakat ‘he/she/they was/were not
falling: wandering about in the context’ (< na-a-kat), or nakir ‘he/she/they
was/were not doing’ (< na-a-kir) or nada ‘he/she/they was/were not giving’
(< na-a-da), instead of the more common form in Northern Kurdish, nadikat,
nadikir and nadida. In all three forms, nakat, nakir and nada the two short a
vowels are assimilated and turned into a long @ vowel. The following are ex-
amples of the above-mentioned three verbs, which are found in one and the
same poem:

Satwat-a Laylé yaqin Majniin tapand
Warna Qays nakat biyabané galat (ZdJ: 328)

It was certainly Layla’s power that made the madman [Majntin] collapse,
Otherwise, Qays would not wander about in the desert by mistake.

Heézi sahw-d xamayé bii, warna min
Av galat nakir di diwané galat (ZdJ: 335)

This was, after all, an error of the pen, otherwise,
I would not have made this error in the diwdn by mistake.

We lisar bazn-da ta av saywan vada
Warna nada rozi saywanit galat (ZdJ: 335)

The sun opened this shade over your stature,
Otherwise, it would not open a shade by mistake.
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This form of conjugation was used not only by Jazir1, but also by at least one
other poet. Mir (Prince) ‘Imad al-Din, who was a contemporary of Jazir1 and
had a poetic conversation or correspondence with him, used it in a poem:

Ma dibii $akl-e Siriné
Tu ustadan wa nakesa (ZdJ: 898)

We had seen the form (appearance) of Sirin
None of the masters painted her thus.

The 3" person singular non-past suffix -(i)¢, which in modern Northern Kurd-
ish is normally dropped in word-final position and replaced by the suffix -a,
is always present in Mala-ye Jaziri’s poems, as well as in the writings of his
contemporaries. They also sometimes use the form -(7)tin. Even today in mod-
ern northern Kurdish, the suffix -(i)¢ appears when the verb form is followed
by the preposition -a, which attaches enclitically to the preceding word. This
shows that the suffix must have been dropped in northern Kurdish after the
time of Jazir1, or even after the time of Ahmad-& Xant and Mala-ye Batay1
(1675-1760), who also use it consistently. Today the -(i)t/-(i)tin suffixes are
still present in variants of Northern Kurdish spoken in Bahdinan, and also in
some varieties of Central Kurdish.

Examples of the use of -(i)¢ and -(i)tin by Jazirt:

Mast-i Sahkas-i may-a jadibayin rith didin
Rith dizanit ku Zibar laddat-i isq mama labalab (ZdJ): 67)

We are intoxicated by the royal bowl of the attractive wine,
(and) we sacrifice our souls,

The soul knows that it is because of the enjoyment of love
that I am still full to the brim.

Jawr-i Hindé dé kisinit har kast tawiis divet

Gawhar i durr-a yatim bé tark-i sar tétin talab? (ZdJ: 76)
Whoever wishes to obtain a peacock, must suffer
the hardship of (going to) India,

Is it possible to request (to have) a jewel and a unique pearl
without giving up one’s head?

Examples of the use of -(7)¢ and -(i)tin by Ahmad-& Xani in his works, Mam u
Zin and Niibar-a biciukan:
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Husn-a nabitin ¢u hadd u gayat
Nabit zi xwa ‘asigan nihayat (Xani, 1962: 49)

The beauty that has no limits or ends
Its lovers are also endless (Khani, 2009: 68)

Dar-é dihné vabitin
Harcrt dixinin zahmat nabitin (Le Coq, 1903: 2).

May the doors of the brains (of those angel-natured ones) be open,
So that they may find what they study easy.

Mala Husayn Batayt in his Mawliidnama also uses both forms:

Da bicitin talba kat kani kiya
Xos dibezin vé nawa-yé ‘aliya (Le Coq, 1903: 89).

So that she goes and inquires who are those
Who sing this melody so beautifully.

Magqdisi, who published his Kurdish-Arabic dictionary in 1893, uses only the
suffix -a at the end of the verb for the 3 person singular non-past:
di- + present stem + -a (al-Xalidt al-Maqdist, 1893: 13—14).

The first newspaper in Kurdish history, called Kurdistan, was published in
1898 by Miqdad Midhat Badir-Xan, a member of the Badir-Xan dynasty that
ruled the Jazira principality for several centuries. His form of Kurdish is the
same as that of JazirT and Xani, who lived in the city of Jazira and also wrote
their works in the same Kurdish variant. In his articles in that newspaper he
uses all three forms of the suffix, -(i)¢, -(i)tin and -a. These three forms are
also used in articles written by others in the same newspaper.

Miqdad Midhat Badir-Xan was first the editor-in-chief of the paper and he
published five issues in Cairo between 21 April and 16 June 1898. During this
period, the three suffixes are used in the newspaper as described above. When
his brother ‘Abd al-Rahman resumed the publication of the paper a few months
later, there were some changes in the language and ideology of the paper. Among
the changes in the language, one can observe that the use of the suffix -(i)fin
disappears completely, while the other two suffixes continue to be used.

The newspaper Zin (Life) was published in Istanbul between 7 November
1918 and 2 February 1919, in 25 issues. Again, the suffix -(i)tin is not used in
this newspaper, but the other two are.

The negation of the imperative form in classical Kurdish, and still in central
Kurdish and variants of northern Kurdish spoken in Bahdinan, is ma-, while
in other variants of modern northern Kurdish, the negation na- has also spread
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to the imperative verb forms. JazirT and his contemporaries consistently use
the negation ma- in imperative forms.

Example of the use of ma- from Jaziri’s poetry:

Bi hababé maba magrir waha sargasta Mala
Ba vibar kaftiya wé behuda sargasta habab (ZdJ: 63)

Don’t be astonished, or bewildered, Mala, by (seeing) the bubbles
They contain air and are wandering in vain.

Xani uses the same form in Mam u Zin:
Zinhar tu maba li malé harit
Lawrd ku dibin Zi dast ta warit (Xani, 1962: 132)

Take care of it! Do not be attached to possessions,
For the heirs will take them away from you (Khani, 2009: 209).

BatayT uses the same form:

Sahiban az ditim i pursin diréz
Léki tanbih bii li min bo kas mabéz (Le Coq, 1903: 78).

The friends saw me and inquired in detail,
But I was warned: don’t tell anyone!

The 1% person plural non-past suffix -(y)in, which in modern Northern Kurdish
has changed to -(y)in and merged with the suffix -(y)in of the 2" and 3" person
plural, is always present in JazirT’s poems, as well as in the writings of his
contemporaries. This suffix is still present in variants of Northern Kurdish
spoken in Bahdinan, and in central Kurdish. The same applies to the 1* person
plural form of the non-past copula, which is -(y)in in JazirT’s poems and the
writings of his contemporaries, as well as in central Kurdish and Bahdinani,
but is -(y)in for all three persons in the plural in modern northern Kurdish.

Present subjunctive, 1% person plural:

Waya hudhud zi Saba bét u bizanin ciya hal
Ku li hale ma gartban na su’al u na jawab (ZdJ: 64)

The hoopoe may come from Saba’ (Sheba), and then we know what

the condition is
But as for us, strangers, there are no questions and no answers.
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Copula, 1* person plural:

Mihnat-Kasin riz u Sabe, dar firqat-a sirin-labé
Zulm-a zi bar dast-é ta be, aw ‘adla, em pur pé xwasin (ZdJ: 468)

We are tormented, day and night, for separating from that sweet-
lipped one,

The oppression that comes from you, is justice, we are very happy
with it.

Xani writes in Mam u Zin:

Gurzan bihazZin, riman bibazin
Av ranga Mami zi mir bixwazin (Xani, 1962: 146)

Let us swing clubs and lance spears
And thus ask the prince to release Mam (Khani, 2009: 235).

An example of the use of -(y)in as a non-past suffix in modern literary northern
Kurdish is as follows:

“Em di jimareya 23 an da ragthanek dibinin” (Bozarslan, 1985: 13)
In the issue number 23, we see an announcement.

As an example of the use of the copula for 1% person plural, Qadrijan (1911-
1972) writes in a poem:

Belé... em xizané mal in,
Lé zenginé Kemal in (Aras, 2020: 11).

Yes... we are poor in wealth,
But we are rich in perfection/integrity.

Special Verb Forms

The verb kirin ‘to do’ has the non-past stem ki in modern northern Kurdish,
except in Bahdmani, and ka in Bahdinani and central Kurdish. Mala-y€ Jazir
uses both the stem i and another stem, kir, with about equal frequency. To
my knowledge, there is no modern Kurdish dialect that uses the non-past stem
kir, nor do any other classical or modern Kurdish writers use the non-past stem
kir. The forms with this stem are found in all persons and non-past verb forms,
except the imperative form. The following forms are attested:
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Present indicative, 1% person singular: dikirim
Present indicative, 2™ person singular: dikirt
Present indicative, 3™ person singular: dikirit
Present indicative, 1% person plural: dikirin

Present indicative, 2™ and 3™ person plural: dikirin.
Present subjunctive, 1% person singular: bikirim
Present subjunctive, 2™ person singular: bikiri
Present subjunctive, 3™ person singular: (bi)kirit
Present subjunctive, 1% person plural: bikirin
Negated present subjunctive, 2™ person singular: nakiri
Negated present indicative, 1% person plural: nakirin
Negated present indicative, 3™ person plural: nakirin

Jaziri conjugates the verb kirin (doing) with the non-past stem 47 in this way:

Awureén aswad- ‘uyinan ‘agilan sawda dikin
Gazma-ya ‘asiq vadil kafti Zi cahven Sahla bii (ZdJ: 620).

The looks of the black eyes drive the intelligent insane
The arrows that hit the lover’s heart were (shot) from the bluish-
black eyes.

He conjugates the same verb in the same tense, using the non-past stem £ir, as
follows:

Nagsen falakan guh didirin vé nazmé
Tanhd na basar har dikirin tahsiné (ZdJ: 761).

The ornaments of the celestial spheres (stars) listen to this verse,
Not only human beings do constantly commend it.

The verb xwarin ‘to eat’ has the non-past stem xo/xu in modern Northern
Kurdish, Bahdinant and Central Kurdish. JazirT uses both the stem xo/xu and
occasionally another stem, xur. In the following distich he uses xu as the non-
past stem in a verb in the present subjunctive form:

‘ASiq divé dil-sada bit, xak-a ri-ya yar-é xwa bi
Sad dag di dil wak lala bit, xiiné bixut, rang-gunca bit (Zdj: 815)

The lover must be simple-hearted, (and) be

The earth of the road of his beloved,

(and) to be cauterized in the heart, one hundred times like tulips,
(and) eat blood to be like a rosebud.
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To my knowledge, no modern Kurdish dialect uses the non-past stem xur/xwar
(with a retained r, as in the Persian non-past and past stems and the Kurdish
past stem). No other classical or modern Kurdish writer uses the non-past stem
xur. In these examples JazirT uses the verb in combination with the nouns sond
and gasam (oath, swear) to mean ‘to take oath/to swear’. In Kurdish and Per-
sian, one “eats/consumes” oath, the expression for taking an oath or swearing.

Qiblatt wajhuka fi kulli sabahin wa masa’
Bi du abruyi ta jana, dixurim az qasamé (ZdJ: 686).

Beloved, I swear by both your eyebrows!
Your face is my Qibla in every morning and evening

Az bi wé gamat u bazné li ta sondé dixurim
Bas ka ay padisahd min li asiran gadaré (ZdJ: 721).

I put you on oath by that stature of yours
To stop, my emperor, treachery towards the captives.

In most dialects of Kurdish, there is no possession verb ‘to have’. Possession
1s constructed with the verb habiuin ‘to be/to exist’. In Persian, however, and
in the southernmost dialects of Kurdish (Luri for example), the verb dastan,
originally meaning ‘to keep, to hold’, has developed the meaning of ‘to have’.
Probably due to Persian or Luri Kurdish, influence, JazirT occasionally uses a
form similar to the Persian verb dastan to denote possession. It is noteworthy,
however, that he does not use the Persian non-past stem dar. Instead, he uses
a non-past stem dir as in the following two distiches:

Husn i jamal-i janan nadiritin tu payan
Harct nabit bidayat, aslan nahin nihayat (ZdJ: 137)

The beauty of the souls (or sweetheart) has no end
Whatever that has no beginning, never has a termination.

Lat-i husni (w)u Sah-é xitbant, bi xwa ham xani (w)u ham xaqant
Yisuf-é taniyt tu iro xanim, ku bi husn-a xwa nadirt tani (ZdJ: 738)

You are the idol of beauty and the king of the beautiful,
you are both a lord and an emperor

Today you are the second Joseph, my Lord,

and in your beauty you have no second.

This form of the verb, dir, as the non-past stem of the infinitive dastan, is
found in the quatrains of Baba Tahir ‘Uryan.
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JazirT also uses the normal Northern and Central Kurdish possessive construc-
tion with Aabiin, as in this distich:

Min dilbarak wak dur haya, mahbiibi Sirin-sur haya
Husn i jamalak pur haya, Balqgis-sifat, maskan Saba (ZdJ: 27).

I have a heart-ravishing (sweetheart) who is like a pearl,
I have a beloved of sweet charm
She has great (plenty of) beauty, a Balqis, who dwells in Saba (Sheba).

The verb dayin/dan ‘to give’ has the non-past stem di/da in all modern Kurd-
ish dialects. JazirT uses both the stem di/da and occasionally another stem, dir.
As far as I know, there is no modern Kurdish dialect that uses the non-past
stem dir, and no other classical Kurdish writers use it. There is no r in either
of the two stems of this verb in Persian either. The verb nadim (I do not give)
in the following verse is based on the non-past stem di:

Sarbat-a (L)am u (B)iyan az bi haydté nadim

Bada-ya la‘l-é bi av-a zulumaté nadim (ZdJ: 413)

I do not give (change) the juice of L and B (lips) with the water of life
I do not change the ruby-like wine with the water of the Darkness.

In the following distiches, JazirT uses the non-past stem dir:

Qahwa-ya talxi digal zahr-i halahil bidirt
Ma Zi dast-é ta mubarak Sakar-améza gulab (ZdJ: 61).

If you give us, bitter coffee (mixed) with deadly poison
We (take it) from your sacred hand (as) rose water mixed with sugar.

Nazarak we basar-é lab-sakar-é huri-siriste
Nadirim az bi may u kawtar u hitrén di bihisté (ZdJ: 782).

I do not give a look from that sugar-lipped, ouri-natured human being
For the wine, Kawtar and the houris of paradise.

5. Postpositions

The two postpositions da ‘in’ preceded by the preposition di, denoting loca-
tive, and ra, often combined with the prepositions Zi or bi to form a circum-
position ‘for, to, with’ denoting an indirect participant such as recipient, ben-
efactor or addressee, are represented in the modern orthography as de and re.
Jazir1 and his contemporaries use da and ra.
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Ism-é taya maktubi di diwan-i gidam-da
Harfak galam-é ‘ilm-i bi tagwim-i ragam da (ZdJ: 11).

It is your name that is written in the record of eternity
The pen of (divine) knowledge correctly wrote a letter.

JazirT uses the other postposition #a in this distich:

Bi tiilen dstanée-ra vaxwandim Mir bi dargahé
Bi vi éavi habib ditim sukur av Safga Mawlé da (ZdJ: 48)

The Prince (ruler) called me together with the dogs of the threshold,
I saw the beloved with my own eyes, thanks that this kindness was
granted by God almighty.

Adak (2019: 23), a modern Kurdish writer, uses the postposition de, as we see
in the following lines:

“Hévi ew e ku her teseyeke nezmé ku di vé berhemé de cih digire, di paserojé
de bibe mijara nameyeke akademik, yan ji lékolineke serbixwe” which means
‘It is my hope that the poetic forms contained in this work will be the subject
of an academic thesis or an independent essay in the future’.

Ulugana (2018: 44), another modern Kurdish writer, uses both de and re as
postpositions in the following text:

“Di salén 16401 de édi giliyén Evdal Xan bi réya nameyan ji siltané Osmani-
yan re dihatin kirin. Yani di van salan de révebiriya Osmani li Kurdistané,
newéribiin ku bi wi re raterast ser bikirina.” The text means ‘In the 1640s,
Evdal Xan (‘Abdal Xan) used to send his complaints by letters to the Ottoman
sultan. This meant that the Ottoman authorities in Kurdistan did not dare to
fight him directly’.

6. Lexicon

A. Coinage of Words and Expressions:
JazirT sometimes coins new words and expressions based on already existing
words and expressions. One such expression is guh-li-ré ‘ear-to-road’ in the

sense of “waiting to hear from you” coined on the pattern of ¢av-li-ré ‘eye-to-
road’ in the sense of “waiting for you, expecting you to come”.
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Hudhud-é ridwan-i gaybe, sad xabar $irin Zi jaybé

Da dil-& min murda hay bé, guh li ré min wak sabdaya
Cahvanérim, guh li rema, lé sabd rédaya béma

‘ardihal-a muhbaté ma, bandayak sadiq Malaya (ZdJ: 527-528).

The hoopoe, a messenger, the gardener of paradise,

Has a hundred lovely messages in his pocket

To revive my dead heart. My ears are to the road, to meet the east wind.
My eyes are to the road (expectant); my ears are to the road, the
zephyr, I think, is on its way

The message (petition) of our love (is that) Mala is a truthful slave.

A new word coined by JazirT and not found in any Kurdish text before or even
after him is fira, with the meaning of ‘being very fast in flying’. The word is
based on the pattern of zana (scientist, scholar), twana (strong, powerful, ca-
pable) and bind (clear-sighted, able to see), which give a sense of exaggeration
and superiority in knowing, doing or seeing something. In coining the word
fira, Jazir1 follows the same rules applied in constructing the other three
words, namely the non-past stem of the verb + & (the present stem of the in-
finitive firin ‘to fly’ is fir). The word is used only once in JazirT’s Diwan.

Ma w nasim xwas panja tékra, we dicin wak tayr-i vekra
Baht-i zulf-a yar-i pekra, bor-i ‘isqé pur firaya (ZdJ: 541).

The breeze and we, hand in hand, went together like birds,
Talking about the ringlet of the beloved, the horse of love flies very fast.

B. Use of Synonyms:

Jazir1 often uses two synonyms for one concept. This is rather common in
Kurdish for abstract concepts, but JazirT also uses it for concrete material
things. It is worth noting that in all cases; the poet uses the two words together,
combining them with the word u/iz ‘and’. Some examples are catr u saywan
‘umbrella’ (87), barg u waraq ‘leaf’ (95), rih u rawan ‘soul’ (769), gand u
nabat ‘sugar/candy’ (769), magsiid u gast ‘purpose’ (770), kilk u xama ‘pen’
(867), govand u raqs (dance) (874). Below are two distiches by Jazir1 that
contain such synonyms:

Wasf it kamalatén subith, harfen kitab-a ‘aql u rith
Ismak dive [& bin wudith, law lawh u kilk i xama da (ZdJ: 867)
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The pure qualities and perfections, the letters in the book of the in-
tellect and the soul,

Need a name that explicates (explains) them, and thus He created
the tablet (board) and the pen.

Sagqr zi dang-é bulbula, avéta carxé gulgula
Rithan li dore silsila, govand u raqs i halqa da (Zd): 874)

The cupbearer caused a tumult in the firmament with the spout of
the jug,
The souls began dancing in circles and forming rings.

C. Foreign Words:

Jazir1 uses two foreign words that belong to languages not commonly known
in the Middle East at his time. One of these is astuqus from the Greek stoi-
cheion (otoygiov), which is used in the same sense as in Greek, namely for
‘element’ in philosophical discussion. It can be noted that JazirT adds a fifth
element to the four Greek ones, namely love. The other word is pincers (he
uses the word as pans), which is used together with its Arabic counterpart
kulab (kullaba in standard Arabic) to denote the instrument called ‘pincers’ or
‘forceps’ in English. If the first word may have been known in philosophical
circles, the second is highly unexpected in 16"-century Kurdistan.

Jawhar-é ‘aliya ‘unsur ma Mala
Bil-haqgigat na zi xwar astuqusin (ZdJ: 477)

Our origin and existence is of high quality, Mala!
We are, indeed, not of an inferior element.

Zi jigar Mald pilingan bi kulab u pans-i kar kir
Asadan zi panja veran dil u sina harisandin (ZdJ: 453)

The tigers tore Mala’s liver with forceps and pincers,
The lions also tore the heart and the breast with their claws.

D. Causative Formation

In all modern Kurdish dialects, the verb anin/hanin/inan/hénan means ‘to
bring’. Jazir1 uses this verb in the form of inan (twice) and anin (twelve times),
but he also constructs another form, warin, for the 2" person singular imper-
ative form of ‘to bring’. To my knowledge, this form is not attested in any
other Kurdish text or spoken dialect. It could possibly be explained as a caus-
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ative formation based on wara ‘come’, which is the 2" person singular imper-
ative (irregular) form of Adatin ‘to come’. Northern Kurdish forms causatives
with the suffix -in and in some cases -én.

In the following two distiches, the form warin is used:
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Disa zi nit behala dil, saqi warin jam-a zujaj

.....

My heart, once again, is ill-circumstanced, bring the glassy goblet,
cupbearer!

My heart is yearning for the red wine, (so that) my temperament may
become merry and glad instantly.

D’ani zuhar, dim-é bi nir, xalén dihir, jam-a tahir
Saqi warin jam-a zarin, aw sur-Sirin, jam-masraba (ZdJ: 587)

She was showing her bright face, the small birthmarks and the goblet
containing the pure wine,

Cupbearer, bring the golden goblet, that attractive beauty, enjoys
drinking (wine).



Chapter 5: Mala-ye Jazirt: A Wujudi-Siifi Poet

5.1. Introduction

The poetry of Mala-ye Jazir1 has always been treated as one of the most au-
thentic and magnificent examples of Kurdish Sufi poetry. This assessment is
not only the result of admiration for JazirT as one of the poets who founded
Classical Kurdish poetry, but also because his poetry is regarded as masterly,
great and deep Sufi poetry.

The Diwan of Jazir contains rich evidence that poets who were his contem-
poraries venerated him as a STfT poet and spiritual leader. Prince ‘Imad al-Din,
who wrote a long poetic conversation with Jazir1, uses dozens of expressions of
reverence for JazirT and his work in his poem, ending it by describing him as
“our master” (Mala-ye Jazir1, 1987: 913). Fivefold versions of JazirT’s poems
were made (taxmis) by other poets while he was still alive (see Chapter 1) and
therefore these fivefold poems are found together with Jaziri’s poems in the
manuscripts and are included in all the editions of JazirT’s Diwan.

The same attitude of reverence for Jazir is present in the poems of Faqi-y&
Tayran and in Mam u Zin by Ahmad-& Xani, who lived later. It is also common
knowledge that the poet had good relations with the ‘Azizan princely family
who ruled the principality of Botan. Apparently, they also held him in high
esteem as a poet and a Stfi, since we know that JazirT is the only person who
is not a member of the princely family but is buried in their family cemeterey.

Apart from the above-mentioned evidence of the high position JazirT en-
joyed among the educated and higher circles of society, we read in his biog-
raphies many stories and anecdotes that illustrate how highly he was regarded
by simple and ordinary people (Sajjadi, 1971: 189; Mala-y€ Jazir1, 1959: o).
These people were probably unaware of JazirT’s poetry, but they adored him
as a Suff and regarded him as a holy man, a saint. In a number of these anec-
dotes and stories, some talents are attributed to JazirT that place him outside
the sphere of ordinary human beings and give him a tinge of sanctity.

In his History of Kurdish Literature, Sajjadi (1971: 189) recounts a story
about Jazir to the effect that, in his young years, while attending a party ar-
ranged in Hasnkif for a theology student who was to recieve certification,
Jazir1 fell in love with Salma, the daughter of Malik Kamil, the ruler of the
city. JazirT wrote many poems for her, and thus the story of their love was
revealed to the public. People blamed the ruler for not not accepting that his
reputation was being damaged by Jazir’s poems about his sister. At first he
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put the poet in prison, but later, he had him released. The ruler had wanted to
test whether the poet’s love was genuine or not. It was arranged that Jazir1
would meet Salma somewhere outside the city, without being notified in ad-
vance, and the ruler and some members of his staff would watch them secretly
from a distance. Salma came out of her hiding place and approached the poet,
saying that she was the Salma to whom he had written his love poems. Jaziri,
in a state of ecstasy, told her that she was not the Salma he loved and for whom
he had composed his poems. A shrieking sound was heard from him and he
went up in flames. When they came closer to him, they saw that he had turned
into a heap of ashes, and Salma was burned too.

This story, which contains many contradictions, is no more than a myth,
but it illustrates popular beliefs and ideas about a poet, a Siifi, and Divine love.
It is clear that JazirT’s death was not the result of being burned. Moreover, it
is almost certain that he died when he was a relatively old man, contrary to
what the story suggests. An essential aspect here is the coincidence between
the popular imagination and understanding of love and a poetic metaphor of-
ten used by poets in various cultures. Love, be it earthly or divine, is supposed
to have a physical energy that can burn the lovers. Jaziri uses this metaphor in
several poems. The following is an example:

Wah ¢i “iSq u ¢i salamat, hardu dirin Zi yaki
Kullu man yasluku hubban, subul al-nari salak (ZdJ: 382)

Oh, that love and safety, they are far from one another
Whoever follows (the way of) love, he has taken the roads of fire.

The concept of a love that burns the lovers is present in the traditional tales
and epics of various peoples and cultures. A well-known love story of this
kind is that of Asli and Karam, originating from Azerbaijan and eastern Ana-
tolia (Khosroshahi and Negahban, Asli and Karam, EIs-III).

What is of interest about JazirT in the context of this study is not this aspect of
his life, but the way he expressed his feelings and the spiritual and mystical states
he experienced as a SGfl. In other words, it is important to highlight the artistic
output of a SGfT who also was a poet. This, in turn, implies that there are aspects
of JazirT’s poetry that are common to the poetry of other Suff poets. These in-
clude, in addition to the formal and structural characteristics, the ideas and
thoughts he held, verbalized, and transmitted by means of words. On the other
hand, there are attributes of his poetry that characterize his poems and his style,
giving them discernible features that can be described as the constituents that
construct JazirT’s poetry. Among these, one can count the words and expressions
he chose, as well as the metaphors and similes he employed in his poems.

This chapter is an attempt to present JazirT as a SUfi poet within the confines
of a historical and, in part, a theoretical context that constitutes the spiritual
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and philosophical background that shaped the contents of his poetry. The same
postulate is also suggested for other Kurdish Stifi poets who succeeded him.
Taking this background as a starting point for studying the Stfi aspects of
JazirT’s poetry entails writing about two important affiliations that form the
structure of Jazir1’s thought and poetic creation. The two affiliations are, first,
his membership in the Nagsbandi Order (7ariga), which was, and still is, one
of the most dominant and popular Sufi orders in Kurdistan, and, secondly, his
association with the doctrine of Wahdat al-wujid (the unity of being or pan-
theism) of Ibn ‘Arabi.

Although there are many similarities between the Stft orders, there are also
features that make some of them unique. Over the centuries of its history, the
Nagsbandi order has undergone changes and developments in its system of
thought and the structure of its teachings and practice. These special aspects
are sometimes reflected in the texts of the writers and poets associated with
the order.

The doctrine of Wahdat al-wujiid is one of the main ideas and doctrines
known among the leaders and the intellectual circles of the Nagsbandi order,
as well as in almost all other StfT orders. In addition to tracts that dealt in
whole or in part with the philosophy of Ibn ‘Arabi, promoted by the ‘ulama,
many Nagsbandi poets devoted extensive space to the expression of their spir-
itual experience, influenced by Ibn ‘Arabi’s thoughts, especially his theory of
Wahdat al-wujid.

In the Diwan of Mala-ye Jazir, both of these affiliations are present. A large
number of JazirT’s poems are dedicated to the questions of existence, the crea-
tion of the universe and the relationship of human beings to God. These are
important principles of Ibn ‘Arabi’s philosophy, especially his theory of Wahdat
al-wujiid, although the poets did not treat them in philosophical language, but
in a mystical one, employing allegories, symbols and Stfi terminology.

5.2. Sufism and Poetry: The Beginnings of Stfism

Defining a starting point for Islamic mysticism (Siifism) is obviously a con-
troversial question, depending on the point of view from which one ap-
proaches the issue. The primordial convenant between God and humanity, to
which the Qur’an refers (VII: 172) is the most impressive idea for many Mus-
lims, especially the Stufis. The Qur’anic verse in question reads “And when
thy Lord took from the children of Adam, from their loins, their seed, and
made them testify touching themselves, ‘Am I not your Lord?’ They said:
“Yes, We testify”. Schimmel (1975: 24), describing the day of the primordial
convenant, points out that “here is the starting point for their understanding of
free will and predestination, of election and acceptance, of God’s eternal
power and man’s loving response and promise”.
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The day of that primordial convenant is called in the STfT heritage the “day
of alastu” or the “tavern of alastu”, referring to the Arabic question “Am I not
your Lord?” (alastu bi-rabbikum?). Almost all STfT poets allude to it in their
poetry. The metaphor of the tavern implies the idea that God gave the human
being a goblet of wine as a sign of Divine love.

Another idea in this regard is to trace Sufism back to the Prophet
Muhammad. Knysh (2010: 61) writes: “Normative Suft literature routinely
portrays the Prophet and some of his ascetically minded Companions as
‘Siifis>”. Among these, are Abii Dar al-Gifari (d. 32AH/652 CE), Salman al-
Farist (d. 14 AH/635 CE), and Bilal al-Habast (d. 19 AH/640 CE). Schimmel
(1975: 27) develops the idea further, and asserts that:

Muhammad is the first link in the spiritual chain of
Stfism, and his ascension through the heavens into the
divine presence, to which the first lines of Sira 17 al-
lude, became the prototype of the mystic’s spiritual as-
cension into the intimate presence of God.

The wearing of woollen (sif in Arabic) clothing seems to have been the main
reason why many pious people became known as Siifis by the end of the sec-
ond/eighth century. Other theories suggest the words safa (purity), suffa
(bench) and saff (rank) as roots of the term Sufism (tasawwuf in Arabic),
which seem less relevant (Knysh, 2000: 7; Schimmel, 1975: 14). Al-Hasan al-
Basr1 (21-110 AH/642—728 CE) was one of the first mystics to preach this
kind of ascetic, anti-government thought to various people in society, and he
had many followers.

5.2.1. Arabic Suft poetry

Adherence to Stufism produced rituals, forms of expression and utterances that
gradually became the main characteristics of some Sufis, especially those who
were educated and acquainted with literature. Stft poetry was a product of this
development. Among the most prominent Siifis who composed poetry in Ar-
abic are Rabi‘a al-'Adawiya (d. 185/801), Du al-Nun al-Misr1 (d. Giza, in
245/859 or 248/862), Junaid al-Bagdadi (215-298 AH/830-910 CE), Al-
Hallaj (d. 858-922), Ibn al-Farid (576-632 AH/1181-1235 CE), and Ibn
‘Arabi (d. 1165-1240 CE). As an example of the first SGff poems in Arabic,
here are a few lines by Rabi‘a al-' Adawiya, which, in my opinion, were unde-
servedly described by Schimmel (1982: 18) as a “little artless poem”:
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"‘Uhibbuka hubbayni, hubb al-hawa

Wa hubban li-annaka ahlun li-dak

Fa-amma al-ladi huwa hubb al-hawa

Fa-sugli bi-dikrika ‘amman siwak

Wa-amma al-ladr anta ahlun lahu

Fa-lastu ara al-kawna hatta arak

Fa-la al-hamdu fi da wa-la daka It

Wa-lakin laka al-hamdu fi da wa dak. (Badawt: 1962, p. 64)

Nicholson (1962: 234) translates the piece as follows:

Two ways I love Thee: selfishly,

And next, as worthy is of Thee.

‘Tis selfish love that I do naught

Save think on Thee with every thought.
“Tis purest love when thou dost raise
The veil to my adoring gaze.

Not mine the praise in that or this,
Thine is the praise in both, I wis.

The earlier mystical poets employed simple and short poetic forms, but longer
forms, especially gasida, were later also used, for example by Ibn al-Farid,
whose #a iyya (a poem thyming in the letter t: <) consists of 761 distiches.

In terms of the content, language and metaphors of the poems, the STGfi poets
used almost the same patterns as earlier Arab poets who described their passion
for the beloved, and their experience of the different stages of love, such as sep-
aration, longing, weeping and shedding tears, being burnt by the fire of love, or
joy and intoxication. These and many other similar features of StGfi poetry could
later also be found in Persian, Turkish, Kurdish and Indian Stft poetry.

Ibn al-Farid uses the following metaphor in one of his poems:

Saribna ‘la dikri al-habibi mudamatan
Sakirna biha min qabli an yuxlaq al-karmu

In memory of the Beloved, we quaffed a vintage
That made us drunk before the creation of the vine
(Nicholson, 1989: 184)

Nicholson (ibid) further interprets the verse, pointing to the mystical allegory
through which the poet conveyed his message “the soul was intoxicated with
the wine of Divine Love (i.e. was rapt in contemplation of God) during its pre-
existence in the eternal knowledge of God before the body was created”. It is
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noteworthy that Nicholson, not only translates the verse, but also finds it nec-
essary to explain it, in order to shed light on the mystical symbols and to de-
cipher the obscure meanings hidden behind the metaphorical Sifi language.

The idea, no doubt, is the same “day of alastu” or “tavern of alastu” that
refers to the Qur anic verse 7: 172 quoted above. It can be found in the poetry
of almost all STfT poets and in different languages. Such similarities are quite
common in mystical poetry.

Sathiyat, also called Satahat, (theopathic locutions or ecstatic utterances of
“drunken” Stfis), were also an artistic verbal expression attributed to some of
the Sufis. Sathiyat differ from STfi poetry in that they are not necessarily pro-
duced by Suft poets. They could be uttered by Stfts who were not known as
poets, like al-Niffar1 (d. ca. 965 CE) and al-Xarqant (351-425 AH/963-1033
CE). Moreover, the Satahat are usually prose texts, and in many cases they are
not written down, but recited by a Siift and then passed on by some of his
listeners or his followers, friends and disciples.

Among the Siifis who are known for having uttered words of Sa,thiydt, ref-
erence should be made to Bayazid al-Bistami (d. 874), Al-Hallaj (d. 922), Abu
Bakr al-Sibli (d. 945), and Abu al-Hasan al-Xarqani. Sathiyat words and state-
ments are also attributed to Ibn ‘Arabi, because of what he relates in many of
his writings about his revelations, his meetings with the Prophets Ibrahim and
‘Isa (Jesus), or that he saw the Prophet Muhammad in a dream giving him a
book and telling him to take it to the people (Ibn al ‘Arabi, 1980: 45). The book
was Fusiis al-Hikam (The Bezels of Wisdom), which is Ibn ‘Arab1’s most cel-
ebrated book.

All the aspects mentioned here are also present, as will be seen, in the po-
etry of Mala-y€ Jaziri. It should be added that the mystical poets, who wrote
their poems in various languages, generation after generation, were not con-
fined to these forms and themes, but innovated in their artistic and linguistic
means and introduced countless features to the treasure of Suft literature.

5.2.2. Persian Suf1 Poetry

Although Persian Stft poetry began later than Arabic Stft poetry, there are
similarities between them, at least in the choice of simple poetic forms by the
early mystical poets. “The most cherished poetic form in the early period was
the quatrain,” writes Seyed-Gohrab (2021: 187). He develops the idea, point-
ing out that:

Due to its compact form and pithy formulation, the
quatrain became a favourite poetic form for Stfif mas-
ters at their preaching sessions, and especially during
the ritual of musical audition (sama ). (ibid).
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Abu Sa‘1d ibn Abi’l-Xayr (967-1049 CE), from Xurasan, is one of the great
early mystics and poets, and his quatrains are among the most popular Stifi
texts in Persian. Nonetheless, De Bruijn (1997: 17), doubts the authenticity of
his quatrains, stating that “it is by no means certain that Abu Sa‘id composed
any quatrains at all”. Schimmel (1982: 51) also holds that “it is a fact that
mystical literature in Persian developed first in the Eastern lands of the Cali-
phate, namely in Herat and northwest India”, and suggests ‘Abdullah-i Ansari
(1006-1088) and Hakim Sana’1 of Gazna (1080—1131) as the poets who initi-
ated a SUfT literature in Persian. Sana’1 was the first poet to introduce Sufi
themes and topics in long matnawt (rhyming couplets) poems. He is also cred-
ited with gazals treating the themes of love, wine and antinomianism. Later
generations of STfT poets also used qasida and gazal forms, in addition to quat-
rains and matnawi.

Compared to the Arabic STfT literature, the contents of Persian Suff litera-
ture are more varied and the number of mystical poets is much greater. Among
the great Persian poets who enriched not only the Persian Saifi literature, but
also the treasure of Sufism as a whole, one can mention Sana’1 (479-545
AH/1080-1131 CE), Farid al-Din ‘Attar (540-618 AH/1145— 1221 CE), the
summit of Sufi poets and poetry Maulana Jalal al-Din Rimi (603—672
AH/1207-1273 CE), Sa'di Sirazi (1210-1292), Faxr al-Din ‘Iraqi (610-688
AH/1213-1289 CE), Mahmiid SabistarT (687740 AH/1288-1340 CE), Sah
Ni‘matullah Walt (1331-1431), Nar al-Din “Abd al-Rahman Jam1 (817-898
AH/1414-1492 CE), Nizami Ganjavi (535-605 AH /1141-1209 CE).

When discussing Sifl poetry in the Persian language, it is of the utmost
importance, to emphasize the fact that Persian SGfT literature is not limited to
the political or territorial borders of Iran. There are many poets, even great
poets, whose mother tongue was not Persian and who were not from Iran, but
who contributed master pieces in the Persian language that are highly appre-
ciated wherever and whenever they are read. ‘Abd al-Qadir Bedil (1642—
1720), Galib (1797-1869) and Muhammad Iqbal (1877-1938), all from the
Indian subcontinent, are shining examples.

5.2.3. Kurdish Safi Poetry

Kurdish literary historiography usually considers that the beginning of Kurd-
ish poetry and Kurdish Stft poetry to be Baba Tahir ‘Uryan (meaning the Na-
ked), also known as Hamadani, especially among the Kurds (Sajjadi, 1971:
171-172; Xaznadar, 2002: 184). Most of the sources about his life regard his
dates dates a matter of dispute and find it difficult to place him chronologically
(Rypka, 1968: 234; Elwell-Sutton, Baba Tahir Oryan, Elr). Sajjadi (1971:
171-172) suggests 935-1010 CE as the dates of his birth and death, but it is
generally accepted that he lived in the early 11" century. Baba Tahir used the
quatrain form in composing his poems, but his quatrains are usually called du-
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bayti ‘double distiches’ because “he does not make use of the customary
ruba Tmetre but employs the hazaj” (Rypka, 1968: 234). They are also called
tarana ‘song’, sung by the Yaresan, accompanied by melodies of on the
tambir (a stringed musical instrument) (Xaznadar, 200w, 191). Other re-
searchers call these quatrains fahlaviyyat and the poets who composed them
fahlavi-giiyan (Samisa, 2008: 277).

Baba Tahir is considered one of the great saints of the Yaresan (Kakayi),
also called Ahl-i Haqq (the People of Truth), who regard his quatrains as a
part of the sacred texts of their religion (Kakayi, 1991: 84; Minorsky, 1943:
95). The sacred book of the Yaresan, called Sar-anjam, consists of various
poetic texts, mainly composed by Sultan Sahak (Ishaq), but also poems by
other Yaresan poets. In addition to Sar-anjam, the Yaresan circulate many
other texts, among which the quatrains of Baba Tahir are of great importance.

The quatrains are written in a language that is a mixture of the Kurdish
dialects Laki and Gorani, but also Luri, which is the subject of varying and
confusing information regarding its classification as a Kurdish dialect or an
independent Iranian language (Qamandar, 2014: 56-72). Regarding the poet
and his quatrains, Vahman (1999-2000: 289) writes:

The Kurds, e.g. claim that Baba Taher was a Kurd; he
occupies one of the first places in the alleged list of the
Kurdish poets in the literary production of Kurdish na-
tionalistic authors. The Lurs and Bakhtiaris also con-
sider him as their compatriot. Baba Taher became even
one of the revered Saints of the Ahl-i haqq sect: he is
the Fourth Angel of the Shah-Khoshin era, incarnation
of the Deity.

The Laks are Kurds (Bidlist, 1860: 323) and are regarded as “the most south-
ern group of Kurd tribes in Persia.” (Minorsky, Lak, Els-II). They speak a
Kurdish subdialect called Laki, which is a part of the southern dialect of the
Kurdish language (Mann, 1910: XXVII; Paul, Kurdish language i., Elr). Ed-
monds (1922: 340) also thinks that “LakkT has much in common with modern
Kurdish”. Laki is spoken in a large region stretching from central Luristan and
to the south and southeast of Kermanshah (Qamandar, ibid: 73—-80). Bidlist
(1860: 323) counts the Lurs as Kurds.

Moreover, Qamandar (2014: 60) records that “Muslim historians like al-
Tabari, al-Mas‘id1, Abu al-Fida, al-Ya‘qiibi, al-Maqdist and Yaqtt consider
all the Lurs to be Kurds”.

Baba Tahir’s texts have been subjected to great changes; so much so that
they have retained very few of their original characteristics. Regarding the
language of the du-baytis, Utas (2008: 119—-120) writes:

166



These fahlaviyat, which are written in a more or less Per-
sianized north-western dialect, survive in the still very
popular dobeytis that are passed on in the name of the
nebulous figure Baba Taher Oryan, who is believed to
have lived in the mountains of Luristan near Hamadan.

Obviously, the Kurdish language belongs to the northwestern group of Iranian
languages, while Persian is a southwestern Iranian language.

Concerning the change in the language of the quatrains, Samisa (2008: 280)
states, “The poems of Baba Tahir have changed in the course of time and came
closer to the Dar dialect”, (as ‘ar-e Baba Tahir be moriir-e zaman tagyirati
kard va be lahja-yi Dart nazdik sod). In fact, almost all the sources on Baba
Tahir claim that the quatrains have been altered in more recent editions and
made closer to Persian. Zarrinkib, in his book ‘Just-jii dar Tasavvuf-i Iran’
(Searching in Iranian Sufism) concentrates upon two issues: that Baba Tahir
was one of the saints of Ahl-i Haqq, and that his dobaytis were changed to be
understandable by Persian-speaking people. Zarikiib (1984: 188) argues that
there are falaviyyat texts in ‘Al-Mu jam fi ma ‘ayir as‘ar al- ‘Ajam’ that are
quite different in language and rhythm from those of Baba Tahir. Samisa (ibid)
concludes that:

this point shows that after the ninth century, when the
dobaytis of Baba Tahir were published, they were intro-
duced in a new rhythm and language — different than
how they were in the seventh century — in order that they
could be understood by the Persian-speaking majority.

The reason why Baba Tahir is associated with Luristan and, consequently, the
language of his poetry is considered as LurT, seems to have to do with the exist-
ence of the two semi-independent principalities of Great-Lur (Lor-e bozorg) and
Small-Lur (Lor-e kiicik) around 300AH (Bidlisi, 1860: 24). The territories of the
two principalities encompassed the regions now known as Lorestan and [lam, and
parts of Kermanshah. Since the majority of the population were Laks “the territory
occupied by the Lak, and including northern and north-western Luristan is some-
times called Lakistan.” (Minorsky, Lak, EIs-II).

Reading a printed edition of Baba Tahir’s quatrains (e.g. that of 1363S),
one comes across many vocabulary items that are genuinely Kurdish, and even
the editor has provided the book with a glossary in which the Kurdish words
are explained in Persian (Baba Tahir, 1984: 94-95). Taking into account the
linguistic features called isoglosses, to show the sound change in the north-
western (e.g. Kurdish) and southwestern (e.g. Persian) Iranian languages
(Korn, 2003: 52-59), it is clear that many of the vocabulary items in the list
are Kurdish. Among these Kurdish words and verb stems, we read, roz, réez,
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gez u wez, zint, siza, maka, Saw, dir, in addition to some verbs that are con-
jugated according to Kurdish grammar. The Kurdish words contain the sounds
z and z, which correspond to the Persian sounds z and d respectively.

Heron-Allen, who published a number of Baba Tahir’s quatrains in English
translation in 1902, gives a detailed account of his efforts to obtain infor-
mation about the poet’s life and the dialect of his poems. Among other things
he records an anecdote about Baba Tahir, to the effect that:

It is stated that Tahir-i- ‘Uryan was an illiterate person
and was a wood-cutter. During the day, he was wont to
go to the Madrasa (academy) and listen whilst the stu-
dents would read their lessons, but the students used to
make fun of him. One day he remarked to one of the
inmates of the institution, “I wonder what these stu-
dents do in order that they may understand the instruc-
tions of the Professors.” The student replied jokingly,
“At midnight they get into this pond and plunge their
heads under the water forty times; after undergoing this
process, they understand the instructions.” Tahir be-
lieved this account and did the same himself, though
the weather was intensely cold. Just then, a flash of
light appeared and entered his mouth (?). Next day he
came to the Madrasa and commenced a philosophical
discussion with the students to which they were unable
to respond. When they asked him the reason of this sud-
den change, he related his story to them, saying, “I
passed the night as a Kurd and opened with the morning
as an Arab.” (Heron-Allen, 1902: XV)

This sentence of Baba Tahir is widely known in the Safi literature, especially
in its Arabic version, which reads “Amsaytu Kurdiyyan wa asbahtu ‘Ara-
biyyan”. It is remarkable, however, that the statement is attributed not only to
Baba Tabhir, but also to other Suifis as evidence of their being great Stifis whose
knowledge is a divinely inspired ( I/m laduni). 1t is at the same time an affir-
mation that the Stfis to whom this statement was attributed were Kurds, and
their becoming Arabs is only a symbolic allusion to their becaming acquainted
with Islamic sciences, which were overwhelmingly in Arabic. Among the
Sifts to whom the statement and the story are attributed, with slight differ-
ences, we find Abii ‘Abdullah (Babiy1) from Siraz (Jami, 2007: 325) and one
of the ancestors of Husam al-Din Calabi, who became the second spiritual
guide of Jalal al-Din Riim after the death, or disappearance, of Sams-e Tabrizi
(Al-Riimi, 1978: unnumbered page).
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Apparently, the tradition of writing STfT poetry in Gorani Kurdish, begun
by Baba Tahir, was continued and further promoted by many other poets. This
Kurdish dialect was the literary language of the Ardalan Principality, the cap-
ital of which was Sina (now officially Sanandaj), and continued to be used as
a literary language until the beginning of the 18th century, when Central Kurd-
ish, the literary language of the Baban Principality, replaced it in many regions
of Central Kurdistan. Even thereafter, some poets in the domains of Ardalan
and Baban principalities continued to use it when writing poetry until the sec-
ond decade of the 20th century.

After Baba Tahir there are many other poets who wrote in Gorani Kurdish.
They fall into two distinct categories of poets; the first includes those who
were mostly religious leaders of the Yaresan (Ahl-i Haqq). The ideas ex-
pressed in the poetry of these poets are rather similar to those of the Muslim
Sufi poets, although they were not Muslims. In some cases, there are ideas
that seem to have been borrowed from Christianity, as in the story of ‘danka-
hanar’ (the pomegranate seed). A maidservant of Sultan Sahak finds a pome-
granate seed in the place of worship and eats it. She becomes pregnant and
gives birth, from her mouth, to a boy. Important poets of this generation are
Pir Salyar (1006-1098), Sa Xosin (1015-1074), Baba Nawus-T Jaf (1084—
1161), Sultan Sahak (Ishaq) (1272-1388), ‘Abidin- Jaf (1320-1394), Sa Ib-
rahim Ayiit (1324-1407), Baba Yadgar (1359-1480), Saways Quli Qirmizi
(1407-1514) and ‘Al1 Qalandar (1434-1484).

When it comes to the structural aspects of poetry, it is noteworthy that all
the poems of the generation just mentioned have only two metres, which are
not derived from the Arabic prosody (‘ariid). They have the same rhythm as
Kurdish folk poetry, which has been composed and learned by heart for cen-
turies. The first metre consists of ten syllables in each hemistich, regardless of
the length of the vowels, with a caesura between the first and the second five
syllables. The two hemistiches in every distich rhyme, like a matnawi. Here
are two distiches by Sultan Sahak:

Yadgar ja tanir, wuréza aw pa

Wa lafzi strin, salam da wa Sa
Barg-i xud-rangi, kard wa xalatas
Tamam Kurdistan, kard wa baratas
(Xaznadar, 2002: 262).

Yadgar rose up from the bottom of the baking oven
He saluted the King with sweet words

He rewarded him with beautiful dress,

Gave him the whole of Kurdistan as a gift.
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This metre was quite popular and was often used even by the classical poets
who wrote in Central Kurdish. It was also revived by the modernist Kurdish
poet Goran (1904-1962) and other poets of his generation, and is used by
some poets of our time.

The second metre has eight syllables, regardless of the length of the vowels,
in each hemistich, separated by a caesura between the first and second groups
of four syllables. Seemingly, this metre was not quite in favour, and was there-
fore rarely used. ‘Abidin-T Jaf writes:

Az ka wél bum, la jé w Sarim
Baladmi kird Sa-y Saswarim

Min ‘Abidin-i Kakayim

Axir ba yar-t xom gayim (ibid: 264)

When I strayed from my place and my city

My cavalier King made me acquainted (with the path)
I am the Kakayi ‘Abidin

Finally, I reached my Beloved.

This metre was also revived and widely used by the poet Goran and his con-
temporaries. Even the poets of the Post-Goran generation often use it.

Among the second group of poets who wrote in Gorani Kurdish one can
mention Mala Paré$an-1 Dinawari (1356-1421), ‘El Bag-1 Jaf (1492-1553),
Bésarant (1643—-1701), Almas Xan-1 Kandiilayt (1702-1776), Xana-y Qubadi
(1704-1778), Wali Déwana (1745-1801), Ranjiirt (1750-1809), Ahmad Bag-1
Komast (1796-1877) and Mawlaw1 (1806—1882). The only difference that dis-
tinguishes the two categories is that the poets of the second group are Muslims,
and consequently the contents of their poetry, especially that of the Stft poets,
reflects their Islamic faith. As to the form of their poetry, they used the same
two metres mentioned above. Mala Parésan-1 Dinawari, Ranjiirt and Mawlaw1
are outstanding Suf1 poets, the first being a Shiite Muslim and a follower of
the Huriift order, the second a follower of the QadirT order, and the third a
follower of the Nagsbandi order.

There is no evidence to suggest that Mala-y€ Jazirm was familiar with the
literature that existed in that part of Kurdistan and in that Kurdish dialect, let
alone that he was inspired by the Stft poets mentioned above, although many
of them lived before Jazir1 or were his contemporaries. Nevertheless, it is
worth noting here that Jazir1 uses a verb form that is found in the quatrains of
Baba Tahir ‘Uryan and some other poets, and more generally in the texts of
Kurdish poets who wrote in varieties of southern or Gorani Kurdish dialects,
namely “dir”, as the present stem of the verb ‘to have’ (see Chapter 4).
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5.3. Jazirt: A Nagsbandit Suft

The search for the roots of the thought system of the Nagsbandi order and its
reflections in the poetry of Mala-y€ Jaziri requires, on the one hand investi-
gating the Sufi aspects in his poetry and, on the other hand, examining the
history of the order, especially from the time of its introduction in Kurdistan.

Jaziri presents many Sft ideas in his poetry, but since it is not didactic, he
gives these ideas with spaces, the space that a Stifi poem allows without dam-
aging the aesthetic or linguistic dimensions of the text. This is a balance that
is not easily achieved, unless the poet is really talented and has mastery over
his/her artistic tools; otherwise he/she is forced to sacrifice, and lose, one of
the two sides. This is true of poetry and poets, whether in the past or in our
era. Remarkably, Jaziri, like all genuine poets in history, left behind a legacy
of poetry, which contains the deepest and most subtle thoughts of Sufism,
within the confines of a classical poetry, which is subject to the hard rules of
prosody, rhyme and rhetoric.

The Sufi thoughts in JazirT’s poetry are of two kinds: thoughts common to a
large number of Siifi poets, and thoughts representative of the followers of the
Nagsbandi order. Ibn ‘Arabt’s doctrine of Wahdat al-wujiid is indeed the link be-
tween the two, since most of the Stfi orders, including the Nagsbandi, are familiar
with and embrace that doctrine. The influence of Wahdat al-wujiid on JazirT's po-
etry will be discussed separately, in a special section of this chapter.

In his poetry, JazirT does not use the name of the Nagsbandi order, nor does
he refer to his affiliation with it or any other order, although he does allude to
the names of some of the most celebrated Siifis, particularly the early Siifis of
Baghdad, as will be seen later. In order to elucidate this aspect of his life and
his poetry, we have to bring into focus the terms, concepts and expressions
that originate from the teachings of the Nagsbandi order, which constitute the
basic principles of the order.

Taking into consideration the period in which Jazirt lived, two important
conclusions can be drawn from the indications in his poetry, by which his
Nagsbandi affiliation can be affirmed and his Siifi thought specified. The first
conclusion is that the silent remembrance (dikr-i xafi) was the only form of
remembrance practised by all the Nagsbandis at the time of Jaziri. Before
Baha’ al-Din there were periods when the Nag$bandis practised vocal remem-
brance (dikr-i jahr) in addition to silent remembrance, but Baha’ al-Din can-
celled this tradition and recommended silent remembrance as the only form of
remembrance for the Nagsbandis (Buxara'i, 1975: 59).

The second conclusion concerns the doctrine of Wahdat al-wujiid. Although
JazirT was a contemporary of Sirhindsi, it is, out of question to believe that he or
other Nagsbandr Siifis in Kurdistan or in other Ottoman regions were aware of
Sirhind1’s doctrine of Wahdat al-suhiid (unity of vision). The Mujaddidi branch
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of the Nagsbandi order that was established by Sirhindi in the Indian subconti-
nent was not introduced into the Ottoman lands until at the end of the 17" cen-
tury, by Sayx Muhammad Murad Buxari (d. 1141 AH/1729 CE).

It seems quite unexceptional that Jaziri, a poet and a learned person, a
scholar, joined the Nag$bandi order. Writing about the introduction of the
Nagsbandiya into the Ottoman lands in the fifteenth century, Algar (1976:
140) describes the order as follows: “it was above all the order of the ulama:
countless members of the learned institution gave it their allegiance”. This
does not necessarily mean that people from lower classes did not belong to the
order, as Algar (ibid) continues, “men from all classes and professions have
been affiliated to it, and its influence has extended beyond the major cities into
provincial towns and villages as well.” Even before its introduction into the
Ottoman lands, the order was known for having great poets such as Jami and
Nava'1in its ranks, and “the order may be described not only as a one of ulama,
but also, to a lesser degree, as one of poets — a combination which implies
much concerning its character” (ibid: 141).

Reviewing the poems and the biographies of many great poets, one gets the
impression that they became poets after being initiated into Stfism or after
joining a Sufi order, and that their talents as poets flowered because of their
adherence to Stfism, which cannot be true of all Siift poets. This could be the
case with Maulana Jalal al-Din Riim1, for whom Stifism was the start of one
of the greatest poetic talents in history, since “from the moment Love carried
away Maulana’s heart “as a falcon carries away a small bird,” he, like so many
other mystics, had no choice” (Schimmel, 2001: 34). In thinking about Jaziri
and many other poets, the question that arises is whether they wrote any poems
before being initiated into Stfism. JazirT’s Diwan is only the artistic expres-
sion of a Suft lover, and to interpret any of his poems as love poetry for a
human being, a woman, is to expose them to a great non-aesthetic and non-
linguistic pressure.

The life of JazirT, as already mentioned, is quite difficult to map in order to
illustrate various social, cognitive and spiritual periods of his life. Nonethe-
less, there are indications in his poetry that can be of considerable help in un-
derstanding and construing fragments of some of these periods. Jazir1’s rela-
tion to Stfism, and especially to the Nagsbandi order, is understandably at the
forefront of the issues concerning the poet and the details of his era. It is there-
fore of great importance to read the spiritual experiences of the poet in close
comparison with the teachings of the order and its presence in Kurdistan.

The history of the NagSbandi order, according to Algar (1976: 126) “is es-
sentially identical with its initiatic chain, its silsila, reaching back to the
Prophet Muhammad”. Traditionally, the various Nagsbandi branches trace
their chain back to the Prophet Muhammad through two lines that end with
two successors of the Prophet, namely Abu Bakr al-Siddiq and ‘Al bin Abi-
Talib. The line that goes back to “Alf is called the Golden Chain (silsilat al-
dahab). Different periods in the history of the order, from the beginning to the
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present day, are usually designated by the masters’ names or epithets. The
periods are as follows:

1. Siddiqiyya, from Abu Bakr al-Siddiq to Bayazid Bistami.
. Tayfuriyya, from Bistami to Xvaja Yisuf Hamadani.

3. Xvajaganiyya, from Hamadani to Muhammad bin Baha' al-Din
Nagsband.

4. Nagsbandiyya, from Baha’ al-Din to ‘Ubayd Allah Ahrar.

Nags$bandiyya-Ahrariyya, from Ahrar to al-Imam al-Rabbani Ahmad

Faruq al-Sirhindi, nicknamed “Mujaddid al-Alf al-Tani” (renewer of

the second millennium).

6. Nagsbandiyya-Mujaddidiyya, from al-Sirhindi to Sams al-Din Habib-
Allah Jan-e Janan Mazhar.

7. Nagsbandiyya-Mujaddidiyya-Mazhariyya, from Mazhar to Mawlana
Xalid al-Kurdi al-Sahraziri.

8. Nagsbandiyya-Mujaddidiyya-Xalidiyya, from Mawlana Xalid to the
present.

|9,

It is worth mentioning that Mala-y€ Jazir’s life coincided with the last decades
of the period called Nagsbandiyya-Ahrariyya. He was a contemporary of
Sirhindi, but he did not belong to the lineage that began on the Indian Penin-
sula and in Afghanistan, and included great mystical leaders and poets like
Sirhindi and Jami.

The preceptors (Sheikh or Mursid) of the Nagsbandi order attach great im-
portance to the spiritual training and the exercises that their disciples practise
under their guidance. The most important of these is the “Silent Remembrance”
(dikr-i xaft). These SuUfi practices are governed by a set of principles that are
called the “Sacred Words” (Kalimat-i qudsiyya), the number of which is eleven.
Eight of these words were originally fixed by Xwaja ‘Abd al-Xaliq Gujduwani
(d. 1220), and three more were added by Baha’ al-Din Naqg$band (d. 1389).

The eight sacred words that descended from Gujduwani are as follows:

Hiis dar dam (awareness while breathing)

Nazar bar gadam (watching the footsteps)

Safar dar watan (journeying within the homeland)
Xalwat dar anjuman (solitude within society)
Yad-kard (remembrance)

Baz-gast (restraint)

Nigah-dast (watchfulness)

Yad-dast (recollection).

PN BN =
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Baha’ al-Din Naqgsband added the following three words:

9. Wugquf-i zamani (temporal pause)
10. Wuguf-i ‘adadr (enumerated pause)
11. Wugif-i galbt (the awareness of the heart)

Gujduwani was not a Naqgsbandi himself, as he died nearly a century before
Baha’ al-Din Nagsband was born. He was a follower of the Xwajaganiya order.
Baha’ al-Din’s connection with Gujduwani, according to the Naqgsbandi tradi-
tion, was spiritual. Algar (1991: 11), describing this relationship, writes that “the
list of Baha al-Din’s preceptors is not exhausted with Baba Muhammad
Sammasi, Amir Kulal and Khalil Ata. More significant than the training these
three imparted to him was his encounter with the spirit — rizhaniyat — of ‘Abd
al-Khaliq Ghujduvant, who instructed him in the method of silent dhikr”.

The Silent Remembrance (dikr-i xafi) consists of two types, dikr-i munfarid
(solitary remembrance) and dikr-i tawhid (remembrance to declare that God
is One). This remembrance is also called dikr-i nafy wa itbat (remembrance
of negation and affirmation). In the first case, the Divine name Allah is re-
peated in the heart, and in the second case, the formula “La ilaha illa Allah”
(there is no god but 4/lah) is recited in the heart. Algar (1992: 219) is of the
view that: “Silent dhikr is said to have been inherited from the Prophet, upon
whom be peace, by way of Abu Bakr, whom Sunni belief commonly identifies
as the best of all men after the prophets.”

In silent dikr, the disciple presses his tongue against the roof of his mouth,
and firmly closes his lips and his jaws, so that the tongue does not move and
the remembrance is done only in the heart. The goal of this method is to con-
centrate on thinking of God in the heart without being interrupted or bringing
the mind brought back to the movements of the tongue and lips. Indicating the
significance of silent remembrance, Jazir1 says:

Fahm-é raz ar bikirt war bibaht muzda-yi saz
Cangé bé parda dibézit, na nay u nayé bi dang (ZdJ: 387)

If you understand secrets and if you listen to the glad tidings of the saz
The harp tells it without any tone, not the flute in a (loud) voice.

The most important element in the metaphor is the harp (¢ang), which with its
silence, not having a tone, can tell secrets that the flute, despite its loud voice,
cannot tell. The harp is here a symbol of heart, and the recipient is the novice,
who is expected to be seeking to understand the secrets and to be able to hear
what the various musical instruments are telling.

The silent remembrance (dikr-i xafi) consists of seven phases, in each of
which the novice concentrates on one of the seven lata 'if (subtle centres of
perception) in his body, by directing the dik» to the point where the latifa on

174



which he is training is imagined to be. The aim of each phase is to instil the
dikr into the lafifa in question, until the part begins to repeat the dikr by itself.
The seven lata’if are also of two kinds; five of them belong to ‘a@lam al-"amr
(the world of Divine command) and the other two belong to ‘@lam al-xalg (the
world of creation). The first five are galb (heart), rith (spirit), sirr (secret), xafi
(innermost secret) and axfa (the most concealed), whereas the other two are
nafs (lower soul) and galib (body). The training thus begins with the heart and
ends with the whole body, the heart being the most important phase in the
process of arriving at the stages of kasf (revelation) and musahada (vision)
(Nagsbandi, 1985: 426).

Ism u nav-e ta-y Sarif hay kir li min qalb-é mirt
Law di madh-é ta w sanayé bityima cang i naya (ZdJ: 506)

Your glorified name, revived my dead heart
To praise and extol You, I have become a harp and a flute.

A main principle of the Nagsbandi order is “Darj, or Idraj, al-nihayat fi al-
bidayat” (the inclusion of the end in the beginning), which is the basis upon
which the training of the disciple is built, when initiated to the path. According
to the Nagsbandi tradition, the disciple must begin his/her SiifT exercises with
purification of the heart, which is a central concept in the order. The heart, as a
Suft term, has a metaphorical meaning and is regarded as the centre of all the
thoughts, feelings, intentions, sentiments and beliefs of the human being. The
first step in being able to receive the Divine light is to purify the heart, which
the novice can achieve by practising the silent remembrance (dikr-i xafi).

Algar (1992: 219), explaining the significance of this remembrance, writes
“whereas vocal dhikr begins with the tongue and has as its aim the graduate
inculcation of the dhikr to the heart, the silent method situates it there imme-
diately; hence the Nagshbandis’ claim that the beginning of their path is the
end of other paths”. Sirhindt (1992: 143; 1994: 89), in a letter to the sons of
his preceptor Muhammad Baqt Bi’llah (d. 1603), whom he calls pir (spiritual
guide, literally: old man) and maxdiim (the served), mentions that he acquired
from him the power/dominion of including the end in the beginning (daulat-e
idraj al-nihayat fi al-bidayat bi barakat-e iSan hasil karda). In another letter,
SirhindT (1992: 222; 164) assures reads that

the esteem of the ambitions of the grandees of this sub-
lime order is very high, and it is therefore that “the ter-
mination of the others is included in their beginning
and the beginner in their order has the authority of the
learned in other orders.”
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Apparently, Jazir1, as a Nagsbandi Sufi, was familiar with this principle and
had practised it:

Ku niir-e ‘isqé lami* dat, li Tar-é qalbé jami ‘ dat
Di sayr-a barzax ul-asma’, nihayatu bidayati (ZdJ: 700)

When the light of love shines upon the Sinai Mountain of the heart,
That contains knowledge,

The ends become to beginnings in my path and my graduating

In the isthmus of the divine names.

The existence of God has always been one of the most difficult and compli-
cated question for believers, non-believers, philosophers and ordinary people.
Whereas the philosophers have tried to delve into the depths of the question
and have presented logical and rational evidence to prove or deny His exist-
ence, most Sufis have not cared about logic or philosophical arguments. The
starting point for them is what they call “dauq” (taste or heart-savour) and
what their hearts tell them. Jazir1, in a poem about recognizing God, compares
his Stfi experience with the rational knowledge found in books:

Ma zi sarcasm-yi haywan, qadahak safi vexwar
Nagiht laddat u dawq-a ma bi sad jild-i kitab (ZdJ: 60).

We drank from the fountain of life, a pure goblet.
You cannot arrive at the rapture and taste (we have experienced)
Even by a hundred volumes of books.

Reading the above distich gives the impression that the poet’s main concern
in writing it was not so much to present a logical argument as to emphasize an
experience that seems to be limited to the Sufis. The scene behind the state-
ment, presented in a metaphorical form, is the argument between a philoso-
pher and a Siifi. As readers, we are not expected to incline toward what the
poet prefers, since there is no way of comparing the two sides of the equation:
reading a hundred volumes of books and drinking a pure goblet of water or
wine. Understandably, the simile of drinking a pure goblet of water or wine,
from the Divine fountain, must be interpreted as a way of arriving at the ab-
solute truth, which is also the intention and goal of the reader of a hundred
volumes of books.

In another poem, dealing mainly with some Stft concepts such as ahadiyyat
(oneness), Jazir1 develops the idea that it is impossible to know God by means
of intellect or wisdom. He devotes the last three distiches of the poem to em-
phasizing the incapacity of the human intellect to comprehend the essence of
the intuitive knowledge of God (ma 7ifat). Jazir1 writes:
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Sar bi ‘ijzé didirit quwwat-i darraka-yi ma
Raja‘a ’l'aqlu kalilan wa mata gama qa ‘ad

Hirat u ‘ijza Saranjamé di bab-é nazaré
Kay bi Xaliq nazar-i qasir-i maxlig-i rasad

Guft u go-yi ma rifat candi Mala payda bikt
Gawhar-a ma ‘rifaté nagihate kas bi xirad (ZdJ: 221-222).

Our power of conception ends in weakness,
The intellect terminates in exhaustion
And whenever it tries to stand up, it kneels down

Perplexity and deficiency are the conclusion of pondering,
How can the inadequate contemplation of the created attain the Cre-
ator?

However much talk and words of Gnosis you invent and find, Mala,
No one comprehends the essence of recognizing (God) by reason.

There is a saying among the NagSbandi Siifis that captures the essence of the
question from a Siifi, or rather a Naqsbandi Sufi, point of view. The statement,
which is attributed to Baha’ al-Din Nagsband (Mala-y€ Jazir, 1987: 741-742;
2004: 471), is “I acknowledge God without any proof” (man Xuda bt dalil mi-
Sindasam). The statement should not be limited to Baha’ al-Din Nagsband or
the Nagsbandi Siifis alone, as a similar saying is also attributed to Dhu’l Niin
al-MisrT (796-862 CE). “When Dhu’1-Nun was asked how he knew God he
replied, ‘I know Him by Himself””, (Nicholson, 1906: 310). For many
Nagsbandi Sufis, this statement is an axiom that does not need to be discussed.
Jazir1 uses this logic twice in one of his poems:

Garci pur xal u nisani, amma
Bi Nisant ku tu bé nisani (ZdJ: 741).

Although you have many signs and marks
For Nisani, you are without signs.

Ci hadd-i ‘aqla qiyds-i ta kirit
Ava burhan ku tu bé burhant (ZdJ: 742).

How can the intellect make an analogy of You?
This is a proof that You are without proof.
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In the first distich, JazirT uses his pen name Nisani together with two forms of
the word for target, mark or sign, the Persian nisan and the Kurdish nisan, as
apun. Presumably, one can also deduce that the poem was written during what
has been described as a transitional period in the poet’s life (see Chapter 2).

Obviously, this idea can be traced back to Ibn ‘Arabl who expresses the
idea in these words (Ibn al ‘Arabi, 1980: 93, translated by Austin):

It is true that a primordial eternal essence can be
known, but it cannot be known as a divinity unless
knowledge of that to which it can be related is assumed,
for it is the dependent who confirm the independence
of the Independent.

However, a further spiritual intuition will reveal that
that which was necessary to affirm His Divinity is none
other than the Reality Himself, and that the Cosmos [of
created beings] is nothing more than His Self-revela-
tion [to Himself] in the forms [determined] by their
eternally unmanifest essences, which could not possi-
bly exist without Him. It will reveal also that He mani-
fests Himself variously and formally according to the
[inherent] realities and states of the essence, all of
which is understood together with the knowledge that,
in relation to us, He is the Divinity.

There are several poems in Jazir1’s Diwan that deal, wholly or in part, with the
question of the existence of God. In his argumentation, he occasionally resorts
to the logic of Muslim theologians who, besides various Qur ‘anic doctrines,
build their disputation on a method that consists of the following three steps:

1. The world (here the universe) is new (kadit) which also means, “cre-
ated in time”.

2. Everything new, created, inevitably has a creator (muhdit).

3. Conclusion: since the world/universe is new and created, there is, in-
evitably, a creator who created it, who is God.

Jaziri, utilizing that logic, writes:

Fa'ilak lazima da fi 'l u atar payda bit
Gar tu haddadi nabit kiirayi haddadi ¢i kit (ZdJ: 131)

A maker is necessary for an action and a result to appear
If there is no smith, what can a furnace do?

Another argument presented by JazirT invokes the precision and subtlety with
which the universe is made and how it functions:
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Allah, Allah! Carx u dolab-é diné
Nugqta qat nakit di dawrané galat (ZdJ: 330)

Oh God, Oh God, how wonderful! The wheel of the rotating mill
(The celestial sphere) of the world,
Does not make a mistake in its revolution by a dot.

5.3.1. Who was the Preceptor (mursid) of Jaziri?

Nowhere in the writings about Jaziri’s life or in the editions of his Diwan do we
find any information about Jaziri’s Sayx or his preceptor (mursid). Zivingi, who
annotated and published the most reliable edition of the poet’s work, corrobo-
rates his affiliation with the Nagsbandi order, but he says nothing about who his
preceptor was. (Mala-y€ Jaziri, 1987: 506, 621, 700, 742). Nevertheless, it is
possible to obtain enough indications, however slight, in the poetry of Jaziri to
make a rough estimate in that regard. What will be presented in this section of
the chapter is a hypothesis that hopefully will be the subject of further research.

The word Pir is used in the Kurdish and Persian languages to denote an old
person, especially an old man. In a SGff context, the preceptor is usually re-
ferred to as Pir, which is a translation of the Arabic word Sayx (Sheikh), alt-
hough it has pre-Islamic roots.

JazirT uses the term in several contexts, but in two cases, he refers to his own
Pir, which clearly denotes his spiritual leader, his StfT preceptor. He writes:

Sad naql u riwayat di may-a saf-i mityak
Iro ku Zi Pir-é xwa bi fatwayam az (ZdJ: 260)

A hundred quotations and narratives about
the pure wine are worth a single hair
When, today, I have a legal counsel (fatwa)
from my preceptor.

In another poem, evidently recounting his mystical experience, he says:

Dil yak-a, dé ‘isq-i yak bit, ‘asiqan yak yar-i bas

Qibla de yak bit, quluban dilbarak dildar-i bas.

Min di band-a zulfakt dil da bi dast-é Pir-i ‘iSq

Law di ‘iSqéda ma bast ihram u yak zunnar-i bas (ZdJ: 286)

The heart is one, (and) love must be one,

For lovers, one beloved is enough.

The gibla (prayer niche) must be one,

For hearts, one heart-ravishing beloved is enough.

Bound in a ringlet, I handed my heart to the master of love,

Thus, I tied the garb of a pilgrim of love, and only one belt (zunnar).
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In these couplets, JazirT refers to the Qur’anic verse that says, “God has not
assigned to any man two hearts within his breast.” (XXXIII- 4). He uses this
idea to construct a new thought, that a human being should have only one love,
and lovers should have only one beloved. Moreover, he asserts that anyone who
worships God must have only one gibla, towards which he stands to perform
his prayers, and thus hearts should have only one heart-ravishing beloved.

The poet seemingly wants us to understand that he already practises the
principle he has just explained in the preceding verse. His heart is bound in a
single ringlet and he hands it over to the master of love, who is his preceptor,
and he tied on the garb of the pilgrim of love and only one belt.

By referring to a preceptor, his own preceptor, Jazir provides evidence that
must be treated as a fact and as a link between different periods of his life,
although it should be supported by information from his own life and the pe-
riod of Kurdistan’s history in which he lived, particularly in relation to the
presence of the Nag$bandi order in Kurdistan. There are, in fact, elements of
Jazir1’s life that can be of great importance in constructing a form of life that
could be taken as a model for a Siifi poet and scholar.

Among the scholars and editors who have written about JazirT’s life, ‘Ala’
al-Din Sajjadi provides the most comprehensive and informative account. He
states that he obtained basic information about Jazirm’s life from a manuscript
of Jazirm’s Diwan copied by a certain ‘Abd al-Qadir ‘Al ‘Ammadi in 1338
AH/1919-1920 CE (Sajjadi, 1971: 186). Sajjadi, citing the manuscript, indi-
cates that as a student JazirT went to many regions in Kurdistan, such as Jazira,
Hakari, Diyarbakir and Amédi, which is a basic part of the pattern followed
by most students in the traditional educational system in Kurdistan. The ex-
cerpt that contains the essence of the topic reads as follows:

Finally, at the age of 33, he took his scientific certification
from a certain Mala Taha, in the village of Sitrbas near
Diyarbakir and he served as a Mala for some years in the
village of Sarba, also in Diyarbakir. Afterwards he visited
Hasnkif and stayed there a while. During the time when he
was in Diyarbakir, he taught widely and gave many scien-
tific certifications (to students). Then, a state of love led
him to Stifism, which rendered him unable to teach, and he
returned to Jazira. (ibid: 187)

This information sheds light on an important period in the poet’s life, and
gives a rough idea of the changes that took place and their consequences for
his life and future. We can possibly rearrange the context to depict the period
in question, taking into account a fictional timetable that may be consistent
with the details of the social life of the time:
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a. According to the tradition followed by the students, JazirT travelled to
various regions of Kurdistan, including Hakari, Amédi and Diyarba-
kir. Presumably, he stayed in Amé&di for a long time, probably a few
years. This can be inferred from the fact that JazirT uses in his poems
some forms of verb conjugation that may have been, and still are, in
use in the Bahdinan region (see chapter 4). The city of Amédi, was
widely known in Kurdistan for its advanced educational system, its
important schools, and its great scholars and poets.

b. After studying in different regions and cities, he establishes himself
in Sitrbas, a village near Diyarbakir, and continues his studies until he
finishes them and receives the final certification at the age of thirty-
three under the supervision of Mala Taha.

c. As a teacher and scholar, he settles in Sarba, another village near
Diyarbakir, and teaches there for several years. He supervises many
students and gives scientific certifications to many students. This pe-
riod can be estimated at seven to ten years.

d. In Diyarbakir, he is initiated into Stifism and writes poems that deal
mainly with divine love, but it is genrally believed that he is in love
with a woman and is writing his poems for her. His commitment to
Stfism makes it impossiblr for him to continue teaching. People as-
sume he has gone insane.

e. He leaves for Hasnkif and stays there for a short time. Rumours cir-
culate that the poet was in love with Salma, the daughter of Malik
Kamil, the ruler of the city. The story is told at the beginning of this
chapter.

f. At the age of 40-43 years, he returns to his native Jazira and spends
the rest of his life there as a SiifT and scholar. It is generally accepted
that he never married.

The paradigm presented above seems like a quite realistic depiction of the life
of a Kurdish poet who acquires knowledge in most of the sciences available
within the educational system of his society and comes into contact with Stfism.
This pattern, with some minor changes in the details, could be used to describe
the lives and careers of several Kurdish poets until the end of the 19" century.

The present account of Jazir1’s life could be interpreted in terms of dates de-
rived from his biography. It is generally agreed that JazirT was born around 1570
CE. Based on that date, we can assume that he completed his studies in 1603,
served as a teacher in Diyarbakir between 1603 and 1610-1613, and returned to
Jazira sometime between 1610 and 1613, where he died in 1640. The missing
links in the account are his initiation into the Nagsbandi order and the sheikh
who was his preceptor (mursid), whom he calls pir in at least two poems.

The Nagsbandi order was introduced into the Ottoman lands by Molla ‘Ab-
dullah Ilaht (d. 1490) and his successors, with the most important centres be-
ing in Istanbul and Bursa. There are no indications that I1aht or his successors
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established the order in Kurdistan. The presence of the order in Kurdistan, van
Bruinessen (1990: 358) writes “is attested from at least the beginning of the
17" century on.” The most important branch of the order was the Urmawi,
which was established in Kurdistan “sometime in the years 1605-07” (ibid:
341) by Sheikh Mahmiid, commonly known as Riimiye Seyhi ““the Sheikh from
Urtimiya” or as Hadrat-i ‘Aziz. He was even called Sheikh ‘Aziz Mahmud.

The sheikh was executed in 1639 by Sultan Murad IV and was succeeded
by his son Isma‘Tl Calabi, whom the Ottoman traveller Awliya Calabi met
when he visited Diyarbakir in 1655.

The main centre and fakiya (tekke) of Sheikh Mahmid and his branch of
the NagSbandt order was in Diyarbakir, but he established two other takiyas
in Van and Urlimiya. In the first half of the 17" century there were six
Nagsbandi takiyas in Kurdistan, three of which belonged to the Urmawr
branch headed by Sheikh ‘Aziz Mahmiid. The fourth fakiya was located in
Jazira and housed Indian, Ozbek, Cagatay and Kumuk people (Celebi, 2010:
729). The other two takiyas were in Malatya and Bitlis.

According to Sajjadi, Jazir1 stayed in Diyarbakir for a long time, both as a
student and as a teacher. It was during these years that the NaqSbandt order
was established in Diyarbakir under the leadership of the charismatic, popular
and influential Sheikh Mahmud. From this, it is reasonable to conclude that
Jaziri was initiated into the NagSbandi order by Sheikh Mahmiid, and that the
Sheikh was his preceptor (mursid) and his Pir.

In addition, there are a few other pieces of evidence that may be of interest
to support this position, among which we can mention the following:

1. Poetry was an important part of the ceremonies performed in the
Nags$bandi takiya in Diyarbakir. The relationship between Stfism and
poetry is attested by all the sources that deal with both. We do not
know whether JazirT wrote poetry before he was initiated into the path,
but it is quite understandable that his participation in the rituals of the
takiya and his contact with his preceptor and other Stfis inspired him
to become a Suff poet.

2. Describing the peculiarities of the Naqgsbandi fakiya in Diyarbakir,
van Bruinessen & Boeschoten (1988, 52) write “In Seyh Mahmud’s
branch of the Nagshbandi order, music apparently played an im-
portant part”. Isma‘il Calabi, the son and successor of the Sheikh,
“was not only well-versed in the Islamic sciences but also wrote po-
etry, composed music, and was an accomplished performing musician
as well” (ibid: 50). Evidently, JazirT was familiar with the ceremonies
held in the takiya and acquired knowledge about the instruments
played and their tones. This impression is strongly present in many of
JazirT’s poems (al-Sindi, 1983: 116-122).

3. The doctrine of Wahdat al-wujiid was one of the basic subjects studied
and discussed in the fakiya and the schools belonging to the order.
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The Urmawt branch of the Nagsbandt order, represented by Sheikh
‘Aziz Mahmud and his immediate successors “adhered to the meta-
physical system of Wahdat al-wujiid > (van Bruinessen, 1990: 347).
Reading JaziiT’s poems one can assume that he was an enthusiastic
follower of Ibn ‘Arabi’s doctrine, which will be discussed in the next
section of this chapter.

Another noteworthy piece of evidence is that JazirT mentions three
times in two poems that he was a prisoner or a “captive” for thirty
years. If the poet was initiated into the order sometime in the early
17" century, when he was a teacher in Diyarbakir, then he may have
written these poems thirty years later in Jazira, during the last few
years of his life.

Sth sala Zi dard i Zi balayé ta hilakin
Hatta bi falak har diratin ah u ah-& min (ZdJ: 455)

(Now) it is thirty years that we have suffered your pain and calamity,
My groans go up to heaven.

Heéz nizanim Mir di birin, zanit am st sal asirin
Cahvinér pursak Amirin, law bi rahm i Safqaya (ZdJ: 553)

I still do not know if the prince recalls us

Or if he knows that we have been prisoners for thirty years,
We are waiting for the prince to inquire about us, once,
Because he is compassionate and kind.

Ar naki rahmé tu Miro, dé ¢i bit hal-e ma iro

If you do not show mercy, O Prince!
What will be our condition today?
Say, at least, once, that this captive
Has been in prison for thirty years.

Sheikh Mahmiid was executed by Sultan Murad IV in 1639 and Jazir died a
year later, in 1640. We do not find in JazirT’s Diwan any poem that could be
interpreted as an eulogy by the SufT poet for his master and preceptor.

5.4. Ibn ‘Arabi and his Doctrine of Wahdat al-wujid

Ibn ‘Arab1 (560-638 AH/1165-1240 CE) is the most widely known Islamic
thinker, the most influential thinker in the sphere of Stfism and philosophy in

183



the Islamic world, but also the absolutely most controversial Islamic thinker
up to the present. This fact is described by Izutsu (1984: 2) in the following
words “Ibn ‘Arabi has evoked so much discussions and controversy, unprec-
edented in the history of Islamic thought”. He also describes Ibn ‘Arabi as
“this extraordinary man” (ibid) and “the great Master who has been considered
by many people one of the profoundest, but at the same time, obscurest Islam
has ever produced” (ibid: 4).

Chittick (2005: 1) describes Ibn ‘Arabi as “at once the most influential and
the most controversial Muslim thinker to appear over the past nine hundred
years”. Affifi (1979: xiv) indicates, “There has never been such a diversity of
opinion on the orthodoxy of a man before. He has been regarded by some
people as one of the greatest saints of Islam, and by others as a heretic of the
worst type.” He is known throughout the Islamic world as al-Sayx al-akbar
(The greatest master or Doctor Maximus).

In the present chapter, great emphasis will be placed on two of Ibn “Arab1’s
books that constitute the theoretical basis of his doctrine of Wahdat al-wujiid.
Moreover, the basic terms and concepts that are relevant in the context of his
doctrine are briefly presented. Examples of JazirT’s poems are quoted to show
the influence of Ibn ‘Arabt’s doctrine in his poetry, and how these thoughts
were reflected in the framework of a poetry that possesses a high aesthetic and
linguistic standards. Ibn ‘Arabt’s life is dealt with in the second chapter.

5.4.1. Ibn ‘Arabi’s Writings

Ibn ‘Arabi is the most productive writer in the history of Islam. Chittick (2011:
664) describes him as “an extraordinarily prolific author”. Ates (1971: Ibn al-
‘Arabi, Els-II, 708) states that he “was certainly the most prolific of all Sufi
writers”. He records various estimates of the number of his writings made by
numerous scholars, varying between 239 and 864. He states that “Ibn al-
‘Arabi himself did not know how many works he had written” and concludes
that “altogether there seems little doubt that Ibn al-° Arab1 is the author of some
400 works” (ibid).

Ibn ‘Arabi’s writings cover a very wide range of Islamic sciences and
knowledge. Landau (2008: 16) writes of his books that “these comprise theol-
ogy, mysticism, biography, philosophy, Quranic commentaries, and poetry”.

Almost all those who write about Ibn ‘Arabi’s writings and thought, em-
phasize the difficulty of his language and style. Hirtenstein and Tiernan (2005:
4256) state in this regard:

The complexity of his writings make him one of the most
demanding of authors, and difficult to comprehend, lead-
ing some Islamic scholars to oppose and even reject his
position.
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Chittick (2005: 1) echoes the above impression of him as a writer

Ibn ‘Arabi has always been considered one of the most dif-
ficult of authors. This is due to many factors, not least ex-
traordinary erudition, consistently high level of discourse,
constantly shifting perspectives, and diversity of styles.

Although Ibn ‘Arabi’s works are extremely numerous, two of his books in
particular have received the most attention: Al-Futihat Al-Makkiyya (The
Meccan Revelations or The Meccan Illuminations) and Fusiis al-Hikam (The
Bezels of Wisdom, sometimes also translated as Gems of Philosophy). The
reason why these two books are more famous than his other writings is that
they are the most important sources of his philosophical thought, especially
his doctrine of Wahdat al-wujid.

Of his Sifi works, the most important are, according to Ates (Ibn al- ‘Arabi,
Els-II), 19 books and treatises, the first two at the head of the list being Al-
Futahat Al-Makkiyya and Fusiis al-Hikam. He also includes, although towards
the end of the list, Tarjuman al-Aswag. Chittick (ibid: 7), however, records
only those three titles as “the most famous of his books”.

What follows is a brief introduction to Ibn ‘Arab1’s two most important
books as the main sources for his doctrine of Wahdat al-wujiid, Al-Futithat Al-
Makkiyya and Fusis al-Hikam.

Al-Futithat Al-Makkiyya: Ibn ‘Arabi began writing this book at the begin-
ning of his stay in Mecca in 598 AH/1201-2 CE and completed the first draft
of'itin 629/1231 and a second revision of the entire work in 635 AH/1238 CE
in Damascus. Al-Tarjuman (2002: 112) affirms, “He finished writing it in 636
A.H. when he lived in Damascus, two years before his death”. The book is in
four volumes and consists of six divisions (fas/) and 650 chapters (bab). It is
considered by most researchers and scholars to be Ibn ‘Arab1’s magnum opus.
What remarks about Ibn ‘Arabi’s way of writing the book is of interest to
know his working method.

The enormous work was not composed in a continuous
flow. The beginning of Volume IV was written in 1239,
the end of Volume II in 1236, Volume III in the following
year. The work took several years to write, and this is ex-
plained not only by its length but also by Ibn ‘Arabi’s
method of composition.

Describing the preface of the Futithat, Rundgren (1993: 340) indicates that
These Meccan Revelations were composed in stages, and
the preface, the muqaddima, has been completed by an ex-

tensive supplement, a tatimma. In addition to this, the
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work is introduced by a khutba, a sermon, a literary genre
which in certain circumstances can function as a preface;
this sermon, too, is provided with a supplement.

Ibn ‘Arabi claims that the Futizhat was dictated by God through the Angel of
Inspiration (Schimmel, 1975: 265), whom he meets in the Ka ‘ba, performing
the circumambulation of the House, a youth with no name “who is both
speaker and silent, neither alive nor dead, both complex and simple, encom-
passed and encompassing” (Hirtenstein, 1999: 151).

Although it is generally accepted, that A/-Futithat Al-Makkiyya is one of
the two main sources of Ibn ‘Arabi’s theory of Wahdat al-wujid, it is also true
that the book’s contents are much broader and more comprehensive. Chittick
(2005: 7), describing the topics dealt with in the book, writes: “This is a vast
compendium of metaphysics, theology, cosmology, spiritual anthropology,
psychology, and jurisprudence”.

The interpretation of the Qur an is an important topic of the Futihat, and
apparently, “the Greatest Master”, writes Abrahamov (2017: 443), “uses not
only the system of allusions (isharat) in his interpretations of the Qur’an, but
also other systems based on the plain meaning in order to convey his ideas as
effectively as possible”. Expanding on his view of Ibn ‘Arabi’s method of
interpretation, Abrahamov (ibid) continues:

The devices he employs are based on: (1) simple logical
arguments; (2) the first meanings of the words; (3) play
with the etymology of the words; (4) paraphrasing of the
verses; and (5) creating a whole picture through adding
verses from other siiras. In employing all these systems of
interpretation, Ibn ‘Arabit succeeds in showing that meta-
physics is the true meaning of the Qur’an.

The book has been published several times, but “the proportion of Ibn ‘Arab1’s
works available to the non-Arabic reader is very small”, according to Austin
(Ibn al ‘Arabi, 1980: 12) who himself translated “Sufis of Andalusia” and
Fusiis al-Hikam (The Bezels of Wisdom) into English. He depicts the situation
in this way:

Translations of small sections of The Meccan Revelations
exist as quotations in other works on Ibn ‘Arabi. Consid-
ering that the A.H. 1329 printing of this work contains
over 2,500 pages, a translation of the whole work would
indeed be a daunting task.

Chittick (2005: 1) also expresses the same impression about the book and its
difficult style and language “Thorough analysis and explication of a single page
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of Futuhat demands many pages of Arabic text, and the task becomes much more
challenging when it is a question of translation into a western language”.

Fusiis al-Hikam: At the beginning of the book (Ibn al ‘Arabi, 1980: 45), Ibn
‘Arabi establishes two important facts about it when he writes:

I saw the Apostle of God in a visitation granted to me dur-
ing the latter part of the month of Muharram in the year
627, in the city of Damascus. He had in his hand a book
and he said to me “This is the book of the Bezels of Wis-
dom; take it and bring it to men that they might benefit
from it”.

The date given here corresponds approximately to the middle of December
1229. It can be interpreted as the date when he had the dream, not when he
began writing the book. At the end of the same paragraph (ibid), he indicates
that he is not the author of the book, “for I have not set forth here anything
except what was set before me, nor have I written in this book aught but what
was revealed to me”.

Affifi (1979: xviii) states that Ibn ‘Arabi finished the book in 628/1230, ten
years before his death, which means that he wrote it in one year. Contrary to
many researchers and scholars, Affifi (ibid) considers Fusiis al-Hikam (not Al-
Futihat Al-Makkiyya) to be Ibn “Arabi’s Opus Magnum. Ates (ibid) writes of a
manuscript “written by Sadr al-Dim in 630/1232—-1233, read to and corrected by
the author”, which is preserved in Istanbul. This manuscript should therefore be
considered the most reliable the various copies of the book, since it was written
by Sadr al-Din Qunawi, Ibn ‘Arabt’s disciple, and was read and corrected by
Ibn ‘Arabt himself. It is quite likely that Ibn “Arabi may have changed things in
the manuscript, making it the latest version of the text. Austin (Ibn al ‘Arabi,
1980: 17) used this manuscript when he translating the book into English.

Fusiis al-Hikam, is a small book compared with 4/-Futihat Al-Makkiyya.
It consists of 27 chapters, which he calls Fusizs (the singular form of which is
Fass) ‘bezels, gems or ring stones’. Each chapter is devoted to a prophet, be-
ginning with Adam and ending with Muhammad. Hirtenstein (1999: 271) de-
scribes the book as follows:

Considered to be the quintessence of Ibn ‘Arabi’s spiritual
teaching, it comprises twenty-seven chapters, each dedi-
cated to the spiritual meaning and wisdom of a particular
prophet. The twenty-seven prophets, beginning with
Adam and ending with Muhammad, are like the settings of
a ring, holding the jewel-stone of Wisdom, and represent
all the different communities of humankind.
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All those who have written about Ibn ‘Arabi and his book Fusiis al-Hikam
agree that the book is extremely difficult, highly unintelligible and obscure.
Affifi (1979: xviii), who edited and published the book and translated it into
English, says, “It is one of the most difficult of his works to understand”. Ni-
cholson (1978: 149) expresses the same impression of the book, “The theories
set forth in the Fusiis are difficult to understand and even more difficult to
explain”. He thinks that the book’s difficulty lies in the fact that its language
is incomprehensible:

The author’s language is so technical, figurative, and in-
volved that a literal reproduction would convey very little.
On the other hand, if we reject his terminology, we shall
find it impossible to form any precise notion of his ideas.

The reason why Ibn ‘Arabi’s two books A/-Futihat Al-Makkiyya and Fusiis
al-Hikam are usually mentioned and treated as twins, is that together they form
the basic source for Ibn ‘Arabi’s most well-known and discussed philosophi-
cal theory, namely Wahdat al-wujid. Schimmel (1975: 265) states, “The fif-
teenth century Nagshbandi mystic Muhammad Parsa compared the Fusiis to
the soul and the Futithat to the heart”. Affifi (ibid) also affirms the relationship
between the two books, when he writes: “without the Futithat, which may be
looked upon as a large commentary on the Fusiis, the Fusiis would be, even
with such an excellent commentary as that of Qashani, most unintelligible and
obscure”.

Apparently, the difficulty of the Fusis al-Hikam was the main reason why
numerous writers and scholars wrote commentaries on it. Chittick (2005:7)
records that “over the centuries Ibn “Arab1’s students held this book in highest
esteem and wrote well over one hundred commentaries on it”. Hirtenstein
(2005: 4258) is highly appreciative of the commentaries, writing, “This book
has had a perennial appeal, giving rise to at least one hundred commentaries
over several centuries and in several languages, and these constitute a whole
history of Islamic mystical thought in themselves”.

5.4.2. Wahdat al-wujiid: The Influence of Early Sufis

A question that often arises that discussing Ibn ‘Arabi’s doctrine of Wahdat
al-wujiid is whether he was influenced or inspired by the thoughts of earlier
pantheistic Sufis. Affifi (1979: 183—184) mentions several sources which in-
fluenced Ibn ‘Arabi’s thought, both Islamic and non-Islamic. Among the ear-
lier Sufis, he mostly emphasizes (ibid: 188) the influence of Hallaj who
“seems to have exerted the greatest influence. Ibnul ‘ Arabi seems to have been
thoroughly acquainted with Hallaj’s mystical sayings and he is even supposed
to have written a commentary on Hallaj’s terms”.
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In addition to Hallaj, other Sufis influenced Ibn ‘Arabi, according to Affifi
(ibid: 190), who writes:

Besides Hallaj, Ibnul ‘Arabi borrowed ideas from numer-
ous other Sufis and gave them all his usual pantheist col-
ouring. He refers to Bayazid in more than a hundred places
in his Futihat and often quotes Junayd, Shibli, TustarT,
‘Abdul Qadir al-J1lanT and his pupil Abu-Su’ud b. al-Shibl,
Muhammad b. ‘Abdi’l Jabbar an-Niffari, Ghazali and
scores of others. But his references on the whole, are too
short and incidental to throw any light on the doctrines of
these Sufis.

Affifi (ibid: 188-189) thinks that “some of the most vital points in Ibnul
‘Arabi’s system” that seem to be inspired by Hallajian ideas are: the question
of the One and the Many, the Logos, the nature of esoteric knowledge, tran-
scendence and immanence, essence and attribute, divine love, the difference
between al-mashi’ah (divine Desire) and iradah (the divine will) and the eso-
teric interpretation of the Qur’an.

Abrahamov (2014: 370), writing about the influence of Abtu Yazid al-
Bistami1 on Ibn ‘Arabi, points out that in his Futizhat “Ibn al-‘ ArabT mentions
Abii Yazid 143 times in the text, more than any other Sufi (al-Hallaj appears
only 15 times and al-Junayd 34). This would appear to suggest that Ibn al-
‘Arabi ascribes significant importance to his predecessor”.

In his article, Abrahamov does not compare any specific aspects of Ibn
‘Arabt’s doctrine of pantheism with Bistami’s ideas, since we do not have
access to any writings by Abt Yazid. Almost all of his mystical legacy con-
sists of hundreds of anecdotes, stories, and sayings recorded by his contempo-
raries or by Sufi historiographers of later generations. Even most of these sto-
ries and sayings are retold in different accounts, since Bistami’s sayings were
expressed when he experienced ecstatic states, and are commonly called
Sathat or Sa;hiydt (theosophical locutions).

The topics discussed by Abrahamov mainly concern Ibn ‘Arabi’s attitude
towards, and appraisal of, Sufi states, stations and behaviours, and the attrib-
utes attributed to Abu Yazid. It is also of great significance in this regard to
remember that Ibn ‘Arab1’s Al-Futihat Al-Makkiyya is a very comprehensive
book that deals with dozens of topics, of which pantheism is only one.

Lubis is strongly inclined to accept the idea that Ibn “Arabi was influenced
by most of the idea presented in al-Hallaj’s “Kita@b al-Tawasin”. He repeats
almost all the information introduced by Affifi, as was mentioned above. He
mainly emphasizes the concept of the Muhammadan Light, to give precedence
to al-Hallaj. Lubis (1994: 14) writes:
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One may also say that al-Hallaj (244/857-309/922) was
the forerunner of Wahdat al-wujid, as far as the concept
of the Muhammadan Light (al-Niar al-Muhammadri) was
concerned. In fact, he is the first Sufi who introduced the
theory of the Muhammadan Light.

5.4.3. Wahdat al-wujiid: The Term

The doctrine of Wahdat al-wujiid (Oneness of Being) as a philosophical and
mystical system of thought is definitely attributed to Ibn ‘Arabi. Although it
is possible to find similarities in some aspects of Ibn ‘Arab1’s thought and that
of earlier Sufis, Hallaj for example, it is clear that in many cases, Ibn ‘Arabi
modified these ideas to suit his own position. Affifi (1979: 190) says:

It is true that Hallaj belongs to a different class of mystics
from that to which Ibnul ‘Arabi belongs, but in many of
Hallaj’s sayings Ibnul ‘Arabi finds fertile soil to sow the
seeds of his pantheist doctrine. He modifies most of
Hallaj’s ideas in such a way as to fit in with his own sys-
tem. I do not wish to assert that Ibnul ‘ Arabi was a follower
of Hall3j or that his system was Hallaj’s system, for Hall3j
had no such elaborate system, but rather that Hallaj was
one of the most influential sources of which Ibnul ‘Arabt
availed himself.

‘Afift, (Ibn ‘Arabi, n.d.: 25) asserts that “The school of Wahdat al-wujiid in
Islam had not existed in its perfect form before Ibn ‘Arabi. He is the real
builder of the pillars of this school and its founder”.

Affifi, who wrote the first doctoral dissertation on “The Mystical Philosophy
of Muhyid Din Ibnul Arabi”, under the supervision of Professor R. A. Nichol-
son, at the University of Cambridge in 1930, presented a work that is still one
of the most appreciated and consulted by those who study Ibn ‘Arabi and his
thought. He also edited and published Fusiis al-Hikam in 1946. Affifi did not
limit his work to the study of Ibn ‘Arabi’s most famous doctrine, Wahdat al-
wujid, but also studied the whole of his philosophical and mystical thought.

Despite his great reverence for Ibn ‘Arabt and his writings and ideas, Affifi
presents numerous critical points of view on various aspects of Ibn ‘Arab1’s
works, especially his two most famous books A/-Futithat Al-Makkiyya and
Fusiis al-Hikam. He ascribes, for example, the “disorder” of Fusiis al-Hikam
to Ibn “Arab1’s lack of philosophical training. Affifi (1979: xi) writes:
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The Fusiis al-Hikam, perhaps, may be said to sum up the
maturest form of his pantheistic doctrine; but what an unin-
telligible and disorderly summary! One has to do so much
hunting through other books by ibnul ‘Arabi besides the
Fusits, so much analysing and synthesising and gathering
relevant points scattered haphazardly amongst masses of
trivial or irrelevant details, before one can arrive at anything
like a system. He was certainly conscious of a complete
pantheistic philosophy, but lacking philosophical training
he did not know how to express it. He also may be said to
be a consistent thinker, provided we do not attach too much
importance to his verbal paradoxes and the way he often
tries to reconcile Islamic dogmas with philosophical princi-
ples. There is no possible means of reconciling his philoso-
phy with Islam. The orthodox garb with which he so persis-
tently drapes his pantheistic ideas is a sham appearance pur-
posely put there.

As far as the term Wahdat al-wujiid, it seems that it was never used by Ibn
‘Arabi himself in his writings (Hirtenstein, 1999: 19; al-Hakim, 1981: 1154).
Madkiir (1969: 369-370) supposes that it was first used by Ibn Taymiyya (d.
728 AH), who was known for being against all the Sufis. Obviously, he did not
use the term appreciatively, but pejoratively, to give it wide currency outside
Sufi circles (Lubis, 1994: 19). According to Lubis (ibid), the term was first used
by two of Ibn ‘Arabi’s disciples: Sadr al-Din al-Quinawt and Sa‘1d Farghani.

5.4.4. Wahdat al-wujiid: Principles and Concepts

Although it is generally thought that Fusis al-Hikam is the main source in
which Ibn ‘Arabi presented his doctrine of Wahdat al-wujid, it is also clear
that in order to understand Ibn “Arab1’s doctrine, one must also consult many
of his other writings, including A/-Futithat Al-Makkiyya. Ibn ‘Arabi did not
formulate his theory in a single and limited philosophical framework that can
be reviewed to acquire all the dimensions of his doctrine. Affifi (1979: xi)
expresses this reality clearly when he writes: “Nowhere in his numerous works
can one find his mystical philosophy expressed as a whole or with any appre-
ciable degree of coherence or order.”

The doctrine of Wahdat al-wujid is based on a number of principles that
are expressed in concepts and terms. The terminology used by Ibn ‘Arabi in
most of his writings does not constitute a single and unified system, and there-
fore his texts are subject to different interpretations. Takeshita (1983: 87) says
that “due partly to the lack of a coherent system and the loose, fluid character
of his terminology, it is extremely difficult to define many technical terms
peculiar to his metaphysics.” This same difficulty is also noted by “Afifi, (Ibn
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‘Arabi, n.d.: 19), although he justifies Ibn ‘Arabi’s use of such language, as-
serting that “the language of logic is incapable of expressing those tasteful
meanings that the Sufi perceives in the conditions of ecstasy; he only has the
language of signs and symbols”.

The following is a brief presentation of the main principles and concepts
that constitute important aspects of Ibn ‘Arabi’s theory of Wahdat al-wujid.
In this context it is important to bear in mind two points regarding the doctrine
and its theoretical composition. First, most of those who have studied Ibn
‘Arab1’s theory have different views when it comes to defining the principles
of this theory, and secondly, the idea of The Perfect or Universal Man (al-
Insan al-Kamil) is in some cases regarded as part of the doctrine of Wahdat
al-wujid, (Lubis, 1994: 52), whereas it is treated separately by some scholars
(al-Hakim, 1981: 158-168).

5.4.5. Existence or Being (41-Wujid)

This is a key word in Ibn ‘Arabi’s philosophy, under which many of his main
principles and concepts are grouped. The most significant concepts that are de-
duced from existence or being as an idea and philosophical concept are God and
creatures (al-Hagq wa al-xalg), the One and the many (al-Wahid wa al-katir),
the Inner and the Outer (al-Batin wa al-Zahir), the First and the Last (al-Awwal
wa al-Axir) and the Eternal and the Temporal (al-Qadim wa al-Hadit).

The reality of existence (al-haqiqah al-wujiidiyah), as maintained by Ibn
‘Arabi, is one in its substance (jawhar) and Essence (al-dat), and many in its
attributes (al-sifar) and names (al-asma’). There is no multiplicity (ta ‘addud) in
it, except by ascription (al-nisab) and attribution (al-idafah). It is old and eternal
and does not change even if the existential imaginations in which it appears are
changed. It is the brimful ocean of being that has no shores, and perceptible
existence is nothing but the waves of that ocean that are seen on its surface.

In the chapter of his book titled “The Wisdom of Divinity in the Word of
Adam” in Fusiis al-Hikam (The Bezels of Wisdom) Ibn ‘Arab1 (1980: 55),
explains these ides, as follows:

There is no doubt that we are, as individuals and types,
many, and that, though representatives of a single reality,
we know definitely that there is a factor distinguishing one
individual from another, but for which, multiplicity would
not be [implicit] in the One. In the same way, even if we
describe ourselves as He describes Himself, in all possible
aspects, there would still remain an inevitable factor of dis-
tinction [between Him and us]. This [factor] is our depend-
ence on Him for existence, which, in our case, derives en-
tirely from Him because we are originated while He is free
of all dependence whatsoever. Thus is He rightly called the
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One without beginning, the Ancient of Days, contradicting
all priority in the sense of existence starting from nonex-
istence. For, although He is the first, no temporal priority
may be attributed to Him. Thus He is also called the Last.
Even if He were the First in the sense of being the first-
determined existence, He could not be called the Last in
this sense, since contingent being has no end, being infi-
nite. He is called the Last only in the sense that all reality,
though reality be attributed to us, is His. His Finality is
essentially [implicit] in His Priority as His Priority essen-
tially [implicit] in His Finality. Know also that the Reality
has described Himself as being the Outer and the Inner
[Manifest and Unmanifest].

God and creatures (al-Haqq wa al-xalq) and the One and the many (al-Wahid
wa al-katir) — the latter two terms are indeed synonyms of the former two
terms in the context of Ibn ‘Arab1’s philosophy, and he uses them in the same
sence. The view of Oneness (al-Wahdah) and multiplicity (al-katrah) is pos-
sible when we consider the Real (Haggq) as the essence of creatures (xalg) and
all phenomena as the phenomena manifesting that Essence. The One is the
Necessary Being (Wajib al-wujiid), and whatever thing that is outside Him
derives its existence from Him. Affifi (1979: 9) points out that “by a necessary
being is meant a being whose existence is self-necessitated, i.e. it exists per
se: and this is God alone.” Ibn ‘Arab is of the opinion that there is nothing in
existence except God, for He is the real existence and the absolute existence.
His existence is eternal and everlasting. He is the whole of existence and there
is nothing in existence except Him. There is no creature or existence coming
from not-being ( ‘Adam); they are nothing more than Divine over-flowing or
emanation (faid) and self-disclosures (f@jalli) of God. The Divine manifesta-
tion (tajallt Ilahi) is eternal and everlasting, the most important sign of which
is the cognition of the Real when His attributions and names appear in the
world of existence. This is an allusion to a well-known extra-Qur "anic revela-
tion (hadit qudsi) that says, “l was a hidden treasure, and I wanted to be
known, so I created the creatures, and thus they knew me by me.”

Affifi (ibid: 8), explaining the existence of things according to Ibn ‘Arabi,
writes: “with regard to God, [...], things have only two ‘planes’ of being, (a)
intelligible and (b) concrete, and things have existence in God’s knowledge
prior to their existence in the external world. For us, on the other hand, things
must have a concrete existence before we form any concepts of them.” The
Real, God, has a real existence (wujitd hagiqi) and an extra existence that is
His existence in the contingent essences (A4 ‘yan al-mumkinat).

Upon that argument, he builds his views regarding the two aspects of ex-
istence. Affifi (ibid: 10) explains:
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According to Ibnul ‘Arabi there is only One Reality in ex-
istence. This Reality we view from two different angles,
now calling it Haqq (the Real) when we regard it as the
Essence of all phenomena; and now khalg when we regard
it as the phenomena manifesting that Essence. Haqq and
khalg; Reality and Appearance; the One and the Many are
only names for two subjective aspects of One Reality; it is
a real unity but empirical diversity. This Reality is God.

In order to eclucidate the relationship between the One and the many, Ibn
‘Arabi often uses metaphors that are not easy to understand. In his books, A/-
Futahat Al-Makkiyya and Fusis al-Hikam, there are a fair number of such
metaphors. The following are brief accounts of two of them as presented by
Affifi (1979: 16-17):

(1) The metaphor of the “mirror” and “images” which is
closely allied to that of the object and its shadow. The One
is regarded as an object whose image is reflected in differ-
ent mirrors, the images appearing in different forms and
shapes according to the nature of each mirror (locus). The
Many (phenomenal world) is the mirror-images, the
Shadow of the Real Object beyond. The whole world is
like a shadow play. [...] (iv) The mathematical metaphors
of number “one” and the diacritical point, and the centre
of a circle. According to Ibnul ‘Arabi, the One stands to
the Many in the same relation as the mathematical one
stands to the infinite numbers based on it.

The relationship between the Real and the creatures (God and the world) is like
that between the number One (1), and all the other numbers that are derived
from it. In the same way, the Real One brought into being the Many existences
that are called the World.

The question of The Eternal and the temporal (al-Qadim wa al-Hadit) is an
important aspect of the theory of Ibn ‘Arabi. Every being is either temporally
originated (Muhdat), by which the Creatures (al-Xalg) are meant, or it is not
temporally originated, which reffers to The Real (al- Haqq) or the Creator (al-
Xalig), since He was and He existed and nothing else existed with Him.

Ibn ‘Arabi (1980: 54) describes the relationship between the two aspects as
follows:

It is established that the originated is [completely] depend-
ent on that which brings it about, for its possibility. Its ex-
istence is [entirely] derived from something other than it-
self, the connection in this case being one of dependence.
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It is therefore necessary that that which is the support [of
originated existence] should be essentially and necessarily
by itself, self-sufficient and independent of any other.
Thus it is that it bestows existence from its own essential
Being on dependent existence, which in this way becomes
related to it.

Furthermore, since the former, because of its essence,
requires the latter [the independent], the latter has [in a cer-
tain sense] necessary being. Also, since its dependence on
that from which it was manifested is [implicit in] its own
essence, it follows that the originated should conform to
all the Names and attributes of the cause [origin], except
that of Self-sufficient Being, which does not belong to
originated existence, since what necessary being it has de-
rives [entirely] from something other than itself.”

God, the Real (al-Haqq) or the Creator (al-Xalig) is necessarily existent (wajib
al-wujiid), self-sufficient and independent, whereas the Creatures (a/-Xalg) are
contingently existent (mumkin al-wujiid) and dependent. The contingent being
always needs an originator who brings it into being. God, as the necessarily
existent, donates existence to those whom He creates, the contingently existent.
Every being, except God, whether soul or body, is temporally originated, did
not exist, but became existent. All beings, with the exception of God, are origi-
nated from non-existence, since the existence of the originated is preceded by
non-existence and its being is later than the eternal existence of God.

This statement may give the impression that the contingently existent, the
fixed archetypes (al-a ‘yan al-tabita), are also eternal and share eternity with
the Real. This contradiction is not accepted in Ibn ‘Arabi’s philosophy. He
asserts that the essences of contingent existence are only created and brought
about. He invalidates their being brought about from absolute non-being and
maintains that they are only created from an extra or a relative non-being (al-
Tarjuman, 2002: 385).

Ibn ‘Arabit (1980: 51) distinguishes the human being, the created, from the
power that brought him into being, when he says “He is Man, the transitory
(in form), the eternal (in essence); he is the perpetual, the everlasting, the (at
once) discriminating and unifying Word”. He thus combines the eternal and
the created in the human being, signifying that Man is created in his external
existence and eternal in his existence in the Divine knowledge, since all beings
have a former existence in God’s knowledge. The eternity of the Real means
the negation of a starting time or starting point for Him, and that His existence
has no beginning and was not preceded by non-being ( ‘Adam). Man is both
eternal and created. He is eternal because he existed in the Divine knowledge
and he is created because he was not a being in himself, but was dependent
and was brought into being.
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5.4.6. Transcendence and Immanence (al-tanzih wa al-tasbih)

Ibn ‘Arabi is of the view that the duality of Hagq and xalg is not a real duality
of being, but a duality of what can be called differentiating attributes, which
are identified with two terms he calls transcendence and immanence (al-tanzih
wa al-tasbih). These terms are commonly used to describe or not describe God
with attributes that are used to describe creatures.

Lubis (1994: 40) explains these two terms literally and theologically:

Tanzih literally means “keeping something away from an-
ything making impure”, and theologically means “pro-
claiming and contemplating God to be absolutely free
from any deficiency.” Tasbhih literally means “making
something equal to something else” or “considering some-
thing similar to some other thing,” and theologically
means “likening God to created things” or “ascribing hu-
man or worldly characteristics to God.” These two terms
theologically run counter to each other and cannot coexist
in harmony.

Tasbih (Immanence) can be explained as the attribution to God of qualities
comparable to those of men and other created beings. Tanzih (Transcendence),
on the other hand, is to hold that God is above all such qualities. Affifi (1979:
19) maintains that Ibn ‘Arabi uses the terms in a different sense. He writes:

The assertion that God “hears” or “sees” or has “hands,”
etc., etc., which anthropomorphists make, is not under-
stood by Ibnul ‘Arabt to mean that God possesses “hear-
ing” or “sight” or “hands”, etc., but rather that He is im-
manent in all that hears, sees or has hands. He hears and
sees in every being that hears and sees, and this constitutes
His immanence (7asbih). On the other hand, His essence
is not limited to one being or a group of beings that hear
and see, but is manifested in a/l such beings and in a// be-
ings whatever. In this sense, God is transcendent because
He is above all limitation and individualisation.

There are several verses in the Qur 'an that can be interpreted as asserting those

two ideas. Izutsu (1984: 56) discusses the issue in detail and quotes Ibn “Arabi
regarding the Qur anic verses:
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God Himself “purifies” (i.e. tanzih) by saying: laysa ka
mithli-hi shay’, and “assimilates” (i.e. tasbhih) by saying:
wa-hua al-sami’ al-basir. God “assimilates” or “declares
Himself to be dual” by saying: laysa ka mithli-hi shay’,
while he “purifies” or “declares Himself to be unique” by
saying: wa-hua al-sami’ al-basir.

The two Qur anic verses in the quotation above are both from XLII: 11 as
“Like Him there is naught; He is the All-hearing, the All-seeing.”

Ibn ‘Arabi, nevertheless maintains that both transcendence and immanence
(al-tanzih wa al-tasbth) are real attributes. One should not be satisfied with
only one of them, because the intellect alone, which provides transcendence,
cannot provide enough knowledge to know God, and fancy alone, which pro-
vides immanence, does not produce a real image of Him. He writes (Ibn
al“Arabi, 1980: 230):

The intellect, by itself, absorbing knowledge in its own
way, knows only according to the transcendental and noth-
ing of the immanent. It is only when God acquaints it with
His Self-manifestation that its knowledge of God becomes
complete, seeing Him as transcendent when appropriate,
and as immanent when appropriate, and perceiving the dif-
fusion of God in natural and elemental forms. Indeed, he
sees the Essence of the Reality to be their essence. This is
complete gnosis, which the Law, sent down from God,
brings, all fancies being determined by this gnosis.

5.4.7. God

The dominant idea of God in Islam is that there is only one God. The first part
of the profession of faith (Sahdda) is to testify that there is no god but God. In
the Qur’an too, many verses emphasize this idea, e.g., “Your God is One God;
there is no God but He” (II: 163), or “Say: He is God, One” (CXII: 1). The
Sufis, and especially Ibn ‘Arabi, apparently tried to elucidate the issue in a
way that differs from the way traditional Islamic theology interpreted it. It is
generally known that Ibn ‘Arabl maintains that “There is nothing but God”
(Landau, 2008: 27).

Mysticism has as its end to know God (ma rifa), by which it is meant to
know Him as one with the world, as different from it, and as He is in Himself.
According to Ansari (1999: 175), who derives his ideas from the writings of
Ibn ‘Arabi “there are three ways of knowing God: reason, revelation and the
kashf of the mystic.” Examining Ibn ‘Arab1’s different thoughts in this regard,
Ansari (1999: 176-178) summarizes Ibn “Arabi’s views as follows:
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a. Rational thought, independent or guided by revelation, cannot have
any other idea than the idea of a finite God (//ah muqayyad); it can-
not have an infinite God (/lah mutlaq). Reason constructs God ac-
cording to its own wishes. Instead of a Creator God, it has a God of
its own creation (/lah bi’l-ja [), a God fashioned in belief (al-Ilah al-
makhliiq fi’l-i tigad). Whoever dares to comprehend Divine realities
in rational categories is impertinent.

b. Revelation, as a prophet has it or understands it, confirms the exist-
ence of the infinite God, as Ibn ‘Arabi affirms. A finite God is the
God of theological thought that interprets prophetic revelation, or
the God of the common man who accepts it by following (bi /-
taqlid) the theologian. Revelation is entirely in agreement with the
truth of the mystic, except in one respect. It does not speak of the
Divine Essence as it is in itself. It does not speak of the undifferenti-
ated unity (ahadiyyat mutlagah) or the absolute oneness of the Es-
sence (ahadiyyat al-dhat), but only of the unity of Godhead (al/-
ahadiyyah al-llahiyyah).

c. The perfect way of knowing God [....] is the kashf of the mystic.
[....] the way to know the infinite God (al-Ilah al-mutlag) is not
spiritual vision (mushahadah) but unveiling (mukashafah). Kashfis
an imaginative inference from a mystical vision. The mystic’s Kashf'
reveals that God is the subject of all descriptions by which anything
is described. Precisely because God is the subject of all predicates
and the substance of all forms, His [God’s] description is impossi-
ble. He fact that Kashf reveals the infinite God means that the mystic
knows through his Kashfthat God is infinite, that as such He is un-
knowable.

5.4.8. Worship

Ibn ‘Arabi, as already mentioned, believes that all beings except God are cre-
ated, brought about, and originated from non-existence, and that their existence
is preceded by non-existence. He combines this thought with the Divine com-
mand “Be” (Kun) and declares that obedience and worship were not created in
them, but belong to the contingent essence both in its non-being and in its being,
and that is why it accepts the Divine command without holding back. This is
recorded in the Divine statement expressed in the Qur’anic verse “Be! and it
becomes” (Kun fa-yakiun), which is repeated eight times in the Qur’an. He
maintains that the Divine will for the contingent essences to worship is more
possible in their state of not-being than in their state of being (al-Tarjuman,
2002: 385).

The theme of worship is one of the controversial questions in Ibn “Arabi’s
philosophy. Since his doctrine of “The Unity of Being” asserts that all existing
beings are considered to be only one, he believes that All is One and the One
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is God. Ibn “Arabi (1980: 124) says, “All we perceive is nothing other than
the being of the Reality in the essences of contingent beings. With reference
to the Identity of the Reality, it is Its Being, whereas with reference to the
variety of its forms, it is the essences of contingent beings.”

Ibn “Arabi (ibid: 78) bases his view of the worship of God upon that theory
when he asserts:

In every object of worship there is a reflection of the Re-
ality, whether it be recognized or not. In the case of Mu-
hammad’s heirs He says, Your Lord has decreed that you
serve only Him, meaning He has determined it. The one
who knows, knows Who is worshiped and in what form
He is manifest to be worshiped. He also knows that the
distinction and multiplicity [of forms] are merely like
pears of a sensible form or the powers of a spiritual image.
Indeed, in every object of worship it is [in truth] God Who
is worshiped.

The ignorant man imagines the object to be invested
with divinity and, were it not for such a notion, neither the
stone nor anything similar would be an object of worship.
For this reason He says, Bid them name them. Had they
done so they would have called them stones, trees, or stars.
Had they been asked whom they worshiped, they would
have said ‘a god’ and not ‘God’ or ‘the God’.

Idolatry in Islam is viewed as a form of polytheism (sirk) and is therefore not
accepted, because in worship they associate some being with God that they
consider to be other than God. Ibn ‘Arabi is very careful to be clear about this.
That is why he always asserts that there is no being in existence other than
God. This is indeed the basic idea of the theme of God and creatures (al-Hagq
wa al-Xalg) or the One and the Many (al-Wahid wa al-Katir). Ansari (1999:
179), interpreting the issue, writes:

The worship of an object regarded as a manifestation of
God, which is the case in reality, is justified. Idolatry is to
be condemned in two forms only: one, when the object of
worship is a god existing in itself apart from God, and, sec-
ond, when a particular object is singled out as the exclusive
manifestation of God worthy of worship because it in-
volves the belief that other objects are not the manifesta-
tion of God.
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5.4.9. Al-Fana’ (annihilation, evanescence, effacement)

The term fana’ is often used together with, and as the opposite pole of, the
term baga’ (enduring). Fana’ is “the aim of the Sufis that is realized by the
way-farer folk who arrive [at that goal] and is followed, inevitably, by endur-
ing” (Al-Tarjuman, 2002: 418). This baqd’ (enduring) is interpreted by Ibn
‘Arabi as the realization of the vanishing of the evanescent images and the
enduring [nature] of the Eternal Essence. He also maintains that no human
being can arrive at the reality of the Absolute Essence. He writes (Ibn al ‘Arabi,
1980: 56) “The Reality can never be known [by cosmic being] in any way,
since originated being has no part in that [ Self-sufficiency]”.

Affifi (1979: 142), after reviewing various definitions given by Sufis before
Ibn ‘Arabi, summarizes Ibn ‘Arabi’s view regarding fana’, writing:

The perfect mystic is the one who recognises both Essence
and “form” but realises their essential unity and the abso-
lute non-existence of the form. This is the most perfect
fana’ a mystic can attain in this life according to Ibnul
‘ArabT: the real fanad’ is attained after death when the form
completely disappears. Such a view is quite in harmony
with Ibnul ‘Arabi’s metaphysical theory of Reality. Mys-
ticism is the consummation of the mystic’s quest for true
knowledge of the Real.

Landau (2008: 54) thinks that for Ibn “Arabi, the goal of fana’ is “the attainment
of true knowledge by the passing away of everything phenomenal, that is, eve-
rything other than God. Attainment of such knowledge can be equated with
awareness of God. This, however, must not be interpreted as becoming God.
Rather is it God’s recognizing himself through, and within the medium of man.”

5.4.10. Love (al-hubb, al-hawa, al- ‘isq)

Love is a central essence in Sufi doctrines and encompasses love of man and
God. Landau (2008: 63) notes that “love implies reciprocity, and it would be
presumptuous of man to assume that his love of God must impel his Maker to
love him in return.” Ibn ‘Arabi interprets the idea of the love relationship be-
tween man and God differently, according to Landau (ibid) who summarizes
Ibn ‘Arabi’s viewpoint as follows: “He agrees that the basis of all religions is
the worship of God. But could man worship anything without loving the object
of his worship? Without love worship is impossible.” Ibn ‘Arabi (n.d.: 194)
expresses the same thought in a verse:

Wa haqq’l-hawd inna al-hawd sabab al-hawa
Wa lawla al-hawa fi al-qalbi ma ‘ubid al-hawa
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By the truth of passion, surely passion begets passion
And but for passion in the heart it would not be worshiped
(Translated by Austin, in Ibn al ‘Arabi, 1980: 246)

Affifi (1979: 173) corroborates and summarizes Ibn ‘Arabi’s viewpoint re-
garding love and beauty as follows:

According to Ibnul ‘Arabi love is not an end itself; it has no
intrinsic value. The basis and the cause of all love is Beauty.
[....] God’s Beauty is the source of all types of Beauty. It is
the source of all spiritual and intellectual beauty as well as
beauty of form, although in itself God’s Beauty is above all
form and shape. God loves beauty of form because form re-
flects His own Beauty as it reflects his Being. In abstract
beauty as well as in beauty of form, therefore, God ought to
be loved and worshipped, and this is how a perfect Gnostic
knows Him, loves Him and worships Him.

[....] Love is the cause of creation (or self-manifestation
of the One in His infinite forms), but it is also the cause of
the return of all the manifestations to the One. ‘Does not
God say’, Ibnul ‘Arabi says, ‘O David, My yearning for
them is greater than their yearning for me?’ Love is the
working principle in all manifestations of the One, from the
highest to the lowest. It reaches its zenith in Man, the Perfect
Man, who above all creation experiences all the three kinds
of Love. Through Love, the Whole is bound together and
through it the object of creation is realised.

Affifi (2018: 178) argues that the perception and the image that the Sufis of
the first two centuries of Islam’s history had of God was that of an Almighty
God who dominates everything and strikes, tortures or forgives whomever He
wants. The ascetic Sufis only regarded Him as the Worshipped God (al-
Ma ‘biid). This image was changed from the beginning of the third century,
and the Sufis thought of Him as absolute beauty and absolute love. The per-
ception of the Worshipped God was altered to the Loved God (al-Mahbiib).

The culmination of Ibn ’Arabi’s thinking about Love can indeed be found
in his most famous verses in his book of poetry “Tarjuman al-aswag” (Ibn al-
‘Arabi, 2005: 62), which reads:
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Laqgad sara qalbi qabilan kulla siratin
Fa mar‘a li gizlanin wa dayrun li ruhbani
Wa baytun li awtanin wa Ka ‘batu Ta’ifin
Wa alwahu tawratin wa mushafu Qur ani
Adinu bi din al-hubbi annd tawajjahat
Raka’ibuhu fa al-hubbu dini wa iman.

My heart has become capable of every form:

It is a pasture for gazelles and a convent for Christian monks,
And a temple for idols and the pilgrim’s Ka ‘ba

And the tables of Tora and the book of the Koran.

I follow the religion of Love: whatever way

Love’s camels take, Love is my religion and my faith.
(Translated by R. A. Nicholson, in: Ibn al-‘Arabi, 1978: 67)

5.5. Reflections of Wahdat al-wujiid in Mala-y€ JazirT’s
Poetry

The most salient feature of the poetry of Mala-y€ Jazir1 is, undoubtedly, Sufism.
When one examines the poems of Jazir1, one encounters a large number of Sufi
concepts and terms that are common to the poetry of almost all Sufi poets. How-
ever, there are many concepts and terms in JazirT’s poetry that belong specifically
to the philosophical thought of Ibn ‘Arabi and his doctrine of Wahdat al-wujiid.
The presence of these thoughts and concepts in Jaziri’s poetry is clear proof that
he was a Wujiidi poet. The word Wujidr is often used to describe Sufis, or Sufi
poets who believe in Ibn ‘Arabi’s teachings (Algar, 1991: 11).

It is important to explain in this context that there is a difference between the
Wujiidi Sufi scholars and the Wujiidi Sufi poets in reflecting Ibn ‘Arabi’s
thoughts and expressing them in their work. The Sufi scholars who were con-
nected with the doctrine of Wahdat al-wujiid were mostly involved in spreading
it among the learned society or writing commentaries on Ibn ‘Arabi’s book Fusiis
al-Hikam, which is one of his two main works about his theory of the Unity of
Being (Wahdat al-wujiid). No Islamic book, except the Qur an, has ever been so
commented on so extensively. Chittick (2005:7) estimates that “Ibn “Arab1’s stu-
dents held this book in highest esteem and wrote well over one hundred com-
mentaries on it”. Hirtenstein (2005: 4258) appreciates the commentaries highly,
writing, “this book has had a perennial appeal, giving rise to at least one hundred
commentaries over several centuries and in several languages, and these consti-
tute a whole history of Islamic mystical thought in themselves.”

The Wujidr Sufi poets, however, expressed thoughts and views that were a
result of the profound impact of Ibn “Arabi and his teachings in their poetry. Of
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course, a poet is not expected to explain or comment on the complicated philo-
sophical and mystical texts of Ibn ‘Arabi within the framework of poetry, which
is restricted by several formal and linguistic rules. Nevertheless, they did their
utmost to adapt the philosophical thoughts within the framework of poetic
standards such as rhyme, rhythm, metaphor, rhetoric, consonance, and so on.

Reviewing the poems of Mala-y€ Jaziri, one can trace Ibn ‘Arabi’s philos-
ophy both in the thoughts presented and in his use of a number of the concepts
and terms, most of which are related to the doctrine of Wahdat al-wujid. In
the following pages, a number of examples of Jazir1’s affiliation with the doc-
trine in question will be given from his poems.

The Arabic word wahid (one) is the source of several important Sufi terms.
Many of the terms and concepts used by Ibn ‘Arabi are also derived from the
same source, such as tawhid (divine unity, to declare that God is One) wahda
(unity), wahdaniyya (the uniqueness of God), wahidiyya/ahadiyya (One-
ness)...etc. JazirT uses almost all of these terms, and instead of explaining
them in logical and philosophical terms, as Ibn ‘Arabi and other thinkers do,
he illustrates them poetically with metaphors that speak to the hearts and souls
of readers and listeners. He says:

Gota ma durdana-yi, am Zi te wu tu z ma-yir

Law bi hagiqat yak-in, mas’ala bé subha ma

Bada ma nosr Zi dast, Gima Zi xwa, mama mast

Qatra bi bahr-é giha, bahr bi ‘ayn-i xwe ma. (ZdJ: 23-24)

He told us, you are a single pearl,

We are from you and you are from us

Since we are, in reality, united,

The question is then undoubted.

We drank the wine from His hand,

I became unconscious and drunk

The drop reached the sea, the sea was still the same.

These lines are, in fact, a poetic explanation of what Ibn ‘Arabi (1860: 623;
translation: Affifi, 1979: 11) says when he writes: “Unity has no other mean-
ing than two (or more) things being actually identical but conceptually distin-
guishable the one from the other; so in one sense the one is the other; in an-
other, it is not.” In the same poems, we read:

Harf-i z yak biina fasl, gar bibiri wan bi asl

Harf dibit yak xat-ak, xat ku nama, nuqta ma
Wahdat-i mutlag Mala, niir-a di gqalban jala

Zor-é di vé mas al-é, ahl-é dilan subha ma. (ZdJ: 25)

The letters are separated from each other,
[But] if you return them to their origins
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The letter becomes a line,

When a line disappears, a dot does remain.
The Absolute Unity, O, Mala,

Is a light that illuminates the hearts,
Among the people of hearts,

Many are in doubt about this question.

The metaphor in the first couplet is based on the diversity of the letters of the
alphabet as symbols of the creatures. The diversity of the letters lies not only
in their forms, but also in the different sounds they represent. If we think about
the letters, we see that they are nothing more than the reshaping of a line, a
streak, and its construction in different forms. When drawing or writing a line,
one starts with a dot, a point, which one extends to draw the line. In the Arabic
system of writing, a dot resembles the numeral zero.

In the first hemistich of the next couplet, Jaziri uses the concept of Wahdat-i
mutlag (the absolute unity), which is a synonym for Wahdat al-wujiid. He
maintains that the absolute unity is a light that illuminates the hearts. At the
same time he alludes to a Qur anic verse (XXIV: 35) that says, “God is the
light of the heavens and earth.”

The idea of drop, wave and sea, used in the above poem, is also used in
another poem:

Yak-a darya tu bizan qanj ¢i mawj u ¢i habab
Di asil-da ku hami av-a ¢i av u ¢i jamad (ZdJ: 217)

The sea is one, you should know well, be it wave or bubble
Originally all is water, be it water or ice.

The same idea is employed in another poem, with the difference that the poet
asserts his belief by using two verbs that are central in the context:

Ta dizanim, Ta dibinim, ku Tu-y1 niir-i wujid
Allah Allah zi ¢i nir-a di sara-ya ma labdalab (ZdJ: 69)

I know You, I see You, that You are the light of existence
O God! Such a light, of which is our palace [world] brimful.

Jazir first uses the Kurdish verb dizanim from the infinitive zanin ‘to know’
instead of nasin ‘to know, to be acquainted with’. Most likely he intentionally
starts from the Arabic verb -r-f(to know, in both senses) from which the Sufi
term ma rifah (Gnosis) is derived, because it makes a better impression on the
reader and also on himself. Otherwise, it is clear that in the Kurdish language
one says Ta dinasim (I know you), not Ta dizanim. The second verb, dibinim
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(I see), is an expression of the poet’s closeness to God, when he claims to see
God as the light of all existence.

In the following couplet, he expresses the Sufi concept of wahdat “unity, to
be united’ in a language more commonly used in the context of the human
lover-beloved relationship, using the words ‘@sig (lover) and wisal (union).
However he is determined to confirm the Sufi content of the metaphor by al-
luding to the idea that the purpose of the (re)union is for the soul to be united
with “soul”.

Qast-&¢ wahdat dikirit rith bi rith
War-na ‘asiq zi wisal-é ¢i garad? (ZdJ: 316)

The soul intends to be united with “soul”
What purpose, otherwise, does the lover have for (re)union?

According to Landau (2008: 33):

For Ibn ‘Arabi, union with God is not an eventual reaching
or meeting Him but rather a becoming aware of a relation-
ship that has always existed. What the individual soul does
is merely to awaken to the realization of its unity with God.
[...] Ibn ‘Arabi naturally holds that man never becomes
God, as God never becomes man. They are always one,
even though we are seldom aware of this fact. Only the
true mystic can be aware of it.

Worshipping idols, according to the Islamic Sar7‘a (the canonical law of Is-
lam), is treated as blaspheming God and being an infidel. Even most Sufis
hold the same opinion and belief. However, those who adhere to Ibn ‘Arabi’s
theory of Wahdat al-wujiid have a different attitude, which they defend by
quoting verses from the Qur’an and traditions attributed to the Prophet Mu-
hammad. In addition, they take refuge in Ibn ‘Arab1’s theories about this. Ibn
‘Arabt (1980: 78) confirms his outlook in philosophical but clear language
when he writes:

In every object of worship, there is a reflection of the Reality,
whether it be recognized or not. [...] The one, who knows,
knows Who is worshiped and in what form He is manifest to
be worshiped. He also knows that the distinction and multi-
plicity [of forms] are merely like pears of a sensible form or
the powers of a spiritual image. Indeed, in every object of
worship it is [in truth] God Who is worshiped.
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Obviously, JazirT starts from Ibn “Arabi’s texts in this regard, when he says in
two of his poems:

Na tané qand u nabat-i, mazhar-é rith u hayat-1

Ham but i ‘Uzzay u Lat-i, law ma dil butxana-ya
Xund-é Lat-é Azar-T ti, bé i Sirin dilbar-i tii

Har jihé lé bewirt ta, bé xilaf aw Ka ‘ba-ya (ZdJ: 568)

You are not only sugar and candy,

but [also] the manifestation of soul and life
You are also an idol, ‘Uzzay and Lat,

our heart is [therefore] an idol temple.
You are the lord of Azar’s Lat,

such a sweet beloved one are You
Whatever place You dwell in is,

doubtless, the Ka ‘ba.

Haya Binahi-ya cahvan, but i ‘Uzzay u Lat-é min
Tu-yt pesbar sujud-a min sahargahan di xalwe-da (ZdJ: 51)

O, light of the eyes (God), my idol, ‘Uzzay and Lat
You are the Qiblah for my prostration in seclusion at the dawn.

In these verses, JazirT mentions the names of the idols ‘Uzzay and Lat that were
placed in Mecca and worshipped before Islam, including those worshipped by
Azar, the father or uncle of Ibrahim (Abraham). He knows, like Ibn ‘Arabi, that
only “ignorant people imagine a divine nature in every object of their worship”,
but he does not employ such expressions as “the one who knows” or “the lover”,
since his language is poetic and that of Ibn ‘Arabi is philosophical.

Ibn “Arabi (1980: 78) expands on his viewpoint in this way:
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The ignorant man imagines the object to be invested with
divinity and, were it not for such a notion, neither the stone
nor anything similar would be an object of worship. For
this reason He says, Bid them, name them (Qur’an: XIII:
23). Had they done so they would have called them stones,
trees, or stars. Had they been asked whom they worshiped,
they would have said “a god” and not “God” or “the God.”
The man endowed with knowledge does not imagine thus,
but knows that the object of worship is the vehicle of di-
vine manifestation, worthy of reverence, while not restrict-
ing himself (to the particular object).



As was shown above, Ibn ‘Arabi is of the opinion that “in every object of
worship, there is a reflection of the Reality, whether it be recognized or not.”
He bases this statement on the Qur ‘anic verse (XVII: 23) that says, “Thy Lord
has decreed you shall not serve any but Him” and another verse (ibid: II: 115)
that says, “Whithersoever you turn, there is the face of God”. Moreover, in A/-
Futahat Al-Makkiyya, he quotes a prophetic tradition that says, “God is in the
prayer’s gibla” (Hirtenstein, 1999: 7). These ideas are the kernel of JazirT’s
above-mentioned verses, especially the hemistiches that read: ‘“Whatever
place You dwell is, doubtless, the Ka ‘ba” and ““You are the gibla for my pros-
tration in seclusion at the dawn”.

In the second hemistich of the first couplet, JazirT says, “our heart is an idol
temple” which is a literal Kurdish translation of the same metaphor used by
Ibn “Arabi in his famous poem quoted above. Ibn ‘Arab1’s verse reads:

My heart has become capable of every form:
It is a pasture for gazelles and a convent for Christian monks,
And a temple for idols (baytun li awtanin) and the pilgrim’s Ka ‘ba.

As a believer, Jaziri, to borrow Ibn ‘Arabi’s words “does not restrict himself
to a particular object” to worship. He believes that all those who worship God,
regardless of their faith and religion, worship one and the same God, as we
read in these couplets:

Sajda bin bar ta rawa-ya di hami madhab u dinan

Kt dibit musrik u kafir zi we Sirin-é fam-é

Gar bibim bar Ta sujiud-é di dam-a kasfu Suhiid-é

Mi i dil dé bidirit partaw-e nir-a qgidam-e (ZdJ: 685)

Prostration before You is legal, in all faiths and religions

Who will become a polytheist or an infidel because of that sweet-
mouthed one?

If I prostrate before You at the time of revelation and contemplation
The ray of the light of Eternity will radiate in my heart.

In some other poems, he refers to religions other than Islam, which was the reli-
gion of the majority of the people in his society. JazirT spent many years of his life
as a young man in Diyarbakir and the surounding villages. Awliya Calabi (1611—
1685), who visited Diyarbakir in 1655 (15 years after Jazir1’s death), recorded in
his Siyahatnameh (van Bruinessen & Boeschoten, 1988: 31) that there were
Christian groups, an insignificant Jewish minority, Yezidis and Samsis there.

In the same year, Calabi visited the city of Jazira, the capital of the Kurdish
principality called Botan and Jazira, where Jazir1 spent the greatest part of his life.
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It is also where he died and was buried. Writing about the religious groups in
Jazira, (Celebi, 2010: 731) states that in Jazira “there are two churches [...], there
are a lot of Yazidi subjects and there is one Jewish synagogue. These Jews have
been living near their temple, called Kanist, since the time of Ibn ‘Umar”.

Obviously, Jazirt lived in an environment where the adherents of other reli-
gions, Christians, Jews and Yezi dis, were present and had their own places of
worship. This situation might have influenced his view of other religions, but his
main source of inspiration in this regard was undoubtedly Ibn ‘Arabi’s thought.

Below are four verses in which JazirT mentions different Islamic, Christian,
Jewish and Yezidi symbols:

Bi zunnar-a di deré-da, li hindav-a calipa-ye
Bi mihrab-é ma bir sajda, balé amma xayal abrii (ZdJ: 595)

Wearing the belt of unbelief in the church, face to face with the
cross,

We prostrated ourselves in the mihrab, but the eyebrows were in our
minds.

Hin zi nik déré-va tén, qast-a kanist-é hin dikin
Nay Zi van-im, nay zi wan-im, min dar-é xammar-i bas (ZdJ: 287)

Some come from the church and some go to the synagogue,
I do belong to neither these or those; the door of the wine-seller is
enough for me.

Dil-gasta min Zi dér-é nacim kanista-yé qat
Mihrab-i wiywé bi min-ra, war da bicina Lalas (ZdJ: 293)

My heart returns from the church; I do not go to the synagogue,
His/her mihrab-like eyebrows accompany me, come! We go to
Lalas.

Tir-im bi dil i payraw-é Miisa-yim az
Atas-paras it niir-i tajalla-yim az (ZdJ: 256)

My heart is the Stnai mount and I am a follower of Moses.
[ am a fire-worshipper and the light of manifestation.

In the first couplet, he prostrates in the church, in front of the cross, and in the
mihrab of the mosque, but he always has the image of the beloved in his mind,
since he reflects on the same beloved, whether here or there. In the second
couplet, he does not want to be identified with any particular faith; he is con-
tent to be at the door of the wine-seller, the tavern, which alludes to the wine
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of love on the Alast-day (Primordial). In the third couplet, goes a step further
and wants to go to Lalas, the most important and sacred place for the Yezidis,
since that is the location of the shrine of their Saint Sheikh ‘Adi, or Had (c.
1075-1162 CE). JazirT’s attitude can be better understood when we know that
the Yezidis were considered ‘Devil-worshippers’ and were regarded a sort of
pariahs in Muslim societies, including the Kurdish society. Atas-paras (fire-
worshipper), used in the fourth couplet, gives the impression that Jazirm means
the Zoroastrians, but that seems far-fetched. The expression is used in a con-
text where Mount Sinai, Moses and the manifestation of the divine light are
used. Therfore, it must be interpreted as a reference to a Qur anic verse (VII:
143) relating the story of Moses and his request to see God, which says:

And when Moses came to Our appointed time and his Lord
spoke with him, he said, “Oh my Lord, show me, that I
may behold Thee!” Said He, “Thou shalt not see Me; but
behold the mountain — if it stays fast in its place, then thou
shalt see Me.” And when his Lord revealed Him to the
mountain He made it crumble to dust; and Moses fell down
swooning. So when he awoke, he said, “Glory be to thee!
I repent to Thee; I am the first of the believers”.

The overwhelming sense in the preceding verses is that Jaziri, despite (or be-
cause of) his being a Muslim Sufi, believes that the object of worship in vari-
ous religions and faiths is the same God. This is very much in line with what
Ibn “Arabi (1980: 247; translated by Austin) says in this regard:

Every worshiper is under the rule of passion. Then the
worshiper begins to see that, among those who worship,
the objects of worship are various and that the worshiper
of some particular object of worship accuses those who
worship anything else of infidelity. Thus, those who have
any awareness become confused because of the universal-
ity of this passion, indeed, the oneness of passion being the
same in every worshiper. [...]

The perfect gnostic is one who regards every object of
worship as a manifestation of God in which He is wor-
shiped. They call it a god, although its proper name might
be stone, wood, animal, man, star, or angel. Although that
might be its particular name, Divinity presents a level [of
reality] that causes the worshiper to imagine that it is his
object of worship. In reality, this level is the Self-manifes-
tation of God to the consciousness of the worship of the
object in this particular mode of manifestation.
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In one of his gasida poems, JazirT surprises the reader with a chain of argu-
ments that at first sight, seem to contradict each other, but he justifies them
with the logic of his Sufi thought. The story of the San‘ani Sheikh is one of
these arguments. According to a popular tale, the sheikh was in love with a
Christian (Armenian) girl. In order to be accepted by the girl’s family, he
agreed to their conditions: to convert to Christianity, take care of their pigs,
and drink wine. JazirT justifies the sheikh’s conduct, saying that he was not
wrong because, like Moses, he had seen God’s manifestation. The poem be-
gins with these couplets:

May nanost Séx-i San ‘ant galat
Aw naci név Armanistan-i galat
Mitl-é Musa wi tajalla-ya Ta di
'E Tu di kani xata, hani galat (ZdJ: 327)

The San‘ani Sheikh did not drink wine by mistake,

He did not go to Armenia by mistake.

Like Moses, he saw Your manifestation,

What is the sin of the one who saw You, what is his mistake?

In the first hemistich of the following couplet, JazirT quotes a Qur ‘anic verse,
modifying it slightly to fit the rthythm of the poem, by adding the pronoun
word Huwa (He) to the other three divine attributes, since it is the first one in
the original text that has the pronoun. The Qur anic verse (LVII: 3) says “He
is the First and the Last, the Outward and the Inward; He has knowledge of
everything”, and JazirT’s couplet reads:

Huwa al-Awwal, Huwa al-Axir, Huwa al-Zahir, Huwa al-Batin
Huwa al-Ma 'biid-u wa’I-Mashiid-u fi kull al-huwiyyat-i
(ZdJ: 705)

He is the First, He is the Last, He is the Outer, He is the Inner
He is the Worshipped and the Witnessed in all realities.

The four words Awwal (first), Axir (last), Zahir (outer) and Batin (inner) are
important concepts in Ibn ‘Arab1’s system of thought. Ibn ‘Arabi (1980: 73,
translated by Austin) alludes to the last two attributes, writing, “The truth is
that the Reality is manifest in every created being and in every concept, while
He is [at the same time] hidden from all understanding, except for one who
holds that the Cosmos is His form and His identity. This is the Name, the
Manifest, while He is also unmanifested Spirit, the Unmanifest”. Lubis (1994:
24), interprets Ibn ‘Arab1’s word as follows:

He is hidden from the understanding of people, except a
group of men who know that the world is the form and

210



manifestation of God’s identity, for they witness God in
all of His manifestation. The world consists of the divine
name outward (Zahir), i.e., the world is His Identity and
Reality made manifest. And God, with respect to the
meaning and reality is also spirit and the inward aspect
(Batin) of the World. So the outward aspect of the world
is the name zahir and the inward aspect is the name batin.
The name zahir necessitates the appearance of the world
and the name batin necessitates the hiddenness or inward-
ness of its truth in spite of the fact that the one who neces-
sitates is in one respect also the one who is necessitated.

Ibn “Arabi (1980: 135-136, translated by Austin) explains the first two attrib-
utes, saying: “He is also their inner Essence, being also the Unmanifest. He is
the First, since He was when they were not, and also the Last, since in their
manifestation He is their Essence, the Last is the Manifest and the First is the
Unmanifest. Thus, He knows all things, as knowing Himself”.

Lubis (1994: 36) interprets Ibn ‘Arabi’s words in a simpler style of writing:

Here we observe one of the most important elements mak-
ing up Ibn ‘Arabi’s doctrine of Wahdat al-wujiid: exist-
ence in its various degrees is, indeed, One Reality — be it
al-Haqq (the Reality = God) and al-Xalg (the creatures),
or al-Wahid (the One) and al-Katir (the Many), or al-Zahir
(the Outward) and al-Batin (the Inward), or al-Awwal (the
First) and al-Axir (the Last).

Jazir1 expresses the question of God’s eternity (azal and abad) in many poems.
In the following couplet, he refers to the concept of eternity by using other
terms, namely bidayat (beginning) and nihdyat (end/termination). Since the
world is a contingent existence, it is not a self-necessary existence, but a de-
pendent existence. This existence, in the form of creatures and contingent es-
sences, has a beginning and an end, whereas the divine Existence is Eternal,
without a beginning or an end.

Husn i jamal-i janan nadiritin tu payan
Harct nabit bidayat aslan nahin nihayat (ZdJ: 137)

The beauty of the Beloved has no end,

Whatever has no beginning has no end at all.
In another poem, JazirT develops this idea further by placing the question in
the context of knowing God as the Necessary Existence that has no time lim-
itation. The poem begins with these lines:
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Sirr-i wahdat zi azal girtiya hatta bi abad

Wahid i fard-a bi dat-é xwa, wi ninin ¢u ‘adad

Di gidam-da azal i ‘ayn-i abad hardu yak-in
Sarmadiyyat wah dixwazit na azal bit, na abad (ZdJ: 216)

The secret of Unity encompasses [everything] from Eternity to Eternity
He is the One and the Singular in His Essence, He has no multi-
tude/variety

In the Preeternity, azal and abad are the same.

Being Everlasting (sarmadiyyat) requires that there should be no
azal or abad.

In a short gazal (seven couplets), JazirT presents various Sufi ideas, two of which
are relevant in the context of Ibn ‘Arabi’s thought. JazirT writes:

Zi sirr-a lamakan wajib tanazzul kir di imkan-é
Faayna al ilm-u? ayna al- ‘ayn? wa ayna al-aynu, id la ayn? (ZdJ: 443)

From the undetermined Hidden Wisdom,

The Necessary Existence descended to the contingent existence
Where then is, the knowledge? Where is the Essence?

And where is the “where”, when there is no “where”?

Here, in the first hemistich, he repeats the idea of “The Necessary Existence”
(Wajib al-wyjiid) and “The Contingent Existence” (mumkin al-wujid), ex-
plained earlier in this chapter. JazirT’s use of language in the second hemistich
resembles that of al-Hallaj, who is known for his special language. In the chap-
ter, “The garden of Knowledge” (Hadiqgat al-ma ‘rifah), which is a part of his
famous book Tawasin, al-Hallaj (1974: 62) writes:

The external form of gnosis is concealed from the under-
standing and returns to them. How does he know Him,
where there is no ‘how’? Where did he know Him where
there is no ‘where’? How did he reach Him where there is
no idea of union? How did he separate from Him where
there is no separation?

In the next couplet, he emphasizes the divine Unity and the Oneness of God
using an argument that is unique. He urges himself (and, certainly, other believ-
ers) to see only God, and nothing but God, if he knows only Him. He builds on
this with the next idea, that there is nothing but God in the two worlds. This is
the idea that we find in many of Ibn ‘Arab1’s writings. [bn ‘Arabi (translated by
Ansari, 1999: 170) states that “for the real gnostic nothing exists exept God, and
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our existence, if we exist, depends upon His existence. And he who exists by
some thing else is as though non-existent.”

Landau (2008: 27), interpreting the thought, declares that “If Ibn ‘Arabi is
usually described as a pantheist, there is ample justification in his own argu-
ments. For while the Qur’an declares: ‘There is but one God’, Ibn ‘Arabi
maintains that ‘There is nothing but God’.”

Mald har W1 bibin, har Wi, agar har Wi dinast ti!
Huwa al-ma ‘biid, Huwa al-mashiidu, bal la gayru fi al-darayn (ZdJ: 445)

Behold only Him, O, Mala, only Him, if you know only Him!
He is the Worshipped and the Witnessed,
Nay, there is nobody else in the two houses.

In the chapter on the Prophet Jacob in Fusiis al-Hikam, Ibn “Arabi (1980: 115,
translated by Austin) says “the only [true] existence is the existence of the
Reality in the forms of the states in which the contingent beings are in them-
selves and in their [eternally latent] essences.”

‘Abd al-Gani al-Nabulst (1641-1731), the most enthusiastic supporter of
Ibn ‘Arab?’s theory of ‘Wajib al-wujiid’, who lived after Jazir1’s death, con-
veys the idea (Lubis, 1994: 95) in these words “The existence of the universe,
existing as it does by God’s existence at every moment, is therefore the exist-
ence of God. There is no existence other than the existence of God.”

The focus of the preceding pages was mainly on the reflections of the the-
ory of Wahdat al-wujiid in the poetry of Jaziri, although this aspect does not
represent the whole of the poet’s work. There are other Sufi ideas that Jazir1
dealt with and conveyed artistically in his poems, but which were not included
here. In many cases, those Sufi ideas are common to the poetry of other poets,
Kurdish or non-Kurdish. The idea of Wahdat al-wujiid, nonetheless, is not
present in the poetry of all Sufi poets. Among the Kurdish Sufi poets who
lived and wrote after Jaziri, there are those in whose poetry one finds reflec-
tions of Ibn ‘Arabi’s thought, but it is quite difficult to find, among them, any
poet who showed his adherence to the theory of Wahdat al-wujiid, with the
same artistic force as in Jazit1’s poetry.

213






Chapter 6: Aesthetic Aspects of the Poetry of
Mala-ye Jaziri, a Structural and Thematic
Analysis

6.1. Introduction

Most of the studies of JazirT’s poetry are, understandably, interwoven parts of
writings that mostly deal with his life and work within the framework of the
history of Kurdish literature. There are, however, isolated studies and articles
about specific aspects of JazirT’s authorship. Although his Diwan has been
published more than a dozen times, there are only five editions in which the
poems are annotated. Even in these cases, the aesthetic or philosophical as-
pects of the poems are not dealt with to any great extent. It is noteworthy that
in two of the editions are the poems scanned or mapped according to the pro-
sodic system of Oriental poetry.

Considering the high standard of Jazir1’s poetry, be it in terms of content
or its formal, aesthetic and technical characteristics, it must be admitted that
this poetry has not received the attention it deserves. The independent works
about the poetry of JazirT that I had at my disposal amounted to four books,
three in Arabic (6, 7 and 9) and one in Kurdish (5). There are additionally
some other writings which constitute chapters of books desl with Kurdish lit-
erature. This situation provides a genuine picture of the scarcity of serious
studies of Jazir1’s poetry described here.

6.2. Previous Attempts to Analyse Jaziri’s Poetry

The following is a brief description of the main works, either in the form of a
book or as a chapter in a book, that are devoted to various features of Jazir1’s
poetry, and annotated editions of the Diwan that can give an impression of
aesthetic, structural or other aspects of this poetry. (Note that no. 2, 4, 8, 10
are found under Mala-y& Jazir in the bibliography.)

1. Sajjadi, ‘Ala’ al-Din: MézZi-y adab-1 Kurdr (The history of Kurdish lit-

erature, first edition, 1952, second edition, 1971, in Kurdish). In the
chapter devoted to Jaziri, Sajjadi concentrates on three subjects, which
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he deals with in detail: the dates of the poet’s birth and death, his trav-
els and his studies in various places in Kurdistan, and his being a Sufi.
Sajjadi describes the daily life of the poet, and gives many details about
him that are not based on any reliable source, including Jaz1rT’s physi-
cal appearance. Moreover, he quotes only three poems and some spo-
radic distiches, which he explains in a simple language, but without
discussing any aesthetic or structural features of them.

Al-Zivingl, Ahmad bin al-Mulla Muhammad: Al- iqd al-jawhari fi
Sarh Diwan al-Sayx al-Jazari (The jewelled necklace in the explication
of the Diwan of al—SayX al-Jazari, first edition, 1959, second edition,
1987; JazirT’s poems are in Kurdish, but the explanation is in Arabic).
Ziving?’s edition of JazirT’s Diwan is definitely the best commentary
to date. He devotes the introduction to different aspects of Jazir1’s life,
the most important of which is the dates of the poet’s birth and death.
His conclusions in this regard are of the utmost importance and have
become the basis for almost all those who have written about Jaziri
since.

Zivingl explains almost every distich in detail, and this is done in
two steps: first, he provides a translation of the distich into Arabic, and
then he explains the metaphors, mapping the constituent elements. In
some cases, when he perceives some similarity between the metaphors
in JazirT’s poems and metaphors in the poetry of other poets, especially
Persian poets, he notes the resemblance and quotes the Persian distich
where the metaphor is employed.

Regarding the Sufi ideas in JazirT’s poems, ZivingT focuses mainly
on the principles of the Naqgsbandi order, to which both JazirT and
ZivingT himself adhered, and in a few cases, on the doctrine of Wahdat
al-wujud, although he does not mention the name of Ibn ‘Arabi. In
these cases, he limits himself to indicating the name of the doctrine,
but does not give any information about its principles.

In his commentary, Zivingi does not deal with the aesthetic or struc-
tural aspects of the poems, and the verse meters are not recorded.

Amédi, Sadiq Baha’ al-Din (1980): Hozanvanét Kurd (Kurdish poets,
in Kurdish). The chapter on Jazir1 is the longest in the book, 150 pages,
and in it, Amedi discusses the poet’s life in detail. He gives an account
of most of what has been written about JazirT and the dates of his birth
and death. It is noticeable that he does not come to any definite con-
clusion about the years in which the poet lived. He only suggests that
Jazirmt may have died sometime after 1030 AH/1620 CE (1980: 82-83).
Amédi quotes many verses from JazirT’s poems, but he uses them only



to support the validity of his arguments about the poet’s life. The chap-
ter makes no mention of the aesthetic values of JazirT’s poetry.

Hazar: Diwdan-T ‘arif-i rabbani Séx Ahmad-i Jaziri, mashiir ba Mala-y
JizirT (The Diwan of the divine mystic Sayx Ahmad-1 JizirT, known as
Mala-y Jiziri, 1361 $/1982 CE, the book is in Kurdish). In editing and
commenting on Jaziii’s Diwan, Hazar follows to some extent the
method used by Zivingi. He explains almost every distich in two steps;
first, he translates most of the Arabic words and some of the Kurmanji
words into Central Kurdish. Secondly, he elucidates the contents of the
distich in detail. Zivingl’s commentary is entirely in Arabic, whereas
Hazar’s is in Kurdish. In cases where he finds some similarity between
metaphors in JazirT’s poems and the poetry of other poets, whether Ar-
abic, Persian or Kurdish, he notes the similarity and compares them.
This occurs more often than in Zivingt’s edition of JazirT’'s Diwan.

Hazar almost entirely avoids commenting on Jaziri’s Sufi ideas or
the aesthetic and structural aspects of his poetry. In explaining the po-
ems devoted to Sufism, he uses general expressions such as the com-
prehensive divine love that encompasses the whole universe or the idea
that earthly love is a step on the staircase that leads to Divine love.
These are things that can be said of many other poets, not only JazirT.
Nowhere in this work do we read that JazirT was a Nag$bandi Sufi or a
follower of Ibn ‘Arabt’s philosophy.

Regarding the metaphors in the poems, Hazar only expresses his
appreciation and admiration for JazirT in general terms, without provid-
ing any examination of the elements or structures that can be associated
with the language and the style of the poet.

Rasiil, Izz al-Din Mustafa: Mala-y Jiziri, Sitek darbara-y Ziyan u bar-
ham-i (Mala-y Jizir, Something about his life and work, 1990, in
Kurdish). Rastl’s book is the only book so far in the Kurdish language
that deals entirely with JazirT’s life and poetry. It is a comprehensive
work that treats various parts of the poet’s life and work. It consists of
fourteen chapters, mainly dealing with Jazirt’s life, philosophy and po-
etry. Other minor topics include love, astrology, chess and separation
in Jazir1’s poetry.

In his discussion of JazirT’s philosophy, the author rightly points out
that JazirT was a follower of the doctrine of Wahdat al-wujiid, but he
avoids writing about the principles of this doctrine and nowhere does
he quote or refer to any of Ibn ‘Arabi’s writings. Consequently, the
reader is left without any clear response to his/her curiosity about the
construction of a philosophy that is the main source of JazirT’s Sufi
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thought and poetry. Like many other writers, Rasil believes that Jaziri
belonged to the Nagsbandi order. He bases this idea on the conclusions
reached by Zivingi in his edition of JazirT’s Diwan, and he cites the
same distiches used by ZivingT as evidence for his argument that Jazirt
belonged to that order.

Although the author devotes two chapters to “metaphor in the po-
etry and some aspects of Sufism” and “notes about the form”, we do
not find in them any deliberate analysis or development of the two con-
cepts of metaphor or form in JazirT’s poetry. Regarding metaphor, he
merely explains the meanings of the distiches and compares them with
similar expressions used by other poets. As for form, he limits himself
to referring to some Qur ‘anic verses or stories that he believes inspired
the poet to write the poem. Only in few cases does he take up special
words and try to explain why they are used in this or that way. The
prosody is not discussed at all in the book, and the construction of the
poems is not approached from an aesthetic point of view.

Al-Karmi, ‘Abd al-Wahhab Husayn: Nagd wa tarjamat li muxtarat
min Diwan al-Mulld al-Jazri (Criticism and translation of a selection
of the Diwan of al-Jazri, 1992, in Arabic). The author has selected
twenty-one poems, both gasidas and gazals, which he considers to be
“genuine models and true examples that reflect the spirit of the Diwan
and the owner of the Diwan” (Al-Karmi, 1992: p. 150). The pattern
used throughout the book is the same. Each poem is first translated into
Arabic, distich by distich, and this is followed by a text called “criti-
cism and comments”. In many cases, the author points out the prosody
of the poems. In this part, al-KarmT presents ideas about the poems and
explains some of the symbols and metaphors according to his under-
standng of the poems. Al-Karmi treats aesthetical aspects of some of
the poems and emphasizes the significance of the language used by
JazirT and his ingenuity in constructing the metaphors.

Although the title of the book gives the impression that the texts are
studied from a critical point of view, the overwhelming feeling
throughout is that the poems, without exception, are highly appreciated
and overrated by al-Karmi. As for JazirT’s Sufi ideas he describes them
in general terms, and nothing is said about the influence of the doctrine
of Wahdat al-wujid or the Nagsbandt order.

Doski, Muhammad Amin: Falsafat al-iSq al-’ilahi fi $i'r al-Jazir
(The philosophy of Divine love in the poetry of Jazir1, 2000, in Ara-
bic). The book consists of nineteen articles of different length, each of
which is devoted to a Sufi or philosophical concept found in Jazit1’s



poetry, such as al- i§q (passionate love), al-mahabba (love), al-jamal
wa al-jalal (divine beauty and divine majesty), al-sama ‘ (mystical con-
cert and dance), al-zuhd (asceticism, renunciation), etc. The author ex-
plains these terms in detail, from a historical perspective and within a
Sufi context. He quotes examples from Jaziri’s poems that contain the
ideas in question. Although Ibn ‘Arabi is mentioned in a few cases, his
theory of Wahdat al-wujiid is not discussed and JazirT is not considered
by Doski to be a follower of that doctrine. The aesthetic aspects of
JazirT’s poetry are not discussed either.

Al-Jizri, al-Mulla ‘Abd al-Salam bin Murad: Sarh Diwan al—S‘ayx al-
Jazari (The explication of the Diwan of al-Sayx al-Jizri, 2 volumes,
2004; JaziT’s poems are in Kurdish and the explanation is in Arabic).
This edition of JazirT’s Diwan is one of the most controversial stories in
the history of Kurdish literature, because Zivingi, who published his
own edition of JazirT’s Diwan in 1959, was accused of plagiarism and of
having copied his edition from the manuscript of al-Mulla ‘Abd al-
Salam Al-Jizri. The author, ‘Abd al-Salam Al-Jizr1, died in 1952, and
his book was published 52 years later, in 2004, by Tahsin Ibrahim al-
Doski. During the 45 years between the publication of Ziving?’s edition
and this edition, the accusations against Zivingi were brought up several
times. The question is also briefly described in Chapter 2 of this book.
The pattern employed in this edition is somewhat similar to that of
Zivingd, the Kurdish and Persian words in each distich are translated
into Arabic, followed by an explanation of the distich in Arabic. Unlike
Zivingl’s commentary, which is elaborate, al-JizrT’s explanations of
the distiches are mostly short. In addition to explaining each distich,
ZivingT also provides a literary translation, whereas Al-JizT limits his
commentary to a general interpretation of the distiches. He does not
refer to the Sufi manifestations in the poems, nor does he approach an
aesthetic evaluation of the metaphors or the language construction.

Mikail, Nayif Tahir: AI-Sayx al-JizrT, nahjuhu wa ‘aqidatuhu min xilal
diwanihi al-§i'rT (Al-Sayx al-Jizi1, His way and his belief as shown in
his Diwan, 2005, in Arabic). The book was originally a thesis submit-
ted to the Department of Islamic Studies at the University of Duhok in
Kurdistan. It is written in Arabic, but the quotations of distiches from
Jazirm’s poems are in Kurdish and are translated into Arabic.

The author deals mainly with JazirT’s thought as an Islamic scholar
and a Sufi. He reviews most of the schools of Islamic Sari a (the ca-
nonical law of Islam) and philosophy and shows how JazirT expressed
these ideas in his poetry. Although he devotes a large part of his book
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to Jazir’s Sufi thought, he almost completely ignores the two main
features of Jazirm’s Sufism, namely his being a NagSbandt Sufi and his
obvious adherence to Ibn ‘Arabi’s doctrine of Wahdat wujiid. The
book does not deal with the aesthetic or linguistic aspects of JazirT’s

poetry.

10. Doski, Tahsin Ibrahim: Sarh-a Diwan-a Mald-yé JizirT (The annota-
tion of Jizir’s Diwan, 2018, four volumes, 1629 pages, in Kurdish).
This is the most comprehensive annotated edition of JazirT’s Diwan. It
starts with a very short introduction, two pages, about Jazir1’s life. In
this introduction, Dosk1 informs us that the Prince ‘Imad al-Din, who
had a poetic conversation with JazirT, was not a member of the ‘Azizan
princely family that ruled Botan principality, but a prince from Hakkar1
principality, and that his pen name was Sabur1. Doski does not present
any evidence to support his claim, so the issue is an open question.

The introduction is followed by an article about Jazir’s life and po-
etry, in which new information is given about attempts to edit, annotate
and comment on parts of JazirT’s poetry. The first attempt, according
to Doski, was made by Mala Jarjis Arbilt (d. 1206/1791), who in
1185/1771 wrote a book, Risala-ye Fathiyya, for the governor of Akré
Fathullah Pasa. The book was in Persian and was devoted to explaining
a poem by Jaziri that deals with the questions of gidam (eternity before
creation) and /udiit (new creation, i.e. the created world).

What makes Doski’s edition so detailed and comprehensive is that,
in addition to his own explication of the poems, he refers to other ear-
lier editions and how they read or explained JazirT’s poems. An obvi-
ous shortcoming of this edition is that the author exolains the poems
literally and tries to avoid the Sufi aspects in JazirT’s poetry. He ap-
proaches the poet’s thought from a Qur anic and Islamic theological
perspective. Moreover, the aesthetic and structural features of the po-
ems are not dealt with.

6.3. Aesthetics, Poetry and Sufi Poetry

6.3.1. Definition

The Encyclopaedia Britannica, in its fifteenth edition, begins its article on aes-
thetics with a brief definition (Munro & Scruton 2024) that reads as follows,
“Philosophical study of beauty and taste. It is closely related to the philosophy
of art, which is concerned with the nature of art and the concepts in terms of
which individual works of art are interpreted and evaluated.” The definition
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would sound convincing were it not followed by these lines (ibid), which are
closer to justification than explanation:

To provide more than a general definition of the subject
matter of aesthetics is immensely difficult. Indeed, it could
be said that self-definition has been the major task of mod-
ern aesthetics. We are acquainted with an interesting and
puzzling realm of experience: the realm of the beautiful, the
ugly, the sublime, and the elegant; of taste, criticism, and
fine art; and of contemplation, sensuous enjoyment, and
charm. In all these phenomena, we believe that similar prin-
ciples are operative and that similar interests are engaged.

Aesthetics, like many other sciences and areas of thought, has its roots in ancient
Greek philosophy. Plato (427 to 347 BCE), in Book 10 of his famous philo-
sophical work The Republic, takes up, among many other topics, questions re-
lated to art and “its answerability to standards outside itself”, according to
Cooper (1997: 11), who describes Plato’s work as “one which contains the first
sustained discussion of art in Western literature and the most abidingly influen-
tial”. Obviously, Plato’s attitude toward many arts and artists was quite nega-
tive, but his “most serious allegation against representational poetry” is, indi-
cates Cooper (ibid: 12), its “terrifying capacity for deforming people”.
Although most sources affirm that the term aesthetics was coined in the
eighteenth century, no one can disregard the fact that beholding, enjoying, ap-
preciating and evaluating art and beauty have been segments of the nature of
the human being in the whole history of the humanity.
Kiristeller (1998: 416) points out that:

The term A4rt in the eighteenth century comprises above all
the five major arts of painting, sculpture, architecture, mu-
sic and poetry. These constitute the irreducible nucleus of
the modern system of the arts, on which all modern writers
and thinkers of aesthetics seem to agree.

Hartman (2014: 1) maintains that “Aesthetics is a kind of knowledge, indeed
one with a genuine tendency to become a science.” Paterman (1991: 4) pro-
vides a very practical and simple verbal sketch of the aesthetic field, which I
will try to reproduce below, mainly using, his words and terms. The four suc-
cessive stages through which a work of art passes, he points out, are:

e Making: an individual creates an expressive symbolic form by engag-
ing with the specific medium of the art in question (clay, musical
notes, gestures, words, etc.)

e Presenting (to an active audience):
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Drama, dance, mime, music: the work is performed
Visual arts: exhibited or displayed
Written works: published/performed
Film and video: shown

e Responding: the audience responds through its feeling, senses and im-
agination

e Evaluating: the audience attempts to make a judgement (the intellec-
tual formulation of aesthetic response is required).

Beauty, judgment, taste and imagination are central concepts that are present
when we think about arts. It is generally thought that the theory of aesthetics
deals only with beauty and art. But this is often opposed by many as a very
limited and narrow outlook. Hermerén (NE, 1991: 611) thinks that “the Ger-
man idealists (Kant, Hegel, Schelling and Schopenhauer) understood aesthet-
ics as the theory of the beautiful. However, that definition is today outdated
and too limited”.

Hartman (2014: 6) indicates that “no doubt aesthetics has to do with the
ugly, among other things. To a certain extent, it indeed belongs with all kinds
of beauty. For even to beauty, limits are present everywhere, and the contrast
is just as essential here as in other spheres of value.” He concludes in this
regard (ibid) that “what succeeds as art is not always the beautiful.” Moreover
he argues (ibid: 3) that:

There is no genuine consciousness of the laws of beauty.
It appears to lie in their nature to remain concealed from
consciousness and only to form the secret of the back-
ground, while entirely hidden from sight.

That is no doubt the reason why aesthetics can say, as
a matter of its principle, what beauty is and even what its
kinds and levels are, along with their general precondi-
tions, but cannot teach in the practical sense what is beau-
tiful, or why the particular form of some construction is a
beautiful one. Aesthetical reflection is in all cases post
facto: It can take its ground after the acts of beholding aes-
thetically and simply indulging in the enjoyment of beauty
has taken place.

Since the main topic and purpose of this chapter is to present the artistic and
beautiful aspects of Jaziri’s poetry, it seems more realistic to concentrate on
definitions of aesthetics that are primarily associated with the realm of poetry.
Additionally, in the case of JazirT’s poetry, we are dealing mainly with Sufi
poetry, which certainly has its own peculiarities and its own scheme of aes-
thetic values.
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The first definition of aesthetics provided in an older edition of the Ency-
clopaedia Britannica (Langfeld 1947: 263) reads as follows: “If we examine a
poem in order to determine what it is that makes us feel it to be a poem, we at
once find two constant and necessary elements: a complex of images, and a
feeling that animates them.”

Utas (2008: 203), approaching a definition of aesthetics in relation to po-
etry, confirms, like many others, that “it is not possible to give a really satis-
factory definition of the concept aesthetic.” He emphasizes (ibid) the role of
the message in the aesthetic experience:

When it comes to texts, they might in principle be seen as
having two modes: an aesthetic mode and a communicative
mode. From the point of view of the author/composer/poet,
this means conscious and, probably, unconscious uses of
various means. These means are concerned with form and
meaning, but it cannot be maintained that the aesthetic mode
is identical with the form and the communicative mode with
the meaning. A piece of art (a painting, drama, poem etc.)
certainly carries a mixture of aesthetic and communicative
messages in its field of meaning, i.e. meaning often plays a
role in the aesthetic experience, too.

Utas distinguishes (2008: 204) these two messages by the ways they are re-
ceived by the reader or listener:

a. Aesthetic messages seem to be those that primarily appeal to his
emotions,
b. Communicative messages are what appeals to his reason.

Consequently, he sums up (ibid) his idea by pointing out that “one could main-
tain that in most types of early classical poetry the ideal was a communicative
message that was maximally amplified by its aesthetic expression.”

The subjectivity in evaluating aesthetic experience is an important expres-
sion of an attitude of disapproval that should have been considered more seri-
ously in discussions about aesthetics. Definitions that try to generalize the ex-
periences of an audience, a society or a group ignore the particularity of indi-
vidual recipients’ perceptions of the aesthetic values of an artefact.
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Eaton (1988: 142) argues that:

One recurring strain in the history of Western aesthetics
has been an emphasis on the subjectivity of aesthetic ex-
perience. Aesthetic value arises from a positive response
of a person or group toward something. Whether we be-
lieve the response is natural or learned, whether we believe
that only some responses are correct, or that some are bet-
ter than others, it is obvious that unless someone feels pos-
itively inclined toward a thing or event, it cannot be said
to have aesthetic value.

The above argument, I think, leaves many fragments of the truth about sub-
jectivity in the dark. Reciting a poem to an audience can leave as many differ-
ent impressions as the number of people listening to it, and their responses can
be just as contradictory.

6.3.2. Sufi Poetry

Sufi poetry is the most popular, picturesque and profound poetry written by
Muslim poets in their various languages. Literary critics wrote extensively and
comprehensively, about Sufi poetry in different phases. They created abun-
dant resources of judgements, evaluations and assessments. These criteria sup-
posedly belong to later periods in the history of Islam, and more especially to
a time when Sufi poetry came to be known and read, since we do not find any
written text on the evaluation of poetry in the early periods of Islam, although
poetry was a well developed and popular art among the Arabs even before
Islam. The only clear reference to poets and poetry in the Qur’an is in a sira
called “al-Su ‘ara’: The Poets” which reads:

And the poets — the perverse follow them; hast thou not seen
how they wander in every valley and how they say that
which they do not? Save those that believe, do righteous
deeds, and remember God oft, and help themselves after be-
ing wronged; and those who do wrong shall surely know by
what overturning they will be overturned. (Qur 'an, XXVI:
224-227)

Nevertheless, this is obviously an ethical, not an aesthetic evaluation. It
blames the wrongdoing poets and praises those who are believers. It can be
implicitly understood that the evaluation applies not only to the poets them-
selves, but also to their poems.

The attitude of the prophet Muhammad towards a particular poet and his
poem is noteworthy in this regard. Ka‘b ibn Zuhayr ibn Ab1 Sulma, who died
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in 24 AH/622 CE, was against Islam and even composed satirical poems
against its prophet. Later he visited the Prophet and read his famous gasida
known as “banat Su‘ad: Su‘ad is gone” to him and announced his allegiance
and adherence to the new religion. It is interesting to note that “according to
some versions of the story, Muhammad removes his cloak, which was associ-
ated with his prophetic inspiration, and presents it to Ka‘b as a mark of pro-
tection.” (Sells & Sells, 1990: 141). The poem is commonly known as the
burda poem, since the word means cloak.

The gasida consists of three sections; a nasib, also called gazal, a journey
section, also called rahil, and a madih, panegyric. The number of the distiches in
the poem is sixty. The nasib section is “centered around similes comparing the
beloved’s wet mouth to a draught of wine” (ibid: 142). It begins with this distich:

Banat Su ‘adu faqalbt ‘lyawma matbiilu
Mutayyamun itrahd lam yufad makbiilu

Su‘ad is gone, my heart stunned,
Lost in her traces, shackled, unransomed.
(Translated by Michael A. Sells)

The madih section in which he praises the Prophet starts with this distich:

"Unbi tu anna Rasula’llahi aw ‘adant
Wa’l fwu ‘inda Rasuli’llahi ma 'milu

They say God’s messenger threatens me,
Before the messenger of God one hopes for pardon.

Besides Ka‘b, there were other poets who defended Islam and praised the
Prophet Muhammad, the most prominent of whom was Hassan bin Tabit, nick-
named S@‘r al-Rasil (the poet of the Messenger). He was praised by
Muhammad and his successors for his advocacy of Islam, although nothing is
said about aesthetic aspects of his poetry. This should not be interpreted as a total
absence of aesthetic perceptions and values. Grabar (1998: 535) points out that:

Arabic poetry and later Persian and the Persianate Turkish
and Urdu poetry, whether recited or written down, were
judged according to aesthetic criteria. The study and
knowledge of this poetry led eventually to written manuals
of judgment and interpretation, but there were certainly,
long before, unwritten ways of criticism according to rules
that were understood but never spelled out. How much these
older ways affected the later theories is still unknown.

Nevertheless, between the tenth and twelfth centuries, there were several re-
nowned philosophers and scientists who with their writings in the fields of
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physics, mathematics, astronomy, music, poetry, architecture and calligraphy,
laid the foundations of what came to be called Islamic aesthetics. Among
these, mention should be made of al-Kindi (d. 870), al-Farabi (d. 950), the
Brethren of Purity (Ixwan al-safd) who lived in the second half of the tenth
century, Ibn Sta (d. 1037), Ibn al-Haytam (d. 1040), al-Jurjani (d. 1078 or
1081) and Ibn Rusd (d. 1198). Al-Jurjani, according to Garbar (ibid: 536), “is
one of several writers to develop a theory of literary form in which technical
definitions of images and metaphors (majaz or isti ‘ara) acquire a prescriptive
quality.” A great and outstanding work in this respect is Qays Razi’s book al-
Mu jam fi ma ‘ayir as ‘ar al- ‘ajam, (The Dictionary of Criteria for Persian Po-
etry) which deals with Persian literary theory.

Jazir, in his style of writing and in his views on poetry as an art and on its
structure obviously followed the criteria used by poets writing in Persian or in
Arabic, both elder generations and contemporaries. These criteria mainly con-
cerned the form of the poem, gasida, gazal, ruba 7, etc, and the use of the
rhythm (prosody) and rhyme ( ‘ariiz and gafia).

The rules of rhetoric were also among the important basics about which the
poets should acquire complete knowledge. These rules were regarded as artis-
tic techniques for writing good and standard poetry. Seyed Gohrab (2012: 3),
discussing classical literary theory writes: “the science of rhetoric ( ilm al-
balaga), comprised three branches: semantics ( ilm al-ma ‘ani); the theory of
figurative speech ( ilm al-bayan); and the science of rhetorical embellishment
(‘ilm al-badr").”

Another artistic component of poetry was metaphor. The poets, I think, had
more freedom in this regard, since they were primarily following their own
linguistic and aesthetic evaluation, and their judgements were subjective. It is
also clear that Jaziri was well aware that he was writing his poems in the Kurd-
ish language, which was neither Persian nor Arabic. This impression is created
in the reader’s mind when he/she observes that the poet aimed at “Kurdifying”
the expressions, metaphors and vocabulary that constituted the basic structure
and content of Arabic and Persian poetry. This should not be interpreted as
meaning that he wanted to or could abandon the valuable word treasure of
Islamic poetry, which was an unlimited resource for all the synthesis that a
standard classical poetry needed and should contain. The poetic heritage es-
tablished in the Persian language was followed by poets in many regions out-
side the Persian-speaking countries and in languages other than Persian. De
Bruijn (1997: 2) notes that “From the sixteenth century onwards Indian and
Turkish Muslims participated increasingly in the tradition of Persian poetry,
not only by writing in Persian but also by following the examples set by the
poets of Persia in their own languages.”

There is nothing in Jazir1’s poetry that can tell us anything about the sources
from which he drew his aesthetic attitudes and views. It is understandable that
poetry is not the proper setting for a poet to bring up such a topic as who
inspired him or why he wrote in this way and not that. Nonetheless, we find
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in JaziT’s poetry direct or indirect references to seven poets, namely Hafiz,
Sa‘di, Jami, Farruxi, Rami, Sabistari, and Nizami. He also referred to five Su-
fis and scholars who, among other things, also wrote poetry. These were
Sheikh Ma‘ruf al-Karxi, Al-Hallaj, Ibn Sina, al-Asfaraini and Ibn ‘Arabi. The
two Kurdish poets present in JazirT’s poetry, as mentioned in Chapter one, are
Faqi-y& Tayran and Prince ‘Imad al-Din, who were his contemporaries and
both of whom regarded JazirT as their master.

Schimmel (1975: 291), describing the contents of Sufi poetry written in the
major Islamic languages, asserts that:

Whenever beauty is revealed, there out of necessity love
must grow. Beauty and love are interdependent. [...] Beauty
would be meaningless if there were no love to contemplate
it — we may think, once more, of the concept of God as the
hidden treasure who wanted to be known: the treasure of
beauty (for “God is beautiful and loves beauty”) reveals it-
self in order to kindle love in the human heart.

This definition is undoubtedly a simplification of the concept of Sufi poetry and
what Sufi poets express. Beauty and love are obviously the two main sources of
inspiration for Sufi poets, as well as for other poets, but the emotions and intui-
tions created in their minds, are inevitably different. Sufi poets, over time, have
created a treasure trove of vocabulary and terms that can be described as the
language of the Sufis. On the one hand, these terms are a common and conven-
tional artistic means of expression that we find in the texts of most Sufi poets.
On the other hand, it may happen that two Sufi poets use the same term or word
in two different ways or to express two different sentiments.

6.4. Six Poems: Thematic and Structural Analysis
(Vertical Reading)

In the following pages, six poems of Jazirl, three gazals and three gasidas,
will be analysed in detail, from two viewpoints: one thematic and one struc-
tural. The panegyric gasida (Lord of Lords, here called Q2), will be employed
in the context of a comparison with the gasida (Glorious King of Kings, will
be called Q1, which also comprises structural and linguistic assessments.
The thematic viewpoint focuses on aesthetic values and basics, artistic cre-
ativity, beauty and art, and communicative message that comprises sensuous
enjoyment, which altogether appeal to emotions and reason. The structural
point of view is concerned with the structure of the poems, the aim of which
is to show that a poem, be it a gazal or a gasida, is a pattern that has an artistic
unity, based on a thematic and structural organization. This is almost the con-
clusion that Utas (2008: 203—204) points out “One could maintain that in most
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types of early classical poetry the ideal was a communicative message that
was maximally amplified by its aesthetic expression.”

A rough count indicates that JazirT’s Diwan contains about 120 poems. The
qasidas and gazals are not published in separate sections. There are about 21
“real” gasidas, i.e. poems of more than 18 verses (bayts), the longest of which
consists of 142 verses. There are also about 25 poems of between 15 and 18
verses. It is difficult to decide whether the poems of this group should be clas-
sified as gasidas or as gazals. The difficulty arises not only in terms of form,
but also in terms of their themes and organization, since the traditional divi-
sions and fixed order of the classical gasida do not seem to apply to a large
number of Jaziri’s gasidas. The rest of the Diwan consists of gazals, plus a
few each of other genres (musammat, ruba 7, tarkib-band, tarji -band, qit ‘a).
It is not known whether JazirT ever wrote a matnawi.

In their introduction to the second volume of Qasida Poetry in Islamic Asia
and Africa, Sperl and Shackle (1996: 2) present a detailed and in-depth survey
of the development of the gasida from the sixth to the twentieth century. To
answer the question “what is a gasida?” they write that “a brief description of
its formal properties can be readily provided: it is a poem of some length, with
verses divided into two hemistichs, a single metre and a monorhyme.”

Although the gasida was originally an Arabic literary genre, it was adopted
and developed in other languages such as Hebrew, Persian, Turkish, Urdu and
Hausa. Sperl and Shackle (ibid: 40) indicate that “the only other language that
achieved comparable status as a vehicle for qasida composition was Persian,
which for many centuries occupied a position of cultural hegemony in the
eastern Islamic world.”

The extent of the geographical and linguistic territory of the gasida was
altered a few centuries later when it was transferred to other languages. Sperl
and Shackle (ibid: 22) describe this development as follows:

By the seventeenth century, the status of the Persianate
qasida as a panegyric medium encouraged its transference
into a number of other languages such as Kurdish, Pashto and
Urdu. Imagery of the type favoured by ‘Urfl is, for instance,
clearly perceptible in a gasida from the first fullscale divan in
the Kurdish language, that of Malayée Jazir1 (d. 1640). [...]
Malaye Jazirm begins his gasida in praise of the ruler of a
small Kurdish principality with the very note on which “Urfi
ended his. [...] In praising his Kurdish patron in the Kurdish
language but with formulae of praise echoing those in use at
the Ottoman and Mughal courts, Malayé Jazir1 appears to be
expressing a new sense of self-confidence and aspiration to
independent statehood among his people.

It is important to note however that the gasida, was subject to modification,
especially in its thematic units, as it was transferred into other languages. The
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traditional pre-Islamic and early Islamic panegyric gasida was a tripartite
poem that contained nasib, rahil and madih, whereas in later periods the
qasida could be bipartite or monothematic. Many of JazirT’s gasidas are rep-
resentative in this regard.

In order to present a comprehensive appreciation of the aesthetic aspects of
JazirT’s poems, they will be read and analysed in two ways. First, six poems,
three gazals and three gasidas, will be studied vertically, by which I mean that
each of the six poems will be examined in its entirety from beginning to end,
as a unified artistic structure. In the second, horizontal, reading, several single
verses, bayts, from different poems in the Diwan will be chosen sporadically
and reviewed from an aesthetic point of view.

Nonetheless, in the horizontal reading, the structural point of view has little
or no function, since the verses are not evaluated within the framework of the
whole poem as an artistic and linguistic entity. In some cases, however, the
structural beauty of the verse can be concentrated in the choice of vocabulary
and its role in constructing the bayt, or in its relation to other words, with
which it creates the harmony that forms an aesthetic basis. It should be admit-
ted here, that the only standard used in selecting and reading these verses is
my own taste for poetry, language and creativity.

To study and investigate the aesthetic aspects of Jazir’s poetry it is not
necessary to confine one’s research to a single genre, topic or form. The whole
of Jazir1’s poetry offers many opportunities to discover and study the basic
elements of representative classical Sufi poetry. These elements are, in fact,
harmoniously interwoven with the poet’s themes and ideas, creating a high
degree of poetic structure. The study of this structure inevitably involves a
close reading of the texts to explore the most subtle parts and the intricate
relationships between these parts, and to grasp the meanings conveyed by var-
ious metaphors and symbols.

One of the most important questions that should be addressed and answered at
the beginning of a study of the content of JaziT’s poetry is whether or not we
consider his poetry as an artistic expression of his life and his experiences, mate-
rial and/or spiritual. A thorough reading of JazirT’s poetry gives the impression
that the topics of Sufism were present and dominant in almost all of his poetic
production. This leads us to wonder if there was a time when JazirT was a poet,
but not yet a Sufi. The logical answer seems to be that his poetic talents burst forth
and flourished because of his initiation into the path and his acquaintance with the
legacy of Sufi poetry. This issue is partially dealt with in Chapter 5.

The main characteristic of JazirT’s poetry is that it is almost entirely Sufi
poetry. Unlike many other classical Kurdish poets, Jazir1 did not write love
poetry that could only be interpreted as love for a human being, or majazi
(metaphorical) love poetry, as it is called in the Sufi literature. This aspect of
JazirT’s poetry has been pointed out and thoroughly studied by the editors and
researchers of his poetry. Xaznadar (2002: 264), discussing the contents of
JazirT’s poetry writes, “we do not find clear-cut frontiers to divide the poems
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according to their contents, since there is no poem the content of which is
devoted entirely to love or whatever topic.

Many themes are dealt with in one and the same poem, but it is possible to
say that one topic is more dominant than the others.” One can find in the poetry
of Jazir1 most of the ideas and topics that are dealt with by other Sufi poets.
These ideas have also been were discussed in Chapter 5 of this work.

6.4.1. Three gazals
Gazal 1

1. Az nizanim sabab-¢é, yar-i ¢ira dir-i kirin
Sah-i strin-dahanan am zi xwa mahjir kirin

2. Mitl-i go-y bé sar u pa biuma libar darb u Sakan
Law bi cawgan-é jafa-ya xwa zi dil har kirin

3. Dd ma sad jam-i firaq-é zi xwa a’ib nabuyin
Zi wisal-e qadahak da ma (w)u maxmiir kirin

4. Nuar-i caSm-i ma ku ‘alam ma bi casmen ta didr
Bi jamal-a xwa ta wak dida-yi bé-nir kirin.

5. Nafasak bé ta ma nact, na dizin bé ta damak
Zi ta hat amr-i humayun, ta wa ma 'mir kirin.

6. Ma dizani ku tu dé ‘agibatu’l-"amr ¢i ki
Lab-i la ‘l-é Sakarin, ah ku magrir kirin.

7. Darrayak bum di hawa-yd ta di weranayaki
Mitlé rojé bi su'‘a’-a xwa ta mashir kirin

8. Zi ana’l- Haqq bi labén la ‘I xabardar buyin
Bi gulab-a sar-é zulf-a xwa ta Mansir kirin

9. Munsarif ma dibuyin am bi dusad jari Malé?
Lé bi wé kasr u idafé vi xwa majriri kirin. (ZdJ: 458-461)

—V——/VV——/VV——/VV—
Ramal-i mutamman-i, maxbiin wa magqsiir)
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Segment 1

I do not know the reason why the beloved banished us,
The king of the sweet spoken abandoned us. (1)

I have become like a ball without head and feet, by blows/jolts and
kicks,
Heart smashing us with the polo mallet of His oppression. (2)

He gave us a hundred goblets of separation, but we did not faint,
He gave us a cup of meeting that made us intoxicated. (3)

Segment 2

O, the light of our eyes, with Your eyes we were seeing the world,
With Your beauty, You made us as eyes without sight (light). (4)

Without You, we cannot take a breath, we do not live a moment without
You,

From You came the Royal command, and thus You made us commis-
sioned. (5)

We knew what You would eventually do,
The sweet ruby lips, alas, made us arrogant. (6)

I was an atom in Your space/love, in a ruin

Like the sun, with Your ray, You made us well-known. (7)

From Your ruby lips, we became conscious of “I am the Real”

With the rose water on the tip of Your ringlet, You made us triumphant.
[With the hook of the tip of Your ringlet, You made us triumphant]. (8)

Segment 3

Would we go away, if two hundred (people) drew us, O Mala?
[Would we go away two hundred times, O Mala?]

[Would we be inflected by two hundred prepositions, O Mala?]

But by breaking and adding, He drew us to Himself.

[But by letting us be governed by a preposition and putting us in the
genitive

He drew us to Himself]. (9)

This gazal, consisting of nine bayts, is one of the poet’s most difficult poems
to translate and explain. This is mainly due to the fact that Jazir1, here and in
some other cases, employs multi-layered metaphors that can be understood in
different ways. He uses vocabulary that can be described as homonyms, and
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accordingly the metaphor is further extended and provided with additional
new dimensions.

From a thematic and structural point of view, the poem can be divided into
three segments in the following way:

Segment | Bayts | Theme and/or Message

1 1-3 The addressees are the readers or listeners. The poet
describes his miserable situation after being
abandoned by his beloved

2 4-8 The addressee is God. JazirT describes his deep and
intimate love for Him. He does not complain.

3 9 The poet converses with himself and presents a sort
of conclusion.

To a large extent, the poem deals with spiritual, mystical states of mind when
the Sufi has a feeling of being abandoned or of great joy and ease. These states
are called gabd (compression, constraint) and bast (expansion), and are expe-
rienced by the wayfarer in different stations of the path.

Regarding these two states, Schimmel (1975: 128) writes:

The stations of fear and hope correspond, in the states, to
what is called bast and gabd. Bast, from the root “to get
wider and enlarge”, means an extension of enthusiastic feel-
ing, a perfect joy and ease that may develop, in some cases,
into true “cosmic consciousness”, into the feeling of partak-
ing of the life of everything created, into that rapture of
which the intoxicated poets of Iran and Turkey have sung
so often. [...] But whereas bast is the experience of exten-
sion and perhaps intensification of the self, gabd, “con-
straint”, means the compression of the soul — “to make one’s
home in a needle’s eye” — darkness, the oppressing desert
of loneliness in which the mystic spends days and some-
times months of his life. Nevertheless, gabd has been re-
garded as superior to bast by some leading mystics.

In this poem, JazirT portrays both states by depicting various situations that he
apparently has experienced and that have had a great impact on him. He begins
the poem wondering why his beloved banished him. This unknowing and
questioning attitude continues throughout the poem, although he does not pro-
vide any interpretation. Nevertheless, it gives him the opportunity to present
an account of the history of a love, with all its ups and downs.
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Although we do not know who the poet’s beloved is, reading the first distich
we are confronted with a contradiction that is caused by the use of the words yar
(beloved) and Sah-i sirin-dahanan (The king of the sweet spoken). In the first
case, la, the beloved is feminine, because the word, being the subject of a transi-
tive verb in the past tense, has taken the suffix —¢. In the second case, 1b, the word
Sah is usually used for the masculine, and if it were used to refer to a feminine
royal, it would be followed by the clitic -a, since it is in an izafa construction.
Considering this grammatical argument and having a familiarity with Sufi poetry,
one easily concludes that the beloved is God, regardless of the grammatical gen-
der of the nouns. This is also true of many other similar poems.

The first two bayts are devoted to telling us, as readers or listeners, that the
poet is banished, abandoned and smashed in the heart, which convey his
wretchedness and misery. Comparing the three verbs employed at the end of
la, 1b and 2b with the other seven verbs used at the end of every second hem-
istich of the following seven bayts, we realize that he used the most effective
and strongest verbs in these two bayts. One might think that what he tells us
in 4b would be as impressive and strong as the verbs in the first two bayts, but
this impression vanishes with the use of the word wak (as, like):

O, the light of our eyes, with Your eyes we were seeing the world,
With Your beauty, You made us as eyes without sight (light). (4)

He has not turned into eyes without sight, but he is made “as” eyes without
sight. The difference is apparently not difficult to perceive.

The third bayt is indeed a transitional one, since the poet’s sufferings from
this bayt onwards are quite different. Not only does he cease complaining, but
he seems to be proud of what the beloved has done and doing to him. He has
already experienced the most painful actions, which he narrated in the first
two bayts. With this bayt he paves the way to giving a detailed account of
what he has suffered and still suffers because of the love that has a long history
of separation and meeting:

He gave us a hundred goblets of separation, but we did not faint. (3a)

Here he sums up everything that happened to him in being separated a hundred
times. What the poet tells us here could be considered fatal from a quantitative
point of view, but he points out that he did not faint, but evidently survived.
Moreover, the beloved also gave him a cup of meeting, by which he was in-
toxicated, since being together with the beloved (wisal), is enough to make a
lover not only intoxicated but also enraptured, or even on fire, especially since
the beloved here is God.

He gave us a cup of meeting that made us intoxicated. (3b)
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In the following five bayts, which make up the second segment, the poet
leaves his audience aside and speaks directly with God, not to blame or com-
plain, but to praise, glorify and extol Him. Bayt 4 contains two statements that
are important for understanding how the encounter with the beloved affected
the poet:

O, the light of our eyes, with Your eyes we were seeing the world, (4a)
With Your beauty, You made us as eyes without sight (light). (4b)

The expression at the beginning of the hemistich, “O, the light of our eyes”
shows how much the person addressed is dear to and loved by the poet. It is
followed by the essential statement that he, the poet, used to see the world
through the eyes of the beloved. This, in fact is an allusion to a hadit qudsi,
which Schimmel (1975: 133) translates as follows:

My servant ceases not to draw nigh unto Me by works of
devotion, until I love him, and when I love him I am the
eye by which he sees and the ear by which he hears. And
when he approaches a span I approach a cubit, and when
he comes walking I come running.

The use of the verb in the imperfect form of the past tense didi (were seeing)
denotes the poet’s qurb (proximity), which is a stage of love, to the beloved
for a long time. The second hemistich consolidates the idea of proximity by
mentioning the beauty of God. Most likely, the poet is referring to another
stage of love, namely uns (intimacy), which, according to Schimmel (ibid:
132), “is connected with the aspects of divine jamal, the manifestation of
God’s loving and consoling qualities, and as such, it is contrasted with hayba,
‘reverence, awe,” which awakens in the Sufi’s heart at the manifestation of
God’s grandeur and power.”

While the first hemistich, 4a, testifies to the proximity that the poet experi-
enced, the second hemistich, 4b, tells us that God’s beauty was so vast, pow-
erful and bright that it dazzled him and deprived him of his sight. The poet
does not use the word light when describing the Divine beauty, since he begins
the bayt with the word niir (light) and the penultimate word is also niir. More-
over, it is obvious that bright light is what dazzles eyes. The describtion of
God as light is seemingly borrowed from a Qur’anic metaphor that suggests:
“God is the light of the heavens and the earth.” (XXIV: 35).

The next bayt, 5, adds nothing of aesthetic significance to the poem, while in
the following bayt, the poet admits and tells the truth that he knew from the very
beginning what would happen to him as a wayfarer. What made him persevere
on the path were the sweet words he heard from the ruby lips, which made him
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arrogant and determined not to give up. Wayfarers of the Sufi path are appar-
ently conscious of the difficulties they will face in the future, but great hopes
and expectations of meeting the beloved make the persistence possible.

The following three bayts have a common feature that is the use of two-fold
words, which provides the sentences with a multi-layered structure. The seventh
bayt is probably one of the most elegant bayts in Jazir1’s Diwan. The metaphor
is based on a view of nature, when a bright ray of light enters through a window
or an aperture, and thousands of atoms, that are already there, are seen. The poet
describes himself as an atom in space or air, among thousands of atoms, in a
ruin, when God, like the sun, made him visible and known with His ray. He
thinks that he was as small, anonymous and forgotten as an atom in a ruin, but
the Divine care turned him to “something” seen, felt and known. The word
hawa, first interpreted as space or air, also means love, and so the first hemistich
can be interpreted as “I was an atom in Your love, in a ruin”.

In the second hemistich of the 6™ hayt, the poet writes that he knew what the
Beloved would eventually do to him, but hearing everything from the sweet
ruby lips made him so arrogant that he did not care what would happen. In the
8" bayt we understand that the sweet ruby lips had promised that he would be
triumphant and told him about Ana’l-Haqq (1 am the Real), which refers to Al-
Hallaj (d. 309 AH/922 CE). Jaziri, in bayt 6, does not say what he was told by
the sweet ruby lips, and here, in bayt 8, he does not mention Al-Hallaj’s name,
but the juxtaposition of the two bayts gives a clearer picture of the idea,

We knew what You would eventuallu do,
The sweet ruby lips, alas, made us arrogant. (6)

From Your ruby lips, we became conscious that ‘I am the Real’
With the rose water on the tip of Your ringlet, You made us triumphant.
[With the hook of the tip of Your ringlet, You made us triumphant. ] (8)

The sweet ruby lips, that made him arrogant, also told that ‘I am the Real’,
and with the rose water (gu/ab) on the tip of the Beloved’s ringlet, or with the
hook (kulab) of the tip of His ringlet, he was made a Hallaj or triumphant one
(Mansir or mansir). The rose water, with its fragrance, draws the lovers to
the ringlet of the Beloved, and the tip of the ringlet is bent at the end like a
hook that is used on the gallows. The similarity between the two Kurdish let-
ters G and K has led to different readings of the hemistich, although the met-
aphor is clear. The word Mansiir means triumphant, but it is also one of the
names by which Al-Hallaj was known. Reading hemistich 8b carefully, we
implicitly understand that to be executed like Mansir (Al-Hallgj) is equivalent
to being mangir (triumphant). Although JazirT does not use any word in the
poem that can directly denote execution or hanging, symbolically the idea in-
dicates the Sufi station of Fana’ fi Allah (annihilation in God), which is a great
goal for a Sufi.
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The last bayt of the poem can be interpreted in at least two ways, depending
on how the basic words are read and perceived. In this segment, consisting of
one bayt, JazirT addresses himself and tries to view what he experienced from
a temporal distance. He now knows that it is all over and that the Beloved
drove him (or them) away and abandoned him (or them). He wants to give a
milder impression, justifying his departure by claiming that the Beloved used
both enervating and dominating methods.

Regardless what Jaziri says, he clearly ends the poem with a play on words,
that is structurally tightly woven and characterized by multiple aesthetic dimen-
sions. The following is an outline of the ways in which one can read the bayt:

First hemistich (9a)

a. Would we go away from the Beloved, even if two hundred people
(jarr) tried to pull us? No, but there were other reasons why we did
SO.

b. Would we leave even if they tried to drive us away two hundred
times (jar, in Kurdish)?

c. We would not be inflected even by two hundred prepositions (jar or
harfjarr), but the beloved used other means.

Second hemistich (9b)

a. The Beloved drew us to Himself by humiliating/breaking (kasr) and
adding/accommodating ( ‘idafa) us.

b. The Beloved placed prepositions in front of our names that governed
us (kasr); moreover He put us into a genitive construction (idafa),
which inflects our names and enables the prepositions to govern us by
saying “our follower” or “our servant”, and thus He drew us to Himself.

The last metaphor is based on a rule of Arabic grammar and its starting point
is the name of JazirT himself, which is Ahmad. According to Arabic grammar,
proper names constructed in the form of ‘af"al are indeclinable by any prepo-
sition unless they are put in a genitive construction. In the nominative case,
the noun takes a damma, the vowel point of u, and grammatically is called
(marfii ‘). When a noun is in the accusative, the final consonant is pronounced
with the vowel fatha (a) and grammatically is called (mansib). When the same
noun is governed by a preposition, its final consonant does not get a kasra (the
vowel point for i) and does not become majrir until it is put in a genitive
construction. The word majrir also means drawn/dragged. The resemblance
between the two Arabic words for ‘drawn’ and ‘governed by a preposition’
(majrir), and the similarity between the Arabic words for ‘breaking/fractur-
ing’ (kasr) and the vowel point for i (kasra), gave the poet the opportunity to
play with the words and create such a grammatical and poetic riddle.
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Considering the proper name Ahmad, it is obvious that it cannot be drawn
or governed by a preposition, i.e. be (majriir), until it is put in a genitive con-
struction (idafa) and provided with a kasra (the short vowel i or breaking).
The Beloved could draw the poet to Himself by calling him Ahmad-u-na (Our
Ahmad), thus putting the kasra at the end of his name and making him fully
inflected and gone (Munsarif).

Personal and reflexive pronouns are frequently and accurately used. The poet
seems to consider who the addressee is in different parts of the poem and uses
the appropriate pronouns there. When talking about himself, he uses the first
person plural pronouns am and ma (we and us). The only exception is the first
sentence in the first bayt, az nizanim (I do not know). The other person who is
frequently mentioned is the Beloved or God, for whom the 2™ singular fu and
ta (you in the direct and oblique forms) are used, while the 3™ person singular
is not used at all. This must be intentional, since using 3™ singular as the subject
of a transitive verb in the past tense, reveals the gender of the person since it
hads to be in the oblique casae. In these cases, he uses the gender-neutral reflex-
ive pronoun xwa (himself, herself) and avoids using the personal pronoun.

The use of pronouns in the three segments can be summarized as follows:

segment | addressee bayt | pronouns reflexive
1 Not clear 1 I, us +
2 +
3 Us, us +
2 Beloved 4 Us, we, You, You +
5 You, we, You, You, You
6 We, you
7 You, you +
8 you +
3 The poet 9 +

As mentioned above, the gazal deals with Sufi spiritual states that can be expe-
rienced in different ways. The verbs used in the poem provide a relatively clear
assessment of how JaziT lived through the states which seem to have occurred
over long periods of time. The number of the most important verbs in the poem,
which form the rhymes, is ten. In the first bayt two verbs are used and in the
other eight bayts one verb each, at the end of the second hemistich. All these ten
verbs are in the simple past tense and are compound verbs composed of an ad-
jective or a noun and the transitive verb kirin (made/make), inflected for the first
person plural (us), thus meaning, ‘You made us such or such’.

In the first bayt two verbs are used and in the other eight bayts one verb
each, at the end of the second hemistich.

Comparing the ten verbs, only the first three express complaint: dir kirin
(banished us), mahjir kirin (abandoned us) and dil hir kirin (broke our
hearts). The other seven main verbs range from milder blame to pride and
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gratitude: maxmiir kirin (made us intoxicated), wak dida-yi bé-nir kirin (made
us like eyes without sight), ma 'miir kirin (made us commissioned), magrir
kirin (made us arrogant), mashir kirin (made us famous), mangsir kirin (made
us triumphant/Hallaj), majrir kirin (made us drawn/inflected).

Gazal 2

The following is the poem in Kurdish, followed by its translation into English,
divided into three segments to facilitate observation of the structural coher-
ence between them, which constitutes the artistic unity of the poem.

1. Jana zi jamal-a ta muqaddas qabasim az
Gar xiib u parizada nazar ki ta basim az

2. Mitle mah-i naw gar ta divétin ma bibini
Meéza bika jame, tu dizani ¢i kasim az

3. Yagma zi ma jan kir, ku tajalla-yi li dil da
Min rithé di qalib tu-yi, tanhd qgafasim az

4.  Hubb-a taya min radihazini ku binalim
Sab ta bi sahar nala zi range jarasim az

5. Min go mah-i naw ¢asitiyé abru-yi yar-t
Go min ¢i hada, subhaté na ‘le farasim az

6. Sagqi zi azal yak du qadah bada bi min da
Hatta bi abad mast u xumar u talasim az

7. Jand tu-yi min jan, gul-i béxari garam bt
Minnat ku na wak bulbul-i mihnat ‘abasim az

8. Sad jawr u jafa di bi ma nacin zi dar-é ta
Yaksar tu nabati (y)u li tab -é magasim az

9. Gar wah ta divéetin bibirt sar, bika farman
Da vé sa ‘até sar bibirim, x(w)as maqasim az

10. Sar td bi qadam az bisuzim Subh-i Malaye
Parwana-sifat sohtim u bé sawt u hisim az (ZdJ: 251-255)

——v/v——=v/v——v/v——
Hazaj mutamman axrab makfuf mahdif
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Segment 1

1 Dear, of your holy beauty I am a firebrand
Beautiful and fairy born, if you look [at me], you are enough for me

2 If you want to see us as the new moon
Look in the cup, [then] you know who | am

3 He plundered our soul when His manifestation appeared in the heart
The soul in my body, is You, | am a mere cage.

4 It is my love (for You) that shakes me [so that] I lament
All the night until dawn, my groaning is like that of a bell.

Segment 2

5 I said: New moon, you are like the eyebrow(s) of the beloved!
It said: How can I? I resemble a horseshoe.

6 The cupbearer gave me one or two goblets of wine in eternity (azal)
I am, eternally (abad), intoxicated, hung over and threadbare.

Segment 3

7 Dear, you are my soul, if you would be for me a rose without a thorn
Thank you that I am not like the nightingale whose toil is in vain

8 Even if you expose/subject us to hundreds of tyrannies and oppressio
We shall not go away from your door
You are entirely fine sugar and my nature is like that of the fly.

9 If You want, thus, to behead, give the order/command
So, at this moment I behead [myself], I am good scissors

10 | If I burn from head to heel like Mala
Then I burn as a moth; I am without voice or sound.

This gazal is an example of a Sufi gazal that contains significant twofold met-
aphors and similes. The formal and external meaning of this poem suggests
that it is a love poem, in which the poet addresses his beloved to describe his
love and his grief. This line of thought continues throughout the poem, albeit
on different levels. What from the beginning makes the reader aware of the
real meaning of the poem — the Sufi ideas of annihilation in and unification
with God — is the linguistic vehicle, the vocabulary and metaphors. These el-
ements are employed on such a level that they widen the circle of the poem to
comprehend not only earthly love, but also heavenly love.

Jand zi jamal-a ta muqaddas gabasim az
Gar xitb u parizada nazar ki ta basim az
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Dear, of your holy beauty I am a firebrand
Beautiful and fairy born, if you look [at me], you are enough for me

The describtion of her/his beauty as mugaddas, holy, and of himself as a
gabas, firebrand or a part of a fire is the key to the dual interpretation. Being
a part of a greater whole is the idea that is ambiguously expressed here. The
second bayt presents the idea of unity in a more deliberate and poetic way:

Mitle mah-i naw gar ta divetin ma bibini
Méza bika jame, tu dizani ¢i kasim az

If you want to see us as the new moon
Look in the cup, [then] you know who [ am

The image is based on three different allusive and mythical dimensions that
are common in Oriental poetry. The new moon, mah-i naw, is the symbol of
the good news that the month of fasting, Ramadan, or the festival, i.e. the
beginning of Sawwal, has come. Then it is eagerly awaited. On the other hand,
it tells of the grief that has made the lover, the poet, so thin that he resembles
a new moon. The cup, jam, is a reference to Jamsid’s cup, in which he could
see the secrets of the world.

The lover and the beloved are physically united to such a degree that she
recognizes him in her own image, as seen in the cup. At this stage, illustrated
in the first two bayrs, the poet emphasizes his being a part of his beloved. The
last misra‘, 2b, however, connotes the state of equality between the two poles
of the same love. This paves the way for the next stage, in which the beloved
becomes a part of the lover.

Yagma zi ma jan kir, ku tajalla-ye li dil da
Min rithé di qalib tu-yi, tanha qafasim az

He plundered our soul when His manifestation appeared in the heart
The soul in my body is you, I am a mere cage.

The cage is a hollow object. The poet feels himself as a hollow cage, for his
own soul, jan, is plundered and his body is left as a hollow cage. The plun-
dered soul, jan, is replaced by His soul, ik, a word that is much more appro-
priate to the question of a divine manifestation and has Qur ‘anic connotations.

At this stage, the night, as an image as well as a conception, preoccupies
the poet and his poetic moment, and he intensifies the image with a new, in-
ternal, dimension by relating his experience of the night:

240



Hubb-a taya min rdadihazZinit ku binalim
Sab ta bi sahar nala zi rangé jarasim az

It is my love (for You) that shakes me [so that] I lament
All the night until dawn, my groaning is like that of a bell.

The metaphor in this bayt is a kind of eloquence built on three words that carry
more than one connotation. The verb “shakes”, radihazini, from the infinitive
rahazandin, to wave and shake, describes the spiritual condition of the poet
who is shaken by his love, hubb, for Him (literally: it is Your love) so that he
laments. But love, Sufi love, can also shake the poet physically when he is
obsessed by ecstasy. The relationship between love and the condition of being
shaken is merely poetic and fantastic. In order to understand the other aspects
of the image we need to reconsider the word hubb (love). Another word for
love is hawa, a homonym of hawa’, air and wind, which is relevant to shaking.
The third important word in this context is nala, which means groaning and
lamentation. A close word to nala is nal, which means, among other things,
reed, hollow reed, pipe, and a small melodious bird. The relationship between
hawa’, air and wind, and nal, meaning hollow reed or pipe, is quite clear.

In 3b the word gafas, indicates the state of hollowness, which in turn gives
rise to two other words with the same meaning: nal, hollow reed or pipe, and
Jjaras, bell. A pipe produces a sound only when it is blown, and a bell makes
a sound when it is struck or shaken. In both cases air/wind, ~iawa’ is essential.

The association of moon and night continues further in the next bayt, alt-
hough here the resemblance is between night and new moon:

Min go mah-i naw casitiyé abru-ye yar-i
Go min ¢i hada, subhaté na ‘lé farasim az

I said: New moon, you are like the eyebrow(s) of the beloved!
It said: How can 1? I resemble a horseshoe.

To compare the new moon with the eyebrows of the beloved is a traditional
allegory in classical Oriental poetry. The resemblance is in the shape, the curved
form, not in the colour. In 5b JazirT likens the new moon to a horseshoe, for both
are also curved. In an allegorical metaphor, the two sides of the resemblance
can be on different levels, depending on the meaning and the purpose for which
it is used. When a poet wants to present an exaggerated image of his beloved,
he usually compares parts of her body to various parts of nature; the eyebrow to
new moon, the face to the full moon, the cheeks to a rose... etc.

It also happens that he emphasizes or downplays one side of the resemblance
to further strengthen the image. In this bayt Jaziri, has exaggerated the image
even more than usual. The new moon is compared to two things in the bayt:
both to the eyebrows of the beloved and to a horseshoe. In both cases the image
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is extremely exaggerated; first to elevate the beloved and secondly to detract
from the new moon. A further exaggeration here is that one side of the allegory,
the new moon, humbly objects to being compared to the eyebrows of the be-
loved; go min ¢i hada, it says how can I? meaning I am not in a position to
exceed that boundary. Instead, it affirms that it is like like a horseshoe. The new
moon is obviously JazirT himself, as was seen in the second bayt.

It is easy to see how the poet associates one meaning with another and one
word with other words, thus, elaborating, developing and deepening his
thoughts with many other dimensions. This association is not necessarily lim-
ited to the vocabulary, but occurs freely within the boundaries of the poetic
and Sufic moment in which the poem was created. These boundaries include
the process of transforming a word into an idea and vice versa. Important ele-
ments in the context are the similes that connect various parts of the structure.
In the second bayt, mah-i naw, the new moon evokes the night, a dark night,
in which the new moon is looked for and can be seen. The new moon, with its
brightness, and the night, with its darkness, belong to each other, on the one
hand, because the image cannot be completed without them both, and, on the
other hand, because they form a paradox.

The image of a new moon appearing in the dark night gives rise to another
image that is used in the third bayt, namely that of God’s manifestation in the
heart; He plundered our soul when His manifestation appeared in the heart.
The heart is dark until it is illuminated by His manifestation. And its time also
begins with this manifestation, just as a new month begins with the appearance
of a new moon. The idea of night, a dark night penetrated by light, is further
deepened in 4b by adding a new dimension to the image in addition to the
light, namely the sound of the bell. The night in which the poet laments is
long. This is illustrated by the words Sab ta bi sahar, the whole night until
dawn. However, it is also a limited night because it ends with the appearance
of the dawn, sahar.

The sound of the bell in this bayt is similar in its effect to the new moon,
2a, His manifestation in the heart, 3a, and the dawn, 4b. The darkness, the
hardness and the length of the night are penetrated/pierced by the new moon,
the manifestation, the dawn and the sound of the bell in the three images re-
spectively. The association of words and images continues even in 5a, where
the new moon, mah-i naw, is used again. To trace the whole idea in bayts 2 to
5, it could be summarized as follows:

2a: The new moon, looked for and seen in a dark night,
3a: His manifestation in the heart; a light in the darkness,
4b: the dawn ends the night,

4b: the poet laments, like a bell, all the night until dawn,
5a: The new moon likened to the eyebrows of the beloved.
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The humility expressed in the preceding bayt is further explained in the next
one. The poet attributes his deteriorating condition to the wine goblets he re-
ceived in eternity, azal, which seems to be a reference to the alast tavern:

Saqi zi azal yak du gadah bada bi min da
Hatta bi abad mast u xumar u talasim az

The cupbearer gave me one or two goblets of wine in eternity (azal)
I am, eternally (abad), intoxicated, ‘hung over’ and threadbare.

The rest of the gazal, does not, in fact, add anything aesthetically essential to
the poem as a whole, although there are still a few elements of structural and
philological significance. Bayfs 7 to 10 contain four metaphors that are a quan-
titative extension of the preceding six bayrs. The relationship between the two
sides of the analogies in bayts 7 and 8 is largely traditional: nightingale and
rose, moth burned by candle, and fly and fine sugar, nabat:

Jana tu-yt min jan, gul-i béxari garam bt
Minnat ku na wak bulbul-i mihnat ‘abasim az

Sad jawr u jafa di bi ma nacin zi dar-é ta
Yaksar tu nabati (y)u li tab - magasim az

Dear, you are my soul, if you would be for me a rose without a thorn
Thank you that I am not like the nightingale whose toil is in vain.

Even if you expose/subject us to hundreds of tyrannies and oppres-
sions we will not go away from your door.
You are entirely fine sugar, and my nature is like that of the fly.

In bayt 9, the humility that was illustrated in bayt 5 is developed into total
obedience to the beloved. The poet is ready to end his life, with his own hands,
if the beloved so desires:

Gar wah ta divetin bibiri sar, bika farman
Da vé sa ‘até sar bibirim, x(w)as maqasim az

If You want, thus, to behead, give the order/command,
So, at this moment I will behead [myself], | am good scissors

The last bayt is illustrative in its content, for the poet describes himself as a

moth that burns and ends its life in silence, and with that, the poem also ends.
This is reminiscent of a great number of Mawlana Jalal ud-Din Rum1’s poems,
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which end with the word Xamiis, indicating his pen name, but also meaning
silent or extinguished, indicating the end of the poem:

Sar ta bi qadam az bisuzim subhé Malayr

Parwana-sifat sohtim u bé sawt u hisim az

If I burn from head to heel like Mala

Then I burn like a moth, I am without a voice or a sound.

The poem consists of ten bayts. It is structurally divided into three segments,
the first comprising bayts 1 to 4, the second bayts 5 and 6, and the third bayts
7 to 10. The first and the third segments are, in many ways, equivalent, sym-
metrical with each other, but also paradoxical, while the second segment,
bayts 5 and 6, are in between. Each of these two segments consists of four
bayts and begins with jana, dear. There are contrasting aspects in the two
units, regarding both imagery and language. The dominating flavour in the
first segment is light (1a, 2a, 3a, 4b) and active movement (2b, 3a, 4a and b),
whereas the third segment is dominated by passivity (8a), annihilation (9b,
10a) and silence (10b).

Segments 1 and 3 are parallel designs linked by significant structural and
rhythmic motifs and devices that appear to have been worked out to strengthen
the poem’s arrangement. Scott-Meisami (1985: 49), analysing a poem by the
‘Abbasid poet Bassar ibn Burd (d. 783), calls this pattern of organization “cir-
cular structure”, and suggests (ibid: footnote 21) that “Ring composition, of
which this gasida provides an example, is an important aspect of Arabic poetic
structure which has as yet received little attention.”

The most important bayt in the first segment seems to be the fourth bayr,
in which the poet tells of his lamentation, like a bell, in the night, because his
love for Him/her shakes him. The bayt is, indeed, full of movement, sound,
darkness and light. A counterbalance to this bayt is bayt 10, the order of which
is also the fourth in the third segment. But here, contrary to bayt 4, there is no
movement, no sound and no light. Even when the poet is burning like a moth,
there is no mention of sam °, candle, or ¢ira, lamp, although they are relevant
in the context. It is also noteworthy that the time of the poet’s lamentation Sab
td bi sahar, all the night until dawn, 4b, is thythmically equivalent to Sar ta bi
qgadam, from head to heel, 10a, i.e. the whole of which he wants to burn si-
lently and without complaint. Each of them covers half of the hemistich, which
corresponds to —— v / v — (maf ‘ulu/ mafa), and each occurs in the last distich,
the fourth and tenth bayts respectively.

The following diagram shows the equivalent, symmetrical and paradoxical
aspects in the first and third segments. Segment 2 is only included to show its
position in the context of the poem. It is in fact a transitional passage between
the first and the last (third) segment.

Bayt indicates the order of the distiches of the poem and the misra s, the
first (a) and the second (b) hemistichs; Beg, indicates the word with which the
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segment begins; Ac.: active movement; P-A-S: passive movement, annihila-
tion or silence; Like: the conjunction used in the similes; Pron: personal pro-
nouns (sg.1: first person singular; sg.2: second person singular; pl.1: first per-
son plural.

Segment 1
Bayt | order | Beg. | light | Ac. | like | Pron.
la first | Jand | + Sg.2,sg.1
1b Sg.2, sg.1
2a + + Sg.2, pl.1
2b + Sg.2,sg.1
3a + + PL1
3b Sg.1, sg.2+1
4a + Sg.2, sg.1
4b + + + Sg.1
Segment 2
Bayt light | Ac. | like | Pron.
Sa + + Sg.1
5b + Sg.1, sg.1
6a Sg.1
6b Sg.1
Segment 3
bayt | order | Beg. | P-A-S | Like Pron.
7a first | Jana Sg.2,sg.1
7b + Sg.1
8a P PL1, sg2
8b + Sg.2, sg.1
9a Sg.2
9b A Sg.1
10a A + Sg.1
10b S + Sg.1

As for the language of the poem, it can be observed that it contains Persian
structures and words, which is a characteristic of JazirT’s poetry. In 2a and 5a,
mah-i naw is used for the new moon. The word mah is also used in Kurdish,
but mostly to indicate the month, not the moon, since there is another word,
hayv/ hiv that means moon. Besides, the structure of the phrase is Persian,
since the ’izafa (genitive)-structure in Kurdish for a substantive and its attrib-
ute is constructed with the affixes @ for feminine and é for masculine. Mah is
feminine in Kurdish, so, the new moon would have been mah-a naw, or mah-
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a nii. The same applies to gul-i béxar, a rose without thorn, in 7a, since gu/ is
also feminine in Kurdish. This is obviously due to the poet’s use of poetic
devices commonly used by his Persian forerunners, especially Hafiz, as uni-
fied and standardized poetic idioms.

The same misra‘, 7a, contains another Persian construction that is quite
unusual in Kurdish; gul-i béxari garam bi, if you would be a rose without a
thorn for me. The conjunction gar, if, is added directly to the enclitic pronoun
(a)m, which represents the first person singular.

The most common and usual word for the new crescent moon in classical
poetry is hilal, but the poet chooses mah, meaning moon in general, which
gives a better association with night, whereas 4ilal, may be seen in the first
hours of the night, but not necessarily all night. JazirT has used 4i/al, in another
poem when it was relevant in the context:

Gar na tasbihé du birhen ta bitin

If it is not because it resembles your eyebrows
What purpose do we have with the new moon in the feasts?

In bayt 5 the new moon is likened to horseshoes to represent the humility of
the new moon, probably alluding to the poet himself, in comparison to the
eyebrows of the beloved. The same image is used by Hafiz to illustrate the
glory and sublimity of his beloved, Yaram:

Dar na ‘l-e samand-e i Sakl-e mah-e nav payda
V’az gadd-e boland-e © bald-ye sanawbar past (Hafiz, 1991, 20)

In the horseshoes of her horse, the shape of the new moon is seen
And to her high stature, the stature/height of the fir is low.

In 3b the word gafas, cage, is a Kurdification of the Arabic and Persian forms
of the word ending with S (sad). This is done to qualify the rhyming letter S
(sin), and it occurs twice in the poem; ‘abas, absurd, vain, 7b, instead of the
Arabic and Persian ‘abat, and magas, scissors, 9b, instead of migass. The poet
does indeed write these three words as they are written in Arabic and Persian,
but he uses them to qualify the other eight rhyming words ending in S (sin),
qabas, bas, kas, jaras, faras, talas, magas and his. This is because he appar-
ently pronounced them as most Kurds do (see also Chapter 4).

A large number of the constituent units in the poem consist of metaphors
and similes. The latter are usually constructed with the help of prepositions
and words that connect the two sides of the simile. There are many words in
Kurdish that can be used in similes, although some of them are borrowed from
Arabic and/or Persian. JazirT uses connecting words here eight times; mitl,
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similar, 5b; wak, like, 7b; Ili tab ‘¢, resembling, literary, the nature of, 8b;
Subhé, similar, 10a; parwana sifat, like a moth, 10b.

Another type of constituent units thtat are worth mentioning are the per-
sonal pronouns, which are used frequently; thirty one times. This is partly due
to the fact that the radif word of the poem is the first singular pronoun az, I,
in the direct case, which is consequently repeated eleven times in the ten bayts,
and once in 10a, but not as a radif word. Of the thirty-one personal pronouns,
twenty-eight are in the singular, either the first or the second persons; az and
min, and fu and fa, marking the direct and oblique cases respectively. Only in
three instances is the first plural, ma (we), used in the oblique case, instead of
the first singular min, to indicate the poet himself. We can sum up the use of
the pronouns in the poem in the following table:

Pronoun Person Case Frequency
Az (D First singular direct 12

Min (I, me, my) First singular oblique | 6

Tu (you) Second singular direct 4

Ta (you, your) Second singular oblique | 6

Ma (we, our) First plural oblique |3

The only interpretation of the frequent use of the singular form of the personal
pronouns instead of the plural, when the poet addresses God (10 times) is the
overwhelming sense of intimacy that is portrayed in the poem. Most Sufi poets
address God in the first singular form of the pronoun. Schimmel (1982: 16)
describes that usage as follows:

At the beginning of mystical poetry another problem posed
itself. The mystic is basically a solitary wayfarer; his goal
is to be in the company of God, and in the loving intimacy
with the Divine Beloved during nightly vigils he would
call Him no longer: “O my Lord!” as he did in the commu-
nity, but rather, “O my Beloved!” Who could and who
would tell what was going on in the blissful solitude of
love, in prayer and ecstasy, when the lover does not want
anything from God but only God Himself?

One final, but important, remark concerns the repetition of most of the metaphors
used in this gazal in at least three other poems in JazirT’s Diwan; (Mala-ye Jazird,
1987: 470477, 622—633 and 716. The repetition is not limited to a few words or
a part of the metaphors. In most cases, the whole picture is used. The following is
a comparative overview of some of the metaphors and analogies used in the pre-
sent gazal with some similar counterparts in the three poems mentioned above.
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a. The idea of being a mere cage that contains His soul in this poem, 3b,
is expressed as follows:

3a. He plundered our soul when His manifestation appeared in the heart
3b. The soul in my body, is You, I am a mere cage.

The same image is repeated in ZdJ: 471 and 633 in this way:
471, 5a. Without you, I swear by God, we have not lived, not even for a single
moment

471, 5b. You are our soul and we are mere cages.

633, 22a. | said, You are my eyesight and sense (power) of hearing, He said:
633, 22b. We know that we are your soul and you are a mere cage.

b. The hemistich 4b in the present gazal reads:

4a. It is my love (for You) that shakes me [so that] I lament
4b. throughout the night until dawn, my groaning is like that of a bell.

We find the same idea in ZdJ: 472:

6a. The attraction (by God) shakes our heart(s), therefore
6b. In the night our groaning is like that of a bell.

c. Most of the Sufi poets, writing in different languages, use the idea and
the metaphor of being offered a goblet of wine, in the eternity (azal),
as a symbol of the divine love. In ZdJ: 253, bayt 6, Jazir1 writes:

6a. The cupbearer gave me one or two goblets of wine in the eternity (azal)
6b. I am, eternally (abad), intoxicated, hungover and threadbare.

The same metaphor is repeated in three other poems; ZdJ: 475, bayt 14, ZdJ:
632, bayt 20ab and ZdJ: 716, bayt 15ab:

14a. Since old times, we drink pure wine
14b. That is why we are always intoxicated, hungover and threadbare.

20a. I said, since old times I have been drinking the wine of your love,
20b. He said you are not the only one among my lovers, who is threadbare

(because of the wine).

15a. In the eternity (azal), the Real (Haqq) gave Maleé a goblet of love
15b. We are, eternally (abad) intoxicated, ruined by the wine of that goblet.
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d. The idea that the beloved is as sweet as fine sugar (nabat) and that the
lover(s) is/are fond of that sweetness and cannot be driven away even
by force, is expressed in ZdJ: 254, bayt 8. The poet wants implicitly
to declare, his total love and his willingness to sacrifice his life for the
sake of that love:

8a. Even if you expose/subject us to hundreds of tyrannies and oppressions
We shall not go away from your door
8b. You are entirely fine sugar, and my nature is like that of the fly.

In ZdJ: 471, bayt 3 and ZdJ: 628, bayt 13 the metaphor is repeated:

3a. My Lord, it is obvious, you cannot drive us away from your door by the sword
3b. You are fine sugar and our nature is like that of the fly.

13a. I said, (they) cannot drive us away from your door by the sword,
13b. He said, we are of fine sugar and your nature is like that of the fly.

e. Another idea is that the lover is ready to fulfil whatever the beloved
orders him to do, including killing not only the rival, but also himself.
In ZdJ: 255, bayt 9, Jazir1 says:

9a. So, if You want to behead, give the order/command
9b. So, at this moment, I behead [myself], I am good scissors.

It is also found in ZdJ: 473, bayt 11 and ZdJ: 631, bayt 18:

11a. If you want to eradicate [me], at this moment,
11b. I behead [myself], with two fingers, we are scissors.

18a. I said do you want me to behead the rival?
18b. He said, I have seen (you), I know you can behead him, you are (a pair
of) scissors

f. The relationship between a moth and the candle is often illustrated in
classical Oriental poetry as a symbol of love, by most poets, regard-
less of whether they are Sufi poets or not. Infatuated and in love with
light, the moth approaches the flame of the candle, which represents
the burning love; although it knows this, it risks being burnt. In ZdJ:
255, bayt 10, we read:

a. If I burn from head to heel like Mala
b. Then I burn as a moth; I am without voice or sound.
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In ZdJ: 632, bayt 21ab, the metaphor is employed:

a. [ said at night, thus, we burn like candles,

b. As a moth, He /she said, go now! You are without voice or sound.

It is usually said that the classical poets were often forced to use certain
words because of the pressure of rhyme, and consequently they chose the idea
or metaphor that the rhyming word(s) offered. This is probably one of the
reasons why Jazir repeated the same metaphors in more than one poem. The
rhyming letters in ZdJ: 470—477 are sin, and the rthyming letters in ZdJ: 622—
633 are also sin.

Gazal 3

This gazal, consists of 14 bayts, which means that it is longer than the preced-
ing gazals 1 and 2. Like those two gazals, this one is a Sufi poem, but there
are essential differences between them in their content and structure, which
will be explained when the poem is analysed. Below is the poem in Kurdish,

followed by its translation into English:

1.
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Sirr-i wahdat zi azal girtiya hatta bi abad
Wahid i fard-a bi dat-é xwa, wi ninin ¢u ‘adad

Di gidam-da azal i ‘ayn-i abad hardu yak-in
Sarmadiyyat wah dixwazit na azal bit, na abad

Farq-a Wahid zi Ahad, 1é di maqam-é samadi
Bi Hagqiqat ku yak-in hardu ¢i Wahid, ¢i Ahad.

Yak-a darya tu bizan qanji ¢i mawj u ¢i habab
Di asil-da ku hami av-a ¢i av i ¢i jamad

Afitab-i ahadiyyat di xwa-da girtiya kawn
Naku ‘awrak haya, lé girtiya cahven ma ramad

Husn-é dat-é but u Latan ji jamal-a samad-a
Zi mital-a sanam-é weh ku tajalla-ya samad

Gayr-i daryd niya sahrd bi haqiqat, amma
Zi ruy-¢é kayf-a ku av ava-a buyi subh-i zabad

Kullu yawm-in Huwa fi Sa 'n-in nabi gafil zé
Har payapay zi su unan dikirit fayd u madad
Gar di Adam bidiya sirr-é ‘ilim Iblisi
Hinama absarahu, kabbara hinan wa sajad.



10. Ci zaman u & makan u ¢i jihat u ¢i hudid?
Ci magadir u tafasil u hisabin, ¢i ‘adad?

11. Ci mundfat u luziam-in, ¢ qiyas u &i mital?
Av i tawlid u ci tarkib-a, ¢i rith-in, ¢i jasad?

12. Sar bi ‘ijzé didirit quwwat-i darraka-yi ma
Raja‘a ’l‘aqlu kalilan wa mata gama qa ‘ad

13. Hirat u Yjza Saranjam-é di bab-é nazaré
Kay bi Xaliq nazar-i gasir-i maxlig-i rasad

14. Guft u go-yi ma rifat candi Mala payda biki
Gawhar-a ma ‘rifate nagihaté kas bi xirad. (ZdJ: 216-222)

—V——/VV——/VV——/VV-—
Ramal mutamman al-sadr wa maxbin al-hasu (al-mahdif / al-
maqsur)

The secret of Unity encompasses [everything] from Eternity to Eternity
He is the One and the Singular in His Essence, He has no enumera-
tion. (1)

In Pre-eternity, azal and abad are the same.
The state of eternity (sarmadiyyat) requires that there be no azal or
abad. (2)

The One (Wahid) differs from The Unique (al-4had), but
In the state of eternity (al-Samad)
Both The One and The Unique are in reality the same. (3)

The sea is one, you should know well, be it wave or bubble
Originally all is water, be it water or ice. (4)

The sun of oneness (ahadiyyat) comprises the universe in itself,
There is no cloud, but our eyes suffer from disorder. (5)

The beauty of the idols (and the Lats) is from the beauty

Of The Everlasting (Samad),

It is by the way of the images of the idols that the Everlasting
manifests Himself. (6)

251



252

There is, in reality, no desert, nothing but the sea
But it is a question of quality that this water has become to a foam-
like thing. (7)

Do not neglect (the Qur’anic verse) “Every day He is upon some
labour”

He repeatedly sends forth emanations and divine succour, in (differ-
ent) states. (8)

Had Satan (/b/is) seen the secret of knowledge in Adam,
He would have exalted (God) for a long time and prostrated (before
Adam). (9)

What are the times, the places, what are the directions, and borders?
What are (these) measures, details, calculations and numbers? (10)

What are (these) incompatibilities and requirements?
What are (these) measurements and patterns?

What is (this) procreation and construction?

What souls and bodies are these? (11)

Our power of conception ends in weakness,
The intellect terminates in exhaustion
And whenever it tries to stand up, it kneels down. (12)

Perplexity and failure are the conclusion of pondering,
How can the insufficient pondering of the created attain the Crea-
tor? (13)

How ever much talk and words of knowledge (of God)
You invent and find Mala,

Nobody comprehends the essence of recognizing (God)
By (the help of) wisdom. (14)



Structurally, the poem can be divided into four segments as follows:

Segment | Bayts | Theme and/or Message

1 1-3 Theoretical basic principles: the oneness of God, He
is everlasting, azal and abad are the same.

2 4-7 Proof of the oneness of God from the physical nature,
an idea from the Qur 'an.

3 8-11 Theological Proof of the oneness of God from the

Qur’an, defence of Satan (/b/is).

Existential speculations.

4 12-14 | Human intellect and wisdom are unable to compre-
hend the essence of recognizing God.

Since the theme of the poem is philosophical, the poet has quite limited op-
portunities to use metaphors and similes that are used in love poems or mys-
tical poems devoted to divine love. In segment 1, he presents a theoretical
formulation about the oneness of God, which does not leave him much scope
for of linguistic or rhetorical action. Furthermore, he asserts that aza/ and
abad, are the same from the viewpoint of understanding the gidam (pre-eter-
nity), since this is what the state of eternity (sarmadiyyat) requires; i.e., there
should be no azal or abad.

Seemingly, because of its topic, the poem has, in the past, attracted the at-
tention of the learned and intellectual circles in Kurdistan. Doski (Mala-yg
Jaziri, 2018, vol: 2: 194) points out:

Since long time ago, our scholars were interested in
writing special tracts about this poem, and one of
them was mala Salih Jibrail Akrayi, who wrote a
tract in 1812 at the time of Am&dr’s ruler Zubayr
Pasha, son of Ismail. He supposedly wrote the tract,
which was in Persian, at the request of the prince.

The texts in the three bayts of segment 1 are closer to a philosophical text than to
poetry. The only poetic elements in these three verses are the thyme and the pros-
ody. The ten mystical terms in the three distiches are used so densely that it would
be impossible to construct any metaphor. At most, this is, due to the poet’s deep
belief in the thoughts he presents in the segment. This part of the poem is the sort
of poetry that in Arabic literature is called educational poetry (al-si r al-ta ‘limi),
which is usually devoid of aesthetic qualities and poetic beauty.

Segment 1 is followed by two other segments, each consisting of four bayts.
The two segments are somehow under the influence of segment 1, and logi-
cally constitute supplements to it. Segment 2 with the exception of bayt 6, is
devoted to evidence from physical nature. The poet is guided by a Qur anic
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verse (XLI: 53) that says, “We shall show them Our signs in the horizons and
in themselves”. He proposes evidence from nature and employs important el-
ements such as sea, water, waves, bubbles, sun, foam and desert. In contrast
to segment 1, the arguments here are more poetic than philosophical, and are
constructed in the form of metaphors.

In bayt 5, the poet’s starting point is such a firmly established belief that he
thinks if we, as people who search for truth, cannot see the reality, then some-
thing is wrong with us and it is our power of conception that is not working

properly:

The sun of oneness (ahadiyyat) comprises the universe in itself,
There is no cloud, but our eyes suffer from disorder.

However, bayt 6 does not seem to be entirely relevant in the context of seg-
ment 2. It is originally one of the main ideas presented in some of [bn ‘Arabi’s
writings (see chapter 5 in this book). JazirT has also used the same idea in other
poems, which will be shown later. After the interruption of the sequence of
the physical evidence caused by bayt 6, the poet resumes, the argumentation
in bayt 7 by introducing an idea that interprets, in a way, the theory of creation.
Jazir writes:

There is, in reality, no desert, nothing but the sea
But it is a question of quality, that this water has turned into a foam-
like thing.

This is a clear indication that the universe began with the creation of the sea, the
foam of which, turned into desert/plain in the course of time. This view of cre-
ation is not entirely in agreement with the Islamic doctrine of creation as men-
tioned in the Qur’an. Several verses indicat that God created the heavens and
the earth in six days. However, there are indications that there was also water
before the creation of the earth and the heavens, as in the following verse; (XI:
7) “And it is He who created the heavens and the earth in six days, and His
Throne was upon the water.” In another verse, (XXI: 30), water is regarded as
the source of every living thing, “Have not the unbelievers then beheld that the
heavens and the earth were a mass all sewn up, and then We unstitched them
and of water fashioned every living thing? Will they not believe?”

Clearly, Jazir is quite meticulous in the way he arranges his thoughts and
evidence in the poem. Segment 3, like segment 2, is dedicated to presenting
evidence that can establish the truth of the statements he has already presented
in segment 1. If segment 2 was devoted to evidence from physical nature, in
segment 3 we read other sorts of ideas, namely theological ideas from the
Qur’an and the poet’s own reflections in the form of existential questions and
doubts. The segment can actually be divided into two parts, the first consisting
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of bayts 89 and the second consisting of bayrs 1011 with the contents al-
ready mentioned. Also in this segment, we find a bayt that is not fully relevant
in the context of the segment. This is bayt 9 about Satan (/blis), whom the poet
justifies for not prostrating before Adam. This theme is repeated in other po-
ems of the poet.

JazirT’s ideas, in bayts 10-11, can be classified as a part of the discussions
among the Sufis about the concept of gidam (God’s pre-eternity) and hadat
(created in time), which are key ideas in the doctrine of the Unity of Being
(Wahdat al-wuyjiid). According to this theory, everything is created except
God. It should also be emphasized that Jaziri’s questions give the impression
that his starting point is a kind of existential and sceptical attitude. It is note-
worthy that the poet uses 16 terms in these two distiches and distributes them
equally between the four hemistiches, four terms in each hemistich.

The last segment of the poem, segment 4, is in many ways symmetrical to
segment 1; both consist of three bayts, with two segments of 4 bayts between
them. In both segments, JazirT expresses deeply held beliefs about two funda-
mental questions in religion, be it Islam or other religions. In segment 1, he is
firmly convinced of the oneness of God, whereas in segment 4, he concludes
that it is impossible for a human being to obtain what he calls “the essence of
knowledge” (Gawhar-a ma ‘rifaté) for recognizing God by way of the power
of imagination or by using reason or wisdom (xirad). This relationship be-
tween the two segments is the link that is called “circular structure” or “ring
composition.”

In three cases, the poet writes the second hemistich (misra’) of the distich

(bayt) in languages other than Kurdish; 9b and 12b are in Arabic, and 13b is
in Persian. This also happens in some other poems in Jazir1’s Diwan.
Now that three of Jazir’s Gazals have been presented and analysed themati-
cally and structurally, it may be interesting to view them together and side by
side in order to understand the peculiarities, and also the inconsistencies in
each of them.

The three poems, Gazals 1, 2 and 3, are Sufi poems, but the differences
between them, thematically and structurally, are enormous. This probably de-
pends on the poet’s point of view, at the time of writing/composing each of
them. What follows is an attempt to outline the main features and differences,
by comparing some aspects of the three texts:

a. The boudaries between the speaker and the addressee in Gazal 1 are
quite clear. The poet himself is the speaker throughout the poem. It is
as if he wants us to be aware of this, when the first word in the first
hemistich of the first distich is I (az), which is the direct form of the first
person singular. Only in three cases (bayts 1, 2 and 7) does he employ
the singular form for the speaker. In the rest of the cases he uses the
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plural forms we (am) and us (ma). The pronoun representing the ad-
dressee, God, is always the second person singular you (fu or te).

The speaker in Gazal 2 is the poet himself, and the addressee is either
God or the Beloved, who is also in Sufi literature a symbol that repre-
senting God. Personal pronouns are used thirty-one times, of which only
three are the oblique form of the first plural, ma (we). The poet, referring
to himself, uses this plural form instead of the first singular, whereas
when addressing God, he uses only the second singular form.

In Gazal 3, there is no definite and easily identifiable speaker or
even addressee, but reading the poem one gets a sense that the poet is
addressing a particular group of people, a community. This situation
requires limited use of the personal pronouns. Thus, they are reduced
to only three; once the second person singular fu (you), with which
the poet refers to anyone who reads or listens to his poem, and twice
the first person plural ma (we), which obviously includes the poet
himself and the audience to whom he speaks or writes his poem.

The third bayt of Gazal 1 is a transitional bayt, in which the poet talks
about God, using the third person singular He, which is understood from
the form of the verb, which is simple past tense “He gave us”. In the
following three bayts, the speaker uses plural forms, our, us and we. The
addressee, however, is in the second person singular you and your.

In Gazal 2, the poet is in a situation of suffering, lamenting and
groaning because of his divine love, but he does not intend to narrate
his pain to an audience or to his readers. The addressee is the Be-
loved/God, and the poet not only avoids any complaint, but apparently
is proud and happy about his condition of suffering. Moreover, he is
ready to vanish without the slightest objection. It is with this attitude
that he concludes the poem:

If I burn from head to heel like Mala
Then I burn as a moth, I am without voice or sound.

In contrast to his passive attitude in Gazal 2, in Gazal 3 Jaziri is in a
situation of superiority and self-confidence. He is addressing a com-
munity of people who supposedly can understand mystical and philo-
sophical matters. He speaks to them as a teacher or spiritual guide,
explaining terms and concepts of the doctrine of Wahdat al-wujiid It
is noteworthy that the poet does not draw a line between himself and
his audience. Only once does he tell them, using the second singular
pronoun, to think about the example of the water in its various forms:



The sea is one, you should know well, be it wave or bubble
Originally everything is water, be it water or ice.

In two cases, when he explains the inability of human beings to un-
derstand everything in the universe, he includes himself as ignorant in
the regard:

The sun of oneness (4hadiyyat) comprises the universe in itself,
There is no cloud, but our eyes suffer from disorder.

And

Our power of conception ends in weakness,

The intellect terminates in exhaustion

And whenever it tries to stand up, it kneels down

The first segment of Gazal 1 is devoted to the poet’s experiences be-
tween firaq (separation) and wisal (union, meeting), and the language
is traditional and simple. Segment 2 begins with a statement and a
metaphor, bayt 4, derived from a hadit qudst. The metaphor in Bayt 7
is one of the most beautiful images in JazirT’s Diwan, manifesting the
relationship between God and the Sufi. The language in the following
bayt 8 is in twofold form. The most difficult metaphor is in the last
bayt. It can be called a threefold statement. The poet leaves the reader
with an illustration that is similar to a puzzle, without providing any
help or guidance.

Since the theme of Gazal 2 is not philosophical, but divine love,
which a Sufi cannot learn, but can only experience, the poet uses only
three common mystical terms, namely fajalli (divine manifestation),
azal (eternity without beginning) and abad (eternity without end). In
Gazal 3, however, the theme is exclusively mystical and philosophi-
cal, and the argumentation is at a high level. Consequently, the poet
uses thirty-eight mystical and philosophical terms and concepts such
as wahid (one), fard (singular), sarmadiyyat (everlasting), fayd (ema-
nation) and magadir (measures), etc. In many cases, some of these
terms are used more than once.
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6.4.2. Three gasidas

Qasida 1: Lord of Lords (Q1)
In Kurdish (transcribed)

1. Xan-i Xanan lami ‘- najm-a ta har pur niir-i bt
Kasti-ya baxt-é ta az ba-ye muxalif dir-i bt

2. Kawkab-a sa ‘d-a saraf tali * di név burj-a ta bit
Da tiné z ¢arx-é bala Subh-é mah-é manziir-i bt

3. Anjum-é carx-é muhaddab har zZi dat-é ta-y sarif
Kasb-i anwar-é bikin hatta ku nafx-a sir-i bt

4. Law ziyarat asitan-é teta Sams-a dawlate
Da sahargahan zi didar-é sarif pur niir-i bt

5. Axtar-d ta Z parda-ya gayb-é agar bétin zuhiir
Deé bitin nisf-i-nnahara war sab-é dayjir-i b

6. Ayat-ul-kursiy (y)u an ‘am haykal-a tox-é ta bin
Bé nihayat pur-murad u bé ‘adad mansur-i bt

7. Har kanaré wargarini péva ‘azm i himmaté
Rayat-a fath-é bi nasr-a lam yazal mansir-i bt

8. Xaymat-a nir-é ‘indyat zill-i mamdiid-e ta bit
Sura-yt Umm ul-Kitab madar-i hadrat siir-i bt

9. Pas-i Nawsirwan dibém dé hakim-é ‘adil tu-yt
Mitl-i Hatim dé bi dan-é dar jihan mashir-i bt

10. Ma Jazivé Subhi dar-é taxt-i haft 'iqlim-i bit
Ham bi hukm i saltanat Askandar o Fagfur-i bt

11. Mitl-i Jam jam-a zarin xalt nabi ta z bada-yé
Da zi xamr-a Sadimant da’ima maxmir-i bt

12. Ma di bag-é ‘ays u nosé har bi saz it Arganiin
Kamiran i kamibaxs i dilx"as @ masrir-i bt

13. C'andakz: Sirin pusar darband-i diwan-a ta bin
Band-i Sapiir-é ta bin ta Xusru (w)i Sapiir-i bi
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14. Hindaki roz i Sav-in ték ‘td u Laylu’l-Qadr-i bin
Jam mudam pur bada bit, lé na Z may-a angiir-i bt

15. Subhat-é Rith-ul-Qudus ‘ard-é tu pé 1é dayini
Sabza (w)ii rayhan u nasrin @i gul-é mangiir-i br

16. Har daré na ‘l-é faras subhat Buraqé vé kavit
Casma-yt haywan Zi aw ‘ard-& mubarak fur-i bt

17. Ma ta ‘umr-é Xidr u Nith i mulk-i Du’l-Qarnayn bitin
Gunbud-a carx-é mulamma * har bi ta ma ‘mir-i bt

18. Xas-i tasrif-é ta bin darya (w)u Darband-é ‘Ajam
Da xalat-en har sahar sad zarkas @ maxmiir-i bt

19. Gar¢i dar diwan-i Hadrat pur haqirin Subh-i mir
Casm-i ta casm-é Sulayman-1 bi hal-é mir-i bt
20. °E na wak go-y bé sar i pa bit di band-a xidmaté

Ma di cawgan-a ta har parkanda (w)it maqhiir-i bt

21. Ma lisan-& min du ‘agoyr li darhaq wasf-i Xan
Mazhar-é sirr-a kalamé wak diraxt-a Tir-i bt

22. Har di madh-é ta w tanayé sina (w)i qalb-é Malé
Be tafawut Qulzum-a pur lu’lu-yé mantir-i bt

23. 7 asitan-é dawlat-é $a’ib nabi jarak Mala
Da Zi farman-é mukarram dam bi dam ma 'miir-i bt
(ZdJ: 660—-669)
In English translation
Lord of Lords! May your bright star always be radiant and full of
light,
(And may) the ship of your fortune be far from a headwind. (1)

May the star of your happiness and dignity shine in your zodiac,
So that in the time of affliction, you alone will be seen as the moon. (2)

May the stars of the celestial orb always receive light
From your Majesty, until the day of the blowing of the Trumpet. (3)
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The sun of power visits your threshold, so that at dawn
It becomes luminous by seeing you. (4)

When your lucky star emerges from the veil of the invisible
The time will be the middle of the day; even if it was a dark night. (5)

May the Ayat al-kurst and the siirat al-An ‘am be your amulet
May you endlessly reach your goals, and be victorious countless
times. (6)

To whichever side you turn (the reins of) zeal and determination,
May the everlasting help raise the banner of victory always. (7)

May the tent of the light of divine care be an extended shadow to you,
(and) the sura al-Fatiha be a fence around your highness. (8)

You are, I think, the righteous ruler after Anoushirvan,
(and) like Hatam, you will be renowned in the world for your gen-
erosity. (9)

May Jazira be the capital of the seven Climes,
And by your command and your power you will be Alexander and
the Chinese Emperor. (10)

May your golden goblet, like that of Jam, not be empty of wine,
So that you may always drunk on the wine of joy. (11)

May you always live fortunately, giving enjoyment, cheer and delight
in the garden of pleasure and luxury, with a saz and an organ. (12)

May there be many lovely boys in the service of your (royal) court,
And may they obey your sons, and you will be like Xusra and
Sapir. (13)

May all (your) days and nights be a feast and a Night of Power,
The goblet will continually be full of wine, but not the wine of
grapes. (14)

Like the Holy Spirit, the ground on which you set your foot
May plants, basil, wild rose (Nasrin) and flowers grow there. (15)



Wherever the shoes of your horse tread, like Burag,

May the spring of life, gush forth from that sacred earth. (16)

May you have the longevity of Xidr and Noah, and the reign (and
wealth) of Alexander,

(And) may the lustrous dome of the heavens always be inhabited by
you. (17)

May the Persian sea and strait be your special gift of honour,
So that the rewards (you give) at every dawn,
be a hundred gilded and wine-red garments. (18)

Although we are as worthless as an ant, in the royal court of your
highness,
May your eye be the eye of Solomon who saw the ant. (19)

The one who is not in your service, like a ball, without head and feet,
May he always be dispersed and vanquished by your polo mallet. (20)

May my tongue, supplicating and wishing well for the prince,
Be the object of the (Divine) secret words, like the tree on Mount
Sinai (Tar). (21)

To praise and commend you, may the breast and the heart of Mala
Always be like a sea, filled with strewn pearls. (22)

Y ou should not be absent from the threshold of the reign, even once,
Mala
So that you receive a revered command, from time to time. (23)

The gasida consists of 23 bayts and is one of two panegyric poems written by
Jazir1 in praise of a Kurdish ruler. It can be divided into four segments from a
structural and thematic point of view, as shown below. The segments consti-
tute a logical and aesthetic whole, which will be discussed below. The metre
of the poem is Ramal-i mutamman-i mahdif, which runs as follows:

- V——/-V——/-V——/-V-—
Ramal-i mutamman-i mahdif
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Segment | Bayts | Theme and/or Message

1 1-5 Good wishes for the prince; the metaphors are based
on astrological ideas, Celestial bodies are also used.
2 6-8 Supplication and prayer that the prince may be sup-

ported by God’s will. Chapters and verses of the
Qur an are used.

3 9-18 It is his hope that the prince will be like the great
kings and emperors in the history: Iranian, Greek and
Chinese. The prayers are of two sorts: material and
luxurious life, provided that they are combined with
piety and fear of God.

4 19-23 | Reflections about himself and his role in the court as
a Sufi and a poet. Hopes that everyone will obey the
prince. Wishes to be of service by praying and writ-
ing poems of praise.

There is nothing in the poetry or biography of JazirT to suggest that he was a
poet at the court of the princes of Jazira or that he had a patron during the years
he lived in that city. JazirT’s Diwan contains two panegyrics in which the poet
praises the ruler of Jazira, Prince Saraf-Xan III. The other panegyric poem was
partly discussed in chapter one, but here the two poems will also be compared
thematically and linguistically.

It is worth noting that most of the scholars who have written about and
discussed the life and time of Jazir1 (see Chapter 2) have used, in addition to
some historical evidence, a metaphor in a gazal in JazirT’s Diwan to strengthen
their discourse. The bayt that contains that metaphor is as follows:

Saf saf ma din Hindi u Zang, Jangiz-i hat Taymiir-i Lang
Xaf wan rasandin dil xadang, tasbih-i tiren Xan-Saraf (ZdJ: 352).

We saw Indians, black people (Zang), coming in rows,
We saw Changiz and Timur Lenk,

They secretly aimed their arrows that resembled

the arrows of Xan-Saraf, at our hearts.

The only fact that can be concluded from this verse is that the poet mentions
the name of a certain Xan-Saraf, who may have been a brave leader in Jazira.
In the history of the Principality of Botan there are three rulers whose names
were Saraf or Saraf-Xan, but the above-mentioned bayt does not tell us when
the praised prince Saraf lived. Better evidence can be found in Jaziri’s two
panegyrics, in which he not only mentions Xan-Saraf, but also associates his
name with the city of Jazira and its landmarks, features and peculiarities. He
records information about the City wall, which is decorated with verses from
the Qur an, that it was the capital of Botan principality, and that the Prince
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Saraf-Xan reigned in a country called Kurdistan. Moreover, he mentions the
tower that he calls Burj-a Saraf, Tower of Saraf, built by Saraf-Xan III in
1596.

Another important piece of information in this regard that settles the argu-
ment is that the two panegyrics mainly consist of wishs for the prince to be
happy, successful and victorious in conquering other cities and lands. Such
hopes are normally expressed for rulers who are still alive and in power. The
significance of JazirT’s two panegyrics lies not only in their aesthetic value,
but also in the fact that they provide conclusive evidence for understanding
his life and time.

Out of 23 bayts, the total number of the bayts of the poem, the eighteen
bayts that make up the first three segments are entirely devoted to expressing
good wishes and desires. It is only in the last five distiches (segment 4), that
the poet thinks about his role as a poet and a Sufi, and reflects on his relation-
ship with the prince. Although the mood of wishing permeates the poem as a
whole, there are differences between the poet’s wishes in the three segments
in terms of vocabulary and metaphors, or the quality and objects of the hopes.
In some cases, they concern the Prince’s happiness, in others, his success in
conquering other regions and countries. The poet consciously classifies his
wishes into three different groups according to their contents and the symbols,
terms and expressions upon which he bases the metaphors.

In the first segment, bayts 1-5, the poet makes extensive use of nouns and
adjectives related to light. He begins the gasida by addressing the prince, call-
ing him Xan-i Xanan, Lord of Lords, which is followed by six well-wishing
sentences, distributed across the five distiches. All the metaphors in the seg-
ment, except in 1b, are based upon astrological imagery, constructed mainly
of celestial bodies that are intensively used; star (1a, 2a, 3a and 5a), moon (2b)
and sun (4a). Light is the common element in all the images. Bay¢ 2 reads:

Kawkab-a sa ‘d-a saraf'tali  di név burj-a ta bit
Da tiné Z’ ¢arx-é bald Subh-é mah-é manzir-i bt

May the star of your happiness and dignity shine in your zodiac,
So that in the time of affliction you alone, will be seen as the moon.

The word nitr (light) is repeated three times, twice in the singular (1a and 4b),
and once in the plural (3b), and one more time, in a metaphorical form, mid-
day, nisf al-nahar (5b), which also denotes light and is used, in the same hem-
istich, in contrast to a dark night, Sabi-dayjir. Bayt 3 reads:

Anjum-é carx-é muhaddab har Zi dat-é ta-y sarif
Kasb-é anwar-é bikin hattd ku nafx-a sur-i bt
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May the stars of the celestial orb always receive light
From your Majesty, until the day of the blowing of the trumpet.

The expression “the day of the blowing of the trumpet” is used in Islamic
culture by people and in writings, to mean doomsday, the last day of the
world’s existence. It is thought that the angel Israfil will blow a trumpet (sir)
twice; at the first blowing, all the living people on earth and in the heavens
will die, and at the second blowing, they will be resurrected. It is also men-
tioned in the Qur 'an (XXXIX: 68): “For the trumpet shall be blown, and who-
soever is in the heavens and whosoever is on the earth shall swoon, save whom
God wills. Then it shall be blown again, and lo, they shall stand, beholding”.
Jazir1’s use of this expression is no more than a poetic exaggeration, since he
knew that the Prince would not live to see that day.

The only exception in this context is the metaphor employed in 1b, where
no word related to astrological images or light is used. The hemistich reads:

Kasti-ya baxt-é ta az ba-yé muxalif diir-i bt

May the ship of your fortune be far from a headwind.

Light and astrological imagery are not present in this hemistich, but the meta-
phor is based instead on a symbol related to physical nature, namely a ship in
the sea that may be confronted by a headwind.

In addition to the fact that the poet wishes the prince a light, bright and
radiant fortune, time, day, and life, he wants to give special attention to a sym-
bol of the city of Jazira, namely the piebald tower, Burj-a Balak, built on the
bank of the Tigris, and now a ruin. The Kurdish writer Yasin, himself a resi-
dent of Jazira, states that the tower was built in 1596 by Mir Saraf III (Yasin,
1983: 34). The name balak, piebald, derived from the Arabic ablag, is apt
because the tower was built of black basalt and gypsum.

By using the word burj in both of his panegyric gasidas, Jazir1 alludes to
two meanings at once: the tower built by the Prince Mir Saraf III, and a sign
of the zodiac that can influence a person’s life and destiny. Moreover, the poet
prefers to call the tower Burj-a Saraf, Tower of Saraf and House of Honour,
instead of Burj-a Balak, giving the name a wider meaning and a higher dig-
nity. It is also possible that the tower was indeed called Burj-a Saraf;, referring
to the tower built by Saraf, at least during the reign of Mir Saraf III.

This does not suffice for the poet in venerating the prince; he also uses
words derived from the Arabic root §rf, which is a clear reference to the name
of Saraf-Xan. The words are Saraf (2a), Sarif (3a and 4b) and Tasrif (18a).
Although there are six well-wishing sentences, in the five bayts of the seg-
ment, none of them denotes a concrete, material wish. They are imaginary
hopes that the prince will enjoy great dignity and high rank. This is also true
of the metaphor in 1b, the ship of fortune and the headwind, which, like the
other five, is no more than a fanciful and poetic expression.

264



Segment 2 is the shortest part of the poem, it is devoted to supplications
and prayers for the prince to be blessed and supported by the divine will. It
sounds as if the poet suddenly remembers that whatever he may wish for the
prince, it cannot be realized without the help and blessing of God. He therefore
devotes three bayts to praying to God and asking that the prince be saved from
misfortune and calamity and be victorious. To strengthen his prayers, he uses
verses from the Qur an that are believed to be effective in saving people from
hardship and providing them with victory. The Sizras or verses mentioned in
the three bayts and their peculiarities in that regard are as elucidated here:
Ayat al-Kursi (Verse of the Throne, II: 255) is one of the longest verses of the
Qur’an. The relevant sentences are “His Throne comprises the heavens and
the earth; the preserving of them oppresses Him not; He is the All-high, the
All-glorious”.

Sirat al-An ‘am (the Chapter of Cattle, VI) includes, according to Doski
(Mala-ye Jazir1, 2018: 111, 307) “several references to the support given by
God to the Prophet against those who showed him enmity”.

Fath (victory), Nasr (help), (CX: 1-3): “When comes the help of God, and vic-
tory [...] then proclaim the praise of thy Lord”. Both words are used in the first
sentence of the Qur ‘anic verse, which reads “Ida ja'a nasru’Allahi wa’l-fathu”.

Umm al-Kitab (mother of the book: I) is usually called al-Fatiha (opening),
since it is the first chapter of the Qur 'an according to the traditional arrangement
of chapters and verses. It does not belong to the chapters or verses that are thought
to provide safety or victory. The only sentence in this chapter that may be relevant
in the context of JazirT’s poem reads, “To Thee alone we pray for succour”.

The segment consists of five prayers, four of which are just good wishes
that the prince may be supported by God and His words, but do not represent
any tangible goal. The only prayer that can be interpreted as the poet’s real
intention is in 6b. It almost sums up all the good wishes that follow in the rest
of the poem and could be seen as the key to most of them. The hemistich says:

Bé nihdayat pur-murad u bé ‘adad mansir-i bt

May you endlessly reach at your goals,
And be victorious countless times.

It should also be emphasized that segment 2 is aesthetically the weakest and the most
“colourless” part of the poem. This is mainly due to the passive attitude of the poet, who
does not present any specific objective. There is, however, evidence of the poet’s aes-
thetic taste in the use of two similar words (almost homonyms) in one hemistich, 8b.
The juxtaposition of the words Siira (a chapter of the Qur’an) and sir (wall/fence) is

only one of many similar examples found in JazirT’s poems. The bay? says:

Xaymat-a niur-¢ ‘inayat zill-i mamdid-é ta bit
Siira-yi Umm ul-Kitab madar-é hadrat sir-i bt
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May the tent of the light of divine care be an extended shadow to you,
(and) the sura al-Fatiha be a fence around your highness.

Segment 3, unlike the previous one, is an important and well-grounded part of
the poem. It is the longest, consisting of ten bayts, 9—18, which makes it twice
as long as the first segment and also twice as long as the last segment. Being
in the middle, it constitutes a central and a discrete section of the poem, around
which the other sections are arranged to strengthen its position within the
structure as a whole. Farrin (2003: 93) emphasizes the role of the central ele-
ment in the gasida, writing, “According to the principles of ring composition,
the central element assumes primary importance in the structure; it is the star
around which planets orbit”.

The first two bayts in the segment, 9 and 10, consist of four sentences, each
expressing a good wish. Each hemistich expresses an independent idea, but all
four ideas are expressed in a language closer to ordinary everyday speech than
to a poetic panegyric. In 9a, the poet thinks that the prince is a righteous suc-
cessor to Anoushirvan and that, in 9b, he will be known for his generosity,
like Hatim. Anoushirvan was the 22"¢ Sassanid Shah, who ruled between 531—
579 CE and was known as dadgar (just or righteous) because he was a just
king. Hatim al-Ta’1 (d. 605) was a pre-Islamic Arab tribal chieftain and poet
in Arabia, known as the epitome of generosity and munificence.

In 10a, the poet defines his wish more precisely, although what he wishes
is an unrealistic and highly exaggerated. He wants Jazira to be the capital city
of the seven climes, in another words, the whole (known) world of his time.
Obviously, his wish is that the prince will be an emperor whose rule encom-
passes the whole world, with Jazira as his capital. Writing this, he has in mind
the images of great leaders and emperors like the Greek Alexander (R. 336—
323 BC) and the Chinese emperors, usually called Fagfiir. It is interesting to
note that JazirT borrows his ideals — three rulers and a tribal chieftain known
for his generosity— from four different civilizations, namely Sassanid Iran,
pre-Islamic Arabia, ancient Greece, and China. It is also noteworthy that there
are no Muslim or Kurdish leaders among them.

The next eight hayts of the segment are devoted to the poet’s hopes and
wishes for the prince to have power, wealth, luxurious enjoyment, comfort
and a happy material life. Nevertheless, his wishes are subject to conditions,
since he is concerned to remind the prince that the wine he drinks should not
be illicit. Moreover, the symbols he uses are holy symbols, such as Riil al-
Qudus (The Holy Spirit, usually interpreted as Gabriel or Jesus), Burag, Xidr
and Noah (Nh).

Bayt 12 reads as follows:

Ma di bag-é ‘ays u nosé har bi saz u arganiin
Kamran u kam-baxs u dilxwas u masrir-i bt
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May you always live fortunately, giving enjoyment, cheer and delight
In the garden of pleasure and luxury, with a saz and an organ.

Some of the editors of JizirT’s Diwan, including Zivingi, read the last word in
the first hemistich (12a) as argawan, translating or explaining it as a tree, the
fruit and flower of which are of a beautiful red colour, while some others read
it as arganiin, meaning the music instrument called the organ. I have chosen
to use arganiin instead of argawan and to translate the word as organ for three
reasons:

a. It 1is far from the poetic taste of Jaziri to use argawan there, when the
preceding word is saz, which is also a musical instrument. Moreo-
ver, the context requires that the names of musical instruments be
used together instead of combining the name of an instrument with a
tree. What is expected in the context is that a prince or a king would
grant enjoyment, cheer and delight in his garden of pleasure and lux-
ury, when, among many other arrangements, music is played.

b. Intwo of the manuscripts employed in this study, the word is
arganiin. One of the manuscripts (MS. Or. quart. 1131. SB Marburg
/ Berlin) is estimated to have been written sometime before 1872,
and the other one, on which Hartmann (Mala-y@ Jaziri, 1904) based
his edition of the Diwan, is estimated to have been written before
1900 (see chapter 2).

c. An argument against this opinion is that the musical instrument or-
gan is typically European and is generally used in churches, and
therefore it is improbable that Jazir1, or the surrounding society,
knew of this instrument. Apparently, the organ, arganiin, was known
and used in the poetry of Persian poets who lived long before Jaziri.

Rami1 (1978: 455) uses the word many times, as in this bayt:

Hi¢ kas-ra xud zi Adam ta kuniin
Kay budast avaz hamcin arganiin?

Nobody, from Adam himself, and until now,
Had such a melody as the organ.

Sheikh Abu-Sa‘id Abu’l-Xayr (967—-1049) also used it:

Az sina sada-ye arganiin mi-ayad
Va’z dida bi jay-i ask, xin mi-ayad.
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From the breast comes the sound of the organ,
And from the eyes comes blood instead of tears.

The images in the bayts 11-13 are traditional and appropriate for describing a
kingly life to which the prince has, or should have, access. A goblet like that of
Jamsid, always full of wine, a garden of pleasure and luxury, musical instruments
like the saz and the organ, and lovely boys in service are among the entertainments
the poet wishes that the prince will have. The poet places no restrictions or limi-
tations on the imagined situation, which seems familiar in the context.

In the distich that follows, the mood changes. The poet adds a tinge of piety
to his discourse, reminding his prince that he may enjoy whatever he desires
in the garden of pleasure and luxury, provided that it does not exceed the limits
of religious restrictions. Bayt 14 consists of two statements as follows:

Hindaki roz u sav-in ték id u Laylu’l-Qadr-i bin
Jam mudam pur bada bit, le naz may-a angiir-i bit

May all (your) days and nights be afeast and a Night of Power,
The goblet will continually be full of wine, but not the wine of grapes.

He wishes (14a) that the prince may be in feast all his life (all days and nights),
which should be like the Night of Power (Laylat al-Qadr), which is a religious
occasion on one of the last nights of the fasting month (Ramadan) and is cele-
brated by praying, eating, drinking and listening to religious melodies and hymn
until dawn. He also wishes (14b) that the prince’s goblet will always be full of
wine, provided that the wine is not made of grapes, which is illicit according to
Islamic principles. According to Doski’s interpretation, (Mala-y€ Jazirt, 2018,
IV: 311) the poet is referring to the wine of love.

This bayt is indeed a transitional part between two units of verses, each
consisting of three bayts, 11-13 and 15—17. The mood of the unit that precedes
this transitional bayt is one of pleasure and luxury, as already explained, and
no restrictions are mentioned, whereas the mood of the following unit is quite
religious and constructed of religious symbols and signs. JazirT wishes for the
prince to be like the Holy Spirit (Rith al-qudus), his horse to be like the Burag
(which, according to Islamic mythological tradition, is a creature that trans-
ported the Prophet Muhammad to heaven, but is not mentioned in the Qur an).
The poet also wishes that the prince may live eternally like Xidr, or at least
have a long life like Noah, and rule many parts of the world like Alexander
(Du’l-Qarnayn).

Alexander the Greek who is also known as Du’l-Qarnayn, meaning “Bi-
corneous”, is different from the other symbols in that he is not directly related
to any religion. Nevertheless, The Qur’an, devotes 17 verses (XVIII: 83-99)
to telling his story. Jaziri is precise in composing his two different wishes in
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one hemistich (17a) and one sentence, and in using an apropos verb that can
bring them together:

Ma ta ‘umr-é Xidr u Nith u mulk-& Du’l-Qarnayn bitin

May you have the longevity of Xidr and Noah
And the reign (and wealth) of Alexander.

The verb bitin is a present subjunctive derived from the copula verb bin (to
be), and when used with a personal pronoun, it means “to belong to, to have”.
In 17a, the poet combines the longevity of Xidr and Noah and the power and
wealth of Alexander, as things to be possessed by the prince. He also uses the
Arabic word mulk, which denotes both power/reign and wealth/possession.

At the end of the segment, the poet returns once more to his good wishes
and desires that the prince may be victorious in conquering regions and coun-
tries. In 18a, he mentions the Persian Sea and Strait. Obviously, what inspired
him to express this idea is the mention of Alexander (whom he calls Du /-
Qarnayn), whose name is used in the first hemistich, 17a, in the previous bayt.

Segment 3, as mentioned above, is the longest and most significant segment
in the poem. It consists of five sub-divisions, which are coherent and firmly
connected to each other. The following diagram can clarify this structural as-
pect of the segment:

Bayts | The crux of the wishes symbols, images & messages
9-10 Power: ruling, conquer- | Anoushirvan, Hatim, Alexander,
ing, wealth Fagfir, justice, generosity
Ll
11-13 | Material life, luxury, | Jamsid’s goblet, enjoyment, music,
pleasure making others happy
Jld
14 transitional Feast, Laylat al-Qadr, licit pleasure,
piety
Ll
15-17 | Sacred religious names, | The Holy Spirit, Burag, Xidr, Noah,
long life but also Alexander
I
18 Power, conquest, wealth | Persian Sea & Strait, give hundreds
of rewards

The segment consisting of ten bayts is the largest segment in the poem, and
accordingly it is more likely that the poet used the “circular structure” or “ring
composition” technique in the segment itself, in addition to using it in the
poem as a whole. Thematically, we see resemblance between the first and fifth
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units or sub-divisions. In the first unit (bayts 9-10) the objects of the wishes
are power, conquest and wealth, which is also the case in the fifth unit (bayt
18). Another similarity is between the first and the fourth (bayts 15-17) units.
Both mention the Macedonian Greek emperor Alexander (Du’l-Qarnayn),
who is associated with power, wealth and rule.

The last segment, number four, is the most beautiful and sincere part of the
poem from a linguistic and poetic point of view. This applies to the language
and the emotional expressions of the genuine feelings with which the poet de-
clares his loyalty and sincerity to the prince. The three preceding segments con-
tain several well-wishing phrases, hopes and wishes that the prince, like the
greatest kings and emperors, may conquer the whole (known) world, that his
capital city of Jazira may be the capital of the seven climes, and that he may be
wealthy and generous. Segment 4, however, is devoted to the gentle feelings of
the poet, his sincere humility, and his tender attitude towards the prince.

The language and the metaphors in the previous segments are of two kinds:
One that describes what is expected of or wished for a powerful ruler: to con-
quer, to be victorious in his wars, and to do what great kings and emperors
have done in the past. The other is devoted to describing the luxurious life a
king can or should have, but also justice and generosity. That language, ideas,
and vocabulary, whether harsh or gentle, deal with and belong to power and
those who have power. The metaphors are closer to those of a historical text
or sacred book than to poetry. The language in segment 4 is tender, pleasant
and modest. It is the language of poets and Sufis.

Jazir1 begins the segment with a metaphor based on a widely known story
about Solomon (Sulayman) and an ant. The story is recorded in the Qur’an
(XXVII: 18) and says: “When they came on the Valley of Ants, an ant said,
‘ Ants, enter your dwelling-places, lest Solomon and his hosts crush you, being
unaware!” The poet sees himself as an ant in the court of the prince, small,
weak and powerless, but he expects the prince to be kind and tender hearted
like Sulayman. It is expected that just and great kings are those who see not
only the great things and persons, but also the small ones.

Being sincere and loyal to the prince, the poet (bayt 22) wishes that his
breast and heart, symbols of parts of the human body where the feelings are
thought to be, will be like a sea full of strewn pearls, a symbol of beautiful
words, to praise and commend the prince. Lastly, (bayt 23), the poet wants to
be always in the service of the prince, so that from time to time he gets a
command. The metaphor contains a covert communicative message that must
be interpreted by the reader.

Although he does not want to be absent from the princely court at all, the
poet expects to receive a command from the prince only occasionally, which
is too rarely. Receiving a command from the prince is a great honour for a
servant, and it does not happen often. For this reason he does not want to be
absent from the princely court at all, lest he miss the chance of being ordered
to perform a service for the prince. The reason why his opportunities to get a
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command are rare is that he is not the only servant in the court. There are many
of them, and he is only one of a large number of servants.

Returning to bayt 20, we understand how much importance the poet at-
taches to being in the prince’s service. JazirT writes:

'E na wak go-y bé sar i pa bit di band-a xidmatée
Ma di cogan-a ta har parkanda (w)u maghiir bt

The one who is not in your service, like a ball, without feet and hands,
May he always be dispersed and vanquished by your polo mallet. (20)

A real and genuine servant, as Jazir sees the question, must be like a ball
without feet and hands (go-y bé sar i pa), by which he means that the person
must give up his will and surrender himself to the will of the prince. Classical
Persian poets used the metaphor in a Sufi context, and JazirT seems to have
inherited it from them.

In other cases, he simply addresses the prince as you (fu: 2™ person singu-
lar, direct case, which occurs twice, and ta: 2" person singular, oblique case,
which occurs sixteen times). The poet, despite all the veneration he expresses
for the prince, does not use the plural form of the pronoun (4in or wa), which
functions as pluralis majestatis in some languages where it is used instead of
the second singular “you” and the first singular “I”.

In this part of the poem, JazirT has a noticable presence. This comes after
18 bayts (segments 1-3) in which the prince is referred to intensively, but the
poet is completely absent. He does not even use the pronouns “I, me or mine”
to emphasize himself.

In bayt 19, he uses the copula verb “in” “we are”, apparently to point out
that he is one of the servants in the princely court. In bayt 21, he employs the
first singular pronoun “min” “I,” which makes him more visible in the picture.
In the last two bayts, his presence is strongly confirmed by the use of his pen
name Mala twice.

There is a similarity in structure, a sort of symmetrical agreement, between
segments 1 and 4, in that they consist of five bayts each. Another common
feature is that in the first segment, 1a, the poet addresses the prince as Lord of
Lords (Xan-i Xanan) and in the fourth segment, 21a, he once more calls him
Lord (Xan), although here he does not address him directly, but mentions him
in the context of one of his wishes.

Thematically and linguistically, the two segments 1 and 4 make up a ring
composition within the gasida as an artistic unity. In segment 1, which con-
sists of five bayts, all the metaphors except the one in 1b are based on astro-
logical concepts and celestial bodies, which are usually considered to be enor-
mous or even unlimited. These phenomena are usually associated with the sky
or the heavens and have always been the subject of thousands of mysterious
thoughts and questions by humankind.
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In segment 4, JazirT presents an antithesis in his metaphors, shifting the
dimensions of his thoughts from the heavens to the earth and choosing ele-
ments that are easily grasped by the reader. In bayt 19, the first bayt of the
segment, he chooses a very small creature as the core of an allegory, namely
the ant. The other metaphors are also related to natural and earthly concepts
and phenomena. He does not promise anything beyond his own capacity as a
poet, nor does he take refuge in other worlds or heavens. The most he wants
to do for the sake of the prince is to praise him with the pearls of his words
and to be present at the court in order to have the honour of receiving a com-
mand from the prince.

Qasida 2: King of Kings (Q2)
In Kurdish (transcribed)

1. Ay Sahinsah-é mu ‘azzam Haq nigahdar-é ta bt
Sura-yé Inna fatahna dor u madar-é ta br

2. Har kanare péva wargert ‘inan-é himmaté
Zuhra bt payk-é ta (w)u Kaywan rikébdar-é ta bt

3. Da’ima manzilgah-a siir-a ta bit burj-a Saraf
Tali*-é farxunda (w)ii baxt-é sa id yar-é ta bt

4. Sab ‘a-yé sayyara (w)i nah carx-i sargardan bi vé
Gardis i dawr-é ‘ajab dar xidmat u kar-é ta br

5. Mahitab-a dawlat-é yak purtawak Sam *-a ta bit
Afitab-a raf até barqak %i anwar-é ta bt

6. Lami‘-é fath-a Azal bargé zi bar taj-é ta dit
Kawkab-a sa ‘d-a Abad najmak zi sayyar-é ta bt

7. Barg-é subbuhi ku israqé li sad janan didit
Aw ku kasf-a dil dikit ramzak zZi asrar-é ta bt

8. Rayat-a fathé zi nasr-a ta ku har mansir-i bi
Sahsuwar-é farr-i subhani ‘alamdar-é ta bt

9. Nay tiné Tabriz u Kurdistan libar hukm-é ta bin
Sad weki sah-é Xurasané di farwar-é ta bt

10. Garci dar “iqlim-i rabi‘ hati taxt-é saltanat
Padisah-e hafi-i “igliman salamkar-é ta bt
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11. Ciman-a sultaniyé yak lalayak bag-é ta bit
Gulsan-d xaqaniyé xarak zi gulzar-é ta br

12. °E zi amr-é ta-y mukarram sarkasr kit Subh-i Sam
Bar sar-é tig-é ta (w)u magqtiil-i mitkar-e ta br

13. Sahibaz arcand-i parwaz-é bi bala bét u rat
Dé di nev tor-a ta bit il sayd-i Sunqar-é ta bt

14. Sah-i pur haybat didirit Ié bi sahm-é zédayt
Sa ‘at-a gaflat xuya bt kiiz di bin bar-é ta br

15. Har sarée dawlat habit dée har di név band-a ta bit
Har kasé ‘aqil bitin dé har di cokar-é ta bt

16. °E divét azada bit dé cahvinér lutf-a ta bit
Hardci istigna di dil bar minnat i par-é ta bi

17. Har kasé qastak di dil, dé qast-é dargah-é ta kit
'E di xatir arju kit dé har rijakar-é ta bt

18. E na dawlat-x"ah-i hazrat bit Zi név-a can u dil
Subhat-é ahl-é Saqa bar qahr u azar-é ta br

19. Ma bi ‘ays i nos u Sahi aw qadar ‘umr-é ta bit
Candaki salik mujaddad bit u bézar-é ta bt

20. Harkasé na z jan du ‘agoy i tana-x"an-e ta bit
Girti-yeé qayd-a ta (w)it amanj-i nitbar-é ta bt

21. Madrak-é ‘ilm-é damiri Sammayak wasf-a ta hat
Warna kay ‘alim bi $a’n-é gadr u migdar-é ta br

22. Qast u dax"az-a Malé da’im Zi jan i dil ava
Har di band-a xizmate, pésdast-i didar-é ta bi (ZdJ: 652—660)

In English translation:

0, glorious King of Kings! May God be your protector,
The Siira of Inna Fatahna be around you! (1)

To whichever side you turn the reins of zeal,
May Venus be your courier and Saturn your groom! (2)
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May the House of honour always be the station of your feast,
A fortunate horoscope and good luck be your friends! (3)

May the bewildering seven planets and nine skies,
With such astonishing revolution, be in your service! (4)

May the moonlight of power be a single ray of your candle,
The sun of eminence a single flash of your light! (5)

May the brightness of eternal victory illuminate your crown,
The star of eternal prosperity be one of your planets! (6)

The Divine lightning that illuminates hundreds of souls,
And reveals hearts, may it be a sign of your secrets! (7)

The conquest banner of your victory has always been unfurled,
May the knight of divine radiance be your standard bearer! (8)

May not only Tabriz and Kurdistan be under your rule,
But also hundreds like the Shah of Xurasan be in your guesthouse! (9)

Though you ascended the throne of the sultanate in the fourth clime,
May the kings of the seven climes salute you! (10)

May the Sultan’s meadow be a single tulip in your orchard,
The Khagan’s rose bed be a thorn in your flower garden! (11)

Whoever disobeys your revered command, may he be like a candle,
Before your sword and your hair-splitting [edge]! (12)

However high the royal falcon soars, coming and going,
It will still fall into your net and be the prey of your eagle! (13)

A king [who] has great awe, but is beyond his share,
May he suddenly appear and be bent under your burden! (14)

Whoever is prosperous should be in your chains,
Anyone who is intelligent must put himself in your service! (15)

Anyone who wants to be free should expect your kindness,
May whoever considers himself independent be in need of your
favour and grace. (16)

Whoever has a wish in his heart should seek your court,
He who has a request in mind should be your supplicant! (17)



Anyone, who is not a well-wisher of [your]| Excellency
from the bottom of his heart,
May he, like the damned, be under your subjection and punishment!

(18)

May you live in joy, pleasure and happiness,
For as long as a year can renew and relieve you! (19)

Anyone who does not praise and pray for you wholeheartedly,
May he be a captive in your chains and a target for your arrow! (20)

To the heart’s perceptive knowledge, a hint of your attributes came,
Otherwise, who could be aware of your worth and power! (21)

The intention and desire of Mala from the bottom
of the soul and heart is always this:
To be in the chains of your service, in your sight! (22)

This gasida (Q2) has already been presented and analysed in detail in Chapter 1,
and therefore it will only be presented here in the context of a comparison with
the other panegyric gasida (Q1).

Jazirl’s Two panegyric Poems: A Brief Comparison

As was mentioned earlier, JazirT wrote only two panegyric poems, both dedi-
cated to the Kurdish prince Saraf-Xan III, who ruled in the city of Jazira, the
capital city of Botan Principality. Reading the two poems, one gets the im-
pression that there are many similarities between them in their structure,
theme, language and metaphors.

Taking into account all the similarities in various aspects of the two poems,
one inevitably concludes that these two poems were originally one and the
same poem, which the poet reworked artistically, and as a result a new poem
emerged. | have discussed this issue in part in an article about the Kurdish
qasida (Shakely, 1996: 334) saying “The striking similarities between these
two poems make it seem certain that they were written within a very short
time-span. These similarities include metaphors, the manner in which the
prince is addressed and the rhythm.” What follows is an attempt to expand on
the idea and present further evidence that may enrich the discussion.

To facilitate the comparison of the two poems, the gasida presented earlier
in this chapter, Lord of Lords, will be referred to as Q1 and the other gasida,
which was presented in chapter one, King of Kings, as Q2.

Presumably, JazirT wrote Q1 first, but later changed his mind and wrote Q2,
which is mainly based on Q1. He developed and significantly changed Q1, but
he also preserved its form and a number of its metaphors and well-wishing
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phrases. The reason why he wrote a new poem may have been his dissatisfac-
tion with some of the aesthetic and linguistic aspects of Q1. A genuine poet
obviously has the ambition to improve the aesthetic and linguistic elements in
his texts and to produce, an ideal poem according to his artistic standards.
Below is a comparison between the two poems:

1. QI consists of 23 bayts, whereas Q2 consists of 22 bayts. The metre in
both poems is Ramal-i Mutamman-i Mahdiif, which runs as follows:
—V——/=-V——/=-V——/-V—

and the thyme in Q1 is — @ followed by the radif “bi”. In Q2 the rhyme
is -ar-¢é ta, also followed by the radif “bi”, which is an assimilated form
of the present subjunctive form derived from the infinitive bizn, meaning,
“To be, to become”.

2. QI begins by addressing the prince as Lord of Lords (Xan-i Xanan), while
Q2 begins by addressing the prince as O, glorious King of Kings! (4y
Sahinsah-& mu ‘azzam!). The use of the vocative particle “ay” at the be-
ginning of Q2 is a clear sign that JazirT wants to use a familiar language
of address, with which he has established grounds of equality and famili-
arity with his prince. In Q1, however, the language used to address the
prince is formal.

3. In Ql, 7a, the poet writes:

Har kanaré wargarini péva ‘azm u himmateé

To whichever side you turn (the reins of) determination and zeal,
And in Q2: 2a, he uses the same metaphor, saying:

Har kanaré péva wargéri ‘inan-é himmaté

To whichever side you turn the reins of zeal

The idea behind the metaphor is the same in both cases, and the words are
nearly the same, The exception being that the word ‘azm (zeal) in Q1: 7a, is
omitted in Q2: 2a, and replaced by the word ‘inan (rein). By making this
change, JazirT not only makes the distich more beautiful and eloquent, but he
also corrects a poetic and linguistic mistake that a great poet like Jaziri should
not make. In Q1: 7a, he does not use the word ‘inan (rein), and a literal trans-
lation of the hemistich 7a would be “To whichever side you turn determination
and zeal,” which is logically incorrect, since both determination and zeal are
only abstract nouns. One cannot direct or command abstract nouns to go any-
where. In Q2: 2a, the use of the word 7nan (rein) gives the metaphor a logical
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sense. The prince can direct the reins of zeal to whichever side he wants. In
the second version, zeal is depicted as a horse that the prince rides and directs.

4. The tower of honour or the house of honour “burj-a Saraf” is a central
term in both poems, and the poet is concerned to highlight it in a way that
combines the name of the tower built by the prince with a sign of the zo-
diac. In Q1: 2a, Jazir1 writes:

Kawkab-a sa ‘d-a Saraf tali * di név burj-a ta bit

May the star of your happiness and dignity shine in your zo-
diac/tower.

“burj-a ta” is your tower, which is obviously not as brilliant as attributing it to the
prince and using his name. In Q2: 3a, he modifies the hemistich in this way:

Da’ima manzilgah-a sir-d ta bit Burj-a Saraf
May the house of honour/Saraf always be the station of your feast.

5. In Ql, Jazir alludes four times to Qur’anic Siras and verses, as explained
above. In Q2, he reduces them to only two, namely the first verse of the Siira
of victory (Sitrat al-Fath, XLVIII: 1) which says: “Surely We have given thee
a manifest victory”. This is mentioned in 1b, in the second gasida:

Sura-yi (Innd fatahna) dor u madar-é ta bt
May the Siira of “We have given you victory” surround you

The second time is in 8a, where he alludes to the Sira of help (Sirat al-Nasr,
CX: 1-3):

Rayat-a fathe Zi nasr-a ta ku har mansir bi

The conquest banner of your victory has always been unfurled
These verses are also used in Q1: 7b. The metaphor in both hemistiches are
almost the same, but in Q1: 7b, he wishes that “the banner of victory may
always be raised”, whereas, in Q2: 8a, he emphasizes that “the banner has
always been unfurled” which has a greater impact in the context of praising
the prince.
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6. In Q1: 10, JazirT wishes that Jazira, the capital city of the Botan or Jazira
Principality, would be the capital of the seven climes and that the prince
would rule like Alexander and the Chinese Emperor:

Ma Jazivé Subhi dar-é taxt-i haft “iglim-i bit
Ham bi hukm i saltanat Askandar i Fagfiir-i bt

May Jazira be the capital of the seven Climes,
And by your command and power you will be Alexander and
the Chinese Emperor.

This wish is obviously no more than a poetic and unrealistic dream, since rul-
ing the seven climes was impossible even for the most powerful kings and
emperors of the time. In Q2, JazirT develops and modifies the idea. If in Q1:
10, he wishes for his prince to be “like” Alexander and the Chinese emperor,
while in Q2: 9-10, his hopes are almost the same, but he expresses them in a
more literary and aesthetic language:

Nay tiné Tabriz u Kurdistan libar hukm-é ta bin
Sad weki sah-é Xurasane di farwar-é ta bt

Garci dar “iqlim-i rabi * hati taxt-¢é saltanat
Padisah-e hafti "igliman salamkar-é ta bt

May not only 7Tabriz and Kurdistan be under your rule,
But also hundreds like the Shah of Xurasan be in your guesthouse!

Though you ascended the throne of the sultanate in the fourth clime,
May the kings of the seven climes salute you!

7. Jazirt devotes the last five bayts of the first panegyric, Q1: 19-23, to him-
self and his position as a poet and a Sufi within the framework or hierarchy
of the state, headed by the Prince of Jazira. Jazir1 is in the court, but he
describes himself as being as small as an ant. He devotes the whole seg-
ment, five bayts, to declaring his loyalty to the prince.

In Q2, however, he devotes only one bayt, 22, to expressing his desire to
be in the service of the prince:

Qast u dax"az-a Malé da’im zi jan 0 dil av-a
Har di band-a xizmateé, pesdast-i didar-é ta br
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The Mald’s intention and desire from the bottom of his soul and heart is
always
To be in the chains of your service, to be in your sight! (22)

The reduction in the number of bayts devoted to demonstrating his service in
Q2, should not be interpreted as a sign of JazirT’s reduced loyalty towards the
prince. Rather it seems to indicate his desire to stress his integrity as a Sufi
and a poet. The poet begins his poem by addressing the prince as “Sahinsah”,
King of Kings:

Ay Sahinsah-é mu ‘azzam Haq nigahdar-é ta bt
0, glorious King of Kings! May God be your protector.

The only pronoun used throughout the poem to address the prince is ta (2™
singular, oblique case), which is used forty times. The reason why this pro-
noun is used so often is that it constitutes a part of the rhyme (gafiya) of the
poem, which is (-ar-¢é ta). It is therefore used 23 times as a rhyme word and
17 times in other places.

The use of metaphors based upon celestial bodies or Qur ‘anic Siras and
verses is also one of the similar aspects in the two poems.

The conclusion one comes to after comparing between Jaziri’s two pane-
gyric poems is that the poet was well aware of the importance of using the
proper word or term that would enhance his texts. There may be various rea-
sons why he modified and changed his first text, Q1, but there can be no doubt
that the poet’s aesthetic, structural, thematic and linguistic standards are at the
forefront of these reasons.

Qasida 3: By mistake
In Kurdish (transcribed)

1. May nanosi Séx-i San ‘ané galat
Aw nacii név Armanistané galat

2. Mitl-i Musa wi tajalla-ya ta dv
'E tu di kané xata, hané galat?

3. Wi nadi bazn-a ta (w)i dayé qiyas
Hikmate law citya burhané galat

4. Satwat-a Laylé yaqin Majniin tapand
Warna Qays nakat biyabané galat
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10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

Wak Nisani naqs u nisanak ta di
'E ku niSanak ta di kané galat?
Az gihdam av-a hayaté xaf zi dil
Xudr-i vaji citya haywané galat
Sahnisinén nazikan dayi * makin
Dd nabini dil bi vé xané galat
Allah Allah carx u dolab-é dine
Nugta qat nakit di dawrané galat

Ritiz u Sab har sayr-é didar-a ta tén
Nakirin aw dawr u sayrané galat

Hiin nabén massatayeé xaf daniya
Ham-giran kir xal u nisané galat

Dé bi sar jan-e ma, murwat, dama’éx
Biskuwén band-a giribané galat

Sar nabt bar kufr-i zulfe, ‘aqibat

Az ditirsim 1é Zi imané galat
Pahni-ya vé carx u dolab-é diné

Nisbat-a arbab-i ‘irfané galat

Nusxa-yé ‘alam hami ‘inwanaka
Nugtayak nabit di ‘inwané galat

Qulzum @ bayén muxalif té purin
Da nakalsén dar-i sukkane galat

Da bizani pahlawant, miiyakt
Dast nadr lillahi mizané galat

We di dasté min gul-a gas, pur xunav
Hayfi bulbul c¢ii gulistané galat

Heézi sahw-a xamayé bii, warna min
Av galat nakir di diwané galat

Wwe lisar bazn-a ta av saywan vada
Warna nada roz-i saywané galat



20. Gah dil ii gah jan dibin Turkén ta tén
Nakirin yagmda (w)u talané galat

21. Masrab-é Turkan Furat it Nil-i kir
Tasna-lab ci tarfi ‘Ummané galat

22. Pir-i hikmat-bin li wifg-a masraban
Kas nadi may rehta finjané galat

23. Rasta yak qaniin sarasar nina té
Xwahri (y)ii pecen parisané galat
24. Pak-i tab ‘i quwwatak mawziin divet

Da nadit san ‘at bi idmané galat

25. Mardumen cahven Malé ‘aks-a xwa di
Wak Nisani ma li nisané galat. (ZdJ: 327-339)

fa‘ilatun/ fa ilatun/ fa ilun

—-V——/—=V——/—Vv—

Ramal-i musaddas-i mahdif (magsir)
In English translation

A

The San‘ani Sheikh did not drink wine by mistake,
He did not go to Armenia by mistake; (1)

Like Moses, he saw Your manifestation,
What is the sin of the one who saw You, what is his mistake? (2)

Anyone who has not seen Your stature but uses analogy to under-
stand it
Has lost his wisdom because of this — a proof of his mistake. (3)

It was certainly Layla's power that caused the Majniin to collapse,
Otherwise, Qays would not have wandered arround in the desert by

mistake. (4)

Like Nisani, he saw a picture and a sign of You
Did he who saw a sign of You make a mistake? (5)

I reached the water of life secretly in my heart,
While Xidr came to the water of immortality by mistake. (6)

281



282

B

Do not lose the regal balconies of the elegant
Lest you accidentally find your heart in this caravanserai. (7)

C

O God, how wonderful! The celestial sphere of the world,
Does not make a mistake in its revolving even by a point. (8)

Day and night always, come to behold Your sight
In their revolving and turning, they make no mistake. (9)

D

Do not say that the bride’s dresser secretly arranged it,
Associating the mole and the mark by mistake. (10)

Be generous to our souls, do not fasten
The buttons of the collar by mistake. (11)

If you do not at last bow your head before the pagan splendour of
the curl,
I fear that your faith is in error and mistaken. (12)

The width of the celestial sphere of the world
According to the masters of gnosis, is a mistake. (13)

All the books in the world have just one title;
There cannot be a single dot in the title by mistake. (14)

The sea and its headwinds are abundant
Take care that the wood of the rudder does not crack by mistake.

(15)

You should know that you are a tightrope walker
For God’s sake, do not move the balance by a hair’s breadth by mis-
take. (16)

The fresh rose full of dew is in my hand;
What a pity the nightingale went to the rose garden by mistake. (17)

This was, after all, a mistake of the pen, otherwise
I would not have included this ‘mistake’ in the diwan by mistake. (18)



The sun has opened this shadow over your stature,
For it would not have opened a shadow by mistake. (19)

When the Turks come, sometimes they steal one’s heart, sometimes
one’s soul;
They do not seize spoils or plunder by mistake. (20)

The Euphrates and the Nile were the Turks’ drinking places;
The thirsty went towards the Indian Ocean by mistake. (21)

The wise elder, who knows various tastes,
Has not been seen by anyone pouring wine into cups by mistake. (22)

It is true that no all-embracing law exists;
The meanness and disobedience of perplexity is a mistake. (23)

A pure nature and a balanced strength are required,
Lest by addiction the art makes a mistake. (24)

The pupil of Mala’s eye saw its own image;
As for the true object of vision, it was, like Nisani, a mistake! (25)

The gasida consists of 25 bayts. This is one of JazirT's poems that can be de-
scribed as “theoretical” poems, in the sense that he devotes an entire poem to
discussing an issue that is an important part of his system ofthought, which is
Sufism. Actually, the poet does not discuss the subject, but he presents proofs
and evidence to support a statement that he already treats as a reality in the
first hemistich of the first bayt. Structurally and thematically, the poem can be
divided into four segments as follows:

A (bayts 1-6): The addressee is God. The poet presents a theoretical statement
that dominates the whole poem.

B (bayt 7): The addressee is the reader or the listener. The start of a series of
arguments.

C (bayts 8-9): The addressee is God. A new argument is presented.

D (bayts 10-25): The addressee is the reader or the listener. Several arguments
are presented. The poet indirectly refers to his own experience.
Segment A

The poem begins with a statement based on the story of the Sheikh of San‘an.

It is a widely known account in Islamic culture, narrated by “Attar in his book
Mantiq al-Tayr (The language of the birds). The Kurdish poet Faqi-ye Tayran
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also devoted a long poem to the same story. Ahmad-& Xani refers to the story
in his epos Mam u Zin.

The main idea of in the poem is that nothing in human life and nothing in
the universe happens by mistake. Everything is planned and already decided
by God. There are many phenomena and events for which people have no
explanation, and some of them outwardly appear to be contradictory. The idea
is repeated in the poem from the beginning to the end, and therefore the main
rhyme is galat (mistake), which is presented to explain or justify the statement
to which each bayt is devoted. It seems to originate from the Qur’anic verse
(IX: 51): “Say: Naught shall visit us but what God has prescribed for us; He is
our Protector; in God let the believers put all their trust.’

There is another idea in the poem, also familiar to Sufis, namely that majazi
(metaphorical or earthly) love is a step towards Hagigi (Real) love. This is not
completely dominant, however. It is used in some of the bayrs.

The segment consists of six bayts (1-6) and two subdivisions of three bayts
(I, 1-3 and II, 4-6) each. In the first bayt of each subdivision, a statement is
presented; the San‘ant Sheikh did not drink wine by mistake and Layla's power
caused Majniin to collapse. In both cases the addressee is not identified, but
in the bayts that follow, each statement (2 and 5), which also contain a state-
ment, it becomes clear that the addressee is God. The poet points to Him and
asserts that the persons in the statements, the Sheikh of San‘an, Moses,
Majniin and Jazirm himself, were not mistaken, since they saw Your manifes-
tation or a sign of You. The two subdivisions are quite similar in their struc-
ture, arrangement, and the words used in them. This can be shown as follows:

Subdivision I

la: The Sheikh of San‘an did not drink wine by mistake
1b: He did not go to Armenia by mistake

2a: Like (mitl-&€) Moses, he saw Your manifestation

2b: What is the mistake of the one who saw You?

3a-b: An independent bayt

Subdivision II

4a: Layla's power, caused Majniin to collapse

4b: He did not go to the desert by mistake

Sa: Like (wak) Nisani, he saw a picture and a sign of You
S5b: What is the mistake of one who has seen a sign of You?
6a-b: An independent bay?

The similarity between the two subdivisions is striking in many respects, but
it is also significant that the poet is quite aware of the peculiarities of the two
examples presented in the bayts 1 and 2 of subdivision I and bayts 4 and 5 of
subdivision II. In the first bayt of Subdivision I, the San‘ani Sheikh is pre-
sented and his mistakes are confirmed; he drank wine and went to Armenia,
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which was the starting point of his committing many mistakes. The poet de-
fends the Sheikh and justifies his mistakes by comparing him to (like: mit/)
Moses who saw the manifestation of God.

The second subdivision is devoted to Majniin (the madman whose real
name was Qays), who collapsed from Layla’s power, which was love, and
wandered about in the desert. The difference between the San‘ani Sheikh and
Majnin is that Majnin did not make a mistake. The poet compares him to
(like: wak) Nisant, i.e. the poet JazirT himself. He tells us indirectly that he
also collapsed from the power of love, when he saw an image and a sign of
God. He openly indicates that he reached the reality in the heart that was the
result of seeing an image and a sign of God.

Artistically, segment B does not add too much value to the poem. It does
not even serve as a transitional bay? to prepare the reader for the large number
of similar statements that make up the theme of the following eighteen bayts.

Segment C could indeed be a part of segment D and serve as an introduction
to it. The only reason why it is regarded as an independent part is that the
addressee there is God, according to the first hemistich of the ninth bayrt,
which reads:

Day and night always, come to behold Your sight

At the beginning of this segment, the central thought of the gasida is presented
clearly and in a simple language, that does not need any explanation:

O God, how wonderful! The celestial sphere of the world,
Does not make a mistake in its revolving even by a point, (8)

In segment D, JaziiT gathers several statements couched in poetic metaphors
that vary greatly in beauty, logical strength and eloquence. The statements are
almost identical in defining and affirming the central thought of the gasida;
things and events are already planned and decided by God and nothing hap-
pens by accident, although it sometimes happens that some phenomena seem
outwardly inconsistent.

However, there are inequalities and divergences in the illustration and presen-
tation of the statements. As a reader, I think the two most beautiful bayts in

segment D are the following:

All the books in the world have just one title;
There cannot be a single dot in the title by mistake (14)

The wise elder, who knows various tastes,
Has not been seen by anyone pouring wine into cups by mistake. (22)
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In the first bayt, “book” is a symbol of knowledge and sciences. All branches
of science and knowledge in the world are the same thing, have the same title,
and bear the same message. It is impossible to find a single point that can be
wrong in these sciences. Every science and every piece of knowledge repre-
sents the One Reality that is God. This is an expression of the principle of
Wahda and Katra “The One and the Many”, which Affifi (1979: 10) explains
as follows:

The Reality we view from two different angles, now calling it Hagq (the
Real) when we regard it as the Essence of all phenomena; and now Khalg
when we regard it as the phenomena manifesting that Essence. Haqg and
Khalg: Reality and Appearance; the One and the Many are only names for two
subjective aspects of One reality; it is a real unity but empirical diversity.

The wise elder, in the second bayt, is “the spiritual guide” who brings up,
teaches and instructs his disciples and novices, and the wine he pours in their
cups is The Divine Love or the Ma rifa (gnosis) he imparts to them. He knows
his disciples very well and is clearly aware of their capacities, capabilities and
tastes. He pours different amounts of wine in their cups. Outwardly this seems
unfair, but the poet tells us, “The wise elder has not been seen by anyone pour-
ing wine into the cups by mistake.”

Given the similarity of most of the metaphors, which derive from a single
principle to which the gasida is entirely devoted, the poem could be described
as monothematic and monostructural.

6.5. A Horizontal Reading of Jaziri’s Poetry (Selected
Bayts)

The focus of this part of the chapter will also be on aesthetic aspects of Jazir’s
poetry, although the texts will be read from a horizontal point of view. In the
previous pages, six poems, three gazals and three qasidas, were mainly discussed
and analysed structurally and thematically, and to some extent linguistically. The
reading was from a vertical perspective, by which I mean that each poem was
read and analysed from beginning to end. The poem was discussed as a unified
structure and as an independent entity. Different aesthetic aspects in the poems
were seen as contributing sections that constructed and strengthened the cohesion
of the poem. These aesthetic aspects are indispensable parts, without which the
artistic unity of the poem would be imperfect and even harmed.

Apparently, many poets in different cultures and languages have used an
artistic device called ‘ring composition” which manifests the unity of the text,
often a poem, by the means of symmetry. The symmetrical aspects, be they
similarities in language, structure or theme, can be observed at the beginning
and the end of a poem, or even in one of its segments. Jaziri, as described
earlier, was aware of the ring composition as an artistic scheme and used it in
most of his poems, whether they were gasidas or gazals.
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Reading a selected bayt or selected bayts horizontally implies dealing with
entities that are separate from, and therefore smaller than, a gazal or a gasida.
This does not mean that these fragments are less important or devoid of aes-
thetic qualities. On the contrary, in many cases, the artistic value of a single
bayt can be better deciphered and perceived when it is taken out of the context
of an average poem. It is almost impossible to think that all the verses of a
poem are beautiful and possess admirable aesthetic qualities.

It may not be relevant to speak of the scheme of ring composition in a single
bayt or a few bayts that are detached from a poem, in which the device of ring
composition has a great artistic significance. However, the other standards
discussed in the context of the vertical reading of the poems will also be used,
in this reading.

In addition to the artistic standards used in the analysis of the poems, there
is another dimension in these bayts that gives them further beauty and
strength, namely the ideas that express the Sufi thought of the poet. There are
certainly similar expressions in most of the poems, but what makes the differ-
ence is that in many gazals and gasidas, such expressions are spread over more
than one single bayt, whereas in some of the examples chosen in this part they
are concentrated in one bayt. A striking example in this regard is the use of
paradoxical thoughts in the metaphor. It often happens that the reader expects
to read a sentence that is logically consistent with the previous one, but the
poet surprises us with an idea that completely contradicts it. This may not be
a contradiction, but rather a difference between two systems of thought, each
with its own logic and rules.

In JazirT’s Diwan, there are numerous examples of such bayts that can be
included in this category, but only a few of them will be discussed here. In
some cases, more than one bayt is chosen from the same poem, because it is
thought that they are all worth being studied, or because there is an artistic,
usually linguistic, combination that links the bayts together.

The following is an attempt to read a number of selected lines and to review
the aesthetic aspects in them, according to my perception:

Minnat zi Xuda-yt ku bi ‘abd-e xwa Mala-yt
Iksir-é gam-é ‘isq-e, na dinar u diram da. (ZdJ: 14)

Thanks to God, Who gave His slave Mala
The elixir of love’s grief, not Dinar and Dirhem.

The first hemistich contains a symmetrical case based on the similarity be-
tween the two words Xuda (God) and Mala (the poet’s pen name), since each
of them consists of two syllables, the first ending with a short vowel (u and a)
and the second with the same long vowel (&). Moreover, the two names are
masculine and are preceded by the homophonous prepositions Zi (to) and bi
(to, for), which makes it necessary to conjugate the two names in the oblique
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case. This conjugation gives the two words another symmetrical aspect,
namely addition of the suffix (-y7) to each.

The correlation between the words God and slave in the same hemistich is
of a special kind. They are neither symmetrical nor paradoxical, but it is obvi-
ous that the combination between them, for a believer and a Sufi, is inevitable,
which makes the relationship closer to a thematic one.

The significance of the second hemistich only becomes clear when the first
hemistich is read again. A slave thanks his God, who has deprived him of a
happy material life, but has given him sadness and grief. God granted His
slave Mala (Jazir1) love’s grief which is worthy as an elixir, and deprived him
of money (Dinar and Dirhem), the first of gold and the second of silver. The
idea in the metaphor, which is not expressed directly, but is tacitly understood,
is that the Sufi is ready for hardship in life and does not care about its material
values. He longs for the day when he will meet his divine beloved. Homerin
(1998: 220) writes:

“For the mystic, life on earth is not only a moral trial; it is
also an excruciating exile from the divine beloved. Thus,
the devotee waits for death and the last day, desiring a re-
union with God and the beatific vision. But until that time,
the mystic must willingly accept the divine will and con-
stantly recollect (dhikr) the day of the covenant and God’s
loving presence within the human heart (galb/sirr)”.

This idea is found in other poems of Jazir1.

Zi har bédag u béedardi mapirsin mihnata-a ‘isq-é
Ci zanin béxabar zZan-a dil-é dag i kasar teda? (ZdJ: 37)

Ask not those who have not been cauterized (by the branding iron)
And those without grief, about the affliction of love!

What do they, the ignorant, know about the pain of a heart

Full of sorrow and grief?

In a way, this verse is thematically related to the previous one in which the poet
mentioned the grief of love. In this verse, he wants us to know that only those
who suffer from the affliction of love can understand how serious and painful it
is to have such grief in the heart. In this bay?, JazitT uses six words associated
with sorrow, three in each hemistich, namely dag (sorrow, used twice, once in
each hemistich), dard (grief), mihnat (affliction), Zan (pain), and kasar (depres-
sion). To understand the sorrow and pain that the lovers conceal in their hearts,
the poet says, one must have had a similar experience. The poet Al-Ablah al-
Bagdadi (d. 597 AH/1183 CE) uses a similar idea in one of his poems:
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La ya rif us-sawqa illa man yukabiduhu
Wa ld’s-sababata illd man yu ‘aniha

No one knows yearning, except the one who endures it,
And no one knows ardent love, except the one who suffers it.

Xidmat-a Pir-é Mugan deé kit kasé maqsiida may
SiSa wu jam-a zujajé ’é divet dé rat Halab. (ZdJ: 75)

He, whose intention/target is wine, will serve the tavern keeper.
The one who wants a glass bowl and a goblet will go to Aleppo.

This is one of three bayts in a poem that are almost identical in content. Jazir1
elucidates a Sufi principle accepted by virtually all Sufis, namely that a Sufi
wayfarer (salik), whose aim is to enjoy divine love and to arrive at new sta-
tions on the path, must experience hard training by a perfect spiritual guide.

Although the metaphor in the first hemistich seems controversial to be used
in a Sufi context, this is a tradition followed by all Sufi poets. Wine, tavern
and tavern keeper are classic symbols for divine love, a disciple and a spiritual
guide. The two important symbols in the second hemistich are the glass, as a
substance representing transparency, and the city of Aleppo, as a geographical
dimension that was thought to be distant and difficult to reach at the time of
the poet.

Arif hata nanost, Zi dast-¢ mayfirost
Ga’ib nabii Zi hosi, paydad nakir wildyat. (ZdJ: 138)

Mirt yu padisayt, mityak li nik Malayr
Nadim bi mulk-é ‘alam yak darrayak ‘indayat (ZdJ: 141)

As long as the gnostic did not drink (wine)
From the hands of the wine seller (cupbearer)
He did not lose his consciousness,

Did not earn sainthood.

To be a ruler or an emperor, is

Only worth a single hair to Mala

I do not sell one mote of (divine) providence
For the wealth of the world.

‘Arif means one who is endowed with intuitive ma rifa (knowledge) of God
and denotes a mystic or Sufi. The metaphor is based on the idea that a disciple
should be taught and trained by a perfect spiritual guide (mursid) in order to
attain higher spiritual stations. One of the most important stations is wilayat,
sainthood or friendship with God. Once the Sufi tastes the divine love and
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loses his human consciousness, he achieves the station of fana’ (annihilation)
and consequently the station of baga’ (abiding in God).

The idea focuses on a comparison between material life, especially being
in power, and divine love, which JazirT repeats in many poems. Here he con-
siders that such positions as being a ruler, a prince, or an emperor are as worth-
less to him as a single hair. Moreover, he is not prepared to exchange even a
mote of divine providence for the wealth and treasure of the world.

In many of his poems Jaziri not only uses rhyming words at the end of
every second hemistich, but also provides the two halves of the first hemistich
(a) and the first half of the second hemistich (b) with a new rhyme word, and
in the second half of the second hemistich the main rhyme word of the whole
poem is repeated.

A common structure of a poem is as follows:

JazirT uses another technique in some of his gasidas. In the first bayt he uses
a special pattern in this way:

——s—-a
——s—-a

This is not repeated in the bayts that follow. Instead, he continues to use the
main rhyme of the gasida in the fourth foot of the second hemistich, which is
the second foot of the second half of the second hemistich, while he uses a
new rhyme, an internal rhyme, in the second foot and the fourth foot of the
first hemistich and the second foot of the second hemistich

——-b-—-b
——b——a
——c——c¢C
——c——a

In the first bayt, the rhyming is as follows:

—— 08T ——oS§i
——o081——ayat
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The two feet of the first hemistich in the second bayt are also in monorhyme,
ending with -y, and in the second hemistich the general rhyme of the poem
is repeated. In addition to an extra musical harmony created by the similarity
of the rhymes of three of the four feet, another concord is added by the use of
four words beginning with ‘m’ and two word ending with ‘m’ as well.

Bi dinar-é dine zinhar, da yar-é xwe tu nafrosi
Kasé Yisuf firoti wi di ‘alam-da xasarat kir. (ZdJ: 242)

Beware! Do not sell your beloved for the money (dinar) of this world
The one who sold Yousuf, he suffered a loss in this world.

Once again, the poet brings up the question of the absurdity of material life
and the worthlessness of money compared to the beloved. He refers to the
story of Yiisuf (Joseph) and the travellers who sold him in Egypt. The story is
narrated in detail in the Qur’an, and the verse to which Jaziri refers reads as
follows (XII: 20), “Then they sold him for a paltry price, a handful of counted
dirhams; for they set small store by him”.

The words Dinar, zinhar, and yar in the first hemistich have similar end-
ings, -ar. In order not to repeat a word in the two hemistichs, the poet uses the
word dinya (the world) in the first hemistich and its synonym ‘@lam in the
second.

Dil yak-a, dé ‘isq-i yak bit, ‘asiqan yak yar-i bas

Qibla dé yak bit, quluban dilbarak dildar-i bas. (ZdJ: 286)
The heart is one, (and) love must be one,

For lovers, one beloved is enough.

The gibla (prayer niche?) must be one,
For hearts, one heart-ravishing beloved is enough.

In the first hemistich, JazirT’s starting point is the physical fact that a human
being has only one heart. He moves from this principle to another one, which
is what he believes to be correct and rational: love must be one. He continues
in his argument and derives another idea, which is a logical conclusion from
the previous two idea. His advice is that it is enough for a lover to have only
one beloved.

Examining Jazir’s way of discussing the issue, we find that his movement
towards expressing his thought consists of three fragments, as seen here:

a. A physical fact that is accepted by almost everyone.

b. A rule in the form of a suggestion based on the previous principle,
and

c. A piece of advice that is closer to a recommendation.
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The first idea is actually mentioned in the Qur an (XXXIII: 4) in these words
“God has not assigned to any man two hearts within his breast”. Obviously,
all religions and almost all people believe that the heart is the centre of human
feelings. This is even more emphasized with regard to love between men and
women. Of course, we still do not know whether the centre of human feelings,
especially love, is the heart or the mind.

Jazir1 devotes the second hemistich to his religious and Sufi ideas asserting
that one must worship only one God, and consequently, for those who have
hearts, that is those who can think, one beloved is enough.

It is of particular interest to note that Jazir1 elucidates in a single verse such
an essential philosophical and religious issue as love and worship without re-
sorting to any philosophical or religious texts. His approach to the question is
that of a Sufi, whose thoughts are centred on love.

From a linguistic point of view, it can be seen that out of eighteen words,
the total number of the words in the verse, eight pertain to the subject of love,
four in the first hemistich (dil, iSq, ‘a@sigan and yar) and four in the second
(gibla, quluban, dilbarak and dildar). He also uses the word one (yak) five
times, four times in the form of the number (yak) and once using the indefinite
singular form (dilbarak), meaning ‘one heart-ravishing beloved’. The poet is
careful not to repeat the words, so in the second hemistich he uses a synonym
for three words used in the first hemistich in the following way:
dil:qulib, ‘asiq:dildar and yar:dilbar. The word g in the first hemistich cor-
responds to the word gibla in the second. Obviously, these two words do not
have common roots, but it cannot be excluded that Jaziri wants to let us know
that for him worship is the same as love, or vice versa.

Dil Ka ‘ba-ya, Mawla-ya lé, nar-e Kalim isd-ya le
Bang-é Ana’llah daya lé, ham Ka ‘ba wu ham Tir-a dil (ZdJ: 410)

The heart is Ka ‘ba, the Lord is there,
Moses’ fire is lit there,

The call of ‘I am God’ is proclaimed there.
The Heart is both Ka ‘ba and Mount Sinai.

The heart is a central concept in Sufi literature, and therefore most Sufi orders,
for example the Naqsbandi order, assert the importance of habituating the
heart to remembering God as one of the first exercises a novice must follow.
The verse consists of four sentences, the first three of which indicate Jaziri’s
belief that the heart is the centre where God is found and, that God places His
truth in the hearts of those who seek to find Him.

A qudsrt (extra-Qur’anic) tradition says, “The heart of the believer is the
Throne of the All-Merciful”. This is what the poet illustrates at the beginning
of the verse, but he adds another dimension to what the tradition says, namely
that the heart is Ka ‘ba and that it is the house where God is. The second and

292



third sentences refer to the story of Moses observing a fire on Mount Sinai and
God speaking to him. This is mentioned in at least three chapters of the
Qur’an. In the Ant chapter (XXVII: 9-10) it is said, “Moses, behold, it is I,
God the All-mighty, the All-wise”. JazirT quotes the Qur 'anic text innahu ana
Allah (it is I, God). In the last sentence, JazirT summarizes his message, “The
Heart is both Ka ‘ba and Mount Sinai”.

Since the subject of the verse is the heart, it begins and ends with the word
heart (dil). The second and fourth feet (rukn) of the first hemistich and the
second foot of the second hemistich are monorhymed and end with -aya /e,
and the common rhyme of the whole poem is -iir-a dil. This pattern is used
throughout the poem.

Mala har wi bibin, har wi, agar har wi dinast ti
[Huwa ‘I-ma ‘bid, Huwa ‘[-mashidu, bal la gayra fi° d-darayn]
(ZdJ: 445)

Behold only Him, O, Mala, only Him, if you know only Him!
He is the Worshipped and the Witnessed,
Nay, there is no one else in the two houses.

The theme of this verse, as well as the entire gazal of which it is the last bayt,
is the essence of Ibn ‘Arabi’s doctrine of Wahdat al-wujiid (The unity of be-
ing). Ibn ‘Arabi holds that there is nothing in existence except God, for He is
the Real Existence and the Absolute Existence. His Existence is eternal and
everlasting. He is the whole of existence and there is nothing in existence apart
from Him. These thoughts are discussed in detail in chapter 5 of this work.

Affifi (1979: 10) explaining this aspect of Ibn ‘Arab1’s theory writes:

According to Ibnul ‘Arabi there is only One Reality in ex-
istence. This Reality we view from two different angles,
now calling it Haqq (the Real) when we regard it as the
Essence of all phenomena; and now k#alqg when we regard
it as the phenomena manifesting that Essence. Hagqg and
khalg; Reality and Appearance; the One and the Many are
only names for two subjective aspects of One Reality; it is
a real unity but empirical diversity. This Reality is God.

Jaziri, does not discuss any theoretical ideas in this bayt, but he is content to
present a conclusion in very simple words and with an unquestionable expres-
sion that illustrates his contentment.

The poem consists of seven bayrs, the first hemistich in four of which (the
second, third, fifth and seventh) are in Kurdish and the second hemistich in
Arabic. The other three bayts, are entirely in Kurdish.
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In addition to the content, the potency of the verse comes from the musical
concordance with the poet’s view regarding God’s being as the only reality
and existence, that is repeated in the end of the first three feet of the first hem-
istich, namely Aar wi (only him), as -har wi, -har wi, -har wi, -tu. In the second
hemistich, which is in Arabic, the first two feet are not only monorhymed, but
are almost identical, the difference between them being only two letters Huwa
‘I-ma ‘bud, Huwa ‘I-maShiud.

Ta divé barq u biruskan birasini, tu nazar ka

Ta divé rozé xuya bit, zi Sibak-é tu xuyd ba

Ta divé zir u zabar ki ma, du zulfan bida bar ba

Ta divé ganjé giyamat li ma rabit, bi xwa rd ba

Qasdi sarcasmayi haywani haqiqat ka Nisani

Bi jihan-eé maba magriir, ku jihan ‘aynt sarab-a. (ZdJ: 519-520—
521)

If You want to strike us with lightning and thunder,

just look at us (in anger)!

If you want the sun to shine, show yourself from the window!
If you want to turn us upside down,

Spread your two ringlets in the air!

If you want the resurrection to really

Happen to us, stand up yourself!

Go to Reality’s fountain of life, O Nisani!

Do not be arrogant towards the world,

For the world is indeed a mirage.

These three bayts are selected from a long gasida consisting of 27 bayts. In
that poem, Jazir1 distributes his words and thoughts among three addressees.
First, he speaks with God and asks Him to remove the veils and curtains that
hide Him and to show Himself to those who love Him. A second addressee
consists of the lovers to whom the poet presents his thoughts for consideration,
and the third addressee is the poet himself. The boudary between the second
and third addressees is not quite clear, since the poet himself is also one of the
lovers. In this poem, as in many other Sufi poems, God is addressed as if the
poet were speaking to a human being, although the language is somewhat neu-
tral, which does not allow us to decide whether He is represented as a woman
or a man. According to some of the editors of Jaziri’s Diwan, especially
Zivingt and Doski, the addressee is a woman. This impression is based on
some of the metaphors, in which words such as lab-i la‘l (a ruby lip), Xal
(mole), and Zulf (curl) are employed.

In the first bayt, he asks God to show Himself in whatever form or attitude
He wants. The lovers know that if God looks at them in anger, then it is like
striking them with lightning and thunder, but if He shows Himself'in a friendly
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form, then it is like a sunshine. In both cases, they are contented. Schimmel
(1975: 125) writes that “gratitude is divided into different ranks: gratitude for
the gift, gratitude for not giving, and gratitude for the capacity to be grateful.
[...] the Sufi should give thanks even if his wish is not fulfilled or a hope is
withheld”. In the second bayt, the two alternatives are of the kind that Schim-
mel calls a wish not fulfilled and a hope that is withheld.

The poet devotes the third bayt to advising himself to find the fountain of
Reality, which is love, and which can help the lover to understand life. He
further advises himself not to be arrogant and deceived by the world, because
the world, the material world, is worthless and resembles a mirage. For a
thirsty person, a mirage is seen as water from a distance, but when he arrives
at it, he finds nothing. This metaphor is borrowed from the Qur 'an (XXIV:
39) which says: “And as for the unbelievers, their works are as a mirage in a
spacious plain which the man athirst supposes to be water, till, when he comes
to it, he finds it is nothing.”

Sajda bin bar ta rawa-ya di hami madhab u dinan

K1 dibit musrik u kafir zi we Sirin-é fam-é?

Gar bibim bar Ta sujud-é di dam-a kasf u Suhiid-é

Mi li dil dé bidirit partaw-é nir-a qgidam-e

Miiyak-1 az Zi ta nadim bi dusad Zin u Sirinan

Ci dibit gar tu hiséb ki ma bi Farhad u Mamé. (ZdJ: 685-686)

Prostration before You is legal in all faiths and religions.

Who will become a polytheist or an infidel because of that sweet-
mouthed one?

If T prostrate before You at the time of revelation and contemplation
The ray of the light of Eternity will radiate in my heart.

I would not sell a single hair of yours for two hundred Zin and Sirin.
What happens if you regard me (us) as a Farhad or Mam?

In this section of the poem, JazirT does not follow the usual pattern of posing
a question to his addressee and expecting an answer. He begins with a state-
ment that expresses of a firm belief. In the following hemistich, he asks a
question, as if he wants us, but also his addressee, i.e. God, to know that what
he said in the preceding hemistich is beyond any doubt.

No one would question the poet’s prostration if he had openly referred to
God. The use of metaphors based entirely on adjectives describing the beauty
of a woman, is the reason why he raises such a question open to suspicion,
and it is there that JazirT’s poetic skill is concealed.

There are two grammatical reasons why most of his metaphors and expres-
sions in this poem are interpreted as having been written for a woman. The
genitive (idafa) construction in northern Kurdish is entirely dependent on the
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gender of the noun. A feminine noun takes the suffix -& when used as a pos-
sessor and the suffix -¢ when used as possessed. The poem begins (1a) with
calling the addressee xudan-a hasameé (the owner of servants and slaves) in
which xudan (the owner) takes the suffix -@. The form Sirin-dahan (sweet-
mouthed) in the first hemistich of bayt 3 also ends with -@, which reads:

Pirsiyar-é li ma jarak bika sirin-dahan-a min
Ask us once, my sweet-mouthed one!

The second case is that the noun following the demonstrative pronoun for the
singular feminine wé (that) also takes the ending -é. In the second hemistich
of the first bayt of the selection, we read:

K7 dibit musrik u kafir Zi wé Sivin-e fam-&?

Who will become a polytheist or an infidel because of that sweet-
mouthed one?

These two references are present in this and other poems of Jaziri.

The selection is preceded by ten bayts, in which most of the signals,
whether grammatical or metaphorical, indicate that the addressee is a woman.
It is only the tenth bayt, which immediately precedes these three selected
bayts, that contains a warning to be careful not to walk straight into Jazir1’s
poetic trap. The tenth bayt reads:

Weé majal-é ku jamal-a xwa tajalla dikirt
Lazim-a sajda bibin bar ta di wé gav u dam-é (ZdJ: 685)

The moment You manifest Your beauty
It is a duty that we prostrate before You
At the same time (immediately).

The bayt contains two signals, one in each hemistich indicating that we have
to rethink the poem in order to identify the addressee. In the first hemistich,
the word fajalla (manifestation, illumination) is used, which is the proper verb
to speak about the Divine beauty and is the most relevant word in a Sufi con-
text. The second signal is that the poet regards it a duty for everyone to pros-
trate before “You—God”. He conjugates the verb of prostration as present sub-
junctive for the first plural, sajda bibin (we must prostrate). Here we find no
indication that the addressee is a woman.

In the bayt There is a melodious concord in the first hemistich which adds
a further musical beauty to the mood. This is created by using the three words
majal (time, moment), jamal (beauty) and fajalla (manifestation, illumina-
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tion), where the two sounds J and L are repeated. These two letters are essen-
tial parts of the words jamal (divine beauty) and jalal (divine majesty), are
also important terms in Sufism.

Reading the tenth bayt, which immediately precedes the three selected
bayts, prepares the reader or listener to comprehend what JazirT means. Indeed
it is the only means that can facilitate the deciphering of the three bayts. Pros-
tration before God, says JazirT, is accepted and legal in all faiths and religions,
and no one is accused of being wrong for listening to the words and thoughts
communicated by God. Moreover, the poet says that the light of Eternity ra-
diates in his heart when he prostrates before Him (as an addressee called You).
Although Jazirt uses “Gar” (if) at the beginning of the sentence, it seems to
mean “when”, in this context, giving the impression that he is basing his words
on experience.

In the third bayt, Jazir1 uses a metaphor found in some of his other poems,
namely “not selling a single hair” of somebody one loves. This is a metaphor-
ical expression in the Kurdish language, indicating how much the speaker
loves and cherishes the one whom he is talking about. Here he would not sell
a single hair of his beloved for two hundred beauties like Zin and Sirin, the
two most beautiful and celebrated women in Kurdish mythology. In the next
hemistich, he earnestly and desperately implores his beloved to regard him as
a Farhad or Mam, symbols of sincere lovers who sacrificed themselves for the
sake of Sirin and Zin. Their love stories are widely known as mythological
tales and literary romances. In this bayt, JazirT again addresses his beloved as
a woman when he says:

Miiyak-i az Zi ta nadim bi dusad Zin u Sirinan
Ci dibit gar tu hiseb ki ma bi Farhad u Mamé. (ZdJ: 686)

I would not sell a single hair of yours for two hundred Zin and Sirin
What will happen if you regard me (us) as a Farhad or Mam?

The comparison here is between the beloved and two hundred beauties like
Zin and Sirin.

The idea of “not selling a single hair” is also used by other Kurdish and
non-Kurdish poets. Hafiz says:

Agarci Dist bi ¢izi namixarad mara

Bi ‘alam-i nafurisim mi-yi az sar-i Dist. (Hafiz, 1370: 44)
Although the Beloved is not prepared to pay anything for us,

We would not exchange a single hair of the Beloved’s head for a world.

Masti jawr-a tama bé bada wu bang
Bé ta jana li ma ‘alam bitya tang. (ZdJ: 832)
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I am intoxicated by your tyranny, without wine and hemp.
Without You, dear one, the world has become narrow for us.

At first glance, the bayt seems to contain a kind of contradiction. The poet is
intoxicated, not by wine or hemp, but by His tyranny. One often gets intoxicated
of one’s own accord. Additionally, one can get intoxicated by wine, hemp, or
other similar means, but to be intoxicated by tyranny is unbelievable. What can
help us understand this is to know that the addressee is God. No one has forced
the poet to love God. He has chosen to do so of his own free will. To speak of
the tyranny of the beloved is quite ordinary and typical in love poetry.

Poets, who write about being oppressed, ill-treated and even killed by their
beloved are usually satisfied and pleased with this situation. Jazir1, in describ-
ing God’s love as tyranny, borrows the metaphor from the dictionary of
earthly love. At the same time, he provides the key to understanding what he
means to say. He is tremendously happy that he is intoxicated, not by wine
and hemp, but by the tyranny of the beloved to which he is subjected.

The second hemistich throws more light on the issue, when it describes the
beloved as “jana” (Dear, literally: my soul), which JazirT uses in many other
poems. The hemistich contains another metaphor that seems to have a contra-
dictory meaning. Normally one feels that a place is narrow when there are
more people there than it can hold. But, to feel that a place is narrow because
someone is absent indicates that we miss that person. Jazir1 feels that this
world is narrow without Him and His love. The bayt is built on two contrasts;
in the first hemistich the words mast (intoxicated) and jawr (tyranny), and in
the second hemistich the words bé ta (Without You) and fang (narrow) are
contradictory.

Bunméta husné rangi-rang, nay u daf u qaniin u cang

Aw ‘iSqa van tinit bi dang, law wan bi husné nagma da. (ZdJ: 855)
Mahbib u xuib u dilbaran, bigri li wan hafté daran

Dé xwa z Sibak u panjaran zahir bikin d(h)ar ‘ardada.

Aw lala-yén z gul tazatar, fasi-a buhare beta sar

Jih jih bi havra tena dar, xwas xwas di ‘ard-é xara-da. (ZdJ: 857)
Lafz u ‘ibarat jamaya, mahbubi ma ‘na bi xwaya

Lé xamlé husnak zédaya. Lawra bi husné ziba da (ZdJ: 858)

The beauty should be manifested in different ways

Like flute, tambourine, dulcimer and harp.

It is love that induces them to sing, and therefore

They produce melodies to tell of beauty.

The loved, the beautiful and the sweethearts,

If you close seventy doors in their faces,

They show themselves, everywhere, from windows and apertures.
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Tulips that are fresher than flowers, when spring (season) arrives to
them

They come quickly out of the hard and dry soil, here and there.
Words and phrases are garments,

The Beloved Himself is the real meaning,

But embellishing them gives more beauty,

Therefore, He added adornment to the elegance.

These bayts are quoted from Jazir’s longest gasida, which consists of 142 bayts.
They deal mainly with Beauty and Love (husn and hubb), which are among the
most significant terms and concepts used by Sufi poets. JazirT also uses these
two words in mystical and philosophical contexts in many of his poems.

Beauty manifests itself in many ways and is found in different contexts. Ac-
cording to JazirT, musical instruments express beauty through melodies. In many
of his poems, the poet asserts the conceptual relationship between beauty and
love. It is love that motivates and causes musical instruments to express the es-
sence of beauty. The poet almost always associates beauty and love with Eter-
nity, when no creatures existed, and combines them as Divine attributes.

At the beginning of this gasida, JazirT devotes several bayts to the same
topic, presenting it as a mystical and philosophical conceptual question. The
qasida begins in this way:

Allah sahargah-a azal, yalmum-é ‘isqé Su ‘la da
Niir-a jamal-a lam yazal dat-é tajalla-ya xwa da. (ZdJ: 847)

At the dawn of eternity, God (Allah) kindled the torch of love,
The light of eternal beauty was revealed, (thus) illuminating the Es-
sence. (1)

After only two bayts, JazirT resumes the same theme, deliberately attempting
to illustrate a time in pre-eternity when God was known only by Himself. The
principles of the discussion and the terminology are largely those of Ibn ‘Arabi
and constitute an important part of of his thought, especially his doctrine of
Wahdat al-wujid. The following are three more bayts that extend the idea,
employing metaphors that are standard in JazirT’s poetry:

The Divine beauty and splendour required love,
they united with each other in one essence,

The ancient light turned into love and passion,
together they showed coquetry and compassion. (4)
The love, coming from the eternal light,

lit up the matchless beauty and splendour

Like a torch and a candle, and became a moth

to move around them. (5)
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Beauty and love have always existed,
the Real was a lover of Himself,

He did not need any other beauty,
Thus it is narrated and told. (6)

Since love and beauty have Divine sources, it is impossible to hide them or
prevent them from manifesting themselves. The poet asserts that even if love
and beauty face seventy closed doors, they can still show and illuminate them-
selves. In this and other poems, JazirT illustrates love and lovers as non-mate-
rial existences, consisting of light or ether (in its archaic sense). This is also
consistent with his belief that love is a Divine quintessence.

The following bayt is a kind of extension of the second bayt. Love and the
beloved can be concealed in the heart, so that they remain unseen, like the
seeds of flowers or tulip bulbs, but it is impossible for it to be hidden forever.
When the circumstances are right, the seeds and bulbs come out of the hard
and dry soil and manifest their beauty, freshness and fragrance everywhere.
By using the word /ala (tulip) in this bayt, JazirT combines two or three con-
notations that provide the bayt with other dimensions, since /ala, in addition
to tulip, also means a passionate lover and the lip of a mistress (Steingass,
1947: 1113).

When love is expressed, whether in poetry, music or whatever art, what ini-
tially attracts our attention is the external dimension: words, colours, melodies,
etc. Certainly, other more important essences are not seen or discovered by eve-
ryone. According to JazirT and many other Sufis and poets, the real meaning is
the Beloved, in whom both Divine love and beauty are united. Words and
phrases are incapable of demonstrating this essence because words, or language,
are finite, whereas the real essence and the spiritual world are infinite. Rimi, in
the Matnawi, has a similar idea when he says:

Lafz ¢un wakr ast u ma ‘na tayir ast
Jism jity u rith ab-i sayir ast (Rimi, 1977, p. 356)

The word is like the nest, and the meaning is the bird
The body is the river-bed, and the spirit is the rolling water.
(Translated by R. A. Nicholson in Riimi, 1926, p. 392)

For Riimi, the word is like a nest and the meaning is like a bird. The nest is a
form and a framework, but the bird is the essence. In the same way, the body
is like a stream, while the soul is the flowing water. SabistarT devotes a section
of his Gulsan-i Raz (Garden of Mystery) to the same question. At the begin-
ning of the book, he writes:

ma ‘ant hargiz andar harf nayad
Ki bahr-i Qulzum andar zarf nayad (Shabistar1,1982: 15)
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Mystery cannot be compressed into letters
The Red Sea is not contained in a jug
(Translated by E. H. Whinfield, in Shabistari, 1880: 5)

In the above-mentioned section of the book, SabistarT says:

Nadarad ‘alam-i ma ‘na nihayat

Kuja binad mar-ura lafz gayat

Har an ma ‘na ki sud az dawq payda

Kuja ta ‘bir-i lafzi yabad iira (Shabistari, 1982: 72)

The spiritual world is infinite

How can finite words attain to it?

How can the mysteries beheld in ecstatic vision

Be interpreted by spoken words?

(Translated by E. H. Whinfield, in Shabistar1 1880: 71)

What Jazirt expresses in the last bayt of the selection is indeed an attempt to
elucidate the idea that “embellishing words and phrases supplies more
beauty”, which is the aim of aesthetics, to make the message of the art more
effective and more acceptable.

The rhyming system in Jazir1’s longest gasida, from which the selection is
taken, is also used in some other poems. He uses internal rhymes in all 142
bayts of the gasida. Each hemistich consists of two halves, and each half con-
sists of two feet, since the verse metre is bahr-i rajaz-i mutamman-i salim.
The pattern is as follows:

e e e A e e A
mustaf ilun / mustaf ilun / mustaf ilun / mustaf ilun

The first and second halves of the first hemistich and the first half of the sec-
ond hemistich are monorhymed, while the second half of the second hemistich
has the main rthyme of the poem, which is -ada. The pattern can be shown as
follows:

—rang —cang
—dang —a da

—baran —daran
—jaran —dada

—zatar —ta sar
—na dar —ra-da

—maya —xwaya
—daya —ba da
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The importance of the poem depends mainly on the great and profound
thoughts that are adapted to fit the framework of a gasida that is already bur-
dened by strict artistic and technical principles.

Discussing the aesthetic foundations of Arabic literature, von Grunebaum
(1952: 324) assigns that:

the more encouraging view taken by mysticism of
man’s ability to rise above himself and to articulate his
supreme emotion in his own symbols and images may
be in part responsible for the continuance of mystical
poetry as a growing form of self-expression.

JazirT’s poems, as is often pointed out in this book, are overwhelmingly Sufi
poems, by which the poet “rose above himself and articulated his supreme
emotion” to borrow von Grunebaum’s words. This strongly suggests that his
aesthetic standards were almost the same as those of other Sufi poets, although
he certainly employed them according to the peculiarities of his language, his
evaluations, and his artistic and spiritual experience.
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Conclusions

The present study is the realization of a desire that was born in my mind about
forty years ago and the fulfilment of an intention that has been growing ever
since, although it lacked a clear form and outline.

Reading and rereading the various editions of Jaziri’s Diwan, especially
those with commentaries and annotations, shed enough light upon Jazir’s life
and poetry for me to understand that the topic I was dealing with, as the subject
of a doctoral dissertation, is deserving of serious consideration.

Chapter 1 deals with the political, religious and cultural background of
JazirT and his poetry. In this context, it was important to address the situation
of Kurdistan, which lay between two hostile empires, the Safavid and the Ot-
toman. One result of the Battle of Caldiran (August 1514) was the establish-
ment of a number of semi-independent Kurdish principalities, which played a
major role in the development of Kurdish culture. The writing of poetry in the
Kurdish language was one of the products of these principalities. The reason
is obvious; if a Kurdish ruler, Xan or prince, receives various people from his
region in his court, and they all speak Kurdish, it is certain that the poets will
also praise the ruler in the language spoken there.

JazirT mentions the name Kurdistan in four poems, and he refers to Kurdistan
as a country — as the land of the Kurds. This shows that he was highly conscious
of his nationality and was aware that his country was Kurdistan. This attitude is
clearly expressed in one of his panegyrics, in which he wishes that the Kurdish
prince would rule many other countries in the world and that the great kings
would obey him. It is a clear testimony to his patriotic views in a basic form.

The two main sources on the Kurdish emirates, the Sarafnama and the
Siyahatnama, give an interesting account of the cultural situation in some of
the emirates, such as Bidlis, Jazira and Amédi (‘Imadiyya). There were many
schools, mosques, libraries, students, scholars and poets. At the Sufi gather-
ings in Diyarbakir, philosophical issues were discussed, including the views
of Ibn ‘Arabi, whose books were in the library of the Prince of Bidlis, ‘Abdal
Xan. The educational system was highly developed and efficient. This ex-
plains how JazirT could be such a great intellectual, familiar with various
branches of knowledge, poetry, philosophy, language, grammar, religion, etc.

Chapter 2 discusses JazirT’s life. Although there have been at least three
different opinions about the dates of Jazir1’s birth and death, the evidence sug-
gests that Zivingi was the first scholar to arrive at the correct answer. Different
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MSS and editions of Jaziri’s Diwan are also reviewed and evaluated in the
chapter. It was clear from the outset that for many reasons Zivingi’s (Mala-y&
Jaziri, 1959, 1987) edition is the most reliable, and all quotations of JazirT’s
poetry are from that edition.

Chapters 3 and 4 are devoted to the study of technical aspects of Jazir1’s
poetry. In Chapter 3, various poetic forms are presented and the poems are
surveyed according to the prosodic system. This was necessary and unavoid-
able, because the earlier editions of Jaziri’s Diwan did not deal with this sub-
ject. This was not done until 2003, when ‘Aziz Gardi published his Manual of
Classical Kurdish Poetry, in which he reviewed the poetry of 82 classical
Kurdish poets including Jazirt, who composed their poems according to the
rules of Arabic-Persian prosody. In 2018, Tahstn Doski1 published his second
edition of Jazirm’s Diwan, which gives the metres of all the poems.

Chapter 4 deals with linguistic aspects of Jaziri’s poetry. Jazir1 is among
the first poets who wrote in northern Kurdish, which means that there was no
writing tradition for him to follow. He was an avant-gardist in this regard. He
nevertheless uses a strong, beautiful and potent language. It is true that he uses
many Persian and Arabic words, but his style is Kurdish, and he “Kurdifies”
many expressions borrowed from Persian or Arabic.

Although he mainly uses the Kurdish dialect of Jazira and was probably
also familiar with the dialect of Am&di, where he supposedly studied, one can
observe that he employs a number of verb forms that are not found in the
writings of contemporary poets from these regions. As an example of this, one
can mention his conjugation of the verb kirin “to do”, which differs signifi-
cantly from its use in various dialects. Other examples are his use of the ne-
gated imperative, a special form of the negated past imperfect, and of the verb
“to have”. These forms, especially the latter two, are unknown in the Kurdish
dialects and sub-dialects of Jazira where he mainly lived, or of Amédi, where
he supposedly studied. In some cases, JazirT deviates from the Kurdish geni-
tive form (idafa), which is governed by the gender of the noun, and uses the
Persian form, which is not affected by gender. There are many other aspects
of the language of Jazir1’s poetry that are worthy of study.

Jaziri is regarded as one of the greatest Sufi poets in the history of Kurdish
literature. His poems clearly support this opinion. What scholars and the edi-
tors of his Diwan indicate in this regard is graded into three levels: he was a
Sufi; he was a Sufi belonging to the Nag$band1 order; and he was a Sufi, a
follower of the NagSbandt order, and an adherent of Ibn ‘Arabi’s doctrine of
Wahdat al-wujid. 1t is only ZivingT and Rasiil who proceed to the third stage.

Chapter 5 begins with an overview of the foundations of JazirT’s system of
thought. Pointing out that he was a Nagsbandi Sufi and a follower of Ibn
‘Arab1’s Wahdat al-wujiid is not enough to give a complete portrait of the poet.
It is of great importance to convey the extent to which the principles and foun-
dations of the Nagsbandi order and Ibn ‘Arab1’s doctrine are represented and
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reflected in JazirT’s poetry. The aesthetic expression of philosophical and spir-
itual ideas stands in close relation to the understanding, acceptance and adoption
of these ideas. It is obvious that JazirT was so deeply involved with his Sufi ideas
that he devoted almost all of his poetry to expressing his experience.

Parts of the chapter are devoted to surveying the history of Sufism, the re-
lationship between Sufism and poetry, and Sufi poetry in Arabic, Persian and
Kurdish literature. In addition, a brief history of the Nagsbandi order and the
sacred words of the order is presented. Ibn ‘Arabi’s doctrine of Wahdat al-
wujiid and its principles and concepts are also introduced.

Chapter 6 deals with the aesthetic aspects of JazirT’s poetry. In the early
parts of the chapter, the relationship between aesthetics, poetry and Sufi poetry
are studied. In order to show the beauty and the communicative messages of
JazirT’s poems, it was necessary to analyse the texts from structural and the-
matic points of view.

In this context, I preferred to study the texts from two different perspec-
tives: vertically and horizontally. Six poems are studied vertically, three
gazals and three gasidas. A vertical reading of a text means approaching the
poem as a unified and whole entity, from beginning to end. Reading in this
way, one can bring to light the artistic and aesthetic strategies that the poet
follows in writing his texts. The use of many and varied rhyme words demands
great precision in choosing harmonious and concordant words, and avoiding
repetition as far as possible. All these fine details must be arranged within the
sturdy framework of the prosody and rhetoric.

In a horizontal reading, small units are chosen consisting of only a few dis-
tiches each. This way of reading reveals how the poet concentrates on different
parts of a poem and prepares them to contribute to the beauty and perfection of
the larger whole. In order to accomplish such an essential artistic task, the poet
pays more attention to a special part of a poem and makes it the centrepiece,
concentrating the most beautiful and highest quality use of language, aesthetics,
metaphors and ideas there. This process of creation is the exact opposite of what
many classical, but also modern, non-Sufi poets, Kurds and others used to do
when they employed the last distich of a poem as the centre. This is what I call
a poetic fatal blow, to borrow a term from the language of sport.

In both approaches, the communicative mode is made suitable for combi-
nation with the aesthetic mode. The communicative mode in a Sufi poem con-
sists of the philosophical and spiritual ideas and experiences that are sent to
the reader, and the poem’s structure is constructed for this purpose.

The present work is a contribution to the study of a Kurdish classical Sufi
poet from various points of view. It is certainly possible to write much more
about JazirT’s poetry and to highlight other aspects of it that are rarely studied.
As an example, one can mention the longest gasida in his Diwan, about which
I have written only a few brief lines in Chapter 3. Yet it is an outstanding and
unparalleled example of the poet’s artistic and linguistic skill and his mastery
of internal harmony and the use of rhyme.
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