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Introduction

Classical Ottoman literature is a term for an elite, mainly poetical tradition
that was cultivated in the Ottoman Empire in the period between 14" and
19 century, in the Ottoman Turkish language. Turkish literary historians
of the 20" century also called it the diwan literature (Divan Edebiyatr), for
poets collected and recorded their poetry in meticulously edited collections
of poetry — diwans. The name diwan literature is thus a relatively new term,
and is derived from the word diwan, which, in a literary context, means
an anthology, a collection of poems (Macit 2002:47). Classical diwans
were characterised by a very strict form, so as to contain poetical forms
classified in accordance with the traditionally-determined order. Turkic
peoples had developed a literary expression influenced by the Arabic and
Persian literatures, which is seen in the content, rhyme, metre and form
(ghazal, qasida, rubayiat, mathnawi, kit’a (epigram), etc.). A diwan poet
had to be highly educated and, aside from the Ottoman Turkish, Arabic
and Persian languages, he had to be familiar with the Islamic civilisation,
especially with the Islamic mysticism, as well as with the traditions of the
great Asian civilisations: Chinese, Indian, and, especially, Iranian. Poets of
the diwan dedicated their poems to dignitaries (sultans, viziers, beys) and
would thus find patrons to ensure their existence. The most important poets
of the diwan in the Ottoman period were Baki, Hayali, Taslicali Yahya,
Sheikh Galip, Ahmed Pasha, as well as the Ottoman sultans themselves. It
is important to emphasise that the most voluminous diwan in the Ottoman
Turkish language is that of Suleiman the Magnificent.

A number of people who originated from Bosnia and Herzegovina
served in the institutions of the Ottoman Empire. Being fluent in the
Ottoman Turkish language was not the only precondition for employment
in the civil service; requirements also included the knowledge of Islamic
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8 SABINA BAKSIC AND ALENA CATOVIC

and natural sciences, and, frequently, of Arabic and Persian. Numerous
texts of different registers and genres bear witness to that. In almost five
centuries of the Ottoman rule in Bosnia and Herzegovina, a considerable
number of the educated local population attempted to write the diwan
literature. In Bosnia and Herzegovina, the diwan literature was mainly
written in the Ottoman Turkish language, and then in Persian and Arabic,
since those were the languages of a high culture, that is, of the educated.
Some poets wrote in the Bosnian language, meaning that they were poets
of the Aljamiado literature. Still, some poets from Bosnia and Herzegovina
gained popularity in centres of the Ottoman Empire. The first complete
diwan in our area was written by Hasan Ziyai Mostari, in the 16" century.
Other poets from Bosnia and Herzegovina are Sabit Bosnevi, Mezaki from
Cajnice, Dervish Pasha Bajezidagic, Ahmed Hatem Bjelopoljak, Osman
Shehdi, Fadil Pasha Serifovic, Fevzi Mostari, etc.

Today, due to the change in the sociocultural environment, one can
speak of the issue of the perception of the diwan literature in Bosnia and
Herzegovina, which can be observed in two aspects. Namely, not only does
one face the difficulty in understanding the foreign and archaic language,
but also a special system of symbols, motifs, allusions and reminiscences.
Of course, that issue is not only something inherent to the perception
of texts of the authors from Bosnia and Herzegovina in the Ottoman
Turkish language, but it can also be observed in a wider context, as an
issue of today’s perception and understanding of the diwan literature in
general. The perception of the classical Ottoman literature is fairly limited
in the modern Turkish society as well, since the old poetry had its own
distinctive characteristics, familiar only to the reader of the time, and, as
the context got lost in time, the game of words and meaning has become
incomprehensible to the modern reader.

However, in the Ottoman Empire, the perception of the classical
Ottoman literature was conditioned by the approval of a certain literary
work at the court of the Ottoman sultan, or, at the princes’ courts,
mansions of the grand viziers, shaykhs al-Islam, defterdars, pashas and
beys (Durmus 2009: 16). Namely, the relationship between the Ottoman
Empire towards art was patrimonial, and many literary works bear witness
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to that, for they frequently refer to the poet’s desire and striving to present
his poetry to a dignitary, who would become his protector, patron. Since
the establishment in 1299, the Ottoman Court in all dynasties, such as
Seljuk, Karahan, Mamluk, etc., nurtured the tradition of assembling and
supporting famous artists and learned men, thus encouraging new creative
endeavours. Especially after 1453, when Sultan Mehmed II conquered
Constantinople and decided to make the city a cultural capital of the world,
many gifted artists had become protégés of the Ottoman Court. It is owing
to that patrimonial system of the Ottoman Empire that numerous works in
the field of construction, calligraphy, literature, music and science in the
broadest sense were created, all of which contributed to the reinforcement
of the reputation and the political power of sultans as their patrons.

Halil inalcik, one of the leading researchers of the Ottoman history,
defined in his work Sair ve Patron [The Poet and the Patron] the Ottoman
Empire as a patrimonial state in which all material goods belonged to the
sultan as an absolute ruler, while a layer of rich dignitaries consisted of the
people who earned his sympathy. For that reason, the order in the Ottoman
Empire was based on the ruler-subject relationship (2003: 10). Yet, on the
other hand, the sultan, who was also called “The Shadow of God on Earth”,
was obliged to be just and to protect his subjects. The western perception
of an oriental despot treating his subjects as slaves is wrong, for, the sultan,
as a god-fearing believer, was / should have been, in fact, a protector of the
people, like a father and a head of the family, just and ethical (Kurz 2012).

Analogous to the absolutist power of the sultan as a statesman, in art,
he imposed himself as the ultimate patron, which not only meant financial
patronage, but also authority in aesthetically evaluating a work of art. In
that sense, the Ottoman sultans dictated the criteria and the taste in poetry
and music, which were forms of art they were well acquainted with owing
to the classical education they had obtained at the court as princes (Inalcik,
2003: 15). Such an artistic environment and education influenced the
Ottoman princes, and, later, sultans, to start writing poetry themselves. The
skill of writing poetry was a matter of prestige for the Ottoman rulers, so
the majority of them, more or less successfully, left behind vast collections
of poetry — diwans.
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Researching the perception of the classical Ottoman poetry is not
possible without an insight into the relationship between a certain poet
and the Ottoman court, or other, lower ranking dignitaries and institutions
of the Ottoman Empire. The effects of the classical Ottoman literature are
mostly seen in the status and awards the poets would acquire both at the
centre of the empire and in the Ottoman provinces, for example, Bosnia at
the time.

Since certain diwan verses were directly dedicated to potential
patrons, in order to analyse them, as well as to shed light on the poet-
patron relationship, we will use pragmatics as a theoretical framework,
since it is a linguistic discipline analysing the use of language, that is, the
relationship between signs and their users. Namely, pragmatics observes
language as means of action towards the collocutor, changing thus the
extralinguistic reality. In the verses of classical Ottoman literature, one
can observe performatives, i.e. speech acts by which the poet is trying
to influence the addressee, in this case, most frequently, a dignitary as
a potential patron. Their relationship can be observed through the way
in which the poet addresses a dignitary, as well as the very position and
status of the author. Such speech acts are present in poetic forms, such as
qasidas, miizeyyel ghazals, chronograms, kit’as, as well as in introductory
and closing sections of the mathnawis, where pleas, complaints, praise,
compliments and good wishes are observed. Although the aforementioned
poetry is preserved today in the written form of the , it should be emphasised
that they used to be recited in the elite circles of the Ottoman society,
hence they can be observed as manifestations of a certain communication
and analysed from the pragmatic aspect as well.



Pragmatics and Historical Pragmatics

Pragmatics is most frequently defined as a science analysing the language
in use, and the first ideas and themes of pragmatics were developed by
philosophers and sociologists. The very term pragmatics comes from the
philosopher Charles Morris (1938), a semiotician who claimed that signs
had three types of relations: syntactics, analysing the formal relations
among signs; semantics, analysing the relations of signs to designatum;
and pragmatics, analysing the relations between signs and their inter-
preters. Philosophers were the first to observe that language does not only
express the truth, that is, information on the extralinguistic reality; rather,
the same extralinguistic reality can be changed by language. Hence, John
L. Austin, who pioneered the speech act theory, introduced the difference
between constatives and performatives. The former concerned the claims
on the extralinguistic reality and were subject to truth or falsity, while the
latter were utterances by which the status of collocutors and extralinguistic
situation is changed, (to utter one of these sentences is not just to say
something but rather to perform a certain kind of action) hence they were
subject to felicity (happiness) or infelicity (unhappiness). For example, the
utterance “I now pronounce you husband and wife” is an obvious example
of the performative speech act, for it changes the status of collocutors (who
become married). One cannot consider performatives from the true/ false
standpoint, for it only establishes a new situation in the extralinguistic
reality, but it can be unsuccessful if pronounced by an unauthorised person
(in this case, the person needs to be authorised to officiate at a wedding
ceremony). According to Austin, every performative, (i.e., a speech act)
consists of three aspects (acts) realised simultaneously:
1. locution, the very uttering of a sentence, i.e. utterance,

11
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2. illocution, which is the force of an utterance, i.e. the speaker

meaning, and

3. perlocution, which is the effect of the utterance on the collocutor

— it is determined by specific circumstances and is not achieved by
mere pronouncing of an utterance.

That is why the illocution and the perlocution of the speech act do not
necessarily have to overlap; for example, “It is hot in here” can possess the
illocutionary force of a request to open the window, while the collocutor
will understand it as a claim about the extralinguistic reality and may
respond by saying — “Yes, indeed”.

One of the initial difficulties that appeared in the Speech Act
Theory concerned establishing a distinction between constatives and
performatives. Determination criteria were proved to be unreliable unless
utterances contained a performative verb, or unless such a verb could be
added to an utterance, for example: “I will come” and “I promise that I will
come”. In this case, the verb promise is a performative verb, present tense,
first person singular. Finally, Austin himself eliminated the differentiation
between constatives and performatives by “classifying the constative only
as a peculiar case of the performative” (Peternai 2005: 19).

The very classification of performatives (that is, speech acts), that
started with Austin, and that was based on the communicational goal,
lived to see many changes, depending on the criteria that different authors
considered appropriate; still most frequently used is the classification
developed by John Searle, the main representative of the academically
institutionalised line of interpretation of Austin’s performative theory that
has become known as “The Speech Act Theory”. John Searle differentiates
five types of speech acts.

1. Representatives, commit the speaker to the truth of the expressed
proposition, characterised by the following verbs: claim, conclude, deny,
confirm, etc. They are similar to Austin’s exspositives.

2. Directives, which are an attempt of the speaker to initiate the hearer
to perform an action, characterised by verbs such as: ask, beg, command,
request, etc. Directives encompass different speech acts, including orders,
as well as pleas. They are similar to Austin’s exercitives.
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3. Commissives are speech acts whose point is to commit the speaker
to perform a certain future action, characterised by verbs such as: promise,
swear, oblige, etc. They are similar to Austin’s commissives.

4. Expressives are speech acts that express the attitude and emotions of
the speaker, characterised by verbs such as: thank, congratulate, apologise,
praise, etc. They include a spectre of speech acts, including praise and
compliments, as well as criticism. They are similar to Austin’s behabitives.

5. Declaratives are speech acts that change the extralinguistic reality,
that is, the status of the hearer, characterised by verbs such as: declare (e.g.
mobilisation), submit (e.g. a letter of resignation), lay off, christen, etc.
They are similar to Austin’s verdictives.

As we have already stated, there are several different classifications
of speech acts, but one of the most famous to this day has been Searle’s
improved classification of Austin’s speech acts.

Speech acts can also be classified as direct and indirect. Indirect speech
acts are characterised by an indirect relationship between the form and the
function of the utterance, that is, “between the intended function of the
utterance and its literal meaning indicated by the formal linguistic means”
(Ivaneti¢ 1995:23). Indirect speech act is one that is performed by means
of another, in Searle’s words, a speech act X is performed by a speech
act Y. In such cases, illocution is expressed indirectly. Three main types
of sentences (declarative, interrogative, imperative) are connected to the
three main illocutionary forces: declaring, asking and ordering. If there
is a direct overlap between the type of the sentence and the illocutionary
force, direct speech acts are in question. However, if, for example, the
declarative sentence “It is cold in here” is used to ask the collocutor to
close the window, then we are talking about an indirect speech act, used
instead of the direct speech act “Close the window!”. In this case, the form
correspondences with the function. Searle claimed that indirect speech acts
possess two illocutionary forces: a literal, direct force, and a non-literal,
indirect force. He considered them to be a combination of two speech acts,
primary and secondary, where the primary acts through the force of the
secondary. When indirect speech acts are in question, “the speaker thinks
what they say, but even more than that” (Nikoli¢-Hoyt 1993:193).
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Speech acts are also classified as cooperative and non-cooperative,
that is, speech acts that help establish closeness and solidarity with the
collocutor (for example, compliments and good wishes), as well as face-
threatening acts (for example, requests and criticisms).

Cooperative speech acts do not only entail an absolute agreement with
the partner, but also all other forms of non-aggressive behaviour aimed at
stabilising or maintaining the relationship and achieving a non-conflict
state (...) Non-cooperative speech acts, on the other hand, are characterised
by both collocutors’ insistence on their requests, which are in discordance
with the general cooperative communicational goals. That arises due to
differences in the attitude towards the object in question, that is, due to the
kind of the connection determined by the history of their relationship, roles,
permanent of current domination, etc. (Ivaneti¢ 1995: 74)

It has been noted that the latter, the non-cooperative speech acts, are
frequently realised as indirect speech acts, for in that way the mitigating
effect takes place, preventing a potential conflict with the collocutor, which
is one of the ways to introduce the notion of politeness, more precisely,
a polite usage of language. Here too the context plays the crucial role,
since it determines whether or not indirectness will also entail politeness
(depending on the relationship between collocutors, and the type of speech
act). The notion of politeness was initially considered from the point of
view of Grice’s cooperative principle. As a reminder, Herbert Paul Grice
considered that the conversation is to an extent a joint effort, a collection
of purposes, or even a commonly acceptable direction. Collocutors follow
the principle “Make your conversational contribution such as is required,
at the stage at which it occurs, by the accepted purpose or direction of the
talk exchange in which you are engaged” (as cited in Mis¢evi¢-Potr¢ 1987:
58). Grice called this the cooperation principle, entailing four maxims:

1. the Quality Maxim (“Make your contribution truthful”)

2. the Quantity Maxim (“Make your contribution as informative as is
required” and “Do not make your contribution more informative
than is required”)

3. the Relevance Maxim (“Be relevant™)

4. the Manner Maxim (“Be perspicuous”).
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Robin T. Lakoff and Geoffrey Leech were the first to observe that the
aforementioned maxims are frequently violated in communication because
of politeness. Robin T. Lakoff added the “politeness rules” to Grice’s
cooperative principle, reformulating it to “rules of conversation”. Thus, in
her opinion, there are two kinds of pragmatic competence:

1. “Be clear” and

2. “Be polite”.

Geoffrey Leech’s model, together with the model proposed by
Stephen Levinson and Penelope Brown, enabled the analysis of politeness
(polite usage of language), as well as testing the real language samples.
Geoffrey Leech approached pragmatics as rhetoric, going as far as to call
it interpersonal rhetoric, and he also distinguished it from textual rhetoric
and defined it as an active, effective usage of language in everyday
communication. Interpersonal rhetoric consists of (Grice’s) cooperative
principle, politeness principle, as well as irony (Leech 1983: 15-16). The
aforementioned principles set boundaries to behaviour in communication.
Cooperation and politeness as regulatory factors ensure that the conversation
stays within the desired boundaries (meaning that the conversation will not
become useless and disturbing). The politeness principle regulates “the
social balance and friendly relations” (Leech 1982: 82). It is important to
mention at this point that Leech differentiates illocutionary and social goals.
The essence is that the speaker, notwithstanding his/her desire to gain his/
her own conversational goals (illocutionary), needs to consider the social
goals that concern politeness. That means that in the implementation of a
certain request the speaker needs to attempt to preserve the social balance
between him/herself and the collocutor, that is, to prevent offending his/
her collocutor. Leech noticed that breaching maxims is a rule rather than an
exception and asked for the reason why people are so frequently indirect in
conversation and concluded that the cooperative principle cannot explain
the issue. That is where the importance of the cooperation principle is fully
shown, and Leech explained it through a “banal” example: unless you are
polite to your neighbour, you will no longer be able to lend a lawnmower
from him (Leech 1983: 82). For Leech, politeness is truly asymmetrical,
for that which is polite for the collocutor is impolite for the speaker. That
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1s why his maxims also express asymmetry. For Leech, the most important
is the tact maxim, especially in the anglophone linguistic area. It states:

a) Minimise cost to other; and

b) Maximise benefit to other.

Apart from the tact maxim, according to Leech, there are other maxims
that concern the politeness principle, and they come in pairs (which
indicates that politeness is asymmetrical):

1. the tact maxim: a) minimise cost to other and b) maximise benefit

to other;

2. the generosity maxim: a) minimise benefit to self and b) maximise

cost to self;

3. the approbation maxim: a) minimise dispraise of other and b)

maximise praise of other;

4. the modesty maxim: a) minimise praise of self and b) maximise

dispraise of self;

5. the agreement maxim: a) minimise disagreement between self and

other and b) maximise agreement between self and other;

6. the sympathy maxim: a) minimise antipathy between self and other

and b) maximise sympathy between self and other. (Leech 1983:
132)

The modesty maxim helped Leech to introduce the so-called pragmatic
paradox of politeness, where, in an example of a reaction to a compliment,
there exists a conflict between the agreement and modesty maxims —
during a conversation, a Japanese woman compliments her collocutor’s
beautiful garden. The other woman refuses the compliment stating that
the garden is nothing special. The first collocutor keeps complimenting,
while the second keeps rejecting the compliments. Leech concluded that
the modesty maxim is stronger and more prominent in the Japanese society
(that is why they refuse compliments), than the agreement maxim, which
is more present in the western societies (which is why compliments are
accepted as a sign of agreement with the collocutor). As has already been
stated, the theory proposed by Penelope Brown and Stephen C. Levinson
is a model that can be tested on real language samples. Their book
Politeness: Some Universals in Language Use is both most cited and most
criticised book that deals with linguistic politeness. The authors approach
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the linguistic politeness through the notion of face introduced by Erving
Goffman, an anthropologist and sociologist. Brown and Levinson define
face as a public self-image that every member of the society wants to claim
for himself/herself and it consists of two aspects:

1. positive face, the positive consistent self-image or “personality”,
crucially including the desire that the self-image be approved and
appreciated, and

2. negative face, the basic claim to territories, personal preserves,
rights to non-distraction (Brown and Levinson 1987: 61).

In principle, people cooperate in interaction in order to save face, and
that cooperation is, according to the authors, based on mutual vulnerability
of the face. Those two aspects, in the theory proposed by Penelope Brown
and Stephen C. Levinson, are considered the basic needs and desires, and
every member of the society knows that other members possess them. That
is why they are defined also as a desire of every other member of the
society that his/her desires are also those of other members of the society
(positive face), that is, as a desire to be undisturbed in one’s activities
(negative face).

Certain acts that are realised through verbal or non-verbal
communication can by nature be face threatening acts (FTA). That is
where one can establish the first distinction between the acts threatening
the positive, and acts threatening the negative face. The former entail
expressive criticism, disagreement, complaints, accusations, insults, while
the latter entail orders, requests, advice. Another distinction would also
entail the acts threatening the face of the speaker and the acts threatening
the face of the listener. Acts threatening the positive face of the speaker
include apologies, admitting mistakes and taking the blame, while acts
threatening the negative face of the speaker include expressions of
gratitude (the speaker is accepting the debt and humiliates his/her own
face), accepting the collocutor’s expressions of gratitude and apology,
accepting the collocutor’s offers. The assessment of the seriousness of an
FTA involves the following factors in many cultures:

1. the social distance between the collocutors (in symmetrical

relations),
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2. the balance of power between the collocutors (in asymmetrical

relations), and

3. the “weight” of imposition that can vary across cultures (Brown

and Levinson 1987: 74).

The aforementioned parameters determine the selection of the
appropriate politeness strategy. The choice of the strategy thus depends
on whether the collocutors are in a close relationship, or if they are
acquaintances or strangers (a horizontal distance), as well on whether they
are in a subordinate-superordinate relationship (a vertical distance), and,
ultimately, on norms of a certain culture.

As has been previously stated, each rational member of the society will
attempt to use certain politeness strategies in order to mitigate threats to the
collocutor’s face. As Penelope Brown and Stephen C. Levinson claim, they
will act rationally in that case, that is, on the basis of the practical judgment
aimed at achieving certain goals in the best possible way. Hence, they will
opt for the most appropriate politeness strategies aimed at mitigating the
acts that could threaten the collocutor’s face. However, those acts do not
necessarily have to be verbal, they can also be implemented through gift
giving, or by mere bowing (Brown and Levinson 1987: 91). Depending
on the context or the aspect of the threatened face, the collocutor has four
different strategies at the disposal:

1. bald on record;

2. positive politeness strategies;

3. negative politeness strategies;

4. off record.

It is important to emphasise that the terms positive and negative were
introduced by the philosopher Emile Durkheim, and that they do not carry
the meaning of positive or negative evaluation. Namely, those are the
rituals that Durkheim introduced as “positive”, i.e., those that establish the
relationship and closeness with the Absolute, and “negative” that represent
taboos, forbidden things and indicate respect for and separation from
the Absolute (cf. Brown and Levinson 1987: 43). The aforementioned
politeness strategies consist of sub-strategies that are implemented by
certain linguistic means.
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1. Bald on record

This is the strategy that can be marked as the only strategy realised
in accordance with Grice’s cooperation principle (Brown and Levinson
1987: 94). That is why the speaker will use it every time when efficiency
is more important than preserving the face of the listener. Motives of the
speaker to use this strategy will depend on the circumstances, that is, on
the context.

In the first case, when the face threatening act is not mitigated, for
the face will be ignored or considered irrelevant, we are talking about the
situations when maximum efficiency is needed, and that is something both
the speaker and the listener are aware of. The bald on record strategy is
present in cases when there is a considerable focus on a certain task.

The use of this strategy can also indicate the power the speaker has
over the listener, so he/she fears no sanctions or non-cooperation of the
collocutor. The speaker also may deliberately choose to be impolite,
showing that he/she does not care about the collocutor’s face. One can
reverse the situation: the discourse of power can be recognised through
ignoring politeness strategies, that is, through non-mitigating speech acts
that threaten the collocutor’s face.

The third group consists of cases where bald on record can be marked
as polite, for, here, the threat to face is in the collocutor’s interest. Those
are advice and warnings that express the care for the collocutor, as well as
expressions of welcome, farewell, and offering.

2. Positive Politeness Strategies

Positive politeness is repair, corrections, compensation, directed
towards the collocutor’s positive face, the collocutor’s desire to have their
attempts, actions, achievements, values, etc., desirable to other members
of the society as well. However, positive politeness, unlike negative
politeness, does not have to contain a compensation; it is almost identical
with the everyday intimate language behaviour. The only difference is
that positive politeness contains an element of exaggeration, which is a
marker of the face-redress aspect of positive-politeness expression. These
strategies can be considered an “accelerator” that eases communication,
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making it more pleasant by reducing the distance between collocutors
(Brown and Levinson 1987: 101-103), and include the following strategies:

1.

o

®© =N wn

9.

10.
I1.
12.
13.

noticing/attending to the addressee s interests, wants, needs, goods,
containing compliments;

intensifying the collocutors interest, where stories are told in the
present tense, placing the collocutor in the midst of the narration as
if he/she is personally present;

using in-group identity markers;

seeking agreement with the collocutor, which is realised by
choosing “safe topics” or by repeating of what the collocutor utters;
avoiding disagreement;

presupposing/raising/asserting common ground,

Jokes;

asserting / presupposing the collocutor’s knowledge and concerns
for his/her wants;

offers and promises;

optimism,

including the collocutor in the same activity;,

giving or asking for reasons;

assuming/asserting reciprocity.

3. Negative Politeness Strategies

Negative politeness is directed towards the collocutor’s negative

face. Negative face consists of the need of an individual for freedom and

undisturbed activity. Negative politeness strategies are used when one

wants to achieve social distance, which is opposite of positive politeness

strategies, which enable closeness and solidarity between collocutors.

Negative politeness is at the core of what is called respect, “good manners”,

just as positive politeness is at the core of the “familiar” behaviour. When

politeness is mentioned in the context of the Western culture, it is negative

politeness behaviour that springs to mind; its strategies are conventionalised

and described in the etiquette books. They serve to minimize the particular
imposition that the FTA unavoidably effects, and include the following

strategies:
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1. conventional indirectness is the outcome of two opposite intentions:
the desire to provide space (possibility to refuse) to the collocutor
and the desire to go on record,

2. hedges, which reduce the strength of an expression (Holmes 1995:
74). That is why Penelope Brown and Stephen C. Levinson also
call them “weakeners”;

3. pessimism, where one expresses doubt that the conditions for the

speaker’s request have been fulfilled,

minimising imposition,

giving deference, which consists of two aspects: the speaker praises

the collocutor and humbles and abases him/herself;

apologizing;,

impersonalisation,

stating the FTA as a general rule;

. nominalisation and

10. admitting the debt.

w ok

0 %0 N o

4. Off record (Unconventional Indirectness)

All strategies in this group are implemented indirectly to an extent
that it is difficult to describe a clear communicative intention. The speaker
is exempted from the responsibility of threatening the collocutor’s face,
making the intention non-transparent. It is up to the collocutor to interpret,
in his/her own way and by following certain hints, what the speaker is
saying, and, since the hints are determined by the form, not the content,
they can be addressed to both positive and negative face of the collocutor.
Penelope Brown and Stephen C. Levinson categorised the strategies
belonging to the aforementioned group in accordance with the violation of
a Gricean Maxims.

The first group concerns the strategies that violate the Maxim of
Relevance: giving hints, associations and presuppositions.

Litotes (understate), hyperbolae (overstate) and tautology are strategies
used to violate the Quantity Maxim, whereby litotes are used to say less,
hyperbolae (overstate) to say more than is required, and tautology is used
in situations when the speaker encourages hearer to look for an informative



22 SABINA BAKSIC AND ALENA CATOVIC

interpretation of the the non-informative utterance (Brown and Levinson
1987:220).

The use of contradictions is characteristic of violating the Quality
Maxim, as well as irony, metaphors and rhetorical questions.

Ambiguity, vagueness and overgeneralisation (including proverbs) are
also strategies used to violate the Manner Maxim.

Nonconventional indirectness also entails addressing a third person
rather than the very collocutor, as well as the use of ellipsis, when the
speaker does not finish the utterance, and by leaving an FTA half undone,
speaker can leave the implicature “hanging in the air” (Brown and Levinson
1987: 227).

Brown and Levinson’s theory also faced heavy criticism, but, had it
not enabled such an explicit and elaborate model of polite language use, it
would not have easily become a subject of denial.

Since this book analyses certain speech acts and politeness strategies
that mitigate the speech acts in the classical Ottoman poetry, this research
is necessarily placed in the framework of historical pragmatics, a relatively
new pragmatic discipline that combines the methodology of pragmatics and
historical linguistics. The historical dimension is not that much different
from other dimensions, such as geographical, social and the like. Historical
pragmatics can be divided to pragmaphilology and diachronic pragmatics.
Pragmaphilology focuses on “historical” texts from the pragmatic point
of view, paying close attention to the communicational context of texts,
describing their contextual aspects which include the sender and the
recipient of the message, social and individual relationships, as well as
goals of the text, while diachronic pragmatics takes a certain linguistic
form as the starting point and analyses its pragmatic function in different
time periods, or may also start from a speech function and analyse its
different realisations through time, comparing the illocutionary force of
certain speech acts (declaring love in the 16" century was completely
different as opposed to declaring love in hip hop). In any case, it is logical
to presuppose that communication in the earlier time periods can also be
described through pragmatic terms, such as speech acts and politeness.
Those are always written texts, but they can be observed as manifestations
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of a certain communication and analysed as such from the pragmatic
aspect. The speech act theory has frequently been considered as a starting
point of a pragmatic description and as the main methodological means of
historical pragmatics. In that sense, the focus here will be the analysis of
certain speech acts observed in the Ottoman literature, means of mitigation
through language use, as well as the context in which those speech acts
appear. That context, inter alia, includes the status of the speaker (the poet)
and of the collocutor (the interpretative community, the Ottoman elite,
potential patrons), their social relations, as well as the concrete situation in
which a speech act is implemented. That is why the following chapter will
deal with the diwan literature in Bosnia and Herzegovina that was created
in a wider context of the Ottoman Empire.

Diwan Literature in Bosnia and Herzegovina

As has already been stated in the Introduction, during almost five hundred
years of the Ottoman rule in Bosnia and Herzegovina, a number of people
from this area worked in the institutions of the Ottoman Empire and, at
the same time, tried to write the diwan literature. Most writers were kadi
and muderris, dervish sheikhs, as well as military personnel, in other
words people that rose to high positions after having been educated in
madrassahs in the empire’s centres, or in Bosnia and Herzegovina. This is
how Fehim Nametak described the process in his book Divanska poezija
XVIi XVII stoljeca [Diwan Poetry of thel6™ and 17" Century] :

Poets of the diwan poetry that had originated from Bosnia and Herzegovina
were in most cases members of the ulama. The majority of them went to
Istanbul or other centres of the empire to obtain education, and would study
there Persian classical poetry, which had encouraged them to start writing
literary works in Turkish, and, sometimes, in Persian or Arabic. (1991: 32)

Employed by the Ottoman Empire, many authors originating from
Bosnia and Herzegovina would become protégés of the local patrons,
Bosnian beys and pashas, some even of the Ottoman sultans. It is known
that a certain number of diwan poets from this area performed highly
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important functions in the Ottoman administration and at the court. Their
progress was certainly enhanced by the literary endeavour, that is, by
verses they would dedicate to their protectors, their patrons. It should be
emphasised that the very verses of poets from Bosnia and Herzegovina
conditioned their close relationship with the Ottoman officials, as well
as certain positions in the institutions of the Ottoman Empire. Numerous
examples of poetry bear witness to that, for in those verses, our poets
address the dignitaries for help and support, praising their abilities and
generosity, referring to their own position, past achievements as well as
reiterating the loyalty to both their patrons and the Ottoman state.

Works of the Bosnian authors in the Ottoman Turkish language have
been preserved in the manuscripts around the world. Sometimes, those
are only fragments of verses, at other times entire collections of poetry —
diwans, or even poems in the form of mathnawi that was either love and
mystical poetry, or didactic and historical. Also, a considerable body of
prose has been preserved. The aforementioned works have been subject
of analysis of both Bosnian, Turkish and European researchers. The
diwan poets from Bosnia and Herzegovina have been treated in two ways:
either collectively, in a chronological order, with a very brief overview of
their biographies and works (the approach seen with BaSagi¢, Handzi¢,
Sabanovi¢, Nametak, etc.), or individually, through comprehensive studies,
frequently doctoral dissertations that focus on the literary-historical or
linguistic analysis of works of our authors.

In the pragmatic analysis of the literary heritage of Bosnia and
Herzegovina in the Ottoman Turkish language, works of authors from 16",
17% and 18™ century have been selected, for they frequently refer to the
extralinguistic reality and the relationship with patrons. Also, poets who
left behind entire collections of poetry — diwans, or even mathnawis, such
is the case with Dervish Pasha Bajezidagic, the author of the Muradnama,
have also been selected. Thus, this study encompasses the works by
Hasan Ziyai Mostari, Dervish Pasha Bajezidagic, Suleiman Mezaki, Sabit
Bosnevi, Osman Shehdi and Ahmed Hatem Bjelopoljak. Some of these
poets were born in Mostar and Cajni¢e, towns that still exist in Bosnia
and Herzegovina, while others originated from UZice and Bijelo Polje,
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then the territory of the Bosnia Eyalet, an Ottoman province from 1580 to
1908. As the westernmost Ottoman province, it encompassed large parts
of today’s Croatia and Montenegro, as well as Serbia. Undisputedly, the
work of the aforementioned poets, regardless of their origin, is cultural
heritage of Bosnia and Herzegovina, and they all left an indelible trace
in the country’s history. Suffice to mention Sabit Bosnevi who worked in
Sarajevo as a kadi, assembling a circle of dignitaries, and Osman Shehdi,
originally from Bijelo Polje, who formed his own library in Sarajevo.

These poets have already been subject to several analyses. Some of
their diwans have been published in the Latin alphabet in the Republic of
Turkey, and some have been analysed as part of doctoral dissertations and
master’s thesis. In the pragmatic analysis of the literary heritage of Bosnia
and Herzegovina in the Ottoman Turkish language, we find it necessary to
reflect upon their lives and social status, as well as their relationship with
both the institutions of the Ottoman Empire and the potential protectors or
patrons.

Hasan Ziyai Mostari

Hasan Ziyai Mostari is considered to be the earliest diwan poet in Bosnia
and Herzegovina, the author of the entire collection of poetry (diwan) in the
Ottoman Turkish language. He is known under the pseudonym (Turkish:
makhlas) Ziya’1, although he himself stated at the end of his Diwan that his
real name was Ziyai the son of Ali the son of Husein the son of Mahmud
the son of Jusuf from Herzegovina, while the transcriber of his second
work entitled Kissa-1 Seyh Abdiirrezzak [The Tale of Sheikh Abdurrezak]
writes that his real name was Hasan Celebi the son of Ali from Mostar. The
available sources do not offer evidence in support of the exact date of his
birth, but, on the basis of the biography collections and the transcribers’
notes, we know that he died of plague in Mostar, in the Hijri year 922 (1584
CE). The information of the Hasan Ziyai Mostari’s life proceed mostly
from his own texts, the originals of which are kept in libraries in Edirne,
Istanbul, London, Mostar, Sarajevo, Travnik, Zagreb and Belgrade. The
manuscripts reveal that Ziyai authored four works: The Diwan (the only
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copy is preserved at the Selimiye Library); narrative poems Kissa-i Seyh
Abdiirrezzak [ The Tale of Sheikh Abdurrezak], written in the mathnawi form
and preserved in four manuscript copies (two in Istanbul, one in London
and one in Zagreb); didactic poetry Kenzii’'l Esrar [The Treasure Chest of
Secrets], and The Commentary to the Qasida of the Persian Poet Sa’dr in
the Ottoman Turkish language. Ziyai’s manuscripts include transcriptions
of three classical works: Sunbulistan [ The Hyacinth Garden] by the Persian
classical poet Shuja’uddin Gurani; a commentary to the work Mashariq al-
anwar an-nabavijjah min sahahal-ahbar al-mustafavijjah [A Collection of
the Trustworthy Hadiths] by Abdullatif bin Abdulaziz, also known as Ibn
al-Malak, as well as the commentary to Gulistan by Strurf.

Poetical forms such as the qasida, ghazal, kit’a, that dominate in Hasan
Ziyai’s Diwan, do not directly treat the life’s reality, but neither are they
completely free from referring to the poet’s life. The qasida in particular, as
the poetic form used to adulate to a prominent person, contains the names
of dignitaries the poet addresses. These concrete names reveal not only
with whom of the dignitaries the poet was in contact, but also in which
16™ century social circles he was moving. Out of 11 qasidas written by
Hasan Ziyai, four were dedicated to Hasan Bey, that is, Hasan Pasha, two
to Mehmed Bey, and one each to Mustafa Bey, Osman Bey and Sinan Bey.
Since those were, in the majority of cases, Bosnian regents, that is, persons
from Bosnia, one can speak of the local influence and the affirmation of
Hasan Ziyai as a poet.

Mehmed Bey, whose pseudonym was Vusiili, and to whom Hasan Ziyai
dedicated Kissa-i Seyh Abdiirrezzak [ The Tale of Sheikh Abdurrezak], was
Mehmed, the son of Abdi Agha from Skopje, who died in 1596CE/998AH.
It is known that Mehmed Bey Vusiilt was a kadi in Konya, Kiitahya and
Istanbul, and that he later became a kazasker. However, alongside all those
duties, he was also a poet. He wrote Selim-name, a work dedicated to
Selim II. Such a profile of Mehmed Bey Vusili from Skopje is in complete
congruence to the praise Ziyai addresses to his patron, dignitary and poet
to whom he also dedicated The Tale of Sheikh Abdurrezak.

The education and mystical orientation of Hasan Ziyai can be
determined from the very character of his works, as it is obvious that he
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was possessed of literary education and a mature poetical expression in
the Ottoman Turkish language. The fact that he transcribed the Subulistan
and the commentary to Gulistan, and that he personally wrote a gasida in
his Diwan, together with 14 ghazals and one kit’a, as well as certain bayts
in The Tale of Sheikh Abdurrezak in Persian, indicate that he was fluent in
the language to the extent that enables him to found his individual poetic
expression. Although he did not write poetry in Arabic, transcribing the
works belonging to the Islamic tradition, as well as frequent citing of the
Qur’an and hadiths in verses, strongly indicate the poet’s classical Islamic
education, as could be found in the Ottoman madrassahs. Still, apart from
Hifzija Hasandedi¢’s opinion that Ziyai was a muderris in Karagoz Bey’s
madrassah in Mostar, there are no available data on if and where he had
graduated from a madrassah.

Dervish Pasha Bajezidagic

Dervish Pasha Bajezidagic’s origins are tied to Mostar, more precisely, to
the Podhum mahala. According to the available data, in his early youth,
during the reign of Sultan Selim II (1566-1574), he went to Istanbul to
pursue education at the court in Ibrahim Pasha’s saray. When Sultan Murat
IIT (1574-1595) came to the throne, he was transferred to Enderun, to the
inner chambers of the court, with imperial falconers (Kadri¢ 2008: 41).
Even in his early youth, Dervish Pasha Bajezidagic showed interest for
belles-lettres, obviously influenced by his teacher, Ahmed Sudi from Caj nice,
a well-known commentator of Sufi works. Around 1582, Bajezidagic wrote
a poetic work entitled Ziibdetii-I Es’ar, where he demonstrated his skill of
writing in Persian. This work attracted the attention of Sultan Murat III, an
admirer of the classical Persian poetry, and he entrusted the translation of
Sehaname from Persian to Bajezidagic. Upon the completion of writing,
Sultan Murat III became a patron and a protector of Bajezidagic, whose
reputation grew in the imperial entourage. Prior to 1591, the Sultan promoted
Bajezidagic to the position of the main imperial falconer (dogancibasi)
and his personal advisor (musahib-i hass), which are positions he would
perform until the death of the sultan. Bajezidagic remained close to the
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imperial court during the reign of Sultan Mehmed III, and he participated
in the conquest of Egerin 1596, while, in February 1599, he was appointed
the beylerbey of Bosnia. He performed the duty until 1600, during the
conquest of Kanije (Kanizsai). After that, he remained for a while in his
native Mostar, only to again assume the position of the beylerbey of Bosnia
in 1602. He participated in many battles while a beylerbey, including the
Battle of Csepel (Kovin Adasi) at the Margaret Island (today’s Hungary),
where he died on 14 July 1603 (Kadri¢ 2008: 42-47).

Although Bajezidagic’s ghazals, chronograms, rubaiyats and mufrads
are contained in many manuscripts, to this day a collection of his poems
— the diwan — has not been found. Still, three of his works have been
preserved to this day: Muradnama, Dervis Pasa Insasi and Ziibdetii-l
Es’ar. Particularly significant is work Muradnama, a mathnawi he wrote
at the demand of Sultan Murat III by assuming the classical story from
Sehanama by the Persian author Binai. In that work, Bajezidagic reflects
upon his own life and support provided by Sultan Murat III. The relationship
between the protégé and the patron can be clearly seen in the introduction,
as well as from the author’s biography, which reads that Bajezidagic was
given senior positions at the court as a reward for his work. Owing to his
reputation and position at the court, Dervish Pasha Bajezidagic became a
wagqif, and left important endowments in his birthplace, Mostar. One of
them was a mosque he had primarily had built as a masjid in 1591/92, in
the Podhum mahala, as well as a library in Mostar which contains items
that show Bajezidagic’s sophisticated understanding of the Sufi literature
at the time. This is also supported by the fact that he had paid the muderris
of his wagqif the amount of ten dirhams to interpret Rumi’s Mathnawi.

Suleiman Mezaki

The real name of poet Mezaki was Suleiman, mentioned also as Dervish
Suleiman and Suleiman Dede. He was born in Cajniée in the early 17®
century. How exactly he came to Istanbul and entered service at the court
is unknown, but sources confirm that he was a sipahi and secretary to
several pashas. He frequently accompanied the Mevlevi sheikhs, Arzi
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Dede and Ahmed Dede, as well as prominent 17" century poets such as
Vecdi, Fehim-i Kadim and Nesati. Mezaki himself belonged to a Mevlevi
tariga, and was buried in the harem of the Mevlevi tekke at Galata, Istanbul
(Mermer 1991: 19-24).

Mezaki left a complete diwan of poetry, edited and transcribed to the
Latin alphabet by Ahmet Mermer in Ankara, in 1991.The Diwan contains
29 qasidas, na’t being the first, dedicated to the Prophet Muhammad
PBUH, while six qasidas he dedicated to Sultan Murat IV, and seven to
Sultan Mehmet IV. He dedicated other qasidas to high state dignitaries,
such as: Kopriiliizade Fazil Ahmed Pasha, Kaymakam Mustafa Pasha,
Kopriilii Mehmed Pasha, Deli Hiiseyin Pasha, Yusuf Pasha and Mahmud
Pasha. Ghazals follow the qasidas, and they are the most frequent genre
in Mezaki’s Diwan — 441 can be found. He also wrote nine chronograms,
one in the ghazal form. Other forms of the diwan literature are not really
present in Mezaki’s Diwan, so we can find only 12 mufrads (individual
bayts — verses), one kit’a, one rubayiat and one museddes.

Regarding the perception of Mezaki’s work, the extent to which he was
appreciated among his contemporaries and poets of the later period can
be observed clearly in the naziras on his poetry. The authors who wrote
naziras after his poems were many, including: Vecdi, Nesati, Riisdi, as well
as Arif Hikmet, a Bosnian writer, and a 19" century poet Namik Kemal.
Sabit and Sani’1 wrote three takhmis poems in accordance with Mezaki’s
ghazals. All this confirms that poetry was held in high regard and that other
poets were inspired to emulate Mezaki’s literary expression.

As far as poets who influenced Mezaki are concerned, Persian classical
poets to whom he frequently referred in his verses are: Cami, EnverT,
Hafiz-1 Sirazi, Hakani, Muhtesem, Urfi, Selman-1 Savect, Talib and Vassaf.
Frequent mentioning of these poets shows that Mezaki was familiar with
the Persian literature and its classics. On the other hand, Ahmed Mermer,
who wrote his doctoral dissertation about Mezaki’s work, says that the
poet would find role models in the 16" and 17" century Ottoman poets
Baki and Nefi.
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Alauddin Sabit Bosnevi

Also known as Bosnali Alaeddin Sabit, Alauddin Sabit Bosnevi, a diwan
poet, was born in 1650 in Uzice, then the territory of Bosnia Eyalet. His
literary opus has attracted the attention of many researchers, in Europe and
Turkey alike. In the European research of Sabit Bosnevi’s work, we should
mention Jan Rypka, E.J.W. Gibb, as well as Bosnian oriental philologists
Safet Bey BasSagi¢, Alija Bejti¢, Mehmed Handzi¢, Esref Kovacevic,
Hazim Sabanovié¢ and Fehim Nametak. Interest in the analysis of Sabit’s
literary opus continues to this day, which can be exemplified by Adnan
Kadri¢’s doctoral dissertation entitled “Linguo-Stylistic Analysis of Sabit
Alaudin Bosnjak’s Poetry”, which he defended in 2006.

Concerning the Turkish research of Bosnevi’s work, we should in the
first place mention Turgut Karacan’s dissertation, published in Sivas in
1991, entitled Bosnali Alaeddin Sabit — Divan. Reviews about this Bosnian
poet and his work can be found in all valid histories of Turkish literature,
as well as in the diwan poetry anthologies. Many scientific papers and
analyses of Turkish researchers define the use of the expressions and
proverbs from the colloquial and everyday language, together with the
local themes, as the fundamental features of Sabit Bosnevi’s poetry. That
is why he is considered one of the most prominent representatives of the
“mahallilesme” process, that is, the trend of introducing the local elements
into the 17" and 18" century diwan poetry.

Sabit Bosnevi left a rather comprehensive opus, that consists of the
Diwan and several narrative poems in the mathnawi form. His narrative
poems include:

1) Zafername (Ode to Victory), Sabit wrote for the Crimean han Selim
Giray, who was invited by Sultan Suleiman II to an expedition
against Austria;

2) Edhem ii Hiima, an unfinished love mathnawi;

3) Derename, a grotesque mathnawi;

4) Berbername, a satirical short mathnawi containing 93 couplets,
and

5) Amrii’-Leys, a poem containing 43 couplets about the eponymous
sultan assembling an army for an expedition.
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Sabit Bosnevi is also the author of the commentary and the translation
of the hadith entitled Terceme-i Erbe’in Hadls.

His Diwan was written in accordance with the classical ottoman
collections of poetry. It starts with the mi’rajiyya, followed by two naat
poems, 36 qasidas dedicated to dignitaries of the time, that is, to the statesmen
and dignitaries such as viziers Halil Pasha, Ibrahim Pasha, Hasan Pasha, etc.
There are also three more poems in the form of the qasida, entitled 4bdii 'I-
kadir el Geylanit, Hazret-i Mevlevi and Sikari-ikadi, making the total of
39 gasidas. Poems that follow are six miizeyyel ghazals (for an occasion),
three takhmis, 44 chronograms, 355 ghazals, 2 terci’-1 bends, 45 kit’as, 24
rubayiats, 182 mufrads and five lugaz poems (Karacan 1991: 45-47).

It is known that Sabit Bosnevi had obtained primary education in his
hometown under the esteemed professor Halil Effendi, before setting of to
Istanbul to pursue further education. There he gained sympathy of the navy
commander — Mehmed Pasha — who intervened on behalf of Bosnevi with
shaykh al-Islam thus securing him internship. He later advanced, becoming
a muderris, earning 40 akces a day. We learn from the poem dedicated to
Selim Giray that he worked for a while as an intern in Edirne and that the
aforementioned ruler promoted him to kadi in Caffa (Feodosia) in Crimea.
Sabit would perform this duty later as well, in different intervals and
regions, such as Ioannina (Greece), Thrace and Sarajevo. His last service
was a Mevlevi Sheikh in Diyarbakir only to be dismissed from the position
in 1709. He then returned to Istanbul. The following three years, until his
death in 1712, he was unemployed and without a position (Nametak 1991:
77-81).

Osman Shehdi

Osman Shehdi is known as the father of poet Ahmed Hatem and the owner
of the library in Sarajevo. It is assumed that he was born in 1680s in
Jeniseher Fener or, according to some sources, in Bijelo Polje (Bayindir
2008: 4-5). He was an official at the Ottoman Court, occupying different
positions, including the secretary and the steward (kethiida) to Umni
Mehmed Bey, who was sent to the diplomatic mission in Russia during
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the reign of Mahmud I. Somewhat later, in 1757, during the reign of Abdul
Hamid I, Shehdi was appointed Ambassador to Russia. Also, he was an
official in charge of finance (defterdar) and a scribe in the janissaries. He
died in 1769.

Osman Shehdi authored two works: the Diwan in the Ottoman Turkish
language and the Sefdretname that was written during his stay in Sankt
Petersburg as an envoy of Mustafa III with Empress Elizabeth Petrovna.
Although this work is a unique example of the 18" century Ottoman travel
literature, here we will focus on the poet’s poetical opus contained in the
Diwan, the only copy of which can be found in the Suleymaniye Mosque
Library in Istanbul. His Diwan was the topic of Seyda Bayindir’s master’s
thesis, who provided the transcription of the entire work in the Latin
alphabet. The way in which the Diwan was written, i.e. the order and the
presence of certain genres is also interesting. It starts with two terkib-i bends
(compounded stanzas), and continues with qasidas that are interrupted by
poems in the form of the mathnawi and kit’a, only to again include qasidas
and, at the end, ghazals. Such an order of genres also indicates that the
author did not write his Diwan in the traditional manner — at least, that
was not the case with the sample which was transcribed. On the other
hand, the number of poetical forms also attracts the attention: 39 qasidas,
68 kit’as, 29 ghazals, 20 mathnawis, 2 terkib-i bend forms and 1 terci-i
bend (repeated verse), for this indicates that lyricism did not dominate
in Shehdi’s poetical orientation. That is also confirmed by the dominant
genres, i.e. qasidas, including chronograms (tarihs) celebrating the birth
of the Ottoman princes, accessions to the throne, deaths of dignitaries,
military campaigns, construction and reconstruction of important objects,
etc. As such, the poems could not have contained lyricism but were rather
chronicles. In that sense, titles of certain qasidas are indicative, for they
frequently resemble paragraphs of prose that describe the content of the
qasida that follows. The long titles are also present in his chronograms,
sometimes exceeding five or six lines. The 67 chronograms were mostly
written in the form of the kit’a and the qasida, and they show the author’s
need to record the events in the society of the time, as well as in his own
immediate environment.
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Such poems, written for an occasion and as chronicles, indicate that
Osman Shehdi also adopted the trend of the 18™ century Ottoman poetry,
known as mahallilesme, when the poets paid attention to the local themes.
In his poems, especially in chronograms, the poet recorded the construction
of many mosques, fountains (¢esme), madrassahs and libraries in Istanbul,
as well as in other parts of the Ottoman Empire. He also described victories,
military expeditions and conquests of fortresses in a very wide geographical
area, from Timisoara and Belgrade in the west, to Tabriz in the east. When
Shehdi speaks of that area, he mentions many locations in the Ottoman
Empire, as well as the current European and other states with which the
Ottoman Empire had avery dynamic relationship. Also, his chronograms
concern different events during the rule of the Ottoman sultans Ahmed II
(1691-1695), Mustafa II (1695-1703), Ahmed III (1703-1730), Mahmud I
(1730-1754), Osman III (1754-1757). There is also a chronogram on the
occasion of birth of Sultan Abdul Hamid I (1774-1789), the son of Ahmed
III, whose ascension to the throne Osman Shehdi did not live to see. Still,
the majority of his poetry concerns the fulip age, i.e. the rule of Sultan
Ahmed III and his Grand Vizier Damat Ibrahim Pasha.

If one wishes to make a more precise description of Shehdi’s
chronograms, the following eight categories apply:

1) Chronograms of death, which include: two chronograms on the
occasion of the passing of Darvish Abdulgani, as well as the famous
sultana Haseki and Veli Effendi; chronogram on the occasion of
death of Tavkli Effendi, Salih Effendi, who was the chief trustee
for kharaj, a chronogram of death for Shehdi’s son, Nigahizade
Ahmed Celebi (Ahmed Hatem Bjelopoljak), a chronogram of
death for Serkilari Ali Agha, as well as for Ahmed Dede who was a
mesnevihan (reader, instructor) of the Yeni Kapi tekke in Istanbul,
and a chronogram of death for EI-Hac Ibrahim Effendi.

2) Chronograms of birth, which include: the chronogram of birth
of Mehmed Esed, the son of Ibrahim Effendi, the son of shaykh
al-Islam Fejzullah Effendi; chronogram of birth of Sultan Abdul
Hamid, as well as of Sultan Numan; a chronogram of birth of
prince Sultan Muhammad, prince Sultan Isa; a chronogram of birth
of Sultan Murad and a chronogram of birth of prince Abdulmalik.
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3) Chronograms of reconstruction, which include: a chronogram on
the reparation of Sultan Eyyub’s turbe (tomb), as ordered by Sultan
Ahmed III; a chronogram of the restoration of the Sultan Suleiman’s
Mosque in Belgrade, as ordered by Sultan Ahmed III; a chronogram
of the reconstruction of the residence at the Eyyub dock, which was
financed by Corlulu Ali Pasha during the reign of Sultan Ahmed
III; a chronogram on the reconstruction of roads during the reign
of Ahmed III; a chronogram of the reconstruction of a mosque in
Damascus, affected by the earthquake, which was financed by
Baltact Mehmed Pasha; a chronogram to the reconstruction of the
Huneyn Mosque during the reign of Sultan Ahmed III.

4) Chronograms of construction, which include: a chronogram of the
construction of the minaret on the Sultan Eyyub Mosque, ordered
by Sultan Ahmed III; a chronogram of the construction of a fountain
by Sultan Mustafa II; a chronogram on the construction of the
Hagia Sophia atrium during the reign of Ahmed III; a chronogram
of the construction of the Cirit square, ordered by Sultan Ahmed
III; a chronogram of the construction of a castle by Ahmed III;
a chronogram of the construction of a small castle by the sea
during the reign of Ahmed III; a chronogram of the construction a
mosque, financed by Corlulu Ali Pasha during the reign of Ahmed
IIT; a chronogram on the construction of a fountain by Corlulu Ali
Pasha; a chronogram on the construction of the fountain at the
Galata neighbourhood by sultana Giilnus, mother of Ahmed III;
a chronogram of the construction of the castle by Ismail Effendi,
next to the Ebu Eyyub el Ensari’s tomb; a chronogram of the
construction of a tomb, a sebil (fountain) and a library erected by
Ibrahim Pasha; a chronogram of the construction of a fountain by
haji Mustafa; a chronogram of the construction of a fountain by Ali
Pasha; a chronogram of a mosque erected by Ibrahim Pasha.

5) Chronograms of ascensions to the throne and assuming the duty,
which include: a chronogram of naming Selim Giray the han of
Crimea; a chronogram on ascension to the throne of Mustafa II; a
chronogram on the occasion of the promotion of Seyyid Fetullag, the
elder son of shahid shaykh al-Islam Fejzullah Effendi, while serving
as a nakibiil-esraf during the reign of Mustafa II; a chronogram on
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the occasion of naming the second son of shaykh al-Islam Fejzullah
Effendi to the position of the kazasker of Anatolia; a chronogram of
naming Khalil Pasha a Vali of Egypt; a chronogram on the occasion
of naming Ali Pasha a vizier; a chronogram on naming Abdi
Effendi a foreign affairs minister (re’1siilkiittab); a chronogram on
naming haji Imad Pasha a kethiida; a chronogram on the occasion
of naming Mahmud Effendi a kazasker of Rumelia; a chronogram
on naming Ali Effendi a shaykh al-Islam; a chronogram on naming
Ibrahim Pasha a vizier.

6) Chronograms on weddings — only one chronogram falls into this
category, dedicated to the wedding of Corlulu Ali Pasha.

7) Chronograms on conquests, which include three chronograms: a
chronogram on the conquest of the Revan fortress during the reign
of Ahmed II; a chronogram on the conquest of the Tebir fortress
during the reign of Ahmed II; and a chronogram on the conquest of
the town of Konitsa (Kévitoa).

8) Chronograms onthe weapons ofwar,whichinclude two chronograms:
a chronogram on the imperial cannon, commanded by Corlulu Ali
Pasha during the reign of Ahmed III; and a chronogram on the
imperial cannon during the reign of Amhed III.

Osman Shehdi’s chronograms written in the form of the qasida include,
as has already been stated, a chronogram on a fountain erected by sultana
Giilnus. The full title reads: “To the sweet water fountain erected in front
of the honourable mosque at the Galata by sultana Giilnus, mother of the
late Sultan Mustafa and Sultan Ahmed III” (Merhiim Sultan Mustafa ve
Sultan Ahmed-i Salisiii Valideleri ‘Giilenve¢’ Sultan Merhiimun Galatada
Bitia Eyledigi Cami’-i Serif Haricinde Icra Eyledigi Ab-1 Hos-giivar-1
Cesme-sara Me ’miren Didiigimiz Tarihdir). Shehdi’s chronograms are
expressly local in nature and refer not only to the locations in Istanbul, but
also to other parts of the empire. Such is the chronogram on the restoration
of'a mosque in Belgrade: “This chronogram to a mosque was written when
this poor soul, the defterder of Timisoara, received the request to write a
chronogram to the esteemed mosque of mimar Halil, once that vizier, who
is second to none, became the protector of Belgrade, and once the damaged
honourable mosque, the endowment of the late Suleiman the ghazi at a



36  SABINA BAKSIC AND ALENA CATOVIC

high fortress, was reconstructed and expanded in accordance to the decree
issued to the aforementioned vizier by Ahmed Han 111, the famous ruler of
the global empire” (‘Bu Asaf-1 Bi-nazir Belgrad’a Muhafiz Oldukda Kal’a-i
Balada Vaki’ Olan Cami’-I Serif-i Engiliriis Merhiim Sultan Siileyman
Gaziniit Eser-i Hayrati Olup Muriir-1 Eyyamiyla Harabe Olmagla Hala
Erike-i Saltanat-1 Cihan- ban1 Padisah-1 Riiy-1 Zemin Sultan Ahmed Han-1
Salis-1 Vala San1 Olup Ol Cami’i Tesvi® Vii Miiceddiden Nigaste Vezir-i
Miisarun Ileyhi Me’miir Miicedidden Ma’miir Eylediklerinde Bu Fakir
Temesvar Defterdar1 Bulunmagla Me’ktiib-1 Emr-i Usliiblar1 Viiriiduyla
Bina-kerde-i Halil Olan Cami’-i Celil I¢iin Tarth Talep Itmeleriyle Ciimlei
Cami’ Olmak Uzre Bu Tarth Insad u Irsal Olunmusdu).

Such long titles of chronograms are a distinctive characteristic of
Osman Shehdi’s chronicles, the length of which often reaches the length
of the qasida — up to 30 couplets.

Ahmed Hatem Bjelopoljak

Ahmed Hatem Bjelopoljak (Akovalizade) is an 18" century poet who left
behind a complete Diwan in the Ottoman Turkish language, including
about 30 poems in Arabic and Persian. Ahmed Hatem also wrote several
commentaries, and one moral-didactic poem in Arabic together with a
commentary, as well as a commentary to the Tuhfe-i Sahidi dictionary,
a commentary to the Elfaz-i Kiifr risala (epistle) by Bedrl Rasid, a
commentary to the Miilteka, as well as a work in the field of mathematics,
entitled Serhii’l-lem’a. A truly comprehensible and versatile in terms of the
genre, the Diwan was written in a semantically and syntactically complex
manner, while, stylistically, it is rather difficult to understand for it contains
characteristics of Indian literary style.

As inferred from the poet’s name, he was born in Akova (Bijelo Polje),
the son of Osman Shehdi, also a poet and official at the Ottoman court. He
was highly educated and familiar with the Oriental languages, as can be
seen in his Diwan. Beside languages and literature, this poet, through the
education obtained in Istanbul and other centres of the Ottoman Empire,
gained enviable knowledge of theology and Sufism as well. A prolific
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scholar, he performed important duties, primarily that of a kadi in several
cities of the Ottoman Empire. He died in 1754 in Larissa, present-day
Greece, during his last diplomatic mission. His father, Osman Shehdi,
wrote a tarih (chronogram) about the event, from which we can conclude
that Ahmed Hatem was a distinguished and established poet, which is a
claim also supported by other literary-historical sources of the time.

Hatem’s poetic opus has been a subject of recent research in the
Republic of Turkey as his Diwan was analysed and transcribed in Mehmed
Celal Varisoglu’s master’s thesis. In our region, there have been several
research endeavours that concern Hatem’s poetry, more notably, Sabaheta
Gacanin’s doctoral dissertation which concerns poetry in the Persian
language, and Mirza Sarajki¢’s master’s thesis on Hatem’s ghazals in the
Arabic language. Although a dominant poet by scope and complexity,
Hatem’s literary opus in the Ottoman Turkish language is yet to be
thoroughly researched in Bosnia and Herzegovina.

Ahmed Hatem Bjelopoljak’s poetical opus in the Ottoman Turkish
language is mostly witnessed by his Diwan, a collection of poems written in
accordance with the traditional practice in the classical Ottoman literature.
Ahmed Hatem Bjelopoljak’s Diwan is preserved in the Ottoman Turkish
language in nine manuscripts, as well as in a print copy dating back to
1867. The Diwan itself is arranged so as to contain certain poetic forms
categorised in accordance with clearly defined criteria. Thus, at the very
beginning we find 16 qasidas, 44 chronograms, 127 ghazals, one mustazat
(a poetic form containing four to five stanzas), three poems in form of
sarki, two muhammes poems (a five-line poem in which a second poet
closed the poem by writing three lines that imitated the style of the opening
couplet, written by the first poet) and 22 independent bayts (mufreds).

Among the qasidas that were mainly written in the classical manner (the
first one in the naat form, the following six dedicated to Sultan Mahmud I,
five to Silahdar Ali Agha and one each to Said Bey, Muhammed Ishak and
Baltac1 Mehmet Pasha), the last one stands out, dedicated to the modus,
that is, to the makam in the classical Ottoman music. That qasida contains
numerous music terms and bears witness to the author’s knowledge of
the classical music, which was a frequent topic of his poetry, written in
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other forms as well. As far as length is concerned, that is, the number of
couplets, Ahmed Hatem Bjelopoljak’s qasidas differ significantly, varying
from a very long na’t that contains 139 bayts, to the qasida entitled The
Legend of Silahdar Agha (Der-Menkibet-1 Silahdar ‘Ali Aga) containing
only 13 couplets.

In the Diwan, 44 chronograms follow the qasidas. A number of
chronograms in Ahmed Hatem’s opus can be described as being the result
of a general trend in the 18" century diwan literature, which concerned local
values and events that were referred to through poetry. 4 Chronogram to
a Beautiful Tekke in Yeni Sehir (Tarth-1 Tekye-i1 Dil-kes Der-Yenisehir), 4
Chronogram to the Construction of Ahmed Pasha's Court (Tarth-i Ota Der-
Saray-1 Hazret-i Ahmed Pasa), A Chronogram to the Birth of Ahmed Said
(Tarth-1 Viladet-i Ahmed Sa’id), A Chronogram to the Birth of Hayreddin-
bey (Tarih-i Viladet-i Hayreddin Beg), 4 Chronogram of Birth (Tarih-i
Viladet), dedicated to the birth of his daughter Fatima, A Chronogram of
Birth, dedicated to the birth of Hatice (Tarth-1 Viladet). Those are followed
by chronograms on the construction of fountains; number 7 is dedicated
to the fountain built by Mustafa Agha (Tarth-i Cesme), while number 8
is dedicated to the construction of Ahmed Aghazade Ibrahim’s fountain
(Tarth-1 Cesme), while chronogram number 9, entitled A Chronogram to
the Construction of Abdullah Pasha's Fountain in Turhal (Tarth-i Cesme
Bera-y1 Muhsin-zade ‘Abdullah Pasa Der-Turhal), indicates both the
person who left the legacy and the location of the fountain. Chronogram
number 10 is dedicated to the fountain erected by a certain Muhammed
(Tarth-1 Cesme), while number 11 is about the fountain of Ali Pasha
(Tarth-1 Cesme-i ‘Ali Pasa). Chronogram number 12 is about the death of
Kuyuci-zade Muhammed Celebi (Tarih-1 Bera-y1 Kuyuci-zade Muhammed
Celebi), as well as the following seven chronograms, all dedicated to the
deceased persons: Zuleykha, (Tarth-i Vefat-1 Ziileyha Kadin), Seyh-zade
Hiiseyin Efendi (Tarth-i Bera-y1 Seyh-zade Hiiseyin Efendi), Aisha (Tarth-1i
Bera-y1 Kerime-i Miifti Efendi), Muhammed Effendi (Tarth-1 Vefat-1
Damat Efendi), haji Molla, the son of Muhjudin Effendi (Tarth-i Vefat-i
Hac1 Molla bin Muhyiddin Efendi), Emina, the daughter of Ahmed Pasha
(Tarth-1 Vefat), as well as Emin Agha (Tarth-1 Bera-y1r Emin Aga). The
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following two chronograms are dedicated to the construction of objects
— number 21 to the construction of haji Muhammed’s fountain (Tarih-i
Cesme), and number 22 to the construction of a castle of an unnamed owner
(Tarth-1 Kasr). What follows is a chronogram of the birth of Seyid Ismail
(Tarth-1 Viladet) and a chronogram of opening a shop (Tarth-i Diikkan),
and again a chronogram of birth of Ali Begzad Muhammed Bey (Tarth-i
Viladet). After the chronogram of death of Seyid Omer Agha (Tarth-1
Vefat) comes a chronogram of the birth of Hatice (Tarth-i Viladet), as well
as a chronogram of birth of Sharif Osman (Tarth-1 Viladet). Chronograms
of birth and death follow in succession, so the chronogram number 29 is
dedicated to the death of haji Bekir Agha (Tarth-i Viladet), number 30 to
the birth of Said Muhammed (Tarth-i Viladet Sa‘id Muhammed), while
number 31 is a chronogram of death of Sheik Muhjidin Effendi (Vefat-i
Tarth-i Muhyiddin Efendi). The following chronogram is dedicated to
Haci-zade Hact Mahmiid Efendi (Tarih-i Ota-i Haci-zade Hact Mahmud
Efendi), while the chronogram number 33 is dedicated to the birth of Said
Effendi (Tarth-i Viladet-i Sa‘id Efendi). Chronogram number 34 concerns
the construction of a library (Tarth-i Bina-y1 Kiitiib- hane-i Damad Efendi).
Chronogram number 35 was written on the occasion of the construction
of a minbar, a minaret and a masjid in a street (Tarth-i Minare vii Minber
i Mescid-i Mabhalle), while the following chronograms were dedicated to
births: number 36 to the birth of Hatice (Tarth-1 Viladet), number 37 to the
birth of Mustafa, the son of haji Husain (Tarth-i Viladet), and number 39 to
the birth of his own son, Yahya (Tarth-i Viladet). Chronogram number 39
1s a marsiya (an elegy, commemorative poem) on the occasion of death of
Nimetullah, the daughter of mullah Yenisehir (Mersiye-i Kerime-i Molla-
y1 Yenisehir). The following, chronogram number 40, is dedicated to a
mosque built by haji Bekir Agha and haji Selim Agha in Bulgaria (Tarth-1
Cami’), and chronogram 41 concerns the completion of the construction of
a ship (Tarih-i1 Kalyon). These are followed by chronograms of birth: Seyid
Halil (Tarth-1 Viladet), Baltact Ahmed Agha (Tarth-i Bera-y1 Ota Baltaci
Ahmed Aga Der-Yenisehir) and a chronogram of birth of an unnamed
person (Tarih-i Viladet).
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These chronograms are followed by 107 ghazals. The majority of
Hatem’s ghazals, in accordance with the usual content of this form, talk
about love, a loved one, and of a love potion. However, certain ghazals that
contain reflections on certain social topics and the situation in poetry are
especially interesting. The makhlas bayt forms are especially indicative
as far as Hatem’s poetics is concerned, as well as the situation in the 18"
century Ottoman poetry.

Poetic Forms of Diwan Literature

In the pragmatic analysis of the literary heritage of Bosnia and Herzegovina
in the Ottoman Turkish language, we focused on poetic forms (genres) that
entirely or in certain sections reflect the relationship between the poet and
his patron. Namely, the introductory and final parts of the mathnawis, the
fahriye (praise poetry) and the methiye in qasidas, the makhlas (the pen
name of the poet) bayts in ghazals, certain kit’as and chronograms, which
contain verses through which poets reflect to their own poetic expression
and the position in the Ottoman society, an interactive relationship with a
real or a potential patron, and also refer to the extralinguistic reality. Prior
to the analysis of such verses, it is necessary to explain some characteristics
of the content of the aforementioned poetic forms within the Ottoman
literary tradition.

Qasida

The qasida can be traced back to the pre-Islamic Arabic poetry. It reached
the Ottoman literature through Persia. The very name of this poetic form
in Arabic means “that which is the goal, which leads to a goal”. In other
words, a certain goal defines the content of the gasida, or, as Fehim
Nametak says in his work Divanska poezija XVI i XVII stoljeca [Diwan
Poetry of the 16™ and 17" Century]: “The qasida is a poem that was sung
for a certain purpose, as its very name states; its author frequently asked
for a position or some other favour from the person he would dedicate
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the poem to” (1991: 19). Of course, the content of the qasida is not only
limited to the “achievement of a goal”, to the praise of a dignitary the poet
was asking for help; the gasida also contained other thematic units that
traditionally determined the structure of this form of the diwan literature.
Most theoreticians of the classical Ottoman literature speak of six main
parts of the qasida: 1) nesib or tesbib, 2) giriz-gah or giriz, 3) methiye, 4)
tegazziil, 5) fahriye and 6) dua.

a) Nesib or teshib is the introductory part of the qasida, containing
15 to 20 initial bayts. This is an aesthetically valuable part of the gasida
containing the descriptions of, most frequently, nature, the arrival of spring,
winter, Eid al-Fitr or Eid al-Adha, Ramadan, war campaign, etc. These
chapters would determine titles of qasidas: bahariyye (qasidas dedicated
to the description of spring), sitaiyye (qasidas dedicated to the description
of winter), temmiiziyye (qasidas dedicated to the description of summer),
ramazaniyye (qasidas dedicated to the description of the holy month of
Ramadan), ‘idiyye (qasidas dedicated to the description of the Eid al-Fitr
or Eid al-Adha), hammamiye (qasidas dedicated to the description of the
hammam and to the beautiful women of the hammam), etc.

In his work “Nature and the Diwan Literature” Abdiilbaki Golpinarl
(1999:92), a prominent researcher of the diwan literature, considers the
descriptions of nature by the Ottoman poets as a pre-defined and a general
décor, emphasizing that “The nature in the diwan literature is the nature
organized in the middle of a room, or painted in thousands of colours on
a small page. Of course, the nature thus described ceases being nature.”
He further adds: “With these poets, spring is identical to the spring of all
poets; what’s more, it is identical to every spring.”

b) Girizgah or giriz, is one or more bayts that mark the transition
between the introductory chapter and the methiye chapter, which praises
the person the qasida is dedicated to. In this part of the qasida, poets
attempted to find appropriate, clever words to initiate the praise of their
potential patron.

¢) Methiye is a chapter of the qasida that praises the person the qasida is
dedicated to. Praise expressed in this chapter is frequently overemphasised,
with abundance of tropes, so they do not reflect the actual person which
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is the object of praise. Theorists of the diwan poetry do not hold this
chapter in a high aesthetic regard, since poets, for the purpose of flattering,
exaggerate in the praise of a dignitary, comparing them frequently to
historical and mythological characters.

d) Tegazziil is the chapter most frequently following the methiye with
verses in the ghazal manner. This ghazal, in full congruence with the gasida
regarding the metre and the rhyme, would be announced by poets; a one-
bayt-long introductory would usually precede the ghazal.

e) Fahriye contains the poet’s self-praise. Here, the poet, just as is the
case with the methiye, exaggerates, for, when they speak of themselves,
they frequently use the hyperbolae (overstate) to express their own poetic
abilities. The fahriye is a very important part of the gasida, especially in
the sense of understanding the poet’s perception of his own and poetry in
general.

f) Dua is the last part of the gasida, where the poet speaks to God,
expressing pleas and wishes for the benefit of the potential protector.

Ghazal

Ghazal is a “poem of at least five couplets, thematising love, beauty, wine.
It is the most frequent form of the diwan poetry, in which poets write about
their feelings: joy, pain, thrills of love, etc.” (Nametak 1991: 179). Most
historians define the ghazal as lyrical poetry. The very term lyrical came
from the western poetics and its use in the context of the ghazal is of a
recent period — the 20" century. Classical Ottoman stylistics, the postulates
of which were borrowed from the Arabic stylistics, did not recognise the
term, but, its definition of ghazal is very close to today’s meaning of the
term lyricism. Just as is the case with the majority of poetic forms in the
diwan poetry, the ghazal was primarily a from in the Arabic literature,
which spread to Persia and then to the Ottoman literature. It was formed in
the Arabic literature by separating a part of the qasida that was dedicated
to the description of the poet’s love for his beloved, which coincides with
the meaning of the word ghazal (courting). Thematically, it is defined as
poetry of love and wine, while Cem Dilgin, in line with the majority of
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other Turkish theorists, stated the following: “The ghazal primarily shows
the expressive and the subjective aspect of the diwan poetry” (1995: 109).

The term [lyricism which is frequently associated with the ghazal,
marked, in antiquity, the poems sung with lyre, while, later, in the
renaissance period, the poem was defined as a text written to be read,
which separated it from music; thus, its musicality was expressed through
the very structure of the text. The development of romantic sensibility in
the late 18™ century saw the increase in the importance of lyrical poetry,
as a “spontaneous outburst of feelings”; subjectivity, emotionality and
spontaneity became distinctive features of lyricism. The modern concept
of poetry defines lyricism on the basis of its origin — through the connection
with music and the romantic sensibility (Lesi¢ 2005: 368-370).

The two distinctive features of lyricism — sensibility and musicality
— can be recognised in the ghazal. It can be observed, even through the
classical definition, that ghazal was a poetic genre in which feelings
dominated. On the other hand, its musicality was conditioned by highly
strict forms. The form of the ghazal contained the following rhyme: the
first two half-lines rhyme, and the rhyme is further contained in every
second of the couplets that follow, i.e. at the end of the bayt. Schematically,
this can be presented the following way: aa ba ca da, etc. Ghazal was
always composed in the‘ariiz, which especially contributed the ghazal’s
musicality. It should be mentioned also that, in the Ottoman society, the
ghazal accompanied by different musical instruments, most frequently saz
(the baglama), so it was sung rather than recited.

When defining the ghazal, the miizeyyel ghazal should especially be
emphasised; it is a occasional ghazal containing additional two to three
couplets, for the purpose of presenting it to a dignitary, or a potential patron.
Just like the qasida, the miizeyyel ghazal ends in a couplet containing a
dua, a prayer for the praised dignitary.

Mathnawi

The very definition of the mathnawi as a literary form in the classical
Ottoman literature relies on the dictionary term that means “two by two”,



44  SABINA BAKSIC AND ALENA CATOVIC

which determines the rhyme of the form, more preciesely its inner rhyme
that exists between two half-lines (the misra‘) within the bayt (Dil¢in 1995:
167). Such a form of the rhyme has enabled this form, which originates
from the Persian literature, to be used for writing vast pieces of literature.

Cem Diligin, in his book Orneklerle Tiirk Siir Bilgisi [The Theory of
Turkish Poetry with Examples] mentions that the mathnawi is organised
in the following manner: introduction — dibdce, a non-compulsory part,
in verse or in prose, followed by a compulsory chapter that praises God’s
unity — tevhid, which is also followed by a compulsory linking hymnody
miinacat, in which the poet writes a dua to God, and then a chapter praising
Muhammed (PBUH.) — na t. The majority of mathnawis, usually but not
always, contain a mirdciye, a poem about the ascension of Muhammed
(PBUH.) to heaven and meeting with God. The following chapter or chapters
are also non-compulsory and they contain a praise to the four khalifs
(medh-i ¢ihar-yar-1 giizin) or some other prominent people in the Islamic
tradition. The mathnawi ends in a praise (methiye) to the person the poem
is dedicated to. Prior to continuing with the main theme of the mathnawi,
the poet discusses in a separate chapter the reasons for writing the work
(sebeb-i telif or sebeb-i nazm-1 kitab). This is a compulsory chapter in all
mathnawis and it is important in light of determining the poet’s poetics and
the approach to poetry. Finally, after all those chapters that refer to both the
Islamic literary tradition and the socio-cultural context in which the poet
operates, comes the main text of the mathnawi (agdaz-1 dastan), or the part
where the main theme is discussed. The text itself is divided into several
chapters that are indicated through subtitles and they concern a certain
episode of the entire theme. The last chapter of the classical mathnawi is
its ending (hatime), in which the poet mentions his name, the date of the
completion of writing in a chronogram, and a conclusion.

Kit’a (Epigram)

The poetic form kit’a (epigram) usually consists of two couplets, with the
rhyme established between the second and the fourth. Schematically, we
could exemplify it as follows: ba — ca — da — ea. In the Ottoman literary
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tradition, the kit’a usually does not contain the poet’s pseudonym — the
makhlas, although we can find poets who used it, including some of the
classics like Baki and Fuzili (Dilgin 1995: 203). The diwan tradition
defines the kit’aas as a form that can contain than two bayts (the long
kit’a - kit 'a-i kebire), resembling the ghazal without the initial matla bayzt.
However, such forms of kit’a significantly differ in content from the ghazal
and are most frequently used for writing chronograms (Dil¢in 1995: 203).
The Ottoman literary tradition is very diverse in view of themes of the
kit’a, i.e., it defines the kit’a as a genre that expresses the poet’s ideas,
wisdom, attitudes, judgements and criticism (Dil¢in 1995: 202), or a
thought, witticism, satire or a description of an event (Nametak 1991: 28).

Tarih (Chronogram)

The tarih or chronogram is a specific genre of the diwan poetry the content
of which speaks of an event, while the year in which the event happened
is expressed through the numeric value of letters in the Arabic alphabet
in which it is written. From a semiotic standpoint, chronograms are a
phenomenon because of the explicitly motivated relationship between the
signifier and the signified, since the signifier, as part of the sign, is not
only contained in the text of the verses, but also in each individual letter,
so we can talk about chronograms as a collection of both linguistic and
graphical signs. Keeping in mind the demanding nature of the genre, we
can only speculate the extent of the artistic challenge the diwan poets must
have faced. The genre’s complexity most certainly conditioned its length,
so the tarih was frequently a short form in the diwan tradition, frequently
expressed through a single bayt, or as kit’a.

Speech Acts in Diwan Poetry

One of the definitions of the speech act is that it is an action (for example, a
request, acompliment) implemented by uttering a certain segment of speech,
while linguistic units by which this can be done range from exclamations
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to combinations of several sentences, so each “illocutionary homogenous
utterance containing several sentences works as a single unit —a speech act”
(Ivaneti¢ 1995: 16). Since it is possible for one speech act to contain other
speech acts, it is also called the speech event. Context is highly important
in the process, and it, among other things, includes the relationship between
the speaker/the sender of the message and the collocutor/the recipient of
the message who are determined through the dominant factors (the vertical
social scale), as well as the social distance factors.

As previously mentioned, historical pragmatics approaches historical
texts from the aspect of the speech act theory, which is an approach also
considered relevant in the discourse analysis.

Although different definitions of discourse exist, we will mention the
one that holds discourse as any unit of a connected speech or writing. In
that sense, literary texts are also observed as discourses. Deborah Schiffrin
(1994: 7-12) distinguishes six different approaches to discourse analysis:

a) Speech act theory approach. We have mentioned previously that this
theory stemmed from an understanding that language is not only used to
describe the world/to transmit information on extralinguistic reality, but
also torealise certain activities that change such areality. For example, “Can
you pass the salt?” can, according to Schiffrin, be understood, depending
on the context, as a question related to the ability of the collocutor, but also
as a request to pass the salt. Hence, this is an indirect speech act. Such an
approach to discourse analysis focuses upon the knowledge of underlaying
conditions for the production and the interpretation of activities/acts that
are implemented through words/language. It is obvious that words can
perform more than one “action” and that context assists in distinguishing
utterances according to their functions. Thus, discourse analysis, through
the speech act theory, entails certain topics, such as indirect speech acts,
multifunctionality of expressions and their dependence on the context.
The very (speech act) theory ensures the ways of text segmentation and
determination of its units which can, again, be combined to form units of
a higher order;

b) Interactional sociolinguistics approach. The field itself stems from
anthropology, sociology and linguistics, and shares with them the interest
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in culture, society and language. The approach is characteristic of John
Gumperz who studied the way people from different cultures may share
the grammatical knowledge of a language, but differently contextualise
what is said. The approach deals with the way in which language is situated
in particular circumstances of social life and the way in which it reflects
different kinds of meaning (Erving Goffman);

¢) Anthropology-based ethnography of communication approach.
Instead of focusing on the notion of linguistic competence, Dell Hymes
proposed focusing to the notion of communicative competence which
entails the knowledge of society, culture, psychology and language
(including grammar), necessary for a correct language use and behaviour
in a speech event;

d) Pragmatic approach. This approach is mostly based on the ideas of
Paul Grice who introduced different types of meaning (the focus is on the
speaker’s meaning, i.e. intentions); he considered that every conversation
is conducted in accordance with the cooperative principle entailing four
conversational maxims that have been mentioned previously in the text;

e) Conversational analysis approach. This approach is called
“ethnomethodology” and aims at discovering the method by which
members of a society produce a sense of a social order. Conversation that
has a specific order and structure is key in the process;

f) Variational linguistics. This is an approach initiated by William
Labov, stating that linguistic variation is both socially and linguistically
conditioned. An important segment of the approach is based on the detection
of formal patterns in the text (frequently in narratives), as well as on the
analysis of the way in which those patterns are limited by that very text.

The speech act theory approach, as one of the approaches used in
both historical pragmatics and discourse analysis, will serve as the key
methodological means in the analysis of poetry written by our authors in
the Ottoman Turkish language. The first step is the identification utterances
as speech acts, which may be difficult sometimes unless it is an explicit
performative that contains a performative verb; if there is a verbless primary
performative, for example, the utterance “This is yours”, then ambiguity
may arise — either the speaker gives something to the collocutor, or s(he)
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is only claiming that something belongs to the collocutor. The primary
performative should be deducible to the performative formula: “By this
I [verb] to you this”, but that, however, does not eliminate the difficulty
in finding the grammatical criteria and textual conditions that apply to
performatives (Schiffrin 1994: 57). Indirect speech acts, i.e., speech acts
that do not consist of the already-established “formulae” can appear in
an infinite number of different realisations, while the identification of
means that signal the illocutionary force of an utterance is frequently
very arduous, hence the means can be considered suggestive rather than
indicative. That is why here we will talk about the speech acts that contain
a performative verb or some other linguistic means showing its illocution,
as well as the context they appear in (which here encompasses knowledge
of the recipient and the sender of the message, their social relationships,
conditions and rules). Speech acts are determined by culture and time.
Every linguistic community creates its own inventory of speech acts, as
well as a collective of performative verbs used to talk about those speech
acts. That is why they too can be observed in accordance with the way
in which they are implemented through time, or they can be analysed in
accordance with their description in a single period, which will be the
case here. It should be mentioned that some sections of poetic genres in
the Ottoman literature have titles that clearly indicate a speech act, for
example, the methiye, or the very name of a genre, such as the gasida, which
is a poem with a purpose — i.e. the performative. Most frequent speech
acts in the Ottoman literature (more precisely, poetry) are expressives and
directives. Commissives, commiting the speaker to a future action, they are
most frequently embedded in expressive speech acts. Declaratives, speech
acts that change the extralinguistic reality, always entail an institution
authorised to make such changes, hence, no wonder that no examples of
such speech acts have been found, since poetry itself is not an adequate
place for their realisation. Here, we will talk about verses that can be
categorised as performatives, showing the relationship between the poet
and the current or potential protector or patron. Chronograms (tarihs) are
an exception in a way, since they are representative speech acts, i.e. speech
acts that express facts about extralinguistic reality. Still, chronograms, as
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a specific genre of the diwan poetry, the content of which describes an
event, and in which the year the event occurred is expressed through the
sum of the numerical value of the Arabic alphabet, indirectly also describe
the relationship between the patron and his protégé. In this study, we will
analyse the chronograms that record the construction of important objects,
military campaigns and victories, deaths of state dignitaries, and which,
indirectly, express the relationship between the poet and the state, i.e. the
poet and individual authorities.

1. Expressives

As has already been stated, expressives are speech acts that express the
attitude and emotions of the speaker, characterised by verbs such as:
thank, congratulate, apologise, praise, etc. These verbs belong to a very
heterogenous group, since they contain a wide spectrum of speech acts,
from praise and compliments, to criticism and scorn. They can be divided to
expressives with a positive and expressives with a negative attitude towards
the collocutor or his/her act. Searle’s rules for differentiation of speech
acts are sufficient only for the classification of general types of speech acts
(expressives, directives, declaratives, commissives and representatives),
but are “not precise enough for a valid internal specification of illocutions
within those general types” (Ivaneti¢ 1995: 45).

1. 1. Good Wishes (Duas, Prayers)

Expressive speech acts also entail good wishes addressed to the collocutor,
that is, the recipient of the message. Just as compliments and praise, they
are constituents of positive politeness strategies, for they show care for
the collocutor, i.e. the recipient of the message, in an attempt to establish
closeness and solidarity. The contemporary Turkish language is abundant
with expressions of good wishes, almost for every situation imaginable, in
order to avoid the unpreferred silence (the Bosnian language does not have
as many such expressions, thus we are frequently forced to say “I don’t
know what to say.”) and establish solidarity with other members of the
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community, which is highly important for the collectivist societies such as
Turkish. Good wishes entail prayers, i.e. duas that are, in fact, addressed
to God, but they concern the collocutor (one asks God to bestow some
good on the collocutor). The word dua is Arabic and it means “calling”,
“invitation”, “calling upon”, “prayer”, “plea”. Duas, i.e. prayers are means
of communication with God. Since the prayer is, in fact, a conversation
with God, it follows that it is oriented towards the interpersonal function of
language. Hence, if God is the collocutor, it then also entails “addressing
Him” and “listening to Him”. The prayer is a complex phenomenon,
containing two dimensions: private and social. Since it is realised through
words, it is also a linguistic activity that transposes language from the daily
life to another (transcendent) sphere. A prayer, as means of communication
with God, entails several speech acts: plea/confession, gratitude, request.
One can say that the examples that will be analysed are also speech acts
that, together with the good wishes for the recipient of the message, also
bring good to the author himself (the longer the benefactor lives, the longer
the author benefits), and they can also be observed as a flattery to the higher
ranking collocutor, the addressee (again, all for the purpose of achieving
benefit to self, but one must keep in mind that the needs of face are
limited with religious people). It is necessary to emphasise that an entirely
different concept of power, as well as the ruler-subject relationship, existed
in the Ottoman Empire. Namely, the ruler was seen as a father figure and a
moral role model, so both the subordinates and the superiors were morally
obliged towards one another (Kurz 2012: 106). Through this prism we
should observe the poetry which praises the power of the ruler and which
contains duas for the ruler’s wellbeing — as an expression of the consistent
paradigm of both the literary tradition and the ruler-subject relationship,
not only the poet’s intentions to claim benefit for himself through such
form of address. Namely, the predominant view was that whoever opposed
the sultan also opposed God and that the servants had to be loyal to the
ruler, obliged to pray to God for the sultan’s health and longevity, besides
the obedience and expressions of love (Kurz 2012: 112). Thus, duas found
in the Ottoman poetry can be observed as fulfilment of those duties.
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Good wishes, 1.e. prayers to God for the benefit of another person, and
prayers in general, are positive politeness strategies. As has already been
stated, P. Brown and S. Levinson assumed the term positive politeness
strategy from Emile Durkheim, who distinguished positive and negative
rituals, whereby the former are used to get close to the Absolute, and the
latter, frequently taboos, express awe and God-fearing nature. In this case,
the poet used good wishes and duas to become close to the addressee
and to establish a close relationship with him, making the addressee feel
recognised and loved.

1.1.1. Good Wishes (Duas) in Qasidas

As we have previously mentioned, duas are the last part of the gasida, in
which the poet addresses God through prayers and wishes for the well-
being of his potential benefactor. As the essential part of the qasida, duas
are also speech acts, prayers (pleas) addressed to God. They are considered
speech acts because they gain a magical power from the Transcendent, and
since they are used for the benefit of the addressee, they can also be, as we
have already emphasised, a positive politeness strategy.

Qasidas written by Hasan Ziyai, a poet from Mostar, the author of
the oldest collection of poetry (diwan) in the Ottoman Turkish language
in Bosnia and Herzegovina, in accordance with the established literary
tradition, end in duas, prayers to God for the benefit of the dignitary they
are dedicated to. In that sense, Ziyai’s Qasida to the Autumn in Praise of
Mehmed Bey is significant, since the poet prays for the recipient of the
message to remain long in power, for it could benefit the author (the sender
of the message) as well, provided he remained in his mercy.

Truly from the heart a special dua he makes
That commander he remains everlasting in the day and nightfall

My dua is incessant to the Almighty God
When He bestows His blessings inexhaustible
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May your endless dirhams spill throughout the world
May the Almighty increase your generosity every more

‘Ale’l-hustis du’a kila ‘an samimii’l-kalb
Devam-idevletiifie bi’lgudiivvi ve’l-asal

Cenab-1 hazretiine her zaman du’am oldur
Cihana bereketi madam ki sacarsa nihal

Sagila’aleme lLitfiin diremleri bi-hadd
Sahafi artira her bar Kadir-i miite’al (Q5/28-30)

In the first couplet, the author speaks of himself in the third person
singular, which is a relatively common procedure after the makhlas bayt.
We can also state that such use of the third person singular contributes to
the objectivization of what was said, implemented as a claim that a dua is
made. On the other hand, the emotional involvement and honesty of the good
wish, i.e. the dua, is emphasised by the Arabic phrase ‘an samimii’l-kalb
(truly from the heart). The dua also contains an exaggeration bi 'Igudiivvi
ve’l-asal (in the day and nightfall), which concerns the duration of the
rule of the potential patron Mehmed Bey, which also entails the benefit
of the author himself. In that way, not only does the poet wish well to the
other person, but indirectly to himself too. That is even more striking in
the last couplet, where money is explicitly mentioned (dirhams) together
with a prayer that the Almighty increased the generosity of the patron,
which is realized by the optative (sa¢ila, artira). Although the optative in
the contemporary Turkish language is a verb mood expressing wishes, one
must keep in mind that:

[O]ne of the most important syntactic and semantic features of the optative in
the old Ottoman Turkish language is its functional movability and polysemic
nature. We need to emphasise that it was used to express all means and all
three temporal spheres, partly even the past. (Causevié 1987: 74)

Here too we can recognise the request as a speech act, since the poet,
in fact, urges God to bestow wealth and generosity to Mehmed Bey, so
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that he could continue sharing wealth to others, including himself. That is
why Michael Hancher (1979: 2) classifies prayers as directive speech acts,
since they urge to God to perform a certain activity.

A similar example is found in the Qasida to the Spring in Praise of
Mehmed Bey by the same author:

O, the Master of Being, my wish is but one
Until the sun and the moon succeed each other

Make his happiness and life last day and night
It’s how his enemies in damnation and misfortune will be gone

Ey Vacibii’l-viicid muradum budur heman
Devr eylediik¢e diinyede hursi dile kamer

Riiz u sebeyle devlet i ‘Omrini miistedam
Eyle viiciid-1 diigmenine kahr ile Zzarar (Q3/25-26)

Here too, as in the previous example, the permanent nature of the
wish (the life and power of the patron) is emphasised, and this time, it
is expressed through an expression in Persian riz u seb (day and night),
and through the quasiconverb -dik¢e, which, among other, translates into
Bosnian as dokle god, expressing the duration of an activity as long as the
activity expressed in the main clause lasts, and, in this case it is — “until the
sun and the moon succeed each other” (Devr eylediik¢e diinyede hursid ile
kamer). The quasigerund, i.e. “the quasiconverb -DIk¢A compares the two
activities in accordance with the frequency of occurrence and the temporal
criterium” (Causevi¢ 2018: 318).

Besides the dua for the benefit of Mustafa Bey, there is also a curse in
the last couplet, which is, in fact, a bad wish intended for the bey’s enemies.
There, the poet addresses God (the addressee) asking for misfortune to the
enemies (kahr ile Zarar), by which he transforms the curse into a kind of
a good wish for the patron. Imperative is used here (eyle devlet ii ‘6mrini
miistedam, Eyle viiciid-1 diismenin ekahr ile Zarar).
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Hasan Ziyai, a poet from Bosnia and Herzegovina, writes similarly in
his Qasida to the Wind in Praise of Hasan Bey:

May Allah save you from thorns of misfortune
So that you smile like a rose in the rose garden of this world

May the Almighty God make your life and power last
May he bestow you with abundant beauty in both worlds

Har-1 azardan Allah ide zatufi mahfiz
Olasin giil gibi giil-zar-1 cihanda handan

‘Omriifi devletiifii da’im ide Hazret-i Hakk
Iki ‘alemde safia vireme zadufi Yezdan (Q 7/31-32)

It is interesting that, in this example, in contrast to the previous, the
permanence of what is wished for is extended from the temporal to the
spatial sphere, i.e. the expression iki ‘a@lemde (in both worlds) can be
viewed in both these senses, while the very wish is realised through the
optative (ide, olasin, ide, vire). Also, the dua for the benefit of Hasan Bey
is characterised by the language use typical for lyrical poetry. Namely,
metaphors such as thorns of misfortune (Har-iazar), rose (giil) and rose
garden of this world (giil-zar-1 cihan) make the good wish abstract and
polysemous, giving it a lyrical dimension. Still, the lyrical context of duas
in qasidas 1s found with other poets too, so similar metaphors can be found
in qasidas of the poet Osman Shehdi.

In his Spring Qasida for Sultan Ahmed Il the Ghazi, Osman Shehdi,
two centuries after Ziyai, also wishes for his ruler to be “smiling like a
rose” (Bayimdir 2008: 139).

God, make his day at the throne merry
And the glorious sultan like a rose smile

May joy and might adorn his glorious and just throne
In jubilation of the noble heart, o, Lord, rescue from suffering provide
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May he conduct well the affairs of this world
May his helpers be angels from the world sublime

May you bestow all of the sultan’s kin with bright light
May it be seen that it is the sun on the sky of the state that shines

May that bud that has just formed in the rose garden of the world
O, God, be an ornament on the sultan’s noble turban

Make him, the representative of the state, steady
And his extraordinary affairs always thrive

[1aha bu sehinsah-1 ‘azimii’s-san1 tahtinda
Idiip giil gibi handan eyle riiz-1 baht-1 bidar

Serir ‘adle revnak-bahs olup ‘izz {i sa’adetle
Safa-y1 hatir-1 ihsan ile ya Rab virme ekdar

Vire hiisn-1 nizam-1 temsiyet ahval-i diinyaya
Olup Kerriibiyan-1 ‘alem-i bala meded-kari

Her seh-zadegan-1 nev-tulii’un ber-fiirug ile
Ki anlardir sipihr-i devletii hursid-i envari

Hudavenda nevres-i gonca giiller bag-1 ‘alemde
Ola bu sehriyar-1 sahdarii zib-1 destar1

Vekil-1 devletin hem mesnedinde eyle pa-ber-ca
Umir-1 hass u ‘ama kil muvaffak an1 her-bari (Q 29/59—64)

Although thisexample contains, in the description of the ruler, metaphors
characteristic of lyrical poetry, the second couplet especially emphasises
moral traits of the ruler that equally stand for both the description and
anticipation. With “May joy and might adorn his glorious and just throne”



56  SABINA BAKSIC AND ALENA CATOVIC

(Serir ‘adle revnak-bahs olup ‘izz ii sa’ddetle), the poet describes, or, more
precisely, compliments the sultan, but also mentions the values he expects
the sultan to possess. Such an attitude is congruent with the social order of
the Ottoman Empire, where justice was the most important characteristic
of the ruler, who was expected to protect the subjects from violence and
the abuse of power of other ruling representatives. Also, in the Ottoman
society, the sultan was “The Shadow of God on Earth”, i.e. the person
protecting the social order in the name of God (Kurz 2012: 108). That
is confirmed by the following couplet: “May he conduct well the affairs
of this world / May his helpers be angels from the world sublime” (Vire
hiisn-inizam-1 temgiyet ahval-i diinyaya / Olup Kerribiyan-1 ‘alem-ibala
meded-kart), where the ruler is entrusted the management of the affairs
of this world, with the support of beings from the transcendent world; this
utterance is realised by the use of the optative (vire).

The sultan’s position in this world is represented in the dua in the
last couplet: “Make him, the representative of the state, steady / And his
extraordinary affairs always thrive” (Vekil-i devletin hem mesnedinde
eyle pa-ber-ca / Umir-1 hass u ‘ama kil muvaffak ani her-bari). The sultan
is described by the syntagma vekil-idevlet (representative of the state),
where the word devl/et may have several meanings. The attribute devletli /
devletlii, which means “the one who is prosper, happy and supplied”, was
used for Ottoman sultans and other dignitaries (Devellioglu 1998: 181).

Also, there is the syntagma devlet kusu which means, in the
contemporary Turkish, “a sudden stroke of luck, profit”, while, in the past,
it was used as one of the synonyms for the bird phoenix. This syntagma is
connected to the narrative that the sultan will become the one over whom
the bird phoenix flies (anka).

The same couplet contains a plea (prayer) to God expressed through
imperative (eyle, kil). If we were to observe it as a speech act, we would
conclude that this is a directive. Although this directive contains no
mitigating devices, the context itself, i.e. the fact that the addressee is
God Almighty, categorises this speech act as a prayer. As has already been
stated, M. Hancher (1979: 2) classified prayers as directives because they
ask for a certain action to be taken. We conclude that the pleas are addressed
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to God because of the expressions such as /ldha (o, God), Hudavenda
(0, God; o, Lord) that have been used at the beginning of the verses, and
which contain the Persian vocative morpheme -a.

1.1.2. Good Wishes (Duas) in Ghazals

Although duas are not a characteristic part of the ghazal, the so-called
miizeyyel ghazal should be mentioned, i.e. an occasional ghazal that
contains additional two to three couplets for the purpose of being presented
to a dignitary, i.e. a potential patron (that means that the poet directly
addresses the addressee — the patron). Just like the qasida, the miizeyyel
ghazal ends in a couplet containing a dua, a prayer for the benefit of the
praised dignitary.

Thus, good wishes and duas are also found in the ghazal dedicated to
Sultan Murad IV by Mezaki, a poet from Cajni¢e. The ghazal was written
in the redif form -andur Uskiidar, referring to the well-known part of
Istanbul. We will present the entire ghazal in order to show the two couplets
added to the initially lyrical poem that are dedicated to the ruler and that
have an entirely different pragmatic function and the overall purpose.

It’s a God's blessing, Uskiidar, the eternal Jannah
Which brings joy to the hearts of the young and the old — Uskiidar

The smell of flowers constantly spreads in the morning horizon
The glorious smell in the noses of people and souls — Uskiidar

Beauties with lips like buds and the lovebirds like nightingales
Be and it shalt be a rose garden - Uskiidar

1t is always talked of as a rose garden that brings joy to the heart
Without a doubt, its glory spreads everywhere Uskiidar

Everybody praises its air that feeds the soul
He is the most glorious son of time — Uskiidar
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O, Mezaki, if only every place were this beautiful
1t is the place of gathering with the drink of the emperor of emperors
— Uskiidar

Of the glorious kin, Sultan Murat, the most noble
Who in his reign made a garden of Jannah —Uskiidar

May he never taste the pain for as long as he lives in this world
It is like a rose garden of Jannah bringing joy — Uskiidar

Bareke’llah san behist-i cavidandur Uskiidar
Kim safa-bahs-1 dil-i pir ii civandur Uskiidar

Bily-1 ezharin saba afaka nesr eyler miidam
Niikhet-efriiz-1 mesam-1 ins i candur Uskiidar

Gonca-fem canan ile biilbiil-negam ridan ile
Giil-sitan-pira-y1 bag-1 kiin-fe-kandur Uskiidar

Soyleniir her dem safa-y1 dil-kiisa-y1 giil-sen,
La-cerem dillerde bdyle dasttandur Uskiidar

Medh ider feyz-1 heva-y1 can-fezasin her kisi
Hasili memdiih-1 ebna-y1 zamandur Uskiidar

Ey Mezaki n’ola ma’mir olsa bdyle her yeri
‘Isret-abad-1 sehen-sah-1 cihandur Uskiidar

Cem-nejad-1 muhterem Sultan Murad-1 piir-kerem
Kim zamaninda heman bag-1 cinandur Uskiidar

Cekmesiin bir dem elem ta kim cihanda dem-be-dem
Giil-sen-i cennet gibi rahat-resandur Uskiidar (G 60)
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The last two couplets are important for the pragmatic analysis of
Mezaki’s ghazal, especially the last couplet where we see a good wish
expressed for the ruler. Namely, the positive politeness strategy is
recognised in the poet’s wish that the praised person never goes through
suffering, which is a sign of care for that person. That is how closeness
and solidarity are established between the speaker and the addressee. On
the other hand, in the couplet that comes second to the last, we can see the
expression of respect in the very description of the sultan: “Cem-nejad-1
muhterem Sultan Murad-1 piir-kerem”. The phrase Cem-nejad stems
from the word cem, which means ruler, sultan, but was also a nickname
of the Prophet Suleiman and Alexander the Great, and the word nejad/
nijad which means kin, kind, offspring. That is why the aforementioned
construction is semantically dense and could simultaneously be translated
also as “of the imperial kin, the noble kind”. In the same couplet, together
with praise, the poet compliments the sultan for his achievement: “Who
in his reign made a garden of Jannah — Uskiidar” (Kim zamaninda heman
bag-1 cinandur Uskiidar). On the one hand, from the pragmatic aspect, it
can be argued that this is an exaggeration, while, from the position of the
Muslim, the description of the beauty of a place culminates in the metaphor
of the gardens of Jannah, which here denotes Uskiidar, a neighbourhood in
Istanbul, the capital of the Ottoman Empire.

In the third couplet of this ghazal the power of the word is seen: “Be
and it shalt be a rose garden - Uskiidar” (Giil-sitan-pira-y1 bag-1 kiin-fe-
kandur Uskiidar), where we see a citation from the Holy Quran in Arabic
(kiin-fe-kan), integrated in the Ottoman Turkish text. Such a procedure was
common for the classical Ottoman literature and is considered a stylistic
device iktibas, while the use of the Arabic language can be perceived as a
citation signal.

Good wishes, i.e. duas written for the benefit of the ruler can also be
seen in the miizeyyel ghazals by poet Sabit Bosnevi. Namely, the ghazal
he dedicated to Sultan Mustafa II, together with compliments and praise,
also contains a prayer for the victory of the sultan.
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Sabit, this fiery and eloquent quill
Is no wonder if the mountains crumble before the soul of prince Dehlev

One slave of the emperor of emperors, a young servant
Kofa from the barn cannot measure with the crown of Keyhiisrev

The centre of the world, Sultan Mustafa Han, whose
Mercy has covered all, the water, the fire, the earth and the air

May the Almighty God make him a victor against the infidels
May he conquer all with his sabre on the way to Uyvar

Sabita buhame-i ates-nisar-1 ab-dar
Daglar yaksa n’ola can-1 Emir-i Dehleve

Bir sehihingahul gulamidur ki endna ¢akeri
Satl-11stablin degismez efser-i Keyhiisreve

Kutb-1 ‘alem ya’ni Sultan Mustafa Han kim anufi
Lutfi heb samildiir ab i ates i hak i ceve

Hak Ta’ala diismen-i din {izre mansur eyleye
Feth ola tig ile Uyvar yollar1 heb o leve (G 48/6-9)

These verses primarily test the knowledge of the reader/the recipient
of the message, since they mention princes Dehlev and Keyhiisrev; the
addressee is expected to possess and share the same knowledge with the
author. The poet mentions the geographical location Uyvar, i.e. a fortress
in today’s Slovakia, besieged by the Ottomans several times before finally
conquering it in 1663, during the reign of Sultan Mehmed IV. The fortress
would remain in the hands of the Ottomans the following 22 years, and
they had to give it up in 1699 by the Treaty of Karlowitz, during the reign
of Sultan Mustafa II, to whom the verses are dedicated. The mentioning
of the conquest of Uyvar reflects the real historical events, but they also
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stand for the Turkish heroism and strength, as we can see in the phrase
Fort comme un Turc (as strong as a Turk/before the Uyvar).

Changing of the grammatical person is also evident, so the poet
addresses himself in the second person singular, achieving thus the
emphasis and estrangement effect which was a common procedure in the
Ottoman literature, since the awareness on the consistency of the use of the
grammatical person signifying the lyrical / did not exist. Sultan Mustafa
IT was described as the centre of the world, whose mercy shines over the
four elements: “Kutb-1 ‘alemya’ni Sultan Mustafa Han kim anufl / Lutfi
heb samildiir ab 1 ates i hak i ceve”, which emphasises the extent and the
overwhelming nature of his power. The science of the four elements the
world is made of is also present in the worldview of the Ottoman society.
The context suggesting the sultan’s power over the elements implies his
power over the entire earthly world as a microcosm.

As in the majority of cases, here too we see the good wish realised by
the third person singular optative (mansir eyleye, feth ola).

1.1.3. Good Wishes (Duas) in Mathnawis

In the introductory sections of mathnawis, i.e. in the chapter entitled
sebeb-i te’lif (the reason for writing), poets frequently refer to their own
life and poetics, but also to their protectors, patrons, to whom they dedicate
the mathnawi. The custom of the author addressing the patron in the
introduction existed in England as well, especially in the 16™ century. The
reasons are the same: the author’s existence depended on the patron and
his good will, and it was entirely understandable that he was complimented
and praised (Taavitsainen — Jucker 2008: 204).

In introductions of their narrative poems, the diwan authors would
describe their patron and express good wishes and duas for his benefit in
the end. Such an example can be found in The Tale of Sheikh Abdurrezak by
Hasan Ziyai Mostari. Ziyai, speaking of Vusuli Bey, to whom he dedicated
his work, ends the praise by the following words:
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For the ones in need his door is always open
Merciful he is, may he be blessed with a long life

To his pure soul ourdua is eternal
May his life be long and mercy endless

Kapusi merdiim-1 muhtaca penah
Gureba miisfikidiir “tale bekah”

Zat-1 pakine du’amuz da’im
Lutfi da’im ola zat1 ka’im (244-45)

The mentioned verses describe the patron as merciful and generous,
which is also the description of the wishes (in each instance expressed
through the optative) of the author that Vusuli Bey continues to behave
that way and that God bestows him, so generous, with an endless life and
mercy (Lutfi da’im ola zati ka’im). By complimenting Vusuli Bey that he is
merciful and of “pure soul”, the author emphasises his dua by the syntagma
in Arabic: tale bekah which underlines the religious dimension of the
utterance. Namely, in the Oriental-Islamic tradition, Arabic, as the language
of the Quran, was preferred in duas and prayers. In the end, the poet writes a
claim: “To his pure soul our dua is eternal” (Zat-1 pakine du’amuz da’im), by
which the poet states to be constantly praying for the benefit of his protector
(even beyond the poetic expression). The presence of good wishes for the
patron in mathnawis of the authors from Bosnia and Herzegovina can also
be seen in The Muradnama by Dervish Pasha Bajezidagic. He dedicated
his work to Sultan Murat I1I, especially the methiye, i.e. the praise to the
sultan, where he mentions many good wishes to the ruler.

I shall say but one: expressing weakness
I want to present a hayr-dua

O, God, by the light of the immense Sky
By the perfection of the Speech so pure, eternal
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Make this sultan, rightly raised
Eternal in the state and rule

Support those who support him
Beat the enemies of his state

Submit the world to his command
Make his army ever victorious

Improve his faith and affairs in this world
Make him joyful in both the worlds!

Ol heman yek ki ‘acz idiip izhar
Eyleyem bir du’a-y1 hayr 1sar

Ya ilaht be-niir-1 ‘Ars-1 ‘azim
Be-kemal-i Kelam-1 pak u kadim

Sen bu sultan-1 hiib-ahlakt
Devlet ii saltanatda kil baki

Kilub a’van-1 nusretiin mansir
Eyle ‘ada-y1 devletiin makhur

Emrine ‘alemi musahhar kil
‘Askerin dayima muzaffer kil

Din ii diinyasin eyleyiib ma’mir
Iki ‘alemde kil an1 mesriir (327-332)

As can be seen in the above example, the dua is perceived as a verbal
gift: “Eyleyem bir du’a-y1 hayr 1sar” (I want to present a hayr-dua), where
the verb isar eyleyem is used. Also, by the use of the syntagma du’d-y:
hayr (a hayr-dua), the poet emphasises that it is a good wish, unlike the
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Turkish expression beddu 'a, consisting of the word bed, meaning bad, and
the Arabic word du’d, meaning prayer. In the continuation of the poem,
the imperative is the dominant verb form, consisting of the auxiliary verbs
eyle and kil in combination with the Arabic participles. One such example
is the verse ‘Askerin dayima muzaffer kil (Make his army ever victorious),
where the Arabic participle muzaffer (victor) was used also as an adjective
for the sultan. “The adjective muzaffer dayima — always victorious was
introduced to the tughra of Murat II, and has remained in all other seals
that followed” (Coli¢ 2005: 50).

The characteristic of the sultan, also emphasised in the above verses, is
good upbringing, which assumes high moral values: sen bu sultan-i1 hiib-
ahlaki, and that is in line with the perception of the sultan in the Ottoman
Empire as a moral role model, a just protector of his subjects. The poet
addresses God asking Him to bestow good on the sultan: to rule eternally,
to defeat his enemies, and to be joyful in both the worlds. In those good
wishes, the expectations from the ruler can be read as well, i.e. the desire
for him to be a successful ruler and commander. At the same time, the
author indirectly includes himself in the dua, saying: “Support those who
support him” (Kiluba 'van-i1 nusretiin mansir). Namely, the author does not
mention the names of those he dedicates the good wish (dua) to; rather, he
describes them as those who support the ruler, and it is very difficult not to
conclude that the poet did not include himself in this methiye.

1. 2. Complaints

Complaints are also expressive speech acts, although Michael Hancher
(1979: 2) considers them to be representatives after all, for they state the
facts relates to the extralinguistic reality. Unlike good wishes/duas, they are
face threatening acts, since the speaker/sender of the message expresses his
disapporoval and negative feelings towards the state of affairs described
in the proposition, and for which he holds the hearer responsible. Some
of their functions also entail expressing discontent, disapproval, but also
facing the problem in order to remedy the situation. They are sometimes
also used as means to give vent to one’s feelings, as well as a way of
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self-expressing. According to Leech (1983: 105), they are conflictive
illocutionary functions, since their illocutionary goal (the speaker’s
intention) conflicts with the social goal (of maintaining cooperation and
politeness). Complaints can also be both expressive and directive speech
acts (the directive may be added or implied), since the sender of the
message can simultaneously ask for the correction of the situation s(he) is
complaining about, threatening also the collocutor’s negative face.

Complaints can be divided to direct and indirect (Boxer 1996: 236).
In direct complaints, the collocutor is mentioned as the cause of the
unsatisfactory situation of the speaker, so s(he) is asked to correct it. Such
complaints are also directive speech acts, so they threaten the collocutor’s
negative face. Anna Wierzbicka describes such speech acts (in this
case, focusing on the English language) the following way: the speaker
expresses the idea that something bad is happening and wants the recipient
of the message to intervene and to do something in order to improve the
situation. (Wierzbicka 1987: 242).

In order for complaints to be realised, author Iryna Prykarpatska (2008:
93) proposes the following strategies based on the research and modes
of different authors (Brown and Levinson, Olshtain and Weinbach, Anna
Trosborg): 1. below the level of reproach, i.e. objection is not expressed,
for example, “Never mind, let’s meet some other time.” 2. disapproval is
expressed, for example, “It’s a shame that we now need to speed up the
work because you postponed it.” 3. a complaint is expressed, for example,
“You are always late and that is why we now have less time to complete
the job.” 4. an accusation and a warning are expressed, for example,
“Don’t expect me to sit around next time waiting for you.” and 5. a threat
is expressed, for example, “If you are late one more time and jeopardise
the project, I’ll report you to the manager.” (Olshtain — Weinbach 1987). In
the examples from the Ottoman literature, we also find threats, only they
are addressed to the speaker/sender of the message, since they convey the
message that something bad will happen unless the situation changes.

Complaints contain three components:

1. Main component

a) initiation/opening of communication (greetings, terms of address)
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b) complaints (expressing negative evaluation, including justification)

c) requests (direct or indirect attempts to get the recipient of the
message to redress the situation)

2. Level of directness

a) indirect (no explicit mention of the offense)

b) somewhat direct (mentioning of the offense, but not the responsibility
of the collocutor/the recipient of the message)

c) very direct

3. Amount of mitigation (Rinnet, Nogami 2006: 33).

On the other hand, indirect complaints can be categorised as 1. self-
complaints — speaker expresses negative evaluation about himself/herself,
and 2. situation-induced complaints. Such complaints do not have to
include the request for correction, since the collocutor is not considered
responsible for it; this is a positive politeness strategy the purpose of which
is to get closer with the collocutor. That is why Janet Holmes (1995: 188)
considers such instances a form of phatic communication, stating that
indirect complaints, i.e. general complaints about life, time, situation in
economy, etc. call for agreement and compassion, rather than a conflict
and a threat to somebody’s face. The fact is also that in the contemporary
Turkish society, as part of safe topics, the conversation about problematic
aspects of life dominates because of a prevailing belief in the evil eye
(Zeyrek 2001: 64). It is difficult to establish the difference between, for
example, complaints serving as criticisms and those that are only part
of the phatic communication. In the following examples, it seems that
it is the combination of direct and indirect complaints, since they are
addressed to the people of a higher social status, especially considering
that it is impossible to determine sometimes who the true recipient of the
complaint is. As has already been said, complaints can be both expressive
and directive speech acts, since they can also contain a request towards
the addressee. Namely, the sender of the message, in our case — the poet,
describes himself as a hopeless, unprotected and poor, but, in fact, he is
asking the recipient of the message (a person of a higher social status) to
act. However, sometimes, the poet expresses resignation: through verses,
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he states that he accepts the situation which is against his will and which
they cannot alter. Sometimes it is impossible to determine the difference
between indirect complaints and resignation.

1.2.1. Complaints in Ghazals

Reference to the extralinguistic reality is rarely present in ghazals, an
exception being the final couplet in ghazals — the makhlas bayt (the
Ottoman makhlas beyti). That is a couplet in which the poet weaved his
name, i.e. used a poetic pseudonym — makhlas. Diwan poets frequently
used pseudonyms and were, in fact, famous for the practice in which they
would add their name to, most frequently, last or the last but one couplet.
The name would often be written in capital letters, or in some coloured ink
for the purpose of achieving easier detection. Hence, the presence of the
poet’s name in the poetry, the main function of which was to show who
wrote the verses, also made the author fictitious, and, like other characters,
an equal element of the artistic structure. The makhals bayt can be viewed
as a self-referential section of the text, implemented either as a reflexion
of the author to himself, or to his own text.

Mezaki, a 17" century poet from Bosnia and Herzegovina, referred to
his own poetry through verses, without being humble about it: he frequently
used hyperbolae (overstate), praising his own poetry, expressing complaints
regarding the reception of his poetry, i.e. stating that the uneducated and
the ignorant cannot understand it.

Mezaki, how will the ignorant recognise the value of your verses
One doesn t throw pearls and gems before a bagmaker

Ey Mezaki ne biliir kiymet-i nazmun na-dan
Oyle bir pile-verediir ii giiher virmezler (G 138)

As the example shows, the verses contain both self-praise and a
complaint. A complaint also frequently contains implicit or explicit self-
praise (for example, today’s speaker would say: “I’ve been working so
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hard but no one appreciates it”’), which may sometimes signal a target
group the speaker belongs to (in our case, the poet). The use of the present
-r (biliir, virmezler), in Turkish signifies an action covering all the three-
time spheres (past, present and future) and is frequently used to express the
contemporary facts and habitual or repeated actions or to make statements
that are considered to be always true. That is why its use in Mezaki’s verses
suggests that the poet’s plight is permanent, it is a social constant. One
may claim that the poet thus expresses resignation, i.e. that he accepts the
situation against his will, since he is unable to alter it. “Resignation is the
result of unsuccessful, frequently long-lasting attempts to alter the existing
situation...” (Mrazovi¢ — Vukadinovi¢ 1990: 643). However, it seems that
the very expression of resignation may also be an attempt to persuade the
recipient/ the author to change the unsatisfactory situation.

The poet emphasises the value of his own position by comparing it to
pearls (diir) and jewels (giiher), thus violating the modesty maxim, while,
on the other hand, he devalues those who do not belong to the aimed group
of recipients by calling them ignorant (nd-dan) and bagmakers (pile-ver).
In this way, the poet emphasises that poetry demands special education
and aptitude, and that it can be understood only by the educated elite. If we
refer to the poet’s biography, we would see that his audience was mostly
members of the highest classes of the society. That is why it can be argued
that this is a form of bonding, because the collocutors (the poet and the
aimed recipients of the message/the patron) share a similar experience and
educational background.

Mezaki also frequently reflects to the current situation in the perception
of the Persian and Ottoman poetry, and, in his allusions, he mentions Baki,
the most famous poet of the 16" c. Ottoman poetry:

Ghazals are no longer read at gatherings
There, neither the poetry of Urfi, nor of Taleb, nor of Baki dwells

Okunmaz old1 gazeller miyan-1 meclisde
Ne nazm-1 ‘Urfi vii Talib ne si’r-i Bak1 var (G 89/5)
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Mezaki’s complaint is expressed through a periphrastic conjugation
okunmaz oldi (are no longer read), i.e. through a periphrastic form -maz
olmak, which is a terminative (concluding) aspect, in which okunmaz is a
qualification. Namely, that is a way of expressing something forever over,
not only in the moment of speaking. That is how the complaint is further
emphasised. Mentioning the poets Urfi and Taleb, as well as the Ottoman
poet Baki, expresses the poet’s negative attitude on the current situation in
poetry, i.e. on the absence of the classical values.

Complaints regarding the perception of one’s own work can also be
seen in the makhlas bayts of Hasan Ziyai, a Mostar poet. Like Mezaki,
Ziyai thematises poetry in his ghazals, expressing complaints regarding
the situation in poetry and new trends that supress the former poetic
authorities.

Ziyai, this new style that has arrived
Cast all the old poets into oblivion

Eski es’ar1 hep unutdurdi
Ey Ziya’1 bize bu tarz-1 cedid (G 57/5)

Unlike Mezaki’s verses, Hasan Ziyai does not use the present -r but the
perfect form -di (unutdurdr), by which he materialises his current situation
that is the cause, i.e. the object of the complaint.

Poet Sabit Bosnevi as well, through his makhlas bayts refers to his
own poetry and verses. Complaints regarding the fate of the poetry can be
found in his poems as well.

Sabit, paper is the one that arranges my verses into lavish pages
1t is an antiquarian who sells art to the articulate

Beniim her si’riimi bir niisha-1 garra idiip Sabit
Suhen erbabina san’at satar sahhfdur kagiz (G 67/5)

In the above verses, the poet complains that the paper has become more
valuable than poetry, i.e. that the form (the cover) is what “sells” the content.
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Those verses seem quite contemporary, since one finds similar speech acts
even today. Namely, complaints by certain professions regarding a lack of
understanding of the environment are a common (almost ritualised) part of
today’s spoken discourse, so one can speak of continuity of “complaining”
through centuries.

Similar can be said for the following verses, in which Sabit Bosnevi
this time mentions the quill, not the paper. Namely, in the 17" c., poets
wrote poetry using a quill that was both the means and a symbol of poetry.

Sabit, the quill can barely make ends meet
The value of knowledge cannot be sold easily

Getlirmez iki ucin bir yire kalem Sabit
Meta’-1 ma’rifeti boyle satmak el virmez (G 136/6)

In these verses, the complaint that generally refers to the position of
the poet gains the gnomic dimension again through the use of the present
-r (getiirmez, el virmez), but also through a metaphor (metonymy) of the
quill that cannot make ends meet, i.e. that cannot ensure the existence to
the poet.

We can also see interesting examples of complaints regarding the
current situation in poetry and the position of the poet in Ahmed Hatem
Bjelopoljak’s makhlas bayts, from the first half of the 18" century.

How lovely the ghazal is in the language of our time
O, Hatem, lurid words are often empty

Hatem zeban-1 ‘asr ile pek siih olur gazel
Cafcaflidir siihan ki fiilan festekizlidir (G 35/12)

Here, the author uses the word cafcaf, of Persian origin, meaning
showing, lavishness, competition, but which means, in common speech,
“the one who achieves something through eloquence” (‘Agiz kalabaligiyla
bir seyi elde eden’) (Tiirkce Sozliik 1988: 241). As was the case in the
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previous examples, the verses are a complaint against the situation in
poetry, i.e. the dominance of form over content.

Not only does Ahmed Hatem refer through his verses to the language
of his time, but also to poets, his contemporaries, like Nedim, for example:

To the poetry of famous Nedim there could be no comparison
The gun of his art echoes across the world

Nazm-1 Nedim-i dehr ile olmaz mukabele
Anun tiifeng-i tab’i sekiz kertelizlidir (35/13)

Hatem’s complaint refers to the reception of the 18" century poets that
remained in the shadow of Nedim’s poetry. At the first level of meaning,
we see praise to Nedim’s poetry, but the illocution of the utterance is, after
all, a complaint related to the unsatisfactory position of other poets and the
reception of their work.

The use of the word gun (tiifeng) relates to war and serves to show the
supremacy of the poet Nedim. The structure tiifeng-itab i meaning the gun
of his nature has been translated as the gun of his art, since the word tab’
meant, in the classical Ottoman poetry, the “artistic nature of the poet” and
was frequently a synonym for the poet and poetry.

1.2.2. Complaints in Mathnawis

Introductory and final parts of mathnawis are of a special importance for
the pragmatic analysis, since, in those sections, poets would frequently
reflect upon the extralinguistic reality, the perception of their own poetry,
matters of the relationship with the dignitary (the patron) to whom the
work is dedicated, and their own poetic identity. Namely, prior to dealing
with the main theme of the mathnawi, the poet dedicates one chapter to the
reasons why he decided to write the poem (sebeb-itelif or sebeb-i nazm-1
kitab), thus referring to the extralinguistic reality. Also, in the last chapter
of the classical mathnawis, i.e. their ending (hatime), the poet frequently
speaks about poetry and his own work, mentions his own name, the date of
the completion of writing in a chronogram, and a conclusion.
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A 16™ c. poet from Mostar, Hasan Ziyai, in the introductory chapter of
his Tale of Sheikh Abdurrezak states that his poetry was not acclaimed in
his living environment, so he was forced to leave his home country:

In the end, the heavens that had protected the ignorant
Indeed saw and cognised my skill

Having put me through ordeal
Having condemned me to a life of misery

Every ghazal was like a persecution to me
My fervour had turned into a pain with no end

In my verses nobody found interest
Away or at home the same I felt

Now the skill has equaled the shame
The verses now who will read, who will listen

‘Akabet bu felek-i diin-perver
Bende fehm eyle difi’l-ciimle hiiner

‘Adetince bafia cevr itdi ‘azim
Eyledi fakr makamunda mukim

‘Ayn-1 ‘azl old1 bafa her gazeliim
Elem old1 gice giindiiz emeliim

Si’riime itmedi kimse ragbet
Bafia yeg old1 vatandan gurbet

‘Ayn-1 ‘ayb old1 meger simdi hiiner
Nazm-1 paki kim okur kim difiler (150-54)
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In the first four verses, the poet complains about his predicament, since
his art was not recognised and he was living in misery, forced to leave his
home country. One can thus argue that this is an indirect complaint that
calls for the recipient’s (the patron’s) solidarity. In that sense, the use of
the perfect -di can be explained, since it marks a concrete activity in the
past (fehm eyledi, cevr itdi, ’azl oldi, ragbet itmedi, yeg oldi). In the last
couplet from the sphere of the past, the poet uses the adverb simdi (now)
and moves us to the current moment, complaining of defective system of
values, where the skill, meaning the skill of the poet, had been exposed
to shame. In the end, with the present -r and an interrogative sentence in
order to make an emphasis, the poet paints a general image of the reception
of poetry: “The verses now, who will read, who will listen” (Nazm-1 paki
kim okur kim difiler).

The poet’s mentioning of the heavens as the cause of his plight is
noteworthy. Namely, according to the worldview present in the classical
Ottoman poetry, the heavens (felek) had an influence over all life on Earth.
The Ottoman poets, unable to complain to God regarding their own destiny,
since it was inappropriate for a believer to do so, would describe their
predicament casting blame on the heavens and the stars (Onay 1996: 230).

In the following part of the introduction, Hasan Ziyai further complains
against the social situation, reflecting upon his position as a poet:

1t is a shame that wind in my back did not blow
What could I say, when I only knew was sorrow

Poor are we and the time in which we dwell
No sanctuary for poets their sorrow to quell

Riizgar olmadi hayfa hem-var
Nola dirsem gami vardur hemm var

Bir zaman old1 diriga bu zaman
Bulimaz ehl-i hiiner gamdan eman (246—47)
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In the second verse, the poet used the exclamation that denotes wailing
(diriga), which translates as alas; o, my; oh, which is a frequent characteristic
of complaints in the diwan poetry. This issue will be discussed later.

In the same chapter, Hasan Ziyai extends his complaints to the
general condition; he underscores the plight of the learned people, his
contemporaries:

The age of ignorance has come, cognition has left
Truly, that bird has flown away from its nest

Many a wretch fortune has seen
Thinking their words pearls and gems to be

Indeed, people of all kinds might be
But the barefaced are the majority

The malevolent happiness and honour have gained
The honourable is staggered by the secret of the fate

The ignorant in silk now are wrapped
The learned overwhelmed with refuse and reject

The ignorant lie in a bed with the nicest atlas silk
The learned in the sheets of the sharpest stones shall sink

Thorns and waste are a bed for the noble
Never shall the ignorant experience that

What a misfortune must it be when every minute
The ignorant scorns the wise aloud

The brightness of the eye is the nobleman's adornment
The ignorant as a blind man dims that light
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The heavens so many arrows of fate have fired
They should have by now killed all the learned

Dem-i cehl irdi vii ‘irfan gogdi
Fi’l-hakika yuvadan kus u¢d1

Mal ile nice gabi old1 gant
Zann ider diirr i gliherdiir stihani

Gergi kim nas olupdur ecnas
Togrus1 ekseri amma encas

Devlet Ui ‘izzete dlismis esrar
Hep bu esrar ile hayran ebrar

Cahilid setri ziba-y1 diba
Kamiliifi har u has olur amma

Cahilin atlas i hara dosegi
Kamiliii har ile hara dosegi

Har u hasak dosek kamilde
Boyle hasa ki ola cahilde

Ne beladur bu ki cahil her bar
‘Akile dil uzadur stisen-var

Kamil olanda olur niir-1 basar
Cahil amma geliir ol niir1 basar

Ol kadar tig-1 kaza urdi felek
Bu dem erbab-1 hiiner miirde gerek (275-84)
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As in the previous verses, the poet again blames the heavens for the
misfortune of the learned: “The heavens so many arrows of fate have fired/
They should have by now killed all the learned” (Ol kadar tig-1 kaza urd:
felek/Bu dem erbab-1 hiiner miirde gerek), but also the ruthless weather
and the unfavourable wind, as is expressed in the title of the chapter. That
is metonymy. The poet uses the terms referring to time and wind to imply
fate. That is why Ziyai’s verses are an indirect complaint, which is a part
of the positive politeness strategy, since such complaints express solidarity
with the recipients of the message who are in the same situation. Namely,
the recipients of Hasan Ziyai’s work must have been members of the same
interpretative group, at the same educational level, otherwise they would
not have been able to read and understand his poetry. That is especially
significant when one considers that the poet from Mostar dedicated his
Tale of Sheikh Abdurrezak to his patron Vusuli Mehmed Bey, also a poet.
This is confirmed in Ziyai’s verses, where he stated the following of his
patron: “He is unmatched in administrative affairs/He is the bey of all beys
even among poets”.

Expressiveness of the complaint is emphasised by antithesis, which
is used to achieve a contrast through introducing together the opposite
notions, for example, cahil- kamil (the ignorant — the learned), esrar—
ebrar (the malevolent — the honourable). The contrast is also seen in the
use of identical Arabic paradigms. The contrast is found in the description
of the general situation and the situation of the poets, i.e. the learned on
the one hand, and the ignorant on the other. They are contrasted through
terms such as “silk, atlas, pearls, gems” used for the ignorant, and “thorns,
refuse, waste and stones” for the learned. All that implies that poets are not
adequately rewarded for their poetry. Namely, the effect of literature, i.e.
its pragmatic dimension (perlocution) manifested through material goods
was frequently lacking.

In the final chapter of the Tale of Sheikh Abdurrezak, i.e. in a certain
afterword to the mathnawi, entitled The End of the Book, the poet, dealing
with the issue of the perception of his work, expresses complaints related
to the ignorant members of the society who cannot understand his verses:
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Know that a superficial man who wrote nothing
Will say that my job resembles neither the field nor the sickle

Bil ki hatt itmediiginden zahir
Bu ne ¢iftiim ne oragumdur dir (1687)

In the following verses, the poet complains about the ignorance of
members of different professions, who not only do not understand his
vocabulary, but could neither understand the value of the book. In doing
so0, the poet uses the present -r which describes gnomic facts.

If a blacksmith were to set his eyes on this
If all these dots made sparks, he’d think

If a saddler were to come upon these lines
He would recognise the wooden pikes in all ‘alifs

What can that poor man do, for such is his craft
His eyes are only searching for sharpness of spike

If, however, a shepherd saw them along the road
He’d think the ‘alifs were rods

Bir demirci buna kilsaydi nazar
Sanur ol noktalar1 ciimle serer

Bir semerciye goriiniirse busuttr
Elifin cimle ¢uvaldiiz sanur

Neylesiin san’atidur ol ebter
Gozini sivri ¢cuvaldiiza diker

Baksa ¢uban eger nageh afia
Sanur anui elifin ciimle ‘asa (1680-83)
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Ziyai’s thematization of the perception of his own poetry indicates
his concern about the reader response. The poet, in fact, wants to direct
the perception of his own text by defining a “model reader”, who is by
no means an uneducated or an illiterate craftsman, but the educated elite.
Such complaints contain also a certain amount of self-praise, since it is
emphasised that the illiterate and the uneducated cannot understand poetry,
meaning poetry is defined as prestigious and elitist. Here, one can notice
the poet’s self-identification with the ideal target group (the educated elite,
other poets), hence, the self-praise can (just like the complaint) serve as
a strategy of establishing solidarity between members of the same group.

1.2.3. Complaints in Kit’as (Epigrams)

We need to remember that the diwan tradition defines the kit’a (epigram)
as a poem with two couplets, a genre expressing ideas of the poet, his
wisdom, attitudes, judgments and criticism (Dil¢in 1995: 202).

In Hasan Ziyai’s Diwan, the kit’a, apart from the love-mystical content,
draws attention because of examples where the poet expresses complaints
against his own position in the society and the issue of the perception of
his poetry.

Ziyai, dwellers of this town
When they look at me it is not kind and benevolent

Either I am not possessed of any craft
Or they cannot recognise it

Ey Ziya’1 bu sehr halkinda
Baia hig sefkat u ‘inayet yok

Belki bunlar ya ma’rifetsizdiir
Bende ya zerre kabiliyyet yok (Q 32)

In contrast to his complaints, Hasan Ziyai here does not express the
ignorance and the lack of education of the people in his surrounding;
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rather, he uses a euphemism: “dwellers of this town/when they look at me
it is not kind and benevolent” (bu sehr halkinda bania hi¢ sefkat u ‘inayet
yok), which is, in fact, a litotes in the form of a negation employed to
mitigate the utterance, before proceeding to problematise his art: “Either
I do not possess a craft of any kind/ Or, maybe, they cannot recognise it
(Belki bunlar ya ma’rifetsizdiir/Bende ya zerre kabiliyyet yok).

I have dedicated many a year to science and study
So that I, as a learned man, would gain the people s recognition

Unfortunately, whoever has seen my learnedness, he immediately
became envious
Everyone has betrayed me, I have lost my respect and reputation

Nige yildur ki tahsil-i kemal i ma’rifet kildum
Umardum merdiim-i kamil diyii halk eyleye ragbet

Bela bu kim kemaliim gordi her biri hastd old1
Thanet kildilar gitdi olanca hiirmet ii ‘izzet (Q 16)

It is interesting that the poet, in this instance, and, again, in contrast
to the complaints that he expresses in the Tale of Sheikh Abdurrezak,
mentions how he had educated himself to gain respect of the community
whose ignorance later led him to complaint: “I have dedicated many a year
to science and study / So that I, as a learned man, would gain the people’s
recognition” (Nige yildur ki tahsil-i kemal ii ma rifet kildum / Umardum
merdiim-i kamil diyii halk eyleye ragbet). In the end, his education, which
is also a kind of self-praise, was no more than the object of envy and
reason to lose respect, which is the poet’s complaint. “Self-praise” also
entails exaggeration (nigceyildur/ for many years), which is followed by a
complaint (bela bu/ unfortunately), since it contains the word misfortune
(bela) and betrayal (ihanet), which could also be characterised as an
accusation. Namely, that is also an expressive speech act, and it is a
specific form of the claim about guilt “for which there are no limitations
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as per the relationship between the collocutors” (Ivaneti¢ 1995: 70), so it
can be realised even when the one being accused is absent, without a direct
interaction with him/her. In that speech act, the speaker / the sender of the
message refers, through his/her utterance, to a certain activity that either
happened in the past, or is currently unfolding, and which has disturbed
and violated a moral or legal norm, i.e. which has caused material or non-
material damage, for which the speaker holds the collocutor, or some third
party, responsible (Ivaneti¢ 1995: 70).

Also, in Suleiman Mezaki’s Diwan, interesting examples of complaints
in kit’as can be found, which relate to the envy of the enemy, i.e., the
accusation of the envy, but this time, the addressee is the highest instance
— the sultan:

1o the honourable ground beneath your feet
Oh, Sultan, I have given my face like a harvest

My plea, in your presence, is uttered
With a hundred words gratitude and complaints

Praised be the Almighty Lord
Your slave known as honest

My complaint is that the envious ignorant
With the calumnious fire has burned my heart

I hope that your astute character
The truth from lie will set apart

Hak-1 pay-1 serife sultanum
Cehre-fersayi-i zira’at ile

‘Arz-1 haliim budur huzurunda
Bast-1 sad-siikr 1i sad-sikayet ile
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Stikr oldur Cenab-1 Mevla’ya
Kulufium s6hret-i sadakat ile

Sekvem oldur ki hasid-1 na-dan
Cigeriim yakd1 nar-1 tohmet ile

Umarin mii-sikafi-i tab’unl
Fark ider sidk u kizbi dikkat ile (KT 1)

This example contains several pragmatic paradoxes. On the one hand,
the modesty maxim can be observed, as well as self-dispraise of the sender
of the message: “To the honourable ground beneath your feet/Oh, Sultan,
I have given my face like a harvest” (Hak-1 pay-i serife sultanum/Cehre-
fersayi-i zird at ile), or “Your slave known as honest” (Kuluiium géhret-i
sadakat ile). On the other hand, self-praise can also be observed, when the
poet states for himself to be known for honesty (he is, at the same time,
a slave famous for honesty), as well as when he states: “I hope that your
astute character/ The truth from lie will set apart” (Umarin mi-sikafi-i
tab’uni/Fark ider sidk u kizbi dikkat ile), for here, indirectly, he is violating
the modesty maxim by expressing hope that the sultan (whom he also
compliments in that way) will recognise the true values. In the couplet
“My plea, in your presence, is uttered/With a hundred words gratitude and
complaints” (‘Arz-1 haliim budur huzuruiida /Bast-1 sad-stikr ii sad-sikayet
ile) the poet simultaneously utters three speech acts at the same time: plea,
gratitude and complaint, with exaggeration: “a hundred words gratitude
and complaints”.

1.2.4. Complaints in Qasidas

Interesting examples of complaints can be observed in two qasidas by Hasan
Ziyai, entitled: Kaside-i Seng-istan (A Qasida to a Rocky Landscape) and
Kaside-i Hane-i Virane (A Qasida to a Razed House). Not only do the two
qasidas thematically step away from the literary tradition, but they also do
that by the very fact that they are not dedicated to a prominent person. In
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both these poems, the poet complaints about the devastation, poverty and
his living conditions.

When we observe Hasan Ziyai’s Qasida to a Rocky Landscape in light
of the structure of the classical Ottoman qasida, we can conclude that it
contains only the introductory chapter, the nesib, and the final chapter,
the dua. More precisely, the first nineteen couplets could conditionally be
accepted as an introduction, since they do not represent a description of
nature, an arrival of a season or a festivity, or some object, as was common
in the Ottoman literary tradition; rather, that was an expression of the
spiritual state of the poet, frequently shown through the metaphor of the
stone.

Apart from the introduction that concerns the description of the poet’s
spirit, the Qasida to a Rocky Landscape contains also the final chapter
with two couplets (20 and 21), where the pessimistic lines of the previous
verses change to an extent. From the aspect of the genre, it is significant
that this qasida does not contain the central chapter, the methiye, where
the person to whom the qasida is dedicated is praised. Considering the fact
that this chapter is not present in Ziyai’s qasida, we can question whether
or not this poem is a qasida at all. Namely, according to the theoreticians
of the diwan literature, the methiye is an obligatory and the essential part
of the qasida, while other chapters are only introduced. The contemporary
Turksh author Filiz Kilig, in her text The Poetic Forms, defines the gasida
through the existence of the methiye: “Otherwise, a qasida without the
methiye chapter is unimaginable” (210). Still, the non-existence of the
methiye chapter is not the only thing that moves away the Qasida to a Rocky
Landscape from the poetic norms of the time: it also does not contain the
fahriye chapter, which is traditionally dedicated to the praise of the very
poet, i.e. to own artistic achievements. Instead of praising the nobleness of
a potential patron or his own poetry, in this qasida we find only complaints
and displeasure with the poet’s own situation, described in the introductory
chapter. On the other hand, unlike the classical gasidas, whose nesib
chapter is abundant with the clichéd descriptions of nature and the known
décor, Hasan Ziyai’s descriptions are innovative and original. Namely,
although here too one can observe the stylistic devices of exaggeration,
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1.e. hyperbolae (miibalaga), the descriptions are much more concrete
than the ones found in the classical Ottoman qasidas. Such content would
traditionally coincide more with the forms tergib-i bend or the terji bend,
since they thematically stem from religious, sufi and philosophical ideal,
and they also contain criticism of the society, complaints about one’s life
and fate. As an expression of displeasure and grieving over the unkind fate,
such forms were especially suitable for writing elegies, i.e. the marsiya
(Dilgin 1995: 250). If we observe in that light Ziyai’s verses from the
Qasida to a Rocky Landscape, we will notice that the content is the same
as the traditionally determined content of the terqib-i bend or the terji bend
forms. As a form, the Ottoman gasida, as we have already emphasised, was
not meant for writing elegies and philosophical or sufi verses, hence in that
sense as well can we see Ziyai’s distancing from the tradition.

In the Qasida to a Rocky Landscape, the poet expresses complaints
regarding his own position:

We complain about the life on the rock
What can we do, troubles plummet on us

O, friends, set a tall stone grave marker
If I, the poor, here abroad, lose my life

These are the rocks of God, oh, if only God would protect my falcon
So that he no to nest in such a place would strive

Tasda meskenden ifien kat1 sikayet kiluruz
N’ideliim basumuza pareleniir anca mihen

Bir ulu tag1 mezarumda nisan eyleyesiz
Dastlar bunda 6liirsem elem-i gurbetden

Bir Huday1 kayalardur ki Huda ide halas
Sahin-i tab’umi bu yirde yuva tutmakdan (Q 9/14-16)



84  SABINA BAKSIC AND ALENA CATOVIC

Seemingly, the poet is resigned so much so that he does not address his
complaints to any individual in particular. What is more, he is addressing
the rocky landscape, which may be characterised as an irony of a sort,
spurred by a feeling of utter resignation. On the other hand, we see in
those very verses addressees from the same social background, whom the
poet labels as “friends”: “O, friends, set a tall stone grave marker/If I, the
poor, here abroad lose my life” (Bir ulu tasi mezarumda nisan eyleyesiz/
Dostlar bunda oliirsem elem-i gurbetden). This is, in fact, a request
expressed through the optative (eyleyesiz): the poet asks the addressee to
set a tombstone upon his death. That request does not concern changing
of his current situation. On the contrary, he shows that he has accepted it,
resigned, and that the action is postponed for the time following his death.
The word abroad (gurbet) may refer to the actual absence of the poet from
home, but also to his subjective feeling of alienation, since it is impossible
to determine Hasan Ziyai’s whereabouts in the time he wrote the Qasida
to a Rocky Landscape.

In the last couplet, the poet indirectly expresses a plea (prayer), more
precisely, a wish expressed through the optative “ide halas” (would
protect), which can be fulfilled only by God.

A Qasida to a Razed House is a similar example, since the poet, by
describing his run-down home, creates an atmosphere that is rather far
from the one seen in the introductory chapters of classical qasidas.

Alas, a strange, unfortunate place my house has become
The skies have cast me, a slave, in the middle of a razed hearth

Is this ruin my heart or my home
A fate coming from the sky has appeared

May no poet ever write such unfitting verses
Otherwise not a single corner will remain to mention the House of God

Meskentim old1 diriga bir ‘aceb mihnet yiri
Hane-i viraneye koydi felek ben ¢akeri
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Hane-1 virane-i kalbiim midiir ya meskeniim
Zahira yohsa kaza-y1 asuman-1 mazhari

Beyt-i si’r1 boyle na-saz olmasun bir sa’1riifi
Yohsa Beytu’llah hakki diinyede kalmaz yiri (Q11/1-3)

In the first couplet, the poet uses the exclamation of complaint diriga,
meaning “alas”, “ouch”, “oh”. Exclamations, as a lexical category, are
highly complex, for they utilise different linguistic aspects (Wilkins 1992:
155). Namely, Wilkins claims that the words are also both lexemes and
expressions, i.e. speech acts. In the aforementioned example, the exclamation
dirigd is an expressive speech act the poet uses to express lament over his
own self; he expresses his sorrow, suffering and helplessness, which is part
of the entire poem functioning as an expressive (complaint). Here too the
poet deems fate responsible for his plight, i.e. the heavens (felek, kaza-y
asuman), while the following verse expresses a good wish for other poets.
Namely, when the poet states: May no poet ever write such unfitting verses
/ Otherwise not a single corner will remain to mention the House of God
(Beyt-i §i'ri boyle na-saz olmasun bir sa’iriini / Yohsa Beytu’llah hakki
diinyede kalmaz yiri), he indirectly complains about his own situation,
that is, he quite effectively describes the circumstances he is in. A similar
occurrence is seen today, when a speaker complains about his/her position
and, in doing so, uses a good wish so that nobody else ever experiences it (“1
wouldn’t wish this on my worst enemy”’). Through the classical Ottoman
stylistic device cinas (paranomasia) beyt-i §i 7i (verses in poetry, bayt — a
couplet), a warning is expressed that if other poets found themselves in
such a situation, i.e. misery, not a single corner will exist fitting to mention
God’s house (bayt) through verses (bayt). Warning as a speech act, unlike
the threat, can be uttered by a speaker who cannot implement a sanction.

At the same time, the Qasida to a Razed House is dominated by irony,
where the poet’s sense of humour can be noticed:

If one could only see the suffering that has begotten me
Every nail’s head would protrude from the planks
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When I look around, I fear I see the abyss of Gehenna
An army of snakes, myriapods and scorpions has assembled in the
house

To this house, the art of its builder suits so well
Had it been built in the antique style, it would not have dilapidated thus

The spider is my curtain maker, regent of the land of the poor
Time and again his gridded curtain down comes

From one minute to the next, he changes faces of pain and sorrow
From Skender s mirror, the water there he spills

Var ise eyler temasa ¢ekdiigiim zahmetleri
Tahtadan basin ¢ikarmis yekseriniin ekseri

Korkarin ¢ah-1 cehennemdiir temasa eylesek
Evdeki mar u ¢iyan u ‘akreb olmis bir geri

Ol kadar evde yakigsun bu eviifi mi’mari ¢iin
Ihtiyar itmis degiil yapmakda tarz-1 aheri

Ca-be-ca ¢ekmis miisebbek zarlarin bir ‘ankebtd
Perde-darumdur benem iklim-i kakruf serveri

Dem-be-dem derd ii beladan diirlii siiret gostertir
Ca-be-ca dokmis suy1 ayine-il skenderi (Q11/10-14)

The poet expresses utter resignation by means of parody. It is interesting
that he uses lexemes that are associated with castles and states when
describing his house, such as army (¢eri), curtain maker (perde-dar), curtain
(zar), regent (server), etc. Thus, he employs self-irony when speaking of
himself as of a ruler to whom the spider is a “curtain maker, regent of the
land of the poor” (Perde-darumdur benem iklim-i kakrun serveri).
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A special meaning of irony is that it makes the role of the recipient in decoding
the sense of a text or its segment particularly visible, in addition to indicating
the instability of sense of each text; the fact that irony is possible entails that
in the world of meaning “no content is safe”, while readiness to recognise the
irony is also readiness to accept such a “evasive meaning”. (Katni¢-Bakarsi¢

2001: 330)

Observing the Qasida to a Razed House in light of the Ottoman lite-
rary tradition, one can notice that it refers to the genre by its very title, i.e.
that the author tried to define the genre through the title, but also to create
thus a certain parody. Namely, right from the title, the recipient anticipates
to see the name of a dignitary mentioned, and, in the Ottoman tradition,
usually a sultan, a vizier, or a pasha, more rarely a bey; frequently, the ti-
tle would provide description of dignitary’s virtues and military victories
together his name.

From today’s perspective, it is very difficult to reconstruct the moti-
ves behind Hasan Ziyai’s decision to write the Qasida to a Razed House.
Primarily, qasidas were poems dedicated to potential patrons, i.e. persons
with whom the poet had some contact, or whom he even knew. Since this
qasida is not dedicated to a dignitary, and we know from the foreword
to the Diwan that the poet complained about not being understood in his
environment, unable to find a patron, we are led to think that the Qasida
to a Razed House is the actual voice of the poet by which he rebels against
the lack of appreciation by the authority of poets, as well as against the
canons of poetry.

Still, despite being off the radar of the ruling poetical canon, the Qasi-
da to a Razed House had an interesting fate. Namely, it has been establis-
hed that this is the only qasida by Hasan Ziyai recorded elsewhere, besides
the Diwan, 1.e. it was recorded in a collection, preserved in the Archives of
Herzegovina in Mostar, as well as in the manuscript No. 4287, preserved at
the Oriental Institute in Sarajevo. The fact that this qasida found its place
alongside some other ghazals and mufrads by Ziyai, together with verses
of other selected poets, certainly speaks of its positive reception after the
poet’s death, i.e. in the 17™ century, since the Mostar collection mentions
the year 1601 (1652). Namely, at the time, the best indicator of a positive
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reception and interest for a certain work was seen in multiple rewriting of
the poem, so sometimes a poem would appear in collections written by
later authors.

Another interesting example is a qasida by Sabit Bosnevi, where he
addressed the grand vizier Kalajli Ahmed Pasha, referring to his precarious
situation following the appointment to a position in Bosnia.

At Asaf’s threshold that rises sky high
The time has come for my plight to be declared

I have bene confided a duty in Bosnia, a dire place
Reminding me of a valley in Gehenna

1 had set out with debt, and have lost a lot
Neither a gift, nor a dime, nor a dirham have I received

From the snow, rain and wind here
Only a handful of dew instead of silver have I received

Asafa siidde-i ulya-y1 sipihr-asafia
Ben de ahvaliimi i’1am idecek dem geldi

Virdiler Bosnada mansib diyii bir cay-1 ‘azab
Goricek hatira vadi-i cehennem geldi

Deyn-i vafirle gidiip ha’ib i hasir geldiim
Ne hedaya vii ne dinar i ne dirhem geldi

Berf ii barani diigiip bad-1 hevadan ancak
Stm-i1 mahsiile bedel nukre-i sebnem geldi (Q 30/25-28)

In the first verse, Sabit Bosnevi uses the performative verb fo declare
(i’lam itmek). In fact, he is claiming that the time has come “to announce”,
which is why some linguists classify complaints as representative speech
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acts. The declaration contains a direct complaint addressed to Kalajli
Ahmed Pasha, whom he addresses (compliments) as “Asaf”’. In the
Oriental-Islamic literary tradition, Asaf is the vizier of Prophet Suleiman
and a symbol of a proficient decision-maker and commander (Nametak
2007: 39). In the following verse, the poet states to have been confided
a duty in Bosnia, which was in a difficult situation at the time. Historical
sources confirm that Sabit was appointed the kadi of Sarajevo after it had
been looted and burnt to the ground prior to his arrival, in 1697, by prince
Eugene of Savoy’s army (Sabanovi¢ 1973: 383).

In the second couplet, the poet describes the plight that had befallen
him by comparing Bosnia to Gehenna, which is the worst and the least
desirable place for a believer. However, besides the spiritual dimension,
Sabit openly complains about his own material position and says: “I had
set out with debt, and have lost a lot / Neither a gift, nor a dime, nor
a dirham have I received” (Deyn-i vafirle gidiip ha’ib ii hasir geldiim /
Ne hedaya vii ne dinar ii ne dirhem geldi). He continues to describe the
financial loss through a remarkable metaphor: “Only a handful of dew
instead of silver have I received” (Sim-i mahsiile bedel nukre-i sebnem
geldi). The use of the perfect -di is noticeable in all the verses. Its aim is to
describe a concrete activity and action. Sabit ends the poem by describing
the weather in Bosnia, symbolising the difficult living conditions he
encountered: “From the snow, rain and wind here / Only a handful of dew
instead of silver have I received” (Sim-i mahsiile bedel nukre-i sebnem
geldi / Berfii baram diisiip bad-1 hevadan ancak).

1.2.4.1. Complaints and Self-Praise in Fahriyes

As has already been stated, self-praise is common both in the Ottoman
texts and in the contemporary Turkish language, just as are complaints. The
speaker/the sender of the message, emphasises his value by complaining
about his precarious situation, since others do not recognise his qualities.
One may say that we frequently praise ourselves today by complaining
about bad conditions; thus, the complaint means that we deserve better, i.e.
that our values are not recognised and appreciated.
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Self-praise can also be face-threatening acts, because the speaker
uses them to express a positive attitude about oneself. By praising him/
herself, the speaker also threatens the addressee’s face and/or shows that
she/he does not care about the collocutor’s feelings (Brown and Levinson
1987: 67). In that way, one violates the modesty maxim, which states: a)
minimise praise of self and b) maximise dispraise of self (Leech 1983: 132).
However, this, as well as other maxims, are not absolute rules, especially
the second sub-maxim, since the person would constantly underestimate
him/herself, which would annoy the collocutors, and, more importantly,
they would deem such a person as dishonest (Leech 1983: 133). That is
why some authors state that the maxim does not mean that the Chinese, for
example, do not think positively of themselves, rather, they only need to
appear humble and unassuming. Today, the breach of the modesty maxim
is present, even desirable, in many situations, for example, during a job
interview (and answers to the question: “Why should we hire you?””) and
when writing a CV (Michale Hancher classifies self-praise as representative
speech acts, 1979:2). Self-praise as a positive statement about oneselfis, in
fact, a converse of a compliment, hence the same definition can be used to
define it, albeit this time, the focus is not on the hearer but on the speaker:
it is a speech act used to explicitly or implicitly express approval/positive
evaluation related to the speaker or something that concerns him/her (or,
for example, self-advertisement), which is, still, normally expressed in a
milder form. Some authors distinguish bragging, which is more aggressive
and competitive (“I am brilliant”; “I am better than others”; “I didn’t
even have to try hard”) from a positive self-disclosure (“I really worked
hard”; “Others have given me an opportunity”), which is primarily an
ordinary piece of information, but it also reveals facts about the speaker
as a positively-evaluated individual in his/her community. However, the
line between bragging and a positive self-disclosure is frequently fluid and
difficult to detect. Also, self-identification with an ideal reference group
(applicable to the cases of poets’ self-praise) is frequent. Hence, self-praise
(just like complaints) can serve as a strategy of establishing solidarity with
members of the same group.
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From the aspect of expressing self-praise, these parts of the qasida,
known as fahriye, deserve particular interest, since they are, content-wise,
based on the self-praise of the poet. The fahriye is an important section of
the qasida, most notably in light of understanding the poet’s perception
of his own poetics and poetry in general. Frequently in the fahriye, poets
complain about the reception of their own poetry, their difficult position and
dependence on a patron. Here too we find both self-praise and complaints;
one might claim that the latter is an addition to the former.

Such is the fahriye in the Qasida to the Wind in Praise of Hasan Bey
by Ziyai:

The ignorant and the powerful assemble and frolic
But what is to be done when the wishes of the good have not become

yet

There is no one interested in the virtuous poet
1t is strange how every ignoramus has become a poet

Isn't there a soft-hearted to have pity on the poor me
So that I confide him through tears that my sorrow is great

We still stand though many a country has conquered us
Upon our head came the greatest of pains and misery

From the judgement of the penitent and envy of the knowing, there isn t
anyone
To provide help and security in the wheel of time

Cah ile cahil olanlar bulusur zevk eyler
Kam ile Iik bulusmaz n’ideyin kamil olan

Sa’ir-i fazila bir ragbet ider kalmadi hig¢
Ne ‘acebdiir bu ki sa’ir geciniir her nadan
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Yok mi1 ben bi-dili bir actyacak sirin-tab
Aglayup derd-i derinum ideyin afia beyan

Kalduk ayakda bizi eyledi iller pa-mal
Basumuzda nige endith u gam u derd-i giran

Ta’n-1 nadan ile dana hasedinden hergiz
Bulmaduk devr-i zaman igre meded emn ii eman (Q 7/16-20)

As with the previous examples of complaints, the poet here reflects
upon the general situation in the social milieu and the lack of appreciation
for the poetry. Here too the “guilty party” is depersonalised, i.e., it is
mentioned as “the wheel of time” (devr-i zaman). Thus, although the gasida
is dedicated to Hasan Bey, the mention of him is depersonalized and he is
not called out as responsible for such a predicament; rather, he is expected
to display understanding and solidarity. He should be “soft-hearted to have
pity on the poor me / so that I confide him through tears that my sorrow is
great” (Yok mi ben bi-dili bir aciyacak sirin-tab / Aglayup derd-i deriinum
ideyin aria beyan). In other words, it is an indirect complaint by which the
poet is trying to become close to the addressee (Hasan Bey), but also an
indirect request by which the poet is asking the collocutor to perform a
certain action (to have pity, i.e. to help him). At the same time, Hasan Ziyai
discloses resignation, as, in a way, he is coming to terms with the plight
described using the present -r: The ignorant and the powerful assemble and
frolic / But what can one do when the good have not become yet” (Cah
ile cahil olanlar bulusur zevk eyler / Kam ile lik bulusmaz n’ideyin kamil
olan). The complaint in matter also encompasses self-praise, because the
poet, as was customary in the classical Ottoman literature, is, de-facto,
complaining about the lack of understanding and belittlement of his art:
“There is no one interested in the virtuous poet / It is strange how every
ignoramus has become a poet” (Sa 'ir-i fazila bir ragb etider kalmad: hig
/ Ne ‘acebdiir bu ki sa’ir geginiir her nadan). The syntagma Sa ir-i fazil
(honourable, chaste, a poet adorned by virtues) is used to describe the poet,
and contrasted to the word nadan (the ignorant).
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1. 3. Self-praise

As already stated, self-praise may be face-threatening acts, since the
speaker is uttering a positive statement about him/herself, thus breaching
the Leech’s modesty maxim. The positive image of self by the speaker/the
sender of the message can also be accomplished recalling past events, as
well as through quoting others (who think positively of the speaker).

However, self-praise can also serve to establish solidarity between
members of the same group. In that sense, Daria Dayter (2014: 97) lists
the following self-praise strategies:

1. Explicit self-praise without modification / mitigation, which is
nearest to the aforementioned bragging, and is a threat to the
hearer’s face, since it suggests that the speaker is better than the
hearer;

2. Explicit self-praise with modification / mitigation, which includes:

a) disclaim the face threat (“I don’t want to be immodest”, “I apologise
if I sound immodest”, etc.);

b) shif focus awy from self (“She has helped me a lot”, etc.);

c) self-denigrate (“I did it well, but could have done better”, etc.) and

d) refer to hard work (“I tried very hard”, etc.) and

3. Reinterpretation:

a) self-praise followed by complaint and

b) self-praise framed as a third part complaint.

Previously, it has been stated (and shown), that complaints and self-
praise frequently go hand-in-hand in the Ottoman poetry. Complaints of
being misconstrued can be considered speech acts threatening the hearer’s/
message recipient’s face (in this case, the members of other professions
who do not understand poetry), as well as speech acts that establish and
strengthen solidarity with other members of the target group (poets).

1. 3. 1. Self-praise in Makhlas Bayts

At this point it is worthwhile mentioning that the ghazal/lyrical poetry,
rarely includes examples of self-praise, bur the makhlas bayt, the last verse
containing the poet’s name (makhlas), is an exception. Presence of the
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poet’s name in poetry, apart from claiming the authorship, referring to the
author himself, could be also considered the self-referential part of the text.

O, Ziyai, for the five bayts you uttered in a single breath
Nobody wrote a muhammesin five years

Bes beyti bir nefesde ki didi Ziya’iya
Bes yilda dimeye afia kimse muhammesi (G 468/5)

Here, the poet does not shy away from praising his art; he speaks of his
own ability to utter a verse in a single breath, considering it to be a quality
that every diwan poet should possess. At the same time, he constantly
emphasises his own supremacy and thus invites other poets to write the
muhammes about his verses and enter a literary dialogue with him. This
is a speech act of challenge, which, although some authors consider it
an expressive speech act, also requires from the addressee to act. In this
case, that is to excel the author in poetry writing. Thus, challenging is,
according to Michael Hancher (1979: 6) an “amalgamate” of two speech
acts — comissive and directive, where both illocutions are equal; the
speaker is simultaneously obliged for an action to which he also calls his
collocutor. The said author, because of such speech acts, extends Searle’s
classification so as to include the so-called commissive directives. Thatis a
sort of a verbal duel that belongs to the argumentative language, including
the exchange between two or more speakers / senders of the message,
where others are challenged to show their verbal abilities in front of an
audience, and where the poetic function of language is at the forefront
(Pagliai 2009: 63). “Poetic” duels, unlike verbal duels, do not insult, for
they rely on eloquence and creativity.

In the mentioned texts, poet Hasan Ziyairefers to the muhammes, a
widespread form in the classical Ottoman literature. By definition, the
muhammes contains four to eight verses consisting of five couplets,
that is, the misra, which is the meaning of the very word muhammes in
Arabic (times five). As far as formal characteristics and the definition
are concerned, the takhmis is very similar to the muhammes. The main
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difference is that the muhammes is a form primarily written in stanzas
containing five misras, while the takhmis entails adding three couplets
to the already-existing bayts of a ghazal, a qasida, etc. Thus, unlike the
muhammes that is written by a single author, the takhmis is formed in two
stages: first, there is a prototext, i.e. a ghazal or a qasida of a poet, which
serves as a template to the takhmis author who adds to it, in the same
metre and rhyme, three additional couplets. Thus, the takhmis is a form
demanding an artistic dialogue, i.e. a certain competition in the literary
creation of two poets.

In his Diwan, Hasan Ziyai Mostari considers his own takhmis poems to
be mukhammas, although their content does not indicate so. The fact that
the takhmis forms have been replaced by the mukhammas in nomenclature
should not come as a surprise, because it was common in the classic diwans
and collections. In his book The Muhammes in Turkish Literature, Mustafa
Erdogan mentions many classical authors who wrongly named the takhmis
as muhammes. Given such a practice in diwans of the classical period, the
case of Hasan Ziyai should not be considered unusual, and one should not
wonder why the poet, whilst praising his own poetry in the ghazal verses,
confused the two forms.

In the following couplet, Ziyai more openly expresses the speech act
of challenging:

At the battlefield of poetry, Ziyai's horse is rearing
May all who possess the skill come to the arena

‘Arsa- inazm Ziya’1 niifi at1 oynagidur
Her kimiifi kim hiineri var ise meydan alsun (G 359/5)

Interestingly, the poet here “challenges” other poets and by using the
metaphor “the battlefield of poetry” ( ‘Arsa-i nazm), he projects the domain
of writing poetry to the domain of waging war. Writing poems turns into
a battle. Namely, the word arsa in the Ottoman Turkish language means a
place, a battle, but translates in different contexts so as to denote a battlefield,
for example, ‘arsa-i kar-zar (savas meydant) (Develioglu 1998: 39). In
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the contemporary Turkish language, the phrase meydan okumak means to
challenge, dare (to a quarrel, fight) (Pindi¢ — Teodosijevi¢ — Tanaskovié¢
1997: 693). In that context, by using the metaphor of a horse (Ziyai’s horse
is rearing / Ziya’1niif at1 oynagidur) the poet compares his poetic wit to the
agility of a horse in a battlefield. Finally, Hasan Ziyai openly challenges
other poets to compete against him, using the aforementioned term for
battlefield — meydan: “May all who possess the skill come to the arena”
(Her kimiini kim hiineri var ise meydan alsun).

However, in the following verse, he reflects upon the past claiming
superiority over his predecessors:

Among the lovers of this touching melody
Ziyai, no poet had ever composed before

Ashab-1 sevk i¢cinde bu muhrik edalar1
Evvel Ziya’iya hele bir sa’ir itmedi (G 485/5)

The poet describes his verses as a touching melody (muhrik edalarr),
which, in today’s perspective, may lead us to conclude that the Ottoman
poets expected their poetry to cause a certain effect on the recipients. In
the second verse, he openly praises himself as the one cannot be matched.
That could be viewed as an attempt to install himself as a poet of high
relevance to the literary tradition he belonged to.

Self-praise of own poetic skill can also be seen in the following couplet:

Ziyai, let’s assume you have become the ruler of the land of verses
But what will your fate be, you'll collect the verses and what will you
do with the diwan

Ziya’1 tutalim kim padisah-1 miilk-i nazm oldufi
Hiiner kadrin biliir yok cem’ idiip divani n’eylersin (G 374/5)

By addressing himself, the poet uses the hedge “let’s assume” (futalim
kim) and says to have become the “ruler of the land of verses” (padisah-i
miilk-i nazm oldun). Namely, the hedge is contained in the fact that the
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poet does not use the verb proclaim (to proclaim someone a ruler), which
would be expected; rather, he uses the verb assume in the optative form
tutalim, which is also used in the contemporary Turkish language. Here
too a metaphor is used to express the poetic skill ruler of the land of verses
(padisah-1 miilk-i nazm), which is the highest “title” in a hierarchical
society such was the Ottoman Empire. In the second verse, the poet reveals
fear of the wrong reception of his verses, which could be interpreted as an
indirect complaint for the lack of appreciation of his value. According to
Dayter (2014), this can be categorised as a reinterpretation, or self-praise
followed by a complaint.

A similar approach can be observed with diwan poets from Bosnia
and Herzegovina, who wrote the makhlas bayts in ghazals. Thus, Mezaki,
who lived a century after Hasan Ziyai, frequently used the last couplet in
reference to and praise of his own verses.

Mezaki, it is not too much to claim I have mastered the art of poetry
1 spent plenty of time as currency in service of the masters

Mezaki ¢ok degiil sahib-i kemal-i fenn-i nazm olsam
Bu denlii nakd-i vaktiim hidmet-i tistada virdiim hep (G 28)

By praising his own poetic accomplishment, the poet also underscores
the role of the literary tradition of his predecessors. Such a procedure
could be qualified as self-praise with modification/mitigation, since it
shifts the focus from oneself to another. However, the poet does not forget
the importance of “hard work™ when he says that he “have been so long in
service of the masters” (Bu derilii nakd-i vaktiim hidmet-i iistada virdiim
hep). Mezaki emphasises in these verses that he spent much time following
the path of his role models in poetry. Interesting is the monetary metaphor
of time: “defilii nakd-i vaktiim” (literally: plenty money time). It serves to
expresses deliberate exaggeration in self-praise and to violate the modesty
maxim. The metaphor money of time can also be spotted in the poetry of
other diwan poets, again with aim to indicate that writing poetry is the
source of income for the poets and to coney an indirect message that the
poet is asking for (or expects to see) a reimbursement for his endeavour.



08  SABINA BAKSIC AND ALENA CATOVIC

In the following couplet, Suleiman Mezaki exaggerates in his poetic
self-praise:

Who can compete with Mezaki, the champion of expression
When every bayt to a ghazal and a ghazal to a qasida resembles

Kim soylesiir Mezaki-1 mu’ciz-i kelam ile
Her beyti bir gazel gazeli bir kasidediir (G 116)

The couplet begins with the poet putting forward a rhetorical question
which, as a trope, has “an opening function; it initiates the addressees to
pay further attention to the text” (Katni¢-Bakarsi¢ 2001: 276). From a
pragmatic aspect, such a procedure emphasises a dialogue with potential
recipients who are called upon to confirm his poetic skill. Exaggeration
is used to express self-praise through the syntagma “Mezaki-i mu’ciz-i
kelam” (Mezaki, the champion of expression). In the second verse,
however, the poet praises his poetry through gradation, comparing his
verses firstly to the ghazal, and then his own ghazals, which are shorter
forms, to a considerably more complex form — the qasida. Thus, gradation
in exaggeration becomes a form of intensification, where “every next
element bears an additional scheme of quantity (intensity) compared to
the previous” (Katni¢-BakarSi¢ 2001: 302). In this case, it is the number of
couplets (bayts), first in the ghazal, then in the qasida, where the number
of couplets ranges from 30 to 150.

Exaggeration is also a characteristic of other makhlas bayts in Suleiman
Mezaki’s ghazals:

Mezaki, look, seven planets of my poetry
Know it by seven stars in the heaven

Gor Mezaki seb’a-1 seyyare-1 nazmum beniim
Asuman-1 ma’rifet heft-ahterinden belliidiir (G 113)
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In the Ottoman Turkish language, the syntagma seb ’a-i seyyare is related
to the seven planets of the solar system: Mercury, Venus, Mars, Jupiter,
Saturn, Neptune and Pluto. Thus, the poet’s comparison of his own poetry
to the seven planets emphasises its value, it gives it a cosmic dimension.
The exaggeration is especially prominent in the second verse, where the
poet speaks of the “heavens of (poetic) skill” (asuman-1 ma rifet) and the
“seven stars” (heft-ahter). In the Islamic tradition, number seven holds a
special significance. It is considered that there are seven heavens, seven
climatic belts, seven messengers of God, and the number is frequently
mentioned in the Holy Qur’an. Also, the number is particularly significant
in view of Rumi’s Mathnawi, since therein he speaks at several places
about seven stars, seven valleys, seven makamas. In the case of Mezaki
this has a specific importance, because he belonged to the Mevlevi order
of dervishes, and was buried in the courtyard of the Mevleki tekke at
Galata, Istanbul.

1. 3. 2. Self-praise in Mathnawis

We will again emphasise that the introductory (sebeb-itelif or sebeb-
-inazm-1 kitab) and the final (hatime) chapters of the mathnawis were
frequently used for self-referential reflections of the diwan poets. Thus,
they are particularly important to understand the poet’s perception of his
own self and his poetry.

The epilogue to the Tale of Sheikh Abdurrezak by Hasan Ziyai Mostari,
1.e., its final chapter entitled 7he End of the Book, shows an apparent
similarity in the self-referencing procedures to the introductory chapter of
that same mathnawi: the poet reflects upon his own poetry, its reception
and artistic value:

If the witty in love took it in his hands
Compare it to a beauty he might

My beloved is this lovely book
Which has become the fruit of my life
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The one who has revealed the hidden wisdom
Witnessed a meeting with an honourable face

‘Alif is indeed of such stature
While the lam hair resembles

Those thin ‘alifs remind of the stature of the sweetheart
The dots mimic beauty marks of the sweetheart

Every cim resembles the locks of hair of the beloved
Every mim befits the beauty of the sweetheart

‘Asik-1 niikte-sinas alsa ele
An1 tesbih kilur bir giizele

Dilberiimdiir bu kitab-1 dil-ct
Hasili hasil-1 ‘Omriimdiir bu

Eyleyen gizlii nikatin iz’an
Itdi didar-1 serifin seyran

Togrusi dir elifdiir kamet
Lamlar anda ser-i ziilf-sifat

Elif ikamet-1 dilar-misal
Noktast ‘ariz-1 dilberdeki hal

Kakul-1 dilbere befizer her cim
Dehen-i dilbere giiya her mim (1698—1703)

Hasan Ziyai compares his work to a beauty, postulating thus the
relationship between the recipient and the work as the one that grows
between lovers, which reminds of the love relationship in lyricism of the
classical Ottoman poetry. Namely, the book is described by adjectives
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normally ascribed to a beloved person in the Ottoman literary tradition:
stature of the ‘alif, lips like the mim, beauty spots like dots, hair like the
cim. At the same time, the poet, by referring to the graphemes of the Arabic
alphabet (a procedure that introduces a new semiotic dimension), emphasises
his affiliation to a culture in the period when oral tradition still dominated.
That is one of the ways in which Hasan Ziyai emphasised his prestigious
role as a poet, as a literate, educated person in the Ottoman province such
was the 16™ century Bosnia. His self-praise gains greater significance through
describing (complimenting) a potential recipient as a witty person, a person in
love: “If the witty in love took it in his hands/ Compare it to beauty he might”
(‘Asik-1 niikte-sinas alsa ele / Am tesbih kilur bir giizele). Still, the poet
mitigates his utterance by using the conditional alsa. This is the second type
of conditional sentences used to express conditions that can be realised:

By a dependent clause, a condition necessary for the realisation of the content
of the main clause is conceived. I the h. language, they are introduced by
the conjunction “when”, while the predicate in the main and the dependent
clause is in the form of the potential (for example: “If he asked me to marry
him, I would”). In the Turkish language, a conditional is used in the protasis
for the present (-se/sa), while the present -r or the future tense — i.e. the
tenses that are semantically close to the Croatian potential — are used in the
apodosis. (Causevi¢ 1996: 514)

However, when he speaks of his own relationship towards his book,
Hasan Ziyai is far more categorical: “My beloved is this lovely book™
(Dilberiimdiir bu kitab-1 dil-cti). The verse “Which has become the fruit of
my life” (Hasili hasil-1 ‘Omriimdiir bu) is a culmination of a sort regarding
the poet’s relationship towards his own work.

1. 3. 3. Self-praise in Qasidas

As has already been mentioned, gasidas as panegyrics are performatives
(poems with a purpose) used to gain sympathy and support of the patron
who provides for the poet’s existence. Hence, when the poet openly praises
himself, he, in the contemporary language, puts himself on the market by
advertising his own poetic qualities.
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Attitudes about poets and poetry are frequently present in gasidas,
primarily in the fahriye chapter. Such poetic reflections are especially
interesting because they shed light upon the author’s poetics and his poetic
self-reflection. “The Ottoman poets saw an opportunity for self-praise
also in the verses primarily dedicated to glorify and memorialise patrons”
(Durmus 2009: 83).

We come across such an example in Hasan Ziyai’s qasida to Hasan
Bey, where the fahriye chapteris longer than any other fahriye in any
other of his qasidas; it is thus the poet’s reflection upon the current poetic
framework and his place in it:

So what if he even liked my verses
And they fall into the favour of the happiest, perfect man

Indeed, my verses flow
They remind of a pure water when away it runs

O, the commander of words, through your noble eyes
Look, these verses are peerless

Many praise the black hair
Compare me not with it, do not touch those mahogany locks

Sorrow has many a time broken my heart
Then my verses find a friend in the most beautiful of pearls

Sometimes thus Ziyai's heart glows so
That glow-worms in pitch-dark it resembles

N’ola nazmum begense meyl eyler
Kamil olan kemal-1 kam-yaba

Fi’l-hakika selaset-i nazmum
Befizer ol pak akup giden aba
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‘Avn-i ‘aynunla ey emir-i kelam
Nazar eyle bu nazm-1 na-yaba

Kakiil-i ziilfi medh ider ¢cokdur
Beni befizetme degme mii-taba

Nice kez deldi bagrumi gam-1 derd
Nazmum uyinca diirr-i hos-aba

Sevke gaht geliir Ziya’1 goniil
Benzedi zulmet igre seb-taba (Q 10/21-26)

Hasan Ziyai begins with a rhetorical question in praise his verses: “So
what if he even liked my verses” (N 'ola nazmum begense meyl eyler), for
such a reception is only natural for the poetry created by the poet possessed
of qualities described in the continuation of the qasida. The author praises
his own verses by comparing them to water, pearls, and glow-worms in
the dark. Verses are appreciated as articulate, they flow. In the original,
the expression used is selaset-inazm, where selaset is a term in literary
stylistics, meaning an intelligible text, of a “plain” style.

The comparison of verses with water is not a coincidence: “They
remind of a pure water when away it runs” (Berizer ol pak akup giden
aba), both in the literal and in the metaphorical sense, since water in the
Islamic tradition holds a special place as one of the greatest blessings.
Also, it is a part of many Turkish phrases; for example, su gibi konusmak
(to speak fluently). In the ensuing couplet, the poet addresses the bey: “O,
the commander of words, through your noble eyes / Look, these verses
are peerless” (‘Avn-i ‘aynunla ey emir-i kelam / Nazar eyle buna zm-1 na-
vaba). Both self-praise and the praise to Hasan Bey as the “commander
of words”, should be observed in the context of the Oriental-Islamic
tradition, where the word, i.e. eloquence, is a prestigious value expected
from the poet as much as from his patron. Thus, the poet uses a directive
look (nazar eyle) to call out Hasan Bey, the addressee, to look at the verses
he describes, violating the modesty maxim, as peerless. The directive,
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compare me not (beni benzetme) directly requests from the potential
patron to favorise and evaluate the poet’s work; it addresses the reception
of the poetry by separating it from that of other poets. The poet finishes the
description of his poetry by comparing it to a pearl: “nazmum uyinca diirr-i
hos-aba”, while his heart, where the poetry is conceived, is compared to
a glow-worm in the dark: “befizedi zulmet icre seb-taba”. The verses are
described through the aforementioned metaphors as “a light in the dark”,
or as something outstanding.

Self-praise is also found in the fahriye of the qasida by Hasan Ziyai
Mostari, entitled Qasida to the Spring for Mustafa Bey (Kaside-i Bahar
Der Medh-i Mustafa Beg):

There are many a jewel in my lovely verses
To cover your dargah by them while walking

Not many reasons are needed for him to do a good deed
God's unity can only be understood by the Sufi

Bu denlii var nazm-1 beligiim giiherlerin
Der-gahina nisar iderin eyleyiip giizer

Ciiz’1 sebeb gerek ide kiillt “atalar ol
Kadr-i kemali yine kemal ehli fehm ider (Q3/23-24)

In the aforementioned sections of the fahriye, Ziyai praises himself and
thus breeches Leech’s modesty maxim. However, the self-praise reveals
a directive as well, for it is an attempt to achieve favour, as well as help
of the dignitary. The poet finds his verses to be lovely and filled with
jewels (nazm-1 beligiim giiherlerin). Also, this chapter of the fahriye is the
platform for the poet to reflect upon his own poetry, as well as to praise
himself. Hence, it is a space where the poet engages in self-referencing.

In the couplet “Not many reasons are needed for him to do a good
deed / God’s unity can only be understood by the Sufi” (Ciiz T sebeb gerek
ide kiillt ‘atalar ol / Kadr-i kemali yine kemal ehli fehm ider), the poet
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compliments the recipient of the message as a person prone to doing good,
postulating him thus as a benefactor for the purpose of receiving profit.
He then refers to the joint background and context, which is a positive
politeness strategy by which he realises closeness and solidarity with the
collocutor (the recipient of the message), an interpretative community is
again called upon and established.

It should be emphasised that in the Ottoman poetry, in most cases,
the recipient of the vesrses was at the same time the author, and that the
majority of the Ottoman dignitaries also wrote and supported writing of
poetry. “Outside Istanbul, princes’ courts, beys’ and pashas’ konaks came
to prominence as centres of art of a sort, but also milieus where poets are
protected” (Durmus 2009: 16-17).

Self-praiseis foundin Mezaki’s Qasidato Ahmed Pasha commemorating
the capture of the Uyvar fortress.

If you would let me show you my knowledge, see
How my verses are a guide for poets

Those words of mine in a lovely new style have
Just been formed, fresh and in rhymes

My nose is filled with the scent of praise to you
Its scent feeds my soul day and night

My lovely words of poignant mind
That scatter adornments are the gold of the wise

At every assembly of wisdom, the rosewater of my words
Is an honour for the gathering of pure friends

The noble horse of imagination again rises
The maidan of poetic decor is too narrow for him

Look at my newly formed verses and polished jewels
If there were an elixir of the word, this land and water it would be
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Each of my lovely bayts proves a fervent endeavor
The house of wisdom is a noble nature of the knowing

No wonder thus that the lovers praise my verses
The rosebud of the turban on the head of the sun and loyalty

The rose garden of my poetic nature has again cultivated roses
This Rumelian land, abundant with water and air

The heart rejoiced in the exuberance of praising you
All flourished like the gardens of Jennah

Like my quill that adorns the bride of my verses
Memory of your sweet scent and hundreds of fragnances

If only my words were mentioned with your name until the Judgement
Day
The words that spread deserve to be forever preserved

Izniif var ise ‘arz-1 kemal itmege seyr it
Si’riim ne kadar sive-niima-y1 su’aradur

Ol mubhteri’-i tarz-1 cedidiim ki kelamum
Hep taze-revis taze-zeban taze-edadur

Piir old1 yine niikhet-i medhiifile mesamum
Kim rayihasi sam i seher ritha gidadur

Ol nadire-senc-i hirediifl zib-1 nikatum
Piraye-dih-i ra-y1 zerin-i ‘ukaladur

Her meclis-i ‘irfanda giil-ab-1 kelimatum
Ab-1 ruh-1 cem’iyyet-i yaran-1 safadur
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Yerkan-1 hayaliifi yine bir ciinbisi var kim
Meydan-1 tahayyiil afia bir teng-fezadur

GOr nazm-1 ter ii bihte-i cevher-i tab’um
Iksir-i stihan var ise bu arz ile madur

Bu verzis-i biirhan ile her beyt-i latifiim
Darii’l-hikemi tab’-1 selim-i hiikemadur

‘Ussak n’ola nazmumi bas lizre tutarsa
Giil-gonca-i destar-1 ser-i mihr i vefadur

Giil-hiz-1 hayal itdi yine giil-sen-1 tab’um
Bu Riim ili kim hitta-i hos-ab i hevadur

Endise-1 medhiifile goiiiil oldi kiisade
Kim ravza-i cennet gibi piir-nesv i nemadur

Hamem gibi messata-i ebkar-1 ma’ant
Yad-1 dem-i hos-buyui ile galiye-sadur

Namuiila s6ziim hasre dek olsa n’ola mezkar
Mensiir-1 stihan layik-1 tevki’-i bekadur (Q 14/42—47)

The poet primarily uses the conditional izniisi var ise (If you would let
me) as a hedge, mitigating therefore his utterance by which he calls Ahmed
Pasha to pay attention to his verses. It is necessary to emphasise that in this
case the poet used an inverted sentence: “Izniifi var ise ‘arz-1 kemal itmege”.
However, he then uses the imperative, seyr it, which is linguistically
speaking a bald on-record strategy, thus openly and immediately addresses
his potential protector, involving him emotionally. B. Vuleti¢ is of the
opinion that the sensitivity of an expression rests upon the usage of the
second person: “speaking in the second person is a mark of an emotionally
engaged speaking: both the speaker and the hearer are active participants in
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speaking” (qtd. in Katni¢-Bakarsi¢ 2001: 319). Walter G. Andrews, in his
work Poetry’s Voice, Society’s Song: Ottoman Lyric Poetry, dedicated to
the Ottoman lyrical poetry, also supports the attitude about the relationship
between the recipient and the author, stating that directness, honesty and
sensitivity are achieved by a manner of expression that is very similar to
everyday speech. He is of the opinion that the inverted sentence achieves
closeness, since the inverted sentence postpones the information transfer,
creating a significant indefiniteness potential presupposing that both the
speaker and the hearer, to a significant extent, familiar with the main content
of the message and share the same cognition (2000: 139).

Still, the poet speaks of a wider reception of his poetry, i.e., he
expresses an expectation that his verses will be read by others he describes
(compliments) as wise and knowledgeable. Also, the poet wishes his
poetry to be perceived among the educated people of his time: “At every
assembly of wisdom, the rosewater of my words / Is an honour for the
gathering of pure friends” (Her meclis-i ‘irfanda giil-ab-1 kelimatum / Ab-1
ruh-1 cem’iyyet-i yaran-i safadur).

Observed historically, the qasida has been read/recited in social circles
that included highly educated people, mostly poets. In that sense, W.
Andrews is of the opinion that reading or listening to poetry automatically
places the person in a close and emotionally charged dialogue, which, if it
is defined by the basic elements of a limited scope and frequent repetition
throughout the tradition, is a procedure resembling a ritual (2000: 153).
The perception of the Ottoman poetry as a ritual in a sociological sense
is very plausible, considering that poetry was frequently a part of dervish
ceremonial acts, or was reproduced at various gatherings of poets, learned
people, or other elite groups. The poetry itself contained frequent references
related to poets’ assembling in gardens, receiving food and drink from
a cupbearer (saki) and reciting verses. In that context, poetry becomes a
means of dialogue between members of a certain group, and a way to
build an emotional bond between them.

This comes to prominence especially in the case of poet Mezaki, a
member of the Mevlevi order, known to have participated in gatherings
of dignitaries at the time. “According to some sources, Mezaki attended
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the gatherings of poets and participated in discussions together with high-
ranking persons, including the well-known Mevlevi sheikhs such as Arzi
Dede and Ahmed Dede, the chief astronomer” (Mermer 1991: 23). The
intensive poetic dialogue between Mezaki and his contemporaries reflected
the qualification of his own poetry, which he characterised as modern and
“fresh”: “Those words of mine that in a lovely new style / Just formed,
fresh and in thymes” (Ol mubteri’-i tarz-1 cedidiim ki kelamum / Hep taze-
revis taze-zeban taze-edadur). Although the classical Ottoman literature
was conventional in the synchronic relationship between texts; verses
that contained traditional content expressed in an innovative manner were
highly praised, and that is the quality Mezaki emphasises in his own poetry.
Also, by breaching the modesty maxim, he hides no praise for his poetic
work, likening it to lovely words, ornaments, the gold of the wise, polished
jewels, gardens of Jennah, roses, and bride. At the same time, the poet
expresses explicit self-praise with modification / mitigation and includes
referring to hard work: “Each of my lovely bayts proves a fervent endeavor
/ The house of wisdom is a noble nature of the knowing” (Bu verzis-i
biirhan ile her beyt-i latifiim / Darii’l-hikemi tab -1 selim-i hiikemadur). In
the end, he reveals a wish that concerns the reception of his work. Namely,
in the couplet “If only my words were mentioned with your name until the
Judgement Day / The words that spread deserve to be forever preserved”
(Namuiila soziim hasre dek olsa n’ola mezkiir / Mengiir-1 siihan layik-1
tevki’-i bekadur), Mezaki covets eternity to his verses, which is something
Ahmed Pasha could secure with his name and authority.

1. 4. Compliments and Praise

Compliments (and praise) are speech acts, classified within the positive
politeness strategy, since the sender of the message uses them to expresses
a positive evaluation of the message recipient (their importance is seen
through Facebook and other social networks’ “likes” in today’s world).
One can compliment the collocutor’s appearance, possession, personality
and achievements. Compliments usually contain exaggeration, hyperbolae
(overstate): “That was excellent, fantastic”. According to Leech, there
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exists a natural inclination towards mitigation in relation to impoliteness.
However, there are also exaggerations, most frequently realised through
hyperbolae. Leech interprets them through the Interest principle (“say
what is unpredictable, and hence interesting!”) (Leech 1983: 146).

According to Janet Holmes (1995: 116-117), compliments are the most
remarkable examples of the positive politeness strategy. Those are speech
acts by which the collocutor is explicitly or implicitly granted recognition
for some “good” in their possession (ownership, characteristics, abilities,
etc.). Those traits are positively evaluated by both the speaker and the
hearer. Their function is, as Holmes states, primarily affective and social,
rather than referential and informative, since their purpose is to improve
the mood of the collocutor . Also, they serve to establish closeness and
solidarity. In some contexts, compliments can function as both praise and
encouragement, and as such they primarily serve as expressions of praise
and admiration, rather than solidarity (Holmes 1995: 119).

According to the relationship between collocutors on the vertical social
scale, one may differentiate between patronizing compliments that the superior
addresses to the inferior (since he/she has a certain power / superiority allowing
to pass an evaluative judgement of the collocutor), as well as flattering and
adulation that concern the compliments addressed to the superior, for the
purpose of gaining a certain benefit. Pleasing the addressee is a way for the
sender of the message to achieve their goal. By complimenting the addressee
(provided that they feel good about the compliment is approving), positive
evaluation of the collocutor is also achieved.

Although many authors consider praise as compliments addressed to
the subordinated persons, they are still considered unwelcome for they
put the recipient of the message in a subordinated, and the one addressing
the compliment into a superior position (Holmes 1995: 119). However,
praises can also be found in cases that concern persons of higher ranks.
Such forms of praise are present in speeches and written documents from
different historical periods, and their origin can be traced back to the
Roman Empire, when praise to the ruler prevented his advantage in court
or at a political speech. In Europe, especially in the Renaissance humanism
period, there was a significant dependence on the powerful, hence the
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favours of patrons and employers were paid in praise. In panegyrics, kings
were presented as heroes who protected the entrusted kingdoms and the
Christian faith, while the ideal ruler was a good warlord, but also a learned
man, poet and philosopher. Praise and self-praise in this period became
the two faces of praise speeches. Humanists considered themselves as
extraordinary individuals, committed to their literary work, so, for them, it
was inappropriate to be burdened with the duties of this world. Therefrom
stems a deep disappointment and displeasure with their own position.

It is necessary to emphasise that compliments can also be part of some
other speech act, for example, requests or pleas, where they can serve as a
mitigating device: “You are such a good person, [ know you will help me”,
and this is, in fact, their true position and function.

1. 4. 1. Compliments and Praise in Qasidas

Methiyethe chapter with praises to the person for whom the qasida is
meant , frequently includes overemphasised compliments and praise,
which are not a truthful reflection of that person. Comparing dignitaries
with historical or mythological characters is an explicit characteristic of
the methiye.

Ziyai’s Qasida of the Spring in Praise of Sinan Bey contains numerous
compliments and praise dedicated to the Ottoman dignitary.

Merciful and generous means Sinan Bey
For his shrine is a safe fortress, the source of God's soldiers

1 hope he won t believe the skilled are suited
To be destroyed during his time as the cursed

May he accept, have mercy on and help you
To find a protector in him for the love of God

Do not make Ziyai sad in the darkness of pain
But satisfy the thirst of that poor man by the noble water of life
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Miisfik U ehl-isaha ya’ni Sinan Beg kim anun
Menba’-i ceys-i [lah dergehidiir hisn-1 hasin

Umarin buni reva gérmeye kim ehl-1 hiiner
Pay-mal ola zamaninda olup kahra karin

Dest-gir ola ayakda komaya sefkat ide
Sana Allah rizasiy¢iin ola simdi mu’n

Zulmet-i gamda Ziya’1yi melill eylemeye
Bezl ide ab-1 hayat-1 keremin ana hemin (Q 8/22-25)

The first cited couplet of Hasan Ziyai’s qasida contains a praise (an
expressive speech act), i.e. a compliment to Sinan Bey, who, although
the poet addresses him, is mentioned in the third person singular, for the
purpose of gaining respect, objectivity and a certain distance:. Praise is
observed in the following: “Merciful and generous means Sinan Bey / His
shrine is a safe fortress, the source of God’s soldiers” (Miisfik ii ehl-isaha
ya’ni Sinan Beg kim anun

Menba’-i ceys-i Ilah dergehidiir hisn-1 hasin). Here, the reference
is made to then most admired characteristics of a soldier: a military
commander, a God-fearing person, just and merciful.

However, in the ensuing couplet, we observe a directive speech
act through the use of optative mood that indicates a wish or hope; the
illocution here initiates the collocutor (the reader, who, again, is mentioned
in the third person singular) to take a certain action to the benefit of the
sender of the message (i.e., the author); the poet expresses hope that the
“skilled” will be helped (the poets, including the author of the gasida): “I
hope he won’t think the skilled are suited / To be destroyed during his time
as the cursed” (Umarin buni reva gormeye kim ehl-i hiiner / Pay-mal ola
zamanminda olup kahra karin).

This couplet could serve as an illustration of the linguistic teetering
between postulation and correspondence, because expressing hope in this
case 1s not a mere presentation, but also an attempt at creating, organising
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a world (in this case, that Sinan Bey truly becomes the protector of the
poet). It shows the power of language — the force “to rather create than to
mirror the world; to create a situation rather than to report on the events”
(Peternai 2005: 65).

The code-switching of grammatical persons is also seen in the couplet:
“May he accept, have mercy on and help you / To find a protector in
him for the love of God” (Dest-gir ola ayakda komaya sefkat ide / Sana
Allah rizasiy¢iin ola simdi mu’in), where the poet addresses himself in the
second person singular, while the third person singular is employed for the
recipient of the message. This could be interpreted as a desire expressed
through the optative for the purpose of decreasing the pressure against the
collocutor (the recipient of the message).

Optative is also present in the following couplet: “Do not make Ziyai
sad in the darkness of pain / But satisfy the thirst of that poor man by the
noble water of life” (Zulmet-i gamda Ziya’iyi melil eylemeye / Bezl ide
ab-1 hayat-1 keremin ana hemin), where the poet refers to himself in the
third person singular, again to ensure objectivity and distance, while the
recipient of the message is referred to in the second person singular. In this
plea (directive), the poet resorts to self-humiliation, or, rather, portrays
himself as powerless (poor), which is another negative politeness strategy,
1.e. giving overwhelming reasons: one of the reasons for threatening the
collocutor’s face can be one’s own helplessness.

A similar procedure is seen in qasidas of other poets from Bosnia and
Herzegovina, including Sabit Bosnevi. In his qasida Ramazaniye, dedicated
to Baltact Mehmet Pasha, Sabit, alongside numerous compliments to the
dignitary, also mentions his generosity and readiness to reward poets for
their poetic achievements.

His benevolence for the poet invites generosity
And the smile for the beautiful verses signalises bestowal

Let us make the beautiful canvas of words an adornment of the market
No such opportunity shall arise to sell eloquence
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Virtues, spirituality and poetic wit adorn the sultan
Viziers take pride in maturity, knowledge and aptness

The one who lies to be at loss at this market
Shall have no other chance to sell his verses

The poet who hasn t traded at this market
Could he open his store elswhere

Sa’tre hiisn-i tevecciihleri in’ama delil
Lutf-i mazmuna tebesslimleri ihsana nisan

Hos kumas-i suheni ziver-i bazar ideliim
Hic s6z satmaga girmez ele bir boyle zeman

Padiseh fazil i ehl-i dil i mazmiin-sinas
Viizera kamil U sahib-hiiner Ui nadiredan

Ne zeman gorse gerek hayr-1 meta’-1 suheni
Bu revayicde iden kizb ile da’va-y1 ziyan

Boyle bazarda da eylemeyen istiftah
Ne zeman agsa gerek siik-i me’anide diikan (Q 45/35-39)

Compliments and praise are part of the following couplet: “Virtues,
spirituality and poetic wit adorn the sultan / Viziers take pride in maturity,
knowledge and aptness” (Pdadiseh fazil ii ehl-i dil ii mazmiin-ginas / Viizera
kamil ii sahib-hiiner ii nadiredan), that lists the characteristics of an ideal
ruler (vizier). However, those characteristics are not only a description, but
rather expectations of the poet. Nota bene that the “poetic wit” is among
the listed virtues, which brings us back to the conclusion established earlier
that the recipient of poetry in the Ottoman Empire was, in most cases, the
poet himself, and that the majority of the Ottoman dignitaries used to write
poetry or participate in its creation. In a certain sense, it could be said that
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the Ottoman poetry was a product of the relationship between the poet
and his patron. “In that context, popularity of the poet, of the protégé,
was also a success of the patron himself, celebrating him as the person
who encouraged the prestigious cultural tradition” (Durmus 2009: 17). In
other words, the protégé was responsible for the glory of the patron, while
the patron was responsible for the poet’s social position and a positive
reception of his poetry.

By using the economic terms such as money, market, store, canvas, sale
(meta’, bazar, suk, diikan, kumas, satmak) Sabit Bosnevi emphasises the
existential dimension of the poet — patron relationship. In that way, poetry
is presented as goods to be sold, which brings the poet into the position of
the marchant who offers (and praises) the goods. By presenting his poetic
artistry as the tool to ensure his own existence, Sabit clearly indicates the
pragmatic dimension of poetry, which is characteristic of the qasida as a
form. That is best observed in the last two couplets: “The one who lies to be
at loss at this market / Could he open his store elsewhere” (Ne zemdan gorse
gerek hayr-1 meta’-i suheni / Bu revayicde iden kizb ile da’vay ziyan);
“The poet who hasn’t traded at this market / Where else could he open his
store” (Boyle bazarda da eylemeyen istiftah / Ne zeman agsa gerek siik-i
me’anide diikan). Although all those verses have been characterised here
as praise, one cannot ignore the fact that they are, especially when the “sale
and market” are mentioned, also speech acts that Michael Hancher (1979:
8) categorises as “mutual commissive directives”, i.e., a special group of
speech acts simultaneously containing the illocution of commissives and
directives. The poet here commit to write and present (offer) poetry, and
the patron is required to take a certain action (recognition and reward).

Praises to dignitaries are also frequently found in Ahmed Hatem
Bjelopoljak’s qasidas, predominantly praise to Sultan Mahmud I. He
was the 24™ Ottoman sultan who ruled from 1730 to 1754. An interesting
example is observed in the third gasida of Bjelopoljak’s Diwan, entitled
A Qasida to Spring in Praise of Sultan Mahmud (Bahariyye Der-Medh-i
Hudavendigar Hazret-i Sultan Mahmiid Han):
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He is such a remarkable rider of that vast space
That he is riding his Buraq under the sun resembling the heavenly pan

Bir seh-siivar-1 ‘arsa-i sevket ki oynadur
Tepsi-yi afitab-1 felekde buragini (Q 3/79)

The praise to Sultan Mahmud I also includes exaggeration (hyperbolae),
a common procedure in praise and compliments. Thus, the ruler is a
“remarkable rider”, which was an essential characteristic of a commander.
Praise is contained in the description of the space he is riding through —
“vast space” (‘arsa-i sevket). In the second couplet, a religious dimension
is ascribed to the sultan, when depicted on the back of the Buraq, the
animal that elevated Muhammad PBUH during Mi raj. “It is described as
an animal, smaller than a mule, larger than a donkey, permanently shining,
glowing like a lightning, which is the reason why it is used as a symbol in
poetry” (Nametak 2007: 61).

The following qasida in Hatem’s Diwan entitled A Ramazaniye in
Honour of His Highness Sultan Mahmud (RamaZaniyye Der-Mansibet-i
Hazret-i Sultan Mahmiid Han) also contains numerous instances of praise
to Sultan Mahmud:

The scent of your nobleness has enfolded the world
Heavens filled with the smoke of your agarwood that fills the heart
with delight

Your benevolence has brought youth to my old age
You have made me the one that is pointed at as if I were a crescent

Mu’attar old1 cihan sah-ba-y1 lutfindan
Boyandi ‘td-1 safa dida asman heme an

Keremleriinle beni pirlikde tazelediin
Hilal-i ‘1d gibi eylediint miisar-benan (Q 4/22-24)
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In the first couplet, the poet praises the sultan’s nobility by the use of
synaesthesia, a perceptual trope representing “an expression or an utterance
in which notions are linked so as to create an impression perceived by
some other sensory pathway” (Bagi¢ 2012: 295). Namely, nobleness of
the sultan smells like agarwood, spreading around the world. The poet
compares the abstract notion of nobleness to the sense of smell, highly
important in the perception of the world in the eastern culture, placing it
thus through the comparison with agarwood, as a specific scent of the east,
to a certain part of the world. On the other hand, by comparing the sultan’s
influence with the scent that, according to the poet, fills one with joy, he
emphasises the ruler’s power not only in the world, but also in heavens.

In the second couplet, we see both praise and an expression of gratitude,
which is also a frequent practice in the contemporary Turkish language.
Namely, it is obvious that the poet has already obtained favour with the
sultan through his verses, so he now exaggerates to a certain degree to
disclose gratitude together with praise: “Your benevolence has brought
youth to my old age / You have made me the one that is pointed at as
if I were a crescent” (Keremleriinle beni pirlikde tazelediin / Hilal-i ‘id
gibi eylediin miisar-benan). It can also be observed from the verses that,
owing to the sultan’s support, the poet reached fame, which indicates that
even artists at that time perceived “popularity” as important; i.e. a positive
reception of their work as very important.

The seventh qasida of Ahmed Hatem Bjelopoljak’s Diwan is dedicated
to the same ruler. The Qasida in Praise of Sultan Mahmud (Der-Sitayis-i
Sultan Mahmiid Han) ends in words positioning the poet as an honest
lauder and the sultan as his protector:

To say the light of my eye or the joy of my heart
My words come from a pure heart like a mirror that does not erode

Oh, my ruler, my sultan,who deserve God's pleasure
No other lauder is second to your praise than the helpless Hatem

Niir-1 didem dir isem ya ki siirtir-1 stnem
Siithanim ayine-i sidkima jengar olmaz
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Behre-merzat-1 Huda padisehim sultanim
Size Hatem gibi na¢ar sena-kar olmaz (Q 7/24-25)

The first couplet emphasises the poet’s honesty through the metaphor
of a non-eroding mirror: “My words come from a pure heart like a mirror
that does not erode” (Stihanim ayine-i sidkima jengar olmaz), a frequent
procedure in today’s complimentary expressions (the speaker adds the
expression “I really mean that” to a compliment), since the honesty principle
is often questionable because it is sometimes difficult to recognise the
speaker’s intention, which is why the dream of the absolute decipherability
of the society is ever present: “Many essentially important facts are found
beyond the time and place of an interaction, or remain concealed within
them. The ‘true’ or ‘real’ attitudes, beliefs, and emotions of the individual can
be ascertained only indirectly, through his avowals or through what appears
to be involuntary expressive behavior. (Goffman 2000: 16). By underlying
honesty, the poet addresses the sultan very closely, calling him “the light of
my eye” (nir-1 didem) and “the joy of my heart” (stiriir-1 sinem).

In the second couplet, the poet lives no question mark that his praise is
for the sultan, through self-humiliation by calling himself the lauder (send-
kar). However, here we come across a pragmatic paradox: the poet states
to be praising the sultan through self-humiliation, referring to himself as
“helpless”, but at the same time promotes himself as the best lauder: “No
other lauder is second to your praise than the helpless Hatem” (Size Hatem
gibi nagar sena-kar olmaz). Hence, through self-humiliation and praise of
the other we find self-praise and exaggeration.

Ahmed Hatem Bjelopoljak also praised other dignitaries, his
contemporaries. One such example is silahdar Ali Agha, to whom
Bjelopoljak dedicated The Qasida in Praise of Silahdar Ali Agha (Der-
Sitayis-i Silahdar ‘Ali Aga). Still, in the fahriye chapter, he places Ali
Agha’s position in the context of the absolute rule of Sultan Mahmud I:

O, the emperor of empires, your excellency Sultan Mahmud
The emperor of Rumelia and Iran
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I am conversing with two different hearts
For both a master and an agha of mine

If I were to present them both to the rose and the nightingale
I am not sure how they would divide

To compare them with the Sun and the Moon
One next to the other, nothing between them to divide

To hide them from my own eyes
Nothing is more important than my left and my right

In the service of the sultan of the world
May they be merry, joyful and proud

Sah-1 sahan cenab-1 Mahmiid Han
Padisah-1 milok-1 Rim u ‘Acem

iki giine goniille bahs iderim
Hem efendili hem agali benim

Ikisin giille biilbiile virsem
Nice pay ideler ‘aceb bilsem

Mihr {i mehtaba eylesem tesbih
Olmasa arada ne pis ii ne em

iki goziimde eylemek ihfa
Sag u sol climleden goriindi ehemm

Hidmetinde o sah-1 devranun
Olalar sad u hurrem i miikerrem (Q 8/11-16)
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Although the qasida is dedicated to silahdar Ali Agha, Ahmed
Hatem uses adjectives at the beginning in praise of Sultan Mahmud I,
which indicates a hierarchical organisation of the Ottoman state and an
unquestionable devotion to the sultan. In addressing the sultan with the
“emperor of empires” (Sah-1 sahan), we see the repetition of the same
word or words derived from one root (paregmenon and polyptoton) — the
noun is used within the same syntagma, intensifying the expression almost
to the level of the superlative. In praising both the sultan and silahdar Ali
Agha, the poet is aware of the delicate nature of his task: he simultaneously
praises the former, an absolute ruler, and the latter, a high ranking ofticial.
That dilemma is seen in the use of the conditional clause: “If I were to
present them both to the rose and the nightingale / I am not sure how they
would divide” (Ikisin giille biilbiile virsem / Nice pdy ideler ‘aceb bilsem),
which is used as an independent form, for the purpose of expressing “a
dilemma, wavering, indecisiveness (limited to interrogative forms)”
(Causevi¢ 1996: 298). In this case, the dilemma is seen in positioning of
the sultan and the silahdar. Namely, the poet subtly brings them to the
same level, which is the greatest compliment and praise to Ali Agha.

Silahdar Ali Agha is an object of praise in other gasidas by Ahemd
Hatem Bjelopoljak. Thus, he named his tenth qasida The Tale of Silahdar
Ali Agha (Der-Menkabet-i Silahdar ‘Ali Aga), and therein he reflects upon
the praise of Ali Agha in his previous writings:

The lovely quill in love started speaking
Hatem, are you praising Ali Agha the fortunate?

O, the light of the eye of cognition, you who care for the ones who love
you deeply
Are you increasing your mercy to the pauper devoted to you

By your virtues, you have again put on the festive garment to my verses
Are you dressing a seashell, decorating the pearl precious and rare?
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Stvelendi hame-i stiride Hatem yoksa sen
Midhat-amiz sa’adetli ‘Ali Agamisin

Ey ziya-y1 ¢esm-i ‘irfan-dide asiifte-nevaz
Sen budiir iiftadeye her lahza lutf-efza misin

Tab’1ma vasfuiila bir ‘Tydiyye giydirdiin yine
Came-pusan-1 sadef diirr-i yetim-ara misin (Q 10/10-12)

This qasida is characterised by the rhyme ending in “a misin”,
meaning that it entirely consists of interrogative sentences. The second
person singular the poet uses to address himself is a rhethorical question,
while, when he addresses Ali Agha, it is not only that, but also a form
of an initiation, a directive speech act. The couplet “The lovely quill in
love started speaking / Hatem, are you praising Ali Agha the fortunate?”
(Sivelendi hame-i siuride Hatem yoksa sen / Midhat-amiz sa’adetli ‘Ali
Aga misin) is the beginning of the fahriye chapter, which coincides with
the introductory function of the rhetorical question. It

conceals the claim that emphasises the speaker s attitudes and impressions; it
expresses shocking and touching content, strong emotions, such as love, thrill,
surprise, hate, bitterness, pity. Rhetorical questions substitute the objective
manner of speaking by the subjective, it makes the effect superordinate to the
content, connotation to denotation. (Bagi¢ 2012: 271)

Praise is emphasised in the second couplet: “O, the light of the eye
of cognition, you who care for the ones who love you deeply / Are you
increasing your mercy to the pauper devoted to you” (Ey zZiya-yr ¢esm-i
‘irfan-dide agiifte-nevaz / Sen bu dur iiftadeye her lahza lutf-efza misin),
where Ali Agha is addressed as “the light of the eye of cognition” and
described as a person who takes care of his subjects. That means that the
qualities of a dignitary are again emphasised: learnedness, wisdom, care
for his subjects. On the other hand, this question can also entail a rhetorical
question, as well as a form of a directive speech act, since the addressee is
incited to take certain action or to behave in a certain way.
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In the last couplet: “By your virtues, you have again put on the festive
garment to my verses / Are you dressing a seashell, decorating the pearl
precious and rare?” (Tab ima vasfunla bir ‘tydiyye giydirdiin yine / Came-
pusan-1 sadef diirr-i yetim-ara misin), the poet employs the word again
(yine), leading the addressee to understand that he is looking for the
connection with a previous event. This is a presupposition strategy, and it is
a part of the unconventional indirectness (off record) (Brown and Levinson
1987: 217). Furthermore, the poet underlines the role of his patron in the
creation of poetry, claiming that his virtues have contributed to the beauty
of verses and their positive reception. Here we also come across both self-
praise, when the poet calls his verses rare and precious pearls, and praise,
since it is the patron who contributed to such verses. From here we can
conclude the role of the patron in the classical Ottoman poetry, where not
only were they “active participants in the creation of poetry, but also in
determining the poetic environment and style” (Durmus 2009: 17).

1. 4. 2. Compliments and Praise in Ghazals

As previously noted, reference to the extralinguistic reality is found
primarily in the so-called miizeyyel ghazals, or the ghazals written for a
specific occasion, with the purpose of being presented to a dignitary, a
potential patron.

In that sense, ghazal No. 38 in Ahmed Hatem Bjelopoljak’s Diwan
is interesting, since it contains, apart from the basic love theme, also the
poet’s reflection to the current social and political reality. We can see
that it is an example of the miizeyyel ghazal both from the form and the
content. The poet’s pseudonym — makhlas — appears in the ninth, not in the
last, 11", couplet, which leads to believe that the last two couplets were
most probably added later. The lyrical tone of the ghazal is interrupted
by introducing the verses with the historical person, the mufti of the
city of Yanya (loannina — today’s Greece), as well as the Iranian poets,
representatives of the so-called Indian style:
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Mufti of the city of Yanya is such a poet
Next to his purity all reveals mistakes

He is like Urfi, the Selim of our time by nature
His poetry is as glistening as Sevkets, his sensitivity the Saib’s
resembles

Miifti-yi sehr-i Yanya ki erbab-1 ma’rifet
Nisbetle tab’-1 pakine hep piir-kustrdur

‘Urfi-ara vi tab’-1 Selim-i1 zamanedir
Sevket-si’ar-1 neyyir-i $a’ib-su’urdur (G 38/10-11)

We cannot determine who the mufti of Yanya was, but we do know that
miizeyyel ghazals are added subsequently, when the poet adds new verses
to the existing ones, to present them to a dignitary. It is interesting to note
that the mufti of Yanya is here described as an exceptional poet.

On the other hand, in view of observing Hatem’s poetics, mentioning
of Iranian poets Urfi, Sevket and Saib is very indicative, for they were
representatives of the Indian style that had emerged in the Ottoman literary
tradition in the 17" century, lasting in Hatem’s time as well, all the way to
the late 18" century. The Selim mentioned in the verses is most probably
Sultan Selim the Grim who wrote a diwan in Persian.

1. 5. Praise and Gratitude

In the following examples of praise to protectors and patrons, gratitude is
intertwined with praise. Gratitude is a reactive speech act, realised after
the hearer does something that benefits the speaker. Although most of
such expressions are explicit performatives, since they contain the lexeme
hvala (in Bosnian, for example), “indirect expressions of gratitude are also
possible. For example, in the situation when a younger person is bringing a
chair to an older person, or is giving up their seat, expressions of gratitude
could include: You are such a lovely person! That’s very nice of you! etc.”
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(Mrazovi¢ — Vukadinovi¢ 1990: 608). Thus, this can also be a compliment,
a praise. Also, perlocution of the previously written poetry in which the
poet asks something from the patron can also be seen in praise.

In that sense, it would be interesting to mention an example of a gqasida
by Sabit Bosnevi, where he expresses gratitude to Halil Pasha, a Bosnian
regent, for providing a clock. Sabit’s relationship towards Halil Pasha is
described in other sources as well: “During his regency in Sarajevo, he
left several documents on his stay, as well as a poem on the arrival of
Halil Pasha, a regent of Bosnia. At the time, Sarajevo and Bosnia were
in a period of confusion, the kadi’s incomes were scarce, so the only
satisfaction for him was to have been at the centre of attention as a poet
and as an intellectual” (Nametak 1991: 79).

Praise for the Clock (With Praise for the Clock)

To the anguished abstinent from the sultan
A sign of the emperor s benevolence has arrived

The time of iftar henceforth
Shall never be doubted, the clock has arrived

Let us present a dua to pasha's character
Sabit, the time for that has arrived

Sa’atiin Tesekkiirine)

Riize-dar-1 gama sultanumdan
Hisse-1 han-1 ‘inayet geldi

Vakt-i iftarda simdiden sofira
Sekkimiz kalmadi sa’at geldi

Zat-1 Pasaya du’a eyliyeliim
Sabita vakt-i icabet geldi (Q 25)
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These verses are part of the Sabit Bosnevi’s Diwan, in the chapter with
qasidas, although their length and structure do not adhere to the traditional
characteristics of the qasida. Yet, they can be observed as such from the
standpoint of understanding the qasida as “a poem with a goal”, or the texts
that tell a lot about the relationship between the poet and his patron. Right
from the title we see the construction “Sa’atiin Tesekkiirine” (With Praise
for the Clock), in the dative case. That can be understood as the expression
of the intention, the goal of the poem. However, in these very verses we do
not see a direct request, which is mostly expressed through representative
speech acts the author expresses, describing the situation upon receiving
the gift, and which is by all means more favourable for him. The gratitude
is also expressed in the dua for the benefactor Halil Pasha, which could be
observed as a return gift of a sort. However, despite expressing gratitude
and a dua to Halil Pasha, the poem begins with the appreciation of the
benevolence of the sultan, since all material goods in the Ottoman Empire
belong to him. Consequently, the sultan oughts to be credited with all the
good deeds of the Ottoman dignitaries.

As far as linguistic means are concerned, the praise in matter is
accomplished with the verb ge/mek in the perfect -di, which expresses an
action that ended prior to the moment of speaking. Since the perfect -di
marks dynamicity and processuality, i.e., an action in which the speaker
participated, it can also “have a secondary, most frequently context-
dependent, modal meaning of categoricity” (Causevié 1996: 262-3).

This is not the only other good deeds of Halil Pasha witnessed and noted
in his qasidas by Sabit Bosnevi, while serving as a kadi in Bosnia. Among
them is a gratitude for the rice which Halil Pasha donated to Bosnia.

When Halil Pasha Gave Rice while [Sabit] Was a Kadi in Bosnia

Owing to Halil Pasha, the benevolent commander
The kitchen with rice to the top was filled

Poverty had starved the soul until then
We have been relieved from that suffering and again we lived
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Cornucopia from Halil the noble
The Nile of mercy of rice has arrived

Bosna Kadisi Iken Halil Pasa Piring Virdiikde

Han-1 ctid-1 Halil Pasadan
Told1 matbah erizle hinca-hing

Killeti virmis idi cana ta’ab
Kurtulup ol kederden olduk ding

Berekat-1 Halil-i rahmandur
Ki yetigdiirdi Nil-i lutfi piring (Q 29)

Here again a direct request is not to be seen; rather the poet mentions
the Halil Pasha’s benevolence as the reason for the improvement of
the situation in Bosnia, and he describes him as “Han-1 cud” (literally:
commander, ruler of nobleness) and “rahman” (noble, merciful). At the
same time, the poet describes the difficult conditions that preceded the good
deed: “Poverty had starved the soul until then / We have been relieved from
that suffering and again we lived” (Killet ivirmis idi cana ta’ab / Kurtulup
ol kederden olduk din¢). Historical facts confirm this event. Sabit arrived
to Sarajevo when the city was in a dire situation, having previously been
looted by Eugene of Savoy. “Sabit’s incomes as a kadi were so small that
he was unable to support his family, hence, upon his own urgency, he did
not see the end of his two-year term, having again been dismissed from
the duty” (Nametak 1991: 80). In his expressions of gratitude, Sabit uses
a hyperbolae to describe the benevolence of Halil Pasha and compares
the rice he gave to the river Nile, which “symbolises fertility and bounty,
bringing prosperity to Egypt” (Nametak, 2007: 195).

Sabit expressed gratitude to the Ottoman dignitaries on other occasions
as well. One such occasion is a qasida where he showed appreciation to
the grand vizier for the gift of a sable coat:
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A Qasida on the Occasion when the Grand Vizier Gave Him a Sable
Coat

An assembly as honourable as yours never have I seen
A person with pure generosity as yours never have I seen

At the noble assembly I wore the black sable coat
At my own figure the benevolence of Asaf of this world today I have
seen

Vezir-i ‘Azam Semmiir KiirkVirdiikde Dimisdiir

Letafetde ne bezmiifi gibi bezm-’linvanini gérdiim
Semahatda ne zat-1 pakiifitin akranini gérdiim

Siyeh semmir bir boy kiirki giydiim bezm-i lutfuiida
Boyumca Asaf-1 dehriifi bugiin ihsanini gordiim (Q 28)

Since this gasida is not dated, nor does it contain the name of the
grand vizier, it is difficult to determine who he really was. Here too the
poet praises his benefactor as a noble person, comparing him to Asaf, the
vizier of the Prophet Suleiman. “He was skilled in metaphysical sciences.
In the diwan poetry, he symbolises competent viziers and commanders”
(Nametak 2007: 39). Also, the poet here refers to the “assembly” (bezm),
meaning assemblies of poets and dignitaries under the auspices of the
grand vizier, which had a significant influence to the development of
poetry in the Ottoman Empire. As a reminder: “alongside the court, the
konaks of royal dignitaries, such as the grand vizier, shaykhs al-Islam,
kazaskers, viziers, defterdars, as well as princes’ courts and the konaks of
pashas and beys outside Istanbul, all came to prominence as centres of art
and protection of poets” (Durmus 2009: 16-17). The Ottoman dignitaries
were middlemen between poets and the sultan. “Viziers and other royal
dignitaries from the sultan’s circle not only evaluated poetry, forwarding it
to the sultan, but they also passed final decisions on whether or not poets
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were to attend their poetic assemblies” (Durmug 2009: 44-45). Hence, no
wonder that Sabit praises the assembly of the grand vizier: “An assembly
as honoruable as yours never have [ seen” (Letafetde ne bezmiirn gibi bezm-
‘invanim gordiim), after which he also praises the vizier personally. The
verses are dominated by the perfect -di, which, aside from the primary
meaning (o see) here also bears the meaning of to live, experience, gain
(for example, “senden ¢ok 1yilik gérdiim” — “I have seen/ experienced/ a
lot of good from you”).

Just as is the case in the previous gratitude for the clock, here we
can overtly see how the poets used their poetry, parts of which were
performatives, or speech acts of request (which will be discussed in the
following chapter and in the qasida in which the poet is asking for a
clock), to ensure prizes, provisions, even employment . These verses bring
information on the perlocution of Sabit’s poetry, which is seen in a concrete
reward — a sable coat. Although not many examples are found where poets
ask for concrete gifts, only to show gratitude upon receiving them, as is the
case, for example, with Sabit’s plea for a clock, some sections of poetry
did primarily serve to ask for provision, i.e. for ensuring existence.

2. Directives

Directives are speech acts in which the speaker asks/requests the hearer to
(not) take a certain action. Depending on the context, mostly depending
on the relationship between the collocutors, they span from orders and
requests to begging. Since these are speech acts that pose the greatest threat
to the hearer’s negative face, or his/her desire and need to be undisturbed
and free in their activities, they are most frequently mitigated by linguistic
means that are part of negative politeness strategies and are implemented
as indirect speech acts, especially if the collocutors are in the superior —
inferior relationship, and if there is a significant social distance between
them.



LITERARY HERITAGE OF BOSNIA AND HERZEGOVINA IN THE OTTOMAN TURKISH... 129

2. 1. Requests and Pleas

The rules of felicity conditions for the realisation of a request are as follows:

l.

propositional content conditions or rules concern specific
restrictions of the content of the dependent clause, i.e. the “text”
itself; this is the future act A of the hearer;

preparatory conditions concern the “prerequisite” of the real world
for every illocutionary act and involve background circumstances
and knowledge about speaker and hearer:

a) the hearer is able to realise the act A; the speaker believes that
the hearer is able to realise the act A;

b) it is not obvious neither to the speaker nor to the hearer that the
hearer will do the act A in a normal course of events;

the sincirety condition that entails feelings, beliefs and intentions
of the speaker appropriate for every speech act; the speaker wants
the hearer to do the act A;

essential condition is the point of the speech act: it is seen as an
attempt to get the hearer to do the act A (qtd. in Schiftin 1994: 71).

Shoshana Blum-Kulka and Elite Olshtain (1984) categorise requests as

speech acts to the following units:
A) address terms B) the head act C) adjuncts to head acts; for example:
A) Selma, / B) Could you lend me a pen / C) I can’t see my pen anywhere.
Requests differ in the realisation also in accordance to directness, i.e.
indirectness: a) the most direct b) the conventionally indirect level and c)
nonconventional indirect level), while the adjuntcs to the head acts may

include:

1.

checking on availability, for example, “Are you going to the
centre?”’;

getting a precommitment, for example: “Would you do me a
favour?”;

grounder, for example, “I didn’t attend the lecture yesterday”
(“Lend me your book™),

sweetener, for example, ““You have such a wonderful handwriting”
(“Could you write it down for me?”);

disarmer, for example, “I hope I’'m not interrupting”;
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6. cost minimizer, for example, “If you’re going in that direction”
(“Could you take me”).

Requests concern the speaker demanding the hearer for a future action
that is in the former’s interest. It is noteworthy that the speaker, the sender
of the message, through the speech acts of requests and pleas counts on
the recipient’s approval of the message. “Requests differ from pleas in
the intensity of the expression of the speaker wants and in the reduced
politeness” (Mrazovi¢,Vukadinovi¢ 1990: 614), or, in other words, “the
speaker uses pleas to politely ask the hearer to do what is in the speaker’s
interest” (Mrazovi¢,Vukadinovi¢ 1990: 612). One can say that pleas are
normally addressed to the hearers with a higher rank than the speaker /
sender of the message.

2. 1. 1. Requests and Pleas in Ghazals

Poetry is frequently a platform for poets to put forward their requests
and pleas. Sometimes such content is expressed in qasidas, ghazals, or
in the introductory parts of mathnawis. Although classical ghazals are
primarily lyrical, they rarely express the demands of poets that concern
the extralinguistic reality, with an exception of the so-called miizeyyel
ghazals. In that sense, Sabit Bosnevi’s miizeyyel ghazal, dedicated to
the then-shaykh al-Islam, in which the poet expresses request for a new
placement, deserves a particular interest.

We ask the dear shaykh al-Islam to look
To make him a means for the position and honour

Visiting and welcoming the world, we grew tired
For how long shall we endure this

People in positions light scented wood chips
Why then would we suffer and sigh

We have performed our duty fairly and carefully
We rely on you, God's guardian
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We have crossed the path of pure service
To prepare for a new path

Seyhii’l-islam ciger-giisesiniifi bir nazarin
Isteriiz vasit-1 mansib ii cah eyleyeliim

Gezerek tehniye-1 ‘alemi bi-tab olduk
Ta-be-key canimuzi bdyle tebah eyleyeliim

Ehl-1 mansib koyalar micmere tirnak ‘tdin
Biz ni¢iin tirmalanup res ile ah eyleyelim

Muhlisan bir yire geldiik buni tedbir itdiik
Sizi 1da’-1 yed-i hafizu’llah eyleyeliim

Yolimuz geldi heman pak¢a mansiblardan
Birine kendimiiz amade-i rah eyleyeliim (G 46/10-15)

In the second couplet — “We ask the dear shaykh al-Islam to look / To
make him a means for the position and honour” (Seyhii’l-i slam ciger-
gitsesiniiii bir nazarin / Isteriiz vasit-1 mansib ii cah eyleyeliim) — the poet
uses the performative verb to ask / istemek (Isteriiz, meaning we ask, and
we assume that the personal pronoun we is used to express humbleness).
However, it is interesting and indicative that he is asking “only” for the
shaykh al-Islam’s look, which is sufficient to change his destiny. That
means that paying attention to the poet could influence his position in the
society. Also, in the following verses we see a complaint against the poet’s
current situation: “Visiting and welcoming the world, we grew tired / For
how long shall we endure this” (Gezerek tehniye-i ‘alemi bi-tab olduk /
Ta-be-key camimuzi boyle tebah eyleyeliim), where the poet asks about
its duration. The complaint is especially emphasised in the following
couplet, when the poet’s situation is contrasted to the life of fortunate
people occupying certain positions: “People in positions light scented
wood chips / Why then would we suffer and sigh” (Ehl-i mansib koyalar
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micmere tirnak ‘udin / Biz nigiin tirmalanup res ile ah eyleyeliim). Such a
complaint can be characterised as direct, since it ends in a directive speech
act by which the poet asks to be assigned a new post indirectly, by praising
himself, i.e. his work and effort: “We have performed our duty fairly and
carefully / We rely on you, God’s guardian” (Muhlisan bir yire geldiik buni
tedbir itdiik / Sizi ida’-1 yed-i hafizu’llah eyleyeliim), “We have crossed the
path of pure service / To prepare for a new path” (Yolimuz geldi heman
pak¢a mansiblardan / Birine kendimiiz amdade-i rah eyleyeliim). It is not
by chance that the ghazal contains a redif with an -a@h eyleyeliim ending,
where the use of the optative eylemek (to do, to work) is used in the first
person plural, since the optative in Turkish “serves to express a real wish
that can be fulfilled” (Causevié 1996: 293).

2. 1. 2. Requests and Pleas in Mathnawis

Requests and pleas in the diwan poetry are frequently recipient-oriented,
1.e. they concern the target audience that consists of educated people and
dignitaries of the time. Such pleas most frequently concern the perception
of the poetry, more precisely, they express the author’s expectations that
their work would be evaluated and rewarded. In most cases, the poets
start the mathnawi by addressing the recipients and hoping that their
verses would have a positive effect. Such an example can be found in the
introductory part of Hasan Ziyai Mostari’s The Tale of Sheikh Abdurrezak:

1 do hope that this wonderful pearl
Will still be found by a valiant buyer

That it will reach the honourable and the learned
That it will enter their ears with ease

Oh, heart, your words have become the deserted pearls
Human souls had no mercy upon those orphans

Oh, if only there were a dignitary
1o have mercy on this poor child
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Umarin Iik bu diirr-1 sehvar
Miisteriye irise ahir-kar

Bir kemal 1 hiiner ehline ire
Riizgar ile kulagina gire

Sozleriif diirr-1 yetim old1 dila
Rahm ider yok o yetime asla

Bulinur ola bir ehl-i devlet
Ol yetime ider ahir sefkat (315-18)

In the following verses, we see the request, i.e. a plea that is realised
indirectly, through the use of the optative (irise, ire, gire, bulinur ola).
In the first couplet, the poet expresses hope that his poetry would find
a buyer: “I do hope that this wonderful pearl / Will still be found by a
valiant buyer” (Umarin lik bu diirr-i sehvar / Miisterive irise ahir-kar).
This example clearly shows that writing of poetry for the poet was also
the source of income, so he, in the manner of any good tradesman, praises
(advertises) his merchandise by comparing it to a pearl. The recipient, i.e.
the potential patron who would reward the verses is described as “a valiant
buyer”, where the adjective valiant suggests a kind of a challenge and
initiative. The poet then expresses wishes that concern the reception of his
work, and which are understood as indirect requests: “That it will reach
the honourable and the learned / That it will enter their ears with ease” (Bir
kemal ii hiiner ehline ire / Riizgar ile kulagina gire). They also contain the
poet’s complaint regarding the lack of understanding and neglect of his
work: “Oh, heart, your words have become the deserted pearls / Human
souls had no mercy upon those orphans” (Sézleriini diirr-i yetim old: dila /
Rahm ider yok o yetime asla). Finally, the verses “Oh, if only there were a
dignitary / To have mercy on this poor child” (Bulinur ola bir ehl-i devlet/
Ol yetime ider ahir sefkat) do not have a particular addressee; rather, the
poet invokes compassion and is looking for someone to have mercy on him,
1.e. his poetry. Hasan Ziyai defines the potential addressee as (ehl-i devlet)
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(dignitary, statesman, official, etc.). Here again we see the confirmation
of the thesis that the relationship between the ruler and the subject in the
Ottoman Empire was similar to that between the parent and the child, for
the poet describes himself, i.e. his work as an “orphan” (yetim). We also
see that certain officials were in a way obliged to protect art and artists.
In the Ottoman society, a dignitary considered protecting art his obligation
even if he was not particularly interested in it. That fact leads us to a
conclusion that the support and protection of art has become a tradition.

Cevdet Dadas says it was usual for poetry to reach certain instances and to
be accepted and awarded. (Durmus 2009: 79)

We see a similar approach with Dervish Pasha Bajezidagic. Namely, in
the introduction to his Muradnama, a work dedicated to Sultan Murat II,
he expresses his expectations concerning the reception his work:

As soon as the quill sketched this work
It wrote its name — Muradnama

I hope that adroit observers
Will read it with eyes full of attention

That they will not discover my flaws, that they will be silent
And that they will conceal the flaw with exceptional kindness

Do not think that a perfect expression is my goal
Neither am I a perfect man, nor of the skilled orators

Stretiin naks idince hame bunun
Yazdi namun Muradname bunuii

Umarun nazir olan ehl-i hiiner
Ide ‘ayn-i ‘inayet ile nazar

‘Aybumu agmayub hamis olalar
Zeyl-i lutf ile ‘ayb-1 piis olalar
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Garazum sanmaifi ola arz-1 kemal
Ne kemal ehliyiim ne ehl-i makal (261-64)

Poet Dervish Pasha also indirectly expresses his demand, i.e. a plea,
by using the mitigating devices. Namely, he is asking the potential patrons
to “skim through™ his work, but with full attention. He is indirectly asking
them (by complimenting them to be adroit and benevolent observers) not
to reveal the possible flaws and not to speak of them: “That they will not
discover my flaws, that they will be silent / And that they will conceal the
flaw with exceptional kindness” (‘Aybumu agmayub hamiis olalar / Zeyl-
ilutfile ‘ayb-1 piis olalar). The compliment is an addition to the speech act
and is a sweetener — a praise of the collocutor’s abilities. He implements
his expression through the use of the optative, (ide nazar, olalar). In the
end, the poet adheres to the modesty maxim: “Do not think that a perfect
expression is my goal / Neither am I a perfect man, nor of the skilled
orators” (Garazum sanmaii ola arz-1 kemdl / Ne kemal ehliyiim ne ehl-i
makal).

2. 1. 3. Requests and Pleas in Qasidas

Requests and pleas are also seen in qasidas, primarily in chapters fahriye
and methiye. An interesting example is seen in Sabit Bosnevi’s gasida in
which he is asking Halil Pasha to allocate him a clock which he would use
in the courtroom during his time as a kadi in Bosnia.

A Plea to Halil Pasha for a Clock while [Sabit] was a Kadi in Bosnia

We ask God for something as beautiful and wise
To provide a long and easy life to the pasha

Everyone is now preoccupied with some lament
But we are asking for health for that honourable being
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Since we have remembered our friend and his virtues
We are no longer addressing others and aren 't asking to speak to them

Just as should the earth under heavens supreme
For permission to express our need we ask

We have been left in the dark and trouble in the courtroom
For one means to differ night from day we ask

We don't even know when the fasting hour starts, but for the sake of
iftar

1o know the time of the sunset we ask

If we didn 't know about your sensitivity to the noble antivenom
Why would we then ask for your friendship with a scorpion in our chest

May the Lord make just is what we ask for
And we ask for help for the dignitaries’ patronage
Bosna Kadisi Iken Halil Pasadan Sa’at Recasina

Hakdan ne hos ireb ne giizel hacet isteriiz
Pasaya ‘Omr-i bi-had i bi-gayet isteriiz

Herkes birer niyaz ile mesgiildiir velt
Biz ol viiciid-1 muhtereme sihhat isteriiz

Fikr {i hayal-i vasfi olalidan enisimiiz
Gayr ile ne miikaleme ne sohbet isteriiz

Bi’l-iktiza tiirab-1 der-i ¢arh-1 rif’ate
Bir ‘arz-1 hacet eylemege ruhsat isteriiz
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Kalduk dertin-1 mahkeme-i teng 1i tirede
Leyl ii nehar1 segmege bir alet isteriiz

Imsak-i derdimiiz de var amma futiir iciin
Vakt-1 gurtib1 bilmege bir sa’at isteriiz

Tiryak-1 lutfi hassiyetin hiib bilmesek
‘Akreble koyunumuzda nigiin iilfet isteriiz

Mevla hatasiz eyleye matlibumuz budur
Evtaddan husiili i¢lin himmet isteriiz (Q 24)

All these verses are directives, according to their illocution. However,
in them we also see other speech acts that serve to mitigate the directives,
since they pose a threat to the collocutor’s (the addressee’s) negative face,
and are, as such, face-threatening acts. Thus, at the beginning, we find duas
that concern the wellbeing of Halil Pasha: “We ask God for something as
beautiful and wise / To provide a long and easy life to pasha” (Hakdan ne hos
ireb ne giizel hacet isteriiz / Pasaya ‘Omr-i bi-had ii bi-gayet isteriiz). After
that, the poet compliments his potential benefactor, although he speaks of
him in third person. He thus emphasises the virtues that separate him from
other dignitaries: “Since we have remembered our friend and his virtues
/ We are no longer addressing others and aren’t asking to speak to them”
(Fikr ii hayal-i vasfi olalidan enisimiiz / Gayrile ne miikileme ne sohbet
isteriiz). In the following verses, the poet uses hedges to avoid coercion
of the addressee. He is, in fact, checking on availability, since the poet
primarily asks for the permission to even address him: “Just as should the
earth under heavens supreme / We ask for permission to express our need”
(Bi’l-iktiza tiirab-1 der-i ¢arh-1 rif ate / Bir ‘arz-1 hacet eylemege ruhsat
isteriiz). According to the conversation analysis, that was a pre-request
aimed at avoiding a dispreferred response, i.e. rejection. Furthermore, the
poet states reasons for his request (the grounder), which can be observed
here as a direct complaint, since the addressee is expected to fix, to improve
the unsatisfactory situation: “We have been left in the dark and trouble in
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the courtroom / We ask for one means to differ night from day” (Kalduk
deriin-1 mahkeme-i teng ii tivede / Leyl ii nehar: se¢mege bir alet isteriiz);
“We don’t even know when the fasting hour starts, but for the sake of iftar/
We ask to know the time of the sunset” (Imsak-i derdimiiz de var amma
futir ictin / Vakt-1 guritbt bilmege bir sa’at isteriiz).

In praising the collocutor’s abilities (sweetener), in this case, Halil Pasha,
the poet uses the trope paronomasia (word play), which is “a combination
of the tropes of repetition at lexical and phonetic levels” (Katni¢-Bakarsi¢
2001: 311). Namely, although the poet speaks of a scorpion and of an
antivenom, he also implies the second meaning of the word akreb: a short,
thick “hour” hand on the clock: “If we didn’t know about your sensitivity
to the noble antivenom / Why would we then ask for your friendship with
a scorpion in our chest” (Tiryak-i lutfi hassiyetin hiib bilmesek / ‘Akreble
koyunumuzda nigiin iilfet isteriiz). “Such a play become spurposefully
relevant, and bringing together the frequently disparate terms, the poet
seeks to establish new semantic relationships, unexpected ties that form
an intersection that contains the key motif of the poem” (Katni¢-Bakarsi¢
2001: 311). Sabit ends his gasida by a dua to God, asking Him to help him
realise his request, which again speaks of the hierarchy in the Oriental-
Islamic civilisation where God is always the highest instance.

Requests and pleas are also present in other qasidas by Sabit Bosnevi.
We find an interesting example in the gasida he dedicated to the Crimean
han Selim Giray. Bosnevi also dedicated his Zafername to Han Selim Giray.

Sabits Qasida to the Crimean Han Selim Giray

Heaven help me to present before your feet
The trouble that this cruel age has brought me in

What mercy would it be if this miserable ant
Would be remembered by Sultan Suleiman, brighter than the stars

So that he brought this dead man back to life by his mercy like Mesih
The wrath of envy broke him, the jealous have destroyed him



LITERARY HERITAGE OF BOSNIA AND HERZEGOVINA IN THE OTTOMAN TURKISH... 139

Thousands of sufferings he survived and is again plagued
By the separation from the family and wife, the misfortune of children

The burden of suffering has turned me to ashes
1t set a flame in my soul

My heart is breaking because of these sufferings
May the sharp sabre set me free from my wounds

For thirty months already have I in the city of Edirne
Performed the duty by constantly counting days

So what even if he cried at your doorstep
Asking Kefa for help and goodness

The air of Kefa opens up like a lilac
This misfortunate heart burnt by the fire of misfortune

Before I ask for a post in the shadow of your mercy
1t is my greatest wish to put my face to the ground beneath your feet

Nowhere will you find such a slave in shackles of misfortune
Freed from the wind of the wooden shackles’ reprimand

Indeed, the heart’s desire is to be near your power
Although my cruel star is not smiling to me

Felek miisa’id olup hak-i paye ‘arz itsem
Baiia ne ‘igveler eyler zamane-i bi-dad

Ne lutfi olur bu ki bir boyle miir-1 nagizi
O padisad-1 Siileyman sitare-ayine yad
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Mesth-i lutfi bu gam miirdesin idiip ihya
Kirildi renc-i hassedden helak olup hussad

Hezar-bar diriliip yine helak eyler
Firak-1 chl i ‘1yal i musibet-i evlad

Yerile hirmen-i aramuii itdi hakister
Yakup elemleri canumda ates-i vekkad

Bu daglarla konmaz hatirum hiras eyler
Olup cerihe-i samsam-1 ‘azl-zahm ziyad

Otuz ay old1 ki zahmetle sehr-1 Edirnede
Miilazemet ¢ekerlim giin-be-giin idiip ta’dad

Niyaz ederse n’ola hak-i asitanufidan
Kefe kazasini ihsana himmet i imdad

Kefe hevasi ile 1aleler gibi agilur
Bu nar-1 kahr ile piir-dag olan dil-i na-sad

Civar-1 saye-i lutfufida mansib istemeden
Gubar-1 payiifie yiiz siirmediir ehemm-i murad

Olursa boyle olur bu esir-i bend-i bela
Dii-saha-i sitem-i riizgardan azad

Egerci hahis-i dil kuvvet-i karibedediir
Veli sitare-i gaddarum eyler istib’ad (Q 7/47-58)

The poet begins his address with a hedge that mitigates the demand
and is, in fact, a prayer for the poet to implement his demand: “Heavens
help me to present before your feet / The trouble that this cruel age has
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brought me in” (Felek miisa’id olup hak-i paye ‘arz itsem/ Baria ne ‘isveler
eyler zamane-i bi-dad). At the same time, we see also self-humiliation
in several verses. Namely, the poet self-humiliates even literally, stating
that he is going “beneath the feet” (hak-i paye, hak-i asitanuridan) of the
authority. He speaks of himself as of a “miserable ant, dead man, ashes,
misfortunate heart burnt by the fire of misfortune, slave” (miir-1 nagizi,
miirdesi, hakister,nar-1 kahr ile piir-dag olan dil-i na-sad, esir-i bend-i
bela), contrasting that with the position of the sultan and the Han of Crimea
who he describes as “brighter than the stars, merciful like Mesih” (sitare-
ayine, Mesih-i lutf).

Although the qasida is dedicated to the Crimean Han Selim Giray,
Sabit mentions the sultan Suleiman II: “What mercy would it be if this
miserable ant / Would be remembered by Sultan Suleiman, brighter than
the stars” (Ne lutfi olur bu ki bir béyle mir-1 nagizi / O padisad-i Siileyman
sitare-ayine yad), again confirming the Ottoman Empire’s strict hierarchy.
Namely, Sultan Suleiman II, who ruled from 1687 to 1691, called Selim
Giray to engage in the campaign on Austria. He was victorious in a battle
near Prekop, and Sabit commemorated the event in his famous work
Zafername. In this qasida, the author uses the metonymy Kefa, which
means the city, an eyalet in Crimea where Selim Giray ruled. “So what
even if he cried at your doorstep / Asking Kefa for help and goodness”
(Niyaz ederse n’ola hak-i asitanunidan / Kefe kazasini ihsana himmet ii
imdad). Also, when he praises the air of Kefa, he is, in fact, describing the
nobleness of Selim Giray: “The air of Kaffa opens up like a lilac / This
misfortunate heart burnt by the fire of misfortune” (Kefe hevdsi ile laleler
gibi agilur / Bu nar-1 kahr ile piir-dag olan dil-i na-sad).

This section of the gasida can be characterised as a direct complaint,
since the poet explains his demand by his difficult situation. Also, in the
verses: “Before I ask for a post in the shadow of your mercy / It is my
greatest wish to put my face to the ground beneath your feet” (Civar-i
saye-i lutfuida mansib istemeden / Gubar-1 payiiiie yiiz siirmediir ehemm-i
murad), the author realises his request indirectly. Namely, although he
openly announced his request, nowhere in the text does he so explicitly
addresses it to the addressee. He again emphasises his subordinate
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position, stating his greatest wish were “to put my face to the ground
beneath your feet”. Notwithstanding the verse that represents the poet’s
resignation, a poet’s acceptance of the fate: “Although my cruel star is
not smiling to me” (Velr sitare-i gaddarum eyler istib’ad), the previous
verse again contains an indirect request, i.e. a plea which is intensified
by the description of the poet’s dire situation: “Indeed, the heart’s desire
is to be near your power” (Eger¢i hahis-i dil kuvvet-i karibedediir). The
strategy giving overwhelming reasons, as part of the negative politeness,
is frequently used for the purpose of mitigating the imposition, where one
of the reasons may be one’s own inability and helplessness forcing the
speaker to threaten the collocutor’s negative face.

Sabit Bosnevi also wrote his famous work Zafername which he
dedicated to the Han of Crimea, Selim Giray. He was then finally granted
his position as a kadi in Kaffa.

In the aforementioned qasida, dedicated to Selim Giray, entitled Zafername
(The Book of Victory), he is asking Giray to grant him the position of a kadi in
Kaffa (Theodosia), in Crimea. Giray complied with the request and granted
him the position, but this service did not last long either. (Nametak 1991: 77)

3. Representatives

As has already been stated, representatives are speech acts by which the
speaker / the sender of the message expresses the facts or that which he
considers facts on the extralinguistic reality. Those are announcements,
initial speech acts by which the speaker / the sender of the message informs
his collocutor / the recipient of the message about something (Mrazovié¢
— Vukadinovi¢ 1990: 602). For chronograms, i.e. tarihs, one can say that
they are representatives of a sort, i.e. announcements, since they announce
the information on the date of the construction of an object, as well as on
other important dates (births, deaths, important events, etc.).
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3. 1. Representatives in Chronograms

Let us again emphasise that the tarih or the chronogram is a specific
genre of the diwan poetry the content of which focuses on a certain
event, while the year in which the event took place is expressed by the
sum of the numerical value of the Alphabet letters in which the tarih is
written. According to Bagi¢, chronograms are lexical wordplays (Bagi¢
2012: 152), while many authors consider them to be riddles. They exist
in both the West and the East. In the West, they were written by Romans,
but they later spread throughout Europe (on certain buildings, books,
medallions, money). Keeping in mind the demanding nature of the genre,
in the sense of establishing harmony between graphemes and the language
itself within a poem, we can only guess how demanding a challenge that
was for the diwan poets. The genre’s complexity certainly conditioned
its length, hence, in the diwani tradition, chronograms are mostly short
forms, frequently expressed in a single bayt, or in the kit’a form. Writing
tarihs demanded both the skill and knowledge of the author, but also of the
recipient, since those were preconditions for the message to be understood
with a certain effort. Chronograms send the information at two levels —
through graphemes and numbers, and that is the only way to solve the
“riddle”. The recipient could thus experience additional pleasure and
connect with the poet through the shared background knowledge.
Pragmaticians Kent Bach and Robert M. Harnish call Searle’s
representative speech acts constatives, stating that they express the
collocutor’s belief and his intention and desire for the addressee to possess
or form the same beliefs. The same authors categorise the constatives into
15 classes, including the assertives, predictives, retrodictives, descriptives,
informatives, etc. (1984: 41-42). As far as chronograms are concerned,
the following classes of constatives apply: retrodictives, stating the facts
related to extralinguistic reality; descriptives that categorise, describe, note
and present the facts from extralinguistic reality; and informatives that bear
witness, inform, proclaim, announce and notify. However, as it was the
case with other examples of speech acts in Ottoman poetry, here in the case
of the representative and constative we come across other forms of speech
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act mostly expressives (praises and good wishes). They are subordinated
to primary illocution with aim to inform addressee of certain event.

However, the recipient is anonymous, since chronograms were not
only contained in collections of poetry, but also in other manuscripts and
even on buildings which the authors wanted to commemorate in such a
way. Addressees of the expressives were dignitaries (frequently the builders
themselves, i.e. the devisor). Also, chronograms written in calligraphy on
the walls of buildings had an aesthetical and artistic purpose, and did not
always emphasise and praise the benefactor and his work; rather, they
referred to the author and events that were important for him.

A number of chronograms in Osman Shehdi’s Diwan presented in
the gasida form are specific for this author. The main characteristic of the
poetical expression in chronograms of this author are very long and complex
strings of possessive construction specific for the Indian literary style, which
spread through the 17" and 18" c. diwan literature. One such chronogram is
dedicated to the reconstruction of Sultan Suleiman’s mosque in Belgrade:

Shah of all shahs, sultan Ahmed Han Gazi
The third among the rulers of the pure Ottoman kin

During his noble rule the hearts throughout the world rejoiced
He now is the successor of Suleiman's kingdom

At the tall Belgrade fortress he performed a great deed
To this supreme endowment he indeed was a famous benefactor

For, sultan Suleiman Han, who resides in Jannah
Left great works that should never be destroyed

The constructor of the house of God, Halil Pasha
Again brought to life Sultan Suleiman’s Mosque

So what even if he earned a great reward and a good deed
When he erected such a glorious mosque
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Sehensah-1 cihan Sultan Ahmed Han-1 Gazi kim
Budur ol salis-1 hanan-1 nesl-i pak-i ‘Osmani

Olupdur devr-i ‘adlinde cihan-abad diller sad
Budur ‘alemde simdi varis-i miilk-i Siileymant

Idiip sahane himmet hisn-1 bala-y1 Beligrada
Bu hayrat-1 celile oldu el-hak vakif-1 san

Ki sultan-1 behist-ara Siileyman Han-1 Gazi nifi
Harab olmazdi bu asarini temkin-i erkani

Semti bani-i1 beyt-i Huda ya’ni Halil Pasa
Cediden kild1 ihya cami’-i Sultan Siileyman’t

N’ola ki hissa-yab u na’il-i ecr-i cezil olsa
Ki boyle cami’-i vala-y1 piir-feyze odur bani (T 27/1-6)

This chronogram contains compliments and praise addressed to sultan
Ahmed, similar to those we see in qasidas and muyyezel ghazals. We first
see the repetition of the word or its root (paregmenon and polyptoton):
“Shah of all shahs, sultan Ahmed Han Gazi / The third among the rulers of
the pure Ottoman kin” (Sehensah-1 cihan Sultan Ahmed Han-1 Gazi kim /
Budur ol salis-i hanan-1 nesl-i pak-i ‘Osmant). Compliments are also seen
in the second verse, where the sultan’s righteousness, power and care for
his subjects is praised: “During his noble rule the hearts throughout the
world rejoiced / He now is the successor of Suleiman’s kingdom” (Olupdur
devr-i ‘adlinde cihan-abad diller sad / Budur ‘alemde simdi varis-i miilk-i
Siileymani). In this couplet, the sultan is compared to Suleiman, which
is, in this case, polysemous, since the word can relate to Suleiman the
Magnificent who built the mosque, as well as one of God’s messengers,
who, according to the Islamic tradition, ruled “Over all creatures and
things, animate and inanimate, owing to the power that was bestowed to
him” (Nametak 2007: 227).
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The chronogram’s primary illocution is in the following couplet: “At the
tall Belgrade fortress he performed a great deed/ To this supreme endowment
he indeed was a famous benefactor” (Idiip sahane himmet hisn-1 bala-y
Beligrada / Bu hayrat-i celile oldu el-hak vakif-1 sani). Here, he refers to
the facts existing in the extralinguistic reality, i.e., he announces that the
sultan Ahmed reconstructed the Mosque of Suleiman the Magnificent in
Belgrade. The terms hayrat and vakif are significant, since they imply the
role of the Ottoman dignitaries as devisors. According to Marlene Kurz
(2012: 104), the Ottoman foundations are a nonverbal way of spreading
the ruling ideology. The description of waqifs in chronograms, as well as in
other Ottoman texts is traditionally characterised by superlative adjectives,
but always in the context of a devout person, hence, the first devisor in this
case, Suleiman the Magnificent, is described as a “resident of Jannah”,
which is the ultimate praise: “For, sultan Suleiman Han, who resides in
Jannah / Left great works that should never be destroyed” (Ki sultan-i
behist-ara Siileyman Han-1 Gazi 'nisi / Harab olmazdi bu asarimii temkin-i
erkant). The warning to preserve foundations is expressed through the
imperfect -irdi, which, in this case, is a voluntative and desiderative mood.
At the same time, the couplet contains a claim which is simultaneously
a good wish, since such a content (that someone is a resident of Jannah)
cannot be the subject of knowledge, but only hope and a good wish that is
also seen in the last couplet that contains a conditional sentence expressing
a strong wish, which can concern both Suleiman the Magnificent, the first
builder of the mosque, as well as Sultan Ahmed and Halil Pasha, who
reconstructed it: “So what even if he earned a great reward and a good
deed / When he erected such a glorious mosque” (N’ola ki hissa-yab u
nd’il-i ecr-i cezil olsa / Ki boyle cami’-i vala-yi piir-feyze odur bani).

The chronogram’s representative function is also seen in the Diwan by
Hasan Ziyai Mostari, where the poet refers to the local events. One such
chronogram concerns the water that arrived in Mostar in 983 (1575/76
AD), as the very title suggests: To the Waqif Water that Arrived in Mostar.
We cannot precisely determine what kind of water is in question, but the
content of the tarih clearly indicates it was an important event for the city
of Mostar:
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The surface of the city is water, the same as Selsebil
They wrote a tarih to it saying it was the other water of life

Sehriin yiizi suyidur hem ‘ayni Selsebiliin
Yazdilar ana tarih ab-1 hayat-1 sant (T 8/2)

Although there are no records about the construction of a water supply
system construction in Mostar that year, the sources indicate that a water
supply line existed in Mostar before 1610, so it is very likely that the tarih
concerns the construction of a water supply system to the city. Evliya
Celebi wrote in his work Seydhatndme [The Travelogue] that water was
transferred from the Radobolja river across the Old Bridge to the city
canter, reaching 45 locations such as public fountains, public kitchens
(imarets), mosques, etc. (see Tezcan 2011: 215). It is obvious that this is a
local tarih, which indicates that the poet was in Mostar at the time. This is
also confirmed by another source that Ziyai transcribed the Collection of
Authentic Hadith in Mostar, in that same year — 983 (1576 AD), which is
clearly stated in the manuscript.

The poet compares the water to Selsebil, which is “the name of one of
the rivers in Jannah, whose taste is sweet” (Nametak 2007: 219). Probably
because of the abundance of water that arrived to the city, the poet says:
“The surface of the city is water” (Sehriin yiizi suyidur). In the second verse,
a representative speech act is used in the representative, i.e. we observe
a self-referencing procedure in which the poet simultaneously writes the
chronogram and provides information about it. It is interesting that he
uses the perfect -di of the verb yazmak (yazdilar, in Bosnian: napisali;
in English: they wrote), third person plural. This can be explained, on the
one hand, as objectivization, and, on the other, as adhering to the modesty
maxim, since in this way the poet places himself in the background.

Ziyai’s chronogram to the construction of the Old Bridge in Mostar is also
reflects a local event. The bridge was constructed in 974 AH (1566/67 AD).
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A Chronogram to the Old Bridge in Mostar

He built a bridge like a rainbow
O, my God, is there any other like it

Looking at it, impressed, a wise man uttered a tarih to it
Oh, sultan, we too shall cross the bridge that the entire region is crossing

Tarth-1 Cisr-i Mostar

Kavs-i kuzahuii ‘ayni bir kopri bina itdi
Var m1 bu cihan igre manendi hey Allahum

‘Ibretle bakup didi tarihini bir ‘arif
Il gecdiigi kdpriden biz de geceriiz sahum (T1)

Exaggeration is evident at the beginning of the chronogram. In the
first couplet, the arch of the bridge is compared to a rainbow, while, in
the second couplet, there is a rhetorical question: “O, my God, is there
any other like it” (Var mi bu cihan i¢re manendi hey Allahum), which can
be interpreted as an address to God, but also the exclamation “Oh, God”
(hey Allahum) intensifies the meaning of the question and can indicate the
speaker’s overwhelming emotional state. This is a secondary expressive
exclamation (since it was formed by the process of grammaticalization and
lexicalisation, in this case, from the ritual “vocative” that was used during
prayers) that shows the speaker’s emotional state (Ameka 1992: 111).

In the second couplet, we see self-referencing — the poet is writing
about how he wrote the chronogram: “Looking at it, impressed, a wise
man uttered a tarih to it” ( ‘Ibretle bakup didi tarihini bir ‘arif). The author
here uses the polysemous term arif to refer to himself as a wise man.
Namely, the word means: “The one who has achieved cognition, the one
who has met God; that is the sense of the hadith “Whoever knows himself,
he knows Allah’. Sufis claim that irfan (cognition) is a gift from God,
meaning that it holds a higher position than science. Science is the fruit
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of reason, while irfan is the fruit of feelings” (Nametak 2007: 36). In the
second couplet of the last verse, the poet addresses the sultan / shah, and it
is possible that he is addressing Suleiman the Magnificent, who had given
the order to mimar Hayrettin, the pupil of Mimar Sinan, to construct the
Old Bridge. Using exaggeration to emphasise that the bridge is crossed by
the entire region, Hasan Ziyai provides a picturesque description of the use
of the bridge, since Mostar had seen no other similar bridge on the Neretva
river: “Oh, sultan, we too shall cross the bridge that the entire region is
crossing” (Il gecdiigi kopriden biz de gegeriiz sahum).

Still, Hasan Ziyai’s Diwan also contains descriptions of events that
were important for the entire Ottoman Empire. One such example is the
coming to throne of Sultan Murat III.

A Chronogram on the Accessionto the Throne of the Sultan, Protector
of the World

Murat, the son of Sultan Selim, as he desired
In the worldly empire he has gained the rule and the power

In a happy empire if only his rule
Were made eternal by You, oh, God

To the arrival to the throne of the sultan of the entire world
A dignitary from the assembly uttered a chronogram

Tarth-i Ciilas-1 Padisah-1 Alem-penah

Murad tizre Murad ibn-i Selim Han
Cihan milkinde buldi ‘izz i cah1

Devam-1 devletini ber-mezid it
Serir-i saltanatda ya I1ahi

Cilus-1 tahtina bir mir-1 meclis
Didi tarth heft iklim sahi (T 4)
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Unlike the previous chronograms that comment the construction of
useful objects for the society, here the poet records a date that was very
important for the entire Ottoman Empire: the arrival of Sultan Murat II1
to the throne. We notice a praise, the glorification of Murat III, who: “In
the worldly empire he has gained the rule and the power” (Cihan miilkinde
buldi ‘izz ii caht). Here we again see the positioning of the sultan as a ruler
in this world, i.e. the God’s representative on earth. The poet calls the
sultan Murat, the son of Selim, which indicates that the sultan was indeed
Murat III (who ruled from 1574 to 1595). In the second verse, there is a
prayer that concerns the longevity of his rule: “In a happy empire if only his
rule / Were made eternal by You, oh, God” (Devam-i1 devletini ber-mezid
it / Serir-i saltanatda ya Ilahi). The chronogram ends in the couplet: “To
the arrival to the throne of the sultan of the entire world / A dignitary from
the assembly uttered a tarih” (Ciiliis-i tahtina bir mir-i meclis / Didi tarih
heft iklim saht), where the poet refers to his own writing of chronograms,
hence we can assume that he is addressing himself in third person singular:
“a dignitary from the assembly” (bir mir-i meclis), which is a breach of the
modesty maxim.

As we could see in the aforementioned examples, chronograms, as
representative speech acts, provide certain information on the extralinguistic
reality, but they also contain other speech acts, like expressives, which
are most frequently used to express compliments and praise to the rulers
who (most frequently) built a certain object described in the chronogram.
In that way and in that form, together with the historically-relevant data,
the relationship between poets and representatives of the authority can be
interpreted.
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Conclusion

In this book, we attempted to analyse through a different approach the
literary heritage of Bosnia and Herzegovina in the Ottoman Turkish
language. Namely, this poetry has not been analysed through the lens of
pragmatics, which, in consequence, meant that some of its characteristics
and values remained hidden and unnoticed.

Poetry is a charm, charming. ‘Carmen’is Latin for a lyrical poem. Originally,
it was the name of the magical abracadabra made real through the language,
in short, it was the name of a speech act. All speech acts function by being
successful charming. They enchant, just like magic. (Peternai 2005: 76)

However, if we consider the aforementioned citation, we will see that
the verses of our poets who wrote in the Ottoman Turkish language can
also be observed in the same manner. Some forms, like the qasida (“the
poem with a goal”) were performative by the very definition; it can be said
that they were an unhindered, open “enchantment” of the potential patron
and sponsor, like a verbal gift at the “linguistic market”. For that gift, a
return, concrete present was expected. Also, some parts of the qasida,
like the methiye or the fahriye, clearly indicate that a dignitary is praised,
or that the poet is self-praising; they also contained the chapter dua, in
which the poet would address God to make pleas or wish something for
the benefit of his potential patron. Ghazals, the direct translation of which
means courting, two to three couplets would be added in order to present
the poem to a potential patron — that is called the muyyezel ghazal, i.e. the
occasional ghazal. Mathnawis also contained sections like the methiye,
or praise to the person the entire work was dedicated to, as well as a
chapter containing the reasons why the author decided to write his work
(sebeb-i telif or sebeb-i nazm-1 kitab). That was an obligatory chapter in all
mathnawis and it indicated the poet’s approach to poetry. As far as the kit’a
form is concerned, the Ottoman literary tradition defines them as a genre
that expresses the poet’s ideas, wisdom, attitudes, judgment and criticism
(Dilgin 1995: 202), i.e., a single thought, witticism, satire, or a description
of an event (Nametak 1991: 28). Finally, there are chronograms (tarihs),
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describing certain events, but also containing praise to the commendable
dignitaries.

We methodologically opted for historical pragmatics, a relatively
young new discipline that still has produced many books and papers that
have attempted to offer a different insight into the texts from the past. Our
analysis relied on speech acts encoded in poetry, which show the position
and the status of the Bosnian poets who wrote in the Ottoman Turkish
language, as well as their relationship towards the authority, i.e. potential
patrons who were frequently themselves poets, and from whom the very
existence of these poets depended. That is why one could conclude that all
those performatives were primarily directives, since they were an attempt
to directly or indirectly initiate the dignitaries to provide material assistance
to poets. The presence of other speech acts, such as expressives (good
wishes, compliments, self-praise, complaints) and representatives, paints
a detailed picture of the poet himself, as well as about the relationship
towards the potential recipients and patrons, as well as of a wider context
in which the verses were written.

Classical Ottoman literature was not familiar with, nor did it recognise
originality in today’s terms, hence, poets were obliged to strictly follow the
form in which they would express themselves poetically. Although their
verses abound with clichés, it still appears that the poet’s traits sometimes
show, 1.e. the signs of their own situation and position. Notwithstanding
a wider context, as well as the relationship between poets and dignitaries
and patrons, this book was an attempt to reveal those signs as well. Thus,
for example, the previously-mentioned verses by Sabit Bosnevi seem quite
contemporary, although they come from the past. Even today, many writers
would certainly place their signature on them:

Sabit, the quill can barely make ends meet
The value of knowledge cannot be sold easily



Appendix: Examples of Speech Acts
in the Literary Heritage of Bosnia and Herzegovina
in the Ottoman Turkish Language

1. Expressives

1. 1. Good Wishes and Duas

Hasan Ziyai Mostari
May your endless dirhams spill throughout the world
May the Almighty increase your generosity every time

(Sacila ‘aleme liitfin diremleri bi-hadd
Sahafi artira her bar Kadir-i miite’al) (Q 5/30)

The good wish is here realised by the optative sa¢ila and artira. In the
first verse, it is found in the initial position, while, in the second verse, it
follows the direct object, which indicates an inverted sentence. However,
here we are discussing poetry in the Ottoman Turkish language, where the
meter and rhyme may influence the word order. Since the first addressee,
the Almighty, is expressed by the Persian possessive construction “Kadir-i
miite’al” which consists of the Arabic word Kadir, one of 99 names of
Allah, and miite’al, meaning “supreme” (one of God’s attributes), we can
conclude that this is a dua (prayer) by which God is asked to increase
the generosity of a person. However, in that way, the very sender of the
message (the author) indirectly, through the dua, prays for his own benefit.
This prayer is intensified by the use of the Persian adverb her bar (every
time), which ensures continuity of the good wish.

153
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May the Almighty God make your life and power last
May he bestow you with abundant beauty in both worlds

(‘Omriifii devletiifii da’im ide Hazret-i Hakk
Iki ‘alemde safia vire mezadufi Yezdan) (Q 7/32)

In a good wish, i.e. the dua, the Almighty God is asked to make
Hasan Bey’s life and power “last”. The optative is again used in this
speech act (ide, vire), which here, due to the meter and the rhyme, and
also probably due to the emphasis is not placed in the final position. The
first verse contains the syntagma (a possessive construction in the Persian
language) Hazret-i Hakk (the subject), which consists of the word Hazret,
an expression of respect used with the name of an important person in the
Islamic tradition (to an extent, it could be compared to the word saint in
Christianity). However, that term is also seen in the contemporary Turkish
language, as an honorific title used to show respect to both religious and
worldly authorities. In the analysed verse, it is used as an attribute for the
word Hakk, which in Islam means Absolute Truth, Almighty God. In the
second verse, the subject is expressed by the word Yezdan, a term used
primarily in Zoroastrianism to express the divinity of good. Afterwards, it
was used in Islam to denote Allah (Develioglu 1998: 1162). Here too the
permanent nature of that which is desired is emphasised (da’im), which
is extended from the temporal to the spatial sphere by the syntagma iki
‘alemde.

Dervish Pasha Bajezidagic

Submit the world to his command
Make his army ever victorious

Improve his faith and affairs in this world
Make him joyful in both the worlds!

(Emrine ‘alemi musahhar kil
‘Askerin dayima muzaffer kil



LITERARY HERITAGE OF BOSNIA AND HERZEGOVINA IN THE OTTOMAN TURKISH... 155

Din i diinyasin eyleyiib ma’miir
Iki ‘alemde kil an1 mesriir) (327-332)

In the first couplet, the good wish (dua) is realised by the imperative
form of the auxiliary verb kilmak (musahharkil, muzafferkil). That is
where we see that the dua to the Almighty God for the benefit of Murat III
resembles, 1.e. bears the characteristics of the directive speech act, since
the imperative form asks a certain action to be completed by the addressee.
That is why Michael Hancher (1979: 2) classified prayers as directive
speech acts. Unlike the first couplet, where the imperative is in the final
position, the second couplet contains inversion (eyleyiib ma 'miir, kil ani
mesrir). Still, one should keep in mind that this is poetry, where, alongside
the meter and rhyme conditioning, syntax is always tampered with. Good
wishes are dual in nature, since they relate both to the worldly and the
spiritual (religious) sphere (din i diinyasin, iki ‘alemde).

1. 2. Complaints

Hasan Ziyai Mostari

We complain about the life on the rock
What can we do, troubles plummet on us

(Tasda meskenden ifien kat1 sikayet kiluruz
N’ideliim basumuza pareleniir anca mihen) (Q 9/14)

In this couplet we see the expression of a negative evaluation of the
situation the poet is in, and, as far as directness is concerned, we can
say that this is partial directness, since violation is mentioned, but not
the responsibility of the collocutor / the recipient of the message. The
complaint is realised through the performative verb sikayet kiluruz (we
complain) in the present -r first person plural, which was most probably
used because of humility — the poet did not want to stand out. In the second
couplet, we see the verb itmek (etmek) in the optative for the first-person
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plural in the phrase N’ideliim, which has been replaced with the phrase
ne yapalim (what can we do) in the contemporary Turkish language. This
form is used to express resignation and helplessness, which adds a sense
of the poet’s acceptance of the situation. This is also emphasised by the use
of the present -r pareleniir, which literally means “falling apart, breaking”.

Suleiman Mezaki

My complaint is that the envious ignorant
With the calumnious fire has burned my heart

I hope that your astute character
The truth from lie will set apart

(Sekvem oldur ki hasid-i na-dan
Cigertim yakdi nar-1 thmet ile

Umarin mi-sikafi-itab’un
Fark ider sidk u kizbi dikkat ile) (KT 1)

In these verses, the complaint is expressed by an indirect demand to
the recipient of the message to correct the situation the poet is complaining
about. Although the poet does not use the performative verb, he mentions
the speech act at the very beginning: “Sekvem oldur ki” (my complaint).
The content of the complaint is expressed by the perfect -di (yakdi) that
expresses an action that ended prior to the moment of speaking — “the
perfect -di always means dynamicity and processualism, i.e. an action that
the speaker was engaged in” (Causevi¢ 1996: 262). It should be noted that
this perfect also has a secondary, modal meaning that denotes something
categorical. In the second couplet, optimism is expressed through the use
of the verb ummak (to hope) in the first person singular of the present -r.
The poet expresses hope that the addressee will tell the difference between
truth and lies, complimenting thus the recipient of the message as a clever
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and just person, praising himself at the same time as a person who sides
with the truth.

Alauddin Sabit Bosnevi

I had set out with debt, and have lost a lot
Neither a gift, nor a dime, nor a dirham have I received

From the snow, rain and wind here
Only a handful of dew instead of silver have I received

(Deyn-i vafirle gidiip ha’ib i hasir geldiim
Ne hedaya vii ne dinar i ne dirhem geldi

Berf i barani diisiip bad-1 hevadan ancak
Stm-1 mahsiile bedel nukre-1 sebnem geldi) (Q 30/25-28)

These verses show a complaint expressing a negative evaluation,
including the reasons. Partial directness is present here since the
responsibility of the collocutor / the message recipient is for the situation
the poet is in is not mentioned. The complaint contains the perfect -di, but
one should keep in mind that the entire qasida was written in the redif form
-emgeldi. In the verse “Ne hedaya vii ne dinar ii ne dirhem geldi” (“Neither
a gift, nor a dime, nor a dirham have [ received”, literally “Neither a gift, not
a dime, nor a dirhem arrived”), is a complaint intensified by cumulation,
i.e. by mentioning elements that are charecterised by the same syntactic
position. Intensification is also achieved in the following couplet through
expressing a contrast of what the poet desired (silver) and what he truly
got (dew): “Stm-i mahsiile bedel nukre-i sebnem geldi” (Only a handful of
dew instead of silver have I received).
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1. 3. Compliments and Praise

Ahmed Hatem Bjelopoljak

The lovely quill in love started speaking
Hatem, are you praising Ali Agha the fortunate?

(Sivelendi hame-i siiride Hatem yoksa sen
Midhat-amiz sa’adetli ‘Ali Aga misin) (Q 10/10)

In this couplet, the compound noun midhat-amiz was used; it consists
of midhat, meaning “praise”, while the word -@miz means “the one that
contains, that is mixed with something” (Develioglu 1998: 32), which in
this context means “the one who has begun praising”. In that way, the
speech act of praise is openly implied, although it is realised indirectly,
by an interrogative sentence. However, the question that could here be
characterised as rhetorical is, in fact, conditioned by the very form, since
the qasida contains the - @-misin redif (chorus, rhyme). Hatem defines
himself as the person who praises Ali Agha, and he also uses exaggeration
when describing himself as “the quill in love” (hame-isiride). The
word gsiiride has several meanings: “scattered, shaken, in love, devoted,
enthralled” (Develioglu 1998: 1004). The attribute sa’adetli is used to
describe the praised Ali Agha, which means “happy”, but also denoted
a certain military rank in the Ottoman period, as Develioglu (1998: 903)
emphasises. Thus, this attribute can be observed as a good wish (to make
the addressee happy).

Hasan Ziyai Mostari

Merciful and generous means Sinan Bey
For his shrine is a safe fortress, the source of God’s soldiers

(Miisfik ii ehl-isaha ya’ni Sinan Beg kim anun
Menba’-i ceys-i [1ah dergehidiir hisn-1 hasin) (Q 8/22)
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In the first couplet, the attributes “merciful and generous” (miisfik i
ehl-isahd) are emphesised because they do not modify Sinan Bey the usual
way; rather, the Arabic expression ya 'ni (that is, namely, meaning) is used
to make them equal to Sinan Bey, as if the equality sign has been placed
between Sinan Bey and “merciful and generous”. In continuation, Sinan
Bey is praised the way that certain characteristics are ascribed to him, all
of which were expected from a ruler to possess: godliness and protection
of his subjects. It is interesting that the poet used the word dergah, which
means “tekke, lobby”, which here can be understood as the scope of his
activity and rule, modified by a religious undertone.

1. 4. Gratitude

Alauddin Sabit Bosnevi
Praise for the Clock (With Praise for the Clock)

To the anguished abstinent from the sultan
A sign of the emperor’s benevolence has arrived

The time of iftar henceforth
Shall never be doubted, the clock has arrived

Let us present a dua to pasha’s character
Sabit, the time has come for that

(Sa’atiin Tesekkiirine

Riize-dar-1 gama sultanumdan
Hisse-1 han-1 ‘inayet geldi

Vakt-i iftarda simdiden sofira
Sekkimiz kalmadi sa’at geldi
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Zat-1 Pasaya du’a eyliyelim
Sabita vakt-i icabet geldi) (Q 25)

This is a praise representing a reactive speech act that is realised after
the hearer did something for the speaker. In the verses that follow, we
see indirect praise, although the speech act is contained in the very title
(gratitude - fesekkiir). Namely, the poet describes his situation prior to
and after receiving a present and speaks of himself as of an “anguished
abstinent” (rize-dar-1 gam), who, having received the clock, can precisely
determine the end of fasting. The dua (Let us present a dua to pasha's
character — Zat-1 Pasaya du’a eyliyeliim) is a verbal return gift to Halil
Pasha. However, the poet never forgets the ironclad hierarchy of the
Ottoman Empire, since he primarily emphasised the sultan’s benevolence,
since he, after all, was the owner of all material goods: “To the anguished
abstinent from the sultan / A sign of the emperor’s benevolence has arrived”
(Riize-dar-1 gama sultanumdan / Hisse-i han-1 ‘inayet geldi).

2. Directives

2. 1. Requests and Pleas

Alauddin Sabit Bosnevi

We ask the dear shaykh al-Islam to look
To make him a means for the position and honour

(Seyhii’l-islam ciger-gusesiniiii bir nazarin
Isteriiz vasit-1 mansib i cah eyleyeliim) (G 46/10)

In this muyyezel ghazal, the poet uses a performative verb istemek in
the first person plural of present -r (isteriiz — we ask), realising the speech
act of request. The use of the first person plural can be marked as modesty
(we to express modesty). It is indicative that the author here asks the
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shaykh al-Islam, whom he describes as “dear” so as to realise closeness
with the addressee, “only” to look. Thus, we can conclude that the shaykh
al-Islam’s power is so immense that a mere look (o be used as a means of
the position and honour —vasit-1 mansib ii cah), 1.e. paying attention to the
poet, would suffice to change his social situation for the better.

Alauddin Sabit Bosnevi
A Plea to Halil Pasha for a Clock while [Sabit] was a Kadi of Bosnia

Just as should the earth under heavens supreme
For permission to express our need we ask

We have been left in the dark and trouble in the courtroom
For one means to differ night from day we ask

We don’t even know when the fasting hour starts, but for the sake of
iftar
To know the time of the sunset we ask

(Bosna Kadisi Iken Halil Pasadan Sa’at Recasina

Bi’l-iktiza tiirab-1 der-igarh-1 rif’ate
Bir ‘arz-1 hacet eylemege ruhsat isteriiz

Kalduk dertin-1 mahkeme-i teng i tirede
Leyl i nehar1 segmege bir alet isteriiz

Imsak-i derdimiiz de var amma futiir iciin
Vakt-1 guriib1 bilmege bir sa’at isteriiz) (Q 24/4-6)

We can see from the very title of the poem that this is a speech act of
request, 1.e. a plea: Sa’at Recdsina (A Plea to Halil Pasha for a Clock). The
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original text contains a dative case (recasina), which expresses the poet’s
intention. The very verses, however, are dominated by a performative
verb, since the redif of the poem ends in -a/et isteriiz (we ask), in the
present -r, which mitigates the demand as potentially non-cooperative.
However, at the very beginning, the author questions the availability, since
he is asking for a permission to express his demand: “For permission to
express our need we ask” (Bir ‘arz-1 hacet eylemege rubsat isteriiz). The
poet then states reasons for his demand / plea, which can here be observed
as a direct complaint, since the addressee is expected to perform an activity
that would improve the current unsatisfactory situation, which is described
by exaggeration: “Kalduk dertin-1 mahkeme-i teng i tirede” (We have
been left in the dark and trouble in the courtroom). Still, the main reason
for asking for a clock is religious: to determine the time of iftar, the end of
fasting.

3. Representatives

Osman Shehdi

The constructor of the house of God, Halil Pasha
Again brought to life Sultan Suleiman’s Mosque

(Semti bani-i beyt-i Huda ya’ni Halil Pasa
Cediden kildi ihya cami’-i Sultan Siileyman’1) (T 27/5)

This couplet contains a representative speech act by which the author
states facts about extralinguistic reality: that Halil Pasha reconstructed the
Sultan Suleiman’s Mosque. The chronogram also contains a compliment
to Halil Pasha which is introduced as a rheme (a new information) in the
form of an expression in Arabic ya 'ni (that is, namely, meaning), making
the pasha equal to the “constructor of the house of God”. The compliment
is seen in the allusion to the Prophet Ibrahim (PBUH.), the constructor of
the Kaaba, who was mentioned as Halilullah, i.e. “Allah’s friend”, Ibrahim
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(PBUH.). He is mentioned in the Holy Quran in the same way (An-Nisa)
(Nametak 2007: 110). The speech act is realised by the use of the perfect
-di — kildi ihya (brought to life), by which the poet expresses an activity
that ended prior to the moment of speaking — “the perfect -di always means
dynamicity and processualism, i.e. an action that the speaker was engaged
in” (Causevi¢ 1996: 262). It should be noted that this perfect also has a
secondary, modal meaning that denotes something categorical. Inversion
is seen in the second couplet. This could signify the poetical tempering
with syntax. This verb phrase emphasises the importance of Halil Pasha’s
act: he did not reconstruct, but brought the mosque to life.

Hasan Ziyai Mostari
A Chronogram to the Old Bridge in Mostar

He built a bridge like a rainbow
O, my God, is there any other like it

(Tarth-1 Cisr-1 Mostar

Kavs-i kuzahuf ‘ayni bir kopri bina itdi
Var m1 bu cihan i¢re manendi hey Allahum) (T1/1)

This couplet contains a representative speech act by which the poet
presents information about the construction of the Old Bridge in Mostar. In
doing so, he uses thr perfect -di (bina itdi), expressing an action that ended
prior to the moment of speaking. However, in it we find a compliment
expressed through exaggeration, since he compares the bridge to the
rainbow (kavs-ikuzah). The second verse is, in fact, an inverted rhetorical
question, probably for the purpose of achieving rhyme and emphasis. “Var
mi1 bu cihan i¢re manendi hey Allahum” (O, my God, is there any other like
if). The addressee mentioned here is God, which additionally intensifies the
importance of the question, while, on the other hand, the use of vocative
“hey Allahum” implies that it is an expressive exclamation showing
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the emotional state of the speaker, who is overwhelmed with emotions.
Again, a compliment can be seen here, a praise (with exaggeration) that is
indirectly addressed to the constructor of the bridge which is described as
an unparalleled object.

A Chronogram on the Accession of the Throne of the Sultan, Protector
of the World

To the arrival to the throne of the sultan of the entire world
A dignitary from the assembly uttered a chronogram

(Tarth-i Ciilas-1 Padisah-1 Alem-penah

Cilas-i tahtina bir mir-i meclis
Didi tarth heft iklim sah1) (T 4)

This verse as a representative speech act refers to the extralinguistic
reality, presenting information on Sultan Murat I1I’s accession to the throne.
However, at the same time, the verse contains another representative by
which the poet presents information on his writing of the chronogram:
“bir mir-i meclis didi tarth” (4 dignitary from the assembly uttered a tarih),
where he used the perfect -di. The poet speaks of himself in the third person
singular, violating thus the modesty maxim because he described himself
as a “mir-i meclis” (dignitary from the assembly, commander, master of
the assembly). He compliments the sultan by a praise: “heft iklim sah1”
(sultan of the entire world), 1.e. his rule stretches to the seven climatic areas
to which, according to the Islamic geographers, the world was divided.
The Islamic scholars believed that the world was divided to seven climatic
areas (initially established by Ptolemy).



Abstract

During almost five centuries of the Ottoman Empire’s rule in Bosnia
and Herzegovina, a significant number of educated people from this
region worked in the Ottoman administration, and, at the same time, used
their skills to write diwan poetry. Their work within the administration
created possibilities to become protégés of local regents, Bosnian beys
and pashas, and even the Ottoman sultans. It is well known that some of
the diwan poets from this region held very high positions in the Ottoman
administrative hierarchy and even court. Their poetical skills certainly
facilitated the advancement of their careers within the system, particularly
the couplets they devoted to their patrons, and which would often help
them form a close relationship with the Ottoman dignitaries and access
better employment opportunities. That can be seen in many of the couplets
in which the Bosnian poets asked for the support of distinguished persons
and officials and in which they first praised the knowledge and generosity
of their patrons and then spoke of their own position, achievements and
loyalty to the rulers and the Ottoman Empire.

For the purpose of a pragmatic analysis of the literary heritage of
Bosnia and Herzegovina in the Ottoman Turkish language, the works
of authors from the sixteenth, seventeenth and the eighteenth century
have been selected, i.e. the poems in which one can find references to
the extralinguistic reality and relations with their patrons. Some of the
selected poets left behind complete collections of poetry —diwans or
even mathnawis, like Dervish Pasha, the author of Muradnama. Hence,
for this study, we selected poems by Hasan Ziyai Mostari, Dervish Pasha
(Bajezidagic), Suleiman Mezaki, Sabit Bosnevi, Osman Shehdi and
Ahmed Hatem Bjelopoljak.
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Since diwan poets directly refer to the potential patrons in their
bayts, this study, besides shedding light on the relationship between the
poet and the patron, analyses poetry through the theoretical framework
of pragmatics, a linguistic discipline that analyses the use of language,
that is, the relationship between signs and their users. In other words,
pragmatics studies language as a tool to influence the addressee, as well
as to change the extralinguistic reality. Historical pragmatics, on the other
hand, deals with the texts from the past, approaching them through the
speech act theory. In the couplets of the classic Ottoman literature, one
can find certain performatives, that is, speech acts with which the poet
attempts to influence the addressee, in this case, often some prominent
individuals as potential patrons.

The manner in which a poet addresses his patron often reflects the
nature of their relationship, as well as the position and status of the author.
Such speech acts have been present in poetic forms such as the gasida,
ghazal, chronogram, kit’a (epigram), as well as the introductory and
closing sections of mathnawis, where one can find appeals, complaints,
approvals and compliments, as well as good wishes. Even though the
examples of the aforementioned poetry have been preserved as written
texts, one needs to emphasise that they were often read and recited in the
elite circles of the Ottoman society. Therefore, they can be observed as
manifestations of specific forms of communication and, as such, analysed
from the pragmatic aspect.
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